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U. C. Ilpuxoovko
BECTU U3 CTPAT®OPJA

Here let us breathe and haply institute
A course of learning and ingenious studies.

OTH cnoBa U3 Komeauu «Ykpoiuenue ctpontuBoi» (I, 1) BeiHeceHb B
kauecTBe smmrpada Ha o0moxku I[Iporpammbl U marepuanoB Tpuanartb
TpeTheit Mexaynaponnoit lllexcrimpoBckoit kKoH(pepeHuu, KoTopas mpoxo-
muna B aBrycre 2008 roga B Ctpardopae-na-ditBore. Ctpardopackast KOH-
dbepeHIs MpoBOAUTCS Pa3 B JBa roja M COOMpaeT MOBOJHHO TECHBIA KPYT
HIEKCIUPOJIOTOB U3 Pa3HbIX CTpaH. B mpuriaiieHuu crienuaibHO OrOBapHUBa-
€TCs, 4TO K BaM OOpallaroTCs NEPCOHAIBHO M 4YTO 3aABKH CO CTOPOHBI HE
paccmaTtpuBaroTcs. Ho He Hy>)KHO JlyMaTh, YTO 3TO 3JIUTAPHOE 3aMKHYTOE CO-
obmectBo. ITpocto Ctpardopa — HEOOIBIIOM TOPOJ, U B aBryCT€ COOMPAIOT-
Csl 3[1eCh HE TOJbKO YYAaCTHUKH KOH(EPEHIIMH, HO MOYTH BCEr/Ja B 3TO K€
BpeMs pabotaet neTHsa LllekcnupoBckas Ko, HE TOBOPS YK€ O BOJBHBIX
Typucrtax. [loatomy ocTpo cTouT npobdiiemMa pacceneHusi, HECMOTPsL HA MHO-
TOYUCJIEHHbIE, HO HEOOJbIIME MO BMECTUMOCTH «TE€CT XayChl», MaJCHbKUE
YaCTHBIE TOCTUHHUIIBI.

DIUTapHOCTh, KOHEYHO, €CTh: 3/IeCh BCTPEUAIOTCS 3aBCErgaTau 3THX
KOH(EepeHIM, U3BECTHBIE YUEHbIE U3 BEIYIIUX YHUBEPCUTETOB BennkoOpu-
tanuu, AMepuku, Kananel, ctpan EBpomnbl 1 Jpyrux KOHTUHEHTOB, UCCIIEI0-
BaTeNId U U3JaTeNU, TeaTpaJIbHble KPUTUKU U PEKUCCEPHI, MACTUTHIE aBTOPHI
MHOTUX KHUT 0 [llekcnimpe u MHOTroo0emaras MoJIOAEKb, YK€ BKyCHUBILIAs
cnaBbl. BeTpewatores He TOJBKO AJI TOTO, YTOOBI MPOYMUTATh U MPOCTYIIATh
JOKJIaabl ApYT Jpyra, 3aJaTh JIOKJIAAYUKY BOIMPOCH U OOCYAHUTH 3aJaHHbIC
npo0sieMbl. 31€Ch POXKIAIOTCS M 3aKPEIUISIOTCS JIEJOBbIE JOTOBOPEHHOCTH,
TBOPUYECKOE COTPYAHUYECTBO U M3JATEIbCKUE MPOEKTHI, MPOXOJAT BCTPEUU
PYKOBOAUTENEH JIOKAIbHBIX HIEKCIUPOBCKUX OOILECTB, IJIAHUPYETCS opra-
HU3aLMs TOCHEAYIOMMX MEXKIyHapOAHBIX KOH(EpeHUUH, OCYIEeCTBIsSETCS
pykoBoacTBO MexayHnaponnoit IllekcnmpoBckoit Accouumanuei (Interna-
tional Shakespeare Association — ISA). Ouepennas kondepenuus [SA Oyner
npoxoauTth B IIpare B 2011 roay. Komnern u3 KapnoBa yHuBepcutera yxe
pa3BepHYJIM MOATOTOBKY K 3TOW KOH(MEpEeHIMHU, KOTopas OyJeT MOCBsIIeHA
HarmoHasibHOMY Boctpusituio Illexcrnupa. Ha criennansHOM 3acenaHuu OHU
NPEJICTABIISIIM CBOM MAacIITaOHbIE MPOEKTHI MO opraHu3anuu BcemupHoro
HIEKCITUPOBCKOTo KoHrpecca 2011.

Crpatdopackue KoHpepeHIInH TPOBOISATCS IO UHUIIMATUBE U MO/ PY-
KoBOJCTBOM lllexcrupoBCKOro meHTpa, KOTOPBIA OOBEAUMHSIET MEMOPHAIb-
HOE IIEKCIUPOBCKOE MpocTpancTBOo CTpardopaa M OIMKANUIINX OKPECTHO-
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crell, u lllexkcnupoBckoro HHCTUTYTA, (hunmana BUpMUHTaMCKOro YHUBEPCH-
Tera. Hen3sMeHHbIMU y4acCTHUKAMU M CIIOHCOpPAMU SIBJISIFOTCS TaK)X€ OCHOB-
Hbl€ LIEKCIIMPOBCKHE H3AarenbcTBa, Takue kKak The Arden Shakespeare,
Cambridge University Press, The Continuum International Publishing Group,
Edinburgh University Press, Manchester University Press, Oxford University
Press u np. EcTecTBeHHO, BCE OHM MPENCTABISAIOT HAa BBICTaBKE-TIPOJIAXKE
CBOM HOBEWINIME W3JaHUA. XUTaMH 3TOr0 roja ObUIM apJICHCKUE HW3JaHUs
«Tumona Adunckoro», «JIBenaanaroit Houn» U HoBas kHUTa «I1oambl [ek-
criupay u3BecTHOM uccienoBarenbHuUIbl K. Jlankan-/[>koyHc, aBTopa Hairy-
MEBIIIEH KHUTU O TIEKCITUPOBCKUX COHETaX.

OO6muM Hay4HBIM HarpaBiieHHeM KoHdepeHiuu 2008 roma Obl1a mpo-
onema Tekcta: “Close Encounters with the text of Shakespeare”. B moknamax
ObLy1a IIPe/ICTaBJIeHa BCE MHOMXECTBO aCIEKTOB ATOM TeMbl, BKIItoUas MpooJie-
MbI OubMorpaduu, SIUIUOHHON TEKCTOJIOTHH, KOMMEPIIMHU, KBapTo U (o-
JIMO0, aBTOPCTBA U COABTOPCTBA, aBTOPCTBA BCTABHBIX MECEH, CIIENU(DUKN TEK-
CTa JJIsl CUEHBI, WIUTFOCTPAlMHU K IMIEKCIIMPOBCKOMY TEKCTY M T. 1. M3 noknana
M3PANIIBCKOM HCCienoBaTeNbHULBI XaHbl CKOJBHUKOB 51 BIIEPBBIE y3HAja O
ToM, yTo Mapk [llaran caenan HECKOJIBKO JECSITKOB YepHO-OEIbIX TPaBlop K
«bype», BbIpa3uB B HUX TIyOOKO JIMYHBIE TepexuBaHusa. OJHAKO B Hau-
OOJIBbIIe CTENEHU MEHSI MHTEPECOBAIM CEKIMU W JOKJIAJbl, TOCBSIICHHbIC
MIOATUKE TEKCTA.

Cexkmuto «Tekcer B criekrakiie» Bell CTOHIN YIJUIC, XO35MH U “TeHUM
MecTa”, APYr U MOKPOBUTEIb IIEKCIIMPOBENIOB BCETO MHUpPA, TPUKAbI y4acT-
BoBaBmui B Hamux lllexcnmpoBckux urenusx (1987, 2002, 2006). dpyroi
roCTh Hallew mociaeaaer konpepenuu [lon DaMoHACOH, TUPEKTOpP 00pa3o-
BaTelbHOM nporpamMmsel B IlleKCIUpOBCKOM LIEHTPE, BBICTYIUI C JIOKJIAJI0M
«exciup AHHbl bponTe» B cekiuu «/luanor ¢ tekcrom». K orpomHomy
HalllEeMy COXKaJIEHUIO, B CEKUUH «BceMUpHBIM MEKCIIUPOBCKUM TEKCT», TIe
OBLTM IUPOKO TPEACTABICHBI CTpaHbl A3WU U SIMOHUSA, TO-TIPEKHEMY HE
3Byuan «Pycckum Llexcrimp». Xotda Ha 3T0T pa3 Poccuro mpeacraBisinu
JIBOE: KPOME MOCTOSTHHOTO yYacTHHKA BCeX mocaeannx Bcrped B Ctpatdopae
Aunekcess BagumoBrnua bapromesnya, Ciyduiaoch U MHE IMPUCOCIUHUTHCS K
ITOMY «MHOTOMY yMy». Ajekced BamumoBuu mpencraBwil CBOM JOKIal B
cemuHape «Monuanue, 3ByK U JBrkeHue B Tekcre lllexkcrnimpa» — “Reading
Shakespeare for Silance, Sound and Movement” (no marepuanam CraHu-
CJIaBCKOTO B €ro padoTe HaJ HEOCYIIECTBICHHOW MOCTAaHOBKOU «OTemnoy),
aKIICHTUPOBAB CIIEHUYECKUN TMOBOPOT TeMbl. S ydacTBOBaJla B CEeMHUHape
«CpenneBekoBasi KynbTypa B Tekcte lllexcrnupa» ¢ JOKIaa0M O MUCTEPHUHU.
CemuHapbl MPOXOJIUIN OJHOBPEMEHHO, TIO3TOMY MPUCYTCTBOBATH HA CEMU-
Hapax Apyr apyra mbl He Mo, Cpeau Ipyrux HE MEHEE MHTEPECHBIX Ce-
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MUHAPOB, KOTOPHIE MBI TI0 TOM € MPUYMHE HE MOTJIHU MOCETUTh, ObLIH, Ha-
npuMep, «3J0pOBb€ W MEAMIMHA MOJ KOXKEH HIEKCIHUPOBCKOTO TEKCTay,
«OkkynpTu3M B no3auux apamax lllekcrimpa», «IIpucransHoe urenue Ilek-
CIIHpa», WIN TaKas CEMUOTHYECKAs TeMa, Kak «BcTpeun ¢ TEeKCTOM KU3HU
[lexcniupa». 13 1okinagoB MO MO3TUKE U JIMHTBUCTUKE TEKCTa XOUy Ha3BaTh
JIBa: KaHAaJCKOW wuccienoBareabHulpl JIuH Marnyccon o paszHooOpasuu
ynoTpebsienust 1 cemanTuke monanbHocTu y [lexcriupa (“A Play of Modals:
Grammatical Equivocation in Context”) u JoKJa] MOJIOJA0T0 aMEPUKAHCKOTO
yuenoro Ckorta HblocToka 0 CpeHEBEKOBOW TpaJMIIMKM MOBTOpa OJU3KUX
10 3HAYEHHUIO CJIOB B TepMaHCKOW U poMaHckol Bepcuu y llexkcriupa (“Lov-
ing and Cherishing ‘True English’: Shakespeare’s Philological Inheritance of
Medieval Redundancy”). I'nybuna u yOeIuTenbHOCTh 3THX CTPOTO (prutosI0-
IMYECKUX UCCIEA0BAaHUN NOJABUTHYJIM MEHSI IIPOCUTh Y aBTOPOB pa3pelIcHUE
Ha MEpeBOJ| U MyOJMKAIMI0 UX JOKJIaJ0B B ouepeaHoM Bbimycke [llexcru-
POBCKHUX YTCHUU.

B cBsa3u co cnekrakiiem «I'amner», npeacrasieHHoM lllekcnmpoBckum
KoponeBckuMm TeatpoMm B TpeTuil Beuep KOH(EpeHIUHU, 0 KOTOPOM Hamwucall
yxe A. B. baproimeBuy, He MOry HE CKa3aTh O MOJAPEHHOM MHE OTKPBITHUH.
B Gosbmioit 1 KpacoyHO#M MpOrpaMMe-NMpPOCHEKTe ITOTO CIEKTaKIs, Cpeau
poyero, MOMEINIeHa BakHas JJid uHTepecyomieil meHs: Tembl «lBeTsr Ode-
muny uHbopmanus: B 1579 romy B DiiBoHe Bo3sie MecTeuka TUAMHTTOH, pac-
MOJIOKEHHOM Hemnofaneky oT Ctpardop/a, BBEpX MO TEUCHUIO PEKU, YTOHY-
na aeByumika no uMmenu Karapuna I'amner. lekcriupy B 3T0 Bpemst Obu1o 15
JET U CIyXd 00 3TOM COOBITUM HE MOTJIM HE JOWTU 10 Hero. Mapus ['efin,
ucnonHsronas poiab Odennu B HOBOM cTpatdopackoM «lammere», coBep-
muia BbUIA3KY MPEANOJI0XKUTENBHO B 3TO MecTo. OHAa CO CBOMM KOJUIETOM,
Y4aCTHUKOM CHEKTaKJs, Opoauia nmo 6epery DifBoHa, mpoOHpasch CKBO3b 3a-
pOCJIM KpamuBbl MUMO CBHCAIONIMX K CaMOUl BOJie€ UB (TaKUE€ HMBBHI €CTh U B
nentpe Ctpardopaa), 1 HaxoAwIa B U300MINH T€ I[BETHI, KOTOPbIC HA3BAHBI
B 3HAMEHHTOM MOHOJIOre ' epTpyasl, BKIKOYas anble XOXOJIKH. JTa “TIpOryJi-
Ka” MOMOIJIa aKTepaM HAWTH HOBBIE IITPUXU K 00pazy OezymHout Odenuu:
coOupasi CBou “TpaBHBIE TpOoPen” B 3TUX AUKUX 3apOCIsX, OHA JOJKHA Oblia
MpeACTaTh B 3TOM CLIEHE C IapanvHaMU U CCAJIMHAMU, C HAJIUMIIEH Tps3blo,
CO clieJlaMU OT JKT'y4eil KpanuBbl. ITOT 00pa3 MOJHOCTHIO PA3BEHUYUBAET PO-
MaHTHYECKOE U BUKTOpPUAHCKOE TpezacTaBiieHne o0 Odenuu, yHOCUMOHN MO-
TOKOM, B p0O3aX U JTUJIUSIX.

Urtak, snurpad, mnpeanociaHHbi KOHPEPEHIMW U MNPU3bIBAIOIIUI
«JIBIIATh U C BOCTOPTOM MOCTUTATh MPEMYIPOCTh U MPOCTOTY HAYK», MOMKHO
CUYUTATh MOJTHOCTHIO ONPABIaHHBIM U ONPABAABIIUM CEOsl.
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D. A. Abunosa
INEKCIIUPOBCKHUM KO/l
B YOCCEKCKOM HUKJIE POMAHOB T.TTAP/IU

TBopuectBo T. ['apau oTMeudeHO TIIyOOKMM U MOCTOSSHHBIM BHUMAaHU-
eMm k [lekcniupy. Uepe3 Bce npoU3BENCHUS MUCATEINS TIHETCS «ILIEKCIUPOB-
CKHI1 ceay, NpOsBIISACh B IUTaTaX U PEMUHHUCIEHUIUSIX, MOTHBAX U UIIESIX, B
0COOEHHOCTSIX TTOBECTBOBATEILHON TEXHUKU U MIPUHIIMIIAX U300paKeHUS Xa-
paktepoB. B pomansl Yaccekckoro 1ukia oopamenus K [llekcnupy npuBHO-
CAT CMBICIIBI NIEPBOUCTOYHUKA, KOPPECIOHAUPYIOTCSA C COBPEMEHHBIMU MPO-
OJieMaMM, CTAHOBATCS OJHUM M3 IEMEHTUPYIOUIUX Havyall.

Ve nepBoiii poman 1ukina «Ilog nepeBom 3eneHbiM» (1872) comep-
KUT B 3arJlaBUM LUTATy W3 aHIVIMMCKON HapOoAHOW Oaiajibl, KOTOPYIO MOOT
repou komenuu llekcnimpa «Kak Bam 310 monpasutcs». Hapsiny ¢ snuyec-
KO OCHOBOM CIO’KETa M KOJUIEKTUBHBIM HAPOJHBIM XapaKT€pOM LIEKCIIUPOB-
CKasl IUTaTa CTAHOBUTCA BJIEMEHTOM, (POPMHUPYIOIIUM UAWIITUYECKUNA TOTIOC
pomaHa, HartomuHast 00 old merry England.

JIeNTMOTHUBHBIM XPOHOTOIIOM poMaHa «Bo3BpalleHUE Ha POIUHY»
(1878) cranoButcs xpoHnoron mekcnuporckoro «Kopois Jlupay. Korma-to B
OrJ0oHCKOM cTenu OJyXJajl OJAMHOKHH <«JIere€HJapHbI KOpoib Yaccekca —
JIup», a Tenepp ATa pacyETIIMBO BHIOpaHHAs CIIEHMYECKas IUIOMIAJKa CTaHO-
BUTCSI MECTOM JIEUCTBUS Tpareiuii, KOTOPbIE Pa3bIrPhIBAIOTCS COBPEMEHHU-
KaMu nucarens. B OrnqoHckoil crenu ymupaer IJiaBHbIA Tepoil pomana «Map
KactepOpumxa» (1885). Pemunucnennus u3z «Kopons Jlupa» — onuHOKuUM
Maiikn Xenyapa, Opeaylinii B CONMPOBOXKACHUN HUIIETO Typadyka YUTTa, —
OTTEHSIET TParu3M €ro CyabObl.

Yame, yem k apyrum npousBenenusm [llekcnupa, T. 'apau oGparan-
ca k Tparenun «['ammner». ['amneToBCKME aJUTIO3UM BCIUIBIBAIOT B POMAaHE
«Bo3Bparnienue Ha poaAuHY». YIIpeKku U OOBUHEHUSI B CMEPTH MaTepH, KOTO-
poie 6pocaet FOcracuu Bait Knaitm MOpaiit, HekoTopele neTanu 00CTaHOBKU
BBI3BIBAIOT B MAMSTHU CLEHY B cnajpHe ['epTpynsl, korma ['amiier ocyxaaer
MaTh 3a MPENaTesbCTBO MO OTHOLICHHIO K OTHY. biaromaps 3Toil amio3uu
o0pa3 TJIaBHOTrO reposi oOpeTaeT TPAruyecKuil Opeosi M MCUXOJOTUYECKYIO
rIIyoOuHy.

YepThl 17100aJIBHOTO MIEKCIUPOBCKOTO Tparm3ma MpOSBISIIOTCS B 3a-
KIIOYUTEIbHOM poMaHe Iukia «Jlxyn Heszamernswrity (1895). Ourymenue
MCYEPIIAaHHOCTU CYHIECTBYIONIMX (POPM >KM3HU U HEBO3MOKHOCTHU COECTUHUTD
pacraBIIMECs CO3HAHUE U JIENI0 MOPOXKAAT B xu3HU Jlkyna Paynu Tparu-
YEeCKyl0 KOJUTM3uI0. Mcrosb3oBaHuE >KaHPOBOM PEMHHHUCIIEHIIMU — (DOPMBI
MOHOJIOTa, B KOTOPOM YTraJbIBAlOTCS MHTOHALIMM 3HAMEHUTON raMJIETOBCKOU
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JUIIEMMBI, MeTapOpbl «MUP — T€aTP» KaK MPHUHIIUIA BOCIIPUATUS MUpPA U Ye-
JIOBEKA — 3aBEpIIACT aKTyaJIU3alHI0 MIEKCIUPOBCKOro KOJa B POMaHax Yic-
cekckoro nukia T. Iapau.

Firusa A. Abilova
THE SHAKESPEARIAN CODE
IN THE WESSEX TALES SERIES BY T. HARDY

Hardy’s creative work is marked by deep and constant attention to
Shakespeare. The «Shakespearian trace» shows across all of the writer’s
works, appearing as quotations or reminiscences, motives and ideas, in the
choice of narrative techniques and principles of character presentation. These
references to Shakespeare introduce the meanings of the source into the nov-
els of the Wessex series, build links to modernity, and become one of the so-
lidifying principles.

The first novel in the series, Under the Greenwood Tree (1872) con-
tains in its title a quotation from an English folk ballad, as sung by the heroes
of Shakespeare’s comedy As You Like It. The Shakespearian phrase becomes
an epic basis of the plot and the collective folk characters; moreover, it turns
into an element that brings to mind the idyllic and reminiscent of merry old
England.

The chronotope of King Lear becomes the chronotop leitmotif of the
novel The Return of the Native (1878). Once a lonely «legendary king of
Wessex — Lear» was roaming along Egdon, now this carefully chosen play-
ground becomes a setting where the writer’s contemporaries play out trage-
dies. The protagonist of the novel The Life and the Death of the Mayor of
Casterbridge (1885) died in Egdon. The reminiscence from King Lear —
lonely Michael Henchard, who makes his way accompanied by beggarly fool
Whittle — sets off the tragedy of his destiny.

T. Hardy addressed the tragedy Hamlet more often than other works by
Shakespeare. Hamlet allusions come to light in the novel The Return of the
Native. Reproaches and accusations about Eustacia’s mother’s death brought
against her by Clym Yeobright, some details of furniture remind of the scene
in Gertrude’s bedroom, when Hamlet blamed her for betraying his father.
Owing to this allusion, the image of the protagonist finds a tragic halo and
psychological profoundness.

The features of a global Shakespearian tragedy appear in the final
novel of the cycle Jude the Obscure (1895). The feeling of exhaustion of ex-
isting life forms and the impossibility to gap conscience and action give birth
to a tragic collision in Jude’s life. Such use of genre reminiscences as a form
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of monologue in which the intonation of famous Hamletian dilemma may be
observed, of the «world — theatre» metaphor as a principle of comprehension
of the world and man accomplishes the actualization of the Shakespearian
code in Thomas Hardy’s Wessex Series.

2. b. Axumos
«KOPOJIEJIPIP» HIEKCIIUPA U
«CTAHIIMOHHBIN CMOTPUTEJIb» IYHIKUHA

[lexcniup B JaHHOM HMCCJIEIOBAHUH 33/1a€T OOIIYIO Jisi 000UX aBTOPOB
MEePCIEKTUBY, KOTOPYK0 MOXHO Ha3BaTh Mubonorndecko. Tekctor Illek-
cniupa u [lymkiuHa paccMaTpyuBarOTCsl ¢ TOUYKHU 3peHus MU]a, TTIAaBHBIM U3 KO-
TOPBIX SBJISIETCS MU(] OTIOBCTBA/CHIHOBCTBA. B Mudonornyeckoit, puryaib-
HOU, 3MUYECKOM, BETX03aBETHOM M HOBO3ABETHOM, IEKCIIMPOBCKOW M IyIL-
KMHCKOM BEPCHUAX OJHOTO CIOKETa PEalln3yeTCsl UCTOPUUYECKAS MMOATUKA HH-
BAPUAHTHOTO CIOKETa, COCTOSIIEr0 M3 MOTHUBOB yX0Ja (IMOXHUIIEHHUS) Cbl-
Ha/70uepH, CHMBOJIMYECKONW CMEPTH M BO3BPAIICHHUS.

«Komnexckuii peructparop» u3 snurpada Kk «CTaHIIMOHHOMY CMOTpPH-
TEIO» 3acTaBiisieT Onaromaps natuHckoMmy collegia Bcmomuuth King Lear,
KPEUECKYI0, HAPCTBEHHYIO 3TUMOJIOTUIO €r0 UMEHU U €r0 TEPPUTOPHATIBbHBIE
xpedeckue 3amamiku. Kommnosunuonno «Koposb Jlup» u «CTaHUMOHHBIN
CMOTPHUTEINBY» COOTHOCATCS YK€ C CaMOI'0 Hadajla 4yepe3 NpPUEM KOHTpAcTa
(HEMIJIOCTUBAS MPUPOIa/CMUPEHHAST 00UTENh ¢ OJaroaymHbM oTioM). Kap-
TUHKU B JJoME€ BbIpuHa CBSI3BIBAIOTCA HE TOJBKO C JPEBHEUIIHNM CHOKETOM
(mputyet o OMyAHOM ChIHE), HO U C mpoOiematukon «Kopoms Jlupay, —
3/1eCh SIBHO BBIpakeHa acCUMMETpHsl JItoOBH oTIa U nodepu. Cyap0bl KOpoJis
Jlupa nu Camcona BripuHa «ocBemaeTy OCJENINiA, OTIO30PEHHBIN, 00eccH-
JeBmMii BeTxo3aBeTHo CaMcoH-Ooper], IapCTBEHHOE UMsI KOTOPOT'O HOCHT
NYIMIKAHCKUA Tepoil. AHAJIOTHYHO paboOTal0T B TEKCTax W BHyTpeHHUE (op-
Mbl MeH repoussb ([ynu u Kopnenun). [lpumupenue oTioB u nerer B u-
HaJle, CBSI3aHHOE C BO3BPALIECHUEM, YKA3bIBA€T HA OHTOJOTMYECKOE pas3penie-
HUE npobseMbl. Tak KOMMEHTUPYETCS] XPUCTUAHCKAsI BEPCHUSI OCHOBHOTO MH-
da: bor-oten He u3ronser, a mpomaer chiHa. Bzanmuoe tonkoBanue Illek-
crupa u [lymkuHa Mo3BOJISIET OTKPHIBATh 001IHMEe MU(OIOTEMBbl U MIPOUYUTHI-
BAaTh OJHOTO ABTOPA B CBETE JIPYIOTO.
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Ernest B. Akimov
SHAKESPEARE’S KING LEAR
AND A. PUSHKIN’S STATION MASTER

Shakespeare’s text is employed as the source myth for Pushkin, where
fatherhood is discussed. Parallels are to be found in myths, rituals, epics, Old
and New Testament stories, as well as in other works by Shakespeare and
Pushkin. All of these contain variations of how a child departs or is abducted,
undergoes symbolic death, and then returns to life.

«A collegiate registrary, the social rank in Russia mentioned in the epi-
graph to Pushkin’s tale The Station Master, brings to mind King Lear (due to
the Latin origin of collegia); his dictatorial and priest-like habits. The struc-
tures of both works show similarity by contrast at their very outsets, by con-
trastive settings (unwelcome landscapes vs. a peaceful abode overlooked by a
kindly sire). The reproductions decorating the walls of Station master Vyrin’s
home bear references to the archetypal story of the Prodigal Son, and also to
the disbalance in fatherly/daughterly attitudes. Both Lear and Samson Vyrin
share in the defeat and impotence of biblical Samson (Vyrin was definitely
christened for a good reason). The first names of Dunya and Cordelia con-
tribute to the same effect. The final homecoming and acts of forgiveness
scenes are quite similar. Both solutions are definitely Christian, for the Father
does not banish his son, but welcomes him. Thus, parallel reading of Shake-
speare and Pushkin helps to reveal shared mythologemes and enhance the
meaning of Pushkin’s tale.

_ A. B. bapmowesuu
CTPATO®OPJACKHUU TEATP HALIET'O BPEMEHMU:
HIEKCIIUP JJIAA TYPUCTOB?

B Crpardopae peMOHT, KOTOPBI BCerjaa, Kak M3BECTHO, PABEH CTHU-
xuitHomy OeznctButo. Ctapast MyJIpoCcTh U 31€Ch, B HIEKCIIMPOBCKOM TOpPOJE,
COXpaHseT CBOIO CHIIY, HECMOTpPS Ha TO, YTO Ha3BaHHOE O€JCTBUE CILIAHUPO-
BaHO C aHIVIMICKOM TIIATENLHOCTBIO M B caMbIX Oyiarux 1emsx. Tem Oounee,
ATO HE IIPOCTO PEMOHT, a paauKaiabHas peKoHCTpykuusa. Koponesckuii [lek-
CIIMPOBCKHUI TeaTp JISKUT B pa3BajIMHaX, CIOBHO HaJ HUM MOPa0OTAIIN TSHKE-
able 6oMOapaupoBIIMKA. CMOTPETh HA 3T PYyUHBI O0JIBHO. DWBOHCKHE Je-
O0eau OECTOJIKOBO CIIOHSIIOTCSI MO PEeKe B THIETHBIX MOMCKax eabl. HUKTo mnx
HE KOPMUT: U3-3a CTPOMKH K PEKE HE MOJIOUTH.

