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Annotation

This translation project offers a comprehensive analysis of the Ukrainian rendition of Elin
Hilderbrand's Swan Song, a novel rich in emotional depth and vivid characterization. The project
focuses on translating the intricate literary devices that underpin the narrative's evocative
atmosphere and character development, such as epithets, metaphors, and personifications, while
maintaining fidelity to the stylistic nuances of the original text.

The diploma work is divided into two chapters: the first chapter presents the original text
alongside its Ukrainian translation, highlighting the translator's approach to preserving the novel's
genre-specific characteristics and emotional resonance. The second chapter provides an in-depth
analysis of the artistic devices employed by Hilderbrand, focusing on their functional roles in the
narrative and the challenges they pose in translation.

By exploring Hilderbrand’s signature style, marked by her ability to craft emotionally
charged scenes and complex interpersonal dynamics, the project underscores the translator's role
in conveying these elements to a Ukrainian audience. The study not only illuminates the strategies
for adapting literary devices across linguistic and cultural boundaries but also offers insights into
the broader challenges of translating contemporary romantic fiction, emphasizing the importance
of emotional fidelity and stylistic coherence.

Keywords: Swan Song, Elin Hilderbrand, literary translation, stylistic devices, metaphor,
personification, modulation, transposition, translation strategies, emotional resonance,
contemporary romantic fiction, Ukrainian target text.

AHoOTAaLA

JlunnoMHa poOoTa NpUCBsSYE€HA KOMIUIEKCHOMY aHalli3y YKpaiHChKOTO nepekyiany pomany Enin
[npnepOpang Swan Song, sikuii Biq3HAYAETHCS EMOIIHOI0 HACHUYEHICTIO Ta SICKPaBO
BHUPAXKEHOIO OOPA3HICTIO. Y MPOEKTI aKIIEHTOBAHO yBary Ha mepeaadi XyA0XKHiX 3ac0o0iB, 110
(GOpPMYIOTH eMOIIIHHY aTMOC(Epy Ta PO3KPUBAIOTH XapaKTep IMePCOHAXIB, 30KpeMa MeTadop,
eniTeTiB, nepcoHigikariii. OCHOBHUM 3aBJaHHAM OYyII0 30€perTH CTHIIICTHYHI 0COOIMBOCTI
OpUTIHAJTY I1JT 4ac MepeKIay.

JlunnoMHa poOoTa CKIIaJaeThes 3 ABOX PO3/UIIB: y MEPIIOMY MOJIaHO (PparMeHT OPUTIHATBHOTO
TEKCTY Ta HOTO YKpaiHChKUH TepeKIIaj] 3 KOMEHTapeM 00 BUOOPY MepeKIagabKUX PillIeHb 3
ypaxyBaHHSIM )aHPOBUX Ta €MOLIIITHUX XapaKTepUCTUK TBOPY. Y APYroMy po3/iii 31iHCHEHO
JeTaIbHUN aHalli3 XyJI0’KHIX 3ac001B, BUKOPUCTAHUX aBTOPKOIO, 3 aKIIEHTOM Ha IXHIO (PYHKIIIIO B
CTPYKTYpi TBOPY Ta TPYJHOII, SIKi BUHUKAIOTh MPH X MepeKIai.

Po6ora nocnixye aBTopeekuii ctunb Enin I'inbaepOpana, 30kpema i BMIHHS CTBOPIOBATH
€MOLIfHO HACUYeH] CLIEHM Ta CKJIAJHY CUCTEMY MI>)KOCOOUCTICHUX BiHOCHH. [IpoekT
M1JKPECIIIOE BaXIIUBICTh POJIi IIepekiiafaya B Iepeadl X acleKTiB YKpaiHCbKOMY YMTAaueBl.
AHaJi3 TakoXX BUCBITIIIOE CTpaTETii afanTarlii Xy10KHiX 3ac001B y MeKax MI>KMOBHOT Ta
MDKKYJIBTYPHOT KOMYHIKallii, HaroJolIyloun Ha BaXKJIMBOCTI 30€peKEHHS eMOIIIITHOrO BIIJIMBY Ta
CTHJTICTUYHOT LIUTICHOCTI TEKCTY.

Kurouogi ciioBa: Swan Song, Enin [ine0epbparo, xy0odicHili nepekiad, CmuilicmuyHi 3acoou,
Mmemadghopa, nepconigixayis, MoOyaaYisn, MPAHCRO3UYIs, NePeKIadaybKi cmpamezii, eMoyiiuHa
eKCNpecusHicmb, CYYACHA POMAHMUYHA OPAMA, NEPEKIa0 YKPAIHCLKOIO MOBOIO.
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Introduction

The act of translating a literary work is an intricate interplay between preserving its original
essence and adapting it to fit the cultural context of the target language. This project focuses on
the Ukrainian translation of Elin Hilderbrand's "Swan Song," a compelling novel that blends
romantic-emotional themes with vivid depictions of feelings and nature. The purpose of this
project is not only to render the text into Ukrainian but also to analyze the literary devices used to
create an emotional atmosphere and characterize the novel’s characters.

Elin Hilderbrand’s prose, known for its evocative imagery, nuanced character
development, and emotional depth, presents unique challenges for translation. Her ability to weave
intricate descriptions of emotions and nature into her storytelling requires a translation approach
that goes beyond linguistic conversion. It demands a sensitive cultural and emotional transposition
capable of engaging the Ukrainian reader with the same resonance as the original text.

Object: The project aims to critically analyze and evaluate the use of literary devices in
Elin Hilderbrand's "Swan Song" as a means of creating emotional atmosphere and
characterization. The focus is on devices such as epithets, metaphors, metonymy, hyperbole,
antithesis, oxymoron, personification, and synecdoche. Additionally, the project seeks to explore
the challenges and translation techniques involved in rendering these artistic elements into
Ukrainian.

The subject of the project is the Ukrainian translation of Elin Hilderbrand's "Swan Song"
and the examination of artistic devices employed in the original work. The project also delves into
the theoretical aspects of literary translation, particularly focusing on the challenges and
techniques related to preserving emotional and stylistic nuances during the translation process.

The aim of the project is to provide a comprehensive analysis of the Ukrainian translation
of "Swan Song" by Elin Hilderbrand, emphasizing the artistic devices used by the author to create
an emotional atmosphere and develop characters. The project also aims to contribute to the
understanding of translation challenges specific to preserving these artistic elements in literary
works.

Tasks:

- Conduct a detailed analysis of the artistic devices used in "Swan Song," focusing on epithets,
metaphors, metonymy, hyperbole, antithesis, oxymoron, personification, and synecdoche.

- Investigate and provide a theoretical overview of literary devices in translation, with a focus
on their role in preserving the essence of the original text.

- Examine the Ukrainian translation of "Swan Song" and assess how effectively it captures the
intended emotional atmosphere and characterization of the original work.

- Explore and discuss translation techniques employed in the Ukrainian translation to convey
the artistic devices present in "Swan Song."

- Synthesize findings from the analysis and theoretical exploration to draw conclusions about
the success of the Ukrainian translation in preserving the artistic merit of Elin Hilderbrand’s
work.

The methodology adopted for this project involves a detailed analysis of the original
English version of "Swan Song™ and its translated Ukrainian counterpart. The translation process
required not only linguistic expertise but also an in-depth understanding of the novel's emotional
and descriptive richness. This includes analyzing Hilderbrand’s use of literary devices to evoke
emotional responses and create vivid characterizations.

Within the scope of this project, the first chapter juxtaposes the original and translated
works, providing a direct comparison of linguistic and stylistic elements. The second chapter
delves into a theoretical discussion of the translation methods employed, examining the
effectiveness of various techniques, the challenges encountered, and the solutions devised to
address these obstacles. By focusing on the interplay between artistic devices and translation, the
project seeks to evaluate the overall success of the Ukrainian version of "Swan Song."



Chapter 1. Swan Song by Elin Hilderbrand — E.I'inbaepopana, «/IedequHa micHs»

Original

Translation

2. “Sherry’s Living in Paradise”

One month earlier

The song is playing when the couple sit down at the bar. Each
track on the Banana Deck’s Spotify playlist has paradise in the
title; Coco is weary of all of them but especially this one. What
that really means is that Coco is tired of St. John. It’s nearly
Memorial Day weekend, which marks the end of high season
here in the Virgin Islands.

“I have a question for you,” the gentleman says in a broad
Australian accent. The guy is overdressed for the Banana
Deck—he’s in a linen blazer the color of wheat bread and a
crisp white shirt. His wife has long chestnutbrown hair styled in
sumptuous barrel curls; her silk bias-cut dress is giving
Academy Awards—presenter vibes.

Coco sighs and sets down her book. She’s reading The Secret
History by Donna Tartt. She can’t believe it’s never been made
into a movie.

“No, this song isn’t about me,” Coco says, though most of the
lyrics apply. She is living in paradise, she is slinging drinks at a
bar down by the beach. She’s both chasing something and
running from something; she’s had a lot of lovers who were
good for nothing. As for thinking about leaving—well, these
days Coco does nothing but.

“That wasn’t my question,” the gentleman says. “I want to
know if—"

“Yes, Kenny Chesney does sometimes come in here,” Coco
says.

2. «lllepi xuBe B paro»

Micsup ToMy

Menopais nefp 4yTHO JiyHala, KOJIM Tapa 3aifHsmia Micis 3a 6apHOIo
CTiliKo10. Y KOXKHIN Kommo3ulii 3 ruieitucra Banana Deck na
Spotify 3yctpiganocs ci0Bo, 1110 HaBiFOBAJIO paiicbKy aTMochepy.
Koxko Bke HeaOMsIK BTOMHJIACS BiJI ITUX YCIX «paiBy», 0COOIMBO Bif
Ti€l micHi, 110 rpaja 3apas. Skuio 0yt BiABEpTOIO, iif HAOpHUA cam
Cesruii loann. Hezabapom maB Hactatyl JIeHp mam’siTi — 3HaK
TOTO, 1[0 TYPUCTUYHUIN ce30H Ha BipriHChKUX ocTpoBax 106irae
KiHISL"Y MEHE € JI0 Bac 3alUTaHHsI," — MPOMOBHB YOJIOBIK 3
BUPA3HNM aBCTPANICHKAM aKLeHTOM. Moro 30BHiMIHIN BUrIs
KOHTPACTYyBaB 13 HEBUMYIICHOIO aTMOC(EPOro IIISHKHOTO Oapy
Banana Deck: na HboMy OyB CBITJINiT JIUTSIHUIA TTi/DKAK KOJIBOPY
TMIIIIEHUII Ta 17leaJIbHO BUIpacyBaHa Oiia copouka. [lopyu crosina
Jpy’XuHa, ii 00pa3 0yB HallOBHEHHI POMAHTUKOIO: JI0BIe
KaIlITaHOBE BOJIOCCS CIAIaJi0 Ha IUIeYl M'IKUMHU XBWISIMH, a JIeTKa
m1(oHOBa CYKHS MAcTENbHOTO BiITIHKY Ha/laBaia ilf HOBITPSIHOCTI.
OnycTuBIIM TOJIS, BOHA BiJiKJana KHUTY. "TaeMHa ictopis"”
Jonni Tapt 6ykBanbHO 3auapyBaia ii. BoHa He Moria noBipuTH,
110 TaKUH 3aXOIUIMBHI CIOXKET III€ HE CTaB OCHOBOIO IS
KiHOIIIeIeBpa.

"Hi, s micHst He ipo MeHe", - nmpomenTana Koko, xoua ciioBa micHi
BiJUTyHIOBaNM B ii qymii. Bona Giykana B nomnrykax ceoe,
BITUAlIyIITHO HAMAararOYMCh 3HAUTH CBOE MICII€ B IIbOMY CBITI.

"Lle He Oymo Moe€ 3anmUTaHH:", - CKa3aB JPKEHTIIbMEH. 'S xouy
3HATH, 4M..."

"Tak, Kenni YecHi iHO/I croau 3axoauTh", - ckazana Koko.




“Though not usually this late in the season.”

“Shoot. We were hoping we could buy him a drink,” the wife
says. She sounds American.

You and everyone else, Coco thinks. Wow, she’s in a foul
mood. She slaps down a couple of Cruzan Rum coasters. “What
can | get you?”

“A bottle of very cold Veuve Clicquot, please,” the gentleman
says.

Coco nearly laughs. “We don’t have Veuve Clicquot.”

“Moét?” he says. “Taittinger?”

Coco holds a finger up. “I’ll be right back.”

She heads over to the hostess station. “I think the couple at the
bar is in the wrong place,” she tells Clover. “They ordered
champagne, and they’re all gussied up.” Coco can’t believe she
just used the word gussied; from time to time, she opens her
mouth and Arkansas slips out.

“They didn’t make a reservation and [ won’t have an open table
for at least forty-five minutes,” Clover says. She lowers her
voice and says, “The guy called me mate and tried to slide me a
hundred-dollar bill. I was like, Whoa, are you trying to bribe
me? Then he tells me he’s a movie producer and I’'m like, Good
for you, mate. ’'m a restaurant hostess without any available
tables.”

Coco perks up. She just finished her screenplay last week and
has been contemplating her next steps. This, she thinks, is
what’s known as manifestation.

When Coco returns to the bar, a dude who works for WAPA,
the Virgin Islands power company, has taken a seat next to the
couple, and they’ve struck up a friendly conversation—s0
friendly that the movie producer introduces himself. “I’m Bull
Richardson and this is my wife, Leslee.” To Coco, he says,
“How’d we do with the bubbly? I’ll need a third glass for my
mate Harlan here.”

"Xoua He 3a3BHYall Tak Mi3HO B Ce30H1".

"JopT. My crioziBaiucs KylmuTH oMy Hamoi'", - ckaszaia JIpy>KHHa.
Bomna 3Byuana six amepuKaHka.

"Twu 1 Bci iH", - moxymana Koko. "Bay, y Hei moranuii Hactpiit".
Bona nmoksana mapy miacTaBoK i CKISSHKH Big poma Cruzan. "o
s MOXKY JIJ1s1 Bac 3pooutu?"

"Byrensky ayxe xomoanoro Veuve Clicquot, Oyap jacka", - ckazaB
JOKEHTJIBMEH.

Koko neap He poscmisnacs. "Y Hac Hemae Veuve Clicquot".
"Moét?" - ckazas BiH. "Taittinger?"

Koko nignsna nanens. "5 3apa3 nmoBepHych'.

Bomna mimmna 1o criiiku agMminicTparopa. "MeHi 31a€eThCs, mapa 3a
0apHOIO CTiiKOI0 HE B ToMY MicIi", - cka3aia BoHa Kiosep. Bonu
3aMOBWJIM IIAMITAHCHKE # yci BOpasmcs 3 0coonuBuM mukoM. Koko
a)X He MOTJa MOBIPUTH, III0 BUKOPUCTAJIA CIIOBO «BOpAIUCI»—IHOI1
B 11 MOBI IPOPUBAIOCS apKAaH3aChKE KOPIHHS.

"Bonu He poOuiu OpoHIOBaHHS, 1 B MEHE HE Oy/ie BUIbHOTO CTOJIUKA
11e MpUHaMHI COpPOK I’ SITh XBUJINH,"—Ccka3ana Knosep. Bona
Haxuimiacs oymxue ¥ tuxime qogana: "JonoBik Ha3BaB MEHE
«MEUT» 1 cripoOyBaB MiJICYHYTH CTOJ0JIApOBY Kymtopy. S Taka:
«Oro, Ty moIHO cipoOyBaB MEHE MIJKYNUTU?» A MOTIM BiH
3as1BUB, 110 KIHOMIPOIOCEP, 1 51 BianoBina: «UymoBo, meite. A s
a/IMIHICTPATOp PECTOpaHy, y SIKOMY HEMa€e BUIBHUX CTOJIBY."

s dpaza 3amikaBuna Koko. Bona moiiHo 3aBepiunia poOoTy Haj
CBOIM CIIEHapieM 1 po3MipKOBYBaJla PO HACTYMHI KpokH. OCh BOHO,
nonymaia BoHa. Lle 1 € Ta cama manidecraris.

Konu BoHa nmoBepHynacs 10 6apy, A0 MapH, 10 CUIA TOPYY,
IpHETHABCS YOJOBIK, akuil npaiosas y WAPA—eHepreTnyHii
KommaHii Biprincekux octpoBiB. Po3moBa mBHIKO cTana
HEBUMYILIEHOI0, HACTIJIBKH, 1110 KIHOTPOIIOCEp BUPILIUB
NPEJCTaBUTHCS.




“We don’t carry any champagne, unfortunately.” Coco wonders
if this couple thought the Banana Deck was more like Nikki
Beach in St. Bart’s, where, if Instagram is to be believed, your
server parades through the dining room holding your ten-
thousand-dollar bottle of Dom Pérignon with Pitbull playing
and sparklers shooting so everyone knows just how much
money you spent on your buzz.

“No worries!” Bull Richardson says. He looks at Harlan. “What
are you drinking, mate?”

“Bud Light, please,” Harlan says.

“I’ll have a double-shot rum punch with a Myers’s floater,”
Bull says.

Coco raises her eyebrows. That’s a serious drink.

“I’ll have the same,” Leslee Richardson says. “And we’d like to
eat.”

Coco slides menus in front of everyone and mixes up the
double-shot rum punches with generous Myers’s floaters. She
presents the drinks to the Richardsons and cracks open a Bud
Light for Harlan from WAPA. The song changes to “Two
Tickets to Paradise,” and Coco washes glassware while
casually eavesdropping.

She learns that the Richardsons are renting in Peter Bay, aka
Billionaire Hill. When he’s asked where they’re from, Mr.
Richardson says, “We bounce around a lot. We did the holidays
in Palm Beach, then we skied most of our winter away in
Aspen. The snow was so good that we stuck around longer than
we planned, which is why we’re here so late in the season.
We’re going to spend the summer on Nantucket. I should say
we’re moving there, finally putting down some roots. We’ve
been looking at houses.”

When asked what business he’s in, Mr. Richardson says, “I
own a beverage-distribution company. We supply water, soda,
and sports drinks throughout Indonesia.”

"S1 bynn PiuapacoH, a nie most npykuna Jlecni,"—cka3aB BiH. [ToTim
3BepHyBCs 10 Koko: "SIk momo irpuctoro? Meni noTpiOeH 1ie o1uH
KeJMX [ Moro MerTta Xapiana."

"Ha >kanp, y HAC HeMae MIaMITaHChKOTO,"—BiAMOB1IAa BOHA,
3aMHCITIOIOYUCh, UM He ysiBisie 1 napa Banana Deck ynmoch
cxoxxum Ha Nikki Beach y Cen-baprenemi. [le, sxiuio BiputH
IHcTarpamy, odimiaHT ypourcTo Hece Kpi3hb 3ajly Ballly TUISIIKY
Dom Pérignon 3a necsarts TUCSY 0JIapiB, I1i]] aKOMIIAHEMEHT
[TiTOyns ¥ peepBepkiB, abu BCi HABKOJIO 3HAH, CKIIBKU BU
BUTPATHIIM Ha CBii BeUipHii Kan(.

"He npobnema!"—sinmaxuyscs by Pivapacon. Bin risnyB Ha
Xapnana. "o n’em, merite?"

"Bud Light, 6yap iacka,"—BiamnoBiB To#.

"] Bi3pMY MO/IBIHUI pOMOBHII IyHIN 13 1aBarounmM Myers,"'—
ckazas bymr.

Koxko siens momitTHO migHsa OpoBu. Cepiio3Huii BHOIp.

"I meni Take x,"—mnonana Jlecni Pivapacon. "A me Mu 6 XoTun
3aMOBHUTH IIIOCH IMOiCTH."

Koxko nmoxkana MeHro nepes ycima i 3minana noBiiiHi poMOBi
MaHyYl 3 BEJIMKOIO KUTBKICTIO TIaBatouoro Myers. Bona nonana
Harnoi Piuapnconam i Binkpuna Bud Light nns Xapnana 3 WAPA.
[Ticus 3minunacs Ha "Two Tickets to Paradise", 1 Koko muna mocyn,
BUIIA/IKOBO ITiJICTyXOBYIOUH.

Bona ni3nanacs, mo Piuapaconu opennytots Oyausok y [litep-beid,
TakoX BijoMoMy sk [Tarop0 minbsapaepis. Konu ioro 3anuranmy,
3BIJIKM BOHHU, MicTep Piuapyicon ckazan: "Mu 6arato Kyau i3gumo.
Mu nipoBenu cBsita B [lanm-biy, motiM OisbIry YacTUHY 3UMU
KaTaJuch Ha Jrkax B AcneHi. CHIr OyB HACTUIbKHM FapHUM, 10 MU
3aJMIIMIINCS JTOBILE, HIXK IJIAaHYBAJIM, TOMY MH TYT TakK Mi3HO B
ce3oHi. Mu 306upaemocs mpoBect JiiTo Ha HanTakeri. MaOyThb,
BapTO CKAa3aTH, 1[0 MU MEPEHKIPKAEMO TYAH, HAPEIITI TyCKAEMO
KOpiHHA. MU TUBUMOCS Ha OyJIUHKH".




Coco’s spirits deflate. Did this guy lie to Clover just to get a
table?

“And Bull is a movie producer!” Leslee says.

“On the finance side,” Bull says. “I have people who tell me
what’s going to be big, and I invest. For example, did you see
The Main Vein?”

Harlan admits he hasn’t seen it, and neither has Coco. She can’t
help but think of her mother’s boyfriend, Kemp, who
announced he was going to “drain the main vein” every time he
took a leak. Eww.

“What about Snark?” Bull asks.

Nope.

“They were big overseas,” Leslee says. “All the cinemas in
Kuala Lumpur were showing Snark. There were lines down the
Street.”

Coco is glad to hear that Bull Richardson’s producer credits
don’t include movies like Top Gun and Avatar. That means he
might be open to taking a chance on a first-time screenwriter.
She asks if they’re ready to order. Bull slaps down the menu
and says, “Give us all the appetizers.”

“You’d like—"

“All of them,” Bull says. “Please.”

Coco punches in the conch fritters, spring rolls, mozz sticks,
wings, and quesadillas; she skips the peel-’n’-eat shrimp as a
favor to the wife in her silk dress. The song changes to
“Paradise City,” and Coco checks her garnishes. Harlan is
sitting next to Leslee; he’s a white dude with a hard-hat
sunburn that cuts neatly across his forehead. He’s explaining
his job as a lineman, and Coco would like to ask how he can, in
good conscience, work for a company that charges forty-one
cents per kilowatt hour. (It’s ten cents per kilowatt hour in
Arkansas; Coco looked it up.) But she doesn’t want to be rude.
She needs to seize this opportunity.

Komu #ioro 3anuranu, yuM BiH 3aliMa€eThCsl, MicTep Pidapacon
ckazas: "f BOIOAI0 KOMIAHI€I0 3 PO3MOALTY HaroiB. Mu
MOCTa4aeMO BOAY, COJIY Ta CIIOPTUBHI Hamoi 1o Bcik [aaonesii".
Hyx Koxko cnaB. Uu 6pexaB ueit xnoneus Kinosep, npocto o0
OTPUMATH CTOJIUK?

"A Bynn xinonposrocep!" - ckazana Jleci.

"3 ¢inaHcoBoi ctopoHu", - ckazas by "V MeHe € monu, ki
KaXyTh MEHI, 110 Oyzie MOMyJIsIpHUM, 1 g iHBecTyt0. Hanpukmnan, tu
6auyuB "['onoBHy BeHy"?

Harlan 3i3HaBcs, mo He 6auus #oro, i Koko te:x. Bona ne moria He
nogyMaTH rpo 6oiidppenna cBoei marepi, Kemna, sikuii orosourysas,
110 30upaeTbes "ONOPOKHUTHU TOJIOBHY BEHY'" KOYKHOTO pazy, KOJIU
XoauB y Tyainer. Dy.

"A sk momo "Cuapky"?" - 3anutaB by

Hi.

"Bonu Oynu BelMKUMH 3a KopAoHoM", - cka3zaina Jlecmi. "Yci
kiHoteatpu B Kyana-Jlymnypi nokazysanu "Cuapk". Tam Oynu
yepru Ha Bynuui'".

Koxko pana Oyna Ji3HaTHCS, 110 B CIIUCKY MPOAIOCEPCHKUX 3aCITyT
bynna Piuapacona Hemae takux ¢iibMmiB, sk "Ton I'an" 1 "ABarap".
I1e o3Hayvazo, 110 BiH MIr OM PU3UKHYTH 1 B3SITH Ha poOOTY
HOBaYKa-CIIEHAPHUCTA.

Bona 3anuTana, Y1 BOHM FOTOB1 3aMOBJIATU. ByJul KHHYB MEHIO 1
ckazag: "Jlait Ham yci 3aKyckH'".

"Bu xotinu 6..."

"Vei", - ckazaB bymn. "Byas macka".

Koxko 3amMoBmMIIa KpOKETi 3 MOJIIOCKIB, BECHSIHI PYJIETUKH, MOLIApey,
KPWJIbLIS Ta KECaUIbl0; BOHA MIPOITyCTHIIa KPEBETKH, 11100 3p0OUTH
npUeEMHE JPY>KUHI B IOBKOBIN CykHi. [licHa 3MiHMIacs Ha
"Paradise City", 1 Koko nepeBipuina cBoi rapHipu. XapiaH CUAiB
nopyu 13 Jlecni; e 6yB 01K XJTOMENb 13 COHTYHUM OIIKOM Ha
71001, SIKW PIBHOLO JIIHIEIO TIepeTUHAB Horo yojo. BiH nosicHioBaB
CBOIO po0OOTY JiHIWHUM pobiTHHKOM, 1 KOKO X0Tina 3anuTaru, siK




She considers saying, I’ve written a screenplay. And when Bull
Richardson quips, Hasn’t everyone? Coco will tell him that her
screenplay is based on a true story. Is there a more seductive
phrase in the English language?

But what if he asks her to pitch him right then and there in front
of his wife and the WAPA dude? Coco learned everything she
knows about pitching a movie from watching The Player a
dozen times, and although she practices her pitch in front of the
bathroom mirror every morning as she waits for the shower to
heat up, she can’t quite convey the magic of her screenplay,
which is in the writing, the details, the emotional depth of her
main character. She wants this guy Bull Richardson to read it—
but why would he? He doesn’t know her; she’s just tonight’s
bartender, and therefore she’ll be easy to dismiss.

There has to be another way to finesse this. There is another
way, Coco realizes, one that nicely dovetails with her burning
desire to leave the Virgin Islands for the summer.

She sets down the order of conch fritters, and Bull Richardson
growls. He’s more Mad Max than Crocodile Dundee, Coco
thinks. She can easily picture him cruising across the outback in
a Ford Falcon seeking vengeance and justice.

“I heard you mention Nantucket,” Coco says. “I’m heading
there myself this summer.”

Bull dips a conch fritter into the roasted red pepper aioli and
seems to take an interest in Coco for the first time. Bull holds
her gaze (Coco has been told her entire life that her eyes are
something special; the irises are icy blue with a dark blue ring
around them). She expects his attention will drift down to her
chest, but happily, Bull isn’t as coarse as her typical bar
customer.

Leslee, meanwhile, has taken the moment to squeeze Harlan’s
grapefruit-size biceps. She turns to Coco. “That’s quite a
coincidence. Do you know people on Nantucket?”

BiH MOK€, CyMJIIHHSIM, MPAIIOBATH HA KOMIIaHiI0, SIKa CTATY€E COPOK
OJIHY LIEHTY 3a KinoBar-roauny. (Lle aecsTh eHTIB 3a KiIoBaT-
roauHy B Apkanzaci; Koko 11e mepeBipuia). Ajie BoHa HE XOTijIa
6yTu rpy6o10. [if moTpi6HO 6yI0 CKOPHCTATUCS Li€I0 MOYKIMBICTIO.
Bona mogymana ckazatu: "4 Hanucana cuenapii". A xonu by
Piuapncon ckaxe: "Xi0a 1e He Bci pobnsaTs?", Koko ckaxke oMy,
1o ii crieHapiii 3aCHOBaHUH Ha pealibHiK icTopii. Un € O1Ibi
CHOKYCIIMBa (paza B aHIITIHCHKii MOBi?

