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Cagesmnii SIxoBneBuu Cenneposuu / Savely Senderovich
Enena Muxaiinosua IlIBapu / Elena Shvarts (moxmaguuk / presenter)
Ha0oxosckas mapana moxouiag / Nabokov’s Charade Chocolate

Cpenu peKyppeHTHBIX MOTHBOB B TBOpuecTBe HaboKkoBa BBIAETSAIOTCS B 0CO0YIO KaTeropuio mapajisl. B
JIOKJIaJIe PacCMaTpUBACTCA MOTUB wl0KOIa0a B 00eUxX ero popmax: B BUJE MPOCTOro JEKCHYECKOro MOTHBA U B
BHUJIC CJIOKHOTO 00pa30BaHus, ABYA3bIUHON mapaabl. KiroueBbIM TEKCTOM JUIs mapazbl sBisiercs «OTuasHue.
B npyrux TekcTtax HOSBISIOTCS COCTaBHBIE YAaCTH LIapajibl, KOTOPBIE MOJHO OCMBICIMBAIOTCS JHIIL Ha (OHE
nojHOM mapazasl. [IpociexuBaercss CMBICIOBOE IBI)KEHHE MOTHBA OT TEKCTa K TEKCTY W TaKUM 00pa3oMm
YCTaHaBJIMBAETCSI CIIEKTP €ro 3HAUEHH, COCTaBIIAIOLINI O/IHY U3 YHUBEpCAINi HAOOKOBCKOIO KOpITyca.

Among recurrent motives in Nabokov’s oeuvre, charades comprise a distinct category. We offer a
survey of the motif in its both forms: as a plain lexical motif and as a compound formation, a bilingual charade.
The novelette Despair serves as a key text for the deciphering of the charade. Constituent parts of the charade
appear in other texts; their semantic import can be fully appreciated against the background of the full charade.
Semantic shifts of the motif are followed from text to text so that its full semantic range becomes delineated.
Thus, the paper presents a description of one of universalia of Nabokov’s world.



Caduna Merturep / Sabine Metzger,
«3araaku MEUMHKPHUM» U IPUPOJA KAK BbICIIEe HCKYCCTBO: Heocsizaemasi npupoaa HaGokosa /
“The Mysteries of Mimicry” and Nature as Supreme Art: Nabokov’s Intangible Nature

Ha6okoB nmonumain (eHOMEH MUMHUKPUN KaK Hadallo, 00bEIUHSIONIeEe MPUPOAY M UCKYCCTBO; IPUPOJIA
st HabokoBa — BENMKWN XYTOXKHHK, U B 9TOM €ro TPAaKTOBKa CO3BYyYHAa KOHIICMIHUSM 3€HOHA, ABIyCTHHA,
Mapcunno ®uuuno u Ilmunus Crapmero. Opnako corinacHo HaOokoBy, mpupoma — He TOJBKO TEKCT,
HYXIAIOMHUICS B AemH(ppPOBKE, HO TEKCT ICTETUYCCKHIA: MPUPOJIA €CTh «OTKPOBEHUE KPACOTHI», K KOTOPOMY
MOJKHO TPUOOIIUTHCS JIUIIH B 3CTETHYECKOM OIIBITE.

“The mysteries of mimicry had a special attraction to me”, [1] Nabokov writes, and it has been noted by
several critics that for Nabokov, mimicry establishes a link between nature and art, between the natural and the
artificial, in a way that, as Vladimir Alexandrov observes, nature and artifice come to be “synonyms for each
other”. [2] However, the interchangeability of these terms does not only prove to be a “key of Nabokov’s art”;
[3] above all it informs, as this paper will argue, his understanding of nature.

Nabokov’s elaborations on mimicry characterize nature as supreme artist — resonant of concepts like
Zeno’s pur technikon or the ars divina evoked by Augustine, Eriugena, and Marsilio Ficino — but also as playful,
capricious, and unpredictable, like Pliny the Elder’s nature as lascivia. Although understood as essentially
artistic, Nabokov’s notion of nature cannot be identified as Romantic. Whereas the Romantics conceived of
nature as a hieroglyphic text to be deciphered, Nabokov’s understanding of nature as supreme art implies an
aestheticization of nature: Nature becomes a “revelation of beauty”, [4] disclosing itself in aesthetic experience.
As will be shown, Nabokov’s reflections on aesthetic nature also mean an inquiry into the nature of the
aesthetic, highlighting its fundamental intangibility. Aesthetic and thus intangible, nature as supreme art keeps
its “mysteries” and thus maintains nature’s essential inaccessibility, as Heraclitus’ aphorism suggests: “nature
likes to conceal herself,” phusis kruptesthai philei. [5]

[1] Vladimir Nabokov. Speak, Memory: An Autobiography Revisited. London: Penguin, 2000, p. 98

[2] Vladimir E. Alexandrov. Nabokov’s Otherworld. Princeton: Princeton U P, 1991, p. 17

[3] ibid., p. 18

[4] Vladimir Nabokov. “Father’s Butterflies.” [in:] Brian Boyd and Robert Michael Pyle (eds.). Nabokov’s Butterflies. Unpublished
and Uncollected Writings. Boston: Beacon Press, 2000, p. 206

[5] Hermann Diels. Fragmente der VVorsokratiker. Berlin, 1903, fragment B123



Meran Buxc / Meghan Vicks
Yro Takoe peajqbHOCTh B «McTHHOM xku3HU CedacThsina Haiita»? /
Deciphering Reality in The Real Life of Sebastian Knight

Ecnu ydecTs HaOOKOBCKHE BBICKA3bIBAHHS O «PeabHOCTHY, 3ariaBue «VcruaHol xu3Hu CebacThsiHa
Haiitay BoI3biBaeT Henoymenue. 6o peanbHOCTh, 10 HabokoBY, oOpeTaeT CMBICT TOJIBKO MOMAB B KaBBIYKH.
JlaHHOE K€ 3arjaBHe Ipe/ularaeT peajlbHOCTh 0e3 HUX. TeMm camblM, Ha3BaHHE Cpa3y HpeAroyaraet IBa
BO3MOXXHBIX MpouteHusi: (1) nctunnas xu3np Cebacthsina HaiiTa 3aBejoM0 HenepenaBaema, 4ToObl HE CKa3aTh
MOTIPOCTY HE CyIIeCTBYeT; U (2) uctuaHas xu3Hb CebacThsiHa HaiiTa 1 ecTh colep:kaHue poMaHa — CBEICHUS
U3 BTOPBIX PYK, OTPBIBKM M3 HamucaHHOTro (CebacTbsHOM, KPUTHUYECKUN pa3dop ryIMeHOBCKOIl Ouorpaduu,
BocriomuHanus B. u npounx. Bee 3To ykas3piBaeT Ha TO, UTO €IMHCTBEHHAs] UCTHUHHAS >KU3Hb — JIUIb Ta, 4YTO,
KOTOpO#1 00JIbIIIE HET, @ BMECTO KOTOPOM OCTasICs JIUIIb [epecKas, OTpakeHuUe.

B nmanHoif pabore cuHTEe3upyroTcs 00a 3TH mpoureHus. Wma uctuHHyro xu3Hb CebacThsiHa Haiira,
POMaH SICHO JIaeT MOHSATh, YTO HUKAKOHW pealibHOM KM3HU He cylecTByeT. OHaKO OTCYTCTBYIOIIAsl PEaTbHOCTb,
MMEHHOB CUJTy OTCYTCTBUS MOPOXKIAACT MHOXKECTBO OTPAXEHUW W MHTEPIPETALUd, KOTOPbIE MPUHUMAIOT Ha
ceOs (yHKIIUU peallbHOCTH - UJes, BOIUIONICHHAs B cebacThsiHOBOM mopTpere paboTsl Pos Kapcyenna (Roy
Carswell). A 3HauuT, «peaybHas )KU3HB» — 3TO MHOYKECTBO OTPAKEHHIA, IIPH TOM YTO CaMOTr0 O0TOOpakaeMoro
HE cyllecTByeT. PoMaH u3jaraeT MCTOPHUIO 3TOTO «HHUYTO»: MpeJyiarasi ajulerOpUI0 TBOPUECKOrO MOTEHIMAa
ATON KaTEropyuu, KOHCTPYUPYIOIIEH CIOBECHBIA MUP — «PEATIBHOCTH).

Given Nabokov’s well-known statements on “reality,” the title of The Real Life of Sebastian Knight
poses a riddle. For what is real, according to Nabokov, only means something when accompanied by quotation
marks, and this title delivers the real stripped of such marks. The title therefore suggests two preliminary
readings: (1) that the real life of Sebastian Knight is inherently impossible to tell, if not entirely nonexistent; or
(2) that the real life of Sebastian Knight is in fact what comprises the novel — secondhand accounts, excerpts
from Sebastian’s writings, critical readings of Mr. Goodman’s biography, V’s and others’ memories — which
indicates that the only real life that exists is always once-removed: a retelling, or a reflection.

This paper argues that the novel affirms both of these readings. In its attempt to capture the real life of
Sebastian Knight, the novel demonstrates that the real life is nonexistent, a nothing, and so it follows that
reflections, approximations, and interpretations make up what is considered to be and what therefore function as
the real life — an idea that is embodied in Roy Carswell’s portrait of Sebastian. Hence, real life is a multitude of
reflections, and what is reflected is nothing. The novel tells the story of nothing: an allegory of nothing’s
creative powers that produce the storied world — “reality”.



JIuza Mpo3zoscku-1loy / Liza Mrosovsky-Shaw
Tarbsna OunerosHa [lonomapesa / Tatiana Ponomareva (nokaaguuk / presenter)
ITo cienam /lapBuHa: HekoTOpbIe OMorpadpuueckne kKommMeHTapuu k pomany «llogBur» /
Following Darwin's Footsteps: Some Biographical Commentaries on Glory

Ha sx3emmsipe «lloasura», nogapennom HabokoBbiM B 1971 romy cBoemy Apyry, €CTh AapCTBEHHAs
Hajanuck: «For Peter Mrosovsky A bit of which forms an ingredient in Darwiny [«IIetpy Mpo3oBckomy, 4acThb
KOTOPOTO cTaja OJHUM U3 UHIpeIneHTOB JlapBuHay|.

[lerp BnamumupoBuu Mpo3osckuii (Peter Mrosovsky) Owsu1  npyrom Briamumupa Habokosa
no KsmOpuKy U ero MHOTOJIETHUM KOppeclioHAeHToM. B anrnuiickoii Bepcuu aBroouorpadguu HabokoBa on
o0o3HayeH naunmazamMu P.M.

B 2014 rony nucbma HabokoBa k MpO30BCKOMY M KHHUTH M3 €T0 KOJUICKIIMM OBLIU MOAAPEHBI MY3€H0
ero noyeprio JImzoit MposzoBcku-llloy. IlomMmumo HCKIIOUUTENHHON OuOrpaduiyeckoili U MeMOpUATbHOM
LEHHOCTH, ATH MaTepHallbl MPEICTABISIIOT OTPOMHBIM HMHTEpeC IS W3Y4YEeHHUsS HCTOPUU CO3[aHHUs poMaHa
«[TonBury.

OcHoBBIBasiICh Ha MaTepUaIax CeMeHOro apxupa Mpo30BCKHX U BOCIIOMUHAHUSX €T0 JOYEPHU, MbI ITOMBITAEMCS
BBIJICINTh TOT «HUHTpeAueHT» JlapBHHA, KOTOpBIN, IO CJIOBaM aBTOpa, OBUT CBSI3aH C JUYHOCTHIO U
oOcTositenscTBaMu xku3HH [lerpa Mpo3oBckoro.

On a copy of Glory given by Nabokov to his friend in 1971 the inscription reads: «For Peter Mrosovsky
A bit of which forms an ingredient in Darwiny.

