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The ontological formula for eternal renewal of life
in the Armenian fairy tale Barekendan and
the singing game Tsapik, Tsapik, Tsirani
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Abstract. The article focuses on Armenian folk tales, children’s folk singing
games and ritual-mythical traditions, compared to their Russian, English, Albanian,
and Czech equivalents. Armenian folklore is considered from the perspective
of the relationship between life and death, this world and the afterlife, when
ritual holidays, songs, and fairy tales become unique means of communication
between the living and the dead. The authors compare Armenian fairy tale Ken-
gane gandats tonn Astvats el chi gandil and Hovhannes Tumanyan’s adaptation
Barekendan with Russian Straw Maslenitsa and The Thieving Man, Albanian
The Stupid Wife and the Czech fairy tale of the same name. The Armenian singing
game Tsapik, Tsapik, Tsirani is compared to the Russian Ladushki, ladushki
and the English Pat-a-cake. The authors use historical-comparative, mythocrit-
ical, and structural-semiotic methods to identify hidden sublayers of the folk-
lore texts. The holidays and texts are explored in terms of food, sacrifice, ma-
terial objects, ritual orgies, and mythological archetypes. As it has been shown,
these semantic layers bear the imprint of both Christian and pre-Christian, that
is, pagan folk beliefs. According to the authors, the entire semantic system
of folklore symbols/images in the samples under study is based on the idea
of eternal life cycle. The interpretation employs specific signs-symbols. The com-
pared fairy tales manifest a paradigm of sacrificial objects for the afterlife — oil
and rice, bread, gruel, clothes, canvas, and money. The following units — grand-
mother, grandfather, grandson, axe, food, tree (Tree of Life, World Tree, Family
Tree), touching hands, and hare are considered in the semiotic system of the

© L.B. Seyranyan, A.V. Soghoyan, 2024
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Armenian singing game under study. It is assumed that the grandmother stands
for Maslenitsa, while the grandfather — for Great Lent, and, accordingly, the
grandchild — for Easter. For the first time in the Armenian culturological dis-
course, the hare is identified with Easter, as a symbol of fertility and renewal of
life. The interdisciplinary research combines scientific, ethnographic, theolog-
ical, and literary perspectives. Verbal folklore is studies together with visual
representations — illustrations of medieval Armenian books.

Keywords: Armenian folklore, Barekendan, singing game, renewal of life,
hare, communication with ancestors
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AHHoTauus. CTaThs MOCBSILICHA aHATIU3Y apMSIHCKUX HapOTHBIX CKa30K,
JIETCKUX HApOAHBIX UTPOBBIX MECEH U 00PAI0BO-MU(DUUECKHUX TpaIULi, KOTO-
pBI€ TIPENCTAaBIICHBI B KOHTEKCTE UX PYCCKUX, aHTIIMHCKHX, aT0AHCKUX U Yelll-
CKUX JKBUBaJICHTOB. DONBKIOp pacCMaTPUBACTCS KaK CBA3b MEKAY JKU3HBIO
U CMEPThIO, KOTJIa 0OPSIOBBIC MPA3HUKU, TIECHU U HAPOJHBIC CKa3KH CTaHO-
BATCSI CBOCOOPA3HBIM CPEICTBOM JUIS CBSI3U MEKITY 3TUM MUPOM H 3arpoOHOI
peanbHOCTBIO. BBISBICHBI CKPBITBIC 3JIEMEHTHI (POIBKIOPHBIX TEKCTOB, HC-
MOJIb30BaHbl HCTOPUKO-CPABHUTEIBHBIN, MUPOKPUTHUCCKHUNA U CTPYKTYPHO-
CEMUOTHUYECKUN METOIBI.
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Jna yumuposanus: Seyranyan L.B., Soghoyan A.V. The ontological formula
for eternal renewal of life in the Armenian fairy tale Barekendan and the singing
game Tsapik, Tsapik, Tsirani / Vimaronorus u kommaparuuctuka. 2024,
Ne 21. C. 7-30. doi: 10.17223/24099554/21/1

Introduction

In this article, we analyze (a) the Armenian fairy tale Kengane gandats
tonn Astvats el chi gandil (Eng. Even God will not Destroy the House
that a Woman Destroyed) [1. P. 202-206], (b) the fairy tale Barekendan
(Eng. Maslenitsa) adapted by Hovhannes Tumanyan [2. P. 218], (c) the
Armenian singing game Tsapik, Tsapik, Tsirani (eng. Soft clap, soft clap,
apricot tree)! to find out how these folklore texts reflect the phenomena
and realities of the mythoritual layer of folk culture and to reveal the system
of their hidden symbols. Barekendan contains a number of images, mean-
ings, and symbols that give a glimpse of other possible semantic layers
underneath the external layer of human stupidity. Among them are a com-
bination of “several pounds of butter and rice” for Barekendan;
a paratextual relationship between the title and the text; the symbolism of the
Carnival preceding Lent; the images of a stranger in a hurry, and a “stupid”
woman who takes him for Barekendan.

Among the methods applied are mythocriticism, structural-semiotic
analysis, and the comparative-historical method. The analysis of food sym-
bolism in Tumanyan’s Barekendan required its comparison with

L “Ounphli-ounpply Sppauiih, / Mibilnd wuanply ne wpunyhly, / Sunnplju Guyp F ki, /
Nunyhlju thwpn E Yranpnud, / buly i lunwd ownp waaly,/ Glpupnid Ind wgguonnwly”
[Tsap ik tsap ik tsirani, | Unem tatik u papik,/ Tatiks tchash e patrastum,/ Papiks payt
e kotratum,/ Isk yes nstats tsari tak, // Nkarum em napastak] | have a grandmother and
grandfather, / Grandmother cooks dinner, / Grandfather chops wood, / And | sit under
atree, / And draw a hare.” Based on our observations and surveys, this version of the
singing game has become widely common among the Armenian people for at least the
last seven or eight decades. It is not included in the well-known collections of Armenian
folk songs and singing games. We do not rule out the fact that this singing game
has undergone literary adaptations, yet it can be considered a manifestation of the ar-
chetypal thinking of the author of the adaptation; consequently, our analysis is
applicable to this case as well.
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a number of fairy tales, where food manifests the connection with ancestors,
or between this and other worlds (Armenian Kengane gandats tonn Astvats
el chi gandil; Russian Straw Maslenitsa [3. P. 246-247] and The Thieving Man
[4. P. 112]; Albanian The Stupid Wife [5] and the Czech fairy tale of the same
name [6. P. 390-394]) as well as with verbal patterns, traced back to church
and magical rituals, which subsequently turned into children’s singing games.

Recent years have seen various articles about Armenian Barekendan
(Carnival) literature [7, 8] and the perception of the holiday as a way to
communicate with other world [9]. The problem has also been considered
in the context of modern reality [10], national rites, and cults of different
peoples [11-14].

The novelty of this article is as follows: 1. The understudied Armenian
singing game Tsapik, Tsapik, Tsirani and the fairy tale Barekendan demon-
strate similarities in the system of symbols of communication with ances-
tors. 2. The Barekendan-Lent-Easter sequence is found in the system of
symbols in the singing game. The problem has not yet been studied from
this perspective; thus, for the first time, we draw a parallel “Easter — hare”
in Armenian folklore, ritual, and cult perception.

The results of this research were presented at the Eleventh Conference
on Fairy-Tale Studies on December 26-27, 2020, in Yerevan [15. P. 30].

The Christian and the pagan context
of Barekendan-Maslenitsa-Pancake Day

The Armenian Barekendan is a carnival holiday during which people wear
masks, dance, and play different games. It is the boundary between winter and
spring, the death of nature and its awakening, fasting and breaking fasting,
paradise and the world full of the horrors of hell (the celebration of Barekendan
emblematizes the life in paradise, from which a human is “expelled” in the
subsequent period of fasting; the closed altar curtain in this period symbol-
izes the barrier between God and sinful humankind). In the spiritual and
ritual system of Christianity, Barekendan precedes Lent and leads to
spiritual temptation and purification, accompanied by the commemoration
of betrayal, passion, death, and the resurrection of Christ [16. P. 185-186].

We are also interested in the Christian context of Barekendan, as well
as how its perception has been influenced by previous beliefs, that is, the
meaning of pagan festivals that took place at this time of the year.

10
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In pagan Armenia, the Barekendan festival, traditionally celebrated on
March 21, symbolized the awakening of nature and the beginning of the
year, the eternal cycle of life and death, death and birth, and re-awakening.
Drawing on numerous sources, A. Odabashyan correctly presents Barekendan
as the New Year Day, celebrated in March. She concludes that “people
closely associate goodness, kindness, and happiness with harvest, seed,
abundance, labor, and result” [17. P. 25]. Having examined the meaning of
“barekendan” in Armenian (‘bari’ — ‘good’ and ‘kyank’ — ‘life”), she points
out its “connection with fertility, seed, harvest (product), and fruit, that is,
with the idea of good and existing — life” [17. P. 26]. People wished each
other a good life — happiness, and asked the good and heavenly forces to
protect them from evil.

Barekendan is also a symbol of the struggle between the good and the evil,
which manifests in the performances and games, staged during the holiday.
Among the Barekendan customs and rituals, Odabashyan mentions those
“which mark the awakening of nature and the beginning of the economic
year”; “which express worship of the elements and phenomena of nature”;
“which are dedicated to ensuring the next economic year and have
sympathetic and magical context”; “which express ancestor worship” [17.
P. 26]. The keen desire to ensure success throughout the economic year
through sacrifices is noteworthy. The abundant feast of the Barekendan
festive week is associated with the belief in sympathetic magic, according
to which if you eat a lot and well on the first day of the New Year, then the
year will be abundant and fertile, safe and carefree. The universal feast
is considered a relic of sacrifice. It can be considered in the context of
ancestor worship and such a way of thinking, in which the deceased
ancestors “can become intermediaries before the spirits ruling the world
to ensure the well-being of those living in this world” [17. P. 31]. From the
perspective of Armenian peasants, declining the Barekendan festive treat —
this kind of sacrifice — is a grave insult since its purpose is to ensure the
success of a new economic year.

In his book Ritual Dictionary, Malachia Ormanian presents the Christian
symbolism of Barekendan as follows, “The sacrament of Barekendan
Sunday contains a note about the progenitors’ happy life in paradise” [18.
P. 17]. He is also interested in the manifestations of ancestor worship
in the pantheistic worldview of ancient Armenians. Thus, this holiday
is also important in the context of relations with the deceased: the doors

11
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of the underworld are opened, and the dead come to receive their share
of the sacrifice [11. P. 100].

It should also be mentioned that Barekendan festival and the European
Carnival stand close to the orgy. “From the eighteenth century onwards,
in fact, the term ‘orgy’ has been used to refer to wild or dissolute revels
marked by license or debauchery; in this sense it is currently employed in
religious studies to refer to collective behavior (comprehensive of indulging
in excessive bodily activity by means of rave music, dancing, banquets,
promiscuous sexual intercourse, and the infringement of normal order or
rules) that sanctions a festive period in order to reinforce the vital energies
of the cosmos and human communities. .. Orgies can be found not only in
the setting of agrarian ceremonies, although they always remained closely
connected with rites of regeneration and fertility... In fact, orgies possess
a ritual function connected with the cult of dead people, as can be inferred
from persisting customs in ethnic or folkloric contexts where banquets and
orgies occur after funerals” [19].

The contact with the souls of the dead and other-worldly forces during
the Barekendan holiday is also described in Armenian literature, namely,
in the stories Khortlakh and New House, Old House by Rafael Patkanyan.
In Russian literature, the intervention of other-worldly forces during na-
tional and church holidays (Fair, Ivan Kupala holiday, the night before
Christmas, wedding) is mentioned in Nikolay Gogol’s writings [9. P. 114].

During the first days of Barekendan week, in addition to meat dishes,
Armenians also cook gata and halva, but the must-eat dish was gruel or
‘khashil” — a dish made of fried wheat flour and butter [20. P. 76].

The Armenian Barekendan can be compared to its Russian equivalent —
Maslenitsa® (from the Russian ‘maslo’ — oil, butter) and to the European
Carnival. In the pre-Christian period, the Russian Maslenitsa also
symbolized winter’s departure and the re-awakening of nature and,
according to some researchers, was dedicated to the patron of animals,
Veles, a Slavic god of wealth, for whom oil and a bunch of grain ears were

! The comparison of the Russian proverb “Ne vse kotu Maslenitsa” [Not everything
is Maslenitsa for a cat]) and its semantic equivalent, the Armenian proverb “Nwuwp
wikb whqud Yyuy sh nuinh” (Pape amen angam p’lav ch’i uti [eng. The grandfather
will not eat pilaf every time]), also clarifies the general symbolism of Barekendan and
Maslenitsa. English equivalents of those proverbs are: “Christmas comes but once
a year”, “Every day is not Sunday”, “After the dinner comes the reckoning”, etc.

12
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sacrificed. Based on the notions dating back to ancient times, Veles as a god
of three worlds walked freely through them. He patronized travelers,
bestowed wealth and prosperity upon people and, via the Berezino River,
transferred souls from this world to the other and, conversely, from non-
existence to existence. Touching upon the Christian period and considering
such components of the holiday as consecration and ancestor worship, the
Russian philologist Dmitry Zelenin considers Maslenitsa a day of commem-
oration, when people invite deceased ancestors to a sumptuous dinner on
the eve of Lent [21. P. 391]. Maslenitsa was perceived as a link, or the
boundary between winter and spring, when winter — the goddess of death
and darkness —was expelled and buried, to let spring and light in [22. P. 11].

Summary of fairy tales

In the Armenian fairy tale Kengane gandats tonn Astvats el chi gandil,
the husband borrows a bag of grain to provide food for his children during
the winter, but deceives his stupid, lazy and spendthrift wife by saying that
the grain belongs to his acquaintances — ‘kirvas’ (see the explanation
below), who gave it to him for storage and would come and take it back
when needed. When her husband is away, the wife meets two cattle sellers
(‘chovdars’) on the street. Taking them for the kirvas, she gives them the
grain. When the husband finds it out, he takes off his clothes, leaves his
wife and children, wraps his naked body with a torn square cloth — ‘mezar’
(used to put something in it to carry it, throwing on his back) [23. P. 986]
and leaves the house, offended. When he reaches the house of a rich man,
he leans against the wall to rest. With her spouse away, the stupid rich
man’s wife asks the poor man who he is. He replies that he is a deceased
man who has come from the cemetery, that his time is up and he has been
released, but he can travel only at night since he has np clothes. The woman
asks if he has seen her deceased father in other world. The naked man gives
an affirmative answer, saying that her father’s time has also expired, but he
cannot return, as he has debts and nothing to wear. On hearing it, the woman
asks the naked man to take her husband’s best clothes and a thousand rubles
to her deceased father. When the rich man comes back home and learns
about what has happened, he chases the stranger. The first man runs, enters
amill on the road, sprinkles himself with flour, introduces himself as a miller
and deceives the rich man by saying that the one whom the rich man
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is chasing is in the mill. Then, he gets on top of the rich man’s horse that
has been left on the street, takes his wealth with him, returns to his wife
and tells her that there is a woman in the world, more stupid and ruinous
than her, and that he has returned so that they can enjoy the acquired wealth
together.

In Tumanyan’s version of the folk tale, the husband brings home several
pounds of butter and rice and says that it is for Barekendan. Before the wife
finds out about it, she is surprised by the amount of food and asks if the
husband has brought this much for his father’s funeral or for their son’s
wedding. Once, a she sees a stranger passing by their house and asks him
about whether he is Barekendan. For the sake of interest, the stranger gives
an affirmative answer to receive from her the butter and rice “intended for
him.” The husband pursues, stupidly gives Barekendan a horse and returns
empty-handed. To this day, the husband and wife argue over who of them
is to blame, while Barekendan listens and laughs.

In the Russian fairy tale The Thieving Man, one of the two sons of
an old woman dies, while the other travels to a distant country. Three days
after the son’s departure, a soldier comes and asks for a shelter. When
the old woman asks him where he is coming from, the soldier says that he
is from other world. The woman is interested in whether the soldier met
her deceased son there. Giving an affirmative answer, the soldier reports
that her son is in rags and in difficulty in other world. The woman gives
the soldier 40 yards of cloth and 10 rubles for her son. On returning from
a pilgrimage, her second son learns about what happened and goes to look
for someone who is stupider than his mother. If he finds that person, then
he will be taking care of his mother. If not, then he will make her leave the
house. This is his decision.

In the Russian fairy tale Straw Maslenitsa, to extend the holiday and
not fast, an elderly couple make a Maslenitsa doll and try to feed it with
cookies and pies. Suddenly, the doll comes to life and eats all the food in
the house. The elderly couple hide in horror. Maslenitsa also tries to eat
the gruel placed on the stove, but it bursts into flames and chars. The elderly
couple mourn its death.

In the Albanian fairy tale The Stupid Wife, the husband brings home
a large amount of food and says that it is for a long Ramadan. The wife puts
food at the door, sits and waits for the long Ramadan to come. She asks
every stranger if he or she is the long Ramadan. Once, she sees a tall young
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man, whose name is Ramadan by chance, so she gives him all the food.
The fairy tale goes on to tell about the consecutive foolish acts of this
woman, one of which becomes the reason for her husband’s arrest and the
other — the reason for his release from prison. In the research, we will focus
on the first episode of this fairy tale.

In the Czech fairy tale The Stupid Wife, the stupid wife loses her mind
due to grief after the death of her rich husband. A peasant takes her to be his
wife for the sake of wealth . One day, the peasant goes to the forest. A beggar
appears and asks for mercy from his wife. Realizing that the woman is
stupid, the beggar tells her that he fell from the sky. The woman wonders
if he saw her late husband there. Having learned that her husband starves
and walks naked because there is no food and the clothes are rotten, she
asks the beggar to take some clothes, 40 gold coins, bread, butter, cheese,
and buckwheat gruel to her husband. When the peasant comes back home
and asks why she did it and why exactly gold coins, the woman replies that
the best is always in heaven. In the fairy tale, due to the wife’s stupidity,
new losses and catastrophes follow, and, again, it is thanks to her stupidity
that it becomes possible to regain or prevent bad events. In this case, we also
focus on the first episode of the fairy tale.

The sign system common for the listed fairy tales

In the Armenian, Russian, and Albanian folk tales as well as in
Tumanyan’s adaptation, Barekendan — Maslenitsa — Ramadan is personified
“by misunderstanding — by accident” or under the influence of people’s
rich imagination. In Tumanyan’s narrative, the stupid woman takes
a random passerby for Barekendan. In the Albanian fairy tale, the stupid
woman also thinks of a long Ramadan as of a person (in addition, the name
of a tall stranger is Ramadan), and the character of the Russian fairy tale —
a straw doll Maslenitsa — suddenly comes to life, which is, of course, based
on the custom of making dolls that emblematize winter and spring. This
custom was also widespread among Armenians — dolls were made in the
form of grandmother Utis (from the verb ‘utel’ — ‘to eat’) and grandfather
Pas (‘fast’). In the Russian fairy tale, the grandfather and the grandmother
make a doll to prolong the Maslenitsa feast. In Slavic mythology,
Maslenitsa is a symbol of fertility, winter, and death at the same time, that
is, it is also personified [24. P. 28].
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Whereas Armenians rolled Grandma Utis down the mountain, Russians
burned the doll. There was also a custom “to warm the deceased”, for
which they lit bonfires. These dolls embodied the dying and resurrecting
nature; they were burned, with the ashes scattered across the fields. It was
a ritual act promoting fertility: burning the old stimulated the germination
and prosperity of the new. Vladimir Propp also emphasizes the importance
of respecting the memory of ancestors. Ancient people believed that the
ancestors, being both in other world and on the earth, could influence
fertility; therefore, during Maslenitsa, a memorial service ceremony would
be performed. Visiting the cemetery, serving food for memory, and cooking
pancakes were mandatory [24. P. 28]. Pancakes —a mixture of flour (grain)
and butter — became a symbol of this holiday. As a matter of fact, Slavs
also celebrated the day of commemoration of parents or ancestors.
Pancakes were placed on roofs or windowsills, or left in the he cemetery,
or given to children and beggars, the latter were asked to pray for the souls
of deceased ancestors. In the morning and in the evening, the deceased
were invited to the table to have a meal with the family, or the table was
left set until the morning, with food and dishes left so that the deceased
might come out of the hearth at night and eat their share [25. P. 90-92].

The sacrifice sent to other world is also alms in the form of money and
a wake. According to the Armenian Apostolic Church tradition, through
this pious custom “we allocate a share out of our wealth for the salvation
of souls.” “By organizing a wake, we give alms to those people who are
invited or are there at that moment, and they, in turn, ask for mercy from
the Lord for the soul of the deceased. The meaning of a wake, whether
during a funeral or years later, is to give alms for the soul of a given person,
collecting treasures for him in heaven” [26. P. 194-198; 27]. The wake
is a kind of sacrifice for the salvation of the soul of the deceased, which we
symbolically send to the afterlife’.

The manifested connection with other world is as follows. In the Arme-
nian folk tale — money and clothes that the stupid woman sends to heaven
for her deceased father (the latter, according to the traveler, has debts in

1 In many places today, there is a custom that visiting the cemetery one shall give
a share for the deceased — food and alcoholic beverages. Sometimes the share is placed
on the wake table or on the grave, while an alcoholic drink intended for the deceased
is poured on the ground.
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other world, so the daughter sends money to repay his debt, which is, as it
were, a sacrifice made through money); in the Czech fairy tale — butter,
cheese, bread, gruel, clothes, and gold, which the stupid woman sends to
her deceased husband (this is also a manifestation of alms) through a needy
person who comes to her for alms; in the Russian fairy tale The Thieving
Man, cloth and money that the stupid old woman sends to her deceased son
through a random passerby, a soldier, who asks for a shelter. They all say
they come from other world. In our opinion, in Tumanyan’s Barekendan,
a hidden manifestation of the same formula is an episode in which the stupid
woman gives butter and rice to a stranger, even though there is no mention
of other world in the narrative.

In the first episode of the Armenian folk tale, the stupid woman gives
a bag of grain to strangers — kirvas. Why a kirva? A ‘kirva’ means a well—
wisher, an acquaintance, or someone who is a Turk or a Kurd [23. P. 1569].
It means that these random people were not from Armenian society; they
were Turks or Kurds, strangers, and symbolically — from other world. The
husband who fled from the first stupid woman leaves the house naked,
wrapped in a mezar, and introduces himself to another stupid woman as
having returned from other world. Running away from this woman’s rich
husband, the naked man enters a mill and introduces himself as a miller —
again, we see the connection with grain and bread. The first stupid woman
gives kirvas a bag of grain, and the second sends clothes and money to
other world. In fact, the scene of the sacrifice sent to other world for the
soul of the deceased is divided into two episodes relating to different
women. In the Czech fairy tale, the stupid woman sends food, clothes, and
money to heaven through a beggar; in the Russian fairy tale, the stupid old
woman sends cloth and money to heaven through a soldier. The analysis
reveals a paradigm: strangers, beggars, kirvas, who are considered and
called Barekendan or Ramadan — strangers to society, newcomers, a man
who abandons home, a homeless soldier. It is as if they are not from this
world, but belong to other world. In other world, ragged or naked, leaving
the house without clothes or wrapped in mezar, sending fabric there — all
these are repetitive and conjunctive events. In other world, rags and torn
fabric are analogs of the shroud that envelops the dead. Let us recall that
the doll of Barekendan-Maslenitsa is in rags, and in the end it is disheveled
and burned or rolled down from the mound. The main character in the
Armenian folk tale leaves the house wrapped in a mezar; in another reality
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he appears to be a dead man, and finally, he returns home. The circle
closes: he dies and resurrects, departs and returns.

Within the scope of the plot and outer, thematic veil of the mentioned fairy
tales, these symbolic paradigms, according to the principle of a palimpsest
(a parchment from which previously written was scraped off to make it
suitable for the same purpose again), depict another, more ancient story-
formula that shows the link between this and other world. Among the items
sent (sacrificed) to help a person in other world (father, husband, or son)
are butter and rice, bread, gruel, clothes or cloth, money or gold coins
(in the Czech fairy tale — 40 gold coins).

Why were all the women stupid? This opens up another layer, which is
probably connected with the most famous story in the world about the most
famous ban, its violation and the subsequent fateful loss. In the studied
fairy tales, the loss of property — food, clothes, money, horses — happens
because the stupid woman fails to pay heed to her husband’s prohibition
by initiating a conversation and transaction with a stranger. In the end, the
husband is also deceived, having lost his horse or money. There is a parallel
with the biblical story of how Eve was tricked by a snake, violated the ban,
ate the forbidden fruit and lost immortality. The parallel becomes even more
apparent if we take into account the title of the fairy tale — Barekendan.
According to the Armenian Christian tradition, Barekendan is the boundary
between paradise, where it is allowed to taste all fruits, and hell (symboli-
cally — fasting), where food (especially delicious food) is forbidden. In the
Albanian fairy tale, Ramadan also has a similar spiritual content.

The sign system of the children’s singing games

The connection of commemoration of the dead and food with other
world can also be traced in ritual-magical verbal formulas that have turned
into children’s singing games.

Russian folklorists, culturologists and ethnographers Sofya Agranovich
and Sergey Berezin interpret the Russian children’s singing game Ladushki,
ladushki in the following way, “Ladushki! Ladushki! / Gde byli? / U babu-
shki! / Chego eli? / Kashku. / Chego pili? / Brazhku® [28. P. 7]. ‘Kashka’

1 Eng. “Soft clap, soft clap / Where have you been? — At Grandma’s. / What did
you eat there? / Gruel. / What did you drink there? / Brew.
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(Eng. ‘gruel’) and ‘brazhka’ (Eng. an alcoholic drink typical for the wake
ceremony, like home brew), and the grandmother, “were with” the de-
ceased ancestor; a living grandmother giving children an alcoholic drink
and gruel was impossible to imagine. It was about another grandmother.
The same singing game describes the communication with the deceased
through the open palms [29; 30. P. 59-88]. According to Agranovich, this
is due to the ancient custom of burying the dead inside caves and the cult
of ancestors. When they yearned for them, they put their palms against the
cave wall in belief that ancestors would also put their palms on the other
side: the cave wall was considered the boundary between this and other
world. Apparently, this ancient belief is the basis of the custom of laying
a hand on the grave, which is common among Armenians. In the same way,
palms were applied and imprinted during the initiation ritual when they
received the blessing of their ancestors and left their “signature” — a trace
in the social hierarchy. According to Agranovich, this is an explanation of
petroglyphs with the images of hands. Apparently, an echo of the same
ancient belief is the Wailing Wall in Jerusalem, as well as the custom of
drawing a hand in a letter and sending it to the battlefield (usually a child’s
hand was drawn and sent to the father or the grandfather, who could be “on
that side”, or in danger of being there — on that side of the imaginary wall) [28].
The palm image on the wall of a Christian church in Spain and the Theoto-
kos oranta (‘oranta’ means ‘one who prays’; this is a type of an icon
on which the Lady is represented with her arms open and raised to heaven
in prayer) can also be explained as an interpretation of communication.
There is a similar image in Jerusalem — the Lord’s handprint on the rock,
which, according to the tradition, was formed when He leaned against the
wall to rest. This stone is preserved and embedded in the wall of the Fran-
ciscan chapel dedicated to Simon of Cyrenaea (1895). According to the
custom, every Orthodox pilgrim who passes by puts his right hand in the
handprint of the Savior’s Right Hand and says a prayer, “Help me, Lord,
to carry my cross!” [31. P. 84].

By the way, there is a variant of the aforementioned singing game,
where ‘oladushki’ — a pancake of Maslenitsa appears, “Ladushki-ladushki, /
Ispekli oladushki. / Na okno postavili, / Ostyvat® ostavili”? [32].

! Eng. Soft clap, soft clap, / We baked pancakes. / Put them on the windowsill, /
To cool down.”
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The English version of the singing game goes in the following way,
“Pat-a-cake, pat-a-cake, baker’s man. / Bake me a cake as fast as you can, /
Roll it, pat it, and mark it with a B, / Throw it in the oven for Baby and me”
[33. P. 28]. As lona Opie and Peter Opie claim, this singing game is one
of the wildly known traditional nursery rhymes in the English-language
word, where it has become children’s “first poetic memory” [34. P. I]. Ac-
companied by clapping, this song has the following sequence of actions:
touching palms; forming dough balls with hands; making pies out of them;
painting them; placing them in the oven. There is an episode of imprinting
a letter on the pie (this is the letter “B” in the singing game, but it may also
be the first letter of the child’s name), which probably illustrates the fact
that the baby’s name has been added to the hierarchy of society. According
to the singing game, the pie is baked for the child and the adult who play
the clapping game.

In our opinion, the Armenian children’s singing game “Soft clap, Soft
clap, apricot tree, / | have a grandmother and grandfather, / Grandmother
cooks dinner, / Grandfather chops wood, /And I sit under a tree, / And draw
a hare” is comparable with the Russian and English versions of the above-
mentioned singing games. In one of the versions of this singing game, the
grandfather grafts a tree. Here you can see the symbolic meaning of
grafting — rebirth — qualitative renewal. The action of Grandfather Pas —
chopping firewood or cutting — should be perceived as the interval between
Barekendan and Easter (the period of fasting). There is a semantic
transformation of the baton-axe: the baton in Grandfather Pas’ hand, which
forbade eating food of animal origin, as a result of the semantic
transformation turns back into a driving tool — an axe, which separates
Barekendan from Easter, becoming a symbolic image of Lent. There is an
obvious connection: Grandmother and grandfather are ancestors. By the way,
the doll of Grandfather Pas or Aklatiz was hung from the ceiling and usually
sang the following, “Grandma left with a ladle in her hand, / Grandfather
came with a baton (‘chombakh’”) on his shoulder” [35]. In Grandma Utis’
hand there was an oily ladle, and in Grandpa Pas’ — a baton-chombakh, that
is, permission to eat and prohibition under the threat of a baton. In the singing
game, the baton transforms into an axe or a grafting knife. The Lent following
Barekendan cuts on the one hand, and grafts on the other hand. The old
goes away, the new comes. There is also the following version of the
Armenian singing game, “Soft clap, soft clap, / I cook pilaf in clay pots, /
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There is no spoon, there is no bread, / We eat with our fingers™* [36. P. 20].
This version is closer to the Russian singing game since pilafis mentioned.

The Armenian folk singing game can be interpreted in two similar
ways: 1. it symbolizes continuity, continuation, and eternal renewal of life
due to the presence of a hidden semantic layer of communication with
ancestors and tradition; 2. it has a noticeable system of alternating symbols
Barekendan — grandmother, Lent (Fast) — grandfather and Easter —
grandchild. This sign system also exists due to the following symbols: soft
clap (touch of palms), tree, and hare. Touching the tree with palms is an
expression of the ancient faith in tree deities, who could be asked for help.
The same faith manifests in the custom of knocking on wood three times
to thwart evil. Generations of pagan Armenians went to the sycamore
forest to foretell the future, which their deceased ancestors told them
through the rustling of trees — a voice that was believed to come from other
world [37. P. 43]. Similar beliefs also existed among other peoples [38.
P. 112, 115-116]. In many cases, the wise elder (presumably the ancestor)
is located precisely near the tree, identified by its image.

According to our hypothesis, the tree in the Armenian singing game is
an image of the Tree of Life or the World Tree, which represents the cosmic
order. The tree is the apricot (as one of the symbols of Armenia). The image
of the Tree of Life together with the grandmother, the grandfather, and
the grandchild suggests that there be also an image of the family tree. The
three-stage system of the World Tree consists of the lower part — other
world, the middle part (the tree trunk) — the earthly reality, and the upper
part — the heavenly kingdom. To this, we add the semantic correspondences,
including past — present — future and ancestors — current generation —
future generation. There are also symbolic equivalents of the animal world:
in the upper part of the World Tree there are birds, in the middle —
ungulates, in the lower part — reptiles and rodents [39. P. 398-400].
The World Tree, which portrays the idea of conception and fertility, as well
as the process of soul incarnation, can also be represented in an inverted
version — the roots are at the top, the crown is on the ground. Accordingly,
it is possible to replace ancestors and generations [39. P. 400-401].

! “CGunhhy-dunhhl, dunh bwbtipny, / @y Yahtd ynunyptipny,/ Qpouyg spljw,
[ spu, / Ukiipw Ynunbitp dwnybtipny” [“Tsap’ik tsapi’ik tsap” nenerov, / Plav
kep’em putkenerov, / Gtal cheka, lavash cheka, / Menga kutenq matvnerov”].
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The episode in which the grandchild draws a hare under a tree
symbolizes fruit-fertility, generation, and continuation through offspring,
Easter, and renewal. In ancient Chinese art, the hare symbolized longevity
and immortality and was portrayed as sitting under the Tree of Life, con-
cocting the elixir of immortality [40. P. 184]. It also symbolized the cycle
of death and rebirth, and life that has passed through the fire of sacrifice
and death.

Manifestations of the eternal struggle between life and death are the
images of the Slavic Koshchei — the sovereign of the kingdom of death —
and the life that defeated him, some of the symbols of which are the ocean-
sea, an island (in some versions — Black Mountain), an oak tree growing
there, a hare in the box under an oak tree, a duck inside a hare, an egg inside
a duck [39. P. 629].

In the Western spiritual tradition, the hare is a symbol of light, new life,
and Easter. It was a sacred animal of the Old German goddess of spring,
the awakening of nature, and Eostra, or Ostara, — a Germanic Goddess of
spring and dawn. Some elements of the Eostra cult (for example, the
custom of painting Easter eggs, the symbol of the hare) were subsequently
transmitted to the system of Western European customs and symbols of
Christian Easter. According to the Benedictine monk Beda the Venerable,
the names of Easter in English and German (das Ostern) are associated with
Eostra. According to the legend, painting Easter eggs is an analogue of
Eostra’s giving color and prosperity to the world in the spring. Her sacred
animal is the hare — the symbol of fertility, who brings these painted eggs
to children. Catholics have preserved this function of the Easter hare in the
system of Easter customs [41. P. 13-45]. The following system of symbols
is manifested here: the awakening of nature — hare — fertility — egg —
children — a new beginning.

In his treatise on the relationship between faith and deeds, Armenian
philosopher, theologian and teacher, Saint of the Armenian Apostolic
Church Grigor Tatevatsi (1346-1409) compares a rabbit and a hare with
people who have faith, but are negligent in doing good deeds (weak as
a rabbit) because of sins. As a rabbit takes refuge in rocks, so the weak —
students and youth — take refuge in “rocks”, i.e. they should trust the virtu-
ous — wise teachers and elders, and people should trust the priests. Young
people who have not knelt at the feet of the elders become easy prey for
Satan [42. P. 110-111]. In this interpretation, the singing game under
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consideration reveals the following links: tree — elder, hare — young (child) —
grandchild, who draws a hare under a tree — at the feet of the elder?.

In his valuable study The Art of Armenian Ornament, A. Mnatsakanyan
thoroughly examines the symbolism of the Tree of Life [43], the ornamental
images of which contain pestle-fruit, grain-egg ideograms, where the
images of parents-couples — people, animals or plants, often — cub, child
or fetus are intertwined. In some cases, a gradual sequence of the genus,
family, or parents and their children is represented through the trunk of the
Tree of Life. One of the ornaments depicts a grain — an egg ideogram, on
which there is a pair of hares, and the Tree of Life rises on their ears (Fig. 1).

Fig. 1. A grain-egg ideogram, with a pair of hares,
and the Tree of Life rising on their ears. The painting
is taken from the Gospel of 1304 (Mesrop Mashtots In-
stitute of Ancient Manuscripts (Matenadaran)
in Yerevan, manuscript #3722, Nakhchivan, the scribe
Hakob, illustrator — clergyman Simeon, Sheet 303b)
[42.P. 218]

Other samples of the Tree of Life and the hare portray the hare and the
ornament as the plant, the symbolic and semantic field of fertility. Among
the noteworthy examples are the decoration on the book pages of the

! Tumanyan’s poem “The Old Blessing” describes the following picture: under a green
huge oak tree, the giants — grandfathers and fathers are sitting, and children are standing
in front of them with their heads uncovered, their hands humbly laid on their hearts.
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Gospel of 1053 with drawings depicting a vault with columns (Fig. 2),
as well as several other ornaments (Fig. 3-7).

Fig. 2. Decoration on the pages of the Gospel of 1053 with drawings depicting a vault
with columns [44. Picture 1, Mesrop Mashtots Institute of Ancient Manuscripts
(Matenadaran) in Yerevan, manuscript #3793, Sandghkavank, artist Hovhannes

Sandhkavanktsi, Sheet 1b]. Hares are portrayed at the base of the columns

Fig. 3. [44. Picture 38] Fig. 4. [44. Picture 49]

24



Komnapamusucmura / Comparative Studies

Fig. 5. [44. Picture 43]

Fig. 6. [44. Picture 75]

Fig. 7. [44. Picture 73]

25



Seyranyan L.B., Soghoyan A.V. The ontological formula for eternal renewal of life

In the last drawing, a bird is portrayed in the upper part of the plant,
while a hare — in the lower part. Let us remember that the World Tree
consisted of three parts, each with a corresponding animal.

Conclusion

Thus, based on the example of the fairy tale Barekendan, the singing
game Tsapik, Tsapik, Tsirani and the mentioned samples of the Armenian
ornament, we can conclude that many manifestations of ancient beliefs and
ideas in the form of certain sign systems have been preserved in the Arme-
nian national culture. In their turn, these manifestations have been reflected
in fiction, which implies a separate study.

According to our interpretative hypothesis, the examined fairy tale
(both folk version and adaptation) demonstrate a specific sign system that
manifests age-old ideas and rituals, related to the cult of ancestors,
communication with other world, sacrifices, Barekendan — Lent — Easter
sequence and, thus, the ontological formula for renewal of eternal life. The
elements of this symbolic system are the following: objects that are sent to
other world (sacrificed) — butter and rice, bread, gruel, clothing or cloth,
money or gold coin; symbolic representatives of other world are strangers;
images and objects in the singing game Tsapik, Tsapik, Tsirani — grandmother
cooking dinner — grandfather chopping wood — tree — grandchild drawing
a hare. These actions can be interpreted as those of sympathetic magic,
aimed at achieving fertility. Touching with palms, expressed in the signing
game in the form of a soft clap, is an analogue of communication. In ancient
times, Barekendan was also a holiday of the cult of ancestors, aimed at
ensuring the re-awakening and fertility in this world with the help of deceased
ancestors. For this purpose, a sacrifice was made — descendants allocated
a share from their property for their ancestors and sent it to other world. In
the singing game, Grandma and Grandpa are ancestors, and Grandchild is
a descendant, a new fruit. The Tree (Tree of Life, ancestral tree) represents
an image of generational change, unity of ancestors and descendants, an ongoing
process of fruiting and renewal. A specific sign system is also a chain of
Grandmother — Grandfather — Grandchild: Grandmother Utis with a ladle
in her hand embodies Barekendan, Grandfather Pas with a baton-axe-grafting
knife in his hand is Great Lent, and Grandchild is Easter. The hare is a symbol
of fertility, which adjoins the image of the grandchild.
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AHHoTanus. CTaThs OCBAIIEHA MAIOU3yI€HHOMY ITPOU3BEICHUIO BU3aH-
THHiCKOH rUMHorpadmyeckort smreparypsl XI B. — [TokassHHOMY KaHOHY, CO-
3JaHHOMY aHOHMMHBIM aBTOpPOM 110 MoTHBaM CioBa 5 Jlectsuis! (O mokasHum).
Kanon npezncrasiser coboit TeMaTHIeCKOe U CTPYKTYpHOE €HHCTBO 32 Tpo-
napeil, MUHUATIOp U Haanmuced k HUM. Hannuen x 25 munuatiopam Kanona
UMEIOT mapaienn B TekcTe JlectBuipl. B crarhe omyOiIMKOBaHBI TEKCTHI
HaJMcel K MUHHAATIOpaM (I10 IIeCTH IPeYeCKUM PYKOITUCSM) U ITapasuleNIbHbIe
¢parmenTsl JlecTBHIBI, TPOBENEH TEKCTONOTMYECKHH aHANN3, BBISIBICHBI
Oubnelickue UTAaThl U BHICKa3aHO MPEIIONI0KEHHe O TOM, 4To aBTop KaHoHa
B HAAMUCAX K MUHUATIOPAM IUTHPOBai JIeCTBHUITy MO MaMsITH.
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Abstract. The article focuses on an understudied work of Byzantine hym-
nographic literature of the 11th century The Penitential Canon by an anony-
mous writer based on Homily 5 of The Ladder (“On painstaking and true
repentance, which constitutes the life of the holy convicts; and about the Prison”).
The Canon is a thematic, stylistic and structural unity of 32 troparia, miniatures,
and inscriptions to them. This unity allows assuming that the creator of the troparia
and the inscriptions for the miniatures and the artist who painted the miniatures
was one and the same person. The texts of the troparia in The Canon do not
have any links with the text of The Ladder, while the texts of the inscriptions
to the miniatures in The Canon have indirect links with The Ladder: out of
32 inscriptions to the miniatures, 25 have parallels to The Ladder. The article
contains the texts of the inscriptions to the miniatures (based on 6 Greek man-
uscripts) and parallel fragments of The Ladder. The absence of parallels in
The Ladder to the 7 troparia of The Canon can be explained by the functional
load of these troparia framing the text of The Canon. At the same time, 3 frag-
ments of The Ladder refer to two different troparia of The Canon. This
phenomenon can be explained by the fact that, while working, the creator
of The Canon was guided not by the literal adherence to The Ladder, but by the
spirit and atmosphere of the fragments describing the life of voluntary prisoners
(“of the holy convicts”) in the monastery prison. The article reveals 6 citations
from the texts of The Holy Scriptures that are included in The Ladder and
through it in The Canon (in the inscription to the miniatures 5, 15, 17, 18). The
lexical arrangement of these quotations in the The Ladder and the inscriptions
to the miniatures in The Canon is different. The texts of The Ladder and
the inscriptions to the miniatures of The Canon have significant differences in
lexical composition. There are no direct quotations from The Ladder in the texts
of the inscriptions to the miniatures. ldentical word forms are rare in compared
published fragments. The totality of textual and linguistic signs implies that the
author of The Penitential Canon quoted The Ladder from memory, which
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confirms the phenomenal talent of the unknown Byzantine hymnographer of
the first half of the 11th century.

Keywords: The Ladder of Divine Ascent by John Climacus, The Penitential
Canon, Byzantine hymnography, Ancient Greek, Biblical quotations
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IMokasaubiit kanoH (Koavov katavoktikog v iotopiov StaAapupavov
v &v 1 KMpokt dylov katadikov: od 7 dxpootiyig, IENOOYZ
ENAPI'OYZ KAI METANOIAX TYTIOY), nanee — Kanon, npezacraBiser
c000if 0JTHO U3 MATOM3YYCHHBIX TIPOU3BEICHUI BU3aHTUHCKOW THMHOTPA-
¢uueckoii murepatypsl. JpesHeiimas pykonuck Kanona (BAR gr. 1294)
natupyercst Bropoi noiaoBunoit XI 8. [1. C. 252], nosTomy BpeMs Hamuca-
Hus KaHoHa MOYKHO I'MIIOTETUYECKH ONPENEIUTh KaK IMEPBYIO ITOJIOBUHY —
cepennny XI B. be3 npeysennuenuii KaHOH sSBIsieTCS reHUANBHBIM POU3-
BEJICHHEM aHOHHMHOTO aBTOPa: OH MOCTPOEH MO MPHUHIIMITY aKPOCTHXa,
KBl TPOTIAph UMEET CTPOTYIO, HE TIOBTOPSIONIYIOCS B JPYTUX TpOIa-
PAX CHIIAOUYECKYIO CXEMY, U KaXblil Tponapb CONPOBOXKIEH MUHHATIO-
PO, MITIOCTPUPYIOILIEH €ro CoJiep>KaHue, a KaXJa0i MUHHATIOPE COMYT-
CTBYET HAJIKCh, OSICHSIONMas 3Ty MuHHaTIopy. B Kanone 9 necen (1, 3-9,
BTOpasi IECHb OTCYTCTBYET BO BCEX U3BECTHBIX PYKOIUCSX ), KaX/1as IECHb
COJEPXKUT 4 Tponaps, — TAaKUM 00pa3oM, oO11iee KOJTUYECTBO Tpomnapei, Mu-
HUATIOp M HaJHCeH COCTaBIsAeT 32. «Accomualus TMMHOTpaduIecKoro
KaHOHAa CO CTPOrO OIpPENEeNEeHHBIM BHU3YaJbHBIM DSJIOM NPEACTaBISIET
co00# YHHKaJbHOE SBIICHUE» B BU3AHTUICKOM KYJIBTYpE; «KAaHOHBI HUKO-
r71a He WJUTIOCTPUPOBAIIUCH, 32 UCKIOUeHHeM Bcero AByX (IloxasHHOTO
u “Ha ucxon mymm”)» [2. C. 57].

Yects otkpeiTusa Kanona npunamnexut Jx./x. Tukkaneny, ooHapy-
JKHUBILIEMY €ro B pykonucu Vat. gr. 1754 [3]. JIse pykonucu Kanona o6Ha-
pyxensl B HartmonanbHo#t 0ubnmoteke ['perm A. Jlenarre [4]. MuHuna-
TiopaM KaHOHa ymelmeHO MeCTO B MCKYCCTBOBEOUECKOH MOHOTpaduu
JLx.P. Mapruna [5. C. 128-149]. byxapecTckue pyKOmHMCU C TEKCTOM
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KanoHa BBeieHbI B HayuHBIi 000poT U. BapHea [6, 7]. BaxHsIii 3Tam u3yde-
Hust Kanona cesi3as ¢ cepockum yutusim M. bormanosuuem, oOHapy KUB-
eM CIaBSHCKUI nepeBo] KaHoHa B IBYX XHIaHIApCcKux cOopHukax [1].
IMocnegnuM KpynHBIM BKJIAJOM B Jen0 u3ydeHus KaHoHa cranma cTaThs
T. ABHepa, oOHapy>kuBIIero B Xaude ABa JUCTA BHIICYIOMSHYTOH IpeB-
Helmel pykonucu Kanona [8]. biiarogapst ycuiusiM Ha3BaHHBIX YYEHBIX
ObLIN BBE/IEHBI B HAy4HBbIN 000poT 10 rpeueckux WIMFOMUHUPOBAHHBIX PY-
konucei ¢ TekctoM Kanona. B nocnennue necsatunerus KaHoH okazancs
00oliieH BHUMAaHHUEM BU3aHTHHUCTOB. MOHOTpah)MIeCKUX UCCIICTOBAHUI,
MOCBSIIECHHBIX EMY, HET.

B ucropun usydenust KanoHa u ero pykomnucei ocraercs eIe MHOTO
HEBBIICHEHHBIX Bompocos. Hanpumep, HesicHo Mecto KanoHa B nutypru-
YEeCKOM IIMKJIC BU3AHTUICKO [IEpKBU; MOYKHO TOJBKO IIPEIIOIOKHUTE, UTO
OH IIeJICsl WU uuTascs Bo BpeMs Benukoro Ilocra. He uccnenosano pas-
BUTHE MKOHOTPapHIECKUX TPaJUIUil OTASIBHBIX MUHHATIOp. O4YeBUAHO,
YTO C TeYCHHEM BPEMEHH YBEIHIHBAETCS KOMNIECTBO H300pakKeHHBIX MO-
HAaXOB BO BCEX CIOKETax ITHKIIAa. MUHHATIOPHI B pyKonucsx Kanona nmeror
3HAYUTENbHBIC PA3HOUTEHUS (HAIIPUMEp, Ha HEKOTOPBIX PUCYHKAX OTYET-
JMBO BUAHO mM300paxenue pedenka (! — 7./1.), HAa HEKOTOPBIX UMEIOTCS
3JIEMEHTHI PACTUTEIFHOTO MUPa, Ha HEKOTOPBIX N300paXKeH palCKuii can);
M3yUYCHHE ITHX PA3HOUTEHHI MOXKET OBITh HHTEPECHON MEPCIEKTUBON IS
UCKYCCTBOBEAUYECKOro aHanu3a. He MeHee MHTepeCHO MPOCIEIUTh pa3BU-
THE UKOHOTpaUUeCcKOH TpaIunK N300paskeHN MOHANIECKUX TTOJIBUTOB
B PYCCKOM HCKycCTBE. bombImIMHCTBO croxkeToB MuHHaTIOp KaHoHa oTpa-
3UJIOCH B ITUKJIaX «MoHameckue NOABUIM» HA PYCCKUX UKOHAaX, B MUHHA-
TIOpaxX PyCcCKHX pyKoIuceH, Ha ¢peckax U Ha rpaBlopax (3To, Harpumep,
TaKWe CIOXKeThl, Kak «l3Hypenue ceds romomom», «CTosHHE Ha XKapey,
«3akoBbIBaHUE ce0sl B KaHIAIbD» U JIP.), OJHAKO PyCCKOE M300pa3sUTeIIb-
HO€ MCKYCCTBO pPa3BUBAJIOCh JAJIbLIE B HAIIPABIEHUH, YKa3aHHOM aBTOPOM
KaHoHa, 1 0Ka3aTeTbCTBOM 3TOMY MOXKET CIYKHUTh MOSBICHUE B Ha3BaH-
HBIX LIMKJIAaX CHJKETOB, OTCYTCTBYIOIIUX B BHM3AHTHHCKUX PYKOIHCAX
(Hanmpumep, «HoleHne KOMOYeH 0IeKIbI», «3aBelIaHUe OCTABUTH TEJIO
6e3 morpeGeHus Ha CheJleHne 3BepsaM» 1 ap.)L.

1 I/I306pa)KeHI/I$I CIO’K€TOB HAa3BAHHOT'O LIUKJIA B IMPOU3BEACHUAX PYCCKOI'O UCKYC-
CTBa pa3HBIX KaHPOB pPasMCUICHBI aBTOpPOM 3THUX CJIOB Ha I/IHTepHeT-CafITe al"[-Of-
scala.ru (08.02.2023).
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dunonoruueckoe HampasJeHue uccienoBanus KaHona 3akimoyaercs
B BBIABJIICHUH CBs3ell Mexay Tekctamu Kanona m JlectBuisl. Kak Opui0
YIOMSIHYTO BHIIIE, TPOMaph, MUHHATIOPA M HAJANUCH K HEH COCTABIISAIOT
€JMHOE 1IeJI0e, TPH JIeMEHTa KOTOPOro (Tponapk, MUHHATIOPA U HAJIIIHCh)
ObUIM CO3/1aHBl, TPEAOI0KHUTEIBHO, OJTHOBPEMEHHO OJTHUM YEJIOBEKOM —
IIO3TOM M XYJOKHUKOM. 32 TeMaTHIeCKH U CEMaHTHYECKH eANHBIX (par-
MeHTa KaHoHa 3ambIkatoTcsi B mukiI. [lo crnpaBeanuBoMy 3aMeuaHUIO
Jm. BornanoBuya, TaHHBIN UK BO3HUK KaK pe3yJIbTaT TBOPYECKOTO I0-
pbIBa (BAOXHOBEHMsI) aHOHUMHOTO aBTopa [1. C. 262-263], u 3T0 BIOXHO-
BeHHE OBLIO BBI3BAHO KPACOYHBIMH, SMOUIMOHAIBGHBIMH OITUCAHUSIMHA
JKU3HU TOJIBUKHHUKOB, JKENAIONNX ObITh 3aKIFOUYEHHBIMU JUISl TIOKAsTHUS
B MOHAcTBIpcKyto TiopbMy (JlecTBuma, CroBo 5, «O mokasuum»)®; sta
TIOpbMa (WM, B PYCCKOM II€pEBOJIE, «TEMHHUIIa») HAXOAMUJIAch B OJHOM
W3 MOHACTBIpel Onu3 AJeKcaHApHH, Ha3BaHHE KOTOPOro JlecTBHUHHK
yMaTuuBaeT?.

Tekctol Tponapeit Kanona siBHBIX cBs3eil ¢ TekcToM JlecTBUIIBI HE 00-
Hapy>KUBaIOT, B TO BpeMs KaK TEKCThl HAAMHUCEH K MUHHMATIOPaM HMEIOT
OUEBHHBIC TapayjieNd B TeKcTe JIecTBUIBI. ABTOPBI BBIIICHA3BAHHBIX
UCCIIEZIOBaHUI B psAJe ClyyaeB Ha3blBaJl KOHKPETHOE MECTO B TEKCTE
JlecTBHULIBL, C KOTOPBIM MOXXET OBITh CBA3aH CIOKET TOW WM UHOW MUHHA-
TIOPBI, OHAKO 3TH HAONIONEHUS HOCAT Pa3pO3HEHHBIN M eTUHUIHEIA Xa-
pakTep, B HUX COJAEPKATCsA OMUOKH U HETOYHOCTH, a TJIABHOE — TEKCTHI
Haanucel kK MuHuaTiopaM KaHoHa m ux mapameneil B JlecTBuue eie He
OBUTH OIYOJIMKOBAHBI CHHONTHYIECKH.

3anaveil HACTOSINEH CTAThH SABISCTCS IMyOJIMKAIMS BBISBICHHBIX B Jle-
CTBHILIE UCTOYHUKOB TEKCTOB Hajmuceil k MuHuatiopam Kanona. ®par-
MeHTBI JIeCTBUILIBI LIUTUPYIOTCS MO M3AaHUIO PaHHEH IrpedecKoi BEepCUU:
Climaci Joannis Scala paradisi. Patrologiae cursus completus. Series
graeca, ed. J.P. Migne. T. 88. Col. 631-1210. Parisiis, 1860, naiee — PG.

TexcTsl Hannmuceir KaHoHa myOJIMKYIOTCS 1O CIEAYIOMINM PYKOTHCAM:

BAR gr. 1294: cod. 1294, cobpanue rpeyeckux pykonuceit bubmmo-
Tekn PymbiHckod akagemun Hayk (Biblioteca Academiei Romane),

1 Cwm. 06 sTom noapo6uo: [9]. ITyGmukanuro Cioa 5 JIeCTBULBI M IIPEIBAPUTEb-
HBIC 3aMEYaHNs K OIMCAHUIO HKOHOTpahHIeCKOi Tpaiiuy IUKiIa « MoHaIecKue 110-
JIBUTH» B PyCCKOM HCKYCCTBE CM. B cTatbe: [10].

2 Cm. 06 atom: [11. C. 133-140].
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Byxapecr (11369)!. Bropas monosuna XI Bexa. 3HAKOMCTBO C PYKOTIHCHIO
10 YepHO-0eol poTokonuu B uznanuu: [7];

Vat. gr. 1754: cod. 1794, cobpanne rpedeckux pykonuceid AnocToib-
ckoit oudbmuotexu (Bibliotheca Apostolica Vaticana), Batukan (68383).
Komnen XII — nayano XIII B. 3HaKOMCTBO ¢ PyKOIMCHIO MO LIBETHOMN (OTO-
KonMK Ha caiite Barukanckoit 6mbamorexu, URL: https://digi.vatlib.it/
view/MSS_Vat.gr.1754 (nara obpamenus: 08.02.2023);

EBE 1395: cod. 1395, cobpanue rpeueckux pykonuceit HanmonansHou
oubmmotexu ['perum (EBvikn Biiodnin g EAAGSoC), Adunsr (3691).
XV B. 3HAKOMCTBO € PYKOITHCHIO 10 YEPHO-0eI0i POTOKOHH B M3aHuH [4];

Marc. gr. IT 32: cod. II 32, cobpanue rpedeckux pykomnuceit 6udmmo-
ek Mapunana (Biblioteca nazionale Marciana), Benenus (70194). XV B.
3HAKOMCTBO C PYKOITUCHIO de visu;

Marc. gr. IT 44: cod. 11 44, cobpanue rpedeckux pykomnuceit Oudmmo-
Teku Mapunana (Biblioteca nazionale Marciana), Beneuus (70206). XVI B.
3HAKOMCTBO C PYKOITUCHIO de visu;

Sin. gr. 427: cod. 427, coOpaHue rpe4ecKuX PYKOIHCEH MOHACTHIPS
cB. Exatepunsl (Sacred Autonomous Royal Monastery of Saint Katherine),
Cunaii (58802). XVII B. 3HaKOMCTBO ¢ pyKOIIHUCBHIO TI0 YE€PHO-0€II0 KOTTHH
Ha caiite bubmnoreku Konrpecca. URL: https://www.loc.gov/resource/
amedmonastery.00279380496-ms/?sp=1&st=image (mara oOparieHus:
08.02.2023).

BAR gr. 1294 sBnsiercst HenonHOM, a B Vat. gr. 1754 Hapymies nopsaox
cienoBanus MuHUATIOp KaHoHa (BO3MOXKHO, B pe3yNbTaTe OMIMOKH MPH
neperuiere). B Hamel myOmukanuy peKOHCTPYHPOBAH BEPHBIN IOPSIOK
CIICZIOBaHNS MUHHUATIOP B HA3BAHHBIX PYKOITUCSX.

Munuatiopsl pykonuced BAR gr. 1294, Vat. gr. 1754, Sin. gr. 427,
EBE 1395 BBezieHBI B HayUHBII! 000POT B HA3BAHHBIX BBIIIE ITyOIUKAIISIX
B YepHO-0€JI0M BOCIPOU3BEACHUH, cM.: [3—5, 7]. C MUHHATIOpaMHU BEHE-
[MAaHCKUX pyKkonucer KanoHa 1o BeTHBIM (hoTorpadusiM, CACTaHHBIM aB-
TOPOM 3THX CTPOK, MOKHO MO3HAaKOMUThCsl Ha HTepHeT-caiite «koHO-
rpadus u aruorpadus Jlecteurpl Moanna Cunalickoro» (mara obpare-
aust: 11.02.2023): https://art-of-scala.ru/marc-gr-ii-32 (Marc. gr. 11 32) u
https://art-of-scala.ru/marc-gr-ii-44 (Marc. gr. 11 44).

! 3nech u manee B ckoOKax yKa3aH UHIEKC PYKOIHCH B 6ase naHHbx Pinakes (mara
obpammenust: 08.02.2023).
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B orHomennu csizeit ¢ Tekcrom JlectBuisl MuHEATIOpE KaHoHa 1e-
JATCA Ha IBC T'PYIIIbI: 1) MUHHUATIOPHI, HAAIIMCHU K KOTOPBIM UMEIOT ITapaji-
neny B Tekcte JlecTBHIBI (MX Beero 25), 2) MHHUATIOPHI, HA/IITHUCH K KOTO-
PBIM HE HMEIOT mapaiuiesnell B Tekcre JlecTBuIs (ux Beero 7).

1. MuHMaTIOpBI, HAIMUCH K KOTOPbIM HMEKOT NapaJjiesin
B TekcTe JlecTBHIBI

1.1. Munuartiopa 2 (necHs 1, tporniaps 2): BAR gr. 1294, 1v, Vat. gr. 1754,
4r, Marc. gr. 11 32, 202v, Marc. gr. 11 44, 180v, Sin. gr. 427, 1v, EBE 1395, 1v:
I'pynna ocysxxnennuxoB (B EBE 1395 — 13), crosmux HEMOABHXHO BCIO
Houb 110 yTpa (B Marc. gr. |1 32 u EBE 1395 y onHoro u3 HuX Ha pykax
pebeHoK); ¢ HUMHU JBa cTapia ¢ mocoxamu (urymensl). B EBE 1395 ¢ Hebec
onarocioBisieT boxxus necHuna.

Hannues x MuHmaTiope: ODTol mavvoylol péypt mpoiag iGTAHEVOL
aifprot, ToVg mOdAG EYOVTEG AKIVATOVS Kol T® DIVE KOTAKAMUEVOL, Kol
[ 8¢ piov]* [éveotv]? £avtoic, yoplopevor paAAov pev oDV Kod 0VTodg
gmmMtrovreg [arionc]’.

[Mapamrens B Tekcte JlecTButpl: Tovg PEV TOV VTELOVVOV EKEIVOV TMV
avevdivov mavvoyl péxpt mpoiag iotapévovg aifpiovg, Todg mOdOG
dkvnTovg Eyovtoc, kol Td Dmve éhesvdg kotakhovovpévouc? i Pig
Ta0TNG TG PUGEWMS, Kol pndepioy dvamavoty avtoig yaptlopnévous, GAL’
£00TOVG EmmAnooovTog kal atipiolg Kol HPpeot dwnviCovrag PG. T. 88.
Col. 765A°,

1.2. Munuariopa 3 (mecHs 1, Tponaps 3): BAR gr. 1294, 2r, Vat. gr. 1754,
4v, Marc. gr. I1 32, 203r, Marc. gr. 1l 44, 181r, Sin. gr. 427, 2r, EBE 1395, 2r:
I'pymna ocyIeHHUKOB YMUJICHHO B3UpaeT Ha Hebeca, 0KuIas OTTy/aa 1mo-
Moy, boxus gecuniia n3 obdiraka 0JaroCiIoOBIsSET.

Haamuce k Munuatiope: Ovtot gic odpavov éheetvdg dtevilovot koi thv
gkeibev Ponbetav, peta Opvav énwaiodvrat.

1 EBE 1395, 1v: undepiav.

2 Marc. gr. 11 32, 202v, Marc. gr. Il 44, 180v, EBE 1395, 1v: évaucty.

3 EBE 1395, 1v: druicc.

4 Jlekcema KatokAOVE®D OTCYTCTBYET B UCTOPUYECKHUX CIIOBAPAX APEBHEIPEUCCKOI0
s3bika (Lampe, Liddel-Scott, Sophocles, Chantraine).

5 Cp.: napamens B Tekcre JIECTBUIIBI K MUHUATIOPE 24.
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[Mapamrenp B TekcTe JlecTBHIBL: GAAOLG €1 OVPOVOV EAEEIVDG
ateviCovrag, kol v €kelbev Ponbelav pet’ Odvpudv kol Poddv
gmkolovpévoug PG. T. 88. Col. 765A.

1.3. Munwuatiopa 4 (necus 1, Tpomaps 4): BAR gr. 1294, 2v, Vat. gr. 1754,
5r, Marc. gr. 11 32, 203v, Marc. gr. 11 44, 181v, Sin. gr. 427, 2v, EBE 1395, 2v:
['pymniia ocyKI€HHUKOB CO CBSI3aHHBIMH PyKaMH (Y HEKOTOPBIX PYKHU CBSI-
3aHbI €33, Y HEKOTOPBIX — CIIEPE/), C MeYalbHBIMUA B30PAMH, YCTPEM-
neHHbIME HUIT, boropoauiia obpamaetcs k ['ocroy, 6J1arocioBIsiomemMy
¢ HeOecC B BUJIE JECHULIBL.

Haanucs k MuanaTIope: OUTOL 8micey EavTdV TaG YeIpag MG KoTadUCoL
dnoavteg, &v mpooevyil Totavtal, kKiivovieg Tag Eavtdv dyelg eig yiv Kol
avaiovg £avTovg Aoy1LopEVOL THG TPOG T v VELGEWMS KOl 0VOE eimeiv Ti
Yaptv eOYFC TOAMBVTES VREP OV 1) O0TdKOG MOIETTON SENGLV.

IMapannens B Tekcte JIGCTBUIBL: ETEPOVG £V TPOGEVYT] TAPLOTAUEVOUC,
Kol dmiofev Eavtdv KaTadikmv diknv Tag ¥Elpag cuvdNcavVTaS €1G YTV TE TO
OKOTEWOV ODTAV TPOSMTOV KAvavtag kol dva&iovg €0vtovg Tiic €ig
ovpavov avapréyeng kataducdoavtag PG. T. 88. Col. 765A-B.

1.4. Munnariopa 5 (mecus 3, tpomaps 1): BAR gr. 1294, 3r, Vat. gr.
1754, 5v, Marc. gr. 11 32, 204r, Marc. gr. 1l 44, 182r, Sin. gr. 427, 3r, EBE
1395, 3r: I'pynmna ocyxxaennukoB (B BAR gr. 1294 — 6, B Vat. gr. 1754,
Marc. gr. 11 32— 10, 8 EBE 1395 — 11, B Marc. gr. 11 44 — 13, 8 Sin. gr. 427 —
16), cupsamumx B CKOPOHBIX 03aX 80 spemuuye u nenae (cm.: Mgh 11, 21;
JIk 10, 13; cp.: Hos 42, 6).

Haamucs k munuatiope: OUtor &n° £86¢0ovg GAKKOV Koi Gmodov
£00TOTG VIOOTPM®OOVTES, KAOMVTOL KAaiovteg kol 100 Ogod mepumaddg
deodpevol.

[Mapamrens B Tekcte JlecTBUIBL: 8AAOVG &V T® €04PEL €7l ohKKOV KOl
om0d0D KaOnuévovg Kol 1O TPOG®TOV TOlG YOVOOL KAADTTOVTAG, Kol TO
uétmmnov gic yijv tontovtac PG. T. 88. Col. 765B.

1.5. Munmatropa 6 (mecHs 3, Tponaps 2): BAR gr. 1294, 4r, Vat. gr. 1754,
12r, Marc. gr. Il 32, 204v, Marc. gr. 1l 44, 182v, Sin. gr. 427, 3v, EBE
1395, 3v: I'pynma crostmux monaxoB (B BAR gr. 1294 — 6, B Vat. gr. 1754,

1 Cp.: napannens B Tekcre JleCTBHIIBI K MUHUATIOPE 16.
2B BAR gr. 1294 — munuartiopa 7, B Vat. gr. 1754 — munuatiopa 18.

38



Komnapamusucmuxa / Comparative Studies

EBE 1395 u Marc. gr. 11 32 — 7, 8 Marc. gr. 11 44 — 8, B Sin. gr. 427 — 18);
OHH OBIOT ce0s B IPpy/ib, BO33bIBAS IPE)KHEE COCTOSHHE JTyIIIH.

Haamuck k Munuatiope: ODtot 16 £0vTtdv oThdn dinvekdg TOMTOVTEC,
TNV £QVTOV Yoyny Koi {onv dvakaAodvTal.

Mapamnens B Tekcte JlecTBUIBL: €1€povg 1O otf|fog 10 TOVTOG
TONTOVTAG, KOoi TNV £0vT®OV Yoynv kal {onv dvakaiovpévoue. PG. T. 88.
Col. 765B.

1.6. Munuariopa 7* (mecup 3, Tpomaps 3): BAR gr. 1294, 3v, Vat. gr. 1754,
12v, Marc. gr. 11 32, 205r, Marc. gr. 11 44, 183r, Sin. gr. 427, 4r, EBE 1395,
4r: 7 (8 BAR gr. 1294 — 5) MoHaxoB JIie:KaT Ha 3eMJIe, OMOYast €€ CIe3aMu;
B Sin. gr. 427 — 5 MOHaXOB B MOJOXEHUU HHUI] HA 3€MJIC, 32 HUIMH — MHO-
JKECTBO MOHAXO0B, C HA/ISKIOH B3UPAMOLINX Ha HeOeca.

Haamucs k MuHmatiope: OVtol 10 &8090C 10l £00TdV ddKkpuot
Bpéyovieg, amapdkAntol LEVOLGLY.

[Mapamrens B Texcte JlectBumpl: Oi pev év €keivolg 10 £60pog TOlg
daxpoot EBpeyov PG. T. 88. Col. 765B.

1.7. Munnatiopa 82 (iects 3, Tporaps 4): BAR gr. 1294, 4v, Vat. gr. 1754,
6r, Marc. gr. 11 32, 205v, Marc. gr. 11 44, 183v, Sin. gr. 427, 4v, EBE 1395, 4v:
9 (8 BARgr. 1294 —7, B Sin. gr. 427 — 17) MOHaXOB CTOST U, HE UMESI CTIE3,
ObtoT camu cebst; boropoauia (B BAR gr. 1294 — Uucyc) ¢ Hebec npots-
TUBAeT UM PYKY IOMOIIIH.

Hagnuer k  mummatiope: OUtol Soxpdov  amopodvieg, £00TOVG
KATAKOTTOVGLY' 00G 1] OcoTdKog mapeyyvdtar pry dmoyvévar AL éAmidt
] TpOg Oeov TOV EAeov Epedkdoochal.

[Mapamrens B Texcte JlecTBUIBL: 01 8¢ dakpO®V AmTopodVIES, E0VTOVG
katéxontov PG. T. 88. Col. 765B.

1.8. MunuaTtiopa 98 (mecub 4, Tponaps 1): BAR gr. 1294, 5r, Vat. gr. 1754,
6v, Marc. gr. 11 32, 206r, Marc. gr. 1l 44, 184r, Sin. gr. 427, 5r, EBE 1395, 5r:
I'pynma moHaxoB (6, B BAR gr. 1294 — 4. B Sin. gr. 427 — 17) cTouT nepen
UTYMEHOM (HEKOTOPBIE 3aKPBIBAIOT PTHI PYKAMH) W PBIJACT O CBOUX Y-
max, Kak o MepTBLIX.

1B BAR gr. 1294 — munuatiopa 6, B Vat. gr. 1754 — mununatiopa 19.
2B Vat. gr. 1754 — munuariopa 6.
3B Vat. gr. 1754 — munuarropa 7.
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Haamuce k mMuHuaTiope: ODTol TOC EQVTAV Yuxds MOAVEL VEKPOLG
TPoTBEVTEG OAOADLOVGL KOTTOLEVOL, TIV GUVOYTV THS £AVT®V Kapdiog un
(PEPOVTEG.

[Mapamrens B Tekcte JlectBumbl: O pév, g €mi vekpolg €ml Toig EavT®dV
Youyaic dAOAVlov, TV cuvoyny Tiig Kopdiag épetv un ioyvovteg PG. T. 88.
Col. 765B-C.

1.9. Munmatiopa 10* (mecus 4, Tponaps 2): BAR gr. 1294, 6r, Vat. gr. 1754,
7r, Marc. gr. 11 32, 206v, Marc. gr. 11 44, 184v, Sin. gr. 427, 5v, EBE 1395, 5v:
I'pynmna crosmux moHaxoB (cieBa: B BAR gr. 1294 — 4, 8 Marc. gr. 11 32
u EBE 1395 -7, B Vat. gr. 1754 u Marc. gr. 11 44 — 8, B Sin. gr. 427 — 17,
u 1 cripaBa); OHH, pBIIas B CEPIIE, YACPKUBAIOT PHIIAaHUS B YCTaX.

Haanues k MuHmaTiope: OUTOL T() 6TOHATL TOV TOD OdupUod YooV
KoMOoVTES?, Ti Kapdig povn Bpoyovoy Eott 8¢ dte TV Piov THg 03VVNG
L] QEPOVTEC, aipVIding Kpdlovaty.

[Mapamrens B Tekcte JlecTBuipl: oi 8¢ T Koapdig ERpuvyov kol T®
oToOpOTL TOV 06VPUOD YooV dekdivov PG. T. 88. Col. 765C.

1.10. Munnatiopa 112 (mecus 4, tpomaps 3): BAR gr. 1294, 5v, Vat.
gr. 1754, 7v, Marc. gr. Il 32, 207r, Marc. gr. 1l 44, 185r, Sin. gr. 427, 6r,
EBE 1395, 6r: I'pynmna monaxos (6, 8 BAR gr. 1294 — 4, B Sin. gr. 427 —
17) cuaut Ha 3emiie B 3alyMUHMBOCTH, HEITPECTAHHO KOJIEOIs TI1aBaMu.

Hannuck k Munnatiope: ODtot 6Ovvoug &’ 88G9oug KafMpevor Kai Tog
£0VTOV SMVEKDS KEPAALS KIVODVTEG, €K HEOT|G Kapdiog Ppoyovoty.

[Mapamnens B Tekcte JlecTBUIBL: GAAOVG KaONLEVOVG GUVVOULG €l YTV
VEVEVKOTOG, Kal TNV £0VTOV KEPOUATNY OAOOAEITT®OG KIvodVTag, Kol diknv
AeOVTOV, €K péong kapdiag kai dviywv Bpoyovtag kai otévovtag PG. T. 88.
Col. 765C.

1.11. Munnatiopa 12* (nmecus 4, tponaps 4): BAR gr. 1294, 6v, Vat.
gr. 1754, 8r, Marc. gr. 11 32, 207v, Marc. gr. 1l 44, 185v, Sin. gr. 427, 6v:
I'pynmna crosmux MoHaxoB (6, B BAR gr. 1294 — 4, 8 Sin. gr. 427 — 15),
HaxXoaAMMUXCA B UCCTYIIJICHUU YU HCYYBCTBUTCIIBHBIX KO BCEMY 3CMHOMY,
yTemaromas ux boropoauna, B pocr.

1B Vat. gr. 1754 — munnariopa 8, B BAR gr. 1294 — munuatiopa 11.
2 EBE 1395: koAvovra.

3B BAR gr. 1294 — munuatiopa 10, B Vat. gr. 1754 — munnatiopa 9.
4B Vat. gr. 1754 — munuariopa 10.
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Hagmucs k munuaTiope: OUtot ¥md tfig &yov ddvpiag Eowtdv
gkoTavee, dvaictntol mpdg mavTa To Tod Plov yeydvacty ol 1} O£otdKog
Bon0og mhpeoTtt T cOTAPLO GLULBOVAEDOVSA.

[Mapamrens B Tekcre JlecTBHUIBL: TvaG T TOAAL] AdnpOVig yeyovoTog
6AoVG €oKOTIoUEVOVG, KOl Bomep avalstntovg mpog mhvta td oD Piov
TUYYAvOVTaG T Vol Aoumov &v i) ABHoCE THG TUMEWVHOEDS KATASHGOVTAG
PG. T. 88. Col. 765C.

1.12. Munuatiopa 13! (mecus 5, Tpomaps 1): BAR gr. 1294, 7r, Vat.
gr. 1754, 8v, Marc. gr. Il 32, 208r, Marc. gr. 1l 44, 186r, Sin. gr. 427, 7r,
EBE 1395, 7r: I'pynmna monaxos (B BAR gr. 1294 — 3, 8 Vat. gr. 1754, EBE
1395 u Marc. gr. 11 32 -4, 8 Marc. gr. 11 44 -5, Sin. gr. 427 — 17), koTopsle,
CHIIS Ha 3eMJIe, TUIA9yT U CKPBIBAIOT JIMIA MEXKIY KOJICHSIMH.

Haanucs k Munmatiope: Ovtot &l yidod tod 88agovg kabnuevot, Toig
YOVOGL T TPOCOTA EMKAADTTOVGT KOl S0KPVOVGLY.

[Mapamrens B TekcTe JlecTBUIBL: KoONUEVOLG KOl TO TPOGMITOV TOIG
yovaot kaAvmtovtag PG. T. 88. Col. 765B.

1.13. Munnatiopa 14? (mecus 5, Tpomaps 2): BAR gr. 1294, 7v, Vat.
gr. 1754, 9r, Marc. gr. 11 32, 208v, Marc. gr. Il 44, 186v, Sin. gr. 427, 7v,
EBE 1395, 7v: MuoxecTBO ocyxaeHHUKOB (B BAR gr. 1294 — 4, s EBE
1395 - 9), nexxa Ha 3emJie, ObIOT YEIIOM B 3eMJIIO.

Hannucs k MuanaTiope: OVTOL TPNVELC Kelpevol, SIVekdS T HETOTA
€lg yfv TOMITOVGY.

[Mapamrens B Tekcte JlecTBUIBL: Kol TO pétmoV i yiv tomtovtag PG.
T. 88. Col. 765B.

1.14. Munnatiopa 15% (mecns 5, Tpomaps 3): BAR gr. 1294, 8r, Vat.
gr. 1754, 9v, Marc. gr. Il 32, 209r, Marc. gr. 1l 44, 187r, Sin. gr. 427, 8r,
EBE 1395, 8r: I'pynma u3 5 cTosummx nepej UTyMEHOM OCYKJICHHHKOB
(8 BAR gr. 1294 — rpynma u3 4), oHM CMEpAST CTHUBIIUME paHAMH Tela
(cp.: Ilc 37, 6) u He 3200TATCS O UX BpaueBaHUM.

Hangnues k munuatiope: O0T0l HOADOT®V TETANGUEVOL, £00TOVG
avempeAToug édot [Un 8¢ piav]* Tiic copkdg molovuevoL TPOVOLAV.

1B Vat. gr. 1754 — munuariopa 11.
2B Vat. gr. 1754 — munmatiopa 12.
3B Vat. gr. 1754 — munmatiopa 13.
4 EBE 1395, 8r: undepiov.
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[Mapamnens B Tekcte JlecTBUIBL: 7pooolovias kol OGEGHUUEVODS
ohUATOG uAwTog, Kal dvempeAntovg vrapyovtog PG. T. 88. Col. 768B.

1.15. Munnariopa 16 (mecus 5, Tpomaps 4): BAR gr. 1294, 8v, Vat.
gr. 1754, 10r, Marc. gr. 11 32, 209v, Marc. gr. 1l 44, 187v, Sin. gr. 427, 8v,
EBE 1395, 8v: I'pynma crosmux ocyxneHHukoB (B8 BAR gr. 1294 — 5,
B Vat. gr. 1754, EBE 1395 u Marc. gr. 11 32 -9, 8 Marc. gr. 1l 44 — 10, Sin.
gr. 427 — 16) co cBA3aHHBIMU pPyKaMH (PYKH MOTYT OBITh CBSI3aHBI UJIH CITe-
pelu, WK C3a/11); OHU C HAJISKA0M cMOTpsT Ha Boropoauiy; boropoauia
¢ HeOeC MPOTIATUBAET UM PYKY.

Haanuces k Muauatiope: ODTot Tig YEIpag SEGUEVGOVTES GUVEGTOAUEVOL
Kol yopvot, iotavronr poMg avaPAéyor Bpoyd Tt Tpog TV OE0TOKOV TOAMIDVTES
Kol IKETEVOVTEG.

IMapannens B Tekcte JIECTBUIBL: ETEPOVG €V TPOGEVYT] TAPIOTOUEVOLC,
Kol dmobev £avtdV Kotadikwv diknyv tag yeipag cvvoncavtag PG. T. 88.
Col. 765A2,

1.16. Munuatiopa 172 (mecns 6, Tpomaps 1): Vat. gr. 1754, 10v, Marc.
gr. 1132, 210r, Marc. gr. 11 44, 188r, Sin. gr. 427, 9r, EBE 1395, 9r: I'pyrina
ocyxieHHHKOB (5, B Sin. gr. 427 — 18) cumut ¢ yaiaMu; OHH €T nenel
emecmo xaeba v bIOT 600y, pacmeopennyio co crezamu (cp.: Ilc 101, 10).

Hannucw k Munmatiope: O0Tol 6m0dov ugv avti dptov £cdiovot 10 88
moue 1o Béazog, kiowdud kipvier kol [ddrxpoov]t.

[Mapamrens B Tekcte JIeCTBUIIBL: 70 d& wopa TOD VOOTOG etd kAowBuod
KIpvAdVTog, kKol omodov Kol téppav dvti dptov €cbiovtag PG. T. 88.
Col. 768B.

1.17. Munmuatiopa 18° (necus 6, Tponaps 2): Vat. gr. 1754, 11r, Marc.
gr. 11 32, 210v, Marc. gr. 1l 44, 188y, Sin. gr. 427, 9v, EBE 1395, 9v: Cu-
nsmme ocyxaeHHuky (B Vat. gr. 1754, Marc. gr. 11 32, EBE 1395, Marc.
gr. 1 44 — 4 (aBe mapsr), B Sin. gr. 427 — 16) ¢ npurunwumu k niomu
xocmamu v uccoxwue, kax cerno (cp.: Ic 101, 6, Ilc 101, 12).

1B Vat. gr. 1754 — munuariopa 14.

2 Cp.: mapamnens B Tekcre JIeCTBUIIBI K MUHUATIOPE 4.
3B Vat. gr. 1754 — munmatiopa 15.

4 EBE 1395, 9r: 3dxpuov.

5B Vat. gr. 1754 — munuarropa 16.
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Hanmuce k Muanatiope: O0Tol kekoldnuéve EYOVIES ¢ O0Ta Ti] TopKi
Kol oel yoprog écnpouévor émi cuvvolag othikacty dg @ adoeintm
névlel [EEatovicavtec]®.

[Mapamens B TekcTe JIeCTBUIIBL: kKek0ALuUEVa EXOVTOG T0 GaTa. Tf] GOpK,
Kol avTol wael yoprog éénpopuévor PG. T. 88. Col. 768B-C.

1.18. Munuatiopa 192 (mecns 6, Tponaps 3): Vat. gr. 1754, 11v, Marc.
gr. Il 32, 211r, Marc. gr. 1l 44, 189r, Sin. gr. 427, 10r, EBE 1395, 10r:
I'pymna crosmux ocykaeHHUKOB (5, B Sin. gr. 427 — 15) ¢ BocnajJeHHBIMA
1 BBICYHYTBIMH, KaK Yy TICOB, SI3bIKAMHU.

Haamucek k Munuatiope: O0tot év 1® Kodomvi £a0Todg TILmPoDeY: 01g
ol yAdooat pAeydpevol, Tod 6top0tog EE® TpofEPAnvTal.

[apannens B Texcte JlecTBunpl: “Hv &v ékeivolg YAOGGG GAeyouévag
idéobat, kol diknv kuvdv T00 oTOUATOG TTpoPfailopévac ol PEV &v TQ
Kavowvi Eavtovg Etudpovy PG. T. 88. Col. 768C.

1.19. Munwnartiopa 21 (mecus 7, Tpomaps 1): Vat. gr. 1754, 13v, Marc.
gr. 11 32, 212r, Marc. gr. 1l 44, 190r, Sin. gr. 427, 11r, EBE 1395, 11r:
I'pynmna crosimux ocyxaeHuukos (7, B Sin. gr. 427 nee rpynmsr: 8 u 7)
MYYaIOT ce0s1 XOJIOIOM.

Haanuce k Munuatiope: O0tot v 1§ yiyet £antodg Pacavilovot kai
TG TOYETH TNYVOUEVOL, TPELLOVGLY.

[Mapamrens B TekcTe JlecTBUIBL: 01 6& &V T® YoyeL E0vTovg ERacaviiov
PG. T. 88. Col. 768C.

1.20. Munmnatiopa 22 (mecHs 7, Tpomaps 2): Vat. gr. 1754, 14r, Marc.
gr. 11 32, 212v, Marc. gr. 11 44, 190v, Sin. gr. 427, 11v, EBE 1395, 11v:
Iate (B Sin. gr. 427 — ceMb) MOHAXOB My4arOT ceOsl JKaXKIOM, BBIMUBAS
MAJo BOJIBI.

Haamucek k Munuatiope: O0to1 16 Siyel pAeydpevot, uikpov tod Hdotog
amoyevovrar cov pn £k Siymg dmoBoveiv: kod [g00vc]® mavovTo.

[Mapamnens B Tekcre JlectBumbl: "Evior pév pikpov tod Hdatog
AmoyevOUEVOL, ETOOVTO, OGOV LLOVOV un €k diymc amobvnokewy PG. T. 88.
Col. 768C.

I Marc. gr. 11 32, 210v, Sin. gr. 427, 9v: éEatovicavta.
2B Vat. gr. 1754 — munmatiopa 17.
3 EBE 1395, 11v: e00¢ic.
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1.21. Munwuatiopa 23 (mecHb 7, Tpomaps 3): BAR gr. 1294, 9r, Vat.
gr. 1754, 14v, Marc. gr. 11 32, 213r, Marc. gr. 1l 44, 191r, Sin. gr. 427, 12r,
EBE 1395, 12r: 5 monaxos (8 BAR gr. 1294 — 4, 8 Sin. gr. 427 — 10) us-
HYPSIIOT ce0s1 FOIOIOM.

Hannucs k Munmatiope: OVTOL pKpOV 100 8pTOv HETOAAUPAVOVTEG.
TODTOV HOKPAY EQVTMV ATOPPITTOVSIY AVOEIOVG EVTOVS AOYIKTG YOV LLEVOL
Bpdoemwg, oG Ta dAoya Epyo TpdEovTec.

[Mapamens B Tekcte JIecTBUIBL: 01 0& TOD GPTOVL [KPOV LETOAAUPAVOVTES,
TodTOV Ti] YEIPL HoKpAV ATEPPITTOV, AVaEIOVG EAVTOVG AEYOVTES AOYIKTC
Bpmdoemg, Og 0 TV GAoYywv Epya dwumpatauévovg PG. T. 88. Col. 768C-D.

1.22. Munnatiopa 24 (necub 7, Tponaps 4): BAR gr. 1294, 9v, Vat.
gr. 1754, 15r, Marc. gr. 11 32, 213v, Marc. gr. 1 44, 191v, Sin. gr. 427, 12v,
EBE 1395, 12v: I'pynmna monaxos (7, B Sin. gr. 427 — 10) crour 6e3riaacHo
Y HeNo/BMKHO; boropoauiia B poct crout moinutcest 3a Hux Coiny, ToT n3
obraka 0IarocioBIsIeT.

Hannucs k Muanatiope: Obtol vrd g dvpiog katomovn0éveg, dpmvol
Kai dxivnrol Totavtar gig yijv 10 Sppa épeicavieg, avO’ ov 1| OcotdKog
TOLETTOL 3ENCIV.

Mapamnens B Tekcre JlectBuiml: iotapévoug aifpiovg, toLC mOdaG
acrvitoug Exovrag PG. T. 88. Col. 765AL.

1.23. Munnartopa 25 (mecHs 8, Tpomaps 1): BAR gr. 1294, 10r, Vat.
gr. 1754, 15v, Marc. gr. Il 32, 214r, Marc. gr. Il 44, 192r, Sin. gr. 427, 13r,
EBE 1395, 13r: I'pynma crosinmx MmoHaxoB (5, 8 BAR gr. 1294 — 4, B Sin.
gr. 427 — 8) BompoImaet Apyr Apyra o rpexax.

Hannuce k Munmatiope: O0tot tpdg dAMAovG Stomopodoty, kol EKacTog
avT@dV TOV TANGioV EnepTA.

[Mapamrens B Texcte JlectBuipl: Oi 0& TOALAKIG Kol TPOG GAARAOVG
dmmopovv, kai Eleyov Apa, 4edlpol GvOopev; Gpa TULYYAVOUEV TG
aitioewmg; apa déyxeton mdhv; apa dvoiyet; PG. T. 88. Col. 769C.

1.24. Munnarropa 26 (mecHs 8, Tpomaps 2): BAR gr. 1294, 10v, Vat.
gr. 1754, 16r, Marc. gr. 11 32, 214v, Marc. gr. |1 44, 192v, Sin. gr. 427, 13v,
EBE 1395, 13v: 5 ocyxxnennnkos (B BAR gr. 1294 u EBE 1395 — 4, B Sin.
gr. 427 — 8) BompomarT YMHUPAIOIIETo OpaTa 0 TOM, YTO OH YyBCTBYET.

1 Cp.: napamnens B Tekcre JIeCTBUIIBI K MUHUATIOPE 2.
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Hagmucs kx  Munmatiope: OOtol yuoyoppayodvia Twve &5 odTdv
neptiotavtor €n’ €06povg mtiov Kelpevov kol Tf) cupmdfelg Kotdpevot,
EpOTOOY TEPIMUODG TOV EKAEITOVTA.

Mapamnens B Tekcre JlectBumpl: Ondtov yap ol GLYKATASIKOL TOV
TpomopeLOpEVOV TeEAEIODGO0L PEALOVTA TioB0VTO, £TL TOD VOOS EPP@IEVOD,
TEPLEKVLKAOVY, Kol dydvTeg, kol mevBodvteg, Kol mofodvteg EleevoTiT®
1101 Kol oxLOPOTHD AOY® TNV KEPAATV GEIOVTEG TV £AVTMV, POTOV TOV
gikkelmovtd Kol kodpevor tfj ocvpmadeiq tf) mpog avtov ieyov Ti éotwy,
AdEAPE Kal oLYKATAOIKE, TAG; Ti Aéyels; T EAmilels; Tl vmolapfavels; <...>
PG. T. 88. Col. 772C-D.

25. Munuatiopa 27 (mecHs 8, Tpomaps 3): Vat. gr. 1754, 16v, Marc.
gr. 11 32, 215r, Marc. gr. 1l 44, 193r, Sin. gr. 427, 14r, EBE 1395, 14r:
I'pynma ckop6smmx MoHaxoB (6, B Sin. gr. 427 — 14) Bomporraer ymupa-
forero Opara o ero BUJICHUSX.

Hazmucs k MuaHaTIOpe: ODTOL Op0img TOV Wuxoppayodvia TepucTauevor
VIEYOVGY oDTH TO OTO Koi TV Tap” adTod AEYOUEVOV AKPODYVTOL GV
TPOGOYN-

[Mapamrens B Tekcre JlectBuupl: ‘OmoTOv Yop 0L GLYKOTASIKOL TOV
TpomopeLoOpEVOV TEAEI0DGHAL péALovTa iloBovTo, £TL ToD vOOg EppwEVou,
TEPLEKVLKAOVY, Kol dSnydVTES, kol mevlodvteg, Kol mobodvteg EleevoTiT®
1101 kol oxLOPOTHD LOY® TNV KEPAATV GEIOVTEG TV £AVTMV, POTOV TOV
gkkelmovtd Kol kodpevor tfj ocvpmadeiq f) mpog avtov leyov Ti éotwy,
AdeAPE Kal oLYKATASIKE, TAG; Ti Aéyels; T EAmilels; Tl vmolapPavels; <...>
PG. T. 88. Col. 772C-D*

2. MUHHATIOPBI, HAANKUCH K KOTOPBHIM He UMEIOT napaJiiesei
B TekcTe JlecTBHIIBI

2.1. Munmatiopa 1 (mecus 1, Tpomaps 1): BAR gr. 1294, 1r, Vat. gr. 1754,
3v, Marc. gr. 11 32, 202r, Marc. gr. 1l 44, 180r, Sin. gr. 427, 1r, EBE 1395, 1r:
C neBoii croponsl Moann JlecTBuunuk® ¢ urymenckum mnocoxom (B EBE
1395 psiioM ¢ HAM elie OJJUH cTapelr), ¢ MPaBOH — rpyIia MOHAXO0B.

1 Cp.: mapamnens B Tekcre JleCTBHIIBI K MUHUATIOPE 27.

2 Cp.: napannens B Tekcre JIeCTBHIIBI K MUHUATIOPE 26.

3B Marc. gr. Il 44 u EBE 1395 coxpanunack Hajamuch ¢ umeHeM nper. Moanna
JlectBuunmKa.
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Hanamuce x munanatiope: ‘O dyog Todvvng 6 tiig KApaKog mhvtag Tog
BovAopévoug, mpotpénwv €ig petdvolay Kol HENYOOUEVOS TO TAV Ayiv
Kotadikov.

2.2. Munmuartopa 20 (necup 6, Tponaps 4): Vat. gr. 1754, 13r, Marc.
gr. 11 32, 211v, Marc. gr. 11 44, 189v, Sin. gr. 427, 10v, EBE 1395, 10v:
['pynna crosimux ocyxaenuukos (7, B EBE 1395 — 6, B Sin. gr. 427 — 11),
UX pyKH Bo3zeThl kK boropoanie, OHa ¢ HeOec MPOTIATHBaeT UM PYKY I10-
MOIITH.

Hananuce k Mununatiope: O0tot Tog XEipag dvm netdoaveg, v Ootdkov
Bepuidg iketeovoty VIO THG €K YUYTS 6ENCEMG OCOVEL EKKPEUALEVOL.

2.3. Munmnarropa 28 (mecHs 8, Tpomaps 4): Vat. gr. 1754, 17r, Marc.
gr. 11 32, 215v, Marc. gr. 1l 44, 193v, Sin. gr. 427, 14v, EBE 1395, 14v:
5 (B Sin. gr. 427 — 14) MoHaX0B IpeACTOAT B MosieHnd boropoauiie, Ona
¢ HeOec yTelaer.

Haanuce k Muanatiope: O0tot mpdg v Ocotdkov ikapdg dmofAémove,
0QPOGUVOG TTop DTG TA EVOYYEMA dEXOVTOL.

2.4. Munuartiopa 29 (mecus 9, Tponaps 1): Vat. gr. 1754, 17v, Marc.
gr. 11 32, 216r, Marc. gr. 1l 44, 194r, Sin. gr. 427, 15r, EBE 1395, 15r:
7 MOHaxOB CTOAT B MoJieHHH K ["ocriomy, OH ¢ Hebec yTeniaer.

Hanmues x mununatiope: Vat. gr. 1754, 17v, Marc. gr. 11 32, 216r, Marc.
gr. 1l 44, 194r, Sin. gr. 427, 15r: Ovtol 1oV XpioTtdv 0vpavodey oToic
Empovopevov idovteg, kal v de&lv avtoig mpoteivovta, g aAnddg
LETOVON GOl KOl OeKTnV a0Td HETAVOLY YeEVEGHOL TOPEYYLOUEVOV,
VO Thg Xopdg TPOG OOTOV TAG YEIPOG EKTEIVOVIEG MOGOVEL UETEDPOL
yivovtat.

2.5. Munmnariopa 30 (necus 9, Tpomaps 2): Vat. gr. 1754, 18r, Marc.
gr. 11 32, 216v, Marc. gr. 1l 44, 194v, Sin. gr. 427, 15v, EBE 1395, 15v:
CrneBa — MHOXKECTBO MOHAaxX0B, B LIeHTpe — Cracutenb (B MOSICHOM BUJE),
OH yka3pIBaeT Ha cepaduMa ¢ OTHCHHBIM MEUOM, 32 KOTOPBIM H300paKeH
paiickuii can (B Sin. gr. 427: cepadum 6e3 Meda, OH CTOWT BO Bparax pasd,
H300pakeHHs casia HeT).

Haamuce x muHuaTIOpe: ToOTOUG TOVG pOoKapiovg KOTOSIKOVG £VIOG
vevéaBot Tod mapadeicov 6 Xp1oTdg TPOSKAAEITAL Ol 8& OPUMDGL KOl TPOC
gkeivov Padiovov.
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2.6. Munmnaropa 31 (nmecup 9, Tpomaps 3): Vat. gr. 1754, 18v, Marc.
gr. 11 32, 217r, Marc. gr. 1l 44, 195r, Sin. gr. 427, 16r, EBE 1395, 16r:
Paii; cneBa — cepadum, B IEHTpE — IPYIIIa OCYKACHHUKOB, OJIarogapsux
Bora, OH ¢ HEOec 6IaroCIOBIISIET.

Hanmuicr k muamatiope: Oi dytot katdduot cuv Xpiotd v () mopodeicm
Sdryovteg TPOG aTOV TOG XEIPOG EKTEIVOVGL, KO EDYOPIETOVCY GYUAALDIUEVOL.

2.7. Munmnartopa 32 (necHs 9, tpomaps 4): Vat. gr. 1754, 19r, Marc.
gr. 11 32, 217v, Marc. gr. 1l 44, 195v, Sin. gr. 427, 16v, EBE 1395, 16v:
MHOKeCTBO MOHaXO0B B pato, ¢ HuUMHU boropoauia monurcst Coiny, OH u3
o0Jaka 01arociIoBIseT.

Hanmuer k muuuatiope: ‘H Ogotdokog vyopiotodco Vaep Tiig tdv
LETOVOT|GAVTOV 6OTNPIag Kol TG avT®dV &V mapudeicw doywyng.

Hao0.110a0eHus1 1 BLIBOADBI

IMapannenu B Tekcte JlecTBUIBI OTCYTCTBYIOT y oOpamiisitornnx KaHon
Tponapeii (Tpomaps 1 necuu 1, Tponaps 4 necuu 8 u Tponapu 1-4 necuu 9).

OTcyTCTBHE NapaslieNy B TekcTe JIecTBHIBI Y MUHUATIOPHI 1 (TIecHS 1,
Tponapb 1) MOXXHO OOBSCHUTH TEM, YTO TOT (HAYAIILHBIN) ()parMEeHT BbI-
nonHsieT B Kanone pyHkiuio BBeeHus B TeMy «MOHAIIECKHE MTOIBUTH:
cieBa MoanH JIecTBUYHUK C HTYMEHCKUM MTOCOXOM (H300pakeHHE MOXKET
OBITh MOAMKUCAHO; WHOT/IA PSJIOM C HUM €lIe OJWH UTYMEH), clipaBa —
rpynna MOHAXOB, MPOCSIIMX WMIyYMEHa OTHpPaBUTh HMX MJI TOKAsSHUSA
B TIOPbMY. 3aMETHM, YTO MUHHUATIOpa | W HaAMUCh K HEW HE TOJNBKO HE
UMEIOT Napajienu B Tekcre JIecTBULbL, HO U coepKaT HETOUHOCTh IPo-
THUB €€ TeKCTa: B TEMHHUIly MOHAaXoB OTHpaBisul He MoaHH JIecTBUYHUK,
a HEHa3BaHHBIA WUTYMEH BBIIIEYMOMSHYTOTO HEHa3BaHHOT'O MOHACTHIPS
Osn3 AnleKcaHIpuH.

OrcyTcTBHe mapaiesneil B Tekcte JIecTBUIIBI y BceX Tpomapeu 3aKiio-
yuTenbHOH (9-i1) mecHu, Ha Halll B3IJIS, MOXKHO TakXKe OObIACHUTH (PYHK-
LIMOHAJILHOM Harpy3ko# nocienxel necHu Kanona, kotopast BEHUaeT TeMy
TIOJIBIDKHUYCCTBA: 32 IPUHATHIC B TEMHUIIE TOOPOBOJIEHBIC CTPAIAaHHS MY-
YEHHMKOB XKJIET )KU3Hb B paro, TJe ¢ HUMU OyayT u boropoauia, u cam Cra-
curenb. O6b19HO Mucyc XpucToc MPUCYTCTBYET HA MUHHMATIOPaX B BUJE
OJarocJIoBNISAIONIEH ¢ HeOeC IECHUIBI, OHAaKO B Tpomape 2 necHu 9 OH
n300paXeH B MOSICHOM BHUJIE PSIOM C MOHAXaMH-TIO IBIDKHUKAMH.
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OTtcyTcTBHE Mapauieneil B TeKcTe JISCTBUIIBI y MOCIETHAUX Tporapei
necHeil 6 u 8 0OBACHAETCS 3aKOHAMH >KaHpa TUMHOTPAa(UH: MOCIIeTHUN
Tpomaps necHelt Kanona HaspiBaeTcst boropoandeH, OH IMOCBSIICH MaTepH
Croacurens, KOTopas Ha 3eMJIe, pSJIOM C TPYIIONH MOHAaXOB, oOparaeTcs
K ChIHY ¢ IpOoCcb0OH O MOMHUIIOBAHUH U MPOIIEHUU TPEXOB TOOPOBOIBHBIX
CTpaJalbIIeB.

B pesynbraTe mpoBeIeHHOTO TEKCTOIOTHUECKOTO aHAJH3a BELSIBHIIOCH
TpU ciay4as coBnajeHWi mapasuieneil u3 JlectBuupl k MuHuaTiopam Ka-
HOHa!

1) étépovg &v mpocevyf] TaPIoTOUEVOLE, Kal Omiobey EavTtdV KoTadikwmv
Stknv 10g yElpog cvvonoavtag (Haanucu K MuHuaTiopam 4 u 16),

2) iotapévovg aibpiovg, Tovg mddAG dKivTOVg EYovTag (HAIMUCH K MH-
HUatopam 2 u 24),

3) Onotav yap ol ovyKoTddKol TOV TPOTOPELOUEVOV TEAEODGOL
péAlovta fioBovto, €11 10D voOs EPPEVOL, TEPIEKOKAOVY, Kol SIYDVTEG,
Kol wevhodvreg, kal mobodvreg Edesvotdtg f0et kal okvuOpwnd AOY® TV
KEQPOUATV GEIOVTEC TNV E0VTAV, IPOTOV TOV EKAEITOVTH Kol KOUOUEVOL Tij
ovurobeiq T Tpog avtov Edeyov Ti otv, AOEAPE Kol GUYKOTAOIKE, TAG;
i Méyeig; ti édmilers; ti dmoAappavelc; <...> (HaANMUCU K MHUHUATIOpaM 26
u27).

JlecTBula Kak NaMATHUK BU3aHTUNCKOM YUUTEIbHOMU JIUTEPATYPHI 110-
cTpoeHa Ha OuOneiickoi ocHoBe. KonudecTBO IUTAT B MaMSTHUKE
OTpOMHO: ToJbKO U3 IlcanTeipy, mo HammM noacyeram, JlectBuna comep-
JKUT HEe MeHee 173 TOUHBIX HUTAT U He MeHee 271 HEeTOUHOU 1uTaThl (aJi-
mro3un). brubneiickne uraTe! n3 pparMeHToB JleCTBHUIIBI OBLTH BKIIOUCHBI
aBTOpoM KaHOHa B TEKCT €ro COUMHEHUS — B HAIKICH K MUHHATIOpaM 5,
15, 17, 18. B 3T0ii cBA31 OOJBIION KyJIbTYpPOJIOTHUECKUN HHTEPEC MOXKET
MPEJCTABIATh TEMa WIUTFOCTPAIMK B HA3BaHHBIX MUHHATIOPAX K CIIEAYIO-
UM OMOJIEHCKUM IUTaTaM: packaueaiocv 8 npaxe u nenie (Mos 42, 6),
cmeposam, enoames paust mou (Ilc 37, 6), kocmu mou npurenuyau K naomu
moeti (Ilc 101, 6), A em nenen, xkax x1eb, u numue Moe pacmeopsio co cie-
samu (Ilc 101, 10), 52 uccox, kaxk mpasa (Ilc 101, 12), 60 spemuwye u nenne
noxasiuce (Mo 11, 21; JIk 10, 13).

ConocraBinenue (GpparMeHTOB U3 JIECTBHILIBI ¢ TEKCTAMU HaJIHCEH I0-
Ka3bIBaCT HECOBHAJCHUE WX JICKCHYCCKOTO HAITOMHEHUS: CBSI3H MEXKIY
STHMH TEKCTaMH KOCBCHHBIC, NPSIMBIX IIUTAT HET, OJAWHAKOBBHIC CIIOBO-
(opMBI BCTpedaroTcsl peako. Hamu mpocMOTpPeHO HECKOIBKO IECSTKOB
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BU3aHTUICKUX KozaekcoB JlectBuiibl [X—XI BB. — Bce OHU 00HApyKHUBaKOT
OOJIBIIYI0 TEKCTOJIOTMYECKYIO OJHM30CTh K BEPCHM, OITyOIMKOBAHHOU
K.-T1. Munem (PG. T. 88), u, ciegoBaTellbHO, UMEIOT PE3KUE SA3BIKOBBIC
pasnuuus ¢ TeKCTaMU HAANMUCEH K MUHHATIOpaM. B cBsi3u ¢ 3TMM mpuBe-
neM oauH mpumep. Bo ¢parmente JlecTBUIBI, MapaeqbHOM TEKCTY
HAAMUCU K MUHHATIOpe 2, QYyHKIHOHUpPYET (popMa KoTAKAOVOLUEVOLC.
B ucTopudeckux clioBapsax APEBHETPEUCCKOTO SI3BIKA TIAr0N KOTOKAOVED
OTCYTCTBYeT', M 9TOT cilydail He sABJISETCS eIMHHYHBIM: B TekcTe Jle-
CTBHIIBI BCTPEYAIOTCS CIIOBO(OPMEI, HE OTMEUCHHBIE JIEKCUKOTPAhUIECKH.
Ou4eBHUHO, YTO HE BOLIEAUIME B UCTOPUUYECKHE CIOBApU JIEKCEMBI Mpel-
CTaBIIAIIOT cO00M pesKyto (BO3MOXKHO, TUATIEKTHYIO) JIEKCHKY. B Haamucn
K MUHHATIOpE 2 QyHKINOHUPYET (hopMa KOTOKAMUEVOL, TPHYACTHE OT IIH-
POKOYIIOTPEeOUTENIFHOTO Tiarona KotokAive. IIpu 3ToM mpennomarats
B JIaHHOM CJIydae JEKCHYECKYIO 3aMeHy KaTokAOovE® Ha katakiive He
MPECTaBIsAETCS IMHTBUCTUYECKH KOPPEKTHBIM: aBTOp KaHoHa He penak-
TUPOBAJ TEKCT JIECTBUILIBI, KaK 3TO OYEBUIHO M3 COMOCTABIIECHHS TEKCTOB
Hagnucel k muHHatiopaM Kanona u JlectBuipl. TekcTel Tpomaped u
HaImuced K MUHUATIOPaM MOKHO Ha3BaTh CBOOOJHBIM aBTOPCKUM Iepe-
noxeHueM JlecTBHIBI Ha S3BIK THMHOTpaduH, MEepeIarolliM HE CIOBa
KHUTH, a ee JyX, ee atmochepy.

Takum obOpa3om, aHanu3 Haamnucedl Kk MuHHatiopam Kanona u Jle-
CTBUIIBI BBISIBIJI HAJIMYKE Tapajuieield He KO BCEM HAJIMHUCAM U B TO XKe
BpeMsl OTMHAKOBBIE TapajuleNid K pa3sHbIM HAIIUCSIM, BKIIOUYEHHE B 00a
TEKCTa OJIMHAKOBBIX OMOJIEHCKUX LUTAT U PAa3HOE JIEKCUYECKOE HaIlOJHe-
HUE TeKCTOB. [10 COBOKYIMHOCTH Ha3BaHHBIX TEKCTOJIOTUYECKUX U INHTBU-
CTHYECKUX TPUMET MOKHO TPENOJIOKUTh, YTO aBTOp [lokasHHOTO Ka-
HOHA, BJIOXHOBMBIINCH OINUCAHUSIMM MOHAIIECKUX MOJBUIOB Y3HUKOB
TEMHHUIIBI, TPU CO3IaHUH CBOETO TEKCTa LUTHPOBaAJ JlecTBHIly 1O MamMsATH,
YTO MOATBEPXKJIAcT (PEHOMEHANBHOCTh TAJaHTA BU3AHTHUICKOTO THMHO-
rpada mepBoii mosoBUHBI X1 B. — OJHOBPEMEHHO T03TA U XYA0KHHUKA, HMS
KOTOPOI'O OCTaeTCs HEM3BECTHBIM.

! Hamu ipocmotpensl cosapu: Lampe G.W.H. A Patristic Greek Lexicon. Oxford:
Clarendon Press, 1961; Liddel H.G. — Scott R. A Greek-English Lexicon (with a revised
supplement). Oxford: Clarendon Press, 1996; Sophocles E.A. Greek Lexicon of the Roman
and Byzantine Periods (From B. C. 146 to A. D. 1100). Leipzig, 1914; Chantraine P.
Dictionnaire étymologique de la langue grecque. Histoire des mots. T. I-1V. Paris,
1968-1977.
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of suicide in Shakespeare’s early writings and undertakes a thorough motif
analysis of the tragedy Titus Andronicus as well as refers to the same motif in
the poem “Lucrece” and the comedy The Merchant of Venice. Based on the
methodology of the history of ideas, comparative analysis and hermeneutic
method, the article identifies parallelism of Lavinia’s and Lucrece’s narratives,
which has never been paid any attention in Shakespearean studies before. Dif-
ferent variants of the motif of suicide create a net of references with repeated
semantic meanings and structures in a number of Shakespeare’s works. The
inner form of the motif becomes visible through typification, which can be de-
tected in reminiscences to the antique idea of suicide, linking Shakespearean
heroes with Sophocles, Euripides, Seneca, Ovid through metaphors, allusions,
citations. Lavinia’s story appears to be congruent to those of Philomena,
Lucrece, and Virginia. The aesthetic function of the motif of suicide in Shake-
speare’s early poetics consists in appealing to ancient myths and legends, the
female ideal, the genre of Greek tragedy, which evoked associations with the
sublime and beautiful among the Elizabethans. Early works continue the ancient
tradition of endowing suicide with significant attributes, correlating the time,
method, and cause of suicide, placing the idea of suicide in the system of ancient
values, which was still recognized by the Elizabethans. The inevitable influence
of medieval and Renaissance mentalities leveled the ancient aesthetics of death.
In “Lucrece” and Titus Andronicus, the tragedy is reduced by the accelerated
action, the harshness of Lavinia’s murder, the invisibility of her death amid
a heap of corpses, Lucrece’s tossing and doubts, the emotive meanings of fear
and guilt, introduced by the categorical church prohibition on suicide, etc.
Shakespeare’s early creative works are opposed to the great tragedies which are
full of Christian mentality and do not support antique values of the ideal death.
They are antagonistic to suicide. Even the protagonists in Antony and Cleopatra
are rather Elizabethans than Romans, which ruins the aesthetics of suicide and
suppresses heroic pathos of the play. The greatest aesthetic failure is Timon
of Athens. The analysis proves Veselovsky’s statement that the aesthetic covers
both the beautiful and the ugly, revealing that the same motif can convey certain
value meanings in a new narrative, be it the aesthetics of the beautiful or ugly,
tragic or heroic, sublime or low. The similarities and differences between the
variants of the motif indicate the peculiarities of the creator’s worldview.
Keywords: William Shakespeare, Aleksandr VVeselovsky, motif of suicide,
aesthetics, beautiful, ugly, tragic, heroic, elevated, “Lucrece”, Titus Andronicus
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MoTuB Kak oOpa3Has MMOBECTBOBATEJbHAs €IMHHIIA CIOXKETa, 3aKpel-
JICHHAsI B TPAIUIINN, UMMaHEHTHO 00J1a1aeT ACTETUIESCKUM MOTCHIIHAIOM.
ConpsiKeHHEe KOHKPETHOI'O CHOKETa M KOHKPETHOI'O IEPCOHaXKa C LEH-
HOCTHOM CHCTEMOI IPOUCXOIUT Yepe3 MOTHB, CIIOCOOHBII OBITOBATH B Be-
KaxX ¥ TEM CBS3BIBAIOLIUI OT/ENbHbIE MMOBECTBOBAHMS B €IMHOE LIENOE,
BBISBILISI IICHHOCTHEIE CMBICIEBI, aKTyaJbHBIC ISl YEIOBEYECTBA / SMOXH /
HAIIMOHANBHOCTH B WX KOHCTAaHTHOCTH M 3BOMIONHH. OO 3TOM TOBOPHII
A H. Becenosckuii B ctatbe «3agauu ucropuueckoil moartuxm»: «Ilox ac-
TETUYECKUM MBI Pa3yMeeM TOT aKT BOCIPUATHI HAMH 00BEKTOB BHEILIHETO
MHpa, KOTOPBIA TIOCPEICTBYET MEKAY pa3OpPOCaHHOCTHIO MAaCCOBBIX BIIE-
YaTICHUN U TEM aHAJUTUYECKUM YCBOECHUEM ABIECHUM, KOTOPOE MBI Ha3bI-
BaeM Hay4yHbIM. B 3cTeTHdYecKoM akTe Mbl OTBJIEKaeM M3 MHUpa Bliedatie-
HUIl 3ByKa W CBeTa BHYTPEHHHE OOpa3bl NMPEIMETOB, X (OPMEI, I[BETA,
THIIBL, 3BYKH, KaK pa3AelbHbIC OT Hac, 0TOOpaskaromie MpeaMeTHBIH MUp.
OHu 0TOOpaXkaroT BCE 3TO YCIOBHO: NPEAMETHl CXBATBIBAIOTCS HWHTEH-
CHUBHO CO CTOPOHBI, KOTOpas MPeICTaBIIAETCS HaM TUIIMYECKON; 3Ta TUIIH-
YecKasl 4epTa JaeT €My M3BECTHYIO IIeIbHOCTh, KaK OBl TMIHOCTB; BOKPYT
3TOTO IIEHTpa COOMPAIOTCS TI0 CMEKHOCTH psijibl acconuanuin» [1. C. 617].
HeoObIkHOBEHHAsT yBIEe4eHHOCTh YunbsMma lllexcrnimpa MOTHBOM caMmo-
yOUHCTBA U TECHAA CBsI3b €r0 TBOPYECTBA C IIMPOKUM PSIOM JIUTEPATYp-
HBIX MCTOYHHUKOB JAf0T HaM OOTaTHIil MaTepual Uil pacCMOTPEHHS 3CTe-
THYeCKOH (YHKIMH JaHHOTO MOTHBA’,

OOpatasch K MHTEPECYIOIEMY HAC BOIPOCY, MbI B EPBYIO OUYEPENb
JIOJDKHBI YYHTHIBATh JKAHPOBYIO CIIEHU(HKY MOTHBa CaMOyOHWICTBa.
OmnpaBapiBaeTCS OKUIAHHE MOTHBAa CaMOYOHWICTBa B Tpareamsx, Ooimee
toro, kak orMeTus1 B 1971 r. JL.LE. IIuHCKMiA B KOHLENTYalIbHOH MOHOIpa-
¢un «lllexcriup: OCHOBHBIE Hayaja JpaMaTyprum», «XapakTepHEEe BCEro
JUTS IEKCTIMPOBCKUX PA3BA30K CaMOYOHIiCTBO Tepost i reporrm» [3. C. 112]2.

! «IIpuHIMNIMAIbHAS IPABOMEPHOCTE TAKOTO MOAX0/1a» I0Ka3aHa MCCIIEN0BAHUEM
JI. TperyboBa «DcteTrka camoyouiictBa» [2].

2 JL.E. Iluuckuii yka3piBaeT, 4To B Tpareausax Lllekcrnupa repoii ecezoa ymmpaer,
TOTJIa KaK JUIsl KIIACCHYECKOH Tpareimu cMepTh repost Obu1a 803M0o#cHON (« AHTHTOHAY,
«aps Daum»), HO He obazamenvHoii: «CMepTh Tepost HUKOT 1A He OblTa HOKa3aTeIbHON
4epToii, a TeM Oosee GpopManbHBIM MPABUIIOM KJIaCCHYECcKOW Tpareauu. Takoro mpa-
BUJIa HE 3HAET Tpare[us aHTUYHAsI, TAe OJaronpHATHYIO pa3Bs3Ky IpeanodnTaeT Jc-
xwi1, nHoraa Codoxi u nake EBpunma. ['mbenn repost u3berarot, Kak MpaBHIIO, HCITaH-
ckue tparuku. Cpenu ¢paniy3ckux KopHenb B JydIIMX TpajHIMsIX MOYTH BCerja
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Bo Bcex mecatu Tparenusx BETWKOTO JIpamMaTrypra HaJM4eCTBYET MOTHB
caMOyOuICTBa, CeMb MPOTArOHUCTOB JOOPOBOJBHO YXOIST U3 >KHU3HU.
JKanposas crienuduka orpaHHYUBacT OBITOBAaHUE JTAHHOTO MOTHBA B KO-
MEJIUSIX, OJTHAKO HE CBOJIUT ero Ha HeT. CaMOoyOHiiCTBO YITOMUHAETCS B KO-
Menusax Yunbsma lllexcnupa «YkpolieHne cTponTuBoi», «becniogHbe
ycunusi moOBu», «Kak Bam 3To moHpaBuTcsa», «Komemaws ommOOK»,
«MHoro mryma u3 HuU4ero», «Mepa 3a mepy», «BuHA30pCKHe HacMEI-
HUILIB, «/IBeHannaTtas Houby», «KoHeln — neny BeHew», «COH B JIETHIOIO
HOUYb» U «BeHennanckuii kymemy.

B «BenenmaHnckoM KyTie» IOBEIIEHHE KakK crocod camoyOuiicTBa
YIOMMHAETCS YETBIPEkKIbI, U KaXabli pa3 — kak coseT Llleinioky ot apy-
rux nepcoHaxeil. OHO HEN30EKHO OTCHUIAET 3PUTENSl K TIOBECHUBIIEMYCS
oT cThla u no3zopa Uyne, npenasmemy Xpucra. Bei3piBasg mpiciu o mo-
30pe, CThINE, pe3peHnH, 3Tu acconmanuu B XV B. HOCHIIH K TOMY Xe H
AHTHCEMUTCKUI XapakTep, YTO MOXXHO HaOIroJaTh Takke B «MalbTHii-
ckoM eBpee» Kpucrodepa Mapio. OTpuniaTeibHOe OTHOIIICHHE BCEX Te-
POEB K POCTOBIIUKY YCHIMBAET OOJBIIOE KOJIWYECTBO CJIOB C HETaTHB-
HBIMU KOHHOTALIUSAMH (TIOTYEPKHYTHI):

O, be thou damn’d, inexecrable dog!

And for thy life let justice be accused.

Thou almost makest me waver in my faith,

To hold opinion with Pythagoras,

That souls of animals infuse themselves

Into the trunks of men: thy currish spirit

Govern’d a wolf, who, hang’d for human slaughter,

Even from the gallows did fis fell soul fleet,

And wolfish, bloody, starved, and ravenous [4; 4, 1, 128-138]".

Oka3zaBIINCh B KOMEIWWHON XyJ0KECTBEHHOW YCIOBHOCTH, Camo-
youiictBo llleiinoka He MOIJIO OCYIIECTBUTHCA, OJHAKO JaHHBIA MpHUMeEp
HarJITHO CBUJIETEIBCTBYET O BO3MOKHOCTH UHTEPECYIOIIET0 HaC MOTHBA

HPEINOYUTACT PA3BI3KH CYACTIIMBBIC, a PACHH — CO CMEPTBIO 'epOeB U F'epOUHB, HO HE
o0s3aTenbHO. Ho Bo Beex nmecstu Tpareansx Lllexcnmpa (M 0OBIYHO y IPYTHX «eIH3a-
BETHHIIEBY) Fepoii B KOHIIE ITOrndaeT — Karactporueckas pa3Bsi3Kka BXOJUT Kak HOpMa
B KOHIICMIIHIO TpareauitHoro croxketa» [3. C. 112].

! Tleppas nu¢pa CHOCKM yKa3blBaeT Ha HOMEpP UCTOYHMKA B CIMCKE, BTOpas — Ha
HOMep JEeHCTBUS, TPEThsl — Ha HOMEp SIBJICHUS, YeTBepTas — Ha HoMepa CTpok. [Ipn
MOCTICAYIOIMX [UTALUIX MepBast xdpa (YkazaHue Ha UCTOYHHK) OIyCKaeTCsl.
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BBITIOJTHATD JTUJAKTHYECKYIO, XapaKTEePOJIOTHIECKYIO U OLICHOYHYIO (hYHK-
UK faxe B 3ToM xkanpel. C 5cTeTHUeCKoi TOUKH 3peHHs MOBENIECHHE BbI-
3bIBAJIO CAMbIE HENIPHUATHBIE OLIYIIEHHUS Yy 3pUTEIEH JIUILb IPU OJHOM YIIO-
MUHAHUHM HE TOJBKO M3-3a OMOIENCKON alIro3uM, HO U U3-32 YXKACHOTO
BU1a TIOTUOIIETO TAKUM 00pa3oM UelloBEKa.

Urto kacaercs TpareJUIHBIX TepOeB, 3a[yMaBIINXCS O METIEe KaK Cpej-
CTBE YXOJa U3 XH3HU, (XPOHOJIOTUYECKH) IEPBOM B 3TOM psAy ABISETCS
JlaBunus u3 «Tura Anponukay. Byayun npexpacHoii qouepbio 61aropoa-
HOT'O PUMIITHMHA M BO€HauYallbHUKA TuTa AHAPOHMKA, OHA C NIEPBBIX CLIEH
Hanensiercst Mmetadopoii “virtue’s praise” [6; 1, 1, 171]. 3a nogaepxky Ha
BBIOOpax Hapckuil celH CaTypHUH MPOCHUT y AHIpOHMKA pyku JlaBuHNH,
mpeanaras Oymymiel Cyrpyre Ieiblid psAx JECTHBIX U BO3BEIMYMBAIOLINX
ONpeAeIICHUI:

Lavinia will I make my impress,
Rome’s royal mistress, mistress of my heart,
And in the sacred Pantheon her espouse [1, 1, 244-246].

YyTh HIKEe HOBOW30OpaHHBIN MMIIepaTop obpamiaercs k Tury “father of
my life” [1, 1, 257]. CbiHoBbst TaMOpBI aCCOLUHUPYIOT €€ C YUCTOTOM, Iie-
nomyapuem (“chastity”) [2, 2, 124], a 6pat Tuta Mapk couetaeT ums je-
BYIIKH ¢ YecThio (“honour”). Ho B cireayrommuii pa3 Mbl BCTpeYaeM CIoBa
“honour” u “virtue” B myraroieM KOHTEKCTE:

So Tamora.
Upon her wit doth earthly honour wait,
And virtue stoops and trembles at her frown [2, 1, 9-11].

