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Abstract. Toni Morrison’s Beloved stands as amasterwork of genre hybridity,
fusing historical fiction, magical realism, gothic horror, and psychological drama
to narrate the trauma and legacy of American slavery. This study investigates the
linguistic and cultural complexities inherent in translating Beloved into Russian,
focusing specifically on the genre hybridity that characterizes Morrison’s narrative
style. The research aims to define the genre-specific features of the novel, identify
translation difficulties arising from linguacultural density, and evaluate strategies
used in the Russian version by 1. Togoeva to preserve the novel’s layered voice.

Methodologically, the study adopts a qualitative comparative framework
that integrates translation theory (Skopos theory, domestication/foreignization
paradigms), cultural linguistics, and close textual analysis. Selected passages
from the source and target texts are analyzed across textual, functional, and
cultural dimensions, with attention to vernacular voice, stream-of-consciousness,
and culturally embedded symbolism.

Findings reveal that while I. Togoeva’s translation maintains narrative
coherence and thematic fidelity, it often sacrifices rhythmic dissonance,
vernacular texture, and metaphoric ambiguity. Key elements of African
American Vernacular English (AAVE), oral storytelling, and spiritual symbolism
are regularized or domesticated, which leads to the loss of cultural specificity
and poetic fragmentation. The study underscores the necessity of genre-aware
translation strategies that can retain both stylistic intensity and ideological depth.

The contribution of this research lies in its multi-dimensional analysis
of a genre-hybrid, culturally dense literary text, bridging gaps between literary
scholarship and translation studies. It provides practical insights into how
translators might navigate the intersection of linguistic fidelity and cultural
resonance when handling complex, multi-genre works like Beloved, offering
broader implications for cross-cultural literary translation.

Keywords: genre hybridity, linguacultural translation challenges,
translation strategies, textual dimensions, functional dimensions, cultural-
linguistic dimensions, cultural symbolism, translation theory
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Introduction

Toni Morrison’s Beloved is widely recognized as a foundational text in
contemporary American literature and a central work within African American
narrative traditions. Awarded the Pulitzer Prize for Fiction, the novel also
played a significant role in Morrison’s receipt of the Nobel Prize in Literature.
Beloved engages with the historical trauma of slavery by foregrounding personal
memory, psychological fragmentation, and the persistence of ancestral haunting
[1]. Loosely based on the historical case of Margaret Garner—an enslaved
woman who killed her child to prevent her return to slavery—the novel situates
individual experience within broader cultural and historical frameworks. As L.
Krumbholz argues, Morrison constructs a form of cultural memory by disrupting
conventional genre boundaries, thereby reflecting the fractured and haunted
subjectivity of formerly enslaved individuals [2].

In literary scholarship, Beloved is frequently identified as a genre-hybrid
work — an innovative fusion of historical fiction, magic realism, gothic horror,
and psychological drama. These intersecting genres serve both aesthetic and
thematic functions. The historical dimension roots the narrative in the violent
legacy of American slavery, effectively, as some critics have argued, writing ‘the
ghost of slavery back into history’ [3] and foregrounding the psychological and
cultural trauma that is often omitted from official historical accounts.

Magic realism introduces the ghost of Sethe’s deceased daughter, treating
the supernatural not as an aberration but as an integral element of the lived
experience. This reflects the persistent, haunting presence of unresolved trauma.
Gothic horror is evident in the novel’s tone and setting: the haunted house at
124 Bluestone Road functions as a metaphor for repressed memory and psychic
wounds. The psychological dimension is expressed through fragmented narrative
structures, stream-of-consciousness passages, and emotionally charged internal
monologues.

Each of these genres contributes to the novel’s linguistic and cultural
density. Morrison draws extensively on African American Vernacular English
(AAVE) [4], oral storytelling rhythms, biblical allusions, and culturally embedded
metaphors. The result is a text that defies straightforward categorization and
requires a translation approach sensitive to its stylistic, narrative, and cultural
intricacies.

Although Beloved has been the subject of extensive literary, historical, and
psychological analysis, relatively little attention has been devoted to the specific
challenges its genre hybridity poses for translation. Rendering the novel into
other languages — particularly those with distinct cultural frameworks, narrative
traditions, and linguistic systems, such as Russian — raises critical questions: How
can the novel’s hybrid genre identity be preserved? How might its psychological
depth, culturally specific language, and rhythmic narrative style be conveyed
within a different linguacultural context?
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This lacuna in applied translation research is noteworthy. Existing
scholarship in translation studies often prioritizes abstract theoretical models or
isolates individual stylistic concerns, but rarely addresses the full complexity
of Morrison’s genre-driven narrative voice and cultural encoding. A focused
comparative analysis of the original and its Russian translation offers a valuable
opportunity to explore these challenges and to propose more robust strategies for
translating genre-hybrid, culturally layered literature.

The aim of this study is to examine the genre hybridity of Toni Morrison’s
Beloved and to investigate the specific linguacultural challenges that arise in
translating the novel into Russian. The study pursues the following objectives:

-to define the nature of genre hybridity in Beloved, and to explore how
it is articulated through narrative structure, linguistic choices, and culturally
embedded references.

-to identify the linguistic, stylistic, and cultural difficulties encountered in
the Russian translation of the novel.

-to evaluate the translation strategies employed to preserve the genre-
specific and culturally encoded features of the source text.

-to propose practical, genre-sensitive translation approaches grounded in
comparative textual analysis.

This article adopts a case study methodology informed by translation theory
and close reading. Through a comparative analysis of selected passages from
the original English text and its Russian translation, the study illustrates how
genre hybridity complicates the process of linguistic transfer. It further examines
how translators navigate these complexities by adapting or reconfiguring narr
ative strategies to retain the cultural and emotional resonance of the source
material. In doing so, the research seeks to address a notable gap in translation-
focused Morrison scholarship and to contribute practical insights into the broader
challenges of translating genre-blending, culturally rich literary texts.

