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SYMBOLISM OF V.NABOKOV’S STORY CHRISTMAS
IMPLIED IN SELFTRANSLATION PECULIARITIES OF ENGLISH
AND RUSSIAN TEXT VERSIONS

Vladimir Nabokov is known as the Russian-American writer who was
born in Russia, received his education in England, became a distinguished
writer in America, and is known on the arena of world literature as one of
the most prominent cosmopolitan writers with his distinguished literary
style and artistic handwriting. He is also known as a literary translator.
His professional path in the line of translation is marked by “harmonious
interrelation of language boundaries” [8, p. 135].

Nabokov’s creative art constitutes a unique multilingual literary world.
Being not only a literary genius but a talented translator, Nabokov’s con-
tribution to the world literary heritage is marked by his own poems and
prose works, which constitute great artistic value, and also by poetry and
prose translations, as well as self-translations. Nabokov’s practice is char-
acterized by flexible synthesis of language bonds, and is represented by
translations in and from English, French and Russian. Due to his work,
western readers were given chance to immerse into the wonderful world
of A. Pushkin, M. Lermontov and F. Tyutchev. V. Nabokov translated The
Song of Igor’s Campaign: An Epic of the Twelfth Century. His translations
of poems by A. Pushkin, M. Lermontov, and Tyutchev are published in
the book collection Three Poets. Nabokov’s translations were also highly
beneficial for Russian readers, who were able to “taste” the art of W. Shake-
speare, T. Mayne Reid, G. Byron, Ch. Baudelaire, A. Rimbaud, W. Goethe,
R. Rolland and L. Carroll. This fact proves significant scientific value of
Nabokov’s translation tradition. It is remarkable fact that having excellent
command of foreign languages, namely being able to speak English per-
fectly, he admitted that when compared to Russian, English “is less colorful
and rich: the difference between them resembles the difference between a
semi-detached house and a mansion...” [2, p. 395].
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Conducting literary translations, Nabokov contributed to its theory
update. His theoretical essays on translation reflect Nabokov’s fundamen-
tals of his literary translation strategy.

His vision of translation techniques underwent significant changes
on the way of his own literary and translation development. The more
he was engaged in the process, more creative and sophisticated became
his translations. With time, Nabokov realized that the aim of the literary
translator is to present a piece of art which reflects the inner “breath”,
rhythm and melody of the text. This can lead to form sacrifice. A vivid
and widely recognized example of this Nabokov’s translation strategy is
his English version of A. Pushkin’ s Fugene Onegin. The English version
of this novel in verse lacks rhythmic pattern of the original. Besides, it is
accompanied by a four volume collection of commentaries which gives
the details on Russian way of life and people’s worldview. He devoted
nearly 10 years to this masterpiece. He was courageous to present the lit-
erary and critical world with the translation which was drastically differ-
ent from the classical translations. The formal difference was huge. And
it was made deliberately. He admitted that despite difference in form, the
created version absolutely mirrors tiny artistic peculiarities of the source
text. He acknowledged that his book soaks English speaking readers in
authentic Russian reality. He provided English readers with an encyclo-
pedia of Russian life. Nabokov was very proud of his work. His transla-
tion of Eugene Onegin is universally recognized as the best version ever
existed.

Nabokov insisted that every single work of art imposed on the trans-
lator specific artistic and literary flexibility and unique professional
treatment. In his translation craft Nabokov used diverse translation tech-
niques. In each case they were predetermined by text genre peculiarities,
the level of text image system complexity, the addressee of the text, and
its motif diversity. As a translator, Nabokov used the method of word-for-
word translation. But his understanding of it was quite different from our
traditional view. Despite Nabokov rooted for certain restriction regard-
ing translator’s work, he was strongly against word-for-word translation
method traditionally viewed by scholars as a formal substitution of the
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source text’s elements while neglecting the imagery of the literary work
[1, p. 137]. He insisted that word-for-word translation presupposes abso-
lute loyalty not only to the word and sentence of the course text, but to the
inner meaning implied. In Nabokov’s opinion, translators should imply
absolute semantic interpretation which does not always presuppose com-
plete lexical or structural equivalence. The meaning of the words which
function as lexical equivalents in a particular collocation could not coin-
cide with the meaning of these words used in other different contexts, and
of course, grammatical peculiarities of sentence structure, namely word
order, does not usually meet the language standards of the source text.
And that is natural. Thus, the main task of the interpreter is to convey the
exact implied meaning of the lexical unit in order to create the necessary
artistic atmosphere, and to stimulate the same emotional reaction as the
source text does. The interpreter should be able to convey “all tiny details
and inner melody of the source text” [3, p. 555].

In his article The art of translation Nabokov expressed his vision on
translation. He expressed strong disagreement on the matters of transla-
tion omissions, improper contextual meaning of the words, and the inten-
tions of the interpreter to beautify the course text [3, p. 557]. He empha-
sizes the importance of imagination and feeling of style [5, p. 389]. Fol-
lowing Nabokov’s view, the translator discovers new shades of meaning
dealing with conventional concepts. He discovers meaning which exists
“beyond the ordinary usage of words” [7, p. 54].