Peur ApoHa mpoTHuBOIOCTaBIsIET TaMoOpy 4eCTH U TOCTOMHCTBY, U —
MIOCKOJIBKY 3TH MeTa(Oophl «IIpHHAIIekKaT JIaBUHNHN — yKa3bIBaeT Ha IIPO-
tuBocTOsTHIE TamMopb! 1 JIaBHHUH, TEMHOTO U CBETIIOTO, 3JI0TO U T0OpOTO0,
TOTOB M PUMIISH, TIyXOH JIECHOH YaIllh 1 MHOTOJIIOHOTO OJMCTAaTEIIEHOTO
ropoja, MpecTyIUieHusl U cupaseaauBoro cyna. Iloompsemsie Tamopoii,
nMeHHO JlemeTtpuil 1 XUPOH, €€ ChIHOBbS, €€ BOIUIOIICHUS, HACHUIYIOT

1 B 1aHHOM cITyyae MbI IPHIEPKUBAEMCS CAMOTO LIMPOKOTO Pa3/IeIeHHs IPOU3BE-
nenuit llekcnupa, MpeNpUHATOrO €Ile MEPBLIMU U3AaTENIMU COOpaHHs €ro COUMHE-
auit. OZIHAKO HE OTPULIAEM JIOTHYHOCTH pasJielieHus OI0Ka KOMeauil Ha cOOCTBEHHO
KOMeIMH ¥ Tpo0sieMHbIe Mbechl. [ToapoOHee 06 3ToMm cm.: [5].
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JlaBuHUIO B JIeCy, OTPE3arOT € S3BIK U PyKH, YTOOBI CKPBITH MTPOU30IIE/-
11ee OT PUMIISH.

B Hauane 3101 cuieHbl, ellle HaJesCh Ha CIIaCEHUE YecTH, JIaBuHus ymo-
nsiet TamMopy IpOsSIBUTH MUJIOCEPANE U COOCTBEHHOPYYHO YOUTH €€ KHH-
JKaJIOM:

O Tamora, be called a gentle queen,

And with thine own hands kill me in this place!

For ’tis not life that I have begged so long;

Poor | was slain when Bassianus died [2, 2, 168-171].
’Tis present death I beg, and one thing more

That womanhood denies my tongue to tell.

O, keep me from their worse-than-killing lust,

And tumble me into some loathsome pit

Where never man’s eye may behold my body.

Do this, and be a charitable murderer [2, 2, 173-177].

Bbnaromapst u3sIIIHBEIM OKCIOMOpOHaM B ayxe «KaHIIOHBI O cMepTH»
[Mangonedo Komenyquo (1444—-1504) [7] cMepTh IpeacTaeT ciaceHUEM U
HAaWITy4IINM BBIXOJIOM W3 CO3/aBILeWcs curyanuu. UyTe paHblle B 3TOU
CIIeHEe BO3HHUKAeT U 00pa3 KuHkaina (poniard) kak opyKusi, IOPaXKaroIero
Jlapuamro. OmHako Tamopa 1 ee CEIHOBBSI HE JKENAI0T CIIYIIaTh €€ MOJIBOBI
U MPOKJIATHS. U OTKA3BIBAIOT € B CMEPTH, TO €cTh B Mmutocepauu. Korma
B TPEThE CLIEHE BTOPOTO aKTa MOSBIIIOTCS JIaBUHIS M HACHIBHUKH, OTpe-
3aBIIHE e SA3BIK M PYKH, €/1Ba JIM HE MePBbIE IPOU3HECEHHBIC UMH CIIOBA —
ToJKeTaHue HeCYacTHOH youTh ce6s. OaHako cuTyanus camoybuiictsal
y’Ke MHasl: peub UAET He O CIIACCHUH YECTH U JOCTOMHCTBA, a 0 OETCTBE OT
1mo30pa n3HacuiIoBaHus. [103TOMy KWHKaI CMEHsIET BepeBKa (TIOBEIICHUE)
KaK CHMBOJI [1030pa.

OTtoT 00pa3, KaK Mbl TOBOPUJIM BBIIIC, IMMAHEHTEH €IN3aBETUHCKOMY
CO3HAHMIO ¥ TIPHIIET U3 OHOICHCKOTO CIOKeTa, OJHAKO OH OBLI MOIYJISIpEeH
1 B anTH4HOM JuTepatype. Codoki (ok. 496406 1o H.3.) yacTo odpamniaercs
K MOTHBY caMOyOHiACTBa B cBoeit apamatypru («Llaps Daum», « AHTUTOHAY,
«TpaxunsHK»). Hanpumep, Koraa oTKpbutack npasaa MokacTel, napuma

! «CroxeT MpOM3BEICHHsT CKIA/IBIBAETCS HE TONBKO U3 COOBITHH, HO TaKKe W3
BPEMEHHBIX CTATHIECKHX MOJIOKEHHUH TeHCTBYIOMNX NI, Takue MOoJI0XKEeHHs IPUHATO
HasbIBaTh cutyarusivmy [8. C. 75—76]. ITox curyarueit camoyOuiicTBa MBI OyaeM IOHH-
MaTh CUTYalLUI0, B KOTOPO Iepou pelIaoT AUIeMMY XKU3HU U cMepTu. Wnu uHaue: mo-
JIO)KEHHE I'eposl, B KOTOPOM OH ITOCTABJIEH Nepe]] BEIOOPOM MEKIY KU3HBIO U CMEPTHIO.
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«B HCCTYIUICHBE TOPSD» MPUOEraeT K MoMoInH BepeBKu. CaMoyOuiicTBO He
MPOUCXOMIUT Ha TJla3axX y 3puTeliedl, 0 HeM COOOIIAlT, a Mbl BUJUM YKe
0e3pIXaHHBIN TPYIT — 0e300pa3HOMy akTy He MecTo Ha ciere [9. C. 50].

Vixe y EBpunua nemis He MpocTo CTAHOBUTCS CIIOCOOOM YHTH OT Oec-
CJIaBUsL, TOPs, 030pa, HO ¥ MPUOOpETaeT OTPHLATEIbHYI0 aKCHOIOTHYe-
CKyI0 3HaUMMOCTh. B Tparenun «Enena» ynommuHaercst caMoyOHIiCTBO Ma-
tepu Enensr Jlenpr: «B metne Brycuna Jlena / CmepTs 3a Moe GecuecTsey,
COGAMHSS ACCOLMAIMSIMU [I030P U OecUecTbe ¢ BEPEBKOH U MOBELICHUEM
[10. C. 75]. A HecKONbKO HUXKE K OTHM acCOLMAIMIM J00aBJIsAETCS ICTe-
THKa Oe3o0pasHoro. I'epowHs, W3-3a KOTOpOH pasropenack TposiHcKas
BOIHA, B y>ace OCO3HAET ee MOCIEACTBUS U NMpu3bIBaeT cMepTh: «Her,
Jaydmie cMepTh... Ho Tomeko Obl mokparre / Bucsdel metnu 6e300pazeH
Bu; / Pabam u Tem mo3op! B Mede, HarpoTus, / EcTh 4T0-TO OGIaropoHoe.
K tomy xe / Ongnoit munyTHI Heno» [10. C. 79]. B ee cioBax To4HO oTpa-
JKEHBI KaK OIICHOYHAs!, TaK U dCTeTHdyeckas QyHKIHs ABYX OpYIUil camo-
yOuiicTBa.

BepreMcs k mekcnupoBcKoi Tparenuu. Kak TOIBKO CHTyaIus camo-
yOuiicTBa MEHSETCsI, TOABJIAETCS U cioBo “‘shame”, mpumepsist Ha JlaBu-
HUIO CTEIICHb BUHBI M OTBETCTBEHHOCTH, KaK Ha JIO0YIO KCHIIWHY TOTO
BpPEMEHH, ITOIBEPIIIyocs Hacuio. COOCTBEHHO, I HEABHO YelIOBe-
YeCTBO OTKA3aJ0Ch (HE IMOJIHOCTHIO) OT UAEU BO3JIaraTb OTBETCTBEHHOCTD
3a W3HACHJIOBaHME Ha XCHIINMHY, paHee B 3aMaJHOEBPOIEHCKON KyIbType
BUHA OBLIa OYEBUIHA IT0 yMOTYaHUI0. Ho HHTEpEeCcHO, UTO B 3MIOXY aHTHY-
HOCTH BHHA M HaKa3aHHE paclpeesUINCh HECKOIBKO nHave. Tak, B Jto-
oumeix Ilexcriupom «Meramopo3ax» unraeM, kak Omnurtep B Apkamun
BOCITBITAJ CTPACTHIO K HAHOKPUHCKOH IEeBYIIKE-0XOTHUIIE, KOTOpast He 3a-
HUMaJlach «4ecaHWeM IIepcTH Ui TkaHed. / PasHooOpasuTh cBoed He
ymena npudecku. / Onexny / [lpspkka nepskaia Ha HEi, a BOJIOCH — Oenast
noBsi3b» [11, ctpokn 411-413]. Onucanne moka3bpiBaeT OE3BICKYCHOCTD,
«IIPUPOAHOCTBY, HATYPAIbHOCTb €€ KPaCOThl, CTONb LICHUMYIO I'pEKaMHu,
a TaKKE€ U TO, UYTO ACBYIIIKA HC HCKaJla MYXCKOTO BHUMAaHUSI U CBOUMU
YXUIIPEHUSIMA HE CTPEMIIIACh HCKYCHTH Oora. FOmmTep mpuHsIT 00IHK mo-
KPOBUTEIBHUILIBI OXOThI JlMaHBbl U TEM BOLIEI B JOBEPUE K KpacaBUIIE:
«/leBy / CTuCcHYN B OOBATUSIX OH, OH U ceOsi OOBABUI HE OE3BHHHO. /
ConpoTHBISSACH, OHA — HACKOJIBKO JKEeHIIMHA MOkeT / C HMM BCTymaer
B 00pB0OYy, HO FOmuTepa nera kakas / (Eciu Ob1 Buzena b1, 0 CaTypHUS, ThI
Ob1 cMsirumnack!) / Moxket ocuimiTh U kTo u3 60oros? [Tobenurens FOnuTep /
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B3mbin B HeOeca. ONOCTBIIEN € Jiec — TOCTOBEPHBIN CBUAETENb, — / UyTh
He 3a0blIa OHa, yAAISACH OTTYAA, KOJT4aH CBOH / B34Th U cTpensl, U JIyK,
Ha BETKy HoBemeHHbIH psimom» [430—439]. U3 sToro oTpeiBKa SICHO, YTO
B TIOBEJICHUU JIEBYLIKU HE OBLJIO «COCTaBa MPECTYIUIEHUs», YTO aBTOp HE
cuuTaeT, OyATO BO3MOXHO ObIIO M30exaTh Hacunus. Korma aeBymika
OCMeJIMIIAaCh IPUONIN3UTHCA K JlMaHe U ee HallepCHUIIAM U BMECTE C HUMH
MOMTH K UCTOUHUKY, HO «Kak mpecTyIjieHbs — yBbl! — JIMLIOM e He BbIKa-
3aTh TpynHo! / O4uu exBa MojHsIIA, OLLIA, HO HE psaoM ¢ OoruHeid, / Kak
TO OBIBAJIO: TETIEPh U3 IIETIOTO CTPOs HE TIepBOoii. / Moiua uIeT u CBOe BhI-
JlaeT mopyranbe pymsHieM. / JleBoi korna 6 He Obla, MOTJIa ObI 110 ThICSYE
3HakoB / Buzets J[aHa BUHY; TOBOPSIT, U yBUaenH HUMbbI!» [447—-452].
Buna 31ech mpencTaeT CiIeACcTBHEM CIYUYHMBIIETOCS, OHA HE NPUHUMAET
B pacyeT CTENeHb yyacTus IEBYILIKU B IOTEpe AeBCTBEHHOCTH. Ceromnsui-
HUI aBTOp BEIpakall OBl CBOCH T'epOMHE COUYBCTBHE U KaJOCTh, HO OBHU-
I BBIpA)KAeT YCTAHOBKU JPYTOr0 MEHTAIUTETA, U OTTOTO €IlIe y>KacHee
Ka)KeTCsl COBPEMEHHOM YHUTATENI0 peakius okpyxarouux: Jluana 3acras-
JISIeT HEeCUaCTHYIO Pa3/leThCsl Y UCTOUHUKA M, KOTJa «HAroTol ObUI Ipex
oOHapyxeH» [462], u3roHser ee.

Peaxmust FOHOHBI He TONBEKO HE BBIpa)KaeT YEIIOBEKOIIOONS, KEHCKON
COJMIAPHOCTH WJIM MIJIOCEPAUs, HO OOHApYKMBAET yIUBHTEIBHYIO He-
CIpaBe/UIMBOCTD: Mpu3HaBasa «tOmnurepa mep3octsy [473], OOTHHS «CBH-
pero» Ha3bIBaeT AEBYIIKY OCCITyTHOM M HAIJION, yIIPeKaeT 32 HAHECEHHYIO
eit, FOHoHe, 00mmy Tem, uTo poamia oT KOmurepa chiHa, U penraeT JUIINUTh
JEBYIIKY BBICIIEH I'PEYECKON LIEHHOCTHU, LIEHUMOW U pUMIIIHAMU, — Kpa-
coTsl. «MOJBHIIA TaK M, CXBATHB 32 BOJIOCHI, TOTYAC ke Ha3eMb / Kunyma
HaB3HWYG ee. [Ipoctupana monmBmas pyku, — / Hagamm pyku ee Bapyr
YEepHOI MIETUHUTHCS MIEPCThIO, / KIMCTH CKPUBIIIMCE, IEPCTHI H30THYIIHCH
B 3BepUHBIE KOITH» [476—479]. JleBy1Ka mpeBpalieHa B MEABEAUILY, U JINIIIb
BMemaTenbcTBO KOmuTepa He O3BONTHITO €€ CHIHY yOUTH MaTh B JKHBOTHOM
obmmube. IToT mm3ox [409-507]! mokaseiBaeT, YTO BMHA B AHTHYHOM
MEHTAJINTETE BBITEKAJIa HE U3 CTENIEHHU COY4aCTHs MIIN CO3HATEIIBHOCTH CO-
JeSTHHOTO, HO M3 caMoro (hakTa, a ClieIoBaTeIbHO, HaKa3aHHe (BO3ME3IHE)
JOJDKHO OBUIO HACTynHMTh B JIOOOM ciydae. MHKOpHOPHUPOBaHHOCTD

1 Kak u MHoOrme apyrue smu3ofsl B «MeTamMopdo3ax» ¥ aHTHYHON JHTEpaType
B LIEJIOM. SIpKUM NPUMEPOM SIBJIAIOTCS CyAbObl Daumna u MokacTsl, KOTOpBIE JOJKHEI
HECTH HaKa3aHHUE 3a TO, YTO COBEPILUIIH 10 HEBEJCHHUIO.
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MOTHBOB BHHBI U HAKa3aHHUA BO 6ce OBUIUCBCKHUC MeTaMOp(i)OSLI nog4yep-
kuBan I'.B.®. I'erens [12. C. 103-105, 159-165].

B snoxy CpenHeBeKOBbsI BUHA TEPEXOIUT U3 007acTH 0OBbEKTUBHOTO
B Cy6”[>eKTI/IBHOC. OHa cTaHOBHUTCS HI/I‘{HOP'I, npeamnoiaaras O6BI/IHCHI/I€, 3a-
HIUTYy, UHTEPIIPETAIUIO — OTKPbIBAA MIMPOKOC IIOJC MJIsI Pa3HOYTCHUA.
ITpexpacHblii IpUMEpP TaKOM HOBOW MHTEpIIPETALMM SBISAIOT Pa3MblILLIE-
HUA ABFyCTI/IHa biaxxensoro o Cy,Z[LGC .HYerL[I/II/I, €€ BOBJICYCHHOCTHU B U3-
HACHJIOBaHME U rpexe camoybmiicta: “Quid dicemus? Adultera haec an
casta iudicanda est? Quis in hac controuersia laborandum putauerit? Egre-
gie quidam ex hoc ueraciterque declamans ait: “Mirabile dictu, duo fuerunt
et adulterium unus admisit”. Splendide atque uerissime. Intuens enim in
duorum corporum commixtione unius inquinatissimam cupiditatem, alterius
castissimam uoluntatem, et non quid coniunctione membrorum, sed quid
animorum diuersitate ageretur adtendens: “Duo, inquit, fuerunt, et adulterium
unus admisit” [13. 1, 19]. EcrecTBeHHO, Ha4aB C TAKOTO Te€3Kca, ABI'YCTUH
Jlanplie npennonaraeT BUHy JIykpeluu B TOM, 4TO OHa MOJyYHIJIa Hacja-
XKIOCHUC OT HpeJ’I}O6OZ[C${HI/I${ ", MyduMas 3a 3TO COBECTLIO, y6I/IJ'Ia ceost:
“Quid si enim (quod ipsa tantummodo nosse poterat) quamuis iuueni uio-
lenter inruenti etiam sua libidine inlecta consensit idque in se puniens ita
doluit, ut morte putaret expiandum?” [13. I, 19] {anree ot npumepa JIykpe-
ouu ABFyCTI/IH MEPEXOJUT K APYTUM KCHIMUHAM, OKa3aBIINMCS B HOI[O6-
HOHW CHTYaIliH, OCKOJBKY LIeJIb €T0 IMepBOHAYabHAs U OJarast — OTTOBO-
PUTh XPUCTHAHOK OT CaMOYOMICTBA TOCJe M3HACUIOBAaHUS (TIOBEACHUS,
3aKpeIUICHHOTO MpakTuKoi BekoB). “Neque enim frustra in sanctis canoni-
cis libris nusquam nobis diuinitus praeceptum permissumue reperiri potest,
ut uel ipsius adipiscendae inmortalitatis uel ullius cauendi carendiue mali
causa nobismet ipsis necem inferamus” [I, 20]. HacraBnenust ABrycruta
pacoiatajid CBA3b MEXKAY U3HACHUIIOBAHUEM U CaMOy6HfICTBOM, OHAKO HC
obopsaiu ee. [lepcoHanu3anus BUHBI, IEPSHOC BHUMAHUS C HACHUJIBHUKA
Ha XCPTBY TEM Ooyiee He CrIOCcOOCTBOBAIN OTKazy OT Z[O6pOBOJ'IBHOI\/II
CMepTH. DTO MOKA3bIBAIOT KaK COLMOJIOTHYECKUE HccaenoBanus [ 14], Tak
1 XyTO0XXECTBCHHBIC ITIPOU3BCIACHUA, B TOM YHUCJIC INEKCITUPOBCKUEC «Hpre-
us» ¥ « TUT AHIPOHUKY.

Tenepb MbIl [IOHUMAEM, TTOYUEMY B 3TOU Tpareanu uacs cynuuaa Joru-
YCCKHU BBITCKACT U3 0031131311161?10;1 CUTyalluu. B p€un HACUJIIBHUKOB, HOCHU-
TeJeld OCHOBHOTO 3J1a B TpareInu, CaMOyOHHCTBO 3asBJICHO Oe3areruisiu-
ouno: “And ‘twere my cause, | should go hang myself” — zasssier XupoH,
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emy Broput demerpmii: “If thou hadst hands to help thee knit the cord” [2,
3, 9-10]. Tem 3HaUMMeEEe peyb A1 — IEPBOTO POJACTBEHHUKA, YBHJIEBIIETO
JlaBunuro. OuuiieHue >KepTBBI OT IOApPa3yMeBaeMbIX BHHBI U I030pa
CTAHOBUTCSI OCHOBHOW (DYHKIIMEH 3TOW MEHCTBHTENBHO UIMHHOU peuH
B 46 cTpOK, HE coOo0IaroIIel HaM abCOMOTHO HUYETO HOBOTO, TO €CTh HE
MPOABUTAIONICH CIOXKET, HO JIMIIb BBIPKAIONICH SMOIUU TOJIOKHUTEITb-
HOTO Tepos, €ro OLIEHKY M3HAacwiIoBaHHOW JlaBuHMM H ee cynpObl. Mapk
[epPBOHAYAIBLHO OIKCHIBAET €€ MOBEAEHHE Kak moBejaeHue crhiia (“thy
cheeks look red”, “sorrow concealed”, “niece flies away so fast”, etc. [3,
1]), HO 3aTeM yCIIOKaWBaeT AEBYIIKY, IPU3BIBACT HE YXOAUTH, HO TIOILIA-
KaThb C HUM O CBoeil ydacTH. [lanee HU oTell, HU I, HU Opar yxke He
3aroBapuBaIOT O T030pe, HO CTpajatoT ¢ JIaBUHHEH, JILIOT C HEIO CIIE3HI,
OINUCHIBAIOT ee Kak ‘“‘sweet”, “tender”, “poor”, “gentle”, “dearer than my
soul” [3, 1]. He uaes mo3opa, a MBICIb O OECCMBICIIEHHOCTH KU3HU U Oec-
KOHEUHBIX CTpaJaHUsAX B HEH 3acTaBisIOT TuTa AHIpOHUKA IToKenats Jla-
BUHHY COBEPIINUTH CaMOYOHICTBO:

Thou map of woe, that thus dost talk in signs,

When thy poor heart beats with outrageous beating,
Thou canst not strike it thus to make it still.

Wound it with sighing, girl, kill it with groans,

Or get some little knife between thy teeth,

And just against thy heart make thou a hole,

That all the tears that thy poor eyes let fall

May run into that sink, and, soaking in,

Drown the lamenting fool in sea-salt tears [3, 2, 12-20].

MoTHB 1030pa OTCYTCTBYET B ATOi ClieHEe, Beb TUT aneuupyer K O1a-
TOPOJHOMY XOJIOJHOMY OPYXKHIO KaK CPEICTBY M30aBHTh OT HECYACTHOM
ku3HU. MHTEepecHa HeOobas JUCKYCCHS MEXIY Il u oTIoM. Mapk
BO3MYIIAETCs TeM, 4To0 THUT mpejyiaraet J0Yepy HAJIOKUTh Ha ceOs PYKH,
HO THT HeruIsieTcs 3a CIOBO «PyKW», JeMeTadOpuU3upyeT cloBa OpaTta u
MEPEBOJUT PAa3TOBOP Ha HECYacTHOE Oe3pykoe MoJioKeHWH JlaBuHWH,
CJIOBHO CTBHIZSICH CBOCH TIpeAbIAyIIeH peur. ICIBITRIBACT OH CTHIA U 3a TO,
YTO HE€ MOXCET CIIaCTH A04Yb, HO MOXKET JIMIIb IIbITATHCA ITOHATH €€ U 3AECh
nepexoaut Ha mobumyto [llexcrmmpom metadopy mmdpa (cinder), k koto-
poii MHOTO OOparmianuce mekcnupoBeabl B kKoHIe XX — Havane XXI B.
BBUAY CHUHOHUMHWYHOCTH TEKCTA U UCTOPUU I IOCTMOACPHUCTCKOI'O CO-
3gaHuss. He menee HUHTEPECHO B3TJIIHYTH CKBO3b INOCTMOJACPHHUCTCKYIO
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OINTUKY U Ha OMNITO3UIUIO HETJIOAOTBOPHON PUTOPHUUHOCTH IePOEB U TOBO-
PSIIETo CI0Ba KHUTH, KOTOPOH 0e3 s3bIKa yIaeTcs MOBEAaTh MPaB.Iy O Mpo-
m3omnresieM ¢ JlaBuuuei [15], Boitas mpu 5ToM B MeTapopHIECKHE OTHO-
LIEHUA C IUCKYPCOM IJIABHOW T'€pOUHU — AEBYIIKH 0€3 sI3bIKa.

PackpsiTs npaBay JlaBunus cymena ¢ nomortpio «Metamopho3z» OBu-
nusi. B HUX OHa mokasana poAHbIM HCTOpUI0 PUIOMENbl, KOTOPYIO U3Ha-
cuyioBan B Jiecy Tepeil, oTpe3aB €l s3bIK U PyKu. Brmpouewm, 3purens
(1 yrTaTENB) YBUICH NApalIeNIb MEXKIY CyAb0aMU JBYX XKESHIIUH PAHBIIIE.
Taxk, ums Tepest yke YIOMHHAIOCh BO BTOPOM aKT€ M JBAXKIbI B Hayaie
TPEThEro, Ja U IPOCTPAHCTBO Jieca BbIOpaHo LIlekcnupom, MBI CHUTAEM, HE
0e3 Hameka. Kak Bcerna y lllekcrmpa, MeTadopsl, neperuierasich, oopa-
3YIOT CETh MOJICKAa30K ¥ MPEBOCXHIICHHUH (ITPHEM, CBOHCTBEHHBIN H JIPEB-
HEPUMCKOH Jjpame, B YaCTHOCTH, XOpo11o 3HakoMbli Lllekcniupy mo Tpare-
qusim CeHEeKH ).

Taxkast >xe ceTh aJuTI03ui CBSA3BIBAET TpareAuio « TUT AHAPOHUKY C CIO-
)eToM o JIyKpeluu u, COOTBETCTBEHHO, COOCTBEHHOM IIEKCITUPOBCKOM
noamoii «Jykpelmus», HanucaHHo# B Te xke rojpl [16]1. DTo u npsamele yro-
MHUHAHWsI 3HAMEHUTONW PUMCKOM MaTpOHBI, Ubsl TpareIus ¥ caMOyOHICTBO
CIOJIBUTIIM MCTAIIMX PUMIISSH HAa M3MEHEHHE TOCYJapCTBEHHOTO CTPOSL.
IlepBoe ynmomuHaHue BcTpedaeTcs B peun ApoHa: “Lucrece was not more
chaste / Than this Lavinia” [6; 2, 2, 109-110]. Masp yBerieBaeT CbIHOBEI

1 O6a npousBeneHus ObUIM 3aPETHCTPUPOBAHLI B OJMH rof: «TUT AHIPOHHK»
6 despans, «Obecuemennas Jykpeuus» — 9 mas 1594 r. (cm., Hanp.: [17]). U ecan
C MOAMOH Bce SICHO, TIOCKOJIbKY MepBeHIieM Obuia «Benepa n Anonuc» 1593 r. u Hamu-
CaHUIO 00enX CIOCOOCTBOBAJIO OTCYTCTBHE TEaTPAILHOH MAESATENFHOCTH BO BpeMs
qyMbl, TO C JaTOM Tpareiuy IIEKCIMPOBEAbl IOKa HE MOTYT ompenenutscs. Camoe
1no3aHee, ecrecTBeHHO, — 1594 r. Ho apxanyHasi mo3Tuka 3TOH Mmbeckl MO3BOJISET 3a-
SIBHTH €€ CAaMbIM [IEPBBIM TBOPEHHEM JipaMarypra, To ecth K 1589 r. [18. C. 142-149].
B mo6oMm ciydae ogeBUIHO, 4TO BO BpeMs paboTsl Hax « Tutom AHnpornkom» Illekc-
IMp JIepKajl B TOJ0BE MOIMYJIAPHBIA PUMCKHHA CIOXKET, BO3MOXKHO, BKJIIIOUUB YK€ €ro
B CBOHM TBOpUYECKHE IUIAHEL Bee mccnemoBarenmn paccmarpuBaioT «Jlykpenmio» Kak
CBOEOOPA3HYyIO MATMHOIHIO K «BeHepe U AZOHHCY», HO HE MEHee NPOJYKTHBHO yBH-
JIETh B3aHMOIIPUTSDKEHUE U B3anMooTTankuBaHue «Jlykpenum» n « Tuta AHIpOoHHKaY
¥, B TPUHIIMIE, TOBOPUTH 00 OOLIMX YepTax J3THX TPeX MPOW3BEICHUI, 10 KpaiiHeil
Mepe B MOTUBHOM, CTHIIMCTHYIECKOM M HHTEPTEKCTyalbHOM KiIio4ax. OTAenpHO oTMe-
THM: TI09Ma B Pa3HbIX H3aHUSIX HOCHJIA pasHble HasBauus: The Ravishment of Lucrece,
Lucrce, The Rape of Lucrece. Mbl Ha3biBaeM ee «JIyKpelmei» COracHO apjeHOB-
CKOMY H3JJaHUIO, [I0 KOTOPOMY LIUTUPYEM TEKCT.
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Tamopsl umeHem Jlykperuu, CTpeMsCh BBINTH 32 paMKH TTOPOYHBIX OTIpe-
JISJICHUH TI030pa ¥ CTHIJIa M YOS IUTh UX B IIpaBe Ha I0Yb TUTa AHIPOHUKA,
no0eIUTENs TOTOB, INICHUTENS UX MaTepH, KOCBEHHOT'O YOUHIIBI nx Oparta.
Bropoii pa3 umsa Jlykpenuu ynomMuHaeTca B pa3rosope Tuta AHIpOHMKA,
Mapxka u Jlynua Mnagamiero B CueHe BBIICHEHUS Ciy4yuBlierocs c¢ JlaBu-
HHEHN yepe3 OBUANEBCKUH TEKCT 0 Puiomerne.

What would she find? Lavinia, shall | read?

This is the tragic tale of Philomel,

And treats of Tereus' treason and his rape —

And rape, | fear, was root of thy annoy [4, 1, 146-49].
Lavinia, wert thou thus surprised, sweet girl,
Ravished and wronged as Philomela was,

Forced in the ruthless, vast and gloomy woods?
[Lavinia nods.] See, see!

Ay, such a place there is where we did hunt —

O, had we never, never hunted there! —

Patterned by that the poet here describes,

By nature made for murders and for rapes [51-58].
Give signs, sweet girl — for here are none but friends —
What Roman lord it was durst do the deed.

Or slunk not Saturnine, as Tarquin erst,

That left the camp to sin in Lucrece' bed? [61-64]

Taxk 1BOIHBIE pEMUHHUCIICHIIMHA OOBESTUHSIOT TPEX TEPOUHD C OJMHAKO-
Boil cynpboii: JlaBunuio, @unomeny, Jlykpenuro. PeMuHucueHuun He
TOJIBKO IOMOT'ar0T Tr€PONHE O61)$[CHI/IT]>C$I C pPOAHBIMHU, TO €CTh UTPALOT CO-
’KETOTCHHYIO POJIb, HO ¥ BBINOJHAIOT XapaKTCPOIOTUYECKYIO (YHKITHIO
(CTaBS[T JlaBuHHIO HleKanpa B OAWH paa € Tparndi€CKUMHU U HECHACT-
HbIMH, HO TOPAbIMU U )Z[O6p0)leTeJ'[I>HI)IMI/I AHTUYHBIMU FepOI/IHSIMI/I). Ha
TIEPBBIN TIaH BBIXOJUT M ACTETHYECKas (PYHKIUS: «IMapajuiebHbBIC» I0-
BCCTBOBAaHHA IMOMOTrarOT HU3BJICYb «U3 MHpaA BIT€YATIICHUI» BHYTPCHHHUEC
00paskl, TO €CTh 32 YACTHBIM CIIy4aeM YBUJAETH MapajurMy.

OauH U3 mapaMeTpoB 3TOM HapaaurMbl BCKpbIBaeTcs TYT xke: Mapk
IIPU3BIBACT POACTBECHHUKOB Ha KOJICHAX IOKIACTBCA OTOMCTUTH 3a IOPY-
TaHHYIO .HaBI/IHI/IIO, noapakas aHAJIOTUYHOM CHCHEC KJIATBbI BPYTa MCTUTH
TapkBunMsAM 3a ockopOneHHbI Pum: “My lord, kneel down with me;
Lavinia, kneel; / And kneel, sweet boy, the Roman Hector's hope, [They
kneel.] And swear with me — as, with the woful fere / And father of that
chaste dishonour'd dame, / Lord Junius Brutus sware for Lucrece' rape —/
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That we will prosecute by good advice / Mortal revenge upon these
traitorous Goths, /And see their blood, or die with this reproach” [6. 4, 2,
87-94].

Mects Tuta cTpaiiiHa, OHa OTChUIAET YUTATEIs (3pUTeNs) K MECTU OBU-
nueBckoid [TpokHsl, a Takke kK MecTd Atpest B fpame Ceneku «Puect», HO
C OZIHOY 3HAYMMOU pa3HUIlCii: yOUB He HEBUHHBIX JIETEH, HO HACUIIBHUKOB
JI0YepH, OH MPEIMOJIHEC UX 3alledeHHbIe B MUpOre octaHku Tamope. D10
OTIIMYKE BHOBb MOKA3bIBAET, YTO Y KAXIOTO MOTHBA €CTh CBOM BAPHAHTHI,
3aBHCSIIHUE B XyI0KECTBEHHOH YCIOBHOCTH OT BOJIU Teposl, @ B OOBEKTHB-
HOM peasbHOCTH — OT KyJIbTYPHO-UCTOPHUYECKOTr0 KOHTEKCTa U MUPOBO3-
3peHus aBTopa. [is eln3aBeTHHCKOTO 3pUTENS YENOBEUECKOe MICO B M-
pore yxe u Tak ObIJIO HA TPaHH 3CTETUYECKH JTOMYCTHMOTO — KPOBABbIE
noapaxxanusi CeHeke BCKOPEe COLIN CO CLIEHBI.

CHHOHMMUYHBIM B 3HAUUTENIHON CTENIEHH IO OTHOLIEHHUIO K CIOKETaM
JlaBunun—Jlykpenun—®uiiomensl IpeAcTaBisieTcss HaM U CIoXkeT o Bepru-
wud. [lo cBuperensctBy Tuta JluBus, pumMckuil eHTypuoH Beprunuii,
0CO3HAaB yIpo3y YECTH J0YEPH, 3aK0JI0J1 ee B 3aje cyaa [19. 111 48].

ConocTaBiieHHue 3TOr0 MOBECTBOBAHUSA C YK€ YMOMSHYTHIMH MOKHO
OCYIIIECTBUTH Ha HECKOJIBKUX YPOBHSX. B CIOXETHOM OTHOILIEHUH MOTUB
caMOyOHICTBa 3aMEHSETCSI HA MOTHB yOHIICTBA M3 TOU K€ TAHATOJIOTHYC-
CKOM TpyIIbl, HO IPYyTHE MOTUBBI OCTAIOTCA Ha MECTe: HEeMUHYeMas yrpo3a
YEeCTH Tepel] CMEPTBHIO NEBYIIKH W MECTh (BOCCTAHHE BO3MYIICHHOTO
Puma) nociie Hee. B moBecTBoBaHuu 0 Beprunuu nobasisieTcs MOTHB He-
MPaBEIHOTO Cy/1a, KOTOPOMY B Tpareauu « TUT AHIAPOHUK» COOTBETCTBYET
MOTHB 3aTOBOpa, a B odMe «JIyKperms»» — MOTHUB MOXBaJbOBI Myska. OT-
CI0/1a MBI BEIBOJMM OJTMHAKOBYIO CIOXKETOTCHHYIO POJIb MOTHBOB YOHICTBA
u camoyOuiicTBa.

OnHako ¢ 3CTETUYECKON M XapaKTEepOJOTHUYECKOW TOUYEK 3PEHUS 3TH
MOTHBBI CHIIBHO OTJIMYAIOTCSI, KapIUHAIBHO MEHsS 00pa3 TeporHHU B pac-
CMaTpUBAEMbIX HAMHU IMOBECTBOBAHMAX: MAaCCUBHOCTh JIMOO aKTHBHOCTb
B paMKax JUXOTOMHUH YOHHCTBO / caMOyOUICTBO aKTyaIM3UpyeT 00 HU-
BEJIMPYET [IEHHOCTHBIE CMBICITBI JKEPTBOBAHISL, TepPON3Ma, CAMOUICHTH (-
Kalli¥, OYMIICHHUS, CIACEHUs U 00BEKTHUBHU3ALIMU KEHILIMHBI.

AHanu3upyst CXOAHbIE CIOKETHI, OTMETUM, YTO BXKHBIM aCIIEKTOM MPH
BEIOOpE BapuaHTa MOTHBA SBJSIETCS MOMEHT (BpeMsi) CMEPTH T'e€pOMHHU:
€CJIM CMEPTh NMPOUCXOAUT A0 U3HACUIIOBAHUS, TO pedb UIET O CIIACEHUU
HEBUHHOCTH, YECTH U IOCTOMHCTBA (aBTOP MUCMOJB3YET JiekceMbl ‘Chaste’,
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virtue’, ‘honour’), a eciu mocie — To 0 6ercTBe OT M030pa, CThIAa, HE0O-
XOJMMOCTH OUHMIIIeHHs uepe3 cMepTh (‘shame’, ‘stain’, ‘blot’, ‘dishonor”).
Taxum 00pa3oM, BEIPHCOBBIBAIOTCS JABE MAPaAUTMEI, IIPOTHBOIIOCTABICH-
HBI€ JIpYT APYTY 3CTETUYECKH M aKCHOJIOTMYECKH: MeTIsl O3HaYaeT crace-
HUE OT T030pa, Med Ju00 KHHXKaJl — CIIaCEHUE YECTH, OCBOOOXKIEHHE.
HmenHo 06 ocBoboxaeHnn (0T pabCTBa M HOPYTaHus) TOBOPHUT Beprunuii,
3aKajbIBas jgo4b: “hoc te uno quo possum’ ait, ‘modo, filia, in libertatem
uindico” [19; I11. 48, 5, 3-4].

W3 BbIIIeCcKa3aHHOTO CIEIYET €Ie OJAUH — BO3MOKHO, CAMbII BayKHBIA —
BBIBOJI: (M3HACHJIOBAHHAS) TEPOUHS TOJDKHA yMepeTh. JIykperus ymupaer
oT cBoeii pyku, OunomeHa mpespaiieHa OoraMu B NTUILY (HaKJIaAbIBaeTCA
MOTHB MECTH), HO CMepTh ecTb Meramopdo3a, a MeTamopdosa ecTh
cMepTh. Beprunuto youBaet orer. A 4to ke JlapuHusa? be3 pyk oHa He
MOJKET IMOBECUTHCS, 03 A3bIKa HE MOXKET IPOCUTH O cMepTH. Tpareaus xe
JIOJDKHA CJIeIOBATh CBOMM 3aKOHaM: B pa3Bsizke « Tuta AHAPOHHKA» MPO-
TaroHWCT, CJIOBHO Beprunmii, yOuBaeT HecuacTHYIO 109b. HeyiuBUTEIEHO
U B 3TOM Hakajie cTpacTeil obpalleHue K JereHje:

An if your highness knew my heart, you were.
My lord the emperor, resolve me this:

Was it well done of rash Virginius

To slay his daughter with his own right hand,
Because she was enforced, stained and deflowered?
SATURNINUS

It was, Andronicus.

TITUS ANDRONICUS

Your reason, mighty lord?

SATURNINUS

Because the girl should not survive her shame,
And by her presence still renew his sorrows.
TITUS ANDRONICUS

A reason mighty, strong, and effectual;

A pattern, precedent, and lively warrant

For me, most wretched, to perform the like.
[Unveils Lavinia.]

Die, die, Lavinia, and thy shame with thee,
And with thy shame thy father's sorrow die.
[He Kills her.]

SATURNINUS

What hast thou done, unnatural and unkind?
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TITUS ANDRONICUS

Killed her for whom my tears have made me blind.

I am as woeful as Virginius was,

And have a thousand times more cause than he

To do this outrage, and it now is done [6; 5, 3, 34-51].

Kcraru, ucropus Beprunus nomana IllekcnupoM HETOYHO: B pedu
Tura Beprunus npeacraer y:xe N3HaCUJIOBAaHHOM, CJIOBHO JIB€ UCTOPUH —
JereHapHas ¥ cCOOCTBEHHAs — CMBIKAIOTCS B €ro co3HaHUU. HecoMHeHHO,
9TO HaOJI0/IEHNE BO3MOXKHO CJIeNIaTh TOJIBKO OJIaroiaps JoJIromy ObITOBa-
HUIO CIOKETa M 3HAKOMCTBY C HUM 3pHTEIS.

JlaBuHUS TODKHA yMEPETh — TOJIBKO CMEPTh JEBYIIKHU mo3BosrsieT Ca-
TypHHHY TIepefiti k Bompocy “What, was she ravished? Tell who did the
deed” [6; 5, 3, 52], a Tury maeT BO3MOKHOCTh OTKPBITH IIPaBIy, BEPHEE,
OCBSIIAeT KPOBBIO )KEPTBHI peTeH3nto TuTa Ha mpaBay (6e3 XKepTBHI 3TO
OBLIO OBI «TBOE CIIOBO MMPOTUB MOETOY). DTO 3epKaTbHOE OTOOpaKEHUE CO-
OBITHIA, TOCIEOBABIINX 32 CMEPThIO JIykpenuu: BMemaTenscTBo bpyTta —
BO3MYILEHHE HapoAa — U3MEHEHUE rOCYJapCTBEHHOr0 cTpos. Takum 00-
pa3oM, cMepTh JIaBuHNM HE0OX0aUMa B CIOKETOT'€HHOM IIJIaHE.

Jlanee, B MOTHBHPOBKE €€ CMEPTH €CTh SIBHBIM NEPEHOC BHUMAaHMUS
C JI0YepH Ha OTIA: OHa JOJDKHA yMEpeTh U cama Mo cebe (IT0TOMY YTO SIB-
JsIeTCs BOILIOLIEHUEM IIOPYH U CThIJA), X BBUIY TOTO, 4TO OTEL 0€3MEPHO
CTpaJiaeT U3-3a ee Mo30pa (M Ha ero YecTu Takxke NATHO). [logoOHbI ne-
pPEHOC BHUMaHHS €CTh U B I0dMe «JIyKperus», Tie Hall TeIOM yMepIiei
Cpa3y HauUMHAETCS CIOP MEXKAY OTLIOM U MY3KEM, KOMY e OHO IpUHaJIe-
KUT (U IO 3aATHAHHYIO YeCTh YIIOMHUHAET cama repouHs). OObeKTHBa-
IHST SKCHIIIHBI KaK B KOHTEKCTE AHTUYHOTO MPaBa, TaK M C TOYKHU 3PEHHS
POJHN JKEHIIWHBI B €IM3aBETHHCKOM OOILIECTBE HE MOXET HAC YIUBIATE.
Iocne cmepTu ee gaxe HE OMIAKHBAIOT: BIEUYATIAET CLICHA TpareaAuu, riue
Ha MepTBOM Tene Tura peigator Mapk, JIynuit u JIynuit Mnanmmid, a tpyn
JlaBuHUY, HAaJO MOJIATaTh, IPOCTO JIEXKUT PSIOM.

Ponb JlaBuHMU Ha ATOM HE 3akaHuMBaeTcs. Hac He JOKHA yAUBIATH
CIIOCOOHOCTH YMEPILEro UrpaTh KaKy-IHOO PoJib, IOTOMY UYTO yXKeE 3a-
JOJAro O 3TOro, BO3MOXKHO, C MOMEHTA M3HACHIIOBAaHMSA, & BO3MOKHO,
U C CaMOr0 Hauaa nbechl (BCIIOMHUM, KaK TUT He CUMTAETCs C €€ MHEHUEM
Ipu epeMeHe xeHuxa) JIaBuHus nepecraeT ObITh HHANBUAYYMOM U Ipe-
BpamraeTcs B Bemb. ClieoBaTenbHO, MOKHO YTBEPKAATh, YTO CTCIICHb HH-
JUBUIYaNbHON MIEHTHYHOCTH T€POMHU CTPEMHTCS K HYJIO, a 3HAauuMa
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TOJIBKO €€ coLlMalbHas pojib. B KauecTBe MOPYraHHOM CHIHOBBSIMU MMIIE-
paTpHUIIBl JOYEPH BBHICOKOTIOCTABICHHOTO IpakJaHWHa PuMa oHa B3bIBaeT
K JIEHCTBUIO, U IIOTOMY, KaK B ciiy4asax Jlykpennu u Beprunuu, ee MmepTBoe
TEJIO CTAaHOBUTCS 3asBKOI Ha MECTh, Ha FOCYAapCTBEHHBIN I1EPEBOPOT, HA
BOCCTAHOBJICHUE CIIPABEIIUBOCTH. JIaBUHUS €CTh CHOBA KEPTBA, IPHHE-
cerHas Pumy. Takum o6paszom, ee muuHast cyapOa Bunutcs Lllekcnupy kax
Tparu4Hasi, HO He 3Ha4nMasi cama 1o cebe, a TOJIBKO B 00IIerpaXkIaHCKOM
JHCKypCe, YTO OTBEYAET U aHTUYHOMY MHMPOBO33PEHHIO, U €IM3aBETHH-
CKOMY, €IMHOAYIIHBIM B JAHHOM BOIIPOCE.

Tak, B cBoci iepBoii Tparenuu Ywmibsam lllekcnup GunurpaHHo cMelu-
BaeT ueThIpe Happatusa — JlaBuxuu, Ounomensl, JIykpermu, Beprunnu. O
CIIeyeT JIOTUKE aHTHYHBIX ABTOPOB, TIPEABOCXHUIIACT MU(OIOTHICCKUMH CIO-
JKETaMH COOCTBEHHBIEC PEIICHNS, BBOAUT MHOXKECTBO PEMUHHCIICHITHIN H ITH-
TaT U — [peBpallaeT CTapylo JEreHly B HOBYIO Xy/I0’KECTBEHHYIO PEabHOCTb.
To xe camoe cripaBeTMBO U JyIs ToAMBI «JIykpenuspy [20] 1 MOXKET OBbITh OT-
MEYEHO KaKk OCOOCHHOCTH paHHEH TIO3THKH aHTIIMHCKOTrO JipamMarypra.

OCHOBHOI (YHKIIMEH COCTUHEHHS CIOKETOB CTAHOBHTCS ICTETHUC-
ckas. Oco3HaBas, 4TO «4eM jgajnee o0pa3 WM acconuanus oOpas3oB yaep-
JKIBACTCS B MIPEAaHUH YEJIOBEUECTBA, TEM Oo0Jiee MBI BIIPaBe 3aKIIOYUTH
00 ux acreruyrocTy» [1. C. 618], MbI comnosiaraem 4eTblpe HOBECTBOBAHUS
U BBIBOJMM TUIIMYECKOE, OTBICUEHHOE OT KOHKPETHBIX MEPCOHAXKEH MU
UX IPOTOTUIOB. UeTsIpe HappaTHBa CIMBAIOTCS B OIWH, TOMOTHAS U 00B-
sacHAA Apyr Apyra. [lomelas peHECCAaHCHYI0 HUCTOPHIO B OIPENEJIEHHYIO
AHTUYHYIO MapaaurMy, YuibsMm lllexcnup HafenseT MOTUBHUKY Tpareany,
U B IIEPBYIO OYCpeb MOTHBEI BUHBI M CAMOYOHICTBA, OTYETINBBIMHU 3CTE-
TUYECKUMHU U aKCHOJIOTHYECKUMU OPUEHTUPAMU.

Hutepnperanys 00pa3oB OCYLIECTBIAETCS HE TOIBKO 3a CYET OOIIHO-
CTH JITIO3MBHBIX MOTHBOB, HO U OJarofaps ux pasnuausM. Uto kacaercst
pasnuuuit MeXIy HappaTHBaMH, TO Take HEUCKYIICHHBIN YUTATEIh / 3pH-
TeJb IOHUMAET, YTO AcTeTHYeCKU « TUT AHIAPOHUK» CKIOHEH K U300paxe-
HHUIO 06e300pa3Horo, Toraa Kak mosMa «JIykpemus» — BO3BBIIIEHHOTO U
IpeKkpacHoro. MBI cCuuTaeM, 4To B 3HAUUTEIHHOH CTEIIEHH 3TOMY CIIOCO0-
CTBYeT BBHIOOp MOTHBa CaMOYOMICTBa KaK OJJHOTO M3 BEAYIIHX MOTHBOB
TpareJuu M MO3MbI B 0COOCHHOCTH €r0 XY/JO0XKECTBEHHOTO BOILIOLICHHUSI.
Ero screTndeckas Harpy3Ka peannu3yercsi ¢ HOMOIIBIO Psa OMO3HITHIA:

— B nosme 1eMOHCTpHUpYETCs CBSI3b IOCTOMHON CMEPTH OT OJIaropoj-
HOTO OpYXHMs C 3aIIUTOI YecTH M MMEHH, B TpareJuu yOuiicTBO ocy-
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IIECTBIICHO C HENBI0 CMBITH 1T030p, 0oJiee paHHUI MOTHB caMOyOHIiCTBa
JlaBuHMHU CBsI3aH C TIOBEUICHUEM U MO30pOM. [[aHHYIO mapaaurMy aHTHY-
HBIX CaMOyOHUICTB BBISBIIACT Takke AHTOH Banun Xodd [21].

— DcTeThyecky HaeanbHoe camoyOuiicTBo Jlykpenuu ocyuiecTBIEHO
MocJie JUIMTENIbHBIX Pa3MBILIUICHUH W THIATETIBHON MOATOTOBKH B KPYTY
Jpy3el U pOTHBIX C IIOMOIIBIO OJIarOpoAHOTO OpYXHsi. B MOMeHT cMepTn
Jlykpenust npekpacHa. JIaBuHus He 0KUAAET CMEPTH; YOuicTBO JlaBuHMM
CIIOHTAHHO, >KECTOKO, 0e300pa3sH0, UTO MOJYEPKHYTO CHATHEM BYyald
¢ U3ypoJoBaHHOM JIaBUHUH.

— CamoyowmiictBo Jlykperuu akTuBHO — JlaBWHMS MMaccMBHa B CBOEH
HACHJILCTBEHHOH CMEPTH.

— MHuenue JlaBUHHM HEBa)XXHO — roJjioc JIyKpenuu CIiblliieH B MOMEHT
camMoyOuicTBa.

— JlaBuHUSA oNepUpyeT HYJIEBOH MHIUBUAYAIbHONW HACHTH(UKAIIUCH —
aKT camoyOwuiictBa Jlykpenuu sSBIseTCS OJHOBPEMEHHO U aKTOM €€ CaMo-
HICHTA(DUKALINY,

— JlaBuHUS mpeacraet cimaboit — Jlykpenns, onsTh ke O61arogaps CBo-
€My peIIeHHIO, — TOCTAaTOUHO IIeJIeyCTPEMIIEHHOM U PeIUTEIbHOM.

— JIaBUHUIO HUKTO HE OIJIAKUBAET B MOMEHT CMEPTH, Beb Ul BCEX
OHa yMepJia B MOMEHT U3HACUIIOBAHUS U Obljla TOT/1a OIJIaKaHa POJHBIMU
cnonHa. B nosme Jlykpenus yioctauBaeTcs CLEHbI MPOLIaHNs, POLIEHHS
1 obera MecTH, BEI3BaHHOTO ee (!) cioBamu.

OpnHako Ype3BBYAHO Ba)XXKHO OCO3HABaTh, YTO A0 HJEaia PUMCKON
MaTponsl JIuBus unn OBunus mekcnupoBckas JIykpenust He TOTArUBaeT.
Bce BblIenIeHHBIE HAMH ONIO3HWIIMN BBITJBSIIAT B @aHTUYHBIX MCTOYHHKAX
(Tur Jlusuit «Mctopus Pumay n OBunnit «Dactei» u «Metamopdo3bl»)
ropaszo oTueT/IuBee. AHIIIMACKUN IpaMaTypr HE OIMUCHIBAET 3a00Ty repo-
WHU O TOM, KaK OHA BBITJIS/IUT B MOMCHT ITaJICHHSI, HE JIaeT € BOZMOXKHO-
CTH caMOM Ha3BaTh UM HACWJIbHHUKA U BKJIAJbIBA€T B €€ YCTa COTHU CTPOK
PUTOPUYECKUX COMHEHUI — OpeMs He TOJIbKO XPUCTUAHCKOro cTpaxa Iie-
pell CMepThIO, HO U cTpaxa morudenu aymu. MMaronoruueckoe o0bsacHe-
HHE 3/IeCh KaKeTcsi HanOoJee IUIOOTBOPHBIM: UYXKIIbIe XPHCTHAHCKOMY
CO3HAHHUIO AaHTUYHBIE CIOXKEThI U 00pa3bl HE MOTYT OBITh BOCCO3/IaHbI JaXKe
reHueM. IHKOpropupoBaHHbIE B CO3HAHHE €IM3aBETHHIA JOIMATHI O J00-
ponereny, Tpexe, BUHE M HaKa3aHWU Pa3MBIBAIOT CEMaHTHKY Tepomde-
CKOT0, CO3/1al0T «JBOMHOE AHO» BEAYIIHX MOTHBOB, YBOJSAT aBTOpPa U 3pH-
TeJIsl B INTyOHHY COOCTBEHHOTO OIBITA, TO €CTh JAENAIOT BCE TO, 33 YTO MBI
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BocTopraemcs lllexcripom Gornee geTeipex BekoB. «Uto oH ['exybe, uto
emy I'exy0ay» —3T0 BCe 0 TOM e, 0 HCKYCCTBE HCTOPUIO PUMCKOIM MaTpOHbI
clieNaTh HCTOpHeN XPUCTHAHCKOM NyIIHN — MIEPCOHANBHOTO Ipexa U crace-
HUs. VICTHHHOE MacTepcTBO €IM3aBEeTHHCKHX JIPaMaTyproB COCTOSIIO
B yep:kaHuu OajaHca, OMHUM U3 CPEJCTB COXPAHEHHsS KOTOPOrO CTaHO-
BUTCS OITMCAHHASI BBIIIE CJIOKHAS CHCTEMa PEMUHUCIICHITHHN.

HecomHeHHO, caMo pellieHe 0 J0OpOBOJIBHON CMEPTH HPUBHOCHT B IIO-
3My BBICOKYIO HOTY: OJHO JI€JIO IUITAHHPOBATh yOHHCTBO, COBCEM JPYTOe —
IpUBECTHU B JieiicTBue OiaropoaHyro MakcuMy “Mori licet cui vivere non
placet” [22. C. 117]. Ho 370 perieHue 03Ha4aeT TaKKe IMOCICIOBATh IIPH-
mepy bpyra, Kaccus, CokpaTa WM >KEHCKUM HJCAITBHBIM O0pasiam —
[Mopunu, Apuu. O6a npousseneHus — «Jlykperus» u «Tut AHAPOHUKY —
pas3eNAoT He TONBKO AJLTIO3HMI0 Ha M3HACUIOBAHHYIO B jecy Dunomeny,
HO ¥ cpaBHeHUe ¢ 0be3ymeBei o rops [eky6oit'. DTa anTHuHas purypa
YIIOMSHYTa TPaAWIMOHHO — KaK BOIUIONICHHE UYPEe3MEPHOrO XEHCKOTO
rops [6. 4, 1, 16-21; 16. 1485-1495]. O6pa3 ['exyOsI cBsi3aH ¢ OOruHeH
mpaka I'ekaToil, kpome Toro, cornacHo EBpunuy, TposHCKast napuia 6po-
CHJIach B MOpe, 00EpHYBIIUCH COOAKOM, OTHAKO B MEKCIMPOBCKHUX IPOU3-
BEICHMAX ITOT 3MH30] HE YIOMHHAETCS, OCTaBasiCh HAMEKOM Ha CXOXKHH
¢unan tpex xenmuH (I'exyOs1, Jlapunaun, Jlykpermn).

B 00omx Tekcrax yImoMHHAaeTCs elle OJHO 3HaAMEHHTOE aHTHYHOE ca-
MoyOmiicTBO — Asikca [6. 1, 1, 384-386; 16. 1394]. DT Hepa3BepHYTHIC
QITIO3UH BBITIOMHIIOT 3CTETUUECKYI0 (DYHKIMIO: MPUAAIOT IIEKCIIHPOB-
CKUM 00pa3aM na¢oc BO3BBIIIEHHOTO, YCUIMBAIOT TPAaTrHYHOCTh 32 CUET
«UAeaTbHOCTH» caMoil ['ekyObl 1 KaHOHWYHOCTH ee rops. To ecTh QyHK-
WS aJUTIO3UH — TOAHSATH IIEKCIHMPOBCKHUE TEKCTHI A0 YPOBHS I'peUecKOn
TpareIuH.

Taxum o0pa3zom, scTeTHyeckas (PyHKIUS MOTHBA CaMOYOUICTBA B IO-
9THKE paHHMX Mpou3BeneHni Lllekcnmpa 3akirodaeTcs B ale/UISIIUN K aH-
THYHBIM MH(}aM M JereHnaM, odpasnaM aHTHYHOTO JKEHCKOTO HIeana,
JKaHPy aHTUYHOM Tpare1u, KOTOPbIe BBI3bIBAIN B COBHAHUH €JTM3aBETHH-
IICB BO3BBIIICHHBIC YyBCTBA, OPHEHTHPOBAIN HA TEPOMUCCKOE M HICalTb-
Hoe. Pannee TBOpuecTBO lllexcripa mpomomkaeT aHTHYHYIO TPAIHIHIO

! “The Hecuba was one of the first Greek plays translated by the French humanist
Lazare de Baif, while Erasmus put it into Latin, and the Venetian Luigi Dolce published
an Italian version” [23. P. XVI].
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3HaYNMOCTH aTpUOYTHKU CaMOyOHWIICTBa, comonaras MpUYIuHy, CII0CO0 1
BpeMs JOOPOBOJIBHOM CMEPTH, MOJEIUPYSI TAKUM 00pa30oM ONpE/ICICHHYTO
CUTYyalnIo CaMOyOHICTBA 1 TIOMeIIasi €€ B aHTHIHYIO CHCTEMY dCTETHYe-
CKHX U aKCHOJIOTHYECKHUX LIEHHOCTEH, eI11e ITOJTHOCThIO 0CO3HABAEMYIO aH-
rrnyaHaMu KoHna XVI B. SIpkumu npumMepamMu MOTYT CIIYXKHUTb CUTYaIllH
camoyOuiicTBa B IpoOieMHOI nbece «BeHermmaHCcKuil KyTerp, TpareIun
«Tut Angponux» u nosme «Jlykpenus». Hamr ananu3 cnoco60B 1 NpUYHH
caMOyOUICTBa B paHHUX KOMEIWH, TPareJuu U M03Me HArJIAIHO JAEMOH-
cTpupyeT Mbiciab A.H. BecemoBckoro o ToM, 4To «3CTETHYECKOE OOHH-
MaeT, ¥ KpacuBoe, u 6e300paszHoey» (myHkryarws asropa. — H.3.) [1. C. 617]
Y BBISIBJIACT CLIOCOOHOCTH MOTHBA TMIEpeIaBaTh ONpeieieHHbIE IICHHOCTHBIE
CMBICJIBI KaKIOM HOBOMY IMOBECTBOBAHUIO U OCTCTUICCKU OPUCHTUPOBATH
3pUTEIIS U YUTATESL.

OpHako HeN30EIKHOE BITHSHIE CPEIHEBEKOBOI'O H PEHECCAHCHOTO MEH-
TaJINTETOB, HAKJIAAbIBAsICh Ha aHTUYHBIC UJICaJIbl, CHUKAJIO OCTCTUKY BO3-
BBIILIEHHOT'O U IPEKPACHOI'0 B XKU3HU U JUTEpaType. Mbl OJHOCTBIO CO-
JIacHBI ¢ AstaHoM Y opperoM @puamaHoM, 3aMeTuBimM, uto “The ideal
text of ideal dying, the ars moriendi can be written and performed only
in a world with sufficient time and attention for ritual endings” [24. P. 47].
K coxanenuto, Mup 10T 6€3B03BpaTHO yien. B tpareaun «TUT AHAPOHUK
u nosMme «JIykpenus» Tparnueckuit nahoc 1 3CTETHKA CHIYKAIOTCS 32 CUET:

— HEOKUIAHHOCTH ¥ pe3KocTH yomiicTBa JlaBuaun. CXoACTBO cHTya-
nuii Bupruams u Tuta AHAPOHMKA ITOACKA3bIBAET HAM ATO IpaMaTHIECKOe
peleHne, Ho HarpoOMOX/JIeHHe yOuiicTB nenaetr cMepTh JIaBuHUM HE Tpa-
THYECKOM U TeM 0oJiee He TepOHYecKO, a paIoBOl. JTa 0JlHA CMEPTh U3
MHOTHUX B Tparenuu. B Helt ecTh CyObeKTHBHAS (BHYTPEHHSIS) 00YCIIOBICH-
HOCTb (M30aBJIeHHE AEBYILIKH U OTLA OT CThIAa), HO MaJlo BHELIHEH: HUKTO
HE IIPOHOCHUT TPYII IT0 TOPOY, HUKTO HE MPHU3BIBACT K BOCCTAHUIO €€ NME-
HeM (1 Oe3 JIaBHHHMY XBaTaeT KEePTB);

—yxoJa OT NMOHUMAaHUS CMEPTHU TE€POMHMU KaK >KEPTBBI: B Tpareauu
«3HaMEHEM PEBOJIIOLUN» CTAHOBUTCS THT, a B MO3ME HAJIULO MEPEHOC aK-
LIEHTA C TPAXKAAHCKOTO Ha JINYHOE;

— abCoNIIOTHOTO 3anpera CyHUUAANbHBIX OEHCTBUN LEPKOBBIO, B pe-
3yJBTaTe 4ero KOHIENT caMoyOuiicTBa BOOpas B ceOsl 3HAUCHUS IPECTYTI-
JICHUS, Tpexa, JMYHON BWHBI, HapyIIEHWS, OOrooTCTymHHuYecTBa. TyT
HEOOXOMMO pa3IeisITh 3ampeT caMoyOuiicTBa ABrycTHHOM biiaxeHHBIM
B «['page boxuem» u IlmatoHom B «3akoHax». Ecnu mocnemsHuit u
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3ampeman caMOyOHMICTBO Kak IMOKYIIEHHE Ha MPHHAUISKAIIYI0 Ooram
JKH3Hb, TO BCE JK€ HE BBOJMI 0053aTEILHOTO HAKa3aHUs B BHUJIC ala U BEU-
HBIX MYK, a IIPETIOAHOCHII 3TY HAECI0 KaK JJOTHYECKOe CyK/ICHHE, HapyIIaTh
KOTOpOE HEBEPHO;

— BHEJPEHUS B TEKCT SMOTUBHBIX CMBICIOB XPHCTHAHCKOTO CTPaxa 3a
OeccMepTHe IyIIH, HE COYETAIOUIErocs, eCTECTBEHHO, C NMPEKPAacCHbIM H
BO3BBIIICHHBIM;

— COMHEHHI 1 METaHUH IrepONHH, CHIDKAIOIINX Tparndeckuii nagoc ca-
MOYOMICTBA 32 CUET HEYBEPEHHOCTH B €r0 HEU30€KHOCTH;

— YCKOPEHHUS JIeHCTBHS, HATPOMOXKICHHS CMepTeH IOA BIMSHHEM
TeMIIa pealbHON JKU3HHM (B JaJbHEHIIEM TUHAMH3M JKH3HHM, KaKk HaAM Ka-
JKETCSI, CBITPAeT POKOBYIO POJIb B 3CTETHKE PEANBHBIX CaMOyOHICTB H JIH-
TepaTypHOr0 MOTHBA CaMOyOUIICTBa).

OTaenpHO XOTeNnoch OBl OTMETHTh HEPEIEeBAHTHOCTH BBIMICH3IIOKEH-
HBIX COOOpaXeHUHI IS 3pEJIoro | MI03IHETo TBOpUYECTBA ApaMaTypra. Be-
JMKHE TpareAny BOILIOLIAIOT c000i mobery XpHCTHAHCKOTO MHPOBO33pe-
HUS JJaKe TPH HAJMYMH OTCBHUIOK K aHTWYHOCTH W aHTHYHOH ICTETHKE,
TOPXKECTBO CBOETO, HAIMOHATBHOTO HAaJ OCO3HAHHO 3aHMCTBOBAaHHBIM.
VX Benmmuue M ONpenesnseTcss B 3HAYUTEIBHON CTETIEHH HOBOOOPETEHHOI
LIETbHOCTBIO, OCHOBAaHHOM y>K€ HE Ha aHTUYHBIX LIEHHOCTSIX, a HA PEJIUTHU-
O3HBIX, HAIIHOHAIIBHBIX, CTIENN(HYECKH peHeccaHCHbIX. Tparenus « AHTO-
Hui 1 Kneonmatpa» mpu OnmkaiimeM pacCMOTPEHHH MHTEpECHa KaK pas
AQHTarOHW3MOM aHTHYHOT'O M PEHECCAaHCHOIO, YMEJIO CHPSTAHHOTO B 3HA-
KoMoM croxkere [25, 26]. A BoT «Tumon AduHckuiiy, Ha HaUI B3I, —
HeyOenuTeNbHOe BO3BpaIIeHHe K IPEeXHEH aHTHYHOI Mapagurme, e Bo-
IPeKH aHTHYHBIM HJIealaM ISl CMEPTH TIIaBHOTO I'epos TpareIun n3oupa-
eTcs nemd [27]. DTo HapymaeT 3CTETUKY, a BCJIEA 3a HEK TepOUYECKUil
nadoc, 00pa3 repost M 3pUTENBCKOE (YUTATETBCKOE) BOCIIPHATHE.
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[IpoGnema M3y4YeHHST MHOTOS3BIYHBIX TEKCTOB MpHOOpeTaeT 0colyro
aKkTyalbHOCTh Ha pyoeske XX— XXI BB. O0 3TOM CBHIETEIILCTBYIOT TPYIbI
oreyecTBeHHBIX (A.B. beno6patos, I'.U. Janununa, O.E. XpomoBsa) u 3a-
py6exubix (JI. ®opcrep, K.A. Kuayt, V. Baiinpaiix, D. XayreH) uccie-
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noBateneir. OcoObIil MHTEpEC B 3TOU CBS3H NPENCTABISIOT COBPEMCHHBIC
HOJWIMHTBAaJIbHBIE POMAHBI, CO3MAaHHBIC B 30Xy IIOOAIH3alUU AHTJIO-
HeMenkuM mucateneM Bunppunom ['eoprom 3ebambaoMm, HeMEUKO-py-
MBIHCKOHW MHCATEeNbHUIICH, JaypeaTroM HobeneBckol nmpemMun 1o JITepa-
Type 3a 2009 r. I'eproit Mronnep, AnekceeM MaKyIIMHCKUM, THITYIIUM
HA PYCCKOM M HEMEIIKOM S3bIKaX, AMOHCKO-HEMEIKOM mucatenbHuIel Exo
TaBanoi, aBcTpuiiCKUM nucaTesaeM, poausmeMcs B Poccun, Biianumupom
BeptnuboMm u ap. B cBoUX XyI0KECTBEHHBIX TEKCTaX OHHU BOCCO3AAIOT U
MOJICTTPYIOT MHOTOSI3BIYHYIO KapTHHY MUPA, OTCBUIAIOT K HJIee, He pa3ze-
JISIIOIIEH, a CBA3BIBAIOILEH IPaHULIbI, KOTOpas SBJIAETCS MECTOM BCTPEUU U
nuanora Kynstyp [1. C. 107].

B conMonMHTBUCTHKE KITOHATHE ABYS3BIUNS / MHOTOSI3BIUHS UCTIONB3Y-
eTCsl MPUMEHUTENIEHO K (PaKTy BIIaJICHHUS YESIIOBEKOM IBYMs / Oojiee deM
JIByMsI €CTECTBEHHBIMU SI3bIKAMU. B JIMHIBUCTUYECKOI [MO3THUKE MOHATHE
MHOTOSI3BIYHS] MOKET OBITH PACHIPOCTPAHEHO Ha (haKThI IPUCYTCTBUS <...>
B XyZ0’KECTBEHHOM TEKCTE CPEIICTB IBYX M 00JIee SI3BIKOB — €CTECTBEHHEIX,
HUCKYCCTBEHHBIX, MMapas3blKOB, KWHETHYECKHUX, S3BIKOB KYJIbTYphl U Ap.,
a Takke cMmemeHus a3bikoB» [2. C. 8]. Ilox A3BIKOM e, COTJIACHO
O.M. JlotmaHy, HOHUMaeTcA BCsIKask KOMMYHHUKALIMOHHAS CUCTEMA, T10J1b-
3YIOMIasicsl 3HAKaMH, YIOPSIOUYEeHHBIMUA 0co0BIM oOpazoM [3. C. 20]. Ilo
MHEHUIO COBPEMEHHOI HCCIIeIOBATCIBHUIBI, TEPMUH «MHOTOS3BIUME)
«OXBAaTBIBACT HE TOJIBKO SBICHUS PEUH, HO U SBJICHUS OPYTUX 3HAKOBBIX
CHCTEM», B YACTHOCTH, B XYI0KECTBEHHOM TEKCTE OHO «OOHAPYKHUBACTCSI
HE TOJBKO B MEPEIJICTEHUH Pa3HbIX SI3BIKOBBIX CHCTEM, HO U BO B3aUMO-
JeiicTBIM BepOaNbHBIX M HeBepOaTBHBIX 371eMeHTOBY [4. C. 63]. [1pu aTom
1oJ; BepOaIbHBIMU JIIEMEHTAMH MOTYT MOJpa3yMeBaThCs KaK Ipyrue
BUJBI (A3BIKH) UCKYCCTBA, TaK M A3BIK dKECTOB, MUMHUKH, IBUKECHUH.

Kak BugnM, (heHOMEH MHOTOS3BIYHS B XyI0’KECTBEHHOM HJIH JINTEPA-
TYpPHO-XYZ0KECTBEHHOM TeKCTe (M3JaHMH) CBA3aH C TUAJIOTHYHOCTbIO KaK
BEJYLIUM IIPUHLUIIOM €r0 OpraHU3ally, ¢ aKTyaJu3alueld ero KOMMyHH-
KaTHBHOM MPUPOJIBL, OJJHOBPEMEHHBIM HCIOIb30BAHUEM HECKOJIBKUX BEp-
OalTbHBIX MM BepOATbHBIX M HEBEPOAIBHBIX SI3bIKOB B XYI0XKECTBEHHON
KOMMYHHUKAIH. B MHOTOSI3BIYHBIX TEKCTaxX (POPMHUPYETCS XapaKTepPHBIH
MOJVWJIMHTBAJIbHBINA (MYJIbTHIIMHTBAJILHBIN) U MONUKYJIBTYPHBIA (MYyJIBTH-
KyJIBTYpHBIN) 00pa3 aBTopa (COCTaBHUTENS) W UUTATENA, BIAACIONINX He-
CKOJIBKMMHU SA3BIKOBBIMH U KYJBTYPHBIMH CHUCTEMAMHU U OPUEHTHPYIO-
IMUXCS B HECKOJIBKUX S3BIKOBBIX KapTuHax mupa [5. C. 105]. Baxwueitmue
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0COOEHHOCTH COBPEMEHHOM MHOTOSI3BITHON JINTEPaTypHI CBA3aHEI C H300-
pa’keHHEM MYJIbTHHAIIMOHAJIBHOTO CO3HAHUS aBTOpa, nepeaadei ruopua-
HOW HMIEHTHYHOCTH TepPOS-TIONHIIIOTa, ()OPMHUPOBAHUEM ITOIIIIHHTBAIIb-
HOTO TUIA TIOBECTBOBAHUS, BKJIIOUAIOIETO B ce0s pa3HbIC €CTECTBEHHbBIE
SI3BIKU U OJTHOBPEMEHHO «S3bIKI» (poTorpaduu, MaccMe1a, apXUTEKTYPbI
U IPYTHX BUIOB UCKYCCTB. BCE 3TO CBUACTENBCTBYET O TOM, YTO KIIOJIMHT -
BaJIbHOCTb CETO/IHS CTaja He KOJUUECTBEHHOM, a KaueCTBEHHON XapaKre-
PHUCTHKOHN TEKCTay, OTpakaroleil rmyObokue comepkaTeabHble TpaHCHOp-
MaIli{ COBPEMEHHOTO XYA0)KECTBEHHOTO MBIIUICHHS M «CaMOIIOHUMAaHHUE
kynsTyph» [1. C. 107, 108].

B ornuuue oT coBpeMeHHOM IuTepaTypsl B nuTeparype XIX B. MHOTO-
S3BIYNE TIEPEIAacT OTKPBITOCTh CO3HAHUS aBTOPA U I'eposl APYTUM SI3BIKAM
U KyJIbTypaM, UX CTPEMIIEHHE K IIPEOIONIEHHIO TPAHUL] HALIMOHATIBHOM 3aMK-
HyTOCTU. DEHOMEH IBYA3bIYUs (MHOTOSA3BIUMS) B XY/J0)KECTBEHHBIX TEKCTaX
U INTepaTypHO-XyI0KECTBCHHBIX M31aHuAX XIX B. oTpaxkaeT 0COOCHHO-
CTH A3BIKOBOTO CO3HAHUS aBTOPOB, NIE€PEBOJUYUKOB, M3JaTENeH, KOTOPBIE
BOCIIPUHUMAIOT ce0sl MPEeXJe BCEro Kak JroJeil KylbTypbl, Kak co3jare-
Jei, HocuTeNned M PelUIHEHTOB Pa3HBIX HAIMOHANBHBIX MHPOOOPA30B,
MPU3BAHHBIX B3aMHO «amantupoBarb» ux [6. C. 21-28]. PaccmoTpum
3TO siBIeHHUE Ha Marepuane Tpareauu lllekcnupa «"amuery», XxpaHsiencs
B KHIKHOM coOpaHuu rpagoB CtporaHoBsix B HayuHoit 6ubauotexe Tom-
CKOTO YHHUBEPCHUTETA.

H3BecTHO, 4TO MOCIEIHUM BIIaAeNbIeM pofoBoii Oubmmorexkn Crpora-
HOBBIX 0bUI rpad ['puropuit Anexcanaposuu Ctporasos (1770-1857), uien
I'ocymapcTBeHHOTO coBeTa, poccuiickuii mociaanHuK B Mcmannm (1805—
1809), IIseruu (1812—-1816), Typuun (1816—1821), rmaBa poccuiickoi
Jeneranyuy Ha KOpOHAIMU aHTIUickoil koponessl Bukrtopuu B JIoHn0HE
B 1838 r. bubnmoteka I'.A. CtporanoBa Oblia IMO’KEPTBOBAHA €TI0 CHIHOBB-
svu B 1879 r. Tomckomy yHuBepcuTeTy. B HacTosee Bpemsi OHa Hac4H-
TBIBAa€T CBbIIIE 26 THICSY TOMOB Ha (PpaHIly3CKOM, aHTIIMHCKOM, HEMEIl-
KOM, UCIIAHCKOM, UTAJIbTHCKOM, PYCCKOM U JPYTHX s3bIKax [7]. B 6ubmauo-
Teke CTpPOraHOBBIX MMEETCSI HECKOJIBKO JIUTEPATYpPHO-XY10KECTBEHHBIX
U3aHUM, IPOUTIOCTPUPOBAHHBIX U3BECTHBIM HEMELKUM XYI0KHUKOM U
rpasepoM Opunpuxom Asryctom Moputuem Petuem (1779-1857). Cpenu
Hux tparegus U.B. I'ére «Daycty, «llecHp o Komokome» M Oajutajibl
®. [unnepa [8. C. 59]. IlpenmeTom Ke HAIIETO PACCMOTPEHHS CTAaHO-
BUTCS CEpHAIbHOE M3/IaHME 1OA Ha3BaHUeM «['anepes K ApaMaTH4ecKUM
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npousBefeHusMm lllexkcnupa. ['paBropel B ouepkax Moputna Peryay
(Gallerie zu Shakspeare’s Dramatischen Werken. In Umrissen erfunden
und gestochen von Moritz Retzsch) 1 KOHKpETHO ero MepBbIA BBIMTYCK,
nocesiieHHbIN Tpareaun «[amuer»: «['anepes K ApaMaTH4ecKUM HpPOH3-
BenenusMm lekcrmupa. Tammer. Wmmoctpanuu Perway (Gallerie Zu
Shakspeare's Dramatischen Werken. Hamlet. Illustrated by Retzsch) [9].
OT0 MHOTOSI3BIYHOE JINTEPATYPHO-XY10’)KECTBEHHOE H3/1aHUe-Tajepest Bbl-
uuto B Jleitnuure u Jlongone B 1828 r. OHo BKItOYaeT B ce0s MOCBSILICHHE
aHrnmuiickomy kopoiro [eopry IV (1762-1830) Ha aHMIHMICKOM SI3BIKE,
MpenuciIoBue oT m3natess DpHeTa ['epxapnaa Onsiinrepa (1799-1832) Ha
HEMEIIKOM f3bIKE, TOSACHEHHS 1 KOMMEHTApUH U3BECTHOTO (DMIIONIOTA U TTH-
carens Kapma Asrycra bérrurepa (1760—-1835) n xynoxxanka @puapuxa
Asrycta Mopumna Perga (1779-1857) Ha HEMETIKOM SI3BIKE, CIIHCOK JACH-
CTBYIOIIMX JIUII Tparenun «['amieT» Ha aHTIUHACKOM, HEMEIKOM U (paH-
ITy3CKOM SI3BIKaX, 17 4epHO-0eIbIX MITIoCTpaluil Perda ¢ mapannenbHBIMU
OTPHIBKAMH HA aHTIIMHACKOM, HEMEIIKOM U (DpaHITy3CKOM s3bIKaX. MOKHO
CKa3aTh, YTO B 3TOM H3JaHUU HCIIOJIb3YIOTCS TaKU€ BUbI MHOTOS3BIYMS,
KaK JINTEpaTypHOE TPUA3BIYHE U cOUeTaHHe BepOabHOTO, BepOaIbHO-TIIa-
CTUYECKOTO (TeaTp) W BHU3yalbHOTO (KMBOIIMCHOTO) SI3bIKOB KYJIBTYPBHI.
Otcroa u3yyeHue u31anuil oJOOHOr0 TUIIA MOXKET OBITh IPOAYKTUBHBIM
Yyepe3 UCIMOb30BaHKe MOJMIMHIBAIBHOTO, TIEPEBOAYECKOT0 U UHTEpMe-
IHAJIBHOTO TIOAXOIOB.

OO6patuMcs K aHaJM3y M3BECTHOro MoHouora ['amirera «bBITh nn He
OBITH — TAKOB BOIIPOC» B CBETC HAMCUCHHBIX IOAXOO0B. MOHOHOF, KakK Hu3-
BeCTHO, HaxoauTcs B 1-#1 cuene II akTa u mepegaet «Tpareuio CO3HAHMSD)
COBPEMEHHOM MBICIIAIIEH JIMIHOCTH, KOTOpas oOpedeHa Ha Oe3lesTelnb-
HOCTb, PACKpBIBAE€T BHEUIHIOIO U BHYTPEHHIOIO HEYCTPOEHHOCTH JKHM3HH,
omymeHue obmero HeoOmaronomyuus mupa [10. C. 147, 150]. Monosor
['amnera npeacTaBieH B JaHHOM M3JaHUM HA aHIJIMACKOM, HEMELKOM U
(b paHIy3CKOM s3bIKaxX. 31ECh 3aKOHOMEPHO BO3HUKAET BOIPOC O BO3MOXK-
HOCTH COCYHICCTBOBAHUA PAa3HbIX WHOA3BIYHBIX IEPEBOJOB OJHOT'O U TOT'O
JKe XyJOKECTBEHHOTI'O TEKCTa MK ero (pparMeHTa B OTHOM M3gaHuu. Kak
M3BECTHO, KIIACCUYECKUN Xy10’KECTBEHHBIH MepeBO NpeCcTaBisieT co00ii
0c0oOBIi ciryuail OMITMHTBU3MA, CBSI3aHHBIN € CUTyalHeil ABYSI3bITHON KOM-
MYHHKAIU1, B IIPOLECCE KOTOpOﬁ NIEPEBOAYHNK BBIPpAXKACT KMHBIMU CPEI-
CTBaMH TO, YTO YK€ MOJYYUIIO CBOE BBIPAKEHUE B OPUTUHAIBHOM TEKCTE.
[Ipu 3TOM BaxkHelIIask OCOOCHHOCTh MIEPEBOIA BUANUTCSA B TOM, YTO B HEM
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BOCCO3/Ia€TCS HOBAsI XyI0XKECTBEHHAs PEalbHOCTh Ha JPYTOM SI3BIKE «CKBO3b
npU3My JABOWHOW CYOBEKTHMBHOCTH MHPOBOCIIPHSTHS, CYOBEKTHBHOCTH
aBTopa u nepeBomunka» [11. C. 316, 319]. B cnydae xe mepeBoa Xyma0-
JKECTBEHHOI'0 TEKCTa Ha HECKOJBbKO MHOCTPAHHBIX S3BIKOB MOYKHO I'OBO-
PUTH 00 0000 MONMUCYOBEKTUBHOCTH MUPOBOCIIPUATHS, 00 BEAUHSAIOLICH
CyOBEKTHBHOCTH aBTOpPA OPUTHHAIBHOTO TEKCTa U CYOBEKTUBHOCTH JIBYX
u 6onee nepeBoaunKoB. [Too0Has MonuCcyOBEKTUBHOCTh OKA3bIBAET BIIU-
SHUE Ha 0COOEHHOCTh YMTATENbCKON PElENUU KaK OPUTHHATIBLHOTO, TaK
W MEepPEeBOJHOTO TeKcTa, GopMHUpPYsl XapaKTepHOE MOJIUS3BIYHOE M TOJIH-
KYJbTYPHOE BOCIIPUSTHE MUPA.

Uro kacaeTcsl JAHHOTO W3JaHUsA, TO 3[€Ch MOJ MOJUCYOBEKTHOCTHIO
MMOHUMAIOTCS ACTETUYECKHE YCTAHOBKY aBTopa Tpareaun «[ amiuery, ee me-
PEBOAYMKOB HAa HEMENKHHA W (DpaHIy3CKHH S3BIKH, €€ MLIIOCTpaTopa
Perua, no3unus usgarens Oisifmepa 1 KOMMEHTaTOPOB TEKCTa U PUCYH-
KOB K HEMy, HalpaBJICHHBIX Ha ()OPMUpPOBAHHE YHUBEPCAIBHOTO THIIA
YUTATENs], YATATEINA-IHIUKIONEANCTA, OTKPBITOTO Pa3sHOOOPa3HBIM SI3bI-
KOBBIM U HUCTOPUKO-KYJBTYPHBIM TpaaulusM. B 3TOM cMbIciie JTUYHOCTD
Bianenbla oubnuorexku rpada I'.A. CtporaHoBa, AWIIIOMaTa, PyCCKOTO
eBpoIeiilla, 3HaBIIETO HECKOJIbKO MHOCTPAHHBIX SI3BIKOB, COOTBETCTBYET
TaKOMY TUIy YyuTaTeas. MOXXHO CKa3aTh, YTO JJaHHOE M3JaHHE MpeICTaB-
JseT co0OM XapaKTepHYI0 KHUTY-TPUIIMHIB, B KOTOPOW (HOPMHUPYIOTCS
CJIO)KHBIC TEpHApPHBIC OTHOIICHUS MEXIY S3bIKAMH W HAIMOHAIBHBIMH
KyJIbTypaMH, NPUBOIALIME K OCO3HAHUIO CaMOCTOATENbHOH IEHHOCTH
Bcex sa3b1koB [12. C. 140].

PaccmoTrpum ocobeHHOCTH TiepeBoaa MoHoJora ['amMieTa Ha HEeMETKHiA
SI3BIK B JIAHHOM M37aHuH, BeimosHeHHOTo A. [llnerenem (1767-1845). Us-
BECTHO, YTO NEePEeBOJI IEKCIIMPOBCKOM Tpareanu Obul cienad um B 1799 1.
HHTepec HeMEKUX POMaHTHKOB K 3TOMY MPOU3BEICHUIO BO MHOTOM OBLI
o0ycioBiieH pa3dopoMm ero B pomane ['ére «['ombl yueHus Bumbrenapma
Meiictepa» (1796), B koTopoMm ['amieT onmuchiBaeTcs Kak «IIpeKpacHoe,
4qHUCTOE, OJIaropoJHOE, BBICOKOHPABCTBEHHOE CO3/aHUE, JTUIICHHOE CUIIBI
YyBCTB» M THOHYyIIEe «Imo1 OpeMeHeM, KOTopoe HH HECTH, HU COPOCHTH
emy He gano» [13. C. 199]. B to xe Bpems oOpalleHHe K TBOPUECTBY
[excnupa cBA3aHO ¢ pa3padOTKON BaKHEHIINX BOMPOCOB POMaHTHYE-
CKOH 3CTeTUKM B TpyJax npexacrasuteneil enckoil mkounsl: . [nerens,
B. I'. Bakenponepa, HoBanuca, JI. Tuka, @. lllennuura u np. B ux uucne
BOTIPOCHI O POMAaHTU3ME KaK BBICHICH (OpPME COBPEMEHHOI'O0 MCKYCCTBa,
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0 POMaHTHYECKOH HPOHHUH KaK BBHIPKEHUH MPEACTHHON CBOOOIBI XY I0XK-
HUKa-TBOPIIA, O CHHTETU3ME JKaHPOBOW CHCTEMBI poMaHTH3Ma U 1p. Tak,
Hanpumep, . Illnerens (1772-1829) B kaure «O0 M3ydeHUH TPEUSCKOM
moa3um» (1797) orHocut TBOpuecTBO Illekcnupa k BepinHaM COBPEMEH-
HOI 1M0331H, a Tpareanto «['aMeT» Ha3bIBaeT «IIEAEBPOM XYyI0KECTBEH-
HOI Myapoctn». Ot numiet: «B “I'amiere” Bce oT/enbHBIE YaCTH pa3BU-
BAIOTCA C HEOOXOAMMOCTBIO M3 BCEOOIIEro LEHTPa», — U 3TUM LEHTPOM
okasbIBaeTcs xapakrep 'amiiera. O6pa3 I'amiera B TpakTOBKe HEHCKUX PO-
MaHTHKOB TIPEJCTABIICH KaK THIl pe(IeKCHPYOIIEro reposi, B KOTOPOM
«JIeATeNIbHOE HAayaJI0 COBEPLICHHO YHUUTOKEHO» U B KOTOPOM BOILJIOLICH
Oe3rpaHIYHBIN pa3naa Mexay JyMarollei u nestenpHoi cusoit [14. C. 49].
B nepemnucke ¢ 6patom A. I1lneresns TOBOPUT O MPHUHITUIIE B3aHMOOTPaXKe-
HUS KaK KOHCTPYKTUBHOI OCHOBE H300payKeHNUS XapaKTepOB B TBOPUECCTBE
aHTJIHMICKOro IpaMaTypra, orMeyas, uto «Lllexkcrnup npeBpamaer Kaxxi0ro
U3 CBOMX TJIABHBIX I€POEB B 3€PKallo, IJI€ OTPAXATCS BCE OCTAIBHBIC,
U TaK Mbl y3HaeM BEILlH, KOTOPbIE HE MOIJIU PACKPBITHCSA NEepe]l HAMH HeTlo-
cpexacteenHoy [15. C. 265].

Ilepeson B nenom coorsercTByeT opurunany. Kak u Illexcriup, A. ne-
refib UCIOJIb3YeT OAUHHAALATH- U AECATUCIIOKHBIE CTUXH, OAHAKO MENOo-
JIMKa MOHOJIOTa B aHIJIMICKOM TEKCTE IIepeAaeT HeMpepbIBHOCTD MpoLecca
peduiekcun JaTCKOro MPHHIA, B TO BPEMs KakK MEPEBOAYUK HCIIONB3YET
0oJIbIliee TI0 CPAaBHEHUIO C OPUTHHAJIOM KOJHYECTBO CTHXOB C BOIPOCH-
TEJIbHOW M BOCKJINLIATENIbHOW MHTOHAIIUEHN, aKIIEHTUPYsI BHUMAHUE Ha JHC-
KPETHOCTH MBIIIIJICHHUS reposi 4yepe3 opopMIleHHe HHTOHAIIMOHHOM 3aBep-
IICHHOCTH OTAETBHBIX (PParMeHTOB TEKCTa M 4Yepe3 OTKa3 OT CIIOXHBIX
CHUHTAaKCUYECKUX KOHCTPYKLHUH B M0JIb3Y KOPOTKUX NpeanoxeHuid. Cp.:

ITopcrpounsrit
IepeBoI

IlepeBon
A. lllnerens

[HoxacTpounsrit

Opurnnan
HnepeBojt

To sleep, perchance
to dream — ay,
there's the rub...

YcHyTb, BO3MOKHO,
BHUJIETH CHBI — [13,
€CTb 3aTPYJHEHHE. .

Schlafen! Vielleicht
auch trdumen! Ja,
da liegts...

VYcHyTs! MOXeT ObITh,
BUIETH CHBI! Jla, BOT
YTO PacIOIOKEHO. ..

B tekcre Lllexcnupa qaHHBIN (hparMeHT NPeACTABIIET HAYaI0 EAUHOTO
CJI0)KHOCOYMHEHHOI'O U CJIOXKHOIIOJYMHEHHOIO MPENI0KEHU C BPEMEH-
HBIM U U3bSICHUTEIbHBIM IIPHIATOUHBIMH U BKIIFOUAET B CE0s MATh CTUXOB.
A. [IInerenp nepeBOAUT NEPBbII CTUX, UCIIOJIb3YsI KOPOTKHE OJHOCOCTaB-
Hble U JBYCOCTaBHBbIEC NPENJIOKEHHUS C BOCKJIMLATEIbHON HMHTOHALUEH,
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MPHUIaBasi MOHOJIOTY T'epOsi OTPHIBOYHOCTh W BHYTPCHHIOK SMOIIMOHAIb-
HOCTb.

OO0parraet Ha ceOs BHUMaHUE U TO, Kak A. I1lnerens mepeBoguT Havao
moHosora. Cp.:

[MoacTpounsrit ITepeBon ITopcTpounsrit
TIePEeBOT A. lllnerenst TepPeBOI
To be, or not to be | BriTh niu He ObITh | Sein oder Nichtsein | Britue nnu HeObITHE

Opurusan

Bwmecto anrnmiickoro riarona to be — «0bTe» A. Llerens ucnons3yet
cymectButenbHble das Sein u das Nichtsein — «ObiTue» u «HeObITHEY. Ha
HAIIl B3TJIA[, BRIOHpAst OTH aOCTpaKTHBIC CyniecTBUTENbHBIE, A. [llnerens
B COOTBETCTBUU C SCTETUKON POMAaHTU3MA MBITAETCS COSAUHUTE JINYHOE U
BceoO1Iee, BEIOOP OTACIBHOTO MHAMBUJA C COCTOSHHUEM MHUpa B IICJIOM.
Eme onna ocobennocts nepesona A. lllneresnst BUANTCS B TOM, YTO B HEM
B OTJIMYHME OT OPUTMHANIA B OTACIBHBIX CTUXAX MepealoTCsl He aKTUBHBIC
JICHCTBHA YETIOBEKa, a paCKphIBaeTCs ero peduiekcrs Ha BHEITHUE 00CTOs-
TenbCTBa. Hampumep, B ciiemyromeM OTpBIBKE:

Oparusan ITopcTpounsrit IlepeBon IToacTpounsiit
TepeBO A. llnerens TIepeBON
Und zu wissen, U 3HaTh, 4TO COH
...and by a sleep |...u B 3TOM cHe MBI |daB ein Schlaf yueBHyto 60iib
to say we end COOOIINM KOHEII Das Herzweh und die |u Teicsiay ymapos
tausend StoBe endet  |3axoHuMT

311ech B OpPUTHHAJIE UCTIONIL3YETCS COYETaHNE MHOXKECTBEHHOT'O JIMYHOTO
MECTOMMEHHS ¢ TJIaroyioM we end — «MbI 3aKOHUIUMY, a y A. [1lnerens Schlaf
endet — «con 3akonuuTy. Takxke A. [llnerens HHOTA 3aMEHSIET B IEPEBO/IC
SMOIMOHATTLHYIO JIGKCUKY OpUTHHAJIA Ha STTUTETHI, IIEpeJarolie B O0bIei
Mepe MCHXOJIOTHIECKOE COCTOSHHE Teposi, KaK, HallpuMep, B CIEIYIOMIEM
OTpBIBKE, B KOTOPOM aHImiickoe Hapeune devoutly, KoTopoe mepeBouTcst
KaK «HA0O0XKHOY», «OIarouecTUBO», «MCKPEHHE», 3aMEHSCTCS HA MpHjara-
TENBHOE INNigste — «TECHBINY, «KMHTUMHBINY, «3a{yIICBHBIID, «CEPICUHBII:

IToacTpouHbIit IlepeBo IToxcTpouHkrit
Opurusan ACTP PEBOIL ACTD
TepeBoJl A. llnerens TepeBoJ
...'tis a consumma- e e 3TO ICJIb,
: ...'s ist ein Ziel,
tion ...9TO 3aBEpILICHUE L Camast ”HTUMHas
Aufs innigste zu
Devoutly to be VICKpeHHE JKeJIaHHo. | .. JUISL TOTO, YTOOBI
S wiinschen
wish'd. JKENATh.
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B menmom ke, Kak OTMeUali COBPEMEHHUKH, B CBOMX HepeBoaax A. [lme-
renb caenan Llekcrnmpa «HeMenkum moatom». B oOpase xe «OecroobHoro
I"amireTa», o MHEHUIO 01HOTO U3 repoeB noBectr D.T.A. 'opmana (1776—
1822) «HeoObIKHOBEHHBIE CTPaJaHus OHOTO AUpEeKTOpa TeaTpoB» (1818),
MOKa3aHO «CO3HAHHE HECOOTBETCTBHS MEX]y BHYTPEHHUM MHPOM YeIo-
BEKa M BHEITHUM MHPOM», KOTOPOE «HH OJHMH IOABHUT HE B COCTOSIHUH U3-
TJIaJIUTh U3 €ro yMa U KOTOPOe KOHYAETCA JIUIIb BMECTE CO CMEPTHIO» [16.
C. 418]. MoxHo cka3atb, uyTo A. lllmerens B COOTBETCTBUHU C ICTETHUKOMN
HEMELKOTO pOMaHTH3Ma B CBOeM IMepeBoje «['amiera» akIeHTHPOBA
BHUMaHHE Ha QPUIOCOPCKON, ICTETUUECKON U TICUXOJIOTHYECKON MpobIe-
MaTHKe MPOM3BEICHUN aHTIMIICKOTO ApaMaTypra, IpeACTaBHB TJIABHOTO
repost Tparenun llexcrmpa xak pedaeKCHPYIOMYIO JIHIHOCTh, OCO3HA0-
LIyI0 TParM4eCKuil pasnaj MeKAy OTAEIbHON 4eJI0BEYECKOM BOJIEH U pa3-
PYUIUTEIFHBIME 3aKOHAMH MHPO3IaHHSL.

IepeBon «["amireTa» Ha (paHIly3CKHI S3BIK B TOM H3IaHUU OBLT BBI-
mosteH I1. Jletyprepom (1737-1788), KOTOpEIiA, Kak ©3BECTHO, TIEPEBO U
TpareIuio Mpo30ii. B 3ToM BUIUTCS €ro riiaBHOE OTIMYKE OT OpUTHHATIA U
ot nepeoaa A. lllnerens. Briocnencteuu nmepeos Jletypaepa Obu1 oTpe-
naktupoBad @. ['mzo (1787-1874) u A. IMumo (1795-1877) nns HoBorO
coOpanmst counHenuit lllexcnmpa Ha (paHIy3CKOM SI3BIKE, BBIIICIIICTO
B [Tapmxke B 1821-1822 rr., M3 KOTOpOTO, MO HAMIEMY MPENOIOKEHHUIO,
W OBUI B3AT JJIsl JAHHOTO WJLTIOCTPUPOBAHHOTO W3JAHHUS TEKCT Tpareiauu
«lamner» Ha ¢paniry3ckom sa3eike [17]. B mpeaucnosun x 3Tomy cobpa-
HUIO COYMHEHUH ['n30 noMeniaeT cBoi 3HaMeHUThIN 3o «Ku3Hp [lekc-
nupay (Vie de Shakespeare), riiaBHast MBICITb KOTOPOTO CBOJUTCS K TOMY,
YTO «aHTIHMHACKUI JApaMaTypr yTBEPKIAJl 3aKOHOMEPHOCTh HCTOPHIECKOTO
JBIDKCHUS U yCTaHABIIMBAI CBS3b HPABCTBEHHOT 0 HavasIa ¢ uctopueii» [18.
C. 106]. BaxHeii1yto 3cTETHYECKYI0 0COOEHHOCTh Tpareuii aHrIMHCKOTO
apaMatypra ['u30 BUAUT B TOM, UTO B HUX COOBITHS TPYNIIUPYIOTCS BOKPYT
TJIABHOTO T'eposl, «OH HAYalo W KOHEI, OpyIue W IeNb IperHadepTaHui
CyILOBI, 10 BOJIE KOTOPOW B 3TOM MHpe <...> BCE JIENAeTCs pyKaMH 4ello-
BEKa, HO HUYTO — COTJIAaCHO ero 3ambiciam» [19]. B koHTekcTe poMaHTH-
4yeckoit gunocodun ucropun u Gpuiocopun Cyap0bl HHTEPIPETUPYETCS
I'm3o u mpupoma Tparmdeckoro koH¢umkra y lllekcnmpa, cBs3aHHAs
¢ m300paxkeHneM «OOpHOBI YCHIIHIA YelIOBEKa U HEMPEKJIOHHOCTU CYIb-
0b» [19]. Ilo MHEHHIO (paHIly3CKOTO KPUTHKA, B (prHANE Tpareauu repoii
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«TaJaeT )KePTBOU MpeqHaYepTaHIi, CBEPIICHIE KOTOPEIX OH 00ECTICUHII,
IIOKa3aB CBOCH Cymp0O0il, Kak Maslo 3HAYHUT YEIIOBEK JaXKe B OCYIICCTRIIC-
HHAH TOTO, 9eMy oH momorai» [19]. B menom xe, ¢ Touku 3penust ['u3o,
MICKCITMPOBCKAs Tparcans — 3TO MPEKJAC BCEIo HCTOPUICCKAA U IICUXOJIOTU-
Yyeckasi JpaMa, BEAyILIMM KOHCTPYKTMBHBIM IMPHHIIUIIOM KOTOPOH CTaHo-
BUTCS IPUHIIHIT ¢ANHCTBA BriedatieHus. KommenTapuu k «[ amiety», Hame-
YaTaHHBIC B TIEPBOM TOME 3TOTO COOpaHMS COUMHECHWH, OBUTM HAIIFICAHBI
HCTOPHKOM, BIIOCIIC/ICTBUH (PPaHITy3CKHM IOoCIaHHHUKOM B IletepOypre
I1. ne Bapantom (1785—-1866). HepemunrensHocts ["amnera bapanT 00bsic-
HSET OOIIMMH «CTPaJaHUSIMH YEIIOBEYECKOU MPUPOIIBD», a B TPArHIeCKOM
(uHAaJe TheChl BUANT HE TPy POKa HIIH MPOSIBICHHE CBOOOIHON BOJIH Te-
posi, a JelcTBUE CiIy4as, KOTOPBIA «CIY)KUT MPUYMHOU BCEX COOBITHI
[18. C. 107]. OT™MeTHM, 9TO MCCIAEIOBATEIN BBICOKO OLIEHHUBAIN JaHHOE
coOpaHHe COUMHEHHI aHTJIMUCKOTO JpamMaTypra JUis CTaHOBIIEHUS (ppaH-
my3ckoro mexcrupoBeaenust B konue X VIII — nepsoit tpetn XIX B. [20.
C. 244].

Ilpu cpaBHEHMH OpUTHHAIBHOTO TeKcTa «['amieTra» ¢ (paHIry3cKuM
MIPO3anvYeCKUM NIEPEBOJIOM CJIEIyeT OTMETHTD, YTO B MIPO3aNIECKOM Iepe-
BOJIC MPUCYTCTBYIOT BHyTpeHHHE pudmer (Mourir... dormir... — «Yme-
pPeTh... YCHYTH...»; Mourir... dormir... dormir! — «YMepeTh... YCHYTb...
YCHYTB!»), KOTOPBIC COOOIIAIOT My N3BECTHYIO MO3THYHOCTb, KaK, HAIIPH-
Mep, B CJIEAYIOIIEM OTPBIBKE:

N Iepesop Jlerypuepa. .
[ToncTpounslii peBO YPHEp . IToncTpounslii
OpwuruHan OTpeNaKTHPOBAHHBIN
MepeBOT TIepeBOT
I'n3o u [umo
To die —to sleep, |Ymepers — ycHyTh, |Mourir... dormir...  |YMepeTs... YCHYTb...
No more; Hudero Gonpie; plus rien... OoJIbIIIe HUYETO. ..

Berpeuaromeecss B mepeBojie TaHHOTO (parMeHTa MHOTOTOUYHE akK-
[IEHTHPYEeT BHUMAaHHUE Ha H300pakeHUH pedIekcuu repost Kak Isiie-
rocs mpouecca. [IoBBIIIEHHYIO 3MOIIMOHAJIBHOCTh JAHHOMY MOHOJIOTY
npuaaet OoJIbIIee IO CPAaBHEHUIO C OPUTHHAIOM KOJIHYECTBO MPEII0Ke-
HHI ¢ BOCKIMUIATEIBHON U BONPOCUTEIBHOM MHTOHanuen. Mcrnonp3oBa-
HIE XapaKTePHbBIX aPXCTUMHICCKUX MeTaQop U aKyCTHIECKONH 00pa3HOCTH
MPU3BaHO MEpPeAaTbh 0COOYH HAIPSIKEHHOCTh BHYTPEHHETO COCTOSHHS
repos. Cp.:
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Ilepesop Jlerypuepa,
OTpelaKTUPOBaHHBIN
T'uzo u IMumo

ITopcTpounsrit
TIepEBOJ

IToncTpounsrii

Opurusan
nepeBo]

W BoopyKuUThCS
JU1s1 60pBOBI TIPOTHB

Or to take arms |Wnu B3sTh Opyxue

. Ou s’armer en guerre
against a sea of |mportuB Mops Gex

contre un océan de

troubles U yepes conpoTus- | . . OKeaHa TopecTei u,
. miseéres et, de haute
And by opposing |ieHue monoxkuTh C IPOMKHM GoeM,
lutte, y couper court?..
end them. MM KOHEII. MPEKPATUTh 3TO?..

Bcerpeuatonieecs y lllekcrimpa BeipaskeHue sea of troubles — «mope 6em»
(bpaHITy3CKHl TIepeBOTUHMK 3aMEHsET Ha océan de miséres — «OKeaH rope-
CTeil», COCeNCTBYIolee ¢ ABOMHON akycThueckoi meTtadopoit de haute
lute — «c rpoMkuM Goem». 3aBepIaeTcs ke ITOT PparMeHT NpeUIoKEHHEM
C BOTIPOCHUTEILHON MHTOHAIMEH, OTCYTCTBYIOIIEH B opurunaine. M3o6pa-
JKCHUE BHYTPEHHETO COCTOSHHUS T'epOsi, BEIHYKICHHOTO OOPOTHCS C BHEIII-
HUMH 00CTOSATEILCTBAME M OJHOBPEMEHHO C CaMHUM CO0OH, IToTIepKIBa-
eTcs B TEpPEeBOAE HCIIONB30BAHUEM MCHXOJIOTHYECKON JeKCHKH. Tak,
HanpuMep, B clieAytoieM (parMeHTe KOHKPETHOE aHTIIMICKOE CYIEeCTBH-
TenbHOE the Whips — «XIIBICTBIY (PAHITY3CKUIl MEPEBOJYMK 3aMEHSCT Ha
BBIpa3uTeENbHOE SUpporterait — «camobuueBaHmey:

[lepeBon Jletypuepa,
OTpEeAaKTUPOBAHHBIN
I'uzo u Ilnmo
For who would  |Kto Gyzer caocuts |Car qui supporterait les 1160 BeiHecTH camo-

bear the whips and |xneictsr u ipe3pe-  |flagellations et les hu- |6uueBanust u ynu-
scorns of time HHUE BpEMEHU miliations du présent |>keHHs HACTOAIIETO

IToncTpounsiit
TIepeBOT

[ToncTpounsiit

Opurunan
HepeBoj

B uesnom xe nepesox Jlerypuepom «I'amieTa», OTpeJaKTUPOBAHHBIH
I'uzo u [1umo, BUChIBaeTCs B 3CTETUKY (PpaHIly3CKOIO pOMaHTH3Ma, B KO-
TOPOM HCKITIOUYUTENBbHAS POJIb OTBOJAUTCS N300PKSHUIO MUPA TYIICBHBIX
NEPEeXKUBAHUNA TIeposi, NMPOTUBOMOCTABIECHUIO MCKYCCTBAa AHTHMYHOCTH —
HCKYCCTBY HOBOT'O BPEMEHH, W JIUTEPATYphl MOJAPaXKaTeIbHON, OPUEHTH-
pyroleiicss Ha aHTHYHBIE O0pasIlbl, — JIMTepaType HaMOHAIbHOH. Tak,
Hanpumep, XKepmena ne Cranb (1766—1817) B cBoeit W3BeCTHOI padoTe
«O nureparype, pacCCMOTPEHHOH B CBSA3M C OOILIECTBEHHBIMU YCTaHOBJIE-
HusMI» (1796-1799) numrer o Lllekcnupe Kak o BbIpa3uTeie aHTIIMHCKOTO
HaLMOHAJILHOTO XapaKTepa U JyXa CEeBEpHOM JMTepaTyphl, KOTOpas He
noJpaxkajia peBHUM M C KOTOPOW HauMHAeTcs HOBas JuTeparypa. OH
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MIEPBEIM M3 TOTOB HOBOTO BPEMEHH <OKHBOIIHCAIT BHICIITYIO CTEIICHb HPaB-
CTBEHHOTO CTpaJaHUs», H300pa3uil BEIUKOE eIMHOOOPCTBO «MEXIY CY-
[eCTBOBaHUEM U HeObITHEM». B 0o0pase ['amnera, Odenuu, kopons Jlupa
AHIIAACKHUHA ApaMaTypr MOKa3blBaeT Oe3yMue Kak KapTHHY «HpPaBCTBEH-
HOT'0 KOpabJIeKpyIIEeHNUs, KOTOPOE TEPIIUT YEIOBEK, CIOMJICHHBIN KU3HEH-
HBIMH OypsSMI», a TAKXKE «C BOCXUTHTEIFHOH IIPABIUBOCTHIO M AYIIECBHOM
CWJIOI MpencTaBiAeT 0AuHOYECTBO cBouxX repoes [21. C. 196, 197, 204,
205]. B TpakToBke o0pa3a ['amnera Ctanbs oKa3bIBaeTCsi BO MHOTOM OJIM3Ka
Touke 3peHus ['€re, o koTopoii roBopuiocs Belie. I1o ee MueHuto, ['amier
«0OTIBIIIE TIOMBITIIIIET O CAaMOYOUICTBE, HEXKEM O MECTH; KaKOTO 0JIaropo/i-
CTBA UCIOIHEHA MBICIIb H300pa3UTh 10OPOAETEIHHOTO YEIOBEKA, KOTOPBII
HE B CHJIaX HU J)KUTh B OKPY>KCHUHU HETO/I€B, HU COBEPIIUTH CBOH ropecT-
HBII JIOJT ¥, IPECTYINNB 3aKOH, OTOMCTHTH yowuiiie!» [21. C. 204].

I'maBa ¢panmy3ckux pomantukoB B. ['toro (1802—1885) B 3HameHuTOM
npenucioun K apame «Kpomsenby (1827) HaspiBaer [llekcmpa «6orom
creHbl». Kak M3BECTHO, B 5TOM IIPETUCIOBHH IHCATENb BBIACISCT TPH
STIOXH B Pa3BUTUH UBHIM3ALNH: IEPBOOBITHYIO, AaHTUYHYIO ¥ HOBYIO, KO-
TOPBIM COOTBETCTBYIOT pa3HbIE POJBI MOI3UU: JIUPUUECKasl, SIHUECKas U
npamaTudeckast. Lllexcmup, B TpakToBKe [ T0r0, — 3TO IT0AT HOBOTO BPEMEHH,
KOTOPBIH IDIOOTBOPHO COCIHMHSET B CBOMX JPaMAaTHUCCKHX IPOU3BEIC-
HUSIX TPOTECKHBIC U BO3BBIIIEHHBIE 00pa3bl, KOMUUYECKOE U TParHyecKoe
HayaJlo, BHOCA B XyI0’KECTBEHHBIN TEKCT pa3HooOpasue BreyaTinenui. Ta-
KOBOH, HalIpuMep, ABJISICTCS OTMEUCHHAS FIM CIIeHa BCTpeuH [ amiera ¢ Mo-
runblivkamu. B nenom ke, numer I'toro, repon [llexcnupa N'amner, Mak-
6et, OTe10 KaK repor IpaMbl OKA3bIBAIOTCS KHUBBIMH JIFOABMH B OTJINYHE
0T MU(OIOTHIECKUX T'ePOEB NEPBOOBITHON JTHPUUECKON MOA3UH Aama,
Kauna, Hos u repoeB anTuuHoro snoca Axuiia, Atpes, Opecra [22].

Crennans (1783-1842) B Tpakrare «Pacun u llexcrup» (1823, 1825)
otHOoCcUT TBOpuecTBO lllexcnmpa, unnepa, balipoHa K poMaHTUYECKON
no33uu. [ToHnMas noJ poMaHTU3MOM «HMCKYCCTBO JaBaTh HapoJaM TaKHe
JIUTEpaTypHbIC IPOU3BEACHHS, KOTOPBIC IPU COBPEMEHHOM COCTOSIHUU MX
00BIYaeB U BEpOBAaHUIA MOTYT IOCTaBHTH UM HaMOOJbIIee HACTAKICHUCY,
aBTop oTHOCHT Lllexcnupa K pOMaHTHKaM Ha TOM OCHOBaHUH, «UYTO OH T10-
Kazan aHramuaaMm 1590 rona crmepBa KpoBaBbIe COOBITHSI TPAXKAAHCKUX
BOI{H, a 3aTeM, YTOOBI JaTh OT/IBIX OT 3TOTO MEYANBEHOTO 3PEININA, MHOXKE-
CTBO TOHKHX KapTHH CEpPICYHBIX BOTHCHUH 1 HE)KHEHITHX OTTEHKOB CTpa-
ctu» [23]. MHave roBopsi, B COETMHEHUH IPHHIIUIIOB HCTOPU3MA C TOHKUM
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MICUXOJIOTHYECKUM aHaJM30M B PACKPBITUM XapaKTepOB I'€pOEB BUIUTCA
BaXkHelast uepra no3Tuku Tparenuil [llekcnupa B penenuuu Ctengais.

OTINYUTENbHOW OCOOCHHOCTBIO paccMaTpHUBAEMOr0 HAMH JIUTEpa-
TYpPHO-XYZ0KECTBEHHOTO HM3/IaHus ABJISETCS HAJM4YME B HEM WILIIOCTpa-
nuil. B npegucnosun bérrurepa u Peua k texcry «l amiera» roBopurcs
0 OIM30CTH CTETHYCCKOM NPUPOJIBI TOI3UU U KHUBOIHCH, BEPOANBHBIX U
BU3YaJIbHBIX UCKYCCTB. B3aMHO H0OMONHSAS U yKpallas IpyT Apyra, mo33us
U XKHUBOIIUCH COEAUHSIOTCS, YTOOBI BO3BBICUTH C(EPY UACANBHOTO U MPO-
OyauTh B UATATEIIC M 3PUTEIIC OJHH U TE JKe BBICOKHE orryienus [9. P. 3].
MoXHO CKa3aTb, 9TO B 3TOM MPEIUCIOBHH 3aTPOHYTHI IPOOIEMBI HHTEP-
MeANaIbHOCTH U TPAHCUHTEPMEIUAIBHOCTHU CJIOBECHOI'O, TEATPAIILHOIO U
JKMBOIIMCHOI'O MCKYCCTB Ha Iipumepe TBopuecTsa lllexcnupa, packpelBaroT-
cs1 0COOEHHOCTH YNTATENECKON PEIETIINH TEECH U €€ CIIEHMUECKOH HCTO-
PHH, COOTHOCUMBIX C WILTIOCTpaLusAMU PeTya kak CBOero poJia BU3yaabHbIM
TekcToM «['amieTta» co cBoMM ClOKeTOM U MeTaciokeroMm [24. C. 144].
17 rpaduueckux wmoctpanuii Perua k tparequn Illekcrupa « amier»
BOCIIPUHUMAIOTCS KaK LEJIOCTHBIM BU3YaJIbHBIH TEKCT, TOYHO CJIEAYIOLIHIA
CJIOBECHOMY TEKCTY IbEChl U HAlIOMHUHAIOIIMUK I10 CTPYKTYpE 3MUYECKYIO
mooMy. B aToM TekcTe MOXHO BEIIENUTH oOpamenne kK My3se, KoTopoMy
COOTBETCTBYET PHUCYHOK «Armodeo3 lllekcrnupa», pacroyioKeHHBIH Ha
BEpXHEH KpbIIIKe neperuieTa, «IIpoior», n3o0paxkaromuii 3Mu30] oTpas-
nenust KimaBnuem cBoero Opata, )KMBOIHMCHBIN «HAPPATHBY, IEPEAAIONIHI
CIOXKETHOE€ pa3BUTHE ACUCTBUS U OJHOBPEMEHHO U3MEHEHNE BHYTPEHHETO
COCTOSIHHS TJIaBHOTO repost. B kauecTse ke 3mmiora MoxXeT OBITh «IIPOYH-
TaHa» WUTIOCTPALUs Ha BEPXHEH KPBIIIKE 3TOH KHHUTH-Tanepeu, n3obpa-
karornas Haarpooue [amitera [24. C. 144].

OO6patumcs K 0IHOMY U3 PUCYHKOB, HILUTIOCTPUPYIOLIMX MOHOJIOT ['am-
nera (cuena 1, akt I1I), KOTOpBI BOCTIpUHUMAETCS B TEKCTE KaK «BBICIIAS
TOYKAa COMHEHUI» NAaTCKOI'0 MPUHLA U «BBIPAYKAET YMOHACTPOECHUE T'epost
B MOMEHT HaMBBICILIETO pasjiajia B ero cozHaHum» [25]. B u3o0paxxeHun
Perya 3TOT 3nM301 mepenaeT cUTyalulo «Tearpa B Tearpe». Pacnoinoxke-
HUE NepCOHaXKel HallOMUHAET CLEHUYECKYIO IUIOMAaAKy. B 1ieHTpe Haxo-
Jutcs I'amiier, KOTOpBIH, OIyCTHB I'la3a U He BUIA HUKOI'O BOKPYT, IIPOM3-
HOCHT, NIEPEKUBACT U MPOKUBAET CBOM 3HAMEHMUTHINf MOHOJIOT. DTOT MO-
HOJIOT JIy4llle BCErO IEPEAacT «Ero MOCTOSIHHOE COCTOSIHUE Ha TPaHM, Ha
MIOpOTe», PaCKPHIBAET «YAUBUTEIBHOE CIUIETEHHE 3€MHOI'0 U IOTYCTOPOH-
Hero B ['amieTe», akieHTUPYET Ty IPaHb, «I10 KOTOPOX OH UJIET BCE BpeMs,
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rpasb ku3HU U cMepTi» [26. C. 393]. Otcroga HecmyvaitHo mo3aau ['am-
JIeTa HaXOJUTCSA OTKPBITOE, YXOJIAIIee B TIyOb CIIEHBI IPOCTPAHCTBO, KO-
TOPOE CUMBOJIMIECKH COOTHOCHUTCSI C IIPOILIBIM M OYIYIINM TepOsi, C XKH3-
HBIO U cMepThio. CripaBa ot 3purens nzobpaxensl Kopons u [Tomonuid,
OHH TIPSAYYTCS OT MPUHIIA 332 KOJIOHHOM CO IITOPaMHU, KOTOpasi HATOMUHAET
TeaTpaJbHyIo Kyaucy. Cp. ¢ TEKCTOM TpareIuu:

Kopons
Mel, nox pyko#, 3a 'amnerom nocnanu,
Uro0 31eck OH BCTpeTHiics Kak Obl CiTydaifHO
C Odemnueii. A MBI C e OTLOM,
3aKOHHBIC JTa3yTYUKH, TIOOYIEM
Hesnaneke, 9T00bI, HE3pUMO BHAS,
O BeTpede UX CyauTh BIONHE cBoGoHO... [27. C. 76].

Cnesa Haxonutcst Odenst, KOTopasi CHIUT y OKHA C PACKPBITOI KHUTON
B pyKax, IJ71a3a ee oOpalieHsl B CTOPOHY [ amiieTa, HO KaXXeTCsl, 9TO OHa He
BUJIUT €T0, a pa3MBIIIILEeT O MpounTaHHOM. Odenust Toxe OTAeNeHa OT
IPUHIIA KOJOHHOM, YTO KOCBEHHO TEepeJacT €¢ OTHOILIICHUE K HEMY: OHA He
YHUTaeT KHUTY, a N300paxkaeT MPOoIecc YTEHUs, clieayst coBeTy otma. Cp.:

[Tonouwui
(Ogpenuu)

Yuraii mo 3TOM KHUTE,
J1a0bI TAKUM 3aHATHEM IPUKPACHTH
VYenunenbe. B 3ToM Bce MBI IpellIHbI, -
Jloka3aHo, 4TO HAOOMKHBIM JIUIIOM
W NOCTHBIM BHJIOM MBI H Y€PTa MOXKEM
O6caxaputs [27. C. 77].

DMoIMOHAIILHOE COCTOsIHUE ["amiieTa U IpyTrux repoeB nepeaaercs ue-
pe3 BHELIHME JeTalu: Mo3y, )KecT, MUMUKY, B3risia. Ha rpaBiope Perua
T'amner, Koponb, [Tononuit 1 Odenus BOCIPUHUMAIOTCS HE TOJIBKO Kak
JercTByronye jmua tparenuu lllekcnupa, HO U Kak CLIEHWYECKHE Mepco-
Haxu. Tak, HanpuMep, KOJIOHHA, BO3JIe KOTOPOIl CHUIUT IepOUHS, CTaHO-
BUTCSI CUMMETPHUUYHBIM aHAJOrOM KYJIMCBI, PacHOJOXEHHON yXe cieBa
ot 3putens. TeaTpaabHOCTH B mepenade oopasa Odennu noauepKkuBacTcs
U YIOMHUHAHHEM B KOMMEHTapusAX K 3TOH clieHe UMEHHM 3HaMEHHUTOH up-
naHackoi akrpucel Dmu3aber O Heitn (1791-1872), ucnonHsBIIeH poib
Odenun. CymecTByeT NpeAnoNoKeHNe, YTO HEMELKUNA XYI0KHHUK cO37a-
BaJI rpaBIoOpPbI K «["aMiieTy», HCIOJIb3ysl CIICHBI U3 TeaTPaIbHBIX TIOCTAHOBOK
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nbechl. [IpUHIMIT eIMHCTBA BIIEYaTICHHUA M IPUHLIUI CUMMETPUH, JexKa-
M€ B OCHOBE TpareJuu aHIIMMCKOIO JpamMaTypra, BOCIIPOU3BOAATCA U
B wiunrocTpanusax Petua k «I'amieTy» ¢ XxapakTepHOH U1l HUX 3CTETUKON
«TPOHHOTO KOAUPOBAHUS»: HKUBOIMMCHON Tepeiaueii BHEIIHETO U BHYTPEH-
HEro AeHUCTBUS CaMOM MbECHI, TMHAMUKHU XapaKTepOB T'epoeB, N300parKeHHS
UTPBI aKTEPOB, UX KOCTIOMOB M MHU3aHCIIEH B €IUHCTBE C TeaTpaibHBIMU
JeKopauusiMu. MOXKHO CKa3aTh, YTO 00a 3TUX MPUHIIMIIA, UCIOIb3yEeMbIe
[ITexcimpom B Tpareauu U Petuem B WuITIOCTpanusix, paCKphIBalOT caM Me-
XaHU3M B3aUMOJICUCTBUSI JINTEPATYpPhI, T€ATPa U >KUBOIMCH B TAaHHOM HU3-
JaHWH.

Utak, oOpaieHre K U3y4EHUIO U MEPEBOAY MHOTOA3BIYHBIX TEKCTOB
MIO3BOJISICT OCMBICIUTE OCOOCHHOCTH MOZEIMPOBAHMS MHOTOHAIIMOHAIIb-
HOM KapTHHBI MUPA C €€ «OTKPBITHIMI» TPAHULAMH U KYJIbTYPaMH U COOT-
BETCTBYIOIIMMHU €if 00pa3aMu aBTopa, Tepost ¥ YuTaTesst. B MHOTOsS3pI9HOM
TEKCTE OJHOBPEMEHHO KOHTAKTHPYIOT HECKOJIBKO SI3bIKOB U HECKOJBKO
KyJbTYp, CO3JaBasl yCJIOBUSI Uil BOSHUKHOBEHUS S3bIKOBOW U KyJIbTYpPHOM
miobanu3aMu ¥ (QOpPMHUPOBAaHUS MYJIBTHIMHIBAIBHOM duyHOCTH. Pac-
CMOTpPEHHUE XPAHSILIErocsi B KHHKHOM coOpaHnu CTPOraHOBBIX INTEpaTyp-
Horo anbOoma «l anepest k ApamaTuyeckuM npousseneHusM Llexcrnupa»
¢ rpaBlOpamu B ouepkax Perua k Tpareauu «I'amieT» KaKk MHOTOSI3bIYHOTO
U3JaHUS PACKphIBaeT (PEHOMEH COCYIIECTBOBAHUS M B3aUMOJIEHCTBUSA
B HEM aHIJIMICKOTO, HEMEIIKOTO M (DPAHILYy3CKOTO S3BIKOB, a TAKXKE APYTUX
3HAKOBBIX CHCTEM: JINTEPATyphl, TeaTpa U )KUBOMUCU. AHAIN3 NIepeBOYE-
CKUX CTpaTeruil ¥ KpUTUUECKON perenuuu Tpareauu «l'amery no3Bonser
TOBOPUTH O CO3JIaHUU KaXXJAOW HAIMOHAIBHOM JIUTEPATYypOH «CBOETO)
llexcrimpa, 0 CTAaHOBIICHUH IIEKCIIHPOBEICHHUS B HEMEIKOW U (ppaHITy3-
CKOH Hayke o nurepatype koHua X VIII — nepsoit nonosunsl XIX B. I'pa-
BIOpHI Petua k «["amiieTy» ¢ KOMMEHTapHUsIMH aBTOPa MPOYUTHIBAIOTCS KaK
BepOaATbHO-BU3yaNIbHBIN TekcT Tparequu lllexcnupa, packpbeIBatomuit
TPaHCUHTEPMEIUAIBHBIN CHHTE3 CIIOBECHOTO, TEATPAJIbHOTO U KUBOIIHC-
HOTO MCKYCCTB B JJAaHHOM W3/IaHWU U CBUAETEJBCTBYIOUINI O TEHAECHIUU
K «IIEKCIUPU3aLH» €BponerncKkoil sxuBonucu XIX B.

