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3. b. Axumos
«Mepa 3a mepy» llexkcnnpa u «Meanbiii Bcaguuk» Ilymkuna

B o0oux mnpousBeNeHUSX AHAIEKTUYECKH CO/MPOTUBOMOCTABISIOTCS HE
TOJIBKO YeJioBeuecKasi U 00KEeCTBEHHAss MEPbl, HO U MEphI BJIACTU U MOJYUHEHUS,
3aKOHHOCTM M MWJIOCEPIUs, BEIUYUA M HHUYTOXKECTBA, PETYJSAPHOCTH U
ctuxuiiHocTu. 11 B «Mepe» u Bo «BcagHuke» BIaCTHOE Hayajao MPEJICTABICHO B
o0pase MOryuero >KeCTOKOTO JIECIOTa, 3aTEABIIEr0 OMACHBINA (C OHTOJIOTUYECKON U
COIIMATIbHOM TOYKHU 3pEHHs) SKCIEPUMEHT C ToAJaHHbIM emy (BeHckum wunu
Hesckum) mupom. On (Anmxeno, IleTp), cmoBHO AeMuypr, NbITaeTCs 3aKIIOYUTh
CTUXWMHOE HAyajo B CTPOTME PAMKH, TPAHUIBI, «3aKOHHYIO OTpaay» WU MeEpYy,
WJIM, TOBOpSI APYTHMMH CIIOBAMH, OH, CIIOBHO IUKTATOP, MBITAETCS €ro IJICHUTD,
apecToBarb, CTECHUThb, IMOJYUHUTH CcBoerM Bose. Ho mnpupona, BomHas wiu
YeJioBeueCKasi, MCTUT CaMOYBEPEHHOMY BJIACTUTENIO, 3a0bIBIIEMY HE TOJIBKO O
CBOEM CJa0OM YEeIOBEYECKOM €CTECTBE, HO U O UEJIOBEYHOCTH U MUIIOCEPIUH,
ATUX BAXKHEUIINX AOOPOAETENSIX XPUCTUAHCKOTO HAMECTHUKA (B CUMBOJIMYECKOU
MEPCIEKTUBE HEBAXHO, O0Xbero Wik 1apckoro). CTUXHHM, KaK BBISICHSETCS,
YCMHUPUTh HEBO3MOYKHO, XE€PTBAMH SKCIIEPUMEHTOB OKa3bIBAKOTCA CIIyYalHbIC
MOJIOJIbIE JIIOAU (KCTaTH, OJaropoJHBIX POJIOB, XOThb U HEOE3TpelIHble) U HX
HecocTosiBIIMecs: ceMbU. Ka3Hu moaBepraroTcst oHbie U Joosimue. OgHako OHU
Wi ux OJIM3KHE BO3MYIIAIOTCS TaKUM TOJIOKEHUEM Belleu, mporectytoT. OHu
YIPOXKAKOT BIACTUTENSIM, HO CHWJIbl MX CIHWIIKOM HEpPaBHbL. BO3MOXHO win
CMHUpPEHUE U CMEPTh, WJIM BMEMIATEIBCTBO U MOMOIb CHJIbHEHIINX. BOT KpaTkas
CXeMa MarucTpajbHOro croxera «Mepbl» u «BcagHuka». V3MeHUB Ha3BaHUE
«Mennbiii BcagHUK» Ha «Mepy 3a Mepy», Mbl MOMMEM, 4YTO WIEKCIUPOBCKOE
3arjiaBue BHICBEUHMBAET BAXKHBIC, HO HEOUEBUIHBIE CMBICIIbI TyITKMHCKON TTO3MBI.

Ernest B. Akimov
Shakespeare’s Measure for Measure and Pushkin’s The Bronze Horseman

The two texts treat the same oppositions of God’s and human measures, the
measure of power and subordination, law and mercy, grandeur and pettiness, order
and chaos. Angelo and Peter the Great — the representatives of authority start a
dangerous experiment with their (Vienna and Neva) milieus. They try to restrict,
limit chaos and anarchy to “blunt the natural edge”, “to enclose the element with
the lawful enclosure”, or in other words, to arrest ancient nature and make it
subordinate to their will. But Nature (as a water flow, or a human passion) brings
about revenge and punishes the proud governors, who have forgotten their human
status and two most important virtues — pity and mercy. Nature proves to be



uncontrolled; the victims of the governors’ are young lovers and their ruined
families. They try to revolt but their own fighting abilities are inadequate.
Applying Shakespeare’s title to Pushkin’s poem, we gain additional insights into
the deeper meaning of the latter.

A. C. Axumosa
«MBbI B KHHTe POKAa HA OJJHOM CTPOKEe»
(IHekcnuposckmii Tekct B pomade b. JI. Ilacrepnaka «/loxkTtop ’Kuaro»)

«amner, nmpunn Jarckuit» (1600-1601) V. lllekcniupa — nepBas nbeca, K
kotopoit b. JI. IlactepHak oOpaTuics, a ee riaaBHBIN repol CTaJl OJHUM M3 CaMBIX
3HAUYUTENBLHBIX 00Pa30B B €0 XY/10KECTBEHHOM CUCTEME.

C obpazom ['amnera u, mmupe, apamamu Illekcnupa, HemocpeacTBEHHO
cBs3aH poMaH «/loxktop XKusaro» (1956), paboty Hag koropeiM b. JI. [lactepnax
Havan 3uMou 1945-1946 romoB. DTo Takke BpeMs pabOThl HaJ TEPEBOJOM
«Maxb6eta» (BTopas yacTh «Jlokropa XKuBaro» Hamnucana Ha 000poTe Tpareanu B
€ro IMepeBoJie) W BO3BpalleHuss K Tpareauu o mnpuHie Jlatckom: deBpanem
1946 rona nmatupyeTcs mNepBOHAYaldbHAS pPEHAKIUA CTUXOTBOpeHus «[amieT,
KOTOPOE€ OTKpPBIBAET CEMHAJLUATYI0 4YacTh pomaHa «CrtuxorBopenus Opusd
JKuBaro», a Heckompko wMecsaueB cnycts b. JI. IlactepHak mnmmer crartbio
«3ameuanus k nepesogam lllexcriupa» (1946, 1956). HecMoTps Ha OTUETIMBYIO
B3aUMOCBs3b Tparenuu lllekcnupa, ee nmepeBoa, BeIMoJIHEHHOTO [lacTepHakom, u
pomana «Jloktop JKuBaro» Ha npoTsSKEHUU IECATUIICTUI KPUTHUKA paccMaTpuBaia
Tpuany «atop — IOpuii JKuBaro — l'amier) HCKIIOUMTENBHO B paMKax
ctuxoTBopeHust «['amiier». B TO Bpemsi kak COMOCTAaBIEHUE MPO3anYE€CKOW YacCTH
pomana c¢ apamoi Illekcnupa MOMOXKET OTBETUTH Ha BOMPOC, MOYeMy oOpa3s
npuHia Jlarckoro BaxkeH mis [lactepraka.

bnusku mpexae Bcero o00pas3pl TJIaBHBIX TE€POEB: B 3TOM  MOKHO
YAOCTOBEPUTHCA HA TMPHUMEPE AaHAIN3a I[OHITUA «CHJIa» B HPABCTBEHHOM,
¢dbunocopckoM ee MOHMMAHUU, B TO BpEeMsI KaK U Ha CIO)KETHOM YPOBHE MEXKIY
HUMH MHOTO 001ero. CooTHocsTcs ¢ reposimu Tpareauit [llekcnupa u xKeHCKue
oOpassl pomana (Jlapa u I'epTpyna), u BTopocTeneHHbie nepcoHaxu (I'opoH,
Hynopos u Pozenkpani, ['unbaeHcrepH).

HNuteprexcryanbHasa cBA3b Tpareauu Y. lllekcrimpa «l'ammer» U pomaHa
b. JI. [lactepnaka «Jloktop KuBaro» siBlieHa Ha 0oOpa3HOM M Ha MTPOOJIEMHO-
TEMAaTUYECKOM YPOBHE, YTO MO3BOJIsAEeT cKkazaTh: IOpuii )KuBaro — «oburtarenb
BPEMEHM», TBOPUYECKH MPEeoOpakeHHBIN BO BpeMeHu ['amieT, mepen KOTOPhIM €Tro
3MI0Xa CTAaBHUT MPEKHUE BOIMPOCHI: O pPOJM YEJIOBEKAa B UCTOPUU, O MPABE Ha
HAaCWINE, U MHJIOCEPINH.



Anna S. Akimova
“One Writ with Me in Sour Misfortune’s Book”: W. Shakespeare and
His Works in Novel Doctor Zhivago by B. Pasternak

Hamlet, Prince of Denmark (1600-1601) was the first play by
W. Shakespeare to be translated by B. L. Pasternak, and its hero became one of the
most important figures in his poetical system.

The novel Doctor Zhivago (1956) is directly connected with Hamlet and
Shakespeare's other dramas. B. L. Pasternak began to write it in the winter of
1945-1946, when he was translating Macbeth (the second part of Doctor Zhivago
was written on the back pages of the translation). In February, B. Pasternak wrote a
poem called Hamlet and a few months later, an article Remarks on Shakespeare's
Translations (1946, 1956). Except that throughout decades critics considered a
triad of “the author — Yuri Zhivago — Hamlet” only in the poem Hamlet. First of
all, characters are very close: it is possible to make sure of this by the example of
the analysis of concept “force” in the moral sense, while some other female
characters are similar (Lara — Gertrude), as well as some supporting characters
(Gordon, Dudorov — Rosencrantz, Guildenstern).

Intertextual links between Shakespeare’s tragedy Hamlet and Pasternak's
novel Doctor Zhivago should be considered on the figurative level, as well as the
problem and thematic ones. So, we can identify Yuri Zhivago as “the inhabitant of
time” and as Hamlet who was newly transported in time, in whose face his epoch
raises the eternal questions about the role of the individual in history, about the
choices between violence and mercy.

A. B. Bapmowiesuu
K crosieTnio Anekcanapa AdOpaMmoBru4a AHUKCTA

Anekcanap AOpamMoBUY AHUKCT ObUT OAHUM U3 TeX, HauuHaABIIUX B 30-¢€
roJibl MOJIOJIBIX WMHTEJIUTEHTOB, KOTOPBhIE CTPEMWJIUCh BO 4YTO Obl TO HU CTaJIO
BOCCTAHOBHUTH B MpaBaxX MNOHATHE T'yMaHU3Ma BOIPEKU JDKUBBIM CIEKYISLIHUAM
ATUM TMOHATHEM, KOTJa OHO OBUIO CHepBa BBITECHEHO W3 TYMaHUTApHOTO
JIEKCUKOHA, A TO03KE MOJYYUIO B COMPOBOKIAECHHUE PA3HOTO POJIa «YyTOUHSIOIIHE»
AMUTETHI, CTABUIIOCH HA CIYXKOY LIENISIM, IPsIMO €My MPOTHUBOIMOJIOKHBIM. AHHUKCT,
KaK ¥ APYTU€ JyUIIHe JIFOAU €r0 MOKOJICHUSI, HE TOJIBKO PacCyX Jajl O TyMaHHU3ME,
HO U CIIy’KWJI €My, cpaxkasucs 3a Hero. Ha none 6051 — oH Obu1 congatom Benukoit
OTeuecTBEeHHOM, B MyOIUIIMCTUYECKUX JAUCKYCCUSIX TOCICBOCHHBIX JIECSITUICTHH,
B Hayke. He ciydailHO TJIaBHBIMM NpEAMETaMH €r0 HCCIECAOBAHHMN CTAIN JBE
BEPIIMHBI E€BPONEHUCKON TryMaHuctuueckod Ttpaguunn — Illekcimp u T'ere.
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B nocnegnue roasl OH Hamucand HECKOJIBKO HpekpacHbIX KHUT O ['ere. Toukoii
CX0Jla IIEKCIUPOBEIYECKUX M3BICKAaHMM AHUKCTa cran «['ammery», BHyTpeHHUU
LEHTp ero paboT 0 HEMEUKOM Kiaccuke — «PaycT», Ba BEJIMYAUIINX U CAMBIX
TaWHCTBEHHBIX CO3JaHUs YEJIOBEYECKOTO TEHUS.

Ecnu BBICTaBUTH PSAOM Ha MOJIKAX BCE HANKMCAaHHbIE AHHMKCTOM KHUIH,
MOXHO IIOJyMaTb, YTO O3TO PE3yJbTAT MHOTOJETHUX TPYAOB LEJIOr0 HAy4HO-
HCCIIEI0BATEIBCKOTO NHCTUTYTA.

BpemeHHOI pa3max aHIVIMHUCKUX WTYAUd AHUKCTa MOPA3UTENeH — OT
«beoBynbda» 10 «OrISsHUCH BO THEBE», OT CPEIHEBEKOBOM MUCTEPUH [0
nocraHoBok lIurepa bpyka.

Ho npexne Bcero, koneuno, [lexcrmp.

B mekcnupoBeneHnn y AHHMKCTAa OBUIO MHOTO MpPEAIIECTBEHHUKOB H
CTapIIMX COBPEMEHHUKOB. HO HUKTO B pyCCKOM HayKe JO HEro HE CO3/1aBajl CTOJIb
BCEOOBEMIIIOIIETO MCCIEIOBAaHUS IIEKCIUPOBCKOTO TBOpuecTBa. Ero kHurm —
«TBopuectBo lllexcnupay (1963), «lllexcnup» B cepun K3JI (1964), «llekcnup.
Pemecno npamatypra» (1974), «llepBbie uznanus lekcriupay (1974), « Tparenus
[llexcnupa «"amner» (1986) BHepBbie B POCCUMCKOM IIEKCIMPOBEICHUMU JAIOT
YHUBEPCAIBHYI0 AHAIMTHYECKYIO KApPTHHY TBOPYECTBA AHIVIMMCKOIO KIIACCHUKA,
IIPU OTOM — KapTUHY, BBIITOJIHEHHYIO HA COBPEMEHHOM YPOBHE MHUPOBOW HAyKH.
MupoBo33peHue, NO3THKA U TEXHUKA ApaMarypra B UX CYIIHOCTH W HBOJIOLHM;
UCTOpPUS  TEPBBIX  U3aHMK W TpoOJieMbl  TEKCTOJIOTUH;  TBOPYECTBO
IIPEAIIECTBEHHUKOB M COBpeMEHHHMKOB lllexcrmpa; HCTOpUS BOCHPHUATHS €TO
MPOU3BEAECHUI — OT €ro COOCTBEHHOIO BPEMEHHW JI0 HalluX JHEH; cynpda
HIEKCIIMPOBCKUX TBOPEHHUM B PYCCKOW KylbType; uHTepnperanus [llekcnmpa Ha
CLIEHE, B KHHO, B HayKe — BOT HEIOJIHBIN MepeyeHb Mpo0eM, KOTOPbIE 3aHUMAIH
ydeHoro. Omnupasicbh Ha BCE€ CHEIAHHOE POCCUWCKMMH YYEHBIMH IIPEKHHAX
NECATUIETU, AHHUKCT OJIHUM W3 TEPBBIX, €CIU HE IMEPBbIM B OTECYECTBEHHOM
IIEKCITMPOBEICHUH OTBAXKUJICS — a B T€ TOJBI JUIsl 3TOrO HyKHa ObLIa OTBara —
caMbIM HIMPOKUM 00pa3oM NMPUMEHATH OIBIT 3aMaHON HayKH, METOJ0JIOTMUYECKHE
OTKPBITHS aHIJIO-aMEPUKAHCKOTO IIEKCIIUPOBEICHMUS.

I'panun Mexny «HMHTEpEcaMu HAYKW» U «30BAMH COBPEMEHHOCTH» A
AHMKCTa HE CyHIECTBOBaj0. B CBOMX akaleMHUYEeCKMX TPYyJAaX, B KPUTHYECKOU
NyOJIMIUCTUKE, TOJHOW TpakJaHCKOM CTPACTHOCTM M  COKPYLIUTEIBHOTO
OCTPOYMHS, HAKOHEL], B CaMOi CBOEH KW3HHU, B 00pbOE, KOTOPYIO OH BEJ MHOIO
JET, OH CIIE0BaJl YPOKaM, KOTOPbIE HAaXOIWJ B BEJIMKUX TBOPEHHSIX MHUPOBOTO
UCKYCCTBa. OHUMKIONEANYECKOE OOraTCTBO €ro MbICIH ObUIO 00ecIeueHo
30JI0TBIM 3aIlaCOM €r0 JIMYHOM HPAaBCTBEHHOCTH. EMy BepwiIM M Kak y4eHOMY, U
KaK 4EJIOBEKY.

Mygapen B NpOCBETUTENb, BOMH M JDKEHTIBMEH, KOTOPOMY OJIHMHAKOBO K
oy ObUIM cojAarcKkas IUlanl-MajaTka M MaHTUS IOYETHOro JOKTOpa Hayk,
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AHUKCT OpuHAIeKaT K TOW MNOIIMHHON 3JUTE POCCUUCKOW HWHTEIUIMICHIIUU,
KOTOpas B caMbleé CMYTHBIE BPEMEHA CMOTJIa COXPAHUTHh JOCTOMHCTBO HAaIlEu
KYJIBTYpBI.

Alexey V. Bartoshevich
Alexander Anikst’s Centenary

In the 1930s, Alexander Abramovich Anikst belonged to young intelligentsia
who strove to implant humanism, even though the historical time had at first
blatantly discarded this notion, and then framed it with modifiers that made the
whole quite the opposite of what humanism stands for. Like the best
representatives of his generation, Anikst did not pay lip service to humanism, but
was a true champion of this philosophy. He fought for humanism on battlefields in
World War II, and he continued so in the post-war scholarly debates. It was not by
chance that the primary interests of this writer were Shakespeare and Goethe, the
pinnacles of European humanism. In his last decades, Anikst wrote several
wonderful books on Goethe. His Shakespearean studies revolved around Hamlet,
and in Goethe’s heritage there was an equal attraction, Faust; both may be
regarded as the greatest and most mysterious achievements of human genius.

The complete body of Alexander Anikst works creates the impression that a
sizeable group of scholars are its authors.

Their historical range is equally impressive. Anikst wrote on Beowulf and
Look Back in Anger, he analyzed medieval mystery plays and the performance of
Peter Brooke.

But Shakespeare always came first.

Many writers had discussed Shakespeare, and Anikst’s contemporaries
contributed much to that body of research. But he was truly all-embracing. To
merely list the tiles of his books, Shakespeare’s Work (1963), Shakespeare (Life of
Outstanding Personalities series, 1964), The First Editions of Shakespeare (1974),
Shakespeare’s Craft as a Playwright (1986), Hamlet, the Tragedy by Shakespeare
(1986), we see that they present the English classic from various angles, and the
universal scope was performed basing on solid contemporary approaches. An
incomplete enumeration of the themes he investigated may include the following:
the essence of the dramatist’s life outlook as reflected in his poetics and method,
and their evolution; the earliest publications of his texts and editing problems;
reception of Shakespeare across history; the existence of his work in Russian
culture; Shakespeare performed on stage and film; and Shakespeare studies.
Proceeding from previous studies performed in Russia, Anikst was probably the
first Soviet scholar to make use of Western methods (not an easy step to take,
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considering the political atmosphere), to make British and U.S. achievements
known to the Russian reader.

Anikst never juxtaposed scholarly interests and modern challenges. In his
research works and publicist articles he was a true citizen, passionate and witty in
his judgment. He launched an incessant fight, enhancing the lessons learnt from
great artists of the world. The encyclopedic wealth of his mind was enriched by the
treasures of his high morality. People could not but rely on him as a scholar and as
a private person.

A sage enlightener, a warrior and a gentleman, he was equally at ease
wearing an army cape-tent or a professor’s gown. Despite time challenges, Anikst
and the other best representatives of intelligentsia of his period were able to keep
up the dignity of our culture.

b. H. I'anioun
benunckmii kak mekcnuposen 1 XXI Beka*

Ecnmu tutynom mepBoro mekcnupoega Poccuy 3adacTyr0 HarpakaaroT
A. C. Ilymikuna, To B. I'. bennnckoro «He 0€3 mpaBa» MOXXHO CUHUTATh MEPBHIM
«mpodeccuoHaNbHBIMY» MIEKCTIUPOBEIOM PYCCKOUM KyabTypbl. 3yduenue peHomena
«pycckoro Illekcriupa» BO MHOTOM HEBO3MOXHO 0€3 3HAaKOMCTBA C €ro
M3BECTHBIMU cTaThsiMu «['amiter, mpuHn parckui... CounHeHune Buuinama
[lexcniupay, «“I'amner”, npama Illexcnupa. MouanoB B ponu ['amnera» u mp.
«HewucrtoBbiit Buccapuon» A0BoJIbHO YacTo oOpamiaics k TBopuecTBy lllexcrupy
M Ha CTPAaHMIAX MEHEE M3BECTHBIX CBOMX CTaTeW. | MmepTeKCTOBass MHTErpanus
¢dunonornueckux npoektoB «IOHU “B.T. benunckuit”» (www.vgbelinsky.ru),
«OnexktponHas HHoukiaoneaus “Mwup Illexcnupa”» (www.world-shake.ru) u
«ndopmanuonHo-uccnegoBatenbekas ©0a3za ganHHbix “Pycckuii  [lexcriup”»
(www.rus-shake.ru) B Oyayiiem [0KHAa NOMOYb HOBBIM HCCJEAOBATEIEM HE
TOJBKO TMO3HAKOMUTBCA C KIACCUYECKUMH CcTaThsiMu O lllexkcnupe, HO U HaWTH
HOBBIE AaCMHEKThl HW3YyYEHUsS TBOPYECTBA JpaMaTypra 4epe3 HacleIHne PYCCKOTo
KpUTHKA.

" JloKna BEITIONHEH B paMKax MpoekTa «IJIeKTpOHHOE HayuyHoe usnanue “B. I'. benunckuii”»,
cozaaBaemoro nnpu noanepxxke PITH® (rpant 09-04-121458.)
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Boris N. Gaydin
Belinsky as a Shakespearean Scholar for the 21* Century™

If A. S. Pushkin is often hailed as the first Russian Shakespearean scholar then
V. G. Belinsky can be considered to be the first “professional” one of the Russian
culture non sanz droict. In many respects it is impossible to study the phenomenon
of “Russian Shakespeare” without referring to his well-known essays “Hamlet,
Prince of Denmark... A Work by William Shakespeare”, “Hamlet, a Play by
Shakespeare. Mochalov as Hamlet”, and others. “The furious Vissarion” were
calling on Shakespeare’s creative works quite often in the pages of his less famous
articles. In the future hypertext integration of such philological projects as
“Electronic Scientific Publication V. G. Belinsky” (www.vgbelinsky.ru), “An
Electronic Encyclopaedia The World of Shakespeare” (www.world-shake.ru), and
“Information and Research Database Russian Shakespeare” (www.rus-shake.ru)
may help new researchers not only in their learning classical articles on
Shakespeare, but also in their search for new aspects of the Bard’s playwriting
studies through the works of the Russian critic.

