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H. B. 3axapos
(Mocl'V, Mocxkesa)
XXVII Mexaynapoanas HayuyHasi KOH(epeHI U
«Illexkcnuposckue urenns 2018» (Shakespeare Readings 2018)

B 2018 r. ncnonuserca 400 neT ¢ MO- s
MEHTa HanucaHus oAnl «llamstu macrepa Yu-
aesiva [lexkcrmmpa» (In Remembrance of Mas-
ter Shakespeare) xkpecTHuKOM apamarypra
Yunesmom JlaBenantom (1606-1668). [laBe-
HaHTy ObUIO TOT/AAa JABEHALATh JIET, a CO
cmeptu lllexkcnupa MuHyno aBa roaa, HO JkO-
OOBb, BBIpaXEHHAsl B €ro CTHXaX, MOPOJIHIIA
HEMPEXOASIIEe NPEKIOHEHNUE MEPE] MaMATHIO
bapna:

Beware, delighted poets, when you sing,
To welcome nature in the early spring,
Your numerous feet not tread

The banks of Avon, for each flower

(As it ne'er knew a sun or shower)
Hangs there the pensive head.

Each Tree, whose thick, and spreading growth hath made,
Rather a Night beneath the Boughs, than Shade,
(Unwilling now to grow)

Looks like the Plume a Captive wears,

Whose rifled Falls are steeped i’th tears

Which from his last rage flow.

The piteous River wept itself away

Long since (Alas!) to such a swift decay;
That reach the Map; and look

If you a River there can spy;

And for a River your mock’d Eye,

Will find a shallow Brook.

Briocniencteuu Y. /laBeHaHT cam CTajl U3BECTHBIM ApaMaTyproM — aB-
TOPOM aJanTalui MIEKCOUPOBCKUX Ibec «Mepa 3a Mepy» u «MHOro mryma
W3 HAUYETO», «/[Ba 3HaTHBIX poanya», «byps», «'amner» n «lOmui Le3app»,
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aBTOpPOM JUOpeTTO onepbl «MakOeT». OH NoJyyus 3BaHUE MO3Ta-Jiaypeara u
OBLIT BO3BEJICH B PHILIAPH, CTAB «COPOM Y UIIbSIMOM», YEM ITPEB3OIIEI YCIIe-
xu «macrepa llekcrimpay. OnHako, moxanyi, caMbIM HUHTEPECHBIM, YTO CBS-
3bIBAET €0 C BEJIHMKHM NPEAUICCTBEHHUKOM, CTaja JIEr€HJa O TOM, 4TO
uMeHHo [llekcniup O6b11 ero poHbIM OTIIOM. CaM nu JlaBeHaHT npuyMan 3Ty
UCTOPUIO, 37IbIE JIU S3bIKK OTOBOPUJIUA €70 POAUTENEH, HO (PAKT €€ MOSIBICHUS
CBUJIETEIIbCTBYET O PAHHEM MPOSIBJICHUHU IIEKCITUPOBCKOTO MU(a, HAMPSIMYIO
CBSI3aHHOTO C BO3HMKHOBEHHEM KYJIbTYPHOI'O NMPU3HAHUWS MHCATEN U Jajlb-
HEWIIEH 3BOJIIOLMEN €0 JIMTEPATYPHOU pEeIyTaIUH.

CeroHs WHTEpEC K HACIEAUIO BEIUKOTO AHTJIMKICKOrO JApamarypra
Y 103Ta KaK HUKOTJA BEJIMK, BO BCEM MHUpPE U B POCCHM BBIXOIST HOBBIC
Hay4yHble MOHOTpaduu o Illekcnupe, mepeBObl €ro MPOU3BEACHUMN, TTOSBIIS-
IOTCSI T€ATPaJIbHbIE U KHHOBEPCHUU €TI0 MbEC, UTPOBBIE U HAYUHO-TIOMYJISIPHBIC
(buIbMBI 0 €ro cyJib0e U 3moxe.

24-27 centsops 2018 r. [lexcnuporckas komuccusi PAH roroBurcs
ormeTuTh 400-netue «kynpra lllekcnupa» OONBIION MIEKCIUPOBCKON KOH-
dbepennueii. B Heil yuactBytor Oosiee 70 denmoBek u3 peruoHoB Poccuu u
7 3apyOeKHBIX UCCIIEI0BATENCH.

XXVIlI Mexnynaponnas HaywyHas KoHgepeHuus «lllexcnupoBckue
yrenus 2018» mpoBoautcs IllekcnupoBckoit komuccueir npu Hayaraom co-
BeTe «McTropust MupoBoil KynbTypbl» Poccuiickor akagemMuud Hayk U Moc-
KOBCKMM TYMaHHUTapHbIM YHUBEPCUTETOM IIPU Y4YaCTUU | OCyIapCTBEHHOTO
uHctutyta uckyccrBo3Hanusi, [ BYK r. MockBel «My3eliHoe 00beauHEHNE
“My3eit MockBbl”» (prmman «Crapbrit Aurmuiickuii 1Bop»), [IpaBociaBHOTO
CBATO-TUXOHOBCKOIO TYMaHHTAapHOIO YHUBEPCUTETA, POCCHUCKOrO MHCTH-
TyTa TearpainbHoro uckyccrsa — ['MTUC, Otnenenus ryMaHUTApHBIX HAYK
Pycckoit cekriun MexxaynapoaHoi akagemun Hayk (IAS, Asctpus).

B oprkomuteT KoH(pEpEeHIINU BOIUIN JOKTOP UCKYCCTBOBEICHUS, TIPO-
dbeccop TVIaBHBIA HAay4YHBIH COTPYJIHHK CEKTOpPa COBPEMEHHOTO HCKYCCTBa
3amana ['oCcy1apCTBEHHOIO MHCTUTYTAa MCKYCCTBO3HAHUS, 3aBEIYIOIIUMNA Ka-
dbenpoit uctopun 3apyoexHoro tearpa Poccuiickoro MHCTUTYTa TeaTpaibHO-
ro uckyccrea — ['MTUC, 3acnyxeHnblii aesrens Hayku PO, npencenarens
[lekcmpoBckoit komuccun PAH Anexcerr BagumoBuu bapromeBud; mok-
top ¢unocoduun (PhD), kanauaar ¢umooruyeckux Hayk aupekrop Illekc-
NUPOBCKOTO 1ieHTpa MHCTUTYTa (PyHIaMEHTAIbHBIX U TPUKIIAHBIX UCCIIEO0-
BaHur Mocl'Y, yuensii cexkperaps Lllekcnuposckoit komuccun PAH Huko-
nai BnagumupoBuu 3axapoB; kaHauaaT (GuiocopcKkUx HayK, CEKpeTaphb
Hayunoro cosera «Mctopuss mupoBor kKynbType» PAH Hartanea Bmannmu-
poBHa BnoBuHa, a taxxe unensl lllekcnimpoBckoit komuccun PAH: kanauaar
(GUIIOIOTUYECKUX HAyK JOLEHT Kadeapsl repmanckoi ¢unonoruu [Ipaso-

~5~



cinaBHOrO CBATO-THXOHOBCKOTO T'YMAaHUTAPHOTO YHHBEpcuTeTa Bramumup
CepreeBuu MakapoB; kaHAuAaT (PUIOCOPCKUX HAYK HAYAIBHUK HAy4YHO-
UCCJIEI0BATENIbCKOTO OTIeNa HU(PPOBBIX TeXHONoruid MHcTuTyTa PyHIaMeH-
TAJIBHBIX U MIPUKJIAIHBIX uccieqoBanuii Mocl'Y bopuc Hukonaesuu [aiaus;
pexuccep rearpa-cryauu «l opu3oHT» MOCKOBCKOTIO rOPOACKOro A0Ma YYH-
Teis, Apamarypr Buranuit PomanoBnu [lonnaBckuil; TOKTOP KyJIbTYypOJIOTUH
npodeccop kadeaps ¢punocodun, MOIUTOIOTUN U KyJabTyposiorun Mocl'Y
Nuna MBanoBHa JIMCOBWY; KaHJIUAT MEIAroru4ecKux HayK JIOLUEHT Kaden-
PBI JIMHTBUCTUKU U MEXKKYJIbTYPHOW KOMMYHHKAMu MHCTUTyTa MHOCTpaH-
HBIX SI3BIKOB Psi3aHCKOrO TocymapctBeHHOro yHuBepcutera uM. C. A. Ece-
HuHa Brnanumup AnatonbeBuu Poratud; kanaunar ¢Gpuinocockux Hayk J10-
neHt kadeapsl punocodpun MHCTUTYTA CONUMATBHO-TYMAHUTAPHOTO 00pa3o-
BaHUA MOCKOBCKOTO MENArOrMYeCcKOr0 TOCYJapCTBEHHOTO YHHBEPCHUTETA
Banepus Cepreesna ®diiopona.

B xaxaoi 001acTd ryMaHUTapHBIX HAyK pa3paOOTaHbl COOCTBEHHBIE
MOJXO/IbI K paboTe C IUTEPATYPHBIM TEKCTOM, B TOM YKCJIE€ IIEKCTTUPOBCKUM.
®opmaT koH(pEpeHIINHU ¢ OOJBIIUM KOJIUYECTBOM YYaCTHUKOB MO3BOJISIET CO-
CPEIOTOUYUTHCS HA OOIIEM M PA3IMYHOM B TOM, KaK MPEICTABUTENIA Pa3HBIX
HayK NOAXOIST K OJHOMY M TOMY K€ TEKCTY, U JaTh OTBET HA BOIPOCHI O
TOM: KaKyl0 POJIb JUTEPATYPHBIN TEKCT UTPAET B U3YUECHUU UCTOPHUU U KYJIb-
TYypbI IIEKCIUPOBCKON AHIJIMU U MOCIEAYIOIUX 310X, BIUIOTh O COBPEMEH-
HOCTH; B KaKOM Mepe MOTYT IIEKCIUPOBEAbl 000raTUTh CBOU MOIXOJIbI J10-
CTHKCHUSMU IIMPOKOTO CIEKTPa HAYK; MOTYT JIM METOJOJOTHYECKHU Pa3Iny-
HBIC MCCIICIOBAHUSI OJTHOTO M TOTO K€ SIBJIEHHUS JI0Ka3aTh CYyIIECTBOBAHUE
€IUHOTO TYMAaHUTAPHOTI'O MPOCTPAHCTBA; HACKOJIBKO IMOJE3HBIMA MEXKIUCIIHU-
IJIMHAPHBIE JUCKYCCUU MOTYT OBITh JJIsl YTIIyOJIeHHON pa3pabOTKU METOI0B
UCCIIEJIOBAHUS B OTJEIbHBIX TYMaHUTAPHBIX HayKax; u Ap. OcoOeHHOo moJies-
HBIM OOCYXJEHUE MEXIUCHUILUIMHAPHBIX MOJXOJ0B MOXKET OBITh ISl CTY-
JIEHTOB Y aCUPAHTOB POCCUIMCKHUX BY30B, MOJIOJBIX YUCHBIX.

Mexnynapoansie HayuHble koH(pepeHiuu «lllekcnupoBckue dTeHUs»
npoBoAsATcsa 1Mo mHuIuatuBe A. A. Aumkcra ¢ 1976 roma. B xoHdpepeHnn
MPUHUMAKOT y4yacThe uccienoBarenu lllekcnvpa, aHTIMHACKOW WU MUPOBOU
kynabTypsl XVI-XXI BekoB u3 By30oB Poccun (bamlTIV um. M. Axmyisl,
' CII6I'TLY, AB®Y, AI'Y, KT'Y, KMTHU wuwm. I'. I1. Buminesckoii, KOV,
MI'UMO (V), MI'Y, Mocl'Y, MIIT'Y, H1Y BUID, HHI'ACY, III'K um.
A. K. I'mazynona, Ilem3['TY, IICTI'Y, PAHXul'C, PITY, PITUCU, PICY,
PTY, PUTU — TTUTUC, PXTA, CIIoI'AMKCA, CIIol'y, Tel'Y, YI'UN,
YPUO, IO®Y u ap.), uccnenorarenbckux nHcTUuTYyToB PAH (UMJIA PAH,
NMHWOH PAH, U®ull YpO PAH), yupexnenuiit MuHuCTEPCTBA KYJIbTYPHI
P® (I'MH, TMHUU wuwm. A. C. IlynikuHa), HE3aBUCHUMBIE HCCIIEIOBATENH,
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MPEJCTABUTENM 3apyOEKHBIX BY30B U Hay4yHbIX 1IeHTpoB Dpannuu, Pecryo-
muku benapych u Ykpaunsl. Bcex ux o0benunsier Oparckas JitoOOBb K TBOP-
YECKOMY HAacJeJuI0 OpUTAHCKOrO JApaMaTypra, OCO3HAHHE €ro HaJHaIuo-
HAJIBHOTO 3HaudeHus, Toro, 4to ®. M. JIocTOeBCKUI B CBOE BpEMSI Ha3Baj
BCEMUPHOCTBIO U BceuenoBeUHOCThIO A. C. [lymknHa.

[IpennaraeM BHUMAaHUWIO uyMTaTeledl COOPHUK AHHOTALMM JOKJIAJOB
yqacTHUKOB KoH(pepenmun «lllexcrimpoBckue utenus 2018» Ha pycckoMm u
AHTJIMHACKOM SI3BIKaX.



IIVIEHAPHBIE JTOKJIA/IbI

A. B. Bapmowesuu
(I'UU, PUTH — I'UTHUC, Mockea)
Ilexcnup nocaer0uIenHbIX JIeT

B nokmane pedb MOMAET O HEKOTOPBIX MIEKCIUPOBCKUX CIIEKTAKIIAX,
MOSIBUBIIINXCA HA POCCUMCKOM CIIEHE B JiBa mocieaHux roxa. IIponum nBa
IEeKCIUPOBCKUX roounes — 450 et co aus poxaeHus u 400 — co gus
cMepTu. OOBIUHO TOCJE €CTECTBEHHOTO (WJIM UCKYCCTBEHHOTO) B3pbIBa WMH-
Tepeca K JApaMaTypry-toOUiispy HACTYyHaeT HEKOTOpask yCTallOCTh, U Te€aTPhl
BCTYNalOT B Ieproa oTabixa. C 0qHON CTOPOHBI, IOOMIISP, JaXKe KOrJa OH Be-
JIMK, HACKYYHMBAET, U C IPYTOM — BO3HHKAECT YYBCTBO HEKOTOPOM HCUEPIIAH-
HOCTH BapUAHTOB PA3HOTO POJa COBPEMEHHBIX TPAKTOBOK. OTabix OT Illekc-
Mpa HEOXKHUIAHHO OKA3aJICs KpAaTKOBpEMEHHBIM. Hamr aBTop BHOBb BOCCTa-
HOBHJI CBOY MPaBa B POCCUMCKUX U HE TOJBKO POCCUUCKUX TeaTpax.

Ha camom nopore yxona u3 tearpa Jlencosera FOpuii byrycos nocra-
BWJI TaM CBOIO, KaK Bcerja miyOoKo JInuHylo, Bepcuto «['ammnera». OHa mo-
ET OBITh MOHSITA TOJBKO B CBA3U CO BCEMH ITPOUYNMU PyCCKUMU ['amiieTamu,
HO 0o0JIee BCEro — C CETOMHSITHMM COCTOSHMEM Hamero oomecta. CIriek-
TakJIb byTycoBa kpacuB — moutu BeI3bIBaroiie. Ho 3a 3Toil KpacoTou CKpPBI-
TO TPEIUIEBCKOE OTBPAIEHUE K T€ATPY, KAKUM 3a MHOTHE BE€Ka €r0 MPUBBIKIIH
BHUJIETh, KaK (hOpME BBICOKOT'O MPUTBOPCTBA, HEMPHUSI3Hb K CaMOM Hjee, 4To
aKTep JOJDKEH «CO3JaBaTh 00pa3», «TBOPUTH Y Bac Ha TJa3ax XapakTep»,
OBITh HE TEM, UTO OH €CTh. MHE KaxeTcs, byTycoBy ctayl BIpyTr MpOTUBEH
TeaTp, KaK MPOTUBEH CErOAHAMIHUNA MUP. BTopoe, noHsTHO, BaxkHee. Bompoc
B TOM, €CTh JIM BBIXOJ U3 3TOT0 TYIIHKA, OTHIOJb HE TOJIBKO BHYTPUTEATPAIIb-
HOTO.

B 3amMeuaTenbHOM, €Cld HE CKa3aTh, BEJIUKOM W CTPAITHOM CIIEKTAKJIE
JIpBa JloamHa, HA 3TOT BONPOC AAETCS COBEPIICHHO SICHBIM OTBET: BBIXOJA
HeT U ObITh HE MOXeT. He TOIbKO MOTOMY, 4TO MHUP B CIIEKTaKJIe — KJI1aJ10u-
e, MUp — TIOpbMa, B IIEJISIX KOTOPOH XOPOHAT YOUTBHIX WIIM JIFOJU CaMU
OpocaroTcsi BHU3 TOJIOBOM B IEIb-CMEPTh. I'amieT — dYacTh 3TOro Mupa.
['amner — yOwiinia, BiacToma00€1. Y HaC OTHUMAIOT IOCIEIHION HAJEKIy
Ha TO, YTO €CTh YTO-TO, YTO MOKET MPOTUBOCTOATH yKacy U Mpaky Bcernen-
HoM. Pa3Be 4TO TO, 4TO 0 OE3HACIKHOCTH TOBOPUT UCKYCCTBO, TaK UJIM MHAYE
rapMOHU3UPYIOIIEE Xa0C, O KOTOPOM OHO KPUYMT, a4, CTajlo ObITb, MUP HE
Oe3Hae)KEH B KAKOM-TO ITOCJICHEM CMBICIIC CJIOBA.

B HaMmepeHHO 3KIIEKTHYHOM CIIEKTakJie byTycoBa kKapHaBaidy 4yauill,
JHKUBOMY, camMoOMy ceOsl TeaTpaju3yloIeMy IMOCTMOJIEPHUCTCKOMY MUPY
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npotuBocTouT ['amner. Ero urpaer 3ameuarensHas aktpuca Jlaypa [lunxe-
Jaypu.

Ortot [N'amner — ocoboe cyiecTBo, auAporuH. OH CTOUT MO Ty CTOPO-
HY TEHJIEPHBIX pa3auyuil. DTO BOIUIONIEHUE JAYyXOBHOW YsS3BUMOCTH, 0€33a-
IIUTHOCTHU, BOIUIONIEHUE CTPAJIaHUsl, JETCKOW 00Jn, 1oHOTO oT4asiHus. Ho u
10oHOUM HenmpumupumocTu. [lepen konom ['ammer BosioyuT 3a cob0i Orpom-
HbIM, 3aHUMAIOIINI YyTh JIM HE MOJCIEHbl Med. [logHATh ero oH (oHa) HE
MOET, HO U3 PYK HE BbIMyCcKaeT. BceM, n camomMy npuHIily /[arckomy sICHO,
4yeM 3aKkoHUHTCs noeanHok. Ho Ha xpuku ['opanmo («Twl He Oyaemb apaTh-
ca!») amyer pas 3a pazoM ynpsmo moBTopsieT: «bymy!». Oto duHanbHAS
TOYKA CITEKTAKJIA.

B stoM «byay!» cMBICT CHIEKTaKIIsl — 3aKJIFOYEHHAsI B HEM HAJEXKA.
[Tocnennsisi, poOkast Hajexkaa HA MaJlbIX U CJIA0bIX, TOCKOJBKY CTapIlUE U
CUJIbHBIE BJIACTBYIOT, YOMBAIOT U UTPAIOT B CBOM JIKHUBBIE UTpbl. TOT OYyTY-
COBCKOT0 «l'amyiera» — CBET, pOKIAOMIMNICA MO0 Ty CTOPOHY OTUASTHUS.

Hapsny ¢ «I'amnerom» FOpust byTycoBa B Jokiane NMpeamnoiaraercs
JaTh KPaTKUM OYEpPK MOCTAHOBOK «3UMHEM cka3ku» B merepOyprckom THO3e
u «lOmus Le3aps» B MOCKOBCKOM Teartpe «MoaepH».

Alexey V. Bartoshevich
(SIAS, RITA — GITIS, Moscow)
Shakespeare’s Post-anniversary Aftermath

The paper deals with some Shakespearean plays that appeared on the
Russian stage in the recent two years. Two memorable dates occurred in
2014 and 2016, 450 years since Shakespeare’s birth and 400, since his day of
death. Usually, after a natural (or arranged) explosion of interest in a celebra-
tion’s subject there comes a certain fatigue and theatre takes a period of rest.
On the one hand, the anniversary, even when it is a truly great person, will
bore the community, and on the other — there is a feeling of some exhaus-
tion of interpretation options. The period of rest from Shakespeare happened
to be brief. Our author soon regained his rights in theatres within and outside
Russia.

Just before leaving the Lensoviet Theater, Yuri Butusov directed his
own, as always deeply personal, version of Hamlet. It can only be understood
in connection with all other Russian Hamlets, but most of all with the present
state of our society. Butusov’s performance is beautiful, almost provocatively
so. But behind this beauty lies Treplev’s aversion to the theatre that had for
centuries existed as a form of high pretense, dislike of the idea that the actor
must “create an image in front of the audience”, rather than be what he is. It
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seems to me that Butusov suddenly became disgusted with the theater, and
disgusted with the ways the world goes today. The latter, of course, matters
more. The question is if there is a way out of this blind alley (not from the
playhouse).

In the remarkable, if not great and astounding, staging directed by Lev
Dodin, this question receives a perfectly clear answer: there is no way out,
and there cannot be one. Not only because in the play, the world is a grave-
yard, a prison, where people are buried or even jump to their death into a
special hole in the floor. Hamlet is also a part of this world. Hamlet is a mur-
derer, hungry for power. We are robbed of our last hope that there is some-
thing that can resist the existential gloom and horror. Yet art will talk and
scream about hopelessness, one way or another harmonizing the chaos, and,
therefore, the world is not hopeless in some sense of the word.

In Butusov’s deliberately eclectic performance, the carnival of mon-
sters, the lying, self-theatrical postmodern world is opposed by Hamlet. His
part is given to wonderful Laura Pitskhelauri.

This is an androgyne Hamlet, demonstrating spiritual vulnerability, suf-
fering, childish pain and youthful despair, combined with adolescent aversion
to compromise. Before the final scenes, Hamlet drags behind him a huge
sword. He / she cannot lift it, but does not let it out of his / her hands. Every-
body, including the prince of Denmark himself, is aware of the way the fight
will end. But to Horatio’s screaming, “You will not fight!” Hamlet stubborn-
ly repeat, “l will!” This is the final point of the play.

This “I will!” encapsulates the message of hope. The last, timid hope
for the small and weak, while the eldest and strongest rule, kill and play their
deceitful games. The result of Butusov’s Hamlet is a ray of light born on the
other side of despair.

Along with Yuri Butusov’s Hamlet, the report will give a brief outline
of the productions of The Winter’s Tale at St. Petersburg Youth Theater and
Julius Caesar at Moscow Modern Theater.

H. D. Muxenaoze
(MI'Y, Mocxsa)
Caoso I'opanmo, nian «I'amjieT» Kak mcuxoapamMa

[IpoBeaeHHBIN KOHTEKCTHBIN aHaIN3 3aKITIOYUTENBHBIX CIIOB [ oparmo
(B xBapTo 1603, 1604 rr. u B oo 1623 r.) yka3pIlBaeT HA JIBE€ B3aUMOCBSI-
3aHHBIC OCOOCHHOCTH: 1) pa3wIrpeiBaHue Tpareauu «I ammeT» mpexycMmaTpu-
BaJI0 €€ TEpaleBTHYECKOE BO3JCHCTBHUE HA 3PUTENS, €ro QYIIEBHOE COyda-
cTue u o3x0posiieHue (3HPEeKT, CXOIHBIN ¢ ICUXO0APaMoil); 2) mheca npeaHa-
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3HAYaJach K MCTIOJHECHUIO TIEPe] Pa3HBIMH ayJUTOPHUSIMU (B IyOJIUIHOM Te-
aTpe, B YaCTHBIX JIOMaX U JBOPIAX, HA TOProBOM ILJIOIIAM) U B € 00CyXe-
HUE JTOJDKHBI ObUTA OBITH BOBJICUEHBI BCE WICHBI coolmecTBa. Eiie oquH BbI-
BOJ] KacaeTcs MEKCITUPOBCKOM Tpareauu Kak kaHpa. Tpu CMbICIa HEM3MEHHO
MPUCYTCTBYIOT B €€ (puHaje: BOCCTaHOBJIIEHHE (yCTaHOBJIEHUE OOJiee COBEP-
IIICHHOTO) TOPsIKa, MOYECTH TePOr0, YKa3aHUe Ha OOCYKICHHE HCTOPUU C
IIETbI0 3aTIOMHUTH W U3BJIEUb OMBIT. B KaKm0#l Tpareauu cieliaH akIeHT Ha
OJTHOM M3 ATHUX CMBICJIOB WUJIM MX COYETaHHH. TeparneBTUUECKUH CMBICIT TOY-
Hee MpoYnX mnepenaetr nmMeHHo puHan «['amieTa» ¢ ero cnenuduaecku Teat-
PAIBHOMU JIEKCUKOU.

Natalia E. Mikeladze
(MSU, Moscow)
Horatio’s Words, or Hamlet as Psychodrama

Contextual analysis of Horatio’s final words (in 1603 and 1604 Quartos
and in 1623 Folio) indicates two interrelated features: 1) acting out Shake-
speare’s Hamlet provided for its therapeutic impact on the spectator, his spir-
itual co-participation and healing (an effect similar to that of psychodrama);
2) the play was intended for performance in different audiences (in the public
theater, in private homes and palaces, in the marketplace), and all members
of the community were meant to be involved in its discussion. Another con-
clusion concerns the Shakespearean tragedy as a genre. Three meanings are
usually present in its finale: the restoration / establishment of a more perfect
order, the honoring of the hero, and indication of the discussion of history
shown in order to remember and gain experience. In each tragedy emphasis is
placed on one of these senses or a combination of them. The ending of Ham-
let, with its specifically theatrical vocabulary, best conveys the therapeutic
meaning.

Jl. A. Msanos
(MI'Y, Mocxesa)
«CMepTh €ro He eJOXHET yIpeKay:
MHCTepHAaJbHbIe HCTOKH «CIleHbI 3aroBopa» npotus I'amiiera

XutpoyMmHusiii 1an Knasaust u Jlaspra, HaneneHHbld Ha TO, YTOOBI T0-
ryOUTh TMPUHIA, BPAIIAETCS BOKPYT TJIABHOTO YCIIOBUS: cMepTh ['amiiera
JOJKHA BBITJISIZICTh CIIy4YallHOM, HUKTO HE JOJDKEH 3aloJ03pUTh MpeaHaMe-
peHHoro yourictBa. Ctapanusi KOpoJisi OTBECTU OT CeO0s MOJO3PEHUS KaXKyTCs
Ype3MEPHBIMH, K TOMY K€ OHM SIBHO MPOTUBOpEYAT MHTEpecam Jlaspra
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(«kEmy s B 1IepKkBH Tiepepexy ropio»). Knasmauii, o0bsicHss Jlaspry, mouemy
['amier He MOXKET OBITh Ka3HEH WM YOUT OTKPBITO, CCHUIAETCA Ha CBOIO
CTPAaHHYIK) CEHTUMEHTAJIbHYIO MPUBI3aHHOCTh K MAaTE€pPU NPHUHIA U Ha «IIIO-
OOBb K HEMY IMPOCTON TOJMNBI» — MOTHUB KpailHE HEOOBIUHBIA JIJISI MbECHI,
[JIaBHBIA TE€pOil KOTOPOMl MOAYEPKHYTO OJMHOK (B DIBCHHOPE €ro €JauH-
CTBEHHBIW APYT — MOJYAIMUBBIN [ Oparmo; eMy «Cirykar... OTBPATUTEIbHOY;
3a MpelellaMy 3aMKa OH HU C K€M HE 3HAKOM, HE CUMTas 3a€3)KUX aKTEPOB;
nupathl BbicaxuBaroT ['amiera Ha martckuil Oeper «Harum»; llepBbiii Mo-
THIIBIIHK HE 3HAET ero B JIMIO, XOTA M y3HaeT 4epen Mopuka). Ecin B mbece
KTO U aleJUIMPyeT K MOAAEPKKE KIIPOCTOM TOMIBD», TO 3TO JIa3pT BO Bpems
marexa. Hakonen, caM miaH yOuiicTBa, npuayManHbiii Knapnuem, eciau Obl
€ro yJIaJioCh peain30BaTh, CKOpPEE BO30Y A Obl TOAO3PEHUS TPOTUB KOPOJIS
Y €ro MapuoHeTku — JlaspTa, 4eM OTBEN UX.

B noxiane BeIABUTAETCS CIEAYIOMIMN TE3UC: BCE 3TH HECTBIKOBKH MO-
ryT ObITh pe3ynbTaToM BiusHUS Ha lllexcrupa »xaHpOBOW MOJEIHU, BEChbMa
JAJIEKON OT TpareInuu MECTU — OJTHOW U3 MUCTEPHUU, WIIU TPYIITBI MUCTEPHI,
Ha eBaHrenbckuil croxkerT. [llexkcnup, HECOMHEHHO, C IETCTBA ObLIT 3HAKOM C
KaKUM-TO U3 aHTJITMHUCKUX MUCTEPUATBHBIX IIUKIIOB, MOXKET OBbITh, C HECKOJIb-
KkuMH. Bce oHU coneprkany 3nu30/1bl HOBO3ABETHOW MCTOPHUHM, MOCBSIIICHHbBIC
3aroBOPYy MYJEUCKHUX MEPBOCBSIIEHHUKOB MPOTUB XpucTa. VIMEHHO 3TH 31u-
30]1bl MOTJIM BJOXHOBIIATH [llekcnupa, korga oH paboTan Haj 3aBeplLIaoIIeit
YaCThIO Tpareanu. B HUX 4ETKO BBIWICHSAIOTCS MOTHUBBI, PUCYTCTBYIOIINAE U
B KOHIIOBKE «['ammeTra»: 3100a mepBOCBSAIIEHHUKOB, HanpaBjieHHas Ha Mucy-
ca; UX MOMNBITKU YOUTh €ro 4y>KUMU PyKaMH, OTBENsI OT CeOsl MOJI03PEHUS;
OJIMHOYECTBO U OOPEUYEHHOCTh OYJyIIEH >KEpTBBI MEpe]l JIUIOM CBOUX Bpa-
rOB; AKTUBHOCTh TOHUTENIEW XpucTa U Ero orxoa Ha BTOpOM IUIAH B Japama-
TUYECKOM JEUCTBUU.

Oty ananoruto — ["aminier / Uucyc — He cieayeT, KOHEUHO, BOCIPU-
HUMaTh OykBasibHO. C ee moMonipto [llekcrup He mbITaeTcsi MPONOBEI0BATh
XPUCTUAHCKHE UCTHUHBI WM KaK-TO MHAYE YKPEIUIATh BEPY CBOUX 3PUTEIICH.
Anemnanust K >KaHPOBOM MOJIENHM, 3HAKOMOM OOJIBIIMHCTBY >KUTENe AH-
MK, HE0OXOoJMMa JApaMaTypry JJisl PEIICHUsS CIO0XKHOU XyJ0XKECTBEHHOM
3aja4d: COCAWHHUTH KOMIIO3UIIMIO Tpareud MECTH C KOMIIO3UIIMEH €BaH-
reJIbCKOr0 MOBECTBOBAHMS, MAKCUMAIbHO 3aMHTPUTOBATDH 3PUTEIISI CEOKETOM,
Pa3BOPAYMBAIOIIUMCS OJJTHOBPEMEHHO B JIBYX AHPOBBIX IJIAHAX, YTOOBI TEM
CaMbIM MOJTOTOBUTH Hanbosee 3PPEKTHYIO U HEOKUTAHHYIO PA3BA3KY.
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Dmitry A. Ivanov
(MSU, Moscow)
“And for his death no wind of blame shall breathe”:
Mystery Sources of the Anti-Hamlet Plot

The stratagem of Claudius and Laertes aimed at destroying the prince
has a central pre-requisite: Hamlet’s death should look accidental, and no
suspicion should be attached to it. The king attempts to keep his reputation
safe seem exaggerated; and they run counter to Laertes’ proclaimed interest
(“I’ll cut his throat i’ th’ church”). Explaining his avoidance of death penalty
or murder to Laertes, Claudius mentions the queen’s motherly affection and
popularity with common people (she “lives almost by his looks”, “the great
love the general gender bear him”). The latter argument is unexpected, con-
sidering that Hamlet is a lonely heart (with reticent Horatio for his only
friend); complaining of poor service; he does not know anyone outside the
castle, except the travelling actors; the pirates set him “naked” on the Danish
shore; the First Gravedigger recognizes Yorick’s skull, but does not recog-
nize Hamlet at all. The only personage to appeal for popular support is the
same Laertes. And the very plan of the plot that Claudius envisaged, if car-
ried out, might have aroused suspicions against the king and his puppet Laer-
tes rather than dissipated any.

We set forth the following explanation: the above discrepancies may
have been the result of another genre interfering with the revenge tragedy:
namely, a mystery illustrating a Gospel story. W. Shakespeare is sure to have
got acquainted with some mystery pageant cycle early in his life, perhaps
with more than one. They would all contain tales from the New Testament
showing Jerusalem priests conspiring against Christ. These performances
could inspire Shakespeare while completing the tragedy. The medieval mys-
teries contain motivation that is similar to the finale of Hamlet: the high
priests’ wrath at Jesus; their desire to dispatch him using other people’s hands
and to avoid being suspected; loneliness and hopelessness of the victim; ac-
tive behavior of Christ’s enemies and his stepping back as a dramatic hero.

We need not pursue the analogy between Hamlet and Jesus as an ex-
plicit one. Shakespeare did not resort to it so as to preach Christian lessons or
instill faith in his spectators. The exploitation of the mystery as a genre model
familiar to most English people was required in order to solve a complex ar-
tistic task: combine the structure of a revenge tragedy with that of a Gospel
narrative, to intrigue the spectators with the turns of the plot unraveling sim-
ultaneously in two genre planes, which prepares for an effective and unex-
pected resolution.
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B. C. Maxapos
(IICTT'Y, Mocksa)

IHCKCHI/I[) nmocJjie Bapna: KOHTEKCT, YCJIOKHCHHE U BCEMUPHOCTD

[excnrpoBckue roduiien 2014 u 2016 roga oOHaXxxuiM TpoOIeMy pac-
cloeHus mekcnupochepbl Ha BCe MEHEEe COOOIIAIOIIUECs MEXKTy cOO0M TMo/I-
npoctpaHcTBa. OJTHO U3 HUX TPAAUIIMOHHOE «0apJOBCKOE» — OCHOBAHHOE
Ha JUCKypce 00 UcKiIroYnuTeapHoM Benuuuu Lllexcnupa 1mo cpaBHEHHIO C €ro
COBPEMEHHHUKAMU, €ro «BEYHbIX 00pazax». Bropoe s Obl XOTeNn OnpenenuTh
KaK «1mocT0ap/IOBCKOE», BHUMATEIIBHO OTHOCSIIEECS K KOJU1adopaluu ¢ apy-
TUMU JApaMaTypramu, K KaHPOBOW IBOJIOIMU, K MHOXKECTBY HAIlMOHATBHBIX
TeaTpajibHbIX TPAJUIINI, KOTOPHIE MOPOXKIAIOT HE CTOJIBKO €IMHOTO «TJIO-
oanbHOrO lllekcnupa», ckonbko 6eckoHeuHOE pazHooOpazue «Illekcnupon».

Koneuno, 3nemeHThl «HEeOapa0BCKOTO» B padore ¢ Hacienuem lllekc-
nupa cyuectsoBain Bcerna. Ho mocne robuneeB Hayana XXI| Beka kak HUKO-
rja CTajo 3aMEeTHO, 4TO KyJbT «bapaa» cXOIWT Ha HET W, KaKk 3TO CBOU-
CTBEHHO MHTEJJIEKTYAJIbHBIM KOHCTPYKTaM, MEPEXOJIUT B MACCOBBIE (POPMBI
— MPEXJIe BCEro B NIEKCIUPOBCKYIO UHTYCTPHIO.

B noknazne Ha psiie IpuMEpOB s MOCTAPAKOCh PACKPBITH «IIOCTOAPI0B-
CKYIO» JIOTMKY B IIEKCIIUPOBEICHUU U B 1I€JIOM B IIeKcnupocdepe, moapoo-
HEE OCTAHOBUBIIUCH HAa TMOCIEJCTBUSX TAKOTO BaXXHOrO moBopoTta. «llocT-
oapnosckuii» lllekcnup — 310 crnoxubii [llexkcnup; [lekcnup, HE Aaromnii
OJTHO3HAYHOT'O OTBeTa Ha «(pUIIOCO(PCKHE BOMPOCHI», HE BMEIIAIOIIUNCS B
CXEMBI.

[Ipexxne (M BakHEE) BCEro, HMCUE3HET «APIYMEHT T'€HUAJIbHOCTU:
HEMOBTOPUMOCTh U HEJOCTUKUMOCTh MOCTABICHHOMN €I — MPHU3HAK JIIO-
O00oro TBOpYECTBa, U B 3TOM CMbICie AaBarh npuBmieruio lllekcnupy Ha oc-
HOBAaHWU €r0 UCKIIOUYUTEIHHON POJIA B MUPOBOM KYJIbTYpE HE UMEET CMBICIIA.
HNHuTtepecHa caMmopernpe3eHTalusl KaXa0ro aBTopa, U BCE OHM BMECTE — H
(GboH KapTUHBIL, U ee Tepor. HOBYIO TOTMKY OPUAETCS UCKATh U aHTUIIEKCIIH-
pUcCTaM — apryMeHT «HeoOpa3oBaHHbIM cTpaTdopjell He MOT ObITh peHec-
CAHCHBIM F'€HHUEM» MIEPECTAHET PadOTAaTh.

Bo-BTopbix, nmoctoapaoBckuii Lllexkcnup BhIBEET HAa HOBBIM ypPOBEHb
UHTEpPEC K UCTOPUYECKOMY B JHUTEpaType. Mbl yxke BUAUM, KaK U3 CaMbIX
TAaMHBIX KOMHAT IIEKCIUPOBEACHUS B SIPKO OCBEIICHHOE MEIUMHOE MPO-
CTpPaHCTBO mepenuia cruioMerpus. [lekcnup neauTcs «MaHTUEW» TEHUs C
COBPEMEHHHUKAMU, caMasi MacCoBasl MyOJIMKa YYUT UX UMEHA U 3HAKOMHUTCS C
UX TOYEPKOM. YHUKAIBHYIO POJib 3]/IECh CHITpajio U cTpoutTenbcTBo «lllekc-
nupoBckoro I'nmobyca» u tearpa Coma YoHaMmelikepa, a TakKe MPOTrPaMMbI

~14 ~



Bpose Read Not Dead m maccoBas JOCTYITHOCTh TEKCTOB 3IOXH Ha TaKHUX
miatgopmax, kak EEBO.

B-tpetbux, nocrdapaosckuii lllekcnup Mo3BOMUT TOYHEE aHAIMU3UPO-
BaTh JokanbHble amantanuu [llekcniupa. lllekcnupoBckas uHAyCTpUst OyaAeT
NPOJOJIKATh KUTh CBOEH KU3HBIO, MOPOXKIAAsi HOBBIE MEMbI, MOPTPETHI U
T. 1., HO KaXJas TO4Yka B Mupe, rjae craBiat u uyutaroT lllekcnupa, 3amaer
CBOU CUHXPOHUYECKHE U THAXPOHUUYECKUE aCMEKThl padOThI C €r0 TEKCTOM U
TeaTpaibHbIMU MPAKTUKAMMU.

B-yerBepThIX, YHIET YIPOLIEHHOE TOJKOBAHUE MIEKCIIUPOBCKUX aJIIIO-
3Uil Kak 0Jaroro BIMSIHUS «BBICOKOUM KyJbTYyphl». bolibllie BHUMaHUs OyyT
YACJSATh TaKUM TMPoOJieMaM, KaK «IIPUEM CIIOKHOCTH», KOT/Ia OOpallleHue K
HIEKCOUPOBCKOMY TEKCTY 3aTPYAHSET MOpPaJIbHBINA BBIOOpP TepoeB (UTO OCO-
OCHHO 3aMETHO Ha IMpUMepe KOMIbIOTEpHbIX UTrp). COOTBETCTBEHHO, CO3/1a-
BaeMbI€ ceilyac BUPTyaJbHbIE MHUPBI OYyAYT CTAaHOBUTBHCS €II€ CIIOXKHEE U
HEOTHO3HAYHOE.

B-nateIX, — 1 3TO HanboJiee oueBUAHO — TocTOapaoBckuil [lexcmup
COXPAHUT BEAYIIYIO POJb YUYEHBIX B PA3BUTUU MIEKCOUPOCHEPHI, YBEIUUUT
BHUMAaHHUE K TPOEKTaM IIU(PPOBOI T'YMaHUTAPUCTUKHU.

B-mectsix, unatepec k lllexcnupy OylieT CTUMYJIUPOBATH HOBBIE BUP-
TyaJIbHbIE PEeKOHCTpYKUMU. MckmouutensHas poisib lllexkcrimpa B MUPOBOM
KYyJbTypE yKe MpHUBENa K TOMY, UTO MbI nipescTaBisieM cede JIonnoH pydexa
XVI-XVII BB. nosHee u TouHee, 4YEM JPYyrue ropoja B UCTOPUUECKHU COIIO-
CTaBUMBIE MEPUO/IbI — BKJIIOYAS MMOJOKEHUE JIeNI B UCKYCCTBE U MOJUTUKE U
JaXe TO, KaK BBINISIACIHN uctopuyeckue 3aaHus. C pa3BUTHEM HCKYCCTBEH-
HOTO MHTEJUIEKTAa 3TU BUPTYaIbHbIE MHUPBI OYJIyT TOJBKO COBEPILIEHCTBO-
BaThCHI.

Hakownen, npenoaaBanue Illekcnupa B mIKojiax U YHUBEPCUTETAX, Be-
pPOSITHO, HAWJIET HOBBIM OalaHC MEXJY «OCOBPEMEHHMBAHUEM» U TEKCTOM B
ero ucropuueckoM Buje. IllekcnupoBCcKUEe alI03Md B KOMHKCAX U COBpeE-
MEHHOM MY3bIKE, B T€ATPE U KMHO 37I€Ch HE3aMEHUMBI.

SIcHOo, 4TO MOKa TPYAHO MPEABUJIETh, KAKUE KOHKPETHO (POPMBI IPUMET
«noctoapaoBckuii» lllekcnup. XodeTcst 1ymath, 4To mekcnupocdepa, BEUHO
nepecTpauBasl H€papXuu, U JAJIbIIe MONJET MO MyTH UX YCIOKHEHUS, a HE
YIPOIIEHUSI — HO CTOJIb € SCHO, YTO 3TO CO3J]aCT U HOBBIE CIIOXKHOCTH, KO-
TOpBIE, HAJICIOCh, MBI TTIOJIPOOHO 00OCYAMM Ha CJIEAYIOINX KOH(PEPEHITUSIX.
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Vladimir S. Makarov
(PSTGU, Moscow)
Shakespeare after the Bard:
Context, Complexity and Comprehensiveness

The 2014 and 2016 Shakespeare jubilees clearly showed that the
Shakespearean sphere is splitting into two subspaces which are getting less in
touch with each other. One of these is the traditional “Bardic” space, fueled
by the discourse of the Bard’s unrivalled greatness in the history of world lit-
erature, or of his incomparable “eternal characters”. The other space | would
define as “post-Bardic” is the one focused on Shakespeare’s collaboration
with his colleagues, on the genre evolution and on the numerous theatrical
traditions which gave rise to an infinite variety of Shakespeares rather than a
single “global Bard”.

Sure, “non-Bardic” elements have always been present in how people
worked with Shakespeare’s heritage — but the recent festivities have made it
clear as never before that the cult of the Bard is subsiding and, as it is always
the case with intellectual constructs, is relocating to mass culture, primarily
to what has been defined as the “Shakespeare industry”.

In my paper, | will use a range of examples to trace the “post-Bardic”
logic in Shakespeare studies and in the Shakespearean sphere in general, with
a more detailed focus on the consequences of this important turn. Overall,
I will start with saying that the “post-Bardic” Shakespeare is a complex fig-
ure, the one which evades giving clear and definite answers to life-and-death
issues, and the one which cannot be easily fitted into a pattern.

First and foremost, the demise of the “genius argument” will establish
that the individuality and the ultimate failure of artistic intention belongs to
art in general, and not to Shakespeare alone, and the latter’s exclusive place
in world culture is no privilege for a special kind of artistry. Every author’s
self-fashioning is important, and all of them are both the background and the
foreground of the “general picture”. Anti-Shakespeareans will also have to
seek a new system of argumentation, since no-one will buy the “uneducated
man of Stratford could not have been a Renaissance genius with a huge vo-
cabulary” claims any more.

Secondly, post-Bardic Shakespeare will take to an entirely new level
the interest in the historical in literature and theater. We have already wit-
nessed how stylometry came out of the most arcane recesses of Shakespeare
studies into the limelight of media space. Shakespeare is sharing now his
mantle of universal genius with his contemporaries, and the widest public is
getting familiar with their names and works. This has, of course, been heavily
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influenced by the launch of the Shakespeare’s Globe and the Sam Wanamak-
er Playhouse, and their programs (e.g., Read Not Dead), and also by easy
availability of almost any text on such platforms as EEBO.

Thirdly, the post-Bardic situation will allow a more precise analysis of
Shakespeare’s local adaptations. While the industry will continue as is for a
while, giving rise to the new memes, pics, etc., every place in the world
where Shakespeare is read and / or staged sets its own aspects of working
with Shakespeare, both synchronically and diachronically, on page and on
stage.

Fourthly, the over-simplified interpretation of Shakespearean allusions
as a beneficial influence of “high culture” will have to go, too. A new focus
will be made on such issues as “the complexity device”, whereby a use of
Shakespeare makes the moral choice more difficult (most conspicuous in the
case of computer games). Accordingly, the newly-created virtual worlds will
become increasingly complex.

Fifthly and most evidently, post-Bardic Shakespeare will preserve the
leading role of scholars in the expansion of the Shakespearean sphere, espe-
cially in the field of digital humanities.

Sixthly, the interest in post-Bardic Shakespeare will drive further virtu-
al reconstructions. So far, the exceptional position of Shakespeare in world
culture has already helped us imagine the 16th and 17th century London bet-
ter and fuller than other cities in comparable periods of history — including
its internal policy, artistic world and the possible outlines of historical build-
ings long lost. The ever-improving artificial intelligence will make these
worlds still more convincing.

Lastly, teaching Shakespeare in schools and universities will have to
find a new balance between modernizing and historicizing — which will be
impossible without addressing Shakespearean allusions in comic books, mu-
sic, theater and cinematography.

It is, of course, impossible to foresee which specific forms post-Bardic
Shakespeare will assume. | would like to believe than the Shakespearean
sphere in its eternal reshuffle of hierarchies will continue along the path of
complexity rather than simplification, — but it is equally clear that new chal-
lenges will arise — the ones which, | hope, will be laid out for discussion at
our future conferences.

~17 ~



B. A. Jlykos
(Mocl'V, Mocxkesa)
Hlexkcnupocdepa kak conuajabHas peajbHOCTh XXI Beka

Nnes mexcniupocdepsl, chopmupoBanHas B padorax Mucrturyra Qys-
JaMEHTAJIbHBIX M MPHUKIAJHBIX HcciaeaoBanuii Mocl'Y u obocHoBaHHas
MPUMEHUTENBHO K Cc(hepHOMY MOAXOAYy B KyibTypojoruu Bi. A. JIykoBbiM
(1948-2014), oxazamach NMPOJYKTUBHOH, MOCKOJBKY ITO3BOJIMIJIA HE TOJIBKO
CBSI3aTh COIMOKYJbTYPHBIE pEauy Pa3IUYHbIX 30X U CTpaH, HO U MOHATH
KYJbTYpPHBIE MEXaHU3MbI TaKOW CBSI3U, KOTOPBIE B OJIHUX CIIy4yasX MOSBIIS-
10TCs, a B Apyrux HeT. lllekcnup, ero TBOPUYECTBO U €ro 3arajka («IeKcru-
POBCKHI BOMPOC») B Hauiydiieil (GopMe HEeMOHCTPUPYIOT MPOHUKHOBEHUE
OJIHOTO BEKa B Jpyrue, a B JaHHOM ciiyyae — pyoexa XVI-XVII BB. B Bek
XXI, rae HOBbIE KOMMYHUKATUBHBIE TEXHOJIOTUU YKE MPEOI0JICBAOT TPAHHU-
[bI TOCYJIaPCTB U IPAHUIIbI KYJIBTYP.

B stom cmbicie miekcnupocdepa BbIpakaeT OONIEKYJIbTYPHYIO TEH-
JICHIIMIO K TIEPEBOJIY «UYkKOTO» B «CBOE» B PACIPOCTPAHEHHBIX KYJIbTYPHBIX
Te3aypycax — MEHTaJbHbBIX KOMILUIEKCAX COI[MAIbHBIX CYOBEKTOB (OT UH/IU-
BUJIOB JI0 MaJbIX U CKOJBKO YTOJHO OOJIBIIMX COLMAIBHBIX OOIIHOCTEN),
MO3BOJISIFOIIMX YCIIEIIIHO OPUEHTUPOBATHCS B OKPYKAIOIIECH Cpe/ie U TBOPUTH
HOBoe. [llekcrupoBCKOE TBOPUECTBO XOPOIIO HM3BECTHO B MOJJIMHHUKAX
XVIl Beka OTHOCUTEIBHO Y3KOMY Kpyry MpodecCHOHaIbHBIX (PUI0JIOrOB-
HIEKCOUPOBEJIOB, HO YK€ KPYT TeaTpajbHbIX W KUHO3PUTENEH Tpareaui u
komenuu lllexcrimpa B cOTHU pa3 mupe, oHU 3HaroT lllekcnupa 1no nepesBo-
JaM, TMPUHAJICKAIIUM Pa3HbIM 3M0XaM W OPUEHTUPOBAHHBIM Ha Pa3HBIC
KYJbTYPHBIE KOJIbl, B TOM YHUCJIE A3BIKU (B 3TOM KOHTEKCTE MPUOOpPETAET 3HA-
YEHHE HE pa3 KPUTUKOBAHHAS TMIIOTE3a JIMHTBUCTUYECKON OTHOCUTEIIBHOCTH
Cenupa-Yopda). Kpyr ke norpedureneit apredakton, cBsizaHHbIX ¢ Illekc-
NUPOM Ha YpPOBHE PEMUHHUCIECHIMA M XYJOKECTBEHHBIX WM OU3HEC-
OPUEHTUPOBAHHBIX BBIMBICIOB (TIMBHBIE Kpyxkku ¢ npoduiem lllexcnupa,
kape u pecropanbl «lllexcllup» u T. a., TopThl «OTEMIO», TYPUCTCKUE
MapuIpyThl 1Mo MecTtaMm <«oku3Hu» Pomeo u JIKynbeTThl, TOOCICHHOMY 3ay
3aMKa XEJIbCUHTEp, AKOOBI OMHCAHHOMY KaK TaMJIETOBCKUM IbCUHOP,
nopTpeTHbie n3o0paxkenus lllekcrnupa, BMOHTHpOBaHHKIE B (poTorpaduu 6o-
TUOUIIEPOB, TPEACTABUTENCH MOJIOJICKHBIX U KPUMUHAIIBHBIX CYOKYJIBTYp U
MH. JIp.), HEUCUHUCIIMMO BEJIMK, YTO B KOHIIE KOHIIOB U jenaeT PakThl 1 MUDBI
400-1eTHEW TaBHOCTH JJIEMEHTOM TIOBCEIHEBHOCTH YeJIOBEKa WMH(pOpMaIim-
OHHOTO 00IIIeCTBA.

ITpeBpamenue Illexkcnupa B kynbT Lllekcnupa, KOTOPBIM U €CTh 10pOra
K COBPEMEHHOM 1mekcnupocdepe, pekoe aBiIeHue B MUPOBOH KyibType. Ta-
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Koro (hpeHOMEeHa HET B OOJILIIMHCTBE CIIy4aeB Ja)X€ B OTHOIICHUM MPU3HAH-
HBIX KJIACCHUYECKMMM HCTOPUYECKUX JMYHOCTEeW. HeT aHanormyHoro geHo-
M€Ha, Harpumep, y Jlone ge Bera, XoTs ero aydiime nbechbl CTaBAT BO MHO-
rux crpaHax mupa. Her takoro pona ¢penomena u 'y CepBaHTeca, a y €ro re-
posa o Kuxota ectb. C MIEKCOUPOBCKUM CONOCTaBUM KyJbT Hamoiieona, a
Ha YPOBHE HAIlMOHAIBHOM, HampuMmep, KyJibT A. C. Ilymkuna. B uzyuenun
dbunocopur U COUMOJIOTUU KYJIbTYpPhl, B KYJbTYpPOJOTHUH IIEeKcIupochepa
MOXET PACKPBITh CBOU MPU3HAKU MO MEPE TOTO, KaK BCE OOIBIINE MAcChl HO-
CUTEJIEW TOM WM MHOW KYJbTYpPbl HAYHYT €€ OCBAWBATh B MPUEMIIEMbIX IS
nanHoro oomectBa ¢popmax. becripenenentHsiii poct B 2014-2016 rr. uucna
anekTpoHHbIX KypcoB MOOK mno Illexcnupy B Mupe v yuciaa ux noTpeoute-
Jed, MHOTHE M3 KOTOPBIX OBUIM TOJIbKO HACHBIIIAHBl O MIEKCIUPOBCKOM
TBOPYECTBE, HO MPOSBUIN K ATUM HHTEPHET-KypCaM HHTEPEC, CBUICTEIIb-
CTBYET O TOM, UTO B KyJbTypHOU cpenie XXI Beka mekcnupocdepa crana He-
OT/ICJIMMOM YacCThIO KapTUHBI MHUpa B HanOOJIee pacIpOCTPAHEHHBIX TE3ayPy-
Cax U SIBJICHUEM, KOTOPOE HAJ0 U BOCIIPUHUMATH KaK HEIPEMEHHBIN 3JIEMEHT
MMOBCEHEBHOCTH MHOTHUX HapOJOB U CTPaH, U OCO3HABATH U UCCIIEIOBATh 3TO
Kak (pakT COBpEMEHHOM KYJIbTYPHI.

Valery A. Lukov
(MosUH, Moscow)
Shakespearean Sphere as a Social Phenomenon of the 21st Century

The notion of the Shakespearean sphere was introduced and developed
in publications by researchers at the Institute of Fundamental and Applied
Studies (Moscow University for the Humanities), and Vladimir A. Lukov
(1948-2014) applied it to the spherical approach in cultural studies. The con-
cept proved fruitful, as it explained correlation of socially and culturally
bound realia of different epochs and nations; such studies also enable com-
prehension of the correlation mechanisms that either take effect or not.
Shakespeare, his work and his mystery (the Shakespeare authorship question)
brightly illustrate penetration of one age into another, just as the border of the
16th and 17th centuries reaches our century, with its scope of communica-
tions that transcend borderlines of states and cultures.

With consideration for this, the Shakespearean sphere lies within the
universal cultural trend towards transformation of “alien” into “own” in cul-
tural thesauri — mental complexes in social subjects (from persons to social
communities of different sizes) that enable them to succeed and create in
their environments. Shakespeare’s original texts are accessible to a relatively
limited layer of professional philologists and scholars, but the number of the-
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atre-goers and film spectators who get acquainted with Shakespeare’s trage-
dies and comedies is already many times larger; they come to know Shake-
speare through translations made in different times and intended for various
cultural codes and languages (in this respect, new importance is given to the
much criticized Sapir-Whorf hypothesis of linguistic relativity). And there
are multitudes of people who consume Shakespeare-related artifacts that con-
tain brief references or business exploits: mugs with Shakespeare’s profile,
cafes and restaurants named after the writer, chocolate cake Othello, tourist
trips in the “settings” of Romeo and Juliet’s love story, the tapestry hall at
Helsingar Castle as the setting of Hamlet, Shakespeare’s portraits combined
with body-builders’ figures or representatives of various youth subcultures,
etc.); and this innumerable multitude makes 400-year-old facts and myths ac-
quire everyday interest of our information-driven society.

The development of Shakespeare’s cult resulted in the appearance of
modern Shakespearean sphere, and this is a unique case in world culture,
even among historic figures of the grandest scale. We cannot observe any
such cult of Lope de Vega, though his best plays are staged all over the
world. There is no cult of Cervantes, but his hero Don Quixote has a cult of
his own. Next to Shakespeare’s, we can only refer to the cult of Napoleon,
and in Russia, of Alexander S. Pushkin. In philosophy and sociology, as well
as in cultural studies, the Shakespearean sphere can display more of its char-
acteristics as more and more representatives of this or that culture start ex-
ploiting it in socially appropriate forms. The years 2014-2016 saw unprece-
dented growth in the number of e-courses (massive open online courses) on
Shakespeare in the world, and the enrolment statics were amazing. Many par-
ticipants had only briefly heard about Shakespeare’s work previously, but
they took an interest in an e-course, which shows that in the 21st century the
Shakespearean sphere is integrated in the world views of most thesauri; it is a
phenomenon that should be accepted as part and parcel of everyday life in
many nations, and as such, it deserves to be studied.

H. I Ilexosuu
(Teamp na Tacanxe, Mockea)
3araaku lleilsioka (3aMeTKH pexuccepa)

B noxmane anamusupyercs neeca Y. lllekcnupa «Benenuanckuit Ky-
nen». [I[puBOaATCS B3Il MHOTUX HIEKCITUPOBENOB, MTOPOM B3aWUMOMCKIIIO-
yaoue apyr apyra. Mccnenytorcss HCTOpUst HAMMCAaHUs, TPOTOTHUIIBL, JIATE-
paTypHbIE MCTOYHUKHU. BBICKA3BIBAECTCA MPEATNONOKEHUE, YTO MPOTOTUIIOM
[lennoka mor crate He TOJIBKO Poxpuro Jlomec, Ho u cam Illekcriup. I1o-
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JIpoOHO TIpopadaThIBAETCA UJEA IMbEChl, CBOJAIIASICS HE K PAacOBOMY KOH-
(GIUKTY, a K CTOJTKHOBEHUIO TOJIMBI U OJIMHOYKH, HE JKEJIAIoIIEH B 3TOM TOJIIE
pactBopsaThea. Kacasce camon ucropun lllennoka, B JOKIIane UCIIOIb3YETCS
METO/] TaK Ha3bIBAEMOT'0 «BEPTUKAIBLHOIO KOH(PIUKTa» — KOT/Ia CIOKET pac-
cmatpuBaetcs Lllexkcnupom nuie Kak MOBOJ Jisg 0oJiee I100abHBIX BOIPO-
COB, U TMbECa MPEBpPAIIACTCS B MPUTUY, B HEKUI BEUHbIA OMOJICUCKUN YPOK.
Tak 11 yk AHTOHHUO OECKOPBICTEH, U UTO O3HAYAET «JAaBaTh B JOJIT O€3 Mpo-
nentoB»? JleiicrButenbHo au baccanuo mobut Ilopuwmrio, a JlopeHno —
Jlxeccuky, WA 3TO BCEro JIMIb Urpa B Jt000Bb paau aeHer? Illeitnok —
kaHHuOan, win [llekcrnup HAPOYUTO CIYCTHII KPacKH pajid aHTJIUUCKOU Tpa-
nunuun? Takxke uccnenyercs, nouemy lllekcnup onpenenun nbecy Kak KoMe-
JIAIO0, KOTJIa Ha KOMEIUIO OHA COBEPIIEHHO HE MOX0XKa.

Igor G. Pekhovich
(The Taganka Theatre, Moscow)
The Mysteries of Shylock (Stage Director’s Notes)

The paper proposes a theatre director’s view of W. Shakespeare’s The
Merchant of Venice, summarizing various scholarly opinions that often clash
with each other. Having examined the history of the play’s text, the likely
character prototypes, and literary sources, we propose that Shylock’s proto-
type could have been Shakespeare himself. We argue that the essential con-
flict here is not racial / religious, but rather that of a crowd and an individual
who will not follow the suit. As for Shylock’s personality, the paper analyses
the play’s ‘vertical conflict’, where the plot is only a pretext for Shake-
speare’s investigation of really global issues turning the play into a Biblical
parable. Is Antonio indeed a merchant who does not require profit on his
money, and what does it mean to lend without charging any interest? Does
Bassanio truly love Portia? Does Lorenzo love Jessica, or is it cupboard love?
Is Shylock a true cannibal, or did Shakespeare purposefully exaggerate, in-
fluenced by the English traditions? What was this play classified as a come-
dy, when there is so little of the comic element in it?

~21 ~



HPOBJIEMbI U3YUEHUA
HNEKCIIMPOBCKHUX ITEPEBOAOB

E. A. I[lepsywuna
(A{B®Y, Braousocmok)
Pycckune nepeBoabl komeanu lllexcnmpa “Love’s Labour’s Lost”

Hecmotpst Ha To, uro koMmemuio “Love’s Labour’s Lost” [llekcnimpa B
Poccun y3Hanmu no3nHee Ipyrux €ro TBOPEHUM, UCTOPHUSI €€ PYCCKUX NEPEBO-
JIOB OKazaJlach MOKa3aTeJIbHOW U JIOCTaTOYHO HenpocToi. [lepBeiM ObLT me-
peBon II. W. Beiinbepra, naneyatanuoli B 1868 r. IMeHHO ero mepeBoj
Ha3BaHUs Nbechl — «becrnoanbie ycunus mooBu» — ctan B Poccun Hanbo-
jee ynotpeouMbiM. HecMOTpsi Ha HETOUHOCTh M MHOXECTBO OIIUOOK, BILJIOTh
1o 1930-x rr. nepeBo BeliHOepra ocTaBajicsi HEPEB30HICHHBIM.

[ToBopoTHBIM 3TanoM B pycckoi ku3am “Love’s Labour’s Lost” cran
coBerckuil nepuona. B 1937 r. mosiBuiCcsS mepeBoj, BIEPBBIE BBITTOJIHEHHBIN
UCTUHHO OOJBbIINM caMOOBITHBIM 1mo3ToM — M. A. Ky3munesim. Hanenen-
HbI TOHKMM YYBCTBOM MO3THYECKOU ()OPMBI, OH MOMBITAJICS BOCIIPOU3BECTH
O0COOEHHOCTH CTUXO0BOM MaHephl lllekcnupa, CTpOro BbIAECPAKUBAS IPUHIIUIIBI
SKBUJIMHEAPHOCTH W SKBUPUTMUHU. DTO OOpPEKJIO MEpPEeBOJYMKA HA PsJ He-
yaay, kectko packputukoBaHHbIX K. U. UykoBckuMm. Opnako Ky3muny,
BOCHpUHSBIIEMY Mbecy lllexkcnupa mpexe BCero Kak mo3TUYECKOE MPOU3-
BEJICHUE, YJAJIOCh MEPEJaTh WHTOHAIMOHHYK) MY3BIKY MIEKCIIMPOBCKOTO
CTUXa, B TOM YHCJIE T€X COHETHBIX MEJIOJUW, KOTOPBIE CO3/IaBaI O0COOYIO
XY/I0KECTBEHHYIO aTMOoc(epy U CBOEOOpa3HbI KOMITO3UIITMOHHBINA CTpOi
KOME/IUH.

K. U. YykoBckuid, ObIBIIMN YOEXICHHBIM IPUBEPKEHIIEM HCKYCCTBa
BOJILHOTO TepeBojia, ocynuil nepeBoj Kyamuna kak (popMalucTU4YECKHii, co-
3IaHHBIN HE JJIsI CLIEHBI, a JUIsl KaOuHeTHOro utenus. s camoro UykoBcko-
r'O TJIABHBIM ObLJIa T€aTpalibHasl MPEeIHA3HAYEHHOCTh IIEKCITUPOBCKON MHECHI.
B 1945 r. oH Hane4yaTaH CBOM IepeBO KOMEIUH, KOTOPBIN MO CyTH ObLI 3HA-
YUTEJIIBHO COKPAIIEHHOW CHEHUYECKOM peJakuuen mnoiuHHuKa. JKemas,
YTOOBI €r0 MEPEBOJHON TEKCT JIETKO BOCHPUHUMAIICS Ha CIyX, YyKOBCKHi
yIpoIaJl TPUYY/IJIMBbIE NIEKCOIUPOBCKUE 00pa3bl U MO3TUYECKUE META(OPHI.
[ToaTOoMy €ro nepeBojI 4acTo MPEANOYNTAIIA TEATPATIbHBIE PEXKUCCEPHI.

3HaMeHaTeNbHON Bexoil B ucTtopum pycckoro lllekcriupa cran pyOex
1950-1960-x rr. B sto Bpems mosBuiauch nepeBojasl Illekcnupa, mpocia-
BUBIIIME OTEYECTBEHHYIO MEPEBOIUECKYIO KYJIbTYpy. B HOBOM coOpaHuu co-
YMHEHUW TUCATENs, BBIMYIIEHHBIM H3AaTelbCTBOM «lckyccTtBo» B 1957—
1960 rr., komeaus “Love’s Labour’s Lost” Obula HamedaTaHa B IEPEBOC
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IO. b. KopHeeBa. Drta mepeBoaveckass BEpCHs [0 HACTOAIIETO BPEMEHU
yAEpKUBaIa MO3UIUI0 CaMOW MPEANOYUTaeMOu. JIekcnueckass BbIpa3UTEIIb-
HOCTb, CTUJIMCTUYECKOE MHOTOIBETHE M TaJIaHTIMBOE CTUXOTBOPYECTBO —
HECOMHEHHBIE JOCTOMHCTBAa NepeBoAHoro tekcra KopHeea. Tekcra Koio-
PUTHOTO, KPaCOYHO BBIPA3UTEILHOTO, HANIMCAHHOTO, HECOMHEHHO, TaJaHT-
JIUBBIM aBTOPOM.

Tem He MeHee cuuTaTh 3aBEPUIEHHON PYCCKYIO MEPEBOAYECKYIO MCTO-
puto “Love’s Labour’s Lost” Hemb3s, MOTOMY YTO TIEPEBOTYMKH, pabOTaB-
IIME HAaJl 3TOW KOMEIUEH, OTKPhUIM HECKOHYAEMBbIE PELEITUBHBIE BO3MOXHO-
CTH OTE€YECTBEHHOU CJIOBECHOCTU. Takoil TBOPUYECKUI TOMCK HEOCTAHOBUM.