Materials and methods

This study adopts a qualitative comparative analysis to explore how the
novel is translated into Russian, with particular emphasis on the negotiation
of lingua-cultural elements and narrative hybridity. Recognizing Beloved as
a complex fusion of genres, the translation process demands the balance of
technical accuracy, cultural sensitivity and stylistic attunement.

The methodological framework is grounded in culture-oriented theories of
translation studies [5], and draws on Skopos Theory [6], Venuti’s domestication/
foreignization dichotomy [7], and lingua-cultural approaches to translation [8].
In particular, it is further reinforced by recent research on the translation of
American multicultural literature, which emphasizes systematic strategies for
preserving cultural meaning and adapting linguistic expression without erasing
the source text’s original identity [9], [10].
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The primary source for this study is the original English text of Toni
Morrison’s Beloved, which serves as the reference for comparative analysis. The
corresponding target-language text is the Russian translation by I.Togoeva [10],
recognized for its wide circulation and critical engagement in Russian literary
discourse.

To ensure analytical clarity and textual richness, the study isolates three to
five representative passages, each exemplifying a distinctive facet of the novel’s
stylistic and generic complexity:

-supernatural episode: e.g., Beloved’s ghostly return, highlighting elements
of magical realism and gothic horror;

-stream-of-consciousness ~ monologue:  showcasing  psychological
fragmentation, rhythmic syntax, and poetic cadence;

-dialogue segment featuring AAVE: exploring idiolect, cultural idioms, and
non-standard grammar;

-historically embedded flashback: such as Sethe’s escape or recollections
of Sweet Home, emphasizing documentary realism and cultural memory.

These passages are selected to maximize interpretive scope while focusing
on genre hybridity and linguistic-cultural density — core elements of Morrison’s
narrative technique.

The analytical procedures are divided into textual, functional, and cultural-
linguistic dimensions. First, textual analysis employs a close contend examination
to track lexical choices, syntactic shifts, and narrative voice modulations in the
translation. Special attention is given to:

-AAVE transference — how dropped auxiliaries, non-standard verb forms,
and culturally specific phrases are retained, diluted, or normalized in Russian;

-poetic rhythm and repetition — how techniques used to embed memory,
trauma, and emotion are mirrored or altered in the target language;

-metaphor and symbolism — how biblical, ancestral, or folkloric allusions
are presented in literal translation.

Second, drawing from Skopos theory, the functional assessment interrogates
the translator’s likely goals: whether the priority lies in aesthetic fidelity, cultural
accessibility, or emotional resonance.

Third, cultural strategy evaluation is based on Venuti’s domestication
and foreignization framework and actually evaluates the extent to which the
translation has domesticated cultural references (e.g., substituting realia or
idioms with Russian equivalents) or foreignized them (e.g., retaining original
expressions or inserting footnotes).

Forth, lingua-cultural analysis investigates how the Russian translation
renders Morrison’s culturally loaded narrative voice. Particular focus is placed
on the retention of cultural specificity versus smoothing for general intelligibility,
the handling of spiritual and folkloric registers (e.g., ghost stories, oral tradition
motifs), temporal and psychological dislocation as represented in narrative
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structure and verb tense — given differences between English and Russian
temporal framing conventions.

Finally, the article puts interpretive goals rather than merely mapping
source-to-target textual changes. These includes the analysis of general creative
equivalence reflected in innovatively maintenance of Morrison’s expressive
depth, evaluation of translation loss of narrative, symbolic, or stylistic elements,
and ideological mediation that reframes the novel’s cultural politics in the target
language.

By integrating translation theory, literary analysis, and cultural linguistics,
the article offers a multi-dimensional perspective on the translation of genre-
hybrid fiction across linguistic and cultural boundaries.

Results and discussion

The novel’s stylistic and generic complexity and its translation challenges
are analyzed from textual, functional, and cultural-linguistic dimensions. The
most notable examination outcome — the translation of Beloved by 1.Togoeva
demonstrates both an effort and a struggle to maintain the novel’s genre hybridity,
particularly the simultaneous expression of historical realism, magical realism,
gothic horror, and psychological drama. While the historical and realist elements
are generally retained with semantic clarity, the interplay between realism and
the supernatural — central to Morrison’s magical realism — suffers occasional
flattening in the Russian version.

The evaluation of gains and losses in the rendering of magical realism,
especially in the passage depicting Beloved’s supernatural return, reveals a shift
in tone: originally imbued with mythic reverence and familial intimacy, the scene
in translation acquires more literal and psychological connotations. This results
in anchoring the ghostly figure too firmly in rationalized grief, undermining the
polyphonic ambiguity Morrison constructs in the source text. This observation
aligns with broader analyses of magical realism as a literary method that fuses
the irrational and the mystical with the real, serving as a means to explore
complex human values and symbolic dimensions of reality. As recent research
notes, the merging of myth and realism offers a lens through which historical
trauma, identity, and humanistic values are refracted — a dynamic also present
in Morrison’s narrative design, though less perceptible in the Russian rendering
[12].

The evaluation of gains and losses when rendering the magical realism
in the passage describing the supernatural return of Beloved, originally narrated
in a tone that blends mythic reverence and familial intimacy, shows that it is
translated in Russian with slightly more literal and psychological connotations.
Thus, the translated extract has the unintended effect of anchoring the ghost too
firmly in rationalized grief rather than allowing for the polyphonic ambiguity
Morrison constructs.

378 BULLETIN of Ablai Khan KazUIRandWL



Translation challenges of linguacultural complexity and genre hybridity of ...