E. H. I'oeonesa
Pemunucuenuuun u3 npoussenenui Y. llexkcnupa
B skuBoNucHU U rpaguke A. JI. Tuxomupona

B noxmane paccmarpusarorcsa neecel Y. lllexcnupa, Hamenmmue oTpaxxeHue
B TBOopuectBe A. JI. Tuxomupona. Hccnenyrorcs obpassl M3rnannuka u Illyra,
Takke Tema «Beck MUp — Tearp...» B )KUBOIHCH U IpadHKe HEOKIACCUYECKOTO
nepuoja. IlpocnexuBaercs pa3sBUTHE TEM «KU3Hb — TE€ATP» U «KU3Hb — COH» B
npousBeneHusax Y. llekcrimpa. IIpoananu3upoBaHbl MOTHBBI CHOBUIECHUSA B
paborax A. [[. Tuxomuposa.

Ekaterina N. Gogoleva
Reminiscences of W. Shakespeare’s Works
in Paintings and Graphics of A. D. Tikhomirov

The paper considers some of W. Shakespeare’s plays that were represented
in the creative works of A. D. Tikhomirov. The author pursues a research on the
characters of Outcast and Clown and the idea of “Totus mundus agit histrionem”

" The paper was presented within the framework of the project “Electronic Scientific
Publication V. G. Belinsky” that was being developed with the support of Russian Scientific
Fund for the Humanities (grant 09-04-121458.)
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(“All the World Is a Stage”) in paintings and graphical works of the neoclassical
period. We can observe a development of such themes as “Life Is a Theater” and
“Life Is a Dream” in W. Shakespeare’s works. The motives of dream in
A. D. Tikhomirov’s works are analyzed.

0. M. Jlaxkuna
Jerckuii «I'amiieT» B BUKTOPHAHCKON AHIJIUU

B XIX cTonerun ¢ pocToM rpaMOTHOCTH HaceleHusi BenukoOpuTaHuu u
yJACIICBICHUEM MOAUTpaduUIecKoro mnpous3BoAcTBa Tpareaus «l'ammer» BMecTte
¢ Apyrumu npousBeneHus MU lllexkcnupa CTaHOBUTCS ITOCTYIHOW ISl YMTaTENEH,
MPUHAJJICKAIINX PA3IMUYHBIM CIIOSIM OOIIECTBA.

Ve B Hauasle BEKa MOSIBIAECTCSA AETCKUM «l'amier». 3HaKOMCTBO C MbECOU
SBJISTIOCH BaXKHBIM 3JIEMEHTOM BOCIUTAHUS FOHOIIECTBA M HAYMHAIOCH YalIlle BCETO
c mpo3anyeckoi amantanuu Yapns3a JIsma (Beixogut B 1807 rogy B kuure 7Tales
from Shakespeare: for the Use of Young Persons). OObsiCHSISI XapakTepbl U
MOCTYNKU TMepcoHa)ke Tpareauu, JIBM Cco3HATENbHO CTpPEMUIICA JOOUTHCSA
OJIHO3HAYHOCTU TPAKTOBOK — B HAJEXKJE 3aJ1aThb OTUYECTIIMBOE HANPAaBIICHUE IS
MOCJIEAYIOIIETO OCMBICIEHUsT OopurnHaibHOro «l'amnera». B 1807 romy Ttakke
onyOnukoBaHO coOpanue couunHenuit Illexcnupa s cemeitHoro uTeHws,
oTpeaakTupoBaHHOe I'eHpuerTon baymiep, «C IpOmyCKOM T€X CJIOB U BBIPAKECHUN,
KOTOpble HE MOTYT OBITh IMPOU3ZHECEHBI BCIyX B KPYry CEMbU», OHO TaK¥kKe
BKJIFOYAJIO B C€0s pacCMAaTPUBAEMOIO TPAreIuIo.

N3narenu neTckux KypHaJIOB TOXKE HAYMHAIOT paboTaTh C IMIEKCIIUPOBCKUM
tekcTtoM. [lepenenku pa3lIUUYHBIX TbeC MOSABISIOTCS Ha cTpanHuuax Little Folks,
Aunt Judy’s, Boy’s Own Paper. ExenenenbHuk st nerei pabouux Boys of
England (Beixogun ¢ 1866 mo 1893 rr.) myOnHMKyeT HECKOIBKO MepepaboToK
tpareauu «l'amner». llepBoi cienyer HasBarh nbecy-nepenenky «llopoxnwure,
noka si mom3pociero» (1867 r.). Becnoit 1875 roma 3mech ke MyOJUKyeTCS
napoauiiHbii «I'amiuet BTOpoi, Wi BUHOBHBIN JS/151 U IPU3PAK TETKH.

JHlaxxe cyry0o pasBiekaTeldbHble Tmepenoxkenus «l'amiiera)y CTaHOBSTCA
MHCTPYMEHTOM TEJarOTUKU: OyAaydd CpEeACTBOM MOMYJSIpU3alUd JIUYHOCTHU
[llexciupa, oHM TPOOYXKIAanu HHTEPEC K «IUJAKTHYECKUM» Ouorpadusm
JIpamaTypra, TakXKe B W300MJIMU MPEACTABICHHBIM B JIETCKUX H3JaHUSIX. 3/1€Ch
[Ilexcnup npeacraBan 0e3ynpeuHbIM 00pa31OM ISl TOAPaKaHUs, CHMBOJIMYECKUM
BOIUJIOIICHUEM HJICAIOB «AHTJIMMCKOCTU», MYXKECTBEHHOCTH, TPYAOTOOUS U
JIPYTUX IIEHUMBIX BUKTOpPHUAHIIAMU I0OpOIETENEH.
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Julia M. Dakina
Juvenile Hamlet in Victorian England

In the 19" century technological changes and increasing literacy rates in
Britain made Hamlet, among Shakespeare’s other works, accessible to broader
strata of society.

In the beginning of the century Hamlet became available to the young. The
tragedy was considered an important component of proper upbringing, and
children were being frequently introduced to it through Charles Lamb’s prose
adaptation (published in 1807 in Tales from Shakespeare: for the use of Young
Persons). Explaining characters Lamb sought to be definite even at the expense of
oversimplifying thus trying to set direction for young readers’ further
understanding the original Hamlet. In 1807 Family Shakespeare edited by
Henrietta Bowdler (containing the tragedy of Hamlet), with “those words and
expressions ... omitted which cannot with propriety be read aloud in a family”,
was also published.

Victorian children’s periodicals soon started their own assimilation of
Shakespeare’s text. Various adaptations appeared in Little Folks, Aunt Judy’s, and
Boy’s Own Paper. The more down-market Boys of England (weekly, 1866—1893)
published several adaptations of Hamlet, first Wait Till I'm a Man (1863), and the
other — an anonymous parody Hamlet the Second, or, the Guilty Uncle and the
Ghostly (H)Aunt (1875, April and May issues).

But even parodies could be educative for young readership since they drove
attention to Shakespeare’s personality and created interest for numerous
biographies also published in children’s periodicals. In those Shakespeare was
generally depicted as a paragon of diligence, manliness and Englishness, as well as
the embodiment of other Victorian virtues.

JI. B. Eeoposa, T. E. Kapameesa
«["amurer». YueOHoe mocoOue 1151 (PUII0JI0OTOB,
JIMHTBUCTOB, MIEPEBOAYNKOB, KYJIbTYPOJOIr0B, TEATPOBEI0B

B 2006 romy B wum3marenbcTBE BONOroAcKkoro rocynapCcTBEHHOIO
MeJarornueckoro yHUBEpCHUTETa BBIIUIO YyueOHoe mocobue «l'amier». OHO
MPOJOJDKHUIIO CEPUIO MOATOTOBICHHBIX JIroamuiion Eroposoii (Bosorma) mocoOui
M0 aHTJIMMUCKOW JUTEpaType pa3HbIX SMOX JUIsl CTYyJACHTOB-aHTIIHCTOB. B OCHOBY
OB TOJIO)KEH TEKCT ApAEHOBCKOTO U3JaHUS IIOJ pelakiuer Xaposaa
Jlxenkunca (The Arden Shakespeare. Hamlet, edited by Harold Jenkins, 1982).
B naugane 2000-x oHO ObLIO Mepenu3gaHO HECKOIBKO pa3: aBaxiasl — B 2003 rony,
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3ateM B 2005 romy. K 3TOMy BEIHMKONENMHOMY YPOKY HPOUTEHUS XOTEIOCH
MPUOOIIUTh CTYJEHTOB, HCIBITHIBAIOIINX MOTPEOHOCTh B TEKCTOJOTHYECKUX
Pa3bICHEHUSX U B p€aJIbHOM KOMMEHTAPUH.

[Tocobue mpemocTaBIsieT BO3MOXHOCTh YHTAaTh TEKCT, OCHOBAHHBIM Ha
penakuuu ApACHOBCKOTO W3/IaHMs, M BCIYIIMBAThCS B KOMMEHTApUU 3TOrO
onectsmiero mactepa. Hambosiee BaKHbIE UM «TEMHBIE» MECTa COMPOBOKICHBI
BBIJICP)KKAMH U3 PYCCKUX TMepeBonoB (pa3aen «Bompockl» u 3amanus mocie
Ka)KJOM CIICHBI).

C Tex mop Tarpsunoit KapateeBoit (MockBa) OblUla TMpoBeacHA
uccieaoBarenbckas pabora, CBI3aHHas co clieHndeckon ucrtopueit «l'ammnera». Ee
KHUTA CTaHET BTOPOM YacCThIO 3aJyMaHHOTO HAaMH COBMECTHOTO u3nanus. Ham
3aX0TEJI0Ch MOCMOTPETh, KaK 3TO MPOU3BEACHUE MPUKUBAIOCH HA PYCCKOM MOYBE,
Kak 3a3Bydasio co cueHbl. OT0op maTepuana JJisi HOBOrO MOCOOUsI €CTECTBEHHBIM
o0pa3oM OrpaHUYUBAICA TMOJTHOTOM JIOCTYMHBIX CBEACHUNW U JOMYCTUMBIM
o0bemoM u3nanus. M3 nepeBogoB ObUIH BBIOpAHBI INIABHBIM 00pa3oM Te€, KOTOphIE
CBHITPaJIU CYIIECTBEHHYIO POJIb B T€ATPAIbHON UCTOPUU MbECHI.

3afadya KHUTYU — MPOCIEAUTH OCHOBHBIE BeXU PycCKoU uctopuu «l'amieran,
MOKa3aB €€ W3HYTPU, MOTPy3UTh YMUTATENs] B MaTepualbl OT3BIBOB IMPECCHI,
COBpEMEHHOU mosiBlieHuI0 ouepeaHoro «l'ammera» (pazmen «OT3bIBBI» B KOHIIE
KaxaoW rhaBbl). UuTaTensiM aaHa BO3MOXHOCTh CaMUM MOCIYIIATh HCTOPHIO,
YBUJIETh, KaK OHa (opMHUpOBaiach, MoKa HE CTaja elle COOCTBEHHO HCTOPHUEH,
MOKa OHa ObUTa JKUBBIM M HEMOCPEIACTBEHHBIM OTKJIIMKOM Ha MOSIBJICHUE HOBOTO.
3HaYUTEIbHOE BHHMAaHUWE B KHHUT€ YJEJNEHO BOMpPOCaM I CaMOCTOSITEIbHOMN
pabotsl. Kaxkias rimaBa conmpoBokaaeTcs OuOIuorpauyeckuM CIIUCKOM.

Liudmila V. Yegorova, Tatiana E. Karateeva
Hamlet: Study Guide for Philologists,
Linguists, Translators, Culturologists, and Theatre Historians

The paper presents a new type of textbook to Russian students. The first part
presents the text based on the Arden Shakespeare, offering a wealth of helpful
commentaries, examples of translation of the most difficult passages, thought-
provoking questions and tasks. The second part traces the most important moments
of the Russian history of Hamlet, its translations into Russian and theatrical
performances.

12



M. B. Enughéposa
Bpems B «3umHeil cka3ke»: 3a0biTast poib lllekcnupa-akrépa?

Ponu, ucnonussmvecs Illekcnupom B MOCTaHOBKAX COOCTBEHHBIX IbEC, —
OJIMH U3 CaMbIX UHTPUTYIOIIMX ACHEKTOB €ro TBopuyecTtBa. C OJHOUW CTOPOHBI, MBI
3HaeM, uto lllexcnup urpan B COOCTBEHHBIX MbECaX — €r0 UMSI CTOUT B CIIHCKE
akTépoB B [leppom @osmo. C apyroii CTOpOHbI, HUKAKUX KOHKPETHBIX CBEICHUU
00 axktépckoit pabore Illekcnupa Her. Bce mnomymsipHble MpeaCcTaBICHUS
o lllexcrinpe-akTépe BocxomaT k runore3am u pekoHcTpykuusam XVIII Beka. [laxe
XpeCTOMATUIiHAsT HMCTOPHUS O TEHW OTHa ['amiera BOEpBbIE BO3HUKIA JIMIIL Yy
Huxonaca Poy B 1709 rogy. Yxe no3tomy BO3MOXHOCTh PEKOHCTPYUPOBATH POJIH
[Ilekcrinpa-akTépa BbI3BIBAET CKENICUC. M BCE-Taku, Kak HaM KaKETCs, CYLLECTBYET
MEPCOHAXK, B OTHOLIEHUU KOTOPOI'O THUIIOTE3d, YTO €r0 Urpaj camM aBTOpP, MOXKET
OBITh HE BOBCE CHEKYISATUBHOM. Peub niét o Bpemenu B «3UMHEN cKa3key.

Ham HM pa3dy He NpPUXOIUIOCH CHBIIIATh, YTOOBI KTO-THMOO U3
IEKCIUPOBEIOB BBIJBUTAJ ATO NMPEANONIOKEeHHE. B KauecTBe qokazaTebHON 0a3bl
MBIl TIOMpPOOyeM ONEepeThCs Ha aHajdu3 MOHOJora BpemeHH B KOHTEKCTE
TeaTpaJbHOCTU U UKOHOTpaduu 0apOKKO.

OTmpaBHBIM TMYHKTOM CIY>XUT HaOmwoAeHue, u4to ¢urypa Bpemenu
UCIIOJb30BaHa B MbECE MJII CBOCOOPA3HOTO «U3BUHEHUS» TMEpe]] 3pUTENsIMH 3a
HECTAaH/IAPTHO JJIMHHBIN XPOHOJIOTMYECKUI pa3phiB MexAy nerctBusmu (“Impute
it not a crime”)

KTo 1 xoMy MOXET «BMEHUTH TperpeireHue» (impute a crime)? OTBeT
OYEBHUJICH: 3pUTEIIM — aBTOpY, Apamarypry. lllekcnup ynpexmaeT KpUTHKY
C IO3UILIMA HOBBIX BJIUTAPHBIX BKYCOB, TpeOOBABIIUX  «IPABIONOI00US»
B XpOHOJIOTUM Ha cieHe. TakuM 00pa3oM, MOHOJOr BpemeHu coaepxut
aBTOPCKYIO ACTETHYECKYIO JEKJapanuto. Mor i €€ TpOU3HOCUTh CO CIEHBI caM
[Mlexcrup?

[lepconudukanuss Bpemenu B 3amagHOEBpOIEcKON HUKoOHOrpabhuum —
noxwio myxunHa. B Anrnum o omnwmceiBaercs kak Father Time, «Crapuk-
Bpemsi». 3pece u janee Mbl ONMUpaeMcsi Ha KIACCHYECKYIO paboTy OpBHUHA
[Nanodckoro «ITIOABI MO HMKOHOJOTHUY», TNI€ 3TOMY MEPCOHAXY IMOCBSIICHA
oTHeNbHAs TNaBa. B peHeccaHCHOW M300pa3UTENIbHONW TPAJUIIMU €ro aTpudyTaMu
ABJISIFOTCA KPbUIbS M NECOYHBbIE 4achkl. TO W ApYyroe MNpHUCYTCTBYET B TEKCTE
[llexcriupa: to use my wings; [ turn my glass (glass = hourglass). ®urypa
Bpemenn cmemmuBanace ¢ ¢urypoir Oora CaTypHa, Tak 4YTO OHHU MOTYT
paccMaTpUBaThCS KAK €IMHBIN IEPCOHAK.

XOTs UCKYCCTBOBEAAMHU YIIOMUHAETCS MTPEUMYIIIECTBEHHO OOHAXKEHHBIN THUTT
Carypna-Bpemenu, oH Obll1 HE €IMHCTBEHHBIM B HKOHOrpadguu PeHeccanca.
Cy1iecTBOBalIM TakKe pa3Hble TUIBI ojeToro CatypHa (B XUTOHE, B COBPEMEHHOM
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KOCTIOME, B (paHTacTUUECKOM KOCTiOME). MHOrue u3 3TUX BapUAHTOB TOJUIUCH
JUTSL CHHEHUYECKOTO TPUMEHEHHS.

B kynbtype no3anero Peneccanca u 6apokko CaTypH ObUT aMOMBaJICHTHOM
(burypoii: OH acCOlUMUPOBAIICS C BHICOKON WHTEIUIEKTYyaJdbHON JESATEIbHOCTHIO U
JaXe TEHUEM, HO B TO JK€ BpPEMSI C «BSJIBIM, YIPIOMBIM TEMIIEPAMEHTOM)
(3. [Nanodckuil) U HEAOCTATKOM AOOPOTHI M BEIUKOIYIIUSA. YCTOMYMBOM ObLia
Takke CB3b CaTypHa C MEJIaHXOJMEH, CKBO3HOW TEMOM HIEKCIUPOBCKUX IIHEC.
[lexcriup Mor 00J1alaTh TOCTAaTOYHON CaMOMpPOHUEH, YTOObI SBUTHCS Ha CILIEHE B
obpaze CarypHa-Bpemenu.

Maria V. Yeliferova
Did Shakespeare Act as Time in Winter’s Tale?

A most interesting issue in Shakespeare’s professional life is, which parts
did he take in the performances of his own works? We know for sure that he was
among the actors, as his name is included in the respective list and printed in the
First Folio. On the other hand, all data concerning the actor Shakespeare is based
on guesses, mostly arising from 18"-century hypotheses and speculations. Even the
well-known anecdote of the role of Hamlet’s father’s Ghost first appeared in
Nickolas Rowe’s account as late as in 1709. Thus, it is not a very grateful
occupation to reconstruct Shakespeare’s work as an actor. Yet we have reasons to
suppose that there is a part which Shakespeare must have acted out. These are the
lines of Time in Winter’s Tale.

There is no statement that we know of concerning this attribution. To
support our hypothesis, we resort to analyzing Time’s monologue as far as its
staginess and Baroque visual arts go.

We proceed from the observation that Time comes out to the footlights to
apologize to the audience for the huge chronological gap that is about to occur in
Act II: “Impute it not a crime”.

Who is the imputer then? Obviously, the spectators may address their grudge
to the playwright. Shakespeare prevents such critique by voicing a new vision of
life-likeness for the theatre. In this way, we can regard Time’s monologue as a
kind of esthetic creed by the play’s author.

In Western European culture, Time was often impersonated as an old man,
or ‘Father Time’ in England. We proceed from the fundamental work by Erwin
Panofsky Studies in Iconology, where a whole chapter is devoted to this character.
In Renaissance culture, this personage possesses such attributes as wings and an
hourglass. Both are to be found in Shakespeare’s work: to use my wings; I turn my
glass (glass = hourglass). The figure of Time sometimes merged with Saturn.
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Most art historians discuss images of naked Saturn, but Renaissance
iconography included other images as well. He sometime wore a Greek chiton,
contemporary European, or fantastic clothes. Many of these were attractive for
staging.

In late Renaissance and Baroque, Saturn was quite ambivalent: a thinker of
genius, yet “slack and somber in temper” (Panofsky), lacking kindness and
generosity. Saturn was also associated with melancholy that Shakespeare’s plays
often feature. In this case, Shakespeare’s striding the stage as Saturn the god of
Time could be display of irony directed at his own work.

A. A. Epnooicaxsn
Illexcnup B ApMeHUH

MOHO CKOJBKO YrOJIHO UPOHU3HPOBATH MO MOBOJAY TOTO, YTO B ApMEHUHU
MPUHATO CUYUTATh IMEPEBOJIbI IIEKCIUPOBCKUX MbEC HA APMSHCKUM JIy4IIMMHU B
MHpPE M CUHMTaTh APMEHHUIO BTOPOU POJMHON BEIWMYAWIIETO ApamMarypra BCeEX
BpEMEH M HapoJoB, HO (akT ocraercsi (HakKTOM — HUHTEpeC K TBOPUYECTBY
[lexcnupa cpeau TUTEpaTypOBEIOB, IEPEBOIUMKOB, JIEATENICH TeaTpa U 3puTeneit
ObT U oOcTaeTcsi HEU3MEHHbIM. JloCTaTOYHO OTMETHUTh, YTO mMepBas OoJbIIas
IIEKCIUPOBCKasi KOH(epeHuus coctosuiack B EpeBane B 1943 roay, B pasrap
BTopoit MupoBOIi BOMHBI.

Ha npoTtsikenun mosryTopa BEKOB — C CEpeANHBI O3aMPOIIOro CTOJIETUS B
IEKCIUPOBCKUX POJISIX OJNMCTaNM BeJWYalIliie apTUCThl apMSHCKOM CIICHBI.
B uctopuio apMsiHCKOTO TeaTpa 30J0ThIMH OykBamu BhucaHo uMmsi CupaHyHiil,
nepeurpaBiieil He TOJIBKO BCE KEHCKHUE POJU MIEKCIHUPOBCKOTO pernepryapa, HO U
3aBEpIIMBIIEH CBOI TBOPUECKYIO Kaphepy UcmojHeHueM ponu ['amiera. Ortemnio
— OnucratensHoro Barapma IlamassiHa TOMHUT HE TOJIBKO apMsiHCKasi ImyOJIuKa,
HO TIOKJIOHHUKH T€aTPaIbHOTO UCKYCCTBa BO MHOTHX ropojiax osiiiero Corosa.