ATe 1110, SIKIIO BiH MOMPOCUTS 1i IPE3EHTYBATH CLIEHAPil MPIMO
TYyT, Iepe] iloro apyxuHoro Ta xjomnueM 3 WAPA? Koko
HABYMJIACS BChOMY, 1110 3HAE MPO Mpe3eHTalio GibmMy, 3 GiUIbMY
"I'paBenp", i X04a BOHA MIOPAaHKY MMPAKTHKYyBala CBil MIiTY mepen
J3epKajoM y BaHHIM KIMHATI, MOKU YeKalla, KOJIM HarpieThbCsl IyIl,
BOHA HE MOTJIa MTOBHICTIO MEPEAaTH Marito CBOTO CIEHAPII0, SIKHHA
MOJIATAaB Y HAIIMCAHHI, JIEeTalsAX, eMOIiiiHii riuOuHi 1i TOJIOBHOTO
reposi. Bona xotina, mo6 neit xionens by Piuapacon npounTas
ii cuenapiii, aine yomy O BiH 11e 3poOuB? BiH He 3HaB ii; BoHa Oyna
IpOCTO GApMEHOM Ha ChOTOAHIINIHIN Bevip, 1 TOMY ii Oyie jerko
BiJIKMHYTH.

[ToBuHeH OyTu 1HIIMI criocid 1e 3podutu. € 1HIKN cnocio,
3po3ymina Koko, sikuit 4y 10BO MO€AHYETHCS 3 11 MAIKUM Oa)kaHHSIM
MOKMHYTU BipriHchbki 0CTpOBH Ha JITO.

Bona noksiana 3aMOBIIEHHsI Ha KPOKETI 3 MOJIIOCKIB, 1 by
Pivapncon 3arapuaB. Bin Oubiie cxoxuii Ha boxkeBuibHOro Makca,
Hik Ha Kpokonuna Jlanai, nogymana Koko. Bona nerko yssisina,
SK BIH T3AUTH MO aBcTpaiiiickkiit mycreni Ha Ford Falcon y
MOIIYKaX MOMCTH 1 CTIpaBeIMBOCTI.

"4 uyB, Th 3ragyBasia Hanraket", - cka3ana Koko. " tex Tynm iny
uporo jira'.

Byt Mmakae KpokeTy 3 MOJIFOCKIB y COYC 3 TICUEHOTO MEPITHO 1,
3J1a€ThCs, BIeple 3BepTae yBary Ha Koko. by Tpumae ii normsin
(Koxo Bce *UTTS Ka3anu, 110 11 04l 0COOJIMBI; pall1y XK1
JHOJISTHUKOBO-0JIAKUTHI 3 TEMHO-CHHIM 001/1koM). BoHa ouikyBaia,




“Yes,” Coco lies. Then she scrambles. Who? Who? “I grew up
in Rosebush, Arkansas, and our town librarian, Susan
Geraghty, introduced me to Nantucket.” Technically, Coco
thinks, this is true.

“Rosebush, Arkansas?” Leslee says.

“Yes, ma’am,” Coco says. Coco’s screenplay is titled
Rosebush. Her opening shot is of the town sign, which
announces a population of 423, then the camera pans to
Rosebush’s seen-better-days Main Street, which boasts two
businesses: Grumpy Garth’s Diner and the Pansy and Petunia
Vintage Market, where you can buy anything from a donkey
saddle to Aunt Sally’s amethyst brooch missing all but one of
the amethysts.

The screenplay follows a high-school girl named (for the time
being) Coco, who wants to get the hell out of Rosebush. Most
people in Rosebush care about nothing but college football and
NASCAR, but Coco is obsessed with grander things: film,
literature, art, music—culture.

The screenplay starts during Coco’s senior year, when she
attends a program for exceptional students in Little Rock. She
takes a screenwriting seminar with a professor from NYU who
tells her she has a “good ear for dialogue” and a “keen sense of
story arc.” These two compliments set Coco on her path; she
returns to Rosebush energized, inspired, aroused. She wants to
hitchhike to LA but before she goes, she needs at least a little
money. She steals from the register at Grumpy Garth’s and then
the safe, but she’s caught by Garth himself, which is awkward
and horrible because Garth is a wonderful man (Coco imagines
Morgan Freeman playing this part). September arrives and
there’s no money even for community college in nearby Searcy,
so Coco moves up to Missouri and gets a job bartending near
the Lake of the Ozarks.

110 Moro yBara nepemie Ha ii rpyau, ajie, Ha macts, by He Takui
rpyOuii, sk ii 3BUYaifHi KJIi€HTH.

Tum gacom Jlecii ckopucTanacs MOMEHTOM, 100 CTUCHYTH OilIerc
Xapmana po3Mipom 3 rpeingpyt. Bona nosepuynacs n1o Koko. "lle
nocuth nuBHe 30ir. Tu 3Haem mroneii Ha Hanrakeri?"

"Tax", - 30pexana Koko. [Torim BoHa 3acyetmnack. X10? XT0? "S
Bupocia B Poy30ymri, mraT ApkaHsac, 1 Hama 6i0oTekapka,
Cerozan I'epari, mo3naitomuna mene 3 Hantakerom". TexHigHO,
nonymana Koko, 1ie nmpasa.

"Poy30ym, Apkan3zac?" - ckazana Jleci.

"Tak, magam", - ckazana Koxko.

Crenapiii Koxo nasusaetbes "Poy36ym". Ii mouatkosuii kaap - e
BHBICKA MiCTa, Ha sIKili HarMcaHo HaceleHHs 423, MoTiM Kamepa
NEePEMIIy€eThCSl Ha TOJIOBHY BYIUII0 Poy30ya, sika mepexuna
Kpallli 9acH, 1 Ha AKii po3TalloBaHi aBa 3akiaaau: kade "['pizii
[apt" i BinTaxkuuii punok "llenci ta [letynisn", 1e MOKHA KyTUTH
BCE, BiJI CiJy1a JIjIs BiCIIIOKA 0 OPOIIKH 3 aMeTUCTOM TiTku Cani,
Ha K1l 3aJTUIINBCS JIUIIE OJTUH aMETHCT.

Cuenapiif po3noBiJia€e Mpo JIBYMHY-CTAPIIOKIACHUIO Ha iM's Koko
(moku 110), sika Xo4e BTeKTH 3 Poy30yma. binpmiicts moaeit y
Poy30y11i He IIKaBIATbCSA HIYUM, KPIM YHIBEPCUTETCHKOTO
¢byt60omy Ta NASCAR, ane Koko 3axormoerbest OTbIIn
IpaH/1io3HUMH peyaMHu: KiHO, JITepaTypor0, MUCTELITBOM, My3HKOIO
- KYJIBTYpPOIO.

Cuenapiif TOYMHAETHCS 3 OCTAHHBOT'O pOKY HaBuaHHS Koko, koiu
BOHA B1/IBIIy€ nporpamy AJis BugaTHux y4yHiB y Jliti-Poky. Bona
BiJIBiIy€ ceMiHap 31 ciieHapito 3 npodecopom 3 NYU, sikuii kaxe iH,
110 y Hel "rapHe ByX0 /10 Aianorie" 1 "rocTpe BIIUYTTS CIOKETHOI
nayru". Li aABa KOMIUTIMEHTH cripsMoBYIOTh Koko Ha 11 nuisix; BoHa
nmoBepTaeThes 10 Poy30yiia crioBHEHa eHeprii, HATXHEHHS 1
OaxanHs. BoHna xoue aBrocTonom aicratucs 1o Jloc-Anmxkeneca,
ajie mepes TUM il moTpiOHO Xoua 6 Tpoxu rporeii. Bona kpane 3
kacu B "I'pi3mi ['apTi", a notiM i3 ceiida, ane ii 1oBuTh cam ['apr,
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A montage of Coco at her new job follows: She pulls draft
beers and pours shots of bourbon; she counts her tips, then
looks across the dull mirror of the lake in which the Hollywood
sign appears as a mirage. She’s gotten away—Dbut not far
enough.

Coco is named employee of the year and wins a weeklong
cruise to the Virgin Islands. There’s a scene where Coco leans
against the railing of a cruise ship marveling at the green peaks
of the islands, the clear turquoise of the water. She has reached
a land of palm trees and steel-drum music, hibiscus and white
sandy bays. She wanders through Cruz Bay and sees a Help
Wanted sign at a bar not unlike the Banana Deck, and the
viewer realizes she’s going to stay.

The script ends there, but in real life, Coco wants a more
meaningful dream to come true. She wants to enter the world of
producers and first ADs, of craft services and second units. She
will do whatever it takes to see Rosebush on the big screen.
Only then will she have fulfilled her purpose.

When Coco turns her attention back to the Richardsons, she
notices Leslee’s hand resting on the WAPA dude’s thigh.
Coco’s eyes flick over to Bull. Is he seeing this?

“Anyway,” Coco says. “I’'m really looking forward to this
summer on Nantucket.” And suddenly she is. She will leave
behind three o’clock happy hours and wild donkeys in the road
for... what do they have on Nantucket? Lighthouses, clam
chowder, cocktail parties on the croquet lawn?

Bull takes a long swig of his rum punch. “Do you already have
a job nailed down?” he asks. “Because we’re going to need a
household assistant. A... girl Friday.” He turns to Leslee, who
lazily lifts her hand from the WAPA dude’s leg. “Right? We
talked about finding someone.”

1110 HE3PYYHO 1 )KaxJIMBO, TOMY 110 ["apT - uynosa moauHa (Koko
VSIBJISIE, IO 10 posib rpae Mopran ®@piman). Hactae Bepecens, i
TpoOIeii HEMae HaBITh Ha HABYAHHS B KOJIE/K] B cycimabomy Ciapci,
tomy Koko nepeixmkae 10 Miccypi i BIaIITOBYEThCS HA pOOOTY
O6apmeHoM 01t o3epa O3apkc.

Jaui fine monTaxk Koko Ha 11 HOBii poOOTi: BOHA HAJTUBAE MHBO 3
KpaHa 1 HaJuBae 1moTi OypOOHY; BOHA paxye CBO1 YailoBi, a MOTIM
JUBHUTHCS Ha ThMSHE JI3€PKAJIO 03€pa, B IKOMY 3HaK [ ommtiBymy
3'ABIISETHCA SIK Mipax. BoHa BTeka, ane He JOCTaTHbO JaJIeKo.
Koko Ha3nBaroTh MpariBHUKOM POKY 1 BOHA BUTPA€E THKHEBUH Kpyi3
Ha Biprinceki octpoBu. € cueHa, ne Koko cniupaerscs Ha nepuiia
KPYi3HOTO JlaifHepa, 3aXOILUTIOI0YNCH 3eJICHUMH BEPITUHAMU
OCTpPOBIB, UUCTOIO OIpI030BOIO BOAOK0. BoHa nmoTpanuiia B kpainy
naJibM 1 My3UKH cTajeBux O0apabaHiB, ridickyca i O1TMX MiIaHuX
3atok. Bona 6poauts no Kpys-bero 1 6aunts BuBicky "[loTpiOHa
noromora" B 6api, cxoxxomy Ha Banana Deck, i risinau posymie, 1o
BOHA 3aJIMIIUTHCA.

CueHapiii 3aKiHUYy€eThCS TYT, alie B peaJbHOoMY >kUTTI Koko xoue,
11006 31ifcHUIacs OuIbl 3Hauyma Mpis. BoHa xoue yBiiiTu y cBIT
IPOJIOCEPIB 1 MEPIINX TOMIYHUKIB PEXKHUCEPIB, KEUTEPUHTY Ta
3HIMaJIbHUX Ipy1. BoHa 3po0UTH Bce MOXKIIUBE, 00 MOOAYUTH
Poy30y1 Ha BenukoMy ekpasi. T1IbKH TOJ1 BOHa BUKOHAE CBOE
NpPU3HAYECHHS.

Komu Koko moBepHyna cBoro yBary o Pigapiconis, BoHa
MOMITHIIA, 110 pyKa Jlecni aexxuth Ha crerti xyonusd 3 WAPA. Oui
Koko nogusunmcs Ha bynna. Bin Oauuts 1e?

"Hy, 6ynp sik Oy1s, - ckazana Koko. - S myxe dekaro 1poro JiTa Ha
Hanraketi". | panitom BoHa Tak 1 m1ymae. BoHa 3anummTh mo3amy
HECKiHYEHHI TpUBaJli TOJAMHU 3HIKOK y Oapax i OcIIiB, 110
6e3TypO0THO OTyKaroTh Joporami... 3apaau yoro? I1{o Tam B3arami
€ Ha Hanrtaketi? Masiku, KpeM-Cyll 3 MOJIIOCKIB, KOKTEHJIbHI
BEYIPKH Ha KPOKETHOMY MHOJI1?

11



Leslee says, “We talked about hiring someone who’s familiar
with the island since we’ll be brand-new there. We don’t know
a soul.”

Coco says, “I’'m deciding between two offers for the exact
position you’re talking about. Personal concierge.”

“Yes!” Bull says. “Personal concierge! Well, don’t take those
other offers. Come work for us instead. We’ll pay thirty-five an
hour and provide housing.”

Wait, Coco thinks. Is it going to be this easy?

“Thirty-five an hour!”” Harlan says. “Hell, I’ll go to Nantucket.”
“Bull,” Leslee says. Here it comes, Coco thinks, the velvet
hammer. “We haven’t even bought a place yet.”

“But we’re close. You liked the one with the party room.”
“Party room!” Harlan says, hoisting his Bud.

Bull shoves the final conch fritter into his piehole. He has sun-
scorched cheeks and a nose that looks like it’s been broken half
a dozen times, so you couldn’t call him handsome, but his
confidence and his accent are appealing.

“The party room is an orgy waiting to happen,” Leslee says like
this 1s a good thing. “But isn’t that the house with issues? The
erosion problem? Climate change...”

“By the time we need to worry about climate change,” Bull
says, “we’ll be long dead.” He smiles at Coco. “We don’t have
kids. Who cares if the house falls into the sea fifty years from
now?” He slides his business card across the bar and Coco
picks it up. BULFINCH RICHARDSON, it says.
SWEETWATER DISTRIBUTION AND PRODUCTIONS.
There’s a cell number and two email addresses, one for the
distribution, one for the productions. “Send me your
information tomorrow,” he says. “I’ll let you know when we
close on the house, and we can reconnect on Nantucket. How
does that sound?”

Byt 3poOuB OBTHiT KOBTOK CBOI'O POMOBOIO IMaH4y. "Y Tebe Bke €
pobota?", - 3anuTaB BiH. "ToMy 1110 HaM 3HAIOOUTHCS JOMAITHIH
nomiyHuk. Hy, Taka co6i momiununs". Bin moBepuyBcs jo Jlecn,
sKa JIeAayuo MiHsIa pyKy 3 crerra xuonis 3 WAPA. "Tak? Mu
TOBOPHJIH TIPO T€, 00 3HAWTH KOTOCh'".

Jlecni ckazana: "Mu roBOpuiIH Ipo HaliM KOTOCh, XTO 3HAHOMUH 3
OCTPOBOM, OCKUIbKU MU Oy/1IeMO TaM HOBUMHU. MU HIKOTO HE
3HaeMO".

Koko ckazana: "S obuparo Mixk ABOMa IPOMO3UIIISIMU Ha Ty CaMy
nocajay, npo siky Tv ropopuil. OcoOucTuil KOHChepxK'.

"Tak!", ckazaB bymi. "Ocobucrtuit koncrepx! Hy, He 6epu 1i iH1I
npono3utlii. [Ipuxoas npairoBatn Ha Hac. MU TUIATUTUMEMO
TPUALATH I'STh JI0JapiB HA TOAMHY 1 HAJAMO KUTJIO".

3auekaii, nogymaina Koko. Yu ne 0yzae tak gerko?

"Tpunusate 0'9Th A0MapiB HA roauny!" - ckazaB Xapinas. "Hopr, s
noiny Ha Hanrtaker".

"bymn", - ckazana Jlecni. Ock BoHO, mogymana Koko, okcaMuTOBHIA
MOJIOTOK. "MH 111e HaBiTh HEe KyIIN OyJUHOK".

"Ane mu 6mu3bKi. ToO1 cogo0aBcst TOM 3 KIMHATOIO Ui BEUipoK'.
"Kimnuara myis Bedipok!" - ckazaB XapiaH, IiJHIMAIOuX CBii
"banBaitzep".

By mITOBXHYB OCTaHHIO KPOKETY 3 MOJIFOCKIB CO01 B pOT. Y HBOTO
Oymnu 0OTOpisi COHIEM IIIOKH 1 HIC, SKUI BUTTISAAB TaK, HIOH HOro
Jamaliy IiBII0KUHH pa3iB, TOMY HOro He MOKHa OyJ0 Ha3BaTu
rapHHUM, aJjie Horo BIEBHEHICTh 1 aKLIEHT OyJIM MPUBAOINBUMHU.
"KimHara 1714 Be4ipoK - 1ie Opris, sSika 4YeKae Ha cBiif yac", - cka3aia
Jlecni, HiOM 11e no6pe. "Ane xiba 11e He Toi OyIUHOK 3
npobnemamu? [Ipobnema eposii? 3miHa Kiimary..."

"Jlo Toro yacy, sik HaM noTpiOHO Oyzae TypOyBaTucs Npo 3MiHY
KiimMaty", - ckazaB by, "mMu Bxke gaBHO mompemo". Bin
nocMixHyBcst Koko. "V Hac Hemae niteil. Komy BaxxiuBo, SIKIIO
OyAMHOK BIaJie B MOpe uepes m'staecsaT pokis?" BiH mpocTArHyB
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“Maybe we should ask her name first,” Leslee says fake
sweetly.

“Before you invite her to live with us.”

Bull says, “She already told us—it’s Sherry.” “That was the
song,” Leslee says.

“My name is Colleen Coyle, but everyone calls me Coco.”
“As in... Coco Chanel?” Leslee says dubiously, giving Coco
the up-anddown.

Only if Coco Chanel wore Chuck Taylors and had a pierced
nose, Coco thinks. “I’ll probably take one of the offers I already
have,” she says. “But thanks anyway. Maybe I’ll bump into you
up there.”

“No, wait!” Leslee says, practically jumping off her barstool.
Coco has read her correctly: She’s a woman who wants only
what she can’t have. “Bull is right, you should come work for
us. Besides, I could use another woman around.”

“In that case,” Coco says, cheesing up the moment for all it’s
worth, “you have yourself a new personal concierge.” She
reaches across the bar and shakes hands with Leslee and then
Bull. “Now, let me check on the other apps.”

As Coco heads for the kitchen, she hears Bull say, “How about
that? I can’t believe our luck.”

“Me either,” Harlan from WAPA says. “She’s hot.”

The patient who finally breaks Kacy is named Gideon,
though Kacy calls him Little G. Gideon arrives in the level 4
NICU at UCSF Benioff Children’s Hospital as a twenty-four-
weeker (technically, twenty-three weeks and six days), and, as
with all babies this premature, he has only a 25 percent chance
of survival. Little G weighs in at one pound, four ounces; he fits
in the palm of Kacy’s hand. His lungs are the size of lima beans;
he has no hair; his eyes don’t open; and, like most extreme
preemies, he looks like a tiny, translucent doll.

CBOIO BI3UTHY KapTKy 4epe3 Oap, 1 Koko B3sna ii. BULFINCH
RICHARDSON, 0yio Ham#caHo.

SWEETWATER DISTRIBUTION

AND PRODUCTIONS. Tam OyB HoMep TenedoHy i JABi €IeKTPOHHI
aZpecu, oJHa I AUCTpHUOYIi, iHIa a1t BupoOoHuITRa. "Hamimm
MeHi CBOIO iH(opMaIrito 3aBTpa', - cka3as BiH. "f moBimomitro 1001,
KOJIM MU 3aKpU€eEMO OyJIMHOK, 1 MM MO>KEMO 3HOBY 3B'sI3aTUCS Ha
HanTaxkeri. Sk 1061 11e 3Byunts?"

"MOo>JIMBO, HAM CIIiJ] CIIOYATKY 3amuTaty ii iM's", - ckazana Jlecmi
(abIIMBO COJIOAKO.

"[Tepr HiXK 3aTIPOCUTH i1 KUTH 3 HAMH".

Bbymn xaxe: "Bona Bxke cka3ana Ham - e Lllepu". "Lle Oyna micus",
- ckazauna Jleci.

"Mene 3Batu Kosnin Koiin, ane Bci HazuBaioth MmeHe Koko".

"Sk... Koko Hlanens?" - cymuiBHO ckazana Jlecni, ornsnatoun Koko
3 HIT JIO TOJIOBH.

Tinbku sxuio 6 Koko [lanens Hocuna kpociBku Chuck Taylors i
MaJa MpoKoJoTui Hic, mogymana Koko. "HameBHo, s Bi3bMy 0/1HY 3
IPOMO3HULIH, SIKi Y MEHE BXKe €', - cKa3zana BoHa. "AJie JSKYI0.
Mox1Bo, 51 HaTpaIUIIo Ha Bac Tam'".

"Hi, 3auekaii!" - ckazana Jlecni, Maike CTpHOHYBILIH 31 CBOT'O
6apHoro ctinbliig. Koko npaBuiibHO 11 mpoynTana: BOHA KIHKA, sSKa
X04e TUTBKH TOT0, YOTO He MOoKe MaTH. "Byt Mae paitiro, ToO1 ciif
npuiiTy mpamroBaTH Ha Hac. KpiM Toro, MeHi noTpidHa 1ie oHa
KiHKa'".

"V takomy pa3i", - ckazana Koko, MakcuMaibHO BUKOPHCTOBYIOUU
MOMEHT, "y Bac 3'sIBUBCSI HOBUI1 ocoOHcTHi KOHChepk''. BoHa
MPOCTSTHYJA PYKY uepe3 Oap 1 moTucHyna pyky Jleci, a moTim
Bbymy. "Tenep n103BojbTEe MEHI EPEBIPUTH 1HIII 3aMOBIICHHS".
Konu Koko npsimyBaia 10 KyxHi, BOHa ouyJa, sik by cka3as:
"SIk momo 1poro? S He MOXKY MOBIPUTH HAIIOMY BE31HHIO".

" Tex", - ckazaB Xapnan 3 WAPA. "Bona rapsua".
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What Kacy has learned during her seven years as a NICU
nurse is that her itty-bitty patients are stronger and more resilient
than most people realize. The human body wants to survive.
Through the thimble-size bell of her stethoscope, Kacy can hear
Gideon’s heart beating as rapidly as the wings of a hummingbird.

Kacy learns that Little G’s parents went through nine rounds
of IVF and his mother suffered three miscarriages before she
became pregnant with Gideon. Kacy has known some nurses
over the years who grow impatient with the parents—their
crying, their worrying, their questions that don’t have answers,
their interfering, their praying, their self-blame, their pessimism,
their optimism. However, Kacy excels with parents. She
embraces Mama and Papa G, tells them, “We’re going to give
Gideon the best care.” She wants to add, | will personally see to
it that your child survives, but the head neonatologist on the unit,
Dr. Isla Quintanilla, has gently reminded Kacy that the cruelest
thing she can do is offer parents false hope and make promises
she can’t deliver on.

Gideon has an umbilical venous catheter and is given trophic
feeds to prepare his gastrointestinal system. He’s on a vent, but
still, his O2 levels drop so low that Kacy fears they’re going to
lose him right away. His lungs are too stiff to accept oxygen. But
somehow, he hangs on.

On the second night of Gideon’s life, Dr. Quintanilla sneaks
over to Kacy’s apartment on Filbert Street. Isla’s fiancé, Dr.
Rondo, is the chief of pediatrics at the hospital. Rondo volunteers
at clinics in Oakland’s underserved neighborhoods on Tuesday
and Thursday nights, so for the past eighteen months, those are
the nights Kacy and Isla make slow, torturous love, then order
takeout, which they eat naked in Kacy’s bedroom. But on this
night, when Kacy is halfway through her fusilli lunghi from
Seven Hills, Isla says, “I don’t think Gideon is going to make it,
Bun.”

ITamieHT, sxui octaTouHo 3namae Keici, Hocuts iM’s1 ['i1eoH, xo4ua
cama BoHa kimde oro Manenskum JIxi. ['i1eoH moTparuise 1o
BIJIJIIJIEHHST IHTEHCUBHOI Tepamii Jyisi HOBOHAPO/KEHUX PIBHSA 4 y
Hurtsyiit nikapai UCSF Benioff sk aBaaisaTH4OTHPUTHKHEBHIA
HEMOBJIS (TEXHIYHO — IBaJIUATh TPY THXHI 1 IIICTh THIB). SK 1 B
yCiX HACTUIBKH MEPEeIIaCHO HAPOJKEHUX JIITeH, y HhOTO BCHOTO 25
BIJICOTKIB IIIaHCIB Ha BKUBaHHS. ManeHbkuii [[XK1 BaXKHUTH JTUIIIC
onuH (yHT 1 YoTupH yHIIT (01m3bK0 570 rpaMiB); BiH MOMIIIAETHCS
Ha nosoni Keiici. Moro nereni — PO3MiIpOM 13 KBACOJIMHHM, BiH IIIC HE
Ma€ BOJIOCCST; HOTO OYi HE BIIKPUBAIOTHCS; 1, SIK OLIBINICTh
HaJ3BUYAHO HEJOHOIIEHUX MAIFOKIB, BiH BUTJISI/IAE SIK KPUXITHA,
MaliKe IIpo30pa JIsUIbKA.

3a ciM pOoKiB poOOTH MEICECTPOIO Y BiAIJICHH] IHTEHCUBHOI Teparii
Keiici HaBumiacs OJHiN iICTHHI: 11 MaJICHBKI MMALlIEHTH 3HAYHO
CHJIBHIII Ta BUTPUBAIIIII, HI’)K MOXE 3J]aTUCS HA TICPIIUNA MTOTJISI.
JlrocbKe TiO mparHe BIKUBATH. Yepes KpUXITHHHA A3BIHOYOK ii
cretockona Keiici aye, sik cepiie ['izeona 6’€Tbcs Tak MIBUIKO,
Haye Kpuia Komiopi.

Keiici gizHaeTncs, mo 0atbku Manenbkoro ki mpoHuiu 1eB’ sITh
paynaiB EK3, a fioro Matu nepexuia Tpy BUKUIHI, TEPII HIK
3aBariTHITH ['i1eoHoM. 3a poku pobotu Keiici 3ycTpivana
MezicecTep, Kl CTaBajld HETEPIUMUMHU /10 0aThbKIB — IXHIX CIIi3,
TPUBOT, 3alIUTaHb O€3 BiNOBIEH, cIpoO BTpyYaHHs, MOJIUTOB,
CaMO3BUHYBau€Hb, IIECUMI3MY, a 1HOJII 1 HAZIMIPHOTO ONTHUMI3MY.
Auxne Keiici Bmie mpartoBatu 3 6atbkamu. Bona o0iliMae Mmamy i
taTa I'ijleoHa, 3alICBHAIOYN:

— Mu 3pobumo a5t I'ijeoHa Bce MOXKIIUBE.

Tit xouerbes momaru: S ocobucto moabaro, Moo Bala AUTHHA
BIDKWUIIA, aJIe TOJIOBHUI HEOHATOJIOT BiIIICHHSI, TOKTOP Aiina
KBinTaHues, HeoqHOpPa30BO HaraayBaia Ketici, o
HaKOPCTOKIIIIE, 1110 BOHA MOXKe 3pOOUTH, — 1€ JaBaTh 0aThbKaM
MIOMMJIKOBY Ha[(110 1 001LATH T€, YOTO HE MOKE TapaHTyBaTH.
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Kacy sets the takeout container on her nightstand and goes
into the bathroom; she takes a few deep breaths and starts her
skin-care routine.

Isla stands in the bathroom doorway and touches Kacy’s
shoulder. “Hey, this isn’t like you.”

“It’s exactly like me,” Kacy says. The smaller and weaker a
patient is, the harder Kacy falls for him.

“I think you’re just upset about your dad,” Isla says.

Kacy douses a cotton pad with micellar water and tries to
keep her expression steady. Kacy’s father, Ed Kapenash, had a
heart attack a few weeks earlier; he was medevaced off
Nantucket to Mass General, where he underwent bypass surgery.
Kacy had been at work when it happened, so by the time she
spoke to her mother, Ed was “out of the woods™ and expected to
make a full recovery.

Kacy is worried about her father, especially since he went
right back to work and is refusing to retire until the end of
August. But Kacy is bothered by something else as well.

She starts to remove her makeup. “When are you going to
tell him? When are you going to leave him?”

Isla hisses like a balloon losing air. “It has to be soon. We’re
looking at wedding venues in Napa this weekend, which means
picking a date, which means it’s getting real, which means...
yeah, [ have to tell him.”