In the original English passage, Beloved’s reappearance is uncanny yet
unmarked — a key feature of magical realism. Morrison refuses to signal whether
this woman is a ghost, a human, or a symbolic presence. The narration flows
with sensory and emotional realism, yet what occurs is metaphysical: a drowned
woman with ‘new skin’ appears without explanation, smiling and thirsty, at
the threshold of Sethe’s haunted home. This ambiguity is deliberate. Morrison
dissolves the line between the psychological and the paranormal, between lived
history and its haunting return.

Eng: ‘A4 fully dressed woman walked out of the water’ [1, p.55]

Rus: ‘Ilonnocmuvio odemas dceHuwuna 6 HAPAOHOM NAAMbE BbIULA NPIMO
uz pyuvs’ [10. P.38]

The Russian version keeps the sentence largely intact, but adds ¢ napsonom
nnamoe (in a fancy dress), which is not explicitly present in the English. While
this addition might aim to emphasize the incongruity of her appearance, it shifts
focus subtly from the eerie emergence from water to her attire, possibly grounding
her more in reality than mystery.

Eng: ‘She had new skin, lineless and smooth, including the knuckles of her
hands’ [1, p.55].

Rus: ‘Koorca y neé bvina kak y maadenya — enaoxas, 6e3 eOuHot MOPUWUHKU,
Oadice Ha cycmasax naavyes’ [109, p.38].

The translation effectively communicates the otherworldliness of Beloved’s
body — new, infantile, unmarked. While the addition xax y mraoenya reinforces
the supernatural birth/rebirth motif and retains Morrison’s uncanny tone.

Eng: ‘..Sethe’s bladder filled to capacity... the water she voided was
endless... more like flooding the boat when Denver was born’ [1, p.55].

Rus: “...ona nouyecmeosana, umo mouegoti nysvipv y Heé cetivac npocmo
nonuem... M3 neé OYK6ANbHO XAbIHYI NOMOK... NOX0dCe HA po0osbie 600bl...°
[10, p.38]

The scene is a symbolic, corporeal reaction — a visceral echo of trauma and
birth — is faithfully rendered. The imagery of breaking water in both versions
metaphorically links Beloved’s return with childbirth, blurring the boundary
between physical, emotional, and spiritual dimensions. The Russian translation
does not rationalize this scene. It maintains the surreal logic that governs
Morrison’s magical realism: a ghost can return like a daughter born again, and
the body remembers the past in liquid form.

In general, the whole passage describes an unease scene, where strangers
would avoid the newcomer not because she is strange, but because she is smiling
despite her strangeness. The narrative tone and ambiguity of the scene are
mostly preserved in Russian. The surreal contradiction, her physical debilitation
paired with serene joy, remains intact, subtly implying spiritual possession or
ghostly calm. However, note the translation of dozing as 6peduna nassy (roughly
delirious while awake), which implies psychological instability rather than simple
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sleepiness. This shifts the framing toward the psychological, perhaps marginally
reducing the magical undertone.

Mystery of identity is the core of the passage:

Eng: ‘What might your name be? ... Beloved, she said, and her voice was
so low and rough each one looked at the other two’. [1, p.56].

Rus: — Kax meb6s xnuuym-mo? — cnpocun Ilonv [u. — Bosznobnennas, —
OmMeemuia 0e8yuiKa, U 2010C y Heé OKA3aNCs MAKUM MUXUM U XPUNIbIM, YO 6Ce
mpoe nepeenanyiucsy’ [10, p.39].

The mystical climax is conserved. The Russian Bozno6nennas retains the
biblical and funerary tone of the original, resonant with the gravestone inscription
and Sethe’s memories. The hesitation, the gaze of the three characters, and the
spectral name retain the eerie pause Morrison builds into the English.

The Russian translation largely preserves Morrison’s magical realism,
particularly in maintaining the lyrical tone, the surreal details, and the symbolic
logic of Beloved’s return. The translation avoids overt rationalization, and
even the bodily metaphors and mythic overtones remain recognizable and
impactful. However, there are a few subtle tonal shifts contribute to a slightly
more psychological realism than in the original. The ghost becomes a troubled
girl more than an ontologically uncertain being, which is a small but notable
flattening of Morrison’s hybrid genre design.

Linguistic rhythm is fully expressed in Beloved’s monologue (I am Beloved
and she is mine...), one of the most complex and poetically intense moments
in the novel. It should be noted that the source passage contains 2223 words
while Russian version 1375 words respectively. This stream-of-consciousness
functions as a trauma-text — a linguistic embodiment of fragmented identity,
compressed time, and haunting memory. The primary substantial linguistic and
stylistic challenge observed in the translation of these sections is that the passages
combine breathless, repetition, non-linear and viscerally affective structures, and
poetic rhythm — techniques deeply rooted in both Black oral tradition and trauma
representation [11].

Eng: ‘I AM BELOVED and she is mine I see her take flowers away from
leaves she puts them in a round basket the leaves are not for her she fills the
basket she opens the grass I would help her but the clouds are in the way how can
1 say things that are pictures I am not separate from her there is no place where
1 stop her face is my own and I want to be there in the place where her face is
and to be looking at it too a hot thing...” — The brief example shows the absent of
standard punctuation to mimic the rush of thought, clauses are minimally linked
with conjunctions or punctuation, creating a breathless, surreal flow, repetition
of the pronoun / and subject-verb structures reinforces a disoriented, looping
rhythm [1, p 203].