Peter Mrosovsky was Nabokov's friend of his Cambridge years and one of his lifelong correspondents.
In Speak, Memory he is mentioned under his initials P.M. In 2014 Nabokov’s letters to Peter Mrosovsky and
books from his collection were donated to the museum by Mrosovsky’s daughter Lisa Mrosovsky-
Shaw. Besides having an immense biographical and memorial value these materials are a fresh source for the
study of the creation of Glory. Using materials from the Mrosovsky family archive we will try to identify the
“ingredient” that, according to the author, was related to Peter Mrosovsky’s personality and life story.



Muxauna BuranveBuu Edpumon / Mikhail Efimov
O xopoBoM neHuM U 3aBeTax cuMBoJu3Ma. Kommentapuii k pacckasy «O0sako, 03epo, OamHs» /
Of Choral Singing and Symbolist Legacy: A Commentary to the Story “Cloud, Castle, Lake”

COBpEeMEHHBIMU UCCIIEIOBATESIMUA BBISIBIEHBI MHOTOUYMCIICHHBIE U PEJIEBAHTHBIE MOATEKCTHI pacckasa
«O6nako, o3epo, OammHs» (1937). B nmomomHeHMe K HUM B JOKJIaJ€ pPacCMaTPUBACTCS BO3MOXKHBIN
MOJIEMUYECKUH MOATEKCT: oOparieHrne HabokoBa K MPUHIIMITHAIBHBIM TOJOXKEHHUSIM PYCCKOTO CHMBOJIH3MA (B
nepByro ouepenb — Bsu. MBaHoBa) 0 coOOpHOM [I€HCTBE M «XOPOBOM €IUHCTBE», COOTHECEHUE COLUATbHO-
nonutnueckux peanuit I'epmanun 1930-x rr. ¢ teopusimu Bsu. BanoBa. J[opeBONIIOIIMOHHBIE TMOJIOKEHUS
Bsiu. BaHOBa MOTIM OKa3aThCs aKTyaau3HpOBaHHBIMU I HabokoBa B CBsI3M ¢ oTMmedaBmmmcs B 1936 .
cemuaecstuiaeTueM MBanona.

The modern scholars has identified numerous and relevant subtexts of Nabokov’s short story “Cloud,
Castle, Lake” (1937). In addition to them, my paper will focus on the possible polemical subtext, Nabokov’s
treatment of some principal theses of Russian Symbolism (of Vyacheslav Ivanov primarily) on “the council
action” and “choral unity”, correlating the socio-political reality of Germany of the 1930s with Ivanov’s
theories. The pre-revolutionary theses of Ivanov could be actualized for Nabokov by the 70" anniversary of
Vyacheslav Ivanov celebrated in 1936.



ApTyp AnekcanapoBud CkurHeBckmii / Artur Skitnevsky
O no3e Jloroca B Tearpe «Jloamutb» (IlodTHKa nepdpomanca) /
On the Logos Posture in Lolita's Theater (The Poetics of Performance)

Tekcr «JlomuTb» HMeET NpU3HAKU JpaMbl, KOTOpbIE, OJHAKO, HYXHO paccMaTpuBaThb Kak
cucTeMo00pa3yrolne CpeICTBA OITUKU — CPEACTBA ero KOAU(PUKALIUU.

B3aumoneiictBue uutatens ¢ TEKCTOM «JIOMUTB» NPOUCXOAUT B HEKOEM MJICAIbHOM, HIPOBOM
MPOCTPAHCTBE — CAMOPA3BUBAIOIIEICS BU3YAIbHOM CTPYKTYpE, YTO JeNIaeT ero OJIM3KUM K TeaTpy.

Ecnu Ttearp sBnser 0o0pa3 yHHMBEPCAIBHOIO MPOCTPAHCTBA, TJ€ HEOOXOMUMBIH M JIOCTATOYHBIN
MIPUOPUTET — UIPAOMIMN akTep, B «JlognTe» OTKpBITUE TAKOTO IPOCTPAHCTBA BO3MOXKHO TOJBKO IIPH
OCMBICIIEHNHU NIepBUYHOCTH Jloroca, 3pMMOCTH ONMCAaHUH, IEKCUYECKUX €UHUILL U JaKe JIUTEP.

OxmuBanue tekcta «JlomuTel» mo 3ambicy HabGokoBa MpPOMCXOMUT HENOCPEACTBEHHO NpPU YTCHHH,
MUHYsl T€aTpajlbHYI0 IIOCTaHOBKY. Mrparomiero Ha cleHe akTepa 3aMEHSIIOT CIELMAIbHbIE CPEICTBA-CTaTUCTBI
(c ux mo3amMu, KecTaMu, aTpuOyTamu), 00pa3yrOIIUe )KUBbIE KOMITO3UIUH.

B stom cMmbiciie Jloroc CTaHOBUTCS 3HAKOM HEKOEr0 YHHUBEPCAJIBHOIO OOpallleHus ¢ UIpod, HEKOEro
YHHUBEpPCAJIBLHOTO OOpalieHus ¢ co0oil.

HabokoB ocTaBisieT OTKPBITHIM BOIPOC O CBOOOJE W ISl YHTATEINsl — PeKUCCcepa-eAMHOMBIIIICHHHUKA,
OUYTHBILErOCsS B €ro KOCMOJOTHH, — CBOOOJiE, OCHOBAaHHOW Ha EJAMHOW CTPAaTEerHH CTPOUTENHCTBA U
pacweruienus Jloroca.

DT0 — mpolecc BHIPAOOTKU U PACKPBITHS HOBBIX CPENICTB MO3THUKH, B YUCIIE KOTOPHIX NepdoMaHc yxe
caMm 110 ce0e CTaHOBSTCA Xy0’KECTBEHHOM YaCTHOCTBIO.

B tearpe «JIonuTh» KIHOYEBBIM CTAHOBUTCA CLIEHA BOCKPEUICHUS B 3arJIaBHOM TepOMHE poMaHa IepBOi
puBbepckoit moOBu ['ymOGepra — AnnabGemnsl. [lpm sToM JlonmTa BCero M YacTh KOMIIO3WIIUH: €€
CUMBOJIMYECKHE TMO3bI, KaK B MeppoMaHce, ONpEeeNsIioTcs B CTaTUKE (B JaHHOM cliyyae ¢ IMOMOINBIO May3 B
YTEHUH) U U300paxaroT tutepbl «L», «I», uTo sBisiercs ayutro3ueit cruxorBopenue Jarapa [1o «Annabel Leey.

In the "preface" to the Confessions of a light-skinned Widower whom everyone respects Dr. of
Philosophy John Ray, came into the game with the reader, mysteriously hints at the first (!) her name main
character, which "is too closely interwound with the inmost fiber of the book to allow one to alter it"

Take the challenge of Ray perhaps only read the novel to finish, including the afterword to his american
edition (in him Nabokov removes the mask of Ray), and began to read it again from "preface", remembering
that it was written by the writer-slavic, for which obviously primacy of glagolitic among Slavonic alphabet. One
of the synonyms of the glagolitic — "glagolita" (from dictionary Vladimir Dal) becomes of Nabokov a proper
noun.

Interaction of the reader with the text of the novel happens in some ideal, play space - self-developing
visual structure, which makes it close to the theater. However reviving Glagolity the author's intention at
reading occurs immediately, bypassing a theatrical production.

Main heroine of the novel - the medium of Logos: her posture, gestures, facial expressions and even
articulation graphically (with the defined pauses in text of which is born cosmology of Nabokov) express the
letters of glagolitic alphabet. These letters in Nabokov's system mirrors have a semantic factors - basic semantic
units (letters and their numerical values) for the organization of a special kind of games that Donald Barton
Johnson calls "verbal circuses."To those, in particular, include tic-tac-toe, roman numerology, palindromes, and
their combinations.



SIna BceBosionoBHa IMorpeonas / Yana Pogrebnaya
O Xy10KeCTBEHHO-CMBbICJI0BOH (PYHKIIMU PEMUHUCHEHIIUI U3 KeJbTCKOr0 apXan4iecKoro 3moca
B pomane B.B. HaGokoBa «Jlonuray /
On the Artistic-Semantic Function of the Echoes of Ancient Celtic Epic in Vladimir Nabokov's Lolita

Jns Tuna XxypokecTBeHHoro co3Hanus B.B. HaGokoBa akrTyanbHa anesumsinus K 000MM criocobam
COTBOpeHHsT Heomu(]a B HOBOW XYHOXKECTBEHHOW peanbHOCTH: HaOokoB oOpamaercs Kak K
aHAJIOTM3UPYIOIEMY IMyTH, TO €CTh YCTAHABJIMBAIOIIEMY OOpa3Hble aHAJIOTMU C HEKOTOPHIM (HEKOTOPBIMH)
apxanyeckuMm mpoTtorekcToM («Jlomurtay), Tak W K MeradopusMpyrouleMy IIyTH, HalpaBICHHOMY Ha
COTBOpEHHE HEOMH(]a 10 OOLIMM 3aKOHAM apXaudecKoro MH(OIOrMYeCKOro MbIIUIEHUS 03 OpUEeHTaluu Ha
Kakoi-nmbo apxaumdeckuii mpororekcT («IloxBury, «Pale Fire»). Heobxoaumo 0co00 moa4epkHyTh TOT (akxT,
YTO HEOMHU(OJOTU3M BBICTYNAET OJHOBPEMEHHO U CHOCOOOM COTBOPEHHs HOBOI'O XYJOXKECTBEHHOIO MHpa U
MHCTPYMEHTOM €ro HuAeHTU(UKAMK H packoaupoBaHus. Heomudonornsm «JIomuTe» BBICTYNaeT Kak ee
OHTOJIOTHYECKOE KayeCTBO, KAaK CIIOCOO0 COTBOPEHHUs M OBITUS PEalbHOCTH KHUIH, OIPEJCIIEHHON B HEl Kak
obmacte OeccmepTrs. MudoaornuecKkue KauecTBa HaAOOKOBCKOH KHHTH OOYCIIOBJIEHBI HE TOJBKO HaIHMYHEM
HEKOTOPBIX apXaudeCcKUX HPOTOTEKCTOB (KeIbTCKUX car, neceH «Crapiiell Daibl»), HHTEPTEKCTYaIbHO
MPUCYTCTBYIONMX WM TPACHPOPMHUPOBAHHBIX B PEATHbHOCTh KHHUTH, XOTS PEMHHHUCICHINU M3 apXandeCKUX
HCTOYHUKOB, IPSMO 3asiBJICHHBIEC B TeKcTe «JIomuTh» (onucanue BHemHOCTH ['ymOepTa n xapakTepucTHKa ero
MPOMCXOXKICHUS, CTaThsi ['yMOepTa o CyHmIHOCTH BpeMeHH B kypHaiie «Cantrip» mox HasBanuem «Mumup u
Mmuemo3uHay, 6enble cTUXH- NpUroBop KymibTu ¢ akTyanu3anueil TOTEeMHBIX )KUBOTHBIX (KabaHa), TOpoA MOoJ
Ha3zBaHUeM OIb(UHCTOH, B KOTOpoM ['ymOepr Tepsier JlonuTty, CONSpHBIE CHMBOJIBI, COMPOBOXKIAOIIHNE
Jlonauty) urparoT BaXHYIO poJib I CaMOUJCHTU(UKAUK U UACHTHQHUKauuu nepcoHaxa. [lonnepxaHHble
STUMH PEMHUHHUCICHIMSAMH MH(OIOTHYHBI Te MeTaMop(o3bl MPOCTPAHCTBA M BPEMEHH, KOTOPHIE OOpeTas
CTaTyC CYHUIHOCTHBIX XapaKTEPUCTUK Ul Ha3BaHHBIX [1aPaMETPOB, BOILIOLIAIOT KOCMOC KHUTH.

For the type of artistic consciousness VV Nabokov urgent appeal to both methods of creation neomyth
in new artistic reality: Nabokov refers to as analogi way that is shaped similar to laying down some archaic
prototext ("Lolita") and to metafor way, aiming at the creation of neomyth on general laws archaic mythological
thinking without targeting any archaic prototext («Glory», «Pale Fire»). It should be stressed that
neomythologizm appears simultaneously process of creating a new artistic world and tool identification and
decoding. Neomifologizm «Lolita» acts as its ontological quality as a way of creation and existence of reality
book defined it as an area of immortality.