Nabokov was a very controversial and intriguing writer. In his youth
he left Russia, and he was never back. He even never intended to be back
admitting that /is Russia was always with him. He was one of the few
writers who after migration parted not only with motherland but with
their native language. Nabokov dared to part, and he successfully did it.
Many of his world known stories and novels were written in English. At
the same time, he did care for his Russian readers. He wanted them to
be able to “feel” his works and to live their life together with the heroes
of his works. In order not to lose his bonds with his native country and
people, he himself translated his prose into Russian.
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Thus, the aim of the given research is to reveal deep symbolism of
the story “Christmas” by V. Nabokov, and to examine self-translation pe-
culiarities of Nabokov’s story Christmas on the material of English and
Russian versions of the story. The comparative analysis of Nabokov’s
translation techniques represented in Russian and English text versions
reveals the author’s translation strategy. At the same time, by examining
translation techniques of Nabokov in the story Christmas, we can dis-
close deep philosophical background of the story.

The novelty of the research is predetermined by the insufficient study
of Nabokov’s self-translated prose texts. Topicality of the work is precon-
ditioned by the interest in literary translation techniques in the modern
period of wide intercultural contacts and by the demand in new approach-
es in the field of literary translation theory. Its practical significance is
represented by the fact that Nabokov’s translation techniques are of high
value in the line of literary translation practice applied in the Literary
Translation courses represented in the University curriculum.

The creative art of Nabokov is well studied in Russian and English-
speaking scientific tradition. Thus, researcher M. Naptsok in her work
Nabokov's discourse: bilingualism and problems of translation revealed
the Russian and English discourse peculiarities of the writer. Y. Pogreb-
naya in her article Dynamic character of Nabokov's translation concep-
tion analyzed Nabokov’s translation conception and its evolution from
the preference to loose translation to the strengthening of “true” transla-
tion principles on the material of Nikolka Persik and Ann in Wonderland.
V. Feschenko in the article Self-translation of a poetic text as a type of
self~communication on the material of the collected poems Three Russian
Poets and The Hero of Our Time translated by Nabokov showed that po-
etic translation is often a problem for the author rather than the possibility
of poetic extension. At the same time, she pointed out that there were
very limited cases of successful and productive self-translations, among
which the author distinguished self-translations of Nabokov because
he managed to create unique self-communication models. The thesis of
M. Chesnokova reveals the ways metaphoric literary devices are created
in self-translated texts.
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The story Christmas was created in December, 1925 in
English, and in 1929 Nabokov conducted self-translation of the source
text in Russian. The title of the story is highly symbolic. It possesses deep
layers of sense incorporated in it. Christmas (in Russian PoxnectBo) is
the main holiday of religious world that presupposes not only the idea of
God but it is widely associated with the time of wonders of birth. This
tiny element of meaning penetrates the deepest layers of semantic per-
spective of the title.

Russian and English versions of the story Christmas are interrelated
with the plot continuity — Sleptsov came back to his estate on the eve of
the main religious holiday. And here starts the opposition between the
main hero and the time the story takes place: after the grief he had faced,
Sleptsov didn’t believe in wonders any more. But the author proves that
Christmas magic does exist. It is illustrated by the final passage of the
story when Sleptsov “sentenced himself” to death: “...death,” Sleptsov
said softly, as if concluding a long sentence...” [6, p. 136]. And miracle
happens — cocoon which had been believed to be dead suddenly pene-
trated with life, and a gorgeous butterfly “resurrected”. That was the time
of Sleptsov’s revival. Sudden appearance of the butterfly out of lifeless
cocoon symbolizes the revival of the soul of Sleptsov’s deceased son.
In Slavic religion the image of butterfly is directly connected with the
phenomenon of human soul. Butterflies represent the souls of past away
people; a butterfly is also the symbol of immortality, revival, religious
resurrection, and magic transformation. It is the only creature which is
transformed from an ugly caterpillar into a weightless flying angel. In
Slavic mythology the stages of butterfly transformation represent life,
death, and resurrection. That is why a butterfly is often painted in Jesus
Christ’s hand. The same meaning is implied in the story of Nabokov. The
stages of butterfly growth are compared with the growth of masculine hu-
man nature: “it became a winged thing imperceptibly, as a maturing face
imperceptibly becomes beautiful” [6, p. 136]. Butterfly is the symbol of
Sleptsov’s son revival and his body resurrection into different physical
state — free from human sufferings which flies from his earth existence in
order to approach the God.
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Deep meaning is also implied in the surname of the main hero. It has
Russian roots. In English Nabokov uses transliteration (Sleptsov). At the
same time, Nabokov deliberately chose such a surname because it is tale-
telling both in Russian and English. It contains allusions to the hero’s
inability to observe reality. Sleptsov (CnemntoB) is the person who is des-
perately distracted and frustrated. But the miracle takes place at the end
of the story, and he butterfly which appears out of lifeless cocoon makes
the hero “wake up”.

As it was mentioned, Nabokov conducted self-translation of the story
Christmas from English into Russian. Thus, in the first sentence (“After
walking back from the village to his manor across the dimming snows,
Sleptsov sat down in a corner, on a plush-covered chair which he never
remembered using before” [6, p. 131] («BepHyBUINCh O BEYEPEIOLINM
CHETaM M3 celia B CBOO MbI3y, CIICIIIOB CeJl B yToJl, Ha HU3KHUil IUTIONICBBIN
CTyJI, HA KOTOPOM OH HE CHXXHMBAJl HUKOTNA») [4, p. 184] in Russian ver-
sion it is stated that the hero sat on the chair he had never sat before. In
the original English version, it is stated that Sleptsov sat on the chair
“which he never remembered using before” [6, p. 131]. In Russian ver-
sion Nabokov uses translation technique of sense transformation, which
accumulates the general sense implied, but at the same time highlights
the subtext — the described chair symbolizes the grief Sleptsov had never
faced before. He “sat in the corner, on the plush chair, as in a doctor’s
waiting room” [6, p. 131]. This fact is extremely symbolic as it hints the
reader that the situation he faces is fatal. He is completely lost and frus-
trated, and he doesn’t know how to overcome it, and to live with it. This
view is also proved by the structure of the Russian sentence in which the
word “never” (Hukorna) obtains the final position. It highlights the au-
thor’s intention to mark it as the sentence comment.