Rus: ‘41 — Bosmoonennas, u ona mos. A eudcy, kak ouma cobupaem
yeemvl, 0OPLIBASL NUCbA HA CMEONAX KAA0em Ux 8 Kpyaiyio KOP3UHKY JUCTbs
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ell He HYJICHbl OHA 3aNONHAem KOP3UHKY 008epXy u paszogueaem mpasy s Obl
HenpemeHHO NnoMOo2la ell, HO 0DNAaKa 3aCMULam Nyms KAk MO2y 5 pACCKa3amy
0 6ewax, Komopwle Cyujecmayiom moibKo 8 MOem 6000padceHuu s Heomoeauma
om Hee 51 Hu20e He MO2y OCIAHOBUMbCA ee TUYO — IMO MOoe TUYO, U 5 XOUY Oblmb
mam, 20e ee uUYo, xouy cmompems Ha He2o copsdo..." [10, p.147] — Russian
adds standard punctuation: commas, dashes, and periods, syntax is more linear
and subordinated: use of xax, full subject-verb-object sequences, and clearer
clause demarcations. Overall, the translation stabilizes the rhythm somewhat
by using punctuation and grammatical subordination, making it more readable
but less fragmented, say raw, which may reduce the effect of disorientation and
compression, thus flattens the sense of a monologue spiraling through trauma and
time.

Morrison’s constant repetition of phrases like a hot thing, I am not and
other sensory statements produces a looping rhythm that simulates traumatic
return. The reader is caught in semantic stasis, unable to move forward — just like
the narrator.

Although some repetition is preserved, the ambiguous, mantra-like a hot
thing is translated simply as eopsuo, which functions more like a descriptive
adjective than a conceptual refrain. The semantic ambiguity and metaphoric
potential of Morrison’s repetition is partly lost. Russian syntax demands greater
clarity, and repetitions become descriptions rather than mental returns. The result
is a reduction of rhythmic tension and psychological intensity.

Eng: ‘All of it is now it is always now... daylight comes through the cracks...
a small bird trembling... there is no room to tremble...’ [1, p.203] - Morrison uses
non-punctuated clauses and temporal layering to create creating an internal pulse
and temporal dislocation rather than narrative sequence.

Rus: ‘Bce smo — ceuuac nascec0a — moavko ceudac... OHeBHOU ceem
npocauusaemcs cxkeosv wenu...” [10, p.147] — Russian maintains the paradoxical
time reference ceniuac Hascez0a — monvko cenuac, the insertion of dashes and
clarified modifiers, however, pulls the text slightly toward narrative coherence.
While some moments of temporal dislocation are preserved, the Russian
translation still tends to resolve ambiguity into sequential understanding,
occasionally resorting to punctuation regularization that disrupts the original’s
style. Morrison’s ever-present now becomes linguistically anchored in
grammatical order, weakening its traumatic immediacy.

The Russian translation approximates Morrison’s rhythm and imagery, but
its adherence to syntactic norms and readability creates a more rationalized and
less destabilizing experience for the reader. The trauma-induced fragmentation,
so central to the stream-of-consciousness in the English, is somewhat stabilized
in Russian, which leads to a flattening of affect and ambiguity.

A major site of translation loss lies in the translation of African American
Vernacular English (AAVE). The use of AAVE as well as other linguistic variations
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is essential to character identity, narrative texture, and cultural grounding, thus
‘it is crucial to preserve the author’s intentions and convey the character’s
characteristics in a way that ensures the translation maintains the authenticity
and stylistic integrity of the original text’ [9, p.101].

Eng: ‘Here, she said, in this here place, we flesh, flesh that weeps, laughs;
flesh that dances on bare feet in grass. Love it. Love it hard...” (1, p.91] - AAVE
is linguistic and rhetorical. This passage draws from call-and-response rhythms
of Black church preaching, oral emphasis and repetition as cultural memory-
keeping, and linguistically-accented expressions like this here place and you got
to love it. These linguistic elements root the speaker (Baby Suggs) in African
American communal identity and perform a cultural politics of resistance: loving
the Black body in a world that dehumanizes it.

Rus: ‘— 30ecw, — cosopuna ona, —na osmou Illonsane, mor  — 6cezo
JUUD NIOMb, NIOMb, KOMOPAsl NAAYen, CMeenmcs, manyyem O0CUKom Ha mpaee.
Jliobume dice ceoro naome... [10, p.65] - The Russian version often standardizes
these dialogues, resulting in the loss of orality, idiomatic richness, and social
positioning embedded in AAVE.

While analyzing the whole speech of Baby Suggs, the distinct AAVE
syntactic forms can be highlighted: this here — emphatic locative, you got to —
emphatic imperative, they don't love and you love — repetition as indictment.
In the target language text these forms are presented as na smou Ilonane, 6vi
O00NHCHBL NOM0OUmMb, OHU He nbam, mobume — grammatically fine phrases
that standardize the dialect and replaces the emotive with a more formal polite
didacticism rather than urgent resistance and spiritual exhortation.

The whole passage is structured around incantatory rhythm, driving
affective urgency. The repetition is partially maintained, but lacks the oral
emphasis conveyed in English through tone and rhythm.

Eng: ‘Love your hands! Love them. Raise them up and kiss them...” [1, p.91]
- This has preacherly cadence — anaphora, paralleling Black sermonic forms.

Rus: “Jlobume suce sawu pyku! Jlrooume ux. [loonumume ux u noyenytime’
[10, p.65] - The repetition is present, but orce and grammatical agreement dampen
the rhythm. So, the rhetorical effect is milder, the oral-performative cadence is
muted by regular syntax and polite mood.

Moreover, Morrison uses vernacular Southern dialects and idioms to create
visceral proximity:

Eng: ‘Yonder they do not love your flesh. They despise it. They dont love
your eyes; they’d just as soon pick em out. No more do they love the skin on your
back. Yonder they flay it. And O my people they do not love your hands. Those
they only use, tie, bind, chop off and leave empty. Love your hands! Love them...’
[1, p.91].

Rus: ‘U — o0, moii Hapoo! — 00 uezo snce onu ne ar0dam sawu pyku! Te camvie,
MpyoomM KOMOPbIX OHU NONL3VIOMCA, A NOMOM CEA3bIBAIOM UX, CMAUBAIOM
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gepeskamu, ompyoarom u ecee0a ocmagnaiom nycmuimu. Jlrooume dce sauiu
pyku! Jlrobume ux...” [10, p.65].