Bepa BopucoBua IMoaumryk / Vera Polishchuk
IIo caexam «Jloamthi». OT «Kosuieknuonepa» k «Ilapgpromepy» (amosiornsi MaHbsika) /
In Lolita’s Footsteps: From The Collector to Perfume (A Maniac’s Apology)

Brnusinue, xotopoe okazanu mpousBeneHusi B.B. HabokoBa Ha mocienyronmx aBTOpoB, HEOJHOKPATHO
00CYXKIaJIOCh ¥ aHAJIM3UPOBAIIOCH. Pa3inuuHble aBTOPHI BIUTHIBAIN €r0 METaQU3UYECKYIO CHCTEMY, BIPSIMYIO
LUTUPOBAIM OTHEJIbHbIE MPOU3BEICHUS WIM BIUIETAIM B CBOM TEKCTbl KaKME-TO OTYETJIMBBIE AJLIFO3HU.
HaunbGonee BocTpeOoBaHHBIM 00BEKTOM OBLIT M OcTaeTcss pomad «Jlomuray.

OpHMM U3 EPBBIX, KTO BOCIIONIb30BaJICA “JIOTUTON» Kak CBOEro poJia IUTEPATypHbIM TPAMIUIMHOM JIs
cobcTBeHHOTO TIpom3BeneHus, ctan Jxon daymns ¢ ero pomanom «Komekimonep» (1963). dayn3 noctaTrodHO
NpSMOJIMHEHHO TepeHec B TEKCT pOMaHa HEKOTOphIE MOTHBBI, 00pa3bl M T.A., BO MHOIOM, JyMaercs,
nosieMusupyst ¢ HabGokoBbIm.

B nocnenytomme roasl «JIomuTa» HEOAHOKPATHO IHUTHUPOBANIACH U OOBITPHIBAIACH B CAMBIX Pa3HBIX
JUTEPaTypHBIX TMPOM3BEACHUSIX M XYJOKECTBEHHBIX (uibMax (Hanpumep, «Jleone» Jloka beccona,
«AMepukaHnckoi kpacote» Cama Menzeca). C Hameill TOYKM 3peHusi, UMEHHO «JlomuTa» crtaysia ogHOM u3
OCHOBHBIX IPUYUH MOSBICHUS «aNOJIOTUU MaHbsIKa» B IMTEpAType U KuHeMaTorpade, KOTOPYIO UCCIE0BATEN
CKJIOHHBI CUMTATh IIPU3HAKOM MOSIBIEHUS HOBOIO THIa repost. «Ciensl 'ymOepTay npociiexuBaroTCs B CaMbIX
pa3HBIX TEKCTaX, HE WCKJIIOYas »aHpa JAEeTeKTHBA W TPWILIEpa: POMaH IMOBIUSUI HAa MHOTHX aBTOPOB,
pabortarommx B 3THX jXaHpax (Hampumep, Tomaca Xappuca («Momuanue srHsATY»), [latpuka 3iockuHAa
(«ITapdromep: uctopus OAHOTO YOUHIIBI)).

B psne crmyuaeB, kak, HampuMmep, NMpH dKpaHU3amuu pomaHa 3rockuHna «llapdromep» pexuccepom
Tomom ThIKBEpOM, MOTHUBBI, 3aMMCTBOBaHHbIC U3 «JIOTUTHI», TOMOIHUTEIHLHO BILICTAIOTCS B KMHOCIICHAPUN U
¢bwIbM, naXke eciivi OHM He ObLTH OTYETIIMBO BBIPAKEHBI B CAMOM poMaHe. THIKBEp «IOMUCHIBACTY MEPEKINIKH
¢ «JlonuToit», TeM caMbIM OTYEPKHUBAs CBOIO IPEEMCTBEHHOCTh 10 OTHOIICHHUIO K poMany HabokoBa.

Various aspects of Vladimir Nabokov’s influence on later authors have been widely discussed and
analyzed. A number of authors have absorbed certain components of Nabokov’s metaphysics, using Nabokov’s
typical symbolic imagery and motifs; there are also known cases of literary games that include a number of
allusions to his texts, Lolita is the most frequently evoked among them.

Among the first writers to do that was John Fowles with his debut novel The Collector (1963) who made
Lolita a sort of literary springboard for his own narration. Although Fowles borrowed certain images, motifs,
devices and key plot elements (unreliable narrator, butterfly collecting, kidnapping, diary of a maniac, etc.), he
may seem to have been contradicting Nabokov in many ways.

Since then Lolita has been repeatedly quoted, travestied or somehow imitated not only in literary
narrations but also in film plots (e.g.: Leon by Luc Besson (1994), American Beauty by Sam Mendez (1999), in
which literary images were dexterously translated to visual language. It is Nabokov’s novel and especially his
manifestation of Humbert Humbert that might have inspired and to some extent explained the birth of a new
type of antihero in thriller and detective stories, helps highlight the literary genealogy, and also focuses us on a
brand-new type of narration that can be defined as “maniac’s apology”. “Humbert’s footprints” can be easily
traced in various texts, ranging from mass-culture thrillers to sophisticated intellectual prose (The Silence of the
Lambs by Thomas Harris (1988) and Perfume: The Story of a Murderer by Partick Suskind (1976)).

In the case of screen version of Perfume filmed by Tom Tykwer (2006), allusions to Lolita were
intentionally entangled in the script and intensified in comparison with the original novel by Zuskind where the
allusions were hidden and not so obvious. In doing so, Tykwer aimed to emphasize the hero’s literary origin and
Zuskind’s succession to Nabokov.



Auuia BaaagumuposHa bespykoBa / Alla Bezrukova
Auiekceil Toscroit 1 Bragumup HaGokos. K Bonpocy 0 poACTBEHHBIX H TBOPYECKHUX CBA3AX /
Aleksey Tolstoy and Vladimir Nabokov. On Their Familial and Artistic Connections

«18 ner mokunys IlerepOypr, s <...> ObUT caumKoM Mosoa B Poccuu, 4ToObI MPOSIBUTH Kakoe-1ubo
TOOOMBITCTBO K MOEH POJIOCIOBHOM; Temeph s kKajlelo 00 3TOM — U3 COOOpaKeHHH TEXHUYECKUX; MpU
OTYETJIMBOCTH JINYHOW MaMATH HEOTYETIIMBOCTh CEMEUHOM OTPAKAECTCS HA PABHOBECUU CJIOB». TaK, BO MHOIOM
nykass, HarmieT B.B. HaGokoB B «/[pyrux 6eperax». A.H. ToscToit cBoe OTHOIIIEHHE K POJIOBUTOCTH MPEIKOB
OydeT IeMOHCTPHPOBATh TOKYIMKOH TOPTPETOB MHHUMBIX POJCTBEHHUKOB M TOPIBIM 3asBICHUEM: <«
MIPUHA/IJICKY K U3BECTHOM MAaCOHCKOM (paMuium.

Ucropust ceMbu, pOACTBEHHBIE Yy3bl — TMOCTOSIHHbIE TeMbl B mnpousBeneHusix A.H. Toicroro wu
B.B. HaGokoBa. 3amyraHHble ceMelHbIE OTHOIICHHUSI, (JaMUJIbHBIC TalHBI M MPHUBBIYHAS HEIOTOBOPEHHOCTH, K
KOTOPOW OHHU BIJIEKYT — 3TH CUTYaI[MH Pa3padaThIBAUCh U MOACIUPOBAINCH y MHCATEICH Ha OOIIMX CeMEHHBIX
COOBITHSA U TIPEIaHUSX.

Ponw uwnenoB cemeiictBa llumkoBeix B cynp0e u tBopuectBe A.H. Tosictoro, ctonb ke 3HaYUTENbHA,
Kak ¥ nosineHue ncepnonnma «Bacummii [lumkos» u obpaza [Tytu [lumkosa y Bnagumupa Habokosa.

Teatpanuzamusi cBOEro MyOJUYHOTO  «sI», CO3HATEIBHOE M  IOCIEAOBATEIIBHOE  CO3JaHue
MU(DOIOrHUecKOro o0pasa «mucatens», B paBHoi Mepe npucyma A.H. Tonctomy u B.B. HaGokoBy.

3HaunTenbHble 313061 B ku3HU A.H. Tonctoro cBsizansl ¢ npencraButensiMu ceMbd HabOKOBBIX, 4TO
OTYETIIMBO TMPOCIEKHUBACTCI B €ro IMEpPEnucKe, MyOTUIIUCTHKE, XYI0’KeCTBEHHBIX MPOH3BEICHUIX. B cBOIO
ouepenp peannn ckazku A.H. Tonctoro «3omoroit kmrouuk unu, [Ipuxntouenus BypaTuHO» Hamum cBoe
pasButue B pomane HabokoBa «brneaHblii OroHbY.

[Tog mnpu3smoii BHYTPEHHETO TBOPYECKOTO [Majiora MOXKHO paccMmarpuBath pomad A. Toncroro
«OmurpanTe», becy B. Habokoa «300peTenue Banbca» u poman «lIpurnamienre Ha Ka3Hby.

The paper focuses on Nabokov’s and Aleksey Tolstoy’s artistic interpretations of their family history
and traces the artistic dialogue between the two writers through the analysis of Aleksey Tolstoy’s The Golden
Key, or the Adventures of Buratino and Emigranty on the one hand and Nabokov’s Pale Fire, “Waltz
Invention” and Invitation to a Beheading on the other.



Aunekceii Oneropny ®@uianmonos / Alexey Filimonov
ApJaexkunbl M. Byarakosa u B. Habokosa /
Harlequins in the Works of Mikhail Bulgakov and Vladimir Nabokov

B TBOpuectBOoM Hacneauu M. bynrakoa m B. HabGokoBa, yHacieqoBaBIIMX TPaJHMIIMH PYCCKOU
kinaccuku U CepeOpsiHOrOo BeKa, Mbl MOXET HaWTH CXOXKHE TeMbl M 00pas3bl, HalpuMep, apJieKHHa-
Pa3BOIIOTUTENS. DTOT MEPCOHAX B KPACHOM JOMHHO Ipuién u3 pomana A. benoro «IlerepOypr», u3 mo3s3uu
Hayaja ABaJLaToro CTONETHS U cBs3aH ¢ «UE€pHbIM uenoBekom» IlylmknHa, olmueTBopsAs HIPOBOE, IIYTOBCKOE,
TeMHOe Hayano. Tak, maen YUepHBIIEBCKOTO pa3BeHUMBAIOTCA B pomane «/lap» dénopom I'omyHOBBIM-
YepaslHLEBBIM, @ caM LIECTUIAECATHUK IMBITAICA PAa3BEHYATh IPEICTABUTENIEH «YMCTOIO MCKYCCTBA», HAXOIA
ero Oecrosie3npiM. bepnno3 B «Mactepe u Maprapure» mbITaeTCsl OCIIOPUTH CyliecTBoBanue CriacuTens, U caM
OKa3bIBaeTCcsl 00e3[VIaBJIeHHbIM. MacTep NHMIIET pOMaH HEKOeM IIPOpPOKe, B TOJCTOBCKOM KIIOUE
MHTEPIPETHPYS — U Pa3BEHUYMBAsl — TPAJUIIMOHHBIC €BAHTEIIbCKUE CIOKETHI. JKeHckue oOpasbl 3unbsl Mepil u
Mapraputsl, IpUCYTCTBOBABIINX Ha TE€AaTPaIM30BaHHBIX MacKapalax, CIy>KaT CBOErO poJa MPOBOJIHUKAMH IS
IIepeBoAa APaMaTUIECKOro MOBECTBOBAHMS HA JAPYrOM YPOBEHb, KOTJa 3a Pa3BOILIOIICHUEM CIEAYET YCIOBHOE
BOIUIOLIICHHE HAa MHOM BHUTKE — TaK, PENOp HE TONBKO CTAHOBUTCS MPO3AMKOM, HO U IPOXOIUT CBOETO poja
MHCTHYECKYIO MOJArOTOBKY Il BCTPEYM C BOCKPECIIMM B MHOM HM3MEpPEHHH OTLOM, a Macrtep moiaydaer
3aCIIy’)KeHHBIH «IIOKOH», pa3BuBas MNylKUHCKUE cTpoku. [Ipu3siB HabGokoBa B pomane «CMoTpu Ha
apJeKUHOB!» TBOPUTH MHp, MpeoOpaXkaTh AEMCTBUTEIBLHOCTh B IOJHOW MEpe pacKpbIBaeTCsi B TBOPUYECKOM
METO/I€ ABYX HEOJIM3KUX, Ha MEepBbIH B3IJIAM, IHcaTeNel, pa3ielEéHHbIX IPaHUIIAMU CTPaH, HO HAXOASAIIMXCS B
MeTapU3MIECKOM JUAJIOTe JPYT C IPYTOM H C KapHABAIBHOM Tpaauleld MEPOBOH JINTEPATYPHI.