“Or don’t tell him,” Kacy says. “Marry Rondo. Give birth to
four or five little Rondos. Hire a nanny to raise your kids or quit
your job, because you can’t work sixty-hour weeks and be on
call every other weekend while at the same time getting the kids
to their fencing matches and oboe lessons. And we both know
Rondo won’t be stepping down so he can ‘be more present at
home.’”

“Bun, stop,” Isla says.

['ineoHy BCTaHOBWJIM MYNKOBUI BEHO3HUH KaTeTep 1 HoYallu
BBOJIUTH TpOo(ivyHE XapuyBaHHA ISl MiATOTOBKH HOTO TPaBHOI
cucreMu. BiH Ha amapati mTydyHO1 BEHTUJIAL JIETEHbB, aJie HaBITh
TaK Horo piBeHb KUCHIO Majiae HACTIIBKU HU3BKO, 1m0 Kefici
6OIThCS, 110 BOHM BTPATSATH HOT0 B 6Y/b-sKHii MOMEHT. Horo
JIeTeH1 3aHaTO )KOPCTKI, 1100 MPUIMaTH KUCEHb. ATe,
He30arHeHHUM YMHOM, BiH TPUMAETHCSI.

Ha npyry niu xxutTs ['ineona nokrop KBinTaHiIbs MpoOUpaETHCS
1o kBaptupu Ketici Ha @indepr-cTpiT. Hapeuenuii Alimu, 10KTOp
Ponno, kepye nemiaTpuyHUM BiJiieHHIM JikapHi. [To BiBTOpKax i
YyeTBeprax BiH MPALIOE BOJIOHTEPOM Y KITiHIKaX HEOIaronoayqyHux
paiioniB OxiieH/a, 1 BKe BICIMHAIIATh MICAIIB Yy 11l HOUI Afina i
Ketici 3aiiMaroThCs MOBUILHHAM, Makke OOJICHUM KOXaHHSM, a
MOTIM 3aMOBJISIIOTH 1)Ky Ha BHHIC 1 I14Th 11 OTOJIGHUMH B JIDKKY
Keiici. Ase uporo Beyopa, ko Keiici goinae csoro fusilli lunghi i3
pecropany Seven Hills, Aiina kaxe:

— S e nymato, mo ['i1e0H BIXKKBE, 3aiUUKY.

Keiici Bigkiagae KoHTEHHED 3 KO HA TyMOOUKY 1 i/ie y BaHHY.
Bona pobuTh KijbKa IMOOKHUX BAMXIB 1 TOYMHAE CBiM BeuipHil
JIOTJISAT 33 MIKIPOTO.

Aiina crae y ABepHOMY OTBOPI i TOpKaeThes miieda Keiici.

— T'e#, 11e He cXoxke Ha Tebe.

— Ile came 51, — Bignosigae Ketici. UuM MeHIIMI 1 caadmii
MaIi€HT, TUM CUJIBHIIIE BOHA IO HHOTO MPUB’SI3YETHCS.

— Jlymaro, TH IPOCTO 3aCMy4YeHa Yepe3 CBOro 6aTbka, — Kaxe
Alina.

Keiici 3Mouye BaTHUI TUCK MILIETSPHOIO BOJOI0, HAMAratounch He
BUJATH CBOiX MOYyTTiB. Kijbka THXKHIB TOMY ii 6aTbko, Ex
Kanenarn, nepexus ceplieBUid HamaJ; H0ro TEpMiHOBO JOMPABUIIH 3
Hanrtakety 1o MaccadyceTchKkoi JiikapHi 3arajibHOTO POodiIro, 1
oMy 3poOuiu omnepauito myHtryBanss. Konu 1e cranocs, Keiici
Oysa Ha 3MiHi, TOX JI0 MOMEHTY, KOJIM BOHA 3MOTJIa TIOTOBOPHUTH 3
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Kacy sighs. She doesn’t like herself when she dumps on
Rondo; the dude is Mister Rogers with a medical degree. “Marry
Rondo and live the dream.” She meets Isla’s gaze in the
bathroom mirror. “Only you and I will know that the dream is a
lie.”

“Bun,” Isla says. When Kacy bends over the sink to splash
water on her face, Isla runs her finger down Kacy’s spine. “I’'m
going to tell him.”

That night, Kacy wakes up from a dream certain that Little
G is dead. She calls the unit, and Sunny, her night-shift
counterpart, says, “Little G is a tiny warrior. He’s doing great.”

Kacy wipes away a few tears, then goes back to sleep.

Like most extreme preemies, Little G is in the hospital for
weeks and weeks. Kacy wishes she could put together a time-
lapse film showing Gideon gaining weight, Gideon’s eyes
opening, Gideon’s hair growing in, Mama and Papa G changing
his diaper, Mama G reading him The Runaway Bunny, Papa G
singing him “If I Had a Million Dollars” by the Barenaked
Ladies.

Isla and Rondo look at wedding venues in Napa; they like
Auberge du Soleil for the rehearsal dinner, the Charles Krug
Winery for the reception. They go to a cake tasting; they register
at Sur La Table. Isla assures Kacy that the wedding date is still
more than a year away—she has plenty of time to back out, and
she will, she will! It’s not as though the invitations have gone
out; it’s not like she’s bought a dress.

Gideon comes off the ventilator and starts taking feedings by
mouth. Kacy finally allows herself to imagine his future: Little
G on a pitcher’s mound, Little G picking up his date for prom,
Little G graduating from Stanford, Little G developing a new
source of sustainable energy or becoming a civil rights attorney.
He will do something that brings people joy, hope, peace of
mind—and Kacy will have been a small part of it.

MaTip’10, 0aThbKO BXKE OYB «I1103a 3arpo3010» 1 JIiKapi 3areBHsUIH, 110
BiH MTOBHICTIO OJTyXKaE€.

Keiici xBumroeThes 3a 6aThka, 0COOIUBO TOMY, 1110 BiH 0JIpa3y
MIOBEPHYBCS 10 pOOOTH 1 BIIMOBIISIETHCSI BUXOJUTH Ha MEHCII0
paHiIie KiHIs cepiHs. AJjie 1i TypOye e och iHIIe. ..

Bona nmounHae 3HIMATH MaKisiK.

— Kounu tu iomy ckaxem? Kosu oro nokuner?

Alina BUIUXAE 31 CBUCTOM, HaU€ MOBITPSI BUXOJUTH 13 MPOKOJIOTOI
KYJIbKH.

— Ile mae cratucs ckopo. [luMu BUXITHAME MU OTJISIIAEMO MiCIIS
Juist Becuutst B Hari, a 11e o3Havae, 1o AoBeaeThCcsl OOupatu aary, a
OTIKe, BCE CTa€ pealbHUM, a OTXKE. .. TaK, MCHI JJOBEIETHCS HOMY
CKa3aTH.

— A06o0 He kaxxu, — Bignosigae Keiici. — Buiinu 3a Pono.
Haponau yotupu-’sate Manenbkux Ponmgo. Haiimu HsHIO, 11100
BUXOBYBaJia JIiTei, a00 KHHb poOOTY, 00 TH HE 3MOXKEII MPALIOBATH
IO LIICTAECAT TOAUH Ha THKJIEHb 1 OyTH Ha YepryBaHHI yepes
BUX1JIHI, IIIe i BOAHOYAC BO3UTHU AITEH HA YPOKHU (eXTyBaHHS i
3aHATTA 3 T000s1. | Mu 06M1B1 3HAEMO, 1110 POH0 HE 3aMHIINTh
CBOIO MOCAJy 3apajid TOTO, 00 "O1IbIIe Yacy MPOBOIUTH BIoMa'.
— 3alluuKy, nepectanb, — Kaxke Alina.

Keiici 3itxae. [if He m0g00a€ThCS, KOO BOHA CTAE, KOJM KPUTHKYE

Pounnio; Toit xmomnenps — sik Mictep Pomkepc 13 MEIUYHOIO OCBITOIO.

— Buiiu 3a HBOTO 1 )KUBH MPI€I0, — JIOJA€ BOHA.

IxHi morysaam 3ycTpivaroThes y A3epKai BaHHOT KIMHATH.

— Jlumie Tu 1 51 3HATUMEMO, 11O 11l Mpist — OpexHsL.

— 3ailuuKy... — A1a TATHETHCS 10 HEI.

Komu Keiici HaxumnsieThest HaJ paKOBUHOIO, IIIO0 yMHUTHCS, Aiina
MPOBOAMTH MAJbIIEM B3IOBXK ii XpeOTa.

— 5] ckaxy omy.

Tiei noui Keiici mpokugaeTses 31 CHy, BIIeBHEHA, 1110 ManeHbKUN
JIxi nomep. Bona renedonye y Bigauienns, i Canxi, i konera 3
HIYHOI 3MIHH, 3aCIIOKOIOE:
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Then, only eleven days before Gideon is scheduled to go
home with Mama and Papa G, something happens in the middle
of the night. It’s not his lungs; it’s his heart. It just... stops
beating. He crashes, the peds cardiac team are called in, they
can’t save him. When Kacy gets to work in the morning, she
learns that Little G is gone.

Kacy has dealt with hundreds of losses, but this one is
cataclysmic. She goes into the break room and cries.
Traditionally, the nurses create a memory box for each baby they
lose—a lock of hair, a swaddling blanket and cap, the baby’s ID
bracelet. Kacy can’t bring herself to do it, so Sunny handles all
of it. It’s not fair! Kacy thinks. He was doing so well; he was so
close to being discharged.

Isla tells Kacy she’ll come over that evening, even though
it’s a Wednesday. Kacy is grateful; she’s always been good at
keeping work and home life separate, but she can’t bear to face
her empty apartment. And childishly, she likes the idea of
stealing Isla from Rondo for a night.

Isla arrives and orders fried chicken, shrimp and grits, and a
big bag of beignets from Brenda’s, but when the food gets there,
Kacy can’t make herself eat. She cries in Isla’s arms, and Isla
shushes her, smooths her hair, and reminds her that she was one
of the most important people in Gideon’s brief life, every bit as
important as his parents. He survived so long, Isla says, because
of you.

In a way he was lucky, Isla adds. He knew nothing but
unconditional love.

The following week, Kacy is functioning but still tender. She
takes one morning off to attend Little G’s service. Mama G tries
to read The Runaway Bunny but gets through only the first page
before breaking down. A young woman with a guitar sings “If
Had a Million Dollars.” The coffin is the size of a shoebox.

— Manenpkuii ki — cnpaBxHiii 6o€nb. BiH TpuMaeTbes.

Keiici BUTHpae cabp03M i TOBEPTAETHCS 10 CHY.

SIK 1 OLIBIIICTh HAJ3BUYAMHO HETOHOIIEHUX HEMOBIIAT, MalleHLKUI
JIxi 3anuimaeTses B JiKapHi THOKHAME. Kelici Mpie cTBOpUTH
Talimiiaric-Bizneo: I'ineon nHabupae Bary, ['i1eoH BigKpuBae oui, y
['ipeona mounHae poct Bosoccs. Mama it tato ['iieona 3MiHIOIOTh
Homy miary3ku. Mama uurtae iomy 3aiiueHs-BTiKa4, TaTO CIiBae
SIkOu B MeHe OyB MiJbitoH foapiB Big Barenaked Ladies.

Aiina it PoHm0 orsiiaroTh Micis s Beciuis B Hari. Tm
nono6aetrbest Auberge du Soleil s mepenseciibpHOl Beuepi,
Charles Krug Winery mist mpuiiomy. BoHu mpo0yoTh BeCiibHU I
TOPT, CKJIAJIAl0Th CIIMCOK MmoaapyHkiB y Sur La Table. Aiina
3aneBHsie Keiici, 110 10 Beciws 1mie Oibliie poKy, 110 BOHA BCTUTHE
nepeyMarH, i BOHA e 3p00uTh, 000B’s13K0BO 3poduTs! Lle x He Te
came, 110 PO3iClIaTH 3aMPOLICHHS YU KYIIUTH CYKHIO.

['imeona 3HIMAIOTH 13 amapaTy MITYYHOI BEHTHIIALT JIETEHb, 1 BiH
nounHae caMocTiitHo ictu. Keiici Hapemri 103Boisie co01 yABUTH
roro maiOytHe: Manenbkuit J[>xi Ha 6eiicOOTbHOMY MO,
Manenskuii /[xi Bezie CBOIO CYIYTHMIIIO HA BUITYCKHUM Oai,
Manenbkuit JIxi 3akinuye Crendopn, Manenskuit JIxi po3po0isie
HOBE JPKEpeJsIo CTajoi eHeprii abo cTae aJBOKaTOM 13 MpaB JIIOIUHH.
Bin poGuTtume 11och, 110 AapyBaTUMe JIOISM PaicTh, HAIIO,
cnokiii. I Kefici Oyne yacTuHOIO 1bOTO.

AJe 3a OUHANIATE THIB 10 TOTO, sIK ['11e0Ha MalT BUMHCATH
JI0JIOMY, yHOUl I10ch cTaeTbes. Lle He nereni. Le cepie. Bono
IPOCTO... 3yNMUHAETHCA. BiH pi3K0 MOripuIyeThCs, BAKIMKAIOThH
KapAioJoriyHy Opurany, ajne BpATYBaTH HOTO HE BIAETHCS.

Konu Bpanui Kefici npuxoauTh Ha 3MiHY, BOHA J13HAETHCS, 110
Manenbkoro /i Oinblire HeMae.

Bomna Bxe nmepeskuia coTHI BTpart, ajie Il — pyiiHiBHA. BoHa iife B
KIMHATY BiATIOYMHKY 1 PUJIAE.

3a TpaauIi€ro, MEICECTPH TOTYIOTh TIaM ITHY CKPHHBKY IS
KOKHOT'O MaJTIOKa, IKOTO BTPATUJIN, — MAaCMO BOJIOCCS, TEITOIIKA,
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When Kacy returns to the hospital that afternoon, she spies
Dr. Rondo in the lobby. No, she thinks and she casts her eyes to
the floor, but a second later, he calls her name. They’ve met on
numerous occasions; Rondo often comes to pick up Isla after
work.

“Kacy at the Bat!” he says. Rondo is famous around the
hospital for using nicknames. He calls his young patients Champ,
Trouble, T-Swift. “I just wanted to say thank you for agreeing to
be Isla’s maid of honor.”

Kacy blinks. Rondo’s black hair is damp and freshly
combed, as though he’s just taken a shower. In the middle of the
day? Kacy would like to tell Isla that Rondo might also be having
an affair, but then she remembers Rondo often plays squash in
the afternoons with Dr. Dunne.

“Oh...” Kacy says. Maid of honor? Kacy would most
definitely be Isla’s maid of honor if Isla were getting married,
which she claims she isn’t.

“She doesn’t have a lot of women friends and she was really
nervous on Wednesday when you two were having dinner
because she thought you’d think it was weird. Since you guys
have a strictly professional relationship.”

Kacy stares at the cleft in Rondo’s strong chin. She longs to
tell him that her “strictly professional relationship” with Isla
includes kissing her eyelids, braiding her hair, making her
orgasm so loudly that her next-door neighbor has learned to play
Puccini arias at top volume on Tuesday and Thursday nights. |
love her more than you do, Kacy would like to say—but Rondo’s
adoration of Isla is much talked about in the NICU. He sends
flowers to the unit weekly, urns of coffee from Blue Bottle,
boxes of Topogato truffles that look like they belong in a
museum. Not only that, but he has created his own Pinterest
board for their wedding. (The other nurses swooned at this
news.)

manouka, Opacier 3 imeHeM. Keiici He MOXe 3MycuTH cebe 3poouTu
1e, TOX yce 0epe Ha cebe CaHHi.

Ile neuecno! — mymae Ketici. Bin Tak qo0pe cipaBiisiBesi, BiH OyB
TaK OJIM3bKO /10 BUIUCKH. . .

Aiina kaxe Keiici, mo npuiiae 1o Hel BBeuepi, Xxo4a I1e JUIIe
cepena. Keiici Bnsiuna; 3a3Buuaii iif BjaBanocs TpumaTtu poooTy i
0COOHCTE KUTTSI OKPEMO, aJie 3apa3 BOHA MPOCTO HE MOXKE
IIOBEPHYTHUCS B IIOPOKHIO KBAapTUPY. I, HO-1uTadomy, it
no06aeThCs AyMKa Mpo Te, 110 BOHA BKpaae Ay y Ponao xoua 6
Ha OJTHY HiY.

Alina npuikIKae 1 3aMOBIISi€ CMaXKEHY KYPKY, KPEBETKH 3
KyKYPYI3SIHOO Kalllelo Ta BEJIMKY nauky Oirxe 3 Brenda’s, ane xomu
MPUHOCATH 1KY, Keiici He Moxke 3mycuTu cebe icTu. Bona miaue B
AtinmnaNX 00ifiMax, a Ta JariIHO BMOBJIIE il 3aCIIOKOITHCS, TJIaAUTE
0 BOJIOCCIO i Harafye, 1mo Keiici Oyna o/iHi€l0 3 HaWBaXKITUBIIINUX
JIOJICH Y KOPOTKOMY KHTTi ['11e0Ha — TaKOI0 K BAXKIIUBOIO, SK 1
foro 0aThKU.

— Bin npoTtpuMaBcs Tak JOBro TUIBKU 3aBASKH TOO1, — Kaxke
Aiina.

— ¥V neBHOMY CEHC1 HOMY MOIIACTUIIO, — JIoAa€ BOHA. — BiH He
3HaB HIYOT0, KpiM 0€3yMOBHOI J1H000BI.

Hactynnoro Tuxxns Kelici Bxke QyHKIIIOHYE, aje 1€ He OTOBTalacs.
Bowna 6epe BuxigHuit ypaHiii, 11100 MiTH Ha MPOUIaHHA 3 MajJeHbKUM
JIxi. Mama ['iteona HamaraeTbCsi MpOYUTATH 3aifueHs-BTiKay, ajie
Jieb JOXOAUTH 0 APYroi CTOPIHKH, MEPI HiXk 31aMaTucs. Monoaa
JKIHKA 3 T1Taporo cmiBae SJkO6u B MeHe OyB MUTbIOH foapiB. TpyHa
— PO3MIpPOM 13 KOpOOKY JUIsI B3yTTSI.

Komu Toro xx mus Keiici moBepraeThes 10 JiKapHi, Y BECTHOOII
BOHa MoMivae JokTopa PoHfo.

Hi, Tinpku HE 11e, — TymMae BOHA i OMyCKa€ MOTJISI, ajie 32 MUTh
qye, SIK BiH KJIM4e ii Ha iM 4.

Bonu 3ycrpivanucs 6e3miu pa3iB — PoHgo gacTto 3abupae Aimy
TICIIst 3MiHU.
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Kacy privately feels Rondo might be too soft for Isla—he
has no edges; he doesn’t swear; he doesn’t lose his temper. What
Kacy resents most about him is that she can’t point to any
obvious flaws. The other male docs at Children’s tend to be
mansplainers or total bros who think nothing of talking over
women. But not Rondo. He’s a gem.

“But she said you happily agreed,” he says. “Which is so
great. We finally picked out invitations last night, and her mother
is flying in from

Mexico City at the end of the month to go dress shopping.”
Invitations, Kacy thinks. Dress shopping.

Rondo’s phone buzzes. He looks genuinely apologetic as he
checks it. “Shoot, I have to go. But thank you, Kace. Truly.” He
squeezes her shoulder and rushes for the elevator bank, then
seems to think better of it and goes dashing up the stairs, taking
them two at a time, like a superhero off to save the world.

On Tuesday, when Isla sneaks over to Kacy’s apartment,
Kacy tells her she’s made a decision.

“What do you mean, you’re leaving?” Isla says. “Leave of
absence? A week, two weeks, you’re burned out, you want to
drive down to Big Sur? You want to go to Ojai or LA and sit by
the pool at the Beverly Hills Hotel?”

All of those options sound lovely and Kacy wishes that a
short break was all she needed. But her father’s health, Isla’s
impending nuptials, and tragically losing Little G (why had she
let herself grow so attached when she knew better?) have brought
her to a crossroads.

“I’'m leaving for the summer,” Kacy says. “I’ll reassess in
September.”

“Reassess?” Isla says. Her cheeks flare pink; her normally
unflappable composure cracks. “Are you breaking up with me?”

“I’'m going to Nantucket,” Kacy says. “My dad... I want to
spend some time with my family.”

— Ketici Ha 6uTi! — Beceno kaxe BiH. POHI0 BiioMuii y JikapHi
TUM, III0 PO3/a€ BCiM Mpi3BHChKa. CBOTX MaJICHBKHX MAI[IEHTIB BiH
HazuBae YemmioH, Hermocuaa, Ti-CBidr.

— 51 mpocTO XOTIB MOJAKYBATH TOO1 32 T€, 110 MOTOMIIACS CTaTH
MOJPY>KKOK HApEeUEHOI A,

Keiici kiinae. Moro opue BoJoccs 1ie BOJIOTe i aKypaTHO
3adecaHe, Ha4e BiH moWHO puitHaB ayml. [Tocepen nusa? Keiici
XO0YeThCsl cKa3aTu Aiili, 1110, MOXKIIMBO, i1 y POH0 € CBili pomaH Ha
CTOPOHI, ajie BOHA 3rajiye, 1110 BiH 3a3BUYail rpae B CKBOUI 13
JOKTOpOM [laHHOM y IpyTiid MOJOBHHI JTHS.

— O... — nue i Bumosise Ketici. [logpyxka HapeueHOi?

SxOu Aiinia cipaB]ii BUXOIMIIA 3aMiX (Y0T0, 3a 11 ClIoBaMH, HE
oyne), Keiici, 3BicHO, Oyna 0 ii moApy»KKOI0 HapeueHO1.

— V¥ Heil He Tak 6araro moapyr, — NpoaoBxKye PoHmto, — 1B
cepeny, KOJIM BU BeUepsuld pa3oM, BOHA JyXe HepByBaia, 00
Oosiacst, 0 T NOyMael, HIOU 1€ TMBHO. AJIKE y Bac CyTO
npodeciiiHi CTOCYHKH.

Keiici nuBuThCS Ha TIIMOOKY SIMOYKY HA MOTO IM1100Pi I, Tit
XO0YEeThCs CKa3aTH, 110 B iXHi "cyTo npodeciiiHi CTOCYHKH" 3 ANII00
BXOJISITh TIOLIUTYHKH B TIOBIKH, 3aIUTITAHHS BOJIOCCS, JIOBE/ICHHS
AWM 10 TaKOro Ty4HOTO Oprasmy, 1o ii CyCiji o KBapTHpi BxKe
HaBYMBCS rpaTu apii [lyydiHi Ha MOBHY I'yYHICTh Y BIBTOPOK 1
4yeTBep yBeuepi.

[it xouerncs ckazaru: S xoxaro ii GiIbIIe, HiX TH.

AJe BCl B BiIJIVIEHH] IHTEHCUBHOI Teparii HOBOHAPO)KEHUX
3HAI0Th, K PoH70 000xHI0€ Alinmy. [IloTHKHS BiH HaJCHIIae KBITU
y BiJIUIEHHS, TPUHOCHTS Biznpa kaBu 3 Blue Bottle, kopoOku
IyKepoK T0pogato, skl BUTTISAAAIOTh TaK, HIOU 1M Miclie B My3€i.
Ta i1 He TinbKu 1e. BiH HaBiTH CTBOPUB BIacHY JOIIKY B Pinterest
JUTs IXHBOTO Beciuist. (MeacecTpu mpocTo 30MIIUTH BiJT 3aXBary,
KOJIM TIPO L€ JII3HAJTHCA.)

Keiici moraiiku BBaxkae, mo PoH0 MoXxe OyTH HAATO M’ SIKUM IS
AWM — y HbOrO HEMa€ rOCTPUX KYTiB; BiH HE JJMXOCJIOBUTH; BiH HE
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“You promised the next time you went home, you’d bring
me,” Isla says.

“Isla, you’re engaged,” Kacy says. “I saw Rondo the other
day. He told me you’ve chosen invitations. He said you’re going
dress shopping.” She laughs unhappily. “He thanked me for
agreeing to be your maid of honor. You’re getting married, Isla.
How can I break up with you when you aren’t mine to begin
with?”

Kacy realizes she’s issuing an ultimatum. Isla can save their
relationship now. She can choose Kacy now.

But instead, Isla drops her head into her hands. “When are
you leaving?” “Two weeks,” Kacy says.

On their final night together, as Kacy packs, Isla lies across
Kacy’s bed, as lush and naked as an odalisque in an Ingres
painting. “Leaving on a Jet Plane”—Kacy’s choice—is playing
over the speaker.

“You’re taking all your cute clothes,” Isla says.

“That [ am.”

“I love your style,” Isla says. “Have I ever told you that?”

“Yes.”

“Even in scrubs, you look like Grace Kelly.”

“You’re being dramatic.”

“I want you to stay, Bun. I'm afraid you’re going to meet
someone on Nantucket and | will have lost the only person I’ve
ever really loved.”

“So kiss me,” Kacy sings along, “and smile for me.” She
folds her silky camisole tops, her white jeans, her floral
sundresses. There’s only one thing Isla can do to get Kacy to
stay, and she knows it. “Hold me like you’ll never let me go,”
Kacy sings.

Isla is crying, and Kacy won’t lie, the moment is gratifying,
but an hour later, after Isla has dressed and gone, Kacy wonders
if she’s made the right decision or a rash one.

BUXOAMTH 13 ceOe. Haitbinpme Keiici npatye Te, 1110 BOHa HE MOXKE
BKa3aTH Ha OJICH OUYEBUAHUIN HOro HeJoMiK. [HIII YOI0BIKH-TiKapi
B «JliTs4iii» 3a3BUyaii a00 Mayo, sIKi MOBYAIOTh JKIHOK, a00 THUITOBI
«Opoy, siKi 6€3 TOKOPIB CyMITIHHS NMEPEKPUKYIOTh KOJIET-KIHOK. AJie
He Ponyo. Bin — cripaBkHiii ckap0.

— Aute )X BOHa CKa3aja, 10 TH MOTOUIIACS 3 PAIiCTIO, — KaXKe BiH.
— e Tak ywynoBo. Mu Hapemiti BUOpaiu 3arpoLIeHHs BUOpa
BBeuepi, a 1i MaTu npuititae 3 Mexiko HampUKiHII MICSIIs, 00 TiTH
3 HEI0 BUOMPATU CYKHIO.

3ampomrenns, nymae Keiici. Bubip cykHi.

Tenedon Porno m3mxunth. Bin BUrisgae crnpasii BHOAYITMBUM,
KOJIH ITepPEBipsi€ eKpaH.

— Or xanena, Mmymy 6irtu. Asne nsakyto, Keiici. ll{upo asxyro.

Bin cTuckae 1i tuiede i MUUTH J10 JIiTOBOTO X0JTy, a TO/II,
nepeyMaBIliy, CTPIMIOJIOB O1KUTH CXOAaMU Bropy, JOJAl04H 110
JIBl CXOJIMHKHY 32 pa3, HiOM Cyneprepoii, o MoCHilae pATyBaTH
CBIT.

V BIBTOPOK, KOJIM Alijla HUIIKOM NPUXOIUTH 10 KBapTupu Keiicl,
Keiici kaxe 1i1, 1110 yxBajuia pilieHHs.

— {0 o3Hauae «tu aem»? — Alna BUTPIIIAETHCS HA HEl. —
Binmyctka? Ha tuxnaens, aBa? Tu Buropina, xodem noixatu B bir-
Cyp? Moxemo maxuytu B Oxaii abo Jloc-Anmxkenec, mozacMaraTi
oins Oaceitny B Beverly Hills Hotel?

VYci 1i BapiaHTH 3By4aTh 4ya0Bo, 1 Keiici xoTina 0, mo06 mpoctuii
BIJIIOYMHOK yce BUPIIIKB. AJle cTaH 0aTbka, MailOyTHE BeCiILIsA
Alinu ta TpariyHa Brpata JliTi /i (4oMy BoHa g03BoJMIa co01 Tak
NPUB’A3aTUCS, KOJIM 3HAJIA, 1110 HE BapTO?) MPHUBENH i1 1O TOUKU
HETIOBEPHEHHSI.

— S iny na mito, — xaxe Keiici. — A y BepecHi Bce
MIEPEOCMUCITIO.