Elena A. Pervushina
(FEFU, Vladivostok)
Russian Translations
of Shakespeare’s Comedy Love’s Labour’s Lost

In spite of the fact that Shakespeare’s comedy Love’s Labour’s Lost
became known in Russia later than his other creations, the history of its Rus-
sian translations turned out to be representative and rather complicated. The
first translation published in 1868 was made by Pyotr I. Veinberg. His trans-
lation of the title of the play — «becrutoaasie ycummst 1r00Bu» — Was a Suc-
cess and is still widely used in Russia. Despite its inaccuracies and a great
number of mistakes, Veinberg’s translation was not surpassed until the
1930s.

The Soviet period became a landmark in the history of Love’s Labour’s
Lost in Russia. In 1937, Mikhail A. Kuzmin’s translation appeared, the first
to be created by a truly great Russian poet. Endued with keen understanding
of poetic form, he tried to render Shakespeare’s verse mannerism with scru-
pulous observation of the principles of equilinearity and equirhythm. This led
the translator to some failures castigated by Korney I. Chukovsky. Neverthe-
less Kuzmin, perceiving Shakespeare’s play primarily as a piece of poetry,
managed to convey the intonational music of Shakespeare’s verse, as well as
those sonnet tunes that created a specific artistic atmosphere and peculiar
kind of comedy composition.

Being a staunch supporter of free poetic translation, Korney
I. Chukovsky criticized Kuzmin’s translation as formalistic and intended for
reading in print rather than acting on stage. For Chukovsky himself, the most
significant feature of Shakespeare’s play was its suitability for the theatre. In
1945, he published his own translation of the comedy, which in fact was a
capsule stage version of the original. Chukovsky wanted his translation to be
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easily perceived by the ear, and to achieve this, he simplified Shakespeare’s
quaint characters and poetic metaphors. That is why theater directors have of-
ten preferred his translation.

The period of the 1950s-1960s was another major landmark in the his-
tory of Russian Shakespeare. At that time, translations of Shakespeare glori-
fied our national culture of translation. The new Complete Works in 8 vol-
umes released by Iskusstvo Publishers in 1957-1960 included Love’s La-
bour’s Lost in a new translation by Yuri B. Korneev. This translator version
has been the most preferred until recently. Obvious merits of Korneev’s
translation are lexical expressiveness, stylistic diversity and masterly versifi-
cation. Written by a certainly talented author, this translation is picturesque
and colorfully expressive.

Nonetheless, one cannot consider the Russian translation history of
Love’s Labour’s Lost completed. Working with this comedy, translators have
found out endless receptive resources of our national literature. This creative
endeavor is sure to continue.

A. A. Esooxkumos
(MI'Y, Mocksa)
«Pomeo u JIxKyJIbeTTa» B pAHHUX PYCCKHX nepeBonax*

Camas u3BecTHasi U3 paHHUX Tpareauilt Ilosta mpezacrtaBiser coOou
OJIMH W3 KJIIOYEBBIX HIEKCIHUPOBCKUX TEKCTOB PYCCKOW JIUTEPATYPHI U KYJIb-
Typbl. YCTyIas 1o KOJIUYECTBY MEPEBOJIOB U XY0KECTBEHHBIX HHTEPIIPETA-
uni «['amnery», tpareaus «Pomeo u JIKynberra» Mojap30Bajach HE MEHb-
meil nonyssipHocThio B XIX B. OTMedy TOJIBKO, YTO UMEHHO UCTOpHUS 00pe-
YEHHBIX Ha CMEpPTh BIIOOJICHHBIX ObLIA paHBINE BCEX MEPEBEIEHA C SI3bIKA
opuruHaiia — B 1772 r., 3a Tpu roaa 10 NEPBOM TOYHOW BEPCHU MOHOJIOTA
«BbbITh UM HE OBITH», co3aanHol M. U. [1nemeeBsiM. B smioxy pomantuzma
ATy TpAreauio NEPEeBOAWIN CTOJIb K€ HWHTEHCUBHO, Kak u «lamiera»
(manpumep, Ha pyOexe 1830-1840-x rr. MOSIBISAIOTCS Ba €€ TMOJHBIC PYC-
CKHE BEPCHUN).

OTO UCCIENOBAHUE MMEET CBOEW LIENBI0 HE CTOJBKO NPEACTABUTH HC-
TOpUYECKHil 0030p nepeBo 0B «PoMeo u JKyabeTTh» (Ha ATy TEMY IHUCA, B
yactHoctu, lO. JI. JleBun, a coBcem HegaBHO E. M. JIylieHKO), CKOJIBKO
BCTPOUTH CO3JaHHBIC MEPEBOAbLI B IIUPOKUN JTUTECPATYPHBIA U KYJIbTYPHBIN

" MccrenoBaHne BBIIOIHEHO B paMKax mpoekrta PO®U Ne 18-012-00651 («Tparcdop-
Malys IIEKCIUPOBCKOW apamaTypruu B pycckon smreparype XVIII-XX BekoB: ucro-
pusi, TUIIOJIOTUS], UHTEPIIPETALIU»).
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KOHTEKCT U OMNPEJIETUTh MaruCTpaJibHbIE HANPABJICHUS] UHTEPIIPETAIIUU Tpa-
reauu B XVIII — nepBoit nomosune XIX B.

Cnenuduyeckre 4epTbl paHHUX PYCCKUX BEPCUHM, 00YCIOBICHHBIE TI€-
PEBOMYECKON TPAAUIIMEH, MCTOYHUKOM TEKCTAa WJIM BOJIEW NEPEBOIUYMKA
(CIMCOK MPUYUH MOKHO MPOJOJIKUTH), PACCMATPUBAIOTCSL HE KaK OTCTYILIe-
HUE€ OT MOJJIMHHUKA, @ KaK YHUKaJIbHBIE B CBOEM POJI€ MOMBITKH CO3/1aTh
TEKCT, aJIeKBaTHBI CBOEMY KOHTEKCTY. B cuiy 3TOro B mccliieioBaHuu yje-
JSI€TCSl BHUMAHUE PAaHHUM ATaraM (pOpMUPOBAHUS IIEKCIIUPOBCKOTO MH(a,
B3aMMOCBSI35IM MPOU3BEICHUN JIpaMaTypra ¢ pycCKoi MpepoOMaHTHUYECKON U
POMaHTHUYECKOW JTUTEPATYPOU U T. II.

Kpyr paccmaTpuBaembIX CIOKETOB JIOBOJIBHO IITUPOK: OT BXOXKICHUS
«Pomeo u [IxynbeTTh» B cPpepy pyCCKOU U €BPOIMEUCKON «KHOUHOU MOAZUN»
(B mepeBojie «BeuepoB») 10 arojIOTMM HEMEIKOW POMAHTHUYECKOW IIKOJIBI
(8 Bepcun U. B. PockoBiieHko), OT MaHU(ECTUPOBAHUSI YUCTOM JIIOOBU H
BEUHOW BEpPHOCTU (B OTphIBKaX, mepeBeqeHHbIX 1. A. IlneTHeBbiM) 10 UH-
CIUPOBAHHBIX uTeHUEM (Quiaocopuu l'erens axTyanuzaluud COIUATBHOIO
MOATEKCTa U JIaXKe MPAKTUYECKOTO PYKOBOJICTBA K aAI0NbTepy (TakoBas WH-
tepnpetainus M. H. KarkoBa u mocieioBaBIIme 3a €€ CO3aHUEM COOBITHS).

Andrey A. Evdokimov
(MSU, Moscow)
Romeo and Juliet in Early Russian Translations”

The most renowned of the Poet’s early tragedies is also one of Shake-
speare’s key texts in Russian literature and culture. Conceding in the number
of translations and poetical interpretations to Hamlet, the tragedy Romeo and
Juliet was enjoying no less popularity in the 19th century. | just remark that
the history of lovers doomed to die early, was the earliest Russian translation
of Shakespeare’s tragedy from the original text: it happened in 1772, three
years before publishing the first accurate version of the soliloquy To be or
not to be by Mikhail Pleshcheyev. In the Romantic Age, the tragedy was
translated as frequently as Hamlet: for instance, on the verge of 1830s and
1840s two complete Russian versions appeared.

This paper aims not so much to make an abstract of history of the Ro-
meo and Juliet translations (this problem was particularly covered by Yuri
Levin and most recently by Elena Lutsenko), as to place the existing transla-

" The research was implemented within the framework of a project of the Russian Foun-
dation for Basic Research (RFBR), No. 18-012-00651 (“Transformation of Shakespeare’s
Drama in Russian Literature in 18th—20th Centuries: History, Typology, Interpretation”).
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tions into the wide literal and cultural context and defining the main trends in
the interpretation of the tragedy from 18th to the first half of the 19th century.

The specific features of those early Russian versions, which were con-
ditioned by the translation traditions, the source of the text or a translator’s
will (the list of reasons may be continued), are considered not as a kind of
deviation from the original, but as a series of unique attempts to make a text
adequate to its context. For this reason, the research pays attention to the ear-
ly stages of making the Shakespearian myth, connections of the playwright’s
works with Russian pre-romantic and romantic literature, etc.

The range of subjects examined is quite wide: from Romeo and Juliet
entering the sphere of Russian and European “night poetry” (in the Vechera
journal) to an apology of the German romantic school (in Ivan Roskovshen-
ko’s version), from manifesting pure love and eternal fidelity (in Pyotr Plet-
nev’s fragments) to emphasis on the social implementation and even to a
practical guide to adultery (this was Mikhail Katkov’s interpretation and its
aftermath).

E. M. Macrennuxosa
(Tel'V, Teepw)
IBdemusmbl B npousseaeHusx Y. lllekcnupa: cKpbIThbie NOATEKCTHI

1. IlepeBoAYMK MOXKET CTaTh JOMOJHUTEIBHBIM UCTOYHUKOM TEKCTO-
BBIX JIAKYH, YCUJIUBAsi CMBICIIOBBIE Pa3pbIBbl OTHOCUTEIBHO MHTEPTEKCTOBBIX
U UHTPATEKCTOBBIX CBSI3€H MIEKCIUPOBCKUX TEKCTOB, IJe OyKBajbHas MEpe-
naya 3B(PEeMU3MOB WK UX MPOMYCK JIeNIaeT MePEeBOi OECCMBICIICHHBIM.

2. Y. lllexcnimp mpuberaer k 3BhemMuzMam, Korma pedb UAaET o Oecmo-
PAIOYHOM TOJIOBOM JKM3HU M BHEOpauyHBIX OTHOIICHUAX (Qot to it, conquer a
bed, between the sheets, stop your body to pollution, throw down u T. 1.), 0
NOSIBJICHMH HE3aKOHHOPOXKAEHHBIX jgered (Come in through the window u
T. /1.), O XEHIIUHAX JIETKOTo ToBeieHus (pagan, trot u 1. 11.), 0 BEHEpUUECKUX
oone3nsax (malady of France, incurable bone-ache u T. 11.). Pexxe aBpemuzmbr
OTHOCSTCS K mpeameram Obita (Close stool u T. 1.). [Ipu ucnons3oBaHuM IB-
dbeMHu3MOB Tepe/laya OIIEHOYHOCTH OCYIIECTBISICTCS MMIUIMIIMTHO, HO OHHU
SBJSIFOTCSL  CBOEr0  pojJia  CIOCOOOM  KOJMPOBAHUS  HAIMOHAJIBHO-
crieliu(pUIECKUX IEHHOCTEH.

3. MHorue U3 UCMOJb3yEMbIX paHee Kak 3B(EMHU3Mbl BBIPAKEHUN CO-
JEpKATCA B CIOBAPSIX CO CTUJIMCTUYECKON MOMETOM KaK yCTapeBIIHE, MO-
CKOJIBKY CO CMEHOU KyJIbTYpPHOU MapagurmMbl Ucue3jia HeOOXOAUMOCTh B 3B-
demuzanuu. Tak, M3a0enna u3 tparukomenuu «Mepa 3a Mepy» UCIIOJIb3YET
cymectBuTenbHOe Shame (Is’t not a kind of incest, to take life / From thine

~26 ~



own sister’s shame?) He B coBpeMeHHOM 3HAYCHHUH «CTHI, TI030p», a YKa3bl-
Basi HA BHEOPAYHYIO CBA3b.

4. Tlpu mepeBoje MIEKCITUPOBCKUX TEKCTOB HEOOXOAMMO pa3inyaTh
paBujIa HAXOXKIEHUS CMbBICTA U MPaBUjia, KOTOPhIE OTOXKIECTBISIOT CMBICI
C onpeneaéHHBIMU eIMHUIIaMU TeKcTa. B mbece «llumOenua» VIMomkeH BbI-
CIIyIITUBAET paccka3 O MOBEJECHUU CBOETO Myka B Pume, rae ToT SKOOBI pas-
BJICKAETCSl B OKPY)KCHUHU >KEHOIOTO0HBIX MOJIOBIX Jitojiei (to be partner'd /
With tomboys hired). ITepeBogunku mpeanowiv 3aMEHUTh HAMEKW Ha TPO-
JTAKHBIX KEHOTOJIOOHBIX MYXYHH HA JIMI )KEHCKOTO TI0JIa: TIOATOMY BMECTO
tomboys durypupyror epssusie meapu (I'. I1. lanuneBckuii, 1850), npe-
necmuuysl (B. @. Munnep, 1868), pazspamnuyer (H. W. lllynerun, 1880),
eHycuvle Heeoonuywl (I1. A. Kanmun, 1893), pazspamnuywvr (A. JI. Cokono-
Bckuil, 1894), nyoruunas necoonuya (B. I'. lllepmeneBuu, 1941), 6nyonuywb
(A. 1. Kypomiesa, 1949) u t. 0. [lononuit u3 «["amnera» Ooutcs, uto Ode-
st poaut BHe Opaka (you’ll tender me a fool), a e Toro, uro I'amiter do-
kadicem eu ee xe enynocmos (B. P. [Tonnasckuii, 2001).

5. lllexcriupoBckue 3BGEMU3MBI, IOHATHBIE €70 COBPEMEHHUKAM, CIIO-
COOCTBYS BOSHUKHOBEHHUIO KOH(JIMKTHOTO CJIOSI MEXKIY OPUTUHAJIOM M €T0
MEePEBOAOM, KOTa MEePEeBOTUNKY HEOOXOAUMO PEIIUTh 3a7ady, CBSI3aHHYIO C
MMMUHUPOBAHUEM TTOAOOHBIX JJAKYHAPHBIX Pa3pHIBOB.

Evgeniya M. Maslennikova
(TvSU, Tver)
Hidden Subtexts of Shakespearean Euphemisms

1. The translator can become an additional source of text lacuna, in-
creasing semantic gaps with respect to the intertextual and intratextual refer-
ences in Shakespearean texts, as literal rendering of euphemisms or omitting
them makes the secondary text meaningless.

2. Most often Shakespeare uses euphemisms when it comes to promis-
cuous sex life and extramarital affairs (got to it, conquer a bed, between the
sheets, stop your body to pollution, throw down, etc.), illegitimate children
(come in through the window, etc.), women of little virtue (pagan, trot, etc.),
venereal diseases (malady of France, incurable bone-ache, etc.). Less often,
euphemisms refer to everyday objects (close stool, etc.). Meanings of such
euphemisms are implicit. Nevertheless, they serve to code nationally col-
oured specific values.

3. In dictionaries many expressions used earlier as euphemisms are
marked as obsolete, because, the need for using such euphemisms has disap-
peared with the change of the cultural paradigm. So, Isabella from the tragi-
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comedy Measure for Measure uses the noun shame (Is’t not a kind of incest,
to take life / From thine own sister’s shame?) not in its modern meaning but
with reference to extramarital copulation by a woman.

4. When translating Shakespearean texts, it is necessary to know how to
find the text’s meaning and rules and to identify the chosen meaning with a
certain text unit. In Cymbeline, Imogen is listening to a story about her hus-
band’s behaviour in Rome, where he may be having fun with effeminate
young people (to be partner’d / With tomboys hired) or male prostitutes. Due
to specifics of text reception, Russian translators prefer to turn effeminate
men into females of easy virtue: instead of tomboys, there are dirty creatures
(G. P. Danilevsky, 1850), charming women (V.F. Miller, 1868), sluts
(N. I. Shulgin, 1880), vile devils (P.A.Kanshin, 1893), debauchery
(A. L. Sokolovsky, 1894), public rascal (V. G. Shershenevich, 1941), harlots
(A. I. Kurosheva, 1949), etc. In Hamlet, Polonius is afraid that Ophelia will
give birth to an illegitimate child (you’ll tender me a fool). In one of the Rus-
sian modern translations he is afraid lest Hamlet should prove her stupidity
(V. R. Poplavskiy, 2001).

5. Shakespearian euphemisms and puns were clear to his contemporar-
ies. His modern translators and interpreters need to decide how to eliminate
such lacunary gaps for the modern reader and spectator.

E. O. Kyopawoesa
(AB®Y, Braousocmok)
O nepeBoaax coHeroB lllexkcnupa A. 0. MuiaurapésbimM

A. IO. MunmutapéB — MMPOKO M3BECTHBIM OTEYECTBEHHBIM YYEHBIN-
JIMHTBUCT, TIACATENb U NEpeBOAUUK. Ero nepeBoasl coneToB lllekcnimpa, BbI-
COKO OIICHCHHBIE CIEIMaINCTaMK, ObUIA BKJIIOYEHBI B MEPBOE aKaJieMU4Ye-
CKO€ M3JIlaHMe IIEKCIIUPOBCKUX COHETOB B Poccum. B manHHOM paboTe MbI
OCTaHOBWJIMCh HA aHAJIU3€ MO3TUYECKOr0 00pa3a BpeMEHU B MEPEBOTYECKOM
npouteHnu A. 0. Munutap€BbiM IEKCIUPOBCKUX COHETOB.

ComnocTaBuB MOJJIMHHBIA U TMEPEBOJHOM TEKCTHI, Mbl BBISICHWIA Ya-
CTOTHOCTh yroTpeOnenus Jiekcembl time y Illekcriupa M COOTBETCTBEHHOM
JekceMbl spemsi y Munmutapéna. llekcnup HaswiBaeT time 23 pasza, Muimra-
PEB Ha3BIBAECT @pems 3aMETHO pexe — 15 pa3. DTOT mokaszaTelslb, Ha Halll
B3IJISI/I, HECIY4YaeH, 4YTO TMOJTBEPAWJI COMOCTABUTEIbHBIA aHaIu3 olpasa
BpeMenu u TeMnopanbHbIX MPOLECCOB B aHAIM3UPYEMbIX COHETAX.

B OonpmvHcTBe cinydaeB oO6pa3 Bpemenu y lllekcniupa mpejacraBiien
KaKk JICMCTBEHHas MEpCOHAa, O0Jajaroliasi MMEHEM, BOJICH, XapaKTEpOM.
[IlexcnipoBCKOE BpeMsi BOOPYKEHO OUYEBUIHBIM aTpuOyTOM Oora XpoHoca
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— ceprnoM. 3ayacTyro TeMa U 00pa3 BpEMEHH, CO3/1aBaeMbI€ SIPKO IKCIIpec-
CUBHBIMHM MeTadopamu, MpUOOpeTaroT 00Jee HETAaTUBHYIO OKPAacKy, YeM Te-
Ma 1 o0pa3 CMepTH.

B xnaccuueckux nepeBogax C. S. Mapiiaka o0pa3 BpeMeHU HE ObLI
NepCcOHU(PUIIMPOBAH B TAKOU XK€ MEpE U ObLI MPEJICTABIEH CKOpPee adCTPaKT-
HOU kareropueid. Ho Munutap€B ropaszgo Oosee ajeKBaTHO BOCIHPOU3BEIN
yKa3aHHbIE OCOOCHHOCTH MIEKCIUPOBCKOTO 00pasa. BmecTe ¢ TeM B ero mnpo-
YyTEeHUH 00pa3 MpuoOpesl HOBbIE OTTEHKU. BpeMst Kak akTUBHO JI€MCTBYIONIHI
NepcoHaX n300paxkeHo y MunurapéBa TOIBKO B 8 ciiydasix u3 15, 1 TOJIBKO B
TPEX OHO UMEHYETCS. Y 3TOr0 BPEMEHH, B OTIMYUE OT MIEKCIIUPOBCKOT0, HET
xapaktepa, oHo Oojsiee OecctpactHo. [losTnueckas manepa MumnuTtapéBa
YMOIMOHAIILHO 00Jiee CcliepKaHa, BO3MOMKHO, O3TOMY JJIsl €r0 JTUPUYECKOTO
reposi BpeMs HE TaK CTPAIHO, KaK CTpaIllHa CMEPTh.

Takum 00pa3oM, MEPEBOTUMK MPOJIEMOHCTPUPOBAT HOBBIM B3IJISA]l HA
OJINH W3 CaMbIX Ba)XXHBIX 00pa30B B MOATUYECKOU cucteme coHetoB lllexcnu-
pa — oOpaza Bpemenu. 910, 0€3yCI0BHO, BaXXHO JIsi TOHUMAHUS OOIIEH
MOATUYECKOM  KapTHUHBI,  CO3/1aBa€MOW  MEPEBOJHBIMU  COHETAMHU
A. HO. Munutapésa.

Ekaterina O. Kudryashova
(FEFU, Vladivostok)
On Translations of Shakespeare’s Sonnets by
Alexander Yu. Militarev

Alexander Yu. Militarev is a well-known Russian linguist, writer and
translator. His translations of Shakespeare’s sonnets, highly appreciated by
specialists, were included into the first academic edition of Shakespeare’s
sonnets in Russia. This paper is devoted to Militarev’s poetic image of time
and presents its analysis.

Comparing the translated text with the original, we highlighted the fre-
quency of using the time lexeme in Shakespeare’s text and in Militarev’s in-
terpretation. The statistics shows that Shakespeare used it 23 times, Militarev
did it less often — 15 times. We supposed that this indicator was not acci-
dental, and comparative analysis and analysis of temporal processes in the
sonnets confirmed this point of view.

Shakespeare’s Time is shown as an active person, possessing a name,
will and character in most of cases. Moreover, this character is armed with a
scythe — an obvious attribute of the god Chronos. Previous facts lead to a
curious result: the theme and the image of time, created by vividly expressive
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metaphors, acquire more negative meaning than even the theme and image of
Death.

The image of Time in Samuil Ya. Marshak’s classical translations was
not personified equally and was represented mostly as an abstract category.
Militarev conveyed features of Shakespearean Time more adequately. How-
ever, the image acquired new shades. Militarev’s Time is represented as an
active character only in 8 cases out of 15, and it has a name only 4 times. Un-
like Shakespeare’s, this Time has no features of character — it is more dis-
passionate. Militarev’s poetic manner is emotionally more restrained; per-
haps, therefore, time is not so terrible as death is for his lyrical hero.

To conclude, the translator demonstrated a new vision of Time — a
fundamental image in poetic system of Shakespeare’s sonnets. Without any
hesitation, it is important for understanding the complete poetic picture creat-
ed in translations of sonnets by Alexander Yu. Militarev.

M. M. Caguenko
(Hezasucumuviii uccneoosamens, Iapuoc, @panyus)
IIpocoanyeckue 0COOEHHOCTH UMEH MEePCOHAMKeH
B pycckux nepesojaax Illexkcnupa

CoBpemeHHasi pycckasi TpaJullysi MOITUYECKOTO MEepPeBoia 00sS3bIBAET
MEePEBOJIYMKA, 110 BO3MOXHOCTH, COOJI0/IaTh SKBUPUTMUYHOCTh U SKBUJIMHE-
apHOCTh MOJIMHHHUKY.

OcHOBHOHM TPYIHOCTBIO NpH nepeBoje nbec lllexkcnupa, HaMCaHHBIX
10 OOJBIIMHCTBY O€JIBIM CTUXOM, SIBJISIETCSI BOUCHIBAHUE CEMAHTUKHU B rpa-
HUILIBI CTPOKU. Pycckue ciioBa B CpelHEM JJIMHHEE aHTIIMKUCKHUX, U CMBICIIO-
BbI€ J)KEPTBBI HEM30€KHBI. JIF000# CIIOT IIeHEeH, K YeM KOopoue YIoTpeosieMoe
CJIOBO, TeéM OOJBIIUM OHO OO0JAJaeT MOTEHIHAIOM JJIsl epeBouuka. Pyc-
CKHE aHAJIOTW MIEKCITUPOBCKUX UMEH MPEJCTABIISIIOT B 3TOU CBSI3U JIFOOOMBIT-
HBI MaTepuall JIsl UCCIIEA0BAHUS.

[IsaTucTONHBIN SIMO JJaeT MEPEBOJUUKY JIECITh WIM OJUHHAATH CJIO-
OB B CIy4ae MY>KCKOM WJIM KEHCKOW KJay3yJbl COOTBETCTBEHHO. /[JInHA W
aKIEHTyallusd UMEHU SIBJISIIOTCS NI MEPEeBOJAYMKA JBYMsS KIIOUEBBIMHU (hak-
TOpaMU; MPU 3TOM BaXHOCTh UMEHHU KaK OJIHOTO M3 KJIIOYEBBIX CEMaHTHUYE-
CKHMX 3JIEMEHTOB TE€KCTa OOYCIJIOBJIEHA B TOM YHUCJIE COOOPaKEHUSAMU CIICHU-
YECKOM SICHOCTH: 3TO MOKET ObITh Kak OOpalleHHue K MEPCOHAXy Ha CIICHE,
TaK ¥ YIIOMHHAHHUE MEPCOHAX,A, OTCYTCTBYIOIIETO B NAaHHOU cueHe. HbiMu
CJIOBaMH, 3TO 3JIEMEHT, KOTOPBIM PEAKO MOKHO MOKEPTBOBATb.

Y napenue ompenenseT MmoJIOKEHUE UMEHHA B CTPOKE, TO €CTh B CETKE
YepeAyoIMXcs yAapHbIX U Oe3yaapHbIX ciIoroB. Eciu mpu paBHOU HJIMHE
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aKIEHTyallusd UMEHU MOXKET OBbITh HJICHTUYHON B AHTJIUKUCKOM M PYCCKOM
si3pikax (I"amier, OTenno), To oHa MokeT u3MeHsAThes (Ilapuc, TubansT) unm
ObITH BapuaTuBHOM (MakoOer).

OtnenpHble Ciiydyan TpaHcPopMalid OPUTHHAIBHOM (OPMBI MMEHU
MOXHO KJIaCCU(UIIMPOBATH CIAEAYIOIIUM 00pa3oM:

® BOCCTAHOBJICHHE «OPUTHMHAIBHON» (HOpPMBI: HAIpUMEp, YacThle Yy
[Ilexcnnpa, 3aUMCTBYIOIIETO CIOKEThl Y HUTAIbSHCKUX HOBEJJIUCTOB, WUTa-
JBSHCKHUE UMEHA JAl0TCSl B «KBOCCTAHOBJICHHON» UTanbsiHCKON (hopme (Mom-
TEKKH BMeCTO MOHTETBIO);

® 1CIOJIb30BaHUE MPUHATON B y3yce (hOpPMbI: UMEHA MEPCOHAXKEHN aH-
TAUYHOCTHU WJIM AHIJIMHUCKUX U (PPaHITy3CKUX KOpOJEH, OOBIUHO JTAOIIUXCS B
JATUHU3UPOBAHHOM WJIM T€pMaHU3UPOBAHHOM BapUaHTE;

e pycudukanusa-nepeBoj «ropopsmux» uMeH (Ilepaurta — Ytpara, B
3aBUCUMOCTH OT niepeBoja; Kuzuia, OcHoBa, Beiapa u T. 11.).

Tpanchopmaisi UMEH MOXKET ObITh CBS3aHA C MPAKTUYECKUMH WHTE-
pecaMu MEepeBOAYMKA, YaCTO C COOOPaXEHUSIMU KPATKOCTU. DJBapia (Kyaa
Obl HU TaJal0 yJAApEeHHUE) MPOIIE KyMECTUTh» B CTPOKY, UeM JDjayapja, a
Jlxopmxka mpoiie, yem ['eopra; HEeKOTOpble UMEHA, 3aKaHUYUBAIOIIUECS HA -0,
Jal0T BO3MOXKHOCTh yceueHus: ciora (bepnapa, Mapuemn, [Nopaiuit); umena
c okoHuanueMm Ha -uo (I'oparmo, Mepkyluo) 1ar0T BO3MOKHOCTh 3JIUIUPO-
BAHHOTO MPOU3HOIICHUSI «bO»; TMEPEBOJI MacCaxel C MEPEeUUCICHUEM He-
CKOJIbKUX TIEpCOHaXeEN TpeOyeT 0co00M BUPTYO3HOCTH.

Mikhail M. Savchenko
(Independent researcher, Paris, France)
Prosodic Peculiarities of Shakespearean Characters’ Names
in Russian Translations

The contemporary Russian tradition of poetic translation implies using,
whenever possible, the metre and the number of lines of the original text.

The main difficulty when translating Shakespeare’s plays, written
mostly in blank verse, lies in fitting the semantic content into the limits of the
poetic line. Russian words are usually longer than English ones, which makes
semantic losses inevitable. Every syllable becomes precious, and the shorter
the word used, the more potential it has for the translator. In that respect,
Russian equivalents of the names of Shakespeare’s characters allow for inter-
esting observations.

Using the iambic pentameter gives the translator 10 or 11 syllables per
line, respectively for masculine and feminine endings. The length and the
stress pattern of the name are the two key factors for a translator. The im-
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portance of the character’s name as a key semantic element of the text is also
conditioned by theatrical clarity, whether it is addressing a character on stage
or mentioning an off-stage character. In other words, it is an element which
can scarcely be omitted.

The stress defines the name’s position in a poetic line, which is a grid
made of stressed and non-stressed syllables. If the name’s stress pattern (and
length) may be the same in English and Russian (as is the case with Hamlet
and Othello), it may also change in translation (Paris, Tybalt) or vary in Rus-
sian (Macbeth).

The following are examples of the transformation of the original name:

e going back to the “authentic” name form: for example, Italian names,
which are frequent in Shakespeare, as he uses plots from Italian writers, are
given in a “restored” Italian form (Montecchi rather than Montague);

e using the name form common in Russian usage: this is the case of
Greek and Roman characters or English and French kings; the latter are tradi-
tionally Latinized or Germanized,

¢ Russifying / translating charactonyms (the name Perdita is occasion-
ally translated into Russian; humorous names of comic characters such as
Bottom are usually translated), etc.

The name’s transformation often serves the translator’s practical inter-
est, such as brevity. Keeping the English names of the kings may be sensible,
as these are usually shorter, i.e. simpler to use in a poetic line, than their tra-
ditional Latinized / Germanized counterparts; some names ending in -o (Ber-
nardo, Marcello, Horatio) may be used in a short form in Russian; names
ending in -io (Horatio, Mercutio) allow for an elision of the penultimate
vowel; translating passages with a succession of several characters’ names
requires particular mastery.

A. B. Kanawnuxkoe
(HUY BIIID, Mocxksa)
XapakTepucTHYeCKHEe MMEeHA MacTEPOBBIX
B NePeBOaX HA PYCCKUIl A3bIK KoMeanu «COH B JIETHIOK) HOYb»

XapakTepucTUUECKUE MMEHA B MEPEBOJAX WUIPAIOT BAXKHYIO POJb JJIs
MepeIauy MparMaTU4eCcKoro BO3ACMCTBUA. B ciiyuae ¢ u3BecTHEUIen, HEO -
HOKPATHO CTaBUBIIEHCA B TeaTpaxX KOMEIUEH BAXKHOCTh MOHUMAaHUs, IOUYEMY
ObLT BHIOpAH OMNpPEJIECICHHBIN CIOCO0 WM BapUaHT MEPEBO/a UMEET 0COOYI0
3HAYUMOCTb.

HccnenoBanue npoaobKUT U3YYCHUE MIEKCIUPOBCKOM OHOMACTUKU. B
HEM OyJyT U3y4eHbI CIOCOOBI MepeBoja 6 MMEH MacTepOBBIX W3 KOMEIHUU
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«CoH B neTHIO HOYb». Peter Quince, Snug, Nick Bottom, Francis Flute,
Tom Snout, Robin Starveling. B pabote Oyaet mpoo/nkeHa pa3BUBaThCs TH-
noTe3a 00 MCMOJIb30BAHUU MEPEBOAYMKAMU B KaUECTBE MMEH COOCTBEHHBIX
BAPUAHTOB TMPEJBIAYIINX MNEPEBOJOB. AHAJIOTUYHOE HCCIEA0BAaHUE OBLIO
IPOBEJICHO HA MaTepuaie uMeH coOCcTBeHHBIX n3 «I'eHpuxa IV (dactp I1)» u
«BUHI30PCKAX HACMEITHUIIY.

JIns HOBOTO MCCIIEIOBAHUSI COMOCTABICHBI UMEHA MAaCTEPOBBIX B MEpe-
Bomax H. M. Caruna, M. M. Tymnosckou, T. JI. llenkunon-Kynepuuk,
M. JI. Jlozunckoro. IIpu npoaoiskeHnu padOThl HajJ MCCISI0BAaHUEM IIJIaHU-
pyeTcs mpuBJieub OOJIbIlle TIEPEBOIOB. B 11e/1s1X n3ydeHus: TEKCThI IEPEBOJIOB
ObLIM B3ATHI ¢ caiita «Pycckuil [llekcmp».

Ha npensapurenbsHOM 3Tarie UCCaeI0BaHUs TUIIOTE3a O 3aMMCTBOBAHUN
BAPUAHTOB IMEPEBOJOB XapPaKTEPUCTUUECKUX MUMEH MEPCOHAXKEN MOATBEPIU-
nack. [Ipu conocraBineHnn UMEH B TPEX MEPEBOJIAX BBISICHWIOCH, YTO COCTA-
BBl UMeH B nepeBojie lllenkunoi-KynepHuk, BIMOJIHEHHOTO MOCIEIHUM U3
TPEX U3Y4YaeMbIX, OCHOBAHbI HA BapUaHTaX MPEAbLAYIINX MepeBOAOB. MeHa
nepconaxerr B nepeBojie T. JI. llenkunoit-KynepHuk ObUIM 3aMMCTBOBAaHBI
u3 npenpiaymux nepeoqos: [Iurea, OcHoBa, Peuto u3 nepesoma H. M. Ca-
TuHa; Munsra, [{yaka, 3amopsein u3 nepeojga M. M. Tymnosckoii. [1ono6-
Hasi TPAaKTHUKa 3aMMCTBOBAHUMN CBUAETEIBCTBYET O HAMEPEHUU MEPEBOTUUKOB
00JIbIlIE OPUEHTUPOBATHCA Ha ykKe€ CPOPMUPOBABIIKMECS BapUAHTHI, & HE CO-
3/1aBaTh COOCTBEHHBIE.

Alexander V. Kalashnikov
(NRU HSE, Moscow)
Charactonyms of Mechanicals in the Russian Translations of
A Midsummer Night’s Dream

Charactonyms in the translations are of significant relevance to render
pragmatics. For a famous, frequently staged comedy understanding the
choice of a translation for a name is of special importance.

The paper will continue research of Shakespearean onomastics. It will
study the ways of rendering 6 names of the mechanicals from A Midsum-
mer’s Night Dream: Peter Quince, Snug, Nick Bottom, Francis Flute, Tom
Snout, Robin Starveling. The research continues developing the hypothesis
that translators borrow previous variants of names in their translations. Simi-
lar research was done on the material of the proper names from Henry IV
(Part I1) and The Merry Wives of Windsor.

The current research compares the names of the mechanicals in the
translations of N. M. Satin, M. M. Tumpovskaya, T. L. Schepkina-Kupernik
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and M. L. Lozinskiy. As a work in progress, my study may address other
available translations. The texts of the translations have been borrowed from
the Russian Shakespeare website.

Preliminarily, the hypothesis on the borrowed translations of characto-
nyms has been confirmed. Comparing the names from 3 translations showed
the variants of the names in the translation by Shchepkina-Kupernik were
borrowed from the previous translations: Pigva, Osnova, Rylo, from Satin’s
translation; Milyaga, Dudka, Zamorysh, from Tumpovskaya’s translation.
The practice of such borrowing shows the intention of the translators to rely
more on the best practices instead of coining new equivalents.

A. U. Jlotiko
(FHTY, Muncxk, bBenapycw)
Ilexcnup B NPOCTPAHCTBE 0EJIOPYCCKOI KYJIbTYPbI:
nepesoasl IO. II. I'aBpyka

B noxnane nokazana poJib O€JIOPYCCKUX MHUCATENIEH B MEPEBOJIE MPOU3-
Benenuil Y. lllexcnupa Ha OEIOPYCCKU S3bIK, YTO MO3BOJIAIIO OETOPYCCKUM
TeaTpaM OCYIIECTBIIATh TeaTpaIbHbIE MOCTAHOBKU C YYETOM MEHTAJILHOTO
BOCIIPUSITUSL HAIIMOHAIBLHOMN ayIUTOPHH.

Tpaguuuioo nepeBOJOB Ha  O€JIOPYCCKUM  S3bIK  CPOpPMHUpOBAI
FO. II. I'aBpyk (1905-1979). On poamiics B Ciyllke B CEMbE CIIY>KaIllETo.
HauvanpHoe oOpa3zoBaHue MOIy4wsl TaMm Ke. 3aTeM Obula ydeba B MocCKkBe B
BriciieM nurepaTypHO-Xya0KECTBEHHOM MHCTUTYTE MMeHU B. S1. bprocosa.
CoOuparens 0enopycckoro (oybKiIopa U OJHOBPEMEHHO IMEePEeBOIYUK C aH-
JIMICKOTO0, (PPaHIy3CKOT0, HEMEIIKOT0, MOJbCKOTO, PYCCKOT0 U YKPAUHCKO-
ro si36Ik0B. [Ipuopurer B mepeBojax otaaBan si3biky Y. [llexcriupa. O0bsic-
HSUJT 3TO TeM, uTo sA3bIK [llekcriupa 01130k 0€I0pyCCKOM MEHTAIBHOCTH, CBSI-
3aHHOM C HEMPEPHIBHBIM MOMCKOM HCTHHBI, BEPOI B pa3yM 4eliOBEKa, ryma-
HU3M (00po moOenut 3710). Conersl lllekcnupa B mocrynHoit ¢hopme uzna-
raroT 3aKOHbBI IPUPOIbI, IPUYMHBI SBJICHUN KU3HU, OOIIECTBEHHBIX B3aUMO-
OTHOIIIEHUH, OTPAXKAIOT MHOT'O€ U3 TOTO, YTO BaXXKHO BUJIETh U CITYCTS YEThI-
pecra Jer.

ITepeBonpr HO. II. 'aBpyk akTuBHO ocymecTBiasl ¢ 1925 roma m mo
KOHIla *u3HU. He momemamu u rojapl, npoBencHubie B ['YJlare. bemopyc
OCTaBaJICAd BEPEH MIEKCIMUPOBCKON MypocTu. OHA €ro BO MHOTOM M CIacara.
CoHeTbl cofiepKanu KOHIIENTHI JIIOOBH, paJIOCTH KU3HU, CTOUKOCTH, IPUX0/1a
BecHbl. B 1958 r. 1O. II. I'aBpyk Obl1 peaObwinTHUpOBaH MoOcie Oojiee uem
nBaanatuieTHero npeodsiBanus B Kapenuu, Bocrounoit Cubupu, Komu. Pa-
OO0TaJl MOMOIIIHUKOM TJIABHOTO PEXHUCCEpa MO JINTEpaTypHOU yactu benopyc-
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CKOr0 rocyaapctBeHHoro tearpa mmenu ‘. Kymansl. B Tearpe craBwinces B
ero mnepeBogax Imbechl lllekcrimpa. B ux umcie «CoH B JIETHIOIO HOYb»
(1926), «I"ammner» (1935), «Oremro» (1954), «Konenm — neny Benen» (1964),
«Kopous JIup» (1974), «Artonuii u Kieomarpa» (1982).

bnaromapst tBopueckon pearensHocTH lO. II. I'aBpyka VY. Illekcnup
CTaJ OJIHUM U3 Han0oJiee y3HABAEMBbIX O€JIOPYCCKUM 3pUTEIIEM aBTOPOB.

Alexander I. Loiko
(BNTU, Minsk, Belarus)
Shakespeare in Belarusian Cultural Space:
Yuri P. Gavruk’s Translations

The paper shows the role of Belarusian writers in translating
W. Shakespeare’s works into the Belarusian language, which enabled Bela-
rusian theaters to perform theater performances taking into account the na-
tional audience.

The tradition of translations into the Belarusian language was formed
by Yuri P. Gavruk (1905-1979). He was born into an office worker’s family
in Slutsk, and went to primary school there. Then he studied in Moscow at
the Bryusov Higher Institute for Literature and Art. He collected Belarusian
folklore and translated from English, French, German, Polish, Russian, and
Ukrainian. His priority in translations was given to the language of
W. Shakespeare. He explained this by saying that Shakespeare’s language is
close to Belarusian mentality and associated with continuous search for truth,
belief in human intellect, humanism (good will defeat evil). In an accessible
form, Shakespeare’s sonnets set out the laws of nature, the causes of life phe-
nomena, social relationships, reflecting much of what is essential to under-
stand, even 400 years later.

Yu. P. Gavruk actively translated from 1925 until the very end of his
life. Arrests and imprisonment in Gulag camps did not stop him from doing
his work. The Belarusian writer remained faithful to Shakespeare’s wisdom,
which helped him in many ways. Sonnets contained ideas of love, joy of life,
endurance, and coming springtime. In 1958, Yu. P. Gavruk was rehabilitated
after more than twenty years spent in Karelia, Eastern Siberia, and Komi Re-
public. He worked as an assistant to the repertoire director of the Belarusian
State Theater named after Ya. Kupala. In the theater, Shakespeare’s plays
were staged in his translations. Among them were A Midsummer Night’s
Dream (1926), Hamlet (1935), Othello (1954), All’s Well that Ends Well
(1964), King Lear (1974), and Anthony and Cleopatra (1982).
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Thanks to Yuri P. Gavruk, W. Shakespeare has become one of the best
known drama authors in Belarus.

JI. E. Jlotixo
(Axaoemuss MB/[ Pb, Munck, benapycw)

Baagumup [{yooBka u coHersl llexkcnupa

benopycckoe Bunenne tBopuectBa Y. Illekcnupa ObUIO CBSI3aHO C TO-
VMCKOM HAIIMOHAJIBHOM MO33MEN MECTa B MUPOBOU JIUTEpAType. ITOU METO-
nonoruu npuaepxkusaics B. H. Jlyboska. O poawics B ceBepo-3amagHoOi
yactu TenepentHeid Buredckor obOnactu. OOpa3zoBaHue moJiydaa B Hayaje
XX croserusi, Korja nepBasi MUPOBasi BOMHA CMEHUJIACh PEBOJIFOIMOHHBIMU
coobiTusiMu. B 1915 1. poaurenu Bmecte ¢ B. H. JlyOoBko# mepeexanu B
MockBy. 3aech OH noJiydan oopa3zoBanue, cinyxui B Kpacuoit Apmuu, pado-
tanm B Hapognom komuccapuare npocsemenuss PCOCP, yuuiics B Briciem
JUTEPATYPHO-XYI0KECTBEHHOM MHCTUTYTE UM. B. J1. bprocosa. IIpenogasain
B YHUBEPCUTETE HApOJI0B 3amajia 0enopycckyro nureparypy. Mucnektupo-
BaJl paboTy Oenopycckux mkodl. [lucan ctuxu Ha OEIOPYyCCKOM SI3bIKE.

Bianenue aHrmuicKUM SI3bIKOM TPAHC(POPMUPOBATIOCH B UHTEPEC K Tie-
peBogaM. B 1922 r. oH npencraBui nepeBoAsl CTUXOTBOpeHU balipoHa u3
nukia «EBpeiickue menoguu». OHHM ObUIM ONMYyOJIMKOBaHBI B ajbMaHaXe
«Mananas benapycs». B 1930 r. B. H. JlyboBka Obln apectoBan. B 1957 r.
ObLT peabunuTupoBad. Ha npoTsbKeHUM MHOTHX JIET NpeObIBaHUS B Pa3HbIX
pernonax CCCP OH CcOBEPIIEHCTBOBAI MEPEBOAUYECKYIO MTPAaKTUKY. Hapsmy ¢
npousBeeHUsIMH [k, balipoHa B 1oJie €ro HHTEPECOB 0KA3aJIOCh TBOPUYECTBO
V. lllekcriupa. IIpeameTom mepeBoga ctaiu COHEThl. OHM OBLIM MpEaCTaB-
JIEHBl Ha OEJOPYCCKOM SI3bIKE OTHAENbHOM KHUTOM B 1964 r. M3manue ObL1O
ocyiiectBieHo B MuHcke. B. H. J[yOoBka nenan nepeBoJi COHETOB HE TOJIBKO
HaIMpsAMYIO C aHIJIMHCKOTO sI3bIKa HA OEJIOPYCCKUM A3BbIK, HO U OpaJl BO BHU-
MaHHE MEPEBOJIbl C AHTIUUCKOTO SI3bIKa HA PYCCKUU SI3BIK, BBIMOJHEHHBIE
C. . Mapmakom, B. C. JluxaueBbeiM, M. N. YaiikoBckum. OH 3amMeTHI OCO-
OCHHOCTh KOMIAPATUBUCTUKH, CBSI3aHHYIO C TEM, UTO Ka)JbIii aBTOPCKUIA
MEPEeBOJ OTpaXal HE TOJBKO OPUTMHAIBHBIA TEKCT, HO U CaMy aBTOPCKYIO
KOMIIOHEHTY PabOThl C TEKCTOM. DTO MPUCYTCTBUE HE OBLIO YIPABISIEMBIM.
OHo (hopMHUpPOBAIOCH MEXAaHU3MAMHU MOKCKA aJIEKBATHOTO MEPEBOJIA, CTPEM-
JIECHHEM COXPAaHUTh CTHJIMCTHUKY U 3CTETHUKY MOATHUYECKOTO POMAHTHYECKOTO
MIPOU3BEICHUS.

B. H. J/Iy6oBka cumTan BaXHBIM OTOOpa3UTh HE TOJBKO PE3YyJbTAT B
BUJIE TI€PEBOJIa, HO U MPUJIOKUTH MOCTPOUYHBIN aHAIN3 B BUJIE€ aHAJIOTUYHBIX
MEPEBOJOB aBTOPOB C AHTJIMKUCKOIO SI3bIKA HA PYCCKHUM S3BIK. DTH MPHUIOKE-
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HHUA UM OTO6pa>KeHBI B IMMCbMAax KOJUICraM, 3aHMMaBIIUMCA HepeBonquKoﬁ
ACATCIBbHOCTBIO.

Larisa E. Loiko
(Academy of the MIA of the RB, Minsk, Belarus)
Uladzimir Dubouka and Shakespeare’s Sonnets

Belarusian vision of Shakespeare’s work developed in parallel with the
national poets’ search of a special place in world culture, and U. N. Du-
bouka’s contribution is no exception. He was born in 1900 in the north-
western part of the present Belarusian region of Vitebsk. In 1915, his family
moved to Moscow. There he graduated from school, did his military service
in the Red Army, worked in the People’s Commissariat of Education of the
Russian Federative Socialist Republic, and studied at the Bryusov Higher In-
stitute for Literature and Art. He taught Belarusian literature at the University
of Western Nations, supervised Belarusian schools, and wrote poetry.

His knowledge of English developed into an interest in translation
work. In 1922, he published translations of Byron’s poems from the series
Hebrew Melodies in the Young Belarus journal. In 1930, U. N. Dubouka was
arrested, and his rehabilitation did not come until 1957. During the many
years of his life spent in various regions of the USSR, he improved his trans-
lation skills. Besides Byron, his major interest was in the work of William
Shakespeare. His translation of The Sonnets in Belarusian came out in Minsk
in 1964. U. Dubouka translated sonnets not only directly from English into
Belarusian, but also took into account translations from English into Russian
made by S. Ya. Marshak, V. S. Likhachev, and M. I. Tchaikovsky. He con-
sidered comparative studies, accounting for the fact that each author’s trans-
lation reflected not only the original text, but also the author’s additive com-
ponent of working with the text. This presence of the translator was formed
by the mechanisms of the search for an adequate translation, the desire to
preserve the style and beauty of a poetic work.

U. N. Dubouka considered it important to preserve more than just the
final output of his work — in his letters to other translators, he also attached
interlinear translation of English originals into Russian.

In this paper, we examine the translation specifics of fixed forms of po-
etry; offers ideological and thematic systematization of the texts; analyze the
perception of the Shakespearean sonnet heritage through the Belarusian
translations made by U. N. Dubouka. We offer a distinctive new theory con-
cerning the addressee of the sonnet cycle: the light, associated with the de-
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scription of the friend, embodies the mind, while the darker shades embody
feeling and passion.

P. ©. bexmemos
(KDY, Kazany)
Illexcnup u THOPKCKHE JUTEPATYPbI: K MOCTAHOBKE MPO00JIeMbI

B noxnage paccMaTpuBarOTCs BOMPOCHI PELEHIMU IIEKCIIUPOBCKOIO
Hacleaus B TIOPKCKUX JIUTEparypax (TaTapcKoiul, OAlIKUpCKOM, Ka3aXxCKoOM,
y30ekckoi, Typenkoil). IIpomecc Tiopkckoit peueniuu lllekcnupa mMoxHO
ONPEICIIUTh IO HECKOJILKUM OCHOBHBIM HAIPaBJICHUSIM:

1) nepeBobI;

2) IUTEPATYPHO-KPUTUYECKHUE OLICHKH;

3) TBOpUECKU-00pa3Hasi UHTEepHpeTaIus (TPAKTOBKA «IIEKCITUPOBCKOTO
TEKCTa» CPEJACTBAMU XYJI0’)KECTBEHHOW JIUTEPATYpPhl U JAPYTUX BUJOB UCKYC-
CTB);

4) cpaBHUTEIHbHO-UCTOPUUYECKUE IITYJIUU, KOTJA — IO CUHXPOHHOMY
cpesy — lllekcniup cpaBHMBAETCS U COIMOCTABIISIETCA C BUJIHBIMM UMEHAMHU
OOIIIETIOPKCKOTO CPETHEBEKOBOTO JIMTEPATYPHOTO Mpoliecca Wik — TO0 JHa-
XPOHUYECKOW BEPTUKAIA — C TTO3TAMU MOCIEAYIONIUX CTUIIEBBIX SIOX.

ITonumaHue CyHIIHOCTH ATUX HANpPaBIIEHHUM, & UMEHHO TOTO, KaK OCY-
HIECTBIISUIACH PEIENIMs MIEKCOIUPOBCKOTO TBOPYECTBA MO MPEMJIOKEHHBIM
YEThIPEM YPOBHSIM, MPUBOJUT K HEOOXOJUMOCTH CO3/IaHHUSI TUIOJOTHUU
TIOPKCKOTO BOCTIPUSITUSI aHTJIUHUCKOTO JpaMarypra.

Jlo cux mop Takoi o0IIel TUMOJIOTUU HE OBbLIO, HECMOTPS Ha CIIOPaIU-
YECKHUE UCCIIEAOBAHUS TEMbI, BHIMOJHEHHBIE 110 MPEUMYIIECTBY B COBETCKUI
nepuojl. B Hemanoil crenenu 3To o0bscHseTca (akToM BecbMa Cllabol KO-
OpJIMHAIIUU YCUJIUW JIUTEPATypPOBEAOB-TIOPKOJIOTOB (LIMPE — HUCCIE0BaTE-
Je-KOMIapaTUBUCTOB) MO cOOpy M cHcTeMaTth3aluuu (akTorpapuyeckoro
Marepualia, K IpuMepy, B )KaHpPe CBOJIHOTO OMOIMOrpaduuecKoro yKka3arTers.

B 37011 cBsi3M OBLTO OBI 11€1€CO00PA3HO PACCMOTPETh MOAXO0AbI K 00h-
€AMHECHUIO OPTaHU3AIMOHHBIX MEp, a TaKXKE B COJIEP’KATEIbHOM HAy4HO-
(UIIOJIOTHYECKOM TIaHe — K BRIPAOOTKE OOIUX «IapaJurMm aHanuza». Beab
npornecc peueniuu lllekcnupa B TIOpKCKUX JUTeparypax, HECMOTPS Ha
CXOJICTBA, UMEJI U OIPENICIICHHbIE Pa3nyus, JETEPMUHUPOBAHHBIE HAIHO-
HaJbHBIM CBOEOOpa3ueM, a TaAKKE€ MOMEHTOM HCTOPUYECKOIO Pa3BUTHUS TOU
WJIA WHOW TIOPKCKOW JiuTeparypbl. Tak, 0O nOpUYMHAM KYJIbTYpPHO-
reorpaduyeckoro nopsjaka nepeBojsl [llekcnupa Ha Typenkuil sI3bIK BBIMOJI-
HSJIMCh C OpUTHHAA, B TO BpEeMsI KaK Ha Ka3aXCKUM — M3 BTOPBIX PYK, a HA
TaTapCKuil — «THOPUAHO»: MO0 C AHTIUKUCKOTrO MOJJIMHHUKA, JIUOO OIo-
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CPENOBAHHO, Y€pe3 TYPELKOE UM PYCCKOE A3BIKOBOE IOCPEIHUYECTBO. Ba-
KEH y4eT BOCTOYHOTO KOHTEKCTa, B KOTOPBIH TIOPKCKHUE JIUTEPATYpPhl ObLIU
u3/1aBHa BKJIOYEHBI. [IpoOiemMa BoCipUsATUS MIEKCOUPOBCKUX MPOU3BEICHUIM
B TIOPKOSI3IYHOW UCTOPUKO-KYJIBTYPHOU Cpejie, TAKUM 00pa3oM, — OJIHA U3
aKTyaJIbHBIX 33714 COBPEMEHHON OTEYECTBEHHOMN LIEKCITUPUCTUKH.

Rinat F. Bekmetov
(KFU, Kazan)
Shakespeare and Turkic Literatures: An Introduction

The report deals with the reception of Shakespeare’s heritage in Turkic
literatures (Tatar, Bashkir, Kazakh, Uzbek, Turkish). The process of Turkic
reception of Shakespeare can be observed in several main directions:

1) translations;

2) literary criticism;

3) creative interpretation (interpretation of the “Shakespearian text” by
means of literature and other arts);

4) comparative historical studies in which Shakespeare is compared and
contrasted at the synchronous level with prominent names in Turkic medieval
literary process or — along the diachronic vertical — with poets of the sub-
sequent epochs and styles.

An understanding of the essence of these directions, namely, how
Shakespeare’s output was received according to the four levels proposed, will
lead to the necessity of creating a typology of the Turkic perceptions of the
English playwright.

To date, there has been no such general typology, despite sporadic re-
search on the topic that was carried out mainly during the Soviet period. To a
large extent, this is due to the fact that the efforts of literary scholars in
Turkology (and, more broadly, in comparative studies) were poorly coordi-
nated in terms of collecting and systematizing factual material, for example,
in the form of a consolidated bibliographic index.

In this connection, it would be expedient to consider approaches to
combining organizational measures, as well as to the development of com-
mon “paradigms of analysis” in a feasible scientific and philological plan.
After all, Shakespeare’s reception in Turkic literatures, despite its similari-
ties, included certain differences determined by national specificity, as well
as turns of historical development of one or another Turkic literature. Thus,
for reasons of cultural and geographical character, translations of Shake-
speare into the Turkish language were performed from the originals, while
Kazakh versions were made through ‘intermediary texts’, and the Tatar cor-
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pus of translations is a hybrid one: made either from the English script, or in-
directly, through the Turkish or Russian language mediation. It is also im-
portant to take into account the eastern context in which the Turkic literature
has long been introduced. Thus, the problem of the perception of Shake-
speare’s works in the Turkic-speaking historical and cultural environment, is
one of the urgent tasks of modern national Shakespearian studies.

A. M. Caanosa
(KDY, Kazany)
Ilexcnup B nepesogax Haku Ucanbera:
«["amurer» B TAaTAPCKOM KOHTEKCTE

B nokxnage paccmarpuBaroTcsi 0coOeHHOCTH nepeBoja «Iamiiera» Yu-
aesama Illexcnimpa Haku Mcanbetom, TaTapckuM mucaTeneM, Y4EHBIM-ITUH-
TBUCTOM, aBTOPOM (PyHIaMEHTaIbHOIO TPEXTOMHOro Tpyaa «CiaoBaphb Ta-
TapCKUX MOCJIOBUI] U MOTOBOPOK» (HA TaTapckoM si3bike). OH aBTOp MEPEBO-
na He Tosibko «['ammera» Ilexkcrupa, Ho U «Kopons Jlupa». H. Ucanber
IPUCTYIIAET K MOITUUECKOMY ItepeBoay «l'amiiera» cpasy mocie nepBou Io-
CTaHOBKH 3TOM IbECHI B Mpo3andeckoM nepeoje ['anu Paxuma Ha ciieHe Ta-
Tapckoro teatpa. H. MUcanber paboTtan Haa mepeBoJioM HE CHella, B TCUCHHE
HecKoJbkux JieT. B 1952 r. «"amner» B nepeBojie H. McanOera BeIXOIUT B
TarkHUTOM3IATE OTAECIBHON KHUTOM.

Kak cBuaeTensCTBYIOT BOCHOMUHAHUS mucarens, «l'amiera» oH nepe-
BOJIUJI, OPUEHTUPYSICh HA TEKCT OPUTMHANIA U CBepsAs (pEelakTUpys) CBOM
TekcT ¢ nepeBogoMm M. JI. JlozuHckoro, BeimoiaHeHHBIM B 1937 r. OcobeHHo-
ctu neperoga H. McanOera B nokiaje paccMaTpUBaIOTCA HAa TEKCTyallbHOM
YPOBHE B CPABHUTEIILHO-COMIOCTABUTENBHOM €r0 aHAIN3€ C TEKCTAMU OpPUTH-
Haa u nepesoga M. JI. JIozuHCKOr0O, MacTtepa mepeBOUECKOM IKOJIBI BBICO-
YaWIIIETO YPOBHA, KOTOPBIA CTall YYHUTENEM ISl TMEPEBOJIYUKOB MHOTHX
HAIIMOHAILHOCTEM, B TOM YHCJIE TaTap.

MeTo10M «TOYEUHOT0» BHIOOpA B KaueCTBE KOHKPETHOTO Marepualia
B3AT TeKCT 2 cueHsl |l akTta, B KOTOpOM akTephl pa3bIrphIBAlOT POJIU KOPOJIsS
U KopoJeBbl. B naHHOMN crieHe cpOKyCHUpPOBaHbI OCHOBHBIE CMBICIIOBBIE CEH-
TEHUUU IIPOU3BEACHUS, HAUMHAS CO CIIEAYIOLIEH: «...aKTEPHI HE YMEIOT Xpa-
HUTh TalH; OHU BCETZIa BCE CKAXYT». AHAIN3 TPEX TEKCTOB MPOBOAUTCS Ha
YPOBHE CHUHTAarM — OCHOBHBIX SI3BIKOBBIX E€JIMHHI], C KOTOPBIMH padoOTaeT
MEPEeBOAUYMK KaK IOA3UH, TaK W Mpo3bl. [Ipyu mepemadye MHTOHAMK U pUTMa
opuruHaina, kak mist M. JI. JIosunckoro, Tak u 1151 H. McanGera, xapakTepHa
OpHUEHTAIMsl Ha OOIIMM KOHTEKCT MPOU3BEJCHUS, €ro cMbici. Kaxnpiii u3
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HHUX B CBOEM SI3bIKE€ HAXOJWUT CPEACTBA JJISI BOCCO3AAHUS MHTOHALIMU U PUT-
Ma, AaHAJOTUYHBIE PUTMY OpUTHHAA.

Albina M. Sayapova
(KFU, Kazan)
Shakespeare in Naki Isanbet’s Translation:
Hamlet Placed in Tatar Context

The paper is devoted to the peculiarities of translation of William
Shakespeare’s Hamlet by Naki Isanbet, a Tatar writer, linguist, the author of
fundamental work in 3 volumes Dictionary of Tatar Proverbs and Sayings
(in Tatar). He did not only translate Hamlet, but also King Lear. N. Isanbet
began his poetic translation of Hamlet right after the first staging of this play
at the Tatar theatre in its prosaic translation by Gali Rakhim. N. Isanbet
worked on the translation taking his time, for several years. In 1952, Hamlet
in N. Isanbet’s translation was published by Tatar Publishing House as a sep-
arate book.

According to the writer’s reminiscences, he translated Hamlet relying
on the original text and comparing (while editing) his own text with the trans-
lation made by M. L. Lozinsky in 1937. The peculiarities of N. Isanbet’s
translation are studied in the paper on the textual level in its comparative
analysis with the original text and the translation by M. L. Lozinsky, the
translation school master of the highest level who became a teacher for trans-
lators of many nationalities including Tatars.

Using the method of “spot” selection, we took the text of Act 3, Scene
2 as research material in which actors play the roles of the king and the
queen. The basic semantic maxims of the literary work converge in this very
scene, and they begin with the following one: “...the players cannot keep
counsel; they'll tell all.” The comparative analysis of the three texts is per-
formed at the level of syntagms — basic language units the poetry translator
as well as the prose translator works with. While looking for intonation and
rhythm equivalent to the original, both M. L. Lozinsky and N. Isanbet are in-
formed by the general context of the literary work and its message. In his or
her native language, each translator finds appropriate means of reconstructing
the intonation and rhythm which correspond to those of the original.
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KPYTJIBI CTOJI IO TPOEKTY
«Pa3padoTKa U BHePeHUE B OTKPBLITOM JI0CTYyIIEe
OHJIAMH-NIPOrPAMMbI CPABHUTEJIBLHOI'0 T€3ayYPYCHOI0 aHAJIN3A
PYCCKHX nepeBoaoB npousseaeHui Y. Hlexkcnupa»

b. H. I'aiioun
(Mocl'V, Mocxkesa)
«Tpoua u Kpeccuga» Y. lllekcnupa B pyccKuX nepeBojaax:
CPaBHUTEJIbHBIN Te3aypPyCHBIH aHam3

B nmoxmage OyayT mpeacTaBieHBI BO3MOKHOCTH OHJIAHH-TIPOTPAMMBI
CPaBHUTEJIBHOTO TE€3aypPyCHOTO aHAJIM3a PYCCKUX MEPEBOJOB MPOU3BEICHUIM
V. llekcnupa (Www.shakespearecorpus.ru), co3ganHoi Ha 0a3e miIaThOpMbI
Version Variation Visualisation. Byaer ocymiecTBiieHa TOMBITKA TPOaHAH-
3UPOBATh TOJYYCHHBIC JAHHBIE O JICKCHYECKOW BApUATHUBHOCTH TIEPEBOJIOB
nbecbl « Tpoun u Kpeccuna», BeinosineHHbie B XIX-XXI BB. H. X. Ketuepom
(1866), A. JI. CoxonoBckuMm (1866), I1. A. Kanmuueim (1893), A. M. @epo-
poBbiM (1904), JI. C. Hekopoii (1949), T.I'. I'nequu (1959) u A. B. ®nopeit
(2008), a Takke OLIEHUTH CTENEHb BIMSHUS MPEABIIYIIUX BEPCHUM Ha Te3ay-
PYCBHI TIEPEBOUYNKOB.

Boris N. Gaydin
(MosUH, Moscow)
W. Shakespeare’s Troilus and Cressida in Russian Translations:
A Comparative Thesaurus Analysis”

The paper will present some opportunities provided by online digital
tools for comparative thesaurus analysis of Russian translations of W. Shake-
speare’s works (www.shakespearecorpus.ru) that have been developed using
the “Version Variation Visualization” platform. We will attempt to analyze
the data concerning the lexical variation of translations of Troilus and Cres-
sida made in the 19th-21st centuries by N. Kh. Ketcher (1866),
A. L. Sokolovsky (1866), P.A.Kanshin (1893), A. M. Fedorov (1904),

: I[OKJ'IaIl IMOATOTOBJICH B paMKaXx IIPOCKTa «Pa3pa60TI<a U BHCAPCHUC B OTKPBLITOM I0O-
CTyImec OHJIafIH-HpOFpaMMBI CPaBHUTCIIBHOI'O TC3ayPYCHOI'O aHaJIn3a PYCCKUX IICPCBOIOB
npousBeaenuid Y. Illexcniupay, ocymectBisiemoro npu noaaepxkke POOU (mpoekt
Ne 17-04-120388).

" The paper was prepared within the framework of the project “Development and
Launching of Open Access Online Digital Tools for Comparative Thesaurus Analysis of
Russian Translations of W. Shakespeare’s Works” with support from the Russian Foun-
dation for Basic Research (project no. 17-04-12038B).
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L. S. Nekora (1949), T. G. Gnedich (1959) and A. V. Floria (2008), as well
as to assess the degree of influence of the previous versions on the transla-
tors’ thesauri.

U U Jjlucosuu
(Mocl'V, Mocxkesa)
“Life’s but a walking shadow, a poor player”:
npoodJjieMa BApMATHBHOCTH NepeBoia MeTagopbl-KOHIENTA
nbecsl “Macbeth” V. Illexcnimpa”

Mononor Mak0era, y3HaBIIETO O CMEPTU KOPOJIEBHI, SIBIISIETCS OJHUM
13 KJIFOUEBBIX B Pa3BUTHUH HE TOJBKO €ro o0pasa, HO U s hunocodun 4eio-
BE€YCCKOTI'O 6BITI/I$I, BOCIIPpUATHUA BPCMCHU, 3110XH, HJII COUBMCPHUMOCTH YCJIO-
B€UYCCKUX I[GSIHI/Iﬁ CO BpPCMCHEM, JJIsI OTBCTOB Ha IPCACIBHLBIC BOIIPOCHI:
“Tomorrow and tomorrow and tomorrow / Creeps in this petty pace from day
to day / To the last syllable of recorded time, / And all our yesterdays have
lighted fools / The way to dusty death. Out, out, brief candle! / Life’s but a
walking shadow, a poor player / That struts and frets his hour upon the stage /
And then is heard no more. It is a tale / Told by an idiot, full of sound and fu-
ry, / Signifying nothing”.