The paper focuses on the idea of creating a harlequin in Bulgakov's (1991 — 1940) and Nabokov's
(1999 - 1978) works. Their art has a lot in common, despite the fact that they lived in different countries,
mainly their use of the legacy of the Golden and Silver Age of Russian culture and European culture.
Harlequins are the characters, images, ideas that created and disembodied reality in their novels. Game/play in
the works is the theme and meaning of the text. Reality for Bulgakov and Nabokov is mystical and realistic at
the same time, subject to the laws of art.



Maxkcum /1. lIpaep / Maxim D. Shrayer
Hab6okoB u coBerckasi Kyjabtypa ‘70-x rogos: I'adOpuioBuy, ®unH, ABepdax
U coTBopeHue puabmMa «O0bsicHeHHe B JTHOOBW /
Nabokov and Soviet Culture of the 1970s: Gabrilovich, Finn, Averbakh
and the Making of the Film Declaration of Love

The paper considers Nabokovian parallels, echoes and references in the film Ob ’iasnenie v liuvbi
(Declaration of Love, Lenfilm, dir. llya Averbakh, 1977; Soviet release 1978; international release 1979).
Around 1975 llya Averbakh (1934 — 1986) read Chetyre chetverti (Four Quarters), a part-fictionalized memoir,
part-novel by his mentor Evgeny Gabrilovich (1899-1993), Soviet author and screenwriter. Averbakh
commissioned Pavel Finn (b. 1940) to write a screenplay based on Gavrilovich’s book, and Finn eventually
composed an original screenplay mainly reminiscent of one story inserted into the fourth of Gabrilovich’s Four
Quarters. While Gabrilovich’s book reveals an awareness of—perhaps a deliberate dialogue with—Nabokov’s
The Gift, the resulting film, released just months after Nabokov’s death, betrays a much more complex textual
and atmospheric relationship with Nabokov’s legacy. In weighing and measuring the presence of motifs,
themes, and structural principles leaping into Soviet culture from the pages of Nabokov’s Glory, The Defense,
The Gift, and Drugie Berega/Other Shores, | do not wish to obsess with questions of creative causality and/or
direct influence. Rather, by examining the making of Declaration of Love, | seek to understand how Nabokov’s
texts clandestinely penetrated the air of Soviet culture—and what the secret knowledge of Nabokov meant for
some of most talented artistic compromisers of the Brezhnev era. This paper is, ultimately, about the way its
author, himself partially a product of the Brezhnev years, gradually becomes cognizant of the presence of
Nabokov in the air of his Soviet youth.

B noknane paccMaTpuBaroTCsi HAaOOKOBCKHE Mapayield M PEMUHUCLEHIUMM — a TaKKe OTCBUIKH K
tekctam HabokoBa — B kuHOmIbMEe «OOBsicHeHHe B moOBW» (Jlenpwmnbm, pex. Wnbs AsepOax, 1977,
coBerckuii puu3 1978, mexxayHapoausiid puau3 1979). Ipumepro B 1975 roay Unes Asepbax (1934-1986)
npounTan «YeTeipe yeTBepTH», OEIUIETPU30BAaHHBIE BOCIIOMUHAHUS CBOETO YYMTENs,, COBETCKOIO IUcCATeNs U
cuenapucta Eprenust [abpuoBnua (1899-1993). AsepOax mpemnoxun [lapny @unny (p. 1940) nanucath
KUHOCIIeHapuii 1o kuure ["aOpuioBuua. U3 3TOM maen B KOHIIE KOHIIOB POJMJICS OPUTMHAIBHBIN CIICHAPHA
®duHHa, pa3pabaThIBalOLIMI MOTUBBI HOBeNIbl O 3uHe M Punmnke, kotopyro [abpuioBuu BHeIpUI B
MOCJIEHIOI0, YETBEPTYI0 «UETBEPTh» CBOel KHUTU. B To Bpems kak B «Yerwlpex yerBepTsix» ['abpunoBuua
3aMeTeH OombIT npouTeHus «Jlapa» (a Moxker ObIThb M auanor ¢ pomaHoMm HabGokoma), ¢uiasm ApepOaxa,
BBIIIE/ANINNM Ha 3KpaH BCKope mocie cmeptu HabGokoBa, siBisieT coboi mpumep ropaszio 0ojiee CIOKHBIX
TEKCTYyaJlbHbIX M aTMOC(EpHBbIX OTHOLIeHUH ¢ HacineaueM HabokoBa. B3BemmBas 1 nu3Mepsisi MOTUBBI, TEMbI U
CTPYKTYpHBIE MPUHIUIBI, BHINOpXHYBIIME co cTpanull «[lonBuray, «3amutel Jlyxuna», «apa» u «pyrux
OeperoB» M YCTPEMUBILINECS B IPOCTPAHCTBO COBETCKOM KYJIbTYPbI, MbI HE XOTUM OIPaHMUYMBATHCS BOMPOCAMHU
MPUYMHHO-CJIEICTBEHHBIX CBsI3ell M mpsMoro BiausHUS. Vccneays mpoliecc COTBOpPEHMsI KHHO(HIbMA
«O0bsAcHeHEe B JTI00BU», MBI XOTUM MOKa3aTh, KAKUMM MyTsIMH TekcThl HaOokoBa mpoHukamu B atMocdepy
COBETCKOM KYJIbTYPbl — U 4YTO K€ 3TO TailHoe 3HaHue HabOokoBa 03Hauano AJis TalaHTIMBBIX, HO BHYTPEHHE
TOTOBBIX Ha KOMIIPOMHCC XYA0KHUKOB OpEXHEBCKOM mopbl. HakoHern, 3TOT AOKIax €me U O TOM, KaK ero
aBTOp, CaM OTYACTH MPOAYKT OpeKHEBCKOM 3MOXH, MOCTENIEHHO OCO3HAET CTeneHb npucyrcTBus Habokosa B
BO3/lyX€ CBOECH COBETCKOM FOHOCTH.



Eaena IOpbeBna YxoBa / Elena Ukhova
ITamMATH: HOBbIe QYHKIUM U 3HAYECHHUE B XYA0KeCTBEHHON PeaibHOCTH NPOU3BedeHUIl
Ha6okoBa u I'a3nanosa /
Memory: Its New Functions and Meaning in the Works of Nabokov and Gazdanov

IIpuBBIYHOE NOHATHE U HOBOE U3MEPEHHUE TEPMHUHA «IIAMATh» B KOHTEKCTE IIPOU3BEICHUMN.
HuTepTekcTyanbHbIi aHaIN3: 00IMHOCTS U pa3nnyue GyHKuui namatu y I'aznanoBa u Habokoga.
JuHamu3M «BocnoMuHanus» y HabokoBa u «HanomMuHanus» y ['a3nanosa

Tpancdopmanus u qegopmanus pealbHOCTH KaK HOBbIE KpEaTUBHbIE (DYHKIIMH MTaMSTH BHYTPH TEKCTa.

The usual meaning and new dimension of the term “memory” for Nabokov and Gazdanov.

Intertextual analysis: common and different memory functions in the works of Nabokov and Gazdanov.
The dynamics of Nabokov's “memories” and Gazdanov's “reminders”.

Transformation and deformation of reality as new creative functions of memory inside the text.



Koncrantun MypaBauk / Constantine Muravnik
MartemaTuka u uckyccTBo B «IIpuriamennu Ha Ka3Hb» U IPYTUX XY/A0KeCTBEHHBIX U
nyoannucTudeckux npoussenenusix Hadokxosa /
Nabokov’s Confrontations with Mathematics in His Art and Critical Prose

B sTom noxnane s paccMOTpro mpo0aeMy COOTHOLIEHUSI UCKYCCTBA U MAaTEMATHKHU B XYA0KECTBEHHBIX U
MyOJIMITUCTUYECKHUX MTpon3BeAeHNsAX HabokoBa CKBO3b MPHU3MY KIIFOUEBBIX TEOPETHUECKUX BOIIPOCOB ICTETUKH.
[Ipexxne Bcero, s KpaTKO  MPOCIEXKY  HCTOPUIO  BO3HMKHOBEHHUS  (DUIOCOPCKON  OMMO3UIUHU
«3CTEeTUKa/MaTeMaTUKa» C Hayaja OCHOBAaHMs COBPEMEHHOH 3CTeTMKHM baymraprenHom 10 ee maimbHeHIIero
pazeutus Kantom, Illonenrayspom, Humme n Xaitnerrepom. @unocodcko-3crerrndeckas mporpamMmma JaHHON
YCIIOBHO OOpa30BaHHOHN KOQIMIUHM OMPEAEISUIacCh UX BIIOJIHE CONOCTaBUMOM, XOTS M Pa3JIMYHON B AETaNAX,
dbyHrameHTaNbHOM KpHUTHKON ¢unocopckux cucrem Jlekapra, JleiiOnuna w I'erens. MHbIME ciioBamu,
¢unocopuss MCcKyccTBa MO Mepe cBoero (hOpMUPOBAaHHMS W PAa3BUTUS oOmpenensia cebs Ha KOHTpAcTe C
¢bunocodpueil matematuku U Hayku. Jlajee, s BBIIBUHY Te3uC O TOM, 4To HaOGokoOB, HECMOTps HA JTUYHbBIC
Hay4yHbI€ MHTEPEChl U KOHKPETHYIO HAay4HYIO JAESTEIbHOCTb, B CBOEM XYJI0)KECTBEHHOM TBOPHYECTBE BCE KE
NPUHAJICKAT K  BBIIICO3HAYEHHOMY  ACTETHMYECKOMY  Jlareplo, U  MOPeIjiokKy  HUHTEpHpeTaIfio
Ilpuenawenus na Ka3Ho UIMEHHO B 3CTETUUYECKOM — a HE B BYJIbIapHO META(PU3NYECKOM UM METATUTEPATYPHOM
— KiIoue. Anempysa K Guiocockoil 3cTeTUKe M, TaK Ha3bIBAMOM «3CTETUYECKOW MeTadusuke», s 1am
0co0yI0 TpPaKTOBKY «IIPO3pauyHOCTH» B 3TOM TPOM3BEICHHUH M TIONBITAIOCH COMOCTAaBUTh M MPUMHPHUTH
HEKOTOpBIE, Ka3aJloCh Obl, HECOIOCTABUMbIE UHTEPIIPETALIMM pOMaHa. B 3akioueHue, s nonpoOyro onpeaenuTh
Mmecto [Ipuenawenus Ha kasHb B 001IeM KOHTEKcTe Grtocodun nckyccrsa Habokosa.

In this paper, | will bring Nabokov into dialogue with major questions of aesthetic theory and will show
how he confronted in his art and critical prose one of its crucial concerns — the confrontation of art and
mathematics. | will begin with a brief outline of the history of the aesthetic opposition to mathematics since the
founding of modern aesthetics by Baumgarten through Kant, Schopenhauer, Nietzsche, and Heidegger. The
philosophical position of this loosely formed “aesthetic coalition” was defined by their diverse yet comparable
critiques of certain aspects of the philosophies of Descartes, Leibniz, and Hegel. In other words, the philosophy
of art defined itself against the background of the philosophy of science and mathematics. | will argue that
Nabokov, notwithstanding his personal interests and expertise in science, firmly belongs to the camp of the
philosophy of art and will offer a reading of Invitation to a Beheading through the lens of aesthetic philosophy.
I will attempt to reconcile several conflicting interpretations of the novel by exposing its aesthetic — rather than
supernatural — metaphysics and will assign this novel a place in the overall trajectory of Nabokov’s philosophy
of art.