Teatpanbubiii qom Illekcnupa Obu1 BO3ABUTHYT 129 ner Hazan Ha
cpeacTBa crpatdopackoro nupoapa Yapmza dnayspa (Oynere B Crpardop-
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1€, HEIIPEMEHHO 3aiiuTe B akTepckuil nad «YepHslil nedenp», oH xe «I'ps3-
Has yTKa», M 3akaxure nuHTy «Dnayspca»: ckaxere MOToM cmacubo).
B 1926 roay crapblii TeaTp cropei — K BEJIUKOW PaJOCTH IIeKCHupoOopla
bepnapna Illoy, oTMeTHBIIIErO COOBITHE KU3HEPAAOCTHOM cTaTheil. CrycTs
ellle LIECTh JIET (I0JIr0 HE MOTJIM HAWTH JE€HBI'H, IOKA HE BBIPYUHIIU, KaK BCE-
I71a, aMepUKaHIbl) HA CMEHY NPSIHUYHOMY 3/IaHUI0 BUKTOPUAHCKOIO TeaTpa
SBUJIOCh COOPYXEHHE B T€OMETPUZUPOBAHHOM CTHUJIE «apT AEKO». MecTHbIe
KUTEJIU HOBBIM TeaTp HEB3IIOOUIIU, COUTS €r0 MOJIEPHUCTCKUM KOIIYHCTBOM
Haa bapnom, u npo3Banu ero «padbpukoit» — OpaHHOE CIOBO B yCTaX CTpPAT-
dopackux npoBuHIMaioB. Ho — npuBbIuka cBoilie HaM gaHa. K kBajgparam u
IpsIMBIM YTJIaM HOBOT'O TeaTpa CliepBa MPUBBIKIIM, & IOTOM U MOJIOOUIIH. YT-
JIbI CO BPEMEHEM CJIOBHO CIJIAJIMIINCh, M TO, YTO Ka3aJOCh BEPXOM aBaHrap/a,
MOCTETNEHHO CTaJIO B IJIa3aX OpPUTAHIIEB U BCETO MUpa CHMBOJIOM MOYTEHHOU
cTapuHbl. [[en0, MOHATHO, HE B CAMUX CTEHAX, a B TOM, YTO B HUX IPOUCXO-
U0 U B MUCTOPUYECKOW MAaMSATHU €BPOIEKUCKOTO TeaTpa OKa3aloCh KPENKO-
HAKpENKO CBS3aHO C 3TUMU MMEHHO CTE€HaMH, MOJMOCTKAMH, 3PUTEIbHBIM
3aioM u ¢oiie. Ha atoii crieHe urpanu OpykoBckoro «Tuta AHapoHHKa»
c Jlopercom Onube u «Koposs Jlupa» ¢ [lonom CrodunmaoM — CeKTakib,
VM3MEHMBIINM XOJ TeaTpaibHOM UCTOpHH, 3ech mosonou Ilurep Xomr cra-
B «BolkHy P03», CBOIO 3HAMEHUTYIO KOMIIO3UIIMIO IO MIEKCIIHUPOBCKUM
XpoHUKaMm, 31ech TpeBop Hann caenan cebe umsi — He Kak coznatenb «Ko-
IEK», a KaK OAWH W3 TOHYAWIIMX MCUXOJIOTOB MUPOBOIO TEATPa, 3AECh OH
noctaBmi «Makberay ¢ Ixxymu Jlend u Menom MakkemieHoM, 31ech DHTO-
Hu [llep ceirpan coero Puuapna III, o koTopom XJIaAHOKPOBHBIE aHIJIMM-
CKHE KpUTUKH nucanu: «Tenepp OyleT 0 4eM paccKa3blBaTh BHYKAM.

W npumen 3tum cTeHaMm, BCEMY 3TOMY CTapoOMy JIOMY, 4€pell YWUTH,
«CKOHYAThCA, CHOM 3a0bIThCs». KOMMaHusi MOJOABIX apXUTEKTOPOB COCTa-
BWJIA HOBBIM PEBOJIOLMOHHBINA MTPOEKT, BHIBECIICHHBIM HA Orpajie CTPOMILIO-
maaka 11l Bceobmero o6o3penus. B 2010 r. HoBoe 37aHHE AOJDKHO OT-
KpBIThCS (M OyJIbT€ TIOKOMHBI, OHO OTKPOETCS JI€Hb B JI€Hb). TpajuIIMIOHHYIO
BUKTOPUAHCKYIO CLEHY-KOPOOKY 3aMEHST OTKPBITOM «EIM3aBETHHCKON,
r1yOOKO BAAIOLIEHCS B 3aJ1, M C TPEX CTOPOH OKPYKEHHOM MecTaMu JJisl yO-
nuku. TecHoBaThle (oile CMEHSTCS MOJIHBIMU BO3/lyXa M CBETa MPOCTPAHCT-
BaMH, TJI€ K ycloyram «maTpoHoB» (Tak B Crtpardopjie MpUHATO Ha3bIBaTh
3puTeneil) OyyT O4eHb U HE OYE€Hb JOPOrHMe PECTOpaHbl U Kade; BHICOKHE
3aCTEKJICHHBIE TEPEXO/bI, OMOSCHIBAs 3[JaHHUE, CBSKYT TJIABHBIA 3all C Ma-
JBbIM; CTapas, YyJIOM COXPAaHUBILIASACS C BUKTOPUAHCKUX BPEMEH OaliHs, KO-
I71a-TO CIY’KUBILIAs Pe3epByapoM /i BOJAbI Ha ciaydyail moxkapa (4To, KaK u3-
BECTHO, HE MOMOIJIO), TeNepb OyJeT HAJACTPOCHA M yKpalleHa CMOTPOBOM
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IUIOLIAAKOM, C KOTOPOM ChEXaBUIMECS CO BCErO CBETA TYPUCTHI CMOTYT 000-
3peBaTh CTPaT(OPACKUE OKPECTHOCTH.

JI0JKEH, OJTHAaKO, MPU3HATHCS, YTO BCS 3TA MEPECTPOMKA OUEHb MHE HE
no ayme. ['nsag Ha yepTex Oyayliero TeaTpa — HE TOBOPA YK O pa3BaJMHaX
HBIHEITHETO — BMECTO IOJIOKEHHOI'O IIEKCIIMPOBENY 3HTY3MACTUUECKOTO
BOCTOPIra 51 UCIBITHIBAI0 KaKOE-TO TATOCTHOE YYBCTBO, IOXO0YKEE, BEPOSATHO,
Ha TO, 4To B 1932 roay ucneiTbiBanu crpardopausl. He qymato, 4to Bo MHE
TOBOPUT CTAapblii KOHCEPBATOP, HE JKEJAIOIINI CMUPUTHCS C BECETION MOCTY-
nbl0 mporpecca. /leno He B 0AHOM TOM, 4TO OT 00beMoB U juHMuM [llexcru-
POBCKOTro Tearpa, kakuM oH ctaHeT B 2010 rogy, BeeT X0i10/10M PyHKIIMOHA-
JUCTCKON PACUYMCICHHOCTH, U JaKe HE TOJBKO B TOM, YTO OYIyIIMi TeaTp
KaK JIB€ Karulk BOJbI MMOX0 Ha MHOXKECTBO JAPYTHX MOJOOHBIX COOPYKEHUN
KyJIbTYPHOTO Ha3HA4€HMsI, pa30pOCAaHHBIX IO BCEMY CBETY, U HHYErO OT
[Ilexcnupa ¥ MIEKCOIUPOBCKOrO ropojia B HEM HET. [ maBHOe B pyroMm. Bwme-
CTO «XpaMa MCKYCCTBa» — PUCKHY MPHUOETHYTh K 3TOMY CTaApOMOJHOMY BbI-
PaXEHUIO — Nepe] HaMU BO3JIBUTAETCS CBATUJIMIIE MACCKYJIbTHOW TYypUCTH-
YeCKOM HHAYCTPUM, MOHYMEHTAJIbHBII KOMOMHAT YCIIyKJIMBOT'O CEpBHUCA,
1eJIb KOTOPOro — HE CTOJIBKO MCKYCCTBO, CKOJIBKO KOM(OPT (B JaHHOM CIIy-
Yae 3TO CJIOBO ClIeAyeT IUcaTh C 3arjaBHoM OykBbl). OJTHO C IpYrUM IO Ujee
MOXET CXOIUTHCS, HO IPU OTOM HYXKHO SICHO OIPENEIIUTh, YTO BAYKHEE.

Crune poxparomerocst 34aHusl NOAAEPKAH CTHIIEM INOCIEIHUX CIIEK-
takned. Ha cuene «Koprt-spaa», Bpemennou miomanku llexkcnupoBCKOro
TeaTpa UAeT He 4yTo-HUOyab, a «['amuer». Tpareaus nocraBieHa U ChIIpaHa
JIOBKO, JIETKO M 0€3 3aTeil — Tak, CJIOBHO BCE TPEXBEKOBBIE PACCYKICHUS O
«ryOrHax M BbICOTax» I1aBHOW mbeckl lllexcnupa — ceHTUMEHTaIbHAS CTa-
pPUKOBCKas yemyxa. A Ha Jiesie Bce MpOoCTO: A4 YOui mamy, a CblHy HYXHO
youts aa10. M oTaudHbIe akTephl 3HAMEHUTOTO TeaTtpa 00po U C KAKUM-TO
Jaxe oOJeryeHneM Urparot (Gpadyiay — CIIOBHO aBTOP 3TOrO JIETEKTHBA — HE
[lekcrup, a Tomac Kua, counnuntens «mpa-I'amiietay.

OryymuTenbHbId YCIIEX CIEKTAKIs Yy TYpPUCTUYECKOM MyOIMKH ObLI
nousATeH. Tem Oosiee, 4TO NpUHIA JATCKOTO UTpai HE KTO-HUOY b, a caM J[3-
Bua TenHeHt, «/{okrop Kto», repoit 3HaMeHUTOro cepuaina B xaHpe (IHT?-
31, MIYIIEro MO BCEM TEIEIKPaHaM MUpa' . Y HAC €ro eXeIHEBHO MOKA3bIBa-
et CTC: s cnenuanbHO TOCMOTpEN OJHY ceputo. CKONIbKO-HUOYAL CYIIECT-
BEHHOT'O Pa3INuusl MEXIY CTpaTdOpJCKUM INMpUHLEM ['amiieToM W HUHOIIA-
HETHBIM [{OKTOpPOM 5 3aMETUTH HE CyMEI.

1 o o
KCTaTI/I, Hamecu riaBHOM CIICHE TOXXC KOC-4YTO U3BCCTHO O ((FaMJ'IeTe», ChII'PAHHOM TCJIC-
CCPUAJIbHBIMHU 3BC3JIaMH.
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Heyxenu BnacTb NPHUBBIUKH, 3aKOH «CTEPIUTCA-CIIOOUTCS CHOBA
caenaroT coe Aeno? Heyxenu storo lllekcnupa u 3TOT €ro HOBBIA IOM MBI
KOT'/1a-HUOY b MOI00UM?

Aleksey V. Bartoshevich
STRATFORD THEATRE OF OUR TIME:
IS SHAKESPEARE FOR TOURISTS?

The renovation of the theatre in Stratford is proceeding, with all the
disastrous effects of such undertakings. As the old saying goes, two removals
are as bad as a fire, however well-intentioned and scrupulous the renovation
plans are. Or rather, it should be called a reconstruction and through over-
hauling. The Royal Shakespeare Theatre is lying in ruins, like another Coven-
try. Painful it is to see today’s swans of the Avon wandering up and down the
river in search of feeding hands. The construction fences ban visitors.

Shakespeare’s theatrical house was erected 129 years ago, the constric-
tion works financed by local brewer Charles Flower (when you chance to
visit, never fail to drop in at The Black Swan (people may also refer to it as
The Dirty Duck), and partake of a pint of Flower’s, or your trip will be
wasted). In 1926 the old theatre building burnt down, to evoke G.B. Shaw’s
anti-Shakespearean flamboyant essay. Six years later (for money was not to
be found until habitually helpful Americans had lent a hand) the old Victo-
rian building was replaced by a new, geometrical one in the art deco style.
The locals did not like the new theatre, considering it to be a blasphemy
against the Bard. They used to refer to it as «the factory», a swearword when
pronounced by a Stratford resident. However, habit is second nature, and lo-
cal residents gradually came to terms with the squares and rectangles, and ac-
tually came to like. The angles stopped irritating them, and what was avant-
garde at the time of construction gained solidity with age. Of course, the ar-
chitecture does not matter as much as the events that were run inside and en-
tered the history of European theatre, the stage, the auditorium, and the foyer.
The stage saw Peter Brook’s Titus Andronicus with Sir Lawrence Olivier,
and King Lear with Paul Scofield (revolutionary in theatrical history). Here
young Peter Hall staged his famous Wars of the Roses, Trevor Nunne stepped
beyond his success with the Cats musical, emerging as a major theatre psy-
chologist in Macbeth with Jady Dench and Ian McKellen, and it was here that
Anthony Sher appeared as Richard I1I, whereupon even reserved English crit-
ics acclaimed that «this was something to tell our grandchildren abouty.

Yet these walls have to go now, and not to «leave a wrack behindy.
A team of young architects has designed a revolutionary building and put up
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the layout scheme at the construction site. The building is to be opened in
2010, and so it will. The familiar Victorian stage-box is going to be replaced
with an Elizabethan open stage protruding far into the auditorium and sur-
rounded by seats on three sides. In place of the dim foyers, «patrons» (for so
theatre visitors are called in Stratford) will be able to eat in spacious, well-lit
areas, and not too expensively. High-ceilinged passages will encircle the
building, connecting the main house with the smaller one. The Victorian fire-
pond tower (of little avail, as we know) will be raised, with an observation
platform built at the top, for visitors to drink in surrounding landscapes.

To tell the truth, I am not happy about the reconstruction plan. The
layout of the theatre to appear does not thrill me as a Shakespeare scholar;
and I feel rather like a Stratfordian in 1932. This is not mere conservatism.
The size and contours of the 2010 Shakespeare theatre are well-considered
and functional, and cool at all that. It is just one more cultural object, among
millions of others all over the world. There 1s nothing of Shakespeare or of
his London in there. But these are not the main reasons for lack of enthusi-
asm. We crave a «temple of art», to use the old phrase, and we get a sanctu-
ary of mass culture and tourist industry, a monumental production complex
delivering useful services; the focus is not art, it is comfort or, rather, Com-
fort. These two are compatible, but one of the other should be given priority.

Recent performances have been oriented at new tastes. The Courtyard
stage (temporary pale of performances) is running Hamlet. It is a smooth
staging and acting, no tricks or heaviness. The impression is that all the talks
about highs and deeps are sentimental rubbish, and the matter stands pre-
sented very simply: the uncle kills the father, so the son has to kill the uncle.
So, the very good actors energetically act out the mere plot, and they happy
to be doing this whodunit; they seem to have reconstructed Thomas Kyd’s
lost Hamlet.

Naturally, this Hamlet had huge success among tourist audiences, es-
pecially because of David Tennett in the title part (famous through his per-
formance in TV fantasy series Doctor Who). Watching an installment of the
series, I tried to spot differences between Tennett’s prince of Denmark and
his extraterrestrial Doctor — not much success.

I wonder if time 1s going to work wonders again. Will this be another
home for Shakespeare? Are we going to like it there?
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A. I Boaxoesa
IHO2TUKA KOHIEIITA «J1TIOBOBb»
B COHETAX Y. HIEKCIIUPA A . JOHHA

[ToaTryeckuit KOHIENT KaK CIOCO0 MOCTPOEHUS CBSI3EH MEXIY CIIOBOM
U €r0 CMBICJIOM HaXOJUTCS B 3aBUCUMOCTH OT MO3TUYECKOTO JKaHPa, 3aJar0-
HIero He TOJbKO (opMy, HO M MPOOJIEMaTUKy Mpou3BeneHus. JKanp conera,
M3BECTHBIN Kak JII0OOBHBIN xkaHp, B XVII Beke mepeocMbICIUBAETCS: CBET-
CKas JuTeparypHas opMa HANOJHAETCS PEIUTHO3HBIM COJEPKaHHEM. DTO
BeJIeT K TpaHchOpMaIMK KOHIIENTa «I000Bb». OHAKO MPHU Pa3IUuUU CO-
JIEp’KaHUsI OCTaeTcsd CXOAHOW 00pasHocTh. OOMHOCTH 00paza BUAHA TPH
ananuze 44 conera llekcnupa u V conera JlonHa (u3 «CBSIIIEHHBIX COHE-
TOB»). JIoHH — milaamuii coBpemeHHUK lllekcniupa, u conersl JloHHa MOTYT
paccMaTpuBaThCsi B KOHTEKCTE coHeTOB lllexkcniupa. Jlonn Benen 3a llexkcnu-
POM HCHOJIB3YET B COHETE 00pa3bl CTUXH: OrOHb, BOJA, 3€MJIsl, BO3AyX. B
000uX CiIydasX 3TH JJIEMEHTBHI SBIISIOTCS COCTABISIONIMMU YEIIOBEYECKOTO
€CTECTBA Y YEJIOBEYECKOW IYIIM, OJHAKO B PEIIMTMO3HOM 1M033uM JloHHA 3TH
o0Opa3bl UMEIOT UHOE cojiepxkaHue: oroHs y Illekcnupa — 3To cTpemieHue K
BO3JIIO0JIEHHOH, Y JIOHHAa — OJTHOBPEMEHHO OTOHb Ipexa U Bbo)KeCTBEHHOTo
rHeBa; Boja y lllexcnupa — moToku cie3 BI0OJIEeHHOr0, Boja y JloHHa — clie-
3bl TTOKasiHus. [loaTka KoHuenrTa, yHacienoBanHas u lllekcnmpom, u J{oH-
HOM U3 1o33uu CpeaHux BeKOB U Bo3poxkaeHUs, HE UCKIIIOYAET pa3Indus B
OCMBICJIEHHH 3TOTO KOHLIECNTA.

Anna G. Volkova
THE POETICS OF THE CONCEPT “LOVE”
IN SHAKESPEARE’S AND DONNE’S SONNETS

A poetic concept as method of connecting a word and its meaning de-
pends on the poetic genre, which does not only shape the form, but also ideas.
The sonnet genre initially belonged to love poetry, but in the 17" century this
genre was transformed, and the form of secular literature took on a new, reli-
gious meaning. This transformation led to the transformation of concept
“love”. But this difference does not mean dissimilarity in imagery. When one
analyses Shakespeare’s Sonnet 44 and Donne’s 5" of the Holy Sonnets, it is
possible to observe both poets using similar images. Donne was a younger
contemporary of Shakespeare, and one can analyze Donne’s sonnets compar-
ing them with those of Shakespeare. Donne, like Shakespeare, uses images of
the elements: fire, water, earth, and air. Man’s body and soul, for Donne and
Shakespeare are all composed of these elements, but in Donne’s religious po-
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etry these images have a different meaning: fire in Shakespeare’s works is a
desire for the beloved woman, fire in Donne’s sonnets 1s the fire of sin or the
fire of zeal for God; water is tears of a man in love for Shakespeare, water is
tears of penitence for Donne. The poetics of the concept is taken from the
medieval and Renaissance poetry and this poetics also means difference in
the interpretation of this concept.

b. H. I'avioun
«(AHTU-TAMJIET» ¥ . C. TYPTEHEBA U T. CTOIIIIAPJIA

B noxmane ananu3upyrorcs 1Ba nIpuMepa TaK Ha3bIBAEMOM «aHTUIaAM-
netoBckoi» kputuku: peub U. C. Typrenesa «['amnet u Jlon-Kuxor» u nbe-
ca T. Cronnapna «Po3zenkpanil u ['mibaeHCTEPH MEPTBBI». ABTOP OLIEHUBAET
3HAYEHHUE «AHTUTAMIIETOBCKON» KPUTUYECKOW MBICIHU B LIEKCIUPOBEICHUU.

KitoueBbie cnoBa: « Antu-I'amnery», ['amnetr u Jon-Kuxot, U. C. Typ-
reHes, Posenkpann u ['mibnencreps meptsel, T. Cronmapg, Y. [lexkcnup.

Boris N. Gaydin
«ANTI-HAMLET» IN L. S. TURGENEV’S
AND T. STOPPARD’S WORKS

The presentation considers two examples of the so-called «anti-
Hamlet» criticism: the speech Hamlet and Don Quixote by 1. S. Turgenev and
the play Rosencrantz and Guildenstern Are Dead by T. Stoppard. The author
evaluates the significance of «anti-Hamlet» critical thinking in Shakespearian
studies.

Keywords: «Anti-Hamlet», Hamlet and Don Quixote, 1. S. Turgenev,
Rosencrantz and Guildenstern Are Dead, T. Stoppard, W. Shakespeare.

A. H. I'opbynos
146-A COHET HIEKCIIAPA U ETO MECTO B ITUKJIE

ABTOp J0OKJIaJia MBITAETCS PEIIUTh PAJl TPYIHOCTEH, CBA3AHHBIX C CO-
HETOM. DTO TPYJIHOCTH: 1) TEKCTOJIIOTMUYECKHE; 2) Kacaloluecss UHTepIpeTa-
IIMU COHETA, U, B YaCTHOCTH, COOTHOIICHUS] HEOTJIATOHMYECKUX U XPUCTHAH-
CKHUX MOTHBOB; 3) CBSI3aHHBIE C MECTOM COHETa B IIMKJIE KaK €ro Mpe/rnoia-
raeMoM SITUJIOTE.
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Andrey N. Gorbunov
SHAKESPEARE'S SONNET 146
AND ITS PLACE IN THE COLLECTION

The author aims to resolve some problems connected with the sonnet.
The problems are 1) textual; 2) those connected with the interpretation and in
particular with the relation of neo-Platonic and Christian motives; 3) con-
nected with the sonnet’s place as a possible epilogue to the whole collection.

ITo cnpaBemyiMBOMYy MHEHHIO OOJBUIMHCTBA ClieLHANUCTOB, 146-i co-
HET 3aHUMaeT 0coboe MecTo B 1uKJe coHeToB Illexcnupa:

Poor soul, the center of my sinful earth,
... these rebel powers that thee array,
Why dost thou pine and suffer dearth,
Painting thy outward walls so costly gay?

Why so large cost, having so short a lease,
Dost thou upon thy fading mansion spend?
Shall worms, inheritors of this excess,

Eat up thy charge? Is this thy body’s end?

Then soul, live thou upon thy servant’s loss,
And let that pine to aggravate thy store;
Buy terms divine in selling hours of dross,

Within be fed, without be rich no more:
So shalt thou feed on death, that feeds on men,
And death once dead, there’s no more dying then.

B pycckom nepeBojie 3TH CTPOKU 3ByUaT Tak:

Hyuia, ssapo Moeu TpeXOBHOM IUIOTH,
VY Kenp MOPbIBBI CUJI TBOMX CJIETIHI,
UYro, ronojas, YaxXHelb Thl B 3200Te
O nparoueHHOM TJISHIE CKOPJIYIIbI?

Cronb KpaTKuid CpOK 3a CUET TAKUX YCUIIUU
3adeMm Thl TPATHUILb HA HENPOYHBIN A0M,
Ut00 yepBU Kak HACIIEITHUKN BKYCHUIU
TBOMX COKpOBHUIL, BOIUIOIICHHBIX B HEM?
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Kusu, nyma mos! [lycts yaxHer Teno
Yr1paroro Te0s o6oratun

N, BOIUIOTSCH 10O BBICLIETO MPEJEIA,
OcTaTkoM KU3HM CHEIIKY OIUIaTHB, -

[Mutasch cMepThIO, KaK OHA JIFOABMU
N3 pyk ee 6eccmepTue npumMu
(nepeBon M. Actepman)

brarogapsi cBoeMy peMrno3HOMY KOHTEKCTY, HE XapaKTEpHOMY st
BCEro IMKJa B IIEJIOM, COHET CTOUT OCOOHSIKOM, KaKk Obl HECBOCBPEMEHHO
BKJIMHUBASICh B CTUXOTBOPEHUS, MMOCBSIIEHHBIE «CMYTIION JIeAN», 1a U K CO-
HETaM, MOCBAILICHHBIM IOHOMY APYTY, OH TOXE, Ha TIEPBbIN B3I, HE UMEET
NpsIMOTO OTHOLIEHHUS. B ueM ke Bce-TaKu €ro CMbICI M KaK HYXHO €ro Io-
HUMAaTh?

OTBeT Ha 3TU BOIPOCHI COMPSIKEH C LEIbIM PAJIOM HE JO0 KOHIIA pe-
HIEHHBIX BOIpocoB. lIpexne Bcero, BO3HMKAIOT TPYIHOCTU, CBSI3AHHBIE C
nopueil Tekcta. Pedp maer o sBHOM ommOKe HaOOpIIMKA B TEKCTE IEPBOTO
u3nanus, HaneyataHHoro Tomacom Topriom (1609). B sTom n3nanuu Mol uu-
TaeM:

Poor soul, the center of my sinful earth,
My sinful earth these rebel pow’rs that thee array...

B nocnoBHom nepeBone, npemioxxeHHoMm A. A. [lapakmians, 3tu nep-
BBI€ JIB€ CTPOKHM COHETA 3ByYar TaK:

bennas gyiia, neHTp Moel rpeXxOBHOM 3eMiiu (T. €. Tena),
. 2
I pexoeroii 3emau T MATSKHBIC CUJIBI, KOTOPBIE TEOsI 001aYaroT. ..

Kak Buanm, HaOOpIIMK MEXaHUYECKH MEpPEeHEeC MOCIEAHNE TPH CIOBa
(B pycCKOM TIepeBOjIe JIBa CIIOBA) MEPBOW CTPOKHM B HAYaJl0 BTOpPOH. JTa
OIMOKa HE TOJIBKO HAPYIIUIA pa3MeEP CTUXOTBOPEHMSI, HO U JIUIINIIA BTOPYIO
CTPOKY KaKOro-TuOO CMbICIA, TMOJAIOIIETOCS Pa3yMHON WHTEPIpPETAIIHH.
OueBuaHo, uto y lllekcnrpa BMECTO 3TUX TpeX MOBTOPSIOIIUXCS CIOB OBLIO
4T0-TO Apyroe. M3mparenu Gosee mo3aHETO BPEMEHH TIPEITIOKUIN HECKOIBKO
BapuaHTOB. Hanboee moaxoaammm y4eHble ceifuac CUuTaloT CIIOBO feeding,

* Ilexcrmp Yumesm. Conersl. IlepeBox n xommentapuii A. Illapakmans. M., 2008.
C. 340. BmecTo noBTopa cioB u3 nepsoit ctpoku y lllapakmans croutr mHororouue. Iloa-
CTPOYHBIN NEPEBOJI COHETA B TATILHEUIIIEM LUTUPYETCS 0 3TOMY U3AAHUIO.
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3amenstoniee My sinful earth. Eciiu npuHATH Takylo 3aMeHY, TO BTOpasi CTpO-
Ka coHeTa OyJIeT 3By4YaTh CJICAYIOIMIUM 00pa3oMm:

Feeding these rebel pow’rs that thee array...
Ilumarowas 3Tv MIATEXHBIE CHJIbI, KOTOPBIE TeOs 001a4aroT. ..

CoOOTBETCTBEHHO pa3Mep BOCCTAHOBIIEH, W CTpoKa oOpesa 3HauYeHHE,
COTJIaCYIOIIMICS ¢ 0OIUM KOHTEKCTOM BCero coHera. M Bce-Taku 3TO JHIlb
JIoTaJka W UCIpPABJIICHHE pPEeAaKTopa Oojiee MO3AHET0 BPEMEHH. A Belb TYT
MOTJIO OBITh M YTO-TO COBCEM JPYroe, paauKaibHO MEHSIOIIEE CMBICI YeTBE-
poctuius. Yrto lllekcnup Hamucan Ha camMoM Jiesi€, Mbl, K COXKaJICHUIO, HU-
Korja He y3Haem. OTcrofia U1 HEKOTopas 3bI0KOCTh Pa3HOTO PoOJia UHTEPIpe-
Tanuii, 0€3 KOTOPHIX, OJIHAKO, HUKAK HEIb351 O0OHTHCH.

Crnenyroiasi TpyAHOCTb CBSI3aHa YK€ C MHTEPIIPETaleil BCEro COHETa
B 11eJ10M. COBEpIIEHHO OYEBUIHO, YTO COHET HOCUT PEJIUTHO3HBIM XapakTep.
Ho kakoro pona sta pelMruo3HOCTh U KaKk OHA COOTHOCHUTCSI C XPUCTUAHCT-
BoM? CtuBeHn byt B cBoem u3nanuu conetroB lllekcnupa yTBepkIaer Mo
3TOMY MOBOAY CleAyollee. XpUCTUAHCKUE U HEXPUCTUAHCKUE MOTUBBI, SIKO-
ObI, COCYIIIECTBYIOT B COHETE HA PaBHBIX — XPUCTHAHCKUE OJarojapsi peiu-
THO3HBIM AJUTIO3USM, pa30pOCaAaHHBIM B TEKCTE, a HEXPUCTHAHCKUE Oiarogaps
OTCYTCTBUIO BCSIKHX YIOMUHAHUN O XpHUCTE, BOCKPECEHUU M 3arpoOHOM
km3HI. 110 HaleMy MHEHHMIO, 5TH BBIBOIBI HYKIAIOTCS B CYIIECTBEHHOM
YTOUYHECHUH.

Hanuurie peaurno3Hpix aJTio3uil WIM UX OTCYTCTBHE caMo 1o cele,
PaBHO KaK U HaJIMYME YIIOMUHAHUUA O XPHUCTE, BOCKPECEHUH U 3arpoOHOI
KU3HU WU K€ OTCYTCTBUE TaKMX YIIOMUHAHUU €Ile He JIeJaeT Kakoe-Tuoo
XYyJI0)KECTBEHHOE MPOU3BEICHUE XPUCTUAHCKUM WJIM HEXPUCTHAHCKUM. Bce
JIEJ0 B TOM, KaK aBTOP OCMBICIISIET 3TO HAJIU4ME WM OTCYTCTBUE. Tak, cka-
*KeM, B pomaHax Tomaca ['apau ecTb MHOXKECTBO PENUIHMO3HBIX AJUIFO3UU,
0OYCJIOBIIEHHBIX OOIIUM KOHTEKCTOM MO3HEBUKTOPHUAHCKOMN SMTOXU, HO BPSJT
JIU KTO-TMOO HA30BET 3TU POMAHBI C UX SIPKO BBHIPAKEHHBIM OMOJIOTUYECKUM
JNETEPMUHU3MOM XPUCTUAHCKUMMU.

