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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 
 

Lilit B. Seyranyan1 
Astghik V. Soghoyan2 
 
1, 2 Institute of Literature after Manuk Abeghyan of the National Academy of Sciences 
of the Republic of Armenia, Yerevan State University, Yerevan, Republic of Armenia 
1 lilitseyranyan73@gmail.com 
2 astghik.soghoyan1994@gmail.com 
 

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 qandats tonn Astvats el chi qandil 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 cycleါ 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 
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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 
 
For citation: Seyranyan, L.B. & Soghoyan, A.V. (2024) The ontological  
formula for eternal renewal of life in the Armenian fairy tale Barekendan and 
the singing game Tsapik, Tsapik, Tsirani. Imagologiya i komparativistika – 
Imagology and Comparative Studies. 21. pp. 7–30. (In Russian). doi: 
10.17223/24099554/21/1 

 
ɇɚɭɱɧɚɹ ɫɬɚɬɶɹ 
doi: 10.17223/24099554/21/1 
 

Ɉɧɬɨɥɨɝɢɱɟɫɤɚɹ ɮɨɪɦɭɥɚ ɜɟɱɧɨɝɨ ɜɨɡɨɛɧɨɜɥɟɧɢɹ  
жизни в армɹнɫкой ɫказке «Барекендан» («Маɫлениɰа»)  
ɢ ɜ ɚɪɦɹɧɫɤɨɣ ɩɟɫɧɟ-ɢɝɪɟ «ɐɚɩɢɤ, ɰɚɩɢɤ, ɰɢɪɚɧɢ» 
(«ɏɥɨɩ–ɯɥɨɩ, ɚɛɪɢɤɨɫɨɜɨɟ ɞɟɪɟɜɨ») 
 

Ʌɢɥɢɬ Бɨɪɢɫɨɜɧɚ ɋɟɣɪɚɧɹɧ1 
Аɫɬɝɢɤ Вɚɥɟɪɢɚɧɨɜɧɚ ɋɨɝɨɹɧ2 
 
1, 2 Иɧɫɬɢɬɭɬ ɥɢɬɟɪɚɬɭɪɵ ɢɦɟɧɢ Ɇɚɧɭɤɚ Аɛɟɝɹɧɚ ɇɚɰɢɨɧɚɥɶɧɨɣ ɚɤɚɞɟɦɢɢ  
ɧɚɭɤ Ɋɟɫɩɭɛɥɢɤɢ Аɪɦɟɧɢɹ, Еɪɟɜɚɧɫɤɢɣ ɝɨɫɭɞɚɪɫɬɜɟɧɧɵɣ ɭɧɢɜɟɪɫɢɬɟɬ,  
Еɪɟɜɚɧ, Ɋɟɫɩɭɛɥɢɤɚ Аɪɦɟɧɢɹ 
1 lilitseyranyan73@gmail.com 
2 astghik.soghoyan1994@gmail.com 
 

Ⱥɧɧɨɬɚɰɢɹ. ɋɬɚɬɶɹ ɩɨɫɜɹɳɟɧɚ ɚɧɚɥɢɡɭ ɚɪɦɹɧɫɤɢɯ ɧɚɪɨɞɧɵɯ ɫɤɚɡɨɤ, 
ɞɟɬɫɤɢɯ ɧɚɪɨɞɧɵɯ ɢɝɪɨɜɵɯ ɩɟɫɟɧ ɢ ɨɛɪɹɞɨɜɨ-ɦɢɮɢɱɟɫɤɢɯ ɬɪɚɞɢɰɢɣ, ɤɨɬɨ-
ɪɵɟ ɩɪɟɞɫɬɚɜɥɟɧɵ ɜ ɤɨɧɬɟɤɫɬɟ ɢɯ ɪɭɫɫɤɢɯ, ɚɧɝɥɢɣɫɤɢɯ, ɚɥɛɚɧɫɤɢɯ ɢ ɱɟɲ-
ɫɤɢɯ ɷɤɜɢɜɚɥɟɧɬɨɜ. Ɏɨɥɶɤɥɨɪ ɪɚɫɫɦɚɬɪɢɜɚɟɬɫɹ ɤɚɤ ɫɜɹɡɶ ɦɟɠɞɭ ɠɢɡɧɶɸ  
ɢ ɫɦɟɪɬɶɸ, ɤɨɝɞɚ ɨɛɪɹɞɨɜɵɟ ɩɪɚɡɞɧɢɤɢ, ɩɟɫɧɢ ɢ ɧɚɪɨɞɧɵɟ ɫɤɚɡɤɢ ɫɬɚɧɨ-
ɜɹɬɫɹ ɫɜɨɟɨɛɪɚɡɧɵɦ ɫɪɟɞɫɬɜɨɦ ɞɥɹ ɫɜɹɡɢ ɦɟɠɞɭ ɷɬɢɦ ɦɢɪɨɦ ɢ ɡɚɝɪɨɛɧɨɣ 
ɪɟɚɥɶɧɨɫɬɶɸ. ȼɵɹɜɥɟɧɵ ɫɤɪɵɬɵɟ ɷɥɟɦɟɧɬɵ ɮɨɥɶɤɥɨɪɧɵɯ ɬɟɤɫɬɨɜ, ɢɫ-
ɩɨɥɶɡɨɜɚɧɵ ɢɫɬɨɪɢɤɨ-ɫɪɚɜɧɢɬɟɥɶɧɵɣ, ɦɢɮɨɤɪɢɬɢɱɟɫɤɢɣ ɢ ɫɬɪɭɤɬɭɪɧɨ-
ɫɟɦɢɨɬɢɱɟɫɤɢɣ ɦɟɬɨɞɵ. 
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Ʉɥɸɱɟɜɵɟ ɫɥɨɜɚ: ɚɪɦɹɧɫɤɢɣ ɮɨɥɶɤɥɨɪ, Ȼɚɪɟɤɟɧɞɚɧ (ɚɪɦɹɧɫɤɢɣ ɤɚɪ-
ɧɚɜɚɥ), ɩɟɫɧɹ-ɢɝɪɚ, ɨɛɧɨɜɥɟɧɢɟ ɠɢɡɧɢ, ɡɚɹɰ, ɨɛɳɟɧɢɟ ɫ ɩɪɟɞɤɚɦɢ 
 
Дɥɹ ɰиɬиɪɨваɧиɹ: 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 // ɂɦɚɝɨɥɨɝɢɹ ɢ ɤɨɦɩɚɪɚɬɢɜɢɫɬɢɤɚ. 2024.  
ʋ 21. ɋ. 7–30. doi: 10.17223/24099554/21/1 

 
Introduction 

 
In this article, we analyze (a) the Armenian fairy tale Kengane qandats 

tonn Astvats el chi qandil (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)1 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 stupidityါ 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 Barekendanါ 

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

 
1 “஠ீ௢ொ௎-்ீ௢ொ௎ ்ொ௟ீ௕ொ, / ப௡௕௄௓ ௞ீ௞ொ௎ ௗ௡ ௙ீ௙ொ௎, / றீ௞ொ௎௜ ௒ீ௖ ெ ௄௢ௗ௡௓, / 

஬ீ௙ொ௎௜ ௢ீ௔௞ ெ ௎ௗ௞௟ௗ௡௓, / ஝௜௎ ௄௜ ௕௜௞ீ் ்ீ௛ொ ௞ீ௎,/ ந௎ீ௟ௗ௡௓ ௄௓ ௕ீ௙ீ௜௞ீ௎” 
[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] I have a grandmother and 
grandfather, / Grandmother cooks dinner, / Grandfather chops wood, / And I sit under 
a tree, / 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 decadesါ It is not included in the well-known collections of Armenian 
folk songs and singing gamesါ 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 qandats tonn Astvats 
el chi qandil; 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 gameါ 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 yearါ 
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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 Marchါ 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 evilါ 

Barekendan is also a symbol of the struggle between the good and the evil, 
which manifests in the performances and games, staged during the holidayါ 
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 noteworthyါ 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 carefreeါ The universal feast  
is considered a relic of sacrificeါ 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 yearါ 

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 Armeniansါ Thus, this holiday  
is also important in the context of relations with the deceased: the doors  
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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 orgyါ “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 Patkanyanါ 
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 – 
Maslenitsa1 (from the Russian ‘maslo’ – oil, butter) and to the European 
Carnivalါ 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 

 
1 The comparison of the Russian proverb “Ne vse kotu Maslenitsa” [Not everything 

is Maslenitsa for a cat]) and its semantic equivalent, the Armenian proverb “ཌའཹཧ 
འཱིཤཱུ འཱུརའཱི ྂཫའཽ ླྀཪ ཷཱྀཾཪ” (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 
Maslenitsaါ English equivalents of those proverbs are: “Christmas comes but once  
a year”, “Every day is not Sunday”, “After the dinner comes the reckoning”, etc. 



Ʉɨɦɩɚɪɚɬɢɜɢɫɬɢɤɚ / Comparative Studies 

13 

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 existenceါ 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 qandats tonn Astvats el chi qandil, 

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 neededါ 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, offendedါ When he reaches the house of a rich man, 
he leans against the wall to restါ 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 strangerါ The first man runs, enters 
a mill 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 
togetherါ 

In Tumanyan’s version of the folk tale, the husband brings home several 
pounds of butter and rice and says that it is for Barekendanါ 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-handedါ To this day, the husband and wife argue over who of them 
is to blame, while Barekendan listens and laughsါ 

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 countryါ Three days 
after the son’s departure, a soldier comes and asks for a shelterါ 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 worldါ The woman gives 
the soldier 40 yards of cloth and 10 rubles for her sonါ On returning from 
a pilgrimage, her second son learns about what happened and goes to look 
for someone who is stupider than his motherါ If he finds that person, then 
he will be taking care of his mother. If not, then he will make her leave the 
houseါ This is his decisionါ 

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 piesါ Suddenly, the doll comes to life and eats all the food in 
the houseါ The elderly couple hide in horrorါ Maslenitsa also tries to eat 
the gruel placed on the stove, but it bursts into flames and charsါ The elderly 
couple mourn its deathါ 

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 Ramadanါ The wife puts 
food at the door, sits and waits for the long Ramadan to comeါ 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 foodါ 
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 prisonါ In the research, we will focus 
on the first episode of this fairy taleါ 

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 forestါ A beggar 
appears and asks for mercy from his wifeါ Realizing that the woman is 
stupid, the beggar tells her that he fell from the skyါ 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 husbandါ 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 heavenါ 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 eventsါ In this case, we also 
focus on the first episode of the fairy taleါ 

 
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 imaginationါ 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 springါ 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 feastါ 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 dollါ There was also a custom “to warm the deceased”, for 
which they lit bonfiresါ These dolls embodied the dying and resurrecting 
nature; they were burned, with the ashes scattered across the fieldsါ It was 
a ritual act promoting fertility྇ burning the old stimulated the germination 
and prosperity of the newါ Vladimir Propp also emphasizes the importance 
of respecting the memory of ancestorsါ 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 performedါ 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 holidayါ As a matter of fact, Slavs 
also celebrated the day of commemoration of parents or ancestorsါ 
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 ancestorsါ 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 wakeါ 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 deceasedါ 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 afterlife1. 

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 beveragesါ 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 groundါ 
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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 worldါ 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 narrativeါ 

In the first episode of the Armenian folk tale, the stupid woman gives  
a bag of grain to strangers – kirvasါ 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 worldါ 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 worldါ 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 breadါ The first stupid woman 
gives kirvas a bag of grain, and the second sends clothes and money to 
other worldါ 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 
womenါ 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 soldierါ The analysis 
reveals a paradigm྇ strangers, beggars, kirvas, who are considered and 
called Barekendan or Ramadan – strangers to society, newcomers, a man 
who abandons home, a homeless soldierါ It is as if they are not from this 
world, but belong to other worldါ In other world, ragged or naked, leaving 
the house without clothes or wrapped in mezar, sending fabric there – all 
these are repetitive and conjunctive eventsါ In other world, rags and torn 
fabric are analogs of the shroud that envelops the deadါ 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 moundါ 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 homeါ The circle 
closes: he dies and resurrects, departs and returnsါ 

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 worldါ 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 lossါ 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 moneyါ 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 immortalityါ 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 forbiddenါ In the 
Albanian fairy tale, Ramadan also has a similar spiritual contentါ 

 
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 gamesါ 

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? / Brazhku1 [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 imagineါ It was about another grandmotherါ 
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 ancestorsါ 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 
side྇ the cave wall was considered the boundary between this and other 
worldါ Apparently, this ancient belief is the basis of the custom of laying  
a hand on the grave, which is common among Armeniansါ 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 hierarchyါ According to Agranovich, this is an explanation of 
petroglyphs with the images of handsါ 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 communicationါ 
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 restါ 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”1 [32]. 

 
1 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 Iona 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 ovenါ 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 societyါ According 
to the singing game, the pie is baked for the child and the adult who play 
the clapping gameါ 

In our opinion, the Armenian children’s singing game “Soft clap, Soft 
clap, apricot tree, / I 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 treeါ Here you can see the symbolic meaning of 
grafting – rebirth – qualitative renewalါ 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-axe྇ 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 Lentါ There is an 
obvious connection: Grandmother and grandfather are ancestorsါ 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 batonါ In the singing 
game, the baton transforms into an axe or a grafting knifeါ The Lent following 
Barekendan cuts on the one hand, and grafts on the other handါ The old 
goes away, the new comesါ 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”1 [36. P. 20]. 
This version is closer to the Russian singing game since pilaf is mentionedါ 

The Armenian folk singing game can be interpreted in two similar 
ways྇ 1ါ it symbolizes continuity, continuation, and eternal renewal of life 
due to the presence of a hidden semantic layer of communication with 
ancestors and tradition; 2ါ it has a noticeable system of alternating symbols 
Barekendan – grandmother, Lent (Fast) – grandfather and Easter – 
grandchildါ This sign system also exists due to the following symbols: soft 
clap (touch of palms), tree, and hareါ Touching the tree with palms is an 
expression of the ancient faith in tree deities, who could be asked for helpါ 
The same faith manifests in the custom of knocking on wood three times 
to thwart evilါ 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 imageါ 

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 
orderါ 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 treeါ 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 kingdomါ To this, we add the semantic correspondences, 
including past – present – future and ancestors – current generation – 
future generationါ There are also symbolic equivalents of the animal world྇ 
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 groundါ Accordingly, 
it is possible to replace ancestors and generations [39. P. 400–401].  

 
1 “ཀའྂཪ཮-཭འྂཪ཮, ཭འྂ ཱུའཱུཤཿཷཽ, / ཕཫའཽ ཮ཤྂཤཱི ཹཷཱྀཾ཮ཧཱུཤཿཷཽ,/ ༵ཧཾའཫ ླྀཧ཮འ, 

ཫའཽའྲྀ ླྀཧ཮འ, / ཆཤཱུྃའ ཮ཷཱྀཾཤཱུྃ ཱིའཾཱཽུཤཿཷཽ” [“Tsap’ik tsapi’ik tsap’ nenerov, / Plav 
kep’em putkenerov, / Gtal cheka, lavash cheka, / Menqa 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 renewalါ 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 deathါ 

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 Easterါ 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 dawnါ 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 Easterါ According to the Benedictine monk Beda the Venerable, 
the names of Easter in English and German (das Ostern) are associated with 
Eostraါ According to the legend, painting Easter eggs is an analogue of 
Eostra’s giving color and prosperity to the world in the springါ Her sacred 
animal is the hare – the symbol of fertility, who brings these painted eggs 
to childrenါ 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 here྇ the awakening of nature – hare – fertility – egg – 
children – a new beginningါ 

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 links྇ tree – elder, hare – young (child) – 
grandchild, who draws a hare under a tree – at the feet of the elder1ါ 

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 intertwinedါ In some cases, a gradual sequence of the genus, 
family, or parents and their children is represented through the trunk of the 
Tree of Lifeါ 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 fertilityါ Among 
the noteworthy examples are the decoration on the book pages of the 

 
1 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 heartsါ 
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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] 



Ʉɨɦɩɚɪɚɬɢɜɢɫɬɢɤɚ / Comparative Studies 

25 

  
Fig. 5. [44. Picture 43] Fig. 6. [44. Picture 75] 

 

 
Fig. 7. [44. Picture 73] 
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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 animalါ 

 
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 lifeါ The 
elements of this symbolic system are the following྇ 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 fertilityါ Touching with palms, expressed in the signing 
game in the form of a soft clap, is an analogue of communicationါ 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 
ancestorsါ For this purpose, a sacrifice was made – descendants allocated 
a share from their property for their ancestors and sent it to other worldါ In 
the singing game, Grandma and Grandpa are ancestors, and Grandchild is 
a descendant, a new fruitါ The Tree (Tree of Life, ancestral tree) represents 
an image of generational change, unity of ancestors and descendants, an ongoing 
process of fruiting and renewalါ A specific sign system is also a chain of 
Grandmother – Grandfather – Grandchild྇ 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 Easterါ The hare is a symbol 
of fertility, which adjoins the image of the grandchildါ 
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ɇɚɞɩɢɫɢ ɤ ɦɢɧɢɚɬɸɪɚɦ ɉɨɤɚɹɧɧɨɝɨ ɤɚɧɨɧɚ ɢ  
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Ⱥɧɧɨɬɚɰɢɹ. ɋɬɚɬɶɹ ɩɨɫɜɹɳɟɧɚ ɦɚɥɨɢɡɭɱɟɧɧɨɦɭ ɩɪɨɢɡɜɟɞɟɧɢɸ ɜɢɡɚɧ-
ɬɢɣɫɤɨɣ ɝɢɦɧɨɝɪɚɮɢɱɟɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ XI ɜ. – ɉɨɤɚɹɧɧɨɦɭ ɤɚɧɨɧɭ, ɫɨ-
ɡɞɚɧɧɨɦɭ ɚɧɨɧɢɦɧɵɦ ɚɜɬɨɪɨɦ ɩɨ ɦɨɬɢɜɚɦ ɋɥɨɜɚ 5 Ʌɟɫɬɜɢɰɵ (Ɉ ɩɨɤɚɹɧɢɢ). 
Ʉɚɧɨɧ ɩɪɟɞɫɬɚɜɥɹɟɬ ɫɨɛɨɣ ɬɟɦɚɬɢɱɟɫɤɨɟ ɢ ɫɬɪɭɤɬɭɪɧɨɟ ɟɞɢɧɫɬɜɨ 32 ɬɪɨ-
ɩɚɪɟɣ, ɦɢɧɢɚɬɸɪ ɢ ɧɚɞɩɢɫɟɣ ɤ ɧɢɦ. ɇɚɞɩɢɫɢ ɤ 25 ɦɢɧɢɚɬɸɪɚɦ Ʉɚɧɨɧɚ 
ɢɦɟɸɬ ɩɚɪɚɥɥɟɥɢ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ. ȼ ɫɬɚɬɶɟ ɨɩɭɛɥɢɤɨɜɚɧɵ ɬɟɤɫɬɵ 
ɧɚɞɩɢɫɟɣ ɤ ɦɢɧɢɚɬɸɪɚɦ (ɩɨ ɲɟɫɬɢ ɝɪɟɱɟɫɤɢɦ ɪɭɤɨɩɢɫɹɦ) ɢ ɩɚɪɚɥɥɟɥɶɧɵɟ 
ɮɪɚɝɦɟɧɬɵ Ʌɟɫɬɜɢɰɵ, ɩɪɨɜɟɞɟɧ ɬɟɤɫɬɨɥɨɝɢɱɟɫɤɢɣ ɚɧɚɥɢɡ, ɜɵɹɜɥɟɧɵ  
ɛɢɛɥɟɣɫɤɢɟ ɰɢɬɚɬɵ ɢ ɜɵɫɤɚɡɚɧɨ ɩɪɟɞɩɨɥɨɠɟɧɢɟ ɨ ɬɨɦ, ɱɬɨ ɚɜɬɨɪ Ʉɚɧɨɧɚ 
ɜ ɧɚɞɩɢɫɹɯ ɤ ɦɢɧɢɚɬɸɪɚɦ ɰɢɬɢɪɨɜɚɥ Ʌɟɫɬɜɢɰɭ ɩɨ ɩɚɦɹɬɢ. 
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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. Identical 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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ɉɨɤɚɹɧɧɵɣ ɤɚɧɨɧ (ȀαȞઅȞ țαταȞȣțτȚțઁȢ τ੽Ȟ ੂστȠȡȓαȞ δȚαȜαȝȕȐȞȦȞ 

τ૵Ȟ ਥȞ τૌ țȜȓȝαțȚ ਖȖȓȦȞ țαταδȓțȦȞ. Ƞ੤ ਲ ਕțȡȠστȚȤȓȢ, ȆΕȃΘȅȊȈ 
ΕȃΑȇΓȅȊȈ ȀΑǿ ȂΕȉΑȃȅǿΑȈ ȉȊȆȅȈ), ɞɚɥɟɟ – Ʉɚɧɨɧ, ɩɪɟɞɫɬɚɜɥɹɟɬ 
ɫɨɛɨɣ ɨɞɧɨ ɢɡ ɦɚɥɨɢɡɭɱɟɧɧɵɯ ɩɪɨɢɡɜɟɞɟɧɢɣ ɜɢɡɚɧɬɢɣɫɤɨɣ ɝɢɦɧɨɝɪɚ-
ɮɢɱɟɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ. Ⱦɪɟɜɧɟɣɲɚɹ ɪɭɤɨɩɢɫɶ Ʉɚɧɨɧɚ (BAR gr. 1294) 
ɞɚɬɢɪɭɟɬɫɹ ɜɬɨɪɨɣ ɩɨɥɨɜɢɧɨɣ XI ɜ. [1. ɋ. 252], ɩɨɷɬɨɦɭ ɜɪɟɦɹ ɧɚɩɢɫɚ-
ɧɢɹ Ʉɚɧɨɧɚ ɦɨɠɧɨ ɝɢɩɨɬɟɬɢɱɟɫɤɢ ɨɩɪɟɞɟɥɢɬɶ ɤɚɤ ɩɟɪɜɭɸ ɩɨɥɨɜɢɧɭ – 
ɫɟɪɟɞɢɧɭ XI ɜ. Ȼɟɡ ɩɪɟɭɜɟɥɢɱɟɧɢɣ Ʉɚɧɨɧ ɹɜɥɹɟɬɫɹ ɝɟɧɢɚɥɶɧɵɦ ɩɪɨɢɡ-
ɜɟɞɟɧɢɟɦ ɚɧɨɧɢɦɧɨɝɨ ɚɜɬɨɪɚ: ɨɧ ɩɨɫɬɪɨɟɧ ɩɨ ɩɪɢɧɰɢɩɭ ɚɤɪɨɫɬɢɯɚ, 
ɤɚɠɞɵɣ ɬɪɨɩɚɪɶ ɢɦɟɟɬ ɫɬɪɨɝɭɸ, ɧɟ ɩɨɜɬɨɪɹɸɳɭɸɫɹ ɜ ɞɪɭɝɢɯ ɬɪɨɩɚ-
ɪɹɯ ɫɢɥɥɚɛɢɱɟɫɤɭɸ ɫɯɟɦɭ, ɢ ɤɚɠɞɵɣ ɬɪɨɩɚɪɶ ɫɨɩɪɨɜɨɠɞɟɧ ɦɢɧɢɚɬɸ-
ɪɨɣ, ɢɥɥɸɫɬɪɢɪɭɸɳɟɣ ɟɝɨ ɫɨɞɟɪɠɚɧɢɟ, ɚ ɤɚɠɞɨɣ ɦɢɧɢɚɬɸɪɟ ɫɨɩɭɬ-
ɫɬɜɭɟɬ ɧɚɞɩɢɫɶ, ɩɨɹɫɧɹɸɳɚɹ ɷɬɭ ɦɢɧɢɚɬɸɪɭ. ȼ Ʉɚɧɨɧɟ 9 ɩɟɫɟɧ (1, 3–9, 
ɜɬɨɪɚɹ ɩɟɫɧɶ ɨɬɫɭɬɫɬɜɭɟɬ ɜɨ ɜɫɟɯ ɢɡɜɟɫɬɧɵɯ ɪɭɤɨɩɢɫɹɯ), ɤɚɠɞɚɹ ɩɟɫɧɶ 
ɫɨɞɟɪɠɢɬ 4 ɬɪɨɩɚɪɹ, – ɬɚɤɢɦ ɨɛɪɚɡɨɦ, ɨɛɳɟɟ ɤɨɥɢɱɟɫɬɜɨ ɬɪɨɩɚɪɟɣ, ɦɢ-
ɧɢɚɬɸɪ ɢ ɧɚɞɩɢɫɟɣ ɫɨɫɬɚɜɥɹɟɬ 32. «Ⱥɫɫɨɰɢɚɰɢɹ ɝɢɦɧɨɝɪɚɮɢɱɟɫɤɨɝɨ 
ɤɚɧɨɧɚ ɫɨ ɫɬɪɨɝɨ ɨɩɪɟɞɟɥɟɧɧɵɦ ɜɢɡɭɚɥɶɧɵɦ ɪɹɞɨɦ ɩɪɟɞɫɬɚɜɥɹɟɬ  
ɫɨɛɨɣ ɭɧɢɤɚɥɶɧɨɟ ɹɜɥɟɧɢɟ» ɜ ɜɢɡɚɧɬɢɣɫɤɨɣ ɤɭɥɶɬɭɪɟ; «ɤɚɧɨɧɵ ɧɢɤɨ-
ɝɞɚ ɧɟ ɢɥɥɸɫɬɪɢɪɨɜɚɥɢɫɶ, ɡɚ ɢɫɤɥɸɱɟɧɢɟɦ ɜɫɟɝɨ ɞɜɭɯ (ɉɨɤɚɹɧɧɨɝɨ  
ɢ “ɇɚ ɢɫɯɨɞ ɞɭɲɢ”)» [2. ɋ. 57]. 

ɑɟɫɬɶ ɨɬɤɪɵɬɢɹ Ʉɚɧɨɧɚ ɩɪɢɧɚɞɥɟɠɢɬ Ⱦɠ.Ⱦɠ. Ɍɢɤɤɚɧɟɧɭ, ɨɛɧɚɪɭ-
ɠɢɜɲɟɦɭ ɟɝɨ ɜ ɪɭɤɨɩɢɫɢ Vat. gr. 1754 [3]. Ⱦɜɟ ɪɭɤɨɩɢɫɢ Ʉɚɧɨɧɚ ɨɛɧɚ-
ɪɭɠɟɧɵ ɜ ɇɚɰɢɨɧɚɥɶɧɨɣ ɛɢɛɥɢɨɬɟɤɟ Ƚɪɟɰɢɢ Ⱥ. Ⱦɟɥɚɬɬɟ [4]. Ɇɢɧɢɚ-
ɬɸɪɚɦ Ʉɚɧɨɧɚ ɭɞɟɥɟɧɨ ɦɟɫɬɨ ɜ ɢɫɤɭɫɫɬɜɨɜɟɞɱɟɫɤɨɣ ɦɨɧɨɝɪɚɮɢɢ 
Ⱦɠ.Ɋ. Ɇɚɪɬɢɧɚ [5. ɋ. 128–149]. Ȼɭɯɚɪɟɫɬɫɤɢɟ ɪɭɤɨɩɢɫɢ ɫ ɬɟɤɫɬɨɦ 
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Ʉɚɧɨɧɚ ɜɜɟɞɟɧɵ ɜ ɧɚɭɱɧɵɣ ɨɛɨɪɨɬ ɂ. Ȼɚɪɧɟɚ [6, 7]. ȼɚɠɧɵɣ ɷɬɚɩ ɢɡɭɱɟ-
ɧɢɹ Ʉɚɧɨɧɚ ɫɜɹɡɚɧ ɫ ɫɟɪɛɫɤɢɦ ɭɱtɧɵɦ Ⱦɦ. Ȼɨɝɞɚɧɨɜɢɱɟɦ, ɨɛɧɚɪɭɠɢɜ-
ɲɟɦ ɫɥɚɜɹɧɫɤɢɣ ɩɟɪɟɜɨɞ Ʉɚɧɨɧɚ ɜ ɞɜɭɯ ɯɢɥɚɧɞɚɪɫɤɢɯ ɫɛɨɪɧɢɤɚɯ [1]. 
ɉɨɫɥɟɞɧɢɦ ɤɪɭɩɧɵɦ ɜɤɥɚɞɨɦ ɜ ɞɟɥɨ ɢɡɭɱɟɧɢɹ Ʉɚɧɨɧɚ ɫɬɚɥɚ ɫɬɚɬɶɹ  
Ɍ. Ⱥɜɧɟɪɚ, ɨɛɧɚɪɭɠɢɜɲɟɝɨ ɜ ɏɚɢɮɟ ɞɜɚ ɥɢɫɬɚ ɜɵɲɟɭɩɨɦɹɧɭɬɨɣ ɞɪɟɜ-
ɧɟɣɲɟɣ ɪɭɤɨɩɢɫɢ Ʉɚɧɨɧɚ [8]. Ȼɥɚɝɨɞɚɪɹ ɭɫɢɥɢɹɦ ɧɚɡɜɚɧɧɵɯ ɭɱɟɧɵɯ 
ɛɵɥɢ ɜɜɟɞɟɧɵ ɜ ɧɚɭɱɧɵɣ ɨɛɨɪɨɬ 10 ɝɪɟɱɟɫɤɢɯ ɢɥɥɸɦɢɧɢɪɨɜɚɧɧɵɯ ɪɭ-
ɤɨɩɢɫɟɣ ɫ ɬɟɤɫɬɨɦ Ʉɚɧɨɧɚ. ȼ ɩɨɫɥɟɞɧɢɟ ɞɟɫɹɬɢɥɟɬɢɹ Ʉɚɧɨɧ ɨɤɚɡɚɥɫɹ 
ɨɛɨɣɞɟɧ ɜɧɢɦɚɧɢɟɦ ɜɢɡɚɧɬɢɧɢɫɬɨɜ. Ɇɨɧɨɝɪɚɮɢɱɟɫɤɢɯ ɢɫɫɥɟɞɨɜɚɧɢɣ, 
ɩɨɫɜɹɳɟɧɧɵɯ ɟɦɭ, ɧɟɬ.  

ȼ ɢɫɬɨɪɢɢ ɢɡɭɱɟɧɢɹ Ʉɚɧɨɧɚ ɢ ɟɝɨ ɪɭɤɨɩɢɫɟɣ ɨɫɬɚɟɬɫɹ ɟɳɟ ɦɧɨɝɨ 
ɧɟɜɵɹɫɧɟɧɧɵɯ ɜɨɩɪɨɫɨɜ. ɇɚɩɪɢɦɟɪ, ɧɟɹɫɧɨ ɦɟɫɬɨ Ʉɚɧɨɧɚ ɜ ɥɢɬɭɪɝɢ-
ɱɟɫɤɨɦ ɰɢɤɥɟ ɜɢɡɚɧɬɢɣɫɤɨɣ ɰɟɪɤɜɢ; ɦɨɠɧɨ ɬɨɥɶɤɨ ɩɪɟɞɩɨɥɨɠɢɬɶ, ɱɬɨ 
ɨɧ ɩɟɥɫɹ ɢɥɢ ɱɢɬɚɥɫɹ ɜɨ ɜɪɟɦɹ ȼɟɥɢɤɨɝɨ ɉɨɫɬɚ. ɇɟ ɢɫɫɥɟɞɨɜɚɧɨ ɪɚɡ-
ɜɢɬɢɟ ɢɤɨɧɨɝɪɚɮɢɱɟɫɤɢɯ ɬɪɚɞɢɰɢɣ ɨɬɞɟɥɶɧɵɯ ɦɢɧɢɚɬɸɪ. Ɉɱɟɜɢɞɧɨ, 
ɱɬɨ ɫ ɬɟɱɟɧɢɟɦ ɜɪɟɦɟɧɢ ɭɜɟɥɢɱɢɜɚɟɬɫɹ ɤɨɥɢɱɟɫɬɜɨ ɢɡɨɛɪɚɠɟɧɧɵɯ ɦɨ-
ɧɚɯɨɜ ɜɨ ɜɫɟɯ ɫɸɠɟɬɚɯ ɰɢɤɥɚ. Ɇɢɧɢɚɬɸɪɵ ɜ ɪɭɤɨɩɢɫɹɯ Ʉɚɧɨɧɚ ɢɦɟɸɬ 
ɡɧɚɱɢɬɟɥɶɧɵɟ ɪɚɡɧɨɱɬɟɧɢɹ (ɧɚɩɪɢɦɟɪ, ɧɚ ɧɟɤɨɬɨɪɵɯ ɪɢɫɭɧɤɚɯ ɨɬɱɟɬ-
ɥɢɜɨ ɜɢɞɧɨ ɢɡɨɛɪɚɠɟɧɢɟ ɪɟɛɟɧɤɚ (! – Ɍ.ɉ.), ɧɚ ɧɟɤɨɬɨɪɵɯ ɢɦɟɸɬɫɹ 
ɷɥɟɦɟɧɬɵ ɪɚɫɬɢɬɟɥɶɧɨɝɨ ɦɢɪɚ, ɧɚ ɧɟɤɨɬɨɪɵɯ ɢɡɨɛɪɚɠɟɧ ɪɚɣɫɤɢɣ ɫɚɞ); 
ɢɡɭɱɟɧɢɟ ɷɬɢɯ ɪɚɡɧɨɱɬɟɧɢɣ ɦɨɠɟɬ ɛɵɬɶ ɢɧɬɟɪɟɫɧɨɣ ɩɟɪɫɩɟɤɬɢɜɨɣ ɞɥɹ 
ɢɫɤɭɫɫɬɜɨɜɟɞɱɟɫɤɨɝɨ ɚɧɚɥɢɡɚ. ɇɟ ɦɟɧɟɟ ɢɧɬɟɪɟɫɧɨ ɩɪɨɫɥɟɞɢɬɶ ɪɚɡɜɢ-
ɬɢɟ ɢɤɨɧɨɝɪɚɮɢɱɟɫɤɨɣ ɬɪɚɞɢɰɢɢ ɢɡɨɛɪɚɠɟɧɢɣ ɦɨɧɚɲɟɫɤɢɯ ɩɨɞɜɢɝɨɜ 
ɜ ɪɭɫɫɤɨɦ ɢɫɤɭɫɫɬɜɟ. Ȼɨɥɶɲɢɧɫɬɜɨ ɫɸɠɟɬɨɜ ɦɢɧɢɚɬɸɪ Ʉɚɧɨɧɚ ɨɬɪɚ-
ɡɢɥɨɫɶ ɜ ɰɢɤɥɚɯ «Ɇɨɧɚɲɟɫɤɢɟ ɩɨɞɜɢɝɢ» ɧɚ ɪɭɫɫɤɢɯ ɢɤɨɧɚɯ, ɜ ɦɢɧɢɚ-
ɬɸɪɚɯ ɪɭɫɫɤɢɯ ɪɭɤɨɩɢɫɟɣ, ɧɚ ɮɪɟɫɤɚɯ ɢ ɧɚ ɝɪɚɜɸɪɚɯ (ɷɬɨ, ɧɚɩɪɢɦɟɪ, 
ɬɚɤɢɟ ɫɸɠɟɬɵ, ɤɚɤ «ɂɡɧɭɪɟɧɢɟ ɫɟɛɹ ɝɨɥɨɞɨɦ», «ɋɬɨɹɧɢɟ ɧɚ ɠɚɪɟ», 
«Ɂɚɤɨɜɵɜɚɧɢɟ ɫɟɛɹ ɜ ɤɚɧɞɚɥɵ» ɢ ɞɪ.), ɨɞɧɚɤɨ ɪɭɫɫɤɨɟ ɢɡɨɛɪɚɡɢɬɟɥɶ-
ɧɨɟ ɢɫɤɭɫɫɬɜɨ ɪɚɡɜɢɜɚɥɨɫɶ ɞɚɥɶɲɟ ɜ ɧɚɩɪɚɜɥɟɧɢɢ, ɭɤɚɡɚɧɧɨɦ ɚɜɬɨɪɨɦ 
Ʉɚɧɨɧɚ, ɢ ɞɨɤɚɡɚɬɟɥɶɫɬɜɨɦ ɷɬɨɦɭ ɦɨɠɟɬ ɫɥɭɠɢɬɶ ɩɨɹɜɥɟɧɢɟ ɜ ɧɚɡɜɚɧ-
ɧɵɯ ɰɢɤɥɚɯ ɫɸɠɟɬɨɜ, ɨɬɫɭɬɫɬɜɭɸɳɢɯ ɜ ɜɢɡɚɧɬɢɣɫɤɢɯ ɪɭɤɨɩɢɫɹɯ 
(ɧɚɩɪɢɦɟɪ, «ɇɨɲɟɧɢɟ ɤɨɥɸɱɟɣ ɨɞɟɠɞɵ», «Ɂɚɜɟɳɚɧɢɟ ɨɫɬɚɜɢɬɶ ɬɟɥɨ 
ɛɟɡ ɩɨɝɪɟɛɟɧɢɹ ɧɚ ɫɴɟɞɟɧɢɟ ɡɜɟɪɹɦ» ɢ ɞɪ.)1.  

 
1 ɂɡɨɛɪɚɠɟɧɢɹ ɫɸɠɟɬɨɜ ɧɚɡɜɚɧɧɨɝɨ ɰɢɤɥɚ ɜ ɩɪɨɢɡɜɟɞɟɧɢɹɯ ɪɭɫɫɤɨɝɨ ɢɫɤɭɫ-

ɫɬɜɚ ɪɚɡɧɵɯ ɠɚɧɪɨɜ ɪɚɡɦɟɳɟɧɵ ɚɜɬɨɪɨɦ ɷɬɢɯ ɫɥɨɜ ɧɚ ɂɧɬɟɪɧɟɬ-ɫɚɣɬɟ art-of-
scala.ru (08.02.2023). 
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Ɏɢɥɨɥɨɝɢɱɟɫɤɨɟ ɧɚɩɪɚɜɥɟɧɢɟ ɢɫɫɥɟɞɨɜɚɧɢɹ Ʉɚɧɨɧɚ ɡɚɤɥɸɱɚɟɬɫɹ  
ɜ ɜɵɹɜɥɟɧɢɢ ɫɜɹɡɟɣ ɦɟɠɞɭ ɬɟɤɫɬɚɦɢ Ʉɚɧɨɧɚ ɢ Ʌɟɫɬɜɢɰɵ. Ʉɚɤ ɛɵɥɨ 
ɭɩɨɦɹɧɭɬɨ ɜɵɲɟ, ɬɪɨɩɚɪɶ, ɦɢɧɢɚɬɸɪɚ ɢ ɧɚɞɩɢɫɶ ɤ ɧɟɣ ɫɨɫɬɚɜɥɹɸɬ 
ɟɞɢɧɨɟ ɰɟɥɨɟ, ɬɪɢ ɷɥɟɦɟɧɬɚ ɤɨɬɨɪɨɝɨ (ɬɪɨɩɚɪɶ, ɦɢɧɢɚɬɸɪɚ ɢ ɧɚɞɩɢɫɶ) 
ɛɵɥɢ ɫɨɡɞɚɧɵ, ɩɪɟɞɩɨɥɨɠɢɬɟɥɶɧɨ, ɨɞɧɨɜɪɟɦɟɧɧɨ ɨɞɧɢɦ ɱɟɥɨɜɟɤɨɦ – 
ɩɨɷɬɨɦ ɢ ɯɭɞɨɠɧɢɤɨɦ. 32 ɬɟɦɚɬɢɱɟɫɤɢ ɢ ɫɟɦɚɧɬɢɱɟɫɤɢ ɟɞɢɧɵɯ ɮɪɚɝ-
ɦɟɧɬɚ Ʉɚɧɨɧɚ ɡɚɦɵɤɚɸɬɫɹ ɜ ɰɢɤɥ. ɉɨ ɫɩɪɚɜɟɞɥɢɜɨɦɭ ɡɚɦɟɱɚɧɢɸ  
Ⱦɦ. Ȼɨɝɞɚɧɨɜɢɱɚ, ɞɚɧɧɵɣ ɰɢɤɥ ɜɨɡɧɢɤ ɤɚɤ ɪɟɡɭɥɶɬɚɬ ɬɜɨɪɱɟɫɤɨɝɨ ɩɨ-
ɪɵɜɚ (ɜɞɨɯɧɨɜɟɧɢɹ) ɚɧɨɧɢɦɧɨɝɨ ɚɜɬɨɪɚ [1. ɋ. 262-263], ɢ ɷɬɨ ɜɞɨɯɧɨ-
ɜɟɧɢɟ ɛɵɥɨ ɜɵɡɜɚɧɨ ɤɪɚɫɨɱɧɵɦɢ, ɷɦɨɰɢɨɧɚɥɶɧɵɦɢ ɨɩɢɫɚɧɢɹɦɢ 
ɠɢɡɧɢ ɩɨɞɜɢɠɧɢɤɨɜ, ɠɟɥɚɸɳɢɯ ɛɵɬɶ ɡɚɤɥɸɱɟɧɧɵɦɢ ɞɥɹ ɩɨɤɚɹɧɢɹ  
ɜ ɦɨɧɚɫɬɵɪɫɤɭɸ ɬɸɪɶɦɭ (Ʌɟɫɬɜɢɰɚ, ɋɥɨɜɨ 5, «Ɉ ɩɨɤɚɹɧɢɢ»)1; ɷɬɚ 
ɬɸɪɶɦɚ (ɢɥɢ, ɜ ɪɭɫɫɤɨɦ ɩɟɪɟɜɨɞɟ, «ɬɟɦɧɢɰɚ») ɧɚɯɨɞɢɥɚɫɶ ɜ ɨɞɧɨɦ  
ɢɡ ɦɨɧɚɫɬɵɪɟɣ ɛɥɢɡ Ⱥɥɟɤɫɚɧɞɪɢɢ, ɧɚɡɜɚɧɢɟ ɤɨɬɨɪɨɝɨ Ʌɟɫɬɜɢɱɧɢɤ 
ɭɦɚɥɱɢɜɚɟɬ2.  

Ɍɟɤɫɬɵ ɬɪɨɩɚɪɟɣ Ʉɚɧɨɧɚ ɹɜɧɵɯ ɫɜɹɡɟɣ ɫ ɬɟɤɫɬɨɦ Ʌɟɫɬɜɢɰɵ ɧɟ ɨɛ-
ɧɚɪɭɠɢɜɚɸɬ, ɜ ɬɨ ɜɪɟɦɹ ɤɚɤ ɬɟɤɫɬɵ ɧɚɞɩɢɫɟɣ ɤ ɦɢɧɢɚɬɸɪɚɦ ɢɦɟɸɬ 
ɨɱɟɜɢɞɧɵɟ ɩɚɪɚɥɥɟɥɢ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ. Ⱥɜɬɨɪɵ ɜɵɲɟɧɚɡɜɚɧɧɵɯ  
ɢɫɫɥɟɞɨɜɚɧɢɣ ɜ ɪɹɞɟ ɫɥɭɱɚɟɜ ɧɚɡɵɜɚɥɢ ɤɨɧɤɪɟɬɧɨɟ ɦɟɫɬɨ ɜ ɬɟɤɫɬɟ  
Ʌɟɫɬɜɢɰɵ, ɫ ɤɨɬɨɪɵɦ ɦɨɠɟɬ ɛɵɬɶ ɫɜɹɡɚɧ ɫɸɠɟɬ ɬɨɣ ɢɥɢ ɢɧɨɣ ɦɢɧɢɚ-
ɬɸɪɵ, ɨɞɧɚɤɨ ɷɬɢ ɧɚɛɥɸɞɟɧɢɹ ɧɨɫɹɬ ɪɚɡɪɨɡɧɟɧɧɵɣ ɢ ɟɞɢɧɢɱɧɵɣ ɯɚ-
ɪɚɤɬɟɪ, ɜ ɧɢɯ ɫɨɞɟɪɠɚɬɫɹ ɨɲɢɛɤɢ ɢ ɧɟɬɨɱɧɨɫɬɢ, ɚ ɝɥɚɜɧɨɟ – ɬɟɤɫɬɵ 
ɧɚɞɩɢɫɟɣ ɤ ɦɢɧɢɚɬɸɪɚɦ Ʉɚɧɨɧɚ ɢ ɢɯ ɩɚɪɚɥɥɟɥɟɣ ɜ Ʌɟɫɬɜɢɰɟ ɟɳɟ ɧɟ 
ɛɵɥɢ ɨɩɭɛɥɢɤɨɜɚɧɵ ɫɢɧɨɩɬɢɱɟɫɤɢ. 

Ɂɚɞɚɱɟɣ ɧɚɫɬɨɹɳɟɣ ɫɬɚɬɶɢ ɹɜɥɹɟɬɫɹ ɩɭɛɥɢɤɚɰɢɹ ɜɵɹɜɥɟɧɧɵɯ ɜ Ʌɟ-
ɫɬɜɢɰɟ ɢɫɬɨɱɧɢɤɨɜ ɬɟɤɫɬɨɜ ɧɚɞɩɢɫɟɣ ɤ ɦɢɧɢɚɬɸɪɚɦ Ʉɚɧɨɧɚ. Ɏɪɚɝ-
ɦɟɧɬɵ Ʌɟɫɬɜɢɰɵ ɰɢɬɢɪɭɸɬɫɹ ɩɨ ɢɡɞɚɧɢɸ ɪɚɧɧɟɣ ɝɪɟɱɟɫɤɨɣ ɜɟɪɫɢɢ: 
ɋlimaci Joannis Scala paradisi. Patrologiae cursus completus. Series 
graeca, ed. J.P. Migne. T. 88. Col. 631–1210. Parisiis, 1860, ɞɚɥɟɟ – PG. 

Ɍɟɤɫɬɵ ɧɚɞɩɢɫɟɣ Ʉɚɧɨɧɚ ɩɭɛɥɢɤɭɸɬɫɹ ɩɨ ɫɥɟɞɭɸɳɢɦ ɪɭɤɨɩɢɫɹɦ: 
BAR gr. 1294: cod. 1294, ɫɨɛɪɚɧɢɟ ɝɪɟɱɟɫɤɢɯ ɪɭɤɨɩɢɫɟɣ Ȼɢɛɥɢɨ-

ɬɟɤɢ Ɋɭɦɵɧɫɤɨɣ ɚɤɚɞɟɦɢɢ ɧɚɭɤ (Biblioteca Academiei Române), 
 

1 ɋɦ. ɨɛ ɷɬɨɦ ɩɨɞɪɨɛɧɨ: [9]. ɉɭɛɥɢɤɚɰɢɸ ɋɥɨɜɚ 5 Ʌɟɫɬɜɢɰɵ ɢ ɩɪɟɞɜɚɪɢɬɟɥɶ-
ɧɵɟ ɡɚɦɟɱɚɧɢɹ ɤ ɨɩɢɫɚɧɢɸ ɢɤɨɧɨɝɪɚɮɢɱɟɫɤɨɣ ɬɪɚɞɢɰɢɢ ɰɢɤɥɚ «Ɇɨɧɚɲɟɫɤɢɟ ɩɨ-
ɞɜɢɝɢ» ɜ ɪɭɫɫɤɨɦ ɢɫɤɭɫɫɬɜɟ ɫɦ. ɜ ɫɬɚɬɶɟ: [10]. 

2 ɋɦ. ɨɛ ɷɬɨɦ: [11. ɋ. 133-140]. 
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Ȼɭɯɚɪɟɫɬ (11369)1. ȼɬɨɪɚɹ ɩɨɥɨɜɢɧɚ XI ɜɟɤɚ. Ɂɧɚɤɨɦɫɬɜɨ ɫ ɪɭɤɨɩɢɫɶɸ 
ɩɨ ɱɟɪɧɨ-ɛɟɥɨɣ ɮɨɬɨɤɨɩɢɢ ɜ ɢɡɞɚɧɢɢ: [7]; 

Vat. gr. 1754: cod. 1794, ɫɨɛɪɚɧɢɟ ɝɪɟɱɟɫɤɢɯ ɪɭɤɨɩɢɫɟɣ Ⱥɩɨɫɬɨɥɶ-
ɫɤɨɣ ɛɢɛɥɢɨɬɟɤɢ (Bibliotheca Apostolica Vaticana), ȼɚɬɢɤɚɧ (68383). 
Ʉɨɧɟɰ XII – ɧɚɱɚɥɨ XIII ɜ. Ɂɧɚɤɨɦɫɬɜɨ ɫ ɪɭɤɨɩɢɫɶɸ ɩɨ ɰɜɟɬɧɨɣ ɮɨɬɨ-
ɤɨɩɢɢ ɧɚ ɫɚɣɬɟ ȼɚɬɢɤɚɧɫɤɨɣ ɛɢɛɥɢɨɬɟɤɢ, URL: https://digi.vatlib.it/ 
view/MSS_Vat.gr.1754 (ɞɚɬɚ ɨɛɪɚɳɟɧɢɹ: 08.02.2023); 

EBE 1395: cod. 1395, ɫɨɛɪɚɧɢɟ ɝɪɟɱɟɫɤɢɯ ɪɭɤɨɩɢɫɟɣ ɇɚɰɢɨɧɚɥɶɧɨɣ 
ɛɢɛɥɢɨɬɟɤɢ Ƚɪɟɰɢɢ (ΕșȞȚțȒ ΒȚȕȜȚȠșȒțȘ τȘȢ ΕȜȜȐδȠȢ), Ⱥɮɢɧɵ (3691). 
XV ɜ. Ɂɧɚɤɨɦɫɬɜɨ ɫ ɪɭɤɨɩɢɫɶɸ ɩɨ ɱɺɪɧɨ-ɛɟɥɨɣ ɮɨɬɨɤɨɩɢɢ ɜ ɢɡɞɚɧɢɢ [4]; 

Marc. gr. II 32: cod. II 32, ɫɨɛɪɚɧɢɟ ɝɪɟɱɟɫɤɢɯ ɪɭɤɨɩɢɫɟɣ ɛɢɛɥɢɨ-
ɬɟɤɢ Ɇɚɪɱɢɚɧɚ (Biblioteca nazionale Marciana), ȼɟɧɟɰɢɹ (70194). XV ɜ. 
Ɂɧɚɤɨɦɫɬɜɨ ɫ ɪɭɤɨɩɢɫɶɸ de visu; 

Marc. gr. II 44: cod. II 44, ɫɨɛɪɚɧɢɟ ɝɪɟɱɟɫɤɢɯ ɪɭɤɨɩɢɫɟɣ ɛɢɛɥɢɨ-
ɬɟɤɢ Ɇɚɪɱɢɚɧɚ (Biblioteca nazionale Marciana), ȼɟɧɟɰɢɹ (70206). XVI ɜ. 
Ɂɧɚɤɨɦɫɬɜɨ ɫ ɪɭɤɨɩɢɫɶɸ de visu; 

Sin. gr. 427: cod. 427, ɫɨɛɪɚɧɢɟ ɝɪɟɱɟɫɤɢɯ ɪɭɤɨɩɢɫɟɣ ɦɨɧɚɫɬɵɪɹ  
ɫɜ. ȿɤɚɬɟɪɢɧɵ (Sacred Autonomous Royal Monastery of Saint Katherine), 
ɋɢɧɚɣ (58802). XVII ɜ. Ɂɧɚɤɨɦɫɬɜɨ ɫ ɪɭɤɨɩɢɫɶɸ ɩɨ ɱɟɪɧɨ-ɛɟɥɨɣ ɤɨɩɢɢ 
ɧɚ ɫɚɣɬɟ Ȼɢɛɥɢɨɬɟɤɢ Ʉɨɧɝɪɟɫɫɚ. URL: https://www.loc.gov/resource/ 
amedmonastery.00279380496-ms/?sp=1&st=image (ɞɚɬɚ ɨɛɪɚɳɟɧɢɹ: 
08.02.2023). 

BAR gr. 1294 ɹɜɥɹɟɬɫɹ ɧɟɩɨɥɧɨɣ, ɚ ɜ Vat. gr. 1754 ɧɚɪɭɲɟɧ ɩɨɪɹɞɨɤ 
ɫɥɟɞɨɜɚɧɢɹ ɦɢɧɢɚɬɸɪ Ʉɚɧɨɧɚ (ɜɨɡɦɨɠɧɨ, ɜ ɪɟɡɭɥɶɬɚɬɟ ɨɲɢɛɤɢ ɩɪɢ 
ɩɟɪɟɩɥɟɬɟ). ȼ ɧɚɲɟɣ ɩɭɛɥɢɤɚɰɢɢ ɪɟɤɨɧɫɬɪɭɢɪɨɜɚɧ ɜɟɪɧɵɣ ɩɨɪɹɞɨɤ 
ɫɥɟɞɨɜɚɧɢɹ ɦɢɧɢɚɬɸɪ ɜ ɧɚɡɜɚɧɧɵɯ ɪɭɤɨɩɢɫɹɯ. 

Ɇɢɧɢɚɬɸɪɵ ɪɭɤɨɩɢɫɟɣ BAR gr. 1294, Vat. gr. 1754, Sin. gr. 427, 
EBE 1395 ɜɜɟɞɟɧɵ ɜ ɧɚɭɱɧɵɣ ɨɛɨɪɨɬ ɜ ɧɚɡɜɚɧɧɵɯ ɜɵɲɟ ɩɭɛɥɢɤɚɰɢɹɯ 
ɜ ɱɟɪɧɨ-ɛɟɥɨɦ ɜɨɫɩɪɨɢɡɜɟɞɟɧɢɢ, ɫɦ.: [3–5, 7]. ɋ ɦɢɧɢɚɬɸɪɚɦɢ ɜɟɧɟ-
ɰɢɚɧɫɤɢɯ ɪɭɤɨɩɢɫɟɣ Ʉɚɧɨɧɚ ɩɨ ɰɜɟɬɧɵɦ ɮɨɬɨɝɪɚɮɢɹɦ, ɫɞɟɥɚɧɧɵɦ ɚɜ-
ɬɨɪɨɦ ɷɬɢɯ ɫɬɪɨɤ, ɦɨɠɧɨ ɩɨɡɧɚɤɨɦɢɬɶɫɹ ɧɚ ɂɧɬɟɪɧɟɬ-ɫɚɣɬɟ «ɂɤɨɧɨ-
ɝɪɚɮɢɹ ɢ ɚɝɢɨɝɪɚɮɢɹ Ʌɟɫɬɜɢɰɵ ɂɨɚɧɧɚ ɋɢɧɚɣɫɤɨɝɨ» (ɞɚɬɚ ɨɛɪɚɳɟ-
ɧɢɹ: 11.02.2023): https://art-of-scala.ru/marc-gr-ii-32 (Marc. gr. II 32) ɢ 
https://art-of-scala.ru/marc-gr-ii-44 (Marc. gr. II 44). 

 
1 Ɂɞɟɫɶ ɢ ɞɚɥɟɟ ɜ ɫɤɨɛɤɚɯ ɭɤɚɡɚɧ ɢɧɞɟɤɫ ɪɭɤɨɩɢɫɢ ɜ ɛɚɡɟ ɞɚɧɧɵɯ Pinakes (ɞɚɬɚ 

ɨɛɪɚɳɟɧɢɹ: 08.02.2023). 
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ȼ ɨɬɧɨɲɟɧɢɢ ɫɜɹɡɟɣ ɫ ɬɟɤɫɬɨɦ Ʌɟɫɬɜɢɰɵ ɦɢɧɢɚɬɸɪɵ Ʉɚɧɨɧɚ ɞɟ-
ɥɹɬɫɹ ɧɚ ɞɜɟ ɝɪɭɩɩɵ: 1) ɦɢɧɢɚɬɸɪɵ, ɧɚɞɩɢɫɢ ɤ ɤɨɬɨɪɵɦ ɢɦɟɸɬ ɩɚɪɚɥ-
ɥɟɥɢ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ (ɢɯ ɜɫɟɝɨ 25), 2) ɦɢɧɢɚɬɸɪɵ, ɧɚɞɩɢɫɢ ɤ ɤɨɬɨ-
ɪɵɦ ɧɟ ɢɦɟɸɬ ɩɚɪɚɥɥɟɥɟɣ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ (ɢɯ ɜɫɟɝɨ 7). 

 
1. Ɇɢɧɢɚɬɸɪɵ, ɧɚɞɩɢɫɢ ɤ ɤɨɬɨɪɵɦ ɢɦɟɸɬ ɩɚɪɚɥɥɟɥɢ  

ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ 
 

1.1. Ɇɢɧɢɚɬɸɪɚ 2 (ɩɟɫɧɶ 1, ɬɪɨɩɚɪɶ 2): BAR gr. 1294, 1v, Vat. gr. 1754, 
4r, Marc. gr. II 32, 202v, Marc. gr. II 44, 180v, Sin. gr. 427, 1v, EBE 1395, 1v: 
Ƚɪɭɩɩɚ ɨɫɭɠɞɟɧɧɢɤɨɜ (ɜ EBE 1395 – 13), ɫɬɨɹɳɢɯ ɧɟɩɨɞɜɢɠɧɨ ɜɫɸ 
ɧɨɱɶ ɞɨ ɭɬɪɚ (ɜ Marc. gr. II 32 ɢ EBE 1395 ɭ ɨɞɧɨɝɨ ɢɡ ɧɢɯ ɧɚ ɪɭɤɚɯ 
ɪɟɛɟɧɨɤ); ɫ ɧɢɦɢ ɞɜɚ ɫɬɚɪɰɚ ɫ ɩɨɫɨɯɚɦɢ (ɢɝɭɦɟɧɵ). ȼ EBE 1395 ɫ ɧɟɛɟɫ 
ɛɥɚɝɨɫɥɨɜɥɹɟɬ Ȼɨɠɢɹ ɞɟɫɧɢɰɚ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ʌαȞȞȪȤȚȠȚ ȝȑȤȡȚ ʌȡȦ૘αȢ ੂστȐȝεȞȠȚ 
α੅șȡȚȠȚ, τȠઃȢ ʌȩδαȢ ਩ȤȠȞτεȢ ਕțȚȞȒτȠȣȢ. țα੿ τ૶ ੢ʌȞ૳ țαταțȜȫȝεȞȠȚ, țα੿  
[ȝ੽ δ੻ ȝȓαȞ]1 [ਙȞεσȚȞ]2 ਦαȣτȠ૙Ȣ, ȤαȡȚȗȩȝεȞȠȚ. ȝ઼ȜȜȠȞ ȝ੻Ȟ Ƞ੣Ȟ țα੿ ਦαȣτȠઃȢ 
ਥʌȚʌȜȒττȠȞτεȢ [ਕτȚȝȓαȚȢ]3. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ȉȠઃȢ ȝ੻Ȟ τ૵Ȟ ਫ਼ʌεȣșȪȞȦȞ ਥțεȓȞȦȞ τ૵Ȟ 
ਕȞεȣșȪȞȦȞ ʌαȞȞȣȤ੿ ȝȑȤȡȚ ʌȡȦ૘αȢ ੂσταȝȑȞȠȣȢ αੁșȡȓȠȣȢ, τȠઃȢ ʌȩδαȢ 
ਕțȚȞȒτȠȣȢ ਩ȤȠȞταȢ, țα੿ τ૶ ੢ʌȞ૳ ਥȜεεȚȞ૵Ȣ țαταțȜȠȞȠȣȝȑȞȠȣȢ 4  τૌ ȕȓ઺ 
ταȪτȘȢ τોȢ φȪσεȦȢ, țα੿ ȝȘδεȝȓαȞ ਕȞȐʌαȣσȚȞ α੝τȠ૙Ȣ ȤαȡȚȗȠȝȑȞȠȣȢ, ਕȜȜૅ 
ਦαȣτȠઃȢ ਥʌȚʌȜȒσσȠȞταȢ țα੿ ਕτȚȝȓαȚȢ țα੿ ੢ȕȡεσȚ δȚȣʌȞȓȗȠȞταȢ PG. T. 88. 
Col. 765A5. 

 

1.2. Ɇɢɧɢɚɬɸɪɚ 3 (ɩɟɫɧɶ 1, ɬɪɨɩɚɪɶ 3): BAR gr. 1294, 2r, Vat. gr. 1754, 
4v, Marc. gr. II 32, 203r, Marc. gr. II 44, 181r, Sin. gr. 427, 2r, EBE 1395, 2r: 
Ƚɪɭɩɩɚ ɨɫɭɠɞɟɧɧɢɤɨɜ ɭɦɢɥɟɧɧɨ ɜɡɢɪɚɟɬ ɧɚ ɧɟɛɟɫɚ, ɨɠɢɞɚɹ ɨɬɬɭɞɚ ɩɨ-
ɦɨɳɢ; Ȼɨɠɢɹ ɞɟɫɧɢɰɚ ɢɡ ɨɛɥɚɤɚ ɛɥɚɝɨɫɥɨɜɥɹɟɬ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ εੁȢ Ƞ੝ȡαȞઁȞ ਥȜεεȚȞ૵Ȣ ਕτεȞȓȗȠȣσȚ țα੿ τ੽Ȟ 
ਥțε૙șεȞ ȕȠȒșεȚαȞ, ȝετ੹ șȡȒȞȦȞ ਥʌȚțαȜȠ૨ȞταȚ. 

 
1 EBE 1395, 1v: ȝȘδεȝȓαȞ. 
2 Marc. gr. II 32, 202v, Marc. gr. II 44, 180v, EBE 1395, 1v: ਙȞαȚσȚȞ. 
3 EBE 1395, 1v: ਕτȚȝȓεȢ. 
4 Ʌɟɤɫɟɦɚ țαταțȜȠȞȑȦ ɨɬɫɭɬɫɬɜɭɟɬ ɜ ɢɫɬɨɪɢɱɟɫɤɢɯ ɫɥɨɜɚɪɹɯ ɞɪɟɜɧɟɝɪɟɱɟɫɤɨɝɨ 

ɹɡɵɤɚ (Lampe, Liddel–Scott, Sophocles, Chantraine). 
5 ɋɪ.: ɩɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ ɤ ɦɢɧɢɚɬɸɪɟ 24. 
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ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ਙȜȜȠȣȢ εੁȢ Ƞ੝ȡαȞઁȞ ਥȜεεȚȞ૵Ȣ 
ਕτεȞȓȗȠȞταȢ, țα੿ τ੽Ȟ ਥțε૙șεȞ ȕȠȒșεȚαȞ ȝετૅ ੑδȣȡȝ૵Ȟ țα੿ ȕȠ૵Ȟ 
ਥʌȚțαȜȠȣȝȑȞȠȣȢ PG. T. 88. Col. 765A. 

 

1.3. Ɇɢɧɢɚɬɸɪɚ 4 (ɩɟɫɧɶ 1, ɬɪɨɩɚɪɶ 4): BAR gr. 1294, 2v, Vat. gr. 1754, 
5r, Marc. gr. II 32, 203v, Marc. gr. II 44, 181v, Sin. gr. 427, 2v, EBE 1395, 2v: 
Ƚɪɭɩɩɚ ɨɫɭɠɞɟɧɧɢɤɨɜ ɫɨ ɫɜɹɡɚɧɧɵɦɢ ɪɭɤɚɦɢ (ɭ ɧɟɤɨɬɨɪɵɯ ɪɭɤɢ ɫɜɹ-
ɡɚɧɵ ɫɡɚɞɢ, ɭ ɧɟɤɨɬɨɪɵɯ – ɫɩɟɪɟɞɢ), ɫ ɩɟɱɚɥɶɧɵɦɢ ɜɡɨɪɚɦɢ, ɭɫɬɪɟɦ-
ɥɟɧɧɵɦɢ ɧɢɰ; Ȼɨɝɨɪɨɞɢɰɚ ɨɛɪɚɳɚɟɬɫɹ ɤ Ƚɨɫɩɨɞɭ, ɛɥɚɝɨɫɥɨɜɥɹɸɳɟɦɭ 
ɫ ɧɟɛɟɫ ɜ ɜɢɞɟ ɞɟɫɧɢɰɵ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ੕ʌȚσșεȞ ਦαȣτ૵Ȟ τ੹Ȣ Ȥε૙ȡαȢ ੪Ȣ țατȐδȚțȠȚ 
δȒσαȞτεȢ, ਥȞ ʌȡȠσεȣȤૌ ੆σταȞταȚ, țȜȓȞȠȞτεȢ τ੹Ȣ ਦαȣτ૵Ȟ ੕ȥεȚȢ εੁȢ ȖોȞ țα੿ 
ਕȞαȟȓȠȣȢ ਦαȣτȠઃȢ ȜȠȖȚȗȩȝεȞȠȚ τોȢ ʌȡઁȢ τ੹ ਙȞȦ ȞεȪσεȦȢ. țα੿ Ƞ੝δ੻ εੁʌε૙Ȟ τ੿ 
ȤȐȡȚȞ ε੝ȤોȢ τȠȜȝ૵ȞτεȢ. ਫ਼ʌ੻ȡ ੰȞ ਲ ΘεȠτȩțȠȢ ʌȠȚε૙ταȚ δȑȘσȚȞ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ਦτȑȡȠȣȢ ਥȞ ʌȡȠσεȣȤૌ ʌαȡȚσταȝȑȞȠȣȢ, 
țα੿ ੕ʌȚσșεȞ ਦαȣτ૵Ȟ țαταδȓțȦȞ δȓțȘȞ τ੹Ȣ Ȥε૙ȡαȢ σȣȞδȒσαȞταȢ εੁȢ ȖોȞ τε τઁ 
σțȠτεȚȞઁȞ α੝τ૵Ȟ ʌȡȩσȦʌȠȞ țȜȓȞαȞταȢ țα੿ ਕȞαȟȓȠȣȢ ਦαȣτȠઃȢ τોȢ εੁȢ 
Ƞ੝ȡαȞઁȞ ਕȞαȕȜȑȥεȦȢ țαταδȚțȐσαȞταȢ PG. T. 88. Col. 765A-B1. 

 

1.4. Ɇɢɧɢɚɬɸɪɚ 5 (ɩɟɫɧɶ 3, ɬɪɨɩɚɪɶ 1): BAR gr. 1294, 3r, Vat. gr. 
1754, 5v, Marc. gr. II 32, 204r, Marc. gr. II 44, 182r, Sin. gr. 427, 3r, EBE 
1395, 3r: Ƚɪɭɩɩɚ ɨɫɭɠɞɟɧɧɢɤɨɜ (ɜ BAR gr. 1294 – 6, ɜ Vat. gr. 1754, 
Marc. gr. II 32 – 10, ɜ EBE 1395 – 11, ɜ Marc. gr. II 44 – 13, ɜ Sin. gr. 427 – 
16), ɫɢɞɹɳɢɯ ɜ ɫɤɨɪɛɧɵɯ ɩɨɡɚɯ ɜɨ ɜɪɟɬɢɳɟ ɢ ɩɟɩɥɟ (ɫɦ.: Ɇɮ 11, 21;  
Ʌɤ 10, 13; ɫɪ.: Иɨɜ 42, 6).  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ਥʌૅ ਥδȐφȠȣȢ. σȐțțȠȞ țα੿ σʌȠδઁȞ 
ਦαȣτȠ૙Ȣ ਫ਼ʌȠστȡȫσαȞτεȢ, țȐșȘȞταȚ țȜαȓȠȞτεȢ. țα੿ τȠ૨ ΘεȠ૨ ʌεȡȚʌαș૵Ȣ 
δεȩȝεȞȠȚ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ਙȜȜȠȣȢ ਥȞ τ૶ ਥδȐφεȚ ݋ʌޥ σάκκου καݧ 
σʌοδοࠎ καθημένους țα੿ τઁ ʌȡȩσȦʌȠȞ τȠ૙Ȣ ȖȩȞασȚ țαȜȪʌτȠȞταȢ, țα੿ τઁ 
ȝȑτȦʌȠȞ εੁȢ ȖોȞ τȪʌτȠȞταȢ PG. T. 88. Col. 765B. 

 

1.5. Ɇɢɧɢɚɬɸɪɚ 62 (ɩɟɫɧɶ 3, ɬɪɨɩɚɪɶ 2): BAR gr. 1294, 4r, Vat. gr. 1754, 
12r, Marc. gr. II 32, 204v, Marc. gr. II 44, 182v, Sin. gr. 427, 3v, EBE 
1395, 3v: Ƚɪɭɩɩɚ ɫɬɨɹɳɢɯ ɦɨɧɚɯɨɜ (ɜ BAR gr. 1294 – 6, ɜ Vat. gr. 1754, 

 
1 ɋɪ.: ɩɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ ɤ ɦɢɧɢɚɬɸɪɟ 16. 
2 ȼ BAR gr. 1294 – ɦɢɧɢɚɬɸɪɚ 7, ɜ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 18. 
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EBE 1395 ɢ Marc. gr. II 32 – 7, ɜ Marc. gr. II 44 – 8, ɜ Sin. gr. 427 – 18); 
ɨɧɢ ɛɶɸɬ ɫɟɛɹ ɜ ɝɪɭɞɶ, ɜɨɡɡɵɜɚɹ ɩɪɟɠɧɟɟ ɫɨɫɬɨɹɧɢɟ ɞɭɲɢ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ τ੹ ਦαȣτ૵Ȟ στȒșȘ δȚȘȞεț૵Ȣ τȪʌτȠȞτεȢ, 
τ੽Ȟ ਦαȣτ૵Ȟ ȥȣȤ੽Ȟ țα੿ ȗȦ੽Ȟ ਕȞαțαȜȠ૨ȞταȚ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ਦτȑȡȠȣȢ τઁ στોșȠȢ δȚ੹ ʌαȞτઁȢ 
τȪʌτȠȞταȢ, țα੿ τ੽Ȟ ਦαȣτ૵Ȟ ȥȣȤ੽Ȟ țα੿ ȗȦ੽Ȟ ਕȞαțαȜȠȣȝȑȞȠȣȢ. PG. T. 88. 
Col. 765B. 

 

1.6. Ɇɢɧɢɚɬɸɪɚ 71 (ɩɟɫɧɶ 3, ɬɪɨɩɚɪɶ 3): BAR gr. 1294, 3v, Vat. gr. 1754, 
12v, Marc. gr. II 32, 205r, Marc. gr. II 44, 183r, Sin. gr. 427, 4r, EBE 1395, 
4r: 7 (ɜ BAR gr. 1294 – 5) ɦɨɧɚɯɨɜ ɥɟɠɚɬ ɧɚ ɡɟɦɥɟ, ɨɦɨɱɚɹ ɟɟ ɫɥɟɡɚɦɢ; 
ɜ Sin. gr. 427 – 5 ɦɨɧɚɯɨɜ ɜ ɩɨɥɨɠɟɧɢɢ ɧɢɰ ɧɚ ɡɟɦɥɟ, ɡɚ ɧɢɦɢ – ɦɧɨ-
ɠɟɫɬɜɨ ɦɨɧɚɯɨɜ, ɫ ɧɚɞɟɠɞɨɣ ɜɡɢɪɚɸɳɢɯ ɧɚ ɧɟɛɟɫɚ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ τઁ ਩δαφȠȢ τȠ૙Ȣ ਦαȣτ૵Ȟ δȐțȡȣσȚ 
ȕȡȑȤȠȞτεȢ, ਕʌαȡȐțȜȘτȠȚ ȝȑȞȠȣσȚȞ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ȅੂ ȝ੻Ȟ ਥȞ ਥțεȓȞȠȚȢ τઁ ਩δαφȠȢ τȠ૙Ȣ 
δȐțȡȣσȚ ਩ȕȡεȤȠȞ PG. T. 88. Col. 765B. 

 

1.7. Ɇɢɧɢɚɬɸɪɚ 82 (ɩɟɫɧɶ 3, ɬɪɨɩɚɪɶ 4): BAR gr. 1294, 4v, Vat. gr. 1754, 
6r, Marc. gr. II 32, 205v, Marc. gr. II 44, 183v, Sin. gr. 427, 4v, EBE 1395, 4v: 
9 (ɜ BAR gr. 1294 – 7, ɜ Sin. gr. 427 – 17) ɦɨɧɚɯɨɜ ɫɬɨɹɬ ɢ, ɧɟ ɢɦɟɹ ɫɥɟɡ, 
ɛɶɸɬ ɫɚɦɢ ɫɟɛɹ; Ȼɨɝɨɪɨɞɢɰɚ (ɜ BAR gr. 1294 – ɂɢɫɭɫ) ɫ ɧɟɛɟɫ ɩɪɨɬɹ-
ɝɢɜɚɟɬ ɢɦ ɪɭɤɭ ɩɨɦɨɳɢ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ δαțȡȪȦȞ ਕʌȠȡȠ૨ȞτεȢ, ਦαȣτȠઃȢ 
țαταțȩʌτȠȣσȚȞ. Ƞ੤Ȣ ਲ ΘεȠτȩțȠȢ ʌαȡεȖȖȣ઼ταȚ ȝ੽ ਕʌȠȖȞ૵ȞαȚ. ਕȜȜૅ ਥȜʌȓδȚ 
τૌ ʌȡઁȢ ΘεઁȞ τઁȞ ਩ȜεȠȞ ਥφεȜțȪσασșαȚ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: Ƞੂ δ੻ δαțȡȪȦȞ ਕʌȠȡȠ૨ȞτεȢ, ਦαȣτȠઃȢ 
țατȑțȠʌτȠȞ PG. T. 88. Col. 765B. 

 

1.8. Ɇɢɧɢɚɬɸɪɚ 93 (ɩɟɫɧɶ 4, ɬɪɨɩɚɪɶ 1): BAR gr. 1294, 5r, Vat. gr. 1754, 
6v, Marc. gr. II 32, 206r, Marc. gr. II 44, 184r, Sin. gr. 427, 5r, EBE 1395, 5r: 
Ƚɪɭɩɩɚ ɦɨɧɚɯɨɜ (6, ɜ BAR gr. 1294 – 4. ɜ Sin. gr. 427 – 17) ɫɬɨɢɬ ɩɟɪɟɞ 
ɢɝɭɦɟɧɨɦ (ɧɟɤɨɬɨɪɵɟ ɡɚɤɪɵɜɚɸɬ ɪɬɵ ɪɭɤɚɦɢ) ɢ ɪɵɞɚɟɬ ɨ ɫɜɨɢɯ ɞɭ-
ɲɚɯ, ɤɚɤ ɨ ɦɟɪɬɜɵɯ.  

 
1 ȼ BAR gr. 1294 – ɦɢɧɢɚɬɸɪɚ 6, ɜ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 19. 
2 ȼ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 6. 
3 ȼ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 7. 
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ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ τ੹Ȣ ਦαȣτ૵Ȟ ȥȣȤ੹Ȣ ੪σαȞε੿ ȞεțȡȠઃȢ 
ʌȡȠτȚșȑȞτεȢ. ੑȜȠȜȪȗȠȣσȚ țȠʌτȩȝεȞȠȚ, τ੽Ȟ σȣȞȠȤ੽Ȟ τોȢ ਦαȣτ૵Ȟ țαȡδȓαȢ ȝ੽ 
φȑȡȠȞτεȢ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ȅੂ ȝȑȞ, ੪Ȣ ਥʌ੿ ȞεțȡȠ૙Ȣ ਥʌ੿ τα૙Ȣ ਦαȣτ૵Ȟ 
ȥȣȤα૙Ȣ ੩ȜȩȜȣȗȠȞ, τ੽Ȟ σȣȞȠȤ੽Ȟ τોȢ țαȡδȓαȢ φȑȡεȚȞ ȝ੽ ੁσȤȪȠȞτεȢ PG. T. 88. 
Col. 765B-C. 

 

1.9. Ɇɢɧɢɚɬɸɪɚ 101 (ɩɟɫɧɶ 4, ɬɪɨɩɚɪɶ 2): BAR gr. 1294, 6r, Vat. gr. 1754, 
7r, Marc. gr. II 32, 206v, Marc. gr. II 44, 184v, Sin. gr. 427, 5v, EBE 1395, 5v: 
Ƚɪɭɩɩɚ ɫɬɨɹɳɢɯ ɦɨɧɚɯɨɜ (ɫɥɟɜɚ: ɜ BAR gr. 1294 – 4, ɜ Marc. gr. II 32  
ɢ EBE 1395 – 7, ɜ Vat. gr. 1754 ɢ Marc. gr. II 44 – 8, ɜ Sin. gr. 427 – 17, 
ɢ 1 ɫɩɪɚɜɚ); ɨɧɢ, ɪɵɞɚɹ ɜ ɫɟɪɞɰɟ, ɭɞɟɪɠɢɜɚɸɬ ɪɵɞɚɧɢɹ ɜ ɭɫɬɚɯ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ τ૶ στȩȝατȚ τઁȞ τȠ૨ ੑδȣȡȝȠ૨ ȥȩφȠȞ 
țȦȜȪȠȞτεȢ2, τૌ țαȡδȓ઺ ȝȩȞૉ ȕȡȪȤȠȣσȚȞ. ਩στȚ δ੻ ੖τε τ੽Ȟ ȕȓαȞ τોȢ ੑδȪȞȘȢ 
ȝ੽ φȑȡȠȞτεȢ, αੁφȞȚδȓȦȢ țȡȐȗȠȣσȚȞ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: Ƞੂ δ੻ τૌ țαȡδȓ઺ ਩ȕȡȣȤȠȞ țα੿ τ૶ 
στȩȝατȚ τઁȞ ੑδȣȡȝȠ૨ ȥȩφȠȞ δȚεțȫȜȣȠȞ PG. T. 88. Col. 765C. 

 

1.10. Ɇɢɧɢɚɬɸɪɚ 113 (ɩɟɫɧɶ 4, ɬɪɨɩɚɪɶ 3): BAR gr. 1294, 5v, Vat.  
gr. 1754, 7v, Marc. gr. II 32, 207r, Marc. gr. II 44, 185r, Sin. gr. 427, 6r, 
EBE 1395, 6r: Ƚɪɭɩɩɚ ɦɨɧɚɯɨɜ (6, ɜ BAR gr. 1294 – 4, ɜ Sin. gr. 427 – 
17) ɫɢɞɢɬ ɧɚ ɡɟɦɥɟ ɜ ɡɚɞɭɦɱɢɜɨɫɬɢ, ɧɟɩɪɟɫɬɚɧɧɨ ɤɨɥɟɛɥɹ ɝɥɚɜɚɦɢ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ σȪȞȞȠȣȢ ਥʌૅ ਥδȐφȠȣȢ țαșȒȝεȞȠȚ. țα੿ τ੹Ȣ 
ਦαȣτ૵Ȟ δȚȘȞεț૵Ȣ țεφαȜ੹Ȣ țȚȞȠ૨ȞτεȢ, ਥț ȝȑσȘȢ țαȡδȓαȢ ȕȡȪȤȠȣσȚȞ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ਙȜȜȠȣȢ țαșȘȝȑȞȠȣȢ σȪȞȞȠȣȢ εੁȢ ȖોȞ 
ȞεȞεȣțȩταȢ, țα੿ τ੽Ȟ ਦαȣτ૵Ȟ țεφαȜ੽Ȟ ਕδȚαȜεȓʌτȦȢ țȚȞȠ૨ȞταȢ, țα੿ δȓțȘȞ 
ȜεȩȞτȦȞ, ਥț ȝȑσȘȢ țαȡδȓαȢ țα੿ ੑȞȪȤȦȞ ȕȡȪȤȠȞταȢ țα੿ στȑȞȠȞταȢ PG. T. 88. 
Col. 765C. 

 

1.11. Ɇɢɧɢɚɬɸɪɚ 124 (ɩɟɫɧɶ 4, ɬɪɨɩɚɪɶ 4): BAR gr. 1294, 6v, Vat.  
gr. 1754, 8r, Marc. gr. II 32, 207v, Marc. gr. II 44, 185v, Sin. gr. 427, 6v: 
Ƚɪɭɩɩɚ ɫɬɨɹɳɢɯ ɦɨɧɚɯɨɜ (6, ɜ BAR gr. 1294 – 4, ɜ Sin. gr. 427 – 15), 
ɧɚɯɨɞɹɳɢɯɫɹ ɜ ɢɫɫɬɭɩɥɟɧɢɢ ɢ ɧɟɱɭɜɫɬɜɢɬɟɥɶɧɵɯ ɤɨ ɜɫɟɦɭ ɡɟɦɧɨɦɭ; 
ɭɬɟɲɚɸɳɚɹ ɢɯ Ȼɨɝɨɪɨɞɢɰɚ, ɜ ɪɨɫɬ.  

 
1 ȼ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 8, ɜ BAR gr. 1294 – ɦɢɧɢɚɬɸɪɚ 11. 
2 EBE 1395: țȦȜȪȠȞτα. 
3 ȼ BAR gr. 1294 – ɦɢɧɢɚɬɸɪɚ 10, ɜ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 9. 
4 ȼ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 10. 
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ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ਫ਼ʌઁ τોȢ ਙȖαȞ ਕșȣȝȓαȢ ਦαȣτ૵Ȟ 
ਥțστȐȞτεȢ, ਕȞαȓσșȘτȠȚ ʌȡઁȢ ʌȐȞτα τ੹ τȠ૨ ȕȓȠȞ ȖεȖȩȞασȚȞ. ȠੈȢ ਲ ΘεȠτȩțȠȢ 
ȕȠȘșઁȢ ʌȐȡεστȚ τ੹ σȦτȒȡȚα σȣȝȕȠȣȜεȪȠȣσα. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: τȚȞαȢ τૌ ʌȠȜȜૌ ਕδȘȝȠȞȓ઺ ȖεȖȠȞȩταȢ 
੖ȜȠȣȢ ਥσțȠτȚσȝȑȞȠȣȢ, țα੿ ੮σʌεȡ ਕȞαȚσșȒτȠȣȢ ʌȡઁȢ ʌȐȞτα τ੹ τȠ૨ ȕȓȠȣ 
τȣȖȤȐȞȠȞταȢ τ૶ ȞȠ૘ ȜȠȚʌઁȞ ਥȞ τૌ ਕȕȪσσ૳ τોȢ ταʌεȚȞȫσεȦȢ țαταδȪσαȞταȢ 
PG. T. 88. Col. 765C. 

 

1.12. Ɇɢɧɢɚɬɸɪɚ 131 (ɩɟɫɧɶ 5, ɬɪɨɩɚɪɶ 1): BAR gr. 1294, 7r, Vat.  
gr. 1754, 8v, Marc. gr. II 32, 208r, Marc. gr. II 44, 186r, Sin. gr. 427, 7r, 
EBE 1395, 7r: Ƚɪɭɩɩɚ ɦɨɧɚɯɨɜ (ɜ BAR gr. 1294 – 3, ɜ Vat. gr. 1754, EBE 
1395 ɢ Marc. gr. II 32 – 4, ɜ Marc. gr. II 44 – 5, Sin. gr. 427 – 17), ɤɨɬɨɪɵɟ, 
ɫɢɞɹ ɧɚ ɡɟɦɥɟ, ɩɥɚɱɭɬ ɢ ɫɤɪɵɜɚɸɬ ɥɢɰɚ ɦɟɠɞɭ ɤɨɥɟɧɹɦɢ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ਥʌ੿ ȥȚȜȠ૨ τȠ૨ ਥδȐφȠȣȢ țαșȒȝεȞȠȚ, τȠ૙Ȣ 
ȖȩȞασȚ τ੹ ʌȡȩσȦʌα ਥʌȚțαȜȪʌτȠȣσȚ. țα੿ δαțȡȪȠȣσȚȞ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: țαșȘȝȑȞȠȣȢ țα੿ τઁ ʌȡȩσȦʌȠȞ τȠ૙Ȣ 
ȖȩȞασȚ țαȜȪʌτȠȞταȢ PG. T. 88. Col. 765B. 

 

1.13. Ɇɢɧɢɚɬɸɪɚ 142 (ɩɟɫɧɶ 5, ɬɪɨɩɚɪɶ 2): BAR gr. 1294, 7v, Vat.  
gr. 1754, 9r, Marc. gr. II 32, 208v, Marc. gr. II 44, 186v, Sin. gr. 427, 7v, 
EBE 1395, 7v: Ɇɧɨɠɟɫɬɜɨ ɨɫɭɠɞɟɧɧɢɤɨɜ (ɜ BAR gr. 1294 – 4, ɜ EBE 
1395 – 9), ɥɟɠɚ ɧɚ ɡɟɦɥɟ, ɛɶɸɬ ɱɟɥɨɦ ɜ ɡɟɦɥɸ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ʌȡȘȞε૙Ȣ țεȓȝεȞȠȚ, δȚȘȞεț૵Ȣ τ੹ ȝȑτȦʌα 
εੁȢ ȖોȞ τȪʌτȠȣσȚȞ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: țα੿ τઁ ȝȑτȦʌȠȞ εੁȢ ȖોȞ τȪʌτȠȞταȢ PG. 
T. 88. Col. 765B. 

 

1.14. Ɇɢɧɢɚɬɸɪɚ 153 (ɩɟɫɧɶ 5, ɬɪɨɩɚɪɶ 3): BAR gr. 1294, 8r, Vat.  
gr. 1754, 9v, Marc. gr. II 32, 209r, Marc. gr. II 44, 187r, Sin. gr. 427, 8r, 
EBE 1395, 8r: Ƚɪɭɩɩɚ ɢɡ 5 ɫɬɨɹɳɢɯ ɩɟɪɟɞ ɢɝɭɦɟɧɨɦ ɨɫɭɠɞɟɧɧɢɤɨɜ  
(ɜ BAR gr. 1294 – ɝɪɭɩɩɚ ɢɡ 4), ɨɧɢ ɫɦɟɪɞɹɬ ɫɝɧɢɜɲɢɦɢ ɪɚɧɚɦɢ ɬɟɥɚ 
(ɫɪ.: ɉɫ 37, 6) ɢ ɧɟ ɡɚɛɨɬɹɬɫɹ ɨ ɢɯ ɜɪɚɱɟɜɚɧɢɢ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ȝȦȜȫʌȦȞ ʌεʌȜȘσȝȑȞȠȚ, ਦαȣτȠઃȢ 
ਕȞεʌȚȝεȜȒτȠȣȢ ਥ૵σȚࡆ [ȝȒ δ੻ ȝȓαȞ]4 τોȢ σαȡțઁȢ ʌȠȚȠȪȝεȞȠȚ ʌȡȩȞȠȚαȞ. 

 
1 ȼ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 11. 
2 ȼ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 12. 
3 ȼ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 13. 
4 EBE 1395, 8r: ȝȘδεȝȓαȞ. 
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ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ʌροσόζοντας καޥ σεσημμένους 
σȫȝατȠȢ μώλωʌας, țα੿ ਕȞεʌȚȝεȜȒτȠȣȢ ਫ਼ʌȐȡȤȠȞταȢ PG. T. 88. Col. 768B. 

 
1.15. Ɇɢɧɢɚɬɸɪɚ 161 (ɩɟɫɧɶ 5, ɬɪɨɩɚɪɶ 4): BAR gr. 1294, 8v, Vat.  

gr. 1754, 10r, Marc. gr. II 32, 209v, Marc. gr. II 44, 187v, Sin. gr. 427, 8v, 
EBE 1395, 8v: Ƚɪɭɩɩɚ ɫɬɨɹɳɢɯ ɨɫɭɠɞɟɧɧɢɤɨɜ (ɜ BAR gr. 1294 – 5,  
ɜ Vat. gr. 1754, EBE 1395 ɢ Marc. gr. II 32 – 9, ɜ Marc. gr. II 44 – 10, Sin. 
gr. 427 – 16) ɫɨ ɫɜɹɡɚɧɧɵɦɢ ɪɭɤɚɦɢ (ɪɭɤɢ ɦɨɝɭɬ ɛɵɬɶ ɫɜɹɡɚɧɵ ɢɥɢ ɫɩɟ-
ɪɟɞɢ, ɢɥɢ ɫɡɚɞɢ); ɨɧɢ ɫ ɧɚɞɟɠɞɨɣ ɫɦɨɬɪɹɬ ɧɚ Ȼɨɝɨɪɨɞɢɰɭ; Ȼɨɝɨɪɨɞɢɰɚ 
ɫ ɧɟɛɟɫ ɩɪɨɬɹɝɢɜɚɟɬ ɢɦ ɪɭɤɭ. 

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੣τȠȚ τ੹Ȣ Ȥε૙ȡαȢ δεσȝεȪσαȞτεȢ σȣȞεσταȜȝȑȞȠȚ 
țα੿ ȖȣȝȞȠȓ, ੆σταȞταȚ. ȝȩȜȚȢ ਕȞαȕȜȑȥαȚ ȕȡαȤȪ τȚ ʌȡઁȢ τ੽Ȟ ΘεȠτȩțȠȞ τȠȜȝ૵ȞτεȢ 
țα੿ ੂțετεȪȠȞτεȢ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ਦτȑȡȠȣȢ ਥȞ ʌȡȠσεȣȤૌ ʌαȡȚσταȝȑȞȠȣȢ, 
țα੿ ੕ʌȚσșεȞ ਦαȣτ૵Ȟ țαταδȓțȦȞ δȓțȘȞ τ੹Ȣ Ȥε૙ȡαȢ σȣȞδȒσαȞταȢ PG. T. 88. 
Col. 765A2. 

 
1.16. Ɇɢɧɢɚɬɸɪɚ 173 (ɩɟɫɧɶ 6, ɬɪɨɩɚɪɶ 1): Vat. gr. 1754, 10v, Marc. 

gr. II 32, 210r, Marc. gr. II 44, 188r, Sin. gr. 427, 9r, EBE 1395, 9r: Ƚɪɭɩɩɚ 
ɨɫɭɠɞɟɧɧɢɤɨɜ (5, ɜ Sin. gr. 427 – 18) ɫɢɞɢɬ ɫ ɱɚɲɚɦɢ; ɨɧɢ ɟɞɹɬ ɩɟɩɟɥ 
ɜɦɟɫɬɨ ɯɥɟɛɚ ɢ ɩɶɸɬ ɜɨɞɭ, ɪɚɫɬɜɨɪɟɧɧɭɸ ɫɨ ɫɥɟɡɚɦɢ (ɫɪ.: ɉɫ 101, 10).  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ σʌοδާν μޡν ܻντޥ ܿρτου ਥσșȓȠȣσȚ. τઁ δ੻ 
ʌόμα τοވ ࠎδατος, κλαυθμࠜ κιρνࠛσι καޥ [δάκρυσιν]4. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: τާ δޡ ʌόμα τȠ૨ ੢δατȠȢ μετޟ κλαυθμοࠎ 
κιρνࠛντας, καޥ σʌοδާν țα੿ τȑφȡαȞ ܻντޥ ܻρτου ਥσșȓȠȞταȢ PG. T. 88.  
Col. 768B. 

 
1.17. Ɇɢɧɢɚɬɸɪɚ 185 (ɩɟɫɧɶ 6, ɬɪɨɩɚɪɶ 2): Vat. gr. 1754, 11r, Marc. 

gr. II 32, 210v, Marc. gr. II 44, 188v, Sin. gr. 427, 9v, EBE 1395, 9v: ɋɢ-
ɞɹɳɢɟ ɨɫɭɠɞɟɧɧɢɤɢ (ɜ Vat. gr. 1754, Marc. gr. II 32, EBE 1395, Marc. 
gr. II 44 – 4 (ɞɜɟ ɩɚɪɵ), ɜ Sin. gr. 427 – 16) ɫ ɩɪɢɥɢɩɲɢɦɢ ɤ ɩɥɨɬɢ  
ɤɨɫɬɹɦɢ ɢ ɢɫɫɨɯɲɢɟ, ɤɚɤ ɫɟɧɨ (ɫɪ.: ɉɫ 101, 6; ɉɫ 101, 12).  

 
1 ȼ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 14. 
2 ɋɪ.: ɩɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ ɤ ɦɢɧɢɚɬɸɪɟ 4. 
3 ȼ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 15. 
4 EBE 1395, 9r: δȐțȡȣȠȞ. 
5 ȼ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 16. 
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ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ κεκολλημένα ਩ȤȠȞτεȢ τݷ ޟστߢ τ߲ σαρκί. 

țα੿ ސσεޥ χόρτος ݋ξηραμένοιࡆ ਥʌ੿ σȣȞȞȠȓαȢ ਦστȒțασȚȞ. ੪Ȣ τ૶ ਕδȚαȜεȓʌτ૳ 
ʌȑȞșεȚ [ਥȟατȠȞȒσαȞτεȢ]1. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: κεκολλημένα ਩ȤȠȞταȢ τݷ ޟστߢ τ߲ σαρκί, 
țα੿ α੝τȠ੿ ސσεޥ χόρτος ݋ξηραμμένοι PG. T. 88. Col. 768B-C. 

 
1.18. Ɇɢɧɢɚɬɸɪɚ 192 (ɩɟɫɧɶ 6, ɬɪɨɩɚɪɶ 3): Vat. gr. 1754, 11v, Marc. 

gr. II 32, 211r, Marc. gr. II 44, 189r, Sin. gr. 427, 10r, EBE 1395, 10r: 
Ƚɪɭɩɩɚ ɫɬɨɹɳɢɯ ɨɫɭɠɞɟɧɧɢɤɨɜ (5, ɜ Sin. gr. 427 – 15) ɫ ɜɨɫɩɚɥɟɧɧɵɦɢ 
ɢ ɜɵɫɭɧɭɬɵɦɢ, ɤɚɤ ɭ ɩɫɨɜ, ɹɡɵɤɚɦɢ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ਥȞ τ૶ țαȪσȦȞȚ ਦαȣτȠઃȢ τȚȝȦȡȠ૨σȚȞ. ȠੈȢ 
αੂ ȖȜ૵σσαȚ φȜεȖȩȝεȞȠȚ, τȠ૨ στȩȝατȠȢ ਩ȟȦ ʌȡȠȕȑȕȜȘȞταȚ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ਿȞ ਥȞ ਥțεȓȞȠȚȢ ȖȜȫσσαȢ φȜεȖȠȝȑȞαȢ 
ੁδȑσșαȚ, țα੿ δȓțȘȞ țȣȞ૵Ȟ τȠ૨ στȩȝατȠȢ ʌȡȠȕαȜȜȠȝȑȞαȢࡆ Ƞੂ ȝ੻Ȟ ਥȞ τ૶ 
țαȪσȦȞȚ ਦαȣτȠઃȢ ਥτȚȝȫȡȠȣȞ PG. T. 88. Col. 768C. 

 

1.19. Ɇɢɧɢɚɬɸɪɚ 21 (ɩɟɫɧɶ 7, ɬɪɨɩɚɪɶ 1): Vat. gr. 1754, 13v, Marc. 
gr. II 32, 212r, Marc. gr. II 44, 190r, Sin. gr. 427, 11r, EBE 1395, 11r: 
Ƚɪɭɩɩɚ ɫɬɨɹɳɢɯ ɨɫɭɠɞɟɧɧɢɤɨɜ (7, ɜ Sin. gr. 427 ɞɜɟ ɝɪɭɩɩɵ: 8 ɢ 7) 
ɦɭɱɚɸɬ ɫɟɛɹ ɯɨɥɨɞɨɦ. 

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ਥȞ τ૶ ȥȪȤεȚ ਦαȣτȠઃȢ ȕασαȞȓȗȠȣσȚ. țα੿ 
τ૶ ʌαȖετ૶ ʌȘȖȞȪȝεȞȠȚ, τȡȑȝȠȣσȚȞ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: Ƞੂ δ੻ ਥȞ τ૶ ȥȪȤεȚ ਦαȣτȠઃȢ ਥȕασȐȞȚȗȠȞ 
PG. T. 88. Col. 768C. 

 

1.20. Ɇɢɧɢɚɬɸɪɚ 22 (ɩɟɫɧɶ 7, ɬɪɨɩɚɪɶ 2): Vat. gr. 1754, 14r, Marc. 
gr. II 32, 212v, Marc. gr. II 44, 190v, Sin. gr. 427, 11v, EBE 1395, 11v: 
ɉɹɬɶ (ɜ Sin. gr. 427 – ɫɟɦɶ) ɦɨɧɚɯɨɜ ɦɭɱɚɸɬ ɫɟɛɹ ɠɚɠɞɨɣ, ɜɵɩɢɜɚɹ 
ɦɚɥɨ ɜɨɞɵ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ τ૶ δȓȥεȚ φȜεȖȩȝεȞȠȚ, ȝȚțȡઁȞ τȠ૨ ੢δατȠȢ 
ਕʌȠȖεȪȠȞταȚ ੖σȠȞ ȝ੽ ਥț δȓȥȘȢ ਕʌȠșαȞε૙Ȟ. țα੿ [ε੝șઃȢ]3 ʌαȪȠȞταȚ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ਯȞȚȠȚ ȝ੻Ȟ ȝȚțȡઁȞ τȠ૨ ੢δατȠȢ 
ਕʌȠȖεȣȩȝεȞȠȚ, ਥʌαȪȠȞτȠ, ੖σȠȞ ȝȩȞȠȞ ȝ੽ ਥț δȓȥȘȢ ਕʌȠșȞ૊σțεȚȞ PG. T. 88. 
Col. 768C. 

 
1 Marc. gr. II 32, 210v, Sin. gr. 427, 9v: ਥȟατȠȞȓσαȞτα. 
2 ȼ Vat. gr. 1754 – ɦɢɧɢɚɬɸɪɚ 17. 
3 EBE 1395, 11v: ε੝șε૙Ȣ. 
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1.21. Ɇɢɧɢɚɬɸɪɚ 23 (ɩɟɫɧɶ 7, ɬɪɨɩɚɪɶ 3): BAR gr. 1294, 9r, Vat.  
gr. 1754, 14v, Marc. gr. II 32, 213r, Marc. gr. II 44, 191r, Sin. gr. 427, 12r, 
EBE 1395, 12r: 5 ɦɨɧɚɯɨɜ (ɜ BAR gr. 1294 – 4, ɜ Sin. gr. 427 – 10) ɢɡ-
ɧɭɪɹɸɬ ɫɟɛɹ ɝɨɥɨɞɨɦ. 

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ȝȚțȡઁȞ τȠ૨ ਙȡτȠȣ ȝεταȜαȝȕȐȞȠȞτεȢ. 
τȠ૨τȠȞ ȝαțȡ੹Ȟ ਦαȣτ૵Ȟ ਕʌȠȡȡȚʌτȠ૨σȚȞ. ਕȞαȟȓȠȣȢ ਦαȣτȠઃȢ ȜȠȖȚțોȢ ਲȖȠȪȝεȞȠȚ 
ȕȡȫσεȦȢ, ੪Ȣ τ੹ ਙȜȠȖα ਩ȡȖα ʌȡȐȟαȞτεȢ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: Ƞੂ δ੻ τȠ૨ ਙȡτȠȣ ȝȚțȡઁȞ ȝεταȜαȝȕȐȞȠȞτεȢ, 
τȠ૨τȠȞ τૌ ȤεȚȡ੿ ȝαțȡ੹Ȟ ਕʌȑ૦૧ȚʌτȠȞ, ਕȞαȟȓȠȣȢ ਦαȣτȠઃȢ ȜȑȖȠȞτεȢ ȜȠȖȚțોȢ 
ȕȡȫσεȦȢ, ੪Ȣ τ੹ τ૵Ȟ ਕȜȩȖȦȞ ਩ȡȖα δȚαʌȡαȟαȝȑȞȠȣȢ PG. T. 88. Col. 768C-D. 

 
1.22. Ɇɢɧɢɚɬɸɪɚ 24 (ɩɟɫɧɶ 7, ɬɪɨɩɚɪɶ 4): BAR gr. 1294, 9v, Vat.  

gr. 1754, 15r, Marc. gr. II 32, 213v, Marc. gr. II 44, 191v, Sin. gr. 427, 12v, 
EBE 1395, 12v: Ƚɪɭɩɩɚ ɦɨɧɚɯɨɜ (7, ɜ Sin. gr. 427 – 10) ɫɬɨɢɬ ɛɟɡɝɥɚɫɧɨ 
ɢ ɧɟɩɨɞɜɢɠɧɨ; Ȼɨɝɨɪɨɞɢɰɚ ɜ ɪɨɫɬ ɫɬɨɢɬ ɦɨɥɢɬɫɹ ɡɚ ɧɢɯ ɋɵɧɭ, Ɍɨɬ ɢɡ 
ɨɛɥɚɤɚ ɛɥɚɝɨɫɥɨɜɥɹɟɬ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ਫ਼ʌઁ τોȢ ਕșȣȝȓαȢ țαταʌȠȞȘșȑȞτεȢ, ਙφȦȞȠȚ 
țα੿ ਕțȓȞȘτȠȚ ੆σταȞταȚ. εੁȢ ȖોȞ τઁ ੕ȝȝα ਥȡεȓσαȞτεȢ, ਕȞșૅ ੰȞ ਲ ΘεȠτȩțȠȢ 
ʌȠȚε૙ταȚ δȑȘσȚȞ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ੂσταȝȑȞȠȣȢ αੁșȡȓȠȣȢ, τȠઃȢ ʌȩδαȢ 
ਕțȚȞȒτȠȣȢ ਩ȤȠȞταȢ PG. T. 88. Col. 765A1. 

 

1.23. Ɇɢɧɢɚɬɸɪɚ 25 (ɩɟɫɧɶ 8, ɬɪɨɩɚɪɶ 1): BAR gr. 1294, 10r, Vat.  
gr. 1754, 15v, Marc. gr. II 32, 214r, Marc. gr. II 44, 192r, Sin. gr. 427, 13r, 
EBE 1395, 13r: Ƚɪɭɩɩɚ ɫɬɨɹɳɢɯ ɦɨɧɚɯɨɜ (5, ɜ BAR gr. 1294 – 4, ɜ Sin. 
gr. 427 – 8) ɜɨɩɪɨɲɚɟɬ ɞɪɭɝ ɞɪɭɝɚ ɨ ɝɪɟɯɚɯ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ʌȡઁȢ ਕȜȜȒȜȠȣȢ δȚαʌȠȡȠ૨σȚȞ, țα੿ ਪțαστȠȢ 
α੝τ૵Ȟ τઁȞ ʌȜȘσȓȠȞ ਥʌεȡȦτ઼. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ȅੂ δ੻ ʌȠȜȜȐțȚȢ țα੿ ʌȡઁȢ ਕȜȜȒȜȠȣȢ 
δȚȘʌȩȡȠȣȞ, țα੿ ਩ȜεȖȠȞࡆ ਣȡα, ਕδεȜφȠ੿ ਕȞȪȠȝεȞ;  ਛȡα τȣȖȤȐȞȠȝεȞ τોȢ 
αੁτȒσεȦȢ; ਛȡα δȑȤεταȚ ʌȐȜȚȞ; ਛȡα ਕȞȠȓȖεȚ; PG. T. 88. Col. 769C. 

 

1.24. Ɇɢɧɢɚɬɸɪɚ 26 (ɩɟɫɧɶ 8, ɬɪɨɩɚɪɶ 2): BAR gr. 1294, 10v, Vat. 
gr. 1754, 16r, Marc. gr. II 32, 214v, Marc. gr. II 44, 192v, Sin. gr. 427, 13v, 
EBE 1395, 13v: 5 ɨɫɭɠɞɟɧɧɢɤɨɜ (ɜ BAR gr. 1294 ɢ EBE 1395 – 4, ɜ Sin. 
gr. 427 – 8) ɜɨɩɪɨɲɚɸɬ ɭɦɢɪɚɸɳɟɝɨ ɛɪɚɬɚ ɨ ɬɨɦ, ɱɬɨ ɨɧ ɱɭɜɫɬɜɭɟɬ. 

 
1 ɋɪ.: ɩɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ ɤ ɦɢɧɢɚɬɸɪɟ 2. 
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ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ȥȣȤȠ૦૧αȖȠ૨Ȟτα τȚȞ੹ ਥȟ α੝τ૵Ȟ 
ʌεȡȚȓσταȞταȚ. ਥʌૅ ਥδȐφȠȣȢ ੢ʌτȚȠȞ țεȓȝεȞȠȞ. țα੿ τૌ σȣȝʌȐșεȚ઺ țαȚȩȝεȞȠȚ, 
ਥȡȦτ૵σȚȞ ʌεȡȚʌαș૵Ȣ τઁȞ ਥțȜεȓʌȠȞτα. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ੘ʌȩταȞ Ȗ੹ȡ Ƞੂ σȣȖțατȐδȚțȠȚ τઁȞ 
ʌȡȠʌȠȡεȣȩȝεȞȠȞ τεȜεȚȠ૨σșαȚ ȝȑȜȜȠȞτα છσșȠȞτȠ, ਩τȚ τȠ૨ ȞȠઁȢ ਥ૦૧ȦȝȑȞȠȣ, 
ʌεȡȚεțȪțȜȠȣȞ, țα੿ δȚȥ૵ȞτεȢ, țα੿ ʌεȞșȠ૨ȞτεȢ, țα੿ ʌȠșȠ૨ȞτεȢ ਥȜεεȚȞȠτȐτ૳ 
ਵșεȚ țα੿ σțȣșȡȦʌ૶ ȜȩȖ૳ τ੽Ȟ țεφαȜ੽Ȟ σεȓȠȞτεȢ τ੽Ȟ ਦαȣτ૵Ȟ, ਱ȡȫτȦȞ τઁȞ 
ਥțȜεȓʌȠȞταࡆ țα੿ țαȚȩȝεȞȠȚ τૌ σȣȝʌαșεȓ઺ τૌ ʌȡઁȢ α੝τઁȞ ਩ȜεȖȠȞࡆ ȉȓ ਥστȚȞ, 
ਕδεȜφ੻ țα੿ σȣȖțατȐδȚțε, ʌ૵Ȣ; τȓ ȜȑȖεȚȢ; τȓ ਥȜʌȓȗεȚȢ; τȓ ਫ਼ʌȠȜαȝȕȐȞεȚȢ; <...> 
PG. T. 88. Col. 772C-D1. 

 

25. Ɇɢɧɢɚɬɸɪɚ 27 (ɩɟɫɧɶ 8, ɬɪɨɩɚɪɶ 3): Vat. gr. 1754, 16v, Marc.  
gr. II 32, 215r, Marc. gr. II 44, 193r, Sin. gr. 427, 14r, EBE 1395, 14r: 
Ƚɪɭɩɩɚ ɫɤɨɪɛɹɳɢɯ ɦɨɧɚɯɨɜ (6, ɜ Sin. gr. 427 – 14) ɜɨɩɪɨɲɚɟɬ ɭɦɢɪɚ-
ɸɳɟɝɨ ɛɪɚɬɚ ɨ ɟɝɨ ɜɢɞɟɧɢɹɯ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ੒ȝȠȓȦȢ τઁȞ ȥȣȤȠ૦૧αȖȠ૨Ȟτα ʌεȡȚȚστȐȝεȞȠȚ. 
ਫ਼ʌȑȤȠȣσȚȞ α੝τ૶ τ੹ ੯τα. țα੿ τ૵Ȟ ʌαȡૅ α੝τȠ૨ ȜεȖȠȝȑȞȦȞ ਕțȡȠ૵ȞταȚ σઃȞ 
ʌȡȠσȠȤૌ. 

ɉɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ: ੘ʌȩταȞ Ȗ੹ȡ Ƞੂ σȣȖțατȐδȚțȠȚ τઁȞ 
ʌȡȠʌȠȡεȣȩȝεȞȠȞ τεȜεȚȠ૨σșαȚ ȝȑȜȜȠȞτα છσșȠȞτȠ, ਩τȚ τȠ૨ ȞȠઁȢ ਥ૦૧ȦȝȑȞȠȣ, 
ʌεȡȚεțȪțȜȠȣȞ, țα੿ δȚȥ૵ȞτεȢ, țα੿ ʌεȞșȠ૨ȞτεȢ, țα੿ ʌȠșȠ૨ȞτεȢ ਥȜεεȚȞȠτȐτ૳ 
ਵșεȚ țα੿ σțȣșȡȦʌ૶ ȜȩȖ૳ τ੽Ȟ țεφαȜ੽Ȟ σεȓȠȞτεȢ τ੽Ȟ ਦαȣτ૵Ȟ, ਱ȡȫτȦȞ τઁȞ 
ਥțȜεȓʌȠȞταࡆ țα੿ țαȚȩȝεȞȠȚ τૌ σȣȝʌαșεȓ઺ τૌ ʌȡઁȢ α੝τઁȞ ਩ȜεȖȠȞࡆ ȉȓ ਥστȚȞ, 
ਕδεȜφ੻ țα੿ σȣȖțατȐδȚțε, ʌ૵Ȣ; τȓ ȜȑȖεȚȢ; τȓ ਥȜʌȓȗεȚȢ; τȓ ਫ਼ʌȠȜαȝȕȐȞεȚȢ; <...> 
PG. T. 88. Col. 772C-D2. 

 
2. Ɇɢɧɢɚɬɸɪɵ, ɧɚɞɩɢɫɢ ɤ ɤɨɬɨɪɵɦ ɧɟ ɢɦɟɸɬ ɩɚɪɚɥɥɟɥɟɣ  

ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ 
 

2.1. Ɇɢɧɢɚɬɸɪɚ 1 (ɩɟɫɧɶ 1, ɬɪɨɩɚɪɶ 1): BAR gr. 1294, 1r, Vat. gr. 1754, 
3v, Marc. gr. II 32, 202r, Marc. gr. II 44, 180r, Sin. gr. 427, 1r, EBE 1395, 1r: 
ɋ ɥɟɜɨɣ ɫɬɨɪɨɧɵ ɂɨɚɧɧ Ʌɟɫɬɜɢɱɧɢɤ3 ɫ ɢɝɭɦɟɧɫɤɢɦ ɩɨɫɨɯɨɦ (ɜ EBE 
1395 ɪɹɞɨɦ ɫ ɧɢɦ ɟɳɟ ɨɞɢɧ ɫɬɚɪɟɰ), ɫ ɩɪɚɜɨɣ – ɝɪɭɩɩɚ ɦɨɧɚɯɨɜ.  

 
1 ɋɪ.: ɩɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ ɤ ɦɢɧɢɚɬɸɪɟ 27. 
2 ɋɪ.: ɩɚɪɚɥɥɟɥɶ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ ɤ ɦɢɧɢɚɬɸɪɟ 26. 
3 ȼ Marc. gr. II 44 ɢ EBE 1395 ɫɨɯɪɚɧɢɥɚɫɶ ɧɚɞɩɢɫɶ ɫ ɢɦɟɧɟɦ ɩɪɟɩ. ɂɨɚɧɧɚ 

Ʌɟɫɬɜɢɱɧɢɤɚ. 
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ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ੘ ਚȖȚȠȢ ੉ȦȐȞȞȘȢ ੒ τોȢ țȜȓȝαțȠȢ. ʌȐȞταȢ τȠઃȢ 
ȕȠȣȜȠȝȑȞȠȣȢ, ʌȡȠτȡȑʌȦȞ εੁȢ ȝετȐȞȠȚαȞ. țα੿ ਫ਼φȘȖȠȪȝεȞȠȢ τ੹ τ૵Ȟ ਖȖȓȦȞ 
țαταδȓțȦȞ. 

 
2.2. Ɇɢɧɢɚɬɸɪɚ 20 (ɩɟɫɧɶ 6, ɬɪɨɩɚɪɶ 4): Vat. gr. 1754, 13r, Marc.  

gr. II 32, 211v, Marc. gr. II 44, 189v, Sin. gr. 427, 10v, EBE 1395, 10v: 
Ƚɪɭɩɩɚ ɫɬɨɹɳɢɯ ɨɫɭɠɞɟɧɧɢɤɨɜ (7, ɜ EBE 1395 – 6, ɜ Sin. gr. 427 – 11), 
ɢɯ ɪɭɤɢ ɜɨɡɞɟɬɵ ɤ Ȼɨɝɨɪɨɞɢɰɟ, Ɉɧɚ ɫ ɧɟɛɟɫ ɩɪɨɬɹɝɢɜɚɟɬ ɢɦ ɪɭɤɭ ɩɨ-
ɦɨɳɢ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ τ੹Ȣ Ȥε૙ȡαȢ ਙȞȦ ʌετȐσαȞτεȢ, τ੽Ȟ ΘεȠτȩțȠȞ 
șεȡȝ૵Ȣ ੂțετεȪȠȣσȚȞ. ਫ਼ʌઁ τોȢ ਥț ȥȣȤોȢ δεȒσεȦȢ ੪σαȞε੿ ਥțțȡεȝȐȝεȞȠȚ. 

 
2.3. Ɇɢɧɢɚɬɸɪɚ 28 (ɩɟɫɧɶ 8, ɬɪɨɩɚɪɶ 4): Vat. gr. 1754, 17r, Marc.  

gr. II 32, 215v, Marc. gr. II 44, 193v, Sin. gr. 427, 14v, EBE 1395, 14v:  
5 (ɜ Sin. gr. 427 – 14) ɦɨɧɚɯɨɜ ɩɪɟɞɫɬɨɹɬ ɜ ɦɨɥɟɧɢɢ Ȼɨɝɨɪɨɞɢɰɟ, Ɉɧɚ 
ɫ ɧɟɛɟɫ ɭɬɟɲɚɟɬ. 

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅ੤τȠȚ ʌȡઁȢ τ੽Ȟ ΘεȠτȩțȠȞ ੂȜαȡ૵Ȣ ਕʌȠȕȜȑʌȠȞτεȢ, 
ε੝φȡȠσȪȞȦȢ ʌαȡૅ α੝τોȢ τ੹ ε੝αȖȖȑȜȚα δȑȤȠȞταȚ. 

 
2.4. Ɇɢɧɢɚɬɸɪɚ 29 (ɩɟɫɧɶ 9, ɬɪɨɩɚɪɶ 1): Vat. gr. 1754, 17v, Marc.  

gr. II 32, 216r, Marc. gr. II 44, 194r, Sin. gr. 427, 15r, EBE 1395, 15r:  
7 ɦɨɧɚɯɨɜ ɫɬɨɹɬ ɜ ɦɨɥɟɧɢɢ ɤ Ƚɨɫɩɨɞɭ, Ɉɧ ɫ ɧɟɛɟɫ ɭɬɟɲɚɟɬ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: Vat. gr. 1754, 17v, Marc. gr. II 32, 216r, Marc. 
gr. II 44, 194r, Sin. gr. 427, 15r: ȅ੤τȠȚ τઁȞ ȋȡȚστઁȞ Ƞ੝ȡαȞȩșεȞ α੝τȠ૙Ȣ 
ਥʌȚφαȚȞȩȝεȞȠȞ ੁδȩȞτεȢ, țα੿ τ੽Ȟ δεȟȚ੹Ȟ α੝τȠ૙Ȣ ʌȡȠτεȓȞȠȞτα, ੪Ȣ ਕȜȘș૵Ȣ 
ȝεταȞȠȒσασȚ țα੿ δεțτ੽Ȟ α੝τ૶ ȝετȐȞȠȚαȞ ȖεȞȑσșαȚ ʌαȡεȖȖȣȫȝεȞȠȞ,  
ਫ਼ʌઁ τોȢ Ȥαȡ઼Ȣ ʌȡઁȢ α੝τઁȞ τ੹Ȣ Ȥε૙ȡαȢ ਥțτεȓȞȠȞτεȢ. ੪σαȞε੿ ȝετȑȦȡȠȚ 
ȖȓȞȠȞταȚ. 

 
2.5. Ɇɢɧɢɚɬɸɪɚ 30 (ɩɟɫɧɶ 9, ɬɪɨɩɚɪɶ 2): Vat. gr. 1754, 18r, Marc.  

gr. II 32, 216v, Marc. gr. II 44, 194v, Sin. gr. 427, 15v, EBE 1395, 15v: 
ɋɥɟɜɚ – ɦɧɨɠɟɫɬɜɨ ɦɨɧɚɯɨɜ, ɜ ɰɟɧɬɪɟ – ɋɩɚɫɢɬɟɥɶ (ɜ ɩɨɹɫɧɨɦ ɜɢɞɟ), 
Ɉɧ ɭɤɚɡɵɜɚɟɬ ɧɚ ɫɟɪɚɮɢɦɚ ɫ ɨɝɧɟɧɧɵɦ ɦɟɱɨɦ, ɡɚ ɤɨɬɨɪɵɦ ɢɡɨɛɪɚɠɟɧ 
ɪɚɣɫɤɢɣ ɫɚɞ (ɜ Sin. gr. 427: ɫɟɪɚɮɢɦ ɛɟɡ ɦɟɱɚ, ɨɧ ɫɬɨɢɬ ɜɨ ɜɪɚɬɚɯ ɪɚɹ, 
ɢɡɨɛɪɚɠɟɧɢɹ ɫɚɞɚ ɧɟɬ). 

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȉȠȪτȠȣȢ τȠઃȢ ȝαțαȡȓȠȣȢ țαταδȓțȠȣȢ ਥȞτઁȢ 
ȖεȞȑσșαȚ τȠ૨ ʌαȡαδε૙σȠȣ ੒ ȋȡȚστઁȢ ʌȡȠσțαȜε૙ταȚ. Ƞੂ δ੻ ੒ȡȝ૵σȚ țα੿ ʌȡઁȢ 
ਥțε૙ȞȠȞ ȕαδȓȗȠȣσȚȞ. 



Ʉɨɦɩɚɪɚɬɢɜɢɫɬɢɤɚ / Comparative Studies 

47 

2.6. Ɇɢɧɢɚɬɸɪɚ 31 (ɩɟɫɧɶ 9, ɬɪɨɩɚɪɶ 3): Vat. gr. 1754, 18v, Marc.  
gr. II 32, 217r, Marc. gr. II 44, 195r, Sin. gr. 427, 16r, EBE 1395, 16r:  
Ɋɚɣ; ɫɥɟɜɚ – ɫɟɪɚɮɢɦ, ɜ ɰɟɧɬɪɟ – ɝɪɭɩɩɚ ɨɫɭɠɞɟɧɧɢɤɨɜ, ɛɥɚɝɨɞɚɪɹɳɢɯ 
Ȼɨɝɚ, Ɉɧ ɫ ɧɟɛɟɫ ɛɥɚɝɨɫɥɨɜɥɹɟɬ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ȅੂ ਚȖȚȠȚ țατȐδȚțȠȚ σઃȞ ȋȡȚστ૶ ਥȞ τ૶ ʌαȡαδεȓσ૳ 
δȚȐȖȠȞτεȢ. ʌȡઁȢ α੝τઁȞ τ੹Ȣ Ȥε૙ȡαȢ ਥțτεȓȞȠȣσȚ, țα੿ ε੝ȤαȡȚστȠ૨σȚȞ ਕȖαȜȜȚȫȝεȞȠȚ. 

 
2.7. Ɇɢɧɢɚɬɸɪɚ 32 (ɩɟɫɧɶ 9, ɬɪɨɩɚɪɶ 4): Vat. gr. 1754, 19r, Marc.  

gr. II 32, 217v, Marc. gr. II 44, 195v, Sin. gr. 427, 16v, EBE 1395, 16v: 
Ɇɧɨɠɟɫɬɜɨ ɦɨɧɚɯɨɜ ɜ ɪɚɸ, ɫ ɧɢɦɢ Ȼɨɝɨɪɨɞɢɰɚ ɦɨɥɢɬɫɹ ɋɵɧɭ, Ɉɧ ɢɡ 
ɨɛɥɚɤɚ ɛɥɚɝɨɫɥɨɜɥɹɟɬ.  

ɇɚɞɩɢɫɶ ɤ ɦɢɧɢɚɬɸɪɟ: ਺ ΘεȠτȩțȠȢ ε੝ȤαȡȚστȠ૨σα ਫ਼ʌ੻ȡ τોȢ τ૵Ȟ 
ȝεταȞȠȘσȐȞτȦȞ σȦτȘȡȓαȢ. țα੿ τોȢ α੝τ૵Ȟ ਥȞ ʌαȡαδεȓσ૳ δȚαȖȦȖોȢ. 

 
ɇɚɛɥɸɞɟɧɢɹ ɢ ɜɵɜɨɞɵ 

 
ɉɚɪɚɥɥɟɥɢ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ ɨɬɫɭɬɫɬɜɭɸɬ ɭ ɨɛɪɚɦɥɹɸɳɢɯ Ʉɚɧɨɧ 

ɬɪɨɩɚɪɟɣ (ɬɪɨɩɚɪɶ 1 ɩɟɫɧɢ 1, ɬɪɨɩɚɪɶ 4 ɩɟɫɧɢ 8 ɢ ɬɪɨɩɚɪɢ 1–4 ɩɟɫɧɢ 9). 
Ɉɬɫɭɬɫɬɜɢɟ ɩɚɪɚɥɥɟɥɢ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ ɭ ɦɢɧɢɚɬɸɪɵ 1 (ɩɟɫɧɶ 1, 

ɬɪɨɩɚɪɶ 1) ɦɨɠɧɨ ɨɛɴɹɫɧɢɬɶ ɬɟɦ, ɱɬɨ ɷɬɨɬ (ɧɚɱɚɥɶɧɵɣ) ɮɪɚɝɦɟɧɬ ɜɵ-
ɩɨɥɧɹɟɬ ɜ Ʉɚɧɨɧɟ ɮɭɧɤɰɢɸ ɜɜɟɞɟɧɢɹ ɜ ɬɟɦɭ «Ɇɨɧɚɲɟɫɤɢɟ ɩɨɞɜɢɝɢ»: 
ɫɥɟɜɚ ɂɨɚɧɧ Ʌɟɫɬɜɢɱɧɢɤ ɫ ɢɝɭɦɟɧɫɤɢɦ ɩɨɫɨɯɨɦ (ɢɡɨɛɪɚɠɟɧɢɟ ɦɨɠɟɬ 
ɛɵɬɶ ɩɨɞɩɢɫɚɧɨ; ɢɧɨɝɞɚ ɪɹɞɨɦ ɫ ɧɢɦ ɟɳɟ ɨɞɢɧ ɢɝɭɦɟɧ), ɫɩɪɚɜɚ – 
ɝɪɭɩɩɚ ɦɨɧɚɯɨɜ, ɩɪɨɫɹɳɢɯ ɢɝɭɦɟɧɚ ɨɬɩɪɚɜɢɬɶ ɢɯ ɞɥɹ ɩɨɤɚɹɧɢɹ  
ɜ ɬɸɪɶɦɭ. Ɂɚɦɟɬɢɦ, ɱɬɨ ɦɢɧɢɚɬɸɪɚ 1 ɢ ɧɚɞɩɢɫɶ ɤ ɧɟɣ ɧɟ ɬɨɥɶɤɨ ɧɟ 
ɢɦɟɸɬ ɩɚɪɚɥɥɟɥɢ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ, ɧɨ ɢ ɫɨɞɟɪɠɚɬ ɧɟɬɨɱɧɨɫɬɶ ɩɪɨ-
ɬɢɜ ɟɟ ɬɟɤɫɬɚ: ɜ ɬɟɦɧɢɰɭ ɦɨɧɚɯɨɜ ɨɬɩɪɚɜɥɹɥ ɧɟ ɂɨɚɧɧ Ʌɟɫɬɜɢɱɧɢɤ,  
ɚ ɧɟɧɚɡɜɚɧɧɵɣ ɢɝɭɦɟɧ ɜɵɲɟɭɩɨɦɹɧɭɬɨɝɨ ɧɟɧɚɡɜɚɧɧɨɝɨ ɦɨɧɚɫɬɵɪɹ 
ɛɥɢɡ Ⱥɥɟɤɫɚɧɞɪɢɢ. 

Ɉɬɫɭɬɫɬɜɢɟ ɩɚɪɚɥɥɟɥɟɣ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ ɭ ɜɫɟɯ ɬɪɨɩɚɪɟɣ ɡɚɤɥɸ-
ɱɢɬɟɥɶɧɨɣ (9-ɣ) ɩɟɫɧɢ, ɧɚ ɧɚɲ ɜɡɝɥɹɞ, ɦɨɠɧɨ ɬɚɤɠɟ ɨɛɴɹɫɧɢɬɶ ɮɭɧɤ-
ɰɢɨɧɚɥɶɧɨɣ ɧɚɝɪɭɡɤɨɣ ɩɨɫɥɟɞɧɟɣ ɩɟɫɧɢ Ʉɚɧɨɧɚ, ɤɨɬɨɪɚɹ ɜɟɧɱɚɟɬ ɬɟɦɭ 
ɩɨɞɜɢɠɧɢɱɟɫɬɜɚ: ɡɚ ɩɪɢɧɹɬɵɟ ɜ ɬɟɦɧɢɰɟ ɞɨɛɪɨɜɨɥɶɧɵɟ ɫɬɪɚɞɚɧɢɹ ɦɭ-
ɱɟɧɢɤɨɜ ɠɞɟɬ ɠɢɡɧɶ ɜ ɪɚɸ, ɝɞɟ ɫ ɧɢɦɢ ɛɭɞɭɬ ɢ Ȼɨɝɨɪɨɞɢɰɚ, ɢ ɫɚɦ ɋɩɚ-
ɫɢɬɟɥɶ. Ɉɛɵɱɧɨ ɂɢɫɭɫ ɏɪɢɫɬɨɫ ɩɪɢɫɭɬɫɬɜɭɟɬ ɧɚ ɦɢɧɢɚɬɸɪɚɯ ɜ ɜɢɞɟ 
ɛɥɚɝɨɫɥɨɜɥɹɸɳɟɣ ɫ ɧɟɛɟɫ ɞɟɫɧɢɰɵ, ɨɞɧɚɤɨ ɜ ɬɪɨɩɚɪɟ 2 ɩɟɫɧɢ 9 Ɉɧ 
ɢɡɨɛɪɚɠɟɧ ɜ ɩɨɹɫɧɨɦ ɜɢɞɟ ɪɹɞɨɦ ɫ ɦɨɧɚɯɚɦɢ-ɩɨɞɜɢɠɧɢɤɚɦɢ. 
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Ɉɬɫɭɬɫɬɜɢɟ ɩɚɪɚɥɥɟɥɟɣ ɜ ɬɟɤɫɬɟ Ʌɟɫɬɜɢɰɵ ɭ ɩɨɫɥɟɞɧɢɯ ɬɪɨɩɚɪɟɣ 
ɩɟɫɧɟɣ 6 ɢ 8 ɨɛɴɹɫɧɹɟɬɫɹ ɡɚɤɨɧɚɦɢ ɠɚɧɪɚ ɝɢɦɧɨɝɪɚɮɢɢ: ɩɨɫɥɟɞɧɢɣ 
ɬɪɨɩɚɪɶ ɩɟɫɧɟɣ Ʉɚɧɨɧɚ ɧɚɡɵɜɚɟɬɫɹ Ȼɨɝɨɪɨɞɢɱɟɧ, ɨɧ ɩɨɫɜɹɳɟɧ ɦɚɬɟɪɢ 
ɋɩɚɫɢɬɟɥɹ, ɤɨɬɨɪɚɹ ɧɚ ɡɟɦɥɟ, ɪɹɞɨɦ ɫ ɝɪɭɩɩɨɣ ɦɨɧɚɯɨɜ, ɨɛɪɚɳɚɟɬɫɹ  
ɤ ɋɵɧɭ ɫ ɩɪɨɫɶɛɨɣ ɨ ɩɨɦɢɥɨɜɚɧɢɢ ɢ ɩɪɨɳɟɧɢɢ ɝɪɟɯɨɜ ɞɨɛɪɨɜɨɥɶɧɵɯ 
ɫɬɪɚɞɚɥɶɰɟɜ. 

ȼ ɪɟɡɭɥɶɬɚɬɟ ɩɪɨɜɟɞɟɧɧɨɝɨ ɬɟɤɫɬɨɥɨɝɢɱɟɫɤɨɝɨ ɚɧɚɥɢɡɚ ɜɵɹɜɢɥɨɫɶ 
ɬɪɢ ɫɥɭɱɚɹ ɫɨɜɩɚɞɟɧɢɣ ɩɚɪɚɥɥɟɥɟɣ ɢɡ Ʌɟɫɬɜɢɰɵ ɤ ɦɢɧɢɚɬɸɪɚɦ Ʉɚ-
ɧɨɧɚ:  

1) ਦτȑȡȠȣȢ ਥȞ ʌȡȠσεȣȤૌ ʌαȡȚσταȝȑȞȠȣȢ, țα੿ ੕ʌȚσșεȞ ਦαȣτ૵Ȟ țαταδȓțȦȞ 
δȓțȘȞ τ੹Ȣ Ȥε૙ȡαȢ σȣȞδȒσαȞταȢ (ɧɚɞɩɢɫɢ ɤ ɦɢɧɢɚɬɸɪɚɦ 4 ɢ 16),  

2) ੂσταȝȑȞȠȣȢ αੁșȡȓȠȣȢ, τȠઃȢ ʌȩδαȢ ਕțȚȞȒτȠȣȢ ਩ȤȠȞταȢ (ɧɚɞɩɢɫɢ ɤ ɦɢ-
ɧɢɚɬɸɪɚɦ 2 ɢ 24),  

3) ੘ʌȩταȞ Ȗ੹ȡ Ƞੂ σȣȖțατȐδȚțȠȚ τઁȞ ʌȡȠʌȠȡεȣȩȝεȞȠȞ τεȜεȚȠ૨σșαȚ 
ȝȑȜȜȠȞτα છσșȠȞτȠ, ਩τȚ τȠ૨ ȞȠઁȢ ਥ૦૧ȦȝȑȞȠȣ, ʌεȡȚεțȪțȜȠȣȞ, țα੿ δȚȥ૵ȞτεȢ, 
țα੿ ʌεȞșȠ૨ȞτεȢ, țα੿ ʌȠșȠ૨ȞτεȢ ਥȜεεȚȞȠτȐτ૳ ਵșεȚ țα੿ σțȣșȡȦʌ૶ ȜȩȖ૳ τ੽Ȟ 
țεφαȜ੽Ȟ σεȓȠȞτεȢ τ੽Ȟ ਦαȣτ૵Ȟ, ਱ȡȫτȦȞ τઁȞ ਥțȜεȓʌȠȞταࡆ țα੿ țαȚȩȝεȞȠȚ τૌ 
σȣȝʌαșεȓ઺ τૌ ʌȡઁȢ α੝τઁȞ ਩ȜεȖȠȞࡆ ȉȓ ਥστȚȞ, ਕδεȜφ੻ țα੿ σȣȖțατȐδȚțε, ʌ૵Ȣ; 
τȓ ȜȑȖεȚȢ; τȓ ਥȜʌȓȗεȚȢ; τȓ ਫ਼ʌȠȜαȝȕȐȞεȚȢ; <...> (ɧɚɞɩɢɫɢ ɤ ɦɢɧɢɚɬɸɪɚɦ 26 
ɢ 27). 

Ʌɟɫɬɜɢɰɚ ɤɚɤ ɩɚɦɹɬɧɢɤ ɜɢɡɚɧɬɢɣɫɤɨɣ ɭɱɢɬɟɥɶɧɨɣ ɥɢɬɟɪɚɬɭɪɵ ɩɨ-
ɫɬɪɨɟɧɚ ɧɚ ɛɢɛɥɟɣɫɤɨɣ ɨɫɧɨɜɟ. Ʉɨɥɢɱɟɫɬɜɨ ɰɢɬɚɬ ɜ ɩɚɦɹɬɧɢɤɟ 
ɨɝɪɨɦɧɨ: ɬɨɥɶɤɨ ɢɡ ɉɫɚɥɬɵɪɢ, ɩɨ ɧɚɲɢɦ ɩɨɞɫɱɟɬɚɦ, Ʌɟɫɬɜɢɰɚ ɫɨɞɟɪ-
ɠɢɬ ɧɟ ɦɟɧɟɟ 173 ɬɨɱɧɵɯ ɰɢɬɚɬ ɢ ɧɟ ɦɟɧɟɟ 271 ɧɟɬɨɱɧɨɣ ɰɢɬɚɬɵ (ɚɥ-
ɥɸɡɢɢ). Ȼɢɛɥɟɣɫɤɢɟ ɰɢɬɚɬɵ ɢɡ ɮɪɚɝɦɟɧɬɨɜ Ʌɟɫɬɜɢɰɵ ɛɵɥɢ ɜɤɥɸɱɟɧɵ 
ɚɜɬɨɪɨɦ Ʉɚɧɨɧɚ ɜ ɬɟɤɫɬ ɟɝɨ ɫɨɱɢɧɟɧɢɹ – ɜ ɧɚɞɩɢɫɢ ɤ ɦɢɧɢɚɬɸɪɚɦ 5, 
15, 17, 18. ȼ ɷɬɨɣ ɫɜɹɡɢ ɛɨɥɶɲɨɣ ɤɭɥɶɬɭɪɨɥɨɝɢɱɟɫɤɢɣ ɢɧɬɟɪɟɫ ɦɨɠɟɬ 
ɩɪɟɞɫɬɚɜɥɹɬɶ ɬɟɦɚ ɢɥɥɸɫɬɪɚɰɢɣ ɜ ɧɚɡɜɚɧɧɵɯ ɦɢɧɢɚɬɸɪɚɯ ɤ ɫɥɟɞɭɸ-
ɳɢɦ ɛɢɛɥɟɣɫɤɢɦ ɰɢɬɚɬɚɦ: ɪɚɫɤɚɢɜɚɸɫɶ ɜ ɩɪɚɯɟ ɢ ɩɟɩɥɟ (ɂɨɜ 42, 6), 
ɫɦɟɪɞɹɬ, ɝɧɨɹɬɫɹ ɪɚɧɵ ɦɨɢ (ɉɫ 37, 6), ɤɨɫɬɢ ɦɨɢ ɩɪɢɥɶɩɧɭɥɢ ɤ ɩɥɨɬɢ 
ɦɨɟɣ (ɉɫ 101, 6), ə ɟɦ ɩɟɩɟɥ, ɤɚɤ ɯɥɟɛ, ɢ ɩɢɬɢɟ ɦɨɟ ɪɚɫɬɜɨɪɹɸ ɫɨ ɫɥɟ-
ɡɚɦɢ (ɉɫ 101, 10), ɹ ɢɫɫɨɯ, ɤɚɤ ɬɪɚɜɚ (ɉɫ 101, 12), ɜɨ ɜɪɟɬɢɳɟ ɢ ɩɟɩɥɟ 
ɩɨɤɚɹɥɢɫɶ (Ɇɮ 11, 21; Ʌɤ 10, 13). 

ɋɨɩɨɫɬɚɜɥɟɧɢɟ ɮɪɚɝɦɟɧɬɨɜ ɢɡ Ʌɟɫɬɜɢɰɵ ɫ ɬɟɤɫɬɚɦɢ ɧɚɞɩɢɫɟɣ ɩɨ-
ɤɚɡɵɜɚɟɬ ɧɟɫɨɜɩɚɞɟɧɢɟ ɢɯ ɥɟɤɫɢɱɟɫɤɨɝɨ ɧɚɩɨɥɧɟɧɢɹ: ɫɜɹɡɢ ɦɟɠɞɭ 
ɷɬɢɦɢ ɬɟɤɫɬɚɦɢ ɤɨɫɜɟɧɧɵɟ, ɩɪɹɦɵɯ ɰɢɬɚɬ ɧɟɬ, ɨɞɢɧɚɤɨɜɵɟ ɫɥɨɜɨ-
ɮɨɪɦɵ ɜɫɬɪɟɱɚɸɬɫɹ ɪɟɞɤɨ. ɇɚɦɢ ɩɪɨɫɦɨɬɪɟɧɨ ɧɟɫɤɨɥɶɤɨ ɞɟɫɹɬɤɨɜ 



Ʉɨɦɩɚɪɚɬɢɜɢɫɬɢɤɚ / Comparative Studies 

49 

ɜɢɡɚɧɬɢɣɫɤɢɯ ɤɨɞɟɤɫɨɜ Ʌɟɫɬɜɢɰɵ IX–XI ɜɜ. – ɜɫɟ ɨɧɢ ɨɛɧɚɪɭɠɢɜɚɸɬ 
ɛɨɥɶɲɭɸ ɬɟɤɫɬɨɥɨɝɢɱɟɫɤɭɸ ɛɥɢɡɨɫɬɶ ɤ ɜɟɪɫɢɢ, ɨɩɭɛɥɢɤɨɜɚɧɧɨɣ  
ɀ.-ɉ. Ɇɢɧɟɦ (PG. Ɍ. 88), ɢ, ɫɥɟɞɨɜɚɬɟɥɶɧɨ, ɢɦɟɸɬ ɪɟɡɤɢɟ ɹɡɵɤɨɜɵɟ 
ɪɚɡɥɢɱɢɹ ɫ ɬɟɤɫɬɚɦɢ ɧɚɞɩɢɫɟɣ ɤ ɦɢɧɢɚɬɸɪɚɦ. ȼ ɫɜɹɡɢ ɫ ɷɬɢɦ ɩɪɢɜɟ-
ɞɟɦ ɨɞɢɧ ɩɪɢɦɟɪ. ȼɨ ɮɪɚɝɦɟɧɬɟ Ʌɟɫɬɜɢɰɵ, ɩɚɪɚɥɥɟɥɶɧɨɦ ɬɟɤɫɬɭ 
ɧɚɞɩɢɫɢ ɤ ɦɢɧɢɚɬɸɪɟ 2, ɮɭɧɤɰɢɨɧɢɪɭɟɬ ɮɨɪɦɚ țαταțȜȠȞȠȣȝȑȞȠȣȢ.  
ȼ ɢɫɬɨɪɢɱɟɫɤɢɯ ɫɥɨɜɚɪɹɯ ɞɪɟɜɧɟɝɪɟɱɟɫɤɨɝɨ ɹɡɵɤɚ ɝɥɚɝɨɥ țαταțȜȠȞȑȦ 
ɨɬɫɭɬɫɬɜɭɟɬ1 , ɢ ɷɬɨɬ ɫɥɭɱɚɣ ɧɟ ɹɜɥɹɟɬɫɹ ɟɞɢɧɢɱɧɵɦ: ɜ ɬɟɤɫɬɟ Ʌɟ-
ɫɬɜɢɰɵ ɜɫɬɪɟɱɚɸɬɫɹ ɫɥɨɜɨɮɨɪɦɵ, ɧɟ ɨɬɦɟɱɟɧɧɵɟ ɥɟɤɫɢɤɨɝɪɚɮɢɱɟɫɤɢ. 
Ɉɱɟɜɢɞɧɨ, ɱɬɨ ɧɟ ɜɨɲɟɞɲɢɟ ɜ ɢɫɬɨɪɢɱɟɫɤɢɟ ɫɥɨɜɚɪɢ ɥɟɤɫɟɦɵ ɩɪɟɞ-
ɫɬɚɜɥɹɸɬ ɫɨɛɨɣ ɪɟɞɤɭɸ (ɜɨɡɦɨɠɧɨ, ɞɢɚɥɟɤɬɧɭɸ) ɥɟɤɫɢɤɭ. ȼ ɧɚɞɩɢɫɢ 
ɤ ɦɢɧɢɚɬɸɪɟ 2 ɮɭɧɤɰɢɨɧɢɪɭɟɬ ɮɨɪɦɚ țαταțȜȫȝεȞȠȚ, ɩɪɢɱɚɫɬɢɟ ɨɬ ɲɢ-
ɪɨɤɨɭɩɨɬɪɟɛɢɬɟɥɶɧɨɝɨ ɝɥɚɝɨɥɚ țαταțȜȓȞȦ. ɉɪɢ ɷɬɨɦ ɩɪɟɞɩɨɥɚɝɚɬɶ  
ɜ ɞɚɧɧɨɦ ɫɥɭɱɚɟ ɥɟɤɫɢɱɟɫɤɭɸ ɡɚɦɟɧɭ țαταțȜȠȞȑȦ ɧɚ țαταțȜȓȞȦ ɧɟ 
ɩɪɟɞɫɬɚɜɥɹɟɬɫɹ ɥɢɧɝɜɢɫɬɢɱɟɫɤɢ ɤɨɪɪɟɤɬɧɵɦ: ɚɜɬɨɪ Ʉɚɧɨɧɚ ɧɟ ɪɟɞɚɤ-
ɬɢɪɨɜɚɥ ɬɟɤɫɬ Ʌɟɫɬɜɢɰɵ, ɤɚɤ ɷɬɨ ɨɱɟɜɢɞɧɨ ɢɡ ɫɨɩɨɫɬɚɜɥɟɧɢɹ ɬɟɤɫɬɨɜ 
ɧɚɞɩɢɫɟɣ ɤ ɦɢɧɢɚɬɸɪɚɦ Ʉɚɧɨɧɚ ɢ Ʌɟɫɬɜɢɰɵ. Ɍɟɤɫɬɵ ɬɪɨɩɚɪɟɣ ɢ 
ɧɚɞɩɢɫɟɣ ɤ ɦɢɧɢɚɬɸɪɚɦ ɦɨɠɧɨ ɧɚɡɜɚɬɶ ɫɜɨɛɨɞɧɵɦ ɚɜɬɨɪɫɤɢɦ ɩɟɪɟ-
ɥɨɠɟɧɢɟɦ Ʌɟɫɬɜɢɰɵ ɧɚ ɹɡɵɤ ɝɢɦɧɨɝɪɚɮɢɢ, ɩɟɪɟɞɚɸɳɢɦ ɧɟ ɫɥɨɜɚ 
ɤɧɢɝɢ, ɚ ɟɟ ɞɭɯ, ɟɟ ɚɬɦɨɫɮɟɪɭ. 

Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɚɧɚɥɢɡ ɧɚɞɩɢɫɟɣ ɤ ɦɢɧɢɚɬɸɪɚɦ Ʉɚɧɨɧɚ ɢ Ʌɟ-
ɫɬɜɢɰɵ ɜɵɹɜɢɥ ɧɚɥɢɱɢɟ ɩɚɪɚɥɥɟɥɟɣ ɧɟ ɤɨ ɜɫɟɦ ɧɚɞɩɢɫɹɦ ɢ ɜ ɬɨ ɠɟ 
ɜɪɟɦɹ ɨɞɢɧɚɤɨɜɵɟ ɩɚɪɚɥɥɟɥɢ ɤ ɪɚɡɧɵɦ ɧɚɞɩɢɫɹɦ, ɜɤɥɸɱɟɧɢɟ ɜ ɨɛɚ 
ɬɟɤɫɬɚ ɨɞɢɧɚɤɨɜɵɯ ɛɢɛɥɟɣɫɤɢɯ ɰɢɬɚɬ ɢ ɪɚɡɧɨɟ ɥɟɤɫɢɱɟɫɤɨɟ ɧɚɩɨɥɧɟ-
ɧɢɟ ɬɟɤɫɬɨɜ. ɉɨ ɫɨɜɨɤɭɩɧɨɫɬɢ ɧɚɡɜɚɧɧɵɯ ɬɟɤɫɬɨɥɨɝɢɱɟɫɤɢɯ ɢ ɥɢɧɝɜɢ-
ɫɬɢɱɟɫɤɢɯ ɩɪɢɦɟɬ ɦɨɠɧɨ ɩɪɟɞɩɨɥɨɠɢɬɶ, ɱɬɨ ɚɜɬɨɪ ɉɨɤɚɹɧɧɨɝɨ ɤɚ-
ɧɨɧɚ, ɜɞɨɯɧɨɜɢɜɲɢɫɶ ɨɩɢɫɚɧɢɹɦɢ ɦɨɧɚɲɟɫɤɢɯ ɩɨɞɜɢɝɨɜ ɭɡɧɢɤɨɜ 
ɬɟɦɧɢɰɵ, ɩɪɢ ɫɨɡɞɚɧɢɢ ɫɜɨɟɝɨ ɬɟɤɫɬɚ ɰɢɬɢɪɨɜɚɥ Ʌɟɫɬɜɢɰɭ ɩɨ ɩɚɦɹɬɢ, 
ɱɬɨ ɩɨɞɬɜɟɪɠɞɚɟɬ ɮɟɧɨɦɟɧɚɥɶɧɨɫɬɶ ɬɚɥɚɧɬɚ ɜɢɡɚɧɬɢɣɫɤɨɝɨ ɝɢɦɧɨ-
ɝɪɚɮɚ ɩɟɪɜɨɣ ɩɨɥɨɜɢɧɵ XI ɜ. – ɨɞɧɨɜɪɟɦɟɧɧɨ ɩɨɷɬɚ ɢ ɯɭɞɨɠɧɢɤɚ, ɢɦɹ 
ɤɨɬɨɪɨɝɨ ɨɫɬɚɟɬɫɹ ɧɟɢɡɜɟɫɬɧɵɦ. 

 
1 ɇɚɦɢ ɩɪɨɫɦɨɬɪɟɧɵ ɫɥɨɜɚɪɢ: 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–IV. Paris, 
1968–1977. 
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tion of the motif, the author claims to explain the aesthetic capacity of the motif 
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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.  
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Ɇɨɬɢɜ ɤɚɤ ɨɛɪɚɡɧɚɹ ɩɨɜɟɫɬɜɨɜɚɬɟɥɶɧɚɹ ɟɞɢɧɢɰɚ ɫɸɠɟɬɚ, ɡɚɤɪɟɩ-
ɥɟɧɧɚɹ ɜ ɬɪɚɞɢɰɢɢ, ɢɦɦɚɧɟɧɬɧɨ ɨɛɥɚɞɚɟɬ ɷɫɬɟɬɢɱɟɫɤɢɦ ɩɨɬɟɧɰɢɚɥɨɦ. 
ɋɨɩɪɹɠɟɧɢɟ ɤɨɧɤɪɟɬɧɨɝɨ ɫɸɠɟɬɚ ɢ ɤɨɧɤɪɟɬɧɨɝɨ ɩɟɪɫɨɧɚɠɚ ɫ ɰɟɧ-
ɧɨɫɬɧɨɣ ɫɢɫɬɟɦɨɣ ɩɪɨɢɫɯɨɞɢɬ ɱɟɪɟɡ ɦɨɬɢɜ, ɫɩɨɫɨɛɧɵɣ ɛɵɬɨɜɚɬɶ ɜ ɜɟ-
ɤɚɯ ɢ ɬɟɦ ɫɜɹɡɵɜɚɸɳɢɣ ɨɬɞɟɥɶɧɵɟ ɩɨɜɟɫɬɜɨɜɚɧɢɹ ɜ ɟɞɢɧɨɟ ɰɟɥɨɟ,  
ɜɵɹɜɥɹɹ ɰɟɧɧɨɫɬɧɵɟ ɫɦɵɫɥɵ, ɚɤɬɭɚɥɶɧɵɟ ɞɥɹ ɱɟɥɨɜɟɱɟɫɬɜɚ / ɷɩɨɯɢ / 
ɧɚɰɢɨɧɚɥɶɧɨɫɬɢ ɜ ɢɯ ɤɨɧɫɬɚɧɬɧɨɫɬɢ ɢ ɷɜɨɥɸɰɢɢ. Ɉɛ ɷɬɨɦ ɝɨɜɨɪɢɥ 
Ⱥ.ɇ. ȼɟɫɟɥɨɜɫɤɢɣ ɜ ɫɬɚɬɶɟ «Ɂɚɞɚɱɢ ɢɫɬɨɪɢɱɟɫɤɨɣ ɩɨɷɬɢɤɢ»: «ɉɨɞ ɷɫ-
ɬɟɬɢɱɟɫɤɢɦ ɦɵ ɪɚɡɭɦɟɟɦ ɬɨɬ ɚɤɬ ɜɨɫɩɪɢɹɬɢɹ ɧɚɦɢ ɨɛɴɟɤɬɨɜ ɜɧɟɲɧɟɝɨ 
ɦɢɪɚ, ɤɨɬɨɪɵɣ ɩɨɫɪɟɞɫɬɜɭɟɬ ɦɟɠɞɭ ɪɚɡɛɪɨɫɚɧɧɨɫɬɶɸ ɦɚɫɫɨɜɵɯ ɜɩɟ-
ɱɚɬɥɟɧɢɣ ɢ ɬɟɦ ɚɧɚɥɢɬɢɱɟɫɤɢɦ ɭɫɜɨɟɧɢɟɦ ɹɜɥɟɧɢɣ, ɤɨɬɨɪɨɟ ɦɵ ɧɚɡɵ-
ɜɚɟɦ ɧɚɭɱɧɵɦ. ȼ ɷɫɬɟɬɢɱɟɫɤɨɦ ɚɤɬɟ ɦɵ ɨɬɜɥɟɤɚɟɦ ɢɡ ɦɢɪɚ ɜɩɟɱɚɬɥɟ-
ɧɢɣ ɡɜɭɤɚ ɢ ɫɜɟɬɚ ɜɧɭɬɪɟɧɧɢɟ ɨɛɪɚɡɵ ɩɪɟɞɦɟɬɨɜ, ɢɯ ɮɨɪɦɵ, ɰɜɟɬɚ, 
ɬɢɩɵ, ɡɜɭɤɢ, ɤɚɤ ɪɚɡɞɟɥɶɧɵɟ ɨɬ ɧɚɫ, ɨɬɨɛɪɚɠɚɸɳɢɟ ɩɪɟɞɦɟɬɧɵɣ ɦɢɪ. 
Ɉɧɢ ɨɬɨɛɪɚɠɚɸɬ ɜɫɟ ɷɬɨ ɭɫɥɨɜɧɨ: ɩɪɟɞɦɟɬɵ ɫɯɜɚɬɵɜɚɸɬɫɹ ɢɧɬɟɧ-
ɫɢɜɧɨ ɫɨ ɫɬɨɪɨɧɵ, ɤɨɬɨɪɚɹ ɩɪɟɞɫɬɚɜɥɹɟɬɫɹ ɧɚɦ ɬɢɩɢɱɟɫɤɨɣ; ɷɬɚ ɬɢɩɢ-
ɱɟɫɤɚɹ ɱɟɪɬɚ ɞɚɟɬ ɟɦɭ ɢɡɜɟɫɬɧɭɸ ɰɟɥɶɧɨɫɬɶ, ɤɚɤ ɛɵ ɥɢɱɧɨɫɬɶ; ɜɨɤɪɭɝ 
ɷɬɨɝɨ ɰɟɧɬɪɚ ɫɨɛɢɪɚɸɬɫɹ ɩɨ ɫɦɟɠɧɨɫɬɢ ɪɹɞɵ ɚɫɫɨɰɢɚɰɢɣ» [1. ɋ. 617]. 
ɇɟɨɛɵɤɧɨɜɟɧɧɚɹ ɭɜɥɟɱɟɧɧɨɫɬɶ ɍɢɥɶɹɦɚ ɒɟɤɫɩɢɪɚ ɦɨɬɢɜɨɦ ɫɚɦɨ-
ɭɛɢɣɫɬɜɚ ɢ ɬɟɫɧɚɹ ɫɜɹɡɶ ɟɝɨ ɬɜɨɪɱɟɫɬɜɚ ɫ ɲɢɪɨɤɢɦ ɪɹɞɨɦ ɥɢɬɟɪɚɬɭɪ-
ɧɵɯ ɢɫɬɨɱɧɢɤɨɜ ɞɚɸɬ ɧɚɦ ɛɨɝɚɬɵɣ ɦɚɬɟɪɢɚɥ ɞɥɹ ɪɚɫɫɦɨɬɪɟɧɢɹ ɷɫɬɟ-
ɬɢɱɟɫɤɨɣ ɮɭɧɤɰɢɢ ɞɚɧɧɨɝɨ ɦɨɬɢɜɚ1.  

Ɉɛɪɚɳɚɹɫɶ ɤ ɢɧɬɟɪɟɫɭɸɳɟɦɭ ɧɚɫ ɜɨɩɪɨɫɭ, ɦɵ ɜ ɩɟɪɜɭɸ ɨɱɟɪɟɞɶ 
ɞɨɥɠɧɵ ɭɱɢɬɵɜɚɬɶ ɠɚɧɪɨɜɭɸ ɫɩɟɰɢɮɢɤɭ ɦɨɬɢɜɚ ɫɚɦɨɭɛɢɣɫɬɜɚ. 
Ɉɩɪɚɜɞɵɜɚɟɬɫɹ ɨɠɢɞɚɧɢɟ ɦɨɬɢɜɚ ɫɚɦɨɭɛɢɣɫɬɜɚ ɜ ɬɪɚɝɟɞɢɹɯ, ɛɨɥɟɟ 
ɬɨɝɨ, ɤɚɤ ɨɬɦɟɬɢɥ ɜ 1971 ɝ. Ʌ.ȿ. ɉɢɧɫɤɢɣ ɜ ɤɨɧɰɟɩɬɭɚɥɶɧɨɣ ɦɨɧɨɝɪɚ-
ɮɢɢ «ɒɟɤɫɩɢɪ: ɨɫɧɨɜɧɵɟ ɧɚɱɚɥɚ ɞɪɚɦɚɬɭɪɝɢɢ», «ɯɚɪɚɤɬɟɪɧɟɟ ɜɫɟɝɨ 
ɞɥɹ ɲɟɤɫɩɢɪɨɜɫɤɢɯ ɪɚɡɜɹɡɨɤ ɫɚɦɨɭɛɢɣɫɬɜɨ ɝɟɪɨɹ ɢ ɝɟɪɨɢɧɢ» [3. ɋ. 112]2. 

 
1 «ɉɪɢɧɰɢɩɢɚɥɶɧɚɹ ɩɪɚɜɨɦɟɪɧɨɫɬɶ ɬɚɤɨɝɨ ɩɨɞɯɨɞɚ» ɞɨɤɚɡɚɧɚ ɢɫɫɥɟɞɨɜɚɧɢɟɦ 

Ʌ. Ɍɪɟɝɭɛɨɜɚ «ɗɫɬɟɬɢɤɚ ɫɚɦɨɭɛɢɣɫɬɜɚ» [2]. 
2 Ʌ.ȿ. ɉɢɧɫɤɢɣ ɭɤɚɡɵɜɚɟɬ, ɱɬɨ ɜ ɬɪɚɝɟɞɢɹɯ ɒɟɤɫɩɢɪɚ ɝɟɪɨɣ ɜɫɟɝɞɚ ɭɦɢɪɚɟɬ, 

ɬɨɝɞɚ ɤɚɤ ɞɥɹ ɤɥɚɫɫɢɱɟɫɤɨɣ ɬɪɚɝɟɞɢɢ ɫɦɟɪɬɶ ɝɟɪɨɹ ɛɵɥɚ ɜɨɡɦɨɠɧɨɣ («Ⱥɧɬɢɝɨɧɚ», 
«ɐɚɪɶ ɗɞɢɩ»), ɧɨ ɧɟ ɨɛɹɡɚɬɟɥɶɧɨɣ: «ɋɦɟɪɬɶ ɝɟɪɨɹ ɧɢɤɨɝɞɚ ɧɟ ɛɵɥɚ ɩɨɤɚɡɚɬɟɥɶɧɨɣ 
ɱɟɪɬɨɣ, ɚ ɬɟɦ ɛɨɥɟɟ ɮɨɪɦɚɥɶɧɵɦ ɩɪɚɜɢɥɨɦ ɤɥɚɫɫɢɱɟɫɤɨɣ ɬɪɚɝɟɞɢɢ. Ɍɚɤɨɝɨ ɩɪɚ-
ɜɢɥɚ ɧɟ ɡɧɚɟɬ ɬɪɚɝɟɞɢɹ ɚɧɬɢɱɧɚɹ, ɝɞɟ ɛɥɚɝɨɩɪɢɹɬɧɭɸ ɪɚɡɜɹɡɤɭ ɩɪɟɞɩɨɱɢɬɚɟɬ ɗɫ-
ɯɢɥ, ɢɧɨɝɞɚ ɋɨɮɨɤɥ ɢ ɞɚɠɟ ȿɜɪɢɩɢɞ. Ƚɢɛɟɥɢ ɝɟɪɨɹ ɢɡɛɟɝɚɸɬ, ɤɚɤ ɩɪɚɜɢɥɨ, ɢɫɩɚɧ-
ɫɤɢɟ ɬɪɚɝɢɤɢ. ɋɪɟɞɢ ɮɪɚɧɰɭɡɫɤɢɯ Ʉɨɪɧɟɥɶ ɜ ɥɭɱɲɢɯ ɬɪɚɞɢɰɢɹɯ ɩɨɱɬɢ ɜɫɟɝɞɚ 
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ȼɨ ɜɫɟɯ ɞɟɫɹɬɢ ɬɪɚɝɟɞɢɹɯ ɜɟɥɢɤɨɝɨ ɞɪɚɦɚɬɭɪɝɚ ɧɚɥɢɱɟɫɬɜɭɟɬ ɦɨɬɢɜ 
ɫɚɦɨɭɛɢɣɫɬɜɚ, ɫɟɦɶ ɩɪɨɬɚɝɨɧɢɫɬɨɜ ɞɨɛɪɨɜɨɥɶɧɨ ɭɯɨɞɹɬ ɢɡ ɠɢɡɧɢ. 
ɀɚɧɪɨɜɚɹ ɫɩɟɰɢɮɢɤɚ ɨɝɪɚɧɢɱɢɜɚɟɬ ɛɵɬɨɜɚɧɢɟ ɞɚɧɧɨɝɨ ɦɨɬɢɜɚ ɜ ɤɨ-
ɦɟɞɢɹɯ, ɨɞɧɚɤɨ ɧɟ ɫɜɨɞɢɬ ɟɝɨ ɧɚ ɧɟɬ. ɋɚɦɨɭɛɢɣɫɬɜɨ ɭɩɨɦɢɧɚɟɬɫɹ ɜ ɤɨ-
ɦɟɞɢɹɯ ɍɢɥɶɹɦɚ ɒɟɤɫɩɢɪɚ «ɍɤɪɨɳɟɧɢɟ ɫɬɪɨɩɬɢɜɨɣ», «Ȼɟɫɩɥɨɞɧɵɟ 
ɭɫɢɥɢɹ ɥɸɛɜɢ», «Ʉɚɤ ɜɚɦ ɷɬɨ ɩɨɧɪɚɜɢɬɫɹ», «Ʉɨɦɟɞɢɹ ɨɲɢɛɨɤ», 
«Ɇɧɨɝɨ ɲɭɦɚ ɢɡ ɧɢɱɟɝɨ», «Ɇɟɪɚ ɡɚ ɦɟɪɭ», «ȼɢɧɞɡɨɪɫɤɢɟ ɧɚɫɦɟɲ-
ɧɢɰɵ», «Ⱦɜɟɧɚɞɰɚɬɚɹ ɧɨɱɶ», «Ʉɨɧɟɰ – ɞɟɥɭ ɜɟɧɟɰ», «ɋɨɧ ɜ ɥɟɬɧɸɸ 
ɧɨɱɶ» ɢ «ȼɟɧɟɰɢɚɧɫɤɢɣ ɤɭɩɟɰ».  

ȼ «ȼɟɧɟɰɢɚɧɫɤɨɦ ɤɭɩɰɟ» ɩɨɜɟɲɟɧɢɟ ɤɚɤ ɫɩɨɫɨɛ ɫɚɦɨɭɛɢɣɫɬɜɚ 
ɭɩɨɦɢɧɚɟɬɫɹ ɱɟɬɵɪɟɠɞɵ, ɢ ɤɚɠɞɵɣ ɪɚɡ – ɤɚɤ ɫɨɜɟɬ ɒɟɣɥɨɤɭ ɨɬ ɞɪɭ-
ɝɢɯ ɩɟɪɫɨɧɚɠɟɣ. Ɉɧɨ ɧɟɢɡɛɟɠɧɨ ɨɬɫɵɥɚɟɬ ɡɪɢɬɟɥɹ ɤ ɩɨɜɟɫɢɜɲɟɦɭɫɹ 
ɨɬ ɫɬɵɞɚ ɢ ɩɨɡɨɪɚ ɂɭɞɟ, ɩɪɟɞɚɜɲɟɦɭ ɏɪɢɫɬɚ. ȼɵɡɵɜɚɹ ɦɵɫɥɢ ɨ ɩɨ-
ɡɨɪɟ, ɫɬɵɞɟ, ɩɪɟɡɪɟɧɢɢ, ɷɬɢ ɚɫɫɨɰɢɚɰɢɢ ɜ XVI ɜ. ɧɨɫɢɥɢ ɤ ɬɨɦɭ ɠɟ ɢ 
ɚɧɬɢɫɟɦɢɬɫɤɢɣ ɯɚɪɚɤɬɟɪ, ɱɬɨ ɦɨɠɧɨ ɧɚɛɥɸɞɚɬɶ ɬɚɤɠɟ ɜ «Ɇɚɥɶɬɢɣ-
ɫɤɨɦ ɟɜɪɟɟ» Ʉɪɢɫɬɨɮɟɪɚ Ɇɚɪɥɨ. Ɉɬɪɢɰɚɬɟɥɶɧɨɟ ɨɬɧɨɲɟɧɢɟ ɜɫɟɯ ɝɟ-
ɪɨɟɜ ɤ ɪɨɫɬɨɜɳɢɤɭ ɭɫɢɥɢɜɚɟɬ ɛɨɥɶɲɨɟ ɤɨɥɢɱɟɫɬɜɨ ɫɥɨɜ ɫ ɧɟɝɚɬɢɜ-
ɧɵɦɢ ɤɨɧɧɨɬɚɰɢɹɦɢ (ɩɨɞɱɟɪɤɧɭɬɵ): 

 
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]1. 
 

Ɉɤɚɡɚɜɲɢɫɶ ɜ ɤɨɦɟɞɢɣɧɨɣ ɯɭɞɨɠɟɫɬɜɟɧɧɨɣ ɭɫɥɨɜɧɨɫɬɢ, ɫɚɦɨ-
ɭɛɢɣɫɬɜɨ ɒɟɣɥɨɤɚ ɧɟ ɦɨɝɥɨ ɨɫɭɳɟɫɬɜɢɬɶɫɹ, ɨɞɧɚɤɨ ɞɚɧɧɵɣ ɩɪɢɦɟɪ 
ɧɚɝɥɹɞɧɨ ɫɜɢɞɟɬɟɥɶɫɬɜɭɟɬ ɨ ɜɨɡɦɨɠɧɨɫɬɢ ɢɧɬɟɪɟɫɭɸɳɟɝɨ ɧɚɫ ɦɨɬɢɜɚ 

 
ɩɪɟɞɩɨɱɢɬɚɟɬ ɪɚɡɜɹɡɤɢ ɫɱɚɫɬɥɢɜɵɟ, ɚ Ɋɚɫɢɧ – ɫɨ ɫɦɟɪɬɶɸ ɝɟɪɨɟɜ ɢ ɝɟɪɨɢɧɶ, ɧɨ ɧɟ 
ɨɛɹɡɚɬɟɥɶɧɨ. ɇɨ ɜɨ ɜɫɟɯ ɞɟɫɹɬɢ ɬɪɚɝɟɞɢɹɯ ɒɟɤɫɩɢɪɚ (ɢ ɨɛɵɱɧɨ ɭ ɞɪɭɝɢɯ «ɟɥɢɡɚ-
ɜɟɬɢɧɰɟɜ») ɝɟɪɨɣ ɜ ɤɨɧɰɟ ɩɨɝɢɛɚɟɬ – ɤɚɬɚɫɬɪɨɮɢɱɟɫɤɚɹ ɪɚɡɜɹɡɤɚ ɜɯɨɞɢɬ ɤɚɤ ɧɨɪɦɚ 
ɜ ɤɨɧɰɟɩɰɢɸ ɬɪɚɝɟɞɢɣɧɨɝɨ ɫɸɠɟɬɚ» [3. ɋ. 112]. 

1 ɉɟɪɜɚɹ ɰɢɮɪɚ ɫɧɨɫɤɢ ɭɤɚɡɵɜɚɟɬ ɧɚ ɧɨɦɟɪ ɢɫɬɨɱɧɢɤɚ ɜ ɫɩɢɫɤɟ, ɜɬɨɪɚɹ – ɧɚ 
ɧɨɦɟɪ ɞɟɣɫɬɜɢɹ, ɬɪɟɬɶɹ – ɧɚ ɧɨɦɟɪ ɹɜɥɟɧɢɹ, ɱɟɬɜɟɪɬɚɹ – ɧɚ ɧɨɦɟɪɚ ɫɬɪɨɤ. ɉɪɢ 
ɩɨɫɥɟɞɭɸɳɢɯ ɰɢɬɚɰɢɹɯ ɩɟɪɜɚɹ ɰɢɮɪɚ (ɭɤɚɡɚɧɢɟ ɧɚ ɢɫɬɨɱɧɢɤ) ɨɩɭɫɤɚɟɬɫɹ. 
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ɜɵɩɨɥɧɹɬɶ ɞɢɞɚɤɬɢɱɟɫɤɭɸ, ɯɚɪɚɤɬɟɪɨɥɨɝɢɱɟɫɤɭɸ ɢ ɨɰɟɧɨɱɧɭɸ ɮɭɧɤ-
ɰɢɢ ɞɚɠɟ ɜ ɷɬɨɦ ɠɚɧɪɟ1. ɋ ɷɫɬɟɬɢɱɟɫɤɨɣ ɬɨɱɤɢ ɡɪɟɧɢɹ ɩɨɜɟɲɟɧɢɟ ɜɵ-
ɡɵɜɚɥɨ ɫɚɦɵɟ ɧɟɩɪɢɹɬɧɵɟ ɨɳɭɳɟɧɢɹ ɭ ɡɪɢɬɟɥɟɣ ɥɢɲɶ ɩɪɢ ɨɞɧɨɦ ɭɩɨ-
ɦɢɧɚɧɢɢ ɧɟ ɬɨɥɶɤɨ ɢɡ-ɡɚ ɛɢɛɥɟɣɫɤɨɣ ɚɥɥɸɡɢɢ, ɧɨ ɢ ɢɡ-ɡɚ ɭɠɚɫɧɨɝɨ 
ɜɢɞɚ ɩɨɝɢɛɲɟɝɨ ɬɚɤɢɦ ɨɛɪɚɡɨɦ ɱɟɥɨɜɟɤɚ.  

ɑɬɨ ɤɚɫɚɟɬɫɹ ɬɪɚɝɟɞɢɣɧɵɯ ɝɟɪɨɟɜ, ɡɚɞɭɦɚɜɲɢɯɫɹ ɨ ɩɟɬɥɟ ɤɚɤ ɫɪɟɞ-
ɫɬɜɟ ɭɯɨɞɚ ɢɡ ɠɢɡɧɢ, (ɯɪɨɧɨɥɨɝɢɱɟɫɤɢ) ɩɟɪɜɨɣ ɜ ɷɬɨɦ ɪɹɞɭ ɹɜɥɹɟɬɫɹ 
Ʌɚɜɢɧɢɹ ɢɡ «Ɍɢɬɚ Ⱥɞɪɨɧɢɤɚ». Ȼɭɞɭɱɢ ɩɪɟɤɪɚɫɧɨɣ ɞɨɱɟɪɶɸ ɛɥɚɝɨɪɨɞ-
ɧɨɝɨ ɪɢɦɥɹɧɢɧɚ ɢ ɜɨɟɧɚɱɚɥɶɧɢɤɚ Ɍɢɬɚ Ⱥɧɞɪɨɧɢɤɚ, ɨɧɚ ɫ ɩɟɪɜɵɯ ɫɰɟɧ 
ɧɚɞɟɥɹɟɬɫɹ ɦɟɬɚɮɨɪɨɣ “virtue’s praise” [6; 1, 1, 171]. Ɂɚ ɩɨɞɞɟɪɠɤɭ ɧɚ 
ɜɵɛɨɪɚɯ ɰɚɪɫɤɢɣ ɫɵɧ ɋɚɬɭɪɧɢɧ ɩɪɨɫɢɬ ɭ Ⱥɧɞɪɨɧɢɤɚ ɪɭɤɢ Ʌɚɜɢɧɢɢ, 
ɩɪɟɞɥɚɝɚɹ ɛɭɞɭɳɟɣ ɫɭɩɪɭɝɟ ɰɟɥɵɣ ɪɹɞ ɥɟɫɬɧɵɯ ɢ ɜɨɡɜɟɥɢɱɢɜɚɸɳɢɯ 
ɨɩɪɟɞɟɥɟɧɢɣ: 

 
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]. 
 

ɑɭɬɶ ɧɢɠɟ ɧɨɜɨɢɡɛɪɚɧɧɵɣ ɢɦɩɟɪɚɬɨɪ ɨɛɪɚɳɚɟɬɫɹ ɤ Ɍɢɬɭ “father of 
my life” [1, 1, 257]. ɋɵɧɨɜɶɹ Ɍɚɦɨɪɵ ɚɫɫɨɰɢɢɪɭɸɬ ɟɟ c ɱɢɫɬɨɬɨɣ, ɰɟ-
ɥɨɦɭɞɪɢɟɦ (“chastity”) [2, 2, 124], ɚ ɛɪɚɬ Ɍɢɬɚ Ɇɚɪɤ ɫɨɱɟɬɚɟɬ ɢɦɹ ɞɟ-
ɜɭɲɤɢ ɫ ɱɟɫɬɶɸ (“honour”). ɇɨ ɜ ɫɥɟɞɭɸɳɢɣ ɪɚɡ ɦɵ ɜɫɬɪɟɱɚɟɦ ɫɥɨɜɚ 
“honour” ɢ “virtue” ɜ ɩɭɝɚɸɳɟɦ ɤɨɧɬɟɤɫɬɟ: 

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

Ɋɟɱɶ Ⱥɪɨɧɚ ɩɪɨɬɢɜɨɩɨɫɬɚɜɥɹɟɬ Ɍɚɦɨɪɭ ɱɟɫɬɢ ɢ ɞɨɫɬɨɢɧɫɬɜɭ, ɢ – 
ɩɨɫɤɨɥɶɤɭ ɷɬɢ ɦɟɬɚɮɨɪɵ «ɩɪɢɧɚɞɥɟɠɚɬ» Ʌɚɜɢɧɢɢ – ɭɤɚɡɵɜɚɟɬ ɧɚ ɩɪɨ-
ɬɢɜɨɫɬɨɹɧɢɟ Ɍɚɦɨɪɵ ɢ Ʌɚɜɢɧɢɢ, ɬɟɦɧɨɝɨ ɢ ɫɜɟɬɥɨɝɨ, ɡɥɨɝɨ ɢ ɞɨɛɪɨɝɨ, 
ɝɨɬɨɜ ɢ ɪɢɦɥɹɧ, ɝɥɭɯɨɣ ɥɟɫɧɨɣ ɱɚɳɢ ɢ ɦɧɨɝɨɥɸɞɧɨɝɨ ɛɥɢɫɬɚɬɟɥɶɧɨɝɨ 
ɝɨɪɨɞɚ, ɩɪɟɫɬɭɩɥɟɧɢɹ ɢ ɫɩɪɚɜɟɞɥɢɜɨɝɨ ɫɭɞɚ. ɉɨɨɳɪɹɟɦɵɟ Ɍɚɦɨɪɨɣ, 
ɢɦɟɧɧɨ Ⱦɟɦɟɬɪɢɣ ɢ ɏɢɪɨɧ, ɟɟ ɫɵɧɨɜɶɹ, ɟɟ ɜɨɩɥɨɳɟɧɢɹ, ɧɚɫɢɥɭɸɬ 

 
1 ȼ ɞɚɧɧɨɦ ɫɥɭɱɚɟ ɦɵ ɩɪɢɞɟɪɠɢɜɚɟɦɫɹ ɫɚɦɨɝɨ ɲɢɪɨɤɨɝɨ ɪɚɡɞɟɥɟɧɢɹ ɩɪɨɢɡɜɟ-

ɞɟɧɢɣ ɒɟɤɫɩɢɪɚ, ɩɪɟɞɩɪɢɧɹɬɨɝɨ ɟɳɟ ɩɟɪɜɵɦɢ ɢɡɞɚɬɟɥɹɦɢ ɫɨɛɪɚɧɢɹ ɟɝɨ ɫɨɱɢɧɟ-
ɧɢɣ. Ɉɞɧɚɤɨ ɧɟ ɨɬɪɢɰɚɟɦ ɥɨɝɢɱɧɨɫɬɢ ɪɚɡɞɟɥɟɧɢɹ ɛɥɨɤɚ ɤɨɦɟɞɢɣ ɧɚ ɫɨɛɫɬɜɟɧɧɨ 
ɤɨɦɟɞɢɢ ɢ ɩɪɨɛɥɟɦɧɵɟ ɩɶɟɫɵ. ɉɨɞɪɨɛɧɟɟ ɨɛ ɷɬɨɦ ɫɦ.: [5]. 
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Ʌɚɜɢɧɢɸ ɜ ɥɟɫɭ, ɨɬɪɟɡɚɸɬ ɟɣ ɹɡɵɤ ɢ ɪɭɤɢ, ɱɬɨɛɵ ɫɤɪɵɬɶ ɩɪɨɢɡɨɲɟɞ-
ɲɟɟ ɨɬ ɪɢɦɥɹɧ. 

ȼ ɧɚɱɚɥɟ ɷɬɨɣ ɫɰɟɧɵ, ɟɳɟ ɧɚɞɟɹɫɶ ɧɚ ɫɩɚɫɟɧɢɟ ɱɟɫɬɢ, Ʌɚɜɢɧɢɹ ɭɦɨ-
ɥɹɟɬ Ɍɚɦɨɪɭ ɩɪɨɹɜɢɬɶ ɦɢɥɨɫɟɪɞɢɟ ɢ ɫɨɛɫɬɜɟɧɧɨɪɭɱɧɨ ɭɛɢɬɶ ɟɟ ɤɢɧ-
ɠɚɥɨɦ: 

 

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 I 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]. 

 

Ȼɥɚɝɨɞɚɪɹ ɢɡɹɳɧɵɦ ɨɤɫɸɦɨɪɨɧɚɦ ɜ ɞɭɯɟ «Ʉɚɧɰɨɧɵ ɨ ɫɦɟɪɬɢ» 
ɉɚɧɞɨɥɶɮɨ Ʉɨɥɟɧɭɱɱɨ (1444–1504) [7] ɫɦɟɪɬɶ ɩɪɟɞɫɬɚɟɬ ɫɩɚɫɟɧɢɟɦ ɢ 
ɧɚɢɥɭɱɲɢɦ ɜɵɯɨɞɨɦ ɢɡ ɫɨɡɞɚɜɲɟɣɫɹ ɫɢɬɭɚɰɢɢ. ɑɭɬɶ ɪɚɧɶɲɟ ɜ ɷɬɨɣ 
ɫɰɟɧɟ ɜɨɡɧɢɤɚɟɬ ɢ ɨɛɪɚɡ ɤɢɧɠɚɥɚ (poniard) ɤɚɤ ɨɪɭɠɢɹ, ɩɨɪɚɠɚɸɳɟɝɨ 
Ʌɚɜɢɧɢɸ. Ɉɞɧɚɤɨ Ɍɚɦɨɪɚ ɢ ɟɟ ɫɵɧɨɜɶɹ ɧɟ ɠɟɥɚɸɬ ɫɥɭɲɚɬɶ ɟɟ ɦɨɥɶɛɵ 
ɢ ɩɪɨɤɥɹɬɶɹ ɢ ɨɬɤɚɡɵɜɚɸɬ ɟɣ ɜ ɫɦɟɪɬɢ, ɬɨ ɟɫɬɶ ɜ ɦɢɥɨɫɟɪɞɢɢ. Ʉɨɝɞɚ  
ɜ ɬɪɟɬɶɟɣ ɫɰɟɧɟ ɜɬɨɪɨɝɨ ɚɤɬɚ ɩɨɹɜɥɹɸɬɫɹ Ʌɚɜɢɧɢɹ ɢ ɧɚɫɢɥɶɧɢɤɢ, ɨɬɪɟ-
ɡɚɜɲɢɟ ɟɣ ɹɡɵɤ ɢ ɪɭɤɢ, ɟɞɜɚ ɥɢ ɧɟ ɩɟɪɜɵɟ ɩɪɨɢɡɧɟɫɟɧɧɵɟ ɢɦɢ ɫɥɨɜɚ – 
ɩɨɠɟɥɚɧɢɟ ɧɟɫɱɚɫɬɧɨɣ ɭɛɢɬɶ ɫɟɛɹ. Ɉɞɧɚɤɨ ɫɢɬɭɚɰɢɹ ɫɚɦɨɭɛɢɣɫɬɜɚ1 
ɭɠɟ ɢɧɚɹ: ɪɟɱɶ ɢɞɟɬ ɧɟ ɨ ɫɩɚɫɟɧɢɢ ɱɟɫɬɢ ɢ ɞɨɫɬɨɢɧɫɬɜɚ, ɚ ɨ ɛɟɝɫɬɜɟ ɨɬ 
ɩɨɡɨɪɚ ɢɡɧɚɫɢɥɨɜɚɧɢɹ. ɉɨɷɬɨɦɭ ɤɢɧɠɚɥ ɫɦɟɧɹɟɬ ɜɟɪɟɜɤɚ (ɩɨɜɟɲɟɧɢɟ) 
ɤɚɤ ɫɢɦɜɨɥ ɩɨɡɨɪɚ.  

ɗɬɨɬ ɨɛɪɚɡ, ɤɚɤ ɦɵ ɝɨɜɨɪɢɥɢ ɜɵɲɟ, ɢɦɦɚɧɟɧɬɟɧ ɟɥɢɡɚɜɟɬɢɧɫɤɨɦɭ 
ɫɨɡɧɚɧɢɸ ɢ ɩɪɢɲɟɥ ɢɡ ɛɢɛɥɟɣɫɤɨɝɨ ɫɸɠɟɬɚ, ɨɞɧɚɤɨ ɨɧ ɛɵɥ ɩɨɩɭɥɹɪɟɧ 
ɢ ɜ ɚɧɬɢɱɧɨɣ ɥɢɬɟɪɚɬɭɪɟ. ɋɨɮɨɤɥ (ɨɤ. 496–406 ɞɨ ɧ.ɷ.) ɱɚɫɬɨ ɨɛɪɚɳɚɟɬɫɹ 
ɤ ɦɨɬɢɜɭ ɫɚɦɨɭɛɢɣɫɬɜɚ ɜ ɫɜɨɟɣ ɞɪɚɦɚɬɭɪɝɢɢ («ɐɚɪɶ ɗɞɢɩ», «Ⱥɧɬɢɝɨɧɚ», 
«Ɍɪɚɯɢɧɹɧɤɢ»). ɇɚɩɪɢɦɟɪ, ɤɨɝɞɚ ɨɬɤɪɵɥɚɫɶ ɩɪɚɜɞɚ ɂɨɤɚɫɬɵ, ɰɚɪɢɰɚ 

 
1  «ɋɸɠɟɬ ɩɪɨɢɡɜɟɞɟɧɢɹ ɫɤɥɚɞɵɜɚɟɬɫɹ ɧɟ ɬɨɥɶɤɨ ɢɡ ɫɨɛɵɬɢɣ, ɧɨ ɬɚɤɠɟ ɢɡ 

ɜɪéɦɟɧɧɵɯ ɫɬɚɬɢɱɟɫɤɢɯ ɩɨɥɨɠɟɧɢɣ ɞɟɣɫɬɜɭɸɳɢɯ ɥɢɰ. Ɍɚɤɢɟ ɩɨɥɨɠɟɧɢɹ ɩɪɢɧɹɬɨ 
ɧɚɡɵɜɚɬɶ ɫɢɬɭɚɰɢɹɦɢ» [8. ɋ. 75−76]. ɉɨɞ ɫɢɬɭɚɰɢɟɣ ɫɚɦɨɭɛɢɣɫɬɜɚ ɦɵ ɛɭɞɟɦ ɩɨɧɢ-
ɦɚɬɶ ɫɢɬɭɚɰɢɸ, ɜ ɤɨɬɨɪɨɣ ɝɟɪɨɢ ɪɟɲɚɸɬ ɞɢɥɟɦɦɭ ɠɢɡɧɢ ɢ ɫɦɟɪɬɢ. ɂɥɢ ɢɧɚɱɟ: ɩɨ-
ɥɨɠɟɧɢɟ ɝɟɪɨɹ, ɜ ɤɨɬɨɪɨɦ ɨɧ ɩɨɫɬɚɜɥɟɧ ɩɟɪɟɞ ɜɵɛɨɪɨɦ ɦɟɠɞɭ ɠɢɡɧɶɸ ɢ ɫɦɟɪɬɶɸ. 
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«ɜ ɢɫɫɬɭɩɥɟɧɶɟ ɝɨɪɹ» ɩɪɢɛɟɝɚɟɬ ɤ ɩɨɦɨɳɢ ɜɟɪɟɜɤɢ. ɋɚɦɨɭɛɢɣɫɬɜɨ ɧɟ 
ɩɪɨɢɫɯɨɞɢɬ ɧɚ ɝɥɚɡɚɯ ɭ ɡɪɢɬɟɥɟɣ, ɨ ɧɟɦ ɫɨɨɛɳɚɸɬ, ɚ ɦɵ ɜɢɞɢɦ ɭɠɟ 
ɛɟɡɞɵɯɚɧɧɵɣ ɬɪɭɩ – ɛɟɡɨɛɪɚɡɧɨɦɭ ɚɤɬɭ ɧɟ ɦɟɫɬɨ ɧɚ ɫɰɟɧɟ [9. ɋ. 50]. 

ɍɠɟ ɭ ȿɜɪɢɩɢɞɚ ɩɟɬɥɹ ɧɟ ɩɪɨɫɬɨ ɫɬɚɧɨɜɢɬɫɹ ɫɩɨɫɨɛɨɦ ɭɣɬɢ ɨɬ ɛɟɫ-
ɫɥɚɜɢɹ, ɝɨɪɹ, ɩɨɡɨɪɚ, ɧɨ ɢ ɩɪɢɨɛɪɟɬɚɟɬ ɨɬɪɢɰɚɬɟɥɶɧɭɸ ɚɤɫɢɨɥɨɝɢɱɟ-
ɫɤɭɸ ɡɧɚɱɢɦɨɫɬɶ. ȼ ɬɪɚɝɟɞɢɢ «ȿɥɟɧɚ» ɭɩɨɦɢɧɚɟɬɫɹ ɫɚɦɨɭɛɢɣɫɬɜɨ ɦɚ-
ɬɟɪɢ ȿɥɟɧɵ Ʌɟɞɵ: «ȼ ɩɟɬɥɟ ɜɤɭɫɢɥɚ Ʌɟɞɚ / ɋɦɟɪɬɶ ɡɚ ɦɨɟ ɛɟɫɱɟɫɬɶɟ», 
ɫɨɟɞɢɧɹɹ ɚɫɫɨɰɢɚɰɢɹɦɢ ɩɨɡɨɪ ɢ ɛɟɫɱɟɫɬɶɟ ɫ ɜɟɪɟɜɤɨɣ ɢ ɩɨɜɟɲɟɧɢɟɦ 
[10. ɋ. 75]. Ⱥ ɧɟɫɤɨɥɶɤɨ ɧɢɠɟ ɤ ɷɬɢɦ ɚɫɫɨɰɢɚɰɢɹɦ ɞɨɛɚɜɥɹɟɬɫɹ ɷɫɬɟ-
ɬɢɤɚ ɛɟɡɨɛɪɚɡɧɨɝɨ. Ƚɟɪɨɢɧɹ, ɢɡ-ɡɚ ɤɨɬɨɪɨɣ ɪɚɡɝɨɪɟɥɚɫɶ Ɍɪɨɹɧɫɤɚɹ 
ɜɨɣɧɚ, ɜ ɭɠɚɫɟ ɨɫɨɡɧɚɟɬ ɟɟ ɩɨɫɥɟɞɫɬɜɢɹ ɢ ɩɪɢɡɵɜɚɟɬ ɫɦɟɪɬɶ: «ɇɟɬ, 
ɥɭɱɲɟ ɫɦɟɪɬɶ… ɇɨ ɬɨɥɶɤɨ ɛɵ ɩɨɤɪɚɲɟ / ȼɢɫɹɱɟɣ ɩɟɬɥɢ ɛɟɡɨɛɪɚɡɟɧ 
ɜɢɞ; / Ɋɚɛɚɦ ɢ ɬɟɦ ɩɨɡɨɪ! ȼ ɦɟɱɟ, ɧɚɩɪɨɬɢɜ, / ȿɫɬɶ ɱɬɨ-ɬɨ ɛɥɚɝɨɪɨɞɧɨɟ. 
Ʉ ɬɨɦɭ ɠɟ / Ɉɞɧɨɣ ɦɢɧɭɬɵ ɞɟɥɨ» [10. ɋ. 79]. ȼ ɟɟ ɫɥɨɜɚɯ ɬɨɱɧɨ ɨɬɪɚ-
ɠɟɧɵ ɤɚɤ ɨɰɟɧɨɱɧɚɹ, ɬɚɤ ɢ ɷɫɬɟɬɢɱɟɫɤɚɹ ɮɭɧɤɰɢɹ ɞɜɭɯ ɨɪɭɞɢɣ ɫɚɦɨ-
ɭɛɢɣɫɬɜɚ. 

ȼɟɪɧɟɦɫɹ ɤ ɲɟɤɫɩɢɪɨɜɫɤɨɣ ɬɪɚɝɟɞɢɢ. Ʉɚɤ ɬɨɥɶɤɨ ɫɢɬɭɚɰɢɹ ɫɚɦɨ-
ɭɛɢɣɫɬɜɚ ɦɟɧɹɟɬɫɹ, ɩɨɹɜɥɹɟɬɫɹ ɢ ɫɥɨɜɨ “shame”, ɩɪɢɦɟɪɹɹ ɧɚ Ʌɚɜɢ-
ɧɢɸ ɫɬɟɩɟɧɶ ɜɢɧɵ ɢ ɨɬɜɟɬɫɬɜɟɧɧɨɫɬɢ, ɤɚɤ ɧɚ ɥɸɛɭɸ ɠɟɧɳɢɧɭ ɬɨɝɨ 
ɜɪɟɦɟɧɢ, ɩɨɞɜɟɪɝɲɭɸɫɹ ɧɚɫɢɥɢɸ. ɋɨɛɫɬɜɟɧɧɨ, ɥɢɲɶ ɧɟɞɚɜɧɨ ɱɟɥɨɜɟ-
ɱɟɫɬɜɨ ɨɬɤɚɡɚɥɨɫɶ (ɧɟ ɩɨɥɧɨɫɬɶɸ) ɨɬ ɢɞɟɢ ɜɨɡɥɚɝɚɬɶ ɨɬɜɟɬɫɬɜɟɧɧɨɫɬɶ 
ɡɚ ɢɡɧɚɫɢɥɨɜɚɧɢɟ ɧɚ ɠɟɧɳɢɧɭ, ɪɚɧɟɟ ɜ ɡɚɩɚɞɧɨɟɜɪɨɩɟɣɫɤɨɣ ɤɭɥɶɬɭɪɟ 
ɜɢɧɚ ɛɵɥɚ ɨɱɟɜɢɞɧɚ ɩɨ ɭɦɨɥɱɚɧɢɸ. ɇɨ ɢɧɬɟɪɟɫɧɨ, ɱɬɨ ɜ ɷɩɨɯɭ ɚɧɬɢɱ-
ɧɨɫɬɢ ɜɢɧɚ ɢ ɧɚɤɚɡɚɧɢɟ ɪɚɫɩɪɟɞɟɥɹɥɢɫɶ ɧɟɫɤɨɥɶɤɨ ɢɧɚɱɟ. Ɍɚɤ, ɜ ɥɸ-
ɛɢɦɵɯ ɒɟɤɫɩɢɪɨɦ «Ɇɟɬɚɦɨɪɮɨɡɚɯ» ɱɢɬɚɟɦ, ɤɚɤ ɘɩɢɬɟɪ ɜ Ⱥɪɤɚɞɢɢ 
ɜɨɫɩɵɥɚɥ ɫɬɪɚɫɬɶɸ ɤ ɧɚɧɨɤɪɢɧɫɤɨɣ ɞɟɜɭɲɤɟ-ɨɯɨɬɧɢɰɟ, ɤɨɬɨɪɚɹ ɧɟ ɡɚ-
ɧɢɦɚɥɚɫɶ «ɱɟɫɚɧɢɟɦ ɲɟɪɫɬɢ ɞɥɹ ɬɤɚɧɟɣ. / Ɋɚɡɧɨɨɛɪɚɡɢɬɶ ɫɜɨɟɣ ɧɟ 
ɭɦɟɥɚ ɩɪɢɱɟɫɤɢ. / Ɉɞɟɠɞɭ / ɉɪɹɠɤɚ ɞɟɪɠɚɥɚ ɧɚ ɧɟɣ, ɚ ɜɨɥɨɫɵ – ɛɟɥɚɹ 
ɩɨɜɹɡɶ» [11, ɫɬɪɨɤɢ 411–413]. Ɉɩɢɫɚɧɢɟ ɩɨɤɚɡɵɜɚɟɬ ɛɟɡɵɫɤɭɫɧɨɫɬɶ, 
«ɩɪɢɪɨɞɧɨɫɬɶ», ɧɚɬɭɪɚɥɶɧɨɫɬɶ ɟɟ ɤɪɚɫɨɬɵ, ɫɬɨɥɶ ɰɟɧɢɦɭɸ ɝɪɟɤɚɦɢ,  
ɚ ɬɚɤɠɟ ɢ ɬɨ, ɱɬɨ ɞɟɜɭɲɤɚ ɧɟ ɢɫɤɚɥɚ ɦɭɠɫɤɨɝɨ ɜɧɢɦɚɧɢɹ ɢ ɫɜɨɢɦɢ 
ɭɯɢɳɪɟɧɢɹɦɢ ɧɟ ɫɬɪɟɦɢɥɚɫɶ ɢɫɤɭɫɢɬɶ ɛɨɝɚ. ɘɩɢɬɟɪ ɩɪɢɧɹɥ ɨɛɥɢɤ ɩɨ-
ɤɪɨɜɢɬɟɥɶɧɢɰɵ ɨɯɨɬɵ Ⱦɢɚɧɵ ɢ ɬɟɦ ɜɨɲɟɥ ɜ ɞɨɜɟɪɢɟ ɤ ɤɪɚɫɚɜɢɰɟ: 
«Ⱦɟɜɭ / ɋɬɢɫɧɭɥ ɜ ɨɛɴɹɬɢɹɯ ɨɧ, ɨɧ ɢ ɫɟɛɹ ɨɛɴɹɜɢɥ ɧɟ ɛɟɡɜɢɧɧɨ. /  
ɋɨɩɪɨɬɢɜɥɹɹɫɶ, ɨɧɚ – ɧɚɫɤɨɥɶɤɨ ɠɟɧɳɢɧɚ ɦɨɠɟɬ / ɋ ɧɢɦ ɜɫɬɭɩɚɟɬ  
ɜ ɛɨɪɶɛɭ, ɧɨ ɘɩɢɬɟɪɚ ɞɟɜɚ ɤɚɤɚɹ / (ȿɫɥɢ ɛɵ ɜɢɞɟɥɚ ɬɵ, ɨ ɋɚɬɭɪɧɢɹ, ɬɵ 
ɛɵ ɫɦɹɝɱɢɥɚɫɶ!) / Ɇɨɠɟɬ ɨɫɢɥɢɬɶ ɢ ɤɬɨ ɢɡ ɛɨɝɨɜ? ɉɨɛɟɞɢɬɟɥɶ ɘɩɢɬɟɪ / 
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ȼɡɦɵɥ ɜ ɧɟɛɟɫɚ. Ɉɩɨɫɬɵɥɟɥ ɟɣ ɥɟɫ – ɞɨɫɬɨɜɟɪɧɵɣ ɫɜɢɞɟɬɟɥɶ, – / ɑɭɬɶ 
ɧɟ ɡɚɛɵɥɚ ɨɧɚ, ɭɞɚɥɹɹɫɶ ɨɬɬɭɞɚ, ɤɨɥɱɚɧ ɫɜɨɣ / ȼɡɹɬɶ ɢ ɫɬɪɟɥɵ, ɢ ɥɭɤ, 
ɧɚ ɜɟɬɤɭ ɩɨɜɟɲɟɧɧɵɣ ɪɹɞɨɦ» [430–439]. ɂɡ ɷɬɨɝɨ ɨɬɪɵɜɤɚ ɹɫɧɨ, ɱɬɨ  
ɜ ɩɨɜɟɞɟɧɢɢ ɞɟɜɭɲɤɢ ɧɟ ɛɵɥɨ «ɫɨɫɬɚɜɚ ɩɪɟɫɬɭɩɥɟɧɢɹ», ɱɬɨ ɚɜɬɨɪ ɧɟ 
ɫɱɢɬɚɟɬ, ɛɭɞɬɨ ɜɨɡɦɨɠɧɨ ɛɵɥɨ ɢɡɛɟɠɚɬɶ ɧɚɫɢɥɢɹ. Ʉɨɝɞɚ ɞɟɜɭɲɤɚ 
ɨɫɦɟɥɢɥɚɫɶ ɩɪɢɛɥɢɡɢɬɶɫɹ ɤ Ⱦɢɚɧɟ ɢ ɟɟ ɧɚɩɟɪɫɧɢɰɚɦ ɢ ɜɦɟɫɬɟ ɫ ɧɢɦɢ 
ɩɨɣɬɢ ɤ ɢɫɬɨɱɧɢɤɭ, ɧɨ «Ʉɚɤ ɩɪɟɫɬɭɩɥɟɧɶɹ – ɭɜɵ! – ɥɢɰɨɦ ɟɣ ɧɟ ɜɵɤɚ-
ɡɚɬɶ ɬɪɭɞɧɨ! / Ɉɱɢ ɟɞɜɚ ɩɨɞɧɹɥɚ, ɩɨɲɥɚ, ɧɨ ɧɟ ɪɹɞɨɦ ɫ ɛɨɝɢɧɟɣ, / Ʉɚɤ 
ɬɨ ɛɵɜɚɥɨ: ɬɟɩɟɪɶ ɢɡ ɰɟɥɨɝɨ ɫɬɪɨɹ ɧɟ ɩɟɪɜɨɣ. / Ɇɨɥɱɚ ɢɞɟɬ ɢ ɫɜɨɟ ɜɵ-
ɞɚɟɬ ɩɨɪɭɝɚɧɶɟ ɪɭɦɹɧɰɟɦ. / Ⱦɟɜɨɣ ɤɨɝɞɚ ɛ ɧɟ ɛɵɥɚ, ɦɨɝɥɚ ɛɵ ɩɨ ɬɵɫɹɱɟ 
ɡɧɚɤɨɜ / ȼɢɞɟɬɶ Ⱦɢɚɧɚ ɜɢɧɭ; ɝɨɜɨɪɹɬ, ɢ ɭɜɢɞɟɥɢ ɧɢɦɮɵ!» [447–452]. 
ȼɢɧɚ ɡɞɟɫɶ ɩɪɟɞɫɬɚɟɬ ɫɥɟɞɫɬɜɢɟɦ ɫɥɭɱɢɜɲɟɝɨɫɹ, ɨɧɚ ɧɟ ɩɪɢɧɢɦɚɟɬ  
ɜ ɪɚɫɱɟɬ ɫɬɟɩɟɧɶ ɭɱɚɫɬɢɹ ɞɟɜɭɲɤɢ ɜ ɩɨɬɟɪɟ ɞɟɜɫɬɜɟɧɧɨɫɬɢ. ɋɟɝɨɞɧɹɲ-
ɧɢɣ ɚɜɬɨɪ ɜɵɪɚɠɚɥ ɛɵ ɫɜɨɟɣ ɝɟɪɨɢɧɟ ɫɨɱɭɜɫɬɜɢɟ ɢ ɠɚɥɨɫɬɶ, ɧɨ Ɉɜɢ-
ɞɢɣ ɜɵɪɚɠɚɟɬ ɭɫɬɚɧɨɜɤɢ ɞɪɭɝɨɝɨ ɦɟɧɬɚɥɢɬɟɬɚ, ɢ ɨɬɬɨɝɨ ɟɳɟ ɭɠɚɫɧɟɟ 
ɤɚɠɟɬɫɹ ɫɨɜɪɟɦɟɧɧɨɦ ɱɢɬɚɬɟɥɸ ɪɟɚɤɰɢɹ ɨɤɪɭɠɚɸɳɢɯ: Ⱦɢɚɧɚ ɡɚɫɬɚɜ-
ɥɹɟɬ ɧɟɫɱɚɫɬɧɭɸ ɪɚɡɞɟɬɶɫɹ ɭ ɢɫɬɨɱɧɢɤɚ ɢ, ɤɨɝɞɚ «ɧɚɝɨɬɨɸ ɛɵɥ ɝɪɟɯ 
ɨɛɧɚɪɭɠɟɧ» [462], ɢɡɝɨɧɹɟɬ ɟɟ. 

Ɋɟɚɤɰɢɹ ɘɧɨɧɵ ɧɟ ɬɨɥɶɤɨ ɧɟ ɜɵɪɚɠɚɟɬ ɱɟɥɨɜɟɤɨɥɸɛɢɹ, ɠɟɧɫɤɨɣ 
ɫɨɥɢɞɚɪɧɨɫɬɢ ɢɥɢ ɦɢɥɨɫɟɪɞɢɹ, ɧɨ ɨɛɧɚɪɭɠɢɜɚɟɬ ɭɞɢɜɢɬɟɥɶɧɭɸ ɧɟ-
ɫɩɪɚɜɟɞɥɢɜɨɫɬɶ: ɩɪɢɡɧɚɜɚɹ «ɘɩɢɬɟɪɚ ɦɟɪɡɨɫɬɶ» [473], ɛɨɝɢɧɹ «ɫɜɢ-
ɪɟɩɨ» ɧɚɡɵɜɚɟɬ ɞɟɜɭɲɤɭ ɛɟɫɩɭɬɧɨɣ ɢ ɧɚɝɥɨɣ, ɭɩɪɟɤɚɟɬ ɡɚ ɧɚɧɟɫɟɧɧɭɸ 
ɟɣ, ɘɧɨɧɟ, ɨɛɢɞɭ ɬɟɦ, ɱɬɨ ɪɨɞɢɥɚ ɨɬ ɘɩɢɬɟɪɚ ɫɵɧɚ, ɢ ɪɟɲɚɟɬ ɥɢɲɢɬɶ 
ɞɟɜɭɲɤɭ ɜɵɫɲɟɣ ɝɪɟɱɟɫɤɨɣ ɰɟɧɧɨɫɬɢ, ɰɟɧɢɦɨɣ ɢ ɪɢɦɥɹɧɚɦɢ, – ɤɪɚ-
ɫɨɬɵ. «Ɇɨɥɜɢɥɚ ɬɚɤ ɢ, ɫɯɜɚɬɢɜ ɡɚ ɜɨɥɨɫɵ, ɬɨɬɱɚɫ ɠɟ ɧɚɡɟɦɶ / Ʉɢɧɭɥɚ 
ɧɚɜɡɧɢɱɶ ɟɟ. ɉɪɨɫɬɢɪɚɥɚ ɦɨɥɢɜɲɚɹ ɪɭɤɢ, – / ɇɚɱɚɥɢ ɪɭɤɢ ɟɟ ɜɞɪɭɝ  
ɱɟɪɧɨɣ ɳɟɬɢɧɢɬɶɫɹ ɲɟɪɫɬɶɸ, / Ʉɢɫɬɢ ɫɤɪɢɜɢɥɢɫɶ, ɩɟɪɫɬɵ ɢɡɨɝɧɭɥɢɫɶ 
ɜ ɡɜɟɪɢɧɵɟ ɤɨɝɬɢ» [476–479]. Ⱦɟɜɭɲɤɚ ɩɪɟɜɪɚɳɟɧɚ ɜ ɦɟɞɜɟɞɢɰɭ, ɢ ɥɢɲɶ 
ɜɦɟɲɚɬɟɥɶɫɬɜɨ ɘɩɢɬɟɪɚ ɧɟ ɩɨɡɜɨɥɢɥɨ ɟɟ ɫɵɧɭ ɭɛɢɬɶ ɦɚɬɶ ɜ ɠɢɜɨɬɧɨɦ 
ɨɛɥɢɱɶɟ. ɗɬɨɬ ɷɩɢɡɨɞ [409–507]1 ɩɨɤɚɡɵɜɚɟɬ, ɱɬɨ ɜɢɧɚ ɜ ɚɧɬɢɱɧɨɦ 
ɦɟɧɬɚɥɢɬɟɬɟ ɜɵɬɟɤɚɥɚ ɧɟ ɢɡ ɫɬɟɩɟɧɢ ɫɨɭɱɚɫɬɢɹ ɢɥɢ ɫɨɡɧɚɬɟɥɶɧɨɫɬɢ ɫɨ-
ɞɟɹɧɧɨɝɨ, ɧɨ ɢɡ ɫɚɦɨɝɨ ɮɚɤɬɚ, ɚ ɫɥɟɞɨɜɚɬɟɥɶɧɨ, ɧɚɤɚɡɚɧɢɟ (ɜɨɡɦɟɡɞɢɟ) 
ɞɨɥɠɧɨ ɛɵɥɨ ɧɚɫɬɭɩɢɬɶ ɜ ɥɸɛɨɦ ɫɥɭɱɚɟ. ɂɧɤɨɪɩɨɪɢɪɨɜɚɧɧɨɫɬɶ 

 
1 Ʉɚɤ ɢ ɦɧɨɝɢɟ ɞɪɭɝɢɟ ɷɩɢɡɨɞɵ ɜ «Ɇɟɬɚɦɨɪɮɨɡɚɯ» ɢ ɚɧɬɢɱɧɨɣ ɥɢɬɟɪɚɬɭɪɟ  

ɜ ɰɟɥɨɦ. əɪɤɢɦ ɩɪɢɦɟɪɨɦ ɹɜɥɹɸɬɫɹ ɫɭɞɶɛɵ ɗɞɢɩɚ ɢ ɂɨɤɚɫɬɵ, ɤɨɬɨɪɵɟ ɞɨɥɠɧɵ 
ɧɟɫɬɢ ɧɚɤɚɡɚɧɢɟ ɡɚ ɬɨ, ɱɬɨ ɫɨɜɟɪɲɢɥɢ ɩɨ ɧɟɜɟɞɟɧɢɸ. 
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ɦɨɬɢɜɨɜ ɜɢɧɵ ɢ ɧɚɤɚɡɚɧɢɹ ɜɨ ɜɫɟ ɨɜɢɞɢɟɜɫɤɢɟ ɦɟɬɚɦɨɪɮɨɡɵ ɩɨɞɱɟɪ-
ɤɢɜɚɥ Ƚ.ȼ.Ɏ. Ƚɟɝɟɥɶ [12. ɋ. 103–105, 159–165].  

ȼ ɷɩɨɯɭ ɋɪɟɞɧɟɜɟɤɨɜɶɹ ɜɢɧɚ ɩɟɪɟɯɨɞɢɬ ɢɡ ɨɛɥɚɫɬɢ ɨɛɴɟɤɬɢɜɧɨɝɨ  
ɜ ɫɭɛɴɟɤɬɢɜɧɨɟ. Ɉɧɚ ɫɬɚɧɨɜɢɬɫɹ ɥɢɱɧɨɣ, ɩɪɟɞɩɨɥɚɝɚɹ ɨɛɜɢɧɟɧɢɟ, ɡɚ-
ɳɢɬɭ, ɢɧɬɟɪɩɪɟɬɚɰɢɸ – ɨɬɤɪɵɜɚɹ ɲɢɪɨɤɨɟ ɩɨɥɟ ɞɥɹ ɪɚɡɧɨɱɬɟɧɢɹ. 
ɉɪɟɤɪɚɫɧɵɣ ɩɪɢɦɟɪ ɬɚɤɨɣ ɧɨɜɨɣ ɢɧɬɟɪɩɪɟɬɚɰɢɢ ɹɜɥɹɸɬ ɪɚɡɦɵɲɥɟ-
ɧɢɹ Ⱥɜɝɭɫɬɢɧɚ Ȼɥɚɠɟɧɧɨɝɨ ɨ ɫɭɞɶɛɟ Ʌɭɤɪɟɰɢɢ, ɟɟ ɜɨɜɥɟɱɟɧɧɨɫɬɢ ɜ ɢɡ-
ɧɚɫɢɥɨɜɚɧɢɟ ɢ ɝɪɟɯɟ ɫɚɦɨɭɛɢɣɫɬɜɚ: “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. I, 19]. ȿɫɬɟɫɬɜɟɧɧɨ, ɧɚɱɚɜ ɫ ɬɚɤɨɝɨ ɬɟɡɢɫɚ, Ⱥɜɝɭɫɬɢɧ 
ɞɚɥɶɲɟ ɩɪɟɞɩɨɥɚɝɚɟɬ ɜɢɧɭ Ʌɭɤɪɟɰɢɢ ɜ ɬɨɦ, ɱɬɨ ɨɧɚ ɩɨɥɭɱɢɥɚ ɧɚɫɥɚ-
ɠɞɟɧɢɟ ɨɬ ɩɪɟɥɸɛɨɞɟɹɧɢɹ ɢ, ɦɭɱɢɦɚɹ ɡɚ ɷɬɨ ɫɨɜɟɫɬɶɸ, ɭɛɢɥɚ ɫɟɛɹ: 
“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] Ⱦɚɥɟɟ ɨɬ ɩɪɢɦɟɪɚ Ʌɭɤɪɟ-
ɰɢɢ Ⱥɜɝɭɫɬɢɧ ɩɟɪɟɯɨɞɢɬ ɤ ɞɪɭɝɢɦ ɠɟɧɳɢɧɚɦ, ɨɤɚɡɚɜɲɢɦɫɹ ɜ ɩɨɞɨɛ-
ɧɨɣ ɫɢɬɭɚɰɢɢ, ɩɨɫɤɨɥɶɤɭ ɰɟɥɶ ɟɝɨ ɩɟɪɜɨɧɚɱɚɥɶɧɚɹ ɢ ɛɥɚɝɚɹ – ɨɬɝɨɜɨ-
ɪɢɬɶ ɯɪɢɫɬɢɚɧɨɤ ɨɬ ɫɚɦɨɭɛɢɣɫɬɜɚ ɩɨɫɥɟ ɢɡɧɚɫɢɥɨɜɚɧɢɹ (ɩɨɜɟɞɟɧɢɹ, 
ɡɚɤɪɟɩɥɟɧɧɨɝɨ ɩɪɚɤɬɢɤɨɣ ɜɟɤɨɜ). “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]. ɇɚɫɬɚɜɥɟɧɢɹ Ⱥɜɝɭɫɬɢɧɚ 
ɪɚɫɲɚɬɚɥɢ ɫɜɹɡɶ ɦɟɠɞɭ ɢɡɧɚɫɢɥɨɜɚɧɢɟɦ ɢ ɫɚɦɨɭɛɢɣɫɬɜɨɦ, ɨɞɧɚɤɨ ɧɟ 
ɨɛɨɪɜɚɥɢ ɟɟ. ɉɟɪɫɨɧɚɥɢɡɚɰɢɹ ɜɢɧɵ, ɩɟɪɟɧɨɫ ɜɧɢɦɚɧɢɹ ɫ ɧɚɫɢɥɶɧɢɤɚ 
ɧɚ ɠɟɪɬɜɭ ɬɟɦ ɛɨɥɟɟ ɧɟ ɫɩɨɫɨɛɫɬɜɨɜɚɥɢ ɨɬɤɚɡɭ ɨɬ ɞɨɛɪɨɜɨɥɶɧɨɣ 
ɫɦɟɪɬɢ. ɗɬɨ ɩɨɤɚɡɵɜɚɸɬ ɤɚɤ ɫɨɰɢɨɥɨɝɢɱɟɫɤɢɟ ɢɫɫɥɟɞɨɜɚɧɢɹ [14], ɬɚɤ 
ɢ ɯɭɞɨɠɟɫɬɜɟɧɧɵɟ ɩɪɨɢɡɜɟɞɟɧɢɹ, ɜ ɬɨɦ ɱɢɫɥɟ ɲɟɤɫɩɢɪɨɜɫɤɢɟ «Ʌɭɤɪɟ-
ɰɢɹ» ɢ «Ɍɢɬ Ⱥɧɞɪɨɧɢɤ». 

Ɍɟɩɟɪɶ ɦɵ ɩɨɧɢɦɚɟɦ, ɩɨɱɟɦɭ ɜ ɷɬɨɣ ɬɪɚɝɟɞɢɢ ɢɞɟɹ ɫɭɢɰɢɞɚ ɥɨɝɢ-
ɱɟɫɤɢ ɜɵɬɟɤɚɟɬ ɢɡ ɫɨɡɞɚɜɲɟɣɫɹ ɫɢɬɭɚɰɢɢ. ȼ ɪɟɱɢ ɧɚɫɢɥɶɧɢɤɨɜ, ɧɨɫɢ-
ɬɟɥɟɣ ɨɫɧɨɜɧɨɝɨ ɡɥɚ ɜ ɬɪɚɝɟɞɢɢ, ɫɚɦɨɭɛɢɣɫɬɜɨ ɡɚɹɜɥɟɧɨ ɛɟɡɚɩɟɥɥɹɰɢ-
ɨɧɧɨ: “And ‘twere my cause, I should go hang myself” – ɡɚɹɜɥɹɟɬ ɏɢɪɨɧ, 
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ɟɦɭ ɜɬɨɪɢɬ Ⱦɟɦɟɬɪɢɣ: “If thou hadst hands to help thee knit the cord” [2, 
3, 9–10]. Ɍɟɦ ɡɧɚɱɢɦɟɟ ɪɟɱɶ ɞɹɞɢ ௅ ɩɟɪɜɨɝɨ ɪɨɞɫɬɜɟɧɧɢɤɚ, ɭɜɢɞɟɜɲɟɝɨ 
Ʌɚɜɢɧɢɸ. Ɉɱɢɳɟɧɢɟ ɠɟɪɬɜɵ ɨɬ ɩɨɞɪɚɡɭɦɟɜɚɟɦɵɯ ɜɢɧɵ ɢ ɩɨɡɨɪɚ  
ɫɬɚɧɨɜɢɬɫɹ ɨɫɧɨɜɧɨɣ ɮɭɧɤɰɢɟɣ ɷɬɨɣ ɞɟɣɫɬɜɢɬɟɥɶɧɨ ɞɥɢɧɧɨɣ ɪɟɱɢ  
ɜ 46 ɫɬɪɨɤ, ɧɟ ɫɨɨɛɳɚɸɳɟɣ ɧɚɦ ɚɛɫɨɥɸɬɧɨ ɧɢɱɟɝɨ ɧɨɜɨɝɨ, ɬɨ ɟɫɬɶ ɧɟ 
ɩɪɨɞɜɢɝɚɸɳɟɣ ɫɸɠɟɬ, ɧɨ ɥɢɲɶ ɜɵɪɚɠɚɸɳɟɣ ɷɦɨɰɢɢ ɩɨɥɨɠɢɬɟɥɶ-
ɧɨɝɨ ɝɟɪɨɹ, ɟɝɨ ɨɰɟɧɤɭ ɢɡɧɚɫɢɥɨɜɚɧɧɨɣ Ʌɚɜɢɧɢɢ ɢ ɟɟ ɫɭɞɶɛɵ. Ɇɚɪɤ 
ɩɟɪɜɨɧɚɱɚɥɶɧɨ ɨɩɢɫɵɜɚɟɬ ɟɟ ɩɨɜɟɞɟɧɢɟ ɤɚɤ ɩɨɜɟɞɟɧɢɟ ɫɬɵɞɚ (“thy 
cheeks look red”, “sorrow concealed”, “niece flies away so fast”, etc. [3, 
1]), ɧɨ ɡɚɬɟɦ ɭɫɩɨɤɚɢɜɚɟɬ ɞɟɜɭɲɤɭ, ɩɪɢɡɵɜɚɟɬ ɧɟ ɭɯɨɞɢɬɶ, ɧɨ ɩɨɩɥɚ-
ɤɚɬɶ ɫ ɧɢɦ ɨ ɫɜɨɟɣ ɭɱɚɫɬɢ. Ⱦɚɥɟɟ ɧɢ ɨɬɟɰ, ɧɢ ɞɹɞɹ, ɧɢ ɛɪɚɬ ɭɠɟ ɧɟ 
ɡɚɝɨɜɚɪɢɜɚɸɬ ɨ ɩɨɡɨɪɟ, ɧɨ ɫɬɪɚɞɚɸɬ ɫ Ʌɚɜɢɧɢɟɣ, ɥɶɸɬ ɫ ɧɟɸ ɫɥɟɡɵ, 
ɨɩɢɫɵɜɚɸɬ ɟɟ ɤɚɤ “sweet”, “tender”, “poor”, “gentle”, “dearer than my 
soul” [3, 1]. ɇɟ ɢɞɟɹ ɩɨɡɨɪɚ, ɚ ɦɵɫɥɶ ɨ ɛɟɫɫɦɵɫɥɟɧɧɨɫɬɢ ɠɢɡɧɢ ɢ ɛɟɫ-
ɤɨɧɟɱɧɵɯ ɫɬɪɚɞɚɧɢɹɯ ɜ ɧɟɣ ɡɚɫɬɚɜɥɹɸɬ Ɍɢɬɚ Ⱥɧɞɪɨɧɢɤɚ ɩɨɠɟɥɚɬɶ Ʌɚ-
ɜɢɧɢɢ ɫɨɜɟɪɲɢɬɶ ɫɚɦɨɭɛɢɣɫɬɜɨ: 

 
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]. 

 
Ɇɨɬɢɜ ɩɨɡɨɪɚ ɨɬɫɭɬɫɬɜɭɟɬ ɜ ɷɬɨɣ ɫɰɟɧɟ, ɜɟɞɶ Ɍɢɬ ɚɩɟɥɥɢɪɭɟɬ ɤ ɛɥɚ-

ɝɨɪɨɞɧɨɦɭ ɯɨɥɨɞɧɨɦɭ ɨɪɭɠɢɸ ɤɚɤ ɫɪɟɞɫɬɜɭ ɢɡɛɚɜɢɬɶ ɨɬ ɧɟɫɱɚɫɬɧɨɣ 
ɠɢɡɧɢ. ɂɧɬɟɪɟɫɧɚ ɧɟɛɨɥɶɲɚɹ ɞɢɫɤɭɫɫɢɹ ɦɟɠɞɭ ɞɹɞɟɣ ɢ ɨɬɰɨɦ. Ɇɚɪɤ 
ɜɨɡɦɭɳɚɟɬɫɹ ɬɟɦ, ɱɬɨ Ɍɢɬ ɩɪɟɞɥɚɝɚɟɬ ɞɨɱɟɪɢ ɧɚɥɨɠɢɬɶ ɧɚ ɫɟɛɹ ɪɭɤɢ, 
ɧɨ Ɍɢɬ ɰɟɩɥɹɟɬɫɹ ɡɚ ɫɥɨɜɨ «ɪɭɤɢ», ɞɟɦɟɬɚɮɨɪɢɡɢɪɭɟɬ ɫɥɨɜɚ ɛɪɚɬɚ ɢ 
ɩɟɪɟɜɨɞɢɬ ɪɚɡɝɨɜɨɪ ɧɚ ɧɟɫɱɚɫɬɧɨɟ ɛɟɡɪɭɤɨɟ ɩɨɥɨɠɟɧɢɢ Ʌɚɜɢɧɢɢ, 
ɫɥɨɜɧɨ ɫɬɵɞɹɫɶ ɫɜɨɟɣ ɩɪɟɞɵɞɭɳɟɣ ɪɟɱɢ. ɂɫɩɵɬɵɜɚɟɬ ɨɧ ɫɬɵɞ ɢ ɡɚ ɬɨ, 
ɱɬɨ ɧɟ ɦɨɠɟɬ ɫɩɚɫɬɢ ɞɨɱɶ, ɧɨ ɦɨɠɟɬ ɥɢɲɶ ɩɵɬɚɬɶɫɹ ɩɨɧɹɬɶ ɟɟ ɢ ɡɞɟɫɶ 
ɩɟɪɟɯɨɞɢɬ ɧɚ ɥɸɛɢɦɭɸ ɒɟɤɫɩɢɪɨɦ ɦɟɬɚɮɨɪɭ ɲɢɮɪɚ (cinder), ɤ ɤɨɬɨ-
ɪɨɣ ɦɧɨɝɨ ɨɛɪɚɳɚɥɢɫɶ ɲɟɤɫɩɢɪɨɜɟɞɵ ɜ ɤɨɧɰɟ XX – ɧɚɱɚɥɟ XXI ɜ. 
ɜɜɢɞɭ ɫɢɧɨɧɢɦɢɱɧɨɫɬɢ ɬɟɤɫɬɚ ɢ ɢɫɬɨɪɢɢ ɞɥɹ ɩɨɫɬɦɨɞɟɪɧɢɫɬɫɤɨɝɨ ɫɨ-
ɡɧɚɧɢɹ. ɇɟ ɦɟɧɟɟ ɢɧɬɟɪɟɫɧɨ ɜɡɝɥɹɧɭɬɶ ɫɤɜɨɡɶ ɩɨɫɬɦɨɞɟɪɧɢɫɬɫɤɭɸ 
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ɨɩɬɢɤɭ ɢ ɧɚ ɨɩɩɨɡɢɰɢɸ ɧɟɩɥɨɞɨɬɜɨɪɧɨɣ ɪɢɬɨɪɢɱɧɨɫɬɢ ɝɟɪɨɟɜ ɢ ɝɨɜɨ-
ɪɹɳɟɝɨ ɫɥɨɜɚ ɤɧɢɝɢ, ɤɨɬɨɪɨɣ ɛɟɡ ɹɡɵɤɚ ɭɞɚɟɬɫɹ ɩɨɜɟɞɚɬɶ ɩɪɚɜɞɭ ɨ ɩɪɨ-
ɢɡɨɲɟɞɲɟɦ ɫ Ʌɚɜɢɧɢɟɣ [15], ɜɨɣɞɹ ɩɪɢ ɷɬɨɦ ɜ ɦɟɬɚɮɨɪɢɱɟɫɤɢɟ ɨɬɧɨ-
ɲɟɧɢɹ ɫ ɞɢɫɤɭɪɫɨɦ ɝɥɚɜɧɨɣ ɝɟɪɨɢɧɢ – ɞɟɜɭɲɤɢ ɛɟɡ ɹɡɵɤɚ. 

Ɋɚɫɤɪɵɬɶ ɩɪɚɜɞɭ Ʌɚɜɢɧɢɹ ɫɭɦɟɥɚ ɫ ɩɨɦɨɳɶɸ «Ɇɟɬɚɦɨɪɮɨɡ» Ɉɜɢ-
ɞɢɹ. ȼ ɧɢɯ ɨɧɚ ɩɨɤɚɡɚɥɚ ɪɨɞɧɵɦ ɢɫɬɨɪɢɸ Ɏɢɥɨɦɟɥɵ, ɤɨɬɨɪɭɸ ɢɡɧɚ-
ɫɢɥɨɜɚɥ ɜ ɥɟɫɭ Ɍɟɪɟɣ, ɨɬɪɟɡɚɜ ɟɣ ɹɡɵɤ ɢ ɪɭɤɢ. ȼɩɪɨɱɟɦ, ɡɪɢɬɟɥɶ  
(ɢ ɱɢɬɚɬɟɥɶ) ɭɜɢɞɟɥ ɩɚɪɚɥɥɟɥɶ ɦɟɠɞɭ ɫɭɞɶɛɚɦɢ ɞɜɭɯ ɠɟɧɳɢɧ ɪɚɧɶɲɟ. 
Ɍɚɤ, ɢɦɹ Ɍɟɪɟɹ ɭɠɟ ɭɩɨɦɢɧɚɥɨɫɶ ɜɨ ɜɬɨɪɨɦ ɚɤɬɟ ɢ ɞɜɚɠɞɵ ɜ ɧɚɱɚɥɟ 
ɬɪɟɬɶɟɝɨ, ɞɚ ɢ ɩɪɨɫɬɪɚɧɫɬɜɨ ɥɟɫɚ ɜɵɛɪɚɧɨ ɒɟɤɫɩɢɪɨɦ, ɦɵ ɫɱɢɬɚɟɦ, ɧɟ 
ɛɟɡ ɧɚɦɟɤɚ. Ʉɚɤ ɜɫɟɝɞɚ ɭ ɒɟɤɫɩɢɪɚ, ɦɟɬɚɮɨɪɵ, ɩɟɪɟɩɥɟɬɚɹɫɶ, ɨɛɪɚ-
ɡɭɸɬ ɫɟɬɶ ɩɨɞɫɤɚɡɨɤ ɢ ɩɪɟɞɜɨɫɯɢɳɟɧɢɣ (ɩɪɢɟɦ, ɫɜɨɣɫɬɜɟɧɧɵɣ ɢ ɞɪɟɜ-
ɧɟɪɢɦɫɤɨɣ ɞɪɚɦɟ, ɜ ɱɚɫɬɧɨɫɬɢ, ɯɨɪɨɲɨ ɡɧɚɤɨɦɵɣ ɒɟɤɫɩɢɪɭ ɩɨ ɬɪɚɝɟ-
ɞɢɹɦ ɋɟɧɟɤɢ). 

