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450 JIET HEKCIIUPY

H. B. 3axapos

XXV llekcnupoBckue yrenus 2014:
«lexkcnup B pycCKO-aHITIMHCKOM KYJbTYPHOM JHAJIOIe)
(Shakespeare Mirrored: A Look at Cultural Relationship)

23 ampens 2014 r. ucnonaunocs 450 net co nus poxaenus [llekcrimpa.
[IpaznHOBaHME MIEKCIIMPOBCKUX FOOMIIEEB JTABHO CTAlO TPAJAMIIMEN B KYJIb-
TYpPHOM XU3HU MHOTHX CTpPaH, MPUOOPENO XapaKkTep «KYJbTYpPHOU KOHCTAH-
Th» MHPOBOTO ypoBHs. [lepBoe Takoe mpa3aHoBaHHE Opranu3oBai B 1769 r.
B Crpardopnae-Ha-DiiBoHe 3HameHuThld aktep J[pBum Tappux (David
Garrick, 1717-1779) — oauH U3 TeX, KTO CIIOCOOCTBOBAJ YTBEPKICHUIO
kynbTa lllekcupa kak 0co0Oro COUMOKYJIBTYpHOrO (eHOMeHa (eiie B
1756 r. I'appuk BO3JBHUT B €r0 4€CTh XpaM B X3MIITOHE , KOTOPBIH ObLT BOC-
CTaHOBJIEH HA MOYKEPTBOBAHUS YACTHBIX JUIl U KoMaHuii B 1998—1999 rr.).
VYupexxJieHHbIE Tpa3JHOBAaHUS ILIEKCIUPOBCKUX IOOUJIEEB CAENaId POJAHOU
ropoj JpamaTypra He TOJbKO MECTOM NaJOMHHUYECTBA €r0 MouuTarenen, Ho
U IJIaBHBIM LIEHTPOM u3yueHus TBopuectBa lllexcniupa. Cerogust Tam mpoBoO-
JSITCS pa3Hble 00pa30BaTEIbHbIE TPOTPAMMBI, TPOCBETUTEIBCKUE MEPOTPHUSI-
TUS JIJI YYaCTHUKOB BCEX BO3PACTOB, aBTOPUTETHBIE MEXKIYHApPOJHbIE KOH-
depenniuu (International Shakespeare Conference), ceMunHapbl, 3KCKypCcuH,
no3tuueckue (ectuBanu, NeUCTBYIOT KoponeBCKuil MIEKCIUPOBCKUI TeaTp
(Royal Shakespeare Theatre), MexxayHnapoaHasi IIEKCITUPOBCKAsT acCOIMAIUS
(International Shakespeare Association), [llekcnupoBckuit uHCTUTYT (Shake-
speare Institute) u IllekcnupoBckuit nuentp (Shakespeare Centre), yupexaeH
®onp «/lom llexkcnupay (Shakespeare Birthplace Trust).

Heinennsis 3HaMeHaTenbHas J1ata ¢ HeObIBaJIbIM pa3MaxoM OTMEUYaeTCs
no Bcemy Mupy. CUMBOJIMYECKOE 3HAYEHHUE B Yepeie I00UIEHHbBIX MEPOIpHU-
ATUA MPUOOPETAET MUPOBOE TYPHE BOCCTAHOBJIEHHOTO JIOHJIOHCKOTO TeaTpa
«I'nobyc» ¢ mocrtanoBkou «['amnera», kotopas no 23 ampens 2016 r.
(400-netHelt ronoBuMHbl cmepTH [lekcnupa) Oyner nokazana B 205 ctpaHax
mupa. B mae 2014 r. 3ToT criekTakib yBuenu 3putenu B Mockse u Kuese, B
aBrycre «I'moOyc» pnan mpeacTaBieHue B ITad-kBaptupe OpraHuzanuu
O6bequuennbix Hanwit, u 500 rocteit coOpanuck, 4To0bl MOCMOTpeTh «I'am-
JeTa» B UCIOJHEHUM HMHTEPHALMOHAIBLHOM TPYNIbI B JHHU, KOTJa B MHPE

" Cwm.: About Garrick’s Temple [nexrponnsiii pecype] // Garrick’s Temple to Shake-
speare. URL: http://www.garrickstemple.org.uk/about.htm [apxuBupoBano B WebCite]
(mata obOpamenus: 31.08.2014).
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0COOEHHO HECIOKOWHO U MEXHAI[MOHAIbHBIEC MPOOJIEMBbI CTAJIN TJIaBHBIM BbI-
30BOM TJI00aJIbHOM 0€30MaCHOCTH .

[llexcmup — 3TO HE TOJBKO WMIPa aKTEpa Ha CLEHE WIM JKpaHe,
HE TOJIbKO KHIJKHBIM TEKCT WM MPEAMET HUCCIENOBAaHHUM JUTEpPATypOBEaa
Y JJUHTBHCTA, MaTEpUAJI JUI1 UCKYCCTBOBeNA Wi uctopuka. [llekcnup — 310
HEOThEMJIEMAs YaCTh COBPEMEHHOW MHPOBOW KyJIbTYpPbI, OH IIPOHUK B IIO-
BCEIHEBHOCTD JIFOJIEH, JKUBYIIUX B Pa3HbIX KYyJbTYPHBIX apeanax HAJIEKO 3a
npejaeiaMu aHriio-amepukanckoro mupa. lllekcnupocdepa oxBaTbIBaeT ca-
MbI€ pa3Hble 00JACTH YEJIOBEUYECKOM J1eATEIbHOCTH, MPOHUKAET B MOJIUTHYE-
CKYI0 U DKOHOMMYECKYIO KH3Hb, JAET ONOPY B Pa3BUTHHM I'yMaHUTAPHBIX W
COLIMAJIbHBIX HAayK, CTAHOBUTCS MCTOYHUKOM COLMOKYJIBTYPHBIX LEHHOCTEM,
YKPEIUIAET HPABCTBEHHbIE OpUEHTHUPHIL. [ MHOTMX TBOpuecTBO lllexcnupa
— 3TO TO, KaK MBI IyMaeM, pajyemMcsi, FpyCTUM, JJroOuM, peBHyeM... [llekc-
AP — 3TO U €CTh MBI, JIFOJIH.

B Poccun rob6umnen Illexkcnupa cranu mmpoko ormedarbh ¢ 1864 r.:
23 anpens 1864 r. B IlerepOypre Ha JUTEpaTypHO-MY3bIKAJIHLHOM BEYEpPE
. C. Typrenes npountai cBoro «Peub o Lllekcnupe»; COCTOSIINCh OTKPBITHIE
cobpanusi B MockoBckoM yHuBepcurete; npodeccop H. M. CtopoxkeHko oT-
MeTUJI 1o0uel nAThio MyOonuyHbIMU Jekuusmu o Lllexcnupe; ra3eTsl U Kyp-
HaJbl I€YaTalld CTaTbU O BEJIMKOM JpaMaTypre W IMO3TE; 3By4alu TOpXKe-
CTBEHHBIE PEYM B €r0 YECTh; LJJa OrpOMHAsi paboTa Mo MepeBojaM M U3/1a-
HUIO €70 COYMHEHUM, UX IMOCTAHOBKE HA PYCCKOM CLIEHE, U3aHUI0 MOHOTpa-
¢uii, coopuukoB crareil. 350-netue lllekcnupa mupoko ormevanock B Poc-
cuu B 1914 r. B coBeTCKyI0 310Xy KPYNHBIMA HAYYHBIMU COOBITUSMH CTaJIU
mekcnupoBckue oouinen B 1939 u 1964 rr.

Cam Ilekcniup Hukorga He Obul B Poccuu, nmen o Hel, Kak U 00Jib-
IIMHCTBO €r0 COBPEMEHHHUKOB, BE€CbMa CMYyTHOE IIpeicTaBiieHHE. Poccus
HA3bIBAETCS B IIEKCIUPOBCKOW KoMeauu «becmonnble ycumnus J1i00BH» Kak
JAJIEKOE M 3araJJoYHOE MECTO, a XKUTeIn MOCKOBHUH MPEACTABICHBI JUKaps-
mu u BapBapamu. B «['enpuxe IV» u «MakbeTe» ynmoMuHAeTCsl CBUPETIOCTh
PYCCKUX MeJIBeliel, B MpauyHOil koMenuu «Mepa 3a Mepy» ecThb clioBa 0 Oec-
KOHEYHO JIOJTOM PYCCKOW 3MMHEN HOYM, B MENAHXOJWYHOWU «3UMHEN CKa3-
KE» Mepel 3pUTEISAMH IIPEACTAET J0Yb «PYCCKOTO UMneparopa». Bo Bpemena
[llexcimpa BO3HHUKIM W Pa3BUBAIUCh PYCCKO-AHIIIMHUCKUE TIOJMTUYECKHE,
DKOHOMHUYECKHE U KyJbTypHbIe cBs3U. KoponeBa Enuzasera I Tromop Bena
nepenucky ¢ pycckum napem Meanom IV I'po3nsiM. MHOrHe u3 coBpeMeH-

" Cm.: Kennedy M. Touring ‘Hamlet” Gets a Standing Ovation at UN [DnekTpoHHBIii pe-
cypc] // The Washington Times. April 8, 2014. URL: http://www.washington-
times.com/news/2014/aug/4/touring-hamlet-finds-a-stop-at-united-nations/  [apxuBHpO-
BaHo B WebCite] (mara obpamenus: 31.08.2014).
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HUKOB [llexcnmpa mocemanu Poccuro M OCTaBuUiIM BOCIOMHUHAHUS O CBOHX
IIyTEUIECTBUAX, MPEAOCTABUIN MUMEIOIINE HUCTOPUYECKYIO LIEHHOCTh CBEJIE-
HUSI O IOBCETHEBHOM KU3HU PYCCKHUX.

Pycckas peunenuus Illekcnimpa Bo3HMKIIA 3HAYUTENBHO Mo3xe, B XVIII
BEKE, KOIJla HAYaJICSl HACBILICHHBIA U CJIIOKHBIN ITPOLIECC OCBOCHUS PYCCKOU
KYJIbTYpOUW €BPONEHUCKOr0 KyJIbTYpHOro mpoctpaHcTBa. lllexcnup exasa nu
MOT TIPEJICTaBUTh, YTO Poccusi craner cTpaHoM, A€ €ro ApaMbl CTaHYT BOC-
MPUHUMATHCS KaK COKPOBHINE COOCTBEHHON HAIIMOHAILHON KYJIbTYphl. Poc-
CHSl SIBIISIET COOOM MHTEPECHBIN, XOTS M HE YHHKAJIbHBIN Ciy4all MOoJg00HOTO
MEXKYJIbTypHOTOo oOMeHa. Uepes lllekcninpa u ero Hacneaue o6e KyJIbTypbl
3EPKAIBHO OTPAXarT IPyr APYra, CO3JAal0T MHOTOYHCIIEHHBIE IOCTOSTHHO
paclMpsroIecs: KyJbTypPHbIE BO3MOYKHOCTH, TIAE PYCCKHME W AHTJIUMKCKHE
TEKCTBI, TOCTAHOBKHU, KPUTUYECKUE OTKIIMKUA COCYILECTBYIOT BO MHOXECTBE
ACTETUYECKUX U XYH0KeCTBEHHBIX (opM. Takoil Auanor 3aciyXKuBaeT Mpu-
CTJIPHOTO BHUMaHUA U MOJPOOHOTO M3Y4YEHUS, U B PEIICHUU TOW 3a1a4yu
HEMaylo poib urpaetT MexayHapoaHas HayudHas koH(epenmus «lllexcru-
POBCKHE YTCHUS».

[IlexcipOBCKHE YTEHMS, BIIEPBbIE MTPOBECHHBIE B 1976 T. 110 MHULIK-
aTUBE W MOJ pyKoBOJACTBOM A. A. AHukcTa, Bo3riasisBiiero Illexcrnupos-
ckyto komuccuio AH CCCP Ha mpoTsDKeHUH MOTyTOpa AECSITHIETHH, 00b-
C€IUHWIN BBIIAIOIIMNXCSA NEATENIEN KYJbTYypPbl, aKaJEMHUYECKUX YUYCHBIX, Ma-
CTEPOB HMCKYCCTB B JIE€JI€ HCCIECHOBAHUS U OCMBICICHUS IIEKCIIUPOBCKOTO
KyJIbTypHOTO (DEHOMEHa, PacIpOCTpaHEHUs] PE3yJbTaTOB HAYYHBIX H3bICKA-
HUW CPEOY YUYEHBIX, By30BCKMX M IIKOJIBHBIX MPEIOJaBaTeNIeH, aClIUPAHTOB,
CTYJIEHTOB, IIKOJBHUKOB, IIUPOKOTO Kpyra JIIoOUTeNel IUTepaTyphl, Tearpa,
KMHO, MY3BIKH, KUBOMHCH. B mporpammax u cOopuukax «lllexcnupoBckux
YTCHUIN» 3HAYATCSI UMEHA U3BECTHBIX JIESTENICH HAYKU U KYJIbTYPbl: OCHOBO-
MOJIOKHUKA  (OPMAIbHOW  INKOJBI B JIUTEPATYpPOBEACHUU  THCATENs
B. b. lllknoBckoro, BuAHbIX autepatypoBeaoB B.I'. Aamonu, U. E. Bepu-
mana, H. f. JIpsxoHOBOM, BbIAaromuxcs kuHopexuccepoB I'. M. Ko3uHieBa
u C. U. IOTkeBnua, nostoB-nepeBoquukoB JI. A. Ozepoa u A. M. ®unkerns,
TeaTpasibHOro U KuHOKpuTHKa A. . OOpa3ioBoii, wHCTOpuUKa TeaTpa
A. JI. lllteitHa, pexuccépa U TEOPETHKA TeaTpa M KUHO, npencenarens [ 'py-
3uHCcKoro otnaenenus lexkcnupoBckoi komuccuu H. A. KuacamBunm u ap.

B stoMm roay robuneii lllexcnupa yaauHo o3HaMEHOBAJICS TPOBEICHU-
eMm XXV lllekcnupoBCKUX uTeHUM. B opraHuzaiuu mekcnupoBCKUX KOH(e-
PEHIIMN TOCJIETHETO BPEMEHH OOJIBIIYI0 POJIb CHITPAIN BUAHBIA TEAaTPOBEN
npencenarens [llexcnupoBckoit komuccuu PAH A. B. bapromesud u He-
naBHo nokunyBmue Hac U. C. IIpuxoapko u Bi. A. JIykoB, 4bt0 poJib B BO3-
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POXJIEHUH W YCWJICHUH padOThl KOMHUCCHM €IIe MPeACcTOUMT oco3HaTh. Co-
JEpKaHNe MEXTyHApOIHBIX KOH(EPEHIIU BO MHOTOM OMpeeNsieTcs JOKIIa-
namu npodeccopoB A. H. 'opoynona, U. . Yekanosa, E. A. TlepBymuHoi,
H. O. Mukenanze, C. A. MakypeHkoBoil. IHTepec BbI3bIBaIOT pabOTHI TEaAT-
palIbHOTO peXuccepa, nepeoaunka u rnexarora B. P. Ilorumasckoro, mep-
criektuBHbIX ucciaenonarenet B. C. Makaposa, b. H. lN'aliniuna, M. B. Enu-
dbepoBoii u ap.

Cpenu 3apyOexXHbIX YYaCTHUKOB KOH(DEPEHIIMU B pa3HbIE Tojbl OBLIN
MHOTME BEQyIIME ucciuenoarenu Hacuenus lllekcnupa: HECKOJIBKO pa3 Imo-
cemasmue Poccuto, kpynueiimue yuensle u3 Ctpardopaa-Ha-OiiBone CTaH-
m Yamic u Ilon Damonnacon, npodeccop yausepcurera Horp-Zlam Ilutep
Xomnanna, npodeccop Okchoprackoro yHuBepcutrera OHH IlactepHak-
Caeiitep, ObiBIIMI 1TOcos BenukoOputanuu B Poccun c¢ap DHToHM BpeHToH,
amepukaHckue uccnenoarenu [Iurep Kammunrce, Maiikn Ileitn, Mapueina
KocrtuxoBa, 6puranckuii akrep Maptun Kyk, aupexrop lekcnupoBckoro
nentpa npu YHuBepcutretre deppapel Mapuanmkena Temnepa (Mramus),
npodeccop Jloazunckoro ynuBepcutera Anxeit Buxep (Ilonsma), mpodec-
cop HaumonanbHoro nexgarornueckoro yuusepcurera ['aocron J{on Maxk/lep-
MoOTT (TaiiBanb), noueHT YTpextckoro ynusepcurera [layns @panccen (Hu-
JepaaHbl) U JIp.

TpanuuunonHo IllexcnupoBckue ureHruss B MOCKBe IpeararoT Cleny-
IOIME TEeMbl JOKIaAoB U oOcyxjeHuit: Illekcrup U ero COBpEeMEHHUKHU B
MEXKYJIbTypHOM 00MeHe; TeaTp lllekcnupa: MOCTaHOBKM M MHTEPIPETALIUU B
Poccuu; nepeBoasl lllexkcniupa Ha pyCCKUU S3bIK, U3aTENIbCKasl U PEAaKIIU-
OHHAas JEATEIbHOCTh; TBOpUYECKOE BocupusaTue Hacnenus lllexcrnmpa B pyc-
ckoi nuteparype; Lllekcnup B My3blke U M300pa3uTENbHOM HCKyccTBe Poc-
CuM; pycckas nurteparypHas kputuka o Illekcnupe; HaydHOe oOCBOEHHE
[Ilekcnimpa B Poccun; npenonasanue Hacinenus Lllekcnupa B Poccun; Illekc-
IIAP B PYCCKOM MOBCEAHEBHOW )KU3HU, PA3JIMYHBIE HALIMOHAIBHBIE TPAKTOBKH
u Bocupusarue llekcrmnpa.

XXV kondpepenuus «lllekcnuposckue urenust 2014: llekcnup B pyc-
CKO-aHIJIMMCKOM KYJIbTYPHOM Juaiore» npoBoautcsa lllekcrnupoBCKOM KO-
muccuerd npu Hayunom cosere «Mcropusa mupoBoil KynsTyps» PAH, Mn-
CTUTYTOM MHpOBOM juteparypbl uM. A. M. I'opbkoro u Uucturyrom ¢yH-
JAMEHTAJIbHBIX U MPUKIAAHBIX UCCIENOBAHUN MOCKOBCKOTO T'yMaHUTAPHOTO
YHUBEPCUTETA NPU y4acTHH ['OCyaapCTBEHHOrO WHCTUTYTa MCKYCCTBO3Ha-
Hus, Poccniickoro ynusepcurera rearpanbHoro uckyccrsa — I'MTUC, Bee-
POCCHIICKON TOCYJapCTBEHHON OMOJMOTEKH MHOCTPAHHOM JUTEPATYPHI UM.
M. U. Pynomuno (BI'BMJI), Pycckoro otnenenuss MexayHapoaHOU akaje-
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mun Hayk (IAS, Asctpus). Kondepenuus nogaep:xkana Poccuiickum ryma-
HUTapHBIM HayuyHbIM ¢ponaoM (PTHD).

B oprkomuteT koHdpepeHmu Bouuin Anexceid Bagumosuu Baprore-
BUY, JIOKTOP HCKYCCTBOBeIEHUs, mpodeccop, 3aBemyromuii CeKTopom co-
BPEMEHHOTO HMCKyccTBa 3amana ['oCcy1apCTBEHHOrO MHCTUTYTa MCKYCCTBO-
3HaHUS, 3aBEAYIONINI Kaeapon ucTopun 3apyoekHoro TeaTpa Poccuiickoro
yHUBepcuTeTa TearpaiibHoro uckycctsa — ['MTUC, 3acimyKeHHBIN JIEeSITeNb
Hayku PO, npencenarens lllekcnuposckoit komuccuu PAH; Bagum Bnagu-
mupoBud [logoHCKUH, TOKTOP (PUIOIOTHUYECKUX HAyK, Ipodeccop, 3aMecTu-
Tenb nupekTopa Mucturyra mupoBoit autepatypsl um. A. M. I'oppkoro PAH
o Hay4yHOUW pabote, 3aBenyronuii OTAEIOM PYCCKOM JUTEpaTypbl KOHIA
XIX — navana XX Beka; Exarepuna FOpbeBHa ['eHneBa, TOKTOp Menaroru-
YECKUX HAYK, T€HEPAIbHBIA IHUPEKTOp Bceepoccuiickorm rocyaapCTBEHHOU
OonbmMoTeKn MHOCTpaHHOU JuTepaTypbl uM. M. U. Pynomuno; Upuna Cre-
naHoBHa [lpuxonpko, MOKTOp (uiionornyeckux Hayk, mpodeccop, 3am.
npencenarens IllekcnupoBckoit komuccun; Hukonait BiagumupoBuy 3axa-
poB, noktop ¢uinocodun (PhD), kanauaat Gumonrormyeckux Hayk, MOMOII-
HUK peKTOpa MOCKOBCKOTrO T'yMaHUTApPHOIO YHUBEpPCUTETA, TUPEKTOp LleH-
Tpa TEOPUU U HUCTOPUU KyIbTypbl MHcTUTyTa GyHAAMEHTAIBHBIX U TIPH-
KJIAAHBIX HCCIEAOBaHUN MOCKOBCKOTO TYMaHUTAPHOIO YHHUBEPCHUTETA, yue-
Hbll cekperapp lllekcnmpoBckoi komuccuun; Haranesa Bnagumuposaa Bpo-
BHHA, cekperapb Hayunoro cosera «Vcropuss mupoBod KynbTypsD» PAH,
kaHnaunat ¢unocopckux Hayk; [Bragumup AnzapeeBuu JIykos, goktop ¢u-
JOJIOTHYECKUX HayK, mpodeccop, 3achyKeHHBIM AesTenb Hayku PO, akane-
MUK MexayHapoauoit akagemuu Hayk (IAS, MucOpyk), MexmayHapoaHou
aKaJeMHUH HayK Tmefarorudeckoro odpaszoBanus, uieH lllexcnmpoBckoil ko-
muccuu PAH, naypear bynunckoit npemun; Mapus Kanauaa ['nanau, nok-
Top ¢unocodpun (PhD), mpodeccop pycckoit nureparypst [lapmckoro Yuu-
Bepcutera (Urtamus); Kpucrodpep Typman, goktop ¢punocodpuu (PhD), mpo-
deccop kadeaprsl aHMIHIICKON TUTEpaTyphl YHUBepcuteTa ButBarepcpania
(Moxannec6ypr, FOxHas Adpuka); Bnagumup Cepreesra MakapoB, KaH/IH-
naT GUIOIOTUYECKUX HayK, JOIEHT Kadeaphl TEOPUH U MPAKTUKHU TEPEBOIA
Kazanckoro (ITpuBosmkckoro) dbenepanpHoro yuusepcurera; bopuc Huxona-
eBuy [aiinun, kanauAaT GUIOCOPCKUX HAYK, 3aMECTUTENb aupekTopa LleH-
Tpa TEOPUU U HUCTOPUU KyIbTypbl MHcTUTyTa GyHAAMEHTAIBHBIX U TIPH-
KJIaaHbeIX ucciaenoBanuii Mocl'Y; Buranuii Pomanosuu IlomnaBckuii, JOIEHT
kadeapsl KyabTyphl U uckyccTBa Mocl'Y, pexuccép tearpa-ctyanu «Iopu-
30HT» MOCKOBCKOTO TOpPOACKOrO JIOMa YYUTels, ApamMarypr; Biaaumwup
AHaronbeBud Poratus, KaHAWAAT MEJArOTHYECKUX HayK, JAOLEHT Kadeapsbl
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JIMHTBUCTUKH U MEXKYJIbTYPHOM KOMMYHHKAaUMW MHCTUTyTa MHOCTpPaHHBIX
A3bIKOB PsizaHckoro rocynapctBeHHOro yHusepcutera uM. C. A. EceHuHa;
Banepusi CepreeBna ®nopoBa, kaHauaaT (GUIOCOPCKUX HAYK, AOLIEHT Ka-
denpsl ucropuu, ¢uiaocopuu M KyJIbTypoJorud MOCKOBCKOToO Trocyaap-
CTBEHHOr'0 T'yMaHUTapHOro yuusepcurera um. M. A. Illomoxosa.

[IpennaraeMplii BHUMAHUIO YMTaTENsl COOPHUK aHHOTALUM JTOKJIAJIOB
«HexkcnmpoBckue urenus 2014» NoCBAILIEH CBETIION NaMATH HAIIUX KOJUIET:
3amecturena npenacenarens lllekcnuposckoit komuccnun PAH U. C. Ipu-
X0JIbKO, WwIeHOB Komuccuu Bi. A. Jlykosa, H. Y. Umyk-®aneeBoit.

A. B. bapmowesuu
(I ocyoapcmeennblil uHCmumym uUcKyCcCmeo3HaHUsl,
Poccuiickuii ynusepcumem meampanvrozo uckycecmea — I MTUC, Mocksa)

I'amJiieTsl OOMIIEHHOTO TOAA

Jloknan mOCBSIIEH MOCTaHOBKaM Ibechl «l'amieTr», KOTOpble ObLIM
npeacrasieHsl B 2014 r. B Poccun B uects 450-netus Y. Hlekcnupa. YToOs!
NOJYEPKHYTh MAcCIITa0 MPOUCXOSIIET0, aBTOP JAeNaeT 3KCKypC B IPOILIOE,
xorga B CCCP Becbma ckpomuo otMetwiid 400-1eTue aHrinicKoro apama-
Typra.

B nmokmane paccMOTpEHO HECKOIBKO HOBBIX NMOCTAHOBOK IIEKCITHMPOB-
CKHMX Tpareiuii, HO OCHOBHOE BHUMAaHHUE OTJAHO aHAIU3Y CHEKTAaKIo Tearpa
Hanmii «"amiet | Komnaxx» (pex. Pobep Jlenmax) ¢ EBrennem MupoHOBBIM,
CBIIPABILIKM Cpa3y BCEX NEpPCOHAXKEH INbechl. Ha riazax 3pureisei mpoucxo-
AT omiesnomMisitome metamop@ossl. CokHeWIIass KOMIbIOTEPHAs TEXHUKA
¥ OJHOBPEMEHHO YTO-TO HANOMHUHAIOLIEE NETCKUM Kanenaockor. OIHako
repel HaMu HE HOBEWIIIMHI TaKET, HE SKCIIOHAT BBICTABKU JOCTHXeHNN CH-
JIMKOHOBOW JOJIMHBI, HO MPEAEIBHO CXKATOE, CTYIIEHHOE TPOCTPAHCTBO Tpa-
reuu, KyJa BMEIIEHO, BTUCHYTO BCE JEUCTBUE U TAE TECHATCS €€ MEPCOHA-
K.



Alexey V. Bartoshevich
(State Institute for Art Studies,
Russian University of Theater Arts — GITIS, Moscow)

The Russian Hamlets of the Shakespearean Year

The paper looks at the stagings of Hamlet in Russia in 2014, the year of
the 450th anniversary of Shakespeare’s birth. The variety of this year’s
events is in stark contrast to a very modest celebration in the USSR in 1964.

Although a number of performances have made their way into the pa-
per, the main focus is on Hamlet | Collage directed by Robert Lepage at the
Theater of Nations. All the parts were acted by Yevgeny Mironov. Breathtak-
ing metamorphoses unfold before the spectators’ eyes. Most sophisticated
computer technologies merge together with something reminding a children’s
kaleidoscope. What we ultimately see i1s, however, not the newest gadget
from the Silicon Valley showroom, but an extremely condensed space of the
tragedy. All its action have been squeezed into the space, and all the charac-
ters huddle together there.

AKacmun Ceiimyp
(Xapmaghopockuti pecuonanvublil KOJLEONC
Ynusepcumema Xapmeopowupa, Beruxoopumanus)

2014: rox lllekcniupa

Xya0KeCTBeHHBIM  pykoBoguTenb Tearpa «l1mobyc»  JlomMuHUK
Jpomryn HenaBHO npusHaica: «B mupe mHorue urpator lllekcnupa nyqme,
4EM MBD».

IIpaBaa 3TO MM MIyTOYHOE CaMOyMaJIEHHE Ha PafOCTh HEAHTJIOA3bIY-
HBIM TeaTpaM, HO Helb3sl OTpulaTh, uTo Lllekcrup ObLI OCBOEH, MEPEBENIEH,
ChITPAH M 3aBOEBAJ TOJIIBI MOKJIOHHUKOB 3a MHOTO JIET, — Ja YTO JIET, BE-
KOB! — JI0 TOr0, KaK MPUyMalIl CIOBO «TJ00anu3anus». boNbIIMHCTBO U3
Hac omno3jaiu Ha mnpasznHoBanue 400-ro roOunes Benukoro Macrtepa, U 10
ero rpanano3Horo 500-neTusi Mbl TOXKE €[1Ba JIU JOTSIHEM (BCe-Taku 3TO Oy-
net B 2064 1.!), Tak 4TO B ’TOM T'OJy HaM HaJI0 IO MAKCUMYMY HUCTOJIb30BATh
450-netre M TPUOIU3ZUTHCS K MOITUYECKOMY U TEaTpPaJbHOMY HACIEIUIO
«BUHOBHHUKA TOPXKECTBa». Sl MpOCTO OErjo Mepeyuciao Malyl TOJHMKY 3a-
CIIyKMBAIOIIMX BHUMaHue crnekrakieil B Ctpardopae u B JIoHaoHE 3a TeKy-
IIIUU TOJ.
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N BOT HOBBIN Xy 0KECTBEHHBIN PYKOBOANUTENb KOpOIEBCKOMN HIEKCIH-
poBcko# Tpymmbl B CTpardopae-Ha-OUBOHE 0OBSBISET O HaUaJle TPeXJIETHEN
nporpammbl «Hanusa Hlekcniupa», xotopas npomiurcs ¢ 450-ro roOunes
[Texcrupa n0 400-netus co qusa ero cMmeptu (ampenb 2016 r.). 3a 310 Bpems
OH o0elIaeT MoCTaBUTh Bce nbechl lllekcnupa M ¢ HEKOTOPBIMU U3 HUX CO-
BEpLIUTH TracTposu no Bennkodbpuranuu u EBporne.

[Ipa3gHoBanne B KOoponeBCKOM MIEKCIUPOBCKOM Te€aTpe HA4YalioCh IO-
CTAaHOBKOW MCTOPUYECKUX XpOHUK. B mpouuiom roxy I'peropu Jlopan BbIITy-
ctull «Pruyapna II» ¢ monysnsapHsIM akTepoMm tearpa U KuHO J[pBuaom TeH-
HAaHTOM B 3arJIaBHOM poJid. Jlanee OH momIes mo XpOHOJIOTMH HAapCTBOBAHUM
u nioctaBui e yactu «['enpuxa [Vy», paau kotopsix B Ctpardop BepHyJICs
nerengapHbiii OuToHU lllep B ponin @anbcrada. Itum serom B Ctpatdopae
TaKXe MOKaXyT «J[ByX BEpOHIIEB», a HA CIIEHE 3TOT0O TeaTpa BIIEPBBIE I1O-
aputcsa CanmoH ['oaBuH.

[Toka I'peropu JlopaH BbINOJIHAET CBOM MacIITaOHBIA MPOEKT MOCTa-
BUTH Bce Mbechl [llekcnmpa B KoponeBckom mekcnupoBckoM tearpe Ctpart-
dopna, He MeHee aMOWIIMO3HBIA XYyI0XKECTBEHHBIA PYKOBOAMTEINb JIOHAOH-
ckoro tearpa «['nmodyc» Jlomunuk [dpomryn ormeuaer 450-it ro0unei Ilekc-
nupa B Jlongone u no Bcemy mupy. 23 anpens 2014 r. cocrosuiace nmpembepa
ero «['amnera» B Tearpe «I'moOyc», a Mmocie HECKOJbKUX MpPEACTaBICHUIN
JlpoMryi moBe3 CIEKTakKib 3a IpaHuIly, oOelas noka3aTh ero Bo BCeX CTpa-
Hax mupa (nmpoekt «“I'nobyc” — muanerey). Tpynna ormibuia u3 Jlonaona u
BEpHETCS B AHIIINIO TOJIBKO 23 anpeist 2016 r.

N, xots atoro «l'ammneray aHriIMncKas ayJIuTOpUs HE YBUIUT €IIE 1e-
JBIX J1Ba TOAa, «I'100yCc» MPUTOTOBUII MHOTO MHTEPECHOTO ISl CBOUX 3pUTE-
ner. Beimymensl HOBblEe Bepcuu «AHTOHHS M Kneonatpen»y n «tOmus Lesa-
psi», a Tak)ke OOHOBJIEHBI CTapble CEKTaKIN « COH B JIETHIOK HOYBY U IOIY-
napHenmasa noctanoBka 2006 roga «Tut Anaponuk». [lomumo mibec, Tearp
«I'no0yc» Takke MPOBOJUT IIUKJIIbI JEKIIMI, MacTepCKHUe, BCTPEUH Mepe]l Mo-
CTAHOBKOM M TOCJIE MPEMBEPHI, BEUEPA BOIIPOCOB U OTBETOB C YYACTHUEM aK-
TEpOB, paOOTHUKOB T€aTpa U YUYEHbIX U3 BenTnKoOpUTaHUU U APYrUX CTPaH.

A TeMm BpemeHeM pexuccep-ockapoHocery Cam Menaec mocTaBWiI B
HammonansHoM Teatpe, ocHoBaHHOM Jloypencom OnuBbe, «Koposs JIupay» ¢
Caitmonom Paccenom bunom. Ilo cimoBam kputuka u3 rasersl «l'apauany,
«Paccenm mputAratrereH W HENPUBBIYEH, @ CaM CIIEKTaKJIb COYETAET SIHUY-
HOCTb U IPOHUKHOBEHHYIO JTUPUKY».
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Jasmine Seymour
(Hertford Regional College, University of Hertfordshire, Great Britain)

2014: Year of Shakespeare

The Artistic Director of the Globe Theatre Dominic Dromgoole recent-
ly has admitted: “A lot of people around the world perform Shakespeare bet-
ter than us”.

