OemreHast cobaka». B opunumanbHoOM nepeBoje JaHHBIN MEepcoHaX moiyuyun umsa be-
menbii [1éc.

W3 monmoXUTENbHBIX NMEPCOHAXKEHW JAaHHOTO cephalia MOXKHO Ha3BaTh MOMOIII-
Huka rinasHoro repos cepuaina Kit Cloudkicker, uMs koToporo uHoraa KaabKUpyroT B
Bujne Kut ITuu Tyum. Anrmwmiickoe cioBo Cloudkicker B OykBallbHOM mepeBoje,
MIPUMEHSS TOKOMITOHEHTHBIM TEepeBOJ] Ha YpoBHE MOp(eM, MOKHO TEPEBECTH Kak
«TOT, KTO MUHAET Tyun». OHAKO B MEPBLIX TPAHCIANUIX HA POCCUNCKOM TEJICBHUIE-
HUU JIaHHBIN nepcoHax nony4ymi uma Kur Berporon. OnHuM U3 ero yBJieueHU 5B-
nsiercs cepPUHr Mo obnakaM: MPULCTUISACh K CaMOJIETYy WIM JIIOOOMY Jpyromy
TpaHcnopTy, KUt ymeer maputh B BO3/IyX€e Ha CIEUAILHOM JOCKE, T.€., UHA4Ye TOBO-
psl, KTOHATH 1O BETPY». IMEHHO 3T0 X000U €TI0 B OCHOBY €ro MMEHU — BeTporoH.

Kak Mbl BUauMM, NMPOBEACHHBIA aHAIU3 UMEH MEPCOHAXKEHW W3 AHTJIOS3BIYHBIX
MYJIbT(QUIBMOB Pa3HBIX JIET MOKa3bIBAET, YTO MPHUEM KaJbKHUPOBAHUS UCIOJIb3YETCS
JIOCTaTOYHO MUPOKo. JlaHHBIN mpuem naer OoJiee MOITHOE MOHUMAHWE 3HAYCHUS
MMEHHU, €CITH PeUb HJIET O «TOBOPSIIHUX» WIH «3HAYAMBIX» UMEHaX. B aToM ciydae
MIPUMEHEHNE TTPUBBIYHOTO MPHUEMa TPAHCKPHUIIIIUK U TPAHCIHUTEPAIliH, KOTOPHIN Ja-
IIe MCTOJB3YIOT B OHOMACTHUKE, HE aKTyaJbHO, MOCKOJBbKY HE MEPEIacTCsl CKPBITOE
3HaueHue UMeHu. IMEHHO NpuMeHeHre NMprueMa KaalbKUpPOBaHUS B HAaMOOJBIIEH cTe-
NIEHU PACKPBIBAET ITO 3HAUYCHUE.
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The author of a literary text and a translator —
the problem of interaction of two creative personalities

The article deals with the problems of interaction between two creative personalities — the
author of the text and the translator. In order to get a good translation, the translator must became
the co-author of the work.
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B cratbe paccmaTtpuBaeTcst mpoOiemMa B3aMMOJICHCTBHSI IByX TBOPUYECKUX JIMYHOCTEH — aB-
TOpa TEKCTa U MepeBOAUMKA. [[j1s1 TOro 4TOObI MOMYUMIICS XOPOLINI IEPEBO, IEPEBOAUUK JTO0KEH
B HEKOTOPOM CTETEHH CTaTh COABTOPOM MTPOU3BEICHUS.

Knrwuesvie cnoesa. Xy,HO)KGCTBCHHBIﬁ TCKCT, IIEpCBOI, ICPCBOAYHK, JIUYHOCTb, KYJIbTYpAa,
SA3BIK

For all the importance of preserving the national, cultural and temporal specif-
ics of the work in translation, the main requirement is to convey the author's individ-
ual style, the author's aesthetics, manifested both in the ideological and artistic con-
cept itself, and in the choice of means for its implementation. This seemingly obvious
requirement turns out to be quite difficult to fulfill. First of all, it comes into conflict
with the requirement to adapt the text to a foreign-cultural reader, since such adapta-
tion inevitably leads to the replacement of certain expressive means with others ac-
cepted in the literary tradition of the translating language. But the main difficulty lies
in the fact that translation often involves a choice of several options for conveying the
same idea, the same stylistic device used by the author in the original. And making
this choice, the translator, willingly or unwillingly, focuses on himself, on his under-
standing of how it would be better to say it in this case.