WNnu ppyroii nmpumep, Tenepp yxkKe U3 PyCCKOM JIMTEPATyphbl — CTUXO-
tBOpeHue [lacrepnaka «B OonbHHIIE», HAMHMCAHHOE TIOITOM IOCie HH(papKTa
B 1952 romy, xorna cMepTh Ha KaKOH-TO MOMEHT TIOKa3ajlach eMy HEM30exK-
HOM, U OH OBbUI TOTOB CO CIIOKOMCTBHEM U PaJOCThIO NPUHATH €e. B cTuxo-
TBOPEHUU HET MPSAMOTO YIMOMHUHAHUS XPHUCTA, BOCKPECEHHUS W 3arpOOHOM
XKU3HU, XOTs modT U Bockiuuaer «O lNocnoaw». (Eciu moaxoauTh 4HMCTO
dbopMabHO, TO 3TO MOXKET OBITh bor m000ii MOHOTEHCTHUECKOU PETTUTHH).

3 Cm. Shakespeare’s Sonnets edited by Stephen. L., 1977.
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Ckopee Bcero, MMEHHO BBHMJY OTCYTCTBHSI TaKUX YIOMHUHAHHN KECTKAs CO-
BETCKas LEH3Yypa, 3alpeTuBIlas HauboJIee OTKPOBEHHO PEIUTHO3HBIE CTUXU
u3 «Jlokropa ’KuBaro», CHOKOMHO pa3peninia Haledararb 3TO CTUXOTBOpE-
Hue B 1965 roay B kHMre, u3lanHoM B cepun «bubnunoreka mosra». A Mexay
TEM 3TO OJHO M3 CaMbIX XPUCTHAHCKUX mpousBereHun Ilacrepnaka. Ilpen-
YyBCTBYS CMEPTh, 0T oOpaiaercs k bory co cioBamu:

«O TI'ocioau, KaKk COBEPIICHHBI
Jlena TBowu, - tyman OOJIbHOM, -
ITocTenu, u MO, U CTEHBI,

Hous cmMepTr 1 TOpO1 HOUHOM.

S npUHSAJI CHOTBOPHOTO J03Y
U nnaay, niatok tepeds.

O boke, BOTHEHHS CIIC3BI
Memraror MHE BUACTH Te0s.

MHe cnaJiko Mpu CBETE HESAPKOM,
UyTh nmajaromem Ha KpoBaTh,
Ce0s 1 cBOM XpeOuii moJapKoOM
becnieHHbIM TBOUM CO3HABATD.

Konuyasicy B O0JIEHUYHOM MOCTENH,

S ayBCcTBYIO pyK TBOMX *Kap.

ThI 1epKUIIb MEHS, KaK U3JEIbE,

U mpsigenib, Kak IEPCTEHB, B QY TIIAPY.

OTHU CTPOKH, MO CYTH Jela, NPEACTABIAIOT COO0N UAYLIYIO U3 IIyOu-
HBI AYLIU MIPEACMEPTHYIO MOJUTBY. [103T, mpouiatomuiics ¢ »Ku3HbI0, OJ1aro-
JIapuT 3a Hee bora U TBEpIO U B TO K€ BpeMs MO-AETCKU BEpUT B Ero Jro-
00Bb. ['epoii CTUXOTBOpPEHUS UyBCTBYET, UTO B 3TOT MOCIEAHUI MOMEHT BCE
OTXOJMT Ha BTOPOM ILJIaH, U OH CO BCEMHU CBOMMU YEJIOBEUYECKUMU HECOBEP-
IIEHCTBaMU B TJa3ax bora ymnono0sisercs AparoleHHOMY KaMHIO, KOTOPBIN
YKapKue pyku BCeBBIIIHEro npsiyyT, «KaKk NEepCTEeHb, B (i)yTJ'ISIp>>4. Takoe crio-
KOMHOE MpUATHE CMEPTH, MTOJHOE BEPBI, HAAEK/bl U JHOOBU, NPUCYLIE TOJb-
KO XpHUCTHAHCTBY. HUKaKOro IONMOJHUTENBHOTO YIOMUHAHUA XPHUCTA, BOC-
KpPECEHHsI U 3arpOOHOMN KHU3HU TYT HE TpeOyeTcsl.

* Arnold J. Life Conquers Death. Grand Rapids, 2007. P. 112.
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OnHako AWaNeKTUKa XPUCTHAHCKUX M HEXPUCTUAHCKMX MOTHBOB B
146-m conere lllexcnupa Bce ke ecTh; 31ech CTUBEH byT mpas, XOTs €ro mo-
3ULMUS U B 3TOM BOIIPOCE TOXKE HYK/IAETCS B yTOUHEHUH.

Vaxe nepBble CTpokH coHeTa, rie lllekcnup oOpamaercs Kk «O6eaHON»
Iyllle, «9aXHyUIEd BHYTPHU TE€Ja», COBCEM HE THUIUYHBI JJIsl XPUCTUAHCKOTO
B3IJIA/1a HA IPUPOJLY YeJoBeKa. XOpOIIO U3BECTHO, UTO B XPUCTHUAHCKOW aH-
TPOMOJIOTUHU TEJIO BOBCE HE SIBISETCS TEMHHUIIEH TYIIH, NOCKOJIBKY YEJIOBEK
HE MBICIIUTCS COCTOSIIIUM U3 JIBYX PAa3HOPOIHBIX BPAXKIYIOIIHUX APYT C APY-
rOM HaydaJl — IJIOTH U OyIIH, HO paCCMaTPUBAETCS B €IMHCTBE CBOEH JIMYHO-
cti. Becnomuum, yto, cornacHo bubnuu, miaoTh Mpu COTBOPEHUH YEIOBEKa
BbIIILIA U3 pyk bora, cienuBmiero ee, mol00HO rOPIICYHUKY, U BJOXHYBIIETO
B HEE JIbIXaHHE >KU3HU, U MOTOMY TEJIO caMo Mo cebe, eclii TOJILKO OHO HE
nopadoIIeHO IPeXoM, JA0CTOHO BocxuieHusi. Hemapom ke amocton [laBen
roBoput: «HUKTO HMKOI/1a HE MMEJ HEHaBUCTU K CBOEU IIJIOTH, HO NTUTAET U
rpeet ee, kak u ['ocmonp IlepkoBey (Edecsnam, 5:29). [Ipu 3Tom, oaHako,
IJIOTh B XPUCTUAHCKON aHTPOIOJIOTMHU BCE K€ HE aBTOHOMHA, HO JOJI’KHA I10-
BUHOBAThCA J1yXy, UHAYE€, MOJUYMHUBIINCH CBOUM BOXKJIEJICHUSIM, OHA CTAHET
«TENoM Tpexay. Bripaxkasch cioBamMu TOTo ke amocrona [laBna, «60 xu-
BYILHE IO IJIOTH O INIOTCKOM NOMBILUISIOT, a )KUBYIIUE IO TYXY — O IYXOB-
HOM» (Pumisinam, 8: 5).

Bocxopsiee k 30poactpuzMy u nudaropeiiiiam rnpeacTaBieHue o Teje
Kak TEMHHIE AyIIU, KOTOPbIM Bocronb3oBaicsa Illexcnup, B anoxy Penec-
caHca BOCTIPUHUMAJIOCh KaK 4acTh HEOOBIYAHO MOMYJISPHON TOT/Ia HEOTUIa-
TOHWYECKON TOKTpUHBL. C ee MOMONIbI0 MbICIUTENN Bo3poxkaeHus meita-
JUCh BOMCATh XapaKTEPHOE JJISl SMIOXU CTUXUHWHOE CaMOYTBEPXKIACHUE JIUY-
HOCTH B KOCMHYECKHMN KOHTEKCT, IPUJAaB MUPY U 3€MHOU KPAacOTE HACalb-
HBIW CMBICII.

Heomnaronnyeckas JOKTpUHA UTPAET 3aMETHYIO POJIb U B LIUKJIE COHE-
ToB Illekcrinpa Kak BaKHEWIIAsi COCTABIISIONIAS CIIOKHBIX OTHOLIEHUMN Irepost
M €ro IOHOro Apyra. BOoCXMIIEHHBIM KpacoTOW Jpyra, repod BCE-TaKu He
umiet ¢puznyeckoit 0iau3octu ¢ HUM. [Ipu Becelr cBOe MHOTO3HAYHOCTH UyB-
CTBO T€poOsi KpailHE JaJeKo OT HU3MEHHOW CTPAcTH; €ro BieueT 0oJiee BBICO-
KMl BUJ JIOOBH, BO MHOTOM COOTBETCTBYIOIIWWA HEOIUIATOHUYECKUM Ipea-
CTaBJIEHUSM O TOXIECTBE J100pa M KpacoThl. Kak M3BECTHO, HEOIUITATOHUKU
HE JIeJIajy 0co0O0ro pas3yinyusi MEXIy BBICOKOM JHOOOBBIO K JKEHILMHE U Y-
XOBHOHM JApyx’00M MEXIy MyXUMHAMH, a MOPON M CTaBUJIU TaKylo JIPyxXOy
BbIIlIE JII0OBU. Benb OeckopbICTHAS MPUBS3aHHOCTh, HE OTATYEHHAs! MpUMeE-
ChbI0O HM3MEHHBIX CTpacTeid, momorajia 4ejloBeKYy ObICTpee MPOUTH CTYINEHHU
«OPOTUYECKOTO BOCXOKACHUS» U JOCTUTHYTh CO3EPLIAHUS TPAHCLIEHAECHTHON
KpacoThl, 0€3yCIOBHOW M aOCOJIOTHOM, HE 3aBUCAILLEH OT BPEMEHH M IpO-
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CTpaHCTBa, HE OCKYJIeBalOIlle U BEYHO paBHOU cebe. OO0 ATOM ycTamu MaH-
TUHEsHKU Jlnotumsl, 00bsicHuBIIe COKpaTy TaMHCTBA JIFOOBH, CKa3all elle
cam Ilmaron B «Ilupe».

Nnean nm06BU KaK TyXOBHOI'O COIO3a JIFOOSIIIMX MPOBO3TIACKI B COHE-
tax u llekcrmp:

Her, s He cTaHy KaMHEM TIPETKHOBEHBS
Jl7ist GpagHOrO COI03a ABYX YMOB:
JIt000BB, UTO HAM U3MEHHUT Ha MTHOBEHBE —
VY3ke He HacToAIIas JIIOOOBb. ..
(nepeson /1. llleapoBuiikoro)

B noanuHHAMKE 371€Ch CTOUT YKCTO IIaToHWYecKas (pasa: the marriage
of true minds (6pak IByX HCTUHHBIX YMOB).

Benymas k co3epuaHuio TpaHCLEHJEHTHOW KpacoTbl, Takas JOOOBb
oOpeTaeT CBOMCTBEHHBIE 3TOM KpacoTe MpPHU3HAKU: OHA HE 3HAET yObUIM U
TJ€HA, €1 HE CTPAIHbI Pa3IyK! U MPEBPATHOCTH Cy1bObI, OHA IPOTUBOCTOUT
Oery BpeMeHH, BIIACTH KPATKUX YACOB U MUHYT.

Hukin coneros lllekcnnpa, pazymeercs, HUKaK HEJIb3sl HA3BaTh MPOM3-
BEJICHHEM, HAIlMCAaHHBIM CIIEHUATbHO JUIS WUTIOCTPALMU Kakou-1u0o ¢uo-
co(CKON TOKTPUHBI, Aa U ONHUCAHHBIE TYT OTHOLIEHUS repos U FOHOTO JIpyra
pa3BHBAIOTCA B CTHXaxX IO CBOEH 0COOOM, HE YKJIaJbIBAIOLIEHCS B MPUBbHIY-
Hble paMKu cxeme. Tem He MeHee, HEOIUIATOHWYECKass KOHUENUUs JTI00BH —
TOT OPUEHTHP, Ha KOTOPBIM IMO3T MOCTOSHHO OIJIS/IBIBAETCA B CBOMX pa3-
MBIIIJIEHUSX, TOT KPUTEPUH, KOTOPBIM OH MBITAETCS U3MEPUTHh YyBCTBA, BJIA-
JEIOIINE €TO TEPOSIMHU.

B 146-m conete 00pa3 apyra OTCYyTCTBYET, HO HEOIJITATOHMYECKHE MO-
TUBBI OOBITPBIBAOTCS 37E€Ch HA MPOTSKEHUU BCErO0 CTUXOTBOpeHHs. Tak BO
BTOPOM KaTpeHE, MPOAODKAIONIEM MBICIH MEPBOro, TEJIO Yymnoaobssercs
npuIleueMy B ynaaok, HempouHomy oMy (fading mansion), KoTopbli
BCKOpE pa3pylliaT MOTWJIbHbIE Y€pBU. 3/1€Ch, KCTATH, SBHAs MEPEKINYKa C
COHETAMH, TIOCBSIIEHHBIMHA IOHOMY JAPYTY, I/I€ T€pOil pa3MBIILISET O CTAPOC-
TU U cMepTU. BcrmoMHUM, XOTSI ObI, 3HAMEHUTBIN 73-i1 COHET:

Bo mMHe TbI BUAMIIB TYCKIIBINM CyMpaK JHs,
Korna 3akat Ha 3amaze yrac,
W coH HOYHOM, BTOPOE CMEPTH «5»,
Knaner, kak TeHb, I1€4aTh CBOIO Ha HAC.
(nepeBoa A. BacuibunkoBa)
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B 5Tux coHeTax rjiaBHbBIM BparoM JHOOBH BBICTYIIAE€T HE 3HAIOIIEE IM0-
el BpeMsa. bopoTbCsi ¢ HUM MOJKET JIMIIb MO33Us, KOTOpas CUJION CJIOBa
CrocoOHa OCTAHOBUTH U COXPAHUTh MTHOBEHHUE JIJIS1 BEUHOCTH:

Hu cmepTh He yBieueT Te0s Ha THO,
Hu temHoro 3a0BeHust Bpaxk/a.

Tebe ¢ TOTOMCTBOM JalbHUM CYXKJEHO,
Mup u3HOCHB, YBUIETH JeHb Cy/a.

Htak, 10 npoOyXIeHHs )KUBU
B ctuxax, B cep/iax, UCIIOTHEHHBIX JIFOOBH!
(coner 55, nepeBog C. Mapmiaka)

B 146-M coHeTe MHON MOBOPOT TEMBI. YK€ B KOHIIE BTOPOTO KaTpeHa
repoit 3agaet Bompoc (Is this thy body’s end?), koropsiii A. A. lllapakmiana
MIEPEeBeIT CIEAYIONIMM 00pa3oM, MPEAJIOKUB JIBa BAPUAHTA, OTPAKAIOIINX J[BA
3HAUEHHUS aHTJIMICKOTO cioBa end: 1) B stom — koHer, TBoero Tema? 2)
B atom - niens TBoMX 3a60T o Tene? TouHee, HaBepHOE, OBLIO OBl BCE-TaKU
cKazarb: s 3TOM 1M 1enu npeaHa3HauYeHO TBOE Teno?” Cam 1o cebe TaKoii
BOIPOC KaK Obl MPOTATUBAET MOCT OT HEOIUIATOHU3MA K XPUCTUAHCTBY.

XpuCTHaHCKasi TeMa MPOJIOJDKAETCS Cpa3y K€ B CICAYIOIIEH ke CTpo-
Ke, TJIe TO3T Ha3biBaeT Teyo «chyroi»: Then, soul, live thou upon thy
servant’s loss, mo-pyccku: Tornaa, aymia, )KuBU 3a c4eT YOBITKOB TBOETO CIY-
ru (T. e. Tena). Takum 00pa3oMm, MOTHOCTHIO B COOTBETCTBUH C XPUCTUAHCKOU
JIOKTPUHOM MOAT MPU3BIBAET TEJIO CIYXKUTh CBOCH XO0351MKe Aylie. BcnoMHuM
y>Ke IIUTHPOBAHHBIE BhIIIE clioBa anoctona [laBna: «1M60 xuByye no miotu
0 TUIOTCKOM TOMBIIUISAIOT, a )KUBYIIHE TI0 AyXYy — O TyXOBHOMY». [lo cyTu ne-
J1a, BECh TPETUM KaTPEH Pa3BUBAET ITY MBICIIb:

Kak Teny neperuiaunBaeuis Thi!
IlycTs TBOM Cilyra CBOM YMEHBIIUT TPATHI.
Ha BeuyHOCTh OOMEHSI XJIaM CYeTHI;
BuyTpu Oyab ChITOM, BHEITHE — HEOOTaTOM.
(nepeBoxa B. Hukoinaesa)

Tak HeoIIaTOHMYECKHUE MOTHUBBI B TEKCTE COHETA IMOCTEIICHHO IHoa4u-
HAKOTCA XPpUCTHAHCKUM, YTO ITOJHOCTBIO COOTBCTCTBOBAJIO CUHKPCTHUYCCKOMY
MHUPOBO33PCHHUIO 3ITI0XH, MBITABIICHCS C IIOMOIIBIO HEOINIATOHMU3MA YpPaBHO-
BCCUTL TOPHUC U AOJIBHUC ITJIAHBI obiTHs. B XPUCTHAHCKOM KIIFOYC OCMBICIIC-

> Shakespeare’s Sonnets edited by Katherine Duncan Jones. L., 1997. P. 146.
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HO 3]IeCh M MPOTHUBOIOCTABIEHNE BEUHOCTH (00KECTBEHHBIX CPOKOB — terms
divine) KpaTKOMy MHUT'Yy 3€MHOM KM3HU (HUKYEMHBIM yacaMm — hours of dross).

3aKIIIOUNTENBHOE )K€ JBYCTHINNE COHETAa HAMKMCAHO IETMKOM B JyXe
XPUCTUAHCKUX LEHHOCTEMN:

TwI cMepThIO HACTAANCh, Ybs MTHINA — JIFOJIH,
U cMepTh yMpeT, U yMepIIux He OyieT.
(mepeoxa B. Hukosaera)

TyT cpa3y HeckoJbKo OMOJICHCKUX ayuTro3ui. Bo-mepBhIX, 3TO CTPOKHU
48-ro ncaima, Ti€ OCYXIAI0TCS «HAJCIOIINECS Ha CUJIbI CBOM U XBaJISIIIUECS
MHO>XECTBOM OoraTcTBa cBoero»: «Kak oBerlr, 3akito4yaT ux B MPEUCIIOIHIOIO;
CMepTh OYyJET MacTH UX, U Ha yTPO MpaBeIHUKH OyAyT BIIabIU€CTBOBATH HAJl
HUMHU; CHJIa UX UCTOIIMTCS; MoTwia — sxunuie ux» (Ilcantups, 48: 15). 3a-
TeM, ctuxu npopoka Mcaum: «llornomena Oyaer cMepTh HaBEKH, U OTPET
['ocnonk ciie3pl CO BCEX JIMI, U CHUMET NOHoIIeHue ¢ Hapoaa CBoero mo
Bce 3emute; n6o tak roput I'ocoae» (Mcaus, 25: 8). U, HakoHell, 3HaMEHU-
Thie ciioBa anoctona [laBna: «Korga sxe TaeHHOe cue oOpaTUTCA B HETJICHUE
U CMEpTHOE cue obsedercs B 6beccMepTre, Toraa cOyIeTcss HamMcaHHoe “ro-
riomieHa cmepth modenorw”» (1 Kopundsnaawm, 15: 54).

CornacHo yueHuro xpucthaHckou LlepkBu, cMepTh, mpuiiedmias Ha
3eMITI0 Oarofapsi MepBOPOTHOMY TPeXy 4eJoBeKa, B HOBOM, MPEOOpakeH-
HOM mocne Broporo I[lpumectBus mupe, rae OyaeT «HOBoe HEOO W HOBas
3eMIIs», JIOJKHA HMCYE3HYTh HaBcerjga. Bce ABycTuime oaylIeBIICEHO IMac-
XaJIbHBIM YIIOBAaHMEM Ha BCEOOIIEe BOCKPECEHHE, KOTOPOE CTaJO0 BO3MOXK-
HbIM Osiarogapsi kpectHol xeptBe Mucyca Xpucra, nobenusiieii mepBopo/i-
HBIU rpex — Kak noercs B LlepkBu B neHb [lacxu, Xpucroc «cMepPThIO CMEPTH
Honpa;m» U CyIIUM BO Ipobax (T. €. MEpTBBIM) JapoBall *xku3Hb. Kak u momo-
0aeT UCTUHHOMY XPUCTHAHUHY, [TOAT BEPUT, YTO «BOCKpPECUBIINN XpUcTa U3
MEPTBBIX BOCKPECUT U HalllM cMepTHbIE Tena» (Pumiganam, 8:11), u uro Gna-
rofgaps BOCKPECEHHUIO OH U CaM BOMIET B HOBBIM MUD, TJE «CMEPTHU yKE HE
oyner» (OtkpoBenue, 21: 4). HeoratoHu3M 3/1€Ch HE TOJIBKO OTXOJUT Ha
BTOPOM TIJIaH, HO U OKa3bIBACTCS MOJHOCTHIO MOOCKICHHBIM XPUCTHAHCKUM
B3IJISIZIOM HAa MUD.

Bo3MoxHO, MMEHHO 3TO 3akitouuTesbHOe nByctumnue Illekcnupa
BlIOXHOBWJIO JI>koHa JloHHA Ha co3/laHue OJHOTO U3 «CBSIIEHHBIX COHETOBY,
HAMMCaHHOTO, MO BCEM BUAUMOCTH, BCKOpe mocye 146-ro coHera, HO LEIU-
KOM C OPTOJIOKCAJIbHO XPUCTUAHCKUX TTO3UITUH:
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CmepTh, HE TIIEC/IABLCA: CE JIFOACKAS JIOKb,
Yto, MO, TBOSI HEOJIOJIMMA CHUJIA. ..

Tw1 HE yOua Tex, Koro youna,

Jla u MeHs1, OeTHSIKKA, HE YObEIllb.

Kaxk con Ho4YHO# — a OH TBOM 00pa3 Bce XK —
Hawm panoctu npuHOCUT B M300MITBE,

Tak mydivie u3 )KUBIIMX pajibl ObLIH,

UTO THI yCIIOKOEHBE UM HECEIIb. ..

O TBI — paOBIHS pOKa U pa3z00s —

B TBOMX pyKax — BOWHA, HEAYT U SI.

Ho u o yap 1 Maka Kpenko CrsT:

Tak oT4ero Tl Tak ropaa co6or?...

Bcex Hac ot cHa mpoOyasT HaBceraa,

U TB1, 0 cMEpTH, caMa yMpellb Toraa!

(nepeson [. [lleapoBULIKOTO)

[Tepexnmuka ¢ conerom Illekcrupa 31ech IpocTo OpocaeTcs B IIiasa.

W, HakoHell, MOCJIeAHsS TPYAHOCTb, CBSI3aHHasA ¢ MecToM 146-ro coHe-
Ta B IUKJIC. B OONBIIMHCTBE M3MaHUH, HAYMHAS C CAMOI'0 MEePBOTro, 3TOT CO-
HET BKJIMHWICS MEXIY JABYMS JAPYTMMH, MOCBSIICHHBIMU «CMYTJIOW JIEIN»,
r7ie J1000Bb K T€POMHE TPAKTYETCS KaK MYYUTEIBHO HEOJ0JHMMas 0OJIe3Hb,
CPOJIHU M3HYPSIONIEH JTUXOpaJKe, C KOTOPOH pa3yM HE B CHJIaX CIIPABUTHCS:

Most 11060Bb, KaK TUXOpaKa 371asi,
BiiedeT k TOMy, 4TO €CTECTBY MPETHUT, -
Henyr nuraeT, BHOBb U BHOBb Kenast
CBoil HE3TOPOBBIM TEIIUTH ANIETHUT.

Paccynok — nexapps Moii B JIFOOOBHOM XBOPH —
B nocane, uto penenrtam s He BHSIL,
MeHst NOKUHYJ, U TEHEPh 51 B TOpE,
[lo3Han, uto cTpactu rudeneH puHai.
(mepeBox A. lllapakiian?)

Uro nenmaer TyT 146-1 COHET C €ro pEIUrHO3HBIMH Pa3MBILUICHUAMUA?
B cruxax, MOCBAIIEHHBIX «CMYTJIOW JIE€AN», OH BBIMVISIAUT COBEPILICHHO He-
YMECTHBIM.

Pa3pemuts 3Ty 3aragky HaM MOTYT IOMOYb ABa o0crosaTenscTBa. [lep-
BOE CBS3aHO C UCTOPH MyOJMKAIIMKU [EKCIUPOBCKUX COHETOB. BONBIIMHCT-
BO MCCJIEZ0OBATEIEN CUNTAIOT, IEPBOE U3/IaHUE LIUKJIA ObUIO MUPATCKUM, MOS-
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BUBIIIMMCS B CBET 0e3 BejoMa U Bosik aBTopa. CoryacHo 3Toi# rumorese, To-
Mac Topn ucmosb30Ban OpaKOBAHHBIM IK3EMIUISIP PYKOMHUCH, TAE MOPSIIOK
COHETOB ObLI mepenyTaH. EcTh, 07fHAaKO, U Apyras TUIOTE3a, KOTOpask COCTO-
uT B TOM, 4TO caM lllekcniup HapOUYHO U3MEHMII 3TOT MOPSAIOK, UTOOBI JTyUIIle
CKpPBITh OT YHTATEJIEH MMEHA MPOTOTUIIOB 3HATHOTO FOHOTO APYra U «CMYT-
JIOU JISoN).

B nro6om cityuae, 146-i coHeT q0/KeH ObUT Obl HAXOAUTHCS Ha COBCEM
JIpyroM MecTe B LuKJe. [lonbITaThCsi HAMTU 3TO MECTO MOXHO C TTOMOIUIBIO
oOpalieHusi K CpeHEBEKOBBIM MOA3THKaM, BO MHOTOM COXPaHUBIIUM CBOIO
aKTyaJIbHOCTh U B 310Xy PeHeccanca.

Takue MO3TUKU YCTAHOBWJIM CTPOTME KaHOHBI MPOJIOTOB U 3MHUJIOTOB,
KOTOPBIM OOBIYHO HA MPAKTHKE W CJIEA0BAIN OOJBUIMHCTBO CPEIHEBEKOBBIX
aBTopoB. (Bcnomuum, Hanpumep, ¢punansHoe «OTtpeuenue» Yocepa B «KeH-
TepOepUiCKUX pacckazax»). B cOOTBETCTBUU C MOJOOHBIMU MPaBUTIAMU IS
CPEIIHEBEKOBBIX JIHJIOTOB OBUIM CpelId NPOYUX XapaKTEpHBI CIEAYIOIINe
YEepThl: NMOJAYEPKUBAHUE HPABCTBEHHOW IOMHMHAHTBHI MPOU3BEACHUS; MPELy-
MPEXKJICHUE TPEIIHUKAM, YTOObI OHH HE TePSUTA OJUTEIbHOCTH; PETUTHO3HbBIC
MOTHBBI, KOTOPBIE MOTJIM OTCYTCTBOBATh B MPOJIOTaX, IOJLKHBI OBLIM 00s13a-
TEJIbHO COJIEPkKAThCSI B AMUJIOrax J1a)ke CaMbIX YUCTO CBETCKUX IPOU3BEJIE-
Huit’.

Kak BuguMm, 146-i1 coner lllexcnupa MOJHOCTBIO OTBEYAET ITUM TpeE-
OOBaHUsM, U, CKOpEe BCEro, U ObUI HAMMCAH KaK SIHJIOT KO BCEMY IUKITY.
EQMHCTBEHHOE PEIUTHO3HOE CTUXOTBOPEHUE CPEAN OCTAIBHBIX YUCTO CBET-
CKHMX, OHO, OYEBHJIHO, U JOJDKHO ObUIO cTaTh mocieaHuM. Ctpoku [lekcrnu-
pa, Kak W BbIIENIpUBeACHHBIE cTpoKku [lacTepHaka, He TpeOyIOT IPOJI0IIKe-
Husl. To, UTO COHET OKa3aJiCsl COBCEM B IPYTOM MECTE, - OJHA U3 3araJloK 3TO-
ro, ObITh MOXET, CaMOT0 3almyTaHHOTO U TAWHCTBEHHOTO IPOU3BEICHUS
[Iekcnmpa.

A. B. I'opbynosa
«IOKTOP ®AYCTYC» MAPJIO —
INEPBOE IPAMATHYECKOE BOIIVIOINEHUME JIET'EH/1bI

B noxnane moiiner peub 0 HEKOTOPBIX OCOOCHHOCTSIX Mbechl Kpucro-
dbepa Mapio «Jloktop PaycTyc», 0 ee moCcTpoeHuu, nuanorax daycra u
Meducrodens, ¢ oOpalieHHeM BHUMaHUS HA peMapKu aBTopa.

% Sayce O. Chaucer’s “Retractions”: The Conclusion of The Canterbury Tales and its
Place in Literary Tradition / Medium Aevum 20 (1971). P. 233.
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Anna V. Gorbunova
MARLOWE'S «DOCTOR FAUSTUS» —
THE FIRST DRAMATIC REALIZATION OF THE LEGEND

In the report some peculiarities of Christopher Marlowe's «Doctor
Faustusy, its construction, dialogues between Faustus and Mephistopheles
will be considered focusing on the author's remarks.

M. B. Enughéposa
CKOJIBKO S3bIKOB 3HAJI HHEKCIINP?
MU®bI U PEAJIBHOCTD’

OnuH M3 LEHTPAJbHBIX MYHKTOB «IIEKCIIMPOBCKOIO BOIIPOCA» — pas-
HOOOpa3ue MHOS3BIYHBIX HMCTOYHHUKOB, KOTOPBIMHU (TPEANOIO0KUTEIBHO)
nosb3oBasics Llekcninp. Mbl ipeuiaraeM HHy10 IOCTAHOBKY BOIIPOCA: TAK JIU
OUYEBM/IHBI SI3bIKOBBIE TO3HAHUS aBTOPA IIEKCITUPOBCKUX TEKCTOB?