Well, whether this is true or humorous exaggeration to please non-
English ears, one thing is absolutely undeniable, that Shakespeare has been
adapted, translated, admired, and performed worldwide hundreds of years be-
fore the concept of globalisation has been invented. For most of us, who were
not born to celebrate the Great writer’s 400th Anniversary and unfortunately,
will not be around for the big 500th birthday celebrations in 2064, we have to
content ourselves with the 450th celebrations this year, and enjoy every op-
portunity to come closer to the literary and theatrical heritage of the Great
Playwright! I am going to introduce briefly few exceptional productions in
Shakespeare’s birthplace and in London in 2014.

So, the new Artistic Director of the Royal Shakespeare Company in
Stratford-on-Avon, Gregory Doran has announced his three-year project
named “Shakespeare Nation” to celebrate the 450th Anniversary from April
2014 until the 400th anniversary of Shakespeare’s death in April 2016. Dur-
ing this period, he has promised to stage all of Shakespeare’s plays on Strat-
ford stage, some of which will be touring in the UK and Europe.

The celebrations in Royal Shakespeare Theatre have started with the
productions of history plays of Shakespeare. Last year Gregory Doran di-
rected Richard Il with popular theatre and movie actor David Tennant in the
leading role. From there, in chronological order, Doran has moved to Henry
IV (part 1 and 2) with veteran actor Antony Sher returning to Stratford stage
as Falstaff. Two Gentlemen of Verona will also open in Stratford this summer
with Simon Godwin debuting on the RSC stage.

While Gregory Doran is pursuing his ambitious project of reviving all
of Shakespeare’s plays at the Royal Shakespeare Theatre in Stratford, not less
avid Artistic Director of London’s Globe theatre Dominic Dromgoole is cel-
ebrating the 450th anniversary with Shakespearean audiences in London and
across the world. On the 23rd of April 2014, was the premiere of his new
production of Hamlet in the Globe, and after couple of nights in London,
Dominic Dromgoole has taken his Hamlet on a two-year tour called “Globe
to Globe” across the world, promising to show it in every country in the
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world. The troop has departed by boat and will return back to England on the
23rd of April 2016.

While English audiences have to wait another two years to see his
Hamlet, Shakespeare’s Globe theatre is not short of other exciting produc-
tions this season. There are new productions of Antony and Cleopatra, Julius
Cesar, as well as revivals of his Midsummer Night’s Dream and the sold-out
hit production of 2006 of Titus Andronicus. Alongside those plays, the Globe
is equally offering the audiences series of lectures, workshops, post-show and
pre-show talks and Q&A sessions with the cast, the crew and celebrated
scholars from UK and abroad.

Meanwhile, in Laurence Olivier’s National Theatre, the Oscar-winning
director Sam Mendes has staged King Lear with Simon Russell Beale in the
leading role. According to the Guardian, “Russell is magnetic and unortho-
dox in an exceptional production that mixes the epic and the intimate”.
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HIEKCIIMP U TEOPUA KYJIBTYPbI
SHAKESPEARE AND THEORY OF CULTURE

Ban. A. Jlykos, |Ba. A. JIykos
(Mockosckuti 2ymanumapHsii yHugepcumeni)

Illexcnupocdepa U KyJIbTYpHBbIE KOHCTAHTHI

exkcnupocdepa — o01acTh (HEHOMEHOB MUPOBOM KYJIBTYpbI, HAI[MO-
HAJIBHBIX KYJBTYP U CYOKYJIBTYp, UMEIOUIUX CBSI3b C JINYHOCTHIO U TBOpUE-
crBoMm [llekcrmpa, BKIIOYAst Kak €ro KyJbT, TaK M €ro OTPHUIIAHKE («IIeKCITH-
pOBCKHUI Bompoc» U T. 1.). B mpenenax mekcnupocdepbl cCOCpeioTOYEHO
3HAYUTEJBHOE YUCIIO KYJIbTYPHBIX KOHCTAHT, BBICTYIAIOIIUX OPUEHTUPAMH B
JMaJIOTe KYJIBTYp Ha BCEX YPOBHSX COIMOKYJIBTYPHOW peaTbHOCTH — OT TI0-
BCEHEBHOCTH JI0 «BBICOKOW KYJBTYPBD»; B CHJIy 3TOTO KOMIIOHEHTHI IIEKC-
nupochepsl MUPOKO MPECTaBICHBI B KapTUHAX MUpa MPEICTaBUTENCH pa3-
HBIX KYJbTYpPHBIX apeajioB W KakK CJIEJICTBUE — B MHOTOOOpa3HbIX (opMax
XyHAOKECTBEHHOW M HAy4YHOM JEATEIbHOCTH, LIEKCIUPOBCKOM WHIYCTPUH,
cdepe ycayr (00pa3oBaTeIbHbIX, TYPUCTCKUX, MH(HOPMAIIMOHHBIX, pa3BiIeKa-
TEJbHBIX H T. 1.).

Val. A. Lukov, VI. A. Lukov
(Moscow University for the Humanities)

The Shakespearean Sphere and Cultural Constants™

The Shakespearean sphere (or Shake-sphere) is a field of the
phenomena of world culture, national cultures and subcultures that have a
relation to the personality and oeuvre of William Shakespeare, including both
his cult and its negation (the so-called “Shakespeare authorship question”,
etc.). A significant number of cultural constants are concentrated within the
Shakespearean sphere. These constants acts as orienting points in the
dialogue of cultures on all levels of sociocultural reality — from daily life
(mundanity) to “high culture”. Therefore, a huge number of the components
of the Shakespearean sphere appear in the world views of the representatives

" ToAroToBNeHO B paMKax HpoekTa «BupryampHas mekcmupocdepa: TpaHcdopMarmn
HIEKCITUPOBCKOTO MU(]a B COBPEMEHHOU KYJIbType», moaepkaHnHoro rpantoM PIH® (Ne
14-03-00552a).
™ The article was written within the framework of the project “Virtual Shakespearean
Sphere: Transformations of Shakespearian Myth in Modern Culture” supported with a
grant from Russian Foundation for the Humanities (No. 14-03-00552a).
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of various cultural areas and, consequently, in the varied forms of artistic and
scholarly endeavor, the Shakespeare industry and tertiary activity
(educational, tourist, information, entertaining, etc.).

H. B. 3axapos
(Mockosckuti 2ymanumapmwiii yHugepcumem)

Ilexcrmpusm A. C. ITymkunna

Jloknan nocssieH BiausgHuro Y. [llekcnupa Ha TBOPUECKYIO IBOJIOLUIO
A. C. Ilymkuna. B Hell mpencraBieHa COBpEMEHHAs MHTEPIPETALNS MOHS-
THS «IIEKCITUPU3M» U MTOKa3aHO, YTO U3 PYCCKUX JUTEPATOPOB, K TBOPUECTBY
KOTOPBIX 3TO MOHSTHUE MOKET ObITh OTHECEHO, HauboJiee 3HAYUMbIM ObLT U
ocraercs IlymkuH.

Bcenen 3a pexabpucramu IlymikuH pa®oTan Haja CO3JaHUEM HAIMO-
HaJIbHOW JINTEPATYPBbl U IPEB3OIIEN B 3TOM BCceX ocTaibHbIX. lllexcnmpusm
M03Ta CTal YeM-TO OOJBIINM, HEXKEIU CIIENOE CIEJOBAaHUE JINTEPaTypHOU
MOJIE Ha aHIVIMMCKOTO ApamMarypra, Koropas K TOMy BPEMEHHU LIMPOKO pac-
npocTtpanuiack B 3anaaHo EBpone. lexkcnmpusMm [lymkuHa oTinuyancs ot
«kynpra llekcnupa» U «IeKCIHpU3aUKU» TBOpPUECTBA OOJBUIMHCTBA CO-
BPEMEHHBIX MHCATENEH, JUTepaTypHOoe YyBiedueHue mnodta lllexcnimpom
HAIOJIHWIOCH TITyOOKMM AYXOBHBIM cozepskanuem. lllekcnupusm Ilymikuna
HEeceT B ce0e MUPOBO33PEHUECKYIO MPOOIeMaTHKy, OH MEPEepPOC U3 YUCTO JIU-
TepaTypHOoro kKynpTa lllekcnupa, OpMEHTHPOBAHHOTO Ha BKYCHI JIIOXH, B
miacT ¢unocodckoro 3Hanusd. Mimenno noxa Bnusinuem lekcnupa hopmupy-
erca y llymkuHa 3penblid B3IUIsLA Ha UCTOPUIO U Hapon. Ilymkun cuuraer
[Ilexcupa pOMaHTHKOM, MOHUMAs IOJ UCTUHHBIM «POMAHTU3MOM» HCKYC-
CTBO, COOTBETCTBYIOIIIEE «AyXYy BEKa» U CBA3aHHOE C HAPOJOM.

IlymkuH cTpeMuiics pa3BUTh XYyIO0XKECTBEHHYIO cucteMmy lllexcrmpa
IIPUMEHUTENILHO K 3aJa4aM CBOEHW 3MOXU. [ JITABHOM 4epTOU HIEKCITUPOBCKOM
MaHepbl MUChMa OH CUUTaN OOBEKTUBHOCTb, KU3HEHHYIO TIPABAY XapaKTepOB
U «BepHOE n3obpaxeHue BpemeHn». «llo cucreme orua Hamero Illekcnnpar
[Tymkun crpoun cBow Tpareauto «bopuc I'ogyHoB» (1825) — 00BEKTHB-
HOCTh B M300pa)K€HUU 3MOXU U XapaKTEPOB TOTO BPEMEHH OH MO3aUMCTBO-
Ban y lllexcnvpa. BeiaBuHYB Ha NEpBbIi [J1aH MPOOJIEMBI, CBSI3aHHBIE C BJla-
CTBIO, €€ HPABCTBEHHOCTBIO U €€ OTHOLIEHNEM K Hapoay, [lymkun mogpaxan

" HccnemoBanme BBIOMHEHO B paMkax mpoexkta PTH® Ne 13-04-00346a («/lpamatyprus
A. C. Ilymkuna: npo6ieMa CLICHUYHOCTHY).
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[Ilexcninpy, 4TO BIIOCIIEACTBUM BBUIMIIOCH B IIEpENIOKEHUE Mbechl «Mepa 3a
Mepy» — nosmy «Ankeno» (1833).

Nikolay V. Zakharov
(Moscow University for the Humanities)

Pushkin’s Shakespearianism”

The paper is concerned with the problem of Pushkin’s creative evolu-
tion under the influence of Shakespeare’s creative works. The research delin-
eates the terms of Pushkin’s Shakespearianism, providing a detailed analysis
of Pushkin’s texts and its degree of dependence on Shakespeare. Pushkin re-
mains the most outstanding representative of Russian Shakespearianism.

Following the Decembrists, Pushkin set himself a goal to create a na-
tional literature in Russia, and in this he had better success than anyone else.
The poet’s Shakespearianism did not appear just due to the literary fashion
widespread in Western Europe. It was different from the cult of Shakespeare,
as well as from Shakespearisation, so evident in the work of his many con-
temporaries. Pushkin’s interest for Shakespeare the writer developed into a
stronger spiritual relationship. Pushkin’s Shakespearianism incorporates a
complete world outlook, and from a mere literary influence it became a phil-
osophic stand. Mature Pushkin’s concept of authority and the people was
shaped by Shakespeare’s work. Pushkin called Shakespeare a Romantic,
meaning that true Romanticism creates art that is fitted to the time spirit and
linked to national life.

Pushkin tried to adapt Shakespeare’s artistic method to the contempo-
rary state of society. He considered objectivity, truthfulness of characters and
“a precise reflection of the period” to be the main features of Shakespearean
manner of writing. “In the manner of our Father Shakespeare” Pushkin creat-
ed his tragedy Boris Godunov (1825) and adopted Shakespeare’s objectivity
while depicting the time and characters. Foregrounding the issues of authori-
ty status and its interaction with the people, Pushkin followed Shakespeare,
and results of this imitation are evident in his narrative poem Angelo (1833),
which paraphrases the play of Measure for Measure.

" The article was written within the framework of a project of Russian Foundation for the
Humanities, No. 13-04-00346a (““A.S. Pushkin’s Dramatic Art: The Problem of Stagi-
ness”).
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U U. Jlucosuu
(Kasanckutl 2ocyoapcmeenHblil yHUgepcumem KyJibmypbl U UCK)YCCME)

Hlexcnupocdepa 1 HEOTHOPOAHOCTH KYJIbTYPHOI0 I[pOCTpaHCTBa*

KonnenTt «cdepb» — 0oAMH U3 caMbIX JPEBHUX MOJIENICH, OTpa)karo-
IIMX COBEPIIEHCTBO MUpPA, OH BcTpeuaerca y [lnatona, ®ombl AKBHHCKOTO,
Hukonas Ky3anckoro u apyrux. [Ipu 3Tom 00pa3 Mupa 1 4e10Be4eCKoro pa-
3yMa BBICTyIaJ Kak cdepa, UMEIolasi TpaHuIly, TOT/la Kak OecKoHeuHas ce-
pa — 3T0 o0pa3, onuckiBarolii OeckoHeuHocTh bora u ero cBoiictBa. Kon-
1ent cepbl MO3BOISET ONMKMCHIBATh KaK JIBI)KEHUE YHUBEpCyMa, YeJloBeye-
CKOI'0 MHTEJIJIEKTa, TaK U 00XKECTBEHHOI'0 BCEOXBATHIBAIOIIETO B3TJIs/A, KO-
TOPO€ BKJIIOYAET MaJiO€ W BEJIMKOE, JOMUHAHTY U nepudeputro, siBICHUSI U
€ro BapualWH, MPOTUBOIOJOXKHBIE HAadalla, XaoC W MOPSAOK, ABUKECHUE U
CTaTHKY.

10. JlotmaH, cTtpemsch omnucaTh HEJIUHEHHBIE HE CTPYKTYpHUpPyEMbIC
CEMUOTUYECKHE TPOIECCHI, BBOJUT KOHIIENT «CeMHUOC(hEph» OTHOCUTEIBHO
KYJbTYPHBIX KOJOB M HCIIOJB3YET TaKHE€ XapaKTEPUCTUKHU: OHA IMapajioK-
CaJIbHBIM 00pa3oM OJTHOBpEMEHHA U HEpaBHOMEpPHA, aCHMMETPUYHA U €JIUHA,
OJIHOPOJHA, COCTOUT U3 KOH(MIUKTYIOUIUX CTPYKTYp. DTH KE XapaKTepUCTH-
KU IPUMEHHUMBI U K U3YyYECHUIO HIeKcnupochepsl. B coBpeMeHHOM KyIbType
OHa CTPEMUTCS K OECKOHEYHOMY PaCHIMPEHUIO 3a CUET MHTEpIIpeTaluii, pe-
aKTyallu3alluid W PEKOHCTPYKIMM, COXpaHssl CBOUM SIAPOM TBOPYECTBO
[Ilexciupa. B oCHOBE JOTMAHOBCKOI'O MOHMMAaHUSI «CEMUOCHEPB» JICKUT
MOHATHE OECKOHEYHOTO JBUXKEHUSI, TI€ U3MEHSIOTCS (POPMYJIbI OTHOIIEHUM
MEXAY TPAAULIMEN U HAcCIeaueM. Takou TPaaUIMOHHOM TOUYKOW B HAILIEM UC-
cienoBaHuu U siBsieTcs ¢urypa lllekcnupa u ero TeKCThI.

C oHOM CTOPOHBI, OHU SIBJISIFOTCS MPOU3BOJSAIIUM (TIEPBUYHBIM) JIUC-
KYpCOM, U 3J€Ch BO3MOKHO NMPUMEHEHUE TE3aypPyCHOI'O IMOJXO0Ja, KOTOPBIN
MOCPEACTBOM KaK OTCBUIKM K UCTOYHUKY, TaK U €r0 MHTEPIPETAIUU MO3BO-
JISI€T BBISIBUTH SIAPO KYJBTYpHI B ero AuHamuke. C napyroit, — tekctsl [1lekc-
MApPA CTAHOBSITCS HE TOJIKO MOBOJOM I MPE3EHTU3MA U MOJICPHU3AILIUM B
COOTBETCTBUU C TEKYIIMMHU MOTUTHYECKUMHU, COUUAIBHBIMU U STUUYECKUMHU
npobiemamu (Hampumep, oopa3 Puuapaa III, untepripeTupoBaHHBIN Kak BO-
IJIONICHUE TOTAIMTapU3Ma), HO M CTAHOBSTCS TOJIEM MPUMEHEHHUS HOBBIX
BUJIOB MCKYCCTBA, HAYUHBIX METOJIOB M TEOPHUH, a TaK)KE BTATUBAIOT B ceOs
KOHTEKCT 3IOXH, MAPKUPYsS €ro Kak «IIeKCIUPOBCKOe Bpems». [lpuuem, B

" ToaroToBIeHO B paMmkax mpoekta «BupTyanpHas mexkcnupocdepa: TpaHchopMmaiu
HIEKCTTMPOBCKOTO MU(a B COBPEMEHHOU KYJIbType», moanaepxanHoro rpantom PITH® (Ne
14-03-00552a).
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YCJIOBHUSAX MAaCCOBOM KYJIbTYPhI B LICHTPE aKTYaJbHOT'O TEKYIIETO0 BOCIIPUATHS
okaszpiBaeTcsi He caMm lllexkcnup W €ro TEKCThl, a MPETEHACHTHI Ha POJIb
[Iexcniupa, COBpEMEHHBIE COIUANIbHBIC U MOJUTUYECKUE KOHMIUKTHI, CIIOPHI
00 MCKYCCTBE U HAYYHOM METOJE.

CrnenoBatenbHO, COBpEMEHHAsI MHTEpIIpeTalus KoHlenTa chepsl cTpe-
MUTCS K COETUHEHUIO CUCTEMHOT0, CTPYKTYPHOTO U TOTO, YTO UX pa3pyIliaeT,
K BCECTOPOHHEMY OXBAaTy SIBICHUM C UX CJIO0XKHBIMU OTHOIIECHUSIMU U JIMHA-
MUKOM, TPUYEM BCE 3TO MBICIUTCS €AUHBIM OJaroaaps IEHTPaIbHONU TOYKE
OTCU€Ta, YTO MOXXHO YOEIUTEIbHO MPOJIEMOHCTPUPOBATh HA MPUMEPE HUC-
CJIEIOBAHMSI «ILIEKCTUPOCHEPHI».

Inna I. Lisovich
(Kazan State University of Culture and Arts)

The Shakespearean Sphere
and the Heterogeneity of the Cultural Space”

Found in the works of Plato, Thomas Aquinas, Nicholas of Cusa and
others, the concept of a “sphere” is one of the oldest models of the world’s
perfection. The world and human mind was imagined as a sphere that had its
limits, whereas the boundless sphere was an image of the infinity of God and
his faculties. The concept of the sphere allowed describing both the move-
ment of the Universe, human intellect, and God’s all-encompassing gaze,
which includes the large and the small, the dominant and the periphery, the
phenomenon and its variants, opposite principles, order and chaos, the mov-
ing and the static.

Attempting to outline non-linear and non-structurable semiotic process-
es, Yuri Lotman has introduced the concept of the “semiosphere” as related
to the cultural codes. He noted that it possessed the following characteristics:
paradoxically enough, it is at the same time simultaneous and non-uniform,
asymmetrical and whole, homogenous and comprising conflicting structures.
The same features can apply to the Shakespearean sphere. In modern culture
it moves towards endless expansion by means of interpretation, re-
actualization and reconstruction, at the same time preserving Shakespeare
and his works at its very core. Lotman’s understanding of the “semiosphere”
relies on the idea of infinite motion where the relations between the tradition

" The article was written within the framework of the project “Virtual Shakespearean
Sphere: Transformations of Shakespearean Myth in Modern Culture” supported with a
grant from Russian Foundation for the Humanities (No. 14-03-00552a).
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and cultural heritage. In our study, Shakespeare and his texts act as this point
of tradition.

On the one hand, they are the productive (primary) discourse, which al-
lows us to use the thesaurus approach. By means of both referring to the
source and interpreting it, this approach gives us an opportunity to discover
the nucleus of a culture in its dynamic development. On the other, Shake-
speare’s texts are far more than a playground for presentism and moderniza-
tion in line with the current political, social and ethical problem (e.g., Richard
IIT reimagined as the embodiment of totalitarianism). They also become a
field of new types of art, novel scholarly research methods and theories; they
engage the context of the historical period and mark it as “Shakespeare’s
England”. Mass culture focuses its urgent and current attention on pretenders
for Shakespearean authorship, modern social and political conflicts, debates
on art and research methods, rather than on Shakespeare and his texts.

Hence, the modern interpretation of the concept of the sphere strives to
combine the systemic and the structural with the force that dissolves them.
A single point of reference helps to imagine the sphere as a whole. The
Shakespearean sphere is a convincing proof of this combination.

B. C. Makapos
(Kazanckuii [IIpusonscckuil] gpedepanvuvlii ynusepcumen)

MeHUKC U MEJIAHXO0JINSI: TeOPHs U MPAKTHKA
MOCTCOBETCKOr0 AaHTHCTPAT(OPIAHAHCTBA

Pycckoe anTucTpaTdOpAHaHCTBO — HE HOBBI (PEHOMEH KYJBTYPHI.
Moii goknan nocesimieH popmam, KOTOPbIE OHO TPUHUMAET B OCTCOBETCKUI
nepuoj. He BcTymasi B KOHKPETHYIO MOJEMUKY OO0 aBTOPCTBE HIEKCIIHPOB-
CKHX TIbeC, s Obl XOTeJ 0OpaTUTh BHUMAHHE Ha KYJIbTypPHBIE OCOOEHHOCTH
MOCTCOBETCKOM «MEJIAHXOJIMW», BO3POAMBILIEH HHTEPEC K aHTUCTpATQop-
NUAaHCKHAM THUNOTe3aM. B okiane mpocneKuBaeTcsl UX CBI3b C T€pOeEM — M
TEHUELIEHTPUYHON TpaJUIMEeN PYCCKOW KYJBTYpPbl U KOHKPETHOU KYJIBTYp-
HoM cutyanuen koHna 1980-x — 1990-x rr., ¢ €€ HOBBIM MPUIIIECTBUEM HKO-
HOMHYECKOTO JIETEPMHHU3MA U CO3HATEIbHBIM aHTUHUCTOPU3MOM. «Bennkas
UTPa» HE MOXKET ObITh MOHATAa BHE KOHTEKCTA «TOCKH MO MUPOBOU KYJbTY-
pe», KOorja CTPEMIIEHUE 3aHOBO CKOHCTPYUPOBATh KYJIbTYPHYIO «QJIUTY», HO-

" IToaroTosneHo B paMmkax mpoekta «BuptyanpHas mekcnupocdepa: TpaHchopmaiiu
HIEKCTIMPOBCKOTO MH(a B COBPEMEHHOW KyIbType», mopnaep:kanHoro rpantom PI'HO
(Ne 14-03-00552a).
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BbII «KacTaJIbCKUI» OPAEH CTAJIKMBAETCA C COCTOSIHUEM alleIuu U Oeccuius
UHTEIUIeKTyalla. B pesynbrate BO3HUKaeT «Meura 0 DeHUKce», TBOpLE U
IIPOAYKTE CKOHCTPYUPOBAHHOM MHTEJUIEKTYAIIbHOU TPAJAULMUA, BOKPYT KOTO-
pOro HauMHAETCA UTpa, BTATUBAIONIAS B €0 HE TOJIBKO JUTEPATypy, HO U
IIOYTH BCIO KYJIbTYPY U UCTOPHIO IIEKCIUPOBCKON AHIINU.

OCHOBHBIM METOJOM aHTUCTPATPOPAUAHCKOTO aHAIM3a TEKCTa CTaHO-
BUTCSl AHAJIOTUsl, KOTOpasi MPOSABIAECTCA B AHATUTUYECKUX IPAKTUKAX «IIO-
TJIOUIEHUSI» U «IepeBapuBaHusA» (€ClIiM 3aUMCTBOBATh TEPMHUHBI U3 IIYTJIH-
BbIX naHerupukoB Tomacy Kopuaty). «llormomaronuiiy aHaau3 BHIMBIBAET
U3 KyJbTYpbl HHAUBUAYAJIbHBIX aBTOPOB U MPEBpAIIAET UX B JOOPOBOJIBHBIX
WIN HeAOOPOBOJIBHBIX YYAaCTHUKOB WUIpPbl, HUBEIUPYs BHayaje aBTOPCKUE
VHTEHLHUH T€X, KTO IIPEBPALIEH B «XOP», a 3aTEM U CAMUX «TBOPLIOB UIPBDY,
JUIIEHHBIX YEJIOBEYECKOT0 U UCTOPUYECKOro. MTOroBeiii Mug oTcekaeT BO3-
MOYKHOCTb KPUTUYECKOTO aHAJIN3a TEKCTA U aBTOPCKUX CaAMOPENPE3CHTALUN,
yCyryOJisisi COBpEMEHHBIM BapHAHT MEJIAHXOJIUH.

Vladimir S. Makarov
(Kazan [Volga Region] Federal University)

The Phoenix and Melancholy:
Theory and Practice of Post-Soviet Anti-Stratfordianism”

While far from new, anti-Stratfordianism has acquired a range of new
features in post-Soviet Russia. Without entering into the Shakespearean au-
thorship debate, I attempt to anatomize the post-Soviet intellectual melan-
choly which gave a new life to anti-Stratfordian theories. Stemming from the
hero-centric tradition of Russian thought, they took shape in the cultural con-
text of the late 1980s and 1990s, with the advent of new economic determin-
ism and conscious anti-historicism. “The Great Game” should be understood
as a new form of “longing for world culture”, torn between a desire to re-
construct a cultural elite as a ‘Castalian order’ and an intellectual state of
acedia and powerlessness. The resulting ‘dream of a Phoenix’ portrays the
universal genius as a creator and product of an intellectual tradition. The
Game pivots around the Phoenix and expands to cover the literature of
Shakespearean England and almost all of its culture and history.

The anti-Stratfordian textual analysis is almost wholly based on the
method of analogy, as seen in the practices of ‘absorption’ and ‘digestion’, to

" The article was written within the framework of the project “Virtual Shakespearean
Sphere: Transformations of Shakespearean Myth in Modern Culture” supported with a
grant from Russian Foundation for the Humanities (No. 14-03-00552a).
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borrow a terminological leaf from humorous panegyrics to Thomas Coryat.
The ‘absorptive’ analysis erodes the cultural multiplicity and turns individual
authors into willing or involuntary ‘choristers’ singing praise to the Phoenix
or silenced. It starts by leveling their authorial intentions and goes on to de-
prive the ‘creators’ of the Game of their historical forms of self-fashioning
and ultimately of their human character. The resulting myth leaves no space
for critical analysis, ignoring the variety of self-representations and further
aggravating the modern intellectual melancholy.

C. A. Maxypenxosa
(Mockea)

Nwmsa Illexcnup B aHTJIMACKOH U PYCCKOM TPAJAMIIHU:
¢punocopus odpasa

Jloknan mocesinieH npoosneme umenu lllekcnupa, kotopas Ha cero-
THAIIHUM JEHb HE pa3pelleHa B MUPOBOM LIEKCIUPOBeIeHUH. PaccmaTpuBas
ums Shake-speare kax [lompsicaoweeo konvem, aBTOp CTaBHT MPOOJIEMY
BHyTpeHHeHN popMbl niceBnonnMa lekcnupa. IlockonbKy HU 0JJHA U3 COXpa-
HUBILKXCS IIECTH apXMBHBIX noanuced ypoxkeHua r. Crpardopnaa, umero-
X, B COOTBETCTBUM C TPAAUIIMEH €ITM3aBETUHCKOW 3MOXH, pa3Hylo opdo-
rpaduio, HE J1aeT BO3MOXKHOCTH TOBOPHUTH O HAJIIMYMK BHYTPEHHEro oOpasa
CJIOBa, TO mosBieHHue uMeHu lllekcnup mapkupyeT oco0oe MPOCTPaHCTBO.
WMs odepumBaeT MpOCTPAHCTBO OE3BIMSIHHOCTH, YETKO O0O3Hayas TPaHUILy
aHOHUMHOCTH. VIMsi BBIBOAMT aBTOpa M3 HEOBITHSI B CUTyallUM, KOTJa aHO-
HUMHOCTh ObUIa BO MHOI'OM JMTEPATYpHOU HOpMOW. Jpamaryprus UMEHU
3aBepIIAET ITOT IIPOLECC.

Svetlana A. Makurenkova
(Moscow)

Shake-speare as a Name: The Implicit Philosophy of the Image

The paper is devoted to the problem of Shake-speare as a name which
is not yet solved by the specialists. The implicit form of the word Shake-
speare differs greatly from all the six signatures which survived of the citizen
of Stratford. The appearance of the name bears the significance of a concept
which takes together the Renaissance philosophy of the world as opposed to
the classical paradigm introduced by Homer in The lliad. The paradox gives
a new bias to the understanding of the intertwined relations between the clas-
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sical foundation of the Greek and Latin cultures and their interpretation with-
in the framework of the European Renaissance, which inherited their lan-
guage.

A special attention will be given to the question of the correct spelling
of the name of Shake-speare in English and its transliteration into the Russian
language.

C. B. Ilanos

(Hauuonanwvuulii uccredosamenbCxuil
mexHono2uyeckuti ynueepcumem « MU CuCy», Mocksa),
C. H. Hsawxun

(Hupexyus bubnuomex 1[AO, Mockea)

Ilexkcnup: MO3TUKA IKCNIEPUMEHTA,
XpoHHYecKasi pediekcusi, JUTepaTypHOe BOOOpakaemoe

TBopuectBo Illekcriupa 0003HayaeT pa3BUTHE HKCIEPUMEHTAIBHOU
ATIOXU B JINTEPATypHOU KyJbType Peneccanca. Monosor I'amiiera BCKpbIBaeT
CTPYKTYPHBIE MOMEHTBI 3TOTO MOPAJIbHOTO CAMO’KCIEPUMEHTUPOBAHUS Ue-
JIOBEKa B OTCYTCTBUM aOCOJIIOTHBIX NPUYMH OBITHUS: CO3AAHHBIM MO CBOEMY
o0pa3zy M MoAoOHI0 MOPANbHBIA AKCIEPUMEHTATOP MPOU3BOJUT Ce0Sl Kak
YHUBEPCAIbHYIO Pe(IEKCHIO U BOJIO, OTBICYEHHYIO OT JIFOOBIX KU3HEHHBIX
KOHTEKCTOB, 4UTO IMpesmnosnaraeT: 1) ucxomHas auieMma («ObIThb WA HE
OBITbY»), SBIISASCH CIEICTBUEM THIOTETHYECKOTO HCCIEIOBAaHUSA, CHUMAET
YCJIOBHSI OTBETCTBEHHOCTH U MOPOKIAET CBOOOAHYIO MIPY INMpEACTaBICHUS;
2) pa3BUTHE MHTEJUIEKTYyaJIIbHOW CEPUM BO3MOKHOCTEW CYILIECTBOBAHUS IS
MOPAJIBHOTO 3KCIIepUMEHTaTopa (0OpOThCS, CMUPUTHCS, MEUTaTh); 3) Mmajie-
HUE CO3HAaHUS B OECKOHEUHYIO XPOHHUYECKYIO PeQIIEKCHIO, MOPOKICHHYIO
IPOCTBIM COOBITUEM MBICIH, YTO MO3BOJSET Pa3BEpHYTh MeTadopu3aluio
OBITHUS KaK MOeJuHKa; 4) 3KCIepUMEHTaIbHOE BocmpusaTue 3ddekra Oecko-
HEeUHOM pediiekcun Ha CyOBEKTHUBHYIO BOJIO KaK Pe3yJbTaT OJIOKUPOBKU
1100011 BOIU-K-ACHCTBUIO B 0€3/1€CTBUN JlyXa («TaK BCEX HAC B TPYCOB Ipe-
BpallaeT MbICIbY»); 5) BepOaJbHBIA KECT camMooO0daJaHus peQIeKCUBHO-
BOJIEBOTO 51 («IOBOJIBHO!»), 6) MOPOKACHUE UMIIEPATUBA, KOTOPBII OTpa)kaet
UYJEUCKYIO MPO30MONE0 TBOPEHUSI MUpA CIOBOM B COBIAJEHUU aKTa BOJIE-
HUS U SIBJIEHHOT'O CYILIETO, YTO MPEACTABICHO B Marnieckoil ¢ppase («nomMsiHu
B TBOUX MOJIUTBAX).

[IporpaMmMa MOpPaJbHOTO CaMO3KCIEPUMEHTHUPOBAHUSA OIpPEAEIIAeT
KOMIIO3ULIMOHHYIO cxeMy Tparenuii u xpoHuk llekcrimpa. B «Kopone Jupey
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MBI BUJIIM KPU3UC MOPAJIBbHOIO 3KCIIEPUMEHTATOPA, OTKA3aBIIETOCSA OT CBOEH
CYBEPEHHOW OTBETCTBEHHOCTH, YTO BEIET K PA3psAJKE STOUCTUYECKUX BEUe-
HUMW, TUHAMUKE CTpaJaHuii, ¢opmMam BOJIEBOTO caMO00JiajaHus (TepIeTh) U
BOJIE-K-CMEPTH KakK TOJIHOTE OIbITa HaJl MOpajbHON Tpupoioi (ciosa Jlupa
Kopaenuu: «nait sigy MHeE»).