In the abstract where Sleptsov’s sufferings after funeral are depicted
(“Not your brother but a chance acquaintance, a vague country neighbor
to whom you never paid much attention, with whom in normal times you
exchange scarcely a word, is the one who comforts you wisely and gently,
and hands you your dropped hat after the funeral service is over, and you
are reeling from grief, your teeth chartering, your eyes blinded by tears”
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[6, p. 131] / «He Opar pomHoii, a cilydaliHbI HEIIPUMETHBINM 3HAKOMBIH,
C KOTOPBIM B OOBIYHOE BPEMs ThI U JIBYX CJIOB HE CKa)Kelllb, UMEHHO OH
TOJIKOBO, JIACKOBO TOJACPKUBAET TeOs, mogaeT OOpOHEHHYIO MUY, —
KOIJIa BCe KOHYCHO, W Thl, MOMIATHIBAsICh, CTYYHIIb 3y0OaMH, HUYETO HE
BUAMLIB OT cie3») [4, p. 184] morphological translation transformation
and descriptive translation techniques are used.

Special attention deserves the episode where Sleptsov’s arrival after
the funeral is presented. English version contains explanatory element
(“after the funeral service is over” [6, p. 131] which is hidden in the Rus-
sian version into the subtext level (meaning when everything was over —
«KoOT/Ia BCe KOHUEHOY) [4, p. 184]. This fact is very important as it proves
that Western reader gets the meaning of what had happened at the very
beginning of the story, while Russian text discloses this piece of informa-
tion only at the very end of the second part of the story. Meanwhile, only
hints are given. Omission of lexical elements in the Russian text exagger-
ates the role of subtext implied, and strengthens the semantic inner layer
of the story, stimulating active role of a reader.

Russian passage of home description surroundings (“The same can be
said of inanimate objects” [6, p. 131] / «C meGenbto — T0 e camoey) [4,
p- 184] contains a detailed description of the room if compared to original
text which presents general statement.

In the English passage which depicts Sleptsov’s house (“The wing
was connected by a wooden gallery, now encumbered with our huge
north Russian snowdrifts, to the master house, used only in summer”
[6, p. 131] / «Dnurens coearHeH ObUT JEPEBSIHHOW Tajiepeeil — Temnepb
3arpoOMOXKJICHHON CyrpoOOM — C TJIABHBIM JIOMOM, TIIE KU JIETOM») [4,
p- 184] the author’s highlights Russian national context of the scene by
saying that the house was surrounded by “our” Russian snowdrifts. These
details are omitted in the Russian version. More over, “the stoves of white
Dutch tile” [6, p. 131] represented in English text are interpreted with
Russian reality equivalents «Oenbie u3pa3ioBblie neuku» [4, p. 184].

Description of Sleptsov’s servant Ivan reveals that he is “the quiet,
portly valet, who had recently shaved off his mustache and now looked
like his late father, the family butler, brought in a kerosene lamp....” [6,
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p- 131]/ Tuxuii, Ty4HBI ciyra, HeAaBHO COPUBILIUI ceOe yChD», KOTOPBII
«BHEC 3alpaBJICHHYI0, KEPOCHHOBBIM OTHEM HAJIMTYIO, JaMmIy...» [4, p.
184]. Nabokov uses translation omissions in Russian text version point-
ing out that Ivan does not wear moustache, and now resembles his elderly
father. The fact of resemblance is omitted in the Russian version. Active
reader understands that what Sleptsov feels about his servant’s appear-
ance is extremely painful for the main hero, as any time he glances at Ivan
his consciousness provokes him to acknowledge that he had moustache
when his son was alive. The overwhelming grief grabs his heart.

In the passage where Sleptsov silently suffers over his loss (“Sleptsov
raised his hand from his knee and slowly examined it” [6, p. 131] / «Torna
CrnenuoB MOAHSI PYKy C KOJEHA, MEIJCHHO Ha HEe MOCMOTpen») [4,
p- 184] Russian text contains deep levels of meaning hidden in the sub-
text. At the same, time English version “gives hints” to the reader on
the inner meaning conveyed by Sleptsov’s glance: he word “examine”
is used to emphasize the necessary meaningful elements. Moreover, in
Russian version of the episode where Sleptsov is trying to accept the situ-
ation happened by looking at his hand (“A drop of candle wax had stuck
and hardened in the thin fold of skin between two fingers” [6, p. 132] /
«Mex 1y nmanblieB K TOHKOH CKJIaJKe KOXKH MPUIIUILIA 3aCThIBILIAS KaIUis
Bocka» [4, p. 184] English text contains explanatory elements Russian
version lacks: “a drop of candle wax” had stuck between his fingers.