Hanas 'apunosa Kacrennano / Nailya Garipova Castellano
HocureabHunbl pycckoii KyabTypbl B pomanax HaGokoBa /
Female Bearers of Russian Culture in Nabokov’s Novels

OOBEeKTOM JAaHHOTO WCCIICOBAHMS SIBIISIFOTCS JKEHCKHE 00paszbl pomanHoB B. HaGokoBa pycckoro
nepuosia. MOXHO pa3iIMuuTh YHHUBEPCAJIbHBIA METOJ, CBSA3aHHBIH C H300pak€HHEM >KEHCKUX 00pa3oB B
PYCCKHMX poMaHax, KOTOPbIi, B TO K€ BPEMsI, OCBEILIAET YUTATEIbCKOE IOHUMAaHHUE JIUTEPATYPHBIX IIpHUEMOB B.
HaGoxoBa 1 cr1ocoO0cTBYeT MOCTUKEHUIO OIHOW U3 TNIaBHBIX TEM, KOTOpasi OTPa)kaeTcsl BO BCEX €ro poMaHax, —
CTpacTHasi TOCKa 10 CBOEH JIF0OMMOM M HaBcer1a noTepssHHoi Poccum.

Tak Ha3bIBaeMble HOCHUTENBbHUIBI PYCCKOW KysbTypbl (Marienbka, jxeHa JlyxuHa u3 «3amuTsl
Jlyxunay, 3una u3 «/lapa» u apyrue), SBISIONIAECS MOJOKUTEIHLHBIMU Ie€pOUHAME Mpou3BeaeHnii Habokosa,
UTpalOT poOJib IYTEBOAHBIX 3BE37 Ul CBOMX BO3JIIOOJIEHHBIX, TaK KaKk OHM IIOMOTalOT MM BBDKUTH BO
BpaKICOHOM OKPY)KCHUHU M3THAHUSA. B HUX CKOHLEHTPUPOBaHBI HanOoJee SIPKUE YePThl PYCCKOM >KEHIIMHBI:
OHU J00pBI U HEXHBI, U B TO XK€ BpeMsl, CHIIbHBI lyXOM U HaJexkHbl. FIX 00pasbl coiepkaT ajult031uH Ha TePOUHb
U3 PYCCKOM JINTEPATYpbl U KyIbTYphl. JlaHHbBIE KEHCKUE 00pa3bl ABISAIOTCS OJIMLETBOPEHUEM HOTEPSIHHOTO past
Poccun.

Kurouesnble ciioBa: HabokoB, pycckue pomMaHsbl, ;KeHCKHE 00pa3bl.

This study examines the presence of female characters in Nabokov’s novels of the Russian period
(1925 —1939). It is not concerned with Nabokov’s own attitudes to females in general, if indeed he had any
such attitudes.

A pattern can be discerned in the use of female characters that illuminates the novels concerned, clarifies
our understanding of Nabokov’s literary techniques and contributes to the comprehension of one of the major
themes which are reflected in all his works: the passionate yearning for his beloved and lost Russia.

The so called “bearers of the Russian culture” (Mary from Mary, Luzhin’s wife from The Defence and
Zina from The Gift, among others), presented and described in a positive way, function as guiding stars for their
lovers: they help them to survive in the hostile surroundings in exile. These characters present the features of
the Russian womanhood, they are kind, tender, pure and supportive, and at the same time, they are strong and
powerful. Their descriptions allude to the heroines of the Russian literature and they share the author’s passion
for the Russian literature and culture. These female characters function as the personification of the lost
paradise of Russia.

Keywords: Nabokov, Russian novels, female characters.



Januna Uropesuu Ceprees / Daniel Sergeyev
Bock u coiHue: 3agavka ais Jpaiiepa
(00 omHOM CHOKeTHOM MOBOPOTe B poMaHe «KopoJb, 1ama, Bajier») /
Wax vs. Sun: a Puzzle for Dreyer (on a Plot Twist in King, Queen, Knave)

HacmenumBoe otHomenne HaOokoBa K HMCTOPUYECKOMY JETEPMHUHM3MY U €ro JIMTEpaTypHbIM
CTOPOHHUKAM XOPOIIO M3BECTHO CIELUAINCTaM; C IPYrOl CTOPOHBI, «KYKOJIBHOCTbY IIEPCOHAKEN HEKOTOPBIX
HaOOKOBCKMX POMAaHOB, ObljIa 00BEKTOM KPUTHUYECKHX YKOJIOB KaK COBPEMEHHHMKOB aBTOpA, TaK U UX UAEHHBIX
nocienoBareneil. To cooOLIEHHe — O TOM, KaKUMH aBTOPCKUMHM IIOJICKa3KaMH HE CMOI' BOCIHOJIb30BaTbCA
Hpaitep u3 pomana «Kopomnb, nama, BajeT», uyTOOBl BBIHTH 3a Mpenenbl CIOKETHOM (a 1 repos —
HCTOPUYECKON ) MPeoNpeIeIEHHOCTH, U O TOM, 3a4eM IOSBIISIETCS B KHUTe HHTEpIoaus ¢ modEpom «Mkapay.

Nabokov used to make fun of historical determinism and its reflections in literature; on the other hand,
many readers — in Nabokov’s time as well as today — consider his characters to be absolutely determined by the
powerful will of Nabokov the Puppeteer. This paper is focused on some hints received by Dreyer of King
Queen Knave from the author, which could give this character a chance to actualize his own will and uncover
his wife’s and nephew’s scheme. The plot twist with a chauffeur, as it will be shown, describes a perfect
situation of what we may call “fair play”: the author provides Dreyer with directions to change his fate.



IOnua AnexcanaposHa ®@enopyenko / Yuliya Fedorchenko
Outer Auapemanosuy Jlekmanos / Oleg Lekmanov (moxaagumk / presenter)
3amerkn k Teme: «HabookoB n Konpan» /
Nabokov and Conrad: Notes on the Topic

B coobmenuu uaer peus o Jx. Konpaze, kak 06 ogHOM U3 mpoToTurioB nucarens OepauHania B
pacckase B. HabokoBa «BecHa B ®uanbrey.

The paper focuses on Joseph Conrad as one of the prototypes of the writer Ferdinand in Nabokov's story
"Spring in Fialta.”



AnTonuna CepreeBHa JleBouckasi / Antonina Levochskaya
B. HaookoB u [[x. ®ayn3: «dap» u «lanmsabs MapTun» /
Vladimir Nabokov and John Fowles: The Gift and Daniel Martin

B noknane mpenmonaraeTcs pacCMOTPETh OOITHOCTh XYIOXKECTBEHHBIX METOZOB B poMaHax «Jlap» u
«Janmane MapTtuny», Kotopas OOHapyKHBaeTcsi KaK B OCOOCHHOCTSIX KOMIIO3MIIMOHHOTO U CHO)KETHOT'O
MMOCTPOCHUSI POMAHOB (00a MPOU3BEACHHS MPEACTABISIOT COOOM pOMaH B POMaHEe — TJIABHBIA T€pPOW MUIIET
KHHUTY O CBOEH XKM3HU, KOTOpast SIBJSIETCS TOM KHUTOM, KOTOPYIO YMTAET YUTATeNlh, 002 pOMaHa 3aKaHUYHUBAIOTCS
OTCBUIKOW K UX HaYaly — «IIPUTJIAICHIEM BEPHYTHCS K HA4ally pOMaHa, 9TOObI YBHJIETh COBEPIIICHCTBO (hOPMBI
Y TOHKUH 3aMbICeN BO BCEM, YTO HA MEPBbIN B3I KaXKETCS CIIYaliHBIM U Jake oTTalkuBatoummy» - b. boiin),
TaKk U B rpaMmmaruke HappaTuBa. CONpPUCYTCTBHE B XYJI0KECTBEHHOM TEKCTE€ aBTOpPA, KOTOPBIM B MOIBITKE
YBUAETHh ceOsl KaK JPYroro CTaHOBUTCS T'epoeM, U TIepos, MPEBPAIlAOLIErocss B aBTOpa, MPOSIBISETCA B
IIOCTOSIHHOM CMEHE TOUKM 3PEHMSI — OT ITOBECTBOBAHMSI OT IIEPBOIO JIMLA K TIOBECTBOBAHUIO OT TPETHETO JIMLIA.
OAHOBpPEMEHHO CO CMEHOI Nuia (OH — s, 1 — OH) MPOUCXOJUT U CMEHA BPEMEHHBIX (POPM — OT MPOLIEAIIETO
BpEMEHM K HacTosumemy (win Haobopor). Takum oOpa3oM, OCYILIECTBISETCS IEPEXOJ OT BHELIHETO
HalOmo1aTeNs 3a COOBITUSMU B )KH3HU APYroro K y4acTHUKY 3THX cOObITHI. B cBs3M ¢ 3THM B 000MX poMaHax
0co0oe 3BydaHue MPHOOPETaeT MOTUB OTPAKEHHSI: MHOXKECTBO 3€pKajl B CTIEHYECKON KOMHATE reposi poMaHa
dayn3a U «3epKaNbHBIN MIKAI, T0 KOTOPOMY, KaK MO 3KpaHy, MPOILUIO Oe3yNpevyHO-ICHOE OTpaKeHUE BETBEH,
CKOJIb3s M Ka4asCh HE IO-JPEBECHOMY, a C YEIOBEUECKUM Kosie0aHneM, OOYCIOBICHHBIM TPUPOIOH TeX, KTO
Hec 3T0 He0O0, 3TU BETBH, 3TOT CKOJIB3ALIMH (acam» B pomane Habokosa.

[IpencraBusiercs, uto cxoactBo «Jlapa» m «lanusns Maptuna» OOYCIOBIEHO HE TOJIBKO OJIM30CTHIO
(VHOT/Ia TIONHBIM COBMAJIEHHWEM) XYJIOKECTBEHHbIX MeToqoB HabokoBa u @aymn3a, HO U OIU30CTHIO
XYZ0)KECTBEHHBIX 3aMBICIIOB aBTOPOB — «cOOpaTh BCErO reposi, KOTOPBIH M3HYTPH ce0s caMOro paccesH U
pa3bpocaH B 3aJlaHHOM MHpE MMO3HAHUS U OTKPBITOM COOBITUH ATHUECKOTO MOCTYIKA, COOPATh €0 U ero XKU3Hb
U BOCHOJHUTH O LIEJIOr0 TEMH MOMEHTaMH, KOTOpblE €My CaMOMYy B HEM CaMOM HEIOCTYIHBI, KakK-TO:
MOJIHOTOM BHEUIHEro o0pas3a, Hapy>KHOCThIO, (DOHOM 3a €ro CIHHOM, ero OTHOILIEHHEM K COOBITHUIO CMEPTH U
abcooTHOrO OyAyIIero ¥ mpod., U ONpaBAaTh U 3aBEPIIUTH €r0 MOMUMO CMBICIIA, JOCTUKEHHH, pe3ysbTara u
ycrexa ero coOcTBeHHOH HanpaBieHHOU Brepea xku3sHm» (M.M. baxtun).

The paper discusses artistic methods common for the novels The Gift and Daniel Martin. We can find
mutual characteristics in composition and in plots of the novels, in the grammar of their narratives. Both novels
are in essence “novel in a novel”: the main hero writes a story of his life and the text of this story is at the same
time a book, which is read by a reader. The end of both novels presupposes reference to the beginning of the
text for recovering of a sense in accidental (for the first time) consequences of events.