ITostuka Illekcniupa onpenenuia JOTUKY BOOOpaXaeMoro pyccKou Jiu-
TEepaTypHOH KyJIbTYpbl OT POMaHTHM3Ma M NOCTPOMAHTHU3Ma A0 OOJBIIOTO
Kkiaccuyeckoro pomana XIX B. u (eHOMEHOJIOTMYECKOro pomMaHa XX B.
(M. A. bynarakos, b. JI. [lactepnak), rae xpoHuueckas ucropuocodckas pe-
(draexcust JaeT UMIYJIbC OOHOBJICHHIO POMAHHOIO KaHpa B NMPUMHUTHUBHBIX
dbopmax Opena wiIM KBa3WJOKYMEHTaJIbHOI'O paccKa3a: FeHHaJIbHAsl TaJlIio-
IMHAIUS MOpaibHOTO 3KcniepuMenTaTopa y llekcriupa (I"amner, JIup, Mak-
0€T) KaK CTPYKTYPHBII 3JI€MEHT HKCIIEPUMEHTHUPOBAHMS BHYTPEHHEU 4eno-
BEUECKOM NPUPOJBI CTAHOBUTCS LIENBIO ONBITHOTO ITO3HAHUS CMBICIA UCTO-
puu u 3k3ucTeHIMU. Cynp0a TBOPEHHS U SIBJIEHUS MUPOBOTO 3J1a CBOJIUTCS B
pomane M. A. bynrakosa «Mactep u Mapraputa» K ITMHAMHUKE IIPUCTYIIOB U
ycnokoeHui npogdeccopa Ilonsipesa, a y Ilacrepnaka B «loktope XKuparo»
— K JUHAMUKE MOBECTBOBAHMS HOBOW «IPO3bI MUPa» («4yJ0 HUCTOPUH, ITO
OTKPOBEHHME axXHYyTO B CaMyl0 TyIIy HPOJOJDKAIOIIEHCS OOBIICHIIUHB)) U
ahdexTaM MOITUUECKON KECTUKYISIUU (00pa3 Xpucrta B CTUXOTBOPEHHUSIX
XKuparo — o0pa3 MOCTXPUCTUAHCKOTO MPOPOKA, /i€ MPUCBOEHUE MO3ULIUU
Cyapu UCTOpUM CTAHET (PUHAIBHBIM >KECTOM IMO3TUYECKOIO BOOOPAKEHMUS:
«K0 MHe Ha Cy[I... CTOJIEThbS OIIBIBYT. ..»).

Sergey V. Panov

(National University of Science and Technology “MISiS™, Moscow),
Sergey N. Ivashkin

(Directorate of the Libraries,

Central Administrative District of Moscow)

Shakespeare: Poetics of Experimentation,
Chronic Reflection and Literary Imagination
Shakespeare marks the beginning of the experimental epoch in the lit-
erary culture of the Renaissance. Hamlet's famous soliloquy reveals the struc-
tural instants of moral self-experimentation (inventive and reflexive) of the
human in the absence of absolute reasons of existence: constructed in the im-
age and likeness of him/herself, the moral experimenter creates him/herself
as a universal reflection and will without paying attention to the vital and so-
cial contexts of his/her development. This assumes the following: 1) the ini-
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tial transcendental dilemma (“to be or not to be”), being a result of the specu-
lative investigation, dismisses the conditions of responsibility and gives birth
to a free reflexive conscience; 2) the development of an intellectual series of
the possibilities of existence (to struggle against, to resign oneself or to
dream); 3) the lapse of conscience into an infinite deep-rooted reflection gen-
erated by a bare occurrence of a thought inside the human soul, which allows
to extend the metaphorization of existence as a battle; 4) an experimental
perception of the effect of infinite reflection on the subjective will as a result
of the obstruction of any will to power in the lack of spirit: “Thus conscience
does make cowards of us all”; 5) a verbal gesture of the self-possession of the
reflexive and willing ego (“Soft you now!”), 6) an emanation of an impera-
tive, which reflects the Judaic prosopopoeia of the Creation with the word,
which represents the absolute conjunction of the volitional act and the ap-
pearing matter in the magical performative utterance (“in thy orisons // Be all
my sins remember'd”).

The self-experimentation program determines the composition schemes
of Shakespeare’s tragedies and chronicles. In King Lear we can see the crisis
of a moral experimentalist who has disclaimed his responsibility as a king
(his sovereign royal functionality), thus destroying the value of the sover-
eignty. This destruction leads us to the lessening of selfish impulses, to the
dynamics of suffering (Lear’s decision to suffer and bear the yoke of pain), to
the forms of strong-willed self-possession (Lear's desire for patience) and to
the will to death (Lear tells Cordelia: “If you have poison for me, I will drink
it”).

Shakespeare’s poetics determined the logic of the imagination in the
Russian literary culture from Romanticism and post-Romanticism to the great
Russian classical novel, as well as to the phenomenological novel of the 20th
century (Mikhail A. Bulgakov, Boris L. Pasternak), where constant historio-
sophical reflection gives an impulse for the renewal of the genre of novel in
the primitive forms of hallucination or of a quasi-documentary story: the ge-
nius hallucination of Shakespeare’s moral experimentalist (Hamlet, Lear,
Macbeth) as a structural element of experimentation within human nature be-
comes the purpose of the empirical cognition of the meaning of history and
existence. The destiny of creation and the phenomenon of the world evil is
reduced to the dynamics of professor Ponyrev's passions and eupathies in
Bulgakov’s novel Master and Margarita, in Pasternak's novel Doctor Zhiva-
go it is limited to the dynamics of the narration of the new “prose of the
world” and to the effects of poetic gesticulation.
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U. B. Ilewkos
(Mockea)

IHlexkcnup kak pedpopMaTop KJIACCHYECKON eBPONEHCKO KOMe U
ABTOp paccMmaTpuBaeT KIHO4YEBYHO (alOylIbHYI0 CXEMY KIIACCUYECKOU
EBPOINEUCKON KOMEIUU, €€ TEOPETUUYECKOE nepeocMbicieHue Y. lllekcnupom
U TiepepaboTKy B JipaMax u nmosmax Bemukoro bapna.

Igor V. Peshkov
(Moscow)

Shakespeare’s Reform of the Classical Comedy in Europe
The author outlines the key plot model of classic European comedy, as
well as its theoretical reevaluation by William Shakespeare and its reworking
in the dramas and poems by the Great Bard.

B. A. Ceménos

(Teepckou cocyoapcmeeH bl YHUBEpCUmMem)

beanbli ﬁopmc: IKCIJIMIUTHBIM YUTATEIb
B COBPEMEHHOM eBPONEeiCKOM auTeparype
B npemaraemoM nokiazie paccmarpuBaercs BiausHue Yuibsama lllekc-
nupa Ha Jlopenca Crepna. B pomane «Kuznb u muenus Tpuctpama llenam,
JUKEHTIIBMEHa» OJJHMM M3 TIePCOHaXEil ABJIAeTCs CBANIeHHUK MopHK, a B po-
MaHe «CeHTuMeHTanpHOE myTeniecTsue no @panuuu u Mranum» oH yxe —
rIaBHBIN repoi. B noknane uccnenyercss Bocnpusitie CTEPHOM TBOPUYECTBA
Illexcriupa, TeMa Mopuka B3siTa 32 OCHOBOIOJIAraNIyo. Mccien0BaHbl Tak-
xe orcbuikn CrepHa K lllekcnupy M BO3HHKarOIIas BCIEACTBUE 3TOTO IPO-
OJieMa YKCIUITMIIUTHOTO YATATEIS.

Vladislav A. Semenov
(Tver State University)

Poor Yorick: Explicit Reader in Modern European Literature

The paper is dedicated to the influence of William Shakespeare on Lau-
rence Sterne. In 1759 the two first volumes of the novel The Life and Opin-
ions of Tristram Shandy, Gentleman were published. Yorick re-appears here
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for the first time in the world literature since the first publication of Hamlet in
1603. Tristram, the novel’s hero and narrator, tells the reader the story of
priest Yorick. Tristram says about Yorick’s belonging to a famous clan of the
Danish royal jester Yorick, and he has almost no doubts that the priest Yorick
is in fact the very Yorick mentioned in the tragedy Hamlet written by Shake-
speare. Moreover, Sterne recites the famous Hamlet’s phrase: “Alas, poor
Yorick!” This fact is the clearest indication of Shakespeare’s influence on
Sterne.

A few pages are dedicated to the “black page” in The Life and Opin-
ions.... The research shows that this is one of the first “black squares™ stand-
ing side by side with the famous picture by Kazimir Malevich, the “black
square” by Robert Fludd, and the square from the Jewish tradition.

Yorick also appears in A Sentimental Journey through France and Ita-
ly, where he became a hero. Thus, the Shakespeare’s influence is not acci-
dental, because it makes the only way for Sterne to express his thoughts
about human nature, feelings, etc. The direct reference to William Shake-
speare is the key moment in both novels written by Sterne.
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TBOPYECKOE BOCITPUATHUE HACJIEAUSA HHIEKCIIUPA
B PYCCKOM JIUTEPATYPE U KPUTHUKE
CREATIVE RECEPTION OF SHAKESPEARE’S LEGACY
IN RUSSIAN LITERATURE AND CRITICISM

b. H. Tuxomupos
(JTumepamypno-memopuanvroiii myszeu @. M. JJocmoesckoeo,
Canxm-Ilemepbype)

HocroeBckuii pucyer llexkcnupa

lexkcnup — 3T0 U30PAHHUK,

KoToporo TBopel momazai mpopoKoM,

4YTOOBI pa3001aunTh MEPEA MUPOM TallHY O YEJIOBEKE.
U3 uepnogvix mamepuanos k «becam»

B donne locroeBckoro, HaxoxasmeMes B Otnene pykonuceit Poccnii-
CKOM rocyIapCTBEHHOM OUOIMOTEKHU, XPAHUTCS HECKOIBKO JIUCTOB OOJIBIIOTO
dbopmara, conepxkamux yepHoBor aBrorpad riaBbl «IIpa3gHuk Mo mojmnuc-
Ke» U3 TpeThel yacTu poMana «becbl». (OH OTHOCUTCS K TOMY BpEMEHU, KO-
I7la B COCTaBE pOMaHa elle IlaHupoBayiach riaBa «Y TuxoHa» u aBe Oynay-
mux TiaBbl «lIpa3zgauk. Otaoen nepBblil» U «OKOHYAHWE TpPa3IHUKA» CO-
CTaBJISLIA e€ANHOE 11eJioe.) JINCThI HCTUMCaHbl MEJIKUM, YOOPUCTHIM ITOYEPKOM,
U Kak OOBIYHO B CBSI3HBIX YEpHOBBIX aBTorpadax JlocToeBckoro cieBa
OCTABJICHBI IIMPOKHUE MOJIs,, HA KOTOPBIX TO TaM, TO 3]/I€Ch BHECEHA IMpaBKa
OCHOBHOT'O TE€KCTa. A Ha JIUCTE, TJ€ HAYMHAETCS 3MU30]l BHICTYIUICHUS Ha
npaznaauke Crtenana TpodumoBuda BepXxoBeHCKOro, Ha MOJSAX, TEM XKe Ie-
POM, KOTOPBIM 3aMUCaH TEKCT «becoBy, clIeJIaH pUCYHOK MY KCKOM TOJIOBBI.

Ha sToM XOTs 1 JIakOHMYHO, HO TIIATEIBHO MPOPUCOBAHHOM MOPTPETE,
BBITIOJTHEHHOM CTPOTO B MPOQuiIb, U300pakKeH MY>KUMHA JIET MSATUIIECITH C
MOKAThIM JIOOM, MEPEeXOASANIUM B OOHIMPHYIO 3aibicuHy. OHAKO B 3aJHEH
YaCTH T'OJIOBBI KypuaBsTCsS OOMIbHBIE BOJOCKl. Hebobliasi, Takyke KypuaBsi-
masicst 00po/iKa U yChl JOBEPIIAIOT MOPTPETHYIO 3apUCOBKY. KTO e 3T0?

B cBoeit nekiuu, kak nomHsAT untatenu «becos», Creman Tpodumo-
BUY PEIIUJICA «JIaTh O00» COBPEMEHHOMY HUTWUJIM3MY W MparMaTu3My U ro-
BOPUTH O «POJIM U 3HAYECHUHU KPACOThD». «BCE HenoymeHue JMup B TOM, —
BOIIpoOIIaeT OH, — 4To mpekpacHee: lllekcriup wim camnoru, Padasns win
nerposieii?» U caM ke gaeT OTBET: «...a s 00bsaBIsIto0, uTo [llekcnup u Pada-
9J1b — BBIIIIE OCBOOOXJEHUSI KPECThSIH, BBIIIE HAPOJAHOCTH, BBIIIE COIMA-
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JIM3Ma, BBIIIE IOHOTO MOKOJIEHUS, BBIIIE XUMHH, BBILIE IMOYTHU BCETO YEIOBE-
4yecTBa, MO0 OHU YK€ IUI0JI, HACTOAIIMN IO/l BCErO YeJIOBEYECTBA U, MOKET
OBbITh, BBICIIUN IO, KAKOW TOJBKO MOKET OBITh!» DTH clioBa — BbIpaXKe-
Hue nadoca U KyJlbMUHaAIUA ero peud. M kak Obl B yHUCOH na)oCy CBOETO
reposi Ha MOJSAX PAIOM C 3THM 3MHU300M J[OCTOEBCKHI 3apUCOBBIBAET MOPT-
pPET OJHOTO M3 BEJIMYAWIINX T€HHEB YEJIOBEUECTBA, TBOPLA aOCOIIOTHOWU U
BEYHOU KPACOThl — AHIJIMMCKOIO I03Ta U apamarypra Yuibsama Lllekcnmpa.

TyT, mpaBa, BOZHMKAET BOIPOC: OT KAKOTO W3 W3BECTHBIX MOPTPETOB
[lexcimpa otnpasisuica JlocToeBCKUM, nenas cBoM pucyHok? He kacasch
npoOJeMbl, KOTOpash HAXOAUTCS B KOMIETEHIMU CHELUUATUCTOB: KaKUE W3
U300paKeHUI BEJTMKOIro JpaMarypra siBISIOTCS NOAJWHHBIMU, & KaKUe aro-
KpU(pHUUECKUMHU, — CUNUTAI0 BO3MOKHBIM 3aKIIFOUUTh, YTO OJIMKE BCErO K 3a-
pUCOBKE J{OCTOEBCKOTO TaK HA3bIBAEMBIN «YaHIAOCCKHAU MOPTPET», MPEIIO-
JIOKUTEJIBHO IIPUIIMCHIBAEMBIN pyKe XyI0oKHUKA J[>KoHa Telopa u natupy-
embid 1600—-1610 rr. Ctout, BipouemM, OTMETUTH, YTO aBTOP «becoB» HE KO-
NUPYET YKa3aHHBIM OPUTHHAN, a CO3/Ia€T Ha €r0 OCHOBE CBOIO BEPCUIO 00JIH-
Ka aHIVIMMCKOIO Jpamarypra: ecid Ha nosiotHe Tensopa B3ran Lllexcnupa,
U300paXKeHHOTO B ¥4 BJIEBO, YCTPEMJIEH MPSIMO Ha 3putens, To JlocToeBckuit
pUCYEeT ApamaTypra CTporo B mpo@uiib, ¢ B3IJISIAOM, OOpalleHHbIM J0JY, U C
MIOJTY3aKPBITBIMHA, KaK 3TO YacTO BCTPEYAETCS W B JPYTHX €ro MOPTPETHBIX
3apUCOBKax, IiazaMu. MOXHO Takke€ OTMETUTb, uTO ero lllexcniup BhITIIs-
JIUT, TIOkKaTyH, HECKOJIBLKO cTapiiie, ueM B u3o0paxenun J>xona Teitnopa.

TpeOyeT cnenuaibHOTO PacCMOTPEHMsI TAKXKE BOIPOC: T/, B KAKOM
U31aHUuU MOT J[OCTOEBCKHUI MO3HAKOMUTBCS € «YaHIOCCKUM MOPTPETOM) aH-
raurckoro apamarypra? Emie B [ 71TaBHOM MHKEHEPHOM YYWJIMIIE OH YUTAI
[lexcniupa Bo (paHIly3CKUX MEPEBOJAX, U 3HAYUT, IOMCK HEJIb3s1 OrPaHUYU-
BaTh TOJILKO PYCCKUMHU U3aHusiMU. OcTaBiisiio 3Ty mpobJieMy Ha Oyayiiee, a
B 3aBEpIICHUM NPHUBEAY OAUH «AHEKIOT», OMYyOJMKOBaHHBIM 5 ¢eBpans
1873 r., Bckope nocne 3aBepiieHus JloctoeBckum «becoB», B No 6 penakTu-
pyeMoro mucareireM —exeHelnenbHuka «l'paxkpaHuH» (IO  MHEHUIO
H. B. 3axapoBa, HE HCKIIFOUEHO, YTO ATOT AHEKAOT, HEMOCPEICTBEHHO IPE-
BApAIOIINN B yKa3aHHOM HoMmepe «['paxmannHa» paccka3 JlocToeBCKOro
«b0o00K», BIIOJTHE MOXKET MPUHAJJIEKATh CAMOMY IHCATEIIIO):

«Ha nHAX Ham nepenaBanu ciaedyromuid paccka3. OIUH TOCIOINH 3a-
ies B 0JHy U3 KajnayHbix [letepOypra. Manbuuk, npojaBaBIIdii eMy Kajiad,
JIOJITO Ha HEr0 CMOTpEIL.

— YTO THI HA MEHS TaK IPUCTAJIbHO CMOTPHUILB? — CIPAIIUBAET MOKY-
NaTeb.

— A cMOTpIO s Ha Bac MOTOMY, 4TO BbI Ha lllekcrnpa moxoxu.

28



— Ha Illexciupa? Tsl OTKyna ero 3Haeninb?
— A Kak e, OH MOM JIIOOMMBIN TUcaTelb, 1 €ro U YhTaro, U MOPTPET
UMEI0 ! »

Boris N. Tikhomirov
(Dostoevsky Literary Memorial Museum, St. Petersburg)

Dostoevsky’s Drawing of Shakespeare

Shakespeare was the one chosen

and anointed to be the Creator’s prophet,
to reveal the mystery of man to the world.
Preparatory notes to Demons

The Dostoevsky Manuscripts Archive in the Russian State Library
holds a few large sheets of rough MS. of a chapter from Demons, belonging
to that workstage when the author was writing Part III, intending to include
such chapters as At Tikhon’s and another, treating of the Festival to honor
provincial family tutoresses. (In the end, the latter single chapter was extend-
ed to two: Festival. Part One and The End of the Festival.) The sheets are
filled with dense and compact text, and, typically of Dostoevsky’s rough cop-
ies, generous margins are reserved on the left. Here and there, the margins
show correction marks, amending the text body. On the page where Stepan
Trofimovich Verkhovensky takes the floor to address the festival, the margin
contains a drawing of a man’s head, executed in the same ink.

In the drawing, we see a spontaneous but detailed profile image of a
man around fifty, with a retreating forehead and a vast bald patch on top. At
the back of the head, the man’s remaining hair is somewhat curly. A small
curly beard and moustache complete the sketch. But who is the man?

As the readers of Demons well remember, in his speech Stepan Tro-
fimovich chose to counteract current nihilistic ideas and utilitarian positiv-
ism, advocating the importance of beauty. He summarizes the point of differ-
ence like this, “The whole perplexity lies in just what is more beautiful:
Shakespeare or boots, Raphael or petroleum?””

He answers his own question, “and I proclaim that Shakespeare and
Raphael are higher than the emancipation of the serfs, higher than nationality,

" Stepan Trofimovich reformulates the aesthetic controversy over boots and Pushkin (see
Part One, Chapter One, note 17), intensifying his opposition to the nihilists. In the journal
The Russian Word (1864, No. 3), the nihilist critic B. A. Zaitsev wrote: “... there is no
floor-sweeper, no toilet-cleaner who is not infinitely more useful than Shakespeare”.
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higher than socialism, higher than the younger generation, higher than chem-
istry, higher than almost all mankind, for they are already the fruit, the real
fruit of all mankind, and maybe the highest fruit there ever may be!” (tr. by
R. Pevear and L. Volokhonsky). In these words, the speaker fully expresses
his convictions. Parallel to this pathos of his personage, Dostoevsky’s pen
doodles on the margin of his MS. and sketches the profile of a major genius
who recreated images of striking and everlasting beauty — the English poet
and playwright William Shakespeare.

Of course, this makes us curious which of the known portraits of
Shakespeare was the prototype for Dostoevsky? Without going into the issue
of authenticity of Shakespeare’s portrait, we can safely state that Dostoev-
sky’s replica is closest to the Chandos portrait, ascribed to the painter John
Taylor and executed circa 1600—1610. It is worth mentioning that the writer
of Demons does not merely copy the original canvas; his is a modified ver-
sion: whereas Taylor’s sitter looks the spectator in the eye, Dostoevsky
chooses an exact profile view, where the eyes of the playwright look down to
earth, half-closed, as was Dostoevsky’s drawing habit. We can also observe
that in the pen-drawn image, Shakespeare looks a little older.

It is also of interest where Dostoevsky could have obtained a Chandos
reproduction. As a student of the Chief Engineering School in St. Petersburg,
he would read Shakespeare’s works in French translations. Thus, we cannot
restrict our search to Russian editions only. Leaving this problem to future
investigation, we can quote indirect evidence to support our finding. Soon af-
ter the completion of Demons, Dostoevsky published his short story Bobok in
No. 6 of his journal Grazhdanin on February 5, 1873. On the page immedi-
ately preceding the story, the journal featured a passage about a teenager who
admired Shakespeare and “possessed his portrait.” (as N.V. Zakharov sug-
gested, the passage could just as well have been contributed by Dostoevsky
himself):

I have recently heard the following story. A gentleman entered a St. Peters-
burg bakery. The boy selling him a bun (kalatch) was staring at him.

“Why are you staring at me?”, the buyer asked.

“I am staring at you because you look like Shakespeare™.

“Like Shakespeare? How come you know him?”

“Of course I know him, he is my favorite writer, I read his works and I have

'3?

his portrait too
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Kpuc Typman
(Vuusepcumem Bumsamepcpanoa, Hoxannecoype, FOAP)

I'amuieT B moamoJibe: HECKOJILKO pa3MbIlILJICHUI
o Illexcmpe, JlocToeBCKOM U nepeBoje

B cratee paccMOTpeHBI CBSI3M MEXIY «3amuCKaMHU W3 TOJIOJbSI
®. M. JloctoeBckoro u «I'amserom» VY. Illexcnupa. S roBopro o mpoOiaeme
«ramiieTu3Ma» ¢ yuyetoM oOmienpusHanHoro BiausHus lllexcnupa Ha JlocTo-
€BCKOTO. B 11eHTpe BHUMaHUsI MOel paboThl — TO, KaK aHTJIMMCKHUE YUTaTe-
T «y3HaBaIM» l'amiera B «3amuckax» W WX pacckazuuke. «lamiera» u
«TMOAMOJILHOTO YEJIOBEKA» CPABHUBAIOT JOBOJBHO 4acTo. MEHs Mpexke Bce-
r0 WHTEPECYIOT TMEPEeBOABbI M TMPAKTUKUA UTEHUS, KOTOPBIC IMOIJICPKUBAIOT
uaero yausepcaimsma lllexcnupa.

S oOpaiaroch K nepeBoay «3amucok», BeIOJIHEHHOMY J[PBHIoM Ma-
rapmakoM. B HeM MpUCYTCTBYET PsiJi CIOBECHBIX OTIOJIOCKOB — aJUTIO3UM, U
BO3MOKHO, JaX€ IIUTAT, — CBA3BIBAIOIIMX TEKCT JlocToeBckoro ¢ «l'amime-
TOM». MosI 11e71b — ONPENeNIUTh, KaK ATH AJUTIO3UM U ITUTATHI «O0()OPMIISIIOT
onsIT Illexcninpa-B-Jl0CTOEBCKOM [Tl aHTJIMMCKOIO YU TATEIS.

Chris Thurman
(University of the Witwatersrand,
Johannesburg, the Republic of South Africa)

Hamlet Underground: Some Monolingual Reflections on
Shakespeare, Dostoevsky and Translation

This paper considers the relationship between Dostoevsky's Notes from
the Underground and Shakespeare’s Hamlet, touching on “Hamletism” and
acknowledging Shakespeare’s well-known influence on Dostoevsky. The fo-
cus of the paper is on how English readers “recognise” Hamlet in the Notes
and their narrator. While it is common enough to compare Hamlet and the
“Underground Man”, I am interested in processes of translation and reading
habits that reinforce the idea of Shakespeare’s universality.

I will pay careful attention to David Magarshack’s English translation
of the Notes, in which there a handful of verbal echoes — allusions, perhaps
even quotations — of Shakespeare’s play. These are not found in equivalent
passages of other translations. I want to consider how these allusions or cita-
tions “frame” the English reader’s experience of Shakespeare-in-Dostoevsky.
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. U. Yekanos
(Canxkm-Ilemepbypeckuti 2ocyoapcmeenHviii yHugepcumeni)

I'amaet, lon Kuxor nu Hexknanon
B pomane U. C. Typrenesa «Hosb» (1877)

OTtpaxenue B oOpa3ze HexxnaHoBa, TJ1aBHOTO reposi TYpreéHEBCKOro po-
maHa «HoBw» (1877), npeacraBnenuit nucatenss o ['amnere u Jlon Kuxote
HEOJHOKPATHO BBI3BIBAJIO MHTEpEC uccaenaonareneut. [Ipu stom nmpobdiemaru-
Ka pOMaHa paccMaTpyBalIach MPEUMYIIECTBEHHO B COLIMOJOTMYECKOM KOH-
TeKcTe, akTyanbHOM st Poccuu 1870-x rr., a cam o0pa3 reposs — Kak BO-
ioieHue B3rasaoB TypreneBa Ha ['amiiera. B HacTosieir pabote B LIeHTpe
BHUMaHHsI HaXOJUTCS TYPreHEBCKOE€ MACTEPCTBO B Iepelaye ICUXOJIOTHH
NIEPCOHAXKEN, a TAKKE CTPEMIIEHUE TTUCATENS] TOCPEACTBOM 3TOI'0 MacTEPCTBA
YJIIOBUTHh B HAPOJHUYECKOM JIBH>KEHHUH, 371000HEBHOM IS 3TIOXU CO3JaHUs
poMaHa, BHEBPEMEHHOE U BeuHOE Hadasio. FMiMenHo 3aece TypreneB mosb3y-
ercs cBouM mnoHuMmanueM ['amuera m Jlon Kuxora. XoTd apXeTHIUYECKOU
JOMUHAaHTOW oOpa3za HexmaHoBa sBIsSETCS UCTONKOBaHUE TypreHeBbIM
mekcnupoBckoro ['amiiera, B rimaBHOM repoe «HoBw» Takke 3amedaTiieHO
TYPreHEBCKOE BOCIIPUATHE cepBaHTOBCKOro Jlon Kuxora.

Ivan I. Chekalov
(St. Petersburg State University)

Hamlet, Don Quixote and Nezhdanov
in 1. S. Turgenev’s “Virgin Soil” (1877)

The influence of Turgenev’s conception of Hamlet and Don Quixote on
the image of Nezhdanov, the hero of the writer’s “Virgin Soil” (1877), has
been dealt with by various scholars mainly in the sociological context, topical
for Russia in the 1870s and the image of the hero — as an embodiment of
Turgenev’s views on Hamlet. In the present paper the focus of attention is on
the writer’s craftmanship in communicating his personages’ psychology as
well as his striving to discern the timeless and eternal foundation in the topi-
cal changeability of the events depicted in the novel. It is here that Turgenev
falls back on his conception of Hamlet and Don Quixote. Even though the
writer’s perception of Hamlet is archetypal in Nezhdanov, the hero is not
without a dash of Don Quixote’s enthusiasm.
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B. @. Illeguenxo
(Mockea)

«"amJ1eT» 3MOXU PYCCKOr0 KJIACCHIM3MA
[IponnkHOBEeHME HIEKCTMPOBCKOW Tparenuu B Poccuto (mo 1812 r.).
Yurarenn — 3putenu — aureparopbl. OpuruHal U UHOS3BIYHOE MOCPETHU-
gyecTBO. OT mepueniuu K perenimm.

Vladimir F. Shevchenko
(Moscow)

Hamlet of the Age of Russian Classicism
Appearance of Shakespeare’s tragedy in Russia (before 1812). Readers
— audience — men of letters. The original and foreign mediations. From
perception to reception.

3. b. Axumos
(Huoicecopoockuti 2ocyoapcmeenHblil
JquHesucmudeckull ynusepcumem um. H. A. J[ooponrobosa)

I'amuer u JleHckui

l'amsier mpeacTraBuil CBOIO BEPCHUIO AJIBCUMHOPCKOTO MPECTYIUICHUS B
nantomume (dumb show) k «MbiienoBkey. ['1aBHas poib B HEW pUHAIe-
KUT KopoJieBe. IMEHHO OHa mpejcTaeT cCHavyajaa BO3II00JIEHHOM CTaporo Ko-
pOJIsA, 3aTEM CBHUJETEIBHULIEW €0 HEOXKUJIAHHOM CMEpPTH, UCKPEHHEW ILIa-
KJIBIIUIEH ¥ BO3TI0OJIEHHOW HOBOT'O KOPOJIS, MPUHUMAIOIIEH MPEIJIOKEHNUE
PYKHM U cepaua y rpoba craporo Myxa. JTOT BapUaHT CBaJbObI Mpu rpode,
BoCXoAsAIIEeH K KynbTy KuOensl 1 HOBOTOJHUM arpapHbIM Ipa3JaHUKaAM, W3-
BECTEH B JIUTEpaType Kak koMmriuiekc Matponsl Ddecckor n3 «CaTUpUKOHa
[lerponus. B «EBrenun OHeruHe» MEpTBBIM CBUIETEIEM MOJIO0HOMN CIICHBI
spisiercs JIeHckuil. IMeHHO ¢ ero Moruibl miauyiiast OJibra mo3BoJjsieT ceos
yBecTu «miagomy yinany» (VI rnasa). ['amneroBckas ¢paza Jlenckoro “poor
Yorick” okazanach ramJeTOBCKMM IPEIBOCXMIIEHUEM CBOEW >KEPTBEHHOU
y4aCTH B POKOBOM IMOEIMHKE H3-3a XKEHIIUHBI. ['amiieT, mpousHecuui ee,
CTOSIJI C YEPEMOM B PYKE — ITHUM apXandeCKUM HAIIOMUHAHUEM HE TOJBKO O
CMEPTH BOOOIIE, HO U HEOOXOAMMOCTH CMEPTHU MY>KUMHBI B CUTYallUH JIFOOBU
— kepTtBonpuHomeHus. [lomyunB mocne cmeptu 3HaHWe ['amnera-chiHa,
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JleHckuil oKka3alncsa B CUTyaluu 3a0bITOr0 MEPTBOTO CyIpyra, To ecTh ['amie-
Ta-0TLA, ChITPAB B ITOEAUHKE poiib JIaspra, nBoriHuKa ["amuera.

Ernest B. Akimov
(Dobrolyubov Linguistics University of Nizhny Novgorod)

Hamlet and Lensky

In the dumb show for The Mouse-trap, Hamlet has presented his own
version of the Elsinore murder. The main part in the play-within-the-play be-
longs to the player appearing as the Queen, who quickly moves from a love
scene with the Player King to sincerely lamenting his death and then to ac-
cepting the marriage offer from the murderer at the deathbed of her previous
husband. This version of the marriage at the coffin goes back to the cult of
Cybele and the agrarian festivals of the new year. It has been described as the
complex of the matron (widow) of Ephesus, named after the character from
Petronius’ The Satyricon. In Pushkin’s Eugene Onegin, Lensky ends up as
the dead witness of a similar scene. It was from his grave that the ‘young
lancer’ (ulan) led the weeping Olga to the altar (ch. 6). Lensky’s Hamletic
invocation of ‘poor Yorick’ turned out to be a Hamlet-like vision of his own
sacrificial death in a duel because of a woman. Hamlet stood at the grave
with a skull in his hand, an archaic reminder both of death in general and the
need for the man’s death in the context of sacrificial love. Having learnt the
post-mortem lesson of Hamlet the son, Lensky takes the position of Hamlet
the father (the dead and forgotten husband), while at the duel he played the
part of Laertes, Hamlet’s double.

T. A. lllycmunosa
(Mockosckuti 2cocyoapcmeennsiil yuusepcumem um. M. B. Jlomonocosa)

MuiiocTh M cipaBeyIMBOCTh B nibece Y. Illexcnmpa
«Mepa 3a mepy» 1 modme A. C. IlymukuHa «AHIKEI0»
Onno3uisga MUJIOCTA U CHPABEIJIUBOCTA BO3HUKAET MHOTOKPAaTHO B
npousBeneHusx lllekcnupa, B TOM yuciie B nbecax « BeHEUMaHCKUN KyIieI
u «Mepa 3a wmepy». VIMEHHO OJTH TbECHl IIPUBJICKAOT BHUMAaHUE
A. C. [lymikrna B mocyieaHue rojpl ero xxu3Hu. aes MuinocTu, 4pe3BeI4aiiHO
3Ha4YMMas JJIsi BCErO0 TBOPUYECTBA MOATA, IMOJYYaET B €ro MO3JHUX IPOU3BE-
JIEHUSX HOBOE OCMBICIIEHUE U XYI0)KECTBEHHOE BOIUIOLIeHHe. Haunnas ¢ mo-
MBI «AHIKEI0», B HUX BCE Yallle CTABUTCA BOMPOC O COOTHOIICHUU MHJIO-
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CTH W CIPaBEUIMBOCTH (WK «rpaBocyaus»). Tak, B «KanurtaHnckoil no4yke»
Maima MupoHoBa OTHpABIISIETCS. K UMIIEpATPULE, YTOOBI «IIPOCUTH MUJIOCTH,
a He TPABOCYIUS.