Ɍɚɤɚɹ ɠɟ ɫɟɬɶ ɚɥɥɸɡɢɣ ɫɜɹɡɵɜɚɟɬ ɬɪɚɝɟɞɢɸ «Ɍɢɬ Ⱥɧɞɪɨɧɢɤ» ɫ ɫɸ-
ɠɟɬɨɦ ɨ Ʌɭɤɪɟɰɢɢ ɢ, ɫɨɨɬɜɟɬɫɬɜɟɧɧɨ, ɫɨɛɫɬɜɟɧɧɨɣ ɲɟɤɫɩɢɪɨɜɫɤɨɣ 
ɩɨɷɦɨɣ «Ʌɭɤɪɟɰɢɹ», ɧɚɩɢɫɚɧɧɨɣ ɜ ɬɟ ɠɟ ɝɨɞɵ [16]1. ɗɬɨ ɢ ɩɪɹɦɵɟ ɭɩɨ-
ɦɢɧɚɧɢɹ ɡɧɚɦɟɧɢɬɨɣ ɪɢɦɫɤɨɣ ɦɚɬɪɨɧɵ, ɱɶɹ ɬɪɚɝɟɞɢɹ ɢ ɫɚɦɨɭɛɢɣɫɬɜɨ 
ɫɩɨɞɜɢɝɥɢ ɦɫɬɹɳɢɯ ɪɢɦɥɹɧ ɧɚ ɢɡɦɟɧɟɧɢɟ ɝɨɫɭɞɚɪɫɬɜɟɧɧɨɝɨ ɫɬɪɨɹ. 
ɉɟɪɜɨɟ ɭɩɨɦɢɧɚɧɢɟ ɜɫɬɪɟɱɚɟɬɫɹ ɜ ɪɟɱɢ Ⱥɪɨɧɚ: “Lucrece was not more 
chaste / Than this Lavinia” [6; 2, 2, 109–110]. Ɇɚɜɪ ɭɜɟɳɟɜɚɟɬ ɫɵɧɨɜɟɣ 

 
1  Ɉɛɚ ɩɪɨɢɡɜɟɞɟɧɢɹ ɛɵɥɢ ɡɚɪɟɝɢɫɬɪɢɪɨɜɚɧɵ ɜ ɨɞɢɧ ɝɨɞ: «Ɍɢɬ Ⱥɧɞɪɨɧɢɤ»  

6 ɮɟɜɪɚɥɹ, «Ɉɛɟɫɱɟɳɟɧɧɚɹ Ʌɭɤɪɟɰɢɹ» – 9 ɦɚɹ 1594 ɝ. (ɫɦ., ɧɚɩɪ.: [17]). ɂ ɟɫɥɢ  
ɫ ɩɨɷɦɨɣ ɜɫɟ ɹɫɧɨ, ɩɨɫɤɨɥɶɤɭ ɩɟɪɜɟɧɰɟɦ ɛɵɥɚ «ȼɟɧɟɪɚ ɢ Ⱥɞɨɧɢɫ» 1593 ɝ. ɢ ɧɚɩɢ-
ɫɚɧɢɸ ɨɛɟɢɯ ɫɩɨɫɨɛɫɬɜɨɜɚɥɨ ɨɬɫɭɬɫɬɜɢɟ ɬɟɚɬɪɚɥɶɧɨɣ ɞɟɹɬɟɥɶɧɨɫɬɢ ɜɨ ɜɪɟɦɹ 
ɱɭɦɵ, ɬɨ ɫ ɞɚɬɨɣ ɬɪɚɝɟɞɢɢ ɲɟɤɫɩɢɪɨɜɟɞɵ ɩɨɤɚ ɧɟ ɦɨɝɭɬ ɨɩɪɟɞɟɥɢɬɶɫɹ. ɋɚɦɨɟ 
ɩɨɡɞɧɟɟ, ɟɫɬɟɫɬɜɟɧɧɨ, – 1594 ɝ. ɇɨ ɚɪɯɚɢɱɧɚɹ ɩɨɷɬɢɤɚ ɷɬɨɣ ɩɶɟɫɵ ɩɨɡɜɨɥɹɟɬ ɡɚ-
ɹɜɢɬɶ ɟɟ ɫɚɦɵɦ ɩɟɪɜɵɦ ɬɜɨɪɟɧɢɟɦ ɞɪɚɦɚɬɭɪɝɚ, ɬɨ ɟɫɬɶ ɤ 1589 ɝ. [18. ɋ. 142–149]. 
ȼ ɥɸɛɨɦ ɫɥɭɱɚɟ ɨɱɟɜɢɞɧɨ, ɱɬɨ ɜɨ ɜɪɟɦɹ ɪɚɛɨɬɵ ɧɚɞ «Ɍɢɬɨɦ Ⱥɧɞɪɨɧɢɤɨɦ» ɒɟɤɫ-
ɩɢɪ ɞɟɪɠɚɥ ɜ ɝɨɥɨɜɟ ɩɨɩɭɥɹɪɧɵɣ ɪɢɦɫɤɢɣ ɫɸɠɟɬ, ɜɨɡɦɨɠɧɨ, ɜɤɥɸɱɢɜ ɭɠɟ ɟɝɨ 
ɜ ɫɜɨɢ ɬɜɨɪɱɟɫɤɢɟ ɩɥɚɧɵ. ȼɫɟ ɢɫɫɥɟɞɨɜɚɬɟɥɢ ɪɚɫɫɦɚɬɪɢɜɚɸɬ «Ʌɭɤɪɟɰɢɸ» ɤɚɤ 
ɫɜɨɟɨɛɪɚɡɧɭɸ ɩɚɥɢɧɨɞɢɸ ɤ «ȼɟɧɟɪɟ ɢ Ⱥɞɨɧɢɫɭ», ɧɨ ɧɟ ɦɟɧɟɟ ɩɪɨɞɭɤɬɢɜɧɨ ɭɜɢ-
ɞɟɬɶ ɜɡɚɢɦɨɩɪɢɬɹɠɟɧɢɟ ɢ ɜɡɚɢɦɨɨɬɬɚɥɤɢɜɚɧɢɟ «Ʌɭɤɪɟɰɢɢ» ɢ «Ɍɢɬɚ Ⱥɧɞɪɨɧɢɤɚ» 
ɢ, ɜ ɩɪɢɧɰɢɩɟ, ɝɨɜɨɪɢɬɶ ɨɛ ɨɛɳɢɯ ɱɟɪɬɚɯ ɷɬɢɯ ɬɪɟɯ ɩɪɨɢɡɜɟɞɟɧɢɣ, ɩɨ ɤɪɚɣɧɟɣ 
ɦɟɪɟ ɜ ɦɨɬɢɜɧɨɦ, ɫɬɢɥɢɫɬɢɱɟɫɤɨɦ ɢ ɢɧɬɟɪɬɟɤɫɬɭɚɥɶɧɨɦ ɤɥɸɱɚɯ. Ɉɬɞɟɥɶɧɨ ɨɬɦɟ-
ɬɢɦ: ɩɨɷɦɚ ɜ ɪɚɡɧɵɯ ɢɡɞɚɧɢɹɯ ɧɨɫɢɥɚ ɪɚɡɧɵɟ ɧɚɡɜɚɧɢɹ: The Ravishment of Lucrece, 
Lucrce, The Rape of Lucrece. Ɇɵ ɧɚɡɵɜɚɟɦ ɟɟ «Ʌɭɤɪɟɰɢɟɣ» ɫɨɝɥɚɫɧɨ ɚɪɞɟɧɨɜ-
ɫɤɨɦɭ ɢɡɞɚɧɢɸ, ɩɨ ɤɨɬɨɪɨɦɭ ɰɢɬɢɪɭɟɦ ɬɟɤɫɬ. 
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Ɍɚɦɨɪɵ ɢɦɟɧɟɦ Ʌɭɤɪɟɰɢɢ, ɫɬɪɟɦɹɫɶ ɜɵɣɬɢ ɡɚ ɪɚɦɤɢ ɩɨɪɨɱɧɵɯ ɨɩɪɟ-
ɞɟɥɟɧɢɣ ɩɨɡɨɪɚ ɢ ɫɬɵɞɚ ɢ ɭɛɟɞɢɬɶ ɢɯ ɜ ɩɪɚɜɟ ɧɚ ɞɨɱɶ Ɍɢɬɚ Ⱥɧɞɪɨɧɢɤɚ, 
ɩɨɛɟɞɢɬɟɥɹ ɝɨɬɨɜ, ɩɥɟɧɢɬɟɥɹ ɢɯ ɦɚɬɟɪɢ, ɤɨɫɜɟɧɧɨɝɨ ɭɛɢɣɰɵ ɢɯ ɛɪɚɬɚ. 
ȼɬɨɪɨɣ ɪɚɡ ɢɦɹ Ʌɭɤɪɟɰɢɢ ɭɩɨɦɢɧɚɟɬɫɹ ɜ ɪɚɡɝɨɜɨɪɟ Ɍɢɬɚ Ⱥɧɞɪɨɧɢɤɚ, 
Ɇɚɪɤɚ ɢ Ʌɭɰɢɹ Ɇɥɚɞɲɟɝɨ ɜ ɫɰɟɧɟ ɜɵɹɫɧɟɧɢɹ ɫɥɭɱɢɜɲɟɝɨɫɹ ɫ Ʌɚɜɢ-
ɧɢɟɣ ɱɟɪɟɡ ɨɜɢɞɢɟɜɫɤɢɣ ɬɟɤɫɬ ɨ Ɏɢɥɨɦɟɥɟ.  

 
What would she find? Lavinia, shall I read? 
This is the tragic tale of Philomel, 
And treats of Tereus' treason and his rape – 
And rape, I 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] 
 

Ɍɚɤ ɞɜɨɣɧɵɟ ɪɟɦɢɧɢɫɰɟɧɰɢɢ ɨɛɴɟɞɢɧɹɸɬ ɬɪɟɯ ɝɟɪɨɢɧɶ ɫ ɨɞɢɧɚɤɨ-
ɜɨɣ ɫɭɞɶɛɨɣ: Ʌɚɜɢɧɢɸ, Ɏɢɥɨɦɟɥɭ, Ʌɭɤɪɟɰɢɸ. Ɋɟɦɢɧɢɫɰɟɧɰɢɢ ɧɟ 
ɬɨɥɶɤɨ ɩɨɦɨɝɚɸɬ ɝɟɪɨɢɧɟ ɨɛɴɹɫɧɢɬɶɫɹ ɫ ɪɨɞɧɵɦɢ, ɬɨ ɟɫɬɶ ɢɝɪɚɸɬ ɫɸ-
ɠɟɬɨɝɟɧɧɭɸ ɪɨɥɶ, ɧɨ ɢ ɜɵɩɨɥɧɹɸɬ ɯɚɪɚɤɬɟɪɨɥɨɝɢɱɟɫɤɭɸ ɮɭɧɤɰɢɸ 
(ɫɬɚɜɹɬ Ʌɚɜɢɧɢɸ ɒɟɤɫɩɢɪɚ ɜ ɨɞɢɧ ɪɹɞ ɫ ɬɪɚɝɢɱɟɫɤɢɦɢ ɢ ɧɟɫɱɚɫɬ-
ɧɵɦɢ, ɧɨ ɝɨɪɞɵɦɢ ɢ ɞɨɛɪɨɞɟɬɟɥɶɧɵɦɢ ɚɧɬɢɱɧɵɦɢ ɝɟɪɨɢɧɹɦɢ). ɇɚ 
ɩɟɪɜɵɣ ɩɥɚɧ ɜɵɯɨɞɢɬ ɢ ɷɫɬɟɬɢɱɟɫɤɚɹ ɮɭɧɤɰɢɹ: «ɩɚɪɚɥɥɟɥɶɧɵɟ» ɩɨ-
ɜɟɫɬɜɨɜɚɧɢɹ ɩɨɦɨɝɚɸɬ ɢɡɜɥɟɱɶ «ɢɡ ɦɢɪɚ ɜɩɟɱɚɬɥɟɧɢɣ» ɜɧɭɬɪɟɧɧɢɟ 
ɨɛɪɚɡɵ, ɬɨ ɟɫɬɶ ɡɚ ɱɚɫɬɧɵɦ ɫɥɭɱɚɟɦ ɭɜɢɞɟɬɶ ɩɚɪɚɞɢɝɦɭ. 

Ɉɞɢɧ ɢɡ ɩɚɪɚɦɟɬɪɨɜ ɷɬɨɣ ɩɚɪɚɞɢɝɦɵ ɜɫɤɪɵɜɚɟɬɫɹ ɬɭɬ ɠɟ: Ɇɚɪɤ 
ɩɪɢɡɵɜɚɟɬ ɪɨɞɫɬɜɟɧɧɢɤɨɜ ɧɚ ɤɨɥɟɧɹɯ ɩɨɤɥɹɫɬɶɫɹ ɨɬɨɦɫɬɢɬɶ ɡɚ ɩɨɪɭ-
ɝɚɧɧɭɸ Ʌɚɜɢɧɢɸ, ɩɨɞɪɚɠɚɹ ɚɧɚɥɨɝɢɱɧɨɣ ɫɰɟɧɟ ɤɥɹɬɜɵ Ȼɪɭɬɚ ɦɫɬɢɬɶ 
Ɍɚɪɤɜɢɧɢɹɦ ɡɚ ɨɫɤɨɪɛɥɟɧɧɵɣ Ɋɢɦ: “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]. 

Ɇɟɫɬɶ Ɍɢɬɚ ɫɬɪɚɲɧɚ, ɨɧɚ ɨɬɫɵɥɚɟɬ ɱɢɬɚɬɟɥɹ (ɡɪɢɬɟɥɹ) ɤ ɦɟɫɬɢ ɨɜɢ-
ɞɢɟɜɫɤɨɣ ɉɪɨɤɧɵ, ɚ ɬɚɤɠɟ ɤ ɦɟɫɬɢ Ⱥɬɪɟɹ ɜ ɞɪɚɦɟ ɋɟɧɟɤɢ «Ɏɢɟɫɬ», ɧɨ 
ɫ ɨɞɧɨɣ ɡɧɚɱɢɦɨɣ ɪɚɡɧɢɰɟɣ: ɭɛɢɜ ɧɟ ɧɟɜɢɧɧɵɯ ɞɟɬɟɣ, ɧɨ ɧɚɫɢɥɶɧɢɤɨɜ 
ɞɨɱɟɪɢ, ɨɧ ɩɪɟɩɨɞɧɟɫ ɢɯ ɡɚɩɟɱɟɧɧɵɟ ɜ ɩɢɪɨɝɟ ɨɫɬɚɧɤɢ Ɍɚɦɨɪɟ. ɗɬɨ 
ɨɬɥɢɱɢɟ ɜɧɨɜɶ ɩɨɤɚɡɵɜɚɟɬ, ɱɬɨ ɭ ɤɚɠɞɨɝɨ ɦɨɬɢɜɚ ɟɫɬɶ ɫɜɨɢ ɜɚɪɢɚɧɬɵ, 
ɡɚɜɢɫɹɳɢɟ ɜ ɯɭɞɨɠɟɫɬɜɟɧɧɨɣ ɭɫɥɨɜɧɨɫɬɢ ɨɬ ɜɨɥɢ ɝɟɪɨɹ, ɚ ɜ ɨɛɴɟɤɬɢɜ-
ɧɨɣ ɪɟɚɥɶɧɨɫɬɢ – ɨɬ ɤɭɥɶɬɭɪɧɨ-ɢɫɬɨɪɢɱɟɫɤɨɝɨ ɤɨɧɬɟɤɫɬɚ ɢ ɦɢɪɨɜɨɡ-
ɡɪɟɧɢɹ ɚɜɬɨɪɚ. Ⱦɥɹ ɟɥɢɡɚɜɟɬɢɧɫɤɨɝɨ ɡɪɢɬɟɥɹ ɱɟɥɨɜɟɱɟɫɤɨɟ ɦɹɫɨ ɜ ɩɢ-
ɪɨɝɟ ɭɠɟ ɢ ɬɚɤ ɛɵɥɨ ɧɚ ɝɪɚɧɢ ɷɫɬɟɬɢɱɟɫɤɢ ɞɨɩɭɫɬɢɦɨɝɨ – ɤɪɨɜɚɜɵɟ 
ɩɨɞɪɚɠɚɧɢɹ ɋɟɧɟɤɟ ɜɫɤɨɪɟ ɫɨɲɥɢ ɫɨ ɫɰɟɧɵ. 

ɋɢɧɨɧɢɦɢɱɧɵɦ ɜ ɡɧɚɱɢɬɟɥɶɧɨɣ ɫɬɟɩɟɧɢ ɩɨ ɨɬɧɨɲɟɧɢɸ ɤ ɫɸɠɟɬɚɦ 
Ʌɚɜɢɧɢɢ–Ʌɭɤɪɟɰɢɢ–Ɏɢɥɨɦɟɥɵ ɩɪɟɞɫɬɚɜɥɹɟɬɫɹ ɧɚɦ ɢ ɫɸɠɟɬ ɨ ȼɟɪɝɢ-
ɧɢɢ. ɉɨ ɫɜɢɞɟɬɟɥɶɫɬɜɭ Ɍɢɬɚ Ʌɢɜɢɹ, ɪɢɦɫɤɢɣ ɰɟɧɬɭɪɢɨɧ ȼɟɪɝɢɧɢɣ, 
ɨɫɨɡɧɚɜ ɭɝɪɨɡɭ ɱɟɫɬɢ ɞɨɱɟɪɢ, ɡɚɤɨɥɨɥ ɟɟ ɜ ɡɚɥɟ ɫɭɞɚ [19. III. 48]. 

ɋɨɩɨɫɬɚɜɥɟɧɢɟ ɷɬɨɝɨ ɩɨɜɟɫɬɜɨɜɚɧɢɹ ɫ ɭɠɟ ɭɩɨɦɹɧɭɬɵɦɢ ɦɨɠɧɨ 
ɨɫɭɳɟɫɬɜɢɬɶ ɧɚ ɧɟɫɤɨɥɶɤɢɯ ɭɪɨɜɧɹɯ. ȼ ɫɸɠɟɬɧɨɦ ɨɬɧɨɲɟɧɢɢ ɦɨɬɢɜ 
ɫɚɦɨɭɛɢɣɫɬɜɚ ɡɚɦɟɧɹɟɬɫɹ ɧɚ ɦɨɬɢɜ ɭɛɢɣɫɬɜɚ ɢɡ ɬɨɣ ɠɟ ɬɚɧɚɬɨɥɨɝɢɱɟ-
ɫɤɨɣ ɝɪɭɩɩɵ, ɧɨ ɞɪɭɝɢɟ ɦɨɬɢɜɵ ɨɫɬɚɸɬɫɹ ɧɚ ɦɟɫɬɟ: ɧɟɦɢɧɭɟɦɚɹ ɭɝɪɨɡɚ 
ɱɟɫɬɢ ɩɟɪɟɞ ɫɦɟɪɬɶɸ ɞɟɜɭɲɤɢ ɢ ɦɟɫɬɶ (ɜɨɫɫɬɚɧɢɟ ɜɨɡɦɭɳɟɧɧɨɝɨ 
Ɋɢɦɚ) ɩɨɫɥɟ ɧɟɟ. ȼ ɩɨɜɟɫɬɜɨɜɚɧɢɢ ɨ ȼɟɪɝɢɧɢɢ ɞɨɛɚɜɥɹɟɬɫɹ ɦɨɬɢɜ ɧɟ-
ɩɪɚɜɟɞɧɨɝɨ ɫɭɞɚ, ɤɨɬɨɪɨɦɭ ɜ ɬɪɚɝɟɞɢɢ «Ɍɢɬ Ⱥɧɞɪɨɧɢɤ» ɫɨɨɬɜɟɬɫɬɜɭɟɬ 
ɦɨɬɢɜ ɡɚɝɨɜɨɪɚ, ɚ ɜ ɩɨɷɦɟ «Ʌɭɤɪɟɰɢɹ» – ɦɨɬɢɜ ɩɨɯɜɚɥɶɛɵ ɦɭɠɚ. Ɉɬ-
ɫɸɞɚ ɦɵ ɜɵɜɨɞɢɦ ɨɞɢɧɚɤɨɜɭɸ ɫɸɠɟɬɨɝɟɧɧɭɸ ɪɨɥɶ ɦɨɬɢɜɨɜ ɭɛɢɣɫɬɜɚ 
ɢ ɫɚɦɨɭɛɢɣɫɬɜɚ. 

Ɉɞɧɚɤɨ ɫ ɷɫɬɟɬɢɱɟɫɤɨɣ ɢ ɯɚɪɚɤɬɟɪɨɥɨɝɢɱɟɫɤɨɣ ɬɨɱɟɤ ɡɪɟɧɢɹ ɷɬɢ 
ɦɨɬɢɜɵ ɫɢɥɶɧɨ ɨɬɥɢɱɚɸɬɫɹ, ɤɚɪɞɢɧɚɥɶɧɨ ɦɟɧɹɹ ɨɛɪɚɡ ɝɟɪɨɢɧɢ ɜ ɪɚɫ-
ɫɦɚɬɪɢɜɚɟɦɵɯ ɧɚɦɢ ɩɨɜɟɫɬɜɨɜɚɧɢɹɯ: ɩɚɫɫɢɜɧɨɫɬɶ ɥɢɛɨ ɚɤɬɢɜɧɨɫɬɶ  
ɜ ɪɚɦɤɚɯ ɞɢɯɨɬɨɦɢɢ ɭɛɢɣɫɬɜɨ / ɫɚɦɨɭɛɢɣɫɬɜɨ ɚɤɬɭɚɥɢɡɢɪɭɟɬ ɥɢɛɨ ɧɢ-
ɜɟɥɢɪɭɟɬ ɰɟɧɧɨɫɬɧɵɟ ɫɦɵɫɥɵ ɠɟɪɬɜɨɜɚɧɢɹ, ɝɟɪɨɢɡɦɚ, ɫɚɦɨɢɞɟɧɬɢɮɢ-
ɤɚɰɢɢ, ɨɱɢɳɟɧɢɹ, ɫɩɚɫɟɧɢɹ ɢ ɨɛɴɟɤɬɢɜɢɡɚɰɢɢ ɠɟɧɳɢɧɵ. 

Ⱥɧɚɥɢɡɢɪɭɹ ɫɯɨɞɧɵɟ ɫɸɠɟɬɵ, ɨɬɦɟɬɢɦ, ɱɬɨ ɜɚɠɧɵɦ ɚɫɩɟɤɬɨɦ ɩɪɢ 
ɜɵɛɨɪɟ ɜɚɪɢɚɧɬɚ ɦɨɬɢɜɚ ɹɜɥɹɟɬɫɹ ɦɨɦɟɧɬ (ɜɪɟɦɹ) ɫɦɟɪɬɢ ɝɟɪɨɢɧɢ: 
ɟɫɥɢ ɫɦɟɪɬɶ ɩɪɨɢɫɯɨɞɢɬ ɞɨ ɢɡɧɚɫɢɥɨɜɚɧɢɹ, ɬɨ ɪɟɱɶ ɢɞɟɬ ɨ ɫɩɚɫɟɧɢɢ 
ɧɟɜɢɧɧɨɫɬɢ, ɱɟɫɬɢ ɢ ɞɨɫɬɨɢɧɫɬɜɚ (ɚɜɬɨɪ ɢɫɩɨɥɶɡɭɟɬ ɥɟɤɫɟɦɵ ‘chaste’, 
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’virtue’, ‘honour’), ɚ ɟɫɥɢ ɩɨɫɥɟ – ɬɨ ɨ ɛɟɝɫɬɜɟ ɨɬ ɩɨɡɨɪɚ, ɫɬɵɞɚ, ɧɟɨɛ-
ɯɨɞɢɦɨɫɬɢ ɨɱɢɳɟɧɢɹ ɱɟɪɟɡ ɫɦɟɪɬɶ (‘shame’, ‘stain’, ‘blot’, ‘dishonor’). 
Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɜɵɪɢɫɨɜɵɜɚɸɬɫɹ ɞɜɟ ɩɚɪɚɞɢɝɦɵ, ɩɪɨɬɢɜɨɩɨɫɬɚɜɥɟɧ-
ɧɵɟ ɞɪɭɝ ɞɪɭɝɭ ɷɫɬɟɬɢɱɟɫɤɢ ɢ ɚɤɫɢɨɥɨɝɢɱɟɫɤɢ: ɩɟɬɥɹ ɨɡɧɚɱɚɟɬ ɫɩɚɫɟ-
ɧɢɟ ɨɬ ɩɨɡɨɪɚ, ɦɟɱ ɥɢɛɨ ɤɢɧɠɚɥ – ɫɩɚɫɟɧɢɟ ɱɟɫɬɢ, ɨɫɜɨɛɨɠɞɟɧɢɟ. 
ɂɦɟɧɧɨ ɨɛ ɨɫɜɨɛɨɠɞɟɧɢɢ (ɨɬ ɪɚɛɫɬɜɚ ɢ ɩɨɪɭɝɚɧɢɹ) ɝɨɜɨɪɢɬ ȼɟɪɝɢɧɢɣ, 
ɡɚɤɚɥɵɜɚɹ ɞɨɱɶ: “hoc te uno quo possum’ ait, ‘modo, filia, in libertatem 
uindico” [19; III. 48, 5, 3–4]. 

ɂɡ ɜɵɲɟɫɤɚɡɚɧɧɨɝɨ ɫɥɟɞɭɟɬ ɟɳɟ ɨɞɢɧ – ɜɨɡɦɨɠɧɨ, ɫɚɦɵɣ ɜɚɠɧɵɣ – 
ɜɵɜɨɞ: (ɢɡɧɚɫɢɥɨɜɚɧɧɚɹ) ɝɟɪɨɢɧɹ ɞɨɥɠɧɚ ɭɦɟɪɟɬɶ. Ʌɭɤɪɟɰɢɹ ɭɦɢɪɚɟɬ 
ɨɬ ɫɜɨɟɣ ɪɭɤɢ, Ɏɢɥɨɦɟɧɚ ɩɪɟɜɪɚɳɟɧɚ ɛɨɝɚɦɢ ɜ ɩɬɢɰɭ (ɧɚɤɥɚɞɵɜɚɟɬɫɹ 
ɦɨɬɢɜ ɦɟɫɬɢ), ɧɨ ɫɦɟɪɬɶ ɟɫɬɶ ɦɟɬɚɦɨɪɮɨɡɚ, ɚ ɦɟɬɚɦɨɪɮɨɡɚ ɟɫɬɶ 
ɫɦɟɪɬɶ. ȼɟɪɝɢɧɢɸ ɭɛɢɜɚɟɬ ɨɬɟɰ. Ⱥ ɱɬɨ ɠɟ Ʌɚɜɢɧɢɹ? Ȼɟɡ ɪɭɤ ɨɧɚ ɧɟ 
ɦɨɠɟɬ ɩɨɜɟɫɢɬɶɫɹ, ɛɟɡ ɹɡɵɤɚ ɧɟ ɦɨɠɟɬ ɩɪɨɫɢɬɶ ɨ ɫɦɟɪɬɢ. Ɍɪɚɝɟɞɢɹ ɠɟ 
ɞɨɥɠɧɚ ɫɥɟɞɨɜɚɬɶ ɫɜɨɢɦ ɡɚɤɨɧɚɦ: ɜ ɪɚɡɜɹɡɤɟ «Ɍɢɬɚ Ⱥɧɞɪɨɧɢɤɚ» ɩɪɨ-
ɬɚɝɨɧɢɫɬ, ɫɥɨɜɧɨ ȼɟɪɝɢɧɢɣ, ɭɛɢɜɚɟɬ ɧɟɫɱɚɫɬɧɭɸ ɞɨɱɶ. ɇɟɭɞɢɜɢɬɟɥɶɧɨ 
ɢ ɜ ɷɬɨɦ ɧɚɤɚɥɟ ɫɬɪɚɫɬɟɣ ɨɛɪɚɳɟɧɢɟ ɤ ɥɟɝɟɧɞɟ:  

 
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? 



Зɚɥɟɡɢɧɫɤɚɹ ɇ.ɋ. ɗɫɬɟɬɢɱɟɫɤɚɹ ɮɭɧɤɰɢɹ ɦɨɬɢɜɚ ɫɚɦɨɭɛɢɣɫɬɜɚ  

66 

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]. 
 

Ʉɫɬɚɬɢ, ɢɫɬɨɪɢɹ ȼɟɪɝɢɧɢɹ ɩɨɞɚɧɚ ɒɟɤɫɩɢɪɨɦ ɧɟɬɨɱɧɨ: ɜ ɪɟɱɢ 
Ɍɢɬɚ ȼɟɪɝɢɧɢɹ ɩɪɟɞɫɬɚɟɬ ɭɠɟ ɢɡɧɚɫɢɥɨɜɚɧɧɨɣ, ɫɥɨɜɧɨ ɞɜɟ ɢɫɬɨɪɢɢ – 
ɥɟɝɟɧɞɚɪɧɚɹ ɢ ɫɨɛɫɬɜɟɧɧɚɹ – ɫɦɵɤɚɸɬɫɹ ɜ ɟɝɨ ɫɨɡɧɚɧɢɢ. ɇɟɫɨɦɧɟɧɧɨ, 
ɷɬɨ ɧɚɛɥɸɞɟɧɢɟ ɜɨɡɦɨɠɧɨ ɫɞɟɥɚɬɶ ɬɨɥɶɤɨ ɛɥɚɝɨɞɚɪɹ ɞɨɥɝɨɦɭ ɛɵɬɨɜɚ-
ɧɢɸ ɫɸɠɟɬɚ ɢ ɡɧɚɤɨɦɫɬɜɭ ɫ ɧɢɦ ɡɪɢɬɟɥɹ. 

Ʌɚɜɢɧɢɹ ɞɨɥɠɧɚ ɭɦɟɪɟɬɶ – ɬɨɥɶɤɨ ɫɦɟɪɬɶ ɞɟɜɭɲɤɢ ɩɨɡɜɨɥɹɟɬ ɋɚ-
ɬɭɪɧɢɧɭ ɩɟɪɟɣɬɢ ɤ ɜɨɩɪɨɫɭ “What, was she ravished? Tell who did the 
deed” [6; 5, 3, 52], ɚ Ɍɢɬɭ ɞɚɟɬ ɜɨɡɦɨɠɧɨɫɬɶ ɨɬɤɪɵɬɶ ɩɪɚɜɞɭ, ɜɟɪɧɟɟ, 
ɨɫɜɹɳɚɟɬ ɤɪɨɜɶɸ ɠɟɪɬɜɵ ɩɪɟɬɟɧɡɢɸ Ɍɢɬɚ ɧɚ ɩɪɚɜɞɭ (ɛɟɡ ɠɟɪɬɜɵ ɷɬɨ 
ɛɵɥɨ ɛɵ «ɬɜɨɟ ɫɥɨɜɨ ɩɪɨɬɢɜ ɦɨɟɝɨ»). ɗɬɨ ɡɟɪɤɚɥɶɧɨɟ ɨɬɨɛɪɚɠɟɧɢɟ ɫɨ-
ɛɵɬɢɣ, ɩɨɫɥɟɞɨɜɚɜɲɢɯ ɡɚ ɫɦɟɪɬɶɸ Ʌɭɤɪɟɰɢɢ: ɜɦɟɲɚɬɟɥɶɫɬɜɨ Ȼɪɭɬɚ ௅ 
ɜɨɡɦɭɳɟɧɢɟ ɧɚɪɨɞɚ ௅ ɢɡɦɟɧɟɧɢɟ ɝɨɫɭɞɚɪɫɬɜɟɧɧɨɝɨ ɫɬɪɨɹ. Ɍɚɤɢɦ ɨɛ-
ɪɚɡɨɦ, ɫɦɟɪɬɶ Ʌɚɜɢɧɢɢ ɧɟɨɛɯɨɞɢɦɚ ɜ ɫɸɠɟɬɨɝɟɧɧɨɦ ɩɥɚɧɟ.  

Ⱦɚɥɟɟ, ɜ ɦɨɬɢɜɢɪɨɜɤɟ ɟɟ ɫɦɟɪɬɢ ɟɫɬɶ ɹɜɧɵɣ ɩɟɪɟɧɨɫ ɜɧɢɦɚɧɢɹ  
ɫ ɞɨɱɟɪɢ ɧɚ ɨɬɰɚ: ɨɧɚ ɞɨɥɠɧɚ ɭɦɟɪɟɬɶ ɢ ɫɚɦɚ ɩɨ ɫɟɛɟ (ɩɨɬɨɦɭ ɱɬɨ ɹɜ-
ɥɹɟɬɫɹ ɜɨɩɥɨɳɟɧɢɟɦ ɩɨɪɱɢ ɢ ɫɬɵɞɚ), ɢ ɜɜɢɞɭ ɬɨɝɨ, ɱɬɨ ɨɬɟɰ ɛɟɡɦɟɪɧɨ 
ɫɬɪɚɞɚɟɬ ɢɡ-ɡɚ ɟɟ ɩɨɡɨɪɚ (ɢ ɧɚ ɟɝɨ ɱɟɫɬɢ ɬɚɤɠɟ ɩɹɬɧɨ). ɉɨɞɨɛɧɵɣ ɩɟ-
ɪɟɧɨɫ ɜɧɢɦɚɧɢɹ ɟɫɬɶ ɢ ɜ ɩɨɷɦɟ «Ʌɭɤɪɟɰɢɹ», ɝɞɟ ɧɚɞ ɬɟɥɨɦ ɭɦɟɪɲɟɣ 
ɫɪɚɡɭ ɧɚɱɢɧɚɟɬɫɹ ɫɩɨɪ ɦɟɠɞɭ ɨɬɰɨɦ ɢ ɦɭɠɟɦ, ɤɨɦɭ ɠɟ ɨɧɨ ɩɪɢɧɚɞɥɟ-
ɠɢɬ (ɢ ɩɪɨ ɡɚɩɹɬɧɚɧɧɭɸ ɱɟɫɬɶ ɭɩɨɦɢɧɚɟɬ ɫɚɦɚ ɝɟɪɨɢɧɹ). Ɉɛɴɟɤɬɢɜɚ-
ɰɢɹ ɠɟɧɳɢɧɵ ɤɚɤ ɜ ɤɨɧɬɟɤɫɬɟ ɚɧɬɢɱɧɨɝɨ ɩɪɚɜɚ, ɬɚɤ ɢ ɫ ɬɨɱɤɢ ɡɪɟɧɢɹ 
ɪɨɥɢ ɠɟɧɳɢɧɵ ɜ ɟɥɢɡɚɜɟɬɢɧɫɤɨɦ ɨɛɳɟɫɬɜɟ ɧɟ ɦɨɠɟɬ ɧɚɫ ɭɞɢɜɥɹɬɶ. 
ɉɨɫɥɟ ɫɦɟɪɬɢ ɟɟ ɞɚɠɟ ɧɟ ɨɩɥɚɤɢɜɚɸɬ: ɜɩɟɱɚɬɥɹɟɬ ɫɰɟɧɚ ɬɪɚɝɟɞɢɢ, ɝɞɟ 
ɧɚ ɦɟɪɬɜɨɦ ɬɟɥɟ Ɍɢɬɚ ɪɵɞɚɸɬ Ɇɚɪɤ, Ʌɭɰɢɣ ɢ Ʌɭɰɢɣ Ɇɥɚɞɲɢɣ, ɚ ɬɪɭɩ 
Ʌɚɜɢɧɢɢ, ɧɚɞɨ ɩɨɥɚɝɚɬɶ, ɩɪɨɫɬɨ ɥɟɠɢɬ ɪɹɞɨɦ. 

Ɋɨɥɶ Ʌɚɜɢɧɢɢ ɧɚ ɷɬɨɦ ɧɟ ɡɚɤɚɧɱɢɜɚɟɬɫɹ. ɇɚɫ ɧɟ ɞɨɥɠɧɚ ɭɞɢɜɥɹɬɶ 
ɫɩɨɫɨɛɧɨɫɬɶ ɭɦɟɪɲɟɝɨ ɢɝɪɚɬɶ ɤɚɤɭɸ-ɥɢɛɨ ɪɨɥɶ, ɩɨɬɨɦɭ ɱɬɨ ɭɠɟ ɡɚ-
ɞɨɥɝɨ ɞɨ ɷɬɨɝɨ, ɜɨɡɦɨɠɧɨ, ɫ ɦɨɦɟɧɬɚ ɢɡɧɚɫɢɥɨɜɚɧɢɹ, ɚ ɜɨɡɦɨɠɧɨ,  
ɢ ɫ ɫɚɦɨɝɨ ɧɚɱɚɥɚ ɩɶɟɫɵ (ɜɫɩɨɦɧɢɦ, ɤɚɤ Ɍɢɬ ɧɟ ɫɱɢɬɚɟɬɫɹ ɫ ɟɟ ɦɧɟɧɢɟɦ 
ɩɪɢ ɩɟɪɟɦɟɧɟ ɠɟɧɢɯɚ) Ʌɚɜɢɧɢɹ ɩɟɪɟɫɬɚɟɬ ɛɵɬɶ ɢɧɞɢɜɢɞɭɭɦɨɦ ɢ ɩɪɟ-
ɜɪɚɳɚɟɬɫɹ ɜ ɜɟɳɶ. ɋɥɟɞɨɜɚɬɟɥɶɧɨ, ɦɨɠɧɨ ɭɬɜɟɪɠɞɚɬɶ, ɱɬɨ ɫɬɟɩɟɧɶ ɢɧ-
ɞɢɜɢɞɭɚɥɶɧɨɣ ɢɞɟɧɬɢɱɧɨɫɬɢ ɝɟɪɨɢɧɢ ɫɬɪɟɦɢɬɫɹ ɤ ɧɭɥɸ, ɚ ɡɧɚɱɢɦɚ 
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ɬɨɥɶɤɨ ɟɟ ɫɨɰɢɚɥɶɧɚɹ ɪɨɥɶ. ȼ ɤɚɱɟɫɬɜɟ ɩɨɪɭɝɚɧɧɨɣ ɫɵɧɨɜɶɹɦɢ ɢɦɩɟ-
ɪɚɬɪɢɰɵ ɞɨɱɟɪɢ ɜɵɫɨɤɨɩɨɫɬɚɜɥɟɧɧɨɝɨ ɝɪɚɠɞɚɧɢɧɚ Ɋɢɦɚ ɨɧɚ ɜɡɵɜɚɟɬ 
ɤ ɞɟɣɫɬɜɢɸ, ɢ ɩɨɬɨɦɭ, ɤɚɤ ɜ ɫɥɭɱɚɹɯ Ʌɭɤɪɟɰɢɢ ɢ ȼɟɪɝɢɧɢɢ, ɟɟ ɦɟɪɬɜɨɟ 
ɬɟɥɨ ɫɬɚɧɨɜɢɬɫɹ ɡɚɹɜɤɨɣ ɧɚ ɦɟɫɬɶ, ɧɚ ɝɨɫɭɞɚɪɫɬɜɟɧɧɵɣ ɩɟɪɟɜɨɪɨɬ, ɧɚ 
ɜɨɫɫɬɚɧɨɜɥɟɧɢɟ ɫɩɪɚɜɟɞɥɢɜɨɫɬɢ. Ʌɚɜɢɧɢɹ ɟɫɬɶ ɫɧɨɜɚ ɠɟɪɬɜɚ, ɩɪɢɧɟ-
ɫɟɧɧɚɹ Ɋɢɦɭ. Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɟɟ ɥɢɱɧɚɹ ɫɭɞɶɛɚ ɜɢɞɢɬɫɹ ɒɟɤɫɩɢɪɭ ɤɚɤ 
ɬɪɚɝɢɱɧɚɹ, ɧɨ ɧɟ ɡɧɚɱɢɦɚɹ ɫɚɦɚ ɩɨ ɫɟɛɟ, ɚ ɬɨɥɶɤɨ ɜ ɨɛɳɟɝɪɚɠɞɚɧɫɤɨɦ 
ɞɢɫɤɭɪɫɟ, ɱɬɨ ɨɬɜɟɱɚɟɬ ɢ ɚɧɬɢɱɧɨɦɭ ɦɢɪɨɜɨɡɡɪɟɧɢɸ, ɢ ɟɥɢɡɚɜɟɬɢɧ-
ɫɤɨɦɭ, ɟɞɢɧɨɞɭɲɧɵɦ ɜ ɞɚɧɧɨɦ ɜɨɩɪɨɫɟ. 

Ɍɚɤ, ɜ ɫɜɨɟɣ ɩɟɪɜɨɣ ɬɪɚɝɟɞɢɢ ɍɢɥɶɹɦ ɒɟɤɫɩɢɪ ɮɢɥɢɝɪɚɧɧɨ ɫɦɟɲɢ-
ɜɚɟɬ ɱɟɬɵɪɟ ɧɚɪɪɚɬɢɜɚ – Ʌɚɜɢɧɢɢ, Ɏɢɥɨɦɟɥɵ, Ʌɭɤɪɟɰɢɢ, ȼɟɪɝɢɧɢɢ. Ɉɧ 
ɫɥɟɞɭɟɬ ɥɨɝɢɤɟ ɚɧɬɢɱɧɵɯ ɚɜɬɨɪɨɜ, ɩɪɟɞɜɨɫɯɢɳɚɟɬ ɦɢɮɨɥɨɝɢɱɟɫɤɢɦɢ ɫɸ-
ɠɟɬɚɦɢ ɫɨɛɫɬɜɟɧɧɵɟ ɪɟɲɟɧɢɹ, ɜɜɨɞɢɬ ɦɧɨɠɟɫɬɜɨ ɪɟɦɢɧɢɫɰɟɧɰɢɣ ɢ ɰɢ-
ɬɚɬ ɢ – ɩɪɟɜɪɚɳɚɟɬ ɫɬɚɪɭɸ ɥɟɝɟɧɞɭ ɜ ɧɨɜɭɸ ɯɭɞɨɠɟɫɬɜɟɧɧɭɸ ɪɟɚɥɶɧɨɫɬɶ. 
Ɍɨ ɠɟ ɫɚɦɨɟ ɫɩɪɚɜɟɞɥɢɜɨ ɢ ɞɥɹ ɩɨɷɦɵ «Ʌɭɤɪɟɰɢɹ» [20] ɢ ɦɨɠɟɬ ɛɵɬɶ ɨɬ-
ɦɟɱɟɧɨ ɤɚɤ ɨɫɨɛɟɧɧɨɫɬɢ ɪɚɧɧɟɣ ɩɨɷɬɢɤɢ ɚɧɝɥɢɣɫɤɨɝɨ ɞɪɚɦɚɬɭɪɝɚ. 

Ɉɫɧɨɜɧɨɣ ɮɭɧɤɰɢɟɣ ɫɨɟɞɢɧɟɧɢɹ ɫɸɠɟɬɨɜ ɫɬɚɧɨɜɢɬɫɹ ɷɫɬɟɬɢɱɟ-
ɫɤɚɹ. Ɉɫɨɡɧɚɜɚɹ, ɱɬɨ «ɱɟɦ ɞɚɥɟɟ ɨɛɪɚɡ ɢɥɢ ɚɫɫɨɰɢɚɰɢɹ ɨɛɪɚɡɨɜ ɭɞɟɪ-
ɠɢɜɚɟɬɫɹ ɜ ɩɪɟɞɚɧɢɢ ɱɟɥɨɜɟɱɟɫɬɜɚ, ɬɟɦ ɛɨɥɟɟ ɦɵ ɜɩɪɚɜɟ ɡɚɤɥɸɱɢɬɶ  
ɨɛ ɢɯ ɷɫɬɟɬɢɱɧɨɫɬɢ» [1. ɋ. 618], ɦɵ ɫɨɩɨɥɚɝɚɟɦ ɱɟɬɵɪɟ ɩɨɜɟɫɬɜɨɜɚɧɢɹ 
ɢ ɜɵɜɨɞɢɦ ɬɢɩɢɱɟɫɤɨɟ, ɨɬɜɥɟɱɟɧɧɨɟ ɨɬ ɤɨɧɤɪɟɬɧɵɯ ɩɟɪɫɨɧɚɠɟɣ ɢɥɢ 
ɢɯ ɩɪɨɬɨɬɢɩɨɜ. ɑɟɬɵɪɟ ɧɚɪɪɚɬɢɜɚ ɫɥɢɜɚɸɬɫɹ ɜ ɨɞɢɧ, ɞɨɩɨɥɧɹɹ ɢ ɨɛɴ-
ɹɫɧɹɹ ɞɪɭɝ ɞɪɭɝɚ. ɉɨɦɟɳɚɹ ɪɟɧɟɫɫɚɧɫɧɭɸ ɢɫɬɨɪɢɸ ɜ ɨɩɪɟɞɟɥɟɧɧɭɸ 
ɚɧɬɢɱɧɭɸ ɩɚɪɚɞɢɝɦɭ, ɍɢɥɶɹɦ ɒɟɤɫɩɢɪ ɧɚɞɟɥɹɟɬ ɦɨɬɢɜɢɤɭ ɬɪɚɝɟɞɢɢ, 
ɢ ɜ ɩɟɪɜɭɸ ɨɱɟɪɟɞɶ ɦɨɬɢɜɵ ɜɢɧɵ ɢ ɫɚɦɨɭɛɢɣɫɬɜɚ, ɨɬɱɟɬɥɢɜɵɦɢ ɷɫɬɟ-
ɬɢɱɟɫɤɢɦɢ ɢ ɚɤɫɢɨɥɨɝɢɱɟɫɤɢɦɢ ɨɪɢɟɧɬɢɪɚɦɢ. 

ɂɧɬɟɪɩɪɟɬɚɰɢɹ ɨɛɪɚɡɨɜ ɨɫɭɳɟɫɬɜɥɹɟɬɫɹ ɧɟ ɬɨɥɶɤɨ ɡɚ ɫɱɟɬ ɨɛɳɧɨ-
ɫɬɢ ɚɥɥɸɡɢɜɧɵɯ ɦɨɬɢɜɨɜ, ɧɨ ɢ ɛɥɚɝɨɞɚɪɹ ɢɯ ɪɚɡɥɢɱɢɹɦ. ɑɬɨ ɤɚɫɚɟɬɫɹ 
ɪɚɡɥɢɱɢɣ ɦɟɠɞɭ ɧɚɪɪɚɬɢɜɚɦɢ, ɬɨ ɞɚɠɟ ɧɟɢɫɤɭɲɟɧɧɵɣ ɱɢɬɚɬɟɥɶ / ɡɪɢ-
ɬɟɥɶ ɩɨɧɢɦɚɟɬ, ɱɬɨ ɷɫɬɟɬɢɱɟɫɤɢ «Ɍɢɬ Ⱥɧɞɪɨɧɢɤ» ɫɤɥɨɧɟɧ ɤ ɢɡɨɛɪɚɠɟ-
ɧɢɸ ɛɟɡɨɛɪɚɡɧɨɝɨ, ɬɨɝɞɚ ɤɚɤ ɩɨɷɦɚ «Ʌɭɤɪɟɰɢɹ» – ɜɨɡɜɵɲɟɧɧɨɝɨ ɢ 
ɩɪɟɤɪɚɫɧɨɝɨ. Ɇɵ ɫɱɢɬɚɟɦ, ɱɬɨ ɜ ɡɧɚɱɢɬɟɥɶɧɨɣ ɫɬɟɩɟɧɢ ɷɬɨɦɭ ɫɩɨɫɨɛ-
ɫɬɜɭɟɬ  ɜɵɛɨɪ ɦɨɬɢɜɚ ɫɚɦɨɭɛɢɣɫɬɜɚ ɤɚɤ ɨɞɧɨɝɨ ɢɡ ɜɟɞɭɳɢɯ ɦɨɬɢɜɨɜ 
ɬɪɚɝɟɞɢɢ ɢ ɩɨɷɦɵ ɢ ɨɫɨɛɟɧɧɨɫɬɢ ɟɝɨ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɜɨɩɥɨɳɟɧɢɹ. 
ȿɝɨ ɷɫɬɟɬɢɱɟɫɤɚɹ ɧɚɝɪɭɡɤɚ ɪɟɚɥɢɡɭɟɬɫɹ ɫ ɩɨɦɨɳɶɸ ɪɹɞɚ ɨɩɩɨɡɢɰɢɣ: 

– ȼ ɩɨɷɦɟ ɞɟɦɨɧɫɬɪɢɪɭɟɬɫɹ ɫɜɹɡɶ ɞɨɫɬɨɣɧɨɣ ɫɦɟɪɬɢ ɨɬ ɛɥɚɝɨɪɨɞ-
ɧɨɝɨ ɨɪɭɠɢɹ ɫ ɡɚɳɢɬɨɣ ɱɟɫɬɢ ɢ ɢɦɟɧɢ, ɜ ɬɪɚɝɟɞɢɢ ɭɛɢɣɫɬɜɨ ɨɫɭ-
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ɳɟɫɬɜɥɟɧɨ ɫ ɰɟɥɶɸ ɫɦɵɬɶ ɩɨɡɨɪ, ɛɨɥɟɟ ɪɚɧɧɢɣ ɦɨɬɢɜ ɫɚɦɨɭɛɢɣɫɬɜɚ 
Ʌɚɜɢɧɢɢ ɫɜɹɡɚɧ ɫ ɩɨɜɟɲɟɧɢɟɦ ɢ ɩɨɡɨɪɨɦ. Ⱦɚɧɧɭɸ ɩɚɪɚɞɢɝɦɭ ɚɧɬɢɱ-
ɧɵɯ ɫɚɦɨɭɛɢɣɫɬɜ ɜɵɹɜɥɹɟɬ ɬɚɤɠɟ Ⱥɧɬɨɧ ȼɚɧɧ ɏɨɮɮ [21]. 

– ɗɫɬɟɬɢɱɟɫɤɢ ɢɞɟɚɥɶɧɨɟ ɫɚɦɨɭɛɢɣɫɬɜɨ Ʌɭɤɪɟɰɢɢ ɨɫɭɳɟɫɬɜɥɟɧɨ 
ɩɨɫɥɟ ɞɥɢɬɟɥɶɧɵɯ ɪɚɡɦɵɲɥɟɧɢɣ ɢ ɬɳɚɬɟɥɶɧɨɣ ɩɨɞɝɨɬɨɜɤɢ ɜ ɤɪɭɝɭ 
ɞɪɭɡɟɣ ɢ ɪɨɞɧɵɯ ɫ ɩɨɦɨɳɶɸ ɛɥɚɝɨɪɨɞɧɨɝɨ ɨɪɭɠɢɹ. ȼ ɦɨɦɟɧɬ ɫɦɟɪɬɢ 
Ʌɭɤɪɟɰɢɹ ɩɪɟɤɪɚɫɧɚ. Ʌɚɜɢɧɢɹ ɧɟ ɨɠɢɞɚɟɬ ɫɦɟɪɬɢ; ɭɛɢɣɫɬɜɨ Ʌɚɜɢɧɢɢ 
ɫɩɨɧɬɚɧɧɨ, ɠɟɫɬɨɤɨ, ɛɟɡɨɛɪɚɡɧɨ, ɱɬɨ ɩɨɞɱɟɪɤɧɭɬɨ ɫɧɹɬɢɟɦ ɜɭɚɥɢ  
ɫ ɢɡɭɪɨɞɨɜɚɧɧɨɣ Ʌɚɜɢɧɢɢ. 

– ɋɚɦɨɭɛɢɣɫɬɜɨ Ʌɭɤɪɟɰɢɢ ɚɤɬɢɜɧɨ – Ʌɚɜɢɧɢɹ ɩɚɫɫɢɜɧɚ ɜ ɫɜɨɟɣ 
ɧɚɫɢɥɶɫɬɜɟɧɧɨɣ ɫɦɟɪɬɢ. 

– Ɇɧɟɧɢɟ Ʌɚɜɢɧɢɢ ɧɟɜɚɠɧɨ – ɝɨɥɨɫ Ʌɭɤɪɟɰɢɢ ɫɥɵɲɟɧ ɜ ɦɨɦɟɧɬ 
ɫɚɦɨɭɛɢɣɫɬɜɚ. 

– Ʌɚɜɢɧɢɹ ɨɩɟɪɢɪɭɟɬ ɧɭɥɟɜɨɣ ɢɧɞɢɜɢɞɭɚɥɶɧɨɣ ɢɞɟɧɬɢɮɢɤɚɰɢɟɣ – 
ɚɤɬ ɫɚɦɨɭɛɢɣɫɬɜɚ Ʌɭɤɪɟɰɢɢ ɹɜɥɹɟɬɫɹ ɨɞɧɨɜɪɟɦɟɧɧɨ ɢ ɚɤɬɨɦ ɟɟ ɫɚɦɨ-
ɢɞɟɧɬɢɮɢɤɚɰɢɢ. 

– Ʌɚɜɢɧɢɹ ɩɪɟɞɫɬɚɟɬ ɫɥɚɛɨɣ – Ʌɭɤɪɟɰɢɹ, ɨɩɹɬɶ ɠɟ ɛɥɚɝɨɞɚɪɹ ɫɜɨ-
ɟɦɭ ɪɟɲɟɧɢɸ, – ɞɨɫɬɚɬɨɱɧɨ ɰɟɥɟɭɫɬɪɟɦɥɟɧɧɨɣ ɢ ɪɟɲɢɬɟɥɶɧɨɣ. 

– Ʌɚɜɢɧɢɸ ɧɢɤɬɨ ɧɟ ɨɩɥɚɤɢɜɚɟɬ ɜ ɦɨɦɟɧɬ ɫɦɟɪɬɢ, ɜɟɞɶ ɞɥɹ ɜɫɟɯ 
ɨɧɚ ɭɦɟɪɥɚ ɜ ɦɨɦɟɧɬ ɢɡɧɚɫɢɥɨɜɚɧɢɹ ɢ ɛɵɥɚ ɬɨɝɞɚ ɨɩɥɚɤɚɧɚ ɪɨɞɧɵɦɢ 
ɫɩɨɥɧɚ. ȼ ɩɨɷɦɟ Ʌɭɤɪɟɰɢɹ ɭɞɨɫɬɚɢɜɚɟɬɫɹ ɫɰɟɧɵ ɩɪɨɳɚɧɢɹ, ɩɪɨɳɟɧɢɹ 
ɢ ɨɛɟɬɚ ɦɟɫɬɢ, ɜɵɡɜɚɧɧɨɝɨ ɟɟ (!) ɫɥɨɜɚɦɢ. 

Ɉɞɧɚɤɨ ɱɪɟɡɜɵɱɚɣɧɨ ɜɚɠɧɨ ɨɫɨɡɧɚɜɚɬɶ, ɱɬɨ ɞɨ ɢɞɟɚɥɚ ɪɢɦɫɤɨɣ 
ɦɚɬɪɨɧɵ Ʌɢɜɢɹ ɢɥɢ Ɉɜɢɞɢɹ ɲɟɤɫɩɢɪɨɜɫɤɚɹ Ʌɭɤɪɟɰɢɹ ɧɟ ɞɨɬɹɝɢɜɚɟɬ. 
ȼɫɟ ɜɵɞɟɥɟɧɧɵɟ ɧɚɦɢ ɨɩɩɨɡɢɰɢɢ ɜɵɝɥɹɞɹɬ ɜ ɚɧɬɢɱɧɵɯ ɢɫɬɨɱɧɢɤɚɯ 
(Ɍɢɬ Ʌɢɜɢɣ «ɂɫɬɨɪɢɹ Ɋɢɦɚ» ɢ Ɉɜɢɞɢɣ «Ɏɚɫɬɵ» ɢ «Ɇɟɬɚɦɨɪɮɨɡɵ») 
ɝɨɪɚɡɞɨ ɨɬɱɟɬɥɢɜɟɟ. Ⱥɧɝɥɢɣɫɤɢɣ ɞɪɚɦɚɬɭɪɝ ɧɟ ɨɩɢɫɵɜɚɟɬ ɡɚɛɨɬɭ ɝɟɪɨ-
ɢɧɢ ɨ ɬɨɦ, ɤɚɤ ɨɧɚ ɜɵɝɥɹɞɢɬ ɜ ɦɨɦɟɧɬ ɩɚɞɟɧɢɹ, ɧɟ ɞɚɟɬ ɟɣ ɜɨɡɦɨɠɧɨ-
ɫɬɢ ɫɚɦɨɣ ɧɚɡɜɚɬɶ ɢɦɹ ɧɚɫɢɥɶɧɢɤɚ ɢ ɜɤɥɚɞɵɜɚɟɬ ɜ ɟɟ ɭɫɬɚ ɫɨɬɧɢ ɫɬɪɨɤ 
ɪɢɬɨɪɢɱɟɫɤɢɯ ɫɨɦɧɟɧɢɣ – ɛɪɟɦɹ ɧɟ ɬɨɥɶɤɨ ɯɪɢɫɬɢɚɧɫɤɨɝɨ ɫɬɪɚɯɚ ɩɟ-
ɪɟɞ ɫɦɟɪɬɶɸ, ɧɨ ɢ ɫɬɪɚɯɚ ɩɨɝɢɛɟɥɢ ɞɭɲɢ. ɂɦɚɝɨɥɨɝɢɱɟɫɤɨɟ ɨɛɴɹɫɧɟ-
ɧɢɟ ɡɞɟɫɶ ɤɚɠɟɬɫɹ ɧɚɢɛɨɥɟɟ ɩɥɨɞɨɬɜɨɪɧɵɦ: ɱɭɠɞɵɟ ɯɪɢɫɬɢɚɧɫɤɨɦɭ 
ɫɨɡɧɚɧɢɸ ɚɧɬɢɱɧɵɟ ɫɸɠɟɬɵ ɢ ɨɛɪɚɡɵ ɧɟ ɦɨɝɭɬ ɛɵɬɶ ɜɨɫɫɨɡɞɚɧɵ ɞɚɠɟ 
ɝɟɧɢɟɦ. ɂɧɤɨɪɩɨɪɢɪɨɜɚɧɧɵɟ ɜ ɫɨɡɧɚɧɢɟ ɟɥɢɡɚɜɟɬɢɧɰɚ ɞɨɝɦɚɬɵ ɨ ɞɨɛ-
ɪɨɞɟɬɟɥɢ, ɝɪɟɯɟ, ɜɢɧɟ ɢ ɧɚɤɚɡɚɧɢɢ ɪɚɡɦɵɜɚɸɬ ɫɟɦɚɧɬɢɤɭ ɝɟɪɨɢɱɟ-
ɫɤɨɝɨ, ɫɨɡɞɚɸɬ «ɞɜɨɣɧɨɟ ɞɧɨ» ɜɟɞɭɳɢɯ ɦɨɬɢɜɨɜ, ɭɜɨɞɹɬ ɚɜɬɨɪɚ ɢ ɡɪɢ-
ɬɟɥɹ ɜ ɝɥɭɛɢɧɭ ɫɨɛɫɬɜɟɧɧɨɝɨ ɨɩɵɬɚ, ɬɨ ɟɫɬɶ ɞɟɥɚɸɬ ɜɫɟ ɬɨ, ɡɚ ɱɬɨ ɦɵ 
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ɜɨɫɬɨɪɝɚɟɦɫɹ ɒɟɤɫɩɢɪɨɦ ɛɨɥɟɟ ɱɟɬɵɪɟɯ ɜɟɤɨɜ. «ɑɬɨ ɨɧ Ƚɟɤɭɛɟ, ɱɬɨ 
ɟɦɭ Ƚɟɤɭɛɚ» ௅ ɷɬɨ ɜɫɟ ɨ ɬɨɦ ɠɟ, ɨ ɢɫɤɭɫɫɬɜɟ ɢɫɬɨɪɢɸ ɪɢɦɫɤɨɣ ɦɚɬɪɨɧɵ 
ɫɞɟɥɚɬɶ ɢɫɬɨɪɢɟɣ ɯɪɢɫɬɢɚɧɫɤɨɣ ɞɭɲɢ ௅ ɩɟɪɫɨɧɚɥɶɧɨɝɨ ɝɪɟɯɚ ɢ ɫɩɚɫɟ-
ɧɢɹ. ɂɫɬɢɧɧɨɟ ɦɚɫɬɟɪɫɬɜɨ ɟɥɢɡɚɜɟɬɢɧɫɤɢɯ ɞɪɚɦɚɬɭɪɝɨɜ ɫɨɫɬɨɹɥɨ  
ɜ ɭɞɟɪɠɚɧɢɢ ɛɚɥɚɧɫɚ, ɨɞɧɢɦ ɢɡ ɫɪɟɞɫɬɜ ɫɨɯɪɚɧɟɧɢɹ ɤɨɬɨɪɨɝɨ ɫɬɚɧɨ-
ɜɢɬɫɹ ɨɩɢɫɚɧɧɚɹ ɜɵɲɟ ɫɥɨɠɧɚɹ ɫɢɫɬɟɦɚ ɪɟɦɢɧɢɫɰɟɧɰɢɣ. 

ɇɟɫɨɦɧɟɧɧɨ, ɫɚɦɨ ɪɟɲɟɧɢɟ ɨ ɞɨɛɪɨɜɨɥɶɧɨɣ ɫɦɟɪɬɢ ɩɪɢɜɧɨɫɢɬ ɜ ɩɨ-
ɷɦɭ ɜɵɫɨɤɭɸ ɧɨɬɭ: ɨɞɧɨ ɞɟɥɨ ɩɥɚɧɢɪɨɜɚɬɶ ɭɛɢɣɫɬɜɨ, ɫɨɜɫɟɦ ɞɪɭɝɨɟ – 
ɩɪɢɜɟɫɬɢ ɜ ɞɟɣɫɬɜɢɟ ɛɥɚɝɨɪɨɞɧɭɸ ɦɚɤɫɢɦɭ “Mori licet cui vivere non 
placet” [22. ɋ. 117]. ɇɨ ɷɬɨ ɪɟɲɟɧɢɟ ɨɡɧɚɱɚɟɬ ɬɚɤɠɟ ɩɨɫɥɟɞɨɜɚɬɶ ɩɪɢ-
ɦɟɪɭ Ȼɪɭɬɚ, Ʉɚɫɫɢɹ, ɋɨɤɪɚɬɚ ɢɥɢ ɠɟɧɫɤɢɦ ɢɞɟɚɥɶɧɵɦ ɨɛɪɚɡɰɚɦ – 
ɉɨɪɰɢɢ, Ⱥɪɢɢ. Ɉɛɚ ɩɪɨɢɡɜɟɞɟɧɢɹ – «Ʌɭɤɪɟɰɢɹ» ɢ «Ɍɢɬ Ⱥɧɞɪɨɧɢɤ» – 
ɪɚɡɞɟɥɹɸɬ ɧɟ ɬɨɥɶɤɨ ɚɥɥɸɡɢɸ ɧɚ ɢɡɧɚɫɢɥɨɜɚɧɧɭɸ ɜ ɥɟɫɭ Ɏɢɥɨɦɟɥɭ, 
ɧɨ ɢ ɫɪɚɜɧɟɧɢɟ ɫ ɨɛɟɡɭɦɟɜɲɟɣ ɨɬ ɝɨɪɹ Ƚɟɤɭɛɨɣ1. ɗɬɚ ɚɧɬɢɱɧɚɹ ɮɢɝɭɪɚ 
ɭɩɨɦɹɧɭɬɚ ɬɪɚɞɢɰɢɨɧɧɨ – ɤɚɤ ɜɨɩɥɨɳɟɧɢɟ ɱɪɟɡɦɟɪɧɨɝɨ ɠɟɧɫɤɨɝɨ 
ɝɨɪɹ [6. 4, 1, 16–21; 16. 1485–1495]. Ɉɛɪɚɡ Ƚɟɤɭɛɵ ɫɜɹɡɚɧ ɫ ɛɨɝɢɧɟɣ 
ɦɪɚɤɚ Ƚɟɤɚɬɨɣ, ɤɪɨɦɟ ɬɨɝɨ, ɫɨɝɥɚɫɧɨ ȿɜɪɢɩɢɞɭ, ɬɪɨɹɧɫɤɚɹ ɰɚɪɢɰɚ ɛɪɨ-
ɫɢɥɚɫɶ ɜ ɦɨɪɟ, ɨɛɟɪɧɭɜɲɢɫɶ ɫɨɛɚɤɨɣ, ɨɞɧɚɤɨ ɜ ɲɟɤɫɩɢɪɨɜɫɤɢɯ ɩɪɨɢɡ-
ɜɟɞɟɧɢɹɯ ɷɬɨɬ ɷɩɢɡɨɞ ɧɟ ɭɩɨɦɢɧɚɟɬɫɹ, ɨɫɬɚɜɚɹɫɶ ɧɚɦɟɤɨɦ ɧɚ ɫɯɨɠɢɣ 
ɮɢɧɚɥ ɬɪɟɯ ɠɟɧɳɢɧ (Ƚɟɤɭɛɵ, Ʌɚɜɢɧɢɢ, Ʌɭɤɪɟɰɢɢ).  

ȼ ɨɛɨɢɯ ɬɟɤɫɬɚɯ ɭɩɨɦɢɧɚɟɬɫɹ ɟɳɟ ɨɞɧɨ ɡɧɚɦɟɧɢɬɨɟ ɚɧɬɢɱɧɨɟ ɫɚ-
ɦɨɭɛɢɣɫɬɜɨ – Ⱥɹɤɫɚ [6. 1, 1, 384–386; 16. 1394]. ɗɬɢ ɧɟɪɚɡɜɟɪɧɭɬɵɟ 
ɚɥɥɸɡɢɢ ɜɵɩɨɥɧɹɸɬ ɷɫɬɟɬɢɱɟɫɤɭɸ ɮɭɧɤɰɢɸ: ɩɪɢɞɚɸɬ ɲɟɤɫɩɢɪɨɜ-
ɫɤɢɦ ɨɛɪɚɡɚɦ ɩɚɮɨɫ ɜɨɡɜɵɲɟɧɧɨɝɨ, ɭɫɢɥɢɜɚɸɬ ɬɪɚɝɢɱɧɨɫɬɶ ɡɚ ɫɱɟɬ 
«ɢɞɟɚɥɶɧɨɫɬɢ» ɫɚɦɨɣ Ƚɟɤɭɛɵ ɢ ɤɚɧɨɧɢɱɧɨɫɬɢ ɟɟ ɝɨɪɹ. Ɍɨ ɟɫɬɶ ɮɭɧɤ-
ɰɢɹ ɚɥɥɸɡɢɢ – ɩɨɞɧɹɬɶ ɲɟɤɫɩɢɪɨɜɫɤɢɟ ɬɟɤɫɬɵ ɞɨ ɭɪɨɜɧɹ ɝɪɟɱɟɫɤɨɣ 
ɬɪɚɝɟɞɢɢ. 

Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɷɫɬɟɬɢɱɟɫɤɚɹ ɮɭɧɤɰɢɹ ɦɨɬɢɜɚ ɫɚɦɨɭɛɢɣɫɬɜɚ ɜ ɩɨ-
ɷɬɢɤɟ ɪɚɧɧɢɯ ɩɪɨɢɡɜɟɞɟɧɢɣ ɒɟɤɫɩɢɪɚ ɡɚɤɥɸɱɚɟɬɫɹ ɜ ɚɩɟɥɥɹɰɢɢ ɤ ɚɧ-
ɬɢɱɧɵɦ ɦɢɮɚɦ ɢ ɥɟɝɟɧɞɚɦ, ɨɛɪɚɡɰɚɦ ɚɧɬɢɱɧɨɝɨ ɠɟɧɫɤɨɝɨ ɢɞɟɚɥɚ, 
ɠɚɧɪɭ ɚɧɬɢɱɧɨɣ ɬɪɚɝɟɞɢɢ, ɤɨɬɨɪɵɟ ɜɵɡɵɜɚɥɢ ɜ ɫɨɡɧɚɧɢɢ ɟɥɢɡɚɜɟɬɢɧ-
ɰɟɜ ɜɨɡɜɵɲɟɧɧɵɟ ɱɭɜɫɬɜɚ, ɨɪɢɟɧɬɢɪɨɜɚɥɢ ɧɚ ɝɟɪɨɢɱɟɫɤɨɟ ɢ ɢɞɟɚɥɶ-
ɧɨɟ. Ɋɚɧɧɟɟ ɬɜɨɪɱɟɫɬɜɨ ɒɟɤɫɩɢɪɚ ɩɪɨɞɨɥɠɚɟɬ ɚɧɬɢɱɧɭɸ ɬɪɚɞɢɰɢɸ 

 
1 “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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ɡɧɚɱɢɦɨɫɬɢ ɚɬɪɢɛɭɬɢɤɢ ɫɚɦɨɭɛɢɣɫɬɜɚ, ɫɨɩɨɥɚɝɚɹ ɩɪɢɱɢɧɭ, ɫɩɨɫɨɛ ɢ 
ɜɪɟɦɹ ɞɨɛɪɨɜɨɥɶɧɨɣ ɫɦɟɪɬɢ, ɦɨɞɟɥɢɪɭɹ ɬɚɤɢɦ ɨɛɪɚɡɨɦ ɨɩɪɟɞɟɥɟɧɧɭɸ 
ɫɢɬɭɚɰɢɸ ɫɚɦɨɭɛɢɣɫɬɜɚ ɢ ɩɨɦɟɳɚɹ ɟɟ ɜ ɚɧɬɢɱɧɭɸ ɫɢɫɬɟɦɭ ɷɫɬɟɬɢɱɟ-
ɫɤɢɯ ɢ ɚɤɫɢɨɥɨɝɢɱɟɫɤɢɯ ɰɟɧɧɨɫɬɟɣ, ɟɳɟ ɩɨɥɧɨɫɬɶɸ ɨɫɨɡɧɚɜɚɟɦɭɸ ɚɧ-
ɝɥɢɱɚɧɚɦɢ ɤɨɧɰɚ XVI ɜ. əɪɤɢɦɢ ɩɪɢɦɟɪɚɦɢ ɦɨɝɭɬ ɫɥɭɠɢɬɶ ɫɢɬɭɚɰɢɢ 
ɫɚɦɨɭɛɢɣɫɬɜɚ ɜ ɩɪɨɛɥɟɦɧɨɣ ɩɶɟɫɟ «ȼɟɧɟɰɢɚɧɫɤɢɣ ɤɭɩɟɰ», ɬɪɚɝɟɞɢɢ 
«Ɍɢɬ Ⱥɧɞɪɨɧɢɤ» ɢ ɩɨɷɦɟ «Ʌɭɤɪɟɰɢɹ». ɇɚɲ ɚɧɚɥɢɡ ɫɩɨɫɨɛɨɜ ɢ ɩɪɢɱɢɧ 
ɫɚɦɨɭɛɢɣɫɬɜɚ ɜ ɪɚɧɧɢɯ ɤɨɦɟɞɢɢ, ɬɪɚɝɟɞɢɢ ɢ ɩɨɷɦɟ ɧɚɝɥɹɞɧɨ ɞɟɦɨɧ-
ɫɬɪɢɪɭɟɬ ɦɵɫɥɶ Ⱥ.ɇ. ȼɟɫɟɥɨɜɫɤɨɝɨ ɨ ɬɨɦ, ɱɬɨ «ɷɫɬɟɬɢɱɟɫɤɨɟ ɨɛɧɢ-
ɦɚɟɬ, ɢ ɤɪɚɫɢɜɨɟ, ɢ ɛɟɡɨɛɪɚɡɧɨɟ» (ɩɭɧɤɬɭɚɰɢɹ ɚɜɬɨɪɚ. – ɇ.З.) [1. ɋ. 617] 
ɢ ɜɵɹɜɥɹɟɬ ɫɩɨɫɨɛɧɨɫɬɶ ɦɨɬɢɜɚ ɩɟɪɟɞɚɜɚɬɶ ɨɩɪɟɞɟɥɟɧɧɵɟ ɰɟɧɧɨɫɬɧɵɟ 
ɫɦɵɫɥɵ ɤɚɠɞɨɦ ɧɨɜɨɦɭ ɩɨɜɟɫɬɜɨɜɚɧɢɸ ɢ ɷɫɬɟɬɢɱɟɫɤɢ ɨɪɢɟɧɬɢɪɨɜɚɬɶ 
ɡɪɢɬɟɥɹ ɢ ɱɢɬɚɬɟɥɹ.  

Ɉɞɧɚɤɨ ɧɟɢɡɛɟɠɧɨɟ ɜɥɢɹɧɢɟ ɫɪɟɞɧɟɜɟɤɨɜɨɝɨ ɢ ɪɟɧɟɫɫɚɧɫɧɨɝɨ ɦɟɧ-
ɬɚɥɢɬɟɬɨɜ, ɧɚɤɥɚɞɵɜɚɹɫɶ ɧɚ ɚɧɬɢɱɧɵɟ ɢɞɟɚɥɵ, ɫɧɢɠɚɥɨ ɷɫɬɟɬɢɤɭ ɜɨɡ-
ɜɵɲɟɧɧɨɝɨ ɢ ɩɪɟɤɪɚɫɧɨɝɨ ɜ ɠɢɡɧɢ ɢ ɥɢɬɟɪɚɬɭɪɟ. Ɇɵ ɩɨɥɧɨɫɬɶɸ ɫɨ-
ɝɥɚɫɧɵ ɫ Ⱥɥɥɚɧɨɦ ɍɨɪɪɟɧɨɦ Ɏɪɢɞɦɚɧɨɦ, ɡɚɦɟɬɢɜɲɢɦ, ɱɬɨ “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]. 
Ʉ ɫɨɠɚɥɟɧɢɸ, ɦɢɪ ɷɬɨɬ ɛɟɡɜɨɡɜɪɚɬɧɨ ɭɲɟɥ. ȼ ɬɪɚɝɟɞɢɢ «Ɍɢɬ Ⱥɧɞɪɨɧɢɤ» 
ɢ ɩɨɷɦɟ «Ʌɭɤɪɟɰɢɹ» ɬɪɚɝɢɱɟɫɤɢɣ ɩɚɮɨɫ ɢ ɷɫɬɟɬɢɤɚ ɫɧɢɠɚɸɬɫɹ ɡɚ ɫɱɟɬ: 

– ɧɟɨɠɢɞɚɧɧɨɫɬɢ ɢ ɪɟɡɤɨɫɬɢ ɭɛɢɣɫɬɜɚ Ʌɚɜɢɧɢɢ. ɋɯɨɞɫɬɜɨ ɫɢɬɭɚ-
ɰɢɣ ȼɢɪɝɢɧɢɹ ɢ Ɍɢɬɚ Ⱥɧɞɪɨɧɢɤɚ ɩɨɞɫɤɚɡɵɜɚɟɬ ɧɚɦ ɷɬɨ ɞɪɚɦɚɬɢɱɟɫɤɨɟ 
ɪɟɲɟɧɢɟ, ɧɨ ɧɚɝɪɨɦɨɠɞɟɧɢɟ ɭɛɢɣɫɬɜ ɞɟɥɚɟɬ ɫɦɟɪɬɶ Ʌɚɜɢɧɢɢ ɧɟ ɬɪɚ-
ɝɢɱɟɫɤɨɣ ɢ ɬɟɦ ɛɨɥɟɟ ɧɟ ɝɟɪɨɢɱɟɫɤɨɣ, ɚ ɪɹɞɨɜɨɣ. ɗɬɚ ɨɞɧɚ ɫɦɟɪɬɶ ɢɡ 
ɦɧɨɝɢɯ ɜ ɬɪɚɝɟɞɢɢ. ȼ ɧɟɣ ɟɫɬɶ ɫɭɛɴɟɤɬɢɜɧɚɹ (ɜɧɭɬɪɟɧɧɹɹ) ɨɛɭɫɥɨɜɥɟɧ-
ɧɨɫɬɶ (ɢɡɛɚɜɥɟɧɢɟ ɞɟɜɭɲɤɢ ɢ ɨɬɰɚ ɨɬ ɫɬɵɞɚ), ɧɨ ɦɚɥɨ ɜɧɟɲɧɟɣ: ɧɢɤɬɨ 
ɧɟ ɩɪɨɧɨɫɢɬ ɬɪɭɩ ɩɨ ɝɨɪɨɞɭ, ɧɢɤɬɨ ɧɟ ɩɪɢɡɵɜɚɟɬ ɤ ɜɨɫɫɬɚɧɢɸ ɟɟ ɢɦɟ-
ɧɟɦ (ɢ ɛɟɡ Ʌɚɜɢɧɢɢ ɯɜɚɬɚɟɬ ɠɟɪɬɜ);  

– ɭɯɨɞɚ ɨɬ ɩɨɧɢɦɚɧɢɹ ɫɦɟɪɬɢ ɝɟɪɨɢɧɢ ɤɚɤ ɠɟɪɬɜɵ: ɜ ɬɪɚɝɟɞɢɢ 
«ɡɧɚɦɟɧɟɦ ɪɟɜɨɥɸɰɢɢ» ɫɬɚɧɨɜɢɬɫɹ Ɍɢɬ, ɚ ɜ ɩɨɷɦɟ ɧɚɥɢɰɨ ɩɟɪɟɧɨɫ ɚɤ-
ɰɟɧɬɚ ɫ ɝɪɚɠɞɚɧɫɤɨɝɨ ɧɚ ɥɢɱɧɨɟ; 

– ɚɛɫɨɥɸɬɧɨɝɨ ɡɚɩɪɟɬɚ ɫɭɢɰɢɞɚɥɶɧɵɯ ɞɟɣɫɬɜɢɣ ɰɟɪɤɨɜɶɸ, ɜ ɪɟ-
ɡɭɥɶɬɚɬɟ ɱɟɝɨ ɤɨɧɰɟɩɬ ɫɚɦɨɭɛɢɣɫɬɜɚ ɜɨɛɪɚɥ ɜ ɫɟɛɹ ɡɧɚɱɟɧɢɹ ɩɪɟɫɬɭɩ-
ɥɟɧɢɹ, ɝɪɟɯɚ, ɥɢɱɧɨɣ ɜɢɧɵ, ɧɚɪɭɲɟɧɢɹ, ɛɨɝɨɨɬɫɬɭɩɧɢɱɟɫɬɜɚ. Ɍɭɬ 
ɧɟɨɛɯɨɞɢɦɨ ɪɚɡɞɟɥɹɬɶ ɡɚɩɪɟɬ ɫɚɦɨɭɛɢɣɫɬɜɚ Ⱥɜɝɭɫɬɢɧɨɦ Ȼɥɚɠɟɧɧɵɦ 
ɜ «Ƚɪɚɞɟ Ȼɨɠɢɟɦ» ɢ ɉɥɚɬɨɧɨɦ ɜ «Ɂɚɤɨɧɚɯ». ȿɫɥɢ ɩɨɫɥɟɞɧɢɣ ɢ 
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ɡɚɩɪɟɳɚɥ ɫɚɦɨɭɛɢɣɫɬɜɨ ɤɚɤ ɩɨɤɭɲɟɧɢɟ ɧɚ ɩɪɢɧɚɞɥɟɠɚɳɭɸ ɛɨɝɚɦ 
ɠɢɡɧɶ, ɬɨ ɜɫɟ ɠɟ ɧɟ ɜɜɨɞɢɥ ɨɛɹɡɚɬɟɥɶɧɨɝɨ ɧɚɤɚɡɚɧɢɹ ɜ ɜɢɞɟ ɚɞɚ ɢ ɜɟɱ-
ɧɵɯ ɦɭɤ, ɚ ɩɪɟɩɨɞɧɨɫɢɥ ɷɬɭ ɢɞɟɸ ɤɚɤ ɥɨɝɢɱɟɫɤɨɟ ɫɭɠɞɟɧɢɟ, ɧɚɪɭɲɚɬɶ 
ɤɨɬɨɪɨɟ ɧɟɜɟɪɧɨ; 

– ɜɧɟɞɪɟɧɢɹ ɜ ɬɟɤɫɬ ɷɦɨɬɢɜɧɵɯ ɫɦɵɫɥɨɜ ɯɪɢɫɬɢɚɧɫɤɨɝɨ ɫɬɪɚɯɚ ɡɚ 
ɛɟɫɫɦɟɪɬɢɟ ɞɭɲɢ, ɧɟ ɫɨɱɟɬɚɸɳɟɝɨɫɹ, ɟɫɬɟɫɬɜɟɧɧɨ, ɫ ɩɪɟɤɪɚɫɧɵɦ ɢ 
ɜɨɡɜɵɲɟɧɧɵɦ; 

– ɫɨɦɧɟɧɢɣ ɢ ɦɟɬɚɧɢɣ ɝɟɪɨɢɧɢ, ɫɧɢɠɚɸɳɢɯ ɬɪɚɝɢɱɟɫɤɢɣ ɩɚɮɨɫ ɫɚ-
ɦɨɭɛɢɣɫɬɜɚ ɡɚ ɫɱɟɬ ɧɟɭɜɟɪɟɧɧɨɫɬɢ ɜ ɟɝɨ ɧɟɢɡɛɟɠɧɨɫɬɢ; 

– ɭɫɤɨɪɟɧɢɹ ɞɟɣɫɬɜɢɹ, ɧɚɝɪɨɦɨɠɞɟɧɢɹ ɫɦɟɪɬɟɣ ɩɨɞ ɜɥɢɹɧɢɟɦ 
ɬɟɦɩɚ ɪɟɚɥɶɧɨɣ ɠɢɡɧɢ (ɜ ɞɚɥɶɧɟɣɲɟɦ ɞɢɧɚɦɢɡɦ ɠɢɡɧɢ, ɤɚɤ ɧɚɦ ɤɚ-
ɠɟɬɫɹ, ɫɵɝɪɚɟɬ ɪɨɤɨɜɭɸ ɪɨɥɶ ɜ ɷɫɬɟɬɢɤɟ ɪɟɚɥɶɧɵɯ ɫɚɦɨɭɛɢɣɫɬɜ ɢ ɥɢ-
ɬɟɪɚɬɭɪɧɨɝɨ ɦɨɬɢɜɚ ɫɚɦɨɭɛɢɣɫɬɜɚ). 

Ɉɬɞɟɥɶɧɨ ɯɨɬɟɥɨɫɶ ɛɵ ɨɬɦɟɬɢɬɶ ɧɟɪɟɥɟɜɚɧɬɧɨɫɬɶ ɜɵɲɟɢɡɥɨɠɟɧ-
ɧɵɯ ɫɨɨɛɪɚɠɟɧɢɣ ɞɥɹ ɡɪɟɥɨɝɨ ɢ ɩɨɡɞɧɟɝɨ ɬɜɨɪɱɟɫɬɜɚ ɞɪɚɦɚɬɭɪɝɚ. ȼɟ-
ɥɢɤɢɟ ɬɪɚɝɟɞɢɢ ɜɨɩɥɨɳɚɸɬ ɫɨɛɨɣ ɩɨɛɟɞɭ ɯɪɢɫɬɢɚɧɫɤɨɝɨ ɦɢɪɨɜɨɡɡɪɟ-
ɧɢɹ ɞɚɠɟ ɩɪɢ ɧɚɥɢɱɢɢ ɨɬɫɵɥɨɤ ɤ ɚɧɬɢɱɧɨɫɬɢ ɢ ɚɧɬɢɱɧɨɣ ɷɫɬɟɬɢɤɟ, 
ɬɨɪɠɟɫɬɜɨ ɫɜɨɟɝɨ, ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɧɚɞ ɨɫɨɡɧɚɧɧɨ ɡɚɢɦɫɬɜɨɜɚɧɧɵɦ.  
ɂɯ ɜɟɥɢɱɢɟ ɢ ɨɩɪɟɞɟɥɹɟɬɫɹ ɜ ɡɧɚɱɢɬɟɥɶɧɨɣ ɫɬɟɩɟɧɢ ɧɨɜɨɨɛɪɟɬɟɧɧɨɣ 
ɰɟɥɶɧɨɫɬɶɸ, ɨɫɧɨɜɚɧɧɨɣ ɭɠɟ ɧɟ ɧɚ ɚɧɬɢɱɧɵɯ ɰɟɧɧɨɫɬɹɯ, ɚ ɧɚ ɪɟɥɢɝɢ-
ɨɡɧɵɯ, ɧɚɰɢɨɧɚɥɶɧɵɯ, ɫɩɟɰɢɮɢɱɟɫɤɢ ɪɟɧɟɫɫɚɧɫɧɵɯ. Ɍɪɚɝɟɞɢɹ «Ⱥɧɬɨ-
ɧɢɣ ɢ Ʉɥɟɨɩɚɬɪɚ» ɩɪɢ ɛɥɢɠɚɣɲɟɦ ɪɚɫɫɦɨɬɪɟɧɢɢ ɢɧɬɟɪɟɫɧɚ ɤɚɤ ɪɚɡ 
ɚɧɬɚɝɨɧɢɡɦɨɦ ɚɧɬɢɱɧɨɝɨ ɢ ɪɟɧɟɫɫɚɧɫɧɨɝɨ, ɭɦɟɥɨ ɫɩɪɹɬɚɧɧɨɝɨ ɜ ɡɧɚ-
ɤɨɦɨɦ ɫɸɠɟɬɟ [25, 26]. Ⱥ ɜɨɬ «Ɍɢɦɨɧ Ⱥɮɢɧɫɤɢɣ», ɧɚ ɧɚɲ ɜɡɝɥɹɞ, – 
ɧɟɭɛɟɞɢɬɟɥɶɧɨɟ ɜɨɡɜɪɚɳɟɧɢɟ ɤ ɩɪɟɠɧɟɣ ɚɧɬɢɱɧɨɣ ɩɚɪɚɞɢɝɦɟ, ɝɞɟ ɜɨ-
ɩɪɟɤɢ ɚɧɬɢɱɧɵɦ ɢɞɟɚɥɚɦ ɞɥɹ ɫɦɟɪɬɢ ɝɥɚɜɧɨɝɨ ɝɟɪɨɹ ɬɪɚɝɟɞɢɢ ɢɡɛɢɪɚ-
ɟɬɫɹ ɩɟɬɥɹ [27]. ɗɬɨ ɧɚɪɭɲɚɟɬ ɷɫɬɟɬɢɤɭ, ɚ ɜɫɥɟɞ ɡɚ ɧɟɸ ɝɟɪɨɢɱɟɫɤɢɣ 
ɩɚɮɨɫ, ɨɛɪɚɡ ɝɟɪɨɹ ɢ ɡɪɢɬɟɥɶɫɤɨɟ (ɱɢɬɚɬɟɥɶɫɤɨɟ) ɜɨɫɩɪɢɹɬɢɟ.  
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Abstract. The article discusses the problems of translating multilingual texts 
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book collection. The authors focus on role of this edition in the formation of 
translation strategies and critical reception of Hamlet in German and French 
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ɉɪɨɛɥɟɦɚ ɢɡɭɱɟɧɢɹ ɦɧɨɝɨɹɡɵɱɧɵɯ ɬɟɤɫɬɨɜ ɩɪɢɨɛɪɟɬɚɟɬ ɨɫɨɛɭɸ 

ɚɤɬɭɚɥɶɧɨɫɬɶ ɧɚ ɪɭɛɟɠɟ XX– XXI ɜɜ. Ɉɛ ɷɬɨɦ ɫɜɢɞɟɬɟɥɶɫɬɜɭɸɬ ɬɪɭɞɵ 
ɨɬɟɱɟɫɬɜɟɧɧɵɯ (Ⱥ.ȼ. Ȼɟɥɨɛɪɚɬɨɜ, Ƚ.ɂ. Ⱦɚɧɢɥɢɧɚ, Ɉ.ȿ. ɏɪɨɦɨɜɚ) ɢ ɡɚ-
ɪɭɛɟɠɧɵɯ (Ʌ. Ɏɨɪɫɬɟɪ, Ʉ.Ⱥ. Ʉɧɚɭɬ, ɍ. ȼɚɣɧɪɚɣɯ, ɗ. ɏɚɭɝɟɧ) ɢɫɫɥɟ-
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ɞɨɜɚɬɟɥɟɣ. Ɉɫɨɛɵɣ ɢɧɬɟɪɟɫ ɜ ɷɬɨɣ ɫɜɹɡɢ ɩɪɟɞɫɬɚɜɥɹɸɬ ɫɨɜɪɟɦɟɧɧɵɟ 
ɩɨɥɢɥɢɧɝɜɚɥɶɧɵɟ ɪɨɦɚɧɵ, ɫɨɡɞɚɧɧɵɟ ɜ ɷɩɨɯɭ ɝɥɨɛɚɥɢɡɚɰɢɢ ɚɧɝɥɨ-
ɧɟɦɟɰɤɢɦ ɩɢɫɚɬɟɥɟɦ ȼɢɧɮɪɢɞɨɦ Ƚɟɨɪɝɨɦ Ɂɟɛɚɥɶɞɨɦ, ɧɟɦɟɰɤɨ-ɪɭ-
ɦɵɧɫɤɨɣ ɩɢɫɚɬɟɥɶɧɢɰɟɣ, ɥɚɭɪɟɚɬɨɦ ɇɨɛɟɥɟɜɫɤɨɣ ɩɪɟɦɢɢ ɩɨ ɥɢɬɟɪɚ-
ɬɭɪɟ ɡɚ 2009 ɝ. Ƚɟɪɬɨɣ Ɇɸɥɥɟɪ, Ⱥɥɟɤɫɟɟɦ Ɇɚɤɭɲɢɧɫɤɢɦ, ɩɢɲɭɳɢɦ 
ɧɚ ɪɭɫɫɤɨɦ ɢ ɧɟɦɟɰɤɨɦ ɹɡɵɤɚɯ, ɹɩɨɧɫɤɨ-ɧɟɦɟɰɤɨɣ ɩɢɫɚɬɟɥɶɧɢɰɟɣ Ȭɤɨ 
Ɍɚɜɚɞɨɣ, ɚɜɫɬɪɢɣɫɤɢɦ ɩɢɫɚɬɟɥɟɦ, ɪɨɞɢɜɲɟɦɫɹ ɜ Ɋɨɫɫɢɢ, ȼɥɚɞɢɦɢɪɨɦ 
ȼɟɪɬɥɢɛɨɦ ɢ ɞɪ. ȼ ɫɜɨɢɯ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɬɟɤɫɬɚɯ ɨɧɢ ɜɨɫɫɨɡɞɚɸɬ ɢ 
ɦɨɞɟɥɢɪɭɸɬ ɦɧɨɝɨɹɡɵɱɧɭɸ ɤɚɪɬɢɧɭ ɦɢɪɚ, ɨɬɫɵɥɚɸɬ ɤ ɢɞɟɟ, ɧɟ ɪɚɡɞɟ-
ɥɹɸɳɟɣ, ɚ ɫɜɹɡɵɜɚɸɳɟɣ ɝɪɚɧɢɰɵ, ɤɨɬɨɪɚɹ ɹɜɥɹɟɬɫɹ ɦɟɫɬɨɦ ɜɫɬɪɟɱɢ ɢ 
ɞɢɚɥɨɝɚ ɤɭɥɶɬɭɪ [1. C. 107].  

ȼ ɫɨɰɢɨɥɢɧɝɜɢɫɬɢɤɟ «ɩɨɧɹɬɢɟ ɞɜɭɹɡɵɱɢɹ / ɦɧɨɝɨɹɡɵɱɢɹ ɢɫɩɨɥɶɡɭ-
ɟɬɫɹ ɩɪɢɦɟɧɢɬɟɥɶɧɨ ɤ ɮɚɤɬɭ ɜɥɚɞɟɧɢɹ ɱɟɥɨɜɟɤɨɦ ɞɜɭɦɹ / ɛɨɥɟɟ ɱɟɦ 
ɞɜɭɦɹ ɟɫɬɟɫɬɜɟɧɧɵɦɢ ɹɡɵɤɚɦɢ. ȼ ɥɢɧɝɜɢɫɬɢɱɟɫɤɨɣ ɩɨɷɬɢɤɟ ɩɨɧɹɬɢɟ 
ɦɧɨɝɨɹɡɵɱɢɹ ɦɨɠɟɬ ɛɵɬɶ ɪɚɫɩɪɨɫɬɪɚɧɟɧɨ ɧɚ ɮɚɤɬɵ ɩɪɢɫɭɬɫɬɜɢɹ <…> 
ɜ ɯɭɞɨɠɟɫɬɜɟɧɧɨɦ ɬɟɤɫɬɟ ɫɪɟɞɫɬɜ ɞɜɭɯ ɢ ɛɨɥɟɟ ɹɡɵɤɨɜ – ɟɫɬɟɫɬɜɟɧɧɵɯ, 
ɢɫɤɭɫɫɬɜɟɧɧɵɯ, ɩɚɪɚɹɡɵɤɨɜ, ɤɢɧɟɬɢɱɟɫɤɢɯ, ɹɡɵɤɨɜ ɤɭɥɶɬɭɪɵ ɢ ɞɪ.,  
ɚ ɬɚɤɠɟ ɫɦɟɲɟɧɢɹ ɹɡɵɤɨɜ» [2. C. 8]. ɉɨɞ ɹɡɵɤɨɦ ɠɟ, ɫɨɝɥɚɫɧɨ  
ɘ.Ɇ. Ʌɨɬɦɚɧɭ, ɩɨɧɢɦɚɟɬɫɹ ɜɫɹɤɚɹ ɤɨɦɦɭɧɢɤɚɰɢɨɧɧɚɹ ɫɢɫɬɟɦɚ, ɩɨɥɶ-
ɡɭɸɳɚɹɫɹ ɡɧɚɤɚɦɢ, ɭɩɨɪɹɞɨɱɟɧɧɵɦɢ ɨɫɨɛɵɦ ɨɛɪɚɡɨɦ [3. C. 20]. ɉɨ 
ɦɧɟɧɢɸ ɫɨɜɪɟɦɟɧɧɨɣ ɢɫɫɥɟɞɨɜɚɬɟɥɶɧɢɰɵ, ɬɟɪɦɢɧ «ɦɧɨɝɨɹɡɵɱɢɟ» 
«ɨɯɜɚɬɵɜɚɟɬ ɧɟ ɬɨɥɶɤɨ ɹɜɥɟɧɢɹ ɪɟɱɢ, ɧɨ ɢ ɹɜɥɟɧɢɹ ɞɪɭɝɢɯ ɡɧɚɤɨɜɵɯ 
ɫɢɫɬɟɦ», ɜ ɱɚɫɬɧɨɫɬɢ, ɜ ɯɭɞɨɠɟɫɬɜɟɧɧɨɦ ɬɟɤɫɬɟ ɨɧɨ «ɨɛɧɚɪɭɠɢɜɚɟɬɫɹ 
ɧɟ ɬɨɥɶɤɨ ɜ ɩɟɪɟɩɥɟɬɟɧɢɢ ɪɚɡɧɵɯ ɹɡɵɤɨɜɵɯ ɫɢɫɬɟɦ, ɧɨ ɢ ɜɨ ɜɡɚɢɦɨ-
ɞɟɣɫɬɜɢɢ ɜɟɪɛɚɥɶɧɵɯ ɢ ɧɟɜɟɪɛɚɥɶɧɵɯ ɷɥɟɦɟɧɬɨɜ» [4. C. 63]. ɉɪɢ ɷɬɨɦ 
ɩɨɞ ɜɟɪɛɚɥɶɧɵɦɢ ɷɥɟɦɟɧɬɚɦɢ ɦɨɝɭɬ ɩɨɞɪɚɡɭɦɟɜɚɬɶɫɹ ɤɚɤ ɞɪɭɝɢɟ 
ɜɢɞɵ (ɹɡɵɤɢ) ɢɫɤɭɫɫɬɜɚ, ɬɚɤ ɢ ɹɡɵɤ ɠɟɫɬɨɜ, ɦɢɦɢɤɢ, ɞɜɢɠɟɧɢɣ.  

Ʉɚɤ ɜɢɞɢɦ, ɮɟɧɨɦɟɧ ɦɧɨɝɨɹɡɵɱɢɹ ɜ ɯɭɞɨɠɟɫɬɜɟɧɧɨɦ ɢɥɢ ɥɢɬɟɪɚ-
ɬɭɪɧɨ-ɯɭɞɨɠɟɫɬɜɟɧɧɨɦ ɬɟɤɫɬɟ (ɢɡɞɚɧɢɢ) ɫɜɹɡɚɧ ɫ ɞɢɚɥɨɝɢɱɧɨɫɬɶɸ ɤɚɤ 
ɜɟɞɭɳɢɦ ɩɪɢɧɰɢɩɨɦ ɟɝɨ ɨɪɝɚɧɢɡɚɰɢɢ, ɫ ɚɤɬɭɚɥɢɡɚɰɢɟɣ ɟɝɨ ɤɨɦɦɭɧɢ-
ɤɚɬɢɜɧɨɣ ɩɪɢɪɨɞɵ, ɨɞɧɨɜɪɟɦɟɧɧɵɦ ɢɫɩɨɥɶɡɨɜɚɧɢɟɦ ɧɟɫɤɨɥɶɤɢɯ ɜɟɪ-
ɛɚɥɶɧɵɯ ɢɥɢ ɜɟɪɛɚɥɶɧɵɯ ɢ ɧɟɜɟɪɛɚɥɶɧɵɯ ɹɡɵɤɨɜ ɜ ɯɭɞɨɠɟɫɬɜɟɧɧɨɣ 
ɤɨɦɦɭɧɢɤɚɰɢɢ. ȼ ɦɧɨɝɨɹɡɵɱɧɵɯ ɬɟɤɫɬɚɯ ɮɨɪɦɢɪɭɟɬɫɹ ɯɚɪɚɤɬɟɪɧɵɣ 
ɩɨɥɢɥɢɧɝɜɚɥɶɧɵɣ (ɦɭɥɶɬɢɥɢɧɝɜɚɥɶɧɵɣ) ɢ ɩɨɥɢɤɭɥɶɬɭɪɧɵɣ (ɦɭɥɶɬɢ-
ɤɭɥɶɬɭɪɧɵɣ) ɨɛɪɚɡ ɚɜɬɨɪɚ (ɫɨɫɬɚɜɢɬɟɥɹ) ɢ ɱɢɬɚɬɟɥɹ, ɜɥɚɞɟɸɳɢɯ ɧɟ-
ɫɤɨɥɶɤɢɦɢ ɹɡɵɤɨɜɵɦɢ ɢ ɤɭɥɶɬɭɪɧɵɦɢ ɫɢɫɬɟɦɚɦɢ ɢ ɨɪɢɟɧɬɢɪɭɸ-
ɳɢɯɫɹ ɜ ɧɟɫɤɨɥɶɤɢɯ ɹɡɵɤɨɜɵɯ ɤɚɪɬɢɧɚɯ ɦɢɪɚ [5. C. 105]. ȼɚɠɧɟɣɲɢɟ 
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ɨɫɨɛɟɧɧɨɫɬɢ ɫɨɜɪɟɦɟɧɧɨɣ ɦɧɨɝɨɹɡɵɱɧɨɣ ɥɢɬɟɪɚɬɭɪɵ ɫɜɹɡɚɧɵ ɫ ɢɡɨɛ-
ɪɚɠɟɧɢɟɦ ɦɭɥɶɬɢɧɚɰɢɨɧɚɥɶɧɨɝɨ ɫɨɡɧɚɧɢɹ ɚɜɬɨɪɚ, ɩɟɪɟɞɚɱɟɣ ɝɢɛɪɢɞ-
ɧɨɣ ɢɞɟɧɬɢɱɧɨɫɬɢ ɝɟɪɨɹ-ɩɨɥɢɝɥɨɬɚ, ɮɨɪɦɢɪɨɜɚɧɢɟɦ ɩɨɥɢɥɢɧɝɜɚɥɶ-
ɧɨɝɨ ɬɢɩɚ ɩɨɜɟɫɬɜɨɜɚɧɢɹ, ɜɤɥɸɱɚɸɳɟɝɨ ɜ ɫɟɛɹ ɪɚɡɧɵɟ ɟɫɬɟɫɬɜɟɧɧɵɟ 
ɹɡɵɤɢ ɢ ɨɞɧɨɜɪɟɦɟɧɧɨ «ɹɡɵɤɢ» ɮɨɬɨɝɪɚɮɢɢ, ɦɚɫɫɦɟɞɢɚ, ɚɪɯɢɬɟɤɬɭɪɵ 
ɢ ɞɪɭɝɢɯ ɜɢɞɨɜ ɢɫɤɭɫɫɬɜ. ȼɫɟ ɷɬɨ ɫɜɢɞɟɬɟɥɶɫɬɜɭɟɬ ɨ ɬɨɦ, ɱɬɨ «ɩɨɥɢɧɝ-
ɜɚɥɶɧɨɫɬɶ ɫɟɝɨɞɧɹ ɫɬɚɥɚ ɧɟ ɤɨɥɢɱɟɫɬɜɟɧɧɨɣ, ɚ ɤɚɱɟɫɬɜɟɧɧɨɣ ɯɚɪɚɤɬɟ-
ɪɢɫɬɢɤɨɣ ɬɟɤɫɬɚ», ɨɬɪɚɠɚɸɳɟɣ ɝɥɭɛɨɤɢɟ ɫɨɞɟɪɠɚɬɟɥɶɧɵɟ ɬɪɚɧɫɮɨɪ-
ɦɚɰɢɢ ɫɨɜɪɟɦɟɧɧɨɝɨ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɦɵɲɥɟɧɢɹ ɢ «ɫɚɦɨɩɨɧɢɦɚɧɢɟ 
ɤɭɥɶɬɭɪɵ» [1. C. 107, 108]. 

ȼ ɨɬɥɢɱɢɟ ɨɬ ɫɨɜɪɟɦɟɧɧɨɣ ɥɢɬɟɪɚɬɭɪɵ ɜ ɥɢɬɟɪɚɬɭɪɟ XIX ɜ. ɦɧɨɝɨ-
ɹɡɵɱɢɟ ɩɟɪɟɞɚɟɬ ɨɬɤɪɵɬɨɫɬɶ ɫɨɡɧɚɧɢɹ ɚɜɬɨɪɚ ɢ ɝɟɪɨɹ ɞɪɭɝɢɦ ɹɡɵɤɚɦ 
ɢ ɤɭɥɶɬɭɪɚɦ, ɢɯ ɫɬɪɟɦɥɟɧɢɟ ɤ ɩɪɟɨɞɨɥɟɧɢɸ ɝɪɚɧɢɰ ɧɚɰɢɨɧɚɥɶɧɨɣ ɡɚɦɤ-
ɧɭɬɨɫɬɢ. Ɏɟɧɨɦɟɧ ɞɜɭɹɡɵɱɢɹ (ɦɧɨɝɨɹɡɵɱɢɹ) ɜ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɬɟɤɫɬɚɯ 
ɢ ɥɢɬɟɪɚɬɭɪɧɨ-ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɢɡɞɚɧɢɹɯ XIX ɜ. ɨɬɪɚɠɚɟɬ ɨɫɨɛɟɧɧɨ-
ɫɬɢ ɹɡɵɤɨɜɨɝɨ ɫɨɡɧɚɧɢɹ ɚɜɬɨɪɨɜ, ɩɟɪɟɜɨɞɱɢɤɨɜ, ɢɡɞɚɬɟɥɟɣ, ɤɨɬɨɪɵɟ 
ɜɨɫɩɪɢɧɢɦɚɸɬ ɫɟɛɹ ɩɪɟɠɞɟ ɜɫɟɝɨ ɤɚɤ ɥɸɞɟɣ ɤɭɥɶɬɭɪɵ, ɤɚɤ ɫɨɡɞɚɬɟ-
ɥɟɣ, ɧɨɫɢɬɟɥɟɣ ɢ ɪɟɰɢɩɢɟɧɬɨɜ ɪɚɡɧɵɯ ɧɚɰɢɨɧɚɥɶɧɵɯ ɦɢɪɨɨɛɪɚɡɨɜ, 
ɩɪɢɡɜɚɧɧɵɯ ɜɡɚɢɦɧɨ «ɚɞɚɩɬɢɪɨɜɚɬɶ» ɢɯ [6. C. 21–28]. Ɋɚɫɫɦɨɬɪɢɦ  
ɷɬɨ ɹɜɥɟɧɢɟ ɧɚ ɦɚɬɟɪɢɚɥɟ ɬɪɚɝɟɞɢɢ ɒɟɤɫɩɢɪɚ «Ƚɚɦɥɟɬ», ɯɪɚɧɹɳɟɣɫɹ 
ɜ ɤɧɢɠɧɨɦ ɫɨɛɪɚɧɢɢ ɝɪɚɮɨɜ ɋɬɪɨɝɚɧɨɜɵɯ ɜ ɇɚɭɱɧɨɣ ɛɢɛɥɢɨɬɟɤɟ Ɍɨɦ-
ɫɤɨɝɨ ɭɧɢɜɟɪɫɢɬɟɬɚ. 

ɂɡɜɟɫɬɧɨ, ɱɬɨ ɩɨɫɥɟɞɧɢɦ ɜɥɚɞɟɥɶɰɟɦ ɪɨɞɨɜɨɣ ɛɢɛɥɢɨɬɟɤɢ ɋɬɪɨɝɚ-
ɧɨɜɵɯ ɛɵɥ ɝɪɚɮ Ƚɪɢɝɨɪɢɣ Ⱥɥɟɤɫɚɧɞɪɨɜɢɱ ɋɬɪɨɝɚɧɨɜ (1770–1857), ɱɥɟɧ 
Ƚɨɫɭɞɚɪɫɬɜɟɧɧɨɝɨ ɫɨɜɟɬɚ, ɪɨɫɫɢɣɫɤɢɣ ɩɨɫɥɚɧɧɢɤ ɜ ɂɫɩɚɧɢɢ (1805–
1809), ɒɜɟɰɢɢ (1812–1816), Ɍɭɪɰɢɢ (1816–1821), ɝɥɚɜɚ ɪɨɫɫɢɣɫɤɨɣ 
ɞɟɥɟɝɚɰɢɢ ɧɚ ɤɨɪɨɧɚɰɢɢ ɚɧɝɥɢɣɫɤɨɣ ɤɨɪɨɥɟɜɵ ȼɢɤɬɨɪɢɢ ɜ Ʌɨɧɞɨɧɟ  
ɜ 1838 ɝ. Ȼɢɛɥɢɨɬɟɤɚ Ƚ.Ⱥ. ɋɬɪɨɝɚɧɨɜɚ ɛɵɥɚ ɩɨɠɟɪɬɜɨɜɚɧɚ ɟɝɨ ɫɵɧɨɜɶ-
ɹɦɢ ɜ 1879 ɝ. Ɍɨɦɫɤɨɦɭ ɭɧɢɜɟɪɫɢɬɟɬɭ. ȼ ɧɚɫɬɨɹɳɟɟ ɜɪɟɦɹ ɨɧɚ ɧɚɫɱɢ-
ɬɵɜɚɟɬ ɫɜɵɲɟ 26 ɬɵɫɹɱ ɬɨɦɨɜ ɧɚ ɮɪɚɧɰɭɡɫɤɨɦ, ɚɧɝɥɢɣɫɤɨɦ, ɧɟɦɟɰ-
ɤɨɦ, ɢɫɩɚɧɫɤɨɦ, ɢɬɚɥɶɹɧɫɤɨɦ, ɪɭɫɫɤɨɦ ɢ ɞɪɭɝɢɯ ɹɡɵɤɚɯ [7]. ȼ ɛɢɛɥɢɨ-
ɬɟɤɟ ɋɬɪɨɝɚɧɨɜɵɯ ɢɦɟɟɬɫɹ ɧɟɫɤɨɥɶɤɨ ɥɢɬɟɪɚɬɭɪɧɨ-ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ 
ɢɡɞɚɧɢɣ, ɩɪɨɢɥɥɸɫɬɪɢɪɨɜɚɧɧɵɯ ɢɡɜɟɫɬɧɵɦ ɧɟɦɟɰɤɢɦ ɯɭɞɨɠɧɢɤɨɦ ɢ 
ɝɪɚɜɟɪɨɦ Ɏɪɢɞɪɢɯɨɦ Ⱥɜɝɭɫɬɨɦ Ɇɨɪɢɬɰɟɦ Ɋɟɬɱɟɦ (1779–1857). ɋɪɟɞɢ 
ɧɢɯ ɬɪɚɝɟɞɢɹ ɂ.ȼ. Ƚɺɬɟ «Ɏɚɭɫɬ», «ɉɟɫɧɶ ɨ ɤɨɥɨɤɨɥɟ» ɢ ɛɚɥɥɚɞɵ  
Ɏ. ɒɢɥɥɟɪɚ [8. ɋ. 59]. ɉɪɟɞɦɟɬɨɦ ɠɟ ɧɚɲɟɝɨ ɪɚɫɫɦɨɬɪɟɧɢɹ ɫɬɚɧɨ-
ɜɢɬɫɹ ɫɟɪɢɚɥɶɧɨɟ ɢɡɞɚɧɢɟ ɩɨɞ ɧɚɡɜɚɧɢɟɦ «Ƚɚɥɟɪɟɹ ɤ ɞɪɚɦɚɬɢɱɟɫɤɢɦ 
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ɩɪɨɢɡɜɟɞɟɧɢɹɦ ɒɟɤɫɩɢɪɚ. Ƚɪɚɜɸɪɵ ɜ ɨɱɟɪɤɚɯ Ɇɨɪɢɬɰɚ Ɋɟɬɱɚ» 
(Gallerie zu Shakspeare`s Dramatischen Werken. In Umrissen erfunden 
und gestochen von Moritz Retzsch) ɢ ɤɨɧɤɪɟɬɧɨ ɟɝɨ ɩɟɪɜɵɣ ɜɵɩɭɫɤ,  
ɩɨɫɜɹɳɟɧɧɵɣ ɬɪɚɝɟɞɢɢ «Ƚɚɦɥɟɬ»: «Ƚɚɥɟɪɟɹ ɤ ɞɪɚɦɚɬɢɱɟɫɤɢɦ ɩɪɨɢɡ-
ɜɟɞɟɧɢɹɦ ɒɟɤɫɩɢɪɚ. Ƚɚɦɥɟɬ. ɂɥɥɸɫɬɪɚɰɢɢ Ɋɟɬɱɚ» (Gallerie Zu  
Shakspeare's Dramatischen Werken. Hamlet. Illustrated by Retzsch) [9]. 
ɗɬɨ ɦɧɨɝɨɹɡɵɱɧɨɟ ɥɢɬɟɪɚɬɭɪɧɨ-ɯɭɞɨɠɟɫɬɜɟɧɧɨɟ ɢɡɞɚɧɢɟ-ɝɚɥɟɪɟɹ ɜɵ-
ɲɥɨ ɜ Ʌɟɣɩɰɢɝɟ ɢ Ʌɨɧɞɨɧɟ ɜ 1828 ɝ. Ɉɧɨ ɜɤɥɸɱɚɟɬ ɜ ɫɟɛɹ ɩɨɫɜɹɳɟɧɢɟ 
ɚɧɝɥɢɣɫɤɨɦɭ ɤɨɪɨɥɸ Ƚɟɨɪɝɭ IV (1762–1830) ɧɚ ɚɧɝɥɢɣɫɤɨɦ ɹɡɵɤɟ, 
ɩɪɟɞɢɫɥɨɜɢɟ ɨɬ ɢɡɞɚɬɟɥɹ ɗɪɧɫɬɚ Ƚɟɪɯɚɪɞɚ Ɏɥɹɣɲɟɪɚ (1799–1832) ɧɚ 
ɧɟɦɟɰɤɨɦ ɹɡɵɤɟ, ɩɨɹɫɧɟɧɢɹ ɢ ɤɨɦɦɟɧɬɚɪɢɢ ɢɡɜɟɫɬɧɨɝɨ ɮɢɥɨɥɨɝɚ ɢ ɩɢ-
ɫɚɬɟɥɹ Ʉɚɪɥɚ Ⱥɜɝɭɫɬɚ Ȼɺɬɬɢɝɟɪɚ (1760–1835) ɢ ɯɭɞɨɠɧɢɤɚ Ɏɪɢɞɪɢɯɚ 
Ⱥɜɝɭɫɬɚ Ɇɨɪɢɰɚ Ɋɟɬɱɚ (1779–1857) ɧɚ ɧɟɦɟɰɤɨɦ ɹɡɵɤɟ, ɫɩɢɫɨɤ ɞɟɣ-
ɫɬɜɭɸɳɢɯ ɥɢɰ ɬɪɚɝɟɞɢɢ «Ƚɚɦɥɟɬ» ɧɚ ɚɧɝɥɢɣɫɤɨɦ, ɧɟɦɟɰɤɨɦ ɢ ɮɪɚɧ-
ɰɭɡɫɤɨɦ ɹɡɵɤɚɯ, 17 ɱɟɪɧɨ-ɛɟɥɵɯ ɢɥɥɸɫɬɪɚɰɢɣ Ɋɟɬɱɚ ɫ ɩɚɪɚɥɥɟɥɶɧɵɦɢ 
ɨɬɪɵɜɤɚɦɢ ɧɚ ɚɧɝɥɢɣɫɤɨɦ, ɧɟɦɟɰɤɨɦ ɢ ɮɪɚɧɰɭɡɫɤɨɦ ɹɡɵɤɚɯ. Ɇɨɠɧɨ 
ɫɤɚɡɚɬɶ, ɱɬɨ ɜ ɷɬɨɦ ɢɡɞɚɧɢɢ ɢɫɩɨɥɶɡɭɸɬɫɹ ɬɚɤɢɟ ɜɢɞɵ ɦɧɨɝɨɹɡɵɱɢɹ, 
ɤɚɤ ɥɢɬɟɪɚɬɭɪɧɨɟ ɬɪɢɹɡɵɱɢɟ ɢ ɫɨɱɟɬɚɧɢɟ ɜɟɪɛɚɥɶɧɨɝɨ, ɜɟɪɛɚɥɶɧɨ-ɩɥɚ-
ɫɬɢɱɟɫɤɨɝɨ (ɬɟɚɬɪ) ɢ ɜɢɡɭɚɥɶɧɨɝɨ (ɠɢɜɨɩɢɫɧɨɝɨ) ɹɡɵɤɨɜ ɤɭɥɶɬɭɪɵ. 
Ɉɬɫɸɞɚ ɢɡɭɱɟɧɢɟ ɢɡɞɚɧɢɣ ɩɨɞɨɛɧɨɝɨ ɬɢɩɚ ɦɨɠɟɬ ɛɵɬɶ ɩɪɨɞɭɤɬɢɜɧɵɦ 
ɱɟɪɟɡ ɢɫɩɨɥɶɡɨɜɚɧɢɟ ɩɨɥɢɥɢɧɝɜɚɥɶɧɨɝɨ, ɩɟɪɟɜɨɞɱɟɫɤɨɝɨ ɢ ɢɧɬɟɪɦɟ-
ɞɢɚɥɶɧɨɝɨ ɩɨɞɯɨɞɨɜ. 

Ɉɛɪɚɬɢɦɫɹ ɤ ɚɧɚɥɢɡɭ ɢɡɜɟɫɬɧɨɝɨ ɦɨɧɨɥɨɝɚ Ƚɚɦɥɟɬɚ «Ȼɵɬɶ ɢɥɢ ɧɟ 
ɛɵɬɶ – ɬɚɤɨɜ ɜɨɩɪɨɫ» ɜ ɫɜɟɬɟ ɧɚɦɟɱɟɧɧɵɯ ɩɨɞɯɨɞɨɜ. Ɇɨɧɨɥɨɝ, ɤɚɤ ɢɡ-
ɜɟɫɬɧɨ, ɧɚɯɨɞɢɬɫɹ ɜ 1-ɣ ɫɰɟɧɟ III ɚɤɬɚ ɢ ɩɟɪɟɞɚɟɬ «ɬɪɚɝɟɞɢɸ ɫɨɡɧɚɧɢɹ» 
ɫɨɜɪɟɦɟɧɧɨɣ ɦɵɫɥɹɳɟɣ ɥɢɱɧɨɫɬɢ, ɤɨɬɨɪɚɹ ɨɛɪɟɱɟɧɚ ɧɚ ɛɟɡɞɟɹɬɟɥɶ-
ɧɨɫɬɶ, ɪɚɫɤɪɵɜɚɟɬ ɜɧɟɲɧɸɸ ɢ ɜɧɭɬɪɟɧɧɸɸ ɧɟɭɫɬɪɨɟɧɧɨɫɬɶ ɠɢɡɧɢ, 
ɨɳɭɳɟɧɢɟ ɨɛɳɟɝɨ ɧɟɛɥɚɝɨɩɨɥɭɱɢɹ ɦɢɪɚ [10. C. 147, 150]. Ɇɨɧɨɥɨɝ 
Ƚɚɦɥɟɬɚ ɩɪɟɞɫɬɚɜɥɟɧ ɜ ɞɚɧɧɨɦ ɢɡɞɚɧɢɢ ɧɚ ɚɧɝɥɢɣɫɤɨɦ, ɧɟɦɟɰɤɨɦ ɢ 
ɮɪɚɧɰɭɡɫɤɨɦ ɹɡɵɤɚɯ. Ɂɞɟɫɶ ɡɚɤɨɧɨɦɟɪɧɨ ɜɨɡɧɢɤɚɟɬ ɜɨɩɪɨɫ ɨ ɜɨɡɦɨɠ-
ɧɨɫɬɢ ɫɨɫɭɳɟɫɬɜɨɜɚɧɢɹ ɪɚɡɧɵɯ ɢɧɨɹɡɵɱɧɵɯ ɩɟɪɟɜɨɞɨɜ ɨɞɧɨɝɨ ɢ ɬɨɝɨ 
ɠɟ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤɫɬɚ ɢɥɢ ɟɝɨ ɮɪɚɝɦɟɧɬɚ ɜ ɨɞɧɨɦ ɢɡɞɚɧɢɢ. Ʉɚɤ 
ɢɡɜɟɫɬɧɨ, ɤɥɚɫɫɢɱɟɫɤɢɣ ɯɭɞɨɠɟɫɬɜɟɧɧɵɣ ɩɟɪɟɜɨɞ ɩɪɟɞɫɬɚɜɥɹɟɬ ɫɨɛɨɣ 
ɨɫɨɛɵɣ ɫɥɭɱɚɣ ɛɢɥɢɧɝɜɢɡɦɚ, ɫɜɹɡɚɧɧɵɣ ɫ ɫɢɬɭɚɰɢɟɣ ɞɜɭɹɡɵɱɧɨɣ ɤɨɦ-
ɦɭɧɢɤɚɰɢɢ, ɜ ɩɪɨɰɟɫɫɟ ɤɨɬɨɪɨɣ ɩɟɪɟɜɨɞɱɢɤ ɜɵɪɚɠɚɟɬ «ɢɧɵɦɢ ɫɪɟɞ-
ɫɬɜɚɦɢ ɬɨ, ɱɬɨ ɭɠɟ ɩɨɥɭɱɢɥɨ ɫɜɨɟ ɜɵɪɚɠɟɧɢɟ ɜ ɨɪɢɝɢɧɚɥɶɧɨɦ ɬɟɤɫɬɟ». 
ɉɪɢ ɷɬɨɦ ɜɚɠɧɟɣɲɚɹ ɨɫɨɛɟɧɧɨɫɬɶ ɩɟɪɟɜɨɞɚ ɜɢɞɢɬɫɹ ɜ ɬɨɦ, ɱɬɨ ɜ ɧɟɦ 
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ɜɨɫɫɨɡɞɚɟɬɫɹ ɧɨɜɚɹ ɯɭɞɨɠɟɫɬɜɟɧɧɚɹ ɪɟɚɥɶɧɨɫɬɶ ɧɚ ɞɪɭɝɨɦ ɹɡɵɤɟ «ɫɤɜɨɡɶ 
ɩɪɢɡɦɭ ɞɜɨɣɧɨɣ ɫɭɛɴɟɤɬɢɜɧɨɫɬɢ ɦɢɪɨɜɨɫɩɪɢɹɬɢɹ, ɫɭɛɴɟɤɬɢɜɧɨɫɬɢ 
ɚɜɬɨɪɚ ɢ ɩɟɪɟɜɨɞɱɢɤɚ» [11. C. 316, 319]. ȼ ɫɥɭɱɚɟ ɠɟ ɩɟɪɟɜɨɞɚ ɯɭɞɨ-
ɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤɫɬɚ ɧɚ ɧɟɫɤɨɥɶɤɨ ɢɧɨɫɬɪɚɧɧɵɯ ɹɡɵɤɨɜ ɦɨɠɧɨ ɝɨɜɨ-
ɪɢɬɶ ɨɛ ɨɫɨɛɨɣ ɩɨɥɢɫɭɛɴɟɤɬɢɜɧɨɫɬɢ ɦɢɪɨɜɨɫɩɪɢɹɬɢɹ, ɨɛɴɟɞɢɧɹɸɳɟɣ 
ɫɭɛɴɟɤɬɢɜɧɨɫɬɶ ɚɜɬɨɪɚ ɨɪɢɝɢɧɚɥɶɧɨɝɨ ɬɟɤɫɬɚ ɢ ɫɭɛɴɟɤɬɢɜɧɨɫɬɶ ɞɜɭɯ 
ɢ ɛɨɥɟɟ ɩɟɪɟɜɨɞɱɢɤɨɜ. ɉɨɞɨɛɧɚɹ ɩɨɥɢɫɭɛɴɟɤɬɢɜɧɨɫɬɶ ɨɤɚɡɵɜɚɟɬ ɜɥɢ-
ɹɧɢɟ ɧɚ ɨɫɨɛɟɧɧɨɫɬɶ ɱɢɬɚɬɟɥɶɫɤɨɣ ɪɟɰɟɩɰɢɢ ɤɚɤ ɨɪɢɝɢɧɚɥɶɧɨɝɨ, ɬɚɤ  
ɢ ɩɟɪɟɜɨɞɧɨɝɨ ɬɟɤɫɬɚ, ɮɨɪɦɢɪɭɹ ɯɚɪɚɤɬɟɪɧɨɟ ɩɨɥɢɹɡɵɱɧɨɟ ɢ ɩɨɥɢ-
ɤɭɥɶɬɭɪɧɨɟ ɜɨɫɩɪɢɹɬɢɟ ɦɢɪɚ.  

ɑɬɨ ɤɚɫɚɟɬɫɹ ɞɚɧɧɨɝɨ ɢɡɞɚɧɢɹ, ɬɨ ɡɞɟɫɶ ɩɨɞ ɩɨɥɢɫɭɛɴɟɤɬɧɨɫɬɶɸ 
ɩɨɧɢɦɚɸɬɫɹ ɷɫɬɟɬɢɱɟɫɤɢɟ ɭɫɬɚɧɨɜɤɢ ɚɜɬɨɪɚ ɬɪɚɝɟɞɢɢ «Ƚɚɦɥɟɬ», ɟɟ ɩɟ-
ɪɟɜɨɞɱɢɤɨɜ ɧɚ ɧɟɦɟɰɤɢɣ ɢ ɮɪɚɧɰɭɡɫɤɢɣ ɹɡɵɤɢ, ɟɟ ɢɥɥɸɫɬɪɚɬɨɪɚ 
Ɋɟɬɱɚ, ɩɨɡɢɰɢɹ ɢɡɞɚɬɟɥɹ Ɏɥɹɣɲɟɪɚ ɢ ɤɨɦɦɟɧɬɚɬɨɪɨɜ ɬɟɤɫɬɚ ɢ ɪɢɫɭɧ-
ɤɨɜ ɤ ɧɟɦɭ, ɧɚɩɪɚɜɥɟɧɧɵɯ ɧɚ ɮɨɪɦɢɪɨɜɚɧɢɟ ɭɧɢɜɟɪɫɚɥɶɧɨɝɨ ɬɢɩɚ  
ɱɢɬɚɬɟɥɹ, ɱɢɬɚɬɟɥɹ-ɷɧɰɢɤɥɨɩɟɞɢɫɬɚ, ɨɬɤɪɵɬɨɝɨ ɪɚɡɧɨɨɛɪɚɡɧɵɦ ɹɡɵ-
ɤɨɜɵɦ ɢ ɢɫɬɨɪɢɤɨ-ɤɭɥɶɬɭɪɧɵɦ ɬɪɚɞɢɰɢɹɦ. ȼ ɷɬɨɦ ɫɦɵɫɥɟ ɥɢɱɧɨɫɬɶ 
ɜɥɚɞɟɥɶɰɚ ɛɢɛɥɢɨɬɟɤɢ ɝɪɚɮɚ Ƚ.Ⱥ. ɋɬɪɨɝɚɧɨɜɚ, ɞɢɩɥɨɦɚɬɚ, ɪɭɫɫɤɨɝɨ 
ɟɜɪɨɩɟɣɰɚ, ɡɧɚɜɲɟɝɨ ɧɟɫɤɨɥɶɤɨ ɢɧɨɫɬɪɚɧɧɵɯ ɹɡɵɤɨɜ, ɫɨɨɬɜɟɬɫɬɜɭɟɬ 
ɬɚɤɨɦɭ ɬɢɩɭ ɱɢɬɚɬɟɥɹ. Ɇɨɠɧɨ ɫɤɚɡɚɬɶ, ɱɬɨ ɞɚɧɧɨɟ ɢɡɞɚɧɢɟ ɩɪɟɞɫɬɚɜ-
ɥɹɟɬ ɫɨɛɨɣ ɯɚɪɚɤɬɟɪɧɭɸ ɤɧɢɝɭ-ɬɪɢɥɢɧɝɜ, ɜ ɤɨɬɨɪɨɣ ɮɨɪɦɢɪɭɸɬɫɹ 
ɫɥɨɠɧɵɟ ɬɟɪɧɚɪɧɵɟ ɨɬɧɨɲɟɧɢɹ ɦɟɠɞɭ ɹɡɵɤɚɦɢ ɢ ɧɚɰɢɨɧɚɥɶɧɵɦɢ 
ɤɭɥɶɬɭɪɚɦɢ, ɩɪɢɜɨɞɹɳɢɟ ɤ ɨɫɨɡɧɚɧɢɸ ɫɚɦɨɫɬɨɹɬɟɥɶɧɨɣ ɰɟɧɧɨɫɬɢ 
ɜɫɟɯ ɹɡɵɤɨɜ [12. C. 140].  

Ɋɚɫɫɦɨɬɪɢɦ ɨɫɨɛɟɧɧɨɫɬɢ ɩɟɪɟɜɨɞɚ ɦɨɧɨɥɨɝɚ Ƚɚɦɥɟɬɚ ɧɚ ɧɟɦɟɰɤɢɣ 
ɹɡɵɤ ɜ ɞɚɧɧɨɦ ɢɡɞɚɧɢɢ, ɜɵɩɨɥɧɟɧɧɨɝɨ Ⱥ. ɒɥɟɝɟɥɟɦ (1767–1845). ɂɡ-
ɜɟɫɬɧɨ, ɱɬɨ ɩɟɪɟɜɨɞ ɲɟɤɫɩɢɪɨɜɫɤɨɣ ɬɪɚɝɟɞɢɢ ɛɵɥ ɫɞɟɥɚɧ ɢɦ ɜ 1799 ɝ. 
ɂɧɬɟɪɟɫ ɧɟɦɟɰɤɢɯ ɪɨɦɚɧɬɢɤɨɜ ɤ ɷɬɨɦɭ ɩɪɨɢɡɜɟɞɟɧɢɸ ɜɨ ɦɧɨɝɨɦ ɛɵɥ 
ɨɛɭɫɥɨɜɥɟɧ ɪɚɡɛɨɪɨɦ ɟɝɨ ɜ ɪɨɦɚɧɟ Ƚɺɬɟ «Ƚɨɞɵ ɭɱɟɧɢɹ ȼɢɥɶɝɟɥɶɦɚ 
Ɇɟɣɫɬɟɪɚ» (1796), ɜ ɤɨɬɨɪɨɦ Ƚɚɦɥɟɬ ɨɩɢɫɵɜɚɟɬɫɹ ɤɚɤ «ɩɪɟɤɪɚɫɧɨɟ, 
ɱɢɫɬɨɟ, ɛɥɚɝɨɪɨɞɧɨɟ, ɜɵɫɨɤɨɧɪɚɜɫɬɜɟɧɧɨɟ ɫɨɡɞɚɧɢɟ, ɥɢɲɟɧɧɨɟ ɫɢɥɵ 
ɱɭɜɫɬɜ» ɢ ɝɢɛɧɭɳɟɟ «ɩɨɞ ɛɪɟɦɟɧɟɦ, ɤɨɬɨɪɨɟ ɧɢ ɧɟɫɬɢ, ɧɢ ɫɛɪɨɫɢɬɶ 
ɟɦɭ ɧɟ ɞɚɧɨ» [13. C. 199]. ȼ ɬɨ ɠɟ ɜɪɟɦɹ ɨɛɪɚɳɟɧɢɟ ɤ ɬɜɨɪɱɟɫɬɜɭ 
ɒɟɤɫɩɢɪɚ ɫɜɹɡɚɧɨ ɫ ɪɚɡɪɚɛɨɬɤɨɣ ɜɚɠɧɟɣɲɢɯ ɜɨɩɪɨɫɨɜ ɪɨɦɚɧɬɢɱɟ-
ɫɤɨɣ ɷɫɬɟɬɢɤɢ ɜ ɬɪɭɞɚɯ ɩɪɟɞɫɬɚɜɢɬɟɥɟɣ ɣɟɧɫɤɨɣ ɲɤɨɥɵ: Ɏ. ɒɥɟɝɟɥɹ, 
ȼ. Ƚ. ȼɚɤɟɧɪɨɞɟɪɚ, ɇɨɜɚɥɢɫɚ, Ʌ. Ɍɢɤɚ, Ɏ. ɒɟɥɥɢɧɝɚ ɢ ɞɪ. ȼ ɢɯ ɱɢɫɥɟ 
ɜɨɩɪɨɫɵ ɨ ɪɨɦɚɧɬɢɡɦɟ ɤɚɤ ɜɵɫɲɟɣ ɮɨɪɦɟ ɫɨɜɪɟɦɟɧɧɨɝɨ ɢɫɤɭɫɫɬɜɚ,  
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ɨ ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɢɪɨɧɢɢ ɤɚɤ ɜɵɪɚɠɟɧɢɢ ɩɪɟɞɟɥɶɧɨɣ ɫɜɨɛɨɞɵ ɯɭɞɨɠ-
ɧɢɤɚ-ɬɜɨɪɰɚ, ɨ ɫɢɧɬɟɬɢɡɦɟ ɠɚɧɪɨɜɨɣ ɫɢɫɬɟɦɵ ɪɨɦɚɧɬɢɡɦɚ ɢ ɞɪ. Ɍɚɤ, 
ɧɚɩɪɢɦɟɪ, Ɏ. ɒɥɟɝɟɥɶ (1772–1829) ɜ ɤɧɢɝɟ «Ɉɛ ɢɡɭɱɟɧɢɢ ɝɪɟɱɟɫɤɨɣ 
ɩɨɷɡɢɢ» (1797) ɨɬɧɨɫɢɬ ɬɜɨɪɱɟɫɬɜɨ ɒɟɤɫɩɢɪɚ ɤ ɜɟɪɲɢɧɚɦ ɫɨɜɪɟɦɟɧ-
ɧɨɣ ɩɨɷɡɢɢ, ɚ ɬɪɚɝɟɞɢɸ «Ƚɚɦɥɟɬ» ɧɚɡɵɜɚɟɬ «ɲɟɞɟɜɪɨɦ ɯɭɞɨɠɟɫɬɜɟɧ-
ɧɨɣ ɦɭɞɪɨɫɬɢ». Ɉɬ ɩɢɲɟɬ: «ȼ “Ƚɚɦɥɟɬɟ” ɜɫɟ ɨɬɞɟɥɶɧɵɟ ɱɚɫɬɢ ɪɚɡɜɢ-
ɜɚɸɬɫɹ ɫ ɧɟɨɛɯɨɞɢɦɨɫɬɶɸ ɢɡ ɜɫɟɨɛɳɟɝɨ ɰɟɧɬɪɚ», – ɢ ɷɬɢɦ ɰɟɧɬɪɨɦ 
ɨɤɚɡɵɜɚɟɬɫɹ ɯɚɪɚɤɬɟɪ Ƚɚɦɥɟɬɚ. Ɉɛɪɚɡ Ƚɚɦɥɟɬɚ ɜ ɬɪɚɤɬɨɜɤɟ ɣɟɧɫɤɢɯ ɪɨ-
ɦɚɧɬɢɤɨɜ ɩɪɟɞɫɬɚɜɥɟɧ ɤɚɤ ɬɢɩ ɪɟɮɥɟɤɫɢɪɭɸɳɟɝɨ ɝɟɪɨɹ, ɜ ɤɨɬɨɪɨɦ 
«ɞɟɹɬɟɥɶɧɨɟ ɧɚɱɚɥɨ ɫɨɜɟɪɲɟɧɧɨ ɭɧɢɱɬɨɠɟɧɨ» ɢ ɜ ɤɨɬɨɪɨɦ ɜɨɩɥɨɳɟɧ 
ɛɟɡɝɪɚɧɢɱɧɵɣ ɪɚɡɥɚɞ ɦɟɠɞɭ ɞɭɦɚɸɳɟɣ ɢ ɞɟɹɬɟɥɶɧɨɣ ɫɢɥɨɣ [14. C. 49]. 
ȼ ɩɟɪɟɩɢɫɤɟ ɫ ɛɪɚɬɨɦ Ⱥ. ɒɥɟɝɟɥɶ ɝɨɜɨɪɢɬ ɨ ɩɪɢɧɰɢɩɟ ɜɡɚɢɦɨɨɬɪɚɠɟ-
ɧɢɹ ɤɚɤ ɤɨɧɫɬɪɭɤɬɢɜɧɨɣ ɨɫɧɨɜɟ ɢɡɨɛɪɚɠɟɧɢɹ ɯɚɪɚɤɬɟɪɨɜ ɜ ɬɜɨɪɱɟɫɬɜɟ 
ɚɧɝɥɢɣɫɤɨɝɨ ɞɪɚɦɚɬɭɪɝɚ, ɨɬɦɟɱɚɹ, ɱɬɨ «ɒɟɤɫɩɢɪ ɩɪɟɜɪɚɳɚɟɬ ɤɚɠɞɨɝɨ 
ɢɡ ɫɜɨɢɯ ɝɥɚɜɧɵɯ ɝɟɪɨɟɜ ɜ ɡɟɪɤɚɥɨ, ɝɞɟ ɨɬɪɚɠɚɸɬɫɹ ɜɫɟ ɨɫɬɚɥɶɧɵɟ,  
ɢ ɬɚɤ ɦɵ ɭɡɧɚɟɦ ɜɟɳɢ, ɤɨɬɨɪɵɟ ɧɟ ɦɨɝɥɢ ɪɚɫɤɪɵɬɶɫɹ ɩɟɪɟɞ ɧɚɦɢ ɧɟɩɨ-
ɫɪɟɞɫɬɜɟɧɧɨ» [15. C. 265].  

ɉɟɪɟɜɨɞ ɜ ɰɟɥɨɦ ɫɨɨɬɜɟɬɫɬɜɭɟɬ ɨɪɢɝɢɧɚɥɭ. Ʉɚɤ ɢ ɒɟɤɫɩɢɪ, Ⱥ. ɒɥɟ-
ɝɟɥɶ ɢɫɩɨɥɶɡɭɟɬ ɨɞɢɧɧɚɞɰɚɬɢ- ɢ ɞɟɫɹɬɢɫɥɨɠɧɵɟ ɫɬɢɯɢ, ɨɞɧɚɤɨ ɦɟɥɨ-
ɞɢɤɚ ɦɨɧɨɥɨɝɚ ɜ ɚɧɝɥɢɣɫɤɨɦ ɬɟɤɫɬɟ ɩɟɪɟɞɚɟɬ ɧɟɩɪɟɪɵɜɧɨɫɬɶ ɩɪɨɰɟɫɫɚ 
ɪɟɮɥɟɤɫɢɢ ɞɚɬɫɤɨɝɨ ɩɪɢɧɰɚ, ɜ ɬɨ ɜɪɟɦɹ ɤɚɤ ɩɟɪɟɜɨɞɱɢɤ ɢɫɩɨɥɶɡɭɟɬ 
ɛɨɥɶɲɟɟ ɩɨ ɫɪɚɜɧɟɧɢɸ ɫ ɨɪɢɝɢɧɚɥɨɦ ɤɨɥɢɱɟɫɬɜɨ ɫɬɢɯɨɜ ɫ ɜɨɩɪɨɫɢ-
ɬɟɥɶɧɨɣ ɢ ɜɨɫɤɥɢɰɚɬɟɥɶɧɨɣ ɢɧɬɨɧɚɰɢɟɣ, ɚɤɰɟɧɬɢɪɭɹ ɜɧɢɦɚɧɢɟ ɧɚ ɞɢɫ-
ɤɪɟɬɧɨɫɬɢ ɦɵɲɥɟɧɢɹ ɝɟɪɨɹ ɱɟɪɟɡ ɨɮɨɪɦɥɟɧɢɟ ɢɧɬɨɧɚɰɢɨɧɧɨɣ ɡɚɜɟɪ-
ɲɟɧɧɨɫɬɢ ɨɬɞɟɥɶɧɵɯ ɮɪɚɝɦɟɧɬɨɜ ɬɟɤɫɬɚ ɢ ɱɟɪɟɡ ɨɬɤɚɡ ɨɬ ɫɥɨɠɧɵɯ 
ɫɢɧɬɚɤɫɢɱɟɫɤɢɯ ɤɨɧɫɬɪɭɤɰɢɣ ɜ ɩɨɥɶɡɭ ɤɨɪɨɬɤɢɯ ɩɪɟɞɥɨɠɟɧɢɣ. ɋɪ.:  

 

Ɉɪɢɝɢɧɚɥ ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

ɉɟɪɟɜɨɞ 
Ⱥ. ɒɥɟɝɟɥɹ 

ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

To sleep, perchance 
to dream – ay, 
there's the rub… 

ɍɫɧɭɬɶ, ɜɨɡɦɨɠɧɨ, 
ɜɢɞɟɬɶ ɫɧɵ – ɞɚ, 
ɟɫɬɶ ɡɚɬɪɭɞɧɟɧɢɟ... 

Schlafen! Vielleicht 
auch träumen! Ja, 
da liegts… 

ɍɫɧɭɬɶ! Ɇɨɠɟɬ ɛɵɬɶ, 
ɜɢɞɟɬɶ ɫɧɵ! Ⱦɚ, ɜɨɬ 
ɱɬɨ ɪɚɫɩɨɥɨɠɟɧɨ... 

 
ȼ ɬɟɤɫɬɟ ɒɟɤɫɩɢɪɚ ɞɚɧɧɵɣ ɮɪɚɝɦɟɧɬ ɩɪɟɞɫɬɚɜɥɹɟɬ ɧɚɱɚɥɨ ɟɞɢɧɨɝɨ 

ɫɥɨɠɧɨɫɨɱɢɧɟɧɧɨɝɨ ɢ ɫɥɨɠɧɨɩɨɞɱɢɧɟɧɧɨɝɨ ɩɪɟɞɥɨɠɟɧɢɹ ɫ ɜɪɟɦɟɧ-
ɧɵɦ ɢ ɢɡɴɹɫɧɢɬɟɥɶɧɵɦ ɩɪɢɞɚɬɨɱɧɵɦɢ ɢ ɜɤɥɸɱɚɟɬ ɜ ɫɟɛɹ ɩɹɬɶ ɫɬɢɯɨɜ. 
Ⱥ. ɒɥɟɝɟɥɶ ɩɟɪɟɜɨɞɢɬ ɩɟɪɜɵɣ ɫɬɢɯ, ɢɫɩɨɥɶɡɭɹ ɤɨɪɨɬɤɢɟ ɨɞɧɨɫɨɫɬɚɜ-
ɧɵɟ ɢ ɞɜɭɫɨɫɬɚɜɧɵɟ ɩɪɟɞɥɨɠɟɧɢɹ ɫ ɜɨɫɤɥɢɰɚɬɟɥɶɧɨɣ ɢɧɬɨɧɚɰɢɟɣ, 
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ɩɪɢɞɚɜɚɹ ɦɨɧɨɥɨɝɭ ɝɟɪɨɹ ɨɬɪɵɜɨɱɧɨɫɬɶ ɢ ɜɧɭɬɪɟɧɧɸɸ ɷɦɨɰɢɨɧɚɥɶ-
ɧɨɫɬɶ. 

Ɉɛɪɚɳɚɟɬ ɧɚ ɫɟɛɹ ɜɧɢɦɚɧɢɟ ɢ ɬɨ, ɤɚɤ Ⱥ. ɒɥɟɝɟɥɶ ɩɟɪɟɜɨɞɢɬ ɧɚɱɚɥɨ 
ɦɨɧɨɥɨɝɚ. ɋɪ.:  

 

Ɉɪɢɝɢɧɚɥ ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

ɉɟɪɟɜɨɞ 
Ⱥ. ɒɥɟɝɟɥɹ 

ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

To be, or not to be Ȼɵɬɶ ɢɥɢ ɧɟ ɛɵɬɶ Sein oder Nichtsein Ȼɵɬɢɟ ɢɥɢ ɧɟɛɵɬɢɟ 
 

ȼɦɟɫɬɨ ɚɧɝɥɢɣɫɤɨɝɨ ɝɥɚɝɨɥɚ to be – «ɛɵɬɶ» Ⱥ. ɒɥɟɝɟɥɶ ɢɫɩɨɥɶɡɭɟɬ 
ɫɭɳɟɫɬɜɢɬɟɥɶɧɵɟ das Sein ɢ das Nichtsein – «ɛɵɬɢɟ» ɢ «ɧɟɛɵɬɢɟ». ɇɚ 
ɧɚɲ ɜɡɝɥɹɞ, ɜɵɛɢɪɚɹ ɷɬɢ ɚɛɫɬɪɚɤɬɧɵɟ ɫɭɳɟɫɬɜɢɬɟɥɶɧɵɟ, Ⱥ. ɒɥɟɝɟɥɶ 
ɜ ɫɨɨɬɜɟɬɫɬɜɢɢ ɫ ɷɫɬɟɬɢɤɨɣ ɪɨɦɚɧɬɢɡɦɚ ɩɵɬɚɟɬɫɹ ɫɨɟɞɢɧɢɬɶ ɥɢɱɧɨɟ ɢ 
ɜɫɟɨɛɳɟɟ, ɜɵɛɨɪ ɨɬɞɟɥɶɧɨɝɨ ɢɧɞɢɜɢɞɚ ɫ ɫɨɫɬɨɹɧɢɟɦ ɦɢɪɚ ɜ ɰɟɥɨɦ. 
ȿɳɟ ɨɞɧɚ ɨɫɨɛɟɧɧɨɫɬɶ ɩɟɪɟɜɨɞɚ Ⱥ. ɒɥɟɝɟɥɹ ɜɢɞɢɬɫɹ ɜ ɬɨɦ, ɱɬɨ ɜ ɧɟɦ 
ɜ ɨɬɥɢɱɢɟ ɨɬ ɨɪɢɝɢɧɚɥɚ ɜ ɨɬɞɟɥɶɧɵɯ ɫɬɢɯɚɯ ɩɟɪɟɞɚɸɬɫɹ ɧɟ ɚɤɬɢɜɧɵɟ 
ɞɟɣɫɬɜɢɹ ɱɟɥɨɜɟɤɚ, ɚ ɪɚɫɤɪɵɜɚɟɬɫɹ ɟɝɨ ɪɟɮɥɟɤɫɢɹ ɧɚ ɜɧɟɲɧɢɟ ɨɛɫɬɨɹ-
ɬɟɥɶɫɬɜɚ. ɇɚɩɪɢɦɟɪ, ɜ ɫɥɟɞɭɸɳɟɦ ɨɬɪɵɜɤɟ:  
 

Ɉɪɢɝɢɧɚɥ ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

ɉɟɪɟɜɨɞ 
Ⱥ. ɒɥɟɝɟɥɹ 

ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

…and by a sleep 
to say we end 

…ɢ ɜ ɷɬɨɦ ɫɧɟ ɦɵ 
ɫɨɨɛɳɢɦ ɤɨɧɟɰ 

Und zu wissen,  
daß ein Schlaf 
Das Herzweh und die 
tausend Stöße endet 

ɂ ɡɧɚɬɶ, ɱɬɨ ɫɨɧ 
Ⱦɭɲɟɜɧɭɸ ɛɨɥɶ  
ɢ ɬɵɫɹɱɭ ɭɞɚɪɨɜ  
ɡɚɤɨɧɱɢɬ 

 

Ɂɞɟɫɶ ɜ ɨɪɢɝɢɧɚɥɟ ɢɫɩɨɥɶɡɭɟɬɫɹ ɫɨɱɟɬɚɧɢɟ ɦɧɨɠɟɫɬɜɟɧɧɨɝɨ ɥɢɱɧɨɝɨ 
ɦɟɫɬɨɢɦɟɧɢɹ ɫ ɝɥɚɝɨɥɨɦ we end – «ɦɵ ɡɚɤɨɧɱɢɦ», ɚ ɭ Ⱥ. ɒɥɟɝɟɥɹ Schlaf 
endet – «ɫɨɧ ɡɚɤɨɧɱɢɬ». Ɍɚɤɠɟ Ⱥ. ɒɥɟɝɟɥɶ ɢɧɨɝɞɚ ɡɚɦɟɧɹɟɬ ɜ ɩɟɪɟɜɨɞɟ 
ɷɦɨɰɢɨɧɚɥɶɧɭɸ ɥɟɤɫɢɤɭ ɨɪɢɝɢɧɚɥɚ ɧɚ ɷɩɢɬɟɬɵ, ɩɟɪɟɞɚɸɳɢɟ ɜ ɛɨɥɶɲɟɣ 
ɦɟɪɟ ɩɫɢɯɨɥɨɝɢɱɟɫɤɨɟ ɫɨɫɬɨɹɧɢɟ ɝɟɪɨɹ, ɤɚɤ, ɧɚɩɪɢɦɟɪ, ɜ ɫɥɟɞɭɸɳɟɦ 
ɨɬɪɵɜɤɟ, ɜ ɤɨɬɨɪɨɦ ɚɧɝɥɢɣɫɤɨɟ ɧɚɪɟɱɢɟ devoutly, ɤɨɬɨɪɨɟ ɩɟɪɟɜɨɞɢɬɫɹ 
ɤɚɤ «ɧɚɛɨɠɧɨ», «ɛɥɚɝɨɱɟɫɬɢɜɨ», «ɢɫɤɪɟɧɧɟ», ɡɚɦɟɧɹɟɬɫɹ ɧɚ ɩɪɢɥɚɝɚ-
ɬɟɥɶɧɨɟ innigste – «ɬɟɫɧɵɣ», «ɢɧɬɢɦɧɵɣ», «ɡɚɞɭɲɟɜɧɵɣ», «ɫɟɪɞɟɱɧɵɣ»: 
 

Ɉɪɢɝɢɧɚɥ ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

ɉɟɪɟɜɨɞ 
Ⱥ. ɒɥɟɝɟɥɹ 

ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

…'tis a consumma-
tion 
Devoutly to be 
wish'd. 

...ɷɬɨ ɡɚɜɟɪɲɟɧɢɟ 
ɂɫɤɪɟɧɧɟ ɠɟɥɚɧɧɨ. 

…'s ist ein Ziel, 
Aufs innigste zu 
wünschen 

ɷɬɨ ɰɟɥɶ, 
ɋɚɦɚɹ ɢɧɬɢɦɧɚɹ 
ɞɥɹ ɬɨɝɨ, ɱɬɨɛɵ 
ɠɟɥɚɬɶ. 
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ȼ ɰɟɥɨɦ ɠɟ, ɤɚɤ ɨɬɦɟɱɚɥɢ ɫɨɜɪɟɦɟɧɧɢɤɢ, ɜ ɫɜɨɢɯ ɩɟɪɟɜɨɞɚɯ Ⱥ. ɒɥɟ-
ɝɟɥɶ ɫɞɟɥɚɥ ɒɟɤɫɩɢɪɚ «ɧɟɦɟɰɤɢɦ ɩɨɷɬɨɦ». ȼ ɨɛɪɚɡɟ ɠɟ «ɛɟɫɩɨɞɨɛɧɨɝɨ 
Ƚɚɦɥɟɬɚ», ɩɨ ɦɧɟɧɢɸ ɨɞɧɨɝɨ ɢɡ ɝɟɪɨɟɜ ɩɨɜɟɫɬɢ ɗ.Ɍ.Ⱥ. Ƚɨɮɦɚɧɚ (1776–
1822) «ɇɟɨɛɵɤɧɨɜɟɧɧɵɟ ɫɬɪɚɞɚɧɢɹ ɨɞɧɨɝɨ ɞɢɪɟɤɬɨɪɚ ɬɟɚɬɪɨɜ» (1818), 
ɩɨɤɚɡɚɧɨ «ɫɨɡɧɚɧɢɟ ɧɟɫɨɨɬɜɟɬɫɬɜɢɹ ɦɟɠɞɭ ɜɧɭɬɪɟɧɧɢɦ ɦɢɪɨɦ ɱɟɥɨ-
ɜɟɤɚ ɢ ɜɧɟɲɧɢɦ ɦɢɪɨɦ», ɤɨɬɨɪɨɟ «ɧɢ ɨɞɢɧ ɩɨɞɜɢɝ ɧɟ ɜ ɫɨɫɬɨɹɧɢɢ ɢɡ-
ɝɥɚɞɢɬɶ ɢɡ ɟɝɨ ɭɦɚ ɢ ɤɨɬɨɪɨɟ ɤɨɧɱɚɟɬɫɹ ɥɢɲɶ ɜɦɟɫɬɟ ɫɨ ɫɦɟɪɬɶɸ» [16. 
C. 418]. Ɇɨɠɧɨ ɫɤɚɡɚɬɶ, ɱɬɨ Ⱥ. ɒɥɟɝɟɥɶ ɜ ɫɨɨɬɜɟɬɫɬɜɢɢ ɫ ɷɫɬɟɬɢɤɨɣ 
ɧɟɦɟɰɤɨɝɨ ɪɨɦɚɧɬɢɡɦɚ ɜ ɫɜɨɟɦ ɩɟɪɟɜɨɞɟ «Ƚɚɦɥɟɬɚ» ɚɤɰɟɧɬɢɪɨɜɚɥ 
ɜɧɢɦɚɧɢɟ ɧɚ ɮɢɥɨɫɨɮɫɤɨɣ, ɷɫɬɟɬɢɱɟɫɤɨɣ ɢ ɩɫɢɯɨɥɨɝɢɱɟɫɤɨɣ ɩɪɨɛɥɟ-
ɦɚɬɢɤɟ ɩɪɨɢɡɜɟɞɟɧɢɣ ɚɧɝɥɢɣɫɤɨɝɨ ɞɪɚɦɚɬɭɪɝɚ, ɩɪɟɞɫɬɚɜɢɜ ɝɥɚɜɧɨɝɨ 
ɝɟɪɨɹ ɬɪɚɝɟɞɢɢ ɒɟɤɫɩɢɪɚ ɤɚɤ ɪɟɮɥɟɤɫɢɪɭɸɳɭɸ ɥɢɱɧɨɫɬɶ, ɨɫɨɡɧɚɸ-
ɳɭɸ ɬɪɚɝɢɱɟɫɤɢɣ ɪɚɡɥɚɞ ɦɟɠɞɭ ɨɬɞɟɥɶɧɨɣ ɱɟɥɨɜɟɱɟɫɤɨɣ ɜɨɥɟɣ ɢ ɪɚɡ-
ɪɭɲɢɬɟɥɶɧɵɦɢ ɡɚɤɨɧɚɦɢ ɦɢɪɨɡɞɚɧɢɹ. 

ɉɟɪɟɜɨɞ «Ƚɚɦɥɟɬɚ» ɧɚ ɮɪɚɧɰɭɡɫɤɢɣ ɹɡɵɤ ɜ ɷɬɨɦ ɢɡɞɚɧɢɢ ɛɵɥ ɜɵ-
ɩɨɥɧɟɧ ɉ. Ʌɟɬɭɪɧɟɪɨɦ (1737–1788), ɤɨɬɨɪɵɣ, ɤɚɤ ɢɡɜɟɫɬɧɨ, ɩɟɪɟɜɨɞɢɥ 
ɬɪɚɝɟɞɢɸ ɩɪɨɡɨɣ. ȼ ɷɬɨɦ ɜɢɞɢɬɫɹ ɟɝɨ ɝɥɚɜɧɨɟ ɨɬɥɢɱɢɟ ɨɬ ɨɪɢɝɢɧɚɥɚ ɢ 
ɨɬ ɩɟɪɟɜɨɞɚ Ⱥ. ɒɥɟɝɟɥɹ. ȼɩɨɫɥɟɞɫɬɜɢɢ ɩɟɪɟɜɨɞ Ʌɟɬɭɪɧɟɪɚ ɛɵɥ ɨɬɪɟ-
ɞɚɤɬɢɪɨɜɚɧ Ɏ. Ƚɢɡɨ (1787–1874) ɢ Ⱥ. ɉɢɲɨ (1795–1877) ɞɥɹ ɧɨɜɨɝɨ 
ɫɨɛɪɚɧɢɹ ɫɨɱɢɧɟɧɢɣ ɒɟɤɫɩɢɪɚ ɧɚ ɮɪɚɧɰɭɡɫɤɨɦ ɹɡɵɤɟ, ɜɵɲɟɞɲɟɝɨ  
ɜ ɉɚɪɢɠɟ ɜ 1821–1822 ɝɝ., ɢɡ ɤɨɬɨɪɨɝɨ, ɩɨ ɧɚɲɟɦɭ ɩɪɟɞɩɨɥɨɠɟɧɢɸ,  
ɢ ɛɵɥ ɜɡɹɬ ɞɥɹ ɞɚɧɧɨɝɨ ɢɥɥɸɫɬɪɢɪɨɜɚɧɧɨɝɨ ɢɡɞɚɧɢɹ ɬɟɤɫɬ ɬɪɚɝɟɞɢɢ 
«Ƚɚɦɥɟɬ» ɧɚ ɮɪɚɧɰɭɡɫɤɨɦ ɹɡɵɤɟ [17]. ȼ ɩɪɟɞɢɫɥɨɜɢɢ ɤ ɷɬɨɦɭ ɫɨɛɪɚ-
ɧɢɸ ɫɨɱɢɧɟɧɢɣ Ƚɢɡɨ ɩɨɦɟɳɚɟɬ ɫɜɨɣ ɡɧɚɦɟɧɢɬɵɣ ɷɬɸɞ «ɀɢɡɧɶ ɒɟɤɫ-
ɩɢɪɚ» (Vie de Shakespeare), ɝɥɚɜɧɚɹ ɦɵɫɥɶ ɤɨɬɨɪɨɝɨ ɫɜɨɞɢɬɫɹ ɤ ɬɨɦɭ, 
ɱɬɨ «ɚɧɝɥɢɣɫɤɢɣ ɞɪɚɦɚɬɭɪɝ ɭɬɜɟɪɠɞɚɥ ɡɚɤɨɧɨɦɟɪɧɨɫɬɶ ɢɫɬɨɪɢɱɟɫɤɨɝɨ 
ɞɜɢɠɟɧɢɹ ɢ ɭɫɬɚɧɚɜɥɢɜɚɥ ɫɜɹɡɶ ɧɪɚɜɫɬɜɟɧɧɨɝɨ ɧɚɱɚɥɚ ɫ ɢɫɬɨɪɢɟɣ» [18. 
C. 106]. ȼɚɠɧɟɣɲɭɸ ɷɫɬɟɬɢɱɟɫɤɭɸ ɨɫɨɛɟɧɧɨɫɬɶ ɬɪɚɝɟɞɢɣ ɚɧɝɥɢɣɫɤɨɝɨ 
ɞɪɚɦɚɬɭɪɝɚ Ƚɢɡɨ ɜɢɞɢɬ ɜ ɬɨɦ, ɱɬɨ ɜ ɧɢɯ ɫɨɛɵɬɢɹ ɝɪɭɩɩɢɪɭɸɬɫɹ ɜɨɤɪɭɝ 
ɝɥɚɜɧɨɝɨ ɝɟɪɨɹ, «ɨɧ ɧɚɱɚɥɨ ɢ ɤɨɧɟɰ, ɨɪɭɞɢɟ ɢ ɰɟɥɶ ɩɪɟɞɧɚɱɟɪɬɚɧɢɣ 
ɫɭɞɶɛɵ, ɩɨ ɜɨɥɟ ɤɨɬɨɪɨɣ ɜ ɷɬɨɦ ɦɢɪɟ <…> ɜɫɟ ɞɟɥɚɟɬɫɹ ɪɭɤɚɦɢ ɱɟɥɨ-
ɜɟɤɚ, ɧɨ ɧɢɱɬɨ – ɫɨɝɥɚɫɧɨ ɟɝɨ ɡɚɦɵɫɥɚɦ» [19]. ȼ ɤɨɧɬɟɤɫɬɟ ɪɨɦɚɧɬɢ-
ɱɟɫɤɨɣ ɮɢɥɨɫɨɮɢɢ ɢɫɬɨɪɢɢ ɢ ɮɢɥɨɫɨɮɢɢ ɫɭɞɶɛɵ ɢɧɬɟɪɩɪɟɬɢɪɭɟɬɫɹ 
Ƚɢɡɨ ɢ ɩɪɢɪɨɞɚ ɬɪɚɝɢɱɟɫɤɨɝɨ ɤɨɧɮɥɢɤɬɚ ɭ ɒɟɤɫɩɢɪɚ, ɫɜɹɡɚɧɧɚɹ  
ɫ ɢɡɨɛɪɚɠɟɧɢɟɦ «ɛɨɪɶɛɵ ɭɫɢɥɢɣ ɱɟɥɨɜɟɤɚ ɢ ɧɟɩɪɟɤɥɨɧɧɨɫɬɢ ɫɭɞɶ-
ɛɵ» [19]. ɉɨ ɦɧɟɧɢɸ ɮɪɚɧɰɭɡɫɤɨɝɨ ɤɪɢɬɢɤɚ, ɜ ɮɢɧɚɥɟ ɬɪɚɝɟɞɢɢ ɝɟɪɨɣ 
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«ɩɚɞɚɟɬ ɠɟɪɬɜɨɣ ɩɪɟɞɧɚɱɟɪɬɚɧɢɣ, ɫɜɟɪɲɟɧɢɟ ɤɨɬɨɪɵɯ ɨɧ ɨɛɟɫɩɟɱɢɥ, 
ɩɨɤɚɡɚɜ ɫɜɨɟɣ ɫɭɞɶɛɨɣ, ɤɚɤ ɦɚɥɨ ɡɧɚɱɢɬ ɱɟɥɨɜɟɤ ɞɚɠɟ ɜ ɨɫɭɳɟɫɬɜɥɟ-
ɧɢɢ ɬɨɝɨ, ɱɟɦɭ ɨɧ ɩɨɦɨɝɚɥ» [19]. ȼ ɰɟɥɨɦ ɠɟ, ɫ ɬɨɱɤɢ ɡɪɟɧɢɹ Ƚɢɡɨ, 
ɲɟɤɫɩɢɪɨɜɫɤɚɹ ɬɪɚɝɟɞɢɹ – ɷɬɨ ɩɪɟɠɞɟ ɜɫɟɝɨ ɢɫɬɨɪɢɱɟɫɤɚɹ ɢ ɩɫɢɯɨɥɨɝɢ-
ɱɟɫɤɚɹ ɞɪɚɦɚ, ɜɟɞɭɳɢɦ ɤɨɧɫɬɪɭɤɬɢɜɧɵɦ ɩɪɢɧɰɢɩɨɦ ɤɨɬɨɪɨɣ ɫɬɚɧɨ-
ɜɢɬɫɹ ɩɪɢɧɰɢɩ ɟɞɢɧɫɬɜɚ ɜɩɟɱɚɬɥɟɧɢɹ. Ʉɨɦɦɟɧɬɚɪɢɢ ɤ «Ƚɚɦɥɟɬɭ», ɧɚɩɟ-
ɱɚɬɚɧɧɵɟ ɜ ɩɟɪɜɨɦ ɬɨɦɟ ɷɬɨɝɨ ɫɨɛɪɚɧɢɹ ɫɨɱɢɧɟɧɢɣ, ɛɵɥɢ ɧɚɩɢɫɚɧɵ 
ɢɫɬɨɪɢɤɨɦ, ɜɩɨɫɥɟɞɫɬɜɢɢ ɮɪɚɧɰɭɡɫɤɢɦ ɩɨɫɥɚɧɧɢɤɨɦ ɜ ɉɟɬɟɪɛɭɪɝɟ  
ɉ. ɞɟ Ȼɚɪɚɧɬɨɦ (1785–1866). ɇɟɪɟɲɢɬɟɥɶɧɨɫɬɶ Ƚɚɦɥɟɬɚ Ȼɚɪɚɧɬ ɨɛɴɹɫ-
ɧɹɟɬ ɨɛɳɢɦɢ «ɫɬɪɚɞɚɧɢɹɦɢ ɱɟɥɨɜɟɱɟɫɤɨɣ ɩɪɢɪɨɞɵ», ɚ ɜ ɬɪɚɝɢɱɟɫɤɨɦ 
ɮɢɧɚɥɟ ɩɶɟɫɵ ɜɢɞɢɬ ɧɟ ɢɝɪɭ ɪɨɤɚ ɢɥɢ ɩɪɨɹɜɥɟɧɢɟ ɫɜɨɛɨɞɧɨɣ ɜɨɥɢ ɝɟ-
ɪɨɹ, ɚ ɞɟɣɫɬɜɢɟ ɫɥɭɱɚɹ, ɤɨɬɨɪɵɣ «ɫɥɭɠɢɬ ɩɪɢɱɢɧɨɣ ɜɫɟɯ ɫɨɛɵɬɢɣ» 
[18. C. 107]. Ɉɬɦɟɬɢɦ, ɱɬɨ ɢɫɫɥɟɞɨɜɚɬɟɥɢ ɜɵɫɨɤɨ ɨɰɟɧɢɜɚɥɢ ɞɚɧɧɨɟ 
ɫɨɛɪɚɧɢɟ ɫɨɱɢɧɟɧɢɣ ɚɧɝɥɢɣɫɤɨɝɨ ɞɪɚɦɚɬɭɪɝɚ ɞɥɹ ɫɬɚɧɨɜɥɟɧɢɹ ɮɪɚɧ-
ɰɭɡɫɤɨɝɨ ɲɟɤɫɩɢɪɨɜɟɞɟɧɢɹ ɜ ɤɨɧɰɟ XVIII – ɩɟɪɜɨɣ ɬɪɟɬɢ XIX ɜ. [20. 
C. 244].  

ɉɪɢ ɫɪɚɜɧɟɧɢɢ ɨɪɢɝɢɧɚɥɶɧɨɝɨ ɬɟɤɫɬɚ «Ƚɚɦɥɟɬɚ» ɫ ɮɪɚɧɰɭɡɫɤɢɦ 
ɩɪɨɡɚɢɱɟɫɤɢɦ ɩɟɪɟɜɨɞɨɦ ɫɥɟɞɭɟɬ ɨɬɦɟɬɢɬɶ, ɱɬɨ ɜ ɩɪɨɡɚɢɱɟɫɤɨɦ ɩɟɪɟ-
ɜɨɞɟ ɩɪɢɫɭɬɫɬɜɭɸɬ ɜɧɭɬɪɟɧɧɢɟ ɪɢɮɦɵ (Mourir… dormir… – «ɍɦɟ-
ɪɟɬɶ… ɭɫɧɭɬɶ…»; Mourir… dormir… dormir! – «ɍɦɟɪɟɬɶ… ɭɫɧɭɬɶ… 
ɭɫɧɭɬɶ!»), ɤɨɬɨɪɵɟ ɫɨɨɛɳɚɸɬ ɟɦɭ ɢɡɜɟɫɬɧɭɸ ɩɨɷɬɢɱɧɨɫɬɶ, ɤɚɤ, ɧɚɩɪɢ-
ɦɟɪ, ɜ ɫɥɟɞɭɸɳɟɦ ɨɬɪɵɜɤɟ: 

 

Ɉɪɢɝɢɧɚɥ ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

ɉɟɪɟɜɨɞ Ʌɟɬɭɪɧɟɪɚ,  
ɨɬɪɟɞɚɤɬɢɪɨɜɚɧɧɵɣ 

Ƚɢɡɨ ɢ ɉɢɲɨ 

ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

To die – to sleep, 
No more; 

ɍɦɟɪɟɬɶ – ɭɫɧɭɬɶ, 
ɇɢɱɟɝɨ ɛɨɥɶɲɟ; 

Mourir… dormir… 
plus rien… 

ɍɦɟɪɟɬɶ… ɭɫɧɭɬɶ… 
ɛɨɥɶɲɟ ɧɢɱɟɝɨ… 

 
ȼɫɬɪɟɱɚɸɳɟɟɫɹ ɜ ɩɟɪɟɜɨɞɟ ɞɚɧɧɨɝɨ ɮɪɚɝɦɟɧɬɚ ɦɧɨɝɨɬɨɱɢɟ ɚɤ-

ɰɟɧɬɢɪɭɟɬ ɜɧɢɦɚɧɢɟ ɧɚ ɢɡɨɛɪɚɠɟɧɢɢ ɪɟɮɥɟɤɫɢɢ ɝɟɪɨɹ ɤɚɤ ɞɥɹɳɟ-
ɝɨɫɹ ɩɪɨɰɟɫɫɚ. ɉɨɜɵɲɟɧɧɭɸ ɷɦɨɰɢɨɧɚɥɶɧɨɫɬɶ ɞɚɧɧɨɦɭ ɦɨɧɨɥɨɝɭ 
ɩɪɢɞɚɟɬ ɛɨɥɶɲɟɟ ɩɨ ɫɪɚɜɧɟɧɢɸ ɫ ɨɪɢɝɢɧɚɥɨɦ ɤɨɥɢɱɟɫɬɜɨ ɩɪɟɞɥɨɠɟ-
ɧɢɣ ɫ ɜɨɫɤɥɢɰɚɬɟɥɶɧɨɣ ɢ ɜɨɩɪɨɫɢɬɟɥɶɧɨɣ ɢɧɬɨɧɚɰɢɟɣ. ɂɫɩɨɥɶɡɨɜɚ-
ɧɢɟ ɯɚɪɚɤɬɟɪɧɵɯ ɚɪɯɟɬɢɩɢɱɟɫɤɢɯ ɦɟɬɚɮɨɪ ɢ ɚɤɭɫɬɢɱɟɫɤɨɣ ɨɛɪɚɡɧɨɫɬɢ 
ɩɪɢɡɜɚɧɨ ɩɟɪɟɞɚɬɶ ɨɫɨɛɭɸ ɧɚɩɪɹɠɟɧɧɨɫɬɶ ɜɧɭɬɪɟɧɧɟɝɨ ɫɨɫɬɨɹɧɢɹ 
ɝɟɪɨɹ. ɋɪ.: 
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Ɉɪɢɝɢɧɚɥ ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

ɉɟɪɟɜɨɞ Ʌɟɬɭɪɧɟɪɚ, 
ɨɬɪɟɞɚɤɬɢɪɨɜɚɧɧɵɣ 

Ƚɢɡɨ ɢ ɉɢɲɨ 

ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

Or to take arms 
against a sea of 
troubles 
And by opposing 
end them. 

ɂɥɢ ɜɡɹɬɶ ɨɪɭɠɢɟ 
ɩɪɨɬɢɜ ɦɨɪɹ ɛɟɞ 
ɂ ɱɟɪɟɡ ɫɨɩɪɨɬɢɜ-
ɥɟɧɢɟ ɩɨɥɨɠɢɬɶ  
ɢɦ ɤɨɧɟɰ. 

Ɉu s’armer en guerre 
contre un océan de 
misères et, de haute 
lutte, y couper court?.. 

ɂɥɢ ɜɨɨɪɭɠɢɬɶɫɹ 
ɞɥɹ ɛɨɪɶɛɵ ɩɪɨɬɢɜ 
ɨɤɟɚɧɚ ɝɨɪɟɫɬɟɣ ɢ,  
ɫ ɝɪɨɦɤɢɦ ɛɨɟɦ,  
ɩɪɟɤɪɚɬɢɬɶ ɷɬɨ?.. 

 
ȼɫɬɪɟɱɚɸɳɟɟɫɹ ɭ ɒɟɤɫɩɢɪɚ ɜɵɪɚɠɟɧɢɟ sea of troubles – «ɦɨɪɟ ɛɟɞ» 

ɮɪɚɧɰɭɡɫɤɢɣ ɩɟɪɟɜɨɞɱɢɤ ɡɚɦɟɧɹɟɬ ɧɚ océan de misères – «ɨɤɟɚɧ ɝɨɪɟ-
ɫɬɟɣ», ɫɨɫɟɞɫɬɜɭɸɳɟɟ ɫ ɞɜɨɣɧɨɣ ɚɤɭɫɬɢɱɟɫɤɨɣ ɦɟɬɚɮɨɪɨɣ de haute 
lute – «ɫ ɝɪɨɦɤɢɦ ɛɨɟɦ». Ɂɚɜɟɪɲɚɟɬɫɹ ɠɟ ɷɬɨɬ ɮɪɚɝɦɟɧɬ ɩɪɟɞɥɨɠɟɧɢɟɦ 
ɫ ɜɨɩɪɨɫɢɬɟɥɶɧɨɣ ɢɧɬɨɧɚɰɢɟɣ, ɨɬɫɭɬɫɬɜɭɸɳɟɣ ɜ ɨɪɢɝɢɧɚɥɟ. ɂɡɨɛɪɚ-
ɠɟɧɢɟ ɜɧɭɬɪɟɧɧɟɝɨ ɫɨɫɬɨɹɧɢɹ ɝɟɪɨɹ, ɜɵɧɭɠɞɟɧɧɨɝɨ ɛɨɪɨɬɶɫɹ ɫ ɜɧɟɲ-
ɧɢɦɢ ɨɛɫɬɨɹɬɟɥɶɫɬɜɚɦɢ ɢ ɨɞɧɨɜɪɟɦɟɧɧɨ ɫ ɫɚɦɢɦ ɫɨɛɨɣ, ɩɨɞɱɟɪɤɢɜɚ-
ɟɬɫɹ ɜ ɩɟɪɟɜɨɞɟ ɢɫɩɨɥɶɡɨɜɚɧɢɟɦ ɩɫɢɯɨɥɨɝɢɱɟɫɤɨɣ ɥɟɤɫɢɤɢ. Ɍɚɤ, 
ɧɚɩɪɢɦɟɪ, ɜ ɫɥɟɞɭɸɳɟɦ ɮɪɚɝɦɟɧɬɟ ɤɨɧɤɪɟɬɧɨɟ ɚɧɝɥɢɣɫɤɨɟ ɫɭɳɟɫɬɜɢ-
ɬɟɥɶɧɨɟ the whips – «ɯɥɵɫɬɵ» ɮɪɚɧɰɭɡɫɤɢɣ ɩɟɪɟɜɨɞɱɢɤ ɡɚɦɟɧɹɟɬ ɧɚ 
ɜɵɪɚɡɢɬɟɥɶɧɨɟ supporterait – «ɫɚɦɨɛɢɱɟɜɚɧɢɟ»: 
 

Ɉɪɢɝɢɧɚɥ ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

ɉɟɪɟɜɨɞ Ʌɟɬɭɪɧɟɪɚ, 
ɨɬɪɟɞɚɤɬɢɪɨɜɚɧɧɵɣ 

Ƚɢɡɨ ɢ ɉɢɲɨ 

ɉɨɞɫɬɪɨɱɧɵɣ  
ɩɟɪɟɜɨɞ 

For who would 
bear the whips and 
scorns of time 

Ʉɬɨ ɛɭɞɟɬ ɫɧɨɫɢɬɶ 
ɯɥɵɫɬɵ ɢ ɩɪɟɡɪɟ-
ɧɢɟ ɜɪɟɦɟɧɢ 

Car qui supporterait les 
flagellations et les hu-
miliations du présent 

ɂɛɨ ɜɵɧɟɫɬɢ ɫɚɦɨ-
ɛɢɱɟɜɚɧɢɹ ɢ ɭɧɢ-
ɠɟɧɢɹ ɧɚɫɬɨɹɳɟɝɨ 

 
ȼ ɰɟɥɨɦ ɠɟ ɩɟɪɟɜɨɞ Ʌɟɬɭɪɧɟɪɨɦ «Ƚɚɦɥɟɬɚ», ɨɬɪɟɞɚɤɬɢɪɨɜɚɧɧɵɣ 

Ƚɢɡɨ ɢ ɉɢɲɨ, ɜɩɢɫɵɜɚɟɬɫɹ ɜ ɷɫɬɟɬɢɤɭ ɮɪɚɧɰɭɡɫɤɨɝɨ ɪɨɦɚɧɬɢɡɦɚ, ɜ ɤɨ-
ɬɨɪɨɦ ɢɫɤɥɸɱɢɬɟɥɶɧɚɹ ɪɨɥɶ ɨɬɜɨɞɢɬɫɹ ɢɡɨɛɪɚɠɟɧɢɸ ɦɢɪɚ ɞɭɲɟɜɧɵɯ 
ɩɟɪɟɠɢɜɚɧɢɣ ɝɟɪɨɹ, ɩɪɨɬɢɜɨɩɨɫɬɚɜɥɟɧɢɸ ɢɫɤɭɫɫɬɜɚ ɚɧɬɢɱɧɨɫɬɢ –  
ɢɫɤɭɫɫɬɜɭ ɧɨɜɨɝɨ ɜɪɟɦɟɧɢ, ɢ ɥɢɬɟɪɚɬɭɪɵ ɩɨɞɪɚɠɚɬɟɥɶɧɨɣ, ɨɪɢɟɧɬɢ-
ɪɭɸɳɟɣɫɹ ɧɚ ɚɧɬɢɱɧɵɟ ɨɛɪɚɡɰɵ, – ɥɢɬɟɪɚɬɭɪɟ ɧɚɰɢɨɧɚɥɶɧɨɣ. Ɍɚɤ, 
ɧɚɩɪɢɦɟɪ, ɀɟɪɦɟɧɚ ɞɟ ɋɬɚɥɶ (1766–1817) ɜ ɫɜɨɟɣ ɢɡɜɟɫɬɧɨɣ ɪɚɛɨɬɟ 
«Ɉ ɥɢɬɟɪɚɬɭɪɟ, ɪɚɫɫɦɨɬɪɟɧɧɨɣ ɜ ɫɜɹɡɢ ɫ ɨɛɳɟɫɬɜɟɧɧɵɦɢ ɭɫɬɚɧɨɜɥɟ-
ɧɢɹɦɢ» (1796–1799) ɩɢɲɟɬ ɨ ɒɟɤɫɩɢɪɟ ɤɚɤ ɨ ɜɵɪɚɡɢɬɟɥɟ ɚɧɝɥɢɣɫɤɨɝɨ 
ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɯɚɪɚɤɬɟɪɚ ɢ ɞɭɯɚ ɫɟɜɟɪɧɨɣ ɥɢɬɟɪɚɬɭɪɵ, ɤɨɬɨɪɚɹ ɧɟ 
ɩɨɞɪɚɠɚɥɚ ɞɪɟɜɧɢɦ ɢ ɫ ɤɨɬɨɪɨɣ ɧɚɱɢɧɚɟɬɫɹ ɧɨɜɚɹ ɥɢɬɟɪɚɬɭɪɚ. Ɉɧ 
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ɩɟɪɜɵɦ ɢɡ ɩɨɷɬɨɜ ɧɨɜɨɝɨ ɜɪɟɦɟɧɢ «ɠɢɜɨɩɢɫɚɥ ɜɵɫɲɭɸ ɫɬɟɩɟɧɶ ɧɪɚɜ-
ɫɬɜɟɧɧɨɝɨ ɫɬɪɚɞɚɧɢɹ», ɢɡɨɛɪɚɡɢɥ ɜɟɥɢɤɨɟ ɟɞɢɧɨɛɨɪɫɬɜɨ «ɦɟɠɞɭ ɫɭ-
ɳɟɫɬɜɨɜɚɧɢɟɦ ɢ ɧɟɛɵɬɢɟɦ». ȼ ɨɛɪɚɡɟ Ƚɚɦɥɟɬɚ, Ɉɮɟɥɢɢ, ɤɨɪɨɥɹ Ʌɢɪɚ 
ɚɧɝɥɢɣɫɤɢɣ ɞɪɚɦɚɬɭɪɝ ɩɨɤɚɡɵɜɚɟɬ ɛɟɡɭɦɢɟ ɤɚɤ ɤɚɪɬɢɧɭ «ɧɪɚɜɫɬɜɟɧ-
ɧɨɝɨ ɤɨɪɚɛɥɟɤɪɭɲɟɧɢɹ, ɤɨɬɨɪɨɟ ɬɟɪɩɢɬ ɱɟɥɨɜɟɤ, ɫɥɨɦɥɟɧɧɵɣ ɠɢɡɧɟɧ-
ɧɵɦɢ ɛɭɪɹɦɢ», ɚ ɬɚɤɠɟ «ɫ ɜɨɫɯɢɬɢɬɟɥɶɧɨɣ ɩɪɚɜɞɢɜɨɫɬɶɸ ɢ ɞɭɲɟɜɧɨɣ 
ɫɢɥɨɣ» ɩɪɟɞɫɬɚɜɥɹɟɬ ɨɞɢɧɨɱɟɫɬɜɨ ɫɜɨɢɯ ɝɟɪɨɟɜ [21. C. 196, 197, 204, 
205]. ȼ ɬɪɚɤɬɨɜɤɟ ɨɛɪɚɡɚ Ƚɚɦɥɟɬɚ ɋɬɚɥɶ ɨɤɚɡɵɜɚɟɬɫɹ ɜɨ ɦɧɨɝɨɦ ɛɥɢɡɤɚ 
ɬɨɱɤɟ ɡɪɟɧɢɹ Ƚɺɬɟ, ɨ ɤɨɬɨɪɨɣ ɝɨɜɨɪɢɥɨɫɶ ɜɵɲɟ. ɉɨ ɟɟ ɦɧɟɧɢɸ, Ƚɚɦɥɟɬ 
«ɛɨɥɶɲɟ ɩɨɦɵɲɥɹɟɬ ɨ ɫɚɦɨɭɛɢɣɫɬɜɟ, ɧɟɠɟɥɢ ɨ ɦɟɫɬɢ; ɤɚɤɨɝɨ ɛɥɚɝɨɪɨɞ-
ɫɬɜɚ ɢɫɩɨɥɧɟɧɚ ɦɵɫɥɶ ɢɡɨɛɪɚɡɢɬɶ ɞɨɛɪɨɞɟɬɟɥɶɧɨɝɨ ɱɟɥɨɜɟɤɚ, ɤɨɬɨɪɵɣ 
ɧɟ ɜ ɫɢɥɚɯ ɧɢ ɠɢɬɶ ɜ ɨɤɪɭɠɟɧɢɢ ɧɟɝɨɞɹɟɜ, ɧɢ ɫɨɜɟɪɲɢɬɶ ɫɜɨɣ ɝɨɪɟɫɬ-
ɧɵɣ ɞɨɥɝ ɢ, ɩɪɟɫɬɭɩɢɜ ɡɚɤɨɧ, ɨɬɨɦɫɬɢɬɶ ɭɛɢɣɰɟ!» [21. ɋ. 204].  

Ƚɥɚɜɚ ɮɪɚɧɰɭɡɫɤɢɯ ɪɨɦɚɧɬɢɤɨɜ ȼ. Ƚɸɝɨ (1802–1885) ɜ ɡɧɚɦɟɧɢɬɨɦ 
ɩɪɟɞɢɫɥɨɜɢɢ ɤ ɞɪɚɦɟ «Ʉɪɨɦɜɟɥɶ» (1827) ɧɚɡɵɜɚɟɬ ɒɟɤɫɩɢɪɚ «ɛɨɝɨɦ 
ɫɰɟɧɵ». Ʉɚɤ ɢɡɜɟɫɬɧɨ, ɜ ɷɬɨɦ ɩɪɟɞɢɫɥɨɜɢɢ ɩɢɫɚɬɟɥɶ ɜɵɞɟɥɹɟɬ ɬɪɢ 
ɷɩɨɯɢ ɜ ɪɚɡɜɢɬɢɢ ɰɢɜɢɥɢɡɚɰɢɢ: ɩɟɪɜɨɛɵɬɧɭɸ, ɚɧɬɢɱɧɭɸ ɢ ɧɨɜɭɸ, ɤɨ-
ɬɨɪɵɦ ɫɨɨɬɜɟɬɫɬɜɭɸɬ ɪɚɡɧɵɟ ɪɨɞɵ ɩɨɷɡɢɢ: ɥɢɪɢɱɟɫɤɚɹ, ɷɩɢɱɟɫɤɚɹ ɢ 
ɞɪɚɦɚɬɢɱɟɫɤɚɹ. ɒɟɤɫɩɢɪ, ɜ ɬɪɚɤɬɨɜɤɟ Ƚɸɝɨ, – ɷɬɨ ɩɨɷɬ ɧɨɜɨɝɨ ɜɪɟɦɟɧɢ, 
ɤɨɬɨɪɵɣ ɩɥɨɞɨɬɜɨɪɧɨ ɫɨɟɞɢɧɹɟɬ ɜ ɫɜɨɢɯ ɞɪɚɦɚɬɢɱɟɫɤɢɯ ɩɪɨɢɡɜɟɞɟ-
ɧɢɹɯ ɝɪɨɬɟɫɤɧɵɟ ɢ ɜɨɡɜɵɲɟɧɧɵɟ ɨɛɪɚɡɵ, ɤɨɦɢɱɟɫɤɨɟ ɢ ɬɪɚɝɢɱɟɫɤɨɟ 
ɧɚɱɚɥɨ, ɜɧɨɫɹ ɜ ɯɭɞɨɠɟɫɬɜɟɧɧɵɣ ɬɟɤɫɬ ɪɚɡɧɨɨɛɪɚɡɢɟ ɜɩɟɱɚɬɥɟɧɢɣ. Ɍɚ-
ɤɨɜɨɣ, ɧɚɩɪɢɦɟɪ, ɹɜɥɹɟɬɫɹ ɨɬɦɟɱɟɧɧɚɹ ɢɦ ɫɰɟɧɚ ɜɫɬɪɟɱɢ Ƚɚɦɥɟɬɚ ɫ ɦɨ-
ɝɢɥɶɳɢɤɚɦɢ. ȼ ɰɟɥɨɦ ɠɟ, ɩɢɲɟɬ Ƚɸɝɨ, ɝɟɪɨɢ ɒɟɤɫɩɢɪɚ Ƚɚɦɥɟɬ, Ɇɚɤ-
ɛɟɬ, Ɉɬɟɥɥɨ ɤɚɤ ɝɟɪɨɢ ɞɪɚɦɵ ɨɤɚɡɵɜɚɸɬɫɹ ɠɢɜɵɦɢ ɥɸɞɶɦɢ ɜ ɨɬɥɢɱɢɟ 
ɨɬ ɦɢɮɨɥɨɝɢɱɟɫɤɢɯ ɝɟɪɨɟɜ ɩɟɪɜɨɛɵɬɧɨɣ ɥɢɪɢɱɟɫɤɨɣ ɩɨɷɡɢɢ Ⱥɞɚɦɚ, 
Ʉɚɢɧɚ, ɇɨɹ ɢ ɝɟɪɨɟɜ ɚɧɬɢɱɧɨɝɨ ɷɩɨɫɚ Ⱥɯɢɥɥɚ, Ⱥɬɪɟɹ, Ɉɪɟɫɬɚ [22]. 

ɋɬɟɧɞɚɥɶ (1783–1842) ɜ ɬɪɚɤɬɚɬɟ «Ɋɚɫɢɧ ɢ ɒɟɤɫɩɢɪ» (1823, 1825) 
ɨɬɧɨɫɢɬ ɬɜɨɪɱɟɫɬɜɨ ɒɟɤɫɩɢɪɚ, ɒɢɥɥɟɪɚ, Ȼɚɣɪɨɧɚ ɤ ɪɨɦɚɧɬɢɱɟɫɤɨɣ 
ɩɨɷɡɢɢ. ɉɨɧɢɦɚɹ ɩɨɞ ɪɨɦɚɧɬɢɡɦɨɦ «ɢɫɤɭɫɫɬɜɨ ɞɚɜɚɬɶ ɧɚɪɨɞɚɦ ɬɚɤɢɟ 
ɥɢɬɟɪɚɬɭɪɧɵɟ ɩɪɨɢɡɜɟɞɟɧɢɹ, ɤɨɬɨɪɵɟ ɩɪɢ ɫɨɜɪɟɦɟɧɧɨɦ ɫɨɫɬɨɹɧɢɢ ɢɯ 
ɨɛɵɱɚɟɜ ɢ ɜɟɪɨɜɚɧɢɣ ɦɨɝɭɬ ɞɨɫɬɚɜɢɬɶ ɢɦ ɧɚɢɛɨɥɶɲɟɟ ɧɚɫɥɚɠɞɟɧɢɟ», 
ɚɜɬɨɪ ɨɬɧɨɫɢɬ ɒɟɤɫɩɢɪɚ ɤ ɪɨɦɚɧɬɢɤɚɦ ɧɚ ɬɨɦ ɨɫɧɨɜɚɧɢɢ, «ɱɬɨ ɨɧ ɩɨ-
ɤɚɡɚɥ ɚɧɝɥɢɱɚɧɚɦ 1590 ɝɨɞɚ ɫɩɟɪɜɚ ɤɪɨɜɚɜɵɟ ɫɨɛɵɬɢɹ ɝɪɚɠɞɚɧɫɤɢɯ 
ɜɨɣɧ, ɚ ɡɚɬɟɦ, ɱɬɨɛɵ ɞɚɬɶ ɨɬɞɵɯ ɨɬ ɷɬɨɝɨ ɩɟɱɚɥɶɧɨɝɨ ɡɪɟɥɢɳɚ, ɦɧɨɠɟ-
ɫɬɜɨ ɬɨɧɤɢɯ ɤɚɪɬɢɧ ɫɟɪɞɟɱɧɵɯ ɜɨɥɧɟɧɢɣ ɢ ɧɟɠɧɟɣɲɢɯ ɨɬɬɟɧɤɨɜ ɫɬɪɚ-
ɫɬɢ» [23]. ɂɧɚɱɟ ɝɨɜɨɪɹ, ɜ ɫɨɟɞɢɧɟɧɢɢ ɩɪɢɧɰɢɩɨɜ ɢɫɬɨɪɢɡɦɚ ɫ ɬɨɧɤɢɦ 
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ɩɫɢɯɨɥɨɝɢɱɟɫɤɢɦ ɚɧɚɥɢɡɨɦ ɜ ɪɚɫɤɪɵɬɢɢ ɯɚɪɚɤɬɟɪɨɜ ɝɟɪɨɟɜ ɜɢɞɢɬɫɹ 
ɜɚɠɧɟɣɲɚɹ ɱɟɪɬɚ ɩɨɷɬɢɤɢ ɬɪɚɝɟɞɢɣ ɒɟɤɫɩɢɪɚ ɜ ɪɟɰɟɩɰɢɢ ɋɬɟɧɞɚɥɹ.  

Ɉɬɥɢɱɢɬɟɥɶɧɨɣ ɨɫɨɛɟɧɧɨɫɬɶɸ ɪɚɫɫɦɚɬɪɢɜɚɟɦɨɝɨ ɧɚɦɢ ɥɢɬɟɪɚ-
ɬɭɪɧɨ-ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɢɡɞɚɧɢɹ ɹɜɥɹɟɬɫɹ ɧɚɥɢɱɢɟ ɜ ɧɟɦ ɢɥɥɸɫɬɪɚ-
ɰɢɣ. ȼ ɩɪɟɞɢɫɥɨɜɢɢ Ȼɺɬɬɢɝɟɪɚ ɢ Ɋɟɱɚ ɤ ɬɟɤɫɬɭ «Ƚɚɦɥɟɬɚ» ɝɨɜɨɪɢɬɫɹ  
ɨ ɛɥɢɡɨɫɬɢ ɷɫɬɟɬɢɱɟɫɤɨɣ ɩɪɢɪɨɞɵ ɩɨɷɡɢɢ ɢ ɠɢɜɨɩɢɫɢ, ɜɟɪɛɚɥɶɧɵɯ ɢ 
ɜɢɡɭɚɥɶɧɵɯ ɢɫɤɭɫɫɬɜ. ȼɡɚɢɦɧɨ ɞɨɩɨɥɧɹɹ ɢ ɭɤɪɚɲɚɹ ɞɪɭɝ ɞɪɭɝɚ, ɩɨɷɡɢɹ 
ɢ ɠɢɜɨɩɢɫɶ ɫɨɟɞɢɧɹɸɬɫɹ, ɱɬɨɛɵ ɜɨɡɜɵɫɢɬɶ ɫɮɟɪɭ ɢɞɟɚɥɶɧɨɝɨ ɢ ɩɪɨ-
ɛɭɞɢɬɶ ɜ ɱɢɬɚɬɟɥɟ ɢ ɡɪɢɬɟɥɟ ɨɞɧɢ ɢ ɬɟ ɠɟ ɜɵɫɨɤɢɟ ɨɳɭɳɟɧɢɹ [9. Ɋ. 3]. 
Ɇɨɠɧɨ ɫɤɚɡɚɬɶ, ɱɬɨ ɜ ɷɬɨɦ ɩɪɟɞɢɫɥɨɜɢɢ ɡɚɬɪɨɧɭɬɵ ɩɪɨɛɥɟɦɵ ɢɧɬɟɪ-
ɦɟɞɢɚɥɶɧɨɫɬɢ ɢ ɬɪɚɧɫɢɧɬɟɪɦɟɞɢɚɥɶɧɨɫɬɢ ɫɥɨɜɟɫɧɨɝɨ, ɬɟɚɬɪɚɥɶɧɨɝɨ ɢ 
ɠɢɜɨɩɢɫɧɨɝɨ ɢɫɤɭɫɫɬɜ ɧɚ ɩɪɢɦɟɪɟ ɬɜɨɪɱɟɫɬɜɚ ɒɟɤɫɩɢɪɚ, ɪɚɫɤɪɵɜɚɸɬ-
ɫɹ ɨɫɨɛɟɧɧɨɫɬɢ ɱɢɬɚɬɟɥɶɫɤɨɣ ɪɟɰɟɩɰɢɢ ɩɶɟɫɵ ɢ ɟɟ ɫɰɟɧɢɱɟɫɤɨɣ ɢɫɬɨ-
ɪɢɢ, ɫɨɨɬɧɨɫɢɦɵɯ ɫ ɢɥɥɸɫɬɪɚɰɢɹɦɢ Ɋɟɬɱɚ ɤɚɤ ɫɜɨɟɝɨ ɪɨɞɚ ɜɢɡɭɚɥɶɧɵɦ 
ɬɟɤɫɬɨɦ «Ƚɚɦɥɟɬɚ» ɫɨ ɫɜɨɢɦ ɫɸɠɟɬɨɦ ɢ ɦɟɬɚɫɸɠɟɬɨɦ [24. C. 144].  
17 ɝɪɚɮɢɱɟɫɤɢɯ ɢɥɥɸɫɬɪɚɰɢɣ Ɋɟɬɱɚ ɤ ɬɪɚɝɟɞɢɢ ɒɟɤɫɩɢɪɚ «Ƚɚɦɥɟɬ» 
ɜɨɫɩɪɢɧɢɦɚɸɬɫɹ ɤɚɤ ɰɟɥɨɫɬɧɵɣ ɜɢɡɭɚɥɶɧɵɣ ɬɟɤɫɬ, ɬɨɱɧɨ ɫɥɟɞɭɸɳɢɣ 
ɫɥɨɜɟɫɧɨɦɭ ɬɟɤɫɬɭ ɩɶɟɫɵ ɢ ɧɚɩɨɦɢɧɚɸɳɢɣ ɩɨ ɫɬɪɭɤɬɭɪɟ ɷɩɢɱɟɫɤɭɸ 
ɩɨɷɦɭ. ȼ ɷɬɨɦ ɬɟɤɫɬɟ ɦɨɠɧɨ ɜɵɞɟɥɢɬɶ ɨɛɪɚɳɟɧɢɟ ɤ Ɇɭɡɟ, ɤɨɬɨɪɨɦɭ 
ɫɨɨɬɜɟɬɫɬɜɭɟɬ ɪɢɫɭɧɨɤ «Ⱥɩɨɮɟɨɡ ɒɟɤɫɩɢɪɚ», ɪɚɫɩɨɥɨɠɟɧɧɵɣ ɧɚ 
ɜɟɪɯɧɟɣ ɤɪɵɲɤɟ ɩɟɪɟɩɥɟɬɚ, «ɉɪɨɥɨɝ», ɢɡɨɛɪɚɠɚɸɳɢɣ ɷɩɢɡɨɞ ɨɬɪɚɜ-
ɥɟɧɢɹ Ʉɥɚɜɞɢɟɦ ɫɜɨɟɝɨ ɛɪɚɬɚ, ɠɢɜɨɩɢɫɧɵɣ «ɧɚɪɪɚɬɢɜ», ɩɟɪɟɞɚɸɳɢɣ 
ɫɸɠɟɬɧɨɟ ɪɚɡɜɢɬɢɟ ɞɟɣɫɬɜɢɹ ɢ ɨɞɧɨɜɪɟɦɟɧɧɨ ɢɡɦɟɧɟɧɢɟ ɜɧɭɬɪɟɧɧɟɝɨ 
ɫɨɫɬɨɹɧɢɹ ɝɥɚɜɧɨɝɨ ɝɟɪɨɹ. ȼ ɤɚɱɟɫɬɜɟ ɠɟ ɷɩɢɥɨɝɚ ɦɨɠɟɬ ɛɵɬɶ «ɩɪɨɱɢ-
ɬɚɧɚ» ɢɥɥɸɫɬɪɚɰɢɹ ɧɚ ɜɟɪɯɧɟɣ ɤɪɵɲɤɟ ɷɬɨɣ ɤɧɢɝɢ-ɝɚɥɟɪɟɢ, ɢɡɨɛɪɚ-
ɠɚɸɳɚɹ ɧɚɞɝɪɨɛɢɟ Ƚɚɦɥɟɬɚ [24. ɋ. 144].  

Ɉɛɪɚɬɢɦɫɹ ɤ ɨɞɧɨɦɭ ɢɡ ɪɢɫɭɧɤɨɜ, ɢɥɥɸɫɬɪɢɪɭɸɳɢɯ ɦɨɧɨɥɨɝ Ƚɚɦ-
ɥɟɬɚ (ɫɰɟɧɚ 1, ɚɤɬ III), ɤɨɬɨɪɵɣ ɜɨɫɩɪɢɧɢɦɚɟɬɫɹ ɜ ɬɟɤɫɬɟ ɤɚɤ «ɜɵɫɲɚɹ 
ɬɨɱɤɚ ɫɨɦɧɟɧɢɣ» ɞɚɬɫɤɨɝɨ ɩɪɢɧɰɚ ɢ «ɜɵɪɚɠɚɟɬ ɭɦɨɧɚɫɬɪɨɟɧɢɟ ɝɟɪɨɹ 
ɜ ɦɨɦɟɧɬ ɧɚɢɜɵɫɲɟɝɨ ɪɚɡɥɚɞɚ ɜ ɟɝɨ ɫɨɡɧɚɧɢɢ» [25]. ȼ ɢɡɨɛɪɚɠɟɧɢɢ 
Ɋɟɬɱɚ ɷɬɨɬ ɷɩɢɡɨɞ ɩɟɪɟɞɚɟɬ ɫɢɬɭɚɰɢɸ «ɬɟɚɬɪɚ ɜ ɬɟɚɬɪɟ». Ɋɚɫɩɨɥɨɠɟ-
ɧɢɟ ɩɟɪɫɨɧɚɠɟɣ ɧɚɩɨɦɢɧɚɟɬ ɫɰɟɧɢɱɟɫɤɭɸ ɩɥɨɳɚɞɤɭ. ȼ ɰɟɧɬɪɟ ɧɚɯɨ-
ɞɢɬɫɹ Ƚɚɦɥɟɬ, ɤɨɬɨɪɵɣ, ɨɩɭɫɬɢɜ ɝɥɚɡɚ ɢ ɧɟ ɜɢɞɹ ɧɢɤɨɝɨ ɜɨɤɪɭɝ, ɩɪɨɢɡ-
ɧɨɫɢɬ, ɩɟɪɟɠɢɜɚɟɬ ɢ ɩɪɨɠɢɜɚɟɬ ɫɜɨɣ ɡɧɚɦɟɧɢɬɵɣ ɦɨɧɨɥɨɝ. ɗɬɨɬ ɦɨ-
ɧɨɥɨɝ ɥɭɱɲɟ ɜɫɟɝɨ ɩɟɪɟɞɚɟɬ «ɟɝɨ ɩɨɫɬɨɹɧɧɨɟ ɫɨɫɬɨɹɧɢɟ ɧɚ ɝɪɚɧɢ, ɧɚ 
ɩɨɪɨɝɟ», ɪɚɫɤɪɵɜɚɟɬ «ɭɞɢɜɢɬɟɥɶɧɨɟ ɫɩɥɟɬɟɧɢɟ ɡɟɦɧɨɝɨ ɢ ɩɨɬɭɫɬɨɪɨɧ-
ɧɟɝɨ ɜ Ƚɚɦɥɟɬɟ», ɚɤɰɟɧɬɢɪɭɟɬ ɬɭ ɝɪɚɧɶ, «ɩɨ ɤɨɬɨɪɨɣ ɨɧ ɢɞɟɬ ɜɫɟ ɜɪɟɦɹ, 
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ɝɪɚɧɶ ɠɢɡɧɢ ɢ ɫɦɟɪɬɢ» [26. C. 393]. Ɉɬɫɸɞɚ ɧɟɫɥɭɱɚɣɧɨ ɩɨɡɚɞɢ Ƚɚɦ-
ɥɟɬɚ ɧɚɯɨɞɢɬɫɹ ɨɬɤɪɵɬɨɟ, ɭɯɨɞɹɳɟɟ ɜ ɝɥɭɛɶ ɫɰɟɧɵ ɩɪɨɫɬɪɚɧɫɬɜɨ, ɤɨ-
ɬɨɪɨɟ ɫɢɦɜɨɥɢɱɟɫɤɢ ɫɨɨɬɧɨɫɢɬɫɹ ɫ ɩɪɨɲɥɵɦ ɢ ɛɭɞɭɳɢɦ ɝɟɪɨɹ, ɫ ɠɢɡ-
ɧɶɸ ɢ ɫɦɟɪɬɶɸ. ɋɩɪɚɜɚ ɨɬ ɡɪɢɬɟɥɹ ɢɡɨɛɪɚɠɟɧɵ Ʉɨɪɨɥɶ ɢ ɉɨɥɨɧɢɣ, 
ɨɧɢ ɩɪɹɱɭɬɫɹ ɨɬ ɩɪɢɧɰɚ ɡɚ ɤɨɥɨɧɧɨɣ ɫɨ ɲɬɨɪɚɦɢ, ɤɨɬɨɪɚɹ ɧɚɩɨɦɢɧɚɟɬ 
ɬɟɚɬɪɚɥɶɧɭɸ ɤɭɥɢɫɭ. ɋɪ. ɫ ɬɟɤɫɬɨɦ ɬɪɚɝɟɞɢɢ: 

 

Ʉ ɨ ɪ ɨ ɥ ɶ 
Ɇɵ, ɩɨɞ ɪɭɤɨɣ, ɡɚ Ƚɚɦɥɟɬɨɦ ɩɨɫɥɚɥɢ, 
ɑɬɨɛ ɡɞɟɫɶ ɨɧ ɜɫɬɪɟɬɢɥɫɹ ɤɚɤ ɛɵ ɫɥɭɱɚɣɧɨ 
ɋ Ɉɮɟɥɢɟɣ. Ⱥ ɦɵ ɫ ɟɟ ɨɬɰɨɦ,  
Ɂɚɤɨɧɧɵɟ ɥɚɡɭɬɱɢɤɢ, ɩɨɛɭɞɟɦ 
ɇɟɜɞɚɥɟɤɟ, ɱɬɨɛɵ, ɧɟɡɪɢɦɨ ɜɢɞɹ,  
Ɉ ɜɫɬɪɟɱɟ ɢɯ ɫɭɞɢɬɶ ɜɩɨɥɧɟ ɫɜɨɛɨɞɧɨ… [27. C. 76]. 

 

ɋɥɟɜɚ ɧɚɯɨɞɢɬɫɹ Ɉɮɟɥɢɹ, ɤɨɬɨɪɚɹ ɫɢɞɢɬ ɭ ɨɤɧɚ ɫ ɪɚɫɤɪɵɬɨɣ ɤɧɢɝɨɣ 
ɜ ɪɭɤɚɯ, ɝɥɚɡɚ ɟɟ ɨɛɪɚɳɟɧɵ ɜ ɫɬɨɪɨɧɭ Ƚɚɦɥɟɬɚ, ɧɨ ɤɚɠɟɬɫɹ, ɱɬɨ ɨɧɚ ɧɟ 
ɜɢɞɢɬ ɟɝɨ, ɚ ɪɚɡɦɵɲɥɹɟɬ ɨ ɩɪɨɱɢɬɚɧɧɨɦ. Ɉɮɟɥɢɹ ɬɨɠɟ ɨɬɞɟɥɟɧɚ ɨɬ 
ɩɪɢɧɰɚ ɤɨɥɨɧɧɨɣ, ɱɬɨ ɤɨɫɜɟɧɧɨ ɩɟɪɟɞɚɟɬ ɟɟ ɨɬɧɨɲɟɧɢɟ ɤ ɧɟɦɭ: ɨɧɚ ɧɟ 
ɱɢɬɚɟɬ ɤɧɢɝɭ, ɚ ɢɡɨɛɪɚɠɚɟɬ ɩɪɨɰɟɫɫ ɱɬɟɧɢɹ, ɫɥɟɞɭɹ ɫɨɜɟɬɭ ɨɬɰɚ. ɋɪ.: 

 

ɉ ɨ ɥ ɨ ɧ ɢ ɣ 
(Ɉɮɟɥɢɢ) 

ɑɢɬɚɣ ɩɨ ɷɬɨɣ ɤɧɢɝɟ, 
Ⱦɚɛɵ ɬɚɤɢɦ ɡɚɧɹɬɢɟɦ ɩɪɢɤɪɚɫɢɬɶ 
ɍɟɞɢɧɟɧɶɟ. ȼ ɷɬɨɦ ɜɫɟ ɦɵ ɝɪɟɲɧɵ, -  
Ⱦɨɤɚɡɚɧɨ, ɱɬɨ ɧɚɛɨɠɧɵɦ ɥɢɰɨɦ 
ɂ ɩɨɫɬɧɵɦ ɜɢɞɨɦ ɦɵ ɢ ɱɟɪɬɚ ɦɨɠɟɦ 
Ɉɛɫɚɯɚɪɢɬɶ [27. C. 77]. 

 

ɗɦɨɰɢɨɧɚɥɶɧɨɟ ɫɨɫɬɨɹɧɢɟ Ƚɚɦɥɟɬɚ ɢ ɞɪɭɝɢɯ ɝɟɪɨɟɜ ɩɟɪɟɞɚɟɬɫɹ ɱɟ-
ɪɟɡ ɜɧɟɲɧɢɟ ɞɟɬɚɥɢ: ɩɨɡɭ, ɠɟɫɬ, ɦɢɦɢɤɭ, ɜɡɝɥɹɞ. ɇɚ ɝɪɚɜɸɪɟ Ɋɟɬɱɚ 
Ƚɚɦɥɟɬ, Ʉɨɪɨɥɶ, ɉɨɥɨɧɢɣ ɢ Ɉɮɟɥɢɹ ɜɨɫɩɪɢɧɢɦɚɸɬɫɹ ɧɟ ɬɨɥɶɤɨ ɤɚɤ 
ɞɟɣɫɬɜɭɸɳɢɟ ɥɢɰɚ ɬɪɚɝɟɞɢɢ ɒɟɤɫɩɢɪɚ, ɧɨ ɢ ɤɚɤ ɫɰɟɧɢɱɟɫɤɢɟ ɩɟɪɫɨ-
ɧɚɠɢ. Ɍɚɤ, ɧɚɩɪɢɦɟɪ, ɤɨɥɨɧɧɚ, ɜɨɡɥɟ ɤɨɬɨɪɨɣ ɫɢɞɢɬ ɝɟɪɨɢɧɹ, ɫɬɚɧɨ-
ɜɢɬɫɹ ɫɢɦɦɟɬɪɢɱɧɵɦ ɚɧɚɥɨɝɨɦ ɤɭɥɢɫɵ, ɪɚɫɩɨɥɨɠɟɧɧɨɣ ɭɠɟ ɫɥɟɜɚ  
ɨɬ ɡɪɢɬɟɥɹ. Ɍɟɚɬɪɚɥɶɧɨɫɬɶ ɜ ɩɟɪɟɞɚɱɟ ɨɛɪɚɡɚ Ɉɮɟɥɢɢ ɩɨɞɱɟɪɤɢɜɚɟɬɫɹ 
ɢ ɭɩɨɦɢɧɚɧɢɟɦ ɜ ɤɨɦɦɟɧɬɚɪɢɹɯ ɤ ɷɬɨɣ ɫɰɟɧɟ ɢɦɟɧɢ ɡɧɚɦɟɧɢɬɨɣ ɢɪ-
ɥɚɧɞɫɤɨɣ ɚɤɬɪɢɫɵ ɗɥɢɡɚɛɟɬ Ɉ`ɇɟɣɥ (1791–1872), ɢɫɩɨɥɧɹɜɲɟɣ ɪɨɥɶ 
Ɉɮɟɥɢɢ. ɋɭɳɟɫɬɜɭɟɬ ɩɪɟɞɩɨɥɨɠɟɧɢɟ, ɱɬɨ ɧɟɦɟɰɤɢɣ ɯɭɞɨɠɧɢɤ ɫɨɡɞɚ-
ɜɚɥ ɝɪɚɜɸɪɵ ɤ «Ƚɚɦɥɟɬɭ», ɢɫɩɨɥɶɡɭɹ ɫɰɟɧɵ ɢɡ ɬɟɚɬɪɚɥɶɧɵɯ ɩɨɫɬɚɧɨɜɨɤ 
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ɩɶɟɫɵ. ɉɪɢɧɰɢɩ ɟɞɢɧɫɬɜɚ ɜɩɟɱɚɬɥɟɧɢɹ ɢ ɩɪɢɧɰɢɩ ɫɢɦɦɟɬɪɢɢ, ɥɟɠɚ-
ɳɢɟ ɜ ɨɫɧɨɜɟ ɬɪɚɝɟɞɢɢ ɚɧɝɥɢɣɫɤɨɝɨ ɞɪɚɦɚɬɭɪɝɚ, ɜɨɫɩɪɨɢɡɜɨɞɹɬɫɹ ɢ  
ɜ ɢɥɥɸɫɬɪɚɰɢɹɯ Ɋɟɬɱɚ ɤ «Ƚɚɦɥɟɬɭ» ɫ ɯɚɪɚɤɬɟɪɧɨɣ ɞɥɹ ɧɢɯ ɷɫɬɟɬɢɤɨɣ 
«ɬɪɨɣɧɨɝɨ ɤɨɞɢɪɨɜɚɧɢɹ»: ɠɢɜɨɩɢɫɧɨɣ ɩɟɪɟɞɚɱɟɣ ɜɧɟɲɧɟɝɨ ɢ ɜɧɭɬɪɟɧ-
ɧɟɝɨ ɞɟɣɫɬɜɢɹ ɫɚɦɨɣ ɩɶɟɫɵ, ɞɢɧɚɦɢɤɢ ɯɚɪɚɤɬɟɪɨɜ ɝɟɪɨɟɜ, ɢɡɨɛɪɚɠɟɧɢɹ 
ɢɝɪɵ ɚɤɬɟɪɨɜ, ɢɯ ɤɨɫɬɸɦɨɜ ɢ ɦɢɡɚɧɫɰɟɧ ɜ ɟɞɢɧɫɬɜɟ ɫ ɬɟɚɬɪɚɥɶɧɵɦɢ 
ɞɟɤɨɪɚɰɢɹɦɢ. Ɇɨɠɧɨ ɫɤɚɡɚɬɶ, ɱɬɨ ɨɛɚ ɷɬɢɯ ɩɪɢɧɰɢɩɚ, ɢɫɩɨɥɶɡɭɟɦɵɟ 
ɒɟɤɫɩɢɪɨɦ ɜ ɬɪɚɝɟɞɢɢ ɢ Ɋɟɬɱɟɦ ɜ ɢɥɥɸɫɬɪɚɰɢɹɯ, ɪɚɫɤɪɵɜɚɸɬ ɫɚɦ ɦɟ-
ɯɚɧɢɡɦ ɜɡɚɢɦɨɞɟɣɫɬɜɢɹ ɥɢɬɟɪɚɬɭɪɵ, ɬɟɚɬɪɚ ɢ ɠɢɜɨɩɢɫɢ ɜ ɞɚɧɧɨɦ ɢɡ-
ɞɚɧɢɢ. 

ɂɬɚɤ, ɨɛɪɚɳɟɧɢɟ ɤ ɢɡɭɱɟɧɢɸ ɢ ɩɟɪɟɜɨɞɭ ɦɧɨɝɨɹɡɵɱɧɵɯ ɬɟɤɫɬɨɜ 
ɩɨɡɜɨɥɹɟɬ ɨɫɦɵɫɥɢɬɶ ɨɫɨɛɟɧɧɨɫɬɢ ɦɨɞɟɥɢɪɨɜɚɧɢɹ ɦɧɨɝɨɧɚɰɢɨɧɚɥɶ-
ɧɨɣ ɤɚɪɬɢɧɵ ɦɢɪɚ ɫ ɟɟ «ɨɬɤɪɵɬɵɦɢ» ɝɪɚɧɢɰɚɦɢ ɢ ɤɭɥɶɬɭɪɚɦɢ ɢ ɫɨɨɬ-
ɜɟɬɫɬɜɭɸɳɢɦɢ ɟɣ ɨɛɪɚɡɚɦɢ ɚɜɬɨɪɚ, ɝɟɪɨɹ ɢ ɱɢɬɚɬɟɥɹ. ȼ ɦɧɨɝɨɹɡɵɱɧɨɦ 
ɬɟɤɫɬɟ ɨɞɧɨɜɪɟɦɟɧɧɨ ɤɨɧɬɚɤɬɢɪɭɸɬ ɧɟɫɤɨɥɶɤɨ ɹɡɵɤɨɜ ɢ ɧɟɫɤɨɥɶɤɨ 
ɤɭɥɶɬɭɪ, ɫɨɡɞɚɜɚɹ ɭɫɥɨɜɢɹ ɞɥɹ ɜɨɡɧɢɤɧɨɜɟɧɢɹ ɹɡɵɤɨɜɨɣ ɢ ɤɭɥɶɬɭɪɧɨɣ 
ɝɥɨɛɚɥɢɡɚɰɢɢ ɢ ɮɨɪɦɢɪɨɜɚɧɢɹ ɦɭɥɶɬɢɥɢɧɝɜɚɥɶɧɨɣ ɥɢɱɧɨɫɬɢ. Ɋɚɫ-
ɫɦɨɬɪɟɧɢɟ ɯɪɚɧɹɳɟɝɨɫɹ ɜ ɤɧɢɠɧɨɦ ɫɨɛɪɚɧɢɢ ɋɬɪɨɝɚɧɨɜɵɯ ɥɢɬɟɪɚɬɭɪ-
ɧɨɝɨ ɚɥɶɛɨɦɚ «Ƚɚɥɟɪɟɹ ɤ ɞɪɚɦɚɬɢɱɟɫɤɢɦ ɩɪɨɢɡɜɟɞɟɧɢɹɦ ɒɟɤɫɩɢɪɚ»  
ɫ ɝɪɚɜɸɪɚɦɢ ɜ ɨɱɟɪɤɚɯ Ɋɟɬɱɚ ɤ ɬɪɚɝɟɞɢɢ «Ƚɚɦɥɟɬ» ɤɚɤ ɦɧɨɝɨɹɡɵɱɧɨɝɨ 
ɢɡɞɚɧɢɹ ɪɚɫɤɪɵɜɚɟɬ ɮɟɧɨɦɟɧ ɫɨɫɭɳɟɫɬɜɨɜɚɧɢɹ ɢ ɜɡɚɢɦɨɞɟɣɫɬɜɢɹ  
ɜ ɧɟɦ ɚɧɝɥɢɣɫɤɨɝɨ, ɧɟɦɟɰɤɨɝɨ ɢ ɮɪɚɧɰɭɡɫɤɨɝɨ ɹɡɵɤɨɜ, ɚ ɬɚɤɠɟ ɞɪɭɝɢɯ 
ɡɧɚɤɨɜɵɯ ɫɢɫɬɟɦ: ɥɢɬɟɪɚɬɭɪɵ, ɬɟɚɬɪɚ ɢ ɠɢɜɨɩɢɫɢ. Ⱥɧɚɥɢɡ ɩɟɪɟɜɨɞɱɟ-
ɫɤɢɯ ɫɬɪɚɬɟɝɢɣ ɢ ɤɪɢɬɢɱɟɫɤɨɣ ɪɟɰɟɩɰɢɢ ɬɪɚɝɟɞɢɢ «Ƚɚɦɥɟɬ» ɩɨɡɜɨɥɹɟɬ 
ɝɨɜɨɪɢɬɶ ɨ ɫɨɡɞɚɧɢɢ ɤɚɠɞɨɣ ɧɚɰɢɨɧɚɥɶɧɨɣ ɥɢɬɟɪɚɬɭɪɨɣ «ɫɜɨɟɝɨ» 
ɒɟɤɫɩɢɪɚ, ɨ ɫɬɚɧɨɜɥɟɧɢɢ ɲɟɤɫɩɢɪɨɜɟɞɟɧɢɹ ɜ ɧɟɦɟɰɤɨɣ ɢ ɮɪɚɧɰɭɡ-
ɫɤɨɣ ɧɚɭɤɟ ɨ ɥɢɬɟɪɚɬɭɪɟ ɤɨɧɰɚ XVIII – ɩɟɪɜɨɣ ɩɨɥɨɜɢɧɵ ɏIX ɜ. Ƚɪɚ-
ɜɸɪɵ Ɋɟɬɱɚ ɤ «Ƚɚɦɥɟɬɭ» ɫ ɤɨɦɦɟɧɬɚɪɢɹɦɢ ɚɜɬɨɪɚ ɩɪɨɱɢɬɵɜɚɸɬɫɹ ɤɚɤ 
ɜɟɪɛɚɥɶɧɨ-ɜɢɡɭɚɥɶɧɵɣ ɬɟɤɫɬ ɬɪɚɝɟɞɢɢ ɒɟɤɫɩɢɪɚ, ɪɚɫɤɪɵɜɚɸɳɢɣ 
ɬɪɚɧɫɢɧɬɟɪɦɟɞɢɚɥɶɧɵɣ ɫɢɧɬɟɡ ɫɥɨɜɟɫɧɨɝɨ, ɬɟɚɬɪɚɥɶɧɨɝɨ ɢ ɠɢɜɨɩɢɫ-
ɧɨɝɨ ɢɫɤɭɫɫɬɜ ɜ ɞɚɧɧɨɦ ɢɡɞɚɧɢɢ ɢ ɫɜɢɞɟɬɟɥɶɫɬɜɭɸɳɢɣ ɨ ɬɟɧɞɟɧɰɢɢ  
ɤ «ɲɟɤɫɩɢɪɢɡɚɰɢɢ» ɟɜɪɨɩɟɣɫɤɨɣ ɠɢɜɨɩɢɫɢ XIX ɜ. 

ɉɨɹɜɥɟɧɢɟ ɝɚɥɟɪɟɢ ɒɟɤɫɩɢɪɚ ɜ ɛɢɛɥɢɨɬɟɤɟ Ƚ.Ⱥ. ɋɬɪɨɝɚɧɨɜɚ ɫɜɢ-
ɞɟɬɟɥɶɫɬɜɭɟɬ ɨ ɤɭɥɶɬɭɪɧɵɯ ɡɚɩɪɨɫɚɯ ɟɟ ɜɥɚɞɟɥɶɰɚ ɢ ɟɝɨ ɢɧɬɟɪɟɫɟ ɤ ɧɨ-
ɜɵɦ ɥɢɬɟɪɚɬɭɪɧɨ-ɯɭɞɨɠɟɫɬɜɟɧɧɵɦ ɢɡɞɚɧɢɹɦ, ɜɵɯɨɞɢɜɲɢɦ ɜ ɷɬɨ 
ɜɪɟɦɹ ɜ ɫɬɪɚɧɚɯ Ɂɚɩɚɞɧɨɣ ȿɜɪɨɩɵ. ȼ ɛɢɛɥɢɨɬɟɤɟ ɋɬɪɨɝɚɧɨɜɵɯ ɢɦɟ-
ɸɬɫɹ ɢ ɞɪɭɝɢɟ ɩɪɨɢɡɜɟɞɟɧɢɹ ɚɧɝɥɢɣɫɤɨɝɨ ɞɪɚɦɚɬɭɪɝɚ: ɫɨɛɪɚɧɢɟ ɩɶɟɫ 
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ɒɟɤɫɩɢɪɚ ɧɚ ɚɧɝɥɢɣɫɤɨɦ ɹɡɵɤɟ 1793 ɝ. [28], ɤɨɥɥɟɤɰɢɹ ɷɫɬɚɦɩɨɜ ɢɡ 
ɒɟɤɫɩɢɪɨɜɫɤɨɣ ɝɚɥɟɪɟɢ Ȼɨɣɞɟɥɥɚ [29, 30], ɯɭɞɨɠɟɫɬɜɟɧɧɵɣ ɚɥɶɛɨɦ, 
ɢɡɨɛɪɚɠɚɸɳɢɣ ɠɟɧɳɢɧ-ɝɟɪɨɢɧɶ ɢɡ ɤɨɦɟɞɢɣ ɢ ɬɪɚɝɟɞɢɣ ɒɟɤɫɩɢɪɚ. 
Ɉɧɢ ɜɨɫɩɪɢɧɢɦɚɸɬɫɹ ɤɚɤ ɚɜɬɨɪɫɤɢɣ «ɲɟɤɫɩɢɪɨɜɫɤɢɣ» ɬɟɤɫɬ, ɫɤɨɧ-
ɫɬɪɭɢɪɨɜɚɧɧɵɣ ɜɥɚɞɟɥɶɰɟɦ ɛɢɛɥɢɨɬɟɤɢ [24. C. 147]. ɋɚɦɚ ɥɢɱɧɨɫɬɶ 
Ƚ.Ⱥ. ɋɬɪɨɝɚɧɨɜɚ ɦɨɠɟɬ ɛɵɬɶ ɨɬɧɟɫɟɧɚ ɤ ɬɢɩɭ «ɪɭɫɫɤɨɝɨ ɟɜɪɨɩɟɣɰɚ», 
ɧɚɞɟɥɟɧɧɨɝɨ ɩɨɥɢɹɡɵɱɧɵɦ ɢ ɩɨɥɢɤɭɥɶɬɭɪɧɵɦ ɫɨɡɧɚɧɢɟɦ ɢ ɯɚɪɚɤɬɟɪ-
ɧɨɣ «ɝɢɛɪɢɞɧɨɣ ɢɞɟɧɬɢɱɧɨɫɬɶɸ». ɉɨɞɨɛɧɚɹ ɢɞɟɧɬɢɱɧɨɫɬɶ ɩɨɡɜɨɥɹɥɚ 
ɟɦɭ ɜɵɫɬɭɩɚɬɶ ɜ ɤɚɱɟɫɬɜɟ ɚɤɬɢɜɧɨɝɨ ɩɨɫɪɟɞɧɢɤɚ ɜ ɢɫɬɨɪɢɱɟɫɤɨɦ, ɩɨ-
ɥɢɬɢɱɟɫɤɨɦ ɢ ɤɭɥɶɬɭɪɧɨɦ ɞɢɚɥɨɝɟ ɦɟɠɞɭ ɫɬɪɚɧɚɦɢ Ɂɚɩɚɞɧɨɣ ȿɜɪɨɩɵ 
ɢ Ɋɨɫɫɢɟɣ ɢ ɮɨɪɦɢɪɨɜɚɬɶ ɰɢɜɢɥɢɡɨɜɚɧɧɵɣ ɨɛɪɚɡ ɪɨɫɫɢɣɫɤɨɝɨ ɝɨɫɭ-
ɞɚɪɫɬɜɚ ɜ ɦɢɪɟ [7. C. 11]. 
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Abstract. Vsevolod Meyerhold was one of the most influential theorists 
of the conditional theater who actively promoted creative models he laid out 
in his articles, speeches, and lectures. This study analyzes Meyerhold’s perspec-
tive of the conditional theater, drawing on the available modern sources. 
In relation to Meyerhold and other pioneers of this theatrical approach, the 
article aims to clarify the concept of the conditional theater in terms of scenery. 
The author focuses on the specificity of theatrical conditionality and the origins 
of Meyerhold’s artistic creativity in his theorizing about the politics of theater, 
which depends on the use of the viewer’s imagination and their involvement 
in the theatrical play. 
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ȼɨɡɧɢɤɧɨɜɟɧɢɟ ɭɫɥɨɜɧɨɝɨ ɬɟɚɬɪɚ ɢ ɟɝɨ ɜɥɢɹɧɢɟ  
ɧɚ ɬɟɚɬɪɚɥɶɧɵɟ ɞɟɤɨɪɚɰɢɢ (ɫɰɟɧɨɝɪɚɮɢɹ –  
ɫɬɪɭɤɬɭɪɚ ɩɶɟɫɵ ɢ ɦɢɡɚɧɫɰɟɧɚ – ɞɢɡɚɣɧ ɤɨɫɬɸɦɚ) 
 
Ɇɨɚɣɹɞ ɏɚɦɡɚ 
 
Ʉɨɥɥɟɞɠ ɩɨɥɢɬɟɯɧɢɱɟɫɤɨɝɨ ɭɧɢɜɟɪɫɢɬɟɬɚ Ʌɸɦɢɧɭɫ, ɮɢɥɢɚɥ ɜ Иɨɪɞɚɧɢɢ,  
Аɦɦɚɧ, Иɨɪɞɚɧɢɹ, m.hamza@saejordan.com 
 

Ⱥɧɧɨɬɚɰɢɹ. Ɇɟɣɟɪɯɨɥɶɞ ɛɵɥ ɨɞɧɢɦ ɢɡ ɫɚɦɵɯ ɜɥɢɹɬɟɥɶɧɵɯ ɬɟɨɪɟɬɢ-
ɤɨɜ ɭɫɥɨɜɧɨɝɨ ɬɟɚɬɪɚ ɢ ɚɤɬɢɜɧɵɦ ɩɪɨɩɚɝɚɧɞɢɫɬɨɦ ɬɜɨɪɱɟɫɤɢɯ ɦɨɞɟɥɟɣ, 
ɩɨɫɬɪɨɟɧɧɵɯ ɧɚ ɨɫɧɨɜɚɯ, ɤɨɬɨɪɵɟ ɨɧ ɢɡɥɚɝɚɥ ɜ ɫɜɨɢɯ ɫɬɚɬɶɹɯ, ɪɟɱɚɯ ɢ ɥɟɤ-
ɰɢɹɯ. ȼ ɞɚɧɧɨɦ ɢɫɫɥɟɞɨɜɚɧɢɢ ɧɚ ɨɫɧɨɜɟ ɞɨɫɬɭɩɧɵɯ ɫɨɜɪɟɦɟɧɧɵɯ ɢɫɬɨɱ-
ɧɢɤɨɜ XXI ɜ. ɚɧɚɥɢɡɢɪɭɸɬɫɹ ɜɡɝɥɹɞɵ Ɇɟɣɟɪɯɨɥɶɞɚ ɧɚ ɫɩɟɰɢɮɢɤɭ ɬɟɚɬ-
ɪɚɥɶɧɨɝɨ ɡɪɟɥɢɳɚ ɜ ɭɫɥɨɜɧɨɦ ɬɟɚɬɪɟ. ɉɪɢɦɟɧɢɬɟɥɶɧɨ ɤ Ɇɟɣɟɪɯɨɥɶɞɭ  
ɢ ɞɪɭɝɢɦ ɩɢɨɧɟɪɚɦ ɷɬɨɝɨ ɬɟɚɬɪɚɥɶɧɨɝɨ ɩɨɞɯɨɞɚ ɫɬɚɬɶɹ ɩɪɟɫɥɟɞɭɟɬ ɰɟɥɶ 
ɩɪɨɹɫɧɢɬɶ ɤɨɧɰɟɩɰɢɸ ɭɫɥɨɜɧɨɝɨ ɬɟɚɬɪɚ ɜ ɟɟ ɩɪɢɦɟɧɟɧɢɢ ɜ ɨɛɥɚɫɬɢ ɞɟɤɨ-
ɪɚɰɢɣ. Ɉɩɪɟɞɟɥɹɟɬɫɹ ɫɩɟɰɢɮɢɤɚ ɬɟɚɬɪɚɥɶɧɨɣ ɭɫɥɨɜɧɨɫɬɢ ɢ ɪɚɫɤɪɵɜɚɸɬɫɹ 
ɢɫɬɨɤɢ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɜɨɪɱɟɫɬɜɚ ɭ Ɇɟɣɟɪɯɨɥɶɞɚ ɜ ɟɝɨ ɬɟɨɪɟɬɢɡɢɪɨɜɚ-
ɧɢɢ ɨ ɩɨɥɢɬɢɤɟ ɬɟɚɬɪɚ, ɡɚɜɢɫɹɳɟɝɨ ɨɬ ɡɚɞɟɣɫɬɜɨɜɚɧɢɹ ɜɨɨɛɪɚɠɟɧɢɹ ɡɪɢ-
ɬɟɥɹ ɢ ɜɨɜɥɟɱɟɧɢɹ ɟɝɨ ɜ ɪɚɡɵɝɪɵɜɚɟɦɭɸ ɩɟɪɟɞ ɧɢɦ ɬɟɚɬɪɚɥɶɧɭɸ ɢɝɪɭ. 