Mako6eT pedekcupyer HaJl BA3KOW MOBCEIHEBHOCTHIO, Y€ CMBICI TO-
CTOSAHHO YCKOJIB34aCT OT YCJIOBCKA, IIOI'PYKCHHOTO B €€ 3aMCIJICHHOC HACTO-
siiee. [llaru BpeMeHr He3aMEeTHO MPUOIUKAIOT €ro K «3aBTpa», a OHO OKa-
3BIBAETCS MOTHJIOM, CBET KOTOPOM YK€ MHAYE OCBEIIAET MPOWUIECHHBIN IyTh.
PYCCKI/IG MEPCBOJALI IIBITAKOTCA YXBATUTDL CBA3b MCKAY KIHOYCBBIMH KOHIICII-
tamu MoHojora (“syllable of recorded time”, “brief candle”, “walking
shadow”, “poor player”, “a tale told by an idiot”), kotopsiM Mak6eT omHCHI-
BaeT ku3Hb. C OJHON CTOPOHBI, MEpPE] HAMU TOMOCHI OAPOYHOTO CTHIIS, C
z[pyroﬁ, 3AC€Ch MOXHO YBUJACTb U XPUCTHAHCKHC, INIATOHUYCCKHUEC W PCHCC-
CAHCHBIC aJIJIFO3UU.

B pycckux nepeBogax KirO4eEBBIE CIIOBA 3ByYaT TaK:

" JlokIa MOATOTOBIEH B paMKax mpoekta «Pa3paboTka M BHEAPEHHE B OTKPHITOM JO-
CTyII€ OHJIAWH-IIPOTPaMMBbI CPAaBHUTEIIBHOIO TE€3aypPYCHOI'O aHAJIM3a PYCCKHUX IIEPEBOJOB
npousBenenuid Y. Illexcniupay, ocymectBisiemoro npu nogaepxkke POOU (mpoekt
No 17-04-120388).
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CoJioBbEB PansioBa Jlosunckmii | Ilacrepnak Kopnees
syllable of no mocien- | Jo cnos mo- | K mocnen- K nocnen- B KHUTE
recorded Heli OyKBBI B | CIIEJIHUX B Heli OykBe Hel HeJOMH- | KU3HU YUTa-
time KHHTE XH3- | KHUTE BIIMCAHHOTO | CAHHOM €M MBI T10-

HH HaIllel JKu3- | CpoKa CTpaHuIIe CIIeTHHI
HU cIor
walking TEHb MUHYT- | T€Hb O€ry- | yCKOJIB3aro- | TOJBKO TE€Hb | TOJBKO TEHB
shadow Has mas asi TEHb
poor player | ¢purmsap aKTep ¢ursp aKTep Ha KOME/IHaHT
HECYACTHBIN CIieHe
a tale told by | ckaska B pacckas, [IOBECTbD, CKa3Ka B Ile- | [I0BECTh, KO-
an idiot, full | ycrax raym- | pacckasaH- | pacckazaH- | peckase TOPYIO Mepe-
of sound and | iia, rie MHO- | HBII KpeTH- | Hast Aypa- rayrnma. OHa | cKasai ay-
fury, signify- | ro 3BOHKHX | HOM C IIbI- KOM, T'JIe OJTHA paK: B Hei
ing nothing. | dpa3s, HO JIOM, C IIIy- | MHOTO H TPECKYYHMX | MHOTO CJIOB
CMBICJIAa HET. | MOM, HO HH- | IIyMa U CIIOB M HU- | M CTPACTH,
Yero He 3Ha- | CTpAcTeil, HO | Yero He 3Ha- | HET JIUIIb
JaImi. CMBIC/Ia HET | YMT. CMBICITA.

[lepeBomunKky MpeIaraloT pasHble MHTepIperanun “poor player”, or

CTHWJIMCTUYECKU HEUTPATBHOTO U OJM3KOT0 K OPUTHMHAILY CIIOBa «aKTep», N0
«KOMEIHaHTa» U «PUrispa», CTpEMSCh MOAYEPKHYTh 3HAUCHHE «OEIHbIH,
HECYACTHBIM, aJIKUW, MJIOXON», HO OpPUTHMHAN €lle NpeajiaracT 3HaueHue
KHUILIUAW», KHUYETO HEe MMEIoUui», koTopoe pa3BuBaercs y lllexcrniupa Ha
MPOTSHKEHUH BCETO MOHOJIOTA.

OmnnaitH-iporpaMma CpaBHUTEJIBHOTO TE€3aypyCHOTO aHAJIM3a PYCCKHUX
nepeBosioB npousBeAaeHuit Y. lllekcnupa Ha ocHoBe miatdopmbl Version
Variation Visualisation (VVV) noka3biBaeT, 4TO BO BCEX NMPUBEIAEHHBIX IIe-
peBoJIaXx BapUaTUBHOCTD KoJyieOeTcst He3HauuTenbHo: Mexay 0,71 u 0,75 co-
rnacHo 3HaueHuto Viv (Eddy). Ho eciau oOpatutbes He K (hopManbHBIM MO-
Ka3aTelsiM, a K COJIEPKAHUIO TEKCTa, TO MOXHO 3aMETHUTh, YTO B PYCCKO-
S3BIYHBIX TEPEBOJIAX OTCYTCTBYET CaMbIil 3HAYMMBIH OOpaz-ajieropus —
Bpewms, koTopoe koppenupyet co cioBoM “life”. Umenno Bpewms (mpormuioe,
HacTosIIee, OyIyliee), MPUHAMIEKHUT K Toocam Toro BpemeHu. OHO OCHOB-
HOU AEHCTBYIOLIUHN MEPCOHAX B 3TOM MOHOJIOTE U B TpareJauu, TOra Kak Ie-
PEBOTYMKHA MOHOJIOTa COCpPEIOTAaYMBAlOT OCHOBHOE€ BHHUMAHHE Ha CIIOBE
«KU3ZHBY.
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Inna I. Lisovich
(MosUH, Moscow)
“Life’s but a walking shadow, a poor player”:
Translator Solutions to a Conceptual Metaphor
in W. Shakespeare’s Macbeth”

The monologue of Macbeth spoken at hearing the news of his Queen’s
death is one of the keys to understanding his psychology, as well as an at-
tempt at responding to the eternal issues of human existence, defining the no-
tions of time and epoch, and the scale of man’s actions in history: “Tomor-
row and tomorrow and tomorrow / Creeps in this petty pace from day to day /
To the last syllable of recorded time, / And all our yesterdays have lighted
fools / The way to dusty death. Out, out, brief candle! / Life’s but a walking
shadow, a poor player / That struts and frets his hour upon the stage / And
then is heard no more. It is a tale / Told by an idiot, full of sound and fury, /
Signifying nothing.”

Here, Macbeth speculates over the trappings of everyday life, whose
meaning will forever elude man in his preoccupation with the slow develop-
ment of current activities. Gradually, the tread of time brings each person to
his/her tomorrow, which turns out to be grave, and upon one’s death, the
deeds of the deceased will be perceived in a different light. All Russian trans-
lators have tried to preserve the key concepts of the monologue (syllable of
recorded time, brief candle, walking shadow, poor player, a tale told by an
idiot) in which Macbeth gives his definition of life. On the one hand, we see
certain Baroque topoi here; on the other, it also contains Christian, Platonic
and Renaissance allusions.

Russian translators provide such solutions to the translation of key
phrases:

" The paper was prepared within the framework of the project “Development and
Launching of Open Access Online Digital Tools for Comparative Thesaurus Analysis of
Russian Translations of W. Shakespeare’s Works” with support from the Russian Foun-
dation for Basic Research (project no. 17-04-12038s).
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Solovyov Radlova Lozinsky Pasternak Korneev
syllable of | Tothelast | To the last To the last To the last We read the
recorded letter in the | letter the letter of rec- | unfinished last syllable
time book of life | book of our orded time page in the book

life of life
walking momentary | fleeting shad- | disappearing | but a shadow | but a shadow
shadow shadow ow shadow
poor player | clown wretched clown stage player | comic actor
player
a tale told Ataletold | Ataletold by | A tale told A tale told A tale retold
by an idiot, | by a fool, an idiot, with | by a fool, by a fool. by a fool:
full of containing | fury, signify- | containing It’s full of there are
sound and many ing nothing noise and pompom many words
fury, signi- | pompous passion, but | words, but it | and passions
fying noth- | word, but no no sense has no sense | in it, but no
ing. sense sense

These translations suggest various interpretations for poor player, from

stylistically equivalent actor to clown, the latter emphasizing an implied
meaning of “unlucky, unskilled”, whereas in the English original we also see
the seme of “penniless, dispossessed” treated throughout the monologue.

We have employed the web-based platform of Version Variation Visu-
alisation (VVV) for comparative analysis of the Thesaurus approach to Rus-
sian translations of Shakespeare’s works, and the results show that in the
above translations variability does not change significantly, remaining at
0.71-0.75 according to Viv (Eddy) data. But if we address the semantics of
the text, we observe that all the translations lose the most important image of
time, which relates to life. Time (past, present, and future) belongs to the top-
oi of the epoch, being the principal agent in this monologue and in the whole
tragedy. And the above quoted translators focus on the word life.
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H. B. 3axapos
(Mocl'V, Mocxkesa)
CpaBHUTE/IbHBIN AHAJIU3 PYCCKUX NEPEBOAOB NEPBOM CLEHbI
«Mepsbl 32 mepy» Y. I[Ielccnnpa*

B noknaae paccmarpuBarotcsi o0O1uie mpoOJieMbl, KOTOPhIE BO3HUKIIH
3a nocneauue 20-30 et U XOopouio U3BECTHBI pa3pabOTUYMKaM T'yMaHUTap-
HBIX [U(POBBIX MPOCKTOB, HAMPABUBIINM CBOU YCUJIMS Ha PEIICHUE BOIPO-
COB TEPEBOJOBEJCHUS U aHAINU3 OOJBIIUX KOPITYCOB YK€ CYIIECTBYIOIINX
MEPEBOJIHBIX TEKCTOB. PaHO WM TO3/IHO HCCIENOBATENIN CTAIKUBAIOTCS C
byHIaMEeHTaIbHBIMU MPOOJIEMaMHU B MOMBITKE PEHIUTh CYTy0O0 MPaKTUUYECKUE
3ajaud. [IpuMEeHUTENBHO K IMIEKCIIUPOBCKUM MEPEBOJIaM MOXKHO CHopMyu-
pOBaTh CIECIYOIINE BOIIPOCHI:

1) Bo3MOKeH i1 €IMHBIN MOIX0 K (hOpMaTy MpeCTaBICHHS TEKCTOB?

2) Kak pemats mpo0JieMbl aBTOPCKOTO Mpana’?

3) Kak BuU3yanu3upoBaTh CpaBHUTEIIbHBIN aHAIN3 KOPITyca TEKCTOB Iie-
PEBOAOB MPOU3BEACHUI ApamaTrypra’?

B noknane paccMOTpeHbl BO3MOKHBIE MMApPaJUTrMbl CPAaBHUTEIBHOIO
aHaJIM3a MEePEBOJIOB IEPBOU CIEHbI MbeChl «Mepa 3a mepy» VY. lllekcnupa,
BbINoOJIHEHHBIE A. C. [TymkunbeiM, T. JI. lenkunon-Kynepunk, M. A. 3enke-
BuueM 1 O. I1. Copokoii, a Takke mpeACTaBICHbl JaHHbIC, MTOTYUYCHHBIC MPU
MOMOIIY OHJIAH-TIPOTPAMMBbl CPABHUTEILHOTO TE€3aypyCHOI'O aHAJIM3a pycC-
CKHUX mepeBoioB npousBeneHuit [llexcrimpa (Www.shakespearecorpus.ru).

Nikolay V. Zakharov
(MosUH, Moscow)
A Comparative Analysis
of the First Scene of Shakespeare’s Measure for Measure
in Russian Translations”

The paper is concerned with widespread problems that have appeared
during the last 20-30 years and are widely known among developers of digi-
tal humanities projects who focus their efforts on solving issues of translation

: I[OKJ'IaIl IMOATOTOBJICH B paMKaXx IIPOCKTa «Pa3pa60TI<a U BHCAPCHUC B OTKPBLITOM [10-
CTy1ne OHJIafIH-HpOFpaMMBI CPaBHUTCIIBHOI'O TC3aypPYCHOI'O aHaJIn3a PYCCKUX IICPCBOJIOB
npousBeaeuid Y. Illexcniupay, ocymectBisiemoro npu noaaepxkke POOU (mpoekt
Ne 17-04-120388).

" The paper was prepared within the framework of the project “Development and
Launching of Open Access Online Digital Tools for Comparative Thesaurus Analysis of
Russian Translations of W. Shakespeare’s Works” with support from the Russian Foun-
dation for Basic Research (project no. 17-04-12038B).
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studies and analysis of large corpora of already existing translated texts.
Sooner or later, researchers face fundamental questions in an attempt to solve
practical problems. With reference to Shakespeare translations, they can be
formulated as follows:

1) Is it possible to find a unified approach to a format for presenting
texts?

2) How can we solve copyright issues?

3) How can we visualize a comparative analysis of a corpus of translat-
ed texts of a playwright’s works?

The paper considers potential paradigms for a comparative study of
Russian translations of the first scene of Shakespeare’s Measure for Measure
made by A.S. Pushkin, T. L. Shchepkina-Kupernik, M. A. Zenkevich, and
O. P. Soroka. It also presents data obtained using online digital tools for
comparative thesaurus analysis of Russian translations of Shakespeare’s
works (www.shakespearecorpus.ru).

B. C. Maxapos
(IICTT'Y, Mocksa)
Pannue komenuu llexkcnupa:
aHAJIM3 NMepPeBOAYECKUX CTPATErui MPU MOMOIIM IJIAT(HOPMBI VVV'

Jloknan nocssieH ToMy, kak nepepoaunku XIX—XX Bs. (II. 1. Beiin-
oepr, M. A. Ky3mun, lO.b. Kopuees, JI. C. Hekopa u 1p.) paboTtanu c
IEKCIUPOBCKUM TEKCTOM, Ha MPUMEPE PsiJla PAaHHUX MIEKCITUPOBCKUX KOME-
i — «/I[Byx BeponieB», «Komemuu ommnOok», «beCIIONHBIX YCUINN
nr00Bu». Bo3aMokHOCTH, mpeaocTaBisieMbie Tuiardopmoit Version Variation
Visualization, mo3BoJIAIOT OICHUTH CTCICHb BAPUATUBHOCTHU (T. €. JIEKCHYE-
CKOT'0 OTJIMYUS OT OCTaJbHBIX) KaXJ0T0 U3 NEePeBOI0B. MHOTHME nepeBo 4n-
KU paboTalld C HECKOJIBKUMU IIEKCIUPOBCKUMH TEKCTaMU M3 3TOU TPYIIIHI,
YTO TO3BOJIIET TOBOPUTHh KaKk 00 MHAMBUYAIbHBIX CTpaTErusix MOAXoJa K
TEKCTY, TaK U 00 OOIIMX TEHJEHUMIX MEePeIaun si3blKa PaHHUX HIEKCITUPOB-
CKMX KOMEIUU C €r0 MO3TUYHOCTHIO U SI3bIKOBOW UTPOU.

" JlokIa MOArOTOBIEH B paMKax mpoekta «Pa3paboTka M BHEAPEHHE B OTKPHITOM JO-
CTYyII€ OHJIAWH-IIPOTPAaMMBbI CPAaBHUTEIBHOIO TE€3aypPYCHOI'O aHAJIW3a PYCCKHUX IIEPEBOJOB
npousBeneuid Y. Illexcniupay, ocymectBisiemoro npu noaaepxkke POOU (mpoekt
No 17-04-120388).
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Vladimir S. Makarov
(PSTGU, Moscow)
Shakespeare’s Early Comedies:
A Look at Translator Strategies through the VVV Platform”

The paper examines how 19th and 20th century Russian translators
(among others, P.l. Veinberg, M. A.Kuzmin, Yu.B. Korneev and
L. S. Nekora) worked with Shakespearean texts, namely his earliest comedies
— Two Gentlemen of Verona, The Comedy of Errors and Love’s Labour’s
Lost. The tools made available by the developers of the Version Variation
Visualization platform allow scholars to assess the degree of the translation’s
variation (e.g., its lexical difference from other renderings of the same base
text). Since a number of translators dealt with more than one comedy, it is
quite interesting to trace both individual strategies of working with a text and
the general trends in translating the language of early Shakespearean come-
dies with its poetic character and a wide use of tropes, especially puns.

" The paper was prepared within the framework of the project “Development and
Launching of Open Access Online Digital Tools for Comparative Thesaurus Analysis of
Russian Translations of W. Shakespeare’s Works” with support from the Russian Foun-
dation for Basic Research (project no. 17-04-12038B).
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HIEKCIIUP HA OKPAHE U CIHEHE

B. P. Ilonnascxuui
(MI]]Y, Mocksa)
Hecoirpanusie I'amiierst

N3BectHbie poccuiickue aktépel — U. B. Keama, JI. A. ®unaros,
B. C. 3onotryxun, O. . lans, A. A. Kanarua — B pa3Hoe BpeMs U MO pas-
HbIM IpPUYMHAM He chirpand poJib ['amiera. [lombiTka mpoaHAIU3UPOBATH
HEOCYIIECTBUBIINECS 3aMbICbl KpynHelmux pexuccepoB — H. I1. Oxmon-
koBa, [O. I1. JIrobumoBa u A. B. Ddpoca naer moBoj eiie pa3 3a1yMaThbCs O
TOM, KaKHW€ YepThl XapakTepa JATCKOTrO MPUHIA SBISIOTCS OMPEACIISIIOIIUMUI
JIJIs1 9TOT0 00pasa.

Vitaliy R. Poplavskiy
(MCHT, Moscow)
Unplayed Hamlets

A few famous Russian actors, such as Igor Kvasha, Leonid Filatov, Va-
leriy Zolotukhin, Oleg Dal, or Aleksandr Kalyagin — at different times and
for various reasons failed to play Hamlet. An attempt to analyze the unreal-
ized plans of outstanding theater directors — Nikolay Okhlopkov, Yuriy
Lyubimov and Anatoliy Efros — allows us to reflect on key characteristics of
Prince of Denmark.

E. H. I pununa
(CIIoI' AMDKCA um. U. E. Penuna, Canxm-Ilemepoype)
HNurepuperanuu nbec Y. lHlekcnupa Ha cueHe
Cankr-IleTepOyprckoro akajieMu4ecKoro IpaMmaTu4ecKkoro reaTpa
um. B. ®. Komuccap:keBckoii B koHne XX — HauyaJye XXI| Beka

Py6ex XX u XXI croneTuil 0TMEUEH 0OpalieHuEM PEXUCCEPOB U XY-
TOXKHHUKOB K Apamaryprun Y. lllekcrimpa B Teatpe um. B. @. Komuccapxes-
ckoi. B uccnenyemsblii mepuoa ObUIM MOCTABJIEHBI TPU MbEChl AHTIUKUCKOTO
KJIacCHKa. DTO OJHA W3 CaMbIX Tparndeckux ero neec «Puuapna I1I» m aBe
BOJIIIICOHBIE CKa3KkK «bypsi» u «CoH B JIETHIOIO HOUb.

Ilbeca «Puuapn III» Obima noctaBieHa B 1998 1. Xyao0KHUKOM
A. b. T'openmreiiHoM, /i€ OH BIIEpBbIe MOMPOOOBAI CE0s1 B KAUECTBE PEXKUC-
cepa. B tom xe roay pexuccep A. MopdoB u xyaoxuauk 3. b. Kanemntom
BhINTycTUIN criekTakiab «byps». B 2007 r. A. MopdoB BHOBb oOpaTuiics K
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[lexciupy. Ha ceit pa3 ero BbIOOp Naj Ha caMylO0 3POTHUECKYIO MbECy aH-
MIUMKCKOTo apamaTtypra «CoH B JETHIOK HOUb». C XyJ0XKHUKOM U3 Makeno-
Huu B. CBeTo3apeBbIM, OHU CO3JANIM €1I€ OJHY TE€aTPaIbHYK CKa3Ky, MpoO-
JICMOHCTPUPOBAB HOBBIC IPaHM MIEKCIIMPOBCKOM apamatyprum. “Fairy tales”
JUJISL B3POCIIBIX CO3JaHbI B COABTOPCTBE C XYJA0KHUKAMU PA3HBIX CTPAH, KYJIb-
Typ, KOJA. TeM uHTepecHee CNeUTh 3a UX (paHTa3UsIMU, BOILJIOMICHHBIMU Ha
CLICHE, 32 UX NOTPYKEHUEM B MHUP IIEKCIHUPOBCKOTO TEKCTA.

CoXHO OJHO3HAYHO OMNPENENUTh CTUJIb JEKOPAIMOHHOTO Oodopmiie-
HUS TPEACTaBICHHBIX CIIEKTakje. XynokecTBeHHOe odopmiieHue Karme-
JIoIIa MOA3TUYHO. Jlexkopanust 37ech 00pa3, CTAHOBSIIUNCA CAMOCTOSITENb-
HBIM JICUCTBYIOIIMM JIMIIOM, MY3bIKaJIbHBIM HHCTPYMEHTOM, MeTadopoi.
CBeTo03apeB MPEJICTAaBUI COBPEMEHHBIN JU3alHEPCKUN MOAX0J K odopmiie-
HUIO CIICKTAKJISA, YAENSAS OCHOBHOE BHUMAHUE MEXaHUYECKUM U BU3YaAJIbHBIM
apdextam mis co3manus arMochepsl ckazodHoro Jieca. Crnekrakib ['opeH-
IITEHA PACCMOTPEH KAK MPUMEp TeaTrpa XYyJIOKHUKA U MPUMEDP OCBOCHUS
AIbTEPHATUBHOTO CIIEHUYECKOTO MPOCTPAHCTBA, CIEKTAKIb MO (hOPMBI.
['openmireitn npejacraBisier B cnekrakie «Puuapn III» cucremy o0pasos,
PELICHHBIX Yepe3 XYAO0KECTBEHHBIE CPEACTBA. AKTEpPbI CTAHOBATCS OIHO-
BPEMEHHO U CO3JaTeIsIMH 00pa30B MEPCOHAKEN MbECHI, U HEOTHEMIIEMBIMU
AIEMEHTAMH XYH0KECTBEHHOTO PEUICHUS MTPOCTPAHCTBA, KOTOPOE CYIIECTBY-
€T Ha TPaHH PEKUCCYPHI U KUBOITHCH.

IIpencraBneHHble BEpCUM CHIEKTaKJIeW o npousBeacHusM Y. [llekcnu-
pa Ha cuene Tearpa uM. B. @. KomuccapxkeBCkoil JEMOHCTPUPYIOT MIUPOTY H
MHOrooOpa3ue o0pa3HOro BHUJEHHUS MPOCTPAHCTBEHHBIX PEIICHUMN, pa3iny-
HBIE TTOAXO/IbI B pa0OTE C KJIACCUUECKUM MaTEPUAIOM.

Elena N. Grinina
(llya Repin SPbSAIFASA, St. Petersburg)
Interpretation of W. Shakespeare’s Plays on the Stage of
Komissarzhevskaya Academic Drama Theater, St. Petersburg,
at the Turn of the 20th and 21st Centuries

In V. F. Komissarzhevskaya Theater, the turn of the 20th and 21st cen-
turies was marked by increasing interest of stage directors and designers in
William Shakespeare’s plays. During the period, three plays by the English
dramatist were staged. They were Richard Ill, one of his most tragic plays,
and two ‘fairy tales’, The Tempest and A Midsummer Night’s Dream.

Richard 111 was staged in 1998 by stage designer A. B. Gorenshtein,
and that was his debut as a stage director. The same year, stage director
A. Morfov and designer E. B. Kapelyush presented their performance of The
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Tempest. In 2007, A. Morfov again turned to Shakespeare’s plays, his choice
being the most erotic play of the English playwright, A Midsummer Night’s
Dream. Together with V. Svetozarev, a Macedonian designer, he staged this
fairy tale, finding new facets in Shakespeare’s drama. These adult fairy tales
were co-authored by artists from various countries, cultures, and art schools.
The more exciting it is for us to join their dream world represented on stage,
being immersed into the kingdom of the Shakespearian text.

The style of the performances scenery arrangement can hardly be de-
fined expressly. Kapelyush’s design is truly poetical. He created a scenery set
that became another character of the performance, a musical instrument, and
a metaphor. Svetozarev added a modern approach to the performance design,
focusing on the mechanical and visual effects that create an atmosphere of a
magic forest. Gorenshtein’s staging was received as an example of the stage
designer’s theater and an alternative scenic space, a minor for performance.
In his staging of Richard I1l, Gorenshtein represents a pattern of images for
which he found a specific solution involving a set of artistic techniques. The
actors created both the character images of the performance and also the es-
sential elements of the artistic solution of space existing on the verge of stage
directing and the art of painting.

The solutions of the above performances of Shakespeare’s plays in the
Komissarzhevskaya Theater demonstrate quite a broad scope and diversity of
Imaginative vision of spatial solutions, and specific approaches to classical
repertoire.

E. P. Menvwurxosa
(HUK, Mocksa)
Mu¢ kak MCKynuTeIbHAA KEPTBA, WIH
MOJIYAHUE SITHAT MIEKCNMPOBCKOM Tpareaun
(mpamaTtyprudeckasi kamepa-oockypa XV| Beka Ha cuene XXI| Beka)

Hantne omHOTO XymOXHWKA, CTPEMSIIETOCS pasrajgaTh 3aMmbICell U
HAaWTHE APYTOro, MOMOTAEeT PACKPHITh 3aKOHBI, & MOXET OBbITh, U «0OXKe-
CTBEHHBIN yMBICEID» MPOUCXOSIIETO — T€ KHECTBIKOBKU» OBITHSI, UTO CITY-
YJaloTCS B pe3ysibTaTe HECOAUTAHCHPOBAHHOCTH OTAEIHHOTO CO3HAHUS — OT-
JIETICHHOTO OT APYTUX — aMOWIHUSIMHU, HEPA3BUTOCTHIO, KCIICTIOTITYXOTOW» —
IMMIATUYECKON 3aMKHYTOCTBIO, UTO MBI Ha3bIBa€M «0€CUyBCTBEHHOCTHIO», —
TeM, 4eM oOyiafayl B U30bITKE KOpoJsib JIup, Mo BoJie COOCTBEHHOIO «3ro»
YTPATHBIIIETO MUP BOKPYT ce0s (CEMbIO U KOPOJEBCTBO), U Yero Oblja JIHIIIe-
Ha Kaccanjpa, HO UMEHHO BEJIEHHEM HACMENUIMBBIX OOrOB €€ «4YyBCTBH-
TEJIBHBIN» Jap Myraj APYTuX, OTIYXKIas: ee THAIN U O0sInCh, ipesupas. [[Ba
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npeJeabHbIX OJMHOYECTBA. A TakKe JBa CBHUJETEIbCTBA HEBO3MOXKHOCTH
JTH00BHU — JIFOOOBb OKA3bIBAETCS TOW KUCKYIIUTEIBHOM KEPTBOI» — «KO3JIOM
OTHYIIEHUS», KOTOPYIO HE KaJlb MPE3PETh, PacliTh, 000JaraTh — OHA (PETHII
Y HAYETO HE CTOUT, MOCKOJIbKY 33 HE HUYETO U HE CTOMT.

PazsuBas remy Muda o Tpoe, [llekcniup smuuecKyto repouky CBOJUT K
OOBIJICHHOCTH BOCHHOTO JEeMapiiia, K pyTUHE BOWHBI, YTO TEPIUT CYETY, KU-
BET IIMHU3MOM, ABIIUT HeMt000BbI0 («Tpoun u Kpeccuna»), a 3auun (mpe-
moau0) Muda — crop O0ruHb 0 KpacoTe, YTO OJIMKYeT 3epKaJIbIIeM CKa3KU
A. C. Ilymikuna, obpatiaercst mpaBocyaueM I[lapuca — cnactomo01ly BaxkHa
HE JII0OOBb, HO JIMIIb €€ «OOJIaTKu» — CUMYJSKpHI («JIup»). Tak mud o
BOMHE, YTO BEJIETCS pajiu Jt00BHU, TpaHCcPopMmupyeTcs B MU(p O HEBO3MOKHO-
CTH JII0OOBU BOOOIIIE.

Jlpama BaxTaHTOBCKOTO Tearpa O HEBEPOSITHOCTU JIIOOBU B MEPHUOJ
TpostHckoro cpaxkenus, aisiuierocst 10 ger, 4To CTaBUT MOJ COMHEHHE camy
BEPOSATHOCTh BOWHBI, TJI€ BMECTO JEKOPAIMN €IMHCTBEHHBIM, HO BEPHO U3-
OpaHHBIM, aTPUOYTUBHBIM MPU3HAKOM OUTBBI OBLIO SIBIIEHO OIPOMHOE OpeB-
HO, TMaMETPOM B TOJITOPA METPA, BUCSIIEE MOMEPEK CIIEHbI Ha MACCHUBHBIX
LEMsIX, KOTOPOE MO XOAYy IMbEChl PacKauuBaIoOCh, MU300pakasi CTEHOOUTHOE
opyJue, BpeMEHaMH MbIYajio: 0OObIYHO — MO0 yTpaM, WIH PhIHO — B IpEJ-
nBepur 00s. Uto 310? PHIK MHUHO#IIA — CBHPENOro 4dejioBeKa-Obika — Mu-
HOTaBpa, KOTOPOTO JIOJHXKHO MPUHUMATH 32 CUMBOJI BEYHO BOIOIOIIETO YEJo-
BEKa, YTO CaMOOCYIIECTBIISETCS MUPATCKUM CIIOCOOOM — BOMHON M paz0o-
€M, MPOCThIM JOMUHHpOBaHUeM? WMin ke 3To KopoBa, TpeOyromas A0UKu?
CMeNnIHo U TPyCTHO OJHOBPEMEHHO, HO CTAHOBUTCS SICHO, UTO OBIT axeuIen
YCTOSIJICS — HAJIAXKEHO dKUBOTHOBOJICTBO, CEIOT XJ1€0, OOM UIYT MO pacnuca-
HUIO, BpEMsI OT BPEMEHH, TO €CTh MOCJE TPYJIOB MPaBEIHBIX — 3TO MECTh?
MecTb no 3akony?

[Turepckuii «JIup», cienys HICTOPUYECKUM KOHBEHIIUSIM peanuzma XV
BEKa HATYpPaJIMCTUYHOCTBHIO KOCTIOMA MOBEPraeT B IIOK: €CIIM peMapka co-
00II1aeT: B KOCTIOME «HHUIIIETO» — PEKUCCEP MOCTYIIEH ApamMaTypry — Hu
I'mocrep mpoctro nHar. Cuenorpadust JI. A. lonuna u P. B. Tymunaca, He
yaansisice o cioBa lllexkcnvpa HU Ha OyKBY, MYPUTAHCKHUM MUHHMAaTU3MOM
JeTaliei, CO3/1aeT, 1O CYTH, HOBEHIINN «OpEeXTOBCKUN TeaTp» 0 OECKOHEUYHOM
BOWHE, IJIe ®KECTKOCTh MeTadop cTyuut nemiom Mamamm Kypax B kaxmgoe
cepale. DMMaTUYECKUN Jap PEXKUCCEPOB, CO3/1aBas U BO3MYIIAasi CUCTEMOM
BOJIHOBBIX CTPYH — HACMEIUIUBBIX 3€pKall, 3aCTaBIIAIOT 3PUTENS BKIIOUUTD
JETEKTOpP OIIMOOK — 3aHOBO IEPEOCMBICIUTH SIBJICHUE, MOHATHE (JIF0OOBb,
BOWHA, MECTh), UTO YCIMEJO 3aMbUIUTHCS MOJI TPYAOUN UyKUX UHTEPIIPETaLINiA,
npuy4asi K MOCIyIIaHUIO U TUXOM aCTEHUH.
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Elena R. Menshikova
(NICR, Moscow)
Myth as a Sacrificial Victim, or
Silence of the Lambs in Shakespeare’s Tragedy
(16th Century Camera Obscura on Stage in the 21st Century)

The method of one artist who seeks to unravel the inspiration and mes-
sage of another helps to reveal the rules and sometimes the “divine intent” of
what is happening — those “inconsistencies” in life that occur as a result of
Imbalance in individual consciousness — separated from that of others — by
ambition, underdevelopment, “deaf-blindness” — empathic insularity, what
we call “insensitivity” — which led King Lear to complete loss of his domes-
tic environment (the family and the kingdom), and what was missing in Cas-
sandra, but she was endowed with her frightfully “sensitive” gift by mocking
gods’ dictate, and because of it she was alienated and outcast, out of fear and
contempt. Two ultimate cases of loneliness, and also two pieces of proof of
love’s impossibility — love seems that “sacrificial victim” — a scapegoat
whom you despise, or crucify, or slander, since it is a fetish and it is worth
nothing.

Developing the myth of Troy, Shakespeare reduces epic heroics to the
routine of a military demarche, to the routine of war that brings out vanities,
cynicism and hatred (Troilus and Cressida), and the beginning (prelude) of
the Myth — the dispute of the goddesses about beauty (brightly mirrored in
A. S. Pushkin’s fairy Tale of the Dead Princess and the Seven Knights), turns
into the judgment of lecherous Paris, who does not care about love, but only
its “wafers” — simulacrum (Lear). So the myth about war waged for love, is
transformed into a myth about the impossibility of love in general.

The drama of the Vakhtangov Theater is really about the improbability
of love during the 10-year long battle of Troy, and this casts doubt upon the
war itself; there is but a single ‘battle-piece’ in the scenery: a huge log, five
feet in diameter, hanging across the stage on massive chains, which in the
course of the play starts swinging, standing for a battering-ram, and some-
times emits mooing sounds, low in the morning, loud before fighting scenes.
What is it? The roar of the Minoan beast Minotaur, half-human and half-ox,
who may be taken as a symbol of incessant aggression, in the form of war,
robbery, and primitive suppression? Or is the wooden log a cow that wants
milking? It is funny and sad at the same time, but it becomes clear that the
Achaeans have got used to the situation: they raise cattle, they grow corn,
battles are run on schedule, from time to time, that is, after civil work is
done... Is this revenge? Revenge by law?
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On the stage of St. Petersburg King Lear follows the historical conven-
tions of realism of the 16th century: where a stage direction says, disguised
as a madman, the director obeys the text, and Edgar Gloucester enters quite
naked. The scenography of L. A. Dodin and R. V. Tuminas, without breaking
away from Shakespeare’s text, in fact creates a new Brechtian theater about
another endless war, with minimalist detail, where the roughness of meta-
phors stabs into each spectator’s heart, and the suffering is comparable to
Mother Courage’s. The empathy of the directors, sending shock waves
through a system of wave strings — mocking mirrors, makes the viewer turn
on the error detector — reevaluate the phenomenon, the concepts (love, war,
revenge) that have settled down under a pile of other interpretations, accus-
toming them to obedience and quiet asthenia.

T. A. bobopvikuna
(CIIol'Y, Canuxkm-Ilemepbype)
«B cBoux MoJUTBax, HUMQa...»: Odenus B noToke KuHemarorpaga

Kak sicHo u3 Ha3BaHus, peub noiaer 00 obpaze Odenun B MUPOBOM
kuHeMarorpade. Kro-to BepHo 3amerun «Odenuii MHOTO He ObIBaeT». U ToO,
YTO 3TO TaK, MOJATBEPKAAOT JECCATKHU KUBOMUCHBIX padoT oT J[k. CeBepHa
(1831), D. lenmakpya, H.TI.Pocertn (1868) mo M. A. BpyoOens (1888) wu
JIx. B. Yorepxayca, KHCTH KOTOPOTO MPUHAJICIKUT Cpazy HECKOJIbKO «Ode-
mmii» (1889, 1894, 1910) m npyrux. Iloxany#, camas 3HaMEHHUTAas U3 BCETO
MHOTrooOpa3usi MpeJCTaBICHUN 0 TOM, Kak Moryia BeIrjsiaerb Odenus u, B
KOHIIE KOHIIOB, YTOHYTh, TpUHAIEKUT Kuctu [Jx. 3. Muie (1852).

JleficTtBuTenbHO, HauOoOJEe MPUBJICKATEIBHBIM JJISI XYJI0XKHUKOB OKa-
3piBaeTCa MOMEHT rubenu Odenun, onucannusii [llekcnupom Bcero B He-
CKOJIBKUX CTpPOKaX. DTOT € MOMEHT IpHUBJIEKAeT U Mo3ToB — A. Pemo0o,
A. A. bioka u b. JI. Ilacrepnaka.

Hecnyuaiino, Bunumo, ['amnet, HazpiBaeT Odenuto «HUMPOI», Kak-TO
MPOPOYECTBYSI €€ CyJIbOy HUM(BI BOJHBIX UCTOYHUKOB — HAasi/Ibl, WJIK 3apa-
HEe MPEAYyBCTBYSI B HEH 4epThI Jpyrod HUM@PbI — X0, CIIOCOOHOM JIHIIIb
MOBTOPATH 4y>kue ciaoBa. Ero Bo3no0JIeHHAss U B caMOM JieJie, MOCe TOro,
Kak OyJieT Ha3BaHa «HUMQOI», MpeJaTeIbCKU MOBTOPUT CJIOBA, U MOCTYIKH,
HaBsI3aHHBIE €U OTIOM. DTU 4epThl HUM(DbI BOJBI U HUM(]PBI X0 COCTABIISIOT
JTpaMaTUYEeCKU-POMAHTUUHYIO XUMHIO oOpaza Odenuu, KOTOpbIA JECATKU
aKTPHUC, CIIETysl KOHIEMIHIM PEXKUCCEPOB, BOILIONIATN Ha KHHOAKPAHE.

S OCTaHOBIIOCH HAa HECKOJBKHUX, MPEICTABISIONINX HAMOOJIBIINI WH-
TE€peC B CBETE OMPEAECICHHOTO BIUSHUS XKUBOMUCHOTO 00pasza W/Wid CO3BY-
yus ¢ oopazom aupudeckum. Cpean puibMOB TakKUX pexXUCCEpPOB, Kak Jlo-
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penc JI. OnuBbe, @. J[3eddupemnu, K. bpana u gpyrux, s 6osee moapoOHO
OCTaHOBIIOCh Ha MeTadopuueckoil BuzyanbHocTH KapTuH I'. M. Ko3uHiieBa
(JIeanpunsm, 1964) u M. Anmepeiina (Millennium Media, 2000). Poss Ode-
muu B ¢unbMme Ko3uHileBa ucnonHuna aktpuca AHactacus BeptuHckas,
BHEIIIHE yAUBUTENIBHO Moxoxkas Ha Odenuto ¢ kaptunsl Muie. B ¢punbme
Anmepeiinsl Odennst He TOX0Ka HUA Ha KO0, IIPU 3TOM €€ 00pa3 Co3/1aH Mo-
pa3UTEIBHO TOHKO C TOYKH 3pEHUsI KUHOsI3bIKA. [ 'eponHs GpuibMa amepuKaH-
CKOTO peXuccepa, AEUCTBUE KOTOPOTO Pa3BOpPaYMBACTCS B HL}O-PIOpKe 2000
rojia, MOCTOSHHO OKPY»EHa BOJIOM, €€ KaKk OyJIT0O MaHWUT BOJIHASl CTUXUS U
JIaXK€ MBICJICHHO, ONIyIlas TUCKU MPEIaTeIbCTBa, B KOTOPOE OHA HEBOJIHLHO
(nm 6e3BOJIBHO) MOXKET OBITh 3aMelllaHa, OHa MPEACTaBIISIET ce0s Mmaaaromei
B 0accellH TOCTUHUIBI «DJIbCUHOP». ITO OJUH M3 MOIIHEHIIUX SIMU30/0B
dbunbMa, He TOJIBKO CBOEH KOHIIETITYaJIbHOCTHIO TPAKTOBKHM 00pa3a, HO U UH-
TYUTUBHOU MEPEKINYKON CO CTUXOTBOpeHUEM IlacTrepHaka: «...JlaB cTpactu
C TUIeY OTJIeYb, Kak pyoumry, / Bxoaumu, ¢ cepama 3amupanbeM, / B 6accein
BCEJIEHHOM, CTaH cBOW MoOsmuii / O0xath U oraymuTh Mmupamu». [lnactu-
YecKHue, WIH, KaK Ha3blBal UX ODW3EHIITENH, «riaroiabHbie» meTtadopsr Ko-
3UHIIEBAa U ANMepeiiia BU3yaIU3UPYIOT HE CTOIBKO TEKCT, CKOJIBKO MOJATEKCT
[lexcniupa. B HUX 3aKIIF04€H HE TOJIBKO CMBbICI 00pa3a Odenuu, HO pacKphI-
BAaEMbII uepe3 Hee TIYOMHHBIN IIacT cojiepxanus Bcer Tpareauu lllexcnu-
pa. O6 3ToM Oosiee OAPOOHO MOMIET peyub B JOKIIAJIE.

Tatiana A. Boborykina
(SPbSU, St. Petersburg)
“Nymph, in thy orisons...”:
Ophelia in the Stream of Cinematography

In this paper, we discuss Ophelia’s images in world cinematography.
Someone noted, “There should be as many Ophelias as possible.” Truly, we
know dozens of painting featuring this heroine: Joseph Severne (1831), Eu-
gene Delacroix, Dante Gabriel Rossetti (1868), Mikhail Vrubel (1888), and
John W. Waterhouse (several paintings of Ophelia, in 1889, 1894, and 1910),
to name but a few. The most famous painting is probably the vision of
drowned Ophelia by John Everett Millais (1852).

Ophelia’s death seems very attractive to painters, whereas in the drama
proper, Shakespeare devotes only a few lines to that moment. The same is
true of many poets: Arthur Rimbaud, Alexander Blok, and Boris Pasternak.

This death is somehow foreshadowed when Hamlet addresses Ophelia
as ‘nymph’, probably a water-spring nymph — naiad, or nymph Echo,
doomed to repeat what others say. Indeed, in the same scene Hamlet’s girl-
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friend acts as a mouthpiece of her father and the king. This blend of a naiad
and Echo suggests the dramatic and romantic chemistry of Ophelia’s image,
implemented by dozens of actresses onscreen.

We discuss several performances that present interest due to their inter-
polation to painting or lyrical poetry. Besides adaptations directed by Lau-
rence Olivier, Franco Zeffirelli, and Kenneth Branagh, we look at the visual
metaphors in films by Grigoriy Kozintsev (Lenfilm, 1964) and Michael Al-
mereyda (Millennium Media, 2000). Kozintsev starred Anastasia Vertinskya
as Ophelia, and she amazingly resembled Millais’s painted Ophelia. Alme-
reyda’s actress is given very subtle characterization in the film. The action is
moved to New York of year 2000. The heroine constantly comes in touch
with water, she seems to be drawn the water element. When she feels con-
strained by the treacherous plot she is drawn into (against her will, if the is
any), she imagines herself falling into the swimming-pool of the Elsinore ho-
tel. This is indeed a powerful scene, introducing a conceptual interpretation
and striking parallels with Pasternak’s images: “Their passions fell away like
rags, / And silent into the pool of night / And time they went, with aching
hearts, / Their loving forms transfused in light” (transl. by Eugene
M. Kayden). Kozintsev’s and Almereyda’s plastic metaphors (verbal meta-
phors, to use S. Eisenstein’s phrase) do not only provide visualisation of the
text, but reveal Shakespeare’s implication as well, bringing out Ophelia’s im-
age and a whole layer of Shakespeare’s tragedy’s meaning.

b. Cepsanmec
(PI'CY, Mocksa),
J. H. Kamkun
(I1en3I'TY, Ilensa)
®uabMm C. U. IOTKeBHYa «OTe/1I10»
B 0T3bIBaX MeKCHMKaHCKOi mpecchl 1950-x rr.

B noxsane aHanM3UPYIOTCS OTKIMKU MEKCUKAHCKOMW Mpecchl Ha (GUITbM
pexuccepa C. U. FOtkeBnua «Otenno» (1955). TlonyuuB npus 3a JIydiryro
pexuccypy Ha KanHckoMm kuHodecTuBane u 30J0Tyr0 Menanb MexayHa-
poanoro kuHodectuBais B Jlamacke, kaptuna B 1957 r. Oblia npecraBieHa
MEKCUKAaHCKUM 3puTesiiM B paMkax Hexenn MexayHapojHoro ¢duiibma.
Cpenu akrtepoB, cauMaBmuxcs B kaptuhe C. WM. FOTkeBuua, — HapoaHbIC
aptuctel CCCP C. @. bongapuyk (Otemno), A. A. [Tonos (ro), E. 4. Bec-
Huk (Ponpuro), Hapoausie aptuctel Poccun U. K. CkoOueBa (/le3znemona),
B. b. Comansckuii (Kaccuo), 3aciyxennnie aptuctel Poccunm A. M. Mak-
cumoBa (Omunus), E. E. Terepun (bpabannmo), M. K. TposiHoBckuit (Jlox
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Benenuun). @unbM ObUT TEIUIO BCTPEUEH MEKCUKAHCKOUN MyOJMKOM, MOTydrI
bonbmioit npuz CepeOpsHOro opJia, BbI3Bal O0XXUBICHHYHO JUCKYCCHIO B
npecce. Hanmpumep, Xyan Tomac B razere «Penonnens» ot 10 mapra 1957 r.
paccyxjai 0 TOM, 4TO Jyullie: sKpaHu3upoBaTth lllekcnupa ¢ cyObeKTUBHBIX
nmo3uiuiu, kak 3to aenanu O. Yamic («Otemno», 1952; I'pan-npu Kanuckoro
kuHodectuBanst) u C. M. OTkeBuy, unu npuaepkuBatbest (GOpMyIbl «3Kpa-
HU3allMK Tearpay», xapakrepHou s GuibMoB JI. OnuBbe «"ammeT» (1948,
3onortol neB Benenuanckoro kunodectuBaisi) u «Puuapa HI» (1955)? Or-
Meuasi TMO3UTUBHBIE ACHEKTHl KaXJOTO U3 MOJXO0JIOB K HIEKCIUPOBCKOMY
Hacnenuoo, Xyan Tomac otmeuan, uto «Oremwto» FOTkeBuua 6oraro odpasa-
MH, 3aME€YaTeIbHBIMU JEKOPAUsIMHU U KocTiomaMmu. 17 mapta 1957 r. B raze-
Te «PemoHens» NosiBUWIACh €1l OJHa 3ameTKa (0e3 MOAMUCH), BbI3BaHHAs
HEMOCPEJICTBEHHBIM BII€UATIIEHHEM OT MpocMoTpa «Otemno». «Mbl OYeHb
Maji0 U MOXET OBITh HUKOT/IA HE BUJIENN IIEKCIUPOBCKYIO JIpaMy, CJeJIaH-
HYI0O C TakuM IJIyOOKMM YyBCTBOM, KaK 3Ta KapTUHA, KOTOpas SBISETCS
LETbHBIM TPOU3BEJCHUEM: XOpOIIUN ClEeHapuil, npekpacHas (ororpadus,
yyJecHas pexuccepckas paboTa M aKTEpPCKOe UCHOJIHEHUE. Mbl HE 3HaeM
PYCCKOTO f3bIKa, a B KAPTUHE MaJI0 CYOTUTPOB, HO HECMOTPS HAa 3TO UHTEPEC
nyOoJIMKU K PUiIbMy BO3pacTaeT Mo Mepe TOro, Kak pa3BepThIBACTCS Apama U
JOXOJIUT JI0 KYJIbMUHAIIUM, KOT/1a MyOJinKa BUAUT, Kak OTeIsio JOXOJIUT JI0
OTYAsTHUSA B CBOEH PEBHOCTU, YTO KOHTPACTUPYETCS C HEKHOCTHIO Jle3nemo-
HbI». B monpobHom ananmuze ¢unbma FOTkeBHYA, TOATOTOBICHHOM DHPHUKE
Pocano u yBuaesmem cBet B razere «Cune Mynanans» ot 17 mapra 1957 r.,
MOXHO BUJIETh HE TOJIbKO MPU3HAHUE BBIJAIONIETOCS 3HAYECHHS ATOTO I11€/I€B-
pa COBETCKOI0 KMHEMaTOrpapuuecKoro UCKycCTBa, HO M MOMBITKY aKI[EHTHU-
pOBaTh HEKOTOPBIE HEAOPAOOTKHU, HEJJOCTATKH, HATPUMEDP, KPUK B HEKOTOPHIX
Janorax, KOTOPbId «MOPTUT OOIUA (OH U JIMIIAET HAauOOoJee BOJHYIOIINE
CIIEHbl MX E€CTECTBEHHOI'O0 IMOATHUYECKOrO XapakTepa». Jlpyrue OTKIMKH Ha
npembepy «Otemno» FOTkeBuya B Mekcuke ObUIM HameyaTaHbl B KypHae
«39cro» or 20 mapra 1957 r. (cTaThst «MCKIIOUUTENBbHBIN (PUIBM», MOJNH-
caHHas nceBgoHMMoM Onrtumyc), B razere «MansiHa» ot 23 maprta 1957 T.
(3ameTKa 0e3 MOANKCH) U B TpeX HoMepax razetrsl «Jub [lonymnsap» ot 2, 3 u
5 anpens 1957 r. Ormernm, 4TO aBTOpP HUKIA cTaTen B «Inb [lomyssape» He
TOJBKO MPEJCTAaBUI OOIIyI0 XapakTepucTuky ¢puibma KOTkeBU4a, HO U oIle-
HUJ WUrpy HaubOosiee 3HauuTenbHbIX apTtuctoB C. @. bonaapuyka,
A. A. Ilonoga, U. K. Cko011€BOI1 B KOHTEKCTE UX MPEAIIECTBYIONIECH TBOpYE-
CKOW JICSITETLHOCTH, B CBSI3M C YeM OBbUIM YINOMSHYTHI TaKh€ COBETCKHUE
¢unbMbl kKak «[lonpeIiryHbs», «IlIBeackas ciudka» u ap.
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Berenice Cervantes
(RSSU, Moscow),
Dmitry N. Zhatkin
(PenzSTU, Penza)
Sergei Yutkevich’s Film Othello
In Reviews in Mexican Press in the 1950s

The paper analyzes the responses of the Mexican press to the film
Othello directed by S. I. Yutkevich (1955). Having received the prize for the
best direction at the Cannes Film Festival and the Gold Medal of the Interna-
tional Film Festival in Damascus, the picture in 1957 was presented to Mexi-
can audiences as a part of the International Film Week. Among the actors
who starred in the picture of S.I. Yutkevich were People’s Artists of the
USSR — S. F. Bondarchuk (Othello), A. A. Popov (Yago), E. Ya. Vesnik
(Roderigo), People’s Artists of Russia I. K. Skobtseva (Desdemona),
V. B. Soshalsky (Cassio), Honored Artists of Russia A. M. Maksimova (Emi-
lia), E. E. Teterin (Brabantio), M. K. Troyanovsky (Doge of Venice). The
film was warmly received by the Mexican audience, received the Grand Prize
of the Silver Eagle, and triggered a lively discussion in the press. For exam-
ple, Juan Thomas in the Redondel newspaper on March 10, 1957 argued
which is better: to film Shakespeare from a subjective standpoint, as did Or-
son Welles (Othello, 1952, the Grand Prix of the Cannes Film Festival) and
Sergei Yutkevich, or to adhere to the formula of «film adaptation of a theater
staging», which is peculiar to the films of Lawrence Olivier Hamlet (1948,
Golden Lion of the Venice Film Festival) and Richard 111 (1955)? Noting the
positive aspects of each of the approaches to Shakespearean heritage, Juan
Thomas noted that Yutkevich’s Othello is rich in images, remarkable scenery
and costumes. On March 17, 1957, another note was published in the Redon-
del (anonymously), caused by a direct impression after watching Othello:
“We have hardly ever seen Shakespeare’s drama filed with such deep feel-
Ings as this picture, which is an integral work: a good script, beautiful cam-
erawork, wonderful direction and acting. We do not know Russian, and there
are few subtitles in the picture, but despite this the audience’s interest in the
film increases as the drama unfolds and reaches its climax, when the public
sees how Othello reaches despair in his jealousy, which contrasts with ten-
derness of Desdemona.” In a detailed analysis of Yutkevich’s film, prepared
by Enrique Rosado and published in the Sine Mundial newspaper on March
17, 1957, one can see not only recognition of the outstanding significance of
this masterpiece of Soviet cinematographic art, but also an attempt to point
out some mistakes, shortcomings, for example, in some dialogues the shout-
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ing “spoils the general background and deprives the most exciting scenes of
their natural poetic character.” More responses to the Mexican release of
Othello were published in the Esto journal on March 20, 1957 (the article An
Exclusive Film, signed by “Optimus”), in the Manana newspaper dated
March 23, 1957 (anonymous), and in three issues of the ElI Popular newspa-
per on April 2, 3 and 5, 1957. Note that the author of the El Popular series
not only presented a general description of Yutkevich’s film, but also appre-
ciated the performance of the most important artists S. F. Bondarchuk,
A. A. Popova, and I. K. Skobtseva in the context of their previous creative
output, in connection with which such Soviet films were discussed as The
Grasshopper, Swedish Match, etc.

U. A. Kpacnosa
(I'U CIIoI'T1Y, Cauxkm-Ilemepbype),
M. B. Jlanuna
(CII6I'K um. H. A. Pumckoeo-Kopcarxosa,
Caunkm-Ilemepbype)
Tpareaus «pycckoro I'amuiera» Ilaaa |
B IlepeBo/ie Ha sI3bIK Xopeorpaduu

Konnenrocdepa mexcnupoBckoro «l'ammera» 0XBaThIBAET OIPOMHOE
KOJIMYECTBO PA3HOT0 pojia MPOYTEHUN U MHTEPIIPETAlNii, a TAK)KE BKIIOUAET
B ce0s IENyI0 JINTEPATYPHYIO TPAJUIIMIO PYCCKOTO «ramietusma». [lepBoii
HKCIUIMKAIIUEN TaMJIeTU3Ma B PyCCKOM KyJIbTYpE, KaK U3BECTHO, ObLIa Cy1b0a
— BO MHOTOM CXO3asi C CyJb0OM MIEKCITUPOBCKOTO reposi — HE JIUTEpaTyp-
HOIO repos, a necapesnya Ilasma IlerpoBruua, KOTOPOro yxe COBPEMEHHUKHU
Ha3piBIN «Pycckum [Namierom». B 1999 r. ucropus HaciienHuka pyccKOro
npecrona [laBna Oblia MHTEPIIPETUPOBAHA HEBEPOATBHBIMU CPEACTBAMHU Ha
OanetHoi cuieHe xopeorpacdom bopucom DiipmMaHOM, KOTOPBINH HEOTHOKPAT-
HO OCYIIECTBJISUT MEPEBOBI JUTEPATYPHBIX TEKCTOB Ha SI3BIK Xopeorpaduu
— HHTEPCEMUOTUYECKUE MEPEBObI, COTJIACHO TEPMUHOJIOTUM U Kiaccudu-
kanuu Pomana Slkoocona. Ha stot pa3 b. Diipman — aBTOp ncuxonoruye-
CKHMX OQJIETHBIX CHEKTAaKJIEH — 0OpaTUiICs HE K MEPEBOY Ha Xxopeorpaduye-
CKHI SI3BIK IMIEKCIUPOBCKOTO «['amieTra», a K CIOXKETY U3 PYyCCKOW HUCTOPHH,
TaK SIBCTBEHHO HalOMUHamoIeMy uctoputo npuHua Jlarckoro. Ilpu stom,
pacckasbiBasi Ha TJIACTUYECKOM SI3bIKE MCTOPHIO «pycckoro ['amuera», Xo-
peorpad He TOJBKO HMCIOIb30BaJl M3BECTHHIC AHAIOTUU C IIEKCIHUPOBCKUM
MPUHIIEM, HO U emI€ OoJblie COMM3UI CyAbObl PEAIbHOTO U JIUTEPATYPHOTO
repoeB MyTEM BBeJIeHUs B ucToputo [[aBna snr30/10B, HAPSMYIO OTHOCSIIITUX
Hac k Tpareauu lllekcnupa. Tak, mox BugoM npujBopHoro oOanera IlaBen
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MOKA3bIBAET TOCTSIM, CPEeIM KOTOphIX ero Marh EkarepuHa u e€ daBopur,
dbparmeHT U3 «MblenoBku»; youeHusiii orery [laBna umneparop I[lérp Il
saBisgerca emy I[Ipuspakom, kak y lllekcriupa; o4eHb CUIIbHAs MO 3MOIMO-
HAJTBPHOMY HAKaJly CIIEHA C 4eperioM — MpsAMasi OTChUIKA K GexHoMy Moprky
[Ilexcniupa; HAKOHEN, OYEBUIHA MAPAJUIETb MEKIY MEPBOM )KEHOU IIapeBUYa
[TaBna Hartanbeit AnekceeBHol u miekcnupoBckor Odenueii. CpenctBamu
xopeorpaduu b. DitpMan nepegaét BHyTpEeHHUN MUp «pycckoro ["amiera» ¢
€ro 4yBCTBOM OJIMHOYECTBA, CKIOHHOCTH K pedieKcruu, UCCIAEAYET MCUXO0JI0-
ruyeckoe craHomieHue [laBia, aHanuM3UpyeT €ro MmorpyKe€HWe B MUP BHUJIE-
HUW, (paHTa3uil, raymonuHanuil. J[yXOoBHBIH MHUp MOTPAHUYHOMN JIMYHOCTH
HACJIEJTHUKA PYCCKOTO MPECTOj]a PacKpbIBACTCS XOpeorpauuecKumMu cpe-
CTBAaMM U TakkKe OOHApY>KUBAET CXOJICTBO C IIEKCIMUPOBCKUM ['amyieTom Ha
IICUXOJIOTUYECKOM, TOBEICHYECKOM M MEHTaJbHOM YPOBHE: MEYTATEIb-
HOCTb, YYBCTBO OJIMHOYECTBA, MPOTUBOPECUYUBOCTh HATYPHI, & TAKKE MOMYT-
HEHHUE CO3HAHWUSI, BHYTPEHHUN XaoC B Ayllle — yxoj B Oe3ymue. bouio nu
oesymue IlaBna HacTOAIMM WIM OH ObUI «UrpaTh COTJIACEH 3TY POJIb»
(b. JI. ITacTepHak), MpOBOJWI JIX OH Mapajuiesib MEXKJy CBOEH Cy/1bOOU U HC-
Topuei mpuHIa J[aTCKOro W TOHKO HCHOJHSI PoJib «pycckoro [ammera»?
B xopeorpaduueckoil untepnperanuu OiiMaHa 1ecapeBUY KyJIbTUBUPYET
00pa3 «OTBEP>KEHHOT'O MPUHIA», OIIYIIAET ce0si MapUOHETKOM, KykJioi. ba-
neTHbId «Oenubii [laBenm» cTpajaeT, COMHEBAETCS U MY4YaeTCsl HACTOJIBKO,
YTO UCTOpUS «pycckoro I'amiiera» cTaHOBUTCSI O0Jiee TParuuHou, 4eM UCTO-
pUs repost IWEKCIUPOBCKON TpareAuu. bonplini TparusM JOCTUTACTCS TEM,
YTO B PACCKa3aHHOM Ha SI3bIKE XOpeorpaduu MUCTOPUU MCUXOJOTHYECKOTO
CTAHOBJICHUS JINYHOCTU TaMJIETOBCKOE «OBITh WM HE OBITH» YXOJUT Ha BTO-
po¥i TUIaH, a TJIaBHBIM BOIPOCOM B 0AJI€THOM CHEKTaKJIe CTAHOBUTCS BOIPOC
0 TOM, JroOWiia U Math cBoero chiHa. CTpananus [laBia, BbI3BaHHBIE He-
ONPEAECTEHHOCTHIO MOJIOKEHUSA, CTPAXOM CMEPTH U HEJIOBEPUSA K OKPYIKAKO-
UM YCUJIMBAIOTCS JI0 TpareIuy MMEHHO U3-3a HEI0OBU maTepu. My3bika
berxoBeHa B mepBOM 4dacTu OajieTa HE TOJIBKO WJUIFOCTPUPYET BEIUYHUE U
BJIACTh MaTEPU-UMIIEPATPUIIBI, HO U CIIOCOOCTBYET BOCHPHUSATHUIO Tpareauii-
HOCTHU Hepa3/ieIEHHON JIIOOBU ChIHA-HACJIEAHUKA K MaTepu, OTPHIB OT HEE, B
TO BpeMs Kak Iepenadye BHYTPEHHErO COCTOSHUA, cMATeHUs toHoro IlaBma
CIIOCOOCTBYET BO BTOpOMl uactu My3bika Manepa. CreioBatenbHO, My3bIKa
OKa3bIBAETCSI MOJHOLIEHHBIM YYaCTHUKOM XOpeorpaduuecKoro JeHCTBUS.

baner «Pycckui ['amiieT» mokassiBaeT MepBbIN NEPUOL )KU3HU HACIE-
HHUKA-MEYTAaTEelsd, CTABIIEr0 «POMAHTUYECKUM HMIIEPATOPOM» — KKOPOHO-
BaHHBIM JloH-KuxoToM», COBMECTHUB B ceOe, TakuM 00pas3oM, JiBa BeIUYaii-
mux o0paza MUPOBOM JTUTEPATYPHI.
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Irina A. Krasnova
(IH SPbPU, St. Petersburg),
Marina V. Lanina
(Rimsky-Korsakov SPbSC, St. Petersburg)
A ‘Russian Hamlet’:
The Tragedy of Emperor Paul | of Russia Rendered in Ballet

The conceptual sphere of Shakespeare’s Hamlet contains a huge num-
ber of various interpretations, and also includes a whole literary tradition of
Russian ‘Hamletism’. The first explication of Hamletism in Russian culture
was, as we know, the fate — in many respects similar to the fate of the
Shakespearean hero — not of a literary hero, but of the (previously) Crown
Prince Paul (Pavel Petrovich), whom his contemporaries called ‘Russian
Hamlet’. In 1999, the story of the heir to the Russian throne of Paul was in-
terpreted by non-verbal means in a ballet by choreographer Boris Eifman,
who more than once translated literary texts into the language of choreogra-
phy — intersemiotic translations, to use Roman Jakobson’s classification.
This time B. Eifman — the author of many psychological ballet performanc-
es — chose to turn to the plot from Russian history, so clearly reminiscent of
the story of the Prince of Denmark. At the same time, while telling the histo-
ry of “Russian Hamlet” in plastic language, the choreographer not only used
the well-known analogies with the Shakespearean prince, but also brought
the destinies of the real and literary heroes even closer, through introduction
into the history of Paul of episodes directly referring to Shakespeare’s trage-
dy. Thus, under the guise of a court ballet, Paul shows the court, including his
mother Empress Catherine and her favorite, a scene from the “Mousetrap”,
where his late father, the assassinated Emperor Peter Ill, appears to him as a
Ghost, like in Shakespeare’s play; there is a very intensive scene with a skull
— direct reference to poor Yorick; finally, there is an obvious parallel be-
tween prince Paul’s first wife Natalia Alekseyevna and Shakespeare’s Ophe-
lia. Through means of choreography, B. Eifman conveys the inner world of
the “Russian Hamlet” with his sense of loneliness, a tendency to reflect, ex-
ploring Paul psychological formation and his immersion in a world of vi-
sions, fantasies, and hallucinations. The spiritual world of the heir’s border-
line personality is revealed by choreographic means and also reveals a re-
semblance to Shakespearean Hamlet at the psychological, behavioral and
mental levels: his dreaminess, a sense of loneliness, a contradictory nature,
disturbed consciousness, inner chaos in the soul — travelling to insanity.
Was the historic Paul really insane, or was he just “to play this part”
(B. L. Pasternak), was he himself aware of a parallel between his fate and the
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story of the Prince of Denmark and subtly performed the role of “Russian
Hamlet”? In Eifman’s choreographic interpretation, the Russian Prince culti-
vates the image of the “outcast prince”, feeling like a puppet. Poor Paul of
the ballet doubts and suffers so much that the story of “Russian Hamlet” be-
comes more tragic than that of Shakespeare’s hero. This enhanced sense of
tragedy is achieved by the fact that in the language of ballet, Hamlet’s di-
lemma of “to be or not to be” becomes far less important, and the main ques-
tion in the ballet is the question of whether Hamlet’s mother loved her son.
Paul’s suffering, caused by the uncertainty of the situation, fear of death and
distrust towards others form the hero’s tragic predicament precisely because
of the mother’s failure. Beethoven’s music in the first part of the ballet not
only illustrates the grandeur and power of the mother Empress, but also con-
tributes to the perception of unrequited love of her heir and son to his mother,
a separation from her, while in the second part, the inner state of confusion in
young Paul is emphasized by Mahler’s musical score. Consequently, the mu-
sic becomes a full-fledged participant in the ballet performance.

The ballet Russian Hamlet shows the first period of life of the heir — a
dreamer who became the “Romantic emperor” and “crowned Don Quixote”,
thus combining the two great images of world literature.

H. C. llabanuna
(APK um. A. A. Baeanosoti, Cankm-Ilemepoype)
«["amuteT» B 0Te4eCTBEHHBIX (pUIbMAX-0asieTax:
CHHTe3 0aJIeTHOM IJIACTUKH U KMHOS3bIKA

Co BpeMeHH CBOETO co3maHus Tparenus «[amier» Haxoauiaa IPEeTBO-
pEHHE B pa3IMYHBIX BUJaX UCKYCCTBA, MEPEpPOCIa paMKHU CBOETO »XaHpa, Ie-
pelis ¢ TeaTpaibHBIX MTOJMOCTKOB B JIpyTHe cPephl U CTaB JOCTOSIHUEM MU-
POBOM KYJBTYpPhI B CAMbIX pa3HOOOpa3HbIX ee ¢hopmax. OTHUM U3 BUJIOB UC-
KyCcCTBa, B KOTOPBIX BomuionieHue «['amiera» mpeacraBisercss HaumOosee
TPYJAHBIM U HEOJHO3HAYHBIM, MOXHO Ha3BaTh Oaner. JlelicTBUTENLHO, TIEpe-
BECTH B OaJETHYIO JEKCUKY (PUIOCOPCKHE MOHOJOTH, BBIPAKECHHBIE Y
[IIexcnvpa MOATUYECKUM SI3BIKOM, — 33aj1aua KpaHe CJI0KHasi, €CJIh BOOOIIIE
BBITIOJTHUMAs. He MeHee najiek OT CIIOBECHOTO OpUTMHAja U KaHp uibMa-
OasieTa, XOTsI BKJIIOUEHHE BUJIEOPSJIa CO3JACT JOMOTHUTEIBHBIE CMBICIOBBIC
MOJTEKCThI, TOMOTAET BHICBETUTH OTJICJIbHBIE CIOKETHBIE JINHUU, TTIO-HOBOMY
aKTyaJIM3uPOBATh COJICPHKAHUE TPArE/IUU.