Tpaauiys TpoOTUBOIIOCTABJICHUS CITPABEIJIMBOCTH U MUJIOCTH U UX TIO-
CJIEIYIOIIEro COMMKEHUsI UMEET IIyOOKHEe KOPHU B €BPOIEUCKOMN KyJIbTYpE,
O YE€M MOKHO CYAWTH MO MOIYJISIPHOMY B 3MOXY CPEIHEBEKOBbS CIOKETY, B
KOTOPOM CIOp «4eTbipex aouyepeil bora» (Mupa, mpaBabl, MHJIOCTH U CHpa-
BEIIJIMBOCTH) O cyanbe UYenoBeuyecTBa paszpemiaeTcs Onarojapsi KpecTHOU
xepTtBe Xpucra. He cinyuaiino k 00pa3y bora, criacaroniero 4yeinoBeka BMECTO
TOTO, YTOOBI OCYJIUTh €ro, 00pallaeTcss B OJTHOM U3 CBOMX MOHOJIOroB u M3a-
OeJuia, MbITAasICh CKIOHUTH AHKEN0 K MuitocTH («Mepa 3a mepy» 11.2.74-5).
B cnoBax repoeB lllekcnupa u IlymiknHa, paccykIarolux O MUJIOCTH U
CIIPABEVIMBOCTH, MPUCYTCTBYIOT MHOTOYHUCIIEHHBIE aJUIIO3UMM U SIBHBIE OT-
CBUIKH U K IIEJIOMY PsiAy APYTUX 3IMU30/0B, 00pa3oB, ctuxoB bubmuu. Cpenu
HUX U 00pa3 npoiueHHor rpemnunsbl (UH. 8:1-11), u naroe npomenue [Noc-
noaHed MouTBbl (Md. 6:9-13), u 3anoBens «He cyaurte, n1a He cyaumsbl Oy-
neTe, 100 KaKMM CyJOM CYyJWTe, TaKUM OyJeTe CyIHUMbl; U KaKOI MEpOIO0
MepHUTe, TaKOI0 U BaM OyIyT MepuTh ...» (Md. 7:1). OuepTuB ux Kpyr, MbI
YBUJUM, B KAKOM KOHTEKCTE PACCMaTPUBAIOTCS UJIEU MUJIOCTU U CIIPaBeIH-
Boctu Illekcniupom u IlymKuMHBIM, KAKUMHU CMBICJIAMHU HAIOJTHSIOTCA UX OII-
NO3ULINS U TIOCTEAYIOIIee NPUMHUPEHHE.

Tatiana A. Shustilova
(Lomonosov Moscow State University)

Mercy and Justice in Shakespeare’s Measure for Measure
and A.S. Pushkin’s Poem Angelo

Mercy and justice are frequently opposed to each other in Shake-
speare’s works, including The Merchant of Venice and Measure for Measure.
Having produced a particularly strong impression on Alexander S. Pushkin in
his later years, these two plays seem to have influenced the way the idea of
mercy (which has always been among Pushkin’s favourites) is interpreted in
his late work. It is the relationship between mercy and justice that now ac-
quires particular significance. Thus, in The Captain’s Daughter, Masha
comes to the Empress “to ask for mercy, not for justice”.

The tradition to present mercy and justice as mutually exclusive and
then to reconcile them, has a long history in European culture. An example of
this 1s a highly popular medieval plot in which the dispute between the Four
Daughters of God over Mankind’s fate is eventually settled by Christ’s deci-
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sion to take on himself the sins of the main hero and to offer himself as a sac-
rifice to God the Father. It is thus not a coincidence that the figure of Christ
who “might the vantage best have took” but “found out the remedy” is
evoked by Isabel when she begs Angelo to have mercy on her brother (Meas-
ure for Measure 11.2.74-5). Moreover, reflecting on mercy and justice, both
Shakespeare’s and Pushkin’s heroes frequently allude to a wide range of oth-
er images, episodes and verses of the Bible. Among those most frequently
evoked one can cite the story of a woman taken in adultery (John 8:1-11), the
fifth petition of the Lord’s Prayer (Matthew 6:12) and the commandment
“Judge not, that you be not judged...” (Matthew 7:1). Having defined the
range of Biblical associations most closely related to the two concepts in the
works of both poets, we will see a broader context within which the opposi-
tion and reconciliation of mercy and justice acquire a profound meaning.

A. A. Egookumos
(Mocrosckuti 2cocyoapcmeennwiii ynugepcumem um. um. M. B. Jlomornocosa)

Illexcnup B TBOpYecTBe Mo3aHero I'oroJis

H. B. T'oronsa enBa a1 MOXHO Has3BaTh SPKUM IPOJOJKATEIIEM IIEKC-
NUPOBCKUX TPAJULIUNA B pycCKOW nuteparype. B otimuune ot ero codpara mno
nepy A. C. IlymknHa OH HE MUcal HCTOPUYECKUX MbEC B AyX€ BEJIUKOTO aH-
TJIMYaHWHA, HE repepadaTbiBall €ro «IpoOJEeMHBIX Thec». TeM He MeHee, HC-
KJItoueHue ['orosis u3 UCTOpUH MIEKCIIMPOBCKOM perenunu B Poccun numaer
€€ OJIHON HEeOE3bIHTEPECHOM CTPAHULIBI.

I'orosb — OAWH U3 MHOTUX OTEYECTBEHHBIX IHCATENIEH, BHUMATEIHHO
u3yuuBlnx lllexkcnupa, HO HE MOApPAXABIIUX AHIIIMKUCKOMY mod3Ty. lllexc-
AP OTKPBIBAICSA €My IIOCTENEHHO: OT YTEHUs allOJOIe€TUYECKUX CTaTeu U
BOJIbHBIX miepeBofoB H. A. IToneBoro B «MockoBckoMm Tenerpade» K 3Ha-
koMcTBY ¢ lllekcnupoM mo-HeMenku U no-GppaHiry3cku (1o Bcei BUAUMOCTH,
nucaresb nelTalics no3HakoMuthbes ¢ [llekcnupom u B opurunaie).

3penbii ['orone Buaut B Lllekcnupe HE TONBKO MPEAMET MOKIOHEHUS,
HO U €JIVMHOMBIIUICHHUKA B OOpb0O€ 3a JYXOBHOE BO3POXKICHHE 4YeIOBEYe-
ctBa. Hecnyuaitno B mpousBenenusix ['orons 1840-x rr. oOHapyXuBarOTCs
LIEKCIIUPOBCKUE PEMUHUCLIEHIMU. B 11oame «MepTBbie NyLIn» OHU CBS3aHbI
C KJIIOYEBBIMU oOOpazamu 3Toro mnpouseaeHus. Hampumep, [lmomkuna u
[Taiinoka, 00bEAMHSIET HE TOJIBKO CKAPEAHOCTh, HO TaKXKE€ MOTHUBBI OCKOILIIE-
HUsSL U IIpelaTesbCTBa J104Yepblo. MHTEpec mpeacTaBisieT U MOPA3UTEIBHOE
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CXOJICTBO OOCIEHHBIX IIYTOK B ajpec nepcoHaxa-ckymnua y ['oronsa u llekc-
nvpa.

BepmmHo#i roroneBckux pasmbinuieHuil o Illekcnupe crana padorta
HaJl KHUTON «BbpIOpaHHbIE MecTa U3 MEPENUCKU C IPY3bsIiMU», B KOTOpoH [o-
roJIb MPEIJIOKWI KOHIENMIHWI HPAaBCTBEHHOI'O TEaTpa, BO3BEIMYMBAIOLIETO
4eJIOBEUECKOoe TOCTOMHCTBO. B riaBe «O tearpe, 00 0OAHOCTOPOHHEM B3TJIsAIE
Ha TeaTp U BooOIE 00 OJHOCTOPOHHOCTH» OH BO3paxan Trpady
A.II. Tonctomy (BrocneactBuu obep-npokypopy Casreiiiiero CunHoja),
CUMTABLIEMY TeaTp I'PEXOBHBIM yBecenaeHueM. Tearp, nosjarain ['orois, nme-
€T «HPABCTBEHHOE OJaroTBOPHOE BIMSHHE» HA 3pUTEJIEH, a MEePBbI U3 aBTO-
poB — Illekcnup. Ilucarens HE BCTYMAET B CIOPHI O BEPOUCIOBEIOBAHUU
aHIIMICKOro npamarypra: lllekcrnup 4eCTeH U OTKPOBEHEH CO CBOMM 3pHUTE-
JIEM, 4TO IIO3BOJISIET €EMY I'OBOPUTH O BeYHOU lcTHHE, K KOTOPOW Tak CTpe-
mMuiics I'orosb.

Andrey A. Evdokimov
(Lomonosov Moscow State University)

Shakespeare in Gogol’s Later Works

Nikolai Gogol could hardly be named an outstanding successor of the
Shakespearean tradition in Russian literature. Unlike his contemporary Alex-
ander Pushkin, he neither wrote history plays in the manner of the great Eng-
lishman, nor remade his “problem plays.” Nevertheless, omitting Gogol from
the Shakespeare reception in Russia deprives it of a page which is not with-
out interest.

Gogol i1s one of many Russian writers who learned Shakespeare’s
works intently, but did not imitate them. He discovered Shakespeare bit by
bit — from reading apologetic articles and loose translations by Nikolai
Polevoy in the Moskovsky Telegraf to familiarity with Shakespeare in Ger-
man and French (apparently, Gogol attempted to read Shakespeare in the
original).

In his mature years, Gogol looks on Shakespeare as not only an object
of worship, but also a confederate in the struggle for the spiritual rebirth of
humankind. It is non-random that the Shakespeare reminiscences are found in
Gogol’s works in the 1840s. In his poem Dead Souls they are connected with
the leading characters of the work. For instance, Plyushkin and Shylock share
not only stinginess, but also the motifs of emasculation and betrayal by their
daughters. The striking likeness of the obscene jokes about the niggards in
Gogol’s and Shakespeare’s plays is also of interest.
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The climax of Gogol’s meditations on Shakespeare’s works was the
book Selected Passages from Correspondence with Friends, in which the au-
thor proposed the concept of the moral theater celebrating human dignity. In
the chapter titled On the Theater, Biased Opinion on the Theater and the Bias
in General he replied to Count Alexander Tolstoy (later Chief Procurator of
the Holy Synod), who treated the theater as a sinful entertainment. As Gogol
believed, the theater exerted “wholesome moral influence” on the audience,
and the best of its dramatists was Shakespeare. Gogol does not engage in
controversy on the English writer’s religion: Shakespeare was honest and
candid with his audience, so he could speak about the everlasting Truth, for
which Gogol craved so much.

T. JI. Cenumpuna
(bawkupckuu 2ocyoapcmeeHHbll nedazo2udecKuti YHusepcumem
um. M. Axkmynnel, Yepa)

Ilexkcnupusm C. T. AkcakoBa

B cBoux crarhsix O MOCTaHOBKAaxX MIMJUJIEPOBCKUX W IIEKCHUPOBCKUX
nbec C. T. AKCakOB CO3HATENBHO CBS3bIBAN KYJIBTYPY PYCCKYIO H 3aIlaJIHYIO
B YHCTO MPAKTUYECKOM CMBICIE, PACCYKIasi O TOYHOCTU IEPEBOJOB U HH-
TEpIpPETAM HEMELUKOTO W aHIVIMHCKOrO JApaMaTyproB Ha OTEYECTBEHHOM
cuene. Eme B ruMHa3znyeckue rojibl AKCaKoB ObLI OpraHU3aTOPOM CaMo/Ies-
TEJIBHOTO T€AaTpa U COABTOPOM HEKOTOPBIX JPAMATHYECKUX COYMHEHHH, 3a-
TeM Onarojapsi Bcrpeue co 3HaMeHUThIM Tparukom . E. lllymepunsim Ak-
CaKOB MOJIyYUJI BO3MOXKHOCTh BOWTH B TeaTpaibHbid Mup IlerepOypra, a 3a-
TeM U MockBbl. OH MeYTaeT CTarb «pyCcCKMM MOJIbEPOM», TIEPEBOJIUT €T0
«IIxomy myxeit», Tparenuo «PuiokreT» s ouepenHoro oeneduca Ily-
mepuHa. CaM AKCakOB CUMTAJ, YTO €r0 UCTUHHOE NIPU3BAHUE: «TEATP U CIIe-
Ha.

Jpamatn3M rocrnoictByeTr B €ro «CeMEeMHOM XPOHUKE» MOITHYECKH,
XYJI0’KECTBEHHO U B Pa3BEPThIBAHUU KOH(MIUKTOB, U B IOCTPOCHUH CIIEH, U B
pAlE CHOKETHO-TICUXOJIOTUYECKUX MOTHUBOB, BOCXOSIINX, HA HAll B3IV, K
npamam lllexcnupa. I'1yO0KO MIEKCIUPOBCKOE TAUTCSI B UCTOPUU MOMEIIUKA
KypoiiecoBa, B ubeM 00pa3e MpOTHUBOIOCTABIECHB BUAMMOCTb U CYIIHOCTb,
BHEILHAS 100pOJeTeNb U BHYTPEHHSSI UCTIOPUYEHHOCTb.

VY AkcakoBa, Takxke kak u 'y lllekcriupa, BMecTe ¢ XxapakrepaMu B y3ei
KOH(JIMKTa «3aBS3BIBAIOTCS» MOpPAJIbHBIC, COLUAIBHBIE, MCUXOJIOTHYECKUE
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BOIIPOCHI, KOTOPBIE MCHBITHIBAIOTCS HE TOJBKO CIIOBAMU U ApTYMEHTAMH, HO
TaKKe JINHUSMH KU3HEHHOTO ITOBEICHUS, MOCTYNIKAMU U HAMEPEHUSIMH Te-
pPOEB, UX KOHEUHON HPaBCTBEHHOW MOOEA0N UITU «KPaxoMm».

Tamara L. Selitrina
(M. Akmulla Bashkir State Pedagogical University, Ufa)

Sergey Aksakov’s Shakespearianism

Sergey T. Aksakov in his articles describing performances of Shake-
speare’s and Schiller’s plays was consciously binding Russian and Western
cultures in a purely pragmatic sense, discussing the accuracy of translations
and interpretations of the German and English playwrights’ works on the
Russian stage. In his gymnasium years, Aksakov was already an organizer of
an amateur theatre troupe and a co-author of some dramatic writings. Owing
to an appointment with a famous tragedian Yakov E. Shusherin, Aksakov
was permitted to enter into the theatrical world of St. Petersburg and Mos-
cow. He had a dream to become “a Russian Moliere” and translated his play
The School for Husbands. Aksakov also translated the tragedy Philoctetes by
Sophocles for Shusherin’s benefit performance. Aksakov himself thought
that his genuine vocation was ‘“‘stage and theatre”.

The influence of drama is perceptible in general tragic intensity of The
Family Chronicle, in the acuity of the dramatic intrigue and expressive mod-
eling of the characters, in the transformation of dramatic collision and in se-
ries of plotline psychological motives, which, in our opinion, date from
Shakespeare’s dramas. Something profoundly tragic and verily Shakespeare-
an 1s lurking in the story of a landlord Kurolesov in whose figure the appear-
ance and the essence, external virtue and inherent taint are contrasted.

In Aksakov’s works, as well as in Shakespeare’s plays, psychological,
ethical and social problems are drawn into the centre of a conflict. They are
determined not only by words and arguments but also by principles of life
behaviour, deeds and intentions of the characters, their moral triumph or fail-
ure.
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K. A. Cmenanan
(’Kypnan «3namsar», Mockea)

Hpaean y Jocroesckoro u llexkcnupa

Tema noknaga — OPEACTaBICHUE KIIACCUKOB PYCCKOM W AHIJTIMUCKOU
JUTEPATYP O BO3MOXKHOCTH M cIloco0ax moOeae HajJ CMEpPThIo, HaJl 3JI0M B
YeJIOBEUECKOU Jyllie, O BEPOSITHOCTH YCTPOCHHS CUACTIMBOIO OYyIyIIEro ue-
JOBEYECTBa Ha 3emiie, B IIpejesiax 3eMHOM uctopun. TeMy 3Ty mpeanosara-
€TCSl PACKPBITh IJIaBHBIM 00pa30M Ha OCHOBE «(PAHTACTUYECKOTO paccKazay
«CoH cMemHoro yenoBeka» ®. M. JloctoeBckoro u «CHa B JIETHIOIO HOYb» U
«bypu» V. lllekcniupa. ®opMbl cHA ¥ (paHTACTUKU M3JaBHA UCTOJb30BAIMCH
B JIUTEpaType Uil MaKCUMAJIbHO TOJIHOW M CBOOOJHOM JE€MOHCTpaIliu aB-
TOPCKOTO Haeana (JIn0o sl MpeynpexaIeHHUs] O BO3MOXHOM TOPKECTBE aH-
tuuseana). Ho y nmomiuHHbIX (MeTapu3ndeckux) peaiucmos JIoCTOEBCKOro
u Illlekciupa MBI cKOpee UMEeM JIeI0 C TIIYOOKUM aHAJIM30M TPYIAHOCTEN U
NPENATCTBUM, JIEKAIIUX HA MTyTH K Y€JIOBEUECKOMY CUYACTHIO.

HaszBanubie npousBeneHuss OyAyT pPacCMOTPEHBI B KOHTEKCTE BCETO
TBOpuecTBa JloctoeBckoro u Illekcnupa (MX MEHSBIIMXCS B XOJAE€ TBOpYE-
CKOM 3BOJIIOIMU (PUITOCOPCKUX MO3UIUA U CIOCO0aX XY/I0KECTBEHHOT'O BBI-
paXEHUsI ATUX TMO3ULUM), TPEACTABICHUI O «30JI0TOM BEKE» B HCTOPUU
KYJbTYpBI, 3a/la4aX U BO3MOXKHOCTSIX UCKYCCTBa B JI€Ji€ MpeoOpakeHus dye-
JOBEYEeCKON mpuposl. BynyT mpoaHanu3upoBaHbl TaK)Ke COTJIache U CIOp
Hoctoesckoro ¢ Illekcnupom 1o 0003HaYeHHBIM MpoOIEeMaM, B YaCTHOCTH,
UX Pa3HOTJIaCH€ B TOJIKOBAaHWU 3amoBeAu «Bo3moOu OJMKHEro Kak caMoro
ce0s» (C yueToM CKa3aHHOTO MO ATOMY MoBoay B pabotax M. M. baxTtuna) u
B0OO0OIIE (heHOMEHA YEJIOBEYECKOM JIFOOBHU.

Karen A. Stepanyan
(“Znamya” Literary Magazine, Moscow)

The Ideal in Dostoevsky and Shakespeare

This paper examines how two great authors — a Russian and an Eng-
lishman — viewed such issues as the possibility and means of victory over
death and over evil in human soul; the probability of happy future for man-
kind on earth, within the limits of worldly history. These views are mainly
examined as they are expressed in Fyodor M. Dostoevsky’s “fantastic story”
The Dream of a Ridiculous Man and in William Shakespeare’s A Midsummer
Night's Dream and The Tempest. Fantasies and dreams are a traditional liter-
ary device for the most complete and free demonstration of writers’ ideals (or
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for warning about possible triumph of anti-ideals). But in case of such true
(metaphysical) realists as Dostoevsky and Shakespeare, we rather deal with
an in-depth analysis of challenges and roadblocks on the way to human hap-
piness.

The abovementioned works will be examined in the context of Dosto-
evsky’s and Shakespeare’s entire bodies of work (their changing philosophi-
cal stance as they evolved creatively and their artistic means to express that
stance); against the backdrop of the Golden Age concepts in human culture;
and with respect to the role that art should and can play in transforming hu-
man nature. The paper will also analyze how Dostoevsky and Shakespeare
agree or disagree on these issues, in particular, how they disagree in their in-
terpretation of the “Thou shalt love thy neighbor as thyself” commandment
(considering what Mikhail M. Bakhtin said on the subject) and in general, in
interpreting the phenomenon of human love.

JI. I'. I[lonomapésa
(Omckas cocyoapcmeenHas 0o1acmuasn HayuyHas budiuomexa
um. A. C. Ihwkuna)

Ilexcnup B kpyre uyrenus ®. M. JlocTtoeBckoro

[lepBbiit onbIT camocTosTennbHOro urenuss @. M. JlocroeBckuii oopeTa-
€T B MYIIKUHCKYIO 3M0XY: 3TOT 3HAYUTENbHBIN (DaKT 10 CUX TOp OCcTa€Tcs Oe3
kommeHTapueB. Emé JI. I1. I'poccman B 1919 1. otmewan, yTo UMEHHO U3 re-
HUQJIBHOI'O YMUTATEINIsI POXKAAETCS T'€HUAIbHBIM nucaresb JloctoeBckuil. by-
Jy4d BIYMYHUBBIM YMTaTelIeM XKypHaia «bubnuorexka st ureHus», B 1834—
1836 rr. rOHBIN JlOCTOEBCKUI IMOTrPY»KaeTcsi B OrPOMHBIM MUP KHHT, TIE B
0co0oM KOoHTeKcTe Bo3HMKaeT uMs lllekcnupa (B Aokiane 3ToT ¢akT Oyaer
BIIEpBbIE MPOsICHEH). YCnoBHO 1834—1835 rr. MOKHO CUMTATh HA4YaJIOM CH-
CTEMHOT'O CTaHOBJICHUSI YUTATEIBCKOI0 Mupa J{oCTOEeBCKOro, Korjaa BCE 3Ha-
YUTEIBHOE, YTO MOSBISETCS HAa KHWKHOM pbIHKE Poccuu, monanas B 4yuTa-
TEIBCKUN (POKYC mucaTessi, TBOPUECKH MpeoOdpakaeTcsi B €ro XyA0KECTBEH-
HOM MHPE.

['maBHas nenp I0KIIa1a — MOKa3aTh B3aMMOJAECHUCTBHE YUTATEIBCKOTO H
XyJIOKECTBEHHOT0 MHpa J[OCTOEBCKOro Ha MpPUMEpPE TPEX NPOU3BEICHUIN
(«bennbie moanm» — «becbk» — «bpaTba KapamaszoBb»), B KOTOPBIX «pycC-
CKMM MHP» OTYACTH NPOCBETISAETCS €BAHTEIBCKHM CBETOM, IOTOMY YTO B
HEM npucyrcrByer Llekcnup.

41



Bo mMHOrom cBoi onbIT yteHUs: JJOCTOEBCKHAM BOCIIPOU3BOIUT B KpPyre
yreHus Jlesymkuna, rae «llymkun — I'orons — Illekcniup» — 310 Ta «cu-
CTeMa KOOPAUHAT», B KOTOPOU MPOUCXOAUT caMooIrpeaeaeHue apropa «ben-
HBIX Jtojei». Toapko TOT ynTarens (0 CyTH TeHUaNbHBIM, Kak caM [{ocTo-
€BCKHI1), KTO IPOHUKHETCS UCTUHHBIM COYYBCTBHEM K CTpajaHusaM JleByii-
KMHA, YBUJUT Y’KAaC €ro «ramyIeTOBCKONM MUHYTBD» («BbITh MM HE OBITHY),
KOTOpasi pa3BOpAUMBAETCS HE KaK BBICOKAsl TpareAus (HEeT madoca cioB), HO
KaK 0e3MOJIBHAasi KOMMUYECKU CKOpOHas HelenocTh. B nmoknage Oyner nmokasa-
Ha KOMIIO3ULIMOHHAsl CTPYKTypa MPOU3BEACHHUS, KOTOpasi MO3BOJISAET aBTOPY
yepe3 «ramMJeTOBCKYH MHUHYTY» 3aIllyCTUTh «MEXaHW3M» IIOHUMAHUs TOTO,
noyeMy IIyImkuH nIpuHAT «CcepaedHO», OT '0rois NpouCXoauT «Cyaopora», a
[lekcniup orropraercs. JIeBylKUH — «TramJIETOBCKAM I'€pOi» B OPUTHUHAIb-
HOI TBOpUYECKOl MHTepnpeTanuu J{ocTOeBCKOro, KOTOPhId HE MOrudaer, HO
IPOJIOJKAET KUTh, HOO €ro cepIy OTKpbUIaCh UCTHUHA: «OT CKOpPOM IpOHC-
XOJIUT TEPIIEHUE, OT TEPIEHUS ONBITHOCTh, OT OINBITHOCTH HAJEkKIa, a
HAJeXK/1a HE MOCThDKAET, MOTOMY 4YTO J000Bb boxkus u3nwiach B cepaua
Haimuy Jlyxom CBsThIM, faHHBIM Ham» (Pum. 5:3,4).

B «becax» Illekcriup nmomoraer JJ0CTOEBCKOMY pa3BEPHYTh CTPALIHYIO
KapTuHY 371a. JlocToeBcKuii-aBTOp (ONMupasich Ha CBOM ONBIT YyUTaTENs) ¢ 0O-
JIE3HEHHBIM HAIIPSHKEHUEM HILET TOHAJIBHOCTh NOBECTBOBAHUS O MHpE, T
VCKa)KE€HA MPUPOJIa B3aUMOOTHOIIEHUNW OTLA U ChIHA, YUYUTENS U YUYCHUKA U
T. a. Tonkuii 3narok lllexkcrnupa, Crenan TpoduMoBHY, €IUHCTBEHHBIH, KTO
MO-IIIEKCITUPOBCKH MPO3peBaeT o0pa3 «0ecoB» («3/1ech OyIeT KOHEIy, B JI0-
KJIaJIe 3TOT acleKT OyJeT pa3BepHYyT), B XyJ0KeCTBEHHOM Mmupe Jlocroes-
CKOI'0 HE CTAHOBUTCS TPATMYECKUM I'€pPOEM, OH, TAK K€ Kak U J[eBylIKUH, 3a-
JlaH KaKk O€3MOJIBHBIN HeJenblii koMuueckui repoil. Hamx HuMm cmescs, mo
JIETKOBEPHOCTH, €r0 YUYE€HUK, AHTOH JIaBpeHThEeBUY, KOTOPOMY OBLIO CyXke-
HO IpO3peTh mocie cMeptu yuurtend. OH CTAaHOBUTCA aBTOPOM XPOHHUKH
«CTPaHHBIX COOBITHI», KOTOpas MpPOHW3aHAa MHTOHALIMEN MOKasHUA Iepes
YeJIOBEKOM, HaJl KOTOPbIM CMESUIUCh B TOT MOMEHT, KOTJa €ro JIylia npeobl-
Bajla B COCTOSIHMM y>Kaca OT TIOHUMAaHUs, B Kakyto 0e3aHy Bc€ apuxercs. [1o
€ro MHMHKE, jKecTaM, OOphIBKaM (h)pa3 XpOHHUKEp MbITAETCSI BOCCTAHOBUTH
«BUACHUE» «KOHIA», IOMHS MOCJIEAHUE ciaoBa yunuTtens («5 Hagerch Ha MO-
JOJIOCTh Balller0 HEMCKYIIEHHOTO cepjuay). JJocToeBCkHil reHnanbHO mpe-
oOpaxkaeT TIyOHHY «IIEKCIIMPOBCKOT0» BUACHUS MHpA €BAHTEIBCKUM TEK-
CTOM.

B nenom, yuutsiBas pabotsl 0. /1. JleBuna, H. B. 3axapoBa u ap., B
JoKiaae OyIeT chejaHa IMONbITKA MPOSICHUTH BOMPOC, YTO CamMo€ TJIaBHOE
U1 TeHranbHoro yurarens Jlocroesckoro B mupe lllexkcnupa, 4To OH Kak
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nucareiab 00eperaeT OT «TOJIbD» M COXPAaHSAET B YUCTOTE U CUJIE IS «IIPO-
HULIATENBHOTO YUTATEISD» B MPOCTPAHCTBE PYCCKOrO MUPA.

Larisa G. Ponomaryova
(A.S. Pushkin Omsk State Regional Research Library)

Shakespeare in Fyodor Dostoevsky’s Range of Reading

Fyodor M. Dostoevsky began reading independently during the Push-
kin epoch: until now this important fact is still uncommented. As early as
1919 Leonid P. Grossman noted that it was out of a reader of genius that
Dostoevsky, a writer of genius, was born. Being a thoughtful reader of a
magazine Library for Reading in 1834-1836, the young Dostoevsky dipped
into the vast world of books, where in a particular context the name of
Shakespeare appears (this fact will be cleared up for the first time). We can
tentatively consider the years 1834—1835 the beginning of systemic devel-
opment of the reader’s world of Dostoevsky, when all the works of consider-
able importance that appeared at the book market of Russia reached the focus
of the writer’s attention and was creatively changed in his artistic world.

Our main aim is to show an interaction between the reader’s and artistic
world of Dostoevsky by the example of his three works (Poor Folk — De-
mons — The Brothers Karamazov) where “the Russian world” is partly
brightened up by the evangelical light, because Shakespeare is present in it.

By and large, Dostoevsky renders his experience of reading in the read-
ing circle of Devushkin, where “Pushkin — Gogol — Shakespeare” 1s “a sys-
tem of axes” in which self-determination of the author of Poor Folk occurs.
Only the reader (in fact as ingenious as Dostoevsky himself) who is imbued
with a true sympathy to Devushkin’s sufferings can see the horror of his
“Hamletian minute” (“To be or not to be”), which develops not as a high
tragedy (for there is no pathos of words here), but as a speechless comically
mournful absurdity. The paper will show the compositional structure of the
work that gives an opportunity to the author by means of the “Hamletian mi-
nute” to start up a “mechanism” of understanding why Pushkin is accepted
“heartily”, why Gogol causes “spasm”, whereas Shakespeare is being reject-
ed. Devushkin is a “Hamletian hero” in Dostoevsky’s original creative inter-
pretation who does not perish but continues to live, because the truth opened
to his heart: ““...tribulation worketh patience; // And patience, experience; and
experience, hope: // And hope maketh not ashamed; because the love of God
is shed abroad in our hearts by the Holy Ghost which is given unto us” (Ro-
mans, 5: 3-5).
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In Demons Shakespeare helps Dostoevsky to unfold a terrifying picture
of evil. Dostoevsky, the author, resting upon the experience of his reader,
with painful tension looks for a tonality of narration about the world where
the nature of relations between father and son, between teacher and disciple,
etc. 1s distorted . Being a connoisseur of Shakespeare, Stepan Trofimovich,
the only one who with Shakespearean insight sees clearly the image of “de-
mons” (“it will be the end here”; this aspect will be further developed in the
paper), does not become a tragic hero in the Dostoevsky’s artistic world; he,
like Devushkin, is assigned as a speechless absurd comical hero. Being gulli-
ble, Anton Lavrentyevich, his disciple, laughed at him, and was destined to
see the things clearly after the teacher’s death. He becomes the author of the
chronicle of “strange events”, which is penetrated by the intonation of re-
pentance before the man who was laughed at at the moment when his soul
fearfully understood what a great abyss everything is moving to. By the ex-
pression of his face, by his gestures and scraps of phrases, the chronicler tries
to recollect the “vision” of the “end”, keeping in mind the last words of the
teacher (“I rest my hopes on the youth of your inexperienced heart”). Dosto-
evsky ingeniously transfigures the depth of “Shakespearean” worldview by
adding the evangelical text.

As a whole, taking into consideration the works by Yuri D. Levin, Ni-
kolay V. Zakharov and others, the author will make an attempt to clarify the
issue of what 1s the most important for Dostoevsky as an ingenious reader in
the world of Shakespeare that he as a writer protects from the “crowd” and
keeps in purity and strength for the “acute reader” in the space of the Russian
world.

A. B. Koumenésa
(Huoicecopoockuti 2cocyoapcmeennsiil yuusepcumem um. H. U. Jlobauesckozo
[Hayuonanvnuiii uccnedosamenvckuii yuusepcument/)

Bausinue tBopyecTtBa YuibsaMma lllexcnmpa na ¢gopmupoBanue
3aMbICJIa, 00PA30B IIABHBIX I'€POEB M CIOKETHBIX JIMHUI pOMaHa
®D. M. JloctoeBckoro « Mamor»

UYepHoBble 3anucu pomaHa «Mauor» colxep:kar CBUAETEIbCTBA BIIUS-
HUSI BCEMHUPHO U3BECTHOI'O AHIJIMKWCKOIO JApaMaTrypra Ha TBOPYECKUU IMPO-
1[ECC CO3JaHUsI POMaHa «O ITOJ0KUTEJIBHO MPEKPACHOM YenoBeke». HeonHo-
KpaTHOE YIIOMHWHAHWE MMEHM aHTJIMMCKOTO aBTOpa, (PUKCUPOBAHUE JIAT €Tr0
JKU3HU, UCIIOJIb30BAHUE MMEH IIEKCIIUPOBCKUX I€pOEB, a TAKKE IPAMOE U
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HenpsiMoe UTHpoBaHue mhec [llekcrnupa — Bce 3TO CBUIAETENBCTBYET O 3HA-
YUTETFHOM MecTe TBopuecTBa lllekcmmpa B mpoliecce poXKICHUS pOMaHa.
Mps1 OepeM Ha ceOs 3a7auy pacCMOTPETh Pe3yJIbTAThl ATOTO BIUSHUSA, SIBUB-
IIMXCS KaK B HOBBIX T€POSX U CIOKETHBIX XO/IaX PAHHUX YEPHOBUKOB, TaK U B
OKOHYATEJIbHOM BapuaHTe pomaHa. He MeHee HMHTEPECHBIMH TPEACTAIOT
ONMM3KOe CpaBHEHHE KaHOHMYECKOTO0 TEKCTa POMaHa C OPUTHHAIBHBIM TEK-
CTOM KOHKpeTHBIX mpousBeaeHuii lllekcrupa u comocraBieHne TEKCTa Opu-
TMHAJIA C IepeBOAOM, 3HaKOMBIM @. M. JTocToeBCKOMY.

Angelica V. Kontelyova
(Lobachevsky State University of Nizhny Novgorod
— National Research University)

Shakespeare’s Influence on the Process of Creation of
Dostoevsky’s The ldiot

The drafts of the novel The Idiot contain the evidence of the fact that
Shakespeare’s works had had influence on the process of creation of this
novel “about a positively fine person”. A few references to Shakespeare’s
name, the record of his life dates, the use of Shakespearean characters’ names
and direct and indirect citing of Shakespeare’s works are such proofs. In this
paper, we will try to determine the results of this influence, which appeared
not only in the new images and plot schemes of the early drafts of the novel,
but also in its final version. Another aim of our paper is to compare the origi-
nal Shakespeare’s texts and their certain translations known to Dostoevsky
with the text of the final version of The Idiot.