Ʉɥɸɱɟɜɵɟ ɫɥɨɜɚ: ɭɫɥɨɜɧɵɣ ɬɟɚɬɪ, Ɇɟɣɟɪɯɨɥɶɞ, ɫɰɟɧɨɝɪɚɮɢɹ, ɞɢɡɚɣɧ 
ɬɟɚɬɪɚɥɶɧɨɝɨ ɤɨɫɬɸɦɚ, ɦɢɡɚɧɫɰɟɧɚ, ɫɰɟɧɢɱɟɫɤɨɟ ɜɨɫɩɪɢɹɬɢɟ, ɩɨɡɢɬɢɜɧɵɣ 
ɜɨɫɩɪɢɧɢɦɚɸɳɢɣ 
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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 
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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 I 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 Sulerżycki, “He immediately became good friends with 
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Sulerżycki. They felt the presence of talent in each other and were always 
together” [4. P. 334–335]. Sulerżycki 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 poison1 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 

 
1 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, I 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 alienation1 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.  

 
1 Verfremdungseffekt 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-scène 

 
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-scène. He even considered 
it would be better to subject the stage structure to the requirements of the mise-
en-scène rather than design the mise-en-scène 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. I 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-scène 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-scène. 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-scène 
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compatible with the theatrical conditionality. In this context Meyerhold  
explains his definition of mise-en-scène to his students, “What is mise-en-
scène? 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-scène’ 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-
scène in its current understanding with the emergence of the director’s  
career. For this reason, the concept of mise-en-scène 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-scène 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. 

 

 
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-
scène. 

 

 
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-scène 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 servants1, and the Othello theme for ex 
improviso2. 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]. 

 
1 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 Eugène 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 
scène 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 

 
Financial Support: The article is part of the research under the Russian Science 
Foundation Grant No. 22-18-00027: Shakespeare and the Russian literature  
of the early 20th century (traditions, reminiscences, translations, literary critical 
reception). 
 
For citation: Serdechnaia, V.V. & Zhatkin, D.N. (2024) Vadim Shershenevich 
as a translator of Shakespeare’s Romeo and Juliet: The formation of a transla-
tion method. Imagologiya i komparativistika – Imagology and Comparative 
Studies. 21. pp. 115–141. (In Russian). doi: 10.17223/24099554/21/6 
 
ȼɚɞɢɦ Ƚɚɛɪɢɷɥɟɜɢɱ ɒɟɪɲɟɧɟɜɢɱ (1893–1842), ɢɡɜɟɫɬɧɵɣ ɤɚɤ ɩɨɷɬ: 

ɮɭɬɭɪɢɫɬ, ɡɚɬɟɦ ɢɦɚɠɢɧɢɫɬ, – ɛɵɥ ɢ ɭɜɥɟɱɟɧɧɵɦ ɩɟɪɟɜɨɞɱɢɤɨɦ: «ɒɟɪ-
ɲɟɧɟɜɢɱ, ɦɨɠɟɬ ɛɵɬɶ, ɩɪɟɠɞɟ ɜɫɟɝɨ ɛɵɥ ɩɨɷɬɨɦ ɢ ɩɟɪɟɜɨɞɱɢɤɨɦ ɩɨɷ-
ɡɢɢ» [1. ɋ. 464]. ɒɟɪɲɟɧɟɜɢɱ ɩɭɛɥɢɤɨɜɚɥ ɩɟɪɟɜɨɞɵ ɢɡ ɮɪɚɧɰɭɡɫɤɢɯ 
(Ƚɸɣɨ, ȼɟɪɥɟɧ, Ʌɚɮɨɪɝ, ȼɨɥɶɬɟɪ, Ʉɥɨɞɟɥɶ ɢ ɞɪ.) ɢ ɧɟɦɟɰɤɢɯ ɩɨɷɬɨɜ 
(Ƚɟɣɧɟ, Ɋɢɥɶɤɟ, Ʌɢɥɢɟɧɤɪɨɧ, Ⱦɟɦɟɥɶ ɢ ɞɪ.), ɭɱɚɫɬɜɨɜɚɥ ɤɚɤ ɩɟɪɟɜɨɞɱɢɤ, 
ɚɜɬɨɪ ɩɪɟɞɢɫɥɨɜɢɣ ɢ ɤɨɦɦɟɧɬɚɪɢɟɜ ɜ ɢɡɞɚɧɢɢ ɫɛɨɪɧɢɤɨɜ [2], ɢɡɞɚɜɚɥ 
ɦɚɧɢɮɟɫɬɵ ɢɬɚɥɶɹɧɫɤɨɝɨ ɮɭɬɭɪɢɡɦɚ [3] ɢ ɩɪɨɡɭ Ɇɚɪɢɧɟɬɬɢ [4, 5], 
ɨɩɭɛɥɢɤɨɜɚɥ ɪɚɛɨɬɭ ɮɪɚɧɰɭɡɫɤɢɯ ɩɨɷɬɨɜ ɒ. ȼɢɥɶɞɪɚɤɚ ɢ ɀ. Ⱦɸɚɦɟɥɹ 
«Ɍɟɨɪɢɹ ɫɜɨɛɨɞɧɨɝɨ ɫɬɢɯɚ» [6]. Ɉɞɧɚɤɨ ɜɫɤɨɪɟ ɩɨɫɥɟ ɪɟɜɨɥɸɰɢɢ 1917 ɝ. 
ɩɟɪɟɜɨɞɵ ɒɟɪɲɟɧɟɜɢɱɚ ɩɟɪɟɫɬɚɥɢ ɨɬɜɟɱɚɬɶ ɡɚɩɪɨɫɚɦ ɧɨɜɨɣ ɞɟɣɫɬɜɢ-
ɬɟɥɶɧɨɫɬɢ, ɛɵɥɢ ɪɚɫɤɪɢɬɢɤɨɜɚɧɵ ɤɚɤ «ɮɨɪɦɚɥɢɫɬɢɱɟɫɤɢɟ» ɢ ɩɭɛɥɢ-
ɤɨɜɚɥɢɫɶ ɤɪɚɣɧɟ ɪɟɞɤɨ. Ɍɚɤ, ɩɨɫɥɟ ɪɟɰɟɧɡɢɢ ȼ. Ɏɪɢɱɟ ɛɵɥ ɨɬɜɟɪɝɧɭɬ 
ɩɨɞɝɨɬɨɜɥɟɧɧɵɣ ɜ 1919 ɝ. ɫɛɨɪɧɢɤ ɮɪɚɧɰɭɡɫɤɢɯ ɫɢɦɜɨɥɢɫɬɨɜ [1. ɋ. 467]; 
ɒɟɪɲɟɧɟɜɢɱ ɜɫɟ ɛɨɥɶɲɟ ɩɢɫɚɥ ɢ ɩɟɪɟɜɨɞɢɥ «ɜ ɫɬɨɥ» ɢɥɢ ɠɟ ɞɥɹ 
ɫɰɟɧɵ, ɫɬɚɜ ɭɫɩɟɲɧɵɦ ɥɢɛɪɟɬɬɢɫɬɨɦ. ȼ ɢɬɨɝɟ ɢɡ ɟɝɨ ɨɛɲɢɪɧɨɝɨ ɩɟɪɟ-
ɜɨɞɱɟɫɤɨɝɨ ɧɚɫɥɟɞɢɹ ɨɬɞɟɥɶɧɵɦɢ ɢɡɞɚɧɢɹɦɢ ɩɨɫɥɟ 1920 ɝ. ɛɵɥɢ ɨɩɭɛ-
ɥɢɤɨɜɚɧɵ ɬɨɥɶɤɨ «Ɇɚɪɶɨɧ ɞɟ Ʌɨɪɦ» Ƚɸɝɨ [7] ɢ «ɐɢɦɛɟɥɢɧ» ɒɟɤɫ-
ɩɢɪɚ [8]. 

ɂɡɞɚɧɧɵɣ ɜ 1941 ɝ. «ɐɢɦɛɟɥɢɧ» ɨɫɬɚɥɫɹ ɧɚɢɛɨɥɟɟ ɢɡɜɟɫɬɧɵɦ ɢɡ 
ɲɟɤɫɩɢɪɨɜɫɤɢɯ ɩɟɪɟɜɨɞɨɜ ɒɟɪɲɟɧɟɜɢɱɚ. Ɉɞɧɚɤɨ ɨɛɥɚɫɬɶ ɪɟɰɟɩɰɢɢ 
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ɒɟɤɫɩɢɪɚ ɭ ɒɟɪɲɟɧɟɜɢɱɚ ɡɧɚɱɢɬɟɥɶɧɨ ɨɛɲɢɪɧɟɟ. Ɉɧɚ ɜɤɥɸɱɚɟɬ ɩɨɥ-
ɧɵɟ ɩɟɪɟɜɨɞɵ «ɐɢɦɛɟɥɢɧɚ» ɢ «Ʉɨɪɨɥɹ Ⱦɠɨɧɚ» [9], ɧɟɫɤɨɥɶɤɨ ɫɨɤɪɚɳɟɧ-
ɧɵɣ ɩɟɪɟɜɨɞ «Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ» ɞɥɹ Ʉɚɦɟɪɧɨɝɨ ɬɟɚɬɪɚ (1921) [10], 
ɩɟɪɟɜɨɞ «Ƚɚɦɥɟɬɚ» ɫ ɜɟɪɫɢɢ Ⱦɸɦɚ ɞɥɹ ɬɟɚɬɪɚ «Ɋɨɦɚɧɟɫɤ» (1923, ɪɚ-
ɛɨɬɚ ɧɚɞ ɫɩɟɤɬɚɤɥɟɦ ɨɫɬɚɧɨɜɢɥɚɫɶ ɜɨ ɜɪɟɦɹ ɪɟɩɟɬɢɰɢɣ, ɬɟɤɫɬ ɫɱɢɬɚ-
ɟɬɫɹ ɭɬɪɚɱɟɧɧɵɦ) [11], ɚ ɬɚɤɠɟ ɚɞɚɩɬɢɪɨɜɚɧɧɵɣ ɩɟɪɟɜɨɞ «Ⱦɜɟɧɚɞɰɚ-
ɬɨɣ ɧɨɱɢ» ɩɨɞ ɧɚɡɜɚɧɢɟɦ «Ȼɥɢɡɧɟɰɵ» ɞɥɹ ɩɨɫɬɚɧɨɜɤɢ ɜ Ɇɨɫɤɨɜɫɤɨɦ 
ɬɟɚɬɪɟ ɨɩɟɪɟɬɬɵ (1939) [12]. ɉɢɫɚɥ ɒɟɪɲɟɧɟɜɢɱ ɨ ɒɟɤɫɩɢɪɟ ɢ ɤɚɤ 
ɬɟɚɬɪɚɥɶɧɵɣ ɤɪɢɬɢɤ [13–15]. Ʉɪɨɦɟ ɬɨɝɨ, ɧɚ ɒɟɤɫɩɢɪɨɜɫɤɨɣ ɤɨɧɮɟ-
ɪɟɧɰɢɢ 1940 ɝ. ɨɧ ɩɪɨɱɢɬɚɥ ɞɨɤɥɚɞ «ɉɪɨɛɥɟɦɵ ɩɟɪɟɜɨɞɚ ȼ. ɒɟɤɫ-
ɩɢɪɚ», ɤɨɬɨɪɵɣ ɫɬɚɥ ɟɝɨ ɢɬɨɝɨɜɵɦ ɪɚɡɦɵɲɥɟɧɢɟɦ ɩɨ ɬɟɨɪɢɢ ɯɭɞɨɠɟ-
ɫɬɜɟɧɧɨɝɨ ɩɟɪɟɜɨɞɚ [16]. 

ɉɟɪɟɜɨɞ «Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ» ɫɬɚɥ, ɩɨ ɜɫɟɣ ɜɢɞɢɦɨɫɬɢ, ɩɟɪɜɵɦ 
ɞɥɹ ɒɟɪɲɟɧɟɜɢɱɚ ɨɩɵɬɨɦ ɩɟɪɟɜɨɞɚ ɒɟɤɫɩɢɪɚ. Ɉɧ ɛɵɥ ɜɵɩɨɥɧɟɧ ɞɥɹ 
ɩɨɫɬɚɧɨɜɤɢ Ⱥ.ə. Ɍɚɢɪɨɜɚ ɜ Ʉɚɦɟɪɧɨɦ ɬɟɚɬɪɟ ɜ 1919–1921 ɝɝ., ɤɨɝɞɚ 
ɩɨɷɬ ɛɵɥ ɡɚɜɟɞɭɸɳɢɦ ɥɢɬɟɪɚɬɭɪɧɨɣ ɱɚɫɬɶɸ ɷɬɨɝɨ ɬɟɚɬɪɚ. Ɍɚɢɪɨɜ ɫɨ-
ɛɢɪɚɥɫɹ ɫɬɚɜɢɬɶ ɩɟɪɟɜɨɞ Ʉ.Ⱦ Ȼɚɥɶɦɨɧɬɚ [17. ɋ. 463], ɨɞɧɚɤɨ ɨɬɜɟɪɝ 
ɟɝɨ: ɩɟɪɟɜɨɞ ɨɤɚɡɚɥɫɹ ɧɟɭɞɚɱɧɵɦ. ɉɨ ɫɥɨɜɚɦ ȿ.Ɇ. Ʌɭɰɟɧɤɨ, «ɨɪɢɟɧ-
ɬɚɰɢɹ ɧɚ ɩɟɪɟɜɨɞ Ⱥɩɨɥɥɨɧɚ Ƚɪɢɝɨɪɶɟɜɚ ɹɜɧɨ ɩɨɦɟɲɚɥɚ ɟɦɭ [Ȼɚɥɶ-
ɦɨɧɬɭ] ɧɚɣɬɢ ɫɜɨɸ ɧɟɩɨɜɬɨɪɢɦɭɸ ɢɧɬɨɧɚɰɢɸ ɲɟɤɫɩɢɪɨɜɫɤɨɣ ɬɪɚɝɟ-
ɞɢɢ» [18. ɋ. 101]. ɉɟɪɟɜɨɞ Ȼɚɥɶɦɨɧɬɚ ɛɵɥ ɨɩɭɛɥɢɤɨɜɚɧ ɜ 2012 ɝ. [19]. 

ȼɧɚɱɚɥɟ Ɍɚɢɪɨɜ ɩɪɟɞɥɨɠɢɥ ɒɟɪɲɟɧɟɜɢɱɭ ɜɵɩɨɥɧɢɬɶ ɧɨɜɭɸ ɪɟ-
ɞɚɤɰɢɸ ɩɟɪɟɜɨɞɚ. ȼ ɡɚɹɜɥɟɧɢɢ ɩɪɚɜɥɟɧɢɹ Ʉɚɦɟɪɧɨɝɨ ɬɟɚɬɪɚ ɝɨɜɨ-
ɪɢɬɫɹ: «ɉɪɟɞɥɨɠɢɬɶ ɒɟɪɲɟɧɟɜɢɱɭ ɢɫɩɪɚɜɢɬɶ ɩɟɪɟɜɨɞ “Ɋɨɦɟɨ” ɩɨ 
ɫɬɚɜɤɚɦ ȼɫɟɪɚɛɢɫɚ» [20. Ʌ. 64]. Ɉɞɧɚɤɨ ɒɟɪɲɟɧɟɜɢɱ ɩɢɫɚɥ: «ɉɪɢɧɹɬɶ 
ɷɬɨɬ ɬɟɤɫɬ ɛɵɥɨ ɧɟɜɨɡɦɨɠɧɨ. ɋɬɚɜɢɬɶ ɜ ɫɬɚɪɨɦ ɬɟɤɫɬɟ, ɜɫɟ ɠɟ ɥɭɱɲɟɦ, 
ɱɟɦ ɛɚɥɶɦɨɧɬɨɜɫɤɢɣ, Ɍɚɢɪɨɜ ɧɟ ɯɨɬɟɥ1. Ɉɧ ɡɚɤɚɡɚɥ ɦɧɟ ɢɫɩɪɚɜɢɬɶ 
ɛɚɥɶɦɨɧɬɨɜɳɢɧɭ. ə ɨɬɤɚɡɚɥɫɹ ɧɚɜɨɞɢɬɶ ɥɨɫɤ ɧɚ ɷɬɭ ɩɚɪɢɤɦɚɯɟɪɫɤɭɸ 
ɪɚɛɨɬɭ. ɉɪɢɲɥɨɫɶ ɞɟɥɚɬɶ ɧɨɜɵɣ ɩɟɪɟɜɨɞ» [21. ɋ. 637–638]. 

ȼ 1920-ɟ ɝɝ. ɒɟɤɫɩɢɪ ɟɳɟ ɧɟ ɛɵɥ ɱɚɫɬɶɸ ɭɫɬɨɹɜɲɟɝɨɫɹ ɤɚɧɨɧɚ ɫɨ-
ɜɟɬɫɤɨɝɨ ɱɬɟɧɢɹ; ɦɢɪ ɬɚɤ ɢɡɦɟɧɢɥɫɹ, ɱɬɨ, ɤɚɡɚɥɨɫɶ, ɢ ɷɬɨɬ ɤɥɚɫɫɢɤ 
ɭɫɬɚɪɟɥ. Ʉɚɤ ɩɢɫɚɥ ɬɨɬ ɠɟ ɒɟɪɲɟɧɟɜɢɱ ɜ 1923 ɝ., «ɒɟɤɫɩɢɪ – ɜɟɥɢɤɢɣ 
ɦɚɫɬɟɪ ɫɰɟɧɵ, ɧɨ ɜɫɹɤɨɟ ɫɬɚɪɨɟ ɜɢɧɨ, ɩɥɨɯɨ ɡɚɤɭɩɨɪɟɧɧɨɟ, – ɡɚɤɢɫɚɟɬ. 
ɒɟɤɫɩɢɪ ɩɥɨɯɨ ɡɚɤɭɩɨɪɟɧ. ɉɪɨɛɤɚ ɜɵɬɚɳɟɧɚ ɪɟɜɨɥɸɰɢɨɧɧɵɦ ɫɞɜɢɝɨɦ 

 
1 ȼɟɪɨɹɬɧɟɟ ɜɫɟɝɨ, ɒɟɪɲɟɧɟɜɢɱ ɡɞɟɫɶ ɢɦɟɟɬ ɜ ɜɢɞɭ ɩɟɪɟɜɨɞ Ⱥɩ. Ƚɪɢɝɨɪɶɟɜɚ, 

ɜɥɢɹɧɢɟ ɤɨɬɨɪɨɝɨ ɩɪɨɫɦɚɬɪɢɜɚɟɬɫɹ ɢ ɜ ɟɝɨ ɫɨɛɫɬɜɟɧɧɨɦ ɩɟɪɟɜɨɞɟ.  
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ɜ ɦɢɪɨɩɨɧɢɦɚɧɢɢ» [13]. ɒɟɤɫɩɢɪ ɞɨɥɠɟɧ ɛɵɥ ɡɚɝɨɜɨɪɢɬɶ ɩɨ-ɧɨɜɨɦɭ, 
ɹɫɧɵɦ ɢ ɩɪɨɫɬɵɦ ɹɡɵɤɨɦ: ɞɨɪɟɜɨɥɸɰɢɨɧɧɵɟ ɩɟɪɟɜɨɞɵ ɧɟ ɫɨɨɬɜɟɬ-
ɫɬɜɨɜɚɥɢ ɷɬɨɦɭ ɬɪɟɛɨɜɚɧɢɸ.  

ɗɬɨ ɬɪɟɛɨɜɚɧɢɟ ɧɨɜɨɝɨ ɒɟɤɫɩɢɪɚ ɩɪɟɞɴɹɜɥɹɥ ɢ ɪɟɠɢɫɫɟɪ Ʉɚɦɟɪ-
ɧɨɝɨ ɬɟɚɬɪɚ Ɍɚɢɪɨɜ. Ɉɧ ɧɚɫɬɚɢɜɚɥ ɧɚ ɨɬɤɚɡɟ ɬɟɚɬɪɚ ɨɬ ɥɢɬɟɪɚɬɭɪɨɰɟɧ-
ɬɪɢɱɧɨɫɬɢ: «…ɬɟɚɬɪ ɨɛɪɚɳɚɟɬɫɹ ɤ ɥɢɬɟɪɚɬɭɪɟ ɥɢɲɶ ɤɚɤ ɤ ɧɟɨɛɯɨɞɢ-
ɦɨɦɭ ɟɦɭ ɧɚ ɞɚɧɧɨɣ ɫɬɭɩɟɧɢ ɟɝɨ ɪɚɡɜɢɬɢɹ ɦɚɬɟɪɢɚɥɭ» [22. ɋ. 112]. 
Ⱦɥɹ ɩɟɪɟɨɫɦɵɫɥɟɧɢɹ ɬɪɚɝɟɞɢɢ ɒɟɤɫɩɢɪɚ, ɤɚɤ ɩɨɞɱɟɪɤɢɜɚɥ Ɍɚɢɪɨɜ, 
ɧɟɨɛɯɨɞɢɦɨ ɩɟɪɟɨɰɟɧɢɬɶ ɟɟ, ɨɱɢɫɬɢɬɶ ɨɬ ɧɚɥɟɬɚ ɦɭɡɟɣɧɨɣ ɞɪɟɜɧɨɫɬɢ: 
«Ʉ ɒɟɤɫɩɢɪɭ ɨɛɵɱɧɨ ɩɪɢɧɹɬ ɩɨɞɯɨɞ ɢɫɬɨɪɢɱɟɫɤɢɣ, ɷɬɧɨɝɪɚɮɢɱɟɫɤɢɣ 
ɢ ɛɵɬɨɜɨ-ɩɫɢɯɨɥɨɝɢɱɟɫɤɢɣ. <…> ə ɠɟ ɩɨɥɚɝɚɸ, ɱɬɨ ɫɜɨɛɨɞɧɚɹ ɬɟɚɬ-
ɪɚɥɶɧɚɹ ɬɪɚɧɫɤɪɢɩɰɢɹ ɒɟɤɫɩɢɪɚ – ɟɞɢɧɫɬɜɟɧɧɨ ɩɪɚɜɢɥɶɧɵɣ ɩɭɬɶ  
ɜ ɪɚɛɨɬɟ ɧɚɞ ɧɢɦ» [23. ɋ. 18]. ɂɫɩɨɥɧɢɬɟɥɶɧɢɰɚ ɪɨɥɢ Ⱦɠɭɥɶɟɬɬɵ 
Ⱥɥɢɫɚ Ʉɨɨɧɟɧ ɜɫɩɨɦɢɧɚɥɚ ɫɥɨɜɚ Ɍɚɢɪɨɜɚ: «ɉɪɟɠɞɟ ɜɫɟɝɨ ɧɚɞɨ ɨɫɜɨ-
ɛɨɞɢɬɶɫɹ ɨɬ ɝɭɫɬɨɣ ɬɨɥɳɢ ɤɨɦɦɟɧɬɚɪɢɟɜ, ɡɚɛɵɬɶ ɨ ɩɢɟɬɟɬɟ ɩɟɪɟɞ 
ɒɟɤɫɩɢɪɨɦ <…>. ɗɬɨ ɬɨ ɡɥɨ, ɤɨɬɨɪɨɟ ɫɚɦɨɟ ɝɟɧɢɚɥɶɧɨɟ ɩɪɨɢɡɜɟɞɟɧɢɟ 
ɦɨɠɟɬ ɩɪɟɜɪɚɬɢɬɶ ɜ ɦɟɪɬɜɭɸ ɦɭɡɟɣɧɭɸ ɰɟɧɧɨɫɬɶ» [24. ɋ. 264].  

Ɍɚɢɪɨɜ ɪɚɡɦɵɲɥɹɥ ɨ ɠɚɧɪɨɜɨɣ ɩɪɢɪɨɞɟ «Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ», ɩɟ-
ɪɟɨɫɦɵɫɥɢɜɚɹ ɟɟ: «ɂɬɚɤ, ɱɬɨ ɠɟ ɬɚɤɨɟ “Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɚ” ɜ ɫɨɜɪɟ-
ɦɟɧɧɨɣ ɬɪɚɧɫɤɪɢɩɰɢɢ ɬɟɚɬɪɚ? ɇɟ ɛɭɞɟɦ ɩɭɝɚɬɶɫɹ ɫɥɨɜ. ɗɬɨ ɫɤɟɬɱ. Ⱦɚ, 
ɥɸɛɨɜɧɨ-ɬɪɚɝɢɱɟɫɤɢɣ ɫɤɟɬɱ» [23. ɋ. 20]. ɗɬɢ ɪɚɡɦɵɲɥɟɧɢɹ ɛɵɥɢ ɫɨ-
ɡɜɭɱɧɵ ɬɨɦɭ, ɱɬɨ ɢ ɫɚɦ ɒɟɪɲɟɧɟɜɢɱ ɩɢɫɚɥ ɪɚɧɟɟ ɜ ɫɬɚɬɶɟ «Ɉ ɜɟɫɟɥɨɦ 
ɜ ɢɫɤɭɫɫɬɜɟ» (1918): «Ɋɚɡɜɟ ɧɟ ɚɪɥɟɤɢɧɚɞɚ ɒɟɤɫɩɢɪ, ɤɪɨɦɟ ɟɝɨ ɢɫɬɨ-
ɪɢɱɟɫɤɢɯ ɫɤɭɤ?» [25. ɋ. 258]. 

Ɍɚɢɪɨɜ ɩɨɫɬɚɜɢɥ ɫɩɟɤɬɚɤɥɶ ɩɨ ɜɧɨɜɶ ɜɵɩɨɥɧɟɧɧɨɦɭ ɩɟɪɟɜɨɞɭ ɒɟɪ-
ɲɟɧɟɜɢɱɚ. ɇɟɫɦɨɬɪɹ ɧɚ ɬɨ, ɱɬɨ ɪɟɩɟɬɢɰɢɢ ɧɟɫɤɨɥɶɤɨ ɡɚɬɹɧɭɥɢɫɶ [26. 
ɋ. 59], ɩɪɟɦɶɟɪɚ ɫɨɫɬɨɹɥɚɫɶ 17 ɦɚɹ 1921 ɝ. ȼ ɩɨɬɨɤɟ ɪɟɰɟɧɡɢɣ ɢ ɨɬɡɵ-
ɜɨɜ, ɜ ɛɨɥɶɲɢɧɫɬɜɟ ɫɜɨɟɦ ɤɪɢɬɢɱɟɫɤɢɯ [27; 28. ɋ. 123–124], ɨ ɫɚɦɨɦ 
ɩɟɪɟɜɨɞɟ ɫɤɚɡɚɧɨ ɛɵɥɨ ɧɟ ɨɱɟɧɶ ɦɧɨɝɨ. Ɍɚɤ, ɧɟɢɡɜɟɫɬɧɵɣ ɚɜɬɨɪ ɮɟɥɶɟ-
ɬɨɧɚ «ɒɟɤɫɩɢɪ ɜ ɤɚɥɨɲɟ» ɩɢɫɚɥ: «…ɤɬɨ-ɬɨ ɨ ɤɨɦ-ɬɨ ɝɨɜɨɪɢɥ, ɱɬɨ ɨɧ – 
ɫɟɥ ɜ ɤɚɥɨɲɭ. Ⱥ ɟɳɟ ɤɬɨ-ɬɨ ɨɱɟɧɶ ɨɪɢɝɢɧɚɥɶɧɨ ɢ ɫɜɟɠɨ ɫɤɚɥɚɦɛɭɪɢɥ 
ɧɚɫɱɟɬ ɧɨɬɵ ɫɨɥɶ ɢ ɧɟɞɨɫɬɚɬɤɚ ɫɨɥɢ, ɜ ɩɟɧɢɢ ɢɥɢ ɜ ɟɞɟ, – ɬɨɱɧɨ ɧɟ 
ɩɨɦɧɸ» [29. ɋ. 15]. Ɉ ɩɟɪɟɜɨɞɟ ɭɩɨɦɢɧɚɟɬ ɢ ɗɦ. Ȼɟɫɤɢɧ ɜ ɫɬɚɬɶɟ «Ɋɟ-
ɜɨɥɸɰɢɹ ɢ ɬɟɚɬɪ», ɨɬɦɟɱɚɹ ɧɟɭɦɟɫɬɧɨɟ, ɩɨ ɟɝɨ ɦɧɟɧɢɸ, ɨɫɨɜɪɟɦɟɧɢ-
ɜɚɧɢɟ ɬɟɤɫɬɚ: «ɉɟɪɟɜɨɞɱɢɤ ɒɟɪɲɟɧɟɜɢɱ ɩɨɡɜɨɥɹɟɬ ɫɟɛɟ ɭɩɨɦɢɧɚɬɶ  
ɨ “ɤɚɥɨɲɚɯ” ɜ ɩɶɟɫɟ, ɨɬɧɨɫɹɳɟɣɫɹ ɤ XVI ɫɬɨɥɟɬɢɸ, ɞɚ ɟɳɟ ɜ ɬɚɤɨɣ ɫɨ-
ɜɪɟɦɟɧɧɨɣ ɜɭɥɶɝɚɪɧɨ-ɨɛɵɜɚɬɟɥɶɫɤɨɣ ɮɪɚɡɟ-ɩɪɢɛɚɭɬɤɟ, ɤɚɤ “ɫɟɥ ɜ ɤɚ-
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ɥɨɲɭ”. ɇɟ ɥɭɱɲɟ ɡɜɭɱɢɬ ɫɨ ɫɰɟɧɵ ɢ “ɞɜɚ ɫɚɩɨɝɚ – ɩɚɪɚ”» [30. ɋ. 34–35]. 
ɂɡɜɟɫɬɧɵɣ ɲɟɤɫɩɢɪɨɜɟɞ Ɇ.Ɇ. Ɇɨɪɨɡɨɜ ɩɢɫɚɥ, ɱɬɨ ɜ ɩɨɫɬɚɧɨɜɤɟ Ɍɚɢ-
ɪɨɜɚ «ɜɟɥɢɤɚɹ ɬɪɚɝɟɞɢɹ ɒɟɤɫɩɢɪɚ ɩɨɬɟɪɹɥɚ ɫɜɨɣ ɩɨɞɥɢɧɧɵɣ ɫɦɵɫɥ, 
ɩɨɬɟɪɹɥɚ ɫɜɨɸ ɚɤɬɢɜɧɭɸ ɬɟɦɭ, ɩɪɢɡɵɜɚɸɳɭɸ ɤ ɛɨɪɶɛɟ» [31. ɋ. 61].  

ȼɩɪɨɱɟɦ, ɧɟ ɜɫɟ ɪɟɰɟɧɡɟɧɬɵ ɫɱɢɬɚɥɢ ɫɩɟɤɬɚɤɥɶ ɧɟɭɞɚɱɟɣ. ȼ ɤɧɢɝɟ 
ɨɛ ɢɫɬɨɪɢɢ Ʉɚɦɟɪɧɨɝɨ ɬɟɚɬɪɚ Ʉ.ɇ. Ⱦɟɪɠɚɜɢɧ ɨɬɦɟɱɚɥ, ɱɬɨ ɩɨɫɬɚɧɨɜɤɚ 
ɨɬɜɟɱɚɥɚ ɡɚɞɚɱɚɦ ɱɢɫɬɨɣ ɬɟɚɬɪɚɥɶɧɨɫɬɢ: «ɒɟɤɫɩɢɪ ɚɛɫɬɪɚɝɢɪɨɜɚɥɫɹ 
ɨɬ ɫɜɨɟɣ ɢɫɬɨɪɢɱɟɫɤɨɣ ɫɪɟɞɵ. Ɉɧ ɜɨɫɩɪɢɧɢɦɚɥɫɹ ɤɚɤ ɩɨɷɬ, ɩɪɨɧɢɤ-
ɲɢɣ ɞɨ ɫɨɤɪɨɜɟɧɧɵɯ ɝɥɭɛɢɧ ɷɦɨɰɢɨɧɚɥɶɧɨɣ ɩɪɢɪɨɞɵ ɱɟɥɨɜɟɤɚ – ɱɟ-
ɥɨɜɟɤɚ ɤɚɤ ɩɫɢɯɨɮɢɡɢɨɥɨɝɢɱɟɫɤɨɣ ɟɞɢɧɢɰɵ, ɱɟɥɨɜɟɤɚ ɜ ɨɱɢɳɟɧɧɨɫɬɢ 
ɟɝɨ ɜɧɭɬɪɟɧɧɟɝɨ ɦɢɪɚ ɨɬ ɜɫɟɝɨ ɜɪɟɦɟɧɧɨɝɨ, ɫɥɭɱɚɣɧɨɝɨ, ɨɬ ɜɫɟɝɨ, ɜɨɫ-
ɩɢɬɚɧɧɨɝɨ ɜ ɧɟɦ ɫɨɰɢɚɥɶɧɨɣ ɢ ɢɫɬɨɪɢɱɟɫɤɨɣ ɫɪɟɞɨɣ» [32. ɋ. 102–103].  

Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɩɟɪɜɵɣ ɨɩɵɬ ɩɟɪɟɜɨɞɚ ɒɟɤɫɩɢɪɚ ɞɥɹ ɫɰɟɧɵ ɨɤɚ-
ɡɚɥɫɹ ɞɥɹ ɒɟɪɲɟɧɟɜɢɱɚ ɧɟ ɫɚɦɵɦ ɭɞɚɱɧɵɦ, ɢ ɫɩɟɤɬɚɤɥɶ ɜɵɡɜɚɥ ɦɧɨɝɨ 
ɤɪɢɬɢɤɢ. ȼɨɡɦɨɠɧɨ, ɧɟɨɛɯɨɞɢɦɨɟ Ɍɚɢɪɨɜɭ ɨɫɨɜɪɟɦɟɧɢɜɚɧɢɟ ɬɟɤɫɬɚ ɜɨ-
ɲɥɨ ɜ ɤɨɧɮɥɢɤɬ ɫ ɮɨɪɦɢɪɨɜɚɜɲɢɦɢɫɹ ɩɟɪɟɜɨɞɱɟɫɤɢɦɢ ɩɪɢɧɰɢɩɚɦɢ 
ɩɨɷɬɚ, ɫɤɥɨɧɧɨɝɨ ɤ ɬɨɱɧɨɦɭ ɞɨɫɥɨɜɧɨɦɭ ɩɟɪɟɜɨɞɭ. Ɉɞɧɚɤɨ, ɫɭɞɹ ɩɨ ɬɨɦɭ, 
ɱɬɨ ɨɛɚ ɪɟɰɟɧɡɟɧɬɚ ɩɢɫɚɥɢ ɨ ɩɪɨɫɬɨɪɟɱɧɨɦ ɜɵɪɚɠɟɧɢɢ «ɫɟɥ ɜ ɤɚ-
ɥɨɲɭ», ɫɚɦ ɩɨ ɫɟɛɟ ɩɟɪɟɜɨɞ ɧɟ ɜɵɡɜɚɥ ɞɪɭɝɢɯ ɫɟɪɶɟɡɧɵɯ ɩɪɟɬɟɧɡɢɣ.  

ɉɟɪɟɜɨɞ ɧɚ ɞɨɥɝɢɟ ɝɨɞɵ ɨɫɬɚɥɫɹ ɧɟɨɩɭɛɥɢɤɨɜɚɧɧɵɦ ɢ ɧɟɢɫɫɥɟɞɨ-
ɜɚɧɧɵɦ. Ⱥ ɦɟɠɞɭ ɬɟɦ ɷɬɨ ɜɚɠɧɵɣ ɬɟɤɫɬ, ɨɬɪɚɠɚɸɳɢɣ ɫɩɟɰɢɮɢɤɭ ɫɨ-
ɜɟɬɫɤɨɣ ɪɟɰɟɩɰɢɢ ɒɟɤɫɩɢɪɚ ɢ ɢɥɥɸɫɬɪɢɪɭɸɳɢɣ ɫɬɚɧɨɜɥɟɧɢɟ ɧɨɜɵɯ 
ɦɟɬɨɞɨɜ ɩɟɪɟɜɨɞɚ ɤɥɚɫɫɢɤɢ ɜ 1920-ɟ ɝɝ. Ɋɚɫɫɦɨɬɪɢɦ ɟɝɨ ɨɫɧɨɜɧɵɟ ɨɫɨ-
ɛɟɧɧɨɫɬɢ ɜ ɤɨɧɬɟɤɫɬɟ ɢɫɬɨɪɢɢ ɪɭɫɫɤɢɯ ɩɟɪɟɜɨɞɨɜ ɬɪɚɝɟɞɢɢ.  

ɇɟɨɛɯɨɞɢɦɨɫɬɶ ɜ ɧɨɜɨɦ ɩɟɪɟɜɨɞɟ «Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ», ɨɫɨɡɧɚɧɧɚɹ 
Ɍɚɢɪɨɜɵɦ, ɛɵɥɚ ɫɜɹɡɚɧɚ ɫ ɨɫɨɛɟɧɧɨɫɬɹɦɢ ɫɬɢɥɢɫɬɢɤɢ ɫɬɚɪɵɯ ɩɟɪɟɜɨ-
ɞɨɜ – ɱɚɫɬɨ ɨɩɢɫɚɬɟɥɶɧɵɯ, ɜɨɥɶɧɵɯ, ɚ ɬɚɤɠɟ ɫɢɥɶɧɨ ɨɬɥɢɱɚɸɳɢɯɫɹ  
ɨɬ ɭɫɬɧɨɣ ɪɟɱɢ ɧɚɱɚɥɚ XX ɜ. ɉɨɫɥɟ ɪɹɞɚ ɩɪɨɡɚɢɱɟɫɤɢɯ ɩɟɪɟɥɨɠɟɧɢɣ 
(ɫ ɮɪɚɧɰɭɡɫɤɢɯ ɢ ɧɟɦɟɰɤɢɯ ɩɟɪɟɜɨɞɨɜ) ɩɟɪɜɵɦ ɨɩɭɛɥɢɤɨɜɚɧɧɵɦ ɫɬɢ-
ɯɨɬɜɨɪɧɵɦ ɩɟɪɟɜɨɞɨɦ «Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ» ɫ ɚɧɝɥɢɣɫɤɨɝɨ ɛɵɥ ɩɟɪɟ-
ɜɨɞ ɂ.ȼ. Ɋɨɫɤɨɜɲɟɧɤɨ (1839)1. ɋɥɟɞɭɸɳɟɣ ɫɬɚɥɚ ɜɟɪɫɢɹ Ɇ.ɇ. Ʉɚɬɤɨɜɚ 
«Ɋɨɦɟɨ ɢ ɘɥɢɹ» (1841): ɩɟɪɟɜɨɞɱɢɤ ɫɬɪɟɦɢɥɫɹ ɩɟɪɟɞɚɬɶ ɫɬɢɥɶ ɢ ɫɬɪɨɣ 
ɜɟɥɢɱɟɫɬɜɟɧɧɨɣ ɬɪɚɝɟɞɢɢ ɒɟɤɫɩɢɪɚ ɢ ɞɚɠɟ ɡɚɫɥɭɠɢɥ ɜɵɫɨɤɭɸ ɨɰɟɧɤɭ 
Ȼɟɥɢɧɫɤɨɝɨ, ɨɞɧɚɤɨ, ɤɚɤ ɨɬɦɟɱɚɟɬ ɘ.Ⱦ. Ʌɟɜɢɧ, «ɫɬɢɯɢ ɟɝɨ ɩɪɢ ɷɬɨɦ 

 
1 Ɂɞɟɫɶ ɢ ɞɚɥɟɟ ɜ ɞɚɧɧɨɦ ɚɛɡɚɰɟ ɭɤɚɡɚɧɵ ɞɚɬɵ ɩɟɪɜɵɯ ɩɭɛɥɢɤɚɰɢɣ ɩɟɪɟɜɨɞɨɜ 

ɬɪɚɝɟɞɢɢ ɒɟɤɫɩɢɪɚ.  
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ɩɨɞɱɚɫ ɜɵɯɨɞɢɥɢ ɧɟɩɨɷɬɢɱɟɫɤɢɦɢ, ɤɨɪɹɜɵɦɢ, ɛɨɥɟɟ ɩɨɯɨɠɢɦɢ ɧɚ 
ɪɭɛɥɟɧɭɸ ɩɪɨɡɭ» [33. ɋ. 397]. Ȼɵɥɢ ɬɚɤɠɟ ɨɩɭɛɥɢɤɨɜɚɧɵ ɩɟɪɟɜɨɞɵ 
Ⱥɩ.Ⱥ. Ƚɪɢɝɨɪɶɟɜɚ (1864), ɇ.ɉ. Ƚɪɟɤɨɜɚ (1862), Ⱥ.Ʌ. ɋɨɤɨɥɨɜɫɤɨɝɨ (1876), 
ɉ.Ⱥ. Ʉɭɫɤɨɜɚ (1891). Ɉɞɧɚɤɨ ɛɨɥɶɲɢɧɫɬɜɨ ɩɟɪɟɱɢɫɥɟɧɧɵɯ ɩɟɪɟɜɨɞɨɜ 
ɨɬɥɢɱɚɥɨɫɶ ɧɟɞɨɫɬɚɬɤɚɦɢ: ɞɥɢɧɧɨɬɚɦɢ, ɧɟɬɨɱɧɨɫɬɹɦɢ, ɰɟɧɡɭɪɢɪɨɜɚɧɢɟɦ 
«ɧɟɩɪɢɥɢɱɢɣ» ɒɟɤɫɩɢɪɚ, ɢɧɨɝɞɚ ɧɟɨɛɨɫɧɨɜɚɧɧɨɣ ɪɭɫɢɮɢɤɚɰɢɟɣ 
ɹɡɵɤɚ (ɋɨɤɨɥɨɜɫɤɢɣ, Ʉɭɫɤɨɜ). ȼɡɹɜ ɧɚ ɫɟɛɹ ɡɚɞɚɱɭ ɜɧɨɜɶ ɩɟɪɟɜɟɫɬɢ 
«Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɭ», ɒɟɪɲɟɧɟɜɢɱ ɬɚɤ ɢɥɢ ɢɧɚɱɟ ɜɫɬɭɩɚɥ ɜ ɩɨɷɬɢɱɟ-
ɫɤɨɟ ɫɨɪɟɜɧɨɜɚɧɢɟ ɫ ɩɪɟɞɵɞɭɳɢɦɢ ɩɟɪɟɜɨɞɱɢɤɚɦɢ.  

ɉɟɪɟɜɨɞ ɒɟɪɲɟɧɟɜɢɱɚ ɜɵɩɨɥɧɟɧ ɩɨ ɨɞɧɨɦɭ ɢɡ ɢɡɞɚɧɢɣ, ɩɪɢɜɨɞɹ-
ɳɢɯ ɬɟɤɫɬ ɜɬɨɪɨɝɨ ɤɜɚɪɬɨ «Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ» (Q2). ɇɟ ɜɩɨɥɧɟ ɹɫɧɨ, 
ɩɨ ɤɚɤɨɦɭ ɢɦɟɧɧɨ ɢɡɞɚɧɢɸ ɦɨɝ ɩɟɪɟɜɨɞɢɬɶ ɬɪɚɝɟɞɢɸ ɒɟɪɲɟɧɟɜɢɱ, 
ɬɚɤ ɤɚɤ ɢɯ ɫɭɳɟɫɬɜɨɜɚɥɨ ɦɧɨɠɟɫɬɜɨ: ɫɪɟɞɢ ɧɚɢɛɨɥɟɟ ɡɧɚɱɢɦɵɯ ɦɧɨ-
ɝɨɤɪɚɬɧɨ ɩɟɪɟɢɡɞɚɜɚɟɦɵɯ ɜɟɪɫɢɣ ɛɵɥɢ ɫɨɛɪɚɧɢɹ ɫɨɱɢɧɟɧɢɣ ɩɨɞ ɪɟ-
ɞɚɤɰɢɟɣ Ⱦɠ. ɋɬɢɜɟɧɫɚ (1773), ɗ. Ɇɚɥɨɭɧɚ (1790), Ⱥ. Ɋɢɞɚ (1803),  
Ⱦɠ. Ȼɨɫɭɷɥɥɚ (1821), ɤɟɦɛɪɢɞɠɫɤɚɹ ɪɟɞɚɤɰɢɹ 1863–1866 ɝɝ. ɢ ɞɪ. Ɉɞ-
ɧɚɤɨ ɫ ɞɨɫɬɚɬɨɱɧɨɣ ɭɜɟɪɟɧɧɨɫɬɶɸ ɦɨɠɧɨ ɫɤɚɡɚɬɶ, ɱɬɨ ɒɟɪɲɟɧɟɜɢɱ 
ɩɨɥɶɡɨɜɚɥɫɹ ɩɨɥɧɵɦ ɢɡɞɚɧɢɟɦ, ɚ ɧɟ ɭɪɟɡɚɧɧɵɦɢ ɜɟɪɫɢɹɦɢ «ɫɟɦɟɣ-
ɧɨɝɨ» ɒɟɤɫɩɢɪɚ, ɜ ɤɨɬɨɪɵɯ ɛɵɥɢ ɩɪɨɩɭɳɟɧɵ ɦɧɨɝɢɟ «ɜɨɥɶɧɵɟ» 
ɫɬɪɨɤɢ, ɧɚɦɟɤɚɸɳɢɟ ɧɚ ɩɥɨɬɫɤɭɸ ɥɸɛɨɜɶ. Ⱦɚɥɟɟ ɦɵ ɰɢɬɢɪɭɟɦ ɬɟɤɫɬ 
ɬɪɚɝɟɞɢɢ ɜ ɨɪɢɝɢɧɚɥɟ ɩɨ ɤɟɦɛɪɢɞɠɫɤɨɣ ɪɟɞɚɤɰɢɢ 1860-ɯ ɝɝ. [34]. 

Ɉɱɟɜɢɞɧɨ, ɦɧɨɝɢɟ ɢɡ ɩɟɪɟɜɨɞɱɟɫɤɢɯ ɪɟɲɟɧɢɣ ɒɟɪɲɟɧɟɜɢɱɚ ɛɵɥɢ 
ɩɪɨɞɢɤɬɨɜɚɧɵ ɤɨɧɤɪɟɬɧɨɣ ɡɚɞɚɱɟɣ ɫɨɡɞɚɬɶ ɩɪɢɧɰɢɩɢɚɥɶɧɨ ɧɨɜɵɣ, ɬɟ-
ɚɬɪɚɥɶɧɵɣ, ɧɟɦɭɡɟɣɧɵɣ ɬɟɤɫɬ ɬɪɚɝɟɞɢɢ ɒɟɤɫɩɢɪɚ. Ɇɚɲɢɧɨɩɢɫɧɚɹ 
ɜɟɪɫɢɹ ɩɟɪɟɜɨɞɚ, ɧɚɯɨɞɹɳɚɹɫɹ ɜ ɮɨɧɞɚɯ ɊȽȺɅɂ, ɩɪɟɞɧɚɡɧɚɱɟɧɚ ɞɥɹ 
ɩɨɫɬɚɧɨɜɤɢ: ɜ ɧɟɣ ɫɨɯɪɚɧɢɥɢɫɶ ɬɟɚɬɪɚɥɶɧɵɟ ɩɨɦɟɬɤɢ, ɭɞɚɪɟɧɢɹ, ɫɨɤɪɚ-
ɳɟɧɢɹ. Ȼɭɞɭɱɢ, ɧɟɫɨɦɧɟɧɧɨ, ɡɧɚɤɨɦɵɦ ɫ ɧɟɤɨɬɨɪɵɦɢ ɛɨɥɟɟ ɪɚɧɧɢɦɢ 
ɩɟɪɟɜɨɞɚɦɢ, ɒɟɪɲɟɧɟɜɢɱ ɨɪɢɟɧɬɢɪɨɜɚɥɫɹ ɧɟ ɧɚ ɧɢɯ, ɚ ɧɚ ɭɞɨɛɫɬɜɨ 
ɫɰɟɧɢɱɟɫɤɨɝɨ ɩɪɨɢɡɧɟɫɟɧɢɹ ɢ ɜɨɫɩɪɢɹɬɢɹ. ȼɦɟɫɬɟ ɫ ɬɟɦ ɜ ɟɝɨ ɩɟɪɟɜɨɞɟ 
ɦɟɫɬɚɦɢ ɡɚɦɟɬɧɨ ɜɥɢɹɧɢɟ ɩɟɪɟɜɨɞɚ Ⱥɩ. Ƚɪɢɝɨɪɶɟɜɚ.  

Ɂɚɝɥɚɜɢɟ ɒɟɪɲɟɧɟɜɢɱ ɩɟɪɟɜɨɞɢɬ «Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɚ» (ɜ ɩɟɪɟɜɨ-
ɞɚɯ Ʉɚɬɤɨɜɚ ɢ Ʉɭɫɤɨɜɚ ɛɵɥɨ «Ɋɨɦɟɨ ɢ ɘɥɢɹ»). Ʉ ɩɟɪɟɜɨɞɭ ɢɦɟɧ ɞɟɣ-
ɫɬɜɭɸɳɢɯ ɥɢɰ ɨɧ ɩɨɞɯɨɞɢɬ ɧɟɬɪɢɜɢɚɥɶɧɨ. Ɋɭɫɫɤɢɟ ɩɟɪɟɜɨɞɱɢɤɢ ɜ ɩɨ-
ɢɫɤɚɯ ɫɨɨɬɜɟɬɫɬɜɢɹ ɨɪɢɝɢɧɚɥɭ ɩɪɟɞɥɚɝɚɥɢ ɪɚɡɧɵɟ ɜɚɪɢɚɧɬɵ ɮɚɦɢɥɢɣ 
ɜɪɚɠɞɭɸɳɢɯ ɫɟɦɟɣ Montague ɢ Capulet: ɬɚɤ, Ɋɨɫɤɨɜɲɟɧɤɨ ɩɢɲɟɬ Ɇɨɧ-
ɬɟɤɢ ɢ Ʉɚɩɭɥɟɬɢ [35], Ʉɚɬɤɨɜ ɢ Ʉɭɫɤɨɜ – Ɇɨɧɬɷɝɸ ɢ Ʉɚɩɭɥɟɬ [36, 37]; 
ɧɚɢɛɨɥɟɟ ɭɫɬɨɹɜɲɟɣɫɹ ɫɬɚɥɚ ɜɟɪɫɢɹ Ɇɨɧɬɟɤɤɢ ɢ Ʉɚɩɭɥɟɬɬɢ [19, 38–40]. 
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ɒɟɪɲɟɧɟɜɢɱ ɛɨɥɶɲɟɣ ɱɚɫɬɶɸ ɫɨɛɥɸɞɚɟɬ ɮɨɪɦɵ Ɇɨɧɬɟɤɤɢ ɢ Ʉɚɩɭ-
ɥɟɬɬɢ, ɨɞɧɚɤɨ ɜ ɪɟɱɢ ɩɟɪɫɨɧɚɠɟɣ ɫɤɥɨɧɹɟɬ ɮɚɦɢɥɢɢ, ɞɚɜɚɹ ɪɚɡɧɵɟ 
ɜɚɪɢɚɧɬɵ ɧɚɩɢɫɚɧɢɹ, ɛɨɥɟɟ ɭɞɨɛɧɵɟ ɩɨ ɪɢɬɦɭ: «Ɍɨɥɶɤɨ ɧɟ ɨɬ Ɇɨɧɬɟɤ-
ɤɨɜ» [10. ɋ. 67], «Ȼɟɣ Ʉɭɩɭɥɟɬɬɨɜ ɢ Ɇɨɧɬɟɤɤɨɜ!» [10. ɋ. 70], «Ⱥ, ɩɨɞ-
ɥɵɣ Ʉɚɩɭɥɟɬ!» [10. ɋ. 70] ɢ ɞɪ. Ɉɩɵɬɧɵɣ ɩɟɪɟɜɨɞɱɢɤ ɫ ɢɬɚɥɶɹɧɫɤɨɝɨ 
ɢ ɮɪɚɧɰɭɡɫɤɨɝɨ ɹɡɵɤɨɜ, ɨɧ ɩɟɪɟɞɚɟɬ ɦɧɨɝɢɟ ɢɦɟɧɚ ɧɚ ɢɬɚɥɶɹɧɫɤɢɣ ɦɚ-
ɧɟɪ: Gregory ɨɧ ɩɟɪɟɜɨɞɢɬ ɤɚɤ Гɪɟɝɨɪɶɨ (ɪɚɧɟɟ ɜ ɩɟɪɟɜɨɞɚɯ – Гɪɟɝɨ-
ɪɢɨ, Гɪɟɝɨɪɢ ɢ ɞɚɠɟ Гɪɢɝɨɪɢɣ), Benvolio – Бɟɧɜɨɥɶɨ (ɪɚɧɟɟ Бɟɧɜɨɥɢɨ), 
Mercutio – Ɇɟɪɤɭɰɶɨ, Peter – ɉɶɟɬɪɨ (ɬɚɤ ɢɥɢ ɜ ɜɚɪɢɚɰɢɢ ɉɢɟɬɪɨ ɢ ɜ 
ɞɪɭɝɢɯ ɩɟɪɟɜɨɞɚɯ), John – Дɠɨɜɚɧɧɢ (ɬɚɤ ɠɟ ɭ Ƚɪɢɝɨɪɶɟɜɚ ɢ Ƚɪɟɤɨɜɚ; 
ɭ ɨɫɬɚɥɶɧɵɯ Иɨɚɧɧ, ɭ ɋɨɤɨɥɨɜɫɤɨɝɨ – Дɠɢɨɜɚɧɧɨ). Ⱦɨɥɠɧɨɫɬɶ prince 
of Verona ɨɧ ɩɟɪɟɞɚɟɬ ɤɚɤ ɤɧɹɡɶ (ɬɚɤ ɠɟ ɭ Ƚɪɢɝɨɪɶɟɜɚ; ɭ ɞɪɭɝɢɯ ɩɟɪɟ-
ɜɨɞɱɢɤɨɜ – ɩɪɢɧɰ, ɝɟɪɰɨɝ), friar Lorentio – ɤɚɤ Ʌɨɪɟɧɰɨ (ɬɚɤ ɭ ɜɫɟɯ ɩɟ-
ɪɟɜɨɞɱɢɤɨɜ, ɤɪɨɦɟ ɋɨɤɨɥɨɜɫɤɨɝɨ: Ʌɨɪɟɧɡɨ, ɢ Ʉɭɫɤɨɜɚ: ɨɬɟɰ Ʌɚɜɪɟɧ-
ɬɢɣ). Ɏɨɧɟɬɢɱɟɫɤɨɟ ɫɨɤɪɚɳɟɧɢɟ ɒɟɪɲɟɧɟɜɢɱɟɦ ɨɤɨɧɱɚɧɢɣ ɢɦɟɧ, -ɶɨ 
ɜɦɟɫɬɨ -ɢɨ, ɞɟɥɚɟɬ ɢɦɟɧɚ ɧɚ ɫɥɨɝ ɤɨɪɨɱɟ ɢ ɞɚɟɬ ɜɨɡɦɨɠɧɨɫɬɶ ɩɟɪɟɜɨɞ-
ɱɢɤɭ ɛɨɥɟɟ ɫɜɨɛɨɞɧɨ ɪɟɲɚɬɶ ɡɚɞɚɱɢ ɩɪɢɜɟɞɟɧɢɹ ɩɟɪɟɜɨɞɚ ɤ ɫɜɨɛɨɞɧɨɣ 
ɪɟɱɢ.  

ɉɟɪɟɜɨɞ «Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ» ɢɧɬɟɪɟɫɟɧ ɬɟɦ, ɱɬɨ ɡɞɟɫɶ ɦɨɠɧɨ 
ɧɚɛɥɸɞɚɬɶ ɩɨɫɬɟɩɟɧɧɨɟ ɮɨɪɦɢɪɨɜɚɧɢɟ ɬɟɯ ɩɪɢɧɰɢɩɨɜ, ɤɨɬɨɪɵɟ ɜɩɨ-
ɫɥɟɞɫɬɜɢɢ ɩɪɢɜɟɞɭɬ ȼ. ɒɟɪɲɟɧɟɜɢɱɚ ɜ ɥɚɝɟɪɶ ɫɬɨɪɨɧɧɢɤɨɜ ɬɨɱɧɨɝɨ 
ɩɟɪɟɜɨɞɚ, ɢɥɢ «ɮɨɪɦɚɥɢɫɬɨɜ». Ɉɞɧɚɤɨ ɡɞɟɫɶ ɩɟɪɟɜɨɞɱɢɤ ɞɚɥɟɤɨ ɧɟ 
ɜɫɟɝɞɚ ɫɥɟɞɭɟɬ ɢɞɟɚɥɚɦ ɩɟɪɟɜɨɞɱɟɫɤɨɣ ɬɨɱɧɨɫɬɢ, ɜ ɛɨɥɶɲɟɣ ɦɟɪɟ, ɨɱɟ-
ɜɢɞɧɨ, ɨɪɢɟɧɬɢɪɭɹɫɶ ɧɚ ɭɤɚɡɚɧɢɹ ɪɟɠɢɫɫɟɪɚ.  

Ɍɪɚɝɟɞɢɹ ɨɬɤɪɵɜɚɟɬɫɹ ɩɪɨɥɨɝɨɦ, ɩɪɟɞɫɬɚɜɥɹɸɳɟɦ ɫɨɛɨɣ ɤɪɚɬɤɢɣ 
ɫɢɧɨɩɫɢɫ ɫɸɠɟɬɚ: “Two households, both alike in dignity…” [34. P. 33]. 
ɉɟɪɟɜɨɞɱɢɤɢ XIX ɜ. ɱɚɫɬɨ ɩɪɨɫɬɨ ɨɩɭɫɤɚɥɢ ɷɬɭ ɜɜɨɞɧɭɸ ɱɚɫɬɶ; ɟɟ ɩɟ-
ɪɟɜɟɥɢ ɥɢɲɶ Ƚɪɢɝɨɪɶɟɜ (ɩɪɢɱɟɦ ɢɡ 14 ɫɬɪɨɤ ɫɨɧɟɬɚ ɭ ɧɟɝɨ ɩɨɥɭɱɢɥɚɫɶ 
21 ɫɬɪɨɤɚ) ɢ ɋɨɤɨɥɨɜɫɤɢɣ, ɭɠɟ ɷɤɜɢɥɢɧɟɚɪɧɨ, ɚ ɬɚɤɠɟ Ȼɚɥɶɦɨɧɬ. ɒɟɪ-
ɲɟɧɟɜɢɱ ɩɟɪɟɜɨɞɢɬ ɷɤɜɢɥɢɧɟɚɪɧɨ ɢ ɫɪɚɜɧɢɬɟɥɶɧɨ ɬɨɱɧɨ, ɨɞɧɚɤɨ 
ɜɢɞɧɨ, ɱɬɨ ɜ ɩɟɪɟɜɨɞɟ ɫ ɚɧɝɥɢɣɫɤɨɝɨ ɨɧ ɫɪɚɜɧɢɬɟɥɶɧɨ ɧɟɨɩɵɬɟɧ; ɞɚɠɟ 
ɜ ɩɨɡɞɧɢɟ ɝɨɞɵ, ɩɪɢ ɩɟɪɟɜɨɞɟ «ɐɢɦɛɟɥɢɧɚ», ɨɧ ɛɵɥ ɜɵɧɭɠɞɟɧ ɩɨɥɶ-
ɡɨɜɚɬɶɫɹ ɩɨɞɫɬɪɨɱɧɵɦ ɩɟɪɟɜɨɞɨɦ ɫ ɚɧɝɥɢɣɫɤɨɝɨ [1. ɋ. 110].  

Ɍɚɤ, ɜ ɩɟɪɟɜɨɞɟ ɩɪɨɥɨɝɚ ɒɟɪɲɟɧɟɜɢɱ ɧɟ ɧɚɯɨɞɢɬ ɚɞɟɤɜɚɬɧɨɝɨ ɫɨ-
ɨɬɜɟɬɫɬɜɢɹ ɞɥɹ ɧɟɤɨɬɨɪɵɯ ɜɚɠɧɵɯ ɤɨɧɰɟɩɬɨɜ ɢ ɨɛɨɪɨɬɨɜ. Ɉɧ ɧɢɤɚɤ ɧɟ 
ɩɟɪɟɞɚɟɬ ɦɨɬɢɜ ɚɫɬɪɨɥɨɝɢɱɟɫɤɨɣ, ɫɭɞɶɛɨɧɨɫɧɨɣ ɩɪɟɞɧɚɡɧɚɱɟɧɧɨɫɬɢ 
ɞɪɭɝ ɞɥɹ ɞɪɭɝɚ ɞɜɭɯ ɸɧɵɯ ɜɨɡɥɸɛɥɟɧɧɵɯ: “A pair of star-crossed lovers”; 
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ɜ ɩɟɪɟɜɨɞɟ ɒɟɪɲɟɧɟɜɢɱɚ – ɩɪɨɫɬɨ «ɑɟɬɚ ɜɥɸɛɥɟɧɧɵɯ ɞɭɲ» [10. ɋ. 66]; 
ɧɟ ɨɬɪɚɠɟɧɨ ɢ ɩɪɨɬɢɜɨɩɨɫɬɚɜɥɟɧɢɟ ancient grudge (ɫɬɚɪɢɧɧɚɹ ɪɚɫɩɪɹ) 
ɢ new mutiny (ɧɨɜɵɟ ɫɦɭɬɵ); ɢɫɱɟɡɚɟɬ ɡɚɤɥɸɱɟɧɢɟ ɨ ɬɨɦ, ɱɬɨ ɜɪɚɠɞɚ 
ɨɬɰɨɜ ɩɪɟɪɜɚɥɚɫɶ ɬɨɥɶɤɨ ɧɚ ɦɨɝɢɥɟ ɞɟɬɟɣ. 

ɂɡɵɫɤɚɧɧɵɣ ɨɛɨɪɨɬ “Where civil blood makes civil hands unclean”, 
ɜ ɤɨɬɨɪɨɦ ɡɚɥɨɠɟɧɚ ɢɝɪɚ ɦɟɠɞɭ ɪɚɡɧɵɦɢ ɡɧɚɱɟɧɢɹɦɢ ɫɥɨɜɚ civil – 
ɝɪɚɠɞɚɧɫɤɢɣ, ɰɢɜɢɥɢɡɨɜɚɧɧɵɣ, ɒɟɪɲɟɧɟɜɢɱ ɩɟɪɟɜɨɞɢɬ ɞɨɜɨɥɶɧɨ 
ɲɚɛɥɨɧɧɨ: «ɡɞɟɫɶ ɥɶɟɬɫɹ ɤɪɨɜɶ ɧɚɪɨɞɚ / ɂ ɛɪɚɬ ɧɚ ɛɪɚɬɚ ɜɫɬɚɥ ɫ ɨɪɭ-
ɠɢɟɦ ɜ ɪɭɤɚɯ». Ɏɪɚɡɭ “From forth the fatal loins of these two foes” («ɢɡ 
ɨɛɪɟɱɟɧɧɵɯ / ɪɨɤɨɜɵɯ ɱɪɟɫɥ ɷɬɢɯ ɞɜɭɯ ɜɪɚɝɨɜ») ɨɧ ɩɟɪɟɜɨɞɢɬ: «ɪɨɞɢ-
ɥɚɫɶ ɢɡ ɜɪɚɠɶɢɯ ɬɟɯ ɭɬɪɨɛ»; ɥɟɤɫɟɦɚ ɭɬɪɨɛɚ, ɜɨɫɩɪɢɧɢɦɚɟɦɚɹ ɤɚɤ 
ɭɫɬɚɪɟɜɲɟɟ ɢ / ɢɥɢ ɩɪɨɫɬɨɪɟɱɧɨɟ ɫɥɨɜɨ, ɧɟɫɤɨɥɶɤɨ ɜɵɞɟɥɹɟɬɫɹ ɢɡ ɨɛ-
ɳɟɣ ɫɬɢɥɢɫɬɢɤɢ ɩɟɪɟɜɨɞɚ.  

Ƚɞɟ-ɬɨ ɒɟɪɲɟɧɟɜɢɱ ɫɨɜɟɪɲɚɟɬ ɢɦɟɧɧɨ ɬɟ ɨɲɢɛɤɢ, ɜ ɤɨɬɨɪɵɯ ɩɨɬɨɦ 
ɛɭɞɟɬ ɭɥɢɱɚɬɶ ɞɪɭɝɢɯ ɩɟɪɟɜɨɞɱɢɤɨɜ, ɜ ɱɚɫɬɧɨɫɬɢ ɩɨɞɦɟɧɭ ɨɛɪɚɡɧɨɝɨ 
ɪɹɞɚ. Ɍɚɤ, ɜ ɜɨɫɶɦɨɣ ɫɬɪɨɤɟ ɭ ɒɟɤɫɩɢɪɚ ɤɪɚɬɤɨ ɨɩɢɫɚɧɚ ɪɚɡɜɹɡɤɚ ɫɸ-
ɠɟɬɚ: “Do with their death bury their parents strife” («ɩɭɬɟɦ ɫɜɨɟɣ ɫɦɟɪɬɢ 
ɩɨɯɨɪɨɧɹɬ ɪɨɡɧɶ ɫɜɨɢɯ ɪɨɞɢɬɟɥɟɣ»); ɜ ɩɟɪɟɜɨɞɟ ɨɛɪɚɡ ɡɚɦɟɧɹɟɬɫɹ ɧɚ ɝɨ-
ɬɢɱɟɫɤɢɣ ɲɬɚɦɩ: «ɂɦ ɛɪɚɱɧɵɦ ɥɨɠɟɦ ɫɬɚɥ ɯɨɥɨɞɧɵɣ, ɬɟɦɧɵɣ ɝɪɨɛ». 

ɇɟɫɦɨɬɪɹ ɧɚ ɭɤɚɡɚɧɧɵɟ ɧɟɞɨɱɟɬɵ ɢ ɪɹɞ ɫɬɢɥɢɫɬɢɱɟɫɤɢɯ ɧɟɛɪɟɠɧɨ-
ɫɬɟɣ, ɩɟɪɟɜɨɞ ɩɪɨɥɨɝɚ ɭ ɒɟɪɲɟɧɟɜɢɱɚ ɨɛɥɚɞɚɟɬ ɩɪɟɢɦɭɳɟɫɬɜɚɦɢ 
ɩɪɨɫɬɨɝɨ, ɹɫɧɨɝɨ ɫɢɧɬɚɤɫɢɫɚ, ɬɨɱɧɨɣ ɩɟɪɟɞɚɱɢ ɪɢɬɦɚ; ɡɚ ɨɞɧɢɦ ɢɫ-
ɤɥɸɱɟɧɢɟɦ ɨɧ ɜɨɫɫɨɡɞɚɟɬ ɪɢɮɦɨɜɤɭ ɨɪɢɝɢɧɚɥɚ. Ɉɱɟɜɢɞɧɨ, ɱɬɨ ɷɬɨɬ 
ɬɟɤɫɬ ɧɚɩɪɚɜɥɟɧ ɧɚ ɩɪɨɢɡɧɟɫɟɧɢɟ ɫɨ ɫɰɟɧɵ ɢ ɚɭɞɢɚɥɶɧɨɟ ɜɨɫɩɪɢɹɬɢɟ; 
ɜ ɱɚɫɬɧɨɫɬɢ, ɞɨɛɚɜɥɟɧɢɟɦ ɤ ɒɟɤɫɩɢɪɭ ɫɬɚɥɚ ɮɪɚɡɚ «ɋɟɣɱɚɫ ɧɚɞɟɧɟɦ 
ɦɵ ɫɬɚɪɢɧɧɭɸ ɥɢɱɢɧɭ», ɤɨɬɨɪɚɹ ɭɤɚɡɵɜɚɟɬ ɞɥɹ ɡɪɢɬɟɥɟɣ ɧɚ ɜɪɟɦɟɧ-
ɧɨɣ ɩɪɨɦɟɠɭɬɨɤ ɦɟɠɞɭ ɒɟɤɫɩɢɪɨɦ ɢ ɫɨɜɪɟɦɟɧɧɵɦ ɬɟɚɬɪɚɥɶɧɵɦ 
ɩɪɟɞɫɬɚɜɥɟɧɢɟɦ.  

ɉɪɟɢɦɭɳɟɫɬɜɚ ɩɟɪɟɜɨɞɚ ɒɟɪɲɟɧɟɜɢɱɚ ɫɬɚɧɨɜɹɬɫɹ ɨɱɟɜɢɞɧɟɟ ɩɪɢ 
ɫɪɚɜɧɟɧɢɢ ɫ ɛɨɥɟɟ ɪɚɧɧɢɦɢ ɩɟɪɟɜɨɞɚɦɢ ɩɪɨɥɨɝɚ, – ɤɚɤ ɫ ɧɟɥɨɜɤɢɦ ɜɚ-
ɪɢɚɧɬɨɦ ɋɨɤɨɥɨɜɫɤɨɝɨ: «ɂ ɜɨɬ ɜ ɪɹɞɭ ɢɯ ɪɨɞɨɫɥɨɜɧɨɣ ɞɥɢɧɧɨɣ / Ɋɨ-
ɞɢɥɚɫɶ ɩɚɪɚ ɥɸɛɹɳɢɯ ɫɟɪɞɟɰ» [40. ɋ. 203], ɬɚɤ ɢ ɫ ɷɮɮɟɤɬɧɵɦ, ɨɞɧɚɤɨ 
ɫɢɥɶɧɨ ɭɞɚɥɹɸɳɢɦɫɹ ɨɬ ɨɪɢɝɢɧɚɥɚ ɬɟɤɫɬɨɦ Ȼɚɥɶɦɨɧɬɚ, ɝɞɟ ɮɪɚɡɵ ɩɟ-
ɪɟɝɪɭɠɟɧɵ ɢ ɧɟɩɨɧɹɬɧɵ: «ɂɡ ɥɨɧɚ ɞɜɭɯ ɜɪɚɝɨɜ, ɱɟɣ ɝɧɟɜ ɛɵɥ ɹɜɧɵɣ, / 
ɑɟɬɚ ɜɥɸɛɥɟɧɧɵɯ ɜɫɬɚɥɚ ɜ ɫɦɭɬɧɵɯ ɞɧɹɯ» [19. ɋ. 132]. ɇɭɠɧɨ ɨɬɦɟ-
ɬɢɬɶ, ɱɬɨ ɬɨɱɧɵɣ ɩɟɪɟɜɨɞ ɩɪɨɥɨɝɚ – ɱɪɟɡɜɵɱɚɣɧɨ ɧɟɩɪɨɫɬɚɹ ɡɚɞɚɱɚ,  
ɢ, ɜ ɱɚɫɬɧɨɫɬɢ, Ƚ. ɒɟɧɝɟɥɢ ɫɭɪɨɜɨ ɤɪɢɬɢɤɨɜɚɥ Ȼ. ɉɚɫɬɟɪɧɚɤɚ ɡɚ ɩɪɢ-
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ɜɧɟɫɟɧɢɟ ɨɛɪɚɡɨɜ «ɫɥɚɛɨɫɬɟɣ ɩɟɪɚ», «ɝɪɨɛɨɜɵɯ ɞɜɟɪɟɣ», ɚ ɬɚɤɠɟ ɡɚ ɧɟ-
ɭɞɚɱɧɵɣ ɜɵɛɨɪ ɥɟɤɫɢɤɢ – «ɝɥɚɜɚɪɟɣ», «ɩɨɞɫɬɪɚɢɜɚɬɶ ɤɨɡɧɢ» [41. ɋ. 312–
314] ɢ ɬ.ɞ. 

ɍɠɟ ɧɚɱɚɥɨ ɩɟɪɜɨɝɨ ɞɟɣɫɬɜɢɹ ɬɪɚɝɟɞɢɢ ɩɪɟɞɴɹɜɥɹɟɬ ɩɟɪɟɜɨɞɱɢɤɭ 
ɜɵɡɨɜ: ɩɟɪɜɚɹ ɤɚɪɬɢɧɚ ɧɚɱɢɧɚɟɬɫɹ ɫ ɲɭɬɨɤ, ɨɫɧɨɜɚɧɧɵɯ ɧɚ ɤɚɥɚɦɛɭ-
ɪɚɯ. ɒɟɪɲɟɧɟɜɢɱ ɡɞɟɫɶ ɫɬɪɟɦɢɬɫɹ ɤ ɜɨɫɫɨɡɞɚɧɢɸ ɫɜɨɛɨɞɧɨɣ ɪɚɡɝɨ-
ɜɨɪɧɨɣ ɢɧɬɨɧɚɰɢɢ. ɂɝɪɭ ɒɟɤɫɩɢɪɚ ɫ coals, colliers, choler ɢ collars 
(ɭɧɢɡɢɬɟɥɶɧɨɟ ɬɚɫɤɚɧɢɟ ɭɝɥɹ, ɠɟɥɱɶ-ɡɥɨɛɚ ɢ ɜɨɪɨɬɧɢɤ-ɨɲɟɣɧɢɤ) [34. 
P. 4] ɨɧ ɩɟɪɟɜɨɞɢɬ ɱɟɪɟɡ ɤɨɧɰɟɩɬɵ ɢɝɪɚɬɶ ɫ ɧɚɦɢ, ɢɝɪɭɲɤɢ (ɫɨɜɩɚɞɚɟɬ 
ɫ ɪɟɲɟɧɢɟɦ Ƚɪɢɝɨɪɶɟɜɚ), ɜɵɬɚɳɢɬɶ ɦɟɱ, ɜɵɥɟɡɬɢ ɢɡ ɨɲɟɣɧɢɤɚ (ɫɚɦɨ-
ɫɬɨɹɬɟɥɶɧɵɟ ɨɛɪɚɡɵ) [10. ɋ. 66–67]. ɇɭɠɞɚɸɳɢɣɫɹ ɜ ɨɛɴɹɫɧɟɧɢɢ ɠɟɫɬ 
ɨɫɤɨɪɛɢɬɟɥɶɧɨɝɨ ɤɭɫɚɧɢɹ ɩɚɥɶɰɚ, bite a thumb, ɒɟɪɲɟɧɟɜɢɱ ɩɟɪɟɞɚɟɬ 
ɤɚɤ ɩɨɤɚɡɵɜɚɧɢɟ ɤɭɤɢɲɚ (ɞɨ ɧɟɝɨ ɬɚɤɨɟ ɠɟ ɪɟɲɟɧɢɟ ɩɪɢɦɟɧɹɥ Ƚɪɢɝɨ-
ɪɶɟɜ, ɚ Ȼɚɥɶɦɨɧɬ ɜɨɨɛɳɟ ɧɟ ɫɬɚɥ ɩɟɪɟɜɨɞɢɬɶ ɷɬɨɬ ɷɩɢɡɨɞ).  

ɉɟɪɟɜɨɞ ɩɪɨɡɵ, ɤɨɬɨɪɚɹ ɭ ɒɟɤɫɩɢɪɚ ɨɬɧɨɫɢɬɫɹ ɤ ɪɟɱɢ ɫɥɭɝ ɢ, ɤɚɤ 
ɩɪɚɜɢɥɨ, ɩɟɪɟɫɵɩɚɧɚ ɨɫɬɪɨɬɚɦɢ, ɹɜɥɹɟɬɫɹ ɧɟɩɪɨɫɬɨɣ ɡɚɞɚɱɟɣ, ɨɞɧɚɤɨ 
ɩɟɪɟɜɨɞɱɢɤ ɛɨɥɶɲɟɣ ɱɚɫɬɶɸ ɫɩɪɚɜɥɹɟɬɫɹ ɫ ɧɟɣ. ȼ ɧɟɤɨɬɨɪɵɯ ɫɥɭɱɚɹɯ 
ɨɧ ɫɬɪɟɦɢɬɫɹ ɧɚɣɬɢ ɤɪɚɬɤɢɟ ɚɞɟɤɜɚɬɧɵɟ ɡɚɦɟɧɵ. Ɍɚɤ, ɜ ɱɚɫɬɧɨɫɬɢ, 
ɩɪɨɢɫɯɨɞɢɬ ɜ ɪɟɩɥɢɤɟ ɧɟɝɪɚɦɨɬɧɨɝɨ ɫɥɭɝɢ ɜɨ ɜɬɨɪɨɣ ɤɚɪɬɢɧɟ ɩɟɪɜɨɝɨ 
ɞɟɣɫɬɜɢɹ, ɤɨɝɞɚ ɬɨɬ ɞɨɥɠɟɧ ɩɪɨɱɟɫɬɶ ɫɩɢɫɨɤ ɩɪɢɝɥɚɲɟɧɧɵɯ ɧɚ ɛɚɥ. 
ɒɟɪɲɟɧɟɜɢɱ ɨɩɭɫɤɚɟɬ ɦɧɨɝɨɫɥɨɜɧɵɟ ɪɚɫɫɭɠɞɟɧɢɹ: “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], ɢ ɡɚɦɟɧɹɟɬ 
ɢɯ ɤɚɥɚɦɛɭɪɨɦ, ɩɨɞɱɟɪɤɢɜɚɸɳɢɦ ɧɟɝɪɚɦɨɬɧɨɫɬɶ ɩɟɪɫɨɧɚɠɚ: «Ɍɭɬ ɤɚ-
ɤɚɹ-ɬɨ ɬɨɱɤɚ, ɬɭɬ ɱɟɪɬɚ. ɇɢ ɱɟɪɬɚ ɧɟ ɩɨɧɢɦɚɸ!» [10. ɋ. 79].  

ɂɧɨɝɞɚ ɩɟɪɟɜɨɞɱɟɫɤɢɟ ɪɟɲɟɧɢɹ ɤɚɠɭɬɫɹ ɧɚɦɟɪɟɧɧɨ ɩɚɪɚɞɨɤɫɚɥɶ-
ɧɵɦɢ ɞɥɹ ɞɨɫɬɢɠɟɧɢɹ ɛɨɥɟɟ ɹɪɤɨɝɨ ɤɨɦɢɱɟɫɤɨɝɨ ɷɮɮɟɤɬɚ. Ɍɚɤ, ɜɨ ɜɬɨɪɨɣ 
ɤɚɪɬɢɧɟ ɩɟɪɜɨɝɨ ɞɟɣɫɬɜɢɹ Ɋɨɦɟɨ ɝɨɜɨɪɢɬ, ɱɬɨ ɩɨɜɪɟɠɞɟɧɧɭɸ ɝɨɥɟɧɶ 
(broken shin – ɧɟ ɨɛɹɡɚɬɟɥɶɧɨ ɫɥɨɦɚɧɧɭɸ) ɦɨɠɧɨ ɜɵɥɟɱɢɬɶ ɥɢɫɬɨɦ ɩɨ-
ɞɨɪɨɠɧɢɤɚ, plaintain-leaf; ɧɨ ɷɬɨɝɨ ɹɜɧɨ ɧɟɞɨɫɬɚɬɨɱɧɨ, Ȼɟɧɜɨɥɢɨ ɜɨɫ-
ɤɥɢɰɚɟɬ ɜ ɨɬɜɟɬ: “…art thou mad?” ɒɟɪɲɟɧɟɜɢɱ ɦɟɧɹɟɬ ɩɨɞɨɪɨɠɧɢɤ 
(ɤɚɤ ɭ ɛɨɥɶɲɢɧɫɬɜɚ ɩɪɟɞɵɞɭɳɢɯ ɩɟɪɟɜɨɞɱɢɤɨɜ, ɭ Ȼɚɥɶɦɨɧɬɚ – ɩɥɚɬɚɧ) 
ɧɚ ɩɚɩɨɪɨɬɧɢɤ, ɩɨɞɱɟɪɤɢɜɚɹ ɧɟɥɟɩɨɫɬɶ ɫɥɨɜ ɜɥɸɛɥɟɧɧɨɝɨ ɝɟɪɨɹ (ɢ, 
ɜɨɡɦɨɠɧɨ, ɧɚɦɟɤɚɹ ɧɚ ɤɨɥɞɨɜɫɤɢɟ ɤɨɧɧɨɬɚɰɢɢ ɨɛɪɚɡɚ ɩɚɩɨɪɨɬɧɢɤɚ).  

Ɍɪɚɞɢɰɢɨɧɧɨ ɧɟɩɪɨɫɬ ɞɥɹ ɩɟɪɟɜɨɞɚ ɞɢɚɥɨɝ Ɋɨɦɟɨ ɢ Ɇɟɪɤɭɰɢɨ  
ɜ ɱɟɬɜɟɪɬɨɣ ɤɚɪɬɢɧɟ ɜɬɨɪɨɝɨ ɚɤɬɚ. Ɂɞɟɫɶ ɒɟɪɲɟɧɟɜɢɱ ɩɪɨɫɬɨ ɩɢɲɟɬ 
ɫɨɛɫɬɜɟɧɧɵɣ ɬɟɤɫɬ, ɫɨɜɩɚɞɚɸɳɢɣ ɫ ɨɪɢɝɢɧɚɥɨɦ ɜ ɤɨɦɦɭɧɢɤɚɬɢɜɧɨɣ 
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ɰɟɥɢ: Ɇɟɪɤɭɰɢɨ ɜɵɫɦɟɢɜɚɟɬ ɛɟɡɧɚɞɟɠɧɨ ɜɥɸɛɥɟɧɧɨɝɨ Ɋɨɦɟɨ, ɫɬɪɟ-
ɦɹɫɶ ɟɝɨ ɜɡɛɨɞɪɢɬɶ, – ɨɞɧɚɤɨ ɚɛɫɨɥɸɬɧɨ ɧɨɜɵɣ ɩɨ ɨɛɪɚɡɚɦ. ɉɟɪɟɜɨɞ-
ɱɢɤ ɜɵɫɬɭɩɚɟɬ ɤɚɤ ɤɨɦɟɞɢɨɝɪɚɮ, ɢ ɢɦɟɧɧɨ ɷɬɨɬ ɨɬɪɵɜɨɤ ɡɚɩɨɦɧɢɥɫɹ 
ɪɟɰɟɧɡɟɧɬɚɦ: «Ɋɨɦɟɨ. Ɋɚɡɧɢɦɢ ɧɚɫ, ɞɪɭɝ Ȼɟɧɜɨɥɶɨ! Ɇɟɪɤɭɰɶɨ ɬɚɤ ɨɫɬ-
ɪɢɬ, ɱɬɨ ɦɨɟ ɨɫɬɪɨɭɦɢɟ ɛɨɢɬɫɹ ɩɟɪɟɫɬɚɬɶ ɛɵɬɶ ɨɫɬɪɨɭɦɢɟɦ. – Ɇɟɪ-
ɤɭɰɶɨ. Ɍɜɨɢ ɨɫɬɪɨɬɵ ɜ ɩɨɞɦɟɬɤɢ ɦɨɢɦ ɧɟ ɝɨɞɹɬɫɹ. – Ɋɨɦɟɨ. ɇɟɭɞɢɜɢ-
ɬɟɥɶɧɨ. Ɍɵ ɢ ɬɜɨɟ ɨɫɬɪɨɭɦɢɟ – ɞɜɚ ɫɚɩɨɝɚ ɩɚɪɚ. – Ɇɟɪɤɭɰɶɨ. ɋɦɨɬɪɢ, 
ɱɬɨɛɵ ɦɨɟ ɨɫɬɪɨɭɦɢɟ ɧɟ ɫɬɚɥɨ ɤɚɥɨɲɟɣ, ɜ ɤɨɬɨɪɭɸ ɬɵ ɫɹɞɟɲɶ» [10.  
ɋ. 111]. ȼɟɪɨɹɬɧɨ, ɷɬɨɬ ɩɨɥɧɨɫɬɶɸ ɩɟɪɟɩɢɫɚɧɧɵɣ ɞɢɚɥɨɝ – ɩɪɢɦɟɪ 
ɬɨɝɨ ɫɚɦɨɝɨ ɜɨɥɶɧɨɝɨ ɫɰɟɧɢɱɟɫɤɨɝɨ ɩɟɪɟɫɤɚɡɚ ɒɟɤɫɩɢɪɚ, ɤ ɤɨɬɨɪɨɦɭ 
ɫɬɪɟɦɢɥɫɹ Ɍɚɢɪɨɜ.  

Ɍɚɤɠɟ ɒɟɪɲɟɧɟɜɢɱ ɩɢɲɟɬ ɨɫɬɪɨɬɵ ɞɥɹ ɞɢɚɥɨɝɚ ɫ ɦɭɡɵɤɚɧɬɚɦɢ  
ɜ ɮɢɧɚɥɟ ɱɟɬɜɟɪɬɨɝɨ ɞɟɣɫɬɜɢɹ, ɫɬɪɟɦɹɫɶ ɧɟ ɤ ɮɨɪɦɚɥɶɧɨɣ ɷɤɜɢɜɚɥɟɧɬ-
ɧɨɫɬɢ, ɚ ɤ ɤɨɦɦɭɧɢɤɚɬɢɜɧɨɣ ɚɞɟɤɜɚɬɧɨɫɬɢ ɷɬɨɝɨ ɡɚɛɚɜɧɨɝɨ ɞɢɚɥɨɝɚ. 
Ʉɚɤ ɨɬɦɟɱɚɟɬ Ɍɚɢɪɨɜ, ɷɬɚ ɫɰɟɧɚ, ɧɚɪɭɲɚɸɳɚɹ ɬɪɚɝɢɱɟɫɤɢɣ ɫɬɪɨɣ 
ɫɜɨɢɦ ɤɨɦɢɡɦɨɦ, «ɧɟɨɛɯɨɞɢɦɚ ɜ ɬɟɱɟɧɢɟ ɫɩɟɤɬɚɤɥɹ. ɂɛɨ ɰɟɥɵɣ ɤɥɭ-
ɛɨɤ ɬɟɚɬɪɚɥɶɧɵɯ ɩɪɟɩɹɬɫɬɜɢɣ ɭɠɟ ɡɚɜɟɪɲɟɧ» [23. ɋ. 20]. ɉɟɪɟɜɨɞɱɢɤ 
ɞɨɛɢɜɚɟɬɫɹ ɤɨɦɢɱɟɫɤɨɝɨ ɷɮɮɟɤɬɚ: «ɉɶɟɬɪɨ. <…> ɍɠ ɹ ɬɚɤ ɛɵ ɞɪɚɥ 
ɜɚɲɢ ɭɲɢ ɫɜɨɢɦ ɩɟɧɢɟɦ, ɤɚɤ ɜɚɦ ɧɟ ɞɪɚɥɢ ɢɯ ɜ ɞɟɬɫɬɜɟ ɪɭɤɚɦɢ. –  
1-ɵɣ ɦɭɡɵɤ<ɚɧɬ>. Ɍɚɤɚɹ ɨɛɢɞɚ ɧɟ ɩɟɪɟɧɨɫɢɬɫɹ. – ɉɶɟɬɪɨ. Ȼɟɪɟɝɢ 
ɫɜɨɸ ɩɟɪɟɧɨɫɢɰɭ ɨɬ ɦɨɟɝɨ ɤɭɥɚɤɚ. Ɇɧɟ ɧɢɤɚɤɢɯ ɧɨɬ ɧɟ ɧɚɞɨ. ɂɡ ɜɚɫ 
ɜɵɬɹɧɭ ɢ «ɪɟ», ɢ «ɫɨɥɶ». – 1-ɵɣ ɦɭɡɵɤ<ɚɧɬ>. ɗɬɨ ɛɭɞɟɬ ɤɫɬɚɬɢ: ɭ ɜɚ-
ɲɟɝɨ ɨɫɬɪɨɭɦɢɹ ɤɚɤ ɪɚɡ ɫɨɥɢ ɧɟɞɨɫɬɚɟɬ. – 2-ɨɣ ɦɭɡɵɤ<ɚɧɬ>. Ɍɚɤ ɱɬɨ 
ɦɵ ɪɢɫɤɭɟɦ ɭɣɬɢ ɧɟɫɨɥɨɧɨ ɯɥɟɛɚɜɲɢ» [10. ɋ. 169].   

Ɉɱɟɜɢɞɧɨ, ɱɬɨ ɧɟ ɜɫɟ ɤɚɥɚɦɛɭɪɵ, ɨɫɧɨɜɚɧɧɵɟ ɧɚ ɫɨɡɜɭɱɢɹɯ ɢ ɜɚɪɢ-
ɚɬɢɜɧɨɫɬɢ ɡɧɚɱɟɧɢɣ ɫɥɨɜ, ɦɨɝɭɬ ɛɵɬɶ ɩɟɪɟɜɟɞɟɧɵ ɬɨɱɧɨ. Ɍɚɤ, ɧɚɩɪɢ-
ɦɟɪ, ɪɟɱɶ Ȼɟɧɜɨɥɢɨ ɜ ɩɟɪɜɨɣ ɤɚɪɬɢɧɟ ɩɟɪɜɨɝɨ ɞɟɣɫɬɜɢɹ ɡɚɜɟɪɲɚɟɬɫɹ  
ɜ ɨɪɢɝɢɧɚɥɟ ɢɝɪɨɣ ɫɥɨɜ: “Came more and more, and fought on part and 
part, / Till the prince came, who parted either part” [34. P. 9]; ɒɟɪɲɟɧɟ-
ɜɢɱ ɞɚɟɬ ɪɢɬɦɢɡɨɜɚɧɧɵɣ ɩɟɪɟɜɨɞ, ɧɟ ɩɟɪɟɞɚɜɚɹ ɧɢ ɫɨɡɜɭɱɢɹ ɫɥɨɜ,  
ɧɢ ɨɦɨɧɢɦɢɱɧɨɣ ɪɢɮɦɵ: «ɇɚɩɨɥɧɢɥɚɫɶ ɧɚɪɨɞɨɦ ɩɥɨɳɚɞɶ, ɫɬɚɥɢ 
ɞɪɚɬɶɫɹ, / Ʉɧɹɡɶ ɜɵɲɟɥ ɧɚɤɨɧɟɰ ɢ ɞɪɚɤɭ ɩɪɟɤɪɚɬɢɥ» [10. ɋ. 72]. 
ɉɪɚɜɞɚ, ɷɬɨɬ ɩɟɪɟɜɨɞ, ɛɭɞɭɱɢ ɧɟ ɫɨɜɫɟɦ ɷɤɜɢɜɚɥɟɧɬɧɵɦ, ɨɤɚɡɵɜɚɟɬɫɹ 
ɜɩɨɥɧɟ ɚɞɟɤɜɚɬɧɵɦ, ɩɨɧɹɬɧɵɦ ɢ ɩɪɨɫɬɵɦ ɩɨ ɫɢɧɬɚɤɫɢɱɟɫɤɨɣ ɫɬɪɭɤ-
ɬɭɪɟ (ɫɪ. ɝɨɪɚɡɞɨ ɦɟɧɟɟ ɤɨɧɤɪɟɬɧɵɣ ɩɟɪɟɜɨɞ Ȼɚɥɶɦɨɧɬɚ: «Ʌɸɞɟɣ ɜɫɟ 
ɛɨɥɶɲɟ, ɫɬɨɪɨɧɵ ɫɪɚɠɚɥɢɫɶ, / ɂ ɉɪɢɧɰ ɩɪɢɲɟɥ, ɢ ɜɫɟɯ ɨɧ ɪɚɡɞɟɥɢɥ» 
[19. ɋ. 134]).  
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ɇɟɤɨɬɨɪɵɟ ɢɡ ɩɟɪɟɜɨɞɱɟɫɤɢɯ ɪɟɲɟɧɢɣ ɦɨɠɧɨ ɪɚɫɫɦɚɬɪɢɜɚɬɶ ɤɚɤ 
ɬɪɚɤɬɨɜɤɢ, ɫɦɟɳɚɸɳɢɟ ɫɦɵɫɥɨɜɵɟ ɚɤɰɟɧɬɵ ɨɪɢɝɢɧɚɥɚ. Ɍɚɤ, ɭɦɢɪɚɹ, 
Ɇɟɪɤɭɰɢɨ ɬɪɢɠɞɵ ɩɪɨɢɡɧɨɫɢɬ: “A plague o’ both your houses!”, – ɢ ɡɚ-
ɬɟɦ ɫɧɨɜɚ: «your houses!» [34. P. 67–68]. ɑɚɳɟ ɜɫɟɝɨ ɷɬɭ ɮɪɚɡɭ ɩɟɪɟɜɨɞɹɬ 
ɞɨɫɥɨɜɧɨ ɢ ɚɮɨɪɢɫɬɢɱɧɨ: «ɑɭɦɚ ɧɚ ɨɛɚ ɜɚɲɢ ɞɨɦɚ!», ɢɧɨɝɞɚ ɫ ɜɚɪɢɚ-
ɰɢɹɦɢ: «ɑɟɪɬ ɛɵ ɩɨɛɪɚɥ ɞɨɦɚ ɨɛɨɢɯ ɜɚɫ!» [40. ɋ. 243]. ɒɟɪɲɟɧɟɜɢɱ 
ɠɟ ɩɟɪɟɜɨɞɢɬ ɫɥɟɞɭɸɳɢɦ ɨɛɪɚɡɨɦ: «ɉɪɨɤɥɹɬɶɹ ɜɚɦ ɨɛɨɢɦ!»; «ɉɪɨ-
ɤɥɹɬɶɟ ɜɫɟɦ ɜɚɦ»; «ɉɪɨɤɥɹɬɶɟ ɜɚɦ ɨɛɨɢɦ!» [10. ɋ. 124–125], – ɬɚɤɢɦ 
ɨɛɪɚɡɨɦ ɪɚɫɩɪɨɫɬɪɚɧɹɹ ɩɪɨɤɥɹɬɶɟ Ɇɟɪɤɭɰɢɨ ɫɤɨɪɟɟ ɧɚ ɜɢɧɨɜɧɵɯ ɜ ɟɝɨ 
ɝɢɛɟɥɢ Ɍɢɛɚɥɶɬɚ ɢ Ɋɨɦɟɨ, ɚ ɧɟ ɧɚ ɨɛɚ ɞɨɦɚ Ɇɨɧɬɟɤɤɢ ɢ Ʉɚɩɭɥɟɬɬɢ.  

ȼɚɠɧɟɣɲɟɣ ɡɚɞɚɱɟɣ ɒɟɪɲɟɧɟɜɢɱɚ, ɨɱɟɜɢɞɧɨ, ɬɚɤɠɟ ɢɞɭɳɟɣ ɨɬ Ɍɚ-
ɢɪɨɜɚ, ɛɵɥɨ ɫɨɤɪɚɳɟɧɢɟ ɩɶɟɫɵ, ɱɬɨɛɵ ɨɧɚ ɭɦɟɳɚɥɚɫɶ ɜ ɞɥɢɧɭ ɫɰɟɧɢ-
ɱɟɫɤɨɝɨ ɞɟɣɫɬɜɢɹ, ɜ ɬɨ ɜɪɟɦɹ ɤɚɤ ɫɬɚɪɵɟ ɩɟɪɟɜɨɞɵ, ɧɚɩɪɨɬɢɜ, ɛɵɥɢ 
ɞɥɢɧɧɟɟ ɨɪɢɝɢɧɚɥɚ. ȼ ɨɪɢɝɢɧɚɥɟ ɩɟɪɜɚɹ ɤɚɪɬɢɧɚ ɩɟɪɜɨɝɨ ɞɟɣɫɬɜɢɹ ɡɚ-
ɧɢɦɚɟɬ 236 ɫɬɪɨɤ, ɜ ɩɟɪɟɜɨɞɟ ɒɟɪɲɟɧɟɜɢɱɚ – 206; ɜɬɨɪɚɹ – ɫɨɨɬɜɟɬ-
ɫɬɜɟɧɧɨ 101 ɢ 81 ɫɬɪɨɤɭ ɢ ɬ. ɞ. Ɍɚɤɠɟ ɨɧ ɧɟ ɩɟɪɟɜɨɞɢɬ ɩɪɨɥɨɝ ɤɨ ɜɬɨ-
ɪɨɦɭ ɚɤɬɭ. 

ɉɪɨɤɨɦɦɟɧɬɢɪɭɟɦ ɧɟɫɤɨɥɶɤɨ ɩɪɢɦɟɪɨɜ ɫɨɤɪɚɳɟɧɢɹ ɨɪɢɝɢɧɚɥɚ. 
Ɍɚɤ, ɜ ɛɟɫɟɞɟ ɤɨɪɦɢɥɢɰɵ ɢ ɥɟɞɢ Ʉɚɩɭɥɟɬɬɢ ɜ ɬɪɟɬɶɟɣ ɤɚɪɬɢɧɟ ɩɟɪɜɨɝɨ 
ɞɟɣɫɬɜɢɹ ɨɬ ɮɪɚɡɵ ɨ ɜɨɡɪɚɫɬɟ Ⱦɠɭɥɶɟɬɬɵ ɞɨ ɩɨɹɜɥɟɧɢɹ ɬɟɦɵ ɛɪɚɤɚ  
ɭ ɒɟɤɫɩɢɪɚ ɬɟɤɫɬ ɫɨɞɟɪɠɢɬ 61 ɫɬɪɨɤɭ, ɭ ɒɟɪɲɟɧɟɜɢɱɚ – ɬɨɥɶɤɨ 19  
(ɭ Ƚɪɢɝɨɪɶɟɜɚ 68, ɭ Ȼɚɥɶɦɨɧɬɚ – 64). ɒɟɪɲɟɧɟɜɢɱ «ɫɩɟɲɢɬ» ɩɟɪɟɣɬɢ 
ɤ ɫɭɬɢ ɞɟɥɚ, ɨɩɭɫɤɚɹ ɩɨɞɪɨɛɧɨɫɬɢ. ɇɚɩɪɢɦɟɪ, ɜ ɨɪɢɝɢɧɚɥɟ ɤɨɪɦɢɥɢɰɚ 
ɝɨɜɨɪɢɬ: “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]; ɭ Ȼɚɥɶɦɨɧɬɚ: «ɉɪɟɞ ɞɧɟɦ ɉɟɬɪɚ ɫɜɹɬɨɝɨ, ɱɬɨ ɜ ɜɟɪɢ-
ɝɚɯ, / ɑɟɬɵɪɧɚɞɰɚɬɶ ɢɫɩɨɥɧɢɬɫɹ ɟɣ ɥɟɬ. / Ɉɧɢ ɫ ɋɭɫɚɧɧɨɣ ɛɵɥɢ ɛ ɨɞ-
ɧɨɥɟɬɤɢ, – / Ȼɨɝ ɭɩɨɤɨɣ ɜɫɟ ɞɭɲɢ ɯɪɢɫɬɢɚɧ! / ɇɭ, ɱɬɨ ɠ, ɋɭɫɚɧɧɚ  
ɜ Ȼɨɝɟ ɩɪɟɛɵɜɚɟɬ» [19. ɋ. 139], ɭ ɒɟɪɲɟɧɟɜɢɱɚ ɬɚɤ: «ɋ ɦɨɟɣ ɋɭɫɚɧɧɨɸ 
Ⱦɠɭɥɶɟɬɬɚ ɨɞɧɨɥɟɬɤɢ! / ɇɨ Ȼɨɝ ɋɭɫɚɧɧɭ ɜɡɹɥ, ɬɟɩɟɪɶ ɨɧɚ ɜ ɪɚɸ!» [10. 
ɋ. 83]. Ɍɪɢ ɫɬɪɨɤɢ ɜ ɨɪɢɝɢɧɚɥɟ, ɩɹɬɶ ɭ Ȼɚɥɶɦɨɧɬɚ, ɞɜɟ ɭ ɒɟɪɲɟɧɟɜɢɱɚ: 
ɩɟɪɟɜɨɞ ɩɨɫɥɟɞɧɟɝɨ, ɜɨɡɦɨɠɧɨ, ɩɪɨɢɝɪɵɜɚɟɬ ɜ ɠɢɜɨɫɬɢ ɪɟɱɟɜɨɣ ɯɚ-
ɪɚɤɬɟɪɢɫɬɢɤɢ ɤɨɪɦɢɥɢɰɵ, ɧɨ ɡɧɚɱɢɬɟɥɶɧɨ ɜɵɢɝɪɵɜɚɟɬ ɜ ɞɢɧɚɦɢɤɟ.  

Ɂɚɩɨɦɢɧɚɸɳɢɣɫɹ ɦɨɧɨɥɨɝ Ɇɟɪɤɭɰɢɨ ɨ ɤɨɪɨɥɟɜɟ Ɇɚɛ ɜ ɨɪɢɝɢɧɚɥɟ 
ɫɨɞɟɪɠɢɬ 44 ɫɬɪɨɤɢ, ɜ ɩɟɪɟɜɨɞɟ ɒɟɪɲɟɧɟɜɢɱɚ – 21 ɫɬɪɨɤɭ (ɭ Ȼɚɥɶ-
ɦɨɧɬɚ – 52). ɍ ɒɟɪɲɟɧɟɜɢɱɚ ɨɧ ɩɪɟɞɫɬɚɜɥɹɟɬ, ɫɤɨɪɟɟ, ɫɨɤɪɚɳɟɧɧɵɣ 
ɩɟɪɟɫɤɚɡ: ɫɨɯɪɚɧɟɧɵ ɪɢɬɦ ɨɪɢɝɢɧɚɥɚ, ɦɧɨɝɢɟ ɜɚɠɧɵɟ ɨɛɪɚɡɵ – ɤɨɥɶɰɚ, 
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ɩɚɭɱɶɢɯ ɧɨɝ ɤɚɤ ɫɩɢɰ, ɩɚɭɬɢɧɵ-ɜɨɠɠɟɣ, ɤɭɱɟɪɚ-ɤɨɦɚɪɢɤɚ, ɤɚɪɟɬɵ-
ɫɤɨɪɥɭɩɤɢ ɢ ɞɪ.: 

 
Ʉɚɤ ɦɚɥɶɱɢɤ-ɫ-ɩɚɥɶɱɢɤ ɜɫɹ – ɭɦɟɫɬɢɬɫɹ ɜ ɤɨɥɶɰɨ, 
ɉɵɥɢɧɤɢ – ɬɪɨɣɤɚ ɟɣ. ɂ ɬɪɨɣɤɚ Ɇɚɛ ɜɟɡɟɬ 
ȼɞɨɥɶ ɩɨ ɧɨɫɚɦ ɥɸɞɟɣ, ɛɟɫɫɦɵɫɥɟɧɧɨ ɯɪɚɩɹɳɢɯ. 
ɂ ɫɩɢɰɵ ɤɨɥɟɫɚ – ɩɚɭɱɶɢ ɞɥɢɧɧɵ ɧɨɝɢ, 
ɂɡ ɤɪɵɥɶɟɜ ɫɬɪɟɤɨɡɵ ɤɨɥɹɫɤɢ ɜɟɪɯ ɩɪɨɡɪɚɱɧɵɣ, 
ɂ ɧɢɬɢ ɩɚɭɬɢɧ ɜ ɟɟ ɪɭɤɚɯ ɤɚɤ ɜɨɠɠɢ, 
Ʉɧɭɬɨɦ ɟɣ ɫɥɭɠɚɬ ɠɢɥɵ ɦɚɥɨɣ ɦɨɲɤɢ, 
ɍɡɞɟɱɤɢ ɭ ɧɟɟ – ɥɭɱɢ ɦɥɚɞɨɣ ɥɭɧɵ, 
Ʉɨɦɚɪ ɫɢɞɢɬ ɭ ɧɟɣ ɤɚɤ ɛɭɞɬɨ ɜɚɠɧɵɣ ɤɭɱɟɪ, 
ɂɡɝɪɵɡɥɚ ɛɟɥɤɚ ɟɣ ɤɨɥɹɫɤɭ ɢɡ ɫɤɨɪɥɭɩɨɤ [10. ɋ. 88]. 

 
Ⱦɚɥɟɟ ɩɟɪɟɜɟɞɟɧ ɨɛɳɢɣ ɫɸɠɟɬ ɜɧɭɲɟɧɢɹ ɫɧɨɜ ɪɚɡɧɵɦ ɬɢɩɚɦ ɥɸ-

ɞɟɣ: ɜɥɸɛɥɟɧɧɵɦ, ɫɥɭɝɚɦ, ɫɭɞɟɣɫɤɢɦ, ɞɟɜɢɰɚɦ; ɨɞɧɚɤɨ ɨɩɭɳɟɧɵ ɨɛ-
ɪɚɡɵ ɨɥɞɟɪɦɟɧɚ, «ɩɨɞɧɨɝɨɬɧɵɯ» ɱɟɪɜɹɱɤɨɜ ɢ ɡɧɚɱɢɬɟɥɶɧɨ ɫɨɤɪɚɳɟɧɚ 
ɜɬɨɪɚɹ ɱɚɫɬɶ ɦɨɧɨɥɨɝɚ. 

Ɉɱɟɜɢɞɧɨ, ɱɬɨ ɡɞɟɫɶ ɒɟɪɲɟɧɟɜɢɱ-ɩɟɪɟɜɨɞɱɢɤ ɟɳɟ ɩɪɨɛɭɟɬ ɫɜɨɢ 
ɫɢɥɵ ɢ ɧɟ ɫɮɨɪɦɭɥɢɪɨɜɚɥ ɩɨɤɚ ɬɨɱɧɵɯ ɩɪɢɧɰɢɩɨɜ ɩɟɪɟɜɨɞɚ: ɨɧ ɩɨɪɨɣ 
ɩɨɡɜɨɥɹɟɬ ɫɟɛɟ ɨɬɫɬɭɩɥɟɧɢɹ ɨɬ ɨɪɢɝɢɧɚɥɚ, ɜ ɱɚɫɬɧɨɫɬɢ ɜ ɫɬɪɨɟɧɢɢ ɫɬɢ-
ɯɨɬɜɨɪɧɵɯ ɫɬɪɨɮ. Ɍɚɤ, ɧɚɩɪɢɦɟɪ, ɨɧ ɞɨɛɚɜɥɹɟɬ ɚɧɚɮɨɪɭ ɜ ɞɜɟ ɪɟɩɥɢɤɢ 
Ɋɨɦɟɨ ɜ ɱɟɬɜɟɪɬɨɣ ɤɚɪɬɢɧɟ ɩɟɪɜɨɝɨ ɞɟɣɫɬɜɢɹ: «ɉɨɞɚɣɬɟ ɮɚɤɟɥ ɦɧɟ. ɇɟ 
ɫɬɚɧɭ ɬɚɧɰɟɜɚɬɶ ɹ. / ɉɨɞɚɣɬɟ ɮɚɤɟɥ ɦɧɟ. ə ɫɜɟɬɨɱ ɩɨɧɟɫɭ» [10. ɋ. 85], 
ɬɚɤ ɠɟ ɩɪɨɢɫɯɨɞɢɬ ɜɨ ɜɬɨɪɨɣ ɤɚɪɬɢɧɟ ɜɬɨɪɨɝɨ ɞɟɣɫɬɜɢɹ ɜ ɫɥɨɜɚɯ Ⱦɠɭ-
ɥɶɟɬɬɵ: «Ʉɚɤ ɛɭɞɬɨ ɨɤɟɚɧ, ɦɨɹ ɛɟɫɤɪɚɣɧɚ ɳɟɞɪɨɫɬɶ. / Ʉɚɤ ɛɭɞɬɨ ɨɤɟɚɧ, 
ɦɨɹ ɥɸɛɨɜɶ ɨɝɪɨɦɧɚ» [10. ɋ. 102]. ɍɤɪɚɲɟɧɚ ɚɧɚɮɨɪɨɣ ɢ ɪɟɱɶ Ɇɟɪɤɭ-
ɰɢɨ ɜ ɩɟɪɜɨɣ ɤɚɪɬɢɧɟ ɜɬɨɪɨɝɨ ɞɟɣɫɬɜɢɹ:  

 
əɜɢɫɶ, ɦɨɥɸ ɬɟɛɹ ɨɱɚɦɢ Ɋɨɡɚɥɢɧɵ, 
əɜɢɫɶ, ɦɨɥɸ ɬɟɛɹ ɱɟɥɨɦ ɟɟ ɜɵɫɨɤɢɦ, 
əɜɢɫɶ, ɦɨɥɸ ɬɟɛɹ ɭɫɬɚɦɢ ɷɬɨɣ ɞɟɜɵ, 
əɜɢɫɶ, ɦɨɥɸ ɬɟɛɹ ɹ ɧɨɠɤɨɣ ɫɢɧɶɨɪɢɧɵ, 
əɜɢɫɶ, ɦɨɥɸ ɬɟɛɹ, ɤ ɧɚɦ ɜ ɨɛɥɢɤɟ ɫɜɨɟɦ! [10. ɋ. 96]. 

 
Ɉɪɢɝɢɧɚɥ ɡɚɧɢɦɚɟɬ ɫɬɨɥɶɤɨ ɠɟ ɫɬɪɨɤ, ɧɨ ɛɨɥɟɟ ɪɚɡɧɨɨɛɪɚɡɟɧ ɩɨ ɫɢɧ-

ɬɚɤɫɢɱɟɫɤɨɣ ɢ ɨɛɪɚɡɧɨɣ ɫɬɪɭɤɬɭɪɟ, ɚ ɬɚɤɠɟ ɛɨɥɟɟ ɨɬɤɪɵɬɨ ɷɪɨɬɢɱɟɧ, 
ɭɩɨɦɢɧɚɹ ɢ «ɫɬɨɩɭ», ɢ «ɧɨɝɭ», ɢ «ɛɟɞɪɨ», ɢ «ɩɪɢɥɟɝɚɸɳɢɟ ɜɥɚɞɟɧɢɹ»:  

 
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]. 

 
Ɋɚɡɧɨɨɛɪɚɡɢɟ ɩɨɷɬɢɱɟɫɤɨɝɨ ɪɢɬɦɚ ɭ ɒɟɤɫɩɢɪɚ ɩɨɪɨɣ ɩɪɢɜɨɞɢɬ ɩɟ-

ɪɟɜɨɞɱɢɤɨɜ ɤ ɩɨɢɫɤɭ ɪɢɬɦɢɱɟɫɤɢɯ ɜɚɪɢɚɧɬɨɜ. Ɍɚɤ, ɩɪɨɡɚɢɱɟɫɤɚɹ ɪɟɱɶ 
ɤɨɪɦɢɥɢɰɵ ɭ ɒɟɪɲɟɧɟɜɢɱɚ ɱɚɫɬɢɱɧɨ ɩɟɪɟɜɟɞɟɧɚ ɜ ɫɬɢɯɨɬɜɨɪɧɭɸ (ɩɹ-
ɬɚɹ ɤɚɪɬɢɧɚ ɜɬɨɪɨɝɨ ɞɟɣɫɬɜɢɹ), ɹɦɛ ɢɧɨɝɞɚ ɭɫɬɭɩɚɟɬ ɦɟɫɬɨ ɯɨɪɟɸ. Ɋɚɫ-
ɫɦɨɬɪɢɦ ɩɨɞɪɨɛɧɟɟ ɩɪɢɦɟɪɵ ɬɚɤɨɣ ɪɢɬɦɢɱɟɫɤɨɣ ɡɚɦɟɧɵ. 

Ɇɨɧɨɥɨɝ ɨɬɰɚ Ʌɨɪɟɧɰɨ ɜ ɬɪɟɬɶɟɣ ɤɚɪɬɢɧɟ ɜɬɨɪɨɝɨ ɚɤɬɚ, ɜ ɨɪɢɝɢ-
ɧɚɥɟ ɧɚɩɢɫɚɧɧɵɣ ɩɹɬɢɫɬɨɩɧɵɦ ɹɦɛɨɦ, ɬɚɤ ɨɬɥɢɱɚɟɬɫɹ ɫɬɢɥɢɫɬɢɱɟɫɤɢ 
ɨɬ ɩɪɟɞɵɞɭɳɟɝɨ ɪɚɡɝɨɜɨɪɚ ɜɨɡɥɸɛɥɟɧɧɵɯ, ɱɬɨ ɧɟɨɞɧɨɤɪɚɬɧɨ ɜɵɡɵɜɚɥ 
ɭ ɩɟɪɟɜɨɞɱɢɤɨɜ ɠɟɥɚɧɢɟ ɩɟɪɟɞɚɬɶ ɟɝɨ ɞɪɭɝɢɦ ɪɚɡɦɟɪɨɦ. Ɍɚɤ, Ⱥɩ. Ƚɪɢ-
ɝɨɪɶɟɜ ɩɟɪɟɞɚɟɬ ɟɝɨ ɯɨɪɟɟɦ, Ʉɭɫɤɨɜ – ɱɟɦ-ɬɨ ɛɥɢɡɤɢɦ ɤ ɧɚɪɨɞɧɨɦɭ 
ɞɨɥɶɧɢɤɭ («ɉɪɟɠɞɟ ɱɟɦ ɫɨɥɧɵɲɤɨ, ɨɱɢ ɨɬɤɪɵɜɲɢ ɝɨɪɹɳɢɟ, / Ⱦɧɸ 
ɩɪɢɞɚɫɬ ɠɢɡɧɢ ɢ ɫɜɟɠɭɸ ɪɨɫɭ ɧɨɱɧɭɸ ɩɨɜɵɫɭɲɢɬ» [37. ɋ. 46]); ɒɟɪ-
ɲɟɧɟɜɢɱ, ɨɱɟɜɢɞɧɨ, ɩɨɞ ɜɥɢɹɧɢɟɦ Ƚɪɢɝɨɪɶɟɜɚ, ɡɞɟɫɶ ɬɚɤɠɟ ɩɟɪɟɯɨɞɢɬ 
ɧɚ ɲɟɫɬɢɫɬɨɩɧɵɣ ɯɨɪɟɣ, ɱɬɨ ɩɪɨɢɡɜɨɞɢɬ ɜɩɟɱɚɬɥɟɧɢɟ ɫɦɟɧɵ ɪɢɬɦɚ ɧɚ 
ɩɟɫɟɧɧɨ-ɧɚɪɨɞɧɵɣ:  

 
ɍɬɪɨ ɫɟɪɨɝɥɚɡɨɟ ɡɚɝɥɹɧɭɥɨ ɜ ɧɨɱɶ, 
ɂ ɪɚɫɫɜɟɬ ɫɢɹɸɳɢɣ ɝɨɧɢɬ ɫɭɦɪɚɤ ɩɪɨɱɶ. 
Ɉɛɥɚɤɚ ɬɭɦɚɧɧɵɟ ɫɨɥɧɰɟ ɡɨɥɨɬɢɬ, 
ɉɶɹɧɵɣ ɦɪɚɤ ɤɚɱɚɟɬɫɹ, ɨɬ ɥɭɱɟɣ ɛɟɠɢɬ [10. ɋ. 106]. 

 
Ʉɚɤ ɢ ɦɨɧɨɥɨɝ ɨ ɤɨɪɨɥɟɜɟ Ɇɚɛ, ɷɬɨɬ ɦɨɧɨɥɨɝ ɫɨɤɪɚɳɟɧ ɩɪɢɦɟɪɧɨ 

ɧɚ ɬɪɟɬɶ, ɞɚɜɚɹ ɨɛɳɟɟ ɩɪɟɞɫɬɚɜɥɟɧɢɟ ɨ ɡɚɧɹɬɢɢ Ʌɨɪɟɧɰɨ – ɫɛɨɪɟ 
ɬɪɚɜ.  

ɉɨɞɨɛɧɵɦ ɨɛɪɚɡɨɦ ɹɦɛ ɩɟɪɟɯɨɞɢɬ ɜ ɯɨɪɟɣ ɢ ɜ ɞɢɚɥɨɝɟ, ɜ ɫɰɟɧɟ 
ɩɪɨɳɚɧɢɹ ɜɨɡɥɸɛɥɟɧɧɵɯ (ɩɹɬɚɹ ɤɚɪɬɢɧɚ ɬɪɟɬɶɟɝɨ ɞɟɣɫɬɜɢɹ); ɲɟɫɬɢ-
ɫɬɨɩɧɵɦ ɯɨɪɟɟɦ ɧɚɩɢɫɚɧ ɜɟɫɶ ɞɢɚɥɨɝ ɞɨ ɩɨɹɜɥɟɧɢɹ ɤɨɪɦɢɥɢɰɵ: 

 
ɏɨɱɟɲɶ ɭɯɨɞɢɬɶ ɬɵ? Ⱦɟɧɶ ɟɳɟ ɞɚɥɟɤɨ! 
Ⱥɯ, ɧɟ ɠɚɜɨɪɨɧɨɤ – ɷɬɨ ɫɨɥɨɜɟɣ! 
ɋɥɭɯ ɧɚɩɭɝɚɧ ɩɟɫɧɟɣ ɡɜɨɧɤɨ-ɫɨɥɨɜɶɢɧɨɣ. 
ȼ ɩɨɥɧɨɱɶ ɡɜɨɧɤɨ ɫɜɢɳɟɬ ɨɧ ɜ ɥɟɫɭ ɝɥɭɯɨɦ. 
Ɇɢɥɵɣ ɦɨɣ, ɩɨɜɟɪɶ ɦɧɟ! ɗɬɨ ɫɨɥɨɜɟɣ [10. ɋ. 142]. 

 
ɉɟɪɟɯɨɞ ɧɚ ɲɟɫɬɢɫɬɨɩɧɵɣ ɯɨɪɟɣ ɫɨɜɟɪɲɚɟɬɫɹ ɢ ɜ ɧɚɱɚɥɟ ɩɹɬɨɝɨ ɞɟɣ-
ɫɬɜɢɹ, ɜ ɦɨɧɨɥɨɝɟ Ɋɨɦɟɨ:  
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ȿɫɥɢ ɬɨɥɶɤɨ ɜɟɪɢɬɶ ɜ ɫɧɵ ɢ ɭɜɟɪɟɧɶɹ, 
Ɋɚɞɨɫɬɶ ɜɨɡɜɟɳɚɸɬ ɫɟɪɞɰɭ ɫɧɨɜɢɞɟɧɶɹ. 
ɂ ɥɢɤɭɟɬ ɫɟɪɞɰɟ, ɛɶɟɬɫɹ ɢ ɡɜɟɧɢɬ, 
ɂ ɦɟɧɹ ɜɨɡɧɨɫɢɬ ɤ ɧɟɛɟɫɚɦ ɜ ɡɟɧɢɬ. 
ɋɧɢɥɨɫɶ ɦɧɟ: ɩɪɢɯɨɞɢɬ ɦɢɥɚɹ Ⱦɠɭɥɶɟɬɬɚ. 
ə ɥɟɠɭ ɩɪɟɞ ɧɟɸ ɦɟɪɬɜ ɢ ɧɟɞɜɢɠɢɦ [10. ɋ. 169]. 

 
ȼ ɩɨɫɥɟɞɧɢɯ ɞɜɭɯ ɫɥɭɱɚɹɯ ɪɢɬɦɢɱɟɫɤɚɹ ɡɚɦɟɧɚ ɩɨɹɜɥɹɟɬɫɹ ɬɨɥɶɤɨ 

ɜ ɩɟɪɟɜɨɞɟ ɒɟɪɲɟɧɟɜɢɱɚ (ɨɧɚ ɧɟ ɧɚɛɥɸɞɚɟɬɫɹ, ɜ ɱɚɫɬɧɨɫɬɢ, ɧɢ ɭ Ƚɪɢ-
ɝɨɪɶɟɜɚ, ɧɢ ɭ Ȼɚɥɶɦɨɧɬɚ), ɱɬɨ ɩɨɡɜɨɥɹɟɬ ɫɮɨɪɦɭɥɢɪɨɜɚɬɶ ɝɢɩɨɬɟɡɭ  
ɨ ɬɨɦ, ɱɬɨ ɯɨɪɟɣ ɫɬɚɧɨɜɢɬɫɹ ɞɥɹ ɩɟɪɟɜɨɞɱɢɤɚ ɜɵɪɚɡɢɬɟɥɶɧɵɦ ɫɪɟɞ-
ɫɬɜɨɦ, ɚɤɰɟɧɬɢɪɭɸɳɢɦ ɨɫɨɛɟɧɧɭɸ ɥɢɪɢɱɧɨɫɬɶ ɫɢɬɭɚɰɢɢ, ɟɟ ɧɟ-ɛɵɬɨ-
ɜɨɣ ɯɚɪɚɤɬɟɪ. ɋɥɨɜɚ Ʌɨɪɟɧɰɨ, ɫɨɛɢɪɚɸɳɟɝɨ ɬɪɚɜɵ, ɧɚɩɨɦɢɧɚɸɬ ɡɚɝɨ-
ɜɨɪ; ɩɪɨɳɚɧɢɟ ɜɨɡɥɸɛɥɟɧɧɵɯ ɢ ɩɪɨɜɢɞɱɟɫɤɢɣ ɦɨɧɨɥɨɝ Ɋɨɦɟɨ – ɜɫɟ 
ɷɬɢ ɮɪɚɝɦɟɧɬɵ ɨɬɥɢɱɚɸɬɫɹ ɨɫɨɛɟɧɧɨɣ ɩɨɷɬɢɱɟɫɤɨɣ ɢ ɞɪɚɦɚɬɢɱɟɫɤɨɣ 
ɫɢɥɨɣ ɢ, ɜɟɪɨɹɬɧɨ, ɜ ɷɬɨɦ ɤɚɱɟɫɬɜɟ ɢ ɜɵɞɟɥɟɧɵ ɯɨɪɟɟɦ, ɧɟɨɠɢɞɚɧɧɨ 
ɩɪɢɛɥɢɠɚɹ ɞɚɧɧɵɣ ɬɟɤɫɬ ɤ ɪɭɫɫɤɨɣ ɧɚɪɨɞɧɨɣ ɹɡɵɤɨɜɨɣ ɫɬɢɯɢɢ. Ʉɚɤ 
ɨɬɦɟɱɚɟɬ Ɇ.Ʌ. Ƚɚɫɩɚɪɨɜ, ɭ ɷɬɨɝɨ ɪɚɡɦɟɪɚ ɟɫɬɶ ɨɱɟɧɶ ɯɚɪɚɤɬɟɪɧɵɣ ɫɟ-
ɦɚɧɬɢɱɟɫɤɢɣ ɨɪɟɨɥ: «6-ɫɬ. ɯɨɪɟɣ <…> ɬɪɚɞɢɰɢɨɧɧɵɣ ɪɚɡɦɟɪ ɪɭɫɫɤɨɝɨ 
ɮɨɥɶɤɥɨɪɚ ɢ ɟɝɨ ɢɦɢɬɚɰɢɣ» [42. ɋ. 308].  

ɉɪɢɯɨɬɥɢɜɵɣ, ɠɢɜɨɣ ɪɢɬɦ ɤɨɦɟɞɢɢ ɒɟɤɫɩɢɪɚ ɩɟɪɟɦɟɧɱɢɜ; ɩɨ-
ɫɤɨɥɶɤɭ ɨɧ ɜɚɪɶɢɪɭɟɬ ɨɬ ɩɪɨɡɵ ɤ ɹɦɛɭ, ɩɨɪɨɣ ɪɢɮɦɨɜɚɧɧɨɦɭ, ɡɚɪɢɮ-
ɦɨɜɚɧɧɵɟ ɫɬɪɨɤɢ ɩɪɢɨɛɪɟɬɚɸɬ ɤɨɧɬɟɤɫɬɭɚɥɶɧɨɟ ɡɧɚɱɟɧɢɟ ɫɢɥɶɧɵɯ 
ɦɟɫɬ ɬɟɤɫɬɚ, ɧɟɫɭɳɢɯ ɫɦɵɫɥɨɜɨɟ ɭɞɚɪɟɧɢɟ. ɒɟɪɲɟɧɟɜɢɱ ɧɟ ɜɫɟɝɞɚ ɫɨ-
ɯɪɚɧɹɟɬ ɪɢɮɦɭ ɜɧɭɬɪɢ ɨɬɞɟɥɶɧɵɯ ɤɚɪɬɢɧ. Ɍɚɤ, ɧɚɩɪɢɦɟɪ, ɭ ɒɟɤɫɩɢɪɚ: 
“Thou villain Capulet! – Hold me not, let me go1. / – <…> Thou shalt not stir 
one foot to seek a foe” [34. P. 7], ɚ ɜ ɩɟɪɟɜɨɞɟ: «Ⱥ, ɩɨɞɥɵɣ Ʉɚɩɭɥɟɬ! <…> 
ɉɭɫɬɢ ɦɟɧɹ, ɩɭɫɬɢ! / ɉɪɨɱɶ, ɝɨɜɨɪɸ. / – <…> ɇɚ ɲɚɝ ɧɟ ɨɬɩɭɳɭ ɹ!» 
[10. ɋ. 70].  

ȼɦɟɫɬɟ ɫ ɬɟɦ ɩɟɪɟɜɨɞɱɢɤ ɫɬɪɟɦɢɬɫɹ ɫɨɛɥɸɞɚɬɶ ɪɢɮɦɨɜɤɭ ɞɥɹ ɡɚ-
ɤɥɸɱɢɬɟɥɶɧɵɯ ɫɬɪɨɤ ɤɚɪɬɢɧ, ɤɨɝɞɚ ɨɧɚ ɟɫɬɶ ɜ ɨɪɢɝɢɧɚɥɟ: ɷɬɨ ɨɪɝɚɧɢ-
ɡɭɟɬ ɮɢɧɚɥ ɫɰɟɧɵ, ɩɪɢɞɚɜɚɹ ɡɚɪɢɮɦɨɜɚɧɧɨɦɭ ɜɵɫɤɚɡɵɜɚɧɢɸ ɩɪɢ-
ɡɧɚɤɢ ɚɮɨɪɢɫɬɢɱɧɨɫɬɢ. ɉɪɢɜɟɞɟɦ ɧɟɫɤɨɥɶɤɨ ɩɪɢɦɟɪɨɜ ɬɚɤɢɯ ɩɟɪɟɜɨ-
ɞɨɜ: «ɉɪɨɳɚɣ! Ɇɧɟ ɬɜɨɣ ɫɨɜɟɬ ɩɨɦɨɠɟɬ ɨɱɟɧɶ ɦɚɥɨ. / – <…>. ɇɟɬ, 
ɫɪɟɞɫɬɜɨ ɹ ɧɚɣɞɭ ɜɨ ɱɬɨ ɛɵ ɬɨ ɧɢ ɫɬɚɥɨ!» [10. ɋ. 77]; «ɉɨɣɞɭ ɨɛɟɞɚɬɶ ɹ. 
Ⱥ ɬɵ ɫɤɨɪɟɟ ɜ ɤɟɥɶɸ! – <…>. ɉɪɨɳɚɣ! Ɇɨɣ ɤ ɫɱɚɫɬɶɸ ɩɭɬɶ, ɤ ɨɬɪɚɞɟ 

 
1 Ʉɭɪɫɢɜ ɜ ɰɢɬɚɬɚɯ, ɟɫɥɢ ɧɟɬ ɢɧɨɝɨ ɭɤɚɡɚɧɢɹ, ɡɞɟɫɶ ɢ ɞɚɥɟɟ ɧɚɲ. – В.ɋ., Д.Ж.  
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ɢ ɜɟɫɟɥɶɸ!» [10. ɋ. 119]; «ɇɟ ɛɭɞɟɬ ɩɨɜɟɫɬɢ ɧɚ ɫɜɟɬɟ ɫɤɨɪɛɧɟɣ ɷɬɨɣ, / 
Ɉ, ɩɨɜɟɫɬɶ ɝɪɭɫɬɧɚɹ Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ» [10. ɋ. 185].   

ɉɨɪɨɣ ɩɟɪɟɜɨɞɱɢɤ, ɨɱɟɜɢɞɧɨ, ɩɨ ɧɟɨɩɵɬɧɨɫɬɢ, ɞɨɩɭɫɤɚɟɬ ɧɟɥɨɜ-
ɤɢɟ, ɩɥɨɯɨ ɡɜɭɱɚɳɢɟ ɮɪɚɡɵ, ɜɫɬɚɜɥɟɧɢɟ ɧɟɡɧɚɱɢɦɵɯ ɫɥɨɜ ɞɥɹ ɫɨɛɥɸ-
ɞɟɧɢɹ ɪɢɬɦɚ: «Ɇɟɧɹɟɬ ɨɛɥɢɤ ɫɜɨɣ ɥɭɧɚ ɜɟɞɶ ɤɚɠɞɵɣ ɦɟɫɹɰ. / Ɍɜɨɹ ɥɸ-
ɛɨɜɶ ɤɨ ɦɧɟ ɩɨɞɨɛɧɨɣ ɟɣ ɧɟ ɛɭɞɶ» [10. ɋ. 101]; «ɋ ɝɪɭɛɶɹɧɤɨɣ ɫɚɦ ɛɭɞɶ 
ɝɪɭɛ» [10. ɋ. 86], – ɬɚɜɬɨɥɨɝɢɢ: «Ɉɫɬɚɜɶ ɦɟɧɹ ɨɞɧɭ ɫ ɦɨɟɣ ɬɨɫɤɨɣ ɩɟ-
ɱɚɥɶɧɨɣ!» [10. ɋ. 103].  

Ɉɱɟɜɢɞɧɨ, ɱɬɨ ɧɚɢɛɨɥɟɟ ɜɚɠɧɵɦɢ ɝɟɪɨɹɦɢ ɫɩɟɤɬɚɤɥɹ ɫɬɚɧɨɜɹɬɫɹ 
Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɚ, ɩɨɫɬɚɧɨɜɤɚ ɩɪɟɠɞɟ ɜɫɟɝɨ ɩɨɫɜɹɳɟɧɚ ɢɫɬɨɪɢɢ ɢɯ 
ɫɬɪɚɫɬɢ. Ɍɚɢɪɨɜ ɩɢɫɚɥ: «“Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɚ” ɧɟ “ɫɥɚɞɤɚɹ ɩɟɫɧɶ ɩɟɪ-
ɜɨɣ ɥɸɛɜɢ”, ɚ ɫɢɦɮɨɧɢɹ ɞɟɪɡɧɨɜɟɧɧɨɣ ɢ ɫɬɪɚɫɬɧɨɣ, ɦɨɝɭɱɟɣ ɢ ɜɫɟ ɩɨ-
ɝɥɨɳɚɸɳɟɣ, ɩɪɟɤɪɚɫɧɨɣ ɢ ɠɟɫɬɨɤɨɣ ɥɸɛɨɜɧɨɣ ɫɬɢɯɢɢ» [23. ɋ. 20]. 
Ɋɟɠɢɫɫɟɪ ɩɨɞɱɟɪɤɢɜɚɥ: «ɋɩɟɤɬɚɤɥɶ ɤɨɧɫɬɪɭɢɪɭɟɬɫɹ ɬɚɤ: Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶ-
ɟɬɬɚ – ɞɜɚ ɢɡɜɟɱɧɵɯ ɨɛɪɚɡɚ ɥɸɛɨɜɧɢɤɨɜ, ɫɬɨɥɶ ɠɟ ɢɡɜɟɱɧɵɯ, ɤɚɤ Ⱦɭ-
ɲɢɚɧɯɚ ɢ ɋɚɤɭɧɬɚɥɚ, Ⱦɚɧɬɟ ɢ Ȼɟɚɬɪɢɱɟ, Ɍɪɢɫɬɚɧ ɢ ɂɡɨɥɶɞɚ – ɞɜɚ ɝɟɪɨɹ 
ɥɸɛɜɢ, ɞɜɚ ɠɟɪɬɜɟɧɧɵɯ ɧɨɫɢɬɟɥɹ ɟɟ ɢɡɜɟɱɧɨɣ ɫɬɢɯɢɢ» [23. ɋ. 19]. ɂɯ 
ɬɟɤɫɬ ɜ ɩɟɪɟɜɨɞɟ ɫɨɤɪɚɳɟɧ ɦɢɧɢɦɚɥɶɧɨ. ȿɫɥɢ ɪɟɱɢ ɞɪɭɝɢɯ ɩɟɪɫɨɧɚ-
ɠɟɣ ɱɚɫɬɨ ɫɬɚɧɨɜɹɬɫɹ ɤɨɪɨɱɟ (ɤɨɪɦɢɥɢɰɚ, Ɇɟɪɤɭɰɢɨ, Ʌɨɪɟɧɰɨ), ɬɨ 
ɫɥɨɜɚ Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ ɩɟɪɟɜɨɞɹɬɫɹ ɩɪɚɤɬɢɱɟɫɤɢ ɩɨɥɧɨɫɬɶɸ.  

ȼɚɠɧɟɣɲɢɦ ɜ ɞɪɚɦɚɬɢɱɟɫɤɨɣ ɫɬɪɭɤɬɭɪɟ ɬɟɤɫɬɚ ɹɜɥɹɟɬɫɹ ɩɟɪɜɵɣ 
ɞɢɚɥɨɝ Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ ɧɚ ɛɚɥɭ. ɉɟɪɟɜɨɞɱɢɤ ɬɳɚɬɟɥɶɧɨ ɨɬɪɚɠɚɟɬ 
ɤɭɪɬɭɚɡɧɭɸ ɢɝɪɭ-ɛɟɫɟɞɭ ɢ ɢɡɵɫɤɚɧɧɨ ɡɚɪɢɮɦɨɜɵɜɚɟɬ ɟɟ, ɧɟ ɫɨɛɥɸɞɚɹ, 
ɨɞɧɚɤɨ, ɫɬɪɨɝɨ ɬɢɩ ɪɢɮɦɨɜɤɢ: 

 
Ɋɨɦɟɨ <(Ⱦɠɭɥɶɟɬɬɟ)> 

Ɉ, ɟɫɥɢ ɨɫɤɜɟɪɧɢɥ, ɤɨɫɧɭɜɲɢɫɹ ɪɭɤɨɣ, 
Ɍɜɨɟɣ ɪɭɤɢ ɹ ɧɟɩɪɢɤɨɫɧɨɜɟɧɧɭɸ ɫɜɹɬɵɧɸ, 
ɉɨɡɜɨɥɶ ɦɨɢɦ ɝɭɛɚɦ, ɤɚɤ ɩɢɥɢɝɪɢɦɭ, ɧɵɧɟ 
ɋɦɵɬɶ ɩɨɰɟɥɭɹɦɢ ɫ ɪɭɤɢ ɫɥɟɞ ɝɪɟɲɧɵɣ ɦɨɣ. 

Ⱦɠɭɥɶɟɬɬɚ 
Ʉɚɫɚɧɶɟɦ ɪɭɤ ɬɜɨɢɯ ɧɟ ɨɫɤɜɟɪɧɢɥ ɧɟɜɨɥɶɧɨ, 
Ɉ ɫɬɪɚɧɧɢɤ ɫɬɪɚɧɧɵɣ, ɬɵ ɞɟɜɢɱɶɢɯ ɪɭɤ ɦɨɢɯ. 
Ⱦɨɪɨɠɧɨɸ ɪɭɤɨɣ ɤɚɫɚɬɶɫɹ ɪɭɤ ɫɜɹɬɵɯ 
Ⱦɨɫɬɨɢɧ ɩɢɥɢɝɪɢɦ ɩɪɨɫɬɨɣ ɢ ɛɨɝɨɦɨɥɶɧɵɣ. 

Ɋɨɦɟɨ 
ɋɜɹɬɵɦ ɢ ɫɬɪɚɧɧɢɤɚɦ ɭɫɬɚ ɪɚɜɧɨ ɞɚɧɵ. 

Ⱦɠɭɥɶɟɬɬɚ 
ɇɨ ɢɯ ɭɫɬɚ ɜɫɟɝɞɚ ɩɫɚɥɦɭ ɩɨɫɜɹɳɟɧɵ. 
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Ɋɨɦɟɨ 
Ɍɨɝɞɚ ɤ ɦɨɢɦ ɭɫɬɚɦ, ɫɜɹɬɚɹ, ɧɚɤɥɨɧɢɫɶ ɬɵ, 
ɑɬɨɛ ɢɯ ɫɩɚɫɬɢ ɨɬ ɦɭɤ ɫɜɨɢɦ ɥɨɛɡɚɧɶɟɦ ɱɢɫɬɵɦ. 

Ⱦɠɭɥɶɟɬɬɚ 
ɋɤɥɨɧɹɹɫɶ ɧɚ ɦɨɥɶɛɵ, ɧɟɞɜɢɠɟɧ ɥɢɤ ɫɜɹɬɵɯ. 

Ɋɨɦɟɨ 
ɇɟɛɟɫɧɚɹ! ɂ ɬɵ ɨɫɬɚɧɶɫɹ ɛɟɡ ɞɜɢɠɟɧɶɹ! 
Ʌɨɛɡɚɧɶɟɦ ɷɬɢɦ ɬɵ ɫɧɢɦɚɟɲɶ ɩɪɟɝɪɟɲɟɧɶɹ, 
ɂ ɜɨɬ ɬɜɨɢ ɭɫɬɚ ɝɪɟɯ ɫɧɹɥɢ ɫ ɭɫɬ ɦɨɢɯ. 

Ⱦɠɭɥɶɟɬɬɚ 
Ɂɚɬɨ ɬɟɩɟɪɶ ɬɨɬ ɝɪɟɯ ɭɫɬɚ ɦɨɢ ɬɪɟɜɨɠɢɬ. 

Ɋɨɦɟɨ 
Ƚɪɟɯ ɧɚ ɬɜɨɢɯ ɭɫɬɚɯ? Ɉ, ɫɥɚɞɨɫɬɧɵɣ ɭɤɨɪ! 
ȼɟɪɧɢ ɟɝɨ ɫɤɨɪɟɣ! Ɉɧ ɜɨɡɜɪɚɬɢɬɶɫɹ ɦɨɠɟɬ. 

Ⱦɠɭɥɶɟɬɬɚ 
Ɋɚɡɭɱɟɧ ɯɨɪɨɲɨ ɜɚɲ ɩɨɰɟɥɭɣ, ɫɢɧɶɨɪ [10. ɋ. 92–93]. 
 

ɇɟɤɨɬɨɪɵɟ ɫɬɪɨɤɢ ɞɚɧɧɨɝɨ ɪɚɡɝɨɜɨɪɚ ɒɟɪɲɟɧɟɜɢɱ ɡɚɢɦɫɬɜɭɟɬ, 
ɥɢɲɶ ɫɥɟɝɤɚ ɩɟɪɟɢɧɚɱɢɜ, ɢɡ ɩɟɪɟɜɨɞɚ Ƚɪɢɝɨɪɶɟɜɚ: ɬɚɤ, ɭ Ƚɪɢɝɨɪɶɟɜɚ 
ɟɫɬɶ ɫɬɪɨɤɢ: «ɋɜɹɬɵɦ ɢ ɫɬɪɚɧɧɢɤɭ ɪɚɜɧɨ ɭɫɬɚ ɞɚɧɵ»; «Ɇɨɥɢɬɜɟ ɢɯ 
ɭɫɬɚ ɩɨɫɜɹɳɟɧɵ»; «ɋɤɥɨɧɹɹɫɶ ɧɚ ɦɨɥɶɛɵ, ɧɟɞɜɢɠɟɧ ɥɢɤ ɫɜɹɬɵɯ»; 
«Ɍɜɨɢ ɭɫɬɚ ɝɪɟɯ ɫɧɹɥɢ ɫ ɭɫɬ ɦɨɢɯ» [38. ɋ. 32].   

ɒɟɪɲɟɧɟɜɢɱ ɫɬɪɟɦɢɬɫɹ ɩɟɪɟɞɚɬɶ ɢ ɢɡɹɳɧɭɸ ɢɝɪɭ ɨɛɪɚɡɚɦɢ, ɢ ɤɨɦ-
ɦɭɧɢɤɚɬɢɜɧɭɸ ɫɢɬɭɚɰɢɸ. Ɍɚɤ, ɜ ɩɟɪɜɨɣ ɫɬɪɨɤɟ ɩɟɪɟɜɨɞɚ ɩɨɹɜɥɹɟɬɫɹ 
ɭɬɨɱɧɟɧɢɟ «ɫɜɹɬɵɧɹ ɬɜɨɟɣ ɪɭɤɢ», ɱɬɨ ɧɟ ɫɪɚɡɭ ɹɫɧɨ ɢɡ ɬɟɤɫɬɚ ɒɟɤɫ-
ɩɢɪɚ; ɨɧ ɞɨɛɚɜɥɹɟɬ ɤ ɫɥɨɜɚɦ Ɋɨɦɟɨ ɩɪɨɫɶɛɭ ɧɚɤɥɨɧɢɬɶɫɹ (ɞɥɹ ɩɨɰɟɥɭɹ), 
ɱɬɨ ɩɨɦɨɝɚɟɬ ɨɛɵɝɪɚɬɶ ɫɥɨɜɚ Ⱦɠɭɥɶɟɬɬɵ ɨ ɧɟɩɨɞɜɢɠɧɨɫɬɢ ɫɜɹɬɵɯ. 
ɒɟɪɲɟɧɟɜɢɱ, ɤɚɤ ɢ ɩɪɟɞɵɞɭɳɢɟ ɩɟɪɟɜɨɞɱɢɤɢ, ɧɟ ɧɚɯɨɞɢɬ ɜɨɡɦɨɠɧɨ-
ɫɬɢ ɬɨɱɧɨ ɩɟɪɟɜɟɫɬɢ ɜɨɫɶɦɭɸ ɫɬɪɨɤɭ ɫ ɟɟ ɢɝɪɨɣ ɫɥɨɜ, ɝɞɟ Ⱦɠɭɥɶɟɬɬɚ 
ɝɨɜɨɪɢɬ, ɞɨɫɥɨɜɧɨ, «ɥɚɞɨɧɶɸ ɤ ɥɚɞɨɧɢ – ɜɨɬ ɩɨɰɟɥɭɣ ɫɜɹɬɵɯ ɩɢɥɢɝɪɢ-
ɦɨɜ» (“And palm to palm is holy palmers’ kiss” [34. P. 33]). Ƚɞɟ-ɬɨ ɩɟɪɟ-
ɜɨɞɱɢɤ ɞɨɩɭɫɤɚɟɬ ɭɩɪɨɳɟɧɢɟ ɨɛɪɚɡɚ: ɬɚɤ, ɜ ɨɪɢɝɢɧɚɥɟ ɫɤɚɡɚɧɨ “lest 
faith turn to despair”, «ɱɬɨɛɵ ɜɟɪɚ ɧɟ ɨɛɟɪɧɭɥɚɫɶ ɨɬɱɚɹɧɢɟɦ», ɚ ɜ ɩɟɪɟ-
ɜɨɞɟ «ɫɩɚɫɬɢ ɨɬ ɦɭɤ»; ɝɞɟ-ɬɨ ɜɜɨɞɢɬ ɫɨɛɫɬɜɟɧɧɭɸ ɢɝɪɭ ɫɥɨɜ: «Ɉ ɫɬɪɚɧ-
ɧɢɤ ɫɬɪɚɧɧɵɣ».  

Ɋɚɫɫɦɨɬɪɢɦ ɩɟɪɜɵɣ ɦɨɧɨɥɨɝ Ɋɨɦɟɨ ɩɨɞ ɛɚɥɤɨɧɨɦ ɭ Ⱦɠɭɥɶɟɬɬɵ ɜɨ 
ɜɬɨɪɨɣ ɤɚɪɬɢɧɟ ɜɬɨɪɨɝɨ ɞɟɣɫɬɜɢɹ. ɒɟɪɲɟɧɟɜɢɱ ɨɩɭɫɤɚɟɬ ɞɜɟ ɫɬɪɨɤɢ 
ɨ ɞɟɜɫɬɜɟɧɧɢɰɚɯ-«ɜɟɫɬɚɥɤɚɯ», ɫɥɭɠɢɬɟɥɶɧɢɰɚɯ Ʌɭɧɵ-Ⱦɢɚɧɵ, ɱɬɨ, ɜɟ-
ɪɨɹɬɧɨ, ɬɪɟɛɨɜɚɥɨ ɢɡɥɢɲɧɟɝɨ ɤɭɥɶɬɭɪɨɥɨɝɢɱɟɫɤɨɝɨ ɤɨɦɦɟɧɬɚɪɢɹ. Ɍɚɤɠɟ 
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ɦɨɠɧɨ ɨɬɦɟɬɢɬɶ ɫɬɪɟɦɥɟɧɢɟ ɩɟɪɟɜɨɞɱɢɤɚ ɤ ɢɡɛɟɝɚɧɢɸ ɚɧɠɚɦɛɟɦɚɧɚ 
ɢ ɨɛɢɥɢɟ ɜɨɫɤɥɢɰɚɬɟɥɶɧɵɯ ɡɧɚɤɨɜ: ɨɛɚ ɷɬɢ ɫɪɟɞɫɬɜɚ ɹɜɧɨ ɧɚɩɪɚɜɥɟɧɵ 
ɧɚ ɭɩɪɨɳɟɧɢɟ ɭɫɬɧɨɝɨ ɩɪɨɢɡɧɟɫɟɧɢɹ ɬɟɤɫɬɚ. ɉɪɢɜɟɞɟɦ ɩɨɤɚɡɚɬɟɥɶɧɨɟ 
ɱɟɬɜɟɪɨɫɬɢɲɢɟ ɒɟɤɫɩɢɪɚ:  

 
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], 
 

ɢ ɩɟɪɟɜɨɞ ɒɟɪɲɟɧɟɜɢɱɚ:  
 
Ɍɨɝɞɚ ɩɨɦɟɪɤɥɢ ɛ ɡɜɟɡɞɵ ɪɹɞɨɦ ɫ ɛɥɟɫɤɨɦ ɳɟɤ, 
Ʉɚɤ ɦɟɪɤɧɟɬ ɥɚɦɩɵ ɫɜɟɬ ɩɪɟɞ ɹɪɤɢɦ ɫɜɟɬɨɦ ɩɨɥɞɧɹ! 
Ⱥ ɨɱɢ ɜ ɧɟɛɟɫɚɯ ɬɚɤɨɣ ɛɵ ɫɜɟɬ ɫɬɪɭɢɥɢ, 
ɑɬɨ ɩɬɢɱɢɣ ɯɨɪ ɡɚɩɟɥ, ɩɪɢɧɹɜ ɡɚ ɩɨɥɞɟɧɶ ɧɨɱɶ [10. ɋ. 98]. 
 

ɂɡɛɟɝɚɹ ɩɟɪɟɧɨɫɚ ɩɪɟɞɥɨɠɟɧɢɹ ɡɚ ɝɪɚɧɢɰɭ ɫɬɪɨɤɢ, ɒɟɪɲɟɧɟɜɢɱ 
ɫɨɡɞɚɟɬ ɷɤɜɢɪɢɬɦɢɱɧɵɣ ɢ ɞɨɫɬɚɬɨɱɧɨ ɬɨɱɧɵɣ ɜɚɪɢɚɧɬ ɩɟɪɟɜɨɞɚ, ɛɵɬɶ 
ɦɨɠɟɬ, ɞɚɠɟ ɫɥɢɲɤɨɦ ɬɨɱɧɵɣ: ɜ ɱɚɫɬɧɨɫɬɢ, ɧɟ ɨɱɟɧɶ ɟɫɬɟɫɬɜɟɧɧɨ ɞɥɹ 
ɪɭɫɫɤɨɝɨ ɹɡɵɤɚ ɡɜɭɱɢɬ ɩɟɪɟɜɨɞ ɜɵɪɚɠɟɧɢɹ brightness of her cheek, «ɹɪ-
ɤɨɫɬɶ / ɫɢɹɧɢɟ / ɛɥɟɫɤ ɳɟɤɢ». ɉɟɪɟɜɨɞɱɢɤɢ ɩɟɪɟɞɚɜɚɥɢ ɷɬɨɬ ɨɛɨɪɨɬ ɩɨ-
ɪɚɡɧɨɦɭ: ɳɟɤ ɪɭɦɹɧɟɰ (Ɋɨɫɤɨɜɲɟɧɤɨ), ɛɥɟɫɤ ɥɚɧɢɬ (Ƚɪɢɝɨɪɶɟɜ), ɪɭɦɹ-
ɧɟɰ ɥɚɧɢɬ (Ƚɪɟɤɨɜ), ɛɥɟɫɤ ɳɟɤɢ (Ʉɭɫɤɨɜ), ɫɜɟɬ ɳɟɤ (Ȼɚɥɶɦɨɧɬ), ɛɥɟɫɤ 
ɥɢɰɚ (Ɋɚɞɥɨɜɚ). ɇɟɤɨɬɨɪɵɟ ɩɟɪɟɜɨɞɱɢɤɢ ɢ ɜɨɜɫɟ ɭɯɨɞɹɬ ɨɬ ɭɩɨɦɢɧɚɧɢɹ 
ɳɟɤ: «Ɉ, ɧɚ ɟɟ ɥɢɰɟ ɩɨɦɟɪɤɥɢ ɛ ɡɜɟɡɞɵ!» (Ʉɚɬɤɨɜ), ɜɧɨɜɶ ɝɨɜɨɪɹ ɨ ɛɥɟɫɤɟ 
ɝɥɚɡ (ɋɨɤɨɥɨɜɫɤɢɣ, ɉɚɫɬɟɪɧɚɤ). Ɉɞɧɚɤɨ ɭɩɨɦɢɧɚɧɢɟ ɳɟɤɢ ɡɞɟɫɶ ɥɟɣɬ-
ɦɨɬɢɜɧɨ ɩɨɜɬɨɪɹɟɬɫɹ ɜ ɩɨɫɥɟɞɧɢɯ ɫɬɪɨɤɚɯ: «O, that I were a glove upon 
that hand, / That I might touch that cheek!» [34. P. 39], ɱɬɨ ɒɟɪɲɟɧɟɜɢɱ 
ɬɚɤɠɟ ɩɟɪɟɞɚɟɬ ɞɨɫɬɚɬɨɱɧɨ ɬɨɱɧɨ: «Ɉ, ɤɚɤ ɯɨɬɟɥ ɛɵ ɛɵɬɶ ɩɟɪɱɚɬɤɨɣ 
ɧɚ ɪɭɤɟ, / ɑɬɨɛɵ ɦɟɧɹ ɳɟɤɚ, ɫɤɥɨɧɹɹɫɹ, ɤɚɫɚɥɚɫɶ!» [10. ɋ. 98]. 

Ʌɭɱɲɢɟ ɫɬɪɨɤɢ, ɢɫɩɨɥɧɟɧɧɵɟ ɧɚɫɬɨɹɳɟɣ ɩɨɷɡɢɢ ɜɤɭɩɟ ɫ ɠɢɜɨɫɬɶɸ 
ɪɟɱɢ, ɩɪɢɧɚɞɥɟɠɚɬ ɜ ɷɬɨɦ ɩɟɪɟɜɨɞɟ ɢɦɟɧɧɨ ɝɥɚɜɧɵɦ ɝɟɪɨɹɦ. Ɍɚɤ,  
ɜ ɱɚɫɬɧɨɫɬɢ, ɨɱɟɧɶ ɟɫɬɟɫɬɜɟɧɧɨ ɡɜɭɱɢɬ ɨɛɪɚɳɟɧɢɟ Ⱦɠɭɥɶɟɬɬɵ ɤ Ɋɨɦɟɨ, 
ɫ ɱɟɬɤɨɣ ɫɢɧɬɚɤɫɢɱɟɫɤɨɣ ɫɬɪɭɤɬɭɪɨɣ ɢ ɹɫɧɨɣ ɨɛɪɚɡɧɨɣ ɫɢɫɬɟɦɨɣ:  

 
ɇɟɬ, ɧɟ ɤɥɹɧɢɫɶ! ɇɟ ɧɚɞɨ! 
ɏɨɬɶ ɪɚɞɨɫɬɟɧ ɬɵ ɦɧɟ, ɧɟ ɪɚɞɨɫɬɟɧ ɫɨɸɡ ɧɚɲ! 
Ɉɧ ɫɥɢɲɤɨɦ ɛɵɫɬɪ ɢ ɫɤɨɪ, ɧɚ ɦɨɥɧɢɸ ɩɨɯɨɠ: 
ȿɟ ɬɵ ɜɢɞɢɲɶ ɜ ɦɢɝ, ɤɨɝɞɚ ɨɧɚ ɭɠ ɫɤɪɵɥɚɫɶ! 
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ȼɨɡɥɸɛɥɟɧɧɵɣ, ɩɪɨɳɚɣ! ɋɩɨɤɨɣɧɨɣ ɧɨɱɢ, ɦɢɥɵɣ! 
Ȼɵɬɶ ɦɨɠɟɬ, ɰɜɟɬ ɥɸɛɜɢ, ɩɪɢ ɧɚɲɟɣ ɧɨɜɨɣ ɜɫɬɪɟɱɟ 
ɉɨɪɨɸ ɥɟɬɧɟɣ, ɪɚɫɰɜɟɬɟɬ ɛɥɚɝɨɭɯɚɧɧɨ. 
ȼɨɡɥɸɛɥɟɧɧɵɣ, ɩɪɨɳɚɣ! Ⱦɚ ɛɭɞɟɬ ɫɨɧ ɬɜɨɣ ɫɥɚɞɨɤ, 
Ʉɚɤ ɛɭɞɟɬ ɫɥɚɞɨɤ ɨɧ ɦɨɟɣ ɞɭɲɟ ɬɟɩɟɪɶ [10. ɋ. 102]. 

 
Ⱦɨɫɬɚɬɨɱɧɨ ɬɨɱɧɵɣ, ɜɵɪɚɡɢɬɟɥɶɧɵɣ, ɹɫɧɵɣ ɩɟɪɟɜɨɞ ɢ ɫɥɟɞɭɸɳɟɝɨ 

ɜɨɡɦɭɳɟɧɧɨɝɨ ɦɨɧɨɥɨɝɚ Ⱦɠɭɥɶɟɬɬɵ, ɤɨɬɨɪɚɹ ɫɢɥɶɧɨ ɦɟɧɹɟɬɫɹ ɜ ɬɟɱɟ-
ɧɢɟ ɩɶɟɫɵ ɢ ɡɞɟɫɶ ɩɪɟɞɫɬɚɟɬ ɭɠɟ ɝɧɟɜɧɨɣ, ɩɨɜɡɪɨɫɥɟɜɲɟɣ:  
 

Ʉɥɹɧɭɫɶ ɫɜɹɬɵɦ ɉɟɬɪɨɦ! Ʉɥɹɧɭɫɶ ɉɟɬɪɨɜɵɦ ɯɪɚɦɨɦ, 
ɋɱɚɫɬɥɢɜɨɸ ɠɟɧɨɣ ɧɟ ɛɭɞɭ ɹ ɟɦɭ. 
ɉɨɫɩɟɲɧɨɫɬɢ ɞɢɜɥɸɫɶ! Ⱦɠɭɥɶɟɬɬɭ ɜɵɞɚɬɶ ɡɚɦɭɠ 
Ɍɨɝɞɚ, ɤɨɝɞɚ ɠɟɧɢɯ ɟɣ ɫɥɨɜɚ ɧɟ ɫɤɚɡɚɥ! 
Ɇɟɧɹ ɨɧ ɧɟ ɫɩɪɨɫɢɥ: «ɋɨɝɥɚɫɧɵ ɥɶ ɜɵ, Ⱦɠɭɥɶɟɬɬɚ?» 
ɉɪɨɲɭ ɜɚɫ ɩɟɪɟɞɚɬɶ ɨɬɰɭ ɢ ɝɨɫɩɨɞɢɧɭ, 
ɑɬɨ ɡɚɦɭɠ ɧɟ ɯɨɱɭ, ɱɬɨ ɡɚɦɭɠ ɹ ɧɟ ɜɵɣɞɭ. 
Ʉɨɝɞɚ ɠ ɹ ɡɚɯɨɱɭ, ɬɨɝɞɚ, ɤɥɹɧɭɫɹ ɧɟɛɨɦ, 
Ɋɨɦɟɨ ɧɟɧɚɜɢɫɬɧɵɣ ɫɬɚɧɟɬ ɦɭɠɟɦ ɦɧɟ 
ɋɤɨɪɟɟ, ɱɟɦ ɉɚɪɢɫ! ȼɨɬ ɜɵɞɭɦɚɥɢ ɩɪɚɡɞɧɢɤ! [10. ɋ. 147-148]. 

 
Ʌɭɱɲɢɟ ɮɪɚɝɦɟɧɬɵ ɩɟɪɟɜɨɞɚ ɨɬɦɟɱɟɧɵ ɢ ɩɨɷɬɢɱɧɨɫɬɶɸ, ɢ ɹɫɧɨ-

ɫɬɶɸ, ɢ ɞɢɧɚɦɢɤɨɣ. Ɍɚɤ Ɋɨɦɟɨ, ɢɞɭɳɢɣ ɧɚ ɛɚɥ, ɩɪɢɡɧɚɟɬɫɹ ɜ ɫɜɨɢɯ 
ɫɦɭɬɧɵɯ ɬɹɠɟɥɵɯ ɩɪɟɞɱɭɜɫɬɜɢɹɯ: 

 
ɂ ɧɵɧɱɟ ɞɥɹ ɦɟɧɹ ɨɬɤɪɨɟɬɫɹ ɧɚɱɚɥɨ 
Ɍɨɝɨ, ɱɬɨ ɫɤɨɪɨ ɧɢɬɶ ɫɭɞɶɛɵ ɦɨɟɣ ɩɨɪɜɟɬ. 
ɇɨ ɤɨɪɦɱɢɣ, ɩɪɚɜɹɳɢɣ ɪɭɥɟɦ ɦɨɟɣ ɜɫɟɣ ɠɢɡɧɢ, – 
Ɇɨɣ ɩɚɪɭɫ ɧɚɩɪɚɜɥɹɣ! ɋɢɧɶɨɪɵ! ȼ ɩɭɬɶ! ȼɩɟɪɟɞ! [10. ɋ. 89]. 

 
Ɍɚɤɠɟ ɒɟɪɲɟɧɟɜɢɱɭ ɭɞɚɸɬɫɹ ɚɮɨɪɢɫɬɢɱɟɫɤɢɟ ɮɪɚɡɵ, ɬɚɤɢɟ ɤɚɤ 

ɫɥɨɜɚ Ɋɨɦɟɨ: “He jests at scars that never felt a wound” [34. P. 38] – «Ʉɬɨ 
ɪɚɧɟɧ ɧɟ ɛɵɜɚɥ, ɫɦɟɟɬɫɹ ɬɨɬ ɧɚɞ ɪɚɧɨɣ!» [10. ɋ. 97]. 

Ɉɛɪɚɳɟɧɢɹ Ⱦɠɭɥɶɟɬɬɵ ɤ Ɋɨɦɟɨ ɒɟɪɲɟɧɟɜɢɱ ɩɟɪɟɜɨɞɢɬ ɧɟɩɪɢ-
ɜɵɱɧɨ: ɱɚɫɬɨ ɭɩɨɬɪɟɛɥɹɟɬɫɹ ɷɩɢɬɟɬ ɫɬɪɨɣɧɵɣ (ɤɚɤ ɷɤɜɢɜɚɥɟɧɬ dear): 
«ɨ ɦɨɣ Ɇɨɧɬɟɤɤɢ ɫɬɪɨɣɧɵɣ!» [10. ɋ. 101]; «Ɋɨɦɟɨ! ɋɬɪɨɣɧɵɣ ɦɨɣ!» 
[10. ɋ. 103], ɚ ɧɚ ɦɟɫɬɟ gentleman – «ɸɧɨɲɚ ɤɪɚɫɢɜɵɣ ɢ ɩɪɟɤɪɚɫɧɵɣ» [10. 
ɋ. 101]. Ɋɨɦɟɨ ɠɟ ɱɚɫɬɨ ɨɛɪɚɳɚɟɬɫɹ ɤ ɜɨɡɥɸɛɥɟɧɧɨɣ ɥɸɛɨɜɶ – ɤɚɤ ɷɤ-
ɜɢɜɚɥɟɧɬ fair maid [10. ɋ. 99], my dear [10. ɋ. 104] ɢ ɞɪ.  

ɂɧɬɟɪɟɫɧɨ ɨɬɦɟɬɢɬɶ, ɱɬɨ ɨɞɧɨɣ ɢɡ ɱɟɪɬ ɩɟɪɟɜɨɞɚ ɫɬɚɥɚ ɨɪɢɟɧɬɚɰɢɹ, 
ɨɱɟɜɢɞɧɨ, ɢɞɭɳɚɹ ɨɬ Ɍɚɢɪɨɜɚ, ɧɚ ɫɬɪɚɫɬɧɨɫɬɶ ɥɸɛɜɢ ɜ ɩɶɟɫɟ. Ɍɚɤ, 
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ɪɟɠɢɫɫɟɪ ɩɢɲɟɬ: «…ɥɸɛɨɜɶ Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ ɛɵɥɚ ɫɢɥɶɧɨɣ, ɤɪɟɩ-
ɤɨɣ, ɡɞɨɪɨɜɨɣ, ɝɨɥɨɫ ɫɟɪɞɰɚ ɢ ɝɨɥɨɫ ɤɪɨɜɢ ɡɜɭɱɚɥɢ ɭ ɧɢɯ ɜ ɭɧɢɫɨɧ ɢ 
ɞɟɥɚɥɢ ɢɯ ɧɟ ɛɟɫɩɥɨɞɧɵɦɢ ɦɟɱɬɚɬɟɥɹɦɢ, ɬɨɦɧɨ ɜɡɞɵɯɚɸɳɢɦɢ ɨ ɥɸɛɜɢ, 
ɤɚɤ ɨ ɧɟɤɬɚɪɟ ɫɟɪɞɰɚ, ɚ ɫɬɪɚɫɬɧɵɦɢ, ɫɬɪɟɦɹɳɢɦɢ ɥɸɛɨɜɧɢɤɚɦɢ, ɜ ɫɬɪɚ-
ɫɬɢ ɢ ɫɬɪɟɦɥɟɧɢɢ ɤɨɬɨɪɵɯ ɢ ɬɚɢɥɫɹ ɬɪɚɝɢɱɟɫɤɢɣ ɮɢɧɚɥ ɢɯ ɛɭɪɧɨɣ 
ɥɸɛɜɢ» [23. ɋ. 20]. ɂ ɒɟɪɲɟɧɟɜɢɱ ɩɨɫɥɟɞɨɜɚɬɟɥɶɧɨ ɩɟɪɟɞɚɟɬ «ɧɟ-
ɫɤɪɨɦɧɨɫɬɢ» ɒɟɤɫɩɢɪɚ: «Ɇɧɟ ɧɚɫɬɚɜɥɟɧɶɟ ɞɚɣ, ɤɚɤ ɜɵɢɝɪɚɬɶ ɦɧɟ 
ɛɢɬɜɭ, / ȼ ɤɨɬɨɪɨɣ ɩɨɬɟɪɹɬɶ ɞɨɥɠɧɚ ɹ ɧɟɩɨɪɨɱɧɨɫɬɶ» [10. ɋ. 129]; «ɉɨ 
ɷɬɨɦɭ ɩɭɬɢ Ɋɨɦɟɨ ɦɨɣ ɩɪɟɤɪɚɫɧɵɣ / ɉɪɢɣɬɢ ɜ ɧɨɱɢ ɯɨɬɟɥ ɤ ɩɨɫɬɟɥɢ 
ɧɚɲɟɣ ɛɪɚɱɧɨɣ» [10. ɋ. 133]; «ɉɭɫɤɚɣ ɦɨɸ ɧɟɜɢɧɧɨɫɬɶ, / ɋɦɟɪɬɶ, ɬɵ 
ɜɨɡɶɦɟɲɶ, ɤɨɥɶ ɜɡɹɬɶ Ɋɨɦɟɨ ɧɟ ɫɭɦɟɥ» [10. ɋ. 133]. 

Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɒɟɪɲɟɧɟɜɢɱ, ɫɨɤɪɚɳɚɹ ɒɟɤɫɩɢɪɚ ɢ ɩɨɪɨɣ ɛɭɞɭɱɢ 
ɧɟɫɤɨɥɶɤɨ ɧɟɥɨɜɨɤ – ɜɨɡɦɨɠɧɨ, ɢɡ-ɡɚ ɫɩɟɲɤɢ, ɜɵɡɜɚɧɧɨɣ ɬɟɚɬɪɚɥɶ-
ɧɵɦɢ ɭɫɥɨɜɢɹɦɢ, – ɜ ɰɟɥɨɦ ɞɨɛɢɜɚɟɬɫɹ ɞɨɫɬɚɬɨɱɧɨɣ ɬɨɱɧɨɫɬɢ ɩɟɪɟ-
ɜɨɞɚ, ɜ ɬɨ ɠɟ ɜɪɟɦɹ ɫɨɯɪɚɧɹɹ ɨɪɢɟɧɬɚɰɢɸ ɧɚ ɪɚɡɝɨɜɨɪɧɭɸ ɪɟɱɶ, ɭɞɨɛ-
ɫɬɜɨ ɩɪɨɢɡɧɟɫɟɧɢɹ. ȼ ɬɪɚɤɬɨɜɤɟ ɩɶɟɫɵ – ɜ ɟɟ ɫɨɤɪɚɳɟɧɢɢ, ɫɬɢɥɢɫɬɢɤɟ, 
ɫɦɵɫɥɨɜɵɯ ɞɨɦɢɧɚɧɬɚɯ – ɨɧ, ɨɱɟɜɢɞɧɨ, ɨɪɢɟɧɬɢɪɭɟɬɫɹ ɧɚ ɬɪɟɛɨɜɚɧɢɹ 
ɪɟɠɢɫɫɟɪɚ Ɍɚɢɪɨɜɚ; ɨɞɧɚɤɨ ɟɝɨ ɩɟɪɟɜɨɞ ɬɪɚɝɟɞɢɢ ɹɜɥɹɟɬɫɹ ɧɟ ɬɨɥɶɤɨ 
ɬɟɤɫɬɨɦ ɞɥɹ ɬɟɚɬɪɚ, ɧɨ ɢ ɫɚɦɨɫɬɨɹɬɟɥɶɧɵɦ ɩɪɨɢɡɜɟɞɟɧɢɟɦ, ɨɞɧɨɣ ɢɡ 
ɢɧɬɟɪɟɫɧɵɯ ɫɬɪɚɧɢɰ ɪɭɫɫɤɨɝɨ ɒɟɤɫɩɢɪɚ. 

ɏɚɪɚɤɬɟɪɧɵɦɢ ɱɟɪɬɚɦɢ ɩɟɪɟɜɨɞɚ ɒɟɪɲɟɧɟɜɢɱɚ, ɬɚɤɢɦ ɨɛɪɚɡɨɦ, 
ɫɬɚɥɢ:  

– ɨɪɢɟɧɬɚɰɢɹ ɧɚ ɫɜɨɛɨɞɧɵɣ ɪɚɡɝɨɜɨɪɧɵɣ ɫɢɧɬɚɤɫɢɫ ɢ ɥɟɤɫɢɤɭ; 
– ɧɟɤɨɬɨɪɨɟ ɫɨɤɪɚɳɟɧɢɟ ɨɛɴɟɦɚ ɩɶɟɫɵ ɩɨ ɫɨɨɬɧɨɲɟɧɢɸ ɫ ɨɪɢɝɢ-

ɧɚɥɨɦ;  
– ɫɨɯɪɚɧɟɧɢɟ ɩɪɚɤɬɢɱɟɫɤɢ ɜ ɩɨɥɧɨɦ ɨɛɴɟɦɟ ɪɟɱɢ ɝɥɚɜɧɵɯ ɝɟɪɨɟɜ, 

Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ; 
– ɞɨɫɬɚɬɨɱɧɚɹ ɫɜɨɛɨɞɚ ɩɟɪɟɜɨɞɱɟɫɤɢɯ ɡɚɦɟɧ ɩɪɢ ɩɟɪɟɜɨɞɟ ɤɨɦɢɱɟ-

ɫɤɢɯ ɤɚɥɚɦɛɭɪɨɜ ɢ ɢɝɪɵ ɫɥɨɜ; 
– ɫɬɪɨɝɨɟ ɫɨɛɥɸɞɟɧɢɟ ɪɚɡɦɟɪɚ ɨɪɢɝɢɧɚɥɚ (ɩɹɬɢɫɬɨɩɧɵɣ ɹɦɛ) ɫ ɪɟɞ-

ɤɢɦ ɩɟɪɟɯɨɞɨɦ ɧɚ ɲɟɫɬɢɫɬɨɩɧɵɣ ɯɨɪɟɣ; 
– ɩɟɪɢɨɞɢɱɟɫɤɨɟ ɞɨɛɚɜɥɟɧɢɟ ɚɧɚɮɨɪɵ; 
– ɧɟɫɬɪɨɝɨɟ ɫɨɛɥɸɞɟɧɢɟ ɩɨɹɜɥɹɸɳɟɣɫɹ ɪɢɮɦɨɜɤɢ, ɨɞɧɚɤɨ ɬɹɝɨɬɟ-

ɧɢɟ ɤ ɟɟ ɫɨɛɥɸɞɟɧɢɸ ɜ ɤɨɧɰɟ ɤɚɪɬɢɧ.   
Ɍɚɢɪɨɜ, ɜɟɪɨɹɬɧɨ, ɨɫɬɚɥɫɹ ɞɨɜɨɥɟɧ ɩɟɪɟɜɨɞɨɦ, ɤɨɬɨɪɵɣ ɨɬɪɚɠɚɥ 

ɟɝɨ ɨɳɭɳɟɧɢɟ ɨɬ ɬɟɤɫɬɚ ɒɟɤɫɩɢɪɚ: ɜɫɤɨɪɟ ɩɨɫɥɟ ɩɪɟɦɶɟɪɵ ɜ ɫɜɨɟɣ 
ɫɬɚɬɶɟ ɨ ɫɩɟɤɬɚɤɥɟ ɨɧ ɰɢɬɢɪɭɟɬ ɩɟɪɟɜɨɞ ɒɟɪɲɟɧɟɜɢɱɚ, ɩɨɞɬɜɟɪɠɞɚɹ 
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ɫɨɛɫɬɜɟɧɧɵɟ ɬɟɡɢɫɵ [23. ɋ. 21]. ɇɨ ɫɚɦ ɒɟɪɲɟɧɟɜɢɱ, ɨɱɟɜɢɞɧɨ, ɧɟ ɛɵɥ 
ɩɨɥɧɨɫɬɶɸ ɭɞɨɜɥɟɬɜɨɪɟɧ ɪɟɡɭɥɶɬɚɬɨɦ ɫɨɛɫɬɜɟɧɧɨɣ ɪɚɛɨɬɵ. ɇɟɫɥɭ-
ɱɚɣɧɨ ɨɧ ɩɢɫɚɥ ɫɩɭɫɬɹ ɞɜɚ ɝɨɞɚ ɩɨɫɥɟ ɩɪɟɦɶɟɪɵ «Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶ-
ɟɬɬɵ», ɪɚɡɦɵɲɥɹɹ ɨ ɒɟɤɫɩɢɪɟ: «ɉɟɪɟɞɟɥɵɜɚɬɶ ɟɝɨ, ɨɫɨɜɪɟɦɟɧɢɜɚɬɶ 
ɟɝɨ – ɜɪɹɞ ɥɢ ɫɬɨɢɬ. Ɇɨɠɧɨ ɟɳɟ ɧɚɩɢɫɚɬɶ ɧɨɜɨɝɨ “Ɋɨɦɟɨ”, ɧɨɜɨɝɨ 
“Ɉɬɟɥɥɨ”, ɨɫɬɚɜɢɜ ɬɨɥɶɤɨ ɮɚɛɭɥɭ. ɇɨ ɷɬɨ ɜɫɟɝɞɚ ɪɢɫɤɨɜɚɧɧɨ: ɦɨɠɧɨ 
ɧɚɩɢɫɚɬɶ ɯɭɠɟ, ɱɟɦ ɭ ɒɟɤɫɩɢɪɚ» [13].  

Ɉɩɵɬ ɪɚɛɨɬɵ ɫ ɒɟɤɫɩɢɪɨɦ ɜ ɩɟɪɟɜɨɞɚɯ ɢ ɚɞɚɩɬɚɰɢɹɯ ɩɪɢɜɟɥ ɒɟɪ-
ɲɟɧɟɜɢɱɚ ɤ ɮɨɪɦɭɥɢɪɨɜɤɟ ɫɨɛɫɬɜɟɧɧɵɯ ɩɪɢɧɰɢɩɨɜ ɩɟɪɟɜɨɞɚ, ɜɵɫɤɚ-
ɡɚɧɧɵɯ ɜ 1940 ɝ., ɬɨ ɟɫɬɶ ɫɩɭɫɬɹ ɩɨɱɬɢ 20 ɥɟɬ ɩɨɫɥɟ ɪɚɛɨɬɵ ɫ Ɍɚɢɪɨɜɵɦ. 
ȼɩɟɪɜɵɟ ɨɩɭɛɥɢɤɨɜɚɧɧɵɣ ɜ 2022 ɝ. [16], ɟɝɨ ɞɨɤɥɚɞ ɧɚ ɒɟɤɫɩɢɪɨɜ-
ɫɤɨɣ ɤɨɧɮɟɪɟɧɰɢɢ ɩɪɟɞɫɬɚɜɥɹɟɬ ɫɨɛɨɣ ɜɵɪɚɠɟɧɢɟ ɩɪɢɧɰɢɩɨɜ ɲɤɨɥɵ 
ɬɨɱɧɨɝɨ ɩɟɪɟɜɨɞɚ, ɫɬɨɪɨɧɧɢɤɚɦɢ ɤɨɬɨɪɨɝɨ ɛɵɥɢ ɬɚɤɠɟ Ⱥ. Ɋɚɞɥɨɜɚ,  
Ɇ. Ʌɨɡɢɧɫɤɢɣ, Ƚ. ɒɟɧɝɟɥɢ, Ƚ. ɒɩɟɬ ɢ ɞɪ. ȼ ɫɜɨɟɦ ɞɨɤɥɚɞɟ ɒɟɪɲɟɧɟ-
ɜɢɱ ɧɚɫɬɚɢɜɚɥ ɧɚ ɫɨɛɥɸɞɟɧɢɢ ɩɪɢɧɰɢɩɨɜ ɪɚɜɧɨɫɬɪɨɱɢɹ (ɷɤɜɢɥɢɧɟɚɪ-
ɧɨɫɬɢ) ɨɪɢɝɢɧɚɥɚ ɢ ɩɟɪɟɜɨɞɚ, ɫɬɢɥɢɫɬɢɱɟɫɤɨɝɨ ɫɨɨɬɜɟɬɫɬɜɢɹ, ɫɨɯɪɚɧɟ-
ɧɢɹ ɫɜɨɟɨɛɪɚɡɢɹ ɪɢɮɦɨɜɤɢ, ɨɛɪɚɡɨɜ ɢ ɥɟɤɫɢɤɢ ɨɪɢɝɢɧɚɥɚ, ɩɪɨɞɭɦɚɧ-
ɧɨɣ ɫɬɪɭɤɬɭɪɵ ɫɬɪɨɤɢ ɛɟɡ «ɥɢɲɧɢɯ» ɫɥɨɜ, ɚ ɝɥɚɜɧɨɟ – ɫɨɯɪɚɧɟɧɢɹ 
ɫɥɨɠɧɨɣ, ɩɨɪɨɣ ɧɟɩɪɢɜɵɱɧɨɣ ɨɛɪɚɡɧɨɫɬɢ ɒɟɤɫɩɢɪɚ.  

ɉɪɨɬɟɫɬɭɹ ɩɪɨɬɢɜ ɫɬɚɪɵɯ ɭɤɪɚɲɚɸɳɢɯ, ɦɧɨɝɨɫɥɨɜɧɵɯ, ɜɨɥɶɧɵɯ 
ɩɟɪɟɜɨɞɨɜ, ɒɟɪɲɟɧɟɜɢɱ ɤɚɤ ɛɭɞɬɨ ɜɨɩɥɨɳɚɥ ɫɜɨɣ ɡɚɜɟɬ: «ɇɟɨɛɯɨ-
ɞɢɦɨ ɩɟɪɟɜɨɞɢɬɶ ɒɟɤɫɩɢɪɚ, ɩɭɫɬɶ ɨɲɢɛɚɹɫɶ, ɫɩɨɬɵɤɚɹɫɶ, ɩɚɞɚɹ, ɭɫɬɢ-
ɥɚɹ ɫɜɨɢɦɢ ɬɪɭɩɚɦɢ ɪɨɜ, ɱɟɪɟɡ ɤɨɬɨɪɵɣ ɩɨɡɞɧɟɣɲɢɣ, ɥɭɱɲɢɣ ɩɟɪɟ-
ɜɨɞɱɢɤ ɩɟɪɟɣɞɟɬ, ɱɬɨɛ ɞɨɫɬɢɱɶ ɬɜɟɪɞɵɧɢ ɲɟɤɫɩɢɪɨɜɫɤɢɯ ɫɬɪɨɤ» [16. 
ɋ. 322]. ɉɟɪɟɜɨɞ «Ɋɨɦɟɨ ɢ Ⱦɠɭɥɶɟɬɬɵ» ɫɬɚɥ ɩɟɪɜɵɦ ɲɚɝɨɦ ɒɟɪɲɟɧɟ-
ɜɢɱɚ ɩɨ ɩɭɬɢ ɤɨ ɜɫɟ ɛɨɥɟɟ ɬɨɱɧɵɦ ɩɟɪɟɜɨɞɚɦ, ɤɚɤɢɦɢ ɨɤɚɠɭɬɫɹ ɩɨɡɞ-
ɧɢɟ ɩɟɪɟɜɨɞɵ «Ʉɨɪɨɥɹ Ⱦɠɨɧɚ» ɢ «ɐɢɦɛɟɥɢɧɚ». Ⱥ ɩɪɢɧɰɢɩ «ɫɜɨɛɨɞ-
ɧɨɣ ɬɟɚɬɪɚɥɶɧɨɣ ɬɪɚɧɫɤɪɢɩɰɢɢ ɒɟɤɫɩɢɪɚ», ɜɵɫɤɚɡɚɧɧɵɣ Ɍɚɢɪɨɜɵɦ, 
ɜ ɞɚɥɶɧɟɣɲɟɦ ɩɥɨɞɨɬɜɨɪɧɨ ɜɨɩɥɨɬɢɥɫɹ ɜ ɩɟɪɟɜɨɞɚɯ ɉɚɫɬɟɪɧɚɤɚ – 
ɧɚɫɤɨɥɶɤɨ ɜɨɥɶɧɵɯ, ɧɚɫɬɨɥɶɤɨ ɢ ɩɨɩɭɥɹɪɧɵɯ.  
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of Vasily Zhukovsky¶s lyrics in China: The 1990s 
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Tomsk State University, Tomsk, Russian Federation, 815054635@qq.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, 1823”, 
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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ɂɫɬɨɪɢɹ ɢɡɭɱɟɧɢɹ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ ɢ ɟɟ ɩɟɪɟɜɨɞɨɜ ɜ Ʉɢɬɚɟ 

ɧɚɫɱɢɬɵɜɚɟɬ ɛɨɥɟɟ ɫɬɨɥɟɬɢɹ. Ɉɧɚ ɧɚɱɢɧɚɟɬɫɹ ɫ ɩɟɪɟɜɨɞɨɜ ɬɪɟɯ ɛɚɫɟɧ 
ɂ.Ⱥ. Ʉɪɵɥɨɜɚ ɧɚ ɤɢɬɚɣɫɤɢɣ ɹɡɵɤ ɜ 1900 ɝ. ɢ ɫɨɤɪɚɳɟɧɧɨɝɨ ɩɟɪɟɜɨɞɚ 
«Ʉɚɩɢɬɚɧɫɤɨɣ ɞɨɱɤɢ» Ⱥ.ɋ. ɉɭɲɤɢɧɚ ɜ 1903 ɝ. [1]. Ɉɞɧɢɦ ɢɡ ɩɟɪɜɵɯ 
ɩɟɪɟɜɨɞɱɢɤɨɜ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ ɫɬɚɥ ɢɡɜɟɫɬɧɵɣ ɩɢɫɚɬɟɥɶ, ɨɫɧɨɜɨ-
ɩɨɥɨɠɧɢɤ ɫɨɜɪɟɦɟɧɧɨɣ ɤɢɬɚɣɫɤɨɣ ɫɥɨɜɟɫɧɨɫɬɢ Ʌɭ ɋɢɧɶ (1881–1936). 
ȼ ɩɟɪɢɨɞ 1900–1960-ɯ ɝɝ. ɪɭɫɫɤɚɹ ɥɢɬɟɪɚɬɭɪɚ ɩɨ ɤɨɥɢɱɟɫɬɜɭ ɩɟɪɟɜɟ-
ɞɟɧɧɵɯ ɩɪɨɢɡɜɟɞɟɧɢɣ ɡɚɧɢɦɚɥɚ ɜɟɞɭɳɟɟ ɦɟɫɬɨ ɜ Ʉɢɬɚɟ, ɱɬɨ ɨɛɴɹɫɧɹ-
ɥɨɫɶ ɤɚɤ ɯɚɪɚɤɬɟɪɨɦ ɪɭɫɫɤɨ-ɤɢɬɚɣɫɤɢɯ ɥɢɬɟɪɚɬɭɪɧɵɯ ɢ ɤɭɥɶɬɭɪɧɵɯ 
ɜɡɚɢɦɨɫɜɹɡɟɣ, ɬɚɤ ɢ ɮɨɪɦɢɪɭɸɳɟɣɫɹ ɫɨɰɢɚɥɢɫɬɢɱɟɫɤɨɣ ɢɞɟɨɥɨɝɢɟɣ 
ɞɜɭɯ ɫɬɪɚɧ [2. C. 51, 52]. ȼ ɷɬɨ ɠɟ ɜɪɟɦɹ ɜ Ʉɢɬɚɟ ɫɥɨɠɢɥɚɫɶ ɬɪɚɞɢɰɢɹ 
ɛɢɨɝɪɚɮɢɱɟɫɤɨɝɨ ɢ ɬɟɦɚɬɢɱɟɫɤɨɝɨ ɩɨɞɯɨɞɚ ɤ ɢɡɭɱɟɧɢɸ ɬɜɨɪɱɟɫɬɜɚ ɜɟ-
ɞɭɳɢɯ ɪɭɫɫɤɢɯ ɩɢɫɚɬɟɥɟɣ, ɨɫɦɵɫɥɟɧɢɸ ɷɫɬɟɬɢɱɟɫɤɢɯ ɡɚɤɨɧɨɜ ɩɪɟɟɦ-
ɫɬɜɟɧɧɨɫɬɢ ɜ ɨɬɟɱɟɫɬɜɟɧɧɨɦ ɢɫɬɨɪɢɤɨ-ɥɢɬɟɪɚɬɭɪɧɨɦ ɩɪɨɰɟɫɫɟ [3. C. 112, 
116]. ȼ ɷɬɨɣ ɫɜɹɡɢ ɤɚɠɟɬɫɹ ɜɩɨɥɧɟ ɡɚɤɨɧɨɦɟɪɧɵɦ ɜɨɡɧɢɤɲɢɣ ɜ ɤɢɬɚɣ-
ɫɤɨɣ ɤɭɥɶɬɭɪɟ ɢɧɬɟɪɟɫ ɤ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪɱɟɫɬɜɭ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ.  

ɉɟɪɜɨɟ ɨɛɪɚɳɟɧɢɟ ɤ ɩɨɷɡɢɢ ɀɭɤɨɜɫɤɨɝɨ ɜ Ʉɢɬɚɟ ɨɬɧɨɫɢɬɫɹ ɤ ɫɟɪɟ-
ɞɢɧɟ XX ɜ. ȼ ɷɬɨ ɜɪɟɦɹ, ɜ 1954 ɝ., ɤɢɬɚɣɫɤɢɦɢ ɩɟɪɟɜɨɞɱɢɤɚɦɢ ɐɡɹɧ 
Ʌɭ (1920–2022) ɢ ɋɭɧɶ ȼɷɟɦ (1917–2014) ɛɵɥɚ ɩɟɪɟɜɟɞɟɧɚ ɯɪɟɫɬɨɦɚ-
ɬɢɹ ɩɨ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɟ, ɜ ɩɟɪɜɵɣ ɬɨɦ ɤɨɬɨɪɨɣ ɜɨɲɥɢ ɱɟɬɵɪɟ ɩɪɨ-
ɢɡɜɟɞɟɧɢɹ ɀɭɤɨɜɫɤɨɝɨ: ɷɥɟɝɢɹ «ɋɟɥɶɫɤɨɟ ɤɥɚɞɛɢɳɟ», «ɉɟɜɟɰ ɜɨ ɫɬɚɧɟ 
ɪɭɫɫɤɢɯ ɜɨɢɧɨɜ», ɛɚɥɥɚɞɚ «ɋɜɟɬɥɚɧɚ», ɫɬɢɯɨɬɜɨɪɟɧɢɟ «Ɇɨɪɟ» [4. C. 213–
219]. Ɂɧɚɤɨɦɫɬɜɨ ɤɢɬɚɣɫɤɨɝɨ ɱɢɬɚɬɟɥɹ ɫ ɥɢɪɢɤɨɣ «ɩɟɪɜɨɝɨ ɪɭɫɫɤɨɝɨ 
ɪɨɦɚɧɬɢɤɚ» ɧɚɱɚɥɨɫɶ ɢɦɟɧɧɨ ɫ ɷɬɢɯ ɫɬɢɯɨɬɜɨɪɟɧɢɣ. C ɩɨɹɜɥɟɧɢɟɦ 
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ɞɚɧɧɨɣ ɯɪɟɫɬɨɦɚɬɢɢ ɫɜɹɡɚɧɨ ɧɚɱɚɥɨ ɮɨɪɦɢɪɨɜɚɧɢɹ ɰɟɥɨɫɬɧɨɝɨ ɬɟɤɫɬɚ 
ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ ɜ Ʉɢɬɚɟ, ɨɫɧɨɜɭ ɤɨɬɨɪɨɝɨ ɫɨɫɬɚɜɢɥɚ ɩɨɷɡɢɹ ɢ ɩɪɨɡɚ 
ɚɜɬɨɪɨɜ XVIII–XIX ɜɜ.: Ɇ.ȼ. Ʌɨɦɨɧɨɫɨɜɚ, Ƚ.Ɋ. Ⱦɟɪɠɚɜɢɧɚ, ɇ.Ɇ. Ʉɚɪɚɦ-
ɡɢɧɚ, Ⱥ.ɋ. ɉɭɲɤɢɧɚ, Ɇ.ɘ. Ʌɟɪɦɨɧɬɨɜɚ, ɇ.ȼ. Ƚɨɝɨɥɹ, ɂ.ɋ. Ɍɭɪɝɟɧɟɜɚ, 
Ⱥ.ɂ. Ƚɟɪɰɟɧɚ, Ⱥ.ɇ. Ɉɫɬɪɨɜɫɤɨɝɨ, Ɏ.Ɇ. Ⱦɨɫɬɨɟɜɫɤɨɝɨ, Ʌ.ɇ. Ɍɨɥɫɬɨɝɨ, 
Ⱥ.ɉ. ɑɟɯɨɜɚ ɢ ɞɪ.  

ȼ 1958 ɝ. ɜ Ʉɢɬɚɟ ɜɵɲɟɥ ɬɪɭɞ ɩɨɞ ɧɚɡɜɚɧɢɟɦ «Ʉɥɚɫɫɢɤɢ ɪɭɫɫɤɨɣ 
ɥɢɬɟɪɚɬɭɪɵ» [5]. Ɉɧ ɩɪɟɞɫɬɚɜɥɹɥ ɫɨɛɨɣ ɩɟɪɟɜɨɞ ɤɧɢɝɢ «Ʉɥɚɫɫɢɤɢ ɪɭɫ-
ɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ: ɤɪɢɬɢɤɨ-ɛɢɨɝɪɚɮɢɱɟɫɤɢɟ ɨɱɟɪɤɢ», ɢɡɞɚɧɧɨɣ ɩɨɞ ɪɟ-
ɞɚɤɰɢɟɣ Ʌ.ɂ. Ɍɢɦɨɮɟɟɜɚ ɜ 1953 ɝ. [6]. Ɍɜɨɪɱɟɫɤɚɹ ɛɢɨɝɪɚɮɢɹ ɀɭɤɨɜ-
ɫɤɨɝɨ, ɩɪɟɞɫɬɚɜɥɟɧɧɚɹ ɜ ɷɬɨɦ ɢɡɞɚɧɢɢ, ɛɵɥɚ ɩɟɪɟɜɟɞɟɧɚ ɧɚ ɤɢɬɚɣɫɤɢɣ 
ɹɡɵɤ ɢɡɜɟɫɬɧɨɣ ɫɥɚɜɢɫɬɤɨɣ ɋɸɣ ɑɠɢɮɚɧ (1932–2022). Ⱦɚɧɧɚɹ ɤɧɢɝɚ 
ɨɬɪɚɡɢɥɚ ɢɧɬɟɪɟɫ ɤɢɬɚɣɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ ɢ ɤɭɥɶɬɭɪɵ ɤ ɪɭɫɫɤɨɣ ɤɥɚɫ-
ɫɢɱɟɫɤɨɣ ɥɢɬɟɪɚɬɭɪɟ, ɜ ɱɚɫɬɧɨɫɬɢ ɤ ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɥɢɪɢɤɟ ɩɟɪɜɨɣ 
ɬɪɟɬɢ XIX ɜ., ɟɟ ɬɢɩɨɥɨɝɢɢ ɢ ɠɚɧɪɨɜɨɣ ɫɢɫɬɟɦɟ. 

ȼɬɨɪɨɣ ɷɬɚɩ ɜ ɪɟɰɟɩɰɢɢ ɬɜɨɪɱɟɫɬɜɚ ɀɭɤɨɜɫɤɨɝɨ ɜ Ʉɢɬɚɟ ɩɪɢɯɨ-
ɞɢɬɫɹ ɧɚ 1980-ɟ ɝɝ. ȼ ɷɬɨɬ ɩɟɪɢɨɞ ɩɨɹɜɥɹɟɬɫɹ ɫɬɚɬɶɹ ɑɠɚɧ ȼɷɣɦɢɧɹ 
«Ʉɪɚɬɤɨɟ ɪɚɫɫɦɨɬɪɟɧɢɟ ɬɜɨɪɱɟɫɬɜɚ ɀɭɤɨɜɫɤɨɝɨ ɢ ɪɚɧɧɟɣ ɪɭɫɫɤɨɣ ɪɨ-
ɦɚɧɬɢɱɟɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ» (1981), ɜ ɤɨɬɨɪɨɣ ɢɫɫɥɟɞɭɟɬɫɹ ɝɟɧɟɡɢɫ ɪɭɫ-
ɫɤɨɣ ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɥɢɪɢɤɢ ɢ ɚɧɚɥɢɡɢɪɭɸɬɫɹ ɷɥɟɝɢɹ ɩɨɷɬɚ «ȼɟɱɟɪ», 
ɫɬɢɯɨɬɜɨɪɟɧɢɹ «Ɍɚɢɧɫɬɜɟɧɧɵɣ ɩɨɫɟɬɢɬɟɥɶ», «Ɇɨɪɟ», ɛɚɥɥɚɞɵ «ɋɜɟɬ-
ɥɚɧɚ» ɢ «ɗɨɥɨɜɚ ɚɪɮɚ» [7]. ɋɩɭɫɬɹ ɝɨɞ ɜɵɯɨɞɢɬ ɫɬɚɬɶɹ ɢɫɫɥɟɞɨɜɚɬɟɥɹ 
Ʌɭ Ʉɭɧɹ «ɀɭɤɨɜɫɤɢɣ ɢ ɉɭɲɤɢɧ» (1982), ɩɨɫɜɹɳɟɧɧɚɹ ɜɥɢɹɧɢɸ ɥɢ-
ɪɢɤɢ ɀɭɤɨɜɫɤɨɝɨ ɧɚ ɫɬɚɧɨɜɥɟɧɢɟ ɩɨɷɬɢɱɟɫɤɨɣ ɫɢɫɬɟɦɵ ɉɭɲɤɢɧɚ ɢ 
ɮɨɪɦɢɪɨɜɚɧɢɟ «ɲɤɨɥɵ ɝɚɪɦɨɧɢɱɟɫɤɨɣ ɬɨɱɧɨɫɬɢ» ɜ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ 
ɩɟɪɜɨɣ ɬɪɟɬɢ XIX ɜ. [8. C. 113]. ȼ 1984 ɝ. ɩɟɪɟɜɨɞɱɢɤ ɢ ɢɫɫɥɟɞɨɜɚɬɟɥɶ 
ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ ɐɢɧɶ Ⱦɟɠɭ ɩɭɛɥɢɤɭɟɬ ɫɬɚɬɶɸ «ɀɭɤɨɜɫɤɢɣ ɢ ɟɝɨ 
“ɉɟɜɟɰ ɜɨ ɫɬɚɧɟ ɪɭɫɫɤɢɯ ɜɨɢɧɨɜ”». ȼ ɧɟɣ ɚɜɬɨɪ ɪɚɫɫɦɚɬɪɢɜɚɟɬ «ɉɟɜɰɚ 
ɜɨ ɫɬɚɧɟ ɪɭɫɫɤɢɯ ɜɨɢɧɨɜ» ɤɚɤ ɨɛɪɚɡɟɰ ɪɭɫɫɤɨɣ ɩɚɬɪɢɨɬɢɱɟɫɤɨɣ ɥɢ-
ɪɢɤɢ, ɹɜɢɜɲɟɣɫɹ ɨɬɤɥɢɤɨɦ ɧɚ ɫɨɛɵɬɢɹ Ɉɬɟɱɟɫɬɜɟɧɧɨɣ ɜɨɣɧɵ 1812 ɝ. 
[9. C. 21]. ȼ 1985 ɝ. ɜɩɟɪɜɵɟ ɨɬɞɟɥɶɧɵɦ ɢɡɞɚɧɢɟɦ ɜɵɲɥɢ «ɂɡɛɪɚɧɧɵɟ 
ɫɬɢɯɨɬɜɨɪɟɧɢɹ» ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ ɧɚ ɤɢɬɚɣɫɤɨɦ ɹɡɵɤɟ [10]. ȼ ɫɛɨɪɧɢɤ 
ɜɨɲɥɢ ɬɚɤɢɟ ɩɪɨɢɡɜɟɞɟɧɢɹ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ-ɪɨɦɚɧɬɢɤɚ, ɤɚɤ ɷɥɟɝɢɢ 
«ɋɟɥɶɫɤɨɟ ɤɥɚɞɛɢɳɟ» ɢ «ȼɟɱɟɪ», «ɉɟɜɟɰ ɜɨ ɫɬɚɧɟ ɪɭɫɫɤɢɯ ɜɨɢɧɨɜ», 
ɫɬɢɯɨɬɜɨɪɟɧɢɹ «Ɇɨɪɟ», «Ȼɥɢɡɨɫɬɶ ɜɟɫɧɵ», «Ɍɚɢɧɫɬɜɟɧɧɵɣ ɩɨɫɟɬɢ-
ɬɟɥɶ», ɛɚɥɥɚɞɵ «Ʌɸɞɦɢɥɚ», «ɋɜɟɬɥɚɧɚ» ɢ ɫɬɚɪɢɧɧɚɹ ɩɨɜɟɫɬɶ ɜ ɞɜɭɯ 
ɛɚɥɥɚɞɚɯ «Ⱦɜɟɧɚɞɰɚɬɶ ɫɩɹɳɢɯ ɞɟɜ». ȼɨ ɜɫɬɭɩɢɬɟɥɶɧɨɣ ɫɬɚɬɶɟ ɤ ɷɬɨɦɭ 
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ɫɛɨɪɧɢɤɭ ɩɟɪɟɜɨɞɱɢɰɵ ɢ ɢɫɫɥɟɞɨɜɚɬɟɥɶɧɢɰɵ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ  
ɜ Ʉɢɬɚɟ ɏɭɚɧ ɑɷɧɥɚɣ (ɪ. 1925) ɢ ɐɡɢɧɶ Ʌɸɱɭɧɶ (ɪ. 1931) ɩɢɫɚɥɢ ɨ ɢɫ-
ɩɨɥɶɡɨɜɚɧɢɢ ɀɭɤɨɜɫɤɢɦ ɪɚɡɧɨɨɛɪɚɡɧɵɯ ɢɧɬɨɧɚɰɢɣ ɞɥɹ ɩɟɪɟɞɚɱɢ 
ɜɧɭɬɪɟɧɧɟɝɨ ɦɢɪɚ ɝɟɪɨɟɜ ɢ ɩɪɢɟɦɟ ɩɫɢɯɨɥɨɝɢɱɟɫɤɨɝɨ ɩɚɪɚɥɥɟɥɢɡɦɚ, 
ɨɫɧɨɜɚɧɧɨɝɨ ɧɚ ɫɨɨɬɧɨɲɟɧɢɢ ɹɪɤɢɯ ɤɚɪɬɢɧ ɩɪɢɪɨɞɵ ɢ ɩɟɣɡɚɠɟɣ ɱɟ-
ɥɨɜɟɱɟɫɤɨɣ ɞɭɲɢ [10. C. II]. ɂɡɛɪɚɧɧɵɟ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɀɭɤɨɜɫɤɨɝɨ, 
ɨɩɭɛɥɢɤɨɜɚɧɧɵɟ ɜ ɷɬɨɦ ɫɛɨɪɧɢɤɟ, ɩɨɡɜɨɥɢɥɢ ɫɨɡɞɚɬɶ ɫɢɫɬɟɦɧɨɟ ɩɪɟɞ-
ɫɬɚɜɥɟɧɢɟ ɨ ɟɝɨ ɩɨɷɬɢɱɟɫɤɨɣ ɫɢɫɬɟɦɟ, ɨɫɦɵɫɥɢɬɶ ɫɜɨɟɨɛɪɚɡɢɟ ɬɟɦɚɬɢ-
ɱɟɫɤɨɣ, ɨɛɪɚɡɧɨɣ ɢ ɠɚɧɪɨɜɨɣ ɫɬɪɭɤɬɭɪɵ ɟɝɨ ɥɢɪɢɤɢ, ɩɨɫɬɚɜɢɬɶ ɜɨɩɪɨɫ 
ɨɛ ɷɜɨɥɸɰɢɢ ɬɜɨɪɱɟɫɬɜɚ ɩɨɷɬɚ, ɨɩɪɟɞɟɥɢɬɶ ɟɝɨ ɦɟɫɬɨ ɜ ɢɫɬɨɪɢɢ ɪɭɫ-
ɫɤɨɝɨ ɢ ɡɚɩɚɞɧɨɟɜɪɨɩɟɣɫɤɨɝɨ ɪɨɦɚɧɬɢɡɦɚ.  

Ɍɪɟɬɢɣ ɷɬɚɩ, ɫɜɹɡɚɧɧɵɣ ɫ ɜɨɫɩɪɢɹɬɢɟɦ ɢ ɩɟɪɟɜɨɞɚɦɢ ɩɪɨɢɡɜɟɞɟ-
ɧɢɣ ɀɭɤɨɜɫɤɨɝɨ ɜ Ʉɢɬɚɟ, ɨɬɧɨɫɢɬɫɹ ɤ 1990-ɦ ɝɝ. ȼ ɷɬɨ ɜɪɟɦɹ ɢɡ ɩɟɱɚɬɢ 
ɜɵɯɨɞɢɬ ɫɬɚɬɶɹ ɢɡɜɟɫɬɧɨɝɨ ɤɢɬɚɣɫɤɨɝɨ ɢɫɫɥɟɞɨɜɚɬɟɥɹ ɪɭɫɫɤɨɣ ɢ ɡɚɪɭ-
ɛɟɠɧɨɣ ɥɢɬɟɪɚɬɭɪɵ Ʉɷɛɢɧɚ (ɧɚɫɬɨɹɳɟɟ ɢɦɹ ɐɡɹɧ ɐɡɷɹɧ), ɩɨɫɜɹɳɟɧɧɚɹ 
ɬɜɨɪɱɟɫɬɜɭ ɀɭɤɨɜɫɤɨɝɨ, ɩɨɞ ɧɚɡɜɚɧɢɟɦ «ɋɟɜɟɪɧɵɣ Ɉɪɮɟɣ – Ɉ ɜɤɥɚɞɟ 
ɀɭɤɨɜɫɤɨɝɨ ɜ ɪɚɡɜɢɬɢɟ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ». ȼ ɧɟɣ ɚɜɬɨɪ ɝɨɜɨɪɢɬ ɨ ɬɨɦ, 
ɱɬɨ ɀɭɤɨɜɫɤɢɣ «ɢɝɪɚɟɬ ɫɜɹɡɭɸɳɭɸ ɪɨɥɶ ɜ ɢɫɬɨɪɢɢ ɪɚɡɜɢɬɢɹ ɪɭɫɫɤɨɣ 
ɩɨɷɡɢɢ» [11. C. 93]. ȼɩɢɬɚɜ ɬɪɚɞɢɰɢɢ ɡɚɩɚɞɧɨɟɜɪɨɩɟɣɫɤɨɣ ɢ ɨɬɟɱɟ-
ɫɬɜɟɧɧɨɣ ɫɟɧɬɢɦɟɧɬɚɥɢɫɬɫɤɨɣ ɩɨɷɡɢɢ, ɀɭɤɨɜɫɤɢɣ ɡɚɥɨɠɢɥ ɨɫɧɨɜɵ 
ɪɭɫɫɤɨɣ ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ. ȿɝɨ ɩɫɢɯɨɥɨɝɢɱɟɫɤɚɹ ɥɢɪɢɤɚ ɜɨ 
ɦɧɨɝɨɦ ɩɨɞɝɨɬɨɜɢɥɚ ɜɨɡɧɢɤɧɨɜɟɧɢɟ ɮɢɥɨɫɨɮɫɤɨɣ, ɝɪɚɠɞɚɧɫɤɨɣ ɢ ɩɫɢ-
ɯɨɥɨɝɢɱɟɫɤɨɣ ɩɨɷɡɢɢ ɉɭɲɤɢɧɚ. 

Ⱦɚɥɟɟ ɚɜɬɨɪ ɚɧɚɥɢɡɢɪɭɟɬ ɜɤɥɚɞ ɀɭɤɨɜɫɤɨɝɨ ɜ ɪɚɡɜɢɬɢɟ ɪɭɫɫɤɨɣ ɩɨ-
ɷɡɢɢ ɜ ɧɟɫɤɨɥɶɤɢɯ ɚɫɩɟɤɬɚɯ. ɉɪɟɠɞɟ ɜɫɟɝɨ ɨɧ ɨɬɦɟɱɚɟɬ ɩɟɪɟɯɨɞ ɜ ɩɨ-
ɷɡɢɢ «ɩɟɪɜɨɝɨ ɪɭɫɫɤɨɝɨ ɪɨɦɚɧɬɢɤɚ» «ɨɬ ɢɡɨɛɪɚɠɟɧɢɹ ɜɧɟɲɧɟɝɨ ɦɢɪɚ 
ɤ ɜɵɪɚɠɟɧɢɸ ɜɧɭɬɪɟɧɧɢɯ ɷɦɨɰɢɣ» ɥɢɪɢɱɟɫɤɨɝɨ ɝɟɪɨɹ. Ʉɷɛɢɧ ɩɢɲɟɬ: 
«ɀɭɤɨɜɫɤɢɣ ɨɬɤɪɵɥ ɞɥɹ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ ɧɨɜɵɣ ɦɢɪ – ɦɢɪ ɷɦɨɰɢɣ» 
[11. C. 95], ɧɚɩɪɚɜɥɟɧɧɵɣ ɧɚ ɩɟɪɟɞɚɱɭ ɫɥɨɠɧɨɝɨ ɜɧɭɬɪɟɧɧɟɝɨ ɫɨɫɬɨɹ-
ɧɢɹ ɫɨɜɪɟɦɟɧɧɨɝɨ ɱɟɥɨɜɟɤɚ, ɧɚ ɟɝɨ ɪɟɮɥɟɤɫɢɸ ɢ ɫɚɦɨɚɧɚɥɢɡ. Ɉɬɡɜɭɤɢ 
ɷɬɢɯ ɷɦɨɰɢɣ ɜɫɬɪɟɱɚɸɬɫɹ ɤɚɤ ɜ ɩɟɪɟɜɨɞɧɵɯ («ɋɟɥɶɫɤɨɟ ɤɥɚɞɛɢɳɟ»), 
ɬɚɤ ɢ ɜ ɨɪɢɝɢɧɚɥɶɧɵɯ («ȼɟɱɟɪ», «Ɇɨɪɟ», «Ɍɚɢɧɫɬɜɟɧɧɵɣ ɩɨɫɟɬɢɬɟɥɶ») 
ɩɪɨɢɡɜɟɞɟɧɢɹɯ ɩɨɷɬɚ. ȼ ɤɚɠɞɨɦ ɢɡ ɧɚɡɜɚɧɧɵɯ ɫɬɢɯɨɬɜɨɪɟɧɢɣ ɜɧɟɲ-
ɧɢɣ ɦɢɪ ɩɪɟɥɨɦɥɹɟɬɫɹ ɫɤɜɨɡɶ ɩɪɢɡɦɭ ɪɚɡɧɨɨɛɪɚɡɧɵɯ ɩɫɢɯɨɥɨɝɢɱɟ-
ɫɤɢɯ ɷɦɨɰɢɣ, ɧɚɫɬɪɨɟɧɢɣ, ɫɨɫɬɨɹɧɢɣ. Ɂɚɬɟɦ Ʉɷɛɢɧ ɝɨɜɨɪɢɬ ɨ ɬɨɦ, ɱɬɨ 
ɩɟɪɫɨɧɚɠɢ ɛɚɥɥɚɞ ɢ ɫɬɢɯɨɬɜɨɪɧɵɯ ɩɨɜɟɫɬɟɣ ɀɭɤɨɜɫɤɨɝɨ ɢɡɨɛɪɚɠɚɸɬɫɹ 
ɤɚɤ ɛɵ ɜ ɬɪɨɣɧɨɣ ɩɪɨɟɤɰɢɢ: ɱɟɪɟɡ ɜɧɟɲɧɟɟ ɨɩɢɫɚɧɢɟ, ɜɧɭɬɪɟɧɧɸɸ 
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ɯɚɪɚɤɬɟɪɢɫɬɢɤɭ ɢ ɪɟɱɶ ɝɟɪɨɟɜ, ɱɬɨ ɫɨɨɛɳɚɟɬ ɢɦ ɩɫɢɯɨɥɨɝɢɱɟɫɤɭɸ ɞɨ-
ɫɬɨɜɟɪɧɨɫɬɶ ɢ ɷɫɬɟɬɢɱɟɫɤɭɸ ɡɚɜɟɪɲɟɧɧɨɫɬɶ, ɤɚɤ, ɧɚɩɪɢɦɟɪ, ɜ ɫɬɚɪɢɧ-
ɧɨɣ ɩɨɜɟɫɬɢ ɜ ɞɜɭɯ ɛɚɥɥɚɞɚɯ «Ⱦɜɟɧɚɞɰɚɬɶ ɫɩɹɳɢɯ ɞɟɜ» [11. C. 97]. 
Ɍɚɤɠɟ ɢɫɫɥɟɞɨɜɚɬɟɥɶ ɨɬɦɟɱɚɟɬ, ɱɬɨ ɜ ɩɨɷɡɢɢ ɀɭɤɨɜɫɤɨɝɨ ɜɫɬɪɟɱɚɟɬɫɹ 
ɨɩɢɫɚɧɢɟ ɛɵɬɨɜɵɯ ɫɰɟɧ («Ƚɪɨɦɨɛɨɣ», «ȼɚɞɢɦ»), ɧɚɪɨɞɧɵɯ ɨɛɵɱɚɟɜ 
(«ɋɜɟɬɥɚɧɚ»), ɢɫɬɨɪɢɱɟɫɤɢɯ ɫɨɛɵɬɢɣ («ɉɟɜɟɰ ɜɨ ɫɬɚɧɟ ɪɭɫɫɤɢɯ ɜɨɢɧɨɜ»), 
ɜɵɪɚɡɢɬɟɥɶɧɵɯ ɩɟɣɡɚɠɟɣ ɤɚɤ ɨɫɧɨɜɵ ɞɥɹ ɢɡɨɛɪɚɠɟɧɢɹ ɧɚɰɢɨɧɚɥɶɧɵɯ 
ɦɢɪɨɨɛɪɚɡɨɜ ɜ ɟɝɨ ɬɜɨɪɱɟɫɬɜɟ [11. C. 97]. ɇɚɤɨɧɟɰ, Ʉɷɛɢɧ ɝɨɜɨɪɢɬ ɨɛ 
ɨɫɨɛɟɧɧɨɫɬɹɯ ɩɨɷɬɢɱɟɫɤɨɝɨ ɹɡɵɤɚ ɪɭɫɫɤɨɝɨ ɚɜɬɨɪɚ, ɤɨɬɨɪɵɣ ɡɧɚɱɢɬɟɥɶɧɨ 
ɨɛɨɝɚɬɢɥ ɪɢɬɦɵ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ, ɩɟɪɟɞɚɥ ɦɭɡɵɤɚɥɶɧɨɟ ɡɜɭɱɚɧɢɟ ɩɨɷ-
ɬɢɱɟɫɤɨɣ ɪɟɱɢ, ɛɥɚɝɨɞɚɪɹ ɱɟɦɭ ɷɫɬɟɬɢɱɟɫɤɚɹ ɰɟɧɧɨɫɬɶ ɟɝɨ ɥɢɪɢɤɢ 
«ɧɚɦɧɨɝɨ ɩɪɟɜɵɲɚɟɬ ɰɟɧɧɨɫɬɶ ɫɬɢɯɨɜ ɜɫɟɯ ɩɪɟɞɲɟɫɬɜɭɸɳɢɯ ɪɭɫɫɤɢɯ 
ɩɨɷɬɨɜ» [11. C. 101]. ɉɨɞɜɨɞɹ ɢɬɨɝ, ɤɢɬɚɣɫɤɢɣ ɫɥɚɜɢɫɬ ɨɬɦɟɱɚɟɬ ɨɩɪɟ-
ɞɟɥɟɧɧɭɸ ɩɨɥɢɬɢɱɟɫɤɭɸ ɢɧɞɢɮɮɟɪɟɧɬɧɨɫɬɶ ɟɝɨ ɩɨɷɡɢɢ ɢ ɜ ɬɨ ɠɟ 
ɜɪɟɦɹ ɜɵɫɨɤɨ ɨɰɟɧɢɜɚɟɬ ɝɥɭɛɢɧɭ ɜɵɪɚɠɟɧɢɹ «ɫɩɨɧɬɚɧɧɵɯ ɱɭɜɫɬɜ» ɢ 
«ɜɧɭɬɪɟɧɧɢɯ ɷɦɨɰɢɣ», ɩɪɢɫɭɳɢɯ ɟɝɨ ɝɟɪɨɹɦ. ȼ ɰɟɥɨɦ ɠɟ ɬɜɨɪɱɟɫɬɜɨ 
ɀɭɤɨɜɫɤɨɝɨ ɨɬɧɨɫɢɬɫɹ ɢɦ ɤ ɲɤɨɥɟ «ɱɢɫɬɨɝɨ ɢɫɤɭɫɫɬɜɚ» [11. C. 101]. 

ȼ 1999 ɝ. ɜ ɒɚɧɯɚɟ ɛɵɥɚ ɢɡɞɚɧɚ «ɂɫɬɨɪɢɹ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ 
ɤɪɢɬɢɤɢ» [12]  ɩɨɞ ɨɛɳɟɣ ɪɟɞɚɤɰɢɟɣ ɢɡɜɟɫɬɧɨɝɨ ɤɢɬɚɣɫɤɨɝɨ ɫɥɚɜɢɫɬɚ 
ɢ ɩɟɪɟɜɨɞɱɢɤɚ Ʌɸ ɇɢɧ (1931–2009). ȼ ɷɬɨɦ ɬɪɭɞɟ ɩɪɟɞɫɬɚɜɥɟɧ ɩɪɨ-
ɰɟɫɫ ɫɬɚɧɨɜɥɟɧɢɹ ɢ ɷɜɨɥɸɰɢɢ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ ɤɪɢɬɢɤɢ ɧɚɱɢɧɚɹ 
ɫ XVIII ɜ. ɢ ɩɨ 1930-ɟ ɝɝ., ɪɚɫɫɦɨɬɪɟɧɧɵɣ ɜ ɬɟɫɧɨɣ ɫɜɹɡɢ ɫ ɬɟɨɪɢɟɣ ɢ 
ɢɫɬɨɪɢɟɣ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ. ȼ ɧɟɦ ɩɨɞɪɨɛɧɨ ɢɫɫɥɟɞɭɸɬɫɹ ɜɨɡɧɢɤ-
ɧɨɜɟɧɢɟ ɢ ɪɚɡɜɢɬɢɟ ɨɬɞɟɥɶɧɵɯ ɥɢɬɟɪɚɬɭɪɧɵɯ ɧɚɩɪɚɜɥɟɧɢɣ, ɲɤɨɥ ɢ 
ɨɛɴɟɞɢɧɟɧɢɣ ɜ ɞɚɧɧɵɣ ɩɟɪɢɨɞ, ɪɚɫɤɪɵɬɵ ɨɫɧɨɜɧɵɟ ɨɫɨɛɟɧɧɨɫɬɢ, ɩɪɨ-
ɛɥɟɦɚɬɢɤɚ ɢ ɷɬɚɩɵ ɪɚɡɜɢɬɢɹ ɪɭɫɫɤɨɝɨ ɥɢɬɟɪɚɬɭɪɨɜɟɞɟɧɢɹ.  

Ɍɪɟɬɶɹ ɝɥɚɜɚ ɷɬɨɣ ɤɧɢɝɢ ɧɚɡɵɜɚɟɬɫɹ «Ɋɨɦɚɧɬɢɱɟɫɤɚɹ ɥɢɬɟɪɚɬɭɪɧɚɹ 
ɤɪɢɬɢɤɚ», ɚ ɩɟɪɜɵɣ ɟɟ ɪɚɡɞɟɥ – «Ɋɚɧɧɹɹ ɪɨɦɚɧɬɢɱɟɫɤɚɹ ɥɢɬɟɪɚɬɭɪɧɚɹ 
ɤɪɢɬɢɤɚ (ɀɭɤɨɜɫɤɢɣ)». Ɂɞɟɫɶ ɨɬɦɟɱɚɟɬɫɹ, ɱɬɨ ɪɭɫɫɤɢɟ ɩɢɫɚɬɟɥɢ-ɪɨ-
ɦɚɧɬɢɤɢ ɜɵɲɥɢ ɢɡ ɲɤɨɥɵ Ʉɚɪɚɦɡɢɧɚ ɢ ɱɬɨ ɤɚɪɚɦɡɢɧɫɤɢɣ ɫɟɧɬɢɦɟɧ-
ɬɚɥɢɡɦ ɩɨɞɝɨɬɨɜɢɥ ɩɨɱɜɭ ɞɥɹ ɜɨɡɧɢɤɧɨɜɟɧɢɹ ɪɨɦɚɧɬɢɡɦɚ ɜ Ɋɨɫɫɢɢ. 
Ⱥɜɬɨɪ ɦɨɧɨɝɪɚɮɢɢ ɫɱɢɬɚɟɬ ɀɭɤɨɜɫɤɨɝɨ ɨɫɧɨɜɨɩɨɥɨɠɧɢɤɨɦ ɪɭɫɫɤɨɣ 
ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ ɢ ɫɚɦɵɦ ɹɪɤɢɦ ɟɟ ɩɪɟɞɫɬɚɜɢɬɟɥɟɦ. ɉɨ ɟɝɨ 
ɦɧɟɧɢɸ, ɬɜɨɪɱɟɫɤɚɹ ɢ ɤɪɢɬɢɱɟɫɤɚɹ ɞɟɹɬɟɥɶɧɨɫɬɶ ɀɭɤɨɜɫɤɨɝɨ ɫɨɨɬɧɨ-
ɫɢɬɫɹ ɫ ɩɟɪɜɵɦ ɷɬɚɩɨɦ ɪɚɡɜɢɬɢɹ ɪɨɦɚɧɬɢɡɦɚ ɜ Ɋɨɫɫɢɢ. 

Ɋɚɡɞɟɥ ɨɬɤɪɵɜɚɟɬɫɹ ɤɪɚɬɤɢɦ ɨɱɟɪɤɨɦ ɨ ɠɢɡɧɢ ɩɨɷɬɚ, ɡɚɬɟɦ ɨɬɦɟɱɚ-
ɟɬɫɹ, ɱɬɨ ɟɝɨ ɥɢɬɟɪɚɬɭɪɧɨ-ɤɪɢɬɢɱɟɫɤɚɹ ɞɟɹɬɟɥɶɧɨɫɬɶ ɧɚɱɚɥɚɫɶ ɜ 1808 ɝ., 
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ɜ ɩɟɪɢɨɞ ɪɭɤɨɜɨɞɫɬɜɚ ɠɭɪɧɚɥɨɦ «ȼɟɫɬɧɢɤ ȿɜɪɨɩɵ». Ⱦɚɥɶɧɟɣɲɟɟ ɫɬɚ-
ɧɨɜɥɟɧɢɟ ɀɭɤɨɜɫɤɨɝɨ-ɤɪɢɬɢɤɚ, ɤɚɤ ɨɬɦɟɱɚɟɬ ɚɜɬɨɪ ɷɬɨɝɨ ɪɚɡɞɟɥɚ ɋɸɣ 
ɘɣɰɢɧɶ, ɨɤɚɡɵɜɚɟɬɫɹ ɬɟɫɧɨ ɫɜɹɡɚɧɧɵɦ ɫ ɥɢɬɟɪɚɬɭɪɧɵɦ ɨɛɳɟɫɬɜɨɦ 
«Ⱥɪɡɚɦɚɫ», ɫ ɬɨɣ ɷɫɬɟɬɢɱɟɫɤɨɣ ɩɨɥɟɦɢɤɨɣ, ɤɨɬɨɪɭɸ ɜɟɥɢ ɚɪɡɚɦɚɫɰɵ  
ɫ ɩɢɫɚɬɟɥɹɦɢ-ɤɥɚɫɫɢɤɚɦɢ, ɩɪɟɞɫɬɚɜɢɬɟɥɹɦɢ ɞɪɭɝɨɝɨ ɥɢɬɟɪɚɬɭɪɧɨɝɨ 
ɨɛɳɟɫɬɜɚ – «Ȼɟɫɟɞɚ ɥɸɛɢɬɟɥɟɣ ɪɭɫɫɤɨɝɨ ɫɥɨɜɚ», ɨɬɫɬɚɢɜɚɹ ɩɨɷɬɢɱɟ-
ɫɤɢɟ ɩɪɢɧɰɢɩɵ ɪɨɦɚɧɬɢɡɦɚ ɢ ɚɤɬɢɜɧɨ ɪɚɡɪɚɛɚɬɵɜɚɹ ɜɟɞɭɳɢɟ ɠɚɧɪɵ 
ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɥɢɪɢɤɢ: ɷɥɟɝɢɸ ɢ ɛɚɥɥɚɞɭ. 

Ʉɚɤ ɩɢɲɟɬ ɋɸɣ ɘɣɰɢɧɶ, ɀɭɤɨɜɫɤɢɣ ɨɞɧɢɦ ɢɡ ɩɟɪɜɵɯ ɜ ɪɭɫɫɤɨɣ 
ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɤɪɢɬɢɤɟ ɩɨɫɬɚɜɢɥ ɜɨɩɪɨɫ ɨɛ ɷɫɬɟɬɢɱɟɫɤɨɣ ɩɪɢɪɨɞɟ ɢɫ-
ɤɭɫɫɬɜɚ, ɨ ɪɨɥɢ ɮɚɧɬɚɡɢɢ ɢ ɜɨɨɛɪɚɠɟɧɢɹ ɜ ɬɜɨɪɱɟɫɤɨɦ ɚɤɬɟ. ɉɨɷɬ ɫɱɢ-
ɬɚɥ, ɱɬɨ ɱɟɥɨɜɟɱɟɫɤɨɟ ɫɨɡɧɚɧɢɟ ɫɩɨɫɨɛɧɨ ɨɬɪɚɠɚɬɶ ɜɧɟɲɧɢɣ ɦɢɪ, ɩɨ-
ɞɨɛɧɨ ɡɟɪɤɚɥɭ, ɨɞɧɚɤɨ ɜɩɟɱɚɬɥɟɧɢɹ ɢ ɨɳɭɳɟɧɢɹ, ɩɨɥɭɱɚɟɦɵɟ ɢɧɞɢɜɢ-
ɞɚɦɢ ɢɡɜɧɟ, ɫɢɥɶɧɨ ɪɚɡɥɢɱɚɸɬɫɹ ɛɥɚɝɨɞɚɪɹ ɢɯ ɜɨɨɛɪɚɠɟɧɢɸ [12. C. 59]. 
Ɍɚɤɠɟ ɜɚɠɧɚɹ ɪɨɥɶ ɨɬɜɨɞɢɬɫɹ ɀɭɤɨɜɫɤɢɦ ɧɪɚɜɫɬɜɟɧɧɨɣ ɫɨɫɬɚɜɥɹɸ-
ɳɟɣ ɢɫɤɭɫɫɬɜɚ ɢ ɟɝɨ ɜɥɢɹɧɢɸ ɧɚ ɜɨɫɩɢɬɚɧɢɟ ɨɛɳɟɫɬɜɚ. ȼ ɫɚɦɨɦ ɠɟ 
ɥɢɬɟɪɚɬɭɪɧɨɦ ɩɪɨɢɡɜɟɞɟɧɢɢ, ɩɨ ɦɧɟɧɢɸ ɀɭɤɨɜɫɤɨɝɨ, ɜɚɠɧɨ ɞɨɫɬɨɜɟɪɧɨ 
ɢɡɨɛɪɚɡɢɬɶ ɜɧɭɬɪɟɧɧɸɸ ɠɢɡɧɶ ɱɟɥɨɜɟɤɚ, ɩɨɤɚɡɚɬɶ ɛɨɪɶɛɭ ɞɨɛɪɚ ɢ ɡɥɚ 
ɜ ɟɝɨ ɫɟɪɞɰɟ, ɩɟɪɟɞɚɬɶ ɫɥɨɠɧɵɟ ɷɦɨɰɢɢ ɱɟɪɟɡ ɫɬɨɥɤɧɨɜɟɧɢɟ ɪɚɡɥɢɱɧɵɯ 
ɯɚɪɚɤɬɟɪɨɜ [12. C. 60]. Ɋɨɦɚɧɬɢɱɟɫɤɢɣ ɷɫɬɟɬɢɱɟɫɤɢɣ ɢɞɟɚɥ, ɤɨɬɨɪɨɦɭ 
ɫɥɟɞɭɟɬ ɪɭɫɫɤɢɣ ɩɨɷɬ, ɫɜɹɡɚɧ ɫ ɪɚɫɤɪɵɬɢɟɦ ɤɪɚɫɨɬɵ, ɩɪɢɫɭɬɫɬɜɭɸɳɟɣ 
ɢ ɜ ɛɵɫɬɪɨ ɢɡɦɟɧɹɸɳɟɣɫɹ ɠɢɡɧɢ, ɢ ɜ ɫɦɹɬɟɧɢɢ ɞɭɯɚ, ɢ ɜ ɪɚɡɥɢɱɧɵɯ 
ɫɬɪɚɧɧɵɯ ɹɜɥɟɧɢɹɯ, ɩɨɥɧɵɯ ɬɚɢɧɫɬɜɟɧɧɵɯ ɫɦɵɫɥɨɜ [12. C. 60].  

