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AHHoTanus. B wuccienoBanmm paccMaTpuBaercs, Kak B IIEPBOM aHTJIOA3BIYHOM pacckase
“The Assistant Producer” («AccucteHT pekuccepa») B. HaGokoB ocmbiciser mpoOsieMy pernpe3eHTalun
AaBTOPCKOW MJAEHTHYHOCTH B MHOKYJIBTYPHOW UMTATENbCKOW ayauTopud. C MOMOIIBIO CTPYKTYpHO-CEMHO-
TUYECKOT0 U MHTEPTEKCTYaJIbHOTO aHAJIN3a BBISIBIISIOTCS TPUEMBI, OPraHU3YIOIINE HHTPUTY pacckas3a — pas-
obnaveHue pacckazunka-xyJaokHuka. DoKycHpoBKa pacckazyrKka Ha TPOTECKHBIX ONTHYECKUX M 3BYKOBBIX
sddekrax kuHeMarorpada, Ha HHOCTPaHHOM aKIIEHTE I'epOEB CBHJICTEIBCTBYET O €0 CEHCOPHOH U S3BIKO-
BOI YyBCTBHTENHHOCTH. TpaHCHOPMHUPYIOTCS KIIUIIE MacCOBOW KYJIBTYPhI: TPOCTPAHCTBO TICEBIOIOKYMEH-
TaIbHOTO (PHITbMa pacHIMpsieTcs 3a CUeT aJUTIO3MH Ha «Pa3HMHOBCKUH TEKCT» PYCCKOW JIUTEPATyphl U TIOI3UI0
pycckoro 3apy0exsbs, skdpacrca (OTCHUTKH HA TOJIOTHA HMIIPECCHOHUCTOB M TIOCTUMIIPECCHOHHUCTOB). MH-
PO00OpPa3yOIIyI0 POJIb UTPAFOT 00pa3bl C CEMAHTHUKOW abeppally BOCIPHUATHS M HE MOMIAIOIINECS TOYHOH
BepOaTM3aIiK OILYIICHUS OCSA3aHUs, OOOHSHUS; HEMOTUBUPOBAHHBIC AJTHTEPAIIUH; aJUTIO3UH, TP POBKA
KOTOPBIX BBI30BET Y MHOCTPAHHOTO YUTaTENs 3aTpynHeHue. [locpescTBoM mepuenTUBHEIX 00pa3oB U JH-
TEepaTypHBIX AJITIO3MH, OTCHUIOK K MOJIEMHUKE MUCATEIIEH PYyCCKOro 3apy0ekbs CO3/IAeTCsl CEOKET O KOMMY-
HUKAaTUBHOM ommOKke. B BocnpusTiy paccka3yuka MOIUIbIH MUP KHHeMaTorpada HEeJOCTOBEPHO MepeaacT
OBIT SMUTpAIMH, OJTHAKO MOJYEPKUBACT TPUBUAIBHOCTH 3aMBICIIOB Teposi-nanava. [Ipojomkas mucarenb-
CKyI0 Kapbepy B Amepuke, B. HabokoB pa3zBuBaeT MBICIL O TOM, YTO T€HHAJBHBIH MHUCATENh CIOCOOCH
nepenaTh YHUKaJIbHBIA CEHCOPHBIN, ICTETUYECKUN U SI3BIKOBBIA OMBIT B 00X0J KOMMYHHKAaTUBHBIX Orpa-
HUYEHUH.

KaroueBnle cioBa: B. HabokoB; amepukanckue roabl; “The Assistant Producer”; meprienTuBHas
00pa3HOCTh; MEXKKYJIBTypHasi KOMMYHHKAIIWST; TTHCATEIbCKAsI UICHTHYHOCTD, MHTEPTEKCT.
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Ilepexon Ha aHTMUNCKUHN SI3BbIK, CMEHA YATATENb-
CKOM Cpelbl — KJIFOYEBOW MOTHB TBOPYECKOW OHO-
rpajuu B. HaGokoBa, ompeneisiomumid ero UMUK
MycaTeNsA-KIaccuka ABYX JHUTEparyp. YUeHble MpH-
XOMAT K BBIBOJY, 4YTO B aMEPHKAHCKHE TOJbI
B. HabokoB mpomoimkaer COBEpIICHCTBOBATH CBOIO
XYIAOXKECTBEHHYIO CHUCTEMY: SKCIIEPUMEHTHUPYET C
MPOCTPAHCTBEHHO-BPEMEHHOW CTPYKTYpOH IIPOU3-
Benennit [Heard 2016: 151], comocraBisier Haiuo-
HaJbHBIE ITepaTypHbIe Tpaauuu [Meyer 1988: 4].
Kak ormeuaer O. BopoHuna, quaior ¢ aHTIos3bId-
HOW YMTATEIbCKOW ayquTOpHed TpedyeT OT mucare-
751 GONBIIMX YCHIIMHA TI0 MPEOIOTICHUI0 KOMMYHHKA-
TUBHOTO Oapbepa [Voronina 2017: 46].

B cBere m3yueHns XyJOKECTBEHHBIX HKCIEPH-
MeHToB B. HabokoBa, ero crpareruii KOMMyHHUKAIIUH
C aMEepHKaHCKHM 4YHTaTeleM Hay4Hylo Mpodiemy
MPECTaBIsIET MHTEpIpeTalys MepBOro aHTJION3bIY-
HOTO pacckaza «AccucTeHT pexuccepay (1943).