— Ilepeocmucnum? — Aiina yepBoHie; ii 3BMYHA HE3BOPYILIHICTb
Jae Tpimuny. — Tu MeHe kunaemn?
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She crawls into bed and checks Instagram. Isla doesn’t have
an account but Rondo does; if the man has a fault, it’s that he
overshares on social media. Only three minutes earlier, Rondo
posted a picture of two glasses of wine side by side on their
coffee table with the flames of their gas fireplace flickering in
the background. The caption reads Unwinding with my love.
Yes, Kacy thinks, | made the right decision. She’s going home.

As soon as Coco’s plane touches down in Boston, she texts
Bull Richardson: I’ve landed.

There’s no response and Coco wonders if now is the time to
panic. Her previous three texts—one sent yesterday afternoon
from the St. Thomas airport, one sent last night from the Orlando
airport (where she shoplifted the new Kristin Hannah book from
Hudson News because she’d finished her Jesmyn Ward novel on
the plane), and one this morning before takeoff —have gone
unanswered. She checks her email. There’s nothing new from
Bull Richardson but she’s at least able to reread his previous
correspondence: We’d love to offer you the job of personal
concierge... Errands, light housekeeping, party prep (Leslee
throws a lot of parties)... Thirty-five an hour plus room and
board... We’re scheduled to close on the house June 11... From
Boston, take the Plymouth-Brockton bus line to Hyannis, then
the fast ferry to Nantucket... Let us know your travel plans.

Coco had written back that she would be arriving on
Nantucket on June 11, and she included her flight itinerary.
There had been no response to this, which Coco assumed meant
it was fine. Now, however, it feels like she missed a crucial step,
which was getting Bull’s confirmation. Was something wrong?
Did Leslee change her mind about having another woman
around? Did Bull suspect that Coco’s intent was to worm her
way into his good graces, make herself indispensable, then use
him to get her screenplay produced?

— Sl iny na Hanraket, — Bignosigae Keiici. — Miii taro... S xouy
MPOBECTHU Yac i3 POAUHOIO.

— Twu o0iugna, 110 HaCTYIHOTO pasy, KOJIM MOoileul 1010MY,
BI3BMeEI MeHE 3 c000I0, — Kaxke Afina.

— Aiino, ta 3apyuena, — Keiici xurae rosoBoro. — S Gaumia
Ponyo nusmu. Bin ckazas, mo Bu Bxke BUOpanu 3anporineHHs. Lo
BH ITijieTe BUOUpaTu CykHI0. — BoHa ripko cmieTbes. — BiH HaBiTh
MOJIIKYBaB MEHI 3a Te, 1110 SI OTOIIIacs OYTH TBOEIO IPYKKOI0. Tn
BUXOJIUII 3aMiXK, Alo. Sk 1 MoKy mopBaTH 3 TOOOI0, SKILO TH
MEHI HIKOJIM i He Halexamna?

Keiici po3yMie, 110 cTaBUTh yAbTUMATYM. Ailna 11e Moxe
BPATYBATH iXHI cTOCYHKH. BoHa 111e Mmoxe BuOparu fi.

Agne 3aMICTh IIbOTO AliJla OITyCKAa€ TOJI0BY B JOJIOHI.

— Komu v igem?

— 3a nBa TkHI, — Kaxke Keiici.

VY ixHI0 OcTaHHIO HiY pa3oM, oku Keiici 30upae Baizu, Aiina
JISKUTH Ha 11 JIDKKY — PO3KIIlIHA 1 OroJieHa, MOB OJjajlicKa 3
kaptunu Enrpa. 3 xononok nynae Leaving on a Jet Plane — BuGip
Ketici.

— Twu 3abupaem yci cBoi Ki1acH1 peui, — Kaxe Alina.

— Tak ie.

— OO0O0XHIOI TBIA CTHIIL, — Kaxke Aiina. — S Koaucek T001 e
Kazana?

— Tak.

— HasgiTtb y MequuHOMYy Xanati TH Burisaaen sk I'peiic Kemi.

— Tu npamaTuzyem.

— S xouy, m100 TH 3anummiacs, banui. S 60rocs, MO TH 3ycTpiHe!
Koroch Ha HaHTtakeri, 1 1 BTpauy €AMHY JIIOJIUHY, IKY KOJIH-HEOY b
MO-CIIPaBXHbOMY JIOOMIIA.

«To mominyit MmeHne», — miacniBye Keiici, — «1 yCMIXHUCH MEH1».
Bomna akypaTHO ckajiae cBOi IIOBKOBI TOIM Ha OpeTenbKax, 01l
JOUKMHCH, JIETK1 CYKH1 3 KBITKOBUM NPUHTOM. € JIMIIE OJJHA P14, IKY
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Or is she just paranoid because she’s tired? When she’s off
the plane and in the terminal at Logan, she calls Bull; she is
jettisoned to his voice mail.

“Hey, Mr. Richardson, it’s Coco. I'm taking the nine o’clock
bus, then the eleven o’clock ferry, arriving on the island at noon.
I can get a taxi to your house. | just need the address? Looking
forward to hearing from you and excited about the summer.
Thanks!”

It’s not until Coco has boarded the bus that her phone buzzes
with a text from Bull: We closed on the house this morning.
Leslee says we need some time to move in and get the place
ready, etc. If you could just hang tight, that would be great. We’ll
let you know about a start date. Thx!

What? Coco thinks. He does realize she’s in Massachusetts,
right? On the bus, headed to the ferry. By noon, she’ll be on
Nantucket, where she knows no one but them.

She texts back: Where should | stay in the meantime?

Bull says, We thought you had someone on the island? The
librarian?

I said my librarian introduced me to Nantucket, Coco thinks.
I never said she lived there.

Bull texts again: We’re at the Hotel Nantucket, which is fully
booked, but I think the White Elephant has rooms? Or you could
try a B and B?

Coco types, Will you be paying for my room?—but then
deletes it, because it’s clear that the answer will be no. She’s on
her own until they get the house ready. How long will that take?
A few days? A week? Longer? Are they having it painted? Has
their furniture arrived?

Coco has to figure on a week. Unfortunately, she couldn’t
find anyone to sublet her room in her St. John house-share, so
she has to eat three grand in rent and utilities, leaving her with a
little over eleven hundred in savings. She owes sixteen hundred

Aiina Mmoxke 3po0uTH, 00 3MycuTu Keiici 3anummTucs, i BOHH
00u/IBI 1€ 3HAIOTH.

«O0iiiMu MeHe Tak, HiOW HIKOJIM He BIAMYCTHI», — criBae Keici.
Aiina rutage, i Keiici He mpuxoBye — 11eif MOMEHT ili IPUHOCUTD
TIEBHE 3a/I0BOJICHHS. AJI€ 3a TOUHY, KOJIU AliJia BXKe oJdriacs u
ninuia, Kelici 3ayMyeTbes: YU BOHA CIIPaB/ii yXBaJluiIa MIPaBUIIbHE
pillIeHHs, YM BUMHUIIA HAATO IMITYJIbCUBHO?

Bomna 3abupaetbes B IXKKO i Bigkpusae Instagram. ¥V Aiinu Hemae
akayHTa, aine y PoHzo €. SIK110 B HbOTO 1 € SIKUICh HEAOMIK, TO e
Horo HaJIMipHA BIJKPUTICTH Y COIIMEPEKAX.

Tpu xBunuHu TOMy POH10 BUKIIaB ()OTO: /1BA KEJIMXU BUHA CTOATh
HOPS/T HA )KyPHAJIbHOMY CTOJIMKY, @ Ha TJIi MEPEXTATH SI3UKU
nonym'st B ra3oBomy kamidi. [lignuc: Po3cna6isieMocsh 13 KOXaHOIO.
Tak, mymae Keiici, st yxBanuia npaBuibHe pinneHHs. Bona ine
JI0JIOMY.

oiino miTak Koko Topkaerscs 3emii B bocToHi, BOoHA HacHIIae
noBigomieHHs bymny Piwapacony:

S mpuzemnunacs.

Binmosiai HeMae, 1 Koko mmounHae XBHIIFOBATHCS — MOYKIINBO,
3apa3 sKpa3 TOil MOMEHT, KOJIM BapTo MaHiKyBaTu. [i Tpu monepeni
MOB1JIOMJICHHSI — OJ{HE BUOpa BJIeHb 3 aeponiopTy Cenr-Tomac,
0JIHe MUHYJI01 HOY1 3 aeporiopTy OpraHo (1€ BOHA MOIyTHIa HOBY
kuury Kpicrin Xannu B Hudson News, 60 nounTana poman
Jxe3min Bopn mie B niTaky) 1 1€ 0JlHEe ChOTOIH1 BPaHIIl Mepes]
37150TOM — TAKO 3aIUIININACSI O€3 BIIIMOBIAL.

Bomna nepesipsie enextponny nomry. HoBux nuctiB Big bymia
Pivapacona Hemae, ane xoua 0 MOXke MEPEUUTATH MONEPEIHIO
MEPENHCKY:

Mu Gynemo paji 3arpornoHyBaTi BaM poOOTy 0COOUCTOro
KOHCBhEpKA. .. JlopydeHHs, jerke npuOupaHHs, MiAroTOBKa J10
Beuipok (Jlecni yacto X BiamroBye)... 35 nonapiB Ha TOAUHY
TUTEOC TIPO’KUBAHHS Ta XapuyBaHHSA. .. 3aKPUTTS YO 110 OYIMHKY
3arutaHoBaHe Ha 11 yepBHs... 3 BocToHa inpre aBToOycoM
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bucks on her Visa, which she wants to pay off; she will not be
like her mother and Kemp, perpetually living in debt.

Deep breath.

Thirty-five dollars an hour means a gross of fourteen
hundred for a forty-hour week, and she won’t have to worry
about rent or meals. Then, once she sells her screenplay...

She runs a hand through her hair. She’s getting ahead of
herself.

She checks out the White Elephant’s website on her phone.
The cheapest room is $1,095 a night. Seriously? The bed-and-
breakfasts start at $310 per night. There are no motels, there’s no
Holiday Inn Express; there used to be a hostel, but not any
longer. Looks like I’'m camping, Coco thinks, which is fine; she
grew up camping with her mother and Kemp, and she can rough
it without a tent or even a sleeping bag. But it turns out Nantucket
doesn’t have a campground.

Where do poor people stay? she wonders.

At the ferry terminal, Coco begins to understand what going
to Nantucket means. Everyone is preppy and wealthy-looking;
the clothes are tasteful; there’s a lot of navy blue and white. One
woman carries a woven basket purse on her forearm and holds
the leash of a yellow Lab in her opposite hand. Her silver-haired
husband wears pinkish pants and loafers with no socks. He
bellows, “Larry!” and another gentleman turns around and
exclaims in delight. “Ha-ha-ha, Talbot, old pal! How was your
winter— Vero, was it? Let’s get a drink at the Field and Oar next
week—my first order of business is getting my boat in the
water.”

Coco has a recurring nightmare where she’s onstage at the
Rosebush Middle School spelling bee and all the words are in a
nonsense language. She feels that way now. Can | have the
definition for Field and Oar, please?

Plymouth-Brockton mo I'iannica, moTiM MBUAKICHUI TTOPOM 10
Hanrakera... [laliTe 3HaTH npo CBOI ILIAHMU.

Koko Bianosina, o npudyne Ha Hantaker 11 dyepBHs, 1
NPUKpINHIIA CBI MapuIpyT nepenboTiB. Binnosini He 0yi10, TOX
BOHA BUPILIWIIA, L0 BCe rapas. Aje tenep il 34a€ThCsl, 1110 BOHA
MPOITYCTHIIA BAXKIIUBUN KPOK — OTPUMATHU MiATBEPHPKCHHS BiJl
bynna.

[ock cranocsa? Jlecii mepeaymana moI0 HaiMy II1e OJIHi€T KIHKN?
Yu, moxnuBo, bymn 3noranascs, mo Koko Mae HaMip BTepTucs B
TOBIpY, 3po0uTH ceOe He3aMiHHOI0, a TIOTIM BUKOPHUCTATH HOTO,
100 MPOCYHYTH CBil crieHapiit?

A060 BOHA MPOCTO NapaHOITh Yepe3 BTOMY?

BuiimoBmu 3 nitaka B TepMiHai aeponopTy JloraH, BoHa 13BOHUTH
Bynny, aine ii oxpasy nepekuiae Ha roJg0CoOBY IMOIITY.

— Ilpusirt, mictepe Piuapacon, nie Koko. S iny aBrobycom o
JIeB’ATIiH, IOTIM MOPOMOM 00 OMHAALATIH, Oyay Ha OCTPOBI
omiBAHI. MOy B34TH Takci 0 Balioro OyauHKy. MeHi iuiie
noTpiOHa ajgpeca. 3 HETEPIIHHAM YeKalo Ha 3ycTpid 1 pajia
MaiiOyTHpOMY JiTY. JlsKyto!

JInme konu Koko Bxke cuauth B aBToOYyCl, ii TesnedoH 3aBiOpyBaB
— BiAMOBiAG Big bymna:

Mu 3akpunu yrony no OyAMHKY cbOroJH1 BpaHii. Jlecmi kaxe, 1110
HaM 1oTpibeH yac, o6 nepeixatu ta obnamrysarucs. bymno 6
YyZ0BO, IKOM TH MOTJIa TPOXH MoveKatu. Jlamo 3HaTH po naty
noyatky poootu. Jlgkyro!

[Ilo? — nymae Koxo. Bin ycBimomitioe, 110 BOHA BXKE B
Maccauycerci, npaBaa? B aBTo6yci. Ha msxy 1o mopomy. o
noJty/iHs BoHa Oyze Ha HaHTakeTi, ie HIKOTO, KpIM HUX, HE 3HAE.
Bowna nuie y BiAMOBib:

Jle MeH1 3ynuHUTHCS Ha Liel yac?

By Bignosijae:

Mu nymanu, y Tebe € XToch Ha ocTpoBi? bibnioTekapka?
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Coco had had a steep learning curve when she moved to St.
John— driving on the left, respecting West Indian culture,
realizing that painkiller was a drink, not a pill. But St. John was
so low-key it was almost no-key; it was populated by outlaws
and renegades, pirates and mermaids. You could go to the
grocery store in bare feet.

Nantucket is something completely different. There isn’t a
tattoo in sight.

Coco waits in line carrying everything she owns in the
enormo canvas duffel Kemp used in the Gulf War. She feels a
sharp jab at her back and turns to see the gentleman named
Talbot in his pinkish pants scowling at her. “You can’t carry
something that big and... unwieldy onto the boat, young lady. It
belongs on the luggage rack.”

Coco’s duffel was the last piece of baggage to slide down the
chute of the carousel at Logan (Coco had spent anxious minutes
certain it was lost and that she was royally screwed). She held
the bag on her lap for the entirety of the bus ride and she isn’t
exactly eager to let it out of her sight again.

“It’s fine,” she says. “I’ll just hold—"

“I’m telling you, it’s not allowed,” Talbot says so loudly he
must be either extremely important here or going deaf.

The chick in front of Coco whirls around. She’s wearing
white jeans with a blazer and has really good hair—glossy, the
color of honey, cut into a bob, tucked behind one ear. She leans
toward Coco and says, “He thinks he’s the chief of police. Just
put your bag over there on the blue luggage rack.”

“Thanks,” Coco says. She doesn’t know the rules here; she
messed up, and everyone is now looking at her. She trudges over
to the luggage rack. Her bag is unwieldy and a part of her is
grateful to relinquish it. When she returns, the chick with the
good hair is gone. Thankfully, so is Talbot. Coco joins the end
of the line, and once she’s on the boat, she takes a window seat

A ckazaia, o Mos 610yTioTeKapka o3HaioOMMUIa MEHE 3
HanTakerom, — aymae Koxko. S Hikomu He Ka3ana, 0 BOHA TaM
KUBE.

By 3HOBY nume:

Mu B roteni Hotel Nantucket, Bin moBHicTIO 3a0pOHBOBaHHIA, alie,
3maetbes, y White Elephant e Binbai Homepu? AG0 Moxer
cripoOyBaTH 3HaTH Miciie B B&B?

Koko Habupae moBitoMJICHHS: A TH OIUIATHII MEHI HOMep?— aie
MOTIiM BHajsi€e, 00 BIAMOBIAL 1 Tak OUeBUIHA: Hi. BoHa cama mo
co01, TOKH BOHHU HE MATOTYIOTh OyarHOK. CKUTBKY 11¢ 3aiime?
Kinbka nuiB? Twxnens? J{osme? Bonu 30upatotbes hapOyBatu
crinn? Ixni me6ni Bxe npubymN?

Koko po3paxoBye Ha TixaeHb. Ha *aib, BOHa He 3MOrJia 3HaUTH
KOTOCbh, XTO 0 OpeH/yBaB ii KiIMHATy B OyIMHKY-CIIIBHOMY KT
Ha CeHt-/[0Hi, TOX moBeneTbes "3'icTu" TpH THCSYI 10JIapiB HA
OpEeH/y Ta KOMYHAJIbHI, 3aJIUIIUBIIU B c€0€ TPOXH OLIbIIIE HIkK
OJIMHAJIIATH COTEHb Yy 3a0I1a/PKeHHSIX. BOoHa BUHHA HTICTHAALATH
COTeHb 10 KpeauTii Visa, i xoue nmoracut 6opr. BoHa He craHe
TaKoro, K ii Matu i Kemn — Bi4HO 1o Byxa B 60oprax.

['muboxuii BAMX.

Tpunusate 1’°ITh J0JapiB HA TOJUHY — 1€ BAJIOBI YOTUPHAALATH
COTEHb 33 COPOKAroJIMHHUN THXK]ICHb, a I1I€ 111 HE JOBEAEThCS
XBUJIIOBATHCS TIPO OPEHIY YH TKYy. A MOTIM, KOJHM BOHA MPOAACTh
CBI CIICHApIH. ..

Koko npoBoauTs pykoro mo Bosioccio. Bona 3abirae Hamepen.
Bona Binkpusae caiit White Elephant na tenedoni. Haiigemepmmii
HoMep — 1 095 nonapis 3a Hiu. Cepito3Ho? Y B&B craprtosi 1inu
Bix 310 monapis 3a Hiu. MoteniB Hemae, Holiday Inn Express Tex.
Kounuce Tyt 6yB X0cTen, aje ioro Oiyblie HEMaE.

Cxoxe, T0BEJIeThCS HOUYBaTH B HaMmeTi, — aymae Koko, 1 11e ii He
nskae. Bona Bupocna B HameTax pazoM i3 Mamoro Ta Kemmom, Tox
3HaE, SIK BIIOpaTucs 06e3 HaMeTy 1 HaBiTh 0€3 CHaNbHOIoO Milika. Aje
BUSBIISIETHCS, 1110 HA HaHTakeTi HeMae KOTHOTO KEMITIHTY.
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in the first empty row. Her mortification lessens somewhat.
Talbot is a scrote, she thinks as she pulls out her book. Almost
immediately, she closes her eyes.

A few minutes pass. The boat gets under way; there are some
announcements over the loudspeaker: life jackets, restrooms, the
trip will take about an hour. Coco dozes on and off. She didn’t
get much sleep last night on the floor of the Orlando airport. She
can’t believe the Richardsons’ house isn’t ready, although, now
that she thinks about it, what did she expect? Closing on a house
doesn’t mean moving in the same day. She should have waited
for Bull Richardson to give her a firm date before she fell prey
to a sale alert from Expedia. She can’t afford even $310 a night,
so what is she going to do? She could’ve just pitched Bull
Richardson her screenplay at the bar. What made her think the
long game would work any better?

But it will work. Somehow, Coco knows this.

She hears a rustling near her; someone has taken a seat in her
row. Coco likes to be aware of her surroundings and knows she
should open her eyes and make sure it’s not some dude creeping
on her—maybe old Talbot is a perv—but she’s tired, and her
eyelids are heavy...

Suddenly she smells something delicious—»briny, oniony,
herby. She’s dreaming; she’s just hungry, starving. She wants
lunch or a snack but she needs to save her money.

Coco opens her eyes and there, on the tray table in front of
her, is a bowl of clam chowder with two packets of oyster
crackers. Coco turns her head to see the chick with the good hair.
She’s taken the aisle seat, leaving the seat between them open.
She too has a bowl of chowder in front of her.

Coco straightens up. “You got this for me?”

“One little-known fact about Nantucket is that ferry chowder
is the best chowder.” The chick blows on a spoonful and smiles
at Coco. “I take it this is your first time to the island?”

Jle >k Tofi 3ynuHSAIOTHCS O1THSAKH? — JTUBYETHCS BOHA.

Ha npuuani nopoma Koko Hapemiti noYnHae yCBiAOMIIIOBATH, 11O
o3Hauae ixatu Ha HanTaker. Bci HaBKOJIO BUTTISAAAI0TH
3a0e3neueHIMH Ta JIOTJITHYTUMU; OJSIT CTPUMAaHUN, CTUIIBHUH,
0aratro TeMHO-CHUHBOTO ¥ Ois0r0. O/THA JKIHKA TPUMAE Ha PYIIi
IUIETEHY CYMKY-KOIIMK, a B IPYTii Pyl — MOBiIEIb 5KOBTOTO
nabpanopa. [i 4o0BiK i3 CHBHM BOIOCCAM HOCHTH POXKEBYBaTi
IITaHU Ta MOKACHHH 0€3 IKaprneTok. Bin rykae:

— Jlappi!

[HImMit 9010BIK 00EPTAETHCS ¥ PaTICHO BUTYKYE:

— Xa-xa-xa, Tanbote, ctapuii qpyxe! Sk mpoiinuia TBOs 3uMa —
Bepo, 31aetbes? Jlasaii Bun’emo y Field and Oar nactymnHoro
THKHA. MO€ nepiue 3aBlaHHs] — CIYCTUTH YOBEH Ha BO1y!

Koxo 3H0BYy Hakouye 1i cTapwuii ’Kax: BOHA CTOITh Ha CLIEHI ITiJ 4ac
HIKUTBHOTO KOHKYpCY 3 paBonucy B Rosebush Middle School, a Bci
CJIOBa — SIKeCh Oe3riry3ae OypMOTIHHSL.

3apa3 BOHa Bi/IUyBa€ Te caMe.

Mosxna Busnauyenns s "Field and Oar", 6yap nacka?

Kounn BoHa nepeixana Ha CeHT-/[>)KOH, TO Maja o0JaTH KPYTy
HaBYaJIbHY KPUBY: 3BUKHYTH JI0 JTIBOCTOPOHHBOTO PYXY, TOBAKATH
3aXiHOIHAINCBKY KyIbTYypY, 3p03yMiTH, mo "painkiller" — e ue
HIrynka, a Kokteinb. Ane CeHT-J[>)koH OyB TaKMM HEBUMYIIEHUM,
1110 Maiixe Oe3KIF0UOBUM— TaM KUJIM BiJUTIOTHUKY ¢
aBaHTIOPHUCTH, MipaTu i pycasku. B cynepmapker MoxkHa Oyio
3aliTH OOCOHIXK.

Hantaketr — 11€ 30BCIM IHIIIE.

KonHoro TaryroBaHHs B MOJIi 30pYy.

Koxko cToiTh y 4ep3i, TpuMarouu B pyKax yce CBOE MalfHO —
BEJIMYE3HUI MONOTHAHUM Oayn, sikuit Kemn konucek
BHUKOPHUCTOBYBAB Iij yac BiiiHU B Ilepchkiii 3aTori. Bona BinuyBae
pi3KUii OIITOBX y CMHY ¥ o0epraeTbes. [1ozany — Toit camuit
yoJioBik, Tanbort, y cBOiX poxeByBaTHuX ITaHax. BiH cepauro
JTUBUTHCS Ha HEl:
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Not at all, Coco thinks. I’'m a regular at the Field and Oar.
“Is it that obvious?” She opens a package of crackers, dumps
them into her soup, and watches the fragrant steam rise. “Thank
you for this. You’re very kind.”

“I hope Talbot Sweeney didn’t freak you out. He’s the old
guard, the kind of person who gives Nantucketers a reputation
for being snooty. 'm Kacy, by the way.”

Coco offers her hand, a gesture that feels hokey and old-
fashioned but also like what’s maybe expected? “I’'m Coco. Do
you live on the island?”

“Born and raised,” Kacy says. “But I’ve been living in
California for years. I'm just going back for the summer. My
family is there.” She pauses. “How about you? Are you...
visiting? Going for work?”

“Work,” Coco says. “A couple who just bought a house on
Nantucket hired me to be their ‘personal concierge.”” She uses
air quotes so Kacy won’t think she’s a total douchebag.

“Nice,” Kacy says. “Where’s the house?”

“On Nantucket,” Coco says. Did she forget to mention that
part?

Kacy laughs. “Right, but where on Nantucket? Squam?
Monomoy?”

Squam? Coco thinks. Monomoy? Can you use that in a
sentence, please? “I’m not really sure.” She takes a spoonful of
soup; it’s so delicious, her eyelids flutter closed. “I feel like such
a charity case.” Kacy laughs. “It’s just soup.”

The best and worst thing about Nantucket, Kacy thinks when
she gets to the ferry, is that it never changes. She spies the
summer people with their battered boat shoes, needlepoint belts,
and natural ease and the day-trippers in CAPE COD T-shirts and
Keen sandals.

Kacy is surprised to find an outlier behind her in line, a
young woman with retro-punk-rock hair, piercings, and tattoos.

— 3 TakuM BEJIMYE3HUM. .. HerabapuTHUM OayJioM Ha YOBEH HE
IyCKAIOTh, FoHa Jei. Moro Micue Ha GaraxHii cTiifi.

Konuna cymka O6ysa octaHHIM OarakeM, SIKUid CKOTHBCS TI0
KoHBeepy Ha aepornopty Jloran (Koko Kibka XBUIMH
XBUJIIOBaiacs, 10 BOHAa BTpayeHa, 1 110 il Tenep kaneis). Bona
TpUMaja CyMKY Ha KOJIIHaX MPOTITOM YCbOTO aBTOOYCHOTO
MapHIpyTy i He OyJia TOTOBa BIAMYCTUTH ii 3 ouel. "Bce nobpe", —
Kaxe BoHa. "SI mpocto Tpumatumy—" "To0i1 kaxy, 1e
3a00poHeHo," — kaxke TanboT Tak roiocHo, 110, MabyTh, BiH a00
HaJ3BUYAITHO BaXJJIMBa MIEPCOHA TYT, a00 Bxke oriyx. [[iBunHa
nepen Koko o6epraerhcs. Bona B O11iif JuKMHCAX 3 MHKAKOM 1 Mae
JIy’K€ TapHE BOJIOCCS — TIISTHIIEBE, KOJIBOPY MEIY, CTPHKEHE B 000,
3ayecaHe 3a oAHe Byxo. Bona Haxunserses 10 Koko 1 kaxe: "Bin
JlyMae, 110 BiH HaYaIBHUK NOJiIii. [IpocTo moKIIaau CBOI CYMKY
OCb CIOJIM, Ha CHHIO MONHULIO JUIst Oaraxy." "Jskyro," — kaxe
Koxo. Bona He 3Ha€ TyTemHiX MpaBuil; BOHA IIOMIJTHIIACS, 1 TETIep
yci Ha Hel AUBIATbCA. BoHa Bakko e 10 MOJHIIi. Ii CyMKa
He3py4Ha, 1 YaCTHHa ii BASYHA, 10 Moke 11 3anuimuTu. Komu BoHa
MOBEPTAETHCS, IIBUMHA 3 TAPHUM BOJIOCCAM Bxke minia. Ha macrs,
nimoB 1 Tan6oT. Koko cTae B KiHellb uepry, 1 KOJIM BOHA CiJ1a€ Ha
YOBeH, 3aiiMae Miclie 61 BikHa B TIEpIIOMY BillbHOMY pamy. Ii
MOYYTTSI COPOMY TPOXH 3MEHITYIOThCA. TandoT — cripaBxkHIN
HET1JIHUK, [yMa€e BOHA, BUTATYIOUU CBOIO KHIXKKY. Maibke onpasy
K BOHa 3arumrolnye oyi. Kibka XBHIMH MUHatOTh. YOBEH pylIae B
X, Yepe3 TYYHOMOBEIIb TYHAIOTh OTOJIOIICHHS: PATYBaIbHI
JKUJIETH, TyaJleTH, IOJIOPOK TpUBaTUME 0JIM3bKO roguHu. Koko
IpiMae TO 3 OAHUM OKOM, TO 3 iHIIMM. BoHa mMano cranxa MUHYIIOT
HOul Ha miao3i aeponopty Opnanno. Bona He Moe MOBIpUTH, 11O
OyauHOK Pidap/icoHiB 11e He TOTOBHIA, X04a, TENep KON BOHA HAJI
M 3aMUCITIOETRCS, 0 BOHA ouikyBana? [lignucanHs qoroBopy Ha
MOKYTKY OyJTMHKY HE 03HAYae, 110 MOXKHA B’IXaTH B TOW caMuit
nenb. [t BapTo Gyn0 nouekaru, ok By Piuapicon gacts ii
TOYHY JIaTy, TIEPII HiXK BOHA MiIaCThCS CIOBIMIEHHIO TIPO 3HUKKU
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Kacy immediately thinks of that old jingle from Sesame Street:
One of these things is not like the others, one of these things just
doesn’t belong. Talbot Sweeney gives the girl a hard time about
her bag; she seems uncomfortable, disoriented, or, at the very
least, uninitiated. Kacy decides to do the welcoming thing and
buys the girl a chowder.