In the description of winter landscape (“The creamy white mounds
of what were flower beds in summer swelled slightly above the level
snow in front of the porch, and further off loomed the radiance of the
park, where every black branchlet was rimmed with silver, and the firs
seemed to draw in their green paws under their bright plump load” [6, p.
132] / «Ilepen KpbUTBIIOM YyTh B3IyBalHMCh HAJ ITIaJKUM CHEIOM Oelble
KyImojia KIym0, a Jaybllle CHSUT BBICOKUI MapK, I1e KaXKIbli YepHBIN
CYHYOK OKaiMJICH OBbLI cepeOpoM, H eJIKU MOPKUMAJIN 3eJICHBIC JIAITbl TIO]T
MyXJIBIM ¥ CBEPKAIOUIMM Tpy3oM») [4, p. 185]. Nabokov adapts the de-
scription of Russian surroundings to English speaking readers, taking into
account the peculiarities of the recipient’s cultural background. He also
brilliantly visualizes the text.
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In Russian text version where it is stated that “<...> and yesterday
Sleptsov had taken the coffin — weighed down, it seemed, with an entire
lifetime — to the country, into the family vault near the village church” [6,
p. 133] /... u Buepa CneniioB nepeBe3 TSKEIbIN, CIIOBHO BCCHO KHU3HBIO
HAIOJIHEHHBIA TPO0, B JEPEBHIO, B MAJCHBKUI OCIOKAMEHHBIN CKJICTI
0mu3 cenbekoii nepkBu» [4, p. 185], Nabokov makes descriptive trans-
lation additions when it comes to the translation of nationally-specific
semantic units. He deliberately omits all the adjectives which denote the
authentic material from which Russian churches are built (it is stated
that the sepulcher where his son was buried was made of white stone)
as there no English equivalents for these semantic elements. At the same
time, translation additions are presented in the Russian version as they are
highly informative for the Russian reader. In Slavic culture such a special
type of white stone was one of the most widely used building materials
in Ancient Rus’ in the XII-XV centuries. Apart from this, for the Russian
recipient a white sepulcher denotes not only the color and the place of
burial but implies strong roots of Sleptov’s family.

In the passage of Russian landscape description (“Somewhere far
away peasants were chopping wood — every blow bounced resonantly
skyward — and beyond the light silver mist of trees, high above the squat
izbas, the sun caught the equanimous radiance of the cross on the church”
[6, p. 133]/ «I'me-To 0YeHB AAJIEKO KOJIOIHU JPOBA, — KAXKIBIH yIap 3BOHKO
OTIPHITUBAJT B HE0O, — a HaJ| OCJIBIMH KpBIIIAMH TPHUIABICHHBIX 130, 32
JIETKHM CepeOpPSHBIM TYMaHOM JICPEBbEB, CIICTIO CHSUT [IEPKOBHBIN KPECT»)
[4, p. 186], Russian text has semantic omissions. Nabokov knew there
was no need in additional explanation on Russian lifestyle for Russian
readers. Such details presented only in English text version. Nabokov
uses transliteration to render the authentic Russian word “izba” (“a small
house”) and adapts it to the grammatical rules of plural form used in Eng-
lish. In comparison with other scenes where he mostly uses descriptive
translation techniques, the usage of transliteration proves that the word
“izba” was known to the English reader.

In English text passage where Sleptsov enters his son’s room (“He
went into the room which had been his son’s study in summer, set the
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lamp on the window ledge and, breaking his fingernails as he did so,
opened the folding shutters, even though all was darkness outside” [6,
p. 133-134] / «Botias B KOMHaTY, T/Ie JISTOM KHJI €r0 ChIH, OH TIOCTaBUI
JaMIy Ha MOJIOKOHHUK M HAIOJIOBUHY OTBEPHYI, JioMas ceOe HOITH,
OeJible CTBOpUYATHIC CTaBHH, XOTS BCE PABHO 32 OKHOM ObLIA yXKe HOYb))
[4, p. 186] Nabokov omitted the color of the walls.

When the father is looking through his son’s personal possessions
(“In the desk he found a notebook, spreading boards, supplies of black
pins and an English biscuit tin that contained a large exotic cocoon
which had cost three rubles” [6, p. 134] / («B crone on Hamien teTpasy,
pacnpaBHIKH, KOPOOKY H3-TIOJ] aHIIHHUCKUX OMCKBUTOB C KPYITHBIM
WHANHCKIM KOKOHOM, CTOMBILUM TpU pyOoms») [4, p. 187] it is stated in
English text that he had found one notebook (not several as it is in Russian
version). Russian version also lacks “black pins” which are mentioned
in English version. In the episode where the author describes the way
the boy prepared butterflies for drying (“He would first pin the carefully
killed insect in the cork-bottomed groove of the setting board, between
the adjustable strips of wood, and fasten down flat with pinned strips of
paper the still fresh, soft wings” [6, p. 134] /.... mpoOuBa MOXHATYO
CIHMHKY 4YepHOH OylaBKOHM, BTHIKAN 0a00YKYy B MPOOKOBYIO ILENb MEX
Pa3IBIKHBIX JOIICYEK, PacIUIacThIBal, 3aKpeIUIsLI MOJI0OCaMH OyMmaru
eIlle CBeXKHUE, MATKUE KPhUThs») [4, p. 187]. English text lacks the color of
the pin the boy used. Russian version doesn’t contain author’s commen-
tary on the way a butterfly should be caught not to harm her beauty. This
fact allows us to assume that collecting butterflies was a widely known
activity for Russian people. At the same time this hobby was not common
in Western world.