JlutepaTypoBenbl OAYEPKUBAIOT OCOOBIN CTATYC
pacckasa B TBOPUECTBE IMHCATEINA: ITO €ANHCTBEHHOE
npousBenenne B. HabGokoBa, rie B oCHOBE CrokeTa
JEKUT HCTOPUUECKHH (aKT — apecT IMOMyJISIpHOM
neBunbl  Hapexner IlneBuikoi 3a INIIHOHAX.
B. HabGokoB co3maeT rpoTeCKHBIH 00pa3 MHUpa pyc-
CKMX DMHUTPAHTOB M BIIEPBBIC HA aHTJMICKOM S3BIKE
uccnenyer temy nomuioctd [Quinn 2002: 77-78]:
UCTOpUs pa3obiaueHus TpoiHoro arenrta I omyOko-
Ba ¥ ero xeHbl CIaBCKH MpeACTaBlieHa KaK CIOKET
TPUBHAJIBHOIO IIMHOHCKOTO ¢uibMma. Kak amepu-
KaHCKUH KuHeMmatorpad He crocoOeH mepenaTh pe-
anpHOCTh Tpouutoro [Parker 2022: 184], tak u Mma-
TepuasbHble apTedakTsl namsTu — ¢ororpadus re-
pOWHM, BBIYYpHas MeAalb, OpOIlb, aMETHUCTOBAS
CTaTydTKa — HE CIOCOOHBI 3a(UKCHPOBATH KUBEHIC
BocrioMuHaHus 0 Poccuu. Mup nemieBoit menoapa-
MBIl M TIPOCTPAHCTBO BOCIIOMHHAHMS TIE€PEIAIOTCs
yepe3 1) cOBMeIIeHHE pPEXHUMOB BOCIPUATUSA —
YCIIOBHO-AOCTOBEPHOI'0, OMMPAIOLIErocs Ha BOCIO-
MUHaHUS, H KHHeMaTorpaduyeckoro, 2) «pa3MbiBa-
HUE TPaHUI] MEXKIY NOBECTBOBATECIbHBIMH HWHCTaH-
uusaMm» [Pomanosa 2005: 22].

Lenbs paboThl — paccMOTPETh, KaK B MIEPBOM pac-
cka3e B. HaGokoBa, HanrcaHHOM B AMepHKe, pelia-
ercsi mpobieMa penpe3eHTallud WHIUBHYaTbHOTO
3CTETUYECKOT'0 MW YYBCTBEHHOro ombITa. CoriacHo
Hallel Tumore3e, BOCIIPOU3BOJIS B paccKaze Heo-
CTOBEPHYIO, OTpPaHWYEHHYIO CEHCOPHKY, MucaTelb
MOTYEPKUBAET XYHAOKECTBEHHYIO 3HAYMMOCTh KOM-
MYHUKATHBHOM W TepuentTuBHOW ommoOku. Crpare-
THIO Uajiora MucaTeisl ¢ aMepUKaHCKON YHTaTeNb-
CKOM aynuTopHel XapaKTepu3yeT OpHEHTallus Ha
HE3aBEPIIEHHOCTh, HEMTOJHOTY KOMM YHHUKAITUH.

AKTyalmpHOCTh  WCCIIEZIOBAaHHUA  OMNpeAessieTcs
TaKXe TEM, YTO PaccKas, IJIe COBMEIIAIOTCS UCTOPH-
Yyeckre (QakThl U TOMOCHI MITHOHCKUX (DUITBMOB, CO-
OTBETCTBYET MeauiiHOMy o00pasy HaboxoBa, BbI-
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CTPOCHHOMY WM CaMUM M €ro noToMKamMu B OIIU-
tekcrax [Kapakyu-boponuna 2022]: paccka3 BcTpa-
WBaercss B COBPEMEHHBIM KOHTEKCT «mapaHaboKo-
BeAuecKkux» ouorpaduii nucarens-mmuona (H. Enu-
cees, JI. ['ankoBckwmit).

Hccnenys xomMmyHuKaTuBHbIe cTpareruu B. Ha-
OOKOBa B €ro NIEPBOM paccKasze Ha aHTIIUHCKOM SI3bI-
Ke, Mbl oOpalaeMcsi K CTPYKTypHO-CEMHOTHYEC-
KOMY METOJy: MPEMETOM HCCIICIOBAHUS SBIISIOTCS
neplenTHBHBIE 00pa3bl, OPraHU3YIOINE B paccKase
MPOCTPAHCTBO TCEBIOJOKYMEHTAIBHOrO (GUIIbMa U
XapakTepu3ylolue Kpyro3op pacckazuuka. I[lo-
CPEACTBOM MHTEPTEKCTYaJbHOI'0 aHallN3a paccMart-
pUBaeTcs, Kak B 3CTETUKO-(QUIOCOPCKON cucremMe
B. HaGokoBa ecTeCTBEHHbIE MEXaHU3MBI IEpIICI-
MU y4YacCTBYIOT B IMIPOIECCE XYI0KECTBEHHOTO
BoclpuAThs. JlOKa3pIBaeTcsi, 4TO Ha CEHCOPUKY
paccka3vmKa BIUSET €ro YUTATEeIbCKask U 3PUTEIb-
CKas 1naMsTh.

OCOOCHHOCTBIO YYBCTBEHHOH OOpa3HOCTH B pac-
CKase SBISETCS JIBOMCTBEHHOCTh €€ CEMAaHTHUKH.
C onHOI CTOPOHBI, MEPUENTUBHBIE 00pa3bl MOPOK-
JIeHbl KHHEMaTorpapuuecKuMy KIHIIE, ¢ APYrod —
OHU XapaKTEepPH3YIOT TPOLECC HEMOCPENCTBEHHOTO
HaAOJIO/ICHHs ¥ BOCTIOMUHAHHS. Bocmnpusitue repoes
W paccKa3zuMka CTOJb JK€ HEIOCTOBEPHO, CKOIb M
MeXaHu4eckas ONTHKa KuHemaTorpada.