Coco is shy at first, or maybe just hungry. She devours her
soup and both packets of crackers, down to the dust. But then she
loosens up and tells Kacy that the personal-assistant job she’s
accepted comes with housing, but just that morning, her
employers told her the housing wasn’t available yet.

“What?” Kacy says. “So where are you going to stay?”

“I’'m not sure,” Coco says. “A hotel, I guess. Unless you have
any friends with a flophouse? I’'m kind of on a budget and I didn’t
anticipate this...”

“Of course you didn’t,” Kacy says. “What’s the couple’s
name?”

“The Richardsons.”

Kacy doesn’t know them, though they might know her; she
has one of the most recognizable last names on the island. “I’ve
never heard of them,” she says. “But they’re new and I’ve been
gone for a while.”

Coco waves a hand. “You were so cool to buy me this
chowder, I don’t expect you to solve my housing issue. I was an
idiot for not confirming with this couple. I’ll figure something
out. I’'m just happy that someone on this boat is being friendly
instead of looking at me like | have fleas.” She tucks the cracker
wrappers and her napkin into her empty bowl. “So what were
you doing in California?”

Over the course of the boat ride, Kacy spills her guts about
her job in the NICU, her clandestine affair with Isla, Isla’s
engagement to Dr. Rondo, losing Little G—and Coco says all the
right things. Wow, you’re such a hero, talk about making a

Ha Expedia. Bona He Moxke 103BoIuTH c001 HaBiTh $310 3a Hiv, TO
110 X i Tenep podutu? Bona morna 6 npocto niakuHyTH Bymny
Pivapacony cBiii cuienapiii B 6api. 11lo 3mycwuiio i gymaru, 1o
CTpaTerisi Ha JOBr'Y IEPCIEKTHBY CIIpaIioe Kpaie? Ane 1e
copaioe. Axock Koko 11e 3Hae. Bona uye mypxit nopsj; XToch ciB
y i psin. Koko mo0uTh OyTH YBaXKHOIO 10 CBOTO OTOYCHHS 1
po3yMie, o it Tpeda BIIKPHUTH 0Yi 1 IEPEKOHATHCS, 1110 IIe HE
SKUICh YyBaK, IO MAMISIAE 32 HEF0 — Moxe, Tan0oT i cripasi
Mae 3004YeHICTh — aJle BOHA BTOMJIEHA, 1 11 ITOBIKH BaXkKi... PanTom
BOHA BiJJUyBa€ NPUEMHHIA 3a11aX — COJIOHUM, 3 apOMaTOM LIUOYIIi Ta
TpaB. BoHa mMpie; BOHA MPOCTO TOJI0JHA, Ty>Ke TonoaHa. BoHa xoue
0011 200 mepekyc, ane it moTpidbHo 3ekoHOMHUTH Tpoti. Koko
BIJIKpHBAE 04i, 1 Mepe/l Helo Ha MINTOKITHUKY CTOITh Yalla 3 CyloM
3 MOJIIOCKIB 1 IBa TAaKeTH KpeKepiB 3 ycTpuilb. Koko moseprae
rojioBy i 0a4uTh NiBUMHY 3 XOPOIIUM BosoccsiM. Bona 3aifnsiia
MicIie OUTs IPOXO.Ty, 3ATHINMBIIY MICIE Mi>K HUMH BUIBHUM. Y Hel
TaKOX € yaia 3 cyrnom nepea Heto. Koko Bunpsimnserscs. "Tu me
nst meHe kynuna?" "Opxna manosinoMa ictuHa rpo Hantker:
TYTEIIHIN CYH 3 MOJIOCKIB — HalKpalui," — Kaxke J1iBUYMHA,
BU/IyBalOUM Ha JIOXKIII Mapy KOBTKIB 1 mocMixatounch 1o Koko. "Le
TBiif epiuii pa3 Ha ocTposi?" 3oBciM Hi, fymae Koko. S Tyt
yacteHbko B Field and Oar. "Uu 1ie Tak oueBugHo?" BoHa
BiJIKpHBA€ MaKeT 3 KPEeKepaMu, BUCUTIAE TX Y CYII 1 JUBUTHCS, SIK
MiHIMAETbCs apomaTHu# nap. "Jlskyro 3a ne. Tu ayxe mobpa."”
"CrnoniBatocsi, Tan6ot CBiHi He HassikaB Tebe. Bin cTapoxui, came
TaKi JIIOAM 1al0Th HaHTKETISIM peryTallito 3aHaTo 3apO3yMUITUX.
Jo peui, 1 — Keiici." Koko npoctsirae pyky, ecT, 10 34a€ThCs
CTapOMOJIHUM 1 HE 30BCIM MTPUPOTHIM, aJle TAKOXX MOKIIHBO T€, 1110
Bia Hel ouikyroTh? "SI — Koko. Tu sxuBert Ha octposi?"

« Tyt Haponuacs 1 BUpociay, — kaxke Keci. «Aue Bxxe KiIbKa
pokiB xuBy B Kamidopsii. [Ipocto nosepratocs Ha iito. Mos
ponuHa Tam». Bona pobuts nay3y. «A tu? [Ipocto mpuixaia Ha
BinmounHOK? Yu mo po6oTi?»
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difference every single day when you go to work; I can totally
see how you and Isla fell in love, I can’t believe the fiancé
created a Pinterest board, that’s so funny; I’'m so sorry, your heart
must be broken, I understand why you came home.

Kacy laughs. “I can’t believe I unloaded all that when I
literally just met you.”

“Sometimes that’s easiest, right?” Coco says. “Believe me,
I’m the last person who’s going to judge you.”

The ferry slows down, and the captain announces that
they’re entering Nantucket Harbor.

“Let’s go up top,” Kacy says. “We want your first time
seeing the island to be memorable.”

Coco follows Kacy to the top deck. Kacy points out the
Nantucket Beach Club, where green, blue, and yellow umbrellas
are lined up in rows. Next to that is a beach bar called the
Oystercatcher. Coco sees kids building sandcastles, a gentleman
flying a Kite; she catches the scent of fried seafood on the breeze.

“That’s Brant Point Lighthouse,” Kacy says. Her voice is
thick. “The white steeple is the Congregational church, and the
clock tower is the Unitarian church.” She wipes a finger under
each eye. “I’'m not sure why I’m getting so emotional. I guess
it’s just being... home. I haven’t been home since the Christmas
before last, and it’s been forever since I was here in the summer.
I forgot how pretty it is.”

It’s more than pretty, Coco thinks. Sailboats in the harbor
bob on colorful buoys. The row of summer cottages fronting the
water all have gray shingles and crisp white trim, window boxes
bursting with spring flowers, snapping flags. Coco didn’t have a
clear picture of what Nantucket would look like, but it’s
everything she wanted it to be: classic, charming, a freaking
postcard.

She doesn’t belong here. Like, at all.

«ITo poboTi», — BignoBigae Koko. «OxHa nmapa, 1o Helo1aBHO
Kynuia OynuHoOK Ha HanTtakeTi, HaitHsa MeHe OyTH IXHBOIO
,»OCOOHMCTOIO0 KOHCHEPIKKOIO “». BOHA CTaBUTH TanKu pyKaMu, 11100
Keci He moaymana, 1o BoHa 30BCIM BiIMOPO30K.

«Knacno», — kaxe Keci. «A e came OyTuHOK?»

«Ha HanTakeri», — Binnosigae Koko. Bona pantoM ycBiioMITioe,
o, Ma0yTh, 3a0yJia 3rajaTH 110 JeTab.

Keci cmietnes. «Tak, anme ne came Ha Hanrakeri? CkBam?
Monomyii?»

«CxBam?» — nymae Koko. «MoHomyii?» MoxHa 11€ 1KOCh
BUKOpHUCTATU B peueHHi? «He 30BciM BrieBHEHa», — Ka)Ke BOHA,
Oepyuu JIOKKY CyIy, KWW TaKUW CMa4YHUMN, 110 11 TOBIKK MHUMOBOJTI
3aKpUBAIOTHCS. «S BiquyBato cebe Takolo, K Ta, KOMY OJAI0Th
onmaroziitny gormomory». Keci cmierbes. «lle mpocto cym.
Haiikpaiue 1 nHaiiripiie B Hanrtakeri, nymae Keci, konu BoHa
HiAXOIUTH 0 TIOPTY, — L€ T€, IO TYT HIY0ro He 3MIiHIOEThCs. BoHa
MOMIYa€ JIITHIX JTFOJCH 3 IXHIMU 3HOIIEHUMHU YEPEBUKAMHM IS
YOBHIB, TIOSICAMH 3 BUIITMBKOIO Ta TIPUPOIHOIO JIETKICTIO, & TAKOX
JEHHUX TypHUCTiB y pyTOonkax 3 Hanucom "CAPE COD" i
caggaisax Keen.

Keci 3q1BOBaHa, KOJIM 3ayBa)Kye HE3BUYAWHY JIIBUMHY B Uep3i 3a
00010 — MOJIOTY KIHKY 3 PETPO-TIaHK-POK 3a4iCKOI0, TIIPCUHTAMH 1
taTytoBaHHsAMHU. Keci Bipa3y 3rajye Ty cTapy IiceHbKY 3 Sesame
Street: «Ocb 11i pedi He CX0Xi O/1HA Ha OJIHY, OJ[HA 3 HUX HE
nigxoauTby». TanboT CBiHI KeNKye 3 AIBYMHU 4Yepes il CyMKy, BOHA
31a€ThCS HE3PYUHOIO, pO3Ty0IeHOI0 200 X04a O HEOMpPaIbOBAHOO.
Keci Bupinrye OyTu NpUBITHOIO 1 KYITye i OPLIO CYITy.

Cnouarky Koko copomutbes, abo, Moxe, pocTo rojsoaHa. Bona
3'inae Bech cyn 1 00uBa MAaKeTH 3 KpEKepaMu, 10 OCTAHHBOT
KpUXTU. AJle OTIM po3ciabisierbes 1 po3nosigae Keci, mo podora
0COOMCTOI aCUCTEHTKH Iepedavae )KUTIO0, ajie caMe LIbOTo paHKy il
poOOTOMABIN CKa3aJIH, IO KUTJIO I1€ HE TOTOBE.

«lo?» — kaxe Keci. «To ge tu Oymem xutu?»
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She thought it was a good thing that the Richardsons were
new to the island—they could all be new together!—but now she
sees the downside.

The Richardsons don’t know a soul, and neither does Coco.
Except now, she knows Kacy.

They disembark side by side, and when Kacy’s feet hit the
wharf, she thinks, I’'m home. The NICU; her apartment on Filbert
Street; the cable cars; the Golden Gate emerging from the fog in
the morning; Coit Tower; casual carpool; Crissy Field, where she
used to run on the weekends; Hog Island Oyster Company in the
Ferry Building... and Isla’s liquid brown eyes, her beauty mark,
her nimble hands—all of it seems very, very far away.

Kacy receives a text from her father: Here. She spies the
black Suburban pulling into the parking lot; it’s impossible to
miss. But Kacy can’t just abandon Coco, can she? “Take my
number, Coco,” she says. “Keep in touch, okay? Let me know
where you end up staying.”

“I’1l figure it out,” Coco says. “I always do. And hey, Kacy,
thanks for the chowder—it meant a lot.”

Kacy walks toward her dad’s car, but she’s hesitant to leave.
Coco was such a good listener, exactly what Kacy needed. She
can’t imagine explaining about Isla to either of her parents, and
after being gone seven years, Kacy doesn’t have many friends
left here.

Romeo from the Steamship, whom Kacy has known for
eons, helps her roll her suitcases over to her father’s car. Romeo
must have a speedingticket fine he wants reduced, she thinks,
because he never helps anyone.

Kacy opens the passenger-side door and sees her dad, the
Chief. He looks older, grayer, and way more exhausted than she
remembers. But then he smiles. “Hey, you,” he says. “Hop in
before someone writes a letter to the editor about how | blocked
traffic.”

«He 3narw», — kaxxe Koko. «HameBHo, B roresi. SIKIO TUIBKH Yy
TeOe HeMae JIpy3iB, y SAKHUX € JeleBuil rorens? S TyT Ha OI0KeT, 1
HE OYiKyBajia TaKOI CUTYaIIii. . .»

«3BiCHO, 10 HE OUiKyBanay, — Kaxe Keci. «A sk iX 3BaTH, IUX
JIonen?»

«Piuapaconm.

Keci ix He 3Ha€, Xx04a, MOXKJIMBO, BOHU 3HAIOTH ii; y HET O1HE 3
HaBIIOMIIINX MPi3BUIL Ha OCTPOBI. <1 PO HUX HE Uyla», — Kaxe
BOHA. «AJie BOHU HOBI, a sI BX€ JJaBHO He Oysa TyT».

Koxo maxae pykotro. «TH Taka KiacHa, o Kymnuia MeHi IeH Cy, s
HE OYiKYIO, 1110 TH BUPIIIMII MO0 Mpobiemy 3 xKuTiioM. S Oyna
JlypHa, [0 HE YTOYHUJIA Bee 3 1iero napoto. llock npuaymaro. S
IPOCTO Pajia, 0 XTOCh Ha I[bOMY YOBHI IIPUBITHUH, @ HE AUBUTHCS
Ha MEHe, K Ha 010Xy». BoHa ckiamae 0OropTku Bij Kpekepis i
CEPBETKY B MOPOXKHIO YAIIKY. «A 110 T pobuina B KamidopHii?»
En Kanenam norisiHyB Ha CBOIO JIOHBKY. BiH He MIT BiIINTH Bijl
TOTO, SIK €JIETAHTHOIO 1 3pLI0I0 BOHA BUTJISAAE, 1 BOJHOYAC BiH yce
nie 6auuB y Hill MaJleHbKY JIIBUMHKY B POXKEBHUX IKamax-
Oanepunax. Bin 3ragye Toi pik, KOJM BOHa cama 3po0uiia ciaim, i
OyIuHOK OYyB 3alTOBHEHUI KJIEEM 1 OOPHOIO KUCIIOTOIO; 3TajIy€e
OKYJISIpH ¥ OpekeTu, Hoca, sIKUi TOYEPBOHIB BiJ] TOTO, 110 BOHA
3710BMIIa OacKeTOONBHUM M'STY 00JIMYYSIM B KJTYO1 JUIs XJIOILIIB 1
niByar. Bin ysBse 11 Ha psaTyBanbHil Bexi B Hobanipi B
YEepBOHOMY KYHaJIbHUKY 3 JIIHIEIO [IMHKY Ha HOcl. BiH 3raaye neHs,
KOJIM BiH 1 AHfpea Be3nu 11 10 aeponiopty Jloran. Keiici 3akinunina
MaricTpaTypy 3 MEJICECTpUHCTBA B boCTOHChKOMY KOJEIXK1 Ta
npuiiHsIa npono3unito podbotu B Can-dpanHuucko, i BOHU 3 AHJIpea
Oysu 0JTHOYACHO TOpi i po36buti. Tak maneko, gymanu BOHU. Mu
HIKOJIHM He To6a4ynMmo ii. binbmicTs yacy 1e aiiicHO 0yio mpaBiolo.
Bonu netsate 1o Can-®OpaHIMCKO Ha THXKIEHb KOXHOT oceHi; Ketici
IPUDKIKAE J0JJOMY Ha CBSTa, KOJH J103BOJIsiE rpadik. AJle 11e He Te
came. Epik 1 fioro niBunHa ABeJIOHA 3aBXKU MOPYY, 3yCTPI4aIOTh
meda i AHapea B ki1y0i puOaiok Ha 3aKYCKH B 1" ITHHIIIO,
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Kacy climbs up into her seat and gives him a fierce hug; she
doesn’t care who has to wait. She could have been coming back
to Nantucket under very different circumstances, ones that are
almost impossible to imagine. Ed Kapenash is a strong, solid,
unimpeachable human, the kind of man who deserves a statue at
the top of Main Street. Kacy feels ashamed of her recent
transgressions—conducting an affair with Isla when she was
engaged to someone else, running away from a job she was good
at in a place where she was needed. She could go further down
this rabbit hole, but as they’re navigating their way out of the
parking lot, Kacy spies Coco standing by the luggage carts
looking... well, the word that comes to mind is forlorn.

Ed Kapenash glances at his daughter. He can’t get over how
elegant and mature she seems—and yet he can still see the little
girl in pink ballerina pajamas. He recalls the year she made her
own slime, when the house was filled with glue and borax; he
remembers the glasses and the braces, the bloody nose from
catching a basketball with her face at the Boys and Girls Club.
He pictures her on the lifeguard stand at Nobadeer in her red tank
suit, a stripe of zinc down her nose. He thinks about the day he
and Andrea took her to Logan Airport. Kacy had finished her
master’s in nursing at Boston College and accepted a job in San
Francisco, and he and Andrea had been equal parts proud and
heartbroken. So far away, they thought. They’d never see her.
For the most part, this has been true. They fly to San Francisco
for a week every fall; Kacy comes home for holidays when her
schedule allows. But it isn’t the same. Eric and his girlfriend,
Avalon, are always around, meeting the Chief and Andrea at the
Anglers’ Club for Friday appetizers, coming for dinner every
week. Chloe and Finn, the twins Ed and Andrea adopted after
Andrea’s cousin Tess and her husband, Greg, died, are both in
college. Chloe insisted that the Chief join Snapchat, and thanks
to this, he can follow the twins’ every move; he probably knows

MPUXOJATH HA BEUEPIO KOKHOTO THKHS. X101 1 DiHH, OJU3HIOKH,
skux Ex i AHapea yCHHOBWIIM MICTISt TOTO, SIK 3aTMHYJIN Ky3UHA
Amngnpea Tecc 1 11 gonosik ['per, oOuaBa BUaThCs B KOJISIXKi. X105
HACTOsUIa Ha TOMY, 1100 mied npreaHaBcs 10 Snapchat, i 3aBusku
IIbOMY BiH MOYX€ CT€KUTH 32 KOXKHUM KPOKOM OJIN3HIOKIB; MaOyTh,
BiH 3HA€ OUIbIIE PO IXHE KUTTA, HIX XOTiB Ou. JInme Keiici
3aJIUIIA€THCS TAEMHHULICIO.

Bona Bnoma, nymae En. Bona B iioro mammuHi, i 6arax y
OaraxHuky, 1 KOpoOKu Bxke Hamiiuum 10 Oyaunky. Bona
MIOBEPTAETHCS TOJIOMY Ha JIiTo, B3sia Biamyctky 3 UCSF. “Yomy?”
3anutaB Ex y Annpea. “Illock Tpanuiocs?” “Bona TijbKU CKa3ana,
10 Xo4e OyTH BJOMa SIKUICh Yac. binbie Hivoro He cka3ana. Tu x
sHaem Keiici.” He Mo)KHaA TPOCTO Tak 3aJIMIIUTH CBOE JKUTTS 1
nepeixatu yepes BCro Kpainy 0e3 npuunad. Yu uepes podboTy?
Hymae En. A6o uepes crocynku? Ex 3nae, mo Keiici reii, xoua
BOHA HIKOJIM HE CKazaja Ie MpsiMo HOMY — BOHA PO3IOBiLIA MaTepi
1 monpocuna Anzpea ckazatu Eny. B neBHomy cenci 11e Oyio
nosierteHHsM. Ex He moOuTh TpaMaTHYHUX eMOIIMHUX MOMEHTIB
Yy CBOEMY OCOOMCTOMY JKHUTTI; HAa pOOOTI HOMY BHCTaua€e eMOITIH.
Aute BiH Bce X nuTaeThes, yomy Keiici He Oyna kompopTHORO, 11100
cKkazaTtu omy. Uu nymaina BoHa, 110 BiH ii He 3po3yMie? AHapea
CIIOKIMHO CrIipuitHsia 11e Bce. MOXI1BO, OyB MOMEHT, KOJTH AHIpea
MyCHJIa BIJIITYCTUTH CBOE€ YSIBJIE€HHS Ipo MaitoyTHe Kelici —
TPAAUIIIHHOTO YOJIOBIKa 1 CiM'10. AJle, cKa3ajia BOHA, BCE I11€ MOXKE
OyTH Becuis, MOKYTh OyTH JiTH. AHzpea ka3zana Exy, mo 3aBxau
nigo3proBaia, mo Keiici rei, 1 Eq momgymas, CripaBni? ¥V crapmriit
mkodii Keiici 6ynu xsomnii — npasja, HIXTO CepHO3HMM, alie BOHA
XO/WJIa 1 Ha MOJIOJKHUH 0all, 1 Ha BUITYCKHHM OaHKET 3 4yJOBUM
xJyioniem Ha iM’s JlamonTt Oxui. Tenep Ketici kaxe: “Y MeHe €
JMBHE MPOXaHHs. Moxen BiAIMOBUTH, KO 3axouent.” Bona
po3ymHa, nymae En. Bin tak paauii ii 6aunTtu, mo noroguscs 6 Ha
Mmaibke Bee. “Ilo cramoca?” “4 3ycTpina ogHy AIBUMHY Ha TapoMi,”
kaxe Keiici. “BoHa mpaiiroe nepcoHaabHIM KOHChEP)KEM y 0aratoi
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more about their lives than he wants to. Only Kacy remains a
mystery.

She’s home now, Ed thinks. She’s in his car; her luggage is
in the back, and boxes have arrived at the house. She’s moving
home for the summer, taking a leave of absence from UCSF.

“Why?” Ed asked Andrea. “Did something happen?”

“All she told me was that she wanted to come home for a
while. She didn’t offer anything else. You know Kacy.”

You don’t give up your life and move across the country for
no reason. Was it because of work? Ed wondered. Or a
relationship?

Ed knows Kacy is gay, though she never officially came out
to him— she’d told her mother and asked Andrea to tell Ed. In
some ways, this was a relief. Ed isn’t much for dramatic
emotional moments in his personal life; he gets enough of that
on the job. But he does wonder why Kacy wasn’t comfortable
telling him. Did she think he’d disapprove? Andrea handled the
whole thing with great equanimity. There might have been a
single beat where Andrea had to let go of whatever vision she’d
held for Kacy’s future —a traditional husband and family. But
hey, she said, there could still be a wedding, still be babies.
Andrea told Ed that she’d always suspected Kacy was gay, and
Ed thought, Really? In high school, Kacy had boyfriends—
admittedly nobody serious, but she’d gone to both the junior
prom and senior banquet with a terrific kid named Lamont
Oakley.

Now Kacy says, “I have a strange request. Feel free to say
no.”

She’s smart, Ed thinks. He’s so happy to see her, he would
say yes to nearly anything. “What’s up?”

“I met this girl on the boat,” Kacy says. “She has a job as a
personal concierge with some wealthy couple who just bought a
house here, but wires got crossed and the house isn’t ready and

napu, sika IOWHO KyIuja TyT OyAHHOK, ajie MIOCh MIILI0 He Tak, 1
OyIMHOK Il HEe TOTOBUH, 1 151 IIBYUMHA HE Ma€ Jie 3yNmuHUTHCA. Y
MO’KHa, 1100 BOHA MOXWIa y Hac Kiibka aHIB?” “O.” En He 3Hae,
10 cKa3aTh. BiH 1I0HO OTpUMaB CBOIO IOHBKY MICIIsSi CEMU POKIB, 1
AHJpea r1aHye poJIMHHY Beuepro Ha cboroHi 3 Epixom 1 ABesoH.
Eroictuuno, En xoue matu Keiici Tinbku 11st cebe, 1 uu He Oy/e 11e
JIMBHO CBATKYBATH ii MOBEPHEHHS 3 He3HaoMKOI0? BiH maiike
TOTOBHIA NIEPEKIIACTH pilleHHs Ha MaTip — [lutaem y mamu, ane
0auuTh, sk Kelici OykBanpHO Tpinoue BiJ HeTEpHiHHI. “Y Hac €
Miciie, Tak?” — kaxke BoHa. “Xyos 1 @inn...” Tak, Xmos 1 Ping
BOTO JIiTa 32 KopaoHOoM — X051 y @nopenuii, @inH y Jyonini —
ToMy iXHi KiMHaTu BinbHI. En Haramye co6i, oo e npuposa Keiici
— nomomarartu JioasM. Bin npouunae ropio. “Kinpka nHiB?”
“Yorupu ani,” xaxe Keiici. “Makcumym.” “S moro/pkyroch Ha 11e
0e3 KOHCYIbTallil 3 TBOEO MaMmoto...” Keiici BUCKaKye 3 MalllnHH,
HepuI HiX BiH MOJKE 3aKIHYUTH CBOE pedeHHs. “Jlskyro, Tary!”
[led po3BepTae MamMHy 1 3HOBY MOTpAILISE Y Xa0C MapKyBaHHS Ha
napomi, OJIOKYHOYH MalllHH, 1110 HaMararThcs BUixatu. Bid uye
T'YIOK 1 MOBEPTAETHCS, 11100 MOOAYUTH XJIOMIIS 3 OIOHAUHUCTUMHU
yyOGunkamu 3a kepMoM cpibHoro Range Rover (HoMepHHii 3HaK:
BEAST), skuit nokasye iomy cepenniit naneus. lled 3iTxae. Jlito,
JTyMmae BiH, oimiiiHo noyanocs. Keiici 1 ii HoBa noapyra
HabmkatoThes. [lonpyra menma 3a Kelici, 3 KOpOTKHM TEMHUM
BOJIOCCSIM, IPOKOJIOTUM HOCOM 1 OaraTbma TaTyroBaHHsAMU. [lepiia
JTyMKa 1eda — BOHA BUIVISJIA€ TaK, HIOW Mpalftoe Ha sspMapKy ado
rpae Ha aKyCTUYHI ritapi B kage. Ajne BiH He Oyze poOuTH
CTEPEOTHIIH; TPOCTO MOCMIXHETHCS 1 CIIOJIBAETHCS HA HaKparlle.
[Toapyra cinae Ha 3a/IHE CUIIHHSA 1 3CyBa€ COHIIE3aXUCHI OKYIISIPH
BrOpY, B I'HI3/10 3 11 BOJOCCS — 04l B HET AMBOBUIKHOT'O JILOJIOBOTO
OmakuTHOTO KONIBhOpYy. Llled 3amMucmtoeThes, uu 1€ HE SKACh
mro0oBHA 3arikaBieHicTb. Yu morna Keiici 3abpatu niBuuny, 3
SIKOTO TIIOMHO TTO3HAaOMUIIAcs Ha TIOpoMi, 1 puBeCTH 1i Jomomy? En
cBaputh cebe. Keiici Mae mpaBo MaTH JIpy3iB cepe]] KiHOK.
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this girl has nowhere to stay. Would it be all right if she crashed
with us for a few days?”

“Oh.” Ed isn’t sure what to say. He just got his daughter back
after seven years, and Andrea is planning a family dinner for
tonight with Eric and Avalon. Selfishly, Ed wants Kacy to
himself, and wouldn’t it be weird, celebrating her return with a
complete stranger? He’s about to pass the buck —You’ll have to
ask your mother—but he can see Kacy practically vibrating with
anticipation.

“We have room, right? Chloe and Finn...”

Right. Chloe and Finn are both abroad this summer—Chloe
in Florence, Finn in Dublin—so their rooms are vacant. Ed
reminds himself that it’s

Kacy’s nature to help people. He clears his throat. “A few
days?”

“Four days,” Kacy says. “Max.”

“I’m agreeing to this without consulting your mother—"

Kacy hops out of the car before he can finish his sentence.
“Thanks, Dad!”