B nokmane OyayT paccMOTpeHbl poccuiickue (UIbMbI-OaNeThl, MO-
suBmmecs B 1960-1990-¢ rr.. «["ammer» B. Kamkosa (1969), «Pa3mbimmie-
Hus» H. Jlonrymmnaa (1969), «'amner» H. PbiKeHKO, SBISIOMIMIICS YacThIO
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Tpunorun «lllekcnupuana» (1988), u «Pa3mbinuienus Ha TeMy. [ammer»
C. Bockpecenckoit (1991). B HOBOM ThICSUYENIETUH B CBS3U C PACIIUPHUBIIH-
MHUCSI BO3MOXHOCTSMHU MHTEpPHETAa M Macc-mMeaua, mpolieccaMu Tiiodanu3a-
YA, U3MEHHUBIIUMCS CIPOCOM TOTpeOuTens xkaHp ¢uibma-Oanera MOUTH
UCYe3 U3 XYA0XKECTBEHHOro oouxojaa. Ho Bps v ero BO3MOXHOCTA MOXKHO
cuuTaTh UcuepnaHHbIMU. 1 yeTbipe punbMma-0anera, SIBISIONIUE KTATATPY»
uHTeprnperanuil «['amnera» B J0- U NOCTHEPECTPOCUHBIE EPUOBI POCCUI-
CKOW UCTOPHUH, MPEJICTABISIOT HECOMHEHHBIA MHTEPEC I UCCIeq0BaTeNeH
TBOpYecTBa lllekcnupa.

B noxnane Oyaer mokaszaHo, 4To mpoOjieMa MOCTaHOBOK «[ amiera» B
OasieTe ocTaercs NO-MPEKHEMY aKTyalIbHOW M Majou3ydeHHou. [lo 6onpmei
YaCTH OHA 3aTPArvBaEeTCs JIUIIb B PEIIEH3USAX HA ONPE/ICIICHHBIE CIIEKTAKIA U
B OTJICTbHBIX CTaThsIX. AHAIU3 (PUIBMOB-0QIETOB PACIIUPUT HAIW MO3HAHUS
o ¢opmax BoruionieHus: Tparequu. HaxoxeHre HOBbIX, HEAOCTYMHBIX JIPY-
TUM BHJIaM UCKYCCTBA CPEJCTB BBIPA3UTEIBHOCTHU JJISI OTPAXKEHUS] KOHDIUK-
TOB U (HUIOCO(CKUX CMBICTIOB TMBECHI SBISIETCA KIIOUEBBIM (DAKTOPOM JIjIst
OIICHKH aHAJTU3UPYEMBIX PadoT.

Natalia S. Shabalina
(Vaganova ARB, St. Petersburg)
Hamlet in Russian Ballet-films:
Synthesis of Ballet Plastique and Cinema Language

Since its creation, the tragedy of Hamlet has been implemented in dif-
ferent kinds of art and outgrown the boundaries of its original genre, having
stepped from the theatre stage to other spheres and having become part of the
cultural heritage in its many varieties of forms. Ballet appears to be one of
the kinds of art in which Hamlet evocation seems to be very challenging. In-
deed, having intricate philosophic monologues expressed in Shakespeare’s
poetic language translated into ballet language is far from being a simple
task, if not an impossible one. The genre of a ballet-film is far from the liter-
ary original as well. Nevertheless, the visual aspect contributes valuable
meaningful implications and helps to emphasize certain narrative lines, actu-
alizing the content of the tragedy in a new way.

The paper focuses on Russian ballet-films from the 1960s to 1990s.
These are Hamlet by V. Kamkov (1969), Reflections by N. Dolgushin (1969),
Hamlet by N. Ryzhenko (a part of the Shakespeariana trilogy, 1988) and Re-
flections on the Topic. Hamlet by S. Voskresenskaya (1991). In the new mil-
lennium, the genre of the ballet-film has almost disappeared from TV, as a
result of expansion of the internet and other mass-media resources, as well as
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globalization, which have changed the audience’ demands. But we cannot say
that it has been fully employed. Four ballet-films, forming a variety of Ham-
let interpretations before and after the reformation period of the Russian his-
tory, help to evoke interest in research of Shakespeare’s work.

It will be revealed in the paper that the problem of Hamlet interpreta-
tion in ballet continues to be urgent and requires further investigation. New
ballet performances often receive scant reviews and few serious articles.
Analysis of ballet-films extends our knowledge of different interpretation
forms of the tragedy. The main criterion of judgement of the works analyzed
Is whether they find new means of expression for reflecting the conflicts and
philosophical content of the play, which are less accessible for other arts.

0. A. ®omuna
(Mocl'V, Mocxkesa)
Mio3uki «Pomeo u Jikynaserra» ’Kepapa IlpecriopBuka:
HHTEPIPEeTALN CHXKeTa U 00pa3a B HEOPOMAHTHYECKON CTHJIMCTHKE

OpaHiy3ckuil Mo3uka «Pomeo u Jlxynserra» nocrasieH B [lapuxe B
2001 r., my3sika u cioBa Hammcanbl JKepapom Ilpecriopsuxkom (Gérard
Presgurvic), mpomrocepsr — XKepap Jlysau (Gérard Louvin), GLEM wu
Universal Music. OgHo# U3 NPUYKUH MOCTAHOBKH MOCIYXHUJ YCIEX UCTOPUU
mo0Bu B. I'toro «Hotp-/lam ne Ilapu», Takxke nepeBeEHHON Ha SI3BIK MIO-
3ukia B 1998 r., rae npeacraBieHbl SipKUe poMaHTUUecKue oOpasbl. Pears-
HOM >KM3HM M TMOXOTH MNPOTHUBOMOCTABISETCS POMAHTUYECKHM, WJI€ATbHBIM
o0pa3 1100BU, KOTOpas HAXOAUTCS B ONTACHOM OJIM30CTH K CMEPTH.

COnukaet 3T MOCTAaHOBKHU OOpaIeHue K CPEJHEBEKOBOMY MaTepHuaty,
CTOJIb TOMYJISIPHOMY Y MyOJIUKK CO BPEMEH POMAHTHU3Ma, U JII000Bh, KOTOpas
TAKXK€ 3aHUMAET LIEHTPaJIbHOE MECTO MIO3uKiIa «Pomeo n [Jxynperra». OHa
MOJBEPraeTcs TPAaruieCcKOMY HUCIBITAHUIO B MPEJIEIbHO HAIMPSXKEHHOM MpO-
CTpaHCTBe nepexuBanusa. CMepTh B TOCTAHOBKE aJUIETOPU3UPYETCS U CTaHO-
BUTCSI CAMOCTOSITEJIbHBIM MEPCOHAXKEM, NosBIsieTcss [103T — u3nmto0sieHHbIH
repoll pOMaHTHUYECKUX Mpou3BeaeHUuN. KOCTIOMBI, CTHJIM30BAHHBIE B JIyX€
CpenHux BEKOB U 3110XU B03poxkaeHUs TakKe BBIOJHEHBI B IyX€ POMaHTH-
YECKOM 1 HEOPOMAaHTUUYECKOM ICTETUKHU.

Hcrtopus ycnexa 3TUX NOCTaHOBOK M pacueT co3gaTeseii OCHOBBIBAETCS
Ha HEU3MEHHOW MOIMYJSPHOCTA POMAHTUYECKON OOpa3HOCTU U pOMaHTUYE-
CKUX HHTEpHpETAlMid B COBPEMEHHOM KyubType. MckyccTBO VYwuibsima
[lexcnivpa Aj1s1 POMAHTUKOB CTaJI0 00Opa3IoM, a caM JpaMaTypr — T'e€HUEM U
BJIOXHOBJISIFOIIMM yuyuTelleM. MHOTHE XYJAOKHUKH POMAHTHYECKOW SIOXH
MBITATUCh TPETBOPUTH MPUHIIMIIBI €M0 TBOPUYECTBA B XYJA0KECTBEHHOU TMpakK-
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TUKE W JINTEPATYPHBIX NMPOMU3BEICHUAX, B TOM uucie u B. ['toro, Hammcas-
muid B 1864 1. xkaury «YmibsaMm Lllekcriup», rae on 3asaBui, uto Y. [lekcnmp
MPUHAUICKUT Bcemy Mupy. U mrozuki «Pomeo u [[Kylberra» onaTh JapuT
€ro HaM Ha pa3HbIX s3bIKax. KoMMepueckas momyJsipHOCTh MIO3UKIIA ObLIa
TaKOBa, YTO OH OBUI MOCTaBJE€H Ha (PPAaHI[y3CKOM, I'OJUIAHACKOM, PYCCKOM,
AHTJIMIICKOM, HEMELKOM, OEIbIMHCKOM, UTAIBIHCKOM, BEHI'€PCKOM, KOpEil-
CKOM, SITIOHCKOM, UCITAHCKOM, UBPUTE, Ka3aXCKOM H Jp.

Yulia A. Fomina

(MosUH, Moscow)
Gerard Presgurvic’s Musical Romeo and Juliet:
A Neo-Romanticist Plot and Image Treatment

The French musical Romeo and Juliet was staged in Paris in 2001, with
both the music and libretto written by Gérard Presgurvic, and produced by
Gerard Louvain, GLEM and Universal Music. One of the reasons for the
production was the success of V. Hugo’s romance of Notre Dame de Paris,
translated into a musical in 1998, which featured vivid romantic images. Real
life and lust are contrasted with a romantic, ideal image of love, which is
threatened by death.

The choice of medieval material, so popular with the public since the
time of Romanticism, and love, which also occupies the central place in the
Romeo and Juliet musical, brings these stage projects together. It is subjected
to a tragic test in the extremely intense space of experience. In the staging,
Death features as an allegory and becomes an independent character, and
there appears the Poet — the favorite hero of romantic artists. Stylized in the
spirit of the Middle Ages and the Renaissance, costumes are also designed
with an eye to Romanticist and neo-Romanticist aesthetics.

The successful record of these productions and the strategy of their au-
thor were based on persistent popularity of romantic imagery and its interpre-
tations in modern culture. The art of William Shakespeare became a model
for Romanticists, and the playwright himself was accepted as an inspirational
genius. Many artists of the Romantic era tried to translate the principles of his
work into their artistic practice and literary works, including V. Hugo, who
stated in his 1864 book William Shakespeare that Shakespeare belongs to the
whole world. The musical Romeo and Juliet retells his story in so many lan-
guages. The commercial popularity of the musical led to its staging in
French, Dutch, Russian, English, German, Flemish, Italian, Hungarian, Kore-
an, Japanese, Spanish, Hebrew, Kazakh, and other languages.
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METOANYECKHUE ACIIEKTBI U3YYEHUSA IHEKCIIMPA
B HIKOJIE U BY3E

B. A. Pocamun
(PI'Y um. C. A. Ecenuna, Psazany)
AxkTuBHM3auKUsd PUHAHCOBOM JIEKCUKHU
U aKktyajau3anus TekcToB lllexkcnupa 1 cTy1eHTOB

B noaroroBke Oyaymmx nepeBOAYMKOB (PUHAHCOBAsS JIEKCHKA 3aHUMA-
€T HEMaJoe MECTO Kak (opma peanuzanuu JEJI0BOTO AUCKypca. B cBsizu ¢
OTHOCUTEIBHON YCTOMYMBOCTHIO TEPMHUHOJIOTUYECKOTO arapara MHOTHE
BBIpAXEHUSI 1 0O0BEM MX 3HAYEHUM Majo MOJBEP>KEHbI U3MEHEHUSIM CO CMe-
HOM MOKOJICHU! U T€UEeHHEM BEKOB. B mbecax (B MEHBIIEH CTENEHH, B JTUPU-
ke) Y. lllekciupa Hepeaku ciydan 0OOCHOBAHHOIO YMOTPEOJICHUS HOPHUIU-
YECKUX IKOHOMHUYECKUX U (PUHAHCOBBIX TEPMHUHAX C HEM3MEHHBIM 3(pdekToM
YCUJIEHUSI BBIPA3UTEIIBHOCTH U JIOTUYHOCTHU CIICHBI.

CoBpemMeHHOMY CTYJIEHTY U Maructpanty Tekctbl XVI Beka mo cpen-
CTBaM CBOEH OOPa3HOCTH 3a4acCTYH0 Ka)XyTCsl YEM-TO IMYTaloIlle apXaudHbIM.
[IpeononieBaTh 3TO MpeayOEKACHUE B paMKaxX AUCHUIUIUH MPOdhecCHOHANb-
HOTO IMKJIa MOXHO HE TOJBKO MPU W3YUYECHUH JINTEpaTypHOU uctopuu. OTo-
OpanHbie (pparMeHThl (0T ahOPUCTUUECKON CTPOKHU JI0 YACTU CIIEHBI) U BBI-
MOJTHEHUE SA3BIKOBBIX M PEYEBBIX 3aJJaHUl TTOMOTYT CTYJE€HTAM MOYYyBCTBO-
BaTh OPraHUYHOCTH ITOTO JICKCUUYECKOTO IIacTa B MOHUMAHHUM JipaMaThye-
CKOr0 KOH(JIMKTa, a TAaKXK€ OTKPOET BO3MOXHOCTU BBEJICHUS (DPMHAHCOBOW
TEPMHUHOB U IIUPE — JEJIO0BON TEPMUHOJIOTHN — B AKTUBHOE YNOTPEOJICHUE.

Mps1 nipejiaraem Juisi IPEABSBICHUST YUYEOHBIM TpyIamM OTOOpaHHBIE
YacCTH CIIEH, MPEXKJIE BCETO U3 TE€X MbEC, i€ HATUYKUE JAHHOTO TEMAaTHYECKO-
ro MoJsi 00YCJIOBJIEHO COCTABOM JEUCTBYIOIIUX JIUIl U KOH(PIHUKTOM («Kome-
sl OIIMOOK», «YKpoIleHue cTpontuBoi», «['eapux IV (uacte 2)», «BeHe-
nuaHckul kymer», «Tumon AduHCKHII»), a Takxke pan AeHUHUIUNA IKOHO-
MUYECKUX TOHATHM, CoJiepxKaluxcs B Apyrux npousseneHusx lllexcnupa u
ero coppemennuka b. /[xoncona. [locienoBaTrenbHOCTh BBEICHUSA 3TUX TEK-
CTOB OIpEJEAETCS UCXOs U3 YUYEOHBIX ITporpaMm 1o kypcam «IlepeBon ne-
JIOBOM JOKyMeHTanuu» (OakajnaBpuar MO CHEHUAIBHOCTH «JIMHTBUCTHKA.
[TepeBox u nmepeBooBecHNE»), «JlemoBoii aHrIMicKHi» B «TeopeTnyeckoe
OCMBICJICHUE MPAKTUKHU JIBYCTOPOHHETO MEpeBojia», a opma UX Mpe3eHTa-
MU BapbUPYETCA OT MoKasza (parMEHTOB MOCTAHOBOK J0 pabOTHI C TEKCTAMHU
U CYIIECTBYIOIIMMU MEPEBOIAMHU.

CucteMa pedeBbIX 3aJaHU W TOABOSAIIMX K HEMY YNPAKHEHUU
BKJIIOUYAET 3aJ]aHUsl JJIsl CAMOCTOSTEIIbHOM POpabOTKU CO ClIoBapéM, Ha OT-
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paboOTKy pUTMa U WHTOHAIIMH AHTJIIMHCKOTO IPaMaTUYECKOro CTUXa, 000D
U COCTaBlIeHHE JAeHUHHIININ, HAX0XKICHUE PJIEMEHTOB CEMaHTUYECKOTO TIOJIA,
pacIIMpeHue CJIOBOCOYETAHUM 10 PEIUIMK W JUaNoros, mapadpa3 0enoro
CTUXa B TIPO3y, MOJCTPOUYHBI TEPEBOA W DJIEMEHTH XYJI0KECTBEHHOMN
TpaHcpopmaIuu.

Vladimir A. Rogatin
(RSU named for S. A. Yesenin, Ryazan)
Financial Vocabulary to Select and Employ
in Professional Training of Translators

Financial vocabulary is essential to professional training of translators
and interpreters nowadays. This specific field of terminology is quite con-
servative, considering the features of English contract discourse that have
persisted for centuries. It is not among the principal fields from which Shake-
speare drew for his imagery, but the playwright frequently resorted to legal,
household and financial terms, seldom failing to achieve extra expression.

However, Russian senior and master students will often be repelled by
Renaissance English classics as overcomplicated and obsolete. It is desirable
that ESL teaching for philology and translation should consider using availa-
ble Shakespeare resources. The need to be chosen with consideration for in-
tegrity of line sequences (aphorisms) and scene fragments that reveal the
dramatic effect of such lexemes, which can allow the integration of such
terms in the students’ speech generation.

The presentation includes a selection of scenes from plays featuring
businessmen and business transactions build up personal conflicts. They are
The Comedy of Errors, The Taming of the Shrew, Henry IV Part 2, The Mer-
chant of Venice and Timon of Athens. We have also chosen some definitions
occurring in Shakespeare’s Sonnets and in Jonson’s Volpone. They are in-
tended to add another dimension to university courses concerned with Busi-
ness English and translation practice. The form of presentation can vary from
video fragments to close reading of printed texts.

The system of activities suggested encompasses independent prepara-
tion with dictionaries, facilitating intonation patterns, seeking and forming
definitions, organizing terms vs. their antonyms and/or partial synonyms,
transformation of blank verse into prose for, interlinear and partial transla-
tion.
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M. A. Apucmosa
(UCPO PAO, Mockea)
Ilekcnup HA ypOKaX JIUTEPATYPhI B IIKOJIE:
COBpPEMEHHbIE YUTATEJbCKHE MPAKTHKH

B coBpemeHHOM HHGOPMALIMOHHO-00PA30BaTEILHOM MPOCTPAHCTBE
npobyieMaM JETCKOTO M IOHOIIECKOTO YTEHUS YJEISETCs] MEPBOCTEIIEHHOE
BHUMaHHE. DTO CBS3aHO C HAOJII0JaeMOM BO BCEM MHPE YCTOMYMBOM TEH-
JICHIIMEN CHIXKEHUSI MHTEpPECca K YTEHHUIO CPEJId MOJIOJIONO MOKOJIEHUS, CMe-
HOM YWTATENIbCKUX MPUOPUTETOB, 3AMEHON YTEHHUSI Pa3lIUYHbIMU (HOpMaMHU
MyJIbTUMEINITHON MH(pOpMaIUK U pa3BiieueHuil. He ciydyaliHo B mocliienHee
BpeMsl B Pa3HBIX CTpaHaxX pa3padoTaHbl HAIMOHAIbHBIE MPOrpaMMBbl MO/I-
JNEPKKU YTEHUS, WCCIEAYIOTCS MPoOJieMbl UYHMTATEIbCKON T'PaMOTHOCTH
IIKOJLHUKOB, Pa3padaThIBAlOTCSI HOBBIE TEXHOJIOTHHU, CBSI3aHHBIE C COBpE-
MEHHBIMHU YU TATEIHCKUMU MPAKTUKAMU.

BcenencTBrue ykazaHHBIX MPOIECCOB BO3HUKAET peajbHasi OMACHOCTH
yTpaThl T€X BAXXHEUIINX KYJbTYPHBIX KOHCTAHT — HAIIMOHAJIBHOTO U 0O0IIIe-
MHUPOBOTO «KYJIBTYPHOTO KOJa» — KOTOPBIE MO3BOJISIIOT COXPAHSITH MpEeM-
CTBEHHOCTh TMOKOJICHUH. be3yclioBHO, UMEHHO K TaKUM KYyJIbTYpPHBIM KOH-
ctaHnTam oTHocuTcsi TBopuecTBO Illekcnupa. IlokazaTenbHO, YTO IIEKCIH-
POBCKUI HMHTEPTEKCT SIBJISIETCA OJHUM W3 CaMbIX PACHPOCTPAHEHHBIX, MPHU-
YeM HE TOJBKO B QHIJIOA3BIYHBIX CTpaHaX, O YEM CBUJIETEIILCTBYET, HAIIPU-
Mep, HallmoHaIbHBIN KOPITYC PYCCKOTO SI3bIKA.

C ykaza"HHO# mpoOJIEeMOI TECHO KOPPEIHPYET BOMPOC O KYJIbTYPHOMU
rpaMOTHOCTH B TMOCTHUHAYCTpHAIbHOM oOImecTBe. [lo MHeHUIO co3parens
TEOpUU KYJIBTYPHOW TPaMOTHOCTH AMEPUKAHCKOTO YUYEHOTrO-KYJIbTYypoJiora
0. 1. Xupmia, oHa «...SBJISETCS TEM IMOJIBUKHBIM KOpITycOM HH(pOpMaIni,
KOTOPBII Halla KyJbTypa COWIa MOJE3HBIM, a, CIEA0BATEIbHO, 3aCIIy>KHBa-
IOIIUM COXpaHeHMs. <...> ITa KOJUIEKTHUBHAs WHGOpMAIUs SBISETCS OCHO-
Bo# myonmunoro auckypca» (Hirsh, Kett, Trefil, 2002: x). B paznene “Litera-
ture in English” cnoBapst Xupia JIeKCHUECKHE ¢IMHHMIIBI, CBSI3aHHBIC C TBOP-
yectBoM lllexcnupa, siBisitoTcst HanboJiee YacTOTHRIMU. [Ipu 3TOM 37€Ch BhI-
JIEJICHBI HE TOJIbKO HA3BaHMS MPOU3BEICHUN U WX IepOU, HO U YCTOWUYUBHIC
BBIpAXEHUSI, CTaBIIue oOmeynorpedumbiMu (Hanpumep, “‘Romeo, Romeo!
Wherefore art thou Romeo?”, “To be, or not to be: that is the question”, “Lay
on, Macduff”).

WNHuas cutyanust HaOI0JaeTCsl B IKOJbHOM MPAaKTUKE: XOTS TBOPUYECTBO
[Ilexcniupa nipencraiieHo B 8 U 9 kiaccax tpareaussMu «Pomeo u Jxynber-
Ta», «['amieT» U HECKOJIbKUMU COHETaMHU, UX M3Y4YEHHE HE IMO3BOJISET yya-
IUMCS B JTAJIbHEUIIIEM OMUPATHCS HA IMIEKCIIUPOBCKUIT MHTEPTEKCT, MPUUEM
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Jake TOTJIa, Korja OH BhIpaKeH MpsAMoU ruTaTor (Hampumep, «Poor Yorick!
— MOJIBWJI OH YHBUTO» — «EBreHmit OHETuH»).

Heobxonuma nenenamnpaBieHHas padoTa B mIKoyie 0 (hOPMHUPOBAHUIO
YMEHHI pabOThl ¢ MHTEPTEKCTOM B MPOLIECCE UTEHHUS MPOU3BEACHHM Kak
PYCCKOM, Tak U 3apyOex)HOM JIUTEepaTyphl, YTO MOMOXKET HE TOJBKO Pa3BU-
BaTh YUTATEIIbCKIE KOMIIETEHIIUU yUalTUXCsl, HO U CHIETAeT UX JACHCTBUTEIb-
HO KYJIbTYPHO TPaMOTHBIMH.

CIHIUCOK JINTEPATYPAhI
Hirsh, E. D., Jr., Kett, J. F., Trefil, J. (2002) The dictionary of cultural
literacy. Boston : Houghton Mifflin. xix, 647 p.

Maria A. Aristova
(ISED RAE, Moscow)
Shakespeare in Literature Classes at School:
Contemporary Reading Practices

In modern informational and educational space, the issues of children’s
and young people’s reading are in the limelight. This is conditioned by the
steady worldwide trend characterized by diminishing interest in reading
among the younger generations, the shift in readers’ priorities, the replace-
ment of reading with various forms of multimedia information and enter-
tainment. It stands to reason, therefore, that in different countries national
reading support programs have been designed recently, the issue of pupils’
reading literacy is being studied, are new technologies concerned with mod-
ern reading practices are being developed.

These processes result in a real danger of losing those important cultur-
al constants — the national and global “cultural code” — which serve for
preserving the continuity of generations. The work of Shakespeare is un-
doubtedly a part of such cultural constants. It is quite telling that references to
Shakespeare are among the most widespread realms of intertextuality, and
not only in English-speaking countries, as evidenced by the Russian National
Corpus, for example.

This is inextricably connected with the issue of cultural literacy in the
post-industrial society. According to the author of the theory of cultural liter-
acy, the American scholar E. D. Hirsch, it is “...that shifting body of infor-
mation that our culture has found useful, and therefore worth preserving.
<...> This shared information is the foundation of our public discourse”
(Hirsh, Kett, Trefil, 2002: x). In the section “Literature in English” of the
Dictionary of Cultural Literacy by E. D. Hirsch, lexical units related to
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Shakespeare’s works are the most frequent ones. At the same time, not only
the titles and characters are singled out here, but set expressions, which have
become commonly used, as well (for example, “Romeo, Romeo! Wherefore
art thou Romeo?”, “To be, or not to be: that is the question”, “Lay on, Mac-
duff”).

A different pattern is observed in Russian secondary school practice:
although Shakespeare’s works are represented in the 8th and 9th grades by
the tragedies Romeo and Juliet, Hamlet and several sonnets, their study does
not allow students to rely on Shakespeare’s intertext in the future, even when
it is expressed in a direct quote (for example, “Poor Yorick!”” mournfully he
said — from Pushkin’s Eugene Onegin).

Conscious effort directed towards developing skills of working with the
intertext in the process of reading Russian and foreign literature in secondary
school is necessary not only to help in developing reading competencies of
pupils, but also to make them culturally literate.

REFERENCES
Hirsh, E. D., Jr., Kett, J. F., Trefil, J. (2002) The dictionary of cultural
literacy. Boston, Houghton Mifflin. xix, 647 p.

I'. M. Temxuna
(MBEOY «l'umnasus Ne 24», Kanyea)
Huratsl u3 npoussenenuii Hlexcnupa
KaK CPeJICTBO MOTHBAIIUM K YTEHHIO

AHanu3upys COBPEMEHHBIE TEHJICHIIMU 00pa30BaTEIbHOTO MpoIecca B
IIKOJIE, OTPaAHO OTMETUTD, UTO JIUTEPATypa KaK YUeOHbIN MPEIMET COXpaHsi-
eT cBou no3uiu. HoBblil esiepanbHbiil 00pa3oBaTeNbHbId CTaHAAPT, KOTO-
poiit ¢ 2018/2019 yuebnoro roga oyaetr u B 10—11 kimaccax, BKIto4aer auTe-
patypy Kak oOs3aTenbHbld mpeameT s oOydeHus. ClieoBaTenbHO, MBI
CMOYKEM MPOJOKATh PEIIATh HAIlly OCHOBHYIO 33Jjadyy — Pa3BUTUE WHTEII-
JIEKTYaJIbHOTO TOTEHI[MaJa, TBOPUYECKUX CIIOCOOHOCTEN ydaluxcs, uX BOoO-
PaKEHUSA U YMEHHUS MBICIIUT.

[Tpu 3TOM 3apyOexHast tureparypa, Kotopasi (aKTUYECKH MpeJICTaBIIe-
Ha B INPOrpaMMax Mo JUTEPATYpE BCEX KIIACCOB, MPAKTUYECKU BBIBEJCHA 32
paMKH TPOTpaMMbl B pa3lell BHEKJIACCHOrO yTeHWsA. Kypc aHTuMuCcKOU H
aMEpUKaHCKOU JTuTepaTypshl, KOTOpsIi eme 10 ner Hazaa ObUT 003aTENbHBIM
B CTapIINX KJIACCAX SI3bIKOBOW TMMHA3WU, CTal 3JEKTUBHBIM KypcoM. C Kax-
JBIM TOJIOM BCE MEHBIIIE YYalIUXCA BBIOMPAET €ro, TaKk KaKk OHU HE BUJST
MPAKTUYECKOW 3HAYUMOCTH 3TOTO mpeamera i caaun EI'D. KomamdectBo
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y4auuxcsi, Kotopsle cnatot EI'D o nmurepatype B THMHA3UH, SIBIISIETCS MOKA-
3aTesieM 3HAUYUMOCTH JIMTEpaTyphl Kak npeamera. B 2016/2017 yyebHOM ro-
ny ero cnaBanu 4 u3 57 BelyCcKHUKOB, B 2017/2018 yuebnoM romy — 5 u3
54 BBIITYCKHUKOB.

KinnoBoe MmbliiieHHe, CBOMCTBEHHOE BCE OOJBIIEMY KOJIUYECTBY CO-
BPEMEHHBIX IIKOJIBHUKOB, XapaKTEPU3yETCS TEM, UTO OHU HE MOTYT BOCIIPH-
HUMaTh TEKCThI O0JIBIIOTO 00BEMa. CienoBaTelbHO, BO3HUKAET IpooOieMa,
CBSI3aHHASI C YTCHHUEM.

B TeueHne MHOTHMX BEKOB KHHI'a U UTEHUE COCTABJISIIU OCHOBY UH(OP-
MAIMOHHOW KYJIBTYPbI YEJIOBEYECTBA. | €XHUUECKUN TPOrPECC N3MEHUIT POJIb
KHUTY U OTHOILIEHUE K uTeHui0. Cepruainsl, KIUMbI, TOK-IIOY, »KypHaJbl, KO-
MHKCBI, TI€YaTHAsI TPOAYKIHUS COMHHUTEIBHOTO Ka4ye€CTBA HETAaTUBHO BIIUSIOT
Ha CO3/IaHUE KYJbTYPHOW Cpeflbl ydammxcs U (HOPMUPYIOT ONpenesIEHHBIMN
TAN MbINUIEHUS. J[€TH YMTar0T, HO W3MEHUJIACh INTEIBbHOCTh YTCHHUS, Xa-
pakTep, crnocod paboThI C MEYATHBIM TEKCTOM, PENEepTyap YTEHUS, MOTUBBI U
CTHUMYJIbl YTCHHUSI.

AHanu3 YTEeHHS y4allluXCs TMMHA3UU XYJI0)KECTBEHHOM JIUTEPATYPHI C
2014 no 2018 r. mokazan cHMXeHUe oOpaiieHust K kuure. Kaura kak 1yxoB-
HBI MPOAYKT CTajla MEHBIIE MHTEPECOBATh YHMTATENSA, & YTCHHE MEPECTAIIO
OBITH JINYHOCTHOW U HAIIMOHAJIHLHOU [IEHHOCTBIO.

N3yyasg aHTIMICKUN S3BIK, JTUTEPATYPY, UCTOPHUIO CTPAHBI, HEBO3MOX-
HO He oOpamiathesa kK TBopuecTBy Illekcnupa. [IpuHrMas Bo BHUMaHUE OCO-
OCHHOCTH YTEHUS COBPEMEHHBIX IIKOJIHHUKOB, MPUXOJUTCS HAXOJAUTh CIO-
coObI, KOTOPbIE MOTYT BbI3BaTh MHTEpeC K TBopuecTBY Y. Illekcnupa u mo-
OyJIUTh K YTEHUIO €TI0 MPOU3BEJICHUI.

[uratel u3 npousseaeHuid [llekcrnupa MOTyT ObITh OUEHB MOJIE3HBI IS
TOr0, YTOOBI 3AMHTEPECOBATh YUYEHUKOB. MHOXECTBO COBPEMEHHBIX aHTJIUN-
ckuXx (hpa3 MosiIBUIUCH U3 nuTaT npousBenenuil [llekcnupa. Muorue u3 3Tux
¢dpa3 nepeniu B NIOBCETHEBHOE YNOTPEOJIEHUE B COBPEMEHHOM aHTJIMIICKOM
si3bIKe. 3HAKOMCTBO € 3TUMHU (hpa3zaMu Ha ypOKaxX aHTJIMMCKOTO A3bIKa JAET
BO3MOXHOCTh “Tipuban3uTh” lllekcrnupa K COBpEMEHHOMY UMUTATEINI0, MOKa-
3aTh UM KaKOW BKJIaJ BHECJIO TBOPYECTBO JApamaTypra B pOpMUPOBAHUE JTU-
TEPATYPHOTO aHTJIUMCKOTO A3bIKA.

B yueOnuke anrmmiickoro si3eika 6 kiacca O. B. AdanaceeBoil u
N. B. MuxeeBort oauH u3 ypokoB TocssiieH Illexcnmpy. B ogHom w3
YIIPa)KHEHUW MOCJE TEKCTA YYCHUKAM HaJ0 J0TalaThCs, KAKWE U3 Ha3BaHHBIX
MPOM3BEICHNI — KOMEINH, 4 Kakue Tparenu. [locie 3Toro Hao BBISICHUTD,
KaK UX Ha3BaHUA MEPEBOJATCSA HA PYCCKUU SA3BIK. DTO YINPAKHEHUE MOBOJIUAT
K CJIEAYIOIIEMY 3aJaHUIO: CIBIIIAIN JU Bbl YTO-TO 00 3TUX MbECaX, YATAIH
JIV BB KX WJIM BUJIEJIU B TeaTpe?
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DTO 3aJaHue, a Tak K€ 3HAKOMCTBO C IUTATaMH M3 NPOU3BEICHUS
[Ilekcnupa, ipu ONPEAECTEHHON 3aUHTEPECOBAHHOCTU YUMTEIsl, MOTYT BBbI-
3BaTh MHTEPEC YYEHUKOB, U OHU HAYHYT YUTATh €ro npoussencHus. O4eHb
*ajab, yTo uH(popManus o [llekcrupe naércs ToJbKO B 6 Kiacce, B y4eOHU-
Kax IO aHTJIMMCKOMY SI3BIKY JIJIsE CTapIIed MIKOJIbI BOOOIIE HET YIIOMUHAHUM
o sreparype. ClaenoBaTenbHO, U3YYEHHE JUTEPATYPhl MEPEXOIUT BO BHE-
KJIACCHYIO padoTy.

N3MeHeHne Moaenu IETCKOro U FOHOIIECKOTO YTEHUSI, BEI3BAHHBIE W3-
MEHEHHUEM PEaTbHOCTH, CTABUT HOBBIE 33/1a4l BOCIIUTAHUS FOHOTO YHMTATEIS,
Y PEIIUTh UX MOKHO TOJBKO ILIEJICHANPABICHHBIMUA COBMECTHBIMU yCUJIUSMU
rocyaapcTa, o01iecTBa, mpoheCCHOHAIOB U CEMbH.

Galina M. Temkina
(Gymnasia No. 24, Kaluga)
Quotations from Shakespeare as Means of Motivation for Reading

Having analyzed current tendencies in school education, we are glad to
state that literature has preserved its position among the school subjects. The
new Educational Standard for 10-11 forms, which comes into effect in aca-
demic year 2018-2019, includes literature as a compulsory subject. So,
school will continue solving its main task — the development of intellectual,
creative abilities of students, their imagination and other mental faculties.

Studying of foreign literature is on the curriculum, but since in practice
there is little time left for it, it is relegated to home reading. In my secondary
school, the course of English and American literature which was obligatory
about 10 years ago has no become an elective subject. Every year fewer and
fewer students choose it as they do not see its practical importance for pass-
ing the state exam in English. The number of students who take the state ex-
am in literature also shows its importance. In school year 2016-2017, only
4 students out of 57 took this exam, in 2017-2018, 5 students out of 54.

The mosaic way of thinking, which nowadays prevails over the creative
way among students, has led to inability to perceive long texts. Hence, they
develop problems connected with reading.

For many centuries, books and reading were the main sources of infor-
mational culture. Technical progress has changed the role of books and peo-
ple’s attitude to reading. TV series, song clips, talk shows, magazines, com-
ics, popular printed mass media of dubious quality have negative influence
on the creation of cultural environment for students and form a certain kind
of thinking. Young people continue reading, but the duration, character, the
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way of working with the text, the repertoire of reading, the causes and stimuli
for reading have changed.

Our analysis of reading in the gymnasia from 2014 till 2018 showed
that students read less, as reading stopped being personally important.

While learning English, literature and history of Great Britain, students
naturally turn to Shakespeare’s creative work. Taking into consideration the
peculiarities of modern students reading, teachers have to find the ways of
work which will cause interest to Shakespeare and become a motive for read-
ing his works.

Quotations from the works by Shakespeare can be a very captivating
way to make students take an interest in his works. A lot of modern English
words and phrases originated from Shakespeare. When the students get ac-
quainted with them, Shakespeare’s works get closer to modern readers, and it
Is possible to show them what contribution the great playwright made for the
creation of the English literary language.

In the 6th Form English Textbook by O. V. Afanasyeva and I. V. Mi-
kheeva there is a study unit devoted to Shakespeare. Doing one of the post-
textual exercises, the students are to guess which of the given titles are those
of comedies and which are tragedies. The next task is to figure out the trans-
lations of these titles into Russian. The answers to the questions of this exer-
cise lead to another task — saying if they have read or seen any of these
plays at the theatre or at the cinema. If the teacher worked with the quota-
tions, it is quite possible that after these exercises the students may take an
interest in reading Shakespeare’s works, especially if the teacher really wants
them to do it. Unfortunately, the information about Shakespeare appears only
in the 6th form textbook. The English textbooks for senior school do not con-
tain any literature sections at all. Therefore, foreign literature is also con-
signed to extracurricular studies.

The changing cultural environment has brought about changes in the
model of young people’s reading. It puts forward new tasks in bringing up a
new reader. These tasks can be solved only by the state, the whole society,
professionals and family if they work together.

M. A. Yykpeesa
(Bawd TTY um. M. Axmynnst, Ypa)
Hacaenme V. lllekcnupa Kak cpeacTBO NOBBIIIEHHS
KYJbTYPbI YTE€HHsI CTAPIIMX IIKOJIbHHKOB

MHorue Ky.TIBTypHO-O6p330BaTeHBHBIe YUYPCKACHUSA aKTHBHO 3dHMMaA-
IOTCA IMOBBIIICHUCM KYJIBTYPHOI'O YPOBHA PA3HBIX KaTel"OpI/Iﬁ IpaxiaaH. I[J'DI
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IIKOJIbHUKOB 3TO OCOOEHHO Heo0xoauMo. OCHOBHBIM CPEICTBOM pealin3a-
MU ATOU JIeATeNIbHOCTU BBICTynaeT kHura. K ¢opmam mpeseHTaluu KHUTH
KaK KyJbTYpHOTO (PEHOMEHA OTHOCSITCS €XETrOoJIHble (PEeCTUBAIM, MOCBSIICH-
HbIC HAPOJHOMY TBOPYECTBY, YHUBEPCHUTETCKHUE KOHKYPChHI UYTEHUS IPO3bI
BCIIYX, BEIIAHWE JIUTEpATypHOro paauo croyumibl Poccunm «Pagmo Kuwura»,
npoBenenue «l'oma xynbryps» (2014), «I'oma muteparyps» (2015), miaHbl
nposeaeHuss B Poccum B 2020 r. MexxayHapogHOrO KOHTpecca IETCKOU U
FOHOIIECKOM KHUTH. CylIeCTBYET IUPOKUHN CIIEKTP TEMATUKU MEPOIPHUITUN,
KOTOPBIE MOCBSIIICHBI O0CYXJEHUSIM, BBICTYILJICHUSIM U IPyTUM (hopMam mpe-
3€HTALMU TOW WUJIM WHOM KHUTH, [IUKJIAa KHUT WA TBOPUYECTBY nucarend. B ux
yuciae 0co00€ MECTO MPUHAMICKUT aBTOpPaM, Yb€ TBOPUYECTBO SIBISETCS
y3HaBa€MbIM U JIIOOMMBIM MPAKTUYECKU BO BceM mupe. K ux unciy npuHai-
aexut Y. lllekcrimp, 3HaKOMCTBO € TBOPYECTBOM KOTOPOTO HAIPABJIEHO HA
MOBBIIICHUE HE TOJIBKO PEYEBOM, YHATATEIBCKOM KYJIBTYPBI, HO U XYyJOXKE-
CTBEHHO-3CTETUUYECKOTIO0 pa3BUTHS B 1IEJIOM. B mepByro oudepenpb 3TO OTHO-
CUTCS K €TO COHETaM.

Maria A. Chukreeva
(BSPU named after M. Akmulla, Ufa)
Shakespeare’s Heritage as Means of Improving Culture of Reading
in Senior Secondary School

Many cultural and education institutions are actively engaged in cultur-
al development of different categories of citizens. This is a paramount neces-
sity for secondary school students. The main vehicle for implementing this is
the book. The forms of presentation of the book as a cultural phenomenon are
annual festivals devoted to folk art, university-level competitions of reading
prose aloud, Radio Book broadcasts at the Radio of Russia, Year of Culture
(2014), Year of Literature (2015), and the International Congress of chil-
dren’s and youth’s books, which is to take place in Russia in 2020. There is a
wide range of thematic events devoted to discussions and presentations of a
particular book, series of books, and a single author’s works. Among them,
we specifically honor authors whose work is recognized and loved all around
the world. One of them is definitely W. Shakespeare. Bringing his works to
new readers does not merely improve their speech and reading culture, but
also assists their aesthetic development in general. This applies to his son-
nets, too.
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HIEKCIIUP B MY3bIKE

T. B. boposukxosa
(AL Ne 5, Tomununo),
A. B. Kanawnuxkoe
(HUY BIILID, Mocksa)
Illexkcnup B CKAHAMHABCKOM MY3bIKe

[Ilexcnimpa mpusnekana uctopusa Cxkanauuasuu. TBopuectBo [llekcnn-
pa MpHUBJIEKAIO UHTEPEC KOMNO3UTOPOB CKaHINHABUU, KaK U APYTUX PETHO-
HOB EBpomnbl. CkaHIMHABCKas KJIACCHUYECKas MY3blKa MEHEE W3BECTHA II0
CPaBHEHUIO UTAIbSHCKON, HEMEIKOW WK pycckod. HeoOXoauMo OTMETUTS,
YTO MY3bIKAJIbHAS TPAAULIHS IIEKCIUPOBCKUX MPOoU3BeneHN B CKaHAMHABUH
He OoraTas, HO 3TO 00CTOSTEILCTBO HE JHOJDKHO OBITH ITOBOJIOM K UTHOPHUPO-
BaHUIO TBOpuecTBa [llekcnrpa B CKaHIMHABCKOU MY3bIKE.

B nokinane OynyT mpeacTaBlieHbl OCHOBHBIE MYy3bIKaJIbHbIE POU3BE/IC-
HUsA, co3nanubie B [lIBenuu, HopBerun n Jlanun Ha OCHOBE MPOU3BEICHUM
[Ilexcniupa ¥ BKpaTIe pacCKa3aHO O KOMIIO3UTOPAX, PACIPOCTPAHUBIIUX Ye-
pe3 MY3BIKY CIOXETHI IIEKCIIUPOBCKUX Mpou3BeAeHui. Hanbonee n3BecTHhIM
kommo3utop HopBerun u, Bo3mMoxHo, Bceld CkaHauHaBuM, Jaapi ['pur o00-
pamancsa k TtBopuectBy lllekcnupa dparmentapHo. M3BectHa «llecHs cro-
poxa», co3nanHas ['purom Ha croxkeT ¢pparmenta uz «Makobera». ['pur, 0e3-
YCJIOBHO, 3HaJN npousBeaeHus lllekcnupa u neHun ux, 4To 3aMETHO U B TOM,
yT0 YalKOBCKUM MOCBATUI MY3bIKY K Tpareauu «I'amimer» ['pury. Crmenyer
OTMETUTh, 4TO mbeca ['pura «llak» omyc 71 Ne 3 u3 «Jlupruueckux mbec»,
VMHOTJIa CUHTAIONIASICS OCHOBAHHAs Ha CrokeTe «CHa B JIETHIOKO HOYb», HE
OTHOCHUTCS K mepcoHaxy komenuu lllexkcnupa, a mocBsiieHa CKaHIUHABCKO-
MY JIECHOMY IYyXY.

Cpenn KOMIO3UTOPOB, COUMHABIIMX MY3bIKY Ha croxersl Lllekcrmpa,
HEOOXOJMMO OTMETHUTh Jarckoro kommosuTopa Knayca Illamns G6amer «Po-
Meo u JDxynberra» (1811). IIIBenust mpeacTaBiieHa COYMHEHHUSIMM IEPBOM
nonoBuHbl XX Beka Kypra Atrepbepra — croutoit «Antonuit u Kneonar-
pa» (1926) u Hécte HroctpéM My3bIkoii k mbece «Byps» (1938). Bpemst co-
31aHUs IPOU3BEJACHUIN YKA3bIBAET HA JOCTATOYHO MO3JAHUN MEPUO] IO CPaB-
HEHUIO C MHTEpecoM K crokeram lllekcnupa cpenr KOMIO3UTOPOB APYTHX
pernoHoB EBpomnbl.
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Tatiana V. Borovikova
(Children’s School of Arts No. 5, Tomilino),
Alexander V. Kalashnikov
(NRU HSE, Moscow)
Shakespeare in Scandinavian Music

Shakespeare was interested in the history of Scandinavia. Reciprocally,
Shakespeare’s works later attracted major Scandinavian composers. Scandi-
navian classical music is less well-known than that of Italy, Germany, or
Russia. The musical tradition of Shakespeare’s works in Scandinavia is not
rich, but this circumstance should not be an obstacle to ignore Shakespeare’s
influence on Scandinavian music.

The paper looks at the major musical works created in Sweden, Nor-
way and Denmark on the basis of Shakespeare’s texts, and outlines the activi-
ty of the composers spreading Shakespeare’s works through their music. The
most famous Norwegian composer Edvard Grieg addressed Shakespeare’s
works rarely. Probably one piece of his music may be associated with Shake-
speare — the Watchman’s Song composed by Grieg and influenced by Mac-
beth. Grieg knew Shakespeare’s works and highly appreciated them. Interest-
ingly, Tchaikovsky devoted his music inspired by Hamlet to Grieg. In turn,
Grieg’s piece Puck (opus 71 No. 3) from Lyrical Pieces sometimes seen as
based on the plot of A Midsummer Night’s Dream, does not relate to the
Shakespearean character as such, being devoted to the forest creature of
Scandinavian folklore.

Among the composers who created music to the plots of Shakespeare,
one may note Claus Schall with his ballet Romeo and Juliet (1811). Sweden
entered the process with the music of early 20th century composer Kurt At-
terberg — the suite Antoine et Cléopatre (1926) and Gosta Nystroem — the
music to the Tempest (1938). The time of the compositions points to a much
later period compared to the interest to Shakespeare’s works among the com-
posers of other European regions.

M. . Kykaunckas
(KMTH um. I'. 11. Buwnesckoti, Mockea)
Tpu «Oremno»: A:x. Bepau, A. bouro, Y. lllekcnup

Onepa ABIACTCA CHMHTCTHYCCKHUM KAaHPOM, B KOTOPOM O6’beI[I/IH5HOTCH

MY3bIKaJIbHBIM, JIMTEPATYPHBIA U TEATPAIbHBIN TEKCTOBBIE psAAbl. HacTo 3TH
psABI HE COBIIAHAIOT.
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B omnepe [x. Bepau nerxko oOHapyxkuTh TpEX «pa3Hbix» OTemio.
«IlepBbrii» OTemno — MEKCHUPOBCKU. OH MOXET OBbITh, COIVIACHO MYIII-
KUHCKOW KOHIIENIMHU, KHE PEBHUB, a JoBepuuB». B n006BU Jl€3/1eMOHbBI OH HE
COMHEBAeTCs BIUIOTH A0 3-i crieHbI ||l akTa m TOJIBKO BO BTOpOI MOJOBHUHE
Tpareauu ero Mup pymurtcs. [IpucyrcrByeT nu Takot OTemio B My3blKajb-
HOM psiJie ONEPhl WJIM OCTAa€TCS TOJIbKO TJIaBHBIM TepcoHaxeM (alyibi?
Ornepa nuiercs Ha TEKCT JUOPETTO, a TEPOEM MbEChl U JUOPETTO JBHXKYT
NPUHIUIUAIFHO OTJIMYAIOIIMECs] MOTUBBI, UTO TMO3BOJSIET HAM TOBOPUTH O
«BTOpOM» OTEILIO.

I'epoit A. bOWUTO KUBET TPYAHOM JKU3HBIO BOMHA W M3HAYaJIbHO HAXO-
TUTCS «1oj JJaMOKIOBBIM MEUOM» ypHBIX NpeauyBcTBuil. Ero OTemno mbl-
TaeTcss 00pecTH MOKOM B J00BU K [[e371eMoHe, HO cO JHS Ha JEHb OXKHUIAeT
KPYLIEHUS UIWUIMK. BOMTO Crymaer Kpacku U Moa4EPKUBACT MPAUYHbIE CTO-
poHbI apambl. Bee coObiTust adyinbl npenenbHo cxathl, | akT [llexkcnupa c
NpeKpacHbM MOHOJOTOM OTesio BbIOpolieH. ['1aBHOE JEUCTBYIOIIEE IO
— SIro, HanbOoJiee TMHAMHUYHbBIE U BHIPA3UTEIBHBIE CIIEHBI B JIMOPETTO CBA3a-
Hbl IMEHHO ¢ HUM. Ho nmaxke mpurom, yrto Otemno bolTo M3HavambHO BOC-
MPUHUMAET JEUCTBUTEILHOCTD TOPa3/io JpaMaTUYHEE CBOETO JIUTEPATYPHOTO
cobpara, eMy JajeKo /10 CMSTEHHOW AYIIU reposi My3bIKAJIbHOTO psJia Ofie-
pBL

Marepuan «rperbero» OTemnno npeaeabHO KOHTPACTEH U MOXKET PE3KO
MEHSITBCS HECKOJIbKO pa3 Ha MPOTSKEHUHM OJHOTO 3Mu30/a. My3bIKallbHOE
BpeMsl BCTYIMAET B KOH(MIUKT C XyJ0KECTBEHHBIM BPEMEHEM JpaMbl, CTAHO-
BUTCSl Pa30pPBAHHBIM, HEIMHEWHBIM, CHayajga Omepexas U <«IOJATAIKUBAs»
CIOJKET, a 3aT€M OLIEJIOMIISIi BHE3AIMHBIMU OCTAaHOBKAMU. JIormka KOMIO3H-
TOpa CTAHOBUTCS MOHATHOU ToJIbKO B apuu Otemto B Il akre, korna crpemu-
TEJbHO MYAaBIlIEECS /10 ATOTO 3MHU30J/la BpeMsl B KYyJIbMHUHAIIUU JICHCTBUS
BIPYT OCTaHaBIWBaeTcsA. BMmecTo oxmmaemMoro MoHojora ¢ momHbM forte
TEHOPA, MBI CJBIIIUM OECCUIBHBIA MOIYMIENOT, MPAKTUYECKH HA OJHOM
ToHe. [lepen HamMu aOCOMIOTHO M3MYUYEHHBIA M OMYCTOIIEHHBIN YenoBek. Tak
KOH(JIMKT «Ha MOYBE HECOBIMaJIeHUsI BpeMeHu» B «Otemio» J[xk. Bepau cra-
HOBUTCSI MOIIHEWUIIINM CPEJICTBOM BBIPA3UTEILHOCTA M HCTOYHUKOM IO/I-
JIMHHOM JpaMBbl.

Marina Ya. Kuklinskaya
(G. P. Vishnevskaya CMTA, Moscow)
Three Othellos: G. Verdi, A. Boito, W. Shakespeare

The opera is a synthetic genre where the musical, literary and theatrical
text sequences join together. Often these three do not coincide.
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In the opera by G. Verdi, we easily find three “different Othellos’. The
first is W. Shakespeare’s Othello. He may be, according to Pushkin’s inter-
pretation, “not jealous, but trustful.” He does not doubt Desdemona’s love
until the third scene of the third act, and it is only in the second half of the
tragedy that his world collapses. Is there such an Othello in the musical score
of the opera, or is he just the main agent in the plot? Operas are composed to
libretto texts, and the motivation of the hero of a play is fundamentally dif-
ferent from that of the libretto have different motives, which allows us to talk
about the ‘second’ Othello.

A. Boito’s hero lives a soldier’s life and initially is “under the Damo-
cles' sword” of sinister forebodings. This Othello tries to find peace in his
love for Desdemona, but from day to day he expects the collapse of his para-
dise. Boito thickens the colors and emphasizes the dark sides of the drama.
All the plot events are extremely compressed, and the whole of Shake-
speare’s Act | with Othello’s beautiful monologue is omitted. The main char-
acter is lago, as the most dynamic and expressive scenes in the libretto are
associated with him. But even though Boito’s Othello initially perceives real-
ity much more dramatically than his literary prototype, the latter’s soul is ini-
tially far more troubled than that of the hero of the opera’s musical score.

The “third” Othello is built on contrasts and changes dramatically, even
within a single episode. The musical tempo comes into conflict with the dra-
ma’s chronotope, becomes interrupted, nonlinear, at first accelerating and
pushing the plot ahead, and then introducing unexpected stops. The compos-
er’s logic becomes clear only in Othello’s air in Act Ill, when the time, rush-
ing previously to this episode, suddenly stops at the grand climax. Instead of
the expected monologue with its powerful forte of the tenor performer, we
hear a powerless half-whisper, almost in monotone. We see an absolutely ex-
hausted and devastated man. Thus, the conflict due to non-linearity of time
and tempo in G. Verdi’s opera becomes a powerful expressive means and an
engine of genuine drama.

O. B. Huxugoposa
(III'K um. A. K. I'nazynosa, [lempo3zagoock)
Yeprsl noctmogepHusma B «Ilecusix Apuwdiasa» /. H. CmupnoBa

Bokanenbii nukn JImutpus HukonaeBnua CmupnHoBa «llecHn Apuns-
as» (Ariel’s Songs) Obm1 co3man B 1993 1. u BIepBBIC HCIOJIHEH B IICPKBU
Kuinckoro ynuBepcutera (rpadgcrso Cradbdopammp, AHrius), rjae B TO Bpe-
Mg paboTan koMmno3uTop. LUk Hanucan aJig ronoca, 4eTbipex OJNOoK-(IIeuT,
KJIAaBECMHA U BUOJIOHYEIIM, COCTOUT U3 YETHIPEX HOMEPOB, B KOTOPBIX MOCIIE-
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JIOBATEJIbHO MCIOJIHSIOTCS BCE MECHU APUAJIS U3 IMIEKCIUPOBCKOW MbECHI
«bypsi».

OO0parnieHue K MOJUCTUIUCTUKE, CMENIEHUE YJIUTAPHOTO U MACCOBOTO,
TeaTpaau3alus UCIOJHUTEIbCKOTO Mpollecca MO3BOJSIOT OTHECTH MPOU3BE-
JIEHUE K TOCTMOAEpHU3My. [[uamor KynbTyp peanu3yercsi Ha ypOBHE WH-
CTPYMEHTAJIBLHOIO COCTaBa (TeMOpOBasi ajUIO3Usl HAa paHHEOAPOUHBIN aH-
[JIMACKUI KOHCOPT), MO3TUYECKOTO TEKCTa (MCMHOJIb30BaHA OpUTHHAIbHAS
opdorpadust neporo (Hoano), My3bIKAIBHOTO MaTepuana (IIMTUPYETCs Tec-
HS KOMIIO3MTOpa IIEeKCIUpOBCKoro tearpa Pobepra J[xoHcoHa). Kommo3u-
Top ucnoibs3yet necuro “Where the Bee Sucks, There Suck 1” mo c6opHuky
Jlxona Bunbscona “Cheerful Ayres and Ballads” (1659). B3aumopeiictBre
[UTAThl U KOHTEKCTA HEUTPAJIbHO, MTOCKOJIbKY UMEIOT Y3KUI CHEKTP BHETEK-
CTOBBIX cBsized. lIpu mpociylimBaHUM COEJUHEHHE MY3BIKM KOMIIO3UTOpPA
Enu3aBeTHHCKOW BMOXH, ¢ MPUCYIIEH € MOJAIbHOM TOHAJIBHOCTBIO, U CO-
BPEMEHHON XpPOMAaTUKHU HE BBI3BIBAET OLIYIIECHUS CTHJIEBOTO KOH(IMKTA W3-
3a 3BYKOM300pa3UTEIbHOCTH KOHTPAIMYHKTOB U XapaKTEpHOW JJIsi KOHCOPT-
HBIX aHPOB OOIIHOCTA TeMaTu3Ma 4vacTed. B Menonuke Kaxjaod yactu
KJIFOYEBYIO POJIb UTPAIOT (PUTrypa KpecTa, TBEHAAIATUCTYIIEHOBOCTh, HEOMO-
JaTbHOCTh, COHOpPHMKA W 3BYKOM300pa3uTebHOCTh. COBPEMEHHBIA MY3bI-
KAJIbHBIN SI3bIK, HE BCErJla MPOCTOM JJI BOCHPUSITHUSA, COCTUHSIETCS C BYJIb-
rapHO-KUTUYEBBIM «KYKapEKaHbEM» U «TaBKAHbEM» MY3BIKAHTOB aHCamoOJIs,
n3o0paxxeHrem xpana ['oH3ano u AJIOHCO.

I[To MHeHuro uccienosarenen, «byps» UMeEET 4epThl HALUMOHAIBHOI'O
AHTJIMIICKOTO MY3BIKAJIbHO-CIIEHUYECKOTO KaHpa Macku. B mukie CmupHOBa
ATOT CUHTE3 OTPA3UJICS B MCHOJIb30BAHUU MPUEMOB MHCTPYMEHTAIIBHOTO Te-
aTpa ¥ TPaKTOBKE COJIbHOM MapPTUH.

Olga V. Nikiforova
(A. K. Glazunov PSC, Petrozavodsk)
Features of Postmodernism in Ariel’s Songs by D. N. Smirnov

Dmitry N. Smirnov’s vocal cycle Ariel’s Songs was created in 1993
and first performed in the chapel of the University of Keele (Staffordshire,
UK), where the composer worked at that time. The cycle is written for voice,
four recorders, harpsichord and cello, consists of four numbers, which se-
quentially perform all the songs of Ariel from Shakespeare’s play The
Tempest.

The composers’s resort to polystylistics, interaction between elitism
and pop culture, and theatricalization of the performing process allow us to
classify the piece as postmodernist. The dialogue of cultures is realized at the
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level of instrumental composition (timbre-level allusions to early Baroque
English consort), poetic text (original spelling of the First Folio is used), mu-
sical material (the song of Shakespeare’s theater composer Robert Johnson is
quoted). The composer uses the song Where the Bee Sucks, There Suck |
from the collection of John Wilson’s Cheerful Ayres and Ballads (1659). The
interaction of citation and context is neutral, as they have a narrow range of
extra-text connections. When listening, the combination of the Elizabethan
composer’s music, with its inherent modality, and of modern dissonant sound
does not cause a sense of stylistic conflict due to the sound quality of the
counterpoints and similarity of the themes of each part, which is characteris-
tic of the consort genres. In the melody of each part, the key role is played by
the figure of the cross, chromatic scale, neomodality, sonorism and tone
painting. The modern musical language, not always easy to understand, is
combined with the vulgar “crowing” and “barking” of the ensemble musi-
cians, and imitation of snoring Gonzalo and Alonso.

According to researchers, The Tempest has the features of the national
English musical and stage genre — the masque. In Smirnov’s cycle, this syn-
thesis was reflected in the use of actionism and interpretation of the solo part.

E. M. Tapaxanosa
(I'MU, Mocksa)
AcadbeB uurtaer I'epsunyca

My3sbika u My3bikoBeieHuEe XIX—XX BB. HAXOAWJINCh B 3HAYUTEIbHOU
Mepe noa BiusiHueM lllexcniupa — ero o0pa3oB, CIOKETOB, MIPUHIUIIOB JIpa-
MATyprum. JTO KAaCAeTCs HE TOJBKO 3HAYUTENBHBIX MPOWU3BEACHUN, MPEIHA-
3HAQYEHHBIX JJIsI OMEPHOM, OAJIETHON M KOHIIEPTHOM CIEHBI, IPSMO ONHUPAO-
MXcsl Ha mekcnupoBckue TekcTol (bepnuosa, Jlucra, YaitkoBckoro, Bepau,
[Ipoxodrena, bnaxepa, Paitmana u Muorux apyrux). Ho Takxke siBneHuil, Ha
NEPBbIA B3I, Jal€KUX OT TBOpeHWi crpardopiackoro renus. «lllexcrnu-
POBCKOE» BHUJIEJIOCH, Hanpumep, B omnepe «J/{on XKXyan» Mouapra, B TBOpUe-
ctBe berxoBeHa, B «bopuce ['ogyHose» Ilymknna — Mycoprckoro.

N3BecTHO, uTO co3maBas Tpareauto «bopuc ['ogyHoB», Ilymkun onu-
pasica Ha lllexkcniupa. B onepe MycCOpPIrcKoro «IekKCrupoBCKOE» HA4Yajo Bbl-
SIBJISIETCS, BO3MOXHO, Aaxke Oojee penbedHO U ykpynHeHo. Y IlymkuHa u
Mycoprckoro BOIUIOINIEH 00pa3 MUpa B €r0 HENPUMHUPUMBIX, TUATEKTUYECKH
B3aMMOCBSI3aHHBIX MPOTUBOPEUHSX, B KOHTpACTaX TPArMYECKOr0 U KOMHYE-
ckoro. [IcuxoJIornuecKkn TOCTOBEPHOE MOTPYKEHUE BO BHYTPEHHUN MUp Te-
pOEB, X CTPACTH, OJIArOPOAHBIE U HU3MEHHBIE TOOYKJICHUS, a TAKKE KPOKO-
Basi» 4epeaa COOBITUIN BBI3BIBAIOT aBTOPCKOE, 3PUTEIIBCKOE, CIYyNIATEIhCKOE
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CONEPEKUBAHUE, COCTPAJIAHUE )KEPTBAM CBEPIIMBIINXCS U BOBMOXKHBIX B OY-
TyIIeM 3JI0AesHUM (BIUIOTh JO COCTPaJIaHMs «IPEeCTymHOMY 1apio» bopucy,
KOTOPOE BBIPAXKEHO B T€HUAIILHOU MY3bike MyCOpPIrcKoro).

Knaccuk oTeuecTBEHHOTO My3bIKOBEACHUS, bopuc BragumupoBud
AcadbeB HeOTHOKpaTHO obOpataics k onepe «bopuc I'ogyHoB» Mycoprcko-
ro. Ero nocnennsisi pabora «“bopuc ['ogyHoB” Mycoprckoro kak My3bIKajib-
HbIl crnektakib W3 IlymikuHa. (3ameTku)» Obula OMyOJIMKOBaHA JIMIb B
1954 r., mocMepTHO, B TPETheM TOME M30paHHBIX TpyaoB AcadneBa. (M3ma-
HUE OBUIO OCYIIECTBJICHO BIEPBbIE HA OCHOBAaHWU BEPCTKHU, MPEAHA3HAUCH-
HOU Uil «YUYEHBIX 3anmrucOK MOCKOBCKOM TOCYJIapCTBEHHOM KOHCEPBATO-
pUn», KOTOPBIE MPEAINOJaraiuch K u3nanuo B 1949 r., u nepBoro BapuaHnra
aBTOPCKOM pykomucu). ['oToBsick k 3TOM pabote, AcadbeB IepeUUTHIBAI
Tpya ['epBunyca o lllekcrinpe. OH unTan BHUMATENBHO, JeJIasi KapaHJalllHbIC
noMeTKu Ha nosisix. HeGoubias mojgocka Oymaru, Ciiy>KUBIIasi €My 3aKiaj-
KOM, coxpaHuia (pparMeHThl pa3MbllLIeHUH AcadbeBa, BO3HUKABIIMX BO
BpeMsi uTeHHsl. Mbl Kak Obl MPUHUKAEM B JIaDOPATOPUIO MY3bIKOBE/IA, 3aCTaB
€ro B MOMEHTBI TBOPYECKOT'O MOUCKA. ITHU JParolieHHble MOMEHTHI (PUKCH-
PYIOT TOHKOE€ B3aUMOJIECTBUE TBOPUOB pa3HbIX 3m0x — lllexkcnupa, [lym-
kuHa, Mycoprckoro; 'epBunyca u AcadbeBa, HO TaKXKe OTpPaKalOT KapTUHY
Mupa cepeauHbl XX BeKa, BIUIOTh /10 KOCBEHHBIX MEPEKIUYEK C PeausiMU
TOTJIAIITHEW POCCUMCKOM KU3HU.

Ekaterina M. Tarakanova
(SIAS, Moscow)
Boris Asafyev Reading Gervinus

Music and musical literature of the 19th and 20th c. were noticeably in-
fluenced by Shakespeare: his images, plots and dramatic techniques. This
does not only concern first-rate music for concert, opera and ballet directly
addressing Shakespeare’s texts (Berlioz, Liszt, Tchaikovsky, Verdi, Blacher,
Reimann, et al.), but also works that are not immediately linked to the genius
from Stratford. ‘shakespearean’ traces can be definitely found in Mozart’s
Don Giovanni, in Beethoven’s works, and in Mussorgsky’s opera Boris Go-
dunov, composed to Pushkin’s text.

Alexander Pushkin is known to have relied on Shakespeare when writ-
ing his tragedy Boris Godunov. Modest Mussorgsky’s opera based on the text
further adds to the ‘shakespearean’ sense of grandeur. Both Pushkin and
Mussorgsky create settings that reflect contradictions and dialectic interde-
pendencies in the world, juxtaposing tragedy and comedy. The psychological
insights into the characters, depiction of their passions, noble and mean mo-
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tives, and the hand of fate triggering even sequences involve the authors, as
well as readers and spectators in empathy with the victims and foreseeing
their coming sufferings (there is definitely a touch of compassion toward the
criminal Tsar Boris in Mussorgsky’s fantastic music).

As a Russian historian of music, Boris Asafyev turned to Mussorgsky’s
opera more than once. His last article, Mussorgsky’s Boris Godunov as a Mu-
sical Performance Based on Pushkin (Notes) was published posthumously in
1954 (Vol. 3 of Asafyev’s Selected Works; the publication was based on page
proofs for Bulletin of Moscow State Conservatoire and an earlier MS). Writ-
ing this paper, Asafyev reread G. G. Gervinus’s book about Shakespeare’s.
He read it very attentively, making marginalia in pencil. A strip of paper that
served as a bookmark preserves some of Asafyev’s observation while read-
ing. It enables us to enter the musicologist’s workshop and catch glimpses of
his creative search. And then it becomes clear how writers from different
epochs interact: Shakespeare, Pushkin, Mussorgsky, Gervinus and Asafyev.
The latter’s paper also contains facts about mid-20th century Russia, showing
indirect parallels with the epochs that Asafyev researched.

b. H. I'aiioun
(Mocl'V, Mocxksa)
TBopuectBo VY. lllekcninpa B pycCKOM pOK-MY3bIKe:
HAIMOHAJBLHOE H IJ106AIbHOE

B noxiane paccmarpusaercs BiausiHue Y. lllekcniupa Ha pyCCKYy0 pOK-
nod3ut0 1980-2010-x rr. AHAIM3UPYIOTCS MMPUMEPHI UCIIOIB30BAHMS IIEKC-
MUPOBCKUX aJUIIO3UM, UTAT, 00pa3oB W T. 1. B TBopuectBe b. b. ['peden-
nmkoBa, M. B. (Maiik) Haymenko, B. P. Ilos, 1O. FO. llleBuyka u ap. Tek-
CThl TECEH OTEUECTBEHHBIX POK-UCIOIHUTEIEH XOpOIIO JEMOHCTPUPYIOT,
YTO MIEKCIUPOBCKOE HACJIEANE JOBOJIBHO YaCTO MOKET BXOJUThH B TE€3AYPYCHI
HOBBIX TMOKOJIEHUW MOCPEICTBOM OPUTHMHAIBHBIX MPOU3BEICHUN COBPEMEH-
HBIX 1MOATOB. [lepeuncnaoTcs OCHOBHBIE TEHICHIIMU, XapaKTepHbIE ISl U3Y-
YEHHBIX NPUMEPOB: MAPOAUPOBAHUE IEKCIUPOBCKUX 00Pa30B [JIsi CO3/IaHUS
TparukoMu4eckoro 3¢@exra, UCMOIb30BaHUE IUTAT U MOTUBOB JJIsI IpUIa-
HUS TEKCTY OoJiee riryookoro ¢puinocodckoro cMeicia u T. 1. Takxke 3aTparu-
BAETCSl TEMa HAIlMOHAJILHOTO U IJI00AIbHOTO B pacCcMaTpUBa€MOM KOHTEKCTE:
MOXHO JId TOBOPUTh O KAaKOW-TO JIOKAIbHOW creruduKe amnpornpuamuu
[Ilexcniupa B OTEYECTBEHHOM POK-MY3bIKE UJIU HET?