[IpocTtpancTBO  pacckaza OpPraHU30BaHO 10
MPHHIUITY PEKYPCHUU: BBIMBIIUICHHBIH MHpP (QHIbMa
W 3pUTENBHBINA 3all, yTpaueHHasl pOJIUHA U YCIOBHO
peanbHas Yy>KOMHA COMOCTaBISIIOTCSA C «3EpKallb-
HbIM 3acTeHkoM» [HabokoB 2015: 592] — “a prison
of mirrors” [Nabokov 1943: 71] (3mech W nanee
(parMeHTBl U3 paccKkaza U WX MepeBOJI IIUTUPYIOTCS
0 UCTOYHMKY M nepeBony I'. bapabrapino, ykazaH-
HBIM B CIIMCKE JIUTEpaTyphl). st Toro 4ToObI nepe-
JaTh MPU3PAYHOCTh MUPA PYCCKOW SMUTpPAIIMH, Pac-
CKa34HMK KCIIONb3yeT MATMTPY KOJIOPU30BAHHBIX HYep-
HO-Oenbix  puimbmMoB  1920-x 1T. BocmpouzBomutcst
alIUTUBHAd LBETOBasA MOACIIbL: U3 XPOMATHYCCKUX
I[BETOB YIIOMHUHAIOTCSI KpacHbIil (Oammaku, Oarpo-
BOHOCHI “‘clochard”), 3enmeHbldt (IBEph), OTTEHKH
CHHETO (CHHEee OKHO, JIa3ypHbIC IITAHbI AKKOMITaHH-
aTopa M BONHEI 1Beta “sickly blue” [71] — «u3cuns-
TOLIHBIN 1BeT» [592]), skenThlit (“the honey-colored
haze of a crowded Russian church” [71] — «menoBoe
MapeBo» [594]).

JIBOMCTBEHHOCTh BOCIHPHUATHS TIEPENAETCS Yepe3
CMCHY IMOBECTBOBATCIBLHOTO pEXHUMA: OT UMUTALIUN
BCEBENYIIIETO TOBECTBOBATEISI MPH ONHCAHUHM BOC-
MOMHHAHUM K TOUKE 3pCHUA JTMYHOI'O pacCKa3uuKa,
HAOJIO/IAIONIET0 3a TePOsIMK B HACTOSIIEM BPEMEHH.
9ToT IIPpHUEM HCIIOJB3YCTCA B OKCIIO3UIHNH, TAC KEM-
qy)KUHbI Ha KOKomHHKe ClaBCKH oOpariarTcs B
CHeXMHKH Ha IJIedyax, oOluIarax W ycax 3pHTelleH,
OKUIAIOIINX OTKPHITUSI OMJICTHOW Kacchl BMECTE C
paccka3zunkoM: «B ybopuoii Illansnuna BHcen ee
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¢dororpaduvecknii MOPTPeT: KOKOIIHUK C KeMUyra-
MH, pyKa, MOJNMUPAIOIIas MIEKYy, CBEPKAIOIINE MEXK
MyXJIBIX TYO 3yObl, — B KPYITHBIM, KOPSIBBIM ITOT4EP-
KoM, Hauckoch: “Tebe, Demromia”. 3Be31000pa3HbIC
CHC)XXHHKH, O6Hapy)KI/IBa$I, nepea TeéM Kak IMmoATasAThb
[0 KpasiM, CBOIO CIIOKHYIO CHMMETpHIO...» [585].
CMeHa peKMMa MOBECTBOBAHHS MOAYEPKUBACT, UYTO
BpE€MCHHass MW TMPOCTPAaHCTBCHHAsA AJUCTAHIHA HE
BJIMSICT HA ONTHKY pacCKa3uuka, KOTOPbIA OTYCTIIH-
BO BWJMT M HaJNUCh Ha obopore ¢ororpaduu, u
3pUTENEd B KMHOTEATPE, U MPOCTPAHCTBO JIEUIEBOU
MEJIOIPaMBI.

Ecnu wiimro30pHOCTE 3pUTENBHBIX OLIYIICHHM —
pe3ynabTaT 3a0BEHUS WM KHHEMAaTorpapuuecKkoro
MCKa)XCHUSI, TO HEJIOCTOBEPHOCTh ayIUaIbHOTO BOC-
OpUATHS CBsI3aHA C OCOOCHHOCTSIMH TEIECHOCTH
paccka3dyrKa, €ro HEBOCIIPUUMYNBOCTLIO K ayAHaJIb-
HBIM OIIyIICHUsIM. B yacTHOCTH, MOBTOPSIOTCS 00-
pasbl, UMeroIne (HU3NOTOTHUECKYI0 KOHHOTAIHIO:
“throwing her head back with a throaty laugh” [69]
(((OTKI/IIH)IBaIOHIaSI rojioBy C TIpPYAHBIM CMEXOM»
[587]), “physical splendor of her prodigious voice”
[68] («dpu3ndecKyI0 POCKOIIL ¢ HeOOBIYaitHOrO To-
soca» [585]), “he gave of reaching her vocal climax,
the anatomy of her mouth fully displayed in a last
passionate cry” [71] («B moOciIeaHEM CTPacTHOM
BOIUIC BBICTABIISAS HAIIOKa3 aHATOMHIO CBOETO PTa»
[594]). Onmcanue rojoca Gas3upyercs Ha HaOJIOJIC-
HUSIX 33 YCTPOMCTBOM UYXKOTO Teja MM Ha CyObek-
TUBHOM OIEHKE MCTIOTHUTEIBCKOW MaHephl CIaBCKU
(“Her artistic taste was nowhere, her technique hap-
hazard, her general style atrocious” [71] — «xymoxe-
CTBEHHOI'0 BKyca y Hee He ObLJI0 HUKAKOro, TeXHUKA
pacxisibaHHas, MaHepa HCIIOMHEHHsS Y)Kacaromias)
[593]). KauecTBeHHbIE XapaKTEpUCTUKU 3ByKa TIPe-
CTaBJICHBI 00pa3aMu, MEPEAAIOIIUMH TPOMKUH HIN
BHE3AIHBIM 3BYK, TO €CTh HE TPEOYIOIIHME YYTKOIr'O
Ccllyxa: OHHU JIOTIOJHSIIOT BU3yasbHbIH 00pa3 (“with a
voice of thunder and a head like a cannon ball”
[69] — «Cc TpPOMOIOJOOHBIM T'OJOCOM M C TOJIOBOH,
MOXOXKeH Ha IynIieqHoe sapo» [589]), moguepKuBaroT
KOHTPACT MEXIy THIIMHOW W MY3BIKOH (“‘pat comes a
mighty burst of music” [69] — «MOIIHBIA packaT My-
3pIKU» [587]), aKUEHTUPYIOT MHTEHCHBHOCTH 3BYKa
(“the tremendous sonorities of her voice” [71] —
«B CHJIBHBIX TIEpeNuBax ee romoca» [593]).