Jns Hegpamartudeckou nos3um lllekcnupa oyeBUAHA ONOpa Ha aHT-
JIOSI3bIYHBIE WJIM XPECTOMATUHHBIC JIATUHCKME UCTOYHUKU. U3 36 mbec Ilep-
Boro @onno 12 ocHOBaHBI 3aBEIOMO HA aHTJIMICKOM MaTepuane (XpOHUKH,
«Max6et» n «Koponb Jlup»). 3 nomHocThI0 opuruHaibHel («byps», «Buna-
30pckue Kymyuikmny, «becrmoansie ycunus 1ro6Bu»). « Tpoun u Kpeccugay —
KBa3MaHTUYHBIN CIOXKET, IUPOKO IPEACTABICHHBIN B AHTJIMWCKOMN JINTEPATY-
pe HauuHas ¢ XIV B. («Tpoun u Xpucenna» Hocepa). 3 «puMCKUE Tpareaum»
OCHOBaHbI Ha «CpaBHUTENBHBIX XU3HEONUCaHUIX» [limyrapxa, aHTIMHACKUN
nepeBoA Kotopeix gatupyercs 1579 r. «Con B neTHior0 HOUb» U «Komenus
OIIMOOK» — HA aHIIMICKUX MCTOYHMKAX IUIKOC MOMYJISIPHBIX JIATHHCKUX, YK€
nepeBeI€HHBIX Ha aHrauickuil (OBunuii u Ilnast). Takum obpazom, st 21
u3 36 nwec lllexcrnupa BooOIIe HE MOHATOOWINCH UCTOYHUKH, TpeOyrolue
crienu(HIecKoro 3HaHMs S36IKOB°. He yIamoch BBIABHTH HENepeBEISHHBIX
IPEUYECKUX UCTOYHUKOB. Toabko «TuMoHa AQuHCKOT0» BO3BOIAT K «THrMmo-
Hy» JlykuaHna, olHaKO uMenach aHoHMMHas nbeca « Tumon» 1601 r.

st 14 mpec uaeHTUGUIUPYIOT (PpaHIy3CKHUE U UTAIbSIHCKUE HCTOY-
HUKH, OJHAKO JUIs 13 U3 HUX UMEeTCsl HE MEHEe OJHOrO MapajuIeIbHOrO aHr-

7 O630p npexcTasien no cuenyromeii mureparype: Cranmu Y. IlekcnupoBcKas SHIHKIO-
nenus. M.: Pamyra, 2002. Narrative and Dramatic Sources of All Shakespeare’s Works
<www.shakespeare-w.com/english/shakespeare/source.html>

8 Hepenko MOXHO BCTPETUTH CCBUIKM Ha «XpoHojorum» Ppyaccapa Kak Ha MCTOYHHUK
IIEKCIIMPOBCKUX XPOHUK, ogHaKo Lllekcnupy He ObUIO HYXIbI 3HATh (DPAHIy3CKUE HCTOY-
HUKH: aHTJIMMUCKUX B KaXXJI0M KOHKPETHOM ciry4ae Oosiee ueM noctatouHo. (Dpaniry3ckue
BCTAaBKH B XPOHHMKAX TAaKKe HE JIOKAa3bIBAIOT 3HAHUE (PPAHIy3CKOTO HEMOCPEJICTBEHHO aB-
TOPOM TBOPYECKOTO 3aMBICIIa — OHU MOTJIM OBITh HAIMMCAHBI APYTHUM JIHIIOM).
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JUUCKOrO (OpPUTHMHAIBHOTO WJIM MEPEBOJHOIO): Tak, «BEeHEIMaHCKOro Kyr-
na» Bo3BogAT K Il Pecorone Jlxx. dbopeHTHHO, HO CIOXKET — OpoAsuuil u
BcTpeuaeTca B Gesta Romanorum, kotopeie Illekcnup Mor mpodecTts Mo-
JaThIHA WK B iepeBoje 1595 r. Hu B onHOM ciiydae HET J0Ka3aTelIbCTB, YTO
[Ilexcniup MCMONB30BAI UMEHHO MHOSI3BIYHBIA UCTOYHUK. ETUHCTBEHHOE HC-
KiroueHue — «OTeio»: He 0OHAPYKEHO MHBIX MCTOYHUKOB, KPOME Herepe-
BeIEHHOW HOBEJUIBI Jkupansau YnHtro. OgHaKo 3TO HE JI0Ka3bIBAET 3HAHUE
JpaMaTyproM UTadbIHCKOTO. TEeKCT-MOCpeAHUK MOT OBITh YTPau€H; BO3MOX-
HO TAK)K€ UCIOJIb30BAHNUE YCTHOTO HepeCKa3a9.

Maria V. Eliferova
SHAKESPEARE AS A POLYGLOT:
DEBUNKING THE MYTH"

An obvious point of the «Shakespeare authorship» problem is how
many languages the supposed author knew. Let us pose another question: did
the author of Shakespearean texts actually need profound knowledge of lan-
guages?

His poems and sonnets explicitly rely either on English or well-known
Latin sources, and, of 36 First-Folio plays, 12 are purely English-based (10
histories, Macbeth and King Lear). The Tempest, Love’s Labour Lost,
The Merry Wives of Windsor are fully original; Troilus and Cressida is a
story well presented in English literature since Chaucer''. Three more are
based on Plutarch’s Lives, translated into English in 1579. 4 Midsummer
Night’s Dream and The Comedy of Errors come either from English sources
or from Ovid and Plautus (known also in an English translation). Therefore,
21 out of the 36 plays did not require sources outside grammar-school lan-
guage training'”.

? Tak, Ha BO3MOXHOCTb YCTHBIX MCTOUHUKOB «l'amsiera» ykassiBaeT M. WM. Yekanos (Ye-
kaioB M. U. [Ipobrema MHOXKECTBEHHOCTH MCTOYHHMKOB crokera o ['amnere... // CioBo
B niepcrekTuBe aureparypHoi sBomtonuu: K 100-netuto M. U. Crebaun-Kamenckoro. M.
SA3pIku cnaBstHCKOM KynbTypsl, 2004. C. 445-462).

1% All the data below is drawn either from Stanley Wells (A Dictionary of Shakespeare,
1998), or: Narrative and Dramatic Sources of All Shakespeare’s Works
<www.shakespeare-w.com/english/shakespeare/source.html>

""" A wide-spread identification of Ilyad as a source for Troilus and Cressida is apparently
erroneous, because the story of these two characters is of Mediaeval origin and not present
in Homer.

12 References to Froissart as a source for Shakespearean histories are not convincing
enough. Shakespeare had abundant English sources at his disposal and did not need to read
in French. As for French speech in histories, it does not necessary belong to the same au-
thor who did the main job — some one might have been assisting.
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No use of original Greek sources can be traced. Though Timon of Ath-
ens 1s often linked to Lucian (untranslated by that time), yet an anonymous
English Timon predates it.

14 plays are linked to French or Italian sources, such as Belleforest and
Bandello, but 13 of these may as well have derived from English ones (single
or multiple, native or translated from other languages). For example, The
Merchant of Venice, believed to be based on I/ Pecorone by Fiorentino, could
as well have been inspired by folk tales or by Gesta Romanorum, either in
Latin or in the 1595 English translation. There is no single proof that Shake-
speare had used a foreign source. This matches Jonson’s picture of a well-
read dilettante who ‘had small Latin’.

The only exception is Othello, with no known sources besides Cinthio
(untranslated at that moment). Yet this hardly proves that the dramatist knew
Italian. There could have existed a mediating text now lost, or some oral re-
port.

H. B. 3axapos
«MHWP HHEKCIIUPA: DJIEKTPOHHAS SHIMKJIOIIE AU S»"

IIpoekT coCTaBiIseT OPUTHHAIBHYIO YaCTh KOMIUIEKCHOTO HCCIIEIOBA-
HusA TBOpYecTBa lllexcnnpa u ero MUpOBOro 3HayeHUs. BeIoaHEeHne MpoekK-
Ta JIOJDKHO 3aBEPIIMTHCS pa3pabOTKOM, CO3JaHUEM, BHEIPEHUEM U TyOJIMKa-
IHAEN 3IeKTPOHHOTO cioBaps «Mup Illexkcnupa: DneKTpOHHAS IHIUKIIONE-
nus» B Buae umHpopmanmonHoro BeO-pecypca B 2010 r. Ilnanupyercs ero
JanbHeMas noaaepxka U OOHOBJIEHHE B ceTH MHTepHET He3aBUCHUMO OT
KOHEYHOTI'0 CPOKa BBIITOJIHEHHS TPAHTOBCKUX 0053aTENIbCTB.

Hayunble npo0seMbl, Ha pelieHre KOTOPhIX HAMpaBiieH MPOEKT, BKIIO-
4aloT B ce0sl (yHAaAMEHTAIbHOE OCMBICIICHHE, MAKCUMAaJIbHO TMOJIHOE U BCe-
CTOpPOHHEE IpeACTaBlicHHe 3HaueHus lllekcripa u ero TBOPYECTBA B KyJb-
Type Poccun U B COBpeMEHHOM MHpe. AKTYaJbHOCTh HAay4yHOH MPOOIEMBI
COCTOUT B HACYIIHOW HEOOXOJAMMOCTH CHUCTEMATHU3UPOBATH OOIIMPHBIN Ma-
Tepuasl 0 BXOxaAeHuH TBopuecTBa lllekcrnupa B 0OMIEMUPOBON KYJIbTYPHBIN
Te3aypyc ¢ Lenbio Oonee riayOOKOro MOHMMAHUS OCHOB OTEUECTBEHHOU
KyabTypbl. KoHKpeTu3aius mpo0saemMbl 3aKII04AaeTCs B BBISIBJICHUH crienudu-
ku ¢penomena «Mup Lllexcriupa» U ycuieHus 3Ha4€HHsI OT€UECTBEHHOM Tpa-
JUIUU BOCTIPUATUS U U3yYEHHs] TBOpUYECTBA OPUTAHCKOTO JpaMarypra B MU-
POBOM IIEKCIIUPOBEICHUH.

* PaboTa BBINOIHEHA NP IOANEPKKH POCCHICKOr0 T'yMaHMTapHOTO HAay4HOro (oHa
(PTH®, rpant Ne 08-04-12128 B).
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Nikolay V. Zakharov
“THE WORLD OF SHAKESPEARE”:
AN ELECTRONIC ENCYCLOPEDIA

The project is an original part of a complex research on Shakespeare’s
heritage and its global significance. The project’s ultimate goal is to develop,
implement, and publish an electronic dictionary «The World of Shakespeare:
an Electronic Encyclopedia» as an information web-resource by the year
2010. The project will be further maintained and updated on the Internet, af-
ter the fulfillment of grant obligations.

The project aims at the solution of scientific problems that include
thorough comprehension and all-round representation of the importance of
Shakespeare and his work for Russian culture and the rest of the modern
world. The urgency of this scientific problem consists in an absolute neces-
sity to systematize the extensive data about the penetration of Shakespeare
into the world-wide cultural thesaurus, with a view to deeper understanding
of Russian culture. The concretization of the problem consists in revealing
the uniqueness of The World of Shakespeare and enhancement of the signifi-
cance of the Russian tradition in the perception and research on the British
playwright’s heritage in the world of Shakespeare studies.

H. U. Hwyx-Daoeesa
TPATEAUS POKA U TPATE/IUA CYAbbbI
(CODOKIJL, EBPUIINI N LIEKCIINP)

OO01en3BecTeH MHTEPEC PEHECCAHCHBIX XYJIOKHUKOB K aHTHUYHOCTH,
IIPU 3TOM CTOJIb K€ OYEBUJIHO, YTO UHTEPEC K OMPENEIICHHOW KYJIbType MO-
JKET MPECIIeIOBATh Pa3HbIE LIEJIU — €€ U3YUYECHHE, OCMBICIIEHUE U MEPEOCMBbIC-
JIEHUE, TUAaioT U moyieMuKa. J[ymaercs, 4To camble MOPAa3UTEIbHbIE PE3YJib-
TaThl JaeT oOpallleHne K OJTHOM MOJeNH, OJM30CTh KOTOPOW — MPHU BHHUMA-
TEJIbHOM HM3yYEHUU — OKa3bIBa€TCd MHUMOW. IMEHHO 3Ta MHUMOCTb I103BO-
JSIeT BHECTH KOPPEKTUBHI B JKAaHPOBYIO CHUCTEMY, MO0 Oiaromaps IMIEKCIH-
POBCKOMY MHTEPECY K KJIACCUUECKOW IpeuecKoi Tpareauu Mbl JOJKHBI Oy-
€M pas3iauyarh TPAreJui0 pPOKa, IMPEACTABICHHYK) TAaKUMHM TEKCTaMH, Kak
«Qmun napb» Codoxkina, «nnonut» EBpununa u «Max6et» Illexcnupa.

Tpareaus Dnumna Beipazuiia JPeBHETPEUECKOE MPEACTABICHUE O OBITHH
KaK CJIENOM MyTH, U €€ JKaHPOBOEe 0003HAUCHUE «Tpareius poKa» ecTh J0-
MHMHAHTHAas UAE0JI0reMa MUPOBO33PEHHUS IPEBHETO I'PEKA, KAK OHO BOCCO3/1a-
€TCs TI0 XYJI0’)KECTBEHHBIM TeKkcTaM. CBoeoOpasue 3TOro THIa Tpareauu 0Co-
OCHHO SICHO TIPOSIBIIAECTCS MPU COTOCTABICHUU, HAmpumep, ¢ «MakbGeTomy.
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Y Dnuna BeiOOpa He ObLIO, B OTAMYUEe OT MakOera: Dnum O€XUT OT Cyb0bI,
y3HaB MpeJICKa3aHue, Kejlasgs OCTaThCSd YUCTHIM M HE OCKBEPHHUTH ce0sl HU
yOUNCTBOM OTIIa, HU MHIIECTyalIbHBIM OpakoM ¢ Marepbio. Cyab0a, kak oHa
noHuMaeTcs B Bo3poxkaeHnn, WITIOCTPUPYETCS B MEPBOM KapTUHE MIEKCITHU-
POBCKOM Tpareauu: Beliee CJI0BO BelbM cibimat MakOet u banko, HO BbIOU-
paroT pa3HbIe MYTH, PEATU3ysl TEM CaMbIM apXETUITUYECKUN CTPAHCTBYIOUTUN
CIOKET O BBIOOpE IyTH, MOHMMAEMOM YK€ MeTaopuuecku — Jopora Kak
KU3Hb. baHKO HE mojjgaercss MCKYIIEHHWIO — MakOeT MbITaeTcsi U3MEHUTH
CBOIO Cy/AbOYy MOCTYINKOM, 3aBEJOMO OECUECTHBIM, HO HEOOXOIUMBIM s
JOCTHXKEHUS ero MeuThl. BeiOupas cBoio cynb0y, repoi TeM caMmbIM TOTOB —
CO3HATEJIbHO — IPUHSATH BUHY 3a COAESHHOE.

Ecou B «Dnune» mpeackazaHue JaHO Kak M3HAYAJIbHOE 3HAHUE, TO B
tparenuu EBpununa «nnonut» pok nepcoHnumpoBat B 00pazax OOTUHb.
Hacbutast Ha reposi 6e3ymuie, OHM HE OCTaBIISIFOT JIJIsi HETO BhIOOpa: OH oOpe-
YeH UCITOJIHUTH TO, YTO MPOTOBOPUIIN MCTUTENbHBIE OoruHu. [lepconuduka-
IIUs HAJUTMYHBIX CHJI cOimmkaet Tpareanu «Unmoau» u «Makber», HO y EB-
pumnuaa Tpareausi CHayana Bepoanu3yercs, oTOM UTPaeTCs, MPU 3TOM CIOBO
paBHO neicTBuI0. HeomnpeneneHHOCTh mpopouecTB BeapM B «MakOere» uc-
KJIFOYAeT TOXIECTBO CJIOBA U JIEUCTBUA, UTO MEHSET CaMy KOHUEIIHMIO Tpa-
TEJIUIMHOTO TEPOSL.

Peann3oBanHOE mnpelncka3aHUE B 3TUX Tpareausax, MPU OYEBUJIHOU
CTPYKTYpPHOU ONHM30CTH, 3HAMEHYET PACXOXKICHUE MEXKTYy OJIM3KUMH TOHS-
TUSMH: POK JIOBJICET HAJ YEIOBEKOM, CyabOy BBIOMpaeT caM repoil. Takum
o0pa3oM, Tepoil CTOUT Ha «IepenyThey, T. €. mepen BbioopoMm. CoOTBETCT-
BEHHO YTOYHSETCS U CKJIAJbIBAIOMIASICA CEMAHTHKA MOHITUU «TPeX» U «BU-
Hay: epex, T. €. Tpeueckas hamartia, MOXeT ObITh U HEBOJBHBIM, GUHA — CIIE]I-
CTBHE CO3HATEIBLHOTO HAMEPEHHUsSI Teposi, €ro BOJIM K JICUCTBUIO U COBEpIIae-
Moro mnoctyrnka. COOTBETCTBEHHO, TpaHCHOPMHUPYETCS U >KaHpoBasi dopma:
«aum» — 3TO Tpareaus poka, «MakOer» — 3To Tpareaus CyabObl.

Nina 1. Ishchuk-Fadeeva

TRADEGY OF DOOM AND TRAGEDY OF FATE
(SOPHOCLES, EURIPIDES, SHAKESPEARE)

The interest of Renaissance artists in antiquity is well-known, at the
same time it is also evident that interest in a certain culture may pursue dif-
ferent objects — its analysis, interpretation and reconsideration, dialogue and
polemics. Addressing to one model, the proximity of which — in an attentive
study — turns out to be imaginary, gives the most striking results. It is this im-
aginariness that let make corrections in the genre system, because due to
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Shakespeare’s interest in classical Greek tragedy we will have to distinguish
the tragedy of doom that is represented by such texts as Sophocles’s Oedipus
the King, Euripides’s Hippolytus and Shakespeare’s Macbeth.

The tragedy of Oedipus expressed the ancient Greek notion of exis-
tence as a blind way and its genre indication of “tragedy of doom” is the
dominant ideologema of the world-view of an ancient Greek as it is recon-
structed by artistic texts. The peculiarity of this type of tragedy becomes es-
pecially apparent in the comparison with, for instance, Macbeth. Oedipus had
no choice unlike Macbeth. Oedipus runs away from his fate got to know the
prophecy and wants to stay clean and not to defile himself neither with his
father’s murder nor with incestuous marriage with his mother. Fate as it was
understood during the Renaissance is being illustrated in the first scene of the
Shakespearian tragedy: witches’ prophetic word is heard by Macbeth and
Banco, but they choose different ways implementing thereby archetypical les
sujets migrés about a way selection that is already understood metaphorically
— road as life. Banco does not succumb to temptation — Macbeth tries to
change his fate by a deed that is knowingly dishonourable, but necessary for
the achievement of his dream. Choosing his fate the protagonist is thereby
ready — consciously — to accept blame for the deed.

If in Oedipus the predication is given as initial knowledge then in Eu-
ripides’s Hippolytus doom is personified in the characters of goddesses. Vis-
iting the protagonist with insanity they do not give any choice for him: he is
doomed to do what the revengeful goddesses had said. Personification of
transpersonal forces brings the tragedies Hippolytus and Macbeth together,
but Euripides’s tragedy is being verbalized at the beginning, then it is being
played, meanwhile word is equal to action. Uncertainty of witches’ prophe-
cies in Macbeth excludes identity of word and action and this changes the
very conception of the protagonist of the tragedy.

The realized prophecy in these tragedies, although there is an evident
structural similarity, signifies the divergence between close concepts: doom
looms over human being, fate is being chosen by protagonist himself. Thus,
protagonist 1s at the crossroads, 1.e. he has to choose. Accordingly forming
semantics of concept of “sin” and “guilt” are being specified: sin, i.e. Greek
hamartia, may be forced, guilt is the consequence of wittingly intention of
protagonist, his will to act and perform deed. Correspondingly, Oedipis is a
tragedy of doom, and Macbeth is a tragedy of fate.
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M. I1. Kuzuma
IIEKCIIUP U HOBOAHI'JIMUCKHUUN PEHECCAHC XIX BEKA:
MAPI'APET ®YJJIEP

Pacuget nutepatypsl U Bcei KynbTypbl HoBOM AHIIIMM MEpPBOM MOJIO-
BuHBI XIX B., 0co6enHo B 1830—50-¢ T0/1bI, TOJYYHBIINKA B TaIbHEUIIIEM Ha-
3BaHUE PEHECCaHCa, CBSI3aH C TBOPUYECTBOM KPYMHEHIINX AMEPUKAHCKUX PO-
MaHTHUKOB. B CTaHOBJIEHNHM pOMaHTUUYECKOUW 3CTeTUKU TBOpUeCcTBO Lllekcnupa
UTrpaJio, KaK M3BECTHO, BaxHy0 poib; B CIIIA miekcrimpoBckoe Hacieaue
o0pesio 0coboe 3HauYeHHE K TOMY K€ BBUIY POMAHTHUUYECKOW KPUTHUKH TOC-
MO/ICTBOBABIICH MyPUTAHCKONH MOpPAJIK U 00pa3a KU3HH.

POMaHTUKH-TpaHCLIEHACHTAIUCTBI, K YUCIIy KOTOPBIX MPUHAJIeXaIa U
Maprapet @ynnep (1810-1850), noaBepriiv nepecMoTpy UHTEIIIEKTYaJIbHbIE
U JTyXOBHBIC OCHOBBI CBOEH KYJIBTYphI: CTPEMsICh K OOHOBIIEHUIO, OHU TIepe-
OCMBICJISUITM HPaBCTBEHHBIE HOPMbI ITyPUTAHCKOW TPAaJMIINU, YTBEPKIAs 1y-
XOBHYIO CBOOOJy JWYHOCTH, 3HAUYCHHE JIJISI €€ PA3BUTUS SMOIMOHAIHHOU
KU3HH, TIOJTHOTHI OBITHSI. B 9THX MOMCKax MyXOBHBIN OMBIT TyMaHUCTOB Bo3-
pOXKIeHUsl ObUI [ HUX BechMa cyulecTBeH. Mapraper ®@ymiep, Hanpumep,
Bujena B Gunnne Cunau oOpasel HeJIOCTHOW JTUYHOCTH — BEJIMKOIO M03Ta,
aKTHUBHO y4acCTBOBAaBIIIETO B >KM3HU cTpaHbl. Cama Dyriep crana xypHaIu-
CTOM, TUTEPATOPOM, pehopMaTOPOM, YIACTHHUIICH PEBOTIOIIMOHHBIX COOBITHIM
B EBpone. lllekcnup ¢ toHocTH Obu1 Juist Dysuiep UCTOYHUKOM BIOXHOBEHUS
Y OPUEHTUPOM, OHA 3aYUTHIBAIACH €0 NECAMU, XOTS B €€ IYPUTAHCKOU Cce-
Mbe (KaK OHa BCIIOMHMHAA), TP BCEM YBaXXEHUU K KJIACCUKY, MOJIarajiu, 4To
[lekcnup AJi1 BOCKPECHOrO JHS — YTEHHE HEMo00aroniee, OTBIEKAOIEe OT
nponoBeau. Cpenu TpaHclUeHeHTanucToB Mapraper @yinnep crana Hanbo-
Jiee TOCIe0BATENbHBIM U PAAUKAIbHBIM KPUTUKOM MypuTanu3Ma. Ku3HeH-
Has cTpacTHOCTh lllekcnupa Obla aHTUTE30i MypPUTAHCKOM BHEIIHEH ymo-
PSAJOYEHHOCTH, OTBOPAYMBABIIEHCS OT IMIYOMHHBIX MpodsieM ObiTus. B cBo-
OOJIHBIX, JEATENbHBIX IMEKCIUPOBCKUX TepouHsx Dyiep ueprnana BAOXHO-
BEHHE JIJI1 CBOMX PEBOJIOIMOHHBIX (DEMUHUCTCKUX HJCH, BOTUIOTUBIINXCS B
kHUTe «JKeHmuHa B 1eBITHAAIATOM cToneTUn» (1845).

Marina P. Kizima
SHAKESPEARE AND THE NEW ENGLAND RENAISSANCE
OF THE XIX CENTURY: MARGARET FULLER

The flowering of literature and cultural life in New England in the first
half of the 19" century, especially in the 1830s—1850s, later called the New
England Renaissance, is connected with the work of major American Roman-
tic writers. Shakespeare, as is well known, played an important role in the
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shaping of romantic aesthetics; in the United States his heritage had a special
significance due to the romantic criticism of dominant puritan morality and
way of life.

The members of the Transcendental Club, including Margaret Fuller
(1810-1850), made a critical revision of the intellectual and spiritual founda-
tions of their culture: striving for a cultural renewal, they reconsidered the
ethical norms of the Puritan tradition affirming spiritual freedom of the indi-
vidual, importance for his/her development of emotional life and a fullness of
being. In their search they drew to a great extent on the spiritual experience
of the Renaissance humanists. Margaret Fuller, for instance, regarded Sir
Philip Sidney as an example of a whole personality — a great poet who par-
ticipated actively in the life of his country. Fuller herself became a woman of
letters, a journalist, a social reformer, and participated in the revolutionary
events in Europe. Since her youth, Shakespeare was a source of inspiration
and a model for Fuller, his plays were her life companions, though in her Pu-
ritan family (as she wrote), with all due respect to the Bard, he was not con-
sidered good reading for Sundays — the time of the sermon. Among the Tran-
scendentalists Margaret Fuller was the most radical and firm critic of Puritan-
ism. Shakespeare’s passion for life was an antithesis to the superficial puritan
orderliness with its turning away from the deeper problems of existence. In
the free and active heroines of Shakespeare’s plays Fuller found inspiration
for the revolutionary feminist ideas she expressed in her book « Woman in the
Nineteenth Century» (1845).

M. Kocmuxoea
IHEKCHI/Ilj JJISA AYJIUTOPUU,
HNCIBITABIHIEA HIOKOBYIO TEPAIITUIO

JlaHHBIN TOKJIA] pacCMaTpPUBAET IIEKCIIMPOBCKHE MOCTAHOBKY B Uexuu
nocie 1989 r. u To, Kak B HUX OTPA3WIKCh COIUATIbHO-TTOJIUTHYECKHUE TTPE00-
pazoBaHus MEpexXoAHOro mepuona. 1 aHanu3upoBaja CTENEHb MUHTEPIpETa-
nuu tekcra lllekcriupa B 06CTaHOBKE, KOT/a, C OJHON CTOPOHBI, PYIIMIKCH
UJICOJIOTHYECKHE Oapbephbl TOTATUTAPHOTO OOIIECTBa, a C JIPYTroid CTOPOHHI,
BO3HUKJIM HOBBIE CJIO)KHOCTH B YCTAHOBJICHHMM KOHTAaKTa C ayJAUTOpPUEH, KO-
rJa TOCyJapCTBO MPEKPATHIIO TMOMJCPKKY TEaTpoB M BO3HUKIO OTPOMHOE
JaBJICHHUE 3aMaJIHONU KyJIbTypbl. ECiu, Kak MpUHSATO TOBOPUTH, TEATP OTpaXka-
€T KU3Hb (MHOTJA MPHU 3TOM TOBOPSAT O KPUBOM 3€pKalie), TO s paccCMaTpu-
Baro yuactue lllexkcnpa B mporiecce IpakJIaHCKOTO CTAHOBJICHUS 3PUTEINS,
BCTAOIIEI0 Ha MyTh Pa3BUTHUS IO 3alaJHOMYy KalUTAIUCTHYECKOMY CIICHA-
pHIo.
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MeHst ocoOeHHO MHTepecoBaja CBs3b Mexay noctaHoBkamu lllexcnu-
pa u najgeHueM (0COOEHHO B HAayaJbHBIN MEPUOA) YPOBHS KU3HU B OBIBLIMX
COLICTpaHaX LIEHTPAJIbHOW U BOCTOYHOW EBpOmBI, HANIPSIKEHHOCTH, KOTOpAs
BO3HHUKAJIa B mpolecce uHterpanuu B EBpomneiickuit Coro3 (a Tam He Bcex
KAAIMA C PACTIPOCTEPTHIMU OOBATUAMHU), @ TAKKE HOBYIO PACCTAHOBKY CHJI U
aNbSIHCOB Ha 3amaje nocjie Teppopuctudeckux aktoB 11 centsops 2001 r. u
npu Brop>kenuu CIJA B A¢dranucran u Mpak. B aTom ci10xHOM B3auMojei-
CTBUU KYJBbTYPHBIX, SdKOHOMUUYECKUX U MOJUTHYECKUX cuil TeKcThl Illexcru-
pa pelaKTUPOBAIHU, YTOOB! BBIPA3UTh YE€pPE3 HUX HALMOHAJIBHYIO CaMOMJICH-
TU(UKALNIO YEXOB B HOBYIO 3I10XY.

Marcela Kostihova
SHAKESPEARE AFTER SHOCK THERAPY

«Shakespeare after Shock Therapy» considers Czech post-1989 Shake-
speare productions’ response to socio-political changes precipitated by the
transitional period. I examine how such productions interpreted Shake-
speare’s texts in the midst of solidifying historical realities evident in, on the
one hand, the dismantling of totalitarian ideological barriers and, on the
other, the new economic and ideological challenges of addressing audiences
first, without the continued support of the state apparatus and, second, in the
face of overwhelming cultural pressures of the West. If it is true that the stage
is an inevitable — if sometimes curved — mirror to life, I investigate Shake-
speare’s participation in addressing the issues of the emerging citizen of a
Western-identified capitalist democracy.