" JIoK71a/1 TIOATOTOBIEH B pamkax mpoekra «lllekcnup B COBpEMEHHOM PYCCKOW KYJIBTY-
pe: HallMOHAJIBHOE U INI00AJIbHOE», OCYLIECTBIISIEMOro IpH noajaepxke CoseTa 1o rpas-
tam [Ipesuaenra PO (MK-1182.2017.6).
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Boris N. Gaydin
(MosUH, Moscow)
W. Shakespeare’s Creative Works in Russian Rock Music:
The National and Global”

The paper examines the influence of W. Shakespeare on Russian rock
poetry of the 1980s-2010s. | analyze examples of deployment of Shake-
spearean allusions, citations, characters, etc. in lyrics by Boris B. Greben-
shchikov, Mikhail V. (Mike) Naumenko, Viktor R. Tsoi, Yuri Yu. Shevchuk
et al. Texts by Russian rock songwriters demonstrate well that Shakespeare’s
legacy quite often can get into thesauri of new generations through contem-
porary poets’ original works. The main tendencies specific to the studied ex-
amples are: parodying of Shakespeare’s images to have a tragic and comic
effect, usage of citations and motives to add a deep philosophical meaning,
etc. | also touch upon the theme of the national and global in the context: can
we talk of a local specific character of appropriation Shakespeare in Russian
rock music or not?

" The paper was prepared within the framework of the project “Shakespeare in Contem-
porary Russian Culture: The National and Global” with support from the Council for
Grants of the President of Russian Federation (MK-1182.2017.6).
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PYCCKHUM INEKCIIUP

A. A. Tesawes
(MI'Y, Mocxesa)
K npo0JsiemMe mekcnupoBCKOro TeKCTa
B komeauu A. C. I'puboenosa «I'ope oT yma»

[IlekciupoBCckue cBsA3M KoMeauu «l'ope OoT yma» He pa3 NPUBJICKAIU
BHUMAaHUE HccieaoBareneil. Ee aBTop He TOJNBKO pa3fessyl OCHOBHBIE MTPUH-
LAl TBOPYECTBA AHTJIMHMCKOTO ApaMarypra, HO U MPpOMaraHgupoBall UX cpe-
1 MOJIOJIBIX cOOpaTheB Mo mnepy. llekcnupoBckre NpUEMbl 1 PEMUHUCIICH-
I[MH, B YaCTHOCTHU U3 Tpareauu «['ammner», 1 oOHapy>KuBaroTcsi B OPUS mMag-
num I'puboenosa. MccnenoBarenn HEOJHOKPATHO 00CYX AaJIM BOIIPOC O raM-
netuzme Yaikoro. Hamra paboTa nocBsilieHa paHee HE U3YYEHHBIM IIEKCIU-
POBCKUM MApAJUICIISIM MEXAY BTOPOCTENEHHBIMU IepcoHaxkamu «l'ope ot
yMa» U «I'amiera».

[IpyuurHBl OTpaXeHusl MIEKCIUPOBCKOro TekcTa y I'puboenoBa mMoTu-
BUPYIOTCSI KAK MHTEPECOM aBTOpPA K E€BPOMEHCKOM TeaTpajbHO-IpamMaTHye-
CKOM KYJIbTYpE€, TaK U BO3JCHCTBUEM POMAHTHUUYECKOM JATEpaTyphl. OTHAKO
MEXAaHU3M YCBOCHMS HMIEKCIUPOBCKOTO TEKCTA Y PYCCKOr0 ApamMarypra ocra-
€TCsl HeM3y4YEHHBIM. DTa po0JieMa TaK»Ke CTABUTCA B HAIIIEM KCCIIEIOBAHUMU.

Tak, Hanmpumep, O3pUK, NOSABIISIIOIIMICA BO BTOPOU CLEHE MATOTO AKTA
«["amnera», ¢ IEPBBIX )K€ PEILUIMK PACKPBIBAET CBOM XapaKTEP: B AMU30JIE CO
HUISITON OCOOEHHO SIPKO MOKa3aHa 3aBUCHUMOCTh MPUJIBOPHOTO OT MHEHUS
rocnoj. 3aypsaHblii TPUIABOPHBIN, MNOJAJEpKUBAOMNN KOMWIb(Po, O3puk
0o0peUeH Ha yTpaTy CaMOCTOSITEIbHOCTH U PETPAHCIAIMNIO YY>KUX CJOB. ['pu-
00€I0BCKUM OTPAKEHHEM ITOTO MEPCOHAXkA BUJIUTCS HE TOJIbKO PeneTuios,
MOBTOPSIONINHN UyKHW€ MHEHUS, HO U MoJ4aliuH, KOTOPbIi 0€3MOJIBHO MOKO-
pSAETCs BOJIE KaXKJI0T0 BIUATEIBHOTO yenoBeka. TakuM oOpazom popmupyer-
Csl CIIOKHAsI CUCTEMa CBSI3€HM MEXIy IepcoHaxamu «['ops or yma» u «l am-
JeTax.

CoznaBas cBoux repoes, I'puboenos u Illekcniup HaaensOT Ux 00IIe-
YyeJIoBeYEeCKUMHU KauecTBaMu. OJHAKO TO, KakKMM OOpa3oM YHHUBEpCAIUU
KYJbTYphI IIEPECEKAIOTCS B 00pa3ax MepCOHAXEH, CBUIETENILCTBYET O TECHOU
CBs3M Mexay HuMu. He moBTOpsAst OyKBaJbHO HIEKCIMUPOBCKUN MPOTOTHII,
PenetunoB ['puboenoBa npojoibKaeT Tpaaullui Kak 3araIHOCBPOIEICKOro,
Tak U pycckoro tearpa. I'pudoenos B «I'ope ot yma», u lllexcnup B «["amme-
TE» BBOJSAT TaKUX repoeB, kak PenetunoB u O3puk, Ajisl TOro, 4YTOObI BBECTH
B MbECY «BEUHBIN» 00pa3 00ATyHa, KOTOPBII MOMOTaeT pacKpbIBaTh XapaKTe-
PBI CBOMX IEHTPAIBHBIX EPCOHAKEM.
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Artyom A. Tevyashev
(MSU, Moscow)
On the Problem of Shakespearean Text
in Alexander Griboyedov’s Comedy Woe from Wit

The Shakespearean connections in the comedy Woe from Wit have re-
peatedly attracted scholars’ attention. Its author not only shared the general
principles of the English dramatist, but also spread them among his younger
fellow writers. Shakespeare’s poetic devices and allusions, particularly to the
tragedy of Hamlet, occur in Griboyedov’s opus magnum. Many researchers
have discussed the problem of Chatsky’s Hamletism. Our study is devoted to
the unresearched Shakespearean parallels between secondary characters in
Woe from Wit and Hamlet.

The causes of Shakespeare’s influence on Griboyedov are determined
both by the writer’s keen interest in European theatrical and dramatic culture
and the impact of Romantic literature. However, the mechanism of assimilat-
ing Shakespeare’s text by the Russian playwright still requires explication.
This problem is also put to the test in our paper.

For example, Osric entering in Hamlet in 5.2, reveals his nature with
his very first cues: the episode with the hat brilliantly detects his dependence
on his masters’ opinion. An ordinary courtier, who acts and speaks comme il
faut, Osric is doomed to lose his independence and to retranslate other men’s
words. In Griboyedov’s comedy, this character is reflected not only in
Repetilov, who repeats other men’s opinions, but also Molchalin, mutely
obeying the will of any influential person. In such a way, the complicated
system of correspondences between the characters of Woe from Wit and
Hamlet is formed.

Designing his characters, Griboyedov and Shakespeare give them hu-
man qualities. Nevertheless, the way the cultural universals intertwine within
these characters, testifies to a deep connection between them. Without being
a literal copy of the Shakespearean character, Griboyedov’s Repetilov fol-
lows the traditions of Western European and Russian theater. Both Griboy-
edov in Woe from Wit and Shakespeare in Hamlet introduce Repetilov and
Osric into their plays as versions of the “eternal” character of a chatterer,
which helps reveal their natures.
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A. M. Benvrosuu
(MI'Y, Mocxesa)
Illexcnuposckue napasuieau B apame A. H. Ocrposckoro «I'po3a»

A. H. OcTtpoBCcKkui, KaKk M3BECTHO, BBICOKO LeHUI TBOpuecTBO Illekc-
nyMpa M HE pa3 oOpalalicss K ero mpousBeneHusM. HeciywaiiHo Bmocien-
CTBUM KPUTHKH HA30BYT PYCCKOTO Apamarypra «kyrnedeckuMm lllexcnmpom»
U BCEpbe3 OyAyT CPAaBHUBATH €r0 C AHTJIMMUCKUM TPAruKOM.

OnmHo u3 cambIx u3BeCTHBIX mpousBeneHur A. H. OctpoBckoro —
npama «['po3a», kotopas Obuta Hanucana B 1859 r. [IpumepHo B 3TO ke Bpe-
Mt OcTpoBckuil 3anuMalicsi nepeBogamu lllekcriupa m ynranm MHOTHE €rO
MPOM3BENICHNUS, B TOM YHCIIE U U3BECTHYIO Tpareauto «Pomeo n Jxynberra»,
PacCKa3bIBAIOINIYI0 O POKOBOM JIFOOBU FOHOIIW U JIEBYIIKUA U3 JIBYX BPaXmy-
IOIUX POJOB. ITO OOCTOSATEIBLCTBO CTAIO OOBEKTUBHOM MPUUMHOMN IMOSIBIIE-
HUSl MIEKCIIAPOBCKUX TMapajuiesnied B apame «l'po3a», paCCMOTPEHUIO KOTO-
PBIX TTOCBSIIEH 3TOT JOKJIA].

I'maBubie repounu nwec, Karepuna Kabanosa u Jlxyneerra Kanyner-
TH, — JIBA YJUBUTEIBHBIX )KEHCKUX 00pa3a, CO3JJaHHBIX Pa3HBIMHU aBTOPAMU
B PAa3HOE BpPEMS M BHYTPHU PA3IUYHBIX KYJIBTYp, HO UMEIOIINE MHOYKECTBO
CXOJHBIX 4yepT. MIHTepeceH U COIMalbHBIN MOATEKCT 000MX MPOU3BEICHUH,
BElIb MEXAY reposMu Kak «I'po3sl», Tak U «PoMeo U JKyJIBETTBI» HET CO-
CJIOBHBIX TPaHMUI], ITPETSATCTBUSA, MEIIAOIINAE UX CYACTHIO, OKA3bIBAIOTCS KyAa
CEpbE3HEE — CYNPYKECKasd HEBEPHOCTh U MPEAATEIBCTBO UHTEPECOB CEMbHU.
[ITexcnipoBckue cBsi3U B JpaMe OCTPOBCKOTO MPOCIEKUBAIOTCS U B 00pazax
BTOPOCTEIEHHBIX ITEPCOHAKEM.

O0Ge mbechl O0TYACTU OOBEAUHSIET COIMAIbHOE cojepkanue. OcTpoB-
ckuil u lllexcnup mOpUIIAIOT 3acTapeibie OOIMIECTBEHHBIE YCTOU, HO B OJTHOM
cllyyae — 93TO MHCTUTYT Opaka, npuHsBimiuid B KanmHOBe cpelHEBEKOBO-
dbeonanpHyo Gopmy, a B APYroM — JOJTOBPEMEHHBIE MPEAOCYIUTEIbHbBIC
OTHOIIIEHUS B OOIIECTBE, MOTEPSIBIIEE BCIKYIO aKTYaJIbHOCTD.

JIaHHBIMM TIpUMEpPaMH HE OTPAHUYMBAIOTCS YEPThI CXOJCTBA JIPAMBI
Octposckoro u tpareauu lllekcrimpa. Co3naHHbie B pa3HbIC 3M0XU U B pa3-
HBIX KYyJIbTYpax, OHH, TEM HE MEHEE, MPOBO3IIANIAIOT OJIM3KUE aHTPOIOIIEH-
TPUYECKUE Wbl U IIEHHOCTH M OO0JIMYAIOT OCBSIIEHHBIE ABTOPUTETOM
BpEMEHU OOIIECTBEHHbIE MOPOKU. «I'po3a» u «PoMeo u J>KynbeTra» B KOH-
TEKCTE UCTOPHUU KYJbTYPHI MPEJCTABISIIOTCS CBOCOOPA3HBIMU PEBOJIIOIIUSIMH,
B OYCBUIHOM B3aMMOCBSI3M BBIpAXKasi HOBBIC B3TJIAAbI HA MUP U YCTPOMCTBO
o011lecCTBa, U TECHO MEPEIIETAIOTCS MEXAY cOO0M Onaromapsi CXOJIHbIM MO-
TUBaM M 00pa3am.
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Alina M. Benkovich
(MSU, Moscow)
Shakespearean Parallels
in Alexander Ostrovsky’s Drama The Thunderstorm

Alexander Ostrovsky was known to highly appreciate Shakespeare’s
work and to refer repeatedly to it. It is no coincidence that reviewers would
call the Russian dramatist our Shakespeare for the merchants and earnestly
compare him to the English tragedy writer.

Among Ostrovsky’s most famous works is his drama The Thunder-
storm, written in 1859. Around the same time, Ostrovsky was engaged in
translating Shakespeare and read a few of his other works, including the well-
known tragedy Romeo and Juliet about the fatal love of a young man and a
girl from two families in a feud. This circumstance was an objective reason
for Shakespearean parallels in The Thunderstorm, which are subjected to
analysis in our paper.

The main characters of the plays — Katerina Kabanova and Juliet Cap-
ulet — are two amazing females depicted by different authors in different
times and within different environments, yet sharing many similar features.
The social implications of both works also seem interesting, as there are no
class boundaries between the characters of The Thunderstorm and Romeo and
Juliet, for the obstacles hindering their happiness are much more serious, i.e.
adultery and betrayal of family interests. Also, Shakespearean references in
Ostrovsky’s drama can be followed in the portrayal of secondary characters.

Both plays are to some extent alike, as each has a social dimension.
Both Shakespeare and Ostrovsky condemn obsolete social foundations, but in
one case it is a reprehensible lasting family feud that has lost all of its initial
relevance, and in the other it is the institution of marriage, which took a me-
dieval feudal form in the patriarchal Russian town of Kalinov.

The similarities between Ostrovsky’s drama and Shakespeare’s tragedy
are not limited to the above-mentioned examples. Written in different epochs
and in different cultures, these plays nevertheless proclaim close anthropo-
centric ideals and values, and expose public vices consecrated by the authori-
ty of their relevant times. In the context of cultural history, The Romeo and
Juliet and The Thunderstorm seem to be family-scale revolutions, introducing
new views of the world and of social structures, and they are closely inter-
twined due to similar motifs and characters.

~ 88 ~



J. H. ’Kamkun, A. A. Psabosa
(Ilen3l'TY, Ilensa)
Hlexkcnup B TBOpUecTBe Makcumuianana BoJsiomuna

B noxnane ocMbICIMBAIOTCS OCOOEHHOCTU BOCIPHUATHS JUYHOCTU U
Hacienus lllekcnupa B TBOPYECTBE PYCCKOIO IMOATA, MEPEBOAUYMKA, JTUTEPA-
TYPHOTO U XyJ0XkecTBeHHOTo KpuTuka M. A. Bonommuna (1877-1932). Ot-
MedaeTca, u4ro mnpousBeneHusa lllekcnmpa HeEpegko OKa3bIBAKOTCA Yy
M. A. BonomvHa BIIUCAaHHBIMM B KOHTEKCT JIMTEPATYPHOU KU3HU €IIN3ABE-
TUHCKOW 3MOXU — YJIMBUTEIBHOTO BPEMEHH, KOTJa <«JIF00ON aHTJIMYaHUH
MOT OBbI HAIMCATh MOCPEACTBEHHYIO apamy» («CoBpeMEHHBIN (paHIy3CKUi
tearp», 1910). 3HaunTenpHas yacth ynomuHanuii o Illexcnupe B cTathsix u
nucbMax M. A. BonommHa cBsi3aHa ¢ TUTEPATYPHOU U T€AaTPAJIbHOU KU3HBIO
Poccun, Hampumep, xapakrtepusys NymIKUHCKOro «bopuca I'omyHoBa» Kak
«OPOU3BEICHUE MEPEXOAHOr0 mnepuoaa», M. A. BonommH ormeyan B HEM
COYETAaHHE CTPEMIICHUSI K HAPOJHOM MPOCTOTE C «KPOMAHTHUYECKOW JEKJIama-
IUeH 1 pOMaHTUYECKOM e CKIOHHOCTRIO K [llexcrupy» («“Bbopuc I'ogyHoB”
Ha cieHe MockoBckoro XypoxkecTBeHHOro tearpa», 1907). Ilpeacrasnser
uHTepec oTkIuK M. A. BonommuHa Ha myOJIMKalWoO U OCTaHOBKY «Makoe-
Ta» BO (paHIly3cKoM nepeBoge Mopuca MeTepiinHKa, HE TOJBKO COJEpikKa-
U psifi MHTEPECHBIX HAOIOJICHUM, HO M TTOJPOOHO IEepPEIarolInil paccyk-
nenust Merepiunka o0 ymenun lllekcnupa yBUAETh NBUMXKEHHE, apoMmar,
SHEPIrUI0 WM FAPMOHUIO MPU MOMOIIM KIOYTH 3a0BITOM TeHU oOpasa, BIie-
YaTJICHUsI WM OErJoro HacCTPOCHHUS», BOCHPHUATHE KOTOPOH Ipejrojaraet
MHOKECTBO OTTEHKOB, 3aCTaBIIAIOIINX MEPEBOAYMKOB PACKPBIBATHCA IEPE.
yuTaresieM, IpuYeM JIesiaTh 3TO B O0JbIIEH Mepe, yeM 3To jaenai caMm [llekc-
nup («@paniry3ckas qureparypa. <l1>», 1909). lllekcninpoBckoe BIHUsTHUE HA
HOBEMHIIYIO ApamaTypruto He Obuto aiss M. A. BonominHa 01HO3HAYHO IIO-
JIOKUTEIIBHBIM, O Y€M, B YaCTHOCTH, CBUAETEIBbCTBYET €r0 OTKJIMK HA MPEMb-
epy apamel O. Yainbaa «l'epunorunsa [lagyanckas» B nepeBoae B. f. bpro-
coBa Ha cueHe Majyoro tearpa 15 deppans 1912 r.: «...B npame mano Ocka-
pa Yaiinpna. Pyka Mmactepa uyBcTByeTCs TOJbKO B (hurype I'epiora. <...> On
€IUHCTBCHHBIN KUBOW YEJIOBEK CPEAM IIEKCIIUPOBCKUX MApPUOHETOK. <...>
[ITexcnipoBckre MeTagopbl YTOMIISIIOT BHUMAHUE U 3aTSITUBAIOT JACHCTBUEY
(«Mockga. Tearper», 1912). JlaHHOE MHEHHE CYIIIECTBEHHO JUCCOHUPOBAIIO C
MO3UIUSMU JIPYTUX KPUTHUKOB TOTO BPEMEHH, KOTOPbIE JIMOO BOCTOPTAIUCH
MOIIHBIM IIEKCIUPOBCKUM (PYHIAMEHTOM (JIyXOM) B YaWJIbJIOBCKOM MpPOU3-
Benenuu (K. A. KoBanbckuii, M. FOpbeB), 1100 ormMedan OJeIHOCTh U He-
MoiHOoCTh O. Yauipaa Kak ApaMarypra B CPABHEHUU C €r0 MPEAIIeCTBEHHU-
koM Illekcniupom (A. A. Koiipanckuii). [llekcnup B Boctpusituun M. A. Bo-
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JIOIIMHA HEOJHO3HAYEH, MTPOTUBOPEYUB U BMECTE C TEM MACIITA0CH, BEJUK;
OH OJIHOBPEMEHHO M YacTh JHUTEPATypHOrO MNPOILIOro, (urypa yiieamien
AIIOXHU, U HEKOE MEPUJIO BEYHOU LIEHHOCTH, CAMOJOCTATOYHOCTH MONTMHHOTO
HCKYCCTBa.

Dmitry N. Zhatkin, Anna A. Ryabova
(PenzSTU, Penza)
Shakespeare in Maximilian Voloshin’s Creative Work

The paper discusses the perception of Shakespeare’s personality and
heritage in the works of the Russian poet, translator, literature and art critic
M. A. Voloshin (1877-1932). M. A. Voloshin is known to quite often have
written about Shakespeare’s works in the context of literary life of the Eliza-
bethan era — an amazing time when “any Englishman could have written a
mediocre drama” (Modern French Theater, 1910). Quite a few references to
Shakespeare in M. A. Voloshin’s articles and letters also bear on literary and
theatrical life in Russia. For example, while characterizing Pushkin’s Boris
Godunov as “a work of his transition period”, M. A. Voloshin noted a combi-
nation of aspiration to accessibility of its national layer and “Romantic tenor
and, again, a Romanticist’s attraction to Shakespeare” (Boris Godunov Sta-
ged in Moscow Art Theatre, 1907). M. A. Voloshin’s response to the publica-
tion and staging of Maurice Maeterlinck’s French translation of Macbeth is
also of interest. It does not only contain a number of interesting observations,
but also summarizes Maeterlinck’s rationale on Shakespeare’s ability to see
the movement, scent, energy or harmony by means of “an almost forgotten
shadow of an image, impression, or fleeting mood”, perception of which as-
sumes a number of shades, forcing translators to reveal themselves before the
reader, and to do it to a larger extent than it was done by Shakespeare
(French Literature. <II>, 1909). Shakespearean influence on the latest dra-
matic art was not unambiguously positive for M. A. VVoloshin, evidence in his
review O. Wilde’s drama The Duchess of Padua in V. Ya. Bryusov’s transla-
tion on the stage of the Maly Theatre on February 15, 1912: “...there is not
enough Oscar Wilde in this drama. The master’s hand is seen only in the
Duke’s image. <...> He is the only live person among the Shakespearean
puppets <...> Shakespearean metaphors tire the audience and delay the ac-
tion” (Moscow. Theaters, 1912). This opinion significantly discorded with
other critics’ opinions of that time who admired the Shakespearean powerful
base (spirit) in Wilde’s work (K. A. Kovalsky, M. Yuriev) or, on the contra-
ry, noted O. Wilde’s feebleness and helplessness as a playwright in compari-
son with his predecessor Shakespeare (A. A. Koyransky). Shakespeare in VVo-
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loshin’s perception is ambiguous, contradictory, immense and great; he is
both a part of the literary past, a figure of the bygone era, and a certain stand-
ard of eternal value and self-sufficiency of original art.

M. IO. Casenvesa
(L{I'O HAHY, Kues, Yxpauna)
Jle lllecTOB M «IIEeKCNIMPOBCKUI BOMPOCY

JleB IllecToB HE SBISIICS MIEKCOUPOBEAOM B TPAAUIHUOHHOM MOHUMa-
HHUM, OJHAKO ero kuura «lllexkcrimp u ero kputuk bpanmec» — nmaneko He
pAzloBas cpeau MoJo0HbIX ucciaeaoBanuil. Poccuiickuii ¢punocod — oauH u3
HEMHOTHUX, KTO HOCMAasul npobaemy OCHOBAHUSL MBOPYECMEa 8eIUKO20 Opa-
Mamypea u mem CamvlM ONpeoenun Kpumepui NOHUMAHUSL €20 TUYHOCMU 8
yenom. VIHBIMU CITIOBaMH, nONbIMALC 0O0CHO8AMb 83AUMOCEA3b MEeMOO00-
2uu uzyyeHusi icusHu u oeasmenvHocmu lllexcnupa u cmvlcna maxk Hazvieae-
MO20 «UWEKCNUPOBCKO20 8ONpoca»: TMOCIEIHUN OTHajgaeT cam co0oH, ecnu
MPaBUJILHO MCCIIEA0BATh OMorpaduio BeJIUKOro ApamMarypra.

JI. Y. lllecToB cepbE3HO OTHOCHIICS K MPOOJIEME HCTOPUUECKOTO CYIIle-
ctBoBanus lllekcriupa-npamarypra, u €ro, nMo-BUAUMOMY, JOBOJBHO CHUJIBHO
pasapaxana manepa I'. bpanneca aprymeHTUpOBaTh CBOKO TOUKY 3peHus. I1o
MHEHMIO (uiiocoda, mocie YTeHUs KHUTH JATCKOrO0 HMCCIIEeNOBaTeNsl BO3HU-
KalOT HOBBIE BOMIPOCHI, B TO BpeMsl Kak cTapbie octatorcs 0e3 orBera. Ille-
CTOB Toyarai, YTo bpaHec momeén HeBEpHbIM, HO OY€Hb MOMYJISIPHBIM UCTO-
PHUKO-AMIIUPUYECKUM ITYTEM, B3SBIIUCH MO KPYNHUIAM BOCCTAHABIMBATH IO-
BCEAHEBHOCTH *ku3HU lllekcrimpa B Hajekae OTHICKATh MPUYUHBI €0 TCHHU-
anpHOCTH. HO €My He yJanoch HallTH OCHOBAHWE COTVIACOBAHHOCTH TAJIAHTA,
ypoBHsI 00pa3zoBaHHOCTH Illekcnupa U €ro OTHOIIEHUSI K COOCTBEHHOMY
TBOopuecTBYy. [lo MHeHuto IllecToBa, HENMb3st OOBSICHUTH CENU(PUKY WHIUBU-
OyaJIbHOTO XapakTepa OCOOEHHOCTSAMHM CONYTCTBYIOUIUX OOBEKTHUBHBIX 00-
CTOSITEJILCTB, @ UMEHHO 3TO U JieJlajl JATCKUH MbIcauTenb. 100 CKOJIBKO OBl
YKU3HEHHBIX MOJPOOHOCTEN MBI HU 3HAIU, OCTAETCA HE SICHA... CBSI3b MEXKIY
JIpaMaMU €r0 U €ro KU3HbI0, KAKOW OHA MPEACTaBJISETCS HaM MO COXPAHUB-
IIMMCS, BEPHEE, BBIPBAHHBIM W3 MPOIUIOTO YIIOPHBIMU AHTJIMYAHAMU CBEJIC-
HusM. Benp Llexcriup-neyd winm Llekcnup-poCcTOBIIMK HE 3aKIIF0YAETCs HU B
“becruioIHBIX yCUIIUSIX JII0OBH”, HU B “‘BeHenmanckoM kymie”». 1 naxe ot-
JeabHbIE cpepbl TBOPUYECTBA HENB3SI OOBSICHUTH CHEUU(PUKON BIUSHUA JIPY-
rux cdep: «Crpemnenue... noaectu lllexcnupa-nosta nox Illekcnupa-
aKTEpa MOXKET JIMIIb MOBECTH K HEHYKHBIM M JIOXKHBIM fgoraakam». 1, Buau-
MO, C 3TUM MPUXOJUTCS COTJIACUTHCS, OO Omorpadus MOMOJHAETCS, HO 0
CHUX IIOP HE PACKPBITA KKYXHS» IIEKCIIUPOBCKON JpaMaTypruu.
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JIoKnax TOCBALIEH CPaBHUTEIbHOMY aAHAIU3y HAyYHBIX ITO3ULIUHU
I'. bpanmeca u JI. 1. lllectoBa U BBIABICHUIO NPEUMYIIECTB U HEAOCTATKOB
Ka)X 101 METOJ0JIOTUH.

Marina Yu. Savelieva
(CHE NASU, Kyiv, Ukraine)
Lev Shestov and the Shakespeare Authorship Question

Lev Shestov was not a Shakespearean scholar in the traditional sense of
the word. However, his book Shakespeare and His Critic Brandes is far from
being commonplace among the Shakespearian studies. The Russian philoso-
pher was one of the few to bring up the problem of the great playwright’s
creative origins and to establish a criterion for understanding his personality
as a whole. In other words, he tried to substantiate the correlation between
the methodology of biographical research of Shakespeare’s life and work and
the so-called Shakespeare authorship question, suggesting that the proper
study of the playwright’s biography will gradually eliminate many specula-
tions of authorship.

L. I. Shestov seriously took the problem of historical existence of
Shakespeare as a dramatist, and believed that Brandes’ historical and empiri-
cal approach — involving scrupulous reconstruction of Shakespeare’s daily
routine in search of the sources of his genius — was an erroneous, though ra-
ther popular method. Lev Shestov failed to find the grounds of correlation be-
tween Shakespeare’s talent, level of education and attitude towards his own
creativity. According to Shestov, the specificity of individual character can-
not be explained through objective circumstances of one’s milieu, yet that is
exactly what the Danish thinker had attempted. However much we might
know about the life of an individual, there always remains “an unclear...
connection between his plays and his life as it appears in data recovered from
the past, or, to be more precise, snatched out of the abyss, by the English
scholars. It would be vain to seek a Shakespeare-ignoramus or a Shake-
speare-usurer in Love’s Labour’s Lost or in The Merchant of Venice”. One
sphere of creativity may not be explained by the influence of another, how-
ever particular: “An attempt to substitute Shakespeare as a poet with Shake-
speare as an actor can only lead to unnecessary and false conjectures”. This
seems quite true: while the biographical context is constantly broadened, the
“kitchen” of Shakespeare’s dramatic workshop still remains a mystery.

The paper is devoted to a comparative analysis of the scientific posi-
tions of G. Brandes and L. I. Shestov and the identification of the advantages
and disadvantages of each methodology.
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KPYTJIBIMA CTOJI «<INIEKCIIAP M “INEKCITUPHI»

/. A. Hsanos
(MI'Y, Mocksa),
C. /. Paonos
(Vuusepcumemckuii usoamenbckuti KOHCOpyuym,
Canxm-Ilemepoype),
B. C. Maxapos
(IICTT'Y, Mocksa)
«lexkcnup n “HmIeKCHUPBI »: KPYIJIbIA CTOJ
0 TaK Ha3bIBA€MOM CIIOpe 00 ABTOPCTBE MIEKCNMPOBCKUX NMPOU3BeIeHUi
(mo MaTepuajsiaM OTHOMMEHHOM CTAThU B JKypHAaJIe
«HOCTpaHHAs JTUTEpPAaTypa»)

ABTOPBI TIpeJjIaratoT Kak peTPOCHEKTUBY KIIFOUEBBIX COOBITUN U UMEH
B UCTOPUM 3TOM NHUCKYCCHUM, TaK U CPABHUTEIbHBIM aHAIU3 COBPEMEHHOIO
ObITOBaHMSI «aHTUCTpAThOpAUAHCKUX» Teopuid B Poccum u Ha 3amazne. Pac-
CMOTPEHBI MPUYNHBI yracaHUsl U CMEHSIEMOCTH 3TUX TEOpHUH, a Takxke (HheHo-
MEH UX CHelU(PUYECKON MOMyIIPHOCTH B HAIIEH CTpaHe, MOJYYUBIIHUM CBOE
3aKOHOMEPHOE BBIPAKECHHE B HEJABHEW CKaHAalbHOW BbIcTaBKe «lllekc-
nup / Tatina / 400», mporreamieit B 00X CTOJINIIAX.

B pa6orte, Boienuieid B «MIHOCTpaHHOM JIUTEpATypE», aBTOpAMU MEpe-
BEJICHBI U [IUTUPYIOTCS KaK HOBEWINIHME TPYJIbl OPUTAHCKUX U aMEPUKAHCKUX
YYE€HBIX, TaK U Psiji MPUHIUIHAAIBHBIX U3IaHUN MPOIUIBIX JIET, MO pa3inuy-
HbIM TPUYMHAM JI0 HACTOSIIErO JIHS OTCYTCTBOBABIIMX B OTEUYECTBEHHOM
Hay4YHOM 000pOoTe.

[IpenBaputenbHOE 3HAKOMCTBO TOCTEN ¥ YUaCTHUKOB KPYTJIOrO CTOJIA C
tekcTtoM nmyonukanuu B UJI (Ne§, 2018) npuBeTcTBYeTCS 1 00€CHEUUT Kea-
EMYIO COJIEPKATEIbHOCTh AUaora.

O3HaKOMHTBCS CO CTaThe MOXHO 10 ccbutke: https://goo.gl/jNocKK.
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Dmitry A. Ivanov
(MSU, Moscow),
Sergey D. Radlov
(Universities’ Publishing Consortium,
St. Petersburg),
Vladimir S. Makarov
(PSTGU, Moscow)
Shakespeare and ‘shakespeares’:
A Panel Discussion of the So-called Authorship Debate,
Based on the Eponymous Article in Inostrannaya Literatura Magazine

The article we wrote for Inostrannaya Literatura summarizes the histo-
ry of events and names that have entered the debate, together with compara-
tive analysis of anti-Stratfordian theories in Russia and in the West. We list
the causes of rise, extinction and substitution of such theories, and their spe-
cific popularity in Russia, recently confirmed during the scandalous exhibi-
tion Shakespeare / Mystery / 400 in Moscow and St. Petersburg.

The article published in the magazine Inostrannaya Literatura contains
references to new studies of British and American scholars, as well as essen-
tial research works of the past period, which had been overlooked in Russian
studies in the field.

We invite you to participate in the discussion of the article which ap-
peared in Inostrannaya Literatura, Issue 8, 2018 and hope for a fruitful dia-
logue.

The article can be read in full at https://goo.gl/[NocKK.
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HNEKCIIMP U ET'O COBPEMEHHUKMU:
TEKCTbBI U UHTEPIIPETAIIUU XVI-XVIII BB.

E. B. Xanmpun-Xanmypuna
(UMJIU PAH, Mocksa)
AHTponoMop(HbIe Mei3a;Ku B JJUTEpaType
(na matepuajie IamyHaa Crnencepa)

B aHrmickou KyJbType MIEKCIIUPOBCKOIO BPEMEHU, MPOHUKHYTOMU
MBICJIBIO O TIapaJUIeIN3Me MaKpOKOCMa U MHUKPOKOCMa, ObLla MIUPOKO pac-
MpOCTpaHEHa Tak Ha3biBaeMas Tomorpaduyeckas meradopa. [leranu xapro-
rpaguIeCcKUX MOJIEIeH MPOCTPAHCTBA UCTIOIB30BAIUCH JJIsI COCTABICHUS aJl-
Jeropudeckoro moprpera. [Ipudem moptpeTsl opOpPMISITHCH KaK B CEpPhe3-
HOM MeTa(pu3n4eCcKoM, TaK U B KOMHYECKOM Kitoue. VI3BeCTHBIN mpuMep mo-
cinennero — «Komenus ommbok» [llekcniupa, borarasi CIOBECHOU UTPOH, TJ1e
Ha OCHOBE Tomorpaduueckux MeTadop CTPOUTCS «aHTU-OJIA30H»: Iy TOYHBIN
MOPTPET CIIyX)aHKH, KoTopyio Jlpomno Cupaky3ckuili cpaBHUBAeT C TJIO0Y-
coM. Ha Temne 3To# 1eBUITHI SKOOBI MOKHO OTBHICKATh Pa3HBIE CTPAHBI CBETA C
UX Trps3HbIMU TOosIMU U kapkumu myctomamu (111, 2). berroBana B mekcnu-
POBCKYIO 3M0XY M BCTpPEYHAs] TCHACHITNS, TOKE YXOJsIIas KOPHIMHU B He3a-
NaMATHBIC BpEMEHA: yTaIbIBAHNEC YETIOBEUECKUX YEPT B MPUPOTHOM TEH3axKe
U PYKOTBOPHBIX 37aHuAX. OHY U3 CaMbIX 3araJI0OYHBIX 3aPUCOBOK MOI00HO-
ro pojia, HACHIMICHHYIO OTCHUIKAMHU K PEIMTHO3HOW M 330TEPUYECKOM JTUTE-
patype, coznain CreHcep B poiapckoii mosme «Koponera dei» (1590/1596).
[utanens YMepeHHOCTH (B KOTOPOH KUBET IpeKpacHas ayiia AnbMa) u300-
pakeHa B BUJIE YEJIOBEUECKOTO Tela, MUIIEBAPUTEILHYIO CUCTEMY KOTOPOTO
Cnencep nmoJipoOHO omuckiBaeT. TenecHbIl 3aMOK OKpPYXEH CUCTEMOW Oa-
CTHOHOB, PACIOJIOKEHHBIX B (pOpMe MATUKOHEYHON 3BE3/IbI: KXl 0acTH-
OH OTBEYAET 3a OJHO W3 MATH 4yBCTB. [10 O/HY CTOpOHY 3aMKa pacroJiara-
10TCsl 1e0pH, TJI€ THE3ASITCS 4yJoBHINA (TpeXW W UCKYIICHHS), a MO JIpy-
TYIO — 03€p0, XpaHsinee OYNCTUTENbHBIC BOAb Kpemenus. B mokmane pac-
cMaTpuBaeTcs anTponoMmopdHoe coopykenne CrieHcepa Ha (HOHE aIeropu-
YECKOT0 3HAHMS IMIEKCITUPOBCKOW 3moxu. [Ipomoimkas Tpyasl 3apyOeKHBIX
WCCIIeIoBaTeNield, Mbl BIIEpBBIE BBOJIWM 00pa3 anTporomopduoit [lutagenn
CrneHcepa B OT€YECTBEHHBINH 0OMXO]I.
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Elena V. Haltrin-Khalturina
(IMLI RAS, Moscow)
Anthropomorphic Landscapes in Literature:
The Case of Edmund Spenser

For English literature of Shakespeare’s times, with its embracement of
parallelism between microcosm and macrocosm, the so-called topographic
metaphor was quite common. Many details of world maps and geographical
descriptions were borrowed for allegorical portrait sketching. Interestingly,
such portraits received both metaphysical and comic rendition. A famous in-
stance of the latter can be found in Shakespeare’s Comedy of Errors, rich in
wordplay, where a set of topographic metaphors functions as an anti-blazon:
Dromio of Syracuse paints a verbal portrait of a kitchen maid, jestingly com-
paring her to a globe. Allegedly, in her body, one can “find out countries”
containing bogs and hot spaces (Act 3, Sc. 2). Another way to cast topogra-
phy into human form was to perceive human features in natural landscapes
and in man-made constructions — the tradition, which has been in existence
time out of mind. In his chivalric allegory The Faerie Queene (1590/1596),
Spenser created a puzzling image of that kind, rife with religious and esoteric
allusions. The Castle of Temperance (the residence of the fair soul called
Alma) is shaped as a healthy human body, to whose digestive system Spenser
pays particular attention. The castle/body is surrounded by a system of bul-
warks, forming a structure similar to a pentangle: each bastion stands for one
of the five senses. On the one side of the castle, there are wild woods where
monsters (sins and seductions) live; on the other side, there is a lake holding
the waters of baptism. This paper looks at Spenser’s anthropomorphic castle
against the background of the allegorical knowledge of Shakespeare’s epoch.
Enlarging upon the existing scholarship, we introduce the detailed account of
Spenser’s castles into Russian scholarly discourse.

E. H. Yepnoszémosa
(MIIT'Y, Mocksa)
DyHKIUA 00pa3a MOHAPXa B CTAHOBJICHUH
PEHECCAHCHOI CHUCTEeMbI APaMaTHYEeCKHUX KaHPOB
(TamepJiian MapJio u Asiekcanap Makenonckui JInsm)

B tBOpuectBe K. Mapno (1564—1593) u JIx. JInmu (ok. 1553/1554 —
1606) mpoucxoaut mepexoa OT CHUCTEMbI CPEIHEBEKOBBIX JIpaMaTHYECKUX
JKaHPOB K PEHECCAaHCHOM. OHU CTOAT y MCTOKOB BO3HUKHOBEHHUS BBICOKOH
TpareJuu 1 BbICOKOUW KoMenuu Bo3poxaeHus.
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CMmeHa )KaHpOBBIX CUCTEM, TPOU3OLIE/IIAS B ApaMaTypruul aHTJIMICKO-
ro Bo3poxaeHusi, okazajia OrpOMHOE BIUSHHUE Ha TMOCIEAYIOIIEE Pa3BUTHE
eBporeiickoro Teatpa u Apambl. Jpamarypru Aurmmm 80-90-x rr. XVI Beka
CO3/IaBAJIM HOBBIE KaHPOBbIE (DOPMBI, OTPA3UBIINE OOO3HAUUBIIMECS KOH-
(IUKTBI COBPEMEHHOCTU W BBIPA3UBIIKE HA3PEBIIME MPOOJIEMBbI, YEM OBLIH
WHTEPECHBI 3pUTENI0, a TOTOMY BOCTpeOOBaHbl. B nmogjHuMaeMbIx mpodiiemax
BUJIUTCSl MEPEKINYKA, TBOPUECKOE COCTSI3aHHUE, CIOP O XYJI0KECTBEHHBIX
CpE/ICTBax BBIPA3UTEIBHOCTH, BEIYIIIEM HACTPOCHUH, NTapoce MPOU3BEICHUN.

3a gecATWIETHE J0 TMOSABJICHUS NIEKCIUPOBCKUX XPOHUK, XYI0XKE-
CTBEHHO HCCJIEJIOBABIIUX IMPOOJIEMBI KOPOJIEBCKOW BIACTH, B TBOPYECTBE
Mapno u Jlunu HaxoaaT oOpabOTKy M peanu3ainuio o0pa3bl TUTAHUYECKUX
MoHapxoB — Tamepnana u Anekcanapa Makeg0HCKOTO.

[{enTpanbHOU MpoOIEMON BBICOKOU Tpareauu o TamepiaHe CTaHOBUT-
Csl peIlIeHHE BOMPOCa O TOM, KAKUE CHJIbI BEIYT MOOETOHOCHOTO BIACTUTEIIS,
MOJHSBIIETO M€Y MPOTUB TUPAHUM U JiecnioTu3Ma. COMyTCTBYIOMIUM OKa3bl-
BAaeTCA BOIPOC O CIoco0ax OOphOBI CO 3JIOM, peIlaeMblii BIOCICACTBUUA B
meKkcrnupoBckoM «MakoOere» u «["aminere». Cpaxkaromuiics TamepiaH cam
CTAHOBUTCS TUPAHOM M jAecnoToMm. [lokopsiembie UM HapOJbl MPU3BIBAIOT
MPOJINTHCA KPOBABBIM JOXK/ISIM Ha €ro rosiopy. Opranusys maTtepuai Tpare-
nud, Mapiio OCHOBBIBAETCSI Ha CTPYKTYPE MOPAIIUTE, HO OBHEIIHEHHBIN KOH-
(GIUKT IpU ATOM MEPEHOCUT BHYTPH T'epos, JieJias €ro HEOUEBUIHBIM, HEBH-
JTUMbIM. BBIOOp Tepost B KaXK/I0M KOHKPETHOM Cllyyae — 3arajka Jyjisi 3puTe-
JISL.

Ta xe uHTpUTa, CBSI3aHHAs C MPUHITHEM CYJALOOHOCHOTO pPEIICHUS,
CYILIECTBYET B BBICOKOM koMenuu Bospoxjenust 00 Anekcanape Makenos-
CKOM, IEHTPAJIbHOW MpOOJIEMON KOTOPOM CTAaHOBUTCS YMEHHE MOHapXxa
BJIACTBOBATh W OJIEP’KUBATH MOOEBI HaJl co00il. COMyTCTBYIOIIMMU CTaHO-
BSTCSl XYJI0O)KECTBEHHO HCCIIE/IyeMble TPAaHU HEJOCTYIHOTO JIJIi CaMOro MoO-
TyIIECTBEHHOTO MOHapxa. MiMu oka3bIBatoTCs J1I000BH U cMepTh. KaHPOBOI
OCHOBOW CO3/1aBa€MOM MbECHI CIYXKUT IIKOJbHAsA Apama. JInim akTUBHO HUC-
MOJIb3YET XPECTOMATUITHO M3BECTHBIC K306l U3 [lnyrapxa u [lunus, 3a-
MeYaTIEBAIONIME MOIYJIETeHIapHbIE CBEJICHUSI O BEJIMKOM MOHApXe U MOJKO-
BOJIIE, O ero Bcrpeue ¢ Jlnorenom CHHOIICKHAM, INIEHHOM XYJIOKHHUKE ATien-
Jece, €AMHCTBEHHOM, KOMY OBLIO pa3pelieHo CO3/1aBaTh MOPTPETHI AJiek-
caHnpa, u kpacasuue [lankacre, kortopas cranoBurcsa y Jlunum Kammacnon.
Ee uMst BBIHOCUTCA B 3arjaBU€ MbEChl, KOTOPYIO CaM aBTOP OMNpPEJEseT Kak
«ONMUCTATENBHYIO KOMEUIO.
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Elena N. Chernozemova
(MSPU, Moscow)
The Image of a Monarch
in the System of Renaissance Dramatic Genres
(Marlowe’s Tamburlaine and Lily’s Alexander of Macedonia)

In the works of Christopher Marlowe (1564-1593) and John Lily (c.
1553 / 1554 — 1606) we observe a transition from the medieval nomencla-
ture of dramatic genres to that of the Renaissance. Both the playwrights initi-
ated the genres of high tragedy and high comedy in their epoch.

The transformation of the genre system in English Renaissance theatre
influenced the subsequent progress of European theatre in general. English
playwrights of the 1580s and 1590s created new genre forms that matched
the emerging social conflicts and reflected important issues, which accounted
for the new demands. In the problems they handled, there is an implied dia-
logue, creative rivalry, debates related to expressive means, prevalent tenor
and pathos of the new dramas.

About a decade before Shakespeare’s artistic study of royal authority in
his historical dramas, Marlowe and Lily had chosen their heroes among titan-
ic figures in history, namely, Tamburlaine and Alexander of Macedonia.

The central issue in the high tragedy of Tamburlaine is the problem of
the driving force that makes a leader victorious when he wages a battle
against tyranny. This issue is related to another: the means to use when
fighting evil (reconsidered later in Shakespeare’s Macbeth and Hamlet). Re-
bellious Tamburlaine develops into a tyrant, and the nations he conquers in-
voke blood and fire to “pour down on his head” as an act of revenge. Mar-
lowe based the structure of his tragedy upon the morality play; however, he
projected the external conflict inside the hero, adding implications, as the
choices that the hero will make remain enigmatic to the audience

A similar suspense that concerns a fateful decision is present in the
high comedy of Alexander, the king of Macedonia, where the central prob-
lems is the monarch’s ability to control himself. Additionally, the playwright
examines things that are beyond control even for the mightiest sovereign,
namely love and death. The prototype genre for Lily’s play is the school
drama. Lily actively employs well-known episodes from Plutarch’s and
Pliny’s lives of the great warrior, such as his conversation with Diogenes the
Cynic, the exclusive right granted to painter Apelles, to portray Alexander,
and beautiful Pancaste whom Lily renamed Campaspe, entitling his play after
the heroine and defining it as ‘a most excellent comedy.’
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H. U. [Ipo3zoposa
(K'Y um. K. 3. lJuonkosckoeo, Kanyea)
IMonsiTue TearpajibHocT u Apamaryprus lllekcnupa

[TonsiTve TeaTpalbHOCTH BIUIOTH /10 HEAABHETO BPEMEHHU YMOTPEOIIs-
JIOCh CKOpPEe KakK OIIEHOYHOE OIpEC/ICHNEe, YeM KaK Hay4dHas kareropus. OHO
JI0 CHX TIOp HE 00PEeJI0 CKOJIBKO-HUOY b YeTKUX TEPMHUHOJOTHUECKUX TPAHUIT
B CWIy HOPUCYIIEH €My CTPYKTYpHOH MHOTOCIOMHOCTH u (usiocodcko-
ACTETUYECKON MHOTO3HAa4HOCTH. C OJHON CTOPOHBI, OHO BKJIIOUAET B ceOs
OHTOJIOTUYECKHI YHUBEPCATN3M, KOTOPBIA OTKPBIICS YK€ aHTHYHOCTHU, TIO-
POAMB M3BECTHYIO MeTadopy MUpa-TeaTpa, a, C APYrol CTOPOHBI, 3TO TOHS-
THE UMeeT 0oJiee KOHKPETHOE y3KOe 3HA4YCHHE, KOT/Ia TeaTpaibHOCTh TTOHH-
MaeTCs B KAa4eCTBE sI3bIKa TeaTpa Kak BUIa HCKYCCTBA.

B uckycctBe Peneccanca ujest TeaTpadbHOCTA NpHOOpETaeT 0Cco0yIo
MacImTaOHOCTh W YHUBEPCAIU3M, JOCTHUTAs CBOCH KyJIbMHUHAIMHM B JpamMa-
typrun [lexcnupa. Metadopa «mup — TeaTp» cTajna ocCHOBOHM (punocoduu
U TMO3TUKU €ro mnbec. Jluama3zoH 3HaYEHUW 3TOW TeaTpaabHOU MeTadOophl
HEOOBIYAaWHO IIMPOK: OT amojaoruu urpel 1 «homo ludens», poskmeHHON u3-
OBITKOM TBOPUYECKHUX CHJI B €70 Te€POSX, 0 TOPHKOTO OITYIIECHUS WILTIO30PHO-
CTH KU3HHU «YEJIOBEKA-UTPYIIKU». TeaTpaabHOCTh BBICTYHAET TAKXKE CTPYK-
TYpPHBIM CBOWCTBOM IIEKCITMPOBCKOTO IPAMaTUYECKOTO IHAJOTa, JOTMOIHSS
bunocopckuii KMaKpOYpPOBEHB» «MHUKPOYPOBHEM» KOHKPETHBIX S3BIKOBBIX
CpPEICTB.

Nadezhda I. Prozorova
(Tsiolkovsky KSU, Kaluga)
The Concept of Theatricality and Shakespeare’s Drama

Until recently, the concept of theatricality has been mostly applied as a
term of appraisal rather than as a scientific category. It still has no strict ter-
minological borders because of its structural versatility and philosophic and
aesthetic polysemy. On the one hand, it includes the ontological universality
that was discovered as long ago as in the Antiquity and gave us the well-
known metaphor of the world as a theatre. On the other hand, this concept
has a more concrete meaning when theatricality is understood as the theatre
language.

The idea of theatricality acquired special grandeur and universalism in
the Renaissance art, and its culmination is to be fully observed in Shake-
speare’s philosophy and his poetics. The scope of its meaning is extremely
broad: from the apologia of playing on stage (homo ludens), as a result of
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abundance of creative forces in Shakespeare’s heroes, to the bitter sense of
the illusory character of life for the “man-plaything.” Theatricality is also a
structural quality of Shakespeare’s dramatic dialogue, thus supplementing the
philosophic “macro-level” with “micro-level” of concrete language means.

A. B. Tumosa
(PI'Y um. C. A. Ecenuna, Psazanw)
Mu¢ o PeHnkce: LIEKCNUPOBCKAS TPAKTOBKA

Mu¢ o nrume ¢geHukc cymecTByeT B apaOCKO, €erurerckoil, rpeye-
CKOW, pUMCKOW, PyCCKOM U KuTalckod Mudonorusx. JJaHHbIM CUMBOJ MpH-
CYTCTBYET B XpUCTUAHCKOW U MYJCUCKOW PEIUTHO3HBIX Tpaauuusax. Ha mpo-
TSDKEHUHW BEKOB OH MEHsUICS. CO BpEMEHEM HEKOTOPBIE €r0 JIEMEHTHI UCUe-
3aJId, APyrue, Ha00OPOT, MPUBHOCWINUCH. I3MEHUHMBOCTH JAaHHOTO MH(a 0CO-
OCHHO SIPKO MPOSBIISIETCSI B KOHTPACTE TEJIECHOTO U JIyXOBHOTO, 3€MHOTO U
00KECTBEHHOT'0, MY CKOTO U JKEHCKOr0 Hayaja. DTO JaeT BO3MOXXHOCTh aB-
TOpaM pa3HbIX HAIPABJICHUW 4YE€pHaTh BJOXHOBEHHUE B €r0 CHUMBOJIAYECKOU
CUCTEME U MPEJIOMJISITh 00pa3 NTULIbl (PEHUKC, COTIACOBBIBAsI €r0 C 3aMbIC-
JIOM KOHKPETHOT'O IPOU3BEICHMUS.

Onoxa Peneccanca sBusgerca npaBonpeeMHued CpelTHEBEKOBbBS, IO-
ATOMY XPHUCTHAHCKHE MOTHUBBI TAKXKE HCHOJIb30BAJIUCh U HUHTEPIPETUPOBA-
much ee apropamu. OIHAKO 3TO B MEPBYK O4YEpENb BpeMs, KOrJa MPOUCXO-
AT TIOBOPOT K aHTUYHOCTH. CIE0BATENBHO, B JINPUKE MO3TOB TOIO BPEMeE-
HU MOPOUCXOJUT HUHTEPECHOE CMEIICHUE PA3NUYHBIX KYIbTYp, duiiocoduii,
PEIUTHO3HBIX U MOJUTUYECKUX BO33PECHUMN.

Yunbsam Llekcnup, Kak sspuaniiiii npeAacTaBUTENb 310XU PeHeccanca B
bputanuu, He OBLT HMCKIOYEHHEM M3 ATOro mpaBwmia. OH B3s1 00pas3bl de-
HUKCa U TOJyO0sl ¥ 1aJl UM HOBYIO XKU3Hb. bputanckuii kputuk Xened ['apj-
Hep otHocwia lllekcniupa k moaTam-Meradu3ukam, NO4EPKUBAsT CUMBOJINY-
HOCTb TJIaBHBIX T€POEB €0 MPOU3BEAeHHUS, 001TyI0 Drnocoduro U TeMaTHye-
CKO€ CXOJICTBO C pabOTaMM MpEJICTaBUTENECH JAHHOrO HampasiieHus. B ero
cTuxoTBopeHuu ['ony0r u DeHUKC 000KECTBISIOTCS, & BMECTE C HUMHU Ha
NbeJIeCTal BO3BEICHBI JIFOOOBb, MPEJAHHOCTh, BEPHOCTh U KEPTBEHHOCTD.
['maBHBIE TepoU elle pa3 MoJUYEPKUBAIOT 0COOBIN cMbIci Muda o peHukce —
UKJIAYHOCTH KU3HU. IMEHHO 3TO 1M 00BbenuHseT oOpa3, co3manHbii [llexc-
MAPOM, C TakuMH, Kak Penunkc, @ruxyaH, Kap-ntuia u T. 1.

Ocobennoctu obpa3za nruilsl enukc B ctuxorBopeHuun Y. [lekcnupa
BEAYyT K TOSABJICHUIO MHOXecTBa ero wuHrepnperauuii. W. M. ['minunos,
C. A. CrenanoB, C. A. MakypenkoBa, . M. Konkep u X. I'apanep naror
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CBOC€ BHACHHUC TOI'O, KAKOBbI OBLTH IPUYHHbLI CO3JJaHuA 3TOI'O O6p333 Hn JaH-
HOTI'O €10 IIPCIOMJICHUA.

Anna V. Titova
(RSU named for S. A. Yesenin, Ryazan)
The Phoenix Myth: Shakespeare’s Interpretation

The phoenix is a part of Arabic, Egyptian, Greek, Roman, Russian and
Chinese mythology. This symbol is also present in the Christian and Hebrew
traditions. It changed over the course of history. In time, some of its elements
vanished, others were introduced. The variability of this myth is especially
manifested in the contrast of the physical and spiritual, earthly and heavenly,
male and female principles. It gives an opportunity to the authors of different
literary trends to get inspiration in its symbolic system and to interpret the
image of Phoenix adjusting it to the main idea of the work.

The Renaissance is the successor of the Middle Ages. That is why
Christian motives are also used and interpreted by its authors. But first and
foremost it is the time when the authors turn to ancient civilizations and their
culture. That is the reason why there is an interesting mixture of different cul-
tures, philosophies, religious and political ideas in the lyrics of those times.

As one of the most prominent representatives of Renaissance in Britain,
William Shakespeare was not an exception to the rule. He took the images of
Phoenix and Turtle and gave them a new lease of life. The British literary
critic Helen Gardner classified Shakespeare as a metaphysical poet, empha-
sizing the symbolism of the main heroes of the poem, its general philosophy
and thematic similarity to the works of the authors belonging to this literary
trend. In his poem both Turtle and Phoenix are idolized. Along with them,
Love, Loyalty, Devotion and Sacrifice are placed upon a pedestal. Once
again the main heroes emphasize a special meaning of the Phoenix myth —
the cyclical nature of life. This unites Shakespeare’s image with Phoenix,
Fenghuang, Firebird, etc.

The peculiarities of the phoenix’s image in Shakespeare’s poem have
brought about many theories of its interpretation. I. Gililov, S. Stepanov,
S. Makurenkova, J. Kolker, H. Gardner give their own vision of why this im-
age appeared in Shakespeare and how it is to be construed.
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H. B. lllununosa
(IICTT'Y, Mocksa)
Oo0pa3 Beprorpaja B ieKCMUPOBCKOM IPpaMATypPruu
U €ro CpelHEeBEKOBbIEe HCTOKH

OO0pa3 «Beprorpama 3akiar4deHHOro», hortus conclusus, rapMOHHYHO
COBMECTHUBIINN paccka3 O pauckoM cane n3 Kuuru beiTus W 3HAMEHUTHIN
dbparmenT u3 Ilecunu IlecHeit, siBnsiercs ogHOM U3 HanboJIee BICYATIISIONINX
ameropuii CpenHeBeKOBbs. Upe3BbIYaliHO MOMYJISIPHBIN B JKUBOIIMCH, apXU-
TEKTypE€ U CaJJOBOM HCKYCCTBE, OH HUKOTJAa HE BOCIIPUHUMAETCS KaK MOJIHO-
CThIO (PU3MUYECKHUI, TOATOMY JIF000€ M300pAKEHUE Ccajla WU JakKe PEeAIbHBIM
Mei3aKk MOTYT MHTEPIPETUPOBATHCA KaK CBOETO poja TEKCT. B mureparype
aJUIETOPUYECKUI 00pa3 cajia MIMPOKO UCIOJIB3YETCsl B pa3InYHbIX cepax, OT
OOrOCIOBCKUX TPAKTATOB JI0 KYPTYa3HBIX JTUTEPATYPHBIX KAaHPOB.

Tpanuuus coxpaHsercsa U B 310Xy PeHeccaHnca, XOTd B II€CTHAALATOM
BEKE MPOTECTAHTHI YK€ HE MOTYT IPUMHUPUTHCS C KATOJIWYECKUM IPEJICTaB-
JICHUEM O «BEPTOTPaJI€ 3aKJIOYCHHOM» Kak oJmierBopenun Jlessl Mapuu;
Tak, penaktopbl JKeHeBckoi bubnuu untepnperupytor llecup IlecHeit B
MEPBYIO OUepeib Kak ajuieropudeckuit opak Xpucra ¢ L{epkossio. Tromopos-
ckas AHrims 3ameHseT KynbT JleBbol Mapum Ha mnouurtanue Koponesbl-
JIeBCTBEHHMUIIBI, aIalITUPYsI MHOTHE U3 KIACCUYECKUX aTpuOyToB boropoau-
bl (HarpuMep, Po3bl) K HOBBIM MOJIMTUYECKUM U PEIUTHO3HBIM HYXaM, YTO
MPUBOAUT K PACUBETY CUMBOJIMKH €JIU3aBETUHCKUX CaZOB.

[Tbecn [lexcnupa, n300uUIyIONIKE Pa3HOOOPA3HBIMU IIBETAMU U pacTe-
HUSIMU, TaKXKE COJIEPKAT 3HAUUTEIHHOE KOJIUYECTBO OTCHUIOK K 00pa3y Bep-
torpana («Puuapn 11», «<Pomeo u Jxxynberra», «3uMHsISL CKazka» U Jap.) XOTs
KEHCKHUU MEPCOHAXK, NU300paXKEHHBIN B LICHTPE cajia, HEM30€KHO MPOOYyKAaeT
OumOIelicKUe ajuTFO3MU M HallOMHUHAET O TaKUX TeMax, KaKk HEeBUHHOCTb, I'pe-
XOIAJICHUE U TEPBOPOAHBIM T'PEX, B HEKOTOPHIX MICKCIUPOBCKUX TEKCTAX
TpaauLUs JEKOHCTPYUPYETCS, OCOOCHHO B cllydae ¢ HOHOW KopoJieBoil M3a-
oemwtont u3 «Puyapaa l1», koTopast TUIIb HAa MEPBOUM B3TJISA KAXKETCS U30JIH-
POBAaHHOI 3a CTEHAMHU CaJia, HO Ha caMOM Jiejie Ojaroaapsi eMy npuoopeTaeT
HOBYIO CHJIy M Ja)K€ HACTABJSET CBOETO MYXa, KaK CIEAYET CPAKAThCS U
MIPUHUMATH CMEPTH MOJJIMHHOMY MOHApXY.
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Natalia V. Shipilova
(PSTGU, Moscow)
The Image of Hortus Conclusus in Shakespeare’s Plays,
and Its Medieval Origins

The image of hortus conclusus, ‘a garden inclosed’, which successfully
combines the Genesis account of Eden and the famous passage from the Song
of Songs, is one of the most powerful allegories of the Middle Ages. Im-
mensely popular in art, architecture and gardening, it is never perceived as
wholly physical, so any visual image of a garden or even a real landscape can
be interpreted as a kind of text. In literature the allegory of garden is widely
used in various spheres, from theological treatises to courtly literary genres.

The tradition is still vivid in the Renaissance, although in the sixteenth
century Protestants can no longer accept the Catholic view of hortus conclu-
sus as representing the Virgin Mary; for instance, the editors of the Geneva
Bible interpret the Song of Songs as Christ’s marriage to His Church. Tudor
England replaces the cult of the Virgin Mary with worship of the Virgin
Queen, adapting some of Mary’s former attributes, such as roses, to new po-
litical and religious needs, which resulted in flourishing of the Elizabethan
emblematic horticulture,

Shakespeare’s plays, overflowing with plants and flowers of every
kind, also contain numerous references to the image of hortus conclusus
(Richard 11, Romeo and Juliet, The Winter’s Tale, etc.). While a female char-
acter placed in the centre of a garden suggests biblical allusions and reminds
of such themes as innocence/chastity, the Fall and the original sin, in some of
Shakespeare’s texts the tradition is deconstructed, like in the case of the girl
queen Isabella in Richard 11, who only seems isolated in the garden, but is in
fact empowered by it and even encourages her husband to fight back and ac-
cept death as a true monarch should.

H. C. 3enesunckas
(PI'Y, Muncxk, benapycw)
Motus camoyoOuiictBa B TBopuectse Y. lllekcniupa

Ecny MbI BHUMATENBbHO BUATAEMCS B IPOU3BECHUS BEIIMKOTO AHTIINM-
CKOr0 JApaMarypra, TO YIUBUMCS, KAK MHOTO IIEKCIIUPOBCKUX I'epOEB B KOH-
I[€ CBOETO XKU3HEHHOr0 MyTH MPUXOJIT K CaMOyOUICTBY WJIM paccMaTpuBa-
IOT €r0 BO3MOXHOCTbh. J[aHHBIA NTOKJIAJ B XPOHOJOTHUYECKOM IOPSJIKE pac-
cMmarpuBaeT npousBeneHus lllekcrimpa, B KOTOpPBIX TE€pPOM 3aKaHUYHMBAIOT
XKU3Hb CaMOYOUWCTBOM, BBIBOJMUT MHPUYMHBI PACHPOCTPAHEHHOCTH MOTHBA
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caMOyOUIiCTBa B TBOPYECTBE JipaMaTypra U3 HECTAOUIBHOCTH U MPOTUBOPE-
YUBOCTHU SIOXW HAMUCAHUS TPOU3BEIACHUN, KPU3UCHOCTH BOCHpUATHUS S,
CMEHBl KYJIbTYPHBIX KOJIOB, OCOOCHHOCTEH pa3BUTHS KOHIECNTA CMEPTH.
[IpuBoasSITCS. TIpUMEpPHI CXOJHOTO TOHUMAHHS MPOOJIEMbl BBIOOpA MEXTY
KU3HBIO U CMEPTHIO Yy APYTUX ApamMaTypros 3noxu. OuepurBaeTcs pa3HUla B
M300paKEHUHU CaMOyOUICTBA B KOMEIUSIX U Tpareausx.

Breinensatorcs GyHKIMM MOTHBaA caMOyOUICTBA B MPOU3BEICHUSIX pa3-
JUYHBIX )KaHPOB. B KaduecTBe OCHOBHBIX OMPEAEINISIETCS, BO-TIEPBBIX, CIOXKE-
TooOpasyromas. CamMoyOMHCTBO SIBISETCS MAarucTpajibHBIM MOPTaIbHBIM
CIO’KETOM HIEKCUPOBCKUX Tpareaud «Pomeo u Jxynbertor», «lOmus Le3a-
ps», «Otemno», «AHtonus u Kneomarpel», «TuMona AduHckoro», mapain-
nenbHOM uHUK «Kopots JIupa».

Bo-BTOpBIX, OJJHON M3 OCHOBHBIX (DYHKIIMI SIBISIETCS XapaKTEepOJIOTH-
yeckasi. CaMOyOMICTBO HE TOJIBKO SBJISIETCSA CJICICTBUEM XapakTepa repos
(meutkoctr Pomeo m Kaccus, ropaoctr BpyTa u T. 1.), HO M MTO3BOJISET HAM
MOJYyYUTh HauboJee MpaBUIbLHOE MPEJCTaBICHUE O repoe. Tak, COMHEHUs O
MOBOJIy UCTUHHOW HaTyphl KieomaTpsl paspeiniaroTcs Mpu MPOUYTEHUU O €€
[apCTBEHHOM, UCIIOJIHEHHOM JOCTOMHCTBA U KpacoThl cMepTu. HecoMHeHHO,
JUIIH CAMOYOUICTBO MO3BOJISIET OOJBIIMHCTBY T€POEB CHOBA OOPECTHU MOJIO-
’KeHHE B 00IIIeCTBE U IIpHU3HaHUE ObUTBIX 3achyr (OTemno, AHTOHUMN).