Huzime Moaychl nepueniuy npeacTaBieHbl KaK
JOOIIOJITHUTCIBHBIC 11O OTHOUICHHUIO K BU3YyaJIbHBIM U
3BYKOBBIM oOpazam: 3amax (“the honey-colored haze
of a crowded Russian church” [71] — «MenoBoe Ma-
peBo» [594]); ocszatenbHbie omrymieHus (“rough
grayness” [72] — «cepylo mepoxoBaTocTh» [596])
BBOJIITCSL 4epe3 O00O3Ha4YeHHE [BeTa WM (OPMBI
(“outstretched jellycold arms” [72] — «cTyneHHCTO-
xosionHbie pyku» [595]). OOpasbl HU3MIUX MOJTYCOB
MEpIEINY, He NUMEIOIINEe CHHECTETUIECKYIO (BU3Y-
ATBHYIO WM 3BYKOBYIO) CEMAHTHKY, IIPEICTaBICHBI

SIMHUYHO — OJIMH ONb(aKTOPHBIA U YEThIpE Ocs3a-
TeNbHBIX o0Opasa. 3amax curaper (“prune-flavored
Kapstens” [70] — «4epHOCINBOM MaxHYIIKE ““Karcre-
HeI™» [591]) ykaspiBaeT Ha XapaKTepOJIOTHYECKYIO
neraidp — nanupocHuiy (“an old roomy cigarette
case of black leather” [70] — «crapoii mpocTopHo#
MaMUPOCHUIIE YepHON Koxku» [591]), KoTopas mos-
BOJSIET PACCKAa34MKy paclo3HaTh IIIHOHA CPEIn
npyrux 3pureneii. B ¢unane BBoamTCS OCs3aTenb-
HO-BKYCOBOM 00pa3 curaper: “this tangible cigarette
will be very refreshing” [74] («3ta ocs3aemasi namnu-
pocka Oyner oueHb kcratm» [601]) — emuHCTBEHHOE
yKa3aHHEe Ha OIYIICHHWE, HE CBA3aHHOE C MHPOM
¢buibmMa. MecToMMeHHE We YKa3blBaeT Ha KOJUICK-
THUBHBINA OIBIT Nnepucnuumn 1 Ha TO, 4YTO 4Yy>KO€ BOC-
npusitue — ['onyOkoBa, ClaBCKOM, APYrUX 3pUTENCH
— SIBJIICTCS BBIMBICJIOM paccka3zuuka. B ¢unase pac-
cka3za (aHTa3uitHbIe 00pa3bl HAYMHAIOT KHUTh ABTO-
HOMHO OT cBoero cosmatens: “See, the thin dapper
man walking in front of us lights up too” [74] —
«CMOTpHTE, MIYIIUI BIepequ HAc XyIOi, Ierone-
BaTBI My>KUHHA TOXeE 3aKypuBaeT» [601].

B ¢danTasum pacckasunka BBIMBIIUICHHBIA MHP
OKa3bIBAaCTCSl TPABAMBEE, YEM «IOKYMEHTAIbHAs)»
UCTOpHs, KaK 3TO ObUIO MpPENCTaBICHO Yyxe B «Ma-
HICHBKE». quCTBeHHO JOCTOBCPHBIMU SABJIAIOTCA HE
00pa3bl OCHOBHBIX MOJYCOB MEpLENIUU (3peHHe,
ClIyX), a eIBa YJOBHMBIC OIIYIICHUS OOOHSHUS U
OCsI3aHUSs1, KOTOPBIC CII0KHO aPTHKYJIUPOBATh.

XO0Ts paccka3uuK BbIIaeT ceOs 3a CBSIICHHHKA
(“in the days when I was a priest” [73] — «Bo nHH,
KOTJa s emle ObUT CBSIIEHHUKOM» [597]), oH oreHu-
BaeT MOCTYIKH T'€POEB C TOUKU 3PCHHS XYIO0KHUKA
(“I consider that, artistically, he overstressed his ef-
facement” [70] — «q cuMTar, 4TO C XYIAOKECTBCH-
HOM TOUYKM 3peHus oH mepeurpbiBam» [591]). Ilo
CBOCH HAOJIIOAATENbHOCTH PACCKA3YUK OJM30K I10-
oty @Penopy I['onmyHoBy-UepablHLIEBY M3 poMaHa
«Hdap» (1937-1938), KOTOpHIIl CHBIIUT B Kaimie
maccaxupa TpoJuIeidyca «pycCKHe HHTOHAIIU
(cp.: B pacckasze repod MMEHYIOT 3HAKOMOT'O CBSi-
meaHuka @emopom). Kak u repoit «/lapay», pacckas-
YUK YyBCTBUTENCH K CEMaHTHUYECKOH W (hoHeTHUe-
CKOH CTOpOHE sI3bIKa.