In particular, I am interested in the links between Shakespeare produc-
tions and the (at least initial) decrease in living standards in the post-
communist Central and Eastern Europe, the tensions surrounding the acces-
sion process to the Western-identified (and not all that welcoming) European
Union, and the progressive fracturing of the West in the aftermath of the
events of September 11 and subsequent U.S. invasion of Afghanistan and
Iraq. In this complex intersection of cultural, economic, and political forces,
Shakespeare is shaped to encompass the boundaries of newly resistant Czech
national identity.
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Bn. A. Jlyxos
«KYJIbT HIEKCITUPA»:
OT KOHIIEINITA K TEPMUHY

ABTOp mpenjaraer BbIpabOTAaTh TEOPETUUECKHM B3IVISIA HA «KYJIBT
[ekcniupa». DTO COWICHEHHE IBYX MOHATUHN (MOHATUH-00PA30B), KAKI0E U3
KOTOPBIX SABJISICTCS KOHUENTOM (M J1a)k€ KOHCTAHTOM) PYCCKOM M MHPOBOM
KYJbTYpPbl, B CBOEM €IMHCTBE BBICTYNAET B OTHOCUTEIBHO Y3KOW Cpeie yue-
HBIX-TYMaHUTAPUEB U AECATEIIEM UCKYCCTBA KaK KOHLENT YPOBHS KOHCTAHTHI,
HO MOXET 0OpecTH U Apyroil cmbica. Peub uaeT o npuaaHuu emy paHra Tep-
muHa. Ecinu cam «kynsT lekcnupay kak HCTOpUYECKUN (PEHOMEH J0CTaTOU-
HO amMop(eH, TPYIHOYJIOBUM JJIsl XapaKTEPUCTUKU, TO TepMUH «KyJbT [1lek-
cnupay, Oyaydd BCTPOCHHBIM B MOHSATUHHBINA ammapar, MOXeT CIocoOCTBO-
BaTh MPOABMKEHUIO HAa yTH MOHUMAaHUs 0003Ha4YaeMOro UM SIBJICHHSL.

OTH pa3MBILLIEHUS TOJHOCTHIO BIIUCHIBAIOTCS B TE€3ayPYCHBIN MTOAXO0A
K MCCJICJIOBAHUIO SIBJIEHUW MUPOBOU KYJIbTYPbI, KOTOPBIM B HACTOAIIEE BPEMS
MHTEHCUBHO pa3pabarbiBaeTcs. Te3aypyc 3/1ech pacCMaTpUBAETCs KaK Xapak-
TEepUCTHUKA 00pa3a KyJbTYphl B CYOBEKTUBHOM OCBOCHMHU (Tne CyOBEKT — OT
YeJIOBEKa JI0 YeJIOBEYECTBA). B Te3aypyce IiiaBHbIM CTAaHOBUTCS «CBOE» (CBOS
KyJbTypa), & HETJABHBIM — «UYXO0€», IPOLECC PACIIMPEHUs Te3aypyca —
ITO «OCBOEHUE», TO €CTh NPEBpALIEHUE «4yXKOro» B «cBoey. «Kynbt Illek-
COUpa» MpHU TE3aypyCHOM MOJXOJE PACCMaTPUBAETCA KaK TEPMHUH Il 000-
3HAYECHUS BECbMA 3HAYMMOM KOHCTAHTHI T€3ayPyCOB €BPONENCKON KYJIbTYPBHI.
«Kynpr Hlekcnupa» kak 0003HaYEHUE KOHCTAHTHI KYJbTYpPbl JTOJKEH OBITh
OTZEJIEH OT IIEKCIUPOBEIEHUS U «IIEKCIIMPOBCKOTO BOIIPOCA» KAaK TEPMU-
HOB, 33 KOTOPBIMH CTOSIT JIBE€ OTHOCUTEIBHO CaMOCTOSITENIbHbIE 001acTh (Pu-
JIOJIOTUYECKONW HayKH, O€3yCJIOBHO, CBSI3aHHBIE C 3TUM KYJIbTOM, HO Mpea-
CTaBJIAIONIME CO0OM HOBBIM 3Tam, Korja oT nokjoHeHus Illekcriupy eBpo-
Mellbl NepelyIid K ero riiyOOKOMYy Hay4HOMY H3YYEHUIO, XOTs (0COOEHHO
B CUTYaIlMU «UIEKCIUPOBCKOIO BOIIPOCA») HE YTEPSIBIIEMY SMOIMOHATIBHOIO
Hakajna, MPUCYLIEro BOCIPHUATHIO KOHLENTOB. «ClOAM» paccMaTpUBacMOU
KYJbTYpPHON KOHCTAHTBI HEOOXOJUMO JaTh HE TOJbKO UCTOPUYECKYIO (OT 3a-
POKIEHUS 10 pacuBeTa U MOCIEAYIOIEero npeoOpa3oBanusi), HO U IPOCTPaH-
CTBEHHYIO XapaKTEpPUCTHKY, YTO BIJIEYET 3a CcO0Oil pa3BelleHne TEPMUHOB
«uekcnupuzanus» (MpUMEHSIETCSl TMPEUMMYIIECTBEHHO K 3aIaJHOEBpPOIEH-
CKOM TpaJulMU) U «IEKCTUPU3M» (IPUMEHSETCS TPEUMYILECTBEHHO K pycC-
CKOM Tpaauuuun). TakoBBIMU MPEACTABIISIIOTCS UCXOJHBIE MOCBUIKH UCCIEA0-
BaHus Kynbra [lekcniupa.
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Viadimir A. Lukov
THE «CULT OF SHAKESPEARE»:
DEVELOPING A CONCEPT INTO A TERM

The author suggests developing a theory of the «cult of Shakespeare.
This exists as a combination of two notions (image-notions), where each is a
concept (and even a constant) of Russian and world culture. The combination
manifests itself in a relatively narrow circle of scholars and artists as a con-
stant concept, but its meaning is subject to change, therefore it should be de-
veloped and enabled to rate as a scholarly term. Whereas the «cult of Shake-
speare» as a historic phenomenon is rather vague and elusive; but when set
against other terms it will enable research of the phenomenon it denotes.

The thesaurus approach in cultural studies, quite popular at present,
could be operative in the development suggested. We regard a thesaurus as a
feature of cultural images in their subjective cognition (but the agent can be
an individual or mankind as a whole). A thesaurus establishes a hierarchy
where one’s own culture becomes central, and others are regarded as «alien»,
and the thesaurus expands when the alien is appropriated in one’s own cul-
ture. In the thesaurus approach the «cult of Shakespeare» comes to denote a
constant of paramount importance for European culture as a whole. As such,
this constant has no right to be placed in dependence on Shakespeare studies
and the authorship issue (certainly, these are related to the cult, but in the pre-
sent period the European scholarship focus is more on profound research of
Shakespeare’s works, although authorship still brings out heated debates, as
is often the case with most concepts). We should complete the component
layers of this cultural constant with more than a historic characteristic (ap-
pearance, development, and transformation), and place it spatially. This in-
volves differentiating between «Shakespearisation» (mostly used for in West-
ern European cultural tradition) and «Shakespearismy» (mostly treated in Rus-
sian culture). We consider these steps as pre-requisites for the study of the
Shakespeare cult.

B. C. Maxapos
N30BPETEHUE UEPAPXUMN:
MHNPOBO3I'JTAHIEHUE U CYBBEPCHUSA «ITOPAINKA»
B AHI'JIUU PAHHEI'O HOBOI'O BPEMEHHU

O6HII/IM MCCTOM HCTOPHH I/I,Zleﬁ Ha IIPOTAKCHUHN MHOT'HUX I[GCSITI/IJICTI/Iﬁ
OBLIO MMpcaACTaBJICHUC O TOM, YTO KapTHHA MHpPA PAHHCETO Hogoro BpPCMCHHU
CTponJIaChb Ha MMMaHEHTHOM KOCMOJIOTUYECKON M COIIPI&JII)HOfI HCPaApPXUN.
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Hctopudeckn oHa paccMaTpuBaiach KaKk XPUCTUAHCKOE OCMBICICHHE HEOII-
JatoHn4eckux uaeu Benukon Ienn beitus.

B nannoit paboTte paccmaTpuBaeTcs, Kak UAes «IOpsIKa» (MCHOJIb3Ys
CJIOBO M3 PycCKOro mepeBoja peun Yiucca B « Tpousie u Kpeccune» Illek-
CIiMpa) KOHCTPYHMPOBAJIACh B COIMATIBHO-TIOJIUTHUYECKOM JUCKYpCe TO3[I-
HEEJM3aBETUHCKON AHIJIMM B TEPUOJ| CKJIQJbIBaHUS TEPBBIX DJIEMEHTOB
chepbl mybsmuuHoro. TpaguiMoOHHBIE CIOCOOBI aKTyalu3allud HUepapXuu B
JTUCKypcax TOMWJIMMA, TTPOTOBEACH, MOPAIbHBIX TPAKTATOB CMEHSIOTCS MPHU-
CTaJIbHBIM BHUMaHUEM K Hell B myOnnuHOM npoctpaHcTBe Tearpa (ekcnup,
ben JI>KOHCOH), >MUTapHON MOITUYECKOM KYJIbTYpE, «CTUIUCTUYECKUX CO-
oOmecTBax» (Mod3Thl 1Kokl JloHHa, «miemsi beHa») u B MaccoBoil juTepa-
Type. ToTanbHOCTh AMCKYpca HepapXuum OkaspiBaeTcsi oOManunmBou. Cdepa
nyOJUYHOTO0 HEU30€KHO IUTIOPAIU3UPYET HUEepapXuio, pa30oMBaeT ee Ha OT-
JebHBIC TPYINOBBIE U WHIUBUAYAJIbHBIC TIPOCKTHI akToB «self-fashioningy,
4acTo CyOBepCHpYS APYTrUe aHATIOTMYHBIE aKThI.

Crtpax coluaibHBIX U KyJIbTYPHBIX COOOIIECTB MEPe] MACCOBBIM «Ha-
pPYLIEHUEM TpaHULl» MPOBOLUPYET CaMO HApYIICHHWE, B TOM YHUCJIE BHYTpHU
camux 3tux coodOmiectB. C 1590-x Bce CIbIIITHEE CTAHOBUTCS TOJIOC «OTUYXK-
JICHHBIX WHTEJUICKTYaJOBY», KOTOPhIC, He Oyay4dd BKIIOUEHBI B MEXaHU3MbI
OCYILIECTBJICHUSI MOJTUTUYECKOW M 3KOHOMHUYECKOW BIJIACTH, MIBITAKOTCA KpH-
TUYECKU HAOMIOJATh «IOPSI0K» CO CTOPOHBI.

OTaenbHOr0 BHUMAHHMS 3aCiy’KUBAE€T «MAKHUABEIUIU3M» U «HE3YUTCT-
BO», UHTEPIIPETUPYEMBIE KaK MPOTUBHUKH «MOPAJIKa» (Mpo3andeckasl U Io-
aTUYecKue caTtuphl JloHHa, nmoautudeckue Tpaktatsl Makosa VI u ap.)

Viadimir S. Makarov
INVENTION OF HIERARCHY:
PROCLAMATION AND SUBVERSION OF «<ORDER»
IN ENGLAND OF THE EARLY MODERN PERIOD

The worldview typical of Early New history has generally been re-
garded as one that rests on cosmological and social similarities. This was
considered the developed ideas of Neo-Platonism concerning the Great Chain
of Existence.

The present report discusses the idea of order (as used by Ulysses in
Troilus and Cressida) as it was built in late Elizabethan society and politics,
when public life was just beginning to take its earliest tangible shapes. The
traditional ways of establishing hierarchical relations in discourse (as in
homilies, sermons, moral treatises) were replaced by theatrical treatment
(Shakespeare, Ben Johnson), lyrical treatment (Donne and his school, «Ben’s
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breed»), and in popular publications. In all of these, hierarchy proves illusory.
Public life necessarily pluralizes hierarchy, breaking it into groups or indi-
vidual segments of «self-fashioningy; similar acts often get their subversions
in such acts.

The fear of trespassing the borders, displayed by a number of social
and cultural groups, provoked such trespasses, even within the same groups.
Since the 1590s, the voices of estranged intellectuals became more and more
audible; these intellectuals did not weld political or economic power, and
they strove to be critical observers of “order” on the third hand.

Machiavellism, also discussed as Jesuitism, is another phenomenon
commanding attention, as a disruption of «order» (in prose and verse satires
by Donne, King James’s political treatises, etc).

C. A. Maxypenkosa
MMUP B 1607 TOAY:
HOBBIH B3I'JIS1] B IIEKCITMPOBEIEHUU

B noknane Oyner mpeAcTaBieH Ha pacCMOTPEHHE HOBBIM MOAXOH K
aHAIU3y IIEKCIUPOBCKOMN 3MOXHU, OOBEIUHSIONIUN TOCIEIHUE TOCTUXKEHUS B
sToit obnactu. Ilpeanonaraercs NpoaHAIM3UPOBATH B UCTOPUUYECKOM pa3pese
OMBIT AHTJIMHUCKOW KYJIbTYphl; OyAYyT pacCMOTPEHBI TPU COCTABJISIOLIUE CO-
BPEMEHHOTO aMEPUKAHCKOTO B3IJISI/Ia HA HMIEKCIIUPOBCKYIO 3MOXY; OYIyT HC-
CJIeIOBaHbI MOCIEAHUE TPYAbl POCCUHUCKHUX YUEHBIX B 00JIACTH IIEKCIUPOBE-
neHus; OyAeT MpelyIoKeHa K aHajdu3y BEHEIMaHCKas KOHLENUUs IIEKCIH-
POBCKOT'O TBOPYECTBA.

Jloknan OyieT conpoBOXKAATHCS KOMIBIOTEPHOMN Mpe3eHTaUueH.

Svetlana A. Makurenkova
THE WORLD IN 1607:
A NEW APPROACH IN SHAKESPEARE STUDIES

The report will present the latest achievements in the field of shake-
spearology. There will be given a review of the general impact, produced on
Shakespeare science by the one year long exhibition in Jamestown, US «The
world of 1607». Besides this American contribution to Shakespeare studies,
the development of the Shakespeare pattern in English history will be dis-
cussed. A modern Russian approach to the problem will be suggested as a re-
sult of the latest publications on Shakespeare in Russia. And finally, there
will be analyzed the «Venetian» point of view as the key problem in Shake-
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speare scholarship today. The problem of Carnival is regarded within the
framework of the maxim «All The World’s A Stage».
The report will be illustrated with a computer presentation.

H. D. Mukenaose
BUBJENCKHUE KOPHU KOH®JIUKTA
«MEPBI 3A MEPY» HIEKCIIUPA

B uccnenoBanum BBISBIISICTCS OMOJIEHCKUN MPOTOTHUII, MOJEIb OCHOB-
HOro KoH(puKTa mpecsl «Mepa 3a Mepy», UTO MO3BOJSIET YTOUYHUTH €ro COo-
nepxanue. llpennonoxxenue 6a3upyercss Ha OCHOBAHMSIX, UMEIOIUX Xapak-
TEp ucmopuyeckux ¢paxmos, CBI3aHHBIX C TaHHBIMH O TIOCTAHOBKE IbECHI B
HIEKCIIMPOBCKOE BPEMsI, a TAK)K€ Ha aHAIU3€ NPAa30HUYHOU TPAJULUU CPEA-
HEBEKOBOI'0 HApOJHO-PEIMTMO3HOIO TeaTpa, BeCbMa >KM3HECIIOCOOHOH, IO
HaleMy yoexaenuto, B Bek lllekcrmpa.

ABTOp TaKk)Xe OTCTaWBaET TE€3UC O TOM, UYTO LIEKCIIMPOBCKAs pa3padoT-
Ka OuOseicKkoro Te3uca «Mepa 3a Mepy» B 3TOM NmpoOjIeMHON mhece (a mo3i-
Hee B Tparennn «Kopoiss JIup», pasBHBarolIel TEMy €BaHIEIbCKOTO MHIIO-
ceplus) BBIXOJUJIA 0A/IeKO 3a pamKy OOIIETPUHITON B €r0 BpEMS TPAKTOBKH.
[IpuHATON HE TOABKO B AHINIMM 3IIOXH KOpOJIs SIKOBa, HO U B TOCYJapCTBEH-
HBIX YCTAHOBJICHMSX IPYTMX CTPAH XPUCTUAHCKON EBpomBI.

[Ipenmaraemblii OAX0M, PACCMATPUBAIOIINKN MIEKCITUPOBCKYIO ApaMy B
KOHTEKCTE PEJIUTHO3HBIX IPA3JIHUKOB €r0 BPEMEHHM, IMO3BOJSET MO-HOBOMY
OCMBICIIUTh XapaKTep KOH(IMKTOB, CUTYyallMil M MEpPCOHaXEH LEeIoro psnaa
IbEC IpaMarypra.

Natalia E. Mikeladze
THE BIBLICAL ROOTS OF THE MAIN CONFLICT
IN SHAKESPEARE’S MEASURE FOR MEASURE

The study reveals the biblical prototype or, in other words, a model of
the main conflict of this thesis-play, which allows for a more precise defini-
tion of the very nature of the drama’s conflict. The assumption is based on
historical facts related to the staging of the play in Shakespearean times, and
on the analysis of the festival tradition of medieval religious theatre. The pa-
per argues that the tradition was still viable in the age of Shakespeare.

The author also asserts that Shakespeare’s understanding and elabora-
tion of the biblical formula «measure for measure» in this problem play (as
well as in his later masterpiece King Lear, developing the same subject of
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evangelic mercy) far exceeded the bounds of the interpretation that was
common in his time. It was true for England under King James I as well as
for other countries of Christian Europe.

The suggested approach considers Shakespeare’s drama in the context
of the tradition of religious festivities, and helps to understand the nature of
conflicts, plots and characters in a number of his plays better.

B. /. Huxonaes
INEKCIIUP U XPUCTHAHCTBO

Otnomenue lllekcnupa Kk XpUCTHAHCTBY, IPOSIBUBIIIEECS B €70 TBOP-
yecTBe. Pe3kue BhInaibl UM KOMUYECKUE BBICKA3bIBAaHUSI IPOTUB LIEPKBU U
bora B nmrecax lllexkcriupa. OTpuiianaue Toro, 470 caMoyOUCTBO SBISAETCS
rpexoM. YMeno uzberas KoHGIMKTOB ¢ TieH3ypoid, Lllekcnup kak aHTUXPH-
CTHAHWH OKAa3aJICSi HAMHOTO BIIEPEIA CBOETO0 BPEMEHHU.

Vadim D. Nikolaev
SHAKESPEARE AND CHRISTIANITY

Shakespeare’s attitude to Christianity, as shown in his works. Harsh at-
tacks or comic remarks against church and God in Shakespeare’s plays. Sui-
cide is not regarded as a major sin. Shakespeare skillfully avoided conflicts
with censorship; as anti-Christian, he was far ahead of time.

0. b. Opnuykuii
®EHOMEH YJETEPOHHOI CTPOKHA
B NIPO3UMETPUYECKOM JPAME HIEKCIIUPA
(K MPOBJIEME TOYHOCTH MEPEBOJA)

Kak wu3zBectHO, mpaktuyecku Bce (KpoMe onHOi) mbechl Illekcnupa
MPEICTaBIAIOT COO0M MPO3UMETPUIECKHNE KOHCTPYKIIUHU, IPUYEM TIEPEXO OT
SAMOUYECKOTO CTUXA K MPO3€ COBEPIIAETCS B HUX HEOJHOKPATHO M, KaK Ipa-
BUJIO, 9TO HUYEM HE MOTHUBUPOBAHHO, MIPEXK]IC BCETO — pajiu CO37aHusI 0CO00-
r0o, OECTIPEIeIECHTHOTO PUTMHUYECKOTO MHOTOO0pa3us TEKCTa.

B s1ux ycnoBusix HauOOJIBUIYIO CIOKHOCTH JUIsl MEPEeBOA, OIM3KOTO
K OpUTHHATY, MPEJCTABIAIOT B TAKUX YCJIOBUSAX KOPOTKHE (OJHOCTPOUHBIEC U
MEHEE€) PEeIUIMKU NEepPCOHaXeH, HaXONsIIHecss Ha TPAHUIE CTUXOTBOPHBIX U
MPO3anyuecKux (PparMeHTOB TEKCTA; UX MOXKHO TPAKTOBATh U, COOTBETCTBEH-
HO, TIEPEBOJIUTh HA JPYTU€ SI3bIKU U KaK CTUXOTBOPHBIC (METPUUYECKHE, SIM-
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ouueckue), U Kak npo3anyeckue. OT 3TOr0 3aBUCUT, IIPEKE BCETO, pUTMHU-
yecKasi TOUHOCTh MO OTHOIIEHHUIO K OPUTHHANLY, K KOTOPOM TaK WJIM HWHAue
CTPEMSTCSI BCE TIEPEBOTUUKH.

PaccmoTpenune oaHoro moaoOHOro (pparmeHTa — Hayajga BTOPOM Kap-
THUHBI YETBEPTOro akTa «['amiera) — moKa3bIBaeT BECh JUANA30H BO3MOKHBIX
BapHUaLu.

Hamomuaum, uyto y Illekcriupa ciieHa HauyWHAETCS JBYMSI KOPOTKUMHU
METPUYECKH HEYMOPSIOUCHHBIMH PETUIMKAMH, 32 KOTOPBIMU CJIEIYET IIeMhb
AMOUYECKUX CTPOK: OJIHOM LI€3ypUPOBAHHOW IIECTUCTOIMHOM, 32 KOTOPOM
CIEAYET YEThIPE MATUCTONHBIE; MPU 3TOM TEKCT PACHPENEIICH Ha MATh PEl-
JIMK, TPYU TEPBbIE U3 KOTOPBIX COBHAAAIOT C O CTUXOTBOPHBIMU CTPOYKAMH,
YETBEpPTas 3aHUMAET MOJTOPbl CTPOKH, & MOCIEIHSS — IMOJIOBUHY; BCE 3TO
yCYryOJisieT U CIIOKHOCTh BOCHPUSITHS TEKCTa KaK SIMOMYECKOTO, U €lle B
0O0JIbIIIEeH CTENEHU — BO3MOKHOCTh TOYHOW Mepeladll ero pUTMUYECKON MpHU-
pPOJIBI B IEPEBOJIE HA PYCCKUH S3BIK.

[Ipu 5TOM cHUTyalusi OCIOKHSETCS €€ U TEM, YTO B PYCCKUX IPO3HU-
METPUYECKUX TEKCTaxX B MPO3aNYECKUX KOHTAKTHBIX 30HAX OYEHb YaCTO BO3-
HUKaeT MeTpu3amus («mpoberaroT sMObl», IO TOYHOM aBTOXapaKTEPHUCTUKE
B. HaGokoga).

OcHOBHbBIE BapHaHThI IEPEBOA TAKOBBI:

1. TIonHOCTBIO MpO3anyecKuid, HE 3aMEYaIOIIUN WM HE JKEJAroUIui
3amedarh siMOa B ynmomsinyToMm otpbiBke (H. ITonesoii, 1837; M. 3arynses,
1877; H. Maxkuakos, 1880; 1. ABepkues, 1895);

2. TlomHOCTHIO CTUXOTBOPHBIH, MPEBpAIIAIONINI B MO U ()parMeHTsl,
JUUIEHHBIE B opuruHaiie merpudyeckou npupoaa (H. Poccos, 1907; H. Poc-
coB, 1907 (uHTEpPECHO, UTO ATOT MEPEBOAUYHUK MEPEBOJUT METPUUECKOUN MpO-
301 Bce mpo3andeckue pparmMenTsl nbechl); I1. 'nenny, 1917; b. IlactepHak;
B. ITomnasckuii, U. [Temkos, 2003);

3. SMOwnueckuii MO0 PUTMHUYECKOW MPHUPOJE, HO MPU ITOM Ipo3ande-
CKHii 0 TpaduKe — B OTIUYHE OT METPHUYECKOTO CTUXOTBOPHOTO B JAPYTHX
dbparmenTax nepesoja (A. Kponebdepr, 1844 (1,5 ctpokn);

4. Bocrnpou3Boasmuii Kak SMOWYECKUE OTICNIbHBIE CTPOKH OTPBIBKA
(YCIOBHO TOBOpSI, T€, B KOTOPBIX MEPEBOJAUYUK YCMOTPEN CTUXOTBOPHBIM
Metp). (M. Bponuenko, 1828 (3,5 nmocnennue ctpoku); A. COKOJIOBCKHUH,
1883 (nauanbHble pparmeHThl 4 cTpok)) IIpu 3TOM M cTOMHOCTH AMOa, U €ro
KAaTaJICKTUKa MOTYT HE COBIA/IaTh C OPUTUHAJILHBIMU;

5. Haxkownen, 6oJiee Wjin MEHEE TOUHO MEpearoluil Kak NpUpoay TEK-
CTa, TaK U TPaHULbI METpUYeCKOr 1 HeMeTpuueckoil ero yactu (K. P., 1899;
A. Pannosa; B. Panomnopr).
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Yuriy B. Orlitskiy
MINIMUM-LENGTH LINES IN SHAKESPEARE’S PROSIMETRIA
(CONCERNING ACCURACY IN TRANSLATION)

We all know that Shakespeare’s plays, almost without exception, are
prosimetric in structure, and alternating between iambs and prose is hardly
motivated, resulting in unique rhythmic diversity.

Granted such source text, the greatest difficulty in translation is pre-
sented in short cues found between definitely prosaic and definitely metrical
scenes. Such cues are perceived and accordingly, translated as either prose or
verse. All translators strive for rhythmical equivalence, and this is no small
part of it.

A whole range of variations is presented in Act IV, Scene 2 of Hamlet.

In the original, this scene begins with two brief metrical cues, followed
by a sequence of iambic lines: a hexameter (with a caesura) and four pen-
tameters. The 1ambic lines are distributed into five cues, where the first three
are exactly one line long, the fourth takes a line and a half, and the last cue is
a half-line. This unevenness prevents the comprehension of the dialogue as
verse, and presents unsurmountable challenges for a Russian translator.

The situation is aggravated by the fact that in Russian prosimetria
«iambic feet squeeze in», as V. Nabokov summarised his own experience.

The chief translation variants are as follows:

1. All prosaic, no iambs observed (N. Polevoy, 1837; M. Zagulyayeyv,
1877; N. Maklakov, 1880; D. Averkiev, 1895);

2. All verse, even where the original is partly prosaic (N. Rossov,
1907 (this translator used metrical prose for prose scenes in the source); P.
Gnedich, 1917; B. Pasternak; V. Poplavskiy, 1. Peshkov, 2003);

3. lambic fragments in fact, but set graphically as prose, whereas the
rest of the play is translated metrically (A. Kroneberg, 1844 — 1.5 lines);

4. Tambic translation where the translator thought he heard a metre
(M. Vronchenko, 1828 (final 3.5 lines); A. Sokolovsky, 1883 (opening 4
lines)). In such a case, the number of iambic feet and its catalectic arrange-
ment differs from the original.

5. Translations that are rather accurate in rendering the general struc-
ture of the source, including the non-metrical components (K.R., 1899;
A. Radlova; V. Rapoport).
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E. A. llepsywuna
PYCCKASA ITIEPEBOJYECKASA PELEIINUA
MUKJIUYECKOM CTPYKTYPBI « COHETOB» IIEKCITUPA

Jloxmaj mocBsiieH mpobieMe )KaHPOBBIX aCTIEKTOB B aHAJIM3€ MEPEBO-
J4eckoro npeobpazoBanusi coHetoB lllekcnupa, paccMaTprBaeMbIX HE TPO-
CTBIM CBOJIOM OTJEJbHBIX CTUXOTBOPECHUH, a €AUHBIM MO3TUYECKUM IIUKIIOM.
Bricoyaiimuii MeTa)XxaHpOBbIM MOTCHUMAT MNOJJIMHHUKA MO3BOJMUI IEPEBO-
JTYUKAM OTKPBIBATh B IIEKCITUPOBCKOM COOpPHUKE pa3HbIE TUIIBI €T0 ITUKIINYe-
cKoi opranu3anuu. He MeHee 3HaUMMBIM OBLIIO BJIMSIHUE TIPOIIECCOB, MPOMC-
XOIAIIMX B MIEPEBOAUMON JIUTEPATYpE. TaK, CTAHOBICHUE JTUPUUECKOTO LUK~
Ja KaK CaMOCTOSATEIIbHOM >KaHPOBOUM (OPMBI CIIOCOOCTBOBAIO BOCIPUSITHIO
MIEKCITUPOBCKUX CTUXOB LEJIOCTHBIM YUKIOM-NpoussederHuem. AKTUBHO pa3-
BuBaromasics B XX—XXI BB. MHOXXECTBEHHOCTb MapaJUICIIbHBIX MEPEBOIOB
aKTUBHU3MpoOBaia noHuManue «COHETOB» Kak yukia-moumasica. B pesynbTa-
T€ pycCKas IEeKCIUPOBCKas COHETHAHa Bce Oosiee SABISET COOOM CIIOXKHYIO
XYJ0XKECTBEHHYI) KOHTJIOMEPAIMIO PA3JIMYHBIX MEPEBOTYECKUX MPOUYTCHUM,
a cam Illekcriup — MUGBOITOTHYECKH €MKUM HPOTOTUIIOM JUISI BCEX CBOUX CO-
ABTOPOB, OCYUIECTBIISIIOIIUX PEUENTUBHOE «IOCOTBOPEHHUE» €r0 COHETOB B
HOBOM HCTOPHUKO-KYJIBTYPHOM U3MEPEHUH.