Hauano neBsiHocThiX, peBononus, Kapabaxckas BoiiHa, noirue 3umbl 0e3
TeIJIa U JJIEKTPUYECTBA Mapain3oBaii APMEHHIO, a BMECTE€ C HEW W ee Teatp.
Ho cTowno cutryanuu HEMHOTO CTaOMIM3UPOBATHCS, KAK apMSHCKUN TeaTp BHOBb
oOpatun cBou B30pbl K [llekcnupy.
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Ara A. Erndzhakian
Shakespeare in Armenia

One can speak ironically as much as he/she wishes about the fact that in
Armenia it is usual to consider translations of Shakespeare’s plays in Armenian to
be the best in the world, as well as to consider Armenia to be the second
motherland of the greatest playwright of all times and folks. But the fact remains
— the interest to the creative works of Shakespeare among philologists, translators,
people of theater and audiences has always been and remains constant. Suffice to
note that the first major Shakespeare conference took place in Erevan in 1943, in
full play of the Second World War.

Over a period of one and half century, since the middle of the 19th century
greatest actors of the Armenian stage have been starring in Shakespearian roles.
The name of Siranuysh — who played not only all female roles of the Shakespeare
repertoire, but also finished her career with an impersonation of Prince Hamlet —
is inscribed in the history of Armenian theater in golden letters. Not only the
Armenian audience, but also admirers of theater arts in many towns and cities of
the former Soviet Union remember Othello in the interpretation of brilliant actor
Vagram Papazyan. The beginning of the 1990s, the revolution, the Nagorno-
Karabakh war, long winters without heating and electricity immobilized Armenia
and its theater as well. But as soon as the situation was slightly stabilized
Armenian theater turned its eyes on Shakespeare again.

H. B. 3axapos
Illexcnup B HH(POPMANMOHHBIX poekTax Mocl'Y”

Nudopmanmonnsie npoektsl MHCTUTYTA yHIAMEHTABHBIX U MPUKIAIHBIX
UCCIENOBaHUM  MOCKOBCKOTO  T'yMAaHHWTapHOTO  YHHUBEPCUTETA  SIBISIOTCS
MEPCIEKTUBHBIM HAMNPABICHUEM HWHTETPALMA HAYKM M CHUCTEMbI BBICIIETO
oOpazoBanuda. Haunnas ¢ 2004 r. B MHcTUTYyTE PyHIaMEHTAIBHBIX U MPUKIAAHBIX
uccnenoBanuii Mocl'Y peanusyrorcs HECKOIbKO WH(DOPMAIIMOHHBIX HPOEKTOB,
HAIIPABJICHHBIX HAa PEUICHUE aKTYyaJbHBIX HAYYHBIX M MPENOJAaBATENbCKUX 3a]ad.
Cpenn HUX €CTb psl MPOEKTOB, B KOTOpbIX lllexcnup u ero Hacnegue SIBIAIOTCS
MPEAMETOM CHELHAIBHOIO paccMoTpeHus: « MH(popManmoHHO-UCCIe10BaTeIbCKas
6a3za manHbeix “Pycckuit lllexcrnup”» (2005-2007 rr., Hay4HbId PYKOBOIAUTEIH
H. B. 3axapoB, mpoekt PI'H®  Ne(05-04-12423B), «MHbopmanmoHHbIN
rymMaHnuTapueiii nopran ‘“3nanue. [lonumanume. Ymenue”» (2006-2008 rr.,

" Jlokmax BEIOJTHEH B pamkax npoekra «Mup Hlekcnupa: DneKkTpoHHas SHLUMKIONEAUS»,
cozaaBaemoro npu noajepxxke PITH® (rpant 08-04-121288.)
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Hay4HbI pykoBoauTenb Bai. A. JIykoB, B mnpeoOpa3oBaHHOM BHJE H3JaHHUE
npoaoipkaercs); «®dpaHiy3ckas auTeparypa OT UCTOKOB 10 Haudana Hogeitmiero
nepuoja: DIIEKTPOHHAs SHUMKIONEAUs» (Hay4dHbld pykoBoautens Bi. A. JIykos,
npoekt PTH®  No09-04-12150B), «DnexkTpoHHOE  HAy4YHOE  U3JaHUE
“B. I'. benuackuit”» (Hayunslii pykoBoautens b. H. Iaitnun, npoext PITH® 09-
04-121458); «Mup Illexkcnupa: DNeKTpOHHAs SHIMKIONEAUS» (HAY4YHBIN
PYKOBOIUTED H. B. 3axapos, MIPOEKT PI'HO No(08-04-12128B).
[IpeaBapuTenbHble WTOTH BBIMOJHEHUS HMHPOPMAIMOHHBIX MpoekToB Mocl'Y
ObLIM  TOJBENCHBI B BBICTYIUICHUSIX C JIOKJIaJlaMd Ha  MEXIYHapOJHBIX
koHpepeHusax «Bpiciee odpazoBanue i XXI Bekay (1-6-1 koHdepeHLUH),
«IekcnupoBckue uteHus» (2006-2008), Ha HAyYHBIX CUMIIO3UYMaX U CEMUHApax
«IlekcnupoBckue mryaun» (2005-2010), «TesaypycHblii aHain3 MHUPOBOI
KyJaeTypsD» (2005-2010), a ¢ 2009 r. undopmaiusi 0 MpOEKTax BKIIOYAETCS B
paboTy MEXIYHApOAHBIX MIEKCHUPOBCKUX KOH(pepeHunit u cemunapo B CIIA,
Benukobpuranuu, apyrux crpanax. CIOXUBIIMICS HAayYHBIM KOJUIEKTUB CTaBUT
nepen co0oil 3aauy co3/1aTh CI0KHYIO CETh TYMaHUTAPHBIX MPOEKTOB € IIHUPOKOM
CTENEHbIO BapHATHUBHOCTH, KOMOWHHPOBAHHOCTH, KOTOpas OyIeT yaep:KaHa OT
amop(HOCTH pa3pabOTKON psiaa T'yMaHUTAPHBIX KOHCTAHT, OJTHOM U3 HEHTPAIbHBIX
cpeau HUX OyzaeT BenuuecTBeHHas purypa lllekcnupa.

Nikolay V. Zakharov
Shakespeare in Information Projects of
Moscow University for the Humanities™

Information projects of the Institute of Fundamental and Applied Studies of
Moscow University for the Humanities are long-range trends of integration of
science and the system of higher education. Since 2004 several information
projects have been developed in the Institute. They are aimed at relevant scientific
and teacher problems solution. Among them there are a number of projects where
Shakespeare and his heritage are special subject matters: “Information and
Research Database Russian Shakespeare” (research manager N. V. Zakharov,
project was supported by Russian Scientific Fund for the Humanities, grant No 05-
04-124238); “Information Humanitarian Portal Knowledge. Understanding. Skill”
(20062008, research manager Val. A. Lukov, the project is being carried on in a
modified form); “French Literature from the Origins to the Beginning of the
Newest Period: An Electronic Encyclopaedia” (research manager V1. A. Lukov,

" The paper was presented within the framework of the project “The World of Shakespeare: An
Electronic Encyclopaedia” that was being developed with the support of Russian Scientific Fund
for the Humanities (grant 08-04-121288.)
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project is being supported by Russian Scientific Fund for the Humanities, grant No
09-04-121508); “Electronic Scientific Publication V. G. Belinsky” (research
manager B. N. Gaydin, project is being supported by Russian Scientific Fund for
the Humanities, grant No 09-04-121458); “The World of Shakespeare:
An Electronic Encyclopaedia” (research manager N. V. Zakharov, project is being
supported by Russian Scientific Fund for the Humanities, grant No 08-04-12128B).
The preliminary results of the information projects’ implementation were summed
in the reports on international conferences “Higher Education for the 21* Century”
(1°-6™ conferences), “Shakespeare Readings” (2006-2008), on scientific
symposiums and seminars ‘“Shakespeare Studies” (2005-2010), “Thesaurus
Analysis of World Culture” (2005-2010). Since 2009 the information on the
projects has been included in the work of international Shakespearean conferences
and seminars in the USA, the Great Britain, and in other countries. The existing
scientific crew allots a task to create a complex net of liberal projects with a wide
degree of variation that will be deterred from stagnation by dint of a number of
humanitarian constants’ elaboration. Among these constants there is a magnificent
figure of Shakespeare.

H. H. Kaoomuyesa
AcTposioruueckue npejacrasjieHus B Apamatypruu Hlexkcnupa:
KOMMYHHMKATHBHBIH acleKT

B noxnage M. Ilelina na «lllexkcnmpoBckux yrteHusx — 2002» cnpaBeaanBo
oTMeueHO: «Illekcnup HEOTHOKPATHO TOBOPUT O BaXKHOCTU AKTUBHOIO
BocrnpudaTus 3putens (nin untatens B CoHeTax) Kak 0 HeOOXOJUMOM 3JIEMEHTE,
BBI3BIBAIOIIEM €TO TBOPUYECTBO K KM3HU. Ero Ibechl HE SBIISIIOTCS 3aKPBITHIMU U
CaMOJIOCTATOYHBIMM .

MoxHO cKa3aTh, 4YTO CHEUU(PUKON NIEKCIUPOBCKOM XYHA0KECTBEHHOU
pEaTbHOCTU SBJISIETCA TO, 4YTO B HEW 3alloKeHa HEOOXOJAMMOCTh AKTHUBHO
BOCHPUSTHSI COBPEMEHHBIM 3PUTEIIEM M YUTATENEM, ISl KOTOPBIX JAHHBIM TEKCT
ABJISICTCSA OJIM3KUM, TOHSTHBIM, aKTyalbHbIM. MIMEHHO MO3TOMY Ka)KJ0# 3moxe
HyXeH «cBoi» llekcnup. [losBneHne Takux, HaIpuMep, SIBICHHM, Kak 66-i1 COHET
A. lllabyuxoro unu «"amner» B. [lomnaBckoro — sipkoe TOMy HOATBEPKICHUE.

B o2ToM cMmbIciie O4Ye€Hb LEHHBIM MaTepual sl IEePEBONUYECKOW U
tearpanbHoM wuHTeprnpertanuii Illekcnupa mnpexacraBiasier cioil  00pa3HOCTH,
BOIUIOIIAOIIMNA aCTPOJOTHYECKUE MPEACTABICHUS aHIIUMKUCKOro PeHeccaHca B
HIEKCITUPOBCKHUX TEKCTaX.
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B OblTOBaHMM M BOCHPUATHH AacCTPOJOTHUYECKUX HUJEH B COBPEMEHHOU
Poccun MOXHO MpOCHEAUTh HEKOTOPHIE COBIMAJCHUS C AaCTPOJIOTUYECKUMU
MPEJICTABICHUSIMHA PEHECCAHCHON AHTIINM:

— LIMPOKOE PacpOCTpaHEHUE, C OAHON CTOPOHBI, U HAIMUUE «IITUTAPHON»
chepbl acCTPOJIOrMUYECKOr0 3HAHUS, C IPYTOK;

— COBMEILIEHHUE C HAYYHOU KapTUHOW MUpa;

— S3BIK aCTPOJIOTMUM Ha YPOBHE OCHOBHBIX HAaWMMEHOBAaHWI BecbMa
KOHCEPBATUBEH U MaJIO OTJIMYAETCS OT MIEKCIUPOBCKUX BPEMEH.

[Ipu Bcell yCIOBHOCTH 3THX COBHAJEHUN MX BIIOJIHE MOXHO HCMOJb30BATh
Ipu TepeBoJie IpaMatuueckux mnpousBeaeHuid lllekcnupa B xauectBe 0a3bl Jist
co3maHus HeoOxoaumoro »3ddexra 3pUTEILCKOTO COTBOpPYECTBA, T.€. A
CO3/IaHHS. UMEHHO TOM KOMMYHHMKAIIMHM, KOTOpash HEOO0XOoJUMa HIEKCITHPOBCKOMY
TEKCTY.

Natalia N. Kadomtseva
The Communicative Aspect of Astrological Notions
in Shakespeare’s Texts

In the report for “Shakespeare Readings — 2002” M. Payne quite rightly
asserts, “Shakespeare repeatedly emphasizes the importance of participative
imagination of the audience (or reader in the case of The Sonnets) in providing the
necessary ingredient that brings his work to life”.

We can say that Shakespearian artistic reality has a very special feature: it
has no existence without having been actively perceived by modern reader or
viewer who feels it as modern and familiar. It is the very cause why every age in
our country needs its “own” Shakespeare. Such phenomena as Sonnet 66, by
A. Shabutsky and Hamlet in the translation of V. Poplavskiy confirm this idea.

In the light of these views imagery employing astrological notions of the
English Renaissance, gives a very interesting material for translators and stage
directors of Shakespeare’s plays.

In the perception and usage of astrological ideas in modern Russia we can
trace some coincidences with ones in Renaissance England:

— widely available, on the one hand, they have “elite” areas of astrological
knowledge, on the other;

— they complement the contemporary scientific view of the world;

— the language of astrology is very conservative and the names of the base
terms are not very different from ones in Shakespeare's time.

So, images and motives embodying astrological notions in Shakespeare’s
texts are very important for creation of the “participative imagination” of the
modern audience of spectators or readers.
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Mapyena Kocmuxoea
«Yrto um lexkcmup?»:
B IIOMCKaX Halero nyru K ycrnexy B XXI Beke

B »T0i pabotre s mBITatoch JaTh 0030p COBPEMEHHON JUTEpaTypbl
o lllekcnupe u 3HaueHUWe, KOTOpOE OHA MpuoOpeTaeT Ha (OHE CEerOAHSIIHUX
KyJbTYPHBIX M TOJUTUYECKUX TMporeccoB. Mcxoas U3 MarepuanucTUUeCKOTO
MoAXoJa K SIBICHUSIM KYJIbTYpPBI, S MPEJjiarart0 U3MEHUTh HE TOJIBKO COJEp KaHue
Halel KPUTUKHU, HO U CaM METO]I, @ TaKKe KYJIbTYPHBI KOHTEKCT, C KOTOPHIM MBI
pabotaem. Ilo cmoBam Koatpun bencu, «HeoOxoammo moaBepraTb COMHEHHIO
JUCKYpC XOTsi Obl NJIi TOrO, YTOOBI MOHSTH €r0 CKPBITYIO CYTh, €r0 UYHUCTHIN
OCTaTOK, W, YTO €Il€ Ba)KHEe, Pa3JIMUHbIE HMHTEPIPETALNU ITOTO JUCKYpCay.
B xoHTEKCTEe rmo0aIbHBIX MEPEMEH, YKOHOMUYECKOT0 KpPHU3HCa, UACOJIOTHYECKUX
KOH(JIMKTOB M HEXBATKU PECYPCOB, MUPOBOMY COOOIIIECTBY HY>KHO pa3o0paThCcs B
TOM, KaK IIEKCIIUPOBCKOE HacIeaue COACHCTBYET pa3peuieHuo mnpodiaeM
KyJIbTypbl. Hanuio HeoOXoIMMOCTh 3aaymMaTbCs O TOM, Kakue Iedd Mbl
npeciaeAyeM Tpu  aHalu3e, TOJKOBAaHMM W aJanTallud  TMPOU3BEACHUMN
(u mepconaxeit) [llekcniupa aJist COBpeMEHHOM MyOJIUKH.

Marcela Kostihova
“What’s It to Shakespeare?”:
Catching Our Stride in the 21* Century

In this contribution, I take a short survey of current Shakespeare scholarship
to consider the implications of Shakespeare studies in the current social, cultural,
and political moment. Grounding my argument firmly in the cultural materialist
approach, I propose that we again stop to reconsider not only the content of what
we do, but the method and even the cultural context of our intellectual
contribution. As Catherine Belsey memorably noted, “We need to question
discourse in order to identify not [only] its deeper meaning, its concealed residue,
but what is at stake in this or that interpretation.” In a wider context of
international upheaval, global economic crisis, ideological conflict, and resource
scarcity, as a community we need to think through the ways in which
Shakespeare’s cultural capital is used to further particular cultural agenda. Indeed,
we need to think about how —and to what ends— we approach, handle, and
reshape Shakespeare’s works and persona for our respective audiences.
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Kpvicmovina Kyseunvcka-Kopmuu
«0Ooecuemiennas Jykpenus» Keaaun Kumoosa (2007):
HeTPUBHAJIbHAA )KeHCKas peakuus Ha modmy llexkcnupa

Moii noknaj MOCBAILIEH JUTEPATYPHBIM U T€ATPAIbHBIM aalTallusiM TOAMBbI
«Ob6ecuemennass Jlykpenusa». Kak mnpaBwio, noBecTBOBaTEIbHAS IMO33US
[Ilexcnupa nOpUBIEKAET BHUMAHUE MCCIEIOBATENEH B 3HAYUTEIBHO MEHBIIEH
CTEMEHMU, TOCKOJIbKY UM  uMIoHupyer o0pa3 Illlekcnupa-apamarypra
C HEMMOBEPHBIM JHANa30HOM MEPEMEHYMBOCTU M OTKPBITOCTH, Oyarofapsi yemy
€ro TBOPYECTBO MOCTOSIHHO XOYETCSI OCOBpeMEeHUTh. OT Takoro mnoaxoja
«Jlykpeuusi» moctpagana HaMHOro Ooubiie, yeM «Benepa u Apgonuc». Tem He
MEHee, i COBpeMEHHUKOB-enu3aBeTuHIleB lllekcnup Obi1 B 3HAYMTEIBHOU
CTENEeHU 00s3aH CBOEW pemyTalueldl UMEHHO 3Toi mosMe. Mbl paccMarpuBaeM
HECKOJIbKO ananTtauuii 3Toil mosmel — «I'pad Hymun» A. C. [lymkuna (1828),
«O6ecuemennas Jlykpeuusi» Anmgpe O6eit (1931), nubOperro Ponanna JlyHkana
JUis onqHOMMeHHOW onepbl benmxamuna bpurrena (1946) u xuury Kemnu
Kum6omn (2007) — wu HaxoauM OTBET Ha BOIPOC, MOYeMy OeccueTHbIe
tonkoBanus lllekcniupa B TeaTpe U B JIUTEPATYPHOU KPUTHKE HE OEpyT 3a OCHOBY
€ro YHUBEPCAIN3M, a TAKKE HE MCMOJIB3YIOT TEKCT MO3MBI 0 JIykpernuu 115 morcka
napajijiesied ¢ COBPEMEHHOM HaM JEHCTBUTEIBHOCTHIO.

Krystyna Kujawinska-Courtney
Callie Kimball's Rape of Lucrece (2007):
A Woman's Creative Response to Shakespeare's Poem

The aim of my paper is to present the literary and dramaturgical
appropriations of Shakespeare's The Rape of Lucrece. Though generally his non-
dramatic works somehow escape the interest of writers, who capitalize on the
concept of Shakespeare as the greatest potential of variability, indecidability and
plurality, which evokes their desire to respond and frequently “perfect” him in an
adaptative process, The Rape of Lucrece has suffered more than his other narrative
poems. Since in the Elizabethan times its popularity greatly contributed to
Shakespeare's reputation and fame, its current marginal status is disconcerting.
Referring mainly to Alexander Pushkin's Count Nulin (pub. 1828), André Obey's
Le Viol de Lucrece (1931), Benjamin Britten's The Rape of Lucretia (libretto:
Roland Duncan, 1946) and Callie Kimball's Shakespeare's “Rape of Lucrece”
(2007), T will attempt to answer the question why the panoply of critical, and
theatrical interpretations and interpretations of Shakespeare's works do not make
any use of the capitalization of his universality and The Rape of Lucrece is not
used as an “excuse” to present our local contemporary concerns.
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U U Jlucosuu
Kaprorpadus u penpesenrauusi reorpaguuecKux OTKpbITHI
B aHTJINHCcKON mod3uu koHa XVI — mavyanaa XVII Beka

BcenenctBue snoxu Bennkux reorpaduueckux OTKPBITHI, KOT1a TPOU30IILIIO0
W3MEHEHHE AaHTHUYHOM KapThl MHpPA, M BO3HUK HMIIEPATUB €€ TIIATEIbHOrO
W3YYEHUS C LIEJIbIO TPUCBOCHUS OTKPBITBIX 3€MEJIb, 3aKOH TOK/IECTBA, HA KOTOPOM
MOKOWJIACh AaHTPONOMOp(Has CBsA3b MEXIy Mukpo- 1 MakpoKOCMOM MOPOIHI
COMHEHHE OTHOCHUTEIBHO HENPEIOXHOCTH AaHTUYHOIO  MEIMIMHCKOTO H
ACTPOHOMHMYECKOT0 3HaHUsA. M 3TO MO3BOJIMIIO MPUMEHUTh CXEMY «OTKpPBITHE —
UCCJIEIOBAaHUE — ONMCaHUue — KapTorpagupoBaHue» B OOJACTH MEIULHUHBI U
aCTPOHOMHUM (HECOBMAJECHHUS B ACTPOHOMHMH HJACAIBHBIX CXEM C pPEATbHBIMU).
Panee ka3anoch HECYHIECTBEHHBIM, 4YTO ['ajeH MEpeHOCUT 3HAHMS, MOJyYECHHbIE
IIpU aHATOMUU COOaK Ha TeJlo YesoBeKa (Mo Kiaccudpukanuu Apuctorens oda —
KUBOTHBIE), HO B 16 Beke 3TO CTajo0 NMOBOJOM /Il HUCCIEIOBAHUSA C IEJIbIO
YTOYHEHUS «KapThl YEJIOBEUECKOIO TeJIa» U «KapThl 3BE€3ITHOTO HEOaY.

Tak, y /. JIoHHA MOXHO BCTPETHUTH
.54 Dasander Bud - HanoxeHue (yrnojno0yieHne) JUCKypca cexca
2CEAE = U jguckypca oTkpeiTuss Hooro Ceera B
anerun «llyts m00BU» (Love's Progress).