OrieHOYHasE TOYKa 3pEHUsI pacCKa3zdyuka Mpei-
CTaBJICHA C MOMOIIBI (POHETHYECKUX CPEICTB BbI-
PasUuTCIbHOCTH. MexaHuCTHYECKU IMOBTOPAIOIINECCA
3BYKH XapaKTepH3ylOT YOHMICTBO Kak OaHalbHOE,
TpUBHANBbHOE jAckcTBO (oHOMaromes: “the condi-
tional ra-ta-ta reflex of machine-gunnery” [68], ai-
JMTepanus, Tepenaron@as 3BYKH BCXJIUIIBIBAHHS:
“sobbing side by side with the wife or widow” [71]).
Wneonorunueckn 00YCIOBICHHOE MHPOBUICHHE Tie-
penaercs uepe3 HMCKaKCHHE CHHTaKCHYECKOi Ba-
JICHTHOCTH: CJIOBa CBSI3aHbI HE MO CMBICITY, a (hoHe-
tHuecku (ammrepanus: “by the fact that scraps of
information about forts and factories” [70]). B mupe
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najjaye M MOIIISKOB CMBICI CJIOB YTpauynBacTcCs,
ocTaercst UX QoHeTHIecKast «000I0UKay.

HemoTHBHpOBaHHBIC AJUTUTEPALIUH HCIIONIB3YOT-
Csl B DIH30/1aX, T BU3YallbHBIN 00pa3 mpeacTaBicH
KaK pacIUIbIBYATBIl — B pe3yJIbTaTe KUHEMaTorpa-
¢udeckoro McKakeHHs (TIOBTOpEHHE 3BOHKUX [g],
(1], [m] u riyxoro [s]: “a gloomy glimpse of ravens,
or crows” [69]) wiu abeppaluu naMsta (IIOBTOpe-
HUE CMBIYHBIX B3pBIBHBIX 3BykoB [d], [p], [g]:
“dapper and daring djighit Golubkov” [68—69]). Xy-
JNOXKHHUK TakXe CIOCOOCH MOHMMATh YYXKYIO Pedb
W pacro3HaBaTh ee¢ (OHETHUYECKHE OCOOEHHOCTH:
“Kapstens,” as he pronounced it” [70] — «“kancte-
HbI” (B ero mpowmsHoiieHun)» [591], “he wanted it
velly velly badly” [70] — B nepeBoae I'. bapabrapio
HCTIONIB3YETCSl CHIDKEHHAs! JIEKCHUKA: «XOTENOCh JI0-
3ape3y» [589]. Paccka3uuk orieHHBaeT COOCTBEHHYIO
U 4yXKYyH0 CIENOTY U INIyXOTY KakK IIPOsIBJICHUE IPO-
TECKHOI'0 YCTPOMCTBA MHpa.

B mpomecce acTeTHYECKOro BOCHIPHUSTHS pac-
CKa3uMK (HUKCUPYET CEMaHTHYECKUE HECOOTBET-
CTBHUSI MEXKIy 3HaKoM U pedepentom. Tak, B co3na-
HUHM 00pa30B MIMHOHOB YYaCTBYIOT HETOYHO Mepe-
BeJCHHbIE pycckue mocinoBuibl (“Russian humor
being a wee bird satisfied with a crumb” [72] —
«PYCCKHIl IOMOp 4YTO THYY)XKa: M KPOIIKOH ChITa
obiBaeT» [595]). BrickaspiBanue “here are only two
things that really exist — one’s death and one’s con-
science” [73] («Bcero nBoe M €CTh — CMEPTh Ja CO-
BecTb» [597]) — peMuHHCLEHIHS K MOCIOBHULE
«CThI Ta XKe cMepTh» u peruinke Auapest bomkoH-
CKoro: « 3Haro B )XKU3HU TOIBKO JBa JIEHCTBUTEIb-
HbIe HECUaCTHs: YIPhI3CHHE COBECTH U OOJIE3HB»
[Toncroit 1938: 110]. BoIMbIlUIeHHas MOCIOBHIIA
MOJUEPKUBAET JCTETUYECKOE 3HAUCHHE COBECTH:
BO3MOXHOCTb XYZOXHHUKAa BHJAETh MHpP C YYyKOU
TOYKH 3PEHHsI, B TOM YHCIIC BUJICTh CAMOro ceOsi CO
CTOpOHBI.

®paszeonornyeckasi OKKa3MOHAJIbHOCTh H UTPa C
MIPOU3HOCUTCIIBHBIMHU HOPpMaMH BBIJIA€T B pacCCKas-
YUKE XYJOKHUKA, OCMBICISIONIETO MOILIOCTh Kak
SI3BIKOBYIO HHEPTHOCTh M PEAYKIHIO CMBICIA.
Tpauchopmarus knuie (cM. moapodHee: [[lomumryk
1997: 811]) sBnsieTcd NPHUHIUIIOM, OPTraHU3YIOIIUM
XY/IO)KECTBEHHOE TPOCTPAHCTBO pAccKasza: COBMe-
maroTcst 00pa3bpl MaccoBOro kuHemarorpada u mpo-
W3BEJICHUH PYCCKOTO U €BPOIEHCKOT0 UCKYCCTBA.

XKecter Cnascku (“her fist at her cheek” [p. 70],
“her kid-gloved hands” [p. 71]) oTchuialoT K HM-
MPECCUMOHUCTCKUM IIOPTpETaM IICBUI M, B YaCTHO-
ctH, K kKaptuae Aupu ae Tymys-Jlotpeka «lleBuia
Ueerr I'mnbpbep B MOMEHT HWCIONHEHHS TECHU
(1894): B KOMIO3UIIMOHHOM LIEHTPE KapTHHBI HAXO-
JOATCA CHCIIJICHHBIC PYKU IIEBHUIILI B UCPHLIX I€pYaT-
kax. B amepukanckux pomanax B. HaGokoBa kap-
TuHBl Tyiny3-JIoTpeka XapakTepus3yrTcs Kak IpH-
Mep PEKIaMHO# MOILIOCTH «THYCHBIX IUIAKATOBY