The Chief swings his car back into the melee of the
Steamship parking lot, blocking the cars that are trying to exit.
The Chief hears a horn and looks over to see a kid with blond
floppy bangs sitting behind the wheel of a silver Range Rover
(license plate: BEAST) flipping him off. The Chief sighs.

Summer, he thinks, has officially begun.

Kacy and her new friend approach. The friend is smaller than
Kacy, with short dark hair, a pierced nose, and a fair number of
tattoos. The Chief’s first thought is that she looks like she works
at a carnival or plays acoustic guitar at a coffeehouse. But he
won'’t stereotype; he’ll just smile and hope for the best.

The friend climbs into the back seat and moves her
sunglasses up into the bird’s nest of her hair—her eyes are a
startling glacier blue. The Chief wonders if this is a love interest.

— Sl — Koxko, — xa)ke JiBYHHA.

— En Kanenam, npueMHO TO3HAIOMUTHC.

Koxko orssiiae Bei 111 A3BIHOYKY ¥ CBUCTKH B aBTO Ena — ckauep,
eKpaH, BOTHI.

— Bu...

— e nominii, — xaxe Ex, i Koko oxpasy xx poOuts Bupas
o6mmyyst, sskuid Ex 6auuB THCs4 pa3iB. 3a3HAYCHHS MOTO IMOCaIN
3a3Bu4ail 00puBae po3moBy. — llIkoza, 110 3 JKUTIIOM HE CKJIAJIOCH.
A Ha Koro BU mpaurere?

— Ha PivapaconiB, — kaxke Koko. — By i Jlecui.

— He 3nar0 ix, — Bignosigae Eja, moTiM cMieTbcs. — Xo4a, B MOIH
pobori e, MabyTh, 100OpeE.

5. Buruaumi

— Pivapaconun? — roBopuTh AJJIICOH TOTO BEYOpa 3a BeUEpero. —
Bonu Moi kitieHTH.

Xa! — nymae Anapea. o Ex roBoputs koxHoro nusa? OctpiB
MaJieHbKui. BoHa nepexoruitoe Horo noriss i oapasy po3ymie, 1o
BIH JIyMa€ Te X caMme, 1110 i BoHa: CiaBa 60ry, AJ/ICOH 3HaE mapy,
Ha Ky npaiftoe HoBa nojapyra Keiici. CnaBa Oory, BOHM CIIpaBXHi, 1
Koko He sixkach maxpaiika, 110 HOJI0€ Ha TOOPOTY HAIOT IOUKH.
Amnppea He Oyna oco0nuBo paja, koau Ex npuixas 3 mopomy 3
JIOJJATKOBOIO JIFOJIMHOIO, sIKa, 3/IaBAJIOCS, 3aIMINANIACS Y HUX Ha
"kipka nHIB". BoHa HaMarasacs He MoKa3aTHu Ha 00JInYYi CBOET
HEMPUEMHOCTI YM po31paryBaHHs. Lle He BenmKka cripaBa,
nepexkoHyBana cede Anjpea. Micis B HUX 10cTaTHBO. [ToTpiOHO
MPOCTO MPUIHATH CUTYALIIO.

— Jly>xe mpueMHO No3HaloMUTHCh, Koko, — cka3zana AHapea. —
Jagaiite Bnamryemo tebe B KiMHaTI XJI01.

OckinbKH Beueps Bxke He Oyria Juie A poaAuHu, AHapea
3anpocuia Amnicona, @161, [xeddpi ta Hemaiimy. Uum Oinbiie,
TUM Beceilie; YoMy 0 He 3p00UTH 1€ MaJIeHbKOIO Beuipkoro? Bonu
Morsiu 0 moicTH Ha 3aaHii Tepaci. BoHa moaBoina iHrpeaieHTH ais
CBO€1 MakapoHH 3 Jo0cTepoM — yiobisieHa Beueps Kelici; 3pobuia
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Would Kacy pick up a girl she just met on the ferry and bring her
home? Ed chastises himself. Kacy is allowed to have friends who
are women.

“I’'m Coco,” the girl says.

“Ed Kapenash, nice to meet you.”

Coco eyes all the bells and whistles inside Ed’s SUV—the
scanner, the screen, the lights. “Are you...”

“Chief of police,” Ed says, and Coco gets that Uh-oh look
that Ed has seen thousands of times. Mentioning his job title
tends to be a conversation killer. “Sorry to hear about your
housing. Who is it you’re working for?”

“The Richardsons?”” Coco says. “Bull and Leslee.”

“Don’t know them,” Ed says, then laughs. “Though in my
line of work, that’s probably a good thing.”

5. The Castaways

“The Richardsons?”” Addison says that night at dinner. “They’re
my clients.”

Ha! Andrea thinks. What does Ed say each and every day? It’s a
small island. She catches his eye and can tell he’s thinking what
she’s thinking: Thank god Addison knows the couple Kacy’s
new friend is working for. Thank god they actually exist and that
Coco isn’t some con artist preying on our daughter’s kindness.
Andrea wasn’t exactly overjoyed when Ed showed up from the
ferry with an extra person, one who was evidently staying with
them for a “few days.” She tried not to let either her dismay or
her irritation show on her face. It wasn’t a big deal, Andrea told
herself. They had plenty of space. Roll with it.

“So nice to meet you, Coco,” Andrea said. “Let’s get you settled
in Chloe’s room.”

Because dinner was no longer just family, Andrea invited
Addison and Phoebe and Jeffrey and Delilah too. The more the
merrier; why not make it a party? They could eat out on the back
deck. She doubled the ingredients for her lobster mac and cheese,

1€ OJIHY MOPIIiF0 YaCHUKOBHUX Oyiodok. Dibi nmpuHecsa miB suKa
HIaMIIAaHCHKOTO, a Jlenaiina Kynuia TopT i3 TpboMa BUJaMH
rokosaay 3 Juice Bar.

Bci 3ibpanucs Ha Tepaci, 1 Arnpea Oyna BpakeHa, mo Koko 3moria
3amam'sTaTu Bci iMeHa. SIke criBnaainys, mo Koko Oyne
IPAIIOBATH HA KIIEHTIB AJlIiCOHA.

— BiH roBopurth npo 1o napy oesnepepBHo, — Kaxe Pioi. —
by i Jlecni Piuapacon.

— bynn? — 3anutye Anapea.

— CxopoueHo Big bynding, — kaxe AnicoH.

AHppea 3akouye oui. BoHa cxuibHa 710 CyIKEeHb, KOJH HIETHCS TIPO
iMeHa; Ha HaHTKeTi € YMMano THX, XTO BUKOPHCTOBYE TIPi3BUIIA SIK
MPETEH31iHI iIMeHa.

— XT0 Ha3uBae AUTUHY bynping? — 3amuTye BoHA.

— BiH aBcTpamiens, — BiJNoBiae AIiCOH, HIOHU 1€ BCE TOSICHIOE.
— YapiBHuUii XJIOMELb, OJMH 3 THX, XTO 3aBX/JI1 HA BU]Y.
KomynikabensHuit, mpuBaOIIMBHIA. . .

— I G6ararwii, 3po3yminio, — aoaae ®i6i. — Lle Ti cami mroau, gKi
3amponoHyBajIK MOBHY wiHy Ha Triple Eight Pocomo Road.

— A nymana, mo ®act Enai ocb-och MEHE NOLITYE, — Kaxe
AnpicoH. — Bin HamaraBcs mpoJaTH el OyJAHHOK IIe 10 MaHIeMii.
Jxeddpi ouniae ropo.

— CnoJiBarocsi, BOHU 3HAIOTh, 1110 3 IIEF0 HEPYXOMICTIO €
npobsiemu? PiBeHb BOJM B raBaHi. ..

Henaiina o6epraerses 1o Koko.

— Bubaute moro vonosika. Mu Bonozaiemo ¢pepmoro, 1 BiIH —
CHpPaBXHIH €KOJIOT.

Koko mam'sitae, sx Jlecni ka3ana, mo OyauHoK Mae "mpobiemu’,
II0Ch MOB'sI3aHe 31 3MIHOIO KJIIMAaTy Ta epo3sieto. byt BigmMaxHyBcs
BIiJI IIbOT'O, HE TOMY, IO BiH 3amepedyBaB 3MiHYy KiaimMaTy (Koko
CIIOJIIBA€THCS ), @ TOMY, 1110, Ha HOTO TyMKY, BOHU IIOMPYTh /IO TOTO,
SIK IIe CTAHE BAKIIUBUM.
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Kacy’s favorite dinner; she made an extra batch of garlic knots.
Phoebe showed up with half a case of champagne, and Delilah
picked up a Triple Chocolate Mountain ice cream cake from the
Juice Bar.

They all gather on the back deck, and Andrea is impressed when
Coco is able to remember everyone’s name. And what a
coincidence that Coco will be working for Addison’s clients.
“He’s been talking about this couple nonstop,” Phoebe says.
“Bull and

Leslee Richardson.”

“Bull?” Andrea says.

“Short for Bulfinch,” Addison says.

Andrea rolls her eyes. She tends to be judgmental where names
are concerned; Nantucket has a lot of offenders when it comes to
using last names as pretentious first names. “Who names a child
Bulfinch?”

“He’s Australian,” Addison says as though that explains it. “He’s
a charismatic guy, one of those larger-than-life types.
Personable, engaging”

“And loaded, obviously,” Phoebe says. “These are the people
who came in with a full-price offer on Triple Eight Pocomo
Road.”

“I thought Fast Eddie was going to kiss me,” Addison says.
“He’s had that house on the market since before the pandemic.”
Jeffrey clears his throat. “They know that property is
compromised, | hope? The water levels in the harbor—"
Delilah turns to Coco. “You’ll have to excuse my husband. We
own a farm and he’s the consummate environmentalist.”

Coco remembers Leslee saying that the house had “issues,”
something about climate change and erosion. Bull dismissed
that, not because he was a climate denier (Coco hopes) but
because, he said, they’d be dead before it mattered.

"4 im ckazaita, 1m0 3emurst Bpa3iauBa," — kaxe Emxnicon. "Boxu,
3JA€THCS, HE 3HITKOBLIN."

"AJie )X HaleBHO € OyIMHKY B Jliania30Hi IBaIIATA MUTbHOHIB
JOJIapiB, SIKi € KpaTUMH 1HBeCTUIIISIME?" — Kaxke AHIpea.
"Hi, »xo/eH i3 HuX He OyB Ha oOkaamuuii Town and Country,”
Bianosinae Enmicon. "Triple Eight mae cBoro ictopiro. Lle ikona.'
"SIk coriapbHa MaTpOHA HA CMEPTHOMY oj1pi," — kaxke Jlemaiina.
"He Oyap moxmyporo — 1eil OyTuHOK Mae Iie HoHaiiMeHIIe CTO
pokiB," — kaxxe Di6i. "A 11e 3BiATH HAMKpaIIWi BU HA BECh
octpis."

Tak, nymae Anapea. XoIaTh 4yTKH, 110 3 nanyou 888 Ilokomo
MOYKHA IMOOAYHUTH BC1 TPH MAsIK OJJHOYACHO. UM IIKaBIATHCS
Pivapnconu maskamu? Yu 3Har0Th Piuapaconu npo masku?

"To BoHU 3 ABcTpanii?" — 3anmrye [enaiina.

"Bin aBcTpaiensp, a He ApykuHa. BoHa 3... Hy, 5 HE 30BCiM MeBHA,"
— kaxe Exnicon. "B ixHix mokymeHTax Oyna agpeca B [lept. Aue s
HE OTpHMalia BpayKeHHS, 1110 BOHU KUBYTh B ABcTpaii. Bin
sraayBaB [lanm-biu, Acnen 1 KapuOcpki octposu.”

"Tawm, ne BiH no3HaiiomuBcs 3 Koko!" — kaxke Anjpea.

"Bonu Beuepsinu B Oapi, nie s mpaifoBaia,” — kaxe Koko. "Bonu
CKasaJiy, 1110 YacTO NepelkIKaroTh."

"$1 niznatoch Outbie," — kaxe di6i. "Exnicon monpocuB MeHe
B3STH JIPYKUHY Ha 0011 HACTYIHOTO THXHA. BoHM X0uyTh
Berynutu 10 KiyOy nomtoBanHs 1 Becen."

"Tu He MOXKelI TO3BOJMUTH il 00iiTH Hac y yep3i, Pi6i," — kaxe
[Henaiina. "Mu 3 JIxeddpi uekaeMo Bke HUIMX AEB'SITh pOKiB."
Hacrae He3pyuna tuima. Anapea 3Hae, ik cuiabHO Jlenaiina xoue
npuenHaTucs 1o KiyOy nomoBanHs 1 Becen. Y IpUBATHUX
po3moBax Jlenaiina po3moBinae AHpea, 0 MiA03PIOE, IO KOMITET
YWICHCTBA KIIyOy Mae yrepeaKeHHs IPOTH MICIIEBUX KUTeNiB. Jlyxe
He3py4yHa cutyaris, ajpke Didi € YIeHOM IIbOTO KOMITETY.

"He 6yny, Hi," — xaxxe ®i06i. "Ase Ti x 3Ha€II, 10 J0TIOMAarae,
SIKIIIO TPAEII B TEHIC YU XOJMIN Ha SIXT1."
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“I told them the land is vulnerable,” Addison says. “They didn’t
seem fazed.”

“But surely there are homes in the twenty-million-dollar range
that are better investments?” Andrea says.

“None that were featured on the cover of Town and Country,”
Addison says. “Triple Eight has provenance. It’s an icon.”
“Like a society matron on her deathbed,” Delilah says.

“Don’t be morbid—that house has another hundred years, at
least,” Phoebe says. “And it has the best views on the island.”
Yes, Andrea thinks. Rumor has it that the deck of 888 Pocomo
is one of the few places where you can see the beacons of all
three lighthouses at once. Do the Richardsons care about the
lighthouses? Do the Richardsons know about the lighthouses?
“So they’re from Australia?”’ Delilah says.

“He’s Australian, not the wife. She’s from... well, I’'m not sure,”
Addison says. “Their paperwork had a Perth address. But I didn’t
get the sense they were living in Australia. He mentioned Palm
Beach, Aspen, and the Caribbean.”

“Where he met Coco!” Andrea says.

“They had dinner at the bar where I was working,” Coco says.
“They told me they bounce around a lot.”

“I’ll get the scoop,” Phoebe says. “Addison asked me to take the
wife to lunch next week. | guess they want to join the Field and
Oar Club.”

“You can’t let her jump ahead on the list, Phoebe,” Delilah says.
“Jeffrey and I have been waiting nine long years.”

There’s an uncomfortable silence. Andrea knows how badly
Delilah wants to join the Field and Oar. In private conversations,
Delilah tells Andrea that she suspects the club’s membership
committee is prejudiced against locals. A very awkward
situation, as Phoebe sits on that membership committee.

“I won’t, Dee,” Phoebe says. “But you know it helps if you play
tennis or sail.”

"Yu rparoTh Piuap7conu B TEHIC UM IJIaBalOTh Ha IXTi?" — 3amuTye
Jlenaiina.

"He 3naro mipo TeHic," — kaxe Exqmicon. "Ane bymn ckazas, mo
KyIy€ XTy."

"ToOTO 111 JTFOJIM BUKJIAIAI0Th ABAAATH MiJIbHOHIB HA OYJIUHOK..."
— "JIBaausATh qBa MUTbIOHU," — BUTpaBisie ExicoH.

"l XTO 3Ha€ CKibKU MUTBHOHIB Ha AXTY," — Kake [lenaitma. "A mie

X0uyTh pueaHaTHCs 10 KiryOy mosroBaHHs 1 Becen, 0 BCIX IHX
cTapux JiTHIX poauH Hantykera?"

"Hy, BOHM MarOTh XOpOIINK CMaK y BHOOpi TOMIYHHUKIB," — Kaxke
Amnppea, nocmixarouuch Koko. MabyTtb, iM BapTO 3MIHUTH TEMY.
AHzIpea He € BEeIHMKOI0 MPUXIIFHHUIICIO ETHKETY, aje 00roBOpIOBaTH
poboTtonasiB Koko npsmMo nepes Hero 3Ja€Thesl HEPUCTOMHUM.
Bonu kymytots sixty? — nymae Koko. HaeBno, CHapk HermoraHo
3apobuB y Kyana-Jlymnypi. Bona nonuBae cBoe mamnancbke. Bona
TaK BTOMJICHA, 1110 371a€ThCs, HIOM MicIie, ¢ MOBUHHA OyTH ii MO30K,
3aroBHeHe OynpOamkamu. | Bce %k, BOHA CIIPaBIIsIETHCS HOPMAJIBbHO,
nymae BoHa. Bona 3po3ymina, xTo € xto: llled — 6aTtpko Keiici;
matu Keiici, Anpea, 31a€Tbes, 11€ Ta cama 3My4eHa MaTH 3
peKIaMH NMpaJbHOTr0 NOpoIKy. JIucuii 4osIoBIK B OKyJIsApax 3
POrOBHMHU OIIPaBaMHU 1 B COpOYILIi Ha 3aMOBIIeHHsSI — 1€ Enticon;
BIH — areHT 3 HEPYXOMOCTI, KUl npeacTaBisaB PiuapacoHis.

Koxko He 3BuKJIa B1JIBIJyBaTH 00111 3 TOCTSMH, OCOOJIMBO 3 JIIOAbMHU
BIKY ii MaTepi. ['eopri, matu Koko, Oyna Tum, 1110 iHTEpHET Ha3BaB
O «31aMaHoI0» — TAaKOI0 3JIaMaHolI0, 110 AKOM ii moTpsicT, TO 1€ 6
3By4allo, K cyxi 000u B 6an1il. Koko HikonM He 3Haja CBOTro
6arpka. Y ['eopri OyB minuii psi xjonuis, koiau Koko Oyia
Manenbkoro — Cema, [xummi [laiina, Poxnri ®iBep — mokw,
3pemToro, He 3’ aBuBcs Kemm, sikuii nepeixas 10 HUX, kKo Koko
BUITOBHUJIOCS TPUHALIATD, 1 PUBI3 CBOIO 10YKY bpi Ta i uoTHphox
niteid. I'eopri Ta Kemn He BnamToByBany Be4ipok yaoma; skou i
oprasi3yBaJiy, 11e O BUTJIJANO SIK peaiTi-moy. bpi sxuna Ha
murapkax i ricreukax Little Debbie Oatmeal Creme Pies. Ti mitu
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“Do the Richardsons play tennis or sail?” Delilah asks.

“I’m not sure about tennis,” Addison says. “But Bull told me he’s
buying a yacht.”

“So these people are plunking down twenty million on a house—
” “Twenty-two million,” Addison says.

“And who knows how many million on a yacht,” Delilah says.
“And they want to join the Field and Oar Club with all the old
Nantucket summer families?”

“Well, they have good taste in assistants,” Andrea says, smiling
at Coco. They should probably change the subject. Andrea isn’t
a stickler for etiquette, but discussing Coco’s employers in front
of her seems tacky.

They’re buying a yacht? Coco thinks. Snark must have done very
well in Kuala Lumpur. She finishes her champagne. She’s so
exhausted, it feels like the space where her brain should be has
been filled with bubbles. And yet she’s handling herself okay,
she thinks. She’s figured out who’s who: The Chief is Kacy’s
father; Kacy’s mother, Andrea, seems like the beleaguered mom
in a laundry-detergent commercial. The bald one who wears
hornrimmed glasses and a tailored shirt is Addison; he’s the real
estate agent who represented the Richardsons. The glamorous
blonde in the flowing white dress with the diamond studs the size
of dimes in her ears is his wife, Phoebe. Jeffrey is the farmer; he
showed up with a basket of hothouse tomatoes and a bag of
hydroponic lettuces, and he’s wearing a T-shirt that says WHO’S
YOUR FARMER? (Coco assumes this is meant to be
funny/ironic, since it’s him.) His wife is Delilah; she has curly
hair and freckles and is wearing a long prairie skirt and a tight
white T-shirt. She gives off sexyearth-mother vibes.

Coco isn’t used to attending dinner parties, especially not with
people her mother’s age. Georgi, Coco’s mother, is what the
internet would call “broken”—so broken that if you shook her, it
would sound like dry beans in a jar. Coco never knew her father.

MOCTIHHO Hapikanu Ha KyxHIo ['eopri (1 cpai, ka Oyiia moraHoro
— KOPUYHEBE pary, 3ammiKkaHka 3 XOT-J[0TiB), Ha CTOJI 3aBXKIH
CTOsJIa IBOJIITEpOBA IUIAIIKA COJOBOT, a IeCh Mijl Yac Beuepl BXOAUB
6atpko nutnHU bpi, Jlapu, Opyanuii Big 3MiHKM Macna Ha BanBomiH,
a 1HKOJIW 11 ¥ IT’sSTHUM, 1 caMe To/I1 3 HUM 1 bpl mounHanucs cBapku.
Hi, ponuna Koko He BnamroByBasna Beuipok yaoma. Koko 3Bukia
cama co01 roTyBaTH MHUCKY 3 KarmiToHoM KpaHdem ab0 cMakeHHM
CHpOM 1 ICTH B CBO{i KIMHATI, Ie BOHa a00 YKTaNa KIACUKY, a00
nuBmiiacst DVD-nucku 3 1980-x 1 1990-x pokiB, siki mo3uyvana 3
610mioTeku cepenHboi mkoau. Kaurn BuxoByBanu ii (Ixelin OcTin
HaBYMJIA 11 TOBOJUTHCS HAa TaKOMY 001, sIK 1eil), a GpiabMu
JIO3BOJISUTA BTEKTH BiJ] Xa0Cy, 1110 TBOPUBCS 32 IBEPHMA ii KIMHATH.
— XTOoCh X0ue IIe IIMaTO4Y0K TopTa? — 3anutye Anapea. — llle
OOKaJI MaMITaHCbKOTO?

— 51 6 13 3a40BOICHHAM I1I€ IIIaMIIaHCHhKOT 0, IMaHi Kamnenamr, —
kaxke Koko. — Auie 1 MOXy cama...

— 3anuinaiics Ha Miclii, S BCE OJHO Moy, — BIANOBiAae AHapea.
— I, 6ynp nacka, 3Batu meHe Auapea! Bona 6epe 6okan Koko 1
3aX0JIMTh Ha KyXHIO, Ie 3HaxoauTh Keiici, 1o cToith 01
CTIJIbHUII, TOTJIMHEHA TeIeOHOM, NMEePENUCYIOYNCh. AHIpea
KJIiMlae 0YMMa; BOHA He moMiTuia, mo Kelici minma 3 Tepacu.

— Bce rapaza, muna? — MiHycC, KOJH € CTUTBKH JIFOIeH, — 1110
AHapea He Malla MOKJIMBOCTI HOPMaJIbHO MPHUBITATH CBOIO JOHBKY
BioMa. BoHa Ha cexyHy 3a0yBae mpo maMIaHchbKe 1
PO3IPOCTOPIOE PYKU AJisi 001KMIB.

Keiici HaBITh He MOMIYaEe ii; BOHA AJIKO HaObMpae Ha KJaBiaTypl, il
MOTJISIT IPUKJIEEHUH 0 ekpaHa. O4eBUIHO, 110 BCE HE Tapas/l.
AHJpea He 30BCIM po3yMie, 110 ctanocs B KamigopHii. Bee, 1o
Keiici ili ckazana, 1e o «Bce po3nanocs». AHApea IPUITYCKaE, 110
I1€ CTOCY€ThCS IKUXOCh CTOCYHKIB. Ajie 3 kum? Kelici Hikoro
0COOJIMBOIO HE 3rajyBaa.

— anumaro Tedbe, — Kaxe AHjpea, Topkarouuch mieda Keiici.
Bona 3a0upae oCTaHHIO TUIAIIKY MIAMIIAHCHKOTO 3 XOJOJUIbHHKA 1
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Georgi had a string of boyfriends when Coco was growing up—
Sam, Jimmy Pyle, Rodney Fever—until, finally, Kemp, who
moved in when Coco was thirteen and who brought his daughter,
Bree, and Bree’s four kids with him. Georgi and Kemp didn’t
entertain at home; if they had, it would’ve been a reality show.
Bree subsisted on cigarettes and Little Debbie Oatmeal Creme
Pies. Her kids whined about Georgi’s cooking (it was pretty
bad—brown stew, hot-dog casserole), there was always a two-
liter bottle of soda on the table, and at some point during the
meal, Bree’s baby daddy, Larch, would walk in, grimy from
doing oil changes at VValvoline and also sometimes drunk, which
was when he and Bree would start fighting.

No, Coco’s family did not entertain at home. Coco used to make
herself a bowl of Cap’n Crunch or a grilled cheese and eat in her
room, where she either read the classics or watched DVDs from
the 1980s and 1990s that she borrowed from her high-school
library. Books had raised her (Jane Austen had taught her how to
comport herself at a dinner party like this one), and movies
allowed her to escape the chaos going on outside her bedroom
door.

“Would anyone like more cake?” Andrea asks. “Another glass of
champagne?”

“I’d love more champagne, Mrs. Kapenash,” Coco says. “But |
can get it”

“Stay where you are, I’'m going in anyway,” Andrea says. “And
please, call me Andrea!” She takes Coco’s glass and enters the
kitchen to find Kacy leaning up against the counter, engrossed in
her phone, texting. Andrea blinks; she didn’t realize Kacy had
left the deck.

“Everything okay, honey?” The downside of having all these
people here is that Andrea hasn’t had a chance to properly
welcome her daughter home. She forgets the champagne for a
second and opens her arms for a hug.

MOBEPTAETHCS HA TEpacy, sIKpa3 BUACHO, 1100 mouyTH, sk Jenaiina
Kaxe:

— Slkmo Piui Pivapaconu xodyTh 3amydatucs 10 TPOMaIH, iM
BapTO MOKEPTBYBATH Ha TPOJAOBOJIBUNH CKIIA/I.

— Tak! — nymae Angpea. — Jlenaiina B pani Nantucket Food,
Fuel, and Rental Assistance. Bcei BBaxarors Haukerr 6aratum
aHKJIaBOM, aJie € il He3a/10BOJIeHa TPOMajia — POOITHUKY cepu
00CITyroBYBaHHS, CE30HHI MPAI[iBHUKH, 0araTo 3 sIKHX — 1HO3eMIIi
— 1110 OOpIOTHCA 3 HEHMOBIPHO BUCOKMMU OPEHIHUMU IUIaTaMU Ta
[[iHaMHU Ha BCE, 0COOJIMBO B MEPTBHIA CE30H.

— Uynoga igesi, — kaxe Pi6i. — Yomy 0 Bam He npuiiT Ha 001, 1
BU 3MOXeTe rmoroBoputy 3 Jlecni npo me?

— MoxnuBo, 5 U npuiiny, — Kaxe Jlenaina, 38ydauu, K 3arposa.
— Moske, 51 TexX puiiny Ha 00111, — Kaxke AHIpea.

— Moskem 3anutartu Jleci, yu rpae BoHa B MIKJIOOJ, — KaKe
AnicoH. — Bu, KIHKH, 3aBXKIH CKApP)KUTECh, 1110 BaM HE BUCTAYAE
YETBEPTOI.

Anppea, ©i101 Ta Jlenaiina 3aBXI MIYKalOTh KOrOCh JJis I'pU B
nika0os. AHapea HaMarajacs 3aay4uTd ABaJIoH, ajie ABaJIOH
cKasaja, 10 3MaraHHs He /it Hei — a Auzapea, @161 Ta Jlenaiina
Ty’Ke KOHKYPEHTOCTIPOMOXH1, KOJIU MIeThCs PO MIKIOO0M.

"Bce rapaszn, mob6a?" — 3anutye Annpea. Hempomikom Toro, 1mo Tyt
CTUBKY JIIOJIEH, € Te, 110 AHJpea He Malla MOKIIMBOCTI HaJIeKHUM
YUHOM IMPUBITATH CBOIO JOHBKY 3 MOBEPHEHHSAM J0J0My. BoHa Ha
MUTH 3a0yBa€ MPO HIAMIIAHCHKE 1 PO3NPOCTOPIOE PYKHU IS 001HMiB.
Keiici HaBITh HE 3/1a€ThCA, IO MTOMIYAE 1i; BOHA IIaJIeHO Habupae
II0Ch Ha KJaBiaTypi, 04i MPUKYTI 10 ekpaHa. O4eBUIHO, 1110 BCE
30BCIM He rapasz. AHJpea He 3Hae, 1o ctanocs B KamigopHii.
€nune, o ckazana Ketici, 1e te, mo "Bce posmanocsa”. AHIpea
MIPUITYCKAE, 110 1I€ CTOCYETHCS SIKOiCh CTOCYHKIB. Ajie 3 kuM? Kelici
HIKOTO 0COOJIMBOTO HE 3rajyBana.