Describing his son’s collections of butterflies Nabokov uses gener-
alized translation techniques in Russian version: (“They had now dried
long ago and been transferred to the cabinet — those spectacular Swallow-
tails, those dazzling Coppers and Blues, and the various Fritillaries, some
mounted in a supine position to display the mother-of-pearl undersides”
[6, p. 134] / «Tenepb OHU JaBHO BBICOXJIM — HEXKHO MOOICCKUBAIOT IO
CTEKJIOM XBOCTaThleé MaxaoOHbI, HEOCCHO-JIa3yPHBbIC MOTBUIBKH, PBDKHE
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KPYyIHBbIE 0a00YKH B YSPHBIX KPAIMHKAX, C MIEPIaMyTPOBBIM HUCIIOIOM)
[4, p. 187]. In the English text passage which depicts the way Slaptsov’s
son learnt the names of the butterflies it is not mentioned that his son had
pronunciation difficulties: (“His son used to pronounce their Latin names
with a moan of triumph or in an arch aside of disdain” [6, p. 134] / «A
CBIH MPOM3HOCHII JIATBIHb MX HAa3BaHWi ClieTKa KapTaBo, C TOPKECTBOM
nunu nperedpeskeHrem») [4, p. 187]. The last sentence of the third part of
the story (“And the moths, the moths, the first Aspen Hawk of five sum-
mers ago! ») is omitted in the Russian version.

Description of the night in English version lacks comparison with
owl’s wings which was added in the Russian text: “The night was smoke-
blue and moonlit; thin clouds were scattered about the sky but did not
touch the delicate, icy moon” [6, p. 134] / «Houb Obuia cuzas, JIyHHAS,
TOHKHE TY4H, KaK COBHHBIE TIEPhs, PACCHINAINCH IO HeOy, HO HE KacalluCh
JIeTKO# nensHou nayHeD» [4, p. 187]. In the passage when the servant
brought in the Christmas tree, and Sleptsov “seeing the Christmas tree on
the table, asked absently: “What’s that?” [6, p. 135] / «yBuns Ha croje
eNKy, <...> CIPOCHI PacCcesHHO, IyMas O CBOeM: — 3aueM 31o?» [4, p.
187]. English sentence is shortened (it is not stated that he was thinking
over something at that time). In the passage when Ivan insisted gently to
leave the Christmas tree on the table: “It’s nice and green. Let it stand for
awhile” [6, p. 135] / — 3enenas. [lyckaii nocrout... ») [4, p. 188]. English
text contains more descriptions of the image of the tree (““it was nice and
green”) [6, p. 135].

When Sleptsov found a book which his son had read: (“<...> read
Goncharov’s Frigate, a deadly bore” [6, p. 135]/ .... uuTan cKy4HeHIIyIO
«®Dperar [Mamnany» [4, p. 188]. English version contains additions which
inform the Western reader that it is a book written by Russian writer
I. Goncharov. These explanation elements are omitted in Russian version.

In the final passage when butterfly is resurrected out of the “dead” co-
coon (“<...> and there, on the wall, instead of a little lump of life, instead
of a dark mouse, was a great Attacus moth like those that fly, birdlike,
around lamps in the Indian dusk” [6, p. 136] / «...u Ha cTeHe yxe Oblna —
BMECTO KOMOYKa, BMECTO YEPHOU MBI, — TPOMaIHast HouyHas 6abouka,
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WUHIUACKUIA ILIETKOMPSI, 4TO JICTaeT, KaK NTHUIA, B CyMpakKe, BOKPYT
¢donapeit bombesn») [4, p. 189] English text contains Latin explanation on
the type of the butterfly. Russian text doesn’t possess these details.

Thus, Nabokov’s story Christmas is highly symbolic. Deep symbol-
ism penetrates every literary detail of the text. As a talented translator
Nabokov preserved deep symbolism and style of the source text in its
Russian version. Russian version of the story Christmas is a semantic and
contextual equivalent of the original English version. Nabokov rendered
all tiny semantic nuances and intonations. It was successfully achieved by
his professional translation abilities to distinguish the peculiarities of the
target language, national mentality, cultural background, and unique ca-
pabilities to create the necessary visual image in the consciousness of the
recipient. Substantial level of cultural adaptation of the Russian artistic
reality used in English version, is represented by translation omissions of
nationally-oriented elements as they didn’t stand any difficulty for Rus-
sian readers.

Despite the original version is written in English, and Russian cul-
ture served as a receptive side, comments and additions are presented in
English version of the story. Nabokov uses descriptive and explanatory
elements which penetrate English text tissue in a very natural way. All
the actions take place in Russia, the main hero is also Russian. Nabokov
aimed to make Russian reality closer to the American reader. We assume
that the main aim of Nabokov was to involve western reader into national
cultural surroundings of life in the Russia of XVIII century.