(«Ana») [Habokxos 2006: 444], kak aTpuOyT HEYIOT-
Horo xwunuia («[Iuuny») [Habokos 2004: 61]. dpy-
rOil JKUBOITUCHBI HCTOYHHK oOpa3a CraBcKu —
noptpersl Oarapa [lera «lleBuma c mepuaTkoiD»
(1878), «Apus codaku» (1876—1877). 11 Ha kaptu-
HaX, U B paccKase B JICTANISIX U300paxkaercs poT Ie-
BuIiibl: “the anatomy of her mouth fully displayed in
a last passionate cry” [71] — «B mociieHeM CTpacT-
HOM BOIIJI€ BBICTABJIAA HAIIOKA3 aHATOMHIO CBOECTO
pTa» [594]. C momompio KUBOMHCHOTO 3K(ppacuca
MPOCTPAHCTBO 3ajla, TJEe COOUPArOTCS CEHTHMEH-
TaJIBHBIC CITyHIaTCIN-OMUTPAHTBI, HAACIACTCA CBOM-
CTBaMH BYJIbrapHOTO KadelianTaHa.

CMBICITOBBIE BO3MOXKHOCTH XOJAYJIBHOTO MEIO-
JpaMaTHYecKOro CIOKETa paclIMpsIOTCS 3a Cuer
oOpalieHus K «pa3sHHOBCKOMY TEKCTY» PYCCKOH JIH-
TepaTypbl. CiaBcka, UCTIONHsIOMAs TecHio «l3-3a
OCTpOBa Ha CTPEKEHb...», COMOCTABIECTCS C TIEp-
cuackor kaspkHoM u3 mukia A. C. Ilymkuaa «Ilec-
Hu o Crenbke Pasmne». M B pacckasze, u B ITUKIIE
3eleHOe JePEBO — TOMOIb H Ty0 — SIBISIOTCS TIPE-
BECTHUKaMHU cMepTH. Adwuiia ¢uibma, Ha KOTOPOH
aKIEHTUPYETCs AeTanb — KpacHble Oammaku (“red-
booted romance” [74]), — OTCBUIaE€T K CTUXOTBOpE-
Huto M. IlBeracpoii «CTeHbka Pa3un»: «B Hebe-To —
sicio, / TemHno — Ha nHe. / KpacHbiit onun / bamma-
4qok Ha kopme» [L[BeraeBa 1994: 345]. B coBerckux
IMPOU3BEACHUAX 110 MOTUBAM HCTOPUU O Pasune no-
sBisieTcsl ONMU3kui pacckazy B. HaGokoBa moTuB
«CMEHBI UJCHTHYHOCTH» (CM., K TIPHUMEpPY, pacckas
A. M. Cobons «KHsbKHa», TIe TepOMHS OKa3bIBaeT-
cs mmnuoHkoi) [Cumonosa 2021: 99].

OOparasch K «pa3MHOBCKOMY TeKcTy», B. Ha-
OOKOB aKTyaJU3UPYyeT MPOOJIEMY MO3THYECKOW HH-
TepIpeTalui HCTOPHYECKOro Marepuana. B wuHo-
KyJIBTYPHOH cpelie Mucatelb Co3/IaeT cOOCTBEHHYIO
Bapuanio oOpasa PasuHa kak aOcypaHOro Tepos-
BHaCTOHIO6Ha, BBIHYXX/JICHHOI'O MCHATH JIMYUHBI.

B o0nacth OMIMHTBaIBHOTO SCTETHYECKOTO DKC-
MepUMEHTa ToNajaeT U coBpeMeHHas B. HaGokoBy
nupuka pycckoro m3rHanud. Kak ormeuator O. Po-
Her u ['. bapaGrapno, oJHUM U3 UCTOUHMKOB 00pa3a
“Green Lady” sBnsercs Haranbs Ilomiaeckasi, aB-
Top «CTHXOB 3emeHor mambl» [3ammcku... 2013].
Jlupuke H. ITonnaBckoil CBOWCTBEHHO THUIMYHOE
JUIs mucatenell pycckoro 3apyoexbs 1920-x TT.
«CONMKEHNE DMHUTPAHTCKOTO MHPOBOCIIPHUSTHS C
KHHEMAaTOrpaUIecCKUMH MOJISIISIMA  PEaibHOCTHY
[Sarupos 2006: 408]: «mpocTuiuch OaHATBHO W
MpocTo / Kak MpOoIIAKTcs B KHHOApaMaxy [[lomnas-
ckas 2017: 7]. OOpa3 «3e/eHOoi AaMbl» U B JMPHUKE
H. INomnaeckoi, u B pacckaze B. HabokoBa cTpout-
Csl TOCPENCTBOM KHHEMATOrpapuuecKux KIHUIIe:
«ObuH TYOBI OeccThiHO sipku» [[lomnackas 2017:
71 — “her rich painted lips” [71], «oOHa)keHHBIE TLIIE-
4y / XOJIoAenu OT B3risjaa ciermoroy» [[lormasckast
2017: 7] — “outstretched jellycold arms” [72].
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XynoKecTBEHHAs pealbHOCTh (MIIbMa HE SBIIS-
ercsi TepMeTUYHON. B mpouecce BocnpusaTHs y4yacr-
BYeT YHTaTeNbCcKasi U 3pUTENbCKasd MaMATh paccKas-
YHKa, MHAUBUIYaTH3UpyIomas (opMyibl MaccoBOTo
HCKYCCTBa U TIpElleICHTHBIE 00pa3bl KIACCHYECKOH
1 COBPEMEHHOM JIUTEPATYPHI.