~r Yy

OCHOBOM IS TaKOM KOHTAMHHAIIUHA CTaja
MOJEIH AKCIIAHCHH, 3aBOE€BAHUA u

&‘1" Iy ¥

COXpaHEHMs] TPUCYTCTBUS U TIIOKOPEHMS,
IIPEACTABICHHAs 3/1€Ch B HAJIOKECHMM Ha
KEHCKOE TeJ0 reorpauueckux TOMOHUMOB,

[

[0 KOTOPBIM IYTEHIECTBYET JUPHUECKUI
repoi. B crtuxorBopennn «lIpomansHas
peusb o ciezax» (A Valediction: of Weeping)
YeJI0BEYECKUE CJIE3BI CTaHOBSITCS
MUKPOMOJIENIBIO, OTpa)XarolWerocs B HUX
MHUpa, TEM CaMbIM, YIpOKasl 3aTOMUTh U CaM

MuUp, 10J00HO BoaaMm BcemupHoro [loromna.
T afetn onbin der newen Tafelbication Europsm
e g it

T grber tire. D

B «I'mmue bory, moemy bory, ¢ oapa
oonesnu» (Hymn to God my God, in my
Sickness) Bpauu, paccMaTpuBaroT, U3y4aroT

TeJI0 OOJIBHOTO KaK KapTy, U YacTH Teja Tak
&Ke 0003HadeHbl uepe3 reorpaduyeckue HasBaHus. boibHOE Teno yMHUparouero
YyeloBeKa TakK e MPHUIHICHIBAET pacmaa U MakpoKocMy, B 4YeM IPOCIIEKHUBACTCS
NOPSAZOK  MHAYKTUBHOTO  HCCJIENOBaHUS, HO  HAOMIOAEHHWS  ClIeJIaHHbIC
OTHOCUTENILHO MHUKPOKOCMa TEPEHOCSTCS M0 3aKOHY aHAJOTMM U HAa COCTOSHUE
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BCEro Mupa. Teno reposd — KapTa U €ro Aylla, MyTEIIeCTBYS MO HEH, MOoJlydaeT
HanpasjeHue 3roua-BecT. HOKHOE HaIpaBi€HHWE O3HAYaeT Xap, JIMXOPaJKy, a
3anajgHoe — cMmepTh. [10 apeBHErpeYecKon TpaaulKU FOTr0-3aal aCCOMUUPOBAJICA
CO CMEPThIO, T. K. TaM Haxoauinuch OctpoBa bnaxeHHsiXx. B 3TOM HampaBieHuu
COEOUHSETCd 3 KOHTEKCTA: AHAIMUTHUYECKOE NyTEHIECTBUE MalbLEB, B3MISI0B
Bpauel mo Texy OOJIbHOTO; TPAAUIIMOHHOE MYyTEIIeCTBUE AYIIUA B 3arpOOHBIN MUP
(B maHHOM ciy4yae IyTh IpoJieTaeT 4epe3 €€ COOCTBEHHOE Telo-3eMIII0) U
KpyroceTHoe nytremectsue B ctopoHy Hosoro Ceera B Hosblii HMepycanum, kak
LHEHTP U «Iym» 3eMJIU Ha XOpOrpoPrUiYecKux n300paxeHusX.
Setae g 7 _ 1 B «O6pamenusx x Focroay B
- ~  gac Hyxanl u OenctBuity (1623)
JIOHHa YenoBEK penpe3eHTUpPyeTCs
Kak 4acTh KOHTUHEHTA-
yemosedectBa'. U B IOCICIHEM
Cly4ae MPOUCXOIAUT MEPENUCHIBAHUE
nuckypca  LlepkBu  kak  Tena
XpuCTOBAa B KA4€CTBE KOHTHHEHTA
kak Tena Xpwucrosa. Ilpuuem, 31O
OTOKIECTBIICHUE HE ABJISICTCS
HOBAaTOPCTBOM JIOHHA, TOCKOJIbKY
31ech  3aUKCUpOBAHAa  TEXHUKA
MEePENUCHIBAHUS, nepesoaa

BU3yaJlbHOTO  00pa3a  KapThl B
BepOAJIbHO-OMKCATENbHBIN MO3THUECKU KoHuent. B CpegHue Beka U 310Xy
Bo3poxxneHus mnonydwia pacnpoCTpaHEHUE TPAAMIMS AHTPONOMOP(HBIX KaprT,
M300paKaBIIMX BECh MUP WJIM €r0 4acTh B BHJI€ MY>KCKOM MJIM KEHCKOU (PUTYpBI.
M3BecTHBI Tak K€ KapThl, KOTOpbIE COEAMHSUIA XOpOorpapuueckue Tpaguluu
(BMUMCAHHOCTH ueNoBeYecKol Qurypsl, Hampumep, B Kapty EBpombl) c
KapTorpauyeckoil TOYHOCTHIO 16 Beka.

KonuenTs! /IoHHa B IEpEUMCIEHHBIX TOATUYECKUX TEKCTAX I0BOJIBHO TOYHO
BOCHPOMU3BOAAT MapumpyT nyrtemectBusa u3 Craporo Csera B HoBBIM, HO
«IIyTEHIECTBYIOIIME» Bpaud U JOO0BHUK IMPOKIIAIBIBAIOT MApLIPYT MO PEATIbHOMY
TEIy W CTOJIb MPUCTAJIbHBIN aHATUTUYECKUI B3IJIAJ HA €ro HAroTy JIMIIAET Tela
CaKpaJIbHOI'O CTaTyca M JAaeT BJIACTb HaJa HUM. Uepe3 IOUCKYpC HCCIEIOBAHUSA
«Teja KakK KapThD» MPOUCXOJUT €ro Y3HABAaHUE/TIO3HAHWE M TOJYMHEHHE

! “No man is an island, entire of itself; every man is a piece of the continent, a part of the main.
If a clod be washed away by the sea, Europe is the less, as well as if a promontory were, as well
as if a manor of thy friend's or of thine own were: any man's death diminishes me, because I am
involved in mankind, and therefore never send to know for whom the bells tolls; it tolls for thee.”
— Donne J. Devotions upon Emergent Occasions. Meditation X VII.
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M000OBHUKOM, HAJIEICHHBIM a0COJMIOTHOM BJIACTHIO TMPOHUKHOBEHUSI TO3TOM-
AHAaTOMOM M Bpadamu, MOJYYUBIIUMU BJIACThH HAJl TEJIOM MO3TA U CBSLICHHUKA.

Torma xak B “Devotions” mNpoucXOAUT SBHOE BO3BpallleHUE K
CpeaHEeBeKOBOI xoporpaduyeckoit snuctemMe u “Good Friday, 16137, «'umne
bory, moemy bory, ¢ onpa 6one3un» «I'umue bory, moemy bory, ¢ onpa 6one3nmn»
TEJI0 ONATh cakpanusyeTcs uepe3 ymupanue. B «CtpactHour IlatHume 1613.
Vesxada Ha 3amnan uepapxus pa3BopauuMBaHuUs OHCKypca Tema mpomoixkaercs: B
oOpaze pacmsitoro Xpucrta, ubd pyku B CrpactHyto [IaTHHIly BBIpaBHUBAIOT,
«HACTPAMBAIOT» PA30ONTAHHBIC DIUINITHYCCKHE TPACKTOPUM ABIDKCHHS ILIAHET .
U bor, ero cakpaiabHOE€ TEJI0, MPUHECEHHOE B JKEPTBY, 0OpeTaeT abOCOIIOTHYIO
AHTPOIMOLUECHTPUYECKYIO BJIACTh HAJ T'€IMOLEHTPUUECKON MOoAenbto mupa. U 31ech
MyTEHIECTBYIOMUN JTUPUYECKUN CYOBEKT PENpe3eHTHPYETCS KaK COUBIIUMNCA C
MyTH W TOTEPSBIIMII CBOIO BIIACTh MCCIIEAOBATENS/TIOKOPUTENST MPOCTPAHCTBA.
Hepapxus Ten — 4desioBeKka, 4eJIOBEUECTBa, 3eMJIU, KOCMOca, Xpucrta — olOpasyer
HEepapXHI0 UX CMEPTEH, HO KepTBa OOKECTBEHHOIO Tejla JapyeT HaJexkAy Ha UX
OOHOBIIEHHE U BOCKPEILICHUE.

Inna I. Lisovich
Cartography and Representation of Discoveries in Geography
in the English Poetry of the Late 16™ — Early 17" Century

In the period of the Great discoveries, when the ancient map of the world
was being drastically changed, an imperative of close scrutiny of the map appeared
with a view to appropriate the newly discovered lands. The law of identity that had
ruled the antropomorphic link between Macrocosm and Microcosm, was now
breeding doubt concerning how actually immutable ancient medical and
astronomical knowledge was. This allowed the use of the “discovery — scrutiny
— description — cartography” model in medicine and astronomy (with a certain
discrepancy between the ideal models and reality).

Thus, John Donne overlaps discourses of sex and discovery of the New
World in Loves Progress. This contamination is based on the model of expansion,
conquest and maintaining presence, manifested physically in the overlay of
toponyms all over a woman’s body. In A Valediction: Of Weeping tears serve as a
micro-model of the world they reflect, thus threatening to drown the whole world,
like the waters of the ancient flood.

Donne’s concepts in the abovementioned texts do quite correctly represent
the journey from the Old World into the New, but the doctor and lover as
“travelers” set their course across a real body, exercising a certain degree of power

* Maromenosa W. . [To33us u BEpa B BEK aCTPOHOMHYECKUX OTKpbITHIl: «CTpacTHas IIaTHuna
1613 rona. Yesxkas Ha 3anan» /1. lonna // Bonpocsl ntutepatypsl. 2004. Ne 4. C. 125-157.
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over it. Via the discourse of scrutiny of the “body map” the lover, anatomizing
poet and doctor achieve recognition of the body and domination over it. In
Devotions Donne clearly goes back to medieval chorographic epistheme, and in
Good Friday 1613 and A Hymne to God in My Sickness the body is once again
sacralized by dying.

Bn. A. Jlyxos
Heomexcnupusm

B XX Beke, yxe mnocne Ttoro, kak lllekcriup Bolien B KyJbTypHBIE
Te3aypyChl MHOTHUX HAapOJIOB HE uepe3 MOCPETHUKOB (KOTJa HOCUTEIU 3THUX
KyJbTyp IIMPOKO  HCIHOJIB30BAIM  IMICKCIUPU3AIUI0O WIM  HIEKCITUPU3M),
a HEMOCPEJACTBEHHO (MOSBWINCH Takue (PeHoMeHbl, kKak «pycckuit Lllexcrupy,
«aemenkuit [lexcnupy», «bpanmysckuit Illekcnup» U T. A.), BO3HUKAET HOBOE
ABJICHHE, KOTOPOE€ YMECTHO OINpPEICIUTh KaK «HeoweKkcnupusm». «HoBbiMu
[lexcriupaMu» HEpenKo OOBSIBISIOTCS BEChbMa JAJIEKHME OT BEJIMKOIO JApamaTypra
nucatenn (I1. Kmogens, FO. O’Hun, C. bekker), uro camo mo cebe BechMa
CUMITOMAaTHYHO, HEOIIEKCITUPU3M MPOSIBIISIETCA HE TOJBKO B ApaMaTypruu, HO U
B TeaTpaJbHOM  HCKyccTBe  (Hampumep, B  TBopuectBe  C. I'. bupmasn,
A.Il. KropoBa, M. Il. bongymana wu 1p., HEPEAKO BHE IIEKCOUPOBCKOTO
peneptyapa), B Oamere («Cmaprak» A.W. XauaTtypsiHa B TOCTaHOBKE
10. H. I'puropoBuya, ocobenno Mapuc Jlmenma B maptum Kpacca), B omepe
(«PoGepto [esepo» I'. [lonuniertu B moctaHoBke baBapckoil rocynapcTBEeHHOM
onepsl, pex. Kpuctodop Jloit, ocobenno Dnura ['pydeposa B nmaptuu EnuzaBeTsl
Tromop u Ansbept larupymnun B nmaptuu Horrtunrema), B kuHo («Pomeo +
Jlxynbertay, pex. ba3 Jlypman) u ap. OObBIYHO HEOLIEKCITUPU3M JATEK OT TEKCTOB
u snoxu [llexcnupa. He cnyuaiino B moctaHoBke omnepbl «PoGepto JleBepo» Bpemst
[Ilexcnupa 3aMeHEHO Ha cepelnHy XX BEKa, ACHUCTBUE M3 JBOPIA IEPEHECEHO B
oduc, a B puisme b. Jlypmana, BecbMa CIOPHOM, B OCHOBHOM COXPaHEHHBIN TEKCT
Tparequn lllekcnupa Mo-HOBOMY 3BYYUT B KOHTEKCTE COBPEMEHHOM AMEpPHUKH.
Heomexkcniupusm, BHemHe yaansisich ot lllekcnupa, B rmyOuHEe OpUEHTHPOBAH Ha
MIEKCOUPOBCKUM MacmTad (yXke He Ha IIEKCIUPOBCKOE MHUPOBHUACHHUE, KaK B
KJIACCUYECKOM IIEKCIUPU3ME, a UMEHHO Ha MAacIITa0HOCTb 3TOTO MHPOBHUACHUS,
Macmitad repoeB, crpacted W T.na.). llpencraBuTenu  HEOIIEKCIIHUPU3MA
MOJYEPKUBAIOT, YTO XOTS HACTYNWIM HOBBIE BPEMEHA, MICKCIIHUPOBCKOE
MMOHUMAaHHUE KU3HU aKTyaJlbHO.
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Viadimir A. Lukov
Neo-Shakespeareanism

In the 20" century, as late as Shakespeare had already entered into
thesauruses of many nations not through mediators (when the natives of these
cultures used Shakespearisation and Shakespearianism), but directly (such
phenomena as “Russian Shakespeare”, “German Shakespeare”, “French
Shakespeare”, etc. appeared), a new phenomenon arose. It seems appropriate to
define it as “neo-Shakespearism”. Quite often some writers remote from the great
playwright (Paul Claudel, Eugene O'Neill, Samuel Beckett) are declared to be
“new Shakespeares”. It is highly symptomatic per se, neo-Shakespearism appears
not only in drama, but also in the theatrical art (for instance, in the creative works
of S.G. Birman, A.P.Ktorov, M. P. Bolduman and others, not infrequently
outside the Shakespeare repertoire), in ballet (A. I. Khachaturian Spartacus in
Y. N. Grigorovich’s staging, especially Maris Liepa in the role of Crassus), in
opera (Roberto Devereux by G. Donizetti in the Bavarian State Opera’s production,
director Christopher Loy, especially Edit Gruberova as Elizabeth Tudor and Albert
Shagidullin as Nottingham), in cinema (Romeo + Juliet, director Baz Luhrmann),
and others. Usually neo-Shakespeareanism is distant from the texts and epoch of
Shakespeare. It is not by chance that in the staging of the opera Roberto Devereux
the time of Shakespeare is changed to the middle of the 20™ century, and the action
is taken from a castle to an office. And in the movie by B. Luhrmann, a quite
controversial one, the essentially retained text of Shakespeare’s play sounds
modernized in the context of contemporary America. Neo-Shakespeareanism
moving from Shakespeare is objectively oriented at the Shakespearean scope in its
nature (already not on the Shakespearian world-view as in the classical
Shakespeareanism, but namely on the immensity of this world-view, on the scale
of his characters, their passions, etc.). Representatives of neo-Shakespeareanism
emphasize that although new times have come, the Shakespearian understanding of
life 1s of current interest.
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B. C. Maxapos
IJTHHYECKHE XaPAKTePUCTUKHU
B AHIVIMMCKUX «KHUTaX XapaKkTepoB» nepsoii nojoBuHbl XVII Beka

«KHuru xapakTepoB» — OJHMH U3 HauOojee MOMyISPHBIX KAHPOB CPEau
pa3HBIX CJIOEB aHMIMiickoro odmecTBa mepBoil mojoBuHbl XVII Beka, mepuona
3apOXKJIEHUA «c(epbl MyOIMYHOrO» B €€ COBPEMEHHOM COCTOSIHUM. B 3Tom
CMBICJIE KHUTH XapaKTEPOB MOKHO CPaBHHUTH ¢ TearpoM. Kak Ha cueHe, Tak U B
KHHUIax XapakTepoB PENpe3eHTalus U BOCIPUATHE UIEHTUYHOCTEH MPOUCXOIUIN
Han0oJiee aKTUBHO U APaMaTUYHO.

JUis COOPHMKOB XapakTEpPOB ITHUYECKUE XAPaKTEPUCTUKU IPEICTABISUINA
Ype3BbIUalHO BBITOAHBIA Marepuan. lcnone3ys mNOmyJsipHblE B 0OIIECTBE
THUYECKUE CTEPEOTUNBl W MPEAPACCYIKH, COCTABUTENIHM XapPAKTEPOB MOIJIHU
WJUTIOCTPUPOBATH 3TUMH IIPUMEPAMHU, KaK MPOUCXOJIUT MEPEXOKICHUE HEBUIUMON
IPaHULIBl  TPAAMIMOHHOIO  MOBEIEHHUS W 3apOXKAACTCS  TPaHCTPECCHs.
Carupuyeckuil 3JIEMEHT XapakTepa Kak jkaHpa oOecleyuBajg HaXO0XKIACHHE
TPAaHCTPECCUBHBIX 4YepT B J000M (opMe UACHTUYHOCTH — TEHIEPHOU,
po(ecCUOHAIbHOM, 3THUYECKOW — OTTEHSAs] UMHU OECTeNIeCHbII B3IJIs] aBTOpa,
HaXOJSIIErocs B MpeAesax «IpUeMiIeMOro» U OJHOBPEMEHHO HUT/IE.

XapakTepbl, MApKHUPOBAaHHBIE M0 3THUYECKON MPUHAIIIEKHOCTH — BaJUIHELL,
HIOTIaHACl] — WIM YaCTHUYHO MO 3THHUYECKOMY MPHUHIMIY — MoBap-ppaHiy3 —
CYILIECTBYIOT B TMpelielaXx TOro >Ke OOlIeCTBa, YTO M OCTaJIbHBbIE (PUTYPHI
COOpHUKOB. B HEKOTOpBIX Cilydasix 3TO O3HAYAET, YTO XAPAKTEpP «IIEPEeCaK€H» B
aHTJIMICKOE 00ILECTBO, TJI€ €ro YEPThl IPOSBIIAIOTCS HAaMOO0JIee KOHTPACTHO U SIPKO
(IpUHOMIT HEe3aMeuYaHHs TOro, HACKOJBKO CaM XapakTep OTJIMYaeTcsd OT
0KHJAEMOI HEYJIOBUMOM «HOPMBD», IPUOIMKASICh K TPAHCTPECCUBHOCTH.

Tak, B «Xapaktepax» Tomaca OsepbOepu “Braggadoccio Welchman”
CKpBIBA€T MYKUMHY B ce0e, KaK >KeMYyl B PakOBUHE, MOJA TIpynod 3a0aBHBIX
netaied — J000Bb K POAOCIOBHBIM, JIEMOHCTPATHBHBIA MECTEYKOBBIN
natpuotusMm (preferres Owen Glendower before any nine worthies, vouches Welch
a pure and unconquered language u T. 1.) C y4eToM JiereHIapHO-BaJTUHCKOTO
MPOUCXOXKAeHUS TIOI0POB 3TOT NATPUOTU3M MEpecTaeT ObITh 3a0aBHON UTPYIIKOMN
W ynadyHo BIHuchiBaeTcs B co3gatouryrocss B XVI-XVII Bekax OpurtaHcKyro
WJIEHTUYHOCTh, KOTOpYyro Illexcnup 3agHUM YHCIOM IIEpEHOCUT B XV BekK
B «'enpuxe V». OOHOBpEeMEHHO BaJlIMEl, OTIYCKas €XWIHBII HamMeK o
«3aBOCBAaHHOM» SI3bIKE AaHIJIMYaH, HE XO4YeT CO3HaBaTh, YTO CYIIECTBYET B
KyJIbTYPHOM TPOCTPAHCTBE AHIJIMICKOrO OOIIECTBa, KOTOPOE MBICIUT ce0s
OTIEIBHO OT HEro. ABTOp NpPEAYNPEXKIAeT YUTATENs JAEpKATbCAd OT BaJUIMiiIa
nojanapuie B JeHb cB. JlaBuaa, T. K. B 3TOT JIEHb €ro CaMOJ0BOJIbCTBO MIPEBOCXOIUT
Bce npenens (is without comparison).
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Tak xe amMOMBaleHTHO TOJNOXKeHUE (paniry3ckoro moBapa. C oJHOU
CTOpPOHBI, BCE €r0 MCKYCCTBO MOPOXKJIECHO BOWMHOM M TOJIOJOM, YTO CTaBUT €ro Ha
MHOTO HHM3IIYIO CTYIIEHb [0 OTHOLIECHHIO K CBITHOM U 3J0pPOBOM aHIIIMUCKOW MUIIE
(mpenBocxuiasi u3BecTHbIM xorapToBckuii “Roast Beef of Old England”).
C npyro#, moBap Halesl Crnocod cyOBepCHHM 3TOr0 JIOMUHHUPOBAHUS M CTal —
HEMOHATHO Kak — C y4eToM mpejiaraeMoi um numu Anama u HaByxomoHocopa
— MOJIEH U nomyJsipeH B AHriuu. Ero ¢gpaHiry3ckocTh yJauyHO BCTPOEHA B €ro
poeCCUOHANIBHYIO Kapbepy, U COUETAHHE ATUX DJIEMEHTOB JJISI HETrO SBIISIETCS
crioco0OM camMopenpe3eHTallMU U MOTEHINATbHOTO JOMUHUPOBAHUS.

TpeTtbum mpuMepoM MOXET cTaTth Trommagaer; — “A drunken Dutchman
resident in England”. Hapsany ¢ TpaaWIIMOHHBIMM HAacMEIIKaMH  HaJ
MMMUTpaHTaMU: ObITOBasi HEMpUXOTIUBOCTh “‘swarme like flies... six house-holds
will live in a garret”, CKJIOHHOCTh K ()MHAHCOBBIM MaxuHauusM: “buy the fox-
skinne for threepence, then sell the tayle for a shilling”, 3ameTHO, Kak coOCTBEeHHasI
CKJIOHHOCTh K aJKOTOJII0 TOJKAeT TOJUIaHAa Ha CHEKYJSAIHIO JIeIIEeBhIM
CaMOT'OHOM, CIauBaromUM OKpyry. (cp. monynspubie B XVIII Beke oOBuHEHMS
IIOTJIAH/IIEB B MPOTAJKUBAHUM JKMHA HA aHTJIMUCKUNA pbIHOK). HecmoTps Ha
CBOI0O OTHOCHUTENIbHYIO O€3BpPEIHOCTh, 3TOT «KBapTUPMEUCTEp Y COOCTBEHHOI
KEHBI» BCTPAUBACTCA B AaHMVIMICKYIO WJIEHTUYHOCTb — TOYUTAET KOPOJIs
I'empuxa VIII 3a oTyexkaHeHHbIE B €r0 MPABJIECHUE 30J0TbIE COBEPEHBI
(cyOBepcupys odunManibHOE MOYUTAHHE KOpoJsi-pedopmaropa u ero odOpas B
KyJIbTYPHOU MaMSTH).