ɋɸɣ ɘɣɰɢɧɶ ɩɨɞɪɨɛɧɨ ɨɫɬɚɧɚɜɥɢɜɚɟɬɫɹ ɧɚ ɪɚɫɫɦɨɬɪɟɧɢɢ ɫɬɚɬɶɢ 
ɀɭɤɨɜɫɤɨɝɨ «Ɉ ɤɪɢɬɢɤɟ», ɤɨɬɨɪɚɹ, ɤɚɤ ɢɡɜɟɫɬɧɨ, ɜɩɟɪɜɵɟ ɭɜɢɞɟɥɚ 
ɫɜɟɬ ɧɚ ɫɬɪɚɧɢɰɚɯ ɠɭɪɧɚɥɚ «ȼɟɫɬɧɢɤ ȿɜɪɨɩɵ» (1809, ʋ 21) ɢ ɤɨɬɨɪɚɹ 
ɜɚɠɧɚ ɤɚɤ ɨɩɵɬ ɚɜɬɨɪɫɤɨɣ ɪɟɮɥɟɤɫɢɢ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ ɩɨ ɩɨɜɨɞɭ ɡɚɪɨɠ-
ɞɚɸɳɟɣɫɹ ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ ɢ ɫɨɛɫɬɜɟɧɧɨɝɨ ɬɜɨɪɱɟɫɬɜɚ. ȼ ɧɟɣ 
ɀɭɤɨɜɫɤɢɣ ɪɚɫɤɪɵɜɚɟɬ ɩɨɧɢɦɚɧɢɟ ɤɪɢɬɢɤɢ ɤɚɤ «ɫɩɨɫɨɛɚ ɮɨɪɦɢɪɨɜɚɧɢɹ 
ɨɛɳɟɫɬɜɟɧɧɨɝɨ ɦɧɟɧɢɹ, ɷɫɬɟɬɢɱɟɫɤɨɝɨ ɢ ɧɪɚɜɫɬɜɟɧɧɨɝɨ ɫɨɜɟɪɲɟɧɫɬɜɨ-
ɜɚɧɢɹ ɱɢɬɚɬɟɥɹ» ɢ ɢɡɥɚɝɚɟɬ ɫɜɨɢ ɩɪɢɧɰɢɩɵ ɢɫɬɢɧɧɨɣ ɤɪɢɬɢɤɢ [13. C. 393]. 
Ɉɫɧɨɜɧɵɟ ɩɨɥɨɠɟɧɢɹ ɷɬɨɣ ɫɬɚɬɶɢ, ɫɜɹɡɚɧɧɵɟ ɫ ɨɛɴɟɤɬɢɜɧɨɣ ɨɰɟɧɤɨɣ 
ɩɪɨɢɡɜɟɞɟɧɢɹ ɢɫɤɭɫɫɬɜɚ, ɪɚɫɤɪɵɬɢɟɦ ɨɫɨɛɟɧɧɨɫɬɟɣ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ 
ɜɨɫɩɪɢɹɬɢɹ ɦɢɪɚ ɪɚɡɛɢɪɚɟɦɨɝɨ ɚɜɬɨɪɚ, ɫɨɟɞɢɧɟɧɢɟɦ ɷɫɬɟɬɢɱɟɫɤɨɝɨ ɢ 
ɧɪɚɜɫɬɜɟɧɧɨɝɨ ɩɨɞɯɨɞɨɜ, ɫɬɚɧɨɜɹɬɫɹ ɩɪɟɞɦɟɬɨɦ ɫɩɟɰɢɚɥɶɧɨɝɨ ɪɚɫ-
ɫɦɨɬɪɟɧɢɹ ɜ ɤɢɬɚɣɫɤɨɦ ɢɡɞɚɧɢɢ «ɂɫɬɨɪɢɢ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ ɤɪɢ-
ɬɢɤɢ» [12. C. 61]. ȼ ɷɬɨɣ ɠɟ ɪɚɛɨɬɟ ɋɸɣ ɘɣɰɢɧɶ ɩɨɞɱɟɪɤɢɜɚɟɬ, ɱɬɨ  
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ɜ ɫɜɨɟɦ ɬɜɨɪɱɟɫɬɜɟ ɪɭɫɫɤɢɣ ɩɨɷɬ ɬɚɤɠɟ ɭɞɟɥɹɟɬ ɛɨɥɶɲɨɟ ɜɧɢɦɚɧɢɟ 
ɢɡɭɱɟɧɢɸ ɡɚɩɚɞɧɨɟɜɪɨɩɟɣɫɤɨɣ ɷɫɬɟɬɢɤɢ. ɇɟɫɦɨɬɪɹ ɧɚ ɝɥɭɛɨɤɨɟ ɜɥɢɹ-
ɧɢɟ ɧɚ ɧɟɝɨ ɡɚɩɚɞɧɨɟɜɪɨɩɟɣɫɤɨɝɨ ɪɨɦɚɧɬɢɡɦɚ, ɩɪɟɠɞɟ ɜɫɟɝɨ ɧɟɦɟɰ-
ɤɨɝɨ, ɟɝɨ ɩɨɷɬɢɱɟɫɤɨɟ ɬɜɨɪɱɟɫɬɜɨ ɢ ɤɪɢɬɢɱɟɫɤɚɹ ɬɟɨɪɢɹ ɨɫɬɚɸɬɫɹ 
ɜɩɨɥɧɟ ɨɪɢɝɢɧɚɥɶɧɵɦɢ [12. C. 63]. 

ɂɬɚɤ, ɢɧɬɟɪɟɫ ɤ ɀɭɤɨɜɫɤɨɦɭ-ɤɪɢɬɢɤɭ ɮɨɪɦɢɪɭɟɬ ɰɟɥɨɫɬɧɵɣ ɨɛɥɢɤ 
ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ ɜ ɫɨɜɪɟɦɟɧɧɨɦ ɤɢɬɚɣɫɤɨɦ ɥɢɬɟɪɚɬɭɪɨɜɟɞɟɧɢɢ. ȼ ɟɝɨ 
ɬɜɨɪɱɟɫɬɜɟ ɩɪɟɥɨɦɥɹɸɬɫɹ ɜɚɠɧɟɣɲɢɟ ɨɫɨɛɟɧɧɨɫɬɢ ɪɨɫɫɢɣɫɤɨɝɨ ɥɢɬɟ-
ɪɚɬɭɪɧɨɝɨ ɩɪɨɰɟɫɫɚ ɩɟɪɜɨɣ ɬɪɟɬɢ XIX ɜ., ɜɤɥɸɱɚɹ ɪɚɛɨɬɭ ɜ ɠɭɪɧɚɥɟ 
«ȼɟɫɬɧɢɤ ȿɜɪɨɩɵ» (1808–1810), ɞɟɹɬɟɥɶɧɨɫɬɶ ɜ ɥɢɬɟɪɚɬɭɪɧɨɦ ɨɛɳɟ-
ɫɬɜɟ «Ⱥɪɡɚɦɚɫ», ɜɵɪɚɛɨɬɤɭ ɩɪɢɧɰɢɩɨɜ «ɝɚɪɦɨɧɢɱɟɫɤɨɣ ɬɨɱɧɨɫɬɢ» ɜ ɪɭɫ-
ɫɤɨɣ ɩɨɷɡɢɢ, ɫɬɚɧɨɜɥɟɧɢɟ ɠɚɧɪɨɜ ɛɚɥɥɚɞɵ, ɷɥɟɝɢɢ, ɩɨɫɥɚɧɢɹ, ɩɟɫɧɢ, 
ɦɟɞɢɬɚɬɢɜɧɨɣ ɥɢɪɢɤɢ ɜ ɪɭɫɫɤɨɣ ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɥɢɬɟɪɚɬɭɪɟ.  

ɉɪɟɞɦɟɬɨɦ ɩɨɞɪɨɛɧɨɝɨ ɪɚɫɫɦɨɬɪɟɧɢɹ ɜ ɞɚɧɧɨɣ ɫɬɚɬɶɟ ɹɜɥɹɟɬɫɹ ɚɧ-
ɬɨɥɨɝɢɹ «Ɋɭɫɫɤɢɟ ɩɨɷɬɵ. ɂɡɛɪɚɧɧɵɟ ɫɬɢɯɨɬɜɨɪɟɧɢɹ» [14], ɢɡɞɚɧɧɚɹ  
ɜ ɒɚɧɯɚɟ ɜ 1992 ɝ. Ɉɧɚ ɜɤɥɸɱɚɟɬ ɜ ɫɟɛɹ ɛɨɥɟɟ 500 ɩɪɨɢɡɜɟɞɟɧɢɣ 184 ɪɭɫ-
ɫɤɢɯ ɩɨɷɬɨɜ XVIII, XIX ɢ XX ɜɜ. (ɞɨ Ɉɤɬɹɛɪɶɫɤɨɣ ɪɟɜɨɥɸɰɢɢ). ȼ ɚɧ-
ɬɨɥɨɝɢɸ ɜɨɲɥɢ ɫɬɢɯɨɬɜɨɪɟɧɢɹ Ⱥ.Ⱦ. Ʉɚɧɬɟɦɢɪɚ, ȼ.Ʉ. Ɍɪɟɞɢɚɤɨɜɫɤɨɝɨ, 
Ɇ.ȼ. Ʌɨɦɨɧɨɫɨɜɚ, Ⱥ.ɋ. ɉɭɲɤɢɧɚ, Ɇ.ɘ. Ʌɟɪɦɨɧɬɨɜɚ, ɇ.Ⱥ. ɇɟɤɪɚɫɨɜɚ, 
Ⱥ.Ⱥ. Ⱥɯɦɚɬɨɜɨɣ, Ⱥ.Ⱥ. Ȼɥɨɤɚ, ɋ.Ⱥ. ȿɫɟɧɢɧɚ ɢ ɞɪ. Ʉɚɠɞɨɣ ɩɭɛɥɢɤɚɰɢɢ 
ɩɪɟɞɲɟɫɬɜɭɸɬ ɧɟɛɨɥɶɲɚɹ ɛɢɨɝɪɚɮɢɱɟɫɤɚɹ ɫɩɪɚɜɤɚ ɨ ɩɨɷɬɟ ɢ ɨɛɳɢɟ 
ɫɜɟɞɟɧɢɹ ɨ ɟɝɨ ɬɜɨɪɱɟɫɬɜɟ. ɉɟɪɟɜɨɞɱɢɤɨɦ ɚɧɬɨɥɨɝɢɢ ɹɜɥɹɟɬɫɹ ɢɡɜɟɫɬ-
ɧɵɣ ɜ Ʉɢɬɚɟ ɫɥɚɜɢɫɬ ɑɠɚɧ ɐɚɨɠɷɧɶ (ɪ. 1928; ɧɚɫɬɨɹɳɟɟ ɢɦɹ ɑɠɚɧ 
ɑɚɨɠɷɧɶ). 

ȼ ɚɧɬɨɥɨɝɢɸ ɜɨɲɥɢ ɫɥɟɞɭɸɳɢɟ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɀɭɤɨɜɫɤɨɝɨ: 
«Ⱦɪɭɠɛɚ», «ȼɟɱɟɪ», «ɉɟɫɧɹ» («Ʉɨɥɶɰɨ ɞɭɲɢ ɞɟɜɢɰɵ»), «ȼɟɫɟɧɧɟɟ 
ɱɭɜɫɬɜɨ», «ɉɟɫɧɹ» («Ɇɢɧɭɜɲɢɯ ɞɧɟɣ ɨɱɚɪɨɜɚɧɶɟ»), «Ɇɨɪɟ (ɗɥɟɝɢɹ)», 
«9 ɦɚɪɬɚ 1823». ɋɚɦ ɜɵɛɨɪ ɞɚɧɧɵɯ ɩɪɨɢɡɜɟɞɟɧɢɣ ɩɨɡɜɨɥɹɟɬ ɩɪɟɞɫɬɚ-
ɜɢɬɶ ɤɢɬɚɣɫɤɨɦɭ ɱɢɬɚɬɟɥɸ ɀɭɤɨɜɫɤɨɝɨ ɤɚɤ ɚɜɬɨɪɚ ɩɟɣɡɚɠɧɨɣ ɢ ɥɸ-
ɛɨɜɧɨɣ ɥɢɪɢɤɢ, ɜɨɡɧɢɤɲɟɣ ɧɚ ɩɟɫɟɧɧɨɣ ɨɫɧɨɜɟ, ɢ ɤɚɤ ɦɚɫɬɟɪɚ ɚɥɥɟɝɨ-
ɪɢɱɟɫɤɨɣ, ɧɚɬɭɪɮɢɥɨɫɨɮɫɤɨɣ ɢ ɚɜɬɨɩɫɢɯɨɥɨɝɢɱɟɫɤɨɣ ɩɨɷɡɢɢ. ɉɪɢ 
ɚɧɚɥɢɡɟ ɷɬɢɯ ɫɬɢɯɨɬɜɨɪɟɧɢɣ ɩɪɚɜɨɦɟɪɧɨ ɩɨɫɬɚɜɢɬɶ ɜɨɩɪɨɫ ɨɛ ɷɜɨɥɸ-
ɰɢɢ ɀɭɤɨɜɫɤɨɝɨ-ɩɨɷɬɚ ɢ ɨɛ ɨɫɨɛɟɧɧɨɫɬɹɯ ɩɟɪɟɜɨɞɱɟɫɤɨɣ ɫɬɪɚɬɟɝɢɢ 
ɑɠɚɧ ɐɚɨɠɷɧɶ. 

Ɉɛɪɚɬɢɦɫɹ ɤ ɩɟɪɟɜɨɞɭ ɫɬɢɯɨɬɜɨɪɟɧɢɹ «Ⱦɪɭɠɛɚ» (1805). Ʉɚɤ ɭɫɬɚ-
ɧɨɜɥɟɧɨ ɢɫɫɥɟɞɨɜɚɬɟɥɹɦɢ, ɨɧɨ ɹɜɥɹɟɬɫɹ ɜɨɥɶɧɵɦ ɩɟɪɟɜɨɞɨɦ ɩɪɨɢɡɜɟ-
ɞɟɧɢɹ ɢɡɜɟɫɬɧɨɝɨ ɮɪɚɧɤɨ-ɧɟɦɟɰɤɨɝɨ ɩɨɷɬɚ, ɛɚɫɧɨɩɢɫɰɚ, ɩɟɪɟɜɨɞɱɢɤɚ 
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Ƚɨɬɥɢɛɚ Ʉɨɧɪɚɞɚ ɉɮɟɮɮɟɥɹ (1736–1809) “Das Epheu” («ɉɥɸɳ») [15]. 
ɇɚɩɢɫɚɧɧɨɟ ɉɮɟɮɮɟɥɟɦ ɜ ɬɪɚɞɢɰɢɹɯ ɫɟɧɬɢɦɟɧɬɚɥɢɫɬɫɤɨɣ ɚɥɥɟɝɨɪɢ-
ɱɟɫɤɨɣ ɩɨɷɡɢɢ, ɷɬɨ ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɜ ɩɟɪɟɜɨɞɟ ɀɭɤɨɜɫɤɨɝɨ ɩɪɟɬɟɪɩɟɥɨ 
ɧɟɤɨɬɨɪɵɟ ɢɡɦɟɧɟɧɢɹ. ɇɚɡɜɚɧɢɟ «Ⱦɪɭɠɛɚ» ɨɤɚɡɵɜɚɟɬɫɹ ɬɟɫɧɨ ɫɜɹɡɚɧɨ 
ɜ ɷɬɨɬ ɩɟɪɢɨɞ ɫ ɮɢɥɨɫɨɮɢɟɣ ɞɪɭɠɛɵ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ, ɟɝɨ ɞɟɹɬɟɥɶɧɨ-
ɫɬɶɸ ɜ Ⱦɪɭɠɟɫɤɨɦ ɥɢɬɟɪɚɬɭɪɧɨɦ ɨɛɳɟɫɬɜɟ, ɟɝɨ ɞɧɟɜɧɢɤɨɜɵɦɢ ɡɚɩɢ-
ɫɹɦɢ. Ɍɚɤ, ɧɚɩɪɢɦɟɪ, ɜ ɞɧɟɜɧɢɤɟ ɨɬ 13 ɢɸɧɹ 1805 ɝ. ɩɨɷɬ ɝɨɜɨɪɢɬ  
ɨ ɫɜɨɟɣ ɩɪɨɜɢɞɟɧɰɢɚɥɶɧɨɣ ɮɢɥɨɫɨɮɢɢ, ɜɚɠɧɟɣɲɟɣ ɱɚɫɬɶɸ ɤɨɬɨɪɨɣ 
ɹɜɥɹɟɬɫɹ ɞɪɭɠɛɚ: «…ɞɪɭɠɛɚ, ɢɫɤɪɟɧɧɹɹ ɩɪɢɜɹɡɚɧɧɨɫɬɶ ɤ ɦɨɢɦ ɛɥɢɠ-
ɧɢɦ ɞɪɭɡɶɹɦ ɢ, ɧɚɤɨɧɟɰ, <…> ɭɞɨɜɨɥɶɫɬɜɢɟ ɧɟɤɨɬɨɪɵɯ ɭɦɟɪɟɧɧɵɯ 
ɛɥɚɝɨɞɟɹɧɢɣ – ɜɨɬ ɜɫɟ ɦɨɢ ɬɪɟɛɨɜɚɧɢɹ ɨɬ ɉɪɨɜɢɞɟɧɢɹ!» [16. Ɍ. 13. C. 14]. 
ɋɬɢɥɶ ɩɟɪɟɜɨɞɚ ɀɭɤɨɜɫɤɢɦ ɷɬɨɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɜɨɫɯɨɞɢɬ ɤ ɜɨɡɜɵ-
ɲɟɧɧɨɣ ɢ ɬɨɪɠɟɫɬɜɟɧɧɨɣ ɬɪɚɞɢɰɢɢ ɨɞɢɱɟɫɤɨɣ ɩɨɷɡɢɢ [17]. 

ɂɡɜɟɫɬɧɨ, ɱɬɨ ɱɟɪɧɨɜɨɣ ɩɟɪɟɜɨɞ ɀɭɤɨɜɫɤɨɝɨ ɢɡ ɉɮɟɮɮɟɥɹ ɛɵɥ ɜɵ-
ɩɨɥɧɟɧ ɢɦ ɧɟɩɨɫɪɟɞɫɬɜɟɧɧɨ ɧɚ ɫɬɪɚɧɢɰɟ 180 ɜɬɨɪɨɣ ɱɚɫɬɢ «ɉɨɷɬɢɱɟ-
ɫɤɢɯ ɨɩɵɬɨɜ» ɡɚɩɚɞɧɨɟɜɪɨɩɟɣɫɤɨɝɨ ɩɨɷɬɚ, ɢɡɞɚɧɧɵɯ ɜ ɜɨɫɶɦɢ ɱɚɫɬɹɯ 
ɜ 1802–1805 ɝɝ. [18] ɢ ɫɨɯɪɚɧɢɜɲɢɯɫɹ ɜ ɛɢɛɥɢɨɬɟɤɟ ɩɨɷɬɚ ɜ Ɍɨɦɫɤɟ [17]. 
ȼɩɟɪɜɵɟ ɠɟ «Ⱦɪɭɠɛɚ» ɜ ɨɤɨɧɱɚɬɟɥɶɧɨɦ ɜɚɪɢɚɧɬɟ ɛɵɥɚ ɧɚɩɟɱɚɬɚɧɚ ɜɨ 
ɜɬɨɪɨɣ ɱɚɫɬɢ «ɋɬɢɯɨɬɜɨɪɟɧɢɣ ȼɚɫɢɥɢɹ ɀɭɤɨɜɫɤɨɝɨ» (1816). ɂɫɫɥɟɞɨ-
ɜɚɬɟɥɢ ɫɱɢɬɚɸɬ ɩɟɪɟɜɨɞ ɀɭɤɨɜɫɤɨɝɨ ɜɨɥɶɧɵɦ, ɜ ɧɟɦ ɲɟɫɬɢɫɬɨɩɧɵɣ 
ɹɦɛ ɫ ɩɟɪɟɤɪɟɫɬɧɨɣ ɪɢɮɦɨɣ ɜ ɨɪɢɝɢɧɚɥɟ ɫɬɚɧɨɜɢɬɫɹ ɜ ɪɭɫɫɤɨɦ ɜɚɪɢ-
ɚɧɬɟ ɪɚɡɧɨɫɬɨɩɧɵɦ ɪɚɡɝɨɜɨɪɧɵɦ ɹɦɛɨɦ ɫ ɨɩɨɹɫɵɜɚɸɳɟɣ ɪɢɮɦɨɣ [19. 
C. 51]. ɂɡɦɟɧɟɧɢɟ ɪɭɫɫɤɢɦ ɚɜɬɨɪɨɦ ɧɚɡɜɚɧɢɹ ɫɬɢɯɨɬɜɨɪɟɧɢɹ: ɧɟɨɞɭ-
ɲɟɜɥɟɧɧɨɝɨ ɫɭɳɟɫɬɜɢɬɟɥɶɧɨɝɨ «ɉɥɸɳ» ɧɚ ɚɛɫɬɪɚɤɬɧɨɟ «Ⱦɪɭɠɛɚ», 
ɨɬɧɨɫɹɳɟɟɫɹ ɤ ɨɛɥɚɫɬɢ ɱɟɥɨɜɟɱɟɫɤɢɯ ɨɬɧɨɲɟɧɢɣ ɢ ɢɧɨɫɤɚɡɚɬɟɥɶɧɨ ɢɫ-
ɩɨɥɶɡɭɟɦɨɟ ɞɥɹ ɯɚɪɚɤɬɟɪɢɫɬɢɤɢ ɧɟɨɞɭɲɟɜɥɟɧɧɵɯ ɩɪɟɞɦɟɬɨɜ, ɪɚɫɤɪɵ-
ɜɚɟɬ ɫɟɦɚɧɬɢɱɟɫɤɭɸ ɞɜɭɩɥɚɧɨɜɨɫɬɶ ɩɪɨɢɡɜɟɞɟɧɢɹ, ɱɬɨ ɹɜɥɹɟɬɫɹ ɨɫ-
ɧɨɜɧɵɦ ɩɪɢɡɧɚɤɨɦ ɠɚɧɪɚ ɛɚɫɧɢ. ȼɚɠɧɨ ɨɬɦɟɬɢɬɶ, ɱɬɨ ɢɡɨɛɪɚɠɟɧɧɚɹ 
ɜ ɩɟɪɜɵɯ ɬɪɟɯ ɫɬɢɯɚɯ ɭ ɀɭɤɨɜɫɤɨɝɨ ɤɚɪɬɢɧɚ ɜɨɫɩɪɢɧɢɦɚɟɬɫɹ ɤɚɤ ɫɢɦ-
ɜɨɥ, ɡɧɚɤ ɨɩɪɟɞɟɥɟɧɧɵɯ ɱɟɥɨɜɟɱɟɫɤɢɯ ɨɬɧɨɲɟɧɢɣ, ɩɨɫɥɟɞɧɢɣ ɠɟ, ɱɟɬɜɟɪ-
ɬɵɣ ɫɬɢɯ ɩɪɨɱɢɬɵɜɚɟɬɫɹ ɤɚɤ ɦɨɪɚɥɶ, ɧɚɢɛɨɥɟɟ ɩɨɥɧɨ ɫɨɨɬɜɟɬɫɬɜɭɸɳɚɹ 
ɧɟɦɟɰɤɨɦɭ ɬɟɤɫɬɭ ɢ ɜ ɬɨ ɠɟ ɜɪɟɦɹ ɛɨɥɟɟ ɥɚɤɨɧɢɱɧɨ ɢ ɷɦɨɰɢɨɧɚɥɶɧɨ, 
ɱɟɦ ɜ ɨɪɢɝɢɧɚɥɟ, ɩɟɪɟɞɚɸɳɚɹ ɨɫɧɨɜɧɭɸ ɦɵɫɥɶ [19. C. 51–52]. 

ɏɚɪɚɤɬɟɪɧɨ, ɱɬɨ ɜ ɬɨɦ ɠɟ 1805 ɝ. ɀɭɤɨɜɫɤɢɣ ɩɟɪɟɜɨɞɢɬ ɢɡ ɉɮɟɮ-
ɮɟɥɹ ɫɬɢɯɨɬɜɨɪɟɧɢɹ «Ɇɨɹ ɬɚɣɧɚ», «Ȼɪɭɬɨɜɚ ɫɦɟɪɬɶ», «Ɇɢɥɨɫɟɪɞɢɟ», 
<«Ⱥɧɬɢɩɚɬɢɹ»>, ɚ ɜ ɩɨɫɥɟɞɧɢɣ ɪɚɡ ɨɛɪɚɳɚɟɬɫɹ ɤ ɟɝɨ ɩɪɨɢɡɜɟɞɟɧɢɹɦ  
ɜ 1828 ɝ., ɩɟɪɟɜɟɞɹ ɟɝɨ ɛɚɫɧɸ «Ɂɜɟɡɞɚ ɢ ɤɨɦɟɬɚ». ȼ ɰɟɥɨɦ ɠɟ ɩɪɢ 
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ɩɟɪɟɜɨɞɟ ɀɭɤɨɜɫɤɢɦ ɩɪɨɢɡɜɟɞɟɧɢɣ ɉɮɟɮɮɟɥɹ ɨɬ 1800-ɯ ɤ ɤɨɧɰɭ 
1820-ɯ ɝɝ. ɨɬɦɟɱɚɟɬɫɹ ɬɟɧɞɟɧɰɢɹ ɤ ɩɫɢɯɨɥɨɝɢɡɚɰɢɢ ɥɢɪɢɱɟɫɤɨɝɨ ɪɚɫ-
ɫɤɚɡɚ ɢ ɫɨɨɬɧɟɫɟɧɢɢ ɟɝɨ ɫ ɨɛɫɬɨɹɬɟɥɶɫɬɜɚɦɢ ɨɤɪɭɠɚɸɳɟɣ ɩɨɷɬɚ ɞɟɣ-
ɫɬɜɢɬɟɥɶɧɨɫɬɢ [19. C. 59]. 

ɋɪɚɜɧɢɜɚɹ ɩɟɪɟɜɨɞ ɀɭɤɨɜɫɤɨɝɨ ɢɡ ɉɮɟɮɮɟɥɹ «Ⱦɪɭɠɛɚ» ɢ ɩɟɪɟɜɨɞ 
ɷɬɨɝɨ ɠɟ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɑɠɚɧ ɐɚɨɠɟɧɟɦ, ɦɨɠɧɨ ɨɬɦɟɬɢɬɶ, ɱɬɨ ɜ ɨɛɨɢɯ 
ɫɥɭɱɚɹɯ ɷɬɨ ɞɨɫɥɨɜɧɵɣ ɩɟɪɟɜɨɞ. ȼɚɠɧɟɣɲɚɹ ɨɫɨɛɟɧɧɨɫɬɶ ɫɬɢɯɨɬɜɨɪɟ-
ɧɢɹ ɀɭɤɨɜɫɤɨɝɨ ɜɢɞɢɬɫɹ ɜ ɬɨɦ, ɱɬɨ ɜ ɧɟɦ ɢɫɩɨɥɶɡɭɟɬɫɹ ɬɨɥɶɤɨ ɨɞɢɧ 
ɝɥɚɝɨɥ «ɥɟɠɚɥ» ɢ ɬɪɢ ɝɥɚɝɨɥɶɧɵɟ ɮɨɪɦɵ: ɨɞɧɨ ɞɟɟɩɪɢɱɚɫɬɢɟ «ɫɤɚɬɢɜ-
ɲɢɫɶ» ɢ ɞɜɚ ɫɬɪɚɞɚɬɟɥɶɧɵɯ ɩɪɢɱɚɫɬɢɹ «ɪɚɡɛɢɬɵɣ», «ɨɛɜɢɬɵɣ». Ⱦɥɹ 
ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ ɜɚɠɧɨ ɛɵɥɨ ɩɟɪɟɞɚɬɶ ɤɨɧɬɪɚɫɬ ɞɢɧɚɦɢɤɢ ɢ ɫɬɚɬɢɤɢ ɢ 
ɩɪɨɫɬɪɚɧɫɬɜɟɧɧɨɣ ɜɟɪɬɢɤɚɥɢ: «ɝɨɪɧɨɣ ɜɵɫɨɬɵ» ɢ «ɩɪɚɯɚ», ɱɬɨ ɭɫɢɥɢ-
ɜɚɥɨ ɷɦɨɰɢɨɧɚɥɶɧɨɟ ɜɩɟɱɚɬɥɟɧɢɟ ɨɬ ɩɪɨɱɢɬɚɧɧɨɝɨ, ɚ ɬɚɤɠɟ ɜɜɟɫɬɢ  
ɜ ɬɟɤɫɬ ɭɩɨɦɢɧɚɧɢɟ ɫɥɚɜɹɧɫɤɨɝɨ ɛɨɠɟɫɬɜɚ ɉɟɪɭɧɚ. ɋɪ.:  

 
ɋɤɚɬɢɜɲɢɫɶ ɫ ɝɨɪɧɨɣ ɜɵɫɨɬɵ, 
Ʌɟɠɚɥ ɧɚ ɩɪɚɯɟ ɞɭɛ, ɩɟɪɭɧɚɦɢ ɪɚɡɛɢɬɵɣ; 
Ⱥ ɫ ɧɢɦ ɢ ɝɢɛɤɢɣ ɩɥɸɳ, ɤɪɭɝɨɦ ɟɝɨ ɨɛɜɢɬɵɣ [16. Ɍ. 1. ɋ. 67]. 
 

ȼ ɤɢɬɚɣɫɤɨɦ ɩɟɪɟɜɨɞɟ ɢɫɩɨɥɶɡɭɸɬɫɹ ɞɜɚ ɝɥɚɝɨɥɚ, ɜɫɬɪɟɱɚɸɳɢɟɫɹ 
ɜ ɨɞɧɨɦ ɫɬɢɯɟ: «ɫɤɚɬɢɥɫɹ ɫ ɝɨɪ ɢ ɥɟɝ ɜ ɩɪɚɯ», ɞɜɚ ɩɪɢɱɚɫɬɢɹ: «ɪɚɫɤɨ-
ɥɨɬɵɣ ɦɨɥɧɢɟɣ» ɢ «ɨɛɜɢɜɚɸɳɢɣ ɞɟɪɟɜɨ», ɱɬɨ ɚɤɰɟɧɬɢɪɭɟɬ ɜɧɢɦɚɧɢɟ 
ɩɟɪɟɜɨɞɱɢɤɚ ɜ ɛɨɥɶɲɟɣ ɦɟɪɟ ɧɚ ɩɪɨɬɢɜɨɩɨɫɬɚɜɥɟɧɢɢ ɞɜɢɠɟɧɢɹ ɢ ɩɨ-
ɤɨɹ ɢ ɧɚ ɞɥɹɳɟɦɫɹ ɞɟɣɫɬɜɢɢ, ɤɨɬɨɪɨɟ ɩɟɪɟɞɚɟɬɫɹ ɜ ɬɨɦ ɱɢɫɥɟ ɧɚɥɢ-
ɱɢɟɦ ɜ ɤɨɧɰɟ ɬɪɟɬɶɟɝɨ ɫɬɢɯɚ ɦɧɨɝɨɬɨɱɢɹ. ɋɪ.:  

 

Ɍɟɤɫɬ ɧɚ ɤɢɬɚɣɫɤɨɦ ɹɡɵɤɟ ɉɟɪɟɜɨɞ ɫ ɤɢɬɚɣɫɤɨɝɨ  
友寱 

一棵被旑䔜劈断䙫栎㟸， 
从高山上㻁下来,倒卧在尘土憳； 
和它一起的徿有伇亼在㟸庒上䙫柔弱
䙫敦春嗋… [14. ɋ. 151] 

Ⱦɪɭɠɛɚ 
Ⱦɭɛ, ɪɚɫɤɨɥɨɬɵɣ ɦɨɥɧɢɟɣ, 
ɋɤɚɬɢɥɫɹ ɫ ɝɨɪ ɢ ɥɟɝ ɜ ɩɪɚɯ; 
Ⱥ ɜɦɟɫɬɟ ɫ ɧɢɦ ɢ ɯɪɭɩɤɢɣ ɩɥɸɳ, ɨɛ-
ɜɢɜɚɸɳɢɣ ɞɟɪɟɜɨ... 

 

ɑɠɚɧ ɐɚɨɠɟɧɶ ɜɤɥɸɱɚɟɬ ɜ ɩɟɪɟɜɨɞ ɧɟɣɬɪɚɥɶɧɨɟ ɫɥɨɜɨ «ɦɨɥɧɢɹ», 
ɜ ɬɪɟɬɶɟɦ ɫɬɢɯɟ ɡɚɦɟɧɹɟɬ «ɞɭɛ» «ɞɟɪɟɜɨɦ», ɱɬɨ ɩɪɢɞɚɟɬ ɜɫɟɣ ɛɚɫɧɟ 
ɛɨɥɟɟ ɨɛɨɛɳɟɧɧɵɣ ɫɦɵɫɥ. ɉɨɫɤɨɥɶɤɭ «ɞɭɛ» ɜ ɤɢɬɚɣɫɤɨɦ ɹɡɵɤɟ ɨɬɧɨ-
ɫɢɬɫɹ ɤ ɫɭɳɟɫɬɜɢɬɟɥɶɧɵɦ ɦɭɠɫɤɨɝɨ ɪɨɞɚ, ɚ «ɩɥɸɳ» –ɠɟɧɫɤɨɝɨ,  
ɬɨ ɫɚɦ ɨɛɪɚɡ ɞɪɭɠɛɵ ɜ ɤɢɬɚɣɫɤɨɦ ɩɟɪɟɜɨɞɟ ɩɪɢɨɛɪɟɬɚɟɬ ɝɟɧɞɟɪɧɭɸ 
ɫɟɦɚɧɬɢɤɭ. ɇɚɤɨɧɟɰ, ɜɦɟɫɬɨ ɡɚɤɥɸɱɢɬɟɥɶɧɨɝɨ ɫɬɢɯɚ ɀɭɤɨɜɫɤɨɝɨ  
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«Ɉ Ⱦɪɭɠɛɚ, ɷɬɨ ɬɵ!», ɜ ɤɨɬɨɪɨɦ ɝɥɚɜɧɵɣ ɚɤɰɟɧɬ ɫɞɟɥɚɧ ɧɚ ɫɟɦɚɧɬɢɱɟɫɤɨɣ 
ɞɜɭɩɥɚɧɨɜɨɫɬɢ ɛɚɫɧɢ, ɤɢɬɚɣɫɤɢɣ ɩɟɪɟɜɨɞɱɢɤ ɡɚɜɟɪɲɚɟɬ ɫɬɢɯɨɬɜɨɪɟ-
ɧɢɟ ɫɥɨɜɚɦɢ «Ⱥɯ, ɷɬɨ ɞɪɭɠɛɚ!», ɩɟɪɟɞɚɸɳɢɦɢ ɜ ɛɨɥɶɲɟɣ ɫɬɟɩɟɧɢ 
ɷɦɨɰɢɨɧɚɥɶɧɨɟ ɫɨɫɬɨɹɧɢɟ ɥɢɪɢɱɟɫɤɨɝɨ ɩɨɜɟɫɬɜɨɜɚɬɟɥɹ. Ɍɚɤɠɟ ɜɚɠɧɨ 
ɨɬɦɟɬɢɬɶ, ɱɬɨ ɜ ɩɟɪɟɜɨɞɟ ɨɤɚɡɵɜɚɸɬɫɹ ɫɨɡɜɭɱɧɵɦɢ 2-ɣ ɢ 4-ɣ ɫɬɢɯɢ, 
ɪɚɫɤɪɵɜɚɸɳɢɟ ɩɟɪɟɤɪɟɫɬɧɵɣ ɬɢɩ ɪɢɮɦɨɜɤɢ. 

Ɉɞɧɚ ɢɡ ɫɚɦɵɯ ɢɡɜɟɫɬɧɵɯ ɩɟɫɟɧ ɀɭɤɨɜɫɤɨɝɨ «Ʉɨɥɶɰɨ ɞɭɲɢ-ɞɟ-
ɜɢɰɵ» ɛɵɥɚ ɧɚɩɢɫɚɧɚ ɜ 1817 ɝ. ɢ ɜɩɟɪɜɵɟ ɨɩɭɛɥɢɤɨɜɚɧɚ ɜ ʋ 1 ɫɛɨɪ-
ɧɢɤɚ «Fur wenige. Ⱦɥɹ ɧɟɦɧɨɝɢɯ» ɡɚ 1818 ɝ. Ʉɚɤ ɭɫɬɚɧɨɜɥɟɧɨ ɢɫɫɥɟɞɨ-
ɜɚɬɟɥɹɦɢ, ɷɬɚ ɩɟɫɧɹ ɹɜɥɹɟɬɫɹ ɩɟɪɟɥɨɠɟɧɢɟɦ ɫɬɢɯɨɬɜɨɪɟɧɢɹ «ɍɬɨɧɭɜɲɟɟ 
ɤɨɥɶɰɨ. ɉɨɞɪɚɠɚɧɢɟ ɥɢɬɨɜɫɤɨɣ» (“Der versunkene Brautring. Litthauisch”, 
1808) ɧɟɦɟɰɤɨɝɨ ɩɨɷɬɚ Ƚ.Ɏ.Ɇ. ɮɨɧ ɒɟɧɤɟɧɞɨɪɮɚ (1783–1817), ɤɨɬɨ-
ɪɵɣ ɡɚɢɦɫɬɜɨɜɚɥ ɟɝɨ ɢɡ ɫɛɨɪɧɢɤɚ ɂ.Ƚ. Ƚɟɪɞɟɪɚ «Ƚɨɥɨɫɚ ɧɚɪɨɞɨɜ ɜ ɩɟɫ-
ɧɹɯ» (1807). Ƚɟɪɞɟɪ ɠɟ, ɜ ɫɜɨɸ ɨɱɟɪɟɞɶ, ɨɛɪɚɬɢɥɫɹ ɤ ɞɚɧɧɨɣ ɩɟɫɧɟ ɤɚɤ 
ɹɪɤɨɦɭ ɨɛɪɚɡɰɭ ɥɢɬɨɜɫɤɨɣ ɮɨɥɶɤɥɨɪɧɨɣ ɩɨɷɡɢɢ. Ɇɨɠɧɨ ɫɤɚɡɚɬɶ, ɱɬɨ 
ɜ ɩɟɫɧɟ ɀɭɤɨɜɫɤɨɝɨ, ɫɨɡɞɚɧɧɨɣ ɱɟɪɟɡ ɩɨɫɪɟɞɧɢɱɟɫɬɜɨ ɒɟɧɤɟɧɞɨɪɮɚ 
ɢ Ƚɟɪɞɟɪɚ, ɜɨɫɩɪɨɢɡɜɨɞɢɬɫɹ ɦɨɬɢɜ ɭɬɟɪɹɧɧɨɝɨ ɤɨɥɶɰɚ ɤɚɤ ɜɵɪɚɠɟɧɢɹ 
ɪɚɡɦɨɥɜɤɢ ɦɟɠɞɭ ɠɟɧɢɯɨɦ ɢ ɧɟɜɟɫɬɨɣ, ɤɚɤ ɩɨɷɬɢɱɟɫɤɨɣ ɚɥɥɟɝɨɪɢɢ 
ɭɬɪɚɱɟɧɧɨɣ ɥɸɛɜɢ [20. C. 327]. ɋɛɨɪɧɢɤ «Ⱦɥɹ ɧɟɦɧɨɝɢɯ», ɝɞɟ ɜɩɟɪɜɵɟ 
ɭɜɢɞɟɥɨ ɫɜɟɬ ɞɚɧɧɨɟ ɫɬɢɯɨɬɜɨɪɟɧɢɟ, ɛɵɥ ɫɨɫɬɚɜɥɟɧ ɬɚɤɢɦ ɨɛɪɚɡɨɦ, 
ɱɬɨ ɜ ɧɟɦ ɩɚɪɚɥɥɟɥɶɧɨ ɩɟɱɚɬɚɥɢɫɶ ɨɪɢɝɢɧɚɥɶɧɵɟ ɢ ɩɟɪɟɜɨɞɧɵɟ ɬɟɤɫɬɵ, 
ɤɨɬɨɪɵɟ «ɜɵɹɜɥɹɥɢ ɥɢɰɨ ɀɭɤɨɜɫɤɨɝɨ-ɩɟɪɟɜɨɞɱɢɤɚ», ɮɨɪɦɢɪɨɜɚɥɢ 
«ɠɚɧɪɨɜɨ-ɫɬɢɥɟɜɵɟ ɢ ɬɟɦɚɬɢɱɟɫɤɢɟ ɩɨɞɛɨɪɤɢ», ɧɚɦɟɱɚɥɢ ɩɫɢɯɨɥɨ-
ɝɢɸ ɢ ɫɨɰɢɨɥɨɝɢɸ ɱɢɬɚɬɟɥɶɫɤɨɣ ɪɟɰɟɩɰɢɢ [21. C. 417]. 

ɉɟɫɟɧɧɨɟ ɧɚɱɚɥɨ, ɩɪɢɫɭɬɫɬɜɭɸɳɟɟ ɜ ɷɬɨɦ ɫɬɢɯɨɬɜɨɪɟɧɢɢ, ɫɨɫɬɚɜ-
ɥɹɟɬ ɞɨɦɢɧɢɪɭɸɳɭɸ ɨɫɧɨɜɭ ɥɢɪɢɡɦɚ «ɩɟɪɜɨɝɨ ɪɭɫɫɤɨɝɨ ɪɨɦɚɧɬɢɤɚ». 
ɉɨ ɦɧɟɧɢɸ ɂ.Ɇ. ɋɟɦɟɧɤɨ, ɚɧɚɥɢɡɭ, ɪɚɫɱɥɟɧɟɧɢɸ, ɞɟɬɚɥɢɡɚɰɢɢ ɪɭɫ-
ɫɤɢɣ ɩɨɷɬ ɩɪɟɞɩɨɱɢɬɚɟɬ ɫɭɦɦɚɪɧɨɟ ɢɡɨɛɪɚɠɟɧɢɟ ɱɭɜɫɬɜɚ, ɫɤɪɵɬɭɸ 
ɷɦɨɰɢɨɧɚɥɶɧɨɫɬɶ, ɢɫɩɨɥɶɡɨɜɚɧɢɟ ɫɟɦɚɧɬɢɱɟɫɤɨɣ ɦɧɨɝɨɡɧɚɱɧɨɫɬɢ ɫɥɨɜɚ 
ɢ ɫɨɨɬɜɟɬɫɬɜɭɸɳɟɝɨ ɩɨɷɬɢɱɟɫɤɨɝɨ ɤɨɧɬɟɤɫɬɚ. «Ɍɢɩ ɥɢɪɢɱɟɫɤɨɣ ɷɦɨɰɢ-
ɨɧɚɥɶɧɨɫɬɢ ɜ ɩɨɷɡɢɢ ɀɭɤɨɜɫɤɨɝɨ ɪɨɞɫɬɜɟɧ ɦɭɡɵɤɟ», ɡɚɱɚɫɬɭɸ ɥɢɪɢɡɦ 
ɀɭɤɨɜɫɤɨɝɨ – «ɥɢɪɢɡɦ ɩɟɫɟɧɧɨɝɨ ɬɢɩɚ» [22. C. 82, 86]. Ʉɚɤ ɢɡɜɟɫɬɧɨ, 
ɜɩɨɫɥɟɞɫɬɜɢɢ ɷɬɚ ɩɟɫɧɹ ɀɭɤɨɜɫɤɨɝɨ ɛɵɥɚ ɩɨɥɨɠɟɧɚ ɧɚ ɦɭɡɵɤɭ ɤɨɦ-
ɩɨɡɢɬɨɪɨɦ Ⱥ.Ⱥ. Ⱥɥɹɛɶɟɜɵɦ (1787–1851). 

ɉɟɫɟɧɧɨɟ ɥɢɪɢɱɟɫɤɨɟ ɧɚɱɚɥɨ ɫɨɯɪɚɧɹɟɬɫɹ ɢ ɜ ɤɢɬɚɣɫɤɨɦ ɩɟɪɟɜɨɞɟ. 
Ɉɧɨ ɫɜɹɡɚɧɨ ɫ ɦɧɨɝɨɤɪɚɬɧɵɦ ɭɩɨɦɢɧɚɧɢɟɦ ɨɛɪɚɡɨɜ ɤɨɥɶɰɚ ɢ ɦɨɪɹ, 
ɢɫɩɨɥɶɡɨɜɚɧɢɟɦ ɥɟɤɫɢɱɟɫɤɨɝɨ ɩɨɜɬɨɪɚ ɢ ɷɥɟɦɟɧɬɨɜ ɩɨɷɬɢɱɟɫɤɨɝɨ 
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ɞɢɚɥɨɝɚ, ɩɟɪɟɞɚɱɟɣ ɫɤɪɵɬɨɣ ɷɦɨɰɢɨɧɚɥɶɧɨɫɬɢ ɱɟɪɟɡ ɭɩɨɬɪɟɛɥɟɧɢɟ 
ɜɵɪɚɡɢɬɟɥɶɧɵɯ ɷɩɢɬɟɬɨɜ, ɪɚɫɤɪɵɬɢɟɦ ɤɨɧɬɪɚɫɬɧɵɯ ɫɨɫɬɨɹɧɢɣ, ɫɨɡɞɚ-
ɧɢɟɦ ɚɥɥɟɝɨɪɢɱɟɫɤɨɣ ɨɛɪɚɡɧɨɫɬɢ, ɫɜɹɡɚɧɧɨɣ ɫ ɫɨɩɪɹɠɟɧɢɟɦ ɞɜɭɯ ɩɥɚ-
ɧɨɜ ɢɡɨɛɪɚɠɟɧɢɹ: ɩɨɬɟɪɢ ɤɨɥɶɰɚ ɤɚɤ ɩɨɬɟɪɢ ɥɸɛɜɢ. 

ɋɬɢɯɨɬɜɨɪɟɧɢɟ ɀɭɤɨɜɫɤɨɝɨ ɜɤɥɸɱɚɟɬ ɜ ɫɟɛɹ ɞɟɜɹɬɶ ɱɟɬɜɟɪɨɫɬɢ-
ɲɢɣ, ɜ ɤɢɬɚɣɫɤɨɦ ɩɟɪɟɜɨɞɟ ɜɫɟɝɨ ɱɟɬɵɪɟ ɱɟɬɜɟɪɨɫɬɢɲɢɹ, ɤɨɬɨɪɵɟ ɫɨ-
ɨɬɜɟɬɫɬɜɭɸɬ ɩɟɪɜɵɦ ɱɟɬɵɪɟɦ ɫɬɪɨɮɚɦ ɩɟɫɧɢ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ. ɋɪɚɜ-
ɧɢɦ ɬɪɟɬɶɸ ɢ ɱɟɬɜɟɪɬɭɸ ɫɬɪɨɮɵ ɜ ɩɟɫɧɟ ɀɭɤɨɜɫɤɨɝɨ ɢ ɜ ɩɟɪɟɜɨɞɟ 
ɑɠɚɧ ɐɚɨɠɷɧɶ:  

 

«Ʉɨɥɶɰɨ ɞɭɲɢ-ɞɟɜɢɰɵ» Ɍɟɤɫɬ ɧɚ ɤɢɬɚɣɫɤɨɦ 
ɹɡɵɤɟ ɉɟɪɟɜɨɞ ɫ ɤɢɬɚɣɫɤɨɝɨ 

ɇɟ ɜ ɞɨɛɪɵɣ ɱɚɫ ɹ ɧɟɜɨɞ 
ɋɬɚɥ ɜ ɦɨɪɟ ɩɨɥɨɫɤɚɬɶ; 
Ʉɨɥɶɰɨ ɸɪɤɧɭɥɨ ɜ ɜɨɞɭ;  
ɂɫɤɚɥ… ɧɨ ɝɞɟ ɫɵɫɤɚɬɶ! 
[16. Ɍ. 2. ɋ. 69] 

在一个不祥的时刻， 
我在大海里撤网㸹 
戒指滑到了水中㸪 
去寻找……那只是妄想 
[14. ɋ. 158] 

ȼ ɡɥɨɜɟɳɢɣ ɦɢɝ  
ə ɜɵɜɨɠɭ ɫɟɬɶ ɦɨɸ ɜ ɦɨɪɟ; 
Ʉɨɥɶɰɨ ɫɨɫɤɨɥɶɡɧɭɥɨ ɜ ɜɨɞɭ,  
ɂɫɤɚɥ… ɧɟɞɨɫɬɢɠɢɦɨ! 

 

ȼ ɩɟɪɟɜɨɞɟ ɜɦɟɫɬɨ ɜɵɪɚɠɟɧɢɹ «ɧɟ ɜ ɞɨɛɪɵɣ ɱɚɫ» ɢɫɩɨɥɶɡɭɟɬɫɹ ɫɥɨ-
ɜɨɫɨɱɟɬɚɧɢɟ «ɡɥɨɜɟɳɢɣ ɦɢɝ», ɫɨɡɞɚɸɳɟɟ ɛɨɥɟɟ ɷɦɨɰɢɨɧɚɥɶɧɵɣ, «ɪɨ-
ɤɨɜɨɣ» ɨɛɪɚɡ ɜɪɟɦɟɧɢ, ɩɪɨɬɢɜɨɩɨɫɬɚɜɥɹɸɳɢɣ «ɱɚɫ» ɢ «ɦɢɝ» ɢ ɩɟɪɟ-
ɞɚɸɳɢɣ ɬɪɟɜɨɠɧɵɟ ɩɪɟɞɱɭɜɫɬɜɢɹ ɥɢɪɢɱɟɫɤɨɝɨ ɝɟɪɨɹ. ȼ ɩɟɪɟɜɨɞɟ ɬɚɤ ɠɟ, 
ɤɚɤ ɢ ɜ ɨɪɢɝɢɧɚɥɟ, ɩɪɢɫɭɬɫɬɜɭɟɬ ɷɦɨɰɢɨɧɚɥɶɧɵɣ ɫɢɧɬɚɤɫɢɫ: ɦɧɨɝɨɬɨ-
ɱɢɟ, ɜɨɫɤɥɢɰɚɬɟɥɶɧɵɟ ɩɪɟɞɥɨɠɟɧɢɹ. ȼ ɱɟɬɜɟɪɬɨɣ ɫɬɪɨɮɟ ɭ ɪɭɫɫɤɨɝɨ 
ɩɨɷɬɚ ɜɫɬɪɟɱɚɸɬɫɹ ɥɟɤɫɢɱɟɫɤɢɣ ɩɨɜɬɨɪ («ɫ ɬɟɯ ɩɨɪ»), ɬɪɢ ɩɪɟɞɥɨɠɟ-
ɧɢɹ ɫ ɜɨɫɤɥɢɰɚɬɟɥɶɧɨɣ ɢɧɬɨɧɚɰɢɟɣ, ɫɟɦɚɧɬɢɱɟɫɤɚɹ ɚɥɥɟɝɨɪɢɱɟɫɤɚɹ 
ɞɜɭɩɥɚɧɨɜɨɫɬɶ, ɪɚɫɤɪɵɜɚɸɳɚɹ ɭɬɪɚɬɭ ɥɸɛɜɢ ɢ ɫɱɚɫɬɶɹ ɱɟɪɟɡ ɢɡɨɛɪɚ-
ɠɟɧɢɟ ɥɟɠɚɳɟɝɨ ɧɚ ɞɧɟ ɦɨɪɹ ɨɛɪɭɱɚɥɶɧɨɝɨ ɤɨɥɶɰɚ. ȼ ɩɟɪɟɜɨɞɟ ɷɬɨɣ 
ɫɬɪɨɮɵ, ɤɨɬɨɪɚɹ ɜ ɤɢɬɚɣɫɤɨɦ ɬɟɤɫɬɟ ɹɜɥɹɟɬɫɹ ɡɚɤɥɸɱɢɬɟɥɶɧɨɣ, ɩɟɪɟ-
ɜɨɞɱɢɤ ɫɨɯɪɚɧɹɟɬ ɨɫɧɨɜɧɵɟ ɨɫɨɛɟɧɧɨɫɬɢ ɨɪɢɝɢɧɚɥɚ: ɥɟɤɫɢɱɟɫɤɢɣ ɩɨ-
ɜɬɨɪ («ɨɬɧɵɧɟ»), ɜɨɫɤɥɢɰɚɬɟɥɶɧɵɟ ɩɪɟɞɥɨɠɟɧɢɹ, ɚɥɥɟɝɨɪɢɱɟɫɤɭɸ ɨɛ-
ɪɚɡɧɨɫɬɶ. ɋɪ.: 

 

«Ʉɨɥɶɰɨ ɞɭɲɢ-ɞɟɜɢɰɵ» Ɍɟɤɫɬ ɧɚ ɤɢɬɚɣɫɤɨɦ 
ɹɡɵɤɟ ɉɟɪɟɜɨɞ ɫ ɤɢɬɚɣɫɤɨɝɨ 

ɋ ɬɟɯ ɩɨɪ ɦɵ ɤɚɤ ɱɭɠɢɟ, 
ɉɪɢɞɭ ɤ ɧɟɣ – ɧɟ ɝɥɹɞɢɬ, 
ɋ ɬɟɯ ɩɨɪ ɦɨɟ ɜɟɫɟɥɶɟ 
ɇɚ ɞɧɟ ɦɨɪɫɤɨɦ ɥɟɠɢɬ. 
[16. Ɍ. 2. ɋ. 69] 

从此我们就屈昳巖人!  
我去看她——她不理!  
从此我的㬉乐 
也沉入了海底！  
[14. ɋ. 158] 

Ɉɬɧɵɧɟ ɦɵ ɤɚɤ ɱɭɠɢɟ! 
ə ɤ ɧɟɣ – ɨɧɚ ɩɪɨɢɝɧɨɪɢɪɨɜɚɥɚ! 
Ɉɬɧɵɧɟ ɦɨɹ ɪɚɞɨɫɬɶ 
Ɍɨɠɟ ɨɩɭɫɬɢɥɚɫɶ ɧɚ ɞɧɨ ɦɨɪɹ! 
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ȼ ɫɬɢɯɨɬɜɨɪɟɧɢɢ ɀɭɤɨɜɫɤɨɝɨ ɢɫɩɨɥɶɡɭɟɬɫɹ ɬɪɟɯɫɬɨɩɧɵɣ ɹɦɛ, ɤɚɤ 
ɢ ɜ ɧɟɦɟɰɤɨɦ ɨɪɢɝɢɧɚɥɟ, ɢ ɪɢɮɦɭɸɬɫɹ ɱɟɬɧɵɟ ɫɬɢɯɢ ɜɨ ɜɫɟɯ ɫɬɪɨɮɚɯ, 
ɤɪɨɦɟ ɲɟɫɬɨɣ, ɜ ɤɨɬɨɪɨɣ ɪɢɮɦɭɸɬɫɹ ɤɚɤ ɱɟɬɧɵɟ, ɬɚɤ ɢ ɧɟɱɟɬɧɵɟ ɫɬɢɯɢ.  

Ɉɬɤɚɡ ɑɠɚɧ ɐɚɨɠɷɧɹ ɨɬ ɩɟɪɟɜɨɞɚ ɡɚɤɥɸɱɢɬɟɥɶɧɵɯ ɩɹɬɢ ɫɬɪɨɮ 
ɩɟɫɧɢ ɀɭɤɨɜɫɤɨɝɨ ɨɛɴɹɫɧɹɟɬɫɹ, ɧɚ ɧɚɲ ɜɡɝɥɹɞ, ɫɟɦɚɧɬɢɱɟɫɤɨɣ ɢ ɷɫɬɟ-
ɬɢɱɟɫɤɨɣ ɡɚɜɟɪɲɟɧɧɨɫɬɶɸ ɞɚɧɧɨɝɨ ɮɪɚɝɦɟɧɬɚ ɢ ɟɝɨ ɷɤɜɢɜɚɥɟɧɬɧɨ-
ɫɬɶɸ ɜɫɟɦɭ ɫɬɢɯɨɬɜɨɪɟɧɢɸ, ɫɨɨɬɜɟɬɫɬɜɢɟɦ ɩɟɪɟɜɟɞɟɧɧɨɝɨ ɮɪɚɝɦɟɧɬɚ 
ɰɟɥɨɦɭ. ɇɟɫɥɭɱɚɣɧɨ ɩɟɫɧɹ ɀɭɤɨɜɫɤɨɝɨ ɤɨɦɩɨɡɢɰɢɨɧɧɨ ɱɟɬɤɨ ɞɟɥɢɬɫɹ 
ɧɚ ɞɜɟ ɱɚɫɬɢ, ɩɪɢ ɷɬɨɦ ɜɬɨɪɚɹ ɱɚɫɬɶ ɜ ɧɟɣ ɩɪɨɱɢɬɵɜɚɟɬɫɹ ɤɚɤ ɞɚɥɶɧɟɣ-
ɲɟɟ ɪɚɡɜɢɬɢɟ ɬɟɦɵ ɜɨɡɜɪɚɳɟɧɢɹ ɭɬɪɚɱɟɧɧɨɣ ɥɸɛɜɢ. 

Ⱦɚɧɧɨɟ ɫɬɢɯɨɬɜɨɪɟɧɢɟ, ɤɚɤ ɭɠɟ ɨɬɦɟɱɚɥɨɫɶ, ɨɬɧɨɫɢɬɫɹ ɤ ɠɚɧɪɭ ɥɢ-
ɬɟɪɚɬɭɪɧɨɣ ɩɟɫɧɢ ɧɚɪɹɞɭ ɫ ɬɚɤɢɦɢ ɩɪɨɢɡɜɟɞɟɧɢɹɦɢ ɩɨɷɬɚ, ɤɚɤ «Ʉɨɝɞɚ 
ɹ ɛɵɥ ɥɸɛɢɦ» (1806), «Ɇɨɣ ɞɪɭɝ, ɯɪɚɧɢɬɟɥɶ-ɚɧɝɟɥ ɦɨɣ» (1808),  
«Ɉ ɦɢɥɵɣ ɞɪɭɝ! ɬɟɩɟɪɶ ɫ ɬɨɛɨɸ ɪɚɞɨɫɬɶ!» (1811), «Ƚɞɟ ɮɢɚɥɤɚ, ɦɨɣ 
ɰɜɟɬɨɤ» (1815), «Ɇɢɧɭɜɲɢɯ ɞɧɟɣ ɨɱɚɪɨɜɚɧɶɟ» (1818), «Ɋɨɡɵ ɪɚɫɰɜɟ-
ɬɚɸɬ» (1820), «Ʉ ɜɨɫɬɨɤɭ, ɜɫɟ ɤ ɜɨɫɬɨɤɭ» (1820), «Ɉɬɵɦɚɟɬ ɧɚɲɢ ɪɚ-
ɞɨɫɬɢ» (1820) ɢ ɞɪ. ɋɨɞɟɪɠɚɧɢɟ ɢɯ, ɤɚɤ ɩɪɚɜɢɥɨ, ɫɜɹɡɚɧɨ ɫ ɭɬɪɚɬɨɣ 
ɥɸɛɜɢ, ɫɱɚɫɬɶɹ, ɸɧɨɫɬɢ [23. C. 161]. Ʌɢɬɟɪɚɬɭɪɧɚɹ ɩɟɫɧɹ, ɤɚɤ ɢɡɜɟɫɬɧɨ, 
ɝɥɭɛɢɧɧɨ ɫɜɹɡɚɧɚ ɫ ɦɭɡɵɤɚɥɶɧɵɦ ɧɚɱɚɥɨɦ, ɫ ɜɨɡɦɨɠɧɨɫɬɶɸ ɪɚɫɤɪɵ-
ɬɢɹ ɜ ɧɟɣ «ɜɧɭɬɪɟɧɧɟɝɨ ɱɟɥɨɜɟɤɚ», ɟɝɨ ɜɤɥɸɱɟɧɧɨɫɬɢ ɜ ɩɪɢɪɨɞɭ, c ɜɨɡ-
ɦɨɠɧɨɫɬɶɸ ɫɭɝɝɟɫɬɢɜɧɨɝɨ ɜɨɡɞɟɣɫɬɜɢɹ ɬɟɤɫɬɚ ɧɚ ɱɢɬɚɬɟɥɹ. Ⱦɥɹ ɀɭ-
ɤɨɜɫɤɨɝɨ ɠɚɧɪ ɩɟɫɧɢ ɬɚɤɠɟ ɫɬɚɧɨɜɢɬɫɹ «ɫɜɨɟɨɛɪɚɡɧɨɣ ɥɚɛɨɪɚɬɨɪɢɟɣ 
ɩɨ ɪɚɡɪɚɛɨɬɤɟ ɪɭɫɫɤɨɝɨ ɦɟɥɨɞɢɱɟɫɤɨɝɨ ɫɬɢɯɚ» ɢ ɫɩɨɫɨɛɨɦ ɩɟɪɟɞɚɱɢ 
ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɤɨɥɨɪɢɬɚ ɜ ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɥɢɪɢɤɟ [24. C. 8]. 

ȼ ɷɬɨɣ ɠɟ ɚɧɬɨɥɨɝɢɢ ɨɩɭɛɥɢɤɨɜɚɧɚ ɞɪɭɝɚɹ ɩɟɫɧɹ ɀɭɤɨɜɫɤɨɝɨ  
«Ɇɢɧɭɜɲɢɯ ɞɧɟɣ ɨɱɚɪɨɜɚɧɶɟ» (1818). ȼɩɟɪɜɵɟ ɨɧɚ ɛɵɥɚ ɧɚɩɟɱɚɬɚɧɚ  
ɜ ɠɭɪɧɚɥɟ «ɋɵɧ ɨɬɟɱɟɫɬɜɚ» ɡɚ 1821 ɝ. ɫ ɡɚɝɥɚɜɢɟɦ: «ɉɪɟɠɧɹɹ ɠɢɡɧɶ». 
Ⱥɞɪɟɫɚɬɨɦ ɩɟɫɧɢ ɹɜɥɹɟɬɫɹ ȿɤɚɬɟɪɢɧɚ Ɏɟɞɨɪɨɜɧɚ ȼɚɞɤɨɜɫɤɚɹ, ɜ ɡɚɦɭ-
ɠɟɫɬɜɟ Ʉɪɢɜɰɨɜɚ (1776–1861), ɩɥɟɦɹɧɧɢɰɚ ɭɦɟɪɲɟɣ 20 ɢɸɥɹ 1817 ɝ. 
Ⱥ.ɂ. ɉɥɟɳɟɟɜɨɣ, ɯɨɡɹɣɤɢ ɢɦɟɧɢɹ Ȼɨɥɶɲɚɹ ɑɟɪɧɶ, ɜ ɤɨɬɨɪɨɦ ɱɚɫɬɨ  
ɛɵɜɚɥ ɀɭɤɨɜɫɤɢɣ. Ɍɚɤɠɟ ɷɬɚ ɩɟɫɧɹ ɜɫɬɪɟɱɚɟɬɫɹ ɜ ɩɢɫɶɦɟ ɩɨɷɬɚ  
ɤ Ⱥ.ɉ. ȿɥɚɝɢɧɨɣ ɨɬ ɧɨɹɛɪɹ 1818 ɝ. ɉɨɫɵɥɚɹ ɟɣ ɫɬɢɯɨɬɜɨɪɟɧɢɟ, ɚɜɬɨɪ 
ɪɚɫɤɪɵɜɚɟɬ ɢɫɬɨɪɢɸ ɟɝɨ ɫɨɡɞɚɧɢɹ ɢ ɨɞɧɨɜɪɟɦɟɧɧɨ ɤɨɦɦɟɧɬɢɪɭɟɬ ɟɝɨ. 
Ɉɧ ɩɢɲɟɬ: «…ɜɨɬ ȼɚɦ ɫɬɢɯɢ, ɩɪɨɢɡɜɟɞɟɧɢɟ ɦɢɧɭɬɵ, ɦɢɦɨɩɪɨɥɟɬɟɜ-
ɲɟɣ… <…> ɢ ɜɨɫɩɨɦɢɧɚɧɢɟ, ɢ ɩɪɨɲɟɞɲɟɟ – ɧɟ ɱɬɨ ɢɧɨɟ, ɤɚɤ ɫɨɧ, ɤɨ-
ɬɨɪɵɣ ɫɥɟɞɚ ɧɟ ɨɫɬɚɜɥɹɟɬ, ɤɨɬɨɪɵɣ ɞɟɣɫɬɜɭɟɬ ɬɨɥɶɤɨ ɞɨ ɬɟɯ ɩɨɪ, ɩɨɤɚ 
ɞɥɢɬɫɹ…» [16. Ɍ. 16. C. 38). 
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ȼ ɰɟɧɬɪɟ ɷɬɨɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɧɚɯɨɞɢɬɫɹ ɨɛɪɚɡ ɩɟɪɟɠɢɜɚɟɦɨɝɨ 
ɜɪɟɦɟɧɢ, ɜɨɫɤɪɟɫɲɟɣ «ɦɢɥɨɣ ɫɬɚɪɢɧɵ». Ɇɨɬɢɜ ɨɠɢɜɨɬɜɨɪɹɸɳɟɝɨ 
ɜɨɫɩɨɦɢɧɚɧɢɹ ɪɚɫɤɪɵɜɚɟɬɫɹ ɱɟɪɟɡ ɪɟɮɥɟɤɫɢɸ ɥɢɪɢɱɟɫɤɨɝɨ ɝɟɪɨɹ, ɩɟ-
ɪɟɞɚɧɧɭɸ ɦɟɥɨɞɢɤɨɣ ɫɬɢɯɨɜ ɫ ɜɨɩɪɨɫɢɬɟɥɶɧɨɣ ɢɧɬɨɧɚɰɢɟɣ, ɥɟɤɫɢɱɟ-
ɫɤɢɦ ɩɨɜɬɨɪɨɦ («ɞɧɢ», «ɨɩɹɬɶ», «ɦɟɱɬɚ», «ɞɭɲɚ», «ɤɪɚɣ»), ɚɧɚɮɨɪɨɣ 
(«ɡɚɱɟɦ», «ɦɨɝɭ ɥɶ», «ɬɚɦ»). ɋɥɨɜɚ, ɜɵɞɟɥɟɧɧɵɟ ɜ ɬɟɤɫɬɟ ɤɭɪɫɢɜɨɦ 
(«ɫɜɹɬɨɟ ɉɪɟɠɞɟ», «Ɇɨɝɭ ɥɶ ɫɤɚɡɚɬɶ: ɠɢɜɢ ɧɚɞɟɠɞɟ?», «ɋɤɚɠɭ ɥɶ 
ɬɨɦɭ, ɱɬɨ ɛɵɥɨ: ɛɭɞɶ?», «Ɍɚɦ ɟɫɬɶ ɨɞɢɧ ɠɢɥɟɰ ɛɟɡɝɥɚɫɧɵɣ») ɪɚɫɤɪɵ-
ɜɚɸɬ ɥɢɪɢɱɟɫɤɭɸ ɮɢɥɨɫɨɮɢɸ ɩɨɷɬɚ, ɫɜɹɡɚɧɧɭɸ ɫ ɜɨɫɩɪɢɹɬɢɟɦ ɦɢɧɭɜ-
ɲɟɝɨ ɤɚɤ ɚɜɬɨɛɢɨɝɪɚɮɢɱɟɫɤɨɝɨ ɢ ɷɫɬɟɬɢɱɟɫɤɨɝɨ ɧɚɱɚɥɚ ɜ ɟɝɨ ɬɜɨɪɱɟɫɬɜɟ 
ɜ ɢɯ ɜɡɚɢɦɨɞɨɩɨɥɧɹɸɳɟɦ ɟɞɢɧɫɬɜɟ, ɤɚɤ ɦɧɨɝɨɤɪɚɬɧɨ ɩɟɪɟɠɢɜɚɟɦɨɝɨ 
ɱɭɜɫɬɜɚ ɦɢɧɭɜɲɟɝɨ, ɩɪɨɲɟɞɲɟɝɨ, ɜɵɫɬɭɩɚɸɳɟɝɨ ɥɟɣɬɦɨɬɢɜɧɨɣ ɨɫɧɨ-
ɜɨɣ ɟɝɨ ɩɨɷɡɢɢ, ɤɚɤ ɩɨɷɬɢɱɟɫɤɭɸ ɮɨɪɦɭɥɭ «ɜɟɱɧɨɝɨ ɜɨɡɜɪɚɳɟɧɢɹ».  
ȼ ɷɬɨɣ ɩɟɫɧɟ ɨɛɪɚɡ «ɫɜɹɬɨɝɨ ɉɪɟɠɞɟ» ɩɨɥɭɱɚɟɬ ɚɤɭɫɬɢɱɟɫɤɭɸ ɢ ɜɢɡɭ-
ɚɥɶɧɭɸ ɧɚɩɨɥɧɟɧɧɨɫɬɶ: «ɒɟɩɧɭɥ ɞɭɲɟ ɩɪɢɜɟɬ ɛɵɜɚɥɨɣ», «ɂ ɡɪɢɦɨ ɟɣ 
ɦɢɧɭɬɭ ɫɬɚɥɨ // ɇɟɡɪɢɦɨɟ ɫ ɞɚɜɧɢɲɧɢɯ ɩɨɪ». ȼ ɰɟɥɨɦ ɠɟ «ɩɟɫɟɧɧɚɹ 
ɫɬɢɯɢɹ ɜɵɫɬɭɩɚɥɚ ɤɚɤ ɮɨɪɦɚ ɧɟɩɨɫɪɟɞɫɬɜɟɧɧɨɝɨ ɜɵɪɚɠɟɧɢɹ ɥɢɪɢɡɦɚ» 
[25. C. 107] ɜ ɬɜɨɪɱɟɫɬɜɟ «ɩɟɪɜɨɝɨ ɪɭɫɫɤɨɝɨ ɪɨɦɚɧɬɢɤɚ», ɚ ɫɚɦ ɠɚɧɪ 
ɥɢɬɟɪɚɬɭɪɧɨɣ ɩɟɫɧɢ ɛɵɥ ɫɜɹɡɚɧ ɫ ɭɫɬɚɧɨɜɤɨɣ ɧɚ ɦɭɡɵɤɚɥɶɧɭɸ ɜɵɪɚ-
ɡɢɬɟɥɶɧɨɫɬɶ, ɢɫɩɨɥɶɡɨɜɚɧɢɟ ɯɚɪɚɤɬɟɪɧɨɣ ɡɜɭɤɨɩɢɫɢ, ɨɫɨɛɨɣ ɤɨɦɩɨɡɢ-
ɰɢɢ (ɤɭɩɥɟɬɧɨɟ ɩɨɫɬɪɨɟɧɢɟ, ɪɟɮɪɟɧɵ), «ɦɭɡɵɤɢ ɹɡɵɤɚ» [22. C. 87]. 

ȼ ɨɪɢɝɢɧɚɥɟ ɩɟɫɧɹ ɪɚɡɞɟɥɟɧɚ ɧɚ ɬɪɢ ɨɤɬɚɜɵ, ɜ ɤɢɬɚɣɫɤɨɦ ɠɟ ɩɟɪɟ-
ɜɨɞɟ ɢɫɩɨɥɶɡɭɟɬɫɹ ɲɟɫɬɶ ɱɟɬɜɟɪɨɫɬɢɲɢɣ. ɉɪɢ ɷɬɨɦ ɜ ɩɟɪɟɜɨɞɟ ɫɨɯɪɚ-
ɧɹɸɬɫɹ ɤɨɥɢɱɟɫɬɜɨ ɩɪɟɞɥɨɠɟɧɢɣ ɫ ɜɨɩɪɨɫɢɬɟɥɶɧɨɣ ɢɧɬɨɧɚɰɢɟɣ, ɥɟɤ-
ɫɢɱɟɫɤɢɣ ɩɨɜɬɨɪ, ɩɟɪɟɤɪɟɫɬɧɚɹ ɪɢɮɦɚ, ɚɧɚɮɨɪɚ. ɉɪɢ ɩɟɪɟɜɨɞɟ ɑɠɚɧ 
ɐɚɨɠɷɧɶ ɱɚɫɬɨ ɢɫɩɨɥɶɡɭɟɬ ɨɩɢɫɚɬɟɥɶɧɵɟ ɤɨɧɫɬɪɭɤɰɢɢ. ɋɪɚɜɧɢɦ ɩɟɪɜɵɟ 
ɞɜɚ ɫɬɢɯɚ ɢɡ ɩɟɫɧɢ ɀɭɤɨɜɫɤɨɝɨ ɫ ɩɟɪɟɜɨɞɨɦ ɢɯ ɧɚ ɤɢɬɚɣɫɤɢɣ ɹɡɵɤ:  

 
«Ɇɢɧɭɜɲɢɯ ɞɧɟɣ  

ɨɱɚɪɨɜɚɧɶɟ» 
Ɍɟɤɫɬ ɧɚ ɤɢɬɚɣɫɤɨɦ 

ɹɡɵɤɟ ɉɟɪɟɜɨɞ ɫ ɤɢɬɚɣɫɤɨɝɨ 

Ɇɢɧɭɜɲɢɯ ɞɧɟɣ ɨɱɚɪɨɜɚɧɶɟ,  
Ɂɚɱɟɦ ɨɩɹɬɶ ɜɨɫɤɪɟɫɥɨ ɬɵ? 
[16. Ɍ. 2. ɋ. 103] 

迷人的往昔的日子㸪 
你为何又在我心中劶慹？ 
[14. ɋ. 161] 

Ɉɱɚɪɨɜɚɬɟɥɶɧɵɟ ɛɵɥɵɟ ɞɧɢ, 
ɉɨɱɟɦɭ ɫɧɨɜɚ ɩɪɨɫɵɩɚɟɬɟɫɶ 
ɜ ɦɨɟɦ ɫɟɪɞɰɟ? 

 
ȼ ɰɟɥɨɦ ɫɨɯɪɚɧɹɹ ɦɟɥɨɞɢɤɭ ɨɪɢɝɢɧɚɥɚ, ɩɟɪɟɜɨɞɱɢɤ ɨɬɤɚɡɵɜɚɟɬɫɹ 

ɜ ɩɟɪɜɨɦ ɫɬɢɯɟ ɨɬ ɢɧɜɟɪɫɢɢ ɢ ɢɫɩɨɥɶɡɭɟɬ ɜɦɟɫɬɨ ɫɭɳɟɫɬɜɢɬɟɥɶɧɨɝɨ 
«ɨɱɚɪɨɜɚɧɢɟ» ɤɨɧɫɬɪɭɤɰɢɸ ɫ ɨɛɪɚɡɨɜɚɧɧɵɦ ɨɬ ɧɟɝɨ ɩɪɢɥɚɝɚɬɟɥɶɧɵɦ: 
«Ɉɱɚɪɨɜɚɬɟɥɶɧɵɟ ɛɵɥɵɟ ɞɧɢ». Ƚɥɚɝɨɥ ɠɟ ɫɨɜɟɪɲɟɧɧɨɝɨ ɜɢɞɚ ɩɪɨɲɟɞ-
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ɲɟɝɨ ɜɪɟɦɟɧɢ «ɜɨɫɤɪɟɫɥɨ» ɩɟɪɟɜɨɞɢɬɫɹ ɫɥɨɜɨɫɨɱɟɬɚɧɢɟɦ «ɩɪɨɫɵɩɚɟɬɟɫɶ 
ɜ ɦɨɟɦ ɫɟɪɞɰɟ», ɩɪɢɜɧɨɫɹ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɧɟɨɛɯɨɞɢɦɭɸ ɤɨɧɤɪɟɬɢɤɭ. 
ɋɬɪɟɦɥɟɧɢɟ ɤ ɛɨɥɶɲɟɣ ɤɨɧɤɪɟɬɢɡɚɰɢɢ ɧɚɛɥɸɞɚɟɬɫɹ ɢ ɩɪɢ ɩɟɪɟɜɨɞɟ 
ɡɚɤɥɸɱɢɬɟɥɶɧɵɯ ɫɬɢɯɨɜ ɩɟɪɜɨɣ ɨɤɬɚɜɵ: 

 

«Ɇɢɧɭɜɲɢɯ ɞɧɟɣ  
ɨɱɚɪɨɜɚɧɶɟ» 

Ɍɟɤɫɬ ɧɚ ɤɢɬɚɣɫɤɨɦ 
ɹɡɵɤɟ ɉɟɪɟɜɨɞ ɫ ɤɢɬɚɣɫɤɨɝɨ 

ɂ ɡɪɢɦɨ ɟɣ ɜ ɦɢɧɭɬɭ ɫɬɚɥɨ 
ɇɟɡɪɢɦɨɟ ɫ ɞɚɜɧɢɲɧɢɯ ɩɨɪ 
[16. Ɍ. 2. ɋ. 107] 

很久以前早就看不妨䙫东奦  

桞刻旛又在我䜣前旑亮。
[14. ɋ. 161] 

ɑɬɨ-ɬɨ ɞɚɜɧɨ ɧɟɜɢɞɚɧɧɨɟ 
Ɇɝɧɨɜɟɧɧɨ ɫɧɨɜɚ ɡɚɫɢɹɥɨ 
ɩɟɪɟɞ ɦɨɢɦɢ ɝɥɚɡɚɦɢ 

 

ȼ ɩɟɪɟɜɨɞɟ ɩɪɢɥɚɝɚɬɟɥɶɧɨɟ «ɧɟɡɪɢɦɨɟ» ɡɚɦɟɧɹɟɬɫɹ ɧɚ ɫɥɨɜɨɫɨɱɟ-
ɬɚɧɢɟ «ɞɚɜɧɨ ɧɟɜɢɞɚɧɧɨɟ», ɚ ɨɞɧɨɤɨɪɟɧɧɨɟ ɟɦɭ ɤɪɚɬɤɨɟ ɩɪɢɥɚɝɚɬɟɥɶ-
ɧɨɟ «ɡɪɢɦɨ» ɩɟɪɟɜɨɞɢɬɫɹ ɤɚɤ «ɫɧɨɜɚ ɡɚɫɢɹɥɨ ɩɟɪɟɞ ɦɨɢɦɢ ɝɥɚɡɚɦɢ». 
ɇɟɫɥɭɱɚɣɧɨ ɜɢɡɭɚɥɶɧɚɹ ɨɛɪɚɡɧɨɫɬɶ ɷɬɨɝɨ ɫɬɢɯɚ ɢ ɭ ɀɭɤɨɜɫɤɨɝɨ, ɢ ɭ ɑɠɚɧ 
ɐɚɨɠɷɧɹ ɩɨɞɱɟɪɤɢɜɚɟɬɫɹ ɫɟɦɚɧɬɢɤɨɣ ɡɪɟɧɢɹ, ɝɥɚɡ. 

Ɍɚɤɠɟ ɜɚɠɧɨ ɨɬɦɟɬɢɬɶ, ɱɬɨ ɫɥɨɜɚ-ɨɛɪɚɡɵ, ɜɵɞɟɥɟɧɧɵɟ ɜ ɩɟɫɧɟ ɀɭ-
ɤɨɜɫɤɨɝɨ ɤɭɪɫɢɜɨɦ, ɫɨɨɬɜɟɬɫɬɜɟɧɧɨ ɩɟɪɟɜɨɞɹɬɫɹ ɤɚɤ «ɫɜɹɬɨɟ ɩɪɨɲɥɨɟ», 
«ɫɨɯɪɚɧɢɬɶ ɧɚɞɟɠɞɭ ɧɚɜɟɤɢ», «ɦɨɝɭ ɥɶ ɜɟɪɧɭɬɶ ɜɟɳɢ ɢɡ ɩɪɨɲɥɨɝɨ», 
«ɬɚɦ ɬɨɥɶɤɨ ɨɞɢɧ ɛɟɡɦɨɥɜɧɵɣ ɠɢɬɟɥɶ» ɢ ɧɟ ɜɵɞɟɥɹɸɬɫɹ ɤɭɪɫɢɜɨɦ.  
ȼ ɫɟɦɚɧɬɢɱɟɫɤɨɦ ɨɬɧɨɲɟɧɢɢ ɷɬɢ ɜɵɪɚɠɟɧɢɹ ɪɚɜɧɨɰɟɧɧɵ ɨɪɢɝɢɧɚɥɭ, 
ɨɞɧɚɤɨ ɚɤɰɟɧɬɢɪɨɜɤɢ ɜɧɭɬɪɟɧɧɟɝɨ ɛɢɨɝɪɚɮɢɱɟɫɤɨɝɨ ɩɨɞɬɟɤɫɬɚ ɫɬɢɯɨ-
ɬɜɨɪɟɧɢɹ ɜ ɩɟɪɟɜɨɞɟ ɧɟ ɩɪɨɢɫɯɨɞɢɬ. ȼ ɬɨ ɠɟ ɜɪɟɦɹ ɜ ɩɟɫɧɹɯ ɀɭɤɨɜ-
ɫɤɨɝɨ ɤɚɤ ɦɭɡɵɤɚɥɶɧɨ-ɥɢɬɟɪɚɬɭɪɧɨɦ ɠɚɧɪɟ ɦɭɡɵɤɚɥɶɧɚɹ ɨɛɪɚɡɧɨɫɬɶ 
ɫɨɡɞɚɟɬɫɹ ɫɬɪɨɝɨɣ ɫɢɦɦɟɬɪɢɟɣ ɮɨɪɦɵ, ɦɟɬɪɨɪɢɬɢɦɢɱɟɫɤɢɦ ɟɞɢɧ-
ɫɬɜɨɦ, ɝɚɪɦɨɧɢɱɧɵɦ ɫɨɱɟɬɚɧɢɟɦ ɪɚɡɧɨɫɥɨɠɧɵɯ ɦɟɬɪɨɜ, ɦɧɨɝɨɨɛɪɚ-
ɡɢɟɦ ɩɨɜɬɨɪɨɜ, ɢɧɬɨɧɚɰɢɨɧɧɨɣ ɚɤɰɟɧɬɭɚɰɢɟɣ ɫɦɵɫɥɨɜɵɯ ɤɭɥɶɦɢɧɚ-
ɰɢɣ, ɡɜɭɤɨɩɢɫɶɸ [26. C. 61]. Ɍɟɧɞɟɧɰɢɹ ɤ ɩɟɪɟɞɚɱɟ ɷɬɨɣ ɨɛɪɚɡɧɨɫɬɢ 
ɩɪɢɫɭɬɫɬɜɭɟɬ ɢ ɜ ɩɟɪɟɜɨɞɟ ɩɟɫɟɧ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ ɧɚ ɤɢɬɚɣɫɤɢɣ ɹɡɵɤ. 

ȿɳɟ ɨɞɧɨ ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɀɭɤɨɜɫɤɨɝɨ ɢɡ ɷɬɨɣ ɚɧɬɨɥɨɝɢɢ «ȼɟɫɟɧɧɟɟ 
ɱɭɜɫɬɜɨ» ɛɵɥɨ ɧɚɩɢɫɚɧɨ ɜ 1816 ɝ. ɢ ɜɩɟɪɜɵɟ ɨɩɭɛɥɢɤɨɜɚɧɨ ɜ ɠɭɪɧɚɥɟ 
«ɋɨɪɟɜɧɨɜɚɬɟɥɶ ɩɪɨɫɜɟɳɟɧɢɹ ɢ ɛɥɚɝɨɬɜɨɪɟɧɢɹ» ɜ 1821 ɝ. Ʉɚɤ ɢɡ-
ɜɟɫɬɧɨ, ɩɨɥɧɵɣ ɬɟɤɫɬ ɷɬɨɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɜɫɬɪɟɱɚɟɬɫɹ ɜ ɞɟɪɩɬɫɤɨɦ 
ɩɢɫɶɦɟ ɩɨɷɬɚ ɤ Ⱥ.ɉ. Ʉɢɪɟɟɜɫɤɨɣ (ȿɥɚɝɢɧɨɣ) ɨɬ 7 ɧɨɹɛɪɹ 1816 ɝ. ȼ ɧɟɦ 
ɀɭɤɨɜɫɤɢɣ ɩɢɲɟɬ: «ə ɨɩɹɬɶ ɩɢɲɭ ɢ ɩɢɲɭ! Ɍɚɤ ɠɟ, ɤɚɤ ɜ Ⱦɨɥɛɢɧɟ» 
[16. Ɍ. 15. ɋ. 509]. Ɂɚɬɟɦ ɚɜɬɨɪ ɩɪɢɜɨɞɢɬ ɫɬɢɯɨɬɜɨɪɟɧɢɟ «Ɍɚɦ ɧɟɛɟɫɚ 
ɢ ɜɨɞɵ ɹɫɧɵ!», ɨɤɚɧɱɢɜɚɸɳɟɟɫɹ ɫɬɢɯɚɦɢ: «Ʉɚɡɚɥɨɫɶ ɫɟɪɞɰɭ ɢ ɨɱɚɦ – // 
ȼɫɟ ɬɚɦ!». ɂ ɞɚɥɟɟ ɝɨɜɨɪɢɬ: «ɇɨ ȼɨɟɣɤɨɜ ɧɟ ɥɸɛɢɬ ɦɨɟɝɨ ɬɚɦ. Ⱦɚ 
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ɭɠɟ ɢ ɫɥɢɲɤɨɦ ɦɧɨɝɨ ɟɝɨ ɜ ɦɨɢɯ ɫɬɢɯɚɯ! Ⱥ ɤɚɤ ɛɟɡ ɧɟɝɨ ɨɛɨɣɬɢɫɶ? 
Ʉɫɬɚɬɢ, ɨ ɬɚɦ! ȼɨɬ ɟɳɟ ɩɟɫɧɶ, ɧɚɩɢɫɚɧɧɚɹ ɦɧɨɸ ɩɨ ɩɪɨɫɶɛɟ ɧɚ ɞɚɧ-
ɧɵɣ ɝɨɥɨɫ» [16. Ɍ. 15. ɋ. 510]. ɂ ɞɚɥɟɟ ɫɥɟɞɭɟɬ ɬɟɤɫɬ «ȼɟɫɟɧɧɟɝɨ ɱɭɜ-
ɫɬɜɚ». ɉɨɤɚɡɚɬɟɥɶɧɨ, ɱɬɨ ɚɜɬɨɪ ɞɚɟɬ ɷɬɨɦɭ ɫɬɢɯɨɬɜɨɪɟɧɢɸ ɠɚɧɪɨɜɨɟ 
ɨɩɪɟɞɟɥɟɧɢɟ – «ɩɟɫɧɶ». Ɂɞɟɫɶ, ɜɟɪɨɹɬɧɨ, ɢɦɟɟɬɫɹ ɜ ɜɢɞɭ, ɱɬɨ ɨɧɨ ɛɵɥɨ 
ɧɚɩɢɫɚɧɨ ɧɚ ɦɟɥɨɞɢɸ ɞɟɪɩɬɫɤɨɝɨ ɤɨɦɩɨɡɢɬɨɪɚ Ⱥ.Ƚ. ɮɨɧ ȼɟɣɪɚɭɯɚ 
(1778–1865), ɜɩɨɫɥɟɞɫɬɜɢɢ ɩɟɪɟɜɟɞɟɧɨ ɧɚ ɧɟɦɟɰɤɢɣ ɹɡɵɤ ɢ ɜɨɲɥɨ  
ɜ ɨɞɢɧ ɢɡ ɫɛɨɪɧɢɤɨɜ ɧɟɦɟɰɤɢɯ ɩɟɫɟɧ ɷɬɨɝɨ ɤɨɦɩɨɡɢɬɨɪɚ [27. C. 453]. 
Ɇɨɠɧɨ ɫɤɚɡɚɬɶ, ɱɬɨ ɫɬɢɯɨɬɜɨɪɟɧɢɟ «ȼɟɫɟɧɧɟɟ ɱɭɜɫɬɜɨ» ɛɵɥɨ ɫɨɡɞɚɧɨ 
ɜ ɪɚɦɤɚɯ ɫɨɜɦɟɫɬɧɨɝɨ ɬɜɨɪɱɟɫɬɜɚ ɜ ɨɛɥɚɫɬɢ ɩɟɫɟɧɧɨɣ ɤɭɥɶɬɭɪɵ ɀɭ-
ɤɨɜɫɤɨɝɨ ɢ ȼɟɣɪɚɭɯɚ [28. C. 16]. ɉɨɡɞɧɟɟ ɷɬɨ ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɛɵɥɨ ɩɨ-
ɥɨɠɟɧɨ ɧɚ ɦɭɡɵɤɭ ɤɨɦɩɨɡɢɬɨɪɨɦ Ⱥ. Ɋɭɛɢɧɲɬɟɣɧɨɦ. 

ȼ ɧɟɦ ɜ ɩɨɥɧɨɣ ɦɟɪɟ ɜɨɩɥɨɬɢɥɚɫɶ ɯɭɞɨɠɟɫɬɜɟɧɧɚɹ ɮɢɥɨɫɨɮɢɹ «ɜɟ-
ɫɟɧɧɟɝɨ ɱɭɜɫɬɜɚ», ɜ ɨɫɧɨɜɟ ɤɨɬɨɪɨɣ ɥɟɠɢɬ ɨɩɢɫɚɧɢɟ ɜɟɫɟɧɧɟɝɨ ɩɪɟɨɛ-
ɪɚɠɟɧɢɹ ɩɪɢɪɨɞɵ ɢ ɞɭɲɢ ɥɢɪɢɱɟɫɤɨɝɨ ɝɟɪɨɹ ɱɟɪɟɡ ɷɤɡɢɫɬɟɧɰɢɚɥɶɧɨɟ 
ɩɟɪɟɠɢɜɚɧɢɟ ɛɟɫɤɨɧɟɱɧɨɝɨ [29. C. 127]. ȼɚɠɧɨ ɨɬɦɟɬɢɬɶ, ɱɬɨ ɨɛɪɚɡ 
ɜɟɫɧɵ ɭ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ ɨɩɢɫɵɜɚɟɬɫɹ ɜ ɟɟ ɫɨɨɬɧɨɲɟɧɢɢ ɫ ɠɢɜɨɩɢɫ-
ɧɵɦɢ ɩɟɣɡɚɠɚɦɢ  ɢ ɪɚɫɤɪɵɜɚɟɬ «ɚɪɯɟɬɢɩɢɱɟɫɤɭɸ ɫɜɹɡɶ ɫ ɬɟɦɨɣ ɫɨɬɜɨ-
ɪɟɧɢɹ ɦɢɪɚ», ɤɨɬɨɪɵɣ ɜɟɫɧɨɣ ɤɚɠɞɵɣ ɪɚɡ ɤɚɤ ɛɵ ɫɨɡɢɞɚɟɬɫɹ ɡɚɧɨɜɨ 
[30. C. 84]. ɋɸɠɟɬɧɚɹ ɞɢɧɚɦɢɤɚ ɷɬɨɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɫɜɹɡɚɧɚ ɫ ɢɡɨɛ-
ɪɚɠɟɧɢɟɦ ɜɧɟɲɧɟɝɨ ɩɪɢɪɨɞɧɨɝɨ ɦɢɪɚ, ɤɨɬɨɪɵɣ ɩɪɟɥɨɦɥɹɟɬɫɹ ɱɟɪɟɡ 
ɪɟɮɥɟɤɫɢɸ ɥɢɪɢɱɟɫɤɨɝɨ «ɹ», ɫɨɟɞɢɧɹɸɳɭɸ ɡɟɦɧɨɣ ɢ ɧɟɛɟɫɧɵɣ ɦɢɪɵ, 
ɫɛɥɢɠɚɸɳɭɸ «ɦɢɥɵɣ ɝɨɥɨɫ ɫɬɚɪɢɧɵ» ɢ «ɨɱɚɪɨɜɚɧɧɨɟ Ɍɚɦ». ɉɨ ɡɚɦɟ-
ɱɚɧɢɸ ɂ.Ɇ. ɋɟɦɟɧɤɨ, ɜ ɷɬɨɦ ɩɪɨɢɡɜɟɞɟɧɢɢ «ɩɟɫɟɧɧɚɹ ɩɥɚɜɧɨɫɬɶ 
ɪɢɬɦɚ ɩɪɢɞɚɟɬ ɜɨɩɪɨɫɢɬɟɥɶɧɨɣ ɢɧɬɨɧɚɰɢɢ ɥɢɪɢɱɧɨɫɬɶ» [22. C. 113]. 
Ɍɚɤɠɟ ɥɢɪɢɱɟɫɤɚɹ ɨɫɧɨɜɚ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɩɟɪɟɞɚɟɬɫɹ ɱɟɪɟɡ ɢɫɩɨɥɶɡɨ-
ɜɚɧɢɟ ɨɛɪɚɳɟɧɢɣ, ɥɟɤɫɢɱɟɫɤɢɯ ɢ ɫɢɧɬɚɤɫɢɱɟɫɤɢɯ ɩɨɜɬɨɪɨɜ, ɚɧɚɮɨɪɵ 
ɢ ɷɦɨɬɢɜɧɨɣ ɥɟɤɫɢɤɢ. ɋɪ.: 

 
Ʌɟɝɤɢɣ, ɥɟɝɤɢɣ ɜɟɬɟɪɨɤ,  
ɑɬɨ ɬɚɤ ɫɥɚɞɤɨ, ɬɢɯɨ ɜɟɟɲɶ? 
ɑɬɨ ɢɝɪɚɟɲɶ, ɱɬɨ ɫɜɟɬɥɟɟɲɶ,  
Ɉɱɚɪɨɜɚɧɧɵɣ ɩɨɬɨɤ? [16. Ɍ. 2. ɋ. 30] 
 

Ȼɥɚɝɨɞɚɪɹ ɢɫɩɨɥɶɡɨɜɚɧɢɸ ɷɬɢɯ ɩɪɢɟɦɨɜ ɚɜɬɨɪɭ ɭɞɚɟɬɫɹ ɩɟɪɟɞɚɬɶ 
ɨɛɪɚɡ ɰɢɤɥɢɱɟɫɤɨɝɨ ɜɪɟɦɟɧɢ ɫ ɟɝɨ «ɫɦɟɧɹɸɳɟɣɫɹ ɧɟɢɡɦɟɧɧɨɫɬɶɸ» ɢ 
ɫɨɨɬɧɨɫɢɦɨɣ ɫ ɧɟɣ ɧɟɩɪɟɪɵɜɧɨɣ «ɬɪɚɧɫɮɨɪɦɚɰɢɟɣ ɥɢɪɢɱɟɫɤɨɝɨ ɩɟɪɟ-
ɠɢɜɚɧɢɹ» [31. C. 93] . 
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Ɏɢɥɨɫɨɮɢɹ «ɜɟɫɟɧɧɟɝɨ ɱɭɜɫɬɜɚ», ɩɪɟɞɫɬɚɜɥɟɧɧɚɹ ɜ ɷɬɨɦ ɫɬɢɯɨɬɜɨ-
ɪɟɧɢɢ, ɫɨɫɬɚɜɥɹɟɬ ɨɫɧɨɜɭ ɬɟɤɫɬɚ «ɜɪɟɦɟɧɚ ɝɨɞɚ» ɜ ɩɨɷɡɢɢ ɀɭɤɨɜɫɤɨɝɨ 
ɢ ɜɨɫɩɪɢɧɢɦɚɟɬɫɹ ɜ ɟɞɢɧɫɬɜɟ ɫ ɬɚɤɢɦɢ ɩɪɨɢɡɜɟɞɟɧɢɹɦɢ ɩɨɷɬɚ, ɤɚɤ ɡɚ-
ɦɵɫɟɥ ɨɩɢɫɚɬɟɥɶɧɨɣ ɩɨɷɦɵ «ȼɟɫɧɚ», ɛɚɥɥɚɞɚ «ɋɜɟɬɥɚɧɚ» (1813), ɫɬɢ-
ɯɨɬɜɨɪɟɧɢɣ «ɇɨɹɛɪɶ, ɡɢɦɵ ɩɨɫɨɥ, ɩɨɞɱɚɫ ɥɢɯɨɣ ɫɬɚɪɢɤ» (1814), «Ʌɟɬ-
ɧɢɣ ɜɟɱɟɪ» (1818), «Ȼɥɢɡɨɫɬɶ ɜɟɫɧɵ» (1820), «ɉɨɞɪɨɛɧɵɣ ɨɬɱɟɬ ɨ ɥɭɧɟ» 
(1820), «ɉɪɢɯɨɞ ɜɟɫɧɵ» (1831), «ɀɚɜɨɪɨɧɨɤ» (1851) ɢ ɞɪ. [32]. 

ɉɪɢ ɩɟɪɟɜɨɞɟ ɷɬɨɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɧɚ ɤɢɬɚɣɫɤɢɣ ɹɡɵɤ ɜ ɰɟɥɨɦ 
ɜɟɪɧɨ ɜɨɫɩɪɨɢɡɜɨɞɢɬɫɹ ɟɝɨ ɨɛɪɚɡɧɚɹ, ɥɟɤɫɢɤɨ-ɫɟɦɚɧɬɢɱɟɫɤɚɹ, ɢɧɬɨɧɚ-
ɰɢɨɧɧɚɹ ɫɬɪɭɤɬɭɪɚ. ȼɦɟɫɬɟ ɫ ɬɟɦ ɩɟɪɟɜɨɞɧɨɣ ɬɟɤɫɬ ɨɬɥɢɱɚɟɬɫɹ ɛɨɥɶɲɟɣ 
ɤɨɧɤɪɟɬɢɡɚɰɢɟɣ ɜ ɢɡɨɛɪɚɠɟɧɢɢ ɤɚɪɬɢɧ ɜɟɫɟɧɧɟɣ ɩɪɢɪɨɞɵ, ɪɚɫɤɪɵɜɚɸ-
ɳɟɣɫɹ, ɜ ɱɚɫɬɧɨɫɬɢ, ɱɟɪɟɡ ɚɤɰɟɧɬɢɪɨɜɚɧɧɭɸ ɜɢɡɭɚɥɢɡɚɰɢɸ ɨɛɪɚɡɨɜ. ɋɪ.:  

 

«ȼɟɫɟɧɧɟɟ ɱɭɜɫɬɜɨ» Ɍɟɤɫɬ ɧɚ ɤɢɬɚɣɫɤɨɦ ɹɡɵɤɟ ɉɟɪɟɜɨɞ ɫ ɤɢɬɚɣɫɤɨɝɨ 
ə ɫɦɨɬɪɸ ɧɚ ɧɟɛɟɫɚ… 
Ɉɛɥɚɤɚ, ɥɟɬɹ, ɫɢɹɸɬ 
ɂ, ɫɢɹɹ, ɭɥɟɬɚɸɬ 
Ɂɚ ɞɚɥɟɤɢɟ ɥɟɫɚ  
[16. Ɍ. 2. ɋ. 31]. 

我举䛕凝望䜧哄天…… 
天空漂浮着旑光䙫䙤云， 
它旑䜧光棅去了， 
棅微恌心䙫㣕林。 
[14. ɋ. 157] 

ə ɫɦɨɬɪɸ ɧɚ ɝɨɥɭɛɨɟ ɧɟɛɨ… 
ɉɨ ɧɟɛɭ ɩɥɵɜɭɬ ɛɥɟɫɬɹɳɢɟ 
ɛɟɥɵɟ ɨɛɥɚɤɚ,  
Ɉɧɢ ɭɥɟɬɟɥɢ, ɹɪɤɨ ɫɢɹɹ,  
ɍɥɟɬɚɹ, ɱɟɪɟɡ ɞɚɥɶɧɢɣ ɥɟɫ. 

 

ȼ ɨɪɢɝɢɧɚɥɟ ɜɡɝɥɹɞ ɥɢɪɢɱɟɫɤɨɝɨ «ɹ» ɧɚɩɪɚɜɥɟɧ ɫ ɡɟɦɥɢ ɧɚ ɧɟɛɨ ɢ 
ɞɚɥɟɟ ɤ ɥɢɧɢɢ ɝɨɪɢɡɨɧɬɚ («ɞɚɥɟɤɢɟ ɥɟɫɚ»), ɜ ɪɟɡɭɥɶɬɚɬɟ ɱɟɝɨ ɩɪɨɢɫɯɨ-
ɞɢɬ ɩɟɪɟɫɟɱɟɧɢɟ ɩɪɨɫɬɪɚɧɫɬɜɟɧɧɨɣ ɜɟɪɬɢɤɚɥɢ ɢ ɝɨɪɢɡɨɧɬɚɥɢ, ɧɟɛɟɫ-
ɧɨɝɨ ɢ ɡɟɦɧɨɝɨ ɦɢɪɨɜ. Ƚɥɚɝɨɥ ɧɚɫɬɨɹɳɟɝɨ ɜɪɟɦɟɧɢ «ɫɦɨɬɪɸ» ɫɜɹɡɚɧ  
ɫ ɜɢɡɭɚɥɶɧɨɣ ɫɟɦɚɧɬɢɤɨɣ, ɬɚɤɠɟ ɨɧ ɩɟɪɟɞɚɟɬ ɩɪɨɰɟɫɫɭɚɥɶɧɨɫɬɶ ɞɟɣ-
ɫɬɜɢɹ, ɩɨɞɱɟɪɤɧɭɬɭɸ ɜ ɬɨɦ ɱɢɫɥɟ ɢɫɩɨɥɶɡɨɜɚɧɢɟɦ ɦɧɨɝɨɬɨɱɢɹ ɜ ɤɨɧɰɟ 
ɫɬɢɯɚ. Ɉɛɪɚɡ ɧɟɛɟɫ ɥɢɲɟɧ ɡɞɟɫɶ ɤɚɤɨɣ-ɥɢɛɨ ɤɨɧɤɪɟɬɧɨɣ ɢ ɷɦɨɰɢɨ-
ɧɚɥɶɧɨɣ ɯɚɪɚɤɬɟɪɢɫɬɢɤɢ. ɋɬɪɟɦɢɬɟɥɶɧɨɫɬɶ ɞɜɢɠɟɧɢɹ ɨɛɥɚɤɨɜ ɦɚɪɤɢ-
ɪɭɟɬɫɹ ɨɞɧɨɤɨɪɟɧɧɵɦɢ ɫɥɨɜɚɦɢ: ɞɟɟɩɪɢɱɚɫɬɢɟɦ «ɥɟɬɹ» ɢ ɝɥɚɝɨɥɨɦ 
«ɭɥɟɬɚɸɬ», ɤɨɬɨɪɵɟ ɜɨɫɩɪɢɧɢɦɚɸɬɫɹ ɤɚɤ ɚɧɚɥɨɝ ɥɟɤɫɢɱɟɫɤɨɝɨ ɩɨ-
ɜɬɨɪɚ, ɲɢɪɨɤɨ ɢɫɩɨɥɶɡɭɟɦɨɝɨ ɜ ɩɟɫɟɧɧɨɣ ɥɢɪɢɱɟɫɤɨɣ ɬɪɚɞɢɰɢɢ.  
ɋɜɟɬɨɜɚɹ ɝɚɦɦɚ ɨɛɥɚɤɨɜ ɪɚɫɤɪɵɜɚɟɬɫɹ ɱɟɪɟɡ ɢɫɩɨɥɶɡɨɜɚɧɢɟ ɬɨɠɟ ɨɞ-
ɧɨɤɨɪɟɧɧɵɯ ɫɥɨɜ: ɝɥɚɝɨɥɚ «ɫɢɹɸɬ» ɢ ɞɟɟɩɪɢɱɚɫɬɢɹ «ɫɢɹɹ». ȼ ɩɟɪɟɜɨɞɟ 
ɷɬɨɝɨ ɮɪɚɝɦɟɧɬɚ ɞɟɥɚɟɬɫɹ ɚɤɰɟɧɬ ɧɚ ɰɜɟɬɨɜɨɣ ɫɟɦɚɧɬɢɤɟ ɜɟɫɟɧɧɟɝɨ 
ɩɟɣɡɚɠɚ: «ɝɨɥɭɛɨɟ ɧɟɛɨ», «ɛɟɥɵɟ ɨɛɥɚɤɚ», ɱɬɨ ɜɵɡɵɜɚɟɬ ɜɢɡɭɚɥɶɧɵɟ 
ɚɫɫɨɰɢɚɰɢɢ ɭ ɱɢɬɚɬɟɥɹ. Ɍɚɤɠɟ ɡɞɟɫɶ ɩɪɢɫɭɬɫɬɜɭɸɬ ɥɟɤɫɢɱɟɫɤɢɣ  
(«ɭɥɟɬɟɥɢ», «ɭɥɟɬɚɹ») ɢ ɫɟɦɚɧɬɢɱɟɫɤɢɣ («ɛɥɟɫɬɹɳɢɟ ɨɛɥɚɤɚ», «ɫɢɹɹ»)  
ɩɨɜɬɨɪɵ. 
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ɉɚɪɚɥɥɟɥɢɡɦ ɩɪɢɪɨɞɧɨɝɨ ɢ ɚɧɬɪɨɩɨɥɨɝɢɱɟɫɤɨɝɨ ɦɢɪɨɜ, ɯɚɪɚɤɬɟɪ-
ɧɵɣ ɞɥɹ ɩɟɫɧɢ, ɪɚɫɤɪɵɜɚɟɬɫɹ ɢ ɜ ɩɟɪɟɜɨɞɟ, ɢ ɜ ɨɪɢɝɢɧɚɥɟ ɱɟɪɟɡ ɨɛɪɚɡɵ 
ɜɟɬɟɪɤɚ, ɩɨɬɨɤɚ, ɨɛɥɚɤɨɜ, ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ, ɢ ɨɛɪɚɡɵ ɞɭɲɢ, «ɡɧɚɤɨɦɨɣ 
ɜɟɫɬɢ», «ɝɨɥɨɫɚ ɫɬɚɪɢɧɵ» – ɫ ɞɪɭɝɨɣ. Ɉɛɪɚɳɟɧɢɟ ɤ ɷɬɨɦɭ ɩɪɢɟɦɭ ɩɨ-
ɥɭɱɚɟɬ ɨɬɪɚɠɟɧɢɟ ɢ ɜ ɯɚɪɚɤɬɟɪɟ ɢɫɩɨɥɶɡɨɜɚɧɢɹ ɪɢɮɦɵ: ɨɯɜɚɬɧɨɣ 
(ɨɩɨɹɫɵɜɚɸɳɟɣ) ɭ ɀɭɤɨɜɫɤɨɝɨ ɢ ɩɟɪɟɤɪɟɫɬɧɨɣ ɜ ɩɟɪɟɜɨɞɟ, ɜɵɩɨɥɧɹɹ 
ɷɜɮɨɧɢɱɟɫɤɭɸ ɢ ɨɪɝɚɧɢɡɭɸɳɭɸ ɪɨɥɶ ɜ ɫɬɪɨɮɢɱɟɫɤɨɣ ɤɨɦɩɨɡɢɰɢɢ 
ɷɬɨɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹ [33. C. 290].  

Ʉɥɸɱɟɜɵɟ ɞɥɹ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ ɦɟɬɚɮɨɪɵ, ɜɫɬɪɟɱɚɸɳɢɟɫɹ ɜ ɷɬɨɦ 
ɫɬɢɯɨɬɜɨɪɟɧɢɢ: «ɦɢɥɵɣ ɝɨɥɨɫ ɫɬɚɪɢɧɵ», «ɩɬɢɱɤɚ, ɫɬɪɚɧɧɢɤ ɩɨɞɧɟɛɟɫ-
ɧɵɣ», «ɨɱɚɪɨɜɚɧɧɨɟ Ɍɚɦ», – ɜ ɩɟɪɟɜɨɞɟ ɡɜɭɱɚɬ ɬɚɤ: «ɞɪɭɠɟɥɸɛɧɵɣ ɝɨ-
ɥɨɫ ɩɪɨɲɥɨɝɨ», «ɜɵɫɨɤɨɝɨɪɧɵɣ ɫɬɪɚɧɧɢɤ – ɩɬɢɱɤɚ», «ɨɱɚɪɨɜɚɬɟɥɶɧɚɹ 
ɬɟɪɪɢɬɨɪɢɹ». ɉɪɢɫɭɬɫɬɜɭɸɳɚɹ ɭ ɀɭɤɨɜɫɤɨɝɨ ɢɧɬɢɦɧɚɹ ɚɜɬɨɛɢɨɝɪɚ-
ɮɢɱɟɫɤɚɹ ɫɟɦɚɧɬɢɤɚ ɧɟ ɩɨɥɭɱɚɟɬ ɚɞɟɤɜɚɬɧɨɝɨ ɜɨɩɥɨɳɟɧɢɹ ɜ ɩɟɪɟɜɨɞɟ 
ɧɚ ɤɢɬɚɣɫɤɢɣ ɹɡɵɤ. ɂɫɩɨɥɶɡɭɟɦɵɟ ɜ ɩɟɪɟɜɨɞɟ ɨɛɪɚɡɵ ɢɦɟɸɬ, ɫɤɨɪɟɟ, 
ɨɛɳɟɷɫɬɟɬɢɱɟɫɤɢɣ ɫɦɵɫɥ, ɫɨɨɬɧɨɫɢɦɵɣ ɫ ɨɛɳɢɦɢ ɩɨɷɬɢɱɟɫɤɢɦɢ ɮɨɪ-
ɦɭɥɚɦɢ ɪɭɫɫɤɨɣ ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɥɢɪɢɤɢ 1810-ɯ ɝɝ. 

ȼ ɩɟɪɟɜɨɞɟ ɢɡɦɟɧɹɟɬɫɹ ɢ ɧɨɦɢɧɚɰɢɹ ɫɬɢɯɨɬɜɨɪɟɧɢɹ. «ȼɟɫɟɧɧɟɟ ɱɭɜ-
ɫɬɜɨ» ɀɭɤɨɜɫɤɨɝɨ ɩɨɥɭɱɚɟɬ ɧɚɡɜɚɧɢɟ «ȼɟɫɟɧɧɢɟ ɪɚɡɦɵɲɥɟɧɢɹ». ɂ ɷɬɨ 
ɩɪɢɧɰɢɩɢɚɥɶɧɨ. Ⱥɜɬɨɩɫɢɯɨɥɨɝɢɱɟɫɤɢɟ ɷɦɨɰɢɢ ɥɢɪɢɱɟɫɤɨɝɨ ɫɭɛɴɟɤɬɚ, 
ɫɨɟɞɢɧɟɧɧɵɟ ɫ ɩɨɷɬɢɱɟɫɤɨɣ ɪɟɮɥɟɤɫɢɟɣ ɜ ɪɭɫɫɤɨɦ ɬɟɤɫɬɟ, ɩɪɢ ɩɟɪɟ-
ɜɨɞɟ ɩɨɥɭɱɚɸɬ ɫɟɦɚɧɬɢɱɟɫɤɭɸ ɬɪɚɧɫɮɨɪɦɚɰɢɸ. ȼ ɰɟɧɬɪɟ ɨɤɚɡɵɜɚɟɬɫɹ 
ɫɨɡɧɚɧɢɟ ɥɢɪɢɱɟɫɤɨɝɨ «ɹ», ɩɨɞɱɢɧɹɸɳɟɟ ɱɭɜɫɬɜɨ ɜɨɫɩɪɢɹɬɢɹ ɩɪɨ-
ɛɭɠɞɚɸɳɟɣɫɹ ɩɪɢɪɨɞɵ ɯɭɞɨɠɟɫɬɜɟɧɧɨɣ ɚɧɚɥɢɬɢɤɟ. ɇɚɩɪɢɦɟɪ, ɩɟɪ-
ɜɵɟ ɞɜɚ ɫɬɢɯɚ ɪɭɫɫɤɨɝɨ ɬɟɤɫɬɚ («Ʌɟɝɤɢɣ, ɥɟɝɤɢɣ ɜɟɬɟɪɨɤ, // ɑɬɨ ɬɚɤ 
ɫɥɚɞɤɨ, ɬɢɯɨ ɜɟɟɲɶ?») ɜ ɞɨɫɥɨɜɧɨɦ ɩɟɪɟɜɨɞɟ ɡɜɭɱɚɬ ɬɚɤ: «Ʌɟɝɤɢɣ, ɥɟɝ-
ɤɢɣ ɜɟɬɟɪɨɤ, // ɉɨɱɟɦɭ ɬɵ ɞɭɟɲɶ ɬɚɤ ɥɟɝɤɨ ɢ ɫɥɚɞɤɨ?». ɂɫɩɨɥɶɡɭɟɦɵɟ 
ɜ ɩɟɪɟɜɨɞɟ ɞɜɚ ɷɩɢɬɟɬɚ «ɥɟɝɤɨ» ɢ «ɫɥɚɞɤɨ» ɫɜɹɡɚɧɵ ɫ ɨɥɢɰɟɬɜɨɪɟɧɢɟɦ 
ɩɪɢɪɨɞɵ, ɫ ɚɤɰɟɧɬɭɚɰɢɟɣ ɩɪɹɦɨɝɨ ɩɚɪɚɥɥɟɥɢɡɦɚ ɦɟɠɞɭ ɩɪɢɪɨɞɧɵɦ  
ɢ ɚɧɬɪɨɩɨɥɨɝɢɱɟɫɤɢɦ ɦɢɪɚɦɢ, ɭɫɢɥɟɧɧɨɝɨ ɬɪɨɣɧɵɦ ɥɟɤɫɢɱɟɫɤɢɦ ɩɨ-
ɜɬɨɪɨɦ («ɥɟɝɤɢɣ», «ɥɟɝɤɢɣ», «ɥɟɝɤɨ»), ɨɬɪɚɠɚɸɳɢɦ ɛɨɥɶɲɭɸ ɜɧɭɬ-
ɪɟɧɧɸɸ ɥɟɣɬɦɨɬɢɜɧɨɫɬɶ ɩɟɪɟɜɨɞɢɦɨɝɨ ɬɟɤɫɬɚ, ɢ ɦɟɥɨɞɢɤɨɣ ɫɬɢɯɚ,  
ɩɟɪɟɞɚɧɧɨɣ ɱɟɪɟɡ ɢɫɩɨɥɶɡɨɜɚɧɢɟ ɩɪɟɞɥɨɠɟɧɢɹ ɫ ɜɨɩɪɨɫɢɬɟɥɶɧɨɣ  
ɢɧɬɨɧɚɰɢɟɣ. ȼɧɭɬɪɟɧɧɹɹ ɥɟɣɬɦɨɬɢɜɧɨɫɬɶ ɤɚɤ ɩɪɢɟɦ, ɭɫɢɥɢɜɚɸɳɢɣ 
ɩɟɪɟɞɚɱɭ ɚɜɬɨɪɫɤɨɣ ɪɟɮɥɟɤɫɢɢ ɜ ɤɨɧɬɟɤɫɬɟ ɨɬɞɟɥɶɧɨɣ ɫɬɪɨɮɵ, ɢɫ-
ɩɨɥɶɡɭɟɬɫɹ ɢ ɩɪɢ ɩɟɪɟɜɨɞɟ ɫɥɟɞɭɸɳɟɝɨ ɨɬɪɵɜɤɚ. ɋɪ.: 
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«ȼɟɫɟɧɧɟɟ ɱɭɜɫɬɜɨ» Ɍɟɤɫɬ ɧɚ ɤɢɬɚɣɫɤɨɦ ɹɡɵɤɟ ɉɟɪɟɜɨɞ ɫ ɤɢɬɚɣɫɤɨɝɨ 
ɑɟɦ ɨɩɹɬɶ ɞɭɲɚ ɩɨɥɧɚ? 
ɑɬɨ ɨɩɹɬɶ ɜ ɧɟɣ ɩɪɨɛɭɞɢ-
ɥɨɫɶ? 
ɑɬɨ ɫ ɬɨɛɨɣ ɤ ɧɟɣ ɜɨɡɜɪɚ-
ɬɢɥɨɫɶ, 
ɉɟɪɟɥɟɬɧɚɹ ɜɟɫɧɚ?  
[16. Ɍ. 2. ɋ. 30] 

心中又充㻈什么感情？ 

是什么又在心中劶慹？  

行踪梿忽䙫春天？ 

你把什么带忂了我䙫心？ 
[14. ɋ. 157] 

Ʉɚɤɢɦɢ ɱɭɜɫɬɜɚɦɢ ɧɚɩɨɥ-
ɧɟɧɨ ɫɟɪɞɰɟ? 
ɑɬɨ ɫɧɨɜɚ ɩɪɨɫɵɩɚɟɬɫɹ  
ɜ ɫɟɪɞɰɟ? 
ɇɟɭɥɨɜɢɦɚɹ ɜɟɫɧɚ,  
ɑɬɨ ɬɵ ɩɪɢɧɟɫɥɚ ɜ ɦɨɟ 
ɫɟɪɞɰɟ? 

 

ȼɫɬɪɟɱɚɸɳɢɟɫɹ ɭ ɀɭɤɨɜɫɤɨɝɨ ɚɧɚɮɨɪɚ, ɥɟɤɫɢɱɟɫɤɢɣ ɩɨɜɬɨɪ, ɨɛɪɚ-
ɳɟɧɢɟ ɩɟɪɟɞɚɸɬɫɹ ɜ ɩɟɪɟɜɨɞɟ ɱɟɪɟɡ ɜɧɭɬɪɟɧɧɸɸ ɥɟɣɬɦɨɬɢɜɧɨɫɬɶ, 
ɫɜɹɡɚɧɧɭɸ ɫ ɬɪɢɠɞɵ ɩɨɜɬɨɪɹɸɳɢɦɫɹ ɜ ɷɬɨɦ ɨɬɪɵɜɤɟ ɨɛɪɚɡɨɦ ɫɟɪɞɰɚ, 
ɱɟɪɟɡ ɨɛɪɚɳɟɧɢɟ, ɚ ɬɚɤɠɟ ɱɟɪɟɡ ɢɫɩɨɥɶɡɨɜɚɧɢɟ ɬɪɟɯ ɫɬɢɯɨɜ ɫ ɜɨɩɪɨɫɢ-
ɬɟɥɶɧɨɣ ɢɧɬɨɧɚɰɢɟɣ. ȼ ɰɟɥɨɦ ɠɟ ɫɥɟɞɭɟɬ ɫɤɚɡɚɬɶ, ɱɬɨ ɹɪɤɢɟ ɚɥɥɢɬɟɪɚ-
ɰɢɢ «ȼɟɫɟɧɧɟɝɨ ɱɭɜɫɬɜɚ» ɭ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ, ɭɫɢɥɟɧɧɵɟ ɪɢɮɦɨɣ, ɜɦɟɫɬɟ 
ɫ ɥɟɤɫɢɱɟɫɤɢɦɢ ɢ ɫɢɧɬɚɤɫɢɱɟɫɤɢɦɢ ɩɨɜɬɨɪɚɦɢ ɢ ɫɨɡɞɚɸɬ ɬɟ ɷɦɨɰɢɨ-
ɧɚɥɶɧɵɟ ɜɨɥɧɵ, ɜ ɤɨɬɨɪɵɯ ɧɚɱɢɧɚɸɬɫɹ ɡɧɚɦɟɧɢɬɵɟ ɦɟɬɚɦɨɪɮɨɡɵ ɩɨ-
ɷɬɢɱɟɫɤɨɝɨ ɫɥɨɜɚ ɀɭɤɨɜɫɤɨɝɨ [34. C. 415]. ɗɤɜɢɜɚɥɟɧɬɧɨɫɬɶ ɷɬɢɦ ɩɪɢ-
ɟɦɚɦ, ɢɫɩɨɥɶɡɭɟɦɵɦ ɀɭɤɨɜɫɤɢɦ-ɥɢɪɢɤɨɦ, ɧɚɛɥɸɞɚɟɬɫɹ ɢ ɜ ɩɟɪɟɜɨɞɟ 
ɞɚɧɧɨɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɧɚ ɤɢɬɚɣɫɤɢɣ ɹɡɵɤ. 

Ɂɚɜɟɪɲɚɟɬ ɩɨɞɛɨɪɤɭ ɩɪɨɢɡɜɟɞɟɧɢɣ ɀɭɤɨɜɫɤɨɝɨ, ɧɚɩɟɱɚɬɚɧɧɵɯ ɜ ɞɚɧ-
ɧɨɣ ɚɧɬɨɥɨɝɢɢ, ɫɬɢɯɨɬɜɨɪɟɧɢɟ «19 ɦɚɪɬɚ 1823»1. Ɉɧɨ ɹɜɥɹɟɬɫɹ ɨɬɤɥɢ-
ɤɨɦ ɀɭɤɨɜɫɤɨɝɨ ɧɚ ɫɦɟɪɬɶ Ɇ.Ⱥ. ɉɪɨɬɚɫɨɜɨɣ-Ɇɨɣɟɪ, ɩɨɫɥɟɞɨɜɚɜɲɟɣ 
18 ɦɚɪɬɚ 1823 ɝ. Ⱥɜɬɨɛɢɨɝɪɚɮɢɱɟɫɤɭɸ ɨɫɧɨɜɭ ɷɬɨɝɨ ɩɪɨɢɡɜɟɞɟɧɢɹ ɫɨ-
ɫɬɚɜɥɹɟɬ ɜɨɫɩɨɦɢɧɚɧɢɟ ɨ ɩɨɫɥɟɞɧɟɣ ɜɫɬɪɟɱɟ ɩɨɷɬɚ ɫ ɧɟɸ 9 ɦɚɪɬɚ 1823 ɝ. 
ɜ Ⱦɟɪɩɬɟ. Ɇɨɬɢɜ ɪɚɫɫɬɚɜɚɧɢɹ ɩɨɥɭɱɚɟɬ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɢ ɦɟɬɚɮɢɡɢɱɟ-
ɫɤɢɣ ɢ ɷɤɡɢɫɬɟɧɰɢɚɥɶɧɵɣ ɫɦɵɫɥ. ȼɟɞɭɳɢɣ ɷɫɬɟɬɢɱɟɫɤɢɣ ɩɪɢɧɰɢɩ ɟɝɨ 
ɨɫɧɨɜɚɧ ɧɚ ɫɨɟɞɢɧɟɧɢɢ ɥɢɧɟɣɧɨɝɨ ɪɚɡɜɢɬɢɹ ɷɬɨɝɨ ɨɫɧɨɜɧɨɝɨ ɦɨɬɢɜɚ  
ɢ ɨɞɧɨɜɪɟɦɟɧɧɨ ɟɝɨ ɰɢɤɥɢɱɟɫɤɨɝɨ ɜɨɡɜɪɚɳɟɧɢɹ ɱɟɪɟɡ ɨɛɪɚɡ ɜɨɫɤɪɟ-
ɲɚɸɳɟɝɨ ɜɨɫɩɨɦɢɧɚɧɢɹ [36. C. 149]. ɉɨ ɦɧɟɧɢɸ ȼ.ɇ. Ɍɨɩɨɪɨɜɚ, 

 
1 Ⱦɚɧɧɨɟ ɧɚɡɜɚɧɢɟ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɨɲɢɛɨɱɧɨɟ. ȼ ɚɜɬɨɝɪɚɮɟ ɩɨɷɬɚ ɨɧɨ ɨɡɚɝɥɚɜ-

ɥɟɧɨ: «9 ɦɚɪɬɚ». 9 ɦɚɪɬɚ ɜ Ⱦɟɪɩɬɟ ɫɨɫɬɨɹɥɨɫɶ ɩɨɫɥɟɞɧɟɟ ɫɜɢɞɚɧɢɟ ɀɭɤɨɜɫɤɨɝɨ  
ɫ Ɇ.Ⱥ. ɉɪɨɬɚɫɨɜɨɣ-Ɇɨɣɟɪ, ɭɦɟɪɲɟɣ ɜɨ ɜɪɟɦɹ ɪɨɞɨɜ 18 ɦɚɪɬɚ. 19 ɦɚɪɬɚ ɩɨɷɬ ɩɨ-
ɥɭɱɢɥ ɢɡɜɟɫɬɢɟ ɨ ɟɟ ɫɦɟɪɬɢ, ɢ ɬɨɝɞɚ ɠɟ ɛɵɥɨ ɧɚɩɢɫɚɧɨ ɷɬɨ ɫɬɢɯɨɬɜɨɪɟɧɢɟ. ȼɩɟɪ-
ɜɵɟ ɩɨɞ ɡɚɝɥɚɜɢɟɦ «9 ɦɚɪɬɚ 1823» ɨɧɨ ɛɵɥɨ ɧɚɩɟɱɚɬɚɧɨ ɜ ɫɨɱɢɧɟɧɢɹɯ ɀɭɤɨɜɫɤɨɝɨ 
ɩɨɞ ɪɟɞɚɤɰɢɟɣ ɉ.Ⱥ. ȿɮɪɟɦɨɜɚ, ɢɡɞɚɧɧɵɯ ɜ 1878 ɝ. ȼ ɞɚɥɶɧɟɣɲɢɯ ɢɡɞɚɧɢɹɯ  
ɩɪɨɢɡɜɟɞɟɧɢɣ ɩɨɷɬɚ ɨɧɨ ɩɟɱɚɬɚɥɨɫɶ ɩɨɞ ɧɚɡɜɚɧɢɟɦ «19 ɦɚɪɬɚ 1823». ȼ 1973 ɝ. 
ɂ.Ɇ. ɋɟɦɟɧɤɨ ɜɨɫɫɬɚɧɨɜɢɥɚ ɩɨɞɥɢɧɧɨɟ ɡɚɝɥɚɜɢɟ ɜ ɩɨɞɝɨɬɨɜɥɟɧɧɨɦ ɟɸ ɢɡɞɚɧɢɢ 
ɢɡɛɪɚɧɧɵɯ ɫɬɢɯɨɬɜɨɪɟɧɢɣ ɩɨɷɬɚ. ɉɨɞɪɨɛɧɟɟ ɨɛ ɷɬɨɦ ɫɦ.: [35]. 



Ʉɨɦɩɚɪɚɬɢɜɢɫɬɢɤɚ / Comparative Studies 

177 

ɬɪɟɯɱɚɫɬɧɚɹ ɤɨɦɩɨɡɢɰɢɹ ɩɪɨɢɡɜɟɞɟɧɢɹ ɪɚɫɤɪɵɜɚɟɬ ɩɟɪɟɯɨɞ ɨɬ ɥɢɱ-
ɧɨɝɨ ɢ ɜɪɟɦɟɧɧɨɝɨ ɩɥɚɧɚ ɤ ɜɧɟɜɪɟɦɟɧɧɨɦɭ, ɜɟɱɧɨɦɭ, ɚ ɤɥɸɱɟɜɨɣ ɨɛ-
ɪɚɡ ɩɨɫɥɟɞɧɟɝɨ ɜɡɨɪɚ («Ɉɧ ɛɵɥ ɩɨɫɥɟɞɧɢɣ // ɇɚ ɡɞɟɲɧɟɦ ɫɜɟɬɟ») ɜɨɫ-
ɩɪɢɧɢɦɚɟɬɫɹ ɤɚɤ ɡɧɚɤ, «ɨɬɦɟɱɚɸɳɢɣ ɝɪɚɧɢɰɭ ɠɢɡɧɢ ɢ ɫɦɟɪɬɢ, 
ɧɚɢɜɵɫɲɭɸ ɢ ɤɨɧɟɱɧɭɸ ɰɟɧɧɨɫɬɶ» [37. C. 56, 64]. Ɇɨɬɢɜ ɪɚɫɫɬɚɜɚɧɢɹ 
ɫɨɟɞɢɧɹɟɬɫɹ ɜ ɷɬɨɦ ɬɟɤɫɬɟ ɫ ɨɛɪɚɡɨɦ ɬɢɲɢɧɵ («ɫɬɨɹɥɚ ɬɢɯɨ», «ɬɢɯɢɣ 
ɚɧɝɟɥ», «ɬɢɯɚɹ ɧɨɱɶ»), ɩɟɪɟɞɚɸɳɢɦ ɫɨɫɬɨɹɧɢɟ ɞɭɲɢ ɝɟɪɨɢɧɢ ɩɪɢ ɠɢɡɧɢ 
ɢ ɨɛɪɟɬɟɧɢɹ ɟɸ ɧɟɛɟɫɧɨɝɨ ɩɨɤɨɹ ɩɨɫɥɟ ɫɦɟɪɬɢ («Ɍɜɨɹ ɦɨɝɢɥɚ, // Ʉɚɤ 
ɪɚɣ, ɫɩɨɤɨɣɧɚ!»). Ɉɛɪɚɡ ɦɨɝɢɥɵ ɜɨɫɩɪɢɧɢɦɚɟɬɫɹ ɤɚɤ ɦɟɫɬɨ ɜɫɬɪɟɱɢ 
ɡɟɦɧɨɣ ɠɢɡɧɢ ɫ ɧɟɛɟɫɧɨɣ, ɤɚɤ ɫɨɟɞɢɧɟɧɢɟ «ɡɟɦɧɵɯ ɜɨɫɩɨɦɢɧɚɧɢɣ»  
ɫɨ ɫɜɹɬɵɦɢ ɦɵɫɥɹɦɢ ɨ ɧɟɛɟ («Ɍɚɦ ɜɫɟ ɡɟɦɧɵɟ // ȼɨɫɩɨɦɢɧɚɧɶɹ, // Ɍɚɦ 
ɜɫɟ ɫɜɹɬɵɟ // Ɉ ɧɟɛɟ ɦɵɫɥɢ»). Ɍɚɤ ɦɨɬɢɜ ɪɚɫɫɬɚɜɚɧɢɹ ɢ ɩɫɢɯɨɥɨɝɢɱɟ-
ɫɤɢ, ɢ ɷɫɬɟɬɢɱɟɫɤɢ ɩɨɞɝɨɬɚɜɥɢɜɚɟɬ ɜɨɡɧɢɤɧɨɜɟɧɢɟ ɜ ɤɨɧɰɟ ɫɬɢɯɨɬɜɨ-
ɪɟɧɢɹ ɧɨɜɨɝɨ ɱɭɜɫɬɜɚ ɥɢɪɢɱɟɫɤɨɝɨ ɝɟɪɨɹ: ɧɚɞɟɠɞɭ ɧɚ ɜɫɬɪɟɱɭ ɫ «ɦɢ-
ɥɵɦ ɩɪɨɲɥɵɦ» ɜ ɜɨɫɩɨɦɢɧɚɧɢɢ ɢ ɜ ɜɟɱɧɨɫɬɢ [36. C. 149–150]. 

ȼ.Ɇ. ɀɢɪɦɭɧɫɤɢɣ ɩɢɲɟɬ ɨ ɬɨɦ, ɱɬɨ ɨɛɳɧɨɫɬɶ ɧɚɫɬɪɨɟɧɢɹ ɷɬɨɝɨ 
ɩɪɨɢɡɜɟɞɟɧɢɹ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ ɢ ɨɫɨɛɟɧɧɨɫɬɶ ɟɝɨ ɫɬɢɯɨɫɥɨɠɟɧɢɹ (ɞɜɭ-
ɫɬɨɩɧɵɣ ɹɦɛ, ɨɬɫɭɬɫɬɜɢɟ ɪɢɮɦɵ, ɱɟɪɟɞɨɜɚɧɢɟ ɦɭɠɫɤɢɯ ɢ ɠɟɧɫɤɢɯ 
ɨɤɨɧɱɚɧɢɣ, ɫɜɨɛɨɞɚ ɜ ɩɟɪɟɫɬɚɧɨɜɤɟ ɭɞɚɪɟɧɢɣ) ɫɛɥɢɠɚɸɬ ɟɝɨ ɫɨ ɫɬɢ-
ɯɨɬɜɨɪɟɧɢɟɦ Ʉɥɟɦɟɧɫɚ Ȼɪɟɧɬɚɧɨ “An Sophie Brentano”, ɧɚɩɢɫɚɧɧɨɝɨ 
ɜ ɫɜɹɡɢ ɫɨ ɫɦɟɪɬɶɸ ɫɟɫɬɪɵ ɧɟɦɟɰɤɨɝɨ ɩɨɷɬɚ ɋɨɮɢɢ Ȼɪɟɧɬɚɧɨ [38.  
C. 37–38]. 

ɋɜɨɟɨɛɪɚɡɧɵɦ ɚɜɬɨɤɨɦɦɟɧɬɚɪɢɟɦ ɤ ɷɬɨɦɭ ɩɪɨɢɡɜɟɞɟɧɢɸ ɀɭɤɨɜ-
ɫɤɨɝɨ ɫɬɚɧɨɜɹɬɫɹ ɟɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹ «Ɍɵ ɜɫɟ ɠɢɜɚ ɜ ɞɭɲɟ ɦɨɟɣ!» 
(1823), «Ɂɜɟɡɞɵ ɧɟɛɟɫ» (1831), ɚ ɬɚɤɠɟ ɩɢɫɶɦɚ ɩɨɷɬɚ, ɚɞɪɟɫɨɜɚɧɧɵɟ 
Ⱥ.ɉ. ȿɥɚɝɢɧɨɣ. Ɍɚɤ, ɜ ɩɢɫɶɦɟ ɤ ɧɟɣ ɨɬ 28 ɦɚɪɬɚ 1823 ɝ. ɢɡ Ⱦɟɪɩɬɚ ɩɨɷɬ 
ɩɢɲɟɬ: «ȿɟ ɦɨɝɢɥɚ ɞɥɹ ɧɚɫ ɛɭɞɟɬ ɦɟɫɬɨɦ ɦɨɥɢɬɜɵ. Ƚɨɪɟ ɨɛ ɧɟɣ ɬɚɦ, 
ɝɞɟ ɦɵ; ɧɨ ɧɚ ɷɬɨɦ ɦɟɫɬɟ ɨɞɧɚ ɬɨɥɶɤɨ ɦɵɫɥɶ ɨ ɟɟ ɱɢɫɬɨɣ, ɚɧɝɟɥɶɫɤɨɣ 
ɠɢɡɧɢ, ɨ ɬɨɦ, ɱɬɨ ɨɧɚ ɛɵɥɚ ɞɥɹ ɧɚɫ ɠɢɜɚɹ, ɢ ɨ ɬɨɦ, ɱɬɨ ɨɧɚ ɧɵɧɟ ɟɫɬɶ 
ɞɥɹ ɧɚɫ ɧɟɛɟɫɧɚɹ. <…> Ɇɵɫɥɶ ɨ ɬɨɜɚɪɢɳɟɫɬɜɟ ɫ ɫɭɳɟɫɬɜɨɦ ɧɟɛɟɫɧɵɦ 
ɧɟ ɟɫɬɶ ɬɟɩɟɪɶ ɞɥɹ ɦɟɧɹ ɨɞɧɨ ɞɟɣɫɬɜɢɟ ɜɨɨɛɪɚɠɟɧɢɹ, ɧɟɬ! ɋɚɦɨɟ ɩɪɨ-
ɲɟɞɲɟɟ ɫɞɟɥɚɥɨɫɶ ɛɨɥɟɟ ɦɨɢɦ; ɩɪɨɦɟɠɭɬɨɤ ɩɨɫɥɟɞɧɢɯ ɥɟɬ ɤɚɤ ɛɭɞɬɨ 
ɛɵ ɧɟ ɫɭɳɟɫɬɜɭɟɬ, ɚ ɩɪɟɠɧɟɟ ɹɫɧɟɟ, ɛɥɢɠɟ. ȼɪɟɦɹ ɧɢɱɟɝɨ ɧɟ ɫɞɟ-
ɥɚɟɬ…» [16. Ɍ. 16. C. 189, 190]. ȼ ɞɪɭɝɨɦ ɩɢɫɶɦɟ ɨɬ 11 ɦɚɹ 1823 ɝ. ɢɡ 
Ⱦɟɪɩɬɚ ɀɭɤɨɜɫɤɢɣ ɫɨɨɛɳɚɟɬ: «ɉɟɪɜɵɣ ɜɟɫɟɧɧɢɣ ɜɟɱɟɪ ɧɵɧɟɲɧɟɝɨ 
ɝɨɞɚ, ɩɪɟɤɪɚɫɧɵɣ, ɬɢɯɢɣ, ɩɪɨɜɟɥ ɹ ɧɚ ɟɟ ɝɪɨɛɟ: ɫɨɥɧɰɟ ɫɜɟɬɢɥɨ ɧɚ ɧɟɝɨ 
ɬɚɤ ɫɩɨɤɨɣɧɨ. ȼ ɩɨɥɟ ɢɝɪɚɥ ɪɨɝ. Ȼɵɥɚ ɬɢɲɢɧɚ ɭɞɢɜɢɬɟɥɶɧɚɹ; ɢ ɜɢɞ 
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ɷɬɨɝɨ ɝɪɨɛɚ ɧɟ ɜɨɡɛɭɠɞɚɥ ɧɢɤɚɤɨɣ ɦɪɚɱɧɨɣ ɦɵɫɥɢ: ɩɨɷɡɢɹ ɠɢɡɧɢ ɛɵɥɚ 
ɨɧɚ!» [16. Ɍ. 16. C. 201]. ȼɫɬɪɟɱɚɸɳɢɟɫɹ ɜ ɩɟɪɟɩɢɫɤɟ ɦɨɬɢɜɵ ɜɟɱɧɨɣ 
ɪɚɡɥɭɤɢ ɢ ɜɨɫɩɨɦɢɧɚɧɢɹ, ɨɛɪɚɡɵ ɦɨɝɢɥɵ, ɬɢɲɢɧɵ, ɜɡɚɢɦɨɫɜɹɡɢ ɡɟɦ-
ɧɨɣ ɢ ɧɟɛɟɫɧɨɣ ɠɢɡɧɢ ɩɨɥɭɱɚɸɬ ɜ ɤɨɧɬɟɤɫɬɟ ɥɢɪɢɤɢ ɩɨɷɬɚ ɨɫɨɛɵɣ ɷɫ-
ɬɟɬɢɱɟɫɤɢɣ ɫɦɵɫɥ. ȼ ɬɨ ɠɟ ɜɪɟɦɹ ɫɚɦɢ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɩɨɷɬɚ, ɫɜɹɡɚɧ-
ɧɵɟ ɫ ɨɛɪɚɡɨɦ ɭɦɟɪɲɟɣ ɜɨɡɥɸɛɥɟɧɧɨɣ, ɩɨɦɟɳɟɧɧɵɟ ɜ ɷɩɢɫɬɨɥɹɪɧɨɟ 
ɩɪɨɫɬɪɚɧɫɬɜɨ, ɪɚɫɤɪɵɜɚɸɬ ɜ ɛɨɥɶɲɟɣ ɫɬɟɩɟɧɢ ɫɜɨɸ ɚɜɬɨɩɫɢɯɨɥɨɝɢɱɟ-
ɫɤɭɸ ɢ ɪɟɥɢɝɢɨɡɧɨ-ɮɢɥɨɫɨɮɫɤɭɸ ɧɚɩɪɚɜɥɟɧɧɨɫɬɶ. 

ȼ ɫɬɢɯɨɬɜɨɪɟɧɢɢ ɀɭɤɨɜɫɤɨɝɨ ɨɬɫɭɬɫɬɜɭɸɬ ɪɢɮɦɵ, ɜ ɤɢɬɚɣɫɤɨɦ ɠɟ 
ɩɟɪɟɜɨɞɟ ɪɢɮɦɭɸɬɫɹ ɫɬɢɯɢ 2, 4, 6 (ɨɞɧɚ ɪɢɮɦɚ) ɢ 8, 10, 12, 14, 16 (ɞɪɭ-
ɝɚɹ ɪɢɮɦɚ). ɉɪɢ ɩɟɪɟɜɨɞɟ ɩɟɪɜɵɯ ɱɟɬɵɪɟɯ ɫɬɢɯɨɜ ɜɦɟɫɬɨ ɝɥɚɝɨɥɨɜ 
ɩɪɨɲɟɞɲɟɝɨ ɜɪɟɦɟɧɢ, ɜɫɬɪɟɱɚɸɳɢɯɫɹ ɜ ɨɪɢɝɢɧɚɥɟ, ɩɟɪɟɜɨɞɱɢɤ ɢɫ-
ɩɨɥɶɡɭɟɬ ɝɥɚɝɨɥɵ ɧɚɫɬɨɹɳɟɝɨ ɜɪɟɦɟɧɢ. ɋɪ.: 

 

«9 ɦɚɪɬɚ 1823» Ɍɟɤɫɬ ɧɚ ɤɢɬɚɣɫɤɨɦ 
ɹɡɵɤɟ ɉɟɪɟɜɨɞ ɫ ɤɢɬɚɣɫɤɨɝɨ 

Ɍɵ ɩɪɟɞɨ ɦɧɨɸ 
ɋɬɨɹɥɚ ɬɢɯɨ. 
Ɍɜɨɣ ɜɡɨɪ ɭɧɵɥɵɣ 
Ȼɵɥ ɩɨɥɨɧ ɱɭɜɫɬɜɚ. 
Ɉɧ ɦɧɟ ɧɚɩɨɦɧɢɥ 
Ɉ ɦɢɥɨɦ ɩɪɨɲɥɨɦ… 
Ɉɧ ɛɵɥ ɩɨɫɥɟɞɧɢɣ 
ɇɚ ɡɞɟɲɧɟɦ ɫɜɟɬɟ  
[16. Ɍ. 2. ɋ. 231] 

你站在我面前㸪 
多么温静。 
你忧您䙫䛕光 

充㻈感情。 
它使我想起  
微去䙫亲切情景……  
忀是在人旛最后一㬈  

看妨你䙫䜣䝂。 [14. ɋ. 165] 

Ɍɵ ɫɬɨɢɲɶ ɩɟɪɟɞɨ ɦɧɨɣ 
Ɍɚɤɚɹ ɬɢɯɚɹ. 
Ɍɜɨɣ ɝɪɭɫɬɧɵɣ ɜɡɨɪ 
ɉɨɥɨɧ ɱɭɜɫɬɜɚ. 
ɗɬɨ ɧɚɩɨɦɢɧɚɟɬ ɦɧɟ 
Ɉ ɞɨɪɨɝɨɦ ɩɪɨɲɥɨɦ… 
ɗɬɨ ɩɨɫɥɟɞɧɢɣ ɪɚɡ ɜ ɷɬɨɦ ɦɢɪɟ,  
Ʉɨɝɞɚ ɹ ɜɢɠɭ ɬɜɨɢ ɝɥɚɡɚ. 

 
Ɉɛɪɚɳɟɧɢɟ ɤ ɝɥɚɝɨɥɚɦ ɧɚɫɬɨɹɳɟɝɨ ɜɪɟɦɟɧɢ ɫɜɢɞɟɬɟɥɶɫɬɜɭɟɬ  

ɨ ɫɬɪɟɦɥɟɧɢɢ ɩɟɪɟɜɨɞɱɢɤɚ ɧɟ ɬɨɥɶɤɨ ɜɨɫɤɪɟɫɢɬɶ ɩɪɨɲɥɨɟ ɜ ɫɨɡɧɚɧɢɢ 
ɥɢɪɢɱɟɫɤɨɝɨ ɩɨɜɟɫɬɜɨɜɚɬɟɥɹ, ɧɨ ɢ ɩɪɟɞɫɬɚɜɢɬɶ ɨɛɪɚɡ ɭɦɟɪɲɟɣ ɜɨɡ-
ɥɸɛɥɟɧɧɨɣ ɤɚɤ ɠɢɜɨɟ ɜɢɞɟɧɢɟ, ɫɨɡɟɪɰɚɟɦɨɟ ɜɧɭɬɪɟɧɧɢɦ ɜɡɨɪɨɦ. 
Ɇɨɠɧɨ ɫɤɚɡɚɬɶ, ɱɬɨ ɨɛɪɚɡ ɜɨɫɩɨɦɢɧɚɧɢɹ ɭ ɀɭɤɨɜɫɤɨɝɨ ɡɚɦɟɧɹɟɬɫɹ  
ɜ ɩɟɪɟɜɨɞɟ ɜɨɫɤɪɟɲɚɸɳɢɦ ɨɛɪɚɡɨɦ-ɜɢɞɟɧɢɟɦ. ɂɫɩɨɥɶɡɭɟɦɚɹ ɜ ɞɚɧ-
ɧɨɦ ɨɬɪɵɜɤɟ ɦɟɥɨɞɢɤɚ ɫɬɢɯɚ ɫɨɡɞɚɟɬɫɹ ɪɭɫɫɤɢɦ ɩɨɷɬɨɦ ɱɟɪɟɡ ɱɟɪɟɞɨ-
ɜɚɧɢɟ ɫɬɢɯɨɜ ɫ ɩɨɜɟɫɬɜɨɜɚɬɟɥɶɧɨɣ ɢ ɩɪɟɪɵɜɚɸɳɟɣɫɹ ɢɧɬɨɧɚɰɢɟɣ,  
ɩɟɪɟɞɚɧɧɨɣ ɫ ɩɨɦɨɳɶɸ ɤɨɪɨɬɤɢɯ ɩɪɟɞɥɨɠɟɧɢɣ ɫ ɬɨɱɤɨɣ ɜ ɤɨɧɰɟ ɢ  
ɫ ɦɧɨɝɨɬɨɱɢɟɦ. ȼ ɫɨɨɬɜɟɬɫɬɜɢɢ ɫ ɢɡɨɛɪɚɠɚɟɦɵɦ ɨɛɪɚɡɨɦ-ɜɢɞɟɧɢɟɦ 
ɤɢɬɚɣɫɤɢɣ ɩɟɪɟɜɨɞɱɢɤ ɢɡɦɟɧɹɟɬ ɩɨɫɥɟɞɧɢɟ ɞɜɚ ɫɬɢɯɚ ɜ ɷɬɨɦ ɨɬɪɵɜɤɟ: 
«ɗɬɨ ɩɨɫɥɟɞɧɢɣ ɪɚɡ ɜ ɷɬɨɦ ɦɢɪɟ, // Ʉɨɝɞɚ ɹ ɜɢɠɭ ɬɜɨɢ ɝɥɚɡɚ», – ɱɬɨ 
ɩɨɡɜɨɥɹɟɬ ɟɦɭ ɜɧɟɫɬɢ ɜ ɬɟɤɫɬ ɤɨɧɤɪɟɬɢɡɢɪɭɸɳɭɸ ɥɟɤɫɢɤɭ («ɩɨɫɥɟɞɧɢɣ 
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ɪɚɡ», «ɜ ɷɬɨɦ ɦɢɪɟ», «ɝɥɚɡɚ»), ɛɥɚɝɨɞɚɪɹ ɤɨɬɨɪɨɣ ɫɨɡɞɚɟɬɫɹ «ɨɳɭɳɚɟ-
ɦɵɣ» ɩɚɪɚɥɥɟɥɢɡɦ ɩɪɨɲɥɨɝɨ ɢ ɧɚɫɬɨɹɳɟɝɨ, ɫɦɟɪɬɢ ɢ ɠɢɡɧɢ. 

Ɉɛɪɚɡ ɬɢɲɢɧɵ ɤɚɤ ɡɧɚɤɚ ɧɟɛɟɫɧɨɝɨ ɦɢɪɚ ɢ ɟɝɨ ɨɬɪɚɠɟɧɢɹ ɜ ɦɢɪɟ 
ɡɟɦɧɨɦ ɢ ɜ ɫɟɪɞɰɟ ɥɢɪɢɱɟɫɤɨɝɨ ɩɨɜɟɫɬɜɨɜɚɬɟɥɹ ɪɚɫɤɪɵɜɚɟɬ ɨɫɧɨɜɧɭɸ 
ɬɨɧɚɥɶɧɨɫɬɶ ɞɚɧɧɨɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹ, ɩɟɪɟɞɚɧɧɭɸ ɫ ɩɨɦɨɳɶɸ ɷɦɨɰɢ-
ɨɧɚɥɶɧɨɣ ɥɟɤɫɢɤɢ ɭ ɀɭɤɨɜɫɤɨɝɨ: «ɫɬɨɹɥɚ ɬɢɯɨ», «ɬɢɯɢɣ ɚɧɝɟɥ», «ɤɚɤ 
ɪɚɣ, ɫɩɨɤɨɣɧɚ», «ɬɢɯɚɹ ɧɨɱɶ». ȼ ɩɟɪɟɜɨɞɟ ɷɬɨɬ ɨɛɪɚɡ ɬɚɤɠɟ ɨɩɪɟɞɟɥɹɟɬ 
ɨɛɳɭɸ ɫɟɦɚɧɬɢɤɭ ɢ ɜɵɪɚɡɢɬɟɥɶɧɨɫɬɶ ɫɬɢɯɨɬɜɨɪɟɧɢɹ: «ɬɚɤɚɹ ɬɢɯɚɹ», 
«ɬɜɨɹ ɦɨɝɢɥɚ ɬɢɯɚ, ɤɚɤ ɧɟɛɨ», «ɬɢɯɚɹ ɧɨɱɶ».  

Ʉɨɦɩɨɡɢɰɢɹ ɷɬɨɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɭ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ ɬɪɟɯɱɚɫɬɧɚɹ:  
18 ɫɬɢɯɨɜ ɞɟɥɹɬɫɹ ɧɚ ɞɜɚ ɜɨɫɶɦɢɫɬɢɲɢɹ ɢ ɡɚɤɥɸɱɢɬɟɥɶɧɨɟ ɞɜɭɫɬɢɲɢɟ. 
ȼ ɩɟɪɜɨɣ ɱɚɫɬɢ ɤɥɸɱɟɜɵɦ ɨɤɚɡɵɜɚɟɬɫɹ ɨɛɪɚɡ ɜɨɫɩɨɦɢɧɚɧɢɹ, ɜɨ ɜɬɨ-
ɪɨɣ – ɦɨɝɢɥɵ, ɚ ɩɨɫɥɟɞɧɢɟ ɞɜɚ ɫɬɢɯɚ «Ɂɜɟɡɞɵ ɧɟɛɟɫ, // Ɍɢɯɚɹ ɧɨɱɶ!..» 
ɡɚɜɟɪɲɚɸɬ ɨɛɪɚɡɧɭɸ ɜɟɪɬɢɤɚɥɶ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɤɚɤ ɩɪɟɞɱɭɜɫɬɜɢɟ ɫɨ-
ɟɞɢɧɟɧɢɹ ɩɪɨɲɥɨɝɨ ɢ ɧɚɫɬɨɹɳɟɝɨ ɜ ɛɭɞɭɳɟɦ, ɚ ɬɚɤɠɟ ɡɟɦɧɨɝɨ ɢ ɩɨɬɭ-
ɫɬɨɪɨɧɧɟɝɨ ɜ ɧɟɛɟɫɧɨɦ. ȼ ɤɢɬɚɣɫɤɨɦ ɩɟɪɟɜɨɞɟ ɫɨɯɪɚɧɹɟɬɫɹ ɬɨ ɠɟ ɤɨɥɢ-
ɱɟɫɬɜɨ ɫɬɢɯɨɜ, ɩɪɢɫɭɬɫɬɜɭɟɬ ɜɧɭɬɪɟɧɧɹɹ ɞɢɧɚɦɢɤɚ ɜ ɩɟɪɟɞɚɱɟ ɱɭɜɫɬɜɚ, ɧɨ 
ɪɚɡɞɟɥɟɧɢɟ ɧɚ ɬɪɢ ɱɚɫɬɢ ɨɬɫɭɬɫɬɜɭɟɬ. ȼɦɟɫɬɟ ɫ ɬɟɦ ɷɬɨɬ ɩɟɪɟɜɨɞ ɨɤɚɡɵ-
ɜɚɟɬɫɹ ɜɟɪɧɵɦ, ɫɟɦɚɧɬɢɱɟɫɤɢ ɢ ɨɛɪɚɡɧɨ ɫɨɨɬɜɟɬɫɬɜɭɸɳɢɦ ɨɪɢɝɢɧɚɥɭ.  

ȼ ɰɟɥɨɦ ɦɨɠɧɨ ɫɤɚɡɚɬɶ, ɱɬɨ ɩɟɪɟɜɨɞ ɫɬɢɯɨɬɜɨɪɟɧɢɣ ɀɭɤɨɜɫɤɨɝɨ 
ɑɠɚɧ ɐɚɨɠɟɧɟɦ ɧɚɩɪɚɜɥɟɧ ɧɚ ɞɨɫɬɚɬɨɱɧɨ ɩɨɥɧɭɸ ɩɟɪɟɞɚɱɭ ɨɪɢɝɢ-
ɧɚɥɶɧɵɯ ɢ ɩɟɪɟɜɨɞɧɵɯ ɬɟɤɫɬɨɜ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ. Ɉɫɧɨɜɧɨɟ ɠɟ ɨɬɥɢɱɢɟ 
ɨɬ ɩɪɟɞɵɞɭɳɢɯ ɩɟɪɟɜɨɞɱɢɤɨɜ ɡɚɤɥɸɱɚɟɬɫɹ ɩɪɟɠɞɟ ɜɫɟɝɨ ɜ ɜɵɛɨɪɟ 
ɩɪɨɢɡɜɟɞɟɧɢɣ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ. ȼ ɧɢɯ ɤɢɬɚɣɫɤɢɣ ɩɟɪɟɜɨɞɱɢɤ ɫɬɪɟɦɢɬɫɹ 
ɪɚɫɤɪɵɬɶ, ɤɪɨɦɟ ɜɧɟɲɧɟɝɨ, ɬɚɤɠɟ ɢ ɜɧɭɬɪɟɧɧɢɣ, ɩɫɢɯɨɥɨɝɢɱɟɫɤɢɣ ɦɟ-
ɬɚɫɸɠɟɬ ɥɢɪɢɤɢ ɀɭɤɨɜɫɤɨɝɨ. ɗɫɬɟɬɢɤɚ ɠɢɡɧɟɫɬɪɨɢɬɟɥɶɫɬɜɚ «ɩɟɪɜɨɝɨ 
ɪɭɫɫɤɨɝɨ ɪɨɦɚɧɬɢɤɚ», ɨɫɧɨɜɚɧɧɚɹ ɧɚ ɜɡɚɢɦɨɫɜɹɡɢ ɷɫɬɟɬɢɱɟɫɤɨɝɨ ɢ ɩɨ-
ɜɟɞɟɧɱɟɫɤɨɝɨ ɬɟɤɫɬɨɜ ɩɨɷɬɚ, ɧɚ ɢɯ ɜɡɚɢɦɨɞɨɩɨɥɧɹɸɳɟɦ ɟɞɢɧɫɬɜɟ ɚɤ-
ɰɟɧɬɢɪɭɟɬɫɹ ɤɢɬɚɣɫɤɢɦ ɩɟɪɟɜɨɞɱɢɤɨɦ ɢ ɩɪɟɞɫɬɚɜɥɹɟɬ ɫɨɛɨɣ ɧɨɜɵɣ 
ɷɬɚɩ ɜ ɪɟɰɟɩɰɢɢ ɬɜɨɪɱɟɫɬɜɚ ɀɭɤɨɜɫɤɨɝɨ ɜ Ʉɢɬɚɟ. 

 
ɋɩɢɫɨɤ ɢɫɬɨɱɧɢɤɨɜ 
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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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«Ɉɞɚ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ» (“Ode on a Grecian Urn”) Ⱦɠ. Ʉɢɬɫɚ (1819) 
ɧɚɪɹɞɭ ɫ ɨɩɢɫɚɧɢɟɦ ɳɢɬɚ Ⱥɯɢɥɥɚ ɜ «ɂɥɢɚɞɟ» Ƚɨɦɟɪɚ ɫɱɢɬɚɟɬɫɹ ɨɞɧɢɦ 
ɢɡ ɯɪɟɫɬɨɦɚɬɢɣɧɵɯ ɩɪɢɦɟɪɨɜ ɷɤɮɪɚɫɢɫɚ. ɉɪɨɢɡɜɟɞɟɧɢɟ ɩɨɪɨɞɢɥɨ 
ɛɨɥɶɲɭɸ ɧɚɭɱɧɭɸ ɥɢɬɟɪɚɬɭɪɭ. ȼ ɡɚɪɭɛɟɠɧɨɦ ɥɢɬɟɪɚɬɭɪɨɜɟɞɟɧɢɢ 
ɜɨɫɫɬɚɧɚɜɥɢɜɚɟɬɫɹ ɢɫɬɨɪɢɹ ɫɨɡɞɚɧɢɹ ɫɬɢɯɨɬɜɨɪɟɧɢɹ, ɜ ɬɨɦ ɱɢɫɥɟ ɯɚɪɚɤ-
ɬɟɪɢɡɭɸɬɫɹ ɤɨɧɬɚɤɬɵ ɢ ɤɪɭɝ ɱɢɬɚɬɟɥɶɫɤɢɯ ɢɧɬɟɪɟɫɨɜ ɩɨɷɬɚ, ɩɨɡɜɨɥɢɜɲɢɯ 
ɟɦɭ ɩɪɨɧɢɤɧɭɬɶ ɜ ɞɭɯ ɚɧɬɢɱɧɨɣ ɤɭɥɶɬɭɪɵ, ɚɧɚɥɢɡɢɪɭɟɬɫɹ ɬɟɦɚɬɢɱɟɫɤɚɹ 
ɤɨɦɩɨɡɢɰɢɹ ɢ ɫɭɛɴɟɤɬɧɚɹ ɨɪɝɚɧɢɡɚɰɢɹ ɨɞɵ; ɛɨɥɶɲɨɣ ɢɧɬɟɪɟɫ ɜɵɡɜɚɥ 
ɜɨɩɪɨɫ ɨ ɬɨɦ, ɤɚɤɨɟ ɩɪɨɢɡɜɟɞɟɧɢɟ ɚɧɬɢɱɧɨɝɨ ɢɫɤɭɫɫɬɜɚ ɢɡ ɯɪɚɧɹɳɢɯɫɹ 
ɜ Ȼɪɢɬɚɧɫɤɨɦ ɦɭɡɟɟ ɫɬɚɥɨ ɨɛɴɟɤɬɨɦ ɫɥɨɜɟɫɧɨɝɨ ɨɩɢɫɚɧɢɹ [1. ɋ. 303]. 
ȼ ɪɨɫɫɢɣɫɤɨɦ ɥɢɬɟɪɚɬɭɪɨɜɟɞɟɧɢɢ «Ɉɞɚ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ» ɪɚɫɫɦɚɬɪɢɜɚ-
ɟɬɫɹ ɜ ɤɨɧɬɟɤɫɬɟ ɢɫɬɨɪɢɢ ɚɧɝɥɢɣɫɤɨɝɨ ɢ ɟɜɪɨɩɟɣɫɤɨɝɨ ɪɨɦɚɧɬɢɡɦɚ [2–
4], ɜ ɫɜɹɡɢ ɫ ɱɟɦ ɨɛɫɭɠɞɚɟɬɫɹ ɧɚɩɪɚɜɥɟɧɢɟ ɷɫɬɟɬɢɱɟɫɤɢɯ ɩɨɢɫɤɨɜ ɩɨ-
ɷɬɚ [5, 6], ɯɚɪɚɤɬɟɪɢɡɭɸɬɫɹ ɜɡɚɢɦɨɨɬɧɨɲɟɧɢɹ Ʉɢɬɫɚ ɫ ɫɨɜɪɟɦɟɧɧɢɤɚɦɢ 
ɢ ɟɝɨ ɜɥɢɹɧɢɟ ɧɚ ɩɨɫɥɟɞɭɸɳɭɸ ɥɢɬɟɪɚɬɭɪɭ; ɜɧɢɦɚɧɢɟ ɭɞɟɥɹɟɬɫɹ ɪɟ-
ɰɟɩɰɢɢ ɬɜɨɪɱɟɫɬɜɚ Ⱦɠ. Ʉɢɬɫɚ ɜ Ɋɨɫɫɢɢ [7, 8], ɩɪɨɛɥɟɦɟ ɩɟɪɟɜɨɞɚ ɟɝɨ 
ɩɪɨɢɡɜɟɞɟɧɢɣ [9, 10], ɜ ɬɨɦ ɱɢɫɥɟ «Ɉɞɵ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ» [11]. ɋɥɨɠɢ-
ɥɚɫɶ ɭɫɬɨɣɱɢɜɚɹ ɬɪɚɞɢɰɢɹ ɢɧɬɟɪɩɪɟɬɚɰɢɢ ɩɪɨɢɡɜɟɞɟɧɢɹ, ɤɨɬɨɪɚɹ ɫɜɨ-
ɞɢɬɫɹ ɤ ɭɬɜɟɪɠɞɟɧɢɸ ɩɪɟɜɨɫɯɨɞɫɬɜɚ ɢɫɤɭɫɫɬɜɚ ɧɚɞ ɠɢɜɨɣ ɠɢɡɧɶɸ1.   

ȼɦɟɫɬɟ ɫ ɬɟɦ ɧɟɨɫɦɵɫɥɟɧɧɵɦ ɨɫɬɚɟɬɫɹ ɜɨɩɪɨɫ ɨ ɫɜɹɡɢ ɩɪɨɢɡɜɟɞɟɧɢɹ 
ɫ ɦɢɮɨɥɨɝɢɱɟɫɤɨɣ ɬɪɚɞɢɰɢɟɣ, ɯɨɬɹ ɢɡɜɟɫɬɧɨ, ɱɬɨ ɪɨɦɚɧɬɢɡɦ, ɜ ɩɪɨɬɢ-
ɜɨɜɟɫ ɬɟɧɞɟɧɰɢɢ ɞɟɦɢɮɨɥɨɝɢɡɚɰɢɢ, ɯɚɪɚɤɬɟɪɧɨɣ ɞɥɹ ɥɢɬɟɪɚɬɭɪɵ 
ɤɨɧɰɚ XVIII – XIX ɜ., ɫɨɯɪɚɧɹɥ ɢɧɬɟɪɟɫ ɤ ɦɢɮɭ ɤɚɤ ɫɩɨɫɨɛɭ ɦɢɪɨɩɨ-
ɧɢɦɚɧɢɹ. ɍɤɚɡɚɧɢɹ ɧɚ ɬɨ, ɱɬɨ ɩɨɷɦɵ Ʉɢɬɫɚ ɨɫɧɨɜɚɧɵ «ɧɚ ɦɚɬɟɪɢɚɥɟ 
ɚɧɝɥɢɣɫɤɨɣ ɦɢɮɨɥɨɝɢɢ ɢɥɢ ɫɪɟɞɧɟɜɟɤɨɜɵɯ ɥɟɝɟɧɞ» [3. ɋ. 109], ɧɟ ɪɟ-
ɲɚɸɬ ɩɪɨɛɥɟɦɭ, ɩɪɢ ɷɬɨɦ ɨ ɦɢɮɨɥɨɝɢɱɟɫɤɨɦ ɫɭɛɫɬɪɚɬɟ «Ɉɞɵ ɝɪɟ-

 
1 ɗɬɭ ɦɵɫɥɶ ɩɪɨɜɨɞɢɥɚ ɇ.Ⱥ. Ⱦɶɹɤɨɧɨɜɚ, ɭɬɜɟɪɠɞɚɹ, ɱɬɨ, «ɩɨ Ʉɢɬɫɭ, ɢɫɤɭɫɫɬɜɨ 

ɧɟ ɜɵɲɟ ɞɟɣɫɬɜɢɬɟɥɶɧɨɫɬɢ, ɚ ɥɢɲɶ ɜɵɹɜɥɹɟɬ ɜ ɧɟɣ ɧɟɩɨɧɹɬɨɟ ɢ ɧɟɡɚɦɟɱɟɧɧɨɟ ɢɥɢ 
ɮɢɤɫɢɪɭɟɬ ɬɚɤɢɟ ɟɝɨ ɫɜɨɣɫɬɜɚ, ɤɨɬɨɪɵɟ ɢɫɱɟɡɚɸɬ ɩɨɞ ɧɚɬɢɫɤɨɦ ɰɢɜɢɥɢɡɚɰɢɢ» [12. 
ɋ. 107], ɱɬɨ «ɫɢɥɚ ɨɞɵ ɡɚɤɥɸɱɟɧɚ  ɧɟ ɜ ɩɪɨɫɥɚɜɥɟɧɢɢ ɛɥɚɠɟɧɫɬɜɚ, ɡɚɩɟɱɚɬɥɟɧɧɨɝɨ 
ɢɫɤɭɫɫɬɜɨɦ, ɚ ɜ ɪɚɡɦɵɲɥɟɧɢɢ ɨ ɧɟɨɫɭɳɟɫɬɜɢɦɨɫɬɢ ɟɝɨ ɜ ɞɟɣɫɬɜɢɬɟɥɶɧɨɫɬɢ, ɜ ɳɟ-
ɦɹɳɟɣ ɩɟɱɚɥɢ, ɜɵɡɜɚɧɧɨɣ ɫɤɨɪɛɧɵɦ ɫɨɫɬɨɹɧɢɟɦ ɱɟɥɨɜɟɤɚ <…> ȼ ɷɬɨɦ ɫɬɢɯɨɬɜɨ-
ɪɟɧɢɢ ɫɢɥɚ ɮɚɧɬɚɡɢɢ ɢ ɤɪɚɫɨɬɵ ɩɨɞɜɟɪɝɚɟɬɫɹ ɫɨɦɧɟɧɢɸ». ɗɬɢɦ, ɫɱɢɬɚɟɬ ɢɫɫɥɟɞɨ-
ɜɚɬɟɥɶ, ɨɛɭɫɥɨɜɥɟɧɚ ɜ ɨɞɟ Ʉɢɬɫɚ «ɨɝɪɨɦɧɚɹ ɫɢɥɚ ɩɪɨɬɟɫɬɚ ɢ ɨɬɱɚɹɧɢɹ, ɛɭɪɧɚɹ ɞɢ-
ɧɚɦɢɤɚ ɢ ɷɧɟɪɝɢɹ ɱɭɜɫɬɜɚ» [2. ɋ. 181–182]. ɇɚɩɪɨɬɢɜ, ɂ.Ȼ. Ʉɚɡɚɤɨɜɚ, ɜɨɡɜɨɞɹ 
ɜɡɝɥɹɞɵ ɩɨɷɬɚ ɤ ɮɢɥɨɫɨɮɫɤɢɦ ɢɞɟɹɦ ɧɟɨɩɥɚɬɨɧɢɡɦɚ, ɩɨɞɱɟɪɤɢɜɚɟɬ, ɱɬɨ «ɢɞɟɚɥɶ-
ɧɚɹ ɫɮɟɪɚ ɭ Ʉɢɬɫɚ ɧɟɢɡɦɟɧɧɚ ɢ ɩɪɟɞɫɬɚɜɥɹɟɬ ɫɨɛɨɣ ɩɨɞɨɛɢɟ ɧɟɨɩɥɚɬɨɧɢɱɟɫɤɨɣ 
ɫɨɮɢɢ – ɢɞɟɚɥɶɧɨɣ ɤɚɪɬɢɧɵ ɱɭɜɫɬɜɟɧɧɨɝɨ ɤɨɫɦɨɫɚ» [5. ɋ. 52]. 
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ɱɟɫɤɨɣ ɜɚɡɟ» ɥɢɛɨ ɧɟ ɝɨɜɨɪɢɬɫɹ, ɥɢɛɨ ɪɚɡɝɨɜɨɪ ɨɝɪɚɧɢɱɢɜɚɟɬɫɹ ɫɜɟɞɟ-
ɧɢɹɦɢ ɨɛ ɢɧɬɟɪɟɫɟ Ʉɢɬɫɚ ɤ ɚɧɬɢɱɧɨɣ ɦɢɮɨɥɨɝɢɢ ɢ ɧɚɥɢɱɢɢ ɢɦɟɧ ɚɧ-
ɬɢɱɧɵɯ ɛɨɝɨɜ ɜ ɟɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹɯ. Ɇɟɠɞɭ ɬɟɦ ɩɨɢɫɤ ɨɬɜɟɬɚ ɧɚ ɷɬɨɬ 
ɜɨɩɪɨɫ ɩɪɟɞɫɬɚɜɥɹɟɬɫɹ ɩɪɨɞɭɤɬɢɜɧɵɦ: ɨɛɪɚɳɟɧɢɟ ɤ ɦɢɮɭ ɩɨɡɜɨɥɹɟɬ, 
ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ, ɜɵɹɜɢɬɶ ɫɤɪɵɬɵɟ ɪɟɦɢɧɢɫɰɟɧɰɢɢ, ɩɪɨɹɫɧɹɸɳɢɟ ɥɨ-
ɝɢɤɭ ɚɜɬɨɪɫɤɨɣ ɦɵɫɥɢ ɜ ɬɟɤɫɬɟ «Ɉɞɵ ɤ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ», ɧɚ ɤɨɬɨɪɵɟ – 
ɩɨ ɤɪɚɣɧɟɣ ɦɟɪɟ ɜ ɪɭɫɫɤɨɹɡɵɱɧɨɣ ɧɚɭɱɧɨɣ ɬɪɚɞɢɰɢɢ – ɞɨ ɫɢɯ ɩɨɪ ɧɟ 
ɨɛɪɚɳɚɥɨɫɶ ɜɧɢɦɚɧɢɹ; ɫ ɞɪɭɝɨɣ ɫɬɨɪɨɧɵ, ɨɩɪɟɞɟɥɢɬɶ ɩɪɢɱɢɧɵ ɢ ɯɚ-
ɪɚɤɬɟɪ ɞɢɚɥɨɝɚ ɫ ɬɜɨɪɟɧɢɟɦ Ʉɢɬɫɚ ɜ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ ɏɏ ɜ., ɱɬɨ ɬɨɠɟ 
ɧɟ ɛɵɥɨ ɨɛɴɟɤɬɨɦ ɧɚɭɱɧɨɝɨ ɢɧɬɟɪɟɫɚ. 

Ʉɥɸɱɟɜɵɦ ɹɜɥɹɟɬɫɹ ɜɨɩɪɨɫ ɨ ɫɟɦɚɧɬɢɤɟ ɨɛɪɚɡɚ ɜɚɡɵ ɢ ɨɩɢɫɵɜɚɟ-
ɦɵɯ Ʉɢɬɫɨɦ ɢɡɨɛɪɚɠɟɧɢɣ, ɢɯ ɜɡɚɢɦɨɫɜɹɡɢ ɢ ɦɟɫɬɟ ɜ ɯɭɞɨɠɟɫɬɜɟɧɧɨɦ 
ɰɟɥɨɦ. ȼ ɢɡɜɟɫɬɧɵɯ ɢɧɬɟɪɩɪɟɬɚɰɢɹɯ ɞɚɧɧɵɣ ɜɨɩɪɨɫ ɧɟ ɫɬɚɜɢɬɫɹ ɢ ɥɢɛɨ 
ɩɨ ɭɦɨɥɱɚɧɢɸ ɚɤɬɭɚɥɢɡɢɪɭɟɬɫɹ ɩɪɟɞɦɟɬɧɨɟ ɡɧɚɱɟɧɢɟ ɫɥɨɜɚ, ɫɨɝɥɚɫɧɨ 
ɤɨɬɨɪɨɦɭ ɜɚɡɚ – «ɫɨɫɭɞ ɢɡɹɳɧɨɣ ɮɨɪɦɵ ɫ ɠɢɜɨɩɢɫɧɵɦɢ ɢɥɢ ɥɟɩɧɵɦɢ 
ɭɤɪɚɲɟɧɢɹɦɢ, ɢɡɝɨɬɨɜɥɟɧɧɵɣ ɢɡ ɝɥɢɧɵ, ɮɚɪɮɨɪɚ, ɤɚɦɧɹ, ɫɬɟɤɥɚ, ɦɟ-
ɬɚɥɥɚ ɢ ɞɪɭɝɢɯ ɦɚɬɟɪɢɚɥɨɜ» [13], ɥɢɛɨ ɤɨɧɫɬɚɬɢɪɭɟɬɫɹ, ɱɬɨ «ɜɚɡɚ  
ɭ Ʉɢɬɫɚ – ɜɨɩɥɨɳɟɧɢɟ ɩɪɟɤɪɚɫɧɨɝɨ ɢ ɫɢɦɜɨɥ ɜɟɱɧɨɫɬɢ» [5. ɋ. 47]. Ⱦɪɭ-
ɝɢɦɢ ɫɥɨɜɚɦɢ, ɢɝɧɨɪɢɪɭɸɬɫɹ ɜɨɫɯɨɞɹɳɢɣ ɤ ɦɢɮɨɥɨɝɢɱɟɫɤɨɣ ɬɪɚɞɢ-
ɰɢɢ ɫɢɦɜɨɥɢɱɟɫɤɢɣ ɫɦɵɫɥ ɤɥɸɱɟɜɨɝɨ ɫɥɨɜɚ ɜ ɩɪɨɢɡɜɟɞɟɧɢɢ Ʉɢɬɫɚ ɢ 
ɯɚɪɚɤɬɟɪɧɚɹ ɞɥɹ ɩɨɷɡɢɢ ɪɨɦɚɧɬɢɡɦɚ ɩɨɥɢɫɟɦɚɧɬɢɱɧɨɫɬɶ ɨɛɪɚɡɨɜ.  

Ɇɟɠɞɭ ɬɟɦ ɫɥɨɜɚɪɶ ɫɢɦɜɨɥɨɜ ɞɚɟɬ ɫɥɟɞɭɸɳɟɟ ɢɫɬɨɥɤɨɜɚɧɢɟ ɫɟ-
ɦɚɧɬɢɤɢ ɫɥɨɜɚ: «ȼɚɡɚ, ɤɭɜɲɢɧ ɢ ɥɸɛɨɣ ɫɨɫɭɞ ɞɥɹ ɜɨɞɵ ɫɢɦɜɨɥɢɡɢ-
ɪɭɸɬ ɤɨɫɦɢɱɟɫɤɢɟ ɜɨɞɵ, ȼɟɥɢɤɭɸ Ɇɚɬɶ, ɭɬɪɨɛɭ, ɠɟɧɫɤɨɟ ɜɨɫɩɪɢɧɢ-
ɦɚɸɳɟɟ ɧɚɱɚɥɨ, ɩɪɢɧɹɬɢɟ, ɩɥɨɞɨɪɨɞɢɟ, ɫɟɪɞɰɟ» [14]. ȼ ɢɫɬɨɱɧɢɤɚɯ 
ɤɨɧɫɬɚɬɢɪɭɟɬɫɹ ɫɟɦɚɧɬɢɱɟɫɤɚɹ ɟɦɤɨɫɬɶ ɨɛɪɚɡɚ ɜɚɡɵ, ɤɨɬɨɪɵɣ ɩɪɟɞ-
ɫɬɚɜɥɟɧ ɜ ɛɨɥɶɲɢɧɫɬɜɟ ɦɢɪɨɜɵɯ ɤɭɥɶɬɭɪ 1 , ɟɝɨ ɝɟɧɟɬɢɱɟɫɤɚɹ ɫɜɹɡɶ  

 
1 «ȼɚɡɚ, ɢɡ ɤɨɬɨɪɨɣ ɢɫɯɨɞɹɬ ɹɡɵɤɢ ɩɥɚɦɟɧɢ, ɫɢɦɜɨɥɢɡɢɪɭɟɬ ɫɨɸɡ ɨɝɧɹ ɢ ɜɨɞɵ 

<…>; ɜɚɡɚ ɫ ɰɜɟɬɚɦɢ ɢɥɢ ɜɟɬɜɹɦɢ ɫ ɩɨɛɟɝɚɦɢ – ɩɥɨɞɨɪɨɞɢɟ ɜɨɞ. ɀɟɧɳɢɧɚ ɫ ɜɚɡɨɣ 
ɜ ɪɭɤɚɯ, ɢɡ ɤɨɬɨɪɨɣ ɬɟɱɟɬ ɜɨɞɚ, ɨɛɵɱɧɨ ɫɢɦɜɨɥɢɡɢɪɭɟɬ ȼɟɥɢɤɭɸ Ɇɚɬɶ, ɢɡɥɢɜɚɸ-
ɳɭɸ ɜɨɞɵ ɠɢɡɧɢ ɢ ɩɥɨɞɨɪɨɞɢɹ ɧɚ ɜɟɫɶ ɦɢɪ» [15]. ɋɯɨɞɧɭɸ ɫɟɦɚɧɬɢɤɭ ɜɚɡɵ ɨɬ-
ɦɟɱɚɸɬ ɏ.ɗ. Ʉɟɪɥɨɬ («ɉɨɥɧɚɹ ɜɚɡɚ ɚɫɫɨɰɢɢɪɭɟɬɫɹ ɫ Ɋɚɫɬɟɧɢɟɦ ɀɢɡɧɢ ɢ ɫɥɭɠɢɬ 
ɷɦɛɥɟɦɨɣ ɩɥɨɞɨɪɨɞɢɹ. Ɂɨɥɨɬɚɹ ɜɚɡɚ ɢɥɢ ɫɨɫɭɞ, ɡɚɩɨɥɧɟɧɧɵɟ ɛɟɥɵɦɢ ɥɢɥɢɹɦɢ, ɹɜ-
ɥɹɸɬɫɹ ɨɛɵɱɧɨɣ ɷɦɛɥɟɦɨɣ Ⱦɟɜɵ Ɇɚɪɢɢ» [16. ɋ. 104]) ɢ Ⱦɠ. Ɍɪɟɫɢɞɞɟɪ («ȼɚɡɚ. 
Ɂɚɱɚɫɬɭɸ ɷɬɨ ɠɟɧɫɤɢɣ ɫɢɦɜɨɥ, ɨɫɨɛɟɧɧɨ ɜ ɡɚɩɚɞɧɨɦ ɢɫɤɭɫɫɬɜɟ, ɝɞɟ ɜɚɡɚ ɫ ɥɢɥɢɹɦɢ – 
ɚɬɪɢɛɭɬ Ⱦɟɜɵ Ɇɚɪɢɢ. ȼ ɟɝɢɩɟɬɫɤɨɦ  ɩɨɝɪɟɛɚɥɶɧɨɦ ɢɫɤɭɫɫɬɜɟ ɜɚɡɵ ɫɢɦɜɨɥɢɡɢ-
ɪɭɸɬ ɜɟɱɧɭɸ ɠɢɡɧɶ» [17. ɋ. 34]).  

https://znachenieslova.ru/slovar/symbol/kuvshin
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https://znachenieslova.ru/slovar/ozhegov/velikii
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ɫ ɢɞɟɟɣ ɠɢɡɧɢ1; ɤɨɧɫɬɚɬɢɪɭɟɬɫɹ ɜɢɡɭɚɥɶɧɨɟ ɫɯɨɞɫɬɜɨ ɜɚɡɵ ɢ ɩɨɝɪɟɛɚɥɶ-
ɧɨɣ ɭɪɧɵ ɢ ɫɯɨɞɫɬɜɨ ɢɯ ɫɟɦɚɧɬɢɤɢ [16, 17], ɨɫɧɨɜɚɧɧɨɟ ɧɚ ɦɢɮɨɥɨɝɢ-
ɱɟɫɤɨɣ ɨɩɩɨɡɢɰɢɢ ɠɢɡɧɢ ɢ ɫɦɟɪɬɢ, ɜɨɩɥɨɳɚɸɳɟɣ ɟɞɢɧɫɬɜɨ ɦɢɪɨɡɞɚɧɢɹ.  

Ɉɛɪɚɬɢɦ ɜɧɢɦɚɧɢɟ ɧɚ ɬɨ, ɱɬɨ ɩɪɢɧɹɬɵɣ ɜ ɪɭɫɫɤɨɹɡɵɱɧɨɣ ɬɪɚɞɢɰɢɢ 
ɩɟɪɟɜɨɞ ɧɚɡɜɚɧɢɹ ɨɞɵ Ʉɢɬɫɚ ɪɟɞɭɰɢɪɭɟɬ ɢɫɯɨɞɧɭɸ ɦɢɮɨɥɨɝɢɱɟɫɤɭɸ 
ɫɟɦɚɧɬɢɤɭ ɫɥɨɜɚ Urn, ɤɨɬɨɪɨɟ ɞɨɥɠɧɨ ɩɟɪɟɜɨɞɢɬɶɫɹ ɤɚɤ «ɩɨɝɪɟɛɚɥɶɧɚɹ 
ɭɪɧɚ (ɜɚɡɚ)». Ɇɟɠɞɭ ɬɟɦ ɢɦɟɧɧɨ ɚɪɯɟɬɢɩɢɱɟɫɤɚɹ ɫɟɦɚɧɬɢɤɚ ɤɥɸɱɟɜɨɝɨ 
ɫɥɨɜɚ ɜ ɧɚɡɜɚɧɢɢ ɞɟɥɚɟɬ ɫɬɢɯɨɬɜɨɪɟɧɢɟ Ʉɢɬɫɚ ɡɨɧɨɣ ɫɢɦɜɨɥɢɱɟɫɤɨɝɨ 
ɨɛɨɛɳɟɧɢɹ. Ɉ ɜɡɚɢɦɨɡɚɜɢɫɢɦɨɫɬɢ ɫɢɦɜɨɥɢɱɟɫɤɢɯ ɢ ɚɪɯɟɬɢɩɢɱɟɫɤɢɯ 
ɨɛɪɚɡɨɜ ɩɢɫɚɥ ɋ.ɋ. Ⱥɜɟɪɢɧɰɟɜ: «ɋɚɦɚ ɫɬɪɭɤɬɭɪɚ ɫɢɦɜɨɥɚ ɧɚɩɪɚɜɥɟɧɚ 
ɧɚ ɬɨ, ɱɬɨɛɵ ɩɨɝɪɭɡɢɬɶ ɤɚɠɞɨɟ ɱɚɫɬɧɨɟ ɹɜɥɟɧɢɟ ɜ ɫɬɢɯɢɸ “ɩɟɪɜɨɧɚ-
ɱɚɥ” ɛɵɬɢɹ ɢ ɞɚɬɶ ɱɟɪɟɡ ɷɬɨ ɹɜɥɟɧɢɟ ɰɟɥɨɫɬɧɵɣ ɨɛɪɚɡ ɦɢɪɚ» [20]. ɉɨ-
ɢɫɤ «ɩɟɪɜɨɧɚɱɚɥ» ɛɵɥ ɚɤɬɭɚɥɟɧ ɞɥɹ Ʉɢɬɫɚ ɜ ɫɜɹɡɢ ɫ ɨɛɳɟɣ ɞɥɹ ɪɨɦɚɧ-
ɬɢɡɦɚ ɩɪɨɛɥɟɦɨɣ ɪɚɡɪɵɜɚ «ɦɟɠɞɭ ɫɭɛɴɟɤɬɨɦ ɢ ɨɛɴɟɤɬɨɦ ɩɨɡɧɚɧɢɹ», 
«ɞɢɫɬɚɧɰɢɟɣ ɦɟɠɞɭ ɢɫɤɭɫɫɬɜɨɦ ɢ ɠɢɡɧɶɸ, ɧɟɢɡɛɟɠɧɨɣ ɜ ɫɨɡɧɚɧɢɢ, 
ɭɬɪɚɬɢɜɲɟɦ ɪɟɥɢɝɢɨɡɧɭɸ ɢɥɢ ɦɟɬɚɮɢɡɢɱɟɫɤɭɸ ɰɟɥɨɫɬɧɨɫɬɶ» [6. ɋ. 5]. 
Ɋɟɲɟɧɢɟ ɩɪɨɛɥɟɦɵ ɜɢɞɟɥɨɫɶ ɬɟɨɪɟɬɢɤɚɦ ɪɨɦɚɧɬɢɡɦɚ ɜ ɫɨɡɞɚɧɢɢ 
«ɫɢɧɬɟɬɢɱɟɫɤɨɝɨ ɬɜɨɪɟɧɢɹ, ɝɞɟ ɛɵɥɚ ɛɵ ɩɪɟɨɞɨɥɟɧɚ ɝɪɚɧɶ ɦɟɠɞɭ ɠɢɡ-
ɧɶɸ ɢ ɢɫɤɭɫɫɬɜɨɦ» [21. ɋ. 41–42]. Ⱦɥɹ Ʉɢɬɫɚ ɜɚɪɢɚɧɬɨɦ ɬɚɤɨɝɨ ɫɢɧɬɟ-
ɬɢɱɟɫɤɨɝɨ ɬɜɨɪɟɧɢɹ ɛɵɥɨ ɨɛɪɚɳɟɧɢɟ ɤ ɬɪɚɞɢɰɢɹɦ ɚɧɬɢɱɧɨɣ ɤɭɥɶɬɭɪɵ, 
ɜ ɬɨɦ ɱɢɫɥɟ ɤ ɦɢɮɨɥɨɝɢɱɟɫɤɨɣ ɬɪɚɞɢɰɢɢ. ȼ ɷɬɨɦ ɤɨɧɬɟɤɫɬɟ «Ɉɞɚ ɝɪɟ-
ɱɟɫɤɨɣ ɜɚɡɟ» ɨɤɚɡɵɜɚɟɬɫɹ, ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ, ɜɚɪɢɚɧɬɨɦ ɪɟɲɟɧɢɹ ɩɪɨ-
ɛɥɟɦɵ ɫɢɧɬɟɡɚ ɧɚ ɨɫɧɨɜɟ ɜɡɚɢɦɨɞɟɣɫɬɜɢɹ ɪɚɡɧɵɯ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ 
ɹɡɵɤɨɜ – ɜɢɡɭɚɥɶɧɨɝɨ ɢ ɜɟɪɛɚɥɶɧɨɝɨ, ɜɨɟɞɢɧɨ ɫɥɢɬɵɯ ɜ ɦɢɮɨɥɨɝɢɱɟ-
ɫɤɢɯ ɨɛɪɚɡɚɯ, ɫ ɞɪɭɝɨɣ – ɨɬɪɚɠɟɧɢɟɦ ɪɟɮɥɟɤɫɢɢ Ʉɢɬɫɚ ɤɚɤ ɧɚɞ ɦɟɬɚ-
ɮɢɡɢɱɟɫɤɢɦɢ ɩɪɨɛɥɟɦɚɦɢ 2 , ɜ ɬɨɦ ɱɢɫɥɟ ɧɚɞ ɩɪɨɛɥɟɦɨɣ ɠɢɡɧɢ ɢ 
ɫɦɟɪɬɢ, ɬɚɤ ɢ ɧɚɞ ɫɨɛɫɬɜɟɧɧɨɣ ɷɫɬɟɬɢɤɨɣ.  

 
1 Ⱦ.Ⱥ. Ʉɚɥɢɧɢɱɟɜ, ɢɫɫɥɟɞɨɜɚɜɲɢɣ ɫɟɦɚɧɬɢɤɭ ɤɢɩɪɫɤɢɯ ɜɚɡ VI–IV ɜɜ. ɞɨ ɧ.ɷ., 

ɩɨɞɱɟɪɤɢɜɚɟɬ, ɱɬɨ «ɫɨɫɭɞ ɜɨɩɥɨɳɚɥ ɫɨɛɨɣ ɤɨɫɦɨɫ ɤɚɤ “ɭɤɪɚɲɟɧɧɵɣ” (ɜ ɩɪɨɬɢɜɨɜɟɫ 
“ɯɚɨɬɢɱɟɫɤɨɦɭ”), ɤɪɚɫɢɜɨ ɢ ɩɪɚɜɢɥɶɧɨ ɭɫɬɪɨɟɧɧɵɣ ɦɢɪ, ɛɨɠɟɫɬɜɟɧɧɵɣ ɢ ɨɞɭɯɨ-
ɬɜɨɪɟɧɧɵɣ», ɢ ɫɫɵɥɚɟɬɫɹ ɧɚ ɞɢɫɫɟɪɬɚɰɢɸ Ɋɨɭɡ ȼɨɲɛɨɪɧ “Out of the Mouths of the 
Pots” (ɂɡ ɭɫɬ ɝɨɪɲɤɨɜ) (1998), ɜ ɤɨɬɨɪɨɣ «ɩɨɫɬɭɥɢɪɭɟɬɫɹ ɢ ɚɪɝɭɦɟɧɬɢɪɭɟɬɫɹ ɢɞɟɹ 
ɜɨɩɥɨɳɟɧɢɹ ɜ ɫɨɫɭɞɚɯ ɨɛɪɚɡɚ ȼɟɥɢɤɨɣ ɦɚɬɟɪɢ»; ɤɭɥɶɬɭɪɨɥɨɝ ɨɬɦɟɱɚɟɬ ɫɥɢɹɧɢɟ  
ɜ ɨɛɪɚɡɟ ɜɚɡɵ «ɮɭɧɞɚɦɟɧɬɚɥɶɧɵɯ ɧɚɱɚɥ ɤɨɫɦɨɫɚ, ɠɟɧɫɤɨɝɨ ɢ ɦɭɠɫɤɨɝɨ» [18]. ɗɬɚ 
ɦɵɫɥɶ ɩɪɨɜɨɞɢɬɫɹ ɢ ɜ ɞɪɭɝɢɯ ɢɫɫɥɟɞɨɜɚɧɢɹɯ ɩɨ ɢɫɬɨɪɢɢ ɚɧɬɢɱɧɨɝɨ ɢɫɤɭɫɫɬɜɚ [19]. 

2 Ⱥ.ɘ. Ɂɢɧɨɜɶɟɜɚ ɩɪɢɜɨɞɢɬ ɦɧɟɧɢɟ ɏ. ȼɟɧɞɥɟɪ ɨ ɬɨɦ, ɱɬɨ ɨɞɵ Ʉɢɬɫɚ ɩɪɟɞ-
ɫɬɚɜɥɹɸɬ ɫɨɛɨɣ ɟɞɢɧɫɬɜɨ, ɫɜɨɟɨɛɪɚɡɧɵɣ «ɦɟɬɚɮɢɡɢɱɟɫɤɢɣ ɬɪɚɤɬɚɬ» [6. ɋ. 22]. 
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ȼ ɫɚɦɨɦ ɞɟɥɟ «Ɉɞɚ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ» ɧɟ ɹɜɥɹɟɬɫɹ ɷɤɮɪɚɫɢɫɨɦ ɜ ɬɪɚ-
ɞɢɰɢɨɧɧɨɦ ɩɨɧɢɦɚɧɢɢ, ɩɨɫɤɨɥɶɤɭ ɜ ɪɟɡɭɥɶɬɚɬɟ ɩɨɢɫɤɚ ɤɨɧɤɪɟɬɧɨɝɨ 
ɚɪɬɟɮɚɤɬɚ, ɩɨɫɥɭɠɢɜɲɟɝɨ ɞɥɹ Ʉɢɬɫɚ ɨɛɴɟɤɬɨɦ ɫɥɨɜɟɫɧɨɝɨ ɨɩɢɫɚɧɢɹ, 
ɫɬɚɥɨ ɩɨɧɹɬɧɨ, ɱɬɨ ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɩɪɟɞɫɬɚɜɥɹɟɬ ɫɨɛɨɣ ɬɚɤ ɧɚɡɵɜɚɟɦɵɣ 
ɧɟɦɢɦɟɬɢɱɟɫɤɢɣ ɷɤɮɪɚɫɢɫ, ɜ ɤɨɬɨɪɨɦ ɨɩɢɫɵɜɚɟɬɫɹ ɜɨɨɛɪɚɠɚɟɦɨɟ 
ɩɪɨɢɡɜɟɞɟɧɢɟ ɝɪɟɱɟɫɤɨɝɨ ɢɫɤɭɫɫɬɜɚ ɢ, ɱɬɨ ɨɫɨɛɟɧɧɨ ɜɚɠɧɨ, ɜɨɨɛɪɚɠɚ-
ɟɦɨɟ ɢɡɨɛɪɚɠɟɧɢɟ ɧɚ ɧɟɦ [23. P. 390–391]. ɉɨɷɬɢɤɚ ɜɨɨɛɪɚɠɟɧɢɹ / 
«ɨɡɚɪɟɧɢɹ», ɯɚɪɚɤɬɟɪɧɚɹ ɞɥɹ Ʉɢɬɫɚ (ɤɚɤ ɢ ɞɥɹ ɩɨɷɡɢɢ ɚɧɝɥɢɣɫɤɨɝɨ ɪɨ-
ɦɚɧɬɢɡɦɚ ɜ ɰɟɥɨɦ), ɩɪɨɹɜɥɹɟɬɫɹ ɜ ɫɬɪɟɦɥɟɧɢɢ ɩɨɷɬɚ «ɜɵɪɜɚɬɶ ɢɡ  ɬɟɦ-
ɧɨɬɵ ɩɪɨɲɥɨɝɨ <…> ɜɨɩɥɨɳɟɧɢɹ ɩɪɟɤɪɚɫɧɨɝɨ», ɢɫɩɨɥɶɡɭɹ ɩɪɢ ɷɬɨɦ 
ɫɸɠɟɬ ɫɧɨɜɢɞɟɧɢɹ, ɫɨɫɬɨɹɧɢɟ ɩɨɥɭɞɪɟɦɵ ɥɢɪɢɱɟɫɤɨɝɨ ɝɟɪɨɹ, ɜ ɤɨɬɨɪɨɦ 
ɨɧ ɜɢɞɢɬ «ɫɬɚɪɢɧɧɵɟ ɨɛɪɚɡɵ ɬɟɥɟɫɧɨɣ ɤɪɚɫɨɬɵ» [4. ɋ. 149]. ȼ ɫɜɨɸ 
ɨɱɟɪɟɞɶ, ɷɬɨ ɩɨɪɨɠɞɚɟɬ ɜɨɩɪɨɫ ɨ ɬɨɦ, ɤɚɤɨɣ ɫɦɵɫɥ ɜɤɥɚɞɵɜɚɟɬ ɩɨɷɬ  
ɜ ɜɵɦɵɲɥɟɧɧɵɣ ɢɦ ɫɸɠɟɬ ɢ ɤɚɤ ɨɧ ɫɜɹɡɚɧ ɫ ɫɟɦɚɧɬɢɤɨɣ ɜɚɡɵ, ɨ ɤɨɬɨ-
ɪɨɣ ɲɥɚ ɪɟɱɶ ɜɵɲɟ.  

Ɉɩɢɫɵɜɚɟɦɨɟ Ʉɢɬɫɨɦ ɢɡɨɛɪɚɠɟɧɢɟ ɜɤɥɸɱɚɟɬ ɞɜɟ ɫɰɟɧɵ: ɦɨɥɨɞɨɣ 
ɥɸɛɨɜɧɢɤ ɜɟɱɧɨ ɝɨɧɢɬɫɹ ɡɚ ɜɨɡɥɸɛɥɟɧɧɨɣ, ɧɟ ɧɚɫɬɢɝɚɹ ɟɟ; ɜɨɡɝɥɚɜɥɹ-
ɟɦɨɟ ɠɪɟɰɨɦ ɲɟɫɬɜɢɟ ɜɟɞɟɬ ɠɟɪɬɜɟɧɧɨɝɨ ɬɟɥɶɰɚ ɤ ɚɥɬɚɪɸ, ɱɬɨɛɵ ɫɨ-
ɜɟɪɲɢɬɶ ɠɟɪɬɜɨɩɪɢɧɨɲɟɧɢɟ. Ɉɛɟ ɫɰɟɧɵ, ɫɨɝɥɚɫɧɨ ɢɫɫɥɟɞɨɜɚɧɢɹɦ, 
ɧɚɜɟɹɧɵ ɫɬɚɬɶɹɦɢ ɤɪɢɬɢɤɚ Ȼɟɧɞɠɚɦɢɧɚ ɏɟɣɞɨɧɚ, ɜ ɨɞɧɨɣ ɢɡ ɤɨɬɨɪɵɯ 
ɨɧ ɨɩɢɫɚɥ ɠɟɪɬɜɨɩɪɢɧɨɲɟɧɢɟ ɢ ɩɨɤɥɨɧɟɧɢɟ ɛɨɝɚɦ ɜ ɞɪɟɜɧɟɣ Ƚɪɟɰɢɢ, 
ɚ ɜɨ ɜɬɨɪɨɣ ɩɪɨɬɢɜɨɩɨɫɬɚɜɢɥ ɫɬɢɥɶ Ɋɚɮɚɷɥɹ ɢ Ɇɢɤɟɥɚɧɞɠɟɥɨ [24]. 
ɉɪɢ ɷɬɨɦ ɷɤɮɪɚɫɬɢɱɟɫɤɨɟ ɨɩɢɫɚɧɢɟ ɜɬɨɪɨɣ ɫɰɟɧɵ Ʉɢɬɫ ɜɵɫɬɪɚɢɜɚɟɬ 
ɤɚɤ ɪɹɞ ɫɦɟɧɹɸɳɢɯ ɞɪɭɝ ɞɪɭɝɚ ɜɨɩɪɨɫɨɜ, ɨɬɜɟɬɨɦ ɧɚ ɧɢɯ ɦɨɠɟɬ ɫɱɢ-
ɬɚɬɶɫɹ ɩɨɫɥɟɞɧɹɹ ɫɬɪɨɮɚ ɫɬɢɯɨɬɜɨɪɟɧɢɹ, ɝɞɟ ɡɜɭɱɢɬ ɡɧɚɦɟɧɢɬɵɣ ɚɮɨ-
ɪɢɡɦ “Beauty is Truth, Truth Beauty” («Ʉɪɚɫɨɬɚ ɟɫɬɶ ɩɪɚɜɞɚ, ɩɪɚɜɞɚ – 
ɤɪɚɫɨɬɚ»), ɜɨɡɜɵɲɟɧɧɵɣ ɫɦɵɫɥ ɤɨɬɨɪɨɝɨ ɱɚɫɬɢɱɧɨ ɞɟɡɚɜɭɢɪɭɟɬɫɹ 
ɭɬɜɟɪɠɞɟɧɢɟɦ: “that is all / Ye know on earth, and all ye need to know” 
(«ɷɬɨ ɜɫɟ, / ɑɬɨ ɜɵ ɡɧɚɟɬɟ ɧɚ ɫɜɟɬɟ, ɢ ɜɫɟ, ɱɬɨ ɜɚɦ ɧɚɞɨ ɡɧɚɬɶ») [24], – 
ɤɚɬɟɝɨɪɢɱɧɵɣ ɬɨɧ ɡɚɜɟɪɲɚɸɳɟɝɨ ɜɵɫɤɚɡɵɜɚɧɢɹ ɫɬɚɜɢɬ ɩɨɞ ɫɨɦɧɟɧɢɟ, 
ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ, ɜɨɡɦɨɠɧɨɫɬɶ ɩɪɨɧɢɤɧɨɜɟɧɢɹ ɜ ɢɫɱɟɡɧɭɜɲɢɣ ɜɨ ɬɶɦɟ 
ɜɪɟɦɟɧɢ ɦɢɪ ɢ ɟɝɨ ɩɨɧɢɦɚɧɢɹ, ɫ ɞɪɭɝɨɣ – ɫɩɨɫɨɛɧɨɫɬɶ ɢ ɩɨɬɪɟɛɧɨɫɬɶ 
ɱɢɬɚɬɟɥɟɣ – ɫɨɛɟɫɟɞɧɢɤɨɜ ɩɨɷɬɚ – ɜ ɷɬɨɦ ɩɨɡɧɚɧɢɢ.  

Ɇɨɠɧɨ ɩɪɟɞɩɨɥɨɠɢɬɶ, ɱɬɨ ɩɟɪɜɚɹ ɫɰɟɧɚ, «ɢɡɨɛɪɚɠɟɧɧɚɹ» Ʉɢɬɫɨɦ 
ɧɚ ɜɨɨɛɪɚɠɚɟɦɨɣ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ, ɜɨɫɯɨɞɢɬ ɤ ɚɧɬɢɱɧɨɦɭ ɦɢɮɭ ɨɛ Ⱥɩɨɥ-
ɥɨɧɟ ɢ Ⱦɚɮɧɟ, ɫɨɝɥɚɫɧɨ ɤɨɬɨɪɨɦɭ ɧɢɦɮɚ Ⱦɚɮɧɚ, ɫɩɚɫɚɹɫɶ ɨɬ ɩɪɟɫɥɟ-
ɞɨɜɚɧɢɹ ɜɥɸɛɥɟɧɧɨɝɨ ɜ ɧɟɟ ɛɨɝɚ Ⱥɩɨɥɥɨɧɚ, ɩɪɟɜɪɚɬɢɥɚɫɶ ɜ ɥɚɜɪɨɜɨɟ 

https://ru-wiki.ru/wiki/%D0%A0%D0%B0%D1%84%D0%B0%D1%8D%D0%BB%D1%8C
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ɞɟɪɟɜɨ. ȼɨɡɦɨɠɧɨɫɬɶ ɫɨɨɬɧɟɫɟɧɢɹ ɞɚɧɧɨɝɨ ɮɪɚɝɦɟɧɬɚ ɨɞɵ Ʉɢɬɫɚ  
ɫ ɦɢɮɨɦ ɨɛ Ⱥɩɨɥɥɨɧɟ ɢ Ⱦɚɮɧɟ ɩɨɞɬɜɟɪɠɞɚɟɬɫɹ ɫɬɪɨɤɚɦɢ: “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!” («ɋɦɟɥɵɣ ɥɸɛɨɜɧɢɤ, ɧɢɤɨɝɞɚ, ɧɢɤɨɝɞɚ ɬɵ 
ɧɟ ɦɨɠɟɲɶ ɰɟɥɨɜɚɬɶ, / ɏɨɬɹ ɞɨɛɢɪɚɟɲɶɫɹ ɩɨɱɬɢ ɞɨ ɰɟɥɢ – ɜɫɟ ɠɟ ɧɟ 
ɝɨɪɸɣ; / Ɉɧɚ ɧɟ ɦɨɠɟɬ ɜɹɧɭɬɶ, ɯɨɬɹ ɭ ɬɟɛɹ ɧɟɬ ɬɜɨɟɝɨ ɛɥɚɠɟɧɫɬɜɚ, / 
ɇɚɜɫɟɝɞɚ ɬɵ ɛɭɞɟɲɶ ɥɸɛɢɬɶ ɢ ɨɧɚ ɛɭɞɟɬ ɩɪɟɤɪɚɫɧɚ») [24]. ȼ ɩɟɪɟɜɨɞɟ 
Ɉ. ɑɭɯɨɧɰɟɜɚ ɭɞɚɱɧɨ ɚɤɰɟɧɬɢɪɨɜɚɧ ɦɨɬɢɜ ɬɜɨɪɱɟɫɬɜɚ ɤɚɤ ɜɟɱɧɨɝɨ 
ɫɬɪɟɦɥɟɧɢɹ ɤ ɧɟɞɨɫɬɢɠɢɦɨɣ ɤɪɚɫɨɬɟ ɩɪɢɪɨɞɵ, ɤɨɬɨɪɨɟ ɩɪɢɪɚɜɧɢɜɚ-
ɟɬɫɹ ɤ ɥɸɛɨɜɧɨɣ ɫɬɪɚɫɬɢ: «Ɍɵ, ɸɧɨɲɚ ɩɪɟɤɪɚɫɧɵɣ, ɧɢɤɨɝɞɚ / ɇɟ ɛɪɨ-
ɫɢɲɶ ɩɟɬɶ, ɤɚɤ ɥɚɜɪ ɧɟ ɫɛɪɨɫɢɬ ɥɢɫɬɶɟɜ; / Ʌɸɛɨɜɧɢɤ ɫɦɟɥɵɣ, ɬɵ ɧɟ 
ɫɬɢɫɧɟɲɶ ɜ ɫɬɪɚɫɬɢ / ȼɨɡɥɸɛɥɟɧɧɨɣ ɫɜɨɟɣ – ɧɨ ɧɟ ɛɟɞɚ: / Ɉɧɚ ɧɟɭɜɹ-
ɞɚɟɦɚ, ɢ ɫɱɚɫɬɶɟ / ɋ ɬɨɛɨɣ, ɩɨɤɚ ɬɵ ɜɟɱɟɧ ɢ ɧɟɢɫɬɨɜ» [25. ɋ. 330]; ɩɨɷɬ-
ɩɟɪɟɜɨɞɱɢɤ ɢɧɬɟɪɩɪɟɬɢɪɭɟɬ ɫɢɦɜɨɥɢɱɟɫɤɭɸ ɨɛɪɚɡɧɨɫɬɶ ɩɪɨɢɡɜɟɞɟ-
ɧɢɹ Ʉɢɬɫɚ, ɢɫɯɨɞɹ ɢɡ ɷɫɬɟɬɢɱɟɫɤɢɯ ɭɫɬɚɧɨɜɨɤ ɪɨɦɚɧɬɢɡɦɚ, ɨ ɱɟɦ ɫɜɢ-
ɞɟɬɟɥɶɫɬɜɭɟɬ ɩɨɹɜɥɟɧɢɟ ɫɬɪɨɤɢ «ɇɟ ɛɪɨɫɢɲɶ ɩɟɬɶ, ɤɚɤ ɥɚɜɪ ɧɟ ɫɛɪɨɫɢɬ 
ɥɢɫɬɶɟɜ», ɨɬɫɭɬɫɬɜɭɸɳɟɣ ɜ ɨɪɢɝɢɧɚɥɟ, ɧɨ ɩɪɹɦɨ ɨɬɫɵɥɚɸɳɟɣ ɤ ɦɢɮɭ 
ɨɛ Ⱥɩɨɥɥɨɧɟ ɢ Ⱦɚɮɧɟ. 

ȼɬɨɪɚɹ ɫɰɟɧɚ – ɠɟɪɬɜɨɩɪɢɧɨɲɟɧɢɟ ɬɟɥɶɰɚ (ɤɨɪɨɜɵ) – ɬɨɠɟ ɜɨɫɯɨɞɢɬ 
ɤ ɦɢɮɭ. Ɂɞɟɫɶ ɡɧɚɱɢɦɚ, ɜɨ-ɩɟɪɜɵɯ, ɫɟɦɚɧɬɢɤɚ ɨɛɪɚɡɚ ɬɟɥɶɰɚ, ɤɨɬɨɪɵɣ 
ɜ ɦɢɪɨɜɵɯ ɪɟɥɢɝɢɹɯ ɨɥɢɰɟɬɜɨɪɹɥ ɩɨɪɨɠɞɚɸɳɟɟ, ɫɨɡɢɞɚɬɟɥɶɧɨɟ ɧɚɱɚɥɨ; 
ɤɨɪɨɜɚ ɫɢɦɜɨɥɢɡɢɪɨɜɚɥɚ ȼɟɥɢɤɭɸ Ɇɚɬɶ, – ɜ ɞɚɧɧɨɦ ɫɥɭɱɚɟ ɨɱɟɜɢɞɟɧ 
ɩɚɪɚɥɥɟɥɢɡɦ ɫɟɦɚɧɬɢɤɢ ɜɚɡɵ ɢ «ɢɡɨɛɪɚɠɟɧɧɨɝɨ» ɧɚ ɧɟɣ ɬɟɥɶɰɚ, ɜ ɱɟɦ 
ɩɪɨɹɜɥɹɟɬɫɹ ɯɚɪɚɤɬɟɪɧɚɹ ɞɥɹ ɦɢɮɨɥɨɝɢɱɟɫɤɨɝɨ ɫɨɡɧɚɧɢɹ ɬɚɜɬɨɥɨɝɢɱ-
ɧɨɫɬɶ ɨɛɪɚɡɨɜ, ɢɧɬɭɢɬɢɜɧɨ ɜɨɫɩɪɨɢɡɜɟɞɟɧɧɚɹ Ʉɢɬɫɨɦ; ɜ ɝɪɟɱɟɫɤɨɣ 
ɦɢɮɨɥɨɝɢɢ ɛɵɤ ɫɜɹɡɚɧ ɫ ɛɨɝɨɦ Ⱦɢɨɧɢɫɨɦ, ɨɥɢɰɟɬɜɨɪɹɸɳɢɦ ɫɬɢɯɢɣ-
ɧɵɟ ɫɢɥɵ ɡɟɦɥɢ. ȼɨ-ɜɬɨɪɵɯ, ɡɧɚɱɢɦɚ ɢ ɨɛɥɚɞɚɟɬ ɫɢɦɜɨɥɢɱɟɫɤɢɦ ɩɨ-
ɬɟɧɰɢɚɥɨɦ ɫɢɬɭɚɰɢɹ ɠɟɪɬɜɨɩɪɢɧɨɲɟɧɢɹ ɬɟɥɶɰɚ, ɤɨɬɨɪɚɹ ɩɨɥɭɱɢɥɚ ɨɬ-
ɪɚɠɟɧɢɟ ɜ ɢɫɤɭɫɫɬɜɟ. ȼ ɫɜɹɡɢ ɫ ɨɞɨɣ Ʉɢɬɫɚ ɧɚɡɵɜɚɸɬ ɤɚɪɬɢɧɵ 
«ɀɟɪɬɜɚ Ⱥɩɨɥɥɨɧɭ» Ʉɥɨɞɚ Ʌɨɪɪɟɧɚ ɢ «ɀɟɪɬɜɚ ɜ Ʌɢɫɬɪɟ» Ɋɚɮɚɷɥɹ [26. 
P. 349], ɨɞɧɚɤɨ ɬɟɤɫɬ ɫɨɨɬɜɟɬɫɬɜɭɸɳɟɝɨ ɮɪɚɝɦɟɧɬɚ ɜ ɛɨɥɶɲɟɣ ɫɬɟɩɟɧɢ 
ɫɨɨɬɧɨɫɢɬɫɹ ɢɦɟɧɧɨ ɫ ɤɚɪɬɢɧɨɣ Ʌɨɪɪɟɧɚ, ɱɬɨ ɩɨɡɜɨɥɹɟɬ ɫɱɢɬɚɬɶ ɟɝɨ 
ɫɨɛɫɬɜɟɧɧɨ ɷɤɮɪɚɫɢɫɨɦ; ɨ ɬɨɦ ɠɟ ɤɨɫɜɟɧɧɨ ɫɜɢɞɟɬɟɥɶɫɬɜɭɟɬ ɫɭɛɴɟɤɬ-
ɧɚɹ ɨɪɝɚɧɢɡɚɰɢɹ ɮɪɚɝɦɟɧɬɚ – ɫɟɪɢɹ ɜɨɩɪɨɫɨɜ ɜɨɫɩɪɨɢɡɜɨɞɢɬ ɜɧɭɬɪɟɧ-
ɧɢɣ ɞɢɚɥɨɝ ɫɭɛɴɟɤɬɚ ɩɨɷɬɢɱɟɫɤɨɝɨ ɜɵɫɤɚɡɵɜɚɧɢɹ ɩɟɪɟɞ ɤɚɪɬɢɧɨɣ. 
ɉɪɢ ɷɬɨɦ ɜ ɪɚɡɧɵɯ ɢɫɬɨɱɧɢɤɚɯ ɩɪɢɜɨɞɹɬɫɹ ɪɚɡɧɵɟ ɧɚɡɜɚɧɢɹ ɤɚɪɬɢɧɵ: 

https://ru.wikipedia.org/wiki/%D0%9B%D0%BE%D1%80%D1%80%D0%B5%D0%BD,_%D0%9A%D0%BB%D0%BE%D0%B4
https://ru.wikipedia.org/wiki/%D0%A0%D0%B0%D1%84%D0%B0%D1%8D%D0%BB%D1%8C_%D0%A1%D0%B0%D0%BD%D1%82%D0%B8
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«ɉɟɣɡɚɠ ɫɨ ɫɰɟɧɨɣ ɩɪɢɧɟɫɟɧɢɹ ɠɟɪɬɜɵ Ⱥɩɨɥɥɨɧɭ» / «Ɉɬɟɰ ɉɫɢɯɟɢ, 
ɩɪɢɧɨɫɹɳɢɣ ɠɟɪɬɜɭ ɜ ɯɪɚɦɟ Ⱥɩɨɥɥɨɧɚ», – ɩɨɫɥɟɞɧɢɣ ɜɚɪɢɚɧɬ ɩɨɡɜɨ-
ɥɹɟɬ ɭɜɢɞɟɬɶ ɢɦɩɥɢɰɢɬɧɭɸ ɫɜɹɡɶ ɦɟɠɞɭ ɞɜɭɦɹ ɨɩɢɫɚɧɢɹɦɢ ɜɨɨɛɪɚɠɚ-
ɟɦɵɯ ɫɰɟɧ, ɩɪɟɞɫɬɚɜɥɟɧɧɵɦɢ ɜ ɨɞɟ Ʉɢɬɫɚ, ɩɨɫɤɨɥɶɤɭ ɨɛɚ ɨɬɫɵɥɚɸɬ  
ɤ ɤɨɦɩɥɟɤɫɭ ɦɢɮɨɜ ɨɛ Ⱥɩɨɥɥɨɧɟ: ɧɚ ɤɚɪɬɢɧɟ Ʌɨɪɪɟɧɚ ɢɡɨɛɪɚɠɟɧ ɷɩɢ-
ɡɨɞ ɦɢɮɚ ɨ ɉɫɢɯɟɟ, ɫɨɝɥɚɫɧɨ ɤɨɬɨɪɨɦɭ ɟɟ ɪɨɞɢɬɟɥɢ ɪɟɲɢɥɢ ɨɛɪɚ-
ɬɢɬɶɫɹ ɤ Ⱦɟɥɶɮɢɣɫɤɨɦɭ ɨɪɚɤɭɥɭ ɫ ɜɨɩɪɨɫɨɦ ɨ ɫɭɞɶɛɟ ɫɜɨɟɣ ɞɨɱɟɪɢ, 
ɤɨɬɨɪɚɹ ɛɵɥɚ ɧɚɫɬɨɥɶɤɨ ɤɪɚɫɢɜɚ, ɱɬɨ ɩɨɤɥɨɧɧɢɤɢ ɧɟ ɪɟɲɚɥɢɫɶ ɩɪɨ-
ɫɢɬɶ ɟɟ ɪɭɤɢ. ɍɫɬɚɦɢ Ɉɪɚɤɭɥɚ Ⱥɩɨɥɥɨɧ ɞɚɥ ɩɪɨɪɨɱɟɫɬɜɨ, ɫɨɝɥɚɫɧɨ ɤɨ-
ɬɨɪɨɦɭ ɉɫɢɯɟɹ ɜɵɣɞɟɬ ɡɚɦɭɠ ɡɚ ɱɭɞɨɜɢɳɟ, ɱɬɨ ɩɪɢɧɟɫɟɬ ɟɣ ɝɢɛɟɥɶ.  

ȼ ɥɢɬɟɪɚɬɭɪɟ ɪɨɦɚɧɬɢɡɦɚ ɦɢɮɨɥɨɝɢɱɟɫɤɢɣ ɫɸɠɟɬ ɠɟɪɬɜɵ Ⱥɩɨɥ-
ɥɨɧɭ ɛɵɥ ɩɟɪɟɨɫɦɵɫɥɟɧ ɢ ɩɨɥɭɱɢɥ ɫɢɦɜɨɥɢɱɟɫɤɭɸ ɢɧɬɟɪɩɪɟɬɚɰɢɸ. 
Ʉɢɬɫ ɜ ɩɨɞɬɟɤɫɬɟ «Ɉɞɵ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ» ɚɤɬɭɚɥɢɡɢɪɭɟɬ ɨɩɩɨɡɢɰɢɸ 
Ⱦɢɨɧɢɫ–Ⱥɩɨɥɥɨɧ, ɫɬɢɯɢɣɧɚɹ ɫɢɥɚ ɠɢɡɧɢ ɢ ɩɪɨɪɨɱɟɫɤɚɹ ɦɨɳɶ ɢɫɤɭɫ-
ɫɬɜɚ; ɜ ɬɨ ɠɟ ɜɪɟɦɹ ɚɫɫɨɰɢɚɬɢɜɧɵɣ ɩɨɬɟɧɰɢɚɥ ɜɨɫɯɨɞɹɳɢɯ ɤ ɫɨɜɨɤɭɩ-
ɧɨɫɬɢ ɦɢɮɨɜ ɨɛ Ⱥɩɨɥɥɨɧɟ ɫɢɦɜɨɥɢɱɟɫɤɢɯ ɨɛɪɚɡɨɜ ɩɨɞɤɥɸɱɚɟɬ ɤ ɛɚ-
ɡɨɜɨɣ ɨɩɩɨɡɢɰɢɢ ɬɚɤɢɟ ɚɧɬɢɬɟɡɵ, ɤɚɤ ɞɭɲɚ–ɬɟɥɨ (ɉɫɢɯɟɹ–Ⱦɚɮɧɚ), 
ɩɪɟɤɪɚɫɧɨɟ–ɛɟɡɨɛɪɚɡɧɨɟ, ɜɢɞɢɦɨɟ–ɫɤɪɵɬɨɟ (ɉɫɢɯɟɹ–ɱɭɞɨɜɢɳɟ). ɂɬɨ-
ɝɨɜɵɣ ɫɦɵɫɥ «Ɉɞɵ» Ʉɢɬɫɚ ɦɨɠɟɬ ɛɵɬɶ ɩɪɨɱɢɬɚɧ ɧɟ ɬɨɥɶɤɨ ɤɚɤ ɚɩɨɥɨ-
ɝɢɹ ɢɫɤɭɫɫɬɜɚ, ɧɨ ɢ ɤɚɤ ɭɬɜɟɪɠɞɟɧɢɟ, ɱɬɨ ɢɫɤɭɫɫɬɜɨ (ɠɪɟɰ) ɩɪɢɧɨɫɢɬ 
ɜ ɠɟɪɬɜɭ ɩɪɟɤɪɚɫɧɨɦɭ ɫɚɦɭ ɠɢɡɧɶ, ɟɟ ɫɬɢɯɢɣɧɭɸ ɩɨɪɨɠɞɚɸɳɭɸ 
ɫɢɥɭ, ɚ ɯɭɞɨɠɧɢɤ – ɞɭɲɭ. ɐɟɧɚ ɠɟɪɬɜɵ ɧɟ ɹɜɥɹɟɬɫɹ ɛɟɫɫɩɨɪɧɨɣ ɞɥɹ 
Ʉɢɬɫɚ, ɨ ɱɟɦ ɫɜɢɞɟɬɟɥɶɫɬɜɭɸɬ ɜɨɩɪɨɫɵ, ɜɜɨɞɹɳɢɟ ɜ ɫɢɫɬɟɦɭ ɨɩɩɨɡɢ-
ɰɢɣ / ɦɨɬɢɜɨɜ ɟɳɟ ɨɞɧɨ ɫɤɪɵɬɨɟ ɩɪɨɬɢɜɨɩɨɫɬɚɜɥɟɧɢɟ: ɠɪɟɰ, ɫɨɜɟɪɲɚ-
ɸɳɢɣ ɠɟɪɬɜɨɩɪɢɧɨɲɟɧɢɟ, – ɩɪɚɡɞɧɵɟ ɡɪɢɬɟɥɢ, ɩɨɤɢɧɭɜɲɢɟ ɲɭɦɧɵɣ 
ɝɨɪɨɞ, ɱɬɨɛɵ ɭɜɢɞɟɬɶ ɞɢɤɨɜɢɧɧɨɟ ɡɪɟɥɢɳɟ. ɗɬɨɬ ɦɨɬɢɜ ɩɨɥɭɱɢɬ ɪɚɡ-
ɜɢɬɢɟ ɜ ɥɢɬɟɪɚɬɭɪɟ ɪɨɦɚɧɬɢɡɦɚ ɜ ɜɢɞɟ ɨɩɩɨɡɢɰɢɢ ɯɭɞɨɠɧɢɤ–ɬɨɥɩɚ.  

Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɜ «Ɉɞɟ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ» Ʉɢɬɫ ɩɟɪɟɨɫɦɵɫɥɢɜɚɟɬ 
ɤɨɦɩɥɟɤɫ ɦɢɮɨɜ, ɤɨɬɨɪɵɟ ɧɟ ɬɨɥɶɤɨ ɨɛɭɫɥɨɜɥɢɜɚɸɬ ɰɟɥɨɫɬɧɨɫɬɶ ɩɨɷ-
ɬɢɱɟɫɤɨɝɨ ɜɵɫɤɚɡɵɜɚɧɢɹ, ɧɨ ɢ ɨɛɪɚɡɭɸɬ ɫɢɫɬɟɦɭ ɫɤɪɵɬɵɯ ɦɨɬɢɜɨɜ, 
ɩɨɡɜɨɥɹɸɳɢɯ ɪɚɫɫɦɚɬɪɢɜɚɬɶ ɩɪɨɢɡɜɟɞɟɧɢɟ ɤɚɤ ɷɫɬɟɬɢɱɟɫɤɭɸ ɞɟɤɥɚ-
ɪɚɰɢɸ ɩɨɷɬɚ. Ɉɛɪɚɳɚɹɫɶ ɤ ɦɢɮɭ ɨɛ Ⱥɩɨɥɥɨɧɟ ɢ Ⱦɚɮɧɟ, Ʉɢɬɫ ɩɪɢɞɚɟɬ 
ɷɫɬɟɬɢɱɟɫɤɢɣ ɩɨɞɬɟɤɫɬ ɷɪɨɬɢɱɟɫɤɨɦɭ ɦɨɬɢɜɭ ɩɪɟɫɥɟɞɨɜɚɧɢɹ, ɱɬɨ ɨɛɭ-
ɫɥɨɜɥɟɧɨ ɭɛɟɠɞɟɧɢɟɦ ɩɨɷɬɚ ɜ ɬɨɦ, ɱɬɨ «ɩɪɟɤɪɚɫɧɨɟ ɞɨɥɠɧɨ ɛɵɬɶ ɮɢ-
ɡɢɱɟɫɤɢ ɨɳɭɬɢɦɨ, ɞɨɥɠɧɨ ɨɤɚɡɵɜɚɬɶ ɞɟɣɫɬɜɢɟ ɫɪɚɡɭ ɧɚ ɜɫɟ ɨɪɝɚɧɵ 
ɱɭɜɫɬɜ ɱɟɥɨɜɟɤɚ» [4. ɋ. 148], – ɢɫɤɨɦɵɣ ɨɛɪɚɡɟɰ ɫɥɢɬɧɨɫɬɢ ɱɭɜɫɬɜɟɧ-
ɧɨɝɨ (ɬɟɥɟɫɧɚɹ ɤɪɚɫɨɬɚ ɧɢɦɮɵ) ɢ ɩɨɧɹɬɢɣɧɨɝɨ (ɩɪɟɞɫɬɚɜɥɟɧɢɟ ɨ ɩɪɟ-
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ɤɪɚɫɧɨɦ) Ʉɢɬɫ ɧɚɯɨɞɢɬ ɜ ɦɢɮɟ ɢ ɚɧɬɢɱɧɨɦ ɢɫɤɭɫɫɬɜɟ ɤɚɤ ɜɨɩɥɨɳɟɧɢɢ 
ɦɢɮɨɥɨɝɢɱɟɫɤɨɝɨ ɫɨɡɧɚɧɢɹ.  