H. D. Mukenaoze
(Mockosckuti 2cocyoapcmeennsiil yuusepcumem um. M. B. Jlomonocosa)

IIpo6siema yesnoBeyeckoro aeiicreus B «I'amiiere»

B pycckoii kputuke (A. A. I'puropneB — JI. C. Boirorckuii — )

B nokmane paccmaTpuBaeTcs MPEEMCTBEHHOCTh B TOHUMAHUM 3HA4e-
HUASA  TEMbl  YEJIOBEYECKOro  JaeuctBus B Tpareaun  «[ammer»
A. A. I'puropeeBbim B cepeaune XIX Beka u JI. C. Beirorckum B roasl Ilep-
BOM MHUPOBOW BOWHBI. B 00enx «uurtaTeabckux» (B TEPMHUHOJIOTUU BBIroT-
CKOT'0) MHTEPIPETALHUSIX, OTYACTU BAOXHOBJIEHHBIX COBPEMEHHBIMU UM TE€aT-
padbHBIMHA NTOCTAHOBKaMH, «l amiIeT» IPOYMUTHIBAETCA B LIEJIOM KaK Tpareaus
poka. Oco3HaHWE JOBJEIOLIEW HAJ HUM BOJA POKA SBIAETCA NPUYUHON
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«beccunust Bosim» ['amera (y ['puropeeBa) U «0e37eHCTBOBAHUS) TEpOs
(y Beirorckoro). Ho ecnu ['puropbeB BHauase BEIBOAUT CaM POK U3 CIa0OCTH
["amnera, a 3aTeéM MOHUMAET €r0 BIIOJHE TPAIUIIMOHHO, TO BhIrOTCKMI 000-
3HAYAET MPABALILYIO BCEM B TPArelIW CUIY KaK «PEJIUTHUI0 CMEPTU» WM HC-
TUHY CMEPTH.

AHanM3upys TEMY YEJIOBEUYECKOTO NENCTBUS B Tpareanu «I amier», aB-
TOp CTaTbH, ONUPASICh HA NPEAIIECTBEHHUKOB W OTTAJIKUBAsICh OT HUX, MPE/-
JaraeT MHOE BHUJCHHE IMIEKCIUPOBCKOTO pEIIEHUsS 3TOW MeTaduanyeckon
poOJIEMBI.

Natalia E. Mikeladze
(Lomonosov Moscow State University)

Question of Man’s Action in Hamlet in Russian Criticism
(Apollon Grigoryev — Lev Vygotsky — )

The metaphysical problem of man’s action in the world is a question of
the main importance in Shakespeare’s Hamlet. The paper analyzes two basi-
cally connected interpretations of Hamlet “with this regard” proposed by
Apollon A. Grigoryev in the 19th century and by Lev S. Vygotsky in the be-
ginning of the 20th century and tries to reveal some other aspects of the prob-
lem essential in Shakespeare’s time.

E. A. Bapramosa
(Capamosckuii 20cy0apcmeeHHblll yHUepcument)

«Crennoit Kopoas Jlup».
HNurepnperanusa mexkcnuposckoro muga y Typrenesa n banb3aka

B nepenoMHbie MOMEHTHI KU3HHU OOIIECTBA, B MEPHO]I aKTUBHOM Iepe-
OILICHKH 1IEHHOCTEH Ha MepBbIH IJIaH BCETJa BHIXO/ISAT OOIIEUEIOBEUESCKUE KOH-
(bIUKTBI, U3 KOTOPHIX OJHUM U3 CaMbIX OCTPBIX SBJISETCS KOH(DIUKT OTILIOB U
nereit. «Crennoit Kopons JIup» — TypreHeBcKuil MHBApUAHT MEKCIIMPOBCKOM
TpareJuu 0 HECYaCTHOM OTIIE U HeOJaroJapHbIX JOYEPSX, Pa3MBIIUICHUE O Ce-
Mbe, 00 OCOOCHHOCTSIX HAIlMOHAIBHOIO XapaKTepa U MEHTAIUTETa, O IyTH pa3-
Butusa Poccum B mepuon napcrBoBanus Asnekcannapa I OcBoboaurtens u ero
«Benmukux pedopm». C TOUKU 3peHUS BOCTIPUSATHS IEKCITUPOBCKOTO MU(a Typ-
reHeBckasi moBecTh (1870) craHoBUTCA elie Oo0jiee MHTEPECHOW MpU €€ COTOo-
CTaBJICHUH ¢ Oasib3akoBCKUM pomaHoM «Oter ['opuo» (1834), Takke Bocxo-
JSAIIAM K W3BECTHOM TpareAuu aHrJIUKUCKOro apamarypra. OCHOBBIBAsSICh Ha
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OJTHOM M TOM XK€ croxere, moectb «Crennoit Koposb Jlup» u poman «Otenn
["opuo» ecTecTBEHHBIM 00Pa30M OKa3bIBAIOTCSA CXOKUMH MEXITY COOOM.

Onnako, U TypreHeBckas U Oalb3aKOBCKas TPakTOBKM Muba oOHapy-
YKMBAIOT OYEBUIHBIE AHAJOTUU B CBOMX NMPUHLMIIHUAIBHBIX OTJIMYMIX OT MC-
XOJIHOTO MarTepuajia — HauyMHasi C CHUCTEMbl XYJI0)KECTBEHHBIX 0Opa3oB
(Hanpumep, orcyTcTBUe Kopaennu — mo0siiiei 1 npeIaHHon 104epH) U Xa-
pakTepoB U 3aKaHUYMBas U30paHuEeM (POpPMBI MPOU3BEACHUN (AMUUYECKUE KAH-
pei). IlpumeuarensHo, uro u B moBectu U. C. TypreneBa u B pomaHe
O. banp3aka apamaTHyYecKU€ aKIEHThl CMEIIEHbI B 00JaCTh OOBEKTUBHBIX 3a-
KOHOB >XM3HU 0o01iecTBa. CuTyaluu, B KOTOPOil oKkazaiuch XapioB u ['opuo,
CTaHOBSITCA 3aypsiAHBIMM, a IMOBEACHUE, MOJOOHOE TOCTYNKaM HUX JI0Yepei,
IPOTUBOPEYAIIEE NCKOHHBIM YEIOBEYECKUM HOPMaM, CTAHOBUTCS OOBIICHHBIM
apineHueM. B XIX crosetun ceMenHble Ipambl YyTPAYMBAKOT CTATyC «Tpare-
JIUW» U COCTaBIIAIOT «IMpo3y» ku3HU. [Ipo3a-conepkanue TpeOyeT u cooT-
BeTCTBYIOIIEH (hopmbl BbipakeHusi. Bocripunumas tparenuto Illexcnupa kak
«mu@ Hooro Bpemenn», TypreneB u baiib3ak yKka3pIBatOT Ha €ro SBOJIIOLMIO B
XIX Beke, Ha €ro JBWKEHHE BO BpeMeHH. COBIAJICHHUS] B TPAKTOBKE IIEKCIIH-
pOBCKOU cuTyanuu y TypreHesa u banbp3aka CTaHOBATCS OTPAKEHUEM UCTOPU-
YeCKOW OCHOBBI BOCHPHUSATHS IIEKCTIUPOBCKOTO «MH(ay.

Elena A. Varlamova
(Saratov State University)

A King Lear of the Steppes.
Shakespeare’s Myth as Interpreted by Turgenev and Balzac

Universal human conflicts emerge to prominence during the turning
points in society’s life, when values are being reappraised. One of the most
acute of such conflicts is the one between generations. A King Lear of the
Steppes is the Turgenev’s variant of Shakespeare’s tragedy of a miserable fa-
ther and his ungrateful daughters; it is the commentary on the family, nation-
al character, mentality, on the ways of Russia’s development during the reign
of Alexander II the Liberator and his Great reforms. From the point of view
of the Shakespearean myth, Turgenev’s story (1870) becomes even more in-
teresting when compared to the novel by Balzac Le Pére Goriot (1834) which
can be also traced back to the famous tragedy by the British playwright.
Based on the same plot, the King Lear of the Steppes story and Le Peére
Goriot appear naturally similar.

However, Ivan S. Turgenev’s and Honoré de Balzac’s understandings
of the myth reveal obvious analogies in their principal divergence from the
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original, starting from the characters system (the absence of the loving and
devoted daughter Cordelia, for instance) and their personae and up to the
chosen form (epic genre). It is noteworthy that in both Turgenev’s story and
Balzac’s novel the objective laws of the society’s life are dramatically accen-
tuated. The situations of both Kharlov and Goriot become ordinary, and their
daughters’ behavior, which contradicts fundamental human norms, becomes
common. Family dramas lose their tragedy status in the 19th century and be-
come prose, which requires a relevant wording. Turgenev and Balzac, per-
ceiving the Shakespeare’s tragedy as the myth of the Modern age, focus on
its evolution in the 19" century and its development in time. Similarities in
the Turgenev’s and Balzac’s understanding of the situation described by
Shakespeare appear to be reflections of the historical background of perceiv-
ing the Shakespeare’s myth.

B. b. Cmupenckuu
(Uncmumym nayunou ungopmayuu
no oowecmeennvim Haykam PAH, Mocksa)

«KopoJusb Jlup» u gpamaryprus Yexosa

Cpenu nurepatypHbix cBsizeil B nbecax A. I1. YexoBa Hanbonee Bax-
Hast U noctositHHas — Y. lllekcnup. Ero BiausgHHWE MOXKHO TPOCIEAUTH Ha
YPOBHE CHOXKETA, MPOTOTUIIOB MEPCOHAXKEMN, OTAECIBHBIX TEM, MHTEPTEKCTY-
albHBIX CBA3€H ¢ mepeBojamu. HabOmromaeTrcss kak mpsiMoe, TaKk M CKPBITOE
uutupoBanue. Bmusnue «Kopoma Jlupa» B mepeBoae A. B. pyxuHuHa
MOJKHO TIPOCIIEAUTh B psae npousBencHuit HYexosa. Tak, B KOHIE 3TrOAA
«JIebequnas necus (Kanxac)» akrep CeernoBunoB u cyduep Hukura lBa-
HBIY pa3bIrpeiBatoT ciieHy u3 «Kopons Jlupa» Bo BpeMs HOUHOM OypH U rpo-
3bl, KOTJIa CTapbli akTep BOOOpaXkaeT ceds 00e3/10JeHHBIM JIMpOoM, y KOTOpO-
0 HUKOT'O HE OCTAJIOCh, KPOME BEPHOIO LIYTA.

B BogeBune «O Bpene Tabaka» MoHosIOr HioXMHA CONEPXKUT ompee-
JIEHHBbIE COBMAJCHUS C peYaMH U KE€CTaMH YHUKEHHOIO U OCKOPOJIEHHOIO
JIupa [Hroxun. O, kak ObI st XO0Tea HUYero He noMHuTh!.. Kak Obl 51 X0TEN CO-
pBaTh ¢ ce0st AITOT MOMIBINA ppadyuIiko <...> (cpvigaem c cebs ¢pax) Bot Te-
oe! (Tonuem ¢pax) Bor tebde! Crap s, O6enen, xanok... // Jlup. Borp de-
n0BbKb, Kakb OHB ecTh — ObaHOE, rosoe, IByHOroe KUBOTHOE... [IpoYb Cb
MeHst Bce uyxoe! ([[Iymy) Dii! pacrernu 3abes. (Peemn cv cebs niamve.)
(111, 4)].

Menee uzyueno BiausHue «Kopons Jlupa» Ha apamy «Tpu cectpbi».
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Mexnay Tem, Hartama, cJIOBHO BBINIOJIHSS ClOKeTHbIE PyHKUMU Peransl u ['o-
HEpWIbH, BeAeT OOphOy 3a BIAcTh B JIOME, M3TOHSS MPEKPACHbIX M 0Oe33a-
mUTHBIX cectep. U 3aeck ee crmoBa «f mobmo B poMe nopsaook! <...> g
3Hat0, Ymo 20-60-pio» [cp. «llopsodox 6ynem cobmonarts...» (I'onepuibs); «A
3Hat0 mo, ymo 2oseopio» (Perana); u nip.] 0003HaYaIOT 3TOT TJIABHBIN CIOKET-
HBIi MOTHB.

Baxnyto ponb urpaet YeOyToikuH: BbinodHas ynkuuu Lllyra, o ro-
BOPUT >KECTOKYIO MpaBay, coodmaeT cectpaM o pomanuuke Haramwu c I1po-
TOTIONOBBIM, J1a€T COBET AHIPEIO B3ATh B PYKHM MaJKy M YWTH U3 1oma. He
MEHEee CHJIbHOE BIIEYATIEHUE NMPOU3BOJAT TEKCTyalbHbIE COBIAJEHUS CaMbIX
NO3TUYHBIX MOHOJIOroB — Jlupa u cecrep B (QuHanax: «Mel cmanem
acumo... <..> Cyautb 0 maunou cywHocmu Bemiei...» (Jlup) // Byoem
arcumy!.. (Onpra) «...HUKaKux He Oynet matin...» (UpuHa) u T. 1.

Vadim B. Smirenskiy
(Institute of Scientific Information on Social Sciences,
Russian Academy of Sciences, Moscow)

King Lear and Chekhov’s Dramaturgy

The most important literary relation in Anton P. Chekhov’s works is
William Shakespeare. We see his influence in Chekhov’s plots, prototypes,
themes and intertextual links with the translations of Shakespeare. There are
both direct and indirect citations. The influence of King Lear (in Alexander
V. Druzhinin’s translation) can be traced in a number of works by Chekhov.
For instance, at the end of a dramatic study entitled Swan Song (Calchas) ac-
tor Svetlovidov and prompter Nikita Ivanych play out the thunderstorm scene
from King Lear, when the old actor fancies himself to be a wretched Lear left
with no-one around except the faithful Fool.

Nyuhin’s monologue in vaudeville On the Harmfulness of Tobacco
shows certain resemblance to speeches and gestures of the humiliated and in-
sulted Lear [Nyuhin. Oh, I wish I could remember nothing!.. How much I
would like to rip off this vile tailcoat <...> (Tears off his tailcoat). Take that!
(Tramples the tailcoat) Take that! I'm too old, poor, pitiful... // Lear. Thou
art the thing itself: unaccommodated man is no more but such a poor bare,
forked animal as thou art. Off, off, you lendings! come unbutton here.—
(Tearing off his clothes). (111, 4)].

The relations between King Lear and Three Sisters have not been fully
described yet. Natasha, as if performing Regan’s and Goneril’s functions,
fights for power in the house, driving out her beautiful and defenseless
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sisters. Her words, “I like order in a house! ... | know what I-am-talk-ing-a-
bout" [cf., “...the fault / Would not 'scape censure...” (Goneril; I, 4); “I
speak in understanding; you are; I know't...” (Regan; IV, 5); etc.] denote the
main plot motif.

Chebutykin also plays an important role. He says the brutal truth the
same way the Fool does. He informs the sisters of Natasha’s romance with
Protopopov and advises Andrei to wander off like a nomad. The intertextual
coincidences of the most poetic soliloquies of Lear and the sisters in the de-
nouements are no less impressive. Cf., ““...so we’ll live <...> And take upon's
the mystery of things, // As if we were God's spies...” (Lear; V, 3) // “We will
go on living” (Olga); “...and there won't be any mysteries...” (Irina); etc.

JI. C. Apmemvesa
(Huoicecopoockuti 20cyoapcmeenHblil YHUugepcumen um.
H. U. Jlobauesckozo [HayuonanvHuiii ucciedosamenbCkuii yHugepcument/)

Anmo3un Ha apamarypruio Hlexkcnupa B npo3se A. I1. YUexoBa

1890-x rr.: «npaBuJia npedepeHuNn» B HACHTH(PUKALUY KAHPA

N3yuenue ocobenHocrteil peneniuu TBopuecTBa lllexcriupa B Poccun
UMeEET JIaBHIO Tpaauluio. [IpobieMa uHTEpripeTalluy MIEKCIUPOBCKUX TEM,
uzaei, oopa3zoB B TBopuecTBe A. I1. YexoBa Takxke HEOJTHOKPATHO MPHUBJIEKA-
Ja BHUMaHME HccienoBarene. Mexnay Ttem, aHamu3 npo3sl 1890-x rr.
(«Ctpax», «IlamaTta Ne 6») mokaspIBaeT, YTO AJUIIO3UM HA KAHPOBBIE JIOMH-
HaHTHI Ibec [llekcnupa B CIOKETHBIX CUTyalUsX NOBECTEW M paccka3oB Ye-
XOBa CYIIECTBEHHO M3MEHSIOT KaHPOBYIO CTPYKTYPY IPO3aHMYECKUX MPOU3-
BeneHuid YexoBa. K wuccimenoBaHuio pe3ysbTaToB TpaHCPOPMALMU HaMU
MPUBJICUCHA KOHIIETIHS «IpaBuil npedepeHum» (3. CronabCKu).

Bri6op Habopa npaBui npedepeHIy OCyIIeCTBISETCS Ha MEePICNTHUB-
HOM ypoBHe. [Ipu uccienoanuu peuenunu YexossiM TBOpuecTBa lllekcnu-
pa BaXXHO YUYUTBIBATh, YTO AJUTFO3UM HA JApPaMaTypruio MpeicTaBIsSIIOT cOOOM
(dbopMy BBIpaXEHHUSI HE TOJBKO MO3UIIMHM PACCKA3UMKa WM MEPCOHAXKa, HO U
«HAWBHOTO» YHUTATEJNsI, KOTOpasi MOKET ObITh BhIpa)K€Ha MUMIUIMIUTHO. Tak,
€CJIH, C TOUKH 3peHus nopectsoparens «llamater Ne 6», «['amner» llekcrinpa
ABJISIETCA APAMOM, a HE TpareAuein, MOCKOIbKY, COTJIACHO €r0 BOCHPHUSTHIO,
pa3BUTHE KOH(IUKTA MbEChl Pa3BOPAYMBAETCS BOKPYT BHELIHErO MPOTHBO-
CTOSIHUSI OOCTOSITEILCTBAM, & HE BHYTPEHHET0 OOpEHUs Irepos, U, COOTBET-
CTBEHHO, CaM Iepoil BUJIUTCA €My HEPEIIUTENIbHBIM U CJIa0bIM, TO IMIEKCIIH-
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POBCKHE aJUTIO3UM U PEMUHHCLICHIIMU B MOBECTU OYIyT yKa3blBaTh UMEHHO
Ha TaKO€ BOCIIPUATHE MbECHI: KaK IPaMbl, & HE TPareuu.

Takum oOpa3om, aHanu3 ammo3uid Ha «['amnera» B mposze UYexosa
1890-x rr. MO3BOJISIET PACIIMPUTH HAIllE MPEJICTABIEHHE O CBOEOOpa3uu 4e-
XOBCKOM MOATUKH, KaHPOBOH creruduKe ero nposbl, B CTPYKTypPe KOTOPOit
JTOMUHHPOBAII «IPaMaTypPrU4eCKHUiD» CTHIIb MBIIUICHUS ITACATEIIS.

CIIHCOK JINTEPATYPhI
Jlosunckas, E. B. (2002) Jluteparypa kak mbiuieHue: KoruutusHoe
auteparypoBegeHue Ha pyoexe XX—XXI BekoB : AHanuTuueckuid 0030p /

[lentp rymanut. Hayd.-uH(popm. uccien. Ota. nureparypoBeaeHus. M. :
NMHUOH PAH. 160 c.

Liudmila S. Artemieva
(Lobachevsky State University of Nizhni Novgorod
— National Research University)

Allusions to Shakespeare’s Plays in Chekhov’s Stories of the 1890s:
“Preference Rules” as a Way of Genre ldentification

The peculiarities of reception of Shakespeare’s works in Russia have
been the object of many studies. The problem of interpretation of Shake-
spearean themes, ideas, images in Chekhov’s works has attracted the atten-
tion of researchers. The analysis of the stories of the 1890s (“Fear”, “Ward
6”) shows that the allusions to genre dominants of Shakespeare’s plays in
plot situations in Chekhov’s stories essentially change their genre structure.
We approach to the problem by means of the “preference rules” method (E.
Spolsky).

Preference rules are chosen on the level of perception. Studying Che-
khov’s reception of Shakespeare’s works, it is important to take into consid-
eration that the allusions to the plays represent not only a narrator’s or a char-
acter’s point of view, but the one of a “naive” reader, which can be expressed
implicitly. If from the point of view of the narrator of “Ward 6” “Hamlet” is a
drama, not a tragedy (as, according to his perception, the conflict develops as
an external confrontation with the circumstances but not as the character’s in-
ternal struggle, and the character himself is seen as indecisive and weak),
then Shakespearean allusions and reminiscences in the story reveal this par-
ticular way of the perception of the play.

Thus, the analysis of the allusions to “Hamlet” in Chekhov’s stories of
the 1890s widens our understanding of the peculiarity of Chekhov’s stories
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and their genre specificity, as in their structure the “dramaturgic” style of the
writer’s thinking prevailed.

REFERENCE
Lozinskaya, E. V. (2002) Literatura kak myshlenie: Kognitivnoe litera-
turovedenie na rubezhe XX-XXI vekov [Literature as Thinking: Cognitive
Literary Studies at the Turn of the 20th—21st Centuries] : An Analytical Re-
view / The Center for Humanities Scientific and Information Research. The
Department of Literary Studies. Moscow, The Institute of Scientific Infor-
mation on Social Sciences Press. 160 p. (In Russ.).

Pooonvgho Tpabykku
(Ilapmckuu ynusepcumem, Umanus)

«IleByumii oces» JIuauu JIMmuTpreBHbl 3UHOBLEBO-AHHNOA:
«J1oBoJIbLHO cMmenas peMuHUcTCKaA nepenenka Hlekcnupay»

Jloknan mocesuieH carupuueckon apame «lleByuuit océ€m», HamucaH-
Holt JIunueit JImutpueBHoit 3unoBbeBON-AHHMOAN (1865/66—-1907) B 1907 T.
Jpama npencrasiger codoid, o ciioBa [lamensr J[9BUACOH, «JI0BOJIBHO CMe-
ayro pemuHucTcKyo nepenenky lllekcnupa, ciayallylo caTUpOM pyCcCKOIo
CUMBOJMCTCKOro kaHoHa» (Davidson, 1996: 163). B kxpaTkoM BCTyIUJIEHUU B
oO0mux 4eprax OyayT MpeCTaBieHbl OMOTpaPUUECKUN KOHTEKCT PabOThI
(3poTHUECKU ONBIT MyXa J3UHOBbeBOW-AHHMOAN BsuecnaBa HMBanoBa
[1866—1949] ¢ Cepreem MurtpodanoBuuem I'oponenxum [1884—1967] u
TJIaBHbIE MUILIEHHU, MPOTUB KOTOPBIX 3Ta carhpa Oblia HampaBlieHa (Teopus
Beunoit sxenctBenHoct B. C. CosioBb€Ba, 0COOEHHO B MHTEPIIPETALIUM PYC-
CKMX CHMBOJIUCTOB M JuoHUCHICKUH KynbT B. Banosa). CoobuieHnue npea-
JIOKUAT BO3MOXKHOE MPOYTEHUE MPOU3BEACHUS HAa (JOHE TBOPUECKOTO Pa3BU-
TUs 3WHOBbEBON-AHHUOAN. BynyT nmpoaHanu3upoBaHbl TJIaBHbIE MHTEPTEK-
CTyaJIbHbIE CTPATErMH, UCIOJb30BAHHBIE aBTOPOM IIPU CATUPUYECKOM IIEpe-
nuckiBaHuU «CHa B JIETHIOIO HOUb». Takke aBTOp 00paTUT BHUMAaHHUE Ha He-
KOTOPOE CXOJCTBO MEXIY mnepcoHaxamu «lleBydyero ocia», COOTBETCTBYIO-
HIEM KOMITAHUU PEMECIEHHUKOB-aKTOpOoB kKomeauu lllexcnupa n ydacTHUKa-
MU BCTpeu «apy3eil ['apuza» (Tak Ha3blBAIM HEOOJIBIION JIMTEPATYpPHBIN
KpY>KOK, coOupaBiuiica B «0amHe MiBanosa» B 1906 1.).

OCHOBHBIE TE3UCHI:

° [IpousBenenust 3uHOBbeBON-AHHMOAN «Tpuamare Tpu ypomaay,
«Tparnueckui 3BepuHen» U «lleByunit 0CE€m» MOKHO CUMTATh TPUIOTHEM,
MOKa3bIBAIOIIEH MOCTETICHHYIO MepepadoTKy Teopuid MiBaHOBA.
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o Hcnonb3oBaHne MEKCITUPOBCKON pabOThI O JIIOOBU UMEJIO 11EJIbIO
CATUPUCTUUECKOE TIPOUYTCHHE CUMBOJHUCTCKOTO TIOHATHS O JIIOOBU W
KEHCTBEHHOCTH.

° Bo3moxHa nHTEepnpeTanusa AeucTByomux Jul «lleByyero ociay
M COOTBETCTBYIOIIEHM KOMIAHUU  PEMECICHHHKOB-AaKTOPOB  KOMEIUU
[Ilexcnimpa Kak caTUpbl Ha BCTpeud «apy3ei ['aduza», mpoucXOAuBLINX B
«bamne MBanosa» B 1906 1.
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Rodolfo Trabucchi
(University of Parma, Italy)

Lidiia Dmitrievna Zinov’eva-Annibal’s The Singing Ass:

“A Rather Daring Piece of Feminist Rewriting of Shakespeare”

The paper deals with the satirical drama The Singing Ass (Pevuchii
osel), written in 1907 by Lidiia Dmitrievna Zinov'eva-Annibal (1865/66—
1907) and representing, in the words of Pamela Davidson (one of the few
scholars who have paid some critical attention to the drama) ““a rather daring
piece of feminist rewriting of Shakespeare, adapted to satirize the Russian
symbolist canon” (Davidson, 1996: 163). A brief introduction will outline the
biographical background of the work (the erotic experiment carried out by
Zinov'eva-Annibal's husband Vyacheslav 1. Ivanov [1866—-1949] with the
young poet Sergey M. Gorodetsky [1884—1967] and the main targets, which
the satire was aimed at (the Solov'evian and Symbolist representations of the
Eternal womanhood, the erotic theories of V. Ivanov). A possible
interpretation of the play in relation with Zinov'eva-Annibal's artistic
development will be provided. The paper will mention the main intertextual
devices exploited in the satirical rewriting of Shakespeare's A Midsummer
Night's Dream. Lastly, we will submit an interpretation of a group of The
Singing Ass's characters as a satirical representation of the so-called Hafiz's
Tavern, the name given to a series of meetingsS held at Ivanov's “Tower” in
1906.

Our main theses are as follows:
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o Zinov’eva-Annibal’s works Thirty-Three Monsters (Tridtsat' tri
uroda), The Tragic Menagerie (Tragicheskii zverinets) and The Singing Ass
(Pevuchii osel) can be considered a trilogy showing the author's progressive
reconsideration of V. Ivanov's theories.

o The use of a Shakespearean work concerning eros to satirise the
Russian Symbolist view of love and womanhood.

o A possible interpretation of the actors troupe in The Singing Ass
— reproducing the one of the mechanicals in Shakespeare's original — as a
satire of the meetings of the so-called Hafiz's Tavern held in Ivanov's
“Tower” in 1906.

REFERENCE
Davidson, P. (1996) Lidiia Zinov’eva-Annibal's The Singing Ass:
A Woman’s View of Men and Eros. In: Gender and Russian Literature: New
Perspectives / ed. by R. Marsh. Cambridge, Cambridge University Press. Pp.
155-183.

A. C. Axumosa
(Uncmumym muposoui aumepamypol um. A. M. I'opvxoeco PAH, Mockea)

IlekcnnupoBckue 00pa3bl B CTUXOTBOPEHUH
b. JI. IlacrepHaka «YpPOKH aHIJIHHCKOI0»
[ITexciupoBckue o6Opa3pl B mo’3uu b. [lacrepnaka 1910-1920-x rr.
ONpeNeNIM UX MMOHUMaHue B Oojiee MO3AHUX IepeBojax Tpareauil «lam-
ae™» (1940) u «Otemno» (1945). CtuxoTrBopeHue «YPOKU aHTIHMHCKOTO)
(1917) crano mepBbIM IIaroM K ocMbiciieHnio oOpaszoB [lezgemonsl u Ode-
auu. B CTUXOTBOpEHUH ONIYIEHHE OOPEYEHHOCTH MEPENAHO MPHU MOMOIIU
aJTUTEpallii U aCCOHAHCA, a TAKXKE aHArPAMMHUPOBAHUS MMEH repouHs. Ha
oburHocTh cyaed eznemonsl u Odenun ykaszpiBaeT aHahOPUUECKUN TTOBTOP
«Korna ciayunnoch neTh <...>» U TeMa CMEPTH, BOSHUKAIONIAs B UX MECHSX.
JlezneMoHa mpu3HaeTcs, YTO BECh JIEHb €€ MPEeCIeayeT MEeCHs CIy>KaH-
KU €e MaTtepu, 0OMaHyTOl BO3Mt00JeHHBIM. OIHAKO B MEPEBOJ HIEKCIIUPOB-
ckont tparenuu b. JI. [TactepHak BHEC psAJ HE3HAUYUTEIbHBIX U3MEHECHUN: TeE-
POUHS CUAUT HE MOJI «Sycamore tree» (I1aTtaH), a Mo KyCTOM Y OOpbIBa; HET
onucanus ee ¢purypsl («Her hand on her bosom, her head on her knee») u
YIOMHUHAHUS O TUPJSHAE U3 LBETOB, KOTOpas SIBISETCA YCTOMYUBBIM 00Opa-
30M CTApUHHOW aHTJIMKCKON Oaiansl. LleHTpanbHblii 00pa3 NecHu — UBa, B
AQHIJIMKUCKOU KYJIbTYpE — CUMBOJI II€YaJIy U CTPaJaHuM, BBI3BAHHBIX IOTEPEN
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BO3JIIOOJIEHHOTO MM O€30TBETHOM JIOOO0BBIO, U OJMH U3 OCHOBHBIX CTPYK-
TYpPHBIX JIEMEHTOB Oajliaji, 4acTo BcTpeuaroniuiics B pedpene: “Sing all a
green willow // Shall be my garland”. DToT 00pa3 Bo3HHMKaeT B pacckase
I'eptpynbl o rubenun Odenun.

CruxoTrBopeHne «YpPOKH aHriaumickoro» u nepeson «lammera» 1940
roja o0bEUHSET HE TOJBKO TpakTOBKa oOpasza Odenun, HO U PsiJ HIOAHCOB
(OyKBaJIbHBIN MEPEBO aHTIIMICKOTO «trophiesy — «Tpoden»).

Odenus y b. JI. IlacrepHaka — 4uCTOE CO3/laHKME, HEBUHHAS KEPTBA,
CUMBOJI KpacoTbl, XPYNKOH M JIparolieHHOW, KOTOopas oOpeueHa Ha THOelb.
B mogo6HON TpakTOBKE MPOCIEKHUBAECTCS, MPEXKAE BCETO, TPEMETHOE OTHO-
mienne [lacTepHaka K KeHIIMHE, KOTOpasi TOYTH BCETAa B €ro MO33UH U TIPO-
3¢ — )kepTBa. Bo3M0kHO, mo3TOMY B O0Jiee TTO3HEM MEPEBOJIEC TPareauu OH
ocTajicsl BEpeH CBOEMY OHMMAaHHIO 3TOro oOpa3a. BeposiTHO, B ero nmoHuma-
HUU XapakTepa TepOMHM Halllla OTpakeHue W Tpanuuus Bocupusatus Ode-
JIMHA B PYCCKOU KYJIBTYpE.

B «Ypokax aHriIuiiCKOro», M B BBINIOJHEHHBIX IIO3JHEE MEPEBOIAX
[lexkcrimpa IlacTepHak moxa3biBaeT KpoTtocTh Jlesgemonbl u Odenuu, ux
CMHUpPEHHE U OJIaroCIOBEeHHUE KU3HU HaKaHYHE THOeIH.

Anna S. Akimova
(M. Gorky Institute of World Literature,
Russian Academy of Sciences, Moscow)

Shakespearean Images in Boris Pasternak’s Poem English Lessons
Shakespearean images in Boris Pasternak’s lyrics of the 1910s—20s
would later lead to his famous translations of Hamlet (1940) and Othello
(1945). The lyrical poem English Lessons (1917) was his first step to the
conception of female characters, Desdemona and Ophelia. Through allitera-
tion and assonance, the early poem renders a sense of doom, and the common
fate of the two heroines is emphasized by the anaphora in the first stanzas:

‘When it was Desdemona’s time to sing... When it was Ophelia’s time...’
Desdemona admitted being haunted by her late mother’s maidservant’s
favourite tune (the latter had been slighted by her lover). As a translator of
the tragedy, Pasternak introduced a few meaningful changes. His Desdemona
does not sit by a ‘sycamore tree’, the location is an nameless bush by a ra-
vine; the translator also omitted her posture (‘Her hand on her bosom, her
head on her knee’) and mention of the flower garland that definitely goes
back to the scanty imagery of traditional English ballad. The central image of
the song 1s a willow-tree, which served as a symbol of love pangs in English
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culture, brought about by the loss of a sweetheart or by unshared love, and
the following is a major ballad-shaping image (in refrains): ‘Sing all a green
willow // Shall be my garland’. The image features in queen Gertrude’s ac-
count of Ophelia’s death.

The early poem and the 1940 translation of Hamlet share the approach
to Ophelia and a few other features.

Pasternak’s Ophelia is a pure heart victimized, a beauty doomed to per-
1sh. This was a reflection of Pasternak’s tender treatment of woman as such,
who nearly always acts as a victim in his verse and fiction. Thus, he retained
this approach in his later interpretation of the character. This must have been
related to the traditional Russian perception of Desdemona in Russian cul-
ture.

Both in English Lessons and in the translations, Pasternak emphasized
the meekness of Desdemona and Ophelia, their humility and blessing of life
on the threshold of death.