Yonder is a dialectal locator over there tied to Southern Black speech is
omitted from the target text. They as me, dpyeue (those others) lacks the colloquial
intimacy and historical weight of yonder. The vivid, brutal compression of fie,
bind, chop off becomes a list softened by conjunctions and more formal verb
constructions.

The speaker is not just informing, she is affirming Black embodiment as a
spiritual act against white supremacist violence. The vernacular forms intensified
by direct repetitive vocative O my people signal communal legitimacy — this
is Black speech for Black people. The Russian translation shifts into neutral or
formal register. The rhythm feels more like a literary monologue than a spoken
ritual. The performative urgency, so essential to Morrison’s communal ethics, is
mostly replaced by aesthetic fluency.

While the previous examples illustrate elements of magical realism,
psychological drama, and gothic horror, the following passage is more
linguistically suitable to historical fiction. The dialogue between Paul D, Halle,
and Sixo reflects Morrison’s deliberate use of historically grounded vernacular,
which closely replicates the oral speech patterns of enslaved African Americans.
As M.Dubey [12] notes, such linguistic representation functions to authenticate
historical fiction and also to assert a counter-narrative voice that resists dominant
historiography.

Eng: “Why she call on him? Paul D asked. Why she need the schoolteacher?
-She need somebody can figure, said Halle. -You can do figures. -Not like that.
No, man, said Sixo. She need another white on the place. -What for? -What you
think? What you think?’ [1, p.214] — the specific AAVE features omission of
subject-auxiliary inversion and the relative pronoun who. Overall, this passage
is grounded in spoken language, where syntax, repetition, and idiom construct
identity and signal resistance.

Rus: —3auem ona nozeana eco? — cnpawuean Ilonv /[u. — 3auem on e,
yuumenv smom? — Eii Hysicen kmo-nuOyown, ymerowutl Xopouio cuumams, — CKa3a.l
Xanne. — Tax mot dice ymeewv! — Ymero, 0oa ne max.— Hem, napenv, — cxkazan
Cuxco. — I[Ipocmo et mym nyoicen euje 00un oenviil. Bzamen. —3avem? — A mol kax
oymaewn? Hy-xka?’ [10, p.154] — the translation is grammatically standardized as
the omission of auxiliaries is corrected, removing the oral spontaneity and leaving
no traces of vernacular compression. The lexical modulations are also present
— do figures turns into ymerowuti xopouwto cuumams. This removes the down-
to-earth phrasing and shifts the tone from colloquial to technical equivalent to
someone proficient in arithmetic. Hem, napens tries to mimic No, man, a cultural
idiom conveying both disagreement and familiarity, but sounds less idiomatic or
relational. The additional interjection Hy-xa? is a colloquial element, offering a
somewhat successful domestication of the doubled What you think? phrase. Yet
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some repetition is removed, and the emotional urgency is weakened.

Overall, speech patterns of enslaved characters, often marked by clipped
syntax and oral rhythm, are frequently translated into grammatically polished
Russian, which inadvertently erases their vernacular voice and flattens social
identity markers.

Apart from the genre hybridity and linguistic features of the narrative
Beloved is densely woven with cultural references and realia that carry historical,
spiritual, and symbolic weight. As several scholars argue, Beloved is considered
to be a textual archive of African American cultural knowledge. According to
R.Abela [13] and S.Honsalies-Munis [14], elements such as biblical allusions,
folk rituals, and plantation realia present in Morrison’s language often resist
straightforward translation. These cultural codes are critical to the novel’s
meaning, but they risk erasure or flattening when rendered into Russian, a
language with limited equivalent symbolic systems.

Eng: ‘Stamp ate a piece of Ella’s head cheese to show there were no bad
feelings and set out to find Paul D’ [1, p.133] - Head cheese is not literal cheese
but a Southern delicacy made from pig’s head, common in African American
food culture. It carries cultural specificity as realia of working-class Southern
Black cuisine.

Rus: ‘llImamn cven kycox npuecomosiennoco ol domauiHezo colpa —
UCKTIIOUUMENLHO U3 OPYAHCECKUX Yyecme — u omnpasuics uckams Ilons /Ju’ [10,
p.182] — The translation has domawmnuii ceip (homemade cheese) which is a result
of the domestication strategy that removes the cultural context and material
specificity of the food which is in fact more similar to Russian xonoodey rather
than cwip. The motive of reconciliation is preserved, but ethnographic flavor is
fully erased.

Eng: ‘Although it shouldn t have mattered because he understood the sound:
hatred so loose it was juba’. [1, p.222] — here the cultural term juba means a
rhythmic dance of enslaved African Americans, often linked to resistance, coded
communication, and ritual memory.

Rus: ‘- [la kaxas paznuya — nonuman, He NOHUMAI, OH OMAUYHO NOHSLL MO,
YUMo 3a SMUMU CTLOBAMU CIOSLILO. ¢80000a U HeHaBUCMb, c106H0 CUKCO manyesa
0acyoy’. [10, p.160].

Also there is an explanatory note at the end of the edition: 15. /[oxcyba —
JT0OUMbLLL maney Heepos ¢ 1dicHblx naanmayuti [10, p.208]

The partial foreignization — dorcyba is retained transliterated, preserving
sonic and cultural resonance — is accompanied by the explanatory footnote.
However, the metaphor shifts: Morrison says hatred was juba; the translation
shifts it to as if Sixo danced juba, adding interpretation. Cultural reference is
preserved but the target text loses the fusion of abstract feeling and cultural
rhythm Morrison constructs.