[osiBnenue ranepen lllekcnupa B Oubnuorexe I'.A. CtporanoBa cBu-
JETENBCTBYET O KyJIBTYpPHBIX 3aIIPOCAX €€ BJIaJeblla U €r0 HHTEPECE K HO-
BBIM JIMTEPATYypPHO-XYJ0KECTBEHHBIM W3/IaHUSM, BBIXOJIWBIIUM B 3TO
Bpemsl B cTpaHax 3amanHod EBporbl. B 6ubianoTeke CTporaHOBBIX UMe-
I0TCS ¥ APYTHE MPOU3BEICHUS aHTIIMHCKOTO JpaMaTypra: coOpaHHe Mbec
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[Texcnmpa Ha aHrmuiickoM si3bike 1793 T. [28], KOMIEKIHS 3CTaMITOB U3
[excnupoBckoii ranepen boitnenna [29, 30], XymoxkecTBEHHBIH anbO0M,
HM300paKaAONUi KSHIMH-TEPOUHb U3 KoMenui u Tparenuit [llexcrmpa.
OHHM BOCIPUHUMAIOTCA KaK aBTOPCKHH «UIEKCIMPOBCKHI» TEKCT, CKOH-
CTpyHpOBaHHBIN BrajaebieM Oubianotexu [24. C. 147]. Cama nTu4HOCTD
I'.A. CtporaHoBa MOXeT ObITh OTHECEHA K THUITY «PYCCKOTO €BPOIICHIIa,
HAJICJICHHOTO MMOJUS3BIYHBIM H MTOJHUKYJIBTYPHBIM CO3HAHUEM U XapaKTep-
HOW «TUOPUAHON HIEHTHYHOCTHION. [10100HAas UAEHTUYHOCTD MO3BOJISIIA
€My BBICTYIIaTh B KAYECTBE aKTHBHOTO TIOCPETHUKA B UCTOPHUYECKOM, T10-
JUTUIECKOM H KyJIBTYPHOM JHAIIOTe MEXIY CTpaHamu 3ananHoi EBpomst
u Poccueit u popMHupoBaTh HIUBUIN30BAHHBII 00pa3 poCCHICKOro rocy-
napcrsa B mupe [7. C. 11].
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Bo3HukHOBeHHE YCJIOBHOIO TeaTpa U ero BJAMsSIHHE
Ha TeaTpaJibHbIe leKopanuu (cueHorpadus —
CTPYKTYPa NbeChbl 1 MU3AHCIEHA — IM3aHH KOCTIOMA)

Moatisio Xamza

Konneooic nonumexnuuecxkozo ynusepcumema Jlromurnyc, puruan ¢ Hopoanuu,
Amman, Hopoanus, m.hamza@saejordan.com

AHHOTanus. Meliepxonpa ObIT OJJHUM U3 CaMBIX BIUSTEIBHBIX TEOPETH-
KOB YCJIIOBHOTO TeaTpa M aKTUBHBIM IPOMATaHINCTOM TBOPUYECKHX MOAEICH,
MIOCTPOCHHBIX Ha OCHOBAX, KOTOPBIE OH U3JIarajl B CBOUX CTaThsIX, pedax U JIeK-
nusax. B 1aHHOM Hccie0oBaHMM HA OCHOBE JAOCTYIIHBIX COBPEMEHHBIX UCTOY-
HuKoB XXI B. aHaNMM3UPYIOTCS B3MIAAbI Meliepxonbaa Ha CenupUKy Teat-
paibHOTO 3penuiia B yciaoBHOM Tearpe. IIpuMenutensHo k Meliepxonapay
U APYTMM MHOHEpaM 3TOr0 TeaTPaJIbHOTO MOAXOAA CTAaThsl MpecienyeT Ielb
MIPOSICHUTH KOHIIETIIHIO YCJIOBHOTO TeaTpa B €€ MPUMEHEHHH B O0JIACTH JEKO-
paumit. Onpenensercs crenugprKa TeaTpatbHONU YCIOBHOCTH H PACKPBIBAOTCS
HCTOKH XyJIOKECTBEHHOTO TBOPUECTBA y Meifepxombia B €ro TeOpeTH3UPOBa-
HUM O TIOJMTHKE TeaTpa, 3aBHUCSIIETO OT 3a/ICHCTBOBaHUS BOOOPAKEHHS 3pH-

TEJIA U BOBJICUCHHUS €TI0 B pa3bIrpblBA€MYI0 IEPE HUM TEATPAJIbHYIO UTDY.

KonrodeBble ci1oBa: ycinoBHEIH Teatp, Meiliepxonsa, crieHorpadus, qu3aitn
TeaTpaJbHOTr0 KOCTIOMA, MU3aHCIIEHA, CLICHUYECKOe BOCIIPHUTHE, TO3UTUBHBIN

BOCIIPUHUMAIOLIU I

Jlns yumuposanus: Hamza M. The emergence of the conditional theater and
its implications for the theatrical scenery (scenic design — the structure of the
play and mise-en-scéne — costume design) // Nmaromorust 1 KOMIapaTHBH-

cruka. 2024. Ne 21. C. 95-114. doi: 10.17223/24099554/21/5

Introduction

The conditional theater emerged and crystallized as an artistic trend
of the creative theatrical process in the late 19th — early 20th centuries to
oppose realism and, mainly, naturalism in theater. The source of the con-
ditional theater stems from physiological experiments on a group of dogs
in 1901 by the famous Russian physiologist Ivan Pavlov. Firstly, Pavlov
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rang a bell whenever he gave food to his dogs, but after a while, he stopped
giving food to see that the dogs headed to the place where they used to
receive food and salivated whenever they heard the bell ringing, though
was no smell of food there. The phenomenon was called the conditioned
reflex. In 1903, Pavlov’s assistant, Ivan Tolchinov, contacted the Natural
Sciences Council in Helsinki to report about these findings, and in the same
year, Pavlov presented his results at the 14th World Medical Congress in
Madrid. His experiments awarded him the Nobel Prize in Physiology and
Medicine in 1904.

Pavlov’s scientific breakthrough coincided with the interactive intellec-
tual and experimental movement in the Russian theater in the early
20th century. After splitting from the Moscow Art Theatre in 1902,
Meyerhold began his experiments to later become one of the most promi-
nent critics of theatrical realism, basing his conclusions on the theory of
conditioned reflex by Pavlov, who had become a star and even a national
hero for all Russians.

Meyerhold argued that theater had always depended on the viewers’
conditioned emotional response, which causes communication between
the receiver and the sender in the theater. Greek actors, who presented in
the daytime, would carry a torch in front of the audience and stroll so that
the audience would realize that the scene takes place at night. Even in the
Stone Age it was enough for an ancient man to wear an animal attribute —
for instance, deer horns — to play the role of a deer. This made Meyerhold
interested not only in physiology, but also in the history of theater.
The lectures on theater history he gave to his student contributed much
to his theory about the conditional theater. At the same time, Meyerhold
emphasized the futility of simulating nature in the theater, which caused
his split from the Moscow Art Theatre in 1902.

Vsevolod Meyerhold, the theorist of the conditional theater

Meyerhold’s interest in theatrical conditionality was launched by his
artistic, philosophical, and aesthetic discord with Konstantin Stanislavski
in 1902. However, Meyerhold’s split from the Moscow Art Theatre and
decision to change his creative approach was triggered by Valery
Bryusov’s article “The Unnecessary Truth (about the Moscow Arts Thea-
ter)” published in World of Art. In his “Lectures on Directing 1918-1919”,
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Meyerhold qualifies Bryusov as a futurist among writers for theater:
Bryusov criticizes Stanislavski’s method, which was rather innovative for
that time, and argues that the attempt to transfer what he calls the realistic
truth to the stage was futile. Bryusov’s criticism inspired Meyerhold
to leave the Moscow Art Theatre and begin his artistic career, research, and
experiments in theatrical art independent of Stanislavski and his teacher
Vladimir Nemirovich-Danchenko. In 1907, Meyerhold published his first
article where he outlined his theory of the conditional theater. He continued
to work on it throughout his artistic life to find the way to resist the por-
trayal of natural/realistic truth on the stage. What happened between 1902
and 1907, and what factors helped Meyerhold crystallize the first outlines
of a new, almost iconoclastic approach?

Meyerhold considered audience an essential component in his theory
of the conditional theater, since spectators become active co-creators of
the performance, reacting to the system of signs, hints, and symbols. Thus,
the director involves spectators into the process of forming an integrated
general picture, enabling them to capture the idea and purpose of the per-
formance. According to Meyerhold, the most influential in the conditional
theater were visual elements (decorations, makeup, and costumes), stage
movements and the rhythm of the scene in general. The mimicry of nature
was blamed as the greatest enemy of the conditional theater. Neither the
actor nor the spectator can forget that what is on the stage is not a simula-
tion of life but rather a theatrical performance. Meyerhold believed that
in this way, he could save theater from the figurativeness corresponding
to reality and thus preserve its mystery.

Meyerhold was not the only one who responded to Bryusov’s call —
among those who criticized the theatrical realism was Evgeny Vakhtangov.
However, Vakhtangov’s response came late compared to that of Meyer-
hold, only after the early death of this theater pioneer. We can even regard
it as a response to Meyerhold’s activities rather than to Bryusov’s criticism.
Vakhtangov worked as a lecturer in the Art Studio of the Moscow Art
Theatre, and in his fifth lecture on October 23, 1914, he said, “In the thea-
ter, there must be no real life; otherwise, all this becomes far from art, and
even just (rude natural)” [1. P. 132].

Mikhail Chekhov also joined this trail. He is considered a most promi-
nent theater pioneer in the 20th century, who also began his career in the
Moscow Art Theater. Chekhov played Hamlet in Edward Gordon Craig’s
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production and had an opportunity to see Craig’s experiments closely
to understand theatrical conditionality and how it was applied to Shake-
speare’s texts. In his note about Twelfth Night, he said, “All characters and
circumstances have been dealt with by Shakespeare within a context far
from realistic” [2. P. 81].

The Russian theater of the 19th century

As it has been mentioned before, Meyerhold concluded that reproducing
life and reality in the theater was useless and even deadly for the theater
that was based on conditionality. This idea became universal among those
who confronted Stanislavski’s method and the tradition of the Meiningen
Ensemble. Meyerhold’s approach contributed to the emergence of a new
conditional scenery to fit the principles of the future theater, as he called
the conditional theater.

To discover this alternative scene, Meyerhold had to go through two
stages: firstly, to diagnose the status quo, which the Meiningen Theatre had
established in Europe in general and in Russian theater in particular, even
before the emergence of Stanislavski’s method; secondly, to represent the
most appropriate alternative to the traditional theater. In the introduction
to his lecture about the Meiningen Theatre, Meyerhold refers to what they
know in Russia as the Museum of Ethnography, where there are models
of everyday life of different people, folklore, and civilizations from other
times. He points out that the management of these museums does not,
of course, bring all these exhibits from the countries of origin but only
makes copies of them, “Likewise, the Meiningians staged such plays as
Julius Caesar, or Shylock, or Uriel Acosta.” Meyerhold adds, “Although
there is no photographic device, what happens, in this case, is the same as
that of the photographic camera” [3. P. 231]. At the same time, Meyerhold
considered the dominant influence on Stanislavski’s work as of a director
continued to be the Meiningen Theatre. Meyerhold comments, “Stanislavski
did not deny that he was, at that time, under the influence of his impressions
of the Meiningen Ensemble and studied with them. Later Stanislavski tried
to get rid of this effect, especially when he got a copy of The Seagull, but
he could get only a little away from their influence” [3. P. 120]. Despite
the validity of Meyerhold’s perspective of Stanislavski’s being influenced
by the Meiningen Theatre early in his artistic career, we should not forget

99



Hamza M. The emergence of the conditional theater and its implications

that Meyerhold’s lectures date back to 1919, while Stanislavski continued
to practice until 1938. The first Stanislavski’s book was published in 1924,
with the first English edition in New York following the next year. It should
also be emphasized that The Seagull opened the Moscow Art Theatre
in 1889, so Stanislavski was mainly influenced by the Meiningen Theatre
before his artistic career in the Moscow Art Theatre. In his book My Life
in Art, Stanislavski admits that more than once, he undertook exploratory
tours to gather stage props that he could use in the Moscow Art Theatre.
“I organized an exploratory tour in several cities with merchants and
collectors of old objects and in villages with peasants and fishermen, who,
as [ was told, had a lot of goods hidden items in their boxes,” said Stani-
slavski, “Antique shops were collecting their goods from them” [4. P. 208].
That was just before the opening of the Moscow Art Theatre. Still, Stani-
slavski confirmed that due to the lags, all theatrical designers worked on
vulgar templates, which he wanted to overthrow them in his revolutionary
theater. For example, in his opinion about theatrical costumes he says,
“The costume issue at the time was also bad: almost no one cared about
historical costumes, no material, cloth, or books were collected from
museums. There were three styles in costume shops: Faust, Huguenot, and
Moliere” [4. P. 207]. Here we can conclude that Stanislavski believed in
the need to simulate the historical costume, precisely what the Meiningen
Ensemble did.

Meyerhold rejected the theater based on the simulation of nature and
the rule of museum life, which he believed to be far from theatrical art.
Though it was the secret to the success of the Meiningen Ensemble,
Meyerhold doubted whether this success was of theatrical nature or related
to “something else.” According to Meyerhold, the nature of theater does
not tolerate such costs in the embodiment of reality. If a director wants
to stage Hamlet in this way, it would be necessary to hold the audience
for long hours, which is impossible. For this, the Meiningen Ensemble de-
liberately deleted many scenes, incapable of implementing all of Shake-
speare’s text. For example, in Hamlet, although Shakespeare did not write
from outside the theatrical play process, he was an actor before addressing
the writing and fully knew the stage requirements in his time. So, what was
the conditional alternative that Meyerhold found?

Meyerhold refers to the history of the theater, “Playwrights who wrote
plays for the theater very often doubled as directors, actors, and playwrights,
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such as Shakespeare, Moliere, Euripides, etc. It was not for nothing that
they wrote and it was not for nothing that they showed the number of scenes
and indicated the time of each scene, and suddenly these plays had to be
remade, so they are no longer the plays of Shakespeare, but the synthesis
of the Meiningen Ensemble and others. They changed these plays so much
that Shakespeare was probably rolling over in his grave” [3. P. 297].

The mystery was in the simplicity adopted by Shakespearean theater
in scenic design, accompanied by the ingenuity of acting — this is what
Meyerhold emphasized. He gave details of how these playwrights dealt
with the theatrical scenic design, “Thanks to the structure of the English
theater — in such a way that when they hung a carpet on the stage, it was
possible to arrange a special room above the carpet, above which there
were special balconies, so that, for example, in order to place Juliet on
the balcony, it was enough for her to go out onto this balcony. Then, when
the act was over, there was a moment when the curtain opened, a niche was
built in which a crypt could be built where Romeo found Juliet buried, etc.
This was a simplified production in the English theater in the 16th century”
[3. P.231].

Meyerhold does not attribute credit to himself in rejecting the mu-
seum’s natural spectacle and goes towards simplicity in decorations, ac-
knowledging the leadership of Craig, “The first person to rebel against such
productions was a certain Gordon Craig, English director. He wrote
a whole book against them, in which he (since he was an Englishman,
he stood up for Shakespeare’s [plays]) says that it is impossible to treat
Shakespeare this way, that Shakespeare demands a different performance”
[3. P. 232]. Meyerhold sees Craig as the vector of his creativity towards
simplicity as an alternative. “Gordon Craig drew attention to this simplifi-
cation, realizing that only such a simplified production makes it possible
to present Shakespeare without shortchanging his plays and staging them
the way the playwright dreamed of” [3. P. 233].

To illustrate this, it is necessary to dwell on Craig, especially on his
discord with the Russian theater. Craig’s visit to the Moscow Art Theater
and his work on Hamlet contributed much to the ideas of conditionality
and simplicity in scenic design among the most prominent pioneers of the
Russian theater in the 20th century. For example, in his book My Life
in Art, Stanislavski writes about close friendship that immediately arose
between Craig and Sulerzycki, “He immediately became good friends with
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Sulerzycki. They felt the presence of talent in each other and were always
together” [4. P. 334-335]. Sulerzycki was Vakhtangov’s supervisor in the
Moscow Art Theatre. Vakhtangov is thought to be influenced by Craig’s
ideas, which made the former close to Meyerhold in his aesthetic views.

In addition, this poison? itself, as Meyerhold calls it, influenced another
pioneer of the Russian theater, also through Hamlet staged in the Moscow
Art Theatre — Mikhail Chekhov, the actor who played Hamlet. After leaving
Russia, he introduced an alternative methodology to the practice of actor
training. Thus, Craig’s influence on the most prominent opponents of Stani-
slavski’s approach is undeniable both in acting according to the art of
experiencing or the art of representation. Moreover, in the case of condi-
tionality versus realism, Meyerhold named Craig’s ideas the poison which
spread the infection and hit the Russian theater, “They started talking about
Gordon Craig as if they had been poisoned” [3. P. 133]. Craig’s role
in crystallizing the ideas of Meyerhold’s conditional theater cannot be
overestimated.

Stanislavski also understood Craig’s work. In My Life in Art, he dwells
on his collaboration with Craig, so it is obvious that he was aware of what
Craig wanted to do in stage design. Craig dismissed all these vulgar designs
and turned to simple curtains, which could be placed on the stage in infinite
harmony and diversity, giving hints of architectural designs such as cor-
ners, gaps, streets, turns, galleries, towers, and others. These hints were
aided by the imagination of the spectator, who thus became one of the ac-
tive creators of the production.” [4. P. 334] Stanislavski was aware of the
principle of the positive-active spectator who participates in the perfor-
mance through imagination. At the same time, he was mindful of the prin-
ciple of simplicity in theatrical scenic design. Stanislavski adds, “Craig
dreamed of staging the entire performance without intermissions or the use
of the curtain. The audience was to see no stage in the theater. The screens
were to serve as an architectural continuation of the auditorium and were
to harmonize, blend with it. But at the beginning of the performance the
screens were to move gracefully and their lines were to take on new com-
binations. At last, they were to grow still. From somewhere there would
come light that would give them a new picturesqueness, and the spectators

! According to Meyerhold, Craig’s ideas spread through the Russian theater like an
irresistible poison. The expression here has positive connotations.
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were to be carried away, as if in a dream, to some other world which was
only hinted at by the artist, but which became real in the imagination of the
spectators.” [4. P. 345]. Here, Stanislavski reveals the primary source
of many of Meyerhold’s arguments and that Craig is considered one of
the constants of the conditional theater. He emphasizes Craig’s role in
spreading these ideas, as Meyerhold did.

Though familiar with Craig’s ideas, Stanislavski kept repeating the idea
that the existing opportunities did not allow Craig’s vision to be realized.
He recognizes Craig’s talent but simultaneously emphasizes that he is
a painter, alluding that many of his ideas are beautiful and convincing in
paintings only but not necessarily successful on the scene, in other words:
in the reality of the theatrical process.

To present Meyerhold’s view of the conditional scenic design, we are
to review the most critical aspects of the theatrical scenery that Meyerhold
touched upon and begin with decorations.

Decorations in the conditional theater

Meyerhold favored the use of simple decorations that could be used in
several scenes. For example, he recommended using partitions, which go
out on the sides and can be painted on both sides so that they can be used
in separate places, “Having such screens, you can place them in different
directions. You can have them not only in three doors, but also in more.
If you have a supply of these screens, you can place them this way (draws).
So, they can serve as a gate, once installed, they will serve as a door, etc.”
[3. P. 241].

At the same time, Meyerhold pointed out his opinion about theatrical
curtains. Through an analytical study of theater history, he noted that
ancient theater did not use curtain. He suggested that two people install
a piece of colored cloth on two sticks to move the light curtain in all direc-
tions to get plenty of possibilities and make any adjustment desired by
the director without closing the main curtain in front of the stage. This pro-
posal reminds us of Craig’s for Hamlet in the Moscow Art Theatre, which
Craig could not implement as he wanted. Meyerhold commented, “The
most important thing is that the craft is easy. The Japanese and Chinese
take this into account, but we Russians take little account of this, we
do everything terribly firmly and do not spare the wood. This is partly due
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to the fact that we have an abundance of wood” [3. P. 242]. Perhaps this
was precisely the reason why the curtains in Craig’s Hamlet collapsed
(Stanislavski was the executive director of the production). In My Life
in Art, Stanislavski admits that he used canvas on wooden frames, and this
is what Meyerhold means in his words. Again, he indirectly criticizes the
Moscow Art Theatre and its prominent director.

Meyerhold cites all these examples to point out how his students should
walk, not to mimic him or replicate his experiences, but most importantly,
to give examples of the enormous potential that the conditionality can open
to a director even if he does not have a huge budget. Moreover, he talks
about his experience, “In my Studio I did the following: two orthogonal
bamboo sticks carried a tulle, on which I sewed stars with sparkles, and it
gave the impression of a starry sky. Against this background, a small bridge
stood out, and the characters stepped onto this humpbacked bridge. ...
I think, canvas is heavy and should be replaced with calico, which is con-
venient for decoration. It is good to apply paints on it, and it holds them
well. If this calico becomes wrinkled during transportation, you can iron it.
In general, | recommend thin tulle or calico in theater, which creates a magical
impression” [3. P. 242].

The same artistic style can be observed in Bertolt Brecht’s The Good
Person of Szechwan (Fig. 1).

Fig. 1. A scene plan in The Good Person of Szechwan. Zurich, 1943
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The positive spectators, who are not allowed to be integrated into the
spectacle, are necessary and even essential in Brecht’s theater, which is not
devoid of political tendency.

Brecht was free to express his political ideas and declare that he was
looking to serve them, while Meyerhold was confined to the artistic context
only. Yet, he was not merciful to the Stalinist repression machine.

To reach these goals, Brecht adopted a set of techniques, mostly in
terms of text:

1. third person narration;

2. citation from the past;

3. actor or character directly addressing the audience.

In the scenic design, Brecht adopted the following techniques:

1. breaking the fourth wall;

2. removal of the elements of illusion from the stage;

3. use half-curtains in decorations as an alternative to creating illusion
and realism on stage;

4. brightly lit stage throughout the performance;

5. minimal props;

6. use of signals at the beginning of each scene;

7. decorations changing in front of the spectator.

All this led to what became known as the alienation! effect in Brecht’s
Theatre, where the spectators never forget that they are in the theater and
watching a theatrical play, not a real-life scene. This technique creates
a theater that addresses the mind rather than feelings. However, this does
not mean that Brecht has eliminated feelings from his theater. He asserts
that one of the foundations of his understanding of art is that great art natu-
rally and directly influences feelings. However, it is a conscious feeling
that does not eliminate dialectical thinking and does not prevent spectators
from thinking about their reality, thus playing their role in social change.

Therefore, all the means and techniques of epic theater fall under the
concept of the conditional theater. Brecht added the idea of actor’s coming
out; however, it corresponds to the principles of the conditional theater,
which also seeks to oppose naturalism and aims at contributing to the spec-
tators’ imagination. All the techniques of the conditional theater generate
the alienation effect, even if Meyerhold did not use the same term.

! Vverfremdungseffekt in German: Making strange, Distancing, Alienation.
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Meyerhold is known for his attack against the fourth wall. He quoted
Anton Chekhov as saying, “Yes, the stage requires a certain conditionality;
you do not have the fourth wall, apart from that, the stage is an Art, reflecting
the essence of life. There is no need to bring extra items to the stage” [5. P. 51].
This quotation could be ascribed to Brecht, which shows the general trend
of theatrical art development in the early twentieth century. Meyerhold
explains what Anton Chekhov was referring to, “Is there a need to clarify
Chekhov’s opinion concerning theatrical naturalism? This theater relent-
lessly searched for a fourth wall, leading it to several absurdities.” [5. P. 51].

The review of Meyerhold’s lectures shows that there is another source
of the idea of simplicity in the scenic design and the need to activate the
spectator’s imagination — the East Asian Theatre. Meyerhold provides
many examples of theatrical conditionality in Japanese and Chinese theater,
relating to acting, interaction with theatrical decorations and props, and
spectators’ co-creation through their imagination. In other words, positive
spectators, in this case, contribute through their imagination to the play-
group in the process of completing the stage deficiencies.

The architecture of the theatrical stage and the mise-en-scéne

Meyerhold was interested in theatrical architecture and its impact on
the nature of theatrical performance. In this context, theatrical architecture
refers to both the stage and auditorium and their relationship. In his artistic
principles, or even in the 1918-1919 lectures, Meyerhold viewed the structure
of the stage as directly influencing the mise-en-scéne. He even considered
it would be better to subject the stage structure to the requirements of the mise-
en-scéne rather than design the mise-en-scéne according to the current stage.

Meyerhold asserts the need not to deal with the place as something
ready for the artist to adapt to it and also searched for the stage theater
suitable for theatrical conditionality. He appeals to the same primary
sources, namely, advances in physiology, history of theater, Bryusov’
views, Gordon Craig’s creativity, Japanese and Chinese theater, and man-
ifestos of futurism. Through his in-depth study of the history of theater,
Meyerhold concludes, “Future theaters will take from ancient scenes the
charms of their primitiveness. |1 would like to tell you about ancient scenes.
Their main feature is theatrical conditionality. It was perceived as a special
charm and a special advantage of the theater — it was valued and loved.”
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[3. P. 57]. There are many elements related to the theatrical stage, which
can be used, for example from Greek theater. The stage of the Greek theater
was designed taking into account the natural circumstances that accompa-
nied the birth of the Greek theater itself. It is known that on the religious
holiday of Dionysius, Athenian theater was attended by the entire city.
Of course, it is impossible to stage a play, even in its first primitive forms,
on a level platform with so many spectators lined up in many rows. The back
rows cannot see what is happening on stage, no matter how high the stage
is from the ground level. This problem was solved by forcing the audience
to sit on the slope of a mountain in an originally mountainous setting, while
the performance is performed at the foot of this slope, where a stage is
erected. Consequently, the idea of the auditorium of the Greek theater was
naturally associated with the urgent need to perform a certain function.

Meyerhold speaks about the moving stages of medieval theater, espe-
cially in mystery plays. The scenes were built with vehicles moving after
the scene was completed, followed by another car carrying a new stage in
front of the crowd gathered in the town square. “It is known that in Spain
in the 14th-15th centuries there were cases when eight to twelve people
held the platform with the actors playing on it on their shoulders” [3. P. 58].
All these examples point to Meyerhold’s idea of using conditionality
in theatrical scenery so that the artistic mind of the director might decide
the nature of the stage structure and mise-en-scéne necessary for the play,
and not for insertion into a theater box, square or amphitheater.

The stage structure is determined based on the director’s requirements.
Meyerhold refers to the history of theater to take advantage of it in the
formation of the theater of the future, as he calls his conditional theater,
“The director must be aware of all forms of historical and contemporary
theater, related to different historical eras, and themes from various texts.
The status of any theatrical text on the stage, its massages, and everything
in it depends on the director” [3. P. 82].

Speaking about the structure of the stage, Meyerhold gives great im-
portance to the mise-en-scéne. Having explored the techniques of condi-
tional decorations and the history of theater in the Middle Ages, the scenic
designs of the Globe, Chinese and Japanese theater, Craig’s practical ex-
perience and the benefit he got from the revolutionary nature of futuristic
movement, Meyerhold sought to study the theatrical mise-en-scene and
scenery. For this reason, it was necessary to develop a mise-en-scéne
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compatible with the theatrical conditionality. In this context Meyerhold
explains his definition of mise-en-scéne to his students, “What is mise-en-
scéne? This is the layout, which can be achieved after the concept of the
play has been defined in general terms, since it is similar to the actor’s
gesture, which complements and clarifies the dialogue” [3. P. 107]. The word
‘mise-en-scéne’ comes from French and literally means ‘placing on
the stage’. It is used to describe the stage design and arrangement of actors
in scenes for a theater or film production, including elements of visual
dialogues (atmosphere, decorations, props, actors’ movement) and, which
is of utmost importance, actors’ interaction with all these elements.

All these elements are part of the director’s work, which he defines in
accordance with his vision. It explains the emergence of the term mise-en-
scene in its current understanding with the emergence of the director’s
career. For this reason, the concept of mise-en-scéne was linked to direction.
However, the director deals with the text and its analysis, music and stage
design, acting and everything on stage. Thus, mise-en-scéne is just one of
the director’s tasks. Moreover, this is exactly what Meyerhold means when he
uses this term. He warns of the consequences of ignored correlation between
the performance and stage architecture and advocates the resistance to
the dominant form of the theatrical stage and the need to adapt and change
the form in proportion to the idea of the performance. As an example, he
talks about how he connected the stage to the audience by installing a tilt
on the proscenium. In the accompanying diagram, Meyerhold shows
a hand-drawn theatrical movement on the stage, with the audience seated
in the middle of the stage as events unfold around them. Meyerhold pre-
sented this scheme to his students at lectures in 1918-1919.

-t
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Fig. 2. The stage with the audience in the center
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In this context, Meyerhold studied Japanese and Chinese theater styles
and stage designs. The following scheme drew his attention and focused
on the nature of the conditional relationship between stage and audience
provided by such a theater structure and its direct impact on the mise-en-
scene.

RER X

Fig. 3. A stage of a Kabuki theater

As it can be seen in Meyerhold’s drawing (Fig. 3), three corridors, coming
out of the stage, can be used by actors for their movement. The space in
between is planned for the audience. Meyerhold specifies the public access
and exit methods in the auditorium. The same composition and stage struc-
ture naturally produces a mise-en-scéne of another kind suitable for those
scenery structures.

Meyerhold does not recommend reproducing this form of Kabuki, but
draws inspiration from it and thinks in such a way as to allow the creation
of stage forms that serve the content and resist the ready-made formation
of the box theater or others, which narrow the imagination within the usual
theatrical stage.

Having compared various forms of theater (Chinese, Japanese, Ancient,
Medieval, Shakespearean), Meyerhold finds out that there is something
in common between them, that all these theaters are open-sided and rely
on simple trims, that these decorations can be introduced from the front of
the theater in front of the public, and they do not need to be dropped from
the top or enter from the sides. Yet, Meyerhold warns against introducing
innovations in theatrical decorations without taking into account the text
of the play and the appropriateness of these decorations, which can lead
to distortion of innovations, “The famous English director Gordon Craig
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was especially unlucky in this regard. Some of his inventions, having been
transferred to the Russian stage, were subjected to such distortion that they
had nothing in common with the productions of Gordon Craig himself.” [3.
P. 77].

Another source of Meyerhold’s ideas about the theatrical stage was
Futurism launched in Italy in 1909 with a famous manifesto about poetry.
Other Futurism manifestos soon followed to be taken up by all arts. The
following quote shows that futurism manifestos influenced Meyerhold,
“But how should we divide the stage? The stage is divided into a group of
squares so that the scaffold can rise or fall, so we can make what looks like
a mobile platform” [3. P. 23]. In his manifesto entitled “The Futurist Stage
Design” in May 1915, Enrico Prampolini states, “What will be completely
new in the theater as a result of our innovation is the ban on all painted
scenery. The stage would no longer have a colored background, but a color-
less electro-mechanical architectural structure, enlivened by the chromatic
waves of the light source created by electrical reflectors with colored filters
positioned and coordinated according to the mood that each dramatic action
required.” [6. P. 214].

In addition, Meyerhold talks about his experience at the Borodinsky
Street Studio, which worked from 1914 to 1917 under his supervision.
He mentions that the Italian poet Filippo Marinetti, one of the leaders of
Futurism, who co-authored a crucial theater manifesto “The Futurist
Synthetic Theatre” with Emilio Settimelli and Bruno Cobra, lectured before
his students in the studio, “In one of the classes of the Grotesque groups,
Marinetti proposed to a group of people that they present him (Cleopatra),
three characters, four proscenium servants?, and the Othello theme for ex
improviso?. The students discussed the task, without leaving the (play-
ground), the main scenes of tragedy, which played in no more than three
minutes to provide a summary of the Shakespearean tragedy” [7. P. 8].

! Proscenium servants: characters inspired by Japanese theater traditions. The as-
sistant actor stands at the front of the stage and provides the actor with all the material
or assistance he needs in front of the audience. The whole idea is a revolutionary
experiment to explore the student’s ability to employ Japanese theater traditions in his
acting scenes during their preparation under Meyerhold’s supervision.

2 Meyerhold here uses the same Latin word as Marinetti used in English: improvi-
sation.
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Costume design in the conditional theater

Meyerhold’s special attention to costumes in the conditional theater was
inspired by public performances in the Middle Ages and Renaissance,
when the costumes were not into the mainstream fashion and did not use
museum copies as those in the Meiningen Ensemble. Meyerhold opposes
this type of “theatrical costume” to what he calls a “museum uniform.”

What is special about the theatrical costume, according to Meyerhold?
“The colorfulness of the costumes plays a special role in the public “street”
shows. Its task is to captivate us with its magic. Here, for example, the color
red that predominates; it is used in the most tremulous moments of the
drama. And all this is not done in vain, not aimlessly. Showroom masters
know what a special theatrical form is. For their specifically theatrical pur-
poses, they emphasize all this especially in order to bring out these forms
in the mind of the viewer” [3. P. 47]. Meyerhold once again confirms that
everything in the theater must be aimed to leave a trace in the viewer’s
consciousness and keep him aware. Here again, we note that there are
“messages”, which can be philosophical, sociological, political, or what-
ever that can motivate the viewer towards “change.”

Craig also looked for a particular type of costume. As Meyerhold
noticed, “It is not important for Gordon Craig to have the uniform strictly
dictated by historical data. What matters to him is something else, the theatrical
costume” [3. P. 119]. However, what is Craig’s so-called theatrical cos-
tume?

Craig does not set specifications for the theatrical costume that he
wanted. He wants costume designers to “remain clear and fresh.” He added,
“For instance, do not trouble about the costume books” [8. P. 32], explaining
what he aims at, “You must be utterly independent when you come to think
about what you have been looking at. Doubt and mistrust them thoroughly.
You will not be so far wrong if you find that they contain many good things.
Still, suppose you accept them straight away. In that case, your whole
thought and sense for designing a costume will be lost” [8. P. 32]. Craig
admits that some fashion books may be helpful, like that of Eugene Viollet-
le-Duc. But even this work is, rather, a manual for authors of historical
novels, “The book about theatrical costume has not yet been written.” [8.
P. 33]. Moreover, this is an example of the difference between the costumes
in cinema/television and theater: designers for the former seek to simulate
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nature and historical truth, while theater needs what Craig calls theatrical
costume.

Craig believes that the designer’s task does not end there. Innovation
alone is not enough if it does not produce a harmonious picture on stage,
considering the consistency of color and composition, where the mise en
sceéne plays a decisive role. It is not by chance that Stanislavski defined
Craig as a Painter. Craig explains, “Try to make a sketch of a costume for
a divine figure and a demonic figure. Of course, all these will be sketches
of individual costumes, but the main source of power of this creativity is
the ability to see the costume as an element of the whole, of the mass. The
eternal mistake of production directors is that they approach mass costumes
individually” [8. P. 33]. In his turn, Meyerhold adopts this view almost
literally, saying, “They need to see more than just the individual costumes
separately, as they are depicted in the painting. They need to take it all
together. You need to see what kind of overall picture this gives, what har-
mony of colors arises here, their range. This is not yet the case, and we live
in conditions of barbarism.” [3. P. 119].

Meyerhold explains the uniqueness of theatrical costumes and the need
to distinguish it from what is known by nature. “Given the essence of pub-
lic or street shows, we note that everything happening there is magical,
unlike in nature or ordinary life. In these shows, the costume plays a role
that is different from the one it plays in the regular theater. Interring the
public show is like a special kind of ritual. The unusual forms of these
shows attract your attention” [3. P. 46]. Of course, this atmosphere passed
into farce, then into commedia dell’arte, just as it passed into the plays of
Moliere, and earlier into the comedy of Shakespeare. This general atmos-
phere and theatrical form are necessary for the theater in general; it makes
the theater scenes interesting to the spectator and makes the viewer a par-
ticipant in his PLAY. Meyerhold says, “I must tell you that without these
forms of play, and theatrical jokes, the theater will not become interesting.
This is true, not only for our theater but also for the theater in general” [3.
P. 46].

Conclusion

The conditional theater, with its aesthetic and artistic principles,
formed an artistic contrast to what prevailed in the theater influenced by
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the Meiningen Ensemble, the emergence of the Moscow Art Theater, and
the success of its performances. The conditional theater responded to the
changes that occurred due to the emergence of new artistic movements,
ideas, and even scientific discoveries in the early 20th century.

Meyerhold was inspired by the idea of the conditional theater from
several sources, each of which contributed to the formation of the Condi-
tional Theater, which he called the Theater of the Future. The most famous
sources are the views of Bryusov, the history of theater, physiology, the
works of Gordon Craig, oriental theater and the futurism movement.

The conditional theater is based on anti-realism and seeks to find
creative alternatives. However, it is Meyerhold who deserves the credit
for theorizing this theatrical approach and laying clear foundations for it,
focusing entirely on the specifics of theatrical art and the process of its
perception.

This approach also emphasizes that the theatrical performance should
resist the ready-made stage patterns and try to adapt. Instead, the stage con-
struction should be equipped according to the show’s requirements and its
mise-en-scene.

This approach to theatrical production prevails nowadays, in contem-
porary theaters in Britain, for example, as we find major production com-
panies buying or renting a theater building for many years to be able to
change the structure of the stage itself, as happened with the performance
of The Phantom of the Opera or Lion King. In turn, other modern theaters
seek to provide a stage structure that can change and quickly adapt to the
various requirements of theatrical performances by using designs for the
stage that are easy to change by employing hydraulic cranes and other modern
technologies that provide vast options for the director to build and design
his scenery.
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Abstract. The authors analyze the translation of Shakespeare’s Romeo and
Juliet into Russian by Vadim Shershenevich in 1919-1921 for Alexander
Tairov’s production at his Chamber Theatre, with Alisa Koonen as Juliet.
Though the production received a lot of reviews, mostly critical, the translation
has received little scrutiny, being first published in 2022. In this article, the
authors focus on the history of Shershenevich’s translation, Tairov’s stage
directions, and Shershenevich’s views, which determined the translation method.
The translation was based on one of the Romeo and Juliet editions citing the
text of the second quarto (Q2). Many of Shershenevich’s translation decisions
were conditioned by the specific task of creating a fundamentally new, theatri-
cal text of the tragedy. One of the translator’s tasks was to shorten the play to
fit the length of the stage action, while the former Russian translations, on the
contrary, were longer than the original. In the original, Scene 1 of Act 1 consists
of 236 lines, while in Shershenevich’s translation it makes 206; Scene 2 — 101
and 81 lines respectively, etc. The translator strives to observe the rhyme for
the final lines in the scenes, when it can be found in the original: this organizes
the final scene, giving the rhyming statement the character of aphorism.
The characteristic features of Shershenevich’s translation are: the orientation
towards free colloquial syntax and vocabulary; reduced length of the play;
mostly preserved length of Romeo’s and Juliet’s speeches; relatively free sub-
stitutions when translating puns and jokes; strict adherence to the original metre
(iambic pentameter), with rare transitions to a six-foot trochee; periodic addi-
tion of anaphora; loose observance of the emerging rhyme, yet with inclination
to observe it at the end of the scenes. Shortening the tragedy and sometimes
making disputable stylistic decisions, perhaps due to the haste caused by theat-
rical conditions, Shershenevich generally achieves sufficient translation accu-
racy and manages to maintain the colloquial speech and the convenience
of speakability. His rendition of the play, with all its abbreviations, reductions,
stylistic and semantic dominants, is obviously influenced by Tairov’s requi-
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rements; yet it is not only a text for the theater, but also an independent work,
an interesting page of Russian Shakespeareana. The authors also consider the
role of this translation in the development of Shershenevich’s translation prin-
ciples. The translation of Romeo and Juliet was Shershenevich’s first step to-
wards ever more accurate translations, as his later translations of King John and
Cymbeline would be.

Keywords: Vadim Shershenevich, Shakespeare, Romeo and Juliet, Chamber
Theatre, Alexander Tairov, translation principles, literary translation
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Banum IN'abpusnesud llepmenesuy (1893—1842), n3BecTHbIH Kak MO3T:
(dhyTypHcCT, 3aTeM UMaKUHUCT, — ObUT U YBJICUSCHHBIM ItepeBoaunkoM: «I1lep-
IIEHEBUY, MOXKET OBITh, MMPEXK/IE BCETO OBUT MTOITOM U MEPEBOTYUKOM T103-
s3um» [1. C. 464]. lllepuieHeBUd MyOIHKOBAI MEPEBOIBI U3 (PPAHITY3CKHX
(T'rotio, Bepinien, Jladopr, Boabrep, Kiomens u p.) B HEMEIKHX TO3TOB
(Ieitne, Punbke, JlnnuenkpoH, Jlemens u 1p.), yaacTBOBai KakK MePEBOTUHK,
aBTOp TPEAMCIOBAN U KOMMEHTApUEB B U3JaHUU COOPHUKOB [2], n3maBai
MaHU(eCThl uTanbsHckoro Gpyrypusma [3] u npozy Mapunertu [4, 5],
ormy6nukoBal padorty ¢paniry3ckux moatoB L. Bunbsapaka u XK. J{roamens
«Teopwust cBoboaHOTO cTHXa» [6]. OHAKO BCKOpeE mocse peBomoln 1917 r.
nepeBoibl [lleprieneBuya nepectany oTBeyaTh 3aIIpocaM HOBOW JAeMCTBU-
TEJILHOCTH, OBIIM PACKPUTUKOBAHBI KaK «(HOPMATHCTHUCCKUE» U IMyOIH-
KOBaJIKCh KpaitHe penko. Tak, nmocne peuensuu B. @puye Obli1 OTBEPTrHYT
MO/TOTOBJICHHBIH B 1919 1. cOOpHUK (paHIry3ckix cumBomucToB [1. C. 467];
[HepuieneBuy Bce Ooble MUCANT U NMEPEBOAMI «B CTOJD» WIIM K€ IS
CIICHBI, CTaB yCIIEITHBIM JHOPETTUCTOM. B nTore u3 ero oGmupHoOro mnepe-
BOJIYECKOTO HACIIEIUS OTJCNIbHBIMU U3IaHusIMu 11ociie 1920 r. 6putn omy0-
JTMKOBaHbI TONbKO «MapboH ne Jlopm» T'toro [7] u «IumOenun» lekc-
nupa [8].

Uznanneiit B 1941 r. «[{umbenuna» ocrancs HanboJiee U3BECTHBIM U3
HIeKCUPOBCKUX NepeBonoB IllepiieneBrnya. OgHako 00nacTe peLeniuu
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[Hexkcnupa y HlepmeneBuya 3HaunTeNbHO 001mnpHee. OHa BKIIOYAET HOJ-
Hble epeBoIbl «LlumoenmHay u «Koposst [xona» [9], HeCKOIBKO COKpaIleH-
He1i iepeBoa «Pomeo u Jxkyneertsny At Kameproro tearpa (1921) [10],
niepeBoa «lamnera» ¢ Bepcuu [roma mis teatpa «Pomaneck» (1923, pa-
00Ta HaJ CHEKTAKJIEM OCTAHOBUIACH BO BPEMs PEMETHLHUM, TEKCT CUMTA-
eTcs yTpadeHHBIM) [11], a Taxke amanTHpoBaHHBIN IepeBo] «/IBeHamna-
TOM HOUM» NOJ] Ha3BaHUEeM «bau3Hens JUIsl HIOCTAaHOBKU B MOCKOBCKOM
teatpe omeperTsl (1939) [12]. IIucan Ilepmenesuu o lexcnupe u Kak
TeaTpanbHbIid KpuTHK [13—15]. Kpome Toro, Ha IllekcniupoBckoit kKoHpe-
pertm 1940 1. oH mpounTan goknan «IIpo6iemsr nepesona B. Ilekc-
IHPay, KOTOPBIH CTa] €ro UTOTOBBIM Pa3MBIIIJIEHUEM M0 TEOPUH XYH0XKe-
CTBEHHOTO mepeBoa [16].

IIepeBon «Pomeo u J)KyIbETTHD) CTaj, N0 BCEH BUAUMOCTH, IEPBBIM
quis LllepmeneBuya onbiToM nepesoaa Lllexcrmpa. OH OBLT BBIIOTHEH AT
noctanoBku A.fl. Tauposa B KamepHom teatpe B 1919-1921 rr., xorga
03T OBLT 3aBEAYIOLIMM JIMTEPATYPHOM YacThio 3TOro Teatpa. Taupos co-
oupaiics craButh nepesoa K.J| bansmonta [17. C. 463], ogHako oTBepr
ero: nepesoj okazaiucs HeynaunbiM. ITo cioBam E.M. Jlynenko, «opuen-
Talmus Ha TepeBoa Amoiuiona ['puropbeBa sBHO momemnana emy [baib-
MOHTY| HalTH CBOIO HEMOBTOPUMYIO HHTOHAIMIO LIEKCIIMPOBCKOM Tpare-
qum» [18. C. 101]. IlepeBox baapmonTa 661 OyOnMKoBan B 2012 1. [19].

Buavane Taupos npennoxun IllepuieHeBuuy BBIIOIHUTH HOBYIO pe-
Jakuuio nepeBoia. B 3agBnenun mnpasnenuss KamepHoro teaTpa roso-
putcs: «lIpemnoxuts lllepmeneBuuy wucrpaBuTh nepeBon “Pomeo” mo
ctaBkaM Beepabucay [20. JI. 64]. Omnaxo Hleprenesny nucan: « IpuaATH
3TOT TEKCT ObLIO HEBO3MOKHO. CTaBUTH B CTapOM TEKCTE, BCC KE€ JIY4IICM,
yeM GanbMoHTOBCKHMH, Taupos He xoTen'. OH 3akaszan MHe MCIPAaBUTh
0aTBMOHTOBIIMHY. S OTKa3aCsl HABOIUTH JIOCK Ha 3Ty MapUKMaXepCKyro
paborty. [Ipuniocs aenats HOBBIN nepeBoay [21. C. 637-638].

B 1920-¢ rr. lllexcnup erie He ObUT 4AaCTHIO YCTOSBIIErOCSI KAHOHA CO-
BETCKOTO YTEHHS; MHUP TaK M3MEHMJICS, YTO, Ka3aJloCh, M 3TOT KIIACCHK
ycrapen. Kak mucain tot xe lepmeneBuy B 1923 r., «llekcnup — BenmukwiA
MacTep CLEHbI, HO BCAKOE CTapOe BUHO, IUI0XO 3aKYNOPEHHOE, — 3aKUCAET.
[excrnmp mmoxo 3akynopeH. [IpoOka BeITallleHa PEBOIFOITHOHHBIM CIIBUTOM

1 BeposTHee Bcero, lllepuienesuy 31ech UMeeT B BUIy Hepeson Am. ['puropnesa,
BJIMSIHUE KOTOPOTO MIPOCMATPUBAETCS U B €0 COOCTBEHHOM IIEpPEBO/IC.
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B MuUpornoHuMaHun [13]. lllekcrup T0MKEeH OBLT 3arOBOPUTH ITO-HOBOMY,
SICHBIM ¥ TIPOCTBIM SI3BIKOM: JIOPEBOJIIOLIMOHHBIC TEPEBOBI HE COOTBET-
CTBOBAJIM 3TOMY TPEOOBAHHIO.

Oto TpeboBanue HoBoro lllekcniupa npenbsBisil U pexuccep Kamep-
Horo Tearpa TaupoB. OH HacTaMBaj Ha OTKa3e Tearpa OT JUTepaTypPOLICH-
TPUYIHOCTH: «...Te€aTp oOpamaercs K tumepamype JAIIb KaK K HEOOXOH-
MOMY €My Ha JaHHOW CTYINEHM ero pas3Butus mamepuany» [22. C. 112].
Jnsa nepeocmeicienus tpareaun lllekcnmpa, xak moguepkuBai Taupos,
HE00XO0IMMO MEPEOIICHUTH €€, OYMCTUTh OT HaJjleTa My3eHHOM JPEBHOCTH:
«K Illekcrmpy 0OBIYHO PUHSAT MOIXO UCTOPUICCKHHA, STHOTpahUICCKHA
U OBITOBO-TICUXOJIOTHUYECKUH. <...> f xe mojarato, 4To cBOOOAHAs TeaT-
panbHas TpaHckpumnus lllekcriupa — eIMHCTBEHHO MPAaBWIBHBIA IYTh
B pabore Haj mum» [23. C. 18]. McnomautensHuma poiau J[KyiabeTThI
Anuca Koonen BcnomuHana cinoBa Tauposa: «I[Ipexze Bcero Hamo ocBo-
00JUTBCA OT TYCTOW TOJIIM KOMMEHTapueB, 3a0bITh O MHUETETE Tepel
[Mexcnupom <...>. DTO TO 3710, KOTOPOE CaMO€ 'eHUaJIbHOE IIPOU3BEICHHE
MOJXXET IIPEBPATUTH B MEPTBYIO My3eiHYI0 IeHHOCTh» [24. C. 264].

TanpoB pa3MBIILIAII O )KaHPOBOI Npupoe «PoMeo u JKyIbeTThD, Ie-
peocmbicnuBas ee: «Mrak, uro xe takoe “Pomeo u xymserTa” B coBpe-
MEeHHOU TpaHcKpumnuuu Teatpa? He Oynem myraTbes cioB. DTo ckeTd. [a,
nro00BHO-Tparudeckuit ckeru» [23. C. 20]. It pa3MblIeHus ObUIU CO-
3BYYHBI TOMY, 4TO 1 caMm lllepieneBny nucan panee B ctatbhe «O BeceroM
B uickycctBe» (1918): «Pa3Be He apnexunana llexcrnmp, kpome ero ucTo-
puueckux ckyk?» [25. C. 258].

TaupoB NOCTaBUII CIIEKTAKJIb TI0 BHOBB BBITIOJIHEHHOMY TiepeBoy Ilep-
meHeBn4a. HecMoTpst Ha TO, YTO PENETUIINN HECKOJBKO 3aTSHYIHUCH [26.
C. 59], npembepa cocrosutachk 17 mast 1921 r. B moToke peneH3uii 1 0T3bI-
BOB, B OOJIBIIIMHCTBE CBOEM KpuTnieckux [27; 28. C. 123—-124], o camom
IepeBoie CKa3aHo OBLIO He 0YeHh MHOTO. Tak, HEM3BECTHHIH aBTOp (elbe-
ToHa «llexcrnup B Kajole) MUcal: «...KTO-TO O KOM-TO TOBOPHJI, YTO OH —
CeJl B Kayoly. A ele KT0-TO OYeHb OPUTHHAIIBHO U CBEXO CKamamOypui
HacuyeT HOThI COJIb U HEeOCTaTKa COJIM, B MIEHUHU WIU B €€, — TOYHO He
nomHIo» [29. C. 15]. O nepeBone ynomuHaet u OM. beckun B crathe «Pe-
BOJIIOLIMS U T€aTp», OTMEYas HEYMECTHOE, 10 €ro MHEHHIO, OCOBPEMEHH-
Banue Tekcta: «IlepeBogunk lllepieneBnd mo3Bosser cede yrmoMHUHATH
0 “kanomax’” B Ibece, oTHocsmeles k X VI croneTuio, Aa elie B TaKOH co-
BPEMEHHOH BYJBrapHO-00BIBaTENILCKON (hpaze-mpubayTke, KaK “‘cen B Ka-
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norry”. He myvrie 3By4uT CO CIIeHBI ¥ “Ba carmora — mapa’™» [30. C. 34-35].
W3BectHblii mekcnuposes M.M. Mopo30B nucail, 4To B mocTaHoBke Tau-
poBa «Benukas Tpareaus lllexcnnpa moTepsuia CBOW MOIMHHBIN CMBICT,
IoTepsiIa CBOIO aKTHBHYIO TEMY, IPU3BIBAIONIYIO K 6oppde» [31. C. 61].
Brpouem, He Bce pelieH3eHThl CUUTANIN CIEeKTaKIb Heynaueld. B kaure
00 ucropun Kameproro tearpa K.H. [lepxaBuH oTMeua, 4To IOCTAaHOBKA
oTBevaJia 3ajjayaM 4ucToi TearpainbHocTH: «Llexcnup abcTparupoBancs
OT cBoeil ucropuueckoil cpeapl. OH BOCIPUHUMAJICS KaK MO3T, MPOHUK-
I 10 COKPOBEHHBIX TTyOWH SMOIMOHAIBHON IIPUPOABI YEIOBEKA — de-
JIOBEKa KaK MCUXO()U3HOIOTHIESCKON eTUHHUIIBI, YeIOBEKA B OUUIICHHOCTH
€ro BHYTPEHHET0 MUpPa OT BCET0 BPEMEHHOT0, CIy4YaiiHOT0, OT BCETO, BOC-
MUTaHHOTO B HEM CONMAIILHON U HcTopryecKoit cpemoin» [32. C. 102-103].
Takum oOpa3om, mepBeiid onbIT MepeBoa lllexcrupa utst CIIeHBI OKa-
3ancs i LlepiieHeBryYa HE CaMbIM yJIaYHbIM, U CIIEKTaKJIb BbI3BAJI MHOT'O
KpUTHKU. Bo3MoxHO, HeoOxoumoe TaupoBy 0COBpeMEHUBAaHHUE TEKCTA BO-
OUI0 B KOHQIHUKT ¢ (OPMUPOBABIIMMUCS MEPEBOTICCKUMH TPHHIATIAMHA
103Ta, CKIIOHHOTO K TOYHOMY JIOCIIOBHOMY ItepeBoAy. OHaKoO, Cys IO TOMY,
4YT0 00a peleH3eHTa MUCAIW O MPOCTOPEYHOM BBIPAKEHHH «CENl B Ka-
JIOTIy», caM To cede ImepeBo.T He BBI3BAN APYTHX CEPbE3HBIX MPETCH3UH.
IlepeBox Ha oaTrHe roJbl OCTAJICH HEONMYOIMKOBAaHHBIM U HEUCCIIEN0-
BaHHBIM. A MEXIY TeM 3TO BaXKHBIH TEKCT, OTPAXKAIOUIHHA CHIEHUPHUKY CO-
BeTckoi penenuuu lllexcnupa n WITIOCTPUPYIOIIMKA CTAHOBIEHUE HOBBIX
METO/IOB repeBoa kinaccuku B 1920-e rr. PaccMoTpim ero ocHOBHBIE OCO-
OCHHOCTH B KOHTEKCTE HCTOPUH PYCCKHUX MEPEBOJIOB TpareInu.
HeobxomumocTs B HOBOM miepeBojie «PomMeo u JIKyIbeTTh», 0CO3HAHHAS
TanpoBsIM, ObLITa CBsI3aHA C 0COOCHHOCTSIMH CTHIICTHKH CTapBIX EPEeBO-
JIOB — YacTO OIHUCATEIbHBIX, BOJIBHBIX, & TAK)KE CHJIBHO OTIIMYAIOIIUXCA
ot yctHOU peun Havana XX B. [Tocre psia npo3andecKux mepenoKeHUn
(c ¢ppaHIy3cKHX M HEMEIKUX IEPEBOIOB) TIEPBHIM OITyOJIHMKOBAHHBIM CTHU-
XOTBOPHBIM TiepeBoJIoM «Pomeo u J[KyJIbeTThl» ¢ aHIJIMHCKOro ObLI Iepe-
Boz U.B. PockoBmerxo (1839)!. Cnenyromeii crana epcus M.H. Katkosa
«Pomeo n FOmmsi» (1841): mepeBOIUIMK CTpeMHIICS TIEpeiaTh CTUIIb U CTPOU
BeNnuecTBeHHOU Tpareauu Lllekcnupa u gaxe 3aciTysKuil BEICOKYIO OLEHKY
Benunckoro, ognako, kak ormeuaet FO.J. JIeBUH, «CTUXH €ro mpu 3ToM

! 3nech u nanee B JTaHHOM ab3alle YKa3aHbl JaThl TIEPBBIX MyOIHKAIHil TIEPEBOIOB
Tpareauu Lllekcnupa.
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[O9ac BHIXOIWMIN HEMOATHYECKUMH, KOPSIBBIMH, 0ojee MOXOXHMH Ha
pyOnenyro npo3y» [33. C. 397]. beutn Taxke OmyOJIMKOBaHBI MIEPEBOJIbI
An.A. I'puropbesa (1864), H.IT. I'pekosa (1862), A.JI. Cokonosckoro (1876),
IL.A. KyckoBa (1891). OnHako G0JBIIMHCTBO EPEUUCICHHBIX IIEPEBOJIOB
OTJINYATIOCh HEAOCTATKAMMU: JIIMHHOTAMH, HETOUHOCTSIMY, LIEH3YPUPOBAHUEM
«uenpwinaniny Illexcriupa, wHOrIa HEOOOCHOBaHHOW pycH(HUKanueit
sa3pika (CokonoBckuii, KyckoB). B3siB Ha ce0s 3aauy BHOBb IEPEBECTH
«Pomeo u [Ixynberty», LllepmeneBuy Tak WM HHAYE BCTYIIAN B IIOATHYE-
CKO€ COPEBHOBAHHE C MPEBLIYIINMHU IIEPEBOAINKAMHU.

[TepeBon LllepmeHeBrYa BRINOIHEH 10 OHOMY U3 U3JaHUN, IPUBOIS-
IIAX TEKCT BTOpOro kBapto «Pomeo u Jlxynbertoi» (Q2). He BosHe sicHO,
[0 KAKOMY MMEHHO M3IAaHUIO MOT IepeBOAMTH Tparenuio lllepmieHenuy,
TaK KaK MX CyIICCTBOBAIO MHOXKECTBO: CpeIy HanOoiee 3HAaUNMBIX MHO-
TFOKpaTHO Iepeu3aBaeMbIX Bepcuid ObUIM COOpaHUsl COYMHEHUH MOoJ pe-
nakiueit Jx. Crusenca (1773), 3. Manoyna (1790), A. Puna (1803),
JIx. bocyamna (1821), kemOpumkckas penakius 1863—1866 rr. u ap. On-
HAaKO C JOCTaTOYHOW YBEPEHHOCTHIO MOXKHO CKa3aTh, uTo lllepiieHeBuu
MOJBb30BAJICS MOJHBIM H3JaHHEM, & HE YpPE3aHHBIMU BEPCUSIMH «CEMeEH-
Horo» lllekcnmpa, B KOTOPBIX OBUIM MPOITYIICHHI MHOTHE «BOJBHEBIC»
CTPOKH, HAMEKAIOIMe Ha IIOTCKYIO JI000Bb. [lanee Mbl IUTHPYEM TEKCT
TpareJuu B OpUTHHAJIE 1T0 KeMOpHKCKOM penakuuu 1860-x rr. [34].

OueBuHO, MHOTHE U3 TIepeBoAdecKuX perrenuii lllepmenesnya 6putn
MPOJAMKTOBAaHbI KOHKPETHOM 3aa4ell CO31aTh MPUHLIUINAIBHO HOBBIH, Te-
aTpajibHbli, HeMy3elHblll TekcT Tpareauu Illexcnupa. MamuHonucHas
BepcHs TiepeBojia, Haxojsmascs B donnax PIAJIN, npeana3HaueHa s
MIOCTAHOBKH: B HEW COXPaHWINCH TeaTpajbHbIe IOMETKH, YapeHus, COKpa-
neHus. bynyun, HECOMHEHHO, 3HAKOMBIM C HEKOTOPBIMU 0oJiee paHHUMHU
nepeBogamMu, lllepuieHeBHY OPHEHTHPOBANICS HE Ha HHX, a Ha yIOOCTBO
CLIEHMYECKOT0 POU3HECEHUsI U BOCIIPUATHUS. BmecTe ¢ TeM B ero nepesoje
MECTaMHU 3aMETHO BIIMsHUE nepeBoa At. [ puropbesa.

3arnasue llepmenesud nepesoaut «Pomeo n Jxynserray (B mepeso-
nax Karkosa u Kyckopa 6b110 «Pomeo u FOmus»). K nepeBony nmen neii-
CTBYIOILLUX JIUL OH MOJXOJUT HETPUBHAIILHO. Pycckue nepeBoaunKy B I10-
HCKaX COOTBETCTBUSI OPUTHUHATY MpEAJIaraay pa3Hble BAPUAHTHI (haMUIIHil
Bpakayromux cemeir Montague u Capulet: tak, PockoBuienko mumer Mou-
mexu u Kanynemu [35], KatkoB u KyckoB — Monmoero u Kanynem [36, 37];
HauboJiee ycTosBIIekcs crana Bepcust Monmexku u Kanyremmu [19, 38-40].
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HleprieneBny Gompliei 9acTpio coOmonaeT Gpopmel Monmexku u Kany-
Jlemmu, OJHAKO B PCUU IEPCOHAXCEH CKIOHAET (paMIIINH, JaBas pPa3HbIC
BapUaHTHI HAITHCaHMs, Oojee yrnoOHbIe o putMy: «Tombko He OT MOHTEK-
koB» [10. C. 67], «beit Kynynerros u MonTtekkoB!» [10. C. 70], «A, noa-
aeiid Kamynet!» [10. C. 70] u ap. OnbITHBIN NEPEBOAYNK C UTATBSIHCKOTO
U (hpaHITy3CKOTO SI3BIKOB, OH IIepeacT MHOTHE NMEHA Ha UTAIbSHCKUH Ma-
Hep: Gregory oH mepeBomuT Kak I pecopvo (paHee B mepeBoaax — I pezo-
puo, I'pezopu u naxe I pucopuii), Benvolio — Bensoavo (panee bensonuo),
Mercutio — Mepryywo, Peter — Ilbempo (Tak wiu B Bapuammu [luempo u B
IpyTUxX mepeBonax), John — /cosannu (tak ke y I'puropseBa u ['pexoBa;
y octanbhbix Hoann, y COKOIOBCKOTO — JPicuosanio). JIOMKHOCTD prince
of Verona oH nepeznaer kak k#A3b (Tak ke y [ puropbeBa; y Ipyrux mnepe-
BOIYHKOB — npuny, 2epyoe), friar Lorentio — xak Jlopenyo (Tak y Bcex 1e-
peBo4HKOB, kpoMe CokonoBckoro: Jlopenso, u Kyckosa: omey Jlaspen-
muit). DoneTnueckoe cokpamenue [lleprieHeBnueM OKOHUAHUH UMEH, -b0
BMECTO -U0, AeJaeT UMEHa Ha CJIOI KOpode U JaeT BO3MOKHOCTh I1€PEBOI-
4Ky 60Jiee cBOOOIHO pelIaTh 3a1a4u IPUBEACHUS IIepeBOAa K CBOOOIHOM
peun.

[IepeBonx «Pomeo u J[)KyIbETTBD» MHTEPECEH TEM, YTO 3/1€CH MOYKHO
HaOIIOATh MOCTENeHHOE (POPMUPOBAHUE TE€X IPHHIUIIOB, KOTOPBIE BITO-
cnencteun npuBenyT B. IlleprieneBnya B narepb CTOPOHHHKOB TOYHOTO
nepeBoa, WK «(opMmamucToBy. OmHAKO 34€Ch NMEPEBOTUMK AAIEKO HE
BCETIa CIeyeT HeaaaM MepeBOaUECKON TOTHOCTH, B OOJIbIIeH Mepe, ove-
BUJIHO, OPUEHTHPYSICh Ha yKa3aHUS peKuccepa.

Tpareanst OTKpBIBAacTCS MPOJIOTOM, MPEACTABIIIONIEM COO0H KpaTKuit
cuHorcuc cioxera: “Two households, both alike in dignity...” [34. P. 33].
ITepeBogunku XIX B. 4acTo MPOCTO OITyCKaJIM 3Ty BBOJHYIO YacTh; €€ Iie-
pesenu stk ['puropses (mpuyem u3 14 cTpoOK COHETa y Hero MOJTy4Yriiach
21 crpoka) u COKOJOBCKHUH, yKe SKBUIIMHEApHO, a Takxke bamemont. [lep-
IIEHEBUY TEPEBOAUT HKBUIMHEAPHO MU CPaBHUTEIBHO TOYHO, OIHAKO
BUJIHO, YTO B IIEPEBOJIE C AHTIIMHCKOTO OH CPABHUTEIBHO HEOTIBITEH; TaXKe
B MIO3HIE TOABI, IIpH nepeBoje «LlumoOennHay, OH ObUT BBIHYKIEH IT0JIb-
30BaThCs MOACTPOUHBIM IepeBoAoM ¢ anrauiickoro [1. C. 110].

Tax, B nepesoze nponora IllepnieneBnd He HAXOOUT aI€KBaTHOTO CO-
OTBETCTBUS JUII HEKOTOPBIX BAXKHBIX KOHIIETITOB U 000p0oTOB. OH HUKAK HE
nepesaeT MOTUB acTPOJIOIMYECKOM, CyJb00HOCHON MpeaHa3HaYeHHOCTH
JPYT TS IpyTa IBYX FOHBIX BO3MI00IeHHbIX: “A pair of star-crossed lovers”;

122



Komnapamusucmuxa / Comparative Studies

B epeBojie Ileprienerrua — nmpocto «Yera BirobaeHHBIX gy [10. C. 66];
HE OTPaXCHO U ITPOTHUBOIIOCTaBICHHE ancient grudge (crapuanas pacmpsi)
u new mutiny (HoBbIe CMYThI); HCUYE3aET 3AKIIFOUYEHHUE O TOM, YTO Bpax/Ia
OTIOB IIPepBaach TOIBKO HA MOTHJIIC JIETEH.

M3bickannbiii o6opot “Where civil blood makes civil hands unclean”,
B KOTOPOM 3aJI0’K€HA UTPa MEXIy Pa3HbIMH 3HAYCHHsIMHU cjioBa Civil —
epascoanckull, yusunruzogannuviil, lllepieHeBHY MEPEBOTUT TOBOJIBHO
Ia0JIOHHO: «37ech JIbeTcst KpoBb Hapoja / M Opat Ha OGpaTa BCTai ¢ opy-
KueM B pykax». ®pasy “From forth the fatal loins of these two foes” («u3
00pedYeHHBIX / POKOBBIX UPECH ITHX JBYX BPAaroB») OH MEPEBOJUT: «POIHU-
Jack U3 BPAXBUX TEX YTpoO»; JIeKceMa ympobda, BOCHpPUHMMAaeMas Kak
ycrapesiiee 1 / Wi POCTOPEYHOE CII0BO, HECKOJIBKO BBIICNAETCS U3 00-
IIEH CTHINCTHUKYU NIEPEBOAA.

I'ne-to lllepmieneBrd coBepIaeT IMEHHO TE OMIMOKH, B KOTOPBIX TIOTOM
OyJer yaudaTh APYTUX IMEPEBOJYUKOB, B YACTHOCTH MOJMEHY 00pa3HOTro
pana. Tak, B Bocbmoii cTpoke y Illekcnmpa kpaTKo onucaHa pa3Bsa3Ka CrO-
xera: “Do with their death bury their parents strife” («ryrem cBoeii cmeptu
MIOXOPOHST PO3Hb CBOUX POJUTENCH»); B IEpeBojIe 00pa3 3aMeHseTCsl Ha To-
TUYECKUH TTamIr: «iM GpadHbIM JIOKEM CTall XOJIOIHBIA, TEMHBIH TPO0Y.

HecMoTpst Ha yKka3aHHBIE HETOYETHI U PSJ CTHIMCTHYCCKUX HEOPEKHO-
cteir, mepeBon mpoisora y llleprieneBnua oOnagaer mMpeUMyIIECTBAMU
IPOCTOTO, SICHOTO CHHTAKCHCA, TOYHON Neperavynd puTMa; 3a OXHUM HC-
KIIIOUCHHEM OH BOcCco3laeT pu(MOBKY opuruHana. OUeBHIHO, YTO TOT
TEKCT HaMpaBJICH HA IIPOU3HECEHHUE CO CIICHBI U ayAUAIIEHOE BOCIPUSTHUE;
B yacTHocTH, nobaBnenneM Kk lllekcriupy crana ¢paza «Celiuac HajeHeM
MBI CTApUHHYIO JHYUHY», KOTOpas YKa3bIBaeT IJIsl 3pUTeNell Ha BpEMEH-
HOW TpOMEXyTOK Mexnay LllekcmupoM M COBPEMEHHBIM TeaTpallbHBIM
IPEACTaBICHAEM.

[MpenmymectBa mepeBona lllepmeneBrnya cTaHOBSITCS OYEBHIHEE MIPU
CpaBHEHUU ¢ 0oJee paHHUMH NEPEBOJAMU IIPOJIOTra, — KaK C HEIOBKUM Ba-
puanToM Coxonosckoro: «/ BOT B psiAy UX POAOCIOBHON JnuHHOIL / Po-
Jtack napa iobsmmx cepuery [40. C. 203], Tak u ¢ 3P GEKTHBIM, OTHAKO
CWJIBHO yAAJISIOIIMMCS OT OpUrHHaja TeKkcToM banbMoHTa, rae dpassl me-
perpy>KeHbI U HEMOHATHBL: «113 T0HA ABYX BParoB, 4eil rHeB OB SIBHBIH, /
Yera BOONCHHBIX BCTada B CMYTHBIX AHAX» [19. C. 132]. HyxHo oTMe-
TUTH, YTO TOYHBIA MEPEBOJ] MPOJIOTA — YPE3BBIYAHO HETpOCTas 3ajaada,
u, B yactHocty, I'. Illenrenu cypoBo kputukosan b. Ilactepnaka 3a npu-
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BHECEHHE 00pa30B «ciabocTeil mepay, «rpoOOBBIX IBEpEiD», a TAKXKE 3a He-
YIA4HBII BBIOOP JIEKCHKH — «TJIaBapei», «IojcTpanBaTh ko3Hm» [41. C. 312—
314 u T.1.

Y3ke Havajo MepBOro NEHCTBUS TpareAuu MPEIbsABIICT MEPEBOIIUKY
BBI30B: IIE€pBasi KAPTHHA HAUMHAETCA C IIyTOK, OCHOBAHHBIX Ha KaaaMOy-
pax. lllepmeneBnd 31eCh CTPEMHUTCS K BOCCO3MAHUIO CBOOOAHOU pasro-
BopHo#i mHToHanmu. Urpy Illekcompa ¢ coals, colliers, choler u collars
(YHH3HUTENBHOE TaCKaHUE YIS, XKeTub-37100a U BOPOTHUK-OLICHHUK) [34.
P. 4] on mepeBoaUT Yepe3 KOHIENTHI Uepams ¢ Hamu, uepyuiky (COBIaIaeT
¢ permenueM [ puropreBa), guimaiyume mey, gvlie3mu uz outetinuxa (camo-
ctosaTenbHble 00pasbl) [10. C. 66—67]. Hyxxaarouuiicst B 00BbSICHEHUH KeCT
OCKOpOUTENIFHOTO KycaHus najbla, bite a thumb, [lepiieneBny nepenaet
KaK [TOKa3bIBaHNE KyKHUIIa (JO HETO TaKoe XKe penrenue npumensut [ puro-
pbeB, a babMOHT BOOOIIE HE CTa)I IEPEBOAUTH STOT AIH30/1I).

ITepeBox mpo3sl, koTopas y Lllekcnmpa OTHOCHUTCS K PedH CIYT U, KaK
MIPaBUIIO, TIEPECHIIIaHA OCTPOTAMH, SIBJSIETCSI HEPOCTON 3afadued, OJJHaAKO
MIEPEBOTIMK OOJBIIEH YaCTHIO CIIPABIAETCS C Heil. B HEKOTOPBIX ciydasx
OH CTpEeMUTCS HaWTH KpaTKue aJIcKBaTHbIE 3aMEHBL. Tak, B 4acTHOCTH,
MIPOMCXOANT B PEIUINKE HErPAMOTHOTO CIYTH BO BTOPOI KapTHHE IIEPBOTO
JEWCTBHS, KOT/Ia TOT JOJDKEH MPOYECTh CIICOK IPHUIIANICHHBIX Ha Oail.
[lepreneBrd omycKaeT MHOTOCIOBHBIE paccyxaenus: “It is written, that
the shoemaker should meddle with his yard, and the tailor with his last, the
fisher with his pencil, and the painter with his nets” [34. P. 16], u 3amenstet
UX KanaMOypoM, ITOAYEPKUBAIOLIIM HErPaMOTHOCTh epcoHaxa: « TyT ka-
Kasi-To TO4Ka, TyT uyepTa. Hu yepra He nonumaro!» [10. C. 79].

WHorpa mepeBoguecKre peleHns KaKyTcsi HAMEPEHHO HapamoKcatb-
HBIMH I JOCTHIKEeHHS OoJtee sipkoro KoMmmdeckoro sddekra. Tak, Bo BTOpoit
KapTUHE TIEPBOTO ACHCTBHSA PoMeo roBOpHT, YTO HOBPEXKICHHYIO TOJICHD
(broken shin — He 06s13aTENBHO CAOMAHHYI0) MOYKHO BBIJIEYMTH JTMCTOM 710~
Oopoaicnuka, plaintain-leaf; Ho storo sBHO HempocTaTouHO, BeHBOIMO BOC-
KIUIaer B otBeT: “...art thou mad?” llepieHeBUY MEHSET HOOOPOHCHUK
(kaK y OOJBIIMHCTBA MPEABIAYIIHX [IEPEBOIYUKOB, Y BanbMoHTa — niamar)
Ha Nanopomuux, NIOAYEPKUBAsl HENEHNOCTh CIOB BIIOONEHHOro repos (u,
BO3MOXKHO, HAMEKasi Ha KOJIJJOBCKHE KOHHOTAI[NH 00pa3a MarnopoOTHUKA).

TpanuunoHHO HempocT I TmepeBona nuaigor Pomeo m Mepkyuno
B UETBEPTOH KapTHHE BTOPOro akTa. 3mech lllepmeneBnd mpocTo mumeT
COOCTBEHHBIH TEKCT, COBMANAIOIINI ¢ OPUTHHAIIOM B KOMMYHHKATUBHOM

124



Komnapamusucmuxa / Comparative Studies

menu: MepKynuo BEICMEMBAeT Oe3HaIeKHO BIIOOIEHHOTO Pomeo, crpe-
MSICh €T0 B30OJPUTH, — OJJHAKO a0COFOTHO HOBBIN 1o oOpa3zam. [lepeBo-
YUK BBICTYHAET KaK KOMeAnorpad, 1 MMEHHO STOT OTPHIBOK 3aIIOMHUIIICS
peuensenTam: «Pomeo. Pazaumu Hac, npyr berBonso! Mepkynpo Tak ocT-
PUT, UTO MOE OCTpPOyMHE OOUTCS MEepecTaTh OBITH OcTpoymMueM. — Mep-
Kyybo. TBOU OCTPOTHI B ITIOAMETKU MOUM He rousrcs. — Pomeo. Heynusu-
TenpHO. THI ¥ TBOE OCTPOYMHE — JBa camora mapa. — Mepkyyvo. CMOTpH,
4TOOBI MOE OCTPOYMHE HE CTaJO KaJloLlel, B KOTOPYIO ThI cafenby» [10.
C. 111]. BeposTHO, 3TOT MOJIHOCTHIO IEPENMCAHHBIM AUANOr — IIPUMED
TOTO CaMOTO BOJIFHOTO CIIEHHUECKOTo Iepeckasa lllexcimpa, k KoTopoMmy
cTpemuics Taupos.

Taxoke llleprneHeBud MHUIIET OCTPOTHI IS TUAJIOra ¢ MYy3BIKAHTAMHU
B (MHAJIC YETBEPTOTO ICHCTBHSL, CTPEMSCH HEe K (POpPMaIIEHOM SKBUBAJICHT-
HOCTH, 8 K KOMMYHUKATHBHOW aJIeKBATHOCTU ITOTO 3a0aBHOTO JHAJOTa.
Kak ormeuaer TampoB, 3Ta clieHa, Hapyllamomas TpParnyecku CTpou
CBOUM KOMH3MOM, «HEOOXOIUMa B TEUCHHE CIEKTAKIL. V6o mensrit Kiy-
00K TeaTpalbHBIX MPEMATCTBUM yxe 3aBepiien» [23. C. 20]. [lepeBoauuk
nobuBaeTca komuueckoro s dexra: «llvempo. <...> Yk s Tak Obl Apan
BaIlli yIIM CBOMM IIEHHEM, KaK BaM HE Jpalld UX B JETCTBE PyKaMH. —
1-v11i myzvik<anwm>. Takas oOuga He mepeHocutcs. — [lbempo. bepern
CBOIO TIEPEHOCUILY OT MOETOo KyJjaka. MHe HHUKakUX HOT He Hajo. 13 Bac
BBITSIHY M «Pe», U «COIbY. — 1-b1ti My3vik<awm>. IT0 OyJeT KCTaTH: y Ba-
IIEr0 OCTPOYMHS KaK pa3 COJM HENOCTAaeT. — 2-0ti mMy3vik<awm>. Tak 4To
MBI PUCKYeM yiTu HeconoHo xnebasmmy [10. C. 169].

O4eBUIHO, YTO HE BCE KaTaMOyphl, OCHOBAHHBIC HA CO3BYUHSIX U BapH-
ATHBHOCTH 3HAYCHUH CIIOB, MOTYT OBITh IIepeBeIeHBl TOUHO. Tak, Hanpu-
Mep, peub beHBOIMO B MepBOil KapTUHE NEPBOrO JeiCTBUS 3aBepIIAETCs
B opuruHaie urpoii cios: “Came more and more, and fought on part and
part, / Till the prince came, who parted either part” [34. P. 9]; Illepuiene-
BUY JaeT PUTMU30BAHHBIA IEpPEBOJ, HE NepefaBas HU CO3BYUMs CIOB,
HH OMOHHMHYHOH pupMBL «HamomHumace HapoJoM ILIOMIA]b, CTalH
npatbes, / KHA3p BBIMIENT HakoHeNl W Apaky mpekpatwny [10. C. 72].
IIpaBaa, 3TOT NepeBoj, OyAy4n HE COBCEM 3KBHBAJIEHTHBIM, OKAa3bIBACTCS
BIIOJIHE aJICKBaTHBIM, MTOHSATHBIM U MPOCTBIM TI0 CUHTAKCHYECKON CTPYyK-
Type (cp. ropas3o MeHee KOHKpeTHBIH nepeBox bamsmonta: «Jlroxeit Bce
OoJbIIIe, CTOPOHBI cpaxkanuch, / Y IIpuHII mpuIern, U BceX OH pa3IeiTin)
[19. C. 134)]).
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HexoTopble U3 nepeBoIUECKUX PELIEHUH MOXKHO paccMaTpHBaTh Kak
TPaKTOBKH, CMEIIAIONINE CMBICTIOBBIC aKIICHTHI opurnHana. Tak, ymupas,
MepKky1no TprKIIbl Tpou3HOoCHUT: “A plague o’ both your houses!”, — u 3a-
TeM cHOBa: «your houses!» [34. P. 67—68]. Yarne Bcero sty ¢pa3sy nepeBoasT
JOCIOBHO U adopuctuuHO: «Uyma Ha 06a Bamu goMal», HHOTAA ¢ BapHa-
musMu: «UepT 661 moOpan goma obomx Bac!» [40. C. 243]. lllepmeneBny
K€ MepeBOIUT cienyromum obpazom: «IIpokisaTes Bam oboum!»; «IIpo-
KJIThe BceM Bamy; «IIpokisitee Bam o6oum!» [10. C. 124-125], — takum
00pa3oM pactpocTpaHss MPOKIATEe MepKyIHo ckopee Ha BHHOBHBIX B €70
rubenu Tubanpra u Pomeo, a He Ha 00a noma MonTekku u KamyneTTu.

Baxneiimeii 3anaueii [llepmeneBuya, oueBUAHO, Takxke uayuieit ot Ta-
HpOBa, OBIIO COKPAIICHUE MBECHI, YTOOBI OHA yMeIaaach B AIHHY CIICHHU-
YEeCKOTO NISHCTBUS, B TO BpeMsl KaK CTapble IIEPEBOMBI, HAPOTHUB, OBLTH
JUIMHHEE OpUTrvHajia. B opuruHae nepsas KapTHHA IEPBOTo AeicTBUA 3a-
HuMaet 236 cTpok, B nepeoje lllepmenesuua — 206; BTOpas — cOOTBET-
ctBeHHO 101 u 81 ctpoky u 1. 1. Takke OH HE IEPEBOIUT MPOJIOT KO BTO-
pOMYy aKTy.

ITpokOMMEHTHpPYEM HECKOJIBKO HMPUMEPOB COKPAIICHUS OpUTHHANA.
Tak, B Oecene KOpMIITHITHL | Jiean KarmyneTT B TpeTheil KapTHHE TIEPBOTO
neiicTBus oT (pas3el 0 Bo3pacte JXKYIBETTHI IO MOSBICHUS TEMBI Opaka
y lllexcnupa TekcT coaepkut 61 crpoky, y lllepmeneBuda — Tonbko 19
(y I'puropeesa 68, y bansmonTa — 64). lllepimeHeBHY «CTIEMINATY NEPEHTH
K CYTH JeJa, omycKkas moapobHocT. Hampumep, B OpuruHaie KOPMIIATA
roopurt: “Come Lammas-eve at night shall she be fourteen. / Susan and
she — God rest all Christian souls! / — Were of an age; well, Susan is with
God» [34. P. 19]; y bansmonTa: «IIpen maem Iletpa cBsTOrO, 94TO B BEpH-
rax, / YerslpHaanars ucnonuures el et. / Oun ¢ CycanHoit 6sutn 6 of1-
HoJeTku, — / bor ymokoit Bce nymm xpuctuan! / Hy, gto x, CycanHa
B bore npeowiBaeT» [19. C. 139], y lllepmeneBnya tak: «C Moeti CycaHHOO
Ixynserta onHonerku! / Ho bor Cycanny B3sit, Teneps oHa B pato!» [10.
C. 83]. Tpu cTpoku B opurusane, niats y baasMmonra, 18e y llleprinenesuya:
NEPEBOJ MOCIEAHEr0, BO3SMOXKHO, IIPOUTPHIBAET B JKUBOCTU PEUEBOH Xa-
PAKTEPUCTUKU KOPMUIIHILIBL, HO 3HAYUTENILHO BBIUTPHIBAET B JUHAMHUKE.

3anmoMuHaOUMHCcs MOHOJIOT Mepkynno o kopoaese Mab B opuruHane
conepxuT 44 crpoku, B nepeBoje lllepmenesnda — 21 crpoky (y bans-
MoHTa — 52). YV IllepmieHeBu4a OH TIPECTABISET, CKOPEE, COKPAIICHHBIN
MepPECKa3: COXPAHEHbI PUTM OPUTHHAJIA, MHOTUE BaKHBIE 00pa3bl — KOJIBIIA,
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MayybuX HOI KakK CIUL, MayTHHBI-BOXOKEH, Kydepa-KoMapHKa, KapeTbl-
CKOPJIYTIKH | JIp.:

Kak MapuiK-c-ITabuiK BCSI — yMECTHTCSI B KOJIBIIO,
[IerHKHN — TpOiiKa eil. U Tpoiika Mab BeseT

Brois mo Hocam mrofielt, 6eCCMBICTIEHHO XparTsIiX.

U cnmrs! Kosteca — nayqsH JJIHHHEBI HOTH,

W3 kpbLUIbEB CTPEKO3bl KOISICKU BEpX MPO3PauHBIi,

U HUTH NayTHH B €€ pyKaX KaK BOXKH,

KuyToM eif ciysxaT aKuiIbl Maoi MOLIKH,

V3neuku y Hee — JTydM MJIaloi JyHbl,

Komap cuauT y Heit kak OyATO BaKHBIN Kydep,
Usrpezna Oenka et koisacky u3 ckopiymok [10. C. 88].

[lanee nepeBeaeH oOIMIMi CIOKET BHYIICHNS CHOB Pa3sHbIM TUIIAM JIFO-
Jeii: BIIIOOJICHHBIM, CITyTaM, CyIeHCKUM, EBHUIIAM; OJJHAKO OITyIICHBI 00-
pa3bl OJIIepMEHa, «IIOAHOTOTHBIX» YEPBSIUKOB U 3HAUYUTEIILHO COKpalleHa
BTOpPAsl 4aCTh MOHOJIOTA.

OueBuHO, 4TO 371ech lllepuieHeBHY-TIEPEeBOAYNK elle MPoOyeT cBOU
CHUIBI X HE C(OPMYITUPOBAJ IIOKA TOYHBIX IPUHIIAIIOB ITEPEBO/IA: OH MOPO
M03BOJISIET ce0e OTCTYIICHUS OT OPUTUHANA, B YACTHOCTU B CTPOCHUH CTHU-
XOTBOPHBIX cTpod. Tak, HarpumMep, oH JobaBiseT aHadopy B JABE PEIUIUKH
Pomeo B ueTBepToii KapTuHe iepBoro AciicTBus: «[logaiire haken mue. He
cTaHy TaHueBaTh i1. / [lonaiite gaxen mHe. S cBerou monecy» [10. C. 85],
TaK >ke IIPOUCXOIUT BO BTOPOI KapTUHE BTOPOIro AEHCTBH B ciloBax Jxy-
neeTThl: «Kak 0yaTo okeaH, Mosi OeckpaiiHa menpocts. / Kak 6ynro okeaH,
Most m060BB orpomuay [10. C. 102]. Ykpamena anadopoii 1 peub Mepky-
1IN0 B MIEPBOM KapTHHE BTOPOTO ACHCTBHS:

SIBrCh, MOIIO TEOSI 0Ouamu Po3anuHel,

SIBUCH, MOJTIO TEOSI YEJIOM €€ BBICOKHUM,

SIBHCE, MOJTIO T€0sI yCTaMH ATOM JIEBHI,

SIBHCH, MOJTEO TEOsI 1 HOXKKOI CHHBOPHUHEI,

SBuCH, MoITIO TEOsI, K HaM B obmamke ceoeM! [10. C. 96].

OpuruHaI 3aHIMaeT CTOJIBKO JKe CTPOK, HO OoIree pa3sHOOOpaseH 1Mo CHH-
TAKCUYECKON U 00pa3HOM CTPYKTYpe, a Tarkke 0ojiee OTKPHITO SPOTHYEH,
YIIOMHHAS ¥ «CTOILY», U «HOTY», H «O€IPO», U IIPHIIETAIOIINE BIIAJACHIS»

I conjure thee by Rosaline’s bright eyes.
By her high forehead and her scarlet lip,
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By her fine foot, straight leg and quivering thigh,
And the demesnes that there adjacent lie,
That in thy likeness thou appear to us! [34. P. 37].

Pasnoobpasne nostuyeckoro purMa y llekcrupa nopoit npuBoIuT Iie-
PEBOAYMKOB K MOMCKY PUTMUYECKUX BapHaHTOB. Tak, mpo3andeckas pedb
KopMuHLB! y IlepieneBnya 4acTHIHO IEPEBEICHA B CTUXOTBOPHYIO (T1s1-
Tas KapTHHA BTOPOTO JACUCTBUS ), IMO MHOT/IA YCTYIIAeT MecTO Xopeto. Pac-
CMOTPHM I10JIpOOHEe IPUMEPBI TAKOH PUTMUYECKOI 3aMEHBI.

Mowuosor otia JIOpeHIo B TpeTbeil KapTHHE BTOPOTO aKkTa, B OPHIHU-
HaJle HAIIMCAHHBII IATHCTOMHBIM IMOOM, TaK OTIMYAETCS CTHIMCTUYECKH
OT MPEIBIAYIIET0 Pa3roBOpa BO3IOOIECHHBIX, YTO HEOAHOKPATHO BHI3bIBAII
y HIepEeBOJUHMKOB XKeJIaHHe epeaTh ero IpyruM pasmepom. Tak, Am. ['pu-
rOpbEB MepenaeT ero xopeeM, KyckoB — 4eM-To OJIM3KHM K HapOTHOMY
nonbHUKY («IIpexkae ueM CONHBIIIKO, OYM OTKPBIBIIM ropsuue, / JHro
IPUAACT XKU3HU U CBEXKYIO POCY HOUHY!O noBsIcymuT [37. C. 46)); Llep-
LICHEBHY, OYEBUTHO, MO BIUSHUEM I pUropbeBa, 30ech TAKKE HePEXOAUT
Ha IECTUCTOIHBII XOPeii, 4TO POU3BOINT BIEYATICHHE CMEHBI PUTMA Ha
MECEHHO-HaPO IHBIH:

VTpo ceporiasoe 3arisHyJI0 B HOb,

U paccBer custioIunii TOHUT CyMpakK IpoYb.

O6J1aka TyMaHHBIE COJIHLIE 30JI0THT,

[IbstHBIH Mpak kauaeTcs, oT ayueit 6exur [10. C. 106].

Kaxk u MoHOIIOT 0 KOposeBe Mab, 3TOT MOHOJIOT COKpaIleH IPUMEPHO
Ha TpeTh, AaBas oOliee MpecTaBiIeHHE O 3aHATUH JlopeHmo — cbope
Tpas.

[TomoOHBIM 00pa3oM MO MEPEeXOJUT B XOPEH M B qUANOTe, B CICHE
IPOIIAHUS BO3TIOONEHHBIX (TIATast KapTUHA TPETHEro JCHCTBUS); IIECTHU-
CTOITHBIM XOpPE€EM HaIllMCaH BEChb AUAJIOT N0 MOABJICHUA KOPMHUIIUIIBI:

Xouems yxonuts Tol? JleHs emie aanexo!

AX, HE )KaBOPOHOK — 3TO COJIOBEH!

Ciryx Hamyras necHei 3BOHKO-COJIOBBUHOM.

B moiHOYE 3BOHKO CBUILET OH B JIECY TITYXOM.
Muublit Moit, moBeps MHe! Do comnoseii [10. C. 142].

[Tepexon Ha MIECTUCTOIMHBIN XOpeW COBEpIIAEeTCS U B HA4aJle MATOTO JAeH-
CTBUS, B MOHOJIOTEe POoMeo:
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Eciu TonbKO BEpUTH B CHBI U YBEPEHbS,

PajnocTh BO3BEIIAIOT CEPIIIly CHOBHICHDS.

M nuxyet cepare, ObeTCS M 3BEHUT,

U MeHst BO3HOCHT K HeOecaM B 3CHUT.

CHUJIOCH MHE: IPUXOIUT Muias J[KynberTa.

A nexy npen Hero MepTB 1 HeasrkuMm [10. C. 169].

B nocnegnux AByX ciyyasx pUTMHUYEcKasl 3aMEHa MOSBIIAETCS TOIBKO
B iepeBoie LlleprreneBrya (oHa He HAOIIOAACTCS, B YACTHOCTH, HU Y I pu-
ropbeBa, HU y banbMoOHTa), 4TO MO3BOMSAET CHOPMYIHUPOBATH THIIOTE3Y
0 TOM, YTO XOpe€H CTaHOBUTCA Ul MEPEBOIUYMKA BBHIPASUTEIBHBIM CpPEl-
CTBOM, aKIICHTHPYIOIINM O0COOCHHYIO IMPHYHOCTH CUTYAIUH, €€ He-OBITO-
Boii Xapakrep. CioBa JIopeHI10, coOMparomero TpaBsl, HATIOMHHAIOT 3aro-
BOp; MpPOIIaHKE BO3JIOOJCHHBIX U MPOBUAYECKUN MOHOIOT PoMeo — Bce
9TH ()ParMeHTHI OTIMYAIOTCS OCOOCHHOM MMO3TUYECKON U IpaMaTHIECKON
CWJIOHN U, BEPOATHO, B 3TOM KaueCTBE U BBIJCIICHBI XOPEEM, HEOKUAAHHO
npuOIIKask JAHHBINA TEKCT K PyCCKOI HapoJHOHM s3bIK0BOH cTuxuu. Kax
otMeyaeT M.JI. 'acnapoB, y 3TOro pa3mepa €CTb OY€Hb XapaKTEepHBIN ce-
MaHTHYECKUN OPeo: «6-CT. Xope <...> TpaJuIMOHHBIN pa3Mep PyCCKOTro
(honbknopa u ero umutanmii» [42. C. 308].

[IpuxoTnuBseii, xuBo putM Komeauu lllexcnupa mepemMeHYMB; MO-
CKOJIBKY OH BapbHPYET OT MPO3HI K sIMOY, TTOpoid prudMoBaHHOMY, 3apu-
MOBaHHBIC CTPOKH NPHOOPETAIOT KOHTEKCTYyaJbHOE 3HAYCHUE CHIIBHBIX
MECT TEKCTa, HECYIIIUX CMbICII0BOE yaapeHue. lllepiieneBuy He Beerna co-
xpaHsieT pudMy BHYTPH OTACIBHBIX KapTHH. Tak, Hanpumep, y lllekcrupa:
“Thou villain Capulet! — Hold me not, let me go'. / — <...> Thou shalt not stir
one foot to seek a foe” [34. P. 7], a B mepeBoze: «A, momisiii Kamyer! <...>
ITyctu mens, mycru! / Ilpous, roBopro. / — <...> Ha mar He oTmymy si!»
[10. C. 70].

BwMmecte ¢ TeM mepeBOIUHMK CTPEMUTCS COOTIONATh PUPMOBKY IS 3a-
KITIOUMTENIBHBIX CTPOK KapTHH, KOTJa OHAa €CTh B OPUTHHAJIE: 3TO OpraHH-
3yeT (HUHAN CLEHBI, IpuAaBas 3apr()MOBAHHOMY BBICKAa3BIBAHHIO IIPH-
3HaKu apopUCTHIHOCTH. [IprBeneM HECKOIBKO MPUMEPOB TAKUX IMEPEBO-
noB: «[Ipoimaii! MHe TBOW cOBEeT MOMOXKET oueHb Majo. / — <...>. Her,
CpeZACTBO 5 Haiiy Bo uto Obl TO HU ctano!» [10. C. 77]; «[loiiny obenats 1.
A T8I cKOpee B kenbio! — <...>. [Ipomaii! Moii k cqacThio TyTh, K OTpaje

1 Kypcus B nurarax, eciay HeT HHOTO yKa3aHus, 3aech U nanee Haul. — B.C., J[JK.
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u Becenbio!» [10. C. 119]; «He Oyxer nmoBecTH Ha cBeTe CKOpOHEH 3TOi, /
O, nosectb rpyctHas Pomeo u Jxxyneerten» [10. C. 185].

ITopoii nmepeBoAYUK, OUEBUIHO, IO HEONBITHOCTH, AOMYCKAET HEJIOB-
KHe, IUI0X0 3By4YaIine (ppa3bl, BCTAaBICHHE HE3HAYUMBIX CIIOB JUISl COOIIIO-
JeHus putMa: «MeHseT o0JIUK CBOM JTyHa 6edb Kaxablii Mecsil. / TBost mro-
00Bb KO MHE 1n0000H01i eti He 6y0b» [10. C. 101]; «C epybuanxou cam 0yap
rpyo» [10. C. 86], — TaBTonorun: «OcTaBb MEHS OJHY C MOCH mocKotl ne-
yanvnou!» [10. C. 103].

Ou4eBuHO, YTO HamboJee BaKHBIMU T€POSIMH CHEKTAKISI CTAaHOBSITCS
Pomeo u Jxynberra, IOCTaHOBKA MPEKIE BCETO MOCBALIEHA UCTOPUHU UX
ctpacTty. Taupos nucai: «“Pomeo u Jlynberra” He “ciajikas NECHb IEp-
BOM JIF00BU”, 8 CUM(OHUS IEP3HOBEHHOMN U CTPACTHOM, MOTyuei 1 Bce To-
[JIOIIAIOLIeH, MPEeKpacHON U KecTOKOW JoboBHOM ctuxum» [23. C. 20].
Pexwccep momuepkuBan: «CrieKTakib KOHCTpyupyeTcs Tak: Pomeo n Jxyis-
eTTa — /IBa N3BEYHBIX 00pa3a M0OOBHUKOB, CTONb XK€ M3BCUHBIX, Kak [ly-
muanxa u CakyHrana, Jlante u bearpuue, Tpucran u M3o01b1a — 1Ba repost
Tr00BH, TBa JKEPTBEHHBIX HOCUTEIS ee m3BeuHOl ctuxum» [23. C. 19]. Ux
TEKCT B IIEPEBOJIC COKpAIleH MUHUMaNbHO. Ecnu pedn npyrux mepcoHa-
el 4acTo cTaHOBSITcA Kopode (kopMunuia, Mepkyuuo, JlopeHno), To
cinoBa Pomeo u JIKyIbeTThl IEPEBOAATCS NPAKTUUECKU MTOJTHOCTBIO.

BaxnelmuM B ApaMaTHUYECKON CTPYKType TEKCTa SIBISETCS IMEPBBIA
nuanor Pomeo n JxxynberTs! Ha Oary. [lepeBoaumK TIIATENFHO OTpakaeT
KypTya3HyIo Urpy-0eceny U U3bICKaHHO 3apH(hMOBBIBAET €€, He COOIo1as,
0JIHAKO, CTPOTO THUIl pUPMOBKU:

Pomeo <(Ixyneerte)>
O, ecaM OCKBEPHUI, KOCHYBILIHCS PYKOH,
TBoeli pykn st HEIPHKOCHOBEHHYIO CBSTHIHIO,
ITo3Bosib MOMM I'y0aM, KaKk MUINTPUMY, HBIHE
CMBITB TTOLEITYSIMH C PYKH CJIE]] TPETHBIN MOH.
Jbxynberra
KacanbeM pyk TBOMX HE OCKBEPHHUII HEBOJIFHO,
O cTpaHHMK CTpaHHBIH, ThI IEBUYBHX PYK MOUX.
J1opoKHOI0 PYKO# KacaTbCsl PyK CBATBIX
JloCTOWH NIIATPHUM ITPOCTOH M GOTOMOJIBHBIH.
Pomeo
CBATBIM M CTPaHHUKAM YCTa PABHO JIaHEIL.
JLxynberta
Ho ux ycra BCcerga ncanmy nocBsIIEHBI.
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Pomeo

Torga xk MouM ycTaM, CBSITasi, HAKIIOHUCH THI,

Uro6 nx cracTi OT MyK CBOMM JIOO3aHBEM UHCTHIM.
JbxynberTa

CKIIOHSSICHh Ha MOJIbOBI, HEJJBHIKEH JIMK CBSTHIX.
Pomeo

Heb6ecHas! U 1 ocTanbcst 6e3 ABMKEHBs!

Jlo63aHbeM 3TUM ThI CHUMAEIb MPerperIeHbs,

U BOT TBOM yCTa rpex CHSUIM C YCT MOUX.
JbxynberTa

3aro Tenephb TOT rpeX yCTa MOU TPEBOXKUT.
Pomeo

I'pex Ha TBOMX ycTax? O, cinagocTHBIN ykop!

Bepnu ero ckopeii! OH BO3BpaTUTHCS MOXKET.
JbxynberTa

Pasyuen xopoiuo Bai nomenyi, cuasop [10. C. 92-93].

Hexotopsle cTpoku naHHOro pasrosopa lllepiieHeBud 3auMCTBYET,
JIMILIB Cllerka MepenHaduB, u3 nepesoja ['puropsesa: Tak, y ['puropbesa
eCTb CTpOKH: «CBSTBIM U CTPaHHHKY PaBHO YCTa JaHbD»; «MOJIMTBE UX
ycTa MOCBSIIEHBD; «CKIOHAACH Ha MONBOBI, HEABIKEH JHK CBATBHIX);
«TBowu ycra rpex cHsu ¢ yct moux» [38. C. 32].

[eprieneBNY CTpeMUTCS TIEpeNiaTh U H3SIIHYIO HTPy 00pa3aMu, U KOM-
MYHHUKAaTUBHYIO CUTyaluto. Tak, B IepBOH CTPOKe MEpeBOja MOSBISAETCA
YTOYHEHHUE «CBSITBHIHS TBOGH PYyKW», 4TO He cpasy sicHO u3 Tekcra lllekc-
TUpa; OH T00ABIISET K cioBaM PoMeo nMpoch0y HAKIIOHUTHCS (JIJ1sI TIOTEITys),
YTO TOMOTaeT OOBIrpaTh cloBa JKyJTBETTHl O HETIOABHKHOCTH CBSITHIX.
[epmieHeBuY, KaK ¥ MpeabIIyIIHe MEPEBOAYUKN, HE HAXOIUT BO3MOXKHO-
CTH TOYHO IIEPEBECTH BOCEMYIO CTPOKY C €€ UTPOii clloB, rae [xymserta
TOBOPHUT, JOCIIOBHO, «JIaJIOHBIO K JaJIOHU — BOT MOLIENYH CBATHIX MUJIATPHU-
moB» (“And palm to palm is holy palmers’ kiss” [34. P. 33]). T'ne-to nepe-
BOJIYMK JIOMYCKAeT YIpOIleHne o0pasa: Tak, B OpUruHaie ckazaHo “lest
faith turn to despair”, «4to0ObI Bepa He 00epHYIaCH OTUASHHEM», 4 B TIepe-
BOJIC «CIIACTH OT MYK)»; TJIe-TO BBOJUT COOCTBEHHYIO UTpy ciioB: «O cTpaH-
HUK CTPaHHBIID).

PaccmoTpum niepBeiii MoHOJIOT PoMeo o 6aikoHoM y JIXKyJTbeTThI BO
BTOpPOM KapTuHe BTOporo Aeicraus. lllepiieHeBUY OMycKaeT JBE CTPOKU
0 JIeBCTBEHHMLIAX-«BECTAJKaX», CIyXkuTeabHuuax Jlynel-/Iuansl, yto, Be-
POSITHO, TPeOOBAIO U3JUILIHETO KyJIbTYPOJIOTHYECKOro KOMMeHTapusl. Takoke
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MOKHO OTMETHTH CTPEMIICHHE ITEPEBOIINKA K M30EraHuio amKkaMmOeMaHa
U 00MJIMe BOCKIUIATENbHBIX 3HAKOB: 00a 3TH CPEACTBA SBHO HAIPaBIICHBI
Ha YIIPOIIEHUE YCTHOTO Ipou3HeceHus Tekcra. [IpuBenem nokasarenbHoe
yerBepoctuiue lexcnupa:

The brightness of her cheek would shame those stars,

As daylight doth a lamp; her eyes in heaven

Would through the airy region stream so bright

That birds would sing and think it were not night [34. P. 39],

u nepesof Ilepmenesnya:

Torna nomepkin 6 3Be315I PSIOM ¢ GJICCKOM IIEK,

Kak MepKHeT J1aMIbI CBET Mpe IPKUM CBETOM MO Hs !

A oun B HeOecax Takoil ObI CBET CTPYHIIH,

Uro nTHumii X0p 3armei, NpuHAB 3a noyugaeHs Houb [10. C. 98].

Nzberas mepeHoca NpeIOKEHUS 3a TpaHully cTpokw, llleprieneBnd
CO3/1aeT SKBUPUTMHYHBIN B JOCTATOYHO TOYHBIA BapUaHT MepeBoa, ObITH
MOXKET, TaKe CIHMIIIKOM TOYHBINA: B YACTHOCTH, HE OUYCHb €CTECTBEHHO IS
PYCCKOTO s13bIKa 3BYYUT TIEPEBOI BRIpaxeHus brightness of her cheek, «sip-
KOCTh / cusiHue / OJeck 1mekm». [lepeBoqunku nepenaBaiv 3ToT 000poT 1o-
pasHoMy: wex pymsaney (PockoBIeHKo), 6ieck nanum (I'pUropbeB), pyms-
ney nanum (I'pexos), Oneck weku (KyckoB), ceéem wex (bansMoHT), 61eck
quya (PamioBa). Hekotopele mepeBOTYUKN ¥ BOBCE YXOMIAT OT YIIOMHHAHHUS
miek: «O, Ha ee e moMepkin 0 38e37b1!» (KaTKoB), BHOBL TOBOPS 0 OJiecKe
a3 (CoxonoBckuid, [TactepHak). OqHAaKO YIOMUHAHKE IEKH 3]1€Ch JICUT-
MOTHBHO ITOBTOPSIETCs B mocienHux crpokax: «O, that | were a glove upon
that hand, / That | might touch that cheek!» [34. P. 39], uro [lepuieneBuy
TaKXKe MepelaeT JOCTaTOYHO TOYHO: «O, Kak XoTell Obl OBITh MEePYaTKOM
Ha pyke, / UToOBI MeHsI 1eKa, CKIIoHssACcs, Kacanach!» [10. C. 98].

Jly4ime cTpoKH, UCTIONTHEHHBIC HACTOSMICH MTO33UH BKYTIE C )KUBOCTBIO
pedu, MpUHAAJIEeKaT B 5TOM IMEPEeBOJe MMEHHO TJIaBHBIM TeposM. Tak,
B YaCTHOCTH, OYCHb €CTECTBEHHO 3BYyUYHT oOparieHue J[xyiapeTTol K Pomeo,
C YETKOW CHHTAKCHUYECKOW CTPYKTYPOH M SICHOU 0Opa3HOM CHCTEMOM:

Her, ue xnsuuce! He Hamo!

XOTh paZioCTeH Thl MHE, HE PAJOCTEH COI03 Hall!
OH cIHIIKOM OBICTP M CKOP, HAa MOJTHHIO TIOXOK:
Ee TbI BUIUIIIB B MUT, KOT/Ia OHA YK CKPHLIACH!
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Boamro6nennstid, nporait! CriokoiftHOW HOYH, MUAIBI!
BeITh MOXeET, 1IBET J1I00BH, ITPYU Hallel HOBOW BCTpeue
IMoporo neTHeid, paciperer GraroyxaHHo.

Bosmo6nenssrii, npomaii! [la OyzneT coH TBOH claok,
Kak Oyzet cnanok on moeii gyme teneps [10. C. 102].

JlocTaTOYHO TOUHBIHN, BEIPA3UTEIIbHBIN, SCHBIN IEPEBO U CIELYIOLIETO
BO3MYILEHHOTO MOHOJOIa J[XKyJIbETThL, KOTOPasi CHIBHO MEHSAETCS B Te€Ue-
HUE NIbECHI U 3€Ch NIPECTAET YK€ THEBHOM, IOB3POCIIEBLICH:

Knsnycs cBatemv [lerpom! Kistycs IleTpoBeiM Xpamom,
CyacTirBOIO XKEHOU He Oyay 1 emy.

IMocnemnocty quBmMIOCH! JKyIbeTTy BBIAATH 3aMyK

Torma, koraa KeHHUX eif cioBa He ckazan!

Mens oH He cripocuit: «CoriacHsl Jib Bbl, JKynberTa?»

[Mpomry Bac nepenaTs OTIY U TOCIIOIHHY,

Yro 3aMy> HE X0Uy, UTO 3aMyK 51 HE BBIHY.

Korpna x 51 3axouy, Torna, KIsHycs HeOoM,

Pomeo HEHaBUCTHBIN CTaHET My»XEM MHE

Cxopee, yem ITapuc! Bor Beyrymanu npasauuk! [10. C. 147-148].

Jlyumme ¢parMeHTHI mepeBojja OTMEUEHBI U TTOITHYHOCTHIO, U SICHO-
CThl0, U nuHaMukod. Tak Pomeo, maymuii Ha Oal, MPU3HAETCS B CBOMX
CMYTHBIX TSDKEJIBIX NPEIIYBCTBHSIX:

W HBIHYE 17151 MEHST OTKPOETCS HavaIo

Toro, 4T0 CKOPO HUTH CYABOBI MOEH TTIOPBET.

Ho xopmunii, npaBsimuii pysnem Moei Bcel JKu3Hu, —

Moii napyc Hanpasisii! Cuasopst! B myts! Biepen! [10. C. 89].

Taxxe UlepmeneBuuy yaarotcsa agopucTuieckue ¢pasbl, TaKHe Kak
croBa Pomeo: “He jests at scars that never felt a wound” [34. P. 38] — «Kto
paHeH He ObIBall, cMeeTcs TOT Haja panoit!» [10. C. 97].

Oo6partenus Jxynperthl kK Pomeo IlleprieHeBUY mepeBOIUT HEMPH-
BBIYHO: YaCTO YIOTPEOISETCS AMUTET cmpotinblii (Kak SKBUBajeHT dear):
«o moit Montekku crponsiit!» [10. C. 101]; «Pomeo! Crpoiinbrit Moii!»
[10. C. 103], a na Mecte gentleman — «roHoIIIa KpacHBBIH 1 peKpacHsIi» [10.
C. 101]. Pomeo xe yacto obparaercs K BO3JIIOOIEHHOMN 170008b — KaK K-
suBastert fair maid [10. C. 99], my dear [10. C. 104] u ap.

HHTEepecHO OTMETHTB, YTO OJJHOM U3 UepT IepeBoia CTajla OpUCHTAIIHS,
OUYEBUIHO, UAylIass OT TaupoBa, HA CTPACTHOCTb JIOOBU B mbece. Tak,
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peKHccep MHIIET: «...T000Bs PoMeo 1 JIKyIbeTTH ObLTa CHITBHOU, KpeTI-
KO, 3J0pOBOHi, T0OJIOC CEpALIa U TOJIOC KPOBU 3By4Yalld Y HUX B YHUCOH U
JeTIaH UX He OeCTUIOAHBIME MEUTATEISIMHI, TOMHO B3/IBIXAIOIINMH O JIFOOBH,
KaK 0 HeKTape cep/ia, a CTpPaCTHbIMHU, CTPEMSILLIUMU JIIOOOBHUKAMH, B CTpa-
CTH M CTPEMJICHHH KOTOPBIX M TAWJICS Tparndeckuii ¢puHanm ux OypHOU
mo6Bu» [23. C. 20]. U UleprieneBrnd mocienoBaTeNbHO MEpeaacT «He-
ckpomHoctn» lllekcniupa: «MHe HacTaBieHbe Jail, KaKk BBIUTPATh MHE
o6utBy, / B KoTOpOIi NOTepATH NoMkHA 51 HenopouHocTh» [10. C. 129]; «Ilo
sToMy Iyt Pomeo moit mpekpacHslii / IIpuiiTH B HOYM XOTET K MOCTENIN
Hamel 6paunoi» [10. C. 133]; «[lyckait MO0 HEBUHHOCTh, / CMepTh, ThI
BO3bMeEIIIb, KOk B3Th PoMeo He cymem» [10. C. 133].

Taxum o6pazom, Lllepuienesuy, cokpamias Lllexcnupa u mopoii Oy ayun
HECKOJIBKO HEJIOBOK — BO3MOXKHO, M3-3a CIIEIIKH, BBI3BAHHOM TeaTpalib-
HBIMH yCJIOBHUSAMH, — B LI€JIOM J0OMBAETCS 1OCTaTOYHON TOYHOCTH Iepe-
BOJIa, B TO K€ BPEMs COXPAHSS OPUEHTAIIMIO Ha Pa3rOBOPHYIO pedb, y100-
CTBO IIPOU3HECEHUS. B TpaKTOBKE MbECHI — B €€ COKPALIEHUHU, CTUINCTHKE,
CMBICIIOBBIX IOMHHAHTaX — OH, OYCBHIHO, OPHEHTHPYETCS Ha TPeOOBaHUS
pexuccepa TaupoBa; 0JJHAKO €ro MEepeBOA TPare Uy SIBILCTCS HE TONBKO
TEKCTOM JJIs TeaTpa, HO U CaMOCTOSTEIbHBIM NIPOU3BEIEHUEM, OTHOHN U3
HHTEPECHBIX cTpaHul pycckoro Illexcrnupa.

XapakTepHbIMH uepTamu nepeBoja llleprieHeBuua, TakuM o0paszoMm,
CTaJIH:

— OpHeHTaIHsI Ha CBOOOIHEIH Pa3rOBOPHEIN CHHTAKCHC U JIEKCUKY;

— HEKOTOPOE COKpalleHHe 00beMa MbECHl 0 COOTHOIIECHHUIO C OPUTH-
HAJIOM;

— COXpaHCHHE MPAaKTHUECKH B MOJTHOM 00BEME PEUH TTIaBHEIX I'epPOEB,
Pomeo u JKynbeTThl;

— JTocTaTodHast CBO0OA IEPEBOAUECCKHX 3aMEH IPH MEPEBOE KOMUIe-
CKUX KaJlaMOypOB M UTPHI CJIOB;

— cTporoe co0JroieHue pa3Mepa opuruHana (s TUCTOMHBIN AMO) ¢ pen-
KHUM IIEPEX00M Ha HIECTUCTOIHBII XOpel;

— mepuoauIecKoe nobaBieHne anaopsl;

— HECTPOroe COOMII0ieHHE NOSBIIOIEHCs pu(pMOBKY, OHAKO TATOTE-
HHE K €€ COOJIIOACHUIO B KOHIIC KAPTHH.

TanpoB, BepOATHO, OCTAJICS TOBOJICH IEPEBOIOM, KOTOPBHIH OTpaskal
ero ouryuieHue ot tekcra lllexcnupa: Bckope mocie npeMbepsl B CBOEH
CTaThe O CIEKTAKJIe OH HUTHpPYyeET nepeBon LllepieHeBnua, TOATBEPK A
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cobctBennble Te3uchl [23. C. 21]. Ho cam IllepmieneBud, 0ueBUIHO, HE OBbLT
MOJHOCTBIO YJIOBJIETBOPEH pe3ylbTaToM COOCTBEHHOW paboTsl. Hecmy-
YaliHO OH MHCaJ CIyCTs JBa roja mocie npembepsl «Pomeo u [xyinb-
eTTh», pasMbllusts o Lllekcnupe: «llepenensiBaTh €ro, OCOBpEMEHHUBATh
€ro — BpsAJ JM CTOMT. MOXHO elle HamucaTh HOoBoro “Pomeo”, HOBOro
“OTtemno”, ocTaBuB TONBKO (Gadymy. Ho 3To Bcera pucKOBaHHO: MOYKHO
Harmmcath Xyxe, yem y [llekcnimpay [13].

OmnsIT pabotsl ¢ lllexcniupom B nepeBojax u agantanusix npusen Llep-
IIeHEeBHYA K (POPMYJIMPOBKE COOCTBEHHBIX NMPHHITUIIOB IIEPEBO/IA, BEICKA-
3aHHbIX B 1940 r., TO ecTh crrycts nouru 20 et nocie padoTsl ¢ TanpoBeiM.
Bnepseie onybnukoBanssblii B 2022 1. [16], ero noxian na Hlexcnupos-
CKOW KOH(epeHINH TpeICTaBIseT CO00 BRIpakKEHIE MPUHIIUIIOB TIKOJIEI
TOYHOTO TEPeBO/a, CTOPOHHUKAMU KOTOpOro ObuiM Takxke A. Pamiosa,
M. Jlozunckui, I'. lllenrenn, I'. et u ap. B cBoem goknazne llepmene-
BUY HACTAaMBAaJ Ha COOJIIOJICHUH TIPHHITUIIOB PaBHOCTPOUHS (IKBHIIMHEAP-
HOCTH) OpUTHHAJIA U IEPEBO/IA, CTUIMCTUYECKOTO COOTBETCTBUS, COXpaHe-
HISI cBoeoOpas3us prudgMOBKH, 00pa30B U JICKCHKH OpUTHHAIA, TPOLyMaH-
HOW CTPYKTYpPBI CTPOKH 0€3 «JIMIIHHX» CJIOB, a TJIIaBHOE — COXPAaHCHHUS
CJIO’KHOH, Opoil HenpuBbIYHON 0OpasHocTH Illekcnupa.

ITpoTecTyst IPOTUB CTAPHIX YKPAIIAIOIINX, MHOTOCIOBHBIX, BOJBHBIX
repeBoioB, llleprireneBnd kak OyATO BOIUIONIAN CBOM 3aBeT: «Heobxo-
JuMo nepeBoauTs Lllexcnupa, mycTh OMUOasCh, CIOTHIKASCH, TAAasl, yCTH-
Jlasi CBOMMH TpyIlaMH pOB, Uepe3 KOTOPBIN MO3AHEHIIuH, aydymunil nepe-
BOJYHUK MEPEHET, YTOO JOCTHUb TBEPABIHU HIEKCIUPOBCKUX CTPOK» [16.
C. 322]. IlepeBon «Pomeo n JIxxymseTTh» cTai nepsbiM maroM Llleprene-
BUYa TI0 IIyTH KO Bce OoJiee TOYHBIM MEPEeBOIaM, KAKIMHU OKa)XyTCs TO3.-
Hue nepeBonsl «Koponsa xona» u «lumOennnay. A MpUHLIKI «CBOOO-
HOMU TeaTpanbHOl TpaHckpunuuu lllekcniupay, Beicka3aHHbI TaupoBbiM,
B JalbHEHIIeM IJIOOOTBOPHO BOIUIOTWIICA B nepeBonxax Ilacrepnaka —
HACKOJIbKO BOJIbHBIX, HACTOJIBKO U MOIYJISIPHBIX.
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Annoramus. [Toasus [Ixeiimca Paiita, MOJepHUCTCKOI (UTYpHI B aHTIINIH-
CKOM nuTeparype, Oorata enugpaHusMH U MOMEHTaMH TTyOOKOr0 OCO3HAHHS
npuponsl. Touno Tak sxe Coxpab Cenexpu — BBIAAIOUIMICS JEATeNb NEePCUa-
CKOH JIUTEpaTyphl — 4epraeT BAOXHOBEHHE HEMOCPEICTBEHHO U3 MPHPOJBI
U OTpaXkaeT enu(aHWYECKHe M BO3BBILIIEHHBIE MOMEHTHI 3TOTO MOTPY>KEHUSL.
Llens maHHOI CTaTBH — IIOUCK OOIIETO IeMEHTa OPraHUIECKOTo ENHCTBA, KO-
TOPBIH MO-Pa3HOMY OTpakaeTcs B eMU(pAHIISCKIX MOMECHTaX CTHXOTBOPECHUH
«Cpsroit Uyna», «brmarocnosenuey u «Ilyremectsue» JxeiiMca Paiita u «/IpHr»,
«Cypa Habmonenus» n «5 mycynmsmanun» Coxpaba Cenexpu. 3areM, pac-
cMaTpuBas MOJICPHUCTCKHE 31eMeHThl o33un [xeiimca Paiita, cTaths ompe-
nensiet enuganun Paiita kak coBpemennsle, a Coxpaba CenexpH — Kak poMaH-
THUYECKHUE, UCIIONb3Yys LIECTh KPUTEPHUEB, ompeaesneHHbIX Moppucom bexa u
TEOPHAMHU MOAEPHUCTCKUX Ipo3peHuid PoGepTa Jlanrbayma. B nanHoii craThe
enudaHus MOKa3aHa KaK JIEHCTBEHHBIH AJIEMEHT KaK B AHIVIMICKOHM, Tak U
B IIEPCHU/ICKOH IT033UH, PaCKPHIBAIONIIH MHOTOE B TIpHpoze. B enmndpannaecknx
Mofycax 000HX ITO3TOB Jjajlee PacCMaTpHUBAeTCs TO, KaK 00€ IT0I3UH ITepefaroT
YyBCTBO BO3BBIIIEHHOT'0, IPO3PEHUS U OPTaHUUYECKOT0 €IMHCTBA Yepe3 pa3Hble
3TOXH ¥ IyX BPEMEHH, PeasIi3ysl pa3IHndIHble 00passl.