"4 3anumry Tebe B Cokoi," — kake AH/pea, TOPKAIOYUCh TjIeda
Keiici. Bona 3abupae oCTaHHIO TUISIIKY MIAMIAHCHKOTO 3
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Kacy doesn’t even seem to notice her; she’s furiously typing,
eyes fixed on her screen. Everything is clearly not okay. Andrea
isn’t sure what happened out in California. All Kacy would tell
her is that “stuff fell apart.” Andrea assumes that included a
relationship. But with whom? Kacy hasn’t mentioned anyone
special.

“I’ll leave you alone,” Andrea says, touching Kacy’s shoulder.
She grabs the last bottle of champagne from the fridge and gets
back to the deck in time to hear Delilah say, “If the Richie
Richardsons want to get involved in the community, they should
donate to the food pantry.”

Yes! Andrea thinks. Delilah’s on the board of Nantucket Food,
Fuel, and Rental Assistance. Everyone thinks of Nantucket as a
wealthy enclave, but there’s an underserved community—
service workers, day laborers, many of them foreign nationals—
who struggle with the insane rents and high cost of absolutely
everything, especially in the desolate off-season.

“That’s a great idea,” Phoebe says. “Why don’t you come to
lunch with us and you can talk to Leslee about it?”

“Maybe I will,” Delilah says, making it sound like a threat.
“Maybe I’ll come to lunch too,” Andrea says.

“You can ask Leslee if she plays pickleball,” Addison says. “You
ladies are always complaining about not having a regular fourth.”
Andrea, Phoebe, and Delilah are always looking for someone to
play pickleball. Andrea has tried to recruit Avalon, but Avalon
says competitive sports aren’t her thing—and Andrea, Phoebe,
and Delilah are very competitive when it comes to pickleball.
“Maybe we should hold off before inviting the Richardsons into
every aspect of our lives,” Andrea says. “Let’s meet them first.”
Coco is so buzzed—not only from the champagne but from the
lobster mac and cheese, the best ice cream cake she’s ever tasted,
and the energy on the deck—that she nearly volunteers to be the
fourth in pickleball. Coco strikes up a conversation with Eric’s

XOJIOJMIIFHHKA 1 TOBEPTAETHCS HA AITy0y BYaCHO, MO0 IMOYYTH, SIK
Jemnaiina kaxe: "Skmo Piui Piuapicoru XouyTh 3aTyduTUCS 10
KHTTSI TPOMaJIA, BOHU TIOBUHHI 3pOOUTH BHECOK Y TIPOIOBOIBYMI
OaHk."

Tak! — nymae Anapea. Jlenaiina € B paai Nantucket Food, Fuel,
and Rental Assistance. Yci BBaxatoTh Hantyker 0aratum
AHKJIABOM, aJIe € i He3aXHUIIICHA YaCTHHA TPOMaJIH — TPaIliBHUKU
cdepu Mociyr, ACHHI MPaIiBHUKHA, 0araTo 3 SKUX € IHO3eMHUMH
IpPOMaJISTHAMHU, 10 OOPIOTHCS 3 KOCMIYHUMH OPEHJIHUMHU ILIATaMU 1
BHCOKMMHU I[IHAMH Ha BCE, OCOOJIUBO B IYCTEILHUN MiKCE30HHS.

"Lle uynosa iges," — kaxe di6i. "Yomy 6 T0O1 He mpuiTH HA 0011 3
HaMH 1 He TOTOBOPHTH Tpo 1ie 3 Jlecmi?"

"Mosxe, s i npuiiny," — Bignosinae Jlenaiina, 3By4auu Tak, HiOU
I1e TIorpo3a.

"Mosxe, s Tex npuiay Ha 00if," — Kaxe AHIpea.

"Mosxem 3anutaty y Jleci, uu rpae BoHa B MKI00J," — 1mo1ae

Ennicon. "Bu, namu, mocTiMHO CKap)KUTECs, 110 HE MAETE
MOCTIHHOTO YeTBepTOro."

Amnppea, @161 Ta [lenaitia noCTiiHO MIyKalOTh KOroch JUIsl IpU B
mika0o1. AHJIpea Hamaraaacs 3aIy9uTH ABaJIOH, aje ABaJOH Kaxke,
1110 3MarajibHi BUAM CIOPTY — L€ He A Hel, a AHapea, Pibi Ta
Henaitna qyxe 3MaraljibHi, KOJIM CIIpaBa CTOCYETHCS MIKIOOTY.
"Moxe, HaM BapTO TPOXH 3aU€KaTH, HEPII HIXk 3alpoLTyBaTH
Piyap/IcOHIB y KOKEH acleKT HAIIOro KUTTA," — Kaxke AHjpea.
"JlaBaiiTe criepily 3 HUIMH I03HaliomMumocs."

Koko Taka Becesla — He TIABKH Bl IIAMITIAHCHLKOTO, ajie U BiJ
J00CTEPHOT0 MaK-H-4i3, HAKpaIoro MOpo3uBa, ke BOHA KOJIU-
HeOyIb CMaKyBaJia, 1 eHeprii Ha nanxyoi, [0 BOHA Maifke IPONoHYe
CTaTH YeTBEPTUM Y Miki001i. Koko 3aBOIUTH PO3MOBY 3 IIBUNHOIO
Epika, ABanon, sika, sik Koko 3 mosierimeHHsM momivae, Mae
TaTyloBaHHS MaHJanu Ha tuiedi. Konu Koko 3anmuTye, yuM BoHa
3aliMaEeThCs, ABAJIOH BIJIIOBIJAE, IO € MAaCa)KUCTKOIO 1 fiora-
IHCTPYKTOPKOIO. "Y MEHe € NIpUBaTHI KJIIE€HTH 1 A MACaxy, 1 JJis
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girlfriend, Avalon, who, Coco is relieved to see, has a tattoo of a
mandala on her shoulder. When Coco asks what she does for a
living, Avalon says she’s a masseuse and a yoga instructor. “I
have a private clientele for both massage and yoga,” she says.
“Eric and I are saving to buy a house. I’'m on the lookout for a
duplex so we can live in one half and rent the other half. I watch
an obscene amount of HGTV.” Coco laughs. Avalon is such a
queen!

The party breaks up a little while later. Eric has a charter at six
the next morning; Phoebe has to drive her thirteen-year-old son,
Reed, “all the way out to Sconset” at seven because he’s working
with the groundskeeping crew at the Nantucket Golf Club; the
farmer, Jeffrey, wakes up with the chickens. Everyone says
goodbye to Coco before they drift down the deck stairs. So nice
to meet you. Jeffrey shakes her hand; Phoebe and Delilah give
her a hug. Delilah says, “In a few weeks, you’ll be able to answer
all our questions about the Richardsons.”

“Yes!” Phoebe says. “We’ll have someone on the inside.” Coco
feels like a spy but also weirdly relevant.

As the cars pull out of the driveway, Coco stacks the dirty plates,
then carries the melting remains of the ice cream cake into the
kitchen. Andrea and the Chief are there, but Kacy is nowhere to
be seen.

“I’ve got all this, Coco—thank you, though,” Andrea says.

“Are you sure?”

“Ed likes to help me,” Andrea says. “This is when we catch up
on our days.”

That’s Coco’s cue to make herself scarce. “Good night, thank
you for dinner, it was delicious, your friends are wonderful
people.” Has Coco forgotten anything? “It’s nice of you to let me
stay. It should only be a few days.”

“Happy to have you,” the Chief says. “Good night.”

rorn," — kaxxe BoHa. "Mu 3 Epikcom 3a011ayKyeMo Ha TMTOKYIIKY
OyauHKy. S IyKaro QymuieKc, o0 MU MOTJIM )KUTH B OJTHIN
MIOJIOBHHI, a 1HIY 37aBaTu. S muBMoCk maneHo 6arato HGTV."
Koko cmieTbest. ABaJioH CIipaBkHS KOpoJena!

Tpoxu 3rogom Bedipka 3aBepuiyetses. Y Epika Ha 1IiCTh paHKy
gyaptep; Pi6i Tpeda BiABE3TH CBOTO TPUHAALSATUPIYHOTO CHHA, Pina,
"nmanexo Ha CkoHceT", 0 ChOMI, TOMY IITO BiH IpaIfo€e B Opurai 3
oOciyroByBaHHs TepuTOpii Ha ronbsd-kirydi Hanrykera; pepmep
Jxeddpi npokumaeTscs pazoM 3 Kypmu. Bei npomatorses 3 Koko,
HepUI HiX CITyCTUTHCS CX0AaMu 3 nanyou. Paga Oyma
no3Haifomutucs. Jxeddpi tuche it pyky; Didi Ta [enaiina
oOiitmaroTh ii. Jlenaiina kaxe: "Uepes KiTbKa THXKHIB TH 3MOKEII
BIJIMOBICTH HA BC1 Hallll MUTaHHSA npo PivapacoHis."

"Tak!" — kaxe Di6i. "Mu maTumemo Jroauny Beepeausi." Koko
BiuyBae ceOe MIMOHOM, ajie BOJHOYAC IMBHO BaXKIIUBOIO.

SIK TIIBKY MAIlIMHU BUIKDKAIOTH 3 TOABIP's, Koko ckimamae OpyaHi
TapiJiky, a HOTIM MIPUHOCUTH TaHY4l 3aJIUIIKA MOPO3UBHOTO TOPTa
Ha KyxHI0. Anzpea Ta llled crosts Tam, ane Keiici Hijie He BUIHO.

"4 Bce e 3a0epy, Koko — mskyro, ane..." — kaxke AHJpea.
"Tu BieBHeHa?"
n " 1 M n
Enx mo6uts nonomaratu MeHi," — BianoBigae Anapea. "Lle konu

MU Ha3/I0TaHsS€MO OJIMH OJTHOTO IO HAIIMX JTHSX."

e curnan mus Koko, 1m0 yac 3anuimuTy ix HaoguHIi. "Ha
noOpaHiy, JSIKYIO 3a Beuepro, OyJio ay»e CMayHo, Ballli apy3i
yynoBi Jtoau." Koko He 3a0yna Hidoro? "Jly»xe MUJIO 3 Baloro
00Ky, 10 T03BOJIMIHM MeHI 3anutmmTucs. Lle mae OyTu Bchoro
KIJIbKa JHIB."

"Pani, mo tv 3 Hamu," — kaxe led. "Ha no6paniy."

Koxko migHiMaeThcs cxomaMu 1 3HaXoauTh Kelici, 110 uekae Ha Hel B
kopuopi. "Bubau, 1o Tak pi3zko Buiinia," — Kaxke BoHa. "S He
rOTOBA JIO BCIX IIUX 3aMUTaHb."

Koxko po3smpocroproe pyku 1 kaxe: "/[sKyro, 0 103BOIMIIA MEH1
saqumuTHcs. Lle OyB cipaBkHil akT 100OpOTH 1 IOBIpH, 1 51 BAAYHA."

39



Coco climbs the stairs and finds Kacy waiting for her in the
hallway. “I’m sorry I cut out,” she says. “I’m not ready for all
the questions.”

Coco opens her arms and says, “Thank you for letting me stay
here. It was a real act of kindness and trust, and I’'m grateful.”
Kacy gives her a quick squeeze. “Meeting you was so random,”
she says. “And yet I feel like this was meant to be.”

Random, yes, Coco thinks. Meant to be? She supposes they’ll
find out.

Keiici mBuako ii o6iiimae. "3ycTpid 3 TOO00 Oysia TaKoIO
BUIIAJIKOBOIO," — Kake BOHA. ""AJie s BIUyBalo, 110 11 0y
Mpr3Ha4YeHo."

Bunankose, Tak, nymae Koko. [Ipuznaueno? Bona npunyckae, 1o
CKOpO BOHH 1I€ 3’ SICYIOTb.
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Chapter 2. Literary Techniques as a Challenge in Translation: Stylistic and
Semantic Adaptation in Swan Song by Elin Hilderbrand

2.1. Elin Hilderbrand: Life, Writing Style, and the Genre-Style Characteristics of Swan
Song

Elin Hilderbrand, often called the "Queen of Summer Novels,” is a highly regarded
American author known for her emotionally resonant storytelling set in the idyllic landscapes of
Nantucket. Born in 1969 in Collegeville, Pennsylvania, she discovered her passion for writing at
a'young age, later refining her skills at Johns Hopkins University and the lowa Writers” Workshop,
institutions renowned for fostering literary talent (Peterson 2018, p. 45).

Nantucket became both a muse and a central theme in her writing after her relocation there
in the early 1990s. This choice of setting is integral to her narrative style, as it encapsulates the
transformative interplay between characters and their environment. Critics have often noted how
her descriptions of Nantucket imbue her novels with a sense of place that is almost as pivotal as
the characters themselves (Smith 2020, p. 23).

Over her career, Hilderbrand has authored over 25 novels, including bestsellers such as
The Perfect Couple (2018), The Blue Bistro (2005), and The Hotel Nantucket (2022). These works
frequently explore themes of family dynamics, self-discovery, and emotional resilience, resonating
with readers for their relatability and emotional depth (Carson 2021, p. 67).

Hilderbrand’s prose is marked by accessibility and vivid detail, which capture the
emotional landscapes of her characters. Her use of literary devices such as epithets, metaphors,
and personifications heightens the impact of her storytelling, making her works deeply engaging
and reflective of universal human experiences (Jones 2019, p. 12).

Published in 2023, Swan Song is a product of an era when contemporary literature sought
to merge emotional depth with a focus on personal and social dynamics. The novel reflects the
broader trends of modern romantic fiction, characterized by its exploration of interpersonal
relationships and the quest for self-awareness (Pinheiro 2015, p. 128).

Set in Nantucket, the novel uses its setting not merely as a picturesque backdrop but as a
symbol of change and emotional growth. The island’s natural beauty and its seasonal
transformations mirror the characters’ personal journeys, providing a rich metaphorical layer to
the narrative (Hollis 2022, p. 34).

The narrative is deeply rooted in the traditions of romantic drama, combining emotional
depth with compelling storytelling. It reflects both the evolving dynamics of contemporary
relationships and the enduring appeal of stories that address universal themes such as love,
forgiveness, and redemption.

Swan Song represents contemporary romantic drama, a genre that seamlessly merges
romance with elements of literary fiction.

A defining feature of the novel is its rich and evocative descriptions, which vividly portray
Nantucket and draw readers into its scenic beauty and ambiance. For instance, the turbulent ocean
mirrors emotional turmoil, while serene, sunlit shores symbolize renewal and optimism
(Hilderbrand 2023, p. 134).

Hilderbrand masterfully transitions between moments of tension and resolution, creating a
tonal structure that mirrors the unpredictability of life and relationships (Jones 2019, p. 19).

Recurring symbols, such as the ocean and music, enrich the narrative. The ocean represents
life’s constant ebb and flow, while music acts as a metaphor for harmony and discord in
relationships (Peterson 2018, p. 48).

The primary purpose of Swan Song is twofold. By exploring the emotional intricacies of
its characters, the novel creates a deeply immersive reading experience. It resonates with readers
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by portraying raw and relatable emotions, encouraging them to reflect on their personal lives
(Hollis 2022, p. 36).

The novel also serves as a lens through which readers can examine societal and
psychological dynamics. Its exploration of themes such as vulnerability, resilience, and personal
growth inspires readers to navigate their emotional landscapes with greater empathy and
understanding (Smith 2020, p. 25).

Elin Hilderbrand’s Swan Song represents a masterful blend of rich descriptive imagery,
emotional depth, and thematic complexity. It serves as a compelling example of contemporary
romantic drama, reflecting both the traditions of its genre and the evolving cultural context of
modern literature. By capturing the nuances of human relationships and emotional resilience,
Hilderbrand not only engages readers but also establishes her novel as a significant subject for
literary analysis and translation studies.

Elin Hilderbrand is well known for her distinctive approach to contemporary fiction,
particularly in the women’s fiction and romance genres. Over the years, she has developed a
signature style that blends deep emotional storytelling, immersive descriptions of settings, and rich
character development. One of the most unique aspects of her novels is their deep connection to
Nantucket Island. More than just a backdrop, the island’s landscapes, traditions, and community
life play a crucial role in shaping her narratives.

Although Hilderbrand’s novels are often labeled as “beach reads,” they go beyond
lighthearted entertainment. Beneath the surface, they explore complex themes of love, loss, self-
discovery, and redemption. She has a remarkable ability to draw readers into the intimate worlds
of her characters, making them feel as if they are experiencing every joy and struggle alongside
them.

Hilderbrand’s works are distinguished by several key characteristics that set them apart in
contemporary fiction:

Her novels are deeply rooted in real-life experiences, focusing on authentic human
emotions and the complexities of relationships, family dynamics, and personal growth. Instead of
presenting idealized heroes, she creates flawed yet relatable characters who face difficult choices,
heartbreak, and transformation.

For example, in Swan Song, the characters grapple with the inevitability of change and the
bittersweet nature of goodbyes. The protagonist’s journey is filled with nostalgia and introspection,
emphasizing the emotional weight of final moments.

One of the most captivating aspects of Hilderbrand’s writing is her ability to bring
Nantucket to life. The island is not just a location but an integral part of her storytelling, reflecting
the emotions and personal growth of her characters.

In Swan Song, her detailed descriptions of beaches at sunset, the crisp ocean breeze, and
the cozy yet vibrant atmosphere of local cafés immerse readers in the world of the novel. The
changing seasons mirror the transitions in the characters’ lives—summer symbolizes warmth and
connection, while autumn represents reflection and closure.

Her stories explore themes of love, loss, betrayal, forgiveness, and self-discovery with great
emotional intensity. By delving into the psychological depths of her characters, Hilderbrand allows
readers to connect with their struggles, desires, and fears on a profound level.

In Swan Song, the theme of farewell is deeply felt. Through subtle yet poignant storytelling,
Hilderbrand captures both the sorrow of endings and the beauty of cherished memories, making
the novel deeply resonate with readers.

Hilderbrand frequently employs a multi-perspective narrative, shifting between different
characters’ viewpoints. This approach provides a well-rounded understanding of the story, offering
insight into various characters’ motivations and emotional states.

For instance, in Swan Song, readers see the story unfold through the eyes of multiple key
characters, each bringing a unique perspective to the themes of nostalgia and transition. This
technique enhances the novel’s emotional complexity, ensuring that no single viewpoint dominates
the narrative.
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Her novels are rich in natural, engaging dialogue that mirrors real-life conversations. Her
characters express themselves with wit, vulnerability, and authenticity, making their interactions
feel genuine and immersive.

In Swan Song, conversations between old friends reminiscing about past summers, lovers
confronting unresolved emotions, and family members navigating long-standing tensions all
contribute to

Swan Song follows Hilderbrand’s signature style but introduces a more introspective and
bittersweet tone. As her farewell novel to Nantucket, it is filled with themes of nostalgia, closure,
and the passage of time. While still rooted in contemporary and women’s fiction, the novel reads
like a love letter to the island, its people, and the experiences it has shaped.

The story is primarily character-driven, focusing more on the emotional and psychological
journeys of the protagonists rather than fast-paced action or dramatic twists. The interplay between
past memories and present reality is a key feature, making the novel deeply personal and moving.

To enhance the emotional atmosphere and character development, Hilderbrand employs
several literary techniques. In Swan Song, these devices create a poignant and immersive reading
experience:

Hilderbrand’s vivid descriptions allow readers to see, hear, smell, and feel the world of
Nantucket.

Example from Swan Song: The scent of saltwater mixed with freshly brewed coffee in a
small seaside café evokes both comfort and nostalgia—a reminder of mornings spent with loved
ones who are no longer there.

She frequently uses symbolism to reinforce her themes of change, renewal, and emotional
growth,

Example: In Swan Song, the changing tides of the ocean symbolize the unpredictability of
life and the inevitability of goodbyes. The sea represents both continuity and loss—a place where
memories are made and where they fade.

Hilderbrand uses metaphors and similes to add emotional depth to her storytelling.

Example: A character in Swan Song describes love as “a summer storm—unexpected,
intense, and leaving behind a lingering warmth.” This metaphor captures the fleeting yet powerful
nature of romance in the novel.

Hilderbrand skillfully uses foreshadowing to build anticipation and emotional depth.

Example: Early in Swan Song, a seemingly casual conversation about moving away subtly
hints at an impending farewell, preparing the reader for the novel’s themes of departure and
closure.

Frequent flashbacks enrich the present storyline by recalling past summers, relationships,
and defining moments.

Example: A character reminisces about carefree days spent on the beach, contrasting them
with present struggles. This reinforces the novel’s themes of change and reflection.

Hilderbrand often juxtaposes idyllic settings with inner turmoil, adding depth to her
narratives.

Example: While the island remains as picturesque as ever, the protagonist feels an
increasing sense of detachment and loss, highlighting the contrast between external beauty and
internal struggles.

Elin Hilderbrand’s writing style is a seamless blend of realism, emotional depth, and vivid
storytelling. She has a unique ability to craft compelling, character-driven narratives that resonate
deeply with readers. In Swan Song, she maintains these signature elements while introducing a
reflective and nostalgic tone, making the novel a heartfelt conclusion to her beloved Nantucket
series.

Through her use of rich imagery, symbolism, foreshadowing, and deeply evocative
character development, she creates a story that captures the essence of endings, the beauty of
memories, and the lasting impact of love and loss. Readers walk away not just with a novel but
with an experience—one that lingers, much like the final notes of a cherished song.
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2.2. Key Literary techniques and Their Translation Challenges

Avrtistic devices are essential tools in literature that enhance narrative depth, emotional
resonance, and thematic richness. These devices include epithets, metaphors, metonymy,
hyperbole, antithesis, oxymoron, personification, and synecdoche, each contributing uniquely to
the construction of a literary work. They serve not only to embellish the text but also to
communicate complex ideas and emotions in ways that resonate universally with readers (Baker
& Saldanha 2020, p. 89).

This classification of stylistic devices is based on the approaches of A.D. Schweitzer
(1988), Peter Newmark (1988), and Mona Baker (2011), who emphasize the semantic and
pragmatic functions of literary devices in translation studies. The study distinguishes between
translation strategies — general plans applied throughout a text — and translation techniques —
specific operations used to address particular problems at the micro-level.

Therefore, in the practical analysis, we refer to modulation, transposition, adaptation, etc.
as translation techniques (or translation methods), and to communicative, semantic, domestication
or foreignization as translation strategies.

In Swan Song, Elin Hilderbrand employs these devices extensively to create an evocative
atmosphere and develop multifaceted characters. Translating such devices presents unique
challenges, as their impact is often culture-specific and heavily reliant on linguistic nuances.

Definitions and Classifications of Artistic Devices:

Epithets: Epithets are descriptive phrases or adjectives used to highlight particular qualities
of a noun. In Swan Song, epithets such as “restless ocean” or “endless horizon™ reflect not only
the physical environment but also the internal emotions of the characters. Translating epithets
requires careful consideration to maintain their descriptive and emotive qualities (Diaz-Millon &
Olvera-Lobo 2021, p. 234).

Metaphors and Similes: Metaphors compare two unrelated things by implying their
similarity, while similes do so explicitly using "like" or "as." These devices in Swan Song often
encapsulate the emotional states of characters. For instance, “Her heart was an anchor dragging
her into the abyss” symbolizes emotional despair. Translating such metaphors demands not only
linguistic equivalence but also cultural adaptation to evoke the same emotional impact (Kdvecses
2015, p. 12).

Metonymy and Synecdoche: Metonymy substitutes a term closely associated with the
concept it represents, while synecdoche uses a part to represent the whole. In Swan Song,
references like “the island speaks” serve as a metonymic representation of the collective
consciousness of Nantucket. These devices often pose challenges in translation, as they rely on
cultural associations that may not exist in the target language (Nord 2018, p. 54).

Hyperbole: Hyperbole is the deliberate exaggeration used to emphasize a point.
Hilderbrand’s use of phrases such as “a storm of unimaginable fury” amplifies the narrative
tension. The translator must balance fidelity to the text with the natural tendencies of the target
language to avoid rendering such expressions overly dramatic (Chesterman 1997, p. 102).

Antithesis and Oxymoron: These devices juxtapose contrasting ideas to highlight
complexities. Examples like “ She’s both chasing something and running from something.” in
Swan Song capture the emotional dichotomies experienced by characters. Translating these
requires careful attention to preserve the contrast while ensuring natural readability in the target
language (Zorivchak 2013, p. 76).

Personification: By attributing human qualities to non-human entities, personification in
Swan Song intensifies the emotional atmosphere. For instance, “ The snow was so goods” draws
readers into the narrative’s emotive landscape. Translating such expressions necessitates creativity
to retain the poetic essence without losing meaning (Pinheiro 2015, p. 128).

Challenges in Translating Artistic Devices

Linguistic Non-Equivalence: Artistic devices often rely on linguistic features unique to the
source language. For example, metaphors in English that evoke specific imagery might not have
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direct equivalents in Ukrainian, necessitating creative reimagining (Molina & Hurtado Albir 2002,
p. 501).

Cultural Adaptation: Many devices, especially metonymy and synecdoche, are deeply
rooted in cultural context. Translating “the heart of the island” might require additional
contextualization to resonate with Ukrainian readers unfamiliar with Nantucket’s symbolism
(Baker & Saldanha 1998, p. 67).

Preserving Emotional Impact: Artistic devices are often integral to the emotional tone of a
narrative. Maintaining this tone in translation is crucial to ensuring that the target audience
experiences the same resonance as the original readers (Chesterman 1997, p. 105).

To address the challenge of theoretical frameworks, translators often rely on established
translation theories:

Nida’s Dynamic Equivalence: This approach emphasizes creating a similar response in the
target audience as in the source audience. It is particularly useful for translating metaphors and
hyperboles, where literal translations might fail to evoke the intended emotional response (Nida
2005, p. 23).

Newmark’s Communicative and Semantic Translation: These approaches balance fidelity
to the source text with the communicative needs of the target audience, ensuring that artistic
devices retain their aesthetic and functional roles (Newmark 1988, p. 45).

Molina and Hurtado Albir’s Translation Techniques: Techniques like amplification,
modulation, and compensation are instrumental in adapting artistic devices. For instance,
amplification might be used to elaborate on cultural references embedded in synecdoche, making
them more accessible to the target audience (Molina & Hurtado Albir 2002, p. 503).

Examples from Swan Song

Metaphor: The phrase “ Paradise in the title.” was translated as “ Paii y Ha3Bi,” preserving
both the imagery and emotional weight.

Hyperbole: The expression “All the cinemas in Kuala Lumpur were showing Snark.”
became “Yci kinoreatpu B Kyana-JIymnypi nokasyBanu 'Chapk',” reflecting the heightened
tension without exaggeration.

Personification: The line “The wind whispered secrets through the trees” was adapted as
“BiTep mIemoTiB TaEMHHUIN Kpi3b JaepeBa,” maintaining the poetic tone and anthropomorphic
quality.

The translation of artistic devices in Swan Song requires a nuanced understanding of both
linguistic and cultural contexts. By employing theoretical frameworks and practical strategies,
translators can navigate the challenges of rendering these devices effectively. Thus, the effective
translation of such devices not only preserves the integrity of the original text but also ensures that
its artistic and emotional impact resonates with the target audience.

In Swan Song by Elin Hilderbrand, the author skillfully uses a range of stylistic devices to
deepen the emotional impact of the narrative. These literary tools are essential in creating a vivid
world for the reader, as well as in conveying the inner emotional lives of the characters. Here are
the key stylistic techniques used in the novel, along with examples that help bring the themes to
life.

Imagery is one of the most important techniques in Swan Song, as it allows Hilderbrand to
create a sensory-rich environment. She uses vivid descriptions to make Nantucket come alive, and
the sensory details draw the reader into the emotional world of the characters.

For example, the novel captures the scent of saltwater mixed with freshly brewed coffee in
a seaside café. This imagery not only creates a strong sense of place but also evokes feelings of
comfort and nostalgia, recalling mornings spent with loved ones who are no longer around. The
author’s use of smell makes the memory come alive in a very visceral way.