B noxnane Takke BBIICTSAIOTCA AUIAAKTHYECKAs, HJECO0JIOTHYECKas,
XKAHPOOOpa3ylolasi U >KAHPOOPUEHTUPYIOIIAs,, ICTETUYECKasi, dMOTUBHAs
dbyHKIIMM MOTHBa camoyOuiicTBa B mpousBeneHusix Y. [llekcnupa, a Takxke
GbyHKLMS co3aaHus clieHn4Yeckoro 3¢ dexra u arMochepsl.

Natalia S. Zelezinskaya
(BSU, Minsk, Belarus)
The Theme of Suicide in W. Shakespeare’s Work

Reading or watching Shakespeare’s dramas, one cannot fail to note that
many of their characters either commit suicide or contemplate its possibility.
The paper goes through Shakespeare’s canon in chronological order, pointing
out suicidal motifs and discussing the causes of its popularity in the English
playwright’s heritage: contradictions and instability of the epoch, a crisis in
self-image, changes in cultural environment, and specifics of perception of
the death concept. Parallels from other authors’ dramas are provided, where
heroes also face life-or-death choices. We look at the specifics of comic and
tragic treatments of suicide.

We also look at the motif of suicide as shown in other literary genres,
especially its plot-driving function. Suicide is central to the plot-lines in these
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tragedies: Romeo and Juliet, Julius Caesar, Othello, Antony and Cleopatra,
Timon of Athens, and partly, through a separate plotline, in King Lear.

Another function is that of character building. Suicidal ideation is not
only inherent in the hero’s nature (fiery Rome, proud Brutus, etc.), but also
provide a try understanding of their personalities. Thus, the spectator’s
doubts concerning Cleopatra are dispelled when she dies with royal dignity.
Suicide also socially rehabilitates some heroes, restoring their reputations
(Othello, Antony).

We look into other functions of suicidal motifs on Shakespeare’s stage,
too: didactic, ideological, genre-shaping, genre-orienting, aesthetic, and emo-
tive. The scenic effect of such motifs is also considered.

B. A. Kosanés
(CIlol'VII, Canxm-Ilemepbype)

TBOp‘leCTBO IHeKcnnpa N POKIACHUEC HECOPUMCKOI'O IMCKYpPCa B AHIJIMH

Heopumckas nupeosiorusi, craBiiasi NpeJBECTHUKOM KIACCHYECKOTO JIH-
Oepajin3Ma U, B KAKOW-TO MOMEHT, €T0 IJIaBHBIM ONIMOHEHTOM, U BO3pOXK/1ae-
Mas cerdac B Tpynax Keenrnna CkuHHepa, @ununa [lertura u gpyrux aB-
TOPOB, KOPEHUTCA HE TOJBKO B MOJUTHYECKUX CIIOpAX BpeMeH Bemnkoro ms-
Texa. MlHTepec Kk pUMCKOMY HacieAuto, oOIIMil Jjisi BCEM €BpOMENCKoMl pe-
HECCAaHCHOW KYJbTYpPbI, IPUBOJWJI K BKJIKOYCHUIO PUMCKOM MOJUTUYECKOU
PUTOpPUKH B noJutuueckuid BokaOysipuii pyoexa XVI-XVII Bs. IIpu 3Tom
AHTJIMACKAM TeaTp CTal OJHOM W3 IEPBBIX CIEH, HA KOTOPOW OXKWIM HE
TOJIbKO AQHTUYHBIE MOJIMTUYECKUE MEPCOHAXKU, HO U UX HJEH. XOTS OCHOB-
HBIMHM CIOKETAMU, MPUBJICKABIIMMH BHUMAHUE AHTJIIMHUCKHUX APaMaTypros,
ObUTHA COOBITHSI THOENIU PECITYOIMKHA U, COOTBETCTBEHHO, IPaXJaHCKOTO Xao-
ca, a TAKXKE y»XKachl TUPAHUU, MTOSBIISIIOTCS THECHI U HA BIIOJIHE PECITYOIMKAH-
ckue croxkersl — «llopyranume Jlykpeuum» [[xxona XeiuByna, «Kopuoman»
[lexcnupa, «Annuid 1 Bupruaus» ¢ HEOAHO3HAUYHOU aTpuOyTalMeEl, TakxKe
pecnyOIuKaHCKUE HJAEH MOXHO yBUJETh B «Tute Anaponuke», «Tumone
AduHCKOM» U JIpyTHX MbEcaxX, AK€ HE 0053aTEIbHO CBS3aHHBIX C aHTUY-
HbIMU CrokeTaMu. COrjacHO MOAXO0JY, MPOSBIISIIOIIEMYCSI B pad0OTax OJIHOTO
U3 KPYMHENIINX UCTOPUKOB peHeccaHCHOU nuTeparypsl CtuBena ['punOnart-
Ta, MOJIUTUYECKUN MOTUB OBLIT OMPEACIISIIONIUM JIJI1 BHIOOpA CIOKETOB U TIO-
CTpoeHusi putopudeckoro odopmieHust padot lllekcriupa u ero coBpeMeH-
HUKOB. TakuMm 00pa3om, BO3HMKaeT coOia3zH paccmarpuBath lllekcriupa u
JIPYTUX IPaMaTyproB 3MOXU KaK CBOCOOPA3HBIX MPEATEY MOTUTUYECKUX TEO-
puit [I>xona Xappunrrona, Mapkamonta Hugsma u T. 1. BHe BCAKUX cOMHe-
HUM, peciyOIuKaHcKasi pooOsieMaTuKa ObliIa aKkTyalbHa i1 aBTOPOB 3MOXHU
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Benukoro msarexxa — mnpexnae Bcero, />kona Munbrona. Tem He MeHee,
CKJIQ/IBIBAETCS BIIEUATJICHHUE, YTO MBI CKOPEE UMEEM JIeJI0 C MCTHOJIb30BaHUEM
B IIOCJIEYIONIEN MOJUTUUYECKON O00ph0e PUTOPHUECKUX M CIOKETHBIX HaXo-
nok aBTopoB pyoexka XVI-XVII BB., ueM ¢ neneHanpaBieHHbBIM (HOPMHUPO-
BaHUEM HEOPUMCKOro JHUCKypca. MOXHO CKa3aTh, YTO CKOpPEE TEKCThI Jpa-
MaTyproB ObUIM MOTJIOIIEHBI MOCIEAYIONIUM PAa3BUTHEM MOJIUTUYECKOU pU-
TOPHKH, YEM CTaJIU €€ MPOBO3BECTHUKAMHU.

Victor A. Kovalev
(SPbUHSS, St. Petersburg)
Shakespeare and the Birth of Neo-Roman Discourse in England

The neo-Roman ideology, the forerunner of classical liberalism and lat-
er, its main opponent, is now revived in the works of Quentin Skinner, Philip
Pettit, and their followers. This ideology is not only rooted in the political
battles of the Great Rebellion. Common to all Renaissance, cultural interest
in the Roman Legacy brought about inclusion of Roman political rhetoric in-
to the active vocabulary of 16th-17th century politics. The English Renais-
sance theatre was the first place and stage where ancient political characters
and thoughts regained flesh and voice. The most interesting plots for the
dramatists of the age were the fall of the Roman Republic and the horrors of
the tyranny; pro-Republican stories were also dramatized, such as John Hey-
wood’s The Rape of Lucrece, Shakespeare’s Coriolanus, and Appius and
Virginia (attribution uncertain). Distinctly neo-Roman ideas, rhetoric and
plots can also be found in Titus Andronicus, Timon of Athens and some other
plays, even outside the Roman tragedies group. According to the famous
scholar of Renaissance literature Stephen Greenblatt, political interest was
decisive to the choice of plots and rhetoric strategies of English playwrights.
Within the framework of this method, there is a great temptation to regard
Shakespeare and his contemporaries as harbingers of John Harrington,
Marchamont Needham, and other political theorists. There can be no doubt
that the republican rhetoric was very important for John Milton and other
thinkers of the Great Rebellion era. But it seems that is was rather a devel-
opment of the rhetoric and plot features invented by authors of late 16th and
early 17th century, accepted in later political struggle, than purposeful choice
of the neo-Roman discourse.
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T. C. I[lanuomosa
(FODY, Pocmos-na-/[ony)
Oo0pa3 u nporotun B nbece Y. lllexkcnupa «Cap Tomac Mop»

Uctopuueckas apama «Cap Tomac Mop» SBISETCA KOJUICKTUBHBIM
TPYJOM, BJIOXHOBUTEJIEM KOTOPOTO U aBTOPOM HECKOJIBKUX CTPaHUII, IO
MHEHUIO aBTOPUTETHBIX MHCTAHIIMM, BIOJIHE MOT ObITh YwibsaMm Illexcroup,
YTO Y MO3BOJUJIO BHECTH 3TO MPOU3BEJICHUE B COOpaHHE COUYMHEHUN Apama-
typra. [Ipeanonaraercsa, 4ro nepBoHa4aabHO JHTOHU Manpu mexay 1596
n 1601 rogom manucan «Kuury o Tomace Mope», TOBECTBYIOIIYIO O KU3HH
kanigiepa I'eapuxa VIII, momasiiero B HEMUIOCTh M B UTOT€ Ka3HEHHOTO B
1535 r. ImMeHHO 3Ta KHUTra BOOCHEACTBUU JIETJIa B OCHOBY ApaMbl. B co3na-
HUU TEKCTa MOMUMO DHTOHM MaHjes nNpuHUMaIl HENOCPEJACTBEHHOE yda-
ctue ['enpu Yertn, Tomac XenByn u Tomac Jlexkkep m Yunbsam Lllexcnup.
CerosHs Hay4YyHO JIOKa3aHO, YTO JIMIIb TPU CTPAHMIIBI 3TOTO MPOU3BEIACHUS
Hanucanbl lllekcnupom, a Takke — €O 3HAUYUTEIBHOU JOJIEW BEPOSITHOCTHU
— eMy NPUHAIIEKAT pacCyXIeHus1 0 PopTyHe, N0JTe, IPeAOoCTEPEKEHUE 00
OMAaCHOCTH OKPYKAIOIIUX TMOJIUTUUYECKOTO JAesTeNsl coOla3HaxX, 3aluCaHHbIC
PYKOH NEPENUCYHUKA.

B croxxere, KOMOUHUPYIOIIEM peabHble (PAKThl U3 KU3HU MBICIUATEIS
C 3JIEMEHTaMH JIET€H/IbI, ONMCaHa TpaeKTopusi BocxoxaeHus: T. Mopa k Bep-
IIMHAM BJIACTH W MOCJIEAOBABIICE 3a HECOIIACHEM UJATH HAa KOMIIPOMUCC C
KOpoJieM, nmajeHue. Bornpoc, ogHako, COCTOUT B TOM, HACKOJIBKO CO3IaHHBIN
JIpamMarypramu o0pa3 COOTBETCTBYET pealbHOMY Ipototumy. Jlymaercs, 4yTo
K PEATUCTUYECKUM 3JIEMEHTAM JpaMbl MOTYT OBITh OTHECEHbI (PakThl OHO-
rpadun MbICIUTENS (MOJUTHYECKAs Kapbepa, CEMEMHBIE OTHOIIEHUS, APYHKe-
CKO€ OKPYXEHHUE), HEKOTOPhIE YePThl XapakTepa (4yBCTBO IOMOpa, MOPSI0Y-
HOCTb, MYJpPOCTh, CIPaBEIJIMBOCTh, TJIyOOKasl PEIUTHO3HOCTh); HUCTOpUYE-
ckuil koHTeKCT (npasienue ['enpuxa VI, Murpanuu B AHIIUIO U3 Matepu-
KOBOM yactu EBporibl).

JlokaszaHno, yro nepy lllekcnupa npuHAAIEKUT CLIEHA YMUPOTBOPEHUS
JIOHAOHCKOTO JIF0JIa, BOCCTABIIEr0 MPOTUB MUTPAHTOB, HABOJHUBIIUX AH-
rmto B 1517 r. B nbece Mop, oOpaiasch K BOCCTaBIIUM, aneuiupyst K 0o-
YKECTBEHHOM MUJIOCTH, MPEJJAHHOCTH KOPOJIIO, KaK HaMeCTHUKY bora Ha 3em-
Jie, a TaK»Ke B3bIBasi K JOOPHIM YYBCTBAM aHTJIMYaH, (PAKTUYECKHU BBICTYMAET
B 3alIUTy MUTPaHTOB. OJIHAKO, KaK MOKA3bIBAECT aHAIIM3 UCTOPUUECKOTO KOH-
TEKCTa, CPeI MUTPAHTOB OBLIO HEMAJIO MPOTECTAHTOB, OEXKABIIUX OT PEIU-
THO3HBIX MPECIEIOBAHUM, B TOM 4Kcie — (paHIly3CKUX T'yreHOToB. Bcraer
BOIPOC: MOT J1u MOp, KOTOPHIN B peaqbHON KU3HU B PEIUTHO3HBIX BOIIPOCAX
ObLT HEMMPUMUPUMBIM KAaTOJMKOM, HUKOTJA HE MOCTYMAaBIIMMCS MPUHIUIMA-
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MU, 32 9YTO B KOHEYHOM CYETE MOTUIATHIICS KU3HBIO U BIOCIEACTBUN OBLT Ka-
HOHM3UPOBAH KaK BEIIMKOMYYCHHUK, 3aHATh TaKylo Mo3unuio? Beap moauTuk
ObLT yOEXKIeH, 9YTO MPOTECTAaHTHU3M MPOTHBOPEUUT Bojie bora m omaceH mjis
obmiectBa. OO0 3TOM CBUJIETENLCTBYET OocTpasi nojemuka T. Mopa ¢ M. Jlio-
TEpPOM, a TaK)Ke €ro JACSITEIHHOCTh Ha IMOCTY KaHIyIepa: BBICTyMAas ¢ TO3UIIAN
TyMaHH3Ma MPOTHB IMBITOK U H30UCHHS MMPOTECTAHTOB, OH (PAKTHYECKH 0J100-
psn aytonade. B mopy ero Haxo)kIeHHs Ha MOCTY KaHIIepa Ha KOCTpe ObUTH
COXOKEHBI IIECTh IMPOTECTAHTCKMX €peTHMKOB. He JuIIHE BCIIOMHHTH, YTO
Mop, cunTas OJIE3HBIM U JaKe HEOOXOAUMBIM TepeBoj; bubiamu Ha HamOo-
HaJbHBIC S3BIKH, TEM HE MEHEC KPHTHUKOBAJI MEPEBOMABI, CICIaHHBIC MPOTeE-
CTAaHTCKUMH aBTOPaMH, 0OOCHOBAHHO CUMTAsl, YTO B HUX MCKaXKaIOTCS CMBIC-
ae1 CesimieHHoTO [lMcanus, a mTaTHHCKUE TEPMUHBI HHTEPIPETUPYIOTCS B CO-
OTBETCTBUHU C TIPOTECTAHTCKUM BepOoydeHHEeM. Ml XOTs B TITaBHOM CBOEM IIPO-
U3BEACHUH, «YTOomuu», Mop HCHOBEAYyeT BEPOTEPIIUMOCTD, €TO KU3HEHHAs
MO3UITUSI TOBOPUT 00 0OpaTHOM.

[IpuarMasi BO BHUMaHUE UCTOPUUYECKUN KOHTEKCT U OMorpadudecKyro
COCTAaBJISIFOIIYI0 MOHO TPEIOIO0XKNTh, 94T0 00pa3 Mopa — MupoTBopIIa,
co3aaHHbIi [llekcnmupoM B OTHOMMEHHOM Tbece, UMeEJI MOPOM BEChbMa CYyIIle-
CTBEHHBIE pacxokiIeHusi ¢ mporotunom. Ha neme manucannas lllexcrimpom
CLEHA OKa3aJOoCh MOMBITKOW HAWTH KOMIIPOMHUCC ¢ LeH3ypou. Ho mombiTka
OKazajach 0€3yCHenIHOM: B TO BpeMsl JjpaMa Tak U He ObLla MOCTaBJICHA B Te-
aTpe, Iolajia B apXuB M yBHUJIENIa CBET ToJIbKO B XIX B.

Taisia S. Paniotova
(SFedU, Rostov-on-Don)
Sir Thomas More in History and in Shakespeare’s Play

The dramatic history of Sir Thomas More was a collective work, and
according to reputed scholars, it may have been inspired by William Shake-
speare, who was a very likely author, judging by several pages in the surviv-
ing manuscript. The play has been included in a number of the playwright’s
collected works. They suppose that Anthony Munday wrote a Book of Thom-
as More between 1596 and 1601, where the plot evolved around Henry
VIII’s Lord Chancellor, who fell out of the king’s grace and was executed in
1535. This book served as the basis for the theatrical text. Besides Anthony
Munday, several collaborators contributed to the history: Henry Chettle,
Thomas Heywood, Thomas Dekker and William Shakespeare. It has been
proved that three pages in the MS were written by Shakespeare, and there is
important evidence that he authored some cues that address fortune, duty,
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warning of temptations that threaten a person in high office (present in a
scribe’s hand).

The plot combines historic fact with a legendary matter, narrating Sir
Thomas More’s rise to power and further refusal to accept a compromise
with the king, and the chancellor’s downfall. What is the correlation between
the dramatic image and the historic prototype? We believe that the most real-
istic elements of this drama are facts of the thinker’s biography (political ca-
reer, family relations, circle of friends), character traits (sense of humour,
ethical integrity, wisdom, uprightness, religious devotion); the historical
background (reign of Henry VIII, immigration from the continent to Eng-
land).

It has been proved that Shakespeare composed the ‘Evil May Day’ sce-
ne, where the rebellion of Londoners against inflowing migrants is pacified in
1517. In the play, Thomas More addresses the rebels, reminding them of
God’s grace, their duty to the king as the Lord’s emissary, and also appealing
to the kind hearts of English people, thus defending the immigrants. Howev-
er, the facts of history show that there were many Protestants among the mi-
grants, who fled to England from religious persecution, e.g. French Hugue-
nots. The issue is: could the staunch Roman Catholic More (for he later gave
his life for his religious beliefs and was posthumously canonized as a martyr)
take this stand? As a statesman, he was convinced that Protestantism went
against God’s will and therefore was dangerous. He vigorously debated with
Martin Luther. In his position of Lord Chancellor, while he (as a Humanist)
rejected torture and corporeal punishment of Protestants, he actually ap-
proved auto-da-fe sentences. When he was in office, six protestant heretics
were burned to death. Thomas More believed that the Bible should be trans-
lated into living national languages, but he opposed attempts of such transla-
tion when they were undertaken by protestant scholars, arguing that the sense
of the Holy Scripture would be misinterpreted, to fit it to the heretical teach-
ings. Although in his major book, Utopia, More preached religious tolerance,
his activities point to contrary views.

Considering the facts of history and Thomas More’s biography, we can
suggest that the image of More the peacemaker created by Shakespeare is ra-
ther far from its prototype. In fact, the scene in this play was an attempt at
seeking compromise with the censorship. However, this did not work out; the
play was suppressed for performance and print, to be retrieved from archives
centuries later.
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K. E. Kpvinos
(Hezasucumuiii uccnedosamens, Canxkm-Ilemepoype),
B. A. Kosanés
(CIIoI'VII, Cankm-Ilemepbype)
IlepeiiTu HA CBETJIYIO CTOPOHY:
Marus Ha cJjiys;k0e moJio:kuTeabHbIX repoes lllexkcnupa
B KOHTEKCTe PeHEeCCAHCHBIX Marn4ecKuXx npeacraBjieHuii

TpaaAuIIMOHHO BEKTOp MCCIEAOBAHUSI MAarudyeckux oOpa3oB U Mpea-
cTraBiicHuM B TBOopuecTBe Y. lllekcrnmpa 3amaeTcss KOHTEKCTOM, CO3JaHHBIM
padotamu dpances Ueiitc u ee mocnenosareieil. CxeMoi, MO3ULIMOHUPYIO-
e MEPCOHAXKA B CTPYKTYpPE MPOU3BEICHUS B OTHOIICHWUHA MAarvuu, CTaHO-
BUTCS, IPU TAKOM NOAXO0J€E, Marnueckas cucrema Mapcunno @uuumHo, nomy-
JSIPU3UPOBAHHAS B IIEKCOUPOBCKOM AHrnuu [[xopmano bpyno u Pobeprom
Onagnom. CormacHo @UUUHO, Marus Pa3AeiseTCs Ha KYEPHYIO» — CBSI3aH-
HYIO C 3aKJIMHAHUSAMU MEPTBBIX, IEMOHOB U T. JI. U «3JIEMEHTAIBHYI0» — OC-
HOBaHHYI0O Ha 3HAHUU YCTpoWcTBa BceleHHOW W HMCHOJb30BaHUU OOKe-
CTBEHHBIX DHEPTHU, MPUPOJHBIX CUJI, CBOMCTB CBETWII U 3JIEMEHTOB. Boruio-
HIeHMeM MoJ100HOM cxeMbl B TBopuecTBe lllekcnupa cTaHOBUIIACH OIIO3U-
uus [Ipocnepo u Cukopakcel B «bype». Kpome TOro, ormMmedasinch «4epHOK-
HIDKHBIE» aCHEKThl Maruu B «MakOete», B mpu3HaHUAX ApoHa U T. 1., KOTO-
pPBIM TIPOTHUBONOCTABJISIIACH «HATypaJlbHAsA» Marus MPUPOJHBIX AYyXOB B
«CoOH B JETHIOKO HOYB», «Pomeo u [[KymbeTTe» U IPpyrux NpOU3BEICHUSX.
C nmo3uimi «HOBOTO MCTOpU3Ma» W APYrux mnocienosareneii Oyko, B 3TOM
KOH(JIMKTE OTPAXKAIOCh MPOTHUBOCTOSHUE WHTEJUIEKTYalbHOW OKKYJIBTHOM
MPUJIBOPHON TPAJAUIIMU U «HAPOJHON» Maruu, U3 KOTOPBIX BTOpas IOJBEP-
rajgach OCy>XJEHHIO U TOHEHUSIM KaK B )KU3HU, TAK U B TeaTpe. TeM He MeHee,
MOYHO TOCTaBUTh MOJI COMHEHHUE CTOJIb KECTKOE OMHAPHOE JICJICHUE B pam-
KaxX pEHECCAHCHOW Marudeckou tpaguuuu. Cucrema @UUUHO, IPU BCEM €TO
aBTopuTeTe, HE OblIa Oe3anbTepHaTUBHOM. Tak, HapuMep, TPUABOPHBIN T'y-
Manuct Kapnma V AntoHmo ae I'eBapa B IMAAKTUYECKOW ICEBAOUCTOPUU
npaBieHuss Mapka ABpenus, riae uMmneparop-duiaocod m3o0paxkeH ujaeaib-
HBIM TPABUTENIEM, AIPECOBAHHOM CBOEMY MATPOHY IMOJYEPKUBAET HEOOXO-
JUMOCTh OBIIQJICHUs, MO TpUMepy oO0pa3loBoro wummneparopa-puiaocoda,
“magia negra”. Takum 00pa3oM, HE CTOJIBKO MCIOJIb30BaHUE OMPEACIICHHBIX
BUJI0B MAaruu CTPYKTYpPUPYET MPOU3BEACHUE, CKOIBKO HAIIPOTUB, €TO CTPYK-
Typa ONpeAensieT OTHOUIEHHE K MCHOJIb3YEMbIM MEPCOHAKAMU OKKYJIbTHBIM
MIpUEMaM.
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Konstantin E. Krylov
(Independent researcher, St. Petersburg),
Victor A. Kovalev
(SPbUHSS, St. Petersburg)
Turn to the Light Side: The Use of Magic Powers
by Protagonists in Shakespeare’s Dramas
in the Context of Renaissance Conceptions of Magic

Investigations of the concept of magic in W. Shakespeare’s dramas are
traditionally framed by the context created by Frances Yates and her follow-
ers. The system of magic, created by Marcilio Ficino and promoted in Eng-
land by Giordano Bruno and Robert Fludd, became a pattern which empha-
sized the statuses of dramatic characters. According to Ficino, there are two
kinds of magic — “black magic”, or necromancy and “natural, or elemental
magic”, based on usage of the Divine energies, the machinery of the Uni-
verse, features of elements and the sources of light. This pattern is fully im-
plemented in the binary opposition of Prospero and Sycorax in The Tempest.
Aside from that “necromantic” aspect of antagonists in Macbeth and Titus
Andronicus, opposed by natural magic of fairies and spirits in A Midsummer
Night’s Dream and Romeo and Juliet. In the works inspired by the neo-
historicist conception and Foucault’s followers, this opposition is understood
as a conflict between intellectual occultism of the royal court and lower-class
vulgar sorcery. But this binary opposition conception can be questioned. Fi-
cino’s system has an alternative. Antonio de Guevara, the scholar humanist
of the court of Emperor Charles V, in his didactical biography of the Roman
Emperor Marcus Aurelius as a perfect ruler, wrote to his patron about the ne-
cessity of knowing magia negra. Thus, it is rather the structure of a specific
play that determines magic practices performed by its characters, than the
opposite influence, from attractions of magic to inventing the plot and char-
acters, good or evil ones.

E. E. Kpvinosa
(Hezasucumuiii uccneoosamens, Cankm-Ilemepoype)
Mudosornyeckne nepcoHaku nmbecbl <CoOH B JIETHIOI HOYb»
Y. lllekcnupa: 0T HCTOYHUKOB /10 COBPEMEHHbIX HHTEepIpeTauuii

Komenus «CoH B JIETHIOIO HOUb», HankcaHHas Y. [llekcnupoM MexIy
1594 u 1596 rr. — onHa U3 HamboJiee U3BECTHBIX U MOMYJISIpHBIX Tibec bap-
na. DTOT JOKJAJ] MOCBAIIEH MHOTOYMCICHHBIM MH(OJOTHYECKUM IIepCOHa-
’KaM, MOSIBJISTIOIIIMMCS Ha €€ CTpaHUIlax.
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Peneccanc ObLT HE TOJBKO 3pOW BO3POXKICHUSI €CTECTBEHHBIX U T'yMa-
HUTAPHBIX HAYK, HO U BPEMEHEM OTPOMHOTr0 MHTEpeca K pa3IuyHbIM Maru-
YECKHMM W PEIIMTHO3HbIM IPaKTUKaM. Bepa B Maruto M moTyCTOPOHHEE MpPO-
NUTHIBAET 3M0XY. [10ATOMY HET HUYEro HEOOBIYHOTO B TOM, UTO CpPEIU Mep-
COHaxke mpowu3BencHui lllekcnupa MOXKHO BCTPETUTH MPU3PAKOB, BEIbM,
koyinyHa. Ho «CoH B JIETHIOIO HOYB» BBIACISETCS CPEAU MbEC ApamMarypra
HEOOBIYAHO MOPOOHON MPOPAOOTKOI BOJIIIEOHOTO MUPA U Pa3HOOOpa3ueM
MUQOJIOTHYECKUX MNepcoHaxel. Takke HM B KaKOM JPYroM MPOU3BEICHUU
bapaa mMup mMarum u MHp JIIOAEH TaK TECHO HE meperuieTeHbl. Kpome Toro
HAJI0 OTMETUTh, YTO 3/I€Ch T€POH AHTUYHBIX JIETCH] KUBYT PSAOM C CYIIE-
CTBAMH, MPOUCXOJSAIIMMH U3 MUPA KEIbTCKUX MPEAaHul, KaK U COCIUHSIOT-
Csl DJIEMEHTHI HAPOJHOM U DIIUTAPHOMN KYJIbTYPBI.

B noxnane OyaeT paccMOTpEHO: Ha KaKue MCTOUYHUKH MOT OMUPAThCS
[lexcnup mpu co3gaHuu MUQPOJIOTHYECKUX TepoeB «CHa B JIETHIOIO HOYBY,
KaKH€ POJIA OTBEJICHBI BOJIIIIEOHBIM NEPCOHAXAM B MbECE M KaK OHU B3aUMO-
JNEUCTBYeT Mexay coOoi. Takxke OyJeT 3aTpOoHYT Bompoc, kak nbeca [llekc-
nypa MOBJIMsIA HA TPAAUIIMU U300pakeHUsT MU(OJIOTUUECKUX T€POEB aBTO-
paMu mocienyromux nokoneHu. M, Hakonen, Ha npuMepe «CHa B JIETHIOO
HOYB» OYJET pacCMOTPEHO Kak cerojHs nepcoHaxu lllekcnupa, TBOpUEeCTBO
KOTOPOT'O HBIHE aCCOLIMUPYETCS CKOPEE C AIUTAPHOU KYJIbTYpPOH, aCCUMUJIIU-
PYIOT C KYJIbTYpPOU MacCOBOM.

Elizaveta E. Krylova

(Independent researcher, St. Petersburg)

Mythological Characters in Shakespeare’s A Midsummer Night’s Dream:
From Origins to Modern Popular Culture

A Midsummer Night’s Dream is a comedy written by W. Shakespeare
between 1594 and 1596 — one of most famous and popular works of the
Bard. This paper is devoted to mythological characters in the play.

The Renaissance was a period of the revival of the natural and human
sciences, but it was also a time of great interest in various magical and reli-
gious practices. This age is characterized by belief in the reality of witchcraft
and supernatural. Thus, Shakespeare’s plays often involve magical elements
and characters, but A Midsummer Night’s Dream draws an unprecedentedly
detailed picture of the world of supernatural creatures, where classical
mythological figures meet characters belonging to Celtic folklore. For this
play, Shakespeare borrowed elements from both elite and common culture.

In this paper | attempt to examine the following issues: Shakespeare’s
source of inspiration for mythological characters who appear in this play; the
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functions of mythological characters in the play; how Shakespeare’s mytho-
logical characters from A Midsummer Night’s Dream influenced the portrayal
of supernatural creatures; and mythological characters from A Midsummer
Night’s Dream in modern popular culture.

A. H. bapanos
(I'MUU um. A. C. Ihwxuna, Mockea)
N3 3amerok k «Kopouro JInpy»

CooO11eHue MoCBAIIEHO EPBOM CIIEHE TpareInu.

Emie 1o oOwsBieHHs 0 ToM Kopouib Jlup pazaemmn (“we have divided”)
CBOE KOPOJIEBCTBO HA TPU YacTH, «4T0O m30exarh Tenepb xe / CMyT B Oy-
aymem» (“that future strife / May be prevented now”). HoBeie Tepputopun
y’K€ HaHECEHbl Ha KapTy, JIup ux Temepp MOKa3bIBAET: «OT TOU YEPTHI J0
atoi...» (“from this line to this”). 3emnm, npeaHazHaYCHHBIC Yepe3 CTAPIINX
nouepeit Jlupa ux Myxbsam, reproram AsnbOanckomy U KopHyaibckomy,
TIIATEIbHO YPaBHEHBI, MO CBUJETENLCTBY [JIOCTEpa, BO BCEX OTHOIICHUSX
(“equalities are so weighed”, etc.). ITosTomy BcepbE3 obOemarh NprOaBUTH
eni€ yTo-11b0 OJHOW U3 cTapmux godepeit Jlup He MOXKET: 3TO HApYUIUIIO
Obl yka3aHHbIIM naputeT. Jlydmass Tpetrb 3aBenoMo mnpeaHazHadeHa Kopne-
auu. Yto ke Torjaa o3Havaet ero ¢pasa: «Jlodyepu, ckaxure... Koro Hazparhb
HaM Jiro0smer Hac Oombire? / Jla cMoxeM MbI mieaped ObiTe» 1 T. a. (“Tell
me, my daughters... Which of you shall we say doth love us most? / That our
largest bounty may extend”, etc.)? SIBisieTcst ik 3TO IPU3BIBOM K COCTSA3aHUIO
B peyax o JII0OBU K OTILy?

B coobmienun paccMaTpuBaeTCs, Kak MOXKET U3MEHATHCS X0 ACHCTBUS
CII€HBI B 3aBUCUMOCTH OT Pa3jinuvs B TOHUMAHUU yKa3aHHOU (Ppa3bl.

Alexander N. Baranov
(Pushkin State Museum of Fine Arts, Moscow)
Translator’s Notes to the Opening Scene of King Lear

Well before officially announcing the self-inflicted division of his
kingdom (“we have divided”) and its purpose (“that future strife / May be
prevented now”), Shakespeare’s Lear has mapped the new territories and
demonstrates the division: “from this line to this.” The lands are to be given
to sons-in-law Dukes of Albany and Cornwall, and the Earl of Gloucester is
sure they are equal in value (“equalities are so weighed”, etc.). Thus, there
can be no extra addition to the two elder daughters’ dowries, since then the
equality would be destroyed. The best third of the kingdom is reserved for
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Cordelia. Then what does the king mean by asking, “Tell me, my daugh-
ters... Which of you shall we say doth love us most? / That our largest boun-
ty may extend”, etc.)? Is this an invitation to compete in expressions of love
for their father?

The paper discusses how the course of a dramatic scene may change
depending on the interpretation of this single phrase.

A. I'. Bonkosa
(K/C, Kanyea)
Konuent «ayma» B «Conerax» lllekcnupa:
ONBIT CEMAHTHYECKOI0 aHAJIN3A

B «Conerax» lllekcniupa, nmepeBEeACHHBIX HAa PYCCKUM SI3BIK, CIIOBO
«JIyIIa» BCTPEYAETCS B PA3IMYHOM KOHTEKCTE U B Pa3IMYHOM 3HaueHuu. Ec-
71 00paTUTHCSI K OPUTUHAIIBHOMY TEKCTY, TO MOXKHO YBUJIETh, UTO B aHTJIUH-
CKOM TEKCTE€ PYCCKOMY «AyIlIa» COOTBETCTBYIOT Pa3HbIE JEKCEMbI, KOTOPHIC
MOTYT OBITh TMEPEBEJACHBI HE TOJBKO KaK «JIylla», HO U KaK «CYIIHOCTB»,
«CyTh», «yx». [loaTOMy peub UAET HE MPOCTO O JEKCEME, a O KOHIIEINTE, TO
€CTh O HEKOEM MPEACTABICHUH, BEpOATU3YEMOM B TIOATUUYECKOM TEKCTE.

[Tonsatne «gyma» BcTpedaeTcss B coHeTax S, 27, 44, 61, 69, 74, 109,
133, 146, 147. Jlekcembl, NEPEBOANMBIEC KaK «IYIIa», Pa3JIUYHBL: COOTBET-
CTBEHHO, 3T0 Substance, mind, spirit, soul, heart. I[Ipu >Tom Hambozee ya-
CTOTHBIMH SIBIIIIOTCS cltoBa Substance m mind, B To Bpems kak Soul BcTpeua-
€TCA PEeXKe, OMHAKO C HECKOJBKO IPYTrUMH KOHHOTAUAMHU. CeMaHTHUYECKUU
aHalln3 MPEANOJIAraeT PACCMOTPEHUE JIEKCEMBI B KOHTEKCTE M CPaBHECHUE
yHOOTPEOJICHUSI JIEKCEM C MOXO0XKUM 3HAUYCHHEM JJIsl BBISIBJICHUSI KOHHOTAIIUI
U coJiep)kaHus KoHienTta. Tak, B coHerax 5 m 44 ynmotpeOienHoe substance
MOHUMAETCS KaK «CYITHOCTBY», «CyTh», TIPH TEPEBOJEC MOXKET 3ByYaTh Kak
«myma»: “But flowers distill’d, though they with winter meet, / Leese but
their snow; their substance still lives sweet” (5); “If the dull substance of my
flesh were thought, / Injurious distance should not stop my way” (44). Ilpu
3TOM 3JI€Ch HE UJIET P€Yb O KAKOM-TO BBICIIIEM Hadajie, KOTOPOE IMOIpa3yMe-
BAETCS MOJ «JIYIIOI», a UMEHHO O «CYTH», HEKOEM 00pa3se.

B conere 74, rae ynorpebisercs gekcema SPirit B 3HaYCHUU «TyIa»,
CBOCOOpPa3HO MPOTHBOIIOCTABIISIFOTCS Aylna u Teno: “The earth can have but
earth, which is his due; / My spirit is thine, the better part of me”. Murepec-
HO, 4TO B coHeTe 146, KOTOpBINA, KAK YK€ JAaBHO OTMEUEHO MCCIIECIOBATEIA-
MU, OTJIMYAETCSA MO MPOOJIEMATUKE OT JAPYIUX BXOJSIIUX B I[UKJI COHETOB,
ynotpebisercs tekcema Soul Hapsty Bcé ¢ Tem ke cioBoM earth, o6o3Haua-
IOIUM IUI0Th, Teno: “Poor soul, the centre of my sinful earth”. Pa3surue
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MBICJIM B 3TOM COHETE yKa3bIBaeT Ha TO, YTO SOUl — 3T0 OeccMepTHas 4acTh
yeJIoBeKa, B oTan4ne oT Substance miu mind.

Anna G. Volkova
(KOTS, Kaluga)
The Concept of “Soul’”” in Shakespeare’s Sonnets:
An Approach to Semantic Analysis

In Russian translations of Shakespeare’s Sonnets, the word “dusha”
(soul) can be found in different contexts and with different meanings. When
reading the original text, one can see that the Russian word “dusha” came to
stand for more than one English equivalent: “substance”, “soul”, “spirit”,
“heart”, and “mind”. Thus, it is better to speak about soul as a concept (or
conceit, in 17th century usage), a complicated mental construct that is ex-
pressed in words and word combinations.

As a concept, “dusha” (soul) is present in Sonnets 5, 27, 44, 61, 69, 74,
109, 133, 146, and 147 and it is rendered by different lexemes. Mostly, the
words “substance” and “mind” are used, but the word “soul” is used much
less frequently, always with some connotations. Semantic analysis means that
a word is studied in contexts and is compared with other words with a similar
meaning, in order to analyze the content of the concept. In Sonnets 5 and 44,
the word “substance” is used, which can also be translated into Russian as
“dusha”: “But flowers distill’d, though they with winter meet, / Leese but
their snow; their substance still lives sweet” (5); “If the dull substance of my
flesh were thought, / Injurious distance should not stop my way” (44). Yet, in
the above examples, this word does not mean “spirit” or something that is
opposed to flesh, but only the essence or image of something.

In Sonnet 74, where the word “spirit” is used, flesh/body and spirit/soul
are used as opposites: “The earth can have but earth, which is his due; / My
spirit is thine, the better part of me.” It should be noted that in Sonnet 146
(posing problems that are different from all the others), the word “soul” is
used as an occasional antonym to “earth” (meaning “flesh™): “Poor soul, the
centre of my sinful earth”. Textual analysis of the Sonnets brings out the
complex polysemy of the concept “soul”.
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. M. Hckenouposa
(MI'Y, Mocxesa)
«Pomeo u JIXKyJIbeTTa» KaK CIO3KeTHasl cXeMa

C Touku 3peHHs JUaJOrHYecKoro mnojxojaa K npoodnemaruke Jpyroro,
nepes; TeEM KaK COBEPIIMTCA KOHTAKT JIBYX MHOXECTB (KCBOU» U «UYKHUEY,
Mps1 1 OHu), TOKEH MPOU30UTH KOHTAKT JIBYX €AUHUIL 3TUX MHOXKECTB (S u
Ter). Tparenus VY. lllekcnupa «Pomeo u Jlkynberra» sBISETCS OJHUM U3
00pa31oB MPUMEHEHHUS 3TOU CXEMbI B HICKYCCTBE.

Cy1iiecTByeT JiBa BpaXxIyroIux MHOXecTBa «MoHTekkn» u «Kamyer-
Ti». VI3 HUX BBIACISIOTCS €AUHUYHBIE npeacTtaBuTesin — Pomeo MOHTEKKH
u [xyneerra Kamynertu. BmroOmsisice, Pomeo u [[Kynberra craHOBSTCA
cyObekTamu Jpyr ais apyra. Pomeo miist J[KynbeTThl OOJbIE HE SIBJISIETCS
«OIHUM U3 MOHTEKKH», & CTAHOBUTCS TEM CaMbIM Tbl, YHUKAJIbHOM U CaMO-
[EHHOW JIMYHOCThI0. MeHsIeTCsl U TipeJicTaBieHue J>KyabeTThl 0 camoil cede:
TENEPh OHA YK€ HE MPOCTO «oaHa u3 Kamynmertu», K Hel NPUXOAUT OCO3HA-
HUE COOCTBEHHOW YHUKAJIIbHOCTH, HE 3aBUCSIIEH OT MPUHAIJICKHOCTH K Ce-
Mbe Kanynertu. To ke camoe mpoucxoaut u ¢ Pomeo, 4to BeIpaxaercs B €ro
CMECTHUBIIIEMCS MPEACTABICHUN O «CBOUX» M «UYKUX», KOTJa OH MEPBOHA-
YaJbHO OTKa3biBaeTcs KoH(uKTOBaTh ¢ TubansToM Kamynerru. Jxynberra
K€ BIIOCIIE/ICTBUU NEPEKUBAET KOHMPIUKT MEXKTY HOBONPUOOPETEHHON WH-
JTABUIYaJIbHOCTBIO U KOJUIEKTUBHBIM CO3HAHUEM MPUHAMICKHOCTU K CEMBE,
korga Pomeo Bce-Taku youBaer TubanbTa: repouHsi pa3pbIBAETCA MEXKIY
11000BbI0 K POMEO 1 HEHABUCTHIO K YOUiille CBOETo Ky3eHa (J11000Bb MOOexk-
naet). CyObeKThl Kak OyATO 10 HEKOTOPOU CTENEHU NMEPECTAIOT OBITh YaCThIO
CBOHMX MHOECTB, 3aHUMAasi HEKOE TPOMEKYTOUYHOE MOJIOKEHUE MEXKY HUMU.
[Tocne cMepTH BO3NIIOOJEHHBIX BPaXIyIOIIUE CEMEUCTBA MEpPe JIMIIOM Tpa-
reauu npuMupsaroTcs. Kontakt mexay S u Thl NpUBOINAT K KOHTAKTY MEXIY
Ms1 u OHu, mycTh 1 1ieHoM XKu3HU S u ThI

[lexcnup ObUT HE TEPBBIM, KTO MPUMEHIII ATy CXEMY, OJJTHAKO UMEHHO
«Pomeo u JlxynberTa» craia oOpa3oM /i NoApakaHusl IPU CO3JaHUU TO-
BECTBOBAHHUS O CTOJKHOBEHUU ABYX BPAXIYIOUIUX CTOPOH. Pomeo u [Ixkymb-
€TTa KOUEBAIM U3 OJIHOW IK30TUUECKON OOCTAHOBKH B JIPYTYIO, HO CIOXKETHAas
cXeMa ocTaBajach Hen3MeHHOMU. JIFOOOBHBIN CIOKET I10 CEH JIeHb caMbIi pac-
MIPOCTPAHEHHBIN CIIOCOO MEePEeBECTH OTHOIIEHUS U3 Mojie Mol — OHu k S
— Tr1. Kpome 3toro, B Hacneactro ot lllekcnupa nocranack U Tparudeckas
HEO0OXOAMMOCTh CMEPTH OJIHOTO WM OOOUX CyOBEKTOB JJI1 YCTAHOBJIEHUS
KOHTaKkTa Mexxay Mel u OHu.
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Inar M. Iskendirova
(MSU, Moscow)
The Plot Scheme of Romeo and Juliet

The dialogical approach to the problem of Another states that before a
contact happens between two group sets (‘ours’ and “aliens’, Us and Them), a
prior contact between two representatives of the sets is necessary (Me and
You). W. Shakespeare’s Romeo and Juliet illustrates how this scheme can be
implemented into art.

There are two sets of feuding characters in the drama: the Montagues
and the Capulets. A single representative stands out in each set: Romeo Mon-
tague and Juliet Capulet. Falling in love, they become subjects for each other.
Romeo is no longer a Montague to Juliet, he is the very You, unique and self-
contained person. Juliet’s image of herself also changes: she not just a Cap-
ulet girl, she realizes that she is unique, and this is not because of her family.
The same thing happens to Romeo, and he is confused about classifying peo-
ple into “ours” and “aliens”, when he refuses to fight Tybalt. Later Juliet
feels discord between her newly acquired sense of individuality and affilia-
tion to the Capulets, after Romeo had killed Tybalt: the heroine is torn be-
tween her love for Romeo and hatred of her cousin’s murderer (her love ul-
timately wins in the conflict). The subjects are to some degree removed from
their group sets and assume intermediate positions. After the lovers’ tragic
deaths the feuding families make peace. The contact between Me and You
generates a contact between Us and Them, even though Me and You have
fallen victims in the process.

Shakespeare was not the first author to develop this scheme; however,
his Romeo and Juliet happened to be accepted as a model for later of feud-
and-love stories. Other Romeos and Juliets have appeared in absolutely vari-
ous and even exotic environments, yet the plot scheme has not changed.
A plot of love is still the most widely spread method of transfer from the Us-
Them relationship to the one of Me-You. Also, Shakespeare’s successors
have inherited the model of an unnecessary death of one or both subjects,
leading to a contact between Us and Them.

H. U. Yexanoe
(Hezasucumviii uccneoosamens, Cankm-Ilemepoype)
IlexkcniupoBckuii 'enpux V Haenquue ¢ codoi

B pabore paccmarpuBaeTcss KOMITO3UIIMOHHASI 3HAYUMOCTh OJHOTO W3
(balyIbHBIX 3MU30/10B IEKCMUPOBCKON XpoHuku «['enpux V» (1599). B atoit
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nbece ['eHpux moutu Be3/ie MOSIBIACTCS B OKPYKEHUU JIPYTHX MEPCOHAXKEH.
OnHako y JaHHOM KOMITO3UIIMOHHOM CXEMbl MMEETCS OJHO HCKIIFOYECHHE:
B CIOKETHOM Pa3BUTHM XPOHUKH HACTYMAET MOMEHT, KOorja Mbl BUauM [ eH-
pYXxa HaeJIuHe C COOOM.

O TakoM cBOEM HaMepeHHUU ['eHpux cooOIaeT B Hayajae 4eTBEPTOIO
akta (1V, 1, 30-33; 3meck u mamee mut. no: lllexcmup, 1959), HO 3TOT MO-
MEHT HEOJHOKPATHO OTTSTUBAETCS M3-3a OOCTOSITEILCTB BHEITHETO MOPSIKA,
HE 3aBUCSIIUX OT BoJu KopoJsi. [Too6Has perapanus He TOJIBKO 000CTpsIET
BHUMAaHHUE 3PUTEISI K TOMY, YEM 3aBEpIIIAeTCsl YKa3aHHOE HamepeHue [ enpu-
xa, HO U cayxur lllekcnupy apamarypruyeckod NOATOTOBKOW HCIOBEAU
['enpuxa, MOJATOTOBKOW, B X0/I€ KOTOPOW aBTOP XPOHUKHU MOKA3bIBAET B CBO-
€M repoe, 1o BeIpaxkeHuto [x. JloBepa YuicoHa, «4epThl 4EJIOBEKa» UM, 110
TepMHUHOJIOTUN A. A. AHUKCTa, «MHIUBUAYAIBHOE YEIIOBEUYECKOE COJEpIKa-
HHUEe» Xapakrepa [ 'eHpuxa.

OcraBuucy HaeauHe ¢ coboM, I'eHpux cHayajga MPOU3HOCUT MOHOJOT
(1V, 1, 235-289), a 3aTeM ¢ MOJIUTBOM oOpariaercs Kk bory, packpeiBas Ty
«gactuiy 3ma» (1V, 1, 184), koropas oOpeMeHSET ero Aynry. 3710 COBEPIICHO
He UM, a ero otuoMm I'enpuxom IV u 3akmouaercs B ToM, Kak ['enpux IV
«m00b6uT Kopouy» (1V, 1, 299). I'erpux V ke He TOJIBKO OIUTAKUBAET «CIe3a-
mu packasaus» (IV, 1, 301) rpex otma, u Hax youtsiM Pruapmom «Oosblie
TOPBKHX CIE3... posni, / YUem BoiTekio u3 xui ero» (1V, 1, 306-307), Ho u
«MOCTPOUJI JIBE€ YaCOBHH, IJIe... MOHAXH MOMUHAIOT Pudapna», u Ha copep-
xaHuu ['enpuxa V HaxoAsTCA «ISITh COTEH OETHSKOB», MOJISIINX <IIPOIIE-
Hue 3a kpoBb» (1V, 1, 303-305). Ho Bcé xe npu 3ToM ['eHpHUX OHUMAET, 4TO
KHUYTOXKHO BCE, MOCKOJIBKY €ro MOKastHUE MPUXOJUT TOCJIE€ BCETO, YMOJISIS O
npomenun» (1V, 1, 310-311. mep. E. H. bupykoBoit m3menén). Otcrona
cBOeoOpa3ue ero MoJauTBbI, oOpaiénnoi k bory. On ymonser: «He ceroaus
/ O, e ceronns, boxe, mo3adyap / ipo rpex orua» (1V, 1, 297-298). Korna
OuTBa npu A3E€HKype BBIMTPaHa, | €HpUX UCHBITHIBAECT MPEXKE BCErO HPaB-
CTBEHHOE O0JIETYEHHUE OT TOT0, YTO €ro MOJIUTBA YCJbIIIAaHA U OTHOCHUT TIO-
Ooeny anrnmn4yad Ha cy€t ['ocroga bora. Ho B smumiore npamarypr Hempapom
HAIIOMHUHAET 3pUTENsiM 0 cBoel Tpuiioruu «['enpux VI», 1CHO gaBasi MOHAT,
YTO CMEpPTHBIA Tpex yOuiictBa Puuapaa, nomazannuka boxbero, He moje-
KUT UCKYIUJICHUIO.

CIIUCOK JINTEPATYPhI
[excnup, Y. (1959) I'enpux V / nep. E. H. bupykosoii // llekcriup VY.
[TomH. cobp. cou. : B 8 T. M. : MckycctBo. T. 4. 650 c. C. 371-491.
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Ivan |. Chekalov
(Independent researcher, St. Petersburg)
Shakespeare’s Henry V Alone with Himself

The paper discusses the structural significance of one of the episodes in
the plot of Shakespeare’s history play Henry V (1599). In the play, the king
nearly always appears on the stage accompanied by other characters. But
there is one exception in this compositional pattern: in the movement of the
plot there is a moment when we see Henry alone on the stage.

Henry informs us of his wish to be left alone at the beginning of the
fourth act (IV, 1, 30-33; Shakespeare, 1965), but the realization of this inten-
tion is repeatedly delayed and because of these retardations not only does the
spectators’ interest for the plot go up, but also the time is gained for the
dramaturgical preparation of the spectators for Henry’s confession. The prep-
aration reveals, as J. Dover Wilson puts it, “man in the hero”.

When Henry is alone on the stage he soliloquizes at first (1V, 1, 235—
289) and then, appealing to God, discloses the mote (cf. 1V, 1, 184) that he
carries as a burden of guilt in his conscience. The guilt is not his own, but his
father’s, and it consists in Henry IV’s “compassing the crown” (1V, 1, 299).
The son mourns over his father’s fault (IV, 1, 298), and on “Richard’s body”
he “bestowed more contrite tears / Than from it issued forced drops of blood”
(1V, 1, 301-302), he “built two chantries, / Where the... priests sing still / For
Richard’s soul” (1V, 1, 306-307), he has “five hundred poor in his yearly pay
/' Who twice a day their withered hands hold up / Towards heaven, to pardon
blood” (1V, 1, 303-305). For all that, all his efforts are an exercise in futility:
“all that | can do is nothing worth, / Since that my penitence comes after all /
Imploring pardon” (IV, 1, 309-311). Hence the peculiarity of his supplica-
tion: “O Lord, / O, not today, think not upon the fault / My father made in
compassing the crown!” (1V, 1, 297-299).

When the battle at Agincourt is won by the English, Henry feels a great
moral relief because his supplication was heard and he attributes the victory
over the French to God. But in the epilogue of the play Shakespeare reminds
his spectators of his early history plays named Henry VI not without purpose,
clearly giving to understand that the mortal sin of the murder of Richard, the
anointed sovereign, is beyond redemption.

REFERENCES
Shakespeare, W. (1965) Henry V / ed. by J. R. Brown. New York ; To-
ronto ; London, New American Library. xxxviii, 240 p. (The Signet Classic
Shakespeare).
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M. A. Kpomosckas
(PAHXul C, Mockea)
OoOpatnas merajopa B «["'amuiere» Y. lllekcniupa

AHHOTaIUs AOKJIa/Ja yJajleHa U3 3JIEKTPOHHON BepcuU COOpHUKA U3-3a
xanoosl B. U. [lumoHOBa Ha HEKOppekTHO 3amMcTBOBaHHbIM M. A. Kpo-
TOBCKOM TEKCT u3 ero coBMmectHoil ¢ E. . CnaByTunbiM paboTsl 00 0Opar-
Holt Metadope B «['ammnere» lllekcnupa, omyOJMKOBaHHOW B UX KHUTE «3a-
raaka ['ammeray (M. : M.WLIL, 2001. Y. 3. OxgymieBisisi HEOIYIICBICHHOE.
C. 177-193).

Maria A. Krotovskaya
(RANEPA, Moscow)
The Reverse Metaphor in W. Shakespeare’s Hamlet

The paper was deleted from the electronic version of this collection be-
cause of the statement of Vladimir |. Pimonov regarding Maria A.
Krotovskaya’s plagiarism of his and Evgeny I. Slavutin’s work on the reverse
metaphor in Shakespeare’s Hamlet published in their book entitled The
Enigma of Hamlet (“Zagadka Gamleta’) (Moscow : Moscow International
Publishers, 2001. Part 3. P. 177-193).
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A. U. Ky3vmuues
(MHUOH PAH, Mocxsa)
HN3menenne orHomenus k Hlexkcnupy
KaK K KJIACCHUKY aHrJuickoi jureparypsl B XVIII B.
HA NpUMepe NPeIucJ0BUHA K U3TAHUIM,
BbINyllleHHBIM ceMbeii TonconoB B 1709-1765 rr.:
HCTOPHSA OTHOT0 APryMEHTa

B dopmupoBanuu nureparypHoi penyrtamuu Y. [llekcnupa xak kiac-
CHMKa aBTYCTHMHCKHI TEpHOJI aHTJIMICKOW JuTepaTyphl (MepBas MOJIOBUHA
XVIII B.) 3aHMMaeT BaKHOE€ MECTO — ATO BpPEMs CO3/IaHUsI KAHOHUYHBIX I1e-
YATHBIX M3JJaHUM IIEKCIUPOBCKUX MbEC, BPEMS OYHUIIECHUS MIEKCIUPOBCKUX
TEKCTOB OT MHOTOYMCIICHHBIX JIMTEPATYPHBIX HACIOCHUHN MPEIIIECTBYIOIIUX
AMOX U MEPBbIA ATall BOSHUKHOBEHHUS MIEKCIIUPOBEIUYECKON HAYKH, B TO Bpe-
Ms TPEJICTABICHHOM B BHJEC MNOJyNpPOdEeCCUOHAIBHBIX MPEIUCIOBUIA
K BIIEPBBIC BBIITYCKABIIMMCS IIUPOKUMU TUPAXKAMU U3JJAaHUSIM JpaMarypra.

B mnaugame XVIII B. m3BectHpli wm3marend JkeiikoO0 TOHCOH CT.
(1655/6—1736) nproOpen SKCKIIO3UBHEIC MpaBa Ha P M3BECTHBIX IIEKCITU-
poBckux TekcToB. C ux mpeablaynied myonukanuu, T. H. «HerBepToro ¢o-
auo» (1685), mponuio 6osiee ABaAIATU JET, U MHOTOE B KYJbTYPHOU XKU3HU
AHITIMA U3MEHWIOCh, B T. Y. M CTaHJAPThl KHUTOINEYaTaHUS U TPEOOBaHUS
nyOJIMKA K NI€YaTHOMY TeKCTy. WM MmoToMy BMECTO OYEpEIHOIr0 pEernpUHTA
JIx. TOHCOH pemmics Ha ropa3fao 0osiee aMOMITMO3HOE TIPEANPUITHE, — Ha
MOJTHOCTHIO HOBOE€ MCIIPABIICHHOE W3JaHUE IIEKCIUPOBCKUX Mbec. Pemakro-
POM M KOMMEHTATOPOM ISl CTOJIb CJIOKHOTO 3aJaHusi ObUI MIpUIJIAIIeH W3-
BECTHBIN B TO Bpems Japamarypr Hukonac Poy (1674-1718). 1 xots npoje-
nanHast H. Poy paboTa no coBpeMEHHBIM Hay4YHbIM CTaHAApTaM HE SIBISETCS
yAOBIIETBOpUTEIBHOM, TyOsmKkarus (1709 r.) umena orpomusiii ycnex. Baxk-
HO, YTO TIOMUMO penakTopckoil pabotsl H. Poy Takxe omyOJHMKOBall CBOIO
ouorpaduro Illexcnupa, mepByr0 B CBOEM POJE, U P CYKICHUM O CTHIIH-
cTuke mbec, mecte lllekcnupa B KIIACCUIIMCTUYECKON MapaJiurMe UCKYCCTBA
U T. 1., 0QOpPMIJICHHBIE B BU/JIEC MPEIUCIIOBUS K COOpaHUIO Mbec. Tak BO3HUKIIA
JauTepaTypHas Tpaaulys, MPOAOJKABIIASCA MOYTH BEK: MPUMEPHO KaxK[ble
JIECATH JIET MOSIBIISIOCh HOBOE U3/IaHUE, CHA0XKEHHOE MPEIUCIOBUEM KAKOTO-
HUOYb U3BECTHOTO JEATENS aHTJIMMUCKOW CIIOBECHOCTH, MTOJIEMUBUPYIOIIUM C
OPEAbIAYIIUMA W/WIA MOJHUMAIOIIMM BaKHBIE BOIPOCHI, Kacarolluecs: OT-
HouieHus K llekcriupy.
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Cnoxunach yHUKaJIbHasl CUTyallus: B KyJIbType €CTECTBEHHBIM 00pa-
30M BO3HHUKJIA JOKAJU30BAaHHAS MOCIEI0BATEIIBHOCTh TEKCTOB, IO KOTOPHIM
MOYHO TPOCJICIUTH!

1) paHHIOIO HCTOPUIO IEKCITUPOBEICHHUS,

2) BEKOBYIO JIUTEPATypHYIO TOJEMUKY BOKpYT TekcToB lllexcrimpa u
CBSI3aHHBIN C HEW aKTyaJbHBIN JUTEPATYPHBIN MPOIIECC;

3) mocTeneHHy0 TpaHchOPMAITHIO TIIaBEHCTBYIOIINX MPEICTABICHUNA O
JpamMarypre, IpUBEJIIIYI0, B KOHIIE KOHIIOB, K OOPETEHHUIO UM KJIACCUYECKOTO
cTaTyca.

B noknage mpocnexeHo (OpMUpPOBAHUE JUTEPATYpPHOU penmyTaluu
[Ilexcnipa Ha OCHOBE aHaW3a MPEIUCIOBUN K OCHOBHBIM U3/IaHUSM Jpama-
Typra nepBoit nojaoBuHbl XVIII B., B KOTOpBIX Mpe/icTaBiIeHbl OCHOBHBIE JIU-
TEepaTypOBETYECKUE U UCTOYHUKOBEIUECKHUE TTOCTYIAaThl TOTO BpeMeHnu. Oco-
0oe BHUMaHue yjaensiercs npeauciosusiMm H. Poy, A. TToyna u Y. Yopo6epTo-
Ha, a TaKXK€ ABOJIIOIUK MOMYJISIPHOTO y HUX OpOJSIYEro «apucTOTEIUaHCKO-
ro» apryMeHTa.

Arseniy |. Kuzmichev
(INION RAS, Moscow)
Transformations of Shakespeare’s Literary Reputation
in the 18th Century Based on the Prefaces
to the Tonsons’ Editions of Shakespeare:
A History of an Argument

The Augustan era was a crucial period in shaping the status of William
Shakespeare as a classic author; it was a time when the first canonical printed
versions of his works finally appeared, and his texts were purged of errors
and misconceptions of the previous epoch. It was also a time when Shake-
speare studies began, in the form of by prefaces to popular editions of his
works written by semi-professional critics.

In early 18th century, a successful publisher, Jacob Tonson (the elder)
(1655/6-1736) purchased exclusive rights to Shakespeare’s plays. By then,
over twenty years had passed since the previous publication (Fourth Folio,
1685), and both the standards of printing and public expectations had
changed greatly. So, instead of merely reprinting the Folio, J. Tonson has de-
cided to undertake a more ambitions enterprise — to publish a completely
new edition of Shakespeare’s plays. The popular playwright Nicolas Rowe
(1674-1718) was chosen as its editor. And while its intellectual value is not
particularly great by modern standards, the edition was a stunning publishing
success. It is important to note that besides his editorial duties, N. Rowe en-
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gaged in Shakespeare studies: he wrote the first biography of Shakespeare,
made a number of interesting observations about the nature and art of Shake-
speare’s plays; it was mostly done in prefaces. And this gave rise to a tradi-
tion that lasted almost a century: in almost every decade, a new edition ap-
peared supplemented with a preface written by a renowned literary figure of
the day, discussing important issues of Shakespeare criticism.

Thus, we witness a unique situation: a localized sequence of texts natu-
rally appeared in English culture, allowing us to follow and analyze:

1) the early history of Shakespeare criticism;

2) a century-long literary debate surrounding Shakespeare’s texts and
the 18th century literary process directly connected to it;

3) a gradual transformation of the playwright’s literary reputation that
eventually led to acquisition of a classic’s status.

The report will concentrate on analysis of Shakespeare’s literary repu-
tation, based on his 18th century editions with the introductions that illustrate
the literary criticism and approach to source studies of that time. Special at-
tention will be given to the prefaces written by N. Rowe, A.Pope, and
W. Warburton, as well as to the evolution of the popular ‘Aristotelian’ argu-
mentation.
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CEMUHAP ’KYPHAJIA VALLA

M. B. Enughéposa
(orcypuan VALLA, Mockea),
A. B. Tumosa
(PI'Y um. C. A. Ecenuna, Psazany)
«IlIkoJia BeHepbI»: onbIT NepeBOAa JUOEPTUHCKOIO TEKCTA

Bo Bropoii nonosune XVII B. B bputranuu mmpokoe pacrpocTpaHeHUe
MOJy4aeT HamnpaBjeHUE JUOEPTUHU3MA, KaK PEaKIMs HA TOJAbl MypUTAHU3MA
[Iporekropara Kpomsens. I[locne PecraBpanmyu MoHapXxuu NpencTaBUTEIN
HOBOI'O HAIPaBJICHUSI CTPEMUJINCH MEPEHECTH BOJILHOAYMHBIE HACTPOCHUS,
[apUBIIIKE B OOIIECTBE, B 00acTh Juteparypshl. [losBustoTcs (GpuUBOJIbHBIC
CTUXH, APaMbl U IPO3aNYECKUE TPOU3BEICHUS.

K nmocnennen rpynne orHocurcsa «lllkosa BeHepsl, nian HaCIaXICHUE
weHIIUHbD. CoaepxKaTeIbHO KHUTA MPEJICTABISIET COOOM pa3roBOp HEOIbIT-
HOM MOJIOZON JEBYIIKM C KYy3WHOM 00 MHTUMHOW OJIM30CTU C MYKYUMHOM.
CTpyKTypHO KHUTa pa3jiejieHa Ha JiBa JUajora: HacTaBJICHUE Mepe]l EPBbIM
CBUJIAaHMEM M TOAPOOHBIN paccka3 O TOM, Kak Bce mpouwuio. M3ganue cHao-
KEHO KapTUHKaMU, WUTIOCTPUPYIOIIUMU €r0 COJIEPHKAHUE.

[Ipu mepeBoae TEKCTa, MOMHUMO YHCTO TEPMUHOJOTHMYECKOW YaCTH
(oOWJIMSI CMHOHMMOB, OINKCHIBAIOIIMX JIETANIU Mpoliecca), MPUXOIUIOCh yUH-
TBIBATh PsI/i KYJIbTYPHBIX U UCTOPUUYECKUX OCOOECHHOCTEU, TAKUX KaK ITUKET
OOIlIeHUs TIPEJICTaBUTEIEH Pa3HBIX MOJOB U BO3PACTOB, TPAJIUIIMU CBETCKHUX
payToB, OCOOEHHOCTH MYKCKOTO M EHCKOTO KOCTIOMA, CTPOEHHUE JoMa U
TOMY TTOJ00HOE.

CloXHOCTh TaKXe€ MPEJCTAaBWI MEPEeXoJl OT OPUIHAIBHOTO MPHUBET-
CTBUSI U MaJOCOJIEPKATEILHOTO Pa3roBopa JBYX JOJrO€ BpeMsl HE BHUJIaB-
IIUXCS KEHIIUH K 3ayIIeBHON Oece/ile Ha UHTUMHBIE TEMbI JIBYX «3aroBOp-
. Heo0xoaumo ObLI0 BIAEpKATh OajaHC U yragaTb MOMEHT ITOCTEIEH-
HOTO nepexofa ¢ «Bb» Ha «ThI».

Maria V. Eliferova
(*Valla’ journal, Moscow),
Anna V. Titova
(RSU named for S. A. Yesenin, Ryazan)
The School of Venus: An Attempt at Translation of a Libertine Text

The second half of the 17th century in Britain was the period of wide
spread of Libertinism as a reaction to Puritanism of Cromwell’s Protectorate.
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After the Restoration of the monarchy, the representatives of the new trend
wished to show in their literary works the tendency of freethinking prevailing
in the society of those times. There appeared frivolous verses, drama and pro-
saic works.

The School of Venus, or the Ladies Delight belongs to the latter group.
In terms of its content, the book presents the talk between a young and unex-
perienced lady and her cousin on how to have intimate relations with a man.
Structurally, this work is subdivided into 2 parts: the instructions before the
first date and the recital of the lady’s intimate adventures. This edition is an
illustrated one.

Apart from the terminological part of the translation (a great number of
synonyms describing the details of the process), it required the knowledge of
some cultural and historical peculiarities of the epoch such as the etiquette of
the formal intercourse of the representatives of different genders and ages,
traditions of the home evenings and parties, the peculiarities of male and fe-
male costumes, the structure of the houses and so on.

It was also difficult to render the transition of the formal greeting and
small talk of two ladies who hadn’t seen each other for quite a while to a
heart-to-heart talk on intimate themes of two “conspirators”. It was important
to find the balance and to find the right moment of transition from a neutral
mode to much friendlier communication.