Ɍɚɤɚɹ ɭɫɬɚɧɨɜɤɚ ɩɪɟɞɩɨɥɚɝɚɟɬ ɞɜɚ ɫɥɟɞɫɬɜɢɹ. ȼɨ-ɩɟɪɜɵɯ, ɢɦɟɧɧɨ 
ɨɪɢɟɧɬɚɰɢɟɣ ɧɚ ɦɢɮ ɨɛɴɹɫɧɹɟɬɫɹ ɫɩɟɰɢɮɢɤɚ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɹɡɵɤɚ 
Ʉɢɬɫɚ ɜ «Ɉɞɟ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ» – ɹɡɵɤɚ ɦɟɬɚɮɨɪ, ɩɟɪɢɮɪɚɡ ɢ ɧɚɦɟɤɨɜ, 
ɤɨɬɨɪɵɟ ɩɪɟɜɪɚɳɚɸɬ «Ɉɞɭ» ɜ ɷɧɢɝɦɚɬɢɱɟɫɤɢɣ / ɫɢɦɜɨɥɢɱɟɫɤɢɣ ɬɟɤɫɬ, 
ɞɨɩɭɫɤɚɸɳɢɣ ɦɧɨɠɟɫɬɜɨ ɢɧɬɟɪɩɪɟɬɚɰɢɣ. ɂɡɜɟɫɬɧɨɟ ɭɬɜɟɪɠɞɟɧɢɟ, ɱɬɨ 
«Ɉɞɚ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ» ɹɜɥɹɟɬɫɹ ɷɤɮɪɚɫɢɫɨɦ, ɰɟɥɶ ɤɨɬɨɪɨɝɨ – ɝɢɦɧ ɢɫ-
ɤɭɫɫɬɜɭ, ɡɚɩɟɱɚɬɥɟɜɚɸɳɟɦɭ ɢɫɱɟɡɧɭɜɲɭɸ ɢɫɬɨɪɢɱɟɫɤɭɸ ɪɟɚɥɶɧɨɫɬɶ, 
ɩɪɚɜɨɦɟɪɧɨ, ɧɨ ɧɟɞɨɫɬɚɬɨɱɧɨ. Ɉɛɪɚɳɚɹɫɶ ɤ ɦɢɮɭ, Ʉɢɬɫ ɜɜɨɞɢɬ ɜ ɨɞɭ 
ɦɟɬɚɮɢɡɢɱɟɫɤɢɣ ɚɫɩɟɤɬ, ɩɪɨɞɢɤɬɨɜɚɧɧɵɣ ɩɚɧɬɟɢɫɬɢɱɟɫɤɨɣ ɮɢɥɨɫɨ-
ɮɢɟɣ Ɏ. ɒɟɥɥɢɧɝɚ. ɉɪɢɪɨɞɚ ɢ ɱɟɥɨɜɟɤ, ɨɛɴɟɤɬ ɢ ɫɭɛɴɟɤɬ ɜ ɷɬɨɣ ɮɢ-
ɥɨɫɨɮɢɢ ɜɵɫɬɭɩɚɸɬ ɤɚɤ ɟɞɢɧɨɟ ɰɟɥɨɟ. Ɋɟɞɭɰɢɪɭɹ ɮɚɛɭɥɭ ɦɢɮɚ, Ʉɢɬɫ, 
ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ, ɚɤɰɟɧɬɢɪɭɟɬ ɧɟɞɨɫɬɢɠɢɦɨɫɬɶ ɢɞɟɚɥɶɧɨɝɨ ɫɢɧɬɟɡɚ 
ɢɫɤɭɫɫɬɜɚ (ɜɥɸɛɥɟɧɧɨɝɨ Ⱥɩɨɥɥɨɧɚ) ɢ ɩɪɢɪɨɞɵ (ɧɢɦɮɵ) ɤɚɤ ɜɨɩɥɨɳɟ-
ɧɢɹ Ʉɪɚɫɨɬɵ, ɫ ɞɪɭɝɨɣ ɫɬɨɪɨɧɵ, ɭɬɜɟɪɠɞɚɟɬ ɩɪɚɜɨɦɟɪɧɨɫɬɶ ɜɟɱɧɨɝɨ 
ɫɬɪɟɦɥɟɧɢɹ ɱɟɥɨɜɟɱɟɫɬɜɚ ɤ ɢɞɟɚɥɭ. ȼ ɞɚɧɧɨɦ ɤɨɧɬɟɤɫɬɟ ɫɸɠɟɬ ɨɞɵ 
ɩɪɨɱɢɬɵɜɚɟɬɫɹ ɤɚɤ ɜɨɩɪɨɫ ɨ ɫɨɨɬɧɨɲɟɧɢɢ ɢɫɤɭɫɫɬɜɚ ɢ ɪɟɚɥɶɧɨɫɬɢ – 
ɨɛ ɷɬɨɦ ɫɜɢɞɟɬɟɥɶɫɬɜɭɟɬ ɫɢɬɭɚɰɢɹ ɜɨɨɛɪɚɠɚɟɦɨɝɨ ɩɪɨɧɢɤɧɨɜɟɧɢɹ  
ɜ ɢɫɱɟɡɧɭɜɲɭɸ ɢɫɬɨɪɢɱɟɫɤɭɸ ɪɟɚɥɶɧɨɫɬɶ ɫ ɩɨɦɨɳɶɸ ɡɚɩɟɱɚɬɥɟɧɧɨɝɨ 
ɧɚ ɜɚɡɟ ɟɟ ɢɡɨɛɪɚɠɟɧɢɹ. Ʉɢɬɫ ɧɟ ɬɨɥɶɤɨ ɭɬɜɟɪɠɞɚɟɬ ɩɪɚɜɨ ɯɭɞɨɠɧɢɤɚ 
ɧɚ ɜɨɨɛɪɚɠɟɧɢɟ, ɧɨ ɢ ɧɚɫɬɚɢɜɚɟɬ ɧɚ ɢɫɬɢɧɧɨɫɬɢ ɫɨɡɞɚɜɚɟɦɨɣ ɢɦ ɪɟ-
ɚɥɶɧɨɫɬɢ, ɫɱɢɬɚɹ, ɱɬɨ ɟɞɢɧɫɬɜɟɧɧɵɦ ɤɪɢɬɟɪɢɟɦ ɟɟ ɩɨɞɥɢɧɧɨɫɬɢ ɹɜɥɹ-
ɟɬɫɹ ɤɪɢɬɟɪɢɣ ɷɫɬɟɬɢɱɟɫɤɨɝɨ ɫɨɜɟɪɲɟɧɫɬɜɚ. 

ȼɨ-ɜɬɨɪɵɯ, ɜɜɨɞɹ ɜ «Ɉɞɭ» ɷɤɮɪɚɫɢɫ ɤɚɪɬɢɧɵ Ʌɨɪɪɟɧɚ ɢ ɬɚɤɢɦ ɨɛ-
ɪɚɡɨɦ ɚɤɬɭɚɥɢɡɢɪɭɹ ɦɢɮ ɨ ɉɫɢɯɟɟ, Ʉɢɬɫ ɫɬɚɜɢɬ ɜɨɩɪɨɫ ɨɛ ɢɫɤɭɫɫɬɜɟ 
ɤɚɤ ɠɟɪɬɜɨɩɪɢɧɨɲɟɧɢɢ, ɱɬɨ ɩɟɪɟɜɨɞɢɬ ɩɪɨɛɥɟɦɭ ɜ ɢɧɭɸ ɩɥɨɫɤɨɫɬɶ, 
ɩɪɟɞɩɨɥɚɝɚɹ ɬɚɤɢɟ ɫɦɵɫɥɨɜɵɟ ɚɫɩɟɤɬɵ, ɤɚɤ ɫɨɨɬɧɨɲɟɧɢɟ ɠɢɡɧɢ (ɪɟ-
ɚɥɶɧɨɫɬɢ) ɢ ɢɫɤɭɫɫɬɜɚ, ɤɪɚɫɨɬɵ ɢ ɢɫɬɢɧɵ (ɩɪɚɜɞɵ), ɞɭɯɨɜɧɨɝɨ ɢ ɬɟ-
ɥɟɫɧɨɝɨ, ɜɧɟɲɧɟɝɨ ɢ ɜɧɭɬɪɟɧɧɟɝɨ, ɚ ɬɚɤɠɟ ɤɪɢɬɟɪɢɢ ɩɪɟɤɪɚɫɧɨɝɨ, ɰɟɧɚ 
ɢɫɤɭɫɫɬɜɚ. ɂɬɨɝɨɜɵɣ ɫɦɵɫɥ «Ɉɞɵ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ», ɨɛɴɟɞɢɧɹɸɳɢɣ 
ɜɫɸ ɫɨɜɨɤɭɩɧɨɫɬɶ ɹɜɥɟɧɧɵɯ ɜ ɩɨɞɬɟɤɫɬɟ ɦɢɮɨɥɨɝɢɱɟɫɤɢɯ ɨɛɪɚɡɨɜ ɢ 
ɦɨɬɢɜɨɜ, ɦɨɠɟɬ ɛɵɬɶ ɩɪɨɱɢɬɚɧ ɢ ɤɚɤ ɝɢɦɧ ɜɟɱɧɨɦɭ ɩɨɪɨɠɞɚɸɳɟɦɭ 
ɧɚɱɚɥɭ – ɠɢɡɧɢ; ɜ ɩɪɨɬɢɜɨɛɨɪɫɬɜɟ ɠɢɡɧɢ ɢ ɫɦɟɪɬɢ ɢɦɟɧɧɨ ɢɫɤɭɫɫɬɜɨ 
ɩɨɡɜɨɥɹɟɬ ɩɪɟɨɞɨɥɟɬɶ ɢɫɱɟɡɧɨɜɟɧɢɟ ɢ ɡɚɛɜɟɧɢɟ. 

Ɉɛɨɡɧɚɱɟɧɧɵɣ ɤɨɦɩɥɟɤɫ ɦɨɬɢɜɨɜ, ɭɫɥɨɜɧɨ ɫɜɹɡɚɧɧɵɯ ɫ ɨɛɪɚɡɨɦ 
ɜɚɡɵ ɢ / ɢɥɢ ɨɞɨɣ Ʉɢɬɫɚ, ɩɨɥɭɱɢɥ ɪɚɡɜɢɬɢɟ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɹɯ ɪɭɫɫɤɢɯ 
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ɩɨɷɬɨɜ XX – ɧɚɱɚɥɚ XXI ɜ., ɩɪɢ ɷɬɨɦ ɢɫɬɨɪɢɹ ɪɟɰɟɩɰɢɢ ɬɟɦɵ ɨɬɪɚɠɚɟɬ 
ɩɪɟɥɨɦɥɟɧɢɟ ɷɫɬɟɬɢɤɢ ɪɨɦɚɧɬɢɡɦɚ ɢ ɧɚɫɥɟɞɭɸɳɟɝɨ ɟɦɭ ɦɨɞɟɪɧɢɡɦɚ 
ɜ ɩɨɫɥɟɨɤɬɹɛɪɶɫɤɨɣ ɥɢɬɟɪɚɬɭɪɟ ɢ ɟɟ ɩɨɫɬɟɩɟɧɧɨɟ ɷɥɢɦɢɧɢɪɨɜɚɧɢɟ  
ɜ ɩɨɷɡɢɢ XXI ɜ. Ɉɬɦɟɬɢɦ, ɱɬɨ ɤɚɠɞɵɣ ɩɨɷɬ, ɨɛɪɚɳɚɹɫɶ ɤ ɨɛɪɚɡɭ ɜɚɡɵ, 
ɫɨɡɞɚɟɬ ɫɜɨɣ ɜɨɨɛɪɚɠɚɟɦɵɣ ɪɢɫɭɧɨɤ ɧɚ ɧɟɣ, ɱɬɨ ɨɛɴɹɫɧɹɟɬɫɹ ɢɧɞɢɜɢ-
ɞɭɚɥɶɧɨ-ɚɜɬɨɪɫɤɢɦ ɡɚɦɵɫɥɨɦ, ɨɛɭɫɥɨɜɥɟɧɧɵɦ ɫɨɰɢɨɤɭɥɶɬɭɪɧɵɦ 
ɤɨɧɬɟɤɫɬɨɦ. 

ȼɹɱɟɫɥɚɜ ɂɜɚɧɨɜ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɢ «Ƚɪɟɱɟɫɤɚɹ ɜɚɡɚ» (1918–1919) 
ɩɟɪɟɨɫɦɵɫɥɢɜɚɟɬ ɜɨɩɪɨɫ ɨ ɫɨɨɬɧɨɲɟɧɢɢ ɠɢɡɧɢ ɢ ɢɫɤɭɫɫɬɜɚ. ȼ ɟɝɨ ɢɧ-
ɬɟɪɩɪɟɬɚɰɢɢ ɥɸɛɨɣ ɫɥɟɞ ɭɲɟɞɲɟɣ ɦɚɬɟɪɢɚɥɶɧɨɣ ɤɭɥɶɬɭɪɵ ɫɬɚɧɨ-
ɜɢɬɫɹ ɫɢɦɜɨɥɢɱɟɫɤɢɦ ɟɟ ɡɚɦɟɳɟɧɢɟɦ ɢ ɩɨɷɬɨɦɭ ɞɚɠɟ ɫɨɡɞɚɧɧɵɣ  
ɫ ɭɬɢɥɢɬɚɪɧɨɣ ɰɟɥɶɸ ɩɪɟɞɦɟɬ ɫɩɭɫɬɹ ɫɬɨɥɟɬɢɹ ɨɤɚɡɵɜɚɟɬɫɹ ɰɟɧɧɵɦ 
ɚɪɬɟɮɚɤɬɨɦ. Ɍɚɤ, ɩɪɨɬɢɜ ɨɠɢɞɚɧɢɣ ɩɪɨɫɬɨɝɨ «ɛɨɝɨɦɚɡɚ» «<…> ɫɥɵ-
ɜɟɬ / Ɉɱɟɪɤ ɬɜɨɣ ɯɦɟɥɶɧɨɝɨ ɛɨɝɚ /, ɑɟɪɧɟɬɶɸ ɩɨ ɤɪɚɫɧɨɣ ɝɥɢɧɟ / Ɇɟɠ 
ɫɚɬɢɪɨɜ ɤɨɧɫɤɢɯ, ɧɵɧɟ / ɍɠ ɧɟ ɭɬɜɚɪɶɸ ɝɨɧɱɚɪɧɨɣ, / Ⱥ ɤɪɚɫɨɣ ɪɟɞɱɚɣ-
ɲɢɯ ɜɚɡ». Ɉɞɧɚɤɨ, ɭɬɨɱɧɹɟɬ ɂɜɚɧɨɜ, ɷɬɨ ɩɪɨɢɫɯɨɞɢɬ ɟɳɟ ɢ ɩɨɬɨɦɭ, 
ɱɬɨ ɪɭɤɨɣ ɦɚɫɬɟɪɚ ɜɨɞɢɥ ɋɥɭɱɚɣ, ɜɨɩɥɨɳɟɧɢɟ ɦɢɫɬɢɱɟɫɤɨɣ ɫɢɥɵ ɢɫ-
ɬɨɪɢɢ – ɑɭɞɚ, ɤɨɬɨɪɨɟ ɢ ɫɩɚɫɚɟɬ, ɢ ɫɨɯɪɚɧɹɟɬ «ɯɪɭɩɤɢɣ ɱɟɪɟɩɨɤ ɩɨɞ 
ɫɩɭɞɨɦ» ɥɟɬ [27]. Ȼɥɚɝɨɝɨɜɟɣɧɨɟ, ɩɢɟɬɢɱɟɫɤɨɟ ɨɬɧɨɲɟɧɢɟ ɤ «ɱɟɪɟɩɤɭ» – 
ɨɫɤɨɥɤɭ ɚɧɬɢɱɧɨɣ ɰɢɜɢɥɢɡɚɰɢɢ – ɯɚɪɚɤɬɟɪɧɨ ɞɥɹ ɦɨɞɟɪɧɢɡɦɚ ɫ ɟɝɨ 
ɩɪɟɞɫɬɚɜɥɟɧɢɟɦ ɨ ɩɪɟɟɦɫɬɜɟɧɧɨɫɬɢ ɤɭɥɶɬɭɪɵ. Ʉ Ʉɢɬɫɭ ɜ ɫɬɢɯɨɬɜɨɪɟ-
ɧɢɢ ɂɜɚɧɨɜɚ ɨɬɫɵɥɚɸɬ ɦɢɮɨɥɨɝɢɱɟɫɤɢɟ ɪɟɦɢɧɢɫɰɟɧɰɢɢ – ɭɩɨɦɢɧɚ-
ɧɢɹ ɨ «ɯɦɟɥɶɧɨɦ ɛɨɝɟ <…> ɦɟɠ ɫɚɬɢɪɨɜ ɤɨɧɫɤɢɯ», ɤɨɬɨɪɨɝɨ ɧɟɤɨɝɞɚ 
ɪɢɫɨɜɚɥ ɛɟɡɜɟɫɬɧɵɣ ɦɚɫɬɟɪ, ɢ ɨ «ɥɢɤɟ ɛɨɝɨɜ», ɩɨɹɜɢɜɲɟɦɫɹ ɧɚ ɜɚɡɟ 
ɛɥɚɝɨɞɚɪɹ ɜɦɟɲɚɬɟɥɶɫɬɜɭ ɜɵɫɲɢɯ ɫɢɥ. ɋɨɡɞɚɧɧɵɣ ɜɨɨɛɪɚɠɟɧɢɟɦ 
ɂɜɚɧɨɜɚ, ɪɢɫɭɧɨɤ ɧɚ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ ɧɟ ɫɨɜɩɚɞɚɟɬ ɫ ɢɡɨɛɪɚɠɟɧɢɹɦɢ,  
ɨ ɤɨɬɨɪɵɯ ɩɢɲɟɬ ɜ ɫɜɨɟɣ «Ɉɞɟ» Ʉɢɬɫ, ɯɨɬɹ ɧɚɡɜɚɧɢɟ ɫɬɢɯɨɬɜɨɪɟɧɢɹ 
ɨɞɧɨɡɧɚɱɧɨ ɧɚɦɟɤɚɟɬ ɧɚ ɞɢɚɥɨɝ ɩɨɷɬɚ ɫ ɩɪɟɞɲɟɫɬɜɟɧɧɢɤɨɦ: ɚɧɬɢɬɟɡɚ 
ɜ «Ƚɪɟɱɟɫɤɨɣ ɜɚɡɟ» ɨɬɪɚɠɚɟɬ ɫɢɦɜɨɥɢɫɬɫɤɭɸ ɷɫɬɟɬɢɤɭ ɚɜɬɨɪɚ ɫɬɢɯɨ-
ɬɜɨɪɟɧɢɹ, ɟɝɨ ɢɧɬɟɪɟɫ ɤ ɞɢɨɧɢɫɢɣɫɬɜɭ ɢ ɦɨɠɟɬ ɛɵɬɶ ɢɧɬɟɪɩɪɟɬɢɪɨ-
ɜɚɧɚ ɤɚɤ ɫɨ- ɢ ɩɪɨɬɢɜɨɩɨɫɬɚɜɥɟɧɢɟ, ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ, ɛɟɡɵɫɤɭɫɧɨɝɨ, 
ɧɟɩɪɟɞɧɚɦɟɪɟɧɧɨɝɨ ɬɜɨɪɱɟɫɬɜɚ ɢ ɜɢɡɢɨɧɟɪɫɤɨɝɨ, ɩɪɨɞɢɤɬɨɜɚɧɧɨɝɨ 
ɫɜɵɲɟ, ɢɫɤɭɫɫɬɜɚ, ɫ ɞɪɭɝɨɣ ɫɬɨɪɨɧɵ, ɞɢɨɧɢɫɢɣɫɤɨɝɨ ɢ ɚɩɨɥɥɨɧɢɱɟ-
ɫɤɨɝɨ, ɲɢɪɟ – ɚɧɬɢɱɧɨɫɬɢ ɢ ɯɪɢɫɬɢɚɧɫɬɜɚ. Ʉɚɤ ɢ Ʉɢɬɫ, ɂɜɚɧɨɜ ɭɬɜɟɪ-
ɠɞɚɟɬ ɰɟɧɧɨɫɬɶ ɢɫɤɭɫɫɬɜɚ, ɜɨɡɜɵɲɚɸɳɟɝɨ ɫɜɨɟ ɜɪɟɦɹ ɢ ɫɨɯɪɚɧɹɸ-
ɳɟɝɨ ɟɝɨ ɜ ɜɟɤɚɯ, ɩɨɞɱɟɪɤɢɜɚɟɬ ɬɪɚɧɫɰɟɧɞɟɧɬɧɭɸ ɩɪɢɪɨɞɭ ɬɜɨɪɱɟɫɬɜɚ. 
Ɉɬɫɵɥɤɚ ɤ ɋɥɭɱɚɸ ɤɚɤ ɜɟɫɬɧɢɤɭ ɢɧɨɛɵɬɢɹ ɦɨɠɟɬ ɛɵɬɶ ɩɪɨɱɢɬɚɧɚ ɤɚɤ 
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ɨɬɪɚɠɟɧɢɟ ɢɦɩɥɢɰɢɬɧɵɯ, ɫɤɪɵɬɵɯ ɜ ɩɨɞɬɟɤɫɬɟ ɪɚɡɦɵɲɥɟɧɢɣ ɂɜɚ-
ɧɨɜɚ ɨ ɫɭɞɶɛɟ ɢɫɤɭɫɫɬɜɚ ɜ ɤɚɬɚɫɬɪɨɮɢɱɟɫɤɨɦ ɩɨɫɥɟɪɟɜɨɥɸɰɢɨɧɧɨɦ 
ɦɢɪɟ ɢ ɜ ɬɨ ɠɟ ɜɪɟɦɹ ɤɚɤ ɫɜɨɟɝɨ ɪɨɞɚ ɚɜɬɨɪɟɮɥɟɤɫɢɹ, ɧɚɩɨɦɢɧɚɧɢɟ  
ɨ ɞɨɥɝɟ ɯɭɞɨɠɧɢɤɚ, ɤɨɬɨɪɵɣ ɩɪɢɡɜɚɧ ɨɫɦɵɫɥɢɬɶ ɢ ɡɚɩɟɱɚɬɥɟɬɶ ɫɜɨɟ 
ɜɪɟɦɹ. 

Ɇɨɬɢɜ ɫɨɨɬɧɨɲɟɧɢɹ ɢɫɤɭɫɫɬɜɚ ɢ ɞɟɣɫɬɜɢɬɟɥɶɧɨɫɬɢ ɪɚɡɜɢɜɚɟɬ Ɇɚ-
ɪɢɹ ɉɟɬɪɨɜɵɯ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɢ «Ⱥ ɧɚ ɱɟɪɞɚɤ – ɩɨɩɵɬɚɣɫɹ ɨɞɢɧ!..» (1929), 
ɜ ɤɨɬɨɪɨɦ ɩɨɹɜɥɹɟɬɫɹ ɨɛɪɚɡ ɪɚɡɛɢɬɨɣ ɜɚɡɵ. ȼ ɨɬɥɢɱɢɟ ɨɬ ɩɨɷɬɨɜ XIX ɜ.1, 
ɭ ɤɨɬɨɪɵɯ ɪɚɡɛɢɬɚɹ ɜɚɡɚ ɚɫɫɨɰɢɚɬɢɜɧɨ ɫɜɹɡɵɜɚɥɚɫɶ ɫ ɭɬɪɚɱɟɧɧɨɣ ɥɸ-
ɛɨɜɶɸ, Ɇ. ɉɟɬɪɨɜɵɯ ɜɨɫɫɬɚɧɚɜɥɢɜɚɟɬ ɜ ɜɨɨɛɪɚɠɟɧɢɢ ɢɡɨɛɪɚɠɟɧɢɟ ɧɚ 
ɪɚɡɛɢɬɨɣ ɢ ɡɚɛɵɬɨɣ ɧɚ ɡɚɛɪɨɲɟɧɧɨɦ ɱɟɪɞɚɤɟ ɜɚɡɟ, ɤɨɬɨɪɨɟ ɨɬɫɵɥɚɟɬ 
ɤɚɤ ɤ ɞɪɟɜɧɨɫɬɢ, ɬɚɤ ɢ ɤ ɭɲɟɞɲɟɣ ɜ ɩɪɨɲɥɨɟ ɞɨɨɤɬɹɛɪɶɫɤɨɣ ɬɨ ɥɢ ɭɫɚ-
ɞɟɛɧɨɣ, ɬɨ ɥɢ ɞɚɱɧɨɣ ɠɢɡɧɢ: «ɋɩɢɬ ɧɚ ɫɬɪɨɩɢɥɚɯ ɥɟɬɭɱɚɹ ɦɵɲɶ, / 
Ⱦɪɟɦɥɟɬ ɫɪɟɞɶ ɯɥɚɦɚ ɫɚɞɨɜɚɹ ɜɚɡɚ. / ȼɚɡɚ ɪɚɡɛɢɬɚ: ɧɨ ɜɢɠɭ ɧɚ ɧɟɣ, / 
ɇɟ ɨɬɜɨɞɹ ɜɨɫɯɢɳɟɧɧɨɝɨ ɜɡɝɥɹɞɚ, – / ɒɟɫɬɜɢɟ ɩɨɥɭɨɞɟɬɵɯ ɥɸɞɟɣ /  
ɋ ɬɹɠɤɢɦɢ ɝɪɨɡɞɶɹɦɢ ɜɢɧɨɝɪɚɞɚ» [28]. Ɋɚɡɛɢɬɚɹ ɜɚɡɚ ɩɪɟɞɫɬɚɟɬ ɦɧɟ-
ɦɨɧɢɱɟɫɤɢɦ ɡɧɚɤɨɦ ɭɬɪɚɱɟɧɧɨɝɨ ɜɪɟɦɟɧɢ, ɨɛɪɚɡɭɹ ɩɚɥɢɦɩɫɟɫɬ ɩɚɦɹɬɢ, 
ɜ ɤɨɬɨɪɨɦ ɩɪɨɲɥɨɟ ɤɭɥɶɬɭɪɵ ɚɫɫɨɰɢɚɬɢɜɧɨ ɫɜɹɡɵɜɚɟɬɫɹ ɫ ɧɟɞɚɜɧɢɦ 
ɩɪɨɲɥɵɦ ɥɢɪɢɱɟɫɤɨɣ ɝɟɪɨɢɧɢ ɫ ɟɟ ɞɟɬɫɤɢɦɢ ɫɬɪɚɯɚɦɢ ɢ ɧɟɢɡɠɢɬɨɣ 
ɩɫɢɯɨɥɨɝɢɱɟɫɤɨɣ ɬɪɚɜɦɨɣ. Ɉɫɰɢɥɥɢɪɭɸɳɢɣ ɫɦɵɫɥ ɬɟɤɫɬɚ ɮɨɪɦɢɪɭ-
ɟɬɫɹ ɛɥɚɝɨɞɚɪɹ ɢɝɪɟ ɫ ɩɪɟɞɦɟɬɧɵɦ ɢ ɦɟɬɚɮɨɪɢɱɟɫɤɢɦ ɡɧɚɱɟɧɢɟɦ ɫɥɨɜ. 
Ʉɚɤ ɢ Ʉɢɬɫ, Ɇɚɪɢɹ ɉɟɬɪɨɜɵɯ ɢɫɩɨɥɶɡɭɟɬ ɩɨɷɬɢɤɭ ɜɨɨɛɪɚɠɟɧɢɹ, ɧɨ ɨɛ-
ɪɚɡɧɵɣ ɪɹɞ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɫ ɟɝɨ ɚɫɫɨɰɢɚɬɢɜɧɵɦɢ ɧɚɦɟɤɚɦɢ ɨɛɪɚɳɟɧ 
ɤ ɝɥɭɛɢɧɚɦ ɩɨɞɫɨɡɧɚɧɢɹ ɝɟɪɨɢɧɢ, ɜ ɬɨ ɜɪɟɦɹ ɤɚɤ ɢɬɨɝɨɜɵɣ ɫɦɵɫɥ ɫɬɢ-
ɯɨɬɜɨɪɟɧɢɹ  ɮɨɪɦɢɪɭɟɬɫɹ ɜ ɩɨɞɬɟɤɫɬɟ. Ɂɧɚɱɢɦɭɸ ɪɨɥɶ ɜ ɮɨɪɦɢɪɨɜɚ-
ɧɢɢ ɫɦɵɫɥɚ ɢɝɪɚɟɬ ɭɩɨɦɢɧɚɧɢɟ ɨ ɥɸɞɹɯ «ɫ ɬɹɠɤɢɦɢ ɝɪɨɡɞɶɹɦɢ ɜɢɧɨ-
ɝɪɚɞɚ»: ɟɫɥɢ ɜɢɧɨɝɪɚɞ ɜɨ ɜɫɟɯ ɤɭɥɶɬɭɪɚɯ ɹɜɥɹɟɬɫɹ ɫɢɦɜɨɥɨɦ ɩɥɨɞɨɪɨ-
ɞɢɹ ɢ ɠɢɡɧɟɧɧɨɣ ɫɢɥɵ (ɢ ɜ ɷɬɨɦ ɡɧɚɱɟɧɢɢ ɬɚɜɬɨɥɨɝɢɱɟɧ ɫɟɦɚɧɬɢɤɟ 

 
1 ȼ ɩɨɷɡɢɢ XIX – ɧɚɱɚɥɚ ɏɏ ɜ. ɨɛɪɚɳɟɧɢɹ ɤ ɨɛɪɚɡɭ ɜɚɡɵ ɟɞɢɧɢɱɧɵ ɢ, ɤɚɤ ɩɪɚ-

ɜɢɥɨ, ɪɚɡɪɚɛɚɬɵɜɚɸɬ ɥɢɛɨ ɞɟɤɨɪɚɬɢɜɧɵɣ, ɥɢɛɨ ɩɪɟɞɦɟɬɧɵɣ ɚɫɩɟɤɬ ɫɟɦɚɧɬɢɤɢ 
ɫɥɨɜɚ, ɚ ɬɚɤɠɟ ɜɨɫɯɨɞɹɳɢɣ, ɜɨɡɦɨɠɧɨ, ɤ ɉɭɲɤɢɧɭ ɦɨɬɢɜ ɪɚɡɛɢɬɨɝɨ ɫɨɫɭɞɚ; ɩɪɢ 
ɷɬɨɦ ɜ ɫɬɢɯɚɯ ɨɬɫɭɬɫɬɜɭɟɬ ɭɤɚɡɚɧɢɟ ɧɚ ɩɪɨɢɫɯɨɠɞɟɧɢɟ ɜɚɡɵ, ɡɚ ɢɫɤɥɸɱɟɧɢɟɦ ɫɬɢ-
ɯɨɬɜɨɪɟɧɢɹ Ⱥ. Ȼɚɪɵɤɨɜɨɣ, ɝɞɟ ɪɟɱɶ ɢɞɟɬ ɨ ɪɚɡɛɢɬɨɣ ɤɢɬɚɣɫɤɨɣ ɜɚɡɟ («Ɋɚɡɛɢɬɚɹ 
ɜɚɡɚ (ɉɨɞɪɚɠɚɧɢɟ ɋɸɥɥɢ-ɉɪɸɞɨɦɭ)» Ⱥ. Ⱥɩɭɯɬɢɧɚ, «Ɋɚɡɛɢɬɚɹ ɜɚɡɚ (ɂɡ ȼɢɤɬɨɪɚ 
Ƚɸɝɨ)» Ⱥ. Ȼɚɪɵɤɨɜɨɣ, «Ɋɟɡɟɞɨɜɵɣ ɛɭɤɟɬ» ɂ. ɋɟɜɟɪɹɧɢɧɚ). ɇɚ ɷɬɨɦ ɮɨɧɟ ɡɚɦɟɬ-
ɧɵɦ ɜɢɞɢɬɫɹ ɩɪɢɫɭɬɫɬɜɢɟ ɨɛɪɚɡɚ ɜɚɡɵ, ɩɪɢɱɟɦ ɨɬɫɵɥɚɸɳɟɣ ɢɦɟɧɧɨ ɤ ɚɧɬɢɱɧɨɣ 
ɤɭɥɶɬɭɪɟ, ɜ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ XX–XXI ɜɜ. 
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ɜɚɡɵ), ɚ ɜ ɯɪɢɫɬɢɚɧɫɬɜɟ – ɞɭɯɨɜɧɨɣ ɠɢɡɧɢ, ɬɨ ɪɚɡɛɢɬɚɹ ɜɚɡɚ ɫ ɢɡɨɛɪɚ-
ɠɟɧɧɵɦ ɧɚ ɧɟɣ ɜɢɧɨɝɪɚɞɨɦ ɩɪɨɱɢɬɵɜɚɟɬɫɹ ɤɚɤ ɡɧɚɤ ɭɧɢɱɬɨɠɟɧɧɨɣ 
ɠɢɡɧɢ. ȼ ɷɬɨɦ ɤɨɧɬɟɤɫɬɟ ɢɧɚɱɟ ɜɨɫɩɪɢɧɢɦɚɸɬɫɹ ɧɚɦɟɤɢ ɧɚ «ɭɠɚɫɵ, 
ɱɬɨ ɧɚɤɨɩɥɹɥɢɫɶ ɝɨɞɚɦɢ», ɧɚ ɬɭ ɧɟɧɚɡɜɚɧɧɭɸ ɫɭɛɫɬɚɧɰɢɸ, «ɱɬɨ ɨɬɨ-
ɜɫɸɞɭ ɫɥɟɞɢɥɚ ɡɚ ɧɚɦɢ», ɤɨɬɨɪɵɟ ɩɪɟɞɫɬɚɸɬ ɧɟ ɬɨɥɶɤɨ ɤɚɤ ɩɟɪɢɮɪɚɡɚ 
ɞɟɬɫɤɢɯ ɫɬɪɚɯɨɜ, ɧɨ ɢ ɤɚɤ ɞɨɫɬɚɬɨɱɧɨ ɩɪɨɡɪɚɱɧɨɟ ɭɤɚɡɚɧɢɟ ɧɚ ɫɨɛɵɬɢɹ 
ɩɨɫɥɟɪɟɜɨɥɸɰɢɨɧɧɵɯ ɥɟɬ, ɫ ɤɨɬɨɪɵɦɢ ɫɨɜɩɚɥɨ ɞɟɬɫɬɜɨ Ɇ. ɉɟɬɪɨɜɵɯ. 
ɋɭɳɟɫɬɜɟɧɧɨ ɢɡɦɟɧɹɟɬɫɹ ɦɨɞɚɥɶɧɨɫɬɶ ɚɜɬɨɪɫɤɨɝɨ ɨɩɢɫɚɧɢɹ: ɟɫɥɢ ɭ ȼɹɱ. 
ɂɜɚɧɨɜɚ ɢ ɝɪɟɱɟɫɤɚɹ ɜɚɡɚ, ɢ ɞɚɠɟ ɟɟ «ɯɪɭɩɤɢɣ ɱɟɪɟɩɨɤ», ɜɵɡɵɜɚɟɬ ɜɨɫ-
ɯɢɳɟɧɧɨɟ ɛɥɚɝɨɝɨɜɟɧɢɟ, ɜ ɱɟɦ ɩɪɨɹɜɥɹɟɬɫɹ ɭɬɜɟɪɠɞɟɧɢɟ ɩɪɟɟɦɫɬɜɟɧ-
ɧɨɫɬɢ ɤɭɥɶɬɭɪɵ ɢ ɟɟ ɧɟɩɪɟɯɨɞɹɳɟɣ ɰɟɧɧɨɫɬɢ, ɬɨ ɭ Ɇ. ɉɟɬɪɨɜɵɯ ɡɧɚ-
ɱɢɦɵɦ ɹɜɥɹɟɬɫɹ ɭɤɚɡɚɧɢɟ ɧɚ ɬɨ, ɱɬɨ ɪɚɡɛɢɬɚɹ ɜɚɡɚ «ɞɪɟɦɥɟɬ ɫɪɟɞɶ 
ɯɥɚɦɚ», ɢ ɡɚ ɷɬɢɦ ɫɬɨɢɬ ɩɪɟɧɟɛɪɟɠɢɬɟɥɶɧɨɟ ɨɬɧɨɲɟɧɢɟ ɤ ɬɪɚɞɢɰɢɢ, 
ɯɚɪɚɤɬɟɪɧɨɟ ɞɥɹ ɩɨɫɥɟɪɟɜɨɥɸɰɢɨɧɧɵɯ ɥɟɬ. «ȼɨɫɯɢɳɟɧɧɵɣ ɜɡɝɥɹɞ» 
ɥɢɪɢɱɟɫɤɨɣ ɝɟɪɨɢɧɢ, ɤɨɬɨɪɚɹ ɜ ɫɜɨɟɦ ɜɨɨɛɪɚɠɟɧɢɢ ɜɨɫɫɬɚɧɚɜɥɢɜɚɟɬ 
ɤɚɪɬɢɧɵ ɩɪɨɲɥɨɝɨ, ɫɪɨɞɧɢ ɧɨɫɬɚɥɶɝɢɱɟɫɤɨɦɭ ɨɬɧɨɲɟɧɢɸ ɤ ɭɯɨɞɹɳɟɣ 
ɜ ɩɪɨɲɥɨɟ ɤɭɥɶɬɭɪɟ, ɨɩɪɟɞɟɥɹɜɲɟɦɭ ɫɬɢɯɢ Ⱥ. Ⱥɯɦɚɬɨɜɨɣ ɢ Ɉ. Ɇɚɧ-
ɞɟɥɶɲɬɚɦɚ ɩɟɪɜɵɯ ɩɨɫɥɟɪɟɜɨɥɸɰɢɨɧɧɵɯ ɥɟɬ.  

ɉɨɫɥɟ ɛɨɥɶɲɨɝɨ ɩɟɪɟɪɵɜɚ, ɨɛɭɫɥɨɜɥɟɧɧɨɝɨ ɬɟɦ, ɱɬɨ ɫɨɜɟɬɫɤɚɹ 
ɤɭɥɶɬɭɪɚ ɨɬɪɢɰɚɥɚ ɪɟɥɢɝɢɨɡɧɭɸ ɢ ɦɢɮɨɥɨɝɢɱɟɫɤɭɸ ɬɪɚɞɢɰɢɸ ɤɚɤ 
ɢɞɟɨɥɨɝɢɱɟɫɤɢ ɱɭɠɞɭɸ, ɨɛɪɚɡ ɜɚɡɵ ɩɨɹɜɥɹɟɬɫɹ ɜ ɨɞɧɨɢɦɟɧɧɨɦ ɫɬɢɯɨ-
ɬɜɨɪɟɧɢɢ Ⱥɥɟɤɫɚɧɞɪɚ Ʉɭɲɧɟɪɚ (1962). Ʉɚɤ ɢ ɟɝɨ ɩɪɟɞɲɟɫɬɜɟɧɧɢɤɢ, 
Ʉɭɲɧɟɪ ɫɨɡɞɚɟɬ ɷɤɮɪɚɫɢɫ ɜɨɨɛɪɚɠɚɟɦɨɣ ɜɚɡɵ, ɢɧɬɟɪɩɪɟɬɚɰɢɹ ɪɢ-
ɫɭɧɤɚ ɧɚ ɤɨɬɨɪɨɣ ɨɛɭɫɥɨɜɥɟɧɚ ɫɢɬɭɚɰɢɟɣ ɩɪɨɬɢɜɨɪɟɱɢɜɨɣ ɯɪɭɳɟɜ-
ɫɤɨɣ ɨɬɬɟɩɟɥɢ. ɋɨɜɪɟɦɟɧɧɵɣ ɩɨɥɢɬɢɱɟɫɤɢɣ ɩɨɞɬɟɤɫɬ ɨɩɢɫɵɜɚɟɦɨɝɨ 
Ʉɭɲɧɟɪɨɦ ɪɢɫɭɧɤɚ ɩɪɨɡɪɚɱɟɧ: ɜ ɯɨɪɨɜɨɞɟ ɪɚɞɨɫɬɧɨ ɩɥɹɲɭɳɢɯ ɱɟɥɨ-
ɜɟɱɤɨɜ («ɇɟɩɨɧɹɬɧɨ, ɤɬɨ ɤɨɦɭ ɜɧɢɦɚɟɬ, / ɇɟɩɨɧɹɬɧɨ, ɤɬɨ ɡɚ ɤɟɦ ɢɞɟɬ») 
ɫɭɛɴɟɤɬ ɩɨɷɬɢɱɟɫɤɨɝɨ ɜɵɫɤɚɡɵɜɚɧɢɹ ɧɚɯɨɞɢɬ ɬɨɥɶɤɨ ɨɞɧɨɝɨ ɝɪɭɫɬ-
ɧɨɝɨ ɬɚɧɰɨɪɚ, «ɫ ɝɨɥɨɜɨɣ, ɩɨɜɟɪɧɭɬɨɣ ɧɚɡɚɞ», ɢ ɢɦɟɧɧɨ ɫ ɧɢɦ ɨɳɭ-
ɳɚɟɬ ɜɧɭɬɪɟɧɧɟɟ ɪɨɞɫɬɜɨ. ɂɦɩɥɢɰɢɬɧɨ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɢ ɜɵɪɚɠɟɧɚ 
ɦɵɫɥɶ ɨ ɬɨɦ, ɱɬɨ ɢɫɬɨɪɢɹ ɩɨɜɬɨɪɹɟɬɫɹ, ɢ ɩɨɷɬɨɦɭ ɦɚɫɫɨɜɚɹ ɷɣɮɨɪɢɹ 
ɧɟ ɞɨɥɠɧɚ ɡɚɫɬɚɜɢɬɶ ɯɭɞɨɠɧɢɤɚ ɡɚɛɵɬɶ ɩɪɨɲɥɨɟ ɫ ɟɝɨ ɝɨɪɶɤɢɦɢ ɭɬɪɚ-
ɬɚɦɢ. ɉɪɢ ɷɬɨɦ ɚɜɬɨɪɫɤɚɹ ɪɟɮɥɟɤɫɢɹ ɧɚɩɪɚɜɥɟɧɚ ɧɟ ɬɨɥɶɤɨ ɧɚ ɢɫɬɨ-
ɪɢɸ ɢ ɫɨɜɪɟɦɟɧɧɨɫɬɶ, ɧɨ ɢ ɧɚ ɩɪɨɛɥɟɦɭ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɹɡɵɤɚ ɜ ɬɚ-
ɤɨɦ ɟɟ ɚɫɩɟɤɬɟ, ɤɚɤ ɩɪɚɜɞɚ ɜ ɢɫɤɭɫɫɬɜɟ ɢ ɩɪɚɜɨ ɬɜɨɪɰɚ ɧɚ ɫɨɛɫɬɜɟɧɧɵɣ 
ɜɡɝɥɹɞ: ɧɟɦɢɦɟɬɢɱɟɫɤɢɣ ɷɤɮɪɚɫɢɫ ɜɨ ɜɬɨɪɨɣ ɱɚɫɬɢ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɫɦɟ-
ɧɹɟɬɫɹ ɮɪɚɝɦɟɧɬɨɦ, ɜɨɫɯɨɞɹɳɢɦ ɤ ɩɨɩɭɥɹɪɧɨɦɭ ɜ ɚɧɬɢɱɧɨɣ ɩɨɷɡɢɢ,  
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ɚ ɡɚɬɟɦ ɢ ɜ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ XVIII ɜ. ɠɚɧɪɭ «ɡɚɤɚɡ ɯɭɞɨɠɧɢɤɭ», ɝɞɟ 
Ʉɭɲɧɟɪ, ɩɨ ɫɭɳɟɫɬɜɭ, ɫɨɡɞɚɟɬ ɩɨɷɬɢɱɟɫɤɢɣ ɚɜɬɨɩɨɪɬɪɟɬ («ɋɬɚɪɵɣ ɦɚ-
ɫɬɟɪ, ɪɟɡɱɢɤ ɩɨ ɦɟɬɚɥɥɭ / ɀɢɡɧɶ ɦɨɸ ɜ ɪɢɫɭɧɨɤ ɪɚɡɜɟɪɧɢ. / ə ɩɨɣɞɭ 
ɤɪɭɠɢɬɶɫɹ ɞɨ ɨɬɜɚɥɚ / ɂ ɩɥɹɫɚɬɶ ɧɟ ɯɭɠɟ, ɱɟɦ ɨɧɢ. // ɂ ɜ ɱɭɠɢɟ ɜɫɥɭ-
ɲɢɜɚɬɶɫɹ ɪɟɱɢ, / ɂ ɩɨɞ ɛɭɛɟɧ ɩɪɵɝɚɬɶ ɧɟɜɩɨɩɚɞ, / Ʉɚɤ ɩɟɱɚɥɶɧɵɣ ɷɬɨɬ 
ɱɟɥɨɜɟɱɟɤ / ɋ ɝɨɥɨɜɨɣ, ɩɨɜɟɪɧɭɬɨɣ ɧɚɡɚɞ» [29]), ɤɨɬɨɪɵɣ ɜɜɨɞɢɬ ɜ ɦɟ-
ɬɚɩɨɷɬɢɱɟɫɤɭɸ ɩɪɨɛɥɟɦɚɬɢɤɭ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɧɨɜɵɣ ɚɫɩɟɤɬ: ɪɟɮɥɟɤ-
ɫɢɹ ɧɚɞ ɢɫɬɨɪɢɟɣ, ɧɚɞ ɫɨɨɬɧɨɲɟɧɢɟɦ ɢɫɤɭɫɫɬɜɚ ɢ ɞɟɣɫɬɜɢɬɟɥɶɧɨɫɬɢ 
ɩɪɟɞɩɨɥɚɝɚɟɬ ɨɬɜɟɬɫɬɜɟɧɧɨɟ ɩɨɜɟɞɟɧɢɟ ɯɭɞɨɠɧɢɤɚ. 

ɋɬɢɯɨɬɜɨɪɟɧɢɟ ɂɨɫɢɮɚ Ȼɪɨɞɫɤɨɝɨ «ɇɟɨɤɨɧɱɟɧɧɵɣ ɨɬɪɵɜɨɤ (Ɉɬ-
ɧɸɞɶ ɧɟ ɜɞɨɯɧɨɜɟɧɢɟ…)» (1966) ɡɧɚɦɟɧɭɟɬ ɡɚɜɟɪɲɟɧɢɟ ɬɪɚɞɢɰɢɢ ɷɫ-
ɬɟɬɢɱɟɫɤɨɣ ɪɟɮɥɟɤɫɢɢ ɧɚɞ ɩɪɨɢɡɜɟɞɟɧɢɟɦ ɚɧɬɢɱɧɨɝɨ ɢɫɤɭɫɫɬɜɚ. Ɍɟɡɢɫ 
ɨɛ ɢɫɱɟɪɩɚɧɧɨɫɬɢ ɬɟɦɵ ɡɚɞɚɟɬɫɹ ɫ ɫɚɦɨɝɨ ɧɚɱɚɥɚ: «Ɉɬɧɸɞɶ ɧɟ ɜɞɨɯ-
ɧɨɜɟɧɢɟ, ɚ ɝɪɭɫɬɶ / ɦɟɧɹ ɫɤɥɨɧɹɟɬ ɤ ɨɩɢɫɚɧɶɸ ɜɚɡɵ» [30. ɋ. 179], – 
ɫɦɵɫɥ ɚɧɬɢɬɟɡɵ ɜɞɨɯɧɨɜɟɧɢɹ ɢ ɝɪɭɫɬɢ ɪɚɫɤɪɵɜɚɟɬɫɹ ɜ ɬɟɤɫɬɟ ɱɟɪɟɡ ɩɟ-
ɪɟɨɫɦɵɫɥɟɧɢɟ ɦɨɬɢɜɨɜ, ɫɜɹɡɚɧɧɵɯ ɫ ɨɛɪɚɡɨɦ ɜɚɡɵ. Ȼɪɨɞɫɤɢɣ ɫɬɚɜɢɬ 
ɩɨɞ ɫɨɦɧɟɧɢɟ ɬɪɚɞɢɰɢɨɧɧɵɟ ɨɛɴɟɤɬɵ ɩɨɷɬɢɱɟɫɤɨɝɨ ɜɞɨɯɧɨɜɟɧɢɹ, ɩɨ-
ɫɥɟɞɨɜɚɬɟɥɶɧɨ ɫɧɢɠɚɹ ɩɪɢɪɨɞɭ (ɪɚɫɤɢɞɢɫɬɵɣ ɜɹɡ ɧɚɡɵɜɚɟɬ «ɰɜɟɬɭ-
ɳɟɸ ɤɨɥɨɞɨɣ»), ɱɟɥɨɜɟɤɚ (ɤɨɬɨɪɵɣ, ɩɨ ɭɬɜɟɪɠɞɟɧɢɸ ɚɜɬɨɪɚ, ɪɚɜɟɧ ɫɚ-
ɦɨɦɭ ɫɟɛɟ ɢ ɩɨɬɨɦɭ ɧɟ ɦɨɠɟɬ ɛɵɬɶ ɪɚɫɲɢɪɟɧ «ɡɟɪɤɚɥɚɦɢ» ɢɫɤɭɫɫɬɜɚ 
ɢɥɢ ɩɪɢɪɨɞɵ), ɬɜɨɪɟɧɢɹ ɱɟɥɨɜɟɱɟɫɤɢɯ ɪɭɤ (ɤɨɬɨɪɵɟ «ɞɚɸɬ, ɤɚɤ ɜɫɟ, 
ɱɬɨ ɫɨɡɞɚɧɨ ɥɸɞɶɦɢ, / ɢɦ ɨɬ ɫɟɛɹ ɜɨɡɦɨɠɧɨɫɬɶ ɨɬɞɟɥɢɬɶɫɹ» [30. ɋ. 179], 
ɬɨ ɟɫɬɶ ɜɵɫɬɭɩɚɸɬ ɨɱɟɪɟɞɧɵɦ ɡɟɪɤɚɥɨɦ ɞɥɹ ɢɯ ɫɨɡɞɚɬɟɥɟɣ). Ɉɩɩɨɡɢ-
ɰɢɹ «ɦɟɪɬɜɚɹ ɦɚɬɟɪɢɹ ɩɪɢɪɨɞɵ – ɨɞɭɲɟɜɥɟɧɧɵɣ Ȼɨɝɨɦ ɢ ɱɟɥɨɜɟɤɨɦ 
ɚɪɬɟɮɚɤɬ» ɩɨɞɜɟɪɝɚɟɬɫɹ ɢɧɜɟɪɫɢɢ: ɜɚɡɚ ɤɚɤ ɚɪɯɟɬɢɩɢɱɟɫɤɢɣ ɫɢɦɜɨɥ 
ɜɡɚɢɦɨɩɪɨɧɢɤɧɨɜɟɧɢɹ ɠɢɡɧɢ ɢ ɫɦɟɪɬɢ ɩɪɟɞɫɬɚɟɬ «ɝɥɢɧɹɧɵɦ ɝɨɪɲ-
ɤɨɦ», ɛɨɥɟɟ ɬɨɝɨ, ɫɬɚɜ ɩɪɨɢɡɜɟɞɟɧɢɟɦ ɢɫɤɭɫɫɬɜɚ, ɝɥɢɧɚ ɭɬɪɚɱɢɜɚɟɬ 
ɠɢɡɧɟɧɧɭɸ ɫɢɥɭ ɩɪɢɪɨɞɵ, «ɞɟɥɚɟɬ ɩɪɵɠɨɤ ɜ ɛɟɡɞɭɲɢɟ», – ɫɥɨɜɨ «ɛɟɡ-
ɞɭɲɢɟ» ɦɨɠɟɬ ɛɵɬɶ ɨɬɧɟɫɟɧɨ ɤɚɤ ɤ ɫɚɦɨɣ ɜɚɡɟ, ɬɚɤ ɢ ɤ ɱɟɥɨɜɟɱɟɫɤɨɦɭ 
ɫɨɨɛɳɟɫɬɜɭ, ɫɨɡɞɚɬɟɥɸ ɢ ɩɨɬɪɟɛɢɬɟɥɸ ɢɫɤɭɫɫɬɜɚ. Ɋɚɡɨɱɚɪɨɜɚɧɢɟ ɜ ɨɞɭ-
ɲɟɜɥɹɸɳɟɦ ɜɨɡɞɟɣɫɬɜɢɢ ɢɫɤɭɫɫɬɜɚ ɩɪɨɧɢɡɵɜɚɟɬ ɨɩɢɫɚɧɢɟ «ɚɧɬɢɱɧɨɝɨ 
ɡɚɥɚ», ɫɜɨɞɵ ɤɨɬɨɪɨɝɨ, «ɤɚɤ ɨɝɪɨɦɧɚɹ ɨɝɥɨɛɥɹ, / ɟɥɨɡɹɬ ɩɨ ɡɚɬɵɥɤɭ» 
[30. ɋ. 179] ɫɭɛɴɟɤɬɚ ɜɵɫɤɚɡɵɜɚɧɢɹ; ɜɵɫɬɚɜɥɟɧɧɵɟ ɜ ɡɚɥɟ «ɹɣɰɟɜɢɞ-
ɧɵɟ ɲɚɪɵ» ɜɵɡɵɜɚɸɬ ɚɫɫɨɰɢɚɰɢɸ ɫ ɱɟɦ-ɬɨ ɞɚɜɧɨ ɡɧɚɤɨɦɵɦ ɢ ɩɨɬɨɦɭ 
ɜɵɡɵɜɚɸɬ ɪɟɚɤɰɢɸ ɨɬɬɨɪɠɟɧɢɹ, ɦɭɡɟɣɧɵɟ ɫɨɤɪɨɜɢɳɚ ɨɤɚɡɵɜɚɸɬɫɹ 
ɧɟɜɨɫɬɪɟɛɨɜɚɧɧɵɦɢ. ɋɨɨɬɜɟɬɫɬɜɟɧɧɨ, ɬɜɨɪɱɟɫɬɜɨ, ɜ ɬɨɦ ɱɢɫɥɟ ɩɨɷɬɢ-
ɱɟɫɤɨɟ, ɧɟ ɜɨɫɩɪɢɧɢɦɚɟɬɫɹ ɤɚɤ ɩɭɬɶ ɜ ɛɟɫɫɦɟɪɬɢɟ ɢ ɫɩɚɫɟɧɢɟ ɨɬ ɫɬɪɚɯɚ 
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ɛɟɫɫɥɟɞɧɨɝɨ ɢɫɱɟɡɧɨɜɟɧɢɹ, ɩɨɫɤɨɥɶɤɭ ɥɢɪɢɱɟɫɤɢɣ ɝɟɪɨɣ ɨɳɭɳɚɟɬ 
ɫɟɛɹ ɜɵɱɟɪɤɧɭɬɵɦ ɢɡ ɠɢɡɧɢ, ɨɛɪɟɱɟɧɧɵɦ ɧɚ ɨɞɢɧɨɱɟɫɬɜɨ ɜɨ ȼɫɟɥɟɧ-
ɧɨɣ. Ɉɱɟɜɢɞɧɵɟ ɛɢɨɝɪɚɮɢɱɟɫɤɢɟ (ɜɨɡɜɪɚɳɟɧɢɟ ɢɡ ɫɫɵɥɤɢ, ɧɟɭɞɚɱɧɚɹ 
ɩɨɩɵɬɤɚ ɢɡɞɚɬɶ ɫɛɨɪɧɢɤ ɫɬɢɯɨɜ, ɫɦɟɪɬɶ Ⱥɯɦɚɬɨɜɨɣ, ɧɟɨɩɪɟɞɟɥɟɧ-
ɧɨɫɬɶ ɨɬɧɨɲɟɧɢɣ ɫ Ɇ.Ȼ.) ɢ ɫɨɰɢɨɤɭɥɶɬɭɪɧɵɟ (ɫɜɟɪɬɵɜɚɧɢɟ ɨɬɬɟɩɟɥɢ) 
ɤɨɧɬɟɤɫɬɵ ɞɚɸɬ ɥɢɲɶ ɩɨɜɟɪɯɧɨɫɬɧɨɟ ɨɛɴɹɫɧɟɧɢɟ ɩɪɢɱɢɧ ɰɟɧɧɨɫɬ-
ɧɨɝɨ ɤɪɢɡɢɫɚ, ɨɬɪɚɡɢɜɲɟɝɨɫɹ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɢ Ȼɪɨɞɫɤɨɝɨ. Ȼɨɥɟɟ ɫɭɳɟ-
ɫɬɜɟɧɧɵɦ ɮɚɤɬɨɪɨɦ ɹɜɥɹɟɬɫɹ ɬɨ, ɱɬɨ ɢɦɟɧɧɨ ɜ ɷɬɨ ɜɪɟɦɹ Ȼɪɨɞɫɤɢɣ 
ɧɚɱɢɧɚɟɬ ɩɟɪɟɫɦɨɬɪ ɜɫɟɣ ɫɢɫɬɟɦɵ ɰɟɧɧɨɫɬɟɣ ɭɯɨɞɹɳɟɣ ɜ ɩɪɨɲɥɨɟ 
ɷɩɨɯɢ ɦɨɞɟɪɧɢɡɦɚ ɫ ɟɟ ɫɬɚɜɤɨɣ ɧɚ ɩɪɨɫɜɟɳɟɧɢɟ, ɤɭɥɶɬɭɪɭ, ɢ ɷɬɨɬ ɩɪɨ-
ɰɟɫɫ ɜɵɡɵɜɚɥ ɭ ɧɟɝɨ ɱɭɜɫɬɜɨ ɫɨɠɚɥɟɧɢɹ, ɝɪɭɫɬɢ, ɚ ɬɚɤɠɟ ɫɬɪɟɦɥɟɧɢɟ 
ɫɨɩɪɨɬɢɜɥɹɬɶɫɹ ɧɚɫɬɭɩɥɟɧɢɸ ɨɱɟɪɟɞɧɨɝɨ «ɠɟɥɟɡɧɨɝɨ ɜɟɤɚ». Ⱦɢɚɥɨɝ-
ɫɩɨɪ ɩɨɷɬɚ ɫ ɫɨɛɨɣ, ɨɬɪɚɡɢɜɲɢɣɫɹ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɢ, ɨɛɭɫɥɨɜɥɢɜɚɟɬ 
ɟɝɨ ɮɢɧɚɥɶɧɵɟ ɫɬɪɨɤɢ, ɤɨɬɨɪɵɟ ɨɬɫɵɥɚɸɬ ɤ ɦɢɮɨɥɨɝɢɱɟɫɤɢɦ ɩɪɨɟɤ-
ɰɢɹɦ Ʉɢɬɫɚ ɨ ɟɞɢɧɫɬɜɟ ɠɢɡɧɢ ɢ ɫɦɟɪɬɢ: «ɇɟɬ ɫɤɨɪɛɢ ɨ ɩɨɬɟɪɹɧɧɨɣ 
ɡɟɦɥɟ, / ɧɟɬ ɫɬɪɚɯɚ ɩɟɪɟɞ ɫɦɟɪɬɶɸ ɜɨ ȼɫɟɥɟɧɧɨɣ...» [30. ɋ. 180]. 

ɂɧɬɭɢɬɢɜɧɵɦ ɩɨɧɢɦɚɧɢɟɦ ɫɢɬɭɚɰɢɢ fin de siècle ɨɛɴɹɫɧɹɟɬɫɹ ɨɛ-
ɪɚɳɟɧɢɟ Ȼɪɨɞɫɤɨɝɨ ɤ ɠɚɧɪɭ ɧɟɨɤɨɧɱɟɧɧɨɝɨ ɨɬɪɵɜɤɚ, ɩɚɪɚɞɨɤɫɚɥɶ-
ɧɨɝɨ ɩɨ ɫɜɨɟɣ ɫɭɬɢ: ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɩɪɟɞɫɬɚɜɥɹɟɬ ɫɨɛɨɣ ɡɚɜɟɪɲɟɧɧɨɟ 
ɜɵɫɤɚɡɵɜɚɧɢɟ, ɯɨɬɹ ɧɚɡɜɚɧɢɟ ɭɤɚɡɵɜɚɟɬ ɧɚ ɟɝɨ ɧɟɡɚɜɟɪɲɟɧɧɨɫɬɶ, ɨɬ-
ɪɵɜɨɱɧɨɫɬɶ. Ⱦɚɧɧɨɟ ɭɤɚɡɚɧɢɟ ɥɨɝɢɱɧɨ ɨɬɧɟɫɬɢ ɤ ɧɟɡɚɜɟɪɲɟɧɧɨɫɬɢ ɢ 
ɩɪɢɧɰɢɩɢɚɥɶɧɨɣ ɪɚɡɨɦɤɧɭɬɨɫɬɢ ɜɪɟɦɟɧɢ. ȼ ɷɬɨɦ ɤɨɧɬɟɤɫɬɟ ɜɵɪɚɠɟɧ-
ɧɨɟ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɢ ɪɚɡɨɱɚɪɨɜɚɧɢɟ ɜ ɢɫɤɭɫɫɬɜɟ ɦɨɠɧɨ ɢɧɬɟɪɩɪɟɬɢ-
ɪɨɜɚɬɶ ɤɚɤ ɦɟɬɚɩɨɷɬɢɱɟɫɤɭɸ ɪɟɮɥɟɤɫɢɸ, ɩɪɟɞɩɨɥɚɝɚɸɳɭɸ ɩɨɢɫɤ ɧɨ-
ɜɨɝɨ ɹɡɵɤɚ, ɫɨɨɬɜɟɬɫɬɜɭɸɳɟɝɨ ɢɡɦɟɧɢɜɲɟɦɭɫɹ ɦɢɪɭ, ɢ ɜ ɬɨ ɠɟ ɜɪɟɦɹ 
ɤɚɤ ɭɜɟɪɟɧɧɨɫɬɶ ɜ ɧɟɨɛɯɨɞɢɦɨɫɬɢ ɢ ɠɢɡɧɟɫɩɨɫɨɛɧɨɫɬɢ ɢɫɤɭɫɫɬɜɚ. 

Ɂɚɤɨɧɨɦɟɪɧɨ, ɱɬɨ ɭɠɟ ɜ XXI ɜ. ɨɛɪɚɡ ɜɚɡɵ ɜɧɨɜɶ ɜɨɡɧɢɤɚɟɬ ɜ ɩɨɷ-
ɡɢɢ, ɨɞɧɚɤɨ ɪɚɡɪɚɛɨɬɤɚ ɟɝɨ ɫɭɳɟɫɬɜɟɧɧɨ ɦɟɧɹɟɬɫɹ: ɩɪɨɛɥɟɦɚ ɫɨɨɬɧɨ-
ɲɟɧɢɹ ɢɫɤɭɫɫɬɜɚ ɢ ɞɟɣɫɬɜɢɬɟɥɶɧɨɫɬɢ ɩɟɪɟɜɨɞɢɬɫɹ ɜ ɚɤɬɭɚɥɶɧɵɣ ɫɨɰɢ-
ɨɤɭɥɶɬɭɪɧɵɣ ɤɨɧɬɟɤɫɬ ɢ ɩɪɢɨɛɪɟɬɚɟɬ ɩɭɛɥɢɰɢɫɬɢɱɟɫɤɢɣ ɯɚɪɚɤɬɟɪ. 
Ɍɚɤ, ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɢ ɘɧɧɵ Ɇɨɪɢɰ «Ȼɥɨɤ ɧɨɜɨɫɬɟɣ» (ɛɟɡ ɞɚɬɵ, ɜɨɡ-
ɦɨɠɧɨ, 2016) ɢɪɨɧɢɱɟɫɤɢ ɤɨɦɦɟɧɬɢɪɭɟɬɫɹ «ɟɳɟ ɨɞɧɚ, ɜɟɱɧɨ ɫɜɟɠɚɹ, 
ɧɨɜɨɫɬɶ»: «Ɇɚɫɬɟɪ ɚɧɬɢɱɧɨɣ ɜɚɡɵ / ȼɫɟɝɞɚ ɟɟ ɜ ɡɟɦɥɸ ɡɚɤɚɩɵɜɚɟɬ, / 
ɑɬɨɛ ɜɵɞɚɬɶ ɩɨɬɨɦ ɡɚ ɚɧɬɢɤɭ» [31], – ɩɨɷɬ ɜɵɫɦɟɢɜɚɟɬ ɦɚɫɫɨɜɨɟ ɫɨɡɧɚ-
ɧɢɟ ɷɩɨɯɢ ɮɟɣɤɨɜɵɯ ɧɨɜɨɫɬɟɣ, ɤɨɬɨɪɨɟ ɫɬɚɜɢɬ ɩɨɞ ɫɨɦɧɟɧɢɟ ɩɨɞɥɢɧ-
ɧɨɫɬɶ ɢ ɰɟɧɧɨɫɬɶ ɢɫɤɭɫɫɬɜɚ, ɜɨ ɜɫɟɦ ɜɢɞɹ ɩɨɞɞɟɥɤɭ ɢ ɥɨɠɶ. ȼ ɩɨɞɬɟɤɫɬɟ 
ɢɪɨɧɢɱɟɫɤɚɹ ɮɨɪɦɭɥɚ «ɫɜɟɠɚɹ ɧɨɜɨɫɬɶ» ɯɚɪɚɤɬɟɪɢɡɭɟɬ ɧɟɜɟɠɟɫɬɜɨ 
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ɩɨɤɨɥɟɧɢɹ ɥɸɞɟɣ, ɫɬɚɜɲɢɯ ɨɛɴɟɤɬɨɦ ɢ ɩɪɨɞɭɤɬɨɦ ɦɟɞɢɚɬɢɡɚɰɢɢ, ɤɨɧ-
ɫɬɚɬɢɪɭɟɬ ɩɨɥɧɵɣ ɪɚɡɪɵɜ ɫ ɤɭɥɶɬɭɪɧɨɣ ɬɪɚɞɢɰɢɟɣ, ɚ ɬɚɤɠɟ ɮɢɤɫɢɪɭɟɬ 
ɧɨɜɨɟ ɨɬɧɨɲɟɧɢɟ ɤ ɦɢɮɭ, ɤɨɬɨɪɵɣ ɢɫɩɨɥɶɡɭɟɬɫɹ ɜ ɬɨɦ ɱɢɫɥɟ ɤɚɤ ɫɩɨ-
ɫɨɛ ɦɚɧɢɩɭɥɢɪɨɜɚɧɢɹ ɢ ɨɩɪɚɜɞɚɧɢɹ ɜɨɣɧɵ: «ȿɫɬɶ ɢ ɞɪɭɝɢɟ, ɜɟɱɧɨ ɫɜɟ-
ɠɢɟ, ɧɨɜɨɫɬɢ: / ɇɚɩɪɢɦɟɪ, Ƚɚɪɦɨɧɢɹ ɪɨɠɞɟɧɚ / Ɉɬ ɫɨɸɡɚ ɛɨɝɚ ɜɨɣɧɵ 
Ⱥɪɟɹ ɫ Ⱥɮɪɨɞɢɬɨɣ, / Ⱥ ɫɵɧɨɜɶɹ Ⱥɪɟɹ – Ⱦɟɣɦɨɫ (ɍɠɚɫ) ɢ Ɏɨɛɨɫ 
(ɋɬɪɚɯ), / ɋɜɨɞɧɵɟ ɛɪɚɬɶɹ Ƚɚɪɦɨɧɢɢ – ɋɬɪɚɯ ɢ ɍɠɚɫ, / Ɍɚɤɨɟ ɪɨɞɫɬɜɨ 
ɩɪɨɥɢɜɚɟɬ ɫɜɟɬ…» [31]. ɗɬɨ ɫɜɢɞɟɬɟɥɶɫɬɜɭɟɬ ɨ ɬɨɦ, ɱɬɨ, ɩɨ ɦɧɟɧɢɸ 
ɘ. Ɇɨɪɢɰ, ɚɧɬɢɱɧɚɹ ɤɭɥɶɬɭɪɚ ɢ ɦɢɮɨɥɨɝɢɹ ɜ ɦɚɫɫɨɜɨɦ ɫɨɡɧɚɧɢɢ ɩɨɞ-
ɜɟɪɝɚɸɬɫɹ ɩɪɨɮɚɧɚɰɢɢ. 

ȼ ɫɬɢɯɨɬɜɨɪɟɧɢɢ Ʌɚɪɢɫɵ Ɇɢɥɥɟɪ «ɇɚ ɜɚɡɟ ɥɨɲɚɞɤɚ ɧɚ ɫɬɪɨɣɧɵɯ 
ɧɨɝɚɯ» (2008) ɨɬɪɚɡɢɥɨɫɶ ɜɧɟɷɫɬɟɬɢɱɟɫɤɨɟ ɜɨɫɩɪɢɹɬɢɟ ɢɫɤɭɫɫɬɜɚ, ɯɚɪɚɤ-
ɬɟɪɧɨɟ ɞɥɹ ɫɨɜɪɟɦɟɧɧɨɝɨ ɩɨɫɟɬɢɬɟɥɹ ɦɭɡɟɟɜ. ɂɫɩɨɥɶɡɭɹ ɦɚɫɤɭ ɪɨɥɟ-
ɜɨɝɨ ɝɟɪɨɹ, ɩɨɷɬ, ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ, ɜɨɫɩɪɨɢɡɜɨɞɢɬ ɧɚɢɜɧɨɟ, ɯɚɪɚɤɬɟɪɧɨɟ 
ɞɥɹ ɪɟɛɟɧɤɚ ɫɨɡɧɚɧɢɟ, ɨɬɨɠɞɟɫɬɜɥɹɸɳɟɟ ɢɫɤɭɫɫɬɜɨ ɫ ɪɟɚɥɶɧɨɫɬɶɸ,  
ɫ ɞɪɭɝɨɣ ɫɬɨɪɨɧɵ, ɨɫɬɪɚɧɹɹ «ɱɭɠɨɟ ɫɥɨɜɨ», ɨɰɟɧɢɜɚɟɬ ɤɚɬɚɫɬɪɨɮɢɱɟ-
ɫɤɢɣ ɪɚɡɪɵɜ ɫ ɤɭɥɶɬɭɪɨɣ, ɧɟɩɨɧɢɦɚɧɢɟ ɹɡɵɤɚ ɦɢɮɚ: «ɇɚ ɜɚɡɟ ɥɨɲɚɞɤɚ 
ɧɚ ɫɬɪɨɣɧɵɯ ɧɨɝɚɯ. / Ʌɨɲɚɞɤɚ ɭɱɚɫɬɜɭɟɬ ɜ ɞɪɟɜɧɢɯ ɛɟɝɚɯ. / Ʌɨɲɚɞɤɚ 
ɛɟɠɢɬ. Ɋɚɡɜɟɜɚɟɬɫɹ ɝɪɢɜɚ. / Ɉɧɚ ɧɚɪɢɫɨɜɚɧɚ ɬɚɤ ɤɪɨɩɨɬɥɢɜɨ. / Ⱦɚɜɚɣ 
ɩɟɪɟɞ ɧɟɸ ɟɳɟ ɩɨɫɬɨɢɦ. / ɋɨɝɪɟɟɦ ɥɨɲɚɞɤɭ ɜɧɢɦɚɧɶɟɦ ɫɜɨɢɦ. / ȼɟɞɶ 
ɛɟɝɚɬɶ ɢ ɛɟɝɚɬɶ ɟɣ, ɛɟɞɧɨɣ, ɜɟɤɚɦɢ, / Ʉɨɥɶ ɜɚɡɚ ɧɟ ɝɪɨɯɧɟɬɫɹ, ɫɬɚɜ ɱɟ-
ɪɟɩɤɚɦɢ» [32]. ɉɨɫɥɟɞɧɹɹ ɫɬɪɨɤɚ, ɜ ɤɨɬɨɪɨɣ ɩɪɨɫɬɨɪɟɱɧɨɟ «ɝɪɨɯ-
ɧɟɬɫɹ» ɫɨɫɟɞɫɬɜɭɟɬ ɫ «ɱɟɪɟɩɤɚɦɢ», ɢɧɬɟɪɬɟɤɫɬɭɚɥɶɧɨ ɫɜɹɡɚɧɚ ɫɨ ɫɬɢ-
ɯɨɬɜɨɪɟɧɢɟɦ ȼɹɱ. ɂɜɚɧɨɜɚ, ɮɢɤɫɢɪɭɹ ɩɨɧɢɠɟɧɢɟ ɫɬɚɬɭɫɚ ɢɫɤɭɫɫɬɜɚ ɢ 
ɨɬɧɨɲɟɧɢɹ ɤ ɧɟɦɭ ɨɬ ɛɥɚɝɨɝɨɜɟɣɧɨɝɨ ɤ ɩɪɚɝɦɚɬɢɱɟɫɤɨɦɭ: ɟɫɥɢ ɞɥɹ ɩɨ-
ɷɬɚ ɧɚɱɚɥɚ ɏɏ ɜ. ɨɫɤɨɥɨɤ ɞɪɟɜɧɟɣ ɜɚɡɵ ɛɵɥ ɦɧɟɦɨɧɢɱɟɫɤɢɦ ɡɧɚɤɨɦ, 
ɫɜɢɞɟɬɟɥɶɫɬɜɨɦ ɨɛ ɢɫɬɨɪɢɢ ɢ ɤɭɥɶɬɭɪɟ, ɬɨ ɞɥɹ ɫɨɜɪɟɦɟɧɧɨɝɨ ɨɛɵɜɚ-
ɬɟɥɶɫɤɨɝɨ ɜɡɝɥɹɞɚ ɷɬɨ ɬɨɥɶɤɨ «ɱɟɪɟɩɤɢ», ɝɪɭɞɚ ɦɭɫɨɪɚ, ɧɟ ɡɚɫɥɭɠɢɜɚ-
ɸɳɚɹ ɜɧɢɦɚɧɢɹ ɢ ɧɟ ɢɦɟɸɳɚɹ ɰɟɧɧɨɫɬɢ. 

ɋɜɨɟɨɛɪɚɡɧɵɦ ɡɚɜɟɪɲɟɧɢɟɦ ɢɫɬɨɪɢɢ ɪɟɰɟɩɰɢɢ «Ɉɞɵ ɝɪɟɱɟɫɤɨɣ 
ɜɚɡɟ» Ʉɢɬɫɚ ɜɵɫɬɭɩɚɟɬ ɫɬɢɯɨɬɜɨɪɟɧɢɟ Ⱥ. Ʉɭɲɧɟɪɚ «Ɉɛɪɵɜɚɸɬɫɹ 
ɫɜɹɡɢ», ɜɨɲɟɞɲɟɟ ɜ ɤɧɢɝɭ «Ɉɛɥɚɤɚ ɜɵɛɢɪɚɸɬ ɚɧɚɩɟɫɬ» (2008). ɇɚɡɜɚ-
ɧɢɟ ɩɪɨɢɡɜɟɞɟɧɢɹ, ɦɨɬɢɜɢɪɨɜɚɧɧɨɟ ɛɢɨɝɪɚɮɢɱɟɫɤɢɦ ɤɨɧɬɟɤɫɬɨɦ, ɨɬ-
ɪɚɡɢɜɲɢɦɫɹ ɜ ɫɥɨɜɚɯ «ɹ ɠɢɜɭ ɜ ɬɢɲɢɧɟ», «ɝɥɭɯɨɬɚ», ɩɪɢɨɛɪɟɬɚɟɬ ɫɢɦ-
ɜɨɥɢɱɟɫɤɢɣ ɫɦɵɫɥ ɜ ɫɨɰɢɨɤɭɥɶɬɭɪɧɨɦ ɤɨɧɬɟɤɫɬɟ: ɧɨɜɵɣ ɜɟɤ ɨɛɪɵɜɚɟɬ 
ɜɫɟ ɫɜɹɡɢ ɫ ɬɪɚɞɢɰɢɟɣ. ȿɟ ɨɞɢɧɨɤɢɦ ɯɪɚɧɢɬɟɥɟɦ ɢ ɰɟɧɢɬɟɥɟɦ ɨɤɚɡɵ-
ɜɚɟɬɫɹ ɥɢɪɢɱɟɫɤɢɣ ɝɟɪɨɣ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɢ ɟɝɨ ɚɜɬɨɪ – ɤɚɤ ɢɡɜɟɫɬɧɨ, 



Ʉɨɦɩɚɪɚɬɢɜɢɫɬɢɤɚ / Comparative Studies 

201 

ɞɢɚɥɨɝ ɫ ɚɧɬɢɱɧɨɣ ɤɭɥɶɬɭɪɨɣ, ɜ ɰɟɥɨɦ ɫ ɬɪɚɞɢɰɢɟɣ, ɡɚɧɢɦɚɟɬ ɡɧɚɱɢ-
ɦɨɟ ɦɟɫɬɨ ɜ ɬɜɨɪɱɟɫɬɜɟ Ʉɭɲɧɟɪɚ; ɜ ɞɚɧɧɨɦ ɫɬɢɯɨɬɜɨɪɟɧɢɢ ɩɨɷɬ ɜɫɬɭ-
ɩɚɟɬ ɜ ɢɧɬɟɪɬɟɤɫɬɭɚɥɶɧɵɣ ɞɢɚɥɨɝ ɫ ɩɪɨɢɡɜɟɞɟɧɢɟɦ Ʉɢɬɫɚ. ɋɬɢɯɨɬɜɨ-
ɪɟɧɢɟ ɫɬɪɨɢɬɫɹ ɧɚ ɨɩɩɨɡɢɰɢɢ ɜɧɟɲɧɢɣ ɦɢɪ – ɜɧɭɬɪɟɧɧɢɣ ɦɢɪ, ɤɨɬɨ-
ɪɚɹ ɨɪɝɚɧɢɡɭɟɬ ɰɟɩɶ ɩɪɨɬɢɜɨɩɨɫɬɚɜɥɟɧɧɵɯ ɦɨɬɢɜɨɜ ɢ ɨɛɪɚɡɨɜ: ɦɭɡɵɤɟ 
ɩɨɞɥɢɧɧɨɝɨ ɢɫɤɭɫɫɬɜɚ, ɤɨɬɨɪɚɹ, ɧɢɤɨɦɭ ɧɟ ɫɥɵɲɧɚɹ, ɡɜɭɱɢɬ ɜ ɞɭɲɟ 
ɥɢɪɢɱɟɫɤɨɝɨ ɝɟɪɨɹ, ɩɪɨɬɢɜɨɫɬɨɢɬ ɝɪɨɦɤɚɹ, ɧɚɜɹɡɱɢɜɚɹ ɦɭɡɵɤɚ ɱɭɠɨɝɨ 
ɜɪɟɦɟɧɢ. ɗɬɚ ɨɩɩɨɡɢɰɢɹ ɨɬɫɵɥɚɟɬ ɤ ɫɨɨɬɜɟɬɫɬɜɭɸɳɟɦɭ ɮɪɚɝɦɟɧɬɭ 
ɨɞɵ Ʉɢɬɫɚ: “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” («ɍɫɥɵɲɚɧɧɵɟ ɦɟɥɨɞɢɢ 
ɫɥɚɞɤɢ, ɧɨ ɬɟ ɧɟɭɫɥɵɲɚɧɧɵɟ / ɋɥɚɳɟ, ɩɨɷɬɨɦɭ ɬɵ, ɦɹɝɤɚɹ ɫɜɢɪɟɥɶ, 
ɩɪɨɞɨɥɠɚɣ ɢɝɪɚɬɶ, / ɇɟ ɱɭɜɫɬɜɟɧɧɨɦɭ ɫɥɭɯɭ, ɧɨ, ɥɸɛɟɡɧɟɟ, / ɂɝɪɚɣ 
ɞɭɯɭ ɛɟɡɡɜɭɱɧɵɟ ɩɟɫɟɧɤɢ») [24]. ȼ ɩɨɞɬɟɤɫɬɟ ɭɝɚɞɵɜɚɟɬɫɹ ɦɵɫɥɶ ɨ ɬɨɦ, 
ɱɬɨ ɩɪɨɢɫɯɨɞɹɳɟɦɭ ɜ ɫɨɜɪɟɦɟɧɧɨɫɬɢ ɨɛɟɫɰɟɧɢɜɚɧɢɸ ɢɫɤɭɫɫɬɜɚ ɥɢɪɢ-
ɱɟɫɤɢɣ ɝɟɪɨɣ ɩɪɨɬɢɜɨɩɨɫɬɚɜɥɹɟɬ «Ɉɞɭ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ» Ʉɢɬɫɚ ɫ ɟɟ ɚɩɨ-
ɥɨɝɢɟɣ ɤɪɚɫɨɬɵ. Ʉɚɤ ɢ ɟɝɨ ɩɪɟɞɲɟɫɬɜɟɧɧɢɤɢ, Ʉɭɲɧɟɪ ɫɨɡɞɚɟɬ ɫɜɨɸ 
ɜɨɨɛɪɚɠɚɟɦɭɸ ɤɚɪɬɢɧɭ ɧɚ ɜɚɡɟ: «Ɍɚɦ, ɩɨɞɨɛɧɨ ɦɟɬɟɥɢ, / ɒɟɥɟɫɬɢɬ ɯɨ-
ɪɨɜɨɞ, / Ɋɚɫɩɟɜɚɸɬ ɫɜɢɪɟɥɢ, / Ʉɭɫɬ ɠɚɫɦɢɧɚ ɰɜɟɬɟɬ. /  <…> ȼɢɧɨɝɪɚɞ 
ɫɨɡɪɟɜɚɟɬ, / Ɋɚɡɝɨɪɚɟɬɫɹ ɦɚɤ. / ɗɬɨ Ʉɢɬɫ ɭɬɟɲɚɟɬ / ȼ ɝɥɭɯɨɬɟ ɦɟɧɹ  
ɬɚɤ» [33]. ɗɬɨ ɢɞɢɥɥɢɱɟɫɤɚɹ ɤɚɪɬɢɧɚ, ɝɞɟ ɜɫɟ ɞɟɬɚɥɢ ɫɜɹɡɚɧɵ ɫ ɦɢɮɨɦ 
ɢ ɨɛɪɚɡɭɸɬ ɰɟɥɨɫɬɧɵɣ ɬɟɤɫɬ, ɜ ɤɨɬɨɪɨɦ ɦɵɫɥɶ ɨ ɬɨɪɠɟɫɬɜɟ ɞɭɯɨɜɧɨɣ 
ɠɢɡɧɢ, ɥɸɛɜɢ, ɢɫɤɭɫɫɬɜɚ, ɝɚɪɦɨɧɢɢ ɡɟɦɧɨɝɨ ɢ ɧɟɛɟɫɧɨɝɨ (ɫɢɦɜɨɥɢɱɟ-
ɫɤɚɹ ɫɟɦɚɧɬɢɤɚ ɜɢɧɨɝɪɚɞɚ, ɠɚɫɦɢɧɚ, ɫɜɢɪɟɥɢ, ɨɬɫɵɥɚɸɳɟɣ ɤ Ʉɢɬɫɭ) 
ɨɜɟɹɧɚ ɷɥɟɝɢɱɟɫɤɨɣ ɢɧɬɨɧɚɰɢɟɣ ɩɪɨɳɚɧɢɹ ɫ ɨɫɬɚɜɲɟɣɫɹ ɜ ɦɟɱɬɚɯ ɭɬɨ-
ɩɢɟɣ ɩɪɟɤɪɚɫɧɨɣ Ⱥɪɤɚɞɢɢ ɢ ɝɪɭɫɬɶɸ ɩɪɢɛɥɢɠɚɸɳɟɝɨɫɹ ɭɯɨɞɚ ɢ ɦɭɞ-
ɪɵɦ ɟɝɨ ɩɪɢɹɬɢɟɦ (ɦɚɤ – ɫɢɦɜɨɥ Ⱦɟɦɟɬɪɵ, Ɇɚɬɟɪɢ-Ɂɟɦɥɢ, ɤɨɬɨɪɚɹ ɩɨ-
ɪɨɠɞɚɟɬ ɜɫɟ ɠɢɜɨɟ ɢ ɩɪɢɧɢɦɚɟɬ ɜ ɫɟɛɹ ɭɲɟɞɲɢɯ). ɇɟ ɜɨɫɩɪɨɢɡɜɨɞɹ 
ɦɢɮɨɩɨɷɬɢɱɟɫɤɭɸ ɨɛɪɚɡɧɨɫɬɶ ɨɞɵ Ʉɢɬɫɚ, ɢɫɩɨɥɶɡɭɹ ɧɚɢɛɨɥɟɟ ɡɧɚɱɢ-
ɦɵɟ ɪɟɦɢɧɢɫɰɟɧɬɧɵɟ ɨɛɪɚɡɵ, Ʉɭɲɧɟɪ ɫɨɡɞɚɟɬ ɟɟ ɫɦɵɫɥɨɜɨɣ ɚɧɚɥɨɝ – 
ɧɚ ɹɡɵɤɟ ɦɢɮɚ ɭɬɜɟɪɠɞɚɟɬ ɰɟɧɧɨɫɬɶ ɠɢɡɧɢ ɢ ɧɟɩɪɟɯɨɞɹɳɟɟ ɡɧɚɱɟɧɢɟ 
ɫɨɡɞɚɧɧɨɝɨ ɜ ɢɫɤɭɫɫɬɜɟ.  

Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɚɧɚɥɢɡ «Ɉɞɵ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ» Ⱦɠ. Ʉɢɬɫɚ ɢ ɨɫɦɵɫ-
ɥɟɧɢɟ ɷɬɚɩɨɜ ɟɟ ɪɟɰɟɩɰɢɢ ɜ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ ɏɏ – ɧɚɱɚɥɚ XXI ɜ. ɩɨɡɜɨ-
ɥɹɟɬ ɫɞɟɥɚɬɶ ɫɥɟɞɭɸɳɢɟ ɜɵɜɨɞɵ. ȼ ɮɨɪɦɢɪɨɜɚɧɢɢ ɫɦɵɫɥɚ ɩɪɨɢɡɜɟ-
ɞɟɧɢɹ Ʉɢɬɫɚ ɤɚɤ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɰɟɥɨɝɨ ɡɧɚɱɢɦɭɸ ɪɨɥɶ ɜɵɩɨɥɧɹɟɬ 
ɦɢɮɨɥɨɝɢɱɟɫɤɢɣ ɫɭɛɫɬɪɚɬ, ɫɜɹɡɚɧɧɵɣ ɫ ɦɢɮɨɦ ɨɛ Ⱥɩɨɥɥɨɧɟ. Ɋɟɰɟɩ-
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ɬɢɜɧɚɹ ɢɫɬɨɪɢɹ «Ɉɞɵ ɨ ɝɪɟɱɟɫɤɨɣ ɜɚɡɟ» ɜ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ ɞɟɦɨɧɫɬɪɢ-
ɪɭɟɬ ɩɨɫɬɟɩɟɧɧɭɸ ɪɟɞɭɤɰɢɸ ɦɢɮɨɥɨɝɢɱɟɫɤɢɯ ɦɨɬɢɜɨɜ, ɭɫɢɥɟɧɢɟ ɪɨɥɢ 
ɫɭɛɴɟɤɬɢɜɧɨɣ, ɱɚɫɬɨ ɩɭɛɥɢɰɢɫɬɢɱɟɫɤɨɣ ɢɧɬɟɪɩɪɟɬɚɰɢɢ ɨɛɪɚɡɧɨ-ɦɨ-
ɬɢɜɧɨɝɨ ɤɨɦɩɥɟɤɫɚ ɜɚɡɵ ɢ ɢɡɨɛɪɚɠɟɧɢɹ ɧɚ ɧɟɣ, ɨɫɥɚɛɥɟɧɢɟ ɷɫɬɟɬɢɱɟ-
ɫɤɨɝɨ ɧɚɱɚɥɚ ɜ ɜɨɫɩɪɢɹɬɢɢ ɩɪɨɢɡɜɟɞɟɧɢɣ ɤɭɥɶɬɭɪɵ. Ɉɛɪɚɡ ɜɚɡɵ ɭɬɪɚ-
ɱɢɜɚɟɬ ɫɜɨɸ ɫɢɦɜɨɥɢɱɟɫɤɭɸ ɫɟɦɚɧɬɢɤɭ, ɜɨɫɯɨɞɹɳɭɸ ɤ ɚɪɯɚɢɱɟɫɤɨɣ 
ɞɪɟɜɧɨɫɬɢ, ɢ ɫɬɚɧɨɜɢɬɫɹ «ɨɛɳɢɦ ɦɟɫɬɨɦ», ɧɭɥɟɜɵɦ ɡɧɚɤɨɦ ɜ ɦɚɫɫɨ-
ɜɨɦ ɫɨɡɧɚɧɢɢ. 
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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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ɂɫɬɨɪɢɹ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ ɤɪɢɬɢɤɢ, ɫɥɨɠɢɜɲɚɹɫɹ ɤɚɤ ɨɫɨɛɚɹ 

ɧɚɭɱɧɚɹ ɞɢɫɰɢɩɥɢɧɚ ɜ ɬɟɱɟɧɢɟ XX ɜ., ɜ ɟɟ ɨɬɟɱɟɫɬɜɟɧɧɨɦ ɢɡɜɨɞɟ ɨɤɚ-
ɡɚɥɚɫɶ ɫɨɫɪɟɞɨɬɨɱɟɧɚ ɧɚ ɧɟɫɤɨɥɶɤɢɯ ɜɟɞɭɳɢɯ ɩɪɟɞɦɟɬɚɯ: ɩɪɨɫɥɟɠɢ-
ɜɚɧɢɢ ɛɨɪɶɛɵ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɧɚɩɪɚɜɥɟɧɢɣ ɢ ɬɟɱɟɧɢɣ, ɜɤɥɸɱɚɹ ɪɟ-
ɮɥɟɤɫɢɸ ɧɚɞ ɷɫɬɟɬɢɱɟɫɤɢɦ ɦɟɬɨɞɨɦ; ɢɡɭɱɟɧɢɢ ɤɪɢɬɢɤɢ ɜ ɫɨɫɬɚɜɟ ɠɭɪ-
ɧɚɥɢɫɬɢɤɢ (ɢɞɟɨɥɨɝɢɢ ɢ ɷɫɬɟɬɢɤɢ ɨɩɪɟɞɟɥɟɧɧɨɝɨ ɩɟɱɚɬɧɨɝɨ ɨɪɝɚɧɚ); 
ɨɫɦɵɫɥɟɧɢɢ ɬɜɨɪɱɟɫɬɜɚ ɨɬɞɟɥɶɧɵɯ ɥɢɬɟɪɚɬɭɪɧɵɯ ɤɪɢɬɢɤɨɜ; ɢɫɫɥɟɞɨ-
ɜɚɧɢɢ ɠɚɧɪɨɜ ɢ ɩɨɷɬɢɤɢ ɥɢɬɟɪɚɬɭɪɧɨ-ɤɪɢɬɢɱɟɫɤɢɯ ɬɟɤɫɬɨɜ. ɂɡɭɱɟɧɢɟ 
ɤɪɢɬɢɱɟɫɤɨɣ ɪɟɰɟɩɰɢɢ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪɱɟɫɬɜɚ ɤɨɧɤɪɟɬɧɨɝɨ ɩɢɫɚɬɟɥɹ 
ɜɵɫɬɭɩɚɥɨ ɩɨɝɪɚɧɢɱɧɨɣ ɡɨɧɨɣ ɦɟɠɞɭ ɫɨɛɫɬɜɟɧɧɨ ɢɫɬɨɪɢɟɣ ɥɢɬɟɪɚ-
ɬɭɪɵ ɢ ɢɫɬɨɪɢɟɣ ɤɪɢɬɢɤɢ ɜ ɟɟ ɩɟɪɜɨɦ ɚɫɩɟɤɬɟ (ɩɪɨɫɥɟɠɢɜɚɧɢɟ ɛɨɪɶɛɵ 
ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɧɚɩɪɚɜɥɟɧɢɣ ɢ ɬɟɱɟɧɢɣ). Ɍɟɦ ɫɚɦɵɦ ɨɫɜɟɬɢɬɶ ɨɫɦɵɫ-
ɥɟɧɢɟ ɜ ɤɪɢɬɢɤɟ ɬɨɝɨ ɢɥɢ ɢɧɨɝɨ ɚɜɬɨɪɚ ɡɧɚɱɢɥɨ ɩɨɤɚɡɚɬɶ, ɤɚɤ ɟɝɨ ɬɜɨɪ-
ɱɟɫɬɜɨ ɢɧɬɟɪɩɪɟɬɢɪɭɸɬ ɤɥɚɫɫɢɰɢɫɬɵ ɢ ɪɨɦɚɧɬɢɤɢ, ɚɪɯɚɢɫɬɵ ɢ ɤɚɪɚɦ-
ɡɢɧɢɫɬɵ, ɫɢɦɜɨɥɢɫɬɵ ɢ ɚɤɦɟɢɫɬɵ, ɥɢɛɟɪɚɥɵ ɢ ɤɨɧɫɟɪɜɚɬɨɪɵ, ɚ ɬɚɤɠɟ 
ɤɨɧɤɪɟɬɧɵɟ ɤɪɢɬɢɤɢ – ɇ.ɂ. ɇɚɞɟɠɞɢɧ, ȼ.Ƚ. Ȼɟɥɢɧɫɤɢɣ, ɇ.Ⱥ. Ⱦɨɛɪɨ-
ɥɸɛɨɜ ɢɥɢ ɇ.Ʉ. Ɇɢɯɚɣɥɨɜɫɤɢɣ. 

ȼ ɪɚɦɤɚɯ ɩɨɞɨɛɧɨɣ ɦɟɬɨɞɨɥɨɝɢɢ ɢɫɬɨɪɢɹ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ 
ɤɪɢɬɢɤɢ ɩɟɪɜɨɣ ɩɨɥɨɜɢɧɵ XIX ɜ. ɢɡɭɱɟɧɚ ɞɨɫɬɚɬɨɱɧɨ ɩɨɞɪɨɛɧɨ, ɯɨɬɹ 
ɩɨ ɨɬɧɨɲɟɧɢɸ ɤ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɦɭ ɨɫɬɚɥɢɫɶ ɫɭɳɟɫɬɜɟɧɧɵɟ ɥɚɤɭɧɵ 
ɤɚɤ ɜ ɩɥɚɧɟ ɩɪɢɜɥɟɱɟɧɧɨɝɨ ɦɚɬɟɪɢɚɥɚ, ɬɚɤ ɢ ɜ ɩɥɚɧɟ ɩɪɨɛɥɟɦɚɬɢɤɢ. 
Ɍɚɤ, ɜ ɛɨɥɶɲɢɧɫɬɜɟ ɪɚɛɨɬ, ɩɨɫɜɹɳɟɧɧɵɯ ɢɫɬɨɪɢɢ ɧɚɩɪɚɜɥɟɧɢɣ ɢ ɬɟɱɟ-
ɧɢɣ ɪɭɫɫɤɨɣ ɤɪɢɬɢɤɢ ɨɬ «Ɉɱɟɪɤɨɜ ɩɨ ɢɫɬɨɪɢɢ ɪɭɫɫɤɨɣ ɠɭɪɧɚɥɢɫɬɢɤɢ 
ɢ ɤɪɢɬɢɤɢ» [1] ɞɨ «Ɉɱɟɪɤɨɜ ɢɫɬɨɪɢɢ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ ɤɪɢɬɢɤɢ. 
Ɍ. 1 (XVIII – ɩɟɪɜɚɹ ɱɟɬɜɟɪɬɶ XIX ɜ.)» [2], ɢɦɹ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ 
ɧɟɢɡɦɟɧɧɨ ɩɪɢɫɭɬɫɬɜɭɟɬ ɜ ɤɨɧɬɟɤɫɬɟ ɩɨɥɟɦɢɤ ɨ ɫɟɧɬɢɦɟɧɬɚɥɢɡɦɟ ɢ 
ɪɨɦɚɧɬɢɡɦɟ, ɩɪɨɬɢɜɨɫɬɨɹɧɢɹ ɚɪɯɚɢɫɬɨɜ ɢ ɤɚɪɚɦɡɢɧɢɫɬɨɜ, ɬɟɧɞɟɧɰɢɣ 
ɞɟɤɚɛɪɢɫɬɫɤɨɣ ɤɪɢɬɢɤɢ, ɩɨɡɢɰɢɣ ɤɪɢɬɢɤɨɜ «ɬɨɪɝɨɜɨɝɨ ɧɚɩɪɚɜɥɟɧɢɹ» 
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ɢ ɩɭɲɤɢɧɫɤɨɝɨ ɤɪɭɝɚ, ɤɨɧɰɟɩɰɢɣ ȼ.Ƚ. Ȼɟɥɢɧɫɤɨɝɨ, ɚ ɡɚɬɟɦ ɛɨɪɶɛɵ ɡɚ-
ɩɚɞɧɢɤɨɜ ɢ ɫɥɚɜɹɧɨɮɢɥɨɜ. ȼ ɬɨɦ ɠɟ ɤɚɱɟɫɬɜɟ ɥɢɱɧɨɫɬɶ ɢ ɬɜɨɪɱɟɫɬɜɨ 
ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ ɮɢɝɭɪɢɪɭɸɬ ɜɨ ɦɧɨɠɟɫɬɜɟ ɬɪɭɞɨɜ, ɩɨɫɜɹɳɟɧɧɵɯ 
ɤɪɢɬɢɤɟ ɨɬɞɟɥɶɧɵɯ ɧɚɩɪɚɜɥɟɧɢɣ ɢ ɝɪɭɩɩ, ɩɟɱɚɬɧɵɯ ɨɪɝɚɧɨɜ, ɤɨɧɤɪɟɬ-
ɧɵɯ ɥɢɬɟɪɚɬɭɪɧɵɯ ɤɪɢɬɢɤɨɜ [3–12]. Ɇɟɠɞɭ ɬɟɦ ɜɨ ɜɫɟɯ ɭɩɨɦɹɧɭɬɵɯ 
ɢ ɦɧɨɠɟɫɬɜɟ ɞɪɭɝɢɯ ɪɚɛɨɬ ȼ.Ⱥ. ɀɭɤɨɜɫɤɢɣ ɜɵɫɬɭɩɚɟɬ ɥɢɲɶ ɨɞɧɢɦ ɢɡ 
ɩɟɪɫɨɧɚɠɟɣ ɤɪɢɬɢɱɟɫɤɨɣ ɪɟɮɥɟɤɫɢɢ, ɧɨ ɜ ɰɟɥɶɧɭɸ ɤɚɪɬɢɧɭ ɪɟɰɟɩɰɢɹ 
ɟɝɨ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪɱɟɫɬɜɚ ɜ ɩɪɢɠɢɡɧɟɧɧɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ ɤɪɢɬɢɤɟ ɧɟ 
ɫɤɥɚɞɵɜɚɟɬɫɹ. ɂɡ ɟɝɨ ɨɛɲɢɪɧɨɝɨ ɧɚɫɥɟɞɢɹ 1797–1852 ɝɝ. ɜɧɢɦɚɧɢɟ ɭɞɟ-
ɥɹɟɬɫɹ ɬɨɥɶɤɨ ɧɟɫɤɨɥɶɤɢɦ ɩɪɟɞɦɟɬɚɦ – ɨɰɟɧɤɟ ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɷɫɬɟ-
ɬɢɤɢ ɩɨɷɬɚ ɜ ɰɟɥɨɦ ɢ ɨɬɞɟɥɶɧɵɯ ɠɚɧɪɨɜɵɯ ɦɨɞɟɥɟɣ (ɷɥɟɝɢɢ, ɛɚɥɥɚɞɵ, 
ɝɟɤɡɚɦɟɬɪɢɱɟɫɤɨɣ ɢɞɢɥɥɢɢ ɢ ɫɬɢɯɨɬɜɨɪɧɨɣ ɩɨɜɟɫɬɢ), ɪɨɥɢ ɩɟɪɟɜɨɞɨɜ 
ɢ ɢɯ ɧɨɜɚɬɨɪɫɬɜɭ, ɚ ɬɚɤɠɟ ɨɛɪɚɡɭ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪɱɟɫɬɜɚ ȼ.Ⱥ. ɀɭɤɨɜ-
ɫɤɨɝɨ ɜ ɩɟɪɢɨɞ ɩɨɥɟɦɢɤɢ «Ⱥɪɡɚɦɚɫɚ» ɢ «Ȼɟɫɟɞɵ ɥɸɛɢɬɟɥɟɣ ɪɭɫɫɤɨɝɨ 
ɫɥɨɜɚ». ɉɨɞɨɛɧɚɹ ɢɡɛɢɪɚɬɟɥɶɧɨɫɬɶ ɜɵɜɨɞɢɬ ɡɚ ɩɪɟɞɟɥɵ ɨɫɦɵɫɥɟɧɢɹ 
ɨɝɪɨɦɧɵɣ ɤɨɦɩɥɟɤɫ ɦɚɬɟɪɢɚɥɚ – ɫɬɚɬɶɢ, ɪɟɰɟɧɡɢɢ, ɩɨɥɟɦɢɱɟɫɤɢɟ ɨɰɟɧɤɢ 
ɢ ɢɧɵɟ ɩɭɛɥɢɤɚɰɢɢ ɞɟɫɹɬɤɨɜ ɚɜɬɨɪɨɜ ɧɚ ɫɬɪɚɧɢɰɚɯ ɛɨɥɶɲɢɧɫɬɜɚ ɩɟ-
ɪɢɨɞɢɱɟɫɤɢɯ ɢɡɞɚɧɢɣ ɷɩɨɯɢ («ȼɟɫɬɧɢɤ ȿɜɪɨɩɵ», «Ⱦɚɦɫɤɢɣ ɠɭɪɧɚɥ», 
«Ⱥɝɥɚɹ», «ɋɵɧ ɨɬɟɱɟɫɬɜɚ», «Ⱥɦɮɢɨɧ», «Ȼɥɚɝɨɧɚɦɟɪɟɧɧɵɣ», «ɉɨɥɹɪ-
ɧɚɹ ɡɜɟɡɞɚ», «ɋɟɜɟɪɧɵɟ ɰɜɟɬɵ», «Ɇɧɟɦɨɡɢɧɚ», «Ɇɨɫɤɨɜɫɤɢɣ ɬɟɥɟ-
ɝɪɚɮ», «Ɇɨɫɤɨɜɫɤɢɣ ɜɟɫɬɧɢɤ», «ȿɜɪɨɩɟɟɰ», «Ɍɟɥɟɫɤɨɩ», «Ȼɢɛɥɢɨɬɟɤɚ 
ɞɥɹ ɱɬɟɧɢɹ», «Ɋɭɫɫɤɢɣ ɢɧɜɚɥɢɞ», «Ʌɢɬɟɪɚɬɭɪɧɚɹ ɝɚɡɟɬɚ», «ɋɟɜɟɪɧɚɹ 
ɩɱɟɥɚ», «Ɇɨɫɤɨɜɫɤɢɣ ɧɚɛɥɸɞɚɬɟɥɶ», «ɋɨɜɪɟɦɟɧɧɢɤ», «Ɉɬɟɱɟɫɬɜɟɧ-
ɧɵɟ ɡɚɩɢɫɤɢ», «Ɇɨɫɤɜɢɬɹɧɢɧ» ɢ ɞɪ.). ɉɨɤɚɡɚɬɟɥɟɦ ɧɟɫɮɨɤɭɫɢɪɨɜɚɧ-
ɧɨɫɬɢ ɦɨɠɟɬ ɫɥɭɠɢɬɶ ɢ ɨɬɫɭɬɫɬɜɢɟ ɤɨɦɩɥɟɤɫɧɵɯ ɧɚɭɱɧɵɯ ɩɟɪɟɢɡɞɚ-
ɧɢɣ ɤɪɢɬɢɱɟɫɤɢɯ ɪɚɛɨɬ, ɩɨɫɜɹɳɟɧɧɵɯ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɦɭ, ɨɫɨɛɟɧɧɨ 
ɱɭɜɫɬɜɢɬɟɥɶɧɨɟ ɧɚ ɮɨɧɟ ɫɨɜɪɟɦɟɧɧɵɯ ɚɧɬɨɥɨɝɢɣ «ɉɭɲɤɢɧ ɜ ɩɪɢɠɢɡ-
ɧɟɧɧɨɣ ɤɪɢɬɢɤɟ» [13], «ɇ.Ɇ. Ʉɚɪɚɦɡɢɧ: pro et contra» [14], «Ɇ.ɘ. Ʌɟɪ-
ɦɨɧɬɨɜ: pro et contra» [15], «ɇ.ȼ. Ƚɨɝɨɥɶ: pro et contra» [16]. 

ɇɚɪɹɞɭ ɫ ɧɚɥɢɱɢɟɦ ɢɫɬɨɱɧɢɤɨɜɨɣ ɢ ɩɪɨɛɥɟɦɧɨɣ ɥɚɤɭɧɵ ɜ ɨɫɦɵɫ-
ɥɟɧɢɢ ɩɪɢɠɢɡɧɟɧɧɨɣ ɤɪɢɬɢɱɟɫɤɨɣ ɪɟɰɟɩɰɢɢ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪɱɟɫɬɜɚ 
ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ ɜ ɩɨɫɥɟɞɧɟɟ ɩɹɬɧɚɞɰɚɬɢɥɟɬɢɟ ɨɛɨɡɧɚɱɢɥɚɫɶ ɢ ɥɚɤɭɧɚ 
ɦɟɬɨɞɨɥɨɝɢɱɟɫɤɚɹ. Ɉɧɚ ɫɜɹɡɚɧɚ ɫ ɩɪɨɧɢɤɧɨɜɟɧɢɟɦ ɜ ɫɮɟɪɭ ɢɫɬɨɪɢɢ 
ɥɢɬɟɪɚɬɭɪɧɨɣ ɤɪɢɬɢɤɢ ɞɜɭɯ ɜɡɚɢɦɨɫɜɹɡɚɧɧɵɯ ɦɟɬɨɞɨɥɨɝɢɣ, ɢɞɭɳɢɯ 
ɢɡ ɫɮɟɪɵ ɫɨɰɢɨɥɨɝɢɢ ɥɢɬɟɪɚɬɭɪɵ.  

ɉɟɪɜɚɹ – ɢɡɭɱɟɧɢɟ ɚɜɬɨɪɫɤɢɯ ɪɟɩɭɬɚɰɢɣ ɤɚɤ ɢɧɬɟɝɪɚɥɶɧɵɯ ɨɰɟɧɨɤ 
ɩɢɫɚɬɟɥɶɫɤɨɣ ɫɪɟɞɵ, ɱɢɬɚɬɟɥɶɫɤɨɣ ɚɭɞɢɬɨɪɢɢ ɢ ɤɪɢɬɢɤɢ. ɗɬɨ ɭɜɨɞɢɬ 
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ɨɬ ɫɨɫɪɟɞɨɬɨɱɟɧɧɨɫɬɢ ɧɚ ɜɨɩɪɨɫɚɯ ɬɨɥɶɤɨ ɷɫɬɟɬɢɤɢ, ɢɞɟɨɥɨɝɢɢ ɢɥɢ 
ɩɨɷɬɢɤɢ ɜ ɫɮɟɪɭ ɛɨɥɟɟ ɲɢɪɨɤɨɝɨ ɤɨɧɬɟɤɫɬɚ ɢɯ ɨɰɟɧɤɢ ɜ ɩɪɨɰɟɫɫɟ ɫɨ-
ɰɢɚɥɶɧɨɝɨ ɮɭɧɤɰɢɨɧɢɪɨɜɚɧɢɹ ɫɥɨɜɟɫɧɨɫɬɢ. 

ɋɢɫɬɟɦɧɭɸ ɬɟɨɪɟɬɢɱɟɫɤɭɸ ɪɚɡɪɚɛɨɬɤɭ ɮɟɧɨɦɟɧ ɥɢɬɟɪɚɬɭɪɧɨɣ ɪɟ-
ɩɭɬɚɰɢɢ ɩɨɥɭɱɢɥ ɜ ɪɚɦɤɚɯ ɫɨɰɢɨɥɨɝɢɢ ɥɢɬɟɪɚɬɭɪɵ, ɝɞɟ ɫɥɨɠɢɥɨɫɶ ɞɜɚ 
ɩɨɞɯɨɞɚ. ɉɟɪɜɵɣ ɨɩɢɪɚɟɬɫɹ ɧɚ ɤɨɧɰɟɩɰɢɸ ɥɢɬɟɪɚɬɭɪɧɨɝɨ ɩɨɥɹ ɉɶɟɪɚ 
Ȼɭɪɞɶɟ («ɉɨɥɟ ɥɢɬɟɪɚɬɭɪɵ») [17], ɫɨɝɥɚɫɧɨ ɤɨɬɨɪɨɣ ɥɢɬɟɪɚɬɭɪɚ ɹɜɥɹ-
ɟɬɫɹ ɫɢɫɬɟɦɨɣ ɩɨɡɢɰɢɣ (ɪɨɥɟɣ), ɨɩɪɟɞɟɥɹɸɳɢɯ ɝɚɛɢɬɭɫ (ɧɚɛɨɪ ɫɰɟɧɚ-
ɪɢɟɜ ɩɨɜɟɞɟɧɢɹ) ɤɨɧɤɪɟɬɧɵɯ ɚɤɬɨɪɨɜ. ɐɟɥɶɸ ɚɤɬɨɪɨɜ ɜɵɫɬɭɩɚɸɬ 
ɧɚɤɨɩɥɟɧɢɟ ɢ ɩɪɟɪɚɫɩɪɟɞɟɥɟɧɢɟ ɰɟɧɧɨɫɬɧɨ-ɫɢɦɜɨɥɢɱɟɫɤɨɝɨ ɤɚɩɢɬɚɥɚ, 
ɤɨɬɨɪɵɣ, ɜ ɫɜɨɸ ɨɱɟɪɟɞɶ, ɦɨɠɧɨ ɨɛɦɟɧɹɬɶ ɧɚ ɤɚɩɢɬɚɥ ɦɚɬɟɪɢɚɥɶɧɵɣ 
ɢɥɢ ɜɥɚɫɬɧɵɣ. Ɉɛɴɟɦ ɧɚɤɨɩɥɟɧɧɨɝɨ ɚɤɬɨɪɨɦ-ɩɢɫɚɬɟɥɟɦ ɫɢɦɜɨɥɢɱɟɫɤɨɝɨ 
ɤɚɩɢɬɚɥɚ ɢ ɡɚɤɪɟɩɥɹɟɬɫɹ ɜ ɩɪɟɞɫɬɚɜɥɟɧɢɢ ɨ ɟɝɨ ɥɢɬɟɪɚɬɭɪɧɨɣ ɪɟɩɭɬɚ-
ɰɢɢ. Ɂɧɚɱɢɦɨɣ ɩɚɪɚɥɥɟɥɶɸ ɡɞɟɫɶ ɜɵɫɬɭɩɚɟɬ ɤɨɧɰɟɩɰɢɹ ɘ.Ɇ. Ʌɨɬɦɚɧɚ 
(«Ʌɢɬɟɪɚɬɭɪɧɚɹ ɛɢɨɝɪɚɮɢɹ ɜ ɢɫɬɨɪɢɤɨ-ɤɭɥɶɬɭɪɧɨɦ ɤɨɧɬɟɤɫɬɟ») [18], 
ɚɤɰɟɧɬɢɪɨɜɚɜɲɟɝɨ ɪɟɰɟɩɬɢɜɧɵɣ ɚɫɩɟɤɬ (ɫɢɫɬɟɦɚ ɱɢɬɚɬɟɥɶɫɤɢɯ ɜɨɫ-
ɩɪɢɹɬɢɣ) ɜ ɮɨɪɦɢɪɨɜɚɧɢɢ ɨɛɪɚɡɚ ɩɢɫɚɬɟɥɹ ɜ ɨɩɪɟɞɟɥɟɧɧɨɦ ɤɭɥɶɬɭɪ-
ɧɨɦ ɩɪɨɫɬɪɚɧɫɬɜɟ. 

Ⱥ.ɂ. Ɋɟɣɬɛɥɚɬ, Ȼ.ȼ. Ⱦɭɛɢɧ ɢ Ʌ.Ƚ. Ƚɭɞɤɨɜ ɩɪɟɞɥɨɠɢɥɢ ɢɧɨɣ ɩɨɞɯɨɞ 
ɤ ɩɪɨɛɥɟɦɟ ɥɢɬɟɪɚɬɭɪɧɨɣ ɪɟɩɭɬɚɰɢɢ. Ɉɧɢ ɫɨɫɪɟɞɨɬɨɱɢɥɢɫɶ, ɜ ɨɬɥɢɱɢɟ 
ɨɬ Ȼɭɪɞɶɟ, ɡɚɢɧɬɟɪɟɫɨɜɚɧɧɨɝɨ ɢɦɦɚɧɟɧɬɧɵɦ ɚɧɚɥɢɡɨɦ ɥɢɬɟɪɚɬɭɪɧɨɝɨ 
ɩɨɥɹ, ɧɚ ɨɛɥɚɫɬɢ ɨɛɳɟɫɬɜɟɧɧɨɝɨ ɪɟɝɭɥɢɪɨɜɚɧɢɹ ɥɢɬɟɪɚɬɭɪɵ ɱɟɪɟɡ ɢɧ-
ɫɬɢɬɭɬɵ – ɨɪɝɚɧɢɡɚɰɢɨɧɧɨ ɨɛɴɟɤɬɢɜɢɪɨɜɚɧɧɵɟ ɥɢɬɟɪɚɬɭɪɧɵɟ ɩɨɡɢɰɢɢ 
(ɝɪɭɩɩɵ ɤɭɥɶɬɭɪɧɵɯ ɷɥɢɬ, ɢɧɢɰɢɢɪɭɸɳɢɯ ɩɪɨɢɡɜɨɞɫɬɜɨ ɬɟɤɫɬɨɜ ɢ ɢɯ 
ɩɨɬɪɟɛɥɹɸɳɢɯ, ɢ ɤɚɧɚɥɵ ɤɨɦɦɭɧɢɤɚɰɢɢ (ɛɢɛɥɢɨɬɟɤɢ, ɤɧɢɝɨɢɡɞɚɧɢɟ, 
ɦɟɞɢɚ), ɡɚɞɚɸɳɢɟ ɭɫɥɨɜɢɹ ɰɢɪɤɭɥɢɪɨɜɚɧɢɹ ɬɟɤɫɬɨɜ). ȼ ɪɚɦɤɚɯ ɩɨɞɨɛ-
ɧɨɝɨ ɩɨɞɯɨɞɚ ɧɚ ɫɬɚɧɨɜɥɟɧɢɟ ɩɢɫɚɬɟɥɶɫɤɨɣ ɪɟɩɭɬɚɰɢɢ ɨɤɚɡɵɜɚɸɬ ɜɥɢɹ-
ɧɢɟ ɧɟ ɬɨɥɶɤɨ ɨɬɞɟɥɶɧɵɟ ɤɨɧɤɪɟɬɧɵɟ ɚɤɬɨɪɵ, ɧɨ ɢ ɰɟɥɨɫɬɧɵɟ ɢɧɫɬɢɬɭɬɵ, 
ɩɨɞɞɟɪɠɤɨɣ ɢ ɪɟɫɭɪɫɚɦɢ ɤɨɬɨɪɵɯ ɨɤɚɡɚɥɫɹ ɫɩɨɫɨɛɧɵɦ ɜɨɫɩɨɥɶɡɨ-
ɜɚɬɶɫɹ ɥɢɬɟɪɚɬɨɪ. 

ɉɪɢ ɧɚɥɢɱɢɢ ɫɮɨɪɦɢɪɨɜɚɜɲɟɣɫɹ ɦɟɬɨɞɨɥɨɝɢɢ ɢɡɭɱɟɧɢɹ ɥɢɬɟɪɚ-
ɬɭɪɧɵɯ ɪɟɩɭɬɚɰɢɣ ɜ ɢɫɬɨɪɢɤɨ-ɥɢɬɟɪɚɬɭɪɧɨɦ ɟɟ ɩɪɢɦɟɧɟɧɢɢ ɧɚ ɦɚɬɟ-
ɪɢɚɥɟ ɤɥɚɫɫɢɱɟɫɤɨɣ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ ɫɭɳɟɫɬɜɭɸɬ ɡɧɚɱɢɬɟɥɶɧɵɟ 
ɥɚɤɭɧɵ. Ɍɚɤ, ɪɚɛɨɬɵ ɨ ɥɢɬɟɪɚɬɭɪɧɵɯ ɪɟɩɭɬɚɰɢɹɯ Ɂɨɥɨɬɨɝɨ ɜɟɤɚ ɟɞɢ-
ɧɢɱɧɵ ɢ ɫɨɫɪɟɞɨɬɨɱɢɜɚɸɬɫɹ ɨɛɵɱɧɨ ɧɚ ɨɞɧɨɦ ɚɤɬɨɪɟ. Ɉɛɪɚɡɰɨɦ ɦɨ-
ɝɭɬ ɜɵɫɬɭɩɢɬɶ ɤɧɢɝɚ ɉ. Ⱦɟɛɪɟɰɟɧɢ “Social Functions of Literature: 
Aleksandr Pushkin and Russian Culture” [19] ɢ ɫɬɚɬɶɹ Ⱥ.ɂ. Ɋɟɣɬɛɥɚɬɚ 
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«Ʉɚɤ ɉɭɲɤɢɧ ɜɵɲɟɥ ɜ ɝɟɧɢɢ (Ɉ ɥɢɬɟɪɚɬɭɪɧɨɣ ɪɟɩɭɬɚɰɢɢ ɉɭɲɤɢ-
ɧɚ)» [20], ɩɨɫɜɹɳɟɧɧɵɟ, ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ, ɫɨɡɧɚɬɟɥɶɧɵɦ ɫɬɪɚɬɟɝɢɹɦ 
ɥɢɬɟɪɚɬɭɪɧɨɝɨ ɩɨɜɟɞɟɧɢɹ ɉɭɲɤɢɧɚ, ɚ ɫ ɞɪɭɝɨɣ – ɪɟɰɟɩɰɢɢ ɢɯ ɪɚɡɥɢɱ-
ɧɵɦɢ ɱɢɬɚɬɟɥɶɫɤɢɦɢ ɝɪɭɩɩɚɦɢ. ȿɞɜɚ ɥɢ ɧɟ ɟɞɢɧɫɬɜɟɧɧɵɦ ɨɩɵɬɨɦ 
ɪɚɡɧɨɫɬɨɪɨɧɧɟɝɨ ɚɧɚɥɢɡɚ ɢɧɫɬɢɬɭɰɢɨɧɚɥɶɧɵɯ ɫɬɨɪɨɧ ɞɟɹɬɟɥɶɧɨɫɬɢ 
ɪɭɫɫɤɨɝɨ ɥɢɬɟɪɚɬɨɪɚ ɧɚ ɫɟɝɨɞɧɹɲɧɢɣ ɞɟɧɶ ɹɜɥɹɟɬɫɹ ɤɧɢɝɚ Ⱥ.ɂ. Ɋɟɣɬ-
ɛɥɚɬɚ «Ɏɚɞɞɟɣ ȼɟɧɟɞɢɤɬɨɜɢɱ Ȼɭɥɝɚɪɢɧ: ɢɞɟɨɥɨɝ, ɠɭɪɧɚɥɢɫɬ, ɤɨɧɫɭɥɶ-
ɬɚɧɬ ɫɟɤɪɟɬɧɨɣ ɩɨɥɢɰɢɢ: ɫɬɚɬɶɢ ɢ ɦɚɬɟɪɢɚɥɵ» [21]. ɂɡ ɞɪɭɝɢɯ ɡɧɚɱɢ-
ɦɵɯ ɨɩɵɬɨɜ ɦɨɠɧɨ ɜɵɞɟɥɢɬɶ ɪɚɛɨɬɵ Ɇ.Ȼ. ɋɟɥɟɡɧɟɜɚ («Ʌɢɬɟɪɚɬɭɪɧɚɹ 
ɪɟɩɭɬɚɰɢɹ Ɏ.ȼ. Ȼɭɥɝɚɪɢɧɚ ɜ ɥɢɬɟɪɚɬɭɪɧɨ-ɷɫɬɟɬɢɱɟɫɤɢɯ ɞɢɫɤɭɫɫɢɹɯ 
1820–1840-ɯ ɝɨɞɨɜ» [22]), ɇ.ɇ. Ʉɪɚɸɲɤɢɧɨɣ («Ʌɢɬɟɪɚɬɭɪɧɚɹ ɪɟɩɭɬɚ-
ɰɢɹ Ⱥ.ɋ. ɉɭɲɤɢɧɚ ɜ 1830-ɟ ɝɨɞɵ» [23]), Ɇ.ȼ. Ɍɪɭɧɢɧɚ («Ʌɢɬɟɪɚɬɭɪɧɚɹ 
ɪɟɩɭɬɚɰɢɹ Ɇ.ɇ. Ʌɨɧɝɢɧɨɜɚ» [24]), ɇ.ȼ. ɉɨɩɨɜɚ («ɇ.ȿ. ɋɬɪɭɣɫɤɢɣ ɢ 
ɩɪɨɛɥɟɦɚ ɥɢɬɟɪɚɬɭɪɧɨɣ ɪɟɩɭɬɚɰɢɢ» [25]), ɂ.ɘ. ȼɢɧɢɰɤɨɝɨ («Ƚɪɚɮ 
ɋɚɪɞɢɧɫɤɢɣ. Ⱦɦɢɬɪɢɣ ɏɜɨɫɬɨɜ ɢ ɪɭɫɫɤɚɹ ɤɭɥɶɬɭɪɚ» [26]).  

ɂɡɭɱɟɧɢɟ ɩɪɢɠɢɡɧɟɧɧɨɣ ɤɪɢɬɢɱɟɫɤɨɣ ɪɟɰɟɩɰɢɢ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪ-
ɱɟɫɬɜɚ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ ɧɚ ɮɨɧɟ ɛɨɥɟɟ ɲɢɪɨɤɨɝɨ ɤɨɧɬɟɤɫɬɚ ɟɝɨ ɥɢɬɟ-
ɪɚɬɭɪɧɨɣ ɪɟɩɭɬɚɰɢɢ ɨɬɤɪɵɜɚɟɬ ɧɨɜɵɟ ɩɟɪɫɩɟɤɬɢɜɵ. ɂɫɬɨɪɢɤɚɦɢ ɥɢ-
ɬɟɪɚɬɭɪɵ ɧɚɤɨɩɥɟɧ ɛɨɥɶɲɨɣ ɦɚɬɟɪɢɚɥ ɨ ɞɟɹɬɟɥɶɧɨɫɬɢ ɩɢɫɚɬɟɥɹ ɜ ɨɬ-
ɞɟɥɶɧɵɯ ɢɧɫɬɢɬɭɰɢɨɧɚɥɶɧɵɯ ɫɮɟɪɚɯ, ɜɥɢɹɜɲɢɣ ɧɚ ɨɰɟɧɤɢ ɤɪɢɬɢɤɢ 
(ɧɚɩɪɢɦɟɪ, ɩɪɢɡɧɚɧɢɟ ɩɪɢ ɞɜɨɪɟ, ɞɨɥɠɧɨɫɬɶ ɜɨɫɩɢɬɚɬɟɥɹ ɰɟɫɚɪɟɜɢɱɚ, 
ɞɪɭɠɛɚ ɫ ɢɧɨɫɬɪɚɧɧɵɦɢ ɤɭɥɶɬɭɪɧɵɦɢ ɞɟɹɬɟɥɹɦɢ, ɛɥɢɡɨɫɬɶ ɤ ɪɚɡɧɵɦ 
ɥɢɬɟɪɚɬɭɪɧɵɦ ɝɪɭɩɩɚɦ, ɭɫɩɟɯ ɭ ɱɢɬɚɬɟɥɟɣ ɷɥɟɝɢɣ, ɛɚɥɥɚɞ ɢɥɢ «ɉɟɜɰɚ 
ɜɨ ɫɬɚɧɟ ɪɭɫɫɤɢɯ ɜɨɢɧɨɜ»). ɋɢɧɯɪɨɧɢɡɚɰɢɹ ɢ ɫɜɟɞɟɧɢɟ ɜ ɟɞɢɧɭɸ ɤɚɪ-
ɬɢɧɭ ɬɟɧɞɟɧɰɢɣ ɤɪɢɬɢɱɟɫɤɨɣ ɪɟɰɟɩɰɢɢ ɢ ɨɰɟɧɨɤ ɢɧɵɯ ɢɧɫɬɢɬɭɰɢɨɧɚɥɶ-
ɧɵɯ ɫɪɟɞ ɬɟɦ ɫɚɦɵɦ ɫɬɚɧɨɜɢɬɫɹ ɚɤɬɭɚɥɶɧɨɣ ɡɚɞɚɱɟɣ ɠɭɤɨɜɫɤɨɜɟɞɟɧɢɹ. 

ȼɬɨɪɚɹ ɫɮɟɪɚ ɦɟɬɨɞɨɥɨɝɢɱɟɫɤɢɯ ɧɨɜɚɰɢɣ ɜ ɨɛɥɚɫɬɢ ɢɫɬɨɪɢɢ ɪɭɫ-
ɫɤɨɣ ɤɪɢɬɢɤɢ – ɷɬɨ ɢɡɭɱɟɧɢɟ ɥɢɬɟɪɚɬɭɪɧɨɝɨ ɤɚɧɨɧɚ, ɚɧɚɥɢɡ ɫɨɰɢɨɤɭɥɶ-
ɬɭɪɧɵɯ ɦɟɯɚɧɢɡɦɨɜ ɟɝɨ ɮɨɪɦɢɪɨɜɚɧɢɹ. ȼɤɥɸɱɟɧɢɟ ɢɥɢ ɧɟɜɤɥɸɱɟɧɢɟ 
ɨɩɪɟɞɟɥɟɧɧɨɝɨ ɚɜɬɨɪɚ ɢɥɢ ɩɪɨɢɡɜɟɞɟɧɢɹ ɜ ɧɚɰɢɨɧɚɥɶɧɵɣ ɥɢɬɟɪɚɬɭɪ-
ɧɵɣ ɤɚɧɨɧ ɬɚɤɠɟ ɨɩɪɟɞɟɥɹɟɬɫɹ ɧɟ ɬɨɥɶɤɨ ɷɫɬɟɬɢɱɟɫɤɢɦɢ ɩɪɢɱɢɧɚɦɢ, 
ɧɨ ɢ ɪɚɫɫɬɚɧɨɜɤɨɣ ɫɢɥ ɜ ɛɨɪɶɛɟ ɥɢɬɟɪɚɬɭɪɧɵɯ ɝɪɭɩɩ, ɜɵɞɜɢɝɚɸɳɢɯ 
ɫɜɨɢ ɦɨɞɟɥɢ ɥɢɬɟɪɚɬɭɪɧɨɝɨ ɩɚɧɬɟɨɧɚ, ɩɨɬɪɟɛɧɨɫɬɹɦɢ ɧɚɰɢɨɧɚɥɶɧɨɝɨ 
ɢɥɢ ɢɦɩɟɪɫɤɨɝɨ ɤɭɥɶɬɭɪɧɨɝɨ ɫɬɪɨɢɬɟɥɶɫɬɜɚ, ɡɚɞɚɱɚɦɢ ɩɟɞɚɝɨɝɢɱɟ-
ɫɤɨɝɨ (ɩɪɟɩɨɞɚɜɚɧɢɟ ɥɢɬɟɪɚɬɭɪɵ ɜ ɲɤɨɥɟ ɢ ɭɧɢɜɟɪɫɢɬɟɬɟ) ɢɥɢ ɧɚɭɱ-
ɧɨɝɨ ɯɚɪɚɤɬɟɪɚ (ɜɵɫɬɪɚɢɜɚɧɢɟ ɨɩɪɟɞɟɥɟɧɧɨɣ ɜɟɪɫɢɢ ɢɫɬɨɪɢɢ ɧɚɰɢɨ-
ɧɚɥɶɧɨɣ ɥɢɬɟɪɚɬɭɪɵ). ɉɪɨɛɥɟɦɚ ɪɭɫɫɤɨɝɨ ɥɢɬɟɪɚɬɭɪɧɨɝɨ ɤɚɧɨɧɚ ɛɵɥɚ 
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ɩɨɫɬɚɜɥɟɧɚ Ⱦɠ. Ȼɪɭɤɫɨɦ (“Russian Nationalism and Russian Literature: 
The Canonization of the Classics”) [27]. ɋɨɜɪɟɦɟɧɧɵɟ ɨɬɟɱɟɫɬɜɟɧɧɵɟ ɢɫ-
ɫɥɟɞɨɜɚɧɢɹ ɩɨɞɨɛɧɨɝɨ ɩɥɚɧɚ ɨɛɪɚɳɚɸɬ ɨɫɧɨɜɧɨɟ ɜɧɢɦɚɧɢɟ ɧɚ ɤɨɧɤɭ-
ɪɟɧɰɢɸ ɷɫɬɟɬɢɱɟɫɤɢɯ ɩɪɨɝɪɚɦɦ ɢ ɢɟɪɚɪɯɢɸ ɥɢɬɟɪɚɬɭɪɧɵɯ ɚɜɬɨɪɢɬɟɬɨɜ 
ɜ ɪɚɡɧɵɟ ɷɩɨɯɢ (ȼ.Ɇ. ɀɢɜɨɜ, Ɇ.ɘ. Ȼɟɪɝ, Ⱥ.ɂ. Ɋɟɣɬɛɥɚɬ, Ɇ.Ʌ. Ɇɚɣɨ-
ɮɢɫ). ȼ ɩɨɫɥɟɞɧɟɟ ɞɟɫɹɬɢɥɟɬɢɟ ɬɚɪɬɭɫɤɢɟ ɭɱɟɧɵɟ ɪɟɚɥɢɡɨɜɚɥɢ ɪɹɞ 
ɩɪɨɟɤɬɨɜ, ɤɚɫɚɸɳɢɯɫɹ ɪɭɫɫɤɨɝɨ ɥɢɬɟɪɚɬɭɪɧɨɝɨ ɤɚɧɨɧɚ ɢ ɪɨɥɢ ɨɬɞɟɥɶ-
ɧɵɯ ɢɧɫɬɢɬɭɬɨɜ ɜ ɟɝɨ ɮɨɪɦɢɪɨɜɚɧɢɢ [28–30]. 

Ɇɟɬɨɞɨɥɨɝɢɹ ɩɨɞɨɛɧɵɯ ɢɡɭɱɟɧɢɣ ɟɳɟ ɬɨɥɶɤɨ ɪɚɡɪɚɛɚɬɵɜɚɟɬɫɹ, ɩɟ-
ɪɟɫɟɤɚɹɫɶ ɫ ɩɨɢɫɤɚɦɢ ɜ ɨɛɥɚɫɬɢ ɢɫɫɥɟɞɨɜɚɧɢɹ ɢɫɬɨɪɢɱɟɫɤɨɣ ɩɚɦɹɬɢ | 
ɢ ɦɟɦɨɪɢɚɥɶɧɨɣ ɤɭɥɶɬɭɪɵ. Ʌɢɱɧɨɫɬɶ ɢ ɬɜɨɪɱɟɫɬɜɨ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ 
ɩɨɞɜɟɪɝɥɢɫɶ ɤɚɧɨɧɢɡɚɰɢɢ ɨɱɟɧɶ ɪɚɧɨ, ɭɠɟ ɤ ɪɭɛɟɠɭ 1820–1830-ɯ ɝɝ., 
ɢ ɞɨ ɩɟɪɢɨɞɚ 1930–1950-ɯ ɝɝ. ɦɟɫɬɨ ɩɨɷɬɚ ɜ ɧɚɰɢɨɧɚɥɶɧɨɦ ɩɚɧɬɟɨɧɟ 
ɧɟ ɩɨɞɜɟɪɝɚɥɨɫɶ ɫɨɦɧɟɧɢɸ. ɋɬɨɥɶ ɠɟ ɛɵɫɬɪɨ ɨɧ ɜ ɧɟɝɨ ɢ ɜɟɪɧɭɥɫɹ ɭɠɟ 
ɤ 1960–1970-ɦ ɝɝ. Ɋɨɥɶ ɩɪɢɠɢɡɧɟɧɧɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ ɤɪɢɬɢɤɢ ɜ ɭɫɬɚ-
ɧɨɜɥɟɧɢɢ ɩɨɞɨɛɧɨɝɨ ɤɨɧɫɟɧɫɭɫɚ ɛɵɥɚ ɱɪɟɡɜɵɱɚɣɧɨ ɜɟɥɢɤɚ, ɨɞɧɚɤɨ ɞɨ 
ɫɢɯ ɩɨɪ ɧɟ ɨɬɪɟɮɥɟɤɫɢɪɨɜɚɧɚ, ɱɬɨ ɩɪɢɞɚɟɬ ɨɫɨɛɭɸ ɚɤɬɭɚɥɶɧɨɫɬɶ ɢɡɭ-
ɱɟɧɢɸ ɷɬɢɯ ɚɫɩɟɤɬɨɜ. 

Ɋɟɲɟɧɢɸ ɞɚɧɧɵɯ ɡɚɞɚɱ ɩɨɫɜɹɳɟɧ ɩɪɨɟɤɬ ɬɨɦɫɤɢɯ ɭɱɟɧɵɯ, ɩɨɞɞɟɪ-
ɠɚɧɧɵɣ ɝɪɚɧɬɨɦ ɊɇɎ ʋ 24-18-00386 «ɂɫɬɨɪɢɹ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ 
ɤɪɢɬɢɤɢ ɩɟɪɜɨɣ ɩɨɥɨɜɢɧɵ XIX ɜɟɤɚ: ȼ.Ⱥ. ɀɭɤɨɜɫɤɢɣ ɜ ɩɪɢɠɢɡɧɟɧɧɨɣ 
ɤɪɢɬɢɱɟɫɤɨɣ ɪɟɰɟɩɰɢɢ». Ɇɟɬɨɞɨɥɨɝɢɹ ɩɪɨɟɤɬɚ ɢɦɟɟɬ ɦɟɠɞɢɫɰɢɩɥɢ-
ɧɚɪɧɵɣ ɯɚɪɚɤɬɟɪ ɢ ɩɪɟɞɩɨɥɚɝɚɟɬ ɫɢɧɬɟɡ ɬɪɟɯ ɩɨɞɯɨɞɨɜ. ɉɟɪɜɵɣ ɹɜɥɹ-
ɟɬɫɹ ɬɪɚɞɢɰɢɨɧɧɵɦ ɞɥɹ ɨɬɟɱɟɫɬɜɟɧɧɨɣ ɜɟɪɫɢɢ ɢɫɬɨɪɢɢ ɪɭɫɫɤɨɣ ɥɢɬɟ-
ɪɚɬɭɪɧɨɣ ɤɪɢɬɢɤɢ ɢ ɧɚɰɟɥɟɧ ɧɚ ɩɨɫɥɟɞɨɜɚɬɟɥɶɧɨɟ ɯɪɨɧɨɥɨɝɢɱɟɫɤɨɟ 
ɩɪɨɫɥɟɠɢɜɚɧɢɟ ɯɨɞɚ ɤɪɢɬɢɱɟɫɤɢɯ ɪɟɮɥɟɤɫɢɣ ɜɨɤɪɭɝ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪ-
ɱɟɫɬɜɚ ɩɢɫɚɬɟɥɹ ɧɚ ɮɨɧɟ ɛɨɪɶɛɵ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɧɚɩɪɚɜɥɟɧɢɣ, ɬɟɱɟ-
ɧɢɣ ɢ ɥɢɬɟɪɚɬɭɪɧɵɯ ɝɪɭɩɩ, ɚ ɬɚɤɠɟ ɩɟɱɚɬɧɵɯ ɨɪɝɚɧɨɜ (ɠɭɪɧɚɥɨɜ, ɝɚɡɟɬ, 
ɚɥɶɦɚɧɚɯɨɜ) ɢ ɨɬɞɟɥɶɧɵɯ ɥɢɬɟɪɚɬɭɪɧɵɯ ɤɪɢɬɢɤɨɜ, ɜɤɥɸɱɚɹ ɨɛɪɚɳɟ-
ɧɢɟ ɤ ɠɚɧɪɨɜɵɦ ɚɫɩɟɤɬɚɦ ɢ ɩɨɷɬɢɤɟ ɚɧɚɥɢɡɢɪɭɟɦɵɯ ɥɢɬɟɪɚɬɭɪɧɨ-ɤɪɢ-
ɬɢɱɟɫɤɢɯ ɬɟɤɫɬɨɜ. ɉɨɝɪɭɠɟɧɢɟ ɜ ɩɪɨɛɥɟɦɵ ɷɫɬɟɬɢɱɟɫɤɨɝɨ ɯɚɪɚɤɬɟɪɚ 
ɫɨɩɪɨɜɨɠɞɚɟɬɫɹ ɜ ɪɚɦɤɚɯ ɩɪɨɟɤɬɚ ɢɡɭɱɟɧɢɟɦ ɛɨɥɟɟ ɲɢɪɨɤɨɝɨ ɮɟɧɨ-
ɦɟɧɚ ɥɢɬɟɪɚɬɭɪɧɨɣ ɪɟɩɭɬɚɰɢɢ ɚɜɬɨɪɚ, ɤɨɝɞɚ ɬɚ ɢɥɢ ɢɧɚɹ ɤɪɢɬɢɱɟɫɤɚɹ 
ɪɟɮɥɟɤɫɢɹ ɨ ɟɝɨ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪɱɟɫɬɜɟ ɪɚɫɫɦɚɬɪɢɜɚɟɬɫɹ ɤɚɤ ɩɨɞɝɨɬɨɜ-
ɥɟɧɧɚɹ ɢ ɫɨɩɪɨɜɨɠɞɚɸɳɚɹɫɹ ɩɪɟɞɵɞɭɳɟɣ ɨɰɟɧɤɨɣ ɫɨ ɫɬɨɪɨɧɵ ɩɢɫɚ-
ɬɟɥɶɫɤɨɝɨ ɫɨɨɛɳɟɫɬɜɚ, ɜɨɫɩɪɢɹɬɢɟɦ ɪɚɡɧɵɯ ɝɪɭɩɩ ɱɢɬɚɬɟɥɟɣ, ɩɨɞ-
ɞɟɪɠɤɨɣ ɢɥɢ ɧɟɨɞɨɛɪɟɧɢɟɦ ɚɝɟɧɬɨɜ ɢɡ ɢɧɵɯ ɢɧɫɬɢɬɭɰɢɨɧɚɥɶɧɵɯ ɫɪɟɞ 
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(ɧɚɩɪɢɦɟɪ, ɜɥɚɫɬɢ ɢɥɢ ɰɟɪɤɜɢ). ɍɫɬɚɧɨɜɤɨɣ ɢɫɫɥɟɞɨɜɚɧɢɹ ɹɜɢɬɫɹ ɜɧɢ-
ɦɚɧɢɟ ɧɟ ɬɨɥɶɤɨ ɤ ɩɟɪɫɨɧɚɥɶɧɵɦ ɫɬɪɚɬɟɝɢɹɦ ɚɤɬɨɪɨɜ-ɤɪɢɬɢɤɨɜ ɜ ɩɥɚɧɟ 
ɩɟɪɟɪɚɫɩɪɟɞɟɥɟɧɢɹ ɫɢɦɜɨɥɢɱɟɫɤɨɝɨ ɤɚɩɢɬɚɥɚ ɚɜɬɨɪɚ, ɧɨ ɢ ɤ ɦɟɯɚɧɢɡ-
ɦɚɦ ɢɧɫɬɢɬɭɰɢɨɧɚɥɶɧɨɣ ɫɟɥɟɤɰɢɢ ɩɨɞɨɛɧɵɯ ɦɧɟɧɢɣ ɢ ɫɬɪɚɬɟɝɢɣ. 
ɇɚɤɨɧɟɰ, ɬɪɟɬɶɟɣ ɫɨɫɬɚɜɥɹɸɳɟɣ ɦɟɬɨɞɨɥɨɝɢɢ ɩɪɨɟɤɬɚ ɜɵɫɬɭɩɚɟɬ ɭɱɟɬ 
ɩɪɨɰɟɫɫɨɜ ɮɨɪɦɢɪɨɜɚɧɢɹ ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɥɢɬɟɪɚɬɭɪɧɨɝɨ ɤɚɧɨɧɚ, ɤɨ-
ɝɞɚ ɫɢɫɬɟɦɚ ɱɚɫɬɧɵɯ ɨɰɟɧɨɤ ɜ ɤɪɢɬɢɤɟ ɢ ɫɨ ɫɬɨɪɨɧɵ ɚɝɟɧɬɨɜ ɢɧɵɯ ɥɢ-
ɬɟɪɚɬɭɪɧɵɯ ɢɧɫɬɢɬɭɰɢɣ ɧɚ ɨɩɪɟɞɟɥɟɧɧɨɦ ɷɬɚɩɟ ɬɪɚɧɫɮɨɪɦɢɪɭɟɬɫɹ  
ɜ ɤɨɥɥɟɤɬɢɜɧɵɣ ɤɨɧɫɟɧɫɭɫ ɩɨ ɩɨɜɨɞɭ ɦɟɫɬɚ ɩɢɫɚɬɟɥɹ ɜ ɧɚɰɢɨɧɚɥɶɧɨɦ 
ɩɚɧɬɟɨɧɟ. 

ɋɩɟɰɢɮɢɤɚ ɩɨɫɬɚɜɥɟɧɧɵɯ ɡɚɞɚɱ ɨɩɪɟɞɟɥɹɟɬ ɛɨɥɟɟ ɱɚɫɬɧɵɟ ɚɫɩɟɤɬɵ 
ɦɟɬɨɞɨɥɨɝɢɢ. ɉɟɪɜɚɹ ɭɫɬɚɧɨɜɤɚ ɢɫɫɥɟɞɨɜɚɧɢɹ – ɦɚɤɫɢɦɚɥɶɧɨ ɩɨɥɧɨɟ 
ɜɵɹɜɥɟɧɢɟ ɢɫɬɨɱɧɢɤɨɜ, ɨɬɪɚɡɢɜɲɢɯ ɤɪɢɬɢɱɟɫɤɭɸ ɪɟɰɟɩɰɢɸ ɥɢɱɧɨɫɬɢ 
ɢ ɬɜɨɪɱɟɫɬɜɚ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ. ɂɧɫɬɪɭɦɟɧɬɚɪɢɣ ɩɪɨɟɤɬɚ ɜ ɷɬɨɣ ɫɮɟɪɟ – 
ɛɢɛɥɢɨɝɪɚɮɢɱɟɫɤɢɟ ɢ ɚɪɯɢɜɧɵɟ ɪɚɡɵɫɤɚɧɢɹ ɞɨɤɭɦɟɧɬɨɜ, ɨɩɭɛɥɢɤɨ-
ɜɚɧɧɵɯ ɜ ɠɭɪɧɚɥɚɯ, ɝɚɡɟɬɚɯ ɢ ɚɥɶɦɚɧɚɯɚɯ ɩɟɪɜɨɣ ɩɨɥɨɜɢɧɵ XIX ɜ. ɢɥɢ 
ɨɫɬɚɜɲɢɯɫɹ ɜ ɪɭɤɨɩɢɫɹɯ: ɥɢɬɟɪɚɬɭɪɧɨ-ɤɪɢɬɢɱɟɫɤɢɯ ɫɬɚɬɟɣ, ɪɟɰɟɧɡɢɣ, 
ɩɨɥɟɦɢɱɟɫɤɢɯ ɜɵɫɤɚɡɵɜɚɧɢɣ, ɨɛɡɨɪɨɜ ɢ ɬ.ɩ. Ɂɧɚɱɢɬɟɥɶɧɚɹ ɢɯ ɱɚɫɬɶ 
ɛɵɥɚ ɜɵɹɜɥɟɧɚ ɩɪɢ ɤɨɦɦɟɧɬɚɬɨɪɫɤɨɣ ɩɨɞɝɨɬɨɜɤɟ «ɉɨɥɧɨɝɨ ɫɨɛɪɚɧɢɹ 
ɫɨɱɢɧɟɧɢɣ ɢ ɩɢɫɟɦ» ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ ɜ 20 ɬɨɦɚɯ, ɨɫɭɳɟɫɬɜɥɹɟɦɨɣ 
ɱɥɟɧɚɦɢ ɩɪɨɟɤɬɚ. Ɉɛɧɚɪɭɠɟɧɧɵɟ ɢɫɬɨɱɧɢɤɢ ɩɨɞɜɟɪɝɧɭɬɫɹ ɫɢɫɬɟɦɚɬɢ-
ɡɚɰɢɢ, ɨɩɢɫɚɧɢɸ, ɤɨɧɰɟɩɬɭɚɥɶɧɨɦɭ ɨɫɦɵɫɥɟɧɢɸ ɢ ɛɭɞɭɬ ɩɨɞɝɨɬɨɜ-
ɥɟɧɵ ɤ ɧɚɭɱɧɨɣ ɤɨɦɦɟɧɬɢɪɨɜɚɧɧɨɣ ɩɭɛɥɢɤɚɰɢɢ.  

ȼɬɨɪɚɹ ɦɟɬɨɞɨɥɨɝɢɱɟɫɤɚɹ ɭɫɬɚɧɨɜɤɚ ɩɪɨɟɤɬɚ – ɪɟɤɨɧɫɬɪɭɤɰɢɹ ɩɨɥɹ 
ɢɧɞɢɜɢɞɭɚɥɶɧɵɯ ɢ ɝɪɭɩɩɨɜɵɯ ɪɟɰɟɩɰɢɣ ɩɢɫɚɬɟɥɶɫɤɨɝɨ ɫɨɨɛɳɟɫɬɜɚ 
ɩɟɪɜɨɣ ɩɨɥɨɜɢɧɵ XIX ɜ., ɨɤɚɡɚɜɲɢɯ ɜɥɢɹɧɢɟ ɧɚ ɥɢɬɟɪɚɬɭɪɧɭɸ ɪɟɩɭ-
ɬɚɰɢɸ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ. ɗɬɨ ɨɩɪɟɞɟɥɹɟɬ ɨɛɪɚɳɟɧɢɟ ɤ ɢɧɫɬɪɭɦɟɧɬɚ-
ɪɢɸ ɪɟɰɟɩɬɢɜɧɵɯ ɢɡɭɱɟɧɢɣ, ɧɚɰɟɥɟɧɧɵɯ ɧɚ ɪɟɤɨɧɫɬɪɭɤɰɢɸ ɩɨɥɹ 
ɤɭɥɶɬɭɪɧɨ-ɢɫɬɨɪɢɱɟɫɤɢɯ ɨɛɫɬɨɹɬɟɥɶɫɬɜ, ɛɢɨɝɪɚɮɢɱɟɫɤɨɝɨ ɤɨɧɬɟɤɫɬɚ, 
ɦɢɪɨɜɨɡɡɪɟɧɱɟɫɤɢɯ ɢ ɷɫɬɟɬɢɱɟɫɤɢɯ ɭɫɬɚɧɨɜɨɤ, ɩɨɜɥɢɹɜɲɢɯ ɧɚ ɯɚɪɚɤ-
ɬɟɪ ɢɧɞɢɜɢɞɭɚɥɶɧɨɣ ɢɥɢ ɝɪɭɩɩɨɜɨɣ ɪɟɰɟɩɰɢɢ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪɱɟɫɬɜɚ 
ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ. Ʉɪɨɦɟ ɬɨɝɨ, ɨɛɲɢɪɧɵɣ ɤɪɭɝ ɤɨɧɬɚɤɬɨɜ ɩɢɫɚɬɟɥɹ 
(ɧɟɫɤɨɥɶɤɨ ɬɵɫɹɱ ɩɟɪɫɨɧ) ɧɟ ɩɨɡɜɨɥɹɟɬ ɩɪɢɜɥɟɱɶ ɚɛɫɨɥɸɬɧɨ ɜɫɟ ɮɚɤɬɵ 
ɪɟɰɟɩɰɢɢ ɢ ɞɨɥɠɟɧ ɫɨɩɪɨɜɨɠɞɚɬɶɫɹ ɤɚɤ ɨɰɟɧɤɨɣ ɫɪɚɜɧɢɬɟɥɶɧɨɣ ɡɧɚ-
ɱɢɦɨɫɬɢ (ɜɥɢɹɬɟɥɶɧɨɫɬɢ) ɦɧɟɧɢɣ ɨɩɪɟɞɟɥɟɧɧɨɝɨ ɥɢɰɚ ɜ ɮɨɪɦɢɪɨɜɚ-
ɧɢɢ ɩɪɢɠɢɡɧɟɧɧɨɣ ɪɟɩɭɬɚɰɢɢ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ, ɬɚɤ ɢ ɫɨɫɪɟɞɨɬɨɱɟ-
ɧɢɟɦ ɜ ɩɟɪɜɭɸ ɨɱɟɪɟɞɶ ɧɚ ɤɨɦɩɥɟɤɫɟ «ɫɢɥɶɧɵɯ» ɮɢɝɭɪ.  
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Ɍɪɟɬɶɹ ɭɫɬɚɧɨɜɤɚ ɩɪɨɟɤɬɚ – ɢɧɫɬɢɬɭɰɢɨɧɚɥɶɧɚɹ – ɨɩɪɟɞɟɥɹɟɬ ɭɱɟɬ 
ɫɨɫɬɨɹɧɢɹ ɪɨɥɟɜɵɯ ɜɡɚɢɦɨɞɟɣɫɬɜɢɣ ɜ ɪɚɦɤɚɯ ɤɨɧɤɪɟɬɧɨɣ ɢɧɫɬɢɬɭɰɢɢ 
ɢ ɩɟɪɫɩɟɤɬɢɜɵ ɟɟ ɷɜɨɥɸɰɢɢ. ɇɚ ɷɬɨɦ ɭɪɨɜɧɟ ɢɧɞɢɜɢɞɭɚɥɶɧɵɟ ɪɟɰɟɩ-
ɰɢɢ ɩɨɞɜɟɪɝɚɸɬɫɹ ɫɟɥɟɤɰɢɢ ɩɨ ɨɩɪɟɞɟɥɟɧɧɵɦ ɫɰɟɧɚɪɢɹɦ ɢ ɚɤɤɭɦɭɥɢ-
ɪɭɸɬɫɹ ɜ ɤɨɥɥɟɤɬɢɜɧɨɟ ɦɧɟɧɢɟ, ɡɚɞɚɸɳɟɟ ɫɬɚɬɭɫ ɥɢɬɟɪɚɬɨɪɚ ɜ ɞɚɧɧɨɣ 
ɫɮɟɪɟ. Ɂɞɟɫɶ ɬɪɟɛɭɟɬɫɹ ɤɚɤ ɪɟɤɨɧɫɬɪɭɤɰɢɹ ɦɟɯɚɧɢɡɦɨɜ ɨɰɟɧɤɢ ɜɧɭɬɪɢ 
ɤɚɠɞɨɣ ɨɬɞɟɥɶɧɨɣ ɢɧɫɬɢɬɭɰɢɢ, ɫɭɳɟɫɬɜɟɧɧɨ ɪɚɡɧɹɳɢɯɫɹ ɞɪɭɝ ɨɬ ɞɪɭɝɚ, 
ɬɚɤ ɢ ɜɵɜɟɞɟɧɢɟ ɫɢɧɬɟɬɢɱɟɫɤɨɝɨ ɢɬɨɝɚ ɢɡ ɜɡɚɢɦɧɨɝɨ ɧɚɥɨɠɟɧɢɹ ɫɟɬɢ 
ɢɧɫɬɢɬɭɰɢɨɧɚɥɶɧɵɯ ɨɰɟɧɨɤ.  

ɇɚɤɨɧɟɰ, ɱɟɬɜɟɪɬɚɹ ɭɫɬɚɧɨɜɤɚ ɩɪɨɟɤɬɚ ɧɚɰɟɥɢɜɚɟɬ ɧɚ ɩɨɫɥɟɞɨɜɚ-
ɬɟɥɶɧɨɟ ɯɪɨɧɨɥɨɝɢɱɟɫɤɨɟ ɩɪɨɫɥɟɠɢɜɚɧɢɟ ɯɨɞɚ ɤɪɢɬɢɱɟɫɤɢɯ ɪɟɮɥɟɤ-
ɫɢɣ ɜɨɤɪɭɝ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪɱɟɫɬɜɚ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ ɧɚ ɮɨɧɟ ɛɨɪɶɛɵ 
ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɧɚɩɪɚɜɥɟɧɢɣ, ɬɟɱɟɧɢɣ ɢ ɥɢɬɟɪɚɬɭɪɧɵɯ ɝɪɭɩɩ (ɤɚɪɚɦ-
ɡɢɧɢɫɬɵ, ɚɪɯɚɢɫɬɵ, ɞɟɤɚɛɪɢɫɬɵ, «ɬɨɪɝɨɜɨɟ ɧɚɩɪɚɜɥɟɧɢɟ», ɩɭɲɤɢɧɫɤɢɣ 
ɤɪɭɝ, ɡɚɩɚɞɧɢɤɢ, ɫɥɚɜɹɧɨɮɢɥɵ), ɚ ɬɚɤɠɟ ɩɟɱɚɬɧɵɯ ɨɪɝɚɧɨɜ (ɠɭɪɧɚɥɨɜ, 
ɝɚɡɟɬ, ɚɥɶɦɚɧɚɯɨɜ) ɢ ɨɬɞɟɥɶɧɵɯ ɥɢɬɟɪɚɬɭɪɧɵɯ ɤɪɢɬɢɤɨɜ, ɜ ɬɨɦ ɱɢɫɥɟ 
ɢɧɨɫɬɪɚɧɧɵɯ (ɧɟɦɟɰɤɢɯ, ɢɬɚɥɶɹɧɫɤɢɯ ɢ ɮɪɚɧɰɭɡɫɤɢɯ), ɜɤɥɸɱɚɹ ɨɛɪɚ-
ɳɟɧɢɟ ɤ ɠɚɧɪɨɜɵɦ ɚɫɩɟɤɬɚɦ ɢ ɩɨɷɬɢɤɟ ɚɧɚɥɢɡɢɪɭɟɦɵɯ ɥɢɬɟɪɚɬɭɪɧɨ-
ɤɪɢɬɢɱɟɫɤɢɯ ɬɟɤɫɬɨɜ ɜ ɟɝɨ ɫɨɨɬɧɟɫɟɧɢɢ ɫ ɨɛɳɢɦɢ ɦɟɯɚɧɢɡɦɚɦɢ ɥɟɝɢɬɢ-
ɦɚɰɢɢ ɢ ɤɚɧɨɧɢɡɚɰɢɢ ɜ ɪɭɫɫɤɨɣ ɫɥɨɜɟɫɧɨɫɬɢ ɩɟɪɜɨɣ ɩɨɥɨɜɢɧɵ XIX ɜ. 

Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɜ ɯɨɞɟ ɪɟɚɥɢɡɚɰɢɢ ɩɪɨɟɤɬɚ ɛɭɞɭɬ ɞɨɫɬɢɝɧɭɬɵ ɫɥɟ-
ɞɭɸɳɢɟ ɪɟɡɭɥɶɬɚɬɵ. ȼɨ-ɩɟɪɜɵɯ, ɜɩɟɪɜɵɟ ɩɨɞɜɟɪɝɧɭɬɫɹ ɫɢɫɬɟɦɧɨɦɭ 
ɢɡɭɱɟɧɢɸ ɫɬɚɧɨɜɥɟɧɢɟ ɢ ɷɜɨɥɸɰɢɹ ɩɪɢɠɢɡɧɟɧɧɨɣ ɩɢɫɚɬɟɥɶɫɤɨɣ ɪɟɩɭ-
ɬɚɰɢɢ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ (ɞɨ ɧɚɫɬɨɹɳɟɝɨ ɦɨɦɟɧɬɚ ɜɧɢɦɚɧɢɟ ɭɞɟɥɹɥɨɫɶ, 
ɫɤɨɪɟɟ, ɩɨɫɦɟɪɬɧɨɣ ɪɟɰɟɩɰɢɢ ɟɝɨ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪɱɟɫɬɜɚ [31]). ȼɨ-ɜɬɨ-
ɪɵɯ, ɞɢɮɮɟɪɟɧɰɢɪɨɜɚɧɧɨɦɭ ɪɚɫɫɦɨɬɪɟɧɢɸ ɜɩɟɪɜɵɟ ɩɨɞɜɟɪɝɧɭɬɫɹ ɧɟ 
ɬɨɥɶɤɨ ɨɰɟɧɤɢ ɨɬɞɟɥɶɧɵɯ ɥɢɰ, ɧɨ ɦɟɯɚɧɢɡɦɵ ɢɧɫɬɢɬɭɰɢɨɧɚɥɶɧɨɣ ɫɟ-
ɥɟɤɰɢɢ ɩɨɞɨɛɧɵɯ ɦɧɟɧɢɣ, ɜ ɬɨɦ ɱɢɫɥɟ ɤɨɥɥɟɤɬɢɜɧɵɯ ɚɤɬɨɪɨɜ: «ɰɟɯɨ-
ɜɚɹ» ɪɟɰɟɩɰɢɹ ɩɢɫɚɬɟɥɶɫɤɨɝɨ ɫɨɨɛɳɟɫɬɜɚ, ɪɨɥɶ ɠɭɪɧɚɥɢɫɬɫɤɨɣ ɢ ɤɧɢ-
ɝɨɢɡɞɚɬɟɥɶɫɤɨɣ ɫɪɟɞɵ, ɩɪɢɞɜɨɪɧɨɝɨ ɤɪɭɝɚ ɢ ɜɥɚɫɬɧɵɯ ɚɝɟɧɬɨɜ, ɚ ɬɚɤɠɟ 
ɢɧɨɧɚɰɢɨɧɚɥɶɧɵɯ ɚɜɬɨɪɨɜ. ȼ-ɬɪɟɬɶɢɯ, ɧɚɭɱɧɨɦɭ ɫɨɨɛɳɟɫɬɜɭ ɛɭɞɟɬ 
ɩɪɟɞɫɬɚɜɥɟɧ ɧɨɜɵɣ ɞɨɤɭɦɟɧɬɚɥɶɧɵɣ ɦɚɬɟɪɢɚɥ: ɩɟɱɚɬɧɵɟ ɢ ɚɪɯɢɜɧɵɟ 
ɢɫɬɨɱɧɢɤɢ, ɨɬɪɚɡɢɜɲɢɟ ɮɚɤɬɵ ɤɪɢɬɢɱɟɫɤɨɣ ɪɟɰɟɩɰɢɢ ɥɢɱɧɨɫɬɢ ɢ 
ɬɜɨɪɱɟɫɬɜɚ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ (ɫɬɚɬɶɢ, ɪɟɰɟɧɡɢɢ, ɩɨɥɟɦɢɱɟɫɤɢɟ ɨɰɟɧɤɢ 
ɢ ɢɧɵɟ ɩɭɛɥɢɤɚɰɢɢ ɜ ɠɭɪɧɚɥɚɯ, ɝɚɡɟɬɚɯ ɢ ɚɥɶɦɚɧɚɯɚɯ ɩɟɪɜɨɣ ɩɨɥɨ-
ɜɢɧɵ XIX ɜ., ɪɭɤɨɩɢɫɢ). Ɉɧɢ ɛɭɞɭɬ ɫɢɫɬɟɦɚɬɢɡɢɪɨɜɚɧɵ, ɤɨɦɩɥɟɤɫɧɨ 
ɨɫɦɵɫɥɟɧɵ ɢ ɨɩɭɛɥɢɤɨɜɚɧɵ. ȼ-ɱɟɬɜɟɪɬɵɯ, ɢɫɫɥɟɞɨɜɚɧɢɟ ɩɨɡɜɨɥɢɬ 



Ʉɢɫɟɥɟɜ В.ɋ. Ɍɜɨɪɱɟɫɬɜɨ В.А. Жɭɤɨɜɫɤɨɝɨ ɜ ɪɟɰɟɩɰɢɢ ɥɢɬɟɪɚɬɭɪɧɨɣ ɤɪɢɬɢɤɢ 

216 

ɫɞɟɥɚɬɶ ɜɵɜɨɞɵ ɨɛ ɨɛɳɢɯ ɦɟɯɚɧɢɡɦɚɯ ɥɢɬɟɪɚɬɭɪɧɨɣ ɥɟɝɢɬɢɦɚɰɢɢ ɢ 
ɤɚɧɨɧɢɡɚɰɢɢ ɜ ɪɭɫɫɤɨɣ ɫɥɨɜɟɫɧɨɫɬɢ ɩɟɪɜɨɣ ɩɨɥɨɜɢɧɵ XIX ɜ. 
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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.I. 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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ȼɨɥɠɫɤɢɣ ɬɪɚɜɟɥɨɝ ɤɚɤ ɫɬɪɭɤɬɭɪɧɨ-ɯɭɞɨɠɟɫɬɜɟɧɧɚɹ ɦɨɞɢɮɢɤɚɰɢɹ 
ɩɭɬɟɜɨɝɨ ɨɱɟɪɤɚ – ɡɚɦɟɬɧɨɟ ɹɜɥɟɧɢɟ ɜ ɪɭɫɫɤɨɦ ɥɢɬɟɪɚɬɭɪɧɨɦ ɩɪɨɰɟɫɫɟ 
XIX ɜ., ɩɪɟɞɫɬɚɜɥɟɧɧɨɟ ɛɨɥɶɲɢɦ ɤɨɥɢɱɟɫɬɜɨɦ ɩɪɨɢɡɜɟɞɟɧɢɣ. «ɉɭɬɟ-
ɲɟɫɬɜɢɟ ɩɨ ȼɨɥɝɟ» ɜ ɞɢɧɚɦɢɤɟ ɜɪɟɦɟɧɧɨɝɨ ɪɚɡɜɢɬɢɹ ɪɟɩɪɟɡɟɧɬɢɪɨ-
ɜɚɧɨ ɫɨɱɢɧɟɧɢɹɦɢ Ɇ.ɂ. ɇɟɜɡɨɪɨɜɚ («ɉɭɬɟɲɟɫɬɜɢɟ ɜ Ʉɚɡɚɧɶ, ȼɹɬɤɭ ɢ 
Ɉɪɟɧɛɭɪɝ ɜ 1800 ɝɨɞɭ»), Ⱥ.Ɏ. ȼɨɟɣɤɨɜɚ («ɉɭɬɟɲɟɫɬɜɢɟ ɢɡ ɋɚɪɟɩɬɵ ɧɚ 
ɪɚɡɜɚɥɢɧɵ ɒɟɪɪɢ-ɋɚɪɚɹ, ɛɵɜɲɟɣ ɫɬɨɥɢɰɵ Ɂɨɥɨɬɨɣ Ɉɪɞɵ»), Ⱥ.Ⱥ. ɉɨ-
ɬɟɯɢɧɚ («ɉɭɬɶ ɩɨ ȼɨɥɝɟ ɜ 1851 ɝɨɞɭ», «ɋ ȼɟɬɥɭɝɢ»), ɋ.ȼ. Ɇɚɤɫɢɦɨɜɚ 
(«Ʉɭɥɶ ɯɥɟɛɚ ɢ ɟɝɨ ɩɨɯɨɠɞɟɧɢɹ»), Ⱥ.ɇ. Ɉɫɬɪɨɜɫɤɨɝɨ («ɉɭɬɟɲɟɫɬɜɢɟ 
ɩɨ ȼɨɥɝɟ ɨɬ ɢɫɬɨɤɨɜ ɞɨ ɇɢɠɧɟɝɨ ɇɨɜɝɨɪɨɞɚ»), Ɏ.Ⱦ. ɇɟɮɟɞɨɜɚ («ɗɬɧɨ-
ɝɪɚɮɢɱɟɫɤɢɟ ɧɚɛɥɸɞɟɧɢɹ ɧɚ ɩɭɬɢ ɩɨ ȼɨɥɝɟ ɢ ɟɟ ɩɪɢɬɨɤɚɦ»), ȼ.ɂ. Ɇɚ-
ɧɟɧɤɨɜɚ («ɉɨɜɨɥɠɫɤɢɟ ɨɱɟɪɤɢ», «ɇɚ ȼɨɥɝɟ»), ɇ.ɉ. Ȼɨɝɨɥɸɛɨɜɚ («ȼɨɥɝɚ 
ɨɬ Ɍɜɟɪɢ ɞɨ Ⱥɫɬɪɚɯɚɧɢ»), ȼ. ɋɢɞɨɪɨɜɚ («ɉɨ Ɋɨɫɫɢɢ. ȼɨɥɝɚ. ɉɭɬɟɜɵɟ 
ɡɚɦɟɬɤɢ ɢ ɜɩɟɱɚɬɥɟɧɢɹ ɨɬ ȼɚɥɞɚɹ ɞɨ Ʉɚɫɩɢɹ»), ɇ.Ɏ. ɘɲɤɨɜɚ («ɇɚ ɩɭɬɢ. 
Ɉɱɟɪɤɢ ɢ ɧɚɛɪɨɫɤɢ ɨɬ Ʉɚɡɚɧɢ ɞɨ ɐɚɪɢɰɵɧɚ»), Ƚ. ɢ ɇ. ɑɟɪɧɟɰɨɜɵɯ 
(«ɉɭɬɟɲɟɫɬɜɢɟ ɩɨ ȼɨɥɝɟ»), Ɇ.ɂ. ɋɟɦɟɜɫɤɨɝɨ («Ɉɬ Ɍɜɟɪɢ ɞɨ Ⱥɫɬɪɚɯɚɧɢ»), 
Ʉ.ɉ. ɉɨɛɟɞɨɧɨɫɰɟɜɚ («ɉɢɫɶɦɚ ɨ ɩɭɬɟɲɟɫɬɜɢɢ ɝɨɫɭɞɚɪɹ ɧɚɫɥɟɞɧɢɤɚ ɰɟ-
ɫɚɪɟɜɢɱɚ ɩɨ Ɋɨɫɫɢɢ»), ȼ.Ƚ. Ʉɨɪɨɥɟɧɤɨ («ȼ ɩɭɫɬɵɧɧɵɯ ɦɟɫɬɚɯ. ɂɡ ɩɨ-
ɟɡɞɤɢ ɩɨ ȼɟɬɥɭɝɟ ɢ Ʉɟɪɠɟɧɰɭ»), Ⱥ.Ɏ. ɉɢɫɟɦɫɤɨɝɨ («ɉɭɬɟɜɵɟ ɨɱɟɪɤɢ»), 
Ʉ.Ʉ. ɋɥɭɱɟɜɫɤɨɝɨ («ȼɧɢɡ ɩɨ ȼɨɥɝɟ»), ȼɚɫ.ɂɜ. ɇɟɦɢɪɨɜɢɱɚ-Ⱦɚɧɱɟɧɤɨ 
(«ȼɟɥɢɤɚɹ ɪɟɤɚ: ɤɚɪɬɢɧɚ ɢɡ ɠɢɡɧɢ ɢ ɩɪɢɪɨɞɵ ɧɚ ȼɨɥɝɟ»), Ⱥ.Ⱥ. Ʉɨɪɢɧɮ-
ɫɤɨɝɨ («ȼɨɥɝɚ. ɋɤɚɡɚɧɢɹ, ɤɚɪɬɢɧɵ ɢ ɞɭɦɵ»), Ⱥ.ɉ. ȼɚɥɭɟɜɨɣ («ɉɨ ȼɟ-
ɥɢɤɨɣ ɪɭɫɫɤɨɣ ɪɟɤɟ: ɨɱɟɪɤɢ ɢ ɤɚɪɬɢɧɵ ɉɨɜɨɥɠɶɹ») ɢ ɦɧɨɝɢɯ-ɦɧɨɝɢɯ 
ɞɪɭɝɢɯ.  

Ɍɪɚɜɟɥɨɝ ɩɪɢɜɥɟɤɚɟɬ ɜɧɢɦɚɧɢɟ ɫɨɜɪɟɦɟɧɧɵɯ ɢɫɫɥɟɞɨɜɚɬɟɥɟɣ ɤɚɤ  
ɜ ɟɝɨ ɲɢɪɨɤɨɦ ɜɪɟɦɟɧɧɨɦ ɬɨɩɨɝɪɚɮɢɱɟɫɤɨɦ ɢ ɫɸɠɟɬɧɨɦ ɞɢɚɩɚɡɨɧɟ [1], 
ɬɚɤ ɢ ɜ ɪɟɝɢɨɧɚɥɶɧɨɦ ɩɪɨɹɜɥɟɧɢɢ – «ɭɪɚɥɶɫɤɨɦ» [2], «ɬɜɟɪɫɤɨɦ» [3]. 
ȼɨɥɠɫɤɢɣ ɬɪɚɜɟɥɨɝ ɤɚɤ ɰɟɥɨɫɬɧɚɹ ɫɬɪɭɤɬɭɪɧɨ-ɠɚɧɪɨɜɚɹ ɞɟɮɢɧɢɰɢɹ 
ɧɟ ɛɵɥ ɨɛɴɟɤɬɨɦ ɫɩɟɰɢɚɥɶɧɨɝɨ ɪɚɫɫɦɨɬɪɟɧɢɹ ɜ ɫɨɜɪɟɦɟɧɧɨɣ ɮɢɥɨɥɨ-
ɝɢɱɟɫɤɨɣ ɧɚɭɤɟ. ɇɟɤɨɬɨɪɵɟ ɚɫɩɟɤɬɵ ɢɡɭɱɟɧɢɹ ɩɪɨɛɥɟɦɚɬɢɤɢ, ɷɬɧɨ-
ɤɭɥɶɬɭɪɧɨɣ ɢɞɟɧɬɢɮɢɤɚɰɢɢ ɢ ɩɨɷɬɢɤɢ ɩɭɬɟɲɟɫɬɜɢɹ ɡɚɬɪɨɧɭɬɵ ɜ ɧɚɲɢɯ 
ɫɬɚɬɶɹɯ [4–6].  

Ɉɫɨɛɵɣ ɧɚɭɱɧɵɣ ɢɧɬɟɪɟɫ ɜ ɜɨɥɠɫɤɨɦ ɬɪɚɜɟɥɨɝɟ ɩɪɟɞɫɬɚɜɥɹɟɬ ɩɪɨ-
ɛɥɟɦɚ ɢɡɨɛɪɚɠɟɧɢɹ ɢɧɨɷɬɢɱɟɫɤɨɝɨ, ɧɟɪɭɫɫɤɨɝɨ ɜ ɟɝɨ ɪɚɡɧɨɨɛɪɚɡɧɵɯ 
ɪɟɥɢɝɢɨɡɧɨ-ɤɭɥɶɬɭɪɧɵɯ ɩɪɨɹɜɥɟɧɢɹɯ, ɯɭɞɨɠɟɫɬɜɟɧɧɨɣ ɩɟɪɟɞɚɱɢ ɩɨ-
ɥɢɷɬɧɨɤɨɧɮɟɫɫɢɨɧɚɥɶɧɨɝɨ ɦɢɪɚ. ȼɨɥɝɚ ɜ ɬɪɚɜɟɥɨɝɟ ɩɪɟɞɫɬɚɟɬ ɤɚɤ «ɜɟ-
ɥɢɤɢɣ ɇɨɟɜ ɤɨɜɱɟɝ», ɤɚɤ ɭɧɢɤɚɥɶɧɚɹ «ɷɬɧɨɝɪɚɮɢɱɟɫɤɚɹ ɜɵɫɬɚɜɤɚ», ɛɟɡ 
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ɤɨɬɨɪɨɣ ɧɟɜɨɡɦɨɠɧɨ ɩɨɧɹɬɶ ɢ ɩɨɫɬɢɱɶ «Ƚɨɫɭɞɚɪɫɬɜɨ Ɋɨɫɫɢɣɫɤɨɟ», 
«ɛɟɫɩɪɟɞɟɥɶɧɨɟ Ɉɬɟɱɟɫɬɜɨ»: «Ʉɬɨ ɧɟ ɡɧɚɟɬ ȼɨɥɝɢ, ɧɟ ɡɧɚɟɬ Ɋɨɫɫɢɢ» [7. 
ɋ. 229]. ȼ ɩɭɬɟɲɟɫɬɜɢɢ ɭɬɜɟɪɠɞɚɟɬɫɹ ɫɚɤɪɚɥɶɧɵɣ ɨɛɪɚɡ ɜɟɥɢɤɨɣ ɪɟɤɢ 
ɤɚɤ ɦɚɬɟɪɢ ɪɭɫɫɤɨɝɨ ɧɚɪɨɞɚ ɢ ɧɟɪɭɫɫɤɢɯ ɩɨɜɨɥɠɫɤɢɯ ɷɬɧɨɫɨɜ. 

Ɇɭɫɭɥɶɦɚɧɫɤɨɟ (ɬɚɬɚɪɫɤɨɟ) ɤɚɤ ɨɫɨɛɚɹ ɯɚɪɚɤɬɟɪɨɥɨɝɢɹ ɪɨɫɫɢɣɫɤɨɣ 
ɞɟɣɫɬɜɢɬɟɥɶɧɨɫɬɢ, ɤɚɤ ɢɧɚɹ ɪɟɥɢɝɢɨɡɧɚɹ ɬɪɚɞɢɰɢɹ ɩɪɢɜɥɟɤɚɟɬ ɜɧɢɦɚ-
ɧɢɟ ɪɭɫɫɤɢɯ ɩɢɫɚɬɟɥɟɣ. ȼ.ȼ. Ɋɨɡɚɧɨɜ, ɨɛɪɚɡɧɨ ɧɚɡɵɜɚɹ ȼɨɥɝɭ «Ɋɭɫ-
ɫɤɢɦ ɇɢɥɨɦ», ɨɬɦɟɱɚɟɬ, ɱɬɨ ɡɞɟɫɶ «ɫɥɢɜɚɸɬɫɹ ȼɟɥɢɤɨɪɨɫɫɢɹ, ɫɥɚɜɹɧ-
ɳɢɧɚ ɫ ɨɛɲɢɪɧɵɦ ɦɭɫɭɥɶɦɚɧɫɤɨ-ɦɨɧɝɨɥɶɫɤɢɦ ɦɢɪɨɦ»: «Ʉɚɤɨɣ ɬɨɠɟ 
ɦɢɪ, ɤɚɤɚɹ ɞɪɟɜɧɨɫɬɶ – ɞɪɭɝɨɣ ɫɚɦɨɫɬɨɹɬɟɥɶɧɵɣ “ɫɬɨɥɩ ɦɢɪɚ”… Ɇɚ-
ɝɨɦɟɬɨɜɨ ɰɚɪɫɬɜɨ» [8]. Ɋɟɰɟɩɰɢɹ ɧɟɪɭɫɫɤɨɝɨ ɪɨɫɫɢɣɫɤɨɝɨ ɜ ɟɝɨ ɪɚɡɧɨ-
ɨɛɪɚɡɧɵɯ ɤɭɥɶɬɭɪɧɨ-ɪɟɥɢɝɢɨɡɧɵɯ ɦɚɧɢɮɟɫɬɚɰɢɹɯ – ɨɞɧɚ ɢɡ ɧɚɪɪɚɬɢɜ-
ɧɵɯ ɫɬɪɚɬɟɝɢɣ ɜɨɥɠɫɤɨɝɨ ɬɪɚɜɟɥɨɝɚ.  

ȼ ɬɪɚɜɟɥɨɝɟ ɇ.ɉ. Ȼɨɝɨɥɸɛɨɜɚ «ȼɨɥɝɚ ɨɬ Ɍɜɟɪɢ ɞɨ Ⱥɫɬɪɚɯɚɧɢ» 
ɩɪɟɞɫɬɚɸɬ ɦɭɫɭɥɶɦɚɧɫɤɢɟ ɤɨɧɫɬɚɧɬɵ ɉɨɜɨɥɠɶɹ. Ɉɩɢɫɚɧɢɟ ɫɪɟɞɧɟɣ 
ȼɨɥɝɢ ɢ ɞɨɫɬɨɩɪɢɦɟɱɚɬɟɥɶɧɨɫɬɟɣ Ʉɚɡɚɧɢ ɫɨɩɪɨɜɨɠɞɚɟɬɫɹ ɩɪɨɫɬɪɚɧ-
ɧɵɦ ɢɫɬɨɪɢɱɟɫɤɢɦ ɷɤɫɤɭɪɫɨɦ, ɞɚɸɳɢɦ ɱɢɬɚɬɟɥɸ ɩɪɟɞɫɬɚɜɥɟɧɢɟ ɨ ɜɡɚ-
ɢɦɨɨɬɧɨɲɟɧɢɹɯ ɪɭɫɫɤɢɯ ɤɧɹɡɟɣ ɫ ɬɚɬɚɪɫɤɢɦɢ ɯɚɧɚɦɢ, ɨɛ ɨɫɧɨɜɚɧɢɢ 
ɬɚɬɚɪɫɤɨɝɨ ɯɚɧɫɬɜɚ ɢ ɢɫɬɨɪɢɢ ɩɨɤɨɪɟɧɢɹ Ʉɚɡɚɧɢ. ɗɬɨɬ ɦɚɬɟɪɢɚɥ ɧɟ 
ɬɨɥɶɤɨ ɷɤɫɬɪɚɩɨɥɢɪɭɟɬ ɜ ɬɟɤɫɬ ɛɨɥɶɲɨɝɨ ɨɛɴɟɦɚ ɩɥɚɫɬ ɢɫɬɨɪɢɱɟɫɤɢɯ 
ɫɜɟɞɟɧɢɣ ɢ ɫɨɛɵɬɢɣ, ɧɨ ɢ, ɨɛɥɚɞɚɹ «ɩɚɮɨɫɨɦ ɞɢɫɬɚɧɰɢɢ» (Ɇ. Ȼɚɯɬɢɧ), 
ɝɟɧɟɪɢɪɭɟɬ ɜ ɬɪɚɜɟɥɨɝɟ ɩɨɷɬɢɱɟɫɤɭɸ «ɩɚɦɹɬɶ ɦɟɫɬɚ». 

ɗɬɧɨɤɭɥɶɬɭɪɧɚɹ ɪɟɩɪɟɡɟɧɬɚɰɢɹ ɬɚɬɚɪ ɫɨɡɞɚɟɬɫɹ ɨɩɢɫɚɧɢɟɦ ɭɤɥɚɞɚ 
ɠɢɡɧɢ, ɨɛɵɱɚɟɜ ɢ ɩɪɚɡɞɧɢɤɨɜ ɫ ɜɵɞɟɥɟɧɢɟɦ ɤɚɤ ɧɚɪɨɞɧɵɯ (ɋɚɛɚɧ, 
Ⱦɠɢɧ), ɬɚɤ ɢ ɪɟɥɢɝɢɨɡɧɵɯ (Ɋɚɦɚɡɚɧ ɢ Ʉɭɪɛɚɧ). ɇɚɰɢɨɧɚɥɶɧɚɹ ɬɪɚɞɢ-
ɰɢɹ ɩɪɟɞɫɬɚɟɬ ɜ ɟɟ ɨɫɧɨɜɧɵɯ ɦɨɦɟɧɬɚɯ: ɚɜɬɨɪ ɫɨɨɛɳɚɟɬ, ɱɬɨ ɋɚɛɚɧ 
ɛɵɜɚɟɬ ɜ ɧɚɱɚɥɟ ɜɟɫɧɵ, ɩɪɨɞɨɥɠɚɟɬɫɹ ɧɟɞɟɥɸ ɢ ɫɨɫɬɨɢɬ ɜ ɪɚɡɧɨɨɛɪɚɡ-
ɧɵɯ ɭɜɟɫɟɥɟɧɢɹɯ – «ɜ ɛɨɪɶɛɟ, ɫɤɚɱɤɟ ɧɚ ɥɨɲɚɞɹɯ, ɩɥɹɫɤɟ ɢ ɩɟɫɧɟ». 
ɇ.ɉ. Ȼɨɝɨɥɸɛɨɜ ɨɬɦɟɱɚɟɬ ɯɚɪɚɤɬɟɪɧɭɸ ɨɫɨɛɟɧɧɨɫɬɶ ɬɚɬɚɪɫɤɨɝɨ 
ɩɪɚɡɞɧɢɤɚ: ɫɬɪɨɝɨ ɫɨɛɥɸɞɚɸɬɫɹ «ɛɥɚɝɨɱɢɧɢɟ ɢ ɬɪɟɡɜɨɫɬɶ» [9. ɋ. 242]. 
ȼ ɩɟɪɟɞɚɱɟ ɪɟɥɢɝɢɨɡɧɨɝɨ ɩɪɢɫɭɬɫɬɜɭɟɬ ɜɧɭɬɪɟɧɧɹɹ ɞɢɮɮɟɪɟɧɰɢɚɰɢɹ, 
ɚɜɬɨɪ ɨɛɪɚɳɚɟɬ ɜɧɢɦɚɧɢɟ ɱɢɬɚɬɟɥɹ ɧɚ ɦɧɨɝɢɟ ɚɫɩɟɤɬɵ ɠɢɡɧɢ, ɫɜɹɡɚɧ-
ɧɵɟ ɫ ɜɟɪɨɢɫɩɨɜɟɞɚɧɢɟɦ: ɦɭɫɭɥɶɦɚɧɫɤɢɣ Ɋɚɦɚɡɚɧ ɩɪɨɜɨɞɢɬɫɹ ɜ ɦɨ-
ɥɢɬɜɟ, ɞɧɟɜɧɨɦ ɩɨɫɬɟ ɢ ɟɞɟ ɩɪɢ ɡɚɯɨɠɞɟɧɢɢ ɫɨɥɧɰɚ. ɗɬɨɬ ɩɪɚɡɞɧɢɤ 
ɛɵɜɚɟɬ ɥɟɬɨɦ ɢ ɩɨɷɬɨɦɭ ɬɪɭɞɟɧ ɞɥɹ ɪɚɛɨɬɚɸɳɢɯ, ɤɨɬɨɪɵɟ ɬɨɦɹɬɫɹ 
ɠɚɠɞɨɸ, ɧɨ ɧɟ ɩɶɸɬ, ɢɫɩɨɥɧɹɹ ɩɪɟɞɩɢɫɚɧɢɹ Ʉɨɪɚɧɚ. ɉɟɪɟɞɚɟɬɫɹ Ʉɭɪ-
ɛɚɧ, ɫɨɞɟɪɠɚɳɢɣ ɩɨɫɬ ɢ ɦɨɥɢɬɜɭ ɢ ɡɚɜɟɪɲɚɸɳɢɣɫɹ ɩɪɚɡɞɧɢɱɧɵɦ 
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ɠɟɪɬɜɨɩɪɢɧɨɲɟɧɢɟɦ; ɚɜɬɨɪ ɨɬɦɟɱɚɟɬ, ɱɬɨ ɝɨɥɨɜɚ ɠɟɪɬɜɵ ɨɛɪɚɳɟɧɚ 
ɧɟɩɪɟɦɟɧɧɨ ɧɚ ɜɨɫɬɨɤ, ɩɪɨɢɡɧɨɫɢɬɫɹ ɢɦɹ Ȼɨɝɚ, ɚ ɩɟɪɜɵɟ ɤɚɩɥɢ ɤɪɨɜɢ 
ɫɱɢɬɚɸɬɫɹ ɫɜɹɳɟɧɧɵɦɢ – ɩɪɢɫɭɬɫɬɜɭɸɳɢɟ ɦɚɠɭɬ ɢɦɢ ɝɥɚɡɚ, ɧɨɫ ɢ 
ɳɟɤɢ [9. ɋ. 242]. Ⱥɜɬɨɪ «ȼɨɥɝɢ ɨɬ Ɍɜɟɪɢ ɞɨ Ⱥɫɬɪɚɯɚɧɢ» ɯɚɪɚɤɬɟɪɢɡɭɟɬ 
«Ɍɨɪɠɟɫɬɜɟɧɧɭɸ ɧɨɱɶ», ɜ ɤɨɬɨɪɭɸ, ɩɨ ɦɭɫɭɥɶɦɚɧɫɤɢɦ ɩɨɜɟɪɶɹɦ, ɛɵɥ 
ɧɢɫɩɨɫɥɚɧ Ʉɨɪɚɧ. Ȼɨɝɨɥɸɛɨɜ ɡɚɦɟɱɚɟɬ, ɱɬɨ ɬɚɬɚɪɵ ɩɪɨɜɨɞɹɬ ɷɬɭ ɧɨɱɶ 
ɛɟɡ ɫɧɚ: ɞɥɹ ɢɫɩɨɥɧɟɧɢɹ «ɛɨɠɶɟɝɨ ɩɪɟɞɨɩɪɟɞɟɥɟɧɢɹ» ɢɦɟɧɧɨ ɜ ɷɬɨ 
ɜɪɟɦɹ ɤ ɦɭɫɭɥɶɦɚɧɚɦ ɧɢɫɯɨɞɹɬ ɚɧɝɟɥɵ [9. ɋ. 241]. ɉɢɫɚɬɟɥɶ ɩɨɤɚɡɵ-
ɜɚɟɬ ɭɤɨɪɟɧɟɧɧɨɫɬɶ ɬɚɬɚɪɫɤɨɝɨ ɧɚɪɨɞɚ ɜ ɪɟɥɢɝɢɨɡɧɨɣ ɬɪɚɞɢɰɢɢ. ɂɫ-
ɩɨɥɶɡɭɹ ɚɪɯɟɬɢɩɵ ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɫɨɡɧɚɧɢɹ, Ȼɨɝɨɥɸɛɨɜ ɫɨɡɞɚɟɬ «ɢɧɨɟ», 
«ɞɪɭɝɨɟ» ɜ ɪɭɫɫɤɨɦ ɤɭɥɶɬɭɪɧɨɦ ɩɪɨɫɬɪɚɧɫɬɜɟ – ɹɪɤɢɣ ɨɛɪɚɡ ɦɭɫɭɥɶ-
ɦɚɧɫɤɨɝɨ ɦɢɪɚ.  

Ʉɚɤ ɢ ɛɨɥɶɲɢɧɫɬɜɨ ɚɜɬɨɪɨɜ ɬɪɚɜɟɥɨɝɨɜ, Ȼɨɝɨɥɸɛɨɜ ɨɛɪɚɳɚɟɬɫɹ  
ɤ ɢɫɬɨɪɢɢ ɐɚɪɫɬɜɚ Ȼɨɥɝɚɪɫɤɨɝɨ, ɤɨɬɨɪɨɟ ɛɵɥɨ «ɫɢɥɶɧɨ ɢ ɛɨɝɚɬɨ»  
ɢ ɩɪɟɞɫɬɚɜɥɟɧɨ ɜ ɫɨɜɪɟɦɟɧɧɨɫɬɢ «ɪɚɡɜɚɥɢɧɚɦɢ». Ⱥɜɬɨɪ «ȼɨɥɝɢ ɨɬ 
Ɍɜɟɪɢ ɞɨ Ⱥɫɬɪɚɯɚɧɢ» ɢɡɥɚɝɚɟɬ ɱɢɬɚɬɟɥɸ ɨɫɧɨɜɧɵɟ ɷɬɚɩɵ ɫɭɳɟɫɬɜɨɜɚ-
ɧɢɹ ɷɬɨɝɨ ɞɪɟɜɧɟɝɨ ɨɛɪɚɡɨɜɚɧɢɹ. ɋɬɨɥɢɰɚ Ȼɨɥɝɚɪɵ ɛɵɥɚ «ɫɤɥɚɞɨɱɧɵɦ 
ɩɭɧɤɬɨɦ ɬɨɜɚɪɨɜ» ɞɥɹ ȼɨɫɬɨɤɚ ɢ Ɂɚɩɚɞɚ. ɇɚɲɟɫɬɜɢɹ Ȼɚɬɵɹ ɢ ɩɨɥɱɢɳɚ 
Ɍɢɦɭɪɚ ɫɨɤɪɭɲɢɥɢ Ȼɨɥɝɚɪɫɤɨɟ ɰɚɪɫɬɜɨ, ɧɚ ɪɭɢɧɚɯ ɤɨɬɨɪɨɝɨ ɢ ɜɨɡ-
ɧɢɤɥɨ Ʉɚɡɚɧɫɤɨɟ ɯɚɧɫɬɜɨ: «ɧɨɜɵɟ ɨɛɢɬɚɬɟɥɢ» ɫɦɟɲɚɥɢɫɶ ɫ ɩɨɤɨɪɟɧ-
ɧɵɦ ɧɚɪɨɞɨɦ, ɢ «ɩɪɨɦɵɲɥɟɧɧɵɣ ɞɭɯ Ȼɨɥɝɚɪ» ɫɨɫɪɟɞɨɬɨɱɢɥɫɹ ɜ Ʉɚ-
ɡɚɧɢ, ɤɨɬɨɪɚɹ ɫɨɯɪɚɧɹɟɬ ɷɬɨɬ ɯɚɪɚɤɬɟɪ ɞɨ ɫɢɯ ɩɨɪ [9. ɋ. 230]. 

ȼ ɬɪɚɜɟɥɨɝɟ Ȼɨɝɨɥɸɛɨɜɚ ȼɨɥɝɚ ɧɚ ɩɪɨɬɹɠɟɧɢɢ ɫɜɨɟɝɨ ɬɟɱɟɧɢɹ ɫɬɚ-
ɧɨɜɢɬɫɹ ɫɜɨɟɨɛɪɚɡɧɵɦ ɦɚɪɤɟɪɨɦ ɧɚɰɢɨɧɚɥɶɧɨɝɨ. ȿɫɥɢ ɜ ɜɟɪɯɧɟɦ  
ɬɟɱɟɧɢɢ ɪɟɤɚ ɪɭɫɫɤɚɹ, ɬɨ ɜ ɫɪɟɞɧɟɦ ɢ ɧɢɠɧɟɦ ɨɧɚ «ɢɧɨɪɨɞɱɟɫɤɚɹ»: ɬɚ-
ɬɚɪɫɤɚɹ, ɦɨɪɞɨɜɫɤɚɹ, ɧɟɦɟɰɤɚɹ. ȼ ɷɬɨɦ ɫɨɟɞɢɧɟɧɢɢ ɪɚɡɥɢɱɧɵɯ ɤɭɥɶ-
ɬɭɪɧɨ-ɪɟɥɢɝɢɨɡɧɵɯ ɤɨɧɫɬɚɧɬ ɉɨɜɨɥɠɶɹ ɨɫɨɛɟɧɧɨ ɹɪɤɨ ɩɪɟɞɫɬɚɟɬ ɬɚ-
ɬɚɪɫɤɚɹ, ɦɭɫɭɥɶɦɚɧɫɤɚɹ ɯɚɪɚɤɬɟɪɨɥɨɝɢɹ.  

ɋ. Ɇɨɧɚɫɬɵɪɫɤɢɣ ɜ ɬɪɚɜɟɥɨɝɟ «ɂɥɥɸɫɬɪɢɪɨɜɚɧɧɵɣ ɫɩɭɬɧɢɤ ɩɨ ȼɨɥ-
ɝɟ», ɨɛɪɚɳɚɹɫɶ ɤ ɡɧɚɱɢɦɵɦ ɩɚɦɹɬɧɵɦ ɦɟɫɬɚɦ, ɜɵɞɟɥɹɟɬ ɨɫɨɛɨ ɦɭɫɭɥɶ-
ɦɚɧɫɤɢɟ ɞɨɦɢɧɚɧɬɵ ȼɨɥɝɢ, Ʉɚɡɚɧɶ – «ɭɦɫɬɜɟɧɧɵɣ ɰɟɧɬɪ ɉɨɜɨɥɠɶɹ», 
ɤɨɬɨɪɵɣ ɨɩɪɟɞɟɥɹɟɬɫɹ ɢɦ ɤɚɤ «ɩɨɪɨɝ ɢɡ ȿɜɪɨɩɵ ɜ Ⱥɡɢɸ» [10. ɋ. 93]. 
Ⱥɜɬɨɪ ɬɪɚɜɟɥɨɝɚ ɞɚɟɬ ɩɪɨɫɬɪɚɧɧɵɣ ɢɫɬɨɪɢɱɟɫɤɢɣ ɨɛɡɨɪ «ɛɨɪɶɛɵ ɞɜɭɯ 
ɜɟɥɢɤɚɧɨɜ» – Ɇɨɫɤɜɵ ɢ Ʉɚɡɚɧɢ, ɤɨɬɨɪɚɹ ɫɜɹɡɚɧɚ ɜ ɩɚɦɹɬɢ ɤɚɤ ɫ ɢɦɟɧɚɦɢ 
ɜɟɥɢɤɢɯ ɪɭɫɫɤɢɯ ɤɧɹɡɟɣ (ȼɚɫɢɥɢɹ Ɍɟɦɧɨɝɨ, ɂɨɚɧɧɚ III, ȼɚɫɢɥɢɹ IV), 
ɬɚɤ ɢ ɫ ɢɦɟɧɚɦɢ ɤɚɡɚɧɫɤɢɯ ɯɚɧɨɜ (ɍɥɭ-Ɇɚɯɦɟɬɚ, ɂɛɪɚɝɢɦɚ, ɒɢɝ-Ⱥɥɟɹ, 
ɋɚɮɚ-Ƚɢɪɟɹ). Ɉɞɧɚɤɨ ɢɫɬɨɪɢɱɟɫɤɢɟ ɫɜɟɞɟɧɢɹ ɢ ɮɚɤɬɵ ɜ ɬɪɚɜɟɥɨɝɟ 
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ɋ. Ɇɨɧɚɫɬɵɪɫɤɨɝɨ, ɤɚɤ ɢ ɭ ɦɧɨɝɢɯ ɚɜɬɨɪɨɜ «ɩɭɬɟɲɟɫɬɜɢɹ ɩɨ ȼɨɥɝɟ», 
ɞɚɸɬɫɹ ɜ ɫɨɩɪɨɜɨɠɞɟɧɢɢ ɩɨɷɬɢɱɟɫɤɢɯ ɥɟɝɟɧɞ ɢ ɩɪɟɞɚɧɢɣ, ɤɚɤ ɪɭɫ-
ɫɤɢɯ, ɬɚɤ ɢ ɢɧɨɧɚɰɢɨɧɚɥɶɧɵɯ. ɋɥɟɞɭɟɬ ɜɵɞɟɥɢɬɶ ɬɚɤɭɸ ɫɬɪɭɤɬɭɪɧɭɸ 
ɨɫɨɛɟɧɧɨɫɬɶ «ɩɭɬɟɲɟɫɬɜɢɹ ɩɨ ȼɨɥɝɟ», ɤɚɤ ɢɧɨɷɬɧɢɱɟɫɤɢɣ ɥɟɝɟɧɞɚɪ-
ɧɵɣ ɬɟɤɫɬ, ɚɤɬɢɜɧɨ ɩɪɢɫɭɬɫɬɜɭɸɳɢɣ ɜ ɯɭɞɨɠɟɫɬɜɟɧɧɨɦ ɩɪɨɫɬɪɚɧɫɬɜɟ 
ɩɪɨɢɡɜɟɞɟɧɢɹ. ɉɨɫɬɪɨɣɤɚ ɞɪɟɜɧɟɣ Ʉɚɡɚɧɢ (ɂɫɤɢ-Ʉɚɡɚɧɢ) ɫɨɩɪɨɜɨɠɞɚ-
ɟɬɫɹ ɭ Ɇɨɧɚɫɬɵɪɫɤɨɝɨ ɞɜɭɦɹ ɜɚɪɢɚɧɬɚɦɢ ɬɚɬɚɪɫɤɢɯ ɩɪɟɞɚɧɢɣ, ɢɦɟɸ-
ɳɢɯ «ɨɛɳɟɟ ɨɫɧɨɜɚɧɢɟ». ɉɨ ɨɞɧɨɣ ɢɡ ɧɢɯ Ⱥɥɬɵɧ, ɫɩɚɫɲɢɣɫɹ ɫɵɧ 
«ɛɨɥɝɚɪɫɤɨɝɨ ɰɚɪɹ», ɤɚɡɧɟɧɧɨɝɨ ɯɚɧɨɦ Ɂɨɥɨɬɨɣ Ɉɪɞɵ Ʌɚɧ-Ɍɟɦɢɪɥɚ-
ɧɨɦ, ɩɨɫɬɪɨɢɥ ɧɚ ɪɟɤɟ ɦɚɥɟɧɶɤɢɣ ɝɨɪɨɞɨɤ. ɉɨ ɞɪɭɝɨɦɭ ɜɚɪɢɚɧɬɭ ɥɟ-
ɝɟɧɞɵ ɫɚɦ ɯɚɧ Ȼɚɬɵɣ ɨɯɨɬɢɥɫɹ ɜ ɷɬɢɯ ɦɟɫɬɚɯ. ȼ ɨɛɨɢɯ ɫɥɭɱɚɹɯ ɨɞɢɧ 
ɢɡ ɫɥɭɝ ɭɪɨɧɢɥ ɜ ɪɟɤɭ ɱɭɝɭɧɧɵɣ ɤɨɬɟɥ (ɩɨ-ɬɚɬɚɪɫɤɢ ɤɚɡɚɧ) – ɨɬɫɸɞɚ ɢ 
ɩɨɲɥɨ ɧɚɡɜɚɧɢɟ ɝɨɪɨɞɚ ɢ ɪɟɤɢ. ɉɢɫɚɬɟɥɶ ɩɟɪɟɞɚɟɬ ɢ ɢɫɬɨɪɢɸ ɨɫɧɨɜɚ-
ɧɢɹ «ɧɨɜɨɣ» Ʉɚɡɚɧɢ, ɬɚɤɠɟ ɫɨɩɪɨɜɨɠɞɚɹ ɟɟ ɬɚɬɚɪɫɤɨ-ɪɭɫɫɤɢɦɢ ɩɪɟɞɚ-
ɧɢɹɦɢ. Ɉɞɧɚ ɢɡ ɥɟɝɟɧɞ ɪɚɫɫɤɚɡɵɜɚɟɬ ɨ ɫɬɪɚɲɧɨɦ ɤɪɵɥɚɬɨɦ ɡɦɟɟ  
Ⱦɠɟɥɚɧɬɚɭ (ɩɨ-ɪɭɫɫɤɢ Ɂɢɥɚɧɬɟ) ɨ ɞɜɭɯ ɝɨɥɨɜɚɯ, ɨɞɧɚ ɢɡ ɤɨɬɨɪɵɯ ɛɵɥɚ  
ɡɦɟɢɧɚɹ, ɚ ɞɪɭɝɚɹ – «ɜɨɥɨɜɶɹ» [10. ɋ. 97]. Ⱦɪɭɝɨɟ ɛɵɬɭɸɳɟɟ ɩɪɟɞɚɧɢɟ 
ɨ ɱɟɥɨɜɟɱɟɫɤɨɣ ɠɟɪɬɜɟ: ɧɚ ɦɟɫɬɟ ɡɚɥɨɠɟɧɢɹ ɧɨɜɨɝɨ ɝɨɪɨɞɚ ɧɟɨɛɯɨ-
ɞɢɦɨ ɛɵɥɨ ɠɢɜɵɦ ɡɚɤɨɩɚɬɶ ɜ ɡɟɦɥɸ ɨɞɧɨɝɨ ɢɡ ɬɪɟɯ ɩɨɫɥɚɧɧɵɯ, ɧɚ 
ɤɨɝɨ ɭɤɚɠɟɬ ɠɪɟɛɢɣ. ȼɦɟɫɬɨ ɯɚɧɫɤɨɝɨ ɫɵɧɚ, ɧɚ ɤɨɬɨɪɨɝɨ ɩɚɥ ɠɪɟɛɢɣ, 
ɡɚɤɨɩɚɥɢ ɫɨɛɚɤɭ. ɉɟɪɟɠɢɜɚɜɲɢɣ ɫɦɟɪɬɶ ɫɵɧɚ ɫɬɚɪɵɣ ɯɚɧ ɜɧɚɱɚɥɟ ɨɛ-
ɪɚɞɨɜɚɥɫɹ, ɱɬɨ ɨɧ ɠɢɜ, ɧɨ ɡɚɬɟɦ ɭɜɢɞɟɥ ɜ ɷɬɨɦ ɨɛɦɚɧɟ ɞɭɪɧɨɣ ɡɧɚɤ – 
ɩɪɟɞɡɧɚɦɟɧɨɜɚɧɢɟ ɩɚɞɟɧɢɹ ɝɨɪɨɞɚ. Ⱥɜɬɨɪ ɞɚɟɬ ɩɨɹɫɧɟɧɢɹ ɤ ɬɚɬɚɪɫɤɢɦ 
ɩɪɟɞɚɧɢɹɦ: ɨɛɴɹɫɧɟɧɢɟ ɩɪɢɱɢɧɵ ɩɚɞɟɧɢɹ Ʉɚɡɚɧɢ ɫɜɹɡɚɧɨ ɫ ɟɟ «ɮɚɥɶ-
ɲɢɜɵɦ», ɚ ɧɟ ɧɚɫɬɨɹɳɢɦ ɡɚɪɨɤɨɦ: Ⱦɠɟɥɚɧɬɚɭ ɩɪɟɞɫɬɚɜɥɹɟɬɫɹ ɩɨ ɬɚ-
ɬɚɪɫɤɢɦ ɩɪɟɞɚɧɢɹɦ «ɫɢɦɜɨɥɨɦ ɞɪɟɜɧɟɝɨ ɢɞɨɥɨɩɨɤɥɨɧɫɬɜɚ», ɩɨɛɟɠ-
ɞɟɧɧɨɝɨ ɦɭɫɭɥɶɦɚɧɫɬɜɨɦ [10. ɋ. 97–98]. Ɉɞɧɨɜɪɟɦɟɧɧɨ ɫ ɬɚɬɚɪɫɤɢɦɢ 
ɥɟɝɟɧɞɚɦɢ ɩɪɢɫɭɬɫɬɜɭɸɬ ɢ ɪɭɫɫɤɢɟ ɮɨɥɶɤɥɨɪɧɵɟ ɜɚɪɢɚɧɬɵ. Ɇɨɧɚ-
ɫɬɵɪɫɤɢɣ ɭɬɜɟɪɠɞɚɟɬ, ɱɬɨ ɧɚɰɢɨɧɚɥɶɧɵɟ ɢɫɬɨɱɧɢɤɢ ɜ ɨɫɧɨɜɟ ɫɜɨɟɣ 
«ɬɨɠɞɟɫɬɜɟɧɧɵ», ɪɚɡɥɢɱɧɵ ɬɨɥɶɤɨ ɨɛɴɹɫɧɟɧɢɹ ɩɪɢɱɢɧ ɨɫɧɨɜɚɧɢɹ ɢ 
ɩɚɞɟɧɢɹ Ʉɚɡɚɧɢ, ɱɬɨ ɨɛɭɫɥɨɜɥɟɧɨ ɪɟɥɢɝɢɨɡɧɵɦɢ ɩɪɟɞɫɬɚɜɥɟɧɢɹɦɢ 
ɧɚɪɨɞɨɜ [10. ɋ. 99]. ɂɦɛɪɢɤɚɰɢɹ ɧɚɰɢɨɧɚɥɶɧɵɯ ɬɟɤɫɬɨɜ ɫɨɡɞɚɟɬ ɜ ɩɪɨ-
ɢɡɜɟɞɟɧɢɢ Ɇɨɧɚɫɬɵɪɫɤɨɝɨ ɹɪɤɢɣ ɮɨɥɶɤɥɨɪɧɨ-ɦɢɮɨɥɨɝɢɱɟɫɤɢɣ ɨɛɪɚɡ 
ɝɨɪɨɞɚ. ȼ ɜɨɥɠɫɤɨɦ ɬɪɚɜɟɥɨɝɟ ɦɵ ɧɚɛɥɸɞɚɟɦ ɦɟɠɤɭɥɶɬɭɪɧɵɣ ɞɢɚɥɨɝ, 
ɚɤɬɢɜɧɵɣ ɩɪɨɰɟɫɫ «ɬɪɚɧɫɩɥɚɧɬɚɰɢɢ ɤɭɥɶɬɭɪ» (Ⱦ. Ʌɢɯɚɱɟɜ).  

Ⱦɚɟɬɫɹ ɜ ɫɨɱɢɧɟɧɢɢ Ɇɨɧɚɫɬɵɫɤɨɝɨ ɢ ɨɩɢɫɚɧɢɟ Ʉɚɡɚɧɫɤɨɝɨ Ʉɪɟɦɥɹ 
ɢ ɞɨɫɬɨɩɪɢɦɟɱɚɬɟɥɶɧɨɫɬɟɣ ɝɨɪɨɞɚ, ɤɨɬɨɪɵɟ ɩɪɟɞɫɬɚɸɬ ɜ «ɫɨɨɪɭɠɟɧɢɹɯ» 
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ɪɚɡɧɵɯ ɪɟɥɢɝɢɣ – ɩɪɚɜɨɫɥɚɜɧɵɯ ɫɨɛɨɪɨɜ ɢ ɰɟɪɤɜɟɣ ɢ ɦɭɫɭɥɶɦɚɧɫɤɢɯ 
ɩɚɦɹɬɧɢɤɨɜ. ȼ ɜɨɥɠɫɤɨɦ ɬɪɚɜɟɥɨɝɟ ɫɬɚɧɨɜɢɬɫɹ ɩɨɫɬɨɹɧɧɵɦ ɨɩɢɫɚɧɢɟ 
ɛɚɲɧɢ ɋɸɦɛɟɤɢ, ɢ ɚɜɬɨɪ «ɂɥɥɸɫɬɪɢɪɨɜɚɧɧɨɝɨ ɫɩɭɬɧɢɤɚ ɩɨ ȼɨɥɝɟ» 
ɷɬɨɝɨ ɬɨɠɟ ɧɟ ɢɡɛɟɝɚɟɬ: ɫɬɪɨɟɧɢɟ ɩɚɦɹɬɧɢɤɚ ɫɨɩɪɨɜɨɠɞɚɟɬɫɹ ɢɡɥɨɠɟ-
ɧɢɟɦ ɪɟɚɥɶɧɨɣ ɠɢɡɧɢ ɢ ɩɨɷɬɢɱɟɫɤɨɣ ɢɫɬɨɪɢɢ «ɬɚɬɚɪɫɤɨɣ ɰɚɪɢɰɵ», 
ɢɦɹ ɤɨɬɨɪɨɣ ɫɞɟɥɚɥɨɫɶ «ɥɟɝɟɧɞɚɪɧɵɦ». ɉɟɪɟɞɚɜɚɟɦɚɹ ɢɫɬɨɪɢɹ ɋɸɦ-
ɛɢɤɢ (ɤɚɤ ɩɨɹɫɧɹɟɬ Ɇɨɧɚɫɬɵɪɫɤɢɣ, ɩɪɚɜɢɥɶɧɟɟ ɛɭɞɟɬ «ɋɸɸɦɛɢɤɢ»), 
ɩɪɨɧɢɤɧɭɬɚ ɧɟɩɨɞɞɟɥɶɧɵɦ ɫɨɱɭɜɫɬɜɢɟɦ: ɸɧɚɹ ɰɚɪɢɰɚ ɢɫɩɵɬɚɥɚ 
ɦɧɨɝɨ ɝɨɪɹ ɢ ɫɬɪɚɞɚɧɢɣ, ɝɥɚɜɧɨɟ ɢɡ ɤɨɬɨɪɵɯ – «ɩɚɞɟɧɢɟ ɫɜɨɟɝɨ ɨɬɟɱɟ-
ɫɬɜɚ». Ɇɨɧɚɫɬɵɪɫɤɢɣ ɪɢɫɭɟɬ ɬɪɨɝɚɬɟɥɶɧɭɸ ɫɰɟɧɭ ɩɪɨɳɚɧɢɹ ɋɸɦɛɢɤɢ 
ɫɨ ɫɜɨɢɦ ɧɚɪɨɞɨɦ: ɩɟɪɟɞɚɟɬ ɟɟ ɩɥɚɱ ɧɚɞ ɝɪɨɛɧɢɰɟɣ ɋɚɮɚ-Ƚɢɪɟɹ, ɰɢɬɢ-
ɪɭɟɦɵɣ ɩɨ «ɂɫɬɨɪɢɢ ɝɨɫɭɞɚɪɫɬɜɚ Ɋɨɫɫɢɣɫɤɨɝɨ» ɇ.Ɇ. Ʉɚɪɚɦɡɢɧɚ [10. 
ɋ. 125]. Ⱥɜɬɨɪ ɬɪɚɜɟɥɨɝɚ ɨɬɫɵɥɚɟɬ ɱɢɬɚɬɟɥɹ ɤ ɤɨɧɤɪɟɬɧɵɦ ɫɬɪɚɧɢɰɚɦ 
ɷɬɨɝɨ ɫɨɱɢɧɟɧɢɹ. ɇɟɨɛɯɨɞɢɦɨ ɨɬɦɟɬɢɬɶ ɨɞɧɭ ɯɚɪɚɤɬɟɪɢɫɬɢɱɟɫɤɭɸ 
ɱɟɪɬɭ ɜɨɥɠɫɤɨɝɨ ɬɪɚɜɟɥɨɝɚ: ɩɨɦɢɦɨ ɥɨɤɚɥɶɧɵɯ ɮɨɥɶɤɥɨɪɧɨ-ɦɢɮɨɥɨ-
ɝɢɱɟɫɤɢɯ ɢɫɬɨɱɧɢɤɨɜ ɨɧ ɫɬɪɭɤɬɭɪɢɪɭɟɬ ɜ ɫɜɨɟɣ ɯɭɞɨɠɟɫɬɜɟɧɧɨɣ ɫɢ-
ɫɬɟɦɟ ɷɥɟɦɟɧɬɵ, ɫɭɳɟɫɬɜɟɧɧɨ ɭɫɥɨɠɧɹɸɳɢɟ ɟɝɨ ɩɨɷɬɢɤɭ: ɚɤɬɢɜɧɨ 
ɜɤɥɸɱɚɟɬ ɜ ɩɨɜɟɫɬɜɨɜɚɧɢɟ ɢɫɬɨɪɢɱɟɫɤɢɟ ɫɨɱɢɧɟɧɢɹ, ɪɚɛɨɬɵ ɤɭɥɶ-
ɬɭɪɧɨ-ɷɬɧɨɝɪɚɮɢɱɟɫɤɨɝɨ ɝɟɨɝɪɚɮɢɱɟɫɤɨɝɨ ɢ ɪɟɥɢɝɢɨɡɧɨɝɨ ɯɚɪɚɤɬɟɪɚ.  

ɋɥɟɞɭɟɬ ɡɚɦɟɬɢɬɶ, ɱɬɨ ɜ ɜɨɥɠɫɤɢɯ ɬɪɚɜɟɥɨɝɚɯ ɨɩɢɫɚɧɢɟ ɛɚɲɧɢ 
ɋɸɦɛɟɤɢ ɧɟɢɡɦɟɧɧɨ ɫɨɩɪɨɜɨɠɞɚɟɬɫɹ ɜɚɪɢɚɧɬɚɦɢ ɥɟɝɟɧɞ ɨɛ ɢɫɬɨɪɢɢ 
ɠɢɡɧɢ ɩɪɟɤɪɚɫɧɨɣ «ɬɚɬɚɪɫɤɨɣ ɰɚɪɢɰɵ». Ƚ.ɉ. Ⱦɟɦɶɹɧɨɜ ɜ ɫɨɱɢɧɟɧɢɢ 
«ɂɥɥɸɫɬɪɢɪɨɜɚɧɧɵɣ ɩɭɬɶ ɩɨ ȼɨɥɝɟ (ɨɬ Ɍɜɟɪɢ ɞɨ Ⱥɫɬɪɚɯɚɧɢ)» ɫɨɡɞɚɟɬ 
ɩɪɢɜɥɟɤɚɬɟɥɶɧɵɣ ɨɛɪɚɡ ɸɧɨɣ ɤɪɚɫɚɜɢɰɵ, ɦɧɨɝɨ ɥɸɛɢɜɲɟɣ ɢ ɦɧɨɝɨ 
ɫɬɪɚɞɚɜɲɟɣ [11. ɋ. 195]. ȼ ɫɬɢɯɨɬɜɨɪɧɨɦ ɬɪɚɜɟɥɨɝɟ Ⱥ.Ⱥ. Ʉɨɪɢɧɮɫɤɨɝɨ 
«ȼɨɥɝɚ. ɋɤɚɡɚɧɢɹ, ɤɚɪɬɢɧɵ ɢ ɞɭɦɵ» ɞɚɟɬɫɹ ɥɢɪɢɱɟɫɤɢɣ ɨɛɪɚɡ «ɛɚɲɧɢ-
ɤɧɹɠɧɵ», ɤɨɬɨɪɚɹ ɧɟ ɡɚɯɨɬɟɥɚ ɫɞɚɬɶɫɹ ɧɚ ɦɢɥɨɫɬɶ ɰɚɪɹ ɢ ɛɪɨɫɢɥɚɫɶ, 
ɤɚɤ ɩɬɢɰɚ, ɫ ɜɵɫɨɬɵ ɫɬɪɨɟɧɢɹ. Ȼɚɲɧɹ ɋɭɦɛɟɤɢ ɩɪɟɞɫɬɚɟɬ ɭ Ⱥ.Ⱥ. Ʉɨ-
ɪɢɧɮɫɤɨɝɨ ɨɞɭɲɟɜɥɟɧɧɵɦ ɫɭɳɟɫɬɜɨɦ, ɩɨɝɪɭɠɟɧɧɵɦ ɜ ɞɭɦɭ ɨ ɩɪɨ-
ɲɟɞɲɢɯ ɜɪɟɦɟɧɚɯ: ɨɧɚ «ɞɪɟɦɥɟɬ» ɧɚɞ ɪɚɡɪɭɲɟɧɧɨɣ ɫɬɟɧɨɣ, ɢ ɜ «ɪɨ-
ɤɨɜɨɦ» ɫɧɟ ɟɣ ɩɪɟɞɫɬɚɟɬ ɛɵɥɨɟ [12. ɋ. 52]. Ⱥ. Ʌɟɩɟɲɢɧɫɤɚɹ ɜ «ȼɨɥɝɟ» 
ɩɢɲɟɬ, ɱɬɨ ɛɚɲɧɹ ɋɭɦɛɟɤɢ «ɩɨ ɨɛɢɥɢɸ ɫɜɹɡɚɧɧɵɯ ɫ ɧɟɣ ɩɪɟɞɚɧɢɣ» 
(ɚɜɬɨɪ ɩɪɢɜɨɞɢɬ ɱɟɬɵɪɟ ɜɚɪɢɚɧɬɚ) ɩɪɟɞɫɬɚɜɥɹɟɬ ɨɞɧɭ ɢɡ ɝɥɚɜɧɟɣɲɢɯ 
ɞɨɫɬɨɩɪɢɦɟɱɚɬɟɥɶɧɨɫɬɟɣ Ʉɚɡɚɧɢ [13. ɋ. 102]. 

ɂɡɥɚɝɚɟɬɫɹ ɜ ɬɪɚɜɟɥɨɝɟ Ɇɨɧɚɫɬɵɪɫɤɨɝɨ ɢ ɫɭɞɶɛɚ ɞɪɟɜɧɟɝɨ «Ȼɨɥɝɚɪ-
ɫɤɨɝɨ ɰɚɪɫɬɜɚ», ɨɩɢɫɵɜɚɸɬɫɹ «ɚɪɚɛɫɤɨɣ ɚɪɯɢɬɟɤɬɭɪɵ» ɪɭɢɧɵ ɫɬɨ-
ɥɢɰɵ: Ɇɚɥɵɣ ɢ Ȼɨɥɶɲɨɣ ɦɢɧɚɪɟɬɵ, ɫɨɯɪɚɧɢɜɲɢɟɫɹ ɫɬɟɧɵ ɑɟɪɧɨɣ, 
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ɢɥɢ ɋɭɞɧɨɣ, ɉɚɥɚɬɵ [10. ɋ. 178]. Ɉɩɢɫɚɧɢɟ «ɪɚɡɜɚɥɢɧ Ȼɨɥɝɚɪ» ɫɨɩɪɨ-
ɜɨɠɞɚɟɬɫɹ ɩɟɪɟɞɚɱɟɣ ɩɨɷɬɢɱɟɫɤɨɣ ɦɭɫɭɥɶɦɚɧɫɤɨɣ ɥɟɝɟɧɞɵ ɨ «ɪɚɣ-
ɫɤɨɣ ɝɭɪɢɢ» – ɨɞɧɨɣ ɢɡ ɫɩɚɫɲɢɯɫɹ ɞɨɱɟɪɟɣ ɩɪɚɜɢɬɟɥɹ Ȼɭɥɝɚɪ ɯɚɧɚ  
Ⱥɛɞɭɥɥɚɯɚ – ɢ ɨ ɋɭɞɧɨɣ ɩɚɥɚɬɟ – ɫɨɛɵɬɢɹɯ, ɫɜɹɡɚɧɧɵɯ ɫ ɧɚɩɚɞɟɧɢɟɦ 
Ɍɚɦɟɪɥɚɧɚ [10. ɋ.183–184]. Ⱥɜɬɨɪ ɜɜɨɞɢɬ ɜ ɷɫɬɟɬɢɱɟɫɤɨɟ ɩɪɨɫɬɪɚɧ-
ɫɬɜɨ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ ɧɚɰɢɨɧɚɥɶɧɵɟ ɦɢɮɨɥɨɝɟɦɵ – ɬɚɬɚɪɫɤɢɟ ɩɪɟ-
ɞɚɧɢɹ, ɩɟɪɟɞɚɸɳɢɟ ɩɨɷɬɢɱɟɫɤɢɟ ɩɪɟɞɫɬɚɜɥɟɧɢɹ ɦɭɫɭɥɶɦɚɧɫɤɨɝɨ 
ɧɚɪɨɞɚ ȼɨɥɝɢ ɨ ɫɨɛɵɬɢɹɯ ɩɪɨɲɥɨɝɨ.  

ɉɪɨɫɬɪɚɧɧɨɝɨ ɨɩɢɫɚɧɢɹ ɜ ɬɪɚɜɟɥɨɝɟ Ɇɨɧɚɫɬɵɪɫɤɨɝɨ ɭɞɨɫɬɚɢɜɚ-
ɟɬɫɹ ɬɚɬɚɪɫɤɢɣ ɭɤɥɚɞ ɠɢɡɧɢ, ɨɛɭɫɥɨɜɥɟɧɧɵɣ ɪɟɥɢɝɢɨɡɧɵɦɢ ɩɪɟɞɫɬɚɜ-
ɥɟɧɢɹɦɢ ɧɚɪɨɞɚ, – ɞɨɦ ɫ ɦɭɠɫɤɨɣ ɢ ɠɟɧɫɤɨɣ ɩɨɥɨɜɢɧɚɦɢ, ɩɨɥɨɠɟɧɢɟ 
ɬɚɬɚɪɫɤɨɣ ɠɟɧɳɢɧɵ ɜ ɫɟɦɶɟ ɢ ɨɛɳɟɫɬɜɟ, ɦɭɫɭɥɶɦɚɧɫɤɚɹ ɤɭɯɧɹ. Ʉɨɞɢ-
ɮɢɤɚɬɨɪɨɦ ɷɬɧɢɱɟɫɤɨɝɨ ɹɜɥɹɟɬɫɹ ɧɚɰɢɨɧɚɥɶɧɨɟ ɩɥɚɬɶɟ: ɨɧɨ ɢɥɥɸɫɬɪɢ-
ɪɭɟɬɫɹ ɥɢɬɨɝɪɚɮɢɟɣ ɦɭɠɫɤɨɝɨ ɢ ɠɟɧɫɤɨɝɨ ɤɨɫɬɸɦɚ. Ⱥ.ɉ. ȼɚɥɭɟɜɚ ɜ ɬɪɚ-
ɜɟɥɨɝɟ «ɉɨ ȼɟɥɢɤɨɣ ɪɭɫɫɤɨɣ ɪɟɤɟ» ɬɨɠɟ ɞɚɟɬ ɥɢɬɨɝɪɚɮɢɢ ɬɚɬɚɪ ɜ ɷɬɧɢ-
ɱɟɫɤɨɦ ɨɞɟɹɧɢɢ, ɜɧɭɬɪɟɧɧɟɝɨ ɭɛɪɚɧɫɬɜɚ ɞɨɦɚ, ɧɚɦɚɡɚ – ɦɭɫɭɥɶɦɚɧɫɤɨɣ 
ɦɨɥɢɬɜɵ [7. ɋ. 129–130]. ɇɟɨɛɯɨɞɢɦɨ ɨɬɦɟɬɢɬɶ, ɱɬɨ ɨɩɢɫɚɧɢɟ ɷɬɧɢɱɟ-
ɫɤɨɝɨ ɤɨɫɬɸɦɚ – ɯɚɪɚɤɬɟɪɧɚɹ ɱɟɪɬɚ ɬɪɚɜɟɥɨɝɚ: ɞɚɸɬɫɹ ɬɢɩɨɥɢɬɨɝɪɚɮɢɢ 
ɬɚɬɚɪ, ɱɭɜɚɲɟɣ, ɦɨɪɞɜɵ, ɪɭɫɫɤɢɯ ɪɚɡɥɢɱɧɵɯ ɩɨɜɨɥɠɫɤɢɯ ɦɟɫɬ, ɱɟɪɟɦɢ-
ɫɨɜ, ɤɚɥɦɵɤɨɜ, ɧɟɦɰɟɜ ɜ ɧɚɰɢɨɧɚɥɶɧɨɦ ɩɥɚɬɶɟ. Ɋɟɬɪɚɧɫɥɹɰɢɟɣ ɧɚɰɢɨ-
ɧɚɥɶɧɨɣ ɨɞɟɠɞɵ ɫɨɡɞɚɟɬɫɹ ɹɪɤɚɹ ɷɬɧɨɤɭɥɶɬɭɪɧɚɹ ɩɚɥɢɬɪɚ ɉɨɜɨɥɠɶɹ.  