Takum oOpa3zom, Bce MOAOOHBIE MEPCOHAXKN KHUT XapaKTEPOB MOSBIISIIOTCS B
MPOCTPAHCTBE, KOTOPOE aHTIIMICKas myOanuHas cepa MapKupoBaia Kak «CBOE» B
KyJbTYPHOM CMBICJE, BCTPaWBasCh B HEro U OJHOBPEMEHHO MepeKpauBas U
MEPEMOHTHUPYS MJI1 JOCTUKEHUS CBOMX IeNied — BBbDKUBAHUS, MOATAIKWBAHUS
CBOET0 OKPYXKCHUSl «IEPEUTH TpaHUIly», HApYyIIUTh OOIIENPUHSTHIE HErJIacHBIC
HOpPMBI). Mcionb3yst STHUYECKHUE CTEPEOTUIIBI, aBTOPhI XapaKTEPOB HUBEIHUPYIOT U
JIEKOHCTPYUPYIOT UX 3HAUYUMOCTh, TaK KaK, B KOHEUHOM cueTe, 000N MepcoHax
KHUTH JIeJIaeT TO KE caMoe.

Viadimir S. Makarov
Ethnic Characteristics in Early Modern English Character Books

In the gestation period of the English public sphere, character books became
a very popular venue for presenting, discussing and assessing identities. With their
authors posing as the ironic eye tracking the progress of the characters from slight
deviation to ridiculous transgression of accepted behavior styles, character books
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became a very sly commentary on society obsessed with non-existent order, where
the good are mostly devoid of particular behavior strategies and mostly descriptive.
In this context, ethnic characteristics gave the authors of character books an
excellent opportunity of social commentary on how the English world is being
infiltrated by all sorts of schemers and gain-seekers subverting the established
order. Thus “a French cooke”, having learnt the art of surviving on grass and
leaves, spreads the fad of continental dieting in England, gaining fame and money.
A “drunke Dutchman leaving in England” keeps his habitual love of alcohol and
gardening, but also poisons the neighborhood with his homemade booze and extols
king Henry VIII for coining gold sovereigns (thus debasing historical memory of
Henry as a reformer king). All the foreigners in character books live as part of
English society, having forced their way into less than accepting social
environment, which is always eager to remind the readers how really careful you
have to be about a Welshman on St. David’s day. To survive, foreigners
perceivably have to cross a certain boundary, transgress a certain vague unwritten
rule, but as the character books show, that’s what every character ultimately does.

C. A. Maxypenkosa
Yro 0011ero Mmexay uMaKuHu3MoM U UMoaxeHou:
o nepesoje nbecobl «Llumoeaun» B. lllepmeneBnuem
(K cmonemuro A. A. Anuxcma)

Bo emopoti wacmu namypa ®@aycma

yaice He npedcmasisem 0/ yumamens 3a2a0KuU.

A. Anuxkcem

(npeoucn. k «@aycmy» I'éme 6 nep. b. [lacmepnaka)
..t — mumo! Bovl no3ono notiméme...

b. [lacmepnak

B noxiage paccMarpuBaeTcsi TEKCT I€pEeBOJIa OAHOM M3 MO3IHUX IHEC
V. lllekcniupa «LlumOenuny», BeimonHeHHbIM Bagumowm IllepmeneBuuem. IlepeBon
B. lllepuieneBrya mano u3BecTeH B uctopuu nepepoao Y. lllekcnupa Ha pycckuii
A3bIK. ODTO CBSI3aHO C TEM, YTO MJIA CaMOro mMo3Ta oOpalleHue K Hacleauio
V. lllexcninpa HOCUIO OCOOBIM XapakTep. B nmokname OyayT paccMOTpEHBI Kak
oOire, Kak M CyOBEKTHUBHBIC MPEINOCHUIKA CO3/JaHUsl IEpeBOJla OJHON U3
no3nuux neec Y. lllexkcnupa, a Takxke OylneT NpemsioKeHO OOBsICHEHHWE BbIOOpa
MIMEHHO 3TOT'0 TEKCTA B KOPIYCE LIEKCITUPOBCKUX IbEC.

Pabora wnanm Tekctom y B. lllepimieneBnya mnwia TpyaHO, O UéM
CBHJICTEIBCTBYIOT B TOM YHCII€ W €ro JINYHbIE NPU3HAHUA, W 3aHSJa MHOTO
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BpeMeHU. TekcT nmosiBuics B neyaTh OyKBaJIbHO HaKaHyHE BOMHBI — JjieToMm 1941
roja.

B. lllepmeneBny paboTtan Haj NEPEBOAOM, Oyaydd YK€ CIOKHBIIMMCS
no3ToM. OH BOIIEN B MCTOPHUIO PYCCKOM JUTEpATypbl KaK OJWH M3 AKTHUBHBIX
YYaCTHUKOB T'PYIIIBI HIMAKMHUCTOB, Kya Hapsaay ¢ HuM Bxoaunu Cepreil Ecenun,
Anekcanap  KycukoB, Amnatonmuii  Mapuenrod. Ilytb, mpojenaHHbIH
B. IllepmieneBryeM OT €ro paHHHX MMa)XMHHUCTCKHX CTHUXOB JO NEPEBOJA OJHOMU
U3 CIIOXKHBIX JHUTMAaTHYECKHUX Ibec Y. lllekcnupa, TpaAuMOHHO OTHOCSIIUXCS K
KAHPY IbEC-CKA30K, JTOCTATOYHO IOJHO OTPAXaeT 3BOJIIOLHUIO €r0 3CTETUYECKHUX
BO33peHUl B 1enoM. B goknaae OyayT pacCMOTpPEHBI TaKU€ aCMEeKThl MOITUKHU
B. lllepuieneBnya, Kak MMaXUHUCTCKAsA «IPEAMETHOCTBY» €r0 JUPUKHU, (TKEIOE
BECEJIbE)» €r0 CJIOra, 3CTETUKA «TeaTpa s ce0s.

Svetlana A. Makurenkova
The Points of Coincidence: Imaginism and Imogen
(Vadim Shershenevitch’s Translation of Cymbeline)
In memoriam of the centenary of A. A. Anikst

Vadim Shershenevitch is well known in early 20™-century Russian literature
as a member of one of the poetic decadent groups, named imaginism, where he
belonged among the active members together with Sergei Yesenin, Alexander
Kusikov, and Anatolyi Marienghoff. His translation of Cymbeline, one of the latest
enigmatic plays of William Shakespeare, together with The Winter Tale and The
Tempest traditionally called “tales”, is much less known part of his poetic heritage.
His work over the text of Shakespeare was rather labour-taking, according to his
own words. It was published in 1941, just before WW2.

Vadim Shershenevitch approached the work on Cymbeline being already a
professional poet. The poetics of the text vividly reveals the characteristic features
of his style, such as imaginistic “objectivity”, “heavy joy”, the esthetics of
“a theater for oneself”.

Vadim Shershenevitch’s translation of Cymbeline gives a unique opportunity
to analyze the concept of “Imagination” within the flow of two literatures.
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H. D. Mukenaosze
EBanreanckas npurua B «['amiiere»

B noxnane ananusupyetcs 3HaueHue ogHou u3 nputd LlapctBus HebecHoro
(Martdeit, 13) mis comepkaHus MIEKCIIMPOBCKOW Tpareauu, a TakKe BBISBIISCTCS
HOBH3HA B TPakTOBKE ['aMJieTOM 3TOM €BaHTEIHCKOW PUTUH.

Natalia E. Mikeladze
Evangelic Parable in Hamlet

The present paper analyzes the importance of one of the parables of the
Kingdom of Heaven (Mathew, 13) for Shakespeare’s tragedy and reveals the
novelty in Hamlet’s interpretation of the parable.

E. A. llepsywiuna
OcHoBHasi mepuoOAU3ALMA B UCTOPUH
nepesoayeckou peuenuuu coHeToB lllexcnupa B Poccuu

CraBmiasi 3HaYMMBIM MTOTOM KpPEaTUBHOIO JAHAJIOra BEIUKUX KYJIbTYP,
pycckas IIEKCIUPOBCKAasi COHETHAHA OKas3ajdach BBIJAIOIIUMCS — SIBJICHUEM
OTEUYECTBEHHOI'O0 TEPEBOAUYECKOIO0 MCKYCCTBa, JEATENM KOTOPOro, peanusys
OHTOJIOTMYECKYIO CYIIHOCTh CBOMX TBOPUYECKUX 3aJay, TBOpWIU (eHomeH
nepeBoHON suTepatyphl. [loaToMy co3upaHue mEpPEeBOJYECKON COHETHAHbI
[Ilexcupa B Poccuu cTano cioXHBIM U OECKOHEYHO OOHOBIISIEMBIM TBOPYECKUM
MPOIIECCOM, KOTOPBIM HEBO3MOXXHO CBECTH K OOpPETCHHIO M KaHOHHU3AIUU
«IIPaBUJIBHOTO» W OKOHYATEIBLHOTO TIepeBoaa «moymmHHOoTo» [llekcrupa.

Kak siBnenue crnerudpuueckoit mo e€ Xy10KeCTBEHHON IPUpO/Ie MePEeBOTHON
auTepaTypbl, pycckas coHetumana lllekcmupa umeeT CBOIO HCTOPUIO U CBOHU
NPUHIUIIBI  TEPUOAM3AIMA  ITOW  HCTOPHH, OMNpeaeIsieMble Ha  OCHOBE
(YHKIIMOHAIBHO-PELIENTUBHBIX ~ MOJXOJ0OB  COBPEMEHHOTO  CPaBHUTEIBHOTO
nutepatypoBenenus.  MccnenoBaHue — XyAOKECTBEHHBIX  UTOTOB — BEAYIIUX
MEePEBOTYECKUX CTPATETHN U TPaHCHOPMUPYIOUIUX MPOESKIHMN MO3BOJIUIIO aBTOPY
BBIJICTIUTh YEThIPE OCHOBHBIX 3Tama B 3Tou ucrtopuu: 1) 1839-1890-¢ rompr kak
BpeMsl CTaHOBJIeHHMS pycckoi coHeTuanbl Illekcnupa, koraa TJaBHBIMU
JIOCTOMHCTBAMHU MEPEBOAHBIX COHETOB ObUIM UCKPEHHOCTh U TIIyOMHA JIMpU3Ma, a
B COHETHOM ITMKJIE aKIICHTUPOBAIUCH TeMa JIIOOBH K keHIuHe u oopa3 Illekcrinpa
Kak JIFOOOBHOTO BO3JbIXATENsA; 2) TEpBBIC ASCATUICTHS XX CTOJETHS, KOrja
npou3onuio  Oojiee  aKTUBHOE  OCBOCHHE  OOpa3HO-MOITHUYECKUX  OCHOB
IIEKCITUPOBCKOTO COHETA M BOCTIPHUATHE MIEKCITHPOBCKOTO COHETHOT'O CBOJIa HE KaK
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aBTOOMOrpapyeckoro pomMaHa, a KakK TOITHYECKOM  aHTOJOTHHM, YTO
KOHIICHTPUPOBAJIO BHHMMaHUE Ha TemMe mola3uu u obOpaze lllekcnupa-nosTa;
3) 1930-e — 1970-e roaswl, cTaBiIKe SMOXO0M HanMOoJiee 3HAUUTENBHBIX U SIPKUX
JOCTH>KEHUM B UCTOPUM OTE€UECTBEHHOU peueniuu conetoB lllekcnupa, koraa
MpeaMEeTOM O0CO0Or0 BHUMAHHMS CTall BONPOC O CBOEOOpa3uu Tparuzma
HIEKCIUPOBCKUX CTUXOB, @ TJIABHBIM JJOCTUKEHUEM BPEMEHH SIBIJIOCH OPTaHUYHOE
u MOCIIETIOBATEIBHOE OCYILIECTBIICHUE MEPEBOTUYECKHUX CTpaTeruii,
npoerupoBaBmiux coHeThl lllexcnupa B XyT0KECTBEHHO-CTHIIEBBIE TpPaJAUIIUU
BeplIMH MUpoBOU mor3uu; 4) pydexxk XX—XXI BB., OTMEUECHHBI HEBUJAHHBIM
POCTOM  CHHXPOHMYECKONM MEpPEeBOJHOM  MHOXKECTBEHHOCTH, BbI3BaHHOMU
00OCTPUBIIIUMCSI ONIYIICHHEM HE3aBEPIIEHHOCTH MEPEBOTYECKOTO0 BOCCO3/IaHUS
pyCCKUX COHETOB [lekcnpa 51 YCUJIEHHOU ITOCTMOJAEPHUCTCKOU
YCTPEMJIEHHOCTRIO K PAa3MBIBAHUIO MPEICTABICHUNA O >KaHPOBBIX TpaHUIAX U
3aKOHUYEHHOCTH XYA0KECTBEHHOT'O IPOU3BEICHMUS.

Elena A. Pervushina
Main Periods in the History of Translators’ Reception of
Shakespeare’s Sonnets in Russia

As a relevant result of the creative dialogue between the two great cultures,
the Russian Shakespeare sonnet collection has proved to be an outstanding
phenomenon of Russian translation art. Russian artists created the phenomenon of
translated literature by realizing the ontological nature of their creative objectives.
That i1s why the creation of Shakespeare sonnet collection in Russia has become a
complex and continually renewing creative process which cannot be reduced to
getting and canonizing the “right” and perfect translation of “authentic”
Shakespeare.

As a phenomenon of translated literature, specific in its creative nature,
Russian Shakespeare sonnets have their history and principles of their history
periodization, established on the basis of functional and receptive approaches of
the current contrastive literature studies. The research into the results of the leading
translation strategies and transforming projections made it possible for the author
to single out four main phases in this history: 1) 1839—1890s — the early period of
Russian Shakespeare sonnets, when sincerity and depth of lyricism were
considered to be the main values of translated sonnets, with sonnet cycles focusing
on the theme of love for a female and the image of Shakespeare as a loving
admirer; 2) 1900—-1920s when imagery and poetic nature of the Shakespeare sonnet
was investigated vigorously and Shakespeare’s sonnets were not interpreted as an
autobiographical novel, but rather as a poetic anthology, which highlighted the
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theme of poetry and the image of Shakespeare as a poet; 3) 1930-1970s — the
period of the most significant and brightest achievements in the history of the
Russian reception of Shakespeare sonnets when attention was focused on the
specifics of tragedy expressed in Shakespeare’s poems, and the main achievement
of the period was a comprehensive and consecutive pursuing of translation
strategies projecting Shakespeare’s sonnets onto the stylistic traditions of the top of
the world poetry; 4) the turn of the 20™ and 21 centuries, characterized by an
unprecedented increase of the simultaneous translation multiplicity caused by the
keen sense of incompleteness of Shakespeare sonnets in Russian translations as
well as intensified post-modern strive for blurring genre restrictions and perfection.

U. B. I[lewuxos
ABTOp «I'amJyieTa» oCcTaBUJI CBOIO NMOANNCH

Bynyun BblHyXk7eHHbIM B TeueHwe 10 JeT B KadyecTBEe NEPEBOTUMKA
«'amnera» UMeETh JAENO C MEPBOUCTOUYHHKAMHU IIEKCIHUPOBCKUX ITPOU3BEIICHHUIA,
aBTOp JOKJIaAa TiyOooko morpyswics B 3HameHuToe «llepBoe ®@ommo» (1623) u
HEOXKUJAHHO OOHAPYXUJI B OTOM KHUIE CHUCTEMY TMOJINUCEH, OJHO3HAYHO
YKa3bIBAIOIIYI0 Ha MOJJIMHHOE HMS aBTOpa A3TOr0 JPaMaTHYECKOro KaHOHA.
Paccmotpenne «Btoporo @onmo» (1632) noarBepausio JaHHBIE, MOTYYECHHbIE U3
MepBOro cobpaHus Jpamatuueckux npousBeneHuit lllekcnupa, UMEHH, KOTOpOE B
CBETE BBILICIIPUBEICHHBIX HUCCIEAOBAHUM, MPUXOAUTCS MPU3HATH TCEBIOHHUMOM
Onyapna ne Bepa, 17-ro rpada Oxcdopra.

Igor V. Peshkov
Hamlet Was Signed by Its Author

Translating Hamlet (which took me 10 years), I could not but resort to the
First Folio (1623), and this revealed a system of name ciphers that definitely
points to the identity of the author of the Shakespeare canon. Subsequent analysis
of the Second Folio (1632) confirmed these findings. The only conclusion we can
make basing on these is that the author of this body of dramatic works was Edward
de Vere, 17"Earl of Oxford.
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0. U. llonosunkuna
®opma u gepopmanus B yierusax A:xxona /lonna

B snerusix JIoHHa OCyHIECTBISIETCS CABUT 3II0X, 3aPOKAACTCS HOBBIA SI3BIK
m000BHOU T1033uM, (QopMHUpOBaHUE KOTOporo 3amepmiaetcs B «llecHsx u
MeceHKax». BaxxHyr0 posib B 3TOM IPOLECCE UTPAET MOAPAKAHUE PUMCKOU BJIETHH.
Joun 3ammctByeT y OBuUAMS OCOOBIM THIN JUPUYECKOTO Teposi — oparopa,
pacCUMTHIBAIOIIETO0 Ha omnpeneneHHbid 3¢ dexr. OmHako coBepiieHHas Gopma
OBUJIMEBOM DJJIETMH TOABEpraercss B Mo33uM JlOHHa cephe3Ho aedopMarumu.
Jlymaetrcs, B oBuaueBOM nsieruu il JloHHa BaxHO caMo oOpalieHue K
NEKIaMallMOHHOMY  CTWJIKO,  OpHEHTalMsi Ha  OpPaTOPCKOE  HCKYCCTBO
onpeneneHHoro tuma. OO0 53TOM TOBOPUT €r0 CTpPEMIICHUE «OECKOHEYHO
MPOJOKATh MEePUO», MpUCTpacTue K udepene 3PdexTHbIXx meTadop, «urpe Bce
HOBBIX M HOBBIX T0BOpoTOB MbICHH» (T.C.3au0T), BOCXoAfAlIHE K TOU
PUTOPUYECKON Tpaauluu, K KOTOpou npuHagiexan Opuauii. Ho B nenom JloHH
OPHEHTUPYETCS HA APYro€ HAMpPABICHHE B UCTOPUHU JAeKiIaMallMoOHHOro ctuis. [1o
MBICJIM OPUTAHCKOTO yueHoro-kiaccuka Jl>kona XepuHITOHA, BEIPA3UTEIBHOE «S1»,
«TEPBOE JIUIIO», SBISETCA TOMUHUPYIOMIUM 371eMeHTOM mpo3bl CeHeku. C uMeHeM
CeHeku CBSA3aHO TEYEHHE MBICIIH, U3BECTHOE KaK aHTULIMIIEPOHMAHCTBO. B Hauare
1590-x romoB cTuiab mpo3bl CeHEeKH BIIOJIHE MOT CTaTh MOJHBIM 00pasoMm s
MOApakaHWsi B  KOHTPOBEPCHUSX HauuHaromux ropuctoB HMuuc-od-Kopr.
OTHOLIEHUsT «I — ThI», CTOJb BaXHbIC I TIpo3bl CEHEKH, SBISIOTCS
onpeAensiomuMi 1 B aierusax JloHHa. VIMEHHO OHH CO3[al0T AaKTyallbHOCTh
«JJaHHOW CHUTyalluu», TEKYIIEr0O MOMEHTa, KOTOpas pPe3KO OTIUYaeT JHOOOBHYIO
nupuky JloHHa OT BHEBPEMEHHOTO MHUpPa METPAPKUCTCKONU JTOOOBHON MO33UU U OT
noa3un OBuaua. M. Kponn Takke BBIICISNI «KUBOE M OCTPOE 3aredyaTiCHUE
WHJVMBUAYaJbHOTO ONBITa» W «3aleyaTiieHue B CIOBE IIpoliecca OOpeTeHus
UCTUHBI» KaK OCHOBHBIE KaueCTBAa CEHEKHMAHCKOro ctuisi. B snerusix [loHHa
CTaJIKUBACTCA «CPEIHEBEKOBas JTIOO0Bb K PUTOPUKE» C AHTHUIIMIEPOHUAHCKUM
WHJVMBHUAYaJbHBIM HAyajoM, aneUIMPYIIUM K >XUBOMY (DYHKIIMOHUPOBAHUIO
MBICJIH.

Olga 1. Polovinkina

Form and Deformation in Donne’s Elegies
In the Elegies John Donne invents a new poetic language which is presented
in full blossom in his Songs and Sonnets. The important factor is his imitation of
the Ovidian elegy. Donne takes from Ovid his elegiac persona, an orator,
“omniscient speaker”. But the perfect form of the Ovidian elegy is deformed in
Donne’s Elegies. The fact is that Donne imitates the declamatory style as such. His
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“boundless running on”, his gorgeous metaphors, his play of thought are of the
same nature as Ovid’s elegiac style. But in general another type of declamation
defines the poetic form of Donne’s Elegies. J. Herrington writes of ego,
“impromptu speaker” as the main element of Seneca’s prose. The anti-Ciceronian
tendencies in 16™-century culture are antecedent to Seneca. In the beginning of the
1590s, the style of Senecan prose was probably imitated by the orators of the Inns
of Court. “Ego — tibi” relations, very prominent in Senecan prose, have crucial
importance for Donne’s Elegies. The actual situation, the present moment of the
poems is the consequence of these relations. M. Croll also spoke of “a vivid and
acute portrayal of individual experience” and of “portrayal of the process of
acquiring the truth” as of traits that mark Senecan style. In Donne’s Elegies the
medieval love of rhetoric and the anti-Ciceronian involvement with the process of
thinking are combined.