OcTternyeckas M CEHCOpPHas YyBCTBUTENHHOCTD
HUMEIOT OOIIYI0 TPUPOJY: OHU aleIUTHPYIOT K WH]IHU-
BHIIyaJbHOW TIaMATH HaOmromaresss. ATpuOyIus
3TOr0 ONbITa — IJIaBHAs HMHTpUIa pacckasa. TaiiHa
areHta [‘omyOKkoBa mpezcraBiicHa Kak cekper [lo-
JUIINHENS, TIOCKOJBKY JaKe KepTBa JI0raJbIBaeTcs
0 JIMYHOCTH YOWipl. PackpeiTHe nMYHOCTH pac-
CKa34yMKa, HallpOTHB, — HETPUBUAIbHAA 3aja4ya, Tpe-
Oyrolasi TPOBEPKH TPEX BEPCHiA: PACCKAZUYHMKOM
MOKET BBICTYNAaTh OAWH M3 dMHUTPAHTOB-3PUTEIIEH,
cam ['omyOKOB WM TOAT, OOJNAJAIONINKA CIIOCOOHO-
CTBIO MIEPEHUMATD UYXKYIO TOUKY 3pEHUSI.

[locnennas Bepcust yka3blBaeT Ha HMILJIEMEHTa-
LU0 3HAaUYUMOU 11 HaOokoBa TeMbl JIMHTBUCTHAYE-
CKoro mepexoja. B mepBom pacckaze Ha aHIIMA-
CKOM $I3bIKE TIHCATENh YIOAOOMSIET XyI0KHUKA, TTH-
UIyIIer0 Ha HEPOAHOM fA3BIKE, LIMHOHY, KOTOPBIH
JOJDKEH BHEAPUTHCS B HMHOKYIBTYPHYIO CpeAy U
MoMeHsITh ee. ViMeHHO (opMHUpOBaHUE UIEOTIOTHYE-
CKH BEPHOM TOUKH 3pEHUS Ha COOBITHS SIBIISICTCS
IJIABHOM IIMMOHCKOHM 3amauedl ['omyOkoBa, paborta-
romero Ha npaBuTenbeTBO ['epmannu u CCCP. Pac-
CKa34MK YTOYHSET, 4yTO [ 0lyOKOB SIBIISIETCSI «TpPOWAi-
HbIM areHTOM» (“a triple agent to be exact” [69]),
I7Ie TPETbSd CTOPOHA IpENCTaBieHa TaWMHCTBEHHBIM
TTIAaBHBIM HavyallbHUKOM (“‘arch-boss”), BBIHOCSIIIM
MPUTOBOp Teporo B kamamOypax: “I am afraid, my
friend, you are nott nee-ded any more” [74].

B pycckux nepeBonax peruimka rocrnonusa Ilyn-
neHmeiicrepa orceutaer k Mocudy CranuHy Kak
HACTOPUYECKOMY NpoTOoTUIly: «BOXOCH, IpYyr MO, 4TO
BH HaM Oosiee Hbe HyxHH» (mep. . BbapaOrapio
[HaGokor 2015: 601]), «u3BelIeH ¢ JISTKUM I'Py3UH-
CKUM akKieHToM»: «Bborock, maparoii, BbI HaM 00JIb-
e He noHagoourech» (mep. . Yekanos [HabGoxor
2001: 43]). B nepesone C. Mnpuna obpa3 IlymmeH-
MeiicTepa peayuupyercs: He IepedaHbl aKIeHT U
kanaMOypsl («borock, Apyr Mo, Bl 0OJIbIIIC HAM HE
HykHbI» [HaGokos 2004: 204]). B Takoii unTepmpe-
taiu [ 01yOKOB OIMOOYHO MpencTaeT He TPOH-
HBIM, @ JBOMHBIM areHTOM — CEKPETHBIE CBEAEHUS
oH noowiBaet Tonbko st CCCP u 'epmanuu, Torma
kak Ilynnenmelicrep He NPUHAUIEKUT HU OIHON U3
3THX CTOPOH.

Eme ogno#t aTpuOyTHpyIOIIeH IeTanbio sSBIseT-
csl MaHepa peud «HadanbHuKa»: “slight foreign ac-
cent and special brand of blandness” [74]. Jlerkuii
WHOCTPAaHHBII aKIEHT yKa3bIBaeT Ha BJaJICHUE He-
CKOJIbKUMHU €BPOINENUCKUMH A3bIKaMM, Ka)KIbIi W3
KOTOpBIX He sBisiercss ans Ilynmmenmeiictepa pon-
HBIM. XapaKTepuCTHKa MHTOHAIMM OTCBHIJIAeT K 3a-

MedaHusM KputukoB B. HaOokoBa: «ero CTUIMCTH-
yeckuit xomonok» (I'. AmamoBuy [Knaccuk... 2000:
73]), «xXOJOOHBIA OJIECCK — HE B PYCCKOM JyXe»
(M. Ocoprun [Tam xke: 104]), «pacTBOpsieT AeHCTBU-
TENbHYIO JKU3Hb B HEpeaJbHYIO, MPOH3EHHYIO BeT-
paMu U XOJIOJOM, B MEpPTBBIIl TeaTp MapHOHETOK»
(H. Angpee [tam xe: 189]). WpentuduimpoBath
JUYHOCTh HaYaJIbHUKAa MOXET TOJBKO YUTATENh PyC-
CKOSI3BIUHBIX MPOM3BENCHUN NUcCaTeNs, 3HAKOMBIA C
3CTETUYECKON ITOJIEMUKON PyCCKOM 3MUTPaLIUK.
ITonbITKa onpenenuTs peanpHblil npororun Ilyn-
MeHMeiicrepa CpeAu CYIIeCTBOBABLIMX HCTOPHYE-
CKUX JMYHOCTEH BeIeT K HaMBHO-PEaMCTHYECKOM
WHTEpIIpEeTalii POU3BEIeHUs. B CIIOKHON cyOb-
eKTHONH CTPYKType paccKka3a HWHTETPUPYIOLUIIM
HAYaJIOM BBICTYIAeT HE JIOKyMEHTAJbHBIH (akT, a
(daHTasus XxymokHuka: o0pasy Ilymmenmeiicrepa
COOTBETCTBYET TPOTECKHBIH 00pa3 aBTOpa-mepco-
Haxka. CoBpeMeHHbIE UCCIIEA0BATEIN OTMEYAIOT, YTO
o0pa3 KykiaoBoza ucnojib3yercs B. HaGokoBbeIM st