Ɇɨɧɚɫɬɵɪɫɤɢɣ ɚɤɰɟɧɬɢɪɭɟɬ ɜɧɢɦɚɧɢɟ ɱɢɬɚɬɟɥɹ ɢ ɧɚ ɧɚɩɪɚɜɥɟɧɢɢ 
ɜ ɢɫɥɚɦɟ, ɤ ɤɨɬɨɪɨɦɭ ɩɪɢɧɚɞɥɟɠɚɬ ɤɚɡɚɧɫɤɢɟ ɬɚɬɚɪɵ: ɨɧɢ «ɜɫɟ ɦɚɝɨ-
ɦɟɬɚɧɟ-ɫɭɧɧɢɬɵ». Ⱥɜɬɨɪ «ɂɥɥɸɫɬɪɢɪɨɜɚɧɧɨɝɨ ɫɩɭɬɧɢɤɚ ɩɨ ȼɨɥɝɟ»  
ɜ ɬɪɚɧɫɥɹɰɢɢ ɦɭɫɭɥɶɦɚɧɫɤɨɝɨ ɩɪɟɠɞɟ ɜɫɟɝɨ ɜɵɞɟɥɹɟɬ ɨɛɪɹɞɨɜɵɟ ɫɬɨ-
ɪɨɧɵ ɪɟɥɢɝɢɢ, ɬɚɤɢɟ ɤɚɤ ɦɨɥɢɬɜɚ, ɫɜɹɡɚɧɧɚɹ ɫ ɨɦɨɜɟɧɢɟɦ, ɩɨɫɬ, ɪɚɡ-
ɞɚɱɚ ɦɢɥɨɫɬɵɧɢ. Ɇɨɥɢɬɶɫɹ – ɡɧɚɱɢɬ «ɩɨ-ɦɚɝɨɦɟɬɚɧɫɤɢ ɬɜɨɪɢɬɶ ɧɚɦɚɡ», 
ɢ ɬɚɬɚɪɵ ɫɬɪɨɝɨ ɢɫɩɨɥɧɹɸɬ ɩɪɟɞɩɢɫɚɧɢɹ ɫɜɨɟɣ ɜɟɪɵ. Ɇɨɧɚɫɬɵɪɫɤɢɣ, 
ɤɚɤ ɢ ɦɧɨɝɢɟ ɚɜɬɨɪɵ ɬɪɚɜɟɥɨɝɨɜ (ȼ.Ɇ. ɋɢɞɨɪɨɜ, ȼɚɫ.ɂɜ. ɇɟɦɢɪɨɜɢɱ-
Ⱦɚɧɱɟɧɤɨ, Ⱥ.ɉ. ȼɚɥɭɟɜɚ, Ⱥ.ȼ. Ʌɟɩɟɲɢɧɫɤɚɹ, Ⱥ.ɇ. Ɉɜɫɹɧɧɢɤɨɜ), ɨɩɢ-
ɫɵɜɚɟɬ ɦɭɫɭɥɶɦɚɧɫɤɭɸ ɦɨɥɢɬɜɭ. Ɍɚɬɚɪɵ, ɩɥɵɜɭɳɢɟ ɧɚ ɩɚɪɨɯɨɞɟ, 
ɪɚɧɨ ɭɬɪɨɦ ɢ ɜɟɱɟɪɨɦ, ɩɟɪɟɞ ɡɚɤɚɬɨɦ ɫɨɥɧɰɚ, ɫɨɛɢɪɚɸɬɫɹ ɧɚ ɜɟɪɯɧɟɣ 
ɩɚɥɭɛɟ ɢ, ɧɟ ɨɛɪɚɳɚɹ ɜɧɢɦɚɧɢɹ ɧɚ ɥɸɛɨɩɵɬɧɵɯ ɩɚɫɫɚɠɢɪɨɜ, ɪɚɫɫɬɢ-
ɥɚɸɬ ɤɨɜɪɢɤɢ, ɫɧɢɦɚɸɬ ɨɛɭɜɶ ɢ ɫɬɚɧɨɜɹɬɫɹ ɧɚ ɤɨɥɟɧɢ ɥɢɰɨɦ ɤ ɜɨ-
ɫɬɨɤɭ, ɫɨɜɟɪɲɚɸɬ ɧɚɦɚɡ: «Ɉɧɢ ɤɚɤ ɛɵ ɝɨɪɞɹɬɫɹ ɫɬɪɨɝɢɦ ɢɫɩɨɥɧɟɧɢɟɦ 
ɬɪɟɛɨɜɚɧɢɣ ɫɜɨɟɣ ɪɟɥɢɝɢɢ ɢ ɜ ɷɬɨɦ ɫɥɭɱɚɟ ɩɪɟɞɫɬɚɜɥɹɸɬ ɩɪɢɦɟɪ, ɞɨ-
ɫɬɨɣɧɵɣ ɩɨɞɪɚɠɚɧɢɹ» [7. ɋ. 178]. 
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ȼ ɢɡɨɛɪɚɠɟɧɢɢ ɦɭɫɭɥɶɦɚɧɫɤɨɝɨ ɦɢɪɚ ȼɨɥɝɢ ɨɫɨɛɨ ɫɥɟɞɭɟɬ ɨɬɦɟ-
ɬɢɬɶ ɩɪɨɢɡɜɟɞɟɧɢɟ Ɇɚɤɫɢɦɚ ɇɟɜɡɨɪɨɜɚ «ɉɭɬɟɲɟɫɬɜɢɟ ɜ Ʉɚɡɚɧɶ, ȼɹɬɤɭ 
ɢ Ɉɪɟɧɛɭɪɝ ɜ 1800 ɝɨɞɭ». ɉɢɫɚɬɟɥɶ ɨɛɫɬɨɹɬɟɥɶɧɨ ɩɟɪɟɞɚɟɬ ɨɫɨɛɟɧɧɨ-
ɫɬɢ ɭɤɥɚɞɚ ɠɢɡɧɢ ɬɚɬɚɪ: ɨɩɢɫɵɜɚɟɬ ɫɟɦɟɣɧɵɟ ɨɬɧɨɲɟɧɢɹ ɢ ɩɨɥɨɠɟɧɢɟ 
ɠɟɧɳɢɧɵ, ɩɥɚɧɢɪɨɜɤɭ ɢ ɭɛɪɚɧɫɬɜɨ ɦɭɫɭɥɶɦɚɧɫɤɨɝɨ ɞɨɦɚ, ɫɜɨɟɨɛɪɚ-
ɡɢɟ ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɩɥɚɬɶɹ ɢ ɤɭɯɧɢ. Ɉɛɫɬɨɹɬɟɥɶɧɨ ɢɡɥɚɝɚɟɬɫɹ ɩɢɫɚɬɟ-
ɥɟɦ ɬɚɬɚɪɫɤɚɹ ɨɛɪɹɞɨɜɚɹ ɤɭɥɶɬɭɪɚ, ɤɚɤ ɫɜɚɞɟɛɧɚɹ, ɬɚɤ ɢ ɩɨɯɨɪɨɧɧɚɹ: 
ɨɧɚ ɩɟɪɟɞɚɟɬɫɹ ɜ ɫɨɩɨɫɬɚɜɢɬɟɥɶɧɨɦ ɨɩɢɫɚɧɢɢ ɫ ɪɭɫɫɤɢɦɢ ɚɧɚɥɨɝɢɱ-
ɧɵɦɢ ɹɜɥɟɧɢɹɦɢ. Ʉɨɞɢɮɢɤɚɬɨɪɨɦ ɷɬɧɢɱɟɫɤɨɝɨ ɜ ɬɪɚɜɟɥɨɝɟ Ɇ.ɂ. ɇɟɜɡɨ-
ɪɨɜɚ «ɉɭɬɟɲɟɫɬɜɢɟ ɜ Ʉɚɡɚɧɶ, ȼɹɬɤɭ ɢ Ɉɪɟɧɛɭɪɝ ɜ 1800 ɝɨɞɭ» ɜɵɫɬɭɩɚɟɬ 
ɪɟɥɢɝɢɨɡɧɚɹ ɬɪɚɞɢɰɢɹ, ɩɟɪɟɞɚɱɚ ɤɨɬɨɪɨɣ ɩɪɟɞɫɬɚɜɥɹɟɬ ɢɫɤɥɸɱɢɬɟɥɶɧɵɣ 
ɢɧɬɟɪɟɫ (ɭɱɢɬɵɜɚɹ ɬɨ ɨɛɫɬɨɹɬɟɥɶɫɬɜɨ, ɱɬɨ ɫɞɟɥɚɧɨ ɷɬɨ ɛɵɥɨ ɜ ɧɚɱɚɥɟ 
XIX ɜ.). ȼ ɨɩɢɫɚɧɢɢ ɬɚɬɚɪɫɤɨɣ Ʉɚɡɚɧɢ ɡɧɚɱɢɬɟɥɶɧɚɹ ɱɚɫɬɶ ɬɟɤɫɬɚ ɫɜɹ-
ɡɚɧɚ ɢɦɟɧɧɨ ɫ ɤɨɧɮɟɫɫɢɨɧɚɥɶɧɵɦɢ ɚɫɩɟɤɬɚɦɢ ɠɢɡɧɢ: ɩɟɪɟɞɚɱɟɣ ɪɟɥɢ-
ɝɢɨɡɧɨɣ ɚɬɪɢɛɭɬɢɤɢ, ɬɚɬɚɪɫɤɨɝɨ ɫɜɹɳɟɧɧɨɞɟɣɫɬɜɢɹ ɫ ɩɪɢɜɨɞɢɦɵɦ ɬɟɤ-
ɫɬɨɦ ɦɭɫɭɥɶɦɚɧɫɤɢɯ ɨɛɪɚɳɟɧɢɣ ɢ ɦɨɥɢɬɜ. Ɍɚɤɨɝɨ ɜɫɟɫɬɨɪɨɧɧɟɝɨ ɨɩɢ-
ɫɚɧɢɹ ɤɨɧɮɟɫɫɢɨɧɚɥɶɧɨɝɨ ɨɩɵɬɚ ɧɚɪɨɞɚ ɢ ɩɪɢɫɭɬɫɬɜɢɹ ɦɨɥɢɬɜɟɧɧɨɝɨ 
ɦɭɫɭɥɶɦɚɧɫɤɨɝɨ ɬɟɤɫɬɚ ɦɵ ɛɨɥɟɟ ɜ ɜɨɥɠɫɤɨɦ ɬɪɚɜɟɥɨɝɟ ɧɟ ɜɫɬɪɟɬɢɦ. 

ȼ ɤɭɥɶɬɭɪɧɨ-ɷɬɧɨɝɪɚɮɢɱɟɫɤɨɦ ɦɚɬɟɪɢɚɥɟ «ɉɭɬɟɲɟɫɬɜɢɹ ɜ Ʉɚɡɚɧɶ, 
ȼɹɬɤɭ ɢ Ɉɪɟɧɛɭɪɝ ɜ 1800 ɝɨɞɭ» ɨɫɨɛɨ ɜɵɞɟɥɹɟɬɫɹ ɨɩɢɫɚɧɢɟ ɪɟɥɢɝɢ-
ɨɡɧɨ-ɤɭɥɶɬɨɜɨɝɨ ɫɨɨɪɭɠɟɧɢɹ – ɦɟɱɟɬɢ, ɢ ɪɢɬɭɚɥɚ ɛɨɝɨɫɥɭɠɟɧɢɹ ɜ ɧɟɣ, 
ɤɨɬɨɪɨɟ ɩɪɟɞɫɬɚɟɬ ɜ ɫɨɩɨɫɬɚɜɢɬɟɥɶɧɨɦ ɤɨɧɬɟɤɫɬɟ, ɤɨɝɞɚ ɦɭɫɭɥɶɦɚɧ-
ɫɤɨɟ ɞɚɟɬɫɹ ɜ ɫɪɚɜɧɟɧɢɢ ɫ ɯɪɢɫɬɢɚɧɫɤɢɦ. ɍ ɦɭɫɭɥɶɦɚɧ ɩɪɢɡɵɜ ɦɭɷɞ-
ɡɢɧɚ ɤ ɦɨɥɢɬɜɟ ɪɚɜɧɨɡɧɚɱɟɧ ɰɟɪɤɨɜɧɨɦɭ ɤɨɥɨɤɨɥɶɧɨɦɭ ɡɜɨɧɭ ɭ ɯɪɢɫɬɢ-
ɚɧ; ɭɝɥɭɛɥɟɧɢɟ ɜ ɦɟɱɟɬɢ – ɧɢɲɚ, ɨɥɢɰɟɬɜɨɪɹɸɳɚɹ Ɇɟɤɤɭ, ɤ ɤɨɬɨɪɨɣ 
«ɞɭɯɨɦ» ɭɫɬɪɟɦɥɹɸɬɫɹ ɦɨɥɹɳɢɟɫɹ, ɫɨɨɬɧɨɫɢɬɫɹ ɫ ɚɥɬɚɪɟɦ ɩɪɚɜɨɫɥɚɜ-
ɧɨɝɨ ɯɪɚɦɚ; «ɜɨɡɜɵɲɟɧɧɨɟ ɦɟɫɬɨ ɬɚɬɚɪɫɤɨɣ ɰɟɪɤɜɢ», ɫ ɤɨɬɨɪɨɝɨ ɦɭɥɥɚ 
ɨɛɪɚɳɚɟɬɫɹ ɤ ɜɟɪɭɸɳɢɦ, – ɷɬɨ ɤɥɢɪɨɫ, ɝɞɟ ɪɚɫɩɨɥɚɝɚɟɬɫɹ ɚɥɬɚɪɶ, ɧɚ 
ɤɨɬɨɪɨɦ ɫɬɨɢɬ ɫɜɹɳɟɧɧɢɤ ɜɨ ɜɪɟɦɹ ɩɪɨɩɨɜɟɞɢ [14. ɋ. 220–222]. Ɂɧɚ-
ɱɢɦɵɟ ɚɫɩɟɤɬɵ ɪɟɥɢɝɢɨɡɧɨɣ ɚɬɪɢɛɭɬɢɤɢ ɢ «ɦɚɝɨɦɟɬɚɧɫɤɨɣ ɫɥɭɠɛɵ» 
ɩɨɹɫɧɹɸɬɫɹ ɭ ɩɢɫɚɬɟɥɹ ɪɭɫɫɤɢɦ ɷɤɜɢɜɚɥɟɧɬɨɦ. ɋɨɩɨɫɬɚɜɥɟɧɢɟ ɧɚɰɢɨ-
ɧɚɥɶɧɵɯ ɬɪɚɞɢɰɢɣ ɜ ɨɩɢɫɚɧɢɢ ɤɨɧɮɟɫɫɢɨɧɚɥɶɧɨɝɨ ɩɨɡɜɨɥɹɟɬ ɜɵɞɟ-
ɥɢɬɶ ɜ ɪɟɥɢɝɢɨɡɧɨɦ ɪɢɬɭɚɥɟ ɨɛɳɢɟ, ɡɧɚɱɢɦɵɟ ɪɟɥɢɝɢɨɡɧɵɟ ɦɨɦɟɧɬɵ 
ɢ ɫɩɟɰɢɮɢɱɟɫɤɢɟ, ɧɚɰɢɨɧɚɥɶɧɵɟ. ɇɟɜɡɨɪɨɜ ɧɚɩɨɦɢɧɚɟɬ ɱɢɬɚɬɟɥɸ, ɱɬɨ 
ɬɚɬɚɪɫɤɢɟ ɦɟɱɟɬɢ ɧɟ ɫɨɞɟɪɠɚɬ ɧɢɤɚɤɢɯ «ɭɤɪɚɲɟɧɢɣ», ɢɯ ɫɬɟɧɵ ɫɨɜɟɪ-
ɲɟɧɧɨ «ɝɨɥɵɟ»; ɫɥɭɠɢɬɟɥɶ ɦɟɱɟɬɢ ɩɨ-ɬɚɬɚɪɫɤɢ ɧɚɡɵɜɚɟɬɫɹ ɦɭɥɥɨɣ,  
ɚ ɩɨ-ɚɪɚɛɫɤɢ – ɢɦɚɦɨɦ.  
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ȼ ɩɨɞɪɨɛɧɨɦ ɢɡɥɨɠɟɧɢɢ ɩɟɪɟɞɚɟɬɫɹ «ɬɚɬɚɪɫɤɨɟ ɛɨɝɨɫɥɭɠɟɧɢɟ», 
ɤɨɬɨɪɨɟ ɞɚɟɬɫɹ ɱɟɪɟɡ ɜɨɫɩɪɢɹɬɢɟ ɱɟɥɨɜɟɤɚ ɢɧɨɣ ɦɟɧɬɚɥɶɧɨɫɬɢ – ɪɭɫ-
ɫɤɨɝɨ ɩɭɬɟɲɟɫɬɜɟɧɧɢɤɚ: ɜɟɪɭɸɳɢɟ ɦɨɥɹɬɫɹ ɧɚ ɤɨɥɟɧɹɯ ɢ ɞɟɥɚɸɬ ɷɬɨ 
ɫ ɨɫɨɛɟɧɧɵɦ ɱɭɜɫɬɜɨɦ ɛɥɚɝɨɝɨɜɟɧɢɹ ɩɟɪɟɞ ȼɫɟɜɵɲɧɢɦ. Ɋɚɫɫɤɚɡɱɢɤɭ 
ɩɪɟɞɫɬɚɜɥɹɟɬɫɹ, ɱɬɨ ɜ ɦɨɥɢɬɜɟɧɧɨɦ ɩɪɟɤɥɨɧɟɧɢɢ ɨɧɢ ɱɭɜɫɬɜɭɸɬ ɫɟɛɹ 
ɜɫɟɰɟɥɨ ɜɨ ɜɥɚɫɬɢ «ɦɨɳɧɨɝɨ» Ȼɨɝɚ [14. ɋ. 225]. Ɇɨɥɹɳɢɟɫɹ, ɨɛɨɪɚɱɢ-
ɜɚɹɫɶ ɬɨ ɜ ɨɞɧɭ, ɬɨ ɜ ɞɪɭɝɭɸ ɫɬɨɪɨɧɭ, ɤɚɤ ɛɭɞɬɨ «ɭɬɢɪɚɸɬ» ɥɢɰɚ. ȼɫɟ 
ɷɬɚɩɵ ɦɨɥɢɬɜɟɧɧɨɝɨ ɫɜɹɳɟɧɧɨɞɟɣɫɬɜɢɹ ɇɟɜɡɨɪɨɜ ɫɨɩɪɨɜɨɠɞɚɟɬ ɪɟɥɢ-
ɝɢɨɡɧɵɦ ɫɥɨɜɨɦ, ɞɚɜɚɹ ɨɞɧɨɜɪɟɦɟɧɧɨ ɟɝɨ ɪɭɫɫɤɢɣ ɜɚɪɢɚɧɬ: «Ⱥɫɫɹɥɚɦɸ 
Ƚɹɥɹɣɤɸɦ ȼɹɪɹɯɦɹɬɭɥɥɚ! Ɍɨ ɟɫɬɶ Ɂɞɪɚɜɫɬɜɭɣɬɟ ɛɥɚɝɢɟ Ⱥɧɝɟɥɵ Ȼɨ-
ɠɢɢ» [14. ɋ. 224]. ɉɢɫɚɬɟɥɶ ɜ ɬɜɨɪɱɟɫɤɨɣ ɪɟɰɟɩɰɢɢ ɧɟɪɭɫɫɤɨɝɨ ɨɛɪɚ-
ɳɚɟɬɫɹ ɤ ɧɚɰɢɨɧɚɥɶɧɨɦɭ ɫɥɨɜɭ («ɬɚɬɚɪɫɤɨ-ɚɪɚɛɫɤɨɦɭ», ɩɨ ɟɝɨ ɨɩɪɟɞɟ-
ɥɟɧɢɸ), ɤɨɬɨɪɨɟ ɫ ɞɪɭɝɢɦɢ ɷɥɟɦɟɧɬɚɦɢ ɷɬɧɢɱɟɫɤɨɣ ɢɞɟɧɬɢɱɧɨɫɬɢ  
ɩɟɪɟɞɚɟɬ ɦɭɫɭɥɶɦɚɧɫɤɢɟ ɤɨɧɫɬɚɧɬɵ ɠɢɡɧɢ. ȼ ɩɪɨɢɡɜɟɞɟɧɢɢ ɇɟɜɡɨɪɨɜɚ 
ɩɪɢɜɨɞɢɬɫɹ ɪɟɥɢɝɢɨɡɧɨ-ɞɭɯɨɜɧɵɣ ɬɟɤɫɬ, ɫɨɨɬɧɨɫɢɦɵɣ ɫ ɪɚɡɧɵɦɢ ɷɬɚ-
ɩɚɦɢ ɛɨɝɨɫɥɭɠɟɧɢɹ. Ɍɪɚɧɫɮɟɪ ɦɭɫɭɥɶɦɚɧɫɤɢɯ ɬɟɤɫɬɨɜ ɫɨɡɞɚɟɬ ɩɪɟɞ-
ɫɬɚɜɥɟɧɢɟ ɨɛ ɢɧɨɣ ɜɟɪɟ ɜ ɟɟ ɨɫɧɨɜɨɩɨɥɚɝɚɸɳɢɯ ɦɨɦɟɧɬɚɯ: ɩɢɫɚɬɟɥɶ 
ɡɧɚɤɨɦɢɬ ɪɭɫɫɤɨɝɨ ɱɟɥɨɜɟɤɚ ɫ «ɦɚɝɨɦɟɬɚɧɫɬɜɨɦ» ɜ ɟɝɨ ɨɩɪɟɞɟɥɟɧɧɨɣ 
ɤɨɞɢɮɢɤɚɰɢɢ – ɦɨɥɢɬɜɟ, ɩɪɨɩɨɜɟɞɢ, ɧɚɞɝɪɨɛɧɵɯ ɧɚɞɩɢɫɹɯ, ɜ ɤɨɬɨɪɵɯ 
ɢ ɞɚɟɬɫɹ ɧɟɩɨɫɪɟɞɫɬɜɟɧɧɨɟ ɨɛɪɚɳɟɧɢɟ ɦɭɫɭɥɶɦɚɧɢɧɚ ɤ Ȼɨɝɭ. 

ɇɟɜɡɨɪɨɜ ɜɵɞɟɥɹɟɬ ɧɟɫɤɨɥɶɤɨ ɫɨɫɬɚɜɥɹɸɳɢɯ ɦɨɦɟɧɬɨɜ ɜ ɦɨɥɢɬ-
ɜɟɧɧɨɦ ɫɥɭɠɟɧɢɢ. ɉɟɪɜɨɧɚɱɚɥɶɧɨ ɨɛɨɡɧɚɱɟɧ ɬɟɤɫɬɨɦ ɩɪɢɡɵɜ ɦɭɷɞ-
ɡɢɧɚ, ɫɨɡɵɜɚɸɳɢɣ ɜɟɪɭɸɳɢɯ ɜ ɦɟɱɟɬɶ: «Ȼɨɝ ɟɫɬɶ ɜɟɥɢɤ… ɢ ɧɟɬ ɞɪɭ-
ɝɨɝɨ Ȼɨɝɚ, ɤɪɨɦɟ ɨɞɧɨɝɨ. Ɇɚɝɨɦɟɬ ɟɫɬɶ ɉɪɨɪɨɤ ȿɝɨ; ɩɨɫɩɟɲɚɣɬɟ ɬɜɨ-
ɪɢɬɶ ɞɨɛɪɨɟ ɞɟɥɨ Ȼɨɝɨɫɥɭɠɟɧɢɹ [14. ɋ. 221]. Ɋɭɫɫɤɢɣ ɩɭɬɟɲɟɫɬɜɟɧɧɢɤ 
ɩɟɪɟɞɚɟɬ ɩɪɨɫɬɪɚɧɧɭɸ ɪɟɱɶ ɦɭɥɥɵ, ɨɝɨɜɚɪɢɜɚɹ, ɱɬɨ ɨɧɚ ɩɪɨɢɡɧɟɫɟɧɚ 
ɛɵɥɚ 10 ɮɟɜɪɚɥɹ 1800 ɝ. ɜ ɫɬɚɪɨɣ ɦɟɱɟɬɢ ɢ ɩɟɪɟɜɟɞɟɧɚ ɧɚ ɪɭɫɫɤɢɣ ɹɡɵɤ 
ɬɚɬɚɪɚɦɢ: «Ⱦɚ ɛɭɞɟɬ ɩɨɥɧɚɹ ɯɜɚɥɚ ȼɵɫɨɱɚɣɲɟɦɭ ɫɨɡɞɚɬɟɥɸ!.. Ɇɨɥɢ-
ɬɟɫɶ ȿɦɭ, ɩɪɚɜɨɜɟɪɧɵɟ, ɜ ɫɥɭɱɚɸɳɢɯɫɹ ɜɚɦ ɧɟɫɱɚɫɬɢɹɯ ɢ ɧɟɫɧɨɫɧɵɯ 
ɠɟɫɬɨɤɨɫɬɹɯ, ɢ ɜɫɹɤ ɢɡ ɜɚɫ ɞɚ ɝɥɚɝɨɥɟɬ: Ⱥɥɥɚ Ȼɨɠɟ ɦɨɣ ɋɨɡɞɚɬɟɥɶ!.. 
ɉɨɦɢɥɭɣ ɦɟɧɹ» [14. ɋ. 229–230]. Ɇɭɥɥɚ ɜ ɫɜɨɟɦ ɨɛɪɚɳɟɧɢɢ ɩɟɪɟɱɢɫ-
ɥɹɟɬ ɬɟɯ ɞɨɫɬɨɣɧɵɯ, ɤɬɨ ɛɥɢɡɨɤ ɤ ɜɟɥɢɤɨɦɭ ɉɪɨɪɨɤɭ ɢ ɫɥɚɜɢɬɫɹ Ȼɨ-
ɠɢɟɣ ɦɢɥɨɫɬɶɸ: ɷɬɨ Ⱥɛɭɛɚɤɢɪ – «ɫɬɪɨɝɢɣ ɛɥɸɫɬɢɬɟɥɶ ɫɩɪɚɜɟɞɥɢɜɨ-
ɫɬɢ», ɫɬɚɜɲɢɣ ɩɟɪɜɵɦ ɯɚɥɢɮɨɦ; Ƚɭɦɦɢɪ – «ɫɥɚɜɧɟɣɲɢɣ ɡɚɳɢɬɧɢɤ 
ɩɪɚɜɨɜɟɪɧɵɯ ɢ ɡɚɫɬɭɩɧɢɤ Ȼɨɝɨɤɥɚɧɹɸɳɢɯɫɹ»; ɍɫɦɚɧ – «ɛɥɸɫɬɢɬɟɥɶ 
ɫɥɨɜɚ Ȼɨɠɢɹ Ⱥɥɤɨɪɚɧɚ», ɬɪɟɬɢɣ ɯɚɥɢɮ; Ⱥɥɟɣ Ȼɨɝɨɥɸɛɢɜɵɣ ɢ ɞɪɭɝɢɟ 
«ɫɜɹɬɟɣɲɢɟ ɦɭɠɢ» [14. ɋ. 232]. Ɇɭɥɥɚ ɝɨɜɨɪɢɬ ɨɛ ɨɝɪɚɧɢɱɟɧɧɨɫɬɢ 
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ɱɟɥɨɜɟɱɟɫɤɨɣ ɠɢɡɧɢ, ɨ «ɧɟɜɨɡɦɨɠɧɨɫɬɢ ɩɪɟɛɵɜɚɬɶ ɜ ɫɟɦ ɫɜɟɬɟ ɜɟɱɧɨ», 
ɩɪɢɡɵɜɚɟɬ «ɧɟ ɜɟɫɟɥɢɬɶɫɹ ɢɦɭɳɟɫɬɜɨɦ», ɚ ɢɫɩɨɥɧɹɬɶ «ɜɫɟ Ȼɨɠɟɫɤɢɟ 
ɩɨɜɟɥɟɧɢɹ ɢ ɡɚɤɨɧɵ», ɜ ɱɟɦ ɢ ɡɚɤɥɸɱɚɟɬɫɹ ɢɫɬɢɧɧɨɟ «ɜɟɫɟɥɢɟ ɠɢɡɧɢ». 
ɉɢɫɚɬɟɥɶ ɩɪɟɫɥɟɞɭɟɬ ɩɨɡɧɚɜɚɬɟɥɶɧɵɟ ɰɟɥɢ, ɨɧ ɡɧɚɤɨɦɢɬ ɪɭɫɫɤɨɝɨ ɱɢ-
ɬɚɬɟɥɹ ɫ ɢɧɨɣ ɜɟɪɨɣ: ɬɪɚɧɫɮɟɪ ɪɟɥɢɝɢɨɡɧɨɣ ɬɪɚɞɢɰɢɢ ɜ ɟɟ ɪɚɡɧɨɨɛɪɚɡ-
ɧɵɯ ɩɪɨɹɜɥɟɧɢɹɯ ɫɨɡɞɚɟɬ ɩɪɟɞɫɬɚɜɥɟɧɢɟ ɨ ɡɧɚɱɢɦɵɯ ɤɨɧɫɬɚɧɬɚɯ «ɦɚ-
ɝɨɦɟɬɚɧɫɬɜɚ».  

ɇɟɜɡɨɪɨɜ ɨɛɪɚɳɚɟɬɫɹ ɤ ɩɨɯɨɪɨɧɧɨɦɭ ɨɛɪɹɞɭ ɬɚɬɚɪ ɢ ɧɚɞɩɢɫɹɦ ɧɚ 
ɧɚɞɝɪɨɛɧɵɯ ɤɚɦɧɹɯ – ɷɩɢɝɪɚɮɢɱɟɫɤɨɣ ɤɭɥɶɬɭɪɟ, ɩɟɪɟɞɚɸɳɟɣ ɨɧɬɨɥɨ-
ɝɢɱɟɫɤɢɟ ɩɪɟɞɫɬɚɜɥɟɧɢɹ ɦɚɝɨɦɟɬɚɧ. ɉɢɫɚɬɟɥɶ ɩɪɢɜɨɞɢɬ ɜ ɩɨɥɧɨɦ ɨɛɴ-
ɟɦɟ ɢɡɪɟɱɟɧɢɟ ɧɚ ɤɚɦɧɟ, ɤɨɬɨɪɨɟ ɫɨɞɟɪɠɢɬ ɩɪɟɞɫɬɚɜɥɟɧɢɟ ɦɭɫɭɥɶɦɚ-
ɧɢɧɚ ɨ ɛɟɫɩɪɟɞɟɥɶɧɨɫɬɢ ȼɫɟɜɵɲɧɟɝɨ ɢ ɦɚɥɨɫɬɢ, ɛɪɟɧɧɨɫɬɢ ɡɟɦɧɨɣ 
ɠɢɡɧɢ ɱɟɥɨɜɟɤɚ: «ɋɜɹɬɵɣ, ɧɟɩɨɪɨɱɧɵɣ, ɧɟɢɡɦɟɧɹɟɦɵɣ, ɧɟɩɪɟɥɨɠ-
ɧɵɣ, ɜɟɥɢɤɢɣ ɢ ɜɫɟɯɜɚɥɶɧɵɣ Ȼɨɝ ɝɨɜɨɪɢɬ, ɱɬɨ ɧɚ ɡɟɦɥɟ ɫɟɣ ɧɟɬ ɧɢɱɟɝɨ 
ɜɟɱɧɨɝɨ; ɧɨ ɫɚɦ ɜɟɥɢɤɢɣ ɢ ɛɥɚɝɨɝɨɜɟɣɧɨ ɩɨɤɥɨɧɹɟɦɵɣ ɬɜɨɣ Ȼɨɝ, ɨ Ɇɭ-
ɯɚɦɦɟɞ, ɟɫɬɶ ɜɟɱɟɧ ɢ ɧɢ ɧɚɱɚɥɚ, ɧɢ ɤɨɧɰɚ ɧɟ ɢɦɟɟɬ» [14. ɋ. 249].  

Ⱥɜɬɨɪ «ɉɭɬɟɲɟɫɬɜɢɹ ɜ Ʉɚɡɚɧɶ, ȼɹɬɤɭ ɢ Ɉɪɟɧɛɭɪɝ ɜ 1800 ɝɨɞɭ» ɨɬɦɟ-
ɱɚɟɬ ɬɟɦɚɬɢɱɟɫɤɨɟ ɪɚɡɧɨɨɛɪɚɡɢɟ ɧɚɞɝɪɨɛɧɵɯ ɢɡɪɟɱɟɧɢɣ. Ɉɞɧɚ ɢɡ ɧɚɞɩɢ-
ɫɟɣ ɩɨɡɜɨɥɹɟɬ ɫɭɞɢɬɶ ɨ ɦɚɝɨɦɟɬɚɧɫɤɨɦ ɥɟɬɨɢɫɱɢɫɥɟɧɢɢ: «Ɉɬ ȿɝɢɪɵ 
936 ɥɟɬɚ ɜ ɦɟɫɹɰɟ Ɂɢɥɶɤɚɝɢɞɟ, ɢɡ ɪɭɤ ɢɧɨɜɟɪɰɚ ɭɛɢɬ Ɇɭɯɚɦɦɟɞ Ƚɚɥɟɣ 
Ɇɭɯɚɦɦɟɞ ɒɚɯɨɜ» [14. ɋ. 249]. ɇɟɜɡɨɪɨɜ ɩɢɲɟɬ, ɱɬɨ ɫɱɟɬ ɜɪɟɦɟɧɢ 
ɨɩɪɟɞɟɥɹɟɬɫɹ ɭ ɦɭɫɭɥɶɦɚɧ ɜɚɠɧɵɦ ɫɨɛɵɬɢɟɦ, ɩɟɪɟɫɟɥɟɧɢɟɦ ɩɪɨɪɨɤɚ 
Ɇɭɯɚɦɦɟɞɚ ɜ Ɇɟɞɢɧɭ – «ɷɝɢɪɨɣ (ɷɞɠɪɨɣ)», ɩɟɪɜɵɣ ɝɨɞ ɤɨɬɨɪɨɣ ɫɨɨɬ-
ɜɟɬɫɬɜɭɟɬ 622 ɝɨɞɭ ɨɬ Ɋɨɠɞɟɫɬɜɚ ɏɪɢɫɬɨɜɚ. Ⱦɟɥɚɹ ɧɟɨɛɯɨɞɢɦɵɟ ɪɚɫ-
ɱɟɬɵ, ɇɟɜɡɨɪɨɜ ɭɫɬɚɧɚɜɥɢɜɚɟɬ, ɱɬɨ ɜ ɞɚɧɧɨɟ ɜɪɟɦɹ ɭ ɦɭɫɭɥɶɦɚɧ ɢɞɟɬ 
1178 ɝ.; ɩɨ ɫɨɜɪɟɦɟɧɧɨɣ ɠɟ ɯɪɨɧɨɥɨɝɢɢ Ɇɭɯɚɦɦɟɞ ɒɚɯɨɜ ɩɨɱɢɥ  
ɜ 1558 ɝ. [14. ɋ. 250]. ɗɬɭ ɧɚɞɝɪɨɛɧɭɸ ɧɚɞɩɢɫɶ ɧɚ ɧɚɣɞɟɧɧɨɦ ɜ ɝɨɪɨɞɟ 
ɤɚɦɧɟ ɩɪɢɜɨɞɢɬ ɢ ɩɪɨɮɟɫɫɨɪ Ʉɚɡɚɧɫɤɨɝɨ ɭɧɢɜɟɪɫɢɬɟɬɚ Ʉɚɪɥ Ɏɭɤɫ  
ɜ ɪɚɛɨɬɟ «Ʉɚɡɚɧɫɤɢɟ ɬɚɬɚɪɵ ɜ ɫɬɚɬɢɫɬɢɱɟɫɤɨɦ ɢ ɷɬɧɨɝɪɚɮɢɱɟɫɤɨɦ ɨɬ-
ɧɨɲɟɧɢɹɯ», ɞɚɜɚɹ ɩɟɪɟɜɨɞ, ɫɨɜɩɚɞɚɸɳɢɣ ɫ ɧɟɜɡɨɪɨɜɫɤɢɦ ɬɟɤɫɬɨɦ [15. 
ɋ. 80]. ɋɪɟɞɢ ɷɩɢɬɚɮɢɣ ɟɫɬɶ ɢ ɬɚɤɢɟ, ɤɨɬɨɪɵɟ ɩɟɪɟɞɚɸɬ ɧɚɫɬɚɜɥɟɧɢɹ 
ɦɭɫɭɥɶɦɚɧɫɤɨɝɨ ɩɪɨɪɨɤɚ, ɫ ɨɞɧɢɦ ɢɡ ɧɢɯ ɩɢɫɚɬɟɥɶ ɡɧɚɤɨɦɢɬ ɪɭɫɫɤɨɝɨ 
ɱɢɬɚɬɟɥɹ: «Ɇɢɪ ɫɟɣ ɧɟ ɜɟɱɟɧ, ɢ ɜ ɧɟɦ ɧɟɬ ɫɨɜɟɪɲɟɧɧɨɝɨ ɫɩɚɫɟɧɢɹ, Ȼɥɚ-
ɝɨɫɥɨɜɢ Ƚɨɫɩɨɞɢ ɟɝɨ ɫɩɚɫɟɧɢɟ» [14. ɋ. 251]. Ȼɨɥɟɟ ɨɛɫɬɨɹɬɟɥɶɧɨ 
ɭɡɧɚɬɶ ɨ ɦɭɫɭɥɶɦɚɧɫɤɢɯ ɷɩɢɬɚɮɢɹɯ ɇɟɜɡɨɪɨɜ ɩɪɟɞɥɚɝɚɟɬ ɜ ɫɨɱɢɧɟɧɢɢ 
ɂɜɚɧɚ Ʌɟɩɟɯɢɧɚ «Ⱦɧɟɜɧɵɟ ɡɚɩɢɫɤɢ ɩɭɬɟɲɟɫɬɜɢɹ ɩɨ ɪɚɡɧɵɦ ɩɪɨɜɢɧ-
ɰɢɹɦ Ɋɨɫɫɢɣɫɤɨɝɨ ɝɨɫɭɞɚɪɫɬɜɚ».  
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Ɋɟɰɟɩɰɢɹ ɦɭɫɭɥɶɦɚɧɫɤɢɯ ɧɚɞɝɪɨɛɧɵɯ ɧɚɞɩɢɫɟɣ ɜɨɡɧɢɤɚɟɬ ɢ ɜ ɩɭ-
ɬɟɜɵɯ ɡɚɦɟɬɤɚɯ ɉ.ɉ. ɋɜɢɧɶɢɧɚ «Ʉɚɪɬɢɧɵ Ɋɨɫɫɢɢ ɢ ɛɵɬ ɪɚɡɧɨɩɥɟɦɟɧɧɵɯ 
ɟɟ ɧɚɪɨɞɨɜ». Ⱥɜɬɨɪ ɨɛɪɚɳɚɟɬ ɜɧɢɦɚɧɢɟ ɱɢɬɚɬɟɥɹ ɧɚ ɤɚɦɧɢ ɫ ɚɪɚɛɫɤɨ-
ɬɚɬɚɪɫɤɢɦɢ ɢɡɪɟɱɟɧɢɹɦɢ, ɨɫɧɨɜɧɵɟ ɬɟɦɵ ɤɨɬɨɪɵɯ ɜɡɹɬɵ «ɢɡ Ⱥɥɤɨ-
ɪɚɧɚ». ɉɢɫɚɬɟɥɶ ɧɟ ɩɪɢɜɨɞɢɬ ɧɚɞɝɪɨɛɧɵɣ ɬɟɤɫɬ ɜ ɩɨɥɧɨɦ ɨɛɴɟɦɟ,  
ɜɵɞɟɥɹɹ ɟɝɨ ɡɧɚɱɢɦɵɟ ɱɚɫɬɢ, ɚɤɰɟɧɬɢɪɭɹ ɜɧɢɦɚɧɢɟ ɧɚ ɞɭɯɨɜɧɨ-ɪɟɥɢ-
ɝɢɨɡɧɨɦ ɫɨɞɟɪɠɚɧɢɢ, ɜ ɤɨɬɨɪɨɦ ɧɟɢɡɦɟɧɧɵ ɨɛɪɚɳɟɧɢɟ ɤ Ȼɨɝɭ ɢ ɭɬɜɟɪ-
ɠɞɟɧɢɟ ɧɟɢɡɛɟɠɧɨɫɬɢ ɫɩɪɚɜɟɞɥɢɜɨɝɨ ɜɵɫɲɟɝɨ ɫɭɞɚ: «…ɬɨ ɧɟɦɢɧɭ-
ɟɦɨ, ɱɬɨ ɝɪɨɡɧɵɣ ɞɟɧɶ ɫɭɞɚ Ȼɨɠɢɹ ɩɪɢɞɟɬ: ɧɟɬ ɜ ɬɨɦ ɫɨɦɧɟɧɢɹ, ɱɬɨ 
Ƚɨɫɩɨɞɶ ɜɨɡɞɜɢɝɧɟɬ ɜɫɟɯ ɭɦɟɪɲɢɯ» [16. ɋ. 194]; «Ɉɧ ɝɨɫɩɨɞɶ ɛɨɝ ɠɢ-
ɜɵɣ… ɋɢɟ ɞɨɦɨɜɢɳɟ ɜɟɥɢɤɨɝɨ ɢ ɩɪɟɜɟɥɢɤɨɝɨ ɢ ɜɵɫɨɤɨɝɨ ɩɨɜɟɥɢɬɟɥɹ, 
ɢɡɛɪɚɧɧɨɝɨ ɨɬ Ȼɨɝɚ, ɩɨɱɬɟɧɧɨɝɨ ɛɥɚɝɨɪɨɞɧɨɝɨ… Ⱥɤɢɫɬɚ ɏɚɞɠɢ ɫɵɧɚ 
Ɇɭɦɢɤɨɜɚ… Ɉ, Ƚɨɫɩɨɞɢ Ȼɨɠɟ! ɍɞɨɜɨɥɶɫɬɜɭɣ ɟɝɨ ɞɨɜɨɥɶɫɬɜɨɦ 
ɧɟɫɤɨɧɱɚɟɦɵɦ ɢ ɭɱɟɫɬɢ ɟɝɨ, ɨɬɩɭɫɬɢɜ ɝɪɟɯɢ ɟɝɨ, ɢ ɩɨɦɢɥɭɣ ɫɨɝɪɟɲɟ-
ɧɢɹ ɟɝɨ» [16. ɋ. 194-195]. ȼ «ɦɚɝɨɦɟɬɚɧɫɤɢɯ ɧɚɞɩɢɫɹɯ», ɩɪɢɜɨɞɢɦɵɯ 
ɋɜɢɧɶɢɧɵɦ, ɩɟɪɟɞɚɸɬɫɹ ɪɟɥɢɝɢɨɡɧɨ-ɮɢɥɨɫɨɮɫɤɨɟ ɦɢɪɨɨɳɭɳɟɧɢɟ, 
ɩɪɢɫɭɬɫɬɜɢɟ ɦɵɫɥɢ ɨ ɜɟɱɧɨɫɬɢ Ȼɨɝɚ ɢ ɟɝɨ ɜɵɫɨɱɚɣɲɟɣ ɦɢɥɨɫɬɢ, ɛɪɟɧ-
ɧɨɫɬɢ ɱɟɥɨɜɟɱɟɫɤɨɣ ɠɢɡɧɢ: «ɋɦɟɪɬɶ ɩɨɞɨɛɧɚ ɩɨɥɧɨɣ ɱɚɲɟ ɩɢɬɢɹ: 
ɜɫɟɦ ɥɸɞɹɦ ɟɟ ɩɢɬɶ, ɧɢɤɨɦɭ ɧɟ ɦɢɧɨɜɚɬɶ. Ƚɪɨɛ – ɜɪɚɬɚ ɫɦɟɪɬɢ, ɜɫɟ 
ɥɸɞɢ ɩɪɨɣɞɭɬ ɜ ɧɢɯ… ȼɫɟ ɠɢɜɵɟ ɜɫɤɨɪɟ ɭɦɪɭɬ, ɤɪɨɦɟ Ƚɨɫɩɨɞɚ Ȼɨɝɚ» 
[16. ɋ. 194]; «ȼɫɟ ɠɢɜɵɟ ɜɫɤɨɪɟ ɭɦɪɭɬ, ɤɪɨɦɟ Ƚɨɫɩɨɞɚ Ȼɨɝɚ. ɂɦɹ, Ⱥɛɭ-
ɛɟɤɢɪ Ɉɫɥɢɜɹɝɚ-Ɇɚɦɭɤ, ɫɵɧ Ȼɚɤɥɹɬɟɜ. ȼɨɫɩɨɦɧɢ ɟɝɨ, Ƚɨɫɩɨɞɢ, ɦɢɥɨ-
ɫɟɪɞɢɟɦ, ɢ ɭɤɪɚɫɢ, Ȼɨɠɟ, ɜ ɰɚɪɫɬɜɢɢ ɧɟɛɟɫɧɨɦ ɛɟɫɟɞɵ ɟɝɨ, ɢ ɭɩɨɤɨɣ 
ɟɝɨ, ɨɬɩɭɫɬɢ ɝɪɟɯɢ ɟɝɨ. Ɉɬɵɞɟ ɤ ɦɢɥɨɫɟɪɞɢɸ ȼɫɟɜɵɲɧɟɝɨ ɜ ɥɟɬɨ ɨɬ 
Ɇɚɝɨɦɟɬɚ 619» [16. ɋ. 195].  

ɉɢɫɚɬɟɥɶ ɨɬɦɟɱɚɟɬ ɜ ɫɥɨɝɟ ɩɢɫɶɦɚ ɩɨɷɬɢɱɟɫɤɭɸ ɨɛɪɚɡɧɨɫɬɶ – «ɞɭɯ 
ɜɨɫɬɨɱɧɨɝɨ ɜɢɬɢɣɫɬɜɚ», ɤɨɬɨɪɵɣ ɨɫɨɛɟɧɧɨ ɩɪɨɹɜɥɹɟɬɫɹ ɜ ɧɚɞɩɢɫɹɯ 
ɠɟɧɫɤɢɯ ɝɪɨɛɧɢɰ, ɢɫɩɟɳɪɟɧɧɵɯ «ɩɵɲɧɵɦɢ ɷɩɢɬɟɬɚɦɢ». ɋɜɢɧɶɢɧ 
ɩɪɢɜɨɞɢɬ ɧɟɫɤɨɥɶɤɨ ɢɡɪɟɱɟɧɢɣ, ɤɨɬɨɪɵɟ ɩɟɪɟɞɚɸɬ ɦɧɨɝɨɱɢɫɥɟɧɧɵɟ 
ɨɩɪɟɞɟɥɟɧɢɹ ɞɭɯɨɜɧɨ-ɧɪɚɜɫɬɜɟɧɧɵɯ ɤɚɱɟɫɬɜ ɢ ɞɨɫɬɨɢɧɫɬɜ ɢɯ ɨɛɥɚɞɚ-
ɬɟɥɶɧɢɰ Ɍɚɤ, «ɤɧɹɝɢɧɹ ɋɚɪɚ» ɯɚɪɚɤɬɟɪɢɡɭɟɬɫɹ ɤɚɤ «ɩɪɟɱɢɫɬɚɹ, ɩɪɟ-
ɦɧɨɝɨɦɢɥɨɫɟɪɞɧɚɹ, ɩɪɟɤɪɚɫɧɚɹ, ɩɪɟɜɵɫɨɤɨɪɨɞɧɚɹ ɢ ɧɟɩɨɪɨɱɧɚɹ, ɢ ɩɪɟ-
ɩɨɱɬɟɧɧɚɹ, ɢ ɱɢɫɬɟɣɲɚɹ, ɦɧɨɝɨɜɟɪɧɚɹ»; Ɋɚɦɦɚ, «ɞɨɱɟɪɶ Ʌɸɛɨɜɚ» – 
ɤɚɤ «ɩɪɟɰɟɥɨɦɭɞɪɟɧɧɚɹ, ɱɢɫɬɟɣɲɚɹ, ɧɟɩɨɪɨɱɧɚɹ, ɦɧɨɝɨɬɟɪɩɟɥɢɜɚɹ  
ɢ ɦɧɨɝɨɩɨɫɬɧɚɹ» [16. ɋ. 195].  

ɋɜɢɧɶɢɧ ɩɨɹɫɧɹɟɬ ɱɢɬɚɬɟɥɸ, ɱɬɨ ɞɥɹ «ɫɩɢɫɵɜɚɧɢɹ» ɚɪɚɛɫɤɨ-ɬɚɬɚɪ-
ɫɤɢɯ ɧɚɞɩɢɫɟɣ ɛɵɥ ɢɡɛɪɚɧ ɭɱɟɧɵɣ Ⱥɯɭɧ Ʉɚɞɵɪɦɚɦɟɦ ɋɸɧɝɚɥɟɣ,  
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ɚ ɧɚ ɪɭɫɫɤɢɣ ɹɡɵɤ ɨɧɢ ɩɟɪɟɜɟɞɟɧɵ ɘɫɭɮɨɦ ɂɠɛɭɥɚɬɨɦ. ɋɜɢɧɶɢɧ, ɤɚɤ 
ɢ ɇɟɜɡɨɪɨɜ, ɫɫɵɥɚɟɬɫɹ ɧɚ «Ⱦɧɟɜɧɵɟ ɡɚɩɢɫɤɢ ɩɭɬɟɲɟɫɬɜɢɹ» ɂ.ɂ. Ʌɟ-
ɩɟɯɢɧɚ, ɭ ɤɨɬɨɪɨɝɨ ɞɚɟɬɫɹ ɨɛɲɢɪɧɵɣ ɩɟɪɟɱɟɧɶ ɧɚɞɝɪɨɛɧɵɯ ɦɭɫɭɥɶ-
ɦɚɧɫɤɢɯ ɧɚɞɩɢɫɟɣ, ɬɪɢ ɢɡ ɤɨɬɨɪɵɯ ɜ ɤɚɱɟɫɬɜɟ ɨɛɪɚɡɰɚ ɩɢɫɚɬɟɥɶ ɢ ɩɪɢ-
ɜɨɞɢɬ ɜ ɫɜɨɟɦ ɫɨɱɢɧɟɧɢɢ. ɋɜɢɧɶɢɧ ɡɚɦɟɱɚɟɬ, ɱɬɨ ɤɚɦɧɢ, ɫɨɞɟɪɠɚɳɢɟ 
ɧɚɞɩɢɫɢ, «ɪɚɡɥɢɱɧɨɝɨ ɜɢɞɚ ɢ ɜɟɥɢɱɢɧɵ» ɢ ɫɯɨɞɫɬɜɭɸɬ ɫ ɧɚɞɝɪɨɛɧɵɦɢ 
ɩɚɦɹɬɧɢɤɚɦɢ ɜ Ʉɚɫɢɦɨɜɟ, ɨ ɱɟɦ ɩɢɫɚɥ ɭɱɟɧɵɣ ɉɚɥɥɚɫ, ɤ ɫɨɱɢɧɟɧɢɸ 
ɤɨɬɨɪɨɝɨ «ɉɭɬɟɲɟɫɬɜɢɟ ɩɨ ɪɚɡɧɵɦ ɩɪɨɜɢɧɰɢɹɦ Ɋɨɫɫɢɣɫɤɨɝɨ Ƚɨɫɭɞɚɪ-
ɫɬɜɚ» ɩɢɫɚɬɟɥɶ ɢ ɨɬɫɵɥɚɟɬ. Ɋɟɰɟɩɰɢɹ ɧɟɪɭɫɫɤɨɝɨ ɤɨɧɮɟɫɫɢɨɧɚɥɶɧɨɝɨ 
ɜ ɩɭɬɟɜɵɯ ɨɱɟɪɤɚɯ ɋɜɢɧɶɢɧɚ ɡɧɚɤɨɦɢɬ ɱɢɬɚɬɟɥɹ ɫ ɪɟɥɢɝɢɨɡɧɵɦɢ 
ɩɪɟɞɫɬɚɜɥɟɧɢɹɦɢ ɦɭɫɭɥɶɦɚɧ, ɩɨɥɢɯɪɨɦɧɵɦ ɩɨɜɨɥɠɫɤɢɦ ɦɢɪɨɦ.  

Ʉ ɨɩɢɫɚɧɢɸ ɬɚɬɚɪɫɤɨɣ ɨɛɪɹɞɧɨɫɬɢ ɜ XVIII ɜ. ɨɛɪɚɳɚɥɫɹ ɪɟɝɢɨ-
ɧɚɥɶɧɵɣ ɩɢɫɚɬɟɥɶ-ɷɬɧɨɝɪɚɮ Ʉɚɩɢɬɨɧ Ɇɢɥɶɤɨɜɢɱ. ȼ ɨɱɟɪɤɟ «Ȼɵɬ ɢ ɜɟ-
ɪɨɜɚɧɢɹ ɬɚɬɚɪ ɋɢɧɛɢɪɫɤɨɣ ɝɭɛɟɪɧɢɢ ɜ 1783 ɝɨɞɭ» ɨɧ ɩɟɪɟɞɚɟɬ ɦɭɫɭɥɶ-
ɦɚɧɫɤɢɣ ɩɨɯɨɪɨɧɧɵɣ ɨɛɪɹɞ ɢ ɧɚɞɝɪɨɛɧɵɟ ɬɟɤɫɬɵ ɧɚ ɚɪɚɛɫɤɨɦ ɹɡɵɤɟ. 
Ɇɢɥɶɤɨɜɢɱ ɜɵɞɟɥɹɟɬ ɜ ɷɬɢɯ ɧɚɞɩɢɫɹɯ ɨɛɹɡɚɬɟɥɶɧɨɟ «ɤɪɚɬɤɨɟ ɭɜɟɳɚ-
ɧɢɟ», ɫɨɞɟɪɠɚɳɟɟ ɦɨɪɚɥɶɧɨ-ɮɢɥɨɫɨɮɫɤɭɸ ɫɟɧɬɟɧɰɢɸ, ɩɟɪɟɞɚɸɳɭɸ 
ɦɢɪɨɩɨɧɢɦɚɧɢɟ ɦɭɫɭɥɶɦɚɧɢɧɚ. Ɉɞɧɭ ɢɡ ɧɚɞɩɢɫɟɣ Ɇɢɥɶɤɨɜɢɱ ɩɪɢɜɨ-
ɞɢɬ: «ȼɫɹɤɢɣ ɫɦɟɪɬɟɧ, Ȼɨɝ Ɉɞɢɧ ɛɟɫɫɦɟɪɬɟɧ ɢ ɩɪɨɪɨɤ. Ʉɬɨ Ȼɨɝɭ ɩɨ-
ɤɥɨɧɹɟɬɫɹ ɢ ɠɢɜɟɬ ɧɟɩɨɪɨɱɧɨ, ɬɨɦɭ ɹ ɤɪɨɜɧɵɣ ɞɪɭɝ» [17. ɋ. 12].  

ɉɨɞɵɬɨɠɢɜɚɹ ɧɚɲɢ ɧɚɛɥɸɞɟɧɢɹ, ɨɬɦɟɬɢɦ: ɜ ɜɨɥɠɫɤɨɦ ɬɪɚɜɟɥɨɝɟ 
ɫɨɡɞɚɟɬɫɹ ɹɪɤɢɣ ɨɛɪɚɡ ɦɭɫɭɥɶɦɚɧɫɤɨɝɨ ɦɢɪɚ, ɤɨɬɨɪɵɣ ɩɪɟɞɫɬɚɟɬ  
ɜ ɤɨɧɤɪɟɬɧɵɯ ɷɬɧɨɤɭɥɶɬɭɪɧɵɯ ɢ ɪɟɥɢɝɢɨɡɧɵɯ ɩɪɨɹɜɥɟɧɢɹɯ. ɂɧɨɷɬɧɢ-
ɱɟɫɤɨɟ ɪɟɩɪɟɡɟɧɬɢɪɭɟɬɫɹ ɜ ɭɤɥɚɞɟ ɠɢɡɧɢ, ɨɛɵɱɚɹɯ ɢ ɨɛɪɹɞɚɯ, ɪɟɥɢɝɢ-
ɨɡɧɵɯ ɩɪɚɡɞɧɢɤɚɯ, ɧɚɪɨɞɧɵɯ ɥɟɝɟɧɞɚɯ ɢ ɩɪɟɞɚɧɢɹɯ. Ɍɪɚɧɫɮɟɪ ɦɭ-
ɫɭɥɶɦɚɧɫɤɢɯ ɬɟɤɫɬɨɜ ɞɚɟɬ ɩɪɟɞɫɬɚɜɥɟɧɢɟ ɨ «ɬɚɬɚɪɫɤɨɣ ɜɟɪɟ» ɜ ɟɟ  
ɨɫɧɨɜɧɨɦ ɩɪɨɹɜɥɟɧɢɢ: ɧɟɩɨɫɪɟɞɫɬɜɟɧɧɨɦ ɨɛɪɚɳɟɧɢɢ ɦɭɫɭɥɶɦɚɧɢɧɚ  
ɤ Ȼɨɝɭ – ɦɨɥɢɬɜɟ, ɩɪɨɩɨɜɟɞɢ, ɷɩɢɝɪɚɮɢɱɟɫɤɢɯ ɧɚɞɩɢɫɹɯ. ɉɨɜɨɥɠɫɤɢɣ 
ɦɢɪ ɩɟɪɟɞɚɟɬɫɹ ɜ ɬɪɚɜɟɥɨɝɟ ɜ ɫɨɟɞɢɧɟɧɢɢ ɦɧɨɝɢɯ ɤɭɥɶɬɭɪɧɨ-ɪɟɥɢɝɢ-
ɨɡɧɵɯ ɤɨɧɫɬɚɧɬ, ɨɞɧɚ ɢɡ ɤɨɬɨɪɵɯ – ɦɭɫɭɥɶɦɚɧɫɤɚɹ, ɬɚɬɚɪɫɤɚɹ. 
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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. 
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ɒɚɧɯɚɣ 1920–1940-ɯ ɝɝ. – ɦɟɫɬɨ ɢɡɞɚɧɢɹ ɦɧɨɠɟɫɬɜɚ ɦɚɥɨɢɫɫɥɟɞɨ-

ɜɚɧɧɵɯ ɪɭɫɫɤɢɯ ɥɢɬɟɪɚɬɭɪɧɵɯ ɠɭɪɧɚɥɨɜ ɢ ɫɛɨɪɧɢɤɨɜ, ɩɪɟɞɫɬɚɜɥɹɜɲɢɯ 
ɤɭɥɶɬɭɪɧɭɸ ɠɢɡɧɶ ɷɦɢɝɪɚɰɢɢ. ȼ ɫɜɨɞɧɨɦ ɤɚɬɚɥɨɝɟ ɩɟɪɢɨɞɢɤɢ ɪɭɫɫɤɨ-
ɝɨ ɡɚɪɭɛɟɠɶɹ ɧɚ ɫɚɣɬɟ ɗɦɢɝɪɚɧɬɢɤɚ ɫɨɞɟɪɠɚɬɫɹ ɨɩɢɫɚɧɢɹ 126 ɲɚɧɯɚɣ-
ɫɤɢɯ ɢɡɞɚɧɢɣ ɷɬɨɝɨ ɩɟɪɢɨɞɚ [1]. ȼ ɢɯ ɱɢɫɥɟ – ɢɡɞɚɧɧɵɟ ɗ. Ɇɚɝɚɪɚɦɨɦ 
ɥɢɬɟɪɚɬɭɪɧɨ-ɯɭɞɨɠɟɫɬɜɟɧɧɵɟ ɚɥɶɦɚɧɚɯɢ «Ⱦɚɥɶɧɢɣ ȼɨɫɬɨɤ» (1920), 
«ɀɟɥɬɵɣ ɥɢɤ» (1921) ɢ «Ʉɢɬɚɣ» (1923). ɂɯ ɨɛɳɟɟ ɨɩɢɫɚɧɢɟ ɞɚɟɬɫɹ  
Ⱥ. ɏɢɫɚɦɭɬɞɢɧɨɜɵɦ ɜ ɤɨɧɬɟɤɫɬɟ «ɬɨɥɫɬɵɯ ɥɢɬɟɪɚɬɭɪɧɵɯ ɠɭɪɧɚɥɨɜ» [2]. 
ɗɬɚ ɫɟɪɢɹ – ɨɞɧɨ ɢɡ ɫɚɦɵɯ ɪɚɧɧɢɯ ɲɚɧɯɚɣɫɤɢɯ ɢɡɞɚɧɢɣ ɬɚɤɨɝɨ ɪɨɞɚ  
ɢ ɨɞɧɨɜɪɟɦɟɧɧɨ ɩɟɪɜɵɣ ɨɩɵɬ ɨɛɪɚɳɟɧɢɹ ɲɚɧɯɚɣɫɤɢɯ ɷɦɢɝɪɚɧɬɨɜ  
ɤ ɤɢɬɚɟɜɟɞɟɧɢɸ [3. ɋ. 31].  

ɉɪɟɞɫɬɚɜɥɹɟɬ ɢɧɬɟɪɟɫ ɢɡɭɱɟɧɢɟ ɩɭɬɢ, ɤɨɬɨɪɵɦ ɗɥɢɡɚɪ Ɇɚɝɚɪɚɦ 
ɮɨɪɦɢɪɨɜɚɥ ɨɛɪɚɡ Ʉɢɬɚɹ ɜ ɫɜɨɟɦ ɢɡɞɚɧɢɢ. ɂɡɞɚɬɟɥɶ ɫɬɚɜɢɥ ɩɟɪɟɞ ɫɨ-
ɛɨɣ ɡɚɞɚɱɭ ɛɥɢɠɟ ɩɨɡɧɚɤɨɦɢɬɶ ɪɭɫɫɤɨɝɨ ɱɢɬɚɬɟɥɹ ɫ ɤɢɬɚɣɫɤɢɦ ɧɚɪɨ-
ɞɨɦ. Ɉɞɧɚɤɨ ɫɚɦ ɨɧ ɜ ɷɬɨ ɜɪɟɦɹ ɩɪɨɠɢɜɚɥ ɜ Ʉɢɬɚɟ ɜɫɟɝɨ ɞɜɚ ɝɨɞɚ, ɧɟ 
ɛɵɥ ɩɪɨɮɟɫɫɢɨɧɚɥɶɧɵɦ ɤɢɬɚɟɜɟɞɨɦ, ɧɟ ɡɧɚɥ ɤɢɬɚɣɫɤɢɣ ɢ ɧɟ ɢɦɟɥ  
ɜɨɤɪɭɝ ɫɟɛɹ ɫɢɥɶɧɨɣ ɬɜɨɪɱɟɫɤɨɣ ɝɪɭɩɩɵ. Ɍɟɦ ɧɟ ɦɟɧɟɟ ɪɟɡɭɥɶɬɚɬ ɟɝɨ 
ɪɚɛɨɬɵ ɡɚɫɥɭɠɢɜɚɟɬ ɪɚɫɫɦɨɬɪɟɧɢɹ.  

ɋɛɨɪɧɢɤɢ Ɇɚɝɚɪɚɦɚ ɨɛɥɚɞɚɸɬ ɝɥɚɜɧɵɦɢ ɬɢɩɨɥɨɝɢɱɟɫɤɢɦɢ ɩɪɢ-
ɡɧɚɤɚɦɢ ɚɥɶɦɚɧɚɯɚ, ɤ ɤɨɬɨɪɵɦ ɘ.Ȼ. Ȼɚɥɚɲɨɜɚ ɨɬɧɨɫɢɬ ɪɚɡɧɨɪɨɞɧɵɣ 
ɚɜɬɨɪɫɤɢɣ ɫɨɫɬɚɜ, ɠɚɧɪɨɜɭɸ ɩɟɫɬɪɨɬɭ, ɜɵɫɨɤɭɸ ɤɭɥɶɬɭɪɭ ɨɮɨɪɦɥɟɧɢɹ 
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ɢ ɢɥɥɸɫɬɪɢɪɨɜɚɧɢɹ. Ⱥɥɶɦɚɧɚɯ ɹɜɥɹɟɬɫɹ ɫɜɟɪɯɬɟɤɫɬɨɦ ɩɨ ɨɬɧɨɲɟɧɢɸ 
ɤ ɜɯɨɞɹɳɢɦ ɜ ɧɟɝɨ ɩɪɨɢɡɜɟɞɟɧɢɹɦ, ɚ ɟɝɨ ɞɨɦɢɧɚɧɬɧɚɹ ɬɟɦɚɬɢɤɚ ɫɨɨɬ-
ɧɨɫɢɬɫɹ ɫ ɬɟɦɚɬɢɤɨɣ ɜɯɨɞɹɳɢɯ ɬɟɤɫɬɨɜ [4]. Ɍɚɤɨɟ ɢɡɞɚɧɢɟ, ɨɛɴɟɞɢɧɟɧ-
ɧɨɟ ɤɢɬɚɣɫɤɨɣ ɬɟɦɚɬɢɤɨɣ, ɦɨɠɟɬ ɪɚɫɫɦɚɬɪɢɜɚɬɶɫɹ ɤɚɤ ɨɛɪɚɡɟɰ ɤɢɬɚɣ-
ɫɤɨɝɨ ɫɜɟɪɯɬɟɤɫɬɚ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ.   

ɉɪɟɞɫɬɚɜɥɟɧɧɵɟ ɜ ɚɥɶɦɚɧɚɯɚɯ ɩɪɨɡɚ, ɩɨɷɡɢɹ ɢ ɩɭɛɥɢɰɢɫɬɢɤɚ ɪɚɫ-
ɤɪɵɜɚɥɢ ɪɭɫɫɤɨɦɭ ɱɢɬɚɬɟɥɸ ɨɛɪɚɡ Ʉɢɬɚɹ, ɡɧɚɤɨɦɢɥɢ ɫ ɤɢɬɚɣɫɤɨɣ 
ɤɭɥɶɬɭɪɨɣ, ɫ ɢɫɤɭɫɫɬɜɨɦ ɢ ɛɵɬɨɦ. Ⱦɪɭɝɢɦɢ ɬɟɦɚɬɢɱɟɫɤɢɦɢ ɧɚɩɪɚɜɥɟ-
ɧɢɹɦɢ ɛɵɥɢ ɠɢɡɧɶ ɪɚɡɧɵɯ ɫɥɨɟɜ ɤɢɬɚɣɫɤɨɝɨ ɛɨɥɶɲɨɝɨ ɝɨɪɨɞɚ, ɥɸɛɨɜ-
ɧɚɹ, ɮɢɥɨɫɨɮɫɤɚɹ ɢ ɩɟɣɡɚɠɧɚɹ ɥɢɪɢɤɚ, ɢɫɬɨɪɢɹ Ʉɢɬɚɹ ɢ ɟɝɨ ɫɨɜɪɟɦɟɧɧɨɟ 
ɷɤɨɧɨɦɢɱɟɫɤɨɟ, ɩɨɥɢɬɢɱɟɫɤɨɟ ɢ ɦɟɠɞɭɧɚɪɨɞɧɨɟ ɩɨɥɨɠɟɧɢɟ. ɉɥɚɧɢɪɨ-
ɜɚɥɫɹ ɟɳɟ 4-ɣ ɬɨɦ ɚɥɶɦɚɧɚɯɚ ɫ ɩɪɨɢɡɜɟɞɟɧɢɹɦɢ ɨ ɠɢɡɧɢ ɫɨɛɫɬɜɟɧɧɨɣ 
ɤɭɥɶɬɭɪɧɨɣ ɝɪɭɩɩɵ – ɪɭɫɫɤɢɯ ɷɦɢɝɪɚɧɬɨɜ ɜ ɒɚɧɯɚɟ, ɨɞɧɚɤɨ ɜɵɩɭɫɤ 
ɚɥɶɦɚɧɚɯɚ ɩɪɟɤɪɚɬɢɥɫɹ ɢ ɩɥɚɧ ɨɫɬɚɥɫɹ ɧɟɪɟɚɥɢɡɨɜɚɧɧɵɦ [3. ɋ. 32].  

ɀɚɧɪɵ ɨɩɭɛɥɢɤɨɜɚɧɧɵɯ ɩɪɨɢɡɜɟɞɟɧɢɣ (ɫɨɝɥɚɫɧɨ ɨɩɪɟɞɟɥɟɧɢɹɦ 
ɫɚɦɢɯ ɚɜɬɨɪɨɜ) – ɨɱɟɪɤɢ (ɯɨɬɹ ɧɟɤɨɬɨɪɵɟ ɢɡ ɧɢɯ ɩɪɚɜɢɥɶɧɟɟ ɛɵɥɨ ɛɵ 
ɧɚɡɜɚɬɶ ɪɚɫɫɤɚɡɚɦɢ), ɝɥɚɜɚ ɢɡ ɪɨɦɚɧɚ, ɫɤɚɡɤɢ, «ɤɢɧɨɞɪɚɦɚ», ɩɭɛɥɢɰɢ-
ɫɬɢɱɟɫɤɢɟ ɢ ɧɚɭɱɧɨ-ɩɨɩɭɥɹɪɧɵɟ ɫɬɚɬɶɢ, ɚ ɬɚɤɠɟ ɥɢɪɢɱɟɫɤɢɟ ɫɬɢɯɨɬɜɨ-
ɪɟɧɢɹ ɢ «ɩɟɫɧɹ».  

ȼ ɚɥɶɦɚɧɚɯɟ ɧɟɬ ɫɬɪɨɝɨɝɨ ɞɟɥɟɧɢɹ ɧɚ ɪɭɛɪɢɤɢ. Ʉɚɠɞɵɣ ɜɵɩɭɫɤ ɨɬ-
ɤɪɵɜɚɸɬ ɪɚɫɫɤɚɡɵ ɢ ɨɱɟɪɤɢ ɫɚɦɨɝɨ Ɇɚɝɚɪɚɦɚ – ɫɟɪɢɹ «ɀɟɥɬɵɣ ɥɢɤ», 
ɜɩɨɫɥɟɞɫɬɜɢɢ ɢɡɞɚɧɧɚɹ ɨɬɞɟɥɶɧɨ. Ɇɚɝɚɪɚɦ ɬɚɤɠɟ ɚɤɬɢɜɧɨ ɩɭɛɥɢɤɨɜɚɥ 
ɫɜɨɢ ɩɟɪɟɜɨɞɵ ɫɤɚɡɨɤ ɢ ɨɪɢɝɢɧɚɥɶɧɵɟ ɩɪɨɢɡɜɟɞɟɧɢɹ ɩɨɞ ɩɫɟɜɞɨɧɢ-
ɦɚɦɢ ɂɥɶɹ ȿɜɟɥɶɢɱ, ɂ. Ⱥɧɬɭɮɶɟɜ, Ⱥ.ɋ. Ȼɭɹɧɨɜ. ɉɨɦɢɦɨ ɧɟɝɨ ɜ ɤɪɭɝ 
ɚɜɬɨɪɨɜ ɜɯɨɞɢɥɢ ɤɚɤ ɢɡɜɟɫɬɧɵɟ ɥɢɰɚ (Ɇɚɪɢɹ Ɇɨɪɚɜɫɤɚɹ, Ɇɢɯɚɢɥ 
ɓɟɪɛɚɤɨɜ, ɤɢɬɚɟɜɟɞ ȿ.Ⱥ. Ɏɟɞɨɪɨɜ), ɬɚɤ ɢ ɬɟ, ɨ ɤɨɦ ɫɜɟɞɟɧɢɣ ɦɚɥɨ ɢɥɢ 
ɧɟɬ ɜɨɨɛɳɟ: ɉɟɬɪ ɑɟɪɤɟɡ, ɘɪɢɣ ȼɢɤɬɨɪɨɜ, Ƚɚɧɧɚ Ɇ-ɦ. Ʉɚɱɟɫɬɜɨ ɧɟ-
ɤɨɬɨɪɵɯ ɫɬɢɯɨɬɜɨɪɟɧɢɣ ɬɚɤɨɜɨ, ɱɬɨ ɫɚɦ Ɇɚɪɚɝɚɦ ɞɟɥɚɟɬ ɪɟɦɚɪɤɭ: 
«Ɇɵ ɫɥɚɝɚɟɦ ɫ ɫɟɛɹ ɨɬɜɟɬɫɬɜɟɧɧɨɫɬɶ ɡɚ ɟɝɨ ɫɥɨɝ» [5. ɋ. 59]. ɋɥɟɞɭɟɬ 
ɬɚɤɠɟ ɨɬɦɟɬɢɬɶ ɡɚɦɟɬɧɨɟ ɤɨɥɢɱɟɫɬɜɨ ɩɟɪɟɜɨɞɧɵɯ ɢ ɤɨɦɩɢɥɹɬɢɜɧɵɯ 
ɫɬɚɬɟɣ ɢ ɩɟɪɟɜɨɞɧɵɯ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɬɟɤɫɬɨɜ. ȼ ɩɪɟɞɢɫɥɨɜɢɢ  
ɤ «ɀɟɥɬɨɦɭ ɥɢɤɭ» Ɇɚɝɚɪɚɦ ɫɚɦ ɩɨɞɱɟɪɤɢɜɚɟɬ ɬɚɤɭɸ ɪɚɡɧɨɪɨɞɧɨɫɬɶ 
ɦɚɬɟɪɢɚɥɚ: «ɀɢɜɹ ɜ Ʉɢɬɚɟ, ɜ ɤɢɬɚɣɫɤɨɣ ɫɪɟɞɟ, ɦɵ ɥɢɲɶ ɫɬɪɟɦɢɦɫɹ ɡɚ-
ɮɢɤɫɢɪɨɜɚɬɶ ɬɨ, ɱɬɨ ɜɢɞɢɬ ɧɚɲ ɝɥɚɡ, ɱɬɨ ɫɥɵɲɢɬ ɧɚɲɟ ɭɯɨ, ɱɬɨ ɭɥɚɜ-
ɥɢɜɚɟɬ ɧɚɲɚ ɦɵɫɥɶ. Ɇɵ ɨɯɨɬɧɨ ɩɨɦɟɳɚɟɦ ɩɟɪɟɜɨɞɵ ɤɢɬɚɣɫɤɨɣ ɥɢɬɟ-
ɪɚɬɭɪɵ ɢ ɢɧɨɫɬɪɚɧɧɵɯ ɬɪɭɞɨɜ, ɫɩɨɫɨɛɫɬɜɭɸɳɢɯ ɩɨɫɬɢɱɶ ɧɟɩɨɧɹɬɧɭɸ 
ɧɚɦ ɞɭɲɭ ɜɟɥɢɤɨɝɨ ɧɚɪɨɞɚ» [6. ɋ. 3].  
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Ɇɚɝɚɪɚɦɭ ɭɞɚɥɨɫɶ ɫɨɡɞɚɬɶ ɪɚɡɧɨɫɬɨɪɨɧɧɸɸ ɤɚɪɬɢɧɭ ɛɥɚɝɨɞɚɪɹ ɨɬ-
ɛɨɪɭ ɩɪɨɢɡɜɟɞɟɧɢɣ ɪɚɡɧɵɯ ɷɩɨɯ ɢ ɤɭɥɶɬɭɪ. Ɉɫɬɚɧɨɜɢɦɫɹ ɩɨɞɪɨɛɧɟɟ 
ɧɚ ɢɫɬɨɱɧɢɤɚɯ ɦɚɬɟɪɢɚɥɨɜ ɞɥɹ ɚɥɶɦɚɧɚɯɨɜ. 

ɉɟɪɜɭɸ ɝɪɭɩɩɭ ɬɟɤɫɬɨɜ ɦɨɠɧɨ ɧɚɡɜɚɬɶ «Ʉɢɬɚɣ, ɢɡɨɛɪɚɠɚɸɳɢɣ ɫɚɦ 
ɫɟɛɹ». ɗɬɨ ɩɟɪɟɜɨɞɵ ɢ ɩɟɪɟɥɨɠɟɧɢɹ ɤɥɚɫɫɢɱɟɫɤɨɣ ɤɢɬɚɣɫɤɨɣ ɩɨɷɡɢɢ 
ɢ ɩɪɨɡɵ, ɩɟɪɟɫɤɚɡ ɫɸɠɟɬɨɜ ɞɪɚɦɚɬɭɪɝɢɢ ɢ ɮɨɥɶɤɥɨɪɚ. ɑɚɫɬɶ ɷɬɢɯ ɩɪɨ-
ɢɡɜɟɞɟɧɢɣ – ɜɡɝɥɹɞ ɧɚ Ʉɢɬɚɣ ɱɟɪɟɡ ɩɪɢɡɦɭ ɟɜɪɨɩɟɣɫɤɨɣ ɤɭɥɶɬɭɪɵ. 
Ȼɨɥɶɲɢɧɫɬɜɨ ɦɚɬɟɪɢɚɥɨɜ ɩɪɟɞɫɬɚɜɥɹɟɬ ɫɨɛɨɣ ɩɟɪɟɜɨɞ ɧɟ ɧɚɩɪɹɦɭɸ  
ɫ ɤɢɬɚɣɫɤɨɝɨ, ɚ ɫ ɩɟɪɟɜɨɞɨɜ ɢ ɩɟɪɟɥɨɠɟɧɢɣ, ɜɵɩɨɥɧɟɧɧɵɯ ɮɪɚɧɰɭɡ-
ɫɤɢɦɢ ɫɢɧɨɥɨɝɚɦɢ ɢɥɢ ɚɧɝɥɢɣɫɤɢɦɢ ɚɜɬɨɪɚɦɢ, ɧɚɩɪɢɦɟɪ «Ɍɪɨɟ-
ɰɚɪɫɬɜɢɟ» ȿ.Ⱥ. Ɏɟɞɨɪɨɜɚ (ɢɫɬɨɱɧɢɤ – John Steele “The 43d chapter of 
the Three Kingdom”). ɋɤɚɡɤɢ ɛɵɥɢ ɨɩɭɛɥɢɤɨɜɚɧɵ ɩɨɞ ɩɫɟɜɞɨɧɢɦɨɦ 
«ɗ.ȿ. ɇɚɪɵɦɫɤɢɣ», ɩɨɞ ɤɨɬɨɪɵɦ ɫɤɪɵɜɚɥɫɹ Ɇɚɝɚɪɚɦ. «Ȼɥɭɠɞɚɸɳɢɟ 
ɞɭɲɢ» ɨɧ ɩɟɪɟɜɨɞɢɥ ɧɟ ɫ ɤɢɬɚɣɫɤɨɝɨ, ɚ ɫ ɮɪɚɧɰɭɡɫɤɨɝɨ ɩɨ ɞɜɭɹɡɵɱ-
ɧɨɦɭ ɫɛɨɪɧɢɤɭ Ʌɟɨɧɚ ȼɢɝɟɪɚ “Folklore chinois modern” (1909). «ɋɨɧ ɢ 
ɞɟɣɫɬɜɢɬɟɥɶɧɨɫɬɶ», «ɗɥɢɤɫɢɪ ɫɦɟɪɬɢ», «Ʉɨɪɨɥɶ ɡɦɟɣ» ɢ «Ⱦɜɟ ɫɟɫɬɪɵ» 
ɩɟɪɟɜɟɞɟɧɵ ɫ ɧɟɧɚɡɜɚɧɧɨɝɨ ɚɧɝɥɨɹɡɵɱɧɨɝɨ ɢɫɬɨɱɧɢɤɚ. ȼ ɷɬɨɣ ɠɟ 
ɝɪɭɩɩɟ – ɞɪɟɜɧɹɹ ɤɢɬɚɣɫɤɚɹ ɩɨɷɡɢɹ ɜ ɩɟɪɟɜɨɞɚɯ Ƚɚɧɧɵ Ɇ-ɦ («Ʌɸɛɨɜ-
ɧɚɹ ɦɵɫɥɶ ɜ 4 ɜɪɟɦɟɧɢ ɝɨɞɚ»; ɐɚɨ ɑɠɢ «Ʉɪɚɫɚɜɢɰɚ»; «ȿɫɬɶ ɧɟɤɬɨ,  
ɨ ɤɨɦ ɹ ɞɭɦɚɸ», «ɇɚɞɨ ɩɢɬɶ ɢ ɧɚɞɨ ɩɟɬɶ») ɢ ɚɧɨɧɢɦɧɵɟ ɩɟɪɟɜɨɞɵ (Ɏɚɧ-
ɘɧɶ «Ɍɚɣɧɚ», ɑɚɧ-ɐɡɵ «ɂɫɤɭɲɟɧɢɟ», Ɍɚɣ-ɱɭ-ɥɭɧɶ «ȼ ɤɨɪɱɦɟ»).  

ȼɬɨɪɚɹ ɝɪɭɩɩɚ – ɤɨɦɩɢɥɹɰɢɢ ɢ ɩɟɪɟɜɨɞɵ ɢɧɨɫɬɪɚɧɧɵɯ ɫɬɚɬɟɣ  
ɨ Ʉɢɬɚɟ (ɢɫɬɨɱɧɢɤɢ – Journal de Pekin, ɉɨɥɶ Ⱦ’Ⱥɧɠɭɚ, Ʌ. ȼɟɪɥɟɣ,  
A. Favier, L. Wieger, Ch. Cuttier, W.A. Cornaby, H. Imbert, S.W. Bushell, 
F. Hirth). Ɍɟɦɚɬɢɤɚ ɫɬɚɬɟɣ ɤɚɫɚɟɬɫɹ ɨɫɧɨɜ ɤɢɬɚɣɫɤɨɣ ɤɭɥɶɬɭɪɵ ɢ ɢɫɬɨ-
ɪɢɢ. ȼ ɷɬɭ ɝɪɭɩɩɭ ɜɯɨɞɹɬ ɪɚɛɨɬɵ ɇ. ɑɟɪɧɨɝɨ («Ɇɢɥɢɬɚɪɢɡɦ ɜ Ʉɢɬɚɟ», 
«Ɇɨɥɨɞɨɣ Ʉɢɬɚɣ», «Ɇɧɨɝɨɛɪɚɱɢɟ ɭ ɤɢɬɚɣɰɟɜ», «ɂɫɬɨɪɢɹ Ʉɢɬɚɹ»),  
ɂ. ȿɜɟɥɶɢɱɚ («Ʉɢɬɚɣɫɤɨɟ ɢɫɤɭɫɫɬɜɨ»), ȿ. Ɏɟɞɨɪɨɜɚ («ɂɫɬɨɪɢɹ ɤɢɬɚɣ-
ɫɤɨɝɨ ɬɟɚɬɪɚ», «Ʉɢɬɚɣɫɤɚɹ ɠɢɜɨɩɢɫɶ»), Ɇ.ȼ. Ɇɚɪɤɟɜɢɱɚ («Ɂɧɚɦɟɧɢ-
ɬɵɟ ɤɢɬɚɣɫɤɢɟ ɧɚɥɨɠɧɢɰɵ»), ȼ. Ɍɟɦɧɨɝɨ («Ʉɢɬɚɣɰɵ»).  

Ɍɪɟɬɶɹ ɝɪɭɩɩɚ – Ʉɢɬɚɣ ɝɥɚɡɚɦɢ ɲɚɧɯɚɣɫɤɢɯ ɷɦɢɝɪɚɧɬɨɜ, ɩɪɨɢɡɜɟ-
ɞɟɧɢɹ, ɩɟɪɟɞɚɸɳɢɟ ɢɯ ɜɩɟɱɚɬɥɟɧɢɹ ɨɬ ɨɤɪɭɠɚɸɳɟɣ ɞɟɣɫɬɜɢɬɟɥɶɧɨɫɬɢ. 
Ʌɢɪɢɤɚ ɑɟɪɤɟɡɚ, ɩɪɨɡɚ Ɇɚɝɚɪɚɦɚ, ɩɭɛɥɢɰɢɫɬɢɤɚ ȼɚɫɢɥɢɹ Ɍɟɦɧɨɝɨ 
(«ȼɨɡɪɨɠɞɟɧɢɟ Ʉɢɬɚɹ», «Ɇɟɠɞɭɧɚɪɨɞɧɨɟ ɩɨɥɨɠɟɧɢɟ Ʉɢɬɚɹ») ɫɨɞɟɪ-
ɠɚɬ ɦɧɨɠɟɫɬɜɨ ɩɟɪɟɤɥɢɱɟɤ. 

ɑɟɬɜɟɪɬɚɹ – ɩɨɷɡɢɹ ɚɜɬɨɪɨɜ, ɧɚ ɦɨɦɟɧɬ ɫɨɡɞɚɧɢɹ ɬɟɤɫɬɨɜ ɧɟ ɠɢɜ-
ɲɢɯ ɜ Ʉɢɬɚɟ, ɧɟ ɜɢɞɟɜɲɢɯ ɟɝɨ ɜɨɨɱɢɸ, – Ɇɢɯɚɢɥɚ ɓɟɪɛɚɤɨɜɚ ɢ Ɇɚɪɢɢ 
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Ɇɨɪɚɜɫɤɨɣ. ɂɯ ɩɪɨɢɡɜɟɞɟɧɢɹ ɡɧɚɱɢɬɟɥɶɧɨ ɨɬɥɢɱɚɸɬɫɹ ɨɬ ɩɪɨɱɢɯ ɢ ɩɨ 
ɫɨɞɟɪɠɚɧɢɸ, ɢ ɩɨ ɤɚɱɟɫɬɜɭ. 

ɉɹɬɚɹ ɝɪɭɩɩɚ – ɤɨɦɩɢɥɹɰɢɢ ɪɭɫɫɤɢɯ ɚɜɬɨɪɨɜ, ɩɢɫɚɜɲɢɯ ɨ Ʉɢɬɚɟ 
ɟɳɟ ɞɨ ɪɟɜɨɥɸɰɢɢɢ, ɜ 1890-ɟ ɝɝ. – ɩɨɥɤɨɜɧɢɤɚ Ⱦ.ȼ. ɉɭɬɹɬɵ, ɤɢɬɚɟɜɟɞɚ 
ɋ. Ƚɟɨɪɝɢɟɜɫɤɨɝɨ. ɋɸɞɚ ɜɯɨɞɹɬ ɷɬɧɨɝɪɚɮɢɱɟɫɤɢɟ ɢ ɫɨɰɢɨɷɤɨɧɨɦɢɱɟ-
ɫɤɢɟ ɫɬɚɬɶɢ: ɉɭɬɹɬɚ «Ɋɟɥɢɝɢɹ ɤɢɬɚɣɰɟɜ», Ɂɨɡɚ «ɉɪɨɦɵɲɥɟɧɧɨɫɬɶ ɢ 
ɬɨɪɝɨɜɥɹ ɜ Ʉɢɬɚɟ», ȼɚɫɢɥɢɣ Ɍɟɦɧɵɣ «Ʉɢɬɚɣɰɵ».  

ɉɨɫɥɟɞɧɹɹ ɝɪɭɩɩɚ – ɦɚɥɨɢɡɜɟɫɬɧɵɟ ɚɜɬɨɪɵ ɫ ɧɟɭɫɬɚɧɨɜɥɟɧɧɵɦ ɢɫ-
ɬɨɱɧɢɤɚɦɢ: ɘ. ȼɢɤɬɨɪɨɜ «Ɍɪɚɝɟɞɢɹ ɫɜɹɳɟɧɧɨɝɨ ɨɫɬɪɨɜɚ», Ɂɨɡɚ «ɉɪɢ-
ɪɨɞɚ Ʉɢɬɚɹ», Ⱥ.Ȼ. «Ɂɚɩɚɞɧɨɟ ɨɛɪɚɡɨɜɚɧɢɟ ɫɪɟɞɢ ɤɢɬɚɣɰɟɜ».  

ɉɪɢɧɰɢɩ ɪɚɡɧɨɨɛɪɚɡɢɹ ɢ ɫɢɧɬɟɡɚ ɢɫɤɭɫɫɬɜ ɫɨɛɥɸɞɚɥɫɹ ɩɪɢ ɨɬɛɨɪɟ 
ɢɥɥɸɫɬɪɚɰɢɣ. Ɂɞɟɫɶ ɢ ɫɨɛɫɬɜɟɧɧɨ ɤɢɬɚɣɫɤɚɹ ɝɪɚɮɢɤɚ, ɢ ɬɜɨɪɱɟɫɬɜɨ 
ɪɭɫɫɤɢɯ ɯɭɞɨɠɧɢɤɨɜ (Ⱥ. ɏɪɟɧɨɜ, ɂ. Ɋɨɡɢ), ɢ ɞɨɤɭɦɟɧɬɚɥɶɧɵɟ ɮɨɬɨ. 
Ƚɪɚɮɢɱɟɫɤɢɟ ɦɚɬɟɪɢɚɥɵ ɬɟɦɚɬɢɱɟɫɤɢ ɫɨɨɬɧɨɫɹɬɫɹ ɫ ɫɨɞɟɪɠɚɧɢɟɦ ɥɢ-
ɬɟɪɚɬɭɪɧɵɯ ɢ ɧɚɭɱɧɨ-ɩɨɩɭɥɹɪɧɵɯ ɬɟɤɫɬɨɜ. Ɍɚɤ, ɤɢɬɚɣɫɤɚɹ ɦɢɧɢɚɬɸɪɚ 
«Ⱦɜɟ ɫɟɫɬɪɵ» ɫɨɫɟɞɫɬɜɭɟɬ ɫɨ ɫɤɚɡɤɨɣ «Ⱦɜɟ ɫɟɫɬɪɵ». ȼɢɧɶɟɬɤɢ ɜɨɫɩɪɨɢɡ-
ɜɨɞɹɬ ɨɛɪɚɡɵ ɤɚɦɟɧɧɵɯ ɥɶɜɨɜ ɢ ɫɦɟɸɳɟɝɨɫɹ Ȼɭɞɞɵ ɢɡ ɨɱɟɪɤɨɜ Ɇɚɝɚ-
ɪɚɦɚ. Ⱥɤɜɚɪɟɥɢ Ⱥ.ɋ. ɏɪɟɧɨɜɚ ɞɟɦɨɧɫɬɪɢɪɭɸɬ ɦɟɫɬɚ ɞɟɣɫɬɜɢɹ ɨɱɟɪɤɨɜ – 
ɪɟɤɚ ȼɚɧ-ɉɭ, Ɏɪɚɧɰɭɡɫɤɢɣ ɩɚɪɤ, ɜɨɪɨɬɚ ɯɪɚɦɚ, ɤɚɧɚɥ ɢ ɤɢɬɚɣɫɤɢɣ ɫɚɞ. 
Ɏɨɬɨɝɪɚɮɢɢ H. Lee ɢ ɫɚɦɨɝɨ ɫɨɫɬɚɜɢɬɟɥɹ ɨɬɪɚɠɚɸɬ ɩɪɟɞɦɟɬɧɵɣ ɦɢɪ 
Ɇɚɝɚɪɚɦɚ, ɟɝɨ ɢɡɥɸɛɥɟɧɧɵɟ ɥɨɤɭɫɵ, ɫɰɟɧɵ ɢ ɬɢɩɚɠɢ (ɩɨɯɨɪɨɧɵ, 
ɭɥɢɱɧɚɹ ɬɨɪɝɨɜɥɹ, ɪɢɤɲɢ).   

Ⱦɚɥɟɟ ɪɚɫɫɦɨɬɪɢɦ ɬɨɬ ɜɤɥɚɞ ɜ ɨɛɳɢɣ ɨɛɪɚɡ Ʉɢɬɚɹ, ɤɨɬɨɪɵɣ ɜɧɨɫɢɬ 
ɤɚɠɞɚɹ ɝɪɭɩɩɚ. ɇɚɱɧɟɦ ɫ ɨɛɪɚɡɚ Ʉɢɬɚɹ ɭ ɬɟɯ ɚɜɬɨɪɨɜ, ɱɶɟ ɡɧɚɤɨɦɫɬɜɨ 
ɫ Ʉɢɬɚɟɦ ɛɵɥɨ ɡɚɨɱɧɵɦ.  

ɉɟɪɜɨɟ ɬɚɤɨɟ ɫɬɢɯɨɬɜɨɪɟɧɢɟ – «ɑɭɠɢɟ ɝɨɪɵ» Ɇɚɪɢɢ Ɇɨɪɚɜɫɤɨɣ. 
Ⱦɟɣɫɬɜɢɬɟɥɶɧɨ ɥɢ ɨɧɨ ɨ Ʉɢɬɚɟ? ɉɨ ɢɦɟɸɳɢɦɫɹ ɫɜɟɞɟɧɢɹɦ, ɩɨɷɬɟɫɫɚ 
ɧɟ ɠɢɥɚ ɜ Ʉɢɬɚɟ, ɨɧɚ ɦɢɝɪɢɪɨɜɚɥɚ ɢɡ Ɋɨɫɫɢɢ ɜ əɩɨɧɢɸ, ɚ ɨɬɬɭɞɚ  
ɜ Ⱥɦɟɪɢɤɭ. ȿɟ ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɨ ɧɟɢɡɜɟɫɬɧɵɯ ɝɨɪɚɯ ɢ ɧɨɱɧɨɦ ɩɪɟɨɛɪɚ-
ɠɟɧɢɢ ɩɟɣɡɚɠɚ ɢɦɟɟɬ ɧɚɪɨɱɢɬɨ ɧɟɨɩɪɟɞɟɥɟɧɧɭɸ ɝɟɨɝɪɚɮɢɸ. ɂɡɨɛɪɚ-
ɠɟɧɧɵɣ ɩɟɣɡɚɠ ɦɨɠɟɬ ɜɵɡɜɚɬɶ, ɫɤɨɪɟɟ, ɤɪɵɦɫɤɢɟ ɚɫɫɨɰɢɚɰɢɢ (ɞɟɪɠɢ-
ɞɟɪɟɜɨ, ɞɚɱɧɵɟ ɤɪɵɲɢ, ɩɥɟɞ, ɭɸɬ). Ɉɞɧɚɤɨ ɩɨɦɟɳɟɧɧɨɟ ɜ ɤɨɧɬɟɤɫɬ 
ɚɥɶɦɚɧɚɯɚ, ɷɬɨ ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɭɠɟ ɧɚɩɨɦɢɧɚɟɬ ɨ ɬɪɚɞɢɰɢɨɧɧɨɦ ɤɢ-
ɬɚɣɫɤɨɦ ɠɢɜɨɩɢɫɧɨɦ ɫɸɠɟɬɟ – ɝɨɪɚɯ, ɧɚɩɨɥɨɜɢɧɭ ɫɤɪɵɬɵɯ ɬɭɦɚɧɨɦ. 

 
ə ɠɢɜɭ ɭ ɧɟɜɵɫɨɤɢɯ ɝɨɪ,  
Ⱦɟɪɠɢ-ɞɟɪɟɜɨɦ ɩɨɪɨɫɲɢɯ ɢ ɛɭɪɶɹɧɨɦ.  
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Ʉ ɧɢɦ ɩɪɢɜɵɤ ɦɨɣ ɪɚɜɧɨɞɭɲɧɵɣ ɜɡɨɪ.  
ɇɨ ɥɢɲɶ ɧɨɱɶ ɡɚɬɹɧɟɬ ɢɯ ɬɭɦɚɧɨɦ,  
ȼɫɟ ɤɚɠɟɬɫɹ ɩɪɢɱɭɞɥɢɜɵɦ ɢ ɫɬɪɚɧɧɵɦ,  
ȼɫɟ ɜɟɪɲɢɧɵ ɬɚɢɧɫɬɜɟɧɧɟɣ ɢ ɜɵɲɟ,  
Ɇɨɠɧɨ ɞɭɦɚɬɶ, ɱɬɨ ɷɬɨ Ƚɢɦɚɥɚɢ...  
ɂ ɜ ɫɵɪɨɦ ɬɭɦɚɧɟ ɹ ɦɟɱɬɚɸ  
ɉɨɞ ɥɭɧɨɣ, ɧɚ ɩɥɨɫɤɨɣ ɞɚɱɧɨɣ ɤɪɵɲɟ,  
Ʉɭɬɚɹɫɶ ɜ ɲɟɪɲɚɜɵɣ ɬɟɩɥɵɣ ɩɥɷɞ:  
«ɗɬɢɯ ɫɬɪɚɧ ɹ ɫɨɜɫɟɦ ɧɟ ɡɧɚɸ,  
ɗɬɢɯ ɝɨɪ ɟɳɟ ɧɚ ɤɚɪɬɟ ɧɟɬ...» [5. ɋ. 34] 

 
ȼ ɫɬɢɯɨɬɜɨɪɟɧɢɢ ɪɚɡɜɨɪɚɱɢɜɚɟɬɫɹ ɨɩɩɨɡɢɰɢɹ ɧɟɢɡɜɟɫɬɧɨɝɨ ɢ ɩɨ-

ɜɫɟɞɧɟɜɧɨɝɨ. Ʌɢɪɢɱɟɫɤɚɹ ɝɟɪɨɢɧɹ ɜɵɛɢɪɚɟɬ ɩɨɞɞɚɬɶɫɹ ɜɩɟɱɚɬɥɟɧɢɸ  
ɢ ɨɤɚɡɚɬɶɫɹ ɜ ɧɟɡɞɟɲɧɟɦ ɦɢɪɟ, ɞɚɠɟ ɟɫɥɢ ɷɬɨ ɧɟɦɧɨɝɨ ɫɚɦɨɨɛɦɚɧ. ȿɟ 
ɩɨɞɴɟɦ ɧɚɞ ɜɫɟɦ ɩɪɢɜɵɱɧɵɦ ɩɨɞɱɟɪɤɢɜɚɟɬɫɹ ɮɢɡɢɱɟɫɤɢɦ ɩɨɞɴɟɦɨɦ 
ɜ ɩɪɨɫɬɪɚɧɫɬɜɟ. ȼ ɧɚɱɚɥɟ ɨɧɚ ɧɚɯɨɞɢɬɫɹ ɜɧɢɡɭ ɭ ɩɨɞɧɨɠɶɹ ɧɢɡɤɢɯ ɝɨɪ, 
ɩɨɬɨɦ ɫɦɨɬɪɢɬ ɫ ɤɪɵɲɢ ɧɚ ɝɨɪɵ, ɩɪɟɨɛɪɚɠɟɧɧɵɟ ɬɭɦɚɧɨɦ ɢ ɧɨɱɶɸ. 
Ƚɟɪɨɢɧɹ ɜ ɢɞɟɚɥɶɧɨ ɭɞɨɛɧɨɣ ɩɨɡɢɰɢɢ ɫɨɜɦɟɳɚɟɬ ɤɨɦɮɨɪɬ «ɧɢɡɚ» (ɧɚ 
ɞɚɱɧɨɣ ɤɪɵɲɟ, ɜ ɩɥɟɞɟ) ɢ ɤɪɚɫɨɬɭ ɜɟɪɯɚ (ɝɨɪɵ ɩɨɞ ɥɭɧɨɣ). ɂɦɟɧɧɨ 
ɡɞɟɫɶ, ɜ ɫɟɪɟɞɢɧɟ ɬɟɤɫɬɚ, ɩɨɹɜɥɹɟɬɫɹ ɫɪɚɜɧɟɧɢɟ ɫ Ƚɢɦɚɥɚɹɦɢ, ɜɵɞɟɥɟɧ-
ɧɨɟ ɯɨɥɨɫɬɨɣ ɪɢɮɦɨɣ. Ɉɞɧɚɤɨ ɢɥɥɸɡɢɹ ɪɚɡɜɢɜɚɟɬɫɹ ɞɚɥɶɲɟ, ɢ ɜ ɩɨ-
ɫɥɟɞɧɟɣ ɫɰɟɧɟ ɩɟɪɟɞ ɧɚɦɢ ɚɛɫɨɥɸɬɧɨ ɧɟɢɡɜɟɫɬɧɵɟ ɝɨɪɵ ɢ ɪɟɝɢɨɧ,  
ɢ ɢɦɟɧɧɨ ɜ ɚɛɫɨɥɸɬɧɨɣ ɧɨɜɢɡɧɟ ɢ ɧɟɢɡɜɟɫɬɧɨɫɬɢ ɝɟɪɨɢɧɹ ɧɚɯɨɞɢɬ 
ɧɚɢɛɨɥɶɲɢɣ ɤɨɦɮɨɪɬ ɢ ɭɞɨɜɨɥɶɫɬɜɢɟ. Ⱦɨɛɚɜɢɦ ɟɳɟ, ɱɬɨ ɧɚ ɫɚɦɨɦ 
ɞɟɥɟ Ƚɢɦɚɥɚɢ ɜ ɷɬɨ ɜɪɟɦɹ ɨɮɢɰɢɚɥɶɧɨ ɞɚɠɟ ɧɟ ɱɚɫɬɶ Ʉɢɬɚɹ, ɧɨ ɨɧɢ 
ɚɫɫɨɰɢɢɪɭɸɬɫɹ ɫ Ⱥɡɢɟɣ, ɚ ɡɧɚɱɢɬ, ɫɨɨɬɜɟɬɫɬɜɭɸɬ ɬɟɦɚɬɢɤɟ ɚɥɶɦɚɧɚɯɚ.  

ɂɧɚɱɟ ɩɨɞɯɨɞɢɬ ɤ ɤɢɬɚɣɫɤɨɣ ɬɟɦɟ Ɇɢɯɚɢɥ ɓɟɪɛɚɤɨɜ ɫ ɟɝɨ ɫɬɢɯɨ-
ɬɜɨɪɟɧɢɹɦɢ «ɐɚɪɶ-ɞɪɚɤɨɧ» (1921) ɢ «ɀɟɧɶɲɟɧɶ» (1922). ɉɟɪɜɨɟ 
ɧɚɩɢɫɚɧɨ ɜ ɛɭɯɬɟ ɋɢɞɟɦɢ, ɜɬɨɪɨɟ – ɜɨ ȼɥɚɞɢɜɨɫɬɨɤɟ, ɟɳɟ ɜ ɞɨ ɛɟɝɫɬɜɚ 
ɜ Ʉɢɬɚɣ ɜ 1922 ɝ. ɢ ɡɧɚɤɨɦɫɬɜɚ ɚɜɬɨɪɚ ɫ ɞɪɭɝɢɦɢ ɫɬɪɚɧɚɦɢ ȼɨɫɬɨɱɧɨɣ 
Ⱥɡɢɢ.  

ɋɬɢɯɨɬɜɨɪɟɧɢɟ «ɐɚɪɶ-ɞɪɚɤɨɧ» ɫ ɟɝɨ ɝɭɫɬɨ ɫɤɨɧɰɟɧɬɪɢɪɨɜɚɧɧɵɦɢ 
ɷɤɡɨɬɢɱɟɫɤɢɦɢ ɞɟɬɚɥɹɦɢ ɜɵɡɵɜɚɟɬ ɚɫɫɨɰɢɚɰɢɢ ɫ ɤɢɬɚɣɫɤɢɦɢ ɫɬɢɯɚɦɢ 
ɇ. Ƚɭɦɢɥɟɜɚ. ȿɝɨ ɰɟɧɬɪɚɥɶɧɵɣ ɦɨɬɢɜ – ɤɭɪɟɧɢɟ ɨɩɢɭɦɚ, ɚ ɝɥɚɜɧɨɟ ɫɨ-
ɛɵɬɢɟ – ɩɪɟɨɛɪɚɠɟɧɢɟ ɩɪɨɫɬɪɚɧɫɬɜɚ ɢ ɜɫɬɪɟɱɚ ɫ ɦɢɮɢɱɟɫɤɨɣ ɮɢɝɭɪɨɣ 
ɞɪɚɤɨɧɚ. Ʌɢɪɢɱɟɫɤɨɝɨ ɝɟɪɨɹ ɜɨ ɜɪɟɦɹ ɤɭɪɟɧɢɹ ɨɩɢɭɦɚ ɩɨɫɟɳɚɟɬ ɝɪɨɡ-
ɧɨɟ ɢ ɜɟɥɢɱɟɫɬɜɟɧɧɨɟ ɜɢɞɟɧɢɟ – ɛɨɠɟɫɬɜɟɧɧɵɣ ɞɪɚɤɨɧ ɏɚɣ-ɥɭɧ-ȼɚɧ, 
ɨɥɢɰɟɬɜɨɪɹɸɳɢɣ Ʉɢɬɚɣ. ɉɪɢɜɟɞɟɦ ɬɟɤɫɬ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɰɟɥɢɤɨɦ: 
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ə ɤɭɪɢɥ ɜ ɠɟɥɬɨɦ ɫɟɪɞɰɟ Ƚɨɧɤɨɧɝɚ,  
ɂ ɜ ɤɭɪɢɥɶɧɟ ɧɚ ɬɢɝɪɨɜɵɯ ɲɤɭɪɚɯ,  
ɉɨɞ ɡɜɟɧɹɳɭɸ ɠɚɥɨɛɭ ɝɨɧɝɚ 
Ȼɨɝɢ ɜ ɬɭɫɤɥɵɯ ɜɢɬɚɥɢ ɮɢɝɭɪɚɯ.  
 
ɇɨ ɩɨɪɨɣ ɭɦ, ɩɪɨɩɢɬɚɧɧɵɣ ɞɵɦɨɦ,  
Ɋɚɫɬɜɨɪɹɥ ɞɜɟɪɢ ɬɚɣɧɵɯ ɡɚɤɨɧɨɜ,  
ɂ ɞɥɹ ɫɦɟɪɬɧɨɝɨ ɞɟɥɚɥɫɹ ɡɪɢɦɵɦ 
ɏɚɣ-Ʌɭɧ-ȼɚɧ, – ɐɚɪɶ ɦɨɪɟɣ ɢ ɞɪɚɤɨɧɨɜ… 
 
…ɍɲɢ ɟɝɨ, – ɤɚɤ ɩɚɪɭɫɚ ɭ ɩɢɪɚɬɫɤɨɣ ɞɠɨɧɤɢ, 
ɉɚɫɬɶ, – ɤɚɤ ɫɟɞɶɦɵɟ ɝɨɪɨɞɫɤɢɟ ɜɨɪɨɬɚ; 
Ɍɨɱɧɨ ɮɚɹɧɫɨɜɵɟ ɤɪɵɲɢ ɧɚ ɥɚɩɚɯ ɩɟɪɟɩɨɧɤɢ, 
Ⱥ ɤɪɵɥɶɹ ɡɚɤɪɵɥɢ ɛ ɪɢɫɨɜɨɟ ɛɨɥɨɬɨ. 
 
Ƚɪɢɜɚ – ɪɨɳɚ ɛɚɦɛɭɤɚ ɜ ɜɢɯɪɟ ɬɚɣɮɭɧɚ, 
Ʌɚɩɵ – ɲɢɪɟ ɤɭɦɢɪɟɧ ɭ ɝɨɪɧɵɯ ɫɤɥɨɧɨɜ, 
Ɂɭɛɵ – ɱɟɪɧɵɟ ɪɢɮɵ ɜ ɩɟɧɟ ɛɭɪɭɧɚ, 
ɂ ɯɜɨɫɬ ɞɥɢɧɨɸ ɜ ɬɪɢɞɰɚɬɶ ɩɢɬɨɧɨɜ.  
 
Ƚɥɚɡɚ – ɤɪɨɜɚɜɵɟ ɮɨɧɚɪɢ ɭ ɯɪɚɦɨɜ ɧɨɱɶɸ, 
Ɇɨɪɟ ɨɧ ɜɨɫɩɟɧɢɜɚɟɬ ɨɬ ɤɪɚɹ ɞɨ ɤɪɚɹ, 
ɂ ɟɫɥɢ ɫɦɟɪɬɧɵɣ ɟɝɨ ɜɢɞɟɥ ɜɨɨɱɶɸ, –  
ɇɟ ɩɨɡɚɛɭɞɟɬ ɢ ɭɦɢɪɚɹ… 
 
ɂ ɹ ɡɧɚɥ, ɱɬɨ ɥɢɲɶ ɬɪɭɛɤɨɣ ɢ ɞɵɦɨɦ 
Ɉɝɪɚɠɞɚɸɫɶ ɨɬ ɱɚɪ ɡɥɨɝɨ ɛɨɝɚ: 
ȼɟɞɶ ɩɨɝɢɛɥɨ ɢɫɤɚɬɟɥɟɣ ɦɧɨɝɨ, 
ɉɪɨɧɢɤɚɜɲɢɯ ɛɟɡ ɡɟɥɶɹ ɤ ɇɟɡɪɢɦɵɦ [7. ɋ. 41]. 

 

ɉɨɪɬɪɟɬ ɞɪɚɤɨɧɚ ɫɨɫɬɚɜɥɟɧ ɢɡ ɭɡɧɚɜɚɟɦɵɯ ɩɪɢɦɟɬ ɤɢɬɚɣɫɤɨɝɨ ɥɚɧɞ-
ɲɚɮɬɚ – ɪɢɫɨɜɨɟ ɛɨɥɨɬɨ, ɤɭɦɢɪɧɢ, ɜɨɪɨɬɚ ɢ ɮɨɧɚɪɢ, – ɢ ɬɚɤɢɦ ɨɛɪɚ-
ɡɨɦ ɡɚɦɤɧɭɬɨɟ ɩɪɨɫɬɪɚɧɫɬɜɨ ɨɩɢɭɦɧɨɝɨ ɩɪɢɬɨɧɚ ɪɚɫɲɢɪɹɟɬɫɹ ɞɨ ɩɪɨ-
ɫɬɪɚɧɫɬɜɚ ɜɫɟɝɨ Ʉɢɬɚɹ. ɗɬɨ ɢɡɦɟɧɟɧɢɟ ɩɨɞɱɟɪɤɢɜɚɟɬɫɹ ɬɚɤɠɟ ɫɦɟɧɨɣ 
ɪɢɬɦɚ ɫɬɢɯɨɬɜɨɪɟɧɢɹ. Ɍɚɤɚɹ ɜɫɬɪɟɱɚ ɫ Ʉɢɬɚɟɦ ɜɨɫɩɪɢɧɢɦɚɟɬɫɹ ɤɚɤ ɦɢ-
ɫɬɢɱɟɫɤɨɟ ɩɪɨɡɪɟɧɢɟ, ɩɪɨɧɢɤɧɨɜɟɧɢɟ ɜ ɬɚɣɧɭ, ɨɞɧɚɤɨ ɜ ɩɨɫɥɟɞɧɟɦ 
ɱɟɬɜɟɪɨɫɬɢɲɶɟ ɥɢɪɢɱɟɫɤɢɣ ɝɟɪɨɣ ɨɬɤɚɡɵɜɚɟɬɫɹ ɞɚɥɶɲɟ ɩɨɝɪɭɠɚɬɶɫɹ  
ɜ ɬɚɢɧɫɬɜɟɧɧɵɣ ɦɢɪ. Ɉɩɢɭɦ, ɤɨɬɨɪɵɣ ɩɨɫɥɭɠɢɥ ɟɦɭ ɩɪɨɜɨɞɧɢɤɨɦ, 
ɫɬɚɧɨɜɢɬɫɹ ɡɚɳɢɬɨɣ, ɩɨɦɨɝɚɟɬ ɨɫɬɚɬɶɫɹ ɩɚɫɫɢɜɧɵɦ ɧɚɛɥɸɞɚɬɟɥɟɦ ɢ 
ɧɟ ɩɪɢɛɥɢɠɚɬɶɫɹ ɤ ɨɩɚɫɧɨɫɬɢ. ȼɫɬɪɟɱɚ ɦɨɠɟɬ ɛɵɬɶ ɛɟɡɨɩɚɫɧɚ, ɬɨɥɶɤɨ 
ɩɨɤɚ ɨɧɚ ɜɨɨɛɪɚɠɚɟɦɚɹ, ɩɨɤɚ Ʉɢɬɚɣ ɨɫɬɚɟɬɫɹ ɩɨɷɬɢɱɟɫɤɢɦ ɜɢɞɟɧɢɟɦ.  

ȿɫɥɢ «ɐɚɪɶ-ɞɪɚɤɨɧ» – ɜɡɝɥɹɞ ɧɚ Ʉɢɬɚɣ ɢɡ Ƚɨɧɤɨɧɝɚ, ɬɨ ɫɨɧɟɬ 
«ɀɟɧɶɲɟɧɶ» – ɨɛɪɚɳɟɧɢɟ ɤ ɛɨɥɟɟ ɫɟɜɟɪɧɨɦɭ ɪɟɝɢɨɧɭ, ɤ ɞɚɥɶɧɟɜɨɫ-
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ɬɨɱɧɨɦɭ ɮɪɨɧɬɢɪɭ ɫ ɟɝɨ ɦɢɮɨɥɨɝɢɟɣ [8, 9]. ȼ ɨɫɧɨɜɭ ɫɬɢɯɨɬɜɨɪɟɧɢɹ 
ɩɨɥɨɠɟɧɚ ɥɟɝɟɧɞɚ ɨ ɠɟɧɶɲɟɧɟ ɤɚɤ ɬɚɢɧɫɬɜɟɧɧɨɦ «ɤɨɪɧɟ ɠɢɡɧɢ», ɤɨ-
ɬɨɪɵɣ ɞɚɟɬɫɹ ɜ ɪɭɤɢ ɬɨɥɶɤɨ ɞɨɫɬɨɣɧɵɦ. Ɇɟɫɬɨ ɟɝɨ ɩɨɢɫɤɨɜ – ɷɤɡɨɬɢ-
ɱɟɫɤɢɣ ɥɚɧɞɲɚɮɬ Ⱦɚ-Ⱦɹɧɶ-ɒɚɧɹ ɫ ɦɢɮɨɥɨɝɢɱɟɫɤɨɣ ɨɛɪɚɡɧɨɫɬɶɸ: 
ɬɚɣɝɚ, ɫɜɹɳɟɧɧɵɟ ɦɟɫɬɚ, ɜɥɚɞɵɤɚ-ɬɢɝɪ, ɱɚɫ Ȼɵɤɚ ɢ ɬ.ɞ. ɏɪɟɛɟɬ Ⱦɚ-
Ⱦɹɧɶ-ɒɚɧɶ ɧɚ ɦɨɦɟɧɬ ɫɨɡɞɚɧɢɹ ɬɟɤɫɬɚ – ɷɬɨ ɞɚɠɟ ɧɟ ɤɢɬɚɣɫɤɚɹ ɬɟɪɪɢ-
ɬɨɪɢɹ, ɷɬɨ ɝɨɪɵ ɉɪɠɟɜɚɥɶɫɤɨɝɨ, ɍɫɫɭɪɢɣɫɤɢɣ ɤɪɚɣ. Ɉɞɧɚɤɨ, ɤɚɤ ɢ ɫɨ 
ɫɬɢɯɨɬɜɨɪɟɧɢɟɦ Ɇɨɪɚɜɫɤɨɣ, ɜ ɤɨɧɬɟɤɫɬɟ ɚɥɶɦɚɧɚɯɚ ɫɨɜɟɪɲɚɟɬɫɹ ɩɪɟ-
ɜɪɚɳɟɧɢɟ: ɬɟɩɟɪɶ ɷɬɨ ɬɨɠɟ ɱɚɫɬɶ «Ʉɢɬɚɹ» ɤɚɤ ɧɟɤɨɝɨ ɰɚɪɫɬɜɚ ɨɩɚɫɧɵɯ 
ɞɭɯɨɜ ɢ ɞɟɦɨɧɨɜ. ɉɪɢɦɟɱɚɬɟɥɶɧɨ, ɱɬɨ ɛɨɥɶɲɟ ɠɟɧɶɲɟɧɶ ɧɢ ɜ ɨɞɧɨɦ 
ɯɭɞɨɠɟɫɬɜɟɧɧɨɦ ɬɟɤɫɬɟ ɚɥɶɦɚɧɚɯɚ ɧɟ ɭɩɨɦɢɧɚɟɬɫɹ. ɗɬɨɬ ɨɛɴɟɤɬ, ɩɪɨɱɧɨ 
ɚɫɫɨɰɢɢɪɭɟɦɵɣ ɫ ɞɚɥɶɧɟɜɨɫɬɨɱɧɨɣ ɦɢɮɨɥɨɝɢɟɣ, ɨɤɚɡɵɜɚɟɬɫɹ ɱɭɠɞ 
ɤɚɤ ɲɚɧɯɚɣɫɤɨɦɭ ɩɪɨɫɬɪɚɧɫɬɜɭ, ɬɚɤ ɢ ɦɢɪɭ ɬɪɚɞɢɰɢɨɧɧɨɝɨ Ʉɢɬɚɹ.  

ɉɟɪɟɣɞɟɦ ɤ ɞɜɭɦ ɞɪɭɝɢɦ ɧɚɩɪɚɜɥɟɧɢɦ ɜ ɪɚɡɜɢɬɢɹ ɨɛɪɚɡɚ Ʉɢɬɚɹ.  
ɉɟɪɜɨɟ ɢɡ ɧɢɯ – ɢɫɬɨɪɢɱɟɫɤɢɣ Ʉɢɬɚɣ ɫɨ ɟɝɨ ɞɪɟɜɧɟɣ ɤɭɥɶɬɭɪɨɣ, 

ɦɢɮɨɥɨɝɢɟɣ, ɮɢɥɨɫɨɮɢɟɣ ɢ ɷɫɬɟɬɢɤɨɣ. Ɉɧ ɩɨɤɚɡɚɧ ɜ ɩɟɪɜɭɸ ɨɱɟɪɟɞɶ 
ɜ ɩɪɟɞɫɬɚɜɥɟɧɢɢ ɫɚɦɢɯ ɤɢɬɚɣɰɟɜ ɱɟɪɟɡ ɫɨɡɞɚɧɧɵɟ ɢɦɢ ɩɪɨɡɭ, ɞɪɚɦɭ, 
ɮɨɥɶɤɥɨɪ ɢ ɩɨɷɡɢɸ ɤɥɚɫɫɢɤɨɜ (ɫ ɩɨɩɪɚɜɤɨɣ ɧɚ ɬɨ, ɱɬɨ ɷɬɢ ɦɚɬɟɪɢɚɥɵ 
ɜ ɚɥɶɦɚɧɚɯɟ, ɩɨ ɫɭɬɢ, ɹɜɥɹɸɬɫɹ ɩɟɪɟɫɤɚɡɨɦ ɩɟɪɟɫɤɚɡɚ ɢ ɩɟɪɟɜɨɞɨɦ ɩɟ-
ɪɟɜɨɞɚ). Ʉɪɨɦɟ ɬɨɝɨ, ɢɫɬɨɪɢɱɟɫɤɢɣ Ʉɢɬɚɣ ɨɬɪɚɠɟɧ ɜɨ ɮɪɚɧɰɭɡɫɤɢɯ ɢ 
ɪɭɫɫɤɢɯ ɨɱɟɪɤɚɯ ɢ ɧɚɭɱɧɨ-ɩɨɩɭɥɹɪɧɵɯ ɫɬɚɬɶɹɯ ɨ ɠɢɜɨɩɢɫɢ ɢ ɤɭɥɶ-
ɬɭɪɟ. ɗɬɚ ɝɪɭɩɩɚ ɬɟɤɫɬɨɜ ɨɯɜɚɬɵɜɚɟɬ ɲɢɪɨɤɭɸ ɜɪɟɦɟɧɧɭғɸ ɢ ɝɟɨɝɪɚ-
ɮɢɱɟɫɤɭɸ ɩɪɨɬɹɠɟɧɧɨɫɬɶ. ȼɪɟɦɹ, ɨɬɪɚɠɟɧɧɨɟ ɜ ɧɢɯ, – ɨɬ ɷɩɨɯɢ Ɍɡɢɧ 
ɞɨ XVIII ɜ., ɝɟɨɝɪɚɮɢɹ ɜɤɥɸɱɚɟɬ ɜɟɫɶ Ʉɢɬɚɣ, ɉɟɤɢɧ, ɝɨɪɨɞɚ ɢ ɝɨɪɨɞɤɢ, 
ɡɚ ɢɫɤɥɸɱɟɧɢɟɦ ɒɚɧɯɚɹ ɢ ɏɚɪɛɢɧɚ. ɉɨ ɜɫɟɦ ɷɬɢɦ ɦɚɬɟɪɢɚɥɚɦ ɜɵɪɢ-
ɫɨɜɵɜɚɟɬɫɹ ɫɥɟɞɭɸɳɢɣ ɨɛɪɚɡ Ʉɢɬɚɹ.  

Ʉɢɬɚɣ – ɷɬɨ ɨɱɟɧɶ ɪɚɡɜɢɬɚɹ, ɪɟɝɥɚɦɟɧɬɢɪɨɜɚɧɧɚɹ ɢ ɤɨɧɫɟɪɜɚɬɢɜɧɚɹ 
ɰɢɜɢɥɢɡɚɰɢɹ. ɗɬɨ ɫɬɪɚɧɚ, ɜ ɤɨɬɨɪɨɣ ɟɫɬɶ ɧɟ ɬɨɥɶɤɨ ɤɪɟɫɬɶɹɧɟ ɢ ɪɟɦɟɫ-
ɥɟɧɧɢɤɢ, ɧɨ ɢ ɫɭɞ ɢ ɱɢɧɨɜɧɢɱɟɫɬɜɨ, ɬɟɚɬɪɚɥɶɧɵɟ ɨɛɳɟɫɬɜɚ, ɭɧɢɜɟɪɫɢ-
ɬɟɬɵ ɫ ɛɚɤɚɥɚɜɪɚɦɢ, ɢɡɭɱɚɸɳɢɦɢ ɤɥɚɫɫɢɱɟɫɤɢɟ ɩɪɨɢɡɜɟɞɟɧɢɹ. ȼɫɟ 
ɫɬɨɪɨɧɵ ɟɟ ɠɢɡɧɢ ɭɩɨɪɹɞɨɱɟɧɵ ɢ ɨɬɪɟɝɭɥɢɪɨɜɚɧɵ ɡɚɤɨɧɨɦ. ɂɞɟɹ ɭɜɚ-
ɠɟɧɢɹ ɤ ɩɨɪɹɞɤɭ ɢ ɡɚɤɨɧɭ ɨɬɱɟɬɥɢɜɨ ɜɢɞɧɚ ɜ ɫɸɠɟɬɚɯ ɫɤɚɡɨɤ, ɝɞɟ ɝɟ-
ɪɨɢ ɢɦɟɧɧɨ ɤ ɡɚɤɨɧɭ ɢ ɫɭɞɭ ɨɛɪɚɳɚɸɬɫɹ ɞɥɹ ɪɟɲɟɧɢɹ ɜɫɟɯ ɡɚɬɪɭɞɧɟ-
ɧɢɣ, ɩɪɢɱɟɦ ɤɚɤ ɜ ɡɟɦɧɵɯ ɞɟɥɚɯ, ɬɚɤ ɢ ɜ ɦɢɪɟ ɦɟɪɬɜɵɯ.  

Ʉɢɬɚɣ – ɷɬɨ ɰɢɜɢɥɢɡɚɰɢɹ, ɤɨɬɨɪɚɹ ɜɫɟ ɤɨɞɢɮɢɰɢɪɭɟɬ ɢ ɚɧɚɥɢɡɢ-
ɪɭɟɬ. Ʌɸɛɨɟ ɹɜɥɟɧɢɟ ɦɨɠɟɬ ɛɵɬɶ ɪɚɡɥɨɠɟɧɨ ɧɚ ɫɨɫɬɚɜɧɵɟ ɷɥɟɦɟɧɬɵ, 
ɤɚɤ ɢɟɪɨɝɥɢɮ ɪɚɡɥɚɝɚɟɬɫɹ ɧɚ ɪɚɞɢɤɚɥɵ. ȼ ɷɬɨɦ ɩɨɞɯɨɞɟ ɡɚɤɥɸɱɚɟɬɫɹ 
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ɫɩɟɰɢɮɢɤɚ ɤɢɬɚɣɫɤɨɝɨ ɢɡɨɛɪɚɡɢɬɟɥɶɧɨɝɨ ɢɫɤɭɫɫɬɜɚ. ȼɨɬ ɤɚɤ ɩɢɲɟɬ ɨɛ 
ɷɬɨɦ ȿ.Ⱥ. Ɏɟɞɨɪɨɜ: 

 
Ɋɢɫɨɜɚɧɢɸ ɜ Ʉɢɬɚɟ ɨɛɭɱɚɸɬɫɹ ɬɟɦ ɠɟ ɫɩɨɫɨɛɨɦ, ɤɚɤ ɢ ɩɢɫɶɦɭ. Ʉɚɠ-

ɞɵɣ ɦɨɬɢɜ ɜ ɤɨɦɩɨɡɢɰɢɢ ɪɚɡɞɟɥɹɟɬɫɹ ɧɚ ɢɡɜɟɫɬɧɨɟ ɱɢɫɥɨ ɷɥɟɦɟɧɬɨɜ, ɤɨɬɨ-
ɪɵɟ ɪɢɫɭɸɳɢɣ ɞɨɥɠɟɧ ɬɪɚɤɬɨɜɚɬɶ ɨɬɞɟɥɶɧɨ, ɬɨɱɧɨ ɬɚɤ ɠɟ, ɤɚɤ ɤɚɥɥɢɝɪɚɮ 
ɭɱɢɬɫɹ ɨɬɞɟɥɶɧɨɦɭ ɧɚɱɟɪɬɚɧɢɸ ɜɨɫɶɦɢ ɷɥɟɦɟɧɬɚɪɧɵɯ ɱɟɪɬ, ɢɡ ɤɨɬɨɪɵɯ 
ɫɨɫɬɚɜɥɹɸɬɫɹ ɢɟɪɨɝɥɢɮɵ. ȼɨɡɶɦɟɦ, ɧɚɩɪɢɦɟɪ, ɱɟɥɨɜɟɱɟɫɤɨɟ ɥɢɰɨ; ɩɪɟɠɞɟ 
ɜɫɟɝɨ ɭɱɟɧɢɤɭ ɩɨɤɚɡɵɜɚɟɬɫɹ ɜɨɫɟɦɶ ɫɩɨɫɨɛɨɜ ɪɢɫɨɜɚɧɢɹ ɧɨɫɚ, ɡɚɬɟɦ ɨɧ ɩɟ-
ɪɟɯɨɞɢɬ ɤ ɨɬɞɟɥɶɧɨɦɭ ɢɡɭɱɟɧɢɸ ɪɢɫɨɜɚɧɢɹ ɪɬɚ, ɝɥɚɡ, ɛɪɨɜɟɣ ɢ ɬ.ɞ.; ɡɚɬɟɦ 
ɨɧ ɛɭɞɟɬ ɢɡɭɱɚɬɶ, ɱɬɨ ɛɨɪɨɞɚ ɫɨɫɬɨɢɬ ɢɡ ɩɹɬɢ ɱɚɫɬɟɣ, ɢ ɜ ɤɨɧɰɟ ɤɨɧɰɨɜ 
ɞɨɣɞɟɬ ɞɨ ɬɟɨɪɢɢ ɩɹɬɢ ɤɭɥɶɦɢɧɢɪɭɟɦɵɯ ɩɭɧɤɬɨɜ ɱɟɥɨɜɟɱɟɫɤɨɝɨ ɥɢɰɚ, ɤɨ-
ɬɨɪɵɟ ɞɨɥɠɧɵ ɜɵɞɟɥɹɬɶɫɹ ɛɨɥɟɟ ɢɥɢ ɦɟɧɟɟ ɫɨɨɛɪɚɡɧɨ ɫ ɜɨɡɪɚɫɬɨɦ ɨɪɢɝɢ-
ɧɚɥɚ. Ƚɪɭɩɩɢɪɨɜɤɚ ɷɬɢɯ ɷɥɟɦɟɧɬɨɜ ɢ ɩɪɨɩɨɪɰɢɹ ɜ ɤɨɦɩɨɡɢɰɢɢ ɬɳɚɬɟɥɶɧɨ 
ɪɚɡɪɚɛɚɬɵɜɚɸɬɫɹ ɫɨɨɛɪɚɡɧɨ ɫ ɢɡɜɟɫɬɧɵɦɢ ɩɪɚɜɢɥɚɦɢ. ɉɨɞɨɛɧɵɣ ɠɟ ɦɟɬɨɞ 
ɩɪɢɦɟɧɹɟɬɫɹ ɤ ɢɡɭɱɟɧɢɸ ɜɫɹɤɨɝɨ ɪɨɞɚ ɞɪɭɝɢɯ ɩɪɟɞɦɟɬɨɜ, ɤɚɤ ɬɨ: ɮɢɝɭɪ, 
ɩɟɣɡɚɠɟɣ, ɠɢɜɨɬɧɵɯ ɢ ɰɜɟɬɨɜ [7. ɋ. 66].  

 

ȿɳɟ ɨɞɧɚ ɱɟɪɬɚ Ʉɢɬɚɹ – ɫɩɨɫɨɛɧɨɫɬɶ ɤ ɫɥɨɠɧɵɦ, ɧɟɨɱɟɜɢɞɧɵɦ ɪɟ-
ɲɟɧɢɹɦ. ȼ ɫɸɠɟɬɚɯ ɫɤɚɡɨɤ, ɥɟɝɟɧɞ ɢ ɞɪɚɦ ɟɫɬɶ ɦɟɫɬɨ ɞɥɹ ɢɧɬɪɢɝɢ, 
ɯɢɬɪɨɫɬɢ, ɦɚɧɟɜɪɚ. ɍɦɧɚɹ ɬɚɤɬɢɤɚ ɢ ɥɨɜɤɢɣ ɛɥɟɮ ɦɨɝɭɬ ɛɨɥɶɲɟ, ɱɟɦ 
ɝɪɭɛɚɹ ɫɢɥɚ. ɇɚɩɪɢɦɟɪ, ɜ ɞɪɚɦɟ «Ɍɚɤɬɢɤɚ ɩɭɫɬɨɝɨ ɝɨɪɨɞɚ» ɜɨɟɧɚɱɚɥɶ-
ɧɢɤ, ɩɨɧɢɦɚɹ, ɱɬɨ ɭ ɧɟɝɨ ɧɟ ɯɜɚɬɢɬ ɫɢɥ ɡɚɳɢɬɢɬɶ ɝɨɪɨɞ ɨɬ ɧɚɩɚɞɟɧɢɹ, 
ɩɪɢɤɚɡɵɜɚɟɬ ɜɫɟɦ ɢɦɢɬɢɪɨɜɚɬɶ ɛɟɫɩɟɱɧɨɫɬɶ, ɨɬɤɪɵɬɶ ɜɨɪɨɬɚ, ɢ ɩɪɨɬɢɜ-
ɧɢɤ ɢɧɬɟɪɩɪɟɬɢɪɭɟɬ ɷɬɨ ɤɚɤ ɠɟɥɚɧɢɟ ɡɚɦɚɧɢɬɶ ɜ ɡɚɫɚɞɭ ɢ ɧɟ ɧɚɩɚɞɚɟɬ. 
Ɉɫɨɛɨɝɨ ɜɧɢɦɚɧɢɹ ɡɚɫɥɭɠɢɜɚɟɬ ɭɦɟɧɢɟ ɞɨɝɨɜɚɪɢɜɚɬɶɫɹ, ɢɧɬɟɪɩɪɟɬɢ-
ɪɨɜɚɬɶ ɡɚɤɨɧ ɜ ɫɜɨɸ ɩɨɥɶɡɭ, ɞɨɛɢɜɚɬɶɫɹ ɫɜɨɟɝɨ ɛɟɡɜɪɟɞɧɨɣ ɯɢɬɪɨɫɬɶɸ. 
ɇɚɩɪɢɦɟɪ, ɜ ɫɤɚɡɤɟ «Ʌɸɛɨɜɶ ɡɚ ɝɪɨɛɨɦ» ɟɫɬɶ ɦɨɬɢɜ ɩɨɞɦɟɧɵ: ɝɟɪɨɣ 
ɩɨɦɟɳɚɟɬ ɞɭɲɭ ɭɦɟɪɲɟɣ ɜɨɡɥɸɛɥɟɧɧɨɣ ɜ ɬɟɥɨ ɬɨɥɶɤɨ ɱɬɨ ɫɤɨɧɱɚɜ-
ɲɟɣɫɹ ɞɟɜɭɲɤɢ ɢɡ ɛɨɝɚɬɨɣ ɫɟɦɶɢ, ɩɨɥɭɱɚɟɬ ɧɚɝɪɚɞɭ ɡɚ ɹɤɨɛɵ ɜɨɫɤɪɟ-
ɲɟɧɢɟ ɩɨɤɨɣɧɨɣ, ɧɨ ɷɬɨ ɦɨɲɟɧɧɢɱɟɫɬɜɨ ɩɪɢɧɨɫɢɬ ɜɫɟɦ ɬɨɥɶɤɨ ɛɥɚɝɨ.  

ȼɦɟɫɬɟ ɫ ɬɟɦ ɬɪɚɞɢɰɢɨɧɧɵɣ Ʉɢɬɚɣ ɰɟɧɢɬ ɛɥɚɝɨɪɨɞɫɬɜɨ ɢ ɜɟɪɢɬ  
ɜ ɫɩɪɚɜɟɞɥɢɜɨɫɬɶ. ȼ ɩɪɟɞɫɬɚɜɥɟɧɧɵɯ ɫɸɠɟɬɚɯ ɱɟɫɬɧɨɫɬɶ ɢ ɞɨɛɪɨɞɟ-
ɬɟɥɶ ɩɪɟɜɨɡɧɨɫɹɬɫɹ ɢ ɩɨɛɟɠɞɚɸɬ, ɩɨɪɨɤ ɪɚɡɨɛɥɚɱɟɧ ɢ ɧɚɤɚɡɚɧ. Ɇɭɞ-
ɪɵɣ ɫɭɞ ɥɟɠɢɬ ɜ ɨɫɧɨɜɟ ɫɤɚɡɨɤ «ɋɩɪɚɜɟɞɥɢɜɵɣ ɫɭɞ» ɢ «Ɂɥɚɹ ɠɟɧɚ». 
ȿɫɥɢ ɠɟ ɡɥɨɞɟɹɧɢɟ ɧɟ ɧɚɤɚɡɚɧɨ ɱɟɥɨɜɟɱɟɫɤɢɦ ɫɭɞɨɦ, ɩɪɟɫɬɭɩɧɢɤɚ 
ɠɞɟɬ ɧɟɨɬɜɪɚɬɢɦɨɟ ɜɨɡɦɟɡɞɢɟ ɫɜɵɲɟ. Ɇɫɬɢɬɟɥɶɧɵɣ ɞɭɯ ɠɟɪɬɜɵ ɩɪɟ-
ɫɥɟɞɭɟɬ ɟɝɨ ɜ ɫɤɚɡɤɚɯ «Ɂɭɛ ɡɚ ɡɭɛ», «Ɇɟɫɬɶ ɧɚɥɨɠɧɢɰɵ», «ɉɨɡɞɧɹɹ 
ɦɟɫɬɶ», ɜ ɫɸɠɟɬɟ ɞɪɚɦɵ «ɋɨɨɛɪɚɡɢɬɟɥɶɧɨɫɬɶ ɜɨɪɨɧɟɧɨɝɨ ɩɨɞɧɨɫɚ». 
Ɇɨɬɢɜ ɨɬɥɨɠɟɧɧɨɝɨ ɫɭɞɚ, ɤɨɝɞɚ ɜɨɡɦɟɡɞɢɟ ɩɪɢɯɨɞɢɬ ɫɩɭɫɬɹ ɞɟɫɹɬɢɥɟ-
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ɬɢɹ, ɩɪɟɞɫɬɚɜɥɟɧ ɜ ɫɤɚɡɤɚɯ «ɇɚɱɚɥɶɧɢɤ ɛɚɧɞɵ ɑɟɪɧɨɝɨ Ⱦɪɚɤɨɧɚ» ɢ 
«ɀɟɪɬɜɵ ɫɨɥɞɚɬɚ». Ɍɨ, ɱɬɨ ɧɚ ɩɟɪɜɵɣ ɜɡɝɥɹɞ ɩɪɟɞɫɬɚɜɥɹɟɬɫɹ ɠɟɫɬɨ-
ɤɢɦ, ɧɚ ɫɚɦɨɦ ɞɟɥɟ ɫɩɪɚɜɟɞɥɢɜɨ: ɭɛɢɣɰɚ ɩɨɝɢɛɚɟɬ ɨɬ ɭɞɚɪɚ ɦɨɥɧɢɢ 
ɞɚɠɟ ɩɨɫɥɟ ɩɨɩɵɬɨɤ ɜɟɫɬɢ ɩɪɚɜɟɞɧɭɸ ɠɢɡɧɶ, ɩɨɬɨɦɭ ɱɬɨ ɟɝɨ ɜɢɧɚ 
ɧɟɢɡɝɥɚɞɢɦɚ.  

Ⱥɜɬɨɪɵ ɫɬɚɬɟɣ ɧɟ ɦɨɝɥɢ ɬɚɤɠɟ ɨɛɨɣɬɢ ɜɧɢɦɚɧɢɟɦ ɱɚɫɬɧɭɸ ɠɢɡɧɶ 
ɢ ɫɟɦɟɣɧɵɟ ɨɬɧɨɲɟɧɢɹ ɤɢɬɚɣɰɟɜ. Ɉɧɢ ɪɚɡɴɹɫɧɹɸɬ, ɱɬɨ ɬɟ ɹɜɥɟɧɢɹ, ɤɨ-
ɬɨɪɵɟ ɤɚɠɭɬɫɹ ɟɜɪɨɩɟɣɰɚɦ ɧɟɩɪɢɟɦɥɟɦɵɦɢ, ɧɚ ɫɚɦɨɦ ɞɟɥɟ ɧɪɚɜ-
ɫɬɜɟɧɧɵ ɢ ɨɩɪɚɜɞɚɧɧɵ. ɉɚɬɪɢɚɪɯɚɥɶɧɵɟ ɛɪɚɤɢ ɩɨ ɜɵɛɨɪɭ ɪɨɞɢɬɟɥɟɣ – 
ɫɜɨɟɨɛɪɚɡɧɚɹ ɡɚɛɨɬɚ ɨ ɝɚɪɚɧɬɢɪɨɜɚɧɧɨɦ ɩɪɨɞɨɥɠɟɧɢɢ ɪɨɞɚ. Ɇɧɨɝɨ-
ɠɟɧɫɬɜɚ ɧɟ ɫɭɳɟɫɬɜɭɟɬ, ɡɚɤɨɧɧɚɹ ɠɟɧɚ ɨɞɧɚ ɢ ɧɚɞɟɥɟɧɚ ɩɪɚɜɚɦɢ, 
ɨɫɬɚɥɶɧɵɟ – ɧɚɥɨɠɧɢɰɵ, ɧɨ ɢ ɷɬɨ ɦɭɞɪɨ, ɩɨɬɨɦɭ ɱɬɨ ɢɡɦɟɧ ɜɫɟ ɪɚɜɧɨ 
ɧɟ ɢɡɛɟɠɚɬɶ.  

Ɍɟɦ ɧɟ ɦɟɧɟɟ ɚɜɬɨɪɵ ɚɥɶɦɚɧɚɯɚ ɧɟ ɦɨɝɥɢ ɢɡɛɟɠɚɬɶ ɫɥɨɠɧɨɫɬɟɣ ɩɪɢ 
ɬɪɚɧɫɥɹɰɢɢ ɤɢɬɚɣɫɤɨɣ ɤɭɥɶɬɭɪɵ. ɂɯ ɤɨɦɩɢɥɹɬɢɜɧɵɟ ɪɚɛɨɬɵ ɡɚɱɚɫɬɭɸ 
ɧɨɫɹɬ ɞɟɫɤɪɢɩɬɢɜɧɵɣ ɯɚɪɚɤɬɟɪ ɢ ɢɡɛɟɝɚɸɬ ɚɧɚɥɢɡɚ ɹɜɥɟɧɢɣ, ɤɨɬɨɪɵɟ 
ɦɨɝɥɢ ɛɵ ɩɨɤɚɡɚɬɶɫɹ ɱɢɬɚɬɟɥɸ ɫɬɪɚɧɧɵɦɢ. ɉɪɢ ɷɬɨɦ ɞɚɠɟ ɢɫɬɨɪɢɱɟ-
ɫɤɢɣ ɤɨɦɦɟɧɬɚɪɢɣ ɜ ɫɧɨɫɤɚɯ ɧɟ ɭɥɭɱɲɚɟɬ ɫɢɬɭɚɰɢɸ. ɇɚɩɪɢɦɟɪ, ɜ ɢɫ-
ɬɨɪɢɱɟɫɤɨɦ ɨɱɟɪɤɟ Ɇ.ȼ. Ɇɚɪɤɟɜɢɱɚ «Ɂɧɚɦɟɧɢɬɵɟ ɤɢɬɚɣɫɤɢɟ ɧɚɥɨɠ-
ɧɢɰɵ» ɩɨɞɱɟɪɤɢɜɚɟɬɫɹ, ɱɬɨ ɫ ɤɢɬɚɣɫɤɨɣ ɬɨɱɤɢ ɡɪɟɧɢɹ ɡɧɚɦɟɧɢɬɵɟ 
ɧɚɥɨɠɧɢɰɵ ɢɦɩɟɪɚɬɨɪɨɜ – ɛɥɚɝɨɪɨɞɧɵɟ ɞɚɦɵ ɫ ɬɪɚɝɢɱɟɫɤɨɣ ɫɭɞɶɛɨɣ, 
ɤɨɬɨɪɵɟ ɞɨɥɠɧɵ ɜɵɡɵɜɚɬɶ ɜɨɫɯɢɳɟɧɢɟ. ȼ ɞɨɤɚɡɚɬɟɥɶɫɬɜɨ ɩɪɢɜɟɞɟɧɵ 
ɤɨɦɩɥɢɦɟɧɬɚɪɧɵɟ ɫɬɢɯɢ ɤɢɬɚɣɫɤɢɯ ɩɨɷɬɨɜ ɨ ɋɢ-ɒɢ. Ɉɞɧɚɤɨ ɜ ɨɱɟɪɤɟ 
ɷɬɚ ɠɟɧɳɢɧɚ ɫɚɦɢɦɢ ɤɢɬɚɣɰɚɦɢ ɩɪɢɡɧɚɧɚ ɝɭɛɢɬɟɥɶɧɢɰɟɣ ɫɜɨɟɣ ɫɬɪɚ-
ɧɵ. ɑɢɬɚɬɟɥɶ ɩɪɨɫɬɨ ɨɫɬɚɟɬɫɹ ɧɚɟɞɢɧɟ ɫɨ ɜɫɟɦɢ ɫɬɪɚɧɧɨɫɬɹɦɢ ɢ ɞɨɥɠɟɧ 
ɩɪɢɧɹɬɶ ɢɯ ɤɚɤ ɧɚɰɢɨɧɚɥɶɧɨɟ ɫɜɨɟɨɛɪɚɡɢɟ ɤɢɬɚɣɫɤɨɣ ɤɭɥɶɬɭɪɵ. 

Ɉɛɥɢɤ ɢɫɬɨɪɢɱɟɫɤɨɝɨ Ʉɢɬɚɹ ɞɨɩɨɥɧɹɸɬ ɩɟɪɟɜɨɞɵ ɫɬɢɯɨɜ, ɜɵɩɨɥ-
ɧɟɧɧɵɟ Ƚɚɧɧɨɣ Ɇ-ɦ ɢ ɚɧɨɧɢɦɧɵɦɢ ɩɟɪɟɜɨɞɱɢɤɚɦɢ. Ɉɧɢ ɡɧɚɤɨɦɹɬ ɱɢ-
ɬɚɬɟɥɹ ɫ ɬɪɚɞɢɰɢɨɧɧɵɦɢ ɨɛɪɚɡɚɦɢ ɢ ɦɨɬɢɜɚɦɢ ɤɢɬɚɣɫɤɨɣ ɩɨɷɡɢɢ (ɥɭɧɚ, 
ɜɪɟɦɟɧɚ ɝɨɞɚ ɢ ɬ.ɞ.). ɉɪɟɞɫɬɚɜɥɟɧɵ ɯɚɪɚɤɬɟɪɧɵɟ, ɧɨ ɜ ɬɨ ɠɟ ɜɪɟɦɹ ɨɛ-
ɳɟɱɟɥɨɜɟɱɟɫɤɢɟ ɥɢɪɢɱɟɫɤɢɟ ɬɟɦɵ: ɪɚɡɥɭɤɚ ɫ ɥɸɛɢɦɵɦ, ɛɪɟɧɧɨɫɬɶ 
ɠɢɡɧɢ, ɠɢɡɧɶ ɧɚ ɱɭɠɛɢɧɟ, ɫɬɚɪɨɫɬɶ, ɩɨɷɡɢɹ ɜɢɧɚ. Ɉɞɧɚɤɨ ɩɨɩɵɬɤɚ ɩɟ-
ɪɟɞɚɱɢ ɱɭɠɨɣ ɤɭɥɶɬɭɪɵ ɜ ɷɬɢɯ ɩɟɪɟɜɨɞɚɯ ɫɨɩɪɹɠɟɧɚ ɫ ɫɟɪɶɟɡɧɵɦɢ 
ɩɪɨɛɥɟɦɚɦɢ. Ʉɚɤ ɭɤɚɡɵɜɚɟɬ ȼ.Ɇ. Ⱥɥɟɤɫɟɟɜ, ɤɢɬɚɣɫɤɨɣ ɩɨɷɡɢɢ ɫɜɨɣ-
ɫɬɜɟɧɧɚ ɢɧɨɫɤɚɡɚɬɟɥɶɧɨɫɬɶ: ɡɚ ɢɡɨɛɪɚɠɟɧɢɟɦ ɬɨɫɤɭɸɳɟɣ ɝɚɪɟɦɧɨɣ ɤɪɚ-
ɫɚɜɢɰɵ ɢɥɢ ɩɨɤɢɧɭɬɨɣ ɠɟɧɵ ɦɨɠɟɬ ɫɤɪɵɜɚɬɶɫɹ ɫɨɜɟɪɲɟɧɧɨ ɞɪɭɝɨɣ 
ɫɸɠɟɬ – ɫɟɬɨɜɚɧɢɹ ɨɬɜɟɪɠɟɧɧɨɝɨ ɩɨɷɬɚ ɧɚ ɫɜɨɸ ɠɢɡɧɶ [10. ɋ. 270]. 
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ɉɟɪɟɜɨɞɱɢɤɢ ɨɛɪɚɳɚɸɬ ɧɚ ɷɬɨ ɜɧɢɦɚɧɢɟ ɧɟ ɜɨ ɜɫɟɯ ɫɥɭɱɚɹɯ. Ɍɚɤ, ɜ «ɂɫ-
ɤɭɲɟɧɢɢ» ɑɠɚɧ ɐɡɢ ɷɬɨɬ ɜɬɨɪɨɣ ɩɥɚɧ ɨɬɦɟɱɟɧ ɢ ɜɵɧɟɫɟɧ ɜ ɤɨɦɦɟɧ-
ɬɚɪɢɣ. ɋɬɢɯɨɬɜɨɪɟɧɢɟ ɨɛ ɨɬɤɚɡɟ ɛɥɚɝɨɪɨɞɧɨɣ ɡɚɦɭɠɧɟɣ ɠɟɧɳɢɧɵ 
ɜɥɸɛɥɟɧɧɨɦɭ ɜ ɧɟɟ ɤɚɜɚɥɟɪɭ ɫɨɩɪɨɜɨɠɞɚɟɬɫɹ ɩɪɢɦɟɱɚɧɢɟɦ ɨ ɛɢɨɝɪɚ-
ɮɢɱɟɫɤɨɦ ɩɨɞɬɟɤɫɬɟ ɩɪɨɢɡɜɟɞɟɧɢɹ: ɜɨ ɜɪɟɦɹ ɝɪɚɠɞɚɧɫɤɨɣ ɜɨɣɧɵ ɩɨ-
ɷɬɭ ɨɛɟɳɚɥ ɩɨɤɪɨɜɢɬɟɥɶɫɬɜɨ ɝɥɚɜɚ ɩɨɜɫɬɚɧɰɟɜ, ɧɨ ɬɨɬ ɧɟ ɩɨɫɬɭɩɢɥɫɹ 
ɩɪɢɧɰɢɩɚɦɢ ɢ ɨɫɬɚɥɫɹ ɜɟɪɟɧ ɢɦɩɟɪɚɬɨɪɫɤɨɣ ɩɚɪɬɢɢ. Ɉɞɧɚɤɨ ɜ ɫɬɢɯɨ-
ɬɜɨɪɟɧɢɢ «Ʉɪɚɫɚɜɢɰɚ» ɐɚɨ ɑɠɢ, ɩɨɫɬɪɨɟɧɧɨɦ ɩɨ ɬɨɣ ɠɟ ɦɨɞɟɥɢ, ɩɟ-
ɪɟɜɨɞɱɢɤ ɧɟ ɞɟɥɚɟɬ ɩɨɩɵɬɤɢ ɨɛɧɚɪɭɠɢɬɶ ɜɬɨɪɨɣ ɩɥɚɧ, ɢ ɨɧɨ ɨɫɬɚɟɬɫɹ 
ɥɢɲɶ ɫɬɢɯɨɬɜɨɪɧɵɦ ɩɨɪɬɪɟɬɨɦ ɤɪɚɫɢɜɨɣ ɞɟɜɭɲɤɢ ɜ ɩɚɪɚɞɧɨɣ ɨɞɟɠɞɟ, 
ɨɛɪɵɜɚɸɳɟɣ ɥɢɫɬɶɹ ɫ ɟɠɟɜɢɤɢ ɧɚ ɤɪɚɸ ɞɨɪɨɝɢ. ɂɡ ɷɬɨɝɨ ɩɟɪɟɜɨɞɚ 
ɬɚɤɠɟ ɭɞɚɥɟɧɵ ɩɨɫɥɟɞɧɢɟ ɩɹɬɶ ɫɬɪɨɤ, ɫɨɞɟɪɠɚɳɢɟ ɝɥɚɜɧɭɸ ɬɟɦɭ 
ɨɪɢɝɢɧɚɥɚ: ɷɬɚ ɢɞɟɚɥɶɧɚɹ ɞɟɜɭɲɤɚ ɬɨɫɤɭɟɬ ɜ ɨɞɢɧɨɱɟɫɬɜɟ, ɧɟ ɧɚɣɞɹ 
ɠɟɧɢɯɚ, ɪɚɜɧɨɝɨ ɟɣ ɩɨ ɞɨɫɬɨɢɧɫɬɜɭ. ȼɫɟ ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɩɨ ɡɚɦɵɫɥɭ 
ɚɜɬɨɪɚ ɩɪɟɞɫɬɚɜɥɹɟɬ ɫɨɛɨɣ ɢɧɨɫɤɚɡɚɧɢɟ ɨ ɫɭɞɶɛɟ ɨɞɚɪɟɧɧɨɝɨ ɱɟɥɨ-
ɜɟɤɚ, ɬɚɥɚɧɬɵ ɤɨɬɨɪɨɝɨ ɧɟ ɧɚɯɨɞɹɬ ɩɪɢɡɧɚɧɢɹ – ɨ ɫɨɛɫɬɜɟɧɧɨɣ 
ɫɭɞɶɛɟ ɐɚɨ ɑɠɢ1. Ⱥɥɶɦɚɧɚɯ Ɇɚɝɚɪɚɦɚ, ɩɪɟɞɫɬɚɜɥɹɹ ɬɚɤɢɟ ɩɟɪɟɜɨɞɵ, 
ɭɩɪɨɳɚɟɬ ɤɚɪɬɢɧɭ ɤɢɬɚɣɫɤɨɣ ɩɨɷɡɢɢ, ɧɟ ɪɚɫɤɪɵɜɚɟɬ ɟɟ ɝɥɭɛɢɧɵ ɢ 
ɫɥɨɠɧɨɫɬɢ. 

ȼɬɨɪɨɟ ɧɚɩɪɚɜɥɟɧɢɟ ɜ ɪɚɡɜɢɬɢɢ ɨɛɪɚɡɚ ɫɬɪɚɧɵ – ɷɬɨ ɫɨɜɪɟɦɟɧɧɵɣ 
ɢɡɞɚɬɟɥɸ Ʉɢɬɚɣ, ɢ ɜ ɨɫɨɛɟɧɧɨɫɬɢ ɒɚɧɯɚɣ ɧɚɱɚɥɚ 1920-ɯ ɝɝ. Ɇɧɨɝɨɟ 
ɢɡɦɟɧɢɥɨɫɶ ɩɨɞ ɜɥɢɹɧɢɟɦ ɟɜɪɨɩɟɣɰɟɜ, ɬɟɩɟɪɶ ɷɬɨ ɭɠɟ ɧɟ ɬɚ ɭɬɨɧɱɟɧ-
ɧɚɹ ɰɢɜɢɥɢɡɚɰɢɹ, ɪɹɞɨɜɵɟ ɤɢɬɚɣɰɵ ɠɢɜɭɬ ɜ ɧɢɳɟɬɟ ɢ ɭɧɢɠɟɧɢɢ. ɂɫ-
ɫɥɟɞɭɸɹ ɩɪɢɪɨɞɭ ɒɚɧɯɚɹ ɤɚɤ ɝɨɪɨɞɚ ɤɨɧɬɪɚɫɬɨɜ ɢ ɩɟɪɟɤɪɟɫɬɤɚ ɰɢɜɢ-
ɥɢɡɚɰɢɣ, ɚɜɬɨɪɵ ɚɥɶɦɚɧɚɯɚ ɪɚɫɫɦɚɬɪɢɜɚɸɬ ɬɟɦɵ ɤɨɧɬɚɤɬɚ ɧɚɪɨɞɨɜ  
ɢ ɜɵɠɢɜɚɧɢɟ ɱɟɥɨɜɟɤɚ ɜ ɛɨɥɶɲɨɦ ɝɨɪɨɞɟ.  

 
1 Ʉɨɦɦɟɧɬɢɪɭɹ ɷɬɨ ɫɬɢɯɨɬɜɨɪɟɧɢɟ («美女» 曹植), Ɋɨɧɝɯɭɚ ȼɨɧɝ ɩɨɹɫɧɹɟɬ: “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]. Ɇɭ Ʉɷɯɨɧɝ (穆克宏, Mù 
Kèhóng) ɜ ɩɨɹɫɧɟɧɢɹɯ ɤ ɷɬɨɦɭ ɫɬɢɯɨɬɜɨɪɟɧɢɸ ɫɨɨɛɳɚɟɬ, ɱɬɨ ɡɞɟɫɶ ɩɪɢɦɟɧɹɟɬɫɹ 
ɬɪɚɞɢɰɢɨɧɧɵɣ ɩɪɢɟɦ ɤɢɬɚɣɫɤɨɣ ɩɨɷɡɢɢ: ɨɩɢɫɚɧɢɟ ɤɪɚɫɚɜɢɰɵ ɫɥɭɠɢɬ ɦɟɬɚɮɨɪɨɣ 
ɚɦɛɢɰɢɨɡɧɨɝɨ ɱɟɥɨɜɟɤɚ ɫ ɜɵɫɨɤɢɦɢ ɢɞɟɚɥɚɦɢ, ɫɬɪɚɞɚɸɳɟɝɨ ɨɬ ɧɟɞɨɨɰɟɧɤɢ ɫɜɨɢɯ 
ɬɚɥɚɧɬɨɜ: «忀楽宾态䮮䔏㮻，㮻是我国古代宾㬳䙫传仆手㲼，《宾亶》、《㥁宴》多䔏
之。《併女䮮》以仄代併人㮻喻有䏭想有抱崆䙫志士，以併女不嫁，㮻喻志士䙫怀才不怮

。含咫委婉，意味㷘敦。其实併女所喻之志士就是曹㣴凑己。» [12].  
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ɐɟɧɬɪɚɥɶɧɨɟ ɦɟɫɬɨ ɡɞɟɫɶ ɩɪɢɧɚɞɥɟɠɢɬ ɨɱɟɪɤɚɦ Ɇɚɝɚɪɚɦɚ «ɀɟɥ-
ɬɵɣ ɥɢɤ»1. ɗɬɨ ɨɞɧɨ ɢɡ ɩɟɪɜɵɯ ɢɡɨɛɪɚɠɟɧɢɣ ɒɚɧɯɚɹ ɜ ɥɢɬɟɪɚɬɭɪɟ ɜɨ-
ɫɬɨɱɧɨɣ ɜɟɬɜɢ ɷɦɢɝɪɚɰɢɢ. ɏɨɬɹ ɨɱɟɪɤɢ «ɀɟɥɬɵɣ ɥɢɤ» ɧɟɥɶɡɹ ɧɚɡɜɚɬɶ 
ɩɪɟɰɟɞɟɧɬɧɵɦ ɬɟɤɫɬɨɦ, ɨɩɪɟɞɟɥɢɜɲɢɦ ɦɨɞɟɥɶ ɨɩɢɫɚɧɢɹ ɒɚɧɯɚɹ ɞɥɹ 
ɩɨɫɥɟɞɭɸɳɢɯ ɚɜɬɨɪɨɜ, ɨɧɢ ɭɠɟ ɞɟɦɨɧɫɬɪɢɪɭɸɬ ɦɧɨɝɨɟ ɢɡ ɬɨɝɨ, ɱɬɨ 
ɡɚɬɟɦ ɜɵɞɟɥɹɟɬɫɹ ɢɫɫɥɟɞɨɜɚɬɟɥɹɦɢ ɭ ɋ. Ⱥɥɵɦɨɜɚ ɜ «ɇɚɧɤɢɧ-ɪɨɞ» (1929), 
ɭ ȼ. Ɇɚɪɬɚ ɜ ɩɨɜɟɫɬɹɯ 1928–1930-ɯ ɝɝ., ɜ «ɒɚɧɯɚɣɫɤɢɯ ɧɚɛɪɨɫɤɚɯ» 
(1923–1930) Ɇ. ɓɟɪɛɚɤɨɜɚ, ɚ ɡɚɬɟɦ ɢ ɜ ɛɨɥɟɟ ɩɨɡɞɧɟɣ ɩɨɷɡɢɢ 1930-ɯ ɝɝ. 
(Ɇ. ɋɩɭɪɝɨɬ, Ɇ. ȼɢɡɢ, Ʉ. Ȼɚɬɭɪɢɧ ɢ ɞɪ.) [14–17]. 

Ɇɚɝɚɪɚɦ ɫɨɡɞɚɟɬ ɨɛɪɚɡ Ʉɢɬɚɹ, ɜ ɤɨɬɨɪɨɦ ɰɟɧɬɪ ɩɪɨɫɬɪɚɧɫɬɜɚ – ɷɬɨ 
ɟɜɪɨɩɟɢɡɢɪɨɜɚɧɧɵɣ ɰɟɧɬɪ ɒɚɧɯɚɹ ɫ ɭɪɛɚɧɢɫɬɢɱɟɫɤɢɦɢ ɩɟɣɡɚɠɚɦɢ,  
ɚ ɬɪɚɞɢɰɢɨɧɧɚɹ, ɞɟɪɟɜɟɧɫɤɚɹ, ɚɝɪɚɪɧɚɹ ɱɚɫɬɶ ɫɨɫɬɚɜɥɹɟɬ ɩɟɪɢɮɟɪɢɸ. 
ɋɨɛɫɬɜɟɧɧɨ ɤɢɬɚɣɫɤɢɟ ɦɟɫɬɚ – ɷɬɨ ɥɚɛɢɪɢɧɬɵ ɜ ɤɜɚɪɬɚɥɚɯ ɛɟɞɧɨɬɵ ɢ 
ɋɭ-ɑɠɨɭɫɫɤɢɣ ɤɚɧɚɥ. Ʉɢɬɚɣɫɤɢɣ ɝɨɪɨɞ ɯɚɪɚɤɬɟɪɢɡɭɟɬɫɹ ɬɟɫɧɵɦ ɩɪɨ-
ɫɬɪɚɧɫɬɜɨɦ, ɪɚɡɜɟɪɧɭɬɵɦ ɩɨ ɝɨɪɢɡɨɧɬɚɥɢ ɢ ɡɚɩɨɥɧɟɧɧɵɦ ɧɟɩɪɢɹɬ-
ɧɵɦɢ ɧɚɬɭɪɚɥɢɫɬɢɱɟɫɤɢɦɢ ɞɟɬɚɥɹɦɢ. ɐɟɧɬɪɚɥɶɧɵɟ ɨɛɪɚɡɵ ɛɵɬɨɜɨɝɨ 
ɩɪɨɫɬɪɚɧɫɬɜɚ, ɧɚɢɛɨɥɟɟ ɩɨɥɧɨ ɩɪɟɞɫɬɚɜɥɹɸɳɢɟ ɩɨɜɫɟɞɧɟɜɧɭɸ ɠɢɡɧɶ 
Ʉɢɬɚɹ, – ɭɥɢɰɵ, ɥɚɜɤɢ, ɪɵɧɤɢ. Ⱦɪɭɝɢɟ ɜɚɠɧɵɟ ɥɨɤɭɫɵ ɨɱɟɪɤɨɜ – ɛɚɪɵ, 
ɤɥɭɛɵ, ɡɥɚɱɧɵɟ ɦɟɫɬɚ – ɩɪɟɞɫɬɚɜɥɹɸɬ ɫɨɛɨɣ ɧɟɱɬɨ ɭɧɢɜɟɪɫɚɥɶɧɨɟ, 
ɨɩɪɟɞɟɥɹɟɦɨɟ ɧɪɚɜɚɦɢ ɦɟɠɞɭɧɚɪɨɞɧɨɝɨ ɩɨɪɬɚ, ɚ ɧɟ ɜɵɪɚɠɚɸɳɟɟ 
ɧɚɰɢɨɧɚɥɶɧɭɸ ɫɩɟɰɢɮɢɤɭ Ʉɢɬɚɹ. 

Ʉɨɧɬɪɚɫɬɧɨɫɬɶ ɢ ɢɧɬɟɧɫɢɜɧɨɫɬɶ – ɨɩɪɟɞɟɥɹɸɳɢɟ ɩɪɢɡɧɚɤɢ ɲɚɧ-
ɯɚɣɫɤɨɣ ɝɨɪɨɞɫɤɨɣ ɫɪɟɞɵ ɜ ɜɢɡɭɚɥɶɧɨɦ, ɚɭɞɢɚɥɶɧɨɦ, ɨɥɶɮɚɤɬɨɪɧɨɦ 
ɚɫɩɟɤɬɚɯ. ɑɚɫɬɨ Ɇɚɝɚɪɚɦ ɜ ɨɞɧɨɦ ɨɩɢɫɚɬɟɥɶɧɨɦ ɩɪɟɞɥɨɠɟɧɢɢ ɫɨɟɞɢ-
ɧɹɟɬ ɪɚɡɧɨɪɨɞɧɨɟ, ɩɨɡɢɬɢɜɧɨɟ ɢ ɧɟɝɚɬɢɜɧɨɟ: ɤɨɧɬɪɚɫɬ ɢ ɫɦɟɫɶ ɹɪɤɢɯ 
ɱɢɫɬɵɯ ɬɨɧɨɜ ɢ ɱɟɪɧɨɬɵ ɢ ɝɪɹɡɢ, ɨɬɬɚɥɤɢɜɚɸɳɢɯ ɡɚɩɚɯɨɜ ɩɥɨɬɢ ɢ ɫɥɚɞ-
ɤɢɯ ɛɥɚɝɨɜɨɧɢɣ. ȼɚɠɧɭɸ ɪɨɥɶ ɢɝɪɚɸɬ ɫɥɭɯɨɜɵɟ ɨɳɭɳɟɧɢɹ. ȼ ɨɱɟɪɤɚɯ 
ɦɧɨɠɟɫɬɜɨ ɨɛɨɡɧɚɱɟɧɢɣ ɜɫɟɯ ɪɚɡɧɨɜɢɞɧɨɫɬɟɣ ɲɭɦɚ ɢ ɧɟɩɪɢɹɬɧɵɯ 
ɡɜɭɤɨɜ, ɩɪɨɢɡɜɨɞɢɦɵɯ ɥɸɞɶɦɢ, ɠɢɜɨɬɧɵɦɢ ɢ ɦɟɯɚɧɢɡɦɚɦɢ.  

Ɇɚɝɚɪɚɦ ɩɨɞɱɟɪɤɢɜɚɟɬ ɛɟɫɫɬɪɚɫɬɢɟ ɢ ɩɨɤɨɪɧɨɫɬɶ ɤɢɬɚɣɰɟɜ, ɢɯ ɪɚɜ-
ɧɨɞɭɲɢɟ ɢ ɧɟɜɨɫɩɪɢɢɦɱɢɜɨɫɬɶ ɤ ɨɤɪɭɠɚɸɳɟɣ ɞɢɫɝɚɪɦɨɧɢɢ, ɧɨ ɷɬɢ 
ɠɟ «ɬɨɥɫɬɨɤɨɠɟɫɬɶ» ɢ ɩɪɢɦɢɬɢɜɧɨɫɬɶ ɫɨɫɬɚɜɥɹɸɬ ɢɯ ɫɢɥɭ. Ⱦɚɠɟ ɜ ɬɚ-
ɤɨɦ ɜɪɚɠɞɟɛɧɨɦ ɢ ɞɢɫɤɨɦɮɨɪɬɧɨɦ ɩɪɨɫɬɪɚɧɫɬɜɟ ɩɟɪɫɨɧɚɠɢ-ɤɢɬɚɣɰɵ 
ɨɳɭɳɚɸɬ ɪɚɞɨɫɬɶ ɛɵɬɢɹ.  

 
1 Ȼɨɥɟɟ ɩɨɞɪɨɛɧɨ ɷɬɢ ɨɱɟɪɤɢ ɪɚɫɫɦɨɬɪɟɧɵ ɜ ɨɬɞɟɥɶɧɨɣ ɫɬɚɬɶɟ [13].  
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Ɉɛɪɚɡ ɢɫɬɨɪɢɱɟɫɤɨɝɨ Ʉɢɬɚɹ ɜ ɨɱɟɪɤɚɯ ɨɬɯɨɞɢɬ ɧɚ ɩɟɪɢɮɟɪɢɸ. 
ɒɚɧɯɚɣ ɭ Ɇɚɝɚɪɚɦɚ ɧɟ ɛɟɪɟɠɟɬ ɫɜɨɸ ɢɫɬɨɪɢɸ, ɥɢɲɟɧ ɮɢɥɨɫɨɮɢɢ ɢ 
ɢɡ ɜɫɟɣ ɤɭɥɶɬɭɪɵ ɫɨɯɪɚɧɹɟɬ ɥɢɲɶ ɫɚɦɨɟ ɩɪɢɦɢɬɢɜɧɨɟ. Ɉɛɴɟɤɬɵ ɧɚɰɢ-
ɨɧɚɥɶɧɨɣ ɚɪɯɢɬɟɤɬɭɪɵ ɢ ɠɢɜɨɩɢɫɧɵɟ ɥɚɧɞɲɚɮɬɵ ɜɵɬɟɫɧɟɧɵ ɧɚ ɡɚ-
ɞɜɨɪɤɢ ɢɥɢ ɧɚɯɨɞɹɬɫɹ ɡɚ ɝɨɪɨɞɨɦ, ɡɧɚɤɨɜɵɟ ɩɪɟɞɦɟɬɵ ɤɭɥɶɬɭɪɵ (ɜɟ-
ɟɪɚ, ɤɚɪɬɢɧɵ, ɮɚɪɮɨɪ) ɨɫɟɞɚɸɬ ɜ ɚɧɬɢɤɜɚɪɧɵɯ ɥɚɜɤɚɯ. Ɍɪɚɞɢɰɢɨɧɧɚɹ 
ɦɢɮɨɥɨɝɢɹ ɩɪɟɜɪɚɳɚɟɬɫɹ ɜ ɩɪɢɱɭɞɥɢɜɵɣ ɷɥɟɦɟɧɬ ɞɟɤɨɪɚ (ɢɡɨɛɪɚɠɟ-
ɧɢɹ ɞɪɚɤɨɧɨɜ ɢ ɞɟɦɨɧɨɜ) ɢɥɢ ɩɪɟɞɦɟɬ ɫɭɟɜɟɪɢɹ, ɞɟɦɨɧɫɬɪɢɪɭɸɳɢɣ 
ɚɪɯɚɢɱɧɭɸ ɤɚɪɬɢɧɭ ɦɢɪɚ ɩɟɪɫɨɧɚɠɚ-ɤɢɬɚɣɰɚ. Ɋɚɰɢɨɧɚɥɢɫɬɢɱɟɫɤɨɟ 
ɫɨɡɧɚɧɢɟ ɧɚɪɪɚɬɨɪɚ ɧɟ ɩɪɢɟɦɥɟɬ ɩɪɢɦɢɬɢɜɧɵɟ, ɛɟɫɩɨɥɟɡɧɵɟ ɢ ɞɚɠɟ 
ɜɪɟɞɧɵɟ ɮɨɪɦɵ ɧɚɪɨɞɧɨɣ ɤɭɥɶɬɭɪɵ (ɪɢɬɭɚɥɵ ɜɨ ɜɪɟɦɹ ɛɨɥɟɡɧɟɣ ɢ 
ɷɩɢɞɟɦɢɣ, ɝɚɞɚɧɢɹ, ɲɨɤɢɪɭɸɳɚɹ ɬɪɚɞɢɰɢɨɧɧɚɹ ɦɟɞɢɰɢɧɚ). Ʌɨɤɭɫɵ 
ɬɪɚɞɢɰɢɨɧɧɨɣ ɤɢɬɚɣɫɤɨɣ ɤɭɥɶɬɭɪɵ – ɛɭɞɞɢɫɬɫɤɢɣ ɯɪɚɦ, ɞɨɦ, ɫɚɞ – 
ɨɫɬɚɜɥɹɸɬ ɨɳɭɳɟɧɢɟ ɭɩɚɞɤɚ. ɏɪɚɦ ɞɟɫɚɤɪɚɥɢɡɨɜɚɧ ɢ ɦɚɥɨ ɨɬɥɢɱɚɟɬɫɹ 
ɨɬ ɥɚɜɤɢ; ɞɨɦ ɢ ɫɚɞ, ɜ ɨɱɟɪɤɚɯ ɩɪɢɧɚɞɥɟɠɚɳɢɟ ɩɨɠɢɥɵɦ ɥɸɞɹɦ, ɜɵ-
ɝɥɹɞɹɬ ɛɟɡɠɢɡɧɟɧɧɵɦɢ ɢ ɡɚɫɬɵɜɲɢɦɢ, ɫ ɧɢɦɢ ɫɜɹɡɚɧ ɦɨɬɢɜ ɨɩɭɫɬɨ-
ɲɟɧɢɹ. ȼɫɟ, ɫɜɹɡɚɧɧɨɟ ɫɨ ɫɬɚɪɨɣ ɤɭɥɶɬɭɪɨɣ ɢ ɨɛɪɚɡɨɦ ɠɢɡɧɢ, ɫɚɦɨ 
ɫɬɚɪɨ ɢ ɫɥɚɛɨ ɢ ɟɫɬɟɫɬɜɟɧɧɵɦ ɨɛɪɚɡɨɦ ɭɯɨɞɢɬ ɜ ɩɪɨɲɥɨɟ. 

ȼ ɧɟɤɨɬɨɪɨɣ ɫɬɟɩɟɧɢ ɨɱɟɪɤɢ ɢɫɩɵɬɵɜɚɸɬ ɧɚ ɫɟɛɟ ɜɥɢɹɧɢɟ ɫɤɚɡɨɤ, 
ɤɨɬɨɪɵɟ Ɇɚɝɚɪɚɦ ɩɟɪɟɜɨɞɢɥ ɞɥɹ ɚɥɶɦɚɧɚɯɚ ɩɨ ɫɛɨɪɧɢɤɭ ȼɢɝɟɪɚ. ȼɟ-
ɪɨɹɬɧɨ, ɭ ȼɢɝɟɪɚ Ɇɚɝɚɪɚɦ ɱɟɪɩɚɥ ɫɜɟɞɟɧɢɹ ɨ ɛɵɬɟ, ɬɪɚɞɢɰɢɹɯ, ɫɭɟɜɟ-
ɪɢɹɯ ɪɹɞɨɜɵɯ ɤɢɬɚɣɰɟɜ: ɨɛɵɱɚɣ ɫɠɢɝɚɬɶ ɞɟɧɶɝɢ ɢ ɡɚɩɢɫɤɢ ɫ ɠɟɥɚɧɢɟɦ, 
ɨɛɪɚɳɚɬɶɫɹ ɤ ɛɨɧɡɚɦ, ɜɟɪɚ ɜ ɩɟɪɟɫɟɥɟɧɢɟ ɞɭɲ, ɫɬɪɚɯ ɩɟɪɟɞ ɱɟɪɬɹɦɢ ɢ 
ɞɭɯɚɦɢ, ɩɪɟɫɥɟɞɭɸɳɢɦɢ ɠɢɜɵɯ. ȼ ɫɛɨɪɧɢɤɟ ɫɤɚɡɨɤ ɞɚɠɟ ɜɫɬɪɟɱɚɟɬɫɹ 
ɩɟɪɫɨɧɚɠ ȼɚɧ (Wong), ɩɨɱɬɟɧɧɵɣ ɩɨɠɢɥɨɣ ɬɨɪɝɨɜɟɰ, ɢ ɩɨɯɨɠɢɣ ɝɟ-
ɪɨɣ ɫ ɬɚɤɢɦ ɠɟ ɢɦɟɧɟɦ ɞɟɣɫɬɜɭɟɬ ɜ ɪɚɫɫɤɚɡɟ «Ⱦɨɱɶ ɝɪɨɛɨɜɳɢɤɚ». 

Ɇɚɝɚɪɚɦ ɧɟ ɨɝɪɚɧɢɱɢɜɚɟɬɫɹ ɡɚɢɦɫɬɜɨɜɚɧɢɟɦ ɞɟɬɚɥɟɣ, ɨɧ ɬɚɤɠɟ ɢɫ-
ɩɨɥɶɡɭɟɬ ɢ ɧɟɝɚɬɢɜɧɨ ɩɟɪɟɨɫɦɵɫɥɢɜɚɟɬ ɯɚɪɚɤɬɟɪɧɵɟ ɦɨɬɢɜɵ. ɇɚɫɤɨɥɶɤɨ 
ɫɤɚɡɤɢ ɨɬɫɬɚɢɜɚɸɬ ɫɩɪɚɜɟɞɥɢɜɨɫɬɶ ɢ ɛɥɚɝɨɪɨɞɫɬɜɨ, ɧɚɫɬɨɥɶɤɨ ɨɱɟɪɤɢ 
Ɇɚɝɚɪɚɦɚ ɭɬɜɟɪɠɞɚɸɬ ɞɢɫɝɚɪɦɨɧɢɸ ɢ ɧɟɫɩɪɚɜɟɞɥɢɜɨɫɬɶ ɠɢɡɧɢ. ȼ ɪɚɫ-
ɫɤɚɡɚɯ «Ⱦɨɱɶ ɝɪɨɛɨɜɳɢɤɚ», «ɀɟɧɚ», ɝɞɟ ɝɥɚɜɧɵɦ ɩɪɟɞɦɟɬɨɦ ɢɡɨɛɪɚ-
ɠɟɧɢɹ ɹɜɥɹɟɬɫɹ ɫɟɦɟɣɧɚɹ ɠɢɡɧɶ ɤɢɬɚɣɰɟɜ, ɢɫɩɨɥɶɡɭɸɬɫɹ ɜ ɫɜɟɪɧɭɬɨɦ 
ɜɢɞɟ ɬɚɤɠɟ ɧɟɤɨɬɨɪɵɟ ɨɛɳɢɟ ɦɟɫɬɚ, ɯɚɪɚɤɬɟɪɧɵɟ ɞɥɹ ɫɤɚɡɨɤ: ɛɪɚɤɢ  
ɩɨ ɪɚɫɱɟɬɭ, ɩɨɱɬɟɧɢɟ ɤ ɪɨɞɢɬɟɥɹɦ, ɪɨɠɞɟɧɢɟ ɩɨɬɨɦɫɬɜɚ ɤɚɤ ɫɦɵɫɥ 
ɠɢɡɧɢ, ɩɪɢɬɟɫɧɟɧɢɟ ɧɚɥɨɠɧɢɰɵ, ɦɨɬɢɜ ɩɨɞɦɟɧɵ. ɗɬɢ ɱɟɪɬɵ ɩɚɬɪɢɚɪ-
ɯɚɥɶɧɨɝɨ ɭɤɥɚɞɚ ɫɬɚɧɨɜɹɬɫɹ ɢɫɬɨɱɧɢɤɨɦ ɦɭɱɟɧɢɣ ɞɥɹ ɩɟɪɫɨɧɚɠɟɣ, 
ɜɵɧɭɠɞɟɧɧɵɯ ɬɟɪɩɟɬɶ ɧɟɡɚɫɥɭɠɟɧɧɵɟ ɭɧɢɠɟɧɢɹ ɨɬ ɫɜɨɟɣ ɫɟɦɶɢ. 



Бɨɝɨɞɟɪɨɜɚ А.А. Ʉɢɬɚɣ ɧɚ ɫɬɪɚɧɢɰɚɯ ɚɥɶɦɚɧɚɯɨɜ ɗɥɢɡɚɪɚ Ɇɚɝɚɪɚɦɚ 

250 

Ʉɨɧɮɥɢɤɬɵ, ɜ ɫɤɚɡɤɚɯ ɪɚɡɪɟɲɚɟɦɵɟ ɨɫɬɪɨɭɦɧɨ ɢ ɭɛɟɞɢɬɟɥɶɧɨ, ɜ ɨɱɟɪ-
ɤɚɯ ɧɟ ɩɨɥɭɱɚɸɬ ɷɬɢɱɟɫɤɢ ɨɞɧɨɡɧɚɱɧɨɝɨ ɪɟɲɟɧɢɹ. ȼ ɪɚɫɫɤɚɡɟ «Ⱦɨɱɶ 
ɝɪɨɛɨɜɳɢɤɚ» ɭɞɚɱɧɚɹ ɧɚ ɩɟɪɜɵɣ ɜɡɝɥɹɞ ɩɨɞɦɟɧɚ ɝɪɨɡɢɬ ɜ ɛɭɞɭɳɟɦ 
ɩɨɥɧɵɦ ɫɟɦɟɣɧɵɦ ɤɪɚɯɨɦ: ɧɚɥɨɠɧɢɰɟ ɛɟɡɞɟɬɧɨɝɨ ȼɚɧɚ ɭɞɚɟɬɫɹ ɜɵ-
ɞɚɬɶ ɡɚ ɞɨɥɝɨɠɞɚɧɧɨɝɨ ɧɚɫɥɟɞɧɢɤɚ ɫɜɨɟɝɨ ɪɟɛɟɧɤɚ, ɪɨɠɞɟɧɧɨɝɨ ɨɬ ɢɡ-
ɧɚɫɢɥɨɜɚɧɢɹ, ɧɨ ɞɨɜɟɪɢɬɟɥɶɧɵɟ ɨɬɧɨɲɟɧɢɹ ɦɟɠɞɭ ɧɟɣ ɢ ȼɚɧɨɦ ɭɠɟ 
ɧɟɜɨɡɦɨɠɧɵ, ɬɚɤ ɤɚɤ ɧɚɫɢɥɶɧɢɤ ɛɭɞɢɬ ɜ ɧɟɣ ɠɚɠɞɭ ɠɢɡɧɢ ɢ ɧɚɫɥɚɠɞɟ-
ɧɢɣ, ɤɨɬɨɪɵɟ ȼɚɧ ɧɟ ɫɩɨɫɨɛɟɧ ɞɚɬɶ. ȿɫɥɢ ɬɪɚɞɢɰɢɨɧɧɵɣ ɤɢɬɚɣɫɤɢɣ 
ɦɢɪ ɝɚɪɦɨɧɢɱɟɧ, ɫɩɪɚɜɟɞɥɢɜɨ ɭɫɬɪɨɟɧ ɢ ɫɨɪɚɡɦɟɪɟɧ, ɬɨ ɫɨɜɪɟɦɟɧɧɵɣ 
ɦɢɪ ɬɪɚɝɢɱɟɫɤɢ ɩɪɨɬɢɜɨɪɟɱɢɜ, ɜ ɧɟɦ ɧɟɥɶɡɹ ɪɭɤɨɜɨɞɫɬɜɨɜɚɬɶɫɹ ɫɬɚ-
ɪɵɦɢ ɡɚɤɨɧɚɦɢ.  

Ɉɱɟɪɤɢ Ɇɚɪɚɝɚɦɚ – ɧɟ ɟɞɢɧɫɬɜɟɧɧɚɹ ɫɨɫɬɚɜɥɹɸɳɚɹ ɤɚɪɬɢɧɵ ɫɨ-
ɜɪɟɦɟɧɧɨɝɨ Ʉɢɬɚɹ. Ɇɚɝɚɪɚɦ ɢɡɞɚɟɬ ɟɳɟ ɫɨɛɫɬɜɟɧɧɭɸ «ɤɢɧɨɞɪɚɦɭ» 
«Ɉɩɚɫɧɚɹ ɡɚɛɚɜɚ», ɩɭɛɥɢɤɭɟɬ ɫɨɡɜɭɱɧɵɟ ɟɦɭ ɫɬɢɯɢ ɢ ɩɪɨɡɭ ɉɟɬɪɚ ɑɟɪ-
ɤɟɡɚ ɢ ɘɪɢɹ ȼɢɤɬɨɪɨɜɚ, ɚ ɬɚɤɠɟ ɫɬɚɬɶɢ ɩɭɛɥɢɰɢɫɬɚ ȼɚɫɢɥɢɹ Ɍɟɦɧɨɝɨ 
«ȼɨɡɪɨɠɞɟɧɢɟ Ʉɢɬɚɹ». Ɋɹɞ ɩɟɪɟɫɟɤɚɸɳɢɯɫɹ ɬɟɦ, ɦɨɬɢɜɨɜ ɢ ɨɛɪɚɡɨɜ  
ɜ ɷɬɢɯ ɩɪɨɢɡɜɟɞɟɧɢɹɯ ɩɪɢɜɨɞɢɬ ɤ ɩɨɹɜɥɟɧɢɸ ɦɟɠɬɟɤɫɬɨɜɨɝɨ ɟɞɢɧ-
ɫɬɜɚ, ɜɨɡɧɢɤɚɟɬ ɨɳɭɳɟɧɢɟ ɟɞɢɧɨɣ ɪɟɚɥɶɧɨɫɬɢ, ɨɩɢɫɵɜɚɟɦɨɣ ɦɧɨɠɟ-
ɫɬɜɨɦ ɟɞɢɧɨɦɵɲɥɟɧɧɢɤɨɜ.  

ɉɟɬɪ ɑɟɪɤɟɡ – ɩɨɪɭɱɢɤ, ɷɦɢɝɪɚɧɬ, ɱɥɟɧ ɩɪɚɜɥɟɧɢɹ ɲɚɧɯɚɣɫɤɨɝɨ 
Ʌɢɬɟɪɚɬɭɪɧɨ-ɚɪɬɢɫɬɢɱɟɫɤɨɝɨ ɨɛɳɟɫɬɜɚ [18. ɋ. 159]. Ⱦɪɭɝɢɯ ɫɜɟɞɟɧɢɣ 
ɨ ɧɟɦ ɢɥɢ ɟɝɨ ɬɜɨɪɱɟɫɬɜɟ ɧɟ ɨɛɧɚɪɭɠɟɧɨ. ȼ ɚɥɶɦɚɧɚɯɟ ɩɪɟɞɫɬɚɜɥɟɧɵ 
ɟɝɨ ɫɬɢɯɨɬɜɨɪɟɧɢɹ «Ʌɚɦɩɚɰɨ», «ȼɵ ɥɸɛɢɥɢ, ɫɟɜɲɢ ɜ ɥɢɦɭɡɢɧ», «ɉɟɫɧɹ 
ɨ ɋɭɧ ɋɭɧɟ» ɢ «ɏɚɣ-ɯɨ». ȼ ɧɚɫɬɨɹɳɢɣ ɦɨɦɟɧɬ ɧɟɜɨɡɦɨɠɧɨ ɭɫɬɚɧɨ-
ɜɢɬɶ ɩɨɞɪɨɛɧɨɫɬɢ ɜɡɚɢɦɨɞɟɣɫɬɜɢɹ ɪɟɞɚɤɬɨɪɚ ɢ ɚɜɬɨɪɚ ɢ ɬɨɱɧɵɣ ɩɨɪɹ-
ɞɨɤ ɧɚɩɢɫɚɧɢɹ ɷɬɢɯ ɩɪɨɢɡɜɟɞɟɧɢɣ: ɨɧɢ ɜɵɲɥɢ ɜ ɨɞɧɨɦ ɜɵɩɭɫɤɟ, ɧɨ 
ɧɟɢɡɜɟɫɬɧɨ, ɤɚɤɢɟ ɛɵɥɢ ɫɨɡɞɚɧɵ ɩɟɪɜɵɦɢ. Ɉɞɧɚɤɨ ɨɬɱɟɬɥɢɜɨ ɩɪɨɫɥɟ-
ɠɢɜɚɸɬɫɹ ɩɨɜɬɨɪɹɸɳɢɟɫɹ ɭ ɨɛɨɢɯ ɦɨɬɢɜɵ, ɬɟɦɵ, ɞɟɬɚɥɢ. ɋɬɢɯɢ ɑɟɪ-
ɤɟɡɚ ɛɭɞɬɨ ɫɨɡɞɚɧɵ ɜ ɫɨɬɪɭɞɧɢɱɟɫɬɜɟ ɫ Ɇɚɝɚɪɚɦɨɦ ɢɥɢ ɜɞɨɯɧɨɜɥɟɧɵ 
ɟɝɨ ɨɱɟɪɤɚɦɢ ɢ ɫɥɭɠɚɬ ɢɯ ɩɪɨɞɨɥɠɟɧɢɟɦ.  

Ɉɛɚ ɚɜɬɨɪɚ ɢɫɩɨɥɶɡɭɸɬ ɨɞɢɧ ɩɪɢɟɦ – ɨɬɪɚɠɟɧɢɟ ɠɢɡɧɢ ɜɫɟɯ 
ɫɨɫɥɨɜɢɣ ɜ ɢɡɨɛɪɚɠɟɧɢɢ ɝɥɚɜɧɨɣ ɝɨɪɨɞɫɤɨɣ ɦɚɝɢɫɬɪɚɥɢ. ɍ ɨɛɨɢɯ 
ɭɥɢɱɧɚɹ ɠɢɡɧɶ ɰɟɧɬɪɚ ɒɚɧɯɚɹ ɩɨɤɚɡɚɧɚ ɱɟɪɟɡ ɩɪɨɟɡɞ ɧɚ ɚɜɬɨɦɨɛɢɥɟ 
ɩɨ ɇɚɧɤɢɧ Ɋɨɞ. ɉɨɜɬɨɪɹɟɬɫɹ ɨɩɢɫɚɧɢɟ ɝɨɪɨɞɫɤɨɣ ɰɟɧɬɪɚɥɶɧɨɣ ɭɥɢɰɵ 
ɫ ɷɤɢɩɚɠɚɦɢ, ɜɢɬɪɢɧɚɦɢ, ɞɟɜɭɲɤɚɦɢ-ɤɢɬɚɹɧɤɚɦɢ ɢ ɢɧɞɭɫɨɦ-ɩɨɥɢ-
ɰɟɣɫɤɢɦ. Ɇɚɝɚɪɚɦ ɫɨɡɞɚɟɬ ɲɢɪɨɤɭɸ ɩɚɧɨɪɚɦɭ, ɝɭɫɬɨ ɡɚɩɨɥɧɹɟɬ ɩɪɨ-
ɫɬɪɚɧɫɬɜɨ ɞɟɬɚɥɹɦɢ: 
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ȼɩɟɪɟɞɢ ɪɚɫɫɵɩɚɸɬɫɹ ɩɨ ɫɬɨɪɨɧɚɦ ɤɚɪɟɬɵ ɢ ɪɢɤɲɢ. Ɇɚɲɢɧɚ ɤɪɭɬɨ 
ɩɨɜɨɪɚɱɢɜɚɟɬ, ɢ ɜɟɥɢɱɟɫɬɜɟɧɧɵɣ ɫɟɪɵɣ ɚɜɬɨɦɨɛɢɥɶ ɩɨɤɨɪɧɨ ɫɥɭɲɚɟɬɫɹ 
ɦɚɥɟɧɶɤɢɯ ɪɭɱɟɤ, ɛɥɟɞɧɵɯ ɢ ɬɨɧɤɢɯ, ɬɚɤɢɯ ɬɪɨɝɚɬɟɥɶɧɵɯ ɧɚ ɫɬɚɥɶɧɨɦ ɤɨ-
ɥɟɫɟ ɪɭɥɹ. Ɇɭɠɱɢɧɵ ɩɨ ɨɛɟɢɦ ɫɬɨɪɨɧɚɦ ɭɥɢɰɵ ɨɫɬɚɧɚɜɥɢɜɚɸɬɫɹ ɩɨ ɩɭɬɢ, 
ɫɥɨɜɧɨ ɩɪɢɬɹɝɢɜɚɟɦɵɟ ɦɚɝɧɢɬɨɦ, ɢ ɞɨɥɝɢɦɢ, ɜɨɫɯɢɳɟɧɧɵɦɢ ɜɡɝɥɹɞɚɦɢ 
ɩɪɨɜɨɠɚɸɬ ɦɱɚɳɢɣɫɹ ɚɜɬɨɦɨɛɢɥɶ. ɇɟɤɨɬɨɪɵɟ ɢɡ ɧɢɯ ɩɨɱɬɢɬɟɥɶɧɨ ɤɥɚɧɹ-
ɸɬɫɹ ɠɟɧɳɢɧɟ, ɫɧɢɫɯɨɞɢɬɟɥɶɧɨ ɭɥɵɛɚɸɳɟɣɫɹ ɢɦ ɜ ɨɬɜɟɬ ɝɨɪɞɨɣ, ɰɚɪ-
ɫɬɜɟɧɧɨɣ ɭɥɵɛɤɨɣ. ɇɚ ɩɟɪɟɤɪɟɫɬɤɚɯ ɩɨɥɢɰɟɣɫɤɢɟ-ɢɧɞɭɫɵ, ɡɚɜɢɞɹ ɫɟɪɵɣ 
ɚɜɬɨɦɨɛɢɥɶ, ɛɟɡɠɚɥɨɫɬɧɨ ɛɶɸɬ ɬɨɥɫɬɵɦɢ ɩɚɥɤɚɦɢ ɜɵɛɢɜɲɢɯɫɹ ɢɡ ɫɢɥ ɩɨ-
ɥɭɝɨɥɵɯ ɥɚɦɩɚɰɨ, ɨɫɬɚɧɚɜɥɢɜɚɸɬ ɭɥɢɱɧɨɟ ɞɜɢɠɟɧɢɟ, ɱɬɨɛɵ ɩɪɨɩɭɫɬɢɬɶ 
ɜɩɟɪɟɞ ɦɨɥɨɞɭɸ ɠɟɧɳɢɧɭ ɫ ɩɟɩɟɥɶɧɨ-ɡɨɥɨɬɵɦɢ ɜɨɥɨɫɚɦɢ. Ƚɨɪɞɨ ɨɬɤɢ-
ɧɭɜɲɢɫɶ ɧɚ ɦɹɝɤɭɸ ɫɩɢɧɤɭ ɫɢɞɟɧɶɹ, ɨɧɚ ɜɫɦɚɬɪɢɜɚɟɬɫɹ ɜ ɞɚɥɶ ɤɪɚɫɢɜɵɦɢ 
ɛɥɢɡɨɪɭɤɢɦɢ ɝɥɚɡɚɦɢ, ɟɠɟɦɢɧɭɬɧɨ ɬɪɟɜɨɠɧɨ ɧɚɠɢɦɚɹ ɩɟɞɚɥɶ ɝɭɞɤɚ ɢ, 
ɜɦɟɫɬɟ ɫ ɧɟɸ, ɧɟɫɟɬɫɹ ɩɨ ɭɥɢɰɟ ɨɝɥɭɲɚɸɳɢɣ ɞɢɤɢɣ ɪɟɜ, ɫɦɟɬɚɸɳɢɣ ɧɚ 
ɩɭɬɢ ɥɸɞɟɣ ɢ ɠɢɜɨɬɧɵɯ. ɇɚɤɨɧɟɰ ɚɜɬɨɦɨɛɢɥɶ ɨɫɬɚɧɚɜɥɢɜɚɟɬɫɹ ɭ ɩɚɪɚɞ-
ɧɨɝɨ ɜɯɨɞɚ ɛɨɥɶɲɨɝɨ ɬɪɟɯɷɬɚɠɧɨɝɨ ɡɞɚɧɢɹ ɚɦɟɪɢɤɚɧɫɤɨɝɨ ɞɨɦɚ ɬɟɪɩɢɦɨ-
ɫɬɢ. ɀɟɧɳɢɧɚ ɩɪɢɜɵɱɧɵɦ ɞɜɢɠɟɧɢɟɦ ɧɚɠɢɦɚɟɬ ɩɭɝɨɜɤɭ ɡɜɨɧɤɚ ɢ ɩɪɢɤɚ-
ɡɵɜɚɟɬ ɩɨɹɜɢɜɲɟɦɭɫɹ ɛɨɸ ɨɬɧɟɫɬɢ ɜ ɟɟ ɤɨɦɧɚɬɭ ɩɨɤɭɩɤɢ… 

Ɍɨɥɶɤɨ ɜɫɟɝɨ… [19. ɋ. 18]. 
 

ɍ ɑɟɪɤɟɡɚ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɢ «ȼɵ ɥɸɛɢɥɢ, ɫɟɜɲɢ ɜ ɥɢɦɭɡɢɧ» ɚɤɰɟɧɬ 
ɫɞɟɥɚɧ ɧɚ ɫɚɦɨɣ ɝɟɪɨɢɧɟ, ɨɥɢɰɟɬɜɨɪɹɸɳɟɣ ɞɭɯ ɛɨɥɶɲɨɝɨ ɝɨɪɨɞɚ. 
ɒɚɧɯɚɣ, ɭɜɢɞɟɧɧɵɣ ɢɡ ɨɤɧɚ ɚɜɬɨɦɨɛɢɥɹ, – ɷɬɨ ɭɠɟ ɩɨɡɢɰɢɹ ɧɟɤɨɝɨ 
ɩɪɟɜɨɫɯɨɞɫɬɜɚ, ɝɨɪɨɞ ɫ ɟɝɨ ɛɥɟɫɤɨɦ ɫɬɚɧɨɜɢɬɫɹ ɮɨɧɨɦ ɞɥɹ ɝɟɪɨɢɧɢ. 
Ɉɧɚ ɜɵɧɟɫɟɧɚ ɜ ɰɟɧɬɪ ɤɚɪɬɢɧɵ ɢ ɩɪɢɬɹɝɢɜɚɟɬ ɜɨɫɯɢɳɟɧɧɵɟ ɜɡɝɥɹɞɵ: 

 
ȼɵ ɥɸɛɢɥɢ, ɫɟɜɲɢ ɜ ɥɢɦɭɡɢɧ,  
ȼɵɟɡɠɚɬɶ ɧɚ ɲɭɦɧɵɣ ɇɚɧɤɢɧ Ɋɨɞ,  
Ƚɞɟ ɨɝɧɹɦɢ ɛɥɟɳɟɬ ɪɹɞ ɜɢɬɪɢɧ  
ɂ ɝɭɥɹɟɬ ɬɨɥɩɚɦɢ ɧɚɪɨɞ.  
Ɇɱɚɬɫɹ ɪɢɤɲɢ, ɫɬɟɤɥɚɦɢ ɤɚɪɟɬ  
Ʉɷɪɪɢɞɠɢ ɧɚɪɹɞɧɵɟ ɛɥɟɫɬɹɬ;  
Ɏɚɪɚɦɢ ɛɪɨɫɚɹ ɹɪɤɢɣ ɫɜɟɬ,  
Ɇɨɬɨɤɚɪɵ, ɫɭɦɪɚɱɧɨ, ɝɭɞɹɬ.  
Ʉɢɬɚɹɧɤɢ, ɪɚɫɰɜɟɬɢɜ ɲɢɧɶɨɧ,  
ȼ ɩɚɧɬɚɥɨɧɚɯ ɥɟɝɤɢɯ, ɪɨɫɩɢɫɧɵɯ,  
Ʉɚɤ ɩɨɷɦɵ ɫɤɚɡɨɱɧɵɯ ɜɪɟɦɟɧ,  
ɉɨ ɚɫɮɚɥɶɬɭ ɛɪɨɞɹɬ ɦɨɫɬɨɜɵɯ.  
ɋ ɛɟɥɨɣ ɩɚɥɤɨɣ ɢ ɜ ɱɚɥɦɟ ɢɧɞɭɫ  
ȼɡɨɪ ɦɟɬɧɟɬ ɡɥɨɜɟɳɢɣ, ɤɚɤ ɪɭɛɢɧ,  
ɂ ɩɪɢɤɭɫɢɬ ɧɟɪɜɧɨ ɱɟɪɧɵɣ ɭɫ,  
ɉɪɨɜɨɠɚɹ ɜɡɝɥɹɞɨɦ ɥɢɦɭɡɢɧ... [5. ɋ. 56]. 
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ɇɟɨɛɯɨɞɢɦɨ ɨɬɦɟɬɢɬɶ ɩɪɢɫɬɪɚɫɬɢɟ ɭɱɚɫɬɧɢɤɨɜ ɚɥɶɦɚɧɚɯɚ ɤ ɝɟɪɨ-
ɢɧɟ ɷɬɨɝɨ ɬɢɩɚ, ɨɛɥɚɞɚɸɳɟɣ ɫɜɨɛɨɞɨɣ ɢ ɜɵɫɨɤɢɦ ɩɨɥɨɠɟɧɢɟɦ, ɢ ɜɦɟ-
ɫɬɟ ɫ ɬɟɦ ɩɨɪɨɱɧɨɫɬɶɸ. Ʉɪɚɫɢɜɚɹ ɟɜɪɨɩɟɣɤɚ ɫ ɡɨɥɨɬɵɦɢ ɜɨɥɨɫɚɦɢ  
ɩɟɪɟɦɟɳɚɟɬɫɹ ɩɨ ɫɬɪɚɧɢɰɚɦ ɢɡɞɚɧɢɹ ɢɡ ɨɞɧɨɝɨ ɬɟɤɫɬɚ ɜ ɞɪɭɝɨɣ. ȼ «ɤɢ-
ɧɨɞɪɚɦɟ» «Ɉɩɚɫɧɚɹ ɡɚɛɚɜɚ» Ɇɚɝɚɪɚɦ ɞɚɠɟ ɞɚɟɬ ɟɣ ɢɦɹ ɢ ɛɢɨɝɪɚɮɢɸ. 
Ɉɧɚ ɩɨɹɜɥɹɟɬɫɹ ɜ ɨɱɟɪɤɟ «Ƚɨɪɨɞ ɠɟɥɬɨɝɨ ɞɶɹɜɨɥɚ», ɢɝɪɚɟɬ ɫɭɳɟɫɬɜɟɧ-
ɧɭɸ ɪɨɥɶ ɜ ɪɚɫɫɤɚɡɟ «Ɋɢɤɲɚ». ɂ ɜ ɬɪɟɬɶɟɦ ɜɵɩɭɫɤɟ ɜ ɪɚɫɫɤɚɡɟ ȼɢɤɬɨ-
ɪɨɜɚ ɫɧɨɜɚ ɞɟɣɫɬɜɭɟɬ ɟɜɪɨɩɟɣɤɚ, ɢɝɧɨɪɢɪɭɸɳɚɹ ɡɚɩɪɟɬɵ, ɨɳɭɳɚɸ-
ɳɚɹ ɫɟɛɹ ɯɨɡɹɣɤɨɣ ɩɨɥɨɠɟɧɢɹ.  

ȼɬɨɪɨɣ ɡɧɚɱɢɦɵɣ ɨɛɪɚɡ, ɨɥɢɰɟɬɜɨɪɹɸɳɢɣ Ʉɢɬɚɣ, – ɪɢɤɲɢ ɢ ɤɭɥɢ. 
ȿ.Ɇ. Ȼɨɥɞɵɪɟɜɚ ɨɬɦɟɱɚɟɬ, ɱɬɨ ɪɢɤɲɚ ɜ ɪɭɫɫɤɨɣ, ɫɨɜɟɬɫɤɨɣ ɢ ɤɢɬɚɣɫɤɨɣ 
ɥɢɬɟɪɚɬɭɪɟ – ɟɦɤɢɣ ɨɛɪɚɡ, ɤɨɬɨɪɵɣ ɦɨɠɟɬ ɛɵɬɶ ɤɚɤ ɤɜɢɧɬɟɫɫɟɧɰɢɟɣ 
ɫɬɟɪɟɨɬɢɩɨɜ, ɫɜɹɡɚɧɧɵɯ ɫ ɜɨɫɬɨɱɧɨɣ ɷɤɡɨɬɢɤɨɣ, ɬɚɤ ɢ ɷɦɛɥɟɦɚɬɢɱɟɫɤɢɦ 
ɡɧɚɤɨɦ ɫɨɜɟɬɫɤɨɝɨ ɥɢɬɟɪɚɬɭɪɧɨ-ɩɨɥɢɬɢɱɟɫɤɨɝɨ ɞɢɫɤɭɪɫɚ ɢ ɤɭɥɶɬɭɪɧɨ-
ɢɫɬɨɪɢɱɟɫɤɢɦ ɩɨɪɬɪɟɬɨɦ ɷɩɨɯɢ [20]. ɉɨɥɨɠɟɧɢɟ ɱɟɥɨɜɟɤɚ, ɧɟɢɫɬɨɳɢɦɨ 
ɷɧɟɪɝɢɱɧɨɝɨ ɢ ɬɪɭɞɨɥɸɛɢɜɨɝɨ, ɧɨ ɭɧɢɠɟɧɧɨɝɨ ɢ ɧɢɡɜɟɞɟɧɧɨɝɨ ɞɨ ɫɬɚ-
ɬɭɫɚ ɬɹɝɥɨɜɨɣ ɫɢɥɵ, ɩɪɢɤɨɜɵɜɚɟɬ ɜɧɢɦɚɧɢɟ ɚɜɬɨɪɨɜ ɚɥɶɦɚɧɚɯɚ. ȼ ɨɩɭɛ-
ɥɢɤɨɜɚɧɧɵɯ ɩɪɨɢɡɜɟɞɟɧɢɹɯ ɨɬɱɟɬɥɢɜɨ ɡɚɦɟɬɧɵ ɤɨɧɫɬɚɧɬɵ, ɜɵɞɟɥɟɧ-
ɧɵɟ Ȼɨɥɞɵɪɟɜɨɣ ɜ ɫɜɹɡɢ ɫ ɨɛɪɚɡɨɦ ɪɢɤɲɢ: ɚɦɛɢɜɚɥɟɧɬɧɚɹ ɫɟɦɚɧɬɢɤɚ 
ɬɟɥɟɫɧɨɫɬɢ (ɬɟɥɨ ɷɫɬɟɬɢɡɢɪɭɟɬɫɹ ɢɥɢ ɞɟɷɫɬɟɬɢɡɢɪɭɟɬɫɹ), ɚɤɰɟɧɬɢɪɨɜɚ-
ɧɢɟ ɫɭɪɨɜɵɯ ɩɨɝɨɞɧɵɯ ɭɫɥɨɜɢɣ, ɨɫɥɨɠɧɹɸɳɢɯ ɬɪɭɞ (ɠɚɪɚ ɢɥɢ ɯɨɥɨɞ), 
ɦɨɬɢɜ ɛɟɡɨɫɬɚɧɨɜɨɱɧɨɝɨ ɛɟɝɚ, ɚɧɬɢɬɟɡɚ ɛɟɞɧɨɝɨ ɢɡɦɭɱɟɧɧɨɝɨ ɪɢɤɲɢ ɢ 
ɠɟɫɬɨɤɢɯ ɛɨɝɚɱɟɣ-ɷɤɫɩɥɭɚɬɚɬɨɪɨɜ, ɢɫɩɵɬɚɧɢɟ ɥɸɛɨɜɶɸ ɢ ɟɝɨ ɬɪɚɝɢɱɟ-
ɫɤɢɣ ɢɫɯɨɞ. Ɉɛɪɚɡɵ ɤɭɥɢ ɜ ɚɥɶɦɚɧɚɯɟ ɬɚɤɠɟ ɩɪɨɹɜɥɹɸɬ ɧɟɤɨɬɨɪɵɟ ɢɡ 
ɷɬɢɯ ɱɟɪɬ. Ɍɹɠɟɫɬɶ ɫɭɳɟɫɬɜɨɜɚɧɢɹ ɪɚɛɨɱɢɯ ɩɟɪɟɞɚɸɬ ɩɥɚɫɬɢɱɟɫɤɢɟ ɢ 
ɰɜɟɬɨɜɵɟ ɨɛɪɚɡɵ: ɢɯ ɫɨɩɪɨɜɨɠɞɚɟɬ ɱɟɪɧɨɬɚ (ɰɜɟɬ ɝɪɹɡɢ ɢ ɡɟɦɥɢ), ɨɧɢ 
ɥɢɲɟɧɵ ɩɪɹɦɨɣ ɪɟɱɢ, ɤɪɨɦɟ ɜɵɤɪɢɤɨɜ-ɫɬɨɧɨɜ, ɢ ɝɧɭɬɫɹ ɩɨɞ ɬɹɠɟɫɬɶɸ 
ɝɪɭɡɨɜ. ɍ Ɇɚɝɚɪɚɦɚ ɷɬɨ ɫɤɜɨɡɧɨɣ ɨɛɪɚɡ, ɜɵɜɟɞɟɧɧɵɣ ɜ ɰɟɧɬɪ ɩɨɜɟɫɬɜɨɜɚ-
ɧɢɹ ɜ ɪɚɫɫɤɚɡɚɯ «Ɋɢɤɲɚ», «ɋɦɟɸɳɢɣɫɹ Ȼɭɞɞɚ», ɭ ɑɟɪɤɟɡɚ ɪɢɤɲɢ – «Ʌɚɦ-
ɩɚɰɨ», ɧɨɫɢɥɶɳɢɤɢ – «ɉɟɫɧɹ ɨ ɋɭɧ-ɫɭɧɟ» ɢ «ɏɷɣ-ɯɨ», ɭ Ɍɟɦɧɨɝɨ ɨɧ 
ɜɫɬɪɟɱɚɟɬɫɹ ɜ «ȼɨɡɪɨɠɞɟɧɢɢ Ʉɢɬɚɹ». ɂɡɨɛɪɚɠɚɹ ɛɟɞɧɹɤɚ ɢ ɟɝɨ ɫɭɞɶɛɭ, ɨɬ 
ɤɨɬɨɪɨɣ ɨɫɜɨɛɨɞɢɬ ɬɨɥɶɤɨ ɫɦɟɪɬɶ, ɑɟɪɤɟɡ ɩɪɢɯɨɞɢɬ ɤ ɝɪɚɠɞɚɧɫɤɨɦɭ ɩɚ-
ɮɨɫɭ ɢ ɜɨɡɦɭɳɟɧɢɸ ɧɟɫɩɪɚɜɟɞɥɢɜɨ ɭɫɬɪɨɟɧɧɵɦ ɨɛɳɟɫɬɜɨɦ. Ɇɚɝɚɪɚɦ,  
ɨ ɤɨɦɦɭɧɢɫɬɢɱɟɫɤɢɯ ɫɢɦɩɚɬɢɹɯ ɤɨɬɨɪɨɝɨ ɢɡɜɟɫɬɧɨ ɢɡ ɟɝɨ ɛɢɨɝɪɚɮɢɢ1, 

 
1 Ɇɚɝɚɪɚɦ ɟɳɟ ɞɨ ɪɟɜɨɥɸɰɢɢ ɪɚɛɨɬɚɥ ɜ ɷɫɟɪɨɜɫɤɢɯ ɢɡɞɚɧɢɹɯ, ɜ ɝɚɡɟɬɟ «Ɂɧɚɦɹ 

ɪɟɜɨɥɸɰɢɢ», ɜ ɒɚɧɯɚɟ – ɜ ɩɪɨɫɨɜɟɬɫɤɨɣ «ɇɨɜɨɣ ɒɚɧɯɚɣɫɤɨɣ ɠɢɡɧɢ», ɫɨɬɪɭɞɧɢ-
ɱɚɥ ɫ ɢɡɞɚɬɟɥɶɫɬɜɨɦ «Ɇɨɫɤɨɜɫɤɢɣ ɪɚɛɨɱɢɣ». 
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ɭɯɨɞɢɬ ɨɬ ɨɬɤɪɨɜɟɧɧɨɝɨ ɨɛɥɢɱɟɧɢɹ. Ⱦɥɹ ɧɟɝɨ ɧɨɫɢɥɶɳɢɤɢ ɤɭɥɢ ɢ 
ɪɢɤɲɢ – ɨɥɢɰɟɬɜɨɪɟɧɢɟ ɜɢɬɚɥɶɧɵɯ ɫɢɥ ɤɢɬɚɣɫɤɨɝɨ ɧɚɪɨɞɚ, ɢɯ ɩɪɢɫɩɨ-
ɫɨɛɥɟɧɧɨɫɬɶ ɢ ɠɢɡɧɟɧɧɚɹ ɷɧɟɪɝɢɹ – ɝɚɪɚɧɬɢɹ ɛɭɞɭɳɟɝɨ.  

Ɉɛɟ ɪɚɫɫɦɨɬɪɟɧɧɵɟ ɜɵɲɟ ɮɢɝɭɪɵ ɧɚ ɫɬɪɚɧɢɰɚɯ ɚɥɶɦɚɧɚɯɚ ɧɟɨɞɧɨ-
ɤɪɚɬɧɨ ɫɬɚɥɤɢɜɚɸɬɫɹ ɜ ɨɞɧɨɣ ɫɸɠɟɬɧɨɣ ɫɢɬɭɚɰɢɢ ɥɸɛɨɜɶ ɤ ɢɧɨɩɥɟ-
ɦɟɧɧɢɤɭ. ȼɥɟɱɟɧɢɟ ɤɢɬɚɣɰɚ ɤ ɡɚɩɪɟɬɧɨɣ ɟɜɪɨɩɟɣɤɟ ɩɪɟɞɫɬɚɜɥɟɧɨ ɜ ɧɟ-
ɫɤɨɥɶɤɢɯ ɬɟɤɫɬɚɯ Ɇɚɝɚɪɚɦɚ («ɉɪɢɥɢɱɧɵɣ ɞɨɦ», «ɀɟɧɚ», «Ɋɢɤɲɚ»)  
ɢ ɟɝɨ «ɤɢɧɨɞɪɚɦɟ» «Ɉɩɚɫɧɚɹ ɡɚɛɚɜɚ», ɚ ɬɚɤɠɟ ɜ ɪɚɫɫɤɚɡɟ ɘ. ȼɢɤɬɨɪɨɜɚ 
«Ɍɪɚɝɟɞɢɹ ɫɜɹɳɟɧɧɨɝɨ ɨɫɬɪɨɜɚ».  

Ʉɨɧɮɥɢɤɬ ɨɫɧɨɜɚɧ ɧɚ ɫɨɰɢɚɥɶɧɨɦ ɧɟɪɚɜɟɧɫɬɜɟ ɢ ɤɭɥɶɬɭɪɧɨɣ ɞɢ-
ɫɬɚɧɰɢɢ. ɉɪɢɬɹɡɚɧɢɹ ɤɢɬɚɣɰɚ ɧɚ ɛɟɥɭɸ ɝɨɫɩɨɠɭ ɢɡɧɚɱɚɥɶɧɨ ɨɛɪɟɱɟɧɵ 
ɢɡ-ɡɚ ɷɬɨɣ ɚɫɢɦɦɟɬɪɢɢ, ɩɪɢɱɟɦ ɝɟɪɨɢɧɹ ɜɨɥɶɧɨ ɢɥɢ ɧɟɜɨɥɶɧɨ ɩɪɢɱɢ-
ɧɹɟɬ ɟɦɭ ɛɨɥɶ ɢ ɭɧɢɠɟɧɢɟ: ɤɥɢɟɧɬɤɚ ɩɨɝɨɧɹɟɬ ɪɢɤɲɭ ɤɚɛɥɭɤɨɦ ɩɨ 
ɫɩɢɧɟ («Ɋɢɤɲɚ»), ɚɤɬɪɢɫɚ ɩɪɢɛɥɢɠɚɟɬ ɤ ɫɟɛɟ ɥɚɤɟɹ-ɤɢɬɚɣɰɚ, ɩɨɬɨɦ ɨɬ-
ɬɚɥɤɢɜɚɟɬ ɢ ɡɚɫɬɚɜɥɹɟɬ ɫɬɪɚɞɚɬɶ ɨɬ ɪɟɜɧɨɫɬɢ («Ɉɩɚɫɧɚɹ ɡɚɛɚɜɚ»), ɟɜ-
ɪɨɩɟɣɤɚ-ɩɭɬɟɲɟɫɬɜɟɧɧɢɰɚ ɧɟ ɩɨɧɢɦɚɟɬ ɩɪɢɡɧɚɜɲɟɝɨɫɹ ɟɣ ɜ ɥɸɛɜɢ 
ɦɨɧɚɯɚ-ɛɭɞɞɢɫɬɚ ɢ ɫɦɨɬɪɢɬ ɧɚ ɧɟɝɨ ɫ ɨɬɜɪɚɳɟɧɢɟɦ («Ɍɪɚɝɟɞɢɹ ɫɜɹ-
ɳɟɧɧɨɝɨ ɨɫɬɪɨɜɚ»).  

Ƚɭɦɚɧɢɫɬɢɱɟɫɤɢɣ ɜɚɪɢɚɧɬ ɷɬɨɣ ɫɢɬɭɚɰɢɢ ɢɫɩɨɥɶɡɭɟɬɫɹ ɚɜɬɨɪɚɦɢ, 
ɱɬɨɛɵ ɭɬɜɟɪɞɢɬɶ ɱɟɥɨɜɟɱɟɫɤɨɟ ɞɨɫɬɨɢɧɫɬɜɨ ɤɢɬɚɣɰɟɜ, ɤɨɬɨɪɵɟ ɭɦɟɸɬ 
ɥɸɛɢɬɶ ɢ ɰɟɧɢɬɶ ɤɪɚɫɨɬɭ. ɇɚɩɪɚɲɢɜɚɟɬɫɹ ɫɪɚɜɧɟɧɢɟ ɫ ɛɨɥɟɟ ɩɨɥɢɬɢ-
ɡɢɪɨɜɚɧɧɵɦ ɨɛɪɚɡɨɦ ɢɡ ɩɭɛɥɢɰɢɫɬɢɱɟɫɤɨɣ ɫɬɚɬɶɢ ȼ. Ɍɟɦɧɨɝɨ, ɝɞɟ ɤɭɥɢ 
ɢ ɪɢɤɲɢ ɩɟɪɟɫɬɚɸɬ ɩɪɟɫɦɵɤɚɬɶɫɹ ɩɟɪɟɞ ɟɜɪɨɩɟɣɰɚɦɢ ɢ ɦɢɪɢɬɶɫɹ ɫ ɫɨ-
ɰɢɚɥɶɧɵɦ ɭɧɢɠɟɧɢɟɦ. ɇɨ ɜ ɯɭɞɨɠɟɫɬɜɟɧɧɨɣ ɩɪɨɡɟ ɪɚɡɜɢɬɢɟ ɫɸɠɟɬɚ 
ɬɪɚɝɢɱɧɨ: ɤɢɬɚɟɰ ɛɭɤɜɚɥɶɧɨ ɝɢɛɧɟɬ ɨɬ ɫɜɨɟɣ ɥɸɛɜɢ – ɤɨɧɱɚɟɬ ɠɢɡɧɶ 
ɫɚɦɨɭɛɢɣɫɬɜɨɦ, ɤɚɡɧɟɧ ɡɚ ɞɨɦɨɝɚɬɟɥɶɫɬɜɚ, ɭɦɢɪɚɟɬ ɧɚ ɝɥɚɡɚɯ ɭ ɟɜɪɨ-
ɩɟɣɤɢ. 

ɋɨɫɬɚɜ ɫɸɠɟɬɧɨɣ ɫɢɬɭɚɰɢɢ ɦɨɠɟɬ ɜɚɪɶɢɪɨɜɚɬɶ ɢ ɜ ɧɚɩɪɚɜɥɟɧɢɢ, 
ɭɧɢɡɢɬɟɥɶɧɨɦ ɞɥɹ ɝɟɪɨɢɧɢ: ɤɢɬɚɟɰ-ɪɟɦɟɫɥɟɧɧɢɤ (ɩɨɪɬɧɨɣ, ɦɚɫɫɚɠɢɫɬ) 
ɫɤɪɵɬɨ ɞɨɦɨɝɚɟɬɫɹ ɟɜɪɨɩɟɣɤɢ ɧɟɜɵɫɨɤɨɝɨ ɫɬɚɬɭɫɚ (ɩɪɨɫɬɢɬɭɬɤɢ, ɫɨ-
ɞɟɪɠɚɧɤɢ, ɧɟɛɨɝɚɬɨɣ ɠɟɧɳɢɧɵ), ɜɵɧɭɠɞɟɧɧɨɣ ɩɨɥɶɡɨɜɚɬɶɫɹ ɟɝɨ 
ɭɫɥɭɝɚɦɢ. Ɉɞɧɚɤɨ Ɇɚɝɚɪɚɦ ɞɚɠɟ ɡɞɟɫɶ ɧɟ ɞɟɥɚɟɬ ɩɟɪɫɨɧɚɠɚ-ɤɢɬɚɣɰɚ 
ɜɨɩɥɨɳɟɧɢɟɦ ɞɢɤɨɝɨ ɜɚɪɜɚɪɫɤɨɝɨ ɧɚɱɚɥɚ ɢ ɪɚɫɫɬɚɜɥɹɟɬ ɚɤɰɟɧɬɵ ɢɧɚɱɟ. 
ȼ ɨɱɟɪɤɟ «ɀɟɧɚ» ɫɤɪɵɜɚɟɦɨɟ ɜɥɟɱɟɧɢɟ ɩɨɪɬɧɨɝɨ ɤ ɤɥɢɟɧɬɤɟ ɞɟɦɨɧ-
ɫɬɪɢɪɭɟɬ ɟɝɨ ɨɞɢɧɨɱɟɫɬɜɨ ɢ ɛɟɡɵɫɯɨɞɧɨɫɬɶ ɩɨɥɨɠɟɧɢɹ. ɗɬɚ ɠɟ ɫɢɬɭɚ-
ɰɢɹ, ɫɜɟɪɧɭɬɚɹ ɞɨ ɩɟɪɢɮɟɪɢɣɧɨɝɨ ɦɨɬɢɜɚ ɜ ɨɱɟɪɤɟ «ɉɪɢɥɢɱɧɵɣ ɞɨɦ», 
ɫɥɭɠɢɬ ɞɥɹ ɢɡɨɛɪɚɠɟɧɢɹ ɧɪɚɜɨɜ ɜ ɩɭɛɥɢɱɧɨɦ ɞɨɦɟ, ɝɞɟ ɡɚɢɝɪɵɜɚɧɢɟ 
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ɞɪɭɝ ɫ ɞɪɭɝɨɦ ɫɨɫɬɚɜɥɹɟɬ ɨɞɧɨ ɢɡ ɧɟɦɧɨɝɢɯ ɪɚɡɜɥɟɱɟɧɢɣ ɩɪɨɫɬɢɬɭɬɨɤ-
ɟɜɪɨɩɟɟɤ ɢ ɪɟɦɟɫɥɟɧɧɢɤɨɜ-ɤɢɬɚɣɰɟɜ. Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɢɫɩɨɥɶɡɭɹ ɷɬɭ 
ɫɸɠɟɬɧɭɸ ɫɢɬɭɚɰɢɸ, ɚɜɬɨɪɵ ɩɨɞɱɟɪɤɢɜɚɸɬ ɨɛɳɟɱɟɥɨɜɟɱɟɫɤɭɸ ɩɪɢ-
ɪɨɞɭ ɤɢɬɚɣɰɟɜ ɢ ɜ ɬɨ ɠɟ ɜɪɟɦɹ ɫɨɡɞɚɸɬ ɷɮɮɟɤɬɧɵɣ ɦɟɥɨɞɪɚɦɚɬɢɱɟ-
ɫɤɢɣ ɫɸɠɟɬ, ɫɩɨɫɨɛɧɵɣ ɩɪɢɜɥɟɱɶ ɤ ɚɥɶɦɚɧɚɯɭ ɚɭɞɢɬɨɪɢɸ.  

Ɂɚɜɟɪɲɚɟɬ ɨɛɡɨɪ ɢɡɞɚɧɢɹ ɚɧɚɥɢɡ ɨɛɪɚɡɚ Ʉɢɬɚɹ ɜ ɩɭɛɥɢɰɢɫɬɢɤɟ. ȼ ɤɨɦ-
ɩɨɡɢɰɢɢ ɚɥɶɦɚɧɚɯɚ ɩɭɛɥɢɰɢɫɬɢɤɚ ɪɚɫɩɨɥɚɝɚɟɬɫɹ ɛɥɢɠɟ ɤ ɤɨɧɰɭ ɤɚɠ-
ɞɨɝɨ ɜɵɩɭɫɤɚ. ɋɬɚɬɶɢ, ɜ ɤɨɬɨɪɵɯ ɪɭɫɫɤɢɣ ɠɭɪɧɚɥɢɫɬ ɩɪɟɞɫɬɚɜɥɹɟɬ 
ɫɨɛɫɬɜɟɧɧɨɟ ɜɢɞɟɧɢɟ ɩɨɥɢɬɢɱɟɫɤɨɣ, ɫɨɰɢɚɥɶɧɨɣ ɢ ɷɤɨɧɨɦɢɱɟɫɤɨɣ 
ɠɢɡɧɢ ɫɨɜɪɟɦɟɧɧɨɝɨ ɟɦɭ Ʉɢɬɚɹ – ɨɱɟɪɤɢ «ȼɨɡɪɨɠɞɟɧɢɟ Ʉɢɬɚɹ» ɢ 
«Ɇɟɠɞɭɧɚɪɨɞɧɨɟ ɩɨɥɨɠɟɧɢɟ Ʉɢɬɚɹ» ȼɚɫɢɥɢɹ Ɍɟɦɧɨɝɨ.  