KiroueBble cJI0Ba: penurys, NpUpoja, OPraHuueCcKoe eJMHCTBO, POMaH-
TU3M, MOJICPHU3M
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analysis of James Wright’s and Sohrab Sepehri’s poems // Wmaromnorust u
kommaparuBucTrka. 2024. Ne 21. C. 142-157. doi: 10.17223/24099554/21/7

Introduction
Epiphany is a literary phenomenon, the birth of which is often associ-
ated with modernist novels and short stories. This concept is often referred
to as visions, insights, and realizations that suddenly come to characters
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of a fictional work after a particular experience. This awareness is a crucial
moment of fiction, making those novels and short stories that reveal an
epiphany towards the end of the work significant, and frequently included
in the canon as fine works of literature. Although often associated with
novels, this sudden surge of consciousness is not unique to modernist fic-
tional works and can be seen in earlier eras, in a more religious context, not
only within prose but in poetry as well.

The term epiphany carries a religious connotation in its etymology it-
self. The word “epiphany” is defined in the Oxford Dictionary as the “fes-
tival commemorating the manifestation of Christ to the Gentiles” [1. P. 268].
The concept in this light is a celebration of the appearance of some divine
or superhuman being in the material world. Additionally, The Encyclope-
dia of Religion defines epiphany as the Christian feast of the manifestation
of Jesus Christ [2. P. 132-133]. For Western Christians, the feast is called
“Epiphania” (or manifestation), while for Eastern Christians it is known as
“fora” (or manifestation of God). Over time, the epiphany holy day has
evolved into a celebration of the Feast of the Three Miracles, comprising
the visit of the “Magi”, the baptism of Christ, and the miracle of transforming
water into wine at the wedding feast of Cana.

It was James Joyce (1882-1941) who re-introduced the term epiphany
into the modern vernacular using it to describe the sudden and profound
insights of Stephen Dedalus — the central character of his novel A Portrait
of the Artist as a Young Man (1916). Joyce believed that artists used their
insight into the events of daily life, by transmuting them into a celebration
of humanity [3. P. 71]. What was distinctive about Joyce’s contribution
to the evolution of the term epiphany was the secular meaning he gave to it,
a meaning that was more closely oriented to the Greek and pagan defini-
tions of the term.

What is now referred to as epiphany is a contribution of James Joyce
and modernism by extension to English literature. Nevertheless, it remains
clear that what later developed into a more secular term was originally
a religious notion that was not seen as a literary moment. The spontaneous
revelations in the poetry of the Romantic era, the pioneer of which was the
great Romantic poet William Wordsworth himself. He, however, used this
moment without coining it as “epiphany” as the moment that imagination
struck the poet, what they referred to as the feeling of sublime. The early
traces of what Joyce would later secularize further and reintroduce as
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epiphanies are first seen in literature as the moments one realizes the “sub-
lime” and the creative, spontaneous role of the poet as is defined in the
Romantic era as the philosophical justification of the importance of the role
of the poet and poetry in general. These surges, later on, take on a more
secular role in modernist novels and poetry with the master of epiphanies
in fiction and poetry after the contribution of James Joyce in the nineteenth
century and his reintroduction of the term.

To observe the functioning of epiphanies in modern poetry, this article
explores the epiphanies seen in the poetry of the famous American poet of
the postmodern era, James Arlington Wright (1927-1980). James Wright
was born a century later than James Joyce in Ohio to working-class parents.
Having had a father who worked in a glass factory, poverty and suffering
became a great concern of Wright, appearing constantly as the themes of
his poems. The shift of Wright’s earlier poetry from a metrical systematic
verse to a later freer style of speech is what is often noted in scholarly scru-
tinization of his poetry. In Wright’s poetry, an abrupt transformation is seen
between the two sequential books Saint Judas (1959) and The Branch Will
Not Break (1963). From 1963 onwards, Wright experiments with a less
rigid language in his poetry and does not conform to the metrics rules that
he was previously great in.

Furthermore, it is worth noting that this alteration is seen by some critics
as not purely a change of composition but a collection that is altogether
“much less certain,” with poems that now doubt “their ability to say exactly
what they mean... bringing into themselves a meaning of what they have
failed to say” [4. P. 165]. This self-consciousness concerning Wright’s poetry
is significant in that the modern rejection of one evident truth is denied,
casting a shadow on the belief in certainty, truth, and signification.

Another shift that scholars point out as an alteration between these two
approaches to poetry is the subject matter that was always about real life
and ordinary people who faced suffering, pain, and death. In his most recent
work, however, there seems to be an imaginary realm altogether that shat-
ters the boundaries of the human and non-human that existed in his earlier
works of poetry. Scholars traced in works after Saint Judas “a symbolic
world or a self-contained poetic universe” that heavily contrasted with the
subject matter of his poetry that only stuck to a “reality composed of men
and women... usually located in the American Midwest, Ohio, and Minne-
sota where Wright [had] spent a considerable amount of time” [5. P. 128].
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The cautious poet of Saint Judas, who did not talk in his poetry about any-
thing but the already familiar, suddenly began creating an imaginative
realm of creation in which the human and the non-human could interact.

Different articles and papers also hint at the shift in tone in James
Wright’s poetry. They describe a tonal transformation in his poetry from
Saint Judas to The Branch Will Not Break that they refer to as “an intensi-
fication of vision... [that is] prophetic” compared to the once “conversa-
tional and quiet”tone of his early poetry [5. P. 130]. It appears that a great
deal changed in the poetry of James Wright over a period shorter than
a decade. His tone shifts, his subject matter is now imaginary, and he was
now experimenting with a freer speech that defied the metrical rigidities of
poetry.

Another poet that is famous for the sudden shift of subject matter in his
poetry is the Iranian poet Sohrab Sepehri (1928-1980). Sepehri was born
in Kashan on October 7, 1928; a very talented artist and a gifted poet,
Sepehri shot to stardom with the publication of The Water’s Footfall ( s'x=a
<l k) which was subsequently followed by The Traveler (_dlws) and
The Green Volume (_ixv ~a2). A pioneering poet, he utilized western forms
and deconstructed the normal way of poetry. His use of new forms in poetry
makes him complicated to understand. Yet, readers find themselves so attached
to him and his poetry that there remains no room for boredom. Readers are
so immersed in his poetry that they sometimes forget the world of realities
and experience a fresh recognition of man and the whole universe.

These images that we now have of James Wright as a creator of a new
imaginary universe and Sohrab Sepehri as a mystic have undergone signifi-
cant changes compared to the earlier versions of their poetry. Literary
researchers point out the fact that Sepehri, like Wright who would stick to
the familiar and the tangible in his early poetry, would constantly question
any belief in the transcendental or religion. He would tease his teenage
years and refer to them as “religious jokes™ solely based on blind imitations
of the rigid rituals of his seniors [6. P. 216]. Sepehri in his early adulthood
was reluctant to accept any religious ideas and this is directly reflected
in his first two books published in his early adulthood.

Scholars point to a non-religious theme in the collections The Death
of Color (X, = ) and The Life of the Sleepers (Wl sa L33) a lack of
a positive outlook on life. This is reflected in Sepehri’s escape to absurdism,
skepticism, and overall disappointment in the universe and its signification
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[6. P. 216]. As scholars note, however, his poetry later opened room for
a return of the belief in transcendence. His two collections The Downpour
of Sunshine (<&l ) s) and The East of Sorrow (sl (3_<) suggest we respect
the religious beliefs of others even though he and his reader do not particu-
larly agree with them showing “sophist tendencies substituting his earlier
biased and judgmental outlooks on religion, opening up space for the return
of religion in his poetry” [6. P. 218]. This acceptance of faith later turns
into the mysticism that we now associate with Sohrab Sepehri. In his later
work, Water’s Footfall, for instance, scholars note that “he reaches his final
approach to life which is not based on a verbal or religious imitation, but
rather a poetic intuition towards tradition and the understanding of his so-
ciety... us[ing] beautiful religious and mystical images to paint the picture
of his new belief” [6. P. 224]. This negation of the transcendental now be-
comes a source of inspiration for Sepehri, just like Wright’s poetry in which
the boundaries would be shattered and an imaginary universe would be al-
lowed in which a belief of anything beyond human would be explored.
Needless to say, the later versions of Wright and Sepehri as poets are
what we now regard them with. In their later poetry, realism becomes less
fixed and nature becomes significant in that it is not only there as an object,
but also it points to the poet himself and teaches him about himself and life,
even though there is a religious return in Sepehri’s poetry that Wright lacks
in his later poetry. The specific example of a rose in the case of Sepehri or
a spider in the case of Wright would now become a source of signification
for much deeper meanings — the source of which could be God for Sepehri
and the higher self of the poet for Wright unlike their resistance in their
earlier poetry to accept revelations and transcendental meanings.
Although the transformation of Wright and Sepehri resembles an epi-
phanic moment in their poetries, the role of epiphany in their poetry has
rarely been observed. Focusing more on the shifts and transformation of
the viewpoint of these two writers concerning religion, modernism, and
Romanticism, there is seldom exploration of moments of epiphany in their
poetries and even less as to comparisons among the quite similar poets that
both experiment with nature and bring clear, beautiful, and meaningful
imageries in novel ways for the reader. This article aims to better compre-
hend the transformation of these two writers in their poetries in light of the
moments of epiphany that are so well captured in their later works. This com-
parison is significant in that not only would the poets’ worldviews and
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poetries be understood in a better light, but also in that the way epiphanies
function in different languages and works of literature would be a contri-
bution to world literature as it examines the similarities and the distinction
of epiphanies and their reflections in the poetry of the two prominent poets
in English and Persian literature — James Wright and Sohrab Sepehri.

Discussion

To compare the epiphanic moments of the poetry of James Wright and
Sohrab Sepehri, this article utilizes the American comparative approach in
which a thematic analysis would be considered concerning the resem-
blances and alterations in the manner that the epiphanies are included.
According to one of the most significant books written on comparative
literature, Introducing Comparative Literature (2014), thematization is the
core framework of the American comparative method that can be carried
out through close reading.

Since meaning is created by the author and reader in a work of literature,
a literary theorist can use thematization to detect “patterns of association
or exclusion that give the themes of a work their active role in generating
new meanings” [7. P. 77]. As a framework that allows scholars explore
freely and yet keep certain guidelines to justify the similarities and distinc-
tions in meanings among languages, cultures, and society, the American
school of comparative literature is suitable for this article in its thematic
observations. The comparative analysis is carried out to compare “one
literature with another or others... [and] with other spheres of human
expression” [7. P. 3] as Henry Remak, a forerunner of the American school
of Comparative Literature, writes.

This American method is chosen in this article because of its dedication
to topics that observe not the formal structures of the poems, but themes
and recurring moments and elements within works that would link and dis-
tinguish works of literature. The American method is utilized in this article
by closely reading the themes and concurrent elements within the poems
of James Wright and Sohrab Sepehri. The article does so by scrutinizing
the poets’ relationships with nature, the subject matters of their poems, and
their precise moments of epiphanies.

The book Patterns of Epiphany in Poetry (1997) describes the function
of epiphanies in poetry, their origins, and their meanings. This book defines
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epiphanies as “puzzling but privileged moments, sudden gifts of vision,
when one’s feeling of aliveness intensifies and the senses quicken” [8. P. 1].
This vision has been often heavily associated with poets due to their power
of imagination. The Romantic era revolves around the philosophy that the
poet is the one who can capture the moment of sublime (what we now call
epiphany) in the voice of a poem. This concept has been named differently
but used more or less in the same manner since Romanticism: “Wordsworth
called these ultimate moments ‘spots of time’; James Joyce dubbed them
‘epiphanies,” and Joyce’s term has been widely adopted among English
speakers” [8. P. 1]. It is hard to imagine a way to label epiphanies that are
all unique to each poet and try to group them into different categories.
However, certain elements can be taken into consideration that could make
the comparison between epiphanies of different poems easier.

Scholars often categorize epiphanies into three distinctive groups:
Wordsworthian, Arnoldian, and Coleridgean epiphanies. While Words-
worthian epiphanies are often “radiant... [and] dramatic... consciously
‘apocalyptic’ or world transforming” [8. P. 25], Arnoldian epiphanies try
to bridge binary oppositions by combining them and making them inter-
changeable. These two approaches to depicting epiphanic moments, one
very geometric and apocalyptic, and the other two-sided and dual with an
emphasis on conflict and opposites, there is a third group that resembles
and links the poetry of James Wright and Sohrab Sepehri — an epiphany
which is none other than the Coleridgean epiphany.

This category of epiphany consists of the visions that bring a specific
element within nature to a universal truth about humanity. The Coleridgean
epiphany consists of “an organic unity whose parts and functions recipro-
cally interact... [in which can be seen] faith in the vital harmoniousness of
the imagination...” [8. P. 43]. The sense of connection and harmony is not
necessarily transcendental, but it is rather a link between living elements
that can share universal experiences as we see in the poetry of James
Wright, or mystical as in the poetry of Sohrab Sepehri. Further, as Morris
Beja in his book Epiphany in the Modern Novel describes the modern epi-
phany in opposition to the Romantic epiphany, the criteria of incongruity —
that is the irrelevance of the topic to the object that triggers it — and the
criteria of insignificance that focuses mainly on the triviality of that object
matter greatly in modern epiphanic modes after James Joyce matter. This
observation must take place in the comparison of these two epiphanies
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followed by the added four elements of Robert Langbaum (1924-2020) to
Beja’s theory: psychological association, momentousness, suddenness, and
fragmentation (or the epiphanic leap) [3. P. 341] that further point to the
modernist’s distancing from religion and their fragmentary structures that
are a formalist reflection of the modernist uncertainty. The elements
of Wright’s and Sepehri’s poetry are further to be sought concerning how
the epiphanies become Coleridgean, or in other words, how both of these
works share a kind of epiphany that links nature to transcendence or uni-
versality, and of course, their dissimilarities.

James Wright was always observant about the nature around him. From
his early poetry that was set in Ohio to his later more imaginative subjects,
the elements of nature always ruled his poetry. Let us, for instance, take
a look at an excerpt of the famous early poem of Wright, “Saint Judas”
after which his meter, subjects, and beliefs transformed:

Banished from heaven, | found this victim beaten,
Stripped, kneed, and left to cry. Dropping my rope
Aside, | ran, ignoring the uniforms:

Then | remembered bread my flesh had eaten,
The kiss that ate my flesh. Flayed without hope,

I held the man for nothing in my arms [9. P. 38].

The epiphanic moment here might not be positive or particularly set in
nature and an encounter with nature. Aiming to kill himself, the poet here
encounters a man that is beaten and forgets about himself to kill the victim
with his rope to rid him of his pain. However, realizing the loneliness of
that man and his own and understanding in a moment that they both have
reasons to die and live for, the poet holds the victim in his arms after his
epiphany, in an act that connects the bodies and metaphorically portrays
the universality of human suffering. The moment that Wright reaches
an epiphany, he brings it to a resolution by uniting to the pain of another
and allowing that dark moment to link these two ordinary outcasts that are
strikingly eccentric as the subjects of poetry to reveal a universal organic
unity in humanity.

Although the organic unity has a darker theme compared to the subject
and lessons of the Coleridgean epiphany, loneliness and humanity are still
able to link people and connect them all to the world around them, causing
the poet not to want to kill himself or the victim any longer. Another
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example can be seen in his later poetry in which nature returns to his poetry
and he observes a spider which leads to his moment of epiphany. This
excerpt is taken from his later poem “The Journey” (1963) after his famous
transformation in style and content:

Many men

Have searched all over Tuscany and never found
What | found there, the heart of the light

Itself shelled and left, balancing

On filaments themselves falling. The secret

Of this journey is to let the wind

Blow its dust all over your body,

To let it go on blowing, to step lightly, lightly
Through your ruins, and not lose

Any sleep over the dead, who surely

Will bury their own, don’t worry [9. P. 46-47].

Looking at the spider’s web, which is arguably one of the smallest yet
most systematic systems of nature, James Wright understands more about
the human condition as a poet unlike “many men” and reaches the epiphany
that men should imitate nature and behave as the spider does. The epiphany
is reached here when the light manner of the spider is observed that goes
along with the flow. This becomes a modernist epiphany that “serves as
ameans of expressing the anxieties and fears of the age, or, otherwise, as a way
of eluding or escaping in an often failed attempt to find meaning” [10. P. 75].
The metrics of Wright’s poetry might point to a freer style and hint at
a lack of signification or the ability to convey it. However, the belief in the
harmoniousness of nature remains in the poetry as the poet finds a solution
to the anxiety of the modernist era which is to stay flexible and in flow with
the natural ebbs and flows of our lives that function like nature.

The final poem analyzed in this article would be “A Blessing” (1963)
from his later collection The Branch Will Not Break. In this poem, the poet
is riding to a forest only to find two beautiful ponies awaiting his company.
In this instance, he thinks to himself how lonely they ought to be. Never-
theless, not long after he realizes that he is just as lonely as them and they
are all connected in this experience when he says:

Suddenly I realize
That if | stepped out of my body | would break
Into blossom [9. P. 3].
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Not only is he in awe of nature and the beauty of the ponies, but he
is also now a part of that nature itself and linked organically to all of its
elements in that moment of epiphany. His symbolism is also no longer dark
in that a “blossom” is a symbol of possibilities and potentials that he has
yet to uncover.

Even though the themes of Wright’s earlier poetry often included pain,
sorrow, and poverty, or loneliness and separation of late, the moments are
often connected via different elements within nature that are small and
insignificant to a common person, but for the poet create a universe of
meaning that strikes the poet in his epiphany of realizing this organic unity.
The nature reflected in his poetry might be indifferent to humankind unlike
the Romantic caring and kind nature of Sohrab Sepehri’s poetry, but it is
prominent and organically connected.

Sohrab Sepehri was also deeply moved by nature in his poetry, being
the Child of Nature. Like James Wright, Sepehri regards great respect for
nature and whatever is relevant to it. He looks at Nature and the creatures
within it in the manner of a lover who sees no faults in his beloved. Believing
that one has to plant the flower of love in his heart for the entire universe,
he claims that love is everything. Sohrab Sepehri is famous for being well-
versed in Buddhism, mysticism, and western traditions. He is known for
his mingling of western concepts with eastern ones, thereby creating a kind
of poetry unsurpassed in the history of Persian literature. Like James
Wright, Sohrab Sepehri experimented with new forms to express his
thoughts and feelings.

Similar to the later James Wright, the more recent Sohrab Sepehri com-
bines the imaginary with the real and shatters the boundaries in a way that
each time one reads his poetry, a bottomless ocean of meaning could be
found in his poetry that shifts based on the new understanding of the reader.
Both writers avoid making judgments like Shakespeare, and in their poetry,
there is nothing good or bad, rather the perception itself that makes it so.
In James Wright’s poetry, the subjects become inhuman or so-called
frowned-upon agents like prostitutes, lesbians, murderers, and drunks.
Alternately, in the worldview of Sohrab Sepehri, beauty is no longer an
abstract concept; it becomes a human one, creating and strengthening the
people. Therefore, he invites us to wash our eyes and view the world dif-
ferently. Sepehri left us with a miracle of words and meanings, and sudden
transformation or understanding is always there to feel.
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From the earlier, darker poetries of Sohrab Sepehri that was more skep-
tical and gravitated towards absurdism, there is seen in this particular poem
in Eight Books (US <uia) called “Dang” (S2) the excerpt of which is as
follows:

Dang..., dang...

Moments pass.

What passes, never returns.

There is a story that will never

Be started again.

It is like an unanswerable question
Is stuck to the cold lip of time.

I get up quickly.

To hang, on the wall of this moment
In which everything has the color of joy,
Something that will remain [11. P. 37-39].
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In this poem, Sepehri reaches an epiphany with the sound of the clock.
It might not be necessarily positive or about nature, especially because this
is written at a time that he was not yet a mystic. He is nonetheless realizing
the fleeting of each moment and realizes that those particular moments
are connected and if he smiles or touches his lover, those instants would
be immortal in time while the rest, like his sorrows and disappointments,
would be meaningless and unconnected.

As his theory develops and he becomes a mystic, this epiphany is often
associated with nature and seen when no one else but him can see, just like
the spider that only Wright could associate with a deeper meaning about
nature. This excerpt is from his famous poem “Surah of Watching” (o_s=
Lili ) which is a good example of this theme:
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We were under a willow.
| picked a leaf from the branch above my head and said:
Open your eyes, do you want a better sign? [12. P. 17-18].
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Here in this poem, the fallen leaves of a tree function as a triggering
incident. However, it seems that only the speaker is open to such revelation
or epiphany. The rest fail to realize the prophecy of this moment.

It is in this moment that the epiphany distinguishes the poet from the
rest that sees the leaf and the rose as “natural facts [that] are useless” since
they are now related to the poet’s thoughts. A rose is just a rose until intel-
lectually man has perceived that rose is also rose and devotion [13. P. 18].
In other words, we need poets and their moments of epiphany to remind
the blind world of the beautiful and meaningful nature that surrounds them.
Sepehri’s worldview becomes in his later years “mystical and ‘quantum-
based’... in which all beings animate or inanimate” are linked “beyond
boundaries... with only an organic whole” [14. P. 205]. This Coleridgean
belief in the connectedness of all living copula is seen in Sepehri’s later
poetry and is now deeply associating nature with signs pointing to tran-
scendence.

In his poem, “I Am a Muslim” (aelue (1), Sepheri takes his philosophy
one step further intermixing religion, mysticism, and nature unique to the point
that the name of religious rituals and acts are intermingled with the name
of the elements within nature. After saying “I am a Muslim (pills (<),” he
immediately says, “My qibla is a red rose. My prayer mattress a fountain,
my seal of prayer, light (Us: aee dadis plailla F m IS S5 plald)? [15. P, 2],
It is not accidental that the moment he testifies to his religion in his poetry,
he immediately undergoes an epiphany that combines all elements of his
Islamic traditions with nature. He sees religion in a new light, meaningful
and no longer a joke, religion becomes nature itself and the organic unity
that he believes in brings humans, transcendence, and every single part of
nature together, under one harmonious roof — the roof of the endless sky.
Although Sepehri takes a step back towards religion and mysticism, his
belief in the organic unity and the harmoniousness of nature is similar
to Wright’s belief in nature and the universality of every living being inside
it. Coleridgean in nature, Sepehri’s and Wright’s epiphanies are closely
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associated with the natural world, and the poet’s imagination according
to them can have visions of the organic unity that many lack.

The incongruity and the insignificance of the subject matter are re-
flected in Wright’s poetry when we see animal subjects or small spiders
compared to Sepehri’s feeling of sublime after his encounter with moun-
tains, skies, and enormous forces within nature that produce an epiphany
in his poetry. Although both poets point to an organic unity at hand in nature,
Sepehri claims a harmonious imagery and structure in his poetry that Wright
intentionally avoids in his later poetry to reflect the modernist anxieties.
Further, nature is seen in the eyes of Sohrab Sepehri, the elements become
mystical and religious. He prays in front of the mountain, intermingling
religion with nature and transcendence, while Wright’s epiphanies bring
him back to himself and become psychological when he gets stuck in his
spiderweb of thoughts and modernist fears.

The similarities in Wright’s poetry are drawn between small elements
of nature and the psychological problems of the modern man that he in-
stantly learns the solution to from his objects. Wright’s epiphanies become
momentary and sudden while Sepehri’s epiphanies are more observatory
and based on a pause on the objects (elements of nature in his poetry) that
trigger those realizations, making Sohrab Sepehri’s epiphanies Romantic,
and James Wright’s modern. Moreover, the organic unity that both of them
witness in their poetry and their subject matters of nature are the same de-
spite their different Romantic and modernist approaches to it. The epiphanies
in this sense are both Coleridgean, with Wright’s modernist epiphanies, and
Sohrab Sepehri’s Romantic ones.

Conclusion

James Wright and Sohrab Sepehri demonstrate their skills in their pow-
ers of observation, imagery, and expression of feeling. In Sepehri’s and
Wright’s poetry, epiphany or a sudden revelation of truth is inspired by
a seemingly trivial incident. Although these two poets might not see eye to
eye in religious matters, both Sepehri as a mystic and Wright as an atheist
believe in nature and in its power to shed light on the organic unity that the
world revolves around according to them.

These moments are depicted in their poetries as moments of epiphany
when a small insignificant subject matter would strike the eye as it differs
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compared to the habitual sight of the background. A particular element of
nature that stands out becomes a source of signification, that allows the
reader to learn things about different aspects of life and the nature of him-
self and every humankind in nature as well. In the case of the Modernist
epiphanies of Wright, these epiphanies are triggered by incongruous and
insignificant objects that cause sudden, momentous reactions that are re-
flected fragmentarily and in a more chaotic writing style. In the case of Sohrab
Sepehri’s poems, however, the objects in nature are sacred, they are sub-
lime and often large elements within nature that trigger this feeling. They
are often connected to religious and transcendental notions or give a sense
of religiosity to the moment of the epiphany. The style is also harmonious
and all elements are retrospectively observed over the course of the poem,
unlike the fast psychological reactions of the modernist epiphanies.
Although Wright’s epiphanies tend to be more modernist and Sepehri’s
more Romantic, organic unity is the one element that connects these two
poets’ epiphanies in their encounters with the shared subject matter of na-
ture. These epiphanies remind the poets of the organic unity that brings
nature, humankind, and the divine together even though for Wright the
world is like a spider web that leads to the nature of humanity while
for Sohrab Sepehri the simplified choice of a rose is seen as something so
organically united that connects life, the poet, and the transcendental.
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AnHoTanus. O003Ha4YeHB!l OCHOBHBIE 3TAIlbl U3Y4YEHHS JIMYHOCTH U TBOP-
yectBa B.A. XKyxosckoro B Kutae. [IpenmeTom cnieninanbHOro pacCMOTPEHHS
CTAHOBSTCS MaTepuaisl, Beiueamue B 1990-x rr. B neHTpe BHUMaHUs OKa3bl-
BAaIOTCsl CTaThsl KUTaiickoro nureparypoBena Kabmna «CeBepHblii Opdeit —
O Briaze JKyKOBCKOTO B Pa3sBUTHE PYCCKOM MOIZUM», AEATENBHOCTH JKyKOB-
CKOTO-KPHUTHKA, MTOTyYHBIIasi OTpaXxkeHHe B «VICTOpHU pycCKOM INTepaTypHOH
KPHUTHKW, N3aHHON Ha KUTAiCKOM s13bIKe. [1o1poOHO aHATN3HPYIOTCS IPOU3-
BesieHns JKykoBckoro u3 anTosoruu «Pycckue mostel. M30paHHBIE CTUXOTBO-
peHns. PackphIBaloTCst 0COOCHHOCTH TIepeBoUecKnX cTpareruil Wkan Llaoskons,
CBsI3aHHBIE C Iepe/laueil BHYTPEHHEr0 METacloKeTa U ICTeTUKU JKU3HECTPOU-
TENbCTBA PYCCKOTO M03TA.
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Problems of studying the oeuvre and translations
of Vasily Zhukovsky’s lyrics in China: The 1990s

Wu Wanying
Tomsk State University, Tomsk, Russian Federation, 815054635@¢qc.com

Abstract. The article dwells on the most important stages of studying
the biography and oeuvre of Vasily Zhukovsky in China, with the focus on the
1990s. The reception of Zhukovsky’s oeuvre in China is reconstructed through
the reference to the article “Northern Orpheus — On Zhukovsky’s Contribution
to the Development of Russian Poetry” by the famous Slavist Cabin (1990), the
translation of the poems from the anthology “Russian Poets. Selected Poems”
(1992), the reflection on Zhukovsky’s activity as a critic in the “History of Rus-
sian Literary Criticism” published in Chinese (1999). Special attention is given
to the translations of Zhukovsky’s poems “Friendship”, “The Ring of the Soul-
Maiden”, “The Charm of Days Gone By”, “Spring Feeling”, “March 9, 18237,
included in the above-mentioned anthology. The very choice of these works
allows presenting Zhukovsky to the Chinese reader as an author of landscape
and love song-based lyrics and as a master of allegorical, natural philosophical
and self-psychological poetry. The analysis raises the question of the evolution
of Zhukovsky as a poet and the peculiarities of Zhang Caoren’s translation
strategy. The article analyzes the poetics of the translated poems, their correla-
tion with the figurative and genre system of Russian romanticism, and the pe-
culiarities of their reception by the Chinese reader. In general, we can say that
Zhang Caoren’s translation of Zhukovsky’s poems aims at a fairly complete
rendering of Zhukovsky’s texts. The main difference from previous translators,
however, lies primarily in the specific interpretation of Zhukovsky’s works.
Zhang Caoren seeks to reveal both external and internal psychological subject
of Zhukovsky’s lyrics. Zhang Caoren emphasies the life-building aesthetics of
Zhukovsky’s poetry, based on the interrelation and complementary unity of his
aesthetic and behavioral texts, which represents a new stage in the reception
of Zhukovsky’s work in China. The inner plot of Zhukovsky’s poems in the
Chinese anthology is built up through an appeal to the image of friendship,
the inclusion of the lyrical hero in the process of creative self-determination,
the use of motifs of lost love and revitalizing memory, the reflection of the
lyrical self in the face of nature and death — all this reveals the autobiographical
basis of Zhukovsky’s lyrics, his artistic philosophy of life and creativity. Zhang
Caoren has managed to reflect the aesthetic features of Zhukovsky’s lyricism,
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dating back to the folklore song, and convey the external and internal leitmotif
and melody of his lyrics, self-reflexivity and self-psychologism, its characteris-
tic themes, motifs and images. At the same time, Zhukovsky’s generalized-psy-
chological imagery and vocabulary in translation become more concrete and
detailed, aimed at visual-emotional perception of the artistic text. Zhang
Caoren’s translations of Zhukovsky’s poems are perceived as the basis for the
formation of the text of Russian literature in China in the late 20th century.

Keywords: Russian-Chinese relations, Zhukovsky, Russian romantic lyrics,
translation reception, Zhang Caoren, aesthetics of life-building
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HcTopust usydeHuss pycckoil nuTepaTypbl U ee nepeBojos B Kutae
HacUUTHIBaeT Oosee cromeTrs. OHa HAUWHAETCS C TIEPEBOIOB TpeX OaceH
N.A. KpsutoBa Ha kurtaickuii 361k B 1900 T. 1 COKpaIlieHHOTO MepeBo/ia
«Kanuranckoit nouku» A.C. Ilymxuna B 1903 r. [1]. OnHum u3 nepBbIx
NIEPEBOAUMKOB PYCCKOM JIUTEpaTyphl cTal U3BECTHBIN MUcaTelb, OCHOBO-
MOJIOKHHUK COBPEMEHHOM KuTaiickoi cinoBecHoctH JIy Cunb (1881-1936).
B nepuon 1900-1960-x rr. pycckas auTeparypa mo KOJHYECTBY IepeBe-
JICHHBIX [TPOM3BEJCHUN 3aHNMalIa Beayliee MecTo B Kurae, uto 00bsAcH:-
JIOCh KaK XapaKTepOM PYCCKO-KUTAMCKHUX JIUTEPATypHBIX M KyJIbTYPHBIX
B3aUMOCBSI3€H, Tak U (OPMUPYIOIIEHCS COUATHCTUUECKON UIe0I0rHeit
nByx crpad [2. C. 51, 52]. B a0 ke Bpems B Kurtae cinoxxunach Tpagumus
6uorpaduueckoro 1 TeMaTHYECKOro MOAX0/a K U3yUEHHIO TBOPUECTBA Be-
JOyIIUX PYCCKHUX MUcATeel, OCMBICICHUIO 3CTETUYECKUX 3aKOHOB IPEEM-
CTBEHHOCTH B OT€YECTBEHHOM HCTOPUKO-THTEpaTypHoM mporecce [3. C. 112,
116]. B 37011 CBSI3M KaKeTCs BITOJIHE 3aKOHOMEPHBIM BO3HUKIITNI B KUTa-
CKOM KyJIbType HHTEpeC K INUHOCTH U TBopuecTBY B.A. JKykoBckoro.

ITepBoe obpamienne k mos3un JKykoBckoro B Knrae oTHOCHTCS K cepe-
nuae XX B. B aTo Bpems, B 1954 r., kutalickumu niepeBogurkamMu L[3su
Jly (1920-2022) u Cynp Baem (1917-2014) Oblna nepeBeeHa xpecToma-
THUS II0 PYCCKOM IMUTEPATypeE, B IEPBBII TOM KOTOPOM BOILIU YETHIPE IIPO-
u3BeaeHms JKykoBckoro: anerns «Cenbekoe Kianouiey, «[lesern Bo crane
PYCCKHX BOMHOBY, Oaiuana «Cerianay, cruxotBopenue «Mopey [4. C. 213~
219]. 3HaKOMCTBO KHTAHCKOTO YHTATENS C JIUPHUKOU «IEPBOTO PYCCKOTO
POMaHTHKa» HAa4yaJlOCh UMEHHO C 3THX CTUXOTBOpeHmi. C mosBiIeHHEM
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JAHHOU XPECTOMATHH CBSI3aHO HaYaso (pOPMUPOBAHUS [IETOCTHOTO TEKCTa
pycckoii nureparypsl B Kutae, 0cHOBYy KOTOpOT0 COCTaBuMIIA TO33U U [TPO3a
aBTopoB XVIII-XIX BB.: M.B. JlomonocoBa, I'.P. /IepxaBuna, H.M. Kapam-
3uHa, A.C. [lymkuna, M.IO. JlepmonToBa, H.B. T'orons, N.C. Typrenesa,
A.UN. T'epuena, A.H. Octpockoro, @.M. [loctoesckoro, JI.H. Toncroro,
A.TI. Yexosa u ap.

B 1958 r. B Kutae Boimen tpyn moj HazBanueM «Kiaccuku pycckoi
mutepatypb» [S]. OH npeacraisit codoit nepeBoa kHUrH «Kiaccuku pyc-
CKOM JIUTEpaTyphl: KPUTUKO-OMOTpaduIecKue OUepKN», U3TaHHOH 0T pe-
nakiuert JIL.U. Tumodeesa B 1953 1. [6]. TBopueckas ouorpadust XKykos-
CKOTO, TIPEJICTaBJICHHASA B 3TOM U3JIaHHH, ObLIa TIepeBe/ieHa Ha KUTACKHiA
S3bIK U3BeCTHOM ciaBucTkoi Croit Yxudan (1932-2022). JlanHas KHUATA
OTpa3ujia UHTEPEC KUTAWCKOW JIUTEpaTyphl U KYJIBTYPhl K pyCCKOU KJac-
CHYECKOIl uTepaType, B YaCTHOCTH K POMAHTHYECKOW JHMPHUKE MEPBOM
tpetu XIX B., ee TUIIOIOTHM U )KaHPOBOU CHCTEME.

Bropoii aram B penenmmm TBopyectBa JKykoBckoro B Kurae mpuxo-
nutcst Ha 1980-e rT. B 3TOT mepuoy nosBisieTcs: ctaThs YxaH Balimuns
«Kpatkoe paccmoTpenue TBopuecTBa JKyKOBCKOTO U paHHEH pycCKoi po-
MaHTHYECKOU JuTeparypbi» (1981), B KOTOpO# UCCIieayeTCs TeHEe3HUC pycC-
CKOIl pOMaHTHYEeCKOU JIMPUKU U aHAIM3UPYIOTCSA 3Jerus mnosra «Bedepy,
CTUXOTBOpEHUs « TaMHCTBEHHBIN MOCETUTENDBY, «Mopey, bamnaasl «CBeT-
na"a» 1 «Jonosa apda» [7]. CiycTs roJl BBIXOJUT CTaThsl HCCIIEI0BATEIS
Jly Kyns «XykoBckuid u [Tymkun» (1982), mocBsieHHas BIUSHHUIO JTU-
puku JKyKOBCKOrO Ha CTaHOBJIEHUE NO3ITUYECKOHU cucteMsbl Ilynikuna u
(hopMHUpOBaHHE «IIKOJBI TAPMOHUYECKOW TOYHOCTH» B PYCCKOHU MO33HMU
nepsoii Tpetr XIX B. [8. C. 113]. B 1984 r. nepeBoq4nK 1 HCCIEI0BATEND
pycckoii muteparypsl Lluas Jlexxy nyonukyet crathio « X KyKoBCKUi U ero
“IleBen Bo cTaHe pycckux BOMHOB  ». B Heit aBTop paccmarpuBaet «IleBa
BO CTaHE PYCCKMX BOMHOB» KaK 00pa3el pycCKOW MaTpHOTHYECKOH Jn-
PUKH, SIBUBLICHCS OTKJIMKOM Ha coObITUsl OTedecTBEHHOM BOMHBI 1812 T.
[9. C. 21]. B 1985 r. BrepBbI€ OT/CIbHBIM U3TaHUEM BhILTH «30paHHbIE
ctuxoTBopeHus» B.A. XykoBckoro Ha kutarickoMm si3bike [10]. B cOopHuk
BOLJIM TaKWe MPOM3BEACHUS PYCCKOro I03Ta-POMAHTHKA, KaK 3JIErHH
«Cenbckoe knaabumie» u «Beuepy, «IleBen Bo cTaHe PyCCKUX BOMHOBY,
ctuxoTBopenust «Mope», «bnnzocts BecHb», «TaHHCTBEHHBIH MOCETH-
Tenby, Oamtansl «Jlroqmmta», «CBeTiaHa» W CTapuHHAS TOBECTh B IBYX
Oamnanax «/lBeHaALATh CHAIIMX AEB». BO BCTYMUTENBHOII CTaThe K 3ITOMY
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COOpHHKY TEpPEBOAUYMIEI W HCCICIOBATCIBHUIBI PYCCKOH JHTEPATYPHI
B Kurtae Xyan Usnnaii (p. 1925) u L[3uns Jlrouyss (p. 1931) nucanu o uc-
moib30BaHNK JKYKOBCKAM Pa3HOOOPA3HBIX WHTOHALMKM ISl Iepenadn
BHYTPEHHETO MHUpa T'epoeB U MpHEMe IICUXOJIOTHYECKOro Mapasuienn3Ma,
OCHOBaHHOTO Ha COOTHOILIEHUH SPKUX KapTHUH MPUPOJBI U Mer3axeil ye-
noBedeckort mxymmwm [10. C. I1]. M36pannsie cruxorBopenus JKyKoBCKOTO,
OIyOJIMKOBaHHbIE B 3TOM COOPHUKE, IO3BOJIMIIN CO3/1aTh CUCTEMHOE Ipe/l-
CTaBJICHUE O €ro MO3TUUECKON CUCTEME, OCMBICIUTH CBOEOOpa3He TeMaTu-
4ecKoil, 00pa3HOi 1 XKaHPOBOH CTPYKTYPHI €T0 JIMPUKH, IIOCTAaBUTH BOIIPOC
00 SBOJIONMY TBOPUYECTBA IIOITA, OIPEICIUTH €r0 MECTO B HCTOPHHU PYC-
CKOT'0 U 3allaJIHOEBPOIIEUCKOI0 POMAHTU3MA.

Tpertuii atan, cBA3aHHBIA C BOCIPHUITHEM M IepEeBOAaMH IPOU3BEE-
uuii )KykoBckoro B Kutae, orHocuTcs k 1990-M rr. B 910 Bpemst u3 neyarn
BBIXOJIUT CTaThsl U3BECTHOIO KUTANHCKOTO UCCIIE0BATEIN PYCCKON U 3apy-
OexHolt murepatypbl Kabuna (Hactosmiee ums L3su L[325H), mocBseHHast
TBOpUecTBY JKyKkoBcKoro, moja HazBanueM «CerepHbiid Opdeii — O Briaze
KykxoBckoro B pa3BUTHE PYCCKOM 1033un». B Hell aBTOp TOBOPUT O TOM,
410 JKYKOBCKHI1 «UTPaeT CBAZYIOUIYIO POJIb B UCTOPUU Pa3BUTHUS PYCCKON
mo33um» [11. C. 93]. Briutap Tpaaumuu 3amagHOEBPOINCHCKON U OTeue-
CTBEHHOH CEHTUMEHTAJIUCTCKOM 1m033uu, JKYKOBCKUH 3al0KHJI OCHOBBI
pycckoil pomaHTHUYeCKOU uTepaTypbl. Ero ncuxonoruveckas JIMpuka BO
MHOT'OM ITOJITOTOBHJIA BOSHUKHOBEHHUE (PHIIOCO(CKOM, TpaskAaHCKOH 1 TICH-
xonorudyecko moasuu Ilymkuna.

Hainee aBrop aHanu3upyeT Bkaaa KykoBCKOro B pa3BUTUE PYCCKOM 1O-
33U B HECKOJIBKUX acliekTax. [Ipexxae Bcero oH orMedaeT nepexon B 1o-
93UH «IEPBOTO PYCCKOTO POMAHTHKA» «OT H300paKeHUsT BHEITHETO MHpPa
K BBIPKEHHIO BHYTPEHHUX SMOLIUI» JTUpUUecKoro repos. Kabun numer:
«KyKkoBCKUI OTKpBUI JUIsl PyCCKOM 1M033UM HOBBIM MUP — MHUP SMOLUI»
[11. C. 95], HampaBeHHBIN Ha TIepenady CI0KHOTO BHYTPEHHETO COCTOSI-
HUSI COBPEMEHHOTO YeJIOBeKa, Ha ero pedekcuio u camoaHanus. OT3ByKH
STUX 3MOIMI BCTPEUAIOTCA Kak B mepeBoAHBIX («Cenbckoe KiIaa0uiiey),
TaK U B OpUTHHANBHBIX («Bedepy, «Mopey, « TanHCTBEHHEBIHN MTOCETUTEITh) )
MPOU3BEJCHUAX MM03TA. B Ka)XI0M M3 HAa3BaHHBIX CTUXOTBOPEHHUH BHEII-
HUM MHp IpeJIOMIISICTCS CKBO3b MPHU3MY Pa3HOOOPA3HBIX MCHXOJIOTHYE-
CKHX 3MOIIUH, HACTPOCHHM, COCTOSHUH. 3aTeM K30uH roBOpUT O TOM, 4TO
TIePCOHAKH OalIall ¥ CTUXOTBOPHBIX IMoBecTer JKyKOBCKOTO H300pakaroTcst
Kak Obl B TPOHHOI MPOEKLUH: uepe3 BHEIIHEE OMHCAHHE, BHYTPEHHIOKO
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XapaKTePHUCTHKY U PeUYb TePOEB, UYTO COOOIIAET UM IICHXOIOTHYECKYIO J10-
CTOBEPHOCTH U 3CTETUYECKYIO 3aBEPLUICHHOCTD, KaK, HAIIPUMEp, B CTAPHH-
HOW MOBeCTH B ABYX Oamtamax «JIBeHammath crsimux aes» [11. C. 97].
Taxoke HccIleIoBaTeNb OTMEYAET, YTO B I0I3UH JKYKOBCKOT'O BCTpEYaeTCst
onucaHue OBITOBBIX cleH («I'pomMo6oit», «Banum»), HAPOAHBIX OObIUACB
(«Cgetnanay), uctopudeckux coObIThi («I1eBell Bo cTaHe pyCCKUX BOMHOBY),
BBIPA3UTENBHBIX TIeH3ael KaKk OCHOBHI JUTSl H300Pa)KeHUS HAITHOHATBHBIX
MHupooOpa3oB B ero TBopuectse [11. C. 97]. Hakoneu, Ka6uH rosopur 06
0COOEHHOCTSIX IO3THIECKOTO S3BIKa PYCCKOTO aBTOPA, KOTOPHIi 3HAUNTEIIHHO
000TaTHII PUTMBI PYCCKOH 1T0331H, TIepeal My3bIKaJIbHOE 3BYYaHHUE 1103~
TUYECKON peun, Orarojgaps 4eMmy 3CTETHYECKash LEHHOCTh €T0 JIMPUKU
«HAMHOTO IIPEBBIMIACT IIEHHOCTh CTUXOB BCEX MIPEIICCTBYIONINX PYCCKUX
mo3toB» [11. C. 101]. ITogBoas uror, KUTAHCKWH CIAaBUCT OTMEYAET OTpe-
JENCHHYI0 TOMUTHICCKYI0 HHIU(D(OEPEHTHOCTE €ro MO33MH U B TO JKE
BpEMs BBICOKO OLIEHHBAET TTyOWHY BBIPQKECHUS «CIIOHTAHHBIX UyBCTBY» U
«BHYTPEHHHUX AMOIHIY, IPUCYIINX €ro reposiM. B menom ke TBopuecTBO
JKyKOBCKOI'O OTHOCHTCS UM K IIKOJIe «4rcToro uckycersa» [11. C. 101].

B 1999 r. B lllanxae 6bu1a u3gana «lcTopust pycckoit TutepaTypHOU
kputukm» [12] moxa o6riei penakiyei N3BECTHOTO KUTANCKOTO CIaBHCTa
u niepeBomunka Jlro Hun (1931-2009). B atom Tpyne npencrasieH mpo-
IIECC CTAHOBJICHUS U 3BOJIIOI[M PYCCKOM JIUTEPATYyPHOH KPUTHKY HAUMHAS
¢ XVIII B. m mo 1930-e rT., pacCMOTPEHHBIH B TECHOH CBSI3H C TEOpHEH
UCTOpHEH PYyCCKO# JuTepaTyphl. B HeM moapoOHO McCIeTyOTCS BO3HUK-
HOBEHHE M PA3BUTHE OTICNIBHBIX JINTEPATYPHBIX HANPABICHHUH, HIKON H
00beIMHEHNH B TAaHHBIN IEPUOJ, PACKPBITH OCHOBHBIE 0COOEHHOCTH, TIPO-
OJeMaTHKa U 3TaIbl Pa3BUTHS PYCCKOTO TUTEPATYPOBEICHHS.

Tpetss rnaBa 3T0il KHUTH Ha3bIBaeTcs «PoMaHTHUeCKas TuTepaTypHas
KPHUTHKAY, a TIEPBEIN ee pa3nen — «PaHHAS poMaHTHUYECKas TUTEpaTypHas
kputnka (JKykoBckuii)». 3mech OTMEUAETCsl, 9YTO PYCCKUE MHUCATEIH-PO-
MaHTHKH BBILIUIA U3 MIKOJbI KapamM3uHa U 4TO KapaM3UHCKHI CEHTUMEH-
TaJIN3M HOATOTOBMI MOYBY JUIS BO3HHKHOBEHMsS poMaHTH3Ma B Poccum.
ABTOp MOHOTpaduu cautaeT JKyKOBCKOTO OCHOBOTIOJIOKHIKOM PYCCKOH
POMaHTUUECKOHN JIUTEPATypPhl U CaMbIM SIPKUM ee mpezcrasureneM. Ilo ero
MHEHUIO, TBOPUECKAs U KpUTHUECKas AeATeTbHOCTh JKyKOBCKOTO COOTHO-
CHTCS C IEPBBIM 3TaIlOM Pa3BUTHS poMaHTH3Ma B Poccun.

Pa3men oTkpeIBaeTCs KpaTKUM OYEPKOM O )KU3HU MI0ITA, 3aTEM OTMEYa-
€TCs, YTO €r0 JIUTEpaTypHO-KpUTHUECKas AeATEIbHOCTh Hadyanack B 1808 T,
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B IIEpUOJI pyKOBOJCTBa xypHanoM «BectHux EBpomnbr». JanpHeifmee cra-
HoBJleHHE JKyKOBCKOIr0-KpUTHKA, KAK OTMEYAET aBTOp IToro paszaena Croi
IO#iMHE, OKa3BIBAETCS TECHO CBA3aHHBIM C JIMTEPATYPHBIM OOIIECTBOM
«Ap3zamacy, ¢ TOH 3CTETHYECKOH MOJIEMHUKON, KOTOPYIO BEIH ap3aMaciibl
C TMHUCATESIMHU-KIACCUKAMHM, MPEICTABUTEISIMH JIPYTOro JHTEPATypHOTO
obmectBa — «becena mobuTene pycckoro cioBa», OTCTauBask IO3THYC-
CKH€ NMPHUHLHUIIBI POMAHTU3Ma U aKTUBHO pa3palaTbiBas BeIyLIUE XKaHPHI
POMaHTHYECKOMN JIMPUKU: 3JIETHI0 U Oalafy.

Kax mumer Cro#t IOiiuns, XKykoBckuil 0JJHUM U3 NEPBBIX B PYCCKOM
POMAHTHYECKOW KPUTHKE ITOCTABIII BOTIPOC 00 ACTETHUYECKOI IPHPOIE MC-
KyCCTBa, O poiu (aHTa3uM U BOOOPAXKEHUs B TBOpPUECKOM akTe. [103T cun-
TaJl, 9TO YEJIOBCUECKOE CO3HAHNE CTIIOCOOHO OTpa)kaTh BHELTHUN MHp, MO-
JI00HO 3epKajly, OIHAKO BIIEYATICHUS U OLIYILEHUS, I0Ty4aeMble UHIUBU-
JaMH U3BHE, CHJIBHO Pa3InJaroTcs 6iarogaps ux Booopaxenuo [12. C. 59].
Taxxe BakHast posib 0OTBOAUTCS JKYKOBCKMM HpPaBCTBEHHON COCTaBIISIO-
el MCKyCCTBa M €r0 BIIISIHUIO Ha BOCIHUTaHHE oOmmiecTBa. B camom ke
JIUTEpaTypHOM IIPOU3BEAECHHUH, 10 MHEHHIO JKYKOBCKOr0, BaKHO JJOCTOBEPHO
1300pa3uTh BHYTPEHHIONO )KU3Hb UENIOBEKA, [T0Ka3aTh 00ps0y 100pa u 31a
B €r0 Cep/Le, IepeaTh CIOKHbIE YMOLIMH YePe3 CTOJIKHOBEHUE PAa3IMYHbBIX
xapaktepoB [12. C. 60]. PoMaHTHUYECKUI 3CTETHUCCKUI HIeal, KOTOPOMY
CJIeyeT PYCCKUIL 03T, CBA3aH C PACKPBITHEM KPACOTHL, IPUCYTCTBYIOIIEH
U B OBICTPO U3MEHSIONICHCS KU3HU, U B CMSITCHHUH JIyXa, U B PAa3JIMYHBIX
CTPaHHBIX SIBJICHHUSX, MOJHBIX TAMHCTBEHHBIX cMbIciIOB [12. C. 60].

Croit IO#nuHe NOAPOOHO OCTAHABIUBAETCS HA PACCMOTPEHUU CTaTbU
KyxoBckoro «O KpHTHKe», KOTOpas, KaKk M3BECTHO, BIIEPBHIC yBHIENA
CBeT Ha cTpaHHIax xypHana «Bectauk EBporbn (1809, Ne 21) u koTopas
Ba)KHA KaK OITBIT aBTOPCKOH pe(IeKCHU PyCCKOTro IMO3TA IO MOBOY 3aPOK-
JIAFOIIECHCST POMaHTUYECKOM JINTepaTyphl M COOCTBEHHOTO TBOpUeCcTBa. B Helt
JKykoBckwit pacKpbIBaeT MOHIMaHHUE KPUTHKH KaK «CIrocoda GOpMHpOBaHHS
OOIIIECTBEHHOTO0 MHEHHS, SCTETHYECKOTO U HPAaBCTBEHHOTO COBEPILIEHCTBO-
BAHWS YMTATESD U M3J1araeT CBOM MPUHIIUIELI KICTUHHOU kpuTuk [13. C. 393].
OCHOBHBIE TIOJIOKEHUS 3TOH CTaThH, CBA3aHHEIE C OOBEKTUBHOM OLIEHKOM
IPOU3BEACHUS HCKYCCTBA, PACKPBITHEM OCOOCHHOCTEH XyI0KECTBEHHOTO
BOCIIPUSATHS MUpPA pa30UpacMoro aBTopa, COeIUHEHHEM ICTETHUECKOTO U
HpPaBCTBEHHOTO IOXOJOB, CTAaHOBSATCS NPEIMETOM CIEIHANIBEHOTO pac-
CMOTpPEHUSA B KUTaCKOM H3faHuu «MIcTopum pycckon IUTepaTypHOUl KpH-
tukm» [12. C. 61]. B atoii e pabote Croii FOUIIMHD OJYEPKUBAET, YTO
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B CBOEM TBOPYECTBE PYCCKUI MO3T TaKXKe ynenseT OOoJbIIoe BHUMaHHE
U3yUYCHHUIO 3aIaJHOeBpoIIeiickoil acTeTnku. HecmoTps Ha riy6okoe Bius-
HUE Ha HEro 3amaJHOeBPOIEHCKOro poMaHTH3Ma, NPEXIEe BCEr0 HEMell-
KOT0o, €ro MO3THYECKOEe TBOPYECTBO U KPUTHYECKas TEOPHUS OCTArOTCA
BriosHe opurnHansHeiMu [12. C. 63].

HWrtak, natepec k JKyKoBCKOMY-KPUTHKY (popMHpYeT IETOCTHBINA 00IHK
PYCCKOTO 103Ta B COBPEMEHHOM KHTAaWCKOM JIUTepaTypoBeleHuu. B ero
TBOPYECTBE NPEIOMIISIOTCS BasKHEHIIME 0COOEHHOCTH POCCHIMCKOTO JIUTE-
patypHoro mnporecca nepsoit Tpetu XIX B., BKiItodast paboTy B KypHaie
«Bectauk Epomnb» (1808—1810), nesTenbHOCT B JIMTEPATYPHOM OOIIIe-
CTBE «Ap3aMacy, BEIPAOOTKY MPUHLIUIIOB «TaPMOHHYECKON TOYHOCTH B PyC-
CKOM T1033MH, CTAHOBJICHUE XAHPOB OallIajbl, 3JIETHH, TTOCIaHuUs, IECHH,
MEIUTATUBHOM JIUPHUKHU B PyCCKOM POMAHTHYECKOM JTUTEPATYPE.

[IpenmeToM mogpoOHOTrO paccCMOTPEHHS B TaHHOM CTaThe SBJISIETCS aH-
tonorusi «Pycckue mo3tel. 30paHHbie cTUXOTBOpeHHs» [14], n3nanHas
B lllanxae B 1992 r. OHa BritOUaeT B ceds Oostee S00 npoussenenuii 184 pyc-
ckux mo3ToB XVIII, XIX u XX BB. (10 OkTs16phCKOi peBomtonun). B aH-
TOJIOrUI0 BolLTH cTuxotBopenus A.Jl. Kantemupa, B.K. Tpeaunakosckoro,
M.B. JIomonocoga, A.C. [Tymkuna, M.1O. JlepmonTtoBa, H.A. Hekpacosa,
A.A. AxmatoBoii, A.A. brioka, C.A. Ecenuna u ap. Kaxxgoi mybnukanun
IpEeALIeCTBYIOT HeOomblIas Ouorpaduieckasl CripaBka o MO3Te U 00Iue
CBEJICHHS O eTo TBopuecTBe. [IepeBoTINKOM aHTOJIOTHH SIBIISIETCS H3BECT-
Helii B Kutae cmasuct Uxan [aoxaus (p. 1928; macrosimee umst Wkan
Yaoxa3Hb).

B aHTONMOrHIO BOILIM CIEAYIONIHE CTHXOTBOpeHHUs JKyKoBCKoro:
«pyx0a», «Bedep», «llecus» («Konpmo mymmu nesuibl»), «BeceHnee
4yyBCcTBOY», «llecHa» («MuHYBIINX HEH ouapoBaHbe»), «Mope (Dnerus)»,
«9 mapta 1823». Cam BBIOOp TaHHBIX TIPOU3BEACHHUH MO3BOISET MPEACTa-
BHUTH KHTalCKOMY dnTaTenio JKyKOBCKOTO KaK aBTOpa MEeW3aXHOU U IT0-
OOBHOI JTMPUKH, BOHUKIICH Ha IECEHHOI OCHOBE, U KaK MacTepa ajjiero-
puueckoil, Hatypomiocodckoil n apromcuxosorudeckoil mossuu. Ilpu
aHaJIM3€e dTHX CTUXOTBOPCHUH MPABOMEPHO TIOCTaBUTH BOIIPOC 00 IBOIIIO-
1y JKyKOBCKOro-nosTa U 00 0COOEHHOCTSAX MEpPEeBOAUYECKOIl cTpareruu
Uxan [{aoxk>HB.

OOpatumMcs k iepeBoy ctuxotBopeHus «Jpyxo6a» (1805). Kak ycra-
HOBJIEHO UCCJIEI0BATENIMU, OHO SIBJIIETCS BOJIBHBIM I1€PEBOJOM IPOU3BE-
JICHUSI U3BECTHOTO (PpaHKO-HEMELKOT0 1M03Ta, OACHOMHKCIIA, TEPEeBOIIMKA
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T'otmuba Konpana Ideddens (1736-1809) “Das Epheu” («ILmromy) [15].
Hanucannoe I[Npeddenem B Tpaaunusx CEeHTUMEHTATHCTCKON aieropu-
YeCKOM M033UH, ITO CTUXOTBOPEHUE B nepeBojie KyKoBCKOro nperepunesno
HeKoTopble n3MeHeHus. Ha3panue «/lpyx6a» oka3bIBaeTCs TECHO CBA3aHO
B 3TOT nepuoj ¢ punocopueit aApyx OBl pycCKOro mosTa, ero AesTelbHO-
CThIO B JIpy»KEeCKOM JTUTEpaTypHOM OOIIECTBE, €r0 JTHEBHUKOBBIMH 3aIlH-
csmu. Tax, Hanpumep, B qHeBHUKE OT 13 wmronst 1805 r. mosT roBoput
0 CcBOEH MpOBUACHIUANBHON (utocoduu, BaKHEHIIEH 4acTbi0 KOTOPOIt
SBIISICTCSI PYk0a: «...ApyKOa, HCKPEHHSS PUBA3aHHOCTh K MOUM OJIHK-
HUM JIpy3bSM M, HaKOHell, <...> yJOBOJbCTBHE HEKOTOPBIX YMEPEHHBIX
Grarozestauii — BOT Bce Mou TpeGoBanust ot [posunenus!» [16. T. 13. C. 14].
Cruns niepeBosia JKyKOBCKHM 3TOTO CTHXOTBOPEHHSI BOCXOJHUT K BO3BHI-
IIEHHOW ¥ TOPKECTBEHHOU TPAIUIINU OTNYecKOH moda3uu [17].

HW3BectHO, 9T0 uepHOBOI epeBo XKykosckoro u3 [1dedderns Obut BbI-
IIOJIHEH UM HENOoCpeICTBEHHO Ha crpaHule 180 Bropoit yactu «IloaTHue-
CKHX OIIBITOBY 3allaJHOEBPOIEICKOro 103Ta, U3JAHHBIX B BOCBMH YacCTAX
B 1802—-1805 rr. [18] 1 coxpanuBmmmxcs B Ondnuoreke moatra B Tomcke [17].
Brnepasie xe «/Ipyx06a» B OKOHUATEIILHOM BapHaHTe Obljia HalleuaTaHa BO
BTOpOii yacT «CtuxoTBOopeHmid Bacumus XXykosckoro» (1816). Uccneno-
BaTEJIM CUUTAIOT mepeBos JKyKOBCKOrO BOJIBHBIM, B HEM IIECTHUCTOIHBIN
AM0 C mepekpecTHOH prupMoit B OpUTHHATIE CTAHOBUTCS B PYCCKOM BapH-
aHTE Pa3HOCTOITHBIM Pa3roBOPHBIM sIMOOM C omosichiBatomiei pudmoii [19.
C. 51]. 3meHeHne pyCcCKUM aBTOPOM Ha3BaHUSI CTHXOTBOPEHUS: HEOMY-
IIEBJIEHHOTO CyIIeCTBUTENbHOTO «llmromy Ha abcTpakTHOE «[[pyxOax,
OTHOCSIIEeCsS K 00JIaCTH YEIOBEUSCKIX OTHOIICHHH 1 HMHOCKAa3aTeIbHO HC-
MOJIb3YEMOE JUI XapaKTEePUCTUKH HEOYLIEBIEHHBIX IPEIMETOB, PACKpbI-
BaeT CEMaHTHYECKYIO JBYILIAHOBOCTH NMPOM3BEACHUS, YTO SIBIIAETCS OC-
HOBHBIM IIPU3HAKOM XaHpa 0acHU. BakHO OTMETHTH, 4TO M300paKeHHAS
B IIEPBBIX TPeX cTuxax y KyKoBCKOro KapTHHA BOCIIPUHUMAETCS KaK CUM-
BOJI, 3HaK ONPEIENICHHBIX YEeJIOBEYECKUX OTHOILIEHUH, OCIIeTHUH JKe, YeTBep-
TBIN CTUX IPOYUTHIBACTCS KAK MOpaJib, HAUOOJIEE MOJTHO COOTBETCTBYIOMIAS
HEMEIIKOMY TEKCTY U B TO e BpeMs 0oJiee JJAKOHHIHO W SMOIIHOHAIBHO,
4eM B OpHIHHAJIE, IEpearolias OCHOBHY0 MbIcib [19. C. 51-52].

XapakTepHo, uTo B ToM e 1805 r. XKykosckuii nepesoaut u3 [ped-
(enst cruxoTBopeHus «Most TaliHay, «bpyToBa cMepTh», « MuUIIocepaney,
<«AHTHIIATHsD»>, a B TIOCIIEAHUHA pa3 oOpamaercs K ero Mpou3BeICHUSIM
B 1828 r., mepeBens ero OacHio «3Be3na M KoMmeTa». B 1enom xe npu
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nepeBogie KykoBckum mpousBeacHui [lpeddens or 1800-x k KoHILY
1820-x rr. oT™MeUaeTcs TeHJCHIIUS K MICUXOJIOTU3AIUHU JTUPUIECKOTO pac-
CKa3a ¥ COOTHECEHHH €r0 ¢ 00CTOSATEIhCTBAMH OKpPY’KaIoIIeH moaTa aei-
ctButensHocTH [19. C. 59].

CpaszuBas nepesop JKykosckoro u3 Ildeddens «Apyx0a» u nepeBox
3TOTO K€ CTUXOTBOpeHUs WkaH LlaokeHeM, MOKHO OTMETHTE, 9TO B 000MX
CITydasx 9TO JOCIOBHEIH epeBo. BaxkHeiimas 0cOGeHHOCTh CTHXOTBOPE-
HUsI J)KyKOBCKOTO BUAUTCSA B TOM, YTO B HEM HUCIIOJIB3YETCSI TONBKO OJUH
TJIATOJI «JIEKal» U TPHU IIIaroyibHbIe (POPMBI. OJTHO JICCTIPHYACTHE «CKATHB-
OIMCHY» U JIBAa CTPAJATENbHBIX NMPUIACTHS «Pa3OUTHIN, «OOBUTHID). st
PYCCKOT0O M03Ta BaXKHO OBIIO MEpefaTh KOHTPACT JUHAMHUKY U CTATUKU U
IPOCTPAHCTBEHHOI BEPTUKAIN: «TOPHOI BEICOTHI» U «IIpaxay, 4YTo yCUIU-
BAJIO SMOIMOHAJIBHOE BIICUATICHHE OT NPOYUTAHHOTO, a TaKKE BBECTH
B TEKCT YIIOMUHaHUE clIaBIHCKOro Ooxkectra [lepyHa. Cp.:

CKaTHBILINCH C TOPHOU BBICOTHI,
Jlexan Ha ipaxe 1y0, IepyHaMu pa3OuUTHIii;
A ¢ HUM 1 THOKHH ToTROIL, KpyroM ero oosurtsrit [16. T. 1. C. 67].

B kwuraiickoM mepeBojie HCIIONB3YIOTCS JIBA TIIaroia, BCTPEYAOIUECs
B OJTHOM CTHIXE: «CKATHJICSI C TOP U JIET B MIpax», ABa MPUUACTHUS: «PACKO-
JIOTHI MOJTHUEH» U «OOBUBAIOLIHIA IEPEBO», YTO aKIIEHTUPYET BHUMaHHE
NepeBOIYMKa B 0OJIbIIEH Mepe Ha MPOTUBOIIOCTABICHUH JIBUKCHHUS U T10-
KOs U Ha JUISIIEMCSl JEHCTBUHM, KOTOPOE MEpPeIaeTCs B TOM YHCIIE HaJIH-
YreM B KOHIIE TPEThero ctuxa MHorotouus. Cp.:

TekcT Ha KUTAICKOM SI3BIKE IlepeBoa ¢ KUTaKCKOro
kiE Hpyx6a
— KRN B BE MR O AR Jy0, packoIOTEIi MOJTHUEH,

CkaTuiics ¢ rop ¥ JIeT B Ipax;
A BMecCTe ¢ HUM ¥ XPYIKHH Lo, 06-
BHBAIOILUI 1€PEBO...

MBI R Tk BEMEL T2
ME—ROEBBEENS RS
K&, [14. C. 151]

Wxan [{aokeHb BKIIIOYAET B NEPEBO HEUTPAIBHOE CIOBO «MOJHUSDY,
B TPETbEM CTHUXE 3aMEHSIET «Iy0» «JepeBOM», UTO MpUAAeT Bcel OacHe
6oee 0600mIeHHBIH cMBICI. [TocKONBKY «1y0» B KHTaCKOM SI3BIKE OTHO-
CUTCSI K CYIIECTBUTEIbHBIM MY>KCKOI'O POJa, a «IUIIOII» —KEHCKOro,
TO caM 00pa3 ApykObl B KNTAHCKOM IEPEeBOE NPUOOPETaeT FeHJEPHYIO
cemMaHTuKy. HaxoHen, BMecTO 3aKIHOUUTENBHOrO cruxa JKyKoBckoro
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«O [pyx6a, 310 THI!», B KOTOPOM ITIaBHBIN aKIICHT CENIaH Ha CEMaHTHUCCKOM
JIBYIIAHOBOCTH OAacHU, KUTAMCKHIA MEPEeBOAYMK 3aBEpIIaeT CTUXOTBOpeE-
HHUE CIOBaMHU «AX, 9TO Ipyx0aly, mepemaronmMu B OONBIIEH CTEIIeHU
SMOIMOHAIIBHOE COCTOSIHUE JIMPUIECKOTO TIOBECTBOBATEIS. TaKKe BaXKHO
OTMETHTh, UTO B MEPEBOJIC OKA3BIBAIOTCS CO3BYYHBIMH 2-U U 4-U CTUXH,
PACKPBIBAIOIINE IEPEKPECTHBIH THIT pU(MOBKH.

OpHa ¥3 caMbIX M3BeCTHBIX meceH JKykoBckoro «Kompo mymru-me-
BUIIBI» ObUTa HamucaHa B 1817 r. u BrepBole omyonukoBana B Ne 1 cOop-
uuka «Fur wenige. Jlnst semuorux» 3a 1818 r. Kak ycraHOBICHO HCCIen0-
BaTEIISIMH, 3T TIECHS SIBIICTCS IIEPEIIOKECHIEM CTUXOTBOPEHHS « Y TOHYBIIEE
kous110. [Tompaxkanue nuroBckoin» (“Der versunkene Brautring. Litthauisch”,
1808) nemenkoro moata I.®.M. ¢on lllenkennopda (1783—-1817), xorto-
phlii 3auMcTBOBAI ero u3 coopauka M.I". I'eprepa «I"ooca Hapo10B B rec-
Hax» (1807). 'epaep *xe, B CBOIO 04epe/ib, 00paTHIICS K JAHHOM MeCHE Kak
SAPKOMY 00pasIy JUTOBCKOH (POIBKIOPHON 1033uH. MOXKHO CKa3aTh, YTO
B recHe JKyKOBCKOTO, CO3IaHHOM uepe3 mocpenandectBo lllenkennopda
u ['epaepa, BOCIPOU3BOANUTCS MOTUB YTEPSIHHOTO KOJbIIA KaK BBIPAXKCHUS
Pa3MOJIBKH MEXIy KEHHXOM M HEBECTOH, KaK MOITHYECKOH alIeropuu
yrpaueHHoi mooBu [20. C. 327]. CoopHUK «1JIT HEMHOTHX», TJI¢ BIICPBbIC
VBHIIENIO CBET JaHHOE CTHXOTBOPCHHUE, OBLI COCTABJICH TaKUM 00pa3oM,
YTO B HEM MapaUIEIbHO MMEYATATUCH OPUTHHATBHBIC U IEPEBOIHBIC TEKCTHI,
KOTOPBIE «BBISBISIN JUIO JKYKOBCKOTO-TIEPEBOIUNKa», (POpMUpOBAIH
«OKaHPOBO-CTHJICBBIC W TEMAaTHYECKUE ITOJO0OPKM», HaMEYall IICHXOJIO-
THIO M COIIMOJIOTHIO YnTaTeNbekoi perernuu [21. C. 417].

IlecenHoe Ha4aso, IPUCYTCTBYIONIEE B 3TOM CTHXOTBOPEHHH, COCTAB-
JSIET TOMUHHUPYIOUIYIO OCHOBY JIMPU3Ma «IIEPBOTO PYCCKOTO POMAHTHKAY.
ITo mueruio .M. CeMmeHKO, aHaNmH3y, pAaCUICHEHUIO, ICTAIN3AIH PYyC-
CKHU TIOAT MPEINOYUTAET CyMMapHOE H300paKCHHE YyBCTBA, CKPBITYIO
SMONMOHATEHOCTE, MCMOIB30BAHNE CEMAHTHIECCKOH MHOTO3HAYHOCTH CJIOBa
Y COOTBETCTBYIOLIETO MO3TUYECKOT0 KOHTeKCTa. « Tul Iupruueckoi sMoLu-
OHAJILHOCTH B 10331H JKYKOBCKOTO POACTBEH MY3bIKE», 3a4aCTYIO JTUPU3M
JKykoBckoro — «iupu3m necennoro tumna» [22. C. 82, 86]. Kak u3BecTHO,
BIIOCJICACTBUH 3Ta mecHs JKYKOBCKOTO OBLIa MOJOXKEHA HAa MY3BIKY KOM-
no3utopom A.A. Ansdbesbim (1787-1851).

ITecenHoe nUpHYECKOE HAYAIO COXPAHIETCS U B KUTAHICKOM IIEpEBOE.
OHO CBSI3aHO C MHOTOKpAaTHBIM yIIOMHUHAHHUEM 00pa30B KOJIbIAa B MOpS,
UCTIONIb30BAHUEM JIEKCHUECKOTO IIOBTOpAa U 3JIEMEHTOB IMOITHYECKOTO
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IHajora, Inepegaded CKpHITONH SMOLIMOHAIBHOCTH 4epe3 YIoTpebieHue
BBIPA3UTENIBHBIX 3MIUTETOB, PACKPBITUEM KOHTPACTHBIX COCTOSIHUN, cO3/a-
HHEM aJUIETOPHIECKO 00pa3sHOCTH, CBI3aHHOH C COTNPSDKEHUEM JBYX ILIa-
HOB M300pakeHHs: TOTEPH KOJIbLIA KaK II0TEPH JIFOOBH.

CruxotBopeHue JKyKOBCKOTO BKIIIOYAeT B ceOs AEBATh UETBEPOCTH-
LIMH, B KUTalCKOM IIEPEBOJIE BCEIO YETHIPE UETBEPOCTHUIINS, KOTOPHIE CO-
OTBETCTBYIOT IIEPBBIM YeTHIpeM CTpodaM IeCHH pycckoro modrta. Cpas-
HHUM TPEThI0 U YETBEPTYIO CTPOo(bl B mecHe JKyKOBCKOrO U B MEpeBOJE
Wxan [{aoxoHb:

TexcT Ha KHTaHCKOM

«KoJb110 IyIIH-aeBUIIBI
B SI3BIKE

IIepeBon ¢ kuTalicKOro

He B n06psIii yac s HeBON | TE— PN AREEHZ - B 3noBemuii Mur
Ctan B MOp€ MOJIOCKATB; BAEKBEHEM ; 51 BBIBOXKY CETh MOIO B MODE;
Komb1o fopkHyo B Boay; | B igi&EI T K, KoJ1b110 COCKOJTB3HYIIO B BOAY,

Mckan... HO rJe ChicKaTh! | £ ... B 2 2 %48 | Mckai... HemoCTHXHMO!
[16.T.2. C. 69] [14. C. 158]

B mepeBoie BMECTO BEIpaXCHUS «HE B TOOPBIH 9acy UCHOIB3YETCS CII0-
BOCOUCTAHUE «3IIOBEIINI MUT», CO3JIatoIee 0oIee SIMOIMOHABHEIH, «POo-
KOBOI1» 00pa3 BpeMeHH, MIPOTHUBOIIOCTABIISAIOMINN «4acy U «MUT» U Tepe-
JIAFOIIHHN TPEBOXKHBIE TIPS TIyBCTBHUS JIMPUIECKOTO reposi. B iepeBose Tax xe,
KaK U B OpUTHHAJIE, IPUCYTCTBYET SMOIIMOHATBHEIA CHHTAKCHC: MHOTOTO-
4re, BOCKJIMIATENbHbIE TIpeasiokeHus. B ueTBepToi cTpode y pycckoro
MI09Ta BCTPEUAIOTCS JICKCHIECKUIT IOBTOP («C TEX IOpP»), TPH MpEeaIoKe-
HUSI C BOCKIIMIATEIHHOM WHTOHALIMEH, CEMAHTUYECKasl ajulerOpHYecKast
JBYIJIAHOBOCTb, PACKPBIBAIOILAs yTPaTy JIIOOBU U CHACThs Yepe3 nu3oopa-
KEHHE JISKAIero Ha JTHe Mopsi 0OpydYaslbHOTO KoJiblia. B mepeBone aToii
CTpO(dBI, KOTOpasi B KUTAHCKOM TEKCTE SIBIICTCS 3aKIIOUATENBHOMH, Iepe-
BOJIYMK COXPaHSIET OCHOBHBIE OCOOCHHOCTH OPUTMHAJIA: JIEKCUYECKHA T10-
BTOp («OTHBIHEY), BOCKIMIIATENIbHBIC TIPESIOKEHHSI, AIJIETOPUIECKYIO 00-
paszsocTs. Cp.:

TekcT Ha KuTalicKOM
SI3BIKE

C Tex mop MbI Kak ayxue, |MELFEIIFERMEE Al |OTHBIHE MBI Kak gyxue!

[puny x veit — He raguT, |HEFEH - A | K Hell — oHa mpourHOpHpoBaa!

«Konp1o gymu-aeBuisn IlepeBon ¢ kuTaiickoro

C Tex mop Moe Becelbe M B X T OtHbIHE MOS PaZoCTh
Ha 1He MOPCKOM TI&KHT. (4137 A T35/ ! Toxe omycTHIIACH Ha JTHO Mopsi!
[16.T.2.C. 69] [14. C. 158]
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B cTuxotBopeHnn JKyKOBCKOTO HUCIIONB3YETCS TPEXCTOMHBIN MO, Kak
Y B HEMEIIKOM OpUTHHAJE, U PUPMYIOTCS YeTHBIE CTHXH BO BCEX cTpodax,
KpOMe IIECTOM, B KOTOPOU pr(MYIOTCS KaK YeTHBIE, TaK M HEUCTHBIE CTHXH.

Otka3 Ykan llaoksHS OT mepeBojia 3aKIIOYUTENBHBIX IIATH CTPOQ
necHH JKyKOBCKOTO OOBSICHSIETCS, Ha HAIll B3TJISL, CEMaHTHYECKOM U 3CTe-
TUYECKOH 3aBEpIICHHOCTHIO JAHHOTO (PparMeHTa M €ro SKBHUBAJICHTHO-
CTBIO BCEMY CTUXOTBOPEHHIO, COOTBETCTBHUEM IIEPEBEICHHOTO (PparMeHTa
uenomy. HeciryuaitHo necHs JKyKoBCKOTO KOMIO3UILIMOHHO Y€TKO ACTUTCA
Ha JIBE YaCTH, PH STOM BTOpPAs 4aCTh B HEH MPOYNUTHIBACTCS KaK JaIbHEH-
miee pa3BUTHE TEMBI BO3BPAILICHHS YTPAueHHOI TF00BH.

JlaHHOE CTUXOTBOPEHHE, KaK y’Ke 0TMEUaJIoCh, OTHOCUTCS K XKaHPY JIU-
TepaTypHOU TIECHU HAPSIY C TAKMMH IIPOU3BEICHUSIMU 1M03Ta, Kak «Koraa
g Obu1 mrooum» (1806), «Moit apyr, xpaHurtenb-anren Mon» (1808),
«O Mmunblii apyr! tenepb ¢ To60r0 pagocth!» (1811), «I'ne duanka, moii
usetok» (1815), «MunyBmmx qHei ouapoBanbe» (1818), «Po3bl paciBe-
tato™ (1820), «K BocTOKy, Bce kK BocToKy» (1820), «OThIMaeT Hammm pa-
noctuy (1820) u ap. ConepkaHue MX, Kak IPaBUIIO, CBSI3aHO C YTPaTOM
008U, cuacThs, roHOCTH [23. C. 161]. JIuTeparypHas necHs, Kak H3BECTHO,
TITyOMHHO CBsI3aHA ¢ MYy3BIKQJIGHBIM HAYaIOM, C BO3MOKHOCTBIO PaCKpHI-
THUS B HEW «BHYTPEHHET O YeJIOBEKa», €ro BKIIOYEHHOCTH B IPUPOAY, C BO3-
MO>KHOCTBIO CYTT€CTUBHOI'O BO3JCHCTBUS TeKCTa Ha untaTens. s XKy-
KOBCKOTO aHp IMECHHU TaKXKe CTAHOBUTCS «CBOEOOpa3Hoil mabopaTopueit
1o pa3paboTKe PyCCKOTO MEJOAMYECKOTO CTHXa» M CHOCOOOM Iepenadn
HAIIMOHAIBHOTO KOJIOpUTa B poMaHTH4YecKoH mupuke [24. C. §].

B aroii ke aHTONOTMM OmMyONMMKOBaHA npyras mecHs JKyKOBCKOTO
«MunyBmmx aHeH odapoBanbe» (1818). BriepBbie oHa Oblila HareyaTaHa
B )KypHaje «CpiH oredecTBay 3a 1821 r. ¢ 3arnaBuem: «IIpexHss )KU3HbBY.
AnpecartoM necuu sBisierca Exarepuna denoposna Baakosckast, B 3amy-
skectBe Kpusriosa (1776—-1861), nmnemsaanna ymeprei 20 utonst 1817 r.
A.N. Tlnemeesoii, xo3stiiku uMmenusi bosbinas YepHb, B KOTOPOM 4acTo
obBan JKykoBckmii. Taxke 3Ta MeCHS BCTpEUaeTCsl B IMUCbME IO3Ta
k A.Il. Enaruno#i ot HosiOpst 1818 1. [lockutas et CTUXOTBOpPEHUE, aBTOP
PacKpbIBaeT UCTOPHUIO €r0 CO3JaHUs U OTHOBPEMEHHO KOMMEHTHPYET €ro.
On mumiet: «...BOT BaM cTuxu, npousBeicHHEe MUHYTHI, MUMONPOIEMEs-
wel. .. <...> ¥ BOCIIOMHHaHHE, U MPOIIEAIIee — HE YTO HHOE, KaK COH, KO-
TOPBIN clie[la HE OCTAaBJISAET, KOTOPBIA JEUCTBYET TOIBKO O TEX MOP, MOKa
onumes...» [16. T. 16. C. 38).
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B ueHTpe 3TOro CTUXOTBOPEHHS HAXOIUTCA 00pa3 MepexkHBAEMOro
BPEMEHHU, BOCKpECIIEH «MWIOW CTapuHbD». MOTHB 0XMBOTBOPSIOLIETO
BOCIIOMHHAHUSI PACKPBIBACTCS depe3 PeUICKCHIO IMPHUIECKOTO Tepos, Te-
pEaHHYI0 MENIOAUKON CTUXOB C BOIIPOCUTENILHON MHTOHALMEH, IeKCHde-
CKUM TOBTOPOM («IHIY, «OISAThY, «MEUTa», «AYyIIa», KKpait»), anadopoit
(«3auem», «MOTy JIb», «Tam»). CI0Ba, BBIACICHHBIC B TEKCTE KypCHBOM
(«cBsitoe Ilpeacoe», «Mory nb cKazath: ocugu Hanexne?», «Ckaxy Jb
TOMY, 4TO OBbLIO: 6Y06?», «TaM ecTb 00un xujel Oe3raacHbI») PACKPHI-
BaIOT JIMPUYECKYIO (DHUITOCO(HIO MOITA, CBA3AHHYIO C BOCIIPUATHEM MHHYB-
IIIEeTr0 Kak aBTOONOTrpahIIeCKOro 1 3CTETHIECKOr0 Hadasla B €0 TBOPUYECTBE
B UX B3aUMOJIONOJIHSIONIEM €JUHCTBE, KAK MHOTOKPATHO NEPEXUBACMOT0
YyBCTBAa MUHYBIIIETO, IPOIIC/IIETO, BRICTYNAIOIIET O IEHTMOTHBHON OCHO-
BOH €ro Mmo33uH, KaK MO3THYECKYIO (OPMYIy «BEYHOTO BO3BPAILICHHD.
B 3t0ii necHe 006pa3 «cBsTOro Ipesicoey NomydyaeT akyCTUUECKYIO U BU3Y-
IBHYI0 HanoJTHeHHOCTS: «Lllennyn qyme npuset Op1Banoi», « M1 3pumo eit
MHUHYTY cTaino // Heapumoe ¢ naBHMIIHEX TOp». B menom xe «mmeceHHas
CTHUXMS BBICTYyMNaNa KaK (hOpMa HEMOCPEACTBEHHOIO BEIPAYKEHHUS TUPH3Ma»
[25. C. 107] B TBOpYECTBE IIEPBOTO PYCCKOTO POMAHTHKA», & CaM >KaHP
JTUTEPaTypHON MECHH OBLI CBSI3aH C YCTAaHOBKOH Ha My3BIKaJIBHYIO BBIpa-
3UTENIbHOCTb, UCIIOIb30BaHUE XapaKTEPHOI 3ByKOIUCH, 0COO0H KOMIO3H-
114 (KyIUIETHOE OCTPOEHHE, pepeHbl), «MY3bIKH si3bIka» [22. C. 87].

B opurunaze necHs pasgeneHa Ha TPH OKTaBEI, B KUTAHCKOM JKe Tepe-
BOJIE UCIONB3YETCs IECTh yeTBepocTHIMid. [Ipy 3TOM B epeBone coxpa-
HAIOTCSI KOJINYECTBO IPEIJIOKEHUN C BOIIPOCUTEIbHON HHTOHALMEH, JIEK-
CHUCCKHH TTOBTOp, MepeKpecTHas pudma, anadopa. Ilpn neperoge Uxan
[1a073Hb 4aCTO UCIIONB3YET ONUCATENbHbIE KOHCTPYKIUH. CpaBHUM IEPBbIE
JiBa CTHXa U3 necHU JKYKOBCKOTO ¢ IEPEBOAOM UX Ha KUTAHCKU A3bIK:

«MuHYBIIHX THEH TekcT Ha KUTalicCKOM
04apOBaHbE) SI3bIKE
MuHyBIIMX AHel ouapopanbe, Xk ABIEE B F, OuapoBatenbHble ObLIbIC THH,
3auem onsTh Bockpecio Toi? (R X KO 7588 ? [[loueMy CHOBa MPOCKINAETECH

[16.T.2.C.103] [14. C. 161] B MoeM cepare?

IlepeBon ¢ kuTaiickoro

B nenom COXpaHAd MEJIOAUKY OpUTrhHaIa, IEPEBOAYNK OTKA3bIBACTCS
B IIEPBOM CTHXC OT MHBCPCUU U UCIIOJB3YET BMECTO CYIIECTBUTECIBHOI'O
«O4YapOBaHUEC» KOHCTPYKIIUIO C O6p330BaHHI>IM OT HET'O IpUJIaraTCJIbHbIM:
<(O‘{apOBaTCJ'ILHLIC OBLIbIC JHWY. ['naron xe COBCPHICHHOTO BU A NPOIICI-
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LIET0 BPEMEHH «BOCKPECIIO» NEPEBOTUTCS CJIOBOCOUETAHHEM «IIPOCHINTAETECh
B MOEM CEep/LIe», IPUBHOCS B CTUXOTBOPEHHUE HEOOXOTUMYIO KOHKPETHKY.
CrpemiteHre K OONbIIeH KOHKPETHU3AIMH HAOIIONACTCS ¥ TPH MEPEeBOJE
3aKJIIOYUTENBHBIX CTUXOB IEPBOM OKTABBI:

«MuHYyBIINX THEH TexcT Ha KUTACKOM
0YapOBAHBE SI3BIKE
U 3pumo eii B MUHYTY CTalo | A LI Rt E R A% 7 |UTo-To 1aBHO HEBHIaHHOE
Hespumoe ¢ JaBHUIITHUX 110 N A e MrHOBEHHO CHOBA 3aCHSLIO
P A Pl imz1i8) X B IRATINS -

[16.T.2.C. 107] repes MOMMH TJa3aMu
[14.C. 161]

IlepeBon ¢ xuTaiickoro

B nepeBose npuiiarateiabHOe «HE3pUMOE» 3aMEHSEeTCs Ha CIIOBOCOYe-
TaHUe «IaBHO HEBHJAHHOE», a OJHOKOPEHHOE eMY KpaTKoe ImpuiaraTeib-
HOE€ «3pUMO» IIEPEBOIUTCS KaK «CHOBA 3aCHsUIO IIEpe] MOUMHU IJIa3aMuy.
Hecny4aitro Bu3yansHast 00pa3HOCTh 3TOTO cTHXa U Y XKyKkoBckoro, n'y UkaH
aoxHs MOAYEPKUBAETCS CEMAaHTHUKOW 3peHHUS, TI1a3.

Taxke Ba)KHO OTMETHUTB, YTO CJIOBa-00pa3bl, BhIIEICHHBIC B iecHE JKy-
KOBCKOI'O KYpCHUBOM, COOTBETCTBEHHO IIEPEBOAATCS KaK «CBSITOE IIPOILIOE»,
«COXpaHMUTh HAJEXKIy HABEKW», «MOTY Jb BEPHYTb BELIH U3 IPOILIOr0»,
«TaM TOJILKO OJJMH OE3MOJIBHBINA JKUTENbY» W HE BBLICTSAIOTCS KypCHBOM.
B cemaHTH4€CKOM OTHOLIEHUM 3TH BbIPAXKEHUS PaBHOLICHHBI OPUTHHAITY,
OJTHAKO aKIIEHTUPOBKU BHYTPEHHETO OMOTpapIecKOro MoaTeKCTa CTHXO-
TBOPEHUS B TIepeBOJIe HE MPOUCXOANT. B To ke BpeMs B mecHsx JKyKoB-
CKOTO KaK MY3BIKaJIbHO-THTEPATYPHOM JKaHpPE My3BIKAIbHAsT 00pa3HOCTh
co3laeTcsi CTPOroil cummerpuell (HOpMBI, METPOPUTUMHYCCKHM CIHH-
CTBOM, TAPMOHUYHBIM COYETAaHHUEM PA3HOCIOXKHBIX METPOB, MHOI000Opa-
3WEeM MOBTOPOB, MHTOHAIIMOHHOM aKIIEHTYyallueil CMBICIOBBIX KyJIbMHHA-
i, 3Bykonuchio [26. C. 61]. TenaeHnus K mnepenavye 3Tod 00pa3HOCTH
MPUCYTCTBYET U B MEPEBOJIE MECEH PYCCKOTO M03Ta Ha KUTAHCKUH SI3BIK.

Eme onno cruxorBopenue XKykoBckoro u3 3toif antonoruu «Becennee
YyBCTBO» OBLTO HamucaHo B 1816 T. ¥ BepBbIe OMyOIMKOBAaHO B XKypHAJe
«CopeBHoBatenp npocBenieHus u oOmarorBopenus» B 1821 r. Kak wusz-
BECTHO, TIOJHBII TEKCT 3TOTO CTUXOTBOPEHHUS BCTPEYAETCS B JEPITCKOM
nuchme nodTa K A.I1. KupeeBckoii (Enarunoit) ot 7 Hosi0pst 1816 . B Hem
Kyxosckuii mumiet: «5 onsate numy u numy! Tax ke, kak B JJonObune»
[16. T. 15. C. 509]. 3aTem aBTOp NPUBOIUT CTUXOTBOpeHUe « Tam Hebeca
U BOJIBI sicHbI!», OKaHuKBarolieecs ctuxamu: «Kaszanocs cepuity u ogam — //
Bce mam!». U nanee roBoput: «Ho BoeiikoB He mo0uT Moero mam. [da
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YK€ M CIUIIKOM MHOTO €r0 B MOHMX cTuxax! A kak 0e3 Hero o0OUTHCEH?
Kcratu, o mam! BoT eme necHp, HanmucaHHass MHOIO 110 MTPOChOe Ha JTaH-
se1i rostocy [16. T. 15. C. 510]. U nanee cnenyer Tekct «BeceHHero ayB-
cTBay. [lokazaTenbHO, YTO aBTOP MAET STOMY CTUXOTBOPEHHIO JKaHPOBOE
oTpeieTIeHne — «IIECHbY. 371ECh, BEPOSITHO, UMEETCS B BUAY, UTO OHO OBLIO
HAIMCAaHO Ha MEJIOJMIO JIepITCKOoro kommo3utopa A.I'. ¢on Belipayxa
(1778-1865), BHOCIIEACTBIM TIEPEBEIECHO Ha HEMEUKHH S3BIK W BOIILIO
B OJIMH U3 COOPHUKOB HEMELIKHUX TEeCeH 3Toro kommo3utopa [27. C. 453].
MOo3HO cKa3aTh, 4TO CTUXOTBOpEHUE «BeceHHee 4yBCTBOY» OBLIO CO3/1aHO
B paMKaX COBMECTHOTO TBOPYECTBA B OONACTH MECEHHOH KyIbTypHl JKy-
KoBckoro u Befipayxa [28. C. 16]. [lo3nHee 3T0 cTUXOTBOpPEHHE OBLIO TI0-
JI0KEHO Ha MY3BIKYy KOMIIO3UTOPOM A. PyOuHIITEHHOM.

B HeM B monHO# Mepe BOILIOTIIIACH XYI0KeCTBeHHAs (rtocodus «Be-
CCHHETO YyBCTBa», B OCHOBE KOTOPOW JI)KUT OIHCAHHE BECEHHETO IPeo0-
PaXKEHUS IPUPOJIBI U YN JTUPHUIECKOTO Tepos Yepe3 IK3UCTCHIMAIBHOE
niepexxuBanue 6eckoneuHoro [29. C. 127]. BaxkHo OTMETHTh, 9TO 00pa3
BECHBI Y PYCCKOI'O IOATa OMKCHIBACTCS B €€ COOTHOIICHHU C YKHBOIIHC-
HBIMU MeH3aXKaMH U PACKPBIBAET «apXETUITHMYECKYIO CBS3b C TEMOI COTBO-
peHUsl MHUpa», KOTOPBIA BECHON KaXKIbI pa3 Kak Obl CO3UIAETCS 3aHOBO
[30. C. 84]. CroxeTHass JUHAMHKA 3TOTO0 CTUXOTBOPEHMS CBsI3aHa ¢ H300-
pakeHHEM BHEITHEro MPUPOJHOTO MHPA, KOTOPBIA MpeToMIIsieTcs Yepes
PpedIEKCHIO JINPHUYECKOTO 5%, COSUHSIONIYI0 3¢MHON U HeOECHBIN MUPBI,
COMKAFOIIY O «MHUJIBIN TOJIOC CTAPUHBDY U «oyapoBanHoe Tamy. [1o 3ame-
ganuto .M. CeMeHKO, B 3TOM IpPOU3BEIEHUM «IIECEHHAs ILUIABHOCTb
pUTMa DpUaaeT BONPOCUTENBHOW MHTOHALMHU JupuyHOocTh» [22. C. 113].
Taxoke nupHYecKas OCHOBa CTUXOTBOPEHHS MEPEIaeTCs Yepe3 HCIOIb30-
BaHUE OOPALICHUH, JTEKCUYECKIX U CUHTAKCHYECKUX MOBTOPOB, aHa(pOPHI
Y AMOTHUBHOM Jekcuku. Cp.:

Jleexutl, neckuii BETEPOK,

Ymo TaK ciaoxko, muxo Beelb?

Ymo urpaeliib, umo CBETICEIIb,
OuapoBannsiit motok? [16. T. 2. C. 30]

bnaromapst ucnosb30BaHUIO 3THX HNPUEMOB aBTOPY yAaeTcs NepenaThb
00pa3 MUKIMYECKOTO BPEMEHH C €T0 «CMEHSIOIIEHCS HEM3MEHHOCTBIO» U
COOTHOCUMOMH € Hel HEeMPEePBIBHOM «TpaHchopMaIie IMPHUIECKOTo mepe-
sxuBanus» [31. C. 93].
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Ounocohus «BeCEHHET0 YyBCTBa», IPEICTABICHHAS B 3TOM CTHXOTBO-
PEHHH, COCTABIISIET OCHOBY TEKCTa «BPEMEHA roJ1a» B 1033uH JKYKOBCKOTO
Y BOCHPUHHUMAETCS B €AMHCTBE C TAKUMH IIPOM3BECHUSIMH 1I03Ta, KaK 3a-
MBICEJI OICaTeIbHOM 0AMEI «BecHay, bamranga «Ceernanay (1813), ctu-
xoTBopeHuit «Hos6pk, 3uMbI IOCOII, Tog4ac nxoi ctapuky» (1814), «Jler-
Huii Beuepy (1818), «bmmzocts BecHbD (1820), «[1ompoOHBIi OTYET 0 JTyHEe»
(1820), «IIpuxox Becun» (1831), «XKaBoponok» (1851) u ap. [32].

[Ipu mepeBojie 3TOTO CTUXOTBOPEHMS HA KUTAHCKHUI S3BIK B IEJIOM
BEPHO BOCHPOU3BOAUTCS €T0 00pa3Hasi, JeKCUKO-CeMaHTHYeCKas, HHTOHA-
[IMOHHAsI CTPYKTypa. BMecTe ¢ TeM rmepeBoTHOM TEKCT OTIHYaeTcst O0IbInei
KOHKpETH3alel B N300pakeHNH KapTUH BECEHHEH MPHUPOJIbI, PACKPBIBAIO-
ITIeHCs, B YaCTHOCTH, Yepe3 aKLECHTHPOBAaHHYIO BU3yaIn3aniio 0opa3os. Cp.:

«Becennee uyBcTBO» | TeKCT Ha KUTaMCKOM SI3bIKE IlepeBoa ¢ KMUTaNCKOTO
Sl cmotpro Ha HeOeca... |FHEEREEHB L. ... 51 emotpro Ha roryboe Heo. ..
I(/)I6na1<a, JCTA, CUAIOT | onEmaE M E S - glo He6y6nntyT onecrsmme
HSISI, YIIETAIOT L nbIe 00Jtaka,
32; ;ane;czeeneclg E Iﬂ%f_{%£7 ' OeHH }e/nOeTenH, SIPKO CHSS,
[16.T.2.C.31]. CBIRAIRRM - Vineras, uepes JajbHUH Jiec.
[14.C. 157]

B opurunae B3I TUPHYSCKOTO «sD» HAIIPABIICH C 3eMJIM Ha HE0O U
Janee K JIMHAK TOPU30HTA («IaIeKue Jiecay), B pe3yIbTaTe Yero MPOUCcXo-
JIUT TIepeceYCHrE MPOCTPAHCTBEHHON BEPTHUKAIHM U TOPU3OHTAIH, Hebec-
HOTO U 36MHOT'O MHUPOB. [JIaroy HacTOSIIEro BpEMEHH «CMOTPIO» CBSI3aH
C BU3YaJbHOW CEMaHTHKOH, TaK)XE€ OH MEpEeacT MpoLecCyalbHOCTh JEH-
CTBHS, IOJYEPKHYTYIO B TOM YHUCJIC HCIIOJIh30BAHMEM MHOTOTOUHS B KOHIIE
ctuxa. OOpa3 HebOec JUIIEH 31eCh KaKOH-TH00 KOHKPETHOW W 3MOIIMO-
HAIBHON XapakTepucTHKH. CTPEMHUTENBHOCTD JBIDKCHUS 00JIAKOB MapKu-
pyercs OJJHOKOPEHHBIMH CIIOBAMH: JCCTPHYACTUEM «JIETS» M TIaroJioM
«YJIETaoT», KOTOPhIe BOCTIIPHHUMAIOTCS KaK aHaJOT JICKCHYECKOTO IIO-
BTOpa, IIUPOKO HCIOJB3YEMOr0 B MECEHHOH IHPUYCCKON TPaauIny.
CaeroBas raMMa 00JIaKOB PACKPBIBACTCS Yepe3 HCIOJIb30BAaHUE TOXKE OfI-
HOKOPEHHBIX CJIOB: TJIAr0JIa «CUSIOT» M ICCTIPHYACTH «CHssh». B mepeBone
9TOro ()parMeHTa JenaeTcs aKIEHT Ha IIBETOBOH CEMaHTHKE BECEHHEIO
neizaxa: «romyboe HeO0», «Oenble 00aKa», YTO BBI3BIBACT BU3yalbHbIC
accolMali y 4YuTarens. Takke 3/1eCh MPUCYTCTBYIOT JIEKCHYCCKHN
(«ynerenuny, «yjneras») U CeMaHTUYECKH («OyecTsmune 00aKay, «CUsisi»)
MOBTOPBI.
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[Mapamienusm OpUpOIHOrO U AHTPOIOJIOTHYECKOT0 MUPOB, XapaKTep-
HBIH 17151 TIECHH, PACKPBIBACTCS U B IICPEBOJIC, U B OpUTHHAJIE Uepe3 00pa3bl
BETEpKa, IIOTOKa, 00JIAKOB, C OHON CTOPOHEI, 1 00pa3bl TyIIH, «3HAKOMOH
BECTH», «T0JI0CA CTAPHHBD» — ¢ Apyroil. OOpalieHne K 3ToMy IpuemMy Ho-
Jdy4aeT OTpPaKCHHE U B XapakTepe HCIOIb30BAHUS PU(MBI: OXBATHOM
(omosiceiBatonieit) y JKyKOBCKOT0 U NMEPEKPECTHOM B MEPEBOAE, BHIIOJIHSASA
AB(OHMYECCKYI0 M OPTaHU3YIOUIYI0 POJIb B CTPO(YUIECKONH KOMITO3HUIIUH
aroro ctuxorBopenus [33. C. 290].

KinroueBsle Al pycCKOro mosTa MeTa(opbl, BCTPEUAIOIIUECs B 3TOM
CTHXOTBOPEHUH: «MIJIBII TOJIOC CTAPHHBD), KIITUYKA, CTPAHHUK MOIHEOeC-
HBIi», «04apoBaHHOe Tam», — B IEPEBOJIC 3BYUAT TaK: «JIPYKEITFOOHBIH To-
JI0C MIPOIILIOT0Y», «BBICOKOTOPHBIN CTPAHHUK — ITHYKA, «09apOBATEIbHAS
tepputopus». [Ipucyrcryromas y JKykoBcKoro HHTHMHasI aBTOOHOTpa-
(buueckast CeMaHTHKA HE MOIyYaeT aJeKBAaTHOTO BOILIOLICHUS B IIEPEBOJIE
Ha KUTaWCKuil s3bIK. Mcmomp3yeMble B miepeBojie 00pa3bl UMEIOT, CKopee,
00IIEICTETHYECKHUI CMBICIT, COOTHOCUMBIH C OOITUMHE ITOATHYECKUMHE (POp-
MyJIaMH PYCCKOW poMaHTH4eckor mupuku 1810-x rr.

B nepeBoze n3MeHsETCSl 1 HOMUHALUS CTUXOTBOpeHHUs. «BeceHHee qyB-
cTBO» JKyKOBCKOro nosryyaet Ha3BaHue «BecenHue pa3MbinuieHus». U 3To
MIPUHIAITHATBEHO. ABTOIICHXOJIOTHYECKHE IMOIINHU JTUPHIECKOTO CYOBEKTa,
COCAMHECHHBIC C TIOATHYECKON peduieKCHel B pyCCKOM TEKCTe, IpH Iepe-
BOJIC TIOJTy4ar0T CEMaHTHUECKYIO TpaHcopMmanuio. B rieHTpe oka3bIBaeTCs
CO3HAHUEC JUPUYCCKOI'0 «s1», NOAYUHAIOUIECEC YYBCTBO BOCHPUATHUA MPO-
Oyxaaroleiics Npupoabl XyA0KECTBEHHOH aHanuTHke. Hampumep, nep-
BBIC JIBa CTHXa pycckoro Tekcra («Jlerkui, nerkuii BeTepok, // UTo Tak
CJTaJIKO, THXO BEeIlb?») B JIOCIIOBHOM IIEPEBOJIC 3ByUaT Tak: «Jlerkuii, jer-
K1l BeTepoK, // Ilouemy ThI Ayems Tak JIETKO U caagko?». Mcnonp3yembie
B [IEPEBOJIE [1BA IIUTETA «IETKO» U «CIKO» CBA3aHBI C OJIULETBOPEHUEM
IPUPOJBI, C AKLEHTyalel NMpsiMOro napajuieansmMa MexIy MPUPOIHBIM
1 aHTPOIIOJIOT'MYECKUM MUPAMU, YCUIICHHOT O TpOfIHBIM JICKCHUYCCKHM II0-
BTOPOM (JIETKUil», «IETKH», «JIETKO»), OTPAXKAIOMNM OOJIBIIYI0 BHYT-
PEHHIOIO JICHTMOTUBHOCTb IEPEBOAUMOIO TEKCTa, U MEJIOJUKON CTHXa,
HepelaHHOll 4epe3 MCHOIb30BaHME MPENIOKEHHs C BOINPOCHUTEIBHOM
WHTOHauue. BHyTpeHHSAs JEHTMOTUBHOCTh KaK MPHUEM, YCHIWBAKOLIUN
nepenavdy aBTOPCKOM pedeKCHH B KOHTEKCTE OTAENBbHOH CTPOQHI, HC-
HOJB3YyeTCs U MPU MEePEeBOJIe CIEeAYyIOmEero oTpeBka. Cp.:
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«Becennee YYBCTBO»

TekcT Ha KHTAWCKOM SI3BIKE

IlepeBoj ¢ KuTalicKOro

YeM onaTh Ayma moiaHa?
Yro onATh B HEW poOyau-
noce?

UYro ¢ ToOoH K Hell Bo3Bpa-
THJIOCH,

Ilepenernas Becna?
[16.T.2.C.30]

DR RFEHTARANE ?
BB XEDHTE?
TERMBHEKX ?
fRIBH 2 5 7 B ?
[14. C. 157]

Kaknmu gyBcTBaMHU Harmoi-
HEeHo cepaue?

UYro cHOBa IpockImaeTcst

B cepaue?

HeynoBumas BecHa,

YTo0 THI IpUHECTIA B MOE
cepaue?

Bcerpeuatommecs y XKykoBckoro aHagopa, IeKCH4ecKuid oBTOp, 00pa-
LIEHUE TepelaloTcsl B MEPEBOAE uYepe3 BHYTPEHHIOW JIEHTMOTHUBHOCTD,
CBSI3aHHYIO C TPIK/IBI IIOBTOPSIOIIMMCS B 3TOM OTPBIBKE 00pa3oM cep/iia,
yepe3 oOpallleHue, a TAaKKe Yepe3 UCTI0Ib30BAHNE TPEX CTUXOB € BOMIPOCH-
TEJIbHOW MHTOHALMEN. B 11e710M ke cieyeT cka3aTh, 4To sIpKHe ajiuTepa-
un «BeceHHero 4yBCcTBa» y pyCCKOTo M03Ta, YCHICHHEIE pUPMOii, BMECTE
C JIEKCUYECKUMHU U CHHTAKCHYECKUMH TIOBTOPAMH U CO3/1al0T T€ SMOIIUO-
HAJIbHBIC BOJIHBI, B KOTOPBIX HAYMHAIOTCS 3HAMEHUTBIE METaMOP(O3bI I10-
stnaeckoro cioBa JKykosckoro [34. C. 415]. DkBUBaNEHTHOCTH STUM TPH-
eMaMm, UCTII0JIb3yeMbIM JKyKOBCKHM-THPUKOM, HAOIIOAAETCS U B IEPEBOAC
JTAHHOTO CTUXOTBOPEHUS Ha KUTAMCKUH SI3bIK.

3aBepiraer mog0oOpKy Mpou3BeaeHunit JKyKOBCKOT0, HalleYaTaHHBIX B TaH-
HOit anTonOrUM, cTUXoTBOpenue «19 MapTa 1823». Ono aBIseTCA OTKIN-
koM XKyxosckoro Ha cMepTs M.A. IIpoTtacoBoii-Moliep, nocienoBaBiieit
18 mapTta 1823 r. ABTOOHOTpaQHUUECKYIO OCHOBY 3TOTO MPOU3BEICHUS CO-
CTaBJIsIeT BOCIIOMHHAHUE O MOCIIeIHEeN BcTpeye 1mo3Ta ¢ Heto 9 mapTa 1823 r.
B [lepnte. MoTUB paccTaBaHUs MMOTy4aeT B CTHXOTBOPEHUH MeTadu3nde-
CKHUH M 3K3UCTEHIMAIBHBIN CMBICI. Bemymuil 3cTeTHYeCKuii TPUHIHUIT €r0
OCHOBaH Ha COEAMHEHUH JIMHEHHOTO Pa3BUTHSA 3TOIO OCHOBHOTO MOTHBA
¥ OJHOBPEMEHHO €r0 LUKIMYECKOr0 BO3BpAIICHUS Yepe3 00pa3 BOCKpe-
maroriero BocriomuHanusi [36. C. 149]. Tlo muenuto B.H. Tomoposa,

! Jlannoe Ha3BaHHe CTUXOTBOPEHHUS OIMO0YHOE. B aBTOrpade nosra OHO 03arias-
neHo: «9 mapta». 9 mapra B [Jlepnre cocTosuiock mocieanee cBuaaHue JKykoBCKOro
¢ M.A. IIporacoBoii-Moiiep, ymepiueii Bo Bpems ponos 18 mapra. 19 mapra nost no-
JYYHJI U3BECTHE O €€ CMEPTH, M TOTJIa K€ OBLIO HAIKMCAHO 3TO CTHXOTBOpeHHUe. Brep-
BBIC O] 3ar1aBueM «9 Mapra 1823» oHo ObUTO HaneyaTaHo B COUMHEHHIX JKyKOBCKOTO
mon penakiuedd [1.A. Edpemora, m3nanabix B 1878 1. B nmampHeHmmx W3maHUIX
MPOU3BENIEHUI MO3Ta OHO MeyaTanoch 1noja Ha3BaHueM «19 mapra 1823». B 1973 1.
N.M. CemeHKO BOCCTAaHOBHJIA MOJIMHHOE 3arjlaBUE B MOJATOTOBICHHOM €10 M3IaHUU
n30paHHBIX CTUXOTBOpeHUH moaTa. [logpobuee 06 aTom cm.: [35].
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TpeXJacTHasi KOMITO3HIUS MPOM3BEICHHS PAaCKPBIBACT MEPEXO0] OT JIMI-
HOTO U BPEMCHHOTO IUIaHa K BHEBPEMECHHOMY, BEYHOMY, a KIIFOUEBOU 00-
pa3 mocnennero B3opa («OH ObuT IocHenHuit / Ha 3menmaem cBeTe») Boc-
MPUHUMAETCS KaK 3HAK, «OTMEYAIOIIUA TPaHUIy >KU3HU U CMEpPTH,
HAWBBICUIYIO M KOHEUHYIO LeHHOCTh» [37. C. 56, 64]. MoTuB paccTaBaHus
COCIMHSCTCS B 3TOM TEKCTE ¢ 00Pa30M THIIMHBI («CTOSIIA THXO», «TUXUN
AHT eI, «TUXast HOYb ), IePeIalOIINM COCTOSHUE TYIIU TSPOUHU TIPH KI3HU
1 oOpeTeHus e HebecHoro mokos mocie cmeptu («TBost Moruina, // Kak
paii, crokoiiHa!»). O6pa3 MOTHIBI BOCIPHHUMAETCSI KaK MECTO BCTPEUN
3€MHOM JKM3HU C HEOECHOM, KaK COEIMHEHHE «3EMHBIX BOCIIOMHUHAHHII
CO CBATBIMHU MBICIIIMU 0 HeOe («Tam Bce 3emHble // BociomuHanbs, // Tam
Bce cBsThle // O HeOe MbIcan»). Tak MOTHB paccTaBaHMS U IICHXOJIOTHYE-
CKH, ¥ 3CTETHIECKHU ITOJrOTABINBACT BOSHUKHOBEHHE B KOHIIE CTHXOTBO-
PEHHUST HOBOTO YyBCTBA JIMPHICCKOTO TEPOsl: HAJCKAY Ha BCTPEUY C «MH-
JIBIM MIPOIILTBIM» B BOCIIOMUHAHUY U B BeuHoctu [36. C. 149-150].

B.M. XupMyHCKH TIUIIIET O TOM, YTO OONIHOCTH HACTPOCHHS 3TOTO
MIPOM3BENCHHS PYCCKOTO I03Ta K 0OCOOEHHOCTB €0 CTHXOCIIOKECHUS (IIBY-
CTOIHBIA MO, OTCYTCTBHE PU(MBI, YSPEIOBAHUE MYMKCKHX M JKEHCKHX
OKOHYaHWH, CB000/1a B MIEPECTAHOBKE YIapeHUI) COMMKAIOT €ro CO CTH-
xorBopenreM Kitemenca Bpenrano “An Sophie Brentano”, manucaasoro
B CBSI3U CO CMEPThIO cecTphl HeMmenkoro nosta Copuu bpenrano [38.
C. 37-38].

CBoeoOpa3HbIM aBTOKOMMEHTapUEM K 3TOMY MPOH3BeneHUIO JKYyKOB-
CKOT'O CTaHOBSTCA e€ro cruxorBopeHusa «Tbl Bce >kuBa B Iyme Moei!»
(1823), «3Be3anr HEOec» (1831), a Takke MUChMa TOATA, aPECOBAHHBIC
A.Tl. Enarunoit. Tak, B muceme K Heit ot 28 mapra 1823 1. u3 JlepnTa moat
numer: «Ee Moruna s Hac OyeT MecToM MOJUTBEL ['ope 00 Hell Tam,
rJI¢ MbI; HO Ha 3TOM MECTE OJHA TOJHKO MBICIIh O €€ YUCTOM, aHTeIbCKOMN
JKH3HH, O TOM, 9TO OHA ObIiTa IS HAaC XKWBasi, © O TOM, YTO OHa HEIHE €CTh
Ut Hac HeOecHast. <...> MBICIB 0 TOBapHUILECTBE C CYIIECTBOM HEOECHBIM
HE eCTh Tereph IJIsl MeHs OJTHO JieiicTBUEe BooOpakeHus, Het! Camoe mpo-
IIeIIee CAeNaIoch 00JIee MOUM; MPOMEKYTOK ITOCTIECTHHX JIET Kak OyATOo
Obl HE CyIIECTBYET, a NpexHee sicHee, Onmmke. Bpems Hudero He cae-
maet...» [16. T. 16. C. 189, 190]. B apyrom nuceme ot 11 mast 1823 r. u3
Hepnra XKykoBckuit coobmaet: «IlepBriii BeceHHHMIT Bedep HBIHEUTHETO
rofa, MpeKpacHBIN, THXHA, TPOBEI 51 HA ee TPo0e: CONHIIE CBETHIIO Ha HETO
TaK CIOKOWHO. B moze urpan por. beula TUIIMHA yaUBUTENbHAs; U BUJ
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9TOro rpoba He BO30YkKJal HUKaKOH MpadHON MBICIIH: TI0331s )KU3HH Obli1a
onal» [16. T. 16. C. 201]. BcTpeuaromuecs: B mepenucke MOTUBBI BEYHON
pa3myKu ¥ BOCIIOMHHAHHS, 00pa3bl MOTHIIBI, TUIIHHBI, B3aHMOCBSI3H 3€M-
HOM 1 HeOECHOH KHU3HH TOJIyJal0T B KOHTEKCTE JIMPUKH M03Ta 0COOBIH 3¢-
TEeTUYECKUH CMBICI. B TO e BpeMs caMu CTUXOTBOPEHUS M03TA, CBSI3aH-
HBIE C 00pa30M yMepIIeH BO3TI00IEHHOH, IIOMEIICHHBIC B SIIMCTOISIPHOE
IIPOCTPAHCTBO, PACKPHIBAIOT B OOJIBIIEH CTENEHH CBOIO aBTONICHXOJIOTNYe-
CKYIO U PEITUTHO3HO-(DHIIOCO(CKYIO HAIPABIEHHOCTb.

B cruxotBopennu XKyKkoBCKOTO OTCYTCTBYIOT PH(MBIL, B KUTAHICKOM ke
riepeBojie pupMyroTes ctuxu 2, 4, 6 (omHa pudma) u 8, 10, 12, 14, 16 (npy-
ras pu¢ma). Ilpu nmepeBoje MEpBBIX YETHIPEX CTUXOB BMECTO TIJIarojioB
IPOIIEIIEr0 BPEMEHH, BCTPEUAIOIINXCS B OPHTHHAJE, [IEPEBOTIUK HC-
MIOJTb3YET IJIAaroibl HacTosmero BpeMern. Cp.:

«9 mapra 1823» Texer na xuraiickom [lepeBox ¢ kuraiickoro
SI3BIKE
ThI Ipeo MHOKO RS FE B E AT, ThI CTOMINE MIEPEI0 MHOM
CTosiN1a THXO. %R, Taxas Tuxas.
Troti B30p yubuTBId  |[{RILARRO B Y TBoi#1 rpyCTHBIH B30p
BbLT [TOJIOH 4YBCTBA. |35 30 1E - Ionon yyBcTBa.
OH MHE HaITOMHUJI EERAR DTO HAIIOMUHAET MHE
O MIJIOM IIPOILIOM. .. |, - O 1opOTrOM MPOLLIOM. ..
L I ERETIER.. .
Om 611 IOCTIEMTHNE | o ) DT0 MOCNeAHUH pa3 B ’TOM MHUpE,
Ha 31emnem cBere RREABRE—R Korna 51 BioKy TBOM IJiasa.
[16.T. 2. C.231] & DVIRAGARES - [14. C. 165]

OOparieHde K TJarojJiaM HACTOSIIET0 BPEMEHH CBUICTEIBCTBYET
0 CTpPEeMJICHUU MEPEBOJUNKA HE TOJIBKO BOCKPECUTH MPOIILIOE B CO3HAHUU
JUPUYECKOTO MOBECTBOBATEINSA, HO U MPEACTaBUTh 00pa3 ymepliei Bo3-
MOOJIEHHOH KaK XHMBOE BHJICHHE, CO3epllaeMoe BHYTPEHHHUM B30POM.
MoxHO cKka3aTh, 4TO 00pa3 BOCIOMHHAHUS y JKYyKOBCKOTO 3aMEHSETCs
B MEPEBOJIC BOCKPEIIAIOIINUM 00pa3oM-BuaeHUEM. Vcnons3yemas B J1aH-
HOM OTpPBIBKE MEJIO/INKA CTUXA CO3/Ia€TCSl PYCCKUM MTO3TOM Yepe3 YepeIo-
BAaHUE CTHUXOB C IOBECTBOBATEIBbHOM W NPEPHIBAKOLICHCS WHTOHALUEH,
MEepeaHHON ¢ MOMOIIBI0 KOPOTKUX MPEIOKEHUI ¢ TOUKON B KOHIE U
C MHOTOTOYHEM. B COOTBETCTBHU ¢ M300pa)kaeMbiM 00pa3oM-BHICHHEM
KUTaWCKHUI MePEBOTUYNK U3MEHSIET MOCIIETHUE IBA CTUXA B 3TOM OTPBIBKE:
«9T0 TmocneaHui pa3 B 3ToM Mmupe, // Koraa s BUKy TBOM Iiia3a», — 4TO
MIO3BOJISIET MY BHECTH B TEKCT KOHKPETH3UPYIOIIYIO JIEKCUKY («ITOCIIeTHUMA
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pas», «B 9TOM MHUpE», «TJ1a3ay), 6Jarogaps KOTOPOH CO3aeTCsl «OIIyIae-
MBIif» MapajuIe]Iu3M MPOILIOTO U HACTOSIIETr0, CMEPTH U JKU3HHU.

O0pa3 THIIMHBI KaK 3HaKa HEOECHOTO MHpa M €ro OTPaKEHHUSI B MUpE
3eMHOM U B CeplLIe JIUPUUECKOT0 MOBECTBOBATENS PACKPHIBAET OCHOBHYIO
TOHAJILHOCTh JAHHOTO CTUXOTBOPEHHUS, MePEeIaHHYI0 C TIOMOLIBIO HMOIH-
OHAJIBHOM JeKCUKU Y KYKOBCKOTO: «CTOsUIa TUXO», KTUXUH aHTEN», «KaK
pail, ciokoiiHay, «THXast HOub». B mepeBoe 3ToT 00pa3 Takke onpeaessier
OOIIYyI0 CEeMaHTUKY U BBIPA3UTEILHOCTh CTUXOTBOPEHHS: «TaKas TUXas»,
«TBOSI MOTHJIA THXA, KaKk HEO0», «TUXas HOUbY.

Komno3unus 31oro CTUXOTBOPEHUS] y PYCCKOrO MO3Ta TPEXYacCTHAA:
18 cTuXOB AeNATCS Ha 1BAa BOCBMUCTHIIIHS M 3aKITIOUATEIILHOE IBYCTHUILIUE.
B mepBoii yacT KIIFOYEBBIM OKa3bIBa€TCsl 00pa3 BOCIIOMHHAHUS, BO BTO-
pO¥ — MOTHITBI, & TIOCJIETHIE JIBA CTHXA «3Be3/bl HeOec, / Tuxas HOUB!..»
3aBepLIalOT O0pa3HyI0 BEPTHUKalIb CTUXOTBOPEHHS KakK IPequyBCTBHE CO-
€IMHEeHHS TPOIIUIOTO U HACTOANIETO B OYAyIEM, a TaKKe 3€MHOTO H TOTY-
CTOPOHHETO B HeOECHOM. B KHTaiickoM IepeBoie COXpaHsIeTCs TO JKE KOJIH-
YECTBO CTUXOB, IPUCYTCTBYET BHYTPEHHSIS JUHAMUKA B IIEpeiaue 4UyBCTBa, HO
paszeneHre Ha TpPU YacTH OTCYTCTBYeT. BmecTe ¢ TeM 3TOT mepeBoj 0Ka3bl-
BACTCsI BEPHBIM, CEMaHTUIECKH M 00Pa3HO COOTBETCTBYIOLINM OPHTHHAIY.

B uenoM MOXHO cKa3aTh, YTO MEPEBOA CTUXOTBOpeHUH JKyKOBCKOro
Wxan [{aosxeHeM HampaBiieH Ha JIOCTaTOYHO IMOJIHYIO Tepefady OpHTrH-
HAJIBHBIX U IMIEPEBOJHBIX TEKCTOB PYCCKOTO 1m03Ta. OCHOBHOE KE OTIINYHE
OT MpenplIyLX MEPEBOAYMKOB 3aKII0UaeTCs MPEeXIE BCEro B BBIOOpPE
MIPOU3BEACHUN PYCCKOT0 1Mo3Ta. B HUX KuTallcKuii mepeBoAYMK CTPEMUTCS
PacKpbITh, KpOME BHEIIHETO, TAK)KE M BHYTPCHHUH, ICUXOJIOTHYECKUH Me-
TacroXkeT JIMpUKH JKyKoBCKOro. DcTeTHKa KU3HECTPOUTENIBCTBA «IIEPBOTO
PYCCKOTO POMaHTHKa», OCHOBaHHAas Ha B3aUMOCBS3H ACTETHUECKOTr0 U T0-
BEJICHUYECKOTO TEKCTOB TI03Ta, Ha WX B3aWMO/IOTIOJIHSIONIEM SIMHCTBE aK-
HNEHTHPYETCS KUTAHCKUM IEPEBOIYNKOM U TPEACTABISICT COOOH HOBBIN
JTan B peuenuuu TBopyectsa JKykosckoro B Kurae.

Cnucok HCTOYHHKOB

1. Tpemwvsxos B. Pycckas nutepatypa B Kurae // HoBoe nuteparypHoe 0603peHue.
2011. Ne 4. URL: https://magazines.gorky.media/nlo/2011/4/russkaya-literatura-v-ki-
tae.html

2. Auv Au. PactipocTpaHeHue M BIMsSHHE pycckoit nuteparypsl B Kutae (1900—
1960 rr.) // EBpasuiickuii coro3 yuensix. @unonoruyeckue Hayku. 2016. Ne 30. C. 49-53.

179



Banvun V. Ilpobnemsr uzyuenus meopyecmea u nepeeodog aupuxu B.A. JKykosckozo

3. Cioe Youcao, T'osopyxuna FO.A., Cyxanos B.A. Pycckas nmureparypa B Kutae:
KOHQUIUKT MHTEPIPETALMiA, €ro IPHYMHBI U ITyTH NIPEoaoJIeHus (Ha MaTepuaie perer-
UM PYCCKOM JTUTEpaTyphl KuTakickuM untarenem). Crathbst 1 // BectHuk Tomckoro
rocyaapcTBeHHoro ynuBepcutera. 2021. Ne 473. C. 112-118.