H. U. IIpozoposa
(Kanysicckuu eocyoapcmeennuiti yrusepcumem um. K. 3. [Juonxkoeckozo)

I'ycras llIner kak peaakrop, nepeBoAYUK
1 komMeHnTarop Ilexcnupa

I'ycraB I'ycraBoBuu Illnmer (1879-1937) — yueHbld Tparudyeckou
CyZIbOBI, Ubsl ACSATEIbHOCTh OTMEUEHA MOPA3UTENIbHBIM YHUBEPCAIU3MOM U
MHOTOIpaHHOCThIO. Puiocod, NCUXOJIOT, TEOPETUK UCKYCCTBA, MEPEBOTUHK
XYJI0’KECTBEHHOM U PuiocoCcKoil IuTepaTypbl, OH Ha JOJITUE JECATUIICTHUS
ObLJI HACWJILCTBEHHO BBIYEPKHYT W3 HAlllell KyJIbTYpPHO-UCTOPUUYECKON Mamsi-
ta. U eciu ceituac MO>XHO TOBOPUTH 0 Bo3Bpaiuenuu Llnera-punocoda, ubu
¢unocodckre Tpyabpl MHTEHCUBHO u3aatoTcs HaunHas ¢ 90-x rr. XX Beka, To
€ro JESITeNIbHOCTh NEPEBOAUNKA XYA0KECTBEHHOM JTUTEPATYPhl U KOMMEHTA-
TOpa 3aI1aHOEBPOINENCKON KIIACCUKH BIUIOTH 10 MOCIEAHETO BPEMEHU OCTa-
BaJlach IO CYIIECTBY HEM3BECTHOM HE TOJBKO IIMPOKOMY UUTATEIN0, HO U
crenuaiucTaM-ryMmanutapusim. Cutyanuio u3Menuia nyonukamus B 2013 r.
TOMa THUCEM, JOKYMEHTOB, nepeBojoB I'. Illmera, cBsI3aHHBIX C HacleaueM
[llexcninpa. YHUKaJIBHBIA MaTepUal 3TOr0 TOMA, COCTABJIECHHOTO HAa OCHOBE
apXUBHBIX MaTepuayioB U noarorosiieHHoro T. I'. IllenpuHoit 10O3BOISET siC-
HEE INPEACTaBUTh, KaK CKJIAAbIBAICS MCTOPUUYECKUM 00pa3 «COBETCKOTO
[lexcniupa» U Kakue HUJEOJOTHYECKUE TUCKYCCHHM Pa3BEPTHIBAINCH BOKPYT
€ro IMPOU3BEICHUN.
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Ocoboro  BHUMaHUS  3acCiy’KMBaeT  MOyOJIMKalMs  MHEPENHUCKU
A. A. CvupHosa u I'. I'. [llneta, AByX IJIaBHBIX PEIAKTOPOB MEPBOrO COBET-
CKOTO MOJIHOTO u3aHus npousBeneHuid lllekcnupa, pabota Hal KOTOPHIM
Hayanach B 1933 r. 1 KOTOpOE 0Ka3aJ0Ch BAKHBIM COLMAIBHBIM U KYJIBTYp-
HO-MUCTOPUYECKUM COOBITUEM COBETCKOW SMOXHU. JTH MUChbMa UHTEPECHBI HE
TOJIKO TE€M, YTO B HHX 3asBJICHbl M3JATEJIbCKUE MPHUHIUIBI MyOJIUKAIUU
[Ilexciupa, HO TEM, YTO B HUX CXBAa4€HAa MHTOHALIUS BPEMEHH, B KOTOPOM
YKUBYT €TO MEPEBOTYNKN U PENAKTOPBL. 3aMEeTUM, 4TO nocie apecta [llnera B
1935 1. ero uMs yxe He 3HAYUIIOCh B KQUECTBE TNIABHOTO PEIAKTOPA U MEepe-
BOAYMKA B BhIlIeameM B 1936 r. nepBom 1o cuety (V) Tome coOpanuii coun-
Henui Illekcrimpa.

He menpmmii uHTEpEC MpenCTaBIAOT pa3padoTtaHHbie lllmeroMm cos-
MecTHO co CMHUpPHOBBIM IUJIaH M3JaHusl coOpanus counHeHud Illekcnupa u
oOlIMe MPUHLMIBI XYyA0KECTBEHHOTO MEPEBOJIa, COXPAHSIONIUE CBOIO AKTY-
aJBHOCTh U JIJISI CETOJIHSAIIHUX JUCKYCCUM 1O 3ToM npoobneme. [lyOnukanus
nepeBoaa Illnerom «MakbeTa» MO3BOJIIET YBUIIETh, KAK €0 TEOPETUUECKUE
IIPUHLMIBl PEATU30BBIBATIMCH B XYyJO0KECTBEHHOW mpakTuke. llmer Takxke
UCIIOJIB3YET ISl pACCMATPUBAEMOTr0 U3AaHUSI OCOOBIM — repMEHEBTUUECKUIN
— TUI KOMMEHTAapus, KOTOPBIA OH CUUTAT HEOOXOIUMBIM ISl psiia MpOu3-
BEJCHUN MUPOBOU JIUTEPATYPHL.

Nadezhda |. Prozorova
(K. Tsiolkovsky Kaluga State University)

Gustav Shpet as an Editor, Translator and
Commentator of Shakespeare

Gustav G. Shpet (1879—-1937) was a scholar of tragic destiny whose ac-
tivities are marked with wonderful diversity and universality. Being a philos-
opher, psychologist, theorist of art, translator of philosophical works and fic-
tion, he was erased by force from our historical and cultural memory. And if
we can witness now the return of Shpet the philosopher whose philosophical
works have been intensively edited since the 1990s, his work as a translator
of fiction and commentator of European classical literature up remains essen-
tially unknown not only to the ordinary reader but even to the professionals.
In 2013 this situation changed with the publication of a volume of Shpet’s
letters, documents and translations connected with Shakespeare’s heritage.
The unique material of this volume (based on the archival data, collected and
edited by T. Shchedrina) gives us an opportunity to realize the ways of the
development of the historical image of “Soviet Shakespeare” and the nature
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of the ideological discussions concerning Shakespeare's works more distinct-
ly.

The publication of letters by Alexander A. Smirnov and G. Shpet, the
two co-editors of the first Soviet complete edition of Shakespeare's works
who began working on it in 1933, is of special importance. These letters are
extremely interesting not only because of their editorial principles, but also
since they so well capture the time Shakespeare’s editors and translators lived
in. It is worth mentioning that when the first volume of the edition of Shake-
speare's Complete works was published in 1936, Shpet (who had been arrest-
ed in 1935) was not mentioned in it as editor and translator.

Not of lesser importance is the edition plan drafted by G. Shpet togeth-
er with A. Smirnov, and the general principles of literary translation that re-
main topical for contemporary discussions of the issue. The publication of
Shpet’s translation of Macheth demonstrates the way his theoretical princi-
ples of translation found its way into his practice. For this edition, Shpet also
used a special (hermeneutical) type of commentaries, which he considered
necessary for a number of works of world literature.

K. U. IInomnukos
(Uncmumym muposou iumepamypol um. A. M. I'opvxozo PAH, Mocksa)

OcBoenne gpamarypruu llexcnmpa B 1930-¢ rr.:
METO/bI M MOJXXO0bI

B nuteparypoBeeHUM COBETCKOTO MEpHOJa HAy4YHbIE MOAXOIbl K
Hacineauto  Illexkcnmpa ObuUIM  OTMEUYEHBI  TOCIOJACTBOM  BYJIbIapHO-
cormosiornyeckoro meroaa. KiroueBbiMu purypamu st JIUuTepaTypoOBejie-
HUS NEPBbIX coBeTCKUX JieT Obutn A. B. Jlynauapckuii u B. M. ®@puye. Bos-
neicTBre O(GUIIMANIbHOM METOJOJIOTUU HUCIBITHIBAIM BCE JUTEPATYPOBEIBI
0e3 uckiatoueHus (B ToM uuciie, A. A. CMUPHOB, aBTOp LIMPOKO M3BECTHOM
kHuru «TBopuectBo Illexkcnupa» 1934 r., akTyanu3upoBaBIIEN JUCKYCCHIO
BOKpyT JIpamatypruu lllexcnupa).

[IpucranbHoe BHUMaHue K lllexcnnpy Bo3HuKaeT B Havyasie 1930-x rr.
U OBbUIO BBI3BAHO OOIIMM MHTEPECOM K HACIIEIUIO KJIACCUYECKUX aBTOPOB B
COBETCKOM Tearpe. PackpbIBaeTcs LeNblid psiJl HOBBIX TEM B MHTEpIpETaIluU
[lexcniupa, Hanpumep, HapoaHOCTh U uctopusM lllekcnupa B padborax co-
BeTckux wuccienosarenein (JI. M. JIeoHOB) cTaHOBHUTCS aKTyalbHOM TeMOU
JUIsl «<HOBOTO 3Tara» B OCBOCHUM U MEPEOCMBICIECHUU ApaMaTrypruu. OJIHaKo
B T€ K€ I0/ibl BOBHUKAJIU aJIbTEPHATUBHBIE «IOJABOJHBIE» TEUEHHUs, € pac-
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KPBIBAIUCh HEUTpaJIbHBbIE (B OTHOIIECHWU WJICOJOTMHU) HAy4YHBIE MOIXOIbI.
C oHOM CTOPOHBI, 3TO TATa K KYJIbTYpPOJOTHYECKOMY U CyTry0o HCTOpHYe-
ckomy uccienoBanuto padbot lexcriupa (C. 1. KpkuxkaHoBCKkHit), ¢ Apyrou,
Pa3BUTHUE «KYJIBTYPHO-UCTOPUYECKOW» TEOPHUH B PAMKAX U3YUYEHUS IICUXOJIO-
ruun uckycctpa (JI. C. Boirotckuii, ero cratbst « Tpareaust o ['amnere, npuHiie
JlaTckom» u3 KHUTH «lICUXO0IOTHSI HICKYCCTBAY).

3ajada OKJIaa — aHAJUTUYECKOE MPENCTABICHHUE JTAlOB PA3BUTHUSA
opUIIMAIBHON COBETCKOW JIMTEPATypOBEAUYECKONW TMO3UIIMU B OTHOIIEHUU
npamarypruu Illexcnupa, a Takke aHaIN3 HEOPUIIMATBHBIX UCCIETOBAHUIN
[Ilekcniupa, UMEBIIUX IJISI CBOETO BPEMEHU PEBOJIOLMOHHBIN CMBICII, aKTy-
aJIbHBIN U CEeroIHsl.

Konstantin I. Plotnikov
(M. Gorky Institute of World Literature, Russian Academy of Sciences)

Mastering Shakespeare’s Drama in the 1930s:
Methodology and Approaches

Approaches to Shakespeare’s heritage in the literary criticism of the
Soviet period were usually done within the “vulgar sociology” method. The
main figures in the literary criticism of the first Soviet years were Anatoly V.
Lunacharsky and Vladimir M. Friche. All literary critics without exceptions
suffered the influence of the official methodology (including Alexander A.
Smirnov, the author of the well-known book Shakespeare’s Art that was pub-
lished in 1934 and re-ignited the discussion of Shakespearean drama).

The focus on Shakespeare emerged at the beginning of the 1930s and
was provoked by common interest in classical authors’ legacy in Soviet thea-
tre. A variety of new topics in Shakespeare’s interpretation arose, e.g. the na-
tional character and historicism of Shakespeare’s works, which became topi-
cal in the “new period” of studies of his drama (Leonid M. Leonov).

Meanwhile, exactly in the same years alternative “underground” trends
emerged, which developed the approaches neutral to the Soviet ideology.
There was a tendency towards a culturological and strictly historical study of
Shakespeare’s oeuvre (Sigizmund D. Krzhizhanovsky), on the one hand, and
the development of ““cultural and historical” theory in the studies of the psy-
chology of art (Lev S. Vygotsky, in his article The Tragedy of Hamlet, Prince
of Denmark from his book The Psychology of Art), on the other.

The goal of this paper is to present the periodization of the attitudes
within the official Soviet literary criticism toward Shakespearean drama and
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also to analyze the unofficial research, which had a revolutionary meaning
for those years and remains important nowadays.

0. b. Opruyxuu
(Poccutickuti 2cocyoapcmeenHbvili 2ymMaHumapuslil yuusepcumem, Mockea)

IlexcnupoBcKUe 0TT0JI0CKH
B TBOpUecTBe Ajiekcanapa Konaparosa

[Toat nenunrpaackoro anaerpaynHaa Anexcaniap Muxannosuu Kon-
nparoB (Connu Konpazg; 1937-1993) Bouien B HCTOPUIO HOBEHIIEH pyCCKOU
JUTEpPATypbl MPEXKAE BCETO KaK HEUCTOBBIM 3KcnepumeHTtarop. Hacnenme
[Ilexcninpa UCIIONB3YETCS UM KaK HENPEPEKAEMBIN XYA0KECTBEHHBIM aBTO-
PUTET U OJJHOBPEMEHHO — KaK OOBEKT MPOHHUM, HAIIPaBICHHON HA MPUMHU-
TUBHO-CXEMAaTUYECKOE BOCIIPUATHE €r0 TBOPYECTBA B COBPEMEHHOW COBET-
CKOM KYJIBTYpE.

O6pa3el llekcniupa 3aHUMAIOT TJIABHOE MECTO B JIBYX IPOM3BEIICHUSIX
Konpana: cruxorBopennn «Map (cnaiin «Otemio»)» u3 mukina «[IMJI —
[Mamstaukn MupoBoi auteparyps» (1970-1980 rr.) m gpamaTudeckoro
aTioga «PopruHOpac, npuHil HopBexkckui» (1970), cHabXkEeHHOTro XapakTep-
HBIM aHPOBBIM 0003HAUYECHHEM «TpareJusi B CTUXaX, C MPOJIOTOM, TpeMs aK-
TaMW U OJHUM SIIAJIOIOM, HAIIMCaHHAs B MPOJOJDKEHUE Tparequu “Iammner”,
na0bl KCTPEOUTH B HEW BCEX OCTABLIMXCS B AKUBBIX).

CruxotBopenue «MaBp» HamucaHo B J0O0uMoN KoHIpaToBbIM TEXHHU-
Ke OpaxuKkoJioHa (caM OH Ha3bIBaJl MX ClaiJlaMH) U TIPEJCTaBIISIET COOOM Te-
pecka3 Cro’keTa 3HAMEHUTOM Tpareuu, B KOTOpOM M30paHHas TEXHHUKA M03-
BOJISIET MMOJYEPKHYTH IPAMATU3M U SIMOLMOHAIBHOE HANPSHKEHUE OPUTHHANIA.

«DopTrHOpac, TPUHI] HOPBEKCKUID HACBHIIIEH LIUTATAMHU U3 PYCCKOU
JUTEPATypbl U MAPOAUPYET B MEPBYIO OYEPEAb PYCCKYIO PELEIIMUIO Tpare-
h117078

O6a mpousBeneHus, BXoAs B 30J0TOM (DOHJ JIUTEpaTypbl HOBEUILIETO
PYCCKOTr0 aBaHrapa, JEMOHCTPUPYET OTHOLIEHHUE 3TOr0 TEUYECHUS K UIIESIM U
o0pa3aM BEJIMKOT0 aHTJIMKUCKOrO JipaMaTypra B TECHOM CBSI3M C UX BOCIPUS-
THEM O(ULIMATIBHON U OBITOBOM KYJbTYypol cepearHbl XX BEKa.
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Yuri B. Orlitsky
(Russian State University for the Humanities, Moscow)

Shakespearean Echoes in the Works of Alexander Kondratov

In the history of contemporary Russian literature, Alexander Mikhailo-
vich Kondratov, an underground poet from Leningrad (Sandy Konrad, 1937—
1993) is remembered as a fierce experimenter. He looked at Shakespeare’s
heritage as both an unquestionable artistic authority and as an object of irony,
which, however, really targeted the primitive and schematic treatment of
Shakespeare in Soviet official culture.

Shakespearean imagery is central in two texts by Conrad: a poem The
Moor (“Othello” slide) from the Monuments of World Literature Cycle
(1970s—1980s); and a dramatic sketch Fortinbras, Prince of Norway (1970),
explained by the author as “a tragedy in verse, with a Prologue, three Acts,
and one Epilogue, done as a sequel of Hamlet in order to get every remaining
survivor exterminated”.

The Moor was written in Kondratov’s favorite brachicolon (the author
preferred the term “slide”). It is a retelling of the famous tragedy, with the
chosen poetic technique emphasizing the dramatism and the emotional ten-
sion of Othello.

Fortinbras, Prince of Norway is full of quotes from Russian literature.
Its parodic thrust focuses primarily on the Russian reception of Shakespeare’s
tragedy.

Both texts by Kondratov have entered the treasury of the contemporary
Russian avantgarde literature. They illustrate this movement’s engagement
with the ideas and imagery of the great British playwright as it happened,
closely linked to the perception of Shakespeare by the official and everyday
cultures of mid-20th century Russia.

I I Hwumbaesa
(bawxupckuii cocyoapcmeentulll yHugepcumem, Yga)

TpaBecTusi LIEKCMUPOBCKUX 00pa30B B JIUTEpaType
pycckoro noctmoaepuusma (B. Epodees, B. IlesieBun)
Jluteparypa mocTtMoAepHHU3Ma JIETEPOUBUPYET TPAIULMOHHBIE KYJlb-
TypHbIE€ APXETHUIIbI, MATUCTPAIIbHBIE CIOKETHl U BEUHbIE 00pa3bl — OaHaIM-
3aruu noasepriuck daycr, Jlon Kyan, Jlon Kuxot. B atoMm psany Haxogurcs
u Illexcnup xak MudoTun M repoil XyJoxkecTBeHHOM nurepaTypbl («Ha
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coJiHIle He moxoxu. Mctopus mobosHoi xu3nu [llekcniupa» 3. bepkecca,
«IToxomubiii rocioguu lexcriup» P. Hast u n1p.), 1 mekcnupoBckue o0passl,
KOTOpBIE MapoJUiHO mepeocMbIciisitoTest («UepHslit npuHipy A. Mephok,
«Pozenkpann u ['mnbaencrepn mepteb» T. CTonmapaa u ap.).

Pycckue mocTMOIEpHUCTHI CIEAYIOT OOLIEMY BEKTOPY Pa3BUTHS, KOT 1A
UHTEPTEKCTYyaIbHO BOBJIEKAIOT B aTMOc(epy Oypliecka MUPOBYIO KIACCUKY U
[lexcniupa ¢ ero reposamMu B ToM uuciie. [loctMoaepHUCTCKHl OypiaecKHbIN
HMIEKCIIUPOBCKUI JTUCKYpC xapakTepusyeTr pomanbl B. EpodeeBa «MockBa —
[lerymku» u B. IleneBuna «Generation “II”».

B. EpodeeB co3naer cBoro Bepcuto pycckoro I'amiiera — «[amiera
MockoBckoro yesna». OTBepras IEeKCIMPOBCKYH0 KOHIIENIHUIO TPArn4ecKoro
KAaK T€POUYECKOTO, OH MPOTUBOIIOJIAracT €l KOHLENIUI0 TPAaru4ecKoro Kak
OBITOBOI MOBCEIHEBHOCTH B IIIyTOBCKOM MCIIOJIHEHUH U MPOU3BOJIUT 3aMEHY
raMJIETOBCKOT'O «OBITh UJIM HE OBITH) Ha BEHUUYKUHO «IIUTh W HE TTUTHY.

B. IleneBuH, packpbIBaroui TalHbIE MEXaAHU3Mbl MAHUITYJIUPOBAHUSA
YeJIOBEUECKMM CO3HAHMEM CpEACTBAMU MaccoBOW uHOpManuu, [gaer
HarJISIIHOE TPEICTaBICHUE O MYTAX M crnocodax OaHanM3aluH HIEKCIIHPOB-
CKHX 00pa3oB B peKJiaMe.

Huanor B. Epodeesa u B. IleneBuna ¢ lllekcnupom AEeMOHCTPUPYET,
KaK MPOUCXOIUT IMOCTMOJIEPHUCTCKASI TPABECTUSL TBOPUECKOTO HAciaeauss AH-
rauiickoro bapna.

Galina G. Ishimbaeva
(Bashkir State University, Ufa)

Travesty of Shakespearean Characters in Russian
Postmodern Literature (Venedict Erofeev, Victor Pelevin)

Postmodern literature deheroizes traditional cultural archetypes, invari-
ant plots and eternal images, such as Faust, Don Juan and Don Quixote. In
this context Shakespeare is treated as a mythic type and fictional character
(Nothing Like the Sun: A Story of Shakespeare's Love Life by Anthony Bur-
gess, The Late Mr. Shakespeare by Robert Nye, etc.), and Shakespeare’s im-
ages are parodically reconsidered (The Black Prince by Iris Murdoch, Rosen-
crantz and Guildenstern Are Dead by Tom Stoppard, etc.).

Russian postmodernists follow the general development vector intertex-
tually involving the world classics and Shakespeare’s characters in particular
into the atmosphere of burlesque. Venedict Erofeev’s Moscow-Petushki and
Victor Pelevin’s Generation "IT" are characterized by postmodernist bur-
lesque Shakespeare’s discourse.
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Venedict Erofeev creates the Russian Hamlet’s atmosphere as a “Ham-
let of the Moscow uezd”. He rejects the concept of the tragic as the heroic
and sets it against the view of the tragic as the everyday augmented by the
humorous. He replaces Hamlet’s “To Be or Not to Be” with Venichka’s “To
Drink or Not to Drink”.

Disclosing the secret mechanisms of human consciousness manipula-
tion by mass media, Victor Pelevin vividly presents the ways of Shakespear-
ean images’ banalization in advertisements. Venedict Erofeev and Victor
Pelevin’s dialogue with Shakespeare demonstrates the postmodernist travesty
of the English Bard’s creative heritage.

H. B. Hlununosa
(IIpasocnasnwiii Cesimo-Tuxono8cKutl
eymanumapuuli ynugepcumem, Mockea)

IIlekcnupoBCKUE AJTIO3MHM B PYCCKOA3BIYHOM
¢panTacTtuueckoit sureparype 1990-2010-x rr.

[{enbro JaHHOTO JIOKJIA/Ia SABJISIETCS KpaTKUil 0030p COBPEMEHHOM pycC-
CKOSI3BIYHOM (DAHTACTUUECKOM JTUTEPATYPBI, KOTOPAsk UCHOJIb3YET TEMBI U 00-
pa3bl NIEKCIUPOBCKUX NMbEC KAK MCTOYHUK BJOXHOBEHUS W aJUIIO3UH. XOTS
YIOMSIHYThIE B pa0OTE MPOU3BEJICHUS TPAJULIMOHHO OTHOCAT K KaHpy (aH-
TAaCTUKH, JAJIEKO HE BCE OHM COAepKaT (PaHTACTUYECKHUI 3JIEMEHT; TJIaBEeH-
CTBYIOIIIMM IIPUEMOM CTAHOBUTCS THIUYHO IMOCTMOJEPHHUCTCKAS UTPA C TEK-
ctoM. «lllekcnmpoBCKUN TEKCT» MPEAOCTaBISIET MIMpPOYANIINI HabOp BO3-
MOYKHOCTEH JJ1s IIEPEOCMBICIICHUS.

Tak, B pacckaze Nubl ['onaun «B oxunannu @optuHOpacay» mpejiara-
€TCS UPOHUYECKAs penHTepnperanus «l amiera», ¢ IEPEHOCOM JIEUCTBUSA B
COBPEMEHHYIO /[aHHMIO M MCIIOIB30BaHUEM, HApSAAy C IIEKCIIUPOBCKUMH, al-
mo3uil u3 apamatyprun C. bexkkera u T. Cronmapna. Pacckas He Is Gone
Haranmbun Pe3aHOBOM, Takke OCHOBaHHBIM Ha croxkere «l'ammiera», peKoH-
CTPYUpPYET COOBITUSI TpareAuu ¢ TOYKU 3PEHUSI HEKOEro BTOPOCTENEHHOTO
NIEPCOHAXKa, OKA3bIBAIOLIETOCA TaWHBIM KYKJIOBOJOM W JIBUTATEJIEM UHTPUTH.
[pyroe mnpowusBeneHue TOro xe asTopa, «Turpsl BepoHbl», MEpPEHOCUT
MIEKCIIUPOBCKUX T'€POEB B MCTOPUUECKH MpaBaomnoo0Hyro WUranmuio snoxu
KOHJOTHEPOB. BeuHbIil BOIIPOC aBTOPCTBA MIEKCIUPOBCKUX MbEC U MpodIemMa
HEM30€KHOCTU POKJICHHS IIEIEBPOB 3aTparuBatoTcs B mosectu Asekcest Ka-
nyruHa «Jleno 06 apxuBe Yuunbsima Illexcriupa». Pycckas mocTtMoaepHUCT-
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CKasl JIUTEPATypa TAKKE MCHOJIb3YET TAKUE TUIMYHO IIEKCITUPOBCKUE MOTH-
BbI U IIPUEMBI, KAK MOTUB 0€3yMHUs U TBOWHUYECTBO MEPCOHAKEM.

Natalia V. Shipilova
(St. Tikhon's Orthodox University for the Humanities, Moscow)

Shakespearean Allusions in the Russian-language
Speculative Fiction of the 1990s-2010s

The aim of the paper is to take a short survey of the contemporary Rus-
sian-language speculative fiction that uses the themes and imagery of Shake-
speare’s plays as the source of inspiration and allusions. ‘Shakespearean text’
offers a wide range of possibilities for postmodern reinterpretation. Thus,
Waiting for Fortinbras by Ina Goldin is an ironic version of Hamlet set up in
modern Denmark and mixed with modern drama of Samuel Beckett and Tom
Stoppard. He Is Gone by Natalia Rezanova, also based on Hamlet, recon-
structs the events of the tragedy from the viewpoint of a certain minor char-
acter who turns out to be the secret puppet-master of the intrigue plot. Anoth-
er short story by the same author, Tigers of Verona, places Shakespeare’s
characters in the historically accurate Italy of condottieri. The eternal ques-
tion of Shakespeare’s authorship and inevitability of masterpieces coming in-
to existence is raised in The Case of William Shakespeare’s Archive by Alex-
ey Kalugin. Postmodern fiction also uses some of typically Shakespearean
motifs and literary devices, such as madness or doubling of characters.
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TEATP HIEKCIINPA:
IHOCTAHOBKHU U UHTEPITPETAIIUN
SHAKESPEARE IN THEATRE:
PRODUCTIONS AND INTERPRETATIONS

H. H. 3y6kos6
(Bcepoccutickas eocyoapcmeennas bubiuomexa
unocmpartou aumepamypot um. M. U. Pyoomuno, Mockea)

Y ucroxkoB KuHeMaTrorpagpusma B ApaMmaTypruu:
Hlexcnup, Ilymkun, Mrocce

Kopennas pedopma npuHIMIOB JpamaTypruu Havyana XIX B. anemiu-
poBana k Y. lllekcnupy Kak K riaBHOMYy cBoemy oOpasiy. g ee uccieno-
BaHMsI, OJIHAKO, HEOOXOJAUMO YUYUTHIBATh, YTO UMEHHO OBLIO M3BECTHO B TY
AMOXY O HIEKCIIMPOBCKOM TeaTpe U KaK OCOOEHHOCTH HIEKCIIMPOBCKOM Jpa-
MaTypruv COOTHOCUJIACH C ITPUBBIYHBIM JJ1s1 XIX B. BOCIIPUSTHUEM CLIEHBI.

3pUTenb TPAAUIIMOHHOTO €BPOIEMCKOrO TeaTpa HAXOIMTCS BCETIa
OPUMEPHO HAa OJHOM PACCTOSIHUM OT JEHCTBYIOIIMX JIMI, OCOOEHHO B T€
BpEMEHA, KOT/1a TOYTH BCE MU3AHCLEHBI CTABWINCH HA MpocueHnyme. Coru-
anbHas cTpaTu(dUKalMs B TeaTpax MpUBOJUIA JaXe K TOMY, UTO U BCE CHEK-
TAKJIM YEJIOBEK BUJEI MOYTH C OJHOM U TOW K€ TOUYKH. [ [pUBBIYHBIN K TaKO-
My BOCHPHSATHIO YEJIOBEK, 4ynTast Apambl [llekcnivpa, BOCIpUHAMAN UX OCO-
OEHHOCTH, CBS3aHHBIE C YCTPOMCTBOM clLieHbl «['1100yca», Kak pe3Kylo CMEHY
TOYKH 3pEHUs, HEBO3MOXKHYIO B T€aTpe.

OpueHranuss Ha MIEKCIUPOBCKYKO JIPAMATHYECKYHD TEXHHUKY MOTJIA
IIPUBOJNTH K MOSIBJEHUIO TAKUX CMEH IUJIaHA M PAaKypca, KOTOPbIE JEHCTBU-
TEIILHO  HEBOCIpou3BoAMMBI B  Tearpe. B  «bopuce IT'omyHoBe»
A. C. Ilymkuna 3To: peMapka o Llape, yruparoniem not co j6a (pemmTeabHo
ocyxzaeHHas Il. A. KateHuHbIM), pOXOA LIENIBIX BOMCK, BKJIIOYas KaBalie-
puto, B ciieHe «PaBHuHa 6:1m3 Hosropoa-Ceepckoro», pa3roBOphl JIOACH,
BBIXBAYEHHBIX U3 TOJIBI, B cleHE «/leBuube noiuey». Ilociennui npuem ere
Oosnee mupoko, npumeHsier 1 Miocce B «Jlopenmauuo». Bece 3tu npuemst,
TPYAHBIE Uil BOCHPHUATHS TPAJULUHOHHOIO TEATPAIBHOTO 3PUTENS, cerdac
JIETKO OIMO3HAIOTCS KaK KHHEMaTtorpaguueckue u, TaKkuM o0pa3om, IpeaBoc-
XUILAIY CTAHOBJIEHUE 3bIKA UCKYyCCTBA XX BEKA.
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Nikolay N. Zubkov
(M. Rudomino State Library for Foreign Literature, Moscow)

At the Origin of the Cinematographic in Drama:
Shakespeare, Pushkin, Musset

The drastic reform of dramatic principles in early 19th century ap-
pealed to Shakespeare as its paragon. We must, however, take into account
how much this period knew about Shakespeare’s theater and how Shake-
speare’s plays corresponded to the common perception of the stage.

In the traditional European theater, the spectator remained at the same
distance from the actors, especially at the time when all the scenes were acted
at the proscenium. Social stratification of seats could almost force spectators
to see all performances from more or less the same point. With this practice
internalized, one would read Shakespeare’s drama (and its details stemming
from the structure of the stage area at the Globe) and feel them as a drastic
change of perspective, as something impossible in a theater.

Attempts to follow Shakespearean dramatic techniques could indeed
lead to such shifts of view and angle which were impossible in a theater.
A number of examples can be cited here, such as a phrase about the Czar
wiping the sweat off his forehead in Pushkin’s Boris Godunov — a phrase
harshly criticized by Pavel A. Katenin; the passage of a large body of troops,
including cavalry, in the “A Plain by Novgorod Seversky” scene; or the talks
in the crowd in the “Devichye pole” scene. The latter device was even wider
used by de Musset in Lorenzaccio. All these devices were hard to perceive
for a traditional theatergoer, but can now be easily recognized as cinemato-
graphic. Thus, they anticipated the language of the 20th century cinemato-
graphic art.

A. A. FOpbes
(Canxkm-Ilemepbypeckas cocyoapcmeenHas
axkademusi meampanbHO20 UCKYCCMEa)

«amaer», npama lHlexkcnupa. Kapareirun B posu I'amiera
B ucropun pycckoy teaTpanbHOU IIEKCIMPUAHBI HEMAJIO SIBJICHUH, 10
CUX TIOp OCTAIOIIUXCS KpaitHe Mano u3ydeHHbIMU. Cpeau HuxX — oOpa3 ['am-
JeTa, CO3JaHHbIN BhLAAIOIIMMCA MEeTepOyprcKUM TParukoM MepBOM MOJIOBU-
Hbl XIX Beka B. A. Kapateiruaeiv. Ha npoTspkKeHUH MHOTHX JAECATHIIETHN B
OTEYECTBEHHOM TE€ATPOBEACHUU T'OCIIOACTBOBAJIO IMPEACTABICHUE, COIIACHO
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KOTOPOMY KapaThITMHCKUI ['aMjeT mpeacTaBisii cO0OI0 MpeNeiabHO YIpPO-
HIEHHBIM, 1aK€ MPUMHUTUBU3UPOBAHHBIN BAPUAHT IIEKCITUPOBCKOTO TEPOS —
B OTJIMUKE OT pOMaHTH4YecKoro obpasa, cozganHoro I1. C. MouanoBbiM. Ak-
TEp, Yb€ TBOPUYECTBO YACTO XAPAKTEPU30BAJIOCH KaK T€aTPaJIbHOE BOILIONIE-
HUE UMIIEPCKOTO BeJIMUMs HUKOIaeBcKoil Poccuu, axoObl Buaen B ['amnere B
NEPBYIO OYEpe/lb 3aKOHHOTO HACJIEAHHMKA IMPECTOJIa, KOTOPbIA aKTUBHO 0O0-
peTcs 32 OTHATYIO y HEro BiacTb. OTHAKO TAKOM B3I HA KapaTHITMHCKOTO
repos He MOJIy4aeT MOATBEPKJICHUS B OOJIBIIMHCTBE OT3bIBOB COBPEMEHHMU-
koB. CO3/IaHHBIM BBIIAIOIIMMCS TParukoM 00pa3 ObLT HaMHOTO 0OoJiee Clo-
E€H U MHOTOMEPEH, YeM JI0 CUX MOp MPHUHITO CUUTATh, U BT COOOM JIpy-
oM, OTJIMYHBINA OT MOYAJIOBCKOI'O BAPUAHT POMAHTUYECKOI'0 T€POSL.

B noxnazne OyyT MCTIOIB30BaHbI PEIKO MPUBJIEKABIINECS UCTOPUKAMHU
TeaTpa, a TAKKE COBCEM HE YUYTEHHBIE UMH MaTEPHaJbl, MTO3BOJISIOIINAE I10-
HOBOMY YBUJETh CO3/aHHbI KapaThIrMHBIM 00pa3 B KOHTEKCTE OCBOEHUS
HIEKCIIMPOBCKOM IpaMaTypruy pyCCKUM POMAHTHYECKUM TEATPOM.