In the texts of the novels the author turns into a hero to discover himself as separate person. At the same
time a hero becomes an author. Reflections of these processes are changes in point of view: narrative from the
first person changes into the narrative from the second person.

Changes of the person of a narrative (he — I, I — he) are followed by modifications of time/tense: from
past tense to present and vice versa. In this way external viewers of events of the plot become internal viewers —
participants of events in a novel. Reflection is a consequence of multiple transformations of a hero to narrator
and narrator to a hero. Motive of reflection can be found in both novels: scores of mirrors in the student room of
a hero in the novel by Fowels and wardrobe with a mirror in the novel by Nabokov.

Similarities of considered novels — The Gift and Daniel Martin — are provided not only by resemblances
of artistic methods of both writers (sometimes by their identity), but by artistic conceptions of Fowels and
Nabokov as well: to place a hero in different circumstances and by this to show his hidden aspects, that the hero
himself does not realize.



Cepreii AkumoBuu Kubansnuk / Sergei Kibalnik
HNureprekcryanbHbie cBsa3u ¢ ['aiiTo I'aznanosbiM B «McTunHo xku3Hu Cedactbsina Haiitay /
The Intertextual Connections with Gaito Gazdanov in The Real Life of Sebastian Knight

Kak yxe Obuto MHOW mMoka3aHo, BakHeHIuM nperekctoM «llogmuuHoi xu3au Cebacthsina Haiitay
sBisieTrcss pomad [aiito 'aszmanoBa «Mcropus omgnoro myremectBus» (Kubanmpauk C.A. TNaiito [MazmanoB u
SK3UCTEHIIUATIbHAS Tpaaulius B pycckoit muteparype. CII6., 2011. C. 234 — 242). Mexay TeM CYIIECTBEHHOE
MecTo B poMaHe HabokoBa 3aHuMaroT Takke pedepeHIMH M auno3ud Ha pomanbl ['azmanoBa «llomeT»
(<1939>) u «Hounsie noporuy» (HauansHbI Pparment «Hounast ropora» omyodnukosad B 1939-1940 rogax).

B noxmane sty CKpbIThIe pedepeHIuu U auio3ud OyIyT BBISBICHBI M MPOAHAIM3UPOBaHbL. byxaer
MIOCTABJICH BOMPOC O CMBICHAaX M (YHKUUSAX Tra3JgaHOBCKOW MHTEPTEKCTyalbHOCTH B pomane HaGokoma, a B
OJIHOM M3 TepoeB poMaHa Oy/eT BbISIBICH KPUNITONAPOAUMHBIN cuiysT ['a3nanona.

As I have already shown, Gayto Gazdanov’s novel The History of One Voyage is an important pretext of
The Real Life of Sebastian Knight (Kubanpauk C.A. Taiito 'a3gaHoB M SK3MCTEHIMATIbHAS TPAIWIHAS B
pycckoit muteparype. CII6., 2011. C. 234 — 242). However, there are in Nabokov’s novel references and
allusions to other novels by Gazdanov, The Flight and Night Roads.

These references and allusions will be shown and analyzed in the paper. The issue of meaning and
functions of Gazdanov’s intertextuality will be addressed. And in one of Nabokov’s novel characters will be
shown an allusion to Gazdanov’ personality.



EBrenunii Bopucosuu beoayoposckmii / Evgeny Belodubrovsky
Cepreii beprencon u Baagumup HabokoB (1o HoBoHalIeHHbIM MaTepuajam apxuBa C.A. beprencona) /
Sergey Bertenson and Vladimir Nabokov (Based on the Recently Discovered Materials from
S.A. Bertenson's Archive)

B Mysee Pycckoit Kynbrypbl B Can-DpaHIHMCKO COXpaHWJICS HEOOJBIIONW KOHBEPT, B KOTOPOM
HAXOJUTCS MEPENUCKa U3BECTHOIO IOJUIMBYJCKOTO AESTENS PYCCKOM KyJIbTYpbl, IOCTAHOBIIMKA U peXKUCCcEpa
HeckoJbkux kuHOo(miIbMoB — Ceprest JIbBoBuya beprencona (1885 — 1951), nokunysmiero IlerepOypr B 1924
roay. Oto nepenucka 1920x — 1950x ro10B ¢ pa3HbIM JIFObMH, KHUBIIUM B T€ TOAbI B AMepuke, Cpenn HUX Mbl
oOHapyxuu mecth nmuceM Bmamumupa Habokosa 1930 — 1938 ronos u3 bepimna u u3 [apmwka ¢ mpock0oii
MIOMOYb €My HaiTu B [OJuIMBYIE BO3MOXKHOCTH CHATH (mibM 1o pacckasy «KaprodenbHblii Dnbdh» U 10
HoBoMmy pomany «llomBur». 13 cogepxanus nucem sicHo, uto Cepreit u Brnagumup He TOJIbKO 00a XUIH B
[TerepOypre B 0AHO BpeMsi, HO U 3HAJIM JIPYT ApYra JIMYHO, a UX POIAUTENH APYXKHUIN ceMbsIMH. MccnenoBanue
3TUX MHUCEM OTKPBIBACT HaM elle OJAUH Heu3BecTHbIM (akT Ouorpaduu Cupuna — HabokoBa mis Oymyuieit
JIETOIMCH, a TAK)KE TOBOPUT O €ro OTHOILIEHUHU K KUHEMaTrorpagy.

In the Museum of the Russian Culture in San — Francisco there is a small envelope with the
correspondence of Sergey Lvovich Bertenson (1885 - 1951), a well known Hollywood filmmaker and a
prominent figure of the Russian émigré culture who left Petersburg in 1924. Among them we found six letters
by Vladimir Nabokov to Bertenson written between 1930 and 1938 from Berlin and from Paris with a request to
help find a Hollywood producer to make a film based on the story "Potato EIf" and the new novel Glory.
According to the contents of the letters Sergey and Vladimir not only both lived in Petersburg at the same time
but also knew each other personally and their parents were on friendly terms. A study of these letters opens one
more unknown fact in the biography of Sirin — Nabokov for the future chronicle and also tells much about his
attitude towards cinema.



Xerén Ilak / Hye-Kyung Park
IIpourenue «Ilpuriamennsi Ha Ka3Hb» B KOHTekcTe « Hag3upars u Haka3biBaTh» OyKo /
Reading Invitation to a Beheading in the Context of Foucault’s Discipline and Punish

B cBoeii kuure «Ham3upath u Haka3biBaTh» (paniy3ckuil ¢unocodp Mumens Dyko ananuzupyer
COLIMAJIbHBIE M TEOPETHYECKHME MEXaHU3Mbl COBPEMEHHBIX 3allaJHBbIX CHCTEM Haka3zaHusd. CUuTanoch, 4TO
TIOpEMHasi CUCTEMa — 3TO ueaidbHas (popMa COBpeMEHHOT0 Haka3aHus. [IoTOMy 4TO OH MOKET clieNaTh, YTOOBI
3aKJIIOYEHHbIE IOJYMHAIOTCS BEPXOBHOM BiIacTM 0€3 KECTOKMX IBITOK MJIM CMEpPTHOM Ka3zHU. Bormpeku
KECTOKMX HAaKa3aHUH B TMEPUOJIE MOHAPXUYECKOTO pEXHMa, TIOpEMHas CHCTeMa NpUHUMalach Ooiee
IyMaHHbIE, IIOTOMY YTO B HEll HET HUKAaKMUX NpPSIMbIX (U3ndeckux yrpos. Jlrogu cramm yoexxaars, 4To TIOpbMa
ObLIa COBPEMEHHBIN BUJI HAKa3aHHUS.

Opnako, 1o cioam PyKo, JUCHMILUIMHAPHBIE YUPEKACHUS, BKIOYAs TIOPBMBI, IEIAIOT JIIOACH MMOCITYIIHBIMU
MOCPEJICTBOM IOCTOSTHHBIX HaOmroneHusx. ToppMma crepBa cuMTaizach CMIT4YeHHEM MEXaHU3Ma HaKa3aHus, HO
B COBPEMEHHOM OOLIECTBE OHA OKA3bIBACTCS HE YTO UHBIM, KAK MECTOM 3JI0yNOTPEOIs BIACTHIO.

B «lIpurmamennn Ha ka3Hp» [uHuunHat Il nOpuroBopeH K CMEpPTHOM Ka3HM 10 IIPUYMHE
HEMpO3payHOCTH U 3aKIOYEH B TIOPbMY. B 3TOM Mupe Ui HEro HeT HUKAaKUX CBOOOIHBIX MECT OT HaJ30pa.
[IpocTto ¢ rnasamu HaOMIOAATENIb MOXET 3aCTaBUTh 3aKJIIOYEHHOI'O IOBUHOBAThCS U NoguuHAThCA. Ho
[MunuuHHAT OOpeTcss MPOTUB 3TOTO B3MUIAZAa BHE W BHYTPM TIOpbMBL. B naHHOM wHccienoBaHuu Oyaer
aHaAJIM3UPOBATHCSI CMBICT TIOPbMBI B «lIpurnamenun Ha ka3Hb» M Ipouecc, Kak L[MHIMHHAT coXpaHseT CBOE
4eJI0BEYECKOE JJOCTOMHCTBO.

In his book Discipline and Punish the French philosopher Michel Foucault analyzes the social and
theoretical mechanisms of Western penal systems during the modern age. According to him a prison system
provided an ideal form of modern punishment, because it made the prisoners to obey the supreme power
without cruel torture or death penalty. Contrary to these punishments, the prison system was regarded as more
humanitarian, because there are no direct physical threats. People became convince that the prison was a
modern type of penalty, and it had to be the consistent form of punishment. But according to Foucault, the
disciplinary institutions including a prison create docile bodies through constant observation. It looks like a
moderate penal system, but in essence there is no difference with other systems.

In Invitation to a Beheading Cincinnatus C. is imprisoned and sentenced to death for a reason of
gnostical turpitude. But in this novel he was not the only person imprisoned, but most of people outside the
prison live in another prison. All of them are observed at any moment by an unequal gaze, and this gaze caused
the internalization of disciplinary individuality. Only Cincinnatus C. tried to fight against this gaze not only in
outside society but also in the prison. The principle aim of this study is to analyze the process that Cincinnatus
C. tries to maintain his dignity as human in the society of the discipline and punish.



Banepus IlerpoBna Yncrsikosa / Valeria Chistiakova
Kosnax kak npueM CTPYKTYPHO-TIOBECTBOBATEILHON OPraHU3alui TEKCTAa B pOMaHe
B. HaboxoBa «CMOTpPH Ha apJIeKHHOB!» /
Collage as a Narrative Strategy in V. Nabokov's Novel Look at the Harlequins!

OcHoOBHasl 1IeJIb TaHHOTO MCCJIEJOBAHMS COCTOMT B BBIABM)KCHMHM HOBOM MHTEPIIPETALIMM CTPYKTYPHO-
MIOBECTBOBATEIBHOTO yCTpoiicTBa pomaHa B. HabokoBa «CmoTpu Ha apieKuHOB!» € TOYKH 3pEHUS
aKTyaJlM3allii 3aJI0)KEHHBIX B HEM caMOpe(IEKCUBHBIX aBTOPCKUX UHTEHLIUH.