4. Pycckas nuteparypa / coct. H.JI. Bpoackuii, mep. Ha kut. 31k L3511 JIy u Cynb

Bos : B 3 1. [lekun : Iucaremn, 1954. T. 1. 1216 c¢. (EXZH, H2%HE (FEK - W
B &), dLm, 1954).

5. Kimaccuxu pycckoit murepatypst / mox pen. JI.W. Tumodeesa. [lexnn : Haponnas
nutepatypa, 1958. 638 c. (B HT R E/ERIE - FEIFEBRES.ALIR, 1958).

6. Kimaccukm pycckoii muTepaTypsl: KpUTHKO-OHOTpadudeckue odepku / oz oOmI.
pen. JLU. Tumodeesa; coct.-pen. M.C. INopstukuna. M. : Jletrus, 1953. 551 c.

7. Yocan Batimuns. Kpatkoe paccmorpeHue TBopuecTBa JKyKOBCKOTO M paHHE
pycckoil pomanTHueckoi nmtepatypsl // JKypHam CHHBIBSHCKOTO YHHBEPCHTETA.

(Dunocopus u couuanbHbie Haykn). 1981. Ne 4. C. 42-48. (RRICEHIT R ESHERH
RBEXNE  KAR - #iEXFEREFAEREMH), 18 - HFEKE, 1981)

8. JIy Kyno. XKyxoBckuii u Ilymkun // Hacnaxnenue menespamu. 1982. Ne 5.
C. 113-114. GaH X EEER/E, BE, BERE, 1982).

9. Lunw [eowcy. XKykosckwmii u ero «IleBen Bo crane Pycckux BonHoBy // XKypHan
[lanxaiickoro memarorndeckoro yausepcurera. 1984, Ne 1. C. 19-24. (Zifl R ERE

(BPHEENRTF) £58EF LBTERFZFREZLLEFMR, 1984).
10. JKyroegckuii B.A. V36pannbie cruxotBopenus. [llaunxaii: [llanxaiickoe u31-Bo
mepeBosioB, 1985. 181 c. (TR R ETFIE - EAK - £BE F - B | EBFEXHRA,
1985).

11. Ks6un. Cesepnsiii Opdeit — O Bkiane JKyKoBCKOro B pa3BUTHE PyCCKOM MO3-
3um // Bectauk [enarornueckoro yHuBepcurera BHyTpenneir Monroinu. BHyTpen-

a5t Monronust. 1990. Ne 10. C. 93-101. (LA rRIEL— X iC R R ETE X HERFH]

12. Ucropus pycckoli TuTepaTypHOU KpUTUKH / o oo, pea. JIto Hun; coct.-pen.
Croit IOiuunb. 1lanxai : [llanxaiickoe u31-Bo nepeBoaos, 1999. 274 ¢. (MF (X4 ) -
FIEE  HEXFHNSE - B8 DBEXHAR, 1999).

13. JKyrogckuii B.A. Dcretuka u kputruka. M.: Fckyccrso, 1985. 431 c.

14. Pycckue noatsl. 136pannsle ctuxoTBopenust / B nep. Uxan [{aoxens. llanxaii :
[anxaiickoe u31-Bo mepeBoioB, 1992. 1097 c. ((KEZ] iF - HBHiFHEISE - L5 £
BIEX L RRE, 1992).

15. Pemoposa H.b. Xyxosckuii u [1peddens (mo MmaTepranam OHOINOTEKH U ap-
xuBa noata) // Ot Kapamsuna no Yexosa. Tomck : 3n-Bo Towm. yu-Ta, 1992. C. 52-66.

16. JKyroegckuii B.A. Tlonnoe cobpatue counHenuit u muceM : B 20 1. M. : SI3bIku
CJIaBSIHCKOH KyJbTypbl, 1999-.

180


https://mall.cnki.net/magazine/magadetail/XJDB198104.htm;jsessionid=B46A562969E916A51190D7611EE4BAF8

Komnapamusucmuxa / Comparative Studies

17. Pemoposa H.b. «[Ipyx6a». Kommentapuii / Xykosckuii B.A. TTomHoe cobpa-
HHUe counHeHH U muceM : B 20 T. M. : SI3bIku pycckoit KyaeTypsl, 1999. T. 1. C. 451.
18. Pfeffel G. Poetische Versuche. Bd. 1-8. Tubingen : J.G. Cotta, 1802-1805.

19. Pemoposa H.b. BacHu Hemenkux aBTOpoB B mepeBogax B.A. JKykosckoro
(BHOBB OTKpBITHIE aBTOrpadbl B OMOIMOTEKE U apXuBe 1modTa) // [Ipobnemsl MeTona u
kanpa. Tomck : U3a-Bo Tom. yH-Ta, 1983. Bem. 10. C. 42-59.

20. Jlanunescxkuii P.FO. O6 wucrounuke ctuxorBopeHus JKykosckoro «Koimbio
Iymm-aeBuls // JKykoBekuii n pycckas kynbtypa. JI. : Hayka, 1987. C. 323-330.

21. Anywresuy A.C. JInpuka XKykosckoro // XKykosckuit B.A. ITonHoe cobpanne
counHeHHH 1 miiceM : B 20 T. M. : SI3pIku pycckoit kymbTypsl, 1999. T. 1. C. 405-418.

22. Cemenro U.M. XXuzub 1 noa3ust XKykosckoro. M. : Xynox. mur., 1975. 255 c.

23. Bapszaesa M.A. Dnerus u «necun» B nupuke B.A. Xykosckoro // Kyibrypa.
Jluteparypa. SI3bIKk : MaTepuaisl KOH). «UteHns YmmHckoroy. Spocnasne : M3a-Bo
ATTIY, 2012. 4. 1. C. 159-164.

24. Bacuna B.A. Tomac Myp B TBopueckoM Boctpusatin B.A. JKykoBckoro : aBTo-
ped. auc. ... xann. ¢punon. Hayk. Tomck, 2007. 22 c.

25. Anywxesuy A.C. Dtansl U npobieMsl TBopdeckoi spomonmu B.A. JXKykos-
ckoro. Tomck : U3n-Bo Tom. yH-Ta, 1985. 285 C.

26. Cokonog-Ilypycun P.C. DBoronus >kaHpa «IrecHs» B TBopdecTBe B.A. XKykoB-
ckoro // ®usonornyeckue Hayku. Borpocs! Teopun u npaktukd. 2020. T. 13, Boim. 10.
C. 55-61.

27. Canynepe M.I'. 3a6bIThIe 1py3bst XKykoBckoro // JKykoBCKkuii U pycckast Kyib-
Typa. JI. : Hayka, 1987. C. 449-454.

28. Hukxonosa H.E. B.A. XXykoBckuit u Hemerkuit mup. M. ; CII6. : AnbsiHc-Apxeo,
2015. 496 c.

29. Honnasckas HU.A. XynoxecTBeHHass GUIOCO(US «BECEHHETO UyBCTBA» B JIH-
puke H.M. Kapamsmna u B.A. Xykosckoro // Mikolaj Karamzin i jego czasy.
Warszawa : Wydawnictwa Uniwersytetu Warszawskiego, 2017. C. 121-129.

30. Kanawmnukosa A.J. MOTHB BeCEHHEro IpeoOpaKeHNs YL B XyJ0KECTBEH-
HoM TBopuecTBe ®.U. TroTyeBa: GONBKIOPHBIE U XpUCTHAHCKHE Tpaguiun // Doabk-
nopHas kaptuHa mupa. Kemeporo : M3n-so KemI'Y, 2012. Beim. 2. C. 83-91.

31. Mamsuu C.A. «Becennee uyBcTBo» B.A. XKyKkoBckoro / AHannu3 0JHOTO CTH-
xotBopenust. JI. : Mza-so JIT'Y, 1985. C. 90-98.

32. [lonnaeckasa H.A. TexcT «BpeMeHa roja» W XyAOKECTBEHHas ¢umocodus
«BECEHHETO YyBCTBa» B TBopuecTBe B.A. XykoBckoro // BectHuk TomMckoro rocynap-
cTBeHHOTO yHHBepcuTera. 2014. Ne 388. C. 17-23.

33. Kesmkosckuii A.11. 11IkompHBIH modTHYeCKHH citoBapk. M. : Jlpoda, 2000. 464 c.

34. Mamsw C.A. Ctux XKykosckoro-nmupuka // XKykosckuit B.A. TlonHoe cobOpa-
HHUe courHeHuH u muceM : B 20 T. M. : fI3p1ku pycckoit kynpTypsl, 2000. T. 2. C. 397—
421.

35. Honnasckass U.A. «9 mapra». Kommenrapuii / XKyxosckuit B.A. ITonHoe
coOpanne counHenue u muceM : B 20 T. M. : fI3vIku pycckoit kyabTypsl, 2000. T. 2.
C. 618-620.

181



Banvun V. Ilpobnemsr uzyuenus meopyecmea u nepeeodog aupuxu B.A. JKykosckozo

36. Ilonnasckas U.A. XynoxxecTBeHHasi XpOHOJIOTUsI SMoIMi B npuke B.A. XKy-
KoBckoro // XykoBckuil : uccnenoBanust 1 Matepuaibl. Tomck : M3n-Bo ToMm. yH-Ta,
2017. Beim. 3. C. 139-167.

37. Tonopos B.H. 13 uccnenoBanuii B obmacti modtuku JKykosckoro // Slavica
Hierosolymitanta. Slavic Studies of Hebrew University. Jerusalem : Magnes Press,
Hebrew University, 1977. Vol. 1. P. 33-101.

38. JKupmynckuii B.M. PenurnossHoe oTpeyeHne B ICTOPUH poMaHTH3Ma. M. : U3,
C.U. Caxaposa, 1919. 4. 3. 85 c.

References

1. Tretyakov, V. (2011) Russkaya literatura v Kitae [Russian literature in China].
Novoe literaturnoe obozrenie. 4. [Online] Available from: https://magazines.gorky.me-
dia/nlo/2011/4/russkaya-literatura-v-kitae.html

2. Yan Yan. (2016) Rasprostranenie i vliyanie russkoy literatury v Kitae (1900-
1960 gg.) [Distribution and influence of Russian literature in China (1900-1960)].
Evraziyskiy Soyuz Uchenykh. Filologicheskie nauki. 30. pp. 49-53.

3. Xue Zhao, Govorukhina, Yu.A. & Sukhanov, V.A. (2021) Russian literature
in China: Conflict of interpretations, its causes and ways to overcome (based on the
reception of Russian literature by Chinese reader). Article 1. Vestnik Tomskogo gosu-
darstvennogo universiteta — Tomsk State University Journal. 473. pp. 112-118. (In Rus-
sian). doi: 10.17223/15617793/473/13

4. Brodskiy, N.L. (ed.) (1954) /% <& [History of Russian Literature]. Vol. 1.
Translated into Chinese by Jiang Lu & Sun Wei. Bejiing: Pisateli.

5. Timofeev, L.I. (ed.) (1958) #Z#r 4 #i/E5 1 [Classics of Russian literature].
Bejiing: Narodnaya literatura.

6. Timofeev, L.I. (ed.) (1953) Klassiki russkoy literatury: kritiko-biograficheskie
ocherki [Classics of Russian Literature: Critical and Biographical Essays]. Moscow:
Detgiz.

7. Zhang Weimin. (1981) W€ 4 5 A5 G- [ R 391988 £ X7 [A brief discus-
sion of Zhukovsky’s work and early Russian romantic literature]. ##A 72 2774
2F1%%) — Journal of Xinjiang University. (Philosophy and Social Sciences). 1981. 4.
pp. 42-48.

8. Lu Kun. (1982) #ifl Kl f - v . 4 /A, 5. pp. 113-114.

9. Qin Dezhu. (1984) zift Rk H (EBNMEEMIT) BIHE. LIAITEAS
FIR L2 F% — Journal of Shanghai Pedagogical University. pp. 19-24.

10. Zhukovskiy, V.A. (1985) ##AH# 152 [Selected Poems]. Translated from
Russian. 1§ : EyEESc iR

11. Cabin. (1990) Severnyy Orfey — O vklade Zhukovskogo v razvitie russkoy poe-
zii [Northern Orpheus — On Zhukovsky’s contribution to the development of Russian

182



Komnapamusucmuxa / Comparative Studies

poetry]. A5 LITTIEA A B2 F 7% — Bulletin of the Pedagogical University
of Inner Mongolia. Inner Mongolia. 10. pp. 93-101.

12. Liu Ning. (ed.) (1999) /= #F& [History of Russian literary criticism].
v BRI

13. Zhukovskiy, V.A. (1985) Estetika i kritika [Aesthetics and Criticism]. Moscow:
Iskusstvo.

14. @ Z 417552 [Selected Russian Poems]. Translated from Russian by Zhang
Caoren. biff : EMEESCHIfRA:, 1992,

15. Remorova, N.B. (1992) Zhukovskiy i Pfeffel’ (Po materialam biblioteki
i arkhiva poeta) [Zhukovsky and Pfeffel (Based on materials from the poet’s library and
archive)]. In: Yanusjkevic, A.S. (ed.) Ot Karamzina do Chekhova [From Karamzin to
Chekhov]. Tomsk: Tomsk State University. pp. 52—66.

16. Zhukovskiy, V.A. (1999-) Polnoe sobranie sochineniy i pisem: v 20 t.
[Complete collection of works and letters: in 20 vols]. Moscow: Yazyki slavyanskoy
kul’tury.

17. Remorova, N.B. (1999) “Druzhba”. Kommentariy [“Friendship.” Commen-
tary]. In: Zhukovskiy, V.A. Polnoe sobranie sochineniy i pisem: v 20 t. [Complete collec-
tion of works and letters: in 20 vols]. Vol. 1. Moscow: Yazyki slavyanskoy kul’tury. p. 451.

18. Pfeffel, G. (1802—-1805) Poetische Versuche. Bd. 1-8. Tubingen: J.G. Cotta.

19. Remorova, N.B. (1983) Basni nemetskikh avtorov v perevodakh V.A. Zhu-
kovskogo (vnov’ otkrytye avtografy v biblioteke i arkhive poeta) [Fables of German
authors in translations by V.A. Zhukovsky (newly discovered autographs in the poet’s
library and archive)]. Problemy metoda i zhanra. 10. pp. 42-59.

20. Danilevskiy, R.Yu. (1987) Ob istochnike stikhotvoreniya Zhukovskogo
“Kol’tso dushi-devitsy” [On the source of Zhukovsky’s poem “The Ring of the Soul
Maiden”]. In: Likhachev, D.S. et al. (eds) Zhukovskiy i russkaya kul tura [Zhukovsky
and Russian Culture]. Leningrad: Nauka. pp. 323-330.

21. Yanushkevich, A.S. (1999) Lirika Zhukovskogo [Zhukovsky’s lyrics]. In: Zhu-
kovskiy, V.A. Polnoe sobranie sochineniy i pisem: v 20 t. [Complete collection of works
and letters: in 20 vols]. Vol. 1. Moscow: Yazyki slavyanskoy kul’tury. pp. 405-418.

22. Semenko, I.M. (1975) Zhizn’ i poeziya Zhukovskogo [Zhukovsky’s Life and
Poetry]. Moscow: Khudozh. lit.

23. Varzaeva, M.A. (2012) Elegiya i “pesni” v lirike V.A. Zhukovskogo [Elegy and
“songs” in V.A. Zhukovsky’s lyrics]. Kul tura. Literatura. Yazyk [Culture. Literature.
Language]. Proc. of the Conference. Vol. 1. Yaroslavl: YaSPU. pp. 159-164.

24. Vasina, V.A. (2007) Tomas Mur v tvorcheskom vospriyatii V.A. Zhukovskogo
[Thomas Moore in V.A. Zhukovsky’s creative perception]. Abstract of Philology Cand.
Diss. Tomsk: Tomsk State University.

25. Yanushkevich, A.S. (1985) Etapy i problemy tvorcheskoy evolyutsii V.A. Zhu-
kovskogo [Stages and problems of V.A. Zhukovsky’s creative evolution]. Tomsk:
Tomsk State University.

183



Banvun V. Ilpobnemsr uzyuenus meopyecmea u nepeeodog aupuxu B.A. JKykosckozo

26. Sokolov-Purusin, R.S. (2020) Evolyutsiya zhanra “pesnya” v tvorchestve
V.A. Zhukovskogo [The evolution of the “song” genre in V.A. Zhukovsky’s works].
Filologicheskie nauki. Voprosy teorii i praktiki. 13 (10). pp. 55-61.

27. Salupere, M.G. (1987) Zabytye druz’ya Zhukovskogo [Zhukovsky’s forgotten
friends]. In: Likhachev, D.S. et al. (eds) Zhukovskiy i russkaya kul 'tura [Zhukovsky and
Russian Culture]. Leningrad: Nauka. pp. 449-454.

28. Nikonova, N.E. (2015) V.A. Zhukovskiy i nemetskiy mir [V.A. Zhukovsky and
the German world]. Moscow; St. Petersburg: Al’yans-Arkheo.

29. Poplavskaya, I.A. (2017) Khudozhestvennaya filosofiya “vesennego chuvstva”
v lirike N.M. Karamzina i V.A. Zhukovskogo [The artistic philosophy of “spring
feeling” in the lyrics of N.M. Karamzin and V.A. Zhukovsky]. In: Mikolaj Karamzin
i jego czasy. War-szawa: Wydawnictwa Uniwersytetu Warszawskiego. pp. 121-129.

30. Kalashnikova, A.L. (2012) Motiv vesennego preobrazheniya dushi v
khudozhestvennom tvorchestve F.I. Tyutcheva: fol’klornye i khristianskie traditsii [The
motif of the spring transformation of the soul in F.I. Tyutchev’s work: Folklore and
Christian traditions]. In: Afanasieva, E.m. (ed.) Fol ’klornaya kartina mira [The Folk-
lore Picture of the World]. Vol. 2. Kemerovo: KemSU. pp. 83-91.

31. Matyash, S.A. (1985) “Vesennee chuvstvo” V.A. Zhukovskogo [The “Spring
Feeling” of V.A. Zhukovsky]. In: Kholshevnikov, V.E. (ed.) Analiz odnogo
stikhotvoreniya [An Analysis of One Poem]. Leningrad: Leningrad State University.
pp. 90-98.

32. Poplavskaya, 1.A. (2014) The text “seasons” and the artistic philosophy of
“spring feeling” in the works of V.A. Zhukovsky. Vestnik Tomskogo gosudarstvennogo
universiteta — Tomsk State University Journal. 388. pp. 17-23. (In Russian).

33. Kvyatkovskiy, A.P. (2000) Shkol'nyy poeticheskiy slovar’ [School Poetry
Dictionary]. Moscow: ID Drofa.

34. Matyash, S.A. (2000) Stikh Zhukovskogo-lirika [Zhukovsky’s lyric poem].
In: Zhukovskiy, VV.A. Polnoe sobranie sochineniy i pisem: v 20 t. [Complete Collection
of Works and Letters: in 20 vols]. Vol. 2. Moscow: Yazyki russkoy kul’tury. pp. 397-421.

35. Poplavskaya, [.A. (2000) “9 marta.” Kommentariy [“9th of March”. Commen-
tary]. In: Zhukovskiy, V.A. Polnoe sobranie sochineniy i pisem: v 20 t. [Complete
Collection of Works and Letters: in 20 vols]. Vol. 2. Moscow: Yazyki russkoy kul’tury.
pp. 618-620.

36. Poplavskaya, I.A. (2017) Khudozhestvennaya khronologiya emotsiy v lirike
V.A. Zhukovskogo [The artistic chronology of emotions in the lyrics of V.A. Zhu-
kovsky]. In: Yanushkevich, A.S. (ed.) Zhukovskiy: Issledovaniya i materialy
[Zhukovsky: Research and Materials]. Vol. 3. Tomsk: Tomsk State University.
pp. 139-167.

37. Toporov, V.N. (1977) Iz issledovaniy v oblasti poetiki Zhukovskogo [From
research in the field of Zhukovsky’s poetics]. Slavica Hierosolymitanta. Slavic Studies
of Hebrew University. 1. pp. 33-101.

38. Zhirmunskiy, V.M. (1919) Religioznoe otrechenie v istorii romantizma [Reli-
gious renunciation in the history of romanticism]. Vol. 3. Moscow: S.I. Sakharov.

184



Komnapamusucmuxa / Comparative Studies

Hugpopmayusn 06 asmope:
Y BaHbHH — Maructp, acnupaHT Kadeapsl PyccKoil U 3apy0OexxHol nutepatypsl Tom-
ckoro rocyaapctBenHoro yuusepcurera (Tomck, Poceust). E-mail: 815054635@q0.com
Asmop 3aa6nsem 06 omcymcmeuu KOHQIUKMA UHIMEPECO8.
Information about the author:
Wu Wanying, master, postgraduate student, Tomsk State University (Tomsk, Russian
Federation). E-mail: 815054635@qq.com
The author declares no conflicts of interests.

Cmamos npunama x nybauxayuu 25.01.2024.

The article was accepted for publication 25.01.2024.

185



Mmaronorus un kommaparusuctika. 2024. Ne 21. C. 186-206
Imagology and Comparative Studies. 2024. 21. pp. 186-206

Hayunas crarbs
YK 82.091+821.161.1+821.111
doi: 10.17223/24099554/21/9

«Opna rpeuyeckoii Baze» I:x. Kurca u ee orpaxenust
B pycckoii mo33uu XX-XXI| BexoB

Tamvana Eezenvesna Aemyxoguu

T poonenckuii 2ocyoapcmeennutii ynusepcumem umenu HAnxku Kynanvl, I pooHo,
FBenapycsw, avtuchovich@mail.ru
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ckoif Basze» Jlx. Kurca. [TokaspiBaeTcsi, 9T0 MOTHBHASI CTPYKTYpa IPOH3BEICHHS
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Abstract. The article raises the question of the mythological substratum
of “Ode on a Grecian Urn” by John Keats. It shows that the motivic structure
of Keats’s work is determined by the archetypal semantics of the vase image
and hidden reminiscences referring to the complex of myths about Apollo.
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According to the dictionaries of symbols, the vase symbolizes the Great Mother,
the feminine perceiving principle, the unity of the universe. The archetypal
semantics of the keyword in the title makes Keats’s poem a zone of symbolic
generalization and motivates his appeal to myth as a way to overcome
the boundary between life and art based on the interaction of different artistic
languages — visual and verbal, fused together in mythological images. The oppo-
sition of life and art testifies to Keats’s reflection both on metaphysical problems
and on his own aesthetics. Two scenes described on the urn by Keats correspond
to its semantics: a young lover is forever chasing his beloved without reaching
her; a procession led by a priest is taking a sacrificial calf to the altar to perform
the sacrifice. The hypothesis is proposed that the first scene “depicted” by Keats
on an imaginary Greek urn dates back to the ancient myth of Apollo and
Daphne, according to which the nymph Daphne, fleeing from the persecution
of the god Apollo in love with her, turned into a laurel tree. The second scene
refers to the painting by Claude Lorrain, which is known by several names:
Sacrifice to Apollo, Landscape with a Sacrifice to Apollo, The Father of Psyche
Sacrificing in the Temple of Apollo. The painting depicts an episode of the myth
of Psyche, according to which her parents decided to turn to the Oracle of Delphi
with a question about the fate of their daughter. Here, first of all. significant is
the semantics of the sacrifice — the calf, which in the world religions personified
the generative, creative principle; the cow symbolized the Great Mother —
in this case, the parallelism of the semantics of the vase and of the “depicted”
on it is obvious. Secondly, Keats in the subtext of “Ode on a Grecian Urn”
actualizes the opposition of Dionysus and Apollo, the elemental force of life
and the prophetic power of art; at the same time, the associative potential
of symbolic images going back to the set of myths about Apollo connects such
antitheses as soul — body (Psyche — Daphne), beautiful — ugly, visible — hidden
(Psyche — monster) to the basic opposition. The final meaning of Keats’s ode can
be read not only as an apology for art, but also as a statement that art (the priest)
sacrifices life itself and its spontaneous generating force to the beautiful, while
the artist sacrifices his soul. The complex of motifs conventionally associated with
the image of a vase and/or Keats’s ode was developed in the poems of Vyacheslav
Ivanov, Maria Petrov, Alexander Kushner, Joseph Brodsky, Yunna Moritz, Larisa
Miller. Based on the analysis of the reception of Keats’s ode in Russian poetry of
the 20th and 21st centuries, the conclusion is made about the reduction of the
mythological component of culture, the strengthening of the subjective interpre-
tation of the figurative-motivic complex of the vase and the image on it.

Keywords: John Keats, “Ode on a Grecian Urn”, myth, reception, Russian
poetry of 20th and 21st centuries
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«Oma rpeueckoii Baze» (“Ode on a Grecian Urn”) Jix. Kurca (1819)
Hapsay ¢ onucanueM mura Axusua B «Mnuane» 'omepa cuntaercst omtHUM
U3 XpECTOMAaTHHHBIX NpHUMEpoB 3K(ppacuca. [Ipomssenenne mopoamio
OoNBIIYI0 HAydHYIO JHTEpaTypy. B 3apy0exHOM nHTepaTypOBEICHUU
BOCCTAHABIIMBACTCSI HICTOPUSI CO3/1aHUS CTUXOTBOPEHHS, B TOM YHCIIE XapaK-
TEPU3YIOTCS KOHTAKTHI M KPYT YUTATENILCKUX MHTEPECOB M0ATA, TO3BOIUBIIMX
€My NIPOHUKHYTH B IyX aHTUYHOH KYJIbTYPbI, aHAIU3UPYETCS TeMaTHUeCcKast
KOMITO3UIIMS U CyOBEKTHAsI OpTaHU3alus OJbI; OOJBIION HHTEPEC BHI3BAI
BOIIPOC O TOM, KaKoe IIPOM3BE€HNE aHTUYHOTO UCKYCCTBA U3 XPaHAILUXCS
B bpurtanckom My3ee crano o0bekToM ciaoBecHoro onucanus [1. C. 303].
B poccuiickom nuteparypoBeaennn «Oa rpeueckoi Ba3e» paccMaTpuBa-
€TCsl B KOHTEKCTE UCTOPUU aHIVIMHCKOIO U €BPOIIEHCKOr0 pOMaHTU3Ma [2—
4], B cBsI3U C YeM O0CY)KIAaeTCsl HAIPABJIEHHE SCTETUUECKUX MOMUCKOB I10-
aTa [5, 6], XapakTepu3yroTCsl B3aMMOOTHOIIeHUs! Kutca ¢ coBpeMeHHUKaMu
U €ro BIMSHHUE Ha MOCIEIYIOUIYI0 TUTepaTypy; BHUMAaHUE YAEIIeTCs pe-
neruu TBopuectBa Jx. Kurca B Poccun [7, 8], mpobieme mepeBoia ero
npousBenenuii [9, 10], B Tom uncie «Onpl rpeueckoii Bazey» [11]. Cnoxu-
Jlach yCTOMUMBAs TpaAULUsA UHTEPIPETALUU IPOU3BENIEHH, KOTOpast CBO-
JMTCS K yTBEP/KIEHUIO MPEBOCXO/ICTBA MCKYCCTBA Ha/l SKUBOH KHU3HBIO,

BwmecTe ¢ TeM HEOCMBICIIEHHBIM OCTAETCS BOIPOC O CBSI3U IIPOU3BEICHUS
¢ Mmuonornyeckoi Tpaaure, XoTs U3BECTHO, YTO POMAHTU3M, B IIPOTH-
BOBEC TCHICHIMM ICMU(OIOTU3ANH, XapaKTePHON sl JIMTEPaTyphl
koHla XVIII — XIX B., coxpansan unrepec Kk MU}y Kak crioco0y MHPOIIO-
HUMaHUs. YKa3aHUs Ha TO, 9YTO MO3MbI KHUTCa OCHOBaHBI «Ha MaTepHae
AHTIIHHACKON MU(OJIOTHN MITH CpeJHEeBEKOBBIX Jerenny [3. C. 109], ve pe-
MIal0T MpobaeMy, IpH 3ToM O MudoIormdeckoM cyocrpare «Omsl rpe-

1 3ty mbicns nposoauna H.A. JIbakoHOBa, yTBEp K aad, 4To, «10 KHTCy, HCKYycCTBO
He BBIIIE ICHCTBUTEIBHOCTH, a JINIIH BHISBIISIET B HEH HEMOHATOE ¥ He3aMeYeHHOEe HIN
(UKCHpYeT TaKhe ero CBOWCTBA, KOTOPHIE HCUE3aI0T 101 HATHCKOM [IMBUITU3ALUm [12.
C. 107], uro «cuna oIl 3aKJII0YEHA HE B POCIIABICHUH OJa)KCHCTBA, 3aIIeYaTIIEHHOTO
HCKYCCTBOM, a B pa3MBIIIJICHUHU O HEOCYIIECTBUMOCTH €T0 B ICHCTBUTEIBHOCTH, B IIIe-
MsIIed eyany, BEI3BaHHOW CKOPOHBIM COCTOSTHHEM YesloBeka <...> B 9ToM cTHXOTBO-
peHun cuna (paHTa3uH | KPacoThI MOJBEPraeTcss COMHEHHIO». DTHM, CUUTACT HCCIC0-
BaTelb, 00ycioBieHa B oge Kutca «orpoMHas cuiia mpoTtecta U OT4asHUSA, OypHas Au-
HamuKa U 3Heprust dyBctBa» [2. C. 181-182]. Hamporus, 1.b. Ka3akoBa, Bo3Boas
B3TJISLIBI 03T K PHIOCO(CKUM HAESM HEOIIATOHN3MA, TIOUYEPKUABAET, UYTO «HAACATb-
Hast chepa y Kutca Hen3MeHHa W MPEACTaBIAET cOOOM Mo00Me HEOTUIATOHMYECKOM
coun — HaeaNTbHON KapTHHBI 4yBCTBEHHOT0 Kocmocay [5. C. 52].

188



Komnapamusucmuxa / Comparative Studies

9gecKoit Bazey MO0 He TOBOPUTCS, THOO Pa3rOBOp OIPAHUINBACTCS CBEIIC-
HUsIMH 00 uHTepece Kurca kK aHTHYHOM MU(OJIOTHY 1 HATMYUK UMEH aH-
THUYHBIX OOTOB B €T0 CTHXOTBOPEHUIX. MEXIy TEeM MOUCK OTBETa Ha ITOT
BOIIPOC TPENICTABIIETCS MPOAYKTHBHEIM: OOparieHie K MuQy mo3BOJISIET,
C OJIHOU CTOPOHBI, BBISIBUTH CKPHIThIE PEMUHHUCLIEHIIUH, TPOSICHSIOLIHE JIO-
THKY aBTOPCKOM MbICIHU B TeKcTe «OJbl K IPEeYeCcKoi Ba3e», Ha KOTOphIE —
10 KpaillHel Mepe B pYCCKOA3BIYHOW HAYYHOU TPaJullud — A0 CUX IOp HE
oOpaiaioch BHUMaHUA; C APYTroi CTOPOHBI, ONPEAETUTh IPUYUHBI U Xa-
pakrep nuanora ¢ TBopeHuemM Kurca B pycckoit mo33uu XX B., YTO TOXKE
He OBUTO 00BEKTOM HAYYHOT'0 HHTEpeca.

KiroueBbIM gBIIsIeTCSI BOMPOC O CEMaHTHKE 00pa3a Bas3bl U OMUCHIBae-
MbIX KuTCOM n300pakeHn, UX B3aMMOCBSI3U M MECTE B XYI0KECTBEHHOM
[eNnoM. B N3BECTHRIX HHTEPIPETAIMAX JAaHHBIN BOIIPOC HE CTABUTCS U OO
[0 YMOJTYAHHIO aKTYaJIU3UPyeTCs IPeIMETHOE 3HAUCHUE CI0BA, COIIACHO
KOTOPOMY Ba3a — «COCY/J] M3AITHON (POPMBI C )KUBOITUCHBIMHU HJIH JICTTHBIMH
VKpaIIeHUsSIMHU, U3TOTOBIICHHEIH U3 TIHHEL, (apdopa, kKamMHs, CTeKIa, Me-
Talyia U Ipyrux matepuanoBy [13], nubo KoHCTaTUpyeTcs, YTO «Bas3a
y Kurca — Bomnommenne npekpacHoro u cumBou Beanoctiy [S. C. 47]. Hpy-
THMU CIIOBaMH, UTHOPHPYIOTCS BOCXOMSIINNA K MH(OIOTHIECKON Tpaam-
UM CUMBOJIMUECKUI CMBICI KIIFOUEBOTO CJI0Ba B Ipou3BeaeHnn Kurca u
XapakTepHasi U 03U POMAHTH3Ma OIACEMaHTHIHOCTE 00pa3oB.

Mexay TeM cloBapb CUMBOJIOB Ja€T CIEAYIOIIee MCTOJKOBAaHUE Ce-
MaHTHKH cjoBa: «Baza, KyBImH U 110001 cocyn Al BOABI CHMBOJIHM3H-
pYIOT KocMHudeckre Bonbl, Bennkyio Mate, yTpoOy, K€HCKOE BOCIIPUHH-
Marollee Hayajo, MpUHATHE, Tuogopoaue, cepaue» [14]. B ucrounukax
KOHCTaTUPYETCS] CEMAaHTHUYECKass €MKOCTbh 00pas3a Basbl, KOTOPBIA mpen-
CTaBJeH B GONBIIMHCTBE MHPOBHIX KYJIBTYp', €ro TeHeTHdecKas CBA3b

! «Ba3a, U3 KOTOPOIl MCXO/IAT SA3BIKH TUTAMEHH, CAMBOIIU3UPYET COFO3 OTHS M BOJIBI
<...>; Ba3a C [[B€TaMH WU BETBSIMU ¢ noOeramu — miogopoue BoA. JKeHiuHa ¢ Ba3oi
B pyKax, U3 KOTOpOH Te4eT Boja, OOBIYHO CHUMBONM3UpPYyeT Bennkyio MaTs, m3nuBaro-
II{y}0 BOJBI XKHM3HU U IUIOAOPOAHS Ha Bech MUP» [15]. CXoIHYIO CEeMaHTHKY Ba3bl OT-
meuarot X.O. Kepnor («[lomHast Baza accorpmpyetcs ¢ Pacrennem JXXu3Hu u coryxur
9MOIIeMOii TT0J0pOoHsl. 30JI0Tasi Ba3a MM COCY, 3aII0JTHEHHbIE OEBIMU JIHIHIMH, SB-
nsr0TCs 00br9HON dMOnemoit Jlessr Mapun» [16. C. 104]) u Ix. Tpecunnep («Ba3za.
3a4acTyro 3TO JKEHCKHII CHMBOJI, OCOOEHHO B 3aIaJIHOM HCKYCCTBE, IJIe Ba3a C JIMIHSIMH —
atpuOyt JeBsl Mapun. B ernnerckom morpebanbHOM HCKYCCTBE Ba3bl CHMBOJIHM3U-
PYIOT BeuHyto xku3Hb» [17. C. 34]).
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¢ uzieeil KU3HU'; KOHCTATUPYETCS BU3yalbHOE CXOACTBO Bashl U MOrpedab-
HOW YpHBI U CXOJICTBO UX ceMaHTUKH [16, 17], ocHOBaHHOE Ha MHU(OIOTH-
YECKOH OMITO3UIINN KU3HH U CMEPTH, BOIDIOMIAIOIICH €IMHCTBO MUPO3/IAHHISL.

OO0patuM BHEMaHHE HA TO, YTO IIPHHATHIN B PYCCKOS3BIYHOMN TpaInuIHN
mepeBo]] Ha3BaHU ofbl KuTca penyrpyer HCXOOHYI0 MADOIOTHYECKYIO
CeMaHTHKY ciioBa UM, KoTopoe T0IKHO IEPEBOIUTEHCS KaK «I1orpebanbHas
ypHa (Ba3a)». Mexay TeM HUMEHHO apXeTUIINYeCKasi CEMaHTHKA KIII0YEBOI0
CIIOBa B Ha3BaHWU JIENIA€T CTUXOTBOpeHHe KurTca 30HOW CHMBOIMYECKOTO
0000menns1. O B3aNMO3aBUCHMOCTH CHMBOJINYECKUX M apXCTUIIHYECKUX
o6pazos nucan C.C. ABepunueB: «CaMa CTpyKTypa CUMBOJIA HAIIPaBJIEHA
Ha TO, YTOOBI MOTPY3UTh KAXKIOE YaCTHOE SBICHUE B CTUXHIO “TIEPBOHA-
qar” OBITHS W JIaTh Yepe3 3TO SBIICHHUE IEIOCTHRIH 00pa3 mupay [20]. ITo-
HCK «TIepBOHa4Ya» ObII akTyaneH it Kurca B cB3u ¢ o0mIeH s poMaH-
TU3Ma Ipo0JIeMOH Pa3phiBa «MEXIY CYOBEKTOM U 00BEKTOM MO3HAHUNY,
«IUCTAHINCH MEXIy MCKYyCCTBOM M JKU3HBIO, HEM30EKHON B CO3HAHWH,
YTPaTHBIIIEM PEITUTHO3HYIO HITH MeTapH3HUeCcKyo 1esoctHoCThY [6. C. 5].
Pemenne HpO6JIeMI)I BUACIIOCHh TCOPCTUKAM pPOMaHTU3Ma B CO3JaHUU
«CHHTETHUYECKOI'0 TBOPEHUSI, T7ie ObliIa ObI IPE0/0IeHa IPaHb MEXTY JKU3-
HbI0 U uckycctBom» [21. C. 41-42]. Ins KuTca BappaHTOM TaKoro CHHTe-
THYECKOT'0 TBOPEHUS OBIIIO 00paIieHue K TPaJiIusIM aHTHIHOH KyJIbTYpHI,
B TOM uHcJie K MU(onoruueckoit Tpagunuu. B s3Tom koHTekcTe «Ofna rpe-
4yecKoil Ba3e» OKa3blBaeTCs, C OAHONW CTOPOHBL, BAPUAHTOM PELICHUS IPO-
ONeMBbl CHHTE3a Ha OCHOBE B3aUMOJAEHCTBUS PAa3HBIX XYIOKECTBEHHBIX
A3BIKOB — BU3YaJIbHOTO U Bep6am,Horo, BOCINHO CIIMTHIX B MI/I(l)OJ'[OFI/I"Ie—
cKux o0pasax, ¢ Apyroi — oTpaskeHueM peduiekcun Kurca xak Hax mera-
dusuyeckuMu MpoGieMamMu?, B TOM 4MCIe HaJ NpOOJEMOi KU3HH M
CMEpTH, TaK U HaJl COOCTBEHHOW 3CTETHKOM.

1 11.A. Kanunuues, ncciieqoBaBIInii ceManTHKy Kunpekux Bas VI-IV BB. 10 H.3.,
HOTYEPKUBAET, UTO «COCY BOILIOIIAN OO0 KOCMOC KaK “‘yKpallleHHbIH (B IPOTHBOBEC
“Xa0THYECKOMY”’), KPaCHBO W MPABMWIBHO YCTPOSHHBIA MUp, O0KECTBEHHBIH H OIyX0-
TBOPEHHBIN», M CChUTAETCS Ha quccepTarmio Poys BouGops “Out of the Mouths of the
Pots” (U3 yct ropmkos) (1998), B KOTOpoOl «IOCTYIIUPYETCS U apTyMEHTHPYETCS HIES
BOIUIOIICHHMSI B cOCyAax oOpa3a Bennkoil MaTepn»; KylIbTypoJoOr OTMEYaeT CIMsSHHUE
B 00pase Ba3bl «(hyHIaMEHTAJIBHBIX Hadall KOCMOca, )KEHCKOTo 1 My>kckoro» [18]. Orta
MBICITb IIPOBOAUTCS ¥ B APYTHX MCCIIEAOBAHUSX 110 HCTOPHU aHTHYHOTO HCKyccTBa [19].

2 A.IO. 3uHOBbEBa NPUBOAUT MHeHue X. Benmyep o Tom, uto oxsl Kutca mpen-
CTaBISIIOT CO0O0#t eTMHCTBO, CBOCOOpasHblil «MeTadu3nueckuii Tpakram [6. C. 22].
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B camom nene «Opna rpedeckoit Baze» HE SBIETCS IK(PPACHCOM B Tpa-
JANHUOHHOM INMOHUMAaHHNHU, TOCKOJIBKY B PE3YJIBTATC ITOUCKAa KOHKPETHOTO
apredakra, HoCIyKuBIIEero s Kurca 00BeKTOM CIIOBECHOTO ONHCAHUS,
CTaJIO MOHATHO, YTO CTHXOTBOPEHHE IPEICTaBIsCT cOOOH TaKk Ha3bIBAEMBIi
HEMHUMETHYECKUH JK(Ppacuc, B KOTOPOM OIHMCBHIBACTCS BOOOpakaeMoe
MIPOU3BEJICHHUE TPEUECKOT0 UCKYCCTBA U, YTO OCOOCHHO Ba)KHO, BOOOpaxa-
emoe m3obpaxenune Ha Hem [23. P. 390-391]. [Toatuka BoOOpaskeHUs /
«o3apeHusy», xapakrepHas s Kurca (kak 1 Uit O33UH aHTIIMHCKOTO Po-
MaHTH3Ma B ]_ICJ'IOM), IMIPOABJISICTCA B CTPEMIICHHUU T109Ta «BBIPBATh U3 TEM-
HOTBHI MIPOIIIOTO <...> BOIUIOMICHUS IPEKPACHOT0», HCIIONB3YS MIPHA ITOM
CIOXKET CHOBHJICHUSI, COCTOSIHIE TIOJTY IPEMBI IMPHIESCKOTO reposi, B KOTOPOM
OH BUJIUT «CTapUHHBIE 00pa3sl TeraecHoi kpacoTe» [4. C. 149]. B cBoro
odepenb, ATO IMOPOIKAACT BOIIPOC O TOM, KaKOH CMBICT BKIIQJBIBAET ITOIT
B BEIMBIIIUICHHBII UM CIOJKET U KaK OH CBsI3aH C CEMaHTHKOH Ba3bl, O KOTO-
poii 11111a peyb BHIILIE.

OmnuceiBaeMoe Kutcom n3o00paykeHne BKIIOYAET IBE CICHBI: MOJIOION
TF000BHUK BEYHO TOHHTCS 32 BO3NMIOOJICHHOM, HE HACTUTAs €€; BO3TIIABIIS-
€MOe JKPELIOM IIECTBHE BEET KEPTBEHHOTO TENbIa K aITapio, 4TOOBI CO-
BEPUINTH XepTBomprHOmeHne. O0e CIeHBI, COTJIACHO HCCIIEAOBAHUSM,
HaBESIHBI CTaThsIMH KpUTHKA beHmkamuna Xeinona, B OTHOH U3 KOTOPBIX
OH OITKCAJ XKEPTBONPUHOIIICHHUE U MOKJIOHeHUE OoraM B peBHeit [ penuy,
a BO BTOPOi MpOTHBONOCTaBMI CTWIIb Padasns u Mukenanmkeno [24].
[Tpu sTOM 3K(pacTHUECKOE ONUCAHNE BTOPOH CIieHBl KuTc BRICTpamBaeT
KaK psag CMCHAOMUX APYT Apyra BOIIPOCOB, OTBETOM Ha HUX MOXET CUU-
TaThCS TOCIIEAHSS CTpOodha CTUXOTBOPEHUS, T/I€ 3BYUHT 3HAMEHUTHIH ago-
pusm “Beauty is Truth, Truth Beauty” («KpacoTa ects npaBaa, npasaa —
KpacoTay), BO3BBIMICHHBIA CMBICI KOTOPOTO YAaCTUYHO [€3aBYHUPYETCsI
yrBep:kaenuem: “that is all / Ye know on earth, and all ye need to know”
(«3T0 Bee, / UTo BBI 3HaeTe Ha CBETE, U BCE, YTO BaM HAJO 3HATH») [24], —
KaTeTOPHYHBIIA TOH 3aBEPILAIOIIETO BEICKA3bIBAHHS CTABUT I10JI COMHCHHE,
C OI[HOﬁ CTOPOHBI, BOBMOKHOCTbh IPOHUKHOBCHUS B I/IC‘IGSHyBHII/Iﬁ BO TbME
BpPEMEHH MUP H €ro IIOHUMaHHUs, C JPYTOH — CIIOCOOHOCTH B MOTPEOHOCTH
quTaTeNIeH — COOECETHUKOB TI03Ta — B 3TOM ITO3HAHHUH.

MOHO MPEaoNIoKUTh, YTO MEPBasi CIICHa, «U300pakeHHas» Kurcom
Ha BOOOpakaeMoii rpeyecKoid Ba3e, BOCXOJUT K aHTUYHOMY MU}y 00 Aro-
noue u Jladne, cornacHo kotopomy HuMda ladna, cnacasich oT mpeciie-
JIOBaHU BIIIOOJIIEHHOTO B Hee Oora AIOJIoHa, IPeBpaTHiIach B JIaBPOBOE
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IepeBo. Bo3MOXXHOCTH CcooTHeceHHs naHHOTo (parmenta ombl Kurca
¢ mudom 06 Anosone u ladre moarsepxkaaercs crpokamu: “Bold Lover,
never, never canst thou kiss, / Though winning near the goal — yet, do not
grieve; / She cannot fade, though thou hast not thy bliss, / For ever wilt
thou love, and she be fair!” («Cmenblii 11000BHHK, HUKOT/IA, HUKOIJA ThI
HE MOJKENIb 1eJIoBaTh, / X0Ts H0OUpaenibcsi IOYTH JIO LI — BCE Ke He
roproii; / OHa HE MOXXET BAHYTh, XOTS y TeOsl HET TBOEro OJaXCHCTBA, /
Hagcerna 11 Oyneus 10OUTh 1 OHa OyJeT mpekpacHay) [24]. B nepeBoze
O. UyxoHIIeBa ylayHO aKIEHTHPOBAH MOTHB TBOPYECTBA KaK BEYHOIO
CTPEMJICHUS K HEIOCTIKUMOU KPacoTe MPHUPOIBI, KOTOpOe IpHpaBHHUBA-
eTcst K M00OBHOM cTpacTu: «Thl, FOHOIIA TpeKpacHbIi, HUKoraa / He 6po-
CHIIIb TIETh, KaK JIaBp He COPOCUT NMUCTHEB; / JIFDOOBHUK CMETBIH, ThI HE
CTHCHENIb B cTpacTy / Bo3nmro0iaeHHOM cBoel — HO He Oena: / OHa HeyBsI-
naema, 1 cyactbe / C To0O#, moka Thl BeueH U Heuctoy [25. C. 330]; moat-
MIEPEBOIYMK HWHTEPIPETUPYET CHUMBOJIIMYECKYIO OOpa3HOCTh IMPOU3BEIC-
Hus Kurca, HCXos 3 CTETHYECKIX YCTAHOBOK POMAHTH3Ma, O YeM CBH-
JETENbCTBYET MOsIBICHHE CTPOKU «He OpocHIb meTh, Kak IaBp He COPOCUT
JUCTBEBY», OTCYTCTBYIOMIEH B OpUTHHAJIE, HO IPSIMO OTChUIAOIEH K MUY
00 Anosmone u JJadne.

Bropasi crieHa — >KepTBOIPHHOIICHHE TeNbIa (KOPOBBI) — TOKE BOCXOAUT
K Mudy. 31ecs 3HaunMa, BO-TIepPBBIX, CEMaHTHKa 00pa3a Teiblia, KOTOPHIi
B MHUPOBBIX PEITUTHSIX OJUIIETBOPSLT IOPOKAAIOIISE, CO3UIATEIIEHOS HAYaIIo;
KOpOBa CHMBOJIN3UpoBaja Bennkyio MaTh, — B TaHHOM CITydae O4eBUICH
napasieNu3M CEMaHTUKU Basbl U «M300paKEHHOTO» Ha HEl Telblia, B 4eM
MPOSBIISIETCS XapaKTepHas 1l MU(POJIOTHYECKOTO CO3ZHAHUS TABTOJIOTHY-
HOCTh 00pa30B, MHTYUTHBHO BOCHpOW3BeAeHHass Kutcom; B rpedeckoit
MuGoIorun ObIK CBsA3aH ¢ 00roM JIMOHHUCOM, OJTUIIETBOPAIOIIUM CTHXHH-
HBIC CHJIBI 3eMJTU. BO-BTOpBIX, 3HaUUMa U 00J1a/1a€T CUMBOJIMYECKUM I10-
TEHIIMAIOM CUTYaIHsl )KESPTBOIPHUHOIICHHS TENbIIA, KOTOPas MOJTy9riIa OT-
paxkeHHe B HUCKyccTBe. B cBs3u ¢ omoir KuTca Ha3pIBalOT KapTHHBI
«KeprBa Anomnony» Kiona JToppena u «Keptsa B JIuctpe» Padasns [26.
P. 349], omHako TEKCT COOTBETCTBYIONIETO ()parMeHTa B OOJIbIIIECH CTETICHN
COOTHOCHUTCS UMEHHO C KapTHHOH JloppeHa, yTo MO3BOJISET CUUTATH €ro
COOCTBEHHO 3K()PacucoM; 0 TOM Ke KOCBEHHO CBUJETENbCTBYET CyObEKT-
Has opraHm3anus GparMeHTa — cepusi BOIPOCOB BOCIIPOU3BOIUT BHYTPEH-
HUH Juanor cyObeKTa MOATHYECKOTO BBHICKA3BIBAHHS IIepe]] KapTHHOM.
[Ipu 5TOM B pa3HbIX UCTOYHUKAX MIPUBOATCSA Pa3HbIE HA3BAHUS KaPTHUHBI:
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«Ileizax co CIleHOW MpHHECEHHs KepTBbI Anoutony» / «Orern Ilcuxew,
IIPUHOCSIIUH J)KEPTBY B XpaMe ATIOJJIOHay», — IOCIEIHUI BapuaHT 1103BO-
JSIET YBUACTH UMIUTHIATHYIO CBSI3b MEKAY ABYMsI OIICAHUSIMH BOOOpaxa-
eMBIX CIICH, NMPEICTaBICHHBIME B one Kurtca, MOCKOIBKY 00a OTCBHUIAIOT
K KOMIUTIEKCY MH(OB 00 ATIoJIOHE: Ha KapTuHe JloppeHa n3o0pakeH »u-
30x1 Muda o Ilcuxee, cOrmacHoO KOTOPOMY €€ POIMTENN PEIININ oOpa-
TUTBCA K JlenpuiickoMy Opakylly ¢ BOIPOCOM O Cyas0e CBOCH IodepH,
KOTOpasi OblJIa HACTOJBKO KPAacuBa, YTO MOKJIOHHUKU HE PEIIANUCH MPO-
cuTh ee pyku. Ycramu Opakyiia ANIOJIJIOH JaJl IPOPOUYECTBO, COTIACHO KO-
topomy Ilcuxest BBIIIET 3aMyX 3a 4yJJOBHIIE, YTO MPUHECET €i THOCIb.

B nuteparype poMaHTH3Ma MU(DOJIOTMYECKUN CIOKET KEePTBBI ATOIN-
JIOHY OBUI IEPEOCMBICIICH U TONYYMJI CHMBOJIMYECKYI0 MHTEPIIPETALHIO.
Kurc B moarekcre «Ompl rpeyeckoi Baze» aKTyaIM3UPYET OIIIO3HULIUIO
JnoHuC—ATOUIOH, CTUXUHHAS CUJIA KHU3HHU U MPOpOoYecKasi MOIIb HCKYC-
CTBa,; B TO XXC BPEMA aCCOHHaTHBHLIﬁ MOTCHIIAJI BOCXOAANINX K COBOKYII-
HOCTH MH(]OB 00 ATIOJUTOHE CHMBOJIMUYECKUX 00pa30B MOJKIIOYAET K Oa-
30BOM ONITO3WIMHU Takue aHTHUTE3bl, kKak nyma-teno ([Icuxes—[dadma),
npekpacHoe—0e300pasHoe, BuauMoe—ckpeitoe (Ilcuxes—aynosuine). Mto-
roBeIi cMBICT «Onby KnuTca MoKeT OBITH IPOYNTAH HE TOIHKO KaK arolo-
TUsl UICKYCCTBA, HO U KaK YTBEPXKAECHHUE, UTO UCKYCCTBO (3Kpell) IPUHOCHUT
B JKEPTBY MPEKPACHOMY CaMy XW3Hb, €€ CTUXUHHYIO MOPOXKAAIOILYIO
CUIy, & XyJIO)KHUK — aynry. LleHa >kepTBBI He sBisieTcs: OECCIIOPHOM 1yis
Kurca, 0 yeM CBUIETENBCTBYIOT BOIIPOCH], BBOASAIINE B CUCTEMY OIIO3U-
I / MOTHBOB €I11€ OTHO CKPBITOE IPOTUBONIOCTABJICHHE: JKPEL], COBEpIIa-
IOLIUI KEPTBONPUHOLIECHUE, — [IPA3/IHbIE 3pPUTEIH, IOKUHYBILINE IIyMHBIN
ropoJi, 4To0bl YBUJETh AUKOBUHHOE 3peiuiie. DTOT MOTHUB MOIYYUT pas-
BUTHE B IUTEPATYpe POMAHTU3MA B BUJIE ONIMO3ULIUY XYA0KHUK—TOJIIIA.

Takum oGpazoM, B «Oxe rpedeckoil Baze» Kutc mepeocmbiciuBaeT
KOMITIEKC MH(OB, KOTOpPBIE HE TOIBKO O0YCIOBIUBAIOT IIEJIOCTHOCTH 03~
TUYECKOTrO BBICKA3bIBAHUS, HO U 00Pa3ylOT CUCTEMY CKPBITBIX MOTHUBOB,
MO3BOJIIOIIMX PAacCMaTpPUBATh NMPOU3BEACHUE KAK ICTETUUYECKYIO JICKJIa-
panuro moata. O6pamascs k Mudy 06 Amomione u ladue, Kutc npunaer
3CTETHUECKUH MOATEKCT S3POTHUECKOMY MOTHUBY MPECIEA0BaHNUS, YTO 00Y-
CJIOBJICHO YOEXICHHEM I103Ta B TOM, UTO «IIPEKPACHOE NOJKHO OBITH (u-
3UYECKH OHIYTUMO, JOJDKHO OKa3bIBaTh HCﬁCTBHe Cpa3y Ha BCE€ OpraHbI
qyBCTB 4yenoBeka» [4. C. 148], — MCKOMBII 0Opa3el] CIMTHOCTH YyBCTBEH-
HOTO (TesiecHast KpacoTa HUM(bI) U IOHATUIHOTO (TIpeACTaBICHUE O TIpe-
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kpacHOM) Kntc HaxoauT B Mu(e 1 aHTHIHOM HCKYCCTBE KaK BOILUTIOIICHUN
MH(OIOTHYECKOT0 CO3HAHUSI.

Takas ycTaHOBKa IpeArnoJaraer Ba cleAcTBUs. Bo-nepBbIX, IMEHHO
OpHEHTaNueH Ha MU( OOBICHICTCS CIENU(PHUKA XyT0KECTBEHHOTO SI3bIKa
Kurca B «Oze rpeueckoii Baze» — si3bika MeTadop, neprudpas 1 HAMEKOB,
KOTOpBIE MpeBpainatoT «Omy» B SHUTMATUICCKH / CAMBOJIHYECKUH TEKCT,
JIOIYCKAIOIIMH MHOXKECTBO MHTepIpeTauuil. I3BecTHOE yTBEpKAEHHE, UTO
«Opa rpeueckoii Baze» SBISIETCS IK(PPACUCOM, IIe]Ib KOTOPOTO — F'MMH HUC-
KyCCTBY, 3alle4aTiIeBaIOIeMy HCUYE3HYBIIYIO0 HCTOPHUIECKYIO PEabHOCTE,
IIpaBOMEpHO, HO HepocTaTouHo. Obpamasce k Mudy, Kurc BBonut B oxy
MeTapU3NUECKU acleKT, NPOJUKTOBAHHBIM MAaHTEUCTHUYECKOH (uioco-
¢ueit ®©. Hlemnunara. [Ipupoaa u 4emoBeK, 00BEKT U CYOBEKT B dTOU (u-
Joco(uH BRICTYIAIOT KakK eanHoe 1enoe. Penynupys ¢adyiy muda, Kurc,
C OJIHOM CTOPOHBI, aKLIEHTUPYET HEJOCTHXKUMOCTh HJICAIbHOTO CHHTE3a
UCKyccTBa (BIHOOJIEHHOTO ATIOJUTOHA) ¥ IPUPOBI (HUM(BI) Kak BOILIOLIE-
Hus KpacoTsl, ¢ Apyroil CTOpOHBI, YTBEpKIAeT IPaBOMEPHOCTh BEYHOT'O
CTPEMJICHHUS YeNIOBeUeCTBa K Uaealy. B TaHHOM KOHTEKCTE CIOKET OJIbl
MPOYUTHIBAETCS KaK BOMPOC O COOTHOIIEHUH MCKYCCTBA U PEAIIbHOCTH —
00 3TOM CBHIETEIHCTBYET CHTYaIlHs BOOOpa)kaeMOTo IMPOHUKHOBEHUS
B CUE3HYBILIYIO HCTOPHUUECKYIO PEAIbHOCTh C IOMOILBIO 3all€4aTIeHHOTO
Ha Ba3e ee n300pakeHusi. KUTc He TONBKO yTBEpXKIaeT MPaBo XyA0KHUKA
Ha BOOOpa’keHHE, HO M HACTAaMBACT HAa MCTHHHOCTH CO3/aBaEMOW MM pe-
aNbHOCTH, CUUTAsl, YTO €AUHCTBEHHBIM KPUTEPUEM €€ MOAIMHHOCTH SBJIS-
eTcs KPUTEPUH 3CTETUYECKOTO COBEPIICHCTBRA.

Bo-BTopsIx, BBOIS B «Ony» sKk(pacuc kapTuHs! JloppeHa u Takum 00-
pa3oMm aktyammupys Mud o Ilcuxee, Kutc craBut Bompoc 00 HCKycCTBe
KaK EepTBONPHUHOIICHUH, YTO MEPEBOJUT NPOOIEMy B HHYIO IJIOCKOCTD,
npeznosarasi TAKHE CMBICIIOBBIE aCTIEKThI, KAK COOTHOIICHHE JXU3HU (pe-
aJbHOCTH) M MCKYCCTBA, KPACOTHI M MCTUHBI (TIPABJbI), TyXOBHOTO U Te-
JIECHOT0, BHELLTHET'O ¥ BHYTPEHHETO, a TAKXKE KPUTEPUU IIPEKPACHOTO, LIeHa
uckyccrBa. MtoroBeiii cMmbic «OJbpl TPEUECKO Basze», 00BEAUHSAIOUIHIA
BCIO COBOKYITHOCTH SIBICHHBIX B MOATEKCTE MH(OIOTHIECKIX 00pa30B U
MOTHBOB, MOXKET OBITh MPOUYUTAH U KaK TUMH BEYHOMY MOPOKAAIOLIEMY
Hayvajy — )KU3HU; B IPOTHBOOOPCTBE KHU3HU U CMEPTH UMEHHO MUCKYCCTBO
MIO3BOJISICT MIPEO0JIETh HCUE3HOBEHHUE U 3a0BCHHE.

O003HaYeHHBII KOMIICKC MOTHBOB, YCIIOBHO CBSI3aHHBIX C 00pa3oM
Basel 1 / uin oot Kutca, mosIydust pa3BUTHE B CTUXOTBOPEHUSIX PYCCKUX
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moaToB XX —Hagana XXI B., Ipu 7TOM HCTOPHS PELICTIIINN TEMBI OTPaKaeT
IPENTOMJICHHE 3CTETUKH POMAHTH3Ma U HACJIEIYIOUIEro eMy MOJASPHU3MA
B IOCJICOKTSIOpPbCKON JIUTEpaType U €€ IMOCTENEHHOE SHMUHUPOBaHUE
B 1023uH XXI| B. OTMETHM, 9TO KaXKABIHA OAT, 00Opamasch K 00pa3y Basbl,
CO03/1aeT CBOI BOOOpaXkaeMblil pUCYHOK Ha HEH, UTO OOBSICHACTCS] MHINBH-
IyalbHO-aBTOPCKUM 3aMBICTIOM, OOYCIIOBJICHHBIM COIIHOKYJIBTYPHBIM
KOHTEKCTOM.

Bsuecnas MBanoB B cTuxotBopenun «I pedeckas Baza» (1918-1919)
IIEPEOCMBICIUBAET BOIIPOC O COOTHOLIEHHUH )KU3HHU U HCKYCCTBa. B ero un-
TEpIpeTauy JTI00H cieln ylieaneld MaTepuaabHONH KyJIbTyphl CTaHO-
BUTCA CHMBOJIMYECKUM €€ 3aMCELICHUEM U IO03TOMY Jake CO3AAHHBII
C YTHJIMTApHOW IENBI0 NMPEIMET CITyCTS CTOJICTHS OKa3bIBACTCS IICHHBIM
apredaxroM. Tak, IPOTHUB OKUAAHHIA IIPOCTOTO «OoromMaza» «<...> CIBI-
BeT / O4epk TBOH XMeIbpHOTO Oora /, UepHeThIo 1Mo KpacHOH riuHe / Mex
CaTHpOB KOHCKHX, HBIHE / YK HE yTBaphIo TOHUapHOH, / A Kpacoii pexdaii-
mux Basz». OnHako, yrouHser VBaHOB, 3TO MPOUCXOAUT €Ilie U IOTOMY,
4yTO pyKo# Mactepa Boawi Ciryyail, BOIJIOIIEHHE MUCTHYECKON CHJIBI UC-
Topuu — Uyna, KOTOpoe U CHacaeT, U COXPaHSIeT «XPYIKUIl 4epernok Mo
cynom» JieT [27]. braroroseiiHoe, MMETHYECKOE OTHOIIIEHNE K «IEPETIKY» —
OCKOJIKY aHTUYHOM IMBHJIN3ALUN — XapaKTEpPHO U1 MOJEPHHU3MA C €ro
IpEeACTaBICHUEM O IPEeMCTBEHHOCTH KynbTypsl. K Kurcy B ctuxoTrBope-
HUM VBaHOBA OTCHUTAIOT MU(OIOTHIECKHE PEMUHUCIICHIINH — YIIOMUHA-
HISI O «XMEJTBHOM Oore <...> MEX CaTUPOB KOHCKHX», KOTOPOT'O HEKOTa
pucoBai 0€3BECTHBIN MacTep, U O «JIHKE OOTrOB», MOSIBUBIIEMCS HA Ba3e
Omarozapsi BMemaTenbcTBY BbICUX cuil. Co3mMaHHBIA BOOOpakeHHEM
VBaHOBa, pUCYHOK Ha I'pEYECKON Ba3e HE COBMAIACT C M300paKeHHUSIMH,
0 KOTOpBIX muieT B ceoei «Oae» Kutc, X0Ts Ha3BaHUE CTUXOTBOPEHUS
OJTHO3HAYHO HAMEKAeT Ha JUAJIOT 03T C MPEAIICCTBCHHUKOM: aHTHUTE3a
B «['pedeckoil Ba3e» oTpaxkaeT CUMBOJIUCTCKYIO ICTETUKY aBTOpa CTHXO-
TBOPEHUS, €0 UHTEPEC K JUOHUCUICTBY U MOXKET ObITb UHTEPIPETHPO-
BaHa KaK CO- ¥ MPOTHUBOINOCTAaBJICHHUE, C OAHOW CTOPOHBI, OE3BICKYCHOTO,
HEeNpeAHaMEPEHHOr0 TBOPYECTBA U BHU3MOHEPCKOrO, MPOAUKTOBAHHOI'O
CBBIIIE, UCKYCCTBA, C JIPYyro CTOPOHBI, JUOHUCUICKOIO U amoJUIOHUYe-
CKOT0, IIMpE — aHTUYHOCTU U XpuctuancTsa. Kak u Kurc, 1BanoB yTBep-
’KJTaeT IEHHOCTh MCKYCCTBA, BO3BBHIIMIAIOIIETO CBOE BPEMs M COXPAHSIO-
LIET0 ero B BeKax, NOAYEPKUBAET TPAHCLIEHIEHTHYIO IPUPOAY TBOPUECTBA.
Ortchuika k Ciydaro Kak BECTHUKY HHOOBITUSI MOKET OBITh IPOYNTAHA KaK
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OTpaXCHUE WMILTHIUTHBIX, CKPBHITHIX B IOATEKCTE pa3MBIILICHUI VBa-
HOBa O CyJp0€ MCKYCCTBa B KaTaCTPO(PHUECKOM MOCIEPEBOIIOIMOHHOM
MHpE ¥ B TO K€ BpeMs KaK CBOETO POJa aBTOPEQIICKCHs, HAIIOMUHAHUE
0 JoNre XyHAO0KHUKA, KOTOPBIA TPU3BAaH OCMBICIIUTH U 3aI€YaTieTh CBOE
BpeMsl.

MOTHB COOTHOIIIEHUSI UCKYCCTBA U JIEHCTBUTENBHOCTH pa3BuBaeT Ma-
pust [1eTpoBBIX B CTUXOTBOPEHUH «A Ha Uepfiak — norbitaics omua!..» (1929),
B KOTOPOM MOSIBISIETCA 00pa3 pa3duToit Bassl. B otmune ot mosros XIX B.,
Yy KOTOPBIX pa30uTas Ba3a acCCOIMATHBHO CBA3BIBANIACH C YTPAYCHHOM JIIO-
00BbI0, M. [1eTpoBBIX BOCCTaHABJIMBAET B BOOOpPaXKEHUH N300pakeHHE Ha
pa3duToil M 3a0BITOM Ha 3a0pOIIEHHOM YepJaKe Ba3e, KOTOPOE OTCHLIAET
KaK K IPeBHOCTH, TaK U K YIIEAIICH B MIPOILIOE TIOOKTIOPHCKOH TO JIn yca-
neOHOH, To v mavyHoi ku3HH: «CIUT Ha CTPONMJIAX JIeTydas MBI, /
Hpemner cpenp xiama camoBas Ba3a. / Baza pa30uta: HO BIKY Ha HeEW, /
He otBOoas BocxuimeHHOro B3risaa, — / lllecTBue moiryoaeTsix moaen /
C TSDKKHMH TPO3IbsIMH BUHOTpaga» [28]. Pazburas Baza mpeacraeT MHe-
MOHHYECKAM 3HAKOM YTPAueHHOTO BpeMEHH, 00pasys IMaIuMIICECT MaMsITH,
B KOTOPOM IPOIIUIOE KYJIBTYpPbl aCCOLMATHBHO CBS3bIBAETCS C HEAABHUM
MIPOILIEIM JIHPUIECKOH TEPOMHH C €€ NETCKUMH CTpaxaMH M HEH3KUTOM
MICUXOJIOTHIECKOH TpaBMOH. OCHMILTHPYIOMIHUH CMBICHT TeKcTa GopMuUpy-
eTcst 6iaroaapsi Urpe ¢ NpeJAMETHBIM U MeTaOpUIECKUM 3HAYEHHEM CIIOB.
Kaxk n Kurtc, Mapus I1eTpoBBIX HCHIONB3YET MOITHKY BOOOpaskeHHMs, HO 00-
Ppa3HbIi psl CTUXOTBOPEHHMS C €r0 aCCONMATUBHBIME HaMEKaMH 0OparieH
K TTTyOMHaM TOJICO3HAHUS TEPOUHH, B TO BPEMS KaK UTOTOBBIN CMBICT CTH-
XOTBOpeHUsT (popMupyeTcs B MOATEKCTE. 3HAYUMYIO PoJib B (hopMupoBa-
HHUH CMBICITIAa HTPACT YIIOMHUHAHHUE O JIIOMSX «C TSDKKUMHE T'PO3IBSIMH BUHO-
rpaja»: eciid BUHOIpaJl BO BCEX KyJbTYpax SIBISAETCS CHMBOJIOM ILIOAOPO-
JUSl U KU3HCHHOUW CHJIBI (M B 3TOM 3HAYEHHM TABTOJIOTUYCH CEMaHTHKE

1 B mossuu X1X — nauana XX B. o6palienus K 00pasy Basbl €AMHUYHBI U, KaK Ipa-
BHJIO, pa3pabaThIBalOT MO0 AEKOPATHBHBIM, MO0 NMPEAMETHBIH acleKT CeMaHTHKH
CJIOBA, a TAaKK€ BOCXOSIINM, BO3MOXKHO, K IlymkuHy MOTHB pa3duToro cocyna; npu
3TOM B CTUXaX OTCYTCTBYET yKa3aHHE Ha IMPOUCXOKACHNE Ba3bl, 32 HCKITIOYEHHEM CTH-
XOTBOpeHUs A. bapbIkoBOH, rie pedb WAeT o pa3douTol KuTaiicko Baze («Paz0mras
Ba3a (ITonpaxanue Cromu-IIpronomy)» A. AnyxtuHa, «Pa36uras Basa (13 Bukropa
T'roro)» A. BaprikoBoii, «PesenoBbiii Oyker» 1. CeBepsinnna). Ha sTom done 3amer-
HBIM BHIWTCS NPUCYTCTBHE 00pa3a Basbl, MPHUEM OTChUIAIONIEH UMEHHO K aHTHYHOM
KYJbTYpe, B pycckoii moaszun XX—XXI Bs.
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Ba3bl), a B XPUCTHAHCTBE — IyXOBHOMU JKU3HU, TO pa3duTas Basa ¢ n3odpa-
JKEHHBIM Ha HEil BUHOTPAJOM MPOYHUTHIBACTCA KaK 3HAK YHHUUYTOKCHHOM
KI3HHA. B 3TOM KOHTEKCTe MHa4Ye BOCHPUHUMAIOTCS HAMEKH HA «YXKAaCHI,
YTO HAKOIUBLIMCH TOIaMU», HA Ty HEHAa3BaHHYIO CYOCTaHIUIO, «9TO OTO-
BCIOAY CJIEJUIIa 32 HAMI», KOTOpPbIE IPEICTAIOT HE TOJIBKO Kak nepHudpasa
JETCKUX CTPAaxOB, HO M KaK JOCTATOYHO MPO3PAvHOE YKa3aHNUE Ha COOBITUS
MTOCIIEPEBOTIOIIMOHHEIX JIET, C KOTOPBIMHU COBITaio neTcTBO M. [leTpoBhIX.
CyI1ecTBEHHO U3MEHSETCSI MOJJATIbHOCTh ABTOPCKOT'O ONMCAHUS: ecliu Y Bsd.
liBaHOBa 1 rpedeckasi Ba3a, U JaXKe €€ «XPYIKHUH YepeTioK», BEI3BIBAET BOC-
XHIICHHOE OJaroroBeHNE, B YeM IIPOSBIISICTCS yTBEPKACHIE IPEEeMCTBEH-
HOCTH KYJBTYpHI U €€ HeMpexo el eHHOCTH, To Y M. IleTpoBbix 3Ha-
YUMBIM SIBJISICTCS yKa3aHHE Ha TO, YTO pa3duTas Baza «APEMIIET Cpelb
XJIaMay», ¥ 32 9THM CTOHUT IPEHEOPESKUTEIHHOE OTHOIICHNE K TPaIHIIIH,
XapakTepHOE AJIS MOCIEPEBONIOIMOHHBIX JIeT. « BOCXHIIEHHBIN B3I
JUPHYECKON TepOnHH, KOTOpast B CBOEM BOOOPa’KEHUH BOCCTAaHABIMBACT
KapTHUHBI IPOILIOTO, CPOTHHA HOCTATBIMIECKOMY OTHOIICHHIO K YXOISIICH
B MPOIIIOE KyIbType, OnpeaensBieMy cTuxu A. AxmaroBoit u O. Man-
JIeJIbIITaMa TIEPBBIX MOCIEPEBOIIOIIMOHHBIX JIET.

ITocne GombIioro mepepbiBa, 00YCIOBICHHOTO TEM, YTO COBETCKAs
KyJNbTypa OTPHILANa PEIUTHO3HYI0 U MH(OIOTHUECKYIO TPAJUINIO Kak
U/ICOJIOTHYECKHU UYXKy0, 00pa3 Ba3bl MOSBIISCTCSA B OJHOUMEHHOM CTHXO-
TBOpeHun Auekcanapa Kymnepa (1962). Kak u ero npenniecTBeHHUKH,
Kyuraep co3maet skdpacuc BooOpaxkaeMoil Basbl, WHTEpPIPETAIMs PH-
CYHKa Ha KOTOpOH O0OYyCIIOBJECHA CHUTyalMed NPOTHBOPEUYHUBON XPYILEB-
ckoit orrenienu. COBpEeMEHHBIN MOTUTHYECKUA TOATEKCT OMHCHIBAEMOT0
Kymraepom pucyHKa mpo3padueH: B XOPOBOJIE PaJA0CTHO TUIIIIYIINX YeTI0-
BeukoB («HemoHaTHO, KT0o KoMy BHUMAET, / HemoHsATHO, KTO 32 KEM UIET»)
CyOBEKT IO3THYECKOTO BBICKA3BIBAHMSI HAXOIUT TOJBKO OJHOTO TPYyCT-
HOTO TaHIIOPa, «C TOJOBOMU, MMOBEPHYTOH Ha3aa», 1 IMEHHO C HAM OIIY-
11aeT BHYTpPEHHEE POACTBO. VIMIUIMIIMTHO B CTUXOTBOPEHHH BbIpa)KeHa
MBICIIb O TOM, YTO UCTOPUS MOBTOPSIETCS, U MOITOMY MaccoBast didopust
HE JOJDKHA 3aCTaBUTh XyJOKHUKA 3a0BITh MPOIILIOE C €r0 TOPEKUMH yTpa-
tamu. [Ipu 3TOM aBTOpCKas peduiekcus HampaBieHa He TOJBKO Ha UCTO-
PHIO U COBPEMEHHOCTh, HO U Ha TIPO0JIEMY XyI0KECTBCHHOTO S3bIKa B Ta-
KOM €€ acIeKTe, KaK IpaBJia B HCKYCCTBE M IPABO TBOPIIA HA COOCTBEHHEIH
B3TJLII: HEMAMETHUECKUH SK(ppacuc BO BTOPOH YaCTH CTHXOTBOPEHUS CMe-
HseTcst PparMeHTOM, BOCXOASAUINM K MOMYJIPHOMY B aHTUYHOU MO33HH,

197



Asmyxosuu T.E. «O0a epeueckoii azex [c. Kumca u ee ompasicenus é pycckoui noazuu

a 3ateM u B pycckoil mo3a3un XVIII B. xxaHpy «3aka3 XymoKHUKY», TIE
Kymnep, 1o cymiecTBy, co3aet mo3Tuueckuii apronoptpet («Crapblif Mma-
cTep, pe3urK mo Metamty / JKu3Hb MO0 B PHCYHOK pa3BepHH. / S moiny
KPYXHUTBCS 10 oTBana / U miscaTe He Xyxe, 4eM oHH. // 1 B dyxue Bciy-
muBaThes peud, / Y mon 6y6eH npeiraTh HeBonan, / Kak neuanbHblit 3TOT
yenoBedek / C roJoBoi, moBepHyTOM Hazaay» [29]), KOTOpHIA BBOJUT B Me-
TaIO3TUYECKYI0 MPOOIEMATHKy CTUXOTBOPEHHS HOBBIA aCIEKT: pediek-
CHsI HaJl UCTOpPHEH, HaJ COOTHOLIEHUEM UCKYCCTBA U JEHCTBUTENBHOCTH
IpeAIoaraeT OTBETCTBCHHOE OBEACHHUE XYyT0KHHKA.

CruxotBopenue Mocuda bpoackoro «HeokoHdeHHbIH OTphIBOK (OT-
HIOJIb HE BIOXHOBEHHE...)» (1966) 3HaMeHyeT 3aBeplIeHne TPaIUIIUU 3C-
TEeTHYECKOH pedIICKCHH HaT TPOM3BEICHUEM aHTHIHOT'0 HCKYyCcCTBa. Te3nc
00 HCUepIIaHHOCTH TeMBI 33/1aeTcs ¢ caMoro Havana: «OTHIOOh HE BIOX-
HOBEHHE, a TPYCTh / MEHs CKJIOHsET K omucanbio Base [30. C. 179], —
CMBICIT QHTUTE3BI BIOXHOBEHUS M TPYCTH PACKPHIBACTCS B TEKCTE Yepes Iie-
PEOCMEBICIICHHE MOTHBOB, CBSI3aHHBIX ¢ 00pa3oM Basbl. bpojackuii ctaBut
I0JT COMHEHHE TPAJAUIOHHBIE 00BEKTHI MOATHYECKOTO BIOXHOBEHUS, ITO-
CJIEZIOBATENbHO CHMXAs MPUPOAY (PACKUIUCTBIN B3 HA3bIBACT «LBETY-
HICTO KOJIOI0M» ), YeTI0BeKa (KOTOPEIH, IT0 YTBEP)KICHUIO aBTOPa, PaBeH ca-
MOMY ce0e U TIOTOMY He MOKET OBITh PACIIMPEH «3epKallaMI» HCKYCCTBA
WIN TPUPOJBI), TBOPECHUS UEIOBEUECKUX PYK (KOTOPBIE «HAIOT, KAaK BCE,
YTO CO3/aHO JIOABMH, / KM OT ce0sl BO3MOXKHOCTE oTenuthes» [30. C. 179],
TO €CTh BBICTYIAIOT OUEPEIHBIM 3€PKAJIOM UL UX co3paTeneii). Ommo3n-
IS «MEPTBasi MaTepusi IPUPOABI — OYIIEBICHHBII boroM u uenosexom
apTedakT» MOABEPracTcs WHBEPCHU: Ba3a KaK apXETHIHYCCKUH CHMBOJI
B3aUMONPOHUKHOBEHUS JKU3HU U CMEPTH TIPEICTAET «TJIMHSIHBIM TOPII-
KOM», Ooyiee TOro, cTaB MPOMU3BEJCHUEM UCKYCCTBA, INIMHA yTPauMBaeT
’KM3HEHHYIO CHITY IPUPOJIBL, «JIeNIaeT MPbDKOK B O€3IyIne), — CI0BO «0e3-
IyIIFe» MOXKET OBITh OTHECEHO KaK K caMOH Base, TaK M K YeIOBEYECKOMY
COOOIIECTBY, CO3ATEINI0 U MOTPEOUTEIIO UCKYyCcCTBA. PazouapoBaHue B oxy-
IIEBJIIOIIEM BO3JCHCTBUY UCKYCCTBA IIPOHU3BIBACT OMHCAHNUE «AHTUYHOTO
3aja», CBOJBI KOTOPOTO, «KaK OTPOMHAs OTJIO0JS, / €1035T MO 3aTBUTKY»
[30. C. 179] cyObekTa BrICKa3bIBaHUS; BHICTABICHHBIE B 3ajie «SHLIEBU-
HBIE IIaPBD) BBI3BIBAIOT ACCOIMAIIHIO C YEM-TO JABHO 3HAKOMBIM U IOTOMY
BBI3BIBAIOT PEAKIMIO OTTOPKCHHS, My3€HHBIC COKPOBHIIA OKAa3bIBAIOTCS
HeBoCTpeOoBaHHBIMH. COOTBETCTBEHHO, TBOPYECTBO, B TOM YHCIIE IOATH-
YeCKOe, HE BOCIPUHUMAETCS KaK IyTh B OECCMEPTHE U CIIAaCEHHUE OT CTpaxa

198



Komnapamusucmuxa / Comparative Studies

0ecCIIeTHOTO WCUYE3HOBEHHS, TOCKOJBKY JIMPHICCKUAN Tepod OIIyIIaeT
ce0s BBIYEPKHYTHIM M3 JKU3HU, OOpPEYCHHBIM Ha OJIMHOYECTBO BO Bceemnen-
HO#. OueBuIHBIC OHOTrpadudeckre (BO3BpaIleHUE U3 CChUIKH, HEyTadHast
MIOTBITKA HM31aTh COOPHHUK CTUXOB, CMEPTh AXMAaTOBOH, HEOINpPEIeNCH-
HOCTb OoTHOMWIEHHI ¢ M.B.) U cCOMOKYNbTypHBIE (CBEpTHIBAHUE OTTETICIIH)
KOHTEKCTHI JAIOT JIMIIb MOBEPXHOCTHOE OOBSICHEHWE MPUYHMH EHHOCT-
HOTO KpHU3HCa, 0TPa3UBIIETOCs B CTHXOTBOpeHuu bponckoro. bonee cymie-
CTBEHHBIM (DaKTOPOM SIBJIAETCS TO, YTO UMEHHO B 3TO Bpems bpopckwii
HaYMHAET MEPECMOTP BCEH CHCTEMBbl HEHHOCTEW yXOJsIIEH B IMPOILIOE
AIIOXU MOJICPHHI3MA C €€ CTaBKOH Ha IIPOCBEIICHNE, KyIbTYPY, ¥ 3TOT IIPO-
L[ECC BBI3BIBAJ Yy HETO YYBCTBO COXKAJICHUSA, TPYCTH, a TAKXKE CTPEMIICHHE
COIIPOTHBIIATHCS HACTYIJICHUIO OUEPETHOTO <OKEJIE3HOTO Bekay. [luanor-
CIIOp TM03Ta ¢ COOOM, OTPa3UBIIMKCSA B CTHXOTBOPEHUH, 00YCIOBIHBACT
ero (pMHAIBHBIC CTPOKH, KOTOPHIE OTCHUIAIOT K MU(OIOTHIECKIM MPOCK-
musiM Kutca o ennHCTBe XU3HU U cMepTH: «HeT ckopOu o moTepsHHON
3emJie, / HET cTpaxa mepej cMepThio Bo Beemennoi...» [30. C. 180].
HuaryntuBHBIM oHMMaHueM cutyanuu fin de siécle oowsacusercs 06-
paieHue bpoackoro x aHpy HEOKOHYEHHOTO OTPBIBKA, MapagoKcallb-
HOTO ITI0 CBOEH CyTH: CTHXOTBOPECHHE MPEACTABIIET CO00I 3aBepIIeHHOE
BBICKa3bIBaHUE, XOTSl Ha3BaHHE YKa3bIBaCT HA €ro HE3aBEPIICHHOCTH, OT-
PBIBOYHOCTD. JlaHHOE yKazaHUE JIOTHYHO OTHECTH K HE3aBEPIICHHOCTU H
MPUHIUIHAIILHON Pa30MKHYTOCTH BpEMEHH. B 3TOM KOHTEKCTE BBIPAYKECH-
HOE B CTUXOTBOPCHUH Pa30vYapoBaHHE B HCKYCCTBE MOXXHO MHTEPIIPETH-
POBaTh KaK METAOATHIECKYIO pe(IIeKCHIO, IPEIONaraloyIo IIOUCK HO-
BOTO SI3bIKa, COOTBETCTBYIOIIETO U3MEHHUBIIIEMYCS MUPY, H B TO K€ BPEMSI
KaK YBEpPEHHOCTh B HEOOXOAUMOCTH H KH3HECIIOCOOHOCTH HCKYCCTBA.
3akoHOMepHO, uTO yke B XXI| B. 00pa3 Ba3bl BHOBb BO3HUKAET B I103-
3WH, OJJHAKO pa3padOTKa €ro CymECTBEHHO MEHSETCS: MpobIeMa COOTHO-
IICHUSI ICKYCCTBA U ACHCTBUTEIEHOCTH IIEPEBOIUTCS B aKTyaJIbHBIH COITH-
OKYJIbTYPHBII KOHTEKCT M IpuoOperaeT MyOIMLIMCTHYECKUI XapakTep.
Tak, B ctuxorBopennu FOuHBI Mopur «biok HoBocTei» (0e3 gaTel, BO3-
MOXHO, 2016) UpOHUYIECKN KOMMEHTHPYETCSI «EIlle OJTHA, BEUHO CBEXKasl,
HOBOCTBY: «MacTtep aHTHYHOH Basbl / Beerna ee B 3eMiIro 3akambIBaeT, /
Uro0 BBIAATE MOTOM 32 aHTUKY» [31], — MO3T BBICMEUBAET MacCOBOE CO3HA-
HUE 3MO0XH (EHKOBBIX HOBOCTEH, KOTOPOE CTABHT IO/ COMHEHHUE IOJUTHH-
HOCTB U IICHHOCTh NCKYCCTBa, BO BCEM BHSI TIOJIICIKY U JIOXKE. B moarexcre
upoHHUeckas (HopMyla «cBekash HOBOCTBY XapaKTEepU3yeT HEBEKECTBO
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MTOKOJIEHUSI JItOJeH, CTaBLIIMX OOBEKTOM U MPOIYKTOM MEAUATHU3ALMH, KOH-
CTaTUPYET MOJIHBIA pa3phIB C KyJIbTYPHOH TPAAUIHEH, a TaKkoke (PUKCHPYET
HOBOE OTHOIICHUE K MUY, KOTOPHIH UCIIOIB3YETCS B TOM YHCIIE KaK CIIO-
€00 MaHUIYJIMPOBAHMUS U OTIPaBIAHUS BOMHEL: «ECTh 1 Apyrue, BE4HO CBe-
kue, HoBocTu: / Hampumep, 'apmonus poxxaena / Ot coro3za 6ora BOWHBI
Apes ¢ Adponutoit, / A ceHOBR Apest — [eiimoc (Yikac) u doboc
(Crpax), / Comnsie 6paths ['apmonnu — Ctpax u Yixac, / Takoe poacTBo
posuBaeT cBet...» [31]. DTO cBUAETENBCTBYET O TOM, YTO, IO MHEHHIO
1O. Mopuri, anTHYHAS KyJIbTypa U MH(OJIOTHS B MACCOBOM CO3HAHHH IO
BepraroTcs npodaHaum.

B ctuxorBopenun Jlapucsl Muinep «Ha Base jiomaaka Ha CTPOMHBIX
Horax» (2008) oTpa3uiioch BHEACTETHUECKOE BOCIIPUSITHE HCKYCCTBA, XapakK-
TEpHOE JUI1 COBPEMEHHOTO IoceTuTelns Mysees. Mcnonb3ys macky poiie-
BOI'0 repos, 03T, C OHOIM CTOPOHBI, BOCTIPOM3BOJUT HAUBHOE, XapaKTEPHOE
Uil peObeHKa CO3HAHUE, OTOXJIECTBILIONIEe HCKYCCTBO C PEabHOCTHIO,
C IPYTOH CTOPOHEI, OCTPAHSS «IY>KOE CIOBOY», OLIEHIBACT KaTacTpodude-
CKHI1 pa3phIB ¢ KyJIbTYpPOii, HETIOHNMaHHe s13bIka Muda: «Ha Base norraaka
Ha CTPOMHBIX Horax. / Jlomanaka ydacTByeT B ApeBHUX Oerax. / Jlomaska
0exut. PasBeBaercs rpuBa. / OHa HaprcoBaHa TaKk KPOnoTiuBo. / JlaBai
nepex Hero emre moctouM. / CorpeeM J0maaKy BHUIMaHbEM CBOUM. / Bensb
OeraTh u Oerath eil, OegHOM, Bekamu, / Koib Ba3a He rpOXHETCS, CTaB ye-
penkamu» [32]. Ilocneansas cTpoka, B KOTOPOl IPOCTOPEYHOE «IPOX-
HETCSD» COCEICTBYET C «UePerKaMm», MHTEPTEKCTYaJIbHO CBA3aHa CO CTH-
xoTBOpeHueM Bsiu. MBaHoBa, pukcUpys MOHMKEHHE CTaTyca UCKYCCTBA U
OTHOUICHUS K HEMY OT 0JIarOrOBEHHOT0 K TParMaTHYECKOMY: €CJIH IS 10~
9Ta Havajga XX B. OCKOJIOK JApEBHEH Ba3bl ObLT MHEMOHHUYSCKUM 3HAKOM,
CBUJIETEIBCTBOM 00 UCTOPHUHU U KYJIbTYpe, TO Ul COBPEMEHHOTO OObIBa-
TEJIECKOTO B3TJIS/IA 3TO TOIBKO «IEPEIKMY, TPYAa Mycopa, HE 3aCIiTy>KHBa-
Iol1asi BHUMaHUs U HE UMeIoLas LIEHHOCTH.

CBoeoOpa3HbIM 3aBEpLICHUEM UCTOpUM peueniuu «Opabl rpedeckoi
Baze» Kurca BeicTymaer crtuxorBopeHue A. Kymnepa «OOpsiBaroTCs
CBsI3W», BoleIee B KHUTY «O0aka BeIOMparoT aHamect» (2008). Ha3pa-
HHE MPOU3BEACHIS, MOTUBUPOBAHHOE OHOrpa)UIeCKUM KOHTEKCTOM, OT-
Pa3UBIIMMCS B CIIOBAX «1 )KUBY B TUIIMHEY, «TIYX0Tay, IPHOOpPETaET CUM-
BOJIMYECKHI CMBICI B COIIOKYJIBTYPHOM KOHTEKCTE: HOBBIH BEK OOpHIBAET
BCE CBA3M C Tpaguuuend. Ee oIMHOKUM XpaHUTENIEM U LICHUTENIEM OKa3bl-
BACTCS JIMPUYECKUI Iepoil CTUXOTBOPEHHUS M €r0 aBTOp — KaK H3BECTHO,
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JUaNior ¢ aHTUYHOM KyJbTYpOil, B LI€JIOM € TpaauLUel, 3aHUMaeT 3HaYu-
MO€ MECTO B TBOPUCCTBEC KymHepa; B TaHHOM CTUXOTBOPCHUH IOIT BCTY-
MaeT B UHTEPTEKCTyalbHbIM auanor ¢ npousBeaeHueM Kurca. CTuxorso-
pEeHHEe CTPOUTCS Ha OMIO3UIMK BHEIIHUI MUP — BHYTPEHHUNA MHp, KOTO-
past OpraHu3yeT IeNb MPOTUBONIOCTABICHHBIX MOTHBOB U 00pa30B: My3bIKE
IMOJJIMHHOTO MCKYCCTBA, KOTOpasi, HUKOMY HE€ CJIbIIIIHAaA, 3BYy4YUT B OAYLIC
JUPUYECKOT0 reposi, IPOTUBOCTOUT IPOMKas, HaBs3UMBas My3bIKa UyKOT0
BpPEMEHU. DTa OMIIO3MULUS OTCHUIAET K COOTBETCTBYIOIIEMY (parMeHTy
onsl Kurca: “Heard melodies are sweet, but those unheard / Are sweeter;
therefore, ye soft pipes, play on; / Not to the sensual ear, but, more en-
dear’d, / Pipe to the spirit ditties of no tone” («YciuslianHele MeIOAUN
CJIQJIKH, HO Te HeycibImaHHble / Cramie, M03TOMY ThI, MSTKasi CBHPEb,
MpoJoJbKaik urparh, / He yyBcTBeHHOMY CIIyXy, HO, JitoOe3Hee, / Wrpaid
nyxy 6e33By4HbIe TIeCeHKM») [24]. B moaTeKkcTe yraapBaeTcsi MBICIb O TOM,
YTO MPOUCXOAAIIEMY B COBPEMCHHOCTH O6GCHCHI/IBaHI/IIO HCKYCCTBA JIMPU-
yecKuii repoit mpoTuBornocTasisieT «Ory rpedeckoil Baze» Kurca c ee aro-
norueil kpacotel. Kak u ero npeamectBeHHuKH, KyuiHep co3maer cBOO
BOOOpaxkaeMyto KapTuHY Ha Ba3e: «Tam, mogo6Ho metenu, / Lllenectut xo-
poBog, / Pacnierarot cBupeny, / Kycr xacMmuHa nBeret. / <...> BuHorpan
co3peBaeT, / Pasropaercs mak. / 310 Kurc yremaer / B riryxore MeHs
Tak» [33]. OTo nnmIIMYeckas KapTUHA, TJ€ BCE JETANU CBSI3aHbI C MU(POM
1 00pa3yIoT IETOCTHRINA TEKCT, B KOTOPOM MBICIH O TOPKECTBE TyXOBHOMH
JKH3HH, JTIOOBH, HCKYCCTBA, TAPMOHUH 36MHOTO B HeOECHOTO (CHMBOIHYE-
CKasl CeMaHTHKa BUHOTPaJa, ’KaCMHHA, CBUPEINH, OTChutatomieit k Kurcy)
OBEsIHA 3JIETHYECKON HHTOHALMEN NPOLLaHMsl C OCTAaBLIEHCs B MEUTax yTo-
nueil npekpacHol ApKaJauu U rpycThio NPUOJIMKAIOIIErocs yXoaa U My -
PBIM ero npustueM (Mak — cuMBoII JlemeTprl, MaTepu-3emiin, KOTopas 1o-
POZaeT BCe XMBOE W MPHUHHUMAET B cebst ymenmux). He BocponsBons
MHUPOMO3THIECKYI0 00pa3HOCTh 0116l KuTca, ucmonb3ys Hanboee 3HaYH-
MbI€ PEMUHHUCLIEHTHBIE 00pa3bl, KyIiHep co3iaer ee CMBICIOBOI aHAJIOT —
Ha SA3BIKC MI/I(I)a YTBEPKAACT HEHHOCTDL JKU3HU U HEIIPECXOAALICC 3HAUCHUE
CO3/1aHHOTO B UCKYCCTBE.

Takum obpazom, ananu3 «Oxsl rpedeckoit Baze» [x. Kurca u ocmbic-
JICHUE 3TAloB ee Peleniuu B pycckoi noa3un XX — Havana XXI B. mo3Bo-
JSIET CcHeNaTh CIIEAYIONINe BEIBOAKL. B (opmMupoBanum cMmpicia mpousse-
nenust Kurca kak Xyn0)KeCTBEHHOIO LIEJI0r0 3HAYUMYIO POJIb BBIIOJIHSET
MHU(OIOTHYECKH CyOcTpaT, CBsI3aHHbIH ¢ Mu(oM 00 Anosutone. Perern-
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THBHAas uctopus «OJIbl 0 TPEUECKOil Baze» B PYCCKOU MO33UH JEMOHCTPH-
PYET MOCTENEHHYIO PEAYKIIHIO MU(POIOTHISCKUX MOTUBOB, YCHIICHUE POJIH
CyOBEKTHBHOM, 9acTO MyOJHUIIMCTHYECKOW HMHTEPIPETANNN 0O0pa3HO-MO-
THBHOTO KOMILJIEKCA Ba3bl U H300pa)KeHHs Ha Hell, ocnablieHne dCTeTruye-
CKOTO Havalia B BOCIIPHUATHH MIPOM3BEICHUHN KyIbTyphl. OOpa3 Ba3bl yTpa-
YHBACT CBOKO CUMBOJIMYCCKYIO CEMAaHTHKY, BOCXOSIIYIO K apXanuecKon
JIPEBHOCTH, U CTAHOBHUTCS «OOIMM MECTOMY, HYJIEBHIM 3HAKOM B MAacCO-
BOM CO3HAHHH.
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Vasily Zhukovsky’s works in the reception
of literary criticism of the first half
of the 19th century: To the problem statement

Vitaly S. Kiselev
Tomsk State University, Tomsk, Russian Federation, kv-uliss@mail.ru

Abstract. Reception of Vasily Zhukovsky’s personality and works in his
lifetime literary criticism still represents an insufficiently studied problem. The
article provides an overview of both the source side of the issue (critical mate-
rials involved in the analysis) and methodological approaches associated with
new directions of historical and literary research — the analysis of author’s
reputations and the formation of a national literary canon. In terms of sources
from Zhukovsky’s extensive heritage, attention is paid to only a few subjects —
an evaluation of the romantic aesthetics of the poet in general and individual
genre models (elegy, ballad, hexametric idyll, and poetic story), the role of
translations and their innovation, as well as the image of the poet’s personality
and works during the period of the controversy between Arzamas and Conver-
sations of Lovers of the Russian Word. Such selectivity takes a huge complex
of material — articles, reviews, polemical assessments, etc. by dozens of authors
on the pages of most periodicals of the era — beyond the limits of comprehen-
sion. The study of lifetime critical reception of Zhukovsky’s personality and
works against the background of the broader context of his literary reputation
opens up new perspectives. Literary historians have accumulated a large
amount of material about the writer’s activities in certain institutional spheres,
which influenced criticism. Synchronization and integration into a single pic-
ture of trends in the critical reception and evaluations of other institutional en-
vironments, thereby, becomes an urgent task for Zhukovsky studies. The second
area of methodological innovations in the field of the history of Russian criti-
cism is the study of the literary canon and the analysis of the sociocultural
mechanisms of its formation. Zhukovsky’s personality and works were canonized
very early, already at the turn of the 1830s, and, subsequently the poet’s place
in the national pantheon was not questioned. The role of lifetime literary criti-
cism in establishing such a consensus was extremely large, but has not yet been
reflected on, which makes the study of these aspects particularly relevant.

Keywords: literary reputation, Russian literature, Vasily Zhukovsky, literary
criticism, journalism
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Hctopust pycckoit IuTepaTypHOi KPUTHKH, CIIOKUBIIAACA KaK 0codas
Hay4Hasl TUCIMITIMHA B TeueHne XX B., B €€ OTEYeCTBEHHOM H3BOJIC OKa-
3aJ1aCh COCPEAOTOYEHA Ha HECKOJIBKUX BEIyILUX MPEIMETax: MPOCIeKU-
BaHUU OOPBHOBI XYJJ0KECTBEHHBIX HAIIPABJICHUI U TEYECHUH, BKIIIOYAs pe-
(breKkcHro HaJl SCTETUICCKUM METOJIOM; H3yUSCHHH KPUTHKHU B COCTaBE Kyp-
HAJINCTHAKA (MACOJIOTHH M SCTETHKH OIPEIEeIICHHOTO MEYaTHOTO OpraHa);
OCMBICIIEHIH TBOPYECTBA OT/IENbHBIX JIUTEPATYPHBIX KPUTUKOB; HCCIIEI0-
BaHUU JKaHPOB M TIOATHKH JIUTEPATYPHO-KPUTHIECKUX TEKCTOB. M3yueHue
KPUTHYECKOM peLeniuy JMYHOCTH U TBOPUECTBA KOHKPETHOIO MUCATENS
BBICTYIaJI0O NOTPaHUYHOM 30HON MEXAy COOCTBEHHO HCTOpHUEll juTepa-
TYpBI M UCTOPUEH KPUTHKH B €€ IIEPBOM acriekTe (pociekuBaHue 00pbObI
XYJ0KECTBCHHBIX HAIpaBJICHHH M Te4eHMIT). TeM caMbIM OCBETHUTH OCMBIC-
JIeHHE B KPUTHUKE TOT'O WJIM MHOT'O aBTOpa 3HAYMJIO MI0Ka3aTh, KaK €ro TBOp-
YeCTBO MHTEPIPETUPYIOT KIACCUIIMCTHI M1 POMAHTHKH, apXauCThl U KapaM-
3UHHUCTBI, CAMBOJIMCTBI U aKMEUCTHI, THOEPAIIbl U KOHCEPBATOPHI, & TAKXKe
koHKpeTHble Kputuku — H.U. Hagexxaun, B.I'. benunckuii, H.A. [1o6po-
mo60B win H.K. MuxaiinoBckui.

B pamkax momo0HOW METOJIOJIOTUH UCTOPHS PYCCKOW JTUTEpaTypHOM
KPUTHKH 1epBoid ojoBHHBI XIX B. H3y4YeHa JOCTATOYHO MOAPOOHO, XOTS
no otHoweHuo K B.A. XKykoBckoMy OCTalUCh CyIIECTBEHHbBIE JaKYHBI
KaK B IUIaHE MPHUBICYCHHOTO MaTepualia, TaK W B IJIaHE MPOOJIEMATHKH.
Tak, B 60JBIIMHCTBE PabOT, TOCBSIIEHHBIX HCTOPHH HATIPABICHHI U TeUe-
HUIl pyccKoil KpUTUKHU 0T «OYepKOB IO UCTOPUU PYCCKOU KYPHAIUCTUKU
U KpuTHKW» [1] 10 «O4epKOB UCTOPUHU PYCCKOM TUTEPATYPHOH KPUTHKH.
T. 1 (XVIII — nepBas gerBeptp XIX B.)» [2], mms B.A. XykoBckoro
HEU3MEHHO MPHUCYTCTBYET B KOHTEKCTE MOJEMHUK O CEHTUMEHTaJIU3Me U
POMaHTHU3ME, TPOTUBOCTOSHUS apXauCTOB U KAPAM3WHUCTOB, TCHIICHITUI
JIEKaOpPUCTCKOW KPUTHUKH, TIO3UIIUN KPUTHKOB «TOPTOBOT'O HATPaBIICHUS
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¥ TYIIKUHCKOTO KpyTa, kKoHuenui B.I". benurckoro, a 3arem 60pb0ObI 3a-
MaHUKOB U CIaBIHO(UIOB. B TOM ke KauecTBE NTUYHOCTH U TBOPUYECTBO
B.A. JKykoBckoro ¢urypupyoT BO MHOKECTBE TPYIOB, HOCBSIICHHBIX
KPUTHKE OTJENbHBIX HAIIPABIEHUH U TPYIII, IeYaTHBIX OPTaHOB, KOHKPET-
HBIX JINTEPATYPHBIX KPUTUKOB [3—12]. Mex1y TeM BO BCEX YNOMSHYTHIX
U MHOKeCTBe Apyrux padot B.A. )KyKkoBckuii BEICTYNIAeT JIUIIb OJHUM W3
MepcoHaXkel KpUTUUECKOH peduiekcu, HO B LIENbHYIO0 KapTHHY peLenus
€ro JIMYHOCTH U TBOPYECTBA B MPHKU3HEHHON JIUTEPaTypHOU KPUTHKE HE
ckiajpiBaercs. 13 ero odmmupHoro Hacneaus 1797—1852 rr. BHUMaHHE yjie-
JsieTca TOJIBKO HECKOJIBKUM IpeIMeTaM — OLlEHKE POMaHTHYECKOM 3cTe-
TUKH T103Ta B LIEJIOM M OTJIENIbHBIX KaHPOBBIX MoJienel (amerun, 6aiiaibl,
reK3aMeTPUIeCKON MANIINN U CTUXOTBOPHOH TIOBECTH), POJIM EPEBOAOB
1 X HOBaTOPCTBY, a Taloke 00pa3y JINIHOCTH 1 TBopUecTBa B.A. JKykoB-
CKOTO B IIepHOJ NONeMUKH «Ap3amaca» u «becensl nmoduTeneit pycckoro
cioBay. [TogoOHast M30MPaTENBHOCTh BBIBOJUT 32 MPEAEIBl OCMBICICHUS
OTPOMHBIM KOMIIJIEKC MaTepualia — CTaTbU, PELIeH31H, OJIEMUYECKHUE OLIEHKU
Y MHbIe MyOJIMKalKUU IECATKOB aBTOPOB Ha CTpaHHUIaX OOJBIIMHCTBA Ie-
puoandeckux usganuil snoxu («BectHuk EBpomnsl», «/lamckuit xxypHaim»,
«Armnas», «CeH oTeuecTBa», «AMpuony, «bmaronamepennsiity, «Ilomsp-
Has 3Be3a», «CeBepHble IBETH, «MHeMo3uHa», «MOCKOBCKUH Tene-
rpad», «MocKoBCKHI BECTHUKY, «EBporneer», « Teneckomy, «bubnuoreka
JUIst aTeHus», «Pyccknit maBamuny, «Jluteparypnas razera», «CeBepHas
myena», «MockoBckuil HaOmomarensy, «CoBpeMeHHUK», «OTedecTBeH-
HBIC 3aIUCKI», «MOCKBUTSIHUHY U Ap.). [lokazarenem HecdokycupoBaH-
HOCTH MOXXET CIY)KUTh U OTCYTCTBHE KOMILUIEKCHBIX HAYUYHBIX TIEpen3/a-
HUN KPUTHUYECKUX padoT, mocBsimeHHbIX B.A. JXXykoBckomy, 0coOeHHO
YYBCTBHUTEIHFHOE Ha ()OHE COBPEMEHHBIX aHTOJIOTHIA «[IyIIKUH B MPHKH3-
HenHo kputuke» [13], «H.M. Kapamzun: pro et contra» [14], « M.IO. Jlep-
MOHTOB: Pro et contra» [15], «<H.B. I'oroxs: pro et contra» [16].

Hapsany ¢ HanmuuneM MCTOYHUKOBOM M MPOOIEMHOM JIaKyHBI B OCMBIC-
JICHUH TIPYKU3HEHHON KPUTUYECKOW Pelerui JIMYHOCTH U TBOPYECTBA
B.A. )KyxoBckoro B mocienHee miTHaIaTHIeTHe 0003HAYNIIACH H JTAKYHA
Metomonorndeckas. OHa cBs3aHA C MPOHUKHOBCHHEM B C(epy HCTOPUU
JUTEPATYPHON KPUTHUKHU ABYX B3aUMOCBS3aHHBIX METOAOJIOTUH, MIIYIIUX
13 cepbl COIMOIOTHH JINTEPATYPHI.

IlepBast — u3ydyeHre aBTOPCKUX PeMyTalUil Kak MHTErPaJIbHBIX OLEHOK
MUCATEIbCKON CPeJlbl, YNTATENbCKON ayIUTOPHH M KPUTUKUA. DTO YBOJUT
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OT COCPEIOTOYCHHOCTH Ha BOMPOCAX TOJIBKO ICTETUKH, HIOCONOTUH FUIH
MOSTHKHU B cepy Ooree MUPOKOro KOHTEKCTa UX OLIEHKH B IpoIecce Co-
OUATBFHOTO (PYHKIMOHUPOBAHUS CIIOBECHOCTH.

CHCTEMHYIO TEOPETHUECKYIO pa3pabOTKy (PeHOMEH IUTEpaTypHOU pe-
MyTalUuy TOJIYYHII B paMKaX COIIMOJIOTUH JIUTEPATYPHI, T€ CIOKHUIOCH J1Ba
noaxoza. [lepBolit onupaeTcst Ha KOHUEMIUIO JUTepaTypHoro nosis [Isepa
Bypane («ITome nurepaTtypsi») [17], cormacHO KOTOpO# MTeparypa siBisi-
€TCsl CUCTeMOU Mo3uIuii (posieit), onpeaensromux rabutyc (Habop cueHa-
pHUEB TOBENEHUS) KOHKPETHBIX aKTOPOB. Llelbl0 akTOpPOB BBICTYIAIOT
HaKOIUICHHE U TIpepaclpeieNicHIe [IEHHOCTHO-CHMBOJIMYIECKOTO KaIlnuTaa,
KOTOPBIH, B CBOIO O4Yepeb, MO)KHO OOMEHATh Ha KalluTall MaTepUaIbHBINA
WM BiIacTHBIA. OObeM HAKOIIEHHOTO aKTOPOM-TIHCATENIEM CUMBOJIMYECKOTO
KaIuTaja U 3aKpeIUnIeTCs B TIPEICTABIICHUH O €T0 JINTEPaTypHOH pemyTa-
ouH. 3HaAYMMOU MapauIesbio 3/1ech BricTymaeT konmenust FO.M. Jlormana
(«JInteparypHas 6uorpa¢usi B HCTOPHKO-KYIBTYPHOM KOHTEKcTe») [18],
AKIICHTUPOBABIIECTO PEICTITHBHBIA acIeKT (CHCTEMa YHNTATENbCKUX BOC-
MPUATHIA) B (OPMUPOBAHUH 00pa3a MUcaTelNs B ONpPEACICHHOM KYIbTYp-
HOM IIPOCTPAHCTBE.

A.N. Petitonar, b.B. Ily6oun u JI.T'. ['yAKOB TIpe/UTOXKHIH UHOH ITOIXO0]]
K IIpo0JieMe uTepaTypHOi permytarun. OHA COCPEOTOUMINCE, B OTINIHE
ot bypabe, 3anHTepecOBaHHOTO UMMAHEHTHBIM aHAJIM30M JIUTEPATyPHOTO
HOJISI, Ha 00J1acTH OOIIECTBEHHOTO PETYIMPOBAHMS JINTEPATyPHI Yepe3 HH-
CTUTYTHI — OPTaHU3AIIOHHO OOBEKTHBUPOBAHHBIC INTEPATYPHBIC TTO3UIIHN
(Tpymmbl KyJIbTYPHBIX AJIUT, MHUIIUUPYIOIIUX POU3BOJICTBO TEKCTOB M UX
NOTPEOISFOINX, U KaHAIBl KOMMYHHUKAIMH (OMOIHOTEKH, KHUTOU3/IaHuE,
Menua), 3aalolIre YCIOBUS IUPKYTUPOBaHIS TEKCTOB). B paMkax momo0-
HOT'O TI0/IX0/1a Ha CTaHOBJIEHHE MHCATENILCKOM peryTalui OKa3bIBatoT BIMs-
HHE HE TOJILKO OT/CbHBIC KOHKPETHBIE aKTOPBI, HO U IIEJIOCTHBIC HHCTHTYTHI,
TOJIEPXKKOH M pecypcaMH KOTOPBIX OKa3aJiCsl CIIOCOOHBIM BOCITIONB30-
BaThCS JTUTEPATOP.

[Mpu Hanmuuuu cHOPMHUPOBABILEHCS METOJOJOTHN HU3YYEHHUS JIMTepa-
TYPHBIX pPeIyTaluii B HCTOPUKO-TUTEPATYPHOM e¢ IIPIMEHEHNH Ha MaTe-
pHaie KJIaCCMYECKOM PYCCKOW JIMTepaTyphl CYIIECTBYIOT 3HAUMTEIbHbIC
naxkyHbl. Tak, pabOThbI 0 JUTEPATYPHBIX PEMyTalHsIX 30JI0TOTO BEeKa €/Iu-
HUYHBI ¥ COCPEIOTOYMBAIOTCS OOBIYHO Ha OJTHOM akTope. OOpas3imomM Mo-
ryt BeicTynuTh kHura I1. Jle6pemenu “Social Functions of Literature:
Aleksandr Pushkin and Russian Culture” [19] u crarbs A.W. PeiitOnara
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«Kax Ilymkun Beimen B reHun (O nurepatypHoi penytauuu Ilymiku-
Ha)» [20], MOCBsIIEHHBIE, C OJTHOW CTOPOHBI, CO3HATENBHBIM CTPATETHiAM
auTeparypHoro nosenenus [lymkuHza, a ¢ Ipyroi — perenuuu ux pasiaud-
HBIMH YHUTaTEJIbCKUMU Tpynnamu. EjBa M He €IWHCTBEHHBIM OIBITOM
Pa3sHOCTOPOHHETO AHAIN3a WHCTUTYIMOHAJIBHBIX CTOPOH MAESTEIbHOCTU
PYCCKOTO JHUTEepaTOopa Ha CErOTHSIIHIN AeHb sBisieTcst kuura AWM. Peiit-
6nara «®anneit BenenukroBuu Bynrapus: uaeosnor, xKypHaIUCT, KOHCYJIb-
TaHT CEKPETHOM MOIULUU: CTaThbU U MaTepuansl» [21]. U3 apyrux sHauu-
MBIX OITBITOB MOXHO BBIJIENUTH padoTel M.b. Cenesnena («JIutepatypHas
penyranus @.B. bynrapuHa B JUTEpaTypHO-ICTETUYECKHX ITHCKYCCHUAX
1820-1840-x ronos» [22]), H.H. Kparouixunoii («JIuteparypHas pemyra-
st A.C. [lymkuna B 1830-e roxsn» [23]), M.B. Tpynuna («Jlurepatypras
perrytanmst M.H. Jloarunosay [24]), H.B. [Tonosa («H.E. Crpyiickuii
npodneMa nmurepatypHoil pemyrammum» [25]), U.1O. Bununmnkoro («I'pag
Capaunckuii. IMuTpuii XBOCTOB H pyccKas KyJabTypa» [26]).

N3ydenne npuxu3HEHHON KPUTHYECKON PELENINUH JIUYHOCTA U TBOP-
gectBa B.A. JKykoBckoro Ha (oHe Goiree MIPOKOT0 KOHTEKCTa €ro JIUTe-
paTypHOIl permyTanuy OTKphIBaeT HOBbIE NMEPCHEKTUBLI. McTopukaMu iau-
TepaTypbl HAKOIUICH OOJBIION MaTepHall O AESTEIFHOCTH ITHCATEINS B OT-
JETBHBIX MHCTUTYIUOHANBHEIX c(epaX, BIMABIIMNA HA OLECHKHA KPUTHUKU
(Hampumep, IpU3HAHUE TIPH JBOPE, NOJDKHOCTH BOCIIUTATENS IieCapeBUya,
Ipyk0a ¢ MHOCTPaHHBIMH KyJIbTYPHBIMHU AEATEISIMH, OJU30CTh K Pa3HBIM
JUTEPaTyPHBIM TPYIIaM, YCIIeX Y YUTaTenen aerui, oamian wia «Ilera
BO CTaHE PYCCKHMX BOMHOBY»). CHHXPOHH3AIMS M CBEJCHHE B €AUHYIO Kap-
TUHY TSHICHIMIA KPUTHIECKON PELSTIIIUY 1 OLIEHOK WHBIX HHCTUTYIIHOHAb-
HBIX CpeJl TEM CaMbIM CTAHOBHUTCS aKTyalbHOM 3aJauel )KyKOBCKOBEIEHHS.

Bropas cdepa METO0IOTMYECKUX HOBAILMK B 001aCTH UCTOPHU PycC-
CKOHM KPHUTHUKH — 3TO U3YUEHHE JIUTEPATypPHOTO KAHOHA, aHAIN3 COLMOKYIb-
TYPHBIX MEXaHU3MOB €r0 (popMupOoBaHHs. BriIroueHre Wi HEBKITIOYCHUE
OIpE/IeTICHHOr0 aBTOpa WM MPOU3BEACHHS B HALIMOHAIBHBIA JINTEpaTyp-
HBII KaHOH TaKKe ONPEEIseTCsl HE TONBKO 3CTETHYECKUMH PUUUHAMH,
HO ¥ PacCTaHOBKOH cHJI B O0ph0Oe ITUTEepaTypHBIX TPYIII, BEABATAIONINX
CBOU MOJIETIH JTUTEPAaTYPHOrO MAaHTEOHA, MTOTPEOHOCTIMHU HALMOHAIBHOTO
WIN MMIEPCKOTO KYJNbTYPHOTO CTPOUTEIBCTBA, 33JadaMH IEAaroruye-
CKOTO (IIpenoAaBaHie JINTEPATYPHI B IIKOJIEC W YHUBEPCUTETE) WM HAYU-
HOTO XapakTepa (BbICTpaUBaHHUE ONPEIEIeHHOW BEpCUU UCTOPUN HALUO-
HaJIBHOI uTepatypsl). IIpobiema pycckoro IMTepaTypHOTo KaHOHA Obla
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mocrasnena Jx. Bpykcom (“Russian Nationalism and Russian Literature:
The Canonization of the Classics”) [27]. CoBpeMeHHbBIE OTE€UECTBEHHBIE HC-
CIeJOBaHMS MOAOOHOTO IIaHa OOpaIaloT OCHOBHOE BHUMAaHUE HA KOHKY-
PEHIIMIO SCTETUYECKHUX MIPOrPaMM U HEPAPXUIO IUTEPATYPHBIX aBTOPUTETOB
B pasHele snoxu (B.M. JKusos, M.IO. bepr, A.W. Peittonar, M.JI. Maiio-
¢uc). B nocrnennee necATwiIeTHE TapTYCKHE yUCHBIE PEAM30BAIN DS
IIPOEKTOB, KACAIOLINXCSI PyCCKOTO JIMTEPATYPHOIO KAHOHA U POIIH OTAENb-
HBIX HHCTUTYTOB B ero opmupoBanuu [28-30].

Mertoomorus mof00HBIX H3yUEHHH eIlIe TOJIBKO pa3pabaTeiBacTcs, me-
pecekasich ¢ MOMCKaMHU B 00JIaCTH MCCIIENOBAHHS HCTOPHICCKOH HaMSITH |
U MEMOPHUAJIBHOM KyJbTypsl. JInuHOCTH M TBOp4ecTBO B.A. JKyKkoBckoro
MOJIBEPIIINCH KaHOHU3AMU OYEeHb PaHo, ke K pyoexy 1820-1830-x rr.,
u a0 nepuoga 1930-1950-x rr. MecTo Mmo3Ta B HAITHOHAILHOM MAaHTEOHE
He NOoJBEpranochk COMHEHHI0. CTOMIb 3k€ OBICTPO OH B HETO U BEPHYJICS yKe
K 1960-1970-Mm rr. Ponp mpiKku3HEHHON IUTEpaTypHOH KPUTHUKHU B yCTa-
HOBJIEHHUH MTOJJ0OHOTO KOHCEHCYCa ObliTa Ype3BBIUaHO BETHKA, OJJHAKO JI0
CHX IOp He 0Tpe(IeKCUPOBaHa, YTO MPUIAET 0COOYI0 aKTyalbHOCTh U3Y-
YEHUIO 3THX ACHEKTOB.

Pemennro 1aHHBIX 33724 NOCBSAILEH IPOEKT TOMCKUX YUEHBIX, TOJAEP-
skaHHbI TpanToM PH® Ne 24-18-00386 «cTopust pyccKoii TuTepaTypHOi
KpuTHKH iepBoi nonoBuHbl XIX Beka: B.A. XKykoBckuii B IpU>KU3HEHHOH
KPUTHYECKON perenim». MeToI0I0rus IpoeKTa NMEEeT MEKANCIUILIN-
HapHBIN XapaKTep U MPEIonaraeT CHHTE3 TpeX MoaxooB. [1epBbli sBIIA-
eTcs TPaAUIMOHHBIM AJIsl OTEYECTBCHHONW BEPCHH UCTOPUH PYCCKOIl JHTe-
paTypHOH KPUTHKH M HalleJIeH Ha IOCJIeI0BAaTEIFHOE XPOHOIOTHIECKOE
MPOCIISKUBAHIE XOAa KPUTHUECKUX pe(IeKCHI BOKPYT TUIHOCTH B TBOP-
4ecTBa nucarelis Ha poHe OOPHOBI XyI0KECTBEHHBIX HalpaBJICHUMH, Tede-
HUH 1 JIUTEPaTyPHBIX TPYIII, a TAKKE MeYaTHBIX OPTaHOB (XKypHAJIOB, Ta3eT,
QJIbMaHAaXOB) M OTAENBHBIX JINTEPaTypHBIX KPUTHKOB, BKIIOYast oOpare-
HHE K )KaHPOBBIM aCHEKTaM U IIO3TUKE aHATU3UPYEMbIX TUTEPATyPHO-KPH-
THUYECKUX TEKCTOB. IlorpyxeHue B MpoOJIEeMbI 3CTETUUECKOTO XapakTepa
CONPOBOX/IAE€TCS B paMKax IPOEKTa M3ydeHneM Oojee MHpoKoro (eHo-
MEHa JIUTepaTypHO! permyTaluu aBTopa, KOrjaa Ta WM UHas KpUTHYecKast
pediexcus o ero IMYHOCTU U TBOPUECTBE PACCMATPUBAETCS KaK IOATOTOB-
JICHHAsI ¥ COIPOBOKAAIONIASCS MPEABIIYIIeH OIIEHKOW CO CTOPOHBI MTHCaA-
TEJIbCKOr0 COOOLIECTBA, BOCIPHUATUEM pasHbIX IPYINI YHUTAaTeNel, MoA-
JIEP>KKOI T HEOMOOPEHHEM areHTOB U3 UHBIX HHCTUTYLIMOHAIBHBIX CPET]
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(HampuMep, BIIACTH WM LIEPKBH). Y CTAHOBKOW HCCIICIOBAHUS SIBUTCSI BHU-
MaHHE He TOJIBKO K MIePCOHAIBHBIM CTPATETUSM aKTOPOB-KPUTHUKOB B TUIAHE
IepepacipeieIeHIsI CHMBOJIMIECKOTO KaliTana aBTopa, HO U K MEXaHM3-
MaM HHCTUTYIHOHAJIbHOW CENCKIMU IOJOOHBIX MHEHHHA M CTpaTeTHid.
Hakoner, TpeTbeii cocTaBstomIe METOJOIOTHH IPOEKTA BHICTYIIAET YUET
IporeccoB (OPMHUPOBAHMS HAIIMOHAIBHOTO JMTEPATypHOIO KaHOHA, KO-
IJIa CHCTEMa YaCTHBIX OLCHOK B KPUTHUKE U CO CTOPOHEI ar€HTOB MHBIX JIH-
TEepaTypHBIX MHCTUTYLMH Ha OMNpEAETIeHHOM JTale TpaHchopMupyercs
B KOJUICKTHBHBIA KOHCEHCYC TI0 TIOBOAY MECTA IHCATEN s B HALIMOHAIEHOM
MIaHTEOHE.