Ɉɛɳɟɫɬɜɟɧɧɵɟ ɩɪɨɰɟɫɫɵ Ʉɢɬɚɹ 1920-ɯ ɝɝ. (ɩɟɪɟɯɨɞ ɤ ɪɟɫɩɭɛɥɢɤɟ, 
ɩɪɨɬɢɜɨɫɬɨɹɧɢɟ ɟɜɪɨɩɟɣɫɤɨɣ ɤɨɥɨɧɢɡɚɰɢɢ) ɭɤɥɚɞɵɜɚɸɬɫɹ ɞɥɹ ɧɟɝɨ  
ɜ ɢɞɟɨɥɨɝɢɱɟɫɤɭɸ ɫɯɟɦɭ: «ȼɨɡɪɨɠɞɟɧɢɟ Ʉɢɬɚɹ ɧɚɱɚɥɨɫɶ, ɢ ɤɚɤɢɟ ɛɵ 
ɩɪɟɩɹɬɫɬɜɢɹ ɧɟ ɫɬɚɜɢɥɢ ɨɫɜɨɛɨɞɢɬɟɥɶɧɨɦɭ ɞɜɢɠɟɧɢɸ ɫɜɨɢ ɢ ɱɭɠɢɟ 
ɧɚɫɢɥɶɧɢɤɢ, ɨɧɨ ɧɟɦɢɧɭɟɦɨ ɫɨɥɶɟɬɫɹ ɫ ɦɢɪɨɜɵɦ ɨɫɜɨɛɨɞɢɬɟɥɶɧɵɦ 
ɞɜɢɠɟɧɢɟɦ, ɛɟɪɭɳɢɦ ɧɚɱɚɥɨ ɜ Ɋɭɫɫɤɨɣ ɪɟɜɨɥɸɰɢɢ» [6. ɋ. 68]. Ɉɧ ɩɟ-
ɪɟɧɨɫɢɬ ɧɚ Ʉɢɬɚɣ ɤɨɦɦɭɧɢɫɬɢɱɟɫɤɭɸ ɪɢɬɨɪɢɤɭ ɨ ɛɨɪɶɛɟ ɧɚɪɨɞɚ ɫ ɮɟ-
ɨɞɚɥɚɦɢ, ɩɪɢɜɟɬɫɬɜɭɟɬ «ɩɟɪɟɪɨɠɞɟɧɢɟ ɩɫɢɯɢɤɢ» ɪɹɞɨɜɵɯ ɤɢɬɚɣɰɟɜ, 
ɨɫɨɛɟɧɧɨ ɡɚɦɟɬɧɨɟ ɜ ɒɚɧɯɚɟ. Ɇɨɬɢɜɵ ɫɧɚ ɢ ɩɪɨɛɭɠɞɟɧɢɹ ɢɫɩɨɥɶɡɭ-
ɸɬɫɹ ɞɥɹ ɨɩɢɫɚɧɢɹ ɩɪɨɢɫɯɨɞɹɳɟɝɨ ɢ ɜɵɪɚɠɚɸɬɫɹ ɬɢɩɢɱɧɵɦɢ ɮɨɪɦɭ-
ɥɚɦɢ: Ʉɢɬɚɣ – «ɩɪɨɛɭɠɞɚɸɳɢɣɫɹ ɨɬ ɜɟɤɨɜɨɝɨ ɫɧɚ ɜɟɥɢɤɚɧ», «ɞɭɯ ɜɨɡ-
ɦɭɳɟɧɢɹ» ɡɚɫɬɚɜɥɹɟɬ ɟɝɨ «ɫɞɜɢɧɭɬɶɫɹ ɫ ɦɟɪɬɜɨɣ ɬɨɱɤɢ». ɋɬɪɚɧɚ ɫ ɟɟ 
«ɫɤɚɡɨɱɧɨɣ ɠɢɡɧɶɸ» ɧɚɪɨɱɧɨ ɩɨɞɞɟɪɠɢɜɚɟɬɫɹ ɜ ɡɚɫɬɵɜɲɟɦ ɫɨɫɬɨɹ-
ɧɢɢ, «ɞɪɟɜɧɢɣ ɤɭɥɶɬ» – ɥɢɲɶ ɢɧɫɬɪɭɦɟɧɬ ɩɪɚɜɹɳɢɯ ɤɥɚɫɫɨɜ ɞɥɹ ɫɨ-
ɯɪɚɧɟɧɢɹ «ɪɚɛɫɤɢɯ ɩɭɬ». Ȼɨɥɶɲɨɣ ɢɫɬɨɪɢɱɟɫɤɨɣ ɭɞɚɱɟɣ, ɩɨ ɦɧɟɧɢɸ 
ȼ. Ɍɟɦɧɨɝɨ, ɹɜɥɹɟɬɫɹ ɬɨ, ɱɬɨ ɰɢɜɢɥɢɡɚɰɢɨɧɧɨɟ ɞɚɜɥɟɧɢɟ ɫɨ ɫɬɨɪɨɧɵ 
ɟɜɪɨɩɟɣɰɟɜ ɫɨɜɩɚɥɨ ɫɨ ɫɬɪɟɦɥɟɧɢɟɦ ɦɚɫɫ ɤ ɩɪɟɨɛɪɚɡɨɜɚɧɢɹɦ ɫɧɢɡɭ.  

ȼɚɫɢɥɢɣ Ɍɟɦɧɵɣ ɞɟɥɚɟɬ ɤɭɥɢ ɢ ɪɢɤɲɟɣ ɨɥɢɰɟɬɜɨɪɟɧɢɟɦ Ʉɢɬɚɹ.  
ȼ «ȼɨɡɪɨɠɞɟɧɢɢ Ʉɢɬɚɹ» ɨɩɢɫɚɧɢɟ ɬɪɭɞɚ ɤɭɥɢ, ɜɨɫɩɪɨɢɡɜɨɞɹɳɟɟ ɫɥɨ-
ɠɢɜɲɢɟɫɹ ɮɨɪɦɭɥɵ, ɢɡ ɛɵɬɨɜɨɣ ɡɚɪɢɫɨɜɤɢ ɜɵɪɚɫɬɚɟɬ ɞɨ ɫɢɦɜɨɥɢɱɟ-
ɫɤɨɣ ɤɚɪɬɢɧɵ. Ɏɢɝɭɪɟ ɤɭɥɢ ɩɪɢɞɚɟɬɫɹ ɫɨɰɢɚɥɶɧɵɣ ɢ ɩɨɥɢɬɢɱɟɫɤɢɣ 
ɫɦɵɫɥ. ɉɪɨɛɭɠɞɟɧɢɟ ɱɟɥɨɜɟɱɟɫɤɨɝɨ ɞɨɫɬɨɢɧɫɬɜɚ ɢ ɜɨɫɫɬɚɧɢɟ ɩɪɨ-
ɡɪɟɜɲɢɯ ɤɭɥɢ ɩɪɨɬɢɜ ɭɝɧɟɬɚɬɟɥɟɣ ɜɨɫɩɪɢɧɢɦɚɸɬɫɹ ɤɚɤ ɲɚɝ ɜ ɫɬɨɪɨɧɭ 
ɦɢɪɨɜɨɣ ɪɟɜɨɥɸɰɢɢ ɩɪɨɥɟɬɚɪɢɚɬɚ.  

ɂɬɚɤ, ɢɡɞɚɧɢɟ ɗ. Ɇɚɝɚɪɚɦɚ, ɫɬɚɜɲɟɟ ɜɩɨɫɥɟɞɫɬɜɢɢ ɪɟɞɤɨɣ ɤɧɢɝɨɣ, 
ɜɪɹɞ ɥɢ ɦɨɝɥɨ ɩɨɜɥɢɹɬɶ ɧɚ ɮɨɪɦɢɪɨɜɚɧɢɟ ɥɢɬɟɪɚɬɭɪɧɵɯ ɬɟɧɞɟɧɰɢɣ, 
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ɧɨ ɜ ɡɧɚɱɢɬɟɥɶɧɨɣ ɦɟɪɟ ɢɯ ɨɬɪɚɡɢɥɨ. Ɍɪɭɞɧɨ ɧɚɡɜɚɬɶ ɨɩɭɛɥɢɤɨɜɚɧɧɵɟ 
ɫɬɚɬɶɢ, ɩɟɪɟɜɨɞɵ, ɯɭɞɨɠɟɫɬɜɟɧɧɭɸ ɩɪɨɡɭ ɢ ɫɬɢɯɢ ɚɜɬɨɪɨɜ-ɷɦɢɝɪɚɧɬɨɜ 
ɝɥɭɛɨɤɢɦ ɥɢɱɧɵɦ ɩɨɝɪɭɠɟɧɢɟɦ ɜ ɤɢɬɚɣɫɤɭɸ ɤɭɥɶɬɭɪɭ, ɷɬɨ, ɫɤɨɪɟɟ, 
ɜɡɝɥɹɞ ɫɨ ɫɬɨɪɨɧɵ. ȼ ɨɞɧɢɯ ɩɪɨɢɡɜɟɞɟɧɢɹɯ (ɓɟɪɛɚɤɨɜ, Ɇɨɪɚɜɫɤɚɹ) 
Ʉɢɬɚɣ ɩɪɟɞɫɬɚɟɬ ɜɨɨɛɪɚɠɚɟɦɵɦ ɩɪɨɫɬɪɚɧɫɬɜɨɦ ɮɚɧɬɚɡɢɢ ɢ ɨɩɢɭɦɧɵɯ 
ɝɪɟɡ. Ⱦɪɭɝɢɟ ɫ ɨɩɨɪɨɣ ɧɚ ɟɜɪɨɩɟɣɫɤɢɯ ɢɫɫɥɟɞɨɜɚɬɟɥɟɣ ɪɢɫɭɸɬ ɨɛɪɚɡ 
ɢɫɬɨɪɢɱɟɫɤɨɝɨ Ʉɢɬɚɹ ɤɚɤ ɷɤɡɨɬɢɱɟɫɤɨɣ ɰɢɜɢɥɢɡɚɰɢɢ, ɤɭɥɶɬɭɪɚ ɤɨɬɨ-
ɪɨɣ ɫɥɨɠɧɚ ɢ ɭɬɨɧɱɟɧɧɚ, ɧɨ ɨɫɬɚɜɥɹɟɬ ɜɩɟɱɚɬɥɟɧɢɟ ɧɟɞɨɫɤɚɡɚɧɧɨɫɬɢ 
ɢ ɧɟɩɨɧɹɬɨɫɬɢ. ɗɬɨɬ ɦɢɪ ɮɢɥɨɫɨɮɨɜ, ɩɨɷɬɨɜ, ɝɚɪɟɦɧɵɯ ɤɪɚɫɚɜɢɰ ɢ ɮɨɥɶ-
ɤɥɨɪɧɵɯ ɩɟɪɫɨɧɚɠɟɣ ɡɚɬɟɦ ɭɯɨɞɢɬ ɧɚ ɩɟɪɢɮɟɪɢɸ ɜ ɨɱɟɪɤɚɯ ɨ ɒɚɧɯɚɟ 
XX ɜɟɤɚ ɫ ɟɝɨ ɛɟɞɧɨɬɨɣ, ɪɢɤɲɚɦɢ ɢ ɤɭɥɢ. Ʌɢɱɧɨɟ ɜɨɫɩɪɢɹɬɢɟ Ʉɢɬɚɹ, 
ɩɨɩɵɬɤɚ ɭɥɨɜɢɬɶ ɩɭɥɶɫ ɟɝɨ ɠɢɡɧɢ ɗ. Ɇɚɝɚɪɚɦɨɦ, ȼ. Ɍɟɦɧɵɦ ɢ ɉ. ɑɟɪ-
ɤɟɡɨɦ ɩɪɢɜɨɞɢɬ ɤ ɫɨɡɞɚɧɢɸ ɞɟɦɨɧɢɡɢɪɨɜɚɧɧɨɝɨ ɨɛɪɚɡɚ ɬɨɪɝɨɜɨɝɨ ɩɨɪɬɚ, 
ɜɨɫɬɨɱɧɨɝɨ ȼɚɜɢɥɨɧɚ. Ɇɚɝɚɪɚɦ, ɫɨɜɦɟɳɚɹ ɤɨɩɢɪɨɜɚɧɢɟ ɫ ɧɚɬɭɪɵ ɢ 
ɢɝɪɭ ɥɢɬɟɪɚɬɭɪɧɵɦɢ ɲɬɚɦɩɚɦɢ, ɭɬɜɟɪɠɞɚɟɬ ɫɥɨɠɧɵɣ ɛɚɥɚɧɫ ɝɚɪɦɨ-
ɧɢɢ ɢ ɞɢɫɝɚɪɦɨɧɢɢ ɜ ɷɬɨɦ ɦɢɪɟ.  
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Abstract. The article deals with an analysis of the Soviet Thaw films that 

contain love stories of USSR and USA citizens. Hollywood released a number 
of films that told the stories of love between representatives of the two hostile 
blocs; following the canon established in Ninotchka, they served as a part of  
the “struggle for hearts and minds,”, as it is shown in many studies. Meanwhile 
the Soviet cinema also produced the movies that touched the theme of romances 
between Soviet and American characters: from Meeting on the Elbe (1949)  
to Lost in Siberia (1991). The author points out that Soviet love stories, like 
Hollywood ones, served as a weapon of the cultural Cold War. They constructed 
emigration beyond the Iron Curtain as unacceptable for Soviet citizens, empha-
sized the superiority of the masculinity of “us” and functioned as a means of  
a symbolic demasculinization of the enemy. At the same time, unlike American 
cinema, the Soviet one released movies that told how a woman of “us” married 
a man of “them.” However, the family couple chose the USSR as a place of 
their residence, and it was the woman who rehabilitated the American man, 
turning him into a Soviet person. Love stories served as a part of not only geo-
political but also gender discourse of the Cold War, maintaining and reshaping 
a certain gender order. Whereas Hollywood constructed the woman as a person 
who valued the private sphere higher than political beliefs or loyalty to the 
country, Soviet love stories showed that the woman actively participated  
in transforming the world, was interested in worldview and political issues, and 
was able not only to obey a man, but also to lead him. In the perestroika cinema, 
along with the changes in evaluations of the Soviet way of life, the narrative  
of love stories was deconstructed: Soviet people emigrated to their beloved ones 
in the West. 

Keywords: Cold War, Soviet Thaw cinema, love stories, Soviet-American 
relations, comparative studies 
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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 Ian 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 ones1; 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] 
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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 Kneisɫhitz,  
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]1. 

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 Jasieński’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)1. 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”2. 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 Thaw3.  

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]. 
2 It is indicative that this phrase is absent in Bruno Jasieński’s novel. 
3 1979 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 made1. 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). 



Riabov O.V. “From America with love”? Love stories and the “Iron Curtain”  

270 

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. 
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Chinese poetry, translation 
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ɉɪɢɧɹɬɨ ɫɱɢɬɚɬɶ, ɱɬɨ ɜ ɪɭɫɫɤɨɣ ɮɢɥɨɥɨɝɢɢ ɢɫɬɨɪɢɹ ɢɡɭɱɟɧɢɹ  
ɡɚɝɥɚɜɢɣ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɩɪɨɢɡɜɟɞɟɧɢɣ ɧɚɱɢɧɚɟɬɫɹ ɫ ɩɢɨɧɟɪɫɤɨɣ 
«ɉɨɷɬɢɤɢ ɡɚɝɥɚɜɢɣ» (1931) ɋ.Ⱦ. Ʉɪɠɢɠɚɧɨɜɫɤɨɝɨ (ɬɚɤ, ɜ ɨɛɨɛɳɚɸɳɟɦ 
ɧɟɞɚɜɧɟɦ ɢɫɬɨɪɢɱɟɫɤɨɦ ɨɱɟɪɤɟ Ⱥ.Ɇ. Ʉɨɪɨɥɟɜɚ ɝɨɜɨɪɢɬ, ɱɬɨ «ɧɚɭɤɟ  
ɨ ɡɚɝɥɚɜɢɹɯ» «ɩɨɱɬɢ 100 ɥɟɬ» [1. ɋ. 55]). Ʉɪɠɢɠɚɧɨɜɫɤɢɣ ɩɢɫɚɥ, ɱɬɨ 
ɡɚɝɥɚɜɢɟ ɜɟɞɟɬ «ɡɚ ɫɨɛɨɣ ɬɵɫɹɱɢ ɡɧɚɤɨɜ ɬɟɤɫɬɚ»; «ɫɥɨɜɚ ɧɚ ɨɛɥɨɠɤɟ ɧɟ 
ɦɨɝɭɬ ɧɟ ɨɛɳɚɬɶɫɹ ɫɨ ɫɥɨɜɚɦɢ, ɫɩɪɹɬɚɧɧɵɦɢ ɩɨɞ ɨɛɥɨɠɤɭ. Ɇɚɥɨ ɬɨɝɨ: 
ɡɚɝɥɚɜɢɟ <…> ɜɩɪɚɜɟ ɜɵɞɚɬɶ ɫɟɛɹ  ɡ ɚ  ɝ ɥ ɚ ɜ ɧ ɨ ɟ  ɤɧɢɝɢ» [2. ɋ. 3]. 
Ʉɪɠɢɠɚɧɨɜɫɤɢɣ ɨɫɨɛɨ ɜɵɞɟɥɢɥ ɮɭɧɤɰɢɸ ɡɚɝɥɚɜɢɹ – ɩɪɢɜɥɟɱɟɧɢɟ 
ɜɧɢɦɚɧɢɹ ɱɢɬɚɬɟɥɟɣ: «ɉɨ ɦɟɪɟ ɞɢɮɮɟɪɟɧɰɢɚɰɢɢ ɱɢɬɚɬɟɥɹ ɧɚ ɤɥɚɫɫɵ, 
ɜɟɪɵ ɢ ɩɚɪɬɢɢ, ɩɨ ɦɟɪɟ ɟɝɨ ɪɚɫɫɥɨɟɧɢɹ ɩɨ ɫɬɟɩɟɧɹɦ ɝɪɚɦɨɬɧɨɫɬɢ  
ɢ ɭɱɟɧɨɫɬɢ, – ɢ ɤɧɢɝɚ ɪɚɫɫɥɚɢɜɚɟɬ ɫɜɨɟ ɡɚɝɥɚɜɢɟ, ɫɬɪɟɦɹɫɶ ɩɪɢɬɹɧɭɬɶ 
ɤ ɫɟɛɟ ɜɨɡɦɨɠɧɨ ɛɨɥɶɲɟ ɝɥɚɡ» [2. ɋ. 9]. 

ɋɨɜɪɟɦɟɧɧɵɟ ɩɪɟɞɫɬɚɜɥɟɧɢɹ ɨ ɡɚɝɥɚɜɢɢ ɨɫɧɨɜɚɧɵ ɧɚ ɬɨɦ, ɱɬɨ «ɜɨ-
ɩɟɪɜɵɯ, ɡɚɝɥɚɜɢɟ ɹɜɥɹɟɬɫɹ ɧɟɨɬɴɟɦɥɟɦɨɣ ɱɚɫɬɶɸ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɬɟɤ-
ɫɬɚ; ɜɨ-ɜɬɨɪɵɯ, ɨɤɚɡɵɜɚɟɬɫɹ ɟɝɨ ɤɥɸɱɟɜɵɦ ɤɨɦɩɨɧɟɧɬɨɦ (ɜ ɩɟɪɜɭɸ 
ɨɱɟɪɟɞɶ ɛɥɚɝɨɞɚɪɹ ɫɜɨɟɣ ɚɛɫɨɥɸɬɧɨ ɫɢɥɶɧɨɣ ɩɨɡɢɰɢɢ ɜ ɷɬɨɦ ɬɟɤɫɬɟ); 
ɜ-ɬɪɟɬɶɢɯ, ɢɡ ɩɪɢɡɧɚɧɢɹ ɡɚɝɥɚɜɢɹ ɨɞɧɢɦ ɢɡ ɷɥɟɦɟɧɬɨɜ ɬɚɤ ɧɚɡɵɜɚɟ-
ɦɨɝɨ ɡɚɝɨɥɨɜɨɱɧɨ-ɮɢɧɚɥɶɧɨɝɨ ɤɨɦɩɥɟɤɫɚ, ɜɯɨɞɹɳɟɝɨ ɜ ɫɨɫɬɚɜ ɥɸɛɨɝɨ 
ɩɪɨɢɡɜɟɞɟɧɢɹ ɥɸɛɨɝɨ ɜɢɞɚ ɢɫɤɭɫɫɬɜɚ», – ɜɵɜɨɞɵ, ɫɞɟɥɚɧɧɵɟ ɩɨ ɢɬɨ-
ɝɚɦ ɦɧɨɝɨɥɟɬɧɟɣ ɪɚɛɨɬɵ ɤɨɧɮɟɪɟɧɰɢɢ «Ɏɟɧɨɦɟɧ ɡɚɝɥɚɜɢɹ» [3. ɋ. 6]. 

ɉɪɟɞɦɟɬ ɧɚɲɟɝɨ ɢɫɫɥɟɞɨɜɚɧɢɹ – ɧɟɨɛɵɱɧɚɹ ɫɬɢɥɢɡɚɰɢɹ ɡɚɝɥɚɜɢɣ 
«ɤɢɬɚɣɫɤɨɝɨ» ɬɢɩɚ, ɤɨɬɨɪɚɹ ɹɜɥɹɟɬɫɹ ɡɚɦɟɬɧɨɣ ɱɟɪɬɨɣ ɩɨɷɬɢɤɢ ɫɨɜɪɟ-
ɦɟɧɧɨɝɨ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ ȼ.ɂ. Ʉɭɱɟɪɹɜɤɢɧɚ. ɉɪɟɠɞɟ ɱɟɦ ɩɨɩɵɬɚɬɶɫɹ 
ɨɩɢɫɚɬɶ ɷɬɭ ɫɬɢɥɢɡɚɰɢɸ ɢ ɨɛɴɹɫɧɢɬɶ ɟɟ ɫɦɵɫɥ, ɧɚɩɨɦɧɢɦ, ɱɬɨ ɪɭɫɫɤɚɹ 
ɢ ɤɢɬɚɣɫɤɚɹ ɬɪɚɞɢɰɢɢ ɜ ɨɛɥɚɫɬɢ «ɩɨɷɬɢɤɢ ɡɚɝɥɚɜɢɣ» ɫɭɳɟɫɬɜɟɧɧɨ ɪɚɡ-
ɥɢɱɚɸɬɫɹ, ɩɨɷɬɨɦɭ ɬɚɤ ɡɚɦɟɬɧɵ ɫɥɭɱɚɢ, ɤɨɝɞɚ ɪɭɫɫɤɢɟ ɩɨɷɬɵ ɢɦɢɬɢ-
ɪɭɸɬ ɤɢɬɚɣɫɤɢɟ ɫɩɨɫɨɛɵ ɧɚɡɵɜɚɬɶ ɫɬɢɯɢ. 

Ɂɚɦɟɬɢɦ ɩɪɟɞɜɚɪɢɬɟɥɶɧɨ, ɱɬɨ ɞɥɹ ɫɨɜɪɟɦɟɧɧɨɝɨ ɪɭɫɫɤɨɝɨ ɩɨɷɬɚ, 
ɫɬɢɥɢɡɭɸɳɟɝɨ «ɤɢɬɚɣɫɤɨɟ», ɤɚɤ ɢ ɞɥɹ ɟɝɨ ɜɨɨɛɪɚɠɚɟɦɨɝɨ ɱɢɬɚɬɟɥɹ  
ɫɭɳɟɫɬɜɭɸɬ, ɜɢɞɢɦɨ, ɧɟɫɤɨɥɶɤɨ ɭɩɪɨɳɟɧɧɵɟ, ɠɟɫɬɤɢɟ ɢ ɫɬɚɛɢɥɶɧɵɟ 
ɩɪɟɞɫɬɚɜɥɟɧɢɹ ɨ ɤɢɬɚɣɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ ɦɚɧɟɪɟ, ɧɟ ɫɨɜɩɚɞɚɸɳɢɟ  
ɫ ɛɨɥɟɟ ɫɥɨɠɧɨɣ ɢ ɩɨɞɜɢɠɧɨɣ ɤɢɬɚɣɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ ɪɟɚɥɶɧɨɫɬɶɸ. 
ɗɬɢ ɩɪɟɞɫɬɚɜɥɟɧɢɹ ɫɮɨɪɦɢɪɨɜɚɥɢɫɶ ɜ ɨɫɧɨɜɧɨɦ ɩɨɞ ɜɥɢɹɧɢɟɦ ɩɟɪɟ-
ɜɨɞɨɜ ɞɪɟɜɧɟɤɢɬɚɣɫɤɨɣ ɤɥɚɫɫɢɱɟɫɤɨɣ ɩɨɷɡɢɢ. 

ɇɚɩɨɦɧɢɦ ɨɫɧɨɜɧɵɟ ɷɬɚɩɵ ɷɜɨɥɸɰɢɢ ɩɪɢɧɰɢɩɨɜ ɧɚɡɵɜɚɧɢɹ ɫɬɢɯɨ-
ɬɜɨɪɟɧɢɣ ɜ ɤɢɬɚɣɫɤɨɣ ɢɫɬɨɪɢɢ ɫɥɨɜɟɫɧɨɫɬɢ ɢ ɤɪɚɬɤɨ ɨɩɢɲɟɦ ɨɫɧɨɜɧɵɟ 
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ɬɢɩɵ ɧɚɡɜɚɧɢɣ. Ʉɢɬɚɣɫɤɚɹ ɥɢɬɟɪɚɬɭɪɚ ɢɦɟɟɬ ɨɱɟɧɶ ɛɨɥɶɲɭɸ ɢɫɬɨɪɢɸ, 
ɧɚ ɩɪɨɬɹɠɟɧɢɢ ɤɨɬɨɪɨɣ ɯɭɞɨɠɟɫɬɜɟɧɧɵɟ ɩɪɢɧɰɢɩɵ ɦɧɨɝɨɤɪɚɬɧɨ ɦɟ-
ɧɹɥɢɫɶ. ȼ ɩɟɪɜɨɦ ɢɡɜɟɫɬɧɨɦ ɫɛɨɪɧɢɤɟ ɤɢɬɚɣɫɤɨɣ ɩɨɷɡɢɢ «ɒɢ ɐɡɢɧ» 
(XI–VI ɜɜ. ɞɨ ɧ.ɷ.) ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɧɟ ɢɦɟɥɢ ɧɚɡɜɚɧɢɣ, ɜ ɤɚɱɟɫɬɜɟ ɧɚɡɜɚ-
ɧɢɣ ɢɫɩɨɥɶɡɨɜɚɥɢɫɶ ɩɟɪɜɵɟ ɞɜɚ ɢɟɪɨɝɥɢɮɚ1. ɂɡ 311 ɬɟɤɫɬɨɜ, ɫɨɫɬɚɜɥɹ-
ɸɳɢɯ ɫɛɨɪɧɢɤ, 6 ɫɨɫɬɨɹɬ ɬɨɥɶɤɨ ɢɡ ɞɜɭɯ ɢɟɪɨɝɥɢɮɨɜ2 (ɬɚɤɢɦ ɨɛɪɚɡɨɦ, 
ɢɯ ɬɟɤɫɬɵ ɫɨɜɩɚɞɚɸɬ ɫ ɬɟɦ, ɱɬɨ ɮɭɧɤɰɢɨɧɢɪɭɟɬ ɤɚɤ ɧɚɡɜɚɧɢɟ, ɢ ɷɬɨ 
ɦɨɠɟɬ ɛɵɬɶ ɫɨɩɨɫɬɚɜɥɟɧɨ ɫ ɡɚɩɚɞɧɵɦ ɦɨɧɨɫɬɢɯɨɦ). 

ɋ ɧɚɱɚɥɚ ɞɢɧɚɫɬɢɢ ɏɚɧɶ (ɫ 202 ɝ. ɞɨ ɧ.ɷ.) ɧɚɡɜɚɧɢɹ ɫɬɢɯɨɜ ɭɤɚɡɵ-
ɜɚɸɬ ɧɚ ɫɨɞɟɪɠɚɧɢɟ ɩɪɨɢɡɜɟɞɟɧɢɹ ɢ ɧɚ ɬɨ, ɱɬɨ ɟɝɨ ɧɚɞɨ ɩɟɬɶ. ɇɚɩɪɢ-
ɦɟɪ, «Ⱦɚ Ɏɷɧ Ƚɟ» (大仾歌) (Гɟ ɡɧɚɱɢɬ ɩɟɫɧɹ, Дɚ Ɏɷɧ – ɫɢɥɶɧɵɣ ɜɟɬɟɪ, 
ɬɨ ɟɫɬɶ ɷɬɨ ɩɟɫɧɹ ɨ ɫɢɥɶɧɨɦ ɜɟɬɪɟ), «Ȼɚɣ Ɍɨɭ ɂɧ» (ⲭ头吟) (Бɚɣ Ɍɨɭ – 
ɛɟɥɵɟ ɜɨɥɨɫɵ, ɫɢɦɜɨɥ ɫɬɚɪɨɫɬɢ, Иɧ ɡɧɚɱɢɬ ɩɟɬɶ, ɜ ɰɟɥɨɦ ɨɡɧɚɱɚɟɬ 
ɩɟɫɧɸ ɨ ɥɸɛɜɢ ɞɨ ɝɪɨɛɚ). ɇɨ ɫɬɢɯɢ ɫɪɟɞɢ ɧɚɪɨɞɚ ɜ ɬɭ ɷɩɨɯɭ ɜɫɟ-ɬɚɤɢ 
ɛɵɬɨɜɚɥɢ ɛɟɡ ɧɚɡɜɚɧɢɹ. 

Ʉ ɤɨɧɰɭ ɞɢɧɚɫɬɢɢ ɏɚɧɶ (III ɜ. ɧ.ɷ.) ɫɬɢɯɢ ɫɬɚɥɢ ɨɬɞɟɥɹɬɶɫɹ ɨɬ ɩɟɫɟɧ 
ɢ ɩɪɢɨɛɪɟɬɚɥɢ ɨɱɟɜɢɞɧɵɣ ɯɚɪɚɤɬɟɪ ɬɟɤɫɬɨɜ ɞɥɹ ɱɬɟɧɢɹ. ɋ ɬɟɯ ɩɨɪ  
ɭ ɫɬɢɯɨɜ ɩɨɹɜɢɥɢɫɶ ɧɚɡɜɚɧɢɹ. ɇɚɡɜɚɧɢɹ ɟɫɬɶ, ɜ ɱɚɫɬɧɨɫɬɢ, ɭ ɤɥɚɫɫɢɱɟ-
ɫɤɢɯ ɫɬɢɯɨɜ ɞɢɧɚɫɬɢɢ Ɍɚɧ (VII–X ɜɜ. ɧ.ɷ.). 

ȼɨ ɜɪɟɦɟɧɚ ɞɢɧɚɫɬɢɢ ɋɭɧ (X–XIII ɜɜ. ɧ.ɷ.) ɫɬɢɯɢ ɧɚɱɢɧɚɸɬ ɩɪɟɞ-
ɜɚɪɹɬɶɫɹ ɭɤɚɡɚɧɢɹɦɢ ɧɚ ɜɪɟɦɹ ɢ ɨɛɫɬɨɹɬɟɥɶɫɬɜɚ ɫɨɡɞɚɧɢɹ ɫɬɢɯɨɬɜɨɪɟ-
ɧɢɹ, ɢɧɨɝɞɚ ɞɨɜɨɥɶɧɨ ɪɚɡɜɟɪɧɭɬɵɦɢ; ɬɚɤɢɟ ɭɤɚɡɚɧɢɹ ɧɟ ɢɫɤɥɸɱɚɥɢ  
ɢ ɫɨɛɫɬɜɟɧɧɨ ɧɚɡɜɚɧɢɣ, ɫɨɫɟɞɫɬɜɭɸɳɢɯ ɫ ɧɢɦɢ. ȼ ɤɢɬɚɣɫɤɨɣ ɫɥɨɜɟɫ-
ɧɨɫɬɢ ɬɚɤɨɣ ɬɢɩ ɡɚɝɨɥɨɜɨɱɧɨɝɨ ɤɨɦɩɥɟɤɫɚ ɨɛɨɡɧɚɱɚɟɬɫɹ ɮɨɪɦɭɥɢɪɨɜ-
ɤɨɣ «ɨɞɧɨ ɫɬɢɯɨɬɜɨɪɟɧɢɟ, ɞɜɚ ɧɚɡɜɚɧɢɹ»; ɜ ɪɭɫɫɤɢɯ ɩɟɪɟɜɨɞɚɯ ɤɢɬɚɣ-
ɫɤɨɣ ɤɥɚɫɫɢɱɟɫɤɨɣ ɥɢɪɢɤɢ ɢɦɟɧɧɨ ɬɚɤɢɟ «ɩɪɟɞɢɫɥɨɜɢɹ» ɛɭɞɭɬ ɜɨɫ-
ɩɪɢɧɢɦɚɬɶɫɹ ɢ ɜɨɫɩɪɨɢɡɜɨɞɢɬɶɫɹ ɤɚɤ ɯɚɪɚɤɬɟɪɧɵɟ ɤɢɬɚɣɫɤɢɟ ɧɚɡɜɚɧɢɹ. 

 
1 ɋɪɟɞɢ ɞɨ ɫɢɯ ɩɨɪ ɨɱɟɧɶ ɢɡɜɟɫɬɧɵɯ ɜ Ʉɢɬɚɟ ɫɬɢɯɨɜ ɷɬɨɝɨ ɫɛɨɪɧɢɤɚ – 关㞦 

(Ƚɨɥɨɫ ɛɚɤɥɚɧɚ) ɢ 蒹葭 (Ʉɚɦɵɲ). ɉɟɪɜɵɟ ɢɟɪɨɝɥɢɮɵ, ɢɫɩɨɥɶɡɭɸɳɢɟɫɹ ɤɚɤ 
ɧɚɡɜɚɧɢɹ, ɜ ɞɪɟɜɧɟɣ ɤɢɬɚɣɫɤɨɣ ɫɥɨɜɟɫɧɨɫɬɢ ɦɨɝɥɢ ɭɤɚɡɵɜɚɬɶ ɧɚ ɢɦɹ ɚɜɬɨɪɚ 
(ɧɚɩɪɢɦɟɪ, ɧɚɡɜɚɧɢɹ ɡɧɚɦɟɧɢɬɵɯ ɮɢɥɨɫɨɮɫɤɢɯ ɬɪɚɤɬɚɬɨɜ: «Ʌɚɨɰɡɵ», «ɑɠɭ-
ɚɧɰɡɵ», «Ɇɷɧɰɡɵ»). 

2 Ɍɚɤɢɟ ɫɬɢɯɢ ɧɚɡɵɜɚɸɬɫɹ «ɒɷɧɶ ɒɢ», ɷɬɨ ɫɥɟɞɭɸɳɢɟ ɬɟɤɫɬɵ: «南㝊» 
(ɇɚɧ Ƚɚɣ – ɉɨɱɢɬɚɧɢɟ ɪɨɞɢɬɟɥɟɣ), «白华» (Ȼɚɣ ɏɭɚ –Ȼɟɥɵɟ ɰɜɟɬɵ), «华㯩» 
(ɏɭɚ ɒɭ –Ȼɨɝɚɬɵɣ ɭɪɨɠɚɣ), «由庚» (ɘɣ Ƚɟɧ – ɍ ɜɫɟɝɨ ɫɜɨɟ Ⱦɚɨ), «崇丘» (ɑɠɨɧ 
ɑɢɸ – ȼɵɫɨɤɢɟ ɝɨɪɵ), «由仪» (ɘɣ ɂ –ɍ ɜɫɟɝɨ ɫɭɳɟɫɬɜɭɸɳɟɝɨ ɫɜɨɹ ɩɪɢɱɢɧɚ). 
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ɉɪɢɜɟɞɟɦ ɜ ɤɚɱɟɫɬɜɟ ɩɪɢɦɟɪɚ ɬɟɤɫɬɚ, ɨɛɥɚɞɚɸɳɟɝɨ ɢ ɧɚɡɜɚɧɢɟɦ, ɢ 
ɩɪɟɞɢɫɥɨɜɢɟɦ, ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɋɭ ɒɢ, ɤɨɬɨɪɨɟ ɧɚɡɵɜɚɟɬɫɹ «ɉɟɫɧɹ ɧɚ 
ɜɨɞɧɵɣ ɦɨɬɢɜ» (≤䈳歌头•明月几时有) ɢ ɨɛɥɚɞɚɟɬ ɫɥɟɞɭɸɳɢɦ ɩɪɟɞɢ-
ɫɥɨɜɢɟɦ: «ȼ ɝɨɞ Ɉɝɧɟɧɧɨɝɨ ɞɪɚɤɨɧɚ ɧɚ ɩɪɚɡɞɧɢɤ ɫɟɪɟɞɢɧɵ ɨɫɟɧɢ ɜɟ-
ɫɟɥɢɥɢɫɶ ɢ ɩɢɪɨɜɚɥɢ ɞɨ ɪɚɫɫɜɟɬɚ, ɤɨɝɞɚ ɫɨɜɟɪɲɟɧɧɨ ɩɶɹɧɵɣ ɧɚɩɢɫɚɥ 
ɷɬɭ ɩɟɫɧɶ, ɫɤɭɱɚɹ ɩɨ ɛɪɚɬɭ ɑɠɷ»1. 

ȼ ɟɜɪɨɩɟɣɫɤɨɣ ɥɢɬɟɪɚɬɭɪɟ ɬɚɤɠɟ ɡɚɦɟɱɚɟɬɫɹ ɚɧɚɥɨɝɢɱɧɵɣ ɮɟɧɨ-
ɦɟɧ. ȼɨ-ɩɟɪɜɵɯ, ɬɚɤ ɦɨɝɭɬ ɫɨɨɬɧɨɫɢɬɶɫɹ ɧɚɡɜɚɧɢɟ ɢ ɩɨɞɡɚɝɨɥɨɜɨɤ. 
Ʉɪɨɦɟ ɬɨɝɨ, ɜɫɬɪɟɱɚɟɬɫɹ ɹɜɥɟɧɢɟ, ɤɨɬɨɪɨɟ Ʉɪɠɢɠɚɧɨɜɫɤɢɣ ɧɚɡɵɜɚɥ 
«ɭɞɜɨɟɧɢɟɦ ɡɚɝɥɚɜɢɹ»: «Ɂɚɝɥɚɜɢɟ, ɩɨɫɤɨɥɶɤɭ ɟɦɭ ɫɪɚɡɭ ɧɟ ɭɞɚɟɬɫɹ ɜɨ-
ɛɪɚɬɶ ɜ ɫɟɛɹ ɜɫɸ ɤɧɢɝɭ, ɩɪɨɛɭɟɬ ɫɞɟɥɚɬɶ ɷɬɨ ɩɨ ɱɚɫɬɹɦ, ɤɚɤ ɛɵ ɜ ɧɟ-
ɫɤɨɥɶɤɨ ɝɥɨɬɤɨɜ». «ȼ ɨɫɧɨɜɟ ɞɜɨɟɧɢɹ ɡɚɝɥɚɜɢɣ ɥɟɠɢɬ ɞɜɨɣɧɚɹ ɨɤɪɚɫɤɚ 
ɧɚɲɢɯ ɩɫɢɯɢɱɟɫɤɢɯ ɫɨɞɟɪɠɚɧɢɣ, ɪɚɫɩɚɞɚɸɳɢɯɫɹ ɧɚ ɚ) ɥɨɝɢɱɟɫɤɢɟ 
ɩɪɨɰɟɫɫɵ ɢ ɛ) ɷɦɨɰɢɨɧɚɥɶɧɵɟ ɢɫɩɵɬɵɜɚɧɢɹ…» [2. ɋ. 8]. ɉɪɢɦɟɪɵ ɬɚ-
ɤɢɯ ɞɜɨɣɧɵɯ ɧɚɡɜɚɧɢɣ, ɤɨɬɨɪɵɟ ɩɪɢɜɨɞɢɬ Ʉɪɠɢɠɚɧɨɜɫɤɢɣ, – ɷɬɨ 
ɧɚɡɜɚɧɢɹ ɫ ɫɨɸɡɨɦ «ɢɥɢ»: «Ⱥɩɬɟɤɚ ɞɥɹ ɞɭɲɢ, ɢɥɢ ɋɢɫɬɟɦɚɬɢɱɟɫɤɚɹ 
ɚɥɮɚɜɢɬɧɚɹ ɪɨɫɩɢɫɶ ɤɧɢɝ...» 

ɇɟɫɥɭɱɚɣɧɨ ɜ ɫɨɜɪɟɦɟɧɧɨɣ ɪɭɫɫɤɨɣ ɧɚɭɤɟ ɩɨɹɜɢɥɫɹ ɢ ɫɬɚɥ ɭɩɨɬɪɟ-
ɛɢɬɟɥɶɧɵɦ ɬɟɪɦɢɧ «ɡɚɝɨɥɨɜɨɱɧɨ-ɮɢɧɚɥɶɧɵɣ ɤɨɦɩɥɟɤɫ», ɭɤɚɡɵɜɚɸɳɢɣ, 
ɱɬɨ ɧɚɡɜɚɧɢɟ ɦɨɠɟɬ ɛɵɬɶ ɫɥɨɠɧɵɦ ɰɟɥɵɦ ɢ ɜɤɥɸɱɚɬɶ ɜ ɫɟɛɹ ɢ ɩɨɞɡɚɝɨ-
ɥɨɜɨɤ, ɢ ɩɨɫɜɹɳɟɧɢɟ, ɢ ɷɩɢɝɪɚɮ. Ɍɚɤ, ɫɥɨɠɧɵɟ ɡɚɝɨɥɨɜɨɱɧɨ-ɮɢɧɚɥɶɧɵɟ 
ɤɨɦɩɥɟɤɫɵ ɟɫɬɶ ɜ ɬɜɨɪɱɟɫɬɜɟ Ɉ.Ⱥ. ɋɟɞɚɤɨɜɨɣ (ɫɦ. ɨɛ ɷɬɨɦ, ɧɚɩɪ.: [4]); 
ɜ ɤɚɱɟɫɬɜɟ ɩɪɢɦɟɪɚ ɢɫɫɥɟɞɨɜɚɬɟɥɶ ɩɪɢɜɨɞɢɬ ɫɬɢɯɨɬɜɨɪɟɧɢɟ «Ɂɨɥɨɬɚɹ 
ɬɪɭɛɚ Ɋɢɬɦ Зɚɛɨɥɨɰɤɨɝɨ». 

ȼɨɡɜɪɚɳɚɟɦɫɹ ɤ ɤɢɬɚɣɫɤɨɣ ɩɨɷɡɢɢ. ȼɨ ɜɪɟɦɟɧɚ ɞɢɧɚɫɬɢɣ Ɇɢɧ ɢ 
ɐɢɧ (XIV–XIX ɜɜ. ɧ.ɷ.) ɡɚɝɨɥɨɜɨɱɧɵɣ ɤɨɦɩɥɟɤɫ ɩɪɨɞɨɥɠɚɟɬ ɭɜɟɥɢɱɢ-
ɜɚɬɶɫɹ ɜ ɨɛɴɟɦɟ ɢ ɫɬɚɧɨɜɢɬɫɹ ɞɨɜɨɥɶɧɨ ɧɚɫɵɳɟɧɧɵɦ. ɇɚɡɜɚɧɢɹ ɤɢɬɚɣ-
ɫɤɢɯ ɫɬɢɯɨɬɜɨɪɟɧɢɣ ɫɬɚɥɢ ɫɬɪɟɦɢɬɶɫɹ ɤ ɥɚɤɨɧɢɱɧɨɫɬɢ ɬɨɥɶɤɨ ɜ XX ɜ., – 
ɜɨɡɦɨɠɧɨ, ɩɨɞ ɜɥɢɹɧɢɟɦ ɟɜɪɨɩɟɣɫɤɢɯ ɨɛɪɚɡɰɨɜ. ȼɥɢɹɧɢɟ ɷɬɨ, ɨɞɧɚɤɨ, 
ɧɟ ɛɵɥɨ ɚɛɫɨɥɸɬɧɵɦ. Ɂɚɦɟɬɢɦ, ɱɬɨ ɜ ɫɨɜɪɟɦɟɧɧɨɣ ɤɢɬɚɣɫɤɨɣ ɩɨɷɡɢɢ 
ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɩɨɱɬɢ ɜɫɟɝɞɚ ɢɦɟɟɬ ɧɚɡɜɚɧɢɟ, ɚ ɜ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ 
ɜɟɫɶɦɚ ɱɚɫɬɨ – ɧɟɬ. Ɍɚɤ, «ɨɤɨɥɨ ɬɪɟɬɢ ɜɫɟɯ ɢɡɜɟɫɬɧɵɯ ɧɚɦ ɫɬɢɯɨɬɜɨɪɟ-
ɧɢɣ ɋɟɞɚɤɨɜɨɣ (108 ɢɡ 302) ɧɟ ɢɦɟɸɬ ɡɚɝɥɚɜɢɣ. Ɉɤɨɥɨ 200 ɫɬɢɯɨɬɜɨ-
ɪɟɧɢɣ (ɱɬɨ ɫɨɫɬɚɜɥɹɟɬ ɱɭɬɶ ɛɨɥɶɲɟ 40% ɡɚɝɥɚɜɢɣ) ɢɦɟɸɬ ɡɚɝɥɚɜɢɹ, 

 
1 ɋɦ. ɜ ɩɟɪɟɜɨɞɟ Ⱥɥɟɧɵ Ⱥɥɟɤɫɟɟɜɨɣ (2019). URL: https://poezia.ru/authors/ 

alelnik (ɞɚɬɚ ɨɛɪɚɳɟɧɢɹ: 16.05.2023). 
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ɜɵɪɚɠɟɧɧɵɟ ɨɞɧɢɦ ɫɥɨɜɨɦ, ɟɳɟ ɨɤɨɥɨ ɬɪɟɬɢ – ɫɥɨɜɨɫɨɱɟɬɚɧɢɟɦ» [4. 
ɋ. 13]. 

ɂɫɬɨɪɢɹ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ, ɤɚɤ ɢɡɜɟɫɬɧɨ, ɧɚɦɧɨɝɨ ɤɨɪɨɱɟ, ɧɨ ɬɢɩɵ 
ɧɚɡɜɚɧɢɣ ɬɚɦ ɬɚɤɠɟ ɷɜɨɥɸɰɢɨɧɢɪɨɜɚɥɢ. 

ȿɳɟ Ʉɪɠɢɠɚɧɨɜɫɤɢɦ ɛɵɥɨ ɨɬɦɟɱɟɧɨ, ɱɬɨ ɧɚɡɜɚɧɢɹ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ 
ɬɟɤɫɬɨɜ ɜ ɥɢɬɟɪɚɬɭɪɟ ɇɨɜɨɝɨ ɜɪɟɦɟɧɢ ɱɟɦ ɞɚɥɟɟ, ɬɟɦ ɛɨɥɶɲɟ ɫɬɪɟɦɹɬ-
ɫɹ ɤ ɤɪɚɬɤɨɫɬɢ. Ɍɚɤ, ɭɠɟ ɜ XVIII ɜ. ɜ ɪɨɥɢ ɧɚɡɜɚɧɢɹ ɦɨɠɟɬ ɜɵɫɬɭɩɚɬɶ 
ɤɪɚɬɤɨɟ ɩɨɫɜɹɳɟɧɢɟ; ɫɦ. ɧɚɡɜɚɧɢɹ ɫɬɢɯɨɜ Ʌɨɦɨɧɨɫɨɜɚ «Ʉ ɉɚɯɨɦɢɸ»; 
«Ʉ Ɂɭɛɧɢɰɤɨɦɭ» [5]. ȼ ɤɢɬɚɣɫɤɨɣ ɩɨɷɡɢɢ ɬɚɤɢɟ ɧɚɡɜɚɧɢɹ-ɩɨɫɜɹɳɟɧɢɹ 
ɩɨɹɜɥɹɸɬɫɹ ɤ ɤɨɧɰɭ ɞɢɧɚɫɬɢɢ ɏɚɧ (III ɜ. ɧ.ɷ.) (ɉɪɟɩɨɞɧɨɲɭ ɤɨɦɭ... 
ɢɥɢ ɤ ɤɨɦɭ). ɇɚɩɪɢɦɟɪ, ɫɬɢɯɢ ɐɚɨ ɑɠɢ (曹植) «ɉɪɟɩɨɞɧɨɲɭ Ⱦɢɧ ɂ» 
(䎐丁仪), «ɉɪɟɩɨɞɧɨɲɭ ȼɚɧɶ ɋɚɧɸ» (䎐⦻㋢) ɢ ɫɬɢɯɨɬɜɨɪɟɧɢɟ Ʌɢ Ȼɨ 
«ɉɪɟɩɨɞɧɨɲɭ ȼɚɧ Ʌɭɧɸ» (䎐⊚伦). ɍɠɟ ɜ ɩɭɲɤɢɧɫɤɭɸ ɷɩɨɯɭ, ɜ ɬɨɦ 
ɱɢɫɥɟ ɢ ɭ ɫɚɦɨɝɨ ɉɭɲɤɢɧɚ, ɜɫɬɪɟɱɚɸɬɫɹ ɫɬɢɯɢ ɢ ɜɨɜɫɟ ɛɟɡ ɧɚɡɜɚɧɢɹ,  
ɚ ɩɨɫɜɹɳɟɧɢɹ ɦɨɝɭɬ ɛɵɬɶ ɡɚɲɢɮɪɨɜɚɧɧɵɦɢ, ɫɜɨɞɹɫɶ ɤ ɤɨɪɨɬɤɨɦɭ ɪɹɞɭ 
ɛɭɤɜ ɢ ɚɫɬɟɪɢɤɫɨɜ («K***» – «ə ɩɨɦɧɸ ɱɭɞɧɨɟ ɦɝɧɨɜɟɧɶɟ…»). 

ɋɪɟɞɢ ɬɢɩɨɜ ɧɚɡɜɚɧɢɣ ɤɢɬɚɣɫɤɢɯ ɫɬɢɯɨɜ ɛɵɥ ɢ ɬɚɤɨɣ, ɤɨɬɨɪɵɣ 
ɩɪɚɤɬɢɱɟɫɤɢ ɧɟ ɢɦɟɟɬ ɫɨɨɬɜɟɬɫɬɜɢɣ ɜ ɪɭɫɫɤɨɣ ɩɨɷɬɢɱɟɫɤɨɣ ɩɪɚɤɬɢɤɟ, 
ɧɨ ɪɚɫɩɪɨɫɬɪɚɧɟɧ ɜ ɩɪɚɤɬɢɤɟ ɤɢɬɚɣɫɤɨɣ: ɧɚɡɜɚɧɢɹ, ɭɤɚɡɵɜɚɸɳɢɟ ɧɚ 
ɫɢɬɭɚɰɢɸ, ɨɩɢɫɚɧɧɭɸ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɢ. ɂɦɟɧɧɨ ɬɚɤɢɟ ɧɚɡɜɚɧɢɹ ɢ ɢɦɢ-
ɬɢɪɭɟɬ ȼ.ɂ. Ʉɭɱɟɪɹɜɤɢɧ. 

ɉɨɷɬ Ʉɭɱɟɪɹɜɤɢɧ ɜɨɫɩɪɢɧɢɦɚɟɬ Ʉɢɬɚɣ ɤɚɤ ɨɞɧɭ ɢɡ ɝɥɚɜɧɵɯ ɨɫɧɨɜ 
ɫɜɨɟɣ ɩɨɷɬɢɱɟɫɤɨɣ ȼɫɟɥɟɧɧɨɣ. ɋɨɜɪɟɦɟɧɧɵɟ ɤɪɢɬɢɤɢ, ɧɚɩɪɢɦɟɪ 
Ⱥ. Ƚɨɪɛɭɧɨɜɚ, ɭɬɜɟɪɠɞɚɸɬ, ɱɬɨ ɫɬɢɯɢ Ʉɭɱɟɪɹɜɤɢɧɚ ɧɚɩɨɦɢɧɚɸɬ ɨ ɜɨ-
ɫɬɨɱɧɨɦ ɩɪɨɫɜɟɬɥɟɧɧɨɦ ɨɬɧɨɲɟɧɢɢ ɤ ɦɢɪɭ, ɩɪɢɹɬɢɢ ɟɝɨ, ɝɨɬɨɜɧɨɫɬɢ 
ɰɟɧɢɬɶ ɤɚɠɞɨɟ ɦɢɦɨɥɟɬɧɨɟ ɹɜɥɟɧɢɟ ɦɚɬɟɪɢɚɥɶɧɨɝɨ ɦɢɪɚ [6. ɋ. 195],  
ɜ ɤɨɬɨɪɨɦ «ɞɥɹ ɥɢɪɢɱɟɫɤɨɝɨ ɝɟɪɨɹ ɜɫɟ ɨɤɪɭɠɚɸɳɟɟ ɨɞɢɧɚɤɨɜɨ ɜɟɫɨɦɨ, 
ɩɨɫɤɨɥɶɤɭ ɨɧ ɨɤɢɞɵɜɚɟɬ ɩɪɨɢɫɯɨɞɹɳɟɟ ɜ ɦɢɪɟ ɜɡɝɥɹɞɨɦ ɜɨɫɬɨɱɧɨɝɨ 
ɮɢɥɨɫɨɮɚ» [7. ɋ. 223]. «Ʉɢɬɚɣɫɤɢɦɢ» ɭ Ʉɭɱɟɪɹɜɤɢɧɚ ɨɤɚɡɵɜɚɸɬɫɹ ɰɟ-
ɥɵɟ ɰɢɤɥɵ («Ʉɚɪɚɫɢ ɢɡ ɒɚɧɯɚɹ») ɢ ɞɚɠɟ ɤɧɢɝɢ («Ⱦɨ əɧɞɠɨɭ ɬɵɫɹɱɚ 
ɥɢ», 2018). ɋɚɦ ɩɨɷɬ ɝɨɜɨɪɢɬ: «ə ɫɥɭɲɚɸ Ʉɢɬɚɣ, ɤɚɤ ɞɚɥɶɧɢɣ ɪɨɞɢɱ» 
[8. ɋ. 173]. 

Ⱦɥɹ ɞɟɬɚɥɶɧɨɝɨ ɢɫɫɥɟɞɨɜɚɧɢɹ ɜ ɤɚɱɟɫɬɜɟ ɩɪɢɦɟɪɚ ɦɵ ɜɨɡɶɦɟɦ ɟɝɨ 
ɫɛɨɪɧɢɤ «Ⱦɨ əɧɞɠɨɭ ɬɵɫɹɱɚ ɥɢ», ɝɞɟ «ɤɢɬɚɣɫɤɢɯ» ɧɚɡɜɚɧɢɣ ɨɫɨɛɟɧɧɨ 
ɦɧɨɝɨ, ɯɨɬɹ ɩɨɞɨɛɧɵɟ ɟɫɬɶ ɢ ɜ ɞɪɭɝɢɯ ɤɧɢɝɚɯ ɚɜɬɨɪɚ. Ʉɢɬɚɣɫɤɢɟ ɦɨ-
ɬɢɜɵ ɩɪɢɫɭɬɫɬɜɭɸɬ ɭɠɟ ɜ ɧɚɡɜɚɧɢɢ ɫɚɦɨɣ ɤɧɢɝɢ: ɫɨɫɬɨɹɳɟɟ ɢɡ ɱɟɬɵɪɟɯ 
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ɫɥɨɜ, ɨɧɨ ɫɨɞɟɪɠɢɬ ɞɜɚ ɫɥɨɜɚ, ɫɜɹɡɵɜɚɸɳɢɯɫɹ ɫ ɤɢɬɚɣɫɤɨɣ ɤɭɥɶɬɭɪɨɣ: 
ɧɚɡɜɚɧɢɟ ɝɨɪɨɞɚ ɢ ɦɟɪɭ ɞɥɢɧɵ. Ɂɚɦɟɬɢɦ, ɱɬɨ ɬɨɩɨɧɢɦɵ ɞɨɜɨɥɶɧɨ ɱɚ-
ɫɬɨ ɜɯɨɞɹɬ ɜ ɧɚɡɜɚɧɢɹ ɩɪɨɢɡɜɟɞɟɧɢɣ ɤɢɬɚɣɫɤɨɣ ɤɥɚɫɫɢɱɟɫɤɨɣ ɩɨɷɡɢɢ. 
ɇɚɩɪɢɦɟɪ, ɭ ɩɨɷɬɚ ȼɚɧɶ Ȼɨ, ɩɢɫɚɜɲɟɝɨ ɜɨ ɜɪɟɦɟɧɚ ɞɢɧɚɫɬɢɢ Ɍɚɧ, ɟɫɬɶ 
ɫɬɢɯɨɬɜɨɪɟɧɢɟ «ɉɪɨɜɨɠɚɸ ɩɨɦɨɳɧɢɤɚ ɧɚɱɚɥɶɧɢɤɚ ɭɟɡɞɚ Ⱦɭ, ɭɟɡɠɚɸ-
ɳɟɝɨ ɩɨ ɧɚɡɧɚɱɟɧɢɸ ɜ ɒɭɞɠɨɭ» (《杜少府之任㴰州》), ɭ ɋɭ ɒɢ ɜ ɬɭ ɠɟ 
ɷɩɨɯɭ – «Ȼɥɚɝɨɞɚɪɧɨɟ ɩɢɫɶɦɨ ɢɦɩɟɪɚɬɨɪɭ ɩɟɪɟɞ ɩɟɪɟɜɨɞɨɦ ɧɚ ɞɨɥɠ-
ɧɨɫɬɶ ɜ ɏɭɞɠɨɭ» (《⒆州䉒上㺘》) ɢ ɬ.ɞ. 

ɑɬɨ ɜ ɧɚɡɜɚɧɢɹɯ ɨɬɞɟɥɶɧɵɯ ɫɬɢɯɨɬɜɨɪɟɧɢɣ Ʉɭɱɟɪɹɜɤɢɧɚ «ɤɢɬɚɣ-
ɫɤɨɝɨ», ɥɟɝɤɨ ɡɚɦɟɬɢɬɶ: ɷɬɨ ɢɫɩɨɥɶɡɨɜɚɧɢɟ ɝɥɚɝɨɥɨɜ ɜ ɮɨɪɦɟ ɩɟɪɜɨɝɨ 
ɥɢɰɚ, ɱɚɳɟ ɜɫɟɝɨ ɟɞɢɧɫɬɜɟɧɧɨɝɨ ɱɢɫɥɚ ɢ ɧɚɫɬɨɹɳɟɝɨ ɜɪɟɦɟɧɢ; ɬɚɤɢɟ 
ɧɚɡɜɚɧɢɹ ɱɚɫɬɨ ɜɫɬɪɟɱɚɸɬɫɹ ɜ ɪɭɫɫɤɢɯ ɩɟɪɟɜɨɞɚɯ ɤɢɬɚɣɫɤɨɣ ɤɥɚɫɫɢɱɟ-
ɫɤɨɣ ɩɨɷɡɢɢ, ɬɟɯ ɩɟɪɟɜɨɞɚɯ, ɩɨ ɤɨɬɨɪɵɦ Ʉɭɱɟɪɹɜɤɢɧ ɢ ɟɝɨ ɱɢɬɚɬɟɥɢ 
ɫɨɫɬɚɜɥɹɥɢ ɫɜɨɟ ɜɩɟɱɚɬɥɟɧɢɟ ɨ ɤɢɬɚɣɫɤɨɣ ɩɨɷɡɢɢ; ɩɨɜɬɨɪɢɦ, ɱɬɨ ɫɨɛ-
ɫɬɜɟɧɧɨ ɜ ɪɭɫɫɤɨɣ ɩɨɷɬɢɱɟɫɤɨɣ ɩɪɚɤɬɢɤɟ ɬɚɤɨɣ ɩɪɢɟɦ ɧɟ ɜɫɬɪɟɱɚɟɬɫɹ. 
ɍɬɨɱɧɢɦ, ɱɬɨ ɡɞɟɫɶ ɦɵ ɝɨɜɨɪɢɦ ɢɦɟɧɧɨ ɨ ɧɚɡɜɚɧɢɢ, ɝɪɚɮɢɱɟɫɤɢ ɨɬɞɟ-
ɥɟɧɧɨɦ ɨɬ ɬɟɥɚ ɫɬɢɯɨɬɜɨɪɟɧɢɹ; ɪɚɡɭɦɟɟɬɫɹ, ɩɟɪɜɵɟ ɫɬɪɨɤɢ ɪɭɫɫɤɢɯ 
ɫɬɢɯɨɜ ɜɩɨɥɧɟ ɦɨɝɭɬ ɫɨɞɟɪɠɚɬɶ ɝɥɚɝɨɥ ɜ ɩɟɪɜɨɦ ɥɢɰɟ (ɜɨɡɦɨɠɧɵɟ 
ɩɪɢɦɟɪɵ ɦɧɨɝɨɱɢɫɥɟɧɧɵ, – ɫɦ., ɧɚɩɪ., «Ȼɚɥɥɚɞɭ» ȼ. ɏɨɞɚɫɟɜɢɱɚ: «ɋɢɠɭ, 
ɨɫɜɟɳɚɟɦɵɣ ɫɜɟɪɯɭ…»). 

ɂɫɫɥɟɞɨɜɚɬɟɥɢ ɨɬɦɟɱɚɸɬ, ɱɬɨ ɞɥɹ ɪɭɫɫɤɢɯ ɧɚɡɜɚɧɢɣ ɜɨɨɛɳɟ ɯɚɪɚɤ-
ɬɟɪɧɚ ɧɨɦɢɧɚɬɢɜɧɨɫɬɶ; ɩɪɟɞɢɤɚɬɵ, ɝɪɚɦɦɚɬɢɱɟɫɤɢ – ɝɥɚɝɨɥɵ, ɜ ɧɢɯ 
ɩɨɹɜɥɹɸɬɫɹ ɪɟɞɤɨ. ɇɨ ɤɨɝɞɚ ɡɚɝɥɚɜɢɸ ɧɟ ɭɞɚɟɬɫɹ ɢɡɛɚɜɢɬɶɫɹ ɨɬ ɝɥɚ-
ɝɨɥɶɧɨɫɬɢ, ɨɧɨ ɫɬɪɟɦɢɬɫɹ ɢɡɛɚɜɢɬɶɫɹ ɨɬ ɮɨɪɦɚɥɶɧɨ ɢ ɫɨɞɟɪɠɚɬɟɥɶɧɨ 
ɜɵɪɚɠɟɧɧɨɝɨ ɫɭɛɴɟɤɬɚ ɞɟɣɫɬɜɢɹ. ɇ. Ɏɚɬɟɟɜɚ ɩɢɲɟɬ, ɱɬɨ ɟɫɥɢ ɜ ɪɭɫ-
ɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ ɬɪɚɞɢɰɢɢ ɢ ɜɫɬɪɟɱɚɟɬɫɹ ɝɥɚɝɨɥɶɧɨɟ ɡɚɝɥɚɜɢɟ, ɬɨ ɨɧɨ 
«ɫɬɪɟɦɢɬɫɹ “ɨɛɟɡɥɢɱɢɬɶɫɹ”, ɦɟɫɬɨɢɦɟɧɢɟ ɩɪɢɨɛɪɟɬɚɟɬ ɜ ɧɟɦ ɨɛɨɛ-
ɳɟɧɧɨ-ɥɢɱɧɨɟ ɡɧɚɱɟɧɢɟ. ɉɪɢ ɷɬɨɦ ɫɚɦɚ ɝɥɚɝɨɥɶɧɚɹ ɮɨɪɦɚ ɱɚɳɟ ɜɫɟɝɨ 
ɧɟ ɩɪɟɞɩɨɥɚɝɚɟɬ ɪɟɚɥɶɧɨɣ ɫɨɨɬɧɟɫɟɧɧɨɫɬɢ ɫ ɨɩɪɟɞɟɥɟɧɧɵɦ ɜɪɟɦɟɧ-
ɧɵɦ ɩɥɚɧɨɦ. ȼɫɟ ɷɬɨ ɨɛɭɫɥɨɜɥɢɜɚɟɬ ɫɢɧɫɟɦɚɧɬɢɱɧɨɫɬɶ ɡɚɝɥɚɜɢɣ ɫ ɬɟɤ-
ɫɬɨɦ ɢ ɜɵɡɵɜɚɟɬ ɩɨɹɜɥɟɧɢɟ ɜ ɝɥɚɝɨɥɶɧɵɯ ɤɨɧɫɬɪɭɤɰɢɹɯ ɫɥɟɞɭɸɳɢɯ 
ɮɨɪɦ: ɢɧɮɢɧɢɬɢɜɚ, ɛɟɫɩɨɞɥɟɠɚɳɧɵɯ ɩɪɟɞɥɨɠɟɧɢɣ, ɦɚɫɤɢɪɭɸɳɢɯ 
ɫɸɠɟɬɧɵɣ ɫɭɛɴɟɤɬ, ɫɢɧɫɟɦɚɧɬɢɱɧɵɯ ɬɟɤɫɬɭ ɦɟɫɬɨɢɦɟɧɢɣ, ɤɨɬɨɪɵɟ  
ɜ ɤɨɧɬɟɤɫɬɟ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɩɪɨɢɡɜɟɞɟɧɢɹ ɩɪɢɨɛɪɟɬɚɸɬ ɨɛɨɛɳɟɧɧɨ-
ɥɢɱɧɨɟ ɡɧɚɱɟɧɢɟ, ɧɟɨɩɪɟɞɟɥɟɧɧɨ-ɥɢɱɧɵɯ ɢ ɛɟɡɥɢɱɧɵɯ ɩɪɟɞɥɨɠɟɧɢɣ, 
ɫɩɟɰɢɚɥɶɧɨ ɩɪɢɫɩɨɫɨɛɥɟɧɧɵɯ ɤ ɜɵɪɚɠɟɧɢɸ ɫɦɵɫɥɨɜɨɝɨ ɨɛɨɛɳɟɧɢɹ, 
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ɉɨɜɟɥɢɬɟɥɶɧɨɝɨ ɧɚɤɥɨɧɟɧɢɹ ɝɥɚɝɨɥɚ, ɞɥɹ ɮɨɪɦ ɤɨɬɨɪɨɝɨ ɯɚɪɚɤɬɟɪɧɚ 
ɜɨɥɟɢɡɴɹɜɢɬɟɥɶɧɚɹ ɧɚɩɪɚɜɥɟɧɧɨɫɬɶ, ɧɟ ɫɨɨɬɧɨɫɢɦɚɹ ɫ ɤɨɧɤɪɟɬɧɵɦɢ 
ɜɪɟɦɟɧɧɵɦɢ ɪɚɦɤɚɦɢ» [9. ɋ. 23]. 

ɇɚɡɜɚɧɢɹ Ʉɭɱɟɪɹɜɤɢɧɚ ɧɟɨɛɵɱɧɵ (ɢ ɨɬɫɵɥɚɸɬ ɬɟɦ ɫɚɦɵɦ ɤ ɱɭɠɨɣ 
ɤɥɚɫɫɢɱɟɫɤɨɣ ɬɪɚɞɢɰɢɢ) ɟɳɟ ɢ ɬɟɦ, ɱɬɨ ɨɧɢ ɞɥɢɧɧɟɟ ɨɛɵɱɧɵɯ ɪɭɫɫɤɢɯ 
ɧɚɡɜɚɧɢɣ ɜ ɥɢɬɟɪɚɬɭɪɟ XIX– XXI ɜɜ. ɢ, ɱɬɨ ɟɳɟ ɜɚɠɧɟɟ, ɹɜɥɹɸɬɫɹ ɧɟ 
ɫɥɨɜɨɫɨɱɟɬɚɧɢɟɦ, ɚ ɡɚɜɟɪɲɟɧɧɵɦ ɩɪɟɞɥɨɠɟɧɢɟɦ («ɛɨɥɶɲɢɧɫɬɜɨ ɡɚ-
ɝɥɚɜɢɣ… ɫɨɫɬɨɢɬ ɢɡ ɫɥɨɜɨɫɨɱɟɬɚɧɢɣ ɢɥɢ ɨɞɧɨɝɨ ɫɥɨɜɚ, ɪɟɞɤɨ ɬɪɟɯ ɢ 
ɛɨɥɟɟ ɫɥɨɜ» [4. ɋ. 11]). Ɉɛɴɟɦ ɢ ɝɪɚɦɦɚɬɢɱɟɫɤɭɸ ɫɬɪɭɤɬɭɪɭ ɪɭɫɫɤɢɯ 
ɡɚɝɥɚɜɢɣ ɢɫɫɥɟɞɨɜɚɥ, ɜ ɱɚɫɬɧɨɫɬɢ, Ʌɢ Ʌɢɰɸɧɶ, ɪɚɡɞɟɥɢɜɲɢɣ ɡɚɝɥɚɜɢɹ 
ɧɚ ɡɚɝɥɚɜɢɹ-ɫɥɨɜɨɮɨɪɦɵ, ɫɨɱɢɧɢɬɟɥɶɧɵɟ ɫɨɱɟɬɚɧɢɹ ɫɥɨɜ, ɡɚɝɥɚɜɢɹ – 
ɩɨɞɱɢɧɢɬɟɥɶɧɵɟ ɫɥɨɜɨɫɨɱɟɬɚɧɢɹ, ɡɚɝɥɚɜɢɹ-ɩɪɟɞɥɨɠɟɧɢɹ; ɡɚɝɥɚɜɢɹ – 
ɩɪɨɫɬɵɟ ɩɪɟɞɥɨɠɟɧɢɹ ɩɨ ɱɚɫɬɨɬɧɨɫɬɢ ɧɚɯɨɞɹɬɫɹ ɧɚ ɬɪɟɬɶɟɦ ɦɟɫɬɟ,  
ɚ ɫɥɨɠɧɵɟ ɩɪɟɞɥɨɠɟɧɢɹ – ɧɚ ɩɨɫɥɟɞɧɟɦ, ɫɪɟɞɢ ɬɚɤɢɯ ɡɚɝɥɚɜɢɣ-ɩɪɟɞ-
ɥɨɠɟɧɢɣ ɩɪɟɞɥɨɠɟɧɢɹ, ɨɛɥɚɞɚɸɳɢɟ ɫɤɚɡɭɟɦɵɦɢ, ɨɫɨɛɟɧɧɨ ɪɟɞɤɢ [10. 
ɋ. 7]. 

ȼɨɬ ɜ ɤɚɱɟɫɬɜɟ ɩɪɢɦɟɪɚ ɫɬɢɯɨɬɜɨɪɟɧɢɟ Ʉɭɱɟɪɹɜɤɢɧɚ «ɋɢɠɭ ɧɚ ɜɨɤ-
ɡɚɥɟ» ɢɡ ɫɛɨɪɧɢɤɚ «Ⱦɨ əɧɞɠɨɭ ɬɵɫɹɱɚ ɥɢ»: 

 
ȼɨɬ ɫɢɠɭ ɧɚ ɜɨɤɡɚɥɟ, ɚɜɬɨɛɭɫɚ ɠɞɭ. 
Ɇɨɟɬ ɭɡɛɟɱɤɚ ɩɨɥɵ, ɪɟɠɭɬɫɹ ɪɭɫɫɤɢɟ ɜ ɤɚɪɬɵ. 
Ʉɚɫɫɢɪɲɚ ɫɢɞɢɬ ɡɚ ɫɬɟɤɥɨɦ ɢ ɩɨɯɨɠɚ ɧɚ ɤɚɤɚɞɭ 
ɂɥɢ ɞɟɜɨɱɤɭ ɜ ɲɤɨɥɟ ɡɚ ɩɚɪɬɨɣ. 
ȼ ɤɨɫɦɨɫɟ ɯɨɥɨɞɧɨ. ɇɢɡɤɚɹ ɫɜɟɬɢɬ ɥɭɧɚ. 
ȼɨɡɞɭɯ ɞɪɨɠɢɬ. Ȼɶɟɬɫɹ ɡɜɟɡɞɚ ɜ ɢɡɝɨɥɨɜɶɟ. 
ɂ ɜɨɪɨɧɵ ɪɚɫɫɟɥɢɫɶ ɜɨɤɪɭɝ, ɤɚɤ ɲɩɚɧɚ, 
ɂ ɭɥɵɛɚɸɬɫɹ ɦɧɟ, ɩɨɞɧɢɦɚɹ ɛɪɨɜɢ [11. ɋ. 11]. 

 

ȼɫɟɝɨ ɜ ɷɬɨɦ ɫɛɨɪɧɢɤɟ 17 ɧɚɡɜɚɧɢɣ ɬɚɤɨɝɨ ɬɢɩɚ (ɢɡ 69 ɬɟɤɫɬɨɜ; ɛɟɡ 
ɧɚɡɜɚɧɢɣ – 37 ɫɬɢɯɨɬɜɨɪɟɧɢɣ, ɫ «ɟɜɪɨɩɟɣɫɤɢɦɢ» ɧɚɡɜɚɧɢɹɦɢ – 15 ɫɬɢ-
ɯɨɬɜɨɪɟɧɢɣ). Ɂɚɦɟɬɢɦ, ɱɬɨ «ɤɢɬɚɣɫɤɢɣ» ɝɪɚɦɦɚɬɢɱɟɫɤɢɣ ɨɛɥɢɤ ɧɚɡɜɚ-
ɧɢɣ ɭ Ʉɭɱɟɪɹɜɤɢɧɚ ɦɨɠɟɬ ɩɚɪɚɞɨɤɫɚɥɶɧɨ ɫɨɱɟɬɚɬɶɫɹ ɫ ɩɟɬɟɪɛɭɪɝɫɤɢɦɢ 
ɬɨɩɨɧɢɦɚɦɢ («ɋɢɠɭ ɭ ɪɟɲɟɬɤɢ ȿɤɚɬɟɪɢɧɢɧɫɤɨɝɨ ɫɚɞɚ», «ɋɚɠɭɫɶ ɜ ɬɪɚɦ-
ɜɚɣ ɧɚ Ȼɨɥɶɲɨɣ Ɂɟɥɟɧɢɧɚ», «ȿɞɭ ɜ ɬɪɚɦɜɚɟ ɧɚ Ʉɚɦɟɧɧɵɣ ɨɫɬɪɨɜ»)  
ɢ ɪɭɫɫɤɢɦɢ ɪɟɚɥɢɹɦɢ ɞɟɜɹɧɨɫɬɵɯ ɝɨɞɨɜ ɏɏ ɜ. («ɋɬɨɸ ɜ ɨɱɟɪɟɞɢ», 
«ȿɞɭ ɜ ɚɜɬɨɛɭɫɟ 23 ɹɧɜɚɪɹ 1991 ɝɨɞɚ», «ɋɥɭɲɚɸ ɪɚɞɢɨ “ɋɜɨɛɨɞɚ”»), 
ɭɤɚɡɚɧɢɹɦɢ ɧɚ ɞɚɬɵ ɫɨɡɞɚɧɢɹ ɬɟɤɫɬɚ (ɤɪɨɦɟ ɩɪɢɦɟɪɨɜ, ɩɪɢɜɟɞɟɧɧɵɯ 
ɜɵɲɟ, ɧɚɡɨɜɟɦ ɟɳɟ «Ɂɚɩɢɫɵɜɚɸ 5 ɚɩɪɟɥɹ 1991 ɝɨɞɚ», «Ɂɚɩɢɫɵɜɚɸ  
6 ɚɩɪɟɥɹ 1991 ɝɨɞɚ») 
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Ɂɞɟɫɶ ɫɬɨɢɬ ɫɞɟɥɚɬɶ ɫɭɳɟɫɬɜɟɧɧɨɟ ɭɬɨɱɧɟɧɢɟ. ȼ ɤɢɬɚɣɫɤɨɦ ɹɡɵɤɟ 
ɝɥɚɝɨɥɵ ɧɟ ɫɩɪɹɝɚɸɬɫɹ, ɜ ɨɬɥɢɱɢɟ ɨɬ ɪɭɫɫɤɨɝɨ ɹɡɵɤɚ, ɢ ɤɚɬɟɝɨɪɢɢ ɜɪɟ-
ɦɟɧɢ ɢ ɥɢɰɚ ɞɥɹ ɧɢɯ ɧɟɪɟɥɟɜɚɧɬɧɵ; ɫɦɵɫɥ, ɤɨɬɨɪɵɣ ɜ ɪɭɫɫɤɨɦ ɹɡɵɤɟ 
ɩɟɪɟɞɚɟɬɫɹ ɝɪɚɦɦɚɬɢɱɟɫɤɢɦɢ ɮɨɪɦɚɦɢ, ɜ ɤɢɬɚɣɫɤɨɦ ɩɨɧɹɬɟɧ ɢɡ ɤɨɧ-
ɬɟɤɫɬɚ (ɧɚɩɪɢɦɟɪ: ɧɟ ɡɧɚɬɶ ɩɨɱɟɦɭ, ɫɟɝɨɞɧɹ ɧɟ ɯɨɬɟɬɶ ɢɞɬɢ ɧɚ ɡɚɧɹɬɢɹ 
(不⸕䚃为什么，今天不想上䈮。)). Ⱦɨɜɨɥɶɧɨ ɱɚɫɬɨ ɜɨ ɮɪɚɡɚɯ ɨɩɭɫɤɚ-
ɸɬɫɹ ɢ ɦɟɫɬɨɢɦɟɧɢɹ, ɜ ɬɨɦ ɱɢɫɥɟ ɢ ɦɟɫɬɨɢɦɟɧɢɟ ɩɟɪɜɨɝɨ ɥɢɰɚ; ɬɚɤ 
ɩɪɨɢɫɯɨɞɢɬ ɢ ɜ ɧɚɡɜɚɧɢɹɯ ɤɥɚɫɫɢɱɟɫɤɢɯ ɫɬɢɯɨɬɜɨɪɟɧɢɣ1. 

Ʉ ɩɪɢɦɟɪɭ, ɫɬɢɯɨɬɜɨɪɟɧɢɟ ɜɟɥɢɤɨɝɨ ɤɢɬɚɣɫɤɨɝɨ ɩɨɷɬɚ Ʌɢ Ȼɨ, 
ɧɚɡɜɚɧɢɟ ɤɨɬɨɪɨɝɨ ɛɭɤɜɚɥɶɧɨ ɩɟɪɟɜɨɞɢɬɫɹ «Ɉɞɢɧ ɫɢɞɟɬɶ ɧɚ ɝɨɪɟ 
ɐɡɢɧɬɢɧɲɚɧɶ», ȼ.Ɇ. Ⱥɥɟɤɫɟɟɜ ɩɟɪɟɜɟɥ ɩɪɚɜɢɥɶɧɨɣ ɪɭɫɫɤɨɣ ɮɪɚɡɨɣ 
«Ɉɞɢɧ ɫɢɠɭ ɧɚ ɝɨɪɟ ɐɡɢɧɬɢɧɲɚɧɶ»2 [12. ɋ. 139]: ɢɡ ɬɟɤɫɬɚ ɹɫɧɨ, ɪɟɱɶ 
ɢɞɟɬ ɢɦɟɧɧɨ ɨ ɫɚɦɨɦ ɚɜɬɨɪɟ (ɢɥɢ ɥɢɪɢɱɟɫɤɨɦ ɝɟɪɨɟ). ȿɳɟ ɨɞɧɨ ɫɬɢɯɨ-
ɬɜɨɪɟɧɢɟ Ʌɢ Ȼɨ, ɧɚɡɜɚɧɢɟ ɤɨɬɨɪɨɝɨ ɛɭɤɜɚɥɶɧɨ ɩɟɪɟɜɨɞɢɬɫɹ «ɉɪɨɜɨ-
ɠɚɬɶ ɞɪɭɝ», Ⱥɥɟɤɫɟɟɜɵɦ ɩɟɪɟɜɟɞɟɧɨ ɤɚɤ «ɉɪɨɜɨɠɚɸ ɞɪɭɝɚ» [13.  
ɋ. 53], – ɢ ɜ ɷɬɨɦ ɫɥɭɱɚɟ ɩɟɪɟɜɨɞɱɢɤ ɨɩɢɪɚɟɬɫɹ ɧɚ ɫɜɨɟ ɩɨɧɢɦɚɧɢɟ 
ɬɟɤɫɬɚ ɜ ɰɟɥɨɦ3. ɉɟɪɟɜɨɞ ɧɚ ɪɭɫɫɤɢɣ ɹɡɵɤ ɩɨɬɪɟɛɨɜɚɥ ɝɪɚɦɦɚɬɢɱɟɫɤɢ 

 
1 Ɋɚɡɥɢɱɢɹ ɹɡɵɤɨɜ ɩɪɢɜɨɞɹɬ, ɜ ɱɚɫɬɧɨɫɬɢ, ɤ ɬɨɦɭ, ɱɬɨ ɧɟ ɬɨɥɶɤɨ ɫ ɤɢɬɚɣ-

ɫɤɨɝɨ ɧɚ ɪɭɫɫɤɢɣ, ɧɨ ɢ ɪɭɫɫɤɨɝɨ ɧɚ ɤɢɬɚɣɫɤɢɣ ɩɟɪɟɜɨɞɢɬɶ ɬɪɭɞɧɨ, ɧɟɤɨɬɨɪɵɟ 
ɫɦɵɫɥɵ ɬɟɪɹɸɬɫɹ, ɜ ɬɨɦ ɱɢɫɥɟ ɢ ɜ ɩɟɪɟɜɨɞɚɯ ɧɚɡɜɚɧɢɣ. Ʌɢ Ʌɢɰɸɧɶ ɩɢɲɟɬ ɨɛ 
ɷɬɨɦ ɬɚɤ: «Ɉɫɧɨɜɧɚɹ ɬɪɭɞɧɨɫɬɶ ɩɟɪɟɜɨɞɚ ɡɚɝɥɚɜɢɣ ɡɚɤɥɸɱɚɟɬɫɹ ɜ ɪɚɡɥɢɱɢɹɯ 
ɝɪɚɦɦɚɬɢɱɟɫɤɨɝɨ ɫɬɪɨɹ ɹɡɵɤɨɜ: ɤɢɬɚɣɫɤɢɣ ɹɡɵɤ – ɹɡɵɤ ɢɡɨɥɢɪɭɸɳɢɣ, ɚ ɪɭɫ-
ɫɤɢɣ – ɮɥɟɤɬɢɜɧɵɣ. ȼ ɫɜɹɡɢ ɫ ɷɬɢɦ ɨɛɪɚɳɚɟɬ ɧɚ ɫɟɛɹ ɜɧɢɦɚɧɢɟ ɨɬɫɭɬɫɬɜɢɟ  
ɜ ɤɢɬɚɣɫɤɨɦ ɹɡɵɤɟ ɤɚɬɟɝɨɪɢɢ ɱɢɫɥɚ ɢɦɟɧ ɫɭɳɟɫɬɜɢɬɟɥɶɧɵɯ. ȼ ɪɟɡɭɥɶɬɚɬɟ ɞɨ-
ɜɨɥɶɧɨ ɛɨɥɶɲɚɹ ɝɪɭɩɩɚ ɪɭɫɫɤɢɯ ɡɚɝɥɚɜɢɣ, ɢɦɟɸɳɢɯ ɜ ɫɜɨɟɦ ɫɨɫɬɚɜɟ ɢɦɟɧɚ 
ɫɭɳɟɫɬɜɢɬɟɥɶɧɵɟ ɜɨ ɦɧɨɠɟɫɬɜɟɧɧɨɦ ɱɢɫɥɟ, ɩɟɪɟɜɨɞɢɬɫɹ ɧɚ ɤɢɬɚɣɫɤɢɣ ɹɡɵɤ 
ɢɦɟɧɚɦɢ ɫɭɳɟɫɬɜɢɬɟɥɶɧɵɦɢ ɫ ɧɟɞɢɮɮɟɪɟɧɰɢɪɨɜɚɧɧɵɦ ɡɧɚɱɟɧɢɟɦ ɱɢɫɥɚ. ɗɬɨ 
ɩɪɢɜɨɞɢɬ ɤ ɬɨɦɭ, ɱɬɨ ɭɬɪɚɱɢɜɚɸɬɫɹ ɜɚɠɧɵɟ ɫɦɵɫɥɨɜɵɟ ɨɬɬɟɧɤɢ ɫɥɨɜ-ɡɚɝɥɚ-
ɜɢɣ» [10. ɋ. 15]. 

2 ɋɬɚɹɦɢ ɩɬɢɰɵ  
ɜɡɦɵɜɚɸɬ, ɭɧɨɫɹɬɫɹ ɩɪɨɱɶ  
ɋɢɪɚɹ ɬɭɱɤɚ  
ɪɚɫɬɜɨɪɹɟɬɫɹ, ɬɚɟɬ.  
ɋɦɨɬɪɟɬɶ ɞɪɭɝ ɧɚ ɞɪɭɝɚ  
ɜɨɜɟɤ ɧɚɦ ɧɟ ɧɚɞɨɟɫɬ –  
Ɇɧɟ ɢ ɜɨɬ ɷɬɨɣ  
ɜɵɫɨɤɨɣ ɝɨɪɟ ɐɡɢɧɬɢɧɲɚɧɶ. 
3 Ɂɟɥɟɧɵɟ ɝɨɪɵ ɥɟɠɚɬ ɡɚ ɫɟɜɟɪɧɵɦ ɜɚɥɨɦ, 
Ⱥ ɛɟɥɵɟ ɜɨɞɵ ɤɪɭɠɚɬ ɭ ɜɨɫɬɨɱɧɨɣ ɫɬɟɧɵ. 
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ɨɮɨɪɦɢɬɶ ɢ ɪɚɡɞɟɥɢɬɶ ɫɭɛɴɟɤɬ ɢ ɨɛɴɟɤɬ. ɍɬɨɱɧɢɦ, ɱɬɨ ɫɨɯɪɚɧɢɬɶ ɢɧ-
ɮɢɧɢɬɢɜ ɜ ɧɚɡɜɚɧɢɢ ɛɵɥɨ ɛɵ ɦɨɠɧɨ, ɧɨɪɦɚɦ ɪɭɫɫɤɨɝɨ ɹɡɵɤɚ ɷɬɨ ɧɟ ɩɪɨ-
ɬɢɜɨɪɟɱɢɥɨ ɛɵ, ɧɨ Ⱥɥɟɤɫɟɟɜ ɜɵɛɢɪɚɟɬ ɩɟɪɜɨɟ ɥɢɰɨ. ȼ ɬɟɤɫɬɚɯ ɫɚɦɢɯ 
ɫɬɢɯɨɬɜɨɪɟɧɢɣ ɜ ɪɭɫɫɤɢɯ ɩɟɪɟɜɨɞɚɯ ɚɤɬɢɜɧɨ ɭɩɨɬɪɟɛɥɹɸɬɫɹ ɥɢɱɧɵɟ 
ɦɟɫɬɨɢɦɟɧɢɹ, – ɭɬɨɱɧɢɦ, ɱɬɨ ɜ ɤɢɬɚɣɫɤɢɯ ɨɪɢɝɢɧɚɥɚɯ ɫɨɨɬɜɟɬɫɬɜɢɹ 
ɷɬɨɦɭ ɩɨ ɛɨɥɶɲɟɣ ɱɚɫɬɢ ɨɬɫɭɬɫɬɜɭɸɬ. 

ɂɧɮɢɧɢɬɢɜ ɜ ɧɚɡɜɚɧɢɹɯ ɤɢɬɚɣɫɤɢɯ ɫɬɢɯɨɜ ɨɛɵɱɧɨ ɡɚɦɟɧɹɟɬɫɹ ɝɥɚ-
ɝɨɥɨɦ ɩɟɪɜɨɝɨ ɥɢɰɚ ɟɞɢɧɫɬɜɟɧɧɨɝɨ ɱɢɫɥɚ ɧɚɫɬɨɹɳɟɝɨ ɜɪɟɦɟɧɢ ɜ ɬɟɯ 
ɫɥɭɱɚɹɯ, ɤɨɝɞɚ ɜ ɤɚɱɟɫɬɜɟ ɧɚɡɜɚɧɢɹ ɜɵɫɬɭɩɚɟɬ ɩɨɫɜɹɳɟɧɢɟ. Ʉ ɩɪɢɦɟɪɭ, 
ɫɬɢɯɢ Ⱦɭ Ɏɭ ɤ Ʌɢ Ȼɨ, ɜ ɨɪɢɝɢɧɚɥɟ ɧɚɡɵɜɚɟɦɵɟ, ɟɫɥɢ ɩɟɪɟɜɨɞɢɬɶ ɛɭɤ-
ɜɚɥɶɧɨ, «ɉɪɟɩɨɞɧɨɫɢɬɶ Ʌɢ Ȼɨ», ɩɟɪɟɜɟɞɟɧɵ Ʌ.ȿ. Ȼɟɠɢɧɵɦ ɤɚɤ «ɉɪɟ-
ɩɨɞɧɨɲɭ Ʌɢ Ȼɨ» [14. ɋ. 235]. 

Ɍɚ ɱɟɪɬɚ ɩɨɷɡɢɢ Ʉɭɱɟɪɹɜɤɢɧɚ, ɜ ɤɨɬɨɪɨɣ, ɧɚ ɧɚɲ ɜɡɝɥɹɞ, ɩɪɨɹɜɥɹɟɬɫɹ 
ɟɝɨ ɫɤɥɨɧɧɨɫɬɶ ɤ ɫɬɢɥɢɡɚɰɢɢ, ɦɨɠɟɬ ɨɛɴɹɫɧɹɬɶɫɹ ɢ ɢɧɚɱɟ, – ɪɚɡɧɵɟ 
ɨɛɴɹɫɧɟɧɢɹ ɧɚɦ ɩɪɟɞɫɬɚɜɥɹɸɬɫɹ ɜɡɚɢɦɨɞɨɩɨɥɧɹɸɳɢɦɢ. ɇɟɦɧɨɝɨɱɢɫ-
ɥɟɧɧɵɟ ɤɪɢɬɢɤɢ, ɨɬɤɥɢɤɚɜɲɢɟɫɹ ɧɚ ɩɨɹɜɥɟɧɢɟ ɤɧɢɝ Ʉɭɱɟɪɹɜɤɢɧɚ, ɡɚ-
ɦɟɱɚɥɢ, ɱɬɨ ɜ ɟɝɨ ɫɬɢɯɚɯ ɜɨɨɛɳɟ ɩɪɟɨɛɥɚɞɚɸɬ ɝɥɚɝɨɥɵ ɧɚɫɬɨɹɳɟɝɨ 
ɜɪɟɦɟɧɢ (ɩɪɢɫɭɬɫɬɜɢɟ ɢɯ ɜ ɧɚɡɜɚɧɢɹɯ ɦɵ ɩɨɧɢɦɚɟɦ ɤɚɤ ɨɬɫɵɥɤɭ ɤ ɤɢ-
ɬɚɣɫɤɨɣ ɩɨɷɡɢɢ). Ɍɚɤ, Ⱥ. Ƚɨɪɛɭɧɨɜɚ ɩɢɫɚɥɚ: «ɉɨɷɡɢɹ Ʉɭɱɟɪɹɜɤɢɧɚ  
ɩɨ ɩɪɟɢɦɭɳɟɫɬɜɭ ɧɚɯɨɞɢɬɫɹ ɜ ɧɚɫɬɨɹɳɟɦ: ɜ ɫɚɦɵɯ ɩɟɪɜɵɯ ɫɬɪɨɤɚɯ 
ɦɧɨɝɢɯ ɫɬɢɯɨɜ, ɤɚɤ ɛɵ ɡɚɞɚɸɳɢɯ ɩɨɷɬɢɱɟɫɤɢɟ ɤɨɨɪɞɢɧɚɬɵ, ɦɵ ɜɢɞɢɦ 
ɝɥɚɝɨɥɵ ɧɚɫɬɨɹɳɟɝɨ ɜɪɟɦɟɧɢ <…> ȼ ɤɨɪɧɟ ɥɟɠɢɬ ɧɟɩɨɫɪɟɞɫɬɜɟɧɧɨɟ 
ɩɟɪɟɠɢɜɚɧɢɟ ɬɨɝɨ, ɱɬɨ ɩɪɨɢɫɯɨɞɢɬ ɩɪɹɦɨ ɫɟɣɱɚɫ, ɢ ɱɚɫɬɨ ɤɚɤɚɹ-ɬɨ 
ɤɨɧɤɪɟɬɧɚɹ ɞɟɬɚɥɶ, ɨɬ ɤɨɬɨɪɨɣ ɩɨɷɬ ɨɬɬɚɥɤɢɜɚɟɬɫɹ ɜ ɫɜɨɟɣ ɯɭɞɨɠɟ-
ɫɬɜɟɧɧɨɣ ɥɨɝɢɤɟ, ɢ ɷɬɚ ɞɟɬɚɥɶ ɢɥɢ ɩɟɪɟɠɢɜɚɧɢɟ ɭ ɧɟɝɨ ɨɛɪɚɫɬɚɟɬ ɫɸɪ-
ɪɟɚɥɢɫɬɢɱɟɫɤɢɦ ɦɹɫɨɦ, ɪɚɫɤɪɵɜɚɟɬɫɹ ɜɨ ɱɬɨ-ɬɨ ɧɟɨɠɢɞɚɧɧɨɟ, ɩɚɪɚ-
ɞɨɤɫɚɥɶɧɨɟ, ɜɵɩɭɤɥɨɟ» [6. C. 195]. 

ɇɚɡɨɜɟɦ ɟɳɟ ɨɞɢɧ ɬɢɩ ɡɚɝɥɚɜɢɣ ɭ Ʉɭɱɟɪɹɜɤɢɧɚ, ɫɨɨɬɧɨɫɢɦɵɣ ɟɫɥɢ 
ɧɟ ɫ ɤɢɬɚɣɫɤɨɣ ɥɢɪɢɤɨɣ ɧɟɩɨɫɪɟɞɫɬɜɟɧɧɨ, ɬɨ ɫ ɩɪɚɤɬɢɤɨɣ ɪɭɫɫɤɢɯ ɩɟ-
ɪɟɜɨɞɨɜ ɤɢɬɚɣɫɤɢɯ ɫɬɢɯɨɬɜɨɪɟɧɢɣ ɨɩɪɟɞɟɥɟɧɧɨɝɨ ɜɢɞɚ: ɷɬɨ ɭɩɨɬɪɟɛ-
ɥɟɧɢɟ ɜ ɤɚɱɟɫɬɜɟ ɧɚɡɜɚɧɢɹ ɫɥɨɜɨɫɨɱɟɬɚɧɢɹ «Ȼɟɡ ɧɚɡɜɚɧɢɹ». ȼ ɤɧɢɝɟ 

 
ɋ ɷɬɨɝɨ ɦɟɫɬɚ, ɟɞɜɚ ɦɵ ɫ ɬɨɛɨɸ ɩɪɨɫɬɢɦɫɹ, 
ɋɭɯɢɦ ɬɪɨɫɬɧɢɤɨɦ ɭɦɱɢɲɶ ɬɵ ɡɚ ɬɵɫɹɱɢ ɥɢ. 
ɉɥɵɜɭɳɢɟ ɬɭɱɢ – ɷɬɨ ɩɭɬɧɢɤɚ ɞɭɦɵ. 
Ɂɚɤɚɬɧɨɟ ɫɨɥɧɰɟ – ɷɬɨ ɞɪɭɝɚ ɞɭɲɚ. 
Ɋɭɤɨɣ ɧɚ ɩɪɨɳɚɧɶɟ ɦɚɯɧɟɲɶ ɢ ɭɣɞɟɲɶ ɨɬɫɸɞɚ, 
ɂ ɞɚɠɟ ɬɜɨɣ ɤɨɧɶ ɝɪɭɫɬɧɨ-ɩɪɨɬɹɠɧɨ ɡɚɪɠɟɬ. 
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«Ⱦɨ əɧɱɠɨɭ ɬɵɫɹɱɚ ɥɢ» ɬɚɤ ɨɮɨɪɦɥɟɧɨ ɫɬɢɯɨɬɜɨɪɟɧɢɟ, ɢɫɩɨɥɶɡɭɸ-
ɳɟɟ ɩɪɢɟɦɵ ɤɨɦɛɢɧɚɬɨɪɧɨɣ ɩɨɷɡɢɢ, ɢɡɨɛɪɚɠɚɸɳɟɟ, ɟɫɥɢ ɝɨɜɨɪɢɬɶ 
ɭɩɪɨɳɟɧɧɨ, ɥɢɪɢɱɟɫɤɨɝɨ ɝɟɪɨɹ ɜ ɩɨɥɭɛɟɫɫɨɡɧɚɬɟɥɶɧɨɦ ɫɨɫɬɨɹɧɢɢ ɢ 
ɫɬɚɥɤɢɜɚɸɳɟɟ, ɤɚɤ ɷɬɨ ɨɛɵɱɧɨ ɛɵɜɚɟɬ ɭ Ʉɭɱɟɪɹɜɤɢɧɚ, ɫɥɨɜɚ ɢ ɨɛɪɚɡɵ 
ɢɡ ɪɚɡɧɵɯ ɫɬɢɥɢɫɬɢɱɟɫɤɢɯ ɪɟɝɢɫɬɪɨɜ («ɜɢɬɹɡɹ» ɢ «ɛɭɞɢɥɶɧɢɤ», ɮɨɥɶ-
ɤɥɨɪɧɵɯ «ɞɪɭɠɤɨɜ» ɢ ɚɪɯɚɢɱɟɫɤɢ-ɬɸɬɱɟɜɫɤɢɣ «ɨɛɥɚɤ»). 

ȼ ɟɜɪɨɩɟɣɫɤɨɣ ɤɭɥɶɬɭɪɟ, ɜ ɱɚɫɬɧɨɫɬɢ, ɜ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɟ ɏɏ ɜ., 
ɬɚɤɨɟ ɜɫɬɪɟɱɚɟɬɫɹ, ɧɨ ɧɟ ɞɨɪɚɫɬɚɟɬ ɞɨ ɬɨɝɨ, ɱɬɨɛɵ ɫɬɚɬɶ ɩɪɢɡɧɚɤɨɦ 
ɨɩɪɟɞɟɥɟɧɧɨɝɨ ɠɚɧɪɚ (ɯɨɬɹ ɦɨɠɟɬ ɛɵɬɶ ɩɪɢɦɟɬɨɣ ɫɜɨɟɨɛɪɚɡɧɨɝɨ ɧɨ-
ɜɨɝɨ ɠɚɧɪɚ ɜ ɢɧɞɢɜɢɞɭɚɥɶɧɨɣ ɩɨɷɬɢɱɟɫɤɨɣ ɫɢɫɬɟɦɟ, ɤɚɤ ɷɬɨ ɩɪɨɢɫɯɨ-
ɞɢɬ, ɜɢɞɢɦɨ, ɭ ɫɬɚɪɲɟɝɨ ɫɨɜɪɟɦɟɧɧɢɤɚ Ʉɭɱɟɪɹɜɤɢɧɚ Ƚ. Ⱥɣɝɢ). Ɇɟɠɞɭ 
ɬɟɦ ɜ ɤɥɚɫɫɢɱɟɫɤɨɣ ɤɢɬɚɣɫɤɨɣ ɩɨɷɡɢɢ ɨɬɤɚɡ ɨɬ ɧɚɡɜɚɧɢɹ ɫ ɞɪɟɜɧɢɯ ɜɪɟ-
ɦɟɧ ɛɵɥ ɩɪɢɦɟɬɨɣ ɨɫɨɛɨɣ ɠɚɧɪɨɜɨɣ ɮɨɪɦɵ. Ɍɚɤɨɣ ɨɬɤɚɡ ɨɡɧɚɱɚɥ, ɱɬɨ 
ɩɨɷɬ ɧɟ ɠɟɥɚɟɬ ɫɪɚɡɭ ɭɤɚɡɵɜɚɬɶ ɧɚ ɝɥɚɜɧɭɸ ɢɞɟɸ ɫɜɨɟɝɨ ɫɬɢɯɨɬɜɨɪɟ-
ɧɢɹ, ɡɚɲɢɮɪɨɜɵɜɚɟɬ ɟɝɨ ɫɦɵɫɥ ɩɨ ɩɨɥɢɬɢɱɟɫɤɢɦ ɢɥɢ ɥɢɱɧɵɦ ɩɪɢɱɢ-
ɧɚɦ. ȼ ɪɭɫɫɤɨɣ ɩɟɪɟɜɨɞɱɟɫɤɨɣ ɩɪɚɤɬɢɤɟ ɬɚɤɢɟ ɫɬɢɯɢ ɧɟɪɟɞɤɨ ɩɪɟɞɜɚ-
ɪɹɸɬɫɹ ɫɥɨɜɚɦɢ «Ȼɟɡ ɧɚɡɜɚɧɢɹ»: ɞɥɹ ɷɬɢɯ ɫɥɨɜ ɧɟɬ ɩɪɹɦɨɝɨ ɫɨɨɬɜɟɬ-
ɫɬɜɢɹ ɜ ɤɢɬɚɣɫɤɨɦ ɨɪɢɝɢɧɚɥɟ, ɧɨ ɬɚɤ ɩɟɪɟɜɨɞɱɢɤ-ɫɢɧɨɥɨɝ ɭɤɚɡɵɜɚɟɬ 
ɧɚ ɧɟɨɛɵɱɧɨɫɬɶ ɩɨɫɬɪɨɟɧɢɹ ɬɟɤɫɬɚ ɜ ɨɪɢɝɢɧɚɥɟ (ɤɥɚɫɫɢɱɟɫɤɚɹ ɤɢɬɚɣ-
ɫɤɚɹ ɩɨɷɡɢɹ ɜ ɛɨɥɶɲɢɧɫɬɜɟ ɫɥɭɱɚɟɜ ɩɪɟɞɩɨɥɚɝɚɟɬ ɩɪɢɫɭɬɫɬɜɢɟ ɧɚɡɜɚ-
ɧɢɹ). ɇɚɩɪɢɦɟɪ, ɫɨ ɫɥɨɜ «Ȼɟɡ ɧɚɡɜɚɧɢɹ» ɧɚɱɢɧɚɟɬɫɹ ɫɬɢɯɨɬɜɨɪɟɧɢɟ  
ɩɨɷɬɚ ɞɢɧɚɫɬɢɢ Ɍɚɧ Ʌɢ ɒɚɧɴɢɧɹ «Ʉɚɤ ɜɫɬɪɟɱɚɬɶɫɹ ɧɚɦ ɬɹɠɟɥɨ…»  
ɜ ɩɟɪɟɜɨɞɟ Ⱥ.Ʌ. ɋɟɪɝɟɟɜɚ [15. ɋ. 398], ɫɬɢɯɨɬɜɨɪɟɧɢɟ Ʌɢ Ȼɨ «ɂ ɹɫɧɨɦɭ 
ɫɨɥɧɰɭ, ɢ ɫɜɟɬɥɨɣ ɥɭɧɟ» ɜ ɩɟɪɟɜɨɞɟ Ⱥ.ɂ. Ƚɢɬɨɜɢɱɚ [16]. ȼɨɩɪɨɫ ɨ ɬɨɦ, 
ɨɬɫɵɥɚɸɬ ɥɢ ɫɥɨɜɚ «Ȼɟɡ ɧɚɡɜɚɧɢɹ» ɭ Ʉɭɱɟɪɹɜɤɢɧɚ ɤ ɤɢɬɚɣɫɤɨɣ ɬɪɚɞɢ-
ɰɢɢ ɢɥɢ ɧɟɬ, ɦɵ ɩɨɤɚ ɨɫɬɚɜɢɦ ɨɬɤɪɵɬɵɦ. 
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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 “naïve”, “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 
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[ȼɟɞɶ] ɦɵ ɢɝɪɚɟɦ ɧɟ <ɢɡ><?> ɞɟɧɟɝ, 
Ⱥ ɬɨɥɶɤɨ ɛ ɜɟɱɧɨɫɬɶ ɩɪɨɜɨɞɢɬɶ! 

Аɥɟɤɫɚɧɞɪ ɉɭɲɤɢɧ [1. ɋ. 382] 
 
ɇɚɱɧɟɦ ɫ ɬɨɝɨ, ɱɬɨ ɢ ɜ «ɂɝɪɨɤɚɯ» ɇɢɤɨɥɚɹ Ƚɨɝɨɥɹ ɧɚɥɢɱɟɫɬɜɨɜɚɥ 

ɧɚɰɢɨɧɚɥɶɧɵɣ ɦɨɬɢɜ, ɤɚɤ, ɧɚɩɪɢɦɟɪ, ɜ ɫɥɟɞɭɸɳɟɦ ɨɛɦɟɧɟ ɪɟɩɥɢɤɚɦɢ: 
«ɍɬɟɲɢɬɟɥɶɧɵɣ. Ɍɚɤ, ɧɨ ɱɟɥɨɜɟɤ ɩɪɢɧɚɞɥɟɠɢɬ ɨɛɳɟɫɬɜɭ. – Ʉɪɭɝɟɥɶ. 
ɉɪɢɧɚɞɥɟɠɢɬ, ɧɨ ɧɟ ɜɟɫɶ. – ɍɬɟɲɢɬɟɥɶɧɵɣ. ɇɟɬ, ɜɟɫɶ. – Ʉɪɭɝɟɥɶ. ɇɟɬ, 
ɧɟ ɜɟɫɶ. – ɍɬɟɲɢɬɟɥɶɧɵɣ. ɇɟɬ, ɜɟɫɶ. – Ʉɪɭɝɟɥɶ. ɇɟɬ, ɧɟ ɜɟɫɶ. – ɍɬɟɲɢ-
ɬɟɥɶɧɵɣ. ɇɟɬ, ɜɟɫɶ! – ɒɜɨɯɧɟɜ (ɍɬɟɲɢɬɟɥɶɧɨɦɭ). ɇɟ ɫɩɨɪɶ, ɛɪɚɬ, ɬɵ 
ɧɟɩɪɚɜ. – ɍɬɟɲɢɬɟɥɶɧɵɣ (ɝɨɪɹɱɚɫɶ). ɇɟɬ, ɹ ɞɨɤɚɠɭ. ɗɬɨ ɨɛɹɡɚɧ-
ɧɨɫɬɶ… ɗɬɨ, ɷɬɨ, ɷɬɨ… ɷɬɨ ɞɨɥɝ! ɷɬɨ, ɷɬɨ, ɷɬɨ…» [2. ɋ. 70]1, – ɤɨɝɞɚ 

 
1 ɉɪɢ ɷɬɨɦ ɮɢɧɚɥ ɩɪɢɜɟɞɟɧɧɨɝɨ ɞɢɚɥɨɝɚ ɜɫɤɪɵɜɚɟɬ ɧɟɨɬɜɪɚɬɢɦɨɫɬɶ ɞɥɹ ɂɯɚ-

ɪɟɜɚ ɨɤɚɡɚɬɶɫɹ ɜ ɩɨɥɨɠɟɧɢɢ ɠɟɪɬɜɵ ɫ ɢɧɨɣ ɩɨɡɢɰɢɢ, ɧɟɠɟɥɢ ɷɬɨ ɩɨɫɬɭɥɢɪɨɜɚɥɨɫɶ 
ɜɵɲɟ: ɬɚɤ, ɫ ɥɟɝɤɨɫɬɶɸ ɪɚɡɝɚɞɵɜɚɹ ɭɥɨɜɤɭ ɍɬɟɲɢɬɟɥɶɧɨɝɨ, ɩɨɠɚɥɭɣ, ɞɟɣɫɬɜɢ-
ɬɟɥɶɧɨ ɫɥɢɲɤɨɦ ɧɟɛɪɟɠɧɭɸ, ɫɜɨɟɝɨ ɪɨɞɚ ɩɟɪɜɭɸ ɩɪɨɜɟɪɤɭ ɫɬɟɩɟɧɢ ɩɪɨɧɢɰɚɬɟɥɶ-
ɧɨɫɬɢ ɨɩɩɨɧɟɧɬɚ («ɒɜɨɯɧɟɜ. ɇɭ, ɡɚɪɚɩɨɪɬɨɜɚɥɫɹ! Ƚɨɪɹɱ ɧɟɨɛɵɤɧɨɜɟɧɧɨ… – ɍɬɟ-
ɲɢɬɟɥɶɧɵɣ. ɇɟ ɦɨɝɭ, ɧɟ ɦɨɝɭ! ȿɫɥɢ ɞɟɥɨ ɤɨɫɧɟɬɫɹ ɨɛɹɡɚɧɧɨɫɬɟɣ ɢɥɢ ɞɨɥɝɚ, ɹ ɭɠ 
ɧɢɱɟɝɨ ɧɟ ɩɨɦɧɸ. <…> Ɍɨɱɧɨ ɯɦɟɥɶ ɤɚɤɨɣ-ɬɨ, ɚ ɠɟɥɱɶ ɬɚɤ ɢ ɤɢɩɢɬ, ɬɚɤ ɢ ɤɢɩɢɬ. – 
ɂɯɚɪɟɜ (ɩɪɨ ɫɟɛɹ). ɇɭ, ɧɟɬ, ɩɪɢɹɬɟɥɶ! Ɂɧɚɟɦ ɦɵ ɬɟɯ ɥɸɞɟɣ, ɤɨɬɨɪɵɟ ɭɜɥɟɤɚɸɬɫɹ ɢ 
ɝɨɪɹɱɚɬɫɹ ɩɪɢ ɫɥɨɜɟ ɨɛɹɡɚɧɧɨɫɬɶ. ɍ ɬɟɛɹ, ɦɨɠɟɬ ɛɵɬɶ, ɢ ɤɢɩɢɬ ɠɟɥɱɶ, ɞɚ ɬɨɥɶɤɨ 
ɧɟ ɜ ɷɬɨɦ ɫɥɭɱɚɟ» [2. ɋ. 70–71]), ɂɯɚɪɟɜ ɜɩɨɫɥɟɞɫɬɜɢɢ ɧɚɱɢɧɚɟɬ ɞɨɜɟɪɹɬɶ 
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«ɪɭɫɫɤɢɣ» ɍɬɟɲɢɬɟɥɶɧɵɣ ɧɚɫɬɚɢɜɚɟɬ ɧɚ ɩɨɥɧɨɣ ɩɪɢɫɭɳɧɨɫɬɢ ɱɟɥɨ-
ɜɟɤɚ ɫɨɰɢɭɦɭ, ɬɨɝɞɚ ɤɚɤ «ɧɟɦɟɰ» Ʉɪɭɝɟɥɶ ɨɬɫɬɚɢɜɚɟɬ ɩɪɚɜɨ ɥɢɱɧɨɫɬɢ 
ɧɚ ɧɟɤɭɸ ɫɮɟɪɭ ɩɪɢɜɚɬɧɨɫɬɢ. Ɉɞɧɚɤɨ ɜ ɫɨɡɞɚɧɧɨɣ «ɩɨ ɦɨɬɢɜɚɦ ɩɶɟɫɵ 
ɇ. Ƚɨɝɨɥɹ» ɤɢɧɨɤɚɪɬɢɧɟ ɉɚɜɥɚ ɑɭɯɪɚɹ «Ɋɭɫɫɤɚɹ ɢɝɪɚ» ɨɧ ɜɜɢɞɭ ɫɦɟɧɵ 
ɧɚɰɢɨɧɚɥɶɧɨɣ ɩɪɢɧɚɞɥɟɠɧɨɫɬɢ ɨɫɧɨɜɧɨɝɨ ɝɟɪɨɹ (ɤ ɫɥɨɜɭ, ɩɨɫɥɟɞɨɜɚ-
ɬɟɥɶɧɨɫɬɶ ɭɤɚɡɚɧɢɹ ɢɫɩɨɥɧɢɬɟɥɟɣ ɪɨɥɟɣ ɜ ɬɢɬɪɚɯ, ɝɞɟ ɚɧɚɥɨɝ ɂɯɚɪɟɜɚ – 
Ʌɭɤɢɧɨ Ɏɨɪɰɚ – ɭɤɚɡɵɜɚɟɬɫɹ ɧɟ ɩɟɪɜɵɦ, ɧɨ ɥɢɲɶ ɱɟɬɜɟɪɬɵɦ, ɩɨɫɥɟ 
ɬɪɨɢɰɵ ɚɮɟɪɢɫɬɨɜ ɜɨ ɝɥɚɜɟ ɫ ɍɬɟɲɢɬɟɥɶɧɵɦ, ɡɚɫɬɚɜɥɹɟɬ ɭɫɨɦɧɢɬɶɫɹ 
ɜ ɬɚɤɨɜɨɣ ɯɚɪɚɤɬɟɪɢɫɬɢɤɟ ɢ ɜɵɞɜɢɝɚɟɬ ɧɚ ɩɟɪɜɵɣ ɩɥɚɧ «ɚɧɫɚɦɛɥɟ-
ɜɨɫɬɶ» ɫɢɫɬɟɦɵ ɩɟɪɫɨɧɚɠɟɣ, ɦɧɨɝɨɝɟɪɨɣɧɨɫɬɶ ɤɨɦɩɨɡɢɰɢɢ ɩɪɨɢɡɜɟ-
ɞɟɧɢɹ) ɫ ɪɭɫɫɤɨɝɨ ɧɚ ɢɬɚɥɶɹɧɰɚ ɫɬɚɧɨɜɢɬɫɹ ɩɨɢɫɬɢɧɟ ɫɦɵɫɥɨɨɛɪɚɡɭɸ-
ɳɢɦ – ɷɬɨ ɡɚɹɜɥɹɟɬɫɹ ɭɠɟ ɧɨɦɢɧɚɰɢɟɣ, ɱɬɨ ɟɞɜɚ ɥɢ ɧɭɠɞɚɟɬɫɹ ɜ ɤɨɦ-
ɦɟɧɬɚɪɢɹɯ, ɢ ɚɤɬɭɚɥɢɡɢɪɭɟɬɫɹ ɧɚ ɩɪɨɬɹɠɟɧɢɢ ɜɫɟɝɨ ɩɨɜɟɫɬɜɨɜɚɧɢɹ – 
ɨɬ ɩɨɪɵɜɚ ɒɜɨɯɧɟɜɚ ɫɠɚɬɶ ɜ ɨɛɴɹɬɢɹɯ ɧɟɠɞɚɧɧɨ ɨɛɪɟɬɟɧɧɨɝɨ ɫɨɪɚɬ-
ɧɢɤɚ: «Ⱦɚɣ, ɛɪɚɬ, ɹ ɨɛɧɢɦɭ ɬɟɛɹ ɩɨ-ɪɭɫɫɤɢ!» – ɢ ɪɚɡɝɨɜɨɪɚ ɟɝɨ ɫ ɍɬɟ-
ɲɢɬɟɥɶɧɵɦ, ɤɨɝɞɚ ɩɨɫɥɟɞɧɢɣ ɧɚɱɢɧɚɟɬ: «Ɋɭɫɫɤɢɣ ɛɟɡ ɪɢɫɤɚ…», – ɩɨ-
ɫɥɟ ɱɟɝɨ ɨɛɚ ɜ ɭɧɢɫɨɧ ɡɚɜɟɪɲɚɸɬ: «…ɢ ɧɟ ɪɭɫɫɤɢɣ ɜɨɜɫɟ», ɜɩɥɨɬɶ ɞɨ 
ɩɪɢɬɜɨɪɧɨɝɨ ɤɨɧɮɥɢɤɬɚ ɜɫɟ ɬɨɝɨ ɠɟ ɒɜɨɯɧɟɜɚ ɫ Ʉɪɭɝɟɥɟɦ, ɡɚɜɟɪɲɚ-
ɸɳɟɝɨɫɹ ɫɜɢɪɟɩɵɦ: «ɇɟ ɦɟɲɚɣɫɹ, ɧɟɦɟɰ, ɤɨɝɞɚ ɪɭɫɫɤɢɣ ɢɞɟɬ!», –  

 
ɧɟɨɠɢɞɚɧɧɨ ɨɛɪɟɬɟɧɧɵɦ ɫɨɸɡɧɢɤɚɦ, ɯɨɬɹ ɜɵɹɜɢɬɶ ɢɯ ɧɟɢɫɤɪɟɧɧɨɫɬɶ ɨɬɧɸɞɶ ɧɟ 
ɧɟɜɨɡɦɨɠɧɨ; ɨɝɪɚɧɢɱɢɦɫɹ ɨɞɧɢɦ ɩɪɢɦɟɪɨɦ: ɩɨɜɟɫɬɜɭɹ ɨ ɡɧɚɤɨɦɫɬɜɟ ɫɨ ɫɜɨɢɦɢ 
ɫɩɭɬɧɢɤɚɦɢ, ɍɬɟɲɢɬɟɥɶɧɵɣ, ɨɛɪɚɳɚɹɫɶ ɤ Ʉɪɭɝɟɥɸ, ɜɫɩɨɦɢɧɚɟɬ: «ɉɨɦɧɢɲɶ, ɩɨ-
ɱɬɟɧɧɟɣɲɢɣ, ɤɚɤ ɹ ɩɪɢɟɯɚɥ ɫɸɞɵ; ɨɞɢɧ-ɨɞɢɧɟɲɟɧɟɤ. ȼɨɨɛɪɚɡɢɬɟ: ɡɧɚɤɨɦɵɯ ɧɢ-
ɤɨɝɨ. <…> ȼɞɪɭɝ ɫɭɞɶɛɚ ɩɨɫɥɚɥɚ ɜɨɬ ɟɝɨ, ɚ ɩɨɬɨɦ ɫɥɭɱɚɣ ɫɜɟɥ ɫ ɧɢɦ» [2. ɋ. 70], –
ɱɬɨ ɡɧɚɱɢɬ, ɱɬɨ ɨɩɢɫɵɜɚɟɦɚɹ ɫɭɞɶɛɨɧɨɫɧɚɹ ɜɫɬɪɟɱɚ ɩɪɨɢɡɨɲɥɚ ɧɟ ɫɬɨɥɶ ɞɚɜɧɨ – 
ɧɚ ɷɬɨ ɭɤɚɡɵɜɚɸɬ ɢ ɢɧɬɨɧɚɰɢɹ ɪɚɫɫɤɚɡɚ, ɢ ɩɪɨɠɢɜɚɧɢɟ ɜ «ɝɨɪɨɞɫɤɨɦ ɬɪɚɤɬɢɪɟ», 
ɧɚɤɨɧɟɰ, ɫɥɨɜɚ ɬɪɚɤɬɢɪɧɨɝɨ ɫɥɭɝɢ Ⱥɥɟɤɫɟɹ (ɜɟɪɢɬɶ ɤɨɬɨɪɨɦɭ, ɨɞɧɚɤɨ, ɦɨɠɧɨ ɞɚ-
ɥɟɤɨ ɧɟ ɛɟɡɨɝɨɜɨɪɨɱɧɨ): «Ⱦɚ ɜɨɬ ɭɠ ɲɟɫɬɶ ɧɨɱɟɣ ɫɪɹɞɭ ɢɝɪɚɸɬ» [2. ɋ. 66], –  
ɚ ɦɟɠɞɭ ɬɟɦ ɧɟɫɤɨɥɶɤɨ ɞɚɥɟɟ, ɩɨɫɥɟ ɡɚɤɥɸɱɟɧɢɹ ɩɪɢɫɧɨɩɚɦɹɬɧɨɝɨ «ɞɪɭɠɟɫɤɨɝɨ 
ɫɨɸɡɚ», ɒɜɨɯɧɟɜ ɨɝɨɜɚɪɢɜɚɟɬɫɹ, ɱɬɨ ɩɪɢɹɬɟɥɶɫɬɜɭɸɬ ɨɧɢ ɫɟɦɶɹɦɢ: «Ƚɨɜɨɪɢɬ ɦɧɟ 
ɟɝɨ ɡɹɬɶ (ɭɤɚɡɵɜɚɹ ɧɚ ɍɬɟɲɢɬɟɥɶɧɨɝɨ), Ⱥɧɞɪɟɣ ɂɜɚɧɨɜɢɱ ɉɹɬɤɢɧ…» [2. ɋ. 73], 
ɩɨɫɥɟ ɱɟɝɨ ɒɜɨɯɧɟɜ «ɬɨɬ ɠɟ ɱɚɫ ɨɬɩɪɚɜɢɥɫɹ ɜ Ɍɟɬɸɲɟɜɫɤɢɣ ɭɟɡɞ» [2. ɋ. 73], ɱɬɨ 
ɩɨɞɪɚɡɭɦɟɜɚɟɬ ɡɧɚɱɢɬɟɥɶɧɨɟ ɜɪɟɦɹ. ɑɟɦɭ ɜɟɪɢɬɶ ɢ ɦɨɠɧɨ ɥɢ ɩɪɢɧɹɬɶ ɧɚ ɜɟɪɭ ɯɨɬɶ 
ɱɬɨ-ɧɢɛɭɞɶ ɢɡ ɫɤɚɡɚɧɧɨɝɨ – ɧɟɹɫɧɨ, ɧɨ ɨɱɟɜɢɞɧɨ, ɱɬɨ ɨɞɧɨ ɩɪɨɬɢɜɨɪɟɱɢɬ ɞɪɭɝɨɦɭ. 
ɂɯɚɪɟɜ ɠɟ, ɧɟɦɧɨɝɢɦ ɪɚɧɟɟ ɫɬɨɥɶ ɩɪɨɡɨɪɥɢɜɵɣ, ɹɜɧɨɝɨ ɧɟɫɨɨɬɜɟɬɫɬɜɢɹ ɫɥɨɜɧɨ ɧɟ 
ɡɚɦɟɱɚɟɬ (ɱɬɨ, ɜɩɪɨɱɟɦ, ɦɨɠɟɬ ɨɛɭɫɥɨɜɥɢɜɚɬɶɫɹ ɬɟɦ, ɱɬɨ ɩɟɪɜɨɟ ɨɡɜɭɱɢɜɚɟɬɫɹ ɞɨ 
ɩɪɟɞɥɨɠɟɧɢɹ «ɩɪɢɧɹɬɶ ɞɪɭɠɛɭ»); ɬɚɤ ɢɥɢ ɢɧɚɱɟ, ɨɛɦɚɧ ɩɟɪɟɪɚɫɬɚɟɬ ɜ ɫɚɦɨɨɛɦɚɧ, 
ɨɩɪɟɞɟɥɹɹ ɨɛɪɟɱɟɧɧɨɫɬɶ ɝɟɪɨɹ. 
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ɢ ɥɸɬɨɣ ɨɬɩɨɜɟɞɢ ɥɠɟ-Ƚɥɨɜɚ ɜ ɮɢɧɚɥɟ: «ɋɚɦ ɬɵ ɜɨɪ! Ɇɨɲɟɧɧɢɤ! ɂɬɚ-
ɥɶɹɲɤɚ! Ɇɚɤɚɪɨɧɧɢɤ!» 

ɇɚɱɚɥɨ ɠɟ ɮɢɥɶɦɚ ɩɟɪɟɧɨɫɢɬ ɡɪɢɬɟɥɹ ɜ Ⱥɜɫɬɪɢɸ, ɝɞɟ «ɧɚ ɨɤɪɚɢɧ[ɟ] 
ȼɟɧɵ», ɤɚɤ ɝɥɚɫɢɬ ɩɨɹɫɧɹɸɳɢɣ ɬɢɬɪ, «ɲɭɥɟɪ, ɚɜɚɧɬɸɪɢɫɬ ɢ ɞɜɨɟɠɟ-
ɧɟɰ» Ʌɭɤɢɧɨ Ɏɨɪɰɚ, ɡɚɫɬɢɝɧɭɬɵɣ ɨɞɧɢɦ ɢɡ ɨɛɦɚɧɭɬɵɯ ɢɦ ɜ ɧɨɦɟɪɟ 
ɡɚɯɭɞɚɥɨɣ ɝɨɫɬɢɧɢɰɵ ɜ ɤɨɦɩɚɧɢɢ «ɝɪɚɮɢɧɢ», ɤɚɤ ɯɚɪɚɤɬɟɪɢɡɭɟɬ ɟɟ 
Ɏɨɪɰɚ, ɤɨɬɨɪɨɣ ɨɧ ɞɨɥɠɟɧ ɡɚɩɥɚɬɢɬɶ «ɡɚ ɜɫɸ ɧɨɱɶ», ɨɛɹɡɭɟɬɫɹ ɜ ɬɟɱɟ-
ɧɢɟ ɦɟɫɹɰɚ ɜɵɩɥɚɬɢɬɶ 100 ɬɵɫɹɱ, ɛɭɞɭɱɢ ɞɨɥɠɟɧ ɜ ɩɪɨɬɢɜɧɨɦ ɫɥɭɱɚɟ 
ɨɬɩɢɫɚɬɶ ɩɨɞ ɡɚɥɨɝ «ɞɨɦ ɜ ɇɟɚɩɨɥɟ ɢ ɩɢɜɨɜɚɪɧɸ ɩɨɞ ɉɪɚɝɨɣ»; ɩɨɩɚɜ-
ɲɢɣɫɹ «ɪɵɰɚɪɶ ɧɚɠɢɜɵ» ɩɪɨɫɢɬ ɨɫɬɚɜɢɬɶ ɞɨɦ ɤɚɤ «ɩɚɦɹɬɶ ɨ ɞɟɬɫɬɜɟ», 
ɧɨ ɜɩɨɫɥɟɞɫɬɜɢɢ, ɤɨɝɞɚ ɟɦɭ ɦɧɢɬɫɹ, ɱɬɨ ɨɧ ɫɬɚɥ ɨɛɥɚɞɚɬɟɥɟɦ 200 ɬɵ-
ɫɹɱ, ɩɪɟɞɚɟɬɫɹ ɦɟɱɬɚɦ: «ɋ ɬɚɤɢɦɢ ɞɟɧɶɝɚɦɢ ɩɨɟɞɭ ɜ ɉɚɪɢɠ… <…>  
ɂ ɱɟɪɬ ɫ ɧɢɦ, ɫ ɞɨɦɨɦ ɜ ɇɟɚɩɨɥɟ. ɉɚɪɢɠ!..», – ɤɚɤɨɜɚɹ ɝɨɬɨɜɧɨɫɬɶ ɪɚɫ-
ɫɬɚɬɶɫɹ ɫ ɩɪɟɫɥɨɜɭɬɨɣ «ɩɚɦɹɬɶɸ» ɞɟɥɚɟɬ ɟɝɨ ɤɭɞɚ ɛɨɥɟɟ ɛɟɫɩɪɢɧɰɢɩ-
ɧɵɦ ɩɨ ɫɪɚɜɧɟɧɢɸ ɫ ɂɯɚɪɟɜɵɦ – ɟɫɥɢ, ɤɨɧɟɱɧɨ, ɩɪɢɧɢɦɚɬɶ ɧɚ ɜɟɪɭ 
ɡɚɹɜɥɟɧɢɹ ɡɚɜɡɹɬɨɝɨ ɨɛɦɚɧɳɢɤɚ. ɂ ɨɬɩɪɚɜɥɹɟɬɫɹ ɜ ɧɟɜɟɞɨɦɭɸ ɟɦɭ 
ɫɬɪɚɧɭ, ɢɛɨ «ɡɟɦɥɹ ɬɚɦ ɛɨɝɚɬɚ, ɚ ɥɸɞɢ ɞɨɜɟɪɱɢɜɵ ɢ ɩɪɨɫɬɨɞɭɲɧɵ», – 
ɯɨɬɹ ɟɝɨ ɧɟɛɟɡɨɫɧɨɜɚɬɟɥɶɧɨ «ɩɭɝɚɥɢ Ɋɨɫɫɢɟɣ»; ɡɞɟɫɶ ɨɧ ɜ ɪɟɤɨɪɞɧɨ 
ɤɨɪɨɬɤɨɟ ɜɪɟɦɹ ɠɟɧɢɬɫɹ ɧɚ ɜɥɚɞɟɥɢɰɟ ɩɨɦɟɫɬɢɣ ɜ ɋɦɨɥɟɧɫɤɨɣ ɢ Ʉɚ-
ɥɭɠɫɤɨɣ ɝɭɛɟɪɧɢɹɯ («Ɉɧ ɭ ɧɚɫ ɢɬɚɥɶɹɧɟɰ, ɡɚ ɝɪɚɧɢɰɟɣ ɜɫɟ ɛɨɥɶɲɟ, ɞɚ 
ɠɟɧɭ ɜɡɹɥ ɢɡ ɋɦɨɥɟɧɫɤɨɣ ɝɭɛɟɪɧɢɢ», ɩɨ ɫɥɨɜɚɦ ɫɨɩɪɨɜɨɠɞɚɸɳɟɝɨ 
ɟɝɨ ɫɥɭɝɢ Ƚɚɜɪɸɲɤɢ), ɫɬɚɧɨɜɢɬɫɹ ɜɞɨɜɰɨɦ ɢ, ɩɪɨɞɚɜ ɫɦɨɥɟɧɫɤɨɟ ɢɦɟ-
ɧɢɟ, «ɤɚɤ ɛɚɪɵɧɹ ɩɨɦɟɪɥɚ», ɩɨ ɩɭɬɢ ɢɡ Ɋɹɡɚɧɢ ɨɛɵɝɪɵɜɚɟɬ ɧɟɤɨɟɝɨ 
ɩɨɥɤɨɜɧɢɤɚ ɑɟɛɨɬɚɪɟɜɚ «ɧɚ 50 ɬɵɳ ɞɟɧɶɝɚɦɢ, ɞɚ ɤɨɥɹɫɤɭ ɜɚɪɲɚɜ-
ɫɤɭɸ, ɞɚ ɤɨɜɟɪ, ɚ ɞɨ ɬɨɝɨ ɟɳɟ ɨɞɧɨɝɨ – ɧɚ 30», – ɨɩɹɬɶ ɠɟ, ɪɚɡɭɦɟɟɬɫɹ, 
ɟɫɥɢ ɜɟɪɢɬɶ ɩɨɤɚɡɚɧɢɹɦ ɜɫɟ ɬɨɝɨ ɠɟ Ƚɚɜɪɸɲɤɢ, ɥɝɚɬɶ ɤɨɬɨɪɨɦɭ ɜɪɨɞɟ 
ɛɵ ɧɟɡɚɱɟɦ, ɨɞɧɚɤɨ ɜ ɫɥɨɜɚɯ ɟɝɨ ɜɫɬɪɟɱɚɸɬɫɹ ɡɚɦɟɬɧɵɟ ɩɪɨɬɢɜɨɪɟɱɢɹ: 
ɩɪɟɠɞɟ ɜɫɟɝɨ, ɭɫɩɟɬɶ ɪɟɚɥɢɡɨɜɚɬɶ ɜɫɟ ɩɟɪɟɱɢɫɥɟɧɧɨɟ ɦɟɧɟɟ ɱɟɦ ɡɚ ɦɟ-
ɫɹɰ (ɚ ɫɭɞɹ ɩɨ ɜɫɟɦɭ, Ɏɨɪɰɚ ɩɪɨɞɨɥɠɚɟɬ ɥɟɥɟɹɬɶ ɧɚɞɟɠɞɭ ɪɚɫɩɥɚ-
ɬɢɬɶɫɹ ɫ ɞɨɥɝɨɦ) ɩɪɟɞɫɬɚɜɥɹɟɬɫɹ ɟɞɜɚ ɥɢ ɜɨɡɦɨɠɧɵɦ; ɧɨ ɟɫɥɢ ɩɪɟɞɩɨ-
ɥɨɠɢɬɶ, ɱɬɨ ɧɟɤɢɦ ɮɚɧɬɚɫɬɢɱɟɫɤɢɦ ɨɛɪɚɡɨɦ ɢɬɚɥɶɹɧɫɤɢɣ ɩɪɨɯɨɞɢɦɟɰ 
ɜɫɟ ɠɟ ɫɭɦɟɥ ɷɬɨ ɜɨɩɥɨɬɢɬɶ, ɧɟɭɠɟɥɢ ɫɪɟɞɫɬɜ, ɜɵɪɭɱɟɧɧɵɯ ɨɬ ɩɪɨ-
ɞɚɠɢ ɩɨɦɟɫɬɶɹ, ɧɟɞɨɫɬɚɬɨɱɧɨ ɞɥɹ ɜɵɩɨɥɧɟɧɢɹ ɜɡɹɬɨɝɨ ɧɚ ɫɟɛɹ ɨɛɹɡɚ-
ɬɟɥɶɫɬɜɚ?.. Ⱥ ɦɟɠɞɭ ɬɟɦ Ɏɨɪɰɚ ɨɛ ɷɬɢɯ ɞɟɧɶɝɚɯ ɧɟ ɩɪɨɫɬɨ ɧɟ ɭɩɨɦɢ-
ɧɚɟɬ, ɧɨ ɞɚɠɟ ɧɟ ɞɭɦɚɟɬ.  

Ʉɭɞɚ ɛɨɥɟɟ ɜɟɪɨɹɬɧɨ, ɱɬɨ Ƚɚɜɪɸɲɤɚ ɥɠɟɬ – ɥɢɛɨ ɩɨ ɧɚɭɳɟɧɢɸ ɯɨ-
ɡɹɢɧɚ, ɫɬɪɟɦɹɳɟɝɨɫɹ ɫɨɡɞɚɬɶ ɨɩɪɟɞɟɥɟɧɧɨɟ ɩɪɟɞɫɬɚɜɥɟɧɢɟ ɨ ɫɟɛɟ, 
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ɥɢɛɨ ɪɭɤɨɜɨɞɫɬɜɭɹɫɶ ɤɚɤɢɦɢ-ɬɨ ɢɧɵɦɢ, ɫɤɪɵɬɵɦɢ ɨɬ ɡɪɢɬɟɥɹ ɪɟɡɨ-
ɧɚɦɢ. ɂ ɟɳɟ ɨɞɧɨ: ɩɪɨɫɬɨɜɚɬɵɣ ɫɥɭɝɚ ɟɡɞɢɬ ɫ ɛɚɪɢɧɨɦ ɜɪɨɞɟ «ɜɫɟɝɨ 
ɧɟɞɟɥɸ», ɢ «ɧɟɞɟɥɸ ɬɨɦɭ ɧɚɡɚɞ ɨɛɵɝɪɚɥɢ» ɨɧɢ ɩɨɥɤɨɜɧɢɤɚ ɑɟɛɨɬɚ-
ɪɟɜɚ, – ɤɨɝɞɚ ɠɟ ɭɫɩɟɥ ɫɥɭɱɢɬɶɫɹ ɩɨɦɹɧɭɬɵɣ «ɟɳɟ ɨɞɢɧ»?.. ȼɩɪɨɱɟɦ, 
ɜɨɡɦɨɠɧɨ, Ƚɚɜɪɸɲɤɚ ɩɨɬɨɦɭ ɢ ɤɭɞɚ ɦɟɧɟɟ ɩɨɞɪɨɛɧɨ ɨɫɬɚɧɚɜɥɢɜɚɟɬɫɹ 
ɧɚ ɷɬɨɦ ɷɩɢɡɨɞɟ, ɱɬɨ ɧɟ ɛɵɥ ɟɝɨ ɫɜɢɞɟɬɟɥɟɦ, – ɨɞɧɚɤɨ ɷɬɨ ɜɫɬɭɩɚɟɬ  
ɜ ɩɪɨɬɢɜɨɪɟɱɢɟ ɫ ɩɪɢɡɧɚɧɢɟɦ Ɏɨɪɰɚ, ɨɛɪɚɳɟɧɧɵɦ ɤ ɡɚɜɟɬɧɨɣ ɤɨɥɨɞɟ 
ɤɚɪɬ, ɤɨɬɨɪɭɸ ɨɧ ɜɟɥɢɱɚɟɬ «ɤɨɪɨɥɟɜɨɣ»: «ɋ ɬɨɛɨɣ ɡɚ ɧɟɞɟɥɸ ɦɵ ɜɵ-
ɢɝɪɚɥɢ 80 ɬɵɫɹɱ, ɨɫɬɚɥɨɫɶ 20».  

ȼɫɟ ɷɬɨ ɦɨɞɟɥɢɪɭɟɬ ɫɢɬɭɚɰɢɸ ɬɨɬɚɥɶɧɨɣ ɞɟɡɨɪɢɟɧɬɚɰɢɢ, ɚɛɫɨɥɸɬ-
ɧɨɣ ɧɟɭɜɟɪɟɧɧɨɫɬɢ ɜ ɞɨɫɬɨɜɟɪɧɨɫɬɢ ɤɚɤɢɯ ɛɵ ɬɨ ɧɢ ɛɵɥɨ ɫɜɟɞɟɧɢɣ, 
ɫɬɚɧɨɜɹɳɢɯɫɹ ɢɡɜɟɫɬɧɵɦɢ ɡɪɢɬɟɥɸ, ɤɨɬɨɪɵɣ ɪɚɡɞɟɥɹɟɬ ɫ ɝɟɪɨɟɦ ɫɨ-
ɫɬɨɹɧɢɟ ɩɨɫɬɨɹɧɧɨ ɭɯɨɞɹɳɟɣ ɢɡ-ɩɨɞ ɧɨɝ ɡɟɦɥɢ, ɫɬɚɧɨɜɹɳɟɣɫɹ ɧɚɰɢɨ-
ɧɚɥɶɧɨɣ ɩɨɱɜɨɣ, – ɧɟɫɥɭɱɚɣɧɨ ɜ ɮɢɧɚɥɟ ɤɚɪɬɢɧɵ ɷɬɚ ɦɟɬɚɮɨɪɚ ɛɭɤɜɚ-
ɥɢɡɭɟɬɫɹ ɜ ɨɛɪɚɡɟ ɝɪɹɡɢ, ɤɚɤ ɪɟɚɥɶɧɨɣ, ɜ ɤɨɬɨɪɨɣ ɫɬɨɢɬ ɢ ɲɥɟɬ ɩɪɨɤɥɹɬɶɹ 
ɧɟɛɟɫɚɦ, ɫ ɤɨɬɨɪɵɯ ɧɟɞɚɜɧɨ ɧɢɡɜɟɪɝɚɥɢɫɶ ɩɨɬɨɤɢ ɥɢɜɧɹ ɢ ɜ ɤɨɬɨɪɵɯ 
ɧɵɧɟ, ɫɥɨɜɧɨ ɡɧɚɦɟɧɭɹ ɩɪɨɡɪɟɧɢɟ ɝɟɪɨɹ, ɰɜɟɬɟɬ ɪɚɫɫɜɟɬ, ɨɫɬɚɜɲɢɣɫɹ 
ɜ ɞɭɪɚɤɚɯ Ɏɨɪɰɚ, ɬɚɤ ɢ ɫɢɦɜɨɥɢɱɟɫɤɨɣ.  

ȼɨɡɜɪɚɳɚɹɫɶ ɤ ɧɚɱɚɥɭ ɮɢɥɶɦɚ, ɨɬɦɟɬɢɦ, ɱɬɨ ɞɨɠɞɶ ɢɞɟɬ ɢ ɜ ȼɟɧɟ, 
«ɡɚɤɨɥɶɰɨɜɵɜɚɹ» ɝɚɦɦɚɞɭ, ɨɤɪɭɠɚɸɳɭɸ ɧɟɭɞɚɱɥɢɜɨɝɨ ɥɨɜɤɚɱɚ, – 
ɨɩɹɬɶ ɠɟ, ɧɟ ɬɨɥɶɤɨ ɜɧɟɲɧɸɸ, ɧɨ ɢ – ɩɪɟɠɞɟ ɜɫɟɝɨ – ɜɧɭɬɪɟɧɧɸɸ; ɩɨ 
ɤɨɧɬɪɚɫɬɭ ɩɪɨɫɬɪɚɧɫɬɜɨ «Ɋɨɫɫɢ[ɢ], ɭɟɡɞɧ[ɨɝɨ] ɝɨɪɨɞ[ɚ]», ɫɨɝɥɚɫɧɨ 
ɬɢɬɪɭ ɜ ɧɚɱɚɥɟ, ɢ ɟɟ ɛɟɫɤɨɧɟɱɧɨ ɪɚɫɤɢɧɭɜɲɢɯɫɹ ɩɨɥɟɣ, ɩɨ ɤɨɬɨɪɵɦ 
ɩɪɢɜɨɥɶɧɨ ɤɚɬɢɬ ɬɪɨɢɰɚ ɬɨɪɠɟɫɬɜɭɸɳɢɯ ɩɥɭɬɨɜ, ɡɚɥɢɬɨ ɫɨɥɧɟɱɧɵɦ 
ɫɜɟɬɨɦ. ɇɟ ɛɭɞɶ ɷɬɨɣ ɜɧɭɬɪɟɧɧɟɣ ɪɢɮɦɨɜɤɢ, ɜɜɨɞɢɦɨɣ ɨɛɪɚɡɨɦ ɞɨ-
ɠɞɹ, – ɢ ɧɚɥɢɱɟɫɬɜɨɜɚɥɚ ɛɵ ɚɧɬɢɬɟɡɚ ɩɪɹɦɨɥɢɧɟɣɧɚɹ ɞɨ ɧɟ ɩɪɢɥɢɱɟ-
ɫɬɜɭɸɳɟɣ ɩɪɨɢɡɜɟɞɟɧɢɸ ɢɫɤɭɫɫɬɜɚ ɬɨɩɨɪɧɨɫɬɢ; ɡɞɟɫɶ ɠɟ ɩɪɨɬɢɜɨɩɨ-
ɫɬɚɜɥɟɧɢɟ ɩɪɢɫɭɬɫɬɜɭɟɬ, ɧɨ ɪɟɲɟɧɧɨɟ ɤɭɞɚ ɛɨɥɟɟ ɧɟɨɞɧɨɡɧɚɱɧɨ ɢ 
ɞɚɠɟ ɫ ɢɡɜɟɫɬɧɵɦ ɢɡɹɳɟɫɬɜɨɦ – ɩɟɣɡɚɠ ɜɯɨɞɢɬ ɜ ɤɚɱɟɫɬɜɟ ɫɨɫɬɚɜɥɹɸ-
ɳɟɣ ɜ ɞɢɫɤɭɪɫ ɯɭɞɨɠɟɫɬɜɟɧɧɨɣ ɚɧɬɪɨɩɨɥɨɝɢɢ ɫ ɨɛɪɚɡɨɦ ɢɧɞɢɜɢɞɭɚɥɶ-
ɧɨɝɨ (ɢɬɚɥɶɹɧɟɰ Ʌɭɤɢɧɨ Ɏɨɪɰɚ) ɢ ɤɨɥɥɟɤɬɢɜɧɨɝɨ (ɲɚɣɤɚ ɪɭɫɫɤɢɯ – 
ɩɪɢ ɬɨɦ, ɱɬɨ Ʉɪɭɝɟɥɶ, ɤɚɤ ɟɝɨ ɩɨɫɬɨɹɧɧɨ ɯɚɪɚɤɬɟɪɢɡɭɸɬ, «ɧɟɦɟɰ»,  
ɚ ɒɜɨɯɧɟɜ, ɜ ɨɬɥɢɱɢɟ ɨɬ ɫɜɨɟɝɨ ɥɢɬɟɪɚɬɭɪɧɨɝɨ ɩɪɨɬɨɬɢɩɚ, ɤɨɬɨɪɨɝɨ, 
ɢɫɯɨɞɹ ɢɡ ɫɜɢɞɟɬɟɥɶɫɬɜɚ ɬɪɚɤɬɢɪɧɨɝɨ ɫɥɭɝɢ Ⱥɥɟɤɫɟɹ, ɡɨɜɭɬ ɉɟɬɪ ɉɟɬ-
ɪɨɜɢɱ, ɢɦɟɟɬ ɫɬɪɚɧɧɨɟ ɞɥɹ ɪɭɫɫɤɨɝɨ ɢɦɹ Ⱥɩɨɥɥɨɧ – ɜɨ ɝɥɚɜɟ ɫ ɍɬɟɲɢ-
ɬɟɥɶɧɵɦ) ɧɨɫɢɬɟɥɹ ɧɚɰɢɨɧɚɥɶɧɨɣ ɦɟɧɬɚɥɶɧɨɫɬɢ ɜ ɰɟɧɬɪɟ.  
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Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɮɢɥɶɦ ɉ. ɑɭɯɪɚɹ ɨɬɥɢɱɚɟɬɫɹ ɨɬ ɩɶɟɫɵ ɇ. Ƚɨɝɨɥɹ 
ɩɪɟɠɞɟ ɜɫɟɝɨ (ɧɨ ɧɟ ɢɫɤɥɸɱɢɬɟɥɶɧɨ – ɬɚɤ, ɨɬɦɟɬɢɦ ɨɬɥɢɱɧɭɸ ɨɬ ɩɪɟɞ-
ɫɬɚɜɥɟɧɧɨɣ ɜ ɝɨɝɨɥɟɜɫɤɨɦ ɨɪɢɝɢɧɚɥɟ ɚɬɪɢɛɭɰɢɸ ɢɧɵɯ ɪɟɩɥɢɤ – ɫɤɚ-
ɠɟɦ, ɩɪɢɜɟɞɟɧɧɵɟ ɜɵɲɟ ɩɪɟɧɢɹ ɨ ɩɪɟɪɨɝɚɬɢɜɟ ɱɟɥɨɜɟɤɚ ɧɚ ɱɚɫɬɧɭɸ 
ɠɢɡɧɶ ɢɦɟɸɬ ɦɟɫɬɨ ɧɟ ɦɟɠɞɭ ɍɬɟɲɢɬɟɥɶɧɵɦ ɢ Ʉɪɭɝɟɥɟɦ, ɚ ɦɟɠɞɭ 
ɒɜɨɯɧɟɜɵɦ ɢ Ʉɪɭɝɟɥɟɦ ɫɨɨɬɜɟɬɫɬɜɟɧɧɨ, – ɱɬɨ ɧɟɢɡɛɟɠɧɨ ɜɟɞɟɬ  
ɤ ɬɪɚɧɫɮɨɪɦɚɰɢɢ ɯɚɪɚɤɬɟɪɨɜ ɩɟɪɫɨɧɚɠɟɣ ɢ ɢɡɦɟɧɟɧɢɸ ɢɯ ɨɛɪɚɡɨɜ; 
ɜɩɪɨɱɟɦ, ɷɬɚ ɬɟɦɚ ɬɪɟɛɭɟɬ ɫɩɟɰɢɚɥɶɧɨɝɨ ɢɫɫɥɟɞɨɜɚɧɢɹ) ɬɟɦ, ɱɬɨ ɨɧ 
ɢɦɟɟɬ ɨɬɱɟɬɥɢɜɨ ɜɵɪɚɠɟɧɧɵɣ ɢɦɚɝɨɥɨɝɢɱɟɫɤɢɣ ɯɚɪɚɤɬɟɪ, ɚ ɫɮɟɪɭ 
ɢɦɚɝɨɥɨɝɢɢ, ɤɚɤ ɢɡɜɟɫɬɧɨ, ɫɨɫɬɚɜɥɹɸɬ ɩɨɩɵɬɤɢ ɩɨɫɬɢɠɟɧɢɹ ɥɢɤɨɜ 
ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɦɢɪɚ, ɩɪɟɞɫɬɚɜɥɟɧɢɣ ɨ ɞɪɭɝɢɯ ɫɬɪɚɧɚɯ, ɢɯ ɤɭɥɶɬɭɪɚɯ, 
ɧɨɫɢɬɟɥɹɯ, ɜɨɡɧɢɤɚɸɳɢɯ ɜ ɢɧɨɧɚɰɢɨɧɚɥɶɧɨɣ ɫɪɟɞɟ, ɱɟɦ ɢ ɨɩɪɟɞɟɥɹ-
ɟɬɫɹ ɫɭɬɶ «Ɋɭɫɫɤɨɣ ɢɝɪɵ». 

Ɍɚɤ, ɜɵɫɨɤɨɦɟɪɧɵɣ «ɫɵɧ ȿɜɪɨɩɵ ɩɪɨɫɜɟɳɟɧɧɨɣ», ɭɛɟɠɞɟɧɧɵɣ  
ɜ ɫɜɨɟɦ ɩɪɟɜɨɫɯɨɞɫɬɜɟ ɧɚɞ «ɧɚɢɜɧ[ɵɦ]», «ɞɨɛɪ[ɵɦ] ɧɚɪɨɞ[ɨɦ]», ɧɟ ɨɬ-
ɞɚɜɚɹ ɜ ɬɨɦ ɨɬɱɟɬɚ, ɫɚɦ, ɜ ɫɭɳɧɨɫɬɢ, ɩɪɟɞɪɟɤɚɟɬ ɨɠɢɞɚɸɳɟɟ ɟɝɨ ɜ ɝɪɹ-
ɞɭɳɟɦ ɩɨɪɚɠɟɧɢɟ, ɧɟɛɪɟɠɧɨ ɨɬɦɚɯɢɜɚɹɫɶ ɨɬ ɩɪɟɞɥɨɠɟɧɢɹ ɰɵɝɚɧɤɢ 
«ɜɫɸ ɩɪɚɜɞɭ» ɪɚɫɫɤɚɡɚɬɶ: «Ɂɚɱɟɦ ɩɪɚɜɞɭ?» – ɢ ɜɟɥɹ Ƚɚɜɪɸɲɤɟ, ɜɵɩɨɥ-
ɧɹɸɳɟɦɭ ɨɛɹɡɚɧɧɨɫɬɢ ɤɭɱɟɪɚ: «Ƚɨɧɢ!» (ȼ ɤɨɧɬɟɤɫɬɟ ɷɬɨɝɨ ɜɟɫɶɦɚ 
ɢɪɨɧɢɱɧɨ ɡɜɭɱɢɬ ɟɝɨ ɜɨɡɡɜɚɧɢɟ ɤ ɩɨɞɤɭɩɥɟɧɧɨɦɭ ɬɪɚɤɬɢɪɧɨɦɭ ɫɥɭɝɟ 
Ⱥɥɟɤɫɟɸ: «Ɉɬ ɬɟɛɹ – ɬɨɥɶɤɨ ɱɟɫɬɧɨɫɬɶ».) ɇɟɫɥɭɱɚɣɧɨ ɢ ɬɨ, ɱɬɨ ɧɚ 
ɩɪɟɞɥɨɠɟɧɢɟ Ɏɨɪɰɚ: «Ɇɨɠɟɬ, ɩɚɪɬɢɹ ɜ ɤɚɪɬɵ?» – Ʉɪɭɝɟɥɶ ɨɬɜɟɱɚɟɬ 
ɫɨɝɥɚɫɢɟɦ ɫɵɝɪɚɬɶ «ɜ ɞɭɪɚɱɤɚ, ɩɨ-ɧɚɲɟɦɭ». ȼ ɞɭɪɚɤɚɯ Ɏɨɪɰɚ ɢ ɨɫɬɚ-
ɟɬɫɹ, ɢ ɹɛɥɨɤɨ, ɪɨɛɤɨ ɜɥɨɠɟɧɧɨɟ ɜ ɟɝɨ ɪɭɤɭ ɤɪɟɫɬɶɹɧɤɨɣ ɜ ɮɢɧɚɥɟ, 
ɞɨɥɠɧɨ ɡɧɚɦɟɧɨɜɚɬɶ ɨɫɨɡɧɚɧɢɟ ɢɦ ɫɨɛɫɬɜɟɧɧɵɯ ɡɚɛɥɭɠɞɟɧɢɣ, ɚ ɩɨ-
ɤɨɣ, ɩɪɢɲɟɞɲɢɣ ɧɚ ɫɦɟɧɭ ɭɦɨɢɫɫɬɭɩɥɟɧɧɨɦɭ ɨɫɬɟɪɜɟɧɟɧɢɸ, – ɝɨɬɨɜ-
ɧɨɫɬɶ ɨɬɤɚɡɚɬɶɫɹ ɨɬ ɬɚɤɨɜɵɯ. Ɉɬɜɟɬ ɧɚ ɜɨɩɪɨɫ, ɫɬɭɩɢɬ ɥɢ ɨɬɴɹɜɥɟɧɧɵɣ 
«ɲɭɥɟɪ, ɚɜɚɧɬɸɪɢɫɬ ɢ ɞɜɨɟɠɟɧɟɰ» ɧɚ ɫɬɟɡɸ ɞɭɯɨɜɧɨɝɨ ɜɨɡɪɨɠɞɟɧɢɹ, 
ɮɢɥɶɦ ɧɟ ɞɚɟɬ, ɡɚɜɟɪɲɚɹɫɶ ɫɚɤɪɚɦɟɧɬɚɥɶɧɵɦ ɞɥɹ Ƚɨɝɨɥɹ ɨɛɪɚɡɨɦ  
ɞɨɪɨɝɢ, ɭɧɨɫɹɳɟɣ ɜ ɧɟɜɟɞɨɦɭɸ ɞɚɥɶ ɬɪɨɢɰɭ ɨɛɦɨɪɨɱɢɜɲɢɯ Ɏɨɪɰɚ 
ɩɥɭɬɨɜ, ɤɚɤ ɫɢɦɜɨɥɨɦ ɪɨɫɫɢɣɫɤɨɝɨ ɛɵɬɢɹ, ɫɨɩɪɹɝɚɸɳɢɦ, ɩɨɞɨɛɧɨ 
ɬɨɦɭ, ɤɚɤ ɹɜɥɟɧɨ ɷɬɨ ɜ «Ɇɟɪɬɜɵɯ ɞɭɲɚɯ», «ɞɜɚ ɫɸɠɟɬɚ: ɪɟɚɥɶɧɵɣ, ɧɨ 
ɦɢɪɚɠɧɵɣ ɢ ɫɢɦɜɨɥɢɱɟɫɤɢɣ, ɧɨ ɠɢɡɧɟɧɧɵɣ» [3. ɋ. 671], ɢ ɜɜɨɞɹ ɬɟɦɭ 
ɛɨɝɚɬɵɪɫɬɜɚ. 

Ⱦɟɣɫɬɜɢɬɟɥɶɧɨ, «Ɋɭɫɫɤɚɹ ɢɝɪɚ» ɩɨɫɬɭɥɢɪɭɟɬ ɩɨɧɹɬɢɟ ɪɭɫɫɤɨɣ ɦɟɧ-
ɬɚɥɶɧɨɫɬɢ, ɩɪɟɞɩɨɥɚɝɚɸɳɟɣ ɫɭɳɟɫɬɜɨɜɚɧɢɟ ɝɥɭɛɢɧɧɵɯ, ɢɫɬɨɪɢɱɟɫɤɢ 
ɫɮɨɪɦɢɪɨɜɚɜɲɢɯɫɹ ɩɥɚɫɬɨɜ ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɫɨɡɧɚɧɢɹ ɢ ɩɨɞɫɨɡɧɚɧɢɹ, 
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ɨɛɨɡɧɚɱɚɹ ɫɮɟɪɭ ɧɟɨɬɪɟɮɥɟɤɬɢɪɨɜɚɧɧɨɣ, ɫɬɢɯɢɣɧɨ ɪɚɡɜɢɜɚɸɳɟɣɫɹ 
ɦɵɫɥɢ, ɧɟ ɨɬɞɟɥɟɧɧɨɣ ɨɬ ɷɦɨɰɢɣ, ɩɪɢɜɵɱɟɤ, ɢɧɬɟɧɰɢɣ – ɨɬ ɩɪɢɫɭɳɟɝɨ 
ɪɭɫɫɤɨɦɭ ɱɟɥɨɜɟɤɭ ɬɹɝɨɬɟɧɢɹ ɤ ɫɨɛɨɪɧɨɫɬɢ («Ⱥ ɜɨɬ ɫɤɚɠɢɬɟ ɦɧɟ, ɤɚɤ 
ɢɫɬɵɣ ɫɵɧ ȿɜɪɨɩɵ ɩɪɨɫɜɟɳɟɧɧɨɣ, ɨɬɱɟɝɨ ɷɬɨ ɪɭɫɫɤɨɝɨ ɱɟɥɨɜɟɤɚ ɧɟ-
ɪɭɫɫɤɚɹ ɦɭɡɵɤɚ ɜɨɬ ɬɚɤ ɜɨɬ ɡɚ ɞɭɲɭ ɛɟɪɟɬ? ɂ ɨɫɨɛɥɢɜɨ ɤɨɝɞɚ ɜɨɬ ɬɚɤ 
ɜɨɬ ɜɫɟ… ɜɦɟɫɬɟ…»), ɜɵɪɚɠɚɸɳɟɝɨɫɹ ɩɪɟɠɞɟ ɜɫɟɝɨ, ɤɨɧɟɱɧɨ, ɧɟ ɜ ɷɬɨɦ 
ɧɚɪɨɱɢɬɨɦ ɜɨɩɪɨɫɟ ɍɬɟɲɢɬɟɥɶɧɨɝɨ, ɧɨ ɜ ɫɥɚɠɟɧɧɨɫɬɢ ɫɨɜɨɤɭɩɧɵɯ 
ɞɟɣɫɬɜɢɣ ɤɨɦɚɧɞɵ ɨɛɦɚɧɳɢɤɨɜ, ɞɨ ɚɮɨɪɢɫɬɢɱɟɫɤɢ ɬɨɱɧɵɯ ɯɚɪɚɤɬɟɪɢ-
ɫɬɢɤ ɪɭɫɫɤɨɝɨ ɯɚɪɚɤɬɟɪɚ (ɜɵɫɤɚɡɵɜɚɧɢɹ ɍɬɟɲɢɬɟɥɶɧɨɝɨ: «ɉɪɢɬɜɨɪ-
ɫɬɜɨ ɧɟ ɜ ɪɭɫɫɤɨɦ ɨɛɵɱɚɟ», «ȼ ɪɨɬ ɧɟ ɛɟɪɟɬ, ɯɨɬɶ ɢ ɪɭɫɫɤɢɣ», –  
ɢɥɢ ɒɜɨɯɧɟɜɚ: «Ɋɭɫɫɤɨɦɭ ɫɤɭɱɧɨ ɛɟɡ ɪɢɫɤɚ») ɢ ɧɚɰɢɨɧɚɥɶɧɨɣ ɠɢɡɧɢ 
(«ȼ Ɋɨɫɫɢɢ ɞɭɪɚɤ ɧɚ ɤɚɠɞɨɦ ɲɚɝɭ ɫɚɦ ɜ ɪɭɤɢ ɩɪɟɬ» (ɒɜɨɯɧɟɜ), «Ɍɚɤ, 
ɩɨɠɚɥɭɣ, ɜɫɹ Ɋɨɫɫɢɹ ɞɨɥɠɧɚ ɡɚɫɬɪɟɥɢɬɶɫɹ! ɍ ɧɚɫ ɜɫɹɤɢɣ ɢɥɢ ɩɪɨɢɝ-
ɪɚɥɫɹ, ɢɥɢ ɬɨɱɧɨ ɧɚɦɟɪɟɧ» (ɍɬɟɲɢɬɟɥɶɧɵɣ)), – ɢ ɟɟ ɪɟɰɟɩɰɢɢ ɩɪɟɞ-
ɫɬɚɜɢɬɟɥɟɦ ɢɧɨɣ ɤɭɥɶɬɭɪɵ; ɞɪɭɝɨɟ ɞɟɥɨ, ɢɫɬɢɧɧɨɫɬɶ ɜɫɟɝɨ ɜɟɪɛɚɥɢɡɢ-
ɪɨɜɚɧɧɨɝɨ ɛɨɥɟɟ ɱɟɦ ɫɨɦɧɢɬɟɥɶɧɚ, ɛɭɞɭɱɢ ɜɥɨɠɟɧɚ ɜ ɭɫɬɚ ɬɟɯ, ɱɬɨ 
«ɫɥɨɜɟɱɤɚ ɜ ɩɪɨɫɬɨɬɟ ɧɟ ɫɤɚɠɭɬ» [4. ɋ. 47], ɢ ɜɫɟ ɫɤɚɡɚɧɧɨɟ ɨɛɧɚɪɭɠɢ-
ɜɚɟɬ ɫɤɪɵɬɵɣ ɫɦɵɫɥ, ɡɚɱɚɫɬɭɸ ɩɪɹɦɨ ɩɪɨɬɢɜɨɩɨɥɨɠɧɵɣ ɤɚɠɭɳɟɦɭɫɹ, 
ɤɚɤ, ɧɚɩɪɢɦɟɪ, ɮɪɚɡɚ ɒɜɨɯɧɟɜɚ «Ȼɨɥɜɚɧɵ ɧɚ Ɋɭɫɢ ɧɚ ɤɚɠɞɨɦ ɲɚɝɭ», 
ɫɥɭɠɚɳɚɹ ɧɚɦɟɤɨɦ ɧɚ ɢɫɬɢɧɧɭɸ ɪɨɥɶ Ɏɨɪɰɚ ɜ ɪɚɡɵɝɪɵɜɚɟɦɨɣ ɬɪɟɦɹ 
«ɚɪɬɢɫɬɚɦɢ» ɩɚɪɬɢɢ. (Ʉ ɫɥɨɜɭ, «Ɋɭɫɶ» ɜɦɟɫɬɨ «Ɋɨɫɫɢɢ» ɟɫɬɶ ɹɜɫɬɜɟɧ-
ɧɨɟ ɭɤɚɡɚɧɢɟ ɧɚ ɢɡɜɟɱɧɵɣ ɯɚɪɚɤɬɟɪ ɞɟɦɨɧɫɬɪɢɪɭɟɦɨɝɨ.)  

ɂ ɩɨɬɨɦɭ ɩɨɞɥɢɧɧɚɹ «ɪɭɫɫɤɨɫɬɶ» ɜ ɮɢɥɶɦɟ ɫɜɹɡɚɧɚ ɧɟ ɬɨɥɶɤɨ  
ɫ ɩɥɚɧɨɦ ɫɨɞɟɪɠɚɧɢɹ, ɨɬɦɟɱɟɧɧɵɦ ɩɨɞɱɟɪɤɧɭɬɨɣ ɫɟɦɚɧɬɢɱɟɫɤɨɣ ɧɟ-
ɨɩɪɟɞɟɥɟɧɧɨɫɬɶɸ, ɧɨ ɢ ɫ ɩɥɚɧɨɦ ɜɵɪɚɠɟɧɢɹ ɢ ɪɟɩɪɟɡɟɧɬɢɪɭɟɬɫɹ 
ɧɟɤɢɦɢ ɚɧɚɥɨɝɚɦɢ ɯɪɟɫɬɨɦɚɬɢɣɧɵɯ ɝɨɝɨɥɟɜɫɤɢɯ «ɥɢɪɢɱɟɫɤɢɯ ɨɬɫɬɭɩ-
ɥɟɧɢɣ» – ɩɟɣɡɚɠɟɦ ɛɟɫɤɪɚɣɧɟɣ ɫɬɟɩɢ, ɫɢɦɜɨɥɢɡɢɪɭɸɳɟɣ ɛɟɡɝɪɚɧɢɱ-
ɧɵɣ ɩɨɬɟɧɰɢɚɥ Ɋɭɫɢ-Ɋɨɫɫɢɢ, ɩɪɢɱɟɦ ɩɪɨɥɟɝɚɸɳɚɹ ɩɨ ɧɟɣ ɞɨɪɨɝɚ ɞɢɫ-
ɫɨɧɢɪɭɟɬ ɫ ɨɛɪɚɡɚɦɢ ɥɸɞɟɣ, ɤɨɬɨɪɵɟ ɩɨ ɧɟɣ ɟɞɭɬ, – ɢɛɨ ɤɚɬɢɬ ɩɨ ɷɬɨɣ 
ɞɨɪɨɝɟ ɫɨɜɫɟɦ ɧɟ ɛɨɝɚɬɵɪɫɤɚɹ ɛɪɢɱɤɚ, ɜɨɩɥɨɳɚɸɳɚɹ ɦɵɫɥɶ ɨ ɬɨɦ, ɤɚɤ 
ɦɧɨɝɨ ɞɚɧɨ ɪɭɫɫɤɨɦɭ ɱɟɥɨɜɟɤɭ ɢ ɤɚɤ ɦɚɥɨ ɨɧ ɜɨɩɥɨɬɢɥ (ɞɟɣɫɬɜɢ-
ɬɟɥɶɧɨ, ɧɟ ɫɱɢɬɚɬɶ ɠɟ ɞɨɫɬɢɠɟɧɢɟɦ, ɞɨɫɬɨɣɧɵɦ ɨɝɪɨɦɧɵɯ ɪɨɫɫɢɣɫɤɢɯ 
ɩɪɨɫɬɨɪɨɜ, ɨɞɭɪɚɱɢɜɚɧɢɟ ɫɚɦɨɜɥɸɛɥɟɧɧɨɝɨ ɢɬɚɥɶɹɧɫɤɨɝɨ ɤɚɪɬɟɠ-
ɧɢɤɚ), ɩɨɷɬɢɱɧɵɦɢ ɡɚɪɢɫɨɜɤɚɦɢ ɫɟɥɶɫɤɨɝɨ ɛɵɬɚ, ɛɟɡɭɞɟɪɠɧɨɣ  
ɩɥɹɫɤɨɣ ɦɨɥɨɞɨɣ ɰɵɝɚɧɤɢ, ɫɨɩɪɨɜɨɠɞɚɟɦɨɣ ɩɟɪɟɛɨɪɨɦ ɰɵɝɚɧɫɤɨɣ 
ɝɢɬɚɪɵ, ɪɨɦɚɧɫɨɦ «Ɉɞɧɨɡɜɭɱɧɨ ɝɪɟɦɢɬ ɤɨɥɨɤɨɥɶɱɢɤ…» ȼɵɫɬɭɩɚɹ ɨɪ-
ɝɚɧɢɱɟɫɤɨɣ ɱɚɫɬɶɸ ɢ ɫɨɞɟɪɠɚɧɢɹ, ɢ ɩɨɷɬɢɤɢ «Ɋɭɫɫɤɨɣ ɢɝɪɵ», ɨɧɢ 
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ɫɬɚɧɨɜɹɬɫɹ «ɥɢɰɚ ɧɟɨɛɳɢɦ ɜɵɪɚɠɟɧɶɟɦ» [5] ɧɟɩɨɞɞɟɥɶɧɨɝɨ ɞɭɯɚ 
ɧɚɰɢɨɧɚɥɶɧɨɣ ɫɭɛɫɬɚɧɰɢɢ. 

ȼ ɤɚɪɬɢɧɟ ɧɟ ɩɪɟɞɩɪɢɧɢɦɚɟɬɫɹ ɩɨɩɵɬɨɤ ɯɨɬɶ ɜ ɤɚɤɨɣ-ɬɨ ɫɬɟɩɟɧɢ 
ɢɞɟɚɥɢɡɢɪɨɜɚɬɶ ɩɪɨɬɢɜɨɫɬɨɹɳɢɯ Ɏɨɪɰɚ «ɤɨɦɛɢɧɚɬɨɪɨɜ», ɨɤɚɡɵɜɚɸ-
ɳɢɯɫɹ ɧɟ ɜ ɫɨɫɬɨɹɧɢɢ ɨɩɪɟɞɟɥɢɬɶ ɧɚɰɢɨɧɚɥɶɧɭɸ ɩɪɢɧɚɞɥɟɠɧɨɫɬɶ 
ɩɪɢɛɵɜɲɟɝɨ ɜ ɬɪɚɤɬɢɪ ɢɧɨɫɬɪɚɧɰɚ («Ɏɪɚɧɰɭɡ, ɧɟɬ?..» – ɫɩɪɚɜɥɹɟɬɫɹ 
ɒɜɨɯɧɟɜ ɭ Ƚɚɜɪɸɲɤɢ) ɢ ɨɬɥɢɱɚɸɳɢɯɫɹ ɨɬ ɫɜɨɢɯ ɫɨɡɞɚɧɧɵɯ Ƚɨɝɨɥɟɦ 
ɩɪɨɬɨɬɢɩɨɜ ɚɝɪɟɫɫɢɜɧɨɫɬɶɸ, ɞɚɠɟ ɠɟɫɬɨɤɨɫɬɶɸ (ɫɦ. ɭɝɪɨɡɭ ɍɬɟɲɢ-
ɬɟɥɶɧɨɝɨ Ⱥɥɟɤɫɟɸ: «Ƚɥɹɞɢ, ɛɪɚɬ! ə ɬɟɛɹ ɤɚɤ ɫɟɥɟɞɤɭ ɩɨɪɟɠɭ!»), ɧɨ ɬɨ, 
ɱɬɨ ɚɩɨɮɟɨɡɨɦ ɮɭɧɤɰɢɨɧɢɪɨɜɚɧɢɹ ɜ ɮɢɥɶɦɟ ɫɤɜɨɡɧɨɝɨ ɦɨɬɢɜɚ ɩɟɧɢɹ 
ɹɜɥɹɟɬɫɹ ɢɫɩɨɥɧɟɧɢɟ ɢɦɟɧɧɨ ɢɦɢ ɡɧɚɦɟɧɢɬɨɝɨ ɪɨɦɚɧɫɚ ɧɚ ɫɬɢɯɢ 
ɂɜɚɧɚ Ɇɚɤɚɪɨɜɚ, ɞɟɥɚɟɬ «ɬɪɟɯ ɫɚɦɨɡɜɚɧɰɟɜ» ɱɚɫɬɶɸ ɧɟɩɨɜɬɨɪɢɦɨɣ 
«ɛɨɝɚɬɵɪɫɤɨɣ ɫɢɦɮɨɧɢɢ» (Ⱥɥɟɤɫɚɧɞɪ əɧɭɲɤɟɜɢɱ) ɨɬɟɱɟɫɬɜɟɧɧɨɝɨ 
ɜɟɤɨɜɚɧɶɹ. ɇɨ ɜɚɠɧɨ, ɱɬɨ ɜ ɨɩɪɟɞɟɥɟɧɧɵɣ ɦɨɦɟɧɬ ɩɟɫɧɹ ɨɛɪɵɜɚɟɬɫɹ – 
ɥɸɞɢ ɤɚɤ ɛɵ «ɩɥɨɯɨ» ɩɨɸɬ, ɧɟ ɫɨɨɬɜɟɬɫɬɜɭɹ ɧɟɨɛɨɡɪɢɦɨɫɬɢ ɨɧɬɨɥɨ-
ɝɢɱɟɫɤɢɯ ɤɪɢɬɟɪɢɟɜ ɪɭɫɫɤɨɣ ɠɢɡɧɢ. Ɉɧɢ – ɟɟ ɨɥɢɰɟɬɜɨɪɟɧɢɟ, ɜɨɱɟɥɨ-
ɜɟɱɟɧɢɟ ɢɞɟɢ ɧɟɞɨɪɟɚɥɢɡɨɜɚɧɧɨɫɬɢ ɛɟɡɦɟɪɧɵɯ ɪɨɫɫɢɣɫɤɢɯ ɪɚɡɞɨɥɢɣ, 
ɩɪɢɡɜɚɧɧɵɟ ɧɟ ɬɨɥɶɤɨ ɡɚɹɜɢɬɶ ɨ ɠɢɡɧɟɫɩɨɫɨɛɧɨɫɬɢ ɧɚɰɢɢ, ɫɩɨɫɨɛɧɨɣ 
ɨɬɫɬɨɹɬɶ ɫɟɛɹ ɜ ɛɨɪɶɛɟ ɫ ɫɢɥɶɧɟɣɲɢɦ ɩɪɨɬɢɜɧɢɤɨɦ, ɧɨ ɢ – ɩɪɟɠɞɟ 
ɜɫɟɝɨ – ɜɫɤɪɵɬɶ ɩɪɨɛɥɟɦɵ ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɪɚɡɜɢɬɢɹ ɢ ɱɟɥɨɜɟɱɟɫɤɨɝɨ 
ɫɭɳɟɫɬɜɨɜɚɧɢɹ; ɨɧɢ – ɧɟ ɫɬɨɥɶɤɨ ɞɟɦɨɧɵ (ɜ ɨɬɥɢɱɢɟ ɨɬ ɝɨɝɨɥɟɜɫɤɢɯ 
«ɂɝɪɨɤɨɜ», ɨɬɦɟɱɟɧɧɵɯ ɨɬɱɟɬɥɢɜɨ ɢɧɮɟɪɧɚɥɶɧɨɣ ɨɛɪɚɡɧɨɫɬɶɸ), 
ɫɤɨɥɶɤɨ ɞɭɯɢ, ɚɧɬɪɨɩɨɥɨɝɢɱɟɫɤɚɹ ɭɧɢɜɟɪɫɚɥɢɹ ɮɟɧɨɦɟɧɚ ɞɚɥɟɤɨɣ ɨɬ 
ɢɞɟɚɥɚ ɪɭɫɫɤɨɣ ɞɟɣɫɬɜɢɬɟɥɶɧɨɫɬɢ. ɉɪɢ ɷɬɨɦ ɞɟɦɨɧɢɡɦ ɧɟ ɧɢɜɟɥɢɪɭ-
ɟɬɫɹ ɨɤɨɧɱɚɬɟɥɶɧɨ: ɬɚɤ, ɝɟɪɨɟɜ ɬɚɤ ɠɟ «ɜ ɇɢɠɧɟɦ ɠɞɭɬ» (ɩɪɚɜɞɚ, ɫɧɢ-
ɠɚɹ ɟɝɨ ɝɪɚɞɭɫ, ɩɨɹɫɧɹɟɬɫɹ, ɱɬɨ ɷɬɨ «ɝɨɪɨɞɨɤ ɬɚɤɨɣ, ɹɪɦɚɪɤɚ ɬɚɦ»). 

ȼɜɢɞɭ ɷɬɨɝɨ ɫɥɨɜɚ ɫɥɭɝɢ Ⱥɥɟɤɫɟɹ ɨ ɬɨɦ, ɱɬɨ ɜ ɬɪɚɤɬɢɪɟ «ɞɚ ɠɢɜɭɬ 
ɧɵɧɱɟ ɧɟɦɧɨɝɨ» (ɜ ɨɬɥɢɱɢɟ ɨɬ ɯɚɪɚɤɬɟɪɢɫɬɢɤɢ, ɞɚɧɧɨɣ ɜ ɩɶɟɫɟ:  
«Ⱦɚ ɠɢɜɭɬ ɬɟɩɟɪɶ ɦɧɨɝɨ; ɜɫɟ ɧɨɦɟɪɚ ɩɨɱɬɢ ɡɚɧɹɬɵ» [2. ɋ. 65]), ɨɛɪɟ-
ɬɚɸɬ ɜ ɨɛɳɟɦ ɤɨɧɬɟɤɫɬɟ «Ɋɭɫɫɤɨɣ ɢɝɪɵ» ɯɚɪɚɤɬɟɪ ɩɨɱɬɢ ɦɟɧɬɚɥɶɧɨɝɨ 
ɫɢɦɜɨɥɚ. 

Ȼɟɡ ɷɬɨɝɨ ɦɨɠɟɬ ɩɨɤɚɡɚɬɶɫɹ, ɱɬɨ ɩɨɫɵɥ ɥɟɧɬɵ ɫɜɨɞɢɬɫɹ ɤ ɬɨɦɭ, ɱɬɨ 
ɟɜɪɨɩɟɟɰ, ɩɪɢɜɵɤɲɢɣ, ɱɬɨ ɜ ɰɢɜɢɥɢɡɨɜɚɧɧɨɦ ɨɛɳɟɫɬɜɟ ɩɥɭɬɨɜɫɬɜɨ – 
ɷɬɨ ɦɚɪɝɢɧɚɥɢɹ, ɨɤɚɡɵɜɚɟɬɫɹ ɜ ɩɪɨɫɬɪɚɧɫɬɜɟ, ɝɞɟ ɨɧɨ ɩɪɟɞɫɬɚɟɬ ɧɨɪ-
ɦɨɣ ɠɢɡɧɢ, ɢ «ɜɫɹ ɠɢɡɧɶ – ɢɝɪɚ, ɚ ɥɸɞɢ ɜ ɧɟɣ ɲɭɥɟɪɵ» (ɜ ɷɬɨɦ ɫɦɵɫɥɟ 
ɫɜɨɟ ɡɚɤɨɧɨɦɟɪɧɨɟ ɦɟɫɬɨ ɨɛɪɟɬɚɸɬ ɢ ɨɛɪɚɡɵ ɰɵɝɚɧ, ɜ ɮɢɥɶɦɟ ɱɟɫɬɧɨ 
ɨɬɪɚɛɚɬɵɜɚɸɳɢɯ ɠɚɥɭɟɦɵɣ ɢɦ ɡɚɪɚɛɨɬɨɤ, ɪɚɡɜɥɟɤɚɹ ɨɫɬɚɧɨɜɢɜɲɢɯɫɹ 
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ɜ ɬɪɚɤɬɢɪɟ ɝɨɫɩɨɞ, ɧɨ ɞɢɫɤɪɟɞɢɬɢɪɭɟɦɵɯ ɫɚɦɨɣ ɩɪɢɧɚɞɥɟɠɧɨɫɬɶɸ  
ɤ ɷɬɧɢɱɟɫɤɨɣ ɝɪɭɩɩɟ, ɪɚɫɯɨɠɢɦ ɩɪɟɞɫɬɚɜɥɟɧɢɟɦ ɨ ɤɨɬɨɪɨɣ ɹɜɥɹɟɬɫɹ 
ɫɤɥɨɧɧɨɫɬɶ ɟɟ ɩɪɟɞɫɬɚɜɢɬɟɥɟɣ ɤ ɦɨɲɟɧɧɢɱɟɫɤɢɦ ɩɪɨɞɟɥɤɚɦ, ɜ ɤɨɧɬɟɤ-
ɫɬɟ ɱɟɝɨ ɧɟɥɶɡɹ ɧɟ ɩɪɢɩɨɦɧɢɬɶ, ɫɤɚɠɟɦ, ɫɸɠɟɬ ɝɨɝɨɥɟɜɫɤɨɣ «ɋɨɪɨ-
ɱɢɧɫɤɨɣ ɹɪɦɚɪɤɢ»), ɚ ɫɚɦɨ ɩɪɨɢɡɜɟɞɟɧɢɟ – ɢɫɤɥɸɱɢɬɟɥɶɧɨ ɫɚɬɢɪɚ, ɬɨ-
ɬɚɥɶɧɨɟ ɨɬɪɢɰɚɧɢɟ. ɇɨ ɩɨɞɨɛɧɨ ɬɨɦɭ, ɤɚɤ ɜ ɚɧɚɥɨɝɢɱɧɨɣ ɫɢɬɭɚɰɢɢ 
ɇ. Ƚɨɝɨɥɶ ɫɟɬɨɜɚɥ ɜ «Ɍɟɚɬɪɚɥɶɧɨɦ ɪɚɡɴɟɡɞɟ…» ɭɫɬɚɦɢ Ⱥɜɬɨɪɚ ɩɢɟɫɵ: 
«ɋɬɪɚɧɧɨ: ɦɧɟ ɠɚɥɶ, ɱɬɨ ɧɢɤɬɨ ɧɟ ɡɚɦɟɬɢɥ ɱɟɫɬɧɨɝɨ ɥɢɰɚ, ɛɵɜɲɟɝɨ  
ɜ ɦɨɟɣ ɩɢɟɫɟ. Ⱦɚ, ɛɵɥɨ ɨɞɧɨ ɱɟɫɬɧɨɟ, ɛɥɚɝɨɪɨɞɧɨɟ ɥɢɰɨ, ɞɟɣɫɬɜɨɜɚɜɲɟɟ 
ɜ ɧɟɣ ɜɨ ɜɫɟ ɩɪɨɞɨɥɠɟɧɢɟ ɟɟ. ɗɬɨ ɱɟɫɬɧɨɟ, ɛɥɚɝɨɪɨɞɧɨɟ ɥɢɰɨ ɛɵɥ – 
ɫɦɟɯ» [6. ɋ. 169], – ɜɨɡɥɚɝɚɹ ɧɚ ɜɵɞɟɥɟɧɧɵɣ ɤɭɪɫɢɜɨɦ ɚɧɬɪɨɩɨɧɢɦ ɦɢ-
ɪɨɡɢɠɞɢɬɟɥɶɧɭɸ ɦɢɫɫɢɸ, ɉ. ɑɭɯɪɚɣ ɩɪɢɡɧɚɟɬɫɹ ɜ ɩɭɫɬɶ ɫɬɪɚɧɧɨɣ, ɧɨ 
ɢɫɤɪɟɧɧɟɣ ɥɸɛɜɢ ɤ Ɋɨɫɫɢɢ, ɧɟɨɬɞɟɥɢɦɨɣ ɨɬ ɫɬɪɚɫɬɧɨɝɨ ɩɪɢɡɵɜɚ ɤ ɪɟ-
ɲɟɧɢɸ ɟɟ ɫɭɳɧɨɫɬɧɵɯ ɩɪɨɛɥɟɦ, – ɢ ɩɨɬɨɦɭ ɮɢɥɶɦ ɧɟ ɥɢɲɟɧ ɫɚɬɢɪɢ-
ɱɟɫɤɨɣ ɧɚɩɪɚɜɥɟɧɧɨɫɬɢ. ɇɨ ɮɢɧɚɥɶɧɵɣ ɬɚɧɟɰ ɰɵɝɚɧ, ɫɨɫɟɞɫɬɜɭɸɳɢɣ 
ɫ ɢɫɩɨɥɧɟɧɢɟɦ ɪɨɦɚɧɫɚ «Ɉɞɧɨɡɜɭɱɧɨ ɝɪɟɦɢɬ ɤɨɥɨɤɨɥɶɱɢɤ…» – ɞɜɟ 
ɫɬɨɪɨɧɵ ɨɞɧɨɣ ɦɟɞɚɥɢ – ɫɬɢɯɢɢ ɧɚɰɢɨɧɚɥɶɧɨɣ ɠɢɡɧɢ ɤɚɤ ɩɪɚɡɞɧɢɤɚ, 
ɧɚɪɨɞɧɨɝɨ ɜɟɫɟɥɶɹ – ɢ ɞɪɚɦɚɬɢɱɟɫɤɢɯ ɪɚɡɞɭɦɢɣ. 

Ʉɨɫɦɨɩɨɥɢɬ Ɏɨɪɰɚ ɠɟ, ɝɨɬɨɜɵɣ ɩɪɨɦɟɧɹɬɶ ɞɨɦ ɜ ɇɟɚɩɨɥɟ ɧɚ ɉɚ-
ɪɢɠ, ɱɬɨ ɞɥɹ Ƚɨɝɨɥɹ – «ɫɬɪɚɲɧɨɟ ɰɚɪɫɬɜɨ ɫɥɨɜ ɜɦɟɫɬɨ ɞɟɥ» [7. ɋ. 227], 
ɝɨɪɨɞ-ɦɢɪɚɠ, ɬɨɩɨɫ, ɫɭɛɫɬɚɧɰɢɚɥɶɧɨɣ ɱɟɪɬɨɣ ɤɨɬɨɪɨɝɨ ɹɜɥɹɟɬɫɹ «ɤɚ-
ɡɚɬɶɫɹ, ɚ ɧɟ ɛɵɬɶ» (Ⱥ. əɧɭɲɤɟɜɢɱ), ɝɥɭɯ ɤ ɨɫɨɛɟɧɧɨɫɬɹɦ ɧɚɰɢɨɧɚɥɶ-
ɧɨɝɨ ɛɵɬɢɹ: ɬɚɤ, ɜ ɨɬɜɟɬ ɧɚ ɩɪɟɞɭɩɪɟɠɞɟɧɢɟ ɍɬɟɲɢɬɟɥɶɧɨɝɨ ɨ ɬɨɦ, ɱɬɨ 
ɟɝɨ ɫ ɩɪɢɹɬɟɥɹɦɢ «ɫɨɫɟɞ ɩɨ ɧɭɦɟɪɚɦ» «ɧɟ ɢɝɪɚɟɬ ɜɨɜɫɟ», ɢɬɚɥɶɹɧɟɰ  
ɫ ɚɩɥɨɦɛɨɦ ɜɨɡɪɚɠɚɟɬ: «ə ɜ ɉɪɭɫɫɢɢ ɨɛɵɝɪɚɥ ɞɜɭɯ ɝɟɧɟɪɚɥɨɜ ɢ ɦɚɪ-
ɲɚɥɚ» (ɫɬɨɢɬ ɥɢ ɝɨɜɨɪɢɬɶ, ɱɬɨ ɧɚ ɷɬɭ ɫɚɦɨɧɚɞɟɹɧɧɨɫɬɶ ɢ ɪɚɫɫɱɢɬɵ-
ɜɚɸɬ ɦɨɪɨɱɚɳɢɟ ɟɝɨ ɦɚɯɢɧɚɬɨɪɵ), ɩɨ ɜɫɟɣ ɜɟɪɨɹɬɧɨɫɬɢ, ɧɟ ɜɢɞɹ ɛɨɥɶ-
ɲɨɣ ɪɚɡɧɢɰɵ ɦɟɠɞɭ ɞɜɭɦɹ ɫɬɪɚɧɚɦɢ. ɉɪɢ ɷɬɨɦ ɭ ɧɟɝɨ ɹɜɧɨ ɫɮɨɪɦɢ-
ɪɨɜɚɧ ɨɩɪɟɞɟɥɟɧɧɵɣ «ɮɨɧ» – «ɝɨɪɢɡɨɧɬ ɨɠɢɞɚɧɢɣ», ɨɛɭɫɥɨɜɥɟɧɧɵɣ 
ɨɩɨɫɪɟɞɨɜɚɧɧɵɦ ɩɪɟɞɜɚɪɢɬɟɥɶɧɵɦ ɡɧɚɤɨɦɫɬɜɨɦ ɫ ɱɭɠɨɣ ɫɬɪɚɧɨɣ, ɟɟ 
ɤɭɥɶɬɭɪɨɣ ɢ ɦɟɧɬɚɥɶɧɨɫɬɶɸ, ɱɬɨ ɨɧ ɪɟɩɪɟɡɟɧɬɢɪɭɟɬ ɜ ɞɢɚɥɨɝɟ ɫ ɍɬɟ-
ɲɢɬɟɥɶɧɵɦ, ɤɨɝɞɚ ɧɚ ɜɨɩɪɨɫ «Ɍɚɦ, ɜ ȿɜɪɨɩɚɯ, ɧɚɫ, ɪɭɫɫɤɢɯ, ɧɟɛɨɫɶ ɡɚ 
ɞɭɪɚɤɨɜ ɞɟɪɠɚɬ?» – ɭɤɥɨɧɱɢɜɨ ɨɬɜɟɱɚɟɬ: «Ɋɭɫɫɤɢɣ – ɲɢɪɨɤɢɣ ɱɟɥɨ-
ɜɟɤ… ȼɨɞɤɢ ɦɧɨɝɨ ɩɶɟɬ. ɇɨ ɨɧ ɞɨɛɪɵɣ… ɧɟɦɧɨɝɨ ɞɨɜɟɪɱɢɜ», ɧɚ ɱɬɨ 
ɩɨɥɭɱɚɟɬ ɫɨɤɪɭɲɢɬɟɥɶɧɨ ɹɡɜɢɬɟɥɶɧɵɣ ɨɬɜɟɬ: «ȼɨɬ ɜɫɟ ɠ ɩɨ-ɬɜɨɟɦɭ ɢ 
ɞɭɪɚɤ ɜɵɯɨɞɢɬ!»; ɨɞɧɚɤɨ ɤɨɧɰɟɩɬ «ɱɭɠɨɝɨ», ɜɨɩɥɨɳɟɧɧɵɣ ɜ ɫɸɠɟɬɟ 
ɩɨɩɵɬɤɢ ɩɪɢɨɛɳɟɧɢɹ ɤ ɢɧɨɣ ɦɟɧɬɚɥɶɧɨɫɬɢ (ɩɪɟɭɜɟɥɢɱɟɧɧɨ-ɜɨɫɬɨɪ-
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ɠɟɧɧɚɹ ɪɟɚɤɰɢɹ ɒɜɨɯɧɟɜɚ ɧɚ «ɢ ɞɪɭɠɛ[ɭ] ɢ ɫɨɸɡ» ɫ ɢɬɚɥɶɹɧɫɤɢɦ ɦɚ-
ɫɬɟɪɨɦ ɲɭɥɟɪɫɬɜɚ: «Ɍɚɤ ɡɚ ɭɱɢɬɟɥɹ ɧɚɲɟɝɨ, ɡɚ ȿɜɪɨɩɭ ɢ ɡɚ ɫɨɸɡ!» – ɢ 
ɧɟɫɤɨɥɶɤɨ ɞɚɥɟɟ: «ȿɜɪɨɩɚ ɢ Ɋɭɫɶ-ɦɚɬɭɲɤɚ!», – ɢɥɢ ɨɞɨɛɪɢɬɟɥɶɧɨɟ ɡɚ-
ɦɟɱɚɧɢɟ ɍɬɟɲɢɬɟɥɶɧɨɝɨ, ɨɛɪɚɳɟɧɧɨɟ ɤ ɩɨɫɥɟɞɧɟɦɭ: «ɇɚ ɪɭɫɫɤɨɝɨ 
ɫɬɚɧɨɜɢɲɶɫɹ ɩɨɯɨɠ!»), ɨɛɨɪɚɱɢɜɚɟɬɫɹ ɜ ɮɢɧɚɥɟ ɨɬɱɭɠɞɟɧɢɟɦ ɨɬ ɫɥɢɲ-
ɤɨɦ ɧɟɩɨɯɨɠɟɣ ɦɟɧɬɚɥɶɧɨɫɬɢ: ɬɚɤ, «ȿɫɬɶ ɭ ɜɚɫ ɡɚɤɨɧ?» – ɜ ɛɟɫɫɢɥɶɧɨɦ 
ɨɬɱɚɹɧɢɢ ɤɪɢɱɢɬ Ɏɨɪɰɚ ɜ ɥɢɰɨ ɥɠɟ-Ƚɥɨɜɚ ɢ ɜ ɢɫɫɬɭɩɥɟɧɧɨɦ ɛɟɲɟɧ-
ɫɬɜɟ ɜɨɫɤɥɢɰɚɟɬ: «Ʉ ɱɟɪɬɭ ɟɟ, ɡɟɦɥɸ ɷɬɭ!.. <…> Ɂɟɦɥɹ ɛɟɫɫɨɜɟɫɬɧɚɹ! 
Ȼɟɫɫɨɜɟɫɬɧɚɹ ɡɟɦɥɹ!». ɂɬɨɝ ɫɢɬɭɚɰɢɢ, ɪɚɡɜɨɪɚɱɢɜɚɸɳɟɣɫɹ ɜ ɢɧɨɧɚɰɢ-
ɨɧɚɥɶɧɨɣ ɫɪɟɞɟ, ɧɟ ɫɬɚɧɨɜɢɬɫɹ ɞɥɹ ɝɟɪɨɹ ɢɧɫɬɪɭɦɟɧɬɨɦ ɫɚɦɨɢɞɟɧɬɢ-
ɮɢɰɢɪɭɸɳɟɝɨ ɫɪɚɜɧɟɧɢɹ, ɧɨ, ɧɚɩɪɨɬɢɜ, ɩɪɢɜɨɞɢɬ ɤ ɨɛɟɫɤɭɪɚɠɢɜɚɸ-
ɳɟɦɭ ɨɳɭɳɟɧɢɸ ɭɬɪɚɬɵ ɫɟɛɹ, ɢɛɨ «ɹ» ɫɨɩɨɥɨɠɟɧɨ ɡɞɟɫɶ ɫ ɭɬɜɟɪɠɞɟ-
ɧɢɟɦ «ɫɜɨɟɝɨ» ɱɟɪɟɡ ɝɥɚɜɟɧɫɬɜɨ ɧɚɞ «ɱɭɠɢɦ», ɞɚɜɥɟɧɢɹ ɧɚɞ ɧɢɦ. 

Ⱥ ɦɟɠɞɭ ɬɟɦ ɪɟɠɢɫɫɟɪ, ɩɪɟɞɫɬɚɸɳɢɣ ɬɚɤɠɟ ɜ ɢɩɨɫɬɚɫɢ ɚɜɬɨɪɚ ɫɰɟ-
ɧɚɪɢɹ, ɜɜɨɞɢɬ ɜ ɮɢɥɶɦ ɩɥɚɫɬ ɛɵɬɢɣɧɨ-ɮɢɥɨɫɨɮɫɤɢɣ, ɢ ɧɟɫɥɭɱɚɣɧɨ 
ɮɢɧɚɥɶɧɚɹ ɢɧɜɟɤɬɢɜɚ Ɏɨɪɰɚ ɧɚɩɪɚɜɥɟɧɚ ɜ ɚɞɪɟɫ ɫɚɦɨɣ ɢɪɪɚɰɢɨɧɚɥɶ-
ɧɨɫɬɢ «ɛɟɫɫɨɜɟɫɬɧ[ɨɣ] ɡɟɦɥ[ɢ]», ɚ ɧɟ ɟɟ ɧɚɫɟɥɶɧɢɤɨɜ; ɬɟɦ ɫɚɦɵɦ ɡɚɹɜ-
ɥɹɟɬɫɹ ɢɞɟɹ ɬɪɚɝɢɱɟɫɤɨɝɨ ɜɝɥɹɞɵɜɚɧɢɹ ɱɟɥɨɜɟɤɚ, ɧɟɫɨɜɟɪɲɟɧɧɨɝɨ ɩɨ 
ɫɚɦɨɣ ɫɜɨɟɣ ɩɪɢɪɨɞɟ, ɜ ɦɢɪ. ɂ ɥɢɪɢɱɟɫɤɚɹ ɬɨɧɚɥɶɧɨɫɬɶ, ɤɨɬɨɪɨɣ ɨɤɪɚ-
ɲɟɧ ɮɢɧɚɥ ɤɢɧɨɮɢɥɶɦɚ, ɫɜɹɡɚɧɚ ɫ ɷɬɨɣ ɮɢɥɨɫɨɮɫɤɨɣ ɩɨɡɢɰɢɟɣ;  
ɨɧ ɜɟɫɶ – ɩɪɢɡɵɜ ɤ ɱɟɥɨɜɟɤɭ ɨ ɧɟɨɛɯɨɞɢɦɨɫɬɢ ɫɨɪɢɟɧɬɢɪɨɜɚɬɶɫɹ 
ɩɪɟɠɞɟ ɜɫɟɝɨ ɷɬɢɱɟɫɤɢ, ɧɪɚɜɫɬɜɟɧɧɨ, ɞɨɥɠɟɧɫɬɜɭɸɳɢɣ ɫɬɚɬɶ ɩɨɬɪɟɛ-
ɧɨɫɬɶɸ ɢ ɜɵɡɜɚɬɶ ɬɨɫɤɭ ɩɨ ɡɧɚɧɢɸ ɢɫɬɢɧɵ, ɨɬ ɤɨɟɣ ɫɬɨɥɶ ɥɟɝɤɨɦɵɫ-
ɥɟɧɧɨ ɨɬɪɟɤɚɟɬɫɹ Ɏɨɪɰɚ ɩɨ ɞɨɪɨɝɟ ɤ ɩɟɪɫɨɧɚɥɶɧɨɦɭ ȼɚɬɟɪɥɨɨ. 

ɇɟɫɦɨɬɪɹ ɧɚ ɬɨ, ɱɬɨ ɜ «Ɋɭɫɫɤɨɣ ɢɝɪɟ» ɜ ɤɚɱɟɫɬɜɟ ɨɛɨɡɧɚɱɟɧɢɹ  
ɢɧɨɣ ɤɭɥɶɬɭɪɵ ɡɚɱɚɫɬɭɸ ɹɜɥɟɧɚ ɨɛɨɛɳɟɧɧɚɹ ȿɜɪɨɩɚ (ɧɚɢɛɨɥɟɟ ɫɜɨɣ-
ɫɬɜɟɧɧɨ ɷɬɨ ɒɜɨɯɧɟɜɭ, ɜɵɫɬɭɩɚɸɳɟɦɭ ɜ ɚɦɩɥɭɚ ɷɦɨɰɢɨɧɚɥɶɧɨɝɨ ɢ ɧɟ 
ɨɬɥɢɱɚɸɳɟɝɨɫɹ ɭɦɨɦ ɩɪɨɣɞɨɯɢ, ɤɨɬɨɪɵɣ ɫ ɝɨɬɨɜɧɨɫɬɶɸ ɩɨɞɯɜɚɬɵ-
ɜɚɟɬ ɩɪɟɞɥɨɠɟɧɧɭɸ ɍɬɟɲɢɬɟɥɶɧɵɦ ɮɨɪɦɭɥɢɪɨɜɤɭ: «ɍ ɧɢɯ ɬɚɦ, ɜ ȿɜ-
ɪɨɩɚɯ, ɥɸɛɚɹ ɩɪɚɱɤɚ ɩɨɭɦɧɟɟ ɧɚɲɟɣ ɝɪɚɮɢɧɢ ɛɭɞɟɬ»), ɤɨɧɬɟɤɫɬ ɝɨɝɨ-
ɥɟɜɫɤɨɝɨ ɬɜɨɪɱɟɫɬɜɚ ɡɚɫɬɚɜɥɹɟɬ ɨɛɪɚɬɢɬɶ ɩɪɢɫɬɚɥɶɧɨɟ ɜɧɢɦɚɧɢɟ ɧɚ ɬɨ, 
ɱɬɨ Ɏɨɪɰɚ – ɢɦɟɧɧɨ ɢɬɚɥɶɹɧɟɰ, ɚ ɧɟ ɩɪɟɞɫɬɚɜɢɬɟɥɶ ɢɧɨɣ ɟɜɪɨɩɟɣɫɤɨɣ 
ɧɚɰɢɢ. Ⱥɤɰɟɧɬ ɧɚ ɷɬɨɦ ɫɬɚɜɢɬɫɹ, ɧɚɩɪɢɦɟɪ, ɛɟɫɱɢɫɥɟɧɧɵɦɢ Scusi  
ɍɬɟɲɢɬɟɥɶɧɨɝɨ ɢɥɢ ɬɟɦ, ɱɬɨ «ɡɚɩɨɜɟɞɧɚɹ ɤɨɥɨɞɢɲɤɚ» Ⱥɞɟɥɚɢɞɚ ɂɜɚ-
ɧɨɜɧɚ, ɜ ɩɶɟɫɟ «ɧɟɦɤɚ ɞɚɠɟ», ɢɦɟɧɭɟɬɫɹ ɜ ɮɢɥɶɦɟ Ⱥɞɟɥɢɟɣ, ɧɚ ɱɬɨ 
ɍɬɟɲɢɬɟɥɶɧɵɣ ɭɦɢɥɟɧɧɨ ɪɟɚɝɢɪɭɟɬ: «ȼɟɞɶ ɷɬɨ… ɫɨɜɟɪɲɟɧɧɨ ɩɨ-ɢɬɚ-
ɥɶɹɧɫɤɢ» – ɢ ɲɭɬɥɢɜɨ ɩɨɞɞɟɜɚɟɬ Ʉɪɭɝɟɥɹ: «ɂɬɚɥɶɹɧɤɚ… Ɍɟɛɟ, ɧɟɦɰɭ, 
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ɧɟɜɟɫɬɚ», – ɩɪɨɜɨɰɢɪɭɹ ɬɨɝɨ ɧɚ ɡɚɳɢɬɧɨɟ: «ɇɭ ɱɬɨ ɬɵ ɜɫɟ ɡɚɥɚɞɢɥ: 
ɧɟɦɟɰ ɞɚ ɧɟɦɟɰ… Ʉɚɤɨɣ ɹ ɧɟɦɟɰ? Ⱦɟɞɭɲɤɚ ɭ ɦɟɧɹ ɛɵɥ ɧɟɦɰɟɦ, ɞɚ  
ɢ ɬɨ ɜɪɚɥ, ɧɚɜɟɪɧɨɟ». (Ʉ ɫɥɨɜɭ, ɒɜɨɯɧɟɜ ɜ ɪɭɫɥɟ ɨɬɦɟɱɟɧɧɨɣ ɜɵɲɟ 
ɡɚɤɨɧɨɦɟɪɧɨɫɬɢ ɜɨɫɯɢɳɟɧɧɨ ɜɨɡɝɥɚɲɚɟɬ: «ȼɨɬ – ȿɜɪɨɩɚ! ȼɨɬ ɤɭɥɶ-
ɬɭɪɚ ɝɞɟ!» – ɩɪɚɜɞɚ, ɫɩɭɫɬɹ ɦɝɧɨɜɟɧɢɟ ɩɪɨɞɨɥɠɚɹ: «Ⱥɞɟɥɢɹ… Cosa 
divina!» – ɢ ɱɭɬɶ ɪɚɡɪɭɲɚɹ ɬɜɨɪɢɦɵɣ ɨɛɪɚɡ ɧɟɞɚɥɟɤɨɝɨ ɦɨɲɟɧɧɢɤɚ.) 

Ʉɚɤ ɩɪɢɧɹɬɨ ɫɱɢɬɚɬɶ, «Ƚɨɝɨɥɶ ɫ ɨɬɜɪɚɳɟɧɢɟɦ ɫɦɨɬɪɟɥ ɧɚ ɭɬɢɥɢɬɚ-
ɪɢɫɬɫɤɨ-ɦɟɪɤɚɧɬɢɥɶɧɭɸ ɩɟɪɫɩɟɤɬɢɜɭ, ɤɨɬɨɪɭɸ ɨɧ ɹɫɧɨ ɪɚɡɥɢɱɚɥ ɜ ɫɨ-
ɜɪɟɦɟɧɧɨɦ ɟɦɭ ɡɚɩɚɞɧɨɟɜɪɨɩɟɣɫɤɨɦ ɨɛɳɟɫɬɜɟ. Ʌɢɲɶ ɜ Ɋɢɦɟ ɨɧ ɱɭɜ-
ɫɬɜɨɜɚɥ ɫɟɛɹ “ɩɪɟɤɪɚɫɧɵɦ ɱɟɥɨɜɟɤɨɦ”, ɢɫɩɵɬɚɜ ɧɚ ɫɟɛɟ, ɛɥɚɝɨɞɚɪɹ 
ɫɜɨɟɣ ɨɛɨɫɬɪɟɧɧɨɣ ɱɭɜɫɬɜɢɬɟɥɶɧɨɫɬɢ, ɛɥɚɝɨɬɜɨɪɧɨɟ ɜɥɢɹɧɢɟ ɨɤɪɭɠɚ-
ɸɳɟɣ ɫɪɟɞɵ; ɬɟɩɟɪɶ ɨɧ ɧɚɞɟɹɥɫɹ ɢ ɜɟɪɢɥ, ɱɬɨ ɫɭɦɟɟɬ ɩɪɟɜɪɚɬɢɬɶ  
ɜ “ɩɪɟɤɪɚɫɧɵɯ ɥɸɞɟɣ” ɢ ɫɜɨɢɯ ɝɟɪɨɟɜ» [8. ɋ. 31], ɢ ɩɨɬɨɦɭ «Ƚɨɝɨɥɶ 
ɧɚɞɟɟɬɫɹ ɧɚ ɬɨ, ɱɬɨ Ɋɨɫɫɢɹ ɫɭɦɟɟɬ ɜɨɫɩɨɥɶɡɨɜɚɬɶɫɹ ɩɥɨɞɚɦɢ ɷɫɬɟɬɢɱɟ-
ɫɤɢɯ ɢ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɢɫɤɚɧɢɣ, ɩɪɨɧɢɡɵɜɚɸɳɢɯ ɢɬɚɥɢɣɫɤɢɣ  
“ɝɟɧɢɣ”, ɫɭɦɟɟɬ ɜɨɡɪɨɞɢɬɶɫɹ, ɤɚɤ ɫɚɦ ɚɜɬɨɪ, ɩɪɢɤɨɫɧɭɜɲɢɫɶ ɤ ɢɫɬɨɱ-
ɧɢɤɭ ɢɫɤɭɫɫɬɜɚ ɢ ɤɪɚɫɨɬɵ», ɂɬɚɥɢɢ ɠɟ ɜ ɰɟɥɨɦ ɨɧ ɞɨɜɟɪɹɟɬ ɦɢɫɫɢɸ 
«ɜɨɡɪɨɞɢɬɶ ɠɢɬɟɥɹ ɋɟɜɟɪɚ» [8. ɋ. 30]. Ɉɱɟɜɢɞɧɨ ɫɨɡɧɚɜɚɹ ɷɬɭ ɝɨɝɨɥɟɜ-
ɫɤɭɸ ɭɫɬɚɧɨɜɤɭ, ɉ. ɑɭɯɪɚɣ ɚɤɰɟɧɬɢɪɨɜɚɧɧɨ ɩɨɥɟɦɢɱɟɫɤɢ ɞɟɥɚɟɬ  
ɰɟɧɬɪɚɥɶɧɵɦ ɩɟɪɫɨɧɚɠɟɦ ɮɢɥɶɦɚ ɧɢɤɨɝɨ ɢɧɨɝɨ, ɤɚɤ ɢɬɚɥɶɹɧɰɚ, ɨɥɢ-
ɰɟɬɜɨɪɹɸɳɟɝɨ ɩɪɟɫɥɨɜɭɬɭɸ «ɭɬɢɥɢɬɚɪɢɫɬɫɤɨ-ɦɟɪɤɚɧɬɢɥɶɧɭɸ ɩɟɪ-
ɫɩɟɤɬɢɜɭ». ɂ ɩɨɬɨɦɭ ɫɚɦɚ ɫɨɛɨɣ ɧɚɩɪɚɲɢɜɚɸɳɚɹɫɹ ɦɵɫɥɶ ɨ ɬɨɦ, ɱɬɨ 
Ʌɭɤɢɧɨ Ɏɨɪɰɚ – ɷɬɨ ɩɟɪɫɨɧɢɮɢɤɚɰɢɹ ɬɚɤɨɣ ɢɞɟɨɥɨɝɢɢ, ɩɨɪɨɠɞɟɧɧɨɣ 
ɭɳɟɪɛɧɨɣ, ɩɨ ɦɧɟɧɢɸ ɚɜɬɨɪɚ, ɮɢɥɨɫɨɮɢɟɣ ɠɢɡɧɢ, ɱɬɨ ɫɜɨɣɫɬɜɟɧɧɚ 
ɤɨɥɥɟɤɬɢɜɧɨɦɭ Ɂɚɩɚɞɭ ɤɚɤ «ɫɛɨɪɧɨɦɭ ɦɟɫɬɭ», ɢ – ɫɩɨɫɨɛɨɦ 
contradictio in contrarium – ɢɥɥɸɫɬɪɚɰɢɹ ɭɬɨɩɢɱɟɫɤɨɝɨ ɩɪɨɪɨɱɟɫɬɜɚ 
ɩɨɡɞɧɟɝɨ Ƚɨɝɨɥɹ, ɫɨɝɥɚɫɧɨ ɤɨɬɨɪɨɦɭ «ɫɚɦɚɹ ɡɚɬɪɭɞɧɢɬɟɥɶɧɨɫɬɶ ɨɛɫɬɨ-
ɹɬɟɥɶɫɬɜ, ɩɪɟɞɨɫɬɚɜɢɜɲɢ ɧɨɜɵɟ ɢɡɜɨɪɨɬɵ ɭɦɭ, ɪɚɡɛɭɞɢɥɚ ɞɪɟɦɚɜɲɢɟ 
ɫɩɨɫɨɛɧɨɫɬɢ ɦɧɨɝɢɯ, ɢ ɜ ɬɨ ɜɪɟɦɹ, ɤɨɝɞɚ ɧɚ ɨɞɧɢɯ ɤɨɧɰɚɯ Ɋɨɫɫɢɢ ɟɳɟ 
ɞɨɩɥɹɫɵɜɚɸɬ ɩɨɥɶɤɭ ɢ ɞɨɢɝɪɵɜɚɸɬ ɩɪɟɮɟɪɚɧɫ, ɭɠɟ ɧɟɡɪɢɦɨ ɨɛɪɚɡɨ-
ɜɵɜɚɸɬɫɹ ɧɚ ɪɚɡɧɵɯ ɩɨɩɪɢɳɚɯ ɢɫɬɢɧɧɵɟ ɦɭɞɪɟɰɵ ɠɢɡɧɟɧɧɨɝɨ ɞɟɥɚ. 
ȿɳɟ ɩɪɨɣɞɟɬ ɞɟɫɹɬɨɤ ɥɟɬ, ɢ ɜɵ ɭɜɢɞɢɬɟ, ɱɬɨ ȿɜɪɨɩɚ ɩɪɢɟɞɟɬ ɤ ɧɚɦ  
ɧɟ ɡɚ ɩɨɤɭɩɤɨɣ ɩɟɧɶɤɢ ɢ ɫɚɥɚ, ɧɨ ɡɚ ɩɨɤɭɩɤɨɣ ɦɭɞɪɨɫɬɢ, ɤɨɬɨɪɨɣ  
ɧɟ ɩɪɨɞɚɸɬ ɛɨɥɶɲɟ ɧɚ ɟɜɪɨɩɟɣɫɤɢɯ ɪɵɧɤɚɯ» [9. ɋ. 345], ɜɪɹɞ ɥɢ ɩɟ-
ɪɟɞɚɟɬ ɩɨɥɧɨɬɭ ɚɜɬɨɪɫɤɨɝɨ ɡɚɦɵɫɥɚ. ɋɤɨɪɟɟ, ɑɭɯɪɚɣ ɞɟɤɨɧɫɬɪɭɢɪɭɟɬ 
ɪɚɡɪɚɛɨɬɚɧɧɵɣ Ƚɨɝɨɥɟɦ ɦɚɤɫɢɦɚɥɶɧɨ ɩɨɷɬɢɡɢɪɨɜɚɧɧɵɣ ɨɛɪɚɡ ɂɬɚɥɢɢ 
ɤɚɤ ɦɢɮɨɥɨɝɟɦɵ, ɜ «Ɋɭɫɫɤɨɣ ɢɝɪɟ» ɫɨɩɪɹɝɚɹ ɤɚɤ ɪɟɚɥɶɧɵɣ ɬɨɩɨɫ,  
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ɬɚɤ ɢ ɩɨɥɢɫɟɦɚɧɬɢɱɟɫɤɢɣ ɩɪɨɫɬɪɚɧɫɬɜɟɧɧɵɣ ɨɛɪɚɡ, ɜɨɱɟɥɨɜɟɱɟɧɧɵɣ  
ɜ Ɏɨɪɰɚ. 

Ɍɚɤ, ɧɟɜɡɢɪɚɹ ɧɚ ɬɨ, ɱɬɨ ɞɟɣɫɬɜɢɟ ɮɢɥɶɦɚ ɧɟ ɢɦɟɟɬ ɧɢɤɚɤɨɝɨ ɨɬɧɨ-
ɲɟɧɢɹ ɤ ɂɬɚɥɢɢ, ɨɧɚ ɩɪɢɫɭɬɫɬɜɭɟɬ, ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ, ɜ ɤɚɱɟɫɬɜɟ ɟɜɪɨ-
ɩɟɣɫɤɨɝɨ ɝɨɫɭɞɚɪɫɬɜɚ, ɞɥɹ ɤɨɬɨɪɨɝɨ ɯɚɪɚɤɬɟɪɧɨ ɬɨ ɠɟ ɨɬɧɨɲɟɧɢɟ  
ɤ Ɋɨɫɫɢɢ, ɱɬɨ ɢ ɨɫɬɚɥɶɧɨɣ Ɂɚɩɚɞɧɨɣ ȿɜɪɨɩɟ (ɧɚɰɢɨɧɚɥɶɧɨɫɬɶ Ʌɭɤɢɧɨ 
Ɏɨɪɰɚ ɹɜɫɬɜɟɧɧɨ ɫɜɢɞɟɬɟɥɶɫɬɜɭɟɬ ɨɛ ɷɬɨɦ), – ɢ ɜ ɷɬɨɦ ɫɦɵɫɥɟ ɑɭɯɪɚɣ 
ɩɪɨɬɢɜɨɪɟɱɢɬ Ƚɨɝɨɥɸ, ɤɨɬɨɪɨɝɨ «ɤɚɤ ɛɭɞɬɨ ɫ ɰɟɥɶɸ ɜɫɟɦɨɝɭɳɚɹ ɪɭɤɚ 
ɩɪɨɦɵɫɥɚ ɛɪɨɫɢɥɚ <…> ɩɨɞ ɫɜɟɪɤɚɸɳɟɟ ɧɟɛɨ ɂɬɚɥɢɢ… <…> ȼɵ ɝɨ-
ɜɨɪɢɥɢ ɦɧɟ ɨ ɒɜɟɣɰɚɪɢɢ, ɨ Ƚɟɪɦɚɧɢɢ ɢ ɜɫɟɝɞɚ ɜɫɩɨɦɢɧɚɥɢ ɨ ɧɢɯ  
ɫ ɜɨɫɬɨɪɝɨɦ. Ɇɨɹ ɞɭɲɚ ɬɚɤɠɟ ɢɯ ɩɪɢɧɹɥɚ ɠɢɜɨ, ɢ ɹ ɜɨɫɯɢɳɚɥɫɹ ɢɦɢ 
ɞɚɠɟ, ɦɨɠɟɬ, ɫ ɛɨɥɶɲɟɸ ɠɢɜɨɫɬɶɸ, ɧɟɠɟɥɢ ɤɚɤ ɹ ɜɴɟɯɚɥ ɜ ɩɟɪɜɵɣ ɪɚɡ 
ɜ ɂɬɚɥɢɸ. ɇɨ ɬɟɩɟɪɶ, ɤɨɝɞɚ ɹ ɩɨɛɵɜɚɥ ɜ ɧɢɯ ɩɨɫɥɟ ɂɬɚɥɢɢ, ɧɢɡɤɢɦɢ, 
ɩɨɲɥɵɦɢ, ɝɚɞɤɢɦɢ, ɫɟɪɵɦɢ, ɯɨɥɨɞɧɵɦɢ ɩɨɤɚɡɚɥɢɫɶ ɦɧɟ ɨɧɢ ɫɨ ɜɫɟɦɢ 
ɢɯ ɝɨɪɚɦɢ ɢ ɜɢɞɚɦɢ…» [10. ɋ. 112], ɨɬɱɟɝɨ «ɜɫɹ ȿɜɪɨɩɚ ɞɥɹ ɬɨɝɨ, 
ɱɬɨɛɵ ɫɦɨɬɪɟɬɶ, ɚ ɂɬɚɥɢɹ ɞɥɹ ɬɨɝɨ, ɱɬɨɛɵ ɠɢɬɶ» [11. ɋ. 95], ɢ ɱɶɟ ɨɩɢ-
ɫɚɧɢɟ Ɋɢɦɚ, ɡɚɧɢɦɚɸɳɟɟ ɨɤɨɧɱɚɧɢɟ ɨɞɧɨɢɦɟɧɧɨɣ ɩɨɜɟɫɬɢ, ɟɫɬɶ «ɩɪɨ-
ɪɵɜ ɜ ɩɪɨɫɬɪɚɧɫɬɜɨ ɜɟɱɧɨɣ ɠɢɡɧɢ, ɜɟɱɧɨɣ ɤɪɚɫɨɬɵ» [3. ɋ. 649]. ɋ ɞɪɭ-
ɝɨɣ ɫɬɨɪɨɧɵ, ɂɬɚɥɢɹ ɮɭɧɤɰɢɨɧɢɪɭɟɬ ɜ ɫɬɚɬɭɫɟ ɞɭɯɨɜɧɨɣ ɦɢɮɨɥɨ-
ɝɟɦɵ, ɨɛɭɫɥɨɜɥɟɧɧɨɣ ɞɢɫɤɭɪɫɨɦ ɝɨɝɨɥɟɜɫɤɨɝɨ ɬɜɨɪɱɟɫɬɜɚ, ɥɟɠɚɳɢɦ  
ɜ ɨɫɧɨɜɟ «Ɋɭɫɫɤɨɣ ɢɝɪɵ». ɂ ɱɟɥɨɜɟɤ ɧɟ ɫɨɨɬɜɟɬɫɬɜɭɟɬ ɧɢ ɂɬɚɥɢɢ, ɢɛɨ 
«ɤɬɨ ɛɵɥ ɜ ɂɬɚɥɢɢ, ɬɨɬ ɫɤɚɠɢ “ɩɪɨɳɚɣ” ɞɪɭɝɢɦ ɡɟɦɥɹɦ. Ʉɬɨ ɛɵɥ ɧɚ 
ɧɟɛɟ, ɬɨɬ ɧɟ ɡɚɯɨɱɟɬ ɧɚ ɡɟɦɥɸ. Ɇɧɟ ɤɚɠɟɬɫɹ, ɭɠɟ ɞɭɲɚ ɧɟ ɜ ɫɢɥɚɯ ɛɭ-
ɞɟɬ ɧɚɫɥɚɠɞɚɬɶɫɹ ɩɪɟɤɪɚɫɧɵɦ ɜɢɞɨɦ ɤɚɤɨɝɨ-ɧɢɛɭɞɶ ɦɟɫɬɚ, – ɨɧɚ ɛɭ-
ɞɟɬ ɩɨɦɧɢɬɶ ɥɭɱɲɟɟ ɢ ɭɠɟ ɧɢɱɬɨ ɧɟ ɜ ɫɢɥɚɯ ɢɡ ɧɟɟ ɜɵɝɧɚɬɶ ɟɝɨ. <…> 
ɋɥɨɜɨɦ, ȿɜɪɨɩɚ ɜ ɫɪɚɜɧɟɧɢɢ ɫ ɂɬɚɥɢɟɣ ɜɫɟ ɪɚɜɧɨ, ɱɬɨ ɞɟɧɶ ɩɚɫɦɭɪɧɵɣ 
ɜ ɫɪɚɜɧɟɧɢɢ ɫ ɞɧɟɦ ɫɨɥɧɟɱɧɵɦ» [12. ɋ. 105–106], ɧɢ Ɋɢɦɭ, ɝɞɟ «ɰɟɥɨɣ 
ɜɟɪɫɬɨɣ <…> ɱɟɥɨɜɟɤ ɛɥɢɠɟ ɤ ɛɨɠɟɫɬɜɭ» [13. ɋ. 114], – ɧɟ ɫɨɨɬɜɟɬ-
ɫɬɜɭɟɬ ɬɚɤ ɠɟ, ɤɚɤ ɧɟ ɝɚɪɦɨɧɢɪɭɟɬ ɨɛɢɬɚɬɟɥɶ ɛɟɡɪɭɛɟɠɧɨɣ ɪɨɫɫɢɣɫɤɨɣ 
ɲɢɪɢ ɫ ɧɟɢɫɱɟɪɩɚɟɦɵɦɢ ɟɟ ɩɨɬɟɧɰɢɹɦɢ, ɢ ɝɥɚɜɧɵɦ ɨɛɪɚɡɨɦ – ɞɭɯɨɜ-
ɧɵɦɢ. ɂ ɷɬɚ ɪɚɡɨɛɳɟɧɧɨɫɬɶ ɪɨɠɞɚɟɬ ɫɭɳɧɨɫɬɧɨɟ ɟɞɢɧɫɬɜɨ ɩɪɨ-
ɫɬɪɚɧɫɬɜ ɢɡɨɛɪɚɠɚɟɦɨɣ ɜ ɮɢɥɶɦɟ Ɋɨɫɫɢɢ ɢ ɥɢɲɶ ɢɦɩɥɢɰɢɬɧɨ ɩɪɢɫɭɬ-
ɫɬɜɭɸɳɟɣ ɜ ɧɟɦ ɂɬɚɥɢɢ, ɬɨɠɞɟɫɬɜɟɧɧɨɫɬɶ ɤɨɬɨɪɵɯ ɜ ɮɢɥɨɫɨɮɫɤɨɦ 
ɨɬɧɨɲɟɧɢɢ ɜɵɡɜɚɧɚ ɬɨɫɤɨɣ ɚɜɬɨɪɚ ɨɛ ɭɬɪɚɱɟɧɧɨɣ ɝɚɪɦɨɧɢɢ ɛɵɬɢɹ,  
ɨɛ ɨɛɳɟɱɟɥɨɜɟɱɟɫɤɢɯ ɰɟɧɧɨɫɬɹɯ. Ɍɚɤ ɚɤɬɭɚɥɢɡɢɪɭɟɬɫɹ, ɤɚɤ ɨɛɨɡɧɚ-
ɱɚɟɬ ɷɬɨ Ⱥɧɞɪɟɣ Ȼɟɥɵɣ, «ɬɟɦɚ ɛɟɡɪɨɞɧɨɫɬɢ – ɬɟɦɚ ɬɜɨɪɱɟɫɬɜɚ Ƚɨɝɨɥɹ», 
ɢ ɜɫɟɝɞɚ ɭ ɧɟɝɨ «ɨɬɳɟɩɟɧɟɰ ɩɨɤɚɡɚɧ ɤɚɤ “ɥɢɱɧɨɫɬɶ ɜ ɫɟɛɟ”», ɤɨɬɨɪɨɝɨ 



Ɍɪɟɬɶɹɤɨɜ Е.Ɉ. ɋɜɨɣ ɫɪɟɞɢ ɱɭɠɢɯ: ɧɚɰɢɨɧɚɥɶɧɨɟ ɜ ɮɢɥɶɦɟ ɉɚɜɥɚ ɑɭɯɪɚɹ 

302 

ɧɟ ɨɫɬɚɜɥɹɟɬ «ɢ ɜ ɉɟɬɟɪɛɭɪɝɟ (ɢ ɛɨɥɟɟ ɬɨɝɨ – ɧɢɝɞɟ. – Е.Ɍ.) ɜɢɞɟɧɢɟ 
ɤɥɚɞɚ» [14. ɋ. 51–52]. 

ɑɬɨ-ɬɨ ɢɡ ɷɬɨɝɨ Ɏɨɪɰɚ, ɛɟɡɭɫɥɨɜɧɨ, ɩɨɧɢɦɚɟɬ – ɢ ɡɚɬɢɯɚɸɬ ɟɝɨ ɛɟɫ-
ɩɨɦɨɳɧɵɟ ɩɪɨɤɥɹɬɢɹ «ɛɟɫɫɨɜɟɫɬɧ[ɨɣ] ɡɟɦɥ[ɢ]», ɚ ɜɨɬ ɱɬɨ ɢ ɜ ɧɚɫɤɨɥɶɤɨ 
ɩɨɥɧɨɣ ɦɟɪɟ – ɜɨɩɪɨɫ. ɇɨ ɬɚɤ ɢɥɢ ɢɧɚɱɟ, ɟɝɨ ɩɭɫɬɶ ɱɚɫɬɢɱɧɨɟ, ɧɨ ɜɫɟ 
ɠɟ ɩɪɨɡɪɟɧɢɟ, ɢɧɫɩɢɪɢɪɨɜɚɧɧɨɟ ɩɪɢɨɛɳɟɧɢɟɦ ɤ ɠɢɡɧɢ ɤɚɤ «ɪɭɫɫɤɨɣ 
ɢɝɪɟ», ɞɚɟɬ, ɩɟɪɟɮɪɚɡɢɪɭɹ Ɋɢɬɭ Ⱦɠɭɥɢɚɧɢ, «ɧɚɞɟɠɞɭ ɧɚ ɬɨ, ɱɬɨ ɞɭɲɚ 
ɦɨɠɟɬ ɠɢɬɶ ɢ ɜ Ɋɨɫɫɢɢ». 

ɉɪɢ ɷɬɨɦ «Ɋɭɫɫɤɚɹ ɢɝɪɚ» ɨɫɬɚɟɬɫɹ ɤɨɦɟɞɢɟɣ, ɢɫɩɨɥɧɟɧɧɨɣ 
«ɧɚɫɬɨɹɳ[ɟɣ] ɜɟɫɟɥɨɫɬ[ɢ]» [15], ɯɨɬɹ ɢ ɛɚɡɢɪɭɟɬɫɹ ɧɚ ɝɥɭɛɨɤɨɣ ɞɪɚɦɚ-
ɬɢɱɟɫɤɨɣ ɢɞɟɟ, ɤɨɬɨɪɭɸ ȼɢɫɫɚɪɢɨɧ Ȼɟɥɢɧɫɤɢɣ, ɝɨɜɨɪɹ ɨ «Ɇɟɪɬɜɵɯ 
ɞɭɲɚɯ», ɜɢɞɟɥ «ɜ ɩɪɨɬɢɜɨɪɟɱɢɢ ɨɛɳɟɫɬɜɟɧɧɵɯ ɮɨɪɦ ɪɭɫɫɤɨɣ ɠɢɡɧɢ  
ɫ ɟɟ ɝɥɭɛɨɤɢɦ ɫɭɛɫɬɚɧɰɢɚɥɶɧɵɦ ɧɚɱɚɥɨɦ» [16. ɋ. 413], – ɢ ɧɟ ɥɢɲɟɧɧɨɟ 
ɨɫɬɪɨɭɦɢɹ ɢɡɨɛɪɚɠɟɧɢɟ ɩɟɪɜɵɯ ɩɟɪɟɦɟɠɚɟɬɫɹ ɜɞɨɯɧɨɜɟɧɧɵɦ ɥɢɪɢɡ-
ɦɨɦ ɩɟɣɡɚɠɚ, ɫɥɭɠɚɳɟɝɨ ɜɵɫɲɢɦ ɩɪɟɬɜɨɪɟɧɢɟɦ ɜɬɨɪɨɝɨ. Ɉɛɳɟ-
ɫɬɜɟɧɧɨ-ɫɨɰɢɚɥɶɧɵɟ ɩɪɨɛɥɟɦɵ ɪɚɫɲɢɪɹɸɬɫɹ ɞɨ ɝɥɨɛɚɥɶɧɵɯ ɦɚɫɲɬɚ-
ɛɨɜ, ɢ ɧɟɫɥɭɱɚɣɧɨ ɚɧɬɪɨɩɨɥɨɝɢɱɟɫɤɢɣ ɚɫɩɟɤɬ ɧɚɡɜɚɧɢɹ ɝɨɝɨɥɟɜɫɤɨɣ 
ɩɶɟɫɵ «ɂɝɪɨɤɢ» ɫɦɟɧɹɟɬɫɹ ɧɚɰɢɨɧɚɥɶɧɵɦɢ ɢ ɮɢɥɨɫɨɮɫɤɢɦɢ ɫɦɵɫ-
ɥɚɦɢ, ɫɨ ɜɫɟɣ ɨɱɟɜɢɞɧɨɫɬɶɸ ɩɨɞɪɚɡɭɦɟɜɚɟɦɵɦɢ ɧɨɦɢɧɚɰɢɟɣ «Ɋɭɫ-
ɫɤɚɹ ɢɝɪɚ», – ɩɨ-ɝɨɝɨɥɟɜɫɤɢ ɫɨɩɪɨɜɨɠɞɚɹɫɶ «ɫɬɪɚɲɧɵɦ ɦɨɝɭɳɟɫɬɜɨɦ 
ɫɦɟɯɚ» (Ɏɟɞɨɪ Ⱦɨɫɬɨɟɜɫɤɢɣ). 