OCMBICTICHHMSI COOCTBEHHOH TO3THKH [bermoycosa
2021: 213].
Takum oOpa3om, uHTepHperanus 00pa3HOH

CTPYKTYpBHI TiepBoro pacckaza B. HabokoBa Ha aH-
TIIMACKOM SI3bIKE TPeOyeT OT aMepUKAaHCKOTO YHTa-
TeNsl HE TOJNLKO SPYAWIMU WM HaBBIKOB JICHIU(-
POBKH, a co-TBOpUYecKoro ureHus. B ¢unocodceko-
3CTETUYECKON CHCTEeME MHCcaTeNs JIMHTBUCTHYECKas
W TIepIENTHBHAsT YyBCTBUTEIBHOCTh OKa3bIBAIOTCS
SIBJIGHUSIMH OJTHOTO TIOPSAJKA, OHM Y4acTBYIOT B CO-
3IaHUU U PELENIUU BBIMBIIIIIEHHBIX MUPOB.

[IpobGnema BepOanbHOW U BU3yadbHON peHpe3eH-
TallMd BOCHpHUATHS 3HauuMa Juis B. HaGokoa B
CBA3M C TIEPEBOIOM HWHAMBHUIYaTbHOU XyJIOXKe-
CTBEHHOW CHUCTEMBbI Ha aHTJIMUCKUMN s3bIK. [lepuen-
THUBHBIC OIIYIICHMS, YyKa3bIBaIOIIME Ha MEXaHH-
CTUYHOCTh KHHOCHEMKH, B JCHCTBHTEIBHOCTH 00b-
SICHAIOTCS CBOICTBAMH €CTECTBEHHOT'O BOCHPHSITHA
pacckazuuka: a0eppalyisiMd TaMsTH, HEYyBCTBHU-
TENbHOCThIO K 3BYKY, YHTATEIbCKUMU U 3pUTEIb-
CKUMH acCCOIUAIUIMH. MUHUMANINCTHYHOCTD ayIu-
aJbHOTO IMPOCTPAHCTBA paccka3za KOHTPACTHUPYET C
MHOrooOpa3zueM (OHETHYECKHX CPEJCTB BhIpa3u-
TebHOCTU. BHHUMaHuMe mucartenss K 3BYKOBOW CTO-
pOHE aHTIHMICKOTO S3bIKa MOXKET OLIEHWBAThCA KaK
(dbopMa ero TBOPYECKOH ajanTalid B WHOS3BIYHOM
cpexne.

KommynukatuBHas ctpareruss B. HaGokoBa B
Hayaljle ero aMepuKaHCKOW Kapbepbl 3aKII0YaeTcs B
CO3HATEIBLHOM OTKa3e OT 1) peayKiuu coOCTBEHHO-
ro CTHJIA U, B YAaCTHOCTH, MEPUENTHUBHON MO3THUKU
Kak cruieo0Opasymomiero (akropa, 2) amanTaiuu
WHTEPTEKCTYANbHOW M O0Opa3HOM CHUCTEMBI TEKCTa.
HeobxomuMocTh COXpaHEHUs] KOHCTAHT TIHCATENb-
CKOW MIEHTUYHOCTHU («TEHHA») OTIINYAET U HAaOOKOB-
CKUi TepeBomyeckuit meromx B Havane 1940-x rr.:
“A true artist may disappear, but no true artist can
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ever become invisible” [Shvabrin 2019: 203]
(«Hacrosimuit Xy10’)KHUK MOXKET UCUE3HYTh, HO HU
OJIMH HACTOSIIMK XYJOKHHK HE CIIOCOOEH CTaTh
HeBUIUMBIMY»). B peneniiun B. HaGokoBa renwmit
MacCKMpPOBKH — U IIMHOH, U XyJAOKHHUK — B UYXKOH
SI3BIKOBOM cpefie  HEM30EKHO PACKPHIBAET CBOIO
JINYHOCTb.
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Abstract. The article is devoted to the analysis of The Assistant Producer, Vladimir Nabokov’s first
short story in English. The study explores how V. Nabokov interprets the problem of the author’s identity in
foreign readers’ audience. The structural-semiotic and intertextual methods are used in the paper to identify
the narrative techniques organizing the intrigue in the short story: the exposure of the character as a triple
agent and the narrator as an artist. The narrator focuses on the optical and sound effects of cinema as well as
on the foreign accent in other characters’ speech. These peculiarities of the narrator’s perception show his
perceptive and language sensitiveness inherent in an artist. The pseudo-documental cinema world includes
the legends of Stepan Razin, portraits by impressionists and post-impressionists, and emigre literature.
The artistic world is constructed through the images conveying the aberrations of perception, smells and the
senses of touch, which are difficult to verbalize, unmotivated alliterations, allusions that are hard to interpret
for foreign readers. Perceptive images and literary allusions construct the plot about the communicative mis-
take: from the narrator’s point of view, the cinema shows the world of Russian emigre inaccurately, but it
reveals the banality of the intentions of the character-executioner. V. Nabokov assesses incompleteness as a
key characteristic of intercultural communication, motivated by the differences in recipients’ sensorial and
reading experience. V. Nabokov’s strategy is to highlight the inexpressible characteristics of his sensorial
and creative (reading and writing) experience. Communicative mistakes inspire co-creative reading. At the
beginning of his American career, V. Nabokov develops the idea that a genius writer can convey his sensori-
al, aesthetic, and language experience despite the communicative borders.

Key words: V. Nabokov; American years; The Assistant Producer; perceptive imagery; intercultural
communication; writer’s identity; intertext.
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