Creru¢uka HOCTaBICHHBIX 33/4a4 ONPeEIsIeT 60JIee YACTHBIE ACTIEKTHI
Mmetonosorud. IlepBast ycTaHOBKA HCCIIETOBAHUS — MAKCUMAIBHO TTOJTHOE
BBISIBJICHUE MCTOYHUKOB, OTPA3UBIINX KPUTHUECCKYIO PEIETIIINIO TMIHOCTH
u TBopuectBa B.A. JKykoBckoro. IHCTpyMeHTapwHii TpoeKTa B 310 cepe —
Ooubnmorpaduyeckue U apXUBHbBIC Pa3bICKAHUSA JTOKYMEHTOB, OITyOJIHMKO-
BaHHBIX B XKypHaJax, ra3eTax ¥ albMaHaxax ImepBoi mojioBuHbl XX B. nim
OCTaBIIUXCS B PYKOIUCSX: INTEPATYPHO-KPUTHICCKAX CTATEH, PELCH3HH,
MOJIEMUYECKUX BBICKAa3bIBaHUH, 0030pOB W T.I. 3HAUMTENbHAs UX YacTb
ObUIa BBIIBJIEHA IIPH KOMMEHTATOPCKO moaroToBke «IlomHoro cobpanmst
counHeHni u nucem» B.A. XykoBckoro B 20 ToMax, oCyIIeCTBIIEMON
yrieHaMH Tipoekta. OOHapy>KeHHbIE NCTOYHUKH OJBEPTHYTCS CHCTEMATH-
3aIUH, ONHMCAHNIO, KOHLENTYaJIbHOMY OCMBICIICHHIO M OyIyT HOATOTOB-
JICHBI K HAYIHOH KOMMEHTHPOBAHHOH ITy OIMKAITHH.

Bropas MeTomonornueckas yCTaHOBKA IPOEKTA — PEKOHCTPYKILIUS OIS
WHIMBHUYaJbHBIX W TPYNIOBBIX PELENIiA MUCATeIhCKOT0 coolIiecTBa
nepBoit momoBuHBI XX B., OKa3aBIMIUX BIMSHUE HA JTUTEPATYPHYIO PEy-
taiuio B.A. XykoBckoro. 9to onpeznenser odpaiieHiue K HHCTPyMEHTa-
PHUIO PEIENTUBHBIX HM3YYCHHUH, HAIEJICHHBIX Ha PEKOHCTPYKIMIO OIS
KYJIbTYPHO-UCTOPHUYECKUX OOCTOSATENILCTB, OMOrpad)nIeckoro KOHTEKCTa,
MHUPOBO33PEHUYECKUX U ICTETUUECKUX YCTAaHOBOK, MOBJIUBIIMX Ha Xapak-
Tep MHIUBUAYATbHON WM TPYNIIOBOM PENETNU JUYHOCTH U TBOPUYECTBA
B.A. XKyxkosckoro. KpoMe TOro, oOmHMpHBIA KPYr KOHTAKTOB MHCATEIS
(HECKOJIBKO THICSY IIEPCOH) HE TI03BOJISIET IPUBIIEYb a0COIIOTHO BCe (PAKThI
pELeNIUU U JOJKEH COIIPOBOXKIAThCS KAaK OIICHKOM CpaBHUTEIBHOM 3HA-
YUMOCTH (BIHUSTEILHOCTH) MHEHHI OIPENICIICHHOTO JUIa B (hOpMUpPOBa-
HHUH TIPKU3HEHHOH pemytanu B.A. JKykoBckoro, Tak U cocpemoToue-
HHUEM B MIEPBYIO OUYepe/b Ha KOMILJIEKCE «CHIBHBIX» (QUTY.
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TpeTps ycTaHOBKA MPOEKTa — MHCTUTYLIMOHAJIbHAS — OIIPENesieT yueT
COCTOSIHMS POJIEBBIX B3aUMOJICHCTBUN B paMKaX KOHKPETHOM HHCTUTYLIMU
U NIEPCIIEKTUBEI ee BooLu. Ha 3ToM ypoBHE HHIMBHLyalbHbIE PELEH-
LIUU [TOJIBEPTalOTCs CENEKIMH 110 ONPEAETICHHBIM CLICHApHUSIM U aKKyMYJIU-
PYIOTCS B KOJIEKTUBHOE MHEHUE, 33/1a10I1ee CTATyC JIUTEPaTOpa B JAHHOM
cdepe. 3aech TpedyeTcs Kak peKOHCTPYKIIHS MEXaHU3MOB OIICHKH BHYTPH
KaX/10M OT/IeJIbHON MHCTUTYLIMH, CYIIIECTBEHHO Pa3HSALMXCS APYT OT ApYTa,
TaK U BBIBEJCHUE CHHTETUYECKOT0 UTOTa M3 B3aUMHOI'O HAJIOXKEHUS CETU
HMHCTUTYIIMOHAIBHBIX OIIEHOK.

Haxomnen, yeTBepTas ycTaHOBKa IIPOEKTa HalleJMBAaeT Ha I1OCJIEA0Ba-
TEJIbHOE XPOHOJIOTHYECKOE MPOCIEKUBAHUE XOAa KPUTUUECKUX pediek-
CH BOKPYT JINYHOCTH M TBopuecTBa B.A. XKykoBckoro Ha ¢oHe 60pbOBI
XYZI0)KECTBEHHBIX HAIIPABJICHUH, TCUCHHH U JINTEPaTypPHBIX TPYII (Kapam-
3UHHUCTBI, aQPXaUCThI, JEKaOPUCTHI, «TOPrOBOE HAIPABIICHHUE, ITYIIKUHCKHUMA
KPYT, 3al1aIHUKH, CIaBIHO(WIIB), a TAKXKE IIEIaTHBIX OPraHoB (3KypHAJIOB,
ra3er, albMaHAXOB) U OTJACIBHBIX JTUTCPATYPHBIX KPUTHKOB, B TOM YHCIIE
MHOCTPAHHBIX (HEMEIKUX, HTATBTHCKHUX 1 (PPaHITy3CKUX), BKIFOYas 00pa-
IIEHHUE K JKaHPOBBIM aCIEKTaM U IO3TUKE aHATU3UPYEMBbIX JIUTEPaTypHO-
KPUTHYECKUX TEKCTOB B €70 COOTHECEHHH C OOIIIMHI MEXaHI3MaMH JICTHTH-
Malui ¥ KaHOHU3ALUHU B PYCCKOM CIIOBECHOCTH MepBOH mosioBUHBI XX B.

Taxum 00pa3zoM, B X0JIe peau3alny NpoeKTa OyayT JOCTUTHYTHI Clie-
IOyIOIINE Pe3yNbTaThl. BO-TIEPBBIX, BIIEPBHIC MOIBEPTHYTCS CHCTEMHOMY
W3YyYEHUIO CTAHOBJICHUE U IBOJIIOLUS IPHKU3HEHHOM N1 CcaTeNbCKOM perry-
taruu B.A. XKykoBckoro (10 HacTosAIIero MOMEHTa BHUMaHHE YIeIsIoCh,
CKopee, TOCMEPTHOM PeleNINH ero IMYHOCTH 1 TBopuecTBa [31]). Bo-BTO-
pBIX, nuddepeHITpOBaHHOMY PaCCMOTPEHHUIO BIIEPBBIC TIOABEPTHYTCS HE
TOJIBKO OLIEHKH OTJEJbHBIX JHIL, HO MEXaHU3Mbl HHCTUTYLIMOHAIBHOM Ce-
JICKIMH TTOOOHBIX MHEHHUH, B TOM YHCIIE KOJUICKTHBHBIX aKTOPOB: «IIEX0-
Bash» PEIeIIHs MHCATEeThCKOTO COOOIIECTBA, POJIb KYyPHATIHCTCKON U KHHU-
TOU3/aTEeNbCKON Cpefibl, IPUABOPHOIO KPYra U BIACTHBIX ar€HTOB, a TAKKE
WHOHAIIMOHANBHBIX aBTOPOB. B-TpeThuX, Hay4yHOMY cOO0OIIEecTBY Oyaer
IIPEJCTABIEH HOBBIM TOKYMEHTAJIbHBIA MaTepual: MeyaTHble U apXHUBHbIE
UCTOUHHKH, OTPa3UBLIME (AKTbl KPUTUYECKOH pPEUENLUU JUYHOCTH U
TBOpuecTBa B.A. JKykoBckoro (crarbu, peLieH3UH, MOJIEMUIECKIE OIIEHKN
U WHBIE MyOJUKalny B XypHaIaX, Ta3eTax M albMaHaxax IepBOH Mojo-
BuHBI XIX B., pykormcu). OHU OyAyT CHCTEMAaTU3UPOBAHBI, KOMILUIEKCHO
OCMBICIICHBI U OIyOJIMKOBAaHBI. B-4eTBEpTHIX, MCCIIEAOBAHUE IO3BOJNUT
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C/IeNaTh BEIBOABI 00 OOIIMX MEXaHU3Max JUTEPaTyPHOU JICTHTHMAIMH U
KaHOHM3AIIUU B PyCCKOH CIIOBECHOCTHU TiepBOii monoBuHbI XX B.
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AHHOTAINUA. AHAIN3UPYIOTCS PELEIHs MyCYJIbMaHCKOTO MHpa B BOJDK-
ckoM TpaBesiore XIX B. ¥ o3THKA Iepeiauu TaTapcKoro B €ro pa3HooOpa3HbIX
PEIMTHO3HO-KYIBTYPHBIX TPOSIBICHUSX. HOKYIbTypHas penpe3eHTalus
HpeJCcTaBIeHa ONMCAHUEM YKJIaa )KM3HH, PETUTHO3HBIMHU NPa3JHUKAMU U 00-
psIaMH, MCTOPHYECKUMH 3KCKYPCaMH, CONPOBOXKAAIOIIMMHUCS JIOKAIBHBIMU
MH(OIOTHYECKUMH NPeIaHUAMHU. TEKCT PeTUTHO3HBIX NPOMOBEICH U SIUIpa-
(budeckux HaamMCeH, NepealolX OHTOJIOTHYECKUE PEICTABICHHUS MyCYJIb-
MaHHHa 0 bore u genoBeke, — o7Ha U3 GOPM XyI0KECTBEHHOH PETPAHCILIIIUH
TaTapCKOTO B TPABEJIOTE.
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of the 19th century, represented by a large layer of literary text. “A journey
along the Volga” in its temporal development is represented by works of
M.1. Nevzorov, A.F. Voeikov, P.P. Svinin, A.A. Potekhin, A.N. Ostrovsky,
G.P. Dem’yanov, A.F. Pisemsky, S.V. Maksimov, F.D. Nefedov, V.I. Manenkov,
V.G. Korolenko, N.Yu. Yushkov, G.G. Moskvich, K.K. Sluchevsky, N.P. Bogo-
lyubov, G. and N. Chernetsov, V. Sidorov, K.P. Pobedonostsev, Vas.Iv. Nemi-
rovich-Danchenko, A.A. Korinfsky, A.P. Valueva, V.V. Rozanov, and many
others. The reception of the foreign in its various religious and cultural mani-
festations is one of the narrative strategies of the Volga traveler. The Muslim
(Tatar) as a different religious tradition, as a special characterology of Russian
reality, attracted Russian writers’ attention. The realities of the Muslim world
of the Volga are conveyed in the travelogue, such as the Tatar way of life; the
originality of “Mohammedanism”; customs and holidays — Ramazan, Kurban,
“Gala Night”; the history of the “Bulgar kingdom”; Tatar legends. The autochthon
is represented in the Volga travelogue as a ritual culture, religious and mytho-
logical beliefs, and local folklore. Nevzorov’s Journey to Kazan, Vyatka, and
Orenburg in 1800 conveys the peculiarities of the Tatar way of life: family
relations, Muslim ritual culture (wedding and funeral), the originality of the na-
tional dress and cuisine. The codifier of ethnicity is the religious experience of
the people; a significant part of the narrative is associated with the confessional
aspects of life: the transfer of religious paraphernalia, worship. The transfer
of Muslim texts creates an idea of a different faith in its fundamental points:
the writer acquaints the Russian reader with “Mohammedanism” in its definite
codification — prayer, sermons, grave inscriptions. In the creative reception
of the non-Russian, Nevzorov refers to the national word (“Tatar-Arabic”),
which together with other elements of ethnic identity conveys the Muslim con-
stants of life. Svinin’s Pictures of Russia and the Life of Its Diverse Peoples
reflects the reception of Tatar epigraphic inscriptions; the author focuses on
the religious and philosophical attitude of the believer — the constant presence
of the thought of the omnipotence of God and the inevitability of the judgment
day. Mythologems of national consciousness, Tatar legends contribute to the
creation of a vivid image of the Muslim world. In the poetic system of trave-
logues by Bogolyubov, Monastyrsky, Dem’yanov, Korinfsky, and Valueva,
significant are Tatar legends about the construction of Kazan and the winged
snake Zilant, the sacrificial gift, the Bulgar kingdom, the Court of Justice and
the khan’s daughter — the “heavenly guria”, and the life of the Tatar queen
Sumbeka.

Keywords: Volga travelogue, Muslim world, Tatar legends and worship,
epigraphic inscriptions
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Bomxkckuit TpaBenor Kak CTpyKTYPHO-XYA0KECTBEHHAST MOAU(DUKAITHS
IIyTEBOTO OYEpKa — 3aMETHOC SIBJICHUE B PyCCKOM JIUTEPATYPHOM IIpoIiecce
XIX B., IpeacTaBIeHHOE OOJBIINM KOJUYECTBOM Mpou3BeneHui. «Ilyre-
mecTBue 1Mo Boire» B TMHAMHKE BPEMEHHOI'O Pa3BUTHS PENPE3EHTUPO-
BaHO counHeHusaMu M.M. Hezoposa («IlyremectBue B Kazans, Batky u
OpenOypr B 1800 roxy»), A.®. Boeiikoa («IlytemectBue uz CapenTsl Ha
pa3Banunsbl Lleppu-Capas, OpiBiIel cTonuubl 3om0Toi Opask»), A.A. Ilo-
texuHa («Ilyts o Bonre B 1851 roay», «C Betiyrm»), C.B. MakcumoBa
(«Kynp xnmeba u ero noxoxaenus»), A.H. Octposckoro («IlyTtemectsue
o Boure ot mctokoB 10 Hukaero Hosropomay), @.J1. Hedbenosa («OTHO-
rpaduueckye HaOMIOACHUS Ha ITyTH 1o Boire u ee mputokamy»), B.M. Ma-
HeHkoBa («[ToBomkckue ouepkm», «Ha Bonrey), H.I1. boronrobosa («Boira
ot TBepu g0 Actpaxanm»), B. Cumoposa («Ilo Poccun. Bonra. ITyreBsie
3aMeTKH U BrieyaieHus ot Bangasa no Kacous»), H.®. FOmkosa («Ha mytu.
Ouepku u Habpocku oT Kaszanu nmo ILlapunsinay), I'. u H. UepHenoBsix
(«ITytemrectBue o Bomnre»), M.U. CemeBckoro («Ot TBepu 10 AcTpaxanmy),
K.II. ITobemonocnesa («I[Ircema o myTeniecTBUM rocyqapsi HacIeAHUKA Iie-
capeBuya 1o Poccum»), B.I'. Koponenko («B mycTeiHHBIX MecTax. U3 mo-
e3nku 1o Bernyre u KepxkeHity»), A.®. [Tucemckoro («IlyTeBbie ouepkun»),
K.K. Cayuesckoro («Buuz no Bonare»), Bac.IB. Hemuposuya-/lanuenko
(«Benukas peka: KapTHHA U3 XU3HU U Opupobsl Ha Bonrey), A.A. Kopund-
ckoro («Boura. Cka3anusi, KapTHHBI U 1yMbD»), A.I1. Bamyesoii («I1o Be-
JIUKON PYCCKON peKke: OYepKH M KapTHUHBI [[0BOIKBS») 1 MHOTUX-MHOTHUX
JIpYyTHUX.

Tpasenor npuBieKaeT BHUMaHHE COBPEMEHHBIX HCCIIeoBaTeIeH Kak
B €0 IIMPOKOM BPEMEHHOM TOIOTpaHUIECKOM M CFOXKETHOM Jinarnasone [1],
TaK ¥ B PETHOHAILHOM MPOSIBIICHHH — «YpanbCKom» [2], «TBepckom» [3].
Bomxkckunii TpaBenor Kak HENIOCTHAasl CTPYKTYPHO-KaHPOBas AeHUHHUIINS
He ObLT 00BEKTOM CIIEIUAIEHOTO PACCMOTPEHHSI B COBPEMEHHON (hUITOIIO-
ruueckoil Hayke. HekoTopble acmeKThl M3ydeHUs MPOOIEMATUKHU, 3THO-
KyJIbTYPHOU UICHTU(PHUKALIUHN 1 TIOATUKH Ty TEIIECTBUS 3aTPOHYTHI B HAIIIUX
cratbsax [4-6].

Oco0blii HayuHbII HHTEPEC B BOJKCKOM TPABENOre MpeAcTaBIseT Ipo-
6seMa U300paKEeHHsI HHOATUIECKOT0, HEPYCCKOTO B €r0 Pa3HOOOPa3HBIX
PENUTHO3HO-KYJIBTYPHBIX TIPOSIBICHHUAX, XYA0KECTBEHHOH Iepemaayn mo-
JTMATHOKOH(ECCHOHAIBHOTO MUpa. Bojra B TpaBesore mpeacraer Kak «Be-
nukuit HoeB KoBYer», Kak yHUKaNbHAas! «3THOTrpauuecKast BBICTaBKay, 03
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KOTOpPOH HEBO3MOXHO MOHATh M mocThub «locymapctBo Poccuiickoey,
«becnpenenpHoe OteuecTBoy: «KTo He 3HaeT Bonry, He 3HaeT Poccum» [7.
C. 229]. B myTerniecTBUN YTBEPKAACTCS CaKpAIbHBIA 00pa3 BETUKONW PEKH
KaK MaTepu PyCCKOTo Hapo/a U HEPYCCKUX MOBOJDKCKUX 3THOCOB.

MycynbpMaHCKOe (TaTapckoe) Kak 0co0ast XapaKTepoIorus pOCCUHCKON
JEHCTBUTENBLHOCTH, KaK MHAs PEJIUTHO3HAs TPAIHIIUS [IPUBICKAET BHUMA-
HHe pycckux nucareneil. B.B. Po3anos, o0pa3no Ha3weiBasi Bonry «Pyc-
ckuM Hunom», oTMeuaer, uTo 31ech «cIuBaroTcs Bemukopocceus, ciaBsH-
IIMHA ¢ OOIIMPHBIM MYCYIbMaHCKO-MOHTOJILCKUM MUpOM»: «Kaxoii Toxxe
MHp, KaKasi APEBHOCTH — JPYTOil CaMOCTOSTENbHBIN “cTonm Mupa”... Ma-
TOMETOBO IapCTBO» [8]. Perernuust HepyccKOro poCCHIMCKOTO B €0 pa3Ho-
00pa3HBIX KyJIbTypHO-PEIUTHO3HBIX MaHU(pECTAIIUAX — OJIHA M3 HAPPATHUB-
HBIX CTpaTeTUil BOJKCKOrO TpaBesora.

B tpasenore H.II. Boromo6oBa «Bonra ot TBepu no ActpaxaHu»
IIPEJCTAIOT MycCyJbMaHCKUe KOHCTaHThl [loBoikbs. Onucanue cpenHent
Bonaru u nocronpumeuarensHocTeil Kazanu conpoBoxaaeTcst mpocTpaH-
HBIM UCTOPHYECKUM 3KCKYPCOM, JAIOIIMM YUTATEIIO IPEACTaBICHUE O B3a-
UMOOTHOIIEHUSIX PYCCKUX KHS3€H C TaTapCKUMHU XaHaMH, 00 OCHOBAHUU
TATapCKOTO0 XaHCTBa M UCTOpHUU nokopeHust Kazanu. OToT Marepuan He
TOJIKO AKCTPANIOJIUPYET B TEKCT OOJBIIOr0 00beMa IJIacT UCTOPHUECKUX
CBeJICHUH U cOOBITHH, HO U, 00sagas «mnadocom auctanim» (M. baxtun),
TeHEPUPYET B TPABEJIOTE IIO3THUECKYIO «IAMATh MECTa».

OTHOKYJIbTYPHas PEeNpe3eHTaLus TaTap CO3aeTcs ONMCaHUEM YKiaJa
KHU3HM, 00bIUaeB M MPA3JHUKOB C BBIACNEHHEM Kak HaponaHbix (Calaw,
xun), Tak u penurno3ueix (Pamazan u Kyp6an). Harmonansnas tpaam-
ST TIPEICTAaeT B €€ OCHOBHBIX MOMEHTAxX: aBTOp cooOmiaer, yro CabaH
ObIBacT B Haualle BECHbI, IPOJOKAETCS HEAEIO U COCTOUT B pa3HOOOpa3-
HBIX YBECEJECHUSIX — «B OOpbOe, CKauke Ha JIOIAsX, IUIICKE U IIeCHE».
H.I1. Boromo0oOB oOTMeYaeT XapaKTepHYK OCOOEHHOCTh TaTapCKOTro
Mpa3HUKA: CTPOTO COONIOAAIOTCS «OarounHue u Tpe3BocThy [9. C. 242].
B nepenade penuruo3Horo NpUCyTCTBYET BHYTPEHHsS AU depeHmarys,
aBTOp oOpalaeT BHUMAHHUE YUTATEIS HA MHOTHE acIIeKTH KU3HH, CBS3aH-
HbIE C BEPOMCIOBEAAHUEM: MYCyJIbMaHCKUH Pama3aH nmpoBoguTcs B MO-
JUTBE, JTHEBHOM IIOCTE U €€ MPU 3aXOXKACHUH COJHIA. DTOT MPa3THUK
OBIBaCT JICTOM W IO3TOMY TPYACH Ui pabOTaIOMNX, KOTOPHIE TOMSTCS
JKaXK010, HO HE IbIOT, ucnoHssa npeanvucanus Kopana. Ilepenaercs Kyp-
0aH, comepKaliil MOCT U MOJUTBY U 3aBEPIIAIOIIUICS NPa3IHUYHBIM
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JKEPTBONPUHOIICHHEM; aBTOP OTMEYAET, YTO TOJNOBA JKEPTBBHI oOparieHa
HETNPEMEHHO Ha BOCTOK, MMPOM3HOCUTCS UMl bora, a mepBble Karii KpoBU
CUMTAIOTCS] CBALICHHBIMU — IIPUCYTCTBYIOIIME MaXyT UMH IJlaza, HOC U
meku [9. C. 242]. Aprop «Bonru ot TBepu 10 AcTpaxaHu» XapaKTepu3yeT
«TopxecTBEeHHYIO HOUYB», B KOTOPYIO, [0 MYCYJIbMaHCKUM IIOBEPHSIM, ObLI
aucnociaad Kopan. boromo6oB 3amMedaeT, 4To TaTapbl IPOBOIST 3Ty HOYD
0e3 cHa: [ UCIONHEHUS «O0XKbEro MpeaonpencsieHus» UMEHHO B 3TO
BpeMsl K MycyibMaHaM Hucxomadat anrensl [9. C. 241]. [lucatenb mokasbl-
BaeT YKOPEHEHHOCTh TATAPCKOTO Hapoja B PEIUTHO3HON Tpaauimu. Mc-
TIOJTB3YSI APXETHUITEI HAIIMOHAIBHOTO CO3HAHMUS, boromro0oB co3naeT «iHoey,
«IIpyroe» B PYCCKOM KyJIbTYPHOM MPOCTPAHCTBE — SPKHi 00pa3 MycCyJiib-
MaHCKOT0 MHpa.

Kak u OOJBIIMHCTBO aBTOPOB TpaBesoroB, boroymoOoB obparmaeTcs
k ucropuu llapcTBa Bonrapckoro, kotopoe OBUIO «CHIIBHO H OOraToy
U TIPEJICTAaBICHO B COBPEMEHHOCTH «pa3BajMHAMI». ABTOp «Bomrm ot
TBepu 10 AcTpaxaHny U3j1araeT YUTATEI0 OCHOBHBIE 3Tallbl CYIIECTBOBA-
HUS 3TOro ApeBHero oopazoBanus. Ctonuua boarapsl Obl1a «CKIIa1049HBIM
MYHKTOM TOBapoB» IJ1st Boctoka u 3anana. HamectBus baTeis u noiuuina
Tumypa cokxpymmnu bonrapckoe mapcTBo, Ha pyMHax KOTOPOTO U BO3-
HuKJ0 KazaHckoe XaHCTBO: «HOBbIE OOUTATEIN» CMELIATUCh C ITOKOPEH-
HBIM HapOJIOM, U «IIPOMBIIUICHHBIN ayX bonrap» cocpenorounicsa B Ka-
3aHH, KOTOpas COXpaHsIET 3TOT Xapakrep 1o cux nop [9. C. 230].

B tpaBenore boromo6osa Bora Ha IpoOTS>KEHHHM CBOETO TSUECHUS CTa-
HOBHUTCS CBOEOOpa3HbIM MapKepoM HalmoHaibHOro. Eciin B BepxHeM
TCUCHUU PEKa pyCCKasd, TO B CPCAHEM U HUKHEM OHA «MHOPOAYECKasI»: Ta-
Tapckasi, MOPIOBCKasi, HeMellkas. B 3ToM coelMHEeHUH Pa3Iu4HbIX KYJIb-
TYPHO-PEITUTUO3HBIX KOHCTAHT [10BOKBSI 0COOCHHO SIPKO MPEICTAET Ta-
TapcKasi, MyCyJIbMaHCKas XapaKTEePOIOTHSL.

C. Monactsipckuii B TpaBenore « mmocTpupoBaHHBIH CITyTHHK 10 Bos-
rey», 00paIasch K 3HAYUMBIM ITaMSTHBIM MECTaM, BBIICISIET 0CO00 MYyCYJIb-
MaHckue noMuHaHTsl Bonry, Kaszans — «ymcTBeHHBIN 1IeHTp [ToBOMIAKBSI»,
KOTOPEIH ompefensercs UM Kak «mopor u3 EBpornsr B Azuto» [10. C. 93].
ABTOp TpaBeJiora JaeT NpOCTPaHHbIM UCTOPUYECKHId 0030p «00PHOBI ABYX
BEJIMKaHOB» — MOCKBbI M Ka3aHu, KoTOpas CBsi3aHa B MaMsITH Kak ¢ IMEHAMH
BENMKUX pycckux kus3ert (Bacwmust Temnoro, Moanna 111, Bacwms 1V),
TaK ¥ ¢ IMEHaMH Ka3aHCKuX XaHoB (Yiy-Maxwmera, MOparuma, [1Iur-Asnes,
Cacda-T'upes). OgHako HCTOpUYECKHE CBEJCHHA W (haKThl B TpaBeJore
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C. MoHacTBIPCKOrO, KaK M1 'y MHOTHUX aBTOPOB «IIyTelecTBHs 1o Bomrey,
JAl0TCSl B COIPOBOXKJCHUHU MOATHYECKUX JIETEHA M MpelaHui, Kak pyc-
CKHUX, TaK U MHOHAIIMOHAJIBHBIX. CllelyeT BBIIEIUTb TaAKYI0 CTPYKTYPHYIO
0COOEHHOCTD «IIyTelecTBUA 10 Boire», kak MHOATHUYECKHUH JiereHaap-
HBIN TEKCT, aKTUBHO NMPHUCYTCTBYIOUIHMNA B Xy JI0’)KECTBEHHOM MTPOCTPAHCTBE
npomsseaenus. [loctpoiika npesueit Kasanu (Mcku-Kasann) conpoBoskaa-
ercst y MOHAcCTBIPCKOTO ABYMS BapHaHTaMH TaTapCKUX NpedaHuil, HMero-
IIAX «00Iee ocHOBaHMe». 1o omHON M3 HUX ANTBIH, CIACIIHICS CBHIH
«bomnrapckoro maps», Ka3HeHHOro xaHoM 3osiotoi Opael Jlan-Temupia-
HOM, IIOCTPOMJI Ha peke MajieHbKuil roponok. [lo npyromy BapuaHTy Je-
TeHbl caM XaH batblil oxoTuicsa B 3TuX Mectax. B o6oux ciyyasx oquH
U3 CIYT YPOHWI B PEKy UyTyHHBIH KOTeN (II0-TaTapCKH Ka3aH) — OTCIONa U
IOILIJIO Ha3BaHMe ropoja u pexu. [lucarens nepenaer u UCTOPHUIO OCHOBA-
HUs «HOBOI» KazaHu, Taxke COpoBOXKIasl €€ TaTapCKO-PYCCKUMHU IpeJia-
HIsiMA. OJHAa W3 JIETEHJ pPAcCKas3bIBAaeT O CTPAIIHOM KPBIJIATOM 3Mee
Ixenanray (mo-pyccku 3ujIaHTe) O ABYX I'OJI0BaX, OJJHA U3 KOTOPBIX ObLIa
3MenHas, a apyras — «BojoBbs» [10. C. 97]. Ipyroe ObITyr011€€E ITpEeIaHKe
0 UeJIOBEUECKOIl JKepTBE: Ha MECTE 3aJI0KEHMs HOBOTO ropojia HeoOxo-
IUMO OBIIO XXHMBBIM 3aKOIATh B 3€MIJIIO OJHOTO W3 TPEX IOCIAHHBIX, HA
KOT'0 yKaXkeT kpeOuil. BMecTo XaHCKOro cblHa, Ha KOTOPOTO Iaj XKpeOuii,
3aKonanu cobaky. [lepexxuBaBIIuil cMepTh ChIHA CTApbIil XaH BHavase 00-
pazmoBacs, 9TO OH JKMB, HO 3aT€M yBHIEN B 3TOM oOMaHe TypHOH 3HaK —
peJ3HaMeHOBaHUe NaleHus ropoza. ABTOp 1aeT NOSCHEHUS K TAaTapCKUM
npefaHusiM: 00bsICHEHHE IPUUUHBI MajfieHus: Kasanu cBsi3aHo ¢ ee «(aiib-
IIMBBIM», a HE HACTOSIINM 3apoKoM: JIkenaHTay mpencTaBisieTcs o Ta-
TapCKUM TIPENaHUsSIM «CHMBOJIOM IPEBHETO HIOJIOMOKIOHCTBAY, MTOOEK-
neHHoro mycyinsmancTBoM [10. C. 97-98]. OnHOBpeMEHHO ¢ TaTapCKUMHU
JIETeHJaMH TPUCYTCTBYIOT M PYCCKHE (DOIBKIOpPHBIC BapHaHTHL. MoHa-
CTBIPCKHMM YTBEp)KAAET, YTO HAllMOHAJIbHbIE UCTOYHUKU B OCHOBE CBOEH
«TOXJECTBEHHBD», PA3JIMYHbI TOJIBKO OOBSICHEHUS NMPUYMH OCHOBAHUS U
nagenus Kasanu, 4to 0OYCIIOBICHO PEIMTHO3HBIMH IPEACTABICHUSMH
HapoaoB [10. C. 99]. UMOpuKaIys HallHOHAJLHBIX TEKCTOB CO3/aeT B IIPO-
u3BeeHNH MOHACTBIPCKOTO SAPKHiA (HOIBKIOPHO-MHUDOIOTHIECKHUI 00pa3
roposa. B BoimkckoM TpaBesiore Mbl HA0JIIOAaeM MEKKYIJIbTYPHBIH JUANOT,
AKTUBHBIN NPOIIECC «TpaHCILTaHTaMK KyJIbTyp» ([, JInxaues).

Haercs B counnennu Monactbeickoro u onucanue Kazanckoro Kpemis
U JIOCTOIIPHUMEUATENILHOCTEH TOpo/ia, KOTOPBIE IIPEICTAIOT B «COOPYKEHUSIX)
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Pa3HBIX PEUTHil — IPaBOCIABHBIX COOOPOB U LIEPKBEH U MYCYJIbMaHCKUX
MaMATHUKOB. B BOJDKCKOM TpaBeEJIOre CTAHOBUTCA MOCTOAHHBIM OITMCAHUEC
Oamman CromOeku, u aBTOp «ITIOCTPHPOBaHHOTO CITyTHHKA o Boire»
3TOr0 TOXKE He U30eraer: CTpOeHHUE NaMATHHUKA COMPOBOXKIAETCS U3JI0Ke-
HHEM pEabHOM KU3HU U MOSTHUYECKON HUCTOPUM «TaTapCcKOH IapHIbD»,
UM KOTOPOU cliealioch «iereHaapHeiM». [lepenaBaemas ucropust CioM-
OuKkM (kak nosicHseT MoHACTBIPCKUM, TpaBUiIbHEE OyieT « CIOIOMOUKIY),
IPOHUKHYTA HEMOAJECNIBHBIM COUYBCTBHEM: IOHAs IApHLA MCIBITala
MHOT'O TOpS ¥ CTPaIaHuH, TJIABHOE U3 KOTOPHIX — «I1J€HHE CBOETO OTEYe-
cTBa». MOHACTBIPCKHH PHCYET TPOTaTENbHYIO CIIeHy Ipornanis CIoMOUKH
CO CBOMM HapOAOM: IepesaeT ee miay Haj rpoOHunelt Cada-I'upes, nutu-
pyemslii o «Mctopuu rocynapctsa Poccuiickoro» H.M. Kapamsuna [10.
C. 125]. ABTOp TpaBenora OTCHUTAET YUTATENS K KOHKPETHBIM CTPaHUIIAM
3TOro couynmHeHus. HeoOXoaumo OTMETHTh OJHY XapaKTepUCTHUYECKYIO
YepTy BOJDKCKOTO TPABEJIOTa: ITIOMHUMO JIOKAIBHBIX (POJIBKIOPHO-MH(OIIO-
THYECKUX UCTOYHHKOB OH CTPYKTYpUPYET B CBOEH XYI0’KECTBEHHOM Cu-
CTEME 3JIEMEHTHI, CYLIECTBEHHO YCIOXHSIIOIINE €ro MO3THUKY: aKTUBHO
BKJIIOUACT B IIOBECTBOBAHHE HCTOPUUYECKHE COUMHEHUs, pabOThI Kyllb-
TYPHO-3THOTPahUIECKOTO TeorpadMuecKoro U PEIUTHO3HOTO XapaKkTepa.

Crnenyer 3aMeTHUTh, YTO B BOJDKCKHX TpaBeJloOrax ONHCaHUe OallHU
CroM0eKH HEM3MEHHO COIMPOBOXKJACTCSI BapUaHTAMH JIET€H 00 UCTOPUH
KHU3HU TIPEKpacHOM «ratapckoit napuis». [.I1. JleMbsHOB B counHeHUU
«nmoctpupoBanHsIii myTh o Bonre (o1 TBepu 10 AcTpaxaHu)y» co3naer
NpUBJIEKATEIbHBIA 00pa3 IOHOM KpacaBUIIbI, MHOTO JIOOMBIIEH U MHOTO
crpagasiueii [11. C. 195]. B cruxotBopHOM Tpasenore A.A. Kopungpckoro
«Bomnra. Cka3anus, KapTHHBI U IyMBD) JaeTCsl INPUIECKUI 00pa3 «OamrHu-
KHSDKHBD»Y, KOTOpasi He 3aXO0TeNa CIaThCsl Ha MUJIOCTh Lapsi © OpocHiach,
KaK TTHIIA, ¢ BBICOTHI cTpoeHus. bamus CymoOeku npencraer y A.A. Ko-
PUH(CKOTO OAYIIEBICHHBIM CYIIECTBOM, IOTPYKEHHBIM B AyMYy O TIpO-
LIEIIMX BPEMEHAaX: OHA «JPeMJIET» HaJ pa3pyLIEeHHOH CTEHOH, U B «po-
KOBOM» cHe eii mpeactaet Opuioe [12. C. 52]. A. Jlenemunnckas B «Bomrey
nuIeT, 4yTo Oanras CyMOSKH «I10 OOMIIHIO CBSI3aHHBIX C HEH MpeaaHuii
(aBTOp NPUBOAUT YEThIpe BapHaHTa) NPEACTABISAET OJHY U3 TJIaBHEHIINX
nocrompumedatenpuocteii Kazanu [13. C. 102].

Uznaraetcst B TpaBenore MoHaCTBIPCKOTO U Cy1b0a ipeBHero «bonrap-
CKOTO TIAPCTBa», OMHCHIBAIOTCS «apaOCKOil apXHUTEKTyphD» PYHHBI CTO-
munbl: Manbiii u Bonbliod MUHApeThbl, COXpaHUBILUECS CTEHbI YepHOH,
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nnu Cynaoit, [Tanatst [10. C. 178]. Onucanue «pa3Banmuna bonrapy compo-
BOXKJAeTcs Iepefadell MOITHUYECKOW MYCYJIBMAHCKOM JIETE€HABI O «pail-
CKOW Typum» — OJHOW W3 CIacIIUXcA Aodeped mpasButens bynrap xana
Abnynnaxa — u o CymHOHU manare — COOBITHSX, CBI3aHHBIX C HAIIAICHUEM
Tamepnana [10. C.183—184]. ABTOp BBOAMT B ACTETUYECKOE MPOCTpaH-
CTBO PYCCKOI1 INTepaTypsl HAIMOHANbHBIE MI(OJIOTEMBI — TATAPCKHE IIpe-
JaHus, Iepefalouiie IOITHYECKUE IMPEeICTaBIeHUsI MYCYJIbMaHCKOTO
Hapoja Boiru o coObITHSIX MPOLILIOTO.

ITpoctpanHoro ommcaHust B TpaBerdore MOHACTBIPCKOTO YAOCTamBa-
eTCsl TaTapCKUil yKIIaJl )KU3HU, 00yCIIOBJIEHHBII PETUTMO3HBIMU IIPEJICTAB-
JICHUSIMU HapoJa, — I0M € MY>KCKOH U XKEHCKOU TTOJIOBUHAMH, TTOJIOKEHUE
TaTapCKOH JKEHIIIMHBI B CEMbE U 00IIeCTBE, MyCyJIbMaHCKash KyxHs. Komu-
(PMKaTOPOM STHHYECKOTO SBIIIETCS] HAIIMOHATIFHOE TUIATHE: OHO HMILTIOCTPH-
pyertcs nurorpaduei My>KCKoro u )xeHckoro koctioma. A.I1. Banyesa B Tpa-
Bernore «Ilo Benmkoit pycckoif pexe» Toxe faeT IuTorpaduu Tatap B 3THH-
YEeCKOM OJICSTHUH, BHYTPEHHETO YOpaHCTBa J0OMa, HaMas3a — MyCyJIbMaHCKON
monutssl [7. C. 129-130]. Heo0x01uM0o OTMETHUTE, YTO OMHUCAaHUE STHUYE-
CKOT0 KOCTIOMa — XapaKTepHas 4epTa TpaBeyora: JAITCs TUTIOIUTOrpapuu
TaTap, YyBallel, MOPABBL, PYCCKUX Pa3IMUHbIX IOBOJDKCKUX MECT, YEPEMHU-
COB, KaJIMBIKOB, HEMIIEB B HAIIMOHAIBHOM IUIaThe. PeTpaHcisinuel Haruo-
HaJIbHOU OB CO3aeTCs IpKas 3THOKYNbTypHas nanutpa [1oBomKbsL.

MoHacTBIpCKHi aKIICHTUPYET BHUMAHHUE YUTATEISI M Ha HAIPaBICHUN
B HMcCJIaMe, K KOTOpOMY IpUHAUIeKaT Ka3aHCKUE TaTapbl: OHU «BCE Maro-
MeTaHe-CyHHUTb. ABTOp «MIrocTpupoBaHHOro ciyTHHKa 1o Bomre»
B TPAHCIISIIUHI MYCYJIBMAaHCKOTO TIPEKIE BCETO BBIACTISIET OOPSTOBBIE CTO-
POHBI PENTUIUH, TAaKUE KaK MOJIUTBA, CBA3aHHAs C OMOBEHHUEM, MOCT, pas-
Jladya MIJIOCTBIHU. MOJIUTBHCS — 3HAYHUT «I10-MaroMeTaHCKU TBOPUTH Hamasy,
U TaTapbl CTPOro UCHOJHAIOT NpeAnucanysl cBoeil Bepbl. MOHACTBIPCKUM,
Kak 1 MHOTHE aBTOpHI Tpasenoros (B.M. Cunopos, Bac.Is. Hemuposuu-
Hanuenko, A.Il. Banyesa, A.B. Jlenemunckasi, A.H. OBCSIHHUKOB), OmH-
CBIBACT MYCYJBMAHCKYI0 MONUTBY. TaTapbl, INBIBYIIHME HA IMapoXoje,
paHo YTPOM U BEUEpOM, Iepell 3aKaTOM COJIHIIA, COOMPAIOTCS Ha BEPXHEH
naiay0e ¥, He oOpalast BHUMaHHS Ha JTIO0OTBITHBIX ACCAXHUPOB, PACCTH-
Jal0T KOBPUKH, CHUMAIOT OOYyBb M CTAHOBSATCSI Ha KOJCHU JIMIOM K BO-
CTOKY, COBEpIIaloT Hama3: «OHHU Kak ObI TOPISTCS CTPOTUM HUCIIOTHCHHEM
TpeOOBaHMH CBOEH PETUTHH U B 3TOM CIIydae MPEICTaBISIOT IpUMep, I0-
cToWHBIN oapaxanus» [7. C. 178].
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B m300pakennn mMycymnpManckoro mupa Bonru ocobo crexyer otMme-
TUTh NpousseneHue Maxkcuma Hes3oposa «Ilytemectsue B Kazans, BaTky
u OperOypr B 1800 romay». [IucaTens 0OCTOATENEHO MEepeacT OCOOSHHO-
CTH YKJIaJia )KU3HH TaTap: OMUCHIBACT CEMEHHBIC OTHOIICHHS 1 ITOJIOKCHUE
JKECHIIUHBI, IIAHUPOBKY U YOPaHCTBO MYyCYJIBMaHCKOTO A0Ma, CBOeoOpa-
3Me HAIIMOHAJBHOTO IIIAThs M KyXHH. OOCTOATENBFHO HU3JIaraeTcs mcaTe-
JeM TaTapckasi oOpsIoBasi KyJabTypa, Kak cBaJeOHas, TaK ¥ IOXOPOHHAS:
OHA IepesaeTcs B COMOCTABUTENBHOM ONUCAHUM C PYCCKUMHU AHAJIOTHY-
HBIMH siBieHusIME. Koqudukaropom stardeckoro B Tpasenore M.U. Heszo-
posa «Ilytemectrue B Kazanb, Bsitky u Openoypr B 1800 roay» BeIcTynaet
PENUTHO3HAs TPAIULIMS, Iepeiada KOTOPOH MpeCTaBIsSeT UCKIIOUUTENbHbIN
UHTEepec (YUUTHIBAS TO OOCTOSATEIBCTBO, YTO CIENIAHO ATO OBUIO B Hadaye
XIX B.). B ommmcannn tarapckoii Kazanu 3HaunTeNnbHast 9acTh TEKCTA CBSI-
3aHa IMEHHO C KOH(eCCHOHATBHBIMY aCIIEKTAMU JKU3HU: TIepenadeii perm-
THO3HOW aTpuOyTHKH, TATAPCKOTO CBSIICHHOACHCTBUS C PUBOAUMBIM TEK-
CTOM MYCYJIbMAaHCKHX OOpamieHuid 1 MOJIUTB. Takoro BCECTOPOHHETO OIH-
caHusI KOH()ECCHOHATIBHOTO OIBITa HApOoAa M MPUCYTCTBHS MOJIUTBECHHOTO
MYCYJIBMaHCKOI'0 TEKCTa MbI 60Jiee B BOJIDKCKOM TPABEJIOre HE BCTPETUM.

B kymeTypHO-3THOTpadmucckoM matepuaie «llyremectsust B Kazans,
Barky u OpenOypr B 1800 rogy» ocobo BblIeNS€TCS ONMUCAHUE PEIUTH-
03HO-KYJIBTOBOT'O COOPY>KEHHS — MEUETH, U pUTyaja OOTOCIyKeHHS B HEH,
KOTOpPOE TPE/CTAET B COMOCTABUTEILHOM KOHTEKCTE, KOTJa MyCyJIbMaH-
CKO€ JTaeTCsl B CPAaBHEHUH C XPUCTUAHCKUM. Y MYyCYIIBMaH IIPU3EIB Myd/I-
3MHa K MOJIUTBE PAaBHO3HAYCH [IEPKOBHOMY KOJIOKOJIBHOMY 3BOHY Y XPHCTH-
aH; yriyOJieHre B MEUEeTH — HHUIIA, OJINIETBOPSIOmas MekKy, K KOTOpOit
«IYXOM» YCTPEMIISIFOTCS] MOJISIIIIUECS], COOTHOCUTCS C aJITApEM IPaBOCIIAB-
HOT'O XpaMa; «BO3BBIIIEHHOE MECTO TaTAPCKOM LIEPKBU», C KOTOPOT'O MyJlIa
obparmaercs K BepyIOIINM, — 3TO KIIHPOC, TJIe paclojaraeTcsl anrapb, Ha
KOTOPOM CTOWT CBSIIIEHHUK BO Bpems mporoBeau [14. C. 220-222]. 3na-
YHMBIE aCHEKThI PEIMTHO3HON aTPUOYTHKU U «MAaroMETaHCKOH CITy:KOBD»
HOSICHSIIOTCS Yy MTUCATENS PYCCKUM 3KBHBaJIeHTOM. ComocTaBIeHe HAIHO-
HAIBHBIX TPAJULIUI B OMHCAaHUN KOH(ECCHOHAJIHHOTO IO3BOJSET BEHIIE-
JIUTH B PEJIUTHO3HOM pUTYajie 00IIre, 3HaUUMble PEIUTHO3HBIE MOMEHTBI
U cenuduyeckue, HannoHaNbHbIC. HeB30pOB HATOMUHAET YUTATEINIO, UTO
TaTapCKHe MEUETH He COAEPKaT HUKAKUX «YKPAIIEHU», X CTCHBI COBEP-
IIEHHO «TOJIBIE»; CITY>KUTETh MEUYETH MO-TaTapCKU Ha3bIBACTCS MYJIUIOH,
a 1o-apabCKu — UIMaMOM.
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B monpoOHOM H3TOXKEHUH TEpemacTcs «TaTapckoe OOTOCITYKCHHEY,
KOTOpOE JTACTCs Yepe3 BOCIPHUITHE YETIOBEKa HHOM MEHTAJIBHOCTH — PyC-
CKOTO IYTEIIeCTBEHHHUKA: BEPYIOIINE MOJIATCS Ha KOJIEHAX U JIEJIaloT 3TO
¢ 0COOCHHBIM 9yBCTBOM OjaroroBenus nepex BeessimanM. Pacckazunky
IPEACTaBIACTCS, YTO B MOJIMTBEHHOM NPEKJIOHEHUU OHHU UYBCTBYIOT ce0sl
BCEIIEN0 BO BIacTH «MoIHoro» bora [14. C. 225]. Monsmuecst, o6opadn-
BasCh TO B OJIHY, TO B JIPYI'YIO CTOPOHY, Kak Oy/ATO «yTHUparoT» Juua. Bee
3Tanbl MOJIMTBEHHOTO CBSILIEHHOAEHCTBIS HEeB30poB conpoBOXIaeT peiu-
THO3HBIM CJIOBOM, /1aBasi OJHOBPEMEHHO €0 PYCCKUM BapHaHT: «ACCSIIaMIO
snsiiktom Bapsxmsrysina! To ects 3apaBcTByiiTe Onarwe Anrensl bo-
xum» [14. C. 224]. Ilucatens B TBOPUYECKOH peleNIMK HEPYCCKOro odpa-
IIaeTcs K HAIMOHAIBHOMY CJIOBY («TaTapcKo-apabCKOMy», TIO €To0 OIpeze-
JICHHUIO), KOTOPOE C APYIMMH 3JIEMEHTaMU 3THUYECKON HIEHTUYHOCTH
rnepeaaeT MycyJbMaHCKUE KOHCTAHThI XU3HU. B mpoussenennu He3oposa
IPpUBOAUTCA peHI/IFI/IO3HO-I[yXOBHI)II71 TEKCT, COOTHOCHMBIH C Ppa3HbIMU 3Ta-
namu OorociyxeHus. TpaHcdep MyCyTbMaHCKHX TEKCTOB CO3AaeT Mpea-
cTaBJieHHe 00 MHOH Bepe B €€ OCHOBOIOJIAraloIlliX MOMEHTaxX: MHCaTellb
3HAKOMUT PYCCKOTO YEJIOBEKa C «MaroMeTaHCTBOM» B €T0 OIpE/EIEeHHOI
KoAN(UKAIINN — MOJIUTBE, TIPOIOBEIH, HAATPOOHBIX HAAIINCSX, B KOTOPBIX
U JaeTcsl HeMOCPEACTBEHHOE OOpallleHne MycyJbMaHuHa K bory.

HeB30poB BBIAENSET HECKONBKO COCTABISIONIMX MOMEHTOB B MOJIHT-
BCHHOM CITY)KCHUH. HCpBOHaLIaJ'IBHO 0003HAYEH TEKCTOM TPU3BIB MY3 -
31HA, CO3BIBAIOLINM BEpyIOIIUX B MeUeTh: «bor ecTh BEJIUK... U HET JpY-
roro bora, kpome ognoro. Maromer ects IIpopok Ero; nocnemaiire TBo-
puth nodpoe nemo borocmyskenns [14. C. 221]. Pycckuii myTenecTBEHHUK
nepeaaeT NpoCTPaHHYIO pedb MYJUIbI, OTOBapHUBas, YTO OHA MIPOM3HECEHA
obuta 10 deBpans 1800 r. B crapoii MeueTH U iepeBeieHa Ha PYCCKUHN A3bIK
tatapamu: «/la Oyner monHas xBana Bricouaitimemy coznarento!.. Momnu-
Tech EMy, mpaBoBepHbIe, B CIIy4alOLIUXCS BaM HECYACTUAX M HECHOCHBIX
JKECTOKOCTAX, ¥ BCAK U3 Bac ja rinaroner: Amia boxe moit Co3narens!..
IMomunyii mensi» [14. C. 229-230]. Mymia B cBoeM 00palleHnH nepeyduc-
JISIeT TeX JOCTOWHBIX, KTO OJIN30K K Benmkomy Ilpopoky u crnaButcst bo-
XKHeH MHJIOCTBIO: 3T0 AGYOaKknp — «CTpOruid GJIIOCTUTEND CIIPaBeTUBO-
CTW», CTaBIIMil mepBeIM xanmudom; ['yMMup — «claBHEHIINI 3aIIUTHUK
MPaBOBEPHBIX U 3aCTYIMHHUK BOrOKIaHSIOMUXCS»; YCMaH — «OIIOCTUTENh
cinoBa boxxus Anmkopana», Tpetuit xanud; Aseii boromoOuBeIii 1 1pyrue
«cpsredmme myxm» [14. C. 232]. Myiia TOBOPUT 00 OrpaHUYEHHOCTH
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YeJI0OBEUCCKON JKU3HMU, O «HEBO3MOKHOCTH IIPEOBIBATH B CEM CBETE BETHOY,
MPU3BIBAET «HE BECEIUTHCI UMYIIIECTBOMY, & HCIIONHAThH «Bce boxkeckue
[IOBEJICHUS U 3aKOHBI», B YEM U 3aKJII0YAETCS UCTUHHOE «BECEIIUE XKU3HUY.
[Tucatens npecieayeT no3HaBaTelbHbIE 1IEJH, OH 3HAKOMUT PYCCKOI'O YH-
TaTeNsl C MHOM Bepoit: TpaHC(ep PeIUrHO3HOM TPAAUIINHU B €€ pa3HO00pas3-
HBIX MPOSBIEHUSIX CO3/IACT MPEJICTABICHUE O 3HAUMMBIX KOHCTaHTaX «Ma-
TOMETaHCTBaY.

HeszopoB obpaiaercs kK MOXOPOHHOMY OOpSly TaTap W HaJIUCSIM Ha
HaJArpOOHBIX KAMHSIX — SIHUTPadHIECKOi KyJIbType, IepeAaroIieil OHTOJIO-
THYECKHE MIPeACTaBIeHI MaromMeTas. [Iiucarens npuBOINT B IIOTHOM 00B-
eMe M3pEeUeHHe Ha KaMHE, KOTOPOE COIEPKUT MPEeACTaBICHUE MyCyIbMa-
HUHA 0 OecrpenenbHOCTH BCeBBIIHETO M MaJoCTH, OPEHHOCTH 3eMHOI
JKU3HH 4YenoBeka: «CBATHIN, HEMOPOYHBIN, HEM3MEHSIEMbBIH, HETPEI0XK-
HBIH, BEIMKUI ¥ BCEXBAJIBHBIN Bor rOBOpHUT, 4TO Ha 3eMJIe CEl HET HUYETro
BEYHOT0; HO caM BEJIMKHUII 1 0J1aroroBeiHO MOKIOHAEMBIH TBOI1 bor, 0 My-
XaMMeJI, €CTh BEUCH M HM Hadalia, HA KoHIa He uMmeeT» [14. C. 249].

Astop «Ilyremectsus B Kazanp, Bstky u OpenOypr B 1800 roxy» otme-
YaeT TeMaTUUEeCKOe pasHooOpasue HaArpoOHbIX u3peueHuit. OjHa U3 Ha/IIH-
ceil O3BOJISIET CYyIUTh O MaroMeTaHcKoM Jeroucuuciaenuu: «Ot Erupel
936 nera B Mecsle 3uIbKaruzie, u3 pyk uHosepua yout Myxammen [aneit
Myxammen [laxos» [14. C. 249]. HeB30poB MUILET, YTO CYET BPEMEHH
OTIpENeNsIeTCsl Y MyCyJIbMaH BaKHBIM COOBITHEM, IIEPECETICHNEM MPOPOKa
Myxammena B MennuHy — «3THPOH (31KPOii)», IEPBBINA IO KOTOPOH COOT-
BeTCcTBYeT 622 rony ot PoxnaectBa Xpucrosa. [lenast HeoOxoaumbIe pac-
4yeThl, HeB30pOB yCTaHABIMBALT, YTO B IAHHOE BPEMsl Y MyCYJIbMaH UJCT
1178 r.; mo coBpemeHHOW ke XpoHomorun Myxammen lllaxoB moumn
B 1558 r. [14. C. 250]. DTy HanrpoOHYIO HAANKCH HA HAWJEHHOM B TOPOAE
KamMHe mpuBomuT H mpodeccop Kaszanckoro ynusepcurera Kapnm dyxc
B pabote «Ka3aHckue TaTapsl B CTATHCTHYECKOM M STHOTPa(hUIECKOM OT-
HOLLIEHUSX, 1aBasi IEPEBO/, COBINAAIONINN C HEB30OPOBCKUM TEKCTOM [15.
C. 80]. Cpenu snuraduii ecTb U Takue, KOTOPHIE MEePEeIat0T HACTABICHUS
MYCYJIBMaHCKOT'O IPOPOKa, C OAHUM U3 HUX NUCATEIb 3HAKOMHUT PYCCKOTO
yutarens: « Mup ceil He BeUeH, U B HeM HET COBEpILEHHOro criacenus, bia-
rocioBu ['ocnonu ero cmacenue» [14. C. 251]. bonee 0o0cTOsATENBHO
y3HaTh 0 MyCyJIbMaHCKUX snuTadusx HeB30poB mpemiaract B COUMHEHUH
NBana Jlenexnna «JlHEBHbIE 3alIMCKN MYTEIIECTBUS MO Pa3HbIM MMPOBUH-
uusM Poccuiickoro rocyiapcraay.
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Penennus MycyabMaHCKUX HaArpOOHBIX HaANUCEH BO3HUKAET U B IIy-
TeBbIX 3aMeTkax [1.I1. CeunbnHa «KapTtunasl Poccun 1 OBIT pa3HOILIEMEHHBIX
ee HapoIoB». ABTOp oOpalraeT BHUMAaHUE YUTATENs Ha KAMHH C apaOCKo-
TATapCKUMHU HU3PEUYEHUSMH, OCHOBHBIE TEMbI KOTOPBIX B3ATHI «U3 AJIKO-
paHay. IlucaTens He NPUBOAUT HAATPOOHBIM TEKCT B MOJIHOM OOBEME,
BBIJICIISISL €TO 3HAUMMBIC YaCTH, aKIIEHTHPYS BHIMAaHHE Ha JyXOBHO-PEIH-
THO3HOM COJIepKaHUH, B KOTOPOM HEM3MEHHBI oOpatieHue k bory u yrsep-
XKJIeHHE HEU30EXKHOCTU CIPABEIIMBOrO BBICIIETO CyJa: «...TO HEMHHY-
€MO, YTO TPO3HBII JeHb cyAa BoXust mpuaeT: HeT B TOM COMHEHHS, 4TO
I'ocnioap Bo3aBuTHET Beex ymepmux» [16. C. 194]; «On rocmos 60T Ku-
BbIH... CHe JOMOBUIILE BETUKOr0 U IMPEBEIUKOT0 U BEICOKOTO OBEIUTEIIS,
n30paHHOro OT bora, mo4TeHHOro 0JIATOPOAHOTO. .. AKUCTa Xa KU ChIHA
MywmukoBa... O, Tocmogm boxe! VYI0BOJIBCTBYH €ro JAOBOJBCTBOM
HECKOHYAEMBIM U YYECTH €T0, OTIIYCTUB I'PEXHU €ro, U MOMIIYH corperie-
Hus ero» [16. C. 194-195]. B «MaromeTaHCKUX HaJIIUCIX», TPUBOIUMBIX
CBUHBHHBIM, TEPENalOTCsS PEIUTHO3HO-(PIIOCO(PCKOe MHPOOIIYIICHHE,
MIPUCYTCTBUE MBICIIU O BeYHOCTH bora u ero Bbicovaiiiiei Muiioctu, OpeH-
HOCTH 4eNIOBe4eCKOH xM3HU: «CMepTh MOJOOHA MOJHOM walle MUTHS:
BCEM JIIOJISIM €€ THTh, HUKOMY He MHHOBaTh. I'po® — Bpara cMepTH, Bce
JIIOIM IPOMAYT B HUX... Bce xxuBbie BCkope yMpyT, kpome ['ocionia boray
[16. C. 194]; «Bce xuBsbie Bckope yMpyT, kpome I'ocniona Bora. Mmsi, AOy-
6exup OcnuBsira-Mamyk, ceiH bakmstes. Bocriomuwn ero, I'ocrioau, muo-
cepameM, u ykpac, boxke, B mapcTBun HeOECHOM Oecelbl ero, H YIOKOM
€ro, OTHyCTH Ipexu ero. OTbAe K MUJIOCEpPAUI0 BceBhIIHero B 1€TO OT
Maromera 619» [16. C. 195].

[Tucarens oTMeYaeT B CIIOTe MICEMA MTOTHYECKYIO 00Pa3HOCTh — «IyX
BOCTOYHOTO BUTHICTBa», KOTOPHI OCOOEHHO MNpOSBISETCS B HaJIIHCIX
’KEHCKUX TPOOHUI, HCIEIIPEHHBIX «IBIIIHBIMH SHUTETaMm». CBUHBUH
INPUBOAUT HECKOJIBKO M3PEUCHUH, KOTOPbIE NEepearoT MHOTOUHCIIEHHBIE
OIIpeJeNICHUs] JYXOBHO-HPABCTBEHHBIX KAUECTB U JOCTOMHCTB UX 00naja-
TenpHUL Tak, «kHAruHsA Capa» XapaKTepU3yeTcsl KakK «IIpeducTas, mpe-
MHOT'OMMJIOCEpHAs, IPEKpacHas, IPEBbICOKOPOAHAS U HEMIOPOYHasl, U Ipe-
NOYTEHHas, U 4YUCTelIIas, MHOroBepHas»; Pamma, «goueps JlroGoBa» —
KaK «IIpeLeJIOMyApEeHHas], YUCTEHINasi, HEMOPOUHas, MHOTOTEPIIEINBAast
u MHOTOTIocTHas» [16. C. 195].

CBUHBYH MOSICHSET YATATEITIO, UTO JUTS «CIIHCHIBAaHHUS» apaOCKo-TaTap-
CKUX Hajmuced Obu1 n30paH yueHbli AxyH Kansipmamem CroHranei,
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a Ha PyCCKHUH s3bIK OHU TiepeBeneHbl FOcydom MxOynarom. CBHHBHH, Kak
u Hes3opos, ccbutaercs Ha «JlHeBHBIE 3anucku nytemectsus» .U, Jle-
[eXHWHa, Y KOTOPOTO IaeTcsi OOIMIMPHBIA IepeueHb HAaATPOOHBIX MYCYIb-
MaHCKUX HaJIUCEH, TPH U3 KOTOPBIX B KayecTBe 00paslia mucaTelb U Ipu-
BOJIUT B CBOEM COUYMHEHHHU. CBUHBUH 3aMEYaET, YTO KAMHH, COJIepKaIlye
HAJIIHCH, «Pa3IUYHOr0 BUAA U BETMYMHBD» U CXOJCTBYIOT C HAATPOOHBIMHU
namsaTHUKamu B Kacumose, o yem mucan ydeHslid Ilamnac, kK COUMHEHHIO
kotoporo «llyremecTBue no pa3HeIM IpoBUHIUAM Poccuiickoro I'ocy nap-
CTBa» IHCATEIb U OTChUIACT. Penenims HepycCcKOro KOH(pECCHOHAIFHOTO
B IyTeBbIX ouepkax CBHHBMHA 3HAKOMUT YUTATENs C PEIUTHO3HBIMU
IpPEACTaBICHUSAMHI MYCYJIbMaH, OJUXPOMHBIM HOBOJDKCKUM MUPOM.

K ommcanmio Tarapckoit obpsimHoctr B XVIII B. obpamiancs perno-
HaJIBHBIHN TUcaTenb-3THOTpad Kanmnton MunbkoBud. B odepke «BhIT 1 Be-
poBanus Tatap Cun6upckoi rydoepauu B 1783 rony» oH nepenaet MycyJib-
MaHCKHUH ITOXOPOHHBIH 00psiT 1 HaATPOOHBIE TEKCTHI Ha apaOCKOM S3BIKE.
MunsKOBHY BBIICTISIET B ATUX HAIIHUCIX 00s3aTENFHOE «KPaTKOe yBella-
HHUEY», coleprKaliee MOPaTbHO-(PIIOCO(MCKYIO CEHTEHIINIO, MTEPEAOIIYI0
MHPOIIOHUMAaHue MycylbMaHuHa. OHy U3 Haanuced MuiIbKoBUY IPUBO-
muT: «Beskuit emepreH, bor Oaun 6eccmepred u npopok. Kro bory mo-
KJIOHSIETCS M ’KUBET HEMOPOYHO, TOMY 5 KpoBHBIN apyr» [17. C. 12].

IMoasITOKMBasT HAIIY HAOMIOJCHUS, OTMETUM: B BOJDKCKOM TPABENIOre
co3maercsl SpKui 00pa3 MyCyJIbMAaHCKOIO MHpPa, KOTOPBIA IIPEICTaeT
B KOHKPETHBIX THOKYJIETYPHBIX U PEIUTHO3HBIX NPOABICHUAX. NHOITHU-
YeCcKOoe penpe3eHTUpYyeTcs B YKIIaJe dKU3HHU, 00bIuasx u o0psaaax, peinuri-
O3HBIX Tpa3fgHUKAaX, HAPOAHBIX JIETEHIAX M TNpeJaHusx. TpaHcoep My-
CYJIbMaHCKMX TEKCTOB JaeT NPEeACTaBIEHHE O «TaTapcKoW Bepe» B ee
OCHOBHOM MpOSIBIICHUU: HEMOCPEACTBEHHOM OOpallleHUU MYCYJIbMaHHHA
Kk bory — mosmTBe, mponoBean, snurpadraeckux Haamucsx. [loBomkckuit
MUD IepefaeTCs B TPABEJIOre B COEAUHEHUH MHOTUX KYJbTYPHO-PEIUTHU-
O3HBIX KOHCTAHT, OJJHAa U3 KOTOPBIX — MyCYJIbMaHCKasi, TaTapCKas.
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Kuraii Ha cTpannnax agsMaHaxoB Jiau3apa Marapama
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Annotanus. Paccmarpusaercs o0pa3 Kuras B anpmanaxax D. Marapama
«danpauit Bocroky, «Kentsrii mux» n «Kuraity (Illanxait, 1920-1923). Otn
pelKue SMUIPaHTCKUE U3AaHUs, OTpa3UBILUE JIUTEPATypHbIE TEHACHIIUU CBO-
€ro BPEMEHH, 10 CHX MOp HEZOCTAaTOYHO HCCIEOBAaHbl. AJIbMaHAXU paccMar-
pHBAIOTCS KaK MEXTEKCTOBOE EIMHCTBO, OObeAnHEHHOe TeMmod Kwuras.
W3yuens! mytn GpopmupoBanus obpaza Kuras B cTuxax u mpo3e SMUTPaHTOB
O. Marapama, M. lllep6akoBa, M. Mopasckoii, I1. Uepkesa, }0. Buxroposa,
B. TemHoro. BeineneHsl OCHOBHEIE HallpaBJIeHUS B pa3BuThu oOpasa (Kutait
KaK BOOOpaxkaeMoe MPOCTPAHCTBO, HcTopuieckuii Kutaii, coBpemeHHbIil Ku-
Taif). CrenaHa TOMBITKA OTCICANTH CTpATeruio camoro Marapama B oTOOpe
TEKCTOB U KOHIIGHTPAIMH OIIPEIENICHHBIX CIOKETOB U 00pa30B (KyJIH, PHUKIIH,
TM000Bb K HHOIUIEMEHHHUKY ).

KiioueBble cioBa: anpMaHaxu, D. Marapawm, manxaiickas Jureparypa u
KypHanucTuka, oopas Kuras, [1lanxaii

Hcmounuk gunancuposanus. PaboTa BBINONHEHA NIPH TOiepkKe Poccuii-
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China on the pages of Elizar Magaram’s almanacs
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Abstract. This article examines the image of China in Elizar Magaram’s
almanacs Dal’niy Vostok [Far East], Zheltyy lik [Yellow Face], and Kitay
[China] (Shanghai, 1920-1923). This rare emigrant publication series has not
been sufficiently researched yet, although it reflects the literary trends of its
time. The almanac is considered as an intertextual cohesion united by the theme
of China. The aim of the article is to identify the ways of forming the image of
China in the whole series of almanacs. The article analyzes (1) the poetry and
prose of emigrants (E. Magaram, M. Shcherbakov, M. Moravskaya, P. Cherkez,
Yu. Viktorov, and V. Temnyi); (2) Russian translations of Chinese texts;
(3) essays and articles on Chinese culture in the almanacs. Three main trends
of depicting China were found: China as an imaginary space, historical China,
and modern China. Graphic materials thematically correlate with the content of
literary and popular scientific texts. The first image can be found in the poetry
of authors who were not living in China at the time of writing and had never
seen it with their own eyes (Shcherbakov, Moravskaya). The image of historical
China with its ancient culture, mythology, philosophy, and aesthetics is de-
picted in Chinese poetry, prose, and folklore (translated into Russian), and in
compilations and translations of foreign and Russian pre-revolutionary articles
on China. In these texts, China is a very advanced, regulated and conservative
civilization that codifies and analyzes everything. Its another trait is the ability
to make non-obvious decisions, sometimes even resort to cunning and tricks.
At the same time, traditional China values nobility and believes in justice.
The writers clarify that some customs that look unacceptable to Europeans are
in fact moral and justifiable from the Chinese point of view. But sometimes the
reader has to accept all the oddities as a national peculiarity of Chinese culture.
Russian translations of poetry do not often pay attention to its underlying mean-
ing and simplify it. The image of modern China (especially Shanghai of the
early 1920s) is found in Russian emigrants’ works, conveying their impressions
of the surrounding reality (Magaram, Cherkez). The modern world is full of
contradictions; old laws do not work anymore. A group of repeated themes,
motifs, and images creates the impression of a same reality described by a group
of beholders: the portrayal of the main city thoroughfare; a beautiful European
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woman with golden hair; rickshaws and coolies, embodying the vital forces
of China. The last three characters often collide in the tragic plot called love for
a foreigner (a Chinese man’s attraction to a forbidden European woman). It is
difficult to call the published works a deep personal immersion in Chinese
culture; it is more of an outsider’s view, a mixture of personal impressions,
copying from nature, playing with literary clichés and the experience of Euro-
pean science.

Keywords: almanacs, Elizar Magaram, Shanghai literature and journalism,
image of China, Shanghai
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ITanxait 1920-1940-X rr. — MECTO U3aHUS MHOKECTBA MAJIOUCCIIENO-
BaHHBIX PYCCKHX JIMTEPATYPHBIX )KYpHAJIOB 1 COOPHUKOB, IPEICTABISABIINX
KyJbTYPHYIO XKM3Hb SIMUIpallui. B cBOIHOM KaTanore nepuouky pyccKo-
ro 3apy0exbs Ha caiiTe DMUTpaHTHKA coAepIKaTcs onucanus 126 manxai-
CKUX M3JaHuii aToro nepuoza [1]. B ux uncie — nznanusie D. Marapamom
JUTEPaTyPHO-XYA0KECTBEHHbIE anbMaHaxu «JlampHuit Boctox» (1920),
«Kenterit uk» (1921) u «Kutaii» (1923). Ux obmiee onucanue naercs
A. XucaMyTIVHOBBIM B KOHTEKCTE «TOJICTBIX JIUTEPATyPHBIX KypHAIOB) [2].
OTa cepust — OIHO U3 CAMbBIX PaHHHX IIaHXANCKWUX W3aHUN TaKOro poja
U OIHOBPEMEHHO NEPBBI OMBIT OOpamICHUS MIAHXAHCKUX SMHUTPAHTOB
k kutaeBeaenuio [3. C. 31].

IIpencraBnser uHTEpec U3ydEHUE IyTH, KOTOpbIM Oiu3ap Marapam
(hopmuposai o6pa3 Kurtas B cBoeM nuznanuu. Mznarens cTaBui mepen co-
0ol 3amauy OJiMKe TTO3HAKOMHUTD PYyCCKOT'O YUTATENs C KUTAHCKUM Hapo-
noM. OHAKO caM OH B 3TO BpeMsl poxkuBan B Kurae Bcero nsa roga, He
ObUT TIpopecCHOHATBHEIM KHTAeBEIOM, HE 3HAJ KHTAHCKHH M HE UMEN
BOKPYT ce0si CHIIBHOM TBOpUECKOM rpynmbl. TeM He MeHee pe3ybTar ero
paboTHI 3aCTyKHUBAET PACCMOTPEHHUS.

COopHukn Marapama 0067a1al0T TJIaBHBIMU THITOJIOTHYECKUMHU TIPH-
3HaKaMu anbMaHaxa, kK KotopsiM FO.b. bamamoBa oTHOCHT pa3HOPOIHBIN
ABTOPCKUH COCTaB, JXKaHPOBYIO MECTPOTY, BHICOKYIO KYJIbTYpY ohopmiieHHs
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W WUTFOCTPUPOBaHUS. AlTbMaHax SBISIETCS CBEPXTEKCTOM IO OTHOIIIEHUIO
K BXOJISIIIIUM B HETO MPOU3BEJICHHUSM, a €T0 JIOMUHAHTHAS TeMaTHKa COOT-
HOCHUTCS C TEMAaTUKOM BXoAamuX TeKCcToB [4]. Takoe uzmanue, 00beAMHEH-
HOE KATaHCKON TEMaTHKOW, MOXKET pacCMaTpUBAThCS KaKk 00paser KUTai-
CKOTO CBEPXTEKCTa PYyCCKOM TUTEpaTyphl.

[IpencrapneHHble B albMaHaxax Mpo3a, MO33Us U MyOJIUIIUCTHKA pac-
KpBIBAJIM PYCCKOMY dWTaTeN0 oOpa3 Kutas, 3HAKOMHIN C KUTAWCKOU
KYJBTYpOii, C HICKYCCTBOM U OBITOM. [IpyruMu TeMaTHUYECKUMH HaIpaBJie-
HUSIMH OBUTH JKU3Hb Pa3HBIX CIIOEB KUTAHCKOTO OOJIBIIOr0 ropoia, TF00B-
Hasl, prtocodcekas u ier3axxHas JIMprKa, ucropus Kuras u ero coBpeMeHHOe
SKOHOMHUYECKOE, MOJUTUIECKOE U MEXIyHApOoJHOE TMosokeHue. [lnanupo-
BaJjics emle 4-if TOM ajbMaHaxa ¢ MPOU3BEJACHUAMH O KU3HU COOCTBEHHOU
KyJIBTYpHOU TPYIIIBI — pyCCKUX SMUTPaHTOB B [llanxae, olHAKO BBITYCK
aJlbMaHaxa IPEKPaTHIICS U IIaH ocTalics Hepeann3oBaHHbM [3. C. 32].

JKaHpbl OMyONMKOBaHHBIX TPOM3BEACHUH (COTJIACHO OMpEeesICHUSIM
CcaMHX aBTOPOB) — OUEPKH (XOTS HEKOTOPHIE M3 HHUX MpaBUIIbHEE ObLIO ObI
Ha3BaTh paccKa3zaMu), T1aBa U3 pOMaHa, CKa3Ku, «KUHOJIpaMay, Iy Oauim-
CTHUYECKHE U HAYYHO-TIOMYJISIPHBIE CTAThH, a TAKIKE JIUPHUECKUE CTUXOTBO-
PEHUS U KIIECHS.

B ajpmaHaxe HET CTpOroro jaejaeHus Ha pyOpuku. Kaxkaplil BBITYCK OT-
KPBIBAIOT PaccKas3bl M OUepKU camoro Marapama — cepust «KenTblil TuK»,
BITOCIIE/ICTBUY U3JIaHHAS OTAEIHbHO. MarapaM Takxe aKTHUBHO Iy OJIMKOBAI
CBOM TIEPEBOJIbI CKAa30K M OPUTHHAIBHBIE TTPOU3BEICHUS TIO]] TICEBIOHH-
mamu Wnes EBensuy, U. Antydnes, A.C. BysHos. [lomumo Hero B Kpyr
aBTOPOB BXOAWIM Kak m3BecTHbIC Jmma (Mapus Mopasckas, Muxani
[lepbakoB, kutaesea E.A. @enopoB), Tak U Te, 0 KOM CBEICHUI MaJIO WK
HeT BooOme: [lerp Yepkes, FOpuii Buktopos, ['anna M-m. KauectBo He-
KOTOPBIX CTUXOTBOPEHWI TaKOBO, YTO caM Maparam jenaeT peMapky:
«MBI citaraeM ¢ ce0s OTBETCTBEHHOCTD 3a ero cior» [5. C. 59]. Cnenyer
TaK)X€ OTMETUTh 3aMETHOE KOJIMYECTBO MEPEBOJHBIX U KOMITHIISTUBHBIX
cTaTed W TMEpPEeBOAHBIX XYJIOKECTBEHHBIX TEKCTOB. B mpemucinoBun
Kk «Xenromy nuky» MarapaMm cam NOJYEpKHBAET TaKyl0 Pa3HOPOIHOCTH
Marepuana: «Kusg B Kutae, B kutaiickoii cpesie, Mbl JIMIIb CTPEMUMCS 3a-
(bukcHUpoBaTh TO, YTO BUIUT HAII TJ1a3, YTO CIBIIIUT HAlle YXO, 4TO YJIaB-
JIMBAET HAIlla MBICTb. MBI OXOTHO TIOMENIaeM IePeBOAbl KUTAWCKON JTUTE-
paTypbl 1 THOCTPaHHBIX TPY/IOB, CIIOCOOCTBYIOIINX MOCTUYH HETIOHSATHYIO
HaM Jymy BeJaukoro Hapona» [6. C. 3].
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Marapamy yznanoch co31aTh pa3HOCTOPOHHIOIO KapTUHY Oiaronaps oT-
00py NMpoM3BENECHUN Pa3HBIX 3MO0X U KyJIbTyp. OcTaHOBUMCS MOApOOHEe
Ha UCTOYHUKAX MaTepUaJIOB [l aJIbMaHaXOB.

[epByto rpymniy TEKCTOB MOXKHO Ha3BaTh «KuTail, n300paxarouuii cam
ceOs». OTO MepeBOAbI U MEPENIOKECHUS KIIAaCCHYEeCKON KUTaiicKoil moa3uu
U IIPO3HI, IepecKa3 CIOXKETOB JpaMaTypruu U ¢oiskiiopa. YacTs 3TuX mpo-
n3BeJeHN — B3l HAa Kurtail depes mpu3My €BpONEHCKON KyJIbTYpHI.
BonbmuHCTBO MaTepuanoB MpeAcTaBiseT coOoi MmepeBo] He HAMpsIMYyIO
C KUTAMCKOTO, a C TIEPEBOJIOB U TIEPEIOKCHUH, BBITIOJHEHHBIX (PpaHILy3-
CKMMHU CHHOJIOTAaMHU WJIM aHITIMIICKUMM aBTOopamu, Hampumep «Tpoe-
napcteue» E.A. demopora (ucrounuk — John Steele “The 43d chapter of
the Three Kingdom”). Cka3ku ObLIM OMyOJIMKOBAHBI IO MICEBIOHUMOM
«3.E. HapeiMckuit», o KOTOPBIM CKpbIBasicss Marapam. «biyxmaromue
IOy OH IEePEeBOIWI HE C KHTAMCKOTO, a ¢ (DPAHILY3CKOTO MO IBYSI3BIU-
HoMy cOopHuky Jleona Burepa “Folklore chinois modern” (1909). «Con u
JEUCTBUTENBHOCTDY, « IMUKCUP cMepT», «Kopois 3meii» u «/IBe cecTpbi»
MepeBe/ieHbl ¢ HEHa3BAaHHOTO AaHIJIOSN3bIYHOIO HCTOYHMKA. B aTOl Xe
Ipymme — IpeBHss kuTaiickas noss3us B nepeBogax ['anHsl M-m («JIr000B-
Has MBICTTh B 4 BpemeHu roaa»; llao UWxu «Kpacasumna»; «Ecth HEKTO,
0 KOM £ [yMmaro», «Hamo nuth 1 HaJ0 neThy») 1 aHOHUMHBIE rtepeBo bl (DaH-
IOHs «Taitna», Yan-1[361 «ckymenuey, Tai-ay-myHb «B kopume»).

Bropas rpynna — KOMOMJISLMM W TEPEBOJbl MHOCTPAaHHBIX CTaTeH
o Kurae (ucrounuku — Journal de Pekin, IToas 1I’Amkya, JI. Bepiei,
A. Favier, L. Wieger, Ch. Cuttier, W.A. Cornaby, H. Imbert, S.W. Bushell,
F. Hirth). Tematuka crarei kacaeTcst OCHOB KHTAWCKOW KYJIBTYPBI M HCTO-
pun. B sty rpynmy Bxonsat padotst H. UepHoro («Munutapusm B Kuraey,
«Momnonoit Kuraii», «MHorobpaune y kutaiiueB», «Uctopus Kutasy»),
W. Esensuua («Kuraiickoe rckycctBoy), E. @enoposa («McTopus kuTai-
cKoro Tearpay, «Kwuraiickas skuBonuch»), M.B. Mapkesuya («3HameHH-
ThI€ KUTalCKUe HATOXKHULBD»), B. TemHoro («Kuraiisy).

Tperss rpynna — Kutail rnazamu maHXalCKUX SMUTPAHTOB, IIPOU3BE-
JIeHUs, IepeIaloIIye X BIEYaTIeHUs OT OKPYXKaloLeH AeHCTBUTETBHOCTH.
Jlupuka UYepkesa, mpo3za Marapama, myonunuctuka Bacumus TemHOro
(«Bospoxaenue Kurasy, «MexayHapoaHoe noioxenue Kurasy) coaep-
AKaT MHOYKECTBO IEPEKINYEK.

YerBepTas — 1033151 aBTOPOB, HA MOMEHT CO3/1aHUSI TEKCTOB HE >KUB-
mux B Kurtae, He BuaeBmux ero Boounto, — Muxamna lllepbaxosa u Mapun
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Mopagckoil. Ix npousBeneHHs 3HAUUTENBHO OTIUYAIOTCS OT IPOYUX U IO
COJIEPKAHUIO, U 110 KAaUECTBY.

[IaTas rpynna — KOMOWIALUY PyCCKUX aBTOPOB, nucaBiiux o Kurae
erie 710 peoironuuy, B 1890-¢ rr. — nonkoBuuka J[.B. IlyTsrTel, kuraeBena
C. T'eopruesckoro. Crojia BXOJAT 3THOrpapUUECKUe U COMMOIKOHOMUYEC-
ckue crarpu: Ilytsira «Pemurust kuraiines», 303a «IIpoMBIIUIEHHOCTh U
toprosist B Kurtae», Bacunuit Temusrit « Kuraiibny.

[MocnenHsis rpymnmna — MaIOM3BECTHBIE aBTOPHI C HEYCTaHOBIICHHBIM HC-
touankamiu: 0. Bukropos «Tparenns csmeHHOr0 ocTpoBay, 303a «I1pu-
poaa Kutas», A.b. «3ananHoe o6pa3oBaHue Cpen KUTANIIEBY.

ITpuHnmn pasHooOpa3us ¥ CHHTE3a UCKYCCTB COOJIIOIANCS MPH 0TOOpe
WLTIOCTpanuil. 31eck U COOCTBEHHO KHTaWCKasi rpaduka, 1 TBOPUIESCTBO
PYCCKHX XyI0XHUKOB (A. XpeHos, 1. Po3u), u qoKkyMeHTanbHbIE (OTO.
I'paduaeckne MaTepHa bl TEMATHIECKU COOTHOCSITCS C COJICPKAHUEM JIH-
TepaTypHBIX U HAYYHO-TIOMYJIAPHBIX TEKCTOB. Tak, KuTaiickas MUHHATIOpa
«JIBe cecTpbD» COCEACTBYET CO CKa3Koi «/IBe cecTpbl». BuHbeTKH BocIpous3-
BOISIT 00pa3bl KAMEHHBIX JIBBOB M cMeromerocst bymmsr n3 ouepkoB Mara-
pama. AxBapenu A.C. XpeHoBa IeMOHCTPUPYIOT MECTa JICHCTBUS OUEPKOB —
pexa Ban-Ily, ®@panity3ckuil napk, BOpoTa Xpama, KaHajl ¥ KUTalcKuii cal.
®ororpadun H. Lee u caMoro cocTaBUTENS OTPa)karoT MPEAMETHBINR MUP
Marapama, ero u3IOOJEHHbIE JIOKYCBI, CLIEHBl M TUIAXU (IIOXOPOHBI,
VIIMYHAS TOPTOBJIS, PUKIIIH).

Jlayiee paccMOTpUM TOT BKJIaJ B oO1IHid 00pa3 Kutas, KOTOpblid BHOCHT
kaxjas rpynna. Haunem ¢ oOpasza Kutast y Tex aBTOpOB, 4be 3HAKOMCTBO
¢ Kuraem ObTO 3204HBIM.

IIepBoe Takoe ctuxoTBOpeHue — «Hyxue roper» Mapun MopaBckoi.
JetictBuTenpHo au oHO 0 Kurtae? ITo uMeromuMces CBEACHUAM, IT03Tecca
He xuia B Kurae, ona murpuposana u3 Poccuu B SAnonuto, a orryzna
B AMepuky. Ee cTUXOTBOpeHHe 0 HEM3BECTHBIX TOpax U HOYHOM Ipeodpa-
JKEHHUH Teii3aka UMeeT HapOYUTO HeoNpeaeIeHHyo reorpaduro. M300pa-
JKEHHBIH Neii3ak MOXKET BbI3BaTh, CKOpPEE, KPHIMCKHE acCOLMALIUU (IepKu-
JIEpeBO, NavHble KPbIILH, e, YIOT). OJHAKO MOMELIEHHOE B KOHTEKCT
ajlbMaHaxXa, 3TO CTUXOTBOPCHUE YK€ HAIIOMHUHAECT O TPAIUIIMOHHOM KH-
TaHCKOM HBOIIMCHOM CIO)KETE — IOpax, HaIllOJIOBUHY CKPBITHIX TYMaHOM.

51 XUBY y HEBBICOKHX TOD,
JlepKu-aepeBoM IOPOCIINX U OypBsHOM.
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K HuMM nmpuBBIK MOl paBHOLYIIHBIN B30p.
Ho numb HOYb 3aTAHET UX TYMaHOM,
Bce kaxkeTcs npuuyUIMBBIM U CTPAHHBIM,
Bce BepuivHbI TAMHCTBEHHEN U BHILIE,
MoxHO nymMathb, 4TO 3T0 I'MManau...

U B cBIpOM TyMaHe 5 MEUTAIO

[Tox nyHO#, Ha MIOCKOM Ta4HOM KpHILIe,
KyTasce B mepuaBblii TEILIBII I9A:
«ITHX CTpaH s COBCEM HE 3HAIO,

DT1ux rop eue Ha kapte HeT...» [5. C. 34]

B cTuxoTBOpeHnu pa3zBopaunBaeTCs ONIMO3UIUS HEU3BECTHOI'O M I10-
BCEJHEBHOTO. Jlupruyeckasi TeponHs BHIOUpAET MOJIATHCS BIICYATICHUIO
U OKa3aThCsl B HE3/CLIHEM MUpE, JaXKe €clId 3TO HEeMHOro camooOmaH. Ee
MOJIbEM HaJl BCEM MPUBBIYHBIM MOAYEPKUBAETCA (PU3UIECKUM ITOABEMOM
B IpOCTpaHCTBE. B Hauasie oHa HaXOAUTCs BHU3Y Y IOJHOXbsI HU3KUX TOP,
IIOTOM CMOTPHT C KPBIILIK Ha TOPbI, IpeoOpakeHHbIE TYMAHOM U HOYBIO.
I'epouHs B uaeasbHO YJOOHON MO3HUIIMK COBMENIAeT KOMPOPT «HHU3a» (Ha
JIAYHOM KpHIIlie, B TUIEAC) U KPacoTy Bepxa (TOpsl Mo JyHoM). MiMeHHO
3/1€Ch, B CEPEMHE TEKCTA, MOSABJISETCA CpaBHEHUE ¢ [ MManasMu, BbIIEIICH-
HOE X0JIOCTON pudMoid. OTHAKO WIUTIO3HS Pa3BUBAETCA Jallbllie, U B TO-
CIIeHEeH CIleHe Iepeln HaMH a0CONIOTHO HEW3BECTHBIC TOPHI M PETHOH,
U UMEHHO B a0COJIIOTHOW HOBHM3HE W HEU3BECTHOCTH TE€POUHS HAXOIMT
HanOONBIIMHA KOM(pOPT M ynoBoNbCTBHE. [l006aBuM elmie, YTO Ha CaMOM
nene ['mMamam B 3T0 BpeMs opHIMAIBHO Aaxe He 4acTh Kuras, HO OHM
aCCOLIMMPYIOTCS ¢ A3MEN, a 3HAYUT, COOTBETCTBYIOT TEMATHUKE aJlbMaHaXa.

WNuave monxoauT K kutaiickoid tTeme Muxaunn [llep6akoB ¢ ero ctuxo-
tBOpeHusMu «llapp-apakon» (1921) u «Kenbwens» (1922). Ilepsoe
HanucaHo B Oyxte Cunemu, BTopoe — Bo BnaguBoctoke, emie B 0 Oercraa
B Kuraii B 1922 1. 1 3HaKOMCTBa aBTOpa C APYyruMu cTpaHaMu BocTounoi
A3zun.

CruxotBopenue «llapb-pakoH» ¢ €ro rycTo CKOHIIEHTPUPOBAHHBIMU
3K30THYECKHMHU JIETAIIMU BBI3bIBA€T aCCOLIMALIMYU C KHTACKUMU CTUXaMH
H. I'ymunesa. Ero neHTpanbHbIil MOTHB — KypEHUE ONTMYMa, a [IIaBHOE CO-
ObITHE — TIpe0oOpaKEHHE IPOCTPAHCTBA U BCTPEYa ¢ MUPHUSCKOH PUTYpOi
IpakoHa. Jlupuueckoro reposi Bo BpeMs KypeHHs OIIMyMa IOCEIaeT rpo3-
HOE€ U BEJIMYEeCTBEHHOE BUJCHHUE — O0KECTBEHHBIN NpakoH Xaii-myH-Baw,
onmuetBopsitonuit Kutaii. [IpuBegem TeKCT CTUXOTBOPEHHS LIETUKOM
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S xypun B >xentoM cepaue ['onkonra,
W B KypuiIbHE Ha TUTPOBBIX LIKYpaXx,
IMox 3BeHsILyO XKa100y TOHra

boru B TyckibIX BUTanu puUrypax.

Ho nopoii ym, nponuTaHHbIi J6IMOM,
PacTBopsin nBepu TallHBIX 3aKOHOB,

W s cMepTHOTO Aenancst 3pEMbIM
Xaii-JIyn-Ban, — Llapp Mopeit 1 JpakoHOB. ..

... Y1 ero, — Kak napyca y nupaTrcKkoi J)KOHKH,
IMacTp, — KaK cegbMBIC TOPOJICKHE BOPOTA;
TouHO ¢hasHCOBBIE KPHIIIY Ha JIAaaX HEePEHOHKH,
A KpBUIBS 3aKpBUIH O pHCOBOE OOJIOTO.

I'puBa — poma 6amOyka B BuXpe TaiipyHa,
Jlamsl — mmpe KyMHpEH y TOPHBIX CKJIOHOB,
3yOsI — uepHbIe pudEI B 1eHe OypyHa,

U XBOCT JUTMHOIO B TPUALIATH TUTOHOB.

I'maza — xpoBaBble ()OHAPH Y XpaMOB HOUBIO,
Mope oH BOCIIEHHBAET OT Kpasi 0 Kpas,

U eciu cMepTHBIi ero BUIEN BOOYbIO, —

He nozabynet u ymupas. ...

U s 3Ha11, 4TO JIHIIB TPYOKOW U IBIMOM
Orpaxaaroch OT yap 370ro oora:

Beap moru6io uckaTtenei MHOTO,

[ponukasmmx 6e3 3embst kK Hespumeim [7. C. 41].

[TopTper npakoHa cOCTaBJIEeH U3 y3HABAEMBIX IIPUMET KUTANCKOTO JIaH-
madra — pucoBoe 00JI0TO, KYMHPHH, BOPOTa U (hOHAPH, — U TAKHM 00pa-
30M 3aMKHYTOE MPOCTPAHCTBO ONTUYMHOTO TIPUTOHA PACIIIUPSETCS JI0 MPO-
cTpancTBa Becero Kutas. D10 n3mMeHeHNe OIYEPKUBAETCS] TAK)KE CMEHON
putMa ctuxotBopenus. Takas Bctpeua ¢ Kuraem BocippuHUMaeTCs Kak Mu-
CTUYECKOE TMPO3PEHHE, MPOHUKHOBEHHE B TaiHY, OJTHAKO B IOCJIEIHEM
YETBEPOCTUILLE JIUPUUECKUI T€PON OTKA3bIBAETCS JNAJIbLIE MOTPYKAThCA
B TaMHCTBEHHBIH MHp. OmMHMyM, KOTOPBIN MOCIYXHII €My TMPOBOJIHUKOM,
CTAHOBHTCS 3aIlIUTON, IIOMOTacT OCTAaThCS IMACCUBHBIM HAONIOATEIEM U
He MPUOIIKATHCS K OMAacHOCTH. BeTpeda MokeT ObITh Oe30macHa, TOIBKO
MoKa oHa BooOpaxkaemas, oka Kurait ocTaercsi Io3THYECKHUM BHICHHEM.

Ecmu «llapp-npakon» — B3rsa Ha Kwurtaih u3 ['oHKOHTra, TO COHET
«KeHnblieHb» — oOpaleHne K 0ojiee CEBEPHOMY PETHMOHY, K JalbHEBOC-
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TouHOMY (DpoHTHPY ¢ ero mudonoruei [8, 9]. B ocHOBY cTHXOTBOpEHHS
IIOJIOJKEHA JIETEH/IA O JKEHBIIIEHE KaK TAMHCTBEHHOM «KOPHE >KM3HM», KO-
TOPBIN AAETCSA B PYKH TOJIBKO JOCTOMHBIM. MECTO €ro MOUCKOB — dK30TH-
yeckuilt nmanamadt Ja-Jaup-1llans ¢ Mudomorudeckoil 00pa3HOCTHIO:
Taiira, CBSILEHHBIE MECTa, BIaJbIKa-TUTp, 4ac beika u T.4. Xpebder [a-
Jsanb-11lanp Ha MOMEHT CO3aHMsl TEKCTA — 3TO AAXKE HE KUTANCKas Teppu-
TOpus, 3T0 Tophl lpxeBanbckoro, Yccypuiickuii kpail. OnHako, Kak U co
CTUXOTBOPEHUEM MOpaBCKOH, B KOHTEKCTE aJlbMaHaXa COBEPILAETC Ipe-
BpallleHHE: TeNepb ITO TOXkeE YacTh «KuTash» Kak HEKOTro LlapcTBa ONACHbBIX
IYXOB U JeMOHOB. [IprmMedaTensHo, 9To OO0JbIe KEeHBIICHh HA B OJHOM
XyJI0’KECTBEHHOM TEKCTe aJlbMaHaxa He YIIOMHHAETCs. DTOT 00BEKT, IPOYHO
ACCOIMUPYEMBII C JaTbHEBOCTOYHONH MHUQOJIOTHEH, OKa3bIBACTCA UYXK]I
KaK [IaHXaHCKOMY IIPOCTPAHCTBY, TaK U MUPY TpaaumonHoro Kuras.

[Mepeiinem k AByM OpyruM HAIPaBICHUM B pa3BUTHs oOpa3a Kutas.

IlepBoe u3 Hux — ucropuueckuii Kurail co ero apeBHeil KyJabTypoH,
muooruei, punocodueii u scteTrkoii. OH MOKa3aH B MEPBYIO OYepeIb
B MPEACTABICHUN CaMUX KUTAHLIEeB uyepe3 CO3lIaHHbIe MU MPO3Y, Apamy,
(hOTBKIIOP U MO33UI0 KIACCUKOB (C MOMPABKOM HA TO, YTO 3TH MaTE€PUAIIbI
B aJIbMaHaxe, [0 CYTH, ABJIAIOTCS NIEPECKa30M IepecKasa v IepeBoIoM Iie-
peBoaa). Kpome Toro, ucropudeckuit Kuraii otpaxkeH Bo (ppaHIry3cKux u
PYCCKUX OYepKax M HAYYHO-TIOMYJSPHBIX CTaThSIX O KUBOIHCHU M KYJIb-
Type. DTa rpymma TeKCTOB 0XBAaThIBACT LIMPOKYI BPEMEHHYIO U reorpa-
(ugecKyro IpOTHKEHHOCTh. BpeMsi, oTpaskeHHOE B HUX, — OT 3MOXH T31H
1o XVIII B., reorpadus Bkmouaet Beck Kutait, [lexun, ropoaa v ropoaky,
3a uckmouenneM lllanxas u Xap6una. [1o BceM 3THM MaTepHaizaM BBIPH-
COBBIBaETCS ClIeAyIomuii o0pa3 Kuras.

Kuraii — 310 oueHb pa3BuTasi, perijlaMeHTUpOBaHHasi U KOHCepBaTHUBHAS
LIUBWIN3ALUA. DTO CTpaHa, B KOTOPOM €CTh HE TOJIBKO KPECThIHE U peMec-
JICHHUKH, HO U Cy]l 1 YUHOBHUYIECTBO, TeaTpaJIbHbIEC 0OMIECTBA, YHUBEPCH-
TeThl ¢ OakajaBpaMu, M3Y4alOIMMH KJIacCHYeCKue Mpous3BeaeHus. Bce
CTOPOHBI €€ XKU3HU YIOPSAJOUYEHBI U OTPErYIMPOBAHbI 3aKOHOM. M nes yBa-
JKEHUSI K IOPSAKY U 3aKOHY OTYETIMBO BHIHA B CHOKETaX CKa30K, Ie re-
POU UMEHHO K 3aKOHY M CyAy oOpalaroTcs AJs peLieHus BcexX 3aTpyaHe-
HUH, TpUYeM KaK B 3eMHBIX JIeJlaX, TaK U B MUPE MEPTBBIX.

KuTaii — 370 nmBMIM3anms, KoTopas Bce KOAMGHUINPYET U aHAJIH3H-
pyer. JItoboe sBneHNE MOXKET OBITh Pa3IOKEHO HAa COCTABHEIC SJIEMEHTHI,
Kak ueporiaud pasmaraercs Ha paAuKanbsl. B 3ToM moaxose 3akimroyaeTcs
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crienuuKa KUTaiCKOro n300pa3uTeIbHOrO HCKyceTBa. BoT kak mutmer 06
stoM E.A. ®enopos:

PucoBanuto B Kurae o0y4aroTcs TeM ke croco0oM, Kak u nmuceMy. Kax-
JIBI MOTHB B KOMIIO3UIINH pa3/ieIsIeTCsl Ha H3BECTHOE YHCIIO 3JIEMEHTOB, KOTO-
pble PUCYIOLINIT TOIKEH TPAKTOBATh OTJEIBHO, TOYHO TaK Ke, KakK Kamurpad
YUYHUTCS OTJEIBHOMY HA4ePTAHHMIO BOCBMHU 3JIEMEHTAPHBIX YEPT, M3 KOTOPBIX
COCTaBIISIIOTCS Heporudbl. Bo3bMeM, HarmpuMep, 4eI0BEYECKOe JIULO; MTPEXKIe
BCET0 YYCHHUKY IOKa3bIBAETCsI BOCEMB CIIOCOOOB PHCOBAHUS HOCA, 3aTEM OH I1e-
PEXOJMT K OTACIBHOMY H3YUCHHIO PUCOBAHUs PTa, IJ1a3, OpoBeil U T.1.; 3aTeM
OH OyzeT u3y4aTbh, YTO OOpPOJAa COCTOMT U3 IATH YacTeH, U B KOHIIC KOHIIOB
JOMJIIET 10 TEOPHH IISATH KYJIbMHUHUPYEMBIX ITYHKTOB YeJI0BEYECKOro JIHIa, KO-
TOpBIE JOJDKHBI BEIJIEIATECS OoJiee WiIM MeHee coo0pa3HO ¢ BO3PACTOM OPHTH-
Haja. ['pynmnupoBKa 3THX SJIEMEHTOB M MPOMOPLHS B KOMIO3HIMH TIATEIEHO
pa3pabaThIBaloTCA COOOPa3HO C U3BECTHBIMHU IpaBmiiamMu. [1o100HEIH ke MeTox
HNpPUMEHSETCS K U3YUYEHHIO BCAKOTO pojia IPYTHX IPEeaMETOB, Kak To: (uryp,
nef3axei, )kUBOTHBIX U 1BeTOB [7. C. 66].

Eme onna wepra Kuras — cnocoOOHOCTB K CIIOKHBIM, HEOUEBUIHBIM pe-
meHusIM. B crokeTtax ckas3ok, JEreHJ M JpaM €CTb MECTO AJsl UHTPUIH,
XUTPOCTH, MaHEBpPA. YMHas TAKTUKA U JIOBKHH Osie MOTyT OoJibIie, 9eM
rpy6as cuna. Harmpumep, B npame «TakTrka mmycToro ropoa» BoeHadab-
HUK, IOHUMasi, YTO y HEro He XBaTUT CHJI 3alUTUTh TOPOJI OT HalaleHus,
IPUKA3hIBACT BCEM UMHUTHPOBATEH OECIIEYHOCTD, OTKPHITH BOPOTA, U IPOTHB-
HUK UHTEPIPETUPYET 3TO KaK XKeJlaHHe 3aMaHUTh B 3acally U HE HallaJlaer.
Oco0oro BHUMAaHUS 3aciyKUBAET YMEHHUE JOrOBapUBaThHCS, HHTEPIPETH-
POBaTh 3aKOH B CBOIO M0JIB3Y, JOOMBATHCS CBOETO OE3BPEAHON XUTPOCTHIO.
Hamnpumep, B ckazke «JIr000Bb 32 TPOOOM» €CTh MOTHB TIOJMEHBI: TepOi
noMenlaeT Ayury yMmepueil Bo3mo0JIeHHON B TEJIO TOJIBKO YTO CKOHYaB-
mielics JeByIIKU U3 OOraToil ceMbH, MOoTy4aeT Harpamy 3a sikoObl BOCKpe-
IICHHE TIOKOMHOM, HO 3TO MOIIICHHUYECTBO IMPUHOCHUT BCEM TOJILKO OJ1aro.

Bmecre ¢ TeM TpaaunmoHHbI KuTail 1eHHT OJaropoJCcTBO M BEPHT
B CIPaBENIMBOCTh. B Tpe/cTaBIeHHBIX CIOKETaX YECTHOCTh U 100poe-
TeJb MPEBO3HOCATCS M TOOSKIAIOT, TIOPOK pa3odiiaueH W HakazaH. Myn-
PBIH Cy[I JIEKUT B OCHOBE CKa30K «CrHpaBeUIUBBIM Cy» U «37ast KeHay.
Ecnam xe 3monesHuE HE HAaKa3aHO YEJIOBEYECKUM CYA0M, MPECTYITHUKA
KT HEOTBPATUMOE BO3ME3/He CBbIIIE. MCTHUTENBHBIN AyX KEepPTBHI Ipe-
ClleyeT ero B ckaszkax «3y0 3a 3y0», «MecTh HaJIOKHUIED, «[lo3mHsst
MECTBb», B CIOKeTe npambl «Coo0pa3UTeNnbHOCTh BOPOHEHOTO MOJHOCA.
MOTHB OTII0KEHHOT'O cyna, Koraa BO3ME3A1Ue MPpUXOAUT CITYCTS ACCATUIIC-
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THS, TIPENCTaBIeH B cka3kax «Hawanpauk OGanmpl YepHoro [pakoHa» u
«KeptBbl connata». To, 4TO Ha NEPBBINM B3IV IPEACTABIAETCA KECTO-
KHUM, Ha CaMOM JIeJie CIpaBeUINBO: yOWiIa morubaer OT yAaapa MOJIHUU
JlaXe T0Cie TOMBITOK BECTH MPaBEeAHYIO KU3Hb, IOTOMY YTO €ro BHHA
HEU3rIaauMa.

ABTOpBI cTaTel HE MOTJIM TaKXe OOOWTH BHUMAHHUEM YacTHYIO KHU3Hb
U ceMelHble OTHOLIEHUS KuTaieB. OHU Pa3bACHSIOT, YTO T€ SABIEHUS, KO-
TOpbIE Ka)KyTCsl €BpOIEHIaM HENPUEMIIEMBIMU, HA CaMOM [EJie HpaB-
CTBEHHBHI U onpaBaaHHbl. [laTpuapxansHbie Opaky 1Mo BEIOOPY poauTenei —
cBoeoOpasHas 3a00Ta 0 rapaHTUPOBAHHOM HPOJODKECHHU poja. MHoro-
JKEHCTBA HE CYIIECTBYET, 3aKOHHAs >KEHA OJHA M HaJeJcHa IIpaBaMH,
OCTaJbHbIE — HAJIOKHUILIBI, HO U 3TO MYJIpO, [IOTOMY YTO U3MEH BCE PaBHO
HE n30eXaTb.

Tem He MeHee aBTOPHI allbMaHaxa He MOTJIM U30€KaTh CII0KHOCTE! IpH
TPAHCISIMN KUTAHCKOM Ky IbTYpHI. FIX KOMIMISTUBHBIE Pa0OTHI 3a4aCTYIO
HOCSIT IECKPUNTHBHBIN XapakTep U M30eraloT aHann3a sSBICHHH, KOTOpBIe
MOTJIM ObI IOKa3aThCsl YUTATENIO CTpaHHBIMU. [Ipu 3TOM nake ncropuye-
CKHI KOMMEHTapUii B CHOCKax He yJydiiaeT curyauuto. Hanpumep, B uc-
TopudeckoMm oudepke M.B. MapkeBnua «3HaMEHUTHIE KUTAMCKUE HAIOXK-
HULBD» HOJYEPKUBAETCA, YTO C KUTAHCKOW TOUKH 3PEHUS 3HAMEHHTHIE
HaJIOXKHHUI[BI UIMIIEPATOPOB — OJIArOPOAHBIE JaMbl C TPArHYecKoil cyap00H,
KOTOpBIE I0JIKHBI BbI3bIBATh BOCXUILEHHUE. B 10Ka3aTebCTBO IPUBEIEHBI
KOMIUIMMEHTAPHbBIE CTUXU KUTaWCKUX 1103TOB 0 Cu-IlIu. OnHako B ouepke
9Ta KEHIIMHA CaMMMH KHTalIlaMUu MpU3HaHa TYOUTENbHUIIEH CBOeH cTpa-
HbL. YuTarens pocTo 0CTAETCs HAa€AUHE CO BCEMU CTPAHHOCTSIMU U TOJKEH
NPUHATH X KaK HAIIHOHAJIBHOE CBOCOOpA3Ne KUTANCKOH KyJIbTYPEIL.

O06nuk ucropuueckoro Kurast JONONHSIOT IEePEBOABI CTUXOB, BBIION-
HeHHbIe ['anHo#t M-M 1 aHOHUMHBIMH TIepeBogInKamMu. OHU 3HAKOMSIT YH-
TaTels C TPAIUINOHHEIMU 00pa3aMi i MOTUBAMH KUTACKON 1Mo33uH (JIyHa,
BpeMeHa roja u T.1.). IIpeacTaBineHsl XxapakTepHbIe, HO B TO Xke BpeMsi 00-
IIeYETIOBCUECKUE JIUPUUECKHE TEMBI: Pa3iyKa C JIIOOMMBIM, OPEHHOCTb
JKH3HH, KI3Hb Ha Ty>KOWHE, CTapOCTh, T033us BUHA. OIHAKO ITOTBITKA TIe-
pelauu 4y>KOi KyJbTyphl B 3TUX NEPEBOJAX CONPSIKEHA C CEPbE3HBIMU
npobnemamu. Kak ykaszpiBaer B.M. AnekceeB, KUTaHCKOW MO33UU CBOIA-
CTBEHHA MHOCKA3aTEJIbHOCTE: 38 N300pa’keHNEM TOCKYIOIIEH rapeMHOM Kpa-
CaBULbl WM NMOKUHYTON KEHbl MOXET CKPBIBAThCSI COBEPIUEHHO APYron
CIOXET — CETOBaHMs OTBEPKEHHOTO Mo3Ta Ha cBoo xu3Hb [10. C. 270].
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[lepeBomunky 0OpalaloT Ha 3TO BHUMAHUE HE BO BeexX citydasx. Tak, B «Hc-
kymeHun» Wxan [[3u 3TOT BTOPOH IJIaH OTMEYEH U BBIHECEH B KOMMEH-
tapuidl. CTHXOTBOpeHHEe 00 OTKa3ze OJaropoJHON 3aMyXKHEU >KCHIIUHBI
BIIFOOJICHHOMY B HE€ KaBaJiepy COMPOBOXKIACTCS pUMEYaHeM O Ouorpa-
(hryeckoM MOATEKCTe MPOU3BEACHUS: BO BpEMsI TPaXKJaHCKON BOMHBI I10-
3Ty o0emal MOKPOBUTENILCTBO IJ1aBa MOBCTAHIIEB, HO TOT HE MOCTYTIHJICS
TPUHITUTIAMH U OCTAJICSI BEPEH UMITEpaTopcKoit maptuu. OTHAKO B CTUXO-
TBOpeHnH «Kpacasuna» [{ao Ysku, MOCTPOEHHOM I10 TOM K€ MOJIENH, T1e-
PEBOIYKK HE JIeNIaeT MOMBITKH OOHAPYKUTh BTOPOM IJIaH, M OHO OCTACTCS
JIUIIH CTUXOTBOPHBIM IOPTPETOM KPACHBOM JEBYIIKH B TAPATHOMN OJIEKAE,
0oOpBIBAIOIICH JINCThSI C €XKEBUKM Ha Kparo jaoporu. U3 storo mepeBoja
TaKXe yJaJIeHbl MOCJEeJHHE MATh CTPOK, COJEpiKalllhe TJIaBHYI0 TeMy
OpWTHHAJA: 3Ta WJeajbHas ACBYIIKAa TOCKYET B OJIMHOYECTBE, HE HAWUA
JKEHHXa, PAaBHOTO € 10 JOCTOMHCTBY. Bce CTHXOTBOpEHHE 10 3aMBICITY
aBTOpa MpENCTaBIsAeT cO0ON WHOCKAa3aHUE O Ccyapde 0JlapeHHOro Yello-
BeKa, TAJIaHThI KOTOPOTO HE HAXOJAT TMpPH3HAHUS — O COOCTBEHHOU
cynsbe Ilao Wxn'l. Anpmanax Marapama, pecTaBisis TaKKe TIEPEBOIbL,
YOpPOIIaeT KapTUHY KUTAMCKOW MO33MU, HE PACKpPHIBAET €€ TIIyOMHBI U
CIIO’KHOCTH.

BTtopoe HanpariieHue B pa3BUTHH 00pa3a CTPaHbl — 3TO COBPEMEHHBIN
m3garemo Kutaii, u B ocooennoctu Illanxai nagama 1920-x rr. MHoroe
M3MEHMIIOCH TI0JI BIUSTHUEM E€BPOTICHUIIEB, TETIEPh 3TO YXKE HE Ta YyTOHUYCH-
Hasl [IUBWJIN3AIINSI, PSIOBBIC KUTAKMIIBI XKUBYT B HUIIETE U YHUKeHUH. Vc-
cnenytos npupoxay lllanxas kak ropoa KOHTPACTOB U MEPEKPECTKA LIUBU-
TU3alni, aBTOPHI allbMaHaxa PacCMaTpPUBAIOT TEMbI KOHTAKTa HAPOJIOB
Y BEDKHMBAHKE YeJIOBEKa B OOJIBIIIOM TOpPOJIE.

! KommenTupys 310 cTuxotBopenue («3E4c» El), Ponrxya Bonr noscuser: “Po-
ems of his later period conveyed his indignant and grief feelings and his unwillingness
of being put aside without doing anything. <...> In the following poem, Zhi expressed
his pent-up feelings by comparing himself to a beauty” [11]. My Kaxonr (7R %, Mu
Kéhong) B MOsICHEHHSIX K 3TOMY CTUXOTBOPEHHIO COOOIIAET, YTO 3/1€Ch MPUMEHSIETCS
TpaJUIMOHHBIIl IPHEM KUTAHCKOH M033MU: ONUCAHUE KPacaBUIIbl CIyKHT MeTadopoit
aMOHMIIMO3HOTO YeJIOBEKa C BBICOKUMH HJICAlIaMH, CTPAIAIOIIETO OT HEIOOLEHKH CBOUX
TanaHtoB: « XENBRAL - (EREREGHABRNERFE - (KL - (B1E) ZH
Z - AFZUR) UEREALLMBERERANGEL - UEZAE - tEE WA A8

c BEEWR  BREK - EXZUFMMZELIMEEEBR S, » [12].
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LenTpanbHOoe MECTO 3/1eCh NMPUHAUIEKUT ouepkam Marapama «Ken-
eI K. DTO 07HO M3 TIepBBIX M300pakenuii lllanxas B TUTEpaTypE BO-
CTOYHOM BETBU IMHUTPAINH. XOTsI 0uepKu «JKENnThIif TUK» HEellb3sl Ha3BaTh
IpeIeICHTHBIM TEKCTOM, OTPeIeIUBIINM Moienb onucanus [1lanxas ms
HOCIEAYIOIUX aBTOPOB, OHU YK€ JIEMOHCTPUPYIOT MHOT'O€ U3 TOTO, YTO
3areM BblaessieTcs uccienoBarensiMu y C. AnsimoBa B «Haukun-pomy (1929),
y B. Mapra B moBectsax 1928-1930-x rr., B «lllanxalickux HaOpocKax»»
(1923-1930) M. Illepbaxora, a 3aTeM u B OoJee mo3anei moa3uu 1930-x rr.
(M. Cnyprot, M. Busu, K. Batypus u ap.) [14-17].

Marapawm co3naet o6pa3 Kuras, B KOTOpOM IIEHTp IPOCTPAHCTBA — 3TO
eBponen3upoBaHHbiil 1eHTp lllanxas ¢ ypOaHUCTHYSCKUMH TTeH3aKaMH,
a TpPaAWIMOHHAs, JCPEBEHCKAs, arpapHasi YacTh COCTABILIET NepU(epHIo.
CoOCTBEHHO KUTaHCKHE MECTa — ATO JIAOUPUHTHI B KBapTajgax OCTHOTHI U
Cy-Uxoycckuii kaHan. Kuraiickuil ropoJ; XxapakTepu3yeTcst TeCHBIM IIPO-
CTPaHCTBOM, Pa3BEpHYTHIM [0 FOPU3OHTAIM U 3allOJIHEHHBIM HETPHST-
HBIMU HATypaTUCTUICCKUMH JeTasiMA. LeHTpansHbIe 00pas3sl OBITOBOTO
IPOCTPAHCTBa, HANOOJICE MTOJTHO MPEJICTABIIIONIIE IOBCETHEBHYIO KU3Hb
Kurast, — ynuuel, 1aBKH, peIHKH. JIpyrie BasKHBIE JIOKYCBI OUEPKOB — Oaphl,
KITyOBI, 37IaUHBIC MECTa — IPENCTABILIIOT COO0 HEYTO YHHBEpCaIbHOE,
orpesesieMoe HpaBaMU MEXIYHapOAHOTO IIOpPTa, a HE BBIpaKkarouiee
HaIMOHANBHYIO crernduky Kuras.

KoHTpacTHOCTh U MHTCHCUBHOCTD — OMpPEAEISIONINE MPU3HAKY IIaH-
XalCKOM TOpOJICKON CpeAbl B BU3YaJlbHOM, ayIHaIbHOM, OJIb()AKTOPHOM
acnekrax. Yacto Marapam B OZTHOM OIIUCATENILHOM MPEI0KEHUN COeAU-
HSET PasHOPOAHOE, NO3UTUBHOE M HEraTUBHOE: KOHTPACT U CMECh SPKUX
YHUCTHIX TOHOB M YEPHOTHI U TPSI3H, OTTAJKHUBAIOIIHX 3aIIaX0B IJIOTH U CIIA -
K1X OnaroBoHui. BaxHy!0 poJib UrpaloT CIIyXOBbIE oLTyIieHus. B ouepkax
MHOXXECTBO 00O3HAa4EHUI! BCEX Pa3HOBUIHOCTEH IlyMa U HENPUSTHBIX
3BYKOB, IPOU3BOJUMBIX JIIOAbMH, )KUBOTHBIMU U MEXaHU3MaMHU.

Marapam mouepkuBaeT OeccTpacTue ¥ TOKOPHOCTh KUTANIIEB, UX PaB-
HOJyIINE U HEBOCHPUUMYHMBOCTb K OKPYXKArOLIEH NUCTrapMOHMHU, HO 3TU
K€ «TOJICTOKOXECTh» U IPUMUTHBHOCTh COCTABIISIOT UX CHITy. Jlaxke B Ta-
KOM Bpax1eOHOM B AUCKOM(OPTHOM IPOCTPAHCTBE IMIEPCOHAKI-KUTANIIHI
OLIYIIAIOT PaJoCThb OBITHS.

! Bonee noapo6GHO 5TH OYEPKU PACCMOTPEHBI B OT/ENbHOI cTaThe [13].
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O6pa3 ucropuueckoro Kuras B odepkaXx OTXOIUT Ha HEpHQEPHIO.
[lanxaii y Marapama He OepeXeT CBOIO HCTOPHIO, JHIICH (GUiIocohpun u
13 BCEU KyNbTYPHI COXpaHsIET JHIIh caMoe IPUMUTHBHOE. OOBEKTH HAITH-
OHAJBHOU apXHUTEKTYPHI W KUBOIHCHBIC JTAaHTIIAPTH BHITCCHCHEI Ha 3a-
JIBOPKU I HAXOAATCS 32 TOPOAOM, 3HAKOBBIE MPEAMETHI KYJIbTYpHI (Be-
epa, kKapTuHsl, hapdop) ocear0T B AHTUKBAPHBIX JaBKaxX. TpaauiinoHHas
MHUQOIOTHS MPEBPANIACTCS B MPUIYUIHBEIA dJIEMEHT JIeKopa (u300paxe-
HUS IPAaKOHOB U JIEMOHOB) HJIM TPEAMET CyeBepHsl, J€MOHCTPUPYIOIINNA
apxXanyHyl KapTHHY MHpa MepCOHaka-KuTaiia. ParuoHanncTiueckoe
CO3HaHHE HappaTopa He IpHUeMJIeT IPUMHUTHUBHEIC, OCSCIIONE3HBIC U JaXKe
BpenHbie (GOpPMBI HAPOJHON KYJIBTYpPBI (pUTYyalibl BO BpeMsi Oolie3HEH u
SMUJICMUH, TaJaHus, MOKUPYIOIas TPAJAUIIMOHHAS MeAuNrHA). JIOKyChI
TPAIUITHOHHON KUTAHCKON KYIbTYpHl — OYJIUCTCKUN Xpam, IOM, caj —
OCTaBILIOT OIIYIICHHE YIAAKa. XpaM JAeCaKpalIn30BaH U MaJlo OTIHMYAETCS
OT JIaBKM; JIOM U CaJl, B O4ePKaxX IPUHAIEKAIIUE ITI0KWIBIM JIOASIM, BbI-
TIIAAAT O€3KM3HEHHBIMH M 3aCTHIBIIUMH, C HUIMHU CBSI3aH MOTHB OITyCTO-
meHus. Bee, cBs3aHHOE cO cTapoil KyapTypod U 00pa3oM >KU3HH, CaMO
CTapo U cj1ado M eCTECTBEHHBIM 00pPa30M YXOIUT B MPOILIOE.

B HeKoTOpO# CTENEeHN OYEepPKH HCIBITHIBAIOT HA ce0e BIMSHUE CKa30K,
KOTOpble Marapam mepeBOAMII TS adbMaHaxa 1o cOopHUKy Burepa. Be-
posaTHo, y Burepa Marapam uepnai cBeieHUs O ObITE, TpaIUIUIX, CyeBe-
PUSX PAZOBBIX KHTAMIIEB: 0ObIYAl CKATATH JICHBIH U 3aIUCKH C )KEITaHUEM,
obpammaThes kK O0H3aM, Bepa B MepeceieHne Iy, CTPax Mmepel YepTsIMU 1
JyXaMH, TIPeCcIeyIOIUMHE KUBBIX. B cOOpHUKE CKa30K Jake BCTpedaeTCs
nepcorax Ban (WoNng), mouTeHHBIH MOKUION TOPTOBEIl, U MOXOXKUH Te-
PO¥i ¢ TaKMM e UMEHEM JICHCTBYET B pacckase «J{oub rpoOoBITHKAY.

Marapam He OrpaHHYHBACTCS 3aMMCTBOBAHHEM JIETANICH, OH TAKXKE UC-
TMOJIB3YET U HETaTUBHO NEPCOCMBICIIMBACT XapaKTECPHbIC MOTUBEI. Hackomnbsko
CKa3K{ OTCTAaUBAIOT CIPABEIINBOCTE U OJIArOpOJCTBO, HACTOIBKO OYESPKU
Marapama yTBEep»KIaloT TUCTapMOHUIO M HECTIPABETUBOCTD JKH3HH. B pac-
ckazax «/loub rpoOoBIInKay, «XKeHa», Te TIaBHBIM MpeaIMeToM n300pa-
JKCHUS SIBILICTCSL CeMeifHas )KU3Hb KUTAMIIEB, HCIONB3YIOTCS B CBEPHYTOM
BUJIE TaK)K€ HEKOTOpbIe OOIIMe MecTa, XapakTepHble IJIsi CKa30K: Opaku
IO pacyeTy, NOYTCHHUEC K POAUTEIIAM, POXKICHHUEC NOTOMCTBA KaK CMBICII
JKU3HHU, IPUTCCHCHUEC HAJIOKHUIIBI, MOTHUB ITOJIMCHEI. OtH YEpTHI IaTpuap-
XalbHOTO YKJIaJa CTAaHOBSITCS HUCTOYHHKOM MYYEHHH IS TIEPCOHaXEH,
BBIHYKJICHHBIX TEPIETh HE3ACIY)KCHHBIE YHIKEHHS OT CBOEH CEMBH.
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KoH(muKTHI, B cCKa3kax pa3pemnaeMple OCTPOYMHO B YOSIUTENEHO, B 0Uep-
Kax He MOJy4aloT 3TUYECKH OJIHO3HAYHOTO pemeHus. B pacckase «Jlodp
rpoOOBIIMKa» yIOayHas HA MEPBBIA B3MIIA ITOAMEHA TPO3HUT B OyIyIIeM
MIOJIHBIM CEMEMHBIM KpaxoM: HaJloKHHIle Oe3neTHoro Bana ynaercs BbI-
JIaTh 3a JOJITOKIAHHOTO HACIIEHUKA CBOETO PeOeHKa, POXKAESHHOTO OT 13-
HACHWJIOBAHUS, HO JIOBEpUTEIbHBIE OTHOIICHUSI MEXKIy Hell 1 BaHoM yxe
HEBO3MOJKHBI, TaK KaK HACUJIBHUK OYAMT B HEW KaXKy )KU3HU U HacCJlaxie-
HUll, koTopsle Ban He crocobeH naTh. Ecin TpagulMOHHBIN KUTaWCKUN
MUp TAPMOHUYECH, CIIPABEIIMBO YCTPOSH M COPa3MEPEH, TO COBPEMEHHBIN
MHUp Tparudecku MpPOTUBOPEUMB, B HEM HeEJb3s PYKOBOACTBOBAaThCA CTa-
PBIMHU 3aKOHAMH.