OOBEKTOM aBTOPCKOW peduieKCHH B MOCIEAHEM 3aKOHYEHHOM pomaHe HaOokoBa CTaHOBHTCS TO SIBHO
OJTHOCTOPOHHEE, YIPOILICHHOE, BYJIBIAPHOE BOCHPHUATHE KAK PYCCKOS3BIUHBIX, TaK M AHIVIOA3BIYHBIX €T0
IIPOM3BEACHUN, B IMEPBYIO OYEpelb CIPOBOLMPOBAHHOE CKAaHJAIBHBIM ycrnexoMm «Jlomute». OXOTHO
IpeIIpuHIMaeMble KakK IpO(eCcCHOHAIBHBIMU JIMTEPATYPOBEIAMH, >KYPHAIBHBIMU pELEH3EHTaMH, TaK U
MPOCTHIMH YUTATENISIMU TIOUCKH HUM(ETOK Ha CTPaHUIIaX HAOOKOBCKUX MPOU3BEICHUH MAapOAUPYIOTCS aBTOPOM
Ha CHOKETHO-TIOBECTBOBATENbHOM ypoBHEe «CHA!». Takme snm301pl Kak, CKakeM, IYTEIIECTBHE IJIABHOTO
reposi B.B. co cBoeii HecoBepiiennosnetneir nodeppto ben mo CoenunennsiM IllTaTam ¢ octaHoBKamu B
MOTEJISIX, WIH, K TIPUMEPY, HOUYHbIE NOCEIIEHNs bel KOMHAThI 0TLA C LIEIbI0 JIeKJIaMaluy CTUXOB, IapOAUIHO
MEPEKIMKAIOTCS C COOTBETCTBYIOIIMMHU CLEHaMH U3 «JIonUTh». DTO HAaBOAMT HA MBICIb O TOM, YTO C
KOMIIO3ULIMOHHOW TOUYKM 3pEHHUs POMaH MpPEACTaBiIsAeT COO0OW Koanaxc W3 MapoJUHO MEpeOoCMBICIEHHBIX
HaGokoBbIM (B CBeTe WX BYJIBrapHOW PELEMIMH) CI0KETHO-ITOBECTBOBATEIBHBIX MOJOXKEHUH M 00pa3oB €ro
IIPEIUIECTBYIOIUX POMAHOB — Ipex e Beero «Jlomute» u «[IaunHa».

HabokoB nacenmsier xymoxectBeHHBbIH mMup «CHA!» oOpasamm ManeHBKUX TCEBIOHUM(ETOK (3TO U
Jonmu ¢on bopr, n 6e3bIMAHHBIE JEBUYILIKH B TUPOJIBCKUX KOCTIOMUYHKAX) C I€JIbI0O OOMAaHYTh OXKHUJIAHUS KaK
HAUBHBIX YHUTATENEH, TAK U «IIOILIBIX BECEIbYAKOBY», 3HAKOMBIX C €r0 TBOPYECTBOM TOJBbKO 1o «Jlonure». OO
9TOM CBMJETENBCTBYET M HNapoAuiiHoe cxoAcTBo J[losmm ¢ nApyrold MaleHbKOM AEBOYKOM — OMMOH U3
«I[Ipurnamenuss Ha Ka3Hby». Elle OMH CTEPEOTHN aMEPUKAHCKOW pELENIHH, KOTOPBIA MHCATENb CTPEMUTCS
cokpymuts B «CHA!» - 310 Bocmpustue «[IHMHaA» Kak yIOUBUTEIBHOM «CMECH IOMOpa U TyMaHHU3May:
onucanve npurotosieHnii B.B. x mnpue3sny ben mapoaupyer COOTBETCTBYIOIIYIO clUEHY B «[IHWHE» -
«CMEIIIHYIO U TPOTATENIbHYI0» CYETY 3arjlaBHOIO I'eposl, O’KHUIAIOIETO MPUOBITUS ChIHA OBbIBILEH BO3II00IEHHOM.

B ToXe Bpems, mpucyrcTBUe B TmoBecTBOBaTenbHOW TkaHM «CHA!» mepcoHaxeil u mapoiuitHO
NEPEOCMBICIICHHBIX CIOKETHBIX cHUTyauui u3 pomaHa «llommuunas xu3Hp CeOactbsHa Haiita» sBnsercs
CPEICTBOM BBIPQKEHHUS AaBTOPCKOM SCTETUKO-JIUTEPATYpPHON aHTUNATHMM 10 OTHOUIEHHIO K JKaHPY
«POMaHTH3MPOBAHHOI» Ouorpaduu, a TaKxke MCUXOaHATIHU3Y.

bonee mnpucrampHOe U3yuyeHUE CIOKETHO-IIOBECTBOBATENbHBIX Hepekandyek wMexay «CHAD wu
BBIIICYOMSHYTBIMH POMaHaMH, CIIOCOOHO OOBSCHUTH BBIOOP TEPMHHA «KOIAJKCH Ul WHTEPIPETALMH €ro
CTPYKTYpPHO-IIOBECTBOBATENBbHON OpraHu3anuu. Xya0KeCTBEHHO-ICTETUYECKasi CYIIHOCTb NpPUEMa KOLIaAMCA
KOppeIupyeT C BHIHECEHHBIM B 3arjaBhe oOpa3oM aplieKMHA, a TaKKe CO CKPHITOH B HeM Ouorpaduyeckoit
JeTalbl0 — IIBETHBIMU CTEKJaMHU BBIpCKOW Oeceiku, rnae Oyaymuil nucareilb COYMHUI CBOE IEpBOE
CTUXOTBOPEHHE.

The main objective of the present thesis is to suggest a new reading of the narrative strategy employed
by Nabokov in LATH! from the standpoint of self-reflexive intentions placed at its core.

In his last completed novel Nabokov, among other things, becomes concerned with the obviously one-
sided, much simplified, vulgar perception of his both Russian and English writings prompted in the first place
by Lolita’s scandalous success. The predictable readiness with which the professional researchers, literary
reviewers and common American readers got involved in leafing Nabokov’s books in search of nymphets and
perverts finds in the novel its parodic textual representation. Such episodes as V.V.’s carousing the country and
staying in motels with his underage daughter Bel or Bel’s sneaking into her father’s room at night much in
Lolita’s fashion make the narrative look like a collage composed of the corresponding scenes borrowed from
Lolita but shown through the light of Nabokov’s parody.



The very presence of unnecessary (and accidental in terms of the plot) little girls (Dolly Borg, Tyrolese
girleens) in the novel are designed to mislead the naive or on the contrary too sophisticated readers. One of the
pseudonymphets, Dolly even bears a striking resemblance to little Emma from Invitation to a Beheading. The
above mentioned shallow and stereotyped perception of Lolita isn’t the only building block in the novel’s
metafictional contents. The once popular reading of Nabokov’s Pnin as “a blend of humor and humanism” is
being parodically spurned at in the episode of V.V.’s furnishing and preparing the house for Bel’s arrival. The
characters and scenes borrowed from the novel The Real Life of Sebastian Knight add to the self-reflexive
dimension of the text and are meant to actualize Nabokov’s attitude towards the genre of “biographee romance”
on the one hand, and to mock Freud for a thousand times on the other.

A closer textual analysis of LATH! will explain the choice of the term collage in describing the novel’s
narrative strategy as its meaning correlates with the image of a harlequin in the title and the biographical detail
concealed behind it.



Mapuera boxxosuu / Marijeta Bozovic
JABukymuecs kapruabl HabokoBa: «Ana» u Teopust Meaua /
Nabokov’s Moving Images: Ada and Media Theory

B cBoém nokimaze s oOpamaroch K HEJaBHO OIyOJMKOBAHHBIM paboTaM IO TEOPUH Meaua U Ha HX
OCHOBE HCCIIEYIO MCII0JIb30BaHUE Pa3InYHbIX Menua-npuémMoB B pomane HaOokoBa «Ana»

Critics have long stressed the painterly sensibility of Nabokov’s verbal art, and Nabokov himself
emphasized his interest in the possibilities and paradoxes of Ut pictura poesis. In Ada or Ardor, Nabokov’s
familiar foregrounding of the image translates into a private gallery of Old Masters and other works of art, with
a concentrated look at Hieronymus Bosch’s Garden of Earthly Delights. Moreover, if Ada animates the Old
Masters, there are also no fewer than three film adaptations depicted in the novel, betraying an ongoing struggle
between the media—and echoing Stanley Kubrick’s and Nabokov’s skirmishes for narrative control over Lolita
the film. The cinematic devices of Ada hardly intensify the novel’s perceived realism: on the contrary, Nabokov
keeps these devices in the open. Just as he had taken pains to subvert the illusionism of film in his Lolita
screenplay, he now exponentially increases such distractions to defamiliarize both fictional and film
conventions in the pursuit of a new post-cinematic transnational novel. In this talk, | turn to recent work in
media studies to explore the competition with visual rhetoric, spectacle, and media specificity in Nabokov’s
most “mediated” work.



JIwoba Tapsu / Ljuba Tarvi
«KopoJab, 1ama, BajieT»: K BOPOCY 0 ABYX (ppeM-XpPOHOTONAX poMaHa /
King, Queen, Knave: On the Problem of Two Chronotopes of the Novel

AHanau3 OCHOBaH Ha COIIOCTaBJIEHUHM XYI0)KECTBEHHOI'O M PEaIbHOI'O XPOHOTOINOB, IPEIIOKEHHBIM
Ha6oxoBbim B siekiuu o «Aune Kapenunoit» Toncroro. TepmuH «hpeldiM-XpOHOTOI» OTHOCHTCS K TIOJTHOMY
MepHOy ACHCTBHS POMaHA U CIHUCKY ero TomocoB. Tomo-dpeitm K/[B BkioyaeT aBa Toroca: bepnun (TiaBbl
1—11) u mpumopckwuii kypopT (raBel 12 — 13). JlelictBue 13 riraB poMaHa mpoucxoauT B TeueHue 10 mecsies,
c ceHtssOpst mo uronb. CTPyKTypHas cepeluHa poMaHa, TjiaBa 7, MPUXOAWUTCS Ha PoxkmecTBo, BeHYaromIee
MEPBYIO TPETh XPOHOCA.

[Tpu nmepedpaze pomana Ha aHrauiickuii HabOKOB 3HaYMTENHHO U3MEHHI TEKCT, HO B JIOKJIaae OyayT
paccMOTpeHbI TOJIbKO U3MEHEHUs B XpoHoTorne. Kak OyneTr mokasaHo, B aHIVIMHCKONW BEPCUU MPOCIIEKUBACTCS
JIB€ TEHJEHIIUU: «Pa3MbIBAHHUE» TOUYHBIX XPOHO-UHJIUKATOPOB PYCCKOTO OpUrMHaNa (HAmp., «B YETBEPTH
BOCBMOT'0» CTaHOBUTCSl «OKOJIO BOCBMH») M COKPAILIEHUIO UX KOJIMYECTBA U, HA00OPOT, «IeTaIU3alHs» TOIMO-
MHJIUKATOPOB (HAIp., IPUMOPCKUI KypopT ctanoButcs: Seaview hotel at Gravitz) u yBenndeHnue ux KoJIn4ecTsa.

UYro kacaercs ¢ppeliM-XpoHOTONA, B MPEAUCIOBUH K MEPEBOy poMaHa Ha aHrmiickuii Habokos (1967)
MOJTHOCTBIO KOPPETUPYET XPOHOCHI CO3/IaHMS poMaHa U ero jaercTBus: «[ Poman] Obu1 3amymMan Ha IPUOPEKHBIX
neckax 3anuBa B [lomepanum nerom 1927 ropa, Hamucan cieayromiei 3uMoil B bepinuHe u 3aBepileH JeTOM
1928 roma». B pycckoMm opuruHaie roj COOBITHI HE YKa3bIBA€TCS, HO €0 MOXHO BBICUYHTATH 1O TEKCTY,
MIPUYEM OKa3bIBAETCs, YTO HAYAJIO JIEUCTBUS CABUTAETCS Ha LeTbli roj Hazaa. Koner xpoHo-(peiiMa pycckoro
OpUTrMHaja yKa3aH TOYHO, JIEBSITOE HIOJs (rnaBa 12), B aHIIMHCKOM e BEpCUHU JCUCTBUE 3aKaHUYMBAETCS Ha
JeHb paHblle, HO 0e3 To4yHOoW aatel. CreaoBarenbHO, (PEHM-XPOHOTON PYCCKOTO OpPUTHHANIA BBITJISAUT
CJIEIYIOIIUM 00pa3oMm:

xpoHo-¢peim: 21 centsaops 1926 rona - 9 urons 1927 rona,

Toro-(ppeiim: bepiuH - mpUMOpPCKUit KypopT.

