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Nabokov’s Aesthetic of Mistranslation

Central to Nabokov’s art is the paradoxical coexistence of two apparently
contradictory perspectives on translation and multilingualism. On the one hand
Nabokov is dedicated to absolute literal fidelity in translation, associating the
miscegenation of languages, misinterpretation and mistranslation with the crazy
inversions of a dystopian state (Bend Sinister) and with a Kinbotian disrespect for art
(Pale Fire). On the other hand, however, is his appreciation of the creativity inherent
in such distortions and semantic confusion. His fictional practice thus makes full use
of the productive interaction of different languages: the strange allure of hybrid
tongues, the complexities of multilingual puns, and bizarre accidents of
mistranslation.

Ada, Nabokov’s most multilingual novel, sums up such an ambivalence
towards multilingualism: translation is an important theme in the novel, and Nabokov
here artfully parodies the practice of liberal or “readerly” translation. Ada is also,
however, the apotheosis of Nabokov’s multilingual aesthetic: the clever
mistranslations of Van and Ada are not merely parodies, but reflect the language of
the novel itself.

This paper therefore examines mistranslation in Ada, not only as a theme
within the novel, but as central to its style. My analysis also looks outwards to
Nabokov’s other English novels, and how an aesthetic of mistranslation as found in
Ada can be related to the forms of defamiliarisation produced by Nabokov’s

multilingualism.
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Ha0okoBckasi 3cTeTHKA HEBEPHOT'O NepeBoaa

s TBopuectBa HabokoBa ILIEHTpaJIbHBIM  SBIISIETCS  MapajoKcajbHOE
COCYIIIECTBOBAHUE JIBYX C OYEBHIHOCTHIO MPOTUBOPEUAIIHNX JIPYT APYTY B3IJISIOB HA
nepeBo u MHorosizeiuue. C omHOM cTopoHbl, HaOOKOB pPEBHOCTHO CIEOUT 3a
a0CoMOTHO OyKBaJbHOW JIOCTOBEPHOCTBIO IIEPEBOJA, CBS3bIBasi MEXKbSI3bIKOBYIO
uHTep(EepeHINIo, HeNpaBUIHbIE UWHTEPIPETallud W OLIMOKM B TEPEBOAE C
WHBepCcHsAMH auctonuyeckoro Tonka («Ilog 3HaKOM HE3aKOHHOPOXKACHHBIX») U C
KMHOOTOBCKMM HEyBa)X€HHEM K UCKyccTBY («bnennslii oronsy). C apyroit CTOpoHSI,
onHako, nuereT HaOokoBa K TBOPYECKOMY HEPA3PHIBHO CBS3aH C TOJOOHBIMH
HMCKOKCHUSMU W CEMaHTHYECKOW myTaHuIeil. Takum o0pa3oM, B €ro TBOPYECKOM
MIPAKTHKE B MOJHON MepE MCIOJIb3YETCsl B3aUMOICHCTBUE Pa3HBIX S3BIKOB: CTPAHHOE
obasiHue S3BIKOB-THOPHUIOB, CJI0KHOCTh MHOTOSI3BIKOBBIX KAaTaMOypOB, IPHYY ATUBBIC
OIUOKH B MIEPEBOJIAX.

Camplli MHOTOSI3BIYHBIM W3 poMaHoB HabGokoBa — «Ana» - MOIBOIUT HUTOT
Mo100HON aMOWBaJICHTHOCTH B OTHOIICHUH MHOTOS3bIUMS: TIEPEBOJ] SIBISETCS OJIHOM
U3 BaKHEHUITNX TeM pomaHa, 1 HaboKOB HCKYCHO MapoAUpyeT MPAKTUKY CBOOOTHOTO
«amantupoBaHHOTO» TepeBoga. Kpome Toro, «Ama» - amoeo3 MHOTOS3BIYHON
scTeTuk HaOoKoBa: XHTPOYMHOE OOBITPHIBAHME MEPEBOTUECKUX OMMOOK BaHoM u
AJIO¥ - HE TOJIBKO MAPOJUHU, HO U OTPAXKEHUS A3bIKa CAMOTO POMaHa.

Hacrosmuit noknaa uccneayeT OUIMOKH mepeBoaa B «Ae» HE TOJBKO Kak
OJIHy U3 TEM pOMaHa, HO U KaK LIEHTPaJbHBIA acleKT ero cTuis. Moe uccienoBanue
oOpamaercss ¥ K JPYrHMM aHTJIOS3BIYHBIM pomanaMm HaOokoBa, w si COOMparOCh
MOKa3aTh, KaK JCTETHKa OIIMOOK B TMeEpeBOJ€ B TOM BHUIE, B KOTOPOM OHa
mpelcTaBieHa B «Aze», MOXET ObITh CoOTHeceHa ¢ ¢GopMaMu OCTpaHEHHUS,

o0Opa3oBaHHBIMU MHOTOsI3pIuMEM HabokoBa.