Ouepku Maparama — HE €MHCTBEHHAsI COCTABJISAIONIAS KapTUHBI CO-
BpeMeHHoro Kutas. Marapam nzgaer emne COOCTBECHHYIO «KHHOIPaAMY»
«OmnacHas 3a0aBay, MyOIMKYeT CO3BYYHBIE €My CTHXH H Ipo3y [letpa Uep-
ke3a u IOpus BukropoBa, a Taxxe crateu myonunucta Bacumus TemHoro
«Bozpoxxnenne Kuras». Psing nepecekarommxcst TeM, MOTHBOB H 00pa3oB
B ATHUX NPOU3BEIEHHUIX NPUBOIUT K IOSBICHUIO MEXTEKCTOBOTO €IUH-
CTBa, BO3HUKAET OIIYIIEHHE €IUHON PeaJbHOCTH, OMMCHIBAEMONW MHOXKe-
CTBOM €MHOMBIIIIJICHHUKOB.

Iletp Yepke3 — MOpy4YUK, SMUTPAHT, WIEH MPABICHUS IAHXaHCKOTO
Jluteparypro-aptuctudeckoro odmectsa [18. C. 159]. [Ipyrux cBeneHwuii
0 HEM WJTU €r0 TBOpYECTBE He 0OHapykeHO. B anbMaHaxe mpeicTaBlIeHbI
€ro CTUXOTBOpeHus «Jlammaroy, « BBl To0wIN, CEBIIH B TUMY3HHY, «[lecHs
o Cyn Cyne» u «Xaii-xo». B HacTosmMiA MOMEHT HEBO3MOXKHO YCTaHO-
BUTH MOAPOOHOCTH B3aMMOJICHCTBUS PEIaKTOpa M aBTOPA U TOYHBIH TOPSI-
JIOK HaIlMCaHMA 3TUX NPOU3BEACHUI: OHU BBILUIM B OJHOM BBIITYCKE, HO
HEHU3BECTHO, Kakue ObUIM CO3JaHbl MepBbIMUA. OHAKO OTYETIMBO MPOCIIe-
KUBAFOTCS MTOBTOPSIONINECS Y 000UX MOTHUBEI, TeMbl, eTanu. Ctuxu Yep-
Ke3a OyATO co3/aHBl B COTPYIHHYESCTBE ¢ MarapaMoM WA BIOXHOBJICHEI
€ro o4epKaMu M CIyXkaT UX IPOJOKEHHEM.

O06a aBTOpa HUCMOJB3YIOT OAWH NPHEM — OTPAXKEHHE >XH3HMU BCEX
COCTIOBHH B WM300pakKCHWH TJIABHOW TOPOJCKON Marucrpaiu. Y o00ux
yIn4Has KU3Hb 1eHTpa lllanxas mokazaHa depes Mpoe3] Ha aBTOMOOuIIe
o Haukun Pon. TloBTropsieTcst onucanue ropoAcKoi HEHTPATIbHOM yIHIIbI
C JKWMNaXaMH, BUTPUHAMH, JIEBYIIKAMU-KUTASHKAMA W HWHIYCOM-TIOJH-
neiickuMm. Marapam co3aaeT LHMPOKYI0 aHOpaMy, I'yCTO 3aIlOJHSET Ipo-
CTPaHCTBO JCTaISIMU:
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Brniepenu pacchimaroTcst 1o CTOpOHaM KapeTbl U pUKIIM. MalinuHa KpyTo
MMOBOPAYMBACT, U BEIMYCCTBCHHBIA CEPhIi aBTOMOOWIb MOKOPHO CITYIIACTCS
MAaJICHBKHX PYyYeK, OJICTHBIX U TOHKHMX, TAKAX TPOTATEIbHBIX HA CTATLHOM KO-
nece pyJisi. My>KYMHBI TI0 00EUM CTOPOHAM YJIHIIBI OCTaHABIHUBAIOTCS MO MYTH,
CJIOBHO TPUTSATHBAEMbIE MarHUTOM, W JOJTMMH, BOCXUIICHHBIMU B3TJISAaMU
MPOBOXKAIOT MYAIIHIACSA aBTOMOOMTb. HekoTOphIE M3 HUX TOYTHUTEIBHO KIIaHs-
FOTCS KCHIIUHE, CHUCXOIUTEIBHO YJIBIOAIOIICHCS UM B OTBET TOPIOH, Lap-
CTBCHHOU yJbIOKO#. Ha mepekpecTkax MoNMIecKue-UHAYChI, 3aBUS CepPhIi
aBTOMOOWJIb, 0€3)KaJTOCTHO OBIOT TOJICTBHIMHU MMAJTKaMH BHIOUBIIUXCS U3 CHJI IO-
JIYTOJIBIX JIAMITAI0, OCTAHABIMBAIOT YJIMYHOE JBUKECHHUE, YTOOBI NPOMYCTUTH
BIIEpEe MOJIOJYIO XKEHIIUHY C IeNeNbHO-30J0ThIMU BoJocaMu. ['opro oTku-
HYBILKCH Ha MATKYIO CITMHKY CHUJCHbS, OHA BCMATPUBAETCS B AaJlb KPACUBBIMU
OJU30PYKHUMH TJIa3aMH, €KEMHHYTHO TPEBOXKHO HaXMMas TMeAaib TyIKa H,
BMECTE C HEIO, HECETCs IO YJIMIE ONIYINAIOUINA TUKUH peB, CMETAIOLINI Ha
MyTH JIFOJICH U J)KUBOTHBIX. HakoHel] aBTOMOOHIIL OCTaHABIUBACTCS Y Mapaj-
HOT'O BX0/1a OOJIBIIOTO TPEX3TAKHOTO 3AaHMUS aMEPUKAHCKOTO JI0OMa TePIIUMO-
cty. JKeHIrHa MPUBBIYHBIM JBIDKCHUEM HA)KUMAET IMyTOBKY 3BOHKA U IPHKa-
3bIBAET MOSBHUBIIEMYCS 000 OTHECTH B €€ KOMHATY MOKYIIKH. ..

Tonwko Bcero... [19. C. 18].

VY Yepkesa B CTUXOTBOPEHHUH «BBI JTFOOMIIH, CEBIITU B IUMY3HH» aKIIEHT
CIeNaH Ha caMOW TepOMHE, OJUIETBOPAIOLIEH TyX OOJBIIOr0 ropoia.
[Ilanxaii, yBUJCHHBIN M3 OKHAa aBTOMOOWJIS, — 3TO yXK€ TO3HIUS HEKOTO
IIPEBOCXOICTBA, TOPOJ C €r0 OJIECKOM CTAHOBHUTCS (POHOM UIS TEPOUHH.
OHna BbIHECEHA B IIGHTP KapTHHBI U IPUTATHBAET BOCXUILEHHBIE B3I

Be1 mro0wniu, ceBIIN B TMMY3HH,
Briesxats Ha mrymHbiit Hankun Pon,
['me orusMu Gnenier psi BUTPUH

U rynser Tonmamu Hapo.

MuaTcst pUKIIH, CTEKIaMHU KapeT
Koppumku HapsiTHbIE OIIECTST;
®dapamu Opocast IpKHil CBET,
MoToKapbl, CyMpa4yHO, TY/SAT.
Kurasaky, pacuBeTHB MIMHBOH,

B naHTanoHax Jerkux, pOCHHUCHBIX,
Kaxk 1mosMbI cka304HBIX BpeMeH,

[o acdanbTy GPOIAT MOCTOBBIX.

C Oenoit mankoii v B yaiMe HHIyC
B3op MeTHeT 30BN, Kak pyOHH,
W npuxycut HepBHO YepHBIH yC,
[IpoBoskast B3riasiioM TuMy3uH... [5. C. 56].
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Heo0xoauMo 0TMETUTH MPHCTPACcTUE YUACTHUKOB albMaHaxa K repo-
MHE 3TOTO THIIa, 00Ia7aro1Iel cBOOO 10 1 BBICOKHUM IOJIOKEHHEM, U BME-
CTe ¢ TeM MopodHocThi0. KpacuBasi eBpormeiika ¢ 30J0TBIMH BOJIOCAMU
repeMeniaeTcs o CTpaHuliaM U3JaHus U3 OJTHOTO TeKCTa B Ipyroi. B «ku-
Honpame» «OnacHas 3a0aBa» Marapam faxe naet eid ums u Ouorpaduro.
Omna nosBiseTcs B ouepke «I opoJ1 KeJITOro AbSIBOIa», UTPAET CYIIECTBEH-
HYI0 poJib B pacckase «Pukima». 1 B TpeTheM BBITyCKe B pacckase Bukro-
pOBa CHOBA JICHCTBYET €BpOINeiiKa, HTHOPUPYIOIIAsl 3ampeThl, OLIyIIaro-
mIast ce0st XO3sTMKON TIO0XKESHUSL.

Bropoii 3HaunMEIi 00pa3, omieTBopstomuii Kuraid, — pukim u KyJu.
E.M. BongsipeBa OTMEUAET, YTO PUKIIIA B PYCCKOM, COBETCKOM U KUTANCKOMN
IuTeparype — eMKuil 00pa3, KOTOpBIii MOXKeT ObITh KaK KBUHTECCEHIHEH
CTEPEOTHIIOB, CBA3aHHBIX C BOCTOYHOM IK30TUKOMU, TAK M IMOJIECMaTHIECKUM
3HAKOM COBETCKOTI'0 JINTEPATYPHO-IOIUTUYECKOIO JUCKYPCa U KYJIbTYPHO-
ncropudeckuM rmoprperom 3moxu [20]. [TomokeHne yenoBeka, HEUCTOINMO
SHEPTUYHOTO U TPYAOIOOHUBOTO, HO YHIXKEHHOTO W HU3BEIEHHOTO JI0 CTa-
Tyca TATJIOBOM CHITBI, IPUKOBBIBACT BHUMAHHE aBTOPOB allbMaHaxa. B orry0-
JIMKOBaHHBIX IPOU3BEICHUAX OTYETJIMBO 3aMETHBl KOHCTAHTHI, BBIAEJICH-
Hble bonipipeBoit B cBA3M ¢ 00pa3oM pUKIIK: aMOMBaJIeHTHasE CEMaHTHKa
TEJIECHOCTH (TEJI0 ACTETH3UPYETCA WM JIe3CTETU3UPYETCs), aKIIEHTHPOBa-
HHE CYPOBBIX ITOTOTHBIX YCIOBHH, OCIOXKHSIOINX TPy (Kapa MM XOJIOX),
MOTHB 0€30CTaHOBOYHOI'O Oera, aHTHTe3a OEJHOTO M3MYYCHHOTO PUKIIH H
JKECTOKUX Oorayeli-dKCILTyaTaTopoB, HCIBITAHHE JIIOOOBBIO U €T0 Tparmde-
ckuit ucxoq. OOpasbl KyJu B ajlbMaHaxe TaKKe MPOSBIAIOT HEKOTOPHIE U3
3THX 4epT. TsDKECTh CYIIECTBOBaHUS pabOYMX MEepenaroT IIaCTHISCKUE
I[BETOBBIC 00Pa3bl: X CONMPOBOXKIAET YEPHOTA (L[BET TPSA3H U 3EMIH), OHU
JIMILIEHBI NPSIMOI pedr, KpOME BBIKPUKOB-CTOHOB, ¥ THYTCS IO/ TSKECTHIO
rpy30B. ¥ Marapama 3To CKBO3HOH 00pa3, BEIBEJICHHBII B IICHTP MIOBECTBOBA-
Hus B pacckazax «Pukmay, « Cmerommiics byamay, y Uepkesa pukim — «Jlam-
nanoy», Hocwibliuki — «IlecHst o CyH-cyHe» u «Xdil-xo», y TemHoro on
BcTpeyaeTcs B «Bospoxnernu Kurasy». Mzo0paskast OenHsika U ero cyap0y, OT
KOTOPOH O0CBOOOJIUT TOJIBKO CMEPTh, Uepke3 MPUXOHT K TPaKIaHCKOMY Tia-
(ocy 1 BO3MYIICHHUIO HECTIPABEIJIMBO YCTPOSHHBIM 00mecTBOM. Marapam,
0 KOMMYHHCTHUECKUX CHMIIATHSX KOTOPOTO M3BECTHO M3 ero Ouorpadmumu’,

! Marapawm elnte 10 peBOIONMH PabOTAT B 3CEPOBCKUX U3MAHUSX, B Ta3€Te «3HAMS
peBomonumny, B Illanxae — B mpocoserckoit «Hopoii I1lanxaiickoil >ku3HU», COTPYTHU-
YaJl ¢ U31aTeIbCTBOM «MOCKOBCKUH pabodHii».
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YXOOUT OT OTKPOBEHHOro OOnu4eHus. [IJI1 Hero HOCUNBLIMKHM KyJlU U
PUKIIN — OJIMIICTBOPEHUE BUTAJIbHBIX CUJI KHTalCKOro Hapo/Ja, ux npucmo-
COOJICHHOCTH 1 JKU3HEHHAS SHEPTHs — TapaHTHs Oy IyIIero.

O06e paccMOTpeHHBIE BBIIIE (GUTYPHI HA CTPAHUIIAX aTbMaHaxa HeOJHO-
KPaTHO CTAJKUBAIOTCSI B OAHOM CIOXKETHOI cuUTyaluu 1:0606b K uHone-
MeHnHuKy. BieueHue kuraiia K 3alIpeTHON eBpOIEHKe IPEACTaBIEHO B He-
CKOJIEKHX TekcTaXx Marapama («I[Ipumnasbiid nom», «XKena», «Pukimay)
u ero «kuHoApame» «OracHas 3a0aBay, a Takoke B pacckase 0. Buxkroposa
«Tpareaus cBALIEHHOTO OCTPOBAY.

KoH(uHKT OCHOBaH Ha COIMAIFHOM HEPABEHCTBE M KYJIBTYPHOH M-
cranuuu. [Ipura3anns kuraina Ha 6eIyro rocIioKy H3Ha4aIbHO 00pEYEeHBI
U3-3a 3TOW aCUMMETPHUH, IPUYEM IepOUHSI BOJIBHO UM HEBOJIBHO MPUYU-
HAET eMy OOJIb M yHIDKEHHE: KJIHEHTKA MOTOHSET PUKIIY KaOIyKOM IO
crimHe («Puxmay), akTprca mpubiamxaer k cede 1akes-KuTaina, IoToM oT-
TaJIKUBACT U 3aCTaBIIET CTPaAaTh OT peBHOCTH («OmacHas 3a0aBay), €B-
poreiika-IyTeecTBEHHNIIA HE TTOHUMAeT IPU3HaBIIEToCcs €if B Jr00BU
MoOHaxa-OyJiucTa ¥ CMOTPHT Ha HEro ¢ oTBpamenueM («Tparexus cs-
IIEHHOT'O OCTPOBAY).

I'ymanucTHYecKui BapuaHT 3TOW CUTyallUM UCIIOJB3YETCsl aBTOpaMH,
YTOOBI yTBEPANUTDH YEIOBEUECKOE JOCTOMHCTBO KUTAMIIEB, KOTOPHIE YMEIOT
TIOOWUTH M LEHUTH KpacoTy. HampammBaercs cpaBHeHHe ¢ 0ojee TOIUTH-
3UpOBAaHHBIM 00pa3oM M3 My OIMIuCcTHIecKoi ctate B. Temuoro, rae kymm
Y PHKIIH IEPECTAIOT MPECMBIKATHCS NEPE] €BPONENHIIaMi U MUPHUTHCS € CO-
UaNbHBIM YHIXeHUEeM. Ho B Xy10XKeCTBEHHON Npo3e pa3BUTUE CIOXKETa
TParuvHoO: KuTael OYKBaJbHO THOHET OT CBOEH JIOOBH — KOHYAET KHU3Hb
caMoyOHMIHCTBOM, Ka3HEH 3a JIOMOTaTelbCTBA, YMUPAET Ha IJ1a3ax y eBpo-
MEHKH.

CocTaB CIOKETHOM CUTyallUd MOXKET BapbUpOBATh U B HAIllpaBJICHUHU,
YHU3UTEIBFHOM JUISl TEPOUHH: KUTACI-PEMECIICHHHK (IOPTHOM, MacCaXHCT)
CKPBITO JIOMOTAETCsI €BPOIEHKH HEBBICOKOTO CTaTyca (IPOCTUTYTKH, CO-
JIepKaHKW, HeOOraTod >KEHIIWHBI), BBIHYKICHHOH MOJB30BAThCA €ro
yemyramu. Ogaako Marapam nake 3/€ch HE JIeaeT MepcoHaxka-KuTama
BOILIOLIEHUEM JJMKOr0 BaApBapCKOrO Haualla U PacCTaBIsIeT aKLEHTHI HHAYE.
B ouepke «XeHa» ckpblBaeMOe BICUEHHE MOPTHOTO K KIMEHTKE JEMOH-
CTPUPYET €r0 OAMHOYECTBO U OE3BICXOTHOCTH MOJOKEHUS. JTa Ke CUTya-
IUs1, CBEPHYTAs JI0 epudepuitHoro MoTrBa B ouepke « [ IpuitmaHbIit 1oM»,
CITYXHT I N300pa’keHus] HpaBOB B ITyOJIIMYHOM JIOME, /e 3auTpPhIBaHHe

253



bozcooeposa A.A. Kumaii na cmpanuyax aremanaxos dnuzapa Mazapama

JpYT C APYTOM COCTaBIISAET OJTHO U3 HEMHOT'HX Pa3BJIeYeHUH NPOCTUTYTOK-
€BPOIEeK U PEeMECICHHUKOB-KUTaIeB. TakuM 00pa3oM, UCTIONb3Ys ATy
CIOKETHYIO CHTYAIHIO, aBTOPHI ITOJIEPKUBAIOT OOIIEIEIOBEUECKYIO TIPHU-
POy KHTaHIeB M B TO K€ BpeMs CO3ar0T 3P QeKTHBIH MenoapaMaTuie-
CKHUH CIOXKET, CIIOCOOHBII MPHUBIIEYH K ajIbMaHaXy ayJUTOPUIO.

3aBepuraet 0030p M3aaHMA aHaH3 00pas3a Kuras B myOmumuctrke. B koM-
MTO3UIIMY aTbMaHaXa MyOIUIMCTHKA pacloiiaraeTcsi OIKe K KOHITY Ka-
joro Bbimycka. CTaTbu, B KOTOPBIX PYCCKUN >KYPHAJIMCT NpEACTaBISET
COOCTBEHHOE BHIEHUE ITOIUTUYECKOH, COI[HAIBHONM M 3KOHOMHYECKOM
JKU3HU coBpeMeHHoro emy Kurtas — ouepku «Bospoxxaenue Kuras» u
«Mexynapoanoe nonoxxenue Kuras» Bacunus TemHoro.

O6mectBennsle mpouecchl Kuras 1920-x rr. (mepexof K pecimyOiuKe,
MIPOTUBOCTOSIHUE €BPONEMCKON KOJOHM3ALUHU) YKJIaIbIBAIOTCA AJI HEro
B HJICOJIOTHUECKYIO cxeMy: «Bo3poxxnenne Kuras Hayanoch, 1 kakue Obl
MPETSATCTBHUS HE CTABHJIM OCBOOOJMTEIHFHOMY JIBM)KEHUIO CBOU W UY)KHE
HAaCWJIHHUKH, OHO HEMHUHYEMO COJBETCS C MHPOBBEIM OCBOOOIMTEIHEHBIM
JBUKEHUEM, OepyiuM Havyano B Pycckoit peostonnu» [6. C. 68]. Ou ne-
peHocuT Ha Kutaii KOMMYyHHCTHYECKYIO PUTOPUKY O OophbOe Hapona ¢ de-
OJlalaMH, IPUBETCTBYET «IIE€PEPONKACHUE IICUXUKI» PSNOBBIX KUTaMLEB,
ocobenHo 3ameTHOe B [llanxae. MOTHBBI CHa U MPOOYXKAECHUS UCIOJb3Y-
IOTCS 17151 OTIICaHUs IIPOUCXOJISIETO W BEIPAXKAIOTCS THIIHYHBIMU PopMy-
namu: Kurait — «1mpo0y K 1aronuiicss OT BEKOBOTO CHA BEITUKAHY, «JIyX BO3-
MYILLEHUSD» 3aCTaBISIET €r0 «CABUHYThCA C MEpTBOM Touku». CTpaHa ¢ ee
«CKa30YHOW KU3HBIOY» HAPOUYHO MOJCPKUBACTCS B 3aCTHIBIIEM COCTOSI-
HUM, «JIPEBHUN KYJbT» — JIAIIb HHCTPYMEHT MPaBSIIAX KJIACCOB JIJIS CO-
XpaHEHUsI «paOCKuX myT». BoJbIIoi UCTOpUIECKON yaadei, Mo MHEHHIO
B. TemHoro, sBNsieTCS TO, YTO UUBHIIM3ALIMOHHOE JABJIEHUE CO CTOPOHBI
EBPOIIEHIIEB COBMAJIO CO CTPEMIICHHEM MacC K IpeoOpa3oBaHusIM CHU3Y.

Bacunuii TemHbIf nenaeT Kyiau W PHUKIIEH onluieTBopeHneM Kwuras.
B «Bo3zpoxnenun Kuras» onucanue Tpyna KyJid, BOCOIPOU3BOISLIEE CIIO-
KUBIIHECs (popMyIibl, U3 OBITOBOI 3apHCOBKU BBIPACTAeT 10 CUMBOJIMYE-
cKoil KapTuHbl. OUrype Kyjau OpHUAAETCS COLUUAIBHBIA M MOJIUTHYECKUN
cmbicia. [IpoOykaeHne 4enoBeYecKoro TOCTOMHCTBA W BOCCTAHUE MPO-
3peBUINX KYJIM MPOTHB yrHETATENeH BOCIPUHUMAIOTCS KaK 1Iar B CTOPOHY
MHPOBOM PEBOJIOLMHU IIpOJIeTapuaTa.

Urak, n3nanne 3. Marapama, craBiiee BITOCIECTBUN PEIKONH KHUTOM,
BPS/I JIM MOTJIO MOBJIUATH Ha ()OPMHUPOBAHUE JIUTEPATYPHBIX TEHACHIUH,
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HO B 3HAYUTEIHHON Mepe MX O0Tpa3mio. TpyAHO Ha3BaTh OMyOIMKOBaHHBIE
CTaThbH, IEPEBOJIBI, XyI0KECTBEHHYIO MPO3Y M CTUXU aBTOPOB-IMHUTPAHTOB
ITTyOOKHM JIMYHBIM TTOTPY)KEHHEM B KHTAHCKYIO KyIbTYypy, 9TO, CKOpee,
B3MUIsAA CO CTOpOHBL. B onnux npoussenenusix (lllepbakos, Mopasckas)
Kuraii npeacraet BooOpakaeMbIM IPOCTPAHCTBOM (DaHTA3UH U OIIMYMHBIX
rpes. Jpyrue ¢ onopoi Ha eBpONEeHCKUX HUCCIeoBaTeNeld pUCyoT o0pas
uctopudeckoro Kuras kak sK30TH4ECKON LUBUIIM3AIMHU, KyJIbTYpa KOTO-
pOIt CIIOKHA ¥ YTOHYEHHA, HO OCTABJISCT BIEYATICHHE HEJOCKA3aHHOCTH
¥ HEMIOHATOCTH. DTOT MHP (PUIOCO(OB, TOATOB, TAPEMHBIX KpacaBHIl 1 (oJIb-
KIIOPHBIX ITEPCOHAXEH 3aTeM yXOAuT Ha nepudeputo B ouepkax o lllanxae
XX Beka ¢ ero 6egHOTOM, pukiIaMu U Kyiau. Jlngnoe Bocnpustue Kuras,
IIOMIBITKA YJIOBUTB ITyJIBC €r0 xku3Hu O. Marapamom, B. Temusim u I1. Yep-
KEe30M NPUBOJUT K CO3JaHHIO IEMOHH3HPOBAHHOTO 00pa3a TOProBOro IopTa,
BOCTOYHOT0 BaBuiioHa. MarapaM, coBMelasi KONUPOBAHUE C HATYphl U
UTPY JUTEPATYPHBIMU IITaMIIAMH, YTBEPXKAACT CIIOKHBIN OajgaHc rapMo-
HUH U TUCTapMOHUM B 3TOM MHPE.
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Introduction

During the Cold War, emigration played an important role in the “strug-
gle for hearts and minds”: propaganda machines of both superpowers used
escapes to the other side of the Iron Curtain as proof of the superiority of
their own way of life. This theme was also exploited in cinematography,
the main theater of the cultural Cold War. A special place in such films was
occupied by the plot when the reason for one’s escape was love for a mem-
ber of the hostile camp.

The Hollywood canon of such love stories was created in the film
Ninotchka (directed by Ernst Lubitsch, 1939), which tells a story of how
a convinced Soviet communist Nina Yakushova gets to Paris, meets a French
aristocrat Count Léon d’ Algout, falls in love with him and stays in the West.
This story was later developed in such films as Comrade X (directed by King
Vidor, 1940), The Red Danube (directed by George Sidney, 1949), Never Let
Me Go (directed by Delmer Lawrence Daves, 1953), Jet Pilot (directed by Josef
von Sternberg, 1957), Silk Stockings (directed by Rouben Mamoulian, 1957),
and others. One of the most famous films on this subject was the British film
From Russia with Love (directed by Terence Young, 1963) — an adaptation
of the Tan Fleming’s 1957 novel From Russia, with Love. The plot is based
on the story of the defection of the Soviet agent Tatiana Romanova to the
West, the importance of which was determined not only by the fact that for
the love of James Bond, she gives up military secrets: the specificity of the
Cold War caused a special value of the very fact of “choice of freedom.”

These films had already been the subject of studies [1-4], which pointed
out that such repetitive subject matter suggested that cinematic love stories
between a Soviet woman and a Western man were an effective weapon
of the Cold War, relevant to its aims. Meanwhile, Soviet cinema also pro-
duced films about romantic relationships between Soviet and American
characters. Their study seems particularly relevant given the growing in-
terest of the academic community in comparative analyses of the Cold War
[5; 6]. Comparative research reveals both common and specific features of
Soviet and US cinematography, thus making it possible to avoid a black-
and-white perception of the Cold War and to develop a more accurate
knowledge of Cold War legacies.

The issues on which this article focuses can be presented as follows.
Who, male or female, represents “us” and who represents “them” in Soviet
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films? How are the differences between masculinity and femininity of “us”
and “them” shown? How did these differences relate to representations
of features of Soviet and American lifestyles in general? How did Soviet
cinematic love stories between representatives of the two worlds separated
by the Iron Curtain differ from similar Hollywood stories?

The object of the study is three films on which Soviet filmmakers
worked during the Thaw period: Russian Souvenir (Russkiy suvenir,
directed by Grigoriy Aleksandrov, 1960), A Man Changes Skin (Chelovek
menyaet kozhu, directed by Rafail Perelshtejn, 1960), and Meeting at a Far
Meridian (Vstrecha na dalyokom meridiane), a film on which work began
back in 1955, but which was not shot. Additionally, the source base of the
study also included archival data related to the discussion of films and their
scripts in the film community of the USSR.

The Symbolism of Male and Female in the Cinematic Cold War

Analyzing the history of the Cold War, Cynthia Enloe noted that the
postwar confrontation was a multitude of contests over the definitions of
masculinity and femininity [7. P. 18-19]; audiences were forced into ideas
about which models of male and female behavior should be considered
exemplary and which should be considered deviant. Representations of the
superiority of masculinity, femininity, and the gender order of “us” over
“them” were intended to show the superiority of lifestyles in general.

The effectiveness of gender markers in the symbolic struggle is deter-
mined by three important properties of gender. First of all, it is their ability
to act as a differentiating feature, which is used in drawing symbolic bounda-
ries between “us” and “them.” At the same time, stereotypical representa-
tions of the qualities of men and women easily correlate with a person’s
personal experience and contribute to the perception of these boundaries
as almost the most obvious, understandable, and therefore legitimate.
Additionally, this is an appeal of gender discourse to the natural attributes
of human beings that are perceived as gender differences in the traditional
worldview, which is also one of the ways to essentialize the differences
between “us” and “them.” Finally, hierarchical relations between and
within the genders are used as a kind of a matrix legitimizing other
kinds of social inequalities; it is through the involvement of gender
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discourse in power relations that it becomes an integral part of any mili-
tary conflict [8].

During the Cold War, gender issues were particularly relevant, primarily
because the women'’s issue played a significant role in ideological confron-
tation [9. P. 18]. As noted in the studies of many authors, an important place
in the “struggle for hearts and minds” was occupied by discussions about
what gender relations in society should be, and what models of masculinity,
femininity, sexuality, and family are best. At the same time, they were
related to such issues as national identity, the global mission of the super-
power, and the legitimation and delegitimation of the political system
within the country.

A special role in the cultural Cold War belonged to cinema. Various
discourses were involved in creating cinematic representations of the enemy:
political, civilizational, national, class, racial, ethical, historical, anthropo-
logical, sporting, and confessional ones'; Gender discourse, related to repre-
sentations of masculinity, femininity, sexuality, and family relations, was
also prominent.

The fact that in Hollywood love stories Soviet characters fled to
the West is not surprising. What is striking, however, is that in these stories
the Soviet side is always represented by a woman. The fact that, in Ameri-
can films, Soviet women prefer Western men is intended as an indication
of the low quality of Soviet masculinity. True masculinity, with such traits
as individualism, rationality, responsibility, independence, only emerges
where there is capitalism, private property, and democracy. On the Holly-
wood movie screen, Soviet men are inferior to Western men in every way,
from fighting to competing for a woman’s heart. In other words, love
stories construct the superiority not only of the “free world”, but also
of American masculinity.

In addition to flawed masculinity, there is another reason why in
romance stories it is the woman, not the man, who represents the enemy.
In a form of collective identity such as the national identity, women’s
bodies mark the symbolic boundary of the community [16. P. 7-10]. It also
finds expression in various kinds of restrictions concerning women’s
sexual relations with representatives of “them”, other national communities
[17. P. 45]. At the same time, this function of women imposes on men

1 For more on cinematic Cold War see: [10-15]

263



Riabov O.V. “From America with love”? Love stories and the “Iron Curtain”

of the community the duty to protect them; being a protector of women is
an essential component of male identity in the discourse of nationalism.
Thus, representations of love stories are directly related to the hierarchiza-
tion of the types of masculinity and thus to the hierarchization of those
social groups and communities with which these types of masculinity are
associated.

The most interesting exception to this canon during the Cold War is
the story of the romantic relationship from the movie The Russians Are
Coming! The Russians are Coming! (directed by Norman Jewison, 1966).
This film, which marked the onset of a thaw in Soviet-Western relations, is
unique in the aspect of deconstructing stereotypes of Soviet-American con-
frontation. A review published in the New York Times in 1966 noted that
the film reveals “the fundamental fact that, after all, Russians and Ameri-
cans are human beings, and, therefore, share basic human qualities”
(as cited in [18. P. 242]). One of the ways in which Soviet characters regain
their humanity, their rehumanization, was the love story between the Soviet
sailor Alexei Kolchin and the American girl Alison Palmer. It is indicative
for the fact that this time the woman represents “us,” while “them” are
represented by a man. Alison does not go with her lover to the other side
of the Iron Curtain, but Kolchin promises the American woman before
parting that they have “a long life together of peaceful coexistence.” It is
quite expected for a Cold War Hollywood production that the most positive
and humanized Soviet character, an American girl’s favorite, should express
his disagreement with Soviet policy. Indeed, Kolchin confesses to Alison
that in the Soviet Union, since childhood, he was taught that Americans
were bad, that they were Russia’s enemies; no one in his country trusted
Americans. He disagrees and says that he does not want to hate anyone.
But his criticism of the Soviet system is limited to this statement. He does
not doubt for a second that he must return to the USSR. As Tony Shaw
rightly pointed out, it does not occur to him to ask for political asylum
in the United States, as it happened to the Soviet characters in other Holly-
wood films [18. P. 239]. In other words, he remains loyal to his oath as
a soldier of the opposing army, but he does not cease to be human.

Thus, both the canon of romantic stories of the 1950s and its decon-
struction during the period of détente show that these stories played an im-
portant role in representations of the Cold War in the United States.
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The noted patterns of constructing collective identity and justifying the
advantages of one’s lifestyle with the help of love stories are also charac-
teristic of Soviet cinematography. In fact, the plot of a love story between
Soviet and American citizens appeared in the Cold War cinema thanks
to Soviet cinema: Ernst Lubitsch, the director of Ninotchka, was present
in Moscow in 1936 for the premiere of Aleksandrov’s comedy Circus [19.
P. 63]. As a reminder, the plot of Circus revolves around an international
love triangle: Marion Dixon, a circus actress, played by Lyubov Orlova,
falls in love with Ivan Martynov, a Soviet circus performer, a character
played by Sergei Stolyarov, and stays in the USSR. The heroine’s choice
of a Soviet rather than a Western man, a German Franz von Kneischitz,
is dictated not only by the superiority of Soviet masculinity, but also by
the advantages of Soviet ideology and way of life. From an American
actress, Marion transforms into a Soviet person.

The next time, Orlova plays the role of an American in another
Aleksandrov’s film Meeting on the Elbe (Vstrecha na Elbe, 1949), which
became one of the first salvos of the cinematic Cold War. The film is set
in post-war Germany, in a city divided into Soviet and American sectors
of the occupation. Journalist Janet Sherwood (who in reality turns out to be
a U.S. Secret Service employee, Miss Collins) organizes a conspiracy
to rescue a Nazi criminal and smuggle him to the United States. In order
to lull the vigilance of the Soviet commandant, Major Nikita Kuzmin,
Sherwood employs the entire arsenal of means of seduction. However,
not only did Major Kuzmin display vigilance in exposing her perfidious
plans. He was also morally upright — the signs of affection that the Amer-
ican girl showed to the major did not make him forget the love of Vera,
a Russian girl from the banks of the Volga (which allowed viewers to
believe, moreover, that Soviet womanhood was superior to American
womanhood).

However, it was important to show that Sherwood’s attitude toward
Kuzmin was not solely due to the technology of the proverbial honey trap.
She shows more than just service interest in the Soviet officer, and in the
final scene of the film she says to her compatriot, Major Hill: “I even
respect that Bolshevik Kuzmin. He is... a real man. And you?!” In other
words, the superiority of Soviet masculinity is also recognized by Ameri-
can women, even if not in as obvious a form as in the film Circus.
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Love Stories and the Rehumanization of the Enemy
in the Thaw Cinema

Changes in the political life of the USSR and the USA in the second
half of the 1950s made it possible to resume cooperation in the cultural
sphere, which was manifested, in particular, in the signing of a bilateral
agreement — the Agreement Between the United States of America and the
Union of Soviet Socialist Republics on Exchanges in Cultural, Technical,
and Educational Fields, known as the Lacy-Zarubin Agreement (1958).
On the symbolic level, changes in Soviet-American relations were evident
above all in such events as the American National Exhibition in Sokol’niki
and Nikita Khrushchev’s visit to the United States in 1959. The principle
of peaceful coexistence of states with different systems, proclaimed by the
Soviet leader, also influenced the representation of “enemy number one”
in Soviet culture: a kind of rehumanization of their images took place.
In Soviet cinema, films appear in which the above-mentioned canon of love
stories is transformed.

It is indicative that the first among such movies was also Aleksandrov’s
film, the comedy Russian Souvenir (1960). This movie tells the story
of how a group of Western tourists, after being forced to land their plane
in Siberia, underwent a series of adventures to get to Moscow, learning
along the way about the success of the USSR in building communism.
The shooting was preceded by Aleksandrov’s publication in the Iskusstvo
Kino magazine in August 1957. In the paper, the director described the
characters of the film and also stated its main purpose — to show “the pos-
sibility of peaceful coexistence between states with different systems of
government” [20. P. 55]%.

One of the American characters in the film is a millionaire Adlai Huntor
Scott, whose main principle Aleksandrov described as follows: “Money
can buy everything: honor, conscience, innocence, love — it is only a matter

1 He repeatedly returned to the characterization of Russian Souvenir as a film
calling for international cooperation. He wrote about that, for example, in his letter to
Deputy Minister of Culture of the USSR Vladimir Surin (12 July 1958), where he asked
to ensure the involvement of “foreign high-class actors” on the roles of foreigners,
which would be “a concrete confirmation of the film ideas about the possibility of cul-
tural cooperation between all countries” [21. P. 10-12].
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of price” [20. P. 54]. After becoming acquainted with the Soviet way of
life, however, Scott changes: he sees the outstanding achievements of the
USSR in all spheres and recognizes that communism defeats capitalism
in a historical competition. While remaining a “shark of capitalism,” he is
a sympathetic and friendly person. The director evidently sought to show
that part of the U.S. ruling circles was now ready for constructive engage-
ment with the USSR in the name of peace.

This idea of the peaceful coexistence of the two superpowers was in-
tended to further humanize the theme of romantic relationships. The writer
Homer Johns, another American character in the film, falls in love with the
main character, Varvara Komarova, played by Lyubov Orlova. The image
of Varvara was obviously conceived as an ideal of a Soviet woman.
The director described her as a woman having “a rich inner life, love for
the country, belief in the victory of socialism, firmness, honesty, incorrup-
tibility and at the same time female charm, kindness and charm of the soft
Russian psyche, openness of soul, fidelity to principles, and modesty” [20.
P. 58]. This is particularly significant because, in response to Homer’s
advances, Varvara says that their happiness together is possible, but only
if the politicians can agree to make peace on earth.

The Thaw cinema also sees the appearance of a movie showing a happy
Soviet-American marriage. However, the film was not about policy
existing at that time; it was Rafail Perelshtejn’s film A Man Changes Skin
(1960), screened at the Tajikfilm studio. The movie was a screen version
of Bruno Jasienski’s novel A Man Changes Skin written in 1932-1933 and
telling about the construction of the Vakhsh Canal in the years of the first
Five-Year Plan. Engineer Jim Clark, who came from the United States in
search of earnings, is one of those who, while working at the building site,
are inspired with the ideas of socialist transformation of society. Mr. Clark
meets Masha Polozova, a Komsomol member and the embodiment of
a new Soviet woman. The film shows that at first their family happiness
is hindered by the fact that the American, a product of bourgeois society,
is full of stereotypes and prejudices. The couple quarrels because
Mr. Clark, believing that his wife should be at her husband’s side all the
time, forbids Masha to go to the construction site. However, he then admits
he is wrong, inspired with the ideas of the new Soviet morality, including
the woman question. In this way, the superiority of the Soviet gender order
is shown not only through the exposure of patriarchal prejudices, but also
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through the fact that the bearer of truth, of political literacy, is a woman.
In fact, it is Masha who trains Clark mentally, helping him to “change his
skin.” Needless to say, in the film, as in the book, the very idea that the
couple might leave for the United States is not allowed; Clark, in his own
words, becomes essentially a Soviet man.

This attitude toward Clark, who became the Soviet woman’s chosen
one, fits the pattern of Soviet anti-Americanism, which was based on the
idea of “two Americas”: a “reactionary” and a “progressive” one. The very
essence of Soviet ideology, with its priority of the class over the national,
demanded that the “good,” i.e., communists, working class, peace activists,
black Americans, and “common people,” be represented in works of fiction
in addition to the “bad Americans.” The idea of “two Americas” is most
likely framed in Konstantin Simonov’s play The Russian Question (Russkiy
vopros, 1946). Later, the idea of “two Americas” became an obligatory
component of the portrayal of Americans. The Soviet people show great
sympathy for this “Second” America (as Major Kuzmin says in Meeting on
the Elbe: “We love America. We love this country of brave and honest
people, the country of Jack London, Mark Twain, Whitman, Edison,
Roosevelt <...> We love and respect the American people”). A tribute
to the idea of “two Americas” is also given in A Man Changes Skin. One
of the workers says to the Clark couple, “We are a savvy people, we un-
derstand that Americans differ”?. Along with Clark comes another Ameri-
can, Mr. Murray, who turns out to be a spy trying to disrupt construction in
the Vakhsh Valley. Soviet audiences should not forget about the “First”
America even during the Thaw?®.

Finally, another love story was planned to be shown in the Thaw cine-
matography in Meeting at a Far Meridian, an adaptation of the novel of
the same name by the American writer Mitchell A. Wilson. The novel tells
the story of two physicists, Nicholas Rennett and Dmitriy Goncharov, who,
working on the same problem in the field of atomic energy, join forces by

1 For a detailed analysis of the emergence of the idea of “two Americas,” see: [22.
P. 108-116, 124].

21t is indicative that this phrase is absent in Bruno Jasienski’s novel.

31979 saw the release of another film adaptation of the novel A Man Changes Skin
(directed by Boris Kimyagarov) — a five-part television movie, in which the interpreta-
tion of the aspect of interest to us was not fundamentally different.
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helping each other. The novel is set mostly in the USSR, where Dr. Rennet
comes to the institute headed by Dmitriy Goncharov. The film was
conceived as one of the first joint Soviet-American film projects. Marsha
Seifert’s research reconstructs the history of this collaborative film, which
was never intended to be made?. She discusses many aspects related to the
production of the film. However, her article barely touches on what features
of the images of “us” and “them.” Soviet and American characters, were
the subject of the discussions that influenced the work on the film.

The 25 April 1964 discussion of Wilson’s script and the director’s script
by Igor Talankin based on it is instructive in this regard. The conclusion
signed by Viktor Sytin, deputy editor-in-chief of the script-editorial board,
stressed that Talankin’s script “proceeds from the principles and ideas of
peaceful coexistence, which now form the basis of our international rela-
tions” [23. P. 8]. However, during the discussion, as follows from the
minutes, a lot of comments on the scripts were made. Thus, according to
one of the speakers, Talankin’s script reflected “idyllic impressions about
America”; in particular, the director’s categorical statements that “America
is a peace-loving country” and that “Americans” do not want war, seemed
to him “too much” [23. P. 16]. Even more criticism was aroused by
Wilson’s script, above all by the interpretations of the main characters it
offered. One member of the panel emphasized: “The Americans obviously
know what they want: in order to shade their hero, they must present
our hero in a more primitive way” [23. P. 13]. Talankin’s observation of
Wilson’s script is formulated as follows: “...there appears a wise reflective
American with a sophisticated and contradictory organization, who then
helps a dull-witted ignorant Russian man... All this, of course, was shown
from the position of a White man...” [23. P. 11].

That is, while accepting the idea of peaceful coexistence, the represen-
tatives of the Soviet controlling bodies kept their guard up and paid serious
attention to exactly how “us” and “them” should be portrayed on the movie
screen. This also applies to the treatment of romantic relationships in this
film. One of the important plot lines of the film was the story of the rela-
tionship of the main characters with Valya, a young physicist who was
working in Goncharov’s research team. In Wilson’s book and his script,

1 The film was released without American participation many years later in 1977
at the Belarusfilm studio (directed by Sergei Tarasov).
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a romance ensues between Rennet and Valya. Tellingly, the committee
members did not object to this storyline. However, they suggested some
noteworthy adjustments to Valya’s character. Thus, the screenwriter Ivan
Bakurinskii was not satisfied that “there is something of submission in her
whole being” [23. P. 13]. Talankin stressed that “if Valya is engaged
in physics, she is obviously an intellectual person, a person of broad
interests...” [23. P. 12]; her love for Rennet arises from pity for his
“unsettledness, brokenness,” in other words, from the superiority of a Soviet
woman. Viktor Sytin expressed his wish that the film should tell about the
(obviously difficult) situation of women in the United States... [23. P. 20].

Thus, on the one hand, the change is obvious: a story in which a Soviet
woman would become the mistress of an American man, even if she did
not go to the United States with him, was impossible on the Soviet screen
of the 1940s-1950s. On the other hand, the objections to the American in-
terpretation are also quite eloquent. Rehumanization had its limits: even
during the Thaw, films imbued with the spirit of Soviet anti-Americanism
continued to be screened. Moreover, by the end of Nikita Khrushchev’s
rule, the ideological climate in the USSR was changing (which was due, in
addition to internal reasons, also to foreign policy factors). On 17 Decem-
ber 1962, after Nikita Khrushchev had visited the Manege exhibition,
a meeting with workers of literature and art was organized where the sec-
retary of the Central Committee of the Communist Party of the Soviet
Union (CPSU), Leonid Ilichev, made a report and stressed: “We must make
it absolutely clear: there was not and cannot be peaceful coexistence of
socialist ideology and ideology of the bourgeoisie.” The June 1963 Plenum
of the CPSU Central Committee was devoted to the tasks of the ideological
work of the Party. The Iskusstvo Kino magazine reacted to these decisions
with an editorial in which the danger of “abstract humanism” was discussed
prominently [24]. Parallel to the “tightening of the screws” in ideology,
there were changes in the representation of “us” and “them,” which, in turn,
forced a more cautious approach to the portrayal of love stories.

This tendency is even more pronounced in the 1977 film, in which the
romantic line is substantially transformed. The American is interested
in Valentina, but she is in love with Goncharov and feels only compassion
for Rennet. In human terms, she rather sympathizes with him; but Rennet
is burdened with the sins of the American way of life: individualism and
disbelief in human progress. Being a representative of a dying social order,
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he lacks a real purpose in life and therefore cannot be liked by a Soviet
woman, as Valentina’s explanation implies.

Conclusion

Thus, love stories between representatives of the two hostile blocs were
also in demand in Soviet propaganda. They were intended to demonstrate
the advantages of the Soviet way of life and the superiority of Soviet mas-
culinity. As in similar stories in American cinema, the issue in choosing
the country was decided quite predictably and unambiguously. The superi-
ority (moral, intellectual, physical, aesthetic, etc.) of Soviet masculinity
over American masculinity was recognized not only by Soviet women,
but also by American women. This served as a form of a symbolic demas-
culinization of the enemy and, moreover, as a way of asserting the ad-
vantage of one’s own way of life: the hierarchization of masculinities also
represented a hierarchization of the values they embodied. As in Holly-
wood pictures, in Soviet cinema love stories became part of the cultural
Cold War.

In addition to similarities, there were also differences, which, in our
view, are quite revealing. We are talking about the model of a love story in
which a Soviet woman becomes the wife of an American. The couple stays
in the Soviet Union, while the American turns into a Soviet man. At the
same time, it is the Soviet woman who reeducates the man. Obviously,
these differences are related to different understandings of the status of
women in society. The active role of women in the USSR and their involve-
ment in social change were a constant theme of Soviet propaganda;
the solution of the woman question in the USSR was presented as evidence
of the progressiveness and justice of the socialist system.

Let us note that these love stories were part not only of geopolitical
rhetoric, which showed the advantages of one’s own way of life in the
international arena, but also of gender discourse, maintaining or correcting
a certain gender order. What understanding of the nature of women is con-
tained in the love stories created in Hollywood? First of all, women are
associated with the private sphere, while men are associated with the pub-
lic, social sphere. Women'’s nature is unchanging, and not even the Bolshe-
viks can do anything about it; they are sure to involve women in political
life, they put them at the controls of fighter jets, but women are first of all
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women, and only then communists; that is why they, like Soviet heroines
in American films, cannot resist beautiful clothes. As Rhiannon Dowling
points out in her analysis of Ninotchka, Cold War love stories contributed
significantly to the construction of the stereotype of women, including such
a component as consumerism [25]. In general, they acted as part of the
discourse of the “feminine mystique” described in Betty Friedan’s famous
book. The ideal middle-class American family consists of a male, who is
a breadwinner, and a female whose interests are limited to raising children
and running a household [26]. In Soviet romantic stories, however, the
heroine is shown as a woman who actively participates in the transfor-
mation of the world, is interested in worldview and political issues, and
is able not only to obey the man, but also to lead him.

These conclusions seem convincing, especially if we compare the ana-
lyzed films with those made at the end of the Soviet era. Leonid Popov’s
film American Spy (Amerikanskiy shpion, 1991) tells the story of how im-
mediately after the war, in 1945, a Soviet Navy warship pays a friendship
visit to San Francisco. One of the crew, Lieutenant Nikolai Korolev, res-
cues a drowning American girl, Mary, and a romantic relationship develops
between them. Mary offers Nikolai to stay in the United States, but he re-
fuses; she is sympathetic, saying that the Soviet officer loves, above all, his
Motherland. However, the security authorities accuse Nikolai of treason,
and he is punished accordingly. Mary, on the other hand, retains her love
for Nikolai all her life, learns the Russian language, and tries to find him
in the USSR. The happy ending looks like this: during perestroika, Nikolai,
a half-poor invalid, is found in Moscow by their illegitimate American son,
whom he did not know existed. The son takes him to Mary in America.
Convincing his father, he exclaims: his mother realized that “for you, the
Russians, not life or freedom have top priority, but the Motherland, duty
and honor do. But I didn’t understand <...> what could possibly keep you
here?” One way or another, the priority of the Soviet way of life is already
being questioned, although the high quality of Soviet masculinity is being
confirmed.

The Soviet-British film Lost in Siberia (Zateryannyy v Sibiri, directed
by Alexander Mitta, 1991) is even more expressive in the context of the
issue under study. The main character, the British archeologist Andrei
Miller, is involved in excavations in Iran. Having mistaken Miller for an
American agent, the Soviet secret service kidnaps him. After being
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“grilled,” he confesses to espionage and is sent to a Soviet camp, where
he is considered an American and given the nickname “cowboy.” In the
love story, the camp doctor, Anna Il’inichna, chooses the “cowboy,” pre-
ferring him to one of the camp administrators, Viktor Ivanovich. In the dis-
course of perestroika, Miller, even in the inhumane conditions of camp life,
is more attractive to a Russian woman than a Russian man...

Thus, the changes in the perestroika evaluation of the Soviet way of life
are accompanied by a deconstruction of the canon of love stories. Soviet
citizens leave for their lovers in the West. However, that is a separate story.
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for Russian poetry. The problem of the title of a poem has arisen from the first
day of the birth of poetry in Russian and Chinese literature. Titles of poetic texts
in Russian and Chinese poetry have developed separately from each other;
nevertheless, their evolution shows both differences and similarities. The Chi-
nese influence on the titles of poems by the contemporary Russian poet Vladi-
mir Kucheryavkin, who is interested in Chinese culture and literature and knows
oriental philosophy, has been discovered. The article discusses one striking
formal feature of the “Chinese manner” in Kucheryavkin’s poems: the active
use of names that are complete phrases and use the first-person singular verb
of the present tense, names that are characteristic of Chinese classical poetry
and quite alien to the Russian poetic tradition. Russian names in general are
characterized by nominativity. This article pays special attention to the main
stages of the evolution of the principles of giving titles poems in the Chinese
history of literature and briefly describes the main types of titles. In the first
known collection of Chinese poetry Shi Jing (11th—6th centuries BC) poems
had no titles. The first two characters are used as titles. From the beginning of
the Han dynasty (from 202 BC), titles of poems indicate the content of the work
and that it is to be sung. By the end of the Han dynasty (3rd century AD), poems
began to be separated from songs and take on the obvious character of texts
for reading. In the times of the Song dynasty (10th-13th centuries AD), poems
began to be preceded by indications of the time and circumstances of their
creation, sometimes quite elaborate. In Chinese literature, this type of the title
complex is denoted by the wording “one poem, two titles”; in Russian transla-
tions of Chinese classical lyrics, it is such “prefaces” that will be perceived and
reproduced as characteristic Chinese titles. A similar phenomenon is also
noticed in European literature; this is how the title and the subtitle can correlate.
During the Ming and Qing dynasties (14th—19th centuries AD), the title com-
plex continues to increase in volume and content. Titles of Chinese poems
began to strive for brevity only in the twentieth century, perhaps under the
influence of European models. The article also considers Kucheryavkin’s
“Chinese imagery””: he perceives China as one of the main bases of his poetic
universe. Kucheryavkin’s “Chinese” poems turn out to be entire cycles (Karasi
iz Shankhaya [Carp from Shanghai]) and even books (Do Yandzhou tysyacha
li [It Is a Thousand Li to Yanzhou], 2016). The very title of Kucheryavkin’s
collection Do Yandzhou tysyacha li manifests Chinese motifs. The four-word
title contains two words connected with Chinese culture: Yandzhou [Yanzhou]
and li.

Keywords: Vladimir Kucheryavkin, titles of poems, Russian poetry,
Chinese poetry, translation
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[IpuHATO CUUTATB, YTO B PYCCKOW (HMIIONOTHH HUCTOPHS H3YyUCHHS
3aMIaBUH XyA0’KECTBEHHBIX IIPOU3BEJCHUNM HAUMHAECTCA C IHMOHEPCKOU
«IToaruku 3armauit» (1931) C.JI. KpkmkaHOBCKOTO (TaK, B 0000IIar0IEeM
HeJlaBHEeM HcTopuieckoM ouepke A.M. KoposeBa roBopur, 4yTo «Hayke
o 3zarnaBusix» «moutu 100 mer» [1. C. 55]). KpxikaHOBCkuiA mucat, 4To
3aryiaBUe BeJIeT «3a COOOH THICSYM 3HAKOB TEKCTaY; «CJIOBA HA O0IOXKKE HE
MOTYT He 00ILAThCs CO CJIOBAMU, CIPATAaHHBIMU IO 00J10KKY. Maio Toro:
3aryiaBue <...> BIpaBe BhIJATh ce0s 3a riaaBHOe kauru» [2. C. 3].
KpxmkaHOBCKHIE 0c000 BbLAENMIT (DYHKIMIO 3arilaBUs — INPHUBJIICYCHUE
BHUMaHUs gutateneit: «[lo mepe nuddepennmarim yuraTesns Ha KIacCH,
BEepbl W MapTUH, N0 MEPE ero PacclOeHUs MO CTEMEHSM TPaMOTHOCTHU
U YUICHOCTH, — M KHUTA PACCIalBAET CBOE 3arjIaBHE, CTPEMSCH NIPUTSIHYTH
K ce0e BO3MOXKHO 0oJibIie a3y [2. C. 9].

CoBpeMeHHbIE IPEICTABICHHUS O 3arJaBUl OCHOBAHbBI Ha TOM, YTO «BO-
HIEPBBIX, 3aI7IaBHE SBISIETCS HEOThEMIIEMON YacThIO XYI0KECTBEHHOTO TEK-
CTa; BO-BTOPBIX, OKA3BIBACTCS €T0 KIIOYECBEIM KOMIIOHEHTOM (B IIEPBYIO
ouepenp Omarogapsi CBOSH abCOMOTHO CHIIBHOM IMO3HUIIUH B 3TOM TEKCTE);
B-TPEThUX, U3 MPU3HAHMS 3arjlaBusl OJHUM U3 DJIEMEHTOB TaK Ha3bIBae-
MOT0 3aroJI0BOYHO-(HHAIFHOTO KOMITIEKCa, BXOAAIIECTO B COCTAB JIIOOOTO
MIPOU3BECHHS JIFOOOTO BUJIa UCKYCCTBa», — BBIBOJBI, ClI€JIaHHBIE 110 UTO-
ram MHOToJeTHel paboTel koH(epenimn «DeHomen 3armaBusi» [3. C. 6].

[Ipenmer Hamiero uUccie0BaHUS — HEOOBIYHAS CTHIIM3AIUS 3arjaBHi
«KHUTAMCKOI0» TUIA, KOTOPasl SIBISIECTCS 3aMETHOM YEPTOU IMOATUKH COBpE-
MeHHoro pycckoro nosra B.M. Kyuepsaskuna. IIpexnae yem nomnsiTaTbes
OTINCATh ATY CTHIM3ALIUIO M OOBSCHUTH €€ CMBICI, HAIOMHHM, 9TO PYCCKasl
U KATAWCKas TPAAUIIH B O0JIACTH IIOITHKH 3arjIaBUiD) CYIIECCTBEHHO pa3-
JIMYAIOTCS, TO3TOMY TaK 3aMETHBI Cllyyau, KOrJa PyCCKUE MO3Thl HUMUTH-
PYIOT KHTaCKHE CIIOCOOBI Ha3BIBAaTh CTHXH.

3aMeTuM IpelBapUTeIbHO, YTO Ul COBPEMEHHOIO PYCCKOro I03Ta,
CTHIIM3YIOIIETO «KUTAHCKOe», KaKk M Ui ero BOOOpa)kaeMoro 4YMTaTelis
CYIIECTBYIOT, BUJIUMO, HECKOJIBKO YIPOIIEHHBIE, )KECTKHE U CTAOMIbHBIC
MPEACTABICHNUS O KUTAHCKOW JINTEpaTypHOW MaHEpe, HE COBIAJAIOIINE
¢ 6oJee CII0XKHOM U MOJBMIKHON KUTAWCKOM INTepaTypHOH peanbHOCTBIO.
OTH npeAcTaBiIcHUs ¢(hOPMHUPOBANINUCH B OCHOBHOM IO BIUSHHUEM IIepe-
BOJIOB JIPEBHEKUTANCKOMN KJIACCHUECKOW MTOI3HH.

HanomMHUM OCHOBHBIE 3Tallbl 3BOJIOLUH NPUHIIMIIOB HAa3bIBAHUSI CTHXO-
TBOPEHUH B KUTACKOU UCTOPUU CIIOBECHOCTH U KPATKO OIUIIEM OCHOBHBIE
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TUIBI Ha3BaHu#. KuTaiickas nutepaTypa UMeeT 04eHb OOJIBLIYIO HCTOPHIO,
Ha TMPOTSDKEHUH KOTOPOU XyT0’KECTBEHHBIC MPUHIIMITEI MHOTOKPATHO M€-
HSTHCh. B IepBoM u3BecTHOM cOOpHHKE KuTaickol mo3sun «lu 1[3un»
(XI-VI BB. 110 H.3.) CTHXOTBOPEHUS HE UMENN HA3BaHMUi, B Ka4eCTBE Ha3Ba-
HUi1 MCTIONB30BANUCE TIepBhIe JBa ueporuda’. M3 311 TekcToB, cocTapIs-
IOIUX COOPHHK, 6 COCTOAT TOIBKO U3 ABYX HEpOraudOB? (TakuM 06pa3om,
HX TEKCThl COBHAJAIOT C TE€M, UYTO (PYHKIMOHUPYET KaK Ha3BaHHUE, U ITO
MO>KET OBITh COMOCTABJICHO C 3aMaJHBIM MOHOCTHUXOM).

C navana nuHactuu Xaeb (¢ 202 T. 10 H.3.) Ha3BaHUS CTUXOB YKa3bl-
BAaIOT Ha COJepKaHKEe IPOU3BEICHUS U Ha TO, YTO €ro Hajo nets. Hampu-
mep, «Jla ®ou Ten (KJREK) (I'e snauur necns, [a @su — cunvhviii 6emep,
TO €CTh 3TO MECHS O CUIILHOM BeTpe), «bait Toy Un» (H43k¥) (Pait Toy —
benvle 8010Cbl, CUMBON CTApOCTH, /1 3HAUUT nems, B LIEJIOM O3HAYAET
IIECHIO 0 JIF00BU 10 rpoda). Ho cTuxu cpenu Hapona B Ty 3II0XY BCE-TaKU
ObITOBaNM O€3 HAa3BaAHMA.

K xonuy nunactuu Xans (111 B. H.3.) cTUXU cTanu OTAETATHCS OT MeceH
W TpUOOpeTaId OYEBUIHBIA XapakTep TEKCTOB i uTeHus. C Tex mop
y CTUXOB NOSABUINCH Ha3BaHUs. HazBaHus ecThb, B 4aCTHOCTH, y KJIacCHYe-
ckux ctuxoB auHactuu Tau (VII-X BB. H.3.).

Bo Bpemena aunactum Cyn (X—XIII BB. H.3.) CTHXW HAYMHAIOT MIpel-
BapATHCSI yKa3aHUSMH Ha BPEMsI U 00CTOSTETLCTBA CO3AaHMUS CTHXOTBOPE-
HUS, NHOT/Ia JIOBOJIbHO Pa3BEPHYTHIMHU; TaKW€ YKa3aHUS HE HCKIIIOYaIIN
U COOCTBEHHO Ha3BaHUH, COCEACTBYIOMIMUX ¢ HUMH. B kutaiickoi ciosec-
HOCTH TaKOH THII 3ar0JIOBOYHOTO KOMIUIEKca 0003HavaeTcs popMyIupoB-
KOH «OJIHO CTUXOTBOPEHHUE, JIBa HA3BaHUM»; B PYCCKUX MEpPeBOJaxX KUTail-
CKOH KJIacCHYECKON JMPUKUM MUMEHHO TaKue «IpeAucioBUsS» OYAyT BOC-
MIPUHUMATHCS ¥ BOCTIPOU3BOIUTHCS KaK XapaKTePHbIC KHTAHCKUE Ha3BaHUSI.

! Cpenu /10 cux Mop O4YeHb M3BECTHBIX B KuTae cTHXOB 3TOro cOopHuKa — el
(Tomoc Gakmana) u P (Kambimr). ITepeoie neporingsl, HCIOMB3YIOMIKHECT KaK
Ha3BaHHs, B )IpeBHeﬁ KUTAHCKOM CIIOBECHOCTH MOTJIH YKasbpIBaTb Ha UM aBTOpa
(HampuMep, Ha3BaHHUS 3HAMEHUTHIX (QHIOCOGCKHX TpakTaToB: «Jlaomzeny, «Uxky-
aHIBBDY, « MIHIBE).

2 Takue ctuxu HaspiBarorcs «IlIoHb 1In», 5TO CIELYIONIUE TEKCTBI: « i F%»
(Hau T'aii — Ilounrtanue poxureneif), «H1F» (bait Xya —benble uBetsl), «EZ»
(Xya llly —Borarstii ypoxaii), « H F» (FOi Ten — Y Bcero cBoe [ao), «4= i» (Uxon
Yuro — Beicokue ropsr), « H{X» (FOit 1 -V Bcero CyIecTBYIOMETO CBOS IPUYUHA).
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[IpuBeneM B kauecTBe MpHMepa TEKCTa, OONAMAONIET0 W Ha3BaHWEM, U
npeguciaosueM, ctuxorsopenue Cy IIu, kotopoe Ha3biBaeTcs «llecHs Ha
BoaHb MoTuB» (KA kB H JUIN ) u o6nanaer cnenyromum npenu-
cinoBueM: «B rox OraeHHOro ApakoHa Ha Mpa3AHUK CEpeIMHbl OCEHU Be-
CEeJIMJIMCh U MUPOBAJIM JI0 PACCBETA, KOI/Ia COBEPIICHHO MbSHbIN Hamnucan
3Ty MecHsb, CKydas 110 6paTy Waon’.

B eBpomneiickoii nuTeparype TakkKe 3aMedaeTcsl aHAJOTHYHBIA (eHO-
MeH. Bo-TniepBbIX, Tak MOTYT COOTHOCHTBCS Ha3BaHUE M I10A3aroJIOBOK.
Kpome toro, BcTpeuaercs siBneHue, kotopoe KpKikaHOBCKHI Ha3bIBa
«yJIBOGHHEM 3arjlaBus»: «3arjiaBue, IOCKOJIbKY €My Cpa3y HE yJ1aeTcs BO-
Opatpb B ceOsl BCIO KHUTY, IIPOOYET CHENIaTh 3TO IO YacTsIM, Kak OBl B He-
CKOJIBKO TJIOTKOBY. «B OCHOBE ABOEHUS 3arylaBUi JISKUT ABOWHAS OKpacka
HAIIUX TICHXWYECKUX COJCPIKaHUH, pacrmaJaroluxcs Ha a) JOTHYEeCKHe
TIpoIiecChl U 0) AMOIMOHAIBHBIC UCTIBITRIBAHUS. ..» [2. C. 8]. IIpumeps Ta-
KHX JBOMHBIX Ha3BaHWM, KoTopble MpuBOAMT KpkmkaHOBCKHI, — 3TO
Ha3BaHUs C COIO30M «MIIM»: «AmTeka Juis aymu, uiu CucremMatudeckas
anaBUTHAS POCIHCH KHHT...»

HecnyuaiiHo B COBpeMEHHOM pyCCKOM HayKe MOSIBUJICS U CTal yIOTpe-
OUTEIILHBIM TEPMHUH «3ar0J0BOYHO-(DUHAITBHBIN KOMIUIEKC), YKA3bIBAIOIIIHIA,
YTO Ha3BaHHUE MOYKET OBITH CIIOXKHBIM IEIIBIM M BKITIOUATH B CEOSI M TI0/13aT0-
JIOBOK, U TIOCBsiIIeHHe, 1 drurpad. Tak, croKHBIE 3ar0JI0BOYHO-(PHUHATBHBIC
KoMIuIeKchl ecTh B TBopuecTBe O.A. CenakoBoii (cM. 00 3ToMm, Hamp.: [4]);
B Ka4eCTBE MPHUMEpa MCCIIEeI0BATENb MPUBOJUT CTUXOTBOPEHUE «30510Tast
TpyOa Pumm 3abonoyxozom.

BosBpamaemcst k kuraiickoil nos3uu. Bo Bpemena nuHactuii MuH u
Ly (XIV=XIX BB. H.3.) 3ar0JI0BOYHBII KOMITJICKC IPOOIDKACT YBEINIHU-
BaThCS B 00BEME U CTAHOBUTCSI IOBOJIEHO HACHIIIICHHBIM. Ha3Banus kuTai-
CKUX CTUXOTBOPEHUH CTaJI CTPEMHUTHCS K TAKOHUYHOCTH TOJIBKO B XX B., —
BO3MOJKHO, ITOJI BJIMSIHAEM €BPOIIEHCKUX 00pa3ioB. BrnusHue 310, 0JTHAKO,
He ObUTO a0COIOTHBIM. 3aMETHM, YTO B COBPEMEHHON KUTAHCKOW M033HU
CTUXOTBOPEHUE TOYTH BCET/a MMEET Ha3BaHHME, a B PYCCKOW 033U
BeChMa 4acTo — HeT. Tak, «OKOJIO TPETH BCEX U3BECTHBIX HAM CTUXOTBOpE-
Huit CenakoBoit (108 u3 302) He umeroT 3arnaBuit. Okono 200 cTUXOTBO-
penuii (uTo cocrtaBisier uyTh Ooinblie 40% 3ariaBuil) UMEIOT 3arjaBus,

1 Cwm. B mepeBosie Anensl Anekceesoii (2019). URL: https://poezia.ru/authors/
alelnik (mara oOpamenus: 16.05.2023).
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BBIPA)KCHHBIE OJHUM CJIOBOM, €Ille OKOJIO TPETH — CJIOBOCOYETaHUEMY [4.
C. 13].

HcTopust pycckoil mo33uu, Kak U3BECTHO, HAMHOI'O KOpOY€, HO THIIBI
Ha3BaHUH TaM TaKKe HBOJIOLUOHUPOBAIIH.

Eme KpxmxaHOBCKHM OBIIIO OTMEYEHO, YTO HA3BAHUS XYI0KECTBEHHBIX
TEKCTOB B nuTeparype HoBoro Bpemenn uem gasee, TeM OOJIbIIe CTPEMSIT-
¢4 K kpatkocTu. Tak, yxke B XVIII B. B posii Ha3BaHUS MOXET BBICTYIIATh
KpaTKoe MOCBsIIeHre; cM. HazBaHus cTuxoB Jlomonocoa «K [Taxomuro;
«K 3yOnunkomy» [5]. B kuTalickoil mo33un Takue Ha3BaHHUS-TTOCBSIICHHS
nosiBisitorcst K koHy auHactud Xad (III B. H.3.) (Ilpenoanomry xomy...
i x komy). Hanpumep, cruxu [ao YWku (B 1) «IIpenoanoury Jun Ny
(W& T 4%), «IIpenoanonty Bans Canro» (W T22) u cruxorBopenue Ju Bo
«[Ipenoanomy Bau Jlyuro» (B7FEAE). Yike B MyHIKUHCKYIO 30Xy, B TOM
ymcie u 'y camoro IlymkuHa, BcTpeyaroTcsl CTUXM U BOBce 0e3 Ha3BaHUs,
a MOCBSIIICHUS] MOTYT OBITh 3aIIU(pPOBAHHBIMH, CBOSICH K KOPOTKOMY PSITY
OyKB M acTepHKCOB («K***y — «S moMHIO 9yTHOE MTHOBEHBE. ..»).

Cpenu THIOB Ha3BaHUI KUTAHCKUX CTUXOB ObUI U TakOW, KOTOPBIH
IIPAKTUYECKU HE UMEET COOTBETCTBUM B PYyCCKOM IOATHUUYECKON IIPAKTUKE,
HO paclpoCTpaHEH B NPaKTUKE KUTAHCKOW: Ha3BaHUs, yKa3bIBarollue Ha
CUTYAIIUIO, OTIMCAHHYIO B CTUXOTBOpeHHU. VIMEHHO Takue Ha3BaHUs U UMU-
tupyet B.U. KyuepsaBkuH.

IToaT Ky4depsBkuH BocipuHuMaeT Knraii kak 0Hy U3 IVIaBHBIX OCHOB
cBoell mosTHdeckoil Bcenennoif. CoBpeMeHHblE KPUTHKH, HAIpUMEp
A. T'opOyHOBa, yTBEp>KAAIOT, 4TO CTHXH KyuepsBKHHa HAIIOMHUHAIOT O BO-
CTOYHOM IPOCBETIIEHHOM OTHOIICHWH K MUPY, IPUATHUU €r0, TOTOBHOCTH
LUEHUTh Ka)XI0€ MUMOJIETHOE SIBJIeHHE MaTepuaibHoro mupa [6. C. 195],
B KOTOPOM «JUIs JINPUYECKOTO Ieposi BCE OKPYXKarollee 0IMHAKOBO BECOMO,
MOCKOJIBKY OH OKHJBIBaeT MPOUCXOJsIIee B MUPE B3IJISAOM BOCTOYHOIO
¢unocodar [7. C. 223]. «Kuraiickumu» y KydepsBkrHa OKa3bIBAIOTCS Tie-
meie kbl («Kapacu u3 [lanxas») u gaxe kauru («Jlo SAHmKOY ThICSYa
an», 2018). Cam ot roBopurt: «S ciymato Kurail, kak nanbHUNA poauy»
[8. C. 173].

1 neTanpHOro MCCiIeJOBaHUS B KaueCTBE MPUMepa Mbl BO3bMEM €I0
coopHuk «/lo AxmKoy ThicaUa J1», TIe KKUTANCKIX) Ha3BaHUI 0COOEHHO
MHOT0, XOTs MIOJOOHBIE €CTh U B IPYI'MX KHHTrax aBropa. Kuralickue Mo-
THUBBI IPUCYTCTBYIOT YK€ B HA3BaHUM CaMOW KHUIHU: COCTOSILLIEE U3 UETBIPEX

281



Croii Llyan. «Kumaiickoe» 6 Hazganusax cmuxomeoperuti B. Kyuepaexuna

CJIOB, OHO COJICPKHUT J1Ba CJIOBA, CBA3BIBAIOIINXCS C KUTAMCKON KyJIbTYypOM:
Ha3BaHUE TOPOJia U MEPY JJTUHBI. 3aMETHM, YTO TOTIOHUMBI JIOBOJILHO Ya-
CTO BXOJAT B HA3BAHUS MIPOU3BEICHUIN KUTANCKON KIACCUYECKOM MTOA3UH.
Hanpumep, y noasta Bans bo, nucasiuiero Bo BpeMeHa 1uHacTuu TaH, ecTb
ctuxoTBopeHue «IIpoBoxkaro MOMOIIHUKA HaYabHUKa ye3naa [ly, yesxaro-
1ero no HasHauenwo B [Lymkoy» ( {F/ 2 AT 4 M) ), y Cy In B Ty e
anoxy — «biarogapHoe MUCbLMO UMIIEPATOPY Mepesl IEPEeBOAOM Ha JOJIK-
HocTh B Xymxoy» ( (N E3R) )t

Uro B Ha3BaHUAX OTAEIbHBIX CTUXOTBOpeHUN KyuepsaBkuHa «xutaii-
CKOTO», JIETKO 3aMETHTh: ATO HCIIOJIh30BaHKE ITIAarojioB B (hopMe mepBoro
JIMIIA, Yalle BCEro eJMHCTBEHHOTO YHCIa U HACTOAILIETO BPEMEHHU; TaKhe
Ha3BaHUS YacTO BCTPEUYAKOTCS B PYCCKUX MEPEBOJIaX KUTAWCKOHN Kilaccuye-
CKOI1 1033uH, TeX MepeBojax, Mo KOTopeiM KydepsBKUH U €ro 4yuTaTeiln
COCTaBJISITA CBOE BIIEYATICHUE O KUTAHCKOW MMOI3UH; TOBTOPUM, YTO COO-
CTBEHHO B PYCCKOM MMOATUYECKON MPAKTHKE TaKOW IPHUEM HE BCTPEUAETCS.
YTO4YHUM, YTO 34€Ch MBI TOBOPUM UMEHHO O Ha3BaHUH, IpahUIECKH OT/Ie-
JICHHOM OT Tella CTUXOTBOPEHHS; Pa3yMeeTcsl, TIEPBbIe CTPOKH PYCCKUX
CTUXOB BIIOJIHE MOT'YT COAEp)KaTh IJarojl B IEPBOM JHLE (BO3MOXKHBIE
MPUMEpPbl MHOTOYUCIIEHHBI, — CM., Hamp., «bamany» B. Xonacesuya: «Cuxy,
OCBEII[aeMbIH CBEPXY...»).

HccnemoBaTeny OTMEYAIOT, UTO IS PyCCKUX Ha3BaHUH BOOOIIE XapaK-
TE€pHa HOMHMHATHUBHOCTH; MPEAMKATHI, TPAMMATHUECKH — TJIaroiibl, B HUX
TOSIBIISIIOTCSL peiko. Ho korma 3arnmaBuio He ynaeTcs U30aBUThCS OT TJia-
TOJBHOCTH, OHO CTPEMUTCS U30aBUTHCS OT (POPMATBHO U COACPIKATEIHLHO
BBIPAKCHHOTO CyOBbeKkTa aeiicTBua. H. darteeBa muiier, 4To eciu B pyc-
CKOM JINTEpaTypHOI TpaAULIMK U BCTPEYACTCs [IaroJIbHOE 3arjlaBue, TO OHO
«CTpEeMUTCSL “00€3IMUYUTHLCS’, MECTOUMEHUE MpUuoOpeTaeT B HeM 0000-
[ICHHO-TTMYHOE 3HavYeHue. [Ipu 5ToM cama riarosibHasi popma Jaiie Bcero
HE MpeaIojaraeT peajlbHOM COOTHECEHHOCTH C OIpE/eIEHHbIM BPEMEH-
HBIM IIJIaHOM. Bce 3T0 00ycIoBIMBaeT CHHCEMaHTUYHOCTD 3arjlaBUi ¢ TeK-
CTOM W BBI3BIBAET IMOSBJIICHUE B TJIArOJbHBIX KOHCTPYKIHSX CIIETYIOIIHX
(hopM: MHPUHHUTHBA, OECHOICKANHBIX MPEITIOKCHUNH, MACKHPYIOIIUX
CIOXKETHBI CyOBEKT, CHHCEMaHTUYHBIX TEKCTY MECTOMMEHHUH, KOTOphIE
B KOHTEKCTE XYI0KECTBEHHOTO MPOU3BEICHHS IPHOOPETAIOT 0000IICHHO-
JIMYHOE 3HAUYEHUE, HEONPEAeNeHHO-INYHbIX U O€3JIMUHBIX MIPeI0KEeHUH,
CTHELHAIBFHO MPUCTIOCOOTICHHBIX K BBIPAXKEHUIO CMBICIIOBOTO 0000IICHUS,
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[loBenuTENFHOTO HAKIOHEHUS TIIaroja, At JopM KOTOPOTO XapaKTepHa
BOJICU3BABUTECI/IbHAsA HAIPaBJICHHOCTb, HC COOTHOCHMAasl C KOHKPCTHBIMH
BpeMeHHBIMU pamkamm» [9. C. 23].

Ha3zBanus KyuepsiBkuHa HeOOBIYHBI (M OTCHUIAIOT TEM CAMBIM K Ty>KOM
KJIACCHUECKOH TPAJUIINN) eIIe U TEM, YTO OHH JUTMHHEE OOBIYHBIX PYCCKHUX
HazBaHui B ureparype XIX— XXI BB. u, 4To erie BaxHee, SIBISIOTCS HE
CIIOBOCOYETAHHEM, a 3aBEPIICHHBIM MpPEIIOKEHUEM («OOJIBIIMHCTBO 3a-
[JIaBUH... COCTOUT U3 CJIOBOCOYETAHUMN MM OJHOIO CJIOBA, PEAKO TPEX U
ooxee crop» [4. C. 11]). O0beM B TPAaMMATHYECKYIO CTPYKTYPY PYCCKHX
3aryIaBUi UCCIe0BAN, B YaCTHOCTH, Jlu JINITOHD, pa3aenuBIIni 3ariaBus
Ha 3arjaBUs-CI0BO(GOPMBI, COUNHUTEIIFHBIC COYETAaHUS CIIOB, 3arjiaBus —
IMOAYHUHHUTCIIBHBIC CIIOBOCOYCTAHMUAA, 3aI‘J'IaBI/I$I'HpeI[HO)KeHI/IH; 3arjiaBust —
MPOCTBIC MPEUIOKEHUS 110 YaCTOTHOCTH HAaXOIATCS HA TPETHEM MECTE,
a CJIOKHBIE TIPEIOKEHHS — Ha IOCIEIHEM, CPEAM TaKUX 3arjaBUi-Tpea-
TIOKEHHI MPEITIOKESHHS, 00IaIa0IIHe CKa3yeMbIMH, 0COOCHHO peaku [ 10.
C.7].

Bort B kauecTBe mpumepa cruxorsopenue KyuepsiBkuna « CHxy Ha BOK-
3aje» u3 coopHuKa «/lo SIHIKOY THICSYa JT1»:

Bot cuxy Ha Bok3ane, aBToOyca XKIy.

Moer y30€e1Ka IOJIbI, PEXKyTCS PyCCKHE B KapTHI.
Kaccupima cuaut 3a CTEKIOM U OX0Xa Ha KaKamy
Wnm neBouky B IIKOJIE 32 MAPTOH.

B kocmoce xonoano. Huskast cBeTurt nyHa.
Bo3ayx npoxxut. beeTcs 3B€31a B U3rOJI0BbE.

1 BOpOHBI paccenich BOKPYT, KaK IIMaHa,

U yneibarorces Mue, nogaumast 6posu [11. C. 11].

Bcero B aTom cOopHuKke 17 HazBaHuit Takoro Tumna (u3 69 TekcToB; 6e3
Ha3BaHUl — 37 CTUXOTBOPEHHUIH, C «EBPOIIEMCKMMM» Ha3BaHUSAMU — 15 cTu-
XOTBOPEHUIT). 3aMETHUM, YTO «KUTAHCKHIT» TpaMMaTHYSCKHI 00JIMK Ha3Ba-
Huil y KyuepsiBkrHa MOKET apaloKcaibHO COYETaThCs C METepOyprcKuMH
torornMami («Crxy y pemetkn ExkarepuHiHCKOTr0 caja», «Caxych B TpaM-
Baif Ha bomnwmmoii 3enenunay, «Exy B TpamBae Ha KaMeHHBII OCTPOB»)
U PYCCKHMHU peallusiMu JIeBSHOCTHIX rojoB XX B. («CToi0 B odepenn»,
«Eny B aBTOOYCe 23 siHBapst 1991 rogay, «Ciymar paauo “Codona’),
yKa3aHMSMH Ha JaThl CO3/1aHus TEKCTa (KpoMe NPUMEpOB, IPUBEAECHHbIX
BBIIIIE, HA30BeM elie «3anuceiBaro 5 anpens 1991 ronay», «3anuceiBaro
6 ampens 1991 romay)
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3/1ech CTOUT ceNaTh CYLIECTBEHHOE YTouHeHHe. B kuTaiickoM si3bike
TJIaroJIbl HE CIIPATAOTCS, B OTIIMYHUE OT PYCCKOTO SI3bIKA, M KATETOPUH Bpe-
MEHM U JIUIA JUIsl HUX HEPEJIEeBAaHTHbI; CMBICII, KOTOPBII B PYCCKOM S3bIKE
nepeaaercs rpaMMaTHYeCKUMH (hopMaMu, B KUTAHCKOM MOHATEH U3 KOH-
TeKcTa (HarpuMep: He 3HaTh I0YeMYy, CEroJIHS He XOTETh HJITH Ha 3aHATHA
(ANFnE R4, S RAE LR, ). llosoasHO yacTo Bo (pazax omycka-
IOTCA U MECTOMMEHHS, B TOM 4HCIE U MECTOMMEHHUE IEPBOro JMIA; TaK
TIPOMCXO/UT U B HA3BAHUAX KIACCHUECKUX CTHXOTBOPEHHIL .

K mpumepy, cTuXoTBOpeHHE BEIMKOro Kurtaiickoro mosta Jlu bo,
Ha3BaHUE KOTOPOTO OyKBaJbHO mepeBoautTcss «OIWH CHIETh Ha TOpe
[[3unTHHIIaHE», B.M. AnekceeB mepeBen MpaBWIBHONW PYCCKOW (pazoi
«Onun cuxy Ha rope Lizuarunmans»? [12. C. 139]: u3 Tekcra sAcHO, pedsb
UJET KIMEHHO O CaMOM aBTope (Kin Tuprudeckom repoe). Emie oHO cTuxo-
tBOpenue Jlu Bo, HazBanue koToporo OykBaibHO mepeBoautcs «IIpoBo-
KaTh JApPYr», AJeKceeBbIM mepeBefieHO Kak «[IpoBoxkato nmpyra» [13.
C. 53], — # B 3TOM ciy4yae MEPEBOAYUK OMHUPACTCSA HA CBOC MOHUMAHHUE
TekcTa B enom®. IlepeBot Ha pycCKHil A3BIK MOTPe6OBa IPAMMATHUECKH

! Pasnuuus A3bIKOB IPUBOJAT, B YACTHOCTH, K TOMY, YTO HE TOJLKO C KMTaM-
CKOT'0 Ha PyCCKHi, HO U pyCCKOT'O Ha KUTAMCKUI epeBOAUTH TPYIHO, HEKOTOPHIE
CMBICITBI TEPSIIOTCS, B TOM YHCIIE U B IIepeBoax Ha3BaHuil. Jlu JIumronp numer 06
9ToM Tak: «OCHOBHasl TPYJIHOCTh IepeBOJia 3arjlaBuil 3aKJII0YAeTCsl B Pa3IUUUsIX
rpaMMaTHYECKOTO CTPOS SI3bIKOB: KUTAHCKUH SI3BIK — SI3bIK U30JUPYIOIINHI, a pyc-
CKUi — (IIeKTUBHBIA. B cBsi3u ¢ 9TMM oOpaiaer Ha ceOs BHUMaHHE OTCYTCTBHE
B KMTAHCKOM SI3bIKE KATErOPUU YKCIIa UMEH CYIIECTBUTEIbHBIX. B pe3ynbrare n0-
BOJIBHO OOJIBIIAsl TPYIINa PYCCKUX 3arjIaBUid, UMEIOIIUX B CBOEM COCTaBE MMEHA
CYLIECTBUTEIbHBIE BO MHOKECTBEHHOM UUCIIE, IEPEBOUTCS Ha KUTANUCKUI SI3BIK
HMEHaMH CYIIECTBUTENEHBIMU C HeTU(PepeHIIPOBaHHBIM 3HAUCHHEM YHCIIa. JTO
MPUBOJUT K TOMY, YTO YTPAUMBAIOTCS BaXKHBIE CMBICJIOBBIE OTTEHKH CJIOB-3arja-
Buii» [10. C. 15].

2 CTasiMU IITULBI

B3MBIBAIOT, YHOCSTCS IPOYb

Cupas Tyuka

pacTBOpsieTCs, TaeT.

CMOTpeTh IpyT Ha Apyra

BOBEK HaM He HaJI0eCT —

MHe u BOT 3TOit

BBICOKOM rope LI3uHTHHIIaHb.

3 3eneHble TOPHI JIEKAT 332 CEBEPHBIM BAJIOM,

A GeJibie BOABI KPYXKaT y BOCTOYHOM CTEHBI.
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0(opMUTE U pa3aenuTh CyOBEKT H O0BEKT. Y TOUHHM, YTO COXPAHUTH HH-
(bMHUTHUB B Ha3BaHWUU OBLIO OBl MOYKHO, HOPMaM PYCCKOTO SI3bIKa 3TO HE MTPO-
THUBOPEYMJIO OBI, HO AJIeKCeeB BBIOMpaeT mepBoe JHIo. B TekcTax camux
CTUXOTBOPEHUH B PYCCKUX MEPEBOJAX aKTHUBHO YIMOTPEOJSAIOTCS JIMYHBIE
MECTOMMEHMSI, — YTOUHHUM, YTO B KUTAMCKUX OPUTMHAJIAX COOTBETCTBUS
3TOMY 1O OOJIBIICH YaCTH OTCYTCTBYIOT.

NubUHUTHB B HAa3BaHUSAX KATAHCKUX CTHXOB OOBIYHO 3aMEHSETCS TJia-
roJIOM IIEPBOTO JIMIA €AMHCTBEHHOI'O YMCJIa HACTOSILEr0 BPEMEHH B TEX
ClIy4asiX, KOTJla B KaueCcTBE Ha3BaHUs BhICTyNaeT nocesieHne. K npumepy,
ctuxu ly @y x JIu bo, B opurnHane Ha3plBaeMble, €CIIH MIEPEBOJUTH OYK-
BanibHO, «IIpenogHocuts JIu bo», nepesenens! JI.LE. bexxnnbim kak «IIpe-
noauotry Jlu Bo» [14. C. 235].

Ta uepra noa3uu KyuepsiBkrHa, B KOTOPOii, Ha HAII B3IJIs1, IPOSBIISIETCS
€r0 CKJIOHHOCTH K CTIUIM3AIUU, MOXKET OOBSICHATHCSA M MHAUe, — pa3HbIe
00BSICHEHNS HAaM TIPEICTABIIIOTCS B3aUMOIOTIONHIoIuMA. Hemuorowmc-
JIEHHBIE KPUTHUKH, OTKIIMKABIINECS HA MosiBieHne KHUr KyuepsiBkuHa, 3a-
MeyaJl, 9TO B €r0 CTHXaX BOOOIIe MpeoOagaroT IIIaroyibl HaCTOSIIETO
BpPEMEHH (MIPUCYTCTBHUE X B HA3BAHUAX MbI IOHUMAEM KaK OTCBUIKY K KH-
taiickoii moa3un). Tak, A. T'opbyHoBa mucana: «Iloa3us KyuepsiBkuHa
M0 MPEUMYLIECTBY HaXOAWTCS B HACTOSIIEM: B CAMBIX IEPBBIX CTPOKAX
MHOTHX CTHXOB, KaK OBl 33JJafOLIHNX [TOITHYECKHIE KOOPANHATHI, MBI BUIUM
[J1arojbl HACTOSALIETO BpeMEHU <...> B KOpHE JEeKUT HEMOCPEICTBEHHOE
NEePEeXUBAHUE TOIO, YTO MPOUCXOIUT MPSIMO Ceuac, W 4acTo Kakas-To
KOHKpETHas JeTajb, OT KOTOPOW MOAT OTTAJIKMUBAETCS B CBOEH XyIOXe-
CTBEHHOH JIOTHKE, U 3Ta JCTANb WM IEPSKUBAHNE y HETO 00pacTaeT Crop-
PEIUCTUUECKUM MACOM, PACKPBIBAETCA BO YTO-TO HEOXKUJAHHOE, Iapa-
JOKCaJbHOE, BeIyKioe» [6. C. 195].

Hazosewm ere ogun Tun 3arnasuil y KydepsBkrHa, COOTHOCUMBIH €Ciu
HE C KUTANCKOH JIMPUKON HEMMOCPEICTBEHHO, TO C TPAKTUKON PYCCKHUX I1e-
PEBOIOB KUTAWCKUX CTUXOTBOPEHUH ONPEAEICHHOTO BUA: 3TO YHOTpPeO-
JICHME B KauecTBE Ha3BaHUs ciloBocoueTaHus «be3 Ha3Banus». B kuure

C aTOr0 MecTa, e1Ba MbI ¢ TOOOIO IPOCTUMCH,
CyXHM TPOCTHUKOM YMYHIIb ThI 3@ THICSYH JIU.
[TBIByIIME TYYH — 3TO MyTHUKA JTYMBI.

3akaTHOE COJHIIE — 3TO JpyTa TyIIa.

Pyxkoii Ha npolanbe MaxHelb ¥ yilienb 0TCIoa,
U nasxe TBOW KOHb IPYCTHO-IIPOTSIKHO 3apIKeT.
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«Jlo SIHwKOy ThICSYa M» Tak 0(GOPMICHO CTUXOTBOPEHHE, HCIOIB3YIO-
Imee MpueMbl KOMOMHATOPHOHM MO33UH, M300paskarolee, eCIi TOBOPUTH
VIIPOIIEHHO, JINPUIECKOTO T'eposi B MOIYyOECCO3HATEIFHOM COCTOSIHAU U
CTaJIKUBaIoLIee, Kak 3TO 00bIYHO ObiBaeT y KyuepsiBkuHa, cioBa U 00pa3sl
U3 Pa3HBIX CTUIMCTHYECKUX PETUCTPOB («BUTS3S» U «OyIUIBHUKY», (POITb-
KIIOPHBIX «JIPYKKOB» U apXandeCKH-TIOTYCBCKHIA «00JIAK).

B eBpomneiickoii KyJIbType, B YaCTHOCTH, B pycCKol auTtepaTrype XX B.,
TaKkoe BCTpeYaeTcsi, HO He JopacTaeT A0 TOTOo, YTOOBI CTaTh MPU3HAKOM
OTIPEICTICHHOTO KaHpa (XOTSI MOXKET OBITh MPUMETOH CBOCOOpa3HOTO HO-
BOTO JKaHpa B MHIMBUAYAJIbHOM MO3THYECKOI CHUCTEME, KaK 3TO IIPOUCXO-
JIIT, BUAMMO, y cTapiiero coppeMeHHnka Kyuepsiskuna I'. Aiirn). Mexiy
TEM B KJIACCHYECKON KUTaCKOM TT033UM OTKA3 OT Ha3BaHUS C IPEBHUX Bpe-
MeH OBLT MPUMETOH 0c0001 KaHPOBOW (opMbl. Takoi 0TKa3 03HAYAN, UTO
03T HE XKEeJIaeT cpa3y yKa3blBaTh Ha IJIAaBHYIO HJIEI0 CBOET0 CTUXOTBOpE-
HUS, 3aIIU(POBBIBAET €r0 CMBICI IO MOJUTHICCKAM WIIH JTMYHBIM MTPHYH-
HaM. B pycckoll mepeBoq4ecKkoi MpakTUKe TAKUE CTUXU HEPEJKO MpeBa-
pstoTcs cinoBamMu «be3 Ha3BaHMA»: UL 3TUX CJIOB HET MPSIMOIO COOTBET-
CTBUS B KUTAMCKOM OpHUTMHAJIE, HO TaK MEPEBOAUYMK-CUHOJIOT YKa3bIBAET
Ha HEOOBIYHOCTH OCTPOCHHS TEKCTa B OpUTHHAIIE (KJIaCCHYIecKass KUTau-
CKasl 1033usl B OOJIBILIMHCTBE CIIydaeB MPEeAIosaraeT NpUCyTCTBUE Ha3Ba-
Hus1). Hanpumep, co cinoB «be3 HazBaHUs» HAYMHAETCS CTUXOTBOPEHHE
nosta auHactuu Tan Jlu Illanbuns «Kak BcTpedaTbes HaM TSDKETO...»»
B epeBoge A.JI. Cepreesa [15. C. 398], cruxorBopenue JIu bo «U sichomy
COJTHITY, U CBETJION TyHe» B mepeBoje AWM. ['mtouua [16]. Bompoc o Tom,
OTChLIAIOT JIU ciioBa «be3 Ha3Banus» y KyuepsiBkuHa K KUTaHCKOH Tpaau-
LMY UM HET, MBI [TI0OKa OCTaBUM OTKPBITHIM.
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AnHoTanus. CTaTes ecTh JOKa3aTeIbCTBO TOTO, 4To KapTuHa 1. Yyxpas
«Pycckas urpa» (2007), casatas «mo motuBaM mbeckl H. 'orons “Urpokn™»,
CTaja KaK 3aMeyaTelIbHbIM XYJ0)KECTBECHHBIM KOMMEHTApHEM K HACICOUIO
I'oromns, Tak ¥ 3HaYUMBIM 3asBJICHHEM peskuccepa. OUIbM YUUTHIBAET KOHLEII-
U, 3aJ0XKeHHbIe B «rpokax», HO OPUTHHANBHO NMPEIOMIISET UX, U B UTOre
ero 0a3ucoM BBICTYNAeT XyIOXKECTBEHHOE BOCIPOU3BEICHUE MAaTepPHAIBHOM
U lyXOBHOW MHOMEHTAJIbHON pealbHOCTH. [IpH 3TOM, Kak U B CiIydae rorojies-
cKoii beckl, «Pycckas urpa» — 310 KoMeaus.

Karouessbie ciaosa: H. T'orons, «Urpoxuy», I1. Uyxpaii, «Pycckas urpay,
UMarojioruueckas npoodiaeMaTika, KOMeIus

Jna yumupoganus: TperbsixoB E.O. Cpoil cpeau 4dyxux: HallMOHAJIbHOE
B ¢unbMme [TaBna Yyxpas «o motuBam neeckl H. Toroinst “Urpoku’» «Pycckas
urpa» // imaromorus u komnaparuBuctuka. 2024. Ne 21. C. 289-307. doi:
10.17223/24099554/21/15

© E.O. Tperbskos, 2024



Tpemwvaxos E.O. Cgoii cpedu uysxcux: Hayuonanvroe 6 punvme Ilasera Yyxpas

Original article
doi: 10.17223/24099554/21/15

At home among strangers: The national in Pavel
Chukhrai’s The Russian Game filmed “based
on the play The Gamblers by Nikolai Gogol”

Evgeniy O. Tretyakov
Tomsk State University, Tomsk, Russian Federation, shvarcengopf@mail.ru

Abstract. In Pavel Chukhrai’s film The Russian Game (2007), which was
created “based on the play The Gamblers by Nikolai Gogol”, the national motif
becomes meaningful due to the change of nationality of the main character from
Russian to Italian. Chukhrai’s film differs from Gogol’s play primarily in that
it has a distinct imagological character. The Italian cheater Luchino Forza
arrives in Russia, convinced of his superiority over the “naive”, “kind people”,
and is left out in the cold. The apple, which a peasant woman timidly puts into
his hand at the end, should signify his awareness of his own delusions and his
readiness to abandon them. The film does not give an answer to the question
whether the notorious “card sharp, adventurer, and bigamist” will embark
on the path of spiritual rebirth. It ends with an image of the road, sacramental
for Gogol, as a symbol of Russian life; this road takes the trinity of rogues who
fooled Forza away into the unknown. Indeed, the true “Russianness” in the film
is not represented by the images of the heroes but is rather shown by some
analogues of Gogol’s famous “lyrical digressions” — a landscape of the bound-
less steppe, which symbolizes the unlimited potential of Rus-Russia, or poetic
sketches of rural life. They are an organic part of the content and poetics of the
picture and become the embodiment of the genuine spirit of the national
substance. Without this, it may seem that the message of the film boils down
to the fact that a European who is used to the fact that in a civilized society
cheating is marginal, finds himself in a space where it appears as a norm of life,
and the film itself is exclusively a satire. But Chukhrai admits his strange yet
sincere love for Russia, inseparable from a passionate appeal to solve its essen-
tial problems, and therefore the film has elements of satire. Despite the fact that
in The Russian Game a generalized Europe is often shown as a designation of
a different culture, the context of Gogol’s work forces us to pay close attention
to the fact that Forza is an Italian, not a representative of another European
nation. Chukhrai emphatically and polemically makes the Italian the central
character of the film and argues that he does not fit Italy, just like an inhabitant
of the endless Russian expanses does not harmonize with its inexhaustible
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possibilities, mainly spiritual ones. This disunity creates the essential unity
of the spaces of Russia, depicted in the film, and Italy, only indirectly present
in it. Their identity in philosophical terms is caused by the author’s longing for
the lost harmony, for universal human values. At the same time, as in the case
of Gogol’s play, Chukhrai’s film remains a comedy, conveying these ideas
without pressure. So, if Gogol’s The Gamblers is a “human comedy”, then
The Russian Game is a national-philosophical comedy. And such a departure
of Chukhrai as a director from the literal following of Gogol’s text, leading to
its productive reception and the creation of a vivid author’s work, is a clear
evidence of the enduring relevance of Gogol’s dramatic heritage.

Keywords: Nikolai Gogol, Players, Pavel Chukhrai, The Russian Game,
imagological problems, comedy

For citation: Tretyakov, E.O. (2024) At home among strangers: The national
in Pavel Chukhrai’s The Russian Game filmed “based on the play The Gamblers
by Nikolai Gogol”. Imagologiya i komparativistika — Imagology and Compara-
tive Studies. 21. pp. 289-307. (In Russian). doi: 10.17223/24099554/21/15

[Benn] Mbl urpaeM He <u3><?> JIEHET,
A TOJIEKO 6 BEYHOCTH MPOBOTUTH!
Anexcandp [ywxun [1. C. 382]

Haunewm c toro, uto u B «rpokax» Hukomnas I'orons HaamdecTBoBasn
HAIIMOHAIBHBIA MOTHB, KaK, HAlIpUMeEp, B CIEIyIOeM 00MEHE PETUTUKAMU:
«YremmTenbHbIA. Tak, HO YeJ0BeK MPUHAIJICKUT ob1iecTBy. — Kpyreb.
IIpunannexur, HO He Bech. — Y TemnTenbHbid. Het, Bech. — Kpyrens. Her,
He Bech. — YTemuTenbuslid. Het, Becs. — Kpyrens. Her, He Bechb. — YTemu-
tenbHbIA. Het, Bech! — LlIBoxHeB (Vmewumenvrnomy). He criops, Opar, Th
HenpaB. — YTEHMTENbHbIH (2opauacs). Het, s pgokaxy. DTo 00s3aH-
HOCTb... DT0, 3TO, 3TO... 3T0 jgoir! 310, 310, 3710...» [2. C. 70], — KOr/IIA

! TIpu 3ToM (MHAN MPHBEICHHOTO AMANIOTa BCKPLIBAET HEOTBPATUMOCTE st Mxa-
peBa 0Ka3aThbCA B IOJI0XKEHUU XKEPTBBI C UHOH MO3UIMH, HEXKENU 9TO MOCTYIUPOBAIOCH
BBIIIE: TaK, C JIETKOCTBIO pa3rajibiBasi yJIOBKY YTEHMINTENbHOIO, MOXalyh, aeicTBu-
TEJIBHO CIIMIIKOM HEOPEXKHYI0, CBOCTO POJia MEPBYIO IPOBEPKY CTEIICHU MPOHHIATEIb-
Hoctu omnoneHTa («I1IBoxues. Hy, 3apanoproBaics! ['opsid HEOOBIKHOBEHHO. .. — YTe-
mutensHelid. He Mory, He mory! Ecnu ieno kocHeTcst 00s13aHHOCTEN MITH JI0NITa, s YK
HUYEro He MOMHIO. <...> TOYHO XMelbh KaKOU-TO, a )KeJTUb TaK U KUITUT, TaK U KUITUT. —
UxapeB (npo ce6s). Hy, Het, npusitesnb! 3HaeM MbI TeX JI0/ieH, KOTOPBIE YBICKAIOTCS U
ropsiuaTcsi MpH CIOBE 00513aHHOCTh. Y Te0sl, MOXKET OBITh, M KHITHT XKE4b, Ja TOJIBKO
He B atoM ciydae» [2. C. 70-71]), VixapeB BIOCICICTBHH HAYMHACT OBEPATH
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«pyCCKU» YTEIIUTENbHBI HACTauBaeT Ha MOJHON MPUCYLIHOCTH Yelo-
BEKa COLIMYyMY, TOTJIa KaKk «HeMel» Kpyrenas oTcTauBaer mpaBo JIMYHOCTH
Ha HEKyI0 cdepy npuBaTHOCTH. OTHAKO B CO3/IaHHO «I10 MOTHBAM ITHECHI
H. T'orons» xunokaptune [1aBna Uyxpas «Pycckasa urpa» oH BBULY CMEHBI
HAIMOHAJILHOW MPUHAJUICKHOCTH OCHOBHOTO reposi (K CIIOBY, MOCIe10Ba-
TEJILHOCTh YKa3aHUs UCIIOJIHUTENIEN poJiel B TUTpax, Ie aHajior Mxapesa —
Jlykuno ®@opua — yka3bIBaeTcs HE MEPBBIM, HO JIUILb YE€TBEPTHIM, IOCIE
TpOUIBl aepUCTOB BO IIaBe C Y TEUINTEIbHBIM, 3aCTaBIIAET YCOMHUTHCS
B TAaKOBOM XapaKTEPHCTUKE M BBIIBUTACT HA TEPBBIM IUIaH «aHcamoOJe-
BOCTb» CHCTEMBI IIEPCOHAXEH, MHOIOI€pOMHOCTh KOMIIO3ULIUU IIPOU3BE-
JIEHHST) C PYCCKOTO Ha UTAJIbSHIIA CTAHOBUTCS IIOUCTHHE CMBICIIO00pa3yto-
UM — 3TO 3asBJIIETCA YK€ HOMUHALIUEH, YTO €]1Ba JIU HY>KJAETCSI B KOM-
MEHTapusX, U aKTyaJu3UpyeTcs Ha NPOTSKEHUH BCETO OBECTBOBAHMS —
ot nopeiBa [1IBoxHeBa cxxaTh B 00BITHSIX HEXKIAHHO 0OPETEHHOTO COpaTt-
Huka: «/ai, Opar, 1 oOHUMY TeOs mo-pyccku!» — U pa3roBopa ero ¢ Yte-
ITUTETHHBIM, KOT/1a TIOCIIeTHII HaunHaeT: «Pycckuii 6e3 pucka...», — mo-
ciie yero o0a B YHHCOH 3aBEpPUIAIOT: «...M HE PYCCKHM BOBCE», BILIOTH 10
npuTBopHOTro KoH(puKTa Bee Toro ke lIBoxneBa ¢ Kpyrenewm, 3aBepiia-
fommerocst cBupensiM: «He wmemraiicss, HeMen, Koraa pycckad uaet!», —

HEO)KUJITAaHHO OOPETEHHBIM COIO3HMKAM, XOTS BBISIBUTh HX HEHCKPEHHOCTH OTHIONb HE
HEBO3MOJKHO; OTPaHUYMMCS OJTHMM NPUMEPOM: ITIOBECTBYSI O 3HAKOMCTBE CO CBOMMU
CIlyTHHKaMH, Y TeIIUTeNbHBIN, oOpamasick k Kpyremto, Bcnomunaet: «I[loMHHIIB, 110-
YTEHHEHINH, KaK s TIpHeXall CIO/Ibl; OJMH-OANHEIIeHeK. BooOpasure: 3HAKOMBIX HU-
Koro. <...> Bapyr cyzns0a mocnana BOT ero, a moTom ciry4ait ceen ¢ aum» [2. C. 70], —
YTO 3HAYUT, YTO ONHCHIBaEMasl CyAbOOHOCHAs BCTpeda IIPOM30IUIa HE CTONb JaBHO —
Ha 9TO yKa3bIBAaIOT M MHTOHAIUS PaccKasa, M MPOXKUBAHHE B «TOPOJCKOM TPAKTHPE,
HaKOHell, CJI0BAa TPAKTUPHOTO CIYT'H AJleKkces: (BEepUTh KOTOPOMY, OJJHAKO, MOXKHO Jia-
JIeKo He 0e30roBOpoYHO): «Jla BOT yk ImecTh Houeil cpsay urparot» [2. C. 66], —
a MEXIy TeM HECKOJIBKO Jlajiee, IOCie 3aKII0UeHHUS TIPHCHOIIAMITHOTO «APYKECKOTO
coro3ay, [1IBoXHEB OroBapHBaeTCsI, YTO MPHUATEILCTBYIOT OHU CeMbSIMH: «[ 'OBOPHT MHE
ero 34Th (VKasvieas Ha Ymewumenvroeo), Auapei MBanosuu [latkun...» [2. C. 73],
nocne vero IlIBoxHeB «TOT ke yac otnpasuics B Terromesckuii yesny» [2. C. 73], uro
l'lOlea3yMeBaeT 3HAYUTCIBHOC BPEMS. ‘-Iemy BEPUTH U MOKHO JIU IPUHATH HA Bepy XOThb
‘ITO-HI/I6y)1b 13 CKa3aHHOI'0 — HEACHO, HO OYEBUIHO, YTO OJAHO IMTPOTHBOPEYUT )IpyFOMy.
HxapeB e, HEMHOTUM paHee CTOJIb IPO30PJIUBEIN, SBHOI'O HECOOTBETCTBUS CIIOBHO HE
3amevaeT (4To, BIIPOYEM, MOXKET 00YCIIOBIMBATHCS TEM, YTO IIEPBOE O3BYUHBACTCS J10
NPEUIOKEHUS KIPHHATD IpyxO0y»); TaK WM HHaYe, 0OMaH repepacTaeT B caMooOMaH,
orpeziesnsisi 00pEeUeHHOCTD Teposi.
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M JTIOTOM OTHoBe M JoKe-1 ToBa B punaie: «Cam Tbl Bop! Momennuk! Mra-
absiiika! MakapoHHUK!»

Hauano xe ¢pmiibMa epeHOCHT 3pUTeNisl B ABCTPHIO, TIe «Ha OKpavH[ e
Benbl», Kak IJIaCUT MOSCHSIOMINN TUTP, «ILIyJIEp, aBaHTIOPUCT U JIBOEKE-
Hery JlykuHo Dopia, 3aCTUTHYTHIH OJTHUM U3 OOMaHYThIX UM B HOMEpE
3aXyJlaioil TOCTHHHIIBI B KOMITAHUHU «TpaQuHM», KaK XapaKkTepU3yeT ee
Dop11a, KOTOPOH OH JOJKEH 3aIJIATUTh «3a BCKO HOUbY», 0053yeTcs B Teye-
Hue Mecsaua BeIatuTh 100 ThicsSY, OyAy4H JOKEH B MPOTUBHOM CiIydae
oTnucarh 1oJ 3ajuor «1oM B Heanosne u nusoBapHto nof [Iparoii»; nomnas-
Mics «pblIapb HAXUBBD) IPOCUT OCTABUTH JIOM KaK «IIaMsTh O IETCTBEY,
HO BIIOCJIEJICTBHH, KOTJIa €My MHHUTCA, YTO OH cTan obnanatenem 200 TbI-
cs4, mpenaetca MeutaM: «C Takumu JieHbramu noeny B [apmxk... <...>
W gept ¢ HuM, ¢ momom B Heanone. [Tapmx!..», — KakoBasi TOTOBHOCTH pac-
CTaThCSI C MPECIIOBYTOH «IaMATBHIO» AeTaeT ero Kyna Ooiee OeCcIpUHIIHII-
HBIM TIO CpaBHEHUIO ¢ MxapeBbIM — ecii, KOHEYHO, MPUHUMATEL Ha BEpy
3asBJICHUS 3aB3ATOr0 oOMaHmKa. M oTmpaBisiercss B HEBEAOMYIO €My
CTpaHy, H0O0 «3eMIIs TaM Oorarta, a JIOIU JOBEPYHBHI H MIPOCTOIYIIIHBD), —
XOTSl €ro Hebe30CHOBaTeNbHO «Iyranu Poccueid»; 31ech OH B PEKOPIHO
KOPOTKO€ BpeMs JKEHUTCA Ha Biajenuie nomectuil B CmoneHckon u Ka-
TIyxcKoii ryoepHusx («OH y Hac uTanbsHell, 3a rpaHuLel Bce Ooblile, 1a
)KeHy B3s1 U3 CMOJIEHCKON TyOepHHU», MO CIOBaM COMPOBOXKAAIOLIETO
ero ciyru ['aBpronikm), CTAHOBUTCS BIOBIIOM U, IPOJIAB CMOJICHCKOE UMe-
HHE, «KaK OapbIHS TIOMepIay, O MyTH U3 Ps3aHm OOBITpHIBacT HEKOETO
nonkoBHUKa YeborapeBa «Ha 50 ThIN[ JA€HBraMH, Ja KOJIACKY BapllaB-
CKYI0, Jia KOBEp, a JI0 TOTro emie ogHoro — Ha 30», — onATh ke, pazymeeTcs,
€CJIM BEPUTh IT0KA3aHUSAM BCE TOTO )K€ I aBpIOILKH, JIraTh KOTOPOMY BpOZE
OBl He3ayeM, OJJHAKO B CJIOBaX €ro BCTPEYAIOTCs 3aMETHbIE IPOTUBOPEUHSL:
IpekJe BCEro, YCIETh Pealn30BaTh BCE MEPEUNCICHHOE MEHEE YeM 3a Me-
can (a cyns no Bcemy, Popua NpoJopKaeT JieNeaTh Halexly paciiia-
TUTBCS C IOJITOM) MIPEJCTABISAETCS €ABa JIM BO3SMOXHBIM; HO €CJIH IPEeATo-
JIOXKUTh, YTO HEKUM (PaHTACTHUECKUM 00pa30M UTaTbSIHCKUN MPOXOJUMEI]
BCE XK€ CyMEJ 3TO BOIUIOTHTb, HEYXKEJIHU CPEICTB, BBIPYUEHHBIX OT MPO-
JaKU TTOMECThS, HEIOCTaTOYHO JUIsl BHIIIOJHEHHS B3ATOrO Ha ceds 00s13a-
TesnbeTBa?.. A Mexay TeM Dopiia 06 3THX ACHBrax HE MPOCTO HE YIIOMHU-
HAeT, HO JjaXKe He TyMaecT.

Kyna Gonee BeposTHO, uTo ["aBpromika JokeT — Tu00 Mo HAYIICHHIO XO-
351MHA, CTPEMSIIErocsl CO3[aTh OMpEACTIEHHOE IpeJCTaBIeHHEe O cede,
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00 PYKOBOACTBYSACH KaKUMH-TO WHBIMH, CKPBITBIMH OT 3PUTEIS pe30-
HaMmHu. U eme oHO: MPOCTOBATHII Cilyra e3UT ¢ OapUHOM BPOJE «BCETO
HEJICNIO», U «HEIEN0 TOMY Hazaa OOBITpaiiy OHH MOJKOBHUKA YeboTa-
peBa, — KOrja ke YCIeN CIIyYUThCsl IOMSHYTHIN «ele oauH»?.. Bropouewm,
BO3MOJXKHO, ["aBpIoIIKa MOTOMY 1 KyJia MEHee MopOOHO OCTaHABIUBACTCSI
Ha 3TOM 3IIH30/I¢, YTO HE OBLI €ro CBHICTENEM, — OIHAKO 3TO BCTyHaeT
B IIpoTHBOpeune ¢ mpusHanueM dopiia, oOpalieHHbIM K 3aBETHON KOJIO/Ie
KapT, KOTOPYIO OH BeJIMYaeT «KopojeBoi»: «C TOOOH 3a HEeJeNto MBI BbI-
urpanu 80 TICSY, OCTANIOCH 20%.

Bce 310 MozeMpyeT cuTyanuio TOTAIbHOM A€30pHEeHTAIIH, a0COIOT-
HOW HEYBEPEHHOCTH B JOCTOBEPHOCTH KaKUX ObI TO HH OBLIO CBEICHHI,
CTaHOBSALIMXCS] U3BECTHBIMU 3PUTEIII0, KOTOPBIA pa3lienser ¢ repoeM co-
CTOSIHUE TIOCTOSIHHO YXOJAIICH U3-TT0JT HOT 3€MJIH, CTAHOBSIIICHCS HAIHO-
HAJIBHOW MTOYBOM, — HECITyJaifHO B (rHAJIC KapTHHBI 3Ta MeTadopa OykBa-
nm3yeTcs B 00pase Ipsi3y, Kak peaibHOl, B KOTOPOM CTOUT U IIJIET MPOKJIISIThS
HebecaM, ¢ KOTOPBIX HEJAaBHO HU3BEPraJiCh IMOTOKU JIUBHS U B KOTOPBIX
HBIHE, CJIOBHO 3HaME€HYs IPO3PEHUE reposi, LIBETET PaccBeT, OCTABLIUICS
B aypakax dopiia, Tak 1 CHMBOJIHMYECKOH.

Bosppainasce k Havay (uibMa, OTMETHM, YTO JOXKIb UAET U B Bene,
«3aKOJIBLIOBBIBAs raMMajy, OKPY)KaIOLIYI0 HEyJawIMBOrO JIOBKaya, —
OIISITH )K€, HE TOJBKO BHEIIHION, HO ¥ — IIPEXK/IE BCEI0 — BHYTPEHHIOIO; 10
KoHTpacty mpoctpanctBo «Poccul[u], yezgu[oro]| roposa[a]», corjacHo
TUTPY B Hayaye, U ee OECKOHEYHO PACKUHYBIIUXCA IOJIEH, M0 KOTOPhIM
MPUBOJIBHO KaTHT TPOMIIA TOPKECTBYIOMIMX TUTyTOB, 3JIUTO COJHEYHBIM
cBeroM. He Oynp 3T0i BHYyTpeHHEH pr(MOBKH, BBOIUMON 0Opa3zoM Io-
KIS, — ¥ HaJIM4ecTBOBaja OBl aHTHTE3a MPSIMOJIMHEHHAS 10 HE TIPIIHde-
CTBYIOIIIEH MPOU3BEIECHUIO HCKYCCTBA TOMOPHOCTH; 3/I€Ch K€ MPOTHBOIIO-
CTaBJICHUEC MPUCYTCTBYET, HO pEIICHHOE KyJa 0Oojiee HEOAHO3HAYHO U
JlaKe C U3BECTHBIM M3SIIECTBOM — Meii3ak BXOJAHUT B KAUE€CTBE COCTABIISIO-
1Iel B IUCKYPC XYA0KECTBEHHON aHTPOIOJIOTHHU ¢ 00pa30M HHAWBUIYab-
Horo (utanbsiHeln] JIlykuHo dopiia) U KOJUIEKTUBHOTO (IIaifka PyCCKUX —
npu ToM, 4To Kpyrenb, Kak ero moCTOSHHO XapaKTEpU3YIOT, «HEMeI»,
a llIBoxHeB, B OTIMYUE OT CBOETO JUTEPATYPHOrO MPOTOTHIIA, KOTOPOTO,
UCXO0/A U3 CBUAETENbCTBA TPAKTUPHOTO ciIyru Asekcest, 30ByT [letp Ilet-
POBHY, UMEET CTPAHHOE JJIsl PYCCKOT0 UMs AIOJIJIOH — BO I'JIaBe ¢ Y Tellu-
TEJBHBIM ) HOCUTEIIS HAIIMOHAJILHOW MEHTaJIbHOCTH B IICHTPE.
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Takum ob6pazom, ¢pwieM I1. Uyxpas otnmuaercs ot mbecsl H. T'orosst
IpeX/e BCero (HO He NCKIIIOYUTENIFHO — TaK, OTMETHM OTJIHYHYIO OT Ipei-
CTaBJICHHOU B TOTOJICBCKOM OPHTHHAJE aTpUOYIIMIO HHBIX PEIUINK — CKa-
K€M, NIPUBEJICHHbIE BbIILIE NMPEHUA O NPEpPOraTuBe 4eIoBeKa Ha YaCTHYIO
KHU3Hb UMEIOT MECTO HEe MEXJy YTeHmMTenbHbIM U Kpyremem, a Mexay
[IIBoxHeBEIM M Kpyremem COOTBETCTBEHHO, — UYTO HEHM30EXKHO BeIeT
K Tpanc(hopMalul XapaKTepOB IEPCOHaKEH W M3MEHEHUIO UX 00pa3oB;
BIIPOUEM, 3Ta TeMa TpeOyeT CIELUHUaTIbHOTO HCCIEAO0BaHUs) TEM, YTO OH
UMEeT OTYETIMBO BBIPAKEHHBI HMMAaroJIoTMYecKHii XapakTep, a chepy
MMAaroJIoruy, Kak M3BECTHO, COCTABJIAIOT IONBITKU MOCTH)KEHUS JHKOB
HAIlMOHAJIIBHOTO MHpa, MIPEJCTaBICHUH 0 IPyTUX CTpaHax, UX KyIbTypax,
HOCHUTEJISIX, BO3HUKAIOIIKMX B MHOHALIMOHAJIBHON cpenie, YeM U ONperess-
ercd cyThb «Pycckoil HrpeD).

Tak, BBICOKOMEpHBIH «ChIH EBpOMBI MPOCBEIIEHHOWY», YOKICHHBIH
B CBOEM IIPEBOCXOJICTBE HAJl «HAUBH[BIM |», «100p[bIM]| Hapoa[oM]», HE OT-
JlaBasi B TOM OTY€Ta, caM, B CYIIIHOCTH, [IpeIpeKaeT KU Iarolee ero B Ips-
JIyleM HopakeHHe, HeOPEKHO OTMAxXMUBAasACh OT NPEAIOKEHHs LbITAHKH
«BCIO IIPABY» paccKasarh: «3aueM NMpasay?» — U Belis ['aBprolike, BBIION-
HaomeMy oOs3aHHOCTH Kydepa: «['omm!» (B KOHTEKCTe 3TOTO BechMa
HMPOHUYHO 3BYYMT €Tr0 BO33BaHUE K MOJKYIJICHHOMY TPAaKTUPHOMY CIyre
Anekcero: «OT Te€0s1 — TONBKO 4ecTHOCTHY».) HecnyuwaiiHo u To, 4TO Ha
npeioxenue dopua: «MoxkeT, naptus B KapTel?» — Kpyrens orBeyaer
COIJIaCUEM ChIIpaTh «B Aypauka, Ho-Hamemy». B nypakax ®opua u ocra-
eTcsl, 1 sI0JI0KO, POOKO BIIOKEHHOE B €r0 PYyKy KPecThbsSHKOH B (uHaie,
JOJDKHO 3HAMEHOBATh OCO3HAHHME MM COOCTBEHHBIX 3a0NyXIEHHH, a Io-
KOH, MpULIeIIINHA Ha CMEHY YMOMCCTYIIJIEHHOMY OCTEPBEHEHHIO, — TOTOB-
HOCTb OTKa3aThCs OT TAaKOBBIX. OTBET HA BONPOC, CTYIUT JH OTbABICHHBII
«IIyJIep, aBAaHTIOPUCT U JABOEKEHEID Ha CTE30 JYXOBHOTO BO3POXKICHHUS,
¢wIEM HEe IaeT, 3aBepIIasCh CaKpaMEeHTAIBHBIM Ui ['oromst oOpazom
JOporu, yHocsllel B HEBEJOMYIO Janb Tpoully oOMopouuBIinX Dopua
IUTyTOB, KaK CHMBOJIOM POCCHHCKOTO OBITHS, CONPSATAIOLINM, MOJOOHO
TOMY, KakK SIBJIEHO 3TO B «MepTBBIX IyIIax», «JiBa CIOKeTa: pealbHbli, HO
MHPaXHBINA U CHMBOJIMYECKUIA, HO sku3HeHHbIN» [3. C. 671], u BBoas TEMy
GoraTsIpcTBa.