M. M. Quanko
(PXI'A, Canxkm-Ilemepobype)
«Bo BCEM 3TOM OIPOMHOM KO0JIOCCE He ObLIO U
OTHOY YHIIMHU KMBOH MJIOTH:
pO3eHKpeinepcKuid 00pa3 u3 caTup
bokkaaunu u «Kpokoamwn» Cen-Maprena

K nepBomy pozeHkpeiiepckomy MaHU(ECTy, ONMyOJMKOBAHHOMY B
1614 r., «Fama Fraternitatis», OpuT IPHIIOKEH TIEPEBOJ] HA HEMEIKHUH SI3BIK
OJIHOM T1aBbl U3 NepBoM HeHTypun «llapHacckux Begomocren» TpasgHo bok-
kaymHN (1556-1613), o3armaBiaeHnbiii «Beeobmmas u nenokymnHas pedopma-
nus». Carupa BOKKaTIMHU MOBECTBOBAJIA O HEKOEM «KPYIJIOM CTOJE» MOJ
npejceaTenbCTBOM ATOJUIOHA, Tie (puiocodsl mpeagaraii CBOM PEleHTh
UCIIPABJICHUSI «BEKA CEro», MOTPS3IIEero B Ipexax, B KOHIIE KOHIIOB, OTKa-
3aBIIMCh OT BCSKUX peopm, KOT/Ia OHU BOOUYHUIO YBUJIEIU CaM 3a)KUBO THU-
oI «cel Bek». OCyXKIeHUE PO3EHKPEULIEPCTBA KAaK IIyCTOM WIPBI,
Hacmemiku (ludibrium) y Moranna Banentuna Annpes (1586-1654), aBTopa
OCHOBOIIOJIAraOIIEro JJisl PO3EHKpEIiepCcTBa poMaHa « XUMUYecKas CBaib0a
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Xpuctuana Po3eHkpena» HE MNPOTUBOPEYUT PEIUTHO3HO-MUCTUYECKOMY
nadocy 06€3ycI0BHOrO OTKa3a OT MUPCKOTO MyTH, 0€3HAJIEKHO 3aPAXKEHHOTO
MOPOKaMH, Pa3BUTOMY aBTOpaMH MaHH(ECTOB (Cpelar KOTOPBIX ObLI cam
AHJZpe3) Ha ocHOBe catupbl bokkanuHu B 00pa3 «HEBUJIUMOTO OpaTCTBa».
[IpencraBienne 0 BCEOOBEMITIONIEM MPUPOJHO-UCTOPUUECKOM «UYEJTOBEUHHU-
KE» JKU3HU, TUTAHTCKOM KOCMHUYECKOM, €IMHOM 3€MHOM W HEOECHOM Telle
obOpetaet Bropoe poxaenue B konie XVIII B. 6naronapst oopazy Kpokoaumna
u3 ogHonMMeHHOU noaMbl JIyn-Kiona ne Cen-Maprena (1743-1803). «Kpyr-
JBIA CTOJI» JYyXOB OPUPOJIBI MO/ MPEICEeNaTeIbcTBOM MepKypusi U3 BKIIIO-
yeHHOro B «Kpokoaui» pacckasza ¢ Mbica ['OpH O4eHb HAIIOMUHAET MacCaXu
u3 catupbl bokkannau. Cpaxaromieecs: npoTuB Kpokojuiaa Ha CTOpOHE CUIT
no0pa HeBuauMoe mupy OOmectBo HezaBucumbix, mpooOpa3 MapTHUHUCT-
CKOTr'0 JTyXOBHOTO COI03a (HAMEPEHHO MHCTUTYHHOHAIBHO HE 0()OPMIIEHHOTO
Cen-MapTteHoM), Haclenyrliiero mapTuHecuctckomy OplieHy pblliapeit-
MAaCOHOB M30paHHBIX KO3HOB, OJIM3KO pO3EHKpeuIiepckoMy OpaTcTBy. Oury-
pa uynerckoro myjpena Eneazapa oTcbuiaeT HE TOJIBKO K 00pa3y XpuctruaHa
Posenkpeiina, HO U Kk yuutento Cen-Maprena, kpeneHoMmy nyaero MapTtune-
cy ne Ilackyammu (1727-1774). Jlna muctudeckor noktpunbl CeH-MapteHa,
HaIIeIIEeNH Xy/10KECTBEHHOE BRIPAXKEHUE B €r0 MO3ME, BBICIIUM OJ1arom OblI-
JI0 BOCXOXKJICHUE K 00XECTBEHHOM MEPBONPUUUHE U CHUCXOXKIACHUE K MUPY
Kak npeObiBaroiieit «Bo rpexe» oourenu Kpokoauna. Mcnonb3oBanne ymeno
CKPBITOM PO3CHKPEHULIEPCKON CUMBOJUKK CeH-MapTeHOM IOKa3aTelibHO W
MOXET CIOCOOCTBOBAThH Jy4IlIEeMy MOHUMAHUIO HE TOJIBKO €ro COOCTBEHHOM
dbunocodun, HO U po3eHKpeniepcTBa. N3n00aeHHbIN 330Tepudeckuil o0pas
OOroMaTepualibHOTO BCEJIEHCKOTO Tejla, HE YYXKJbIA U PO3CHKPEUIIEPCTRY,
MOXET 00Ja7aTh KakK MOJOXKUTEIbHON CTOPOHOM, MpEBpaIaONIel 330TepH-
yeckyro teocoduro B kocmocoduro (H. A. bepaseB), Tak U oTpUIlaTEIBHOMH,
BEIyIIEH K MUCTUUECKOMY ITyTH OTBEPHKEHUS KBEKa CEro».

Matvey M. Fialko
(RCAH, St. Petersburg)
“In all this huge colossus there was not an ounce of living flesh”:
Rosicrucian Images from Boccalini’s Satires
and Saint-Martin’s Crocodile

The first Rosicrucian manifesto Fama Fraternitatis was published in
1614, supplemented with a German translation of one chapter from Centuria
1 of Ragguagli di Parnasso by Traiano Boccalini (1556-1613), entitled Uni-
versal and Complete Reformation. Boccalini’s satire represents a panel dis-
cussion chaired by Apollo, where philosophers set forth different means of
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“correcting the sins of the age.” As a result of their discussion, the philoso-
phers reject any further reform when the saw the corruptions of the age. Ro-
sicrucianism is treated as useless play and mockery (ludibrium) by Johannis
Valentinus Andreae (1586-1654), the author of the novel Chymische Hoch-
zeit Christiani Rosencreutz anno 1459, which is fundamental to Rosicrucian-
ism, does not contradict the religious and mystical pathos of unconditional
rejection of secular life hopelessly infected with vices; such pathos was de-
veloped by the authors of manifestos (among them, Andreae) on the basis of
Boccalini’s satire into an image of the “invisible brotherhood”. The notion of
a universal natural-historical “human ant hill”, a giant cosmic mass, both a
terrestrial and celestial body acquires a second birth at the end of the 18th
century, in relation to the Crocodile’s image in eponymous poem by Louis
Claude de Saint-Martin (1743-1803). In this poem, there is an inserted tale
from Cape Horn told at a discussion chaired by Mercury, resembling Boc-
calini’s satire. The defenders of Good against the Crocodile — Society of In-
dependents — form a spiritual community not unlike those of the future Mar-
tinist Order. St. Martin himself distanced did not establish the order, which
took over from the Martinezist Order of Knight-Masons Elect Priests of the
Universe and was akin to Rosicrucianism. The image of Jewish sage Eleazar
has references not only to Christian Rosenkreutz, but also to St. Martin’s
teacher, baptized Jew Martines de Pascualli (1727-1774). For St. Martin’s
mystical doctrine, which was artistically represented in his poem, the highest
good was achievement of the divine origin and forgiveness of the world that
Is the Crocodile’s dwelling. There, St. Martin’s implied Rosicrucian symbol-
ism, illustrating his own philosophy and Rosicrucianism, too. The wonted es-
oteric image of the Holy Virgin’s body-universe is not alien to Rosicrucian-
Ism; it can act positively, converting esoteric theosophy to cosmosophy
(N. A. Berdyaev), or negatively, resulting in repudiation of “the world of to-
day.”

A. 10. Cmapyes
(UDull YpO PAH, Examepunbype)
ABTOpPCTBO «JI1I000BHBIX CTAHCOB KOpoJieBbl HaBappckoii»:
ONBIT CTUWJIOMETPHYECKOT0 AHAJIN3A

CTuioMeTpudecKkrue METO/bl JOCTATOYHO IIUPOKO HCTONB3YIOTCS IS
OMpe/ICJICHUs] aBTOPCTBA, B TOM YHUCJIE U B IIEKCIUPOBEAEHUU. BMecTe ¢ TeM,
OJIHO U3 HauboJee CYIIECTBEHHbIX OTPAaHWYCHUM TaKUX MCCIEIOBAaHUUA —
00bEM aHATM3UPYEMOTO TEKCTa; OCOOCHHO ATO aKTYaJIbHO JJII YaCTOTHBIX
Metoquk. [lpencraBieHHOEe HUXKE UCCIEJOBAHHE HAMPABIECHO HA IMOMBITKY
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aBTOPCKOM aTpuOyuuu (paHIly3CKOro JIMPUUECKOTO CTUXOTBOPHOTO TEKCTa
koH1a X VI B. u, mupe, Ha 0ojiee AETaTbHOE OIpeIeICHUEe dTUX IPaHUIl, T. €.
— Ha YTOYHEHHE TOTr0, YTO MOTYT JaTh CTAHJAPTHBIE CTUIOMETPUUYECKUE
METOBI JUIsl pELIEHUs TAKOTO poJia 3aj1ay.

CruxotBopenue u3 114 cTpok, u3BecTHOE Kak «J[F0OOBHBIE CTAHCHI KO-
poneBbl HaBappckoit Ha e€ mro6oBb k [llanBamtony» (“Stances amoureuses
de la Roine de Navarre sur ses amours avec Champvallon”) perynsprao npu-
nuckiBaeTcs Maprapute Banya («koponeBe Mapro», 1553—-1615), uro ctons
K€ PEryJsipHO BBI3bIBAET MPOTECTHI psAJla HU3AATENIEW M UCCleN0oBaTeNen
XVII-XXI BB. IlepeueHb BO3MOXKHBIX aBTOPOB HE OUEHb BEJIMK: YaIll€ BCETO
TaKOBBIM CUMTAETCSI COBPEMEHHHUK KOpoJieBbl benxamen Xamen (15407—-
1606?), aBTOp HECKOJIbKUX HaJIEKHO aTpUOYHPOBAHHBIX JUPUKO-(Puiocod-
CKUX CTUXOTBOPEHUM.

HccnegoBanue BKIIOYAIO B ce0sl HOATOTOBKY 0a30BbIX M KOHTPOJIBHBIX
KOpITyCOB (perieHue mpodiieM ¢ 0TOOpPOM aBTOPOB U MPOU3BEACHUM, HKAHPO-
BBIMHU OTPAHUYECHUSIMHU, OOBEMOM), B T. 4. — (HOPMHUPOBAHUE, HAPSY C CTaH-
JAPTHBIM HOPMAJIU30BAHHBIM MPEACTABICHUEM, (DOHETU3UPOBAHHBIX KOPITY-
coB B MDA. B kauecTtBe 0a30BBIX KOPITYCOB JJI aHAJIU3a B3SIThl CTUXOTBOP-
HbIe TipousBeneHus Mapraputel Banya, benxxamena )Kamena u coOCTBEHHO
«JIF0OOBHBIE CTAaHCHI», B KAaU€CTBE KOHTPOJBHBIX KOPIYCOB — JIMPUKA TIO-
ATOB-COBpeMEHHUKOB Arpunisl 1 O0unwse, ITtbeHa JXKopens, Gunmunna Jle-
nopra u bepoanbaa ne Bepsuis.

OCHOBHBIM UHCTPYMEHTOM aHaJIu3a SIBJISUICS] CTUIIOMETPUUYECKUHN MaKET
R-stylo, mpenocTaBIsOMMI UCCIEI0BATENI0 MAKCUMAIbHO MIUPOKUA HAOOP
METPUK U anropuTMoB. CpaBHEHUE HCCIIENYEMbIX KOPIMYCOB MO3BOJIUIIO BbI-
SIBUTh COYETAHUSI METPUK U aITOPUTMOB, HanOoJiee HaJIEKHO ONPEICIISIIONTUX
aBTOPCTBO (Ha MaTepuaie KOHTPOJIbHBIX KOPIMYCOB) — B IMEPBYIO OYEPE/ib
ATO KJIACTEPHBIN aHAJIN3 YaCTOTHOCTU TPUTPAMM B aBTOPCKOM KOpITyCe, B3s-
TOM Kak 1ejoe, 0e3 JeJIeHHus Ha OTIEJbHbIE IPOU3BEICHUS, HO C pacupee-
JIEHWEM MO0 MPOU3BOJIBHBIM TEKCTOBBIM Ojiokam mo 500 cinos (500 MFC 3-
grams, culled @ 0%, classic Delta distance), a Takke HEKOTOpBIE JIpPYyTHE.
[TapannenbHo OblIa MPEANPUHSATA MOMBITKA OCYIIECTBUTH CPABHUTEIIBbHBIN
aHaJIM3 MPOCOINYECKOrO CTPOSI CTUXOTBOPEHUN C MOMOUIBIO CIIELUAIBHO JIJIS
ATOTO HAMKUCAHHOTO cKpunTa Ha Python: y4é€r Takux XapaKTEpUCTUK, Kak
3BYKOBOM CTpoul pudMbl, €€ CpeiHssl ITTMHA, OOraTCTBO, IOl OPUTMHAIBHBIX
U OeHBIX pUPM U T. 1.

Pe3ynbTaThl cTUIOMETpUUECKOTO aHaiu3a B R-stylo Bo Bcex ciyuasix,
rae pukcupoBanach HaJExKHasg aBTOPCKask aTpUOYIUS IO KOHTPOJIbHBIM KOP-
mycam, Moka3aiau, 4To «JIF0OOBHBIE CTAHCHI» HE COBHAAAIOT MO CTUIOMETPHU-
YECKUM XapaKTepUCTHKAM HH ¢ Mpou3BeAeHusMu Mapraputsl Banya, Hu c
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npousBeeHusMu benxxamena XKameHa, mpuyeM BO BCEX CIIydasixX JTUCTaHIUS
MeXy «JIF0OOBHBIMU CTaHCaAaMU» W TBOPYECTBOM KOPOJEBBI 3HAUMUTEIHHO
MEHbIIIE, YEM MEXJy HUMHU U TNpousBefeHusiMu benxxamena XXamena. ®dak-
THUYECKH 3TO MOXKET O03HAYaTh aBTOPCTBO TPETHETO JIMIA U3 JIATEPATYPHOTO
OKpyXeHusi Maprapursl. AHaIU3 MPOCOJAUYECKOTO CTPOS HAa JAHHOM 3Tare
HE JlaJl HUKAKUX 3HAYUMBIX pe3ysbTaToB. [[0MyTHO UTOTH CTHIIOMETPUYECKO-
ro aHajau3a JArT JOCTATOYHO MHOTO JONOJHUTEIBHBIX JTAHHBIX, XapAKTEPH-
3YIOIINX aBTOPCKYK) MAHEPY U MOATHYECKUM SI3BIK KaK OTICIBbHBIX MO3TOB,
TaK U 3MO0XU B 11eJoM. KpoMe Toro, napamiesibHO C UCCIIeIOBaHUEM ObLI Clie-
JIaH JIUTEpaTypHbId nepeBoj «J[F0OOBHBIX CTAHCOB» HA PYCCKUH SI3BIK — JI0
TOr'O TEKCT HE MEPEBOJIUIICS.

Yaroslav Yu. Startsev
(IPL UrB RAS, Yekaterinburg)
Authorship of the Love Stanzas of the Queen of Navarre:
A Stylometric Analysis

Stylometry is largely used for authorship attribution, particularly in
Shakespeare studies. Therefore, the main limitations of stylometric research
are known, and are imposed by the volume of analyzed corpora, especially
important for frequency measurements. The present research is an attempt to
attribute a 16th-century French lyrical poem and to develop a more precise
identification of stylometry’s possibilities and limitations, when the approach
is applied to the lyric poetry.

The 114-line long poem known as the Love stanzas of the Queen of Na-
varre on her loves with Champvallon (Stances amoureuses de la Roine de
Navarre sur ses amours avec Champvallon) is often attributed to Margaret of
Valois (“Queen Margot”, 1553-1615); yet, many commentators and re-
searchers from the 17th to the 21st century have argued for a different au-
thorship attribution. The list of potential author candidates is therefore very
limited, including mostly Benjamin Jamyn (1540?-16067?) known for his
philosophical lyrics.

First, we had to prepare the test corpora (Margaret of Valois corpus,
Benjamin Jamyn corpus, and the Love Stanzas proper) and some reference
corpora (works by contemporary poets: Agrippa d’Aubigne, Etienne Jodelle,
Philippe Desportes and Béroalde de Verville), dealing with many preliminary
choices concerning the volume of each corpus, selection criteria, genre, and
authors. All these corpora were standardized, and we developed parallel pho-
netized corpora in IPA transcription.
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Then, we used the R-stylo software package, providing a very large and
elaborated toolkit for stylometric research. By comparing our reference cor-
pora, we identified the most appropriated metrics and algorithms for the case,
with high-probability authorship attribution: the most reliable results come
from 500 MFC 3-grams, culled @ 0% cluster analysis with a classic Delta
distance; and some others. We also used a Python script, developed especial-
ly for the research, and compared prosodic properties of each author’s work,
such as phonetic structure of rhymes, average length of rhyme, 'richness' or
'poverty' of the rhyme, its originality and so forth.

Results of the R-stylo analysis show that in each case where the chosen
metrics and algorithms are reliable for the control corpora, the Love Stanzas
stylometric model does not fit either Margaret of Valois’s work or Benjamin
Jamyn’s work. Therefore, the distance between poems of the Queen and the
Love Stanzas is always smaller than between the Stanzas and Jamyn’s poems.
We can then conclude with caution that the text should be by another author
belonging to the Queen’s poetic circle. The prosodic analysis did not produce
any important result for the moment. At the current stage, the stylometry re-
sults give us many supplemental data concerning individual authors’ styles,
as well as the writing manner of that century. In parallel with the research, we
have also made a poetic translation of the Love Stanzas into Russian.

B. C. @noposa
(MIIT'Y, Mocksa)
MeTtadopa enpi-106Bu B «Conerax» lllekcnupa

Meradopa, ynonoostoiias it000Bb (GU3NYECKOMY HACBIIICHUIO, MPH-
Cyllla CKOpPEe aHAKPEOHTUYECKOM, ueM JIF0OOBHOM 1Mo33uu. OHAKO MO CBOE-
My CYIIECTBY OHa €Ill€ JpeBHEe: €€ UCTOK OOHAPYKUBAETCS B apXaudeCKOM
KOJUIEKTUBHOM CO3HaHUU. MeTtadopa «elbI-TH00BU» BOCXOJUT K CpE/IHEBE-
KOBOM HapOJHOM KYyJIbType — KYJIbTypE€ MaTEPUAIIbHO-TEIECHOTO HU3Aa, €CIIU
BOCIIOJIL30BaThCsl TepMUHOM M. M. baxTuna. B 3ToM pabne3naHckoM Mupe
JT1000Bb U €/1a MPEICTAIOT SABJICHUSIMHU OJHOTO Mopsiaka. [ MaBeHCTBYIOMUMU
UJIEIMHU CTAHOBSTCS IIOTCKOE HACHIIICHUE, (PU3HOJIOTUYECKOE YAOBIETBOPE-
HUE€ U MEePBOOBITHOE HPABCTBEHHOE UYBCTBO MPABHJIBHOCTU U €CTECTBEHHO-
CTH BCEro MPOUCXOJAIIECTO. ApXauyHbIi padiIe3naHCKUN YEIOBEK ONIYIAET
ce0s1 yacThio rpy00 BEIIECTBEHHOTO YHUBEPCYMa, KOTOPBIN MOCTOSHHO BTOP-
raeTcs B YEJIIOBEUECKOE TEJIO U MOKUJAET €r0 B COOTBETCTBUU C OOIIEH TEKY-
YECThI0 MAaTEPHH.

OnHako enu3aBETUHCKAas COHETHAas TPaAWlMs, BO3HUKIIAS Kak MOJApa-
KAHUE UTAIIbSTHCKOU JIMpHUKe, OblIa ri1yOoKo uykjaa Mmojlo0HoM rpy0ooil apxa-
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uke. Ee n3onpénnas o0pa3HOCTh HE UypaeTCs aHAKPEOHTUUYECKUX MOTHBOB:
Tak, @. Cugau u nogpaxaromuii emy I'. Koncredn ynogo0sisitor ry0bl Bo3-
JI00JICHHOM BUIIHSAM, KOTOpbHIE BIIOOJEHHOMY XO4YeTCs IONpoOOBaTh;
P. bapadung B UCKIIOYUTEIBLHO YYBCTBEHHBIX TOMO3POTHYECKHX COHETaxX
CpPaBHUBAET TI'yObl BO3JIIOOJIEHHOTO ¢ MENOM, a BIIOOIEHHOTO — C IMYENIOW.
TeM He MeHee, B CBOEM MPOCTOHAPOJIHOM BHUJE MeTadopa «eIbI-TH0OBU» HE
MOSIBJISIETCSI B COHETaX YTOHUYEHHBIX €JIM3aBETUHIIEB.

Tem Oonee M0OONBITHBIM CTAHOBUTCS TOT (DakT, uTo B 1ukiie [llekcnu-
pa ata Metadopa MmpeCcTaBlieHa TaK OTKPOBEHHO, YTO KaXXETCSl MOUTH padiie-
3uaHckoi. OHa MOJHOCTBIO (popMUpyeT 00pa3HOCTh 118 coHera, KOTOPBI
MHOTHE UCCJEA0BATEIN HAXOST IPyObIM B CHILY TOTO, UTO 00pa3 «eipl» Mo-
YTH HE3aBYAJMPOBAHHO YKa3bIBAET B HEM Ha CEKCYaAJIbHOE YJIOBJIETBOPECHUE.
B Oonee aneranTHOM BuUJIEe 3Ta xe MeTadopa pa3BopauuBaeTcs B 56 COHETE;
CKaTo OHa mpenacTtasieHa B coHerax 75, 119 u 147. UnTepecHo, 4to Bce
Ha3BaHHbIE CTHUXH, KpoMe 147, CBsA3aHBI HE C >KCHIIMHOW, a C aJpecaroM-
MYy>kuuHOU. st acTtetmdyeckon cucteMbl «CoOHETOB» 3TO mapajokc. [Ipe-
KPAaCHBIM JIPyT JOJKEH BOIUIONIATH BO3BBIIICHHBINM TMIATOHOBCKUN Hcal
KpPacOThl; HO UMEHHO 1O OTHOIICHUIO K HEMY MOAT CUUTAET HY>KHBIM MpuoOe-
raThb K OTKPOBEHHO YyBCTBEHHOM, TEJIECHOU, KHU3KOW» MeTadope.

Valeria S. Florova
(MSPU, Moscow)
The “Food-love” Metaphor in Shakespeare’s Sonnets

The comparison of love to a sense of bodily satiety is usual for Anacre-
ontic rather than love poetry. But it is much older per se and takes its origin
in archaic collective consciousness. The “food-love” metaphor descends from
medieval folk culture — that of the material bodily lower stratum, to use
M. Bakhtin’s term. Love and food in that Rabelaisian world appear to belong
to the same order. Bodily satiety, physical satisfaction and primitive moral
sense of fidelity and normality with everything going on become dominant
ideas. An archaic Rabelaisian man feels that he is a part of the rude corporeal
universe, which regularly breaks into and out of his body, in accordance with
the fluidity of matter in general.

But the Elizabethan sonnet convention, which originated as an imita-
tion of Italian love lyric, was deeply alien to rude antiquity. Of course, the
sophisticated Elizabethan imagery involves Anacreontic motives. Sir Philip
Sidney and Henry Constable who imitated him compare a woman’s lips to
cherries that the lover wishes to taste; Richard Barnfield in his extremely sen-
sual homoerotic sonnets compares the beloved youth’s lips to honey and the
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lover’s lips to a bee. However, the “food-love” metaphor does not occur in
sequences of subtle Elizabethans in the vulgar form.

So, it is interesting to note that “food-love” metaphors appear in Shake-
speare’s sequence in such a sexually explicit manner that makes it almost
Rabelaisian. It completely shapes the imagery of sonnet 118. Many scholars
consider sonnet 118 rude due to the fact that “food” unambiguously means
sexual satisfaction. In sonnet 56, the metaphor is phrase with greater subtlety;
it surfaces briefly in sonnets 75, 119 and 147. Curiously, all the sonnets men-
tioned (with the exception of 147) refer to a male addressee, not to a female.
It is a paradox for aesthetic system of The Sonnets. The fair friend was con-
ceived as a personification of a lofty Platonic ideal of beauty, but the poet
sees it proper, to use an explicitly sensual, bodily, base metaphor just in rela-
tion to him.
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INEKCIINP B JIMTEPATYPE U KYJIBTYPE
XIX-XXI BB.

JI. JI. Kopneesa
(HI'Y um. H. B. I'oeons, Heorcun, Yxpauna)
«Pomeo n JI:xxyaberTa» u <3¢ ekt Beprepa»:
K Npo0JieMe MHTEPNPETAIMHU IIEKCIMPOBCKON Tpareauu

[ekcnup sABAAETCS KyJIbTYpPHBIM (PEHOMEHOM, YHUKAIBHBIM IO BpE-
MEHHOU MPOJOJIKUTENBHOCTH U 00beMy. MHOTOBEKOBOE OBITHE U TJIOOAb-
HBII MacITad npenonpeenseT Hen30eKHOCTh €ro UCTOPUUYECKUX U JIOKATb-
HbIX TpaHcopmaruii. [lotomy mr000# pazrosop o lllekcnupe HeoOxoAUMO
HAYMHATh C YTOYHEHUS 20€ U K020d.

[lexcnvp TBOPUI JjIsi CBOMX COBPEMEHHUKOB, IS KOTOPBIX IIEKCITH-
POBCKHE TIOCTAaHOBKH OBUTH TOJBKO OJHUMH W3 MHOTHX HHTEPIPETANHNA H
BEpPCUI MOMYJISIPHBIX CIOXKETOB. B TOM KyJIbTypHO-UCTOPUYECKOM MPOCTPaH-
CTBE€ €ro MbeChl BOCIIPUHUMAINCH UHaUe, Hexkeln B XIX—-XX BB. B mekcnu-
POBCKHE BpE€MEHa TeaTpajibHbId CTHJIb OTKPOBEHHO JEKJIAPUPOBAI YCJIOB-
HOCTb, CJICJIAHHOCTh, Xy/105)KECTBEHHOCTh MTPOUCXOISIIIETo Ha clieHe. [loTomy
JIaXK€ HACUJIUE U JKECTOKOCTh, KOTOPHIX HEMAJO B MIEKCIIMPOBCKUX Tpareiu-
SIX, BOCIPUHUMAIIMCh B HEKOTOPOW CTENEHU MOAO0OHO TOMY, KaK OTCTpPaHEH-
HO BOCIIPUHUMAETCS HAMHU TIOBBIIMIEHHBI yPOBEHb HACWUJIUS BO MHOTHX
GOABKIIOPHBIX ¥ MHU(DOJOTHYECKUX TeKcTax. Ha mexkcnupoBCKoul ciieHe B
ayMoBU3yalibHOW (opme Boriomanuck metadopsl. M ckopee ku3Hb pac-
cMaTpHUBajiach CKBO3b MPU3MY TeaTpa (6ecv mup — meamp...), HEXKEIN TeaT-
pajbHbIE TOCTAHOBKH ACCOIIMUPOBAIIUCH C PEAIbHOU JKU3HBIO.

3putenu Tearpa «['oOyc» Bpsia I MOTJIM TPOBOAUTH MPSIMBIE OTOX-
JECTBIICHUSI MEXKy COOOM M MIEKCIUPOBCKUMU TeposiMu. Bo3MokHO, HE Tak
y>K IpocTO ObLIO 10HOU coBpeMenHulle [llekcnupa yBuaets ceds B Jxynber-
T€, pOJIb KOTOPOM B T€ BpeMEHa UCIOIHSI My»)4uHa. [IlekcriupoBCckuii TeaTp
€lIe HE MOJHOCThIO OTOIIENI OT CTHJIMCTUKU KYKOJIbHOTO OanaraHa, Beprerna,
€lle HE CTall KJIACCUYECKUM TE€aTpOM B €ro COBPEMEHHOM MOHUMaHuu. YTo,
CJIeIyeT 3aMETUTh, BOBCE HE OTpUIlaeT Hanuuus B becax lllekcnupa (kak u B
dbonbkiiope, MU(DOTIOTHH, CIOKETAX BEPTENa) ryoOKOTro COAEpKaHUs U MHO-
TOYKCIICHHBIX IJIACTOB CMBICIIA.

PanukaneHble n3MeHeHus: B TpakToBKy nbec lllekcnupa BHecnu po-
MaHTHKHU C UX BHUMAHUEM K BHYTPEHHEMY MUY aBTOpa W IepoeB. YIPOUH-
U TpaHc(hopMaIuu TEOPETUKH, KOTOPbIE CTAllM MHUCATh 00 UCKYCCTBE KaK O
COOTBETCTBUU peaJbHOU Xu3HU. [Ipouzonuia koppensiuus MEKCTUPOBCKUX
bEC C pPeaTbHON YEJIOBEUECKOM >KU3HBIO, KOTOpAasl BO3HECTA 3TU MbECHI K
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amorer UX MUPOBOM MOMYJISIPHOCTU, HO, BMECTE C TE€M, CO3/ajia MPEeIeICHTHI
MPOBOKAIMN, KOTOPbIE MOXKET HECTU B ceOe UCKYcCTBO. B 3TOM KOHTEKCTE
MpEeXE BCETO CIeayeT 00paTuThes K Tparequu «Pomeo u Jlkynberra», Ko-
TOpasi, B OTJIMYME OT Takux nbec kak «['amner» win «Koposb Jlup», B
MEPBYIO OUEPE/Ib aNEIUIUPYET HE K CMBIC/IaM, a K UyBCTBaM.

Tparenuss «Pomeo u JlKynberra» BCIOMHHAETCA OOJBIIMHCTBOM
HaIIMX COBPEMEHHUKOB KaK JUTEPATYPHBIM MPUMEP BEIMKON W TIPETaHHOU
m00BU. OAHAKO MIEKCIUPOBCKUE TEPOM 3aKAHUYMBAIOT KU3Hb CaMOyOUii-
CTBOM, YTO MOXET SIBJISITHCS CYIIECTBEHHBIM CYHITUAATBHBIM (PAaKTOPOM JIJIst
IOHBIX BJIIOOJICHHBIX W MPUBOIUTH WX K CyHIIUJAITHHOW HACANH B CIydae
HEyJa4 U CIOXKHOCTEU B JIMYHBIX OTHOIICHUSX. CIIPOBOLIMPOBAHHOE U3BECT-
HBIM XYJI0’)KECTBEHHBIM mpou3BegeHneM mwin CMU noapaxaroiee (Haciemy-
eMoe, KJIacTepHOe) caMoyOUiiCTBO OBLIO BIIEpBbIE Ucceq0BaHO B 1970-x rT.
aMmepukaHCcKuM coruosiorom [[pugom Oumumncom U HazBaHO «3dPexTom
Beprepa».

Puck nposinenust rpdexra Beprepa moj BO3IEUCTBUEM MIEKCIIHPOB-
CKOW Tparelu MOKET YMEHBIIINTh aKTyaJIn3allus €€ MepBOHAYAIBLHOIO, He-
CKOJIBKO YCJIOBHOTO U TE€AaTPAIIM30BAHHOTO, MOJYEPKHYTO XY/I0’KECTBEHHOIO
npejcTaBlieHusl. BO3MOXHO, peMHTEpHpETAlUN IIEKCIIUPOBCKOW MbECHl B
JyXe IKCIEHTPUYHOTO U TeaTpain3zoBaHHOro ¢uiabMa baza Jlypmana «Pomeo
+ Ixynberta» (1996) He TONbKO ONMXKE K €€ MEepBOHAYAIBLHOMY XapaKTepy,
HEXENIM UHTEPIpETAllUh KJIaCCUYeCKHe, HO U OoJiee 0€30MacHbI JIJIsi Macco-
BOU FOHOU MyOJIMKHU.

Lyudmila L. Kornieieva
(NMGSU, Nizhyn, Ukraine)
Romeo and Juliet and the Werther Effect:
On the Problem of Interpretation of the Shakespearean Tragedy

Shakespeare is a unique cultural phenomenon in terms of time and
scope. Its age-long evolution and global reach predetermine inevitable histor-
ical and local transformations. Therefore, any conversation about Shake-
speare must begin with a clarification of “where” and “when.”

Shakespeare created his works for his contemporaries, who saw his
plays as one of the many available interpretations and versions of popular
stories. In that cultural and historical space, his plays were perceived differ-
ently than in the nineteenth and twentieth centuries. In Shakespeare’s times,
the theatrical style explicitly declared the conventionality, artificialness, and
artistry of what was happening on the stage. Therefore, even violence and
cruelty frequently present in Shakespearean tragedies were perceived, to a
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certain extent, similarly to how distantly we perceive the high level of vio-
lence in many folklore and mythological texts. On the Shakespearean stage,
metaphors were embodied in an audiovisual form. More than that, life was
seen through the prism of the theater (All the world’s a stage...) rather than
theatrical productions were associated with the real life.

The actors of the Globe theatre could hardly establish direct identifica-
tions between themselves and Shakespearean heroes. It must have been diffi-
cult, for a young girl who was Shakespeare’s contemporary, to recognize her-
self in Juliet, whose role in those days was played by a man. Shakespeare’s
theater had not completely broken away from the style of the puppet show
and had not become a classical theater in its modern sense. However, this
does not deny the existence of complex content and vast layers of meaning in
Shakespeare’s plays (as in folklore and mythology).

Romanticists made radical changes in the interpretation of Shake-
speare’s plays paying attention to the inner world of the author and charac-
ters. The transformations were strengthened by the theorists who began to
write about art as a reflection of real life. There was a correlation between
Shakespeare’s plays and real human life that brought these plays to the peak
of their popularity but, at the same time, created precedents of provocations
that art could bring. In this context, first of all, it is necessary to refer to the
tragedy Romeo and Juliet that, in contrast to such plays as Hamlet or King
Lear, primarily appeals not to the senses but the human feelings.

The tragedy Romeo and Juliet is recognized by most of our contempo-
raries as a literary example of great and devoted love. However, Shakespeari-
an characters end their lives by committing suicides, which can be a signifi-
cant suicidal factor for young lovers and can lead them to suicidal ideation in
case of failures and difficulties in personal relationships. This kind of imita-
tive (“inherited’ or “cluster’) suicides provoked by a famous artwork or the
media was first investigated in the 1970s by the American sociologist David
Phillips and was defined as the Werther effect.

The risk of the emergence of the Werther effect because of the influ-
ence of the Shakespearean tragedy can reduce the actualization of its initial,
conventional, dramatized, and emphatically artistic representation. Perhaps,
the reinterpretations of the Shakespearean play, such as the eccentrically the-
atrical film version Romeo + Juliet directed by Baz Luhrmann in 1996 are
not only closer to its original character than the typical classical interpreta-
tion, but also safer for the younger spectators’ state of mind.
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@. X. Hcpanosa
(AT'Y, Maxauxana)
TearpanbHas Metagopa Llexkcnupa
KaK BbIpakeHHe MPUHIHUIA <ICTETHYECKOr0 COKPATU3MA»

HNcxonHbIM TONOKEHUEM HAIIEr0 HCCICIOBAHUS SIBIAETCA OJHO W3
«OOIIMX MECT» MIEKCHUPOBEJCHUSI — TPEACTaBIeHUE 0 MeTadope <«OKU3Hb
— Teatp» (KMHp — CIIEHa») KaK 00 OJTHOM M3 CIIOCOOOB Pa3BUTHS CIOKETa Y
[Iexcnupa (JI. E. ITunckuii).

HccnegoBanus mOCIeIHUX IECATUIICTUN MO3BOJISIIOT YTBEPKIAATh, YTO
obnacTh «MetanpaMbl» (Schmeling, 1977; Vieweg-Marks, 1989; ITonuteiko,
2010) moapazymeBaeT coBmajeHue pehepeHTHON COOBITUHHOCTH U COOBITHS
WHTEpIIpETalnu, Korja «cpuaereneM u cyauein» (M. M. baxTun) oka3biBaeT-
csl caMm repol (mepcoHax) nbechl. Peub uaeT o ciaydasx aBTOPCKOUM camope-
bnexkcun B Tekcte Tpareaui Illexcrnupa «[Mammer» m «MakOer»: moAT-
JIpaMaTypr M €ro repol COBIAJAlOT B TBOPYECKOM AeWUCTBUU. [Ipu sTOM
HEU30E€KHO BCTAET BOIMPOC O cCrenupuuecKoM MPOSIBICHUM Happaropa B
IpaMaTypru4eCcKOM MTPOU3BEICHUN.

PedepentHoe coObiTue B peun ['amnera u Makbera (B COOTBETCTBYIO-
nmx (¢parmMeHTax) Onarojapsi «TeaTpajibHOW» MeTadope, pa3BOpadyrBaro-
HIEHCS B METAIPAMATHYECKUM CIOKET, BBICTYIIACT PENPE3CHTALIMEN TTOATHYE-
CKOT0 BOOOpaKEHUSsI, TeAaTPAIIbHOTO JEHUCTBUS, MOBEJACHUS aKTepa Ha CICHE.
B pe3ynbTare oCymiecTBIEHUS TAKOTO T€ATPAIbHOIO MeTackoxkera B «I 'amire-
Te» U «MakOeTre» MOXKHO OCHOPHUTH TE3UC 00 «OTCYTCTBHUU IMOCTOSIHHOTO
Happaropa, 3TOro MOCPEeAHUKA MEXKAY MUPOM MEPCOHAKEN U MUPOM 3pHUTE-
nei» (B. W. Trona): peub HappaTopa KaKk «CBUAETENS U CYAHU» TOTO, 4YTO
MPOUCXOJIUT HA CIIEHE C AKTEPOM U YTO HCTBITHIBAET B CBOEM BOOOPAXKEHUU
aBTOp, OOHApPYXUBAETCSI B PEAIBHOCTH METaJpaMaThudeckoro (Merarear-
pPaJIbHOI0) CIOXKETA.

Korga Mak6eT roBopUT Kak ApamaTypr, Kak COYMHHTENb Tpareaui
(“Two truths are told, as happy prologues to the swelling act of the imperial
theme”; “Life’s but a walking shadow, a poor player / That struts and frets
his hour upon the stage / And then is heard no more”), u ucnoyHsIEeT, TAKUM
o0pa3oMm, poJib HappaToppa, OH BBIPAXKAET TEM CAMbIM MPUHIIUN «3CTETHYE-
CKOr0 COKparu3Ma», 0 kotopoMm roBoput @. Humme B cBoem «PoxneHun
Tpareuu U3 JyxXa My3bIKU». «...EBpUnuJ BBEN 3pUTENs HA CIEHY, YTOOBI
TE€M CaMbIM JIaTh 3pUTEIISIM U BO3MOXKHOCTh C J€HCTBUTEILHBIM IOHUMAHUEM
Jieya TPOU3HECTH CBOE CyxeHue o apame...» (Humme, 1998: 99).

Mako6eT, npeBpaiaronuics B cBoeM nephopMaTUBHOM BbICKA3bIBAHUU
B «CBHJIETENS U CYJUIO» TOTO CaMOTO COOBITHSI «HAa TEMY MOHAapIIeH Bia-
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CTU», B KOTOPOM OH Y4YacTBYET Kak mepcoHax (youicTBo kopoiia [lyHkaHa),
OKa3bIBaeTCsl B OAHOM psiny ¢ EBpumnuygom, o kotropom Huiiiiie roBopur:
«EBpunug — aktep ¢ ObIOIKUMCS CEPLIEM, C BOJIOCAMU, BCTABIIMMH AbIOOM;
KaK COKPAaTHUYECKUM MBICIUTENIb — OH HaOpachIBaeT IUJIaH, KaK CTPACTHBIN
aKTep — BBINOJIHIET ero» (tam »xe: 103). B mepcrnekTuBe HACTOSIIETO HC-
CJIEIOBaHUS OKA3bIBACTCSl TENEPh U3YUYEHUE UCTOKOB IIEKCIIUPOBCKOW Tpare-
nuu B TBopuecTBe EBpununa, koropeie @. Huliiie 0003HaumI Kak «JipaMaTu-
3UpOBaHHBIN 3110C» (Tam xe: 102).
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Farida Kh. Israpova
(DSU, Makhachkala)
Shakespeare’s Theatrical Metaphor
as an Expression of the Principle of “Aesthetic Socratism”

The basic principle of our research is a locus communis of Shakespeare
scholarship — the idea of the metaphor “life — theatre” (*world” — “stage”)
as one of the ways of plot development in Shakespeare’s literary works.

Research conducted in the recent decades gives us an opportunity to
claim that the field of “metadrama” (Schmeling, 1977; Vieweg-Marks, 1989;
Polityko, 2010) presupposes a coincidence of referent eventivity and an event
of interpretation, when the protagonist of a play himself turns out to be “a
witness and a judge”. It is about the cases of the author’s self-reflection in the
texts of Shakespeare’s tragedies Hamlet and Machbeth; the poet/playwright
and his character coincide in creative action. In this, there imminently arises a
question of specific manifestation of the narrator in a dramatic work.

The referent events in the speeches of Hamlet and Macbeth (in relevant
episodes), thanks to the “theatrical” metaphor evolving into metadramatic
plot, acts as a representation of poetic imagination, theatre action, and the ac-
tor’s conduct on stage. As a result of such an implementation of the theatre
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metaplot in Hamlet and Macbeth, we can challenge the thesis of “absence of
a constant narrator, this medium between the world of characters and world
of spectators” (V. Tyupa); we discover the speech of the narrator as “a wit-
ness and a judge” of what is going on stage with the actor and what the au-
thor experiences in his imagination, in the reality of the metadramatic
(metatheatrical) plot.

When Macbeth speaks like a playwright, as an author of the tragedy
(“Two truths are told, as happy prologues to the swelling act of the imperial
theme”; “Life’s but a walking shadow, a poor player / That struts and frets
his hour upon the stage / And then is heard no more”), acting as a narrator, he
thus expresses the principle of *“aesthetic Socratism” proposed by
F. Nietzsche in his work The Birth of Tragedy: “...Euripides brought the
spectator on to the stage to render the spectator capable of judgement... and
that we must look further for a deeper understanding of his intensions...”
(Nietzsche, 1998: 99).

Turning in his performative utterance into “a witness and a judge” of
the very event “on the theme of throne”, where Macbeth is involved as a
character (King Duncan’s murder), he finds himself in one row with Euripi-
des, whom Nietzsche describes as following: “Euripides is the actor with the
beating heart, with his hair on end, he draws up the plan as a Socratic thinker,
and puts it into effect as a passionate actor” (ibid: 103). As a prospect of this
research, we propose further study of the sources of Shakespeare’s tragedy in
the works by Euripides, which Nietzsche defined as “dramatized epos” (ibid:
102).

REFERENCES

Nietzsche, F. (1998) Sochineniia : in 2 vols. Moscow, RIPOL klassik
Publ. Vol. 1. 829 p. (In Russ.).

Polityko, E. N. (2010) Metadrama v sovremennom teatre (k postanovke
problemy). Vestnik Permskogo universiteta. Rossiiskaia i zarubezhnaia
filologiia. Issue 5 (11), pp. 165-174. (In Russ.).

Schmeling, M. (1977) Das Spiel im Spiel: Ein Beitrag zur vergleichen-
den Literaturkritik. [Gutersloh], Schauble. (Deutsche und vergleichende Lit-
eraturwissenschaft, Nr. 3). VII, 254 S. (In Germ.).

Vieweg-Marks, K. (1989) Metadrama und englisches Gegenwartsdra-
ma. Frankfurt am Main ; Bern ; New York ; Paris, Lang. 217 S. (In Germ.).

~ 138 ~



A. A. Opves
(PI'UCHU, Canxkm-Ilemepbype)
«bopnba 3a npecroa» Xenpuka Mocena
u ucropudeckue apamsol lHlexcnupa

[lexcnup Kak aBTOp UCTOPUYECKUX XPOHUK U KPUMCKHX Tpareuii»
«lOmit Le3app» n «AHTOHMI M Kneonarpa» mo mpaBy cuMTaercs co3mare-
JeM uctopuueckor npamarypruu HoBoro BpemMenu. KoHeunbie mobdena uiau
Nopak€HUe TOr0 MW MUHOTO MCTOpUYECKOro nuia 3aBucut y Illekcniupa He
CTOJIBKO OT €ro JUYHBIX KauyeCTB WJIM HM3MEHUMBON CyJIbObI, a OT TOTO,
HACKOJIBKO €Tr0 YCTPEMJICHUS U JICUCTBUS COBIA/IAIOT C BeJIeHUsIMU Bpemenu
— HE3aBHCUMO OT TOr'0, OCO3HAET UX I'EPOM WJIK HET. B pUMCKUX Tpareausax
KACTOPHUSA KakK “Heo0XoauMocTh” (Necessity) oOHakaer <...> CBOW HaJIHY-
HO-JIEMOHUYECKUH, POKOBOM XapakTep», 3/1€Ch «UCTOPUYECKOE BpeMs
BIIOJIHE OCO3HAHO Kak pokoBas HeoOxoauMocTh» (JI. E. ITunckwmit).

C >xaHpOM UCTOPUYECKON JpaMbl ObUIM CBSA3aHbI BAXKHEHUIIINE YCTPEM-
nenus X. MOceHa Ha MpOTSHKEHUM MEPBBIX JABAJATH IMATH JIET €ro TBOpYE-
CKOW JEATEIbHOCTH, KOT/Ia JpaMaTypr MOJb30BajiCs MO MPEUMYIIECTBY HC-
TOPUYECKUM W HCTOPUKO-JETeHAApHBbIM MarepuaioM. He Tonbko oTueriu-
BbI€ IIEKCIUPOBCKUE AJUTFO3UHU, HO U MPUHIUIIBI KICTOPU3MA, JEKaIUe B OC-
HOBE HUCTOpUYECKUX JapaMm MOceHa, MO3BOJISIIOT TOBOPUTH O CYIIIECTBEHHOM
BO3/eiicTBUM TBOopuecTBa lllekcriupa Ha HOpBEXKCKOro apamarypra. Eciu B
«Bowutensix B Xenbrenanje» (1857) ucropus npeacraer Kak mporecc Tparu-
YeCKM KaTacTpOo(UUHBIA M Ha KOHIENTYaJlbHOM YPOBHE OOHApy>KUBaeTCs
Oomm3ocTh «puMckuM Tpareausm» Illexcrmpa, To «boppba 3a mpecTom»
(1863) Oamke K XpOHHUKAM, IIPEICTABIISIONIMM X0 HCTOPHUH B II€JIOM KakK I10-
3UTUBHOE Pa3BUTHE, UMEIOIEE MPOBUICHIIMATIBHBINA cMbICT. [Ipu 3TOM B 00-
pazax UEHTPAIbHBIX MEPCOHAXKEH 3aMETHO CXOJICTBO C NEPCOHAXaMU pa3-
JUYHBIX MIEKCIUPOBCKUX JpaM: KOpPOJib XOKOH COOTHECEH C «HJICaIbHBIM
moHapxom» ['enpuxom V, apn Ckyne — ¢ MakOerom, enuckon Hukomac —
¢ Puuapgowm IlI.

Andrey A. Yuriev
(RSIPA, St. Petersburg)
Henrik Ibsen’s The Pretenders
and Shakesperean Historical Dramas

Shakespeare as the author of chronicles and Roman tragedies Julius
Caesar and Antony and Cleopatra is seen as the originator of historical dra-
ma of the Modern Era. In Shakespeare’s works, the ultimate victory or defeat
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of one or another historical person depends not so much on his/her personal
qualities or change of fortune, but coincidence of the character’s motives and
actions with the imperative of Time, regardless of whether the hero is aware
of that or not. In the Roman tragedies “history as necessity exposes its non-
personal, demonic, fateful nature”; and “historical time is recognized here as
a fatal necessity” (L. E. Pinsky).

During the first twenty-five years of H. Ibsen’s career (when the play-
wright mainly used historical and legendary material for his plays), his most
Important aspirations were associated with historical drama. His works of the
period contain distinct Shakespearean allusions, and the principle of histori-
cism that underlies these dramas, bear witness to significant impact of Shake-
speare on the Norwegian playwright. If in The Vikings at Helgeland (1857),
history appears as a tragically catastrophic process, and the play is conceptu-
ally similar to the Roman tragedies, then The Pretenders (1863) is closer to
the chronicles, representing the course of history as a positive development
which contains a providential meaning. At the same time, the central charac-
ters bear resemblance to characters of various Shakespearean dramas: king
Haakon is correlated with the “ideal monarch” Henry V, Earl Skule, with
Macbeth, and Bishop Nicholas, with Richard I11.

E. A. Illesuenko
(PI'TY, Mockesa)
JInkkenc u Bukropuanckuii lllexcnup:
(¢opMupoBaHue KyJIbTa U NPUEMbI «npucBoeHus» bapaa

B BUKTOpHAHCKYIO 310Xy MPOUCXOAUT (HOPMUPOBAHUE MIEKCITUPOBCKO-
ro KyJbTa B COBpeMEHHOM noHuManuu, lllekcnup cTaHOBUTCSA aHTIMICKUM
HallMOHAJIBHBIM CUMBOJIOM. Y. JI[uKKeHC, OyAyud caMbIM MOMYJISIPHBIM POMa-
HUCTOM CBOEU AIMOXM, MOXET ObITh Ha3BaH U OJIHUM W3 CAMBIX MpPEAaHHBIX
ctpouteneit kynbra bapaa. lllekcnup mpucyTcTByeT Bo BceX 00NacTax Jies-
TEJILHOCTH MHCATENS] — B XY/JI0KECTBEHHOM TBOPUYECTBE U MyOJIUIIUCTUKE, B
JTIOOUTENIbCKUX CIEKTAKIAX U pedax Ha Oankerax. lllexcnup mnsa JukkeHca,
KaK U JJisl BCEX BUKTOPHUAHIIEB, BHICTYAET UCTOYHUKOM MYJIPOCTU, MOPaib-
HbIM 3TanioHoM. Ku3Hb JlukkeHca ocBemieHa lllekcnupom: OH MPOHUKAET B
CO3HAHWE BUKTOpHAHIA CO CIEHBI (/[MKKEHC ApYyX HUT C akTepamMu U MocTa-
HOBIIIUKAaMH, B TOM uuciie Makpuau), ¢ MOJOTEH KapThH (OJWM3KHUMl Ipyr
Jukkenca — Maxknuz). Kenas Quszndecku npukocHyTbest k Illekcnupy
(k yeMy 0COOEHHO OyAyT CTPEMUTHCS aHTJIIMYaHE B MEPUOJ] MPa3THOBAHUS
300-ntetHero robumies B 1864 r.), JlukkeHc mokymaer uMeHue [ 3acxu-mieic,
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oBestHHOE 0Opa3zoM Danbcrada. JIMKKeHC, TaKUM 00pa3oM, MOXKET OBITh B3ST
3a o0pazel] BUKTOPUAHCKOTO MIEKCITUPU3Ma.

B nmestenpHOCTH BUKTOpHaHIleB BOKpYT lllekcrnmpa BBIIENSIOTCS IBE
CBSI3aHHBIE MEXIY COOOM TEHJEHIIMM — COXPAHUTh U OCBOUTH — KOTOPBHIE,
HECKOJIBKO MapagoKCaIbHO, OKa3bIBAIOTCS KOH(MIUKTYIOIUMH MEXIY COOOM.
OcBOEHHME CKOpEE OKa3bIBACTCA MPUCBOCHUEM. J[MKKEHC, KOTOPOTO COBpeE-
MEHHUKH HEOJHOKPATHO cpaBHUBaAIM ¢ lllexcrnupom, oCcyiecTBiIsieT NpPUCBO-
€HHUE MHOTHMH MyTSAMH (HAYMHAS OT MPOCTHIX YIIOMUHAHWA UMEHH U 3aKaH-
YHBas CJIOBECHBIMH 3X0), B KOTOPBIX HAaXOIAT OTpPa)KCHHE OOJMK U CaMOTo
nycaTess, U €ro dIOXH.

Elizaveta A. Shevchenko
(RSUH, Moscow)
Charles Dickens and Victorian Shakespeare:
Development of the Cult and Ways of Appropriation of the
Bard’s Image

The Shakespeare cult as we regard it today emerged in the Victorian
time, when Shakespeare became the symbol of Englishness. Charles Dickens
may be considered the most popular novelist of the time, as well as the most
devoted maker of the Bard cult. Shakespeare’s image is to be found in all
spheres of Dickens’ activities, including his fiction and journalism, amateur
theatricals and banquet speeches. Shakespeare stands a mould of moral
judgement, a source of wisdom for Victorians and Dickens, among them. In
fact, Dickens lives in Shakespeare’s light: he rules on stage (with his friends
acting and promoting the plays, including W. Macready), he gives themes to
painters (Dickens liked to discuss the paintings by his friend Daniel Maclise).
Wishing to approach Shakespeare physically (many of his contemporaries
dreamt of the same, as the Tercentenary demonstrated), Dickens bought Gads
Hill Place estate, associated with Falstaff’s rogueries. Thus, Dickens can be
regarded as a model of Victorian worship of Shakespeare.

Having examined Victorian activity around Shakespeare, we can trace
two tendencies that are interrelated but, paradoxically, confront each other.
Victorians tried to preserve Shakespeare and to assimilate him as well — but
in fact, this assimilation looked like appropriation. Dickens knows, invents
and implements this appropriation by a number of means, from referencing
Shakespeare’s name to creating a complex Shakespearean echo that projects
the author’s mind and Victorian consciousness onto the whole.
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M. II. Kuzuma
(MIT'UMO (V) MH]] Poccuu, Mocksa)
Illexcnup 1 CTAaHOBJIEHHE COBPEMEHHOM AMEPUKAHCKOM IpaMaTyprum:
auador ¢ Hlekcnupom B TBOopuecTBe JImman XesmMan

TBopuectBO Jlunuan Xemnman (1905-1984) ceirpanio BaxxHyrO pojib B
Pa3BUTUM AMEPUKAHCKOW JpaMartypruu. B cuiy nenoro psjia npuyuH apama
Kak pox quteparypbl copmupoBanack B CIIIA numie B XX B., 1 OCBOEHHE
MHUPOBOTO JIPaMaTypruyecKoro OmbiTa, COOTHECEHUE €r0 ¢ COBPEMEHHOCTHIO
Y CBOMM NMOHUMAHUEM XY/I0>KECTBEHHBIX 3a7a4 ObLIO KIIOUEBBIM JJIsl HAITUO-
HaJbHOW JApamMaTypruu. XeJJMaH XOpOIIo MOHHWMAania, YTo JJisi aMepUKaH-
CKOMW JipaMbl B3aUMOJICHCTBHE C TpaJAUIMEd — OJUH U3 CIOCOOOB HOBATOP-
CTBA.

[lekcmp crtan mis XemsiMaH OOHOW W3 BakHeWux omnop. IIbeckr
XeMaH mopout 3epKajibHO BOCIIPOU3BOSAT IIEKCITUPOBCKUE MOJEIHN CeME-
HbIX oTHOmeHUH («JIucuuku», “The Little Foxes”, 1939), ee nmepcoHaxu Iu-
tupytot lllekcnupa, anmo3un Ha TEKCThI MIEKCOIUPOBCKUX MbEC MbI BUAUM U
B TEKCTaxX IMbec XeJUIMaH U B UX 3arjiaBusix, — Hampumep, «Jlpyras yactb
neca» (“Another Part of the Forest”, 1946). /lnanor ¢ [llekcpom momMorain
XeNnaMaH CYIIECTBEHHO Pa3/IBUHYTh T'PAHUIBI €€ MbeC B MPOCTPAHCTBE M
BPEMEHHU, YTIIYOUTh UX CMBICH; YEPE3 ATOT AUAIOT aMEPUKAHCKAS Jpama pas-
BHBaJIa CBOW XYyJ0KECTBEHHBIN SI3bIK.

Marina P. Kizima

(MGIMO-University, MFA of Russia, Moscow)
Shakespeare and the Shaping of Modern American Drama:
A Dialogue with Shakespeare in the Plays of Lillian Hellman

Lillian Hellman (1905-1984) was one of the founders of modern
American drama. In the U.S.A., drama as an art came of age only in the 20th
century and an artistic dialogue of the young dramatists with their predeces-
sors was a particularly fruitful approach. Hellman was among the playwrights
who understood that interaction with tradition was one of the ways of innova-
tion.

Shakespeare became for her an important source to draw on. Hellman’s
plays sometimes mirror Shakespeare’s familial patterns (The Little Foxes,
1939), her characters quote Shakespeare, allusions to Shakespeare are present
both in the texts of the plays and in their titles (e.g., Another Part of the For-
est, 1946). A dialogue with Shakespeare helped Hellman to extend her plays
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in time and space and to deepen their meaning; through this dialogue, Ameri-
can drama as an art developed a language of its own.

JI. C. Apmemvesa
(Hezasucumviii uccneoosamens, Huscnuii Hoezopoo)
IlexkcnupoBcKHe aJII03UM B NlepeBoe-anantannu b. Juaproca
apamsbl «Tpu cecTpo» A. I1. UexoBa

ITepeBon mpamartyprum A. Il. UexoBa Bcerga cTaBuil mepes MEpeBOA-
YUKaMU CJIOKHYIO 33J1a4y COXPAHEHUSI PYCCKOTO U «UYE€XOBCKOI0» KOJOPUTA.
JIOTOJTHUTENBHYIO TPYAHOCTh MPEJCTABISIET Takass 0COOCHHOCTh YE€XOBCKOM
MOATUKH, KaK HCIOJIb30BAHUE IIEKCIUPOBCKUX AJUTIO3UN, UTPAIOLIUX BaXK-
HYIO pOJIb B MOTHUBUPOBKE Pa3BUTUs KOH(MIMKTA U OPTAaHU3AIMNU CTPYKTYPHI
MbEChI, OT UHTEPIIPETALINN KOTOPHIX 3aBUCUT U TIEPEBOTUECKAS] CTPATET U

CroxerHoe nBmxeHue B apame Yexosa «Tpu cectpri» (1900) BbicTpO-
€HO Ha y3HaBaeMbIX OTChUIKaxX K Tparenuu Y. lllekcnupa «Makber» (CTyK B
BOpOTa, HECMbIBaeMoe ¢ pyk natHo, Jlequ MaxkOet co cBeuoit). Takum oOpa-
30M, Mapkupyrotrcs (padynbHble 35emenTsl Tparenuu lllexcnupa, opranusy-
IOLLME MTOATEKCT: 0KUAAEMOE CECTPaMHU 3aBTpa HE HACTYMAET.

B cBoeM mepeBoae-anantanuu «Tpex cectep» (2012) b. Duaproc, co-
XpaHsisg 3TU OTCHUIKM K IIEKCIMUPOBCKOMY «MakOeTy», I0CTaTOYHO BOJIBHO
00XOJUTCA ¢ OCTaJIbHBIM TEKCTOM Ibechl. Paccka3piBasi HICTOPHUIO COBPEMEH-
HBIM aHTJIMACKUM SI3bIKOM U 3aMEHSIsI YCTapeBIIUE peauu Ha 0oJiee coBpe-
MEHHbIE (POOOTHI U TEJIEBUICHUE), MEPEBOAUUK TAKXKE 3aMEHSIET KIIIOUEBBIC
JUISL pa3BUTHS KOH(JIMKTA [IUTAThl U3 PYCCKOM KJIACCUKU Ha 0O0JIee MOHSTHBIE
COBPEMEHHOMY aHTJIMHCKOMY 3puTento: BMecTo IlylikuHa repou HameBaroT
boyw, a roroJyieBckuii cymacuieAmun npespamaerca B ['amnera. Beegennas
DHaprocoM MapkupoBaHHas nurtara u3 «[ammera» (“The rest is silence”) ne
TOJIBKO aKTYaJIM3UPYET UYEXOBCKUU TEKCT B AHIJIOSI3BIYHOM KYJIbTYpE, HO
TaKXe PACIHIUPSIET MOATEKCT OPUTUHAIILHOW MbECHI, YCIOXKHSISA €€ CTPYKTYPY
Y TIOPO3K/1asi HOBBIE CMBICIIBI.

Lyudmila S. Artemieva
(Independent researcher, Nizhny Novgorod)
Shakespearean Allusions in Benedict Andrews’s Adaptation
of Anton Chekhov’s Three Sisters

Anton Chekhov’s drama has always been a challenge for its translators,
where they strive to preserve its Russian and “Chekhovian” colouring. Such a
distinctive feature of Chekhov’s poetics as usage of Shakespearean allusions
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Is an additional difficulty for translators. These allusions play an important
part in the development of the conflict and the organization of a play’s struc-
ture, and the interpretation of these influences the choice of a translation
strategy.

The plot development in Chekhov’s drama Three Sisters (1900) is
based on easily recognisable allusions to Shakespeare’s Macbeth (knocking
at the gate, the stain on Lady Macbeth’s hands, Lady Macbeth sleepwalking).
Thus, the plot elements of Shakespeare’s play are introduced into the Che-
khov’s text and reveal the underlying conflict: the desired tomorrow is not to
come.

In his 2012 adaptation of Three Sisters, Benedict Andrews preserves
these Macbethian allusions but translates the rest of the text quite freely. Tell-
ing the story in present-day English, replacing old culture-specific details
with modern ones (introducing television and robots), he also takes some ci-
tations from Russian classical literature, which are important for the conflict
development, and alters them for the modern English spectator: the charac-
ters now hum David Bowie’s song (instead of Pushkin’s verse), and Masha
compares herself with Hamlet (instead of Gogol’s madman). A quotation
from Hamlet (“The rest is silence”), introduced by Andrews, does not merely
actualize Chekhov’s play in the English-speaking culture, but deepens its un-
derlying idea, making its structure more complex and generating new mean-
Ings.

E. H lllanunckas
(PI'YOKCMuT (I'TJOJINDK), Mockea)
«I"amuteT» B 3epkaJjie adcypaa: nbeca T. Cronmapaa
«Po3enkpann u 'miibIeHCTEpPH MEPTBHI» KAK ONBIT JeKOHCTPYKINH

«Abcypnuctckas Tparukomeaus» T. Cronnapaa «Po3zenkpanil u [ 'uib-
JIEHCTEPH MEPTBBI» pacCMaTPUBAETCS, KaK MPABUIIO, B pyclie Tearpa abcypa,
B oco0eHHoctH nbechl C. bekkera «B oxxumanuu I'ogo». IIbeca Cromnmapna,
MIOCTPOCHHAs Ha «IIPOYUTHIBAHUK» IIEKCIUPOBCKOTro «l'amiiera» BTOpoOCTe-
MICHHBIMU TIepCcOHaxaMu Po3eHkpaHueMm u [ MiabIeHCTEpHOM HHTEpPECHA U C
TOYKHU 3pe€HUsA NEeKOHCTpyKuuu tpareauun lllekcrimpa, peBepcun onmno3unuii
TJIABHOTO / BTOPOCTENICHHOTO,  peabHOT0/(haHTa3uHOTO, JKU3HH/CMEPTH,
pa3pyLIEHUs] UEPAPXUUECKOTO MOPSIAKA U OTPUIIAHHS 3aKOHOB Kay3aJbHOCTH.
OcHoBHbIe TTpoOJIeMBbI TTbechl CTOoMMapa — 3arajouHOCTh MUPA, HEBO3MOXK-
HOCTh NMOHUMaHUsA J[pyroro, cioXHOCTh BbIOOpA B >KU3HU, B3aUMOOTHOIIIE-
HUS )KM3HM U €€ PEeNpe3eHTAllu UMEIOT TIyOoKui (uiIocoPCKuii CMBICI.
B abcypanoMm Mupe, KoTopblii co3gaer CTormmap, BTOPOCTENEHHBIE Iepou
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LIEKCIIUPOBCKOTO «l'amiiera» CTaHOBATCS TJaBHBIMH, & MHUPbI, B KOTOPBIE
OHHU TONAJAT, — HEKasg HEONO3HAaHHAsi MECTHOCTb, CTPAHCTBYIOLIAs TeaT-
palibHas TPYIIA, ABOPEL — CYLIECTBYIOT 110 3aKOHAM, OTJIMYHBIMU OT IIO-
BCEIHEBHOIO ObITHA. «J[Ba UellOBEKa, B KOCTIOMAX E€IM3aBETUHCKOW AIOXH,
MPOBOST BpEMsSI B MECTHOCTH, JIMIIIEHHON KaKUX Obl TO HU OBLIO XapakTep-
HBIX MPU3HAKOB» — TAaK HAYMHACTCA MbECAa, U ITO OTCYTCTBUE NPU3ZHAKOB
HayMHAET 00peTaTh (paHTa3UMHBIC OUEPTAHUS 110 MEPE MPOJBUKEHUS TIEPCO-
Ha)XEM K 3aMKy, B KOTOPBIA UX BBI3BAJI HEKHM MOCHaHHUK. B 3TOM Mupe Po-
3EHKpaHIy U [ UabIeHCTEPHY, HE3HAUYUTEIIBHOCTh KOTOPBIX JJIs1 KOPOJIEBCKUX
0Cc00 MOJYEPKUBAETCS MOCTOSHHOW MyTaHUIIEH B UX UMEHAX, MPEJCTOUT Jie-
JaTh BBIOOP, OT KOTOPOTO OHU YXOJIAT, MOCKOJIbKY HE MOTYT MOHSThH MPOUC-
XOIAIIEr0 BOKPYI HUX. B IONBITKax IMOHATH OKPYXKAKOLIEE OHU HAYUHAIOT
COMHEBAThCAd KaK B PEATbHOCTH MNPOUCXOJAIIETO0, TaK U B COOCTBEHHOM
UJICHTUYHOCTHU. B TekcT nmbeckl Ctonmapaa BIUIETEHBI OTPHIBKU U3 Tpareauu
[Ilekcnupa, a KOHEL CTaBUT IOJ BOIIPOC CaMO MOHATHUE CMEPTHU, OKA3BIBAIO-
miericst 0ojiee peaJbHOM B CIIEHUYECKOM JSHCTBE, YeEM B PEAIbHOCTH, KOTO-
PYIO JOJDKHBI IEPEKUTH TEPOU. TeMa OTBETCTBEHHOCTH 3a MPUHATHIE pellie-
HUS, MPOXO/ISIIIIas 4Yepe3 BCIO MbECy, 00pEeTaeT Tparnueckoe 3BydyaHue B (u-
HaJle, KOrJa nepen JIMIOM CMepPTH [ MIIbAeHCTEpH BOCCTAHABIIMBAECT LICMIOYKY
COOBITHM, MPUBEAIINX UX K TparnueckoMy KOHIly: «...Hammu umMeHa, BbI-
KPUKHYTBIE HAa KAaKOM-TO PACCBETE... PACHOPSIKEHHUS... NMPUKA3bL... JTOJDKHO
ObITh, OBLJI MOMEHT, TOT/Ia, B CAMOM Hayaje, KOrja Mbl MOTJIM CKa3aThb —
HeT. Ho MBI Kak-TO €ro ynyCcTuim».