Eng: ‘I got a tree on my back and a haint in my house’ [1, p.22]
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Rus: ‘V mens na cnune oepeso,; 6 dome moem npusudenue’[10, p.14]

In this passage, Morrison employs culturally loaded metaphors rooted in
African American history and folklore. The free refers to the intricate pattern
of whip scars on Sethe’s back, symbolizing both the violence of slavery and
the endurance of memory—an image that is preserved effectively in the Russian
translation as depeso, maintaining its metaphorical resonance. However, the
term haint, a Southern dialect word for a ghost often tied to African American
spiritual beliefs and oral tradition, is translated as npusuoenue, a generic Russian
word for ghost. This choice, while semantically accurate, results in a loss of
cultural specificity, flattening the Afro-diasporic spiritual register embedded
in the original. The translation thus domesticates the supernatural reference,
compromising its regional and cultural determination.

Eng: ‘It is hard to move about with shackled ankles and the neck jewelry
embarrasses him’[1, p.222] — In this line Morrison employs ironic euphemism
to describe instruments of enslavement — leg chains and a neck collar — through
the lens of bitter wit. This metaphorical framing critiques the normalization
of Black suffering while evoking the grotesque juxtaposition of violence and
ornamental language.

Rus: ‘Ouenv mpyorno dsueamucsi co CKOBAHHBIMU HOLAMU, 04 U KYKPAUUEHUE»
Ha wee cmpawro mewaem’. [10, p.160] The target text retains this irony through
a literal rendering and the use of quotation marks around «ykpawenue»
(jewelry), signaling the sarcastic intent. This is an effective instance of adaptive
equivalence, in which the translation preserves both semantic meaning and
rhetorical force, maintaining the cultural and emotional undertones without
resorting to explanatory commentary.

Eng: ‘Name s Stamp, he said. Stamp Paid — he said’[1,p.94] - the character’s
name functions as a symbolic declaration of autonomy — a self-fashioned identity
asserting spiritual and political liberation following enslavement. The name
encapsulates historical trauma and personal reclamation.

Rus: ‘Ums-mo? Umsa-mo moe LlImamn. 3naews maxou wimamn: Onnaueno?
— ckaszan on’ [10, p.67] — the Russian text adopts an adaptive translation strategy
that explicates the pun by associating “Stamp” with the Russian wmamn and
onnauerno (paid). This approach preserves the semantic impact and cultural
resonance of the original, allowing the Russian reader to grasp the layered
meaning behind the name. It thus succeeds in achieving a balance between
cultural integrity and reader accessibility, maintaining the symbolic weight of
identity in the target language.

The above-presented analysis evaluates the Russian translation of
Toni Morrison’s Beloved through the lens of textual, functional, and cultural-
linguistic dimensions. Drawing on Skopos theory and Venuti’s domestication/
foreignization framework, it considers how the translation negotiates the novel’s
genre hybridity, linguistic complexity, and culturally embedded voice.
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Conclusion

This study has explored the Russian translation of Toni Morrison’s
Beloved, analyzing its negotiation of the novel’s genre hybridity, non-linear
structure, vernacular voice, and culturally embedded symbolism. The findings
indicate that while the translation demonstrates a commendable effort to convey
Morrison’s emotional resonance and thematic complexity, it simultaneously
reveals significant compromises across textual, functional, and cultural-linguistic
dimensions.

At the textual level, Morrison’s use of African American Vernacular English
(AAVE), stream-of-consciousness narration, and poetic fragmentation is often
regularized in the Russian version. This results in smoother syntax and narrative
structure, but also diminishes the psychological immediacy and dissonant rhythm
that express trauma and fractured identity. AAVE-inflected dialogue and oral
idioms are standardized, flattening distinct character voices and eroding the
sociolectal richness of the original.

Functionally, and in light of Skopos theory, the translation appears to
prioritize thematic clarity and emotional accessibility over aesthetic fidelity
or stylistic innovation. While elements of genre hybridity — particularly the
psychological and historical dimensions — are retained, aspects of Morrison’s
magical realism and linguistic opacity are at times translated into more familiar
or symbolic terms. This functional orientation reflects a translator’s goal of
enhancing readability, but often at the expense of narrative ambiguity and poetic
complexity.

From a cultural-linguistic perspective, many of the novel’s realia — ranging
from folkloric expressions and naming conventions to spiritual metaphors and
household culture — are domesticated to align with Russian linguistic norms
and reader expectations. Although some adaptive strategies achieve creative
equivalence, the frequent substitution or simplification of culturally specific
references leads to a softening of Morrison’s ideological voice and a reduction
in cultural distinctiveness. Drawing on Venuti’s domestication and foreignization
framework, the translation leans heavily toward domestication, prioritizing
intelligibility over cultural preservation.

These findings demonstrate that a successful translation of Beloved requires
more than lexical accuracy; it demands stylistic flexibility, cultural sensitivity,
and a nuanced understanding of genre blending. Translators must function as
interpreters and re-creators, rather than merely conveyors of meaning, preserving
the narrative’s form and cultural politics as much as its semantic content. A genre-
aware, culturally informed strategy is essential for maintaining both the artistic
integrity and sociohistorical texture of such a hybrid literary text.

For translation practice, this analysis underscores the importance of
balancing accessibility with authenticity. Future research would benefit from a
comparative study of multiple translations of Beloved or similar genre-hybrid
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works in other linguistic and cultural contexts. Such inquiry would deepen our
understanding of how translation mediates across languages, historical memories,
narrative traditions, and ideological frameworks.
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T. MOPPUCOHHBIH «CYHUIKTI» POMAHBIHBIH INHTBOMOJIEHU
KYPIEJILIITT MEH )KAHPJIBIK THBPUATIIITTHE BAMJIAHBICTHI
AYJIAPMA KUBIHABIKTAPBI
* 3pipsinoB B.K.!, IllessikoBa T.B.?, Koxbaepa ' K.?