Andrey A. Yuriev
(St. Petersburg State Theatre Arts Academy)

Hamlet, a Drama by Shakespeare. Vasily Karatygin as Hamlet

The history of Shakespearean stage performances in Russia is full of
phenomena still insufficiently explored. Such is Hamlet played by the out-
standing tragic actor of the first half of the 19th century, Vasily A. Karatygin.
According to a notion, which have been prevailing in theatre studies up to
now, Karatygin’s interpretation oversimplified the Shakespearean hero and
presented him simply as a legitimate crown prince struggling for power. Most
of the theatre historians contended that Karatygin’s Hamlet was strongly infe-
rior to the Romantic hero created by another great Russian actor of that time,
Pavel S. Mochalov. However, such an approach must be revised since it is no
more than a biased simplification. Karatygin’s interpretation is much more
complicated than it is usually thought. It represented another, quite different
version of the Romantic hero in comparison with Mochalov’s Hamlet.

The paper will be based on a number of materials (detailed descriptions
given by Karatygin’s contemporaries and other evidence) which are still little
known or completely unknown to theatre scholars.
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0. B. Jlanununa
(I"'ocyoapcmeeHHblll YeHmpanbHbliL
Teampanvhwiii myseti um A. A. baxpywuna, Mockea)

HeocymecrBiaennbie 3cku3bl opopmiienus B. E. Eroposa
ms cnekrakias «'amiaer» B MXT (1909 r.)

[Ipu tom, uto ums Bmagumupa EBrenreBrua Eroposa, BeIIarOIIErocs
XYyJI0)KHUKA TeaTpa U KUHO, JOBOJIBHO M3BECTHO, ITyOOKO HCCIIEIOBAaHHBIM
€ro TBOPYECTBO HA3BaTh HEJNb3s. EAMHCTBEHHAss MOHOrpadusi OblIa Hamuca-
Ha E. II. KymMaHbKOBBIM, U ynop B HEW CTaBUTCS Ha mo3aHui nepuof. llo
OOJpIIEN YacTU OHA LIEHHA TE€M, YTO B HEW omyOJIMKOBaHA OoJibllIas YacTh
ACKU30B JIEKOpaAllMid M KOCTIOMOB M IpOBeAeHa aTpuOyuus crekrtakieid. O0
yuactuu EropoBa B noctanoBke «I'amiieta» B MXT Takke ymOMHUHAIOT CKO-
pee BCKOJIb3b, TaK Kak ropas3io 0ojee U3BECTHA COBMECTHasl paboTa HaJ Hel
K. C. Cranucnasckoro u ['opnona Kpara, a opopmnenue Eroposa Obu10 0T-
kioHeHo. [Tpu stom B ponmax I'IITM xpaHuTCsA 3HaYMTEIbHAS YaCTh €0 3C-
KM30B JIEKOpAalMi K 3TOW MOCTAHOBKE, 10 KOTOPBIM MOXHO IIPOCIEINUTH, Ka-
KON Oblila MepBOHavYajIbHasA 3aAyMKa PEXHUCCEPA U XYJOKHHUKA. DTH 3CKU3bI
U3BECTHBI, ONyOJIMKOBaHbl B KHUTe KyMaHbKOBa, HO OIATH K€ HE U3YUEHBI,
xoTs nas camoro EropoBa sta pa®ota Obljia OU€Hb BakKHa — KaK M3BECTHO,
o ymen u3z MXT, rae odhopMuia HECKOIbKO KIFOUEBBIX MOCTAHOBOK, Kak
TOJIBKO CTAJIO SICHO, YTO €r0 BapuaHT o(opMieHUs: HE MoAX0oAuT. B nanHOM
JoKaae OyJieT clejlaHa NMOoNbITKAa aHalln3a 3CKU30B JeKopalnil Kk «l amiery»
C npuBJiieueHueM maTtepuana u3z myszess MXAT, ux cpaBHeHHEe ¢ TpeOOBaHUSA-
MH, BBIJIBUT'aEMBIMHU PEKHUCCEPOM Ha perneTulusx. Bo3MoxHO, B mpolecce
paboThl OyAeT BBISBICHO elle Ooublle MHDOpMAUMU O TNEPBOHAYAIBHOM
0 OpMIIEHUHU CTIEKTaKJIA, TOM, K KOTOpoMy CTaHHMCIIABCKUI XOTEN BEPHYTHCS
Jaxe B nepuoji pabotsl ¢ Kparom.

Julia V. Danilina
(Bakhrushin State Central Theater Museum, Moscow)

Vladimir E. Egorov’s Unfulfilled Sketches of Set Design
for Hamlet at the Moscow Art Theatre (1909)

Vladimir E. Egorov, an outstanding artist of theatre and cinema, is
quite famous, however his works have not been studied thoroughly. The ony
existing monograph, written by Evgeniy Kumankov, is dedicated mainly to
his later works. Most of Egorov’s sketches were published there for the first
time. His participation in the production of Hamlet at the Moscow Art Thea-
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tre was also mentioned casually, as the collaboration of Konstantin Stanislav-
sky and Edward Gordon Craig on this performance is much more well-
known. A generous amount of scenery sketches for this play is preserved in
the archive of A. A. Bakhrushin State Central Theatre Museum. Thus it is
possible to reveal the director’s and artist’s original concept.

Though these sketches are published in Kumankov’s book, they have
not been researched in their entirety. This work was very important for
V. Egorov, though. He left the theatre, where he had made stage designs of
key productions, because he found out that his sketches for the Hamlet pro-
duction wouldn’t be used.

We have examined the sketches to compare them with Konstantin
S. Stanislavsky’s expectations discussed during rehearsals. By this we hope
to reveal more information about this unrealized stage design, which Stani-
slavsky wanted to return to even during his later work with Craig.

E. Buwnaxosa
(Uncmumym muposoit iumepamypol um. A. M. I'opvxoco PAH, Mocksa)

Y. llekcnup HA COBETCKOM CLIeHE

B coBerckoe Bpems k npousBeneHusM lllekcnupa nposBisics aKkTUB-
HBII MHTEpec. DTO ObUIO OOYCIOBIEHO €r0 HEOCHOPUMBIM HOBAaTOPCTBOM B
UCKYCCTBE JIpaMbl, OCOOBIM MOJIXOJIOM U HETPUBUAIBHBIM PAa3BUTUEM CIOKE-
Ta. B coBeTckoe BpeMs ObUT BaXKEH U TOT UMITYJIbC UCKaHUM, «IyX OOpbOBI 32
nepenoBoe» B xku3HU U nckycctBe. B Coeerckom Coroze mbechl Lllexkcnupa
BOCIIPUHUMAJIMCh KaK NOJJIMHHO HapoAHble. MBICIM M YyBCTBAa TE€POEB
[ITexcipa HaXOOWIM OTKJIMK B AYIIAX COBETCKOTO 3putena. Paspymias nme-
IOIIMECS CTEPEOTHIIBI, COBETCKMWA TEaTp CO3/JaBajl HOBBIE TPAKTOBKH
Y BEJIMKOJIENTHBIE CHEHUYECKNE pelieHns. PaHO cTaB Ha MyTh CaMOCTOSTENb-
HbIX MCKaHUW W HOBATOPCKOM pabOThl, MIEKCIUPOBCKUNM TeATp, TECHO CBS-
3aHHBIM C COBETCKHM ILIEKCIIHPOBEACHUEM, ONUPAIOIIMICA HA €r0 TEOPETH-
YECKHUE BBIBOJBI, OTBEPrajl BCE BUAbl AHTHUPEATUCTUYECKOTO UCKyccTBAa. OH
CMEJIO BCTYNAJI B OJIEMHUKY C OOJBIIMMU aBTOPUTETAMU U KPYITHBIMH TaJIaH-
TaMu MPOULIOTO. 3alllUIlasi CBOM HOBBIM 3CTETUUECKHUM UJEall, OH pa3pylial
IIPOYHO CJIOKUBIIHECS KAHOHBI, €CJIM OHU CO3JABAJIM MPEISITCTBUS I €r0
TBOpYECKON paboThl. MBI pPacCMOTPUM BEAYLIME COBETCKHE MOCTAHOBKHU
[llexciupa, onpeAaenuM 3aJadv, KOTOPbIE IPU 3TOM BO3HUKAIM U MO3HAKO-
MHUMCS C BIEYATIIAIONIMMU Pe3yJIbTaTaMu B 3TOM 001acTH.
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Ekaterina Vishnyakova
(M. Gorky Institute of World Literature, Russian Academy of Sciences)

Shakespeare on the Soviet Stage

In the Soviet epoch, Shakespeare’s works aroused great interest. There
were serious reasons for that, such as Shakespeare’s undoubted innovation in
drama, an individual approach and non-trivial plot lines. The Soviet period
also valued the impetus for search and ‘struggle for progress’ both in life and
in art. In the USSR, Shakespeare’s plays were perceived as serving the peo-
ple, and the thoughts and emotions of Shakespeare’s characters found re-
sponse in Soviet audiences. The Soviet theatre pulled down many stereotypes
in creating new interpretations and magnificent scenic solutions. Breaking
away from traditions, and embracing independent and innovative search, the
performances of Shakespeare were based on Soviet studies of Shakespeare
and opposed to non-realistic art. This theatre argued against established au-
thorities and famous predecessors. Advocating new esthetic values, this thea-
tre did away with rules that impeded creation. We are going to consider the
major Soviet-time performances of Shakespeare, defining the tasks that they
posed, and see the notable results.

Muwenv Accati
(Ynueepcumem I[apuoic IV Copbonna, @panyus,
Vuusepcumem Illegpghunoa, Beruxoopumanus)

«I'amuer» H. I1. Akumosa u /l. /1. llocTrakoBuya:
COBETCKUH «IIIEKCITUPUMEHT

Korma B 1932 r. mononoii TeatpainbHblil XyA0KHUK Hukonaii AKMMOB
BIIEPBBIE BBICTYIINJI B KAYECTBE PEXKUCCEpPa U MocTaBuil «I amieTra», HUKTO HeE
OKHMJAJI, 4YTO 3TA MOCTAHOBKA CTAHET OJHHUM W3 KPYIHEWIINX TeaTpalbHbIX
CKaHJ]aJIOB B UCTOPUU POCCUUCKOrO U COBETCKOro tearpa. CHnekTakib AKu-
MOBa B MOCKOBCKOM Te€aTpe UMEHHM BaxTaHroBa coaep:kKajl BCce T€ IPOTUBO-
pEeUYUBBIE DJIEMEHTHI, KOTOpPbIE XapakTepu3oBaiau CTWIb BceBosioga Meliep-
xoJpaa (B I'epMaHuu CXOXyI0 poJib MO3e BbINOJHUI bepronba bpexrt), B
TOM YHUCJIE «HEMO0JI00aroee» My3bIKaJIbHOE COIMPOBOXKIECHHUE, KOTOPOE CO-
yuHUI Mmonoaon Jmurpun llocrtakoBuu. Ho naxxe Meliepxonbs1 CypoBO pac-
KPUTUKOBaJI HOBBIM crekTtakiab. Odenust B HEM MpejicTaBaja Kak MbIoas
pacnyTHHUIA, a ['amiieT ObUT HU3KOPOCIBIM TOJICTBIM KOMHKOM, — U HEYAH-
BUTEJIbHO, YTO MHEHHSI KPUTHUKOB PE3KO Pa3JEIWINCh, XOTS BCE C TOTOBHO-
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CTBIO MPU3HABAJIM, YTO JIYUIlIUM B CIIeKTakje Obuia My3bika [llocTakoBuua. B
3aMmaiHOl KPUTUKE pa300p 3TOro CHEKTAKIS ObLI OrPAaHUYEH HEBO3MOXKHO-
CTBIO JOCTyIla K MOCKOBCKHMM T€aTpajbHBIM apXxuBaM. B 1aHHOM HccienoBa-
HUU UCIOJIb30BAHbI IOKYMEHTAJIbHbIE CBUJIETEIBCTBA O MOCTAHOBKE AKHMO-
Ba, B TOM YHCJIE OTHOCSIIMECA K MY3bIKQJIHbHOMY COINPOBOXKJICHHIO; KaK 3TO
HU CTPAHHO 3BYYHUT, BO3MOXKHO, My3bIka [IlocTakoBHYa oKkazajiach CIMIIKOM
KaueCTBEHHOM, YeM U NOMEIIAJIa YCIEXY CIEeKTaKJIs.

Michelle Assay
(Paris-Sorbonne University IV, France;
University of Sheffield, UK)

N. Akimov and D. Shostakovich’s Hamlet:
A Soviet ‘Shakesperiment’

When in 1932 the young theatre artist Nikolay Akimov made his direct-
ing debut with Hamlet, nobody expected to witness one of the biggest scan-
dals of Russian/Soviet theatrical history. Akimov’s production for the Vakh-
tangov theatre in Moscow had every element of the famously controversial
style of Vsevolod Meyerhold (Russia’s Bertholdt Brecht), including an ap-
parently irreverent score by the equally young Dmitry Shostakovich. Yet
even Meyerhold criticised the show severely. With Ophelia portrayed as a
drunken prostitute, and Hamlet as a short, fat comedian, it is hardly surpris-
ing that critical opinion should have been sharply divided, agreeing only that
Shostakovich’s music was the best thing about the production. Meanwhile
Western views — without the benefit of access to materials in Moscow’s the-
atre archives — have become rigid and reductionist. This paper suggests an
understanding of Akimov’s intentions more grounded in documentary evi-
dence, not least in relation to Shostakovich’s music, which, paradoxically,
may have been too skilful for the good of the production.

B. A. Kocenxosa
(Mockea)

Benenuanckuii MmaBp
(PakTbl 1 puMeTHI. TOJBKO JIM 3TO TPareAusi PpEBHOCTHU?)
MHe d4TOo-TO HE [aBajo MOKOS, KOrJa s NEPEUYUThIBAjIa TPareauio
[Texcrmpa «OTemnoy». S nmomneiTanack pa3odparh, YTO NPEACTABISIIA COOOH B
510 Bpemsa Benenust u Kump. B camoM Ha3BaHUM Tpareauu MHE YATAETCS Ta-
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pPalOKC, 4YTO-TO BpPOJAE «MYCYJIbMAHCKUM IPABOCJIABHbIA WJIM IIaMaH-
KOMMYHHUCT». HecoBmajeHne HUCTOpUU pPOJia, BOCIUTAHUS M BBIOpAHHOM
CYZ1bOBI.
Akceccyap Tpareum — IUIaTOK — MHE TOX€E HE J1aBajl MOKOS KaK NoJ-
TBEPKIACHHUE MPOIION )KU3HU:
[IpaBna. OH U3 BOJIOKHA
C marnueckumu cBoricrBamMu. CuBMILIA,
IIpoxxuBias Ha CBETE NBECTH JIET,
KpyTuna HUTh B mpopodyeckom Oe3ymbe.
Bomamie6Hast, TavHCTBEHHAsT TKaHb
OkpailileHa MOTUJILHOU Kpackoi mymuit (nep. b. JI. [lacmepnaka).

ITo TomMy, 4TO B 3THX CJIOBAX, U MO0 TOMY, KaK OHU CKa3aHbI, MOKHO CY-
JUTh O MHOTOM: 00 O4Y€Hb ITYOOKHX KOPHSX, MHTEJIJIEKTE U TalHbIX 3HAHUSX,
KOTOphie He momemanu OTeio KynuThes Ha rpyObiid oroBop. U cpazsy —
«mpoiaiite, nepHarsie Boiicka» (nep. M. M. Mopo3zosa). Ilonarato, uto Ha
octpoBe Kump B 3Ty 310Xy MECTO >KEHIIMHBI OBLUIO ONpEIEIeHO0, KaK co0-
CTBEHHOCTb, U, HECMOTpPsI Ha ciy’keHue PecnyOivke, BHyTpH BC€ ObLIO MO-
CTPOEHO 1O 3aKOHaM (eoAabHOro cTposi. McTopus ¢ miIaTKOM CIY>KUAT IS
MEHS MOJACPKKOU JIJI1 MHOTHX JOTaJI0K U 00pa3oB.

Tpu cyaa kak KpacHasi HUTh NPOU3BeIeHUA

Cyn mepsblii. /[Bopen noxei. 3anm coBera. Hounoe Bpems. Otemio
npeuiaraeT mo3ath Jle3neMoHy B KadecTBe cBuaerens. «llomumre B apce-
Haj. [lyckait ona cama nact nokazanbe» (mep. b. JI. Ilactepnaka). [loka3anbe
BhICTyIIAN U OTeI10 OnpaBaiu, HECMOTPS Ha OOBUHEHHUE BBICOKOIIOCTAB-
JIEHHOM JTUYHOCTH, bpabaHiino. AKT cripaBeJIMBOCTH.

Cyn BTOpOIi. «...yepeH s» (nep. M. JI. Jlozunckoro), «5 uzpyosnto eé
Ha Menikue Kycouku! OomanbiBaTh MeHs!» (riep. b. JI. [lactepnaka).

ITo HaroBopy. He BbIcIymiaB omnpaspanus. He nomycTuB cBuzeres.
Omumnus: «COBEYKO TONBKO, reHepan!» B taitne. be3 caucxoxnenus. [le3-
neMoHa: «Jlai 3Ty Houb nipoxkuth! Otcpoub Ha cyTku!» (mep. b. JI. Tlactep-
Haka). Camocy/.

Cyn tpernii. Otenno: «5 He B THEBe MCTUI, // A KepTBY YECTH MPHU-
HocuJ, Kak mymam» (mep. b. JI. Tlactepnaka). Kazub camoro ce6si. Cyn Han
coOo}.

N, nakonen, nepeq cMepThio OTENI0 TOBOPHUT:
[IpubaBbTE K CKa3aHHOMY: KaK-TO pa3

B Anenmo Typok 6w BeHelMaHIa

N nonocwun cenar. A nojoiien,
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3a ropJio B3s1 00pe3aHIia-co0aKy
U 3akonon. Bor tak. (Ilep. b. JI. Ilacmepnaxka).

Hcxonsd u3 CTPYKTYyphl TEKCTa, MOXKHO MPEIIOI0KUTh, BOKPYT YETO
KpPYTATCS OCHOBHBIE cOObITHS. 1 g Haxoxy Bc€ Oonblie U Ooiiblie (PakToB,
IIPUMET U JEUCTBUM, KOTOPBIE HE IIO3BOJSIOT MHE YCOMHUTBLCS B CBOEH
HaxOoJKe.

Jlnst meHs pedb UAET 0 cBoOoae. B denoBedeckoid ucropuu Obljia ThMa
AMU30J0B 0OpHOBI 32 CBOOOAY, KOT/Ia, 3aBOEBAB ATy KEJIaHHYIO CBOOOAY, Ue-
JIOBEK, JOOUBIIUCH €€ 4Yepe3 KPOBb, CTAN B JIIOJCKUX IJ1a3ax BIIAJIEIbLEM
3TOM cB0OOBI. Korma cBo€é moHuManue cBOOOIbI OH CUMTAET €AMHCTBEHHBIM
U €IMHBIM JUJIS BCEX, BOT TYT-TO M3HYTPU M TOJIKA€TCS JpeBHEE palCTBO:
CTpax, PEBHOCTb, 371002 U KOBAPCTBO. A BHYTPEHH:SI CBOOOAA FOHOW BEHELU-
aHku Jle31eMOHBI, UMsI KOTOPOU TMEPEBOAUTCS, KaK «3JIOCYACTHAS», B ITOU
CUTyallMu oOpeudeHa. BOJIbIIMHCTBO MEpCOHAXEN Tpareuu B KaKOW-TO MO-
MEHT omyTaHbl paOcTBoM. B QuHane Mbl BUIUM NpPEICMEPTHBIM BCILUIECK
npaBibI-cCBO0OABI y DMuinuu. OHa, Kak U €€ rocroXka U MHOTHE JIpyTHE, pac-
IJJAYUBAETCS 3a 3TU MUHYTBI CMEPTHIO.

A.II. YexoB TOBOpUI O «BbIAABIMBAHUM U3 ceOs pada». DTO U ecThb
BEUYHAs TEMA TpareJuu C APEBHUX BPEMEH, 1€ €CTh ThICAYa ITOBOPOTOB, BO-
JOBOPOTOB U OypyHOB. Torga kak «Tpareuyd peBHOCTH» SIBJISIETCS MpeKpac-
HOW MOYBOM IS Ipam, MEJIOAPaM U BEIUKUX KoMeaun Mombepa.

Veronica A. Kosenkova
(Moscow)

The Moor of Venice
(Facts and Signs: Is This a Tragedy of Jealousy Only?)
Rereading Othello, I felt somewhat uneasy. I had to visualize Venice
and Cyprus of that period for myself. The subtitle sounded a paradox to me,
something akin to ‘orthodox Muslim’ or ‘a Communist shaman’. Striking dif-
ferences in origin, upbringing and destiny.
This notorious stage prop, the handkerchief, also kept bothering me:
"Tis true; there's magic in the web of it.
A sibyl, that had numb'red in the world
The sun to course two hundred compasses,
In her prophetic fury sew'd the work;
...And it was dy'd in mummy...
These lines betray deep-rooted traditional lore, wisdom and secret
knowledge which, however, do not stop Othello from being grossly misled.
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And then he was ready for his “farewell to ploomed troops”. We believe that
the function of women in Cyprus of that period was like that of commodities.
Men served the State with their weapons, yet the internal social structure was
thoroughly feudal. The plotline of the handkerchief assists many of my
guesses and explanations.

Three trials as the thread line of the drama

Trial 1st. The council-chamber of the Doges. Nighttime. Othello wants
Desdemona to bear witness: “Send for the lady to the Sagittary”. Her evi-
dence was heard, and Senator Brabantio’s charge against Othello charge was
dropped. Definitely an act of justice.

Trial 2nd. .. .as black as mine own face”, “I'll tear her all to pieces”.

Consequence of slander. He won’t let her justify herself. He will not
admit any witnesses. Emily: “O, good my lord, I would speak a word with
you!” In secrecy, ruthlessly. Desdemona: “Kill me to-morrow, let me live to-
night!” Lawless revenge.

Trial 3rd. Othello: “For nought I did in hate, but all in honor”. Self-
trial, and execution of the death penalty.

And before suicide Othello says,

And say besides, that in Aleppo once,
Where a malignant and a turban'd Turk
Beat a Venetian and traduc'd the state,

I took by th' throat the circumcised dog,
And smote him — thus.

The structure of play provides its tangible highlights. And then more
and more facts, signs and events come to support my guess.

For me, it is the issues of Freedom. Mankind has often fought for free-
dom, and there have been many cases when after painful and bloody struggle
man gains the desirable freedom. And then he comes to treat his freedom as a
universal gain, and this brings out the slave in him: fear, jealousy, anger and
cunning arise. And the inner freedom of young Desdemona is doomed, as the
meaning of her name suggests: ‘ill-fated’. Most of the dramatis personae
sooner or later happen to be enslaved, like Emilia (whose final cues denote
regaining of her truth and freedom). Like her mistress, Emilia pays for the
minutes of freedom with her own life.

Anton Chekhov complained about the difficulty of ‘pushing the slave
from under your skin’. This activity has been the subject of tragedies since
antiquity, with hundreds of dramatic variations invented. And the tragedy of
jealousy became fertile soil for melodramas, and for Moliere’s great come-
dies.
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Anu Mapmupocan
(Lllexcnuposckuii uncmumym
Ynusepcumema bupmunecema, Beruxoopumanus)

«Mepa 3a mepy» — nbeca lllekcnmpa u locTroeBckoro
(«I'modyce» 2012 r.)

B cratee paccmarpuBaeTcsi TBOpUecKas ajamnTaiusi U anporpuanus
[Ilexcniupa B nmoctaHoBke «Mepsl 32 Mepy» 1'0Cy1apCTBEHHOTO akaJieMHuue-
cKkoro teatpa uM. BaxrtanroBa. OJIMH U3 CHEKTAKJIEH COCTOSJICS B JIOHAOH-
ckoM tearpe «Shakespeare’s Globe» B pamkax npoekra «Globe for Globe» B
2012 r.

B oxHO# M TOM XK€ OCTaHOBKE MOI'YT IIPUCYTCTBOBATh DJIEMEHTHI KaK
ajanTaluy, TaKk ¥ anponpuanuu. JTH TBOPUYECKHE MPAKTUKU HE B3aUMO3a-
MEHSAEMbI, HO MOTYT B Pa3HOM CTENEHU U C Pa3HBIMHU AKIEHTAMU COCYIIIEe-
CTBOBAaTh B OJJHOM M TOM k€ KOHTeKcTe. B «Mepe 3a mepy» B nnocranoBke IO.
H. BytycoBa siBHO npuCyTCTBYET anponpuaius AHmxkesno u ['eprora — 060-
UX TMEPCOHAXKEW UrpaeT OJIMH U TOT KE aKTep, Torjaa Kak B ponu M3ademns
BUJIHA TIOTBITKA MAKCUMAJIBHO TIPUIEPAKUBATHCS IIEKCIUPOBCKOTO TeKcTa. B
paboTe mokazaHo, Kak pexuccep pycubunupyer [llekcnupa u co3gaer coo-
CTBEHHYIO €ro BEPCHIO, MPEJICTABICHHYIO CKBO3b MHpu3My JlOCTOEBCKOTO.
«Mepa 3a mepy» — HauboJiee «aocToeBcKas» nbeca lllekcnupa, B KOTOpoi
3aTparuBarOTCsl OJIM3KHE PYCCKOMY KIIacCHKYy (uiaocodckue, MOpalibHbIE U
AK3UCTEHIMaIbHbIE MpoOaeMbl. [locTaHOBKa miekcnupoBCckoil Apambl FOpus
ByTycoBa momoraer HaM 3TO MOHSTb.

Ani Martirosyan
(Shakespeare Institute, University of Birmingham, UK)

Measure for Measure— A Play by Shakespeare and Dostoevsky
(Shakespeare’s Globe, 2012)

The paper examines the creativity and message involved in the adapta-
tion and appropriation of Shakespeare in the Russian production of Shake-
speare’s Measure for Measure (Mera za Meru) staged by the Vakhtangov
State Academic Theatre of Russia as part of the Globe to Globe project at
Shakespeare’s Globe Theatre in London in 2012.

It is possible to argue that one and the same production can have identi-
fiable elements of both adaptation and appropriation. These creative genres
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are not interchangeable and can co-exist, in varying degrees and with differ-
ent emphasis, in the same context. In Yuri Butusov’s Measure for Measure,
the appropriation of Angelo and the Duke is vivid — both characters are
played by the same actor; whilst the character of Isabella is an attempt to pre-
cisely live up to Shakespeare’s text. It will be further argued that Butusov’s
production 1s owned, Russianised and represented through a Dostoevskian
lens. More than any other Shakespeare play, Measure for Measure is the one
that is resonantly Dostoevskian in the philosophical, moral and existential is-
sues it raises, and Butusov’s production makes it ring bells.
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«COHETBI» HIEKCIINPA:
JIUTEPATYPHBIN TAMSITHUK " INTEPEBO/IbI
SHAKESPEARE’S SONNETS:
THE MASTERPIECE AND ITS TRANSLATIONS

I M. Kpysickos
(Poccutickuii 2ocyoapcmeennwlil cymanumaphwlil yuusepcumem, Mockea)

Heoniraronnyeckue MoTuBbl B coHerax Illexcnmpa
(K Bompocy 00 «aBTO0OHOTrpPa(pu4HOCTH» COHETOB)

Bo BTopoii monoBuHe napctBoBaHus EnnzaseTsl [ B AHMIIMUM nOgy4driin
pacIpoOCTpaHEHHE HEOIUIATOHUYECKUE MAEU WTAIBSIHCKUX T'yMaHHCTOB.
B nOHAOHCKUX KHUKHBIX JIABKaxX HETPYIHO ObLIO chickaTh «Ilup» [1naTona B
NIEPEBOJIE HA JIATUHCKUM s13bIK Mapcuino @nunHO U ero ke «KommeHnTapnii
K [lupy 1InaTtonay». boisbiioe 3HaueHne UMeEI IPUE3T B AHIIIMIO IPEJAHHOTO
NnoKJIOHHMKa PuuymHO uTanbsHua J[xopaaHo bpyHO, KOTOPBIM NPOXWI B
JloH10HE MOYTH JBa rojia U 3a 3TO BpeMs OIyOJIMKOBAJ HECKOJIBbKO KHUT, MO-
CBATUB UX cBoeMy Apyry @ununy CugHa. Y MHOTHX IO3TOB TOW BIIOXH, B
yacTHOCTH, y lllexcrinpa B «CoHeTax», 3aMETHO MPSIMOE BIUSHHUE HEOILIATO-
HU3Ma. JTO, HAIPUMED, 83AUMHOE OMOoMcoecmanerue aosauux (s ecTh Thl, a
ThI €CTb $1); 1100086 KAk M0606anue (3peHre — JOMUHUPYIOIIEe YYBCTBO BO
BCEX COHETax, MOCBAIICHHBIX J[pyry); aajiee, OTHOIIEHUSI MEXAY MO3TOM U
ero Jlpyrom MoIenupyroTCss B TOYHOCTH IO KaHOHY, onucaHHomy B «lIupey,
Kak oOMEH KpacoToi Mexay 3penbiM Myskem (Vir) u roHomei (ephebus):
«MHe mosnonoe cepaue gapuiib Tol, U g Tede cBoe Bpyyaro Toxe.» SApocTHoe
ocyxeHue crnagocrpactus B coHete 129 («3nepxku myxa u cTblga pacTpa-
Ta...») KaK OyJITO BHYIIEHO HETOAYIOIUMHU OOBUHEHUSIMU TPOTUB ADpOAUTHI
[Tonwto (unum 3eMHOM), ¢ KOTOpPBIX HauumHaeTcs KHura J>xopmano bpyHo
«O reponudeckoMm sHTy3ua3zme» (1585). Baxuno u to, yto bpyHOo ocyxnaeT He
TOJIBKO CIAJOCTPACTUE M YTOXKIEHUE KEHIIMHAM KaK TaKOBOE, HO U — 0CO-
OEHHO — T€X MO3TOB, KOTOPHIE JIE3YT BOH U3 KOXKH, YTOXKJasi B CTUXaX CBOMM
JaMaM.

B «Conerax» cpaBHUBaeTcs M MPOTHUBOMNOCTABIISIIOTCA JBa CIOCO0a
OOpBOBI C YesoBeuecKoil OpeHHOCThIO. [lepBbIil — 4Yepe3 mMOTOMCTBO, B KO-
TOPOM MPOAOJDKUATCS TBOE CYUIECTBOBAaHUE, BTOPOW — YEPE3 TBOPEHUE MC-
KycCTBa (B IaHHOM CJly4ae, 033uH), KOToOpoe 00ecCMEepTUT Te0sl U TBOE UMHL.

BcerynurenbHble COHETHI YBEUIEBAIOT: BCTYNH B Opak U OCTaBb MOTOM-
Ka, yToOBI TBOSI KpacoTa He morudia, HO Bo3poauiachk B cbiHe. OAHAKO, CO-
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rinacHo [lnaTtony u ®@uuuHo, ceil cnocod NMpoAOIKUTHECA BO BPEMEHH 00I111e-
JOCTYIIECH, & 3HAYUT, HU30K U ByJbrapeH. /(s m30paHHBIX CyIIECTBYET JIpy-
roil MyTh — BOCXOXKJIEHHE K ujeany HeOecHOU J1to0BU. B mpekpacHbIX CTH-
Xax Mo3Ta IOHOCTh M KpacoTa o0peTaroT OeccMepTHe.

A pa3 Tak, 10-HOBOMY OCBEIIAETCS U CTpaHHOE BbIpaxkeHue u3 [Ipenu-
cioBus u3natens — the only begetter. CtaHOBUTCS SICHBIM, YTO OHO HE CIIy-
YailHO M HE MOXET ObIThb 3aMEHEHO CHHOHHMMAaMH THIA «BIOXHOBHUTEIIb)
(inspirer) mmu «aoObITunK» (provider). Cmpicn ymoTpeOIeHHUsS 37eCh 3TOrO
BBIPAKEHHS TAKOB: YTOOBI COXPAHUTH JIJIsi BEYHOCTH KPAaCOTy, MOKHO 3a4aTh
ormpsicka (beget an offspring) nByms myTsMH: B JIOHE »KCHIIHUHBI WA B BO-
oOpakeHUM ModTa. B mepBoM citydae 3To Oyner OpeHHOE IUTS, ChbIH WIH
JI04b, BO BTOPOM — OeccMepTHBIE CTHUXHU. BTOpoi myTh, HECOMHEHHO, Ona-
TOPOJHEN U BO3BBIIIEHHEHN, HO OH JOCTYIIEH HEMHOTUM.

IIpu Bcen kaxyIencss HENOCPEACTBEHHOCTH U JIMPUYHOCTU COHETOB
[lexcniupa (eciu HE BCEX, TO MHOTHX), OHH, B3AThIE€ KaK LIEJIOE, CKOpee pe-
3yJbTaT 00YMaHHOIO 3aMbICJIa, YEM 3ayLIEBHBIC U3IUSHUS WA JTHEBHUKO-
Bble Npu3HaHusd. OTcroa — aMOMBaJI€HTHOE OTHOIIEHHE K IIEKCIUPOBCKHUX
COHETaM Y POMAHTUKOB. BOpACBOPT mucai, YTO COHETHI — «KJI¥0Y, KOTOPBIM
[IIexcup OTKPBUT HAM CBOE CEPALE», U OH K€ B APYTOM MECTE OT3BIBAJICA O
HUX COBEPIIEHHO MHaue: «MX riaBHble HEAOCTATKU — OJHOOOpa3ue, CKyd-
HOCTb, BBIUYPHOCTb U HAapOuuTas TEMHOTa». TOro »e MHEHHs ObLT YUIbsIM
X23mutT: «Ecnu 0n1 lexcnivp He Hamucan Obl HUYETO, KPOME COHETOB, OH
OB ObI TIOMEILIEH B pa3psii XOJOAHBIX, UICKYCCTBEHHBIX MHcATeNeH, He 00a-
JNAOIINX HU HACTOSAIIMM YyBCTBOM ITPUPOJBL, HU MOJJIMHHON CTPACTHIOY.