B. P. Ilonnasckuu
Croxert o I'amuiete B Tparennu C. BuckoBaToBa

B cBoém «lamnere» (1810) ngpamatypr C. BuckoBaToB IOMYCTHI
CIeAYIOIINEe MPUHIIMIHUATIBHBIE OTCTYIUICHUSI OT CHOKETa IIEKCIHUPOBCKOM
Tpareauu:

1) mpuspak ybutoro orua [amiera sBasieTcs cpa3y HEMOCPEICTBEHHO
camomy ["amiiery;

2) mpuspak TpeOyer oT ['amisiera OoTOMCTUTH He TOJNbKO KiaBmauio, HO u
I'eptpyne;

3) mpu3pak He MPOCTO PACCKA3BIBAET O TOM, KaK TSAXKEIO MPUXOJUTCI €MY B
3arpoOHOM MHpE UCKYIATh 3€MHBIE TPEXH, & UCIIBITHIBAET BUAUMBIE MyUYeHUS (€ro
IPBI3ET 3Mes1), U OCBOOOJUTH €ro OT 3TUX MY4YEeHHM MOXKET Toyibko ['amner, eciu
OTOMCTHUT yOuii1iam;

4) T'epTpyna siBIsieTCs y4yacTHULEH yOuiicTBa CBOEro cynpyra — yOUICTBa,
3aJlyMaHHOro, cyas 1o Bcemy, KiaBauem, HO OCYIIECTBIEHHOTO €O
COOCTBEHHOPYYHO;

5) Odemus — nous Kiasaus, a ve [lomonus;

6) 7aBa BBIIICO3HAYEHHBIX OOCTOSITEIHCTBA MOTHUBUPOBAHHO OCIOKHSIOT
lamnery 3amadyy MeCTH: OH JOJDKEH YOUTh OTIA CBOEW BO3JIOOJICHHOW U
COOCTBEHHYIO MAaTh;

7) KunaBauii He mnpuxomuTcs poAHbIM OpatoM oty [amnera, XoTs u
COCTOMT C HUM B JJOCTATOYHO OJIM3KOM POJICTBE;

8) Kunapnuii He xeHaT Ha ['epTpy/e, XOTS OHU U COCTOSIT B JIIOOOBHOI CBSI3U
(oHa OTKa3bIBAaETCS BCTYIATh C HUM B Opak);
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9) poman KnaBmus ¢ I['eprpymoili Bo3HUK emi€ n0 yOMHCTBA 3aKOHHOTO
MIpaBUTENS] U SBUJICA HEMOCPEICTBEHHONW MPUYMHON 3TOr0 yOWICTBA, MOCKOJBKY
1apb y3HaJl 00 OTHOILIEHUAX CBOEH KEHBI CO CBOMM «ONMKANIIUM CPOJTHUKOM);

10) I'amner sBnAseTCS OCHOBHBIM INPETEHJEHTOM Ha TPOH, HO HE CHELIUT
3aHSTh €ro;

11) B cuene o0bscHenus ['amneta ¢ ['epTpyoil npuspak mosiBAsSETCS HE AJIS
TOoro, 4ytoObl 3amuTUTH ['epTpyny oT I'ammnera (kak y Illlekcnupa), a, Ha000pOT,
9YTOOBI BHOBb MOJICTPEKHYTh €r0 K YOUNUCTBY KOPOJIEBHIL;

12) I'epTpyaa ¢ nepBOro nosBJICHHS HA CLIEHE UCIBITHIBAET MYKH COBECTU U
UIIET croco0 HUCKYMUTh CBOKO BHHY; B pe3yJbTaTe OHAa MPUXOAUT K OCO3HAHUIO
HEO0OXOUMOCTHU MYOJIMYHOr0 OKASHUS U MPU3bIBaeT K Hemy KitaBaus;

13) KnaBauii, crpemsch uz0exaTh pa3o0iiaueHusi, CO3HATENIbHO (a He
ciy4aiiHo, kak y Illexcriupa) yousaer ['epTpyny;

14) B dunane I'amner u Odenus, UCTBITABIINE CHIIbHEHIEE MOTPSCEHHUE,
TE€M HE MEHEE, OCTAIOTCS B KHUBBIX.

Bce stu pacxoxnenus c¢ lllekcniupom CBHIETENBCTBYIOT O CTPEMIICHUU
POCCHIICKOr0 JpamMaTypra ocTarbCsi B PyCJ€ IIEKCOUPOBCKOTO 3aMbICia U IPHU
TOM TPOSICHUTb MOTHBUPOBKH, UYTOOBI YCTPAaHUTh HESICHOCTU B MOBEJACHUU
MIEPCOHAXKEM.

Vitaliy R. Poplavskiy
The Story of Hamlet in S. Viskovatov’s Tragedy

In his Hamlet (1810) Stepan Viskovatov departs from Shakespeare’s version:

1) the Ghost appears only before Hamlet;

2) the Ghost calls for revenge not only on Claudius but on Gertrude as well;

3) the Ghost not simply speaks of his sufferings in the other world, he is
being devoured by a snake and Hamlet clearly sees this; he can save his father if he
revenges on murderers;

4) the murder was committed by Gertrude but planned by Claudius;

5) Ophelia is Claudius’ daughter, not Polonius’;

6) this naturally makes Hamlet’s task of revenge extremely difficult as he has
to murder his mother and his beloved’s farther;

7) although related to, Claudius is not Hamlet’s father’s brother;

8) Claudius and Gertrude have a love affair but are not married to each other
(she refuses to marry him);

9) their love affair developed before Hamlet’s father’s death and was the
genuine reason of the murder because the King had found out about his wife’s
infidelity;
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10) by the start of the play Hamlet is the heir apparent to the throne but he
doesn’t care about it;

11) when Hamlet emotionally lectures Gertrude the Ghost appears not to
defend Gertrude from Hamlet but to instigate him to murder her;

12) from the very first appearance Gertrude is conscience-stricken and wants
to atone for her sins; she feels the need to publicly repent her sins and calls
Claudius to do so;

13) fearing accusation, Claudius knowingly kills Gertrude;

14) in the end Hamlet and Ophelia remain alive.

All of these discrepancies attest to the playwright’s wish to use Shakespeare’s
message in order to make characters’ actual intentions clear.

U. C. Ilpuxoovko
«bypsi»: mexkcnupoBcKUe ABTOPEMUHUCIEHITHT

«bypsi» 3aHuMaeT oco0oe MecTO B JApaMaTypruyeckoM Hacjeauu
[lexcriupa. DTO ero mociefHsis NpeacTaBiIeHHas MyONUMKe Jpama, OJHAKO €r0
oTkpbiBaeTca llepBoe ¢onno, 4TO CBHUAETENHCTBYET 00 OrPOMHOM 3HAYECHUH,
KaKoe MpujaBaiy e ugarenu. Buaumo, He TOJIBKO MOTOMY, YTO 3TO CBOETrO poja
nyxoBHoe 3aBenianue lllexcnupa, nputya 0 4eI0BEKe-TBOPIIEC, OBIAJIEBIIIEM Yepe3
KHI)KHOE 3HAHUE TallHaMU MPUPOJIbI, OOPETIIEro CIOCOOHOCTh YIPaBIsTh MUPOM
JIyXOB W JIOJIe, IpUT4a O cBOOOAEe W Mumiocepauu. Jlymaercss Takxke, 4yTo 3Ta
apama ObUla WTOTOM, CHUHTE3UPOBABIIMM OOTAThI OMBIT IO3HAHUSI YEIOBEKa
XYJ0)KHUKOM, pacChllaHHBIH BO MHOXECTBe JApyrux apam. lIlpu Bcem ee
YHUKaJIBLHOM CcBoeoOpasuu, «byps» BoOpana B ce0si MHOTOE U3 paHee CAEIaHHOTO,
W HE TOJIbKO B XaHpoBoM oTHomeHuu (U. Pamkwuif). Csizm ropazgo Oomee
o0beMHBIE: B 00pa3ax U CIOKETHBIX CUTYAIlUsAX, B IOCTPOEHUH CIIEH U IUAJIOTOB, B
MOATUKE TeKcTa. B nokiane mpeamnosiaraeTcsi OCTAaHOBUTh BHUMAHUE Ha CBA3SX
3TOM pPOMAHTHYECKOW JpaMbl M pOMaHTHYeCKoW komemuun «Kak Bam 370
MOHPABUTCS», B YaCTHOCTH, — Ha cooTHeceHHocTH I[Ipocnmepo u Kaka
MenaHxomnuka.

Irina S. Prikhodko
Shakespeare’s Autoreminiscences in The Tempest

The Tempest occupies a special place in the dramatic heritage of
Shakespeare. Being final this drama opens The First Folio, which is a sign of the
ultimate importance granted to it by the editors. Presumably, it is not only
Shakespeare’s last spiritual will, a parable about the creative power of Man who,
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through the book knowledge, has obtained the secrets of nature and the ability to
govern the world of spirits and mankind, a parable of freedom and mercy. This
drama is a kind of synthesis of the artist’s rich experience in exploring the human
nature, dispersed in numerous other plays. Despite its uniqueness, The Tempest has
absorbed much from Shakespeare’s earlier comedies and tragedies, and not only in
the genre respect, observed by I. Ratsky. The ties are much more voluminous,
explicated in images and plot situations, in constructing scenes and dialogues, in
textual poetics. In my paper I offer a more detailed analysis of the links between
this romantic play and the romantic comedy As You Like It with the emphasis on
the relations of Prospero and Jaques the Melancholy.

B. A. Pocamun
Auanor bena /I:xkoncona ¢ lllekcnupom o Beneunnu

Benenus necsaTku pa3 CTaHOBUJIACh MECTOM JEWUCTBUSI AHTJIOSI3BIUHBIX MHEC
u pomanHoB. Cpenu HauOonee NaMATHBIX HMMEH MOXHO Ha3Bath Yocepa,
[llexcnupa, baiipona, Kynepa u I'. [xxeiimca. Tparenus Illekcrimpa m xomenus
JI>KOHCOHA HACTOJIbKO OJIU3KU JIPYT JIPYTy MO BPEMEHU U CPEeNie CO3JIaHUs U POy
COBIIAIAIOIINX OOCTOSATENbCTB, YTO €CTECTBEHEH MHTEPEC K TPAKTOBKE B KaXKJIOM
13 TEKCTOB OOITUX MU OJU3KUX TEM.

Cpenu Hux — oOmectBeHHas Mopanb: U Ilekcnup, u J>oHCOH
n3o0paxaror BeHenuio Kak «AJIpUaTUUYECKyr0 ONyIHUILY», pa3BpalieHHYIO
OOraTCTBOM M YCIEXOM. DTO OTpPa)KaeTcsl U Ha TMOBEICHUM MOJIOJBIX JIIOJEH: B
o0enx nbecax cpeau ACHCTBYIOMIMX JIUI] €CTh KypTH3aHku. CIpaBelIMBOCTh: CUJia
TpaJuLIM TAaKOBa, 4YTO 3aKOH CTAHOBUTCS CWIBHEWUIINM THUPAHOM JJIS
uHauBUAyyMa. OOMaH Kak opyxue: UM BiajaeeT Aro, HO €ro e ¢ yA0BOJbCTBUEM
ucnosib3yroT Bonsrnone m Mocka. OTHOLIEHHME K 4YyKaKaM-MHOCTPaHIAM:
MOAO03PUTENBHOCTh, CMEIIaHHAsI C HEOOXOIUMOCTBIO UX UCIIOIB30BaTh «JIs Ojara
pecriyonuku». JleHbI'W: HMX HaKaluiMBaeT Jyisi COOCTBEHHOTO Y/IOBOJIbCTBUS
Bonbrone, ux ke mpexe Bcero neHuT Aro B cBoel apyxoe ¢ Pogepuro.

N Bce xe B ueHTpanbHOW Teme Tparenuu lllekcrupa OBLIM CHUIIBHBI
HEKOTOpPbIE POMAHTHUYECKHE HJIEMEHTHI, C KOTOpbIMU beH J[)KOHCOH CKpBITO
CIIOpUJI B CBOEH KOMEAWHU. IDTO, MPEXKIE BCETO, HAWBHAS IOMBITKA JOCTOMHOTO
YEJIOBEKA IOCTPOUTh CBOE€ cyacTthe. [ist bonapno m YUenunm Takue WITIO3UHU
HEBO3MOJKHBI, TTOCKOJIBKY OHHM CaMH IUIOTh OT IUIOTH CBOMX OTLOB M SIBJISIOTCA
4acThl0 OOIIEeCTBEHHOro MexaHusma. Eciau Manunynstop Sro mpencraBieH Kak
IreHUM 3514, pacnaysIfoluid ceOs Ha 3J0J/IeCTBA MEepEeUUCIeHUEeM OOUJl, KOTOpbIe
HaHECJ]a €My >KU3Hb, TO MAXMHATOPHI Y J[KOHCOHA HACIAXKAAIOTCS BIACTBHIO HAJ
IylIaMu corpaxiaH. B cBsi3u ¢ 3TUM uHTEpeceH o0pa3 BlacTeil, CO3Aal0IUNCs Yy
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[excriupa nonudonuet romocoB Jloxka, bpabaHuuo U JOpyrux CEHATOPOB,
I'patmano u JlomoBuko. ['omoca «aaBoKaToB», CTOJKHYBIIUXCS C adepoi
Bounbnione, cnmBarOTCs B OJIMH XOP.

Viadimir A. Rogatin
Ben Jonson’s Response to Shakespeare’s View of Venice

English and U.S. fiction and drama have dealt with Venetian settings for as
long as the city exists. Some of the most memorable output was contributed by
Chaucer, Shakespeare, Byron, F. Cooper and H. James. However, two classics are
so close in their media, location and topics that one cannot but draw parallels.

Public morals: as the “whore of the Adriatic”, Venice offers satirist a relish:
it is a seat of vice fed with affluence and dishonest practices. By the way, both
plays present courtesans. Enforcement of justice: being so rigid, the law becomes a
burden rather than a regulator. Deception: “honest lago” handles it best of all, but
Volpone and Mosca enjoy going through with their fraud. These two are taking
advantage of their fellow-citizens’ weaknesses: gullibility and lust for money.
Treatment of aliens: another race representative or foreign traveler may undermine
“the State”. Wealth: Volpone needs it for power over dupes, and Iago values his
gullible friend Roderigo exactly for his money.

Shakespeare certainly required a certain strategy of idealization in the
tragedy, and Ben Jonson could not but draw a sneer in his comedy. He shows that
it is naive for an honest man to proper. Bonario and Celia only escape trouble by
chance, and still they are in one boat with their corrupt relatives. lago was
presented as a monstrous genius, playing around with people and opinions, while
Jonsons frauds enjoy acting and getting their ways. In Shakespeare’s play, the
powers are individualized (the Doge, senator Brabantio and others), while Jonson’s
Venice is governed by greedy “Avocatori”, all of them alike and impersonal.

H. B. Canpbieuna
IHlexkcnup B yKPAaMHCKHUX NepeBOAAX

Pyccknili s3pIKk  pacnpocTpaH€H Ha YKpauHE, W YKPAWHIBI HMEIOT
BO3MOKHOCTh uHTaTh lllekcrmupa B PyCCKMX II€pEBOJAX M CMOTPETh IBECHI
[Ilexcriupa Ha pycckoM si3bike. TeM He MeHee, Ooibiiasi yacth nbec lllekcnupa
nepeBefieHa Ha YKpPauHCKMM, a HamboJjiee W3BECTHBIE IbEChl CYIIECTBYIOT B
HECKOJIBKMX BapuaHTax. Mmerorcsa 84 mepeBoja IIEKCIUPOBCKMX IIbeC Ha
YKPauHCKUU A3bIK, BbINONHEHHBIE 41 iepeBogunkoM. CymiecTBytoT 13 mepeBonoB
«l"amneray. Jlyuymmii n3 Hux BeimosHui ['puropnit Kouyp. merorcsa 5 nepeBonos
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«Otemnoy, 4 nepeBoaa «Koposns Jlupa», «MaxbeTa», « YKpOIIEHUS CTPONTUBONY,
«MHoro myma u3 Hu4ero», « Bunazopckux HacMemHuy. CymecTByeT 6 MOJHBIX
nepeBoioB coHeToB lllexcnmpa, HO TOoNbKO mepeBoabl Imutpa Ilamamapuyka u
JAvmutpa [laBivyka OpOM3BOIAT  BIEYATICHUE  BBICOKOTO  IMO3THYECKOI'O
MacTepCTBa.

CymectBoBasiM OpUIIMAIbHBIE 3aKa3bl HA NMEPEBOBI HIEKCIIUPOBCKUX IbEC,
HO B OCHOBHOM II€PEBOJIbI BBINOJHIACH JHTY3MACTaMH. 3HAYUTEIbHAs 4YacThb
MEePEBOTYMKOB ObUTH ACSATENSIMU TeaTpa — pexuccépamu, akrépamu. Hexkoropsie
MEPEBOUYUKHA OKA3BIBAJIMCH B OMIIO3ULIMU K BIACTH.

B nmocTtcoBeTckyro 3moxy u3-3a ocna0ieHuss TpeOOBaHUI LEH3YpbI
NOSBJAIOTCA M ciadble nepeBoabl. CoBETCKas IIKOJIA MEepeBOa MPUAECPKUBAIACh
CTPOrMX MPaBWJ, B YHUCIE KOTOPbIX HAYYHOE M3YyUYEHHUE OPUIHMHAJA, TOYHOCTD,
COXpaHeHHE OOpa3HOW CHCTEMBbl M IIOCTPOEHHE TEKCTa, BbI3bIBAIOLIEE
BIICYATJICHUE, CXOIHOE C BIIEYATICHUEM OT OpUrMHaiIa. IlepeBoabl, BOSHUKILNE B
pycie 3TOW IMKOJIbIL, 3TO mnepeBoAasl Makcuma Psuibckoro, ['puropus Kouypa,
Wpunsl Cremenko, Mbikonbl baxkana, KoTopble MyOJIMKYIOTCS B COBPEMEHHBIX
aKaJeMHUYECKUX U3aHUAX.

Nina V. Saprygina
Shakespeare in Ukrainian Translations

The Russian language is widely used in Ukraine, so Ukrainians read
Shakespeare and see Shakespeare’s plays in Russian. However, the majority of
Shakespeare’s plays have been translated into Ukrainian, and the most famous of
them exist in many variants. There are 84 translations of Shakespeare’s plays in
Ukrainian produced by 41 translators. There are 13 translations of Hamlet; the best
one is by Hrygori Kochur. There are 5 translations of Othello, 4 translations of
King Lear, Macbeth, The Taming of the Shrew, Much Ado about Nothing, The
Merry Wives of Windsor. There are 6 complete translations of Shakespeare’s
sonnets, but only translations by Dmitro Palamarchuk and Dmitro Pavlychko, the
members of the Soviet translation school, show a high level of poetic skill.

There were official orders for translations of Shakespeare’s plays, but the
majority of the translations were made by enthusiasts. Quite a few of the
translators were people connected with the theatre — directors or actors. Some of
the translators came to oppose the official authorities, joining the opposition.

In the post-Soviet era, when censorship slackened, poor-quality translations
also appeared. The Soviet translational school had imposed strict rules, among
close study of the original, accuracy, preservation of image system and the
construction of the text which can impress the reader close to the original. There
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are translations by Maxym Rylsky, Hrygori Kochur, Irina Steshenko, Mykola
Bazhan, which are republished in the new academic editions.

H. A. Cmupnosa
I'amuier Beka akasa u qupusKaden
(bopuc ITomiaBckuidi: 0CO0EHHOCTH peleni Ui MEeKCIMUPOBCKOro oopasa)

B wucropum pycckod penenuuy MEKCIUPOBCKOrO HACIEAWS OJHA U3
BEAYIIHUX POJICH, HECOMHEHHO, MPUHAIICKUT MO33UU. ['aMI€TOBCKUI METaTEeKCT,
CO3/IaHHBIM MO3TaMU IEPBOM MOJIOBUHBI IBAJLATOTO CTOJIETUSA, IO MPABY MOXKET
ObITh Ha3BaH OecmpeneneHTHBIM. [ammer brnoka, XopaceBwya, EcenuHa,
[[BeraeBoi, I'. IBaHoBa, [lacTepHaka, AxMaToBoil, MasskOBCKOT0, 3Has CULYy ClO8,
gcmaem U 2060pum 6eKam, ucmopuu u mupozoauuro. B 3ToM KOHTEKCTE 0coboe
BHMMaHue mnpuBiekaer npuHl Jlarckui bopuca IlormaBckoro, KoToporo,
JlyMaeTCsl, MOKHO Ha3BaTh [ amniemom 8exka 02 casa, UCTIONHAIONIETO Ha mpomboHe
BapualllK Ha TeMy — «HecbObimounble cHbl 3eMauy.

I'amner IlormmaBcKOro TOBOPUT ycmamu ycmanocmu, TOCKOJIbKY U JHEM U
HOYBIO €ro MPECIENYIOT 00HU U me dce CHbl: 8ce npouiio, ece ycmano ovims. OH
KUBET MOJl Mecmamu 008anUBUUMCsL. HeOOM, HAXOJIs IOJJOOUE 0108HHO20 NOKOSI B
danTtacmaropusx  OBITHS, 4YacTO  Pa3BOPAUYMBAIOIIUXCA B  OyKBaJIbHO
pENpe3eHTUPYEMOM MPOCTPAaHCTBE MeTaopsl OHo orcuzHu. Pydelt, peka, mpyn,
MOpE — YacTHU €JUHOTO n00800H020 yapcmea IlomnaBckoro, Ha MOBEPKY CTOJb
HEOTJIMYUMOTO OT MIO3UK-XOJLI06, 3aXJIECThIBAEMbIX JIEPraHbIMU PUTMAMU 0JHCA3-
0an006, U YU CYETHO-CYETSIIUXCS TOPOJOB, OTPAXKIACHHBIX YACHOKOAOM MpPYo.
AJl y’)ke TaBHO cTall (pakKTOM IMOBCEIHEBHOCTH, €€ sBHOU cyThio. bonee Toro: on
YCIY>KJIMBO JIOCTABUT Bac B CBOM MpeNesibl HA OOBIYHOM TOPOJCKOM TpaMmBae.
N Bce xe y uenoseka [lomnaBckoro ocraercss BO3MOXKHOCTb OYMIICHUS, MOYTH
TUTUEHUYECKAs, — ouucmumuvcs msamoio cua. IlycTb Ha Bpems, HO BCE XKe: Bellb
coH, ciaBa bory, eie crnocoOeH eyusamb 6e3603Me30H0, becneyHo, OecnpagHo,
be33auumHno.

Hekum cMbICTOBBIM (POKYCOM IIEKCIUPOBCKON uHTepnpeTanuu bopuca
[lonaBcKOTro CTaHOBUTCS CBOCOOpa3HBIM cHosuOdueckuti npaxmuxym [ammera
BEKa JKa3a W AUPHKAOJIel: MO3T MOrpy»KaeT ero B CMEPTHBIM COH, TOT CaMbIH,
KOTOpPOTO TakK CTpamIuTCs NpuHI J[aTCKui, W TOKAa3bIBAET, Ym0 MOXKET B HEM
MIPUCHUTHCS, HACKOJIBKO OH Pa3HUTCA OT KW3HU B siBU. M1 B 3TOM CHe, misdmeMcs
BeKa, cmaperowuu ['amineTr, HakoOHEl, nO3Haem C600 80600y — CBOOOIY
MPEOJIOJCHUS OBITUSl 2pe30li, Hasblo, JUIsl KOTOPOH, BONPEKU KUZHU epA3HOU U
HEHYKHOM, MO-NPEXKHEMY CYIIECTBYIOT YUCHIbIE 36VKU YUCHOU HOYU.
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Natalia A. Smirnova
Hamlet for the Age of Jazz and Airships
(Boris Poplavsky’s Vision of Shakespeare)

The history of Russian reception of Shakespeare is notable for its distinct
lyrical bias. The interpretation of Hamlet in Russian poetry of the first part of the
20" century may be called unique. The Hamlets of Block, Khodasevich, Yesenin,
Tsvetaeva, G. Ivanov, Pasternak, Akhmatova, Mayakovsky realize the power of
the Word and address ages, history and universe. The Prince of Denmark by Boris
Poplavskiy in this context calls special attention. He is doubtlessly Hamlet living
in the thundering and nervous jazz century. His instrument is the trombone, his
theme is time that is out of joint, his variations are illusory and elusive dreams of
the Earth.