*12.3 AbbLtait xan arbigarsl Kasak Xansikapansik KareiHactap xkoHe OliemM
Tingepi YuuBepcureti Anmarsl, Kazakcran

Angarna: Touu Moppuconnsiy «CyHIKT» poMaHbl aMEpHUKaHJIbIK
KYJIIBIKTBIH JKapakaThl MEH MYPAChlH 3epTTey VIIH Tapuxu (aHTacTHKa,
CHUKBIPJIBI peaTi3M, TOTHKAIIBIK YPEH KOHE IICHXOIOTHSUIBIK JpaMa 3JIEMEHTTEPiH
OIpIKTIPETIH KaHPJBIK THOPHUITIK IeneBp OoybIn TaObLIaabl. byn Makana
MoppucoHHBIH OasiHIay CTHIIIH aHBIKTAWTBIH JKaHPIBIK KOI KaOaTTBIIBIKKA
epeKIlle Hazap ayjgapa OTBHIPHIN, OCHI IIBIFAPMAaHBl OPBIC TUTIHE aydapyablH
JMHTBOMOJICHH KYPACIIUIITiHE apHAJIFaH.

3epTTeyliH MakcaThl — TYHMHYCKAa MOTIHIHIH XaHPIBIK €peKIIeTKTepiH
AHBIKTAY, YKAHPJIBIK KOHE MOJICHH THIFBI3IBIKTHI KETKI3y/Ie TYBIHIANTHIH epeKIIe
KHUBIHABIKTAP/Ibl aHBIKTAY JKOHE POMaHHBIH CTHJIb/IIK-CEMaHTUKAJIBIK TEPEHIITH
cakrayra OarbiTTanFan 1. ToroeBanbIH OpBIC TUTIHAETI HYCKACHIHIA KOJIIAHbUIFaH
ayJapMa CTpaTeTHsIapbIH TaJlay.

OJiCcTeMeNiK TYPFBIIAH XKYMBIC ayJlapMa TeOpHsUIapblH (COHBIH 1IIiH[E
CKOIIOC TEOPHUSICHI MEH JKaTTaHABIPY/IIETEIIIK JIUXOTOMUS), JIMHTBOMOJICHU
Tajalay MEH erKeH-TerKeWsi MOTIHAIK 3epTTeyiepAl OIpIKTIpeTiH —carajbl
CaJBICTBIPMAIIBI TajjiayFa HerizuenreH. TyMHycKa KoHE ayJapbUlFaH MOTIHHIH
penpe3eHTaTuBTI (parMeHTTepl MOTIHAIK, (YHKIMOHAIJIBIK KOHE MOJCHHU-
TUIAIK ©JIIIeMIep TYPFBIChIHAH TAJIJJaHA b, COHBIH 1IITHAC UAJICKTUTIK aybI3eKi
coiiiey, caHa arbIMbl KoHE adpUKAIIBIK-aMEPUKAH/IBIK MOJICHUETKE HET13/1elreH
CUMBOITU3M.

Hotmxkenep kepceTKeH 1eH, TAaKBIPBINTHIK TYTACTHIK IICH OastH 1Ay JIOTHKACHI
cakranranbiMeH, WM. ToroeBa aymapMachlHIa TYIHYCKAaJarbl BIPFAKTBIK Y3UIIC,
AKCIPECCHBTI aybI3eKi TUT, MeTa(OPABIK KOIT MAFbIHAJIBLIBIK KU1 TEHECTIpLIeIL.
AdpUKaHIBIK aMEpPUKaHABIK UAJEKTIHIH, aybl3llla JTOCTYPIIH >KOHE pyXaHU
CUMBOJIM3MHIH HETI3T1 JJIEMEHTTEpl CTaHIApPTTaJFaH, HOTWKECIHJIE MOJICHH
€PEeKIIeTiK TeH MOATUKAIBIK OOJIIICKTeHY KOFaa Ibl.

JKYMBICTBIH FBUIBIMH KYHJIBUTBIFBI OHBIH OJIcOMETTaHy MEH ayldapMaTaHy
apachIHJIAFbl AJIIIAKTHIKTHI )KOKOFAa MYMKIHJIIK O€pETiH )KaHPIBIK-THOPUITI )KOHE
Mo/ieHH 0ail MOTIHAI Kem eJIIeM[i TalgayblHAa. 3epTTEyAiH NpaKTHKAJIbIK
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MaHBI3IBUTBIFBI CTAJIBIIK KAPKBIHIBUTBIKTHI 13, UACSIIBIK TEPSHIIKTI 1€ CaKTay/Ibl
Tajal eTeTiH >KOHE MOJICHHMEeTapasblK KepKeM aylapMajia KoJlJaHyFa OosaThIH
KYpJei Kol dKaHpJIbl MOTIHAEPl aynapy OOMbIHIIA THIMII YCBIHBICTAp Oepyae.

Tipexk ce3gep: XaHpPJibIK TUOPUATUIIK, aylapMaHbIH JIMHIBOMSCHU
KUBIHJIBIKTAPBI, ayJlapMa CTpaTerusu1apbl, MOTIH/IIK eImemMaep, GyHKIHOHAIBIK
eJILIEMICP, MOCHU-IIMHTBUCTUKAIIBIK OJIIEMEP, MOJICHU CUMBOJIU3M, ayAapMa
TEOPHSICHI

IMPOBJIEMbBI TIEPEBOJIA JIMHI' BOKYJIBTYPHOM CJIOKHOCTH
U )KAHPOBOM 'MBPUJHOCTHU POMAHA T. MOPPUCOH
«BO3JIOBJIEHHA 51»»

* 3pipsinoB B.K.!, [1lessikoBa T.B. %, Koxx6aesa I".K.?