OpeltM-XpOHOTOIT aHTJIMHCKON BEPCUM POMaHa MOKHO MPEACTaBUTD TaK:

XpoHo-(peiim: BTOopas nojoBuHa ceHTs0ps 1927 roga — Hauano utons 1928 roaa,

tono-dpeiim: bepnuu — Sea View Hotel at Gravitz.

Takum oOpazomM, mpu nepexojie Ha aHrauickuii HabokoB kak Obl PUOIUKAET BHEBPEMEHHOU CIOKET
JH0O0BHOTO TPEYroJbHUKA K HEMEIIKUM pealusiM OIPeeIEHHOTO eproa.

The analysis is based on superimposition of the chronotope of the novel and the real historical time
within this chronotope according to the method suggested by Nabokov in his lecture on Anna Karenin. The term
‘frame-chonotope’ covers the total chronological length of the novel and the list of its toposes. The topo-frame
of KQK includes two toposes: Berlin (chapters 1-11) and a seaside resort (12-13), its chrono-frame covers ten
months, from mid-September to the first decade of July. The events of the structural center of the novel, chapter
7, take place at Christmas and crown the first third of its chronological length.

When paraphrasing KQK into English, Nabokov introduced significant changes into the text, but the
topic of the present report is limited to the changes in the chronotope. In this respect, two strong tendencies can
be traced: “smearing” of the exact chrono-indicators of the Russian original (e.g., “at a quarter to seven”
becomes “”’about eight”) and reduction in their number, and, vice versa, “detalization” of topo-indicators (e.g., a
seaside resort becomes Seaview hotel at Gravitz) and their quantitative growth.

As regards the frame-chronotope, in the Forward to the English translation (1967), Nabokov completely
correlated the chronos of the novel writing and its action: “Conceived on the coastal sands of Pomerania Bay in
the summer of 1927, constructed in the course of the following winter in Berlin, and completed in the summer
of 1928.” In the Russian original, the year is not indicated but it can be calculated, in which case the action can
be viewed as if moved one year back, to 1926. The end of the Russian version is given exactly: the 9™ of July
(chapter 12), while in the English translation the action ends one day earlier but without indicating the date.



Therefore, the frame-chronotope of the Russian KQK can be described as follows: chrono-frame:
September 21%, 1926 — July 9™, 1927, topo-frame: Berlin — seaside resort. The frame-chronotope of the English
KQK is as follows: chrono-frame: the second half of September, 1927 — the first decade of July, 1928, topo-
frame: Berlin — Seaview hotel at Gravitz.

One might conclude that Nabokov used the opportunity of changing the language for adapting the
timeless classic plot of a love triangle to the German realities of a certain period.



Haranba AnekcanapoBna ®@areeBa / Natalya Fateyeva
OneBanue u pazaeBanue y Hadokosa /
Dressing and Undressing in Nabokov’s Novels

Buumanne HabokoBa K «BEIIHOMY MHUPY» OTMEYAETCsi MHOTUMH HCCIIEI0BaTENsIMU (cM. paboTsl [JIeBuH
1990, CaBenbeBa 2001, Homuauna 2004] u ap.). Ocoboe MECTO B 3TOM MHPE 3aHUMAIOT aTpUOYTHl OACIKIIBI U
caM KOHIIETIT «OZeKIbD» KaK BHEIIHEH 000JI0UKM YenoBeka. B pycCKuX TEKCTax mucatesst IpeaMeThl OHEkK bl
MPEeJICTaBJICHbl JOCTATOYHO MOAPOOHO M IIMPOKO: 3TO M BEPXHAS OACKIA, HIDKHAA O/eXkAa, 00yBb, JAeTaan
[IPEIMETOB KOCTIOMA, aKCECCyaphl, NMPUYEM IIOCIEIHUE HMMEIOT HEPEIKO B KOMIIO3UIMM TEKCTOB BEAYLIEE
3HaueHue. B nenom, nmpeamersl onexnabl y HabokoBa M MX COCTOSIHHSI CTAaHOBATCS OTPAKEHHUEM JBMKCHU,
XapakTepa, YyBCTB M IMEPEKUBAHUIA I'e€pOEB U MX CBOCOOPA3HBIM aHANOroMm. boiee Toro, BemM MPUHUMAIOT
(dbopMy CBOMX HOCUTEJIEH U YIOI0OJSIOTCA UX CIIOBECHON XapaKTEPUCTHUKE.

B 10 xe BpeMsi mpeaMEThI O/ICXK/IbI, OTIENSAACH OT T€POEB, HE3AMETHO CTAHOBSITCS MX TBOWHUKAMHU, H,
OJIyILLIEBIISISICH, MPEBPAILAIOTCS B CHMBOJIMYECKHE 3aMECTUTENN WX OTHomeHui. Tak, makunToml PdpaHua u
KpOTOBOE MaibTO MapThl yacamu OOHUMANUCL 6 MecCHOM cympake HazpydceHnvix eewianok («Koponb, nama,
BaJICT»).

Opnnako y HabokoBa mpezcraBieHne 00 0/1exk/Ie KaKk «BHEITHEH 000J0YKe» YeIOBEKa ropa3io riryoxe,
4YeM MPOCTO YKa3aHHE Ha COOBITUS B JKU3HH IepoeB. Y HEro BaXXHO MpEJCTaBICHHE 00 OJeXk/1e UMEHHO KakK O
TOM, YTO HE MOYKET IOJIHOCTHIO0 U3MEHUTh BHYTPEHHIOIO CYIIIHOCTD YEJIOBEKA.

HNmenno nostomy y HaGokoBa 0COOEHHO 3HAaUMMBI MOMEHTBI «OJIEBAaHUS» U «Pa3JACBaHU» TE€POEB.
[Tpuyem, 3T AEUCTBUS B TPOU3BEACHUSAX MMUCATENSI YACTO SHAHTHOMOP(PHYHBI M 00paTUMbl. MBI IOKaXeM, 4TO
mis HabGokoBa Oonee MapKUpPOBAaHHBIM OKAa3bIBAETCSI HE MOTHUB «OJIEBAaHUS», a MOTHUB «pa3/ICeBaHUAY.
3. [lTaxoBckas B kaure «B monckax Habokosay [1991] cnenmansHO OTMEYaeT KIIFOYEBYIO0 HAOOKOBCKYIO (hpa3y,
HaliieHHyl0 €0 B poMmaHe «[IHuH»: «YMepeTb — 3TO pa3aeTbcs». A fganee AaeT CBOM KOMMEHTapHil:
«CKpBIBarOIEMyCsl TI0J] MaCKaMH, IO apJeKUHHBIME onexnamMu HabokoBy orosieHue HecTepnuMoy. MIMeHHO
MO3TOMY OH, KaK BEIUKUA MUCTH(PHUKATOp, MEPEKII0YAeT YUTATENsI HA «OCIKETCHHBIE MEJIOYU», CpPeIu
KOTOPBIX aTpUOYThI OAEK/Ibl, 00Iauarolell YeJI0BeUeCcKoe TEJO ISl 3alUThl OT BHEIIHUX BO3AEUCTBUM, UTPAIOT
€/1Ba I HE TJIaBHYIO POJIb.

Nabokov's attention to the "corporeal world" was mentioned by many researchers (see [Levin 1990,
Savelyeva 2001 Dolinin 2004], etc.). A special place in this world is occupied by attributes of clothes and the
concept of "clothing” as the outer shell of a person. In Russian novels of Nabokov all types of garments are
presented widely: outerwear, underwear, shoes, costume details and accessories; the latter are often play a
sufficient role in the composition of texts. In general, clothing in Nabokov’s texts can reflect movements,
feelings and experiences of the characters and even serves as their analogue. Moreover, things are taking shape
of their carriers and assimilate with their verbal characterization.

Nabokov's idea of clothing as "outer shell” of a person is much deeper than just a reference to events in
the characters' lives. His main idea is that clothes cannot completely change the inner essence of people. That's
why the moments of "dressing" and "undressing" are especially significant in the life of Nabokov’s heroes.
Moreover, these actions are often reversible. But we want to show that the motive of "undressing"” is more
marked in Nabokov’s world than the motif of "dressing".



Hopa loawn / Nora Scholz
«CyTb OTKpBLIACH ...»: HOHAYaJu3M B npo3e HaGokosa /
“Essence has been revealed to me”: Nonduality in the Prose of Nabokov

CnoBo «Cytb» B 3arosoBke B3sita u3 moBectu HaGokxoea Ultima Thule: «Cyte ortkpbuiace». Dta
CYLIHOCTh MOKHO OXapaKTepU30BaTh Kak (peHOMEH ,HOHAyalIn3Ma’.

,CyIITHOCTh BelIel‘ KOppEIHpyeT ¢ SBICHHEM ,MOTEPU 3T0° M CJIENOBATEIBHO SBISETCSA ,YUCTHIM
BHJIOM‘, KOTOPBIM s CUMTAIO MoTepeit ,3ro-GpuibTpa.

Jlro6ast mepcneKTHBa MOSBIAETCS B KauecTBe (PUIbTpa, yepe3 KOTOPHI BOCHPUHUMAETCS ,€HCTBUTEIBHOCTD
(0IHO M3 HECKOJBbKUX CJIOB, KOTOPhIE HUYETO HE O3Ha4yaroT 0e3 KaBblueK, kak HaGokoB muieT B aHTIMICKOM
[TocnecnoBuu Jlonumet).

UTo MpoUCXOIUT, €CII 3TOT PUIBTP - JIUUHBIN cioco0 BocmpusTHs - ucuesaer? B nmpo3e HabokoBa Mbl
HAXO0/IMM MHOXECTBO MPUMEPOB ,MIOTEPH 3r0°, KOTOPOE BHICTYMAET B OCHOBHOM B JIBYX Pa3JIMYHBIX (hpopmax:
onbIT Bce ObiTusA («UyBCTBO €IUHEHHS C COJHLEM U cKalamu», [lamams, 206opu) W, Ha APYroil CTOpPOHE,
HEOBITHUS (KaK 3TO MHOTIA ciydaeTcs ¢ mpodeccopom [THMH Ha ero ckameiike).

B Moem pokinaze s xouy mokasaTh 3TO SIBJICHHE Ha HEKOTOPBIX IpHUMEpax, OCOOCHHO Ha JBYX paHHUX
pacckasax, 3syku (Sounds) mist onbita ,equHCTBa’ — U Yorcac (Terror) ajis omneita MOJTHOTO MTOTEPH 3T0.

B 3akmouenue s mpemiararo KOpoTkoe TojkoBaHue pacckasza Ultima Thule, rne Amam ®anbrep
(meramopdo3a OT JIHYMHKH K ,0a00uke’ (Hemeukwii ,DanmpTep’) yke MPOU3O0ILIO) CTOMT B «UCTHHHOM
pealbHOCTHY («OH TO BHE HAC, B SIBUY).

The ‘essence’ in the title, taken from Nabokov's story “Ultima Thule” (“sut’ otkrylas’”), can be
characterized by the (Non-)Concept of ‘Nonduality’.

The ‘essence of things’ is correlated to the phenomenon of ‘egolessness’ and hence ‘pure seeing’, which
I consider as the loss of an ‘ego-filter.’

Any perspective appears as a kind of filter through which ‘reality’ (“one of the few words which mean
nothing without quotes”, as Nabokov says in the Afterword to Lolita) — is perceived.

What happens, if this filter — the personal way of perception — vanishes? In Nabokov‘s prose we find
plenty of examples for this ‘loss of ego’- phenomenon, which can be stated in two oppositional shapes: the
experience of being ‘everything’ (“oneness with sun and stone”, Speak, Memory) and being ‘nothing’ (as
occasionally happens, for example, Professor Pnin on his park bench).

In my presentation | will show this phenomenon in some cases, especially the example of two early
short stories, “Zvuki” (“Sounds”) for the experience of ‘oneness’ — and “Uzas” (“Terror”) for the experience of
complete ego-loss. I'll close with a short interpretation of “Ultima Thule,” where Adam Fal’ter (the
metamorphosis from larva to ‘moth’ (german ‘Falter’) has already taken place) stands in the “true reality” (,,on
to vne nas, v javi®).