HeicrBurensHo, «Pycckas urpa» nocTyaupyer NOHATHE PyCCKON MEH-
TAILHOCTH, TPEAIIONAraloNel CyIecTBOBaHUE IITyOHHHBIX, HCTOPUIECKU
c(hOpPMUPOBABIINXCS IUIACTOB HAIMOHAIBHOTO CO3HAHUSI M MOACO3HAHUS,
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obo3Havast chepy HEOTpeICKTHPOBAHHOHN, CTUXHUHHO pa3BHBAIOMICHCS
MBICJIH, HE OTACJIEHHOM OT S3MOLIMH, TPUBBIUEK, HHTEHIIUN — OT MPUCYILETO
PYCCKOMY YEIIOBEKY TATOTEHHUS K COOOPHOCTH («A BOT CKaXHTE MHE, KaK
UCTHINA cbIH EBpOIBI MPOCBEIIEHHOH, OTYEr0 3TO PYCCKOTO YeJOBeKa He-
pycckas My3bIKa BOT Tak BOT 3a Ayury Oepetr? 1 oco0amuBo Kornma BOT Tak
BOT BCE. .. BMECTE. ..» ), BRIPAKAIOIIETOCS ITPEXKJIE BCETO, KOHEYHO, HE B 3TOM
HapOYMTOM BOIPOCE YTEIIUTENHLHOrO, HO B CJIaXXEHHOCTH COBOKYIHBIX
JeiicTBUI KOMaH/Ibl OOMAHIIMKOB, 10 aQOPHUCTUUECKH TOUHBIX XapaKTepH-
CTHK PYCCKOTO XapakTepa (BBICKa3bIBaHUs Y TEHIMTENBHOTO: «IIpUTBOp-
CTBO HE B pyccKoM oObrdae», «B por He OepeT, XOTh U pycCKHi», —
wnu [11BoxHeBa: «PycckoMy cKkyyHO 0e3 pucKay) U HAIIMOHATBHON YKU3HU
(«B Poccru mypak Ha KaxI0M mary cam B pyku nper» (I1lIBoxues), «Taxk,
noxainyi, Bcst Poccust gomkHa 3actpenutbes! Y HAC BCAKUIM WITH TPOUT-
paJics, UM TOYHO HamepeH» (Y TEIIUTENbHBIN)), — U €€ peLeniuy npen-
CTaBUTEJIEM WHOU KYJIBTYPBI; IPYTOe JIEN0, UCTHHHOCTD BCETO BepOan3u-
poBaHHOTO OoOJIlee YeM COMHHTENbHA, OyIydd BIIOKCHA B YCTa T€X, YTO
«cloBeyka B pocToTe He ckaxy™ [4. C. 47], 1 Bce ckazaHHOE OOHAPYKH-
BaeT CKPBITHIN CMBICII, 3a4aCTYI0 IPAMO MPOTUBOMOIOKHBIN KaXKyIIeMycs,
Kak, Harpumep, ¢ppasa [lIBoxHeBa «bonBanbl Ha Pycr Ha KaXa0M IIary»,
CiIy’)Kaliasi HAIMEKOM Ha UCTHHHYIO poJib Dopiia B pa3bIrpblBaeMol TpeMs
«aptuctamu» naptuu. (K cinoy, «Pycb» BMecto «Poccun» ecThb SIBCTBEH-
HOE yKa3aHKe Ha M3BEYHBINA XapaKkTep JEMOHCTPHPYEMOTO. )

W moroMy moOmnMHHAS «PYCCKOCTH» B (DIIIBME CBS3aHA HE TOJBKO
C IJIAHOM COJIEPXKAHUSA, OTMEUEHHBIM MOJYEPKHYTOM CEMaHTHUECKOH He-
OTIPEJICIICHHOCThI0, HO U C TUIAHOM BBIPAKEHHUS M PENPE3CHTUPYETCS
HEKUMH aHAJIOTaMH XPEeCTOMATHUHHBIX TOTOJIEBCKUX <«JIUPUUYECKUX OTCTYII-
JeHui» — neiizaxxeM OeckpaifHell cTeny, CUMBOIM3HUpYIOLIE Ge3rpaHuny-
HbIH morennnan Pycu-Poccun, mpuyuem nposeraroriast mo Hel 1opora Juc-
COHHPYET ¢ 00pa3aMu JItoJIei, KOTOPBIE 10 Hel eyT, — KOO KaTUT 110 3TOH
JIopore COBCceM He OorarbIpckas Opuyka, BOILIOLIAIOIIAs MBICITB O TOM, Kak
MHOTO JIJaHO PYCCKOMY YENIOBEKYy M KaK Majl0 OH BOIUIOTHJ (IEHCTBH-
TEeJbHO, HE CUMTATh XKe JOCTUKEHHUEM, TOCTONHBIM OTPOMHBIX POCCUHCKUX
MPOCTOPOB, OAypayUBaHHE CaMOBIIOOJEHHOIO HTAJIbsIHCKOTO KapTexk-
HUKa), TOSTHUYHBIMH 3apUCOBKAMH CEIIbCKOTO ObiTa, Oe3ynep:KHOU
TUTSICKOH MOJIOJION IIBITAaHKH, COMPOBOXKIAEMOW MepeOOpOM IIBITaHCKOM
ruTapsl, poMaHcoM «OIHO3BYYHO IPEMUT KOJIOKOJIBYMK. ..» BeicTynas op-
FaHUYECKOW YacTbl0 U COJEpPXKAHMS, U NOITHKU «Pycckoil uUrpsl», oHH
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CTaHOBATCS «JIHIAa HEOOMUM BBIpaXCHBEM» [5] HEMOANETBHOTO IyXa
HAIlMOHANBHON CyOCTaHITHH.

B xaptunHe HE IpeANPUHIMAETCS TONBITOK XOTh B KaKOH-TO CTENCHH
HACaTN3UPOBATh MPOTUBOCTOSIINX DopIia «<KOMOMHATOPOBY, OKA3BIBAO-
IIUXCS HE B COCTOSHUM ONPENEeNUTh HAllMOHAIBHYIO HPHHA/UICKHOCTD
IpUOBIBIIETO B TPAKTHp MHOCTpaHIa («®PpaHiy3, HET?..» — CIIPaBISLCTCS
[ITBoxHeB y ['aBpIOMIKH) M OTIMYAIOIIUXCS OT CBOUX CO3IAHHBIX ['oromem
HPOTOTHIIOB arpecCUBHOCTBIO, JIaKe JKECTOKOCTBIO (CM. Yrpo3y YTemmu-
TenbHOTO AJsiekcero: «[ msimu, Opat! S Teds kak cenenky mopexy!»), Ho To,
470 ano(eo3oM QyHKIMOHUPOBaHUS B (PHIIBME CKBO3HOTO MOTHBA TICHHS
SBJIAETCS WCIOJIHEHHE UMEHHO MMM 3HAMEHHTOTO POMaHca Ha CTHUXH
NBana MakapoBa, JielaeT «Tpex CaMO3BaHIIEB)» YacThbi0 HEMOBTOPUMOU
«boraTeIpckoil cuMpoHun» (Anexcanap SHyImIKeBUY) OTEYECTBEHHOTO
BEKOBaHbs. Ho BayKHO, 4TO B ONpeIeICHHBI MOMEHT MIECHS OOPBIBACTCS —
JFOJIM KaK OBl «IJIOXO» MOIOT, HE COOTBETCTBYS HEODO3PUMOCTH OHTOJIO-
THYECKUX KPUTEPHUEB PyCCKOH xu3HA. OHU — €€ ONUIIETBOPCHHUE, BOYLIIO-
BEUCHHE UIEU HEOPCATH30BAHHOCTH 0€3MEPHBIX POCCUHCKIX Pa3IoNui,
NPU3BaHHBIE HE TOJILKO 3asiBUTH O )KU3HECIIOCOOHOCTH HALUH, CIIOCOOHON
OTCTOSTH ce0si B OOphOE ¢ CHIBHEHITUM MPOTHBHUKOM, HO M — IIPEKIC
BCET0 — BCKPHITH MPOOJIEMBI HAIIMOHAIEHOTO Pa3BUTHS H YEIOBEUECKOTO
CYIIECTBOBAHHUS; OHU — HE CTOJIBKO JIEMOHBI (B OTJIMYHE OT TOTOJIEBCKUX
«rpokoB», OTMEUEHHBIX OTYETIUBO WH(PEPHAIBHOW 0OPa3HOCTHIO),
CKOJIBKO JTyXH, aHTPOIIOJIOTHUECKAsi YHUBepcaIs (eHOMEHa NAIeKOH OT
ujeana pycCcKo AedcTBUTENbHOCTH. IIpyu 3TOM JEMOHU3M HE HUBEIUPY-
€TCsl OKOHYATEIIbHO: TaK, I'epOEB TakK ke «B HrkHeM xayT» (ipaBaa, CHU-
JKast ero rpaayc, MOSICHAETCS, YTO 3TO «TOPOAOK TAKOMH, IpMapKa Tam»).

BBuy atoro cioBa ciayru AJeKcest O TOM, YTO B TPAKTHPE «J1a KHUBYT
HBIHYEC HEMHOI'0» (B OTJIMYHE OT XapPaKTCPUCTHUKH, I[aHHOﬁ B IIbECC:
«/Jla ®uByT Tenepr MHOTO; Bce HOMepa mouTH 3aHsATe [2. C. 65]), 00pe-
TaIOT B 00IIeM KOHTEKCTe «PyCCKON HTpBD» XapaKTep IMOYTH MEHTAIEHOTO
CHMBOJIA.

be3 3Toro MoKeT 1mokas3arhCs, 9TO IOCHUT JIEHTHI CBOJHUTCS K TOMY, YTO
€BpOIIeel], MPUBBIKIIHA, YTO B IUBHUIN30BAHHOM OOIIECTBE ILTYTOBCTBO —
9TO MapriHAIUs, OKa3bIBAETCsl B MPOCTPAHCTBE, IJIe OHO IIPEICTAaeT HOp-
MO J)KH3HH, U «BCS KHU3Hb — HTPA, a JIIOJM B HEH 1IyJiepbD» (B 3TOM CMBICIIE
CBOE 3aKOHOMEPHOE MECTO OOpETaloT M 00pa3sl IbITaH, B (pritbMe 4eCTHO
0TpabaThIBAIOIIUX KATyeMblil UM 3apa00TOK, pa3BiieKasi OCTaHOBUBILHXCS
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B TPAaKTUpE TOCMOJA, HO TUCKPEIUTHPYEMBIX CaMOll MpUHAIEKHOCTHIO
K ATHHYECKON TPYyIIE, paCX0XKHUM IPEACTABICHUEM O KOTOPOH SBISETCS
CKJIOHHOCTb €€ IIPEJICTaBUTENEN K MOILIEHHUYECKUM IIPOJIETIKaM, B KOHTEK-
CT€ Yero Helylb3s He MPUIIOMHUTB, CKaXKEeM, CIOXKeT rorojeBckoi «Copo-
YUHCKON SIPMApK»), & CAaMO IPOU3BEACHUE — UCKITIOUUTEIBHO CaTUpa, TO-
TanbHOE OTpHIaHue. Ho mogo0HO TOMy, KaKk B aHAJIOTUYHON CUTYalllH
H. T'orons ceroBan B «TearpaqbHOM pa3be3fie. ..» ycTaMi ABTOpa IHECHL:
«CTpaHHO: MHE *ajlb, YTO HUKTO HE 3aMETHJI YECTHOIO JIUI[A, OBIBILETO
B Moeii uece. Jla, Ob1II0 0IHO YeCTHOE, OJIaropoJHOE JIUIIO, ICHCTBOBABIIICE
B HEll BO BCE MPOJODKEHUE ee. DTO YecTHOe, OJaropoIHoe JIHIO ObLT —
cmex» [6. C. 169], — Boznaras Ha BBIJICJICHHBIH KypCUBOM aHTPOIIOHUM MH-
PO3MWKIUTENBHYIO MUCCHIO, I1. Uyxpail mpu3HaeTcs B IyCTh CTPaHHOM, HO
HCKpeHHel Jro0BY K Poccnu, HEOTIEMMMOM OT CTpacTHOTO TPU3bIBa K pe-
HICHUIO €€ CYIIHOCTHBIX MPo0IeM, — ¥ IOTOMY (DHIIbM HE JIUIICH CATHPH-
4yecKoil HanpaBieHHOCTH. Ho uHATBHEIN TaHeIl IbIraH, COCEICTBYIOMNI
¢ UcHoJHEeHUueM pomaHca «OIHO3BYYHO IPEMUT KOJIOKOJBYHK...» — JBE
CTOPOHBI OIHOM MeJaly — CTUXUM HAIlMOHAIBHOM JKM3HU KaK Mpa3HUKa,
HApOJHOTO BECEIbsl — U APAMAaTHUUECKUX Pa3TyMUil.

Kocmononut ®@oprnia xe, roToBeIil mpoMeHsITh JoM B Heamone Ha Ila-
PIK, 4TO JUIs ['0rosis — «cTpaliHoe HapcTBo clioB BMecTo nem» [7. C. 227,
TOPOA-MHpPaX, TOMOC, CyOCTaHIIMANBHON YePTOM KOTOPOTO SIBISETCS «Ka-
3aThCsl, a He OBITEY (A. SIHyImIKeBUY), TIIyX K OCOOCHHOCTSIM HAIMOHATb-
HOTO OBITHS: TaK, B OTBET HA IPEAYNIPEKACHUE Y TEMIUTENEHOTO O TOM, UTO
€ro ¢ IPHUSATENSIMHU «COCEJl TI0 HyMepaM» «HE UIPaeT BOBCE», UTATBSHEI]
¢ arutombom Bo3paxaet: «S B [Ipyccuun oObIrpai AByX reHepaioB U Map-
m1ana» (CTOUT JIM TOBOPUTH, YTO HA ATY CAMOHAAESIHHOCTb U PACCUMUTHI-
BAIOT MOPOYAIIUE €r0 MAXHHATOPBI), [0 BCEH BEPOSTHOCTH, HE BUJS OOJIb-
IIOH pa3HUIBI MEeXIy IByMs cTpaHamu. IIpu aTom y Hero siBHO copmu-
POBaH OINpPENEICHHbIH «()OH» — «TOPU3OHT OXKHIAHUI», 00yCIOBICHHBII
OIIOCPEIOBAHHBIM NPEABAPUTEIBHBIM 3HAKOMCTBOM C UYyXOH CTPaHOH, ee
KyJIbTYPOH M MEHTAJIBHOCTBIO, UTO OH PENPE3CHTUPYET B AHUAIOre ¢ YTe-
MIATENBHBIM, Korzia Ha Bonpoc «Tam, B EBpomax, Hac, pycckux, HeOOCH 3a
JYPaKoB JIepKaT?» — YKIOHUMBO OTBeuaeT: «Pycckuil — mupokuit ueno-
BeK... Boaku MHoro meet. Ho oH 10OpBIil... HEMHOTO JOBEPUYHBY», HA UTO
MOJTyYaeT COKPYIINTENBHO S3BUTENBHBIN OTBET: «BOT Bee %k mo-TBoEeMy U
Jypak BBIXOAUT!»; OHAKO KOHIIENIT «4y>KOT0», BOILUIOILEHHBIN B CIOJKETE
HOMBITKY TPUOOLIEHNS! K WHOH MEHTAIBHOCTH (IIPEYyBEIIMYEHHO-BOCTOP-
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»keHHas peakuus [lIBoxHeBa Ha «u ApyxO[y] U COI03)» C HTATBTHCKAM Ma-
cTepoM IHryJepcerBa: «Tak 3a yuurens Haiero, 3a EBpony u 3a coro3!» — u
HeCcKOJIbKo nanee: «EBpona u Pyce-marymikaly, — wimm omoOpuTensHoe 3a-
MedaHHe YTENIHMTEeNFHOTo, obpameHHoe K mocienaeMy: «Ha pycckoro
CTaHOBHIIbCA MTOXOXK!»), 060paunBaeTcs B (PUHAJTE OTUY>KICHUEM OT CIIHIII-
KOM HETIOX0ei MEHTAILHOCTH: TaK, «ECTh y Bac 3ak0H?» — B 0€CCHIIEHOM
oTyassHUM KpuuuT Popiia B U0 JoKe-1710Ba U B UCCTYIIGHHOM OellieH-
cTtBe Bocknumaet: «K gepry ee, 3emito aTy!.. <...> 3emis 6eccoBecTHas!
beccosectHas 3emi!». UTor cutyanuu, passopadnBarolieiics B UHOHAIM-
OHAJILHOM cpelle, HE CTAaHOBUTCS Ul Ieposi HHCTPYMEHTOM CaMOUAEHTH-
(unupyromero cpaBHeHHs, HO, HAIPOTHUB, PUBOJIUT K 00ECKypaKHBaIO-
IIEMy OLTYIIEHHIO yTPATHI ce0s1, HOO «s» COMOIOKEHO 31ECh C yTBEpXK/Ie-
HUEM «CBOETO» Uepe3 INIABEHCTBO HaJl «UyKUM», NaBJICHUS HaJ HUM.

A Mex 1y TeM pexuccep, peICTaoINi TakKe B UIIOCTACH aBTOpa clie-
Hapusi, BBOOUT B (MIIBM IUTACT OBITHHHO-(PUIOCOPCKHUMA, U HecIydailHo
¢unanpHas nHBeKTHBa DopIia HampaBiieHa B aapec CaMol HppanuoOHaIb-
HOCTH «OeccoBecTH[0M| 3eMiI[H]», a HE ee HACEIbHUKOB; TEM CAMbBIM 3asIB-
JSieTcA Ues TParuueckKoro BIUIAbIBAHUS YeJIOBEKa, HECOBEPIIEHHOTO MO
caMOU CBOEH Ipupoe, B Mup. M muprdeckas TOHATBHOCTb, KOTOPOH OKpa-
meH (uHAT KuHO(MIbMA, CBsi3aHa ¢ 3TOM (UIOCO(CKOH MO3UIHEH;
OH BeCh — MPU3BIB K 4YEJIOBEKY O HEOOXOAWMOCTH COPHEHTHPOBATHCA
MIPEXKJIe BCEro ATHYECKH, HPABCTBEHHO, JIOJDKEHCTBYIOIIUM CTAaTh MOTPEO-
HOCTBIO U BBI3BaTh TOCKY IO 3HAHWIO UCTHUHBI, OT KOEH CTOJIb JIETKOMBIC-
neHHo oTpekaercs dopua 1o 1opore k nepcoHanbHOMy Batepioo.

Hecmotps Ha TO, uTOo B «Pycckoil urpe» B KauecTBe O0O3HAYCHHS
WHOUW KyJBTYPhI 3a4acTyI0 siBieHa obo01ieHHas Erpona (Hanbonee cBoii-
cTBEHHO 3TO LIIBOXHEBY, BBICTYNAIOLIEMY B aMILTya SMOLIMOHAJILHOTO U HE
OTJIMYAIOIIETOCS] YMOM TPOMI0XH, KOTOPBIM C TOTOBHOCTBHIO MOJXBATHI-
BaeT NMPEIJIOKCHHYIO Y TEINTEIbHBIM (POPMYITHPOBKY: «Y HUX TaMm, B EB-
porax, jro0as nmpayka noyMmHee Haeil rpadgunu Oyaer»), KOHTEKCT Toro-
JIEBCKOTO TBOPYECTBA 3aCTABNIAET OOPAaTUTh PUCTAIEHOE BHUMAHHE HA TO,
y1o dopla — IMEHHO UTANIBSIHEL, a HE MPECTABUTENIb HHOW €BPONEHCKON
Haluu. AKIEHT Ha 3TOM CTaBHUTCS, HAmpumep, OeCUUCICHHBIMH SCUSI
VTemuTenbHoro mir TeM, 4TO «3aroBeqHas Kosoauiuka» Anenauna Msa-
HOBHA, B IbECE «HEMKa Jaxe», UMEHyeTcs B (QuiIbMe AJeNuei, Ha 4To
YTemunTenbHbli yMUIEHHO pearupyer: «Benp 3To... COBEPIIEHHO MO-UTa-
JBSTHCKIY — U Iy TIUBO noaaeBaet Kpyrens: «Uranpanka... Tebe, HeMiry,
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HEBECTa», — MNPOBOLUPYs TOro Ha 3ammrHoe: «Hy 4ro ThI Bce 3amamui:
Hemerl Ja Hemell... Kakoit s Hemen? Jleaymika y MeHs ObLT HemIieM, Ja
u To Bpai, HaBepHoe». (K cinoBy, IIIBoxHEB B pycie OTMEUEHHOH BBbILIE
3aKOHOMEPHOCTH BOCXMILEHHO Bo3riamaet: «Bot — EBpona! BoT kymb-
Typa rae!» — mpapja, CIIycTs MTHOBEHHE Mpoaoikas: «Anenus... Cosa
divinal» — 1 9yTh pa3pymas TBOPUMEIH 00pa3 HeJalIeKOro MOIICHHUKA. )
Kak npunsaro cunrats, «['oroyis ¢ OTBpalieHueM CMOTpPE Ha yTUIIUTA-
PHUCTCKO-MEPKaHTWIBHYIO IEPCIEKTURY, KOTOPYIO OH SICHO pa3iuyai B CO-
BPEMEHHOM €My 3arajHoeBporeiickoM obmectse. Jlumb B Pume oH uyB-
CTBOBaJl ce0s “NpeKpacHBIM YEIOBEKOM™, WCIIBITaB Ha cebe, Oiaromaps
CBOEH 000CTPEHHOH YyBCTBUTEIBHOCTH, OJIArOTBOPHOE BIMSIHUE OKPY>Ka-
IOIIeH Cpeabl; Teleph OH HAaAesyIcsi W BEPHJ, YTO CyMeeT NPEeBpaTUTh
B “mpexpacHbIX moaei” u ceoux repoeBy [8. C. 31], u motomy «I oromb
HajieeTcs Ha To, 4To Poccust cymeeT BOCTIONIb30BaThCs I0AAMHU 3CTETHYE-
CKMX M XYyJOXECTBEHHBIX WCKAHWN, TPOHU3BIBAIONINX WTATUHCKAN
“reHuit”’, cyMeeT BO3POJIUTHCS, KaK CaM aBTOP, MPUKOCHYBIIIHCH K HCTOY-
HUKY HCKYCCTBa M KpacoTbl», Taquu *xe B LIeJIOM OH JIOBEPSET MUCCHIO
«Bo3poauTs xutenst Cesepay [8. C. 30]. OueBUIHO CO3HABAS 3TY FOTOJIEB-
CKyro ycTtaHoBKy, II. Uyxpail akIEHTHPOBAHHO IOJEMUYECKH JeNlaeT
LEHTPAJIBHBIM MTEPCOHAXKEM (HIIbMAa HUKOTO MHOTO, KaK MTANbSHIIA, OJIH-
LETBOPSIONIETO MPECIOBYTYIO «YTHIMTAPUCTCKO-MEPKAHTUIBHYIO Tep-
CHEeKTHBY». M moToMy cama co00il HaIlpalIuBaroIascss MbICIb O TOM, YTO
Jlykuro ®opria — 3To epCOHUBUKAITUS TAKOH HICOTOTHH, TOPOKICHHOM
yiiepOHOIA, M0 MHEHHIO aBTOpa, (puiocoduerd KU3HU, YTO CBOWCTBEHHA
KOJUICKTUBHOMY 3amaay Kak «CcOOpHOMY MecTy», W — CHocoOom
contradictio in contrarium — wmuTFOCTpaIKsl YTOIMMYECKOTO MPOPOYECTBA
no3jHero I'oros, cornacHo KOTOpOMy «camasi 3aTpyJHUTEILHOCTb 00CTO-
ATEJIBCTB, IPEJOCTABUBIIINA HOBBIE U3BOPOTHI YMY, pa30yauia IpeMaBIIne
CTIIOCOOHOCTH MHOTHX, U B TO BpeMsI, KOT/Ia Ha OJHHUX KoHIax Poccuu erme
JIOTIJISICBHIBAIOT TMOJIBKY U JIOMTPBHIBAIOT Npedepanc, yxe He3puMo 00pazo-
BBIBAIOTCS HAa PAa3HBIX MONPUIIAX UCTUHHBIC MYAPCHbI ) KU3HCHHOT'O JCjia.
Eme npoiiger necsaTok Jet, ¥ Bbl YBUAMTE, YTO EBpoma mpueaer K HaMm
HE 3a MOKYNKOW NEeHbKU M caja, HO 3a MOKYNKOW MYAPOCTH, KOTOPOH
HE TMpoJaloT OoJiblle Ha eBponeickux peiHkax» [9. C. 345], Bpsg nu ne-
penaet NoJHOTY aBTOpcKoro 3amseicia. Ckopee, Uyxpait JeKOHCTpYyUpyeT
paspabotanHbii ['orojeM MakCHMaIbHO TOTU3UPOBAHHBIN 00pa3 Tanuu
Kak MuQoaoreMsl, B «Pycckoil urpe» compsras Kak peagbHBIH TOIOC,

300



Hmazonozus | Imagology

TaK U MOJMCEeMaHTUYECKUN MPOCTPAHCTBEHHBIH 00pa3, BOUEIOBEUCHHBIH
B Dopua.

Tak, HeB3Hpast Ha TO, UTO AeHCTBUE (PrTbMa HE IMeeT HUKAKOTO OTHO-
menus Kk Mtanum, oHa IpUCyTCTBYET, C OJHON CTOPOHBI, B KAYECTBE EBPO-
HEeMCKOro rocyfapcrTBa, Al KOTOPOTO XapaKTEpHO TO K€ OTHOLICHUE
K Poccum, uro n ocransHoi 3anagnoit EBporne (HarpoHaasHOCTS JIyKuHO
®Dopiia ABCTBEHHO CBUETENLCTBYET 00 3TOM), — ¥ B 3TOM cMbIciie Uyxpaii
IPOTUBOPEUUT ['0romro, KOTOpOro «kak OyATO C LIENbI0 BCEMOTYIIAs pyKa
npombicia Opocuia <...> Moj cBepkaromiee Hebo Mranuu... <...> BrI ro-
Bopwin MHe o IlIBelinapun, o I'epmanun M Bcerga BCIIOMHUHAIU O HHUX
¢ BocToproM. Most Aylia TakKe WX NPUHSIIA KUBO, U ST BOCXUILAICS UMU
Ja’ke, MOXET, ¢ OOJIBIIICIO )KUBOCTHIO, HEXKENN KaK S BhEXaJl B IEPBHIH pa3
B Urammto. Ho temepb, korna s moObIBal B HUX mociie MTamuu, HU3KUMH,
MOILIBIMH, TaJIKUMH, CEPBIMHU, XOJIOJHBIMH MTOKA3aJIMCh MHE OHH CO BCEMH
ux ropamu u Buaamu...» [10. C. 112], otuero «Bcst EBpona mnst toro,
9TOOBI CMOTPETH, a MTamus st Toro, uTo0s! )KuTh» [11. C. 95], 1 ube omu-
canue Puma, 3aHrMaroliee OKOH4aHUE OJTHOMMEHHOU MOBECTH, €CTh «IIPO-
PBIB B IPOCTPAHCTBO BEYHOM JKU3HH, BeuHO# kpacoTeD» [3. C. 649]. C apy-
roi cTopoHbI, MTtanus (yHKIMOHHPYET B cTaTyce AyXOBHOW MudOIIO-
reMbl, 00YCIIOBICHHOM TUCKYpPCOM T'OrOJIEBCKOIO TBOPUECTBA, JICKAIUM
B ocHOBe «Pycckoii urpei». 1 yenoBek He cCOOTBETCTBYeT HU UTanuu, nbo
«KTO OBUI B MTanuu, TOT CKaXxu “npormai” apyruMm 3emisiM. Kto Obu1 Ha
HeOe, TOT He 3aX0UeT Ha 3eMITio. MHe KaXeTcs, yKe Iylia He B CHlax Oy-
JIET HACIaXIaThCsl MPEKPACHBIM BUJIOM KaKOTO-HUOYIbh MecTa, — OHa Oy-
JACT IOMHUTD JIYHYHICC U YK€ HUYTO HC B CHUJIaX U3 HEC BBITHATH €TO0. <...>
Cnoom, EBpona B cpaBHennu ¢ Utanuei Bce paBHO, YTO I€Hb MTACMYPHBIN
B CpaBHEHHH C JHEeM coiHeuHbIM» [12. C. 105-106], nu Pumy, rae «uenoit
BepcToil <...> yenoBek Onmxe k OoxectBy» [13. C. 114], — He cooTBeT-
CTBYET TaK e, KaK He TApMOHHPYET 0OUTaTENh 0e3pyO0eIKHON pOCCUHCKOM
IIMPH C HEUCUEPIIaeMbIMHU €€ MOTEHLIUSIMH, U IJIABHBIM 00pa3oM — 1yXOB-
HBIMH. U 3Ta pasoOLICHHOCTh POXKIAET CYIIHOCTHOE COHHCTBO IIPO-
CTpaHCTB n300paxkaeMoii B ¢puisMe Poccu 1 THIITE IMILTAIIUTHO TIPHCYT-
CTBYIOIICH B HeM Tanmuu, TOXKIECTBEHHOCTh KOTOPHIX B (UIOCO(PCKOM
OTHOUICHUM BBI3BaHA TOCKOW aBTOpa 00 yTpaueHHOW rapMOHUM ObITHS,
00 o0mieyenoBeYecKnX IEHHOCTSIX. Tak akTyannsupyercs, Kak 00O03Ha-
yaet 310 AHapei benbli, «Tema 6e3poTHOCTH — TeMa TBopYecTBa ['orosy,
U BCETJIa y HETO «OTIIENEeHell MOKa3aH KakK “JTMIHOCTh B cebe”», KOTOPOTo

301



Tpemwvaxos E.O. Cgoii cpedu uysxcux: Hayuonanvroe 6 punvme Ilasera Yyxpas

He ocTaBiseT «u B [letepbypre (1 Gonee Toro — Hurae. — E.7T.) BuneHue
kiaaga» [14. C. 51-52].

Yro-to u3 atoro dopia, 6e3ycIoBHO, IOHUMAET — U 3aTUXAIOT ero Oec-
TIOMOIITHBIE TPOKJISITHS «OeCCOBECTH[ 0| 3eMJI[1]», @ BOT YTO U B HACKOJIBKO
NoJTHOK Mepe — Bompoc. Ho Tak nim nHave, ero mycTh 4aCTUYHOE, HO BCE
JKe TIPO3PEHUE, HHCITUPUPOBAHHOE MTPHOOIIEHUEM K JKHU3HU KaK «PYCCKOM
urpey, naet, nepedpasupys Pury xynuanu, «Haaexay Ha TO, YTO AyIlia
MOJKET KUTh U B Poccumy.

IIpu »stoM «Pycckas wurpa» ocraercs KOMeIuei, HCIOIHEHHOU
«Hacrosm|ei] BecenocT[n]» [15], XoTs u 6azupyercs Ha rIyOOKOH Apama-
TUYECKOH ujee, KoTopyro Buccapuon bemunckuil, roBops o «MepTBBIX
JyIax», BUACT «B MPOTHBOPEUUH OOIIECTBEHHBIX (HOPM PYCCKOM KHU3HH
¢ ee TIy0OKUM CyOCTaHIMATbHBIM Hadasiom» [16. C. 413], — v He TUIICHHOE
OCTPOYyMHUSI N300paKEHHE IEPBBIX MEPEMEKAETCS BIOXHOBEHHBIM JINPU3-
MOM Tieii3aka, CIy’)Kalllero BBICIIMM MpeTBOpeHHeM BToporo. Oomie-
CTBEHHO-COIHAIBHBIC IPOOIEMBI PACIIUPSIOTCS 10 TIIO0ATBHBIX MacIITa-
00B, U HeCIy4aHO aHTPOIIOJIOTMYECKUN aCleKT Ha3BaHUS TOTOJIEBCKON
neechl «rpokn» cMeHseTcs HallMOHAJbHBIMU U (PUIOCO(PCKHUMU CMBIC-
JJaMH, CO BCEW OYEBHJIHOCTHIO NOJpa3yMeBa€MbIMH HOMHHaIMen «Pyc-
CKasl urpa», — No-TOroJIeBCKH COMPOBOXK/IASICH «CTPALIHBIM MOTYIIECTBOM
cmexa» (Pegop locToeBckuit).

«Cynaps, Bel nepenepnyn!» — raeBHo Opocaet B smio Kpyrento o0Bu-
HEHHE B MOIICHHUYECTBE B30CIICHHEII COTIEPHUK 32 KAPTOUYHBIM CTOJIOM,
Ha YTO He3aJawIMBBIN Iysiep OyaTo B HeJOyMeHUn yTouHset: «Kto, 17..»
a 3aTeM, TIOJIHSIB PYKH, YMOPUTEIILHO KOCUTCS Ha BUAHCIOLTUICS 13 pPyKaBa
Ty3; TOMEPUYECKH CMEIIOH U 3MHU30[, T «COJUPYET» «IMHOBHUK» [Icoii
Craxu4 B ucnojHeHHH ABaHrapia JIeoHTbeBa; 3aBeplacTcs ke (IIbM
XOXOTOM YTEMUTEIHHOTO, B KOTOPBIM nepexoAauT nenne «OIHO3BYYHO
TPEMHT KOJOKOJBUHK...» MTak, cMex, (popMupyIOmuii MHpoodpa3 Kap-
THUHBI, MHOTOJIMK, HO B OCHOBE CBOEH OUMCTHUTENEH — 3TO TOT CMEX, O KO-
TopoM mmcad Muxaun BaxTHH, «HACTOSIIMK cMeX, aMOMBAJICHTHBIA H
YHHUBEPCAIbHBINY», UTO «HE OTPHUILIAET CEPbE3HOCTH, a OUHULIAET U BOCIOJI-
HSET ee», HE MO3BOJISIET «3aCThITh U OTOPBATHCS OT HE3aBEPILIMMOMN LIEIOCT-
HocTtH ObiTus» [17. C. 134].

Takum 00pa3oM, MOKHO PE3FOMUPOBATH, YTO IIPH BCEH MHIAWBHILYaITh-
HOocTH aBTOpckor MaHepsl I1. Uyxpas B ero «Pycckoi urpe» o4eHb TOUHO
VIIOBIEHB U OOBEKTUBHUPOBAHBI M CTUXHS TEaTPaTbHOCTHU, M CaMBIA
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«CHUHTETHYECKHUI CTHIJIb TOTOJIEBCKOTO TBOPYECTBA, B KOTOPOM B HeEpas-
PBIBHOM €IMHCTBE COYETAINCh peallbHOE U HealIbHOE, CaTHpa U JINPHKA,
BO3BBIIIIEHHOE W HU3MEHHOE, Tparmdeckoe u kommaeckoe» [18. C. 134].
Komenusa crana xak 3aMedarelbHbIM XYJI0>KECTBEHHBIM KOMMEHTapHEM
K Hacyieauro ['orossi, Tak W 3HAYUMBIM 3asBIIEHHEM pEKUCCepa Ha aKTy-
AJIbHBIC TCMBbI.

Tak, MOXHO KOHCTaTUPOBaTh, YTO B (punbMe «Pycckast urpa», CHATOM
«I0 MOTHBaM» TorojieBckux «HUrpokoB», meraduzmueckoe OTCTymaer
B CTOPOHY, OCTaBJIsIsI IICHTPAJIbHOE MECTO MPOoOIeMaM HAI[HOHAILHOTO ObI-
THSA, OOHAPYKHBAIOIIUM IMOTCHIHAT K PACHIMPEHHIO 10 (HIOCOPCKUAX
MaciuTaboB. becripenenbHOCTh yXOISIIMX 32 TOPU3OHT MOJIEH CTAHOBUTCA
MeTahopoit HeOOO3PHUMOCTH PYCCKON JKU3HH, IOCTHYh KOTOPYIO HE ya-
€TCsl HOCUTEIII0 HHOKYJIbTYPHOM MEHTAIIbHOCTU U COOTBETCTBOBATh KOTO-
poil — ee xe nopoxaeHusM. 1 TopxecTBO KyIHKOBaThIX neTeil Poccun,
OJICP>KUBAIOIINX JIETKYIO MOOEAy HaJl CTABIINM €€ MACBIHKOM HE TO «ILIO-
TBIO OT IUIOTW», HE TO U3roeM «EBpOIbI MPOCBELIEHHOI», HE BBI3bIBAET
OLLYIIEHUS JIMKYIOLIETO BECENbs y 3pUTeNs, TaK KaK 03HAMEHOBaHO 0e3-
HPaBCTBEHHOCTHIO.

Opuentupysice Ha ['oroms, Uyxpail yanThIBaeT KOHIICIINH, 3aJI0KEH-
HbIe B «rpokax», HO OpUTHHATIBHO IPEIOMIISIET UX B CBOEM (DHITBME, Map-
KUPYs 9TH TpaHCPOpMalUUd CMEHOW Ha3BaHUs, B Pe3yjibTaTe Yero ero
0a3ucoM BBICTYNAIOT XYA0KECTBEHHOE BOCIIPOU3BE/ICHHE MaTepHUAIbHOM
U TyXOBHOW HMHOMEHTAJIBHOW PeallbHOCTH, CBOCOOpa3re ICHX0JIOTH3Ma ee
Hpe}lCTaBHTCJ’[Cﬁ, TATOTCHHUE K 3K30TH3allUU U MI/I(l)OJ'IOFI/ISaHI/II/I; npuiem
Jutst repost — Jlykuno @opria — 310 Xapakrepusyet Poccuto, s 3putens
Ha TepBbI B3rsaa — Mranmnio u 0000meHHoe npescTaBicHne o EBpore
B nuiie camoro dopia, Ha OoJee ke BHUMATENBHBIN, B COOTBETCTBHUH C 3a-
MBICJIOM aBTOpa, — Poccuro kak Kpai, OCTpaHEHHBIN OT €T0 )KUTeJIeH BBUY
cTaTryca HEJOCTIKHMOTO TYXOBHOTO O0pasia, KPHTEpHs, COOTBETCTBO-
BaTh KOTOPOMY YeJIOBEK JJa)ke HE MbITAETCs, YTO U POpMUPYET ApaMaTH-
YEeCKHIi pACKOJ MEX/Ty OHTOJIOTMYECKUM M aHTPOIOJIOTUIECKUM HayaJaMu
HallMOHAJIBHOW >KU3HHU. 1Ipu 3TOM, Kak M B Ciydae TOrOJIEBCKOM MBECHI,
kapTuHa Uyxpas ocraeTcs Komeauei, 6e3 Hakuma JOHOCS 9TH UIEH.

T'oBopst 0 «PeBuzope», A. SIHymkeBuu riry0OKO BEpHO YTBEpIXKIAET,
9TO «0OIIeCTBeHHAs, BEICOKass KOMeIHUs [ oromis — 3To mpeskae Beero “de-
noBeyeckas komenus» [3. C. 660], 4yto cnpaBeAsuBO U B OTHOLIEHUH « M-
pPOKOBY»; «Pycckast urpa» xe — 3T0 KOMeAU HallMOHAIbHO-(PHIOCOPCKas.
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U Taxoil yxon oT OyKBaIUCTCKOTIO CICIAOBAHUS TOTOIEBCKOMY TEKCTY, BE-
Oy K NPOSYKTUBHOM €ro peLeniuy TeM, KTO HECOMHEHHO 3acilyKu-
BaeT 3BaHMS XY/I0)KHUKA', U CO3/[aHUIO APKOTO aBTOPCKOTO MPOM3BEICHHS,
€CTb SIBHOE CBUJIETENILCTBO HE TONBKO AJSIIEr0cs OBITOBAHUS, HO U HEMpe-
XOJMIIEH aKTyaJbHOCTH ApaMaTypruyeckoro Haciuenus I'orosus, oTHIOAb
HE OrpaHMYMBAIOIIEroCs yIOMSIHYTHIM «PeBU30pOM» M MPETEHYIOIIEro
HAa TO, 4YTOOBI HAa3bIBATHCS «TOTOJIEBCKUM TE€ATPOM.
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Penensupyemoe uccienoBaHue cieiyeT CYUTaTh BECbMa CBOEBPEMEH-
HBIM, TIOCKOJIbKY B OOJIAaCTH W3yYEHHUS THIIOJOTUYECKHX U KOHTAKTHBIX
CBs3el Yalllpla ¢ pa3Iu4YHbIMH HAllMOHAJIBHBIMHU JIUTEPATYPAMH IIO-
MIPEeXHEMY aKTyaJbHOW M HETOCTATOYHO M3YUEHHOH sBIseTCs cepa ero
B3aUMOJIEICTBUS C pyCcCKOI uCTopuei u KyabsTypoil. Haubomnee u3secTHBIM
acCIeKTOM ATOTO MPOIIECCa BHICTYNAET BKIIIOYEHHOCTh JJMYHOCTH U TBOpYE-
cTBa Yailjib/la B KOHTEKCT PyCcCKOro MoJiepHu3Ma. M 31ech BaXKHO OTMETHUTb,
YTO TATOTEHHE PYCCKUX JUTEPATOpoB K Yalspay OBUIO MOATOTOBIECHO
OnaronpusATHON BOCIIPHHUMAIOIIEH Cpemnol, HeOOXOAMMOM ISl KOHTAKTa
C «IOYBOW» pELENINy, TaK KaK B PYCCKOW JINTEPATYpHOM KMW3HU KOHIIA
1880-x — Hauana 1890-x IT. cTanu CKIaAbIBATHCS MPEANOCHUIKH JIJIsl BOC-
MIPUSTHS SCTETUUECKUX HieH Y aliib/a; TOBOPOT B CTOPOHY UHTEpECa K BO-
pocaM HCKyccTBa OOO3HAYMIICS HE TOJBKO IOSBICHHEM CIELHaIbHBIX
Xy[I0K€CTBEHHO-ICTETUUECKUX H3JaHUN, HO U HEKOTOPOH TepIHUMOCTBHIO
CTapIIero MOKOJICHHS K Pa3IMYHbIM MHECHUSIM B BO3MOXXHOCTBIO ITyOJTHKa-
Ui «MOJOBIX» Ha CTPAaHHUIIAX TPATUIHOHHBIX «TOJICTHIX JKYPHAIIOBY (UTO,
MIpaB/a, He UCKITIOYMIIO CUTYaIHid KOH(IMKTOB «OTIOBY U «JeTei»). Jaxke
«Bectauk EBponb» 06 O. Yaiinsae, Box/e dcTeTU3Ma, TOBOPUI J00poKe-
JaTeNbHO M ONAroCKIIOHHO, a )KypHal «MHp MCKycCTBa» B KoHIE XIX —
Hauase XX B. BHOCHJI 3aMETHBII BKJIaJ B IIpONaraHay 3araJHoeBpoIei-
CKUX 3CTETUKH U KPUTHKH.

[ToaToMy HEyAMBHUTEIHHO, YTO KHUATA 3CCEUCTUKN Y alibaia «3aMbICIIbD)
(“Intentions”) OblIa maxke Oolble oneHeHa B Poccum, yeM y Hero Ha po-
JquHe. VicTopus 3HaKOMCTBA PyCCKUX CTETOB C 3CCEUCTHKOM Yalinbaa 3a-
MeuaTenbHo nepenaHa B MemyapHoi kHure C.K. Makosckoro «Ha Ilap-
Hace CepeOpsiHoro Beka» (TiaBa « ITHHOKEHTHI AHHEHCKUA — KPUTHK):
«B Hayane AeBSTHOCTHIX TOIOB MPOILIOro Beka Haii “JleTyunii rommanern”
no Espomam — bobopsikun, Iletp JImurpueBna — mpuses B IletepOypr,
Cpe/ MIPOYNX HOBHHOK, HEOOJBIIYIO KHIKKY (ITOMHIO: TIEPETIET OIMBKO-
BOTO LIBE€Ta C THCHEHHOH 30JI0TOM JIYKOBHYKOH B yriy) — “Intentions” Oc-
Kapa Yailnbia. OTH HallMCaHHBIE C IEP3KOH HE3aBUCUMOCTBIO U JTyKaBbIM
MacTepCTBOM Pa3MBIIUICHHS, B (popMe IHaioros, 00 UCKYCCTBE U JIUTEpa-
Type, B PYCCKOM IEpPEBOE BHIILIM HE TaK CKOPO, HO TOMUK Y ailbJa npu-
HaJIeKal K TOMy pojly KHUT, 4TO 3aBOEBBIBAIOT BHUMAaHUE YUTaTeNel U 10
MIPOUYTEHHUSI IBYX-TPEX JKYyPHAIBHBIX CTaTeH OBIJIO JOBOJIBHO, YTOOBI aBTOP
9THX JWAJIOTOB U €T0 MapaJoKCAIEHOE ACTETCTBO BEI3BAIN BCEOOIINI MH-
Tepec B JHUTEPATYPHBIX Kpyrax <..>. Hemb3s cebe mpencTaBUTh HUYETO
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Oosee MPOTUBOIOJIOKHOTO OTIPABHBIM TOYKAM 3PEHUS HAIIUX PEBHUTE-
Jieit Hay4HOU 00BEKTUBHOCTH, KPUTHKOB-001IeCTBeHHUKOB XX Beka, yem
3TOT yaWJIbJIOBCKUI KPUTHUECKHUN CYOBEKTHBH3M, Jia €Ille MPETIOTHOCH-
MBI{ ¢ BBICOKOMEPHOH M3BICKAHHOCTBIO U C TAKUM MpeHeOpexeHueM K 00-
HICTIPU3HAHHON MOpajl U KO BCEMY, Ka3ajoch Obl, JaBHO YCTAaHOBJICH-
HoMy» [1. C.186—187].

IToka3zarenbHO U TO, YTO NEPBBI HOMEDP BaXKHEHIIIETO CUMBOJIUCTCKOTO
xypHana «Becs» (1904) oTkpbIBaiCs, HapsAay ¢ IPOrpaMMHBIM MaHH]e-
ctoM bprocosa (crarbeit «Kitoun Taitn»), crarbedd K. banpmonTa, Hamm-
CaHHOM B JKaHpe IuTeparypHoro moprpeta, — «[loasus Ockapa Yaitnmbaay.
B Heli banbMoHT, cenaBUIINil HCKIIIOYUTENBHO MHOTO JUISl OMYJIIpU3alluN
Vaitnpna B Poccun, maet oneHky kauru “Intentions”: «Ockap Yaitnba
HaIycall TeHUAJIBHYIO KHATY 3CTEeTHIECKUX cTareif, Intentions, sBIsronTy-
1ocs esancenuem scmememeay. [2. C. 548] (xypcus Hamt. — K.B.).

MHorue TeopeTrdecKkue MoNoKEeHNs, OTCTauBacMble Ha paHHEM JTaIle
paszButus pycckoro moaepuusma JI.C. MepexkoBckum, B.S1. BprocoBeim,
K.[. banemonrom, @. Conoryoom, NEpeKIUKAIOTCA C YalIbJIOBCKUMMU.
CBsI3b € €ro TeopHel KPUTUKU TPOCIICKUBACTCS B BRICTYIUICHUIX DIica,
M. Jluknapmomymno (iepeBoaurKa MpON3BeICHUH Y aiiiib/ia U aBTopa Hcce-
noBaHui 0 HeM), M. Bomommnaa, 1. Arnenckoro, H. AGpamoBuua u nip.

Bce 3T 10CcTaTOMHO XOPOIIO M3BECTHBIE (aKThl, YIIOMSHYThIE HAMHU,
CBUJICTEITLCTBYIOT 00 HHTEHCUBHOCTH ¥ OPTaHUYHOCTH BXOXKJICHUS Y aiijibia
B 3CTETHKY PYCCKOTO MOAEPHHU3MA, MPUTIraTeIbHOCTH €r0 3CTETUYECKUX
uael A pa3audHbIX TBOPUECKHUX CJIOEB — OT M3BECTHBIX MHcareneil a0
MPOBUHITMAIILHBIX TUTEpaTopoB. Henb3st B 3TOH CBSI3U HE YIIOMSIHYTh B 00
HCCIICNOBAaHHUH, HETIOCPEICTBEHHO MPEIIECTBOBABIIEM IIPOOIEMAaTHKE pe-
neH3upyemoil kauru — crarbe T.B. [1aBnoBoii «Ockap Yailibl B pycckoii
muteparype (koHernm XIX — nHauano XX B.)» [3]. IIpocinenuB uctopuro
«BXOXKIEHUs» Yaillblla B PyCCKYIO JIUTEpPaTypy U YCBOEHHE €r0 T€M, MO-
THUBOB, 00pa30B NpeuMyLIeCTBEeHHO MoJiepHUcTaMu, T. B. I1aBnoBa kocHy-
Jack HE BCEX CTOPOH 3TOH MHOTOACHEKTHON MPOOIEMBIL.

JlomoMHUTD, YTOUHUTH CYILECTBYIOLINE NPEICTABIEHUS O BOCIPUATHH
Y UHTEpIpETaLK TBOPYECTBA Y aillib/la PyCCKUMH YNTATEISIMU, B3TJIIHYTh
Ha ero Haclie[ue C y4eTOM MOCIeTHIX JaHHBIX O ero Ouorpaduu, Jurepa-
TYPHBIX U KYJIBTYPHBIX CBS3EH M MPHU3BAH PEIICH3UPYEMbIH KOJIIICKTUBHBIH
TpyZa. Kak cipaBeayinBo oTMedyaeTcs BO BCTYIUTEIbHOM CTaTbe K COOPHUKY
penakropa u cocrasurens E.B. Ky3HenoBoi, «kHECMOTps Ha IPOJEIAHHYIO
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paboty, mpolecc H3yUeHHUs “pyccKoro Yainmpaa”, a Takke 0COOCHHOCTEH
€ro CTUJId U MUPOBO33PCHUA BPSAA JIM MOXHO CUHUTATh 3aBCPIICHHBIM.
HayuHoe ocMbICIIeHHEe HAcIenus TI000M KpyITHOU (PUTypHI B MTOJIE KYIb-
TYPbI U TUTEPATYPHI TOJKHO YUUTHIBATh KaK 3HAHUE HEMUCAHBIX XyHI0XKe-
CTBEHHBIX 3aKOHOB U COLIMAJbHO-UCTOPUYECKOTO KOHTEKCTa, MOBIUSB-
KX Ha IMMPOU3BCACHH 3TOI'0 aBTOpa, TaK U OTKPBIBAOUIUECS BO3MOKHO-
CTH NMPUMEHEHHsS] HOBBIX HAyYHBIX METONUK M IapajurM MbIIJICHUS,
KOTOpbIe MO3BOJISIOT YBUIETh aKTyaJbHbIE TPAHHU B TEKCTAaX MPOIIIOr0»
[4.C. 17].

B cOopauke msth pasnenoB: «lloatuka u ¢mrocodus», «B3misn Ha
Poccuto B tBOpuectBe O. Yailmpaay, «O. Yailnea u pycckuil Mozmeps»,
«O. Yaiinpa B KylbType COBETCKOM M IMOCTCOBETCKON 3MOXM», «3aragHo-
eBporeiickas penenius Hacienus O. Yaiabaay.

Jl0CTOMHCTBOM KHUTH CTaJI0 TO, YTO aBTOPbI HE OIPAaHUYMIIKCH JIUIIb
MIPUBBIYHON M HanOoJIee MOKa3aTeIbHON Il CPABHUTEIBHOTO UCCIIEI0BA-
HUS SI0XOW MOJEPHA, HO U MOIBITAJIUCH — BIIEPBBIE B OCMBICIIEHUH «pYyC-
CKOTO YaillpJ1a» — C OTHOM CTOPOHBI, BBECTH KOHTEKCT JIUTEpaTyphl XIX B.
(npuveM JOBOJBLHO HEOXKUIAHHBINM, Ha MIEPBBIM B3MIIAM), C APYyrod — mpo-
JUIUTBH BEKTOP CPABHEHUS B COBETCKYIO U IIOCTCOBETCKYIO 3IIOXH.

COOpHHUK OTKpbIBa€TCS MHTEPECHOH M MOYTH MO-yaHJIbJOBCKH Iapa-
JokcansHOM cratbeil T.A. bobopeikunoit «Iloatrka apamarypruu O. Vaitib-
nau A. OCTpOBCKOTO: mapaoKcsl commkenns». Kasanocs Ovl, cooTHECCHNE
MOKJIOHHUKA «YMCTOT0 MCKYCCTBa» M OCHOBAaTelNsl PyCCKOIO HallMOHANb-
HOTO TeaTpa, MacTepa N300paskeHHs PyCCKOTO KyTe4ecTBa BUAUTCS HEBO3-
MOYKHBIM U JJa)X€ CTPAaHHBIM. Ho ABTOP, OTKPBIBasA JJIA YUTATCIIA pa3inyg-
HbIe (hakThl 3HAKOMCTBA OCTPOBCKOTO C aHIIMICKOM KYJIbTYpO# (Hanpumep,
YHOMHUHast 0 TOHKUX 3aMeTkax OcTpoBckoro o pomane Jlukkenca «/Jomou
U CBIH»), BUPTYO3HO JAEMOHCTPHUPYET, KaK B TBOPUECTBE ITUX IuUcarenen
eCTh «MeTa(u3nuecKoe IBHKCHHE B CTOPOHY CTpaHkl Apyroro» [4. C. 26],
BBISIBIISISL BA)KHBIE TOUKH [IEPECEUCHUS UX XYI0KECTBEHHBIX OPUEHTUPOB —
excnup u JJoctoeBckuit. CaMbIM HHTEPECHBIM B CTaThe CTall0 OOHAPY-
JKCHUE eIIle OTHOTO OOIIETo MPON3BEACHISI-IOCPEIHNKA — MATIOM3BECTHOM
HbelHEe KoMeauu A. J{roma-cbiHa «I1000YHBIN ChIH», OOBACHSIOIIETO Bep-
OaJbHBIE U CIOYKETHBIE CXOXKACHUA KOMEIUU OCTpOBCKOFO «be3 BUHBI
BUHOBaThIe» W KoMeanu Yainpnaa «OKeHmnHa, HE CTOAIIAs BHUMAHUS.
B wurore BeIsicHseTCs, uTO B cOMmmkernnn OCTPOBCKOro U Y aiip/ia B caMOM
JieJie He HY>)KHO BUJETh Mapasiokca, B 00erX KOMEIHsX «OoIblie 00Iero,
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YeM y KaXJOW M3 HUX B OTAEIBHOCTH IO OTHOLIEHMIO K Nbece-Ipeale-
ctBerHute» [4. C. 35].

YacTas mpoOiieMa KOJJICKTUBHBIX MOHOTpa(uidl 3aKITIOYaeTCS B TOM,
YTO Ha JieJie OHU NPEACTaBISIIOT co00ii He Ooyiee yeM COOpPHUKHU CTaTei.
DTOT ynpeK Henb3s NPeAbBUTh PELIEH3UPYEMO KHUTE: PElaKTop-coCTa-
BUTEJIb MOCTYIWIA YECTHO, aHHOTHPYS €€ MMEHHO KaK COOpHUK cmamell.
OpHako mepea HamMu yriayOlieHHOe HccienoBaHue, 0003HaUeHHOE KOH-
kpeTHoii Temolt — O. Yaitnen u Poccusi: mpoOneMbl MOATHKYU U PELeInH,
a ero IeHTPAILHOW 3ajadyeil, Kak 0003HaYeHO B AHHOTAINH, «SBISACTCS
OTHOIIIEHNE mHcaTens kK Poccun, ee muteparype, ¢puirocodckoid u corm-
AIBHO-TIOJINTUYECKOU MBICITH, & TAK)KE CIIOCOOBI M KOHTEKCThI OCMBICTICHHS
ero TBopuecTBa B Poccuiickoil umnepuu, CCCP u B mocrcoBerckoit
Poccun».

Ha nene xe yacTbh BKIIIOUEHHBIX B COOPHHMK Pa0OT, HAIIMCAHHBIX aBTO-
PUTETHBIMH 3HATOKaMH TBOpUYECTBAa Yaiibaa W 00IaJaroIuX CaMOCTOs-
TENBHON HAyYHOU IEHHOCTBIO, BBINIAJACT W3 3asBJICHHON TEMBI (CTaThH
T.I. YecHokoBoii «Meramop¢o3sl Tpanuuuu B TBopuectBe O. Yailipaa-
KoMeauorpada: Mexmay KoMeaueld HpaBOB M “XOpOIIO CHENAaHHOHM IIbe-
coii”», O.M. BanoBoii «MoJIOIOCTh KaK KaTeropus yaiibJJOBCKOH (HIIO-
copuu HepeanpHoro», E.M. benaBunoit «Ockap VYaiinmba u Mapceinb
[IpycT: OT aynuanbHOTO BOOOPaXKEHHUS K CHHECTE3UM» U CTAThH MOCIE-
HETOo paznena «3amajgHoeBponeiickas peueniys Hacneaus O. Yaidnbaay).
Beimenum, mampumep, cratsio O.M. BanoBoi, rae, moxaiyi, BIepBbIe
000CHOBaHa BO3MOXKHOCTh PacCMarpuBaTh MOJOAOCTh KaK CBOCOOPa3HYIO
KaTeropHIo yaiibI0BCKOH XyJOKEeCTBEHHOH ¢rmtocoduu. Jlannas xarero-
pus ONMCHIBAaeTCS Ha MaTepuaje KpUTHKH, MPO3bl U JIpaMaTHYECKUX
npou3BeAeHu Yainpaa. B crathe mpociexena 6e3yclioBHAs CBSI3b «MO-
JOAOCTH» € TeM (DaKTOM, YTO TIOAABJISIOIIMMHU TEPOSIMH €r0 MMbeC BCETa
BBICTYIIAIOT MOJIOJIbIE JIFO[U, @ ATOT 3TAll B )KU3HHU YE€JIOBEKa HHTEPECEH ITH-
caTesilo0 BHYTPEHHEH »Hepruei, TOTOBHOCTBHIO K aBaHTIOpaM, K UTpe, 3po-
TUYECKUM TPU3BIBOM, MEPCTIEKTUBON CaMOpeau3alid U TECHOU CBA3bIO
¢ uckycctBoM. CIIpaBeVIMBOCTH PaJl OTMETHM TaKXe, 4TO B YIIOMSHYTOM
paboTe Bce ke eCTh CIeObl PYCCKOM TEMBI, TaK KaK aBTOp oOpamaercs
U K 1Ibece Yainpaa «Bepa, unu Hurunuctsiy.

Ho Bce ke OOnmblasi 4acTh cTareil He OTKJIOHSETCS OT 3asBICHHOTO
B Ha3BaHMWM TeMaTudyeckoro Bekropa. Tak, B craree T.H. ITyTunueBoi
«®anrazus O. Yaiinpaa Ha pyccKylo TeMy B aHmmiickoMm cruiie (“Bepa,
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i Hurunuets!”)» nan 00CTOSTEIbHBIA aHaIH3 TOATHKA TIEPBOI MBECHI
Vainpga, 111 KOTOPOH aBTOp B3sUl CIOXKET O PYCCKUX 3aroBOPLIMKAX U
aHAPXUCTaX, MOJICKa3aHHBIA YPE3BbIUAWHON MOIMYyISIPHOCTHIO HA 3amajne
MIPOU3BEJEHUN PYCCKOM KIIacCHKH, B TOM uucie «OtuoB u aereit» Typre-
HeBa U «becoBy» JJocTOEBCKOTO, ¢ KOTOPBIME Y aifJib/1 ObLT 3HAKOM, OTPa3UB
UX BOCIIPHUATHE B MHOTOYHCIICHHBIX MTapOMHHO-(DapCOBBIX AJUTIO3USX Ha STH
TEKCTHL. YOSMUTEIbHO MOKa3aHo, UTO IIepBast beca Y aliibIa MOSBIICTCS KaK
CcBOE0Opa3Hasi WILTIOCTPALIUS TOTO, «O YeM OH JyMall, YUTask IPOU3BEICHUS
Hoctoesckoro u Typrenea, pa3MbIILIss, KAK 1 MHOTHE €70 COBPEMEHHHKH,
0 cOOBITHAX 3aBeplaromnerocs pepononuonaoro XIX B.» [4. C. 115].

B HachIIeHHON HCTOPHUKO-TUTEPATYPHBIMU (haKTaMH U ONEPUPYIOLIEH
MHOXECTBOM JINTEPATYPHO-KPUTHIECKHX, (PUITOCOPCKUX HCTOYHUKOB CTa-
The E.A. MapkoBoii «Pycckue kopHU conmanbHol dunocoduu O. Yaiinbaa
u ee Bocrpuatue B Poccun Hauana XX B.» 3aTPOHYT BOIPOC BO3JEHCTBUA
anapxusma II.A. KponoTkruHa Ha aHIIMICKOTO NUCATENs, a TAKKE CHIENaH
BBIBOJ] O BO3MOKHOM oOpaTHOM BIIStHUH. [lompoOHO paccmarpuBasi OT-
KJIMKH Ha 3cce Yaunbpaa «Jlyma genoseka npu cormanm3me» H.A. bepas-
eBa, M.JI. Topmana, C.JI. ®@panka, K.JI. banemonta, K.1. YykoBckoro,
A. benoro, A.U. Tunsikora, ®.I1. [llnmepa u 00CyXIeHHE 3CCE B pOMaHe
M. Topbkoro «Xuznup Knuma Camrunay, E.A. MapkoBa 10Ka3bIBaeT, 4To
COLIMAIMCTUYECKHE B3IIISAbI Y aiiibaa HanOOMbIINN OTKIIMK, XOTS U HEOA-
HO3HAYHBII B JTOPEBONIIOIMOHHYIO U TTOCICPEBOITIONNOHHYIO 3IMOXH, 00-
penu nmeHHo B Poccum.

Camblit 600N pa3/ieN KHUTH MOCBSIIECH peleniuy Y aiibaa B 310Xy
CepeOpsiHOTO Beka. He mMest BO3SMOXXHOCTH B paMKax PELEH3MH OCTaHO-
BUTHCS Ha BCeX paborax, 0003HAYMM KOHTYPHO KpPYT TOCTABJICHHBIX TIPO-
Onem. B craThax 3TOro pasiena npexe BCEro paccMarpuBarOTCsa Kak H3-
BECTHBIC, HO ITOKa3aHHBIE 10T HOBBIM yTJIOM 3pEHHSI, TAK K MaJIOU3BECTHBIC
CTPaHUIBI POPMUPOBAHUS yalJIbIOBCKOTO MHU(a B KylIbType CepeOpsHoro
Beka. Tak, crareu B.B. HukynbiieBoit «““Bcenener, 3akiItO4eHHBIA B CMO-
KHUHT JPHIU...”: 06pa3 O. Yaiiipaa B moatudeckoil onenke Mropsa-Cese-
psauHa» 1 E.B. Ky3nenosoii «“U adhopusmel u3 Yaiinpia yutaeM, CUIsl Ha
necke...”: modTHKa apopusma u napagokca B TBopuectse M. CeBepsiHUHAY,
o0pasyst HeKylo Auioruto, oopamens! k ¢urype . CeBepsHuHA, «pyc-
ckoro Ockapa Yaitnpaa». B.B. HukyneueBa nmposena TiaTenbHbIi JTUHT-
BOIIOATUYECKUHN aHaJU3 CTUXOTBOpeHuil CeBepsiHMHA, OCBALIEHHbIX Ma-
MATH Yaiinbla, coIepKalluX OLEHKY XKM3HHM U TBOPUECTBA AHIIMMCKOTO
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nucarens. s CeBepsHuHa, Kak yTBEP)KIAeTCA B UCCIEIOBaHUH, 10 KOHIIA
1910—x rr. Yaiinpa ObUT «BEJTHKUM TPEIIISCTBEHHHUKOM, 00pa3iioM s
MOJpaYKaHUs, yUUTENIeM, KYJIBTYPHBIM KOJIOM, OTYacTU POACTBEHHOH Ay-
o u, HakoHertr, 3arajkoil XIX B.» [4. C. 195]. B crarse E.B. Ky3uenooii
paccMOTpEeHO BIIMSHHUE, OKa3aHHOE YailbIoM Ha (OPMHPOBAHUE HPO-
HUYHO-TIAPaJOKCATILHOTO CTHIIS U jkaHpa adopm3ma B TBopuecTBe U. Ce-
BepsiHUHA. [Ipu 9TOM, KaK yCTaHOBIIEHO B paboTe, caM 00pa3 CTpaaatomiero
AQHIIIMHACKOTO JICHI, Tajlaya W >KEPTBHI BBICIIETO OOIIECTBA CIIOKHUIICA
Y PYCCKOTo 3rodyTyprcTa BO MHOTOM 0] BIUSHHEM KPUTHYECKUX CTaTeH
UykoBckoro. OTMETUM OUYEBUAHYIO HCTOPHUKO-TUTEPATypHYIO LIEHHOCTb
cratb M.B. Muxaiinosoit u C.M. Kyapuuxoit «O. Yaitnen u A. Mups:
TBOPYECKHE TapajIeNiny, B KOTOPOH 0OpalieHo BHUMaHUE HAa MAaTTOU3BECT-
HBIC PEIICH3UH 3a0bITON HBIHE MUcATeIbHUIBI Hadama XX B. A. Mups, tie
OHa JaeT CcOOCTBEHHOE BHJEHHME IMPECTYIUICHHUsS, BUHbl M HaKa3aHUS
VYaiinpaa, CBA3aHHBIX C CyZACOHBIM MPOIIECCOM MOCIIETHHX JIET €0 KU3HHU.
CBs3b C yalJIbJIOBCKUMHU MOTHBAMHU IPOCIEXKEHA U B XYI0KECTBEHHOM
TBOpYECTBE MUCATEIbHULIBI. 3aMeyaTeIbHO U TO, YTO COCTABUTENIH BKIIIO-
g B [IpuiioskeHre moAroToBIeHHbIE aBTOPAMH CTaThH TEKCTHI ABYX pe-
nen3uit A. Mupo.

HecomuenHoro BHuUMaHUs 3aciyxkuBaeT U pabora A.B. dwumaroa
«O. Vaiinsn B xxu3Hu 1 TBopuecTBe H.C. ['ymMuneBa», rine BUPTYO3HO HO-
Ka3aHo, Kak penenmus ['ymmieBa TBOpuecTBa M MOJENHM TOBEICHUS
VYaiipJia, HauaBLIKCH €11l B IOHOCTH, B KAKOM-TO CMBICJIE ITPeIoNIpeienuia
€ro 3CTETHUUYECKHE MPUOPUTETHI HA PAHHEM 3Tarle TBOPUYECTBA U MOBIUAIA
Ha (hOpMHUPOBAHKE COOCTBEHHOTO JINTEPATYPHOTO U COIIMATILHOTO UMUJIKA.
B crarpe 00OHapYyX€HO MHOXXECTBO HEOKHAAHHBIX (DaKTOB BO3ICHCTBHUS
TBOpPYECTBA AHIJIMHCKOTO MHCATeNs Ha TIO33UI0 U JIUTEPATYPHYIO KPUTHKY
I'ymunesa. Oco60 XOTenoCh Obl OTMETHUTH MOAPOOHBIN aHAIHM3 U3BECTHOTO
ctuxoTBopeHus I'ymuneBa «IlopTpeT My>KUHHBI» € IOA3aroJI0BKOM «Kap-
TuHa B JIyBpe paboThl HEM3BECTHOTO». B 3TOM 1eMOHHYECKU-3aBOPAKHBA-
IOlIeM TIOPTPETE MPEKPACHOTO MOJIOJIOTO YesoBeKa ¢ Oe3AyIIHbIMH, ITy-
CTBIMHU IVIa3aMHU, TPELIHUKA U T€JOHNUCTA, HE YTPATHUBLIETO 32 MHOTHE I'OJIbl
CBOEH KpacoThl, HO HE CIIOCOOHOT0 COCTpajaTh U IUIaKaTh, HENb3d, IO
MBICJIM MCCIIEI0BATENs, HE YBUIETh CBSI3U C T€POEM CaMOro 3HAMEHUTOTO
npousBeneHus Yainsaa — pomana «lloprper Hopuana ['pesi».

JIOTIONMHSIOT KapTUHY PYCCKOHM peneniu Y aiiibplia UCCISIOBaHHuS 00
0COOCHHOCTSAX MPHUCYTCTBUA JINYHOCTH YaillibAa B Kpyre YTCHUS U KyJb-
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TYpHOM CO3HAHUU YUTATENS U 3pUTEIISI COBETCKON U MOCTCOBETCKOM AMOXH.
B crarse C.H. Mopo3zogoii 1 E.B. Ky3nenosoii «O. YaiinpJ B KpUTHYECKOM
ocmbicnenun K. UyKoBCKOro: MCTOpPHS M SBOJIIOLMSD) aHAIU3UPYETCS
pOJNIb KPUTHKA B CO3IaHUU 00pa3a Yailipla Ha MPOTSHKEHUU ATUTEIBHO
BPEMEHH — OT JOPEBOJIOLUOHHBIX JIeT 10 1966 . Hago orMeTuTs, 4TO
YykoBCKHH BOOOIIE MTPUCYTCTBYET TaK MIJIM HHAYE B KAKIOU cTaThe cOOp-
HUKa, BBIONHSAS (DYHKIIMIO OMHOM U3 CKPEl MEXIY OTAEIbHBIMU HCCIe-
JIOBAaHUSMH.

S1.J. YeuneB B ctatbe «@Purypa O. Yaiinbaa B COBETCKOM KYJIbTYPHOM
co3HaHuu 1920—1930-x TT.» 0OCTOATENHHO IMOKA3bIBAET, YTO HA MPOTSIKE-
HUU JABYX JECATWUJICTHM TIOCJEe YTBEP)KJIEHHUS COBETCKOM BIACTH UM
Vaiinpaa Bee erie ObUIO aKTyaJbHBIM B KYJIBTYPHOM CO3HAHUU COBETCKOTO
obmectBa, HO B Hadaje 1930-x rT. momsepriock TabyupoBanuio. C Tex
0P 3CTETUYECKasl CUCTEMA IHUcaTess IPaAKTUUYECKU 10 OTTENeNIH UHTEep-
MpEeTUPOBANIaCh Kak «OypiKyaszHas», «JICKalCHTCKas», «UICOJOTHYECKH
BpaxkieOHas», «<OTOpBaHHAs OT XKU3HU» U T.A. boraTeiit pakTHueckuii ma-
Tepuai >KU3HU yalabp10oBckoro Hacaeaus B 1960-e u 1990-2010-e rr. koH-
[ENTYaJbHO OCMBICIIEH B cTarhsix M.A. PoguHoit «ComocTaBUTeNbHBINA
ananmm3 pacckasa O. Yainpna “KenTepBuiibckoe MpUBUACHUEY» U OTHO-
UMEHHOTO coBeTCcKoro MynsTdminsma”, E.B. IllaxmaroBoit «Apamaryprus
O. Vaiinpaa Ha clieHe MOCKOBCKHX T€aTpOB MOCTCOBETCKOTO MepHoja
(1990-2020 rr.)».

Penensupyemoe u3naHue, TaKUM 00pa3oM, BBEIXOAUT 32 paMKH OOBIY-
HOTrOo cOOpHUKA cTaTel «Imo uToraMm KoHdepeHum». [lepen Hamu npeacra-
€T, HECMOTpsI Ha BBICKAa3aHHOE 3aMEYaHHE, KOHUENTYalIbHO MPOyMaHHOE
KOJUIEKTUBHOE MCCleoBaHUE (DYHKLIMOHUPOBAHUS TBOPUYECTBA MHCATENsS
B MHOHAIIMOHAJIBHOU cpee. ABTOpaM ynajaoch yOeauTeabHO oKa3aTh 00-
IIECTBEHHO-UCTOPUYECKUE U KYJIBTYPHbIE HPEANOCHUIKH MOMYISPHOCTH
TBOpuecTBa Yailnpna B Poccun, «puauBbD U «OTIUBBD) YUTATEIHCKOTO
uHTepeca K Hemy. CTaTby, COOpaHHbBIE B KHUTE, MMO3BOJISIOT MPEACTaBUThH
MHOTOTpaHHbIN 00pa3 Yailnpaa B pycckoil KynbType. be3 comuenus, pe-
[EH3UPYEMBIH COOPHUK, TIIATEIHFHO OTPENIAKTHPOBAHHEIN, KaXKIAsl CTAThs
KOTOPOTO COMPOBOXKIACTCS BCEM HEOOXOIMMBIM HAOOpOM HayKOMETpHYe-
CKUX IIOKa3aresel, 3aMMeT CBOE JOCTOMHOE MECTO Psly KOMIIapaTHUBHBIX
U KPOCC-KYJBTYpPHBIX UCCIIEIOBAHUIA, MOCBAIICHHBIX PELCIUN 3HAMEHH-
TOTO aHIJIMICKOTO MUCaTesl.
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Ha3zBanwue perieH3npyemMoit MoHOrpaduu cyryoo TpaAuIIHOHHO U OTCHI-
JaeT K IOYTCHHOM B OTEYECTBCHHOM U MHPOBOM JIMTEPATyPOBEICHUU
TPaJNINU >KaHPOJOTHYECKNX W3YdIeHHH, 0030pOB TEOPHH M HCTOPHH
OIIPE/ICJICHHOTO XKaHpa. AKaIeMHYHOCTh (POPMYIHPOBKH, OJTHAKO, CKPBI-
BaeT 3a co00M aMOMIIMO3HYIO 334y NPEUIOKUTh OPUTHHAIBHYIO ONTHKY
B BHJICHHHU KaK CBOETO HEIIOCPEACTBEHHOTO MpeIMeTa — PyCCKON Oatazpl
XIX—XX BekoB, Tak U psijila 0COOEHHOCTEN NCTOPUYECKOTO CYIIIECTBOBA-
HUSI JKaHpa B 11eJ0M. B 3ToM oTHommeHnu MoHorpagust ynogoossercs yia-
Ooparopumu, rie MOCPEACTBOM Psifia ONBITOB / OUYEPKOB PEKOHCTPYUPYETCS
MIO3THKA CIOYKHOTO KaHPOBOTO OPTaHW3Ma, YMEIOIIETO NMPHCIIOCOOUTHCS
K 3aIIpocaM OueHb Pa3HbIX 3M0X. KHHUra onpaBiaHHO KOHLIENTyalbHA, OHA
HE TOTPY’)KaeT YUTaTeNsl B TMOAPOOHYIO SMIHMPHKY KAHPOBOH IBONIOLUH
Ganmazpl, 61aro oHa yXe JOCTaTOYHO XOPOIIO H3ydeHa, a CTPEMHUTCS TIPo-
JEMOHCTPUPOBATH €€ KIIF0UYEBbIE Y31bl. Mex 1y TeM He sIBIIsieTCS MOHOIPa-
¢us 1 IpSIMOTMHEHHOH MpoeKIHeil TeopeTHIecKoil KOHCTPYKIIMU Ha HC-
TOPUUYECKUH MaTepuall, HapOTHUB, €€ OTIMYAET MOBBIIIEHHAS YyTKOCTh
K aBTOPCKOW OPHTMHAJIBHOCTH, IO3THYECKOW OpraHuKe, K CBOEOOpas3HIo
TEKCTa U KOHTEKCTA.

INomoOHas mpoayMaHHAs apXUTEKTOHHKA, B PAMKaX KOTOPOH OTHelb-
HbIE€ OUEPKU CKJIAJbIBAIOTCS B LENbHYIO IAHOPAaMYy JKaHPOBOTO Pa3BUTHA,
XOPOILIO COOTBETCTBYET clielupuke pycckoii 0annaasl. ClIOXKXUBIIUCH U 3a-
HSB BaKHOE MECTO B JTepaType 3moxu JKykoBckoro u IlymkuHa, BIo-
CJIEICTBUM OHA CTAHOBUTCSI BIIOJIHE JIOKAIBHBIM SIBJICHHEM, aKTyalU3HUPY-
IOIMIAMCSI, TEM HE MEHEe, C 3aBHJHON PEryIsIpHOCTBIO, IPUYEM OOBIYHO
B MEPUOJIBI ICTETHUECCKUX WM MCTOPHYECKHUX CIOMOB. I1oHSATH, mouemy
TaK MPOUCXOAMT, B YEM 3aK/IIOUYAECTCS MHUPOBO33pPEHYECKAs U XyJOXKe-
CTBEHHasl IPUBJIEKATEIILHOCTb ITOT0 CTApOro KaHPa, — 3a/1a4a CIOXKHAs U
[OJIpa3yMeBaloOLIas B TOM UUCIIE METO0JIornyeckue HoBauuu. U B aToM
iaHe 0auraza Kak KOMITAaKTHAs ’KaHPOBast CTPYKTYpa, JOCTATOYHO JIETKO
OII03HaBaeMasl B pa3lIMUMAX aBTOPCKUX BapHaHTOB, 00J1a1aeT 0coO0M Ipu-
BJIEKATEIbHOCTBIO 7S aHAJIM3A.

C BBIABJIEHHS KaHPOBOTO Spa ¥ HAYNHAETCA MOHOTpadus, B TaTbHE-
HIeM Iepepactasl B UICTOPUYECKOE PacCieOBaHUE C HIEMEHTaMHU €11Ba JIU
HE JICTEKTUBHOHN 3aHUMarenabHocTH. OOpaliaeT Ha ce0sl BHUMaHUE CTPEM-
JICHUE aBTOPOB B TEOPETUIECKOM HKCKYPCE YUTH OT HOHMMAaHHS JKaHpa KaK
(uKcupoBaHHOTO HabOpa TeX WM MHBIX IIPUEMOB M CMECTHTh BHUMAHHE
Ha (yHKIMOHATBHBIN acniekT. [IpuHIMIIansHOM OCHOBOM 3/1€Ch BBICTYIAET
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rurnore3a 00 00s13aTeTPHOCTH IJIs1 HAIIMOHANBEHOTO KaHOHA 0aTambl TPEeX
¢byuxuwii / poneii: «1. Cuna yauBepcanbHoro Mupomnopsizka. 2. Cssi3a-
HBIN € 3TOM CHIION TOABHKHBIN repoi, TOrmorpaduuecKu 1 / HiIx CHMBOJIH-
YeCKH MPHHAIICKAIIUHA “HHOMY MHUPY™ H — 9acTo, HO HE Bceraa — 3abupa-
IO KOro-To M3 mupa ‘“3aemHero”. 3. I'epoil, nenarommii poKoBOiA
BBIOOD. [lHamuKa crojkeTa coobmraercst Oanaae IepcoHaXkeM, pacioo-
JKEHHBIM Ha TPETheH poJIeBO MO3ULIMKU: €To BEIOOP 3allycKaeT B ACHCTBHUE
JI0 TIOPBI COKPBITHIE CUMbI IIpoBUAEHUS, BKIIIOYAs U TUIIOBOTO sl Oai-
nmazambl “xeHuxa-meprteena’» [1. C. 44].

Dra cucTeMa MO3HINH BEISBIISIETCS Ha MaTepuae 6amian B.A. XKykos-
CKOTO, ONpPENEeNUBIINX, 110 BIOJHE CIPAaBEUINBOMY MHEHHUIO aBTOPOB,
JIMLO aHpa B PyCCKOW JIUTeparype, HO B CIEIYIOUIMX pas3jienax IUIONo-
TBOPHO MPOCTIHPYETCSl HA TPOU3BEICHHS ITUPOKOTO Kpyra MOATOB Ooee
MO3HUX 3I10X, YTO NO3BOJISIET OOHAPYKUTH B X Oalllajax CeMaHTUYECKHE
MHTEHIINH, TPYAHO OINO3HABaeMbIe IPU HHOM, Ooyiee TpaguIHOHHON OII-
THKe paccMoTpeHns. Ocobo 3aMeTHM, 9T0 TpeX(hyHKINOHATBHAs OCHOBA
pycckoii 6aiazb! onpeaensercs B MOHOrpaduu cyry0o Kak KaTeropus uc-
TOPUUYECKOI MOATUKU U ClIydail O4eHb YaCTHBIH, 0OCCIIEUUBIINI KaHPY
Y3HaBaEMOCTb M CaMOTOXKJIECTBEHHOCTD B IocieAytonue snoxu. bamiana
JEHCTBUTENBHO CTala OJHUM U3 HEMHOTHX «TBEPIBIX» )KAHPOB PYCCKON
cioBecHocTH HoBOro BpeMeHH, 4TO MOATAIKUBAET B TOM YHUCIE K CHEKY-
JSIIASM HCTOPUKO-MHPOBO33PEHUYECKOTO IUIAHA: aKTYyaJbHOCTh Oalmaibl
o0ecrieunBaeTcs B OTEUECTBEHHOM KyJbTypHOM co3Hanuu XIX—XXI BB.
apxXan4yHbIM U, TEM HE MCHEC, yCTOﬁ‘IHBLIM NpeACTaBJICHUEM O HETIPEOAO0JIN-
MOH BIHATEIFHOCTH «CHJIB YHHBEPCATEHOTO MupOIopsiikay, qernepcona-
JIM3UPOBAHHOT0, KOJUIEKTUBUCTCKOTO, 3CCEHIUAIMCTCKOIO IPEACTaBICHN,
UHOTI'Ja MPUBJIEKATENBHOI0, MHOT/IA YKACHOT0, HO HEU3MEHHO ITpolieMa-
THU3UPYIOIIETO JINIHYIO CBOOOY.

[MpuopureT GyHKINN HAJ COAEPIKATEINEHBIM aCIIEKTOM IT03BOJISIET BBI-
CTPOUTHh B MOHOTpauu OueHb MOCNIEAOBATENbHYIO U apryMEHTUPOBAH-
HyI0 Tunonoruto 6amiag B.A. XKykoBckoro, 00bSCHUB BCe Cllydau, KOT/ia
poJieBO€ 3aJaHHe HEOUEBUIHO BOIIOLIAETCS B TOM HJIM MHOM IIEPCOHAXE,
B TOM 4HCJIC IEPEHOCUTCS HA MPEeIMET UM NPUPOJHOE SBJIEHHE (2010Ba
ap(a, IepcTeHb, KypaBIly, MBI ), UJIH COBMEILIAETCS C APYTUM 3a[aHHEM
(JIecHoii mapp Kak MOABMXHBIA T€POH U CHJIa HOBOTO MUPOTIOPSIIIKA), FIIH
nproOpeTaeT NHOW IIEHHOCTHBIN Moyc (0aambl ¢ OJaromoyIHbIM Qu-
HanoMm). [lectpora 1 poMaHTHYeCKask SK30TUYHOCTH Oannan B.A. XKykos-
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CKOT0, Ka3aJI0Ch Obl, CTOJIb JAJIEKUX OT IIOBCEAHEBHOM peaIbHOCTH, B XOZ€
MoI0OHOTO aHaJIM3a CTAHOBSATCS JIUIIb MMOKPOBOM TOJICITYTHOW TEJIEOIIO-
UM OHTOJIOTUYECKOT0, MUPO3MKIUTEIBLHOIO CBOMCTBA, YTO MO3BOJISIET UM
OBITh OpYJIHEM UCTOPUUECKUX MPO3PEHUH, a MOITY-MEBIY — U KaK I'eporo,
U KaK JIEHCTBUTEILHOMY aBTOPY — BO3BBIIIATHCS JI0 CTAaTyca MPOPOKA.

Jlpyrue npuMeTs! pyccKoro 6aiaHOro KaHOHA, BRIZICTICHHBIC B MOHO-
rpadguu Ha Marepuane kpatkux 6amnan B.A. XXykosckoro (01HOCOOBITHIA-
HOCTb, CHMMETPHsI IEPCOHAKEN U IEUCTBHUSA, PEIyKLUs UAJIOTa U CKaTHe
XPpOHOTOIIa, MOTUB BOJIbI U TEMA HaMHTI/I), JIMIIb HApPATUBHO BOIIJIOIIAIOT
(YHKINOHANBHYIO OCHOBY JKaHpa, Tak K€ KaK U pa3HOOOpa3HBIE MOTHB-
HBI€ 3JIEMEHTBI, OPraHU3YIOIIUE CEMAaHTUIECKYIO TKaHb KOHKPETHOTO 0aj-
JIAJHOTO TEKCTa.

VMMaHEHTHBI aHaNIW3 JKAHPOBOM IOJTHKH, NMPUBEAIIAA K YpPE3BHI-
YailHO MHTEPECHBIM TEOPETUUECKUM BBIBOJIAM, SIBJIIETCS B KHUT€ TOJBKO
OTIPAaBHBIM MOMEHTOM JJIsI CEpUU HCTOPUUECKHUX IKCKYPCOB, B XOJI€ KOTO-
PBIX pelIaeTcsl He MeHee BakHas 3aj1a4a, TaKkKe UMEollas TeOpeTHIecKoe
3HaYeHHE: KaKUM 00pa3oM TOT WJIM MHOM JKaHp y4acTBYET B KOHCTPYUPO-
BaHWUHU UJICOJIOTHH 3IIOXH, IPUYEM HE B IIJIaHE 03BYUMBAHUS KAKUX-TO KOH-
HENIUA WKW To00pa MOAXOIAIINX TIEPCOHAXKEH M CIOKETOB, a CBOCH
o3TuKoi. B ciydae 6asuiazpl BeIABICHHE TOJOOHOTO aCIEeKTa IPOBEAECHO
AaBTOPAMM HCKIIIOUUTENBHO B paMKaxX METOJOJIOTMH HUCTOPHUYECKOM MO3-
TrKH. O4eBUHO, YTO 3TO CO3HATENIbHAS YyCTAHOBKA, MOCKOJIBKY MaTepHall
XIX-=XX BB. ot B.A. Xykosckoro mo b.A. Ciyikoro mo3Bossii cocpeso-
TOYUTCA U HA MPAMBIX TMOJIUTUYCCKUX AJUIIO3UAX, HA BCKPBITUU 6J'II/I)KaI71—
IETO UACOJIOTUIECKOTO KOHTEKCTa OalIa/IHBIX CEOKETOB — IIPUEM, JIOCTa-
TOYHO YacTo HCHONb3yommiics. B MoHorpaduu, omHako, MOJOOHBIX
SMU30J]0B MPAKTHYECKH HeT. DYHKIHMOHAIBHOE MHPOMOIEINPYIOIIEE
SAIPO OayTa b, €€ MOJICIYIHAS TeTICOIOTHs, T0-HOBOMY PACKPBIBAIOIITHECS
B ONPENEICHHON UCTOPUYECKOM, NICOJOTHYECKON WIIA WHAUBUIYAIbHO-
ouorpaduieckor CUTyally, — BOT IPHOPUTETHEIA PEeAMET HHTEpeca.

B pazgene, nocesanienHoM B.A. XKykoBckOMy, KOHTEKCTOM UCTOpHUYE-
CKOTO CTaHOBJICHHS OayIaapl BEICTYITHIIA HATIOJIEOHOBCKAS W ITOCIICHATIO-
JIEOHOBCKasl 3M0Xa ¢ €€ KOJUIM3UeH terutuMHocTH. C 0omopoil Ha UCTOpH-
YECKUC TPYJbl U CBUACTECIBCTBA COBPEMEHHUKOB aBTOPbI IEMOHCTPUPYIOT
pycckyto peneniuio Hamoneona kak camo3BaHIla, KOTOPOMY B CHCTEME
0aymasHBIX poJeld MOTCHIMATBFHO MOXHO OBLJIO MPHUCBOUTH JIOOYIO W3
Tpex QYHKIHMHA — co3aTeNns JIOXKHOTO MUPOIOPSIKA, TOJBIKHOTO Ieposi-
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cobnasHuTeNs, cyObhekTa pokoBoro BeiOopa. B.A. JKykoBckuii, oqHako,
HaNpsIMyI0 BOCIIOJIB30BAJICS 3TOM BO3MOXKHOCTBIO TOJIBKO B CBOEM O3]
HEM TBOpUecTBe, B «HOUHOM cMOTpe», a B [IeJIOM HOIIEN 0 ITyTH HHTEP-
(epeHIIMN MOTHBOB, KOTa B Oaiagax aKTyalH3HMpOBaIach pOJb Ieposi-
CaMO3BaHIIa, JIMIIb THIIOJOTHYECKH BOCXOAIIas K o0pa3y (paHIry3cKoro
uMIIeparopa, a 0aiaJHble MOITHYECKHE (GOPMYIIbl IPOHUKAINA B CTHXO-
TBOPEHUS UCTOPUIECKOTO conepkaHust. C Upe3BbIUaiiHON TOHKOCTBIO aB-
TOPBI BBISBIISIIOT PACTBOPEHHBIE B UCTOPHYECKOI CeMaHTHKe OasulaHble
anemeHTHl B «llecHn Oapaa Haj TpoOOM ciaBsiH-oOeauTenein», «Ilese
BO CTaHE PYCCKUX BOWHOBY, « Box o modeaurenein», « MmmnepaTopy Aek-
caHapy». MeHee nopoOHO, HO BIIOJIHE apryMEHTHPOBAaHHO 0003HAUYEHBI
U aBTOIICUXOJIOTHYECKHE MCTOKM CaMO3BaHUECKOro crokera y B.A. XKy-
KOBCKOT'O, CBSI3aHHBIE KaK C MPOUCXOXICHHEM (HE3aKOHHBIH CHIH), TaK U
C «HE3aKOHHOW JIIO0OBBIO, X MPOCKIUHU B OaJUIaAHBIA MUp, U, YTO OCO-
OEHHO MHTEPECHO, 0OpaTHBIC MPOSKIUH OaTaIHBIX (JOPMYIT B CTUXOTBO-
penust apyrux sxkaHpoB («K Ekarepune AdanaceeBHe IIpoTacoBoii»,
«K A.NILy, «IlmoBemy). Dta muims 0003HAUYCHHAS B MOHOTpaduu TeMa
HaIlpalluBaeTCsl Ha MPOJOIDKEHHE B KOHTEKCTE KaK »KU3HEHHOH (uiIoco-
¢um B.A. XKykoBckoro, Tak u nHTep(hEpeHIIUH OaIaIHBIX MOTHBOB B €T0
JIMPHKE.

Y3110BBIM MOMEHTOM CJIEYIOLIEr0 pa3ziena BEICTYNNIa BU3YaJIbHOCTh
Oamran B.A. JKykoBckoro W ee pelnenius B MOCISAYIONICH TpaTullvH.
TpyaHO HE COTNAacUTHCS C TeM, YTO UMEHHO MPO3peHHe, Y3HaBaHHE Tepo-
SMH y»Kacalollero BHELIHero O0JHMKa IpHIIEeNbla M3 MOTYCTOPOHHETO
MHpa ObUIO OIHUM M3 BaKHEHUIINX SMOIMOHAIBHO-PEIICITHBHBIX OPYANi
JKaHpa. JTa CHTyalus CIIaJaHus MOKPOBOB, UMEOMIasi, KaK JEMOHCTPH-
PYIOT aBTOPBI, IapaJUIeH B €BPOIEHCKOM TuTepaTypHO Oasae, Oyaydn
HepeHeceHa U3 aBTOHOMHOTO XyIOXKECTBEHHOI'O MHpPa B IPOCTPAHCTBO
HCTOPUYECKUX W COIMAJBHBIX MPOEKINH, 00HApYKHBAET BBICOKYIO BOC-
TpeboBaHHOCTb. Co3maTenn MoHOTpaduu BBICTPAaHUBAIOT MYHKTHUPHYIO,
HO OYEHb BBIPA3UTENBHYIO JIMHHMIO HAcJeJOBaHWs NpHema B Oayuiazax
A K. Toncroro («3meit Tyrapun», «CBaTOBCTBOY), TI€ OH CTAHOBHUTCS BbI-
pa3uTerIeM MCTOPHYECKOW KOHIENIIMU M IOTPYy’KaeTcs B KOHTEKCT BH3Y-
QJIBHOTO KOHCTPYHPOBAHUS PACOBBIX NMPHMET (a3HMaTCKOEe-eBpOIeHcKoe),
S1LIT. [ononckoro («Muasm»), KOria B pOJIY 5KyTKOTO MPHUIIIENbIA BEICTY-
MaeT yMepIMid padodui, OCYIIECTRISIOMUN COIMATBLHO-UCTOPUICCKYIO
mecth, H.C. I'ymuneBa («MyXuk»), 3/ech BU3yaJIbHbIC OTCBUIKH HACHI-
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LIAIOTCS MOJIMTUYECKUMU KOHHOTAUMAMU. MOXKHO, BEpOSITHO, CIIOPUTH,
HACKOJIBKO YaCTOTEH IS pyCCKOM Oauiaabl BTopoit monoBuHbL XX — XX B.
MOTHUB TIPO3PEHUS y>KAaCHOTO OOJMKA, PACIIUPSCTCS WM CyXKaeTcs B Heil
10JIe BU3YyaJIU3allii, TYT BO3MOXKHO IPUBJIEUEHUE AONOIHUTEIBHOTO Ma-
Tepuana, HO MOHOrpa(us, HECOMHEHHO, JOKa3bIBAa€T €r0 BAaXXKHOCTh AJIS
KOHCTPYHMPOBAHHS UCTOPHKO-TIOIMTHYECKOTO BOOOPasKaeMOro.

OT uccnenoBaHus OTACIBHOTO [IpUEMa B CIIEAYIOLIEM pa3Jiesie aBTOPhI
obpamaroTcs K mpobdieMe MOJEIUPOBAHUS B POMAHTHYECKOH Oamnane
HanuoHaNbHOH nctopuu. B.A. JKykoBckuii cBom HcTOpHUYEeCKHe Oasliaibl
CTPOMJI Ha CIOKETaX eBpPONEUCKHX, H B mepBoit Tpetn XIX B. 0Opa3ios
OCBOCHUS KAHPOM CIOXKETOB POCCUIICKOT0 MPOILIOr0 MOXHO HAMTH JIUIIH
eaununel. «Epmak» A.H. MypaBbeBa B 3TOM ILIaHE OKa3bIBaeTCA BECbMa
penpesenTaruBeH. Kak yacto OBIBaeT y MOTOB CKPOMHOTO TAPOBAHUS, UX
TBOPYECTBO CUJILHO 3aBUCUT OT KOHTEKCTA — M OH HACBILIEHHO COIPOBOXK-
naetr aHanmn3 «Epmaka», MO3BONSAA OYEPTHTH KPYT HEHOCPEACTBEHHBIX
(«UcTopust rocynapctBa Poccuiickoro» H.M. KapaMm3uHa) U OTAalICHHBIX
uctoyHukoB («Hcropus Cubupckas» C.Y. Peme30Ba) U XyA0)KeCTBEHHBIX
napamnenet («Epmakxy» WU.U. JiImutpuesa, «Cmepts Epmaka» K.@. Priteesa).
C yueToM o011ero BIUSHHS Ha aBTopa 6aytaHoi Tpaauiuu B.A. XKykos-
CKOTO M YXe€ CIIOXKUBIICHCS B KyJIbTYpPHOM CO3HaHHH «IIOTYCTOPOHHE»
umaronoruu Cubupu (okpanHa, XOIOJ, IUKUE IIEMEHA, CChIIKa) IpeBpa-
menne Epmaka non nmepom A.H. MypaBbeBa B OaiiaJiHOTO Teposi CTaHO-
BUTCS NpeJcKasyeMbIM. AHaJIN3 Oauiaibl MOKA3bIBAaeT, HACKOIBKO OpraHuy-
HBIM JJIsl Hee SBIseTCs Tpex(QyHKIMOHAIbHAS apXUTEKTOHHKA, B paMKax
KoTopoi EpmMak BbICTyMaeT MOJBMKHBIM T€pOEM, BBIXOJIEM U3 HH(bep-
HaJIbHOT'O MHPA, HE TOJIBKO B3JIaMbIBAIOIINM Jies MIPThIIIa U yrpoKarouuM
ITytHuky u OcTsiKy, HO U Ha Oonee IIyOOKOM YPOBHE CTAHOBSIIMMCS
BOITIOIIEHNEM VcToprn, KOTOpast BTOpraeTcsl B 3aCThIBIIEE MU(OIOTHYIe-
ckoe npoctpancTBo Cubupu. bamnannas nemonuzanus Epmaka, mpon3sse-
nenHas A.H. MypaBbeBbIM, HOpOXJana HHTEPECHYIO aJbTepHATHBY,
JOMOJHSIOUIYIO TPAAUIMOHHYIO B MMIEPCKON KyJIBTYPHOU MaMsITH repo-
M3aIHI0 WK TPAareJUHHOCTH 00pa3a 3aBoeBaTEII-KOIOHN3ATOPA.

Kazanoce 0Ob1, nocie B.A. )KykoBckoro HemocpeacTBeHHas pojib Oan-
Jajasl B PYCCKOHM JIHTepaType CyIIECTBEHHO ociadesna, HO KaHpOBas Ma-
MSATh OKa3aJlach HaCTOJIBKO CHUJIbHA, YTO Hauasa He TOJIBKO [IPOAYLUPOBaTh
HOBBIE BEPCUH, HO U OKa3bIBaTh BO3JEICTBHE HA KOHCTPYUPOBAHHUE HALU-
OHAJIBHOTO KyJIBTYPHOI'0 BOOOPakaeMoro, 4To, 6€3yClIOBHO, IUTAJIOCh BCE
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BO3pACTaBIIMMHU 3allpOCcaMu HalUecTpouTesbeTBa. KpaiiHe MHTEpecHBIM
B 9TOM IIJIaHE BBICTYTAET PEKOHCTPYUPYEMBIN B MOHOTPa(hUH CIOJKET «U300-
pPETEeHUD» pyccKoi (HOIBKIOPHOHN Gayalibl, BO MHOTOM IPOUCXOMBIIUI
I10 JIeKajlaM JIuTepaTypHoro xaHpa. [lorpyxenue B TBopueckyto jgabopa-
topuro [1.B. KupeeBckoro, B ero apxuBHbIE MaTEpHUAIIBI TOMOTAeT IIPOCIIE-
JIUTh, KaK MPOUCXOAAT OTOOp Mpex/ie He MapKUPOBAaHHBIX (HOIBKIOPHBIX
TEKCTOB, HE UMEIOIIMX (PaHTACTUUECKOTO HJIM UCTOPUYECKOIO COJeprKa-
HUS, CBOMCTBEHHOTO JIUTEPATYPHOI Oajuiajie, U UX BBIACICHHE B OCOOYIO
rpymiy. Y 31ech BHOBB IIJI0JJOTBOPHOCTH JOKA3bIBAET TUIIOTE3a O TPEXPO-
7eBoil pyHKIMOHAIFHON OCHOBE JKaHpa: UMEHHO OHA 3ajajia PaMKH IS
«KOHCTpyHpoBaHUA» (HONBKIOpHON Oamnanel. CuTyanus IBOMHHYECTBA
Y TIOJIMEHBI HCTHHHOTO JIOXKHBIM B 000JIOYKE KPOBABBIX CEMEHHO-TF000B-
HBIX UCTOPUN BBICTyNIMJIAa OCHOBOW HApOJHOW BEPCHH, TZI€ MHPOIOPSIAOK
OKa3bIBAJICS HApYIICH ACHCTBHAMHI aMOMBaJICHTHOTO Tepos. TOHKUi aHa-
JIU3 MOTHBHOTO CTPOS TEKCTOB, MX CIOKETHO-TIEPCOHAKHOU apXUTEKTO-
HUKH, COTIOCTABJICHHUS C BHEUTHE CXOKUMH TIOJIOKEHUSMH B PYCCKHAX OBI-
JWHAX JENAl0T HAONIONCHUS JTOTO pasfenia TIyOOKO JIOKa3aTelbHBIMHU
Y BHOCAIIMMU [IEHHBIH BKJIaJ] B U3YUCHHUE HCTOPUUYECKON TTOATHKH (PONBK-
JIOpHOH Oastambl.

Crnenyrommii OIOK MoOHOrpadUH W3 IBYX pas3lelioB o Oammamax
A.A. ®era u A.K. Toncroro obparaer Halle BHUIMaHUE HA TUIOJIOTHYE-
CKYIO Pa3BIJIKY B Pa3BUTHH KaHPa, TOPOXKIAEMYIO THOO0 YXOIOM OT HCTO-
pHYECKOTO KOHTEKCTa, MO0 BCEUENbIM IOTPYXEHHEM B Hero. Pasmen
00 A.A. ®eTre UMeEET IOYTH ACTEKTUBHBIN HHTEPEC, HE IPOCTO aHATU3UPYSI
crocoObl TUPU3ALMU U TICUXOJIOTH3aUN 0autajipl, HO U OTBEYas Ha BO-
npoc 00 3K3UCTEHIHAIBHBIX HCTOKAX 3TUX HOBAILM, CXOXKHUX C aBTOIICH-
XOJIOTHUYECKOM KoJutn3uen nerutumMHocTd B.A. XKykoBckoro, ogHako ao-
CTHTAOIINX TOpa3ao OOJBIIEH OCTPOTH M TparndHocTH. IIpociexenHbIe
napayuten cioxeroB JXKykosckoro / dera o TaiiHO# CBsI3M U O Cyap0e pe-
OeHKa BBIPA3UTENBHO JEMOHCTPUPYIOT, YTO Y MOCIEIHEr0 MUPOMOPSAOK
HeoOpaTUMO pa3pylieH U TUPHUYECKUI TepOi UCTIBITHIBAET CMATEHHE U CTPax
OT HEOTBPATUMBIX, HO JIMIIb CMYTHO IOCTUIA€MbIX IOCIEACTBUM UM ca-
MHUM HJIU IPYTHMMHU COBEPILIEHHBIX MOCTYNKOB. [To100HOE SK3UCTEHIIMAb-
HO€ CaMOOIIYIIEHUE OMpe/eNseT BhIABISEMbIE B aHAIN3E YepThl (HETOB-
CKOM TIOATHKY kaHpa (Iuanorusanus, 0€CCOOBITHIHOCTD, JAKOHUYHOCTD,
JeTann3ais), IprudeM OTMedaeMas aBTOpaMH MOHOTpaduH CIOKETHas
AUCTOPUYHOCTH Oalljiajl Ha JPYroM YpPOBHE MOXKET pacCMaTpHUBATHCS Kak
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0COO0BI paKypc XyI0OKECTBCHHON peakINy Ha HCTOPHIO — Yepe3 CO3HAHUE
COBPEMEHHHUKA, EI'0 IIPOHU3AHHYIO0 Hepe(IeKCHPyEeMBIM OaIalHbIM yxKa-
COM IICUXOJIOTHIO.

[TpOTHBOIOIOKHBIA BEKTOP — PaLlMOHATU3ALMIO, KOHIENTYyalbHOE XY-
JIOXKECTBECHHOE OBNAJICHUE UCTOPHEN — NEMOHCTPUpPYET OallIagHOe TBOP-
yectBo A.K. Toscroro, BeICcTymaromiee OnaroJaTHBIM MaTepHaIOM IS
TEeMbl B3aUMOJICHCTBUA JIUTEPAaTyphl U uaeonorud. Ilozunuio nosra as-
TOpPBl MOHOTpAa(hUU ONpaBJaHHO PACCMATPUBAIOT Ha (DOHE HAIUECTPOU-
TENBHBIX MoJIeMHUK cepeauHbl XIX B. 00 UCTOKax poccHUCKO# Trocyaap-
ctBeHHOCTH. [lornomenue u paspyiieHne Hacieaus: eBporelickoin Knes-
ckoil Pycu a3uarckoit Mockosckoit Pyceto BeicTynaeT y A.K. Toncroro ne
TOJIBKO HJICOJIOTHYECKUM OTBETOM Ha CIOPBI, HO U MCTOKOM OayIaJHOTO
croxerocTpoeHus. JKanpoBas cxeMa, Kak [IOKa3bIBaeT BHICTPOCHHAS B pa3-
JIeTIe TUIIOJIOTHS, Pa3BOPAYUBAETCS TOATOM JIHOO B CTOPOHY JICTUTUMALIUU
€BPOIEICKOr0 MUPOIIOPSIIIKA, JINOO AEICTUTUMAIIMN MOCKOBCKO-a3HaTCKOT0,
MBICIIAIIETOCS aHAIOTOM WH(EPHATIHHOTO MPHUIIETbHA. SICHOCTE U panno-
HaJIBHOCTh UcToprieckon 6amtaasr A.K. Toncroro BeICTyaeT 3puMoit aHTH-
TE301 JINPUYECKUX MOIyHaMEKOB IIEpCOHATUCTHUHBIX Oamnan A.A. Dera.

Jluteparypa XX B. CTaBUT Mepe UCCIIe0BaTEIeM OallTaIbl CI0KHbBIE
3aJa9u, BO MHOTOM CBSI3aHHBIE € TITyOOKO# TpaHcdopManueit wim pacTBo-
pEHHMEM KaHPOBBIX AJIEMEHTOB B UHBIX XY/JI0KECTBEHHBIX cucTeMax. Omo-
3HAHHWE U BBISIBIICHUE 3TOT0 OaJIaIHOTO cyOCcTpaTa B HEOTPaIUITHOHAINCT-
CKOH W aBaHT'apIMCTCKOH BEPCHHU — IPEIMET IBYX CIEAYIOIINX maparpagon
MoHorpaguu. 11 BHOBE CBOIO II0JOTBOPHOCTD 3/1€Ch IOKA3bIBAET TUIIOTE3a
0 (PYHKITMOHATIFHOM OCHOBE XaHpPa, TO3BOJISIONIAs 1aKe IPH aHAIN3E TEK-
cTa WHOW mpupojsl, kKak moBecTh U.A. byanna «Cyxomom», HE YHTH Ha
YPOBEHb YaCTHBIX aJUTIO3MH. 3HAMEHATEeIbHO, YTO TOUKH NEPEeCceUeHus 1o-
OTHKH ITOBECTHU U 63)'[}13}1])] yaacTcsd HaWTH OIS Th-TAKH C Y4€TOM UCTOPUKO-
UJE0JIOTUYECKON KOHLENUMU MUCcaTelNs, €ro BHJEHHsS HalMOHaJIbHOIO
€JMHCTBA U Cy1e0 CO- U MPOTUBONOCTABIECHHBIX B €70 paMKaX COLIMATIbHBIX
cioes. [Iponutoe, caM03BaHHO BPBIBAIOIICECS] B HACTOSIIEE U 3aXBATHIBA-
I0IIee B CBOIO OPOUTY M TOCHO, U KPECThSIH, IIPOBOIUPYIOIIEe CTPaHHEIE
ruOpHIHbIe COI03bI, capuratoiiee CyXoIosl B JIMMHHAJIBHOE TPOCTPaH-
CTBO, OTKPBITOC IJI BTOPKEHHUA YYyKAKOB, COIUAJIbHBIX WU 3THUYCCKUX,
MOANUTHIBAIOIIEE UCCYIIAIOIINN Kap CTPACTeil, CTAHOBUTCSI HCTOUHUKOM
0asmaHON MOATHKH — B €€ KOHTPACTE C MapajuIeIbHBIM CyOCTpaTOM HIIHII-
Jiu 1 35nerui. OTronocKku 6annazu,1 BBIABJIAIOTCSA aBTOpaMU €/1Ba JIM HE Ha
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BCEX YPOBHIX NPOM3BEACHUSA: B IIOBECTBOBAHUHU, TOHKO MHTEPIPETUPYE-
MOI cHCTEME MOTHBOB, XapaKTEPOJIOTH, CHOKETHBIX IMOJIOKCHHUAX.

MHOTr000pa3HOCTH XyI0KECTBEHHON MHTET pALliK OaJiiaTHBIX JIEMEHTOB,
KOTOPYIO IEMOHCTPUPYET HEOTPaIULIMOHATMUCTCKOE OYHUHCKOE TBOPYECTBO,
BO MHOTOM NIPOTHBOCTOUT BHEIIIHE MEPEYCIOKHEHHAs, HO CEMAaHTUUECKH
OJIHOJIMHEWHAs peuenuus aBaHrapia — B Buje «bammaast JKykoBckoroy»
H.A. 3a6onoukoro. B Heil moaT onepupyeT yxke He CTOJNBKO € XKHU3HECIIO-
COOHOI XKaHPOBON MOJENBIO, CKOJNBKO C €€ 00JOMKAaMHU, BEICTPOCHHBIMU
B a0CYpAMCTCKHUI KoJutax. J[ist pasrajku Tekcra-pedyca aBTOPbI IPUBJIe-
KalOT HEOOXOAWMBIH KOHTEKCT KaK B IUIAaHE TBOPUYECKHX HHTEPECOB
H.A. 3a0omnomkoro, Tak ¥ MOTUBHOT'O CIO’KeTa COOpHUKa «Apapar» (Bce-
MPIpHI:IfI TIIOTOIT U POXKACHNUE HOBOT'O MI/Ipa), HO IOAJIMHHBIM KIIFOYOM OJIA
Jemr(POBKH CTAHOBUTCS TpeX(PYHKIIMOHANBHAS cxeMa, (pparMeHTapHbIe
MIPOCKIIMU KOTOPOH OOHApYKUBAIOTCA B mepcoHaxax «bamragsl XKykos-
CKOI'o», a Ha HEC HAaHHU3BIBAIOTCA APYIr€ MOTHUBHBIC INCPCKINIKA (BOI[a,
YTOIUIEHHUK U Ap.). BepoaTHO, UMEHHO repMETUYHOCTh CTUXOTBOPEHHS HE
[103BOJIMJIA €T0 KAKUM-TO 00pa30M BBIBECTH B UCTOPUKO-HJIEOJIOTHUECKOE
H0JIe, YTO COCTaBIIET CKBO3HYIO YCTAHOBKY MOHOTpaduu.

Iocnennee, BipoueM, B IOJIHON Mepe KOMIIEHCUPYETCs 3aBEPILAOILUMU
pasnenamu, Tae peuenuus 0aniagHoi MO3TUKY COBETCKMMHU aBTOPaMH TJIy-
60KO omperensieTcs: uaeonoruueckoi peduekcuei. Kuury, ognako, otiu-
YacT NpeacibHOC BHUMaHUE K HH}IHBH}IyaHBHOﬁ MHpOBO33pCquCKOﬁ 103U~
UM, Kak npu untepnperauuu «bamnmanel o normaruke» b.A. Ciyukoro.
[MommuHHBII CMBICT 3TOTO MPOU3BECHNUS, BHEIIIHE, Ka3aJ0Ch Obl, HECJIOXK-
HOTO, OTKPBIBAETCSl TOJIBKO MPU ydeTe MHOTHX (DaKTOpOB: COOTHECCHUS
¢ BOeHHOM cutyanuen 1944—1945 rr., moTpeOOBaBIIEro NMPUBJICUYCHHS ITapai-
neselt B MEMyapHOH Ipo3e no3Ta («3anucKy O BOMHE)), BCKPBITUS MEPLAK0-
X CMBICJIOB, BKJIaAbIBACMbBIX aBTOPOM B BaXKHBIC JIJIA 6anna21r,1 KOHIICIITHI
(«nOpsAROK» KaK WAWIIIMIECKOE, CATUPMUYECKOE M OHTOJIIOTMUYECKOE SIBJICHUE),
OIIpezieNieHUs 00IINX BEKTOPOB MUPOBO33peHus U no3tuku b.A. Ciyukoro,
MO CIIPaBEeIMBOMY MHEHHUIO CO3JaTesiedl MOHOrpaduu, 3aKIIOYaOMINXCs
B «OCTPOH IpoOIIeMaTH3aIHH, JIOTHKA KOTOPOH MPEIsITCTBOBANA KaK pac-, TaK
U CaMOOTOX/IECTBJICHUIO CyObEKTa ¢ HAMEUAEMBIMH MOATOM IOJIFOCAMID.
CoOctBeHHO aHanmm3 «bammagsl 0 JOrMaTHKE» IOKA3bIBAET, HACKOIBKO
TpaHchopMupyeTcs ITO3TOM (YHKIIMOHAIBHASI OCHOBA Oayutaipl, Kaxaas U3
podeii KoTopoi (MUPOTIOPSIIOK, MOJIBMKHBIN Tepoil, CyOhEeKT BHIOOPA) TIy-
00KO pobIeMaTU3NPYETCs, HE 1aBasi YUTATENI0 OAHO3HAUHOTO OTBETA.
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B 3aBepmaromem maparpade aBTOpPB 00paIlaloTcs K KOJUICKTHBHBIM
KOMMEMOPATUBHBIM MPAKTUKAM, HHHIIUUPYEMBIM TIOTPEOHOCTIMH HaIe-
WA AMIEPHOCTPOUTENBCTBA M AKTYaJH3UPYIOMNM OalIamHbIe CIOKETHI
BTOPJKCHHS MEPTBOTO TPOLLIOro (MaB3oJjei, maMATHUK / MOTHIA HEH3-
BECTHOTO COJJIaTa) B JKUBOE MCTOpHUYECKOoe HacTosmee. HadaB ¢ pexon-
CTPYKIIMK OaJIaJITHOTO KOMITOHEHTa B CTHXOTBOpeHUsX B.S. Bprocosa n
JL.H. MapTbelHOBa O TUICOBBIX CIIENKAX Tel, MOrpeOEHHBIX MOJ| MEMIoM
B [lommesix, cozparenu MOHOTpaguu HaAXOAAT UM Hapajuieilb B MOHYMCH-
TaxX HEU3BECTHOMY COJI/IaTy, peajlbHOE TEJIO NPEBPAILAIOIINX B KOJICKTUB-
HBIM CUMBOJI, UTO CTAaHOBUTCSI TeMoM cTtuxoTBopeHus B.d. XonaceBuya.
Eme omHIM CHMBOJIOM MTOIOOHOTO TUIAHA BBICTYHAET JICHWHCKHUA MaB30-
neit u KyibT JIeHnHa Kak OTHOBPEMEHHO MEPTBOI'O U )KUBOT'O — OTYETIUBO
Oamnanuelit 00pa3. CtuxorBopeHust C. Mapmaka, M. CenbBHHCKOTO,
C. Bacunsena, C. IllunageBa, b. Caynkoro mo3BoysifoT MPOCIEANTH, KaK
TpaHc(hOPMHUpYETCS B MOMOOHBIX TEKCTaX 00 OXUBAMOIIMX MepTBenax /
cTaryax OayutamHas (yHKunoHanbHast ocHoBa. Komoil 37eck BBICTymaeT
«[Tocnegamit mapam» C. Kynsiea, ctuxorBopenue 1991 r., Bockpemato-
mee npuspaku [lapaga [ToGenst 24 urons 1945 r.

BricTpoeHHBIH B MOHOTpaduK CTONh IIOTHBIM U HEIPEPBIBHBIN HCTO-
pyYecKuil psig — OT HamolleOHOBCKuX BOWH 10 KpymeHuss CCCP — nHe
TOJIBKO JEMOHCTPUPYET IUIOAOTBOPHOCTh IpeIaraeMoil MeTOJO0JIO0TUU
’KaHPOBOTO aHAIN3a, KOTAa (QYHKIIMOHAIBHAS OCHOBA, TEJICOJIOTH JKaHPa
aKTYaJlIU3UpPyeTCs] UCTOPUKO-UACOJOTMYECKUMH 3allPOCAMU 3IO0XU, HO U
3a1a€T OIpPEJEIICHHBI PaKypc BHUJAEHUS CaMOM PYCCKOW JIMTEparyphbl,
HaXOJIIeHcs B TUIeHy Oainutapl, B COCTOSHUH MOBBIIICHHON YYTKOCTH —
U 0€33aIUTHOCTU — Nepes BTOPKEHUEM OUEPEHON CUIIbI, MBITAIOLICHCS
YTBEPAUTH CBOY MUPOIOPSIOK.

Cnucok HCTOYHHKOB

1. Anucumos K.B., Anucumosa E.E. OuepKu T€OPUN U UCTOPHHU PYCCKOM Oajabl.
JKanponorunaeckoe uccnenosanne. Kpacnosipck : Cu6. denep. yu-1, 2023. 312 c.
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MPABUJIA O®OPMJIEHUSA CTATER
B HAYYHBI )KYPHAJ «<MMATOJIOTASI U KOMITAPATUBACTHUKA»

Penakuust nmpuHUMAeT cTaThd, HaOpaHHBIE B TekcToBoM pepakrope Word. Cratbu
JOJDKHBI OBITH IIPEJICTABIICHBI B JJIGKTPOHHOM H B pacriedaTaHHOM Buze ((popmar A4). M-
JIFOCTpaLyU (PUCYHKH, TaOIHUIBL, TPAUKHU, AUATPAMMEI H T.I1.) TOIOJHUTEIBEHO MIPEIOCTaB-
JSIIOTCS B OT/ACJNIBHBIX (hailylax, BIO)KEHHBIX B @BTOPCKYIO 2JIEKTPOHHYIO MAllKy.

Bce pucyHKHU BBINOIHAIOTCS TOJIBKO B UEPHO-0€JI0i raMme, MOJTHOLBETHbIE HILIIOCTPaA-
LUK HE JIOITYCKAIOTCSL.

B Hauase cTtaThu yKa3pIBaeTCS HOMEp MO YHHBEPCAIBHON AECATUYHON KiacCH(pHKALIN
(YK), npuBozstcst (KaX/blii pa3 ¢ HOBOM CTPOKH):

MHHUIMAIBI U aMuIus aBTopa;

Ha3BaHHE CTaTbU (CTPOUHBIMU OyKBamu, Hampumep: Maeonoruyeckuii kKoHTekcT «Co-
OpaHusi CTHXOTBOPEHUIA, OTHOCSAIIMXCS K He3a0BeHHOMY 1812 romy»);

ee kpatkast anHoTarust (500 3HaKOB), KOTOpasi BBIACIAETCS KYPCUBOM M OTIEISIETCS OT
TEKCTa CTAThU MPOIYCKOM CTPOKH;

KiIro4eBsble ciosa (3-5).

Texct Habupaercs mpudramu Times New Roman, paszmep mpudra — 14 kersei, Mmex-
CTPOUHBII MHTEpPBAJ — HOIYTOPHBIH, mosist (Bce) — 1,5 cm, ab3auusiit orctyn — 0,5 cM.

IIpu ncnonb30BaHUM AOMOJTHUTENBHBIX MIPH(TOB MPU HAOOpPE CTATBH TaKue IIPUPTHI
JIOJDKHBI OBITH NPE/ICTABIICHBI B PEAKIUIO B aBTOPCKOI! AJIEKTPOHHOM Marke.

HyMeparusi cTpaHuLl cIUIoniHas, ¢ 1-i crpaHuIbl, BHU3Y 10 LeHTpY. CCBUIKH Ha HC-
0JIb30BaHHBIC UCTOYHHUKHU MPUBOJIATCS MOCIE IIUTATHI B KBAJPATHBIX CKOOKaX € yKa3aHHEM
TIOPSIKOBOTO HOMEpA MCTOYHHWKA ITUTHPOBAHWS, TOMAa W CTpaHHIbl, Hampumep: [1. T. 2.
C. 25]. Cnucok nuTeparypbl pacrojiaraetcsi mocje TeKCTa CTaThbH, HyMepyeTcs (HaunHas
¢ IIepBOro HOMepa), HpeaBapsieTcs 3arojoBKoM «CHHMCOK HCTOYHHKOBY» M O(opmisiercs
B MOPSIJIKE YITOMUHAHUS WK [IUTHPOBAHUS B TEKCTE CTAThH (HE B al()aBUTHOM Hopsjke!).
Ilox oHUM HOMEPOM JOITYyCTHMO NMPUBOAUTH TOJBKO OWH UCTOYHHK. OOs3aTeNbHO yKa3a-
HHE KOJIMYECTBA CTPAHUIL B UCIIOJIB3yEMbIX HCTOYHHKAX.

[Mpumeuanust opOPMILSIFOTCS B BHJIE TIOCTPAHIMYHBIX CHOCOK. ECITH B IpHMEUYaHUsIX TIpH-
CYTCTBYIOT CCBUIKU Ha HCIOJIb3YEMYIO JINTEPaTypy, HOMEp ITUX HCTOUYHUKOB B CITHUCKE JIH-
TepaTypbl 0JDKEH OBITH COOTHECEH ¢ HyMepalieil HCTOYHHKOB B OCHOBHOM TEKCTE CTaThU,
HOCJIe KOTOPBIX (TTepell KOTOPBIMHU) BCTaBJICHO IPHMEYAHUE CO CCBUIKOM Ha MCTOYHHUK. [TpH-
Mepbl 0(OPMIICHHST MOKHO TOCMOTpETh Ha caiite sxyprana (http:/journals.tsu.ru/imago/)
B paszielne «ApXuB».

JIByms oTAenbHBIME (aiiiiaMu (a TakKe B BUIE pacleyaTok) 00s3aTeIbHO MPEI0CTaB-
JISIIOTCS:

AHTTIOA3BIYHBINA 00K

QHTTIMHACKHI BapHaHT MHULKAIOB U (haMUJIMU aBTOPa;

HepeBo/] Ha3BaHHs CBOCH OpraHM3aLMY;

nepeBo HaszBauus crareu (Hampumep: ldeological context of «Collection of Poems
Relating to the Unforgettable 1812»);

aBTopedepar cTath Ha aHrIuicKoM si3bike (2500-3000 medaTHBIX 3HAKOB, BKITFOUAs
HpoOeIbl) U HCXOAHBIN TEKCT aBTOpedepara Ha pycCKOM S3BIKE;

MepeBO/ KITIOYEBBIX CJIOB Ha aHTJIMICKUIA SI3BIK.
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Csenenus 06 aBTope o dopme:

(bamumust, ©Ms1, OTYECTBO (IIOJTHOCTHIO);
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