Another example occurs when Hilderbrand describes the weather to reflect the characters’
moods. On stormy days, the sea mirrors moments of emotional turmoil, while calm, sunlit beaches
symbolize renewal and hope. These images help the reader experience the characters' emotional
highs and lows through nature itself.
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The imagery used throughout the novel transforms the setting into an emotional landscape,
drawing readers into the characters’ experiences with a powerful, sensory connection.

Symbolism is used throughout Swan Song to convey deeper meanings related to key themes
such as change, loss, and the passage of time. The elements of the natural world, like the ocean,
are particularly symbolic in the novel.

The changing tides of the ocean are a recurring symbol, representing both the
unpredictability of life and the inevitability of goodbyes. The ebb and flow of the tides reflect the
characters’ emotional journeys, symbolizing how life constantly shifts and moves, bringing both
moments of renewal and loss.

In another example, the setting sun serves as a metaphor for the end of something
significant, perhaps a relationship or a life chapter. The sun’s gradual fading away reflects the
gradual loss of something precious, creating a poignant reflection on the passage of time.

Through symbols like the ocean and the sunset, Hilderbrand deepens the themes of
transience and emotional transformation.

Hilderbrand also uses metaphor and simile to create powerful comparisons that illuminate
the characters' emotions. These comparisons help readers understand complex feelings in more
accessible terms.

For example, love is described as being like a summer storm—unexpected, intense, and
leaving behind a lingering warmth. This simile captures both the suddenness of love and the lasting
emotional impact it has on the characters.

In another moment, Hilderbrand compares grief to a heavy cloud that casts a shadow over
everything the character experiences. This metaphor helps readers understand how grief can
overshadow other emotions, making it a dominant force in one’s life.

Through metaphors and similes, Hilderbrand makes abstract emotions more tangible,
inviting readers to feel the characters’ internal experiences more deeply.

Foreshadowing is a crucial device in Swan Song, as it builds suspense and anticipation for
the emotional events to come. Hilderbrand subtly hints at future events, which helps prepare the
reader for the unfolding drama.

Early on in the novel, a seemingly casual conversation about a character’s upcoming move
subtly foreshadows the impending separation or farewell. This small detail creates a sense of
anticipation, signaling to the reader that something significant is going to happen later on.

Another example of foreshadowing occurs when characters speak about the future, and
their uncertain plans signal looming challenges. These moments prepare the reader for the
emotional shifts that will unfold as the novel progresses.

Through foreshadowing, Hilderbrand crafts a sense of inevitability, allowing the reader to
anticipate emotional developments while also heightening the emotional stakes.

Flashbacks play an important role in Swan Song, allowing Hilderbrand to reveal crucial
backstory and provide context for the characters' present emotions. These moments connect the
past and the present, highlighting themes of memory, loss, and nostalgia.

A character reflects on carefree summers spent with friends and family. This memory
contrasts sharply with the struggles the character faces in the present, illustrating how much has
changed over time. The flashback emphasizes the passage of time and the personal transformation
that comes with it, whether that change is for the better or for the worse.

Another flashback takes the reader to a pivotal moment in the character’s past, explaining
their current emotional struggles. These glimpses into the past allow readers to understand how
past experiences shape the present, deepening the emotional complexity of the story.

Through flashbacks, Hilderbrand reveals layers of emotion and personal history, allowing
readers to better understand the characters’ motivations and the emotional weight of their
decisions.

Dialogue is one of the key tools Hilderbrand uses to develop her characters and their
relationships. The conversations between characters feel natural and often reveal deeper emotional
truths, adding authenticity to the narrative.
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A particularly poignant conversation occurs between two characters who reminisce about
their youth. The dialogue reveals not only the deep bond they share but also the inevitable sense
of loss that comes with the passage of time. Through this conversation, the reader feels the
emotional distance that time and change have created between them.

In another moment, a character struggles to express their true feelings, and the hesitation
in their words highlights their internal conflict. The dialogue here mirrors the tension between
what the character wants to say and what they are able to express, showcasing the struggle between
vulnerability and self-protection.

Dialogue in Swan Song helps to convey the emotional complexity of relationships,
allowing the characters' internal worlds to shine through in their interactions.

Irony is a technique Hilderbrand uses to highlight the contrast between the characters'
external lives and their internal emotional states. This contrast deepens the reader's understanding
of the characters' experiences and adds complexity to the narrative.

While Nantucket is depicted as an idyllic, peaceful place, the protagonist feels increasingly
isolated and disconnected from their surroundings. This contrast between the outward beauty of
the island and the protagonist’s inner turmoil underscores the tension between external
appearances and internal realities.

In another example, a character who seems to have everything under control is later
revealed to be struggling internally. The irony here is that the character’s outward success masks
their emotional conflict, making their personal journey all the more poignant.

Through irony, Hilderbrand emphasizes the hidden depths of her characters and adds layers
of meaning to their emotional experiences.

Hilderbrand makes use of allusion to connect her characters' personal stories to broader
cultural and literary themes. This technique adds depth to the narrative by referencing external
works, events, or ideas.

The title Swan Song itself is an allusion to the ancient myth that swans sing a beautiful song
before they die. This reference sets the tone for the novel’s exploration of endings, memories, and
final expressions of life, making the reader more attuned to the emotional weight of the story.

Throughout the novel, Hilderbrand also references cultural touchstones and literary works,
enriching the themes of love, loss, and closure. These allusions deepen the emotional resonance of
the characters' journeys, connecting their personal experiences to universal themes.

By weaving allusions into the story, Hilderbrand adds layers of meaning that enrich the
reader’s experience and deepen the novel’s thematic exploration.

In Swan Song, Elin Hilderbrand uses a variety of stylistic devices, such as imagery,
symbolism, metaphor, foreshadowing, flashbacks, dialogue, irony, and allusion, to create a rich,
emotionally engaging narrative. These techniques not only enhance the reader’s connection to the
characters but also help to explore universal themes of memory, loss, and the passage of time.
Through these literary devices, the novel becomes more than just a story—it becomes an evocative
exploration of the human experience.

Elin Hilderbrand’s writing style is characterized by deep emotional resonance, realistic
character portrayals, and immersive descriptions, particularly of Nantucket’s landscapes. She
skillfully employs literary devices such as symbolism, metaphors, foreshadowing, and flashbacks
to build layered and engaging narratives. Her dialogue is natural and reflective of real-life
speech, which adds authenticity and emotional depth to her characters. Throughout her works,
Hilderbrand places emphasis on introspection, personal growth, and the emotional complexities
of everyday life, creating stories that are both relatable and profound.

Swan Song exemplifies the genre of contemporary romantic drama, blending elements of
romance with literary fiction. The narrative centers on emotional journeys, interpersonal
dynamics, and psychological introspection. It explores universal themes such as love, loss,
nostalgia, and transformation. While romance is a component of the story, the novel is better
understood as a reflective and heartfelt meditation on the passage of time and the lasting impact
of meaningful human experiences.
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2.3. Analysis of Literary techniques in Swan Song

This chapter presents a detailed practical analysis of literary devices in Elin Hilderbrand’s Swan

Song and the translation strategies used in rendering them into Ukrainian. The selected literary

tools include epithets, metaphors, personification, hyperbole, oxymoron, antithesis, metonymy,

and synecdoche. The analysis is presented in the form of comparative tables supported by

commentary that justifies the translator’s choices and examines the effectiveness of each solution.
Table 2.3.1 Translation of Epithets

Original Phrase | Ukrainian Translation | Literary | Translation Comment
Device Technique

sumptuous barrel | poskimxi kyuepi, Epithet Modulation + Clarifies

curls Crajaryi KUIbISIMH Explicitation culturally
marked imagery

icy blue irises KPHOKaHO-OJIaKUTHI Epithet Literal Fully preserved

with a dark blue | paiinyxku 3 TemHO- translation in literal

ring CHHIM KUJIBLIEM translation

sun-scorched IIOKH, O0TIeYeHi Epithet Transposition Adapted to

cheeks COHIIEM Ukrainian syntax

Commentary:

Epithets are stylistically significant markers of tone and imagery. In this translation, modulation
and explicitation were used when a literal rendering would result in unclear or culturally awkward
expressions. The goal was to preserve the aesthetic value while making the meaning accessible.
For instance, the metaphorical weight of “sumptuous barrel curls” would be lost in a word-for-
word translation. An alternative could have been a neutral descriptor (“beautiful curls”), though
this would lessen the stylistic impact. The emotional expressiveness of the original is largely
preserved.
Theoretical references:
As Peter Newmark (1988) defines it, modulation is a shift in point of view that helps maintain
naturalness in the target language, supports using communicative translation to maintain imagery
and tone.

Table 2.3.2 Translation of Metaphors and Personifications

Original Ukrainian Translation | Literary Translation Comment
Phrase Device Technique

the party room | ximMHara It Be4ipok Metaphor Adaptation + | Preserves

is an orgy — 1Ie HaYe opris, 110 Explicitation | metaphorical
waiting to 0CBh-0Ch PO3MOYHETHCS tone

happen

a Ford Falcon | Ford Falcon y Personification | Literal + Personification

seeking MOIITYKaX MOMCTH Ta Preservation preserved
vengeance and | cripaBeIMBOCTI

justice

the dreamisa | mpis — e OpexHs Metaphor Literal Direct and

lie culturally clear

Commentary:

The translation of metaphors and personifications required adaptation in culturally dense or
emotionally loaded cases, and literal translation when the metaphorical language is cross-cultural.
An example is the metaphor “the party room is an orgy waiting to happen,” which would be
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ineffective if translated too literally. Alternatives such as toned-down idioms were considered but
rejected to preserve the novel's bold stylistic register. The emotional and stylistic function is
retained.
Theoretical references:
Schweitzer (1988) advocates for preserving metaphorical value through adaptive techniques.
Baker (2011) discusses the challenges of metaphor translation across cultural boundaries.

Table 2.3.3 Translation of Hyperboles and Oxymorons

Original Ukrainian Literary Translation Comment

Phrase Translation Device Technique

every time he | koxxHorO pasy, sk Hyperbole | Reduction Hyperbole softened

took a leak 1III0B JI0 TyaJieTy for cultural
acceptability

a tiny warrior | majeHbKUi BOTH Oxymoron | Literal Paradoxical effect
preserved

a shoebox TpyHa po3mipom i3 | Hyperbole | Explicitation Adds vivid emotional

coffin KOPOOKH IS B3YTTA imagery

Commentary:

Hyperboles were handled using reduction or explicitation to align with cultural expectations. For
example, crude humor (“leak”) was softened to maintain register. Literal translation was preferred
for oxymorons as their inherent paradox often crosses linguistic borders effectively. An alternative
to “a shoebox coffin” might have been a neutral euphemism, though it would undercut the
emotional impact. The intended intensity of feeling was preserved.
Theoretical references:
Newmark (1988) highlight the importance of pragmatic equivalence in emotive stylistics. Baker
(2011) discusses reduction when faced with culturally inappropriate or taboo language.

Table 2.3.4 Translation of Antithesis

Original Phrase | Ukrainian Translation Literary Translation Comment
Device Technique

the dreamisa | mpist — e GpexHst Antithesis | Literal Antithetical

lie opposition
preserved

hasn’t xi0a He KOXeH? Antithesis | Modulation Shifted rhetorical

everyone? structure to reflect
irony

the only person | enuna nromuHa, SKY s Antithesis | Literal Juxtaposition

I’ve ever really | konu-HeOynb mo- retained

loved CIpaBXHbOMY JIFOOMIIA

Commentary:

Antithesis was largely maintained through literal and modulated renderings, preserving the
rhetorical impact and rhythm. “Hasn’t everyone?” required rephrasing to maintain irony and
syntactic correctness. Other alternatives included explanatory phrasing, which were discarded to
preserve the terse and emotional tone. Emotional function remains intact in all cases.
Theoretical references:
Schweitzer (1988) and Newmark (1988) both recommend modulation in cases of structural
mismatch while aiming to preserve rhetorical effects.

Table 2.3.5 Translation of Metonymy
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Original Phrase | Ukrainian Literary Translation Comment
Translation Device Technique
the Hollywood 3nak [ommisyny | Metonymy | Literal + “Hollywood” used
sign appears as a | 3’sBJISIETHCS, MOB Explicitation | metonymically to
mirage Mipax represent the film
industry
stealing from the | kpamixka 3 kacu | Metonymy | Modulation Restaurant name stands
register at B «Y I'pammu in for the workplace
Grumpy Garth’s | I'apra»
she checks her BOHA TepeBipsie Metonymy | Literal Object used to
garnishes MPUKPACH IS represent part of drink
KOKTEHITIB preparation process
Commentary:

Metonymy was transferred via literal translation when the cultural link was shared (e.g.,
“Hollywood”). In more localized references, modulation was required to clarify relationships. An
alternative might have been replacing names with generalized concepts, but this would have
weakened stylistic authenticity. Emotional and functional equivalence is retained.
Theoretical references:
Newmark (1988) emphasizes modulation as a key method in achieving natural target language
flow while retaining meaning. Baker (2011) also identifies such procedures as central to
maintaining cohesion and stylistic integrity in literary translation.

Table 2.3.6 Translation of Synecdoche

Original Phrase | Ukrainian Translation | Literary Translation Comment
Device Technique

a weeklong THOKHEBa nojiopok Ha | Synecdoche | Literal “Cruise” stands in

cruise to the KpYi3HOMY J1aliHepi 10 for the whole

Virgin Islands | Biprincbkux ocTpoOBiB travel experience

the irises are panIyXKu — Synecdoche | Literal + Part (“irises”

icy blue KPH)KaHO-OJIAKUTHI Preservation | represents the
whole eye

heads for the npsIMYe 10 KyXHi Synecdoche | Literal “Kitchen” as a

kitchen stand-in for
restaurant staff

Commentary:

Synecdoche relies on part-whole relationships which often translate well literally, especially when
the concept is universally understood. The phrases were rendered in a way that maintains both
stylistic nuance and idiomatic flow. Alternatives like explanatory phrases would weaken the
naturalness. Emotional and cultural effects are effectively preserved.

Theoretical references:
Newmark (1988) supports the use of literal translation for synecdoche when part-whole logic is
evident across cultures.

The practical analysis of literary devices in Swan Song by Elin Hilderbrand reveals the nuanced
complexity of translating stylistic and emotionally charged elements from English into Ukrainian.
The six analytical tables presented in this chapter have demonstrated a wide spectrum of literary
devices — epithets, metaphors, personification, hyperbole, oxymoron, antithesis, metonymy, and
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synecdoche — and the various techniques applied to preserve their aesthetic and functional value
in translation.

This type of literary translation demands more than word-for-word accuracy; it requires a deep
understanding of semantic nuance, stylistic effect, and cultural resonance. Each literary device
posed unique challenges and called for tailored solutions to maintain the original tone, atmosphere,
and authorial intent.

Several core translation strategies were employed throughout the translation of Swan Song, each
with specific rationale and contextual relevance:

Literal Translation was applied in cases where direct lexical transfer preserved both meaning and
tone, especially in simple epithets, personifications, and synecdoche. This method maintains the
integrity of the source text but may result in stiffness or cultural awkwardness if overused
(Newmark, 1988).

Dynamic Equivalence was used where literal translation failed to carry over idiomatic,
metaphorical, or emotional significance. By focusing on meaning over form, this approach helped
capture the author’s intended effect, especially in metaphor-heavy or emotionally expressive
passages (Baker, 2011).

Transposition allowed for syntactic restructuring to ensure natural flow in the target language,
particularly in cases of inverted metaphors or long descriptive clauses. This technique supports
clarity and readability while preserving the stylistic tone, as described by Newmark (1988) and
further explored by Baker (2011) in her analysis of structural shifts in translation.

Cultural Substitution became necessary when certain references or humor would not resonate with
the Ukrainian audience. Such substitutions ensured accessibility but required balance to avoid
over-domestication, which might strip the narrative of its original cultural flavor (Schweitzer,
1988).

Explicitation, or the act of making implicit content more explicit, was used to clarify emotionally
loaded metaphors or ambiguous phrases. This strategy improved reader comprehension but had to
be moderated to avoid over-interpretation or stylistic flattening (Baker, 2011).

Modulation helped shift perspective or conceptual framing to make the original idea more
idiomatic or emotionally accurate in Ukrainian. This technique was particularly useful in
restructuring rhetorical devices like antithesis and oxymoron without loss of stylistic force
(Newmark, 1988).

Omission was applied selectively, primarily in minor details or culturally irrelevant expressions
that might distract or confuse the target audience. While useful for reducing redundancy, omission
carries the risk of semantic loss if used without caution, as noted by Baker (2011), who emphasizes
the importance of assessing informational value before excluding any elements.

Borrowing was utilized for terms, names, or culturally significant elements without Ukrainian
equivalents. While it preserved authenticity, it required contextually sensitive handling to prevent
alienating the reader or interrupting the narrative flow (Baker, 2011).

The emotional and stylistic integrity of the source text was a priority throughout the translation
process. Each decision was governed not only by linguistic equivalence but also by the need to
evoke the same reactions, atmosphere, and artistic vision in the target audience as in the original
readership.

Ultimately, the translation of Swan Song demonstrates the importance of integrating theoretical
knowledge with practical sensitivity. The translator is not a passive intermediary but an active
interpreter, tasked with reconstructing meaning, mood, and artistry across cultural and linguistic
boundaries. The strategies selected and justified in this project reflect a commitment to both
functional fidelity and creative responsiveness, aiming to make the Ukrainian version of the novel
as rich, immersive, and emotionally resonant as its English counterpart.

Conclusion

The translation of Elin Hilderbrand’s Swan Song into Ukrainian serves as a fascinating case
study in the delicate balance between linguistic fidelity and cultural adaptation. This project
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explored the challenges and techniques involved in translating not only the words but also the
emotional atmosphere and nuanced characterizations integral to Hilderbrand’s writing. The
novel’s evocative imagery, intricate emotional depth, and rich depictions of nature demand a
translation approach that exceeds mere lexical conversion. It requires a sensitive and thoughtful
engagement with the source text to ensure the target language version resonates similarly with the
Ukrainian reader.

In the analysis of artistic devices such as epithets, metaphors, metonymy, hyperbole,
antithesis, oxymoron, personification, and synecdoche, it became clear that these elements play a
pivotal role in shaping the emotional landscape of Swan Song. Hilderbrand masterfully uses these
devices to enhance the emotional depth of her characters and to illustrate the interplay between
their inner lives and the natural world around them. For the translator, these literary devices posed
significant challenges, requiring both a linguistic and cultural adaptation to retain their full impact.
The project highlighted the necessity of understanding the role these devices play in character
development and atmosphere creation, as well as the difficulty in maintaining these effects through
translation.

One of the primary challenges faced during the translation process was ensuring that the
emotional resonance of the original text was preserved. This often involved using equivalent
figures of speech or creating novel expressions that captured the underlying sentiments while
maintaining the stylistic integrity of the original. For example, metaphors and personifications,
which are vital in portraying the characters’ internal conflicts and their relationship with nature,
required careful reworking to ensure they did not lose their vividness in Ukrainian. At times, a
direct translation might have sounded awkward or less impactful, necessitating more creative
solutions to retain the strength of the imagery.

Furthermore, the translation process demanded attention to cultural nuances. Some
metaphors or idiomatic expressions in English do not have direct counterparts in Ukrainian, and
in such instances, the translator had to find culturally appropriate substitutes that would convey
the same emotional weight without altering the meaning. This adaptation was crucial in preserving
the connection between the reader and the characters’ emotional journeys.

The project also examined the theoretical aspects of literary translation, specifically
regarding the role of literary devices in maintaining the emotional essence of a work. The findings
suggest that while no translation can be an exact replica of the original, an effective translation
should evoke similar emotions and provide the same insights into character and setting. The
Ukrainian translation of Swan Song appears to have succeeded in this regard, using innovative
translation techniques to navigate the complex emotional layers of the novel. By employing
various strategies such as compensation, modulation, and transposition, the translator was able to
render the literary devices in a way that feels both faithful to Hilderbrand’s style and natural to the
Ukrainian context.

In conclusion, the Ukrainian translation of Swan Song provides a rich example of the
complexities inherent in literary translation, particularly when working with a text that is
emotionally charged and filled with intricate literary devices. While the translator faced challenges
in maintaining the artistic and emotional integrity of the original text, the translation effectively
conveyed the novel’s essence, preserving the original’s emotional atmosphere and character depth.
Through a combination of cultural sensitivity and creative translation techniques, the Ukrainian
version of Swan Song allows the target audience to engage with the novel in a meaningful way,
thereby contributing to a deeper understanding of the work in a new linguistic and cultural setting.

In translating Elin Hilderbrand’s Swan Song into Ukrainian, a number of stylistic devices
and translation techniques were used to maintain the emotional depth and literary atmosphere of
the original text. The translation aimed to preserve the essence of the author’s writing, and different
strategies were applied to convey the same meaning, emotions, and narrative richness in the target
language.

The original text features several key stylistic devices that shape its emotional resonance.
For example, epithets are used to describe people or things in a way that evokes strong emotional
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responses, enriching the reader's perception of the characters and their feelings. Metaphors are
another device Hilderbrand employs to draw connections between the characters' emotions and
the external world, particularly nature, amplifying the emotional atmosphere of the narrative. The
use of metonymy allows for indirect references, linking one thing to another through association
and adding layers of meaning. Hyperbole, or exaggerated statements, is used to emphasize
emotions or events, making them feel more significant. Antithesis appears throughout the novel as
contrasting ideas or characters are placed side by side to highlight differences in their emotions or
social positions, thus deepening the thematic content. In a similar way, oxymorons—contradictory
terms paired together—highlight complex emotions or paradoxical situations. Personification
brings life to inanimate objects or natural elements, adding vitality to the story. Lastly, synecdoche
is used to describe broader ideas or relationships by referring to a part of something, creating a
more vivid and detailed picture.

When translating these stylistic devices into Ukrainian, various techniques were employed
to ensure the same emotional impact and literary quality. Cultural adaptation was necessary in
cases where metaphors, epithets, or idioms from the original English text lacked direct equivalents
in Ukrainian. The translator made adjustments by replacing unfamiliar cultural references with
ones that would resonate more with Ukrainian readers, ensuring the emotional effect was
preserved. Compensation was used when a direct translation would have diminished the emotional
nuance or imagery. The translator introduced new phrases or words elsewhere in the text to
compensate for any lost meaning. Modulation was another important technique, where the
meaning or structure of certain expressions was adjusted slightly to maintain the emotional tone
of the original. This allowed the feelings conveyed in the original English to come through in a
way that felt natural in Ukrainian. Transposition was applied when grammatical structures needed
to be altered to ensure the text flowed smoothly in the target language while preserving its original
tone and rhythm. In cases where a direct translation was appropriate, equivalence was used,
especially when metaphors or epithets from the original text could be effectively rendered in
Ukrainian. Finally, modulation was employed to avoid awkward or unnatural phrasing, finding
new ways to express the same idea or emotion while keeping the emotional atmosphere intact.
This often involved substituting culturally resonant terms or crafting new metaphors.

Ultimately, translating Swan Song into Ukrainian involved a careful balance of various
translation techniques. The use of cultural adaptation, compensation, modulation, transposition,
equivalence, and creative substitution allowed the translator to faithfully convey the intricacies of
Hilderbrand’s writing. These techniques ensured that the Ukrainian version maintained the
emotional and literary atmosphere of the original, enabling Ukrainian readers to experience the
novel as fully as those who read it in English.



54

References

1. Axwmenosa E. JI. Crparerii aHrino-ykpaiHChbKUX IEPEKJIaJiB MOBHOTO BTIJICHHS €TAJIOHIB
MOPIBHSHB Y XynoxkHbOMY TeKcTi. Science And Education A New Dimension. Philology. 2019.
Bun. VII (61). C. 7-9.

2. 3opiBuak P. Il. ®pa3eonoriuna ogWHUI SIK MEpPEKJIa03HaBUYa KaTeropis (Ha marepiami
MIEPEKIIaJIiB TBOPIB YKPATHCHKOI JTITEpaTypH aHTITIHCHKOI0 MOBOIO) : MOHOTpadis. JIbBiB : Bua-Bo
nipu JIbBiB. yHTI, 2013. 175 C.

3. Momuko O. O. XynoxHe NOpIBHSAHHS SIK KaTeropis IepeKkiIago3HaBcTBa (Ha marepiaii
YKpaiHCBKOI Ta aHTIMChKOI MOB) : JHC. Ha 3I00YTTS HayKOBOT'O CTYIICHs KaHI. (PiI0J. HayK :
10.02.16. JIsBiB, 2015. 256 c.

4.  PeOpiii O. B. CyuacHi koH1emnIii TBOpYOCTi y iepekiazi : Monorpadis. Xapkis : XHY imeni
B. H. Kapasina, 2014. 376 c.

5. TapacoBa A. B. BigTBopeHHS aHIJIIHCBKUX  KOMITAPATUBHUX  (hpa3eosIori3miB
iHTeHCH(IKaTOpiB B YKPATHCBKHUX TepeKiagax : aBroped. Auc. Ha 3700YyTTS HayK. CTYIMEHs
kanauaara ¢inon. Hayk : 10.02.16. Juinpo, 2017. 20 c.

6. Lemnentok T. O. BinTBOpeHHs aBTOPCHKUX MEPETBOPEHb KOMITAPATUBHUX (Pa3eoOTIYHIX
OJIMHUIb IHTEHCU(DIKYIOUOTO 3HaUCHHS YKpaiHChKOI0 MOBOIO. Studia Methodologica. 2014. Ne 32.
C. 67-71.

7. Yepenuuuenxko O. L. [Ipo moBy i1 nepexnan. Kuis : JIuGias, 2017. 248 c.

8. Kovalenko L., Martynyuk A. English container metaphors of emotions in Ukrainian
translations. Advanced Education. Ne 10, 2018. P. 190-197.

9. Kovecses, Z. Levels of metaphor. In Cognitive linguistics, 28 (2), 2017. P. 321-347.

10. Kovecses, Z. Metaphor : A practical introduction. Oxford : Oxford University Press, 2015.
285 p.

11. Lakoff, G. The contemporary theory of metaphor. Metaphor and thought. Cambridge :
Cambridge University Press, 2013. P. 202-251.

12. Newmark, P. A. Textbook of Translation. Shanghai : Shanghai Foreign Language Education
Press, 2018. 292 p

13. Venuti, L. Strategies of Translation. Routledge Encyclopedia of Translation Studies. London
& New York : Routledge, 2017. P. 240-244.

14. Carson, L. (2021). Exploring Emotional Depth in Contemporary Fiction. Cambridge:
Literary Press.

15. Hollis, T. (2022). Nantucket as a Literary Landscape. Boston Review, 34(2), 30—40.

16. Hilderbrand, E. (2023). Swan Song. New York: Little, Brown and Company.

17.  Jones, R. (2019). "Literary Devices in Modern Fiction.” Journal of Contemporary Literature,
12(1), 10-20.

18. Peterson, J. (2018). The Life and Works of Elin Hilderbrand. New York: HarperCollins.
19. Pinheiro, M. (2015). "Translation Techniques: A Theoretical Perspective." Linguistic
Studies, 45(3), 127-134.

20. Smith, A. (2020). The Evolution of Romantic Drama in the 21st Century. Oxford: Oxford
University Press.

21. Baker, M. & Saldanha, G. (2020). Routledge Encyclopedia of Translation Studies (3rd ed.).
London: Routledge.

22. Chesterman, A. (1997). Memes of Translation: The Spread of Ideas in Translation Theory.
Amsterdam: John Benjamins Publishing Company.

23. Diaz-Millon, M. & Olvera-Lobo, M.D. (2021). "Towards a Definition of Transcreation: A
Systematic Literature Review." Perspectives. DOI: 10.1080/0907676X.2021.2004177.

24. Kovecses, Z. (2015). Where Metaphors Come From: Reconsidering Context in Metaphor.
Oxford: Oxford University Press.



55

25. Molina, L. & Hurtado Albir, A. (2002). "Translation Techniques Revisited: A Dynamic and
Functionalist Approach.” Meta, 47(4), 498-512. DOI: 10.7202/008033ar.

26. Nida, E. A. (2005). The Theory and Practice of Translation. Leiden: Brill.

27. Zorivchak, R. (2013). Translation Strategies for Literary Texts. Kyiv: Lviv University Press.



56

Appendices
Appendix A
Translation techniques
30
20
10
0

Transliteration Trancription Literal translation



57

Appendix B

Distribution of Stylistic Devices Used in "Swan Song” Translation
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