The conducted comparative analysis of Russian and English versions
of Nabokov’s story Christmas proves profound professional translation
skills of Nabokov. The created Russian version of the story confirms to
high translation standards, proves careful and attentive attitude towards
each artistic detail aiming at providing adequate reality responding to
the visual and emotional depth which possesses the original text. Nabo-
kov uses the principle of semantic equivalency by thorough representa-
tion of associative and syntactical peculiarities of the source text which
leads to semantic “mirroring” of the two versions. Nabokov also aimed
at precise semantic interpretation which was achieved by several lexical,
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morphological, and syntactic transformations. The writer professionally
resolved the problem of semantic equivalency of the two texts.
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AHoTanis
O.B. I'yaeBiu. Cumsoaizm onosinannsa B. HaGokoBa «PizaBo»,
NpeACTaBICHUI 0CO0JHBOCTAMHU ABTONEPEKIaay TBOpa

(Ha MaTepHsJIi AaHITIOMOBHOI T POCiiCbKOMOBHOI Bepciil onoBifaHHs")

Merta OOCTIIKECHHS — BHSBHUTH POJb CHMBOJIB 1 JOCHITUTH OCOOIMBOCTI
nepekiany omnoBimanHs B. HaGoxoBa «Pi3gBo» Ha Marepialili aHIIIOMOBHOI Ta
PpOCifiCbKOMOBHOI Bepciii onoBifganHs. [1opiBHIbHUIT aHATI3 TEXHIKK HepeKiia-
ny HabOoxoBa, npencraieHoi aHIJIOMOBHOIO Ta POCIHCHKOMOBHOIO TEKCTOBUMHU
BEpCIsIMH, BUSIBIISIE OCOONMBOCTI cTparerii Ta TexHIK mnepekiany HaGokoa sik
TepeKIIaiada cBOiX ONOBiAaHb. Y TOH ke "yac, JOCIKYIOUH TEXHIKY IepeKia-
Iy, BUKoprcTaHy HaGokoBHM IpH CTBOpEHHI pOCiiiICBKOMOBHOI Bepcii ormoBina-
HHS «Pi31BOY», MH MOXXEMO BUSBUTH IIHOOKHH (PiT0CO(CHKUH MiITEKCT TBOPY.

HoBUHKY MOCHIIKEHHS 3yMOBIIOE€ HEIOCTATHE BHBYCHHS aBTOIEPEKIIAJ-
HUX Mpo3aiyHux TekcTiB HabokoBa, MpeicTaBIeHUX y MOPIBHIIBHOMY acIeK-
Ti. AKTyaJbHICTh pOOOTH OOyMOBJIEHA IHTEPECOM Cy4YacHUX YUEHHX JIO JIiTe-
paTypHOi TEXHIKH MEpeKIaay Xy[AOKHIX TBOPIB, TICHUMH MDKKYJIBTYPHHMH Ta
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MDKJ'IlTepaTypHI/IMI/I KOHTAaKTaMH, a TaKOXK MOSBOIO HOBHX MIJIXOAIB y cdepi Te-
opii mTepaTypHoro nepexsiaay. IlpakTnine 3HaUCHHS JOCIIKEHHS MOJATAE Y
TOMY, 1110 TeXHiKa nepekiary HabokoBa NeMOHCTpY€e BUCOKHI PIBEHB XyTOXKHBOT
Ta epekiIaganpkoi Maiicrepaocti Habokosa. TexHiku, 3actocoBani HabokoBum
IIpH TIEPEKIIaZi OTOBiIaHb, BXOAATH Y MPOrpaMy Kypcy «XyOoKHIH Mepexaamy,
SIKHIA 3aiiMa€e BaYKJIMBE Miclle B y40OBOMY IUIaHI MiJrOTOBKH CIICI[iaJIiCTIiB-
MepeKIIaiadiB y BUIIMX HAaBYAJIbHUX 3aKIaaax.

Onoginanus HaGokoBa «Pi31Bo» Haa3BHUYaiiHO CUMBOJIIUHE, TOMY IIE€peiaTh
IIPY HepeKIaii ycio IMUONHY HMiATEKCTY € TOCUTh CKIIaIHUM 3aBiaHHAM. JliTepa-
TypHa TeHIaNbHICTh Ta XyJOKHS MalicTepHicTh HaboKkoBa BUSBMIIACS ¥ TOMY, IO
BiH 3yMiB CTBOPUTH POCIIICEKOMOBHY BEpCiIO ONOBIaHHS, KA € CEMaHTHIHIM
1 KOHTEKCTYaJIbHUM €KBIBaJICHTOM OPHUIIHAIBbHOI aHIIOMOBHOT Bepcii. HabokoBy
BJAJIOCs IepeaTH HalWMEHIII CEMaHTHYHI HIOAHCH Ta BITBOPUTH y TEpeKai
IHTOHAIIII0 OPUTIHAIBHOI Bepcii 3aBASKN TOMY, 110 BiH BPaxOByBaB 0COOJINBOC-
Ti HaiOHAJFHOTO MEHTANITETY 1 KyJABTYpHOTO (DOHY YuTava Ti€el MOBH, Ha SKY
3ailicHIOBaBCs mepekian. HaOokoB Takoxk 3yMiB CTBOPUTH HEOOXiIHE Bi3yalb-
He 300paKeHHS y CBiIOMOCTI peluIIienTa nepekiIagHoi Bepcii onopinanas. Ha-
OOKOB-TIEpEKIIa/iau 3aCTOCYBaB MEXaHI3M KyJbTYPHOI ajanTailii HalliOHAJIbHUX
0COONMBOCTEH CBITOCIPUIHATTS YUTa4a MPUIMAIOU0i KyJIBTYpH, 1110 3a0e3nedn-
JI0 ycmix ornoBinanHs. HaboKoB 3aCTOCOBYBaB OITMCOBI i MOSICHIOBAIBbHI TEXHIKH
nepexsaay. HesBaxkaroun Ha Te, 1110 OPHUTiHAIBHO BEPCI€I0 PO3MOBiAL € aHIIIO-
MOBHA, KOMEHTapi Ta HEOOXiTHI KOPOTKi TEKCTOBI JOMTOBHEHHS IPEICTABICHI
came B Hill. lle MOsCHIOETRCS THM, 110, OCKUIBKH [Iisl OTIOBiTaHHS BiIOyBa€THCS
B Pocii, HabokoB HamaraBcsi 3p00OMTH POCIHCHKY pealbHICTh OIMKYE 0 ame-
PHMKaHCBHKOTO YnTaya. MoXKHa NPUITYCTUTH, 1110 HaOoKOB XOTIB 1aTH 3aXigHOMY
YUTA4€Bi MOXIIUBICTh BIJIyTH HAI[IOHATBHO-OO0YMOBIICHI OCOOIUBOCTI KUTTS B
Pocii xinmsg XVIII B.