Elena A. Pervushina
RUSSIAN TRANSLATORS’ RECEPTION
OF THE CYCLIC STRUCTURE OF SHAKESPEAREAN SONNETS

The report deals with the problem of genre in translation modification
of Shakespearean sonnets analyzed as a unified poetic cycle rather than as a
collection of separate poems. The great metagenre potential of the original
made it possible for translators to discover various types of cyclic organiza-
tion of Shakespearean collection. The influence of processes that took place
in translation literature was no less important. Thus, dealing with the lyrical
cycle as an independent genre form facilitated the perception of Shake-
speare’s poems as a complete cycle-work. The plurality of parallel transla-
tions that is developing intensely in the 20™21% centuries led to understand-
ing «Sonnets» as a cycle-montage. As a result, the Russian Shakespearean
Sonnets make up a complicated artistic conglomeration of various translators’
understandings, while Shakespeare himself became a deep mythological pro-
totype of all his co-authors who completed receptive «co-creation» of his
sonnets in a new historical and cultural dimension.
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HU. B. [lewukos
JIOOBb U MECTbH B «'AMJVIETE» HHEKCIIUPA

["amieT kak HaCJIEMHUK CPETHEBEKOBOTO KOMIUIEKCA MYKCKHUX, PhILIap-
CKMX KadecTB, 00pa3lloM KOTOPBIX JJisi HEro sBIsUicS [ amiieT-crapuiui.
Kpymenue uaeana ceMbU C MpeaaTeaIbCTBOM ['epTpyabl M BBITEKAIOIIEE OT-
CIOJIa KEHOHEHABHUCTHUYECTBO ['amiiera, ImepeHOCHMMOe UM M Ha CBOIO BO3-
mobneHny0 — Odennro. MecTh 3a OTIIA Kak JIEMEHT MY)KCKOTO KOJEKca
cTapbix d2M1ox. JIFoO0Bb Kak KaTeropus, MPOTHUBOCTOSIIAS 3TOMY JJIEMEHTY.
Cnoco0Os1 nipeogoniennsi ['amierom cBoeit mo0Bu. IlceBaopons cymaciien-
miero BiroOsieHHoro. Cmepts Odenuu Kak KIIOYEBOE COOBITHE B Pa3BUTUU
muaHocty ['amieta. CHatue ["'amMiieToM reHAepHbIX XapaKTepUCTUK U OTKPHI-
THE CBOETO JIMYHOCTHOTO Hayaja ¢ MePexXoJOoM OT MYXCKOW aKTUBHOCTU K
YKEHCKOW MaCCUBHOCTH.

Igor V. Peshkov
LOVE AND REVENGE IN SHAKESPEARE’S HAMLET

Prince Hamlet inherits the medieval set of manly and knightly traits
that were fully developed in his late father. The family peace is ruined
through Gertrude’s treachery, hence the prince’s misogyny, which he trans-
fers to Ophelia. Revenging one’s father is an essential part of the age-long
code of behavior. The ways Hamlet tries to break free from his love. Enacting
the lunatic lover. Ophelia dies, and this becomes a landmark in Hamlet’s evo-
lution. Hamlet gets rid of his gender identity and discovers his own personal
origin, becoming more feminine and passive rather than manly and active.

B. P. [lonnasckui
TPATI'EJIUSA O TAMJUIETE B OCTETHKE
PEHECCAHCA U KJIACCULIU3MA

Ecnu B sa3piueckoid ['peunu Tparenus Oblia HEpa3pbIBHO CBA3aHA C
KyJIbTOM >KEPTBONPHUHOLIEHUA OOram, TO XpHUCTHAHCKas 3I0Xa MOJIOXKHIIA
KOHEIl MPaKTUKEe YOUNCTBAa U caMOyOHiiCcTBA pagll YMUJIOCTUBIIEHUS BBICIIMX
cui1. MeqmuTenbHOCTh MIEKCIUPOBCKOro ['aMiera B OOJBIION CTENEHU OCHO-
BaHa HAa TOM, YTO OH IBITAE€TCS MOHSATh, KAKOMY OOTY OH JOJKEH MPUHECTH B
xeptBy To M KnaBaus, To nu camoro ceds. Ilockonibky MecTh B 000 €€
(dopme Obla 3ampelieHa B XpUCTHAHCKOM 3TUKE, CO3HAHUE U COBECTh («con-
science» B LEHTPaJIbHOM MOHoOJIOre ['amiiera nepeBoAsT TO TaK, TO TaK) MbIC-
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JSILIETrO eBponenia 3moxu Bo3poxaeHnss CUIIbHO MEIIAIA €EMY B OCYIIIECTB-
JICHUM HAMEPEHHs, HABA3aHHOTO WM3BHE MPUIIEIBLIEM K3 MOTYCTOPOHHETO
Mupa. Mup, KaK U 4eJIOBEK, HEMIO3HABAEM M HEUCIIPABUM — BOT HJES IIEK-
CIIMPOBCKOM Ibechl 0 ['amiere. B 3ToM cMbIciie mekcnupoBckui I'ammer, He
YKEJAIOIM HUKOTO TPUHOCHUTH B KEPTBY, — AHTUTEPOM TpareIuu Wi, TOY-
HEe, Tepoil aHTUTPAreINH, IOTOMY UYTO PEHECCAHCHAs Tpareaus Mo CyTu CBO-
el — TpuJuiep, a A Tpareauu B €€ MCKOHHOM BHJE HEOOXOIMMO, YTOOBI
JUISl TEPOsi YyBCTBO JI0JITa HE ObLIO MYyCTHIM 3BYKOM.

N3navyanbHyr0 KaHPOBYIO OCHOBY BO3BpAIla€T TPAreJIuy HCTETHKA
KJIaccuIu3Ma ¢ e€ ujeeid oOIeCTBEHHOIO J0JIra, KOTOPhIA TPeOyeT KepTB.
Croxet o npuHIie JlaTckoM TepsieT CBOK (pUI0COPCKYH0 MHOTO3HAYHOCTh, HO
cTtaHOBUTCS Oosiee BHATHBIM. ['amiieT B mbecax aBTopoB X VIII Beka cumtaet
CBOMM JIOJITOM HABECTH TMOPSIO0K BO BBEPEHHON €My OOIIECTBEHHOM CTPYK-
Type — narckom rocyaapctse. OH moout Odenuto, oTelr KOToOpod — mpe-
ctynHuK. Henerko youth otma cBoed BO3MIOOJICHHON Jaxe paau OJiaroacH-
CTBHUSI OTYM3HBI — BOT Mjesl Nbec 0 ['amiieTe, HaMMCaHHBIX AJIEKCaHIPOM
CymapoxoBsiM (1748) u Crenmanom BuckoBaroBbim (1811). M3 atoit «mepe-
KOJIUPOBKW» CTPYKTYPHl BHYTPEHHET0 KOH(MINKTA ¥ BOSHUKAIOT U3MEHCHHS B
CIOXKETHBIX X0JaxX Tpareauu o npuHie Jlarckom.

Vitaly R. Poplavskiy
THE TRAGEDY OF HAMLET
IN RENAISSANCE AND CLASSICIST AESTHETICS

While the roots of the tragedy may be traced to pagan ancient Greece
and to the cult of sacrifice, the beginning of the Christian era put an end to
the practices of murder and self-murder performed to propitiate the gods.
Hamlet’s indecisiveness can be to a large extent interpreted as his attempt to
comprehend to which god he should do sacrifice of Claudius or of his own
life. Since revenge was strictly forbidden in Christian ethics, the very con-
science of the Renaissance intellectual was a great obstacle in the way of his
attempt to fulfill the mission imposed by the infernal Ghost. Both the world
and an individual man are incognizable and incorrigible — that is the idea of
Shakespeare’s play. In this regard, Shakespeare’s Hamlet, who does not want
to sacrifice anyone, can be called an anti-hero or a hero of an anti-tragedy.
The Renaissance tragedy is, in essence, a thriller, while the tragedy in its
original form was based on the paramount importance of a sense of duty.

The initial genre basis of the tragedy was revived in the aesthetics of
Classicism with its idea of public duty and inevitable sacrifices. Thus, the
story of Hamlet lost its philosophical profundity but became more under-
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standable. In the plays written in the 18" century, Hamlet truly deems it to be
his duty to bring order to the state of Denmark. He loves Ophelia whose fa-
ther 1s a criminal. It is very difficult to kill one’s sweetheart’s father, even for
the sake of your country’s good — that’s the idea of the Hamlet plays by
Alexander Sumarokov (1748) and Stepan Viskovatov (1811). It is these
transformations in the very structure of the inner conflict that caused signifi-
cant twists in the tragedies about Hamlet.

A. C. Ilpuxoovko
PACTUTEJBbHASI META®OPA B IOTUYECKOM BCEJITEHHOM
«COHETOB» HIEKCIIUPA

HenoctHocte kHUTH «CoHeToB» lllekcnupa onpenensercss He TONbKO
BHEIIHUM CIOKETOM <JIFOOOBHOI'O TPEYTOJIbHUKA» U APAMATypPruei BHyTPEH-
HETro MUpa JIMPUIECKOTo reposi, CKBO3HbIMU TeMamu JIto6Bu u Cmeptu, Bpe-
MeHu U KpacoTbl, HO TakXe yCTOMYMBOM, XOTSI U OECKOHEYHO BapbUPYIO-
nieiicss o0pasHocTho. Cpe MHOXKECTBA OOpa3HbIX TE3aypyCOB, TaAKUX Kak
BpEMEHA U MeCSIbI roa (BeCHa, JIeTO, OCEHb, 3UMa, alpeilb, Maid U JIp.), Bpe-
Msl CyTOK (YTpoO, MOJJI€Hb, BeUep, HOUb, CBET, ThMa, CYMEPKHU), IPOCTPAHCT-
BEHHbIE 00pa3bl, BKJIKOYAs WX 3€MHbIE U MUCTEpHiIHbIE M3MEpEeHHs (TOpbI,
MoOpe, Aopora u T. IL.; ajl, pail, YUCTUIIUIIE), & TAKXKE aCTPOJIOTHS U aIXUMMUS,
TeaTp U aKTepcKas Urpa, TBOPEHUS XYJ0KHUKOB U PEMECICHHUKOB, OaHKOB-
CKO€ M TOProBO€ JIeJO0, U T. I., 0cO00€ MECTO 3aHUMAIOT 00pa3bl PACTUTEIb-
Horo mupa. O0pazamu IIBETOB U PaCTEHHUI MOJIb3YIOTCS IPAKTUYECKU BCE MO-
3Tl XV—XVII BB. Ho oOpamenne k Hum Illekcnupa oTiiMyaeTcss TeM, 4YTO
IIOAT CO3JAET YCTOMYMBYIO M Pa3BUBAIOLIYIOCS CUCTEMY PACTUTEIIBHOW IPHU-
pOJIbI, 3aKOHaM KOTOPOW MOJYMHSETCA U OMOJIOTMYECKUH COCTaB YeJIOBEKaA.
D10 Ta caMas ycToluuBas oOpa3Has mapasuiesib, kotopas no3poiser lllek-
CIIUPY BBIPA3UTh OJIHY U3 BeAyIIUX MbICIEN «COHETOB»: O POXKIEHUHU, POCTE,
[BETEHUH, CO3PEBAHUHU, YBAJJAHUU U CMEPTH, O MOUCKAX CPEJICTB obeccmep-
TUTh XuBYy10 Kpacoty. IlonoO6Has opraHM4HOCTh BCEOOBEMITIONIEH pacTH-
TeabHOU MeTadopbl MOXKET OBITh OOHapyKeHa B TekcTtax bubnuu, koropas,
[I0-BUJIUMOMY, U OblJIa OJJTHUM M3 MEPBbIX HCTOUYHUKOB N03TUKHU [llekcnmpa.

Irina S. Prikhod ko
VEGETATION METAPHORS IN SHAKESPEARE’S SONNETS

The integrity of Shakespeare’s Sonnets is achieved not only by the plot
of the «love triangle», nor by the dramatic insight of the speaking persona,
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nor even by the themes passing through the whole book, those of Love and
Death, Time and Beauty. The unity of Shakespeare’s collection of 154 son-
nets is largely due to the repeated yet unceasingly varying images. Among
the multiple metaphorical thesauri, such as the seasons of the year and
months (spring, summer, autumn, winter, April, May), the time of the day
(morning, afternoon, sunset, evening, night, light, dark, twilight), space and
landscape, including the earth territory as well as the mystery spheres (moun-
tains, hills, sea, road, etc.; hell, heaven, paradise and purgatory), also astrol-
ogy and alchemy, theatre and actors’ play, music and art, banking and com-
merce, and so forth, the plant and vegetation world is of special importance in
Shakespeare. The images of flowers and plants are widely used in Renais-
sance poetry. But Shakespeare introduces them into his poetical pieces quite
in a special way. He penetrates into the very system of the natural world, ap-
plying its laws to the biology of a human being, which helps him express one
of the leading ideas of the Somnets, that of birth, growing, blooming, blos-
soming, ripening, withering and dying. Such a unique world embracing scope
of the vegetation metaphor is to be traced only to the Bible, which was, as |
argue, a primary source of Shakespeare’s poetics.

K. B. Pamnuxos
3HAYEHUE TBOPYECTBA HIEKCIIUPA
A PASBUTUA MUPOBOM MMOD3UU
(MHTEPITPETAIUSA B JIEKIIMOHHBIX KYPCAX HIEBBIPEBA)

Cpenu pycckux 1eHHUTENEN U 3HATOKOB TBopYecTBa lllekcniupa BugHOE
MECTO 3aHUMAET YYEHbIU-(UIIOJIOT, JUTEPATYPHBIA KPUTHUK U MOAT, Ipodec-
COp OTEYECTBEHHOU ciioBeCHOCTH MockoBckoro ynusepcurera Crenan ller-
posuy [eBbipeB (1806—1864). llleBbipeBy ObL1 npucyi B3rsia Ha lekcnu-
pa Kak Ha OAHY U3 KJIIOYEBBIX (PUTYyp B UCTOPUH MHUPOBOM MO33UU — OCHOBO-
MOJIOKHUKAa 0COOOT0 HampaBieHUs, COCTABUBIIEIO BaXHYIO 3CTETUYECKYIO
BEXYy B Pa3BUTUHU MHPOBOTO MCKyccTBa: «Benukue mosTsl, kakoBbl ['omep,
Hant, lllexcnup, co3nanu TUIBI MO33UU, U CUE-TO HAJ0 Pa3BUBATH B ICTETH-
ke ucropuueckm» [1: 174]. T'oToBACH K akaJeMHUUYECKOW HAYy4YHOUH Kapbepe,
[IeBbIpeB yems1 MPUCTAIBHOE BHUMAHNUE YriayOJeHHOMY M3YYEHHUIO Haclie-
nus lllexcnvpa B psAy KJIACCUKOB MUPOBOM JIMTEPATYPHI: «Y HAac B YHUBEpP-
CUTETE CO BPEMEHEM JOJIKHBI ObITh HEMPEMEHHO TPU OCOOCHHBIE KadeIphl
st TonkoBaHusi B opuruHane ['omepa, Jlanta m Hlexcnupa» [1: 232].
B cBOMX yHHUBEPCUTETCKHMX JEKIMOHHBIX Kypcax LlleBbipeB pazBepHyn 1emn0-
CTHYIO UCCJIEJOBATEIbCKY KOHLEMIINIO, B KOTOPOU Aajl OpUTHHAIBHYIO WH-
TepnpeTanuio 3HaueHus: TBopuectsa lllexcnupa B KOHTEKCTE 0OIIEH 3BOIIIO-
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UMM 033UM OT 31oxu Bo3poxaenus Bruioth 10 XIX Beka. LlleBbipeB cunran
[llexcnnpa HamboJiee SIPKUM BBIPA3UTEIEM HOBATOPCKUX TEHJCHIIMN pa3BU-
TUSL MCKyCCTBa, npuuenamux B XVI cromernu Ha CMEHy KOHCEPBATUBHOMY
CJICIOBAaHUIO YCTapEBIIUM aHTUYHBIM M CPETHEBEKOBBIM KaHOHAM M 00pa3-
uaMm. Ilo xapakrepuctuke Illesbipesa, lllexkcnup, «reHU TOTUYECKUN, TIPU-
Hec ¢ co0or0 BCE HOBOE, BCE CBOE, BCIO CTUXMIO F€PMAHCKYIO, PacKpbUl B
TyOOKO-3HAYUTENIHHOM JApaMe BCe TallHbI BHYTPEHHETO YeJI0BEKa, YTO MOTJIO
TOJILKO COBEPILIUTHCA B MUPE XPUCTUAHCKOM, — U CIIAC B YUCTOTE U CTUXHUIO U
nyx HoBOM xu3HU» [2: 133]. UMenno ctpemiienue lllexcrnupa k oToOpaxke-
HUIO clielu(@UKHA OOIECTBEHHON *U3HM cBoed cTpaHbl U »noxu llleBripeB
CUMTAJI €ro IJIABHOM 3aciyroy rnepes MUPOBOM MO33UEH U CTEP>KHEBBIM (hak-
TOPOM ISl TAJIbHEHMIIIETO pa3BUTHUS MO3THUECKOTO UcKyccTBa: «lllekcnupy u
AHTJIMACKOMY HApOAy Ha3HAYEHO ObLJIO BO3BPATUTH MO33UIO HA MPEKHUN HC-
TUHHBIA MYyTh U CHOBA MOJPYKUTh €€ C MPUPOAOI0 U KU3HUIO, C KOTOPBIMU
paccopuiio €€ CTECHUTEIbHOE BIUSHHE JPEBHOCTH, JypPHO MOHITOM»
[2: 129]. DTy HampaBlIEHHOCTb HMIEKCIIHPOBCKOTO TBOPYECTBA HA XYJI0XKECT-
BEHHOE BOILUIOIIEHUE BCEU MOJHOTHI CBOETO BpeMeHM [lleBbIpeB pacueHuBa
KaK MTOBOPOTHBIM MOMEHT B UCTOPUU PA3BUTHUSI €BPOIEUCKON MO33UU HA HO-
BOM 3Talle €€ CylUIeCTBOBAHUS, YTBEPKIasA, UTO M033Us «co BpeMeH [llekcnu-
pa TOJIbKO TIPUHSJIACH CUJIbHEE 3a pElIeHHe COOCTBEHHOW CBOEH 3amaum,
«PEILINUTENIBHO JI0CTUIJIAa CBOEr0 HA3HAUYEHUS: TBOPUECKU PACKPBIBATH TaWHBI
IyIIM Halllel B )KUBOM JpamMe, B TOBOPUMOM HaMU clloBe» [3: 4], «BbIpaxaTb
OyLIly U IyX 4yeloBeKa B AeructBum» [4: 15].

[To muenuto IleBwipeBa, TBopuecTBY Illekcrnupa OblT B BbICHICH
CTENIEHU  CBOMCTBEHEH  OCOOBI  TCHUXOJIOTHUYECKHUN  YHUBEPCAIHU3M,
CIOCOOCTBYIOIUN TOCTETIEHHOMY POCTY YEJIOBEYECKOTO CaMOCO3HAHUS:
«Ilexkcip B CBOMX CO3JaHUSAX M300pa3uil HaM HE OTHEIbHbIC JUYHOCTH, a
TUIIBI OOIIME BCEUETIOBEUYECKUE, B KOTOPBHIX KaXKIbI M3 HAC MOXKET y3HATh
gacTh camoro cebs» [3: 4]. HenpeB3olIeHHBIH TCHUXOJOTU3M IIEKCITHPOB-
CKOI'0 UCKYCCTBa KOpeHMJICA, Kak oObsicHs [lleBbipeB, B camoil Tumnonoruye-
CKOM OCHOBE MPOU3BEICHUN BEIUKOrO aHIIMKUCKOro apamarypra: «M3 Ilek-
CIIUPOBBIX TBOPEHUN MOXKHO M3BJIEYb MOJIHBIA KypC O HPABCTBEHHOW MPUPO-
ne denoBeka. Ho 3TOT Kypc npeacTaBiieH B )KUBOM apame. Bee ero nuna xu-
ByT. OTemno, Makb6et, ['amner, Jlup, llleitnok, @ansctad cyTh BEYHBIC THIIHI,
KOMX MOJIEIM MOXUILEHbI U3 JlabopaTopun yenaoBeuecTBay [2: 129]. Bot no-
yeMy, corinacHo uHTeprperanuu llleBsipeBa, Bcs nocnenoBaBmas 3a Illek-
CIIUPOM €BPOMENCKas MO33Us AKTUBHO BKJIKOYANIA B CBOM XYJI0KECTBEHHBIN
apCeHAJI BBIJAIOIINECS TOCTUKEHHSI CBOETO T'€HUATBLHOIO MPEIIIECTBEHHUKA,
nbo «BCE, YTO JIy4llIero, »*MBOTO IPOM3BENIa MO33usi, B co3naHusx lere,
[[nnnepa, BansTep Cxotra, baitpona, Bc€ Benet Havano ceoe ot llekcnupa,
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BCE pacKpbIBaeT HaM TaWHbI IyIId U MPUIOJHUMAET pa3Be HOBYIO 00JIacTh
JyXa, MOCKOJIbKY Hallla Jyllia cBsizaHa ¢ 3Toto cdeporo [3: 4].

Cuuras He0OXOIUMBIM OJIMKE TMO3HAKOMUTH IMIUPOKUE KPYTU JIUTEpa-
TypHOH OOILIECTBEHHOCTH C TBOPYECKUM HACIEIUEM MHUPOBOTO KIIACCHKA,
[leBbIpeB yBeHUaAT MOAPOOHBIM aHaIU30M TBOopuecTBa Illexkcnupa cBoii Kypc
nyOJIMYHBIX JeKUUH, pounTanHbiil B 1847 rony. B pamkax storo kypca Ille-
BBIPEB, M0 €ro COOCTBEHHOMY BBIPAQKEHHUIO, CO3HATEIBHO «COCPEAOTOUMII
HAYKy OKOJIO TpeX TJIaBHbIX mo3TOB: ['omepa, Jlanta u Illlexkcnupa. Ha Hux
MOKa3aH C TeM BMECTE M CIOCOO0 KPUTHUYECKOro M3Y4YeHHs MOodToB» [5: 19].
OCHOBBIBasSICh HA IPUHLHUIIAX UCTOPU3MA U TLIATEIBHOIO BOCCO3AaHUs ICTe-
TAYECKOT0 KOHTEKCTa MPOIIEAIINX 310X, [IIeBbIpeB MOCBATUII TPU 3aKIFOUH-
TeJIbHBIC JICKIIMU Kypca OOCTOSITEIHLHOMY pa300py XapaKTepHBIX OCOOEHHO-
cTelt ku3HU U TBopuecTBa lllexcrmpa: «26) buorpadus [lexcriupa B cBsi3u C
ero BekoM. 27) Xpounuku Illexcrupa. 28) O tparenuu [llekcnupa BooOie u
noApoOHbIN pazdop “T'ammera” [5: 20]. Takum oOpaszom, IlleBsipeB cran
OJIHUM W3 TIEPBBIX PYCCKUX YUYEHBIX, OOPATUBIIUXCS K IIEJIOCTHOMY KOHIIETI-
TyaJbHOMY aHanu3y TBopuecTBa lllekcnupa B COOTHECEHHMM C IpolieccaMu
OOIIero pa3BUTHSI MUPOBOM XYI05KECTBEHHOU KYJIbTYPHI.
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Kyril V. Ratnikov
THE IMPORTANCE OF SHAKESPEARE FOR WORLD POETRY
(INTERPRETATION IN THE LECTURE COURSE
OF STEPAN SHEVYREYV)

This report is devoted to the analysis of the special traits of interpreta-
tion conception of Shakespeare’s creative, formulated by Russian scholar and
literary critic S. P. Shevyrev (1806—-1864), who considered that the main im-
portance of Shakespeare’s drama for world poetry consists in deep psycho-
logical insight into human characters and mind types.

. B. A. Pocamun
AJUIMTEPALIMOHHBIN BCIJIECK
B AHI'JIMMCKOM IMOD3UHU XIV BEKA

B no33un aHrnocakcoB npeBaaupoBan UCTOPUUECKUN U PEIUTHO3HBIN
3M0C U NMPAKTUYECKU MOJHOCTBIO OTCYTCTBOBaJa Jiupuka. [Tomumo conuans-
HO-KYJBTYPHBIX MPUYUH, 3TO ObUIO 00YCIOBJIECHO U CKJIAJIOM JPEBHEAHTIINMN-
CKOro si3blKa. Yepes TpucTa JeT Mociae HOPMaHHCKOTO 3aBOEBAHMS CITYUMJIICS
HEOBIBaJIbIM BCIUIECK AKTUBHOCTHU «apXauCTOB», W JIy4YIlUE W3 MO3M 3TOrO
nepuojia npuodpenu 6oJplyo nonyiapHocTs. B «Cape 'aBaiine u 3eneHoM
Prijape» aHOHMMHBIN aBTOP YCIEIIHO NPHUCHOCOOMI MU3MEHUBILUNCS SI3bIK
K TPAaKTOBKE HOBOM T€MbI — IPUKIIOUEHUN YACTHOTO JIMI[A, HE MOTUBHUPOBAH-
HOT'O PEJIMTUO3HBIM PBEHUEM WIIH KaXJI0U CJIaBbl, TOTJa KaK B TJITaBHOM IIPO-
u3BeaeHun Jrurnenaa, «Bugenuu o [lerpe [laxape», oueBUIHO CTpemiieHHE
M0ATa K CAMOBBIPAKEHHUIO U JOBEPUTEIBHOMY pacCKa3y O CBOMX COMHEHUAX
u npo3peHusix. PaccmarpuBas Teker «B» gaHHOM mo3Mbl Kak Haubojiee cBO-
OOJIHBI OT MCKAXEHUM MEPENnUCcCUUKOB (IOTOMY 4TO HecTtabwmibHbIe 1380-¢
IT. UM BeChbMa CIOCOOCTBOBAJIM), Mbl HAOJIOJaeM MOCTOSHHBINA 3PdEKT u3-
MEHEHHS peaklMil M03Ta U aBTOPCKOTO CTaTyca B LEJIOM IOJ BIUSHUEM BU-
JICHUH, B KOTOpbIE OH O0JIeKaeT cBOe Mo3Hanue mupa. s Yunesama JIour-
JeHAa ajuMTepanus Oblia He CTOJBKO MpodecCHOHATBHBIM CIIOCOOOM IpO-
T€CTa NPOTHB T'OCYJAPCTBEHHBIX HOBOBBEJCHUM, CKOJIBKO €CTECTBEHHBIM
(B clly €ro MpOMCXOXKIEHUs) JKeJlaHHneM 000raTUTh ero HOBBIA AoM, JIOH-
JIOH, UAMOMAaTUKOW 3amaJHOrO JMajieKTa M, B KOHEUHOM HTOTrEe, BO3POIUTH
HUCKPEHHOCTh U OpaTCKUE OTHOIICHUS B XPUCTUAHCKOW OOIIMHE U B OOIIECT-
Be B 1enoMm. (IToaromy ammmrepanmoHHOE €AMHCTBO IPOHU3BIBAET €r0 CHUC-
TEMy UMEH W aJTI03UH, YTO TAPMOHUPYET C TTyOMHHBIM CTPOEM aHTJIMICKO-
ro si3bIKa.) BeposiTHO, cXoqHbIMU MOTHBaMU B KOHIIE X VI pyKoBoACTBOBAJICS
n Y. lllexcnup B cBOEH apaMaTUyeCcKO M033uu (HE 4yKAOW alTUTEepallui),
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IPEXKAE BCEr0 B pAHHUX XPOHHUKAX, I/I€ €IUHCTBO rOCYyAapCcTBa IIPEACTABIIE-
HO LIeJIbIO IeMCTBUI Hanbosee NpuBIIeKaTEIbHBIX T€POEB.

Viadimir A. Rogatin
ALLITERATIVE REVIVAL IN THE ENGLISH POETRY
OF THE 14™ CENTURY

Old English poetry was totally alliterative and narrative (treating of he-
roic deeds or feats of faith); all lyrical expression (as in Deor or Wulf and
Eadwacer) seemed accidental. Society must have had little need for individu-
als’ expression then, and the language itself fully corresponded to this re-
quirement. In the late 14™ century, however, a number of poets went for «out-
dated» forms, which resulted in fitting Middle English to new matter, such as
the predicament of the private man in Sir Gawayne, and Langland’s deeply
personal study of Christian communities in The Vision of Piers Ploughman.
Based on Text B (where scribal editing must have been more modest than af-
ter the riotous 1380s), the presentation deals with Langland’s attempt at bal-
ancing the current language atmosphere with a lyrical outlook and the rich-
ness of his native Western dialect (the poet’s choices of character names and
artful compilation of Latin allusions provide some of the brightest examples).
While the poet’s overriding goal remained to lead Englishmen to brother-
hood, his choice of diction evolved as a natural readiness to alliterate and
unite words in every line, which was by no means alien to the essence of
English language then. In the late 16™ century, William Shakespeare’s moti-
vation for work on his first histories was not purely for a theatrical success.
The hand of a political moralist is obvious whenever he focuses on the issue
of national integrity and loyalty to tradition (for him alliteration was no minor
part of the latter).