«ɋɭɞɚɪɶ, ȼɵ ɩɟɪɟɞɟɪɧɭɥ!» – ɝɧɟɜɧɨ ɛɪɨɫɚɟɬ ɜ ɥɢɰɨ Ʉɪɭɝɟɥɸ ɨɛɜɢ-
ɧɟɧɢɟ ɜ ɦɨɲɟɧɧɢɱɟɫɬɜɟ ɜɡɛɟɲɟɧɧɵɣ ɫɨɩɟɪɧɢɤ ɡɚ ɤɚɪɬɨɱɧɵɦ ɫɬɨɥɨɦ, 
ɧɚ ɱɬɨ ɧɟɡɚɞɚɱɥɢɜɵɣ ɲɭɥɟɪ ɛɭɞɬɨ ɜ ɧɟɞɨɭɦɟɧɢɢ ɭɬɨɱɧɹɟɬ: «Ʉɬɨ, ɹ?..» 
ɚ ɡɚɬɟɦ, ɩɨɞɧɹɜ ɪɭɤɢ, ɭɦɨɪɢɬɟɥɶɧɨ ɤɨɫɢɬɫɹ ɧɚ ɜɢɞɧɟɸɳɢɣɫɹ ɢɡ ɪɭɤɚɜɚ 
ɬɭɡ; ɝɨɦɟɪɢɱɟɫɤɢ ɫɦɟɲɨɧ ɢ ɷɩɢɡɨɞ, ɝɞɟ «ɫɨɥɢɪɭɟɬ» «ɱɢɧɨɜɧɢɤ» ɉɫɨɣ 
ɋɬɚɯɢɱ ɜ ɢɫɩɨɥɧɟɧɢɢ Ⱥɜɚɧɝɚɪɞɚ Ʌɟɨɧɬɶɟɜɚ; ɡɚɜɟɪɲɚɟɬɫɹ ɠɟ ɮɢɥɶɦ 
ɯɨɯɨɬɨɦ ɍɬɟɲɢɬɟɥɶɧɨɝɨ, ɜ ɤɨɬɨɪɵɣ ɩɟɪɟɯɨɞɢɬ ɩɟɧɢɟ «Ɉɞɧɨɡɜɭɱɧɨ 
ɝɪɟɦɢɬ ɤɨɥɨɤɨɥɶɱɢɤ…» ɂɬɚɤ, ɫɦɟɯ, ɮɨɪɦɢɪɭɸɳɢɣ ɦɢɪɨɨɛɪɚɡ ɤɚɪ-
ɬɢɧɵ, ɦɧɨɝɨɥɢɤ, ɧɨ ɜ ɨɫɧɨɜɟ ɫɜɨɟɣ ɨɱɢɫɬɢɬɟɥɟɧ – ɷɬɨ ɬɨɬ ɫɦɟɯ, ɨ ɤɨ-
ɬɨɪɨɦ ɩɢɫɚɥ Ɇɢɯɚɢɥ Ȼɚɯɬɢɧ, «ɧɚɫɬɨɹɳɢɣ ɫɦɟɯ, ɚɦɛɢɜɚɥɟɧɬɧɵɣ ɢ 
ɭɧɢɜɟɪɫɚɥɶɧɵɣ», ɱɬɨ «ɧɟ ɨɬɪɢɰɚɟɬ ɫɟɪɶɟɡɧɨɫɬɢ, ɚ ɨɱɢɳɚɟɬ ɢ ɜɨɫɩɨɥ-
ɧɹɟɬ ɟɟ», ɧɟ ɩɨɡɜɨɥɹɟɬ «ɡɚɫɬɵɬɶ ɢ ɨɬɨɪɜɚɬɶɫɹ ɨɬ ɧɟɡɚɜɟɪɲɢɦɨɣ ɰɟɥɨɫɬ-
ɧɨɫɬɢ ɛɵɬɢɹ» [17. ɋ. 134]. 

Ɍɚɤɢɦ ɨɛɪɚɡɨɦ, ɦɨɠɧɨ ɪɟɡɸɦɢɪɨɜɚɬɶ, ɱɬɨ ɩɪɢ ɜɫɟɣ ɢɧɞɢɜɢɞɭɚɥɶ-
ɧɨɫɬɢ ɚɜɬɨɪɫɤɨɣ ɦɚɧɟɪɵ ɉ. ɑɭɯɪɚɹ ɜ ɟɝɨ «Ɋɭɫɫɤɨɣ ɢɝɪɟ» ɨɱɟɧɶ ɬɨɱɧɨ 
ɭɥɨɜɥɟɧɵ ɢ ɨɛɴɟɤɬɢɜɢɪɨɜɚɧɵ ɢ ɫɬɢɯɢɹ ɬɟɚɬɪɚɥɶɧɨɫɬɢ, ɢ ɫɚɦɵɣ 
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«ɫɢɧɬɟɬɢɱɟɫɤɢɣ ɫɬɢɥɶ ɝɨɝɨɥɟɜɫɤɨɝɨ ɬɜɨɪɱɟɫɬɜɚ, ɜ ɤɨɬɨɪɨɦ ɜ ɧɟɪɚɡ-
ɪɵɜɧɨɦ ɟɞɢɧɫɬɜɟ ɫɨɱɟɬɚɥɢɫɶ ɪɟɚɥɶɧɨɟ ɢ ɢɞɟɚɥɶɧɨɟ, ɫɚɬɢɪɚ ɢ ɥɢɪɢɤɚ, 
ɜɨɡɜɵɲɟɧɧɨɟ ɢ ɧɢɡɦɟɧɧɨɟ, ɬɪɚɝɢɱɟɫɤɨɟ ɢ ɤɨɦɢɱɟɫɤɨɟ» [18. ɋ. 134]. 
Ʉɨɦɟɞɢɹ ɫɬɚɥɚ ɤɚɤ ɡɚɦɟɱɚɬɟɥɶɧɵɦ ɯɭɞɨɠɟɫɬɜɟɧɧɵɦ ɤɨɦɦɟɧɬɚɪɢɟɦ  
ɤ ɧɚɫɥɟɞɢɸ Ƚɨɝɨɥɹ, ɬɚɤ ɢ ɡɧɚɱɢɦɵɦ ɡɚɹɜɥɟɧɢɟɦ ɪɟɠɢɫɫɟɪɚ ɧɚ ɚɤɬɭ-
ɚɥɶɧɵɟ ɬɟɦɵ. 

Ɍɚɤ, ɦɨɠɧɨ ɤɨɧɫɬɚɬɢɪɨɜɚɬɶ, ɱɬɨ ɜ ɮɢɥɶɦɟ «Ɋɭɫɫɤɚɹ ɢɝɪɚ», ɫɧɹɬɨɦ 
«ɩɨ ɦɨɬɢɜɚɦ» ɝɨɝɨɥɟɜɫɤɢɯ «ɂɝɪɨɤɨɜ», ɦɟɬɚɮɢɡɢɱɟɫɤɨɟ ɨɬɫɬɭɩɚɟɬ  
ɜ ɫɬɨɪɨɧɭ, ɨɫɬɚɜɥɹɹ ɰɟɧɬɪɚɥɶɧɨɟ ɦɟɫɬɨ ɩɪɨɛɥɟɦɚɦ ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɛɵ-
ɬɢɹ, ɨɛɧɚɪɭɠɢɜɚɸɳɢɦ ɩɨɬɟɧɰɢɚɥ ɤ ɪɚɫɲɢɪɟɧɢɸ ɞɨ ɮɢɥɨɫɨɮɫɤɢɯ 
ɦɚɫɲɬɚɛɨɜ. Ȼɟɫɩɪɟɞɟɥɶɧɨɫɬɶ ɭɯɨɞɹɳɢɯ ɡɚ ɝɨɪɢɡɨɧɬ ɩɨɥɟɣ ɫɬɚɧɨɜɢɬɫɹ 
ɦɟɬɚɮɨɪɨɣ ɧɟɨɛɨɡɪɢɦɨɫɬɢ ɪɭɫɫɤɨɣ ɠɢɡɧɢ, ɩɨɫɬɢɱɶ ɤɨɬɨɪɭɸ ɧɟ ɭɞɚ-
ɟɬɫɹ ɧɨɫɢɬɟɥɸ ɢɧɨɤɭɥɶɬɭɪɧɨɣ ɦɟɧɬɚɥɶɧɨɫɬɢ ɢ ɫɨɨɬɜɟɬɫɬɜɨɜɚɬɶ ɤɨɬɨ-
ɪɨɣ – ɟɟ ɠɟ ɩɨɪɨɠɞɟɧɢɹɦ. ɂ ɬɨɪɠɟɫɬɜɨ ɠɭɥɢɤɨɜɚɬɵɯ ɞɟɬɟɣ Ɋɨɫɫɢɢ, 
ɨɞɟɪɠɢɜɚɸɳɢɯ ɥɟɝɤɭɸ ɩɨɛɟɞɭ ɧɚɞ ɫɬɚɜɲɢɦ ɟɟ ɩɚɫɵɧɤɨɦ ɧɟ ɬɨ «ɩɥɨ-
ɬɶɸ ɨɬ ɩɥɨɬɢ», ɧɟ ɬɨ ɢɡɝɨɟɦ «ȿɜɪɨɩɵ ɩɪɨɫɜɟɳɟɧɧɨɣ», ɧɟ ɜɵɡɵɜɚɟɬ 
ɨɳɭɳɟɧɢɹ ɥɢɤɭɸɳɟɝɨ ɜɟɫɟɥɶɹ ɭ ɡɪɢɬɟɥɹ, ɬɚɤ ɤɚɤ ɨɡɧɚɦɟɧɨɜɚɧɨ ɛɟɡ-
ɧɪɚɜɫɬɜɟɧɧɨɫɬɶɸ. 

Ɉɪɢɟɧɬɢɪɭɹɫɶ ɧɚ Ƚɨɝɨɥɹ, ɑɭɯɪɚɣ ɭɱɢɬɵɜɚɟɬ ɤɨɧɰɟɩɰɢɢ, ɡɚɥɨɠɟɧ-
ɧɵɟ ɜ «ɂɝɪɨɤɚɯ», ɧɨ ɨɪɢɝɢɧɚɥɶɧɨ ɩɪɟɥɨɦɥɹɟɬ ɢɯ ɜ ɫɜɨɟɦ ɮɢɥɶɦɟ, ɦɚɪ-
ɤɢɪɭɹ ɷɬɢ ɬɪɚɧɫɮɨɪɦɚɰɢɢ ɫɦɟɧɨɣ ɧɚɡɜɚɧɢɹ, ɜ ɪɟɡɭɥɶɬɚɬɟ ɱɟɝɨ ɟɝɨ  
ɛɚɡɢɫɨɦ ɜɵɫɬɭɩɚɸɬ ɯɭɞɨɠɟɫɬɜɟɧɧɨɟ ɜɨɫɩɪɨɢɡɜɟɞɟɧɢɟ ɦɚɬɟɪɢɚɥɶɧɨɣ 
ɢ ɞɭɯɨɜɧɨɣ ɢɧɨɦɟɧɬɚɥɶɧɨɣ ɪɟɚɥɶɧɨɫɬɢ, ɫɜɨɟɨɛɪɚɡɢɟ ɩɫɢɯɨɥɨɝɢɡɦɚ ɟɟ 
ɩɪɟɞɫɬɚɜɢɬɟɥɟɣ, ɬɹɝɨɬɟɧɢɟ ɤ ɷɤɡɨɬɢɡɚɰɢɢ ɢ ɦɢɮɨɥɨɝɢɡɚɰɢɢ; ɩɪɢɱɟɦ 
ɞɥɹ ɝɟɪɨɹ – Ʌɭɤɢɧɨ Ɏɨɪɰɚ – ɷɬɨ ɯɚɪɚɤɬɟɪɢɡɭɟɬ Ɋɨɫɫɢɸ, ɞɥɹ ɡɪɢɬɟɥɹ  
ɧɚ ɩɟɪɜɵɣ ɜɡɝɥɹɞ – ɂɬɚɥɢɸ ɢ ɨɛɨɛɳɟɧɧɨɟ ɩɪɟɞɫɬɚɜɥɟɧɢɟ ɨ ȿɜɪɨɩɟ  
ɜ ɥɢɰɟ ɫɚɦɨɝɨ Ɏɨɪɰɚ, ɧɚ ɛɨɥɟɟ ɠɟ ɜɧɢɦɚɬɟɥɶɧɵɣ, ɜ ɫɨɨɬɜɟɬɫɬɜɢɢ ɫ ɡɚ-
ɦɵɫɥɨɦ ɚɜɬɨɪɚ, – Ɋɨɫɫɢɸ ɤɚɤ ɤɪɚɣ, ɨɫɬɪɚɧɟɧɧɵɣ ɨɬ ɟɝɨ ɠɢɬɟɥɟɣ ɜɜɢɞɭ 
ɫɬɚɬɭɫɚ ɧɟɞɨɫɬɢɠɢɦɨɝɨ ɞɭɯɨɜɧɨɝɨ ɨɛɪɚɡɰɚ, ɤɪɢɬɟɪɢɹ, ɫɨɨɬɜɟɬɫɬɜɨ-
ɜɚɬɶ ɤɨɬɨɪɨɦɭ ɱɟɥɨɜɟɤ ɞɚɠɟ ɧɟ ɩɵɬɚɟɬɫɹ, ɱɬɨ ɢ ɮɨɪɦɢɪɭɟɬ ɞɪɚɦɚɬɢ-
ɱɟɫɤɢɣ ɪɚɫɤɨɥ ɦɟɠɞɭ ɨɧɬɨɥɨɝɢɱɟɫɤɢɦ ɢ ɚɧɬɪɨɩɨɥɨɝɢɱɟɫɤɢɦ ɧɚɱɚɥɚɦɢ 
ɧɚɰɢɨɧɚɥɶɧɨɣ ɠɢɡɧɢ. ɉɪɢ ɷɬɨɦ, ɤɚɤ ɢ ɜ ɫɥɭɱɚɟ ɝɨɝɨɥɟɜɫɤɨɣ ɩɶɟɫɵ, 
ɤɚɪɬɢɧɚ ɑɭɯɪɚɹ ɨɫɬɚɟɬɫɹ ɤɨɦɟɞɢɟɣ, ɛɟɡ ɧɚɠɢɦɚ ɞɨɧɨɫɹ ɷɬɢ ɢɞɟɢ. 

Ƚɨɜɨɪɹ ɨ «Ɋɟɜɢɡɨɪɟ», Ⱥ. əɧɭɲɤɟɜɢɱ ɝɥɭɛɨɤɨ ɜɟɪɧɨ ɭɬɜɟɪɠɞɚɟɬ, 
ɱɬɨ «ɨɛɳɟɫɬɜɟɧɧɚɹ, ɜɵɫɨɤɚɹ ɤɨɦɟɞɢɹ Ƚɨɝɨɥɹ – ɷɬɨ ɩɪɟɠɞɟ ɜɫɟɝɨ “ɱɟ-
ɥɨɜɟɱɟɫɤɚɹ ɤɨɦɟɞɢɹ”» [3. ɋ. 660], ɱɬɨ ɫɩɪɚɜɟɞɥɢɜɨ ɢ ɜ ɨɬɧɨɲɟɧɢɢ «ɂɝ-
ɪɨɤɨɜ»; «Ɋɭɫɫɤɚɹ ɢɝɪɚ» ɠɟ – ɷɬɨ ɤɨɦɟɞɢɹ ɧɚɰɢɨɧɚɥɶɧɨ-ɮɢɥɨɫɨɮɫɤɚɹ. 
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ɂ ɬɚɤɨɣ ɭɯɨɞ ɨɬ ɛɭɤɜɚɥɢɫɬɫɤɨɝɨ ɫɥɟɞɨɜɚɧɢɹ ɝɨɝɨɥɟɜɫɤɨɦɭ ɬɟɤɫɬɭ, ɜɟ-
ɞɭɳɢɣ ɤ ɩɪɨɞɭɤɬɢɜɧɨɣ ɟɝɨ ɪɟɰɟɩɰɢɢ ɬɟɦ, ɤɬɨ ɧɟɫɨɦɧɟɧɧɨ ɡɚɫɥɭɠɢ-
ɜɚɟɬ ɡɜɚɧɢɹ ɯɭɞɨɠɧɢɤɚ1, ɢ ɫɨɡɞɚɧɢɸ ɹɪɤɨɝɨ ɚɜɬɨɪɫɤɨɝɨ ɩɪɨɢɡɜɟɞɟɧɢɹ, 
ɟɫɬɶ ɹɜɧɨɟ ɫɜɢɞɟɬɟɥɶɫɬɜɨ ɧɟ ɬɨɥɶɤɨ ɞɥɹɳɟɝɨɫɹ ɛɵɬɨɜɚɧɢɹ, ɧɨ ɢ ɧɟɩɪɟ-
ɯɨɞɹɳɟɣ ɚɤɬɭɚɥɶɧɨɫɬɢ ɞɪɚɦɚɬɭɪɝɢɱɟɫɤɨɝɨ ɧɚɫɥɟɞɢɹ Ƚɨɝɨɥɹ, ɨɬɧɸɞɶ 
ɧɟ ɨɝɪɚɧɢɱɢɜɚɸɳɟɝɨɫɹ ɭɩɨɦɹɧɭɬɵɦ «Ɋɟɜɢɡɨɪɨɦ» ɢ ɩɪɟɬɟɧɞɭɸɳɟɝɨ 
ɧɚ ɬɨ, ɱɬɨɛɵ ɧɚɡɵɜɚɬɶɫɹ «ɝɨɝɨɥɟɜɫɤɢɦ ɬɟɚɬɪɨɦ». 
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ɫɩɨɫɨɛɫɬɜɭɹ ɱɚɟɦɨɦɭ ɪɟɠɢɫɫɟɪɨɦ «ɞɢɚɥɨɝɭ ɤɭɥɶɬɭɪ». 
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Ʉɨɦɩɚɪɚɬɢɜɧɵɟ ɢɫɫɥɟɞɨɜɚɧɢɹ ɪɟɰɟɩɰɢɢ ɚɧɝɥɨɹɡɵɱɧɨɣ ɥɢɬɟɪɚɬɭɪɵ 

ɩɨɩɨɥɧɢɥɢɫɶ ɤɨɥɥɟɤɬɢɜɧɵɦ ɬɪɭɞɨɦ, ɩɨɞɝɨɬɨɜɥɟɧɧɵɦ ɩɨ ɢɬɨɝɚɦ ɸɛɢ-
ɥɟɣɧɨɣ ɤɨɧɮɟɪɟɧɰɢɢ «“ɀɢɡɧɶ – ɫɥɢɲɤɨɦ ɜɚɠɧɚɹ ɜɟɳɶ, ɱɬɨɛɵ ɪɚɫɫɭɠ-
ɞɚɬɶ ɨ ɧɟɣ ɫɟɪɶɟɡɧɨ”: ɢɪɨɧɢɹ, ɚɛɫɭɪɞ, ɩɚɪɚɞɨɤɫ ɜ ɬɜɨɪɱɟɫɬɜɟ Ɉɫɤɚɪɚ 
ɍɚɣɥɶɞɚ (ɤ 120-ɥɟɬɢɸ ɫɨ ɞɧɹ ɫɦɟɪɬɢ ɩɢɫɚɬɟɥɹ»), ɫɨɫɬɨɹɜɲɟɣɫɹ  
3–4 ɫɟɧɬɹɛɪɹ 2020 ɝ. ɜ ɂɆɅɂ ɢɦ. Ⱥ.Ɇ. Ƚɨɪɶɤɨɝɨ ɊȺɇ.  
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Ɋɟɰɟɧɡɢɪɭɟɦɨɟ ɢɫɫɥɟɞɨɜɚɧɢɟ ɫɥɟɞɭɟɬ ɫɱɢɬɚɬɶ ɜɟɫɶɦɚ ɫɜɨɟɜɪɟɦɟɧ-
ɧɵɦ, ɩɨɫɤɨɥɶɤɭ ɜ ɨɛɥɚɫɬɢ ɢɡɭɱɟɧɢɹ ɬɢɩɨɥɨɝɢɱɟɫɤɢɯ ɢ ɤɨɧɬɚɤɬɧɵɯ 
ɫɜɹɡɟɣ ɍɚɣɥɶɞɚ ɫ ɪɚɡɥɢɱɧɵɦɢ ɧɚɰɢɨɧɚɥɶɧɵɦɢ ɥɢɬɟɪɚɬɭɪɚɦɢ ɩɨ-
ɩɪɟɠɧɟɦɭ ɚɤɬɭɚɥɶɧɨɣ ɢ ɧɟɞɨɫɬɚɬɨɱɧɨ ɢɡɭɱɟɧɧɨɣ ɹɜɥɹɟɬɫɹ ɫɮɟɪɚ ɟɝɨ 
ɜɡɚɢɦɨɞɟɣɫɬɜɢɹ ɫ ɪɭɫɫɤɨɣ ɢɫɬɨɪɢɟɣ ɢ ɤɭɥɶɬɭɪɨɣ. ɇɚɢɛɨɥɟɟ ɢɡɜɟɫɬɧɵɦ 
ɚɫɩɟɤɬɨɦ ɷɬɨɝɨ ɩɪɨɰɟɫɫɚ ɜɵɫɬɭɩɚɟɬ ɜɤɥɸɱɟɧɧɨɫɬɶ ɥɢɱɧɨɫɬɢ ɢ ɬɜɨɪɱɟ-
ɫɬɜɚ ɍɚɣɥɶɞɚ ɜ ɤɨɧɬɟɤɫɬ ɪɭɫɫɤɨɝɨ ɦɨɞɟɪɧɢɡɦɚ. ɂ ɡɞɟɫɶ ɜɚɠɧɨ ɨɬɦɟɬɢɬɶ, 
ɱɬɨ ɬɹɝɨɬɟɧɢɟ ɪɭɫɫɤɢɯ ɥɢɬɟɪɚɬɨɪɨɜ ɤ ɍɚɣɥɶɞɭ ɛɵɥɨ ɩɨɞɝɨɬɨɜɥɟɧɨ  
ɛɥɚɝɨɩɪɢɹɬɧɨɣ ɜɨɫɩɪɢɧɢɦɚɸɳɟɣ ɫɪɟɞɨɣ, ɧɟɨɛɯɨɞɢɦɨɣ ɞɥɹ ɤɨɧɬɚɤɬɚ  
ɫ «ɩɨɱɜɨɣ» ɪɟɰɟɩɰɢɢ, ɬɚɤ ɤɚɤ ɜ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ ɠɢɡɧɢ ɤɨɧɰɚ 
1880-ɯ – ɧɚɱɚɥɚ 1890-ɯ ɝɝ. ɫɬɚɥɢ ɫɤɥɚɞɵɜɚɬɶɫɹ ɩɪɟɞɩɨɫɵɥɤɢ ɞɥɹ ɜɨɫ-
ɩɪɢɹɬɢɹ ɷɫɬɟɬɢɱɟɫɤɢɯ ɢɞɟɣ ɍɚɣɥɶɞɚ; ɩɨɜɨɪɨɬ ɜ ɫɬɨɪɨɧɭ ɢɧɬɟɪɟɫɚ ɤ ɜɨ-
ɩɪɨɫɚɦ ɢɫɤɭɫɫɬɜɚ ɨɛɨɡɧɚɱɢɥɫɹ ɧɟ ɬɨɥɶɤɨ ɩɨɹɜɥɟɧɢɟɦ ɫɩɟɰɢɚɥɶɧɵɯ  
ɯɭɞɨɠɟɫɬɜɟɧɧɨ-ɷɫɬɟɬɢɱɟɫɤɢɯ ɢɡɞɚɧɢɣ, ɧɨ ɢ ɧɟɤɨɬɨɪɨɣ ɬɟɪɩɢɦɨɫɬɶɸ 
ɫɬɚɪɲɟɝɨ ɩɨɤɨɥɟɧɢɹ ɤ ɪɚɡɥɢɱɧɵɦ ɦɧɟɧɢɹɦ ɢ ɜɨɡɦɨɠɧɨɫɬɶɸ ɩɭɛɥɢɤɚ-
ɰɢɣ «ɦɨɥɨɞɵɯ» ɧɚ ɫɬɪɚɧɢɰɚɯ ɬɪɚɞɢɰɢɨɧɧɵɯ «ɬɨɥɫɬɵɯ ɠɭɪɧɚɥɨɜ» (ɱɬɨ, 
ɩɪɚɜɞɚ, ɧɟ ɢɫɤɥɸɱɢɥɨ ɫɢɬɭɚɰɢɣ ɤɨɧɮɥɢɤɬɨɜ «ɨɬɰɨɜ» ɢ «ɞɟɬɟɣ»). Ⱦɚɠɟ 
«ȼɟɫɬɧɢɤ ȿɜɪɨɩɵ» ɨɛ Ɉ. ɍɚɣɥɶɞɟ, ɜɨɠɞɟ ɷɫɬɟɬɢɡɦɚ, ɝɨɜɨɪɢɥ ɞɨɛɪɨɠɟ-
ɥɚɬɟɥɶɧɨ ɢ ɛɥɚɝɨɫɤɥɨɧɧɨ, ɚ ɠɭɪɧɚɥ «Ɇɢɪ ɢɫɤɭɫɫɬɜɚ» ɜ ɤɨɧɰɟ XIX – 
ɧɚɱɚɥɟ XX ɜ. ɜɧɨɫɢɥ ɡɚɦɟɬɧɵɣ ɜɤɥɚɞ ɜ ɩɪɨɩɚɝɚɧɞɭ ɡɚɩɚɞɧɨɟɜɪɨɩɟɣ-
ɫɤɢɯ ɷɫɬɟɬɢɤɢ ɢ ɤɪɢɬɢɤɢ.  

ɉɨɷɬɨɦɭ ɧɟɭɞɢɜɢɬɟɥɶɧɨ, ɱɬɨ ɤɧɢɝɚ ɷɫɫɟɢɫɬɢɤɢ ɍɚɣɥɶɞɚ «Ɂɚɦɵɫɥɵ» 
(“Intentions”) ɛɵɥɚ ɞɚɠɟ ɛɨɥɶɲɟ ɨɰɟɧɟɧɚ ɜ Ɋɨɫɫɢɢ, ɱɟɦ ɭ ɧɟɝɨ ɧɚ ɪɨ-
ɞɢɧɟ. ɂɫɬɨɪɢɹ ɡɧɚɤɨɦɫɬɜɚ ɪɭɫɫɤɢɯ ɷɫɬɟɬɨɜ ɫ ɷɫɫɟɢɫɬɢɤɨɣ ɍɚɣɥɶɞɚ ɡɚ-
ɦɟɱɚɬɟɥɶɧɨ ɩɟɪɟɞɚɧɚ ɜ ɦɟɦɭɚɪɧɨɣ ɤɧɢɝɟ ɋ.Ʉ. Ɇɚɤɨɜɫɤɨɝɨ «ɇɚ ɉɚɪ-
ɧɚɫɟ ɋɟɪɟɛɪɹɧɨɝɨ ɜɟɤɚ» (ɝɥɚɜɚ «ɂɧɧɨɤɟɧɬɢɣ Ⱥɧɧɟɧɫɤɢɣ – ɤɪɢɬɢɤ»): 
«ȼ ɧɚɱɚɥɟ ɞɟɜɹɧɨɫɬɵɯ ɝɨɞɨɜ ɩɪɨɲɥɨɝɨ ɜɟɤɚ ɧɚɲ “Ʌɟɬɭɱɢɣ ɝɨɥɥɚɧɞɟɰ” 
ɩɨ ȿɜɪɨɩɚɦ – Ȼɨɛɨɪɵɤɢɧ, ɉɟɬɪ Ⱦɦɢɬɪɢɟɜɢɱ – ɩɪɢɜɟɡ ɜ ɉɟɬɟɪɛɭɪɝ, 
ɫɪɟɞɢ ɩɪɨɱɢɯ ɧɨɜɢɧɨɤ, ɧɟɛɨɥɶɲɭɸ ɤɧɢɠɤɭ (ɩɨɦɧɸ: ɩɟɪɟɩɥɟɬ ɨɥɢɜɤɨ-
ɜɨɝɨ ɰɜɟɬɚ ɫ ɬɢɫɧɟɧɧɨɣ ɡɨɥɨɬɨɦ ɥɭɤɨɜɢɱɤɨɣ ɜ ɭɝɥɭ) – “Intentions” Ɉɫ-
ɤɚɪɚ ɍɚɣɥɶɞɚ. ɗɬɢ ɧɚɩɢɫɚɧɧɵɟ ɫ ɞɟɪɡɤɨɣ ɧɟɡɚɜɢɫɢɦɨɫɬɶɸ ɢ ɥɭɤɚɜɵɦ 
ɦɚɫɬɟɪɫɬɜɨɦ ɪɚɡɦɵɲɥɟɧɢɹ, ɜ ɮɨɪɦɟ ɞɢɚɥɨɝɨɜ, ɨɛ ɢɫɤɭɫɫɬɜɟ ɢ ɥɢɬɟɪɚ-
ɬɭɪɟ, ɜ ɪɭɫɫɤɨɦ ɩɟɪɟɜɨɞɟ ɜɵɲɥɢ ɧɟ ɬɚɤ ɫɤɨɪɨ, ɧɨ ɬɨɦɢɤ ɍɚɣɥɶɞɚ ɩɪɢ-
ɧɚɞɥɟɠɚɥ ɤ ɬɨɦɭ ɪɨɞɭ ɤɧɢɝ, ɱɬɨ ɡɚɜɨɟɜɵɜɚɸɬ ɜɧɢɦɚɧɢɟ ɱɢɬɚɬɟɥɟɣ ɢ ɞɨ 
ɩɪɨɱɬɟɧɢɹ ɞɜɭɯ-ɬɪɟɯ ɠɭɪɧɚɥɶɧɵɯ ɫɬɚɬɟɣ ɛɵɥɨ ɞɨɜɨɥɶɧɨ, ɱɬɨɛɵ ɚɜɬɨɪ 
ɷɬɢɯ ɞɢɚɥɨɝɨɜ ɢ ɟɝɨ ɩɚɪɚɞɨɤɫɚɥɶɧɨɟ ɷɫɬɟɬɫɬɜɨ ɜɵɡɜɚɥɢ ɜɫɟɨɛɳɢɣ ɢɧ-
ɬɟɪɟɫ ɜ ɥɢɬɟɪɚɬɭɪɧɵɯ ɤɪɭɝɚɯ <...>. ɇɟɥɶɡɹ ɫɟɛɟ ɩɪɟɞɫɬɚɜɢɬɶ ɧɢɱɟɝɨ 
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ɛɨɥɟɟ ɩɪɨɬɢɜɨɩɨɥɨɠɧɨɝɨ ɨɬɩɪɚɜɧɵɦ ɬɨɱɤɚɦ ɡɪɟɧɢɹ ɧɚɲɢɯ ɪɟɜɧɢɬɟ-
ɥɟɣ ɧɚɭɱɧɨɣ ɨɛɴɟɤɬɢɜɧɨɫɬɢ, ɤɪɢɬɢɤɨɜ-ɨɛɳɟɫɬɜɟɧɧɢɤɨɜ XIX ɜɟɤɚ, ɱɟɦ 
ɷɬɨɬ ɭɚɣɥɶɞɨɜɫɤɢɣ ɤɪɢɬɢɱɟɫɤɢɣ ɫɭɛɴɟɤɬɢɜɢɡɦ, ɞɚ ɟɳɟ ɩɪɟɩɨɞɧɨɫɢ-
ɦɵɣ ɫ ɜɵɫɨɤɨɦɟɪɧɨɣ ɢɡɵɫɤɚɧɧɨɫɬɶɸ ɢ ɫ ɬɚɤɢɦ ɩɪɟɧɟɛɪɟɠɟɧɢɟɦ ɤ ɨɛ-
ɳɟɩɪɢɡɧɚɧɧɨɣ ɦɨɪɚɥɢ ɢ ɤɨ ɜɫɟɦɭ, ɤɚɡɚɥɨɫɶ ɛɵ, ɞɚɜɧɨ ɭɫɬɚɧɨɜɥɟɧ-
ɧɨɦɭ» [1. C.186–187]. 

ɉɨɤɚɡɚɬɟɥɶɧɨ ɢ ɬɨ, ɱɬɨ ɩɟɪɜɵɣ ɧɨɦɟɪ ɜɚɠɧɟɣɲɟɝɨ ɫɢɦɜɨɥɢɫɬɫɤɨɝɨ 
ɠɭɪɧɚɥɚ «ȼɟɫɵ» (1904) ɨɬɤɪɵɜɚɥɫɹ, ɧɚɪɹɞɭ ɫ ɩɪɨɝɪɚɦɦɧɵɦ ɦɚɧɢɮɟ-
ɫɬɨɦ Ȼɪɸɫɨɜɚ (ɫɬɚɬɶɟɣ «Ʉɥɸɱɢ ɬɚɣɧ»), ɫɬɚɬɶɟɣ Ʉ. Ȼɚɥɶɦɨɧɬɚ, ɧɚɩɢ-
ɫɚɧɧɨɣ ɜ ɠɚɧɪɟ ɥɢɬɟɪɚɬɭɪɧɨɝɨ ɩɨɪɬɪɟɬɚ, – «ɉɨɷɡɢɹ Ɉɫɤɚɪɚ ɍɚɣɥɶɞɚ». 
ȼ ɧɟɣ Ȼɚɥɶɦɨɧɬ, ɫɞɟɥɚɜɲɢɣ ɢɫɤɥɸɱɢɬɟɥɶɧɨ ɦɧɨɝɨ ɞɥɹ ɩɨɩɭɥɹɪɢɡɚɰɢɢ 
ɍɚɣɥɶɞɚ ɜ Ɋɨɫɫɢɢ, ɞɚɟɬ ɨɰɟɧɤɭ ɤɧɢɝɢ “Intentions”: «Ɉɫɤɚɪ ɍɚɣɥɶɞ 
ɧɚɩɢɫɚɥ ɝɟɧɢɚɥɶɧɭɸ ɤɧɢɝɭ ɷɫɬɟɬɢɱɟɫɤɢɯ ɫɬɚɬɟɣ, Intentions, ɹɜɥɹɸɳɭ-
ɸɫɹ ɟɜɚɧɝɟɥɢɟɦ ɷɫɬɟɬɫɬɜɚ». [2. C. 548] (ɤɭɪɫɢɜ ɧɚɲ. – Ʉ.В.). 

Ɇɧɨɝɢɟ ɬɟɨɪɟɬɢɱɟɫɤɢɟ ɩɨɥɨɠɟɧɢɹ, ɨɬɫɬɚɢɜɚɟɦɵɟ ɧɚ ɪɚɧɧɟɦ ɷɬɚɩɟ 
ɪɚɡɜɢɬɢɹ ɪɭɫɫɤɨɝɨ ɦɨɞɟɪɧɢɡɦɚ Ⱦ.ɋ. Ɇɟɪɟɠɤɨɜɫɤɢɦ, ȼ.ə. Ȼɪɸɫɨɜɵɦ, 
Ʉ.Ⱦ. Ȼɚɥɶɦɨɧɬɨɦ, Ɏ. ɋɨɥɨɝɭɛɨɦ, ɩɟɪɟɤɥɢɤɚɸɬɫɹ ɫ ɭɚɣɥɶɞɨɜɫɤɢɦɢ. 
ɋɜɹɡɶ ɫ ɟɝɨ ɬɟɨɪɢɟɣ ɤɪɢɬɢɤɢ ɩɪɨɫɥɟɠɢɜɚɟɬɫɹ ɜ ɜɵɫɬɭɩɥɟɧɢɹɯ ɗɥɥɢɫɚ, 
Ɇ. Ʌɢɤɢɚɪɞɨɩɭɥɨ (ɩɟɪɟɜɨɞɱɢɤɚ ɩɪɨɢɡɜɟɞɟɧɢɣ ɍɚɣɥɶɞɚ ɢ ɚɜɬɨɪɚ ɢɫɫɥɟ-
ɞɨɜɚɧɢɣ ɨ ɧɟɦ), Ɇ. ȼɨɥɨɲɢɧɚ, ɂ. Ⱥɧɧɟɧɫɤɨɝɨ, ɇ. Ⱥɛɪɚɦɨɜɢɱɚ ɢ ɞɪ.  

ȼɫɟ ɷɬɢ ɞɨɫɬɚɬɨɱɧɨ ɯɨɪɨɲɨ ɢɡɜɟɫɬɧɵɟ ɮɚɤɬɵ, ɭɩɨɦɹɧɭɬɵɟ ɧɚɦɢ, 
ɫɜɢɞɟɬɟɥɶɫɬɜɭɸɬ ɨɛ ɢɧɬɟɧɫɢɜɧɨɫɬɢ ɢ ɨɪɝɚɧɢɱɧɨɫɬɢ ɜɯɨɠɞɟɧɢɹ ɍɚɣɥɶɞɚ 
ɜ ɷɫɬɟɬɢɤɭ ɪɭɫɫɤɨɝɨ ɦɨɞɟɪɧɢɡɦɚ, ɩɪɢɬɹɝɚɬɟɥɶɧɨɫɬɢ ɟɝɨ ɷɫɬɟɬɢɱɟɫɤɢɯ 
ɢɞɟɣ ɞɥɹ ɪɚɡɥɢɱɧɵɯ ɬɜɨɪɱɟɫɤɢɯ ɫɥɨɟɜ – ɨɬ ɢɡɜɟɫɬɧɵɯ ɩɢɫɚɬɟɥɟɣ ɞɨ 
ɩɪɨɜɢɧɰɢɚɥɶɧɵɯ ɥɢɬɟɪɚɬɨɪɨɜ. ɇɟɥɶɡɹ ɜ ɷɬɨɣ ɫɜɹɡɢ ɧɟ ɭɩɨɦɹɧɭɬɶ ɢ ɨɛ 
ɢɫɫɥɟɞɨɜɚɧɢɢ, ɧɟɩɨɫɪɟɞɫɬɜɟɧɧɨ ɩɪɟɞɲɟɫɬɜɨɜɚɜɲɟɦ ɩɪɨɛɥɟɦɚɬɢɤɟ ɪɟ-
ɰɟɧɡɢɪɭɟɦɨɣ ɤɧɢɝɢ – ɫɬɚɬɶɟ Ɍ.ȼ. ɉɚɜɥɨɜɨɣ «Ɉɫɤɚɪ ɍɚɣɥɶɞ ɜ ɪɭɫɫɤɨɣ 
ɥɢɬɟɪɚɬɭɪɟ (ɤɨɧɟɰ XIX – ɧɚɱɚɥɨ XX ɜ.)» [3]. ɉɪɨɫɥɟɞɢɜ ɢɫɬɨɪɢɸ 
«ɜɯɨɠɞɟɧɢɹ» ɍɚɣɥɶɞɚ ɜ ɪɭɫɫɤɭɸ ɥɢɬɟɪɚɬɭɪɭ ɢ ɭɫɜɨɟɧɢɟ ɟɝɨ ɬɟɦ, ɦɨ-
ɬɢɜɨɜ, ɨɛɪɚɡɨɜ ɩɪɟɢɦɭɳɟɫɬɜɟɧɧɨ ɦɨɞɟɪɧɢɫɬɚɦɢ, Ɍ. ȼ. ɉɚɜɥɨɜɚ ɤɨɫɧɭ-
ɥɚɫɶ ɧɟ ɜɫɟɯ ɫɬɨɪɨɧ ɷɬɨɣ ɦɧɨɝɨɚɫɩɟɤɬɧɨɣ ɩɪɨɛɥɟɦɵ. 

Ⱦɨɩɨɥɧɢɬɶ, ɭɬɨɱɧɢɬɶ ɫɭɳɟɫɬɜɭɸɳɢɟ ɩɪɟɞɫɬɚɜɥɟɧɢɹ ɨ ɜɨɫɩɪɢɹɬɢɢ 
ɢ ɢɧɬɟɪɩɪɟɬɚɰɢɢ ɬɜɨɪɱɟɫɬɜɚ ɍɚɣɥɶɞɚ ɪɭɫɫɤɢɦɢ ɱɢɬɚɬɟɥɹɦɢ, ɜɡɝɥɹɧɭɬɶ 
ɧɚ ɟɝɨ ɧɚɫɥɟɞɢɟ ɫ ɭɱɟɬɨɦ ɩɨɫɥɟɞɧɢɯ ɞɚɧɧɵɯ ɨ ɟɝɨ ɛɢɨɝɪɚɮɢɢ, ɥɢɬɟɪɚ-
ɬɭɪɧɵɯ ɢ ɤɭɥɶɬɭɪɧɵɯ ɫɜɹɡɟɣ ɢ ɩɪɢɡɜɚɧ ɪɟɰɟɧɡɢɪɭɟɦɵɣ ɤɨɥɥɟɤɬɢɜɧɵɣ 
ɬɪɭɞ. Ʉɚɤ ɫɩɪɚɜɟɞɥɢɜɨ ɨɬɦɟɱɚɟɬɫɹ ɜɨ ɜɫɬɭɩɢɬɟɥɶɧɨɣ ɫɬɚɬɶɟ ɤ ɫɛɨɪɧɢɤɭ 
ɪɟɞɚɤɬɨɪɚ ɢ ɫɨɫɬɚɜɢɬɟɥɹ ȿ.ȼ. Ʉɭɡɧɟɰɨɜɨɣ, «ɧɟɫɦɨɬɪɹ ɧɚ ɩɪɨɞɟɥɚɧɧɭɸ 
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ɪɚɛɨɬɭ, ɩɪɨɰɟɫɫ ɢɡɭɱɟɧɢɹ “ɪɭɫɫɤɨɝɨ ɍɚɣɥɶɞɚ”, ɚ ɬɚɤɠɟ ɨɫɨɛɟɧɧɨɫɬɟɣ 
ɟɝɨ ɫɬɢɥɹ ɢ ɦɢɪɨɜɨɡɡɪɟɧɢɹ ɜɪɹɞ ɥɢ ɦɨɠɧɨ ɫɱɢɬɚɬɶ ɡɚɜɟɪɲɟɧɧɵɦ. 
ɇɚɭɱɧɨɟ ɨɫɦɵɫɥɟɧɢɟ ɧɚɫɥɟɞɢɹ ɥɸɛɨɣ ɤɪɭɩɧɨɣ ɮɢɝɭɪɵ ɜ ɩɨɥɟ ɤɭɥɶ-
ɬɭɪɵ ɢ ɥɢɬɟɪɚɬɭɪɵ ɞɨɥɠɧɨ ɭɱɢɬɵɜɚɬɶ ɤɚɤ ɡɧɚɧɢɟ ɧɟɩɢɫɚɧɵɯ ɯɭɞɨɠɟ-
ɫɬɜɟɧɧɵɯ ɡɚɤɨɧɨɜ ɢ ɫɨɰɢɚɥɶɧɨ-ɢɫɬɨɪɢɱɟɫɤɨɝɨ ɤɨɧɬɟɤɫɬɚ, ɩɨɜɥɢɹɜ-
ɲɢɯ ɧɚ ɩɪɨɢɡɜɟɞɟɧɢɹ ɷɬɨɝɨ ɚɜɬɨɪɚ, ɬɚɤ ɢ ɨɬɤɪɵɜɚɸɳɢɟɫɹ ɜɨɡɦɨɠɧɨ-
ɫɬɢ ɩɪɢɦɟɧɟɧɢɹ ɧɨɜɵɯ ɧɚɭɱɧɵɯ ɦɟɬɨɞɢɤ ɢ ɩɚɪɚɞɢɝɦ ɦɵɲɥɟɧɢɹ,  
ɤɨɬɨɪɵɟ ɩɨɡɜɨɥɹɸɬ ɭɜɢɞɟɬɶ ɚɤɬɭɚɥɶɧɵɟ ɝɪɚɧɢ ɜ ɬɟɤɫɬɚɯ ɩɪɨɲɥɨɝɨ» 
[4. C. 17]. 

ȼ ɫɛɨɪɧɢɤɟ ɩɹɬɶ ɪɚɡɞɟɥɨɜ: «ɉɨɷɬɢɤɚ ɢ ɮɢɥɨɫɨɮɢɹ», «ȼɡɝɥɹɞ ɧɚ 
Ɋɨɫɫɢɸ ɜ ɬɜɨɪɱɟɫɬɜɟ Ɉ. ɍɚɣɥɶɞɚ», «Ɉ. ɍɚɣɥɶɞ ɢ ɪɭɫɫɤɢɣ ɦɨɞɟɪɧ»,  
«Ɉ. ɍɚɣɥɶɞ ɜ ɤɭɥɶɬɭɪɟ ɫɨɜɟɬɫɤɨɣ ɢ ɩɨɫɬɫɨɜɟɬɫɤɨɣ ɷɩɨɯɢ», «Ɂɚɩɚɞɧɨ-
ɟɜɪɨɩɟɣɫɤɚɹ ɪɟɰɟɩɰɢɹ ɧɚɫɥɟɞɢɹ Ɉ. ɍɚɣɥɶɞɚ».  

Ⱦɨɫɬɨɢɧɫɬɜɨɦ ɤɧɢɝɢ ɫɬɚɥɨ ɬɨ, ɱɬɨ ɚɜɬɨɪɵ ɧɟ ɨɝɪɚɧɢɱɢɥɢɫɶ ɥɢɲɶ 
ɩɪɢɜɵɱɧɨɣ ɢ ɧɚɢɛɨɥɟɟ ɩɨɤɚɡɚɬɟɥɶɧɨɣ ɞɥɹ ɫɪɚɜɧɢɬɟɥɶɧɨɝɨ ɢɫɫɥɟɞɨɜɚ-
ɧɢɹ ɷɩɨɯɨɣ ɦɨɞɟɪɧɚ, ɧɨ ɢ ɩɨɩɵɬɚɥɢɫɶ – ɜɩɟɪɜɵɟ ɜ ɨɫɦɵɫɥɟɧɢɢ «ɪɭɫ-
ɫɤɨɝɨ ɍɚɣɥɶɞɚ» – ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ, ɜɜɟɫɬɢ ɤɨɧɬɟɤɫɬ ɥɢɬɟɪɚɬɭɪɵ XIX ɜ. 
(ɩɪɢɱɟɦ ɞɨɜɨɥɶɧɨ ɧɟɨɠɢɞɚɧɧɵɣ, ɧɚ ɩɟɪɜɵɣ ɜɡɝɥɹɞ), ɫ ɞɪɭɝɨɣ – ɩɪɨ-
ɞɥɢɬɶ ɜɟɤɬɨɪ ɫɪɚɜɧɟɧɢɹ ɜ ɫɨɜɟɬɫɤɭɸ ɢ ɩɨɫɬɫɨɜɟɬɫɤɭɸ ɷɩɨɯɢ.  

ɋɛɨɪɧɢɤ ɨɬɤɪɵɜɚɟɬɫɹ ɢɧɬɟɪɟɫɧɨɣ ɢ ɩɨɱɬɢ ɩɨ-ɭɚɣɥɶɞɨɜɫɤɢ ɩɚɪɚ-
ɞɨɤɫɚɥɶɧɨɣ ɫɬɚɬɶɟɣ Ɍ.Ⱥ. Ȼɨɛɨɪɵɤɢɧɨɣ «ɉɨɷɬɢɤɚ ɞɪɚɦɚɬɭɪɝɢɢ Ɉ. ɍɚɣɥɶ-
ɞɚ ɢ Ⱥ. Ɉɫɬɪɨɜɫɤɨɝɨ: ɩɚɪɚɞɨɤɫɵ ɫɛɥɢɠɟɧɢɹ». Ʉɚɡɚɥɨɫɶ ɛɵ, ɫɨɨɬɧɟɫɟɧɢɟ 
ɩɨɤɥɨɧɧɢɤɚ «ɱɢɫɬɨɝɨ ɢɫɤɭɫɫɬɜɚ» ɢ ɨɫɧɨɜɚɬɟɥɹ ɪɭɫɫɤɨɝɨ ɧɚɰɢɨɧɚɥɶ-
ɧɨɝɨ ɬɟɚɬɪɚ, ɦɚɫɬɟɪɚ ɢɡɨɛɪɚɠɟɧɢɹ ɪɭɫɫɤɨɝɨ ɤɭɩɟɱɟɫɬɜɚ ɜɢɞɢɬɫɹ ɧɟɜɨɡ-
ɦɨɠɧɵɦ ɢ ɞɚɠɟ ɫɬɪɚɧɧɵɦ. ɇɨ ɚɜɬɨɪ, ɨɬɤɪɵɜɚɹ ɞɥɹ ɱɢɬɚɬɟɥɹ ɪɚɡɥɢɱ-
ɧɵɟ ɮɚɤɬɵ ɡɧɚɤɨɦɫɬɜɚ Ɉɫɬɪɨɜɫɤɨɝɨ ɫ ɚɧɝɥɢɣɫɤɨɣ ɤɭɥɶɬɭɪɨɣ (ɧɚɩɪɢɦɟɪ, 
ɭɩɨɦɢɧɚɹ ɨ ɬɨɧɤɢɯ ɡɚɦɟɬɤɚɯ Ɉɫɬɪɨɜɫɤɨɝɨ ɨ ɪɨɦɚɧɟ Ⱦɢɤɤɟɧɫɚ «Ⱦɨɦɛɢ 
ɢ ɫɵɧ»), ɜɢɪɬɭɨɡɧɨ ɞɟɦɨɧɫɬɪɢɪɭɟɬ, ɤɚɤ ɜ ɬɜɨɪɱɟɫɬɜɟ ɷɬɢɯ ɩɢɫɚɬɟɥɟɣ 
ɟɫɬɶ «ɦɟɬɚɮɢɡɢɱɟɫɤɨɟ ɞɜɢɠɟɧɢɟ ɜ ɫɬɨɪɨɧɭ ɫɬɪɚɧɵ ɞɪɭɝɨɝɨ» [4. C. 26], 
ɜɵɹɜɥɹɹ ɜɚɠɧɵɟ ɬɨɱɤɢ ɩɟɪɟɫɟɱɟɧɢɹ ɢɯ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɨɪɢɟɧɬɢɪɨɜ – 
ɒɟɤɫɩɢɪ ɢ Ⱦɨɫɬɨɟɜɫɤɢɣ. ɋɚɦɵɦ ɢɧɬɟɪɟɫɧɵɦ ɜ ɫɬɚɬɶɟ ɫɬɚɥɨ ɨɛɧɚɪɭ-
ɠɟɧɢɟ ɟɳɟ ɨɞɧɨɝɨ ɨɛɳɟɝɨ ɩɪɨɢɡɜɟɞɟɧɢɹ-ɩɨɫɪɟɞɧɢɤɚ – ɦɚɥɨɢɡɜɟɫɬɧɨɣ 
ɧɵɧɟ ɤɨɦɟɞɢɢ Ⱥ. Ⱦɸɦɚ-ɫɵɧɚ «ɉɨɛɨɱɧɵɣ ɫɵɧ», ɨɛɴɹɫɧɹɸɳɟɝɨ ɜɟɪ-
ɛɚɥɶɧɵɟ ɢ ɫɸɠɟɬɧɵɟ ɫɯɨɠɞɟɧɢɹ ɤɨɦɟɞɢɢ Ɉɫɬɪɨɜɫɤɨɝɨ «Ȼɟɡ ɜɢɧɵ  
ɜɢɧɨɜɚɬɵɟ» ɢ ɤɨɦɟɞɢɢ ɍɚɣɥɶɞɚ «ɀɟɧɳɢɧɚ, ɧɟ ɫɬɨɹɳɚɹ ɜɧɢɦɚɧɢɹ».  
ȼ ɢɬɨɝɟ ɜɵɹɫɧɹɟɬɫɹ, ɱɬɨ ɜ ɫɛɥɢɠɟɧɢɢ Ɉɫɬɪɨɜɫɤɨɝɨ ɢ ɍɚɣɥɶɞɚ ɜ ɫɚɦɨɦ 
ɞɟɥɟ ɧɟ ɧɭɠɧɨ ɜɢɞɟɬɶ ɩɚɪɚɞɨɤɫɚ, ɜ ɨɛɟɢɯ ɤɨɦɟɞɢɹɯ «ɛɨɥɶɲɟ ɨɛɳɟɝɨ, 
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ɱɟɦ ɭ ɤɚɠɞɨɣ ɢɡ ɧɢɯ ɜ ɨɬɞɟɥɶɧɨɫɬɢ ɩɨ ɨɬɧɨɲɟɧɢɸ ɤ ɩɶɟɫɟ-ɩɪɟɞɲɟ-
ɫɬɜɟɧɧɢɰɟ» [4. C. 35].  

ɑɚɫɬɚɹ ɩɪɨɛɥɟɦɚ ɤɨɥɥɟɤɬɢɜɧɵɯ ɦɨɧɨɝɪɚɮɢɣ ɡɚɤɥɸɱɚɟɬɫɹ ɜ ɬɨɦ, 
ɱɬɨ ɧɚ ɞɟɥɟ ɨɧɢ ɩɪɟɞɫɬɚɜɥɹɸɬ ɫɨɛɨɣ ɧɟ ɛɨɥɟɟ ɱɟɦ ɫɛɨɪɧɢɤɢ ɫɬɚɬɟɣ. 
ɗɬɨɬ ɭɩɪɟɤ ɧɟɥɶɡɹ ɩɪɟɞɴɹɜɢɬɶ ɪɟɰɟɧɡɢɪɭɟɦɨɣ ɤɧɢɝɟ: ɪɟɞɚɤɬɨɪ-ɫɨɫɬɚ-
ɜɢɬɟɥɶ ɩɨɫɬɭɩɢɥɚ ɱɟɫɬɧɨ, ɚɧɧɨɬɢɪɭɹ ɟɟ ɢɦɟɧɧɨ ɤɚɤ ɫɛɨɪɧɢɤ ɫɬɚɬɟɣ. 
Ɉɞɧɚɤɨ ɩɟɪɟɞ ɧɚɦɢ ɭɝɥɭɛɥɟɧɧɨɟ ɢɫɫɥɟɞɨɜɚɧɢɟ, ɨɛɨɡɧɚɱɟɧɧɨɟ ɤɨɧ-
ɤɪɟɬɧɨɣ ɬɟɦɨɣ – Ɉ. ɍɚɣɥɶɞ ɢ Ɋɨɫɫɢɹ: ɩɪɨɛɥɟɦɵ ɩɨɷɬɢɤɢ ɢ ɪɟɰɟɩɰɢɢ, 
ɚ ɟɝɨ ɰɟɧɬɪɚɥɶɧɨɣ ɡɚɞɚɱɟɣ, ɤɚɤ ɨɛɨɡɧɚɱɟɧɨ ɜ ɚɧɧɨɬɚɰɢɢ, «ɹɜɥɹɟɬɫɹ  
ɨɬɧɨɲɟɧɢɟ ɩɢɫɚɬɟɥɹ ɤ Ɋɨɫɫɢɢ, ɟɟ ɥɢɬɟɪɚɬɭɪɟ, ɮɢɥɨɫɨɮɫɤɨɣ ɢ ɫɨɰɢ-
ɚɥɶɧɨ-ɩɨɥɢɬɢɱɟɫɤɨɣ ɦɵɫɥɢ, ɚ ɬɚɤɠɟ ɫɩɨɫɨɛɵ ɢ ɤɨɧɬɟɤɫɬɵ ɨɫɦɵɫɥɟɧɢɹ 
ɟɝɨ ɬɜɨɪɱɟɫɬɜɚ ɜ Ɋɨɫɫɢɣɫɤɨɣ ɢɦɩɟɪɢɢ, ɋɋɋɊ ɢ ɜ ɩɨɫɬɫɨɜɟɬɫɤɨɣ  
Ɋɨɫɫɢɢ».  

ɇɚ ɞɟɥɟ ɠɟ ɱɚɫɬɶ ɜɤɥɸɱɟɧɧɵɯ ɜ ɫɛɨɪɧɢɤ ɪɚɛɨɬ, ɧɚɩɢɫɚɧɧɵɯ ɚɜɬɨ-
ɪɢɬɟɬɧɵɦɢ ɡɧɚɬɨɤɚɦɢ ɬɜɨɪɱɟɫɬɜɚ ɍɚɣɥɶɞɚ ɢ ɨɛɥɚɞɚɸɳɢɯ ɫɚɦɨɫɬɨɹ-
ɬɟɥɶɧɨɣ ɧɚɭɱɧɨɣ ɰɟɧɧɨɫɬɶɸ, ɜɵɩɚɞɚɟɬ ɢɡ ɡɚɹɜɥɟɧɧɨɣ ɬɟɦɵ (ɫɬɚɬɶɢ  
Ɍ.Ƚ. ɑɟɫɧɨɤɨɜɨɣ «Ɇɟɬɚɦɨɪɮɨɡɵ ɬɪɚɞɢɰɢɢ ɜ ɬɜɨɪɱɟɫɬɜɟ Ɉ. ɍɚɣɥɶɞɚ-
ɤɨɦɟɞɢɨɝɪɚɮɚ: ɦɟɠɞɭ ɤɨɦɟɞɢɟɣ ɧɪɚɜɨɜ ɢ “ɯɨɪɨɲɨ ɫɞɟɥɚɧɧɨɣ ɩɶɟ-
ɫɨɣ”», Ɉ.Ɇ. ȼɚɥɨɜɨɣ «Ɇɨɥɨɞɨɫɬɶ ɤɚɤ ɤɚɬɟɝɨɪɢɹ ɭɚɣɥɶɞɨɜɫɤɨɣ ɮɢɥɨ-
ɫɨɮɢɢ ɧɟɪɟɚɥɶɧɨɝɨ», ȿ.Ɇ. Ȼɟɥɚɜɢɧɨɣ «Ɉɫɤɚɪ ɍɚɣɥɶɞ ɢ Ɇɚɪɫɟɥɶ 
ɉɪɭɫɬ: ɨɬ ɚɭɞɢɚɥɶɧɨɝɨ ɜɨɨɛɪɚɠɟɧɢɹ ɤ ɫɢɧɟɫɬɟɡɢɢ» ɢ ɫɬɚɬɶɢ ɩɨɫɥɟɞ-
ɧɟɝɨ ɪɚɡɞɟɥɚ «Ɂɚɩɚɞɧɨɟɜɪɨɩɟɣɫɤɚɹ ɪɟɰɟɩɰɢɹ ɧɚɫɥɟɞɢɹ Ɉ. ɍɚɣɥɶɞɚ»). 
ȼɵɞɟɥɢɦ, ɧɚɩɪɢɦɟɪ, ɫɬɚɬɶɸ Ɉ.Ɇ. ȼɚɥɨɜɨɣ, ɝɞɟ, ɩɨɠɚɥɭɣ, ɜɩɟɪɜɵɟ 
ɨɛɨɫɧɨɜɚɧɚ ɜɨɡɦɨɠɧɨɫɬɶ ɪɚɫɫɦɚɬɪɢɜɚɬɶ ɦɨɥɨɞɨɫɬɶ ɤɚɤ ɫɜɨɟɨɛɪɚɡɧɭɸ 
ɤɚɬɟɝɨɪɢɸ ɭɚɣɥɶɞɨɜɫɤɨɣ ɯɭɞɨɠɟɫɬɜɟɧɧɨɣ ɮɢɥɨɫɨɮɢɢ. Ⱦɚɧɧɚɹ ɤɚɬɟɝɨ-
ɪɢɹ ɨɩɢɫɵɜɚɟɬɫɹ ɧɚ ɦɚɬɟɪɢɚɥɟ ɤɪɢɬɢɤɢ, ɩɪɨɡɵ ɢ ɞɪɚɦɚɬɢɱɟɫɤɢɯ  
ɩɪɨɢɡɜɟɞɟɧɢɣ ɍɚɣɥɶɞɚ. ȼ ɫɬɚɬɶɟ ɩɪɨɫɥɟɠɟɧɚ ɛɟɡɭɫɥɨɜɧɚɹ ɫɜɹɡɶ «ɦɨ-
ɥɨɞɨɫɬɢ» ɫ ɬɟɦ ɮɚɤɬɨɦ, ɱɬɨ ɩɨɞɚɜɥɹɸɳɢɦɢ ɝɟɪɨɹɦɢ ɟɝɨ ɩɶɟɫ ɜɫɟɝɞɚ 
ɜɵɫɬɭɩɚɸɬ ɦɨɥɨɞɵɟ ɥɸɞɢ, ɚ ɷɬɨɬ ɷɬɚɩ ɜ ɠɢɡɧɢ ɱɟɥɨɜɟɤɚ ɢɧɬɟɪɟɫɟɧ ɩɢ-
ɫɚɬɟɥɸ ɜɧɭɬɪɟɧɧɟɣ ɷɧɟɪɝɢɟɣ, ɝɨɬɨɜɧɨɫɬɶɸ ɤ ɚɜɚɧɬɸɪɚɦ, ɤ ɢɝɪɟ, ɷɪɨ-
ɬɢɱɟɫɤɢɦ ɩɪɢɡɵɜɨɦ, ɩɟɪɫɩɟɤɬɢɜɨɣ ɫɚɦɨɪɟɚɥɢɡɚɰɢɢ ɢ ɬɟɫɧɨɣ ɫɜɹɡɶɸ  
ɫ ɢɫɤɭɫɫɬɜɨɦ. ɋɩɪɚɜɟɞɥɢɜɨɫɬɢ ɪɚɞɢ ɨɬɦɟɬɢɦ ɬɚɤɠɟ, ɱɬɨ ɜ ɭɩɨɦɹɧɭɬɨɣ 
ɪɚɛɨɬɟ ɜɫɟ ɠɟ ɟɫɬɶ ɫɥɟɞɵ ɪɭɫɫɤɨɣ ɬɟɦɵ, ɬɚɤ ɤɚɤ ɚɜɬɨɪ ɨɛɪɚɳɚɟɬɫɹ  
ɢ ɤ ɩɶɟɫɟ ɍɚɣɥɶɞɚ «ȼɟɪɚ, ɢɥɢ ɇɢɝɢɥɢɫɬɵ».  

ɇɨ ɜɫɟ ɠɟ ɛɨғɥɶɲɚɹ ɱɚɫɬɶ ɫɬɚɬɟɣ ɧɟ ɨɬɤɥɨɧɹɟɬɫɹ ɨɬ ɡɚɹɜɥɟɧɧɨɝɨ  
ɜ ɧɚɡɜɚɧɢɢ ɬɟɦɚɬɢɱɟɫɤɨɝɨ ɜɟɤɬɨɪɚ. Ɍɚɤ, ɜ ɫɬɚɬɶɟ Ɍ.ɇ. ɉɭɬɢɧɰɟɜɨɣ 
«Ɏɚɧɬɚɡɢɹ Ɉ. ɍɚɣɥɶɞɚ ɧɚ ɪɭɫɫɤɭɸ ɬɟɦɭ ɜ ɚɧɝɥɢɣɫɤɨɦ ɫɬɢɥɟ (“ȼɟɪɚ, 
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ɢɥɢ ɇɢɝɢɥɢɫɬɵ”)» ɞɚɧ ɨɛɫɬɨɹɬɟɥɶɧɵɣ ɚɧɚɥɢɡ ɩɨɷɬɢɤɢ ɩɟɪɜɨɣ ɩɶɟɫɵ 
ɍɚɣɥɶɞɚ, ɞɥɹ ɤɨɬɨɪɨɣ ɚɜɬɨɪ ɜɡɹɥ ɫɸɠɟɬ ɨ ɪɭɫɫɤɢɯ ɡɚɝɨɜɨɪɳɢɤɚɯ ɢ 
ɚɧɚɪɯɢɫɬɚɯ, ɩɨɞɫɤɚɡɚɧɧɵɣ ɱɪɟɡɜɵɱɚɣɧɨɣ ɩɨɩɭɥɹɪɧɨɫɬɶɸ ɧɚ Ɂɚɩɚɞɟ 
ɩɪɨɢɡɜɟɞɟɧɢɣ ɪɭɫɫɤɨɣ ɤɥɚɫɫɢɤɢ, ɜ ɬɨɦ ɱɢɫɥɟ «Ɉɬɰɨɜ ɢ ɞɟɬɟɣ» Ɍɭɪɝɟ-
ɧɟɜɚ ɢ «Ȼɟɫɨɜ» Ⱦɨɫɬɨɟɜɫɤɨɝɨ, ɫ ɤɨɬɨɪɵɦɢ ɍɚɣɥɶɞ ɛɵɥ ɡɧɚɤɨɦ, ɨɬɪɚɡɢɜ 
ɢɯ ɜɨɫɩɪɢɹɬɢɟ ɜ ɦɧɨɝɨɱɢɫɥɟɧɧɵɯ ɩɚɪɨɞɢɣɧɨ-ɮɚɪɫɨɜɵɯ ɚɥɥɸɡɢɹɯ ɧɚ ɷɬɢ 
ɬɟɤɫɬɵ. ɍɛɟɞɢɬɟɥɶɧɨ ɩɨɤɚɡɚɧɨ, ɱɬɨ ɩɟɪɜɚɹ ɩɶɟɫɚ ɍɚɣɥɶɞɚ ɩɨɹɜɥɹɟɬɫɹ ɤɚɤ 
ɫɜɨɟɨɛɪɚɡɧɚɹ ɢɥɥɸɫɬɪɚɰɢɹ ɬɨɝɨ, «ɨ ɱɟɦ ɨɧ ɞɭɦɚɥ, ɱɢɬɚɹ ɩɪɨɢɡɜɟɞɟɧɢɹ 
Ⱦɨɫɬɨɟɜɫɤɨɝɨ ɢ Ɍɭɪɝɟɧɟɜɚ, ɪɚɡɦɵɲɥɹɹ, ɤɚɤ ɢ ɦɧɨɝɢɟ ɟɝɨ ɫɨɜɪɟɦɟɧɧɢɤɢ, 
ɨ ɫɨɛɵɬɢɹɯ ɡɚɜɟɪɲɚɸɳɟɝɨɫɹ ɪɟɜɨɥɸɰɢɨɧɧɨɝɨ XIX ɜ.» [4. C. 115]. 

ȼ ɧɚɫɵɳɟɧɧɨɣ ɢɫɬɨɪɢɤɨ-ɥɢɬɟɪɚɬɭɪɧɵɦɢ ɮɚɤɬɚɦɢ ɢ ɨɩɟɪɢɪɭɸɳɟɣ 
ɦɧɨɠɟɫɬɜɨɦ ɥɢɬɟɪɚɬɭɪɧɨ-ɤɪɢɬɢɱɟɫɤɢɯ, ɮɢɥɨɫɨɮɫɤɢɯ ɢɫɬɨɱɧɢɤɨɜ ɫɬɚ-
ɬɶɟ ȿ.Ⱥ. Ɇɚɪɤɨɜɨɣ «Ɋɭɫɫɤɢɟ ɤɨɪɧɢ ɫɨɰɢɚɥɶɧɨɣ ɮɢɥɨɫɨɮɢɢ Ɉ. ɍɚɣɥɶɞɚ 
ɢ ɟɟ ɜɨɫɩɪɢɹɬɢɟ ɜ Ɋɨɫɫɢɢ ɧɚɱɚɥɚ ɏɏ ɜ.» ɡɚɬɪɨɧɭɬ ɜɨɩɪɨɫ ɜɨɡɞɟɣɫɬɜɢɹ 
ɚɧɚɪɯɢɡɦɚ ɉ.Ⱥ. Ʉɪɨɩɨɬɤɢɧɚ ɧɚ ɚɧɝɥɢɣɫɤɨɝɨ ɩɢɫɚɬɟɥɹ, ɚ ɬɚɤɠɟ ɫɞɟɥɚɧ 
ɜɵɜɨɞ ɨ ɜɨɡɦɨɠɧɨɦ ɨɛɪɚɬɧɨɦ ɜɥɢɹɧɢɢ. ɉɨɞɪɨɛɧɨ ɪɚɫɫɦɚɬɪɢɜɚɹ ɨɬ-
ɤɥɢɤɢ ɧɚ ɷɫɫɟ ɍɚɣɥɶɞɚ «Ⱦɭɲɚ ɱɟɥɨɜɟɤɚ ɩɪɢ ɫɨɰɢɚɥɢɡɦɟ» ɇ.Ⱥ. Ȼɟɪɞɹ-
ɟɜɚ, Ɇ.Ʌ. Ƚɨɮɦɚɧɚ, ɋ.Ʌ. Ɏɪɚɧɤɚ, Ʉ.Ⱦ. Ȼɚɥɶɦɨɧɬɚ, Ʉ.ɂ. ɑɭɤɨɜɫɤɨɝɨ,  
Ⱥ. Ȼɟɥɨɝɨ, Ⱥ.ɂ. Ɍɢɧɹɤɨɜɚ, Ɏ.ɉ. ɒɢɥɥɟɪɚ ɢ ɨɛɫɭɠɞɟɧɢɟ ɷɫɫɟ ɜ ɪɨɦɚɧɟ 
Ɇ. Ƚɨɪɶɤɨɝɨ «ɀɢɡɧɶ Ʉɥɢɦɚ ɋɚɦɝɢɧɚ», ȿ.Ⱥ. Ɇɚɪɤɨɜɚ ɞɨɤɚɡɵɜɚɟɬ, ɱɬɨ 
ɫɨɰɢɚɥɢɫɬɢɱɟɫɤɢɟ ɜɡɝɥɹɞɵ ɍɚɣɥɶɞɚ ɧɚɢɛɨɥɶɲɢɣ ɨɬɤɥɢɤ, ɯɨɬɹ ɢ ɧɟɨɞ-
ɧɨɡɧɚɱɧɵɣ ɜ ɞɨɪɟɜɨɥɸɰɢɨɧɧɭɸ ɢ ɩɨɫɥɟɪɟɜɨɥɸɰɢɨɧɧɭɸ ɷɩɨɯɢ, ɨɛ-
ɪɟɥɢ ɢɦɟɧɧɨ ɜ Ɋɨɫɫɢɢ.  

ɋɚɦɵɣ ɛɨɥɶɲɨɣ ɪɚɡɞɟɥ ɤɧɢɝɢ ɩɨɫɜɹɳɟɧ ɪɟɰɟɩɰɢɢ ɍɚɣɥɶɞɚ ɜ ɷɩɨɯɭ 
ɋɟɪɟɛɪɹɧɨɝɨ ɜɟɤɚ. ɇɟ ɢɦɟɹ ɜɨɡɦɨɠɧɨɫɬɢ ɜ ɪɚɦɤɚɯ ɪɟɰɟɧɡɢɢ ɨɫɬɚɧɨ-
ɜɢɬɶɫɹ ɧɚ ɜɫɟɯ ɪɚɛɨɬɚɯ, ɨɛɨɡɧɚɱɢɦ ɤɨɧɬɭɪɧɨ ɤɪɭɝ ɩɨɫɬɚɜɥɟɧɧɵɯ ɩɪɨ-
ɛɥɟɦ. ȼ ɫɬɚɬɶɹɯ ɷɬɨɝɨ ɪɚɡɞɟɥɚ ɩɪɟɠɞɟ ɜɫɟɝɨ ɪɚɫɫɦɚɬɪɢɜɚɸɬɫɹ ɤɚɤ ɢɡ-
ɜɟɫɬɧɵɟ, ɧɨ ɩɨɤɚɡɚɧɧɵɟ ɩɨɞ ɧɨɜɵɦ ɭɝɥɨɦ ɡɪɟɧɢɹ, ɬɚɤ ɢ ɦɚɥɨɢɡɜɟɫɬɧɵɟ 
ɫɬɪɚɧɢɰɵ ɮɨɪɦɢɪɨɜɚɧɢɹ ɭɚɣɥɶɞɨɜɫɤɨɝɨ ɦɢɮɚ ɜ ɤɭɥɶɬɭɪɟ ɋɟɪɟɛɪɹɧɨɝɨ 
ɜɟɤɚ. Ɍɚɤ, ɫɬɚɬɶɢ ȼ.ȼ. ɇɢɤɭɥɶɰɟɜɨɣ «“ȼɫɟɥɟɧɟɰ, ɡɚɤɥɸɱɟɧɧɵɣ ɜ ɫɦɨ-
ɤɢɧɝ ɞɷɧɞɢ…”: ɨɛɪɚɡ Ɉ. ɍɚɣɥɶɞɚ ɜ ɩɨɷɬɢɱɟɫɤɨɣ ɨɰɟɧɤɟ ɂɝɨɪɹ-ɋɟɜɟ-
ɪɹɧɢɧɚ» ɢ ȿ.ȼ. Ʉɭɡɧɟɰɨɜɨɣ «“ɂ ɚɮɨɪɢɡɦɵ ɢɡ ɍɚɣɥɶɞɚ ɱɢɬɚɟɦ, ɫɢɞɹ ɧɚ 
ɩɟɫɤɟ…”: ɩɨɷɬɢɤɚ ɚɮɨɪɢɡɦɚ ɢ ɩɚɪɚɞɨɤɫɚ ɜ ɬɜɨɪɱɟɫɬɜɟ ɂ. ɋɟɜɟɪɹɧɢɧɚ», 
ɨɛɪɚɡɭɹ ɧɟɤɭɸ ɞɢɥɨɝɢɸ, ɨɛɪɚɳɟɧɵ ɤ ɮɢɝɭɪɟ ɂ. ɋɟɜɟɪɹɧɢɧɚ, «ɪɭɫ-
ɫɤɨɝɨ Ɉɫɤɚɪɚ ɍɚɣɥɶɞɚ». ȼ.ȼ. ɇɢɤɭɥɶɰɟɜɚ ɩɪɨɜɟɥɚ ɬɳɚɬɟɥɶɧɵɣ ɥɢɧɝ-
ɜɨɩɨɷɬɢɱɟɫɤɢɣ ɚɧɚɥɢɡ ɫɬɢɯɨɬɜɨɪɟɧɢɣ ɋɟɜɟɪɹɧɢɧɚ, ɩɨɫɜɹɳɟɧɧɵɯ ɩɚ-
ɦɹɬɢ ɍɚɣɥɶɞɚ, ɫɨɞɟɪɠɚɳɢɯ ɨɰɟɧɤɭ ɠɢɡɧɢ ɢ ɬɜɨɪɱɟɫɬɜɚ ɚɧɝɥɢɣɫɤɨɝɨ 
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ɩɢɫɚɬɟɥɹ. Ⱦɥɹ ɋɟɜɟɪɹɧɢɧɚ, ɤɚɤ ɭɬɜɟɪɠɞɚɟɬɫɹ ɜ ɢɫɫɥɟɞɨɜɚɧɢɢ, ɞɨ ɤɨɧɰɚ 
1910–ɯ ɝɝ. ɍɚɣɥɶɞ ɛɵɥ «ɜɟɥɢɤɢɦ ɩɪɟɞɲɟɫɬɜɟɧɧɢɤɨɦ, ɨɛɪɚɡɰɨɦ ɞɥɹ 
ɩɨɞɪɚɠɚɧɢɹ, ɭɱɢɬɟɥɟɦ, ɤɭɥɶɬɭɪɧɵɦ ɤɨɞɨɦ, ɨɬɱɚɫɬɢ ɪɨɞɫɬɜɟɧɧɨɣ ɞɭ-
ɲɨɣ ɢ, ɧɚɤɨɧɟɰ, ɡɚɝɚɞɤɨɣ XIX ɜ.» [4. C. 195]. ȼ ɫɬɚɬɶɟ ȿ.ȼ. Ʉɭɡɧɟɰɨɜɨɣ 
ɪɚɫɫɦɨɬɪɟɧɨ ɜɥɢɹɧɢɟ, ɨɤɚɡɚɧɧɨɟ ɍɚɣɥɶɞɨɦ ɧɚ ɮɨɪɦɢɪɨɜɚɧɢɟ ɢɪɨ-
ɧɢɱɧɨ-ɩɚɪɚɞɨɤɫɚɥɶɧɨɝɨ ɫɬɢɥɹ ɢ ɠɚɧɪɚ ɚɮɨɪɢɡɦɚ ɜ ɬɜɨɪɱɟɫɬɜɟ ɂ. ɋɟ-
ɜɟɪɹɧɢɧɚ. ɉɪɢ ɷɬɨɦ, ɤɚɤ ɭɫɬɚɧɨɜɥɟɧɨ ɜ ɪɚɛɨɬɟ, ɫɚɦ ɨɛɪɚɡ ɫɬɪɚɞɚɸɳɟɝɨ 
ɚɧɝɥɢɣɫɤɨɝɨ ɞɟɧɞɢ, ɩɚɥɚɱɚ ɢ ɠɟɪɬɜɵ ɜɵɫɲɟɝɨ ɨɛɳɟɫɬɜɚ ɫɥɨɠɢɥɫɹ  
ɭ ɪɭɫɫɤɨɝɨ ɷɝɨɮɭɬɭɪɢɫɬɚ ɜɨ ɦɧɨɝɨɦ ɩɨɞ ɜɥɢɹɧɢɟɦ ɤɪɢɬɢɱɟɫɤɢɯ ɫɬɚɬɟɣ 
ɑɭɤɨɜɫɤɨɝɨ. Ɉɬɦɟɬɢɦ ɨɱɟɜɢɞɧɭɸ ɢɫɬɨɪɢɤɨ-ɥɢɬɟɪɚɬɭɪɧɭɸ ɰɟɧɧɨɫɬɶ 
ɫɬɚɬɶɢ Ɇ.ȼ. Ɇɢɯɚɣɥɨɜɨɣ ɢ ɋ.Ɇ. Ʉɭɞɪɢɰɤɨɣ «Ɉ. ɍɚɣɥɶɞ ɢ Ⱥ. Ɇɢɪɷ: 
ɬɜɨɪɱɟɫɤɢɟ ɩɚɪɚɥɥɟɥɢ», ɜ ɤɨɬɨɪɨɣ ɨɛɪɚɳɟɧɨ ɜɧɢɦɚɧɢɟ ɧɚ ɦɚɥɨɢɡɜɟɫɬ-
ɧɵɟ ɪɟɰɟɧɡɢɢ ɡɚɛɵɬɨɣ ɧɵɧɟ ɩɢɫɚɬɟɥɶɧɢɰɵ ɧɚɱɚɥɚ XX ɜ. Ⱥ. Ɇɢɪɷ, ɝɞɟ 
ɨɧɚ ɞɚɟɬ ɫɨɛɫɬɜɟɧɧɨɟ ɜɢɞɟɧɢɟ ɩɪɟɫɬɭɩɥɟɧɢɹ, ɜɢɧɵ ɢ ɧɚɤɚɡɚɧɢɹ 
ɍɚɣɥɶɞɚ, ɫɜɹɡɚɧɧɵɯ ɫ ɫɭɞɟɛɧɵɦ ɩɪɨɰɟɫɫɨɦ ɩɨɫɥɟɞɧɢɯ ɥɟɬ ɟɝɨ ɠɢɡɧɢ. 
ɋɜɹɡɶ ɫ ɭɚɣɥɶɞɨɜɫɤɢɦɢ ɦɨɬɢɜɚɦɢ ɩɪɨɫɥɟɠɟɧɚ ɢ ɜ ɯɭɞɨɠɟɫɬɜɟɧɧɨɦ 
ɬɜɨɪɱɟɫɬɜɟ ɩɢɫɚɬɟɥɶɧɢɰɵ. Ɂɚɦɟɱɚɬɟɥɶɧɨ ɢ ɬɨ, ɱɬɨ ɫɨɫɬɚɜɢɬɟɥɢ ɜɤɥɸ-
ɱɢɥɢ ɜ ɉɪɢɥɨɠɟɧɢɟ ɩɨɞɝɨɬɨɜɥɟɧɧɵɟ ɚɜɬɨɪɚɦɢ ɫɬɚɬɶɢ ɬɟɤɫɬɵ ɞɜɭɯ ɪɟ-
ɰɟɧɡɢɣ Ⱥ. Ɇɢɪɷ. 

ɇɟɫɨɦɧɟɧɧɨɝɨ ɜɧɢɦɚɧɢɹ ɡɚɫɥɭɠɢɜɚɟɬ ɢ ɪɚɛɨɬɚ Ⱥ.ȼ. Ɏɢɥɚɬɨɜɚ  
«Ɉ. ɍɚɣɥɶɞ ɜ ɠɢɡɧɢ ɢ ɬɜɨɪɱɟɫɬɜɟ ɇ.ɋ. Ƚɭɦɢɥɟɜɚ», ɝɞɟ ɜɢɪɬɭɨɡɧɨ ɩɨ-
ɤɚɡɚɧɨ, ɤɚɤ ɪɟɰɟɩɰɢɹ Ƚɭɦɢɥɟɜɚ ɬɜɨɪɱɟɫɬɜɚ ɢ ɦɨɞɟɥɢ ɩɨɜɟɞɟɧɢɹ 
ɍɚɣɥɶɞɚ, ɧɚɱɚɜɲɢɫɶ ɟɳɟ ɜ ɸɧɨɫɬɢ, ɜ ɤɚɤɨɦ-ɬɨ ɫɦɵɫɥɟ ɩɪɟɞɨɩɪɟɞɟɥɢɥɚ 
ɟɝɨ ɷɫɬɟɬɢɱɟɫɤɢɟ ɩɪɢɨɪɢɬɟɬɵ ɧɚ ɪɚɧɧɟɦ ɷɬɚɩɟ ɬɜɨɪɱɟɫɬɜɚ ɢ ɩɨɜɥɢɹɥɚ 
ɧɚ ɮɨɪɦɢɪɨɜɚɧɢɟ ɫɨɛɫɬɜɟɧɧɨɝɨ ɥɢɬɟɪɚɬɭɪɧɨɝɨ ɢ ɫɨɰɢɚɥɶɧɨɝɨ ɢɦɢɞɠɚ. 
ȼ ɫɬɚɬɶɟ ɨɛɧɚɪɭɠɟɧɨ ɦɧɨɠɟɫɬɜɨ ɧɟɨɠɢɞɚɧɧɵɯ ɮɚɤɬɨɜ ɜɨɡɞɟɣɫɬɜɢɹ 
ɬɜɨɪɱɟɫɬɜɚ ɚɧɝɥɢɣɫɤɨɝɨ ɩɢɫɚɬɟɥɹ ɧɚ ɩɨɷɡɢɸ ɢ ɥɢɬɟɪɚɬɭɪɧɭɸ ɤɪɢɬɢɤɭ 
Ƚɭɦɢɥɟɜɚ. Ɉɫɨɛɨ ɯɨɬɟɥɨɫɶ ɛɵ ɨɬɦɟɬɢɬɶ ɩɨɞɪɨɛɧɵɣ ɚɧɚɥɢɡ ɢɡɜɟɫɬɧɨɝɨ 
ɫɬɢɯɨɬɜɨɪɟɧɢɹ Ƚɭɦɢɥɟɜɚ «ɉɨɪɬɪɟɬ ɦɭɠɱɢɧɵ» ɫ ɩɨɞɡɚɝɨɥɨɜɤɨɦ «ɤɚɪ-
ɬɢɧɚ ɜ Ʌɭɜɪɟ ɪɚɛɨɬɵ ɧɟɢɡɜɟɫɬɧɨɝɨ». ȼ ɷɬɨɦ ɞɟɦɨɧɢɱɟɫɤɢ-ɡɚɜɨɪɚɠɢɜɚ-
ɸɳɟɦ ɩɨɪɬɪɟɬɟ ɩɪɟɤɪɚɫɧɨɝɨ ɦɨɥɨɞɨɝɨ ɱɟɥɨɜɟɤɚ ɫ ɛɟɡɞɭɲɧɵɦɢ, ɩɭ-
ɫɬɵɦɢ ɝɥɚɡɚɦɢ, ɝɪɟɲɧɢɤɚ ɢ ɝɟɞɨɧɢɫɬɚ, ɧɟ ɭɬɪɚɬɢɜɲɟɝɨ ɡɚ ɦɧɨɝɢɟ ɝɨɞɵ 
ɫɜɨɟɣ ɤɪɚɫɨɬɵ, ɧɨ ɧɟ ɫɩɨɫɨɛɧɨɝɨ ɫɨɫɬɪɚɞɚɬɶ ɢ ɩɥɚɤɚɬɶ, ɧɟɥɶɡɹ, ɩɨ 
ɦɵɫɥɢ ɢɫɫɥɟɞɨɜɚɬɟɥɹ, ɧɟ ɭɜɢɞɟɬɶ ɫɜɹɡɢ ɫ ɝɟɪɨɟɦ ɫɚɦɨɝɨ ɡɧɚɦɟɧɢɬɨɝɨ 
ɩɪɨɢɡɜɟɞɟɧɢɹ ɍɚɣɥɶɞɚ – ɪɨɦɚɧɚ «ɉɨɪɬɪɟɬ Ⱦɨɪɢɚɧɚ Ƚɪɟɹ».  

Ⱦɨɩɨɥɧɹɸɬ ɤɚɪɬɢɧɭ ɪɭɫɫɤɨɣ ɪɟɰɟɩɰɢɢ ɍɚɣɥɶɞɚ ɢɫɫɥɟɞɨɜɚɧɢɹ ɨɛ 
ɨɫɨɛɟɧɧɨɫɬɹɯ ɩɪɢɫɭɬɫɬɜɢɹ ɥɢɱɧɨɫɬɢ ɍɚɣɥɶɞɚ ɜ ɤɪɭɝɟ ɱɬɟɧɢɹ ɢ ɤɭɥɶ-
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ɬɭɪɧɨɦ ɫɨɡɧɚɧɢɢ ɱɢɬɚɬɟɥɹ ɢ ɡɪɢɬɟɥɹ ɫɨɜɟɬɫɤɨɣ ɢ ɩɨɫɬɫɨɜɟɬɫɤɨɣ ɷɩɨɯɢ. 
ȼ ɫɬɚɬɶɟ ɋ.ɇ. Ɇɨɪɨɡɨɜɨɣ ɢ ȿ.ȼ. Ʉɭɡɧɟɰɨɜɨɣ «Ɉ. ɍɚɣɥɶɞ ɜ ɤɪɢɬɢɱɟɫɤɨɦ 
ɨɫɦɵɫɥɟɧɢɢ Ʉ. ɑɭɤɨɜɫɤɨɝɨ: ɢɫɬɨɪɢɹ ɢ ɷɜɨɥɸɰɢɹ» ɚɧɚɥɢɡɢɪɭɟɬɫɹ 
ɪɨɥɶ ɤɪɢɬɢɤɚ ɜ ɫɨɡɞɚɧɢɢ ɨɛɪɚɡɚ ɍɚɣɥɶɞɚ ɧɚ ɩɪɨɬɹɠɟɧɢɢ ɞɥɢɬɟɥɶɧɨ 
ɜɪɟɦɟɧɢ – ɨɬ ɞɨɪɟɜɨɥɸɰɢɨɧɧɵɯ ɥɟɬ ɞɨ 1966 ɝ. ɇɚɞɨ ɨɬɦɟɬɢɬɶ, ɱɬɨ 
ɑɭɤɨɜɫɤɢɣ ɜɨɨɛɳɟ ɩɪɢɫɭɬɫɬɜɭɟɬ ɬɚɤ ɢɥɢ ɢɧɚɱɟ ɜ ɤɚɠɞɨɣ ɫɬɚɬɶɟ ɫɛɨɪ-
ɧɢɤɚ, ɜɵɩɨɥɧɹɹ ɮɭɧɤɰɢɸ ɨɞɧɨɣ ɢɡ ɫɤɪɟɩ ɦɟɠɞɭ ɨɬɞɟɥɶɧɵɦɢ ɢɫɫɥɟ-
ɞɨɜɚɧɢɹɦɢ. 

ə.Ⱦ. ɑɟɱɧɟɜ ɜ ɫɬɚɬɶɟ «Ɏɢɝɭɪɚ Ɉ. ɍɚɣɥɶɞɚ ɜ ɫɨɜɟɬɫɤɨɦ ɤɭɥɶɬɭɪɧɨɦ 
ɫɨɡɧɚɧɢɢ 1920–1930-ɯ ɝɝ.» ɨɛɫɬɨɹɬɟɥɶɧɨ ɩɨɤɚɡɵɜɚɟɬ, ɱɬɨ ɧɚ ɩɪɨɬɹɠɟ-
ɧɢɢ ɞɜɭɯ ɞɟɫɹɬɢɥɟɬɢɣ ɩɨɫɥɟ ɭɬɜɟɪɠɞɟɧɢɹ ɫɨɜɟɬɫɤɨɣ ɜɥɚɫɬɢ ɢɦɹ 
ɍɚɣɥɶɞɚ ɜɫɟ ɟɳɟ ɛɵɥɨ ɚɤɬɭɚɥɶɧɵɦ ɜ ɤɭɥɶɬɭɪɧɨɦ ɫɨɡɧɚɧɢɢ ɫɨɜɟɬɫɤɨɝɨ 
ɨɛɳɟɫɬɜɚ, ɧɨ ɜ ɧɚɱɚɥɟ 1930-ɯ ɝɝ. ɩɨɞɜɟɪɝɥɨɫɶ ɬɚɛɭɢɪɨɜɚɧɢɸ. ɋ ɬɟɯ 
ɩɨɪ ɷɫɬɟɬɢɱɟɫɤɚɹ ɫɢɫɬɟɦɚ ɩɢɫɚɬɟɥɹ ɩɪɚɤɬɢɱɟɫɤɢ ɞɨ ɨɬɬɟɩɟɥɢ ɢɧɬɟɪ-
ɩɪɟɬɢɪɨɜɚɥɚɫɶ ɤɚɤ «ɛɭɪɠɭɚɡɧɚɹ», «ɞɟɤɚɞɟɧɬɫɤɚɹ», «ɢɞɟɨɥɨɝɢɱɟɫɤɢ 
ɜɪɚɠɞɟɛɧɚɹ», «ɨɬɨɪɜɚɧɧɚɹ ɨɬ ɠɢɡɧɢ» ɢ ɬ.ɞ. Ȼɨɝɚɬɵɣ ɮɚɤɬɢɱɟɫɤɢɣ ɦɚ-
ɬɟɪɢɚɥ ɠɢɡɧɢ ɭɚɣɥɶɞɨɜɫɤɨɝɨ ɧɚɫɥɟɞɢɹ ɜ 1960-ɟ ɢ 1990–2010-ɟ ɝɝ. ɤɨɧ-
ɰɟɩɬɭɚɥɶɧɨ ɨɫɦɵɫɥɟɧ ɜ ɫɬɚɬɶɹɯ Ɇ.Ⱥ. Ɋɨɞɢɧɨɣ «ɋɨɩɨɫɬɚɜɢɬɟɥɶɧɵɣ 
ɚɧɚɥɢɡ ɪɚɫɫɤɚɡɚ Ɉ. ɍɚɣɥɶɞɚ “Ʉɟɧɬɟɪɜɢɥɶɫɤɨɟ ɩɪɢɜɢɞɟɧɢɟ» ɢ ɨɞɧɨ-
ɢɦɟɧɧɨɝɨ ɫɨɜɟɬɫɤɨɝɨ ɦɭɥɶɬɮɢɥɶɦɚ”, ȿ.ȼ. ɒɚɯɦɚɬɨɜɨɣ «Ⱦɪɚɦɚɬɭɪɝɢɹ 
Ɉ. ɍɚɣɥɶɞɚ ɧɚ ɫɰɟɧɟ ɦɨɫɤɨɜɫɤɢɯ ɬɟɚɬɪɨɜ ɩɨɫɬɫɨɜɟɬɫɤɨɝɨ ɩɟɪɢɨɞɚ 
(1990–2020 ɝɝ.)». 

Ɋɟɰɟɧɡɢɪɭɟɦɨɟ ɢɡɞɚɧɢɟ, ɬɚɤɢɦ ɨɛɪɚɡɨɦ, ɜɵɯɨɞɢɬ ɡɚ ɪɚɦɤɢ ɨɛɵɱ-
ɧɨɝɨ ɫɛɨɪɧɢɤɚ ɫɬɚɬɟɣ «ɩɨ ɢɬɨɝɚɦ ɤɨɧɮɟɪɟɧɰɢɢ». ɉɟɪɟɞ ɧɚɦɢ ɩɪɟɞɫɬɚ-
ɟɬ, ɧɟɫɦɨɬɪɹ ɧɚ ɜɵɫɤɚɡɚɧɧɨɟ ɡɚɦɟɱɚɧɢɟ, ɤɨɧɰɟɩɬɭɚɥɶɧɨ ɩɪɨɞɭɦɚɧɧɨɟ 
ɤɨɥɥɟɤɬɢɜɧɨɟ ɢɫɫɥɟɞɨɜɚɧɢɟ ɮɭɧɤɰɢɨɧɢɪɨɜɚɧɢɹ ɬɜɨɪɱɟɫɬɜɚ ɩɢɫɚɬɟɥɹ  
ɜ ɢɧɨɧɚɰɢɨɧɚɥɶɧɨɣ ɫɪɟɞɟ. Ⱥɜɬɨɪɚɦ ɭɞɚɥɨɫɶ ɭɛɟɞɢɬɟɥɶɧɨ ɩɨɤɚɡɚɬɶ ɨɛ-
ɳɟɫɬɜɟɧɧɨ-ɢɫɬɨɪɢɱɟɫɤɢɟ ɢ ɤɭɥɶɬɭɪɧɵɟ ɩɪɟɞɩɨɫɵɥɤɢ ɩɨɩɭɥɹɪɧɨɫɬɢ 
ɬɜɨɪɱɟɫɬɜɚ ɍɚɣɥɶɞɚ ɜ Ɋɨɫɫɢɢ, «ɩɪɢɥɢɜɵ» ɢ «ɨɬɥɢɜɵ» ɱɢɬɚɬɟɥɶɫɤɨɝɨ 
ɢɧɬɟɪɟɫɚ ɤ ɧɟɦɭ. ɋɬɚɬɶɢ, ɫɨɛɪɚɧɧɵɟ ɜ ɤɧɢɝɟ, ɩɨɡɜɨɥɹɸɬ ɩɪɟɞɫɬɚɜɢɬɶ 
ɦɧɨɝɨɝɪɚɧɧɵɣ ɨɛɪɚɡ ɍɚɣɥɶɞɚ ɜ ɪɭɫɫɤɨɣ ɤɭɥɶɬɭɪɟ. Ȼɟɡ ɫɨɦɧɟɧɢɹ, ɪɟ-
ɰɟɧɡɢɪɭɟɦɵɣ ɫɛɨɪɧɢɤ, ɬɳɚɬɟɥɶɧɨ ɨɬɪɟɞɚɤɬɢɪɨɜɚɧɧɵɣ, ɤɚɠɞɚɹ ɫɬɚɬɶɹ 
ɤɨɬɨɪɨɝɨ ɫɨɩɪɨɜɨɠɞɚɟɬɫɹ ɜɫɟɦ ɧɟɨɛɯɨɞɢɦɵɦ ɧɚɛɨɪɨɦ ɧɚɭɤɨɦɟɬɪɢɱɟ-
ɫɤɢɯ ɩɨɤɚɡɚɬɟɥɟɣ, ɡɚɣɦɟɬ ɫɜɨɟ ɞɨɫɬɨɣɧɨɟ ɦɟɫɬɨ ɪɹɞɭ ɤɨɦɩɚɪɚɬɢɜɧɵɯ 
ɢ ɤɪɨɫɫ-ɤɭɥɶɬɭɪɧɵɯ ɢɫɫɥɟɞɨɜɚɧɢɣ, ɩɨɫɜɹɳɟɧɧɵɯ ɪɟɰɟɩɰɢɢ ɡɧɚɦɟɧɢ-
ɬɨɝɨ ɚɧɝɥɢɣɫɤɨɝɨ ɩɢɫɚɬɟɥɹ.  
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Ⱥɧɧɨɬɚɰɢɹ. Ɋɚɫɫɦɚɬɪɢɜɚɟɬɫɹ 

ɢɫɫɥɟɞɨɜɚɬɟɥɶɫɤɚɹ ɤɨɧɰɟɩɰɢɹ ɦɨ-
ɧɨɝɪɚɮɢɢ Ʉ.ȼ. ɢ ȿ.ȿ. Ⱥɧɢɫɢɦɨɜɵɯ 
«Ɉɱɟɪɤɢ ɬɟɨɪɢɢ ɢ ɢɫɬɨɪɢɢ ɪɭɫ-
ɫɤɨɣ ɛɚɥɥɚɞɵ». Ⱥɤɰɟɧɬɢɪɭɟɬɫɹ 
ɜɧɢɦɚɧɢɟ ɧɚ ɨɪɢɝɢɧɚɥɶɧɵɯ ɬɟɨɪɟ-
ɬɢɤɨ-ɦɟɬɨɞɨɥɨɝɢɱɟɫɤɢɯ ɩɨɞɯɨɞɚɯ 
ɤ ɚɧɚɥɢɡɭ ɠɚɧɪɨɜɨɣ ɩɨɷɬɢɤɢ ɛɚɥ-
ɥɚɞɵ. Ɉɰɟɧɢɜɚɟɬɫɹ ɧɨɜɢɡɧɚ ɜ ɪɟ-
ɤɨɧɫɬɪɭɤɰɢɢ ɠɚɧɪɨɜɨɣ ɢɫɬɨɪɢɢ 
ɪɭɫɫɤɨɣ ɛɚɥɥɚɞɵ ɨɬ ȼ.Ⱥ. ɀɭɤɨɜ-
ɫɤɨɝɨ ɞɨ ɩɪɨɢɡɜɟɞɟɧɢɣ ɩɨɡɞɧɟɝɨ 
ɫɨɜɟɬɫɤɨɝɨ ɜɪɟɦɟɧɢ. Ɉɬɦɟɱɚɟɬɫɹ 
ɪɚɡɧɨɨɛɪɚɡɢɟ ɜɵɹɜɥɟɧɧɵɯ ɠɚɧɪɨ-
ɜɵɯ ɜɚɪɢɚɧɬɨɜ ɛɚɥɥɚɞɵ ɩɪɢ ɫɨɯɪɚ-
ɧɟɧɢɢ ɚɪɝɭɦɟɧɬɢɪɨɜɚɧɧɨ ɨɩɪɟɞɟ-
ɥɟɧɧɨɝɨ ɬɪɚɧɫɢɫɬɨɪɢɱɟɫɤɨɝɨ ɠɚɧ-
ɪɨɜɨɝɨ ɹɞɪɚ. 

Ʉɥɸɱɟɜɵɟ ɫɥɨɜɚ: ɠɚɧɪɨɥɨɝɢɹ, 
ɢɫɬɨɪɢɱɟɫɤɚɹ ɩɨɷɬɢɤɚ ɪɭɫɫɤɨɣ ɥɢ-
ɬɟɪɚɬɭɪɵ, ɛɚɥɥɚɞɚ, ȼ.Ⱥ. ɀɭɤɨɜ-
ɫɤɢɣ, Ⱥ.ɇ. Ɇɭɪɚɜɶɟɜ, ɉ.ȼ. Ʉɢɪɟɟɜɫɤɢɣ, Ⱥ.Ⱥ. Ɏɟɬ, Ⱥ.Ʉ. Ɍɨɥɫɬɨɣ, ɂ.Ⱥ. Ȼɭ-
ɧɢɧ, ɇ.Ⱥ. Ɂɚɛɨɥɨɰɤɢɣ, Ȼ.Ⱥ. ɋɥɭɰɤɢɣ, ȼ.ə. Ȼɪɸɫɨɜ, Ʌ.ɇ. Ɇɚɪɬɵɧɨɜ,  
ȼ.Ɏ. ɏɨɞɚɫɟɜɢɱ, ɋ.ə. Ɇɚɪɲɚɤ, ɂ.Ʌ. ɋɟɥɶɜɢɧɫɤɢɣ, ɋ.Ⱥ. ȼɚɫɢɥɶɟɜ,  
ɋ.ɉ. ɓɢɩɚɱɟɜ, ɋ.ɘ. Ʉɭɧɹɟɜ 
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ɇɚɡɜɚɧɢɟ ɪɟɰɟɧɡɢɪɭɟɦɨɣ ɦɨɧɨɝɪɚɮɢɢ ɫɭɝɭɛɨ ɬɪɚɞɢɰɢɨɧɧɨ ɢ ɨɬɫɵ-
ɥɚɟɬ ɤ ɩɨɱɬɟɧɧɨɣ ɜ ɨɬɟɱɟɫɬɜɟɧɧɨɦ ɢ ɦɢɪɨɜɨɦ ɥɢɬɟɪɚɬɭɪɨɜɟɞɟɧɢɢ  
ɬɪɚɞɢɰɢɢ ɠɚɧɪɨɥɨɝɢɱɟɫɤɢɯ ɢɡɭɱɟɧɢɣ, ɨɛɡɨɪɨɜ ɬɟɨɪɢɢ ɢ ɢɫɬɨɪɢɢ 
ɨɩɪɟɞɟɥɟɧɧɨɝɨ ɠɚɧɪɚ. Ⱥɤɚɞɟɦɢɱɧɨɫɬɶ ɮɨɪɦɭɥɢɪɨɜɤɢ, ɨɞɧɚɤɨ, ɫɤɪɵ-
ɜɚɟɬ ɡɚ ɫɨɛɨɣ ɚɦɛɢɰɢɨɡɧɭɸ ɡɚɞɚɱɭ ɩɪɟɞɥɨɠɢɬɶ ɨɪɢɝɢɧɚɥɶɧɭɸ ɨɩɬɢɤɭ 
ɜ ɜɢɞɟɧɢɢ ɤɚɤ ɫɜɨɟɝɨ ɧɟɩɨɫɪɟɞɫɬɜɟɧɧɨɝɨ ɩɪɟɞɦɟɬɚ – ɪɭɫɫɤɨɣ ɛɚɥɥɚɞɵ 
XIX–XX ɜɟɤɨɜ, ɬɚɤ ɢ ɪɹɞɚ ɨɫɨɛɟɧɧɨɫɬɟɣ ɢɫɬɨɪɢɱɟɫɤɨɝɨ ɫɭɳɟɫɬɜɨɜɚ-
ɧɢɹ ɠɚɧɪɚ ɜ ɰɟɥɨɦ. ȼ ɷɬɨɦ ɨɬɧɨɲɟɧɢɢ ɦɨɧɨɝɪɚɮɢɹ ɭɩɨɞɨɛɥɹɟɬɫɹ ɥɚ-
ɛɨɪɚɬɨɪɢɢ, ɝɞɟ ɩɨɫɪɟɞɫɬɜɨɦ ɪɹɞɚ ɨɩɵɬɨɜ / ɨɱɟɪɤɨɜ ɪɟɤɨɧɫɬɪɭɢɪɭɟɬɫɹ 
ɩɨɷɬɢɤɚ ɫɥɨɠɧɨɝɨ ɠɚɧɪɨɜɨɝɨ ɨɪɝɚɧɢɡɦɚ, ɭɦɟɸɳɟɝɨ ɩɪɢɫɩɨɫɨɛɢɬɶɫɹ  
ɤ ɡɚɩɪɨɫɚɦ ɨɱɟɧɶ ɪɚɡɧɵɯ ɷɩɨɯ. Ʉɧɢɝɚ ɨɩɪɚɜɞɚɧɧɨ ɤɨɧɰɟɩɬɭɚɥɶɧɚ, ɨɧɚ 
ɧɟ ɩɨɝɪɭɠɚɟɬ ɱɢɬɚɬɟɥɹ ɜ ɩɨɞɪɨɛɧɭɸ ɷɦɩɢɪɢɤɭ ɠɚɧɪɨɜɨɣ ɷɜɨɥɸɰɢɢ 
ɛɚɥɥɚɞɵ, ɛɥɚɝɨ ɨɧɚ ɭɠɟ ɞɨɫɬɚɬɨɱɧɨ ɯɨɪɨɲɨ ɢɡɭɱɟɧɚ, ɚ ɫɬɪɟɦɢɬɫɹ ɩɪɨ-
ɞɟɦɨɧɫɬɪɢɪɨɜɚɬɶ ɟɟ ɤɥɸɱɟɜɵɟ ɭɡɥɵ. Ɇɟɠɞɭ ɬɟɦ ɧɟ ɹɜɥɹɟɬɫɹ ɦɨɧɨɝɪɚ-
ɮɢɹ ɢ ɩɪɹɦɨɥɢɧɟɣɧɨɣ ɩɪɨɟɤɰɢɟɣ ɬɟɨɪɟɬɢɱɟɫɤɨɣ ɤɨɧɫɬɪɭɤɰɢɢ ɧɚ ɢɫ-
ɬɨɪɢɱɟɫɤɢɣ ɦɚɬɟɪɢɚɥ, ɧɚɩɪɨɬɢɜ, ɟɟ ɨɬɥɢɱɚɟɬ ɩɨɜɵɲɟɧɧɚɹ ɱɭɬɤɨɫɬɶ  
ɤ ɚɜɬɨɪɫɤɨɣ ɨɪɢɝɢɧɚɥɶɧɨɫɬɢ, ɩɨɷɬɢɱɟɫɤɨɣ ɨɪɝɚɧɢɤɟ, ɤ ɫɜɨɟɨɛɪɚɡɢɸ 
ɬɟɤɫɬɚ ɢ ɤɨɧɬɟɤɫɬɚ.  

ɉɨɞɨɛɧɚɹ ɩɪɨɞɭɦɚɧɧɚɹ ɚɪɯɢɬɟɤɬɨɧɢɤɚ, ɜ ɪɚɦɤɚɯ ɤɨɬɨɪɨɣ ɨɬɞɟɥɶ-
ɧɵɟ ɨɱɟɪɤɢ ɫɤɥɚɞɵɜɚɸɬɫɹ ɜ ɰɟɥɶɧɭɸ ɩɚɧɨɪɚɦɭ ɠɚɧɪɨɜɨɝɨ ɪɚɡɜɢɬɢɹ, 
ɯɨɪɨɲɨ ɫɨɨɬɜɟɬɫɬɜɭɟɬ ɫɩɟɰɢɮɢɤɟ ɪɭɫɫɤɨɣ ɛɚɥɥɚɞɵ. ɋɥɨɠɢɜɲɢɫɶ ɢ ɡɚ-
ɧɹɜ ɜɚɠɧɨɟ ɦɟɫɬɨ ɜ ɥɢɬɟɪɚɬɭɪɟ ɷɩɨɯɢ ɀɭɤɨɜɫɤɨɝɨ ɢ ɉɭɲɤɢɧɚ, ɜɩɨ-
ɫɥɟɞɫɬɜɢɢ ɨɧɚ ɫɬɚɧɨɜɢɬɫɹ ɜɩɨɥɧɟ ɥɨɤɚɥɶɧɵɦ ɹɜɥɟɧɢɟɦ, ɚɤɬɭɚɥɢɡɢɪɭ-
ɸɳɢɦɫɹ, ɬɟɦ ɧɟ ɦɟɧɟɟ, ɫ ɡɚɜɢɞɧɨɣ ɪɟɝɭɥɹɪɧɨɫɬɶɸ, ɩɪɢɱɟɦ ɨɛɵɱɧɨ  
ɜ ɩɟɪɢɨɞɵ ɷɫɬɟɬɢɱɟɫɤɢɯ ɢɥɢ ɢɫɬɨɪɢɱɟɫɤɢɯ ɫɥɨɦɨɜ. ɉɨɧɹɬɶ, ɩɨɱɟɦɭ 
ɬɚɤ ɩɪɨɢɫɯɨɞɢɬ, ɜ ɱɟɦ ɡɚɤɥɸɱɚɟɬɫɹ ɦɢɪɨɜɨɡɡɪɟɧɱɟɫɤɚɹ ɢ ɯɭɞɨɠɟ-
ɫɬɜɟɧɧɚɹ ɩɪɢɜɥɟɤɚɬɟɥɶɧɨɫɬɶ ɷɬɨɝɨ ɫɬɚɪɨɝɨ ɠɚɧɪɚ, – ɡɚɞɚɱɚ ɫɥɨɠɧɚɹ ɢ 
ɩɨɞɪɚɡɭɦɟɜɚɸɳɚɹ ɜ ɬɨɦ ɱɢɫɥɟ ɦɟɬɨɞɨɥɨɝɢɱɟɫɤɢɟ ɧɨɜɚɰɢɢ. ɂ ɜ ɷɬɨɦ 
ɩɥɚɧɟ ɛɚɥɥɚɞɚ ɤɚɤ ɤɨɦɩɚɤɬɧɚɹ ɠɚɧɪɨɜɚɹ ɫɬɪɭɤɬɭɪɚ, ɞɨɫɬɚɬɨɱɧɨ ɥɟɝɤɨ 
ɨɩɨɡɧɚɜɚɟɦɚɹ ɜ ɪɚɡɥɢɱɢɹɯ ɚɜɬɨɪɫɤɢɯ ɜɚɪɢɚɧɬɨɜ, ɨɛɥɚɞɚɟɬ ɨɫɨɛɨɣ ɩɪɢ-
ɜɥɟɤɚɬɟɥɶɧɨɫɬɶɸ ɞɥɹ ɚɧɚɥɢɡɚ. 

ɋ ɜɵɹɜɥɟɧɢɹ ɠɚɧɪɨɜɨɝɨ ɹɞɪɚ ɢ ɧɚɱɢɧɚɟɬɫɹ ɦɨɧɨɝɪɚɮɢɹ, ɜ ɞɚɥɶɧɟɣ-
ɲɟɦ ɩɟɪɟɪɚɫɬɚɹ ɜ ɢɫɬɨɪɢɱɟɫɤɨɟ ɪɚɫɫɥɟɞɨɜɚɧɢɟ ɫ ɷɥɟɦɟɧɬɚɦɢ ɟɞɜɚ ɥɢ 
ɧɟ ɞɟɬɟɤɬɢɜɧɨɣ ɡɚɧɢɦɚɬɟɥɶɧɨɫɬɢ. Ɉɛɪɚɳɚɟɬ ɧɚ ɫɟɛɹ ɜɧɢɦɚɧɢɟ ɫɬɪɟɦ-
ɥɟɧɢɟ ɚɜɬɨɪɨɜ ɜ ɬɟɨɪɟɬɢɱɟɫɤɨɦ ɷɤɫɤɭɪɫɟ ɭɣɬɢ ɨɬ ɩɨɧɢɦɚɧɢɹ ɠɚɧɪɚ ɤɚɤ 
ɮɢɤɫɢɪɨɜɚɧɧɨɝɨ ɧɚɛɨɪɚ ɬɟɯ ɢɥɢ ɢɧɵɯ ɩɪɢɟɦɨɜ ɢ ɫɦɟɫɬɢɬɶ ɜɧɢɦɚɧɢɟ 
ɧɚ ɮɭɧɤɰɢɨɧɚɥɶɧɵɣ ɚɫɩɟɤɬ. ɉɪɢɧɰɢɩɢɚɥɶɧɨɣ ɨɫɧɨɜɨɣ ɡɞɟɫɶ ɜɵɫɬɭɩɚɟɬ 
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ɝɢɩɨɬɟɡɚ ɨɛ ɨɛɹɡɚɬɟɥɶɧɨɫɬɢ ɞɥɹ ɧɚɰɢɨɧɚɥɶɧɨɝɨ ɤɚɧɨɧɚ ɛɚɥɥɚɞɵ ɬɪɟɯ 
ɮɭɧɤɰɢɣ / ɪɨɥɟɣ: «1. ɋɢɥɚ ɭɧɢɜɟɪɫɚɥɶɧɨɝɨ Ɇɢɪɨɩɨɪɹɞɤɚ. 2. ɋɜɹɡɚɧ-
ɧɵɣ ɫ ɷɬɨɣ ɫɢɥɨɣ ɩɨɞɜɢɠɧɵɣ ɝɟɪɨɣ, ɬɨɩɨɝɪɚɮɢɱɟɫɤɢ ɢ / ɢɥɢ ɫɢɦɜɨɥɢ-
ɱɟɫɤɢ ɩɪɢɧɚɞɥɟɠɚɳɢɣ “ɢɧɨɦɭ ɦɢɪɭ” ɢ – ɱɚɫɬɨ, ɧɨ ɧɟ ɜɫɟɝɞɚ – ɡɚɛɢɪɚ-
ɸɳɢɣ ɤɨɝɨ-ɬɨ ɢɡ ɦɢɪɚ “ɡɞɟɲɧɟɝɨ”. 3. Ƚɟɪɨɣ, ɞɟɥɚɸɳɢɣ ɪɨɤɨɜɨɣ  
ɜɵɛɨɪ. Ⱦɢɧɚɦɢɤɚ ɫɸɠɟɬɚ ɫɨɨɛɳɚɟɬɫɹ ɛɚɥɥɚɞɟ ɩɟɪɫɨɧɚɠɟɦ, ɪɚɫɩɨɥɨ-
ɠɟɧɧɵɦ ɧɚ ɬɪɟɬɶɟɣ ɪɨɥɟɜɨɣ ɩɨɡɢɰɢɢ: ɟɝɨ ɜɵɛɨɪ ɡɚɩɭɫɤɚɟɬ ɜ ɞɟɣɫɬɜɢɟ 
ɞɨ ɩɨɪɵ ɫɨɤɪɵɬɵɟ ɫɢɥɵ ɉɪɨɜɢɞɟɧɢɹ, ɜɤɥɸɱɚɹ ɢ ɬɢɩɨɜɨɝɨ ɞɥɹ ɛɚɥ-
ɥɚɞɵ “ɠɟɧɢɯɚ-ɦɟɪɬɜɟɰɚ”» [1. ɋ. 44].  

ɗɬɚ ɫɢɫɬɟɦɚ ɩɨɡɢɰɢɣ ɜɵɹɜɥɹɟɬɫɹ ɧɚ ɦɚɬɟɪɢɚɥɟ ɛɚɥɥɚɞ ȼ.Ⱥ. ɀɭɤɨɜ-
ɫɤɨɝɨ, ɨɩɪɟɞɟɥɢɜɲɢɯ, ɩɨ ɜɩɨɥɧɟ ɫɩɪɚɜɟɞɥɢɜɨɦɭ ɦɧɟɧɢɸ ɚɜɬɨɪɨɜ, 
ɥɢɰɨ ɠɚɧɪɚ ɜ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɟ, ɧɨ ɜ ɫɥɟɞɭɸɳɢɯ ɪɚɡɞɟɥɚɯ ɩɥɨɞɨ-
ɬɜɨɪɧɨ ɩɪɨɟɰɢɪɭɟɬɫɹ ɧɚ ɩɪɨɢɡɜɟɞɟɧɢɹ ɲɢɪɨɤɨɝɨ ɤɪɭɝɚ ɩɨɷɬɨɜ ɛɨɥɟɟ 
ɩɨɡɞɧɢɯ ɷɩɨɯ, ɱɬɨ ɩɨɡɜɨɥɹɟɬ ɨɛɧɚɪɭɠɢɬɶ ɜ ɢɯ ɛɚɥɥɚɞɚɯ ɫɟɦɚɧɬɢɱɟɫɤɢɟ 
ɢɧɬɟɧɰɢɢ, ɬɪɭɞɧɨ ɨɩɨɡɧɚɜɚɟɦɵɟ ɩɪɢ ɢɧɨɣ, ɛɨɥɟɟ ɬɪɚɞɢɰɢɨɧɧɨɣ ɨɩ-
ɬɢɤɟ ɪɚɫɫɦɨɬɪɟɧɢɹ. Ɉɫɨɛɨ ɡɚɦɟɬɢɦ, ɱɬɨ ɬɪɟɯɮɭɧɤɰɢɨɧɚɥɶɧɚɹ ɨɫɧɨɜɚ 
ɪɭɫɫɤɨɣ ɛɚɥɥɚɞɵ ɨɩɪɟɞɟɥɹɟɬɫɹ ɜ ɦɨɧɨɝɪɚɮɢɢ ɫɭɝɭɛɨ ɤɚɤ ɤɚɬɟɝɨɪɢɹ ɢɫ-
ɬɨɪɢɱɟɫɤɨɣ ɩɨɷɬɢɤɢ ɢ ɫɥɭɱɚɣ ɨɱɟɧɶ ɱɚɫɬɧɵɣ, ɨɛɟɫɩɟɱɢɜɲɢɣ ɠɚɧɪɭ 
ɭɡɧɚɜɚɟɦɨɫɬɶ ɢ ɫɚɦɨɬɨɠɞɟɫɬɜɟɧɧɨɫɬɶ ɜ ɩɨɫɥɟɞɭɸɳɢɟ ɷɩɨɯɢ. Ȼɚɥɥɚɞɚ 
ɞɟɣɫɬɜɢɬɟɥɶɧɨ ɫɬɚɥɚ ɨɞɧɢɦ ɢɡ ɧɟɦɧɨɝɢɯ «ɬɜɟɪɞɵɯ» ɠɚɧɪɨɜ ɪɭɫɫɤɨɣ 
ɫɥɨɜɟɫɧɨɫɬɢ ɇɨɜɨɝɨ ɜɪɟɦɟɧɢ, ɱɬɨ ɩɨɞɬɚɥɤɢɜɚɟɬ ɜ ɬɨɦ ɱɢɫɥɟ ɤ ɫɩɟɤɭ-
ɥɹɰɢɹɦ ɢɫɬɨɪɢɤɨ-ɦɢɪɨɜɨɡɡɪɟɧɱɟɫɤɨɝɨ ɩɥɚɧɚ: ɚɤɬɭɚɥɶɧɨɫɬɶ ɛɚɥɥɚɞɵ 
ɨɛɟɫɩɟɱɢɜɚɟɬɫɹ ɜ ɨɬɟɱɟɫɬɜɟɧɧɨɦ ɤɭɥɶɬɭɪɧɨɦ ɫɨɡɧɚɧɢɢ XIX–XXI ɜɜ. 
ɚɪɯɚɢɱɧɵɦ ɢ, ɬɟɦ ɧɟ ɦɟɧɟɟ, ɭɫɬɨɣɱɢɜɵɦ ɩɪɟɞɫɬɚɜɥɟɧɢɟɦ ɨ ɧɟɩɪɟɨɞɨɥɢ-
ɦɨɣ ɜɥɢɹɬɟɥɶɧɨɫɬɢ «ɫɢɥɵ ɭɧɢɜɟɪɫɚɥɶɧɨɝɨ Ɇɢɪɨɩɨɪɹɞɤɚ», ɞɟɩɟɪɫɨɧɚ-
ɥɢɡɢɪɨɜɚɧɧɨɝɨ, ɤɨɥɥɟɤɬɢɜɢɫɬɫɤɨɝɨ, ɷɫɫɟɧɰɢɚɥɢɫɬɫɤɨɝɨ ɩɪɟɞɫɬɚɜɥɟɧɢɹ, 
ɢɧɨɝɞɚ ɩɪɢɜɥɟɤɚɬɟɥɶɧɨɝɨ, ɢɧɨɝɞɚ ɭɠɚɫɧɨɝɨ, ɧɨ ɧɟɢɡɦɟɧɧɨ ɩɪɨɛɥɟɦɚ-
ɬɢɡɢɪɭɸɳɟɝɨ ɥɢɱɧɭɸ ɫɜɨɛɨɞɭ. 

ɉɪɢɨɪɢɬɟɬ ɮɭɧɤɰɢɢ ɧɚɞ ɫɨɞɟɪɠɚɬɟɥɶɧɵɦ ɚɫɩɟɤɬɨɦ ɩɨɡɜɨɥɹɟɬ ɜɵ-
ɫɬɪɨɢɬɶ ɜ ɦɨɧɨɝɪɚɮɢɢ ɨɱɟɧɶ ɩɨɫɥɟɞɨɜɚɬɟɥɶɧɭɸ ɢ ɚɪɝɭɦɟɧɬɢɪɨɜɚɧ-
ɧɭɸ ɬɢɩɨɥɨɝɢɸ ɛɚɥɥɚɞ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ, ɨɛɴɹɫɧɢɜ ɜɫɟ ɫɥɭɱɚɢ, ɤɨɝɞɚ 
ɪɨɥɟɜɨɟ ɡɚɞɚɧɢɟ ɧɟɨɱɟɜɢɞɧɨ ɜɨɩɥɨɳɚɟɬɫɹ ɜ ɬɨɦ ɢɥɢ ɢɧɨɦ ɩɟɪɫɨɧɚɠɟ, 
ɜ ɬɨɦ ɱɢɫɥɟ ɩɟɪɟɧɨɫɢɬɫɹ ɧɚ ɩɪɟɞɦɟɬ ɢɥɢ ɩɪɢɪɨɞɧɨɟ ɹɜɥɟɧɢɟ (ɷɨɥɨɜɚ 
ɚɪɮɚ, ɩɟɪɫɬɟɧɶ, ɠɭɪɚɜɥɢ, ɦɵɲɢ), ɢɥɢ ɫɨɜɦɟɳɚɟɬɫɹ ɫ ɞɪɭɝɢɦ ɡɚɞɚɧɢɟɦ 
(Ʌɟɫɧɨɣ ɰɚɪɶ ɤɚɤ ɩɨɞɜɢɠɧɵɣ ɝɟɪɨɣ ɢ ɫɢɥɚ ɧɨɜɨɝɨ Ɇɢɪɨɩɨɪɹɞɤɚ), ɢɥɢ 
ɩɪɢɨɛɪɟɬɚɟɬ ɢɧɨɣ ɰɟɧɧɨɫɬɧɵɣ ɦɨɞɭɫ (ɛɚɥɥɚɞɵ ɫ ɛɥɚɝɨɩɨɥɭɱɧɵɦ ɮɢ-
ɧɚɥɨɦ). ɉɟɫɬɪɨɬɚ ɢ ɪɨɦɚɧɬɢɱɟɫɤɚɹ ɷɤɡɨɬɢɱɧɨɫɬɶ ɛɚɥɥɚɞ ȼ.Ⱥ. ɀɭɤɨɜ-
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ɫɤɨɝɨ, ɤɚɡɚɥɨɫɶ ɛɵ, ɫɬɨɥɶ ɞɚɥɟɤɢɯ ɨɬ ɩɨɜɫɟɞɧɟɜɧɨɣ ɪɟɚɥɶɧɨɫɬɢ, ɜ ɯɨɞɟ 
ɩɨɞɨɛɧɨɝɨ ɚɧɚɥɢɡɚ ɫɬɚɧɨɜɹɬɫɹ ɥɢɲɶ ɩɨɤɪɨɜɨɦ ɩɨɞɫɩɭɞɧɨɣ ɬɟɥɟɨɥɨ-
ɝɢɢ ɨɧɬɨɥɨɝɢɱɟɫɤɨɝɨ, ɦɢɪɨɡɢɠɞɢɬɟɥɶɧɨɝɨ ɫɜɨɣɫɬɜɚ, ɱɬɨ ɩɨɡɜɨɥɹɟɬ ɢɦ 
ɛɵɬɶ ɨɪɭɞɢɟɦ ɢɫɬɨɪɢɱɟɫɤɢɯ ɩɪɨɡɪɟɧɢɣ, ɚ ɩɨɷɬɭ-ɩɟɜɰɭ – ɢ ɤɚɤ ɝɟɪɨɸ, 
ɢ ɤɚɤ ɞɟɣɫɬɜɢɬɟɥɶɧɨɦɭ ɚɜɬɨɪɭ – ɜɨɡɜɵɲɚɬɶɫɹ ɞɨ ɫɬɚɬɭɫɚ ɩɪɨɪɨɤɚ. 

Ⱦɪɭɝɢɟ ɩɪɢɦɟɬɵ ɪɭɫɫɤɨɝɨ ɛɚɥɥɚɞɧɨɝɨ ɤɚɧɨɧɚ, ɜɵɞɟɥɟɧɧɵɟ ɜ ɦɨɧɨ-
ɝɪɚɮɢɢ ɧɚ ɦɚɬɟɪɢɚɥɟ ɤɪɚɬɤɢɯ ɛɚɥɥɚɞ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ (ɨɞɧɨɫɨɛɵɬɢɣ-
ɧɨɫɬɶ, ɫɢɦɦɟɬɪɢɹ ɩɟɪɫɨɧɚɠɟɣ ɢ ɞɟɣɫɬɜɢɹ, ɪɟɞɭɤɰɢɹ ɞɢɚɥɨɝɚ ɢ ɫɠɚɬɢɟ 
ɯɪɨɧɨɬɨɩɚ, ɦɨɬɢɜ ɜɨɞɵ ɢ ɬɟɦɚ ɩɚɦɹɬɢ), ɥɢɲɶ ɧɚɪɪɚɬɢɜɧɨ ɜɨɩɥɨɳɚɸɬ 
ɮɭɧɤɰɢɨɧɚɥɶɧɭɸ ɨɫɧɨɜɭ ɠɚɧɪɚ, ɬɚɤ ɠɟ ɤɚɤ ɢ ɪɚɡɧɨɨɛɪɚɡɧɵɟ ɦɨɬɢɜ-
ɧɵɟ ɷɥɟɦɟɧɬɵ, ɨɪɝɚɧɢɡɭɸɳɢɟ ɫɟɦɚɧɬɢɱɟɫɤɭɸ ɬɤɚɧɶ ɤɨɧɤɪɟɬɧɨɝɨ ɛɚɥ-
ɥɚɞɧɨɝɨ ɬɟɤɫɬɚ. 

ɂɦɦɚɧɟɧɬɧɵɣ ɚɧɚɥɢɡ ɠɚɧɪɨɜɨɣ ɩɨɷɬɢɤɢ, ɩɪɢɜɟɞɲɢɣ ɤ ɱɪɟɡɜɵ-
ɱɚɣɧɨ ɢɧɬɟɪɟɫɧɵɦ ɬɟɨɪɟɬɢɱɟɫɤɢɦ ɜɵɜɨɞɚɦ, ɹɜɥɹɟɬɫɹ ɜ ɤɧɢɝɟ ɬɨɥɶɤɨ 
ɨɬɩɪɚɜɧɵɦ ɦɨɦɟɧɬɨɦ ɞɥɹ ɫɟɪɢɢ ɢɫɬɨɪɢɱɟɫɤɢɯ ɷɤɫɤɭɪɫɨɜ, ɜ ɯɨɞɟ ɤɨɬɨ-
ɪɵɯ ɪɟɲɚɟɬɫɹ ɧɟ ɦɟɧɟɟ ɜɚɠɧɚɹ ɡɚɞɚɱɚ, ɬɚɤɠɟ ɢɦɟɸɳɚɹ ɬɟɨɪɟɬɢɱɟɫɤɨɟ 
ɡɧɚɱɟɧɢɟ: ɤɚɤɢɦ ɨɛɪɚɡɨɦ ɬɨɬ ɢɥɢ ɢɧɨɣ ɠɚɧɪ ɭɱɚɫɬɜɭɟɬ ɜ ɤɨɧɫɬɪɭɢɪɨ-
ɜɚɧɢɢ ɢɞɟɨɥɨɝɢɢ ɷɩɨɯɢ, ɩɪɢɱɟɦ ɧɟ ɜ ɩɥɚɧɟ ɨɡɜɭɱɢɜɚɧɢɹ ɤɚɤɢɯ-ɬɨ ɤɨɧ-
ɰɟɩɰɢɣ ɢɥɢ ɩɨɞɛɨɪɚ ɩɨɞɯɨɞɹɳɢɯ ɩɟɪɫɨɧɚɠɟɣ ɢ ɫɸɠɟɬɨɜ, ɚ ɫɜɨɟɣ  
ɩɨɷɬɢɤɨɣ. ȼ ɫɥɭɱɚɟ ɛɚɥɥɚɞɵ ɜɵɹɜɥɟɧɢɟ ɩɨɞɨɛɧɨɝɨ ɚɫɩɟɤɬɚ ɩɪɨɜɟɞɟɧɨ 
ɚɜɬɨɪɚɦɢ ɢɫɤɥɸɱɢɬɟɥɶɧɨ ɜ ɪɚɦɤɚɯ ɦɟɬɨɞɨɥɨɝɢɢ ɢɫɬɨɪɢɱɟɫɤɨɣ ɩɨɷ-
ɬɢɤɢ. Ɉɱɟɜɢɞɧɨ, ɱɬɨ ɷɬɨ ɫɨɡɧɚɬɟɥɶɧɚɹ ɭɫɬɚɧɨɜɤɚ, ɩɨɫɤɨɥɶɤɭ ɦɚɬɟɪɢɚɥ 
XIX–XX ɜɜ. ɨɬ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ ɞɨ Ȼ.Ⱥ. ɋɥɭɰɤɨɝɨ ɩɨɡɜɨɥɹɥ ɫɨɫɪɟɞɨ-
ɬɨɱɢɬɫɹ ɢ ɧɚ ɩɪɹɦɵɯ ɩɨɥɢɬɢɱɟɫɤɢɯ ɚɥɥɸɡɢɹɯ, ɧɚ ɜɫɤɪɵɬɢɢ ɛɥɢɠɚɣ-
ɲɟɝɨ ɢɞɟɨɥɨɝɢɱɟɫɤɨɝɨ ɤɨɧɬɟɤɫɬɚ ɛɚɥɥɚɞɧɵɯ ɫɸɠɟɬɨɜ – ɩɪɢɟɦ, ɞɨɫɬɚ-
ɬɨɱɧɨ ɱɚɫɬɨ ɢɫɩɨɥɶɡɭɸɳɢɣɫɹ. ȼ ɦɨɧɨɝɪɚɮɢɢ, ɨɞɧɚɤɨ, ɩɨɞɨɛɧɵɯ  
ɷɩɢɡɨɞɨɜ ɩɪɚɤɬɢɱɟɫɤɢ ɧɟɬ. Ɏɭɧɤɰɢɨɧɚɥɶɧɨɟ ɦɢɪɨɦɨɞɟɥɢɪɭɸɳɟɟ 
ɹɞɪɨ ɛɚɥɥɚɞɵ, ɟɟ ɩɨɞɫɩɭɞɧɚɹ ɬɟɥɟɨɥɨɝɢɹ, ɩɨ-ɧɨɜɨɦɭ ɪɚɫɤɪɵɜɚɸɳɢɟɫɹ 
ɜ ɨɩɪɟɞɟɥɟɧɧɨɣ ɢɫɬɨɪɢɱɟɫɤɨɣ, ɢɞɟɨɥɨɝɢɱɟɫɤɨɣ ɢɥɢ ɢɧɞɢɜɢɞɭɚɥɶɧɨ-
ɛɢɨɝɪɚɮɢɱɟɫɤɨɣ ɫɢɬɭɚɰɢɢ, – ɜɨɬ ɩɪɢɨɪɢɬɟɬɧɵɣ ɩɪɟɞɦɟɬ ɢɧɬɟɪɟɫɚ. 

ȼ ɪɚɡɞɟɥɟ, ɩɨɫɜɹɳɟɧɧɨɦ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɦɭ, ɤɨɧɬɟɤɫɬɨɦ ɢɫɬɨɪɢɱɟ-
ɫɤɨɝɨ ɫɬɚɧɨɜɥɟɧɢɹ ɛɚɥɥɚɞɵ ɜɵɫɬɭɩɢɥɚ ɧɚɩɨɥɟɨɧɨɜɫɤɚɹ ɢ ɩɨɫɥɟɧɚɩɨ-
ɥɟɨɧɨɜɫɤɚɹ ɷɩɨɯɚ ɫ ɟɟ ɤɨɥɥɢɡɢɟɣ ɥɟɝɢɬɢɦɧɨɫɬɢ. ɋ ɨɩɨɪɨɣ ɧɚ ɢɫɬɨɪɢ-
ɱɟɫɤɢɟ ɬɪɭɞɵ ɢ ɫɜɢɞɟɬɟɥɶɫɬɜɚ ɫɨɜɪɟɦɟɧɧɢɤɨɜ ɚɜɬɨɪɵ ɞɟɦɨɧɫɬɪɢɪɭɸɬ 
ɪɭɫɫɤɭɸ ɪɟɰɟɩɰɢɸ ɇɚɩɨɥɟɨɧɚ ɤɚɤ ɫɚɦɨɡɜɚɧɰɚ, ɤɨɬɨɪɨɦɭ ɜ ɫɢɫɬɟɦɟ 
ɛɚɥɥɚɞɧɵɯ ɪɨɥɟɣ ɩɨɬɟɧɰɢɚɥɶɧɨ ɦɨɠɧɨ ɛɵɥɨ ɩɪɢɫɜɨɢɬɶ ɥɸɛɭɸ ɢɡ 
ɬɪɟɯ ɮɭɧɤɰɢɣ – ɫɨɡɞɚɬɟɥɹ ɥɨɠɧɨɝɨ ɦɢɪɨɩɨɪɹɞɤɚ, ɩɨɞɜɢɠɧɨɝɨ ɝɟɪɨɹ-



Ɋɟɰɟɧɡɢɢ / Reviews 

323 

ɫɨɛɥɚɡɧɢɬɟɥɹ, ɫɭɛɴɟɤɬɚ ɪɨɤɨɜɨɝɨ ɜɵɛɨɪɚ. ȼ.Ⱥ. ɀɭɤɨɜɫɤɢɣ, ɨɞɧɚɤɨ, 
ɧɚɩɪɹɦɭɸ ɜɨɫɩɨɥɶɡɨɜɚɥɫɹ ɷɬɨɣ ɜɨɡɦɨɠɧɨɫɬɶɸ ɬɨɥɶɤɨ ɜ ɫɜɨɟɦ ɩɨɡɞ-
ɧɟɦ ɬɜɨɪɱɟɫɬɜɟ, ɜ «ɇɨɱɧɨɦ ɫɦɨɬɪɟ», ɚ ɜ ɰɟɥɨɦ ɩɨɲɟɥ ɩɨ ɩɭɬɢ ɢɧɬɟɪ-
ɮɟɪɟɧɰɢɢ ɦɨɬɢɜɨɜ, ɤɨɝɞɚ ɜ ɛɚɥɥɚɞɚɯ ɚɤɬɭɚɥɢɡɢɪɨɜɚɥɚɫɶ ɪɨɥɶ ɝɟɪɨɹ-
ɫɚɦɨɡɜɚɧɰɚ, ɥɢɲɶ ɬɢɩɨɥɨɝɢɱɟɫɤɢ ɜɨɫɯɨɞɹɳɚɹ ɤ ɨɛɪɚɡɭ ɮɪɚɧɰɭɡɫɤɨɝɨ 
ɢɦɩɟɪɚɬɨɪɚ, ɚ ɛɚɥɥɚɞɧɵɟ ɩɨɷɬɢɱɟɫɤɢɟ ɮɨɪɦɭɥɵ ɩɪɨɧɢɤɚɥɢ ɜ ɫɬɢɯɨ-
ɬɜɨɪɟɧɢɹ ɢɫɬɨɪɢɱɟɫɤɨɝɨ ɫɨɞɟɪɠɚɧɢɹ. ɋ ɱɪɟɡɜɵɱɚɣɧɨɣ ɬɨɧɤɨɫɬɶɸ ɚɜ-
ɬɨɪɵ ɜɵɹɜɥɹɸɬ ɪɚɫɬɜɨɪɟɧɧɵɟ ɜ ɢɫɬɨɪɢɱɟɫɤɨɣ ɫɟɦɚɧɬɢɤɟ ɛɚɥɥɚɞɧɵɟ 
ɷɥɟɦɟɧɬɵ ɜ «ɉɟɫɧɢ ɛɚɪɞɚ ɧɚɞ ɝɪɨɛɨɦ ɫɥɚɜɹɧ-ɩɨɛɟɞɢɬɟɥɟɣ», «ɉɟɜɰɟ  
ɜɨ ɫɬɚɧɟ ɪɭɫɫɤɢɯ ɜɨɢɧɨɜ», «ȼɨɠɞɸ ɩɨɛɟɞɢɬɟɥɟɣ», «ɂɦɩɟɪɚɬɨɪɭ Ⱥɥɟɤ-
ɫɚɧɞɪɭ». Ɇɟɧɟɟ ɩɨɞɪɨɛɧɨ, ɧɨ ɜɩɨɥɧɟ ɚɪɝɭɦɟɧɬɢɪɨɜɚɧɧɨ ɨɛɨɡɧɚɱɟɧɵ 
ɢ ɚɜɬɨɩɫɢɯɨɥɨɝɢɱɟɫɤɢɟ ɢɫɬɨɤɢ ɫɚɦɨɡɜɚɧɱɟɫɤɨɝɨ ɫɸɠɟɬɚ ɭ ȼ.Ⱥ. ɀɭ-
ɤɨɜɫɤɨɝɨ, ɫɜɹɡɚɧɧɵɟ ɤɚɤ ɫ ɩɪɨɢɫɯɨɠɞɟɧɢɟɦ (ɧɟɡɚɤɨɧɧɵɣ ɫɵɧ), ɬɚɤ ɢ  
ɫ «ɧɟɡɚɤɨɧɧɨɣ» ɥɸɛɨɜɶɸ, ɢɯ ɩɪɨɟɤɰɢɢ ɜ ɛɚɥɥɚɞɧɵɣ ɦɢɪ, ɢ, ɱɬɨ ɨɫɨ-
ɛɟɧɧɨ ɢɧɬɟɪɟɫɧɨ, ɨɛɪɚɬɧɵɟ ɩɪɨɟɤɰɢɢ ɛɚɥɥɚɞɧɵɯ ɮɨɪɦɭɥ ɜ ɫɬɢɯɨɬɜɨ-
ɪɟɧɢɹ ɞɪɭɝɢɯ ɠɚɧɪɨɜ («Ʉ ȿɤɚɬɟɪɢɧɟ Ⱥɮɚɧɚɫɶɟɜɧɟ ɉɪɨɬɚɫɨɜɨɣ»,  
«Ʉ Ⱥ.ɂ.ɉ.», «ɉɥɨɜɟɰ»). ɗɬɚ ɥɢɲɶ ɨɛɨɡɧɚɱɟɧɧɚɹ ɜ ɦɨɧɨɝɪɚɮɢɢ ɬɟɦɚ 
ɧɚɩɪɚɲɢɜɚɟɬɫɹ ɧɚ ɩɪɨɞɨɥɠɟɧɢɟ ɜ ɤɨɧɬɟɤɫɬɟ ɤɚɤ ɠɢɡɧɟɧɧɨɣ ɮɢɥɨɫɨ-
ɮɢɢ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ, ɬɚɤ ɢ ɢɧɬɟɪɮɟɪɟɧɰɢɢ ɛɚɥɥɚɞɧɵɯ ɦɨɬɢɜɨɜ ɜ ɟɝɨ 
ɥɢɪɢɤɟ. 

ɍɡɥɨɜɵɦ ɦɨɦɟɧɬɨɦ ɫɥɟɞɭɸɳɟɝɨ ɪɚɡɞɟɥɚ ɜɵɫɬɭɩɢɥɚ ɜɢɡɭɚɥɶɧɨɫɬɶ 
ɛɚɥɥɚɞ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ ɢ ɟɟ ɪɟɰɟɩɰɢɹ ɜ ɩɨɫɥɟɞɭɸɳɟɣ ɬɪɚɞɢɰɢɢ. 
Ɍɪɭɞɧɨ ɧɟ ɫɨɝɥɚɫɢɬɶɫɹ ɫ ɬɟɦ, ɱɬɨ ɢɦɟɧɧɨ ɩɪɨɡɪɟɧɢɟ, ɭɡɧɚɜɚɧɢɟ ɝɟɪɨ-
ɹɦɢ ɭɠɚɫɚɸɳɟɝɨ ɜɧɟɲɧɟɝɨ ɨɛɥɢɤɚ ɩɪɢɲɟɥɶɰɚ ɢɡ ɩɨɬɭɫɬɨɪɨɧɧɟɝɨ 
ɦɢɪɚ ɛɵɥɨ ɨɞɧɢɦ ɢɡ ɜɚɠɧɟɣɲɢɯ ɷɦɨɰɢɨɧɚɥɶɧɨ-ɪɟɰɟɩɬɢɜɧɵɯ ɨɪɭɞɢɣ 
ɠɚɧɪɚ. ɗɬɚ ɫɢɬɭɚɰɢɹ ɫɩɚɞɚɧɢɹ ɩɨɤɪɨɜɨɜ, ɢɦɟɸɳɚɹ, ɤɚɤ ɞɟɦɨɧɫɬɪɢ-
ɪɭɸɬ ɚɜɬɨɪɵ, ɩɚɪɚɥɥɟɥɢ ɜ ɟɜɪɨɩɟɣɫɤɨɣ ɥɢɬɟɪɚɬɭɪɧɨɣ ɛɚɥɥɚɞɟ, ɛɭɞɭɱɢ 
ɩɟɪɟɧɟɫɟɧɚ ɢɡ ɚɜɬɨɧɨɦɧɨɝɨ ɯɭɞɨɠɟɫɬɜɟɧɧɨɝɨ ɦɢɪɚ ɜ ɩɪɨɫɬɪɚɧɫɬɜɨ  
ɢɫɬɨɪɢɱɟɫɤɢɯ ɢ ɫɨɰɢɚɥɶɧɵɯ ɩɪɨɟɤɰɢɣ, ɨɛɧɚɪɭɠɢɜɚɟɬ ɜɵɫɨɤɭɸ ɜɨɫ-
ɬɪɟɛɨɜɚɧɧɨɫɬɶ. ɋɨɡɞɚɬɟɥɢ ɦɨɧɨɝɪɚɮɢɢ ɜɵɫɬɪɚɢɜɚɸɬ ɩɭɧɤɬɢɪɧɭɸ,  
ɧɨ ɨɱɟɧɶ ɜɵɪɚɡɢɬɟɥɶɧɭɸ ɥɢɧɢɸ ɧɚɫɥɟɞɨɜɚɧɢɹ ɩɪɢɟɦɚ ɜ ɛɚɥɥɚɞɚɯ  
Ⱥ.Ʉ. Ɍɨɥɫɬɨɝɨ («Ɂɦɟɣ Ɍɭɝɚɪɢɧ», «ɋɜɚɬɨɜɫɬɜɨ»), ɝɞɟ ɨɧ ɫɬɚɧɨɜɢɬɫɹ ɜɵ-
ɪɚɡɢɬɟɥɟɦ ɢɫɬɨɪɢɱɟɫɤɨɣ ɤɨɧɰɟɩɰɢɢ ɢ ɩɨɝɪɭɠɚɟɬɫɹ ɜ ɤɨɧɬɟɤɫɬ ɜɢɡɭ-
ɚɥɶɧɨɝɨ ɤɨɧɫɬɪɭɢɪɨɜɚɧɢɹ ɪɚɫɨɜɵɯ ɩɪɢɦɟɬ (ɚɡɢɚɬɫɤɨɟ-ɟɜɪɨɩɟɣɫɤɨɟ), 
ə.ɉ. ɉɨɥɨɧɫɤɨɝɨ («Ɇɢɚɡɦ»), ɤɨɝɞɚ ɜ ɪɨɥɢ ɠɭɬɤɨɝɨ ɩɪɢɲɟɥɶɰɚ ɜɵɫɬɭ-
ɩɚɟɬ ɭɦɟɪɲɢɣ ɪɚɛɨɱɢɣ, ɨɫɭɳɟɫɬɜɥɹɸɳɢɣ ɫɨɰɢɚɥɶɧɨ-ɢɫɬɨɪɢɱɟɫɤɭɸ 
ɦɟɫɬɶ, ɇ.ɋ. Ƚɭɦɢɥɟɜɚ («Ɇɭɠɢɤ»), ɡɞɟɫɶ ɜɢɡɭɚɥɶɧɵɟ ɨɬɫɵɥɤɢ ɧɚɫɵ-
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ɳɚɸɬɫɹ ɩɨɥɢɬɢɱɟɫɤɢɦɢ ɤɨɧɧɨɬɚɰɢɹɦɢ. Ɇɨɠɧɨ, ɜɟɪɨɹɬɧɨ, ɫɩɨɪɢɬɶ, 
ɧɚɫɤɨɥɶɤɨ ɱɚɫɬɨɬɟɧ ɞɥɹ ɪɭɫɫɤɨɣ ɛɚɥɥɚɞɵ ɜɬɨɪɨɣ ɩɨɥɨɜɢɧɵ XIX – XX ɜ. 
ɦɨɬɢɜ ɩɪɨɡɪɟɧɢɹ ɭɠɚɫɧɨɝɨ ɨɛɥɢɤɚ, ɪɚɫɲɢɪɹɟɬɫɹ ɢɥɢ ɫɭɠɚɟɬɫɹ ɜ ɧɟɣ 
ɩɨɥɟ ɜɢɡɭɚɥɢɡɚɰɢɢ, ɬɭɬ ɜɨɡɦɨɠɧɨ ɩɪɢɜɥɟɱɟɧɢɟ ɞɨɩɨɥɧɢɬɟɥɶɧɨɝɨ ɦɚ-
ɬɟɪɢɚɥɚ, ɧɨ ɦɨɧɨɝɪɚɮɢɹ, ɧɟɫɨɦɧɟɧɧɨ, ɞɨɤɚɡɵɜɚɟɬ ɟɝɨ ɜɚɠɧɨɫɬɶ ɞɥɹ 
ɤɨɧɫɬɪɭɢɪɨɜɚɧɢɹ ɢɫɬɨɪɢɤɨ-ɩɨɥɢɬɢɱɟɫɤɨɝɨ ɜɨɨɛɪɚɠɚɟɦɨɝɨ. 

Ɉɬ ɢɫɫɥɟɞɨɜɚɧɢɹ ɨɬɞɟɥɶɧɨɝɨ ɩɪɢɟɦɚ ɜ ɫɥɟɞɭɸɳɟɦ ɪɚɡɞɟɥɟ ɚɜɬɨɪɵ 
ɨɛɪɚɳɚɸɬɫɹ ɤ ɩɪɨɛɥɟɦɟ ɦɨɞɟɥɢɪɨɜɚɧɢɹ ɜ ɪɨɦɚɧɬɢɱɟɫɤɨɣ ɛɚɥɥɚɞɟ 
ɧɚɰɢɨɧɚɥɶɧɨɣ ɢɫɬɨɪɢɢ. ȼ.Ⱥ. ɀɭɤɨɜɫɤɢɣ ɫɜɨɢ ɢɫɬɨɪɢɱɟɫɤɢɟ ɛɚɥɥɚɞɵ 
ɫɬɪɨɢɥ ɧɚ ɫɸɠɟɬɚɯ ɟɜɪɨɩɟɣɫɤɢɯ, ɢ ɜ ɩɟɪɜɨɣ ɬɪɟɬɢ XIX ɜ. ɨɛɪɚɡɰɨɜ 
ɨɫɜɨɟɧɢɹ ɠɚɧɪɨɦ ɫɸɠɟɬɨɜ ɪɨɫɫɢɣɫɤɨɝɨ ɩɪɨɲɥɨɝɨ ɦɨɠɧɨ ɧɚɣɬɢ ɥɢɲɶ 
ɟɞɢɧɢɰɵ. «ȿɪɦɚɤ» Ⱥ.ɇ. Ɇɭɪɚɜɶɟɜɚ ɜ ɷɬɨɦ ɩɥɚɧɟ ɨɤɚɡɵɜɚɟɬɫɹ ɜɟɫɶɦɚ 
ɪɟɩɪɟɡɟɧɬɚɬɢɜɟɧ. Ʉɚɤ ɱɚɫɬɨ ɛɵɜɚɟɬ ɭ ɩɨɷɬɨɜ ɫɤɪɨɦɧɨɝɨ ɞɚɪɨɜɚɧɢɹ, ɢɯ 
ɬɜɨɪɱɟɫɬɜɨ ɫɢɥɶɧɨ ɡɚɜɢɫɢɬ ɨɬ ɤɨɧɬɟɤɫɬɚ – ɢ ɨɧ ɧɚɫɵɳɟɧɧɨ ɫɨɩɪɨɜɨɠ-
ɞɚɟɬ ɚɧɚɥɢɡ «ȿɪɦɚɤɚ», ɩɨɡɜɨɥɹɹ ɨɱɟɪɬɢɬɶ ɤɪɭɝ ɧɟɩɨɫɪɟɞɫɬɜɟɧɧɵɯ 
(«ɂɫɬɨɪɢɹ ɝɨɫɭɞɚɪɫɬɜɚ Ɋɨɫɫɢɣɫɤɨɝɨ» ɇ.Ɇ. Ʉɚɪɚɦɡɢɧɚ) ɢ ɨɬɞɚɥɟɧɧɵɯ 
ɢɫɬɨɱɧɢɤɨɜ («ɂɫɬɨɪɢɹ ɋɢɛɢɪɫɤɚɹ» ɋ.ɍ. Ɋɟɦɟɡɨɜɚ) ɢ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ 
ɩɚɪɚɥɥɟɥɟɣ («ȿɪɦɚɤ» ɂ.ɂ. Ⱦɦɢɬɪɢɟɜɚ, «ɋɦɟɪɬɶ ȿɪɦɚɤɚ» Ʉ.Ɏ. Ɋɵɥɟɟɜɚ). 
ɋ ɭɱɟɬɨɦ ɨɛɳɟɝɨ ɜɥɢɹɧɢɹ ɧɚ ɚɜɬɨɪɚ ɛɚɥɥɚɞɧɨɣ ɬɪɚɞɢɰɢɢ ȼ.Ⱥ. ɀɭɤɨɜ-
ɫɤɨɝɨ ɢ ɭɠɟ ɫɥɨɠɢɜɲɟɣɫɹ ɜ ɤɭɥɶɬɭɪɧɨɦ ɫɨɡɧɚɧɢɢ «ɩɨɬɭɫɬɨɪɨɧɧɟɣ» 
ɢɦɚɝɨɥɨɝɢɢ ɋɢɛɢɪɢ (ɨɤɪɚɢɧɚ, ɯɨɥɨɞ, ɞɢɤɢɟ ɩɥɟɦɟɧɚ, ɫɫɵɥɤɚ) ɩɪɟɜɪɚ-
ɳɟɧɢɟ ȿɪɦɚɤɚ ɩɨɞ ɩɟɪɨɦ Ⱥ.ɇ. Ɇɭɪɚɜɶɟɜɚ ɜ ɛɚɥɥɚɞɧɨɝɨ ɝɟɪɨɹ ɫɬɚɧɨ-
ɜɢɬɫɹ ɩɪɟɞɫɤɚɡɭɟɦɵɦ. Ⱥɧɚɥɢɡ ɛɚɥɥɚɞɵ ɩɨɤɚɡɵɜɚɟɬ, ɧɚɫɤɨɥɶɤɨ ɨɪɝɚɧɢɱ-
ɧɵɦ ɞɥɹ ɧɟɟ ɹɜɥɹɟɬɫɹ ɬɪɟɯɮɭɧɤɰɢɨɧɚɥɶɧɚɹ ɚɪɯɢɬɟɤɬɨɧɢɤɚ, ɜ ɪɚɦɤɚɯ 
ɤɨɬɨɪɨɣ ȿɪɦɚɤ ɜɵɫɬɭɩɚɟɬ ɩɨɞɜɢɠɧɵɦ ɝɟɪɨɟɦ, ɜɵɯɨɞɰɟɦ ɢɡ ɢɧɮɟɪ-
ɧɚɥɶɧɨɝɨ ɦɢɪɚ, ɧɟ ɬɨɥɶɤɨ ɜɡɥɚɦɵɜɚɸɳɢɦ ɥɟɞ ɂɪɬɵɲɚ ɢ ɭɝɪɨɠɚɸɳɢɦ 
ɉɭɬɧɢɤɭ ɢ Ɉɫɬɹɤɭ, ɧɨ ɢ ɧɚ ɛɨɥɟɟ ɝɥɭɛɨɤɨɦ ɭɪɨɜɧɟ ɫɬɚɧɨɜɹɳɢɦɫɹ  
ɜɨɩɥɨɳɟɧɢɟɦ ɂɫɬɨɪɢɢ, ɤɨɬɨɪɚɹ ɜɬɨɪɝɚɟɬɫɹ ɜ ɡɚɫɬɵɜɲɟɟ ɦɢɮɨɥɨɝɢɱɟ-
ɫɤɨɟ ɩɪɨɫɬɪɚɧɫɬɜɨ ɋɢɛɢɪɢ. Ȼɚɥɥɚɞɧɚɹ ɞɟɦɨɧɢɡɚɰɢɹ ȿɪɦɚɤɚ, ɩɪɨɢɡɜɟ-
ɞɟɧɧɚɹ Ⱥ.ɇ. Ɇɭɪɚɜɶɟɜɵɦ, ɩɨɪɨɠɞɚɥɚ ɢɧɬɟɪɟɫɧɭɸ ɚɥɶɬɟɪɧɚɬɢɜɭ,  
ɞɨɩɨɥɧɹɸɳɭɸ ɬɪɚɞɢɰɢɨɧɧɭɸ ɜ ɢɦɩɟɪɫɤɨɣ ɤɭɥɶɬɭɪɧɨɣ ɩɚɦɹɬɢ ɝɟɪɨ-
ɢɡɚɰɢɸ ɢɥɢ ɬɪɚɝɟɞɢɣɧɨɫɬɶ ɨɛɪɚɡɚ ɡɚɜɨɟɜɚɬɟɥɹ-ɤɨɥɨɧɢɡɚɬɨɪɚ. 

Ʉɚɡɚɥɨɫɶ ɛɵ, ɩɨɫɥɟ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ ɧɟɩɨɫɪɟɞɫɬɜɟɧɧɚɹ ɪɨɥɶ ɛɚɥ-
ɥɚɞɵ ɜ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɟ ɫɭɳɟɫɬɜɟɧɧɨ ɨɫɥɚɛɟɥɚ, ɧɨ ɠɚɧɪɨɜɚɹ ɩɚ-
ɦɹɬɶ ɨɤɚɡɚɥɚɫɶ ɧɚɫɬɨɥɶɤɨ ɫɢɥɶɧɚ, ɱɬɨ ɧɚɱɚɥɚ ɧɟ ɬɨɥɶɤɨ ɩɪɨɞɭɰɢɪɨɜɚɬɶ 
ɧɨɜɵɟ ɜɟɪɫɢɢ, ɧɨ ɢ ɨɤɚɡɵɜɚɬɶ ɜɨɡɞɟɣɫɬɜɢɟ ɧɚ ɤɨɧɫɬɪɭɢɪɨɜɚɧɢɟ ɧɚɰɢ-
ɨɧɚɥɶɧɨɝɨ ɤɭɥɶɬɭɪɧɨɝɨ ɜɨɨɛɪɚɠɚɟɦɨɝɨ, ɱɬɨ, ɛɟɡɭɫɥɨɜɧɨ, ɩɢɬɚɥɨɫɶ ɜɫɟ 
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ɜɨɡɪɚɫɬɚɜɲɢɦɢ ɡɚɩɪɨɫɚɦɢ ɧɚɰɢɟɫɬɪɨɢɬɟɥɶɫɬɜɚ. Ʉɪɚɣɧɟ ɢɧɬɟɪɟɫɧɵɦ  
ɜ ɷɬɨɦ ɩɥɚɧɟ ɜɵɫɬɭɩɚɟɬ ɪɟɤɨɧɫɬɪɭɢɪɭɟɦɵɣ ɜ ɦɨɧɨɝɪɚɮɢɢ ɫɸɠɟɬ «ɢɡɨɛ-
ɪɟɬɟɧɢɹ» ɪɭɫɫɤɨɣ ɮɨɥɶɤɥɨɪɧɨɣ ɛɚɥɥɚɞɵ, ɜɨ ɦɧɨɝɨɦ ɩɪɨɢɫɯɨɞɢɜɲɢɣ 
ɩɨ ɥɟɤɚɥɚɦ ɥɢɬɟɪɚɬɭɪɧɨɝɨ ɠɚɧɪɚ. ɉɨɝɪɭɠɟɧɢɟ ɜ ɬɜɨɪɱɟɫɤɭɸ ɥɚɛɨɪɚ-
ɬɨɪɢɸ ɉ.ȼ. Ʉɢɪɟɟɜɫɤɨɝɨ, ɜ ɟɝɨ ɚɪɯɢɜɧɵɟ ɦɚɬɟɪɢɚɥɵ ɩɨɦɨɝɚɟɬ ɩɪɨɫɥɟ-
ɞɢɬɶ, ɤɚɤ ɩɪɨɢɫɯɨɞɹɬ ɨɬɛɨɪ ɩɪɟɠɞɟ ɧɟ ɦɚɪɤɢɪɨɜɚɧɧɵɯ ɮɨɥɶɤɥɨɪɧɵɯ 
ɬɟɤɫɬɨɜ, ɧɟ ɢɦɟɸɳɢɯ ɮɚɧɬɚɫɬɢɱɟɫɤɨɝɨ ɢɥɢ ɢɫɬɨɪɢɱɟɫɤɨɝɨ ɫɨɞɟɪɠɚ-
ɧɢɹ, ɫɜɨɣɫɬɜɟɧɧɨɝɨ ɥɢɬɟɪɚɬɭɪɧɨɣ ɛɚɥɥɚɞɟ, ɢ ɢɯ ɜɵɞɟɥɟɧɢɟ ɜ ɨɫɨɛɭɸ 
ɝɪɭɩɩɭ. ɂ ɡɞɟɫɶ ɜɧɨɜɶ ɩɥɨɞɨɬɜɨɪɧɨɫɬɶ ɞɨɤɚɡɵɜɚɟɬ ɝɢɩɨɬɟɡɚ ɨ ɬɪɟɯɪɨ-
ɥɟɜɨɣ ɮɭɧɤɰɢɨɧɚɥɶɧɨɣ ɨɫɧɨɜɟ ɠɚɧɪɚ: ɢɦɟɧɧɨ ɨɧɚ ɡɚɞɚɥɚ ɪɚɦɤɢ ɞɥɹ 
«ɤɨɧɫɬɪɭɢɪɨɜɚɧɢɹ» ɮɨɥɶɤɥɨɪɧɨɣ ɛɚɥɥɚɞɵ. ɋɢɬɭɚɰɢɹ ɞɜɨɣɧɢɱɟɫɬɜɚ  
ɢ ɩɨɞɦɟɧɵ ɢɫɬɢɧɧɨɝɨ ɥɨɠɧɵɦ ɜ ɨɛɨɥɨɱɤɟ ɤɪɨɜɚɜɵɯ ɫɟɦɟɣɧɨ-ɥɸɛɨɜ-
ɧɵɯ ɢɫɬɨɪɢɣ ɜɵɫɬɭɩɢɥɚ ɨɫɧɨɜɨɣ ɧɚɪɨɞɧɨɣ ɜɟɪɫɢɢ, ɝɞɟ ɦɢɪɨɩɨɪɹɞɨɤ 
ɨɤɚɡɵɜɚɥɫɹ ɧɚɪɭɲɟɧ ɞɟɣɫɬɜɢɹɦɢ ɚɦɛɢɜɚɥɟɧɬɧɨɝɨ ɝɟɪɨɹ. Ɍɨɧɤɢɣ ɚɧɚ-
ɥɢɡ ɦɨɬɢɜɧɨɝɨ ɫɬɪɨɹ ɬɟɤɫɬɨɜ, ɢɯ ɫɸɠɟɬɧɨ-ɩɟɪɫɨɧɚɠɧɨɣ ɚɪɯɢɬɟɤɬɨ-
ɧɢɤɢ, ɫɨɩɨɫɬɚɜɥɟɧɢɹ ɫ ɜɧɟɲɧɟ ɫɯɨɠɢɦɢ ɩɨɥɨɠɟɧɢɹɦɢ ɜ ɪɭɫɫɤɢɯ ɛɵ-
ɥɢɧɚɯ ɞɟɥɚɸɬ ɧɚɛɥɸɞɟɧɢɹ ɷɬɨɝɨ ɪɚɡɞɟɥɚ ɝɥɭɛɨɤɨ ɞɨɤɚɡɚɬɟɥɶɧɵɦɢ  
ɢ ɜɧɨɫɹɳɢɦɢ ɰɟɧɧɵɣ ɜɤɥɚɞ ɜ ɢɡɭɱɟɧɢɟ ɢɫɬɨɪɢɱɟɫɤɨɣ ɩɨɷɬɢɤɢ ɮɨɥɶɤ-
ɥɨɪɧɨɣ ɛɚɥɥɚɞɵ. 

ɋɥɟɞɭɸɳɢɣ ɛɥɨɤ ɦɨɧɨɝɪɚɮɢɢ ɢɡ ɞɜɭɯ ɪɚɡɞɟɥɨɜ ɨ ɛɚɥɥɚɞɚɯ  
Ⱥ.Ⱥ. Ɏɟɬɚ ɢ Ⱥ.Ʉ. Ɍɨɥɫɬɨɝɨ ɨɛɪɚɳɚɟɬ ɧɚɲɟ ɜɧɢɦɚɧɢɟ ɧɚ ɬɢɩɨɥɨɝɢɱɟ-
ɫɤɭɸ ɪɚɡɜɢɥɤɭ ɜ ɪɚɡɜɢɬɢɢ ɠɚɧɪɚ, ɩɨɪɨɠɞɚɟɦɭɸ ɥɢɛɨ ɭɯɨɞɨɦ ɨɬ ɢɫɬɨ-
ɪɢɱɟɫɤɨɝɨ ɤɨɧɬɟɤɫɬɚ, ɥɢɛɨ ɜɫɟɰɟɥɵɦ ɩɨɝɪɭɠɟɧɢɟɦ ɜ ɧɟɝɨ. Ɋɚɡɞɟɥ  
ɨɛ Ⱥ.Ⱥ. Ɏɟɬɟ ɢɦɟɟɬ ɩɨɱɬɢ ɞɟɬɟɤɬɢɜɧɵɣ ɢɧɬɟɪɟɫ, ɧɟ ɩɪɨɫɬɨ ɚɧɚɥɢɡɢɪɭɹ 
ɫɩɨɫɨɛɵ ɥɢɪɢɡɚɰɢɢ ɢ ɩɫɢɯɨɥɨɝɢɡɚɰɢɢ ɛɚɥɥɚɞɵ, ɧɨ ɢ ɨɬɜɟɱɚɹ ɧɚ ɜɨ-
ɩɪɨɫ ɨɛ ɷɤɡɢɫɬɟɧɰɢɚɥɶɧɵɯ ɢɫɬɨɤɚɯ ɷɬɢɯ ɧɨɜɚɰɢɣ, ɫɯɨɠɢɯ ɫ ɚɜɬɨɩɫɢ-
ɯɨɥɨɝɢɱɟɫɤɨɣ ɤɨɥɥɢɡɢɟɣ ɥɟɝɢɬɢɦɧɨɫɬɢ ȼ.Ⱥ. ɀɭɤɨɜɫɤɨɝɨ, ɨɞɧɚɤɨ ɞɨ-
ɫɬɢɝɚɸɳɢɯ ɝɨɪɚɡɞɨ ɛɨɥɶɲɟɣ ɨɫɬɪɨɬɵ ɢ ɬɪɚɝɢɱɧɨɫɬɢ. ɉɪɨɫɥɟɠɟɧɧɵɟ 
ɩɚɪɚɥɥɟɥɢ ɫɸɠɟɬɨɜ ɀɭɤɨɜɫɤɨɝɨ / Ɏɟɬɚ ɨ ɬɚɣɧɨɣ ɫɜɹɡɢ ɢ ɨ ɫɭɞɶɛɟ ɪɟ-
ɛɟɧɤɚ ɜɵɪɚɡɢɬɟɥɶɧɨ ɞɟɦɨɧɫɬɪɢɪɭɸɬ, ɱɬɨ ɭ ɩɨɫɥɟɞɧɟɝɨ ɦɢɪɨɩɨɪɹɞɨɤ 
ɧɟɨɛɪɚɬɢɦɨ ɪɚɡɪɭɲɟɧ ɢ ɥɢɪɢɱɟɫɤɢɣ ɝɟɪɨɣ ɢɫɩɵɬɵɜɚɟɬ ɫɦɹɬɟɧɢɟ ɢ ɫɬɪɚɯ 
ɨɬ ɧɟɨɬɜɪɚɬɢɦɵɯ, ɧɨ ɥɢɲɶ ɫɦɭɬɧɨ ɩɨɫɬɢɝɚɟɦɵɯ ɩɨɫɥɟɞɫɬɜɢɣ ɢɦ ɫɚ-
ɦɢɦ ɢɥɢ ɞɪɭɝɢɦɢ ɫɨɜɟɪɲɟɧɧɵɯ ɩɨɫɬɭɩɤɨɜ. ɉɨɞɨɛɧɨɟ ɷɤɡɢɫɬɟɧɰɢɚɥɶ-
ɧɨɟ ɫɚɦɨɨɳɭɳɟɧɢɟ ɨɩɪɟɞɟɥɹɟɬ ɜɵɹɜɥɹɟɦɵɟ ɜ ɚɧɚɥɢɡɟ ɱɟɪɬɵ ɮɟɬɨɜ-
ɫɤɨɣ ɩɨɷɬɢɤɢ ɠɚɧɪɚ (ɞɢɚɥɨɝɢɡɚɰɢɹ, ɛɟɫɫɨɛɵɬɢɣɧɨɫɬɶ, ɥɚɤɨɧɢɱɧɨɫɬɶ, 
ɞɟɬɚɥɢɡɚɰɢɹ), ɩɪɢɱɟɦ ɨɬɦɟɱɚɟɦɚɹ ɚɜɬɨɪɚɦɢ ɦɨɧɨɝɪɚɮɢɢ ɫɸɠɟɬɧɚɹ 
ɚɢɫɬɨɪɢɱɧɨɫɬɶ ɛɚɥɥɚɞ ɧɚ ɞɪɭɝɨɦ ɭɪɨɜɧɟ ɦɨɠɟɬ ɪɚɫɫɦɚɬɪɢɜɚɬɶɫɹ ɤɚɤ 
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ɨɫɨɛɵɣ ɪɚɤɭɪɫ ɯɭɞɨɠɟɫɬɜɟɧɧɨɣ ɪɟɚɤɰɢɢ ɧɚ ɢɫɬɨɪɢɸ – ɱɟɪɟɡ ɫɨɡɧɚɧɢɟ 
ɫɨɜɪɟɦɟɧɧɢɤɚ, ɟɝɨ ɩɪɨɧɢɡɚɧɧɭɸ ɧɟɪɟɮɥɟɤɫɢɪɭɟɦɵɦ ɛɚɥɥɚɞɧɵɦ ɭɠɚ-
ɫɨɦ ɩɫɢɯɨɥɨɝɢɸ. 

ɉɪɨɬɢɜɨɩɨɥɨɠɧɵɣ ɜɟɤɬɨɪ – ɪɚɰɢɨɧɚɥɢɡɚɰɢɸ, ɤɨɧɰɟɩɬɭɚɥɶɧɨɟ ɯɭ-
ɞɨɠɟɫɬɜɟɧɧɨɟ ɨɜɥɚɞɟɧɢɟ ɢɫɬɨɪɢɟɣ – ɞɟɦɨɧɫɬɪɢɪɭɟɬ ɛɚɥɥɚɞɧɨɟ ɬɜɨɪ-
ɱɟɫɬɜɨ Ⱥ.Ʉ. Ɍɨɥɫɬɨɝɨ, ɜɵɫɬɭɩɚɸɳɟɟ ɛɥɚɝɨɞɚɬɧɵɦ ɦɚɬɟɪɢɚɥɨɦ ɞɥɹ 
ɬɟɦɵ ɜɡɚɢɦɨɞɟɣɫɬɜɢɹ ɥɢɬɟɪɚɬɭɪɵ ɢ ɢɞɟɨɥɨɝɢɢ. ɉɨɡɢɰɢɸ ɩɨɷɬɚ ɚɜ-
ɬɨɪɵ ɦɨɧɨɝɪɚɮɢɢ ɨɩɪɚɜɞɚɧɧɨ ɪɚɫɫɦɚɬɪɢɜɚɸɬ ɧɚ ɮɨɧɟ ɧɚɰɢɟɫɬɪɨɢ-
ɬɟɥɶɧɵɯ ɩɨɥɟɦɢɤ ɫɟɪɟɞɢɧɵ XIX ɜ. ɨɛ ɢɫɬɨɤɚɯ ɪɨɫɫɢɣɫɤɨɣ ɝɨɫɭɞɚɪ-
ɫɬɜɟɧɧɨɫɬɢ. ɉɨɝɥɨɳɟɧɢɟ ɢ ɪɚɡɪɭɲɟɧɢɟ ɧɚɫɥɟɞɢɹ ɟɜɪɨɩɟɣɫɤɨɣ Ʉɢɟɜ-
ɫɤɨɣ Ɋɭɫɢ ɚɡɢɚɬɫɤɨɣ Ɇɨɫɤɨɜɫɤɨɣ Ɋɭɫɶɸ ɜɵɫɬɭɩɚɟɬ ɭ Ⱥ.Ʉ. Ɍɨɥɫɬɨɝɨ ɧɟ 
ɬɨɥɶɤɨ ɢɞɟɨɥɨɝɢɱɟɫɤɢɦ ɨɬɜɟɬɨɦ ɧɚ ɫɩɨɪɵ, ɧɨ ɢ ɢɫɬɨɤɨɦ ɛɚɥɥɚɞɧɨɝɨ 
ɫɸɠɟɬɨɫɬɪɨɟɧɢɹ. ɀɚɧɪɨɜɚɹ ɫɯɟɦɚ, ɤɚɤ ɩɨɤɚɡɵɜɚɟɬ ɜɵɫɬɪɨɟɧɧɚɹ ɜ ɪɚɡ-
ɞɟɥɟ ɬɢɩɨɥɨɝɢɹ, ɪɚɡɜɨɪɚɱɢɜɚɟɬɫɹ ɩɨɷɬɨɦ ɥɢɛɨ ɜ ɫɬɨɪɨɧɭ ɥɟɝɢɬɢɦɚɰɢɢ 
ɟɜɪɨɩɟɣɫɤɨɝɨ ɦɢɪɨɩɨɪɹɞɤɚ, ɥɢɛɨ ɞɟɥɟɝɢɬɢɦɚɰɢɢ ɦɨɫɤɨɜɫɤɨ-ɚɡɢɚɬɫɤɨɝɨ, 
ɦɵɫɥɹɳɟɝɨɫɹ ɚɧɚɥɨɝɨɦ ɢɧɮɟɪɧɚɥɶɧɨɝɨ ɩɪɢɲɟɥɶɰɚ. əɫɧɨɫɬɶ ɢ ɪɚɰɢɨ-
ɧɚɥɶɧɨɫɬɶ ɢɫɬɨɪɢɱɟɫɤɨɣ ɛɚɥɥɚɞɵ Ⱥ.Ʉ. Ɍɨɥɫɬɨɝɨ ɜɵɫɬɭɩɚɟɬ ɡɪɢɦɨɣ ɚɧɬɢ-
ɬɟɡɨɣ ɥɢɪɢɱɟɫɤɢɯ ɩɨɥɭɧɚɦɟɤɨɜ ɩɟɪɫɨɧɚɥɢɫɬɢɱɧɵɯ ɛɚɥɥɚɞ Ⱥ.Ⱥ. Ɏɟɬɚ. 

Ʌɢɬɟɪɚɬɭɪɚ XX ɜ. ɫɬɚɜɢɬ ɩɟɪɟɞ ɢɫɫɥɟɞɨɜɚɬɟɥɟɦ ɛɚɥɥɚɞɵ ɫɥɨɠɧɵɟ 
ɡɚɞɚɱɢ, ɜɨ ɦɧɨɝɨɦ ɫɜɹɡɚɧɧɵɟ ɫ ɝɥɭɛɨɤɨɣ ɬɪɚɧɫɮɨɪɦɚɰɢɟɣ ɢɥɢ ɪɚɫɬɜɨ-
ɪɟɧɢɟɦ ɠɚɧɪɨɜɵɯ ɷɥɟɦɟɧɬɨɜ ɜ ɢɧɵɯ ɯɭɞɨɠɟɫɬɜɟɧɧɵɯ ɫɢɫɬɟɦɚɯ. Ɉɩɨ-
ɡɧɚɧɢɟ ɢ ɜɵɹɜɥɟɧɢɟ ɷɬɨɝɨ ɛɚɥɥɚɞɧɨɝɨ ɫɭɛɫɬɪɚɬɚ ɜ ɧɟɨɬɪɚɞɢɰɢɨɧɚɥɢɫɬ-
ɫɤɨɣ ɢ ɚɜɚɧɝɚɪɞɢɫɬɫɤɨɣ ɜɟɪɫɢɢ – ɩɪɟɞɦɟɬ ɞɜɭɯ ɫɥɟɞɭɸɳɢɯ ɩɚɪɚɝɪɚɮɨɜ 
ɦɨɧɨɝɪɚɮɢɢ. ɂ ɜɧɨɜɶ ɫɜɨɸ ɩɥɨɞɨɬɜɨɪɧɨɫɬɶ ɡɞɟɫɶ ɞɨɤɚɡɵɜɚɟɬ ɝɢɩɨɬɟɡɚ 
ɨ ɮɭɧɤɰɢɨɧɚɥɶɧɨɣ ɨɫɧɨɜɟ ɠɚɧɪɚ, ɩɨɡɜɨɥɹɸɳɚɹ ɞɚɠɟ ɩɪɢ ɚɧɚɥɢɡɟ ɬɟɤ-
ɫɬɚ ɢɧɨɣ ɩɪɢɪɨɞɵ, ɤɚɤ ɩɨɜɟɫɬɶ ɂ.Ⱥ. Ȼɭɧɢɧɚ «ɋɭɯɨɞɨɥ», ɧɟ ɭɣɬɢ ɧɚ 
ɭɪɨɜɟɧɶ ɱɚɫɬɧɵɯ ɚɥɥɸɡɢɣ. Ɂɧɚɦɟɧɚɬɟɥɶɧɨ, ɱɬɨ ɬɨɱɤɢ ɩɟɪɟɫɟɱɟɧɢɹ ɩɨ-
ɷɬɢɤɢ ɩɨɜɟɫɬɢ ɢ ɛɚɥɥɚɞɵ ɭɞɚɟɬɫɹ ɧɚɣɬɢ ɨɩɹɬɶ-ɬɚɤɢ ɫ ɭɱɟɬɨɦ ɢɫɬɨɪɢɤɨ-
ɢɞɟɨɥɨɝɢɱɟɫɤɨɣ ɤɨɧɰɟɩɰɢɢ ɩɢɫɚɬɟɥɹ, ɟɝɨ ɜɢɞɟɧɢɹ ɧɚɰɢɨɧɚɥɶɧɨɝɨ 
ɟɞɢɧɫɬɜɚ ɢ ɫɭɞɟɛ ɫɨ- ɢ ɩɪɨɬɢɜɨɩɨɫɬɚɜɥɟɧɧɵɯ ɜ ɟɝɨ ɪɚɦɤɚɯ ɫɨɰɢɚɥɶɧɵɯ 
ɫɥɨɟɜ. ɉɪɨɲɥɨɟ, ɫɚɦɨɡɜɚɧɧɨ ɜɪɵɜɚɸɳɟɟɫɹ ɜ ɧɚɫɬɨɹɳɟɟ ɢ ɡɚɯɜɚɬɵɜɚ-
ɸɳɟɟ ɜ ɫɜɨɸ ɨɪɛɢɬɭ ɢ ɝɨɫɩɨɞ, ɢ ɤɪɟɫɬɶɹɧ, ɩɪɨɜɨɰɢɪɭɸɳɟɟ ɫɬɪɚɧɧɵɟ 
ɝɢɛɪɢɞɧɵɟ ɫɨɸɡɵ, ɫɞɜɢɝɚɸɳɟɟ ɋɭɯɨɞɨɥ ɜ ɥɢɦɢɧɚɥɶɧɨɟ ɩɪɨɫɬɪɚɧ-
ɫɬɜɨ, ɨɬɤɪɵɬɨɟ ɞɥɹ ɜɬɨɪɠɟɧɢɹ ɱɭɠɚɤɨɜ, ɫɨɰɢɚɥɶɧɵɯ ɢɥɢ ɷɬɧɢɱɟɫɤɢɯ, 
ɩɨɞɩɢɬɵɜɚɸɳɟɟ ɢɫɫɭɲɚɸɳɢɣ ɠɚɪ ɫɬɪɚɫɬɟɣ, ɫɬɚɧɨɜɢɬɫɹ ɢɫɬɨɱɧɢɤɨɦ 
ɛɚɥɥɚɞɧɨɣ ɩɨɷɬɢɤɢ – ɜ ɟɟ ɤɨɧɬɪɚɫɬɟ ɫ ɩɚɪɚɥɥɟɥɶɧɵɦ ɫɭɛɫɬɪɚɬɨɦ ɢɞɢɥ-
ɥɢɢ ɢ ɷɥɟɝɢɢ. Ɉɬɝɨɥɨɫɤɢ ɛɚɥɥɚɞɵ ɜɵɹɜɥɹɸɬɫɹ ɚɜɬɨɪɚɦɢ ɟɞɜɚ ɥɢ ɧɟ ɧɚ 
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ɜɫɟɯ ɭɪɨɜɧɹɯ ɩɪɨɢɡɜɟɞɟɧɢɹ: ɜ ɩɨɜɟɫɬɜɨɜɚɧɢɢ, ɬɨɧɤɨ ɢɧɬɟɪɩɪɟɬɢɪɭɟ-
ɦɨɣ ɫɢɫɬɟɦɟ ɦɨɬɢɜɨɜ, ɯɚɪɚɤɬɟɪɨɥɨɝɢɢ, ɫɸɠɟɬɧɵɯ ɩɨɥɨɠɟɧɢɹɯ. 

Ɇɧɨɝɨɨɛɪɚɡɧɨɫɬɢ ɯɭɞɨɠɟɫɬɜɟɧɧɨɣ ɢɧɬɟɝɪɚɰɢɢ ɛɚɥɥɚɞɧɵɯ ɷɥɟɦɟɧɬɨɜ, 
ɤɨɬɨɪɭɸ ɞɟɦɨɧɫɬɪɢɪɭɟɬ ɧɟɨɬɪɚɞɢɰɢɨɧɚɥɢɫɬɫɤɨɟ ɛɭɧɢɧɫɤɨɟ ɬɜɨɪɱɟɫɬɜɨ, 
ɜɨ ɦɧɨɝɨɦ ɩɪɨɬɢɜɨɫɬɨɢɬ ɜɧɟɲɧɟ ɩɟɪɟɭɫɥɨɠɧɟɧɧɚɹ, ɧɨ ɫɟɦɚɧɬɢɱɟɫɤɢ 
ɨɞɧɨɥɢɧɟɣɧɚɹ ɪɟɰɟɩɰɢɹ ɚɜɚɧɝɚɪɞɚ – ɜ ɜɢɞɟ «Ȼɚɥɥɚɞɵ ɀɭɤɨɜɫɤɨɝɨ» 
ɇ.Ⱥ. Ɂɚɛɨɥɨɰɤɨɝɨ. ȼ ɧɟɣ ɩɨɷɬ ɨɩɟɪɢɪɭɟɬ ɭɠɟ ɧɟ ɫɬɨɥɶɤɨ ɫ ɠɢɡɧɟɫɩɨ-
ɫɨɛɧɨɣ ɠɚɧɪɨɜɨɣ ɦɨɞɟɥɶɸ, ɫɤɨɥɶɤɨ ɫ ɟɟ ɨɛɥɨɦɤɚɦɢ, ɜɵɫɬɪɨɟɧɧɵɦɢ  
ɜ ɚɛɫɭɪɞɢɫɬɫɤɢɣ ɤɨɥɥɚɠ. Ⱦɥɹ ɪɚɡɝɚɞɤɢ ɬɟɤɫɬɚ-ɪɟɛɭɫɚ ɚɜɬɨɪɵ ɩɪɢɜɥɟ-
ɤɚɸɬ ɧɟɨɛɯɨɞɢɦɵɣ ɤɨɧɬɟɤɫɬ ɤɚɤ ɜ ɩɥɚɧɟ ɬɜɨɪɱɟɫɤɢɯ ɢɧɬɟɪɟɫɨɜ  
ɇ.Ⱥ. Ɂɚɛɨɥɨɰɤɨɝɨ, ɬɚɤ ɢ ɦɨɬɢɜɧɨɝɨ ɫɸɠɟɬɚ ɫɛɨɪɧɢɤɚ «Ⱥɪɚɪɚɬ» (ɜɫɟ-
ɦɢɪɧɵɣ ɩɨɬɨɩ ɢ ɪɨɠɞɟɧɢɟ ɧɨɜɨɝɨ ɦɢɪɚ), ɧɨ ɩɨɞɥɢɧɧɵɦ ɤɥɸɱɨɦ ɞɥɹ 
ɞɟɲɢɮɪɨɜɤɢ ɫɬɚɧɨɜɢɬɫɹ ɬɪɟɯɮɭɧɤɰɢɨɧɚɥɶɧɚɹ ɫɯɟɦɚ, ɮɪɚɝɦɟɧɬɚɪɧɵɟ 
ɩɪɨɟɤɰɢɢ ɤɨɬɨɪɨɣ ɨɛɧɚɪɭɠɢɜɚɸɬɫɹ ɜ ɩɟɪɫɨɧɚɠɚɯ «Ȼɚɥɥɚɞɵ ɀɭɤɨɜ-
ɫɤɨɝɨ», ɚ ɧɚ ɧɟɟ ɧɚɧɢɡɵɜɚɸɬɫɹ ɞɪɭɝɢɟ ɦɨɬɢɜɧɵɟ ɩɟɪɟɤɥɢɱɤɢ (ɜɨɞɚ, 
ɭɬɨɩɥɟɧɧɢɤ ɢ ɞɪ.). ȼɟɪɨɹɬɧɨ, ɢɦɟɧɧɨ ɝɟɪɦɟɬɢɱɧɨɫɬɶ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɧɟ 
ɩɨɡɜɨɥɢɥɚ ɟɝɨ ɤɚɤɢɦ-ɬɨ ɨɛɪɚɡɨɦ ɜɵɜɟɫɬɢ ɜ ɢɫɬɨɪɢɤɨ-ɢɞɟɨɥɨɝɢɱɟɫɤɨɟ 
ɩɨɥɟ, ɱɬɨ ɫɨɫɬɚɜɥɹɟɬ ɫɤɜɨɡɧɭɸ ɭɫɬɚɧɨɜɤɭ ɦɨɧɨɝɪɚɮɢɢ. 

ɉɨɫɥɟɞɧɟɟ, ɜɩɪɨɱɟɦ, ɜ ɩɨɥɧɨɣ ɦɟɪɟ ɤɨɦɩɟɧɫɢɪɭɟɬɫɹ ɡɚɜɟɪɲɚɸɳɢɦɢ 
ɪɚɡɞɟɥɚɦɢ, ɝɞɟ ɪɟɰɟɩɰɢɹ ɛɚɥɥɚɞɧɨɣ ɩɨɷɬɢɤɢ ɫɨɜɟɬɫɤɢɦɢ ɚɜɬɨɪɚɦɢ ɝɥɭ-
ɛɨɤɨ ɨɩɪɟɞɟɥɹɟɬɫɹ ɢɞɟɨɥɨɝɢɱɟɫɤɨɣ ɪɟɮɥɟɤɫɢɟɣ. Ʉɧɢɝɭ, ɨɞɧɚɤɨ, ɨɬɥɢ-
ɱɚɟɬ ɩɪɟɞɟɥɶɧɨɟ ɜɧɢɦɚɧɢɟ ɤ ɢɧɞɢɜɢɞɭɚɥɶɧɨɣ ɦɢɪɨɜɨɡɡɪɟɧɱɟɫɤɨɣ ɩɨɡɢ-
ɰɢɢ, ɤɚɤ ɩɪɢ ɢɧɬɟɪɩɪɟɬɚɰɢɢ «Ȼɚɥɥɚɞɵ ɨ ɞɨɝɦɚɬɢɤɟ» Ȼ.Ⱥ. ɋɥɭɰɤɨɝɨ. 
ɉɨɞɥɢɧɧɵɣ ɫɦɵɫɥ ɷɬɨɝɨ ɩɪɨɢɡɜɟɞɟɧɢɹ, ɜɧɟɲɧɟ, ɤɚɡɚɥɨɫɶ ɛɵ, ɧɟɫɥɨɠ-
ɧɨɝɨ, ɨɬɤɪɵɜɚɟɬɫɹ ɬɨɥɶɤɨ ɩɪɢ ɭɱɟɬɟ ɦɧɨɝɢɯ ɮɚɤɬɨɪɨɜ: ɫɨɨɬɧɟɫɟɧɢɹ  
ɫ ɜɨɟɧɧɨɣ ɫɢɬɭɚɰɢɟɣ 1944–1945 ɝɝ., ɩɨɬɪɟɛɨɜɚɜɲɟɝɨ ɩɪɢɜɥɟɱɟɧɢɹ ɩɚɪɚɥ-
ɥɟɥɟɣ ɜ ɦɟɦɭɚɪɧɨɣ ɩɪɨɡɟ ɩɨɷɬɚ («Ɂɚɩɢɫɤɢ ɨ ɜɨɣɧɟ»), ɜɫɤɪɵɬɢɹ ɦɟɪɰɚɸ-
ɳɢɯ ɫɦɵɫɥɨɜ, ɜɤɥɚɞɵɜɚɟɦɵɯ ɚɜɬɨɪɨɦ ɜ ɜɚɠɧɵɟ ɞɥɹ ɛɚɥɥɚɞɵ ɤɨɧɰɟɩɬɵ 
(«ɩɨɪɹɞɨɤ» ɤɚɤ ɢɞɢɥɥɢɱɟɫɤɨɟ, ɫɚɬɢɪɢɱɟɫɤɨɟ ɢ ɨɧɬɨɥɨɝɢɱɟɫɤɨɟ ɹɜɥɟɧɢɟ), 
ɨɩɪɟɞɟɥɟɧɢɹ ɨɛɳɢɯ ɜɟɤɬɨɪɨɜ ɦɢɪɨɜɨɡɡɪɟɧɢɹ ɢ ɩɨɷɬɢɤɢ Ȼ.Ⱥ. ɋɥɭɰɤɨɝɨ, 
ɩɨ ɫɩɪɚɜɟɞɥɢɜɨɦɭ ɦɧɟɧɢɸ ɫɨɡɞɚɬɟɥɟɣ ɦɨɧɨɝɪɚɮɢɢ, ɡɚɤɥɸɱɚɸɳɢɯɫɹ  
ɜ «ɨɫɬɪɨɣ ɩɪɨɛɥɟɦɚɬɢɡɚɰɢɢ, ɥɨɝɢɤɚ ɤɨɬɨɪɨɣ ɩɪɟɩɹɬɫɬɜɨɜɚɥɚ ɤɚɤ ɪɚɫ-, ɬɚɤ 
ɢ ɫɚɦɨɨɬɨɠɞɟɫɬɜɥɟɧɢɸ ɫɭɛɴɟɤɬɚ ɫ ɧɚɦɟɱɚɟɦɵɦɢ ɩɨɷɬɨɦ ɩɨɥɸɫɚɦɢ». 
ɋɨɛɫɬɜɟɧɧɨ ɚɧɚɥɢɡ «Ȼɚɥɥɚɞɵ ɨ ɞɨɝɦɚɬɢɤɟ» ɩɨɤɚɡɵɜɚɟɬ, ɧɚɫɤɨɥɶɤɨ 
ɬɪɚɧɫɮɨɪɦɢɪɭɟɬɫɹ ɩɨɷɬɨɦ ɮɭɧɤɰɢɨɧɚɥɶɧɚɹ ɨɫɧɨɜɚ ɛɚɥɥɚɞɵ, ɤɚɠɞɚɹ ɢɡ 
ɪɨɥɟɣ ɤɨɬɨɪɨɣ (ɦɢɪɨɩɨɪɹɞɨɤ, ɩɨɞɜɢɠɧɵɣ ɝɟɪɨɣ, ɫɭɛɴɟɤɬ ɜɵɛɨɪɚ) ɝɥɭ-
ɛɨɤɨ ɩɪɨɛɥɟɦɚɬɢɡɢɪɭɟɬɫɹ, ɧɟ ɞɚɜɚɹ ɱɢɬɚɬɟɥɸ ɨɞɧɨɡɧɚɱɧɨɝɨ ɨɬɜɟɬɚ. 
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ȼ ɡɚɜɟɪɲɚɸɳɟɦ ɩɚɪɚɝɪɚɮɟ ɚɜɬɨɪɵ ɨɛɪɚɳɚɸɬɫɹ ɤ ɤɨɥɥɟɤɬɢɜɧɵɦ 
ɤɨɦɦɟɦɨɪɚɬɢɜɧɵɦ ɩɪɚɤɬɢɤɚɦ, ɢɧɢɰɢɢɪɭɟɦɵɦ ɩɨɬɪɟɛɧɨɫɬɹɦɢ ɧɚɰɢɟ- 
ɢɥɢ ɢɦɩɟɪɢɨɫɬɪɨɢɬɟɥɶɫɬɜɚ ɢ ɚɤɬɭɚɥɢɡɢɪɭɸɳɢɦ ɛɚɥɥɚɞɧɵɟ ɫɸɠɟɬɵ 
ɜɬɨɪɠɟɧɢɹ ɦɟɪɬɜɨɝɨ ɩɪɨɲɥɨɝɨ (ɦɚɜɡɨɥɟɣ, ɩɚɦɹɬɧɢɤ / ɦɨɝɢɥɚ ɧɟɢɡ-
ɜɟɫɬɧɨɝɨ ɫɨɥɞɚɬɚ) ɜ ɠɢɜɨɟ ɢɫɬɨɪɢɱɟɫɤɨɟ ɧɚɫɬɨɹɳɟɟ. ɇɚɱɚɜ ɫ ɪɟɤɨɧ-
ɫɬɪɭɤɰɢɢ ɛɚɥɥɚɞɧɨɝɨ ɤɨɦɩɨɧɟɧɬɚ ɜ ɫɬɢɯɨɬɜɨɪɟɧɢɹɯ ȼ.ə. Ȼɪɸɫɨɜɚ ɢ 
Ʌ.ɇ. Ɇɚɪɬɵɧɨɜɚ ɨ ɝɢɩɫɨɜɵɯ ɫɥɟɩɤɚɯ ɬɟɥ, ɩɨɝɪɟɛɟɧɧɵɯ ɩɨɞ ɩɟɩɥɨɦ  
ɜ ɉɨɦɩɟɹɯ, ɫɨɡɞɚɬɟɥɢ ɦɨɧɨɝɪɚɮɢɢ ɧɚɯɨɞɹɬ ɢɦ ɩɚɪɚɥɥɟɥɶ ɜ ɦɨɧɭɦɟɧ-
ɬɚɯ ɧɟɢɡɜɟɫɬɧɨɦɭ ɫɨɥɞɚɬɭ, ɪɟɚɥɶɧɨɟ ɬɟɥɨ ɩɪɟɜɪɚɳɚɸɳɢɯ ɜ ɤɨɥɥɟɤɬɢɜ-
ɧɵɣ ɫɢɦɜɨɥ, ɱɬɨ ɫɬɚɧɨɜɢɬɫɹ ɬɟɦɨɣ ɫɬɢɯɨɬɜɨɪɟɧɢɹ ȼ.Ɏ. ɏɨɞɚɫɟɜɢɱɚ. 
ȿɳɟ ɨɞɧɢɦ ɫɢɦɜɨɥɨɦ ɩɨɞɨɛɧɨɝɨ ɩɥɚɧɚ ɜɵɫɬɭɩɚɟɬ ɥɟɧɢɧɫɤɢɣ ɦɚɜɡɨ-
ɥɟɣ ɢ ɤɭɥɶɬ Ʌɟɧɢɧɚ ɤɚɤ ɨɞɧɨɜɪɟɦɟɧɧɨ ɦɟɪɬɜɨɝɨ ɢ ɠɢɜɨɝɨ – ɨɬɱɟɬɥɢɜɨ 
ɛɚɥɥɚɞɧɵɣ ɨɛɪɚɡ. ɋɬɢɯɨɬɜɨɪɟɧɢɹ ɋ. Ɇɚɪɲɚɤɚ, ɂ. ɋɟɥɶɜɢɧɫɤɨɝɨ,  
ɋ. ȼɚɫɢɥɶɟɜɚ, ɋ. ɓɢɩɚɱɟɜɚ, Ȼ. ɋɥɭɰɤɨɝɨ ɩɨɡɜɨɥɹɸɬ ɩɪɨɫɥɟɞɢɬɶ, ɤɚɤ 
ɬɪɚɧɫɮɨɪɦɢɪɭɟɬɫɹ ɜ ɩɨɞɨɛɧɵɯ ɬɟɤɫɬɚɯ ɨɛ ɨɠɢɜɚɸɳɢɯ ɦɟɪɬɜɟɰɚɯ / 
ɫɬɚɬɭɹɯ ɛɚɥɥɚɞɧɚɹ ɮɭɧɤɰɢɨɧɚɥɶɧɚɹ ɨɫɧɨɜɚ. Ʉɨɞɨɣ ɡɞɟɫɶ ɜɵɫɬɭɩɚɟɬ 
«ɉɨɫɥɟɞɧɢɣ ɩɚɪɚɞ» ɋ. Ʉɭɧɹɟɜɚ, ɫɬɢɯɨɬɜɨɪɟɧɢɟ 1991 ɝ., ɜɨɫɤɪɟɲɚɸ-
ɳɟɟ ɩɪɢɡɪɚɤɢ ɉɚɪɚɞɚ ɉɨɛɟɞɵ 24 ɢɸɧɹ 1945 ɝ. 

ȼɵɫɬɪɨɟɧɧɵɣ ɜ ɦɨɧɨɝɪɚɮɢɢ ɫɬɨɥɶ ɩɥɨɬɧɵɣ ɢ ɧɟɩɪɟɪɵɜɧɵɣ ɢɫɬɨ-
ɪɢɱɟɫɤɢɣ ɪɹɞ – ɨɬ ɧɚɩɨɥɟɨɧɨɜɫɤɢɯ ɜɨɣɧ ɞɨ ɤɪɭɲɟɧɢɹ ɋɋɋɊ – ɧɟ 
ɬɨɥɶɤɨ ɞɟɦɨɧɫɬɪɢɪɭɟɬ ɩɥɨɞɨɬɜɨɪɧɨɫɬɶ ɩɪɟɞɥɚɝɚɟɦɨɣ ɦɟɬɨɞɨɥɨɝɢɢ 
ɠɚɧɪɨɜɨɝɨ ɚɧɚɥɢɡɚ, ɤɨɝɞɚ ɮɭɧɤɰɢɨɧɚɥɶɧɚɹ ɨɫɧɨɜɚ, ɬɟɥɟɨɥɨɝɢɹ ɠɚɧɪɚ 
ɚɤɬɭɚɥɢɡɢɪɭɟɬɫɹ ɢɫɬɨɪɢɤɨ-ɢɞɟɨɥɨɝɢɱɟɫɤɢɦɢ ɡɚɩɪɨɫɚɦɢ ɷɩɨɯɢ, ɧɨ ɢ 
ɡɚɞɚɟɬ ɨɩɪɟɞɟɥɟɧɧɵɣ ɪɚɤɭɪɫ ɜɢɞɟɧɢɹ ɫɚɦɨɣ ɪɭɫɫɤɨɣ ɥɢɬɟɪɚɬɭɪɵ, 
ɧɚɯɨɞɹɳɟɣɫɹ ɜ ɩɥɟɧɭ ɛɚɥɥɚɞɵ, ɜ ɫɨɫɬɨɹɧɢɢ ɩɨɜɵɲɟɧɧɨɣ ɱɭɬɤɨɫɬɢ –  
ɢ ɛɟɡɡɚɳɢɬɧɨɫɬɢ – ɩɟɪɟɞ ɜɬɨɪɠɟɧɢɟɦ ɨɱɟɪɟɞɧɨɣ ɫɢɥɵ, ɩɵɬɚɸɳɟɣɫɹ 
ɭɬɜɟɪɞɢɬɶ ɫɜɨɣ ɦɢɪɨɩɨɪɹɞɨɤ. 
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Иɧɮɨɪɦаɰиɹ ɨб авɬɨɪе: 
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ɉɊȺȼɂɅȺ ɈɎɈɊɆɅȿɇɂə ɋɌȺɌȿɃ 
ȼ ɇȺɍɑɇɕɃ ɀɍɊɇȺɅ «ɂɆȺȽɈɅɈȽɂə ɂ ɄɈɆɉȺɊȺɌɂȼɂɋɌɂɄȺ» 

 
Ɋɟɞɚɤɰɢɹ ɩɪɢɧɢɦɚɟɬ ɫɬɚɬɶɢ, ɧɚɛɪɚɧɧɵɟ ɜ ɬɟɤɫɬɨɜɨɦ ɪɟɞɚɤɬɨɪɟ Word. ɋɬɚɬɶɢ 

ɞɨɥɠɧɵ ɛɵɬɶ ɩɪɟɞɫɬɚɜɥɟɧɵ ɜ ɷɥɟɤɬɪɨɧɧɨɦ ɢ ɜ ɪɚɫɩɟɱɚɬɚɧɧɨɦ ɜɢɞɟ (ɮɨɪɦɚɬ A4). ɂɥ-
ɥɸɫɬɪɚɰɢɢ (ɪɢɫɭɧɤɢ, ɬɚɛɥɢɰɵ, ɝɪɚɮɢɤɢ, ɞɢɚɝɪɚɦɦɵ ɢ ɬ.ɩ.) ɞɨɩɨɥɧɢɬɟɥɶɧɨ ɩɪɟɞɨɫɬɚɜ-
ɥɹɸɬɫɹ ɜ ɨɬɞɟɥɶɧɵɯ ɮɚɣɥɚɯ, ɜɥɨɠɟɧɧɵɯ ɜ ɚɜɬɨɪɫɤɭɸ ɷɥɟɤɬɪɨɧɧɭɸ ɩɚɩɤɭ. 

ȼɫɟ ɪɢɫɭɧɤɢ ɜɵɩɨɥɧɹɸɬɫɹ ɬɨɥɶɤɨ ɜ ɱɟɪɧɨ-ɛɟɥɨɣ ɝɚɦɦɟ, ɩɨɥɧɨɰɜɟɬɧɵɟ ɢɥɥɸɫɬɪɚ-
ɰɢɢ ɧɟ ɞɨɩɭɫɤɚɸɬɫɹ. 

ȼ ɧɚɱɚɥɟ ɫɬɚɬɶɢ ɭɤɚɡɵɜɚɟɬɫɹ ɧɨɦɟɪ ɩɨ ɍɧɢɜɟɪɫɚɥɶɧɨɣ ɞɟɫɹɬɢɱɧɨɣ ɤɥɚɫɫɢɮɢɤɚɰɢɢ 
(ɍȾɄ), ɩɪɢɜɨɞɹɬɫɹ (ɤɚɠɞɵɣ ɪɚɡ ɫ ɧɨɜɨɣ ɫɬɪɨɤɢ):  

ɢɧɢɰɢɚɥɵ ɢ ɮɚɦɢɥɢɹ ɚɜɬɨɪɚ; 
ɧɚɡɜɚɧɢɟ ɫɬɚɬɶɢ (ɫɬɪɨɱɧɵɦɢ ɛɭɤɜɚɦɢ, ɧɚɩɪɢɦɟɪ: ɂɞɟɨɥɨɝɢɱɟɫɤɢɣ ɤɨɧɬɟɤɫɬ «ɋɨ-

ɛɪɚɧɢɹ ɫɬɢɯɨɬɜɨɪɟɧɢɣ, ɨɬɧɨɫɹɳɢɯɫɹ ɤ ɧɟɡɚɛɜɟɧɧɨɦɭ 1812 ɝɨɞɭ»); 
ɟɟ ɤɪɚɬɤɚɹ ɚɧɧɨɬɚɰɢɹ (500 ɡɧɚɤɨɜ), ɤɨɬɨɪɚɹ ɜɵɞɟɥɹɟɬɫɹ ɤɭɪɫɢɜɨɦ ɢ ɨɬɞɟɥɹɟɬɫɹ ɨɬ 

ɬɟɤɫɬɚ ɫɬɚɬɶɢ ɩɪɨɩɭɫɤɨɦ ɫɬɪɨɤɢ;  
ɤɥɸɱɟɜɵɟ ɫɥɨɜɚ (3–5). 
Ɍɟɤɫɬ ɧɚɛɢɪɚɟɬɫɹ ɲɪɢɮɬɚɦɢ Times New Roman, ɪɚɡɦɟɪ ɲɪɢɮɬɚ – 14 ɤɟɝɥɟɣ, ɦɟɠ-

ɫɬɪɨɱɧɵɣ ɢɧɬɟɪɜɚɥ – ɩɨɥɭɬɨɪɧɵɣ, ɩɨɥɹ (ɜɫɟ) – 1,5 ɫɦ, ɚɛɡɚɰɧɵɣ ɨɬɫɬɭɩ – 0,5 ɫɦ. 
ɉɪɢ ɢɫɩɨɥɶɡɨɜɚɧɢɢ ɞɨɩɨɥɧɢɬɟɥɶɧɵɯ ɲɪɢɮɬɨɜ ɩɪɢ ɧɚɛɨɪɟ ɫɬɚɬɶɢ ɬɚɤɢɟ ɲɪɢɮɬɵ 

ɞɨɥɠɧɵ ɛɵɬɶ ɩɪɟɞɫɬɚɜɥɟɧɵ ɜ ɪɟɞɚɤɰɢɸ ɜ ɚɜɬɨɪɫɤɨɣ ɷɥɟɤɬɪɨɧɧɨɣ ɩɚɩɤɟ. 
ɇɭɦɟɪɚɰɢɹ ɫɬɪɚɧɢɰ ɫɩɥɨɲɧɚɹ, ɫ 1-ɣ ɫɬɪɚɧɢɰɵ, ɜɧɢɡɭ ɩɨ ɰɟɧɬɪɭ. ɋɫɵɥɤɢ ɧɚ ɢɫ-

ɩɨɥɶɡɨɜɚɧɧɵɟ ɢɫɬɨɱɧɢɤɢ ɩɪɢɜɨɞɹɬɫɹ ɩɨɫɥɟ ɰɢɬɚɬɵ ɜ ɤɜɚɞɪɚɬɧɵɯ ɫɤɨɛɤɚɯ ɫ ɭɤɚɡɚɧɢɟɦ 
ɩɨɪɹɞɤɨɜɨɝɨ ɧɨɦɟɪɚ ɢɫɬɨɱɧɢɤɚ ɰɢɬɢɪɨɜɚɧɢɹ, ɬɨɦɚ ɢ ɫɬɪɚɧɢɰɵ, ɧɚɩɪɢɦɟɪ: [1. Ɍ. 2. 
ɋ. 25]. ɋɩɢɫɨɤ ɥɢɬɟɪɚɬɭɪɵ ɪɚɫɩɨɥɚɝɚɟɬɫɹ ɩɨɫɥɟ ɬɟɤɫɬɚ ɫɬɚɬɶɢ, ɧɭɦɟɪɭɟɬɫɹ (ɧɚɱɢɧɚɹ  
ɫ ɩɟɪɜɨɝɨ ɧɨɦɟɪɚ), ɩɪɟɞɜɚɪɹɟɬɫɹ ɡɚɝɨɥɨɜɤɨɦ «ɋɩɢɫɨɤ ɢɫɬɨɱɧɢɤɨɜ» ɢ ɨɮɨɪɦɥɹɟɬɫɹ  
ɜ ɩɨɪɹɞɤɟ ɭɩɨɦɢɧɚɧɢɹ ɢɥɢ ɰɢɬɢɪɨɜɚɧɢɹ ɜ ɬɟɤɫɬɟ ɫɬɚɬɶɢ (ɧɟ ɜ ɚɥɮɚɜɢɬɧɨɦ ɩɨɪɹɞɤɟ!). 
ɉɨɞ ɨɞɧɢɦ ɧɨɦɟɪɨɦ ɞɨɩɭɫɬɢɦɨ ɩɪɢɜɨɞɢɬɶ ɬɨɥɶɤɨ ɨɞɢɧ ɢɫɬɨɱɧɢɤ. Ɉɛɹɡɚɬɟɥɶɧɨ ɭɤɚɡɚ-
ɧɢɟ ɤɨɥɢɱɟɫɬɜɚ ɫɬɪɚɧɢɰ ɜ ɢɫɩɨɥɶɡɭɟɦɵɯ ɢɫɬɨɱɧɢɤɚɯ. 

ɉɪɢɦɟɱɚɧɢɹ ɨɮɨɪɦɥɹɸɬɫɹ ɜ ɜɢɞɟ ɩɨɫɬɪɚɧɢɱɧɵɯ ɫɧɨɫɨɤ. ȿɫɥɢ ɜ ɩɪɢɦɟɱɚɧɢɹɯ ɩɪɢ-
ɫɭɬɫɬɜɭɸɬ ɫɫɵɥɤɢ ɧɚ ɢɫɩɨɥɶɡɭɟɦɭɸ ɥɢɬɟɪɚɬɭɪɭ, ɧɨɦɟɪ ɷɬɢɯ ɢɫɬɨɱɧɢɤɨɜ ɜ ɫɩɢɫɤɟ ɥɢ-
ɬɟɪɚɬɭɪɵ ɞɨɥɠɟɧ ɛɵɬɶ ɫɨɨɬɧɟɫɟɧ ɫ ɧɭɦɟɪɚɰɢɟɣ ɢɫɬɨɱɧɢɤɨɜ ɜ ɨɫɧɨɜɧɨɦ ɬɟɤɫɬɟ ɫɬɚɬɶɢ, 
ɩɨɫɥɟ ɤɨɬɨɪɵɯ (ɩɟɪɟɞ ɤɨɬɨɪɵɦɢ) ɜɫɬɚɜɥɟɧɨ ɩɪɢɦɟɱɚɧɢɟ ɫɨ ɫɫɵɥɤɨɣ ɧɚ ɢɫɬɨɱɧɢɤ. ɉɪɢ-
ɦɟɪɵ ɨɮɨɪɦɥɟɧɢɹ ɦɨɠɧɨ ɩɨɫɦɨɬɪɟɬɶ ɧɚ ɫɚɣɬɟ ɠɭɪɧɚɥɚ (http://journals.tsu.ru/imago/)  
ɜ ɪɚɡɞɟɥɟ «Ⱥɪɯɢɜ». 

Ⱦɜɭɦɹ ɨɬɞɟɥɶɧɵɦɢ ɮɚɣɥɚɦɢ (ɚ ɬɚɤɠɟ ɜ ɜɢɞɟ ɪɚɫɩɟɱɚɬɨɤ) ɨɛɹɡɚɬɟɥɶɧɨ ɩɪɟɞɨɫɬɚɜ-
ɥɹɸɬɫɹ: 

Ⱥɧɝɥɨɹɡɵɱɧɵɣ ɛɥɨɤ 
ɚɧɝɥɢɣɫɤɢɣ ɜɚɪɢɚɧɬ ɢɧɢɰɢɚɥɨɜ ɢ ɮɚɦɢɥɢɢ ɚɜɬɨɪɚ; 
ɩɟɪɟɜɨɞ ɧɚɡɜɚɧɢɹ ɫɜɨɟɣ ɨɪɝɚɧɢɡɚɰɢɢ; 
ɩɟɪɟɜɨɞ ɧɚɡɜɚɧɢɹ ɫɬɚɬɶɢ (ɧɚɩɪɢɦɟɪ: Ideological context of «Collection of Poems  

Relating to the Unforgettable 1812»); 
ɚɜɬɨɪɟɮɟɪɚɬ ɫɬɚɬɶɢ ɧɚ ɚɧɝɥɢɣɫɤɨɦ ɹɡɵɤɟ (2500–3000 ɩɟɱɚɬɧɵɯ ɡɧɚɤɨɜ, ɜɤɥɸɱɚɹ 

ɩɪɨɛɟɥɵ) ɢ ɢɫɯɨɞɧɵɣ ɬɟɤɫɬ ɚɜɬɨɪɟɮɟɪɚɬɚ ɧɚ ɪɭɫɫɤɨɦ ɹɡɵɤɟ; 
ɩɟɪɟɜɨɞ ɤɥɸɱɟɜɵɯ ɫɥɨɜ ɧɚ ɚɧɝɥɢɣɫɤɢɣ ɹɡɵɤ. 
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ɋɜɟɞɟɧɢɹ ɨɛ ɚɜɬɨɪɟ ɩɨ ɮɨɪɦɟ: 
ɮɚɦɢɥɢɹ, ɢɦɹ, ɨɬɱɟɫɬɜɨ (ɩɨɥɧɨɫɬɶɸ); 
ɭɱɟɧɚɹ ɫɬɟɩɟɧɶ, ɭɱɟɧɨɟ ɡɜɚɧɢɟ; 
ɞɨɥɠɧɨɫɬɶ ɢ ɦɟɫɬɨ ɪɚɛɨɬɵ / ɭɱɟɛɵ (ɤɚɮɟɞɪɚ / ɥɚɛɨɪɚɬɨɪɢɹ / ɫɟɤɬɨɪ, ɮɚɤɭɥɶɬɟɬ / 

ɢɧɫɬɢɬɭɬ, ɜɭɡ / ɇɂɂ ɢ ɬ.ɞ.) ɛɟɡ ɫɨɤɪɚɳɟɧɢɣ, ɧɚɩɪɢɦɟɪ: ɄɂɋȿɅȿȼ ȼɢɬɚɥɢɣ ɋɟɪɝɟɟ-
ɜɢɱ – ɞ-ɪ ɮɢɥɨɥ. ɧɚɭɤ, ɩɪɨɮɟɫɫɨɪ ɤɚɮɟɞɪɵ ɪɭɫɫɤɨɣ ɢ ɡɚɪɭɛɟɠɧɨɣ ɥɢɬɟɪɚɬɭɪɵ Ɍɨɦ-
ɫɤɨɝɨ ɝɨɫɭɞɚɪɫɬɜɟɧɧɨɝɨ ɭɧɢɜɟɪɫɢɬɟɬɚ. E-mail: kv-uliss@mail.ru 

Ʉɪɨɦɟ ɬɨɝɨ, ɨɬɞɟɥɶɧɨ ɜ ɬɨɦ ɠɟ ɮɚɣɥɟ ɭɤɚɡɵɜɚɸɬɫɹ: 
Ɏ.ɂ.Ɉ., ɞɨɥɠɧɨɫɬɶ ɢ ɦɟɫɬɨ ɪɚɛɨɬɵ ɧɚɭɱɧɨɝɨ ɪɭɤɨɜɨɞɢɬɟɥɹ (ɞɥɹ ɫɬɭɞɟɧɬɨɜ, ɚɫɩɢ-

ɪɚɧɬɨɜ ɢ ɫɨɢɫɤɚɬɟɥɟɣ); 
ɫɩɟɰɢɚɥɶɧɨɫɬɶ (ɧɚɡɜɚɧɢɟ ɢ ɧɨɦɟɪ ɩɨ ɤɥɚɫɫɢɮɢɤɚɰɢɢ ȼȺɄ); 
ɬɟɥɟɮɨɧɵ (ɪɚɛɨɱɢɣ, ɫɨɬɨɜɵɣ). 
ɋɬɚɬɶɹ ɢ ɫɜɟɞɟɧɢɹ ɨɛ ɚɜɬɨɪɟ ɡɚɜɟɪɹɸɬɫɹ ɩɨɞɩɢɫɶɸ ɚɜɬɨɪɚ (ɢ ɧɚɭɱɧɨɝɨ ɪɭɤɨɜɨɞɢɬɟɥɹ – 

ɜ ɫɥɭɱɚɟ, ɟɫɥɢ ɚɜɬɨɪ ɧɟ ɢɦɟɟɬ ɭɱɟɧɨɣ ɫɬɟɩɟɧɢ). 
ȼɫɟɝɨ ɨɮɨɪɦɥɹɟɬɫɹ ɢ ɩɨɞɚɟɬɫɹ ɬɪɢ ɷɥɟɤɬɪɨɧɧɵɯ ɢ ɛɭɦɚɠɧɵɯ ɞɨɤɭɦɟɧɬɚ: 
ɬɟɤɫɬ ɫɬɚɬɶɢ ɫ ɚɧɧɨɬɚɰɢɟɣ ɧɚ ɪɭɫɫɤɨɦ ɹɡɵɤɟ; 
ɚɧɝɥɢɣɫɤɢɣ ɜɚɪɢɚɧɬ ɢɦɟɧɢ ɢ ɮɚɦɢɥɢɢ ɚɜɬɨɪɚ, ɧɚɡɜɚɧɢɹ ɫɜɨɟɣ ɨɪɝɚɧɢɡɚɰɢɢ; ɩɟɪɟɜɨɞ 

ɧɚɡɜɚɧɢɹ ɫɬɚɬɶɢ ɢ ɤɥɸɱɟɜɵɯ ɫɥɨɜ; ɚɜɬɨɪɟɮɟɪɚɬ ɫɬɚɬɶɢ ɧɚ ɚɧɝɥɢɣɫɤɨɦ ɹɡɵɤɟ (2 500–3 000 
ɩɟɱɚɬɧɵɯ ɡɧɚɤɨɜ; ɜɤɥɸɱɚɹ ɩɪɨɛɟɥɵ) ɢ ɢɫɯɨɞɧɵɣ ɬɟɤɫɬ ɚɜɬɨɪɟɮɟɪɚɬɚ ɧɚ ɪɭɫɫɤɨɦ ɹɡɵɤɟ; 

ɫɜɟɞɟɧɢɹ ɨɛ ɚɜɬɨɪɟ. 
Ɏɚɣɥɵ, ɩɪɟɞɫɬɚɜɥɹɟɦɵɟ ɜ ɪɟɞɚɤɰɢɸ, ɞɨɥɠɧɵ ɛɵɬɶ ɩɨɢɦɟɧɨɜɚɧɵ ɩɨ ɮɚɦɢɥɢɢ ɚɜ-

ɬɨɪɚ ɜ ɥɚɬɢɧɫɤɨɣ ɝɪɚɮɢɤɟ (ɧɚɩɪɢɦɟɪ: Ivanov1.doc, Ivanov2.doc, Ivanov3.doc) ɢ ɜɥɨ-
ɠɟɧɵ ɜ ɩɚɩɤɭ, ɧɚɡɜɚɧɧɭɸ ɚɧɚɥɨɝɢɱɧɨ (ɧɚɩɪɢɦɟɪ, Ivanov). ɉɪɢ ɩɟɪɟɞɚɱɟ ɷɥɟɤɬɪɨɧɧɨɣ 
ɩɚɩɤɢ ɨɛɹɡɚɬɟɥɶɧɨ ɢɫɩɨɥɶɡɨɜɚɧɢɟ ɚɪɯɢɜɚɬɨɪɨɜ WinZip ɢɥɢ WinRar (ɧɚɩɪɢɦɟɪ, 
Ivanov.zip ɢɥɢ Ivanov.rar). 

Ⱥɜɬɨɪɵ ɞɨɥɠɧɵ ɩɪɟɞɫɬɚɜɢɬɶ ɜ ɪɟɞɚɤɰɢɸ ɡɚɩɨɥɧɟɧɧɵɣ ɛɥɚɧɤ, ɜ ɤɨɬɨɪɨɦ ɭɤɚɡɵɜɚ-
ɟɬɫɹ ɫɨɝɥɚɫɢɟ ɚɜɬɨɪɚ ɧɚ ɩɭɛɥɢɤɚɰɢɸ ɫɬɚɬɶɢ ɢ ɪɚɡɦɟɳɟɧɢɟ ɟɟ ɜ ɢɧɬɟɪɧɟɬɟ. ɉɢɫɶɦɨ 
ɞɨɥɠɧɨ ɛɵɬɶ ɩɨɞɩɢɫɚɧɨ ɚɜɬɨɪɨɦ ɢ ɡɚɜɟɪɟɧɨ ɜ ɨɪɝɚɧɢɡɚɰɢɢ, ɜ ɤɨɬɨɪɨɣ ɪɚɛɨɬɚɟɬ ɢɥɢ 
ɨɛɭɱɚɟɬɫɹ ɚɜɬɨɪ. ȼ ɫɥɭɱɚɟ ɫɨɚɜɬɨɪɫɬɜɚ ɤɚɠɞɵɣ ɢɡ ɚɜɬɨɪɨɜ ɩɨɞɩɢɫɵɜɚɟɬ ɢ ɡɚɜɟɪɹɟɬ ɨɬ-
ɞɟɥɶɧɨɟ ɩɢɫɶɦɨ. 

ɋɬɚɬɶɢ ɩɪɢɧɢɦɚɸɬɫɹ ɩɨ ɚɞɪɟɫɭ: 634050, ɝ. Ɍɨɦɫɤ, ɩɪ. Ʌɟɧɢɧɚ, 36, Ɍɨɦɫɤɢɣ ɝɨɫɭ-
ɞɚɪɫɬɜɟɧɧɵɣ ɭɧɢɜɟɪɫɢɬɟɬ (ɌȽɍ), ɮɢɥɨɥɨɝɢɱɟɫɤɢɣ ɮɚɤɭɥɶɬɟɬ, ɪɟɞɚɤɰɢɹ ɠɭɪɧɚɥɚ 
«ɂɦɚɝɨɥɨɝɢɹ ɢ ɤɨɦɩɚɪɚɬɢɜɢɫɬɢɤɚ», ɏɨɦɭɤɭ ɇɢɤɨɥɚɸ ȼɥɚɞɢɦɢɪɨɜɢɱɭ1. 

ɗɥɟɤɬɪɨɧɧɵɟ ɜɟɪɫɢɢ ɦɚɬɟɪɢɚɥɨɜ ɨɛɹɡɚɬɟɥɶɧɨ ɪɚɡɦɟɳɚɸɬɫɹ ɜ «ɥɢɱɧɨɦ ɤɚɛɢɧɟɬɟ» 
ɚɜɬɨɪɚ ɧɚ ɫɚɣɬɟ ɠɭɪɧɚɥɚ: http://journals.tsu.ru/imago/ 

ɉɨɫɥɟ ɪɟɝɢɫɬɪɚɰɢɢ ɢ ɩɪɢɤɪɟɩɥɟɧɢɹ ɫɬɚɬɶɢ ɚɜɬɨɪɵ ɢɦɟɸɬ ɜɨɡɦɨɠɧɨɫɬɶ ɨɬɫɥɟɠɢ-
ɜɚɬɶ ɢɡɦɟɧɟɧɢɟ ɟɟ ɫɨɫɬɨɹɧɢɹ (ɩɨɥɭɱɟɧɢɟ ɛɭɦɚɠɧɨɝɨ ɜɚɪɢɚɧɬɚ, ɪɟɡɭɥɶɬɚɬ ɪɟɰɟɧɡɢɪɨɜɚ-
ɧɢɹ ɢ ɬ.ɞ.). 
  

 
1 ɉɨ ɠɟɥɚɧɢɸ ɚɜɬɨɪɚ ɛɭɦɚɠɧɵɟ ɜɚɪɢɚɧɬɵ ɦɨɝɭɬ ɛɵɬɶ ɡɚɦɟɧɟɧɵ ɫɤɚɧɢɪɨɜɚɧ-

ɧɵɦɢ PDF-ɮɚɣɥɚɦɢ ɢ ɩɪɟɞɫɬɚɜɥɟɧɵ ɜ ɪɟɞɚɤɰɢɸ ɜ ɨɬɞɟɥɶɧɨɣ ɡɚɚɪɯɢɜɢɪɨɜɚɧɧɨɣ 
ɩɚɩɤɟ ɩɨɫɪɟɞɫɬɜɨɦ ɩɪɢɤɪɟɩɥɟɧɢɹ ɧɚ ɫɚɣɬɟ ɩɚɪɚɥɥɟɥɶɧɨ ɫ ɷɥɟɤɬɪɨɧɧɵɦɢ ɜɚɪɢɚɧ-
ɬɚɦɢ ɦɚɬɟɪɢɚɥɨɜ. 



ɉɪɚɜɢɥɚ ɨɮɨɪɦɥɟɧɢɹ ɫɬɚɬɟɣ 

 

ɇɚɭɱɧɨ-ɩɪɚɤɬɢɱɟɫɤɢɣ ɠɭɪɧɚɥ 

ɂɆȺȽɈɅɈȽɂə 
ɂ ɄɈɆɉȺɊȺɌɂȼɂɋɌɂɄȺ 

IMAGOLOGY AND COMPARATIVE STUDIES 

2024. ʋ 21 

Ɋɟɞɚɤɬɨɪɵ: ɇ.Ⱥ. Ⱥɮɚɧɚɫɶɟɜɚ, ɘ.ɉ. Ƚɨɬɮɪɢɞ 
Ʉɨɦɩɶɸɬɟɪɧɚɹ ɜɟɪɫɬɤɚ Ⱥ.ɂ. Ʌɟɥɨɸɪ 

Ⱦɢɡɚɣɧ ɨɛɥɨɠɤɢ Ʌ.Ⱦ. Ʉɪɢɜɰɨɜɨɣ 

ɉɨɞɩɢɫɚɧɨ ɜ ɩɟɱɚɬɶ 21.05.2024 ɝ. 
Ɏɨɪɦɚɬ 60×841/16. Ȼɭɦɚɝɚ ɞɥɹ ɨɮɢɫɧɨɣ ɬɟɯɧɢɤɢ.  

ɉɟɱ. ɥ. 20,8; ɭɫɥ. ɩɟɱ. ɥ. 19,3. Ɍɢɪɚɠ 50 ɷɤɡ. Ɂɚɤɚɡ ʋ 5908 
ɐɟɧɚ ɫɜɨɛɨɞɧɚɹ 

Ⱦɚɬɚ ɜɵɯɨɞɚ ɜ ɫɜɟɬ 04.06.2024 ɝ. 

ɀɭɪɧɚɥ ɨɬɩɟɱɚɬɚɧ ɧɚ ɨɛɨɪɭɞɨɜɚɧɢɢ  
ɂɡɞɚɬɟɥɶɫɬɜɚ Ɍɨɦɫɤɨɝɨ ɝɨɫɭɞɚɪɫɬɜɟɧɧɨɝɨ ɭɧɢɜɟɪɫɢɬɟɬɚ, 
634050, ɝ. Ɍɨɦɫɤ, ɩɪ. Ʌɟɧɢɧɚ, 36, ɬɟɥ. 8(382-2) 52-98-49 
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