Kurouosi cioBa: aBromepexnan, cumBoiizM, Habokos, Pi3nBo, TexHika me-
pexnany.

AHHOTAIUSA
E.B. I'yneBuu. CumBon3M pacckasa B. Ha6oxoBa «PoxnecTBo»,
NpeCTaBICHHBINH B 0CO0EHHOCTAX ABTONEPEBO/Aa NPOU3BeIeHN

(Ha MaTepHaJie aHIVIOA3BIYHOI U PYCCKOSI3BIYHON BepcHii pacckasa)

HCJ'[I) HACTOsIIIECIO UCCIICJOBAHUS — BBIABUTH FHY6OKI/II‘/II CHUMBOJIU3M pacCKasa
B. HabokoBa «PoxaecTBo», IpeacTaBIeHHBINA B OPUTHHAIBHON aHIVIOS3BIYHON 1
NIEPEBOTHOM PYCCKOSI3BIYHON BepCcHsIX NpounsBeneHus. CpaBHUTEIBHBINA aHAIIN3
NIEPEeBOMYECKUX TEXHUK M NPHEMOB, HCIIONb30BaHHBIX HaOoKOBBIM B mporec-
ce aBTOIEPEBOA PACCKA3a, BBIBISIIOT aBTOPCKHE OCOOCHHOCTH MEPEBOAIECCKON
CTpaTeruu, KOTOpoi MpUAEPKHUBAIICS aBTOp-niepeBoaurk. Kpome Toro, uccneno-
BaHUEC NEPECBOAUCCKUX IMMPUEMOB, UCITIOJIb30BAHHBIX Ha6OKOBBIM Ipu CO3aaHun
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PYCCKOSI3BIYHO BepcHu pacckasza « PokaecTBO, MO3BOJISIET PACKPHITH IITYOOKHIA
¢dunocodckuii moaTeKCT pacckasa.

HoBu3zna nccnenoBanus npegonpeneneHa (HakToM HEIOCTaTOYHON M3ydyeH-
HOCTH ITPO3andecKuX TeKcToB HaboKkoBa, IpH CO3MaHNM KOTOPBIX MTUCATEb BbI-
CTYNHI B Ka9€CTBE MEPEBOTUNKA CBOUX COOCTBEHHBIX IIPON3BEICHUH.

AKTYaJIbHOCTh pabOThl ONPENENIeTCI WHTEPECOM K MCKYCCTBY XYIOMKECT-
BEHHOTO TePEeBO/ia Ha COBPEMEHHOM JTaIlle Pa3BUTHs O0IIECTBA, PACIIHPSIIOLIH-
MHCS MEXKYJIBTYPHBIMH U MEXIIUTEPAaTypHBIMH KOHTaKTaMH MEXIY CTPaHaMH,
a TaKkXke HEeOOXOIMMOCTHIO COBEPILEHCTBOBAHUS NMEPEBOIUECKUX CTpAaTeTHi B
cepe Teopruu XyA0KECTBEHHOTO NTEPEBO/IA.

[TpakTHyeckas 3HAUUMOCTD HCCIIEIOBAHNS 3aKJIFOUAETCSI B BOSMOXKHOCTH HC-
MIOJIb30BaTh MIEPEBOYECKHIE IPUEMBI  TEXHUKH, K KOTOpBIM npuberaer Habo-
KOB, Ha JIEKIIMOHHBIX U MPAKTUYECKHUX 3aHATHAX IO Kypcy. [lepeBon xynoxect-
BEHHOTO TEKCTa SBJISIETCS Ba’KHOM 4acThIO TIOJI'OTOBKY crienuanicra-guosnora,
BBIITyCKHUKA By3a.