B. A. Panonosa
COBPEMEHEH JIU «TUT AHAPOHUK»?

CoBpemeneH mu «Tut AHIPOHUK»? DTOT BOIIPOC HE MOT BO3HHUKHYTh
eme 50 jer Ha3ad, NOTOMY YTO 3Ta MbECca OYEHb JIOJITr0oe BpeMsl He Obuia B
HIEKCIIMPOBCKOM perepTyape W B Kpyre BHMUMaHHUs yuyeHbIX. C cepeauHbl
XX BeKa cUTyalus U3MEHWIACh: YBEIMYWIOCH KOJIMYECTBO IMOCTAHOBOK, a
TaK)X€ COBPEMEHHBIX Mepeesok, agantanui (Xaknep Mromnep, droppeH-
MartT). Llens 3Toro cooOieHus — NonbITaThCs MOHATh, ToueMy « TuT AHIpo-
HUK» CEMYac CTAJI aKTyaJIbHBIM.
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Valentina A. Ryapolova
THE TOPICALITY OF TITUS ANDRONICUS

Can Titus Andronicus be topical? This question would have been im-
probable 50 years ago, after age-long oblivion of the dramatic text, both on
the stage and among scholars. However, since mid-20™ century the tables
have been turned, and recent decades have seen quite a few scenic adapta-
tions and remakes of the play (Heiner Mueller, Duerrenmatt). The presenta-
tion will look at what makes the text urgent for the present period.

H. A. Cmupnosa
I'AMJIET B CTPAHE HET'OJASIEB
(IHEKCITUPOBCKHUU METATEKCT CEPI'ESA ECEHUHA)

B nauane 1920-x rr. C. Ecenun obOpaiiiaercs K KaHpy JApaMaTH4ecKon
MOAMBI M CO3Ja€T BO MHOTOM HEOXHMJAHHYIO Bellb — «CTpaHa HETOJS€B»
(1922-1923). IlepBas ke cieHa MO3MbI TOYTH AOCIOBHO moBTopsieT I u IV
CUEHBbI IeKcnupoBckoro «l'amiera» (cMeHa kapayna y DIbCUHOPA U IOSB-
nenue Tenu otua ['amiiera). 3aTeMm B periukax nepcoHaxei Bo3Hukaer Jlat-
CKMU MPHHI, BOCOPUHUMAEMbIN Kak HEKas >KU3HEHHAs Mojelnb. Jlanee nei-
CTBUE YCTPEMJISIETCS K KYJbMHUHAIIMM — «MBIIICIIOBKE» U CTAHOBUTCS OYe-
BUJIHBIM, YTO TIepej] HaMUu cBoeoOpa3Hbiii MeTaTekcT EceHnHa, oOnekmuiics
B (popMy mpacukomeouu 8v18UXHYMOo20 8peMeH.

[TosBnenune llexkcniupa B TBOpuecTBE EcCeHMHAa — 3aKOHOMEPHOCTD,
KU3HEHHass He0OXOAUMOCTh. JIJ1s1 Hero HUKOTrJa He CTOSJIO BOIMpoca — ObITh
win He ObiTh Lllekcnupy B XX Beke. JlocTaTOYHO OJJHOM €CEHMHCKOM JIeKIIa-
pauuu o ¢hareitme I'amnema, 9To0bl YBUJIETh B HEW HE CIyYalHYIO OTCBUIKY,
a oJMH u3 kamepToHoB (npyrue — [lymkun u biok) ero TBopuecTBa, MPOHU-
3aHHOT'O0 TOKaMH HIEKCITUPOBCKOM Tpareaunu.

I'amner Illekcniupa He TONBKO MOSBISAETCA B TBOpuYecTBEe EceHHHa
B BUJIC OTJENbHBIX AJUTIO3UM, pEMUHUCLICHIINM, TeMAaTHUYECKUX OJIOKOB, HO U
NPETeHIyET Ha POJb LIEHTPA €CEHUHCKOM JUTEpAaTypHOU caMOMACHTH(UKA-
LU, YTO SIBJISICTCSI OYEHb MHTEPECHBIM IPUMEPOM IOITUYECKOTO CaMOCO3-
HaHMA U CaMOINO3HAHUS, IPUBOIAIIMM K BOSHUKHOBEHUH LIEJIOCTHOTO Tamiie-
TOBCKOI'0 METAaTEKCTa.

KiroueBpIMU B IEHHOCTHOM U CMBICJIOBOM IIPOCTPAHCTBE 3TOr'0 TEKCTA
CTaHOBSITCSI 00pa3bl NIeMAHHUKA, YyOaKa, be3ymya, 4epHoco 4enro8eKd, KOTo-
pbic 0pOPMIISIIOT paciio3HaBaHKe pojcTBa Ecennna u ["'amiera B poccuiickoMm
LIEKCITUPOBCKOM ~ MCTOPUKO-KYJIbTYPHOM KOHTEKCTE IIE€PBOM YETBEPTHU
XX Beka.
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Natalia A. Smirnova
HAMLET IN VILLAINS’ COUNTRY
(SHAKESPEAREAN METATEXT OF SERGEI YESENIN)

In the early 1920s, Sergei Yesenin takes up a new genre and writes a
rather remarkable piece — a dramatic poem called Villains™ Country (1922—
1923). The very first scene of the poem reproduces the first and fourth scenes
of Shakespeare’s Hamlet. Later, the Prince of Denmark appears as a kind of
model for such people as Chekistov and Nomakh. The culmination of the
poem has a parallel to the famous mouse-trap from Hamlet and confirms the
idea that Yesenin intended this as a specific metatext, contributing to the im-
age of a time «out of jointy.

Shakespeare is an indispensable and organic part of Yesenin’s work.
For the poet, the English playwright was always relevant and up-to-date.
Even the allusion to Hamlet’s flute was not made for the purpose of beautifi-
cation; but as one of his tuning instruments or touchstones (the others were
Pushkin and Blok) in his own work.

Shakespeare’s Hamlet is found in Yesenin’s works not only in allu-
sions, reminiscences, themes and motives. We should also note that he be-
comes the center of Yesenin literary self-identification. It is a very interesting
example of self-consciousness in poetry, turning into an entire and original
Shakespearean metatext.

The key role in this context is provided by such Yesenin concepts as
nephew, crank, madman, black man. They define the core connection be-
tween Hamlet and Yesenin in the process of Russian interpretation and recep-
tion of Shakespeare in the first quarter of the 20" century.

I A. Coxyp
MOCKOBCKHWE ITPEMBEPBI
INEKCOUPOBCKUX CIIEKTAKJIEH 30-X I'OJIOB XX BEKA
B OTEYECTBEHHOM TEATPAJIBHOM KPUTUKE

N3 m3BecTHOroO psaa MOCKOBCKMX IIEKCIIMPOBCKUX crekTakien 30-x
rojoB XX Beka 0COOBIl MHTEPEC B COMOCTABICHUH MPEACTABIIAIOT JIBA, MOS-
BUBIIIMECS MOYTH ONHOBpeMeHHO. IIpembepa crekrakina A. Tauposa «Eru-
nerckue Houn» (Ilekcnup, oy, ITymkun) B KamepHom Tearpe coctosiiach
14 nexabpst 1934 roga, a «Kopons Jlupa» lllexcniupa B mocranoBke C. Pan-
noBa B 'OCET — 10 deBpans 1935 r. O6a «HEmEeKCIUPOBCKUX» MO CBOEH
ACTETUYECKOM mporpamMme TeaTpa B 10OMIerHbIN ros (ogHoMy — 20, npyromy
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— 15 net) oOpaiarTcs K €ro IpaMaTypruu, 4ToObl cKa3aTh HEUTO OYEHB IS
ce0st BaxkHOE. Y CibIIaHbl 1 OHU ObuH? be3ycnoBHO.

Opnnako ananu3 pereniuii 1935 r. camoro pasHoro ¢opmara 1o rnoBo-
Iy 3TUX MPEMBEP MO3BOJSAET B HEKOTOPOM CMBICIIE PEKOHCTPYHPOBATH CO-
AOKYJIBTYPHYIO CUTYallMIO, CKJIaAbIBatoNIytocst BOKpyr criekrakiei. ['OCE-
Tosckuit «Kopons JIup» ¢ yHUKaJIbHBIM aKTEPCKUM Ay3TOM Muxoanc — 3yc-
KHH II€JI HA pa3rOBOPHOM €BPEMCKOM s3bIKe. HO KpUTHUKHM IIPU 3TOM €IUHO-
OYIIHO OTMEYAJIM, 4YTO UM HE Melajno He3HaHue ero. OrpoMHas mpecca Ha
cnektakib (15 peueHsuil), KOHEUHO, HE Morja 00oWTH BHUMaHueM Jlupa —
KOpOJIsi, yTpaTuBIIero BiacTh. [IpobieMa BiacTH sIBIsUIach OAHOW U3 BaXK-
HENIIUX COCTABJISAIOIINX BPEMEHMU.

Hns A. TaupoBa «Erunerckue HOUM» ObUT HE TMPOCTO MIEKCITUPOBCKUMN
CIIEKTaKJIb, a €AUHCTBEHHAS JJIsI HETO BO3MOXHOCTh Ha fA3blKe meampa 3aro-
BOpUTH O BiacTu. [ToHuMas Ci10XHOCTh 3ambIcia, OH yxe ¢ 1933 roga B pas-
HBbIX (OpMax U B pa3HBIX U3AAHUSIX TOTOBUT 3PUTENIEH K CBOEMY CIEKTaKIIIO.
Ortomy ObUTO TIOCBsAIIEHO Oosiee 10 myOnukanuil — Takas HpelBapuTeIbHas
pabora roBoputT 06 orpoMHOM >keinaHuu A. TaupoBa ObITH MOHSATHIM 3pHUTE-
asimMu. OTHOIIEHHE K CIIEKTAaKI0 ObLIO HEOJHO3HAYHO. Tem mHTepecHee ce-
TOJIHSI BCMAaTPUBATHCS B AKLUEHTHl — OHU IO3BOJISIIOT MOHSATH HEOAHO3HAY-
HOCTb BPEMEHH.

Galina A. Sokur
RECEPTION OF MOSCOW PREMIERES OF SHAKESPEARE PER-
FORMANCES IN THEATRICAL CRITICISM OF THE 1930S

Among numerous known performances of Shakespeare in Moscow of
the 1930s, two (appearing almost simultaneously) arouse special interest.
A. Tairov’s stage version of The Egyptian Nights (text compiled from Shake-
speare, Shaw, and Pushkin) opened on in the Kamerny Theater on January
14™ 1934, and S. Radlov’s King Lear started in the State Jewish Theater on
February 10", 1935. Both theaters, «non-Shakespearean» as they were, ad-
dressed his drama in their anniversary years (the former reaching 20 years of
activity, and the latter — 15) in order to say something of paramount impor-
tance. Did the message reach out? Certainly so.

However, analysing critiques of these premieres, we reconstruct the
public reception to these performances in 1935. The pivot of King Lear was
the unique actor duet of Mikhoels and Zuskin, the performance in the State
Jewish Theater was in Yiddish. All critics unanimously agreed that spectators
lacking Yiddish did not have any comprehension difficulties. 15 reviews of
this performance definitely could not leave king Lear without any attention, a
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king deprived of his power. The problem of authority was one of the most
important components of the time.

The Egyptian Nights, staged by A. Tairov, was not an ordinary Shake-
speare performance, but the only chance for him to talk about authority was
in the Theater language. Realizing the difficulty of the concept, he started
preparing the audience for his performance by using various forms in 1933.
10 of his publications were devoted to this topic. This preliminary work
shows A. Tairov’s tremendous desire to be appreciated by the audience.
There were mixed attitudes to the performance, that is why it is more interest-
ing now to consider its details, and to appreciate the epoch from various per-
spectives.

C. A. Cmenanos
«TAMJUIET»: BBIBUX BEKA

B noxnane mpeanosnaraercs 00CyIuTh CyTh TOro, uto ['amier Ha3Bai
«BBIBUXHYTBIM CYCTaBOM BEKa», TO €CTh T€ UCTOPUYECKHE COOBITHUS B AHT-
JIUU, KOTOPBIE, IO MHEHHUIO aBTOPA MbECHI, HE JOJDKHBI ObUTH CIIYUUTHCS, U T
COOBITHUSI, KOTOPBIE aBTOP 0XKHUAAJI U KOTOPBIE HE OCYLIECTBIINCH. CyTh ATUX
COOBITUI M TUX OXXUJAHUM aBTOpa 3aMelllaHa Ha TallHaX aHTJIUHUCKOTO JBOpa
Y Ha TallHaX MPEeCTOJOHACIEANS, YTO U U3JI0KEHO B MbECE.

Sergey A. Stepanov
HAMLET: A DISJOINTED TIME

The presentation will deal with what Hamlet labeled as the time «out of
jointy, i.e. social event that should not have happened, if Shakespeare had
had his way, and also, what the playwright expected but failed to see. The
roots of those expectations and wishes lay buried in the Royal court, and its
mysteries of succession; some of those were reflected in the text of Hamlet.

I M. Temxuna
«TAMJIET» HA HIKOJBHOM YPOKE

IIpencrasisas Tpareauto «l'amnery» ydanumces, y4uTenb MOKET CTOJK-
HYTBCS C TPYAHOCTSIMU.

Bo-nepBbiX, Haf0 yOeaIuTh YUEHHUKOB B TOM, YTO MPOU3BEIACHHUE HAO
[IPOYECTh MOJHOCTBIO. YUMUTENIO CIEAYEeT BBbI3BaTh y YYEHHKOB HWHTEpEC
K npeameTy u3ydenus. Ha ypokax MOXHO oKa3arh BUACOPUIbMBI, KOTOPBIE
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MO3BOJISIIOT COBEPIIUTH 3a0YHOE MYyTEHIECTBHUE MO MIEKCITUPOBCKUM MECTaM U
OJIMKe MO3HAKOMUTHCS ¢ 3moxoil. Kpome Toro, pabora ¢ ¢puiabmMaMu M03BO-
JIIET COBEPILICHCTBOBATH SI3bIKOBBIC 3HAHUS U YMEHUS, CIIOCOOCTBYET MOBBI-
IIEHUIO KPOCCKYJIBTYPHOM TPaMOTHOCTH.

Camo moHSTHE «BEUHBIA 00pa3» TakK K€ BBI3BIBACT 3aTPyJAHCHUS Y
YYEHUKOB, TTOCKOJIBKY CaMO 3TO MOHSTHE HE CBOMCTBEHHO PYCCKOM JIUTEpa-
Type. 3apyOexHasi TuTepaTypa, KOTOPOl B OCHOBHOM IPHHAJIJICKAT BEUHbBIC
00pa3sl, BechMa (hparMEeHTapHO MpeACTaBlIeHa B IKOJLHOM Kypce. YduTeib
JOJIKEH OOBSCHUTDH, YTO BEUHbIE 00pa3bl, MepeMEeIIasich BO BPEMEHU U TPO-
CTPaHCTBE, COXPAHSAIOT CMBICIOBYIO YCTOMYMBOCTh U CTAHOBSTCS JOCTOSIHU-
€M pa3HbIX KyJIbTYP.

Jlns 3TOro MOXKHO HCHoOab30BaTh cTUXxu A. bioka, M. llBeraeBoii,
b. [Tactepnaka, npubnmkas ["amieTa kK COBpeMEHHON MOJIOIECKHU U O0BSICHSSA
MOTHUBALIMIO €T0 TTOCTYIKOB.

O6pa3 ["amiiera 7151 MIKOJIBHUKOB — 3TO JIUTEPATypHBIA 00pa3, co3aaH-
HBII MHOTO BEKOB Hazaja. Bce mpobieMbl meKCIUpOBCKOTO repos — pediek-
cusl, CTpaJlaHus — JaJIEKOe MPONUIOE, Ha MEPBBIN B3Il HE UMEIOIIEE HUYETO
o0IIero ¢ CoOBpeMeHHOCThI0. [loHMMaHne HPaBCTBEHHOTO BBIOOPA, KOTOPBIH
nenan ['amner, ero 4yBCTBa JIMYHOW OTBETCTBEHHOCTH 3a TO, YTO MPOUCXO-
JTWJIO B MUPE, MOXKET MTOMOYb COBPEMEHHOMY MOJIOJIOMY YEJIOBEKY CTaTh 00-
Jiee 3pelIbIM, OCO3HAIOIIMM TO, YTO PEIICHHE OOIIEeYeIOBEUCCKUX IPOoOIeM
3aBUCUT OT HErO Camoro.

Galina M. Temkina
HAMLET IN CLASSROOM

Introducing Shakespeare’s tragedy in secondary school, a teacher may
typically face some problems.

Firstly, one has to motivate his pupils to read the tragedy unabridged.
In order to achieve this, the teacher should arouse the pupils’ interest in the
source. Video films shown at class help pupils to travel to the land of Shake-
speare and get acquainted with the Elizabethan epoch. Besides, employment
of film versions gives a possibility to improve the language skills and devel-
ops cross-cultural literacy.

Secondly, the term «eternal character» is also rather complicated for
secondary school, as this concept is not typical of Russian literature. Western
literature, that gave rise to many of the eternal characters set, is rather
sparsely presented in the school course. The teacher is expected to explain to
the pupils that eternal characters, moving in time and space, preserve their
wealth of meaning and assimilate in different cultures.
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Reading relevant poems by A. Blok, M. Tsvetaeva, and B. Pasternak
helps to bring Hamlet closer to modern youth, and it gives the possibility to
explain the motivation of his behaviour.

Nowadays Hamlet for youngsters is little more than a book character
invented ages ago. His speculations and sufferings are so distant that they
seem to have nothing in common with modern life problems. The compre-
hension of Hamlet’s moral choice, his sense of self-responsibility for the
evils of the world can help our young contemporaries to become more mature
and to acknowledge the fact that global problems depend on them for solving.

A. H. Ywaxoesa
NEPEBO/IbI COHETOB INIEKCIIUPA 3. MOHTAJIE

K Ilekcnupy uranpsHckuil mosT XX Beka JypkeHno MoHTale BIep-
BbIe oOpatuics B 30-e ronbl (hparmeHT komeauu «COH B JICTHIOIO HOUBY).
B 1943 r. on nepeBoaut «l'amiiera» g akrepa P. HanmeHnre, KOTOPBIA XOTEI
IPEACTaBUTh LIEKCIIMPOBCKYIO Tpareauro «in lingua moderna». Cmepts Ya-
JIEHTE W 3aKpPBITUE PUMCKHMX TEaTpOB CTaly IPUYMHOM BBIXOJA IEPEBOJA
Momntane Tonbko B 1949 r. HeocymiectBieHnHas nocranoBka «l'amiera» Obl-
Ja KoMmIeHcrupoBaHa nyOnukanueit B 1944 r. conetos llekcnupa. MonTane
nepesen XXII, XXXII u XLVII conersl. Yem ObL1 MOTUBHPOBAH 3TOT BbI-
o6op? Kaup coHeTa, CUMTAIOMIUNACS «AYIIOH UTAIBSIHCKON MOA3UN», €€ 3Ha-
KOM, B CBOEH TpaauimoHHOM (hopMe Masio uHtepecoBas Mourane. [lepeBon
UTAJIBSHCKUM IT03TOM XX BEKa IIEKCIMPOBCKOI'O COHETA O3HAYAET COMPsIKeE-
HUE JIBYX COIEPHMYABIIMX KOTJAa-TO KyJIbTYPHBIX CO3HAHUMW, CBEIECHUE pa3-
HBIX MMOATUYECKUX AIOX B €IMHOM KAHPOBOM MPOCTPAHCTBE U BO3MOXKHOCTh
oOpecT HOBBIM MOATUYECKUM s3bIK. B mepeBogax MoHTane oco0o BbIes-
€TCS OYEHb BAXKHBIA JUJISI TI0O3TAa MOTHUB 3aKPBITOCTH, COKPOBEHHOCTH, AKTY-
ANbHBIA B TO BPeMS JJIsl UTAJIbSIHCKOM MOA3UU B 1I€JIOM (repMeTu3m). Mraib-
SHCKUHU TMOAT coXpaHseT (opMy HIEKCIIUPOBCKOTO COHETA, IMBITAETCS OBITH
TOYHBIM B BBIOOpPE HEKOTOPBIX (HEMHOI'MX) pu(dM U Ha 0Opa3HOM YpOBHE, HO
HA CUHTaKCUYECKOM ypOBHE OOHAPY>KMBAETCSl TEKCT, OTIUYHBIA OT IIEKCIH-
POBCKOT'0, KOTOPBIN B TO K€ BpeMs O4€Hb TOYHO KOMMEHTHUPYET 00a Mo3TH-
yeckux Merona. IIpennounTtaemslii 1 B COOCTBEHHOM M0O33UM enjambement
Co3/1aeT B IepeBoAax ocoOyro quHamMuKy. OObIYHO m30eras TOUHON pudMsl,
MoHntasie coxpaHseT BaxHyr0 il Illexcnimpa akeHTMPOBKY KOHLA CTPOK,
YTO IO3BOJIAET BBIICIUTh U CIOBO CaMOro Io3Ta-nepeBoguuka. Ha creike
CMBICJIOB IIEKCIIMPOBCKOTO ¥ MOHTAJIMEBCKOTO TEKCTOB PACKPBIBAECTCSI HOBAs
COHETHAsI CEMaHTHUKA.
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Alexandra N. Ushakova
E. MONTALE AS TRANSLATOR OF THE SONNETS

Eugenio Montale first addressed Shakespeare in the 1930s (excerpt
from A Midsummer Night’s Dream). In 1943 he translated Hamlet “into the
vernacular” for the actor R. Cialente, but the actor died, and Roman theatres
were closed down, so the translation was not made public until 1949. The un-
realised staging of Hamlet was redeemed by Montale’s translation of The
Sonnets (XXII, XXXIII, and XLVIII), published in 1944. What motivated him
to choose those? The sonnet genre was deemed the soul of Italian poetry, but
Montale was never fascinated but its formal features. If he did handle the 16"
century sonnets, it was because in some previous epoch two artistic ap-
proaches had competed, which resulted in a new poetic language emerging as
their synthesis. The pieces translated by Montale stress the isolation of the
poet (typical of “hermetic” Italian lyricists in general. The translator retained
the English rhyming scheme, focused on preserving a few of the rhymes and
the imagery, but the syntax of the recipient text is absolutely different from
Shakespeare’s, and conscious of the difference as well. The enjambment
(which E. Montale favored in his original verse) renders dynamism to the
translations. Avoiding accuracy in rhymes, Montale did not sacrifice the em-
phases that dominated Shakespeare’s end-rhyme positions, making the stress
very personal. It shows a new sonnet semantics, which is neither Shake-
speare’s nor Montale’s.

E. B. @evieuna
MOHTAJIE U HIEKCIIUP

Oynxenno Monrane (1896—1981) BbimaromUiicss UTAIBSIHCKUN MOAT,
naypeat HoOGeneBckoit mpemun 1975 roma mepeBEn Ha UTANBSIHCKHHA S3BIK
Heckobko coHeToB lllexcnupa. B HacTosimem Aoknane McclieayeTcsl BIus-
Hue [llekcnupa B mo3TueckoM TBopuecTBe MOHTase, BO3IEUCTBHE €TI0 CO-
HETOB B PYCJI€ NETPapKuW3Ma M AHTJUKWCKOW MO3THUYECKOW Tpaauuuu. Ha-
CKOJIBKO aKTyaJIbHBIMU JJI UTAJIbSHCKOIO MO3Ta OKA3aJMCh TaKUE OCOOEH-
HOCTH IIEKCIHPOBCKUX COHETOB, KAK «OBITOBAsH KOHKPETHOCTH SIBICHUU H
BELIEH, 3aKII0Yaronas MOMUMO MEPBOHAYAIIBHOIO CMBICIIA BCEJIEHCKYIO 00-
pa3HOCTh. Tema BpEMEHM U BEUHOCTH, €€ BOIUIONIeHHEe Y MOHTane U B COHE-
tax [llekcnupa. Hakonen, peuenuusa Illexcrimpa T.C. Onmortom, Teopus
00BEKTHUBHOIO KOPPEJIATA, COOTBETCTBUS 3TOM T€OpHH B TBOpuecTBE MOHTa-
ne. Ilpunuunsl nzobpaxxenus BosnroOnennoi B conerax Ilerpapku, B coHe-
tax Illekcnupa u B TBOopuecTBe MoHTase. Punocockoe U MOITHYECKOE
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B ctuxax Illekcnupa, oOieyenoBeyeckoe U MOITUIECKOE B 033U MoHTae.
['ymanuctruueckoe oTHouieHue K yenoBeky Lllekcnupa u Tocka no rymMmaHHbIM
B3aMMOOTHOIIICHUSIM B TBOpUeCcTBE MOHTAaJIE.

[Ilexcrup HAXOUT PaKypC COCTUHEHUS JIMYHOW MHIUBUIYATLHOCTH U
BCEOOILIETO CMbICTIA, 3HAYMMOT0 i1 BceX. OH He cTaBuJI cebe LeNblo CO3/1aTh
HOBOE, HO BCer/ia ObLJI HOBATOPOM, CUHTE3UPYs U 0000111ast mpeablayIee hc-
KYCCTBO.

Ha ypoBHe mostuku B ctuxax lllekcrupa mOCTOSIHHO HaOromaeTCs
HaIpaBJICHHOCTb MBICIU HE B CTOPOHY YCWJICHHS CyOBEKTUBHOCTH, 8 UMEHHO
B CTOPOHY 00001IeHHs. YHUBEPCATBHOCTh U KIIACCUYHOCTh BBIPAXKEHUS OKa-
3a]IUCh PE3YJbTATOM IMOITUYECKOTO COBEPIICHCTBA. Benukuil aHriauiickui
MO3T HAXOAUT PaKypC COCAMHEHUS JTUYHON UHIMBUIYATHHOCTH U BCEOOIIETO
CMBICIIa, 3HAYUMOTO JJIsI BCEX.

Crporas crpykrypa cruxa lllexcriupa u cBoOOIHAs CTPYKTypa — Bep-
mbp —y T. C. Dnmuora u Monraie. T. C. DnuoT 061a1a1 MOBBIIIEHHONW BOC-
MPUUMYHUBOCTBIO K CMBICIY F€HHAIBHOTO TeKCTa. OH HE TOJBKO YUWJICA Y
JIPYTUX MO3TOB, HO U (PUKCUPOBAT B CBOMX CTAThsX, YEM UMEHHO OH 00s3aH
TOMY WJIM MHOMY MOATy. MOHTajsie BOCHIPUHUMAET AHTJIMICKYIO TPAIHIIUIO
HEIMOCPEACTBEHHO U Yepe3 MPU3MY BOCIPUATHS DIUOTA.

Ekaterina V. Feigina
MONTALE AND SHAKESPEARE

Eugenio Montale was a famous Italian poet, a Nobel Prize laureate of
1975. He translated some of Shakespeare’s sonnets into Italian. In this report
Shakespeare’s influence on Montale’s poetic work and the interaction be-
tween the Petrarchan and Spenserian sonnet forms are being analysed. Shake-
speare’s sonnets were an eye-opener for Montale, due to their visual everyday
detail that did not prevent them from having an universal appeal. The theme
of Time had different expressions in the two poets’ lyric. T. S. Eliot per-
ceived Shakespeare’s verse in a special way, and the objective correlate the-
ory was important in Montale’s understanding of the English texts. The Be-
loved as treated across cultures — by Petrarch, Shakespeare, and Montale.
Philosophy and poetry in Shakespeare’s verses, the universal and the poetic
in Montale’s poetry. Shakespeare’s humane attitude to human beings, and
Montale’s yearning for the humaneness.

Shakespeare was an expert in bringing out through individual dramas,
the common sense of life. He never aimed at being innovative, yet constantly
was an innovator that synthesizes and generalizes the antecedent art.
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On the level of poetics Shakespeare always shows a tendency to in-
creasing objectivity rather than concreteness. The universal appeal resulted
from artistic mastery. The great English poet struck a perfect balance of per-
sonal identity and universal sense, most significant for everybody.

Shakespeare’s verse is metrical and disciplined. Eliot and Montale fa-
vored vers libre. T. S. Eliot was also extremely receptive to the essence of the
master’s text. He did not only learn from other poets, but also made acknowl-
edgements to these in his critical essays. Quite often Montale’s view of the
classics seems to have been shaped by reading Eliot.

_ B. C. Dnoposa
NPAMATHYECKHUMU JTUAJOI' B «COHETAX» HHIEKCIIUPA

Jnsa Hlexcniupa-nupuka, kak u ais Llekcrimpa-npamarypra, xapakrep-
Ha MOCTOSIHHAsI OPUEHTALMsI HAa BOCIIPUHUMAIOILYIO ayauTopuio. OHaKko ay-
autopusi «COHETOB», B OTIMYME OT TE€ATPAJIbHOM MyOJIMKH, MPEIEIBbHO CY-
’KE€Ha, MHOT'/Ia BIUIOTh 10 OJHOro uenoBeka. Aapecat « COHETOB» BBICTYIMAET
Ccpa3y B JABYX MIIOCTACSX: KaK pEaIbHBIM YHUTATENIb, KOTOPOTO UMEET B BUIY
[IIexcrup, U KaKk MEPCOHAX — OJHO M3 LEHTPAJIBHBIX JEHCTBYIOMMX JHLl. Ta-
KM 00pa3oM, B «CoHeTax» BO3HHMKAET JBOMHOM AMAJIOT: aBTOP-YUTATENb U
JMPUYECKHAN repor-apecaT. ITOT THAIOT HECET KOJOCCAIBbHBIN ApamMaThye-
CKUU 3apsj Onaroaaps NOCTOSHHON aKTUBHOCTH TOW ayIUTOPHUH, PAaHd KOTO-
pOM cO3/1aeTCA.