CueHnueckass M 3KpaHHas Ku3Hb Ibechl 1. CTommapaa, KOTopast mpo-
noJpkaeTcst yxke 0osee 50 sieT, moka3biBaeT KaK Ba)KHOCTh MOCTABJICHHBIX B
HEW JK3UCTEHIIMAIBHBIX MPOOJIEM, TaK U HOBBIE MOJAXOJbl K MPOYTEHUIO
[Ilexcniupa, XapakTepHbIE IJIs1 UHTEPIPETATUBHBIX CTPATETMH HAIIEr0 Bpe-
MEHHU.

Ekaterina N. Shapinskaya
(RSUPESYT (SCOLIPE), Moscow)
Hamlet in the Mirror of the Absurd:
T. Stoppard’s Rosencrantz and Guildenstern are Dead
as an Experience in Deconstruction

T. Stoppard’s tragicomedy Rosencrantz and Guildenstern are Dead is
usually regarded in the framework of theatre of the absurd, like S. Beckett’s
play Waiting for Godot. T. Stoppard’s play, based on the ‘reading’ of Shake-
speare’s Hamlet by background characters Rosencrantz and Guildenstern, is
interesting also from the point of view of deconstructing Shakespeare’s trag-
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edy, reversal of oppositions of main/secondary, real/fantastic, life/death, of
destruction of hierarchical order and negation of laws of causality. The main
problems of Stoppard’s play — mystery of the world, impossibility of under-
standing others, complexity of making one’s choice in life, relations between
life and its representations have deep philosophical meaning. In the absurd
world created by Stoppard, minor characters of Shakespeare’s Hamlet be-
come protagonists, and the worlds which they enter — unidentified locality, a
troupe of wandering actors, the castle — are governed by laws different from
everyday life. “Two Elizabethans passing the time in a place without any vis-
ible character” — thus begins the play, and this absence of identification be-
comes fantastic while the characters approach the castle where they were
summoned by a messenger. In this world Rosencrantz and Guildenstern,
whose insignificance for the royal family is emphasized by the King and
Queen routinely muddling up their names, have to make their choice, from
which they flee since they cannot understand what is happening around. In
their effort to understand it, they begin to doubt both the reality of events and
their own identities. The lines of Shakespeare’s tragedy are inserted into the
text of Stoppard’s play, and the ending questions the very idea of death,
which becomes more real in scenic representation than in actual life which
the characters have to face. The theme of responsibility for one’s actions run-
ning through the play becomes tragic in the finale, when, facing death, Guil-
denstern reconstructs the chain of events which had led them to the tragic
end: “Our names shouted in a certain dawn... a message, a summons...
There must have been a moment, at the beginning, where we could have said
no. But somehow we missed it.”

The stage and screen life of T. Stoppard’s play which has already lasted
over 50 years show both the importance of its philosophic ideas and new ap-
proaches to reading Shakespeare, characteristic of interpretative strategies of
our time.

M. B. Mapxosa
(PI'TY, Mocksa)
Turanust B nupukade: llexkcnup M cTUMNaHK

BnusiHME MEKCNHPOBCKUX CHOXKETOB HA COBPEMEHHYIO MAaCCOBYIO
KyJIbTYpy W JHUTEpaTypy He TpeOyeT Jaxe OTIAEIbHOro OOCYXIEHHUs, Ha-
CTOJIBKO OHO O4eBUIHO. IIbechl bapaa nmoaBepraroTcsa NOCTOAHHBIM NEPEIEII-
KaM W MepecKaszaM, CIelys 3aKOHAM INEePEHMHAYMBAHUS TOIYJSPHBIX CHOXKE-
TOB: KaXJIbIA T'OJ] MOSIBJISIOTCS MPUKBENbI (MPEIBICTOPUSL «ITyTOUYHOU BOU-
He» benenukra u bearpuue), cukBenbl (McTopus godepu Jjeau MakoOer),
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TCHJICPHBIC TIEPEeBEPTHININ, Iepeckasbl Ttuma “‘What if” (uro, ecnm mocie
cMepTH JIF0OOBHUKOB U3 Beponbl Po3anuHa nomxHa BeIMTH 3aMyX 3a beHBo-
ano?) wiam “not as you thought” («macrosimias» ucropus Pomeo u Jxynber-
Thl), @ TAKXK€ MPOUCXOSIINE B (DIHTE3UNHBIX WU AIbTEPHATUBHBIX MHUpPaAX
(Buoisa, 4T0OBI HaMTH W crmacTh OpaTa, OTHPABISETCS B IIKOJIY OOPIIOB C
Bamnupamu; nepcoHaxu lllexcnupa KUBYT B 3aKOJIIOBAHHOM TeaTpe U 00-
pEUYEHBbI BEYHO Pa3bIrphIBaTh Mbechl). K MOCIEAHUM OTHOCSATCS U HEOOJIbIIas
rpyIna nepecka3oB, MOMEIICHHBIX BO BCEJICHHYIO CTUMITAHKA.

CTUMIIaHK CUMTAETCSl KAaHPOM HAy4YHOU (haHTACTUKH, OMUPAIOIIUMCS
Ha aIbTEPHATUBHYIO UCTOpPUIO bpuTaHCKoW mMIiepuu, B KOTOPOW TaK Ha3bl-
BAaEMbIC «PETPO-TEXHOJOTHH» BBINIIN Ha IMEPBBIA IIIaH, CO3aB IOJTHOCTHIO
UHJIyCTpUAJIbHOE, HO MPU 3TOM 3CTETU3UPOBAHHOE 00IIecTBO. CTHIHCTHYE-
CKH ONUPAsACh HA KIACCHYECKUE POMAHbI BUKTOPUAHCKOW 3MOXH, CTUMIIAHK
MOJHUMAET MOJIUTUYECKUE BOMPOCHI, a TAK)Ke MPOOJIEMbl COIIUATBLHOIO HEpa-
BEHCTBa U reorpaduueckoil skcnaHcuu. llepemHauMBaHUE HCTOPUUECKUX
XpoHUK wiK Tpareaui [llekcnvpa B MoI00HOM KJTIOU€ OKHIAEMO, XOTS ObI B
CUJIy TEMaTUKH, HO MPEJCTaBUTh «IPUPOJHbIe» KoMenuu [llekcniupa Ha yp-
0aHUCTUYECKO-BUKTOPUAHCKOM (POHE MapoBBIX MaIuH M (HaOpUUHBIX TPYO
ropa3zo cioxkHee. TeM He MEHee, TaKHh€ MOMBITKK MPEANPUHUMAIOTCS, U
OO0JBIION MOMYJISIPHOCTBIO MOJIB3YETCS] CTUMITAHKOBCKHM mepecka3 «CHa B
JIETHIOIO HOUb». JTO, MOXKaIyH, CaMblii HEOXKHUITAaHHBIM BBIOOD ISl TIepecKkasa
B cTujie cTuMnaHk: «COH B JIETHIOIO HOYb» — A3TO HamOoJiee CKa304yHasl U
doHTe3uiiHas u3 komenuit [llekcnupa, Kk TOMy e MOCTPOEHHAsI HA MOTUBAaX
npupoaHoro nukia. Ha mnepBeiii B3rasa «CTUMOAHK B JIETHIOIO HOYbY
(“A Midsummer Night’s Steampunk’™) Ckorra 3. Tap6era (Scott E. Tarbet),
YTPUPYIOIIUN 3CTETUKY CTUMIAHKA (JJ1s1 JOKa3aTeIbCTBA ATOTO JIOCTATOYHO
OJIHOTO Ha3BaHUS pPOMaHa), C TPYJAOM COOTHOCUTCS C O30PHOW CTUXUEH
IEKCIUPOBCKON KOMEAWU, a TOTOMY JaHHBIM JIOKJIaJ CTaBUT 3ajadeil mpo-
CJICIUTh JIOTUKY >KAHPOBOTO JIBUKEHHUS, TEPEHOCAIIET0 CaMyH <IPUPO-
Hyto» komenuto lllekcnupa B MHAYCTpUANbHBIA MHUpP MEXAaHUYECKUX KOH-
CTPYKIIUH.

Maria V. Markova
(RSUH, Moscow)
Titania Boarding an Airship: Shakespeare and Steampunk Culture

The influence of Shakespeare’s stories on modern mass culture and lit-
erature does not even require a specific discussion, obvious as it is. The
Bard’s plays are subjected to continuous alterations and retellings, following
the laws of re-imagining of popular stories: each year there are prequels (the
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background of the “merry war” between Beatrice and Benedick), sequels (the
story of Lady Macbeth’s daughter), gender shifters, “what-if” type retellings
(what if after the death of the lovers of VVerona Rosaline were to marry Ben-
volio?) or “not-the-way-you-thought” type retellings (a “true” story of Ro-
meo and Juliet), or retellings taking place in fantasy or alternative worlds (in
order to find and save her brother, Viola goes to a school of vampire slayers;
Shakespeare’s characters live in an enchanted theater, always performing a
play). The latter includes a small group of retellings placed in the steampunk
universe.

Steampunk is considered to be a science fiction genre based on the al-
ternative history of the British Empire, where so-called “retro technology”
came to the fore, creating a completely industrial, yet aestheticized society.
Stylistically based on classic Victorian novels, steampunk raises political
questions, as well as problems of social inequality and geographical expan-
sion. While such re-interpretation of Shakespeare’s chronicles and tragedies
may be expected, basing on the theme, it is much more difficult to imagine
Shakespeare’s “natural” comedies taking place against an urban Victorian
background of steam engines and factory pipes. Nevertheless, such attempts
will be made, one of the most popular examples being the steampunk retell-
ing of A Midsummer Night’s Dream. This is perhaps the most unexpected
choice for a steampunk remake, since the play is the most fanciful and fantas-
tic of Shakespeare’s comedies, constructed mainly on the motives of nature’s
cycle. At first glance, A Midsummer Night’s Steampunk by Scott E. Tarbet,
where steampunk aesthetics is exaggerated (the novel’s name alone is telling
enough), hardly correlates to the mischievous element of Shakespeare’s com-
edy. Therefore, this paper aims to trace the logic of the genre’s movement
that transfers the most “natural” Shakespeare’s comedy into the industrial
world of mechanical designs.

E. B. Tuxomuposa
(KHJ1Y, Kues, Yxpauna)
IllexkcnnpoBcKHUE MOTHBBI B JIMTEepaTtype (pIHTE3H

Bnusanue tBopuecTBa u 1uuHOCTH YuibaMma lllekcniupa Ha nureparypy
(dhaHTE3M POCICKUBACTCS OT 3aposkaAcHUs xaHpa B XIX B. 1 10 HaIMX JTHEH.
B cBsi3u ¢ 0COOEHHOCTSIMU XaHpa Hanboyiee «BOCTPEOOBAHHBIMU» B KOHTEK-
cte (IHTE3U mbecaMu ABIAIOTCS «bypsi», «CoH B JETHIOIO HOYB» U «Mak-
0eT», cojepKalllle Marudyeckue 3JeMeHThl. [Ipu 3aMMCTBOBaHUU IIEKCIH-
POBCKHX MOTHBOB, 00OpPa30B U MEPCOHAXKEN aBTOPHI MPOU3BEACHUN (PIHTE3U
MEPEOCMBICIIMBAIOT HUX, OTTAJKUBASCh OT MAapaMETPOB BBIMBIIIJICHHBIX MH-
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pOB, KOTOpble OHM pa3padaTeiBaioT. IloCKOJIBKY XpOHOTOM (hIHTE3UINHOIO
MHUpa ¢ 00s3aTeIbHON (PaHTACTUUECKON COCTABISAIONIEH SIBJISIETCS OCHOBOIIO-
JIArarouIen KaTeropuer »aHpa, MEKCHUPOBCKUE MOJEIM MArudeCcKoro Io/jI-
BEpraroTcsi 3HAUUTEIbHONU TpaHcpopmarnuu. HoBbie BOIUIONIEHHUS HAXOAUT
ctpana @aitpu (Faerie), npoekuueit kotopoit y lllekcnupa BeicTynaer Tonoc
BoJeOHOrO Jieca Tutanuu nu O6epoHa B nbece «CHE B JIETHIOIO HOYBY», UbS
CBSI3b C AHTUYHBIM MHUPOM KOMEIWH BECbMa YCIOBHA. B mpou3BeneHUSIX
(doHTE3U BHYTPEHHSS] KOHGUTYpaIUsIX MUPOB, KaK MPaBUIIO, HECET UJIE0JI0-
TUYECKYI0 HArpy3Ky, ONpPEAEseT CIOKET M 33JaeT HappPaTUBHO-PUTOPH-
YECKHUE BEKTOPBI TEKCTA. B3auMoiencTBre NOBCEAHEBHOTO Mupa U Oadiipu, K
pUMEpy, UTPAET KIIOYEBYIO pOJib B poMaHe «ManeHbkuid, 0onbiioi» J[xo-
Ha Kpaynu, a B «bype B neTHIOr0 HOUb» [los1a AHIEpCOHA HAIOKEHUE MUPOB
COYETaeTCs ¢ ANbTepHATUBHOM HcTOpuer. CooTBEeTCTBYOMNN Depu TOmoc
aKTyanu3upyeT B ()IHTE3M MHUQPOJIIOTHYECKUI CyOCTpar »KaHpa, Halpumep,
OTpa)KaeT OMMO3UIINI0 CMEPTH U Oeccmeptusi B TBopuectBe [[x. P. P. Ton-
KUHA, CO3J]JaHHBIM KOTOPBIM MHP COYETAET KEIbTCKOE SApPO (B YaCTHOCTH,
npejcTaBieHusix 00 MHOM Mupe U ero oOuTarensx) C aHIJIO-CaKCOHCKOM
anu4YecKor Tpamunuen. [laponauiinbie 3aMMCTBOBAHUS IMIEKCIUPOBCKUX MO-
THUBOB MOPOU MEPEXOJAT B MOJIEMUKY C BEJIMKHUM JPaMaTyproM, BOBIICKAs B
MPOIECCEe MHOTHE KITIOUEBBIE JIsl (PIHTE3W KOHIIENTHI (BIUSHKUE BIACTH, CUIa
CJIOBa U T. J1.), KaKk 3TO mpociexuBaeTca B pomaHax Teppu IIpatuerra «Be-
e cectpel» U «/lambl u ['ocoga». «lIlIkona B Kapmaprene» Annbl Kopo-
CTEJIEBOM BO3BPAIIACT CIOKETHI JABYX IMIEKCHUPOBCKUX Tpareauil («Kopoib
JIup» n «Mak6eT») K (OJIBKIOPHBIM CKa30YHBIM OOpa3liam Jisd CO3JIaHUs
FapMOHU3HUPYIOLIECH MOJAENIH, NOCKOJIBbKY B KapMapTeHe OTCYTCTBYET CMEPTh
Kak TakoBas. A oOpa3 camoro lllekcriupa, HEMOCPEICTBEHHO KOHTAKTUPYIO-
1IEr0 CO CBOMMM IMEPCOHAXAaMH, BHOCUT 3JIEMEHTBHI METANIPO3bl U METaTeaT-
paibHOCTH B 1Mk «llecounsrii denoBek» Hwuna I'eiiMana, momgyepkuBas
UJICI0 B3aNMOITPOHUKHOBEHHS BBIMBICIIA U PEATTBHOCTH.

Olena V. Tykhomyrova
(KNLU, Kyiv, Ukraine)
Shakespearean Motifs in Fantasy Fiction

The influence of Shakespeare’s works and personality on fantasy fic-
tion can be traced from the genre’s beginnings in the 19th century and to this
day. Due to the genre peculiarities, the most relevant plays are those that con-
tain fantastic elements (Tempest, A Midsummer Night’s Dream and Mac-
beth). When borrowing Shakespearean motifs, imagery and characters, fanta-
sy writers recast them in terms of their imaginary worlds. Since the chrono-
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tope of the secondary world with its mandatory fantastic component is the de-
finitive category of the genre, Shakespearean models have undergone consid-
erable transformation. The land of Faerie, Shakespearean projection of which
Is the topos of Titania and Oberon’s magic forest, whose connection with the
classical world of the play is rather loose, sprouts new manifestations. In fan-
tasy fiction, the inner configuration of the worlds is often ideologically load-
ed, as well as plot-defining and crucial for directing narrative rhetoric. The
interrelation between the mundane world and the Faerie plays the key role,
for example, in John Crowley’s Little, Big, while in Paul Anderson’s A Mid-
summer Tempest the imposition of worlds is combined with alternative histo-
ry. An equivalent of Faerie actualizes the mythological substratum of the fan-
tasy genre, like in J. R. R. Tolkien’s works where it elucidates the opposition
of death and immortality in a world that interlaces the Celtic nucleus (includ-
ing the Otherworld narratives) with the Anglo-Saxon epic tradition. Borrow-
ing from Shakespeare within a parodic paradigm sometimes leads to polem-
ics with the Bard, involving many central fantasy concepts (power, magic of
words, etc.), as it can be observed in Terry Pratchett’s Wyrd Sisters and Lords
and Ladies. Anna Korosteleva’s A School in Carmarthen reverts the plots of
two Shakespearean tragedies (King Lear and Macbeth) back to their folklore
roots in accordance with the harmonizing model of the novel, in which death
Is absent as such. The image of Shakespeare himself, who is in contact with
his own characters, adds a metafictional dimension with elements of
metatheatre into the Sandman series by Neil Gaiman, highlighting the inter-
penetration of fiction and reality.

Jl. B. Tabuna
(KDY, Kazany)
Oo0pa3 Eau3agersl | B kyabType XX Beka

Ha ¢dopmupoBanue coBpeMeHHOTO 00pa3a TOTO WM MHOTO MEepCOHa)Xa
B HUCTOPHUM OKa3bIBAIOT 3HAYMTEIHLHOE BJIMSHUE JINTEPATypa, KHHEMAaTOrpad,
BBICTABKH, 3JICKTPOHHBIE OOpa30BaTENIbHBIC IUIOMIAIKH W Pa3HOOOpa3HbIC
MYJIbTUMEIUNHBIC POCKTHI.

O6pa3 EnmuzaBetsl THOH0p Kak JUYHOCTH, €€ IMOJUTHYECKAs U IKOHO-
MUYECKas JEATEeIbHOCTh JOCTAaTOYHO MOAPOOHO MCCIEAOBAHbl YUYECHBIMHU B
pazIMUHbBIX 007acTaX. TpagulIMOHHO UCCIEA0BaTENN O0OpalIalOTCsl K PAHHUM
oOpazam EnuzaBetsl I. OTHOBpEMEHHO C 3TUM HEMHOTME U3 HUX MPOBOJIAT
OLICHKY COBPEMEHHBIX €€ MPEACTAaBICHUN B MAaCCOBOM KynbType. MHOroumuc-
JIEHHBbIE 00pa3bl, CIOKUBIIMECS O HEH, CIIOCOOCTBOBAIM CO3/IaHUIO HE MEHEE
MHOTOYMCJIEHHBIX MU()OB O KOPOJIEBE U €€ OKPY>KEHUHU.
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Enuzagera | mo nmpaBy cunTaercss OTHUM U3 CaMbIX BBIIAIOIIUXCA U SIp-
KUX €BPOMNEHCKUX MOHApPXOB. 3a 45-JI€THUN MEPUOJ €€ MPABICHUS AKTUBHO
Pa3BUBAJIKCH CEIILCKOE XO3SMCTBO U Cy0X0acTBO. UMeHHOo B 310 Bpems Ty-
MaHHBIM AJILOMOH cTall MOpcKou aepxkaBoi. Takxke Enuzasera | mpoBoamna
pedopmbl PUHAHCOBBIX MHCTPYMEHTOB YIIPABIICHHS TOCYy/1apcTBOM. MHoOrue
BUJIbI UCKYCCTBA (TeatTp, JIUTEpaTypa, )KUBOMUCH U JPYTUe€) MOTYyUYUId OO0b-
I10€ BHUMaHUE 0OIIECTBA TOW SMOXHU U CYNIECTBEHHOE pa3BUTHE.

®opmupoBanue oOpazoB Enuzasersl | mpoxoaumno, npexie Bcero, mo-
CPE/ICTBOM BU3YaJbHBIX U UHBIX CIIOCOOOB IMPEJCTABICHUS €€ KaK MOHapXxa,
MPABUTEIS U KEHIIWHbBI, HAUYMHASA OT MOPTPETOB U MOAM B €€ YECTh JI0 U300-
PaXXEHUI U SKpAHU3AIUN UCTOPUUECKUX COOBITHI U UCTOPUUECKUX POMAHOB.
Tak Ha3pIBaeMblld «KylabT EJIM3aBETHI» Haydall CO3JaBaThCA €IIE MPU KU3HU
KopoJieBbl. CO3aHNE U PA3BUTHE «KYJbTA» PACCMATPUBAECTCA MCCIIEIOBATE-
JSIMU B KaQ4€CTBE HEKOTO OCHOBOIIOJAraruiero sneMenta Aurnuu Enuzase-
ThI, €€ MOJUTUYECKOTO HHCTPYMEHTA.

[Togo0HOE OTpaxeHHe U BOCIPUITUE €€ MEPCOHBI CYIIECTBOBAJIO U B
XX B. OgHako co BTOpOW MOJOBUHBI MPOIUIOTr0 BeKa HAOIIO/IaeTCsl CMEHa
00bEKTa BHUMAHUS HCCIIE0BaTEIEH OT U3y4eHusl caMoi TuuHocTU Ennzase-
Thl K PaCCMOTPEHMIO 3HAYUMOCTH CO3JaHUs 00pa3oB KOpoJieBe U MU(DOB O
HEW.

Diana V. Tyabina
(KFU, Kazan)
The Image of Elizabeth 1 in the 20th-century Culture

Literature, cinema, television shows, exhibitions, electronic educational
platforms and a variety of multimedia projects have a significant influence on
the formation of a contemporary image of a character in history.

Scholars from different backgrounds studied the image of Elizabeth
Tudor as a person, her political and economic activity in detail. Traditionally,
scholars address early representations of Elizabeth I. At the same time, few of
them evaluate modern Elizabeth’s depictions in popular culture. Numerous
formed Elizabeth’s images were conducive to the emergence of multiple
myths about the queen and her subjects.

Elizabeth I is rightly called one of the most outstanding and remarkable
European monarchs. The state’s agriculture, shipping, and navigation active-
ly developed during her 45-year reign. It was at that time that England be-
came a maritime power. Elizabeth | also launched reforms of financial in-
struments of state administration. Many kinds of art (theater, literature, paint-
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ing and others) received great attention from the society of that era and sub-
stantial development.

Elizabeth’s images were formed primarily through visual and other
ways of representing her as a monarch, ruler and woman, beginning with the
portraits and poems in her honor to the portrayals and screen versions of past
events and historical novels. The so-called “cult of Elizabeth” originated
even during the queen’s lifetime. The scholars consider the creation and evo-
lution of the “cult” as a certain “core element” of Elizabethan England, her
political tool.

Such reflection and perception of her person existed in the 20th centu-
ry. However, since the second half of the last century there has been a shift in
the object of researchers’ attention from the study of Elizabeth’s personality
to the consideration of the importance to create the queen’s images and the
myths about her.

C. Il. Huxonvckas
(HHI'ACY, Huoicnuti Hoszopoo)
“Here’s snip and nip and cut and slish and slash”:
MOHATHE Kpa3pe3» B HCKYCCTBE U nn3a1‘/’1He

«YKpOUICHUE CTPONTHUBOW» — OJHO M3 HEMHOTHX MPOU3BEICHUMN
[Ilexcnupa, OTAMYAIOMIMXCS YIOMHUHAHUEM Pa3HOOOpPA3HBIX BEUIEH U HJie-
MEHTOB IMOBCEIHEBHOM >XU3HU. MHOTHE U3 HUX SBIISJIMCH HOBOBBEIACHUSIMU,
3aTparuBaroIIMMHU 1eJIbINA psij o0aacteit aerictButeabHOCTH XV Beka, Takux
KaK M3MEHEHUSI CTPYKTYPhl PbIHKA U TOPTOBJIU, MEXHAIIMOHAIBHBIE B3aUMO-
nercTBHs, (OpMHUpPOBaHKUE KaTeropuii Mmoasl | T. I (cM.: Richardson, 2012:
215).

I{urara, BetHeceHHas B Ha3zBanue (1V, 3), comepxut cioBa, 0003HaYa-
Io1Me paspesbl Ha oaexe (B mepeBogax A. H. Octposckoro, I1. I1. 'neauua,
M. A. Ky3muna, I1. B. Menkoson, A. U. KypomeBoii: «BbIpe3Ka», «Ipopes»,
KHAZAPE3», KMOAPE3», «KIpopexa»). ITy 0COOCHHOCTh KOCTIOMa 31oxu Penec-
caHCa MOXXHO BUJIETh HA MHOTHX >KUBONMUCHBIX noptperax XVI Beka. Pac-
cCMaTpvBasi Ha HUX BapUaHThI Pa3pe30B, MOXXHO MOHATH, uTo y lllexcnupa
cioBa Bo ¢pase “snip and nip and cut and slish and slash” seastorcs HE co-
BCEM CUHOHMMaMHU. M3 uCTOpUU KOCTIOMA U3BECTHO, HAITPUMED, UYTO (PACOHBI
KUCTAHCKUX» WIH «()paHI[y3CKUX» PYKaBOB C BbIpE3aMHU IO IIBAM WIH MO
JUTMHE CIIOXKHUIIMCH Topa3no panbiie (I'opoauesa, 2000: 130, 178, 180).

[llexcnup He 0e3 MpOHUHM OOpalllaeT BHUMaHWE Ha HOBBIM «MOIHBIN
tpen» XVI Beka, korjia Hajgpe3bl HAHOCUIIUCH Ha JTIO0YIO MMOBEPXHOCTh, Ya-
CTO, camou aoporou TkaHu: «lIpope3m, cHauana MOXOKHE HA JOMHYBIIUE
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mBbl (paspe3sl. — C. H.) MOSBWINCH Ha JIOKTEBBIX M KOJICHHBIX CrHOax |
BCKOpE B BHJIC JIMCTOYKOB, KPECTHKOB, 3BE3I0YEK PACIPOCTPAHUIIUCH II0
BceMy KocTioMy. <...> [Ipope3u MOKphIBaJIM IITaHBI, PyKaBa, TUIAIIHA, JaXe
00yBb 1 nepuaTku» (Yepnosa, 1987: 53).

DTy 0coOeHHOCTh He 00onu BHUMaHueM Takxe Oumunmn Cumgau (Sir
Philip Sidney, 1554-1586) (cm.: MycBuk, 2015: 45) u Yunssam [Nappucon
(William Harrison, 1534-1593) (Harrison, 2010: 20-21).

CeromHsi B PyCCKOM SI3BIKE «pa3pe3» — 3TO: «pacceueHrue Ha MOBEpX-
HocTH Tena» (CoBpeMeHHBIH cioBapsk ... , 2011: 329); «HapyuieHue, moBpe-
KIACHHUE 1[EJIOCTHOCTH uero-mnoo» (tam xke: 270); «pa3aeiacHue 4ero-iudo Ha
gacti» (Tam ke: 273); «mpu3HaKk M3HOMIEHHOCTH» (TaM xe: 395). UeTsipe
nmpuMepa u3 00JacTH MPEIMETHOTO r3aifHa, MaTepUATU3YIOIINE dTH 3HAYE-
HUs, HasbiBaloTcs coorBercTBeHHO: Slashed (2013, muzaitnep: Illapiorrta
Kunrcuopd / Charlotte Kingsnorth); The Cut Chair (2011, nuzaitaep: ITutep
bpucron / Peter Bristol); Broken Kast.02 (2013, nuzaitnep: JlennapT BaH
Yddenen / Lennart van Uffelen); Ripped Denim Jeans (Gucci).

CroBa «paspes», «TPElIMHA» U «Pa3pbIB» TPAKTYIOTCH €lle U Kak
«pa3beAMHCHUE, OTCYTCTBUE BHYTPEHHEH TyXOBHOH cBsi3m» (Tam xe: 119),
«rpekpaiienne oTHomeHui» (tam sxe: 440). Ilpoektsr u3 cepun Exploded
View (2007-2008, muzaitaepsr: Jlrocu MakP> u bapt Xecc / Lucy McRae &
Bart Hess) neMoHCTpUpPYIOT, UTO CTOJb IITyOOKHE KYJIbTYPOJOTMYECKHUE ac-
MEKTHl HE UYXKIbl AU3aliHy, TOYHEe, KOHIENTyalbHOMY Au3aiiHy (cM.: J{aHH,
Pa6wu, 2017: 25).

JuzaliHepckue 00BEKTHI «C pa3pe3aMu», KIIOPE3aHHBIE», KUCKPOMCaH-
HBIE» WA «Pa3OUTHIE» MPOCKTUPYIOTCS W BBITOJHSIIOTCS, PYKOBOACTBYSCH
KaTeropusMu «HekJ1accuueckor acteTukm» (berakos, 2003: 542). B momxo0-
HBIX «CIBHUTAaX» MOKHO YCMOTPETh MEpeKandKky ¢ smoxoi Illlexcnupa, korga
CKJIJBIBAIONINECS WHBIE XYyI0KECTBCHHBIC OCOOCHHOCTH TOW WJIM MHOU Be-

I HAYMHAJIU [peo0anaTh Haj ee GyHKIMOHAIBHOCTRIO (cM.: Korda, 1996:
126-127).
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Svetlana P. Nikolskaya
(NNSUACE, Nizhny Novgorod)
“Here’s snip and nip and cut and slish and slash”:
Tailored Slits in Art and Design

The Taming of the Shrew is unique among Shakespeare’s works, since
it bears many references to everyday household objects, occupations and ac-
tivities. Many of them were still novelties introduced in the 16th century,
triggered by changing markets and trade patterns, international relations, ap-
pearance of fashions, etc. (Richardson, 2012: 215).

Petrucchio’s speech quoted in our title (1V, 3) refers to various cut ele-
ments in tailored clothes (translated into Russian by A. N. Ostrovsky,
P. P. Gnedich, M. A. Kuzmin, P.V. Melkova, and A. I. Kurosheva: slit,
notch, groove, rip, hole). These details in Renaissance costumes are to be
seen in many 16th-century portraits. Analyzing the forms of the cuts, we can
conclude that words in Shakespeare’s phrase ‘snip and nip and cut and slish
and slash’ did not mean quite the same things. From the history of costumes
we know that ‘spanish’, or ‘French’ sleeves with grooves parallel to the
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seams or running the whole length of a sleeve appeared much earlier (Gorba-
cheva, 2000: 130, 178, 180).

Shakespeare ironically comments on the novel fashionable trend that
favoured slits on all clothes surfaces, even on very expensive cloth. “At first,
cuts similar to bursting sutures appeared on elbows and knee folds and soon
spread around the entire costume in the shape of leaflets, crosses, and stars.
<...> Slits would spatter trousers, sleeves, cloaks, even shoes and gloves”
(Chernova, 1987: 53).

This kind of fashionable ornament was also commented upon by Sir
Philip Sidney (1554-1586) (Musvik, 2015: 45) and William Harrison (1534-
1593) (Harrison, 2010: 20-21).

Russian dictionaries now define a cut (razrez) as “a dissection in sur-
face body tissues” (Sovremennyi slovar’ ... , 2011: 329); “disruption, dam-
age of integrity” (ibid: 270); “partitioning of a whole into parts” (ibid: 273);
“result of wear and tear” (ibid: 395). To quote a few designer solutions with
such elements, we can name Slashed (2013, designer Charlotte Kingsnorth);
The Cut Chair (2011, designer Peter Bristol); Broken Kast.02 (2013, designer
Lennart van Uffelen), and Ripped Denim Jeans (Gucci).

The words cut and crack can also mean “disintegration, loss of inner
spiritual union” (ibid: 119), “breaking off a relationship” (ibid: 440). The
project series Exploded View (2007-2008, designers Lucy McRae & Bart
Hess) shows that such profound cultural search is a legitimate direction of
conceptual design (Dunne, Raby, 2017: 25).

Designer clothes with cuts, rips, tatter or breaks are drawn in the trend
of non-classical esthetics (Bychkov, 2003: 542). One can draw a parallel
with Shakespeare’s time, when artistic specifics of costume elements mat-
tered more than their functionality (Korda, 1996: 126-127).
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IN MEMORIAM

BajgenTuna AJIeKcaHI[pOBHa PsanoJioBa
(1940-2018)

5 ¢eBpans 2018 r. yuuia U3 *U3HU BeAyUIMH HAYyYHBIM COTpyIHUK ['0-
CYyIapCTBEHHOI0 WHCTUTYTa HCKYCCTBO3HAHUS JIOKTOP HMCKYCCTBOBEJCHUSI,
TE€aTpOBE. U nepeBoauniia Banentnna AnekcanapoBHa Psamoiosa.

Banentnna AnekcanapoBHa poaunack B Boponexe 30 anpens 1940 r.,
B 1962 r. 3akoHuuna uionorundyeckuil ¢axkynbTeT MOCKOBCKOTO Tocyap-
CTBEHHOI'0 YHUBEPCHUTETA, A0 1965 T. mpemnogaBana TaM xe.

C 1968 r. Baientuna AnexkcanjapoBHa padoTtana B MIHCTUTYyTE HCKYC-
CTBO3HAHUS, IJIe MHOTHE TOJIbl ObLIa YUYEHBIM CEKpPETApEM CEKTOpa COBpeE-
MEHHOTO HCKycCTBa 3amaja, npodecCuOHaIbHO 3aHUMAJIACh UCTOpPUEU aH-
TJIMACKOW Y UPJIAHJICKOW JIUTEPATYPhI U T€ATpa, PyCCKOM ApaMbl HA aHTJIWN-
ckoi cueHe (A. Il Yexos), ¢ 1995 — Ha AOMKHOCTH BEYyIIEr0 HAYYHOTO
cotpyaHuka. Jlokropckas nuccepranus Banentunsl AnekcanapoBHbI (1995)
6blia TOCBSIIEHA HpoGieMaM mpianackoil npambl XX Beka (V. B. Heiirc,
C. BekkeTT u ap.) U cTaja MEepBBIM MOJTHBIM HUCCIIEIOBAHUEM 3TOW TEMBI HA
PYCCKOM SI3bIKE B CBSI3U KaK C JIPEBHEUPIAHACKUMU, TaK U C aHTJIMUCKUMU U
KOHTUHEHTAJIbHBIMU TpaauluaMu. B ee nepeBojie Boinuia nbeca J[x. Jlxoiica
«W3raanaukn» (KypHan «/Iuamazon», 1993. Ne 2).

B 1997-2013 rr. cBOIO HCCIIEIOBATENBCKYIO pabOTy OHA COBMeEIIAIA C
npenojaBaHueM Ha kadeape TeOpUU MpPenojaBaHHsl WHOCTPAHHBIX SI3BIKOB
(dakylbTeTa UHOCTPAHHBIX A3bIKOB U pernoHoBeaeHus MI'Y um. M. B. Jlo-
MOHOCOBA.

HayuHblie Tpy/bl, KHUTH U CTaThU, EPEBOJUYECKAS U PEAAKTOpPCKas pa-
00Ta, BRICTYIUICHUSI Ha KOH(DepeH1usax B Poccuu u 3a pydoexxoMm co3nanu eu
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0€3yKOpU3HEHHYIO TTpodecCHOHANIbHYIO penyTainuio. Kak ckazaHo B oduiiu-
aTbHOM HEkpoJiore Ha crpanune MU, akagemuueckas HesTelbHOCTh Ba-
JIEHTUHBI AJIEKCAaHJIPOBHBI OTINYAIIOCh «TOYHOCTHIO MBICIIH, JOCKOHAJIbHOU
BEPHOCTHIO UCTOPUUYECKUM (DaKTaM U TOHKUM UYBCTBOM CTHIISI».

Banentuna AnekcanjapoBHa Obuia wieHoM lllekcnupoBckoil komuccun
PAH, nocTositHHBIM y4aCTHUKOM €€ 3acefaHuii 1 MexTyHapOIHOU HAay4YHOU
koH(pepenuus «lllexkcnupoBckue urenusi». OHa ObUIa yYEHUIIEW BbIJaroIIE-
rocsi coperckoro mekcnuponena A. A. Aaukcra. [locne ero cmeptu Banen-
TUHA AJIEKCaHJpOBHA ObUIa OJHOM M3 TE€X, KTO 3aHUMAJICS MOATOTOBKOMN
coopuuka «lllekcmmpoBckue urenus 1993» (M. : Hayka, 1993. 270 c.), me-
peBena cratbio J. [lactepnak-Cneittep, oTpesakTupoBaga NepeBoibl padboT
C. ¥Yamnca, I1. Xonnanaa, T. Xokca u 3. baprona. Ee crates «/[Ba “I'enpuxa
V”» (c. 117-124), onybinkoBaHHasi B 3TOM COOpPHUKE, MOJTYyYHIIa BHICOKYIO
OLICHKY KOJUJIET IIEKCITUPOBEIOB.

Cpenu nyOnukanuii BaneHTrHbsl AleKCaHAPOBHBI — CTAaThU O CLICHU-
YECKOU HMCTOPUM MIEKCHUPOBCKUX IbeC B XIX—-XX BB., peUEH3UU HA yXKe
CTaBIIME KJIACCHUYECKUMHU NOCTaHOBKHU 1970-1990 rr.

Oco0eHHO X0UeTCsl BCHOMHUTB O €€ PEIKUX YEJIOBEUECKUX KaueCTBaX:
Banentnny AJIEKCAaHIPOBHY OTJIMYala WHTEIUIMTEHTHOCTh U CKPOMHOCTb,
TBEPJIOCTh B YOSIKJICHUSX ¥ MPUHIUIHATBHBIN TPOPECCUOHAU3M.

Hawm Oyner He xBaTaTh €€ B HAIlleM TOBAPUILIECKOM KPYTY.

Banentuna AnekcanipoBHa NOXOPOHEHA Ha XOBaHCKOM KJIJIOUIIIE.

Llexcnuposckas komuccuss PAH
OcHosHbie pabombl B. A. Panonosoii:

PsamonoBa B. A. IIpoGiaeMbl MOCIEBOCHHON COIMAIBHON Jpambl AH-
i : (Ocbopn, busn, Yackep) : aBToped. Iuc. ... KaH]l. HCKYCCTBOBEICHHUS
/ MH-T ucropun uckyccts. M., 1969. 20 c.; Panonosa B. A. V. B. Heiirc n
WpJIaHJICKasl XyJ0KeCTBeHHas KynbTypa, 1890-¢ — 1930-e roxst / B. A. Ps-
moJjoBa ; oTB. pea. A. A. Anukct. M. : Hayka, 1985. 270 c.; Panonosa B. A.
HNpnanackas npama XX BeKa B KOHTEKCTE HAIMOHAIBLHOM W €BPOIECHCKOMN
XYI0KECTBEHHOUW KYJbTYpHI : aBTOped. AHC. ... JI-pa UCKYCCTBOBEICHUS :
17.00.01 / T'oc. un-T uckyccrBoznanusi. M., 1995. 51 c.; Psnonosa B. A. Te-
atp A66arctBa (1900-1930-¢ ronpl) : ouepku / B. A. Psmonosa ; I'oc. uH-T
uckyccrBo3Hanus. M. : Jlerauu can ; Uanpuk, 2001. 174, [1] c.
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CBEJEHUSA Ob YYHACTHHUKAX

Apucmoea Mapus Anexcanopoéna — KaHIUAT NEJArOTMYECKUX HAYK,
cTapiuii Hay4yHbll coTpyaHuk llentpa dunonornueckoro odpazopanus Uu-
CTUTYyTa CTpaTeruu pa3Butus oopazoanust PAO.

Apmemvesa Jlroomuna Cepeeegna — xaHauAaT (HUIOTOTHUYECKUX HAYK,
He3aBUCUMBIN uccnenoarens (Huwxauii HoBropon).

bapanos Anexcanop Hukonaesuy — 3aMeCTUTEINb 3aBEIYIOIIETO OT/Ie-
aom l'ocymapcTBEHHOTO My3esi U300pa3UTENbHBIX HUCKYCCTB HMEHH
A. C. Ilymkuna, 3aciy>Ke€HHbIA paOOTHUK KyIbTypbl PO (Mocksa).

bapmowesuu Anexcert Baoumoeuu — JIOKTOp HCKYCCTBOBEJCHUS,
npodeccop, IIaBHbIA HAy4YHBIM COTPYIHUK CEKTOpa COBPEMEHHOTO HCKYC-
cTBa 3anaja ['ocyapCTBEHHOTO MHCTUTYTA UCKYCCTBO3HAHUS, 3aBEAYIONIUN
kadenpoit uctopun 3apy0ekHoro tearpa Poccuiickoro HHCTUTYyTa TeaTpaib-
Horo uckycctea — ['MTUC, 3aciyxxennbeii nedarens Hayku PO, npencena-
Tenb [HIlekCcnupoBCKOW KOMUCCHUM NPU HAydYHOM coBere «lcropus mMmupoBou
KyaeType» PAH.

bexmemos Punam ®epeanosuy — KaHIUJAT (DUIOJOTHUUYECKUX HAYK,
JOIEHT Kadeapsl pycckod u 3apyOexxkHoul nutepaTypsl Kazanckoro (IIpu-
BOJIKCKOT0) (heJIepaibHOTO YHUBEPCUTETA.

benvrosuu Anuna Muxaiinoéna — cTyJeHT Kaeapbl UCTOPUU PYCCKOU
auTepaTypsl Quiaosiorudeckoro (axkynbTeta MOCKOBCKOTO TOCY/IapCTBEHHO-
ro yausepcurera uMeHu M. B. JlomoHocOBa.

bobopvikuna Tamvana Anexcanoposra — KaHAUIAT (PUITOTOTHUECKUX
HayK, JOUEHT Kadeapbl MEXIUCHUIUIMHAPHBIX HCCIEIOBaHUI B 00JacTH
sI3bIKa U JUTEpaTyphl (pakyiapTeTa CBOOOJIHBIX HMCKYCCTB M Hayk CaHKT-
[leTepOyprckoro rocy1apCTBEHHOTO YHUBEPCUTETA.

bopoesuxkosa Tamvsana Bacunveena — 3aByd, IPENOAABATENb TEOPETHU-
yeckux aucuumimd MY IO «/lerckas mikona uckycct Ne 5» MyHULIUTIATb-
HOTO 00pa3zoBaHus ropoJickoi okpyT JIrooepiibi MoCKOBCKOM 001acTH.

Bonxosa Auna I'ennadveena — xaHnunat QuiIoOJIOTHYECKUX HAYK, JO-
HEeHT KadeIpbl UCTOPUUECKUX M LEPKOBHO-TIPAKTHYECKUX Aucuuiuind Ka-
JTy>KCKOM JyXOBHOW CEMUHAPUHU.

T'atioun bopuc Hukonaesuu — xanauaaT GuiaocoPpCcKux HayK, Ha4allb-
HUK Hay4YHO-UCCJIEA0BATEIbCKOTO OT/IeNa HU(PPOBbIX TexHOoJorui MHCTUTY-
Ta (yHJAMEHTAIbHBIX U MPUKIAIHBIX UCCIEA0BAHUN MOCKOBCKOTO TYMaHU-
TAPHOTO YHHBEPCHUTETA, YJICH-KOPPECIOHACHT MeXIyHapOaHOU aKaIEMUH
Hayk (IAS, UucOpyk, ABcTpus).

I'pununa Enena Huxonaeena — acipanT (pakyabTeTa TEOPUU U UCTO-
pun uckycctB CankT-lIleTepOyprckoro rocy1apcTBEHHOrO aKaJeMUUYECKOTO
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WHCTUTYTA UBOIMHCH, CKYJIbOTYpbl W apxuTekTypbl umenu W. E. Penuna
nipu Poccuiickoil akageMun XyJ105KECTB.

Eeookumoe Anopeui Anopeesuy — kanaujaT (QUIOIOTHYECKUX HAYK,
npenojaBaresib Kageapbl HCTOPUU PYCCKON JauTepaTypbl MOCKOBCKOIO roc-
yaapcTBeHHOro yuusepcurera uM. M. B. JlomoHnocoBa.

Enugéposa Mapusa Bumanvesna — xanauaaT GUIOIOTHUYECKUX HAYK,
TJIaBHBIN penakTop )xypHaia Valla (Mocksa).

HKamxun [mumpuii Huxonaeéuu — HOKTOP (PUIIOJOTHYECKUX HAYK,
npodeccop, 3aBeayronui kadeapoil nepeBoja u nepeBojoBeaecHus [lenzen-
CKOT'0 TOCYJapCTBEHHOTO TEXHOJIOTUUECKOTO YHUBEPCUTETA.

3axapos Huxonaii Braoumuposuy — noxtop ¢unocopuu (PhD), kan-
nunat ¢uioaorudeckux Hayk, aupektop lllexcrnuporckoro nentpa UHCTH-
TyTa (yHIaMEHTAIbHBIX U NPUKIIAHBIX HCClea0BaHu MOCKOBCKOTO ryma-
HUTApHOTO YHUBEPCHUTETA, akaTeMUK MexayHapoaHou akagemun Hayk (IAS,
NucOpyk, ABcTpus), yueHslil cekperapb [llekcniupoBckoit komuccuu PAH.

3enesunckaa Hamanvs Cmanucnasosna — crapmivdi nmpenogaBaTellb
kadeapbl TEOPUUM U NPAKTUKH TepeBojia (hakyJbTeTa COIUOKYJIBTYPHBIX
KOMMYHUKaIMid benopycckoro rocyiapctBeHHOro yHupepcutera (MUHCK,
PecnyOnuka benapycs).

Hsanos [Imumpuii Anamonvesuy — KaHIUIAT (PUIOIOTMYECKUX HAYK,
CTapIINil Hay4YHbIN COTPYAHUK Kadeapsl 3apyOekHOU JUTEpaTyphl (HHUIIOTIO-
rudyeckoro (paxyiaprera MOCKOBCKOTO TOCYJIapCTBEHHOIO YHHUBEpPCUTETA
uMmenu M. B. JlomoHocOBa.

Hckenouposa Hnap Mapamosena — maructp kKadeapbl UCTOPUU HO-
BEMIIEH PYCCKOW JIUTEPATYPhl U COBPEMEHHOTO JIUTEPATYpPHOTO MpOIECcca
dunonoruueckoro gakyinbrera MOCKOBCKOTO roCyIapCTBEHHOTO YHUBEPCH-
teta umeHu M. B. JlIomoHOCOBA.

Ucpanosa Dapuoa Xabubosna — xanauaat (PUIOIOTUYECKUX HAYK,
JOIEHT Kadeaphl PYCCKOM JHUTEpaTyphl JlarecTaHCcKoro rocymaapCTBEHHOIO
yHuBepcuteta (Maxaukaia).

Kanawnuxos Anexcanop Braoumuposeuu — xaHauaaT (Quiaonoruye-
CKHX HayK, JOIEHT Kadeapbl aHIIMHUCKOTO SI3bIKA JJI1 TYMAHUTAPHBIX JIHC-
IUIUIMH JlemapTameHTa MHOCTPaHHBIX SI3bIKOB HalloHalbHOTO HCClieIoBa-
TEIbCKOTO YHUBEpcUTETa «Bpiciias mkonaa 3koHoMUKW» (MockBa).

Kuszuma Mapuna Ilpoxogveena — 1TOKTOp (PUIOJIOTUYECKUX HAYK,
npodeccop kadeIpbl MUPOBON JTUTEPATYPhl U KYyIbTypbl MOCKOBCKOTO roC-
YAAPCTBEHHOTO HMHCTUTYTa MEXKJYHAPOJHBIX OTHOIICHUN (YHUBEPCHUTETA)
MU/l PO (MI'IMO).
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Kosanés Buxkmop Anexcanoposuuy — KaHAUAAT UCTOPUUYECKUX HAYK,
JTOIEHT Kadenpbl TEOpUM MpaBa W MPABOOXPAHUTEIBHOWU JEATEIbHOCTH
Cankt-IleTepOyprckoro ryMaHUTapHOTO YHUBEPCUTETA MPO(COIO30B.

Kopneesa Jlroomuna Jleonuooéna — xaHauaat QuiocoPCckux Hayk,
JTOIEHT Kadelphl CIaBIHCKON (UIIOIOTUH, KOMIAPATUBUCTUKU U TEPEBOJA
HeXXuHCKOro rocynapCcTBEHHOTO yHuBepcureTra MMeHH Hukonmas Ioromns
(Ykpauna).

Kpacnosa Upuna Anamonvesna — noxrop ¢unocoduu (PhD), nouent
['ymanutapuoro wuHctutyta Cankt-IleTepOyprckoro mnOJIUTEXHUYECKOTO
yHusepcurera Ilerpa Benukoro.

Kpomoeckas Mapus Anexceesna — ctapmuii mpernojaBareib Kade-
PBI A3BIKOBOM MOATOTOBKHU KaJIpOB TOCYJapCTBEHHOTO yrpaBieHus: Mucrury-
Ta rOCYy/IapCTBEHHOU CIIy>KObI U yrpaBiieHus: Poccuiickoil akajieMuu Hapo/I-
HOTO XO3SIUCTBa W rocyaapcTBeHHoOU ciyxObl npu lIpesuaente PO (Moc-
KBa).

Kpyorckos I pueoputi Muxatinosuy — xanauaat GUiIoIOTHYECKUX HAYK,
noktop ¢unocopuun (PhD), mpodeccop kadeapbl Teopuu U MPaKTHKU TIEpe-
BoJia Poccuiickoro rocy1apCcTBEHHOIO TYMaHUTAPHOI'O YHUBEPCUTETA, TOIT,
nepeBoiunK (Mockaa).

Kpovinoe Koncmanumun Eecenvesuu — WCTOPUK, KYypPHAIUCT, HE3aBH-
cuMblii uccienosarens (Cankt-IletepOypr).

Kpvinosa Enuzasema Eezenvesna — MCKYyCCTBOBE, KYyPHAIIUCT, HE3A-
BUCUMBIN uccnenonareib (CankT-IlerepOypr).

Kyopswosa Examepuna Onecoéna — CTyAeHT BOCTOYHOTO MHCTUTYTA
— [IIKOJIBI PErMOHANBHBIX UM MEXKAYHApPOJIHBIX HCCaeaoBaHui JlanbHEBO-
CTOYHOTO (he/IepalIbHOTO TOCYJAPCTBEHHOTO YHUBEpcuTeTa (BiianuBocTok).

Kysvmuuee Apcenuii Heopesuuy — Mitaniini Hay4dHbId COTpYIHUK OT-
Jena JuteparypoBesieHust LleHTpa rymMaHuUTapHBIX Hay4YyHO-WH(OpMAaIMOH-
HbIX ucciegoBannii MHcTUTyTa HaydyHOU HMHGOpPMALUK MO OOIIECTBEHHBIM
naykam (MHMOH) PAH (Mockga).

Kyxknunckaa Mapuna fxoeénesna — KaHIUAAT HWCKYCCTBOBEICHUS,
npenoaasarenb [ BIIOY r. MockBbel «Komtemk My3bIKaIbHO-TEATPAITBHOTO
uckyccrBa uMmenu . I1. BumneBckom».

Jlanuna Mapuna Bukmoposna — ctapiliiil npenojaBaTeiab Kapeapsl
MHOCTpPaHHBIX sI3bIKOB CaHKT-lleTepOyprckoil rocy1apcTBEHHOW KOHCEpBa-
topun umenn H. A. Pumckoro-Kopcakosga.

Jlucosuu Mnna Meanosna — NOKTOP KyJIbTYpOJIOTHUU, KaHIUAAT (HUIIO-
JIOTUYECKUX HaykK, npodeccop kadenpsl Gpunocoduu, KyJIbTypOIOTUH U TO-
IUTON0TUA MOCKOBCKOTO T'YMaHUTAPHOTO YHUBEPCUTETA.
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Jlotiko Anexcanop Heanoeuu — 3aBenyromuil kageapout pumocopckux
yueHuid benopycckoro HalMOHAIBHOTO TEXHUYECKOTO YHUBEPCHUTETA
(Mumnck, Pecniy6nuka benapycs).

Jloiixo Jlapuca Ecoposna — nouieHT kadenapsl dunocobun u Haeoso-
TUYECKOM paboThl AkajgeMur MHUHUCTEPCTBA BHYTPEHHUX Jienl PecrnyOnuku
benapyck (Munck, Pecniyonrka benapycs).

Jlykoe Banepuii Anopeesuy — noktop ¢unocodckux Hayk, npodec-
cop, nupekTop lleHTpa courabHOTO MPOEKTUPOBAHUS U TE€3aypPYCHBIX KOH-
uenuuii Muctutryra pyHaaMeHTaNbHBIX U MPUKIAAHBIX UcclenoBanuii Moc-
KOBCKOT'O T'YMaHUTAPHOTO YHUBEPCUTETA, 3aCTy>KEHHBIN JiesiTeNnb Hayku Poc-
cuiickori denepanmu, akagemMuk MexmayHapoaHou akamemun Hayk (IAS,
NucOpyk, ABCTpus).

Maxkapos Bradumup Cepeeeguy — KaHIUAT (PUIOTOTUYECKUX HAYK,
TOLIEHT Kadeapbl repManckon ¢uonoruu IlpaBociaBHoro CBsaTo-THXOHOB-
CKOr0 TYMaHUTApPHOTO YHUBEPCUTETA.

Maprosa Mapus Braoumuposna — MIIaIIINKA HAYYHBIA COTPYIHUK
IIEHTPa COBPEMEHHBIX KOMIIApAaTUBHBIX HcclienoBaHui MHctutyta uosno-
TUU U UCTOPUM POCCUICKOTO roCy1apCTBEHHOrO TYMAHUTAPHOTO YHUBEPCH-
tera (MockBa).

Macnennuxosa Esecenusi Muxatinoéna — KaHauaaT (PUIOIOTHYECKUX
HayK, IOIEHT, JOIEHT KadeIphbl aHTJIUMCKOTO si3blKa (paKyJIbTeTa MHOCTPaH-
HBIX SI3bIKOB U MEXJYHApOJHONW KOMMYHHMKAIIMU TBEPCKOro TrocyJapCTBEH-
HOT'O YHUBEPCUTETA.

Menvwurxosa Enena Pyodonbgosna — KaHIUIAT KyJIbTypoJoruu, ad-
dbunupoBanHsIil 3xcniepT HoBoro nuctTuTyTa KyinbTyposoruu (Mocksa).

Muxkenaoze Hamanvsi 30yapoosna — NOKTOp (UIOIOTUYECKUX HAYK,
npodeccop kadenpsl 3apyOexKHON KYpPHATUCTUKUA U JIUTEPATypbl MOCKOB-
CKOTO TOCyAapCTBEHHOr0 yHuBepcurera um. M. B. JlIomoHOCOBA.

Huxugoposa Onvea Bsauecnasosna — mpenonaBarenb [leTpo3aBoj-
CKOM roCcyJIapCTBEeHHOM KOHcepBaTopuu numeHu A. K. ['ma3zyHosa.

Huxonwvckas Ceemnana I[lemposna — noueHT kadeIpbl MPOMBIIUICH-
HOTO JM3aiiHa (pakyapTeTa apXUTEKTYphl U qu3aiiHa Hukeropoackoro rocy-
JAPCTBEHHOTO apXUTEKTYPHO-CTPOUTEIBLHOIO YHUBEPCUTETA.

llanuomosa Taucus Cepeeesna — noktop GuiococKux HaykK, Mpo-
dbeccop kadeapsl TEOpUU KYyJIbTYPhI, 3TUKUA U 3cTeTuku MHCTUTYyTa (hrsoco-
bun U coUaIbHO-TIONUTUYECKUX Hayk HOXHOTro (eepanibHOTO YHUBEPCH-
tera (PoctroB-na-Jlony).

llepsywuna Enena Anexcanoposna — NOKTOp (DUIOTOTHUECKUX HAYK,
noneHt, npodeccop Bocrounoro mnctutyra — IlIKOJIBI peruOHANBHBIX U
MEXKTyHAPOAHBIX UcchenoBaHui J[aibHEBOCTOUHOTO (heiepaibHOTO YHUBEP-
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CUTETAa, MOYETHBIA PAOOTHHUK BBICHIETO MPO(ECCHOHATBLHOIO O0pa30BaHUS
(BnaguBocToK).

llexosuu Hzopw [ pucopvesuuy — akTep TeaTpa U KHMHO, T€aTPaIbHbIN
pexuccép u neaaror, Teatp Ha Taranke (Mockga).

llonnasckuu Bumanuii Pomanosuu — pexuccep tearpa-cryauu «lo-
pU30HT» MOCKOBCKOI'O TOPOJICKOTO JJOMa YUUTENSI.

lIpozoposa Haoedcoa Heanoena — xannuaaT QpuioJIOrHYECKUX HAYK,
JO1EHT, Tipodeccop kadeapsl aureparypbl KamyKCKoro rocyaapCTBEHHOTO
yHuBepcutera uMeHu K. 9. L{nonkosckoro.

Paonos Cepeeii /{mumpuesuy — rinaBHbli penaktop npoekra [lomHoro
cobpanusi counHenuit Y. Illekcniupa, YHUBEPCUTETCKUNA U3JATEILCKUN KOH-
copuuym (Cankt-IletepOypr).

Poeamun  Braoumup Anamonveeuu — KaHIWJAT [E€IarOrMYECKUX
HayK, JOLEHT KadeIpbl JTUHTBUCTUKU U MEXKYJIbTYPHONH KOMMYHUKAIIUU
NHCcTUTyTa MHOCTPAHHBIX SI3BIKOB PSI3aHCKOTO roCy1apCTBEHHOTO YHUBEPCH-
tera uMeHu C. A. Ecenuna.

Pabosa Auna Anamonvesna — IDOKTOp (PUIOJOTMYECKUX HAYK, MPO-
deccop kadenpel mnepeBoja U mnepeBoaoBeseHust lleH3eHckoro rocypap-
CTBEHHOT'O TEXHOJIOTUYECKOTO YHUBEPCUTETA.

Casenvesa Mapuna FOpvesna — noktop ¢punocockux Hayk, mpodec-
cop kadenpsl punocodpun HAyKu U KyJIbTypoaoruu LlenTpa rymaHuTapHOrO
oOpazoBanus HannonanbHOM akajnemuu Hayk Ykpaunbl (Kues, Ykpauna).

Casuenxko Muxaun Muxaiinosuy — nokrop dumocodpun (PhD), moar,
nepeBoiuuK, akrep ([lapuxk, Opanums).

Casnosa Anvouna Maszeapoéna — JTOKTOP (PUIOJOTHYECKUX HAYK,
npodeccop kadenpsl pycckod u 3apybOexkHoil nutepaTypbl Kazanckoro
(ITpuBomAKCKOTO) (heepaTbHOTO YHUBEPCUTETA.

Cepsanmec bepenuce — HadallbHUK YTPABICHUS MEXKIYHAPOIHOIO
COTpyJHHYECTBA POCCHUICKOTO TOCYJapCTBEHHOTO COI[MATBLHOIO YHUBEPCH-
tera (MockBa).

Cmapyes Apocnae [Opvesuy — ctapmmi Hay4YHbIM COTpYIHUK HCTH-
TyTa punocodun u npasa Y pansckoro otaeneHus PAH (ExkatepunOypr).

Tapaxanosa Examepuna Muxaunoéna — KaHIUIAT UCKYCCTBOBEIE-
HUSI, CTAPIINI HAYYHBIN COTPYAHUK CEKTOPA COBPEMEHHOTO UCKYCCTBA 3ama-
na ['ocy1apcTBEHHOTO MHCTUTYTa UCKYCCTBO3HAHUsI, My3bIKoBe (MockBa).

Tessawes Apmem AnOpeesuu — CTyAEHT KadeIpbl UCTOPUU PYCCKOU
auTepaTypsl Quiosiorudeckoro (axkynbTeTa MOCKOBCKOTO TOCY/IapCTBEHHO-
ro yausepcurera uMeHu M. B. JlomoHocOBa.

Temxuna I'anuna Mameeeena — y4duTENb AHTIIMMCKOTO SI3bIKA U aH-
ruiickoit mureparypsl MBOY «'umnuazust Ne 24 (Kamyra).
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Tumosa Anma Bnaoumuposna — KaHIUIAT (UIOJOTUYECKUX HAYK,
CTapIIuil mpemnojiaBaTenb KadeIpbl FTEPMAHCKUX A3bIKOB U METOJIUKU MX Mpe-
nogaBanusi MHCTUTYyTa MHOCTPAHHBIX A3bIKOB PA3aHCKOTO roCcy1apCTBEHHOTO
yHuBepcutera uMeHu C. A. Ecenuna.

Tuxomuposa Enena Bnadumuposna — KaHIUAAT (PUIOIOTHYECKUX
HayK, IOLEHT Kadeapbl aHINICKOU (ustonorun U GuiiocoPpuu sa3bika UMEHU
npodeccopa O. M. MopoxoBckoro KueBckoro HalliOHaJILHOT'O JUHTBUCTHU-
YECKOro yHuBepcureTa (YKkpanHa).

Ta6una /[{uana Bnaoumuposéna — CTapildil npernojaBaTenb Kadeaps
WHOCTPAHHBIX SI3BIKOB B c(epe MEXIYHApOJHBIX OTHOIIeHuW HMHcTtuTyTa
MexyHapoaHbiX oTHouieHuit Kazanckoro (IIpuBomxckoro) dbenepanbHOTo
YHUBEPCUTETA.

Quanko Mameeti Muxatinosuy — kanguaat GpuiocodCKUx HaykK, mpe-
nojaBarelib Kageapsl peIuruoBeieHuss Pycckoil XpucTHaHCKOW TyMaHUTap-
Hol akagemuu (Cankr-IlerepOypr).

@noposa Banepus Cepeeesna — xanmauaat (puiiocohckux Hayk, J0-
ueHt kadeapsl punocopun MHCTUTYTA COIMATBHO-TYMAHUTAPHOTO 00pa3o-
BaHUA MOCKOBCKOTO MEAArOTMYECKOr0 rOCyAapCTBEHHOTO YHUBEPCUTETA.

@omuna FOnus Anexceesna — wmaructpanT kadenpsl ¢unocodpuu,
KYJIbTYPOJIOTUH U MOJUTOJOTUH MOCKOBCKOTO T'YMaHUTAPHOTO YHUBEPCUTE-
Ta.

Xanmpun-Xanmypuna Enena Braoumuposna — AOKTOp (HIIOIOTHAYE-
CKUX HayK, JokTop (umocoduu (PhD), Bemymmii HayuHblii coTpyaHuK OT-
Jefla KJACCUYECKUX JIUTEPATyp 3amaja U CPAaBHUTEIBHOTO JINTEPATYPOBEIEC-
Hus MuctutyTa MupoBoit nuteparypsl A. M. 'opekoro PAH (Mockga).

Yekanos Hean Heanosuy — xaHauaat (PUiIoJOrM4ecKuxX Hayk, He3a-
BUCUMBIN uccnenonareib (CankT-IlerepOypr).

Yepnozémosa Enena Huxonaeena — NOKTOp (PUIOJIOTMYECKUX HAYK,
npodeccop, npodeccop kageapsl BCEMUPHOUN TUTEpaTypbl MOCKOBCKOTO Tie-
JarOrMYeCKUid TOCYAapCTBEHHOTO YHUBEPCUTETA, Mpe3uJeHT Poccuiickoi
acCoOUMaly MPENOaBaTeNIe aHTJIMMCKOW JINTEPATyPhI.

Yykpeesa Mapus Anexcanoposra — mpenojaBaTenab Kadeapbl Kyib-
TYPOJIOTHM W  COLMAJIbHO-3KOHOMHYECKUX  JUCHUIUIMH  COL[MAIIBHO-
TyMaHUTApHOro (aKkylbTeTa BallKUpPCKOTro ToCy/IapCTBEHHOIO Ieaaroruye-
CKoro yHuBepcurera umeHu M. Axkmysuisl (Y da).

llabanuna Hamanua Cepeeesna — aclUpaHT AKaJEeMUH PYCCKOTO
oanera umenu A. 5. Baranosoii (Cankt-IletepOypr).

lllanunckas Examepuna Huxonaeena — n0OKTOp PUIOCOPCKUX HAYK,
npodeccop, npodeccop kapeapsl pekiambl, CBA3eH ¢ OOIIECTBEHHOCTbIO U
COIMAIbHO-TYMaHUTApHBIX TpobsieM ['yManuTapHoro uHCTUTYTa Poccuii-

~ 164 ~



CKOT0 TOCYJapCTBEHHOI'O0 YHHUBepcuTeTra (U3MYECKON KYJIbTYphl, CHOpTa,
Monoexu u Typusma (Mocksa).

llleguenko Enuzasema AnexcanoposrHa — acnupaHT Kadeapbl CpaBHU-
TEJIBbHOr0 MU3ydeHus: jureparyp Mucruryra dunonorun u uctopun Poccuii-
CKOT'0 TOCYJapCTBEHHOTO T'yMaHUTApHOTO YHUBepcuteta (Mockaa).

Hlununosa Hamanus Bumanveéna — KaHauaaT QUIOIOTHYECKUX
HayK, CTapIIui mpemnojaaBaTesib Kadeapsl repMaHcKoil puionoruu Quiosio-
rudyeckoro (akynbrera [IpaBocimaBHoro CBsiTO-TUXOHOBCKOTO T'yMaHUTap-
Horo yHuBepcutera (MockBa).

IOpves Anoperi Anexceesuy — KaHIUIAT UCKYCCTBOBEACHUS, podec-
cop kadenpsl 3apy0exkHOro uckyccrsa Poccuiickoro rocy/1apcTBEHHOTO MH-
cTuTyTa ciuenndeckux uckyccts (Cankr-IlerepOypr).

~ 165 ~



CONFERENCE PARTICIPANTS
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