Paccka3 HaboxoBa «PoxxnecTBo» — mpon3BeieHIEe TITyOOKO CHMBOIIMIECKOE.
Bynyun reHnem nuTeparypsl M 001aaasi HCKIOUUTENBHBIM IEPEBOTIECKUM Ta-
nantoM, HabokoB cymeln co3[arh pyCCKOSI3BIUHYIO BEPCHIO pacckasa, KoTopas
CEMaHTUYECKH U KOHTEKCTyaJIbHO SKBUBAJIEHTHA OPUTHHAIBHON aHIIIOSA3BIYHOM
Bepcuu. [lucarento-nepeBoqUMKY YIAJlOCh MepeaaTb BCE TOHUAMIINE HIOAH-
CBI CMBIC/Ia ¥ MHTOHAIIMY TIOJJIMHHUKA Ojarogapsi ToMy, 4YTO OH CyMel y4ecTh
0COOCHHOCTH sI3bIKa TIEPEBOAA, CIENU()UKY MEHTAINTETA, KYIbTypHBIE 0COOCH-
HOCTH TIpHHHMMAromel KyasTypsl. Kpome Toro, HabokoB macrepcku BH3yaniu-
3MpOBaJl IOBECTBOBATEILHOE COOBITHE B MPUHUMAIOIIEM CO3HAHUH PELUINEH-
Ta. JIOMKHBIM ypoBeHb KyIBTYpHON aJaNTallMi HCXOIHOTO TEKCTa IMO3BOJIMT
NPUOIH3NTH ONHMCHIBAEMYIO PEATBHOCTh K CO3HAHHMIO YUTATEIsl IPUHUMAIOLIEH
Ky/nbTypbl. HA00KOB HCII0IB30BaJ TEXHUKHU ONUCATENLHOTO MIEPEBO/IA, IEMEHTHI
MIOSICHEHHH, TIPH 3TOM JIaHHBIE JJIEMEHTHl TAPMOHHYHO BIHCBHIBAIOTCS B TEKCT
nepeBoaa. HecMoTpst Ha TO, UTO OpUTrHHATILHOM BEpcUEl pacckasa sIBIseTCs aH-
TJ10A3bIYHasA, KOMMECHTApUU U HeO6XOI[I/IMI)Ie KpaTKHUE€ TEKCTOBLIC I[O6aBJ'[eHI/I$[
NIPEe/ICTaBICHBl MMEHHO B Hell. U 3To He ciydaifHO: COOBITHSI pa3BOpPaYrBarOTCs
B pycckoi ITyOMHKe, INIaBHBIM repoil Tarkke pycckuil. B pacckase 4eTko BbIpa-
JKEH CIIaBSHCKHUI HallMOHAIBHBIN KOJIOPHT. B crity 3TuXx ocoOeHHOCTEH pacckasa
Ha0oxoBy-TIepeBOJUHKY MPHIIIIOCH MPUOETHYTh K HEKOTOPHIM NTEPEBOAYECKUM
TpaHchopManusaM, KOTOPBIE, B COOTBETCTBHU C TEOPETHUECKUMHU YCTaHOBKAMHU
HaboxkoBa, ciyxaT CO3JaHHI0O CEMAaHTHYECKOrO SKBHMBAJCHTA OpUTHHANA (TIPH
BO3MOYKHOM HE3HAYHUTENHHOH (pOpMaIbHON pa3HUIIE TEKCTOBBIX BepcHil). Mox-
HO IIPEATONIOKUTE, 4yTo HaboKoB XoTen 1aTh BO3MOXKHOCTH 3allaJHOMY YUTaTe-
JIIO IIPOYYBCTBOBATh HALMOHAILHO-00YCIIOBIEHHbIE 0COOEHHOCTH XHU3HU B Poc-
cun koHa X VIII B.
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KutioueBble cj10Ba: aBTonepeBo, ciMBoin3M, HabokoB, PoxxaecTBo, TexHU-
Ka mepeBojia.

Summary
A. Hulevich. Symbolism of V. Nabokov’s story “Christmas” implied in self-
translation peculiarities of English and Russian text versions

Thus, the aim of the given research is to reveal deep symbolism of the sto-
ry “Christmas” by V. Nabokov, and to examine self-translation peculiarities of
Nabokov’s story “Christmas” on the material of English and Russian versions
of the story. The comparative analysis of Nabokov’s translation techniques rep-
resented in Russian and English text versions reveals the author’s translation
strategy. At the same time, by examining translation techniques used by Nabokov
in the story “Christmas”, we can disclose deep philosophical background of the
story. The novelty of the research is predetermined by the insufficient study of
Nabokov’s self-translated prose texts. Topicality of the work is preconditioned
by the interest in literary translation techniques in the modern period of wide in-
tercultural contacts and by the demand in new approaches in the field of literary
translation theory. Its practical significance is represented by the fact that Nabo-
kov’s translation techniques are of high value in the line of literary translation
practice applied in the Literary Translation courses represented in the University
curriculum.

Nabokov’s story “Christmas” is highly symbolic. Being a literary and transla-
tion genius, Nabokov brilliantly created Russian version of the story “Christmas”
which is a semantic and contextual equivalent of the original English version.
Nabokov rendered all tiny semantic nuances and intonations. It was successfully
achieved in the process of translation by his abilities to take into account and to
render into another language the peculiarities of the target language, mentality,
and cultural background of the receiving nation. He also possessed unique ca-
pabilities to create the necessary visual image in the consciousness of the recipi-
ent. Sufficient level of cultural adaptation of the course text allowed Nabokov to
create the artistic reality which created special sense of inclusion in the minds
of readers. He uses descriptive and explanatory elements of translation which
penetrate the text tissue in a very natural way. Despite the original version is the
English one and Russian culture served as a receptive element, comments and
additions are presented in English version of the story. Moreover, all actions take
place in Russia, and the main hero is also Russian. Peculiarities of Slavic nation
are represented in the story. It means that Nabokov used the above mentioned
translation transformations used by Nabokov served to make Russian reality
closer to the American reader. We assume that the main aim of Nabokov was to
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involve western reader into national and cultural surroundings of life in the Rus-
sia of the X VIII century.

Key words: self-translation, symbolism, Nabokov, Christmas, translation
technique.
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