Valeria S. Florova
DRAMATIC DIALOGUE IN SHAKESPEARE’S SONNETS

Shakespeare the poet is just as intent on his audience as Shakespeare
the dramatist is. Unlike theatrical public, however, the audience of the Son-
nets is extremely narrowed, sometimes reduced to a single person. The ad-
dressee of the Sonnets acts in two roles at once: he is the real reader whom
Shakespeare means while composing the poems, and he is the imagined char-
acter too — one of the dramatis personae of Shakespeare’s lyrical poetry.
Then there 1s a double dialogue in the Sonnets: one going on between the au-
thor and the reader, and another, between the speaker and the addressee. This
dialogue bears an enormous dramatic impulse, due to constant activity of that
audience for the sake of which it is created.
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T. I'. Yecnoxosa
METAMOP®O3bI IO TUYECKOI'O UAEAJIA
B COHETAX Y. HIEKCIIUPA U B JIUPUKE A. BJIOKA

Tema «binok u lllekcnupy» He pa3 MpUBJICKAIa BHUMAaHUE UCCIIEA0BATE-
Jied, OTMETUBIIMX Haubojee BaKHbIE €€ acheKThl. «[amieToBckuil mMud»
paHHel upuku bioka ' MakOGETOBCKME MOTHUBBI «ITy3bIped 3eMJINY», TOKJIO-
HEHUE «BJIIAKHOMY» 00pa3y Jle3/1IeMOHbBI U 3aBOPOKEHHOCTh Tepe]] JEMOHU-
YEeCKOM TEeHBIO Oopy4HKa SIro — BOT JIMIIIb HEMHOTHUE CBUACTENIbCTBA TITyOUH-
HBIX CBsI3€M TBOpuecTBa A. biloka ¢ HaciIearueM aHIIMICKOTo ApaMaTypra.

B oTeduecTBEHHOM JIHUTEPATYPOBEICHUM HET HEJOCTATKA B IOIBITKAX
00bsicHeHHs] TO100HOTO (heHOMeHa. B OCHOBE CKPBITBHIX M SBHBIX aJUTFO3UIA,
oobenunstomux [llekcriupa u brnoka, nexur, mo maenuto . C. Ilpuxonapko,
«MEepeKInYKa 310X, UX THUIOJOTMYECKOE CXOJCTBO: MEPEIOM, HECTaOMIIb-
HOCTb, UCUEPIIAHHOCTh MPUHATHIX (POPM KU3HU, KPUZHUCH» U «KPYUIECHUE TY-
MaHu3Ma». OJHAKO CO3HAaHWE Kpu3nca HakiaapiBaetcs y bioka m y Ilek-
CIupa Ha OCTPYIO MOTPEOHOCTh B Obimuu Ujeana, BOIUIONIEHHOTO B KOHKPET-
HO-0C513a€MY10, CHMBOJIMYECKH-3HAYUMYIO (pOpMY.

3agava UCCIEA0BaHUS — BBISIBUTh TUIIOJIOTHIO COBNAJECHUN U PA3IUUHil
B COJIEP)KaHHUH U CTIOCO0axX BOIUIONICHUS JTUPUUYECKOTO Hjealia Ha MaTepuaie
nod3uun Y. llekcnupa u A. biioka. ABTOp J0KiIaia paccMaTpUBaeT pooiemMy
COOTHOIICHHS] MHIUBUIYAIBHOTO U OOIIIET0 B CTPYKTYpPE JIMPUUECKOTO HJIea-
Ja meKcnupoBcKkuX «COHETOB» B COMOCTaBIEHUHU C JIUpUKON A. bioka. Oco-
00e BHUMaHUE yJeseTcss aHau3y (YHKIHMA AJIEMEHTOB MPEAIIeCTBYIOMEH
TPaJAWINN B WHIWUBUIYATIbHOM TOSTHYECKOM KOHTEKcTe. JlemaeTrcss oOmiwmii
BBIBOJI O PA3JIMYMH BHYTPEHHEUW CTPYKTYPBI ITIO3TUUECKOrO Heana U CXOACT-
BE€ €ro AMHAMUKHU B JIUpUUYecKuXx «yHuBepcymax» lllekcnupa u bioka, BbIsB-
JISTFOTCS TIEPEKIIMYKHU B CIIOCO0aX BOTUIOIICHUS Hjleajia ¢ IOMOIIBIO TPAIUITH-
OHHBIX MOTHBOB M 00pa3oB.

Tatyana G. Chesnokova
THE METAMORPHOSES OF POETIC IDEAL
IN SHAKESPEARE’S SONNETS AND A. BLOK’S LYRICAL WORKS

The topic «Blok and Shakespeare» has many times attracted the atten-
tion of literary critics, who detected its most important aspects. The «Hamlet
myth» of Blok’s early lyrics, and the Macbeth’s motifs of «bubbles of the
earthy, the adoration of the «moist» image of Desdemona and the strange
conjuring of the daemonic shadow of Iago — these are but a few signs of deep
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connections between the creative works of the Russian poet and the heritage
of the English dramatist.

There is no lack of attempts to explain this phenomenon in the Russian
literary criticism. The root of hidden and overt allusions connecting Blok and
Shakespeare lies, according to 1. S. Prikhod’ko, in “the epochs having some-
thing in common, their typological likeness: sudden change, instability, ex-
haustion of the adopted forms of life, crisis” and “downfall of humanism”.
Yet a sober realization of crisis coexists in both Shakespeare’s and Blok’s
works with a keen longing for an ideal embodied in explicitly conceived and
symbolically meaningful forms.

The task of the present analysis is to reveal the typology of similarities
and differences in content and ways of construction of a lyrical ideal in
Shakespeare’s and Blok’s poetry. The author of the report considers the prob-
lem of correlation between the general and the individual in the structure of
the lyrical ideal in Shakespeare’s Sonnets in comparison to Blok’s lyrical
works. Special attention is given to the analysis of the functions of predeces-
sors in the individual poetic contexts. A general conclusion is made about the
difference in the inner structure of the poetic ideal, and closeness of its dy-
namics to lyrical «universes» of Shakespeare and Blok, some resemblances
between the two authors’ means of shaping their poetic ideals through tradi-
tional motifs and images are also underlined.

A. A. Hlapaxwans
KOMMEHTAPHU K «COHETAM» Y. IIEKCITUPA

B nocnennue necatunerusa unrepec k «Coneram» lllexcnmpa co cro-
POHBI UCCIIEIOBATENECH, NEPEBOAUUKOB U YUTaTele CWiIbHO Bo3poc. Ilos-
BUJICS PAJI HOBBIX ITOJIHBIX IEPEBOJOB 3TOM KHUTH U MHOKECTBO NIEPEBOJOB
OTJEJIBHBIX COHETOB. JlOTIOJHUTENBHBIM CTHUMYJIOM JUISI TAKOTO BHUMAaHMS
aBisieTcst npubmkaromasics nara — 400-meTue mnepBoro OmyOJIMKOBaHMS
«ConetoBy Ha s3bike opuruHaia (1609 r.).

B noBo#l kHure «Y. Ilekcrup. Conersl. IlepeBox M KOMMEHTapuid
A. apakimansy» nyOauKyercs OOIIMPHBIA KOMMEHTApHUM K IIEKCIUPOBCKO-
My COHETHOMY CBOJY, BBIIIOJIHEHHBIM B JAyX€ M C YYETOM KOMMEHTAPHUEB,
CYIIECTBYIOIIUX B AHIVIOA3BIYHOW HIEKCIMPOBEAUYECKOM JIMTEPATYpE, OCO-
o6enno xkomMeHTtapus . b. OBanca (B kuure The New Cambridge Shake-
speare: The Sonnets. Cambridge University Press, 1996).

3a mpoluleaIue YeThlpe BeKa aHIVIMWCKUI JUTEPATyPHBIN A3BIK U3Me-
HWICSI B OTPOMHOM cTeNeHH. J[JIsi COBPEMEHHOIO YMTATEeNs M IEPEBOJUMKA
0COOYI0 TPYAHOCTh COCTaBIIIIOT MHOTOUMCIIEHHBIE Cily4yau, KOIJa CJIoBa,
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IIPUCYTCTBYIOIIME B COCTABE COBPEMEHHOIO fA3bIKA, B sA3bIKE droxu lllexcnu-
pa (1, KoHKpeTHO, Y camoro Illekcrninpa) MOTrfiM UMETh MHOW CIIEKTp 3HaYe-
HUW U MHYIO CTWIMCTUYECKYIO OKpacKy. I1o 3Toi nmpudmHe TEKCT naMsTHUKA
IIPECTABIISAETCS BO MHOI'OM TEMHBIM U MOPOXKIAET MHOXKECTBO TOJIKOBAaHUM,
B TOM UYHCJIE€ COBEPIIEHHO OIMOOYHBIX.

3ajaya 1aHHOTO KOMMEHTapHsi B TOM, YTOObI MPEOA0JIETh 3Ty JUCTaH-
IIUIO, PACKPBITh TEKCT Ay unutarens. [loMuMo moapoOHBIX yKa3zaHUM OTHO-
CUTEJIBHO CMBICJIOBOIO JIMania3oHa OTAEJIbHBIX CJIOB OpUTHHANA, IPUBOIUTCS
IPOYTEHUE 3aTPYAHUTEIBHBIX (pa3 U NPEUIOKEHHUM, a TaKkKe 3aMeyaHMs
CTUJIMCTUYECKOr0 Xapakrepa. Ha 3TOW OCHOBE MCTOJKOBBIBAIOTCS MHOI'HE
o0Opas3bl IPOU3BEACHHUS.

KoMMeHTapuii TuIIHUI pa3 cBUAETENbCTBYET O Bennuuu lllexcnimpa
KaK MacTepa ¥ TBOPLA JIUTEPaTypHOro si3blka. DakTUYECKUN MaTepual KOM-
MEHTapusi MOKET ObITh HMCIOJIb30BaH IJIsi MCCIEIOBAHUNA IO CTUIIMCTHKE,
ocobeHHo MeTtadopusmy nossuu lekcnupa.

Alexandre A. Sharakshane
A COMMENTARY ON SHAKESPEARE’S SONNETS

The recent decades have witnessed a great influx of interest in Shake-
speare’s Sonnets on part of Russian scholars, translators, and reading public.
Several new complete translations and a multitude of translations of separate
sonnets have been published. This interest is further enhanced by the immi-
nent 400™ anniversary of the first publication of the Sonnets in England
(1609).

Our new book” contains an extensive commentary on the Sonnets made
by A. Sharakshane in the manner of and with regard to the commentaries and
annotations to the text that exist in English, especially the annotation by
G. B. Evans (in: The New Cambridge Shakespeare: The Sonnets. Cambridge
University Press, 1996).

Over the past four centuries the literary English language has under-
gone dramatic changes. Of special difficulty for today’s readers and transla-
tors are numerous cases when particular lexical units existing in modern Eng-
lish seem familiar, while their usage by Shakespeare’s contemporaries (and,
certainly, by Shakespeare himself) was very different semantically and/or
stylistically. This linguistic gap makes the text of the Sonmnets an obscure
reading and gives birth to wayward interpretations.

* Illexcrup V. Conersl. IlepeBon u kommenTapuii A. Illapakmans. — 6/u, 2008.
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The objective of the Commentary is to bridge this gap, and reveal the
text to the reader. Apart from detailed comments on the primary and secon-
dary meanings of particular words, it includes the rendering of difficult
phrases and sentences as well as stylistic notes. On this basis, interpretations
of many metaphors and poetic images are suggested.

The commentary provides, yet another time, evidence of Shakespeare’s
greatness as master and creator of the English language. The factual findings
in the Commentary can be further used in research on Shakespearean style
and metaphor.

T. B. Illseyosa
INEKCIIUPOBCKHUI KOHTEKCT
TBOPUYECTBA U. C. TYPTEHEBA

KoHTekcT, Oyayun MOHATHEM, UMEIOIINM I'€TEPOr€HHYIO KapTUHY TOJI-
KOBAHUM y pa3HBIX MCCIEN0BATENEN, HA CETOAHAIIHUN ACHD SIBISAETCA OJHUM
U3 CaMbIX MAaJOW3y4YE€HHBIX B JHUTEpPaTypoBeleHUU. KOHTEKCT IO3BOMISET
ONMCaTh yCJIOBHUSA JJIsI KOHTAKTa aBTOPOB, Yb€ TBOPYECTBO B XPOHOJIOTMYE-
CKOM M CTaJIHAJIbBHOM OTHOLIEHHWH OCHOBATEJIBHO PA3HECEHO, AKTYaJIU3UPyET
IPUCYTCTBHE KAaKOI0-JTMOO KOMIIOHEHTa B IMpeJenax TBOpPYECTBA MHUCATEI.
TpaauIMOHHO KOHTEKCT PAaCCMATPHUBAIOT KaK TO, YTO HAXOAUTCA 3a Ipene-
JIaMU TEKCTa.

B Poccnn na npotsxennn XVIII-XIX BB. cioxuiiace onpenesieHHas
cucrema cMbIcIoB npu Bocupustun tpareauu lexkcnupa «'amner». Hpyru-
MH CIIOBaMHM, IPOU3BEIACHNUE AHIJIMKUCKOTO ApamaTypra Iojy4ajao OTKIMK B
PYCCKOW KyJBTYpHOU cpeje, OpOPMUBIIUNICSI B OUYEBUIHBIN 3aJaHHBIN KOH-
TtekcT. U. C. Typrenes, co3znaBas cBoero «pycckoro» I'amnera B 40-e roasl
XIX Beka, pearupoBaj Ha WU3BECTHBIE pPEAIMM, IOCTUIal LIEKCIIUPOBCKYIO
IIbECY, U TEM CaMbIM HEUYTO MEHSJ B CIIOKUBILIEHUCS UEPAPXUU CMBICIOB, MO-
muuuupys npuBbIYHOE mnpezcTaBieHue o npuHue Harckowm. lllexcnupos-
CKMI KOHTEKCT TBOpUeCTBa TypreHeBa — MPOCTPAHCTBO CO3UIATEIBHOM aK-
THBHOCTH aBTOpA.

[IpeanonaraeM OCMBICIUTH POOIEMY T'paHUI] HIEKCIIUPOBCKOTO KOH-
TeKcTa, Bornpoc o cyrtu HoBatopctBa U. C. TypreneBa, KOoTopoe, Ha Halll
B3IJIsAI, COCTOMT KakK pa3 B UBMEHEHHUH LIEKCIIMPOBCKOr0 KOHTEKCTa. Jlomyc-
KAa€M MBICJIb, YTO KOHTEKCT HE TOJIBKO TO, YTO 33JaHO, CIOKHUIIOCh HCTOpUYE-
CKH, HO U TO, 4TO TBOPUTCSA aBTOPOM, HEKasl CTPYKTypa, KOTOpas MpeauIeCT-
BYET CO3JAHUIO Ipou3BeAcHUsA. V3 M3BECTHOIO HCTOPUKO-IUTEPATYPHOIO
KOHTEKCTa IUcaTelb BIOMpPAET OJIN3KOE U MOHITHOE €ro COOCTBEHHOMY CO3-
HaHUIO U NPUKIAABIBAECT YCUIUS MO CO3AAHMIO CYOBEKTHMBHOIO KOHTEKCTA.
M3MeHeHre KOHTEKCTa BICYET NOSBICHUE XYA0KECTBEHHOIO IIPOU3BEICHHUS.
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Tatiana V. Shvetsova
SHAKESPEARE’S CONTEXT
IN L. S. TURGENEV’S WORKS

Context as a notion, which has a heterogeneous nature in research and
interpretation, is at present one of the most little-studied in literary criticism.
However, context studies highlight analyses of such author interrelations as
would be ignored in chronological and period comparative research, since
this method proceeds from the presence of a certain component within the
writer’s creative output. Traditionally the context is considered to be some-
thing outside the text.

In Russia during the 18"-19™ centuries a certain system of meanings
was formed regarding the perception of Shakespeare’s Hamlet. In other
words, the work of the English playwright used to receive a response in the
Russian cultural environment, which was gradually fitted into an obvious
given context. While developing his Russian Hamlets in the 1840s, 1. S. Tur-
genev responded to familiar realities, and when he studied the Shakespeare’s
play, he necessarily changed something in the established hierarchy of mean-
ings and modified the accepted notions concerning the prince of Denmark.

The Shakespeare context in Turgenev’s work is an essential part of the
Russian author’s work. We intend to clarify the problem of the borders of
Shakespeare’s context, a question about the essence of Turgenev innovations,
which, in our mind, lies exactly in the changes he makes to Shakespeare’s
context. We admit that the context is not just something historically estab-
lished, but also a thing to be re-created by another author, a structure preced-
ing his creative work. From existing historical and literary contexts, the
writer selects something close to his own worldview, and works to create a
new personal context. This changing of contexts gives birth to a new literary
work.

I'. H. lllenocyposa
MOTHB YMEPIIEN U BO3POKJIEHHOM )KEHBI
Y EBPUIINJIA U IEKCIINPA:
«AJIKECTA» U «(SUMHSISA CKA3KA»

@ONBKIOPHBIE MCTOKM MOTHBA yMeEpIIEed U BO3POKIACHHOU >KEHBI.
brnwxaiiimme nutepaTypHble UCTOYHUKM JaHHOTO CrokeTa il EBpunupa u
[excnupa. MaTepnpeTanus MUPUIECKOTO CIOKETa aHTUYHBIM JpaMaTyproM
B CTOPOHY ero apxauzanuu. CMenieHrue OCHOBHOTO aKI[EHTa Ha LIEHTpaIbHbIE
KEHCKUE TMEePCOHaXH y 00oux aBTOpoB. Ponb Ankectsl U ['epMHOHBI B pa3-
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BUTHHM OCHOBHOTO KoHumkTa. [Ipupona >xepTBeHHOCTH repouHb EBpumnuia
u Illexcnupa. J1oOpOBOIBLHOCTE/BBIHYKIEHHOCTh, aKTUBHOCTH/TTACCUBHOCT,
PalMOHAIBHOCTH/3MOLMOHANIBHOCTh KaK KPUTEPUM OLIEHKH HMX MOCTYIIKOB.
Lenp u cmbicn xepTBol 0 EBpunuay u llexkcnupy. 3HaueHre BbIBEAEHUS HA
ciieHy oOpasa ctaTyu 000MMH aBTOPAMHU.

Galina N. Shelogurova

THE MOTIF OF DECEASED AND REVIVED WIFE IN EURIPIDES'S
ALCESTIS AND SHAKESPEARE’S WINTER’S TALE

Folklore sources of the story about a wife who dies and is revived. The
most likely sources that Euripides and Shakespeare had. The Greek dramatist
made the story sound more archaic. Both playwrights foregrounded the hero-
ines. Alcestis and Hermione have important functions in the central plot de-
velopment, and both are ready to sacrifice themselves. Their actions can be
analysed if we consider whether or not they are voluntary or forced, active or
passive, rational or spontaneous. The purpose of sacrifice according to Eurip-
ides and Shakespeare. The meaning why the authors put the image of statue
on the stage.
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Cnucok aBTOpOB

AbuioBa @upy3a AOyTaandoBHA, KaHOUOAM PUNONOSUYECKUX HAYK,
ooyenm Kageopwl 3apybedicroll aumepamypsl [lacecmanckoeo 20CyHusepcu-
mema.

AxumoB JpHect BopucoBu4, xanouoam gunonocuveckux Hayx, 0o-
yenm Kagheopwl 3apy0OedCcHOl JUmepamypsbl U MeHCKYIbMYPHOU KOMMYHUKA-
yuu Jluneeucmuueckozo ynusepcumema um. H. A. JJooponio6osa.

BapromeBuu Auekceii BagumMoBu4, Ookmop uckyccmeogeoenus,
npogeccop, 3acnyxiceHHvlli desamenb HAYKU, 3aeedyioujull Kageopou 3apy-
bescnoco uckyccmea Poccutickou akademuu meampanbHO20 UCKYCCMEd
(ITUTHUC), 3asedyrouuti omoenom co8pemeHH020 3anadnoco uckyccmea I o-
Cy0apcmeeHH020 UHCIUMYMAa UCKYCCMBO3IHAHUSL.

BoakoBa AnHa I'eHHaabeBHA, acnupaum kagheopvl ucmopuu 3apy-
besrcHot umepamypul Mocko8cko2o e0cyoapcmeenHno2o yHugepcumema um.
M. B. Jlomonocosa.

Iaiinnn bopuc HukonaeBu4, cmapwuii Hayunviii compyoHux M-
cmumyma @QyHOAMEHMANbHbIX U NPUKIAOHLIX ucciedosanuti Mockogckoeo
2YMAHUMAPHO20 YHUBEpCUmMemd.

TopoynoB Amnapeii HukonaeBu4, 0okmop ¢uionocuueckux Hayk,
npogeccop kagedpvr ucmopuu 3apyoedxcrot aumepamypsl Mockosckozo 2o-
cyoapcmeenno2o ynugepcumema um. M. B. Jlomonocosa.

I'opOynoBa Anna BsiuecsiaBOBHA, acnupaum Kageopvl 8CeMUpHOU
numepamypvl Mockoecko2o nedazo2uuecko2o 20cy0apCmeeHH020 YHUBEPCU-
mema.

Enudgépoa Mapus BuraabeBHa, kanouoam @uioniocuueckux Hayk,
npenooasamenv Kageopsl cpasHumenvHou ucmopuu aumepamyp Poccuticko-
20 20CYy0apCcmeenHo20 2yMaHUmMapHo20 YHugepcumemad.

3axapoB Huxkoaaii BaragumupoBu4, ookmop gurocoguu, kanouoam
@unonocuueckux Hayk, sam. oupekmopa Mucmumyma (yHOAGMEHMATbHBIX U
NPUKAAOHBIX uccaedosanuti Mockoecko2o ymanumapHo2o ynueepcumema.

Nmyk-®aneea Huna UBaHOBHA, 0okmop @uionocuueckux Hayk,
@unonoeuueckuil paxynromem Teepckozo eocyoapcmeenno2o yHugepcumema.

Kuzuma Mapuna IlpoxkodbeBHa, dokmop ¢unonocuveckux Hayk,
npogeccop kagheopvl muposou aumepamypuvl u Kyiemypsl Mockockoeo 2o-
CYyOapcmeeHH020 UHCIMUMYmMa MedCcOYHApOOHbIX OMHOUleHUll (YHusepcume-
ma) MUJ[ PD.

KocTuxoBa Mapuena (Marcela Kostihova), dokmop gunocoguu, ac-
coyuamusuvlii. npogheccop Kageopvl aHIULCKO20 A3bIKA YHusepcumema
Xomnatin (Hamline University).
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JlutBuHoBa Mapuna JIMuTpueBHa, 0OKMOp Quionocudeckux Hayk,
npogeccuoHatvbHblil nepesoodux u npenodasamens Mockoeckoeo eocyoap-
CMBEeHHO20 TUH28UCTNUYECK020 YHugepcumema um. Mopuca Topesa.

JlykoB Baagumup AHapeeBUY, 00KmMop hunoiocuueckux HayK, npo-
geccop, pykogooumens Llenmpa meopuu u ucmopuu Kyiomypul Uncmumyma
@DYHOAMEHMATLHBIX U NPUKTAOHBIX uccaedosanuti Mockoeckoeo eymanumap-
HO20 yHUBepcumema.

Maxkapos Baagumup CepreeBuyu, xanoudam ¢hunionrocuueckux Hayx,
ooyenm Kageopwvl anenutickoz2o Asvika Kazanckozo 2ocyoapcmeennozo yHu-
gepcumema.

MakypenkoBa CBeTjiaHA AJIEeKCAHAPOBHA, OOKMOp ¢hunonocuye-
CKUX HAYK.

Mukenanze Hataabsi dayapaoBHa, 0okmop Quioniocuieckux Hayk,
KaHOUuOam ucKyccmeogeoeHus, npogeccop kageopvi 3apy0ericHoll HeypHaIU-
cmuxy u iumepamypul paxyromema sxcypHanrucmuxku Mockoeckoeo eocyoap-
cmeenHozo yHusepcumema um. M. B. Jlomonocoea

Muxymesuu Baagumup bopucoBuy, nosm, nepesoouux ¢ nemeyko-
20, AH2IUUCKO20, (DPAHYY3CKO20, UMANLAHCKO20, CAHCKPUMA.

Mucounuk CBeriana MuxaisioBHA, KaHOuoam @uionocuyeckux
Hayk, oupekmop myzes-3anogeonuxa A. A. broka.

HuxkonaeB Bagum JlanunoBud, nepegoouux.

Opunkuii FOpuii bopucoBu4, doxmop ¢hunonocuueckux nayx, npo-
geccop Poccuiickoeo 20cyo0apcmeenno2o 2yMaHumapHo20 YHueepcumemad,
2NIaBHbIU Peo0aKmop UHGOPMAYUOHHO20 U30AHUS «Becmuux 2ymanumapHoll
HAyKu».

IlepBymuna Ejena AJjekcaHApoOBHA, xaHouoam @uioiocudeckKux
Hayk, npogheccop Kagheopwvl pyccKo2o A3blKA KAK UHOCMpaHHo20 Uncmumyma
PYCCKO20 A3bIKa U 1umepamypul /1aibHe80CmouH020 20Cy0apCmeeHHO20 YHU-
gepcumema.

IMemikoB Urops BanenTuHoBUY, xanouoam ¢huionocuueckux Hayk,
2/1ABHbLU pedakmop uzoamenvcmea «Jlabupurnmy.

Honuasckuii Buranuii PomanoBu4, kanouoam gpunonocuveckux Ha-
VK, pedxcuccep meampa-cmyouu Mockosckozo 20po0cKk020 ooma ydumens
«l opuszonmy, nepesoouUK-ueKcnuposeo.

Ipuxoabko Upuna CrenaHoBHA, 00KmMop puionocuieckux Hayx, e-
oywuti Hayunviii compyonux UMJIU PAH, npogeccop Mockosckoco 2ocy-
oapcmeenno2o cymanumaprnozo ynusepcumema um. M. A. [llonoxosa.

PatHuxkoB Kupuian BaaauMupoBu4, ooyenm Kagheopwvl HcypHaiu-
cmuxu Yenabunckoeo 2ocyoapcmeenHo2o yHugepcumema.

Poratun Baaaumup AHaTobeBMY, KaHOUOAm nedazo2uiyecKux Ha-
VK, cm. npenodasamensd Psazanckoeo 2ocyoapcmeenHo2o yHugepcumema um.
C. A. Ecenuna.

PanosnoBa BajieHTHHA AJIEeKCAHAPOBHA, 0OKMOP UCKYCCMBO3ZHAHUS
Kageopa meopuu npenodasanus uHOCMpauHvix A3bIKO8 Qaxyivmema UHO-
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CMPAHHBIX A3bIKO8 U pecuoHogedeHuss Mockoscko2o 20cyoapcmeeH 020 YHU-
eepcumema um. M. B. Jlomonocosa.

CvmupnoBa HaTtanbsi AHATOJILEBHA, OOKMOpP (DUION02UYECKUX HAYK,
npogheccop kaghedpvl ucmopuu 3apybesxcrou aumepamypsl Kabapourno-
bankapckoeo ecocyoapcmeennozo ynusepcumema.

Coxyp TI'anmna AJsiekceeBHa, KaHOuoam @HuioI02u4ecKux Hayk, 0o-
yeum Poccuticko2o 2ocyoapcmeenHno20 2yMaHumapHo20 YyHugepcumemad.

CrenanoB Cepreii AHATOJILeBUY, KaHOUOAmM TEXHUYECKUX HAYK, 00-
yenm Poccutickoeo eocyoapcmeenno2o nedazo2uiecko20 YHusepcumema um.

A. U. I'epyena, unen Coroza nucameneti Cankm-Ilemepbypea, nepesoouux.

Temkuna, 'asmna MatBeeBHa, yuumens aneauiiCKo2o A3bIKA U aHe-
aulckou iumepamypol cumnasuu Ne 24 2. Kanyeu.

YmakoBa AJjiekcanapa HwukogaeBHa, xanouoam guionocuyeckux
HayK, cmapuiuti npenodasameiib Kageopul hunonocuu u sxcyprarucmuxu HD
VPAO.

®eiiruna Exarepuna BuranbeBHa, kanouoam ¢hunonozuueckux na-
VK, cm. npenooasamenb Kagheopvl ucmopuu 3apyoesicrou aumepamypuvt Moc-
KOBCK020 20cyoapcmeeHno2o yHusepcumema um. M. B. Jlomonocosa.

daoposa Basiepusi CepreeBHa, xanouoam puiocogpckux Hayx, 00-
yeum kageopwvl gunocogpuu Mockosckoeo 2ocyoapcmeenno2o 2ymanumap-
Ho2o yHusepcumema um. M. A. lllonoxosa.

YecunorkoBa Tarbsina I'puropbeBHa, kanoudam @uioiocudeckKux Ha-
VK, 0oyenm, ooyeHm Kageopwvl pycckou u 3apybedxcuou aumepamypst Moc-
KOBCKO20 20pOOCKO20 Nedazo2uyecko20 YHugepcumemad.

lapakmand Ajgekcanap AO00BUY, KaHOuoam @u3UKo-Mamemamu-
YecKux Hayk, ooyenm, npenooasamenv MedxcOyHapoOoHoU wKoIbl OusHeca
npu POA um. I'. B. Ilnexanosa, unen corsza nepesoduuxos Poccuu.

IIBenoBa Tarbsina BacuabeBHa, xanouoam gunonocuueckux Hayx,
ooyenm Kageopvl meopuu u ucmopuu aumepamypsvi CegepoosuHcKo2o Gu-
auana Ilomopckoeo eocyoapcmeennozo yuugepcumema um. M. B. Jlomonoco-
éa.

IlesorypoBa I'anmna HukonaeBHa, xanouoam gunonocuyeckux Ha-
VK, 0oyenm Poccutickozo npasocnagnozo ynugepcumema.
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