In this case, a contradiction arises: on the one hand, in order to carry out a liter-
ary translation, the translator himself must have a literary talent, must own the whole
set of expressive means, i.e., in fact, be a writer. On the other hand, to be a writer,
you need to have your own aesthetic vision of the world, your own style, your own
manner of writing, which may not coincide with the author's. In this case, the transla-
tion process risks turning into a kind of literary editing, in which the author's individ-
uality is erased, the translation becomes a self-portrait of the translator, and all the
writers he translates begin to "speak™ in his voice. A striking example of such a sub-
stitution of the author's aesthetics with the aesthetics of a translator is the translations
of poems by Percy Bysshe Shelley, performed by Konstantin Dmitrievich Balmont,
who translated as he himself would write. The translator clearly lacks "beauty" in the
original, and he decisively adds it, not caring that it conflicts with the author's style.
Where the lute is said in the original, the roar of the enchantress's lute appears in the
translation, where there was a dream, in the translation there is luxurious bliss, etc.
As a result, according to Korney Ivanovich Chukovsky, “not only Shelley's poems
were distorted in his translations by Balmont, he distorted Shelley's very physiogno-
my, he gave his beautiful face the features of his own personality. It turned out a new
face, half-Shelley, half-Balmont - a certain, I would say, Shelmont” [1, p. 22]. Some-
times they say that the translator must abandon his creative individuality or not have
it at all, completely “dissolve” in the original, turn into transparent, almost invisible
glass. However, for all the showiness of this image, it actually does not reflect the es-
sence of literary translation. Complete self-elimination of the translator will inevita-
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bly lead to the fact that the "glass" becomes cloudy and distorts the original image.
Through such glass it will be possible to see only the general outlines of the work, but
it will not be possible to hear the music, feel the aroma, feel the touch. In order for
the glass to really become transparent, translation is needed not just from language to
language, but, as has already been shown, "from culture to culture". In order for the
reader of the translation to see the face of the author, the translator must find not for-
mal, but functional correspondences to each author's technique, and this already re-
quires from him not self-removal, but an active creative position. If the translator is
not a writer, if he does not own artistic speech in all the fullness of its constituent
techniques, then the text written by him will not be artistic, but it means that the read-
er in this case will not see the author's face: the text will become simple faceless. A
full-fledged translation is impossible without the personal (and literary, life) experi-
ence of the translator. Nikolai Mikhailovich Lyubimov writes about this: “Writers-
translators, like original writers, need life experience, they need a tirelessly replen-
ished stock of impressions. The original writer and the writer-translator, who do not
have many-sided life experience, equally suffer from thinness. Live and learn. Learn
from life. Peer with a tenacious and loving gaze into the world around you ... If you
do not see the colors of your native land, you do not feel its smells, you do not hear
and do not distinguish its sounds, you will not recreate a foreign landscape. If you do
not observe how people work, then, translating the corresponding descriptions, you
will certainly make mistakes, because you clearly do not imagine this. If you do not
observe the experiences of living people, it will be difficult for you to give a psycho-
logical analysis. You will fog up where it is not in the original. You will put a dull
glass between the author and the reader” [1, p. 55-56].

Emphasizing the need for a creative approach on the part of the translator, it is
sometimes said that the translator should become a co-author of the writer. However,
does a writer need a co-author? Where is the line up to which co-authorship is beneficial
to the author, and after which it “trims" the author's personality to that of the translator?

The collision of two creative personalities — the author and the translator - is ei-
ther cooperation or conflict. In order for it to become cooperation, the translator must
not only deeply delve into the author's aesthetics, his way of thinking and the way of
expressing them, he must get used to them, make them his own for a while. To do this,
it is not enough to carefully analyze the translated work. It is necessary to read as much
as possible of what was written by this writer, to get acquainted with his biography,
with literary criticism, with what the author himself said or wrote about his works. A
full-fledged translation requires a deep knowledge of the entire work of the author and
all the circumstances of creating the translated work. It is known, for example, that
Mikhail Leonidovich Lozinsky, before translating, studied not only the work and lan-
guage of the author, his individual system of versification, etc., but even topography,
getting acquainted with the location of streets, houses, with history those places that
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are somehow connected with the translated work. Only with this approach, the transla-
tor will be able to transform into this writer for a while and "speak” in his voice. At the
same time, he uses his creative potential, his ability to create a literary text in the trans-
lating language, but, having completely switched to the author's aesthetic system, tuned
in to his style, he becomes the “authorized representative” of the original creator [2].

The ability to get used to the worldview of a writer-representative of another
culture can appear in a translator in two cases. First, if he, having mastered all the va-
riety of expressive means of the translating language, is still not a fully independent
artist-creator, i.e. the translator does not have his own creative manner of writing, and
therefore he has a high degree of adaptability. Secondly, if he translates a writer who
Is close to him in his outlook and creative method. The translation of authors who are
foreign to the translator leads either to an involuntary desire to correct, edit, as is
done in Balmont's translations, or to emphasize all those features of the author's style
with which the translator does not agree. Remembering that this contradicts his own
style, the translator pays special attention to the unusual features of artistic writing in
the original, thereby unwittingly (and sometimes deliberately) exaggerating them in
translation. This translation is called polemical.

Thus, the reconstruction of the image of the author in all his individuality in the
translation is possible only if the translator is a creative person with rich personal ex-
perience and a high degree of adaptability and if he creates his translation on the basis
of the deepest penetration into the system of worldviews, ethical, aesthetic views and
artistic method of the author.

References

1. Yykogckuii K. U. Beicokoe nckyccrBo. M.: Cos. nucarens, C. 212.
2. The Cambridge Encyclopedia of the English Language. Cambridge University
Press, 2003. 605 p.

VK 811.11-112
O. I'. Ckuoan (Cesacmonons, Poccus)

CesacmononbcKkuil 20Cy0apCmeenHblli YHugepcumem

K Bonpocy o nepeaave 3MOTHBHOCTH MPHU XY/A0:KeCTBEHHOM TepeBojie
(Ha MaTepuaJie HMKJIA UCTOPUKO-TIPUKII0YEHYECKNX POMAHOB
Y. Cmura «Ballantyne»)

B crarne MMpEaACTaBJICH (i)pal"MeHT COIIOCTABUTCIBHOI'0 MEPEBOJYECKOI0 aHalin3a aHTJI0-
A3BIYHOTO XYHOKCCTBCHHOI'0 TCKCTA M3 MUKJIIA UCTOPUKO-NIPHUKITHOUCHYCCKUX POMAHOB V. Cmura

72