Poplavsky’s Hamlet is quite fatigued, which is reflected in his speech —
weary, languid and exhausted. His days are also joint-labourers of nights haunted
by inevitable nightmares: all’s gone, everything is tired of living. He lives under
the partly ruined heaven, finding a kind of a stannic calm in the phantasmagoria of
being. The poet’s metaphor the bottom of life takes the form of the existing in some
under-water kingdom which is hard to tell from modern music halls with their
atmosphere of twitching and nervous rhythm of jazz as well as from the urban
everyday life — hectic and fussy. Hell in Poplavsky’s verse has become a hallmark
of modernity, its core and matter: it can even provide you with different modern
conveniences, tram, for example. And yet Poplavskiy gives man an opportunity of
purification but in a somewhat sanitary way— to pure oneself with the mint of night
dream: dream is still a rare chance fo walk gratuitously and carelessly.

Analyzing Poplavsky’s interpretation of Shakespeare we can see that the
very center of it is some practice of dreaming for Hamlet of the jazz and airship
age. The poet plunges him into the mortal dream so unbearable for the Danish
Prince, and shows what dreams may come in that sleep of death. In this age-long
sleep Poplavsky’s ageing Hamlet realizes that the essence of freedom lies in
controlling reality with day-dreams, poetic license, and creativeness. There, despite
the foul condition of human life, are still to be found pure nights and clear sounds.

I A. Cokyp
IIucsma ¢ pponrta

ApxuB A. A. Anukcra, xpansmuiics B PI'AJIM, nmoka HemocTyneH, HO B
apxuBe A. K. Jl:)xuBeneroBa xpansitcs 4 (QpoHTOBBIX muchbMa AJieKcaHJIpa

42



AOpaMoBHYa, [dAOIMIME BO3MOXHOCTH OIIYTUTh MacliTad €ro JIMYHOCTH B
COKpPOBEHHBIX Oecenax ¢ Bepruinem, kak oH ero Ha3bIBaerT.

«Kaxnaplif  1eHb  OPUXOJUTCA  BUAETh  CTOJBKO  KECTOKOCTH,
0ecUeIOBEUHOCTH, HU30CTH, YTO OBIBAIOT MOMEHTHI, KOTJla MOHUMAEIlh MHEHUE
CBudra o pozae uenoeueckoM. Ho 3TO TOJIBKO — MOMEHTBI, IOHSTh 3TO S MOTY
mumb  abctpaktHo. [loToMy 4dYTO Hajg BcemMu yKacamMu BOMHBI  BCE-Taku
TOCMOJICTBYET SICHO BUAMMBIN MHE UJI€a]l TyMaHHOCTH.

«oporoi1 Anekceir Kapnosuu! Bac He yauBHUT, 4TO s BBIKUHYJ U3 CBOEU
MaJIOBMECTUMOM MOXOHON CYMKH KO€-Kakoe 0apaxyio, 4ToOHI [ ... ] Bceraa UMeTh ¢
cooori «Kopons Jlupa», «IIpukoBannoro IIpomeres», Tomuk Ilymkuna wu
KHIKEUKY aHIHICKuX Oanmnaf. «l'amier» y MeHsi MUHHATIOPHBIN, KapMaHHBIN U ¢
HHM 51 HU HA MUT HE PacCTarOCh, T. K. Pa3/1€BaThC MPUXOJUTCI OUEHBb PEIKON.

«HenaBHo st coOpant BOKpYT ce0si HECKOIBKO KOMCOMOJIBIEB U MPOUYUTAT UM
Tpareauto Ocxuia. KoHEYHO, OHM HHMKOrja HE€ CIHbIIAId 3TOT0 HUMEHH [...].
S xopoTeHbKO pacckazan uMm o0 Dmiaze. [...] oHM ObBLIM Tak 3aXBAauy€HbI, UTO HE
paspemany may3 Uisi TOro, 4ToObl i MOT MOKYpUTh. OHU TOpsYO0 COUYBCTBOBAIU
IIpoMeTero, KOTOPOro OHU BOCHPUHSIIA KaK-TO OY€Hb NO-COBPEMEHHOMY. 3€BC UM
SBHO TMPEJCTABISUICS Kak oJuMnuickuid [mtiep, a ero NpUCHENTHUKUA —
¢damuctamu. [...] Buaure, kak akTyaneH okazajics ICXul. |... ]

Pa3Be 3TOT MasieHbKHit aKT He MHOTO3HAUKUTENeH? MHE OH SICHO TOBOPUT O
TOM, YTO MbI OOpeMcCsi HE TOJIbKO 3a Hally 3€MJII0, 3a Halll HapoJ, 3a Hally
KYJIBTYPY, HO 32 BCEO MUPOBYIO KYJIBTYpY. |[...]

Ecnu nosenércs mHe korga-HuOynb BemaTh emé ¢ kadeapel, TO — OX,
CKOJIbKO y MeHs OyzaeT HenpusitHocTei. CaMoe CKpoMHOE OOBUHEHHE OyJleT — B
«UJIeATTU3ME.

Galina A. Sokur
Letters from the Frontline

The archive of A. A. Anikst at the Russian State Archive of Literature and
Art (RGALI) is not available yet, but the archive of A. K. Dzhivelegov contains 4
letters written by Alexander Abramovitch from the frontline. They allow us to feel
the scale of his personality in intimate conversations with Virgil, as he calls him.

“Every day one has to see so much cruelty, brutality, meanness that there are
moments when I understand Swift’s opinion of humankind. But these are only a
few moments, I can apprehend this only abstractly. Because above all the terrors of
war there I can clearly see the ideal of humanity™.

“Dear Alexei Karpovitch! You won’t be surprised to know that I threw some
things out of my tiny marching beg to [...] make room for King Lear, Prometheus
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Bound, a volume by Pushkin and a book of English ballads. My book of Hamlet is
a miniature pocket-size one and I never part with it as we undress very seldom”.

“Recently I gathered several Komsomol members around me to read them
the tragedy by Aeschylus. Of course they have never heard this name [...]. I told
them briefly about Ellas [...] they were so excited that did not let me stop for a
smoke. They felt deep sympathy for Prometheus, whom they saw in a very modern
way. They saw Zeus as an Olympic Hitler, and his henchmen as fascists [...]. So
you can see how modern Aeschylus is [...].

Isn’t this small fact meaningful? To me it is a clear sign that we fight not
only for our land, our people, our culture, but also for all the universal culture. [...]

If T ever get a chance to speak from the rostrum again, so many problems
will wait for me. The smallest accusation will be — “idealism”.

I M. Temkuna
Conertsl Y. lllekcnupa Ha HIKOJIBHOM yYPOKe
(13 onbITa padorsl B rumMHa3zum Ne 24 r. Kanyru)

Co3manue y WIKOJBHUKOB KAPTHHBI €QUHOTO KYJIBTYPHOI'O IPOCTPAHCTBA,
B3aMMHOI'O BIIMSIHUS JIUTEPATYP PA3HBIX HAPOJOB SBISETCS OJHOM M3 3a1ad Kypca
«AHrnuickas u aMepukanckas aureparypa» B 10—11 knaccax.

Onoxa PeneccaHca W3BecTHa y4eHHMKaM M3 Kypca MCTOPHUH, HO MM OOJbIIe
U3BECTHO O Bo3poxaeHnn B H300pa3UTEIBbHOM HCKYCCTBE M apXHUTEKTYpeE.
IloaTomMy, HauMHas W3y4daTb AaHTJMKACKYIO JIMTEpaTypy dTOro IEPHOJA,
HE00X0IMMO IIpekIe 00paTUTHCA K TUTepaType poauHsl Bo3poxaenus Urtanmmu.

N3yuenne conetroB VY. lllekcnupa OOBIYHO HAYMHAETCS C UCTOPUM COHETA,
M03TOMY 00s3aTE€IBPHO TOBOPUM C YYEHUKAMH O MOSBIEHUU 3TOM IMO3TUYECKOUN
¢dbopmel B Utanuu, o Jlante u [letpapke.

[ToaTueckomy TBOpYecTBY IleTpapku Bo MHOroM 0Osi3aHbl MHOTHE MO3THI
Bospoxnaenns, B ToM uyucne u Y. lllekcnup. K 3TOMy MOMEHTY YYEHUKH YkKe
3HAKOMBI C COHETHOM ¢OpMOH H ¢ aHIJIMHCKUMH TpealIeCTBeHHUKaMU
V. lllekcniupa B 3ToM xanpe: Oununnom Cuaau u IaMyHaIoM CIIEHCEPOM.

Ilepexonsa k m3ydeHuro coHeroB Y. lllekcniupa, ydeHUKH YK€ IOCTATOYHO
3HAKOMBI C COHETOM KakK ¢ o3TH4YecKor (hopmoil. UnTas 1 aHaIu3upys COHETHI (Ha
PYCCKOM U aHIJIMHCKOM $3bIKaxX), YYEHUKH 3HAKOMSTCS C TE€MaMHU COHETHOIO
LAKJIA, C €T0 TEPOSIMU: MPEKPACHBIM 3HATHBIM APYIOM II03Ta, CMYIJIOW AamMoMH, ¢
caMUM NO3TOM. MX B3aMMOOTHOIIEHUS HUKOTJAa HE OCTABISIOT IIKOJIBHUKOB
PAaBHOYIIHBIMH.

Oco0oe BHMMaHUE TpPU HU3YyYEHUU COHETOB YAENAETCS TOMY, HACKOJIBKO
co”er lllekcnmpa oOTiIMYaeTcss OT COHETOB €ro IPEIIECTBEHHUKOB. MneanbHas
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npekpacHas xxeHmuHa [letpapku, Cunnu, Criencepa, 31aTokyapasi, roiayooriasas,
Oenonuias OOTHUHS, YCTyHaeT MECTO HIEKCIUPOBCKOMY 00pa3y JaMbl, KOTOPBI
OYEHb JAJIEK OT UJICAIBHOTO.

[Ilexcriup HACTOJBKO PEATMCTUYEH B €€ M300paKE€HUU, YTO COBEPILIECHHO
JUIIAET €€ BCeX MPU3HAKOB MACANBHOW KEHIUNUHBI. 130 COHET Bcerga BBI3BIBACT
MHTEPEC YYAIIUXCAd WPOHUYHBIM PEATU3MOM ONMUCAHUS «CMYTJIOW JaMbl», OHH
y4aTcs HEHUTh HE TOJBKO BHEUIHEE, CTAPAOTCS aHAIM3UPOBATh IPUPOIY UyBCTBA.
NMEHHO 3TOT COHET YYEHUKH Yallle BCETO y4aT HAU3YyCTh, KOTJa UM JAETCs TaKOe
3amanue. toroBoit pabotoit mocie uzydenus: teopuectna Y. lllekcnupa siBnsiercs
acce “My Shakespeare”.

Galina M. Temkina
Sonnets of W. Shakespeare in Classroom
(Teaching Experience in Gymnasium No 24, Kaluga, Russia)

One of the aims of English Literature as a school subject is to provide cross-
cultural interconnections.

The Renaissance is known to students from the history course, though
mostly in the field of fine arts and architecture. That’s at first it is necessary to
resort to Italian Renaissance literature.

Before students begin reading sonnets by W. Shakespeare, they speak about
Dante and Petrarch, and the Italian sonnet form. Then, a few English sonnets by
Phillip Sidney and Edmund Spenser are read and analyzed.

So, when students begin discussing W. Shakespeare sonnets they are
acquainted with the sonnet as a poetic form, and its development in the
Renaissance. Students read sonnets both in the English originals and in Russian,
learn about their three main characters: the author (the poet), his friend and the
Dark Lady. Their relations and feelings never leave the students indifferent.

Special attention while studying is paid to the innovation that
W. Shakespeare brought into the sonnet: the Dark Lady who is far from being an
ideal person takes the place of an ideal woman in the sonnets of Shakespeare’s
predecessors.

Sonnet 130, with its ironic realism, is especially popular among students,
they like to learn it by heart and recite. Reading the sonnets students learn to
analyze the nature of human feelings. While finishing their work on the Sonnets,
students usually write an essay “My Shakespeare”, where they speak about the
sonnets and impressions they produced on them.
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A. H. Ywaxosa
Peuenuust tpareguii Y. lllekcnupa B tBopuectse 0. Ouiemn

JlokJiag MOCBSAIIEH aHanu3y peuenuuu tparenuil «l'amier» n «OTtemio» B
pomane «3aBuCTb» W mbecax lO. Onemmu, KOTOPBIA CONPATraeT TOJKOBATEIbHBIC
KOHIIEIIIINK IIEKCIUPOBCKUX Tpareaui Hadagja XX Beka M COOCTBEHHOE
noHuManue teopuectsa lllekcnupa.

Alexandra N. Ushakova
Reception of W. Shakespeare’s Tragedies
in Y. Olesha’s Creative Works

The paper consists in analysis of the reception of Hamlet and Othello in the
novel Envy and plays by Y. Olesha, who takes the conception of the first quarter of
the 20™ century and his own understanding of Shakespeare’s creative work into
consideration.

B. C. @noposa
«Conetn» lllekcnupa: npodsemMa eJT0CTHOCTH

PybGex XX—-XXI BexkoB O0O3HAaMEHOBal HOBYK CTaJuI0 B pPa3BUTUU
HIEKCIIUPOBEACHUA:  MOCTMOJECPHUCTCKYHD M NOCTCTPYKTYPAIUCTUUYECKYIO.
«Conetb» [llekcniupa ¢ UX «pa30UTHIM» HAPPATUBOM KakK OyATO caMu MOOYKIat0T
BOCIIPUHUMATh HMX KaK CaMOJOCTaTOYHYIH) CBOOOJHYIO CTPYKTYpy, KOTOpas,
Osarogapsi COOCTBEHHON MHOTO3HAYHOCTH, MOXET OBITh KaK YrOJAHO MepecTpoeHa
Y MHTEPIPETUPOBAHA YUTATENIEM, IPUUEM HU OJHO MOCTPOCHUE U MHTEPIIPETALUA
(maxxe aBTOpPCKOE) HE MOTYT MPETEHI0BaTh Ha UCTUHHOCTh. HemaBHue paboOThHI
M. ne I'pamms, X.JdaGpoy, /. IllankBuka u aAp. MOOCIEIOBATENbHO BEAYT K
JEKOHCTPYKLIMHU  LEJNOCTHOCTH  «COHETOB»: ONIO3ULHUS  «O3HAYaeMoe —
O3HAYaloIlee» pacnaaacTcsl U MIEKCIUPOBCKas JIMPUKA MepecTaéT ObITh HATUYHBIM
COAEp>KaHWEM, NPEBpaIlasCh, B COOTBETCTBMM C wuuesmMu [leppuma, B 3HAK
«HEHAJIU4YUs», B «CIEI», CBUIACTEIbCTBYIOUIMUA JIMIIL O TOM, YTO HEKOE
comepkanue npucyrcroBano. Tak, [l. [IlankBUK ygadHO CpaBHUBAET COHETHI C
cepuell pPa3pO3HECHHBIX CHHMKOB: HaM HEW3BECTHO, 4YTO 3a JIIOAX M MECTa
3aneyaTieHbl HA HUX, OJHU U T€ K€ JIM 3TO JIIOJA U MECTa, U JaXe OJIUH U TOT Ke
JU YEJIOBEK Jieflal CHUMKHU B KaxJaoMm ciydae. OTCyTcTBHUE 0oJiee IIHUPOKOTO
KOHTEKCTAa HE TMO3BOJIIET YHWUTATEII0 PEKOHCTPYUPOBATH HAppATUB. Takum
oOpazoMm, cMmbicioBor  1eHTp  «COHETOB»  yTpauMBaeTCs: MNPOTUBHUKU
JIOTOLIEHTPU3Ma B WIEKCHUPOBEICHUU TIOCJIEAOBATEIBHO OTPUILIAIOT HAJIUYUE B
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UUKJIE JIByXYACTHOTO JEJEHHUS, SICHO OYEPUCHHBIX XapaKTEpOB, TE€HAEPHBIX
xapakrepuctuk. lloat, Ilpexpacueiii pyr, Cmyrnas [lama npeBpamaroTcs B
WJICOJOTUYECKUE 3HAKHM, 3HAUYCHHE KOTOPHIX HHUKOMM 00pa3oM  HENb3S
paclpoCTpaHsATh Ha BEChb LUK, IIOCKOJBKY OTACJIbHBIE XapaKTEPUCTHUKH,
BXOJISIIHE B UJIMOJIOTEMBI, HE SIBIISIFOTCS] TPUCYIIUMU TOJIBKO UM.

Pazymeercs, NEKOHCTPYKTHBHUCTKMN MOAXOJ HE HACTAMBAET Ha CBOEHU
UCKJIFOYUTEIBHON HMCTUHHOCTU, 3TO, COOCTBEHHO, BHYTPH HETO HEBO3MOXKHO.
OnHaKO OH IO3BOJISIET SIPUE BBICBETUTh KaK T€ MPEANOCHUIKH, HA OCHOBE KOTOPBIX
IMICKCOUPOBEALl  CTaBAT TMOJ  COMHEHHUE  IIEJIOCTHOCTH  IIEKCIHPOBCKOTO
JUPHUYECKOTO IUKJIA, TaK U TO, YTO BOOOIIE ITOHMMAETCS IO/ IEJIOCTHOCTBIO.

Valeria S. Florova
Shakespeare’s Sonnets: The Integrity Problem

The turn of the 20"-21% centuries is marked by the arrival of postmodernist
and poststructuralist stage in the development of Shakespearean studies. The
“broken” narrative of Shakespeare’s Sonnets supposedly encourages perceiving
them as a self-sufficient loose structure that reader can rearrange and interpret
arbitrarily owing to their significance, though no construction or interpretation
(even the author’s) can claim to be true. The recent works by M. de Grazia,
H. Dubrow, D. Schalkwyk and others successively deconstruct the integrity of the
Sonnets: the “signified-signifier” opposition splits up, and Shakespeare’s lyrics
ceases to be a determinate contents, turning according to Derrida’s idea into the
sign of absence—the “trace” which indicates that the contents had been. Thus,
D. Schalkwyk fruitfully compares the sonnets to a series of discrete snapshots: we
do not know what kind of people and places are depicted in them, whether they are
the same people and places, or if the photographer was the same person in each
case. The lack of a broader context prevents the reader from the restoration of the
narrative. That destroys the semantic centre of the Sonmets: the logocentrism
opponents successively deny two-part division in the Shakespeare’s sequence, the
definite characters and the gender characteristics in it. Poet, Fair Friend, Dark
Mistress become ideological signs which don’t extend their meaning to the entire
sequence, because involved ideological features belong no exclusively to them.

Of course, the deconstructive approach does not claim to be the ultimate
truth: it 1s actually impossible within this method. However, it highlights both the
premises that challenge the integrity of Shakespeare’s sequence, and the general
term “integrity” as well.
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A. B. @nops, b. I'. I'no3man
Hosble pycckue nepesoasl Tpareann «I'amiiem

B s3pike coBpemMeHHBIX pycckux «['amieToB» oOTpakaroTcs oOmrue
TeHJeHIMn peueBoil cutyanuu 1990-2000-x romoB: nuOepanuzanus (T. €.
BYJIbrapu3aIivsi), CMEIIEHNE CTUJICH, pa3pyIIeHHE TPATUITMOHHONW CUCTEMBI HOPM,

pacuimpeHue 3aMMCTBOBaHUS AHTJIMIIU3MOB (aMepuKaHU3MOB),
KOH(ECCHOHATbHOH — M BOOOIIE  CTApOCIABSHCKOM —  JIEKCHUKHU.
OcoBpeMeHHBAaHUE OpUTMHAJIAa — B TOM YHCJE 3a CUET BOIICANIUX B IIMPOKOE

ynotpeOieHrne 3auMcTBOBaHUM — mposBisierca y B. Ilomnasckoro, ¢ ero, kak oH
UX Ha3bIBACT, «KOHTEMIIOPAHbKAMU («0y01epbl», Kmpuiepy», «kapouocpamma u
T.1.), B MeHbiied crtenenu y UW. B. IlemkoBa («woy», «pamuguxamopolr» u
«nepenmabenvrviiy). IlpocTopeuHas JieKCMKa B HM300WIMHM BCTpEYAaeTCs Y
B. Panonopra, B. P. Ilomnasckoro, A. UepnoBa. Kondeccuonaibubie ciioBa u
apXanyecKue CIABSIHU3MbI HE TOJBKO YMOTPEOJAIOTCS, HO U OOBITPHIBAIOTCS, B
yacTHOCTH, y B. Panonopra.

Kak Hu mapagokcaibHO, MHOTHE MEPEBOAYMKUA KPUTUUECKU WU BOOOIIE
OTPULATENIBHO OTHOCATCA K mnepeBogueckoil mpaktuke b. JI. [TactepHaka
(A. YepnoB u MW. B. IlemkoB, oryactu B. P. IlomnaBckuii), HO HOpOIOJIKAIOT
MMEHHO €ro Tpaaunuio (cam ke oH ciaeayer Tpaaunuu B. A. XKXykoBckoro).
AKTHUBHOE BMEIIATEIHCTBO B NEPBOMCTOYHUK, HCTOJIb30BAHUE
MaJiOyNnoTPEOUTENbHBIX CJIOB, 3aWMMCTBOBAHMM, JIEKCUYECKUX aHAXPOHU3MOB,
CMEIIEHUE CTWIeH, orpyOJiecHHEe U YIOPOILIEHHE TEKCTa, MOUCK IMOJYEPKHYTO
HeOaHaNbHBIX BApUAHTOB M3BECTHHIX a(OpPU3MOB, COXpaHEHHE COOCTBEHHOMU
MaHepbl — Bce 3T0 XapakrepHo s b. JI. [Tactepnaka.

Takum oOpazoM, oTBepras W/WIM KPUTHUKYST BeCbMa CHOPHBIA MOJXOJ
b. JI. [lactepHaka k nmepeBoy, HOBbIE IEPEBOTUUKHA (PAKTUUECKH OTBEPTaIOT JHUIIb
€ro omoebHble PEIeHUs, HO HE IPUHLUIIBI.

CymectByroT Takxe mnapadpassl «l'amiiera», BBIIOJHEHHBIE B IMPO3€
H. KopiuryHoBoii u B ctuxax A. ArpOCKHUHBIM.