*123 Kazaxckuii YHuBepcuteT MexxayHaponHbix OTHOMCHUH 1 MUPOBBIX
SI3p1kOB M. AObUIal xaHa, AaMatsl, KazaxcTan

Annoramusi: Poman Tonu Moppucon «BozmtobieHHas» mpeacTaBiseT
co0oii BblaroIMiics obpa3zel] )KaHPOBOM T'MOPUAHOCTH, OOBEIUHSS JIEMEHTHI
HUCTOPUYECKOM TIPO3bI, MAaru4eckoro peaaus3Ma, TOTHYECKOro Yy)kKaca u
TICUXOJIOTUYECKON APaMBbI JJI1 OCMBICIICHHSI TPAaBMbI M HACJIEIUSI aMEPUKAHCKOTO
pabctBa. Hacrosimas cTarbsi MOCBAIICHA JMHTBOKYJIBTYPHOH CIOXKHOCTU
nepeBojia JaHHOTO MPOM3BENEHUSI HA PYCCKUH S3BIK, C OCOOBIM aKLEHTOM Ha
YKaHPOBYIO0 MHOTOCJIOMHOCTb, ONPEAEIAIONIYI0 HApPaTUBHbBINA CTUIIb MOPPHUCOH.

Lenpto wuccnenoBaHusl SIBISIETCS BBISBICHUE JKAHPOBBIX IPU3HAKOB
OPUTMHAJIBHOTO  TEKCTa,  OMNpeJeNieHHue  CHelU(PHUUECKUX  TPYTHOCTEH,
BO3HUKAIOIIMX TpPU Tepeiadye >KaHPOBOM M KyJIbTYPHOHM IUJIOTHOCTH, a TaKXke
aHaJIM3 NEePEeBOAUYECKUX CTPATETHid, UCIIOJIb30BAHHBIX B PYCCKOSI3bIYHON BEPCHU
H. Toroesoii, HaNPaBIEHHBIX HA COXPAHEHNUE CTUJIMCTHYECKON U CEMAaHTUYECKON
TyOWHBI pOMaHa.

C MeromonorMyeckoil  TOYKM  3peHHs ~ paboTa  OCHOBaHA  Ha
KaueCTBEHHOM COIOCTABUTEIbHOM aHaJM3€, COYETAIOIIEM TEOPHM IEepeBoja
(BKIIIOUAsi TEOPUIO CKOMOCA W JUXOTOMHUIO JOMECTUKaImu/(hopeHU3aInn),
JIMHI'BOKYJIBTYPOJIOTMUECKUHM aHAIN3 U TOJPOOHOE TEKCTYaIbHOE UCCIISIOBAHNUE.
AHanmzy TOABEPraloTCcs pPEeNpe3eHTaTHBHBIE (PAarMEHThl OPUTHHAIBHOTO |
MepeBeIEHHOrO0 TEKCTa C TOYKH 3PEHHsI TeKCTYyallbHOTO, (DYHKIMOHAIBHOTO U
KYJIBTYPHO-SI3bIKOBOTO M3MEPEHUM, BKIIIOYAsl JUAJEKTHO-PA3TOBOPHYIO pEYb,
MOTOK CO3HAHMS U CUMBOJIN3M, YKOPEHEHHBIN B apoaMepHUKaHCKON KYIIBTYpe.

Pe3ynbprarhl MOKa3bIBalOT, YTO HECMOTPS. HAa COXpaHEHHE TEMaTH4ECKON
LIEJIOCTHOCTH M IIOBECTBOBATENbHOM Jioruku, nepeson M. Toroesoit uacto
HUBEJIUPYET PUTMUYECKYIO0 pa30pBAaHHOCTb, BBIPA3UTEIBLHOE MPOCTOpPEUNE
u MeTadopUYEeCKyI0 HEOJHO3HAUHOCTh OpHuruHaia. KitoueBble »ieMeHTHI
adpoaMepUKaHCKOTO AHMAlleKTa, YCTHOW TPaJULMUd U JYyXOBHOTO CHUMBOIU3MA
MIOJIBEPralOTCs CTAHJAPTH3AIMH, YTO IPUBOIUT K yTpaTe KyJIbTYPHOH CIICIIH(PHUKH
Y IO3TUYECKON (hparMeHTapHOCTH.
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Hayunast neHHOCTh pabOThl 3akiito4aeTcsi B €€ MHOTOMEPHOM aHaJIH3e
KAHPOBO-TUOPUIHOTO U KYyJIBTYpPHO-HACBHIIIEHHOTO TEKCTa, 4YTO I103BOJISET
[IPEOJOJIETh PA3PBIB  MEXKAY JIMTEPATYPOBEIACHUEM U IEPEBOIOBEICHUEM.
[IpakTHueckass 3HAYUMOCTh HCCIECJOBAaHUS COCTOMT B IPENOCTABICHUHU
JNEHCTBEHHBIX PEKOMEHJALMI IO TIEPEBOJY CIOXKHBIX MHOTOXKaHPOBBIX
TCKCTOB, TpGGYIOH_II/IX COXpPAaHCHUSA KakK CTUJIMCTUYCCKOM HMHTCHCUBHOCTH, TaK
Y UJICOJIOTHYECKON TITyOWHBI, U MOXKET OBITh MCIIOJb30BaHA B MEKKYJIBTYPHOM
JIUTEPATYPHON TPAHCIIALUY.

KiroueBble c10Ba: )aHpOBasi THOPUIHOCTD, TMHI'BOKYJIBTYPOJIOTHUECKUE
TPYIHOCTH [EPEBOA, IEPEBOAUECKHUE CTPATEIH, TEKCTOBbIE, (DYHKI[MOHAJIbHBIE
U KyJbTYPHO-JIMHI'BUCTHYECKHE HM3MEPEHUs, KYIbTYPHBIM CHMBOJIM3M, TE€OPUS
repeBoa
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