Alexander V. Florya, Boris G. Glozman
New Russian Translations of Hamlet

In the language of modern Russian translations of Hamlet general tendencies
of the 1990s—2000s speech situation are reflected: liberalization (i.e.
vulgarization), mixture of styles, destruction of the traditional norm system,
expanded borrowing of Anglicisms (Americanisms), confessional — and in
general Old Slavic — vocabulary. The bringing up to date of the original text —
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which goes together with wide use of borrowings — can be noticed in
V. Poplavsky’s translations, with as he calls them, «koHTeMnopanbku»
(«0ybnepwry, «mpunnepy, «kapouoecpammay etc.), less in 1. V. Peshkov’s («woy»,
«pamugukamopwt» and «uepenmabenvHuitin). One comes across plenty of
colloquialisms in the versions of V. Rapoport, V.R. Poplavsky, A. Chernov.
Confessional words and archaic Old Slavic are not only used but also made play,
for example, in V. Rapoport’s translations.

It sounds paradoxical, but many translators who regard B. L. Pasternak’s
translation work critically or even negatively (A. Chernov and 1. V. Peshkov, and,
to some degree V. R. Poplavsky), keep his tradition (Pasternak himself followed
the tradition of V. A. Zhukovsky). Persistent interferences with the original, using
rare words, borrowings, lexical anachronisms, mixture of styles, making text rude
and simple, search for exaggeratedly unusual variants of famous aphorisms,
keeping their own manner — all these characterize Pasternak’s translation.

As a result, rejecting and/or criticizing the rather disputable approach of
Pasternak, these new translators, as a matter of fact, reject only some of his
decisions, but not his principles.

There exist also paraphrases of Hamlet that were created in prose by
N. Korshunova and in verse by A. Agroskin.

H. U. Yexanos
HcuesnyBimii ciekrakiab: «Makder» Ha cleHe
JIeHMHIpaICKOr0 rocyJapCTBEHHOI0 AKaIeMHYEeCKOI0 TeaTpa ApamMbl
umenu A. C. Ilymkuna B 1940 r.

B crarbe paccmarpuBaercsi mnoctaHoBka JI. C. BuBeenom B 1940 .
«Maxkb6era» (B rnaBubix pomsix H. K. CumonoB wu E.T.Kuxapera) B
JleHUHrpaZCKOM TOCYIapCTBEHHOM aKaJeMHUYEeCKOM TeaTpe JApaMbl HMEHU
A. C. IlymikuHa; B COOTBETCTBUM C JOWIEAIIMMU JO HAC MCTOYHHUKAMU
MPOCJICIKUBACTCA 3aMBbICEN, JIETIIMH B OCHOBY IMOCTAHOBKH, W €r0 TeaTpajbHOE
BOIUJIOIICHUE; AHAJTU3UPYIOTCS OMYyOJMKOBAHHBIE PEIEH3UU Ha CIHEKTakib U
JIUCKYCCHUM O HEM CPEJIM COBETCKHMX T€aTPOBEJIOB TOTO BPEMEHU; 0CO00€ BHUMAaHUE
yACNSETCS  UICOJIOTHYECKOM TMOJOIUIEKE JIUCKYCCMU U OOCTOATENIbCTBAM,
COMPOBOK/IABIINM OBICTPOE UCUE3HOBEHUE CIIEKTAKIIA U3 PerepTyapa Tearpa.
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Ivan I. Chekalov
The Lost Performance: Macbeth in 1940
at A. S. Pushkin Leningrad State Academic Drama Theatre

This paper discusses L. S. Vivien’s staging of Macbeth in 1940 (co-starring
N. K. Simonov and E. T. Zhikhareva) and analyzes the author’s original message
and its theatrical implementation. In addition, the paper examines contemporary
criticism and the controversy the performance sparked at the time. Special
attention is given to the unfolding of ideological reasons behind the controversy
and to the circumstances that accompanied the performance’s quick disappearance
from the repertoire of the theatre.

T. I'. Yecnoxosa
Metamop(do3bl IeKCIUPOBCKOM Tpaauuuu B anriuickoil npame XVIII Beka:
OypJecknblii Hlexcnup I'enpu @uingunra

B anrmumiickoil KpuTuke BTOpOM mnosioBMHBI XVII Beka BaXHOE MECTO
3aHUMaeT CIOp O HalUOHAIbHOM (WILIEKCMUPOBCKOW») U  (paHIy3cKOU
(KmaccuMCTHUYECKOM) Apame. B crmope BbICKa3bIBANMCH MOJSPHBIE MHEHHS, HO
HauOosiee «pernpe3eHTATUBHOMY OKazalach mo3uius JlpaiineHa, TAroTEBIIEro K
CHUHTE3Y «JIy4YIIUX» 4epT ABYX Tpaauuuid. OIHAKO Ha Jeie CIEACTBHUEM CUHTE3a
ctano GpopmManbHOE 0000IICHUE ITAMIIOB 0APOYHOM U KJIACCUIIMCTUYECKON JIpaMbl
B COCTaBE YCJIOBHOI'O APAMATHYECKOrO s3bIKa 3M0XU. HeBONBHOW, HO aKTUBHOMU
«Y4YaCTHHUIICH» 3TOro mpoliecca oKaszanach HIEKCHUPOBCKAsl Apama, WIH «o0pas»
MOCJICTHEW B CO3HAHHUM APAMATYPIOB.

Eme B osmoxy Pecraspanum lllekcnupa cyuTaau ABOKWCTBEHHBIM:
HAJICJICHHBIM  TMPUPOAHBIM  BOOOpPaKEHHEM, HO JIMIIEHHBIM HEOOXOJMMBIX
MHCTPYMEHTOB €ro «KYJbTypHOTO» oOy3nanus. I[IpoTUBHUKH (POpMaTIBLHOTO
CUHTE3a KJIACCUIIUCTUUECKON U «IIIeKCIUPOBCKON» (Oapounoit) Tpanunuu B XVIII
BEKE HAXOJAT B HACJIEAWH JIpaMaTypra HOBOE MPOTUBOPEUHUE: MEXKY TITyOOKUM U
TPUBHUAJIbHBIM, HEMOJPAXKAEMbIM U TMOJAJAIOIIUMCS THPAKUPOBaHHIO. «Bemnkoey»
y llexkcniupa OMM3KO K MOJJIMHHOMY CHUHTE3y MCKYCCTBAa U MPUPOABI, OaHAIbHOE
— CcpoaHU uX (QopMalbHOMY €IMHCTBY, MPEIBAPSIONIEMY IITAMIOBAHHBIA S3bIK
0apOYHO-KIaCCULIUCTUYECKON JPaMBI.

[Ipumepom nuTEpaTypHOW KPUTHUKHA OTOTO A3BIKA, OIOCPENOBAHHOU
UpOHUYECKUM oOpanieHueM Kk uMenu lllekcnupa, MOXET CIyXUTh OypiiecKHas
tpareausa I'. ®unguara «Ku3Hpb B cMepTh MallbuuKa-c-najgbunik Benukoroy.
TekcT mbechl CKIAAbIBACTCS U3 OOPHIBKOB MOIMYJSPHBIX TPArUYECKUX «PEUCHUI,
K KOTOPBIM MOAOUPAIOTCA «MapajijIebHbIE IUTATHI) U3 JECATKOB aHMITUHUCKUX MhEC

50



(or Iexcniupa no Poy). Bmecte ¢ mnpeaucioBueM mnoclieqHue o0pa3yroT
MapPOUHHBIN «HAYYHBIN alapaTy MeYaTHOTO M3MIaHus «Tpareauny. llemb ero —
JI0Ka3aTh «IIEPBUYHOCTH» Oypiiecka B OTHOIICHUH K MAPOAUPYEMOU YCITOBHOCTH U
PEKOHCTPYHUPOBATh HMMS «aBTOPa» MbHEChl, KOTOPHIM, TIO MHEHHUIO «HU3IATENSI,
BrotHe Mor ObITh cam Illexkcrmp. «HawBHOE» BocxBajieHHWE ATOTO OYPIIECKHOTO
«Illexcriupa» HE CTaBUT IEJIbIO pa3BeHYAHHWE ApaMarypra, HO 00OpadnBaeTCs
HACMEIIKOH TPOTHB TeX, KTO HWINET €ro Beauune B HaOOpe OoOmuX MeCT,
pPacTUPAKUPOBAHHBIX TOTOMKAMH.

Tatiana G. Chesnokova
Metamorphoses of Shakespearean Tradition in 18"-c. English Drama:
Burlesque Shakespeare by Henry Fielding

In English criticism of the second half of the 17" century the controversy
between the national (Shakespearean) and French (Classicist) drama played an
important part. From both sides of the controversy polar opinions were delivered,
but it was the position of Dryden (inclined to a synthesis of the “best” sides of the
two traditions) that turned out to be the most representative. Yet, in fact, synthesis
resulted mostly in formal “generalization” of dramatic platitudes of both classicist
and baroque drama in the stock dramatic language of the epoch. Shakespearean
drama (or, rather, its mental image shared by dramatists of the time) appeared to be
an involuntary but active participant in the process.

Already during the Restoration Shakespeare was considered to be double-
sided: possessing natural imagination but deprived of necessary instruments of its
cultural “taming”. In the 18™ century opponents of formal synthesis of the
Classicist and Shakespearean (baroque) tradition found out in Shakespeare a new
kind of opposition: that of the great and the trivial, the inimitable and easy to
imitate. What 1s great in Shakespeare, from this point of view, seemed to be close
to the “true” synthesis of art and nature, what is trivial — to their formal unity
anticipating the stock language of the baroque-classical drama.

Henry Fielding’s burlesque tragedy Tom Thumb the Great serves a good
example of a critique of the above-mentioned language, mediated by an ironic
mention of Shakespeare’s name. The text of the play is composed from scraps of
popular tragedy “utterances” provided (supported) by parallel quotations from a
number of English plays, from Shakespeare to Rowe. Together with the editor’s
preface they form a parodist “apparatus” of the printed edition of the “tragedy”, its
aim being to prove the priority of the burlesque play as related to a parodied
convention, and also to reconstruct the name of the piece’s “author”, who,
according to the “editor”, may easily turn out to be Shakespeare himself. The
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“naive” laudations on part of this burlesque Shakespeare do not aim at the disgrace
of the author of Hamlet but appear to be sharp irony against those who seek for his
greatness in a set of commonplaces, imitated by followers.

0. B. Opuenko
Hlexcnup u I'éte: IlacTepHak B KOHTEKCTE IMOXH

JlokJ1a MOCBSIIEH UCCIIeA0BaHUIO0 0coOeHHOCTel mepeBooB b. [lacTepHaka
B MO3JHUI MEPHOJ €ro Xu3Hu. Ha MaTtepuane nepeBogoB €BpONEUCKONW KIACCUKH
paccmaTpuBaeTca IMHAMHUKA u3MeHeHHs noaxonaa b. IlactepHaka K MHOS3BIYHOMY
TekcTy B iepuon ¢ 1939 mo 1953 rox.

[ToMrmo macTepHaKOBCKOTO nepeBoaa «l'amimera», KOTOPBIM HO3T BBITTOIHSLI
no 3akazy B.D.Meiiepxonbaa, B JOKJIaJA€ — B CBSI3HM CO CTOJIETUEM
A. A. AHnKcTa — OyJIeT MOCTaBJICH psii BOMPOCOB 1o rnepeBony «Daycta» ['ére.
CkBO3p  mpu3My  TreTeBckux  3auMmcTBoBaHud  u3  lllekcnupa  Oynyt
MPOAHAIU3UPOBAHBI B3aUMOCBSA3U TPEX MUPOBBIX KYJIBTYP.

Yuriy V. Yurchenko
Shakespeare and Goethe:
Boris Pasternak’s Evolution as a Translator

The paper discusses Boris Pasternak’s translations performed in his last
period, basing on the texts of European classics. It shows the change that occurred
in Pasternak’s translation method between years 1939 and 1953.

We analyse the translation of Hamlet, (initiated by Vsevolod Meyerhold),
and also pose several problems that relate to Pasternak’s translation of Faust. As
Goethe himself used to appropriate Shakespeare’s heritage, we can observe
intertextual relations of three major European cultures. The paper is also meant to
commemorate Alexander Anikst’s centenary and his contribution to intercultural
studies.
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Cnucox aBTOpoB

Axumos Opnecm bopucosuy — KaHauIaT (HUIONOTUYECKUX HAYyK, JOLEHT
kadenpsl  3apyOeKHOW  JUTEpaTypbl U  MEXKKYJIbTYPHOH  KOMMYHUKAIIUU
JIMHrBHCTHYECKOTO YHUBEpcuTeTa uM. JloopomatodoBa.

Axumosa Anna Cepeeesna — KanauaaT (UIONIOTHYECKUX HAyK, CTapHIui
Hay4yHbId COTpyAHUK OTIena HOBEHIIEHW PYCCKOM JIMTEPATyphl U JIUTEPATYPhI
pycckoro 3apyoexns UMJIN um A. M. T'opskoro PAH.

bapmowesuu Anexceiti Baoumosuu — JOKTOp HCKYCCTBOBEAEHHs, Ipodeccop,
3aCIIy’KEHHBIN JeATellb HayKd, 3aBeNyIOIuil Kadeapon 3apyOeKHOr0 MCKYyCCTBa
Poccuiickoit akanemuu teatpanbHoro uckycctsa (ITMTUC), 3aBeayroniuii otaenom
COBPEMEHHOI'0  3alaJHOro  HCKyccTBa  ['OCyJapCTBEHHOTO  HMHCTUTYyTa
UCKycCTBO3HaHMs, mpeacenarens lllexcnupoBckoit komuccuu mpu Hayunom
coBete «lcTtopust MupoBoH KyibTypsD» PAH.

T'awioun bopuc Hukonaesuu — kanguaaT GuUiIocOPCKUX HAYK, CTApIIUN HAYUHBIH
coTpyauuk HMHcTuTyTa (QyHIZAaMEHTaNbHBIX U MPUKIAIHBIX HCCIETOBaAHUN
MOCKOBCKOT0 TyMaHUTAPHOT'O YHUBEPCUTETA.

Inozman  bopuc I pucopvesuu —  acnupanT OpCKOro TyMaHHUTApHO-
TEXHOJIOTHYEeCKOro uHcTUTyTa ((unnana) OpeHOyprckoro rocyJ1apCTBEHHOTO
YHUBEPCUTETA.

l'oconesa Examepuna Huxonaeena — xypHaiuct, ouorpad u Hcclie0oBaTelNb

TBOpuecTBa xynoxkHuka A. JI. TuxomupoBa, KypaTop BBICTABOK >XHBOIHUCU U
rpaduku A. J[. Tuxomuposna.

Jaxuna FOnus Muxaiinoena — aciiupanT kadeapsl 3apy0eHOMN KYPHATUCTUKU U
auTepaTypsl akynbTeTa )xypHanuctuku MI'Y um. M. B. JloMmoHocoBa.

Eeoposa Jloomuna Bradumuposna — NOKTOp (PUIOIOTHYECKUX HAYK, JOLEHT
Kadeaphbl aHTIIMHACKOTO sI3bIKa BOJIOTOCKOTO TOCYIapCTBEHHOTO MEarornaecKoro
YHUBEPCHUTETA.

Enugéposa Mapus Bumanveena — KanauaaT (QUIOJOTHYECKUX HAYK,

npenojaBatenb kadeapbl CpaBHUTENbHOW HCTOpUM JuTepaTyp Poccuiickoro
roCy/IapCTBEHHOr0 rymaHuTapHoro ynusepcurera (PITY).

Epnoocaxan Apa Apymionosuy — TAaBHBIN pEeXHUCCEP M TUPEKTOpP EpeBaHCKOro
rocynapctBeHHoro Kamepnoro teatpa (ApmeHus).

3axaposé Huxonati Bradumuposuu — noktop dunocopun (PhD), kanmmmat
dunonornyeckux Hayk, 3aMm. aupekropa HWuctutyta (QyHIaMEHTaIbHBIX U
MPUKIAIHBIX UcchAeoBaHUM MOCKOBCKOIO T'YMAaHUTApHOTO YHHUBEPCHUTETA,
y4eHbIN cekperaps lllexkcnupoBckoi KOMUCCUN.

Kaoomyesa Hamanvs Hukonaesna — xannunat (GUIOIOTHYECKUX HAYK, CTAPIINI
npenojaaBaTeab POCTOBCKOTO HHCTUTYTa MHOCTPAHHBIX SI3BIKOB.

Kapameesa Tamvsana Eecenvesna — unonor, uccneaoBaTeb.
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Kocmuxosea Mapyena (Marcela Kostihovda) — noxrtop ¢unocoduu, Y HUBEPCUTET
Xommmaiin  (Hamline  University), accomnuaTuBHbld — mpodeccop  Kadeapsl
AHTJIUMCKOTO SI3bIKA.

Kysasunvcka-Kopmnu  Kpvicmuna — TpPOPEKTOp 1O AKAIEMHYECKUM U
MEXKyHApPOJHBIM CBSI3sM, qupektop LlenTpa u3ydenuss bputanckoil KyJabTyphl U
UCTOpUHU YHHUBepcuTeTa T. JIoa3b, TOKTOp HayK, mpodeccop kadeapbl aHTIIUCTUKU
Bapmasckoro ys-ta, [lonsia.

Jlucosuy HUnna Heanosna — xannunaat puiaogOrHUYeCKUX HAyK, TOUEHT Kadeapsl
¢dunocopun u KyabTypojorun KazaHCKOTO TroCylIapCTBEHHOTO YHHUBEPCUTETA
KYJIBTYpBI U HCKYCCTB, JOKTOpaHT PITY.

Jlykoe Bnadumup Anopeesuy — pokTop (HUIONIOTHYECKUX HaykK, Mpodeccop,
nupektop LlenTpa Teopuu u ucropuu KyiabTypsl UHCTHTYTAa DyHIaMEHTANBHBIX U
MPUKJIAIHBIX UCClie0BaHUH MOCKOBCKOIO TYMaHUTApPHOTO YHUBEPCUTETA.
Maxapos Bnaoumup Cepeeesuy — KaHAUAAT (PUIOIOTHMUECKUX HAYK, JOLICHT
Kadeapbl aHTTUHUCKOTO s13bIKka Ka3aHCKOTo rocy/1apcTBEHHOTO YHUBEPCUTETA.
Maxkypenkosa Ceemnana Anexcanoposna — AOKTOP (PUIOIOTHYECKUX HAYK, YICH
Coroza nuteparopoB Poccun, noat, nepeBoUMK.

Muxenaosze Hamanvss 90yapooséna — ROKTOp (DUIONOTHUECKUX HAyK, KaHAUAAT
ucKyccTBOBeneHus, mnpodeccop MIY wum. M. B. JlomoHocoBa, dakyapTeTr
KYPHAIIUCTHUKY, Kadepa 3apyO0eKHOM )KYPHATUCTUKHU U JTUTEPATYPHI.

llepsywuna Enena Anexcanoposna — KaHaujaT (UIOIOTUYECKUX HAYK,
npodeccop kadeIpsl PyCCKOro s3blKa KaKk MHOCTpaHHOro MHcTUTyTa pycckoro
S3bIKa U TUTepaTyphl JlaibHEBOCTOYHOTO TOCYJAPCTBEHHOTO YHUBEPCUTETA.
llewikos Heopv Banenmunosuu — KaHIMIAT (DUIOJIOTMYECKUX HAyK, TJIaBHBIN
peIaKkTop u3aTenbeTBa «JIabupuHTY.

llonosunkuna Onvea Heanosna — HOKTOp (PUIOIOTMUECKUX HAyK, mpodeccop,
3aB. Kadeapoil nureparypsl BaaguMupCcKOro rocyJapCTBEHHOTO T'yMaHUTapHOTO
YHUBEPCUTETA.

llonnaseckuu Bumanuii Pomanosuu — 103T, NMEPEBOJUYUK, PEKHUCCEp Tearpa-
CTynuu MOCKOBCKOTO TOPOJACKOro Joma yuuTtens «l Opu30HT», MNEepeBOIUHK-
IEKCTTUPOBE.

Ilpuxoovko Hpuna Cmenanosna — DOKTOp (GUIOIOTMYECKUX HAyK, mpodeccop,
BEAYIIUN  HAYYHBIN COTpyIHUK  MHCTUTYyTa  MUPOBOM  JIMTEPATYPHI
uM. M. l'oppkoro (MMJIN) Poccuiickoit akageMuu Hayk, 3aM. MOpeaceaaTes
[ITexcnupoBCKOW KOMUCCHH.

Poeamun Braoumup Anamonvesuy — KaHIUIAT MEIarOTMUYECKUX HAYK, CTApIIUM
npenoaaBarenb Ps3anckoro rocynapcrseHHoro ynusepcurera um. C. A. Ecenuna.
Canpvleuna Huna Baodumoena — ¥aHauaatr (QUIOJOTUYECKUX HAyK, JOLEHT
kadenpsl o00mer wu conuanbHOM Tnicuxosioruu  OAECCKOro HalMOHAIBHOTO
yHusepcutera uMeHu M. 1. Meunukosa.
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Cmupnosea Hamanvsa Anamonveena — AOKTOP (PUIIOTOTMYECKUX HAYK, Mpodeccop
kadenpel  Uctopum  3apyOexHoit  nuteparypel, Kabapauno-bankapckuit
rOCYJapCTBEHHBIM YHUBEPCUTET.

Cokyp [Tanuna Anexceesna — KaHAUJAT (UIOJIOTUYECKUX HAYK, JOLEHT
Poccuiickoro rocynapcTBeHHOTO rymanuTapHoro yuusepcureta (PITY).
Temxuna I'anuna Mameeeena — yYUTENb AHTJIIMUCKOTO SI3bIKA W AHTJIMHCKOMN

nureparypsl [ umuazum Ne 24 r. Kanyru.

Ywakosa Anexcanopa Hukonaesna — kanauaaT pUIIOJOTUUECKUX HAYK, CTApLINT
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uM. M. A. [llonoxosa.

@nops Anexcanop Braoumuposuy — NOKTOp (PUIOIOTHMYECKUX HAyK, Impodeccop
Kadeapsl PYCCKOTO sI3bIKa, TEOPUU U METOAMKH OOYUYEHHUS PYCCKOMY S3BIKY
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Yecnokosa Tamwvsina I pucopbesna — xannunatr GUIOIOTHYECKUX HAYK, JTOIEHT,
Jo1eHT Kadeapsl pycckod u 3apyoexkHoit nuteparypel I'OY BIIO MockoBckuit
TrOPOACKOM IEJarOrH4eCKUi YHUBEPCHUTET.

FOpuenxo KOpuii Bacunvesuuy — noktopant yHusepcurteta Ilapmxk 10 (Universite
Paris X ), ®pannus.
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