B yem mpuumna sTOor0 mpotuBopeuns? [[ymaro, To4HEe BCEX ATO yra-
nan Jbxkon Kure B muceme npyry: «OnHa U3 TpEX KHHT, KOTOPBIE CENYAC CO
MHOU, — cTuxoTBopeHus lllekcnupa: HUKOraa paHblie s He HAXOAUI CTOJIb-
KO KpacoTbl B €r0 COHETaX — OHHM IOJIHbI IIPEKPACHOT0, CKa3aHHOTO KakK Obl
HEYassHHO — [0 XOJY BBIMYUYMBaHHUS ouepenaHoro koHuenrta (Kurc —
Pelinonbacy, 22 Hos0ps 1817 r.)».

AMOUVBaJICHTHOCTh OTHOILIECHMS K IMIEKCIIHUPOBCKUM COHETaM — JIMIIb
OTpaXX€HUE UX COOCTBEHHOW BHYTpPEHHEH aMOMBaJI€HTHOCTH: C OJHOM CTO-
POHBI, OHM — CO3HATENbHAsA KOHCTPYKLMSA, & C IPYyTOl CTOPOHBI, B HUX CBO-
00JIHO M3JIMBAETCS T€HUU aBTOpA. ITO MHEHHE MOXHO PACIpOCTPAaHUTh U Ha
IpyTuX M0o3TOB TOM 3noxu. He 3ps Tomac Hawm B npeaucioBun K nepBoMy
u3annio «Actpoduna u CTesuib npeaynpexaal YaTaTess, 4To nepea HuM
npeAcTaHeT «OyMa)KHasi CLIEHA, YChIlIaHHAs HACTOSALIMMU TEepJaMu, TA€ Npu
CBETE 3Be3]l OyJleT pa3birpaHa TparukoMmeaus JItoOBU. [ TaBHYIO poiib B He
urpaer cama MenbnomMeHa, YbM TEMHbBIE OAEXKJbl, OOpbI3raHHbIE YEPHUIIb-
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HBIMHU CJI€3aMH, 0 CUX IOp, €CIU MNPUIIISIEThCS, POHSIOT BJIAXKHBIE Kall-
M. ..»

I'oBopst 0 ToM, 10 Kakoy creneHu lllexcnup OTpasuil B CTUXAX CBOU
JUYHbIEC TIEPEKUBAHUS, HE CTOUT 3a0bIBaTh, YTO Mbl UMEEM JIEJIO C BEJIIMKUM
JpaMaTyprom, XOTsl U UTPAIOIINM, B JAHHOM CJIy4yae, Ha JJUPUYECKOU CIIeHE.
[IlexkcniupoBCKHUE apambl Il HAPOJHOTO TeaTpa MOIJIM Pa3BJIEKaTh U yKa-
caTh, J1aBasi 3puTento nojiesnsie ypoku. Ho «ConeTsl» ¢ caMoro Hayasna ObLin
oOpaiieHsl K 0oJjiee y3KOMY U B3bICKaTeJIbHOMY Kpyry unurtareneidl. Eciu onn
XOTEJIM MPETEHJ0BATh HA HEYTO OOJbIIEe, YEM OBITh U3SIITHBIMU O€3/1eITyII-
KaMH, OHU JOJKHBI ObUIN 3aKJII0YaTh B c€0€ MAaTPHUIIbI BHICIINX aJUIErOpUye-
CKHUX U CUMBOJIMYECKUX CMBICIIOB.

B mobom ciywae, nepea HaMu HEYTO OOJIbIIEE, YEM HUCTOPHUSI O TOM,
KaK JJIOOUMBIN ApyT OTOWII MOJPYTY y aBTOpa.

Grigory M. Kruzhkov
(Russian State University for the Humanities, Moscow)

The Influence of Neoplatonic Ideas on Shakespeare’s Sonnets

(Once More about the Autobiographical Approach to Poetry)

In the second half of the reign of Queen Elizabeth the Neoplatonic ide-
as of the Italian humanists infiltrated into England. Plato’s Symposium trans-
lated into Latin by Marsilio Ficino and his Commentary on Plato’s Symposi-
um could be easily found in London bookshops. Giordano Bruno, the zealous
admirer of Ficino who stayed in England for more than two years from 1583
through 1585 and published several books dedicated to Philip Sidney, pro-
moted further this philosophical doctrine that influenced many works by the
contemporary English poets, Shakespeare's Sonnets among them. It can be
seen in several characteristic traits of the sonnets: the reciprocal identifica-
tion of the lovers (me equals you, and you equals me), love as pure contem-
plation (vision is dominating over other senses in all sonnets to the Friend),
the relationship of the poet and his love, which corresponds exactly to the
model described in Symposium, the exchange of beauty between a mature
man (Vir) and a young man (ephebus): “For all that beauty that doth cover
thee // Is but the seemly raiment of my heart, // Which in thy breast doth live,
as thine in me...” (22). The bitter indignation against lust in sonnet 129 seems
to be induced by the furious condemnation of those enthralled by Aphrodite
Pandemos (Common to all) and especially those poets who praise to heaven
their ladies and their low passions.
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Two ways of struggling against the human mortality are represented in
Shakespeare's sonnets: the first one, through progeny who will continue your
life; and the second one, through the works of art, in this case, through poetry
that will save your life and beauty from the rage of time.

The introductory seventeen sonnets preach: take a spouse and beget a
child, so that you beauty wouldn't perish but revive in your son. But accord-
ing to Plato and Ficino, this is a vulgar way, open to any slave and clown. For
the chosen souls there is another way — a way of ascending to the ideal of
heavenly love. Youth and beauty gain their immortality in the beautiful lines
of a poet.

Now we can look anew at the strange expression in the dedication to
the "Sonnets": To the only begetter. The word begetter is not accidental here;
it cannot be substituted by inspirer or provider. It implies that in order to
immortalize himself one can beget an offspring by two different ways — be-
get it in a woman’s womb or in the mind of a poet. In the first case it will be
a mortal child, in the second, an immortal poem. The second way is undoubt-
edly more sublime but it is open only to the few.

Although many of these sonnets seem spontaneous outpourings of a
poetic heart, taken as a whole they are rather a result of deliberate design than
just pages from a poet's diary or lyrical confessions. Hence the ambivalent at-
titude of Wordsworth, Hazlitt, and other romantic writers to this “Shake-
spearean fruit”. Wordsworth wrote that the sonnets were the key by which
Shakespeare “unlocked his heart”. But elsewhere he enumerated their short-
comings — monotony, dullness, pretentiousness and deliberate darkness.

It seems that John Keats came closer than others to the gist of the mat-
ter in a letter to his friend John Reynolds: “...they seem to be full of fine
things said unintentionally — in the intensity of working out conceits.”

The ambivalence of attitudes and opinions reflects the inherent ambiva-
lence of the sonnets; they are, on the one side, deliberate constructions, and
on the other, free outpourings of the author's imagination. This can be applied
to other authors of the same epoch. It was not for nothing that Thomas Nashe
wrote in his introduction to the first edition of Philip Sidney's sonnets:
“...Here you shall find a paper stage strewed with pearl... while the tragicom-
edy of love is performed by starlight. The chief Actor here is Melpomene,
whose dusky robes, dipped in the ink of tears, as yet seem to drop, when I
view them near.”

Talking about the autobiographical basis of the sonnets, one should
have in mind that we deal with the greatest playwright of all times though he
plays now at the stage of lyrical verse. His dramatic works for the popular
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theatre could entertain and scare the audience giving it useful lessons in his-
tory and humanity. But Shakespearean sonnets were intentionally addressed
to another, more refined, audience and if they wanted to be something more
than entertainment they had to contain the undertextual matrices of higher
meanings. In any case, it is much more than a story about a friend who won
away a lass from the author.

Mapus Kanouoa I'uounu
(Ilapmckuu ynusepcumem, Umanus)

IlepeBoa Kak cONMPOTUBJICHUE 3JIY:
Ko3unues, Mapmak u mexkcnuposckuu coner LXXIV

Hcropusa nepeBona mekcnuposckoro conera LXXIV C. 4. Mapmakom
HAYMHAETCS U3JAJIEKA U CBSI3aHa C PYCCKOW peuenuunen tpareauu I amiiera.

B coBerckoe Bpems, cama 31oxa nopoxzaana UHTEPEC ISl MOJUTHYE-
CKOT'O HCTOJIKOBaHUS IIEKCIIMPOBCKOM Jpambl, MCTOpUUYEcKas 371000HEB-
HOCTh TpeOOBajia HOBOE Pa3MbILUIEHUE O JUHAMUKE BJIACTH U O €€ TpPaHMIIaX.
31eCh MONUTHUKA NOHUMAETCS B €€ 3TUYECKOM 3HAYECHHM M UMEET JIENIO CO
CMBICIIOM JKU3HU U C TOHSATHUEM >KEPTBEHHOCTH B MPUHITHUU COOCTBEHHOM
cyab0bl. BoT uto 3ameuaet mo sromy nopoay I'. M. Ko3uniies: «Teatpaiib-
HBIE PEXKUCCEPBI YACTO YBJIECKAINCH CIOBaMM “‘JlaHuWss — TiOppMa” W CcTapa-
JIMCh TI0KAa3aTh, YTO MPUHLL KUJI HA IIYCTBIHHOW U CHIPOM >Kuiruiomaad. Mue
CMBICJ 3TUX CJIOB ITPEACTABIIICS UHBIM: <...> IPUJIBOPHAS KU3Hb HAJIAXKEHA,
BCE€ ILUIBUIO IO TEYEHUIO. TONBKO OJHMH YEJIOBEK MOILIEN MPOTUB TeueHus. OH
MbICIHII. B 3TOM M cocTosno cymectBo Tpareauu. OIHAKO Yel0BEeK ObLI BO-
BCE€ HE TaK OJMHOK, KaK MPUHATO Obuio 0 HeM aymaTh» (Kosunies, 1982:
238).

«["amiteT» cTan HENmoJ03pEeBAaEMbIM ITOJIUTUYECKUM HPOCTPAHCTBOM.
B cnekrakine 1954 r. Ko3uniieB cHsT BCIO CBsi3aHHYI0 ¢ DopTuHOpacoMm Ju-
HUKO. ETro 1MocTaHOBKa KOHYAJIACh YMUPAKOIIMUM [ amMiIeToM, KOTOPBIA YATAET
LXXIV coner, Hekoe IekcnupoBckoe Exegi monumentum. KoswuHies
HAaCTOMYMBO XOTeJ INepeBo Mapiuaka, OTKa3blBasch OT npeiioxeHus Ila-
CTEpHAKa, KOTOPBIN, XOTS U HE ObLI JOBOJIEH TAKUM MCXOJOM JApPaMbl, IPUTO-
TOBWJI CBOIO Bepcuio coHeTa. [IoHSITHO, YTO JJIi HEro ObUIO Ba)KHO, YTOOBI
(¢uHan ObUT TaApMOHMYEH B JIAJly C SA3BIKOM LieNoro npousBenaeHusa. A Ko3uH-
1€B, KOTOPBIN ObLI BItOOJIEH B «["amnera» [lactepHaka, HacTauBaeT Ha CBOEM
NepBOHAYAIBHOM BBIOOpE, Jlake LIEHOM MalleHbKOW pa3moiiBku ¢ bopucom
JleonnpoBuueM. MeHsi 3TOT BBIOOp 03aayui A0 TOro, Kak s MOCMOTpela
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r1y0)ke 0COOEHHOCTH TepeBoia Mapiiiaka 3TOTo COHETa, MepPeBoji, KOTOPhIi
CTOWT KaK YHUKYM CpeH APYTHX €ro MepeBOI0B.

CIIUCOK JINTEPATYPhI
Ko3unnes, I'. M. (1982) I'ny6okuit skpan // Ko3unues I'. M. Co6p.
cou. : B S T. JI. : UckyccrBo. T. 1. 560 c. C. 17-356.

Maria Candida Ghidini
(University of Parma, Italy)

Translation as Resistance to Evil:
Kozintsev, Marshak and Shakespearean Sonnet LXXIV

Sonnet LXXIV as translated by Samuil Ya. Marshak has a long history
that is closely related with the Russian reception of Hamlet.

In Soviet times, the epoch itself spawned interest in political interpreta-
tion of Shakespearean drama, historical actuality required a new conception
of the dynamics of power and its limits. Politics is understood here in its ethi-
cal value and deals with the meaning of life and the notion of sacrifice in
voluntary acceptance of destiny. In this regard, Grigori M. Kozintsev pointed
out: “Theatre directors were often fascinated by the words ‘Denmark is a
prison’ and tried to show that the prince lived in a desert and a crude envi-
ronment. | perceive the meaning of these words somewhat differently: <...>
the court life 1s fixed, everything is going its way. Only one person goes
against the tide. He is a thinking being. This is the essence of tragedy. But the
man was not as lonely as it is common to believe” (Kozintsev, 1982: 238).

Hamlet became an unsuspected political space. In the 1954 perfor-
mance Kozintsev left out the line of Fortinbras. His staging ended up with
dying Hamlet who was reading Sonnet LXXIV, a sort of Shakespearean Exe-
gi monumentum. Kozintsev persistently wanted Marshak’s translation, de-
clining Pasternak’s proposal. Although he was not satisfied with this outcome
of the drama, Pasternak had prepared his own version of the sonnet. He de-
sired that the end of the piece was in tune with the language of the whole
work. But Kozintsev, who admired Pasternak’s Hamlet insisted on his initial
choice, even if it meant a little spat with Boris Leonidovich. This conscious
choice had puzzled me before I looked deeper into Marshak’s translation of
the sonnet: a translation which is unique among his other translations of
Shakespeare’s sonnets.
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E. A. llepsywuna
(Llanvresocmounsiil hedepanvublil yHUSepcumem, Braousocmok)

«Conetb» lllekcnupa Kak MO3ITHYECKUN UK
B nepeBoayeckoil tpakroske Urops ®@pagkuna
Jloknaa mocBsIIeH BaXXHON MpoOJIeMe XKaHPOBBIX ACIIEKTOB B aHAIIM3E
nepeBoAYecKoro mnpeodpasoBanusi coneroB lllekcnupa, paccmarpuBaeMbIX
HE MPOCTBIM CBOJOM OTAEIBHBIX CTUXOTBOPEHHUM, & €IUHBIM ITOITHUYECKUM
nukioM. Paccyxknas 06 0COOEHHOCTSX 3TUX KAHPOBBIX MPOEKLUUNA Y PYCCKHUX
nepeBoAYUKOB XX BEKa, aBTOP BBIABIISIET CBOEOOpa3re TBOPUECKON MO3ULIUU
Hrops Opankuxa.

Elena A. Pervushina
(Far Eastern Federal University, Vladivostok)

Shakespeare’s Sonnets as a Poetic Cycle
in Igor Fradkin’s Translation
The paper deals with an important problem of genre in translation mod-
ification of Shakespearean sonnets analyzed as a unified poetic cycle rather
than as a collection of separate poems. Arguing about the features of its genre
projections characteristic of twentieth-century Russian translators, the author
reveals the originality of Igor Fradkin’s creative stance.

B. C. ©@noposa
(Mockosckuti 2cocyoapcmeenHblil 2yMaHUmMAapHblil YHUBEPCUmen uM.
M. A. lllonoxosa)

«Jlatupyemsbie» coHeTnl Hlexkcnupa
[Ipob6iema natupoBKU MEKCTUPOBCKUX «COHETOBY SIBIISIETCSI OJTHON U3
CaMbIX TPYIHBIX 3aJa4 COBPEMEHHOIO LIEKCIIUPOBEneHUs. st ee pereHus
IPUMEHSIIOTCS  Pa3jIM4YHbIE METOAbl: CTATUCTUYECKUE, CTUIUCTHYECKHUE,
JUMHTBUCTUYECKHUE, HO CaMbIM MEPBBIM M CAMBIM MPOCTHIM ObLI CIOCOO yCTa-
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HOBJICHUSI XPOHOJOTUYECKUX COOTBETCTBUH, TO €CTh MOUCK B CTUXOTBOPEHU-
X HAMEKOB Ha peaJIbHble HCTOpUYECKHE U Ouorpapuyeckue COoOBITHS.
B 11eKCnmpoBCKOM LMKJIE UCCAEAOBATENH MBITAIUCH OOHAPYKUTh U HAXOJIU-
JU TaK Ha3bIBa€Mble «JATUPYIOIIME COHETB» — T€, COAEP)KaHHE KOTOPBIX
AKOOBI HECJIO B ce0e yKa3aHMs HAa U3BECTHBIE UCTOPUUYECKHE (PAKThl WM J0-
CTOBEPHO YCTAHOBJICHHBIE ITpoucliecTBUs U3 xu3HU Y. lllekcniupa. B naH-
HOM JIOKJIaJIe TIPEANPUHUMAETCS TONbITKA MEPEUYNUCIUTh U ONKCATh BCE «Jla-
TUPYIOIIUE)» COHETHI, U MPOJEMOHCTPUPOBATh MEXaHU3M pabOThl METOHA
XPOHOJIOTHYECKUX COOTBETCTBHUM, €r0 BHEIIHUE MPEANOCHUIKA U MPUYHHBI
JUTSl €r0 KPUTUYECKOU YSI3BUMOCTH.

Valeria S. Florova
(M. Sholokhov Moscow State University for the Humanities)

“Dating” Sonnets of Shakespeare

The problem of dating Shakespeare’s Sonnets remains one of the most
arduous tasks of the modern Shakespeare scholarship. Various methods apply
to solve the question — statistic, stylistic, linguistic ones, but the first and
easiest way concludes in the establishment of chronological correspondence,
1.e. in research on various allusions to real historical or biographical events in
verses. Some scholars have tried to find and discovered the so-called “dating
sonnets” in Shakespeare’s sequence. The sonnets’ matter allegedly bears an
indication of the well-known historical facts or verified incidents of Shake-
speare’s life. The paper makes an attempt to list and describe all “dating son-
nets” as well as to demonstrate the inner mechanism of the “chronological
concordance” method, its external background and the reasons that make it so
vulnerable to critical attacks.

E. M. Macnennukosa
(Teepckou cocyoapcmeeHHblll YHUBEpCUmem)

Conersl Yuiabsaima lllekcniupa B pyccKux nepeBogax
Ha pyoe:ke XX-XXI BexkoB
Cpenn MUPOBOrO KyJbTYPHOTO HACIIENHs, HABEPHOE, CaMbIM IEPEBO-
JIMMBIM Ha PYCCKHM SA3BIK aHTJIOA3BIYHBIM aBTOPOM cTail Y uinbam lllekcnup.
Ha conernpiii nuki Y. Illekcriupa B pycCKOM KYJIBTYPHOM IIPOCTPAH-
ctBe (1839-2014) nmpuxoautcs cbiiie 3500 MosTHYECKUX TIEPEBOJIOB U 466
IIPO3anYECKUX MIEPEBOIOB.
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«MOUTHOCTBY U KyJbTYpHasi 3HAYMMOCTb TEKCTa BJIEKYT 3a cO00il yBe-
JIMYEHUE KOJMYECTBA IOSBIAIOIIMXCSA HOBBIX IIEPEBOJOB KAK JUYHOCTHBIX
IIPOEKIMH, ITOTYyYaEMBIX MO/ BIUSHUEM BHOBb BO3HHMKIINX BHEIIHUX U BHYT-
PEHHUX YCIIOBUN.

[lepeBoapl MIEKCIMPOBCKUX COHETOB, BBINOJHEHHbIE Ha pyOexke XX—
XXI BekoB, B 0OJIbIIIEH UJIM MEHBIIIEH CTENIEHU OKa3bIBAIOTCS MOTHUBUPOBAH-
HBIMU JIMYHOCTHOW 3aMHTEPECOBAHHOCTHIO IEPEBOAYMKA, BBIACIAIOLIETO U
(UKCUPYIOIIETO T€ CMBICIBI, KOTOPbIE OH BOCIIPUHUMAET OTHOCUTEIBHO CO-
BPEMEHHOU €My COLIMOKYJIBTYPHOW cutyauuu. Hampumep, npociexusBaercs
Tpaauius npoutenus: conera 66 Y. lllekcnupa B Poccun, korga nepeBoaun-
KM MaKCUMAaJbHO aKTUBU3UPYIOT OTCBUIKU Ha 3710, miopbMy, HOPOK, nopabo-
wennoe [loopo, npuHUMas Ha ce0sl PYyHKIIMIO BBIPA3UTEIIsl OIEHOYHON TOYKU
3pEHUs, YTO CBSI3aHO C MPOUCXOJALIMMHU B PEaJbHOM MHUpPE IPOLIECCAMU: B
nepeBojie coHeTa, BbIMoaHEeHHOro B 2006 1. C. 1. TpyxaHOBBIM, MOSABISETCA
000po 6 Kanoanax, a 310 8 1amMnacax, T. €. PUKCUpyrTcs Bo3HukIme B Poc-
CUHU TUIIbI COLIUAIIBHBIX OTHOLIEHU.

Ecnu nepeBoquuK Kak yuTaTeab pediekcupyer He HaJl MUPOM aBTOpa,
a HaJl COOCTBEHHBIM MUPOM, TO U3 aKTUBHOT'O UHTEPIIPETATOPA OH MOCTEIEH-
HO IIPEBPAILAECTCSA B CO-TBOPLIA TEKCTA, TAK KAK €r0 KOMMYHUKATUBHBIE yCTa-
HOBKH HAUYMHAKOT ONPEAEIATH «yIroJl 3pEHUs» HA TEKCT, KOraa IpU «IIeperno-
HUMaHHUW» MEPEBOAYMK BBIOMPAET TO, UTO OH IOHSJI», a OTCEKasl «HEMOHS-
TO€», BOJBHO WJIM HEBOJIbHO HAUYMHAET 3aIMOJIHATh «Oelble MSATHA» TEKCTa.

Eugenia M. Maslennikova
(Tver State University)

Shakespearean Sonnets in Russian Translations
at the Turn of the 20th-21st Centuries

Among the world cultural heritage, William Shakespeare is to be re-
ferred to as the most popular English-speaking author whose works are being
constantly translated. There are more than 3500 poetic translations and
466 prose translations of the famous sonnet cycle of William Shakespeare
within the Russian cultural space (1839-2014).

The cultural significance of any text leads to new translations that are
viewed as personal projections and are influenced by different internal and
external conditions.

Russian translations of Shakespearean sonnets carried out at the turn of
the 20th—21st centuries to a certain extent are motivated by translators’ per-
sonal interests as translators find and fix textual meanings due to the current
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socio-cultural situation. For example, there is a tradition when reading and
interpreting sonnet 66 (“Tir’d with all these...”) to maximise references for
captain Il to prison, vice, enslaved Good (originally, captive Good). Transla-
tors take over the function of giving their own estimations as their reflection
over on-going processes in the real world. So, in S.I. Trukhanov’s translation
of sonnet 66 (2006) the good appears in shackles and former captain Il as the
Evil is wearing trouser stripes as if it were a high-rank general. Gradually,
new types of social relations find place in translations of classical texts and
right perfection wrongfully disgrac’d turns into mediocrity wearing the gar-
ters and orders on the breast (Yakov M. Kolker’s translation, 2005).

When translators are reflecting over the textual world but over the real
world where they are living, they begin to consider themselves co-creators of
the sonnets. As a result, their position is to define an angle view of a text. In
case of super-understanding, it is the translator who chooses that he/she has
“understood” and cuts off all the “misunderstood” points, trying to fill in the

gaps.

A. 1O. Munumapées
(Poccutickuti 2cocyoapcmeenHbili 2yMaHumapHuslil yHusepcumem, Mockea)

Mou nepeBoabl Ha pycckuil coHeroB Hlexkcnupa

B HeckoHyaeMoM criope 0 TOM, MEPEeBOJMMA JIM MO33Us, 1 MPUIEPKU-
BalOCh YMEPEHHO ONTHMHCTHYECKON MO3UIMUA — J1a, IEPEBOUMA, BO3MOK-
HO, 32 HEKOTOPBIMU HCKJIIOYEHUSIMU (HAIpUMEp, CTUXHU, TJIABHBIM U He3aMe-
HUMBIN «IIOCBUD» KOTOPBIX HEOTAEIUM OT UTPHI CJIOB, HACTOJIBKO Crenu(uy-
HOM IS Si3bIKa OPUTHHAJA, YTO YJAYHO MEePEeaTh 3Ty UTPY CPEJICTBAMMU SI3bI-
Ka [IepeBo/la HE TOIYYaeTCcsl — I0Ka).

Pe3ynbrar npsiMo mponopuuoHaieH npohecCHOHaIbHOMY YPOBHIO Tie-
pPEBOAUMKA U KOJUYECTBY BPEMEHHU U YCHIIHM, KOTOPbIE OH TOTOB BJIOKUTH B
JaHHBIN niepeBo. B 3ToM cMbicie nepeBoja Kak BUA JI€SITEIBHOCTA YCTPOEH
aHAJIOTUYHO TPYAY YUEHOTO — BO BCSIKOM cllydae, B 00J1aCTH T'yMaHUTapHBIX
Hayk. Eme ogun pematomuii pakrop — CTENeHb aJeKBaTHOCTH yCTaHOBOK
(copMyIMpPOBaHHBIX WJIH «UHTYUTUBHO-3BPUCTUUYECKUX») MEPEBOAUMKA
BOCIIPUSITUIO COBPEMEHHOTO €My KBAIU(PUIMPOBAHHOTO uuTaTens. Mou
YCTaHOBKH IIPU NEPEBOJIE JIOOBIX CTUXOB HUKAKOW OPUTMHAIBHOCTBIO HE OT-
JMYAIOTCS: MO BO3MOXHOCTH MaKCUMaJIbHO aJ€KBAaTHO IEpeNaTh COJEpKa-
HUE, cneluuKy XpOHOTONa, aCCOLMATUBHBIE Psiabl, GopMy (pa3mep, THUIL
puMbl), METAPOPUKY U T. 1., IPOU3BEAS MPU 3TOM TAKUE PYCCKUE CTHUXH,
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KOTOpBIE BO3/ICHCTBOBAIM Obl HA YHUTATENS, «TPOTAJW» €ro, MPUMEPHO TaK
ke, KaK BO3JICMCTBOBAT — B MOEM CYOBEKTHBHOM MPEICTABICHUH, KOHEIHO,
HE TpeArnoararmeM mpodhecCHOHATLHOTO N3YUSHUS PeallbHON KYJIbTYPHO-
HCTOPUYECKOM CUTYallu — OPUTHHAI Ha COBPEMEHHOTO €My YHUTaTesl.

WNHBIMU cTTOBaMH, sI CTApParOCh CENATh MEPEBOJ «IUTAO0CITBHBIMIY PYC-
CKUMH CTHXaMH. B TiepeBojax MIEKCITMPOBCKUX COHETOB, MHOTHE W3 KOTO-
PBIX MHE KaXyTCS YEM-TO BPOJIE «CTHUXOB B aTbOOM», S CTaparOCh MPEACIHHO
n30eraTh W3JIMIIHEH TMATETHKA W IOJCO3HATEIHHOTO aHAXPOHUYECKOTO
OIIYIICHUS OOIICHUS C BEIMKUM KIACCHKOM, «ITaMSITHUKOM» W TIepeaaBaTh
CapKaCTUYECKYI0, HPOHUUYECKYIO, IITyTIUBYIO, & TO U YHCTO MTPOBYIO HHTO-
HaIro (TTOpoH MHE Ja)ke KaKETCs, 9TO HEKOTOPhIE COHETHI HAIMCAHBI «HA
Crop» JUIsl APYKECKHUX IOMOEK: BbI, COp BHibsaM, yke mpo 3TO Hamucaau
IBaAIlaTh COHETOB, OOJbIIE BaM c1a00. — AX, ci1ado? Hare eme npaanats!).
[ToygaeTcst 3TO WM HET, CYAUTh yYaCTHUKAM KOH(EPEHITUU — CITeIIHAIIN-
CTaM-IIIEKCITUPOBEaM, K KaKOBBIM 51 Ce€0sl HM B MaJICHIIIeH CTETICHU HE MPHU-
YHUCIISIO.

Alexander Yu. Militarev
(Russian State University for the Humanities, Moscow)

My Translations of Shakespeare’s Sonnets into Russian

In the ever-lasting debates about the “translatability” or “untranslatabil-
ity” of poetry, I adhere to the position of “moderate optimism”. Poetry is
translatable into other languages (I can speak here only about Russian), ex-
cept, perhaps, for rare cases of a poem with the inherent and indispensable
message based on a wordplay so specific for the language it is composed in
that it can hardly be expressed by the poetic means of another language.

The results of translation are directly proportional to a translator’s skill
level, and a measure of time and efforts he/she contributes to the translation.
In this, poetic translation as a kind of activity is akin to a scholar’s work, at
least in the humanities. Another key factor 1s the adequacy of guidelines cho-
sen by the translator (either rationally or intuitively and heuristically) to the
competent modern reader’s perception. My guidelines in translating any poet-
ry are quite unoriginal: to preserve — as much as possible — the substance,
peculiarity of time and space, associative array, form (metre, type of rhyme),
metaphors, etc., producing at the same time a Russian verse that would affect
and move the reader in the same way as the original affected and moved the
author’s contemporaries (as I can subjective guess it, without laying claim to
professional acquaintance with the real cultural and historical context).
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In other words, I do my utmost to make the translation as readable a
piece of poetry in Russian as possible. In translating Shakespeare’s sonnets,
some of which I perceive as “poems for someone’s private album”, I try hard
to avoid pompous loftiness and almost subconscious anachronistic sensation
of communicating with the great classic, a living monument. Instead, I do my
best to preserve what I feel as sarcastic, ironic, jocular, playful intonation:
some sonnets even seem to me composed “on a wager” at an amicable ca-
rouse (Sir William, you’ve composed some twenty sonnets on this subject.
It’s too much, you are done! — A great deal! Here are twenty more.) Wheth-
er it hits the mark or miss it I leave to judge to Shakespeare scholars partici-
pating in the present conference.

U E. Yynuc
(Xapvkos, Ykpauna)

IHepeBoan! Y. lllexcnimpa Ha pycCKUi A3bIK

IIpencraBnennbii nepeson U. E. Uynuce Bcex 154 coneroB VY. Illekc-
nypa xapakTepusyeT 0epekKHOE OTHOLIEHUE K MEPBOUCTOYHUKY, CTPEMIIEHUE
OCTaBaThCA B paMKax XYJI0’KECTBEHHBIX MPUEMOB BEIMKOro moi3ta. Takoi
IIOAXO0J MPUCYL, HAaIlpumep, nepesoaueckou miosne M. JI. Jlozunckoro. Ile-
PEBOJT BBIMOJIHEH 10 aHTIOs3bIuHOMY u3nanuto (W. Shakespeare. The Son-
nets and A Lover’s Complaint (ed. by John Kerrigan. Penguin books, 1986),
coJiepKalieMy MHOTOUYHCIIEHHbBIE TOCTPOYHbIE IPUMEYAHUS.

[Ipu mepeBojie COHETOB MEPEBOAUYMK CTPEMMIIACH COXPAHATH XY 0XKe-
CTBEHHBIE CpPEJCTBAa NEPBOMCTOUHMKA: PUTMHUYECKYIO TKaHb; «JIbIXaHHE,
T. €. JUIMHY NPEJJI0KEHHUM, KOTOPbIE HHOT/Ia 3aHUMAIOT 3HAYUTEIbHYIO YacTh
coHeTa (Hampumep, B coHerax 12, 15, 63 — 31o 12 ctpok u3 14); paznudue B
OOpalIeHUsIX «ThD» U «BbD»; aHAPOPUUECKHUE MTOBTOPHI (CM., HAIPUMEP, COHE-
Thl 49, 66); noctpoenus: tuna «Korga... Toraa...»; 3HaKd BOIpoca U BOC-
KJIMLIaHHUSL.

N3 154 coneroB 126 mocBsnIEeHbl 3HAaTHOMY IOHOIIE, UMsI KOTOPOTO
VYumn (cm. conetnl 20, 135, 136, 143), 1 Tonbpko 27 MOCBSIICHBI KEHIITUHE.
O06 sToM HeaBycMbICIEHHO roBoputcs B coHere 20: «lIpupona >keHIIMHON
Tebs nenwia // U, oueBuaHoO, oxypeB oTdact, // Tebe Mol nmpu3HaK MPUCO-
BOKymuia, / JIo0aBuB HEYTO, K MOEMY HECHYacThio». B mepeBeieHHbIX COHE-
Tax MPOCIEKUBACTCA MHAMMKA JTIOOOBHBIX OTHOIIEHWI M03Ta, €ro aKTep-
ckas npodeccus (conetsl 23, 111) u Gosee HU3KOE, YEM Y €r0 IOHOTO JIpyTa,
coluajgbHOe moJioxkeHue (coHetsl 57, 58). B psime coHeToB (CM. Hampumep,
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coHeThl 59, 64, 66, 119) Benukuil MO3T MpEACTaET Nepe]l HAaMU KaK MYApbIA
dbunocod.

Irina E. Chupis
(Kharkov, Ukraine)

Russian Translations of Shakespeare

The translation of all Shakespearean sonnets presented by Irina E.
Chupis, can be characterized by constant trying to be as true to the original as
possible, using the same or similar stylistic devices to create the same or sim-
ilar emotional colouring. This is the approach typical of Mikhail L. Lo-
zinsky’s followers. The translator used The Sonnets and A Lover's Complaint,
edited by John Kerrigan (Penguin Books, 1986) as the original text source. It
contains a detailed commentary.

While working on the translation, Irina E. Chupis did her best to pre-
serve the peculiarities of the author’s artistic style, to render the distinguish-
ing features of his poetry: its rhythmical structure, its “breathing”, i.e. the
length of a sentence, which sometimes constitutes a considerable part of a
sonnet ( e.g., in sonnets 12, 15, 65 it is 12 lines long out of 14), its anaphora
(e.g., sonnets 49, 66); pronouns “thou” and “you”; phrases of the type:
“When... Then...”, its punctuation.

One hundred and twenty six sonnets are devoted to a noble young man
named Will (cf., sonnets 20, 135, 136, 143); and only twenty seven sonnets
are devoted to a woman. It is clear from sonnet 20: “And for a woman wert
thou first created, // Till Nature as she wrought thee fell a-doting, // And by
addition me of thee defeated, // By adding one thing to my purpose nothing”.
In the sonnets we can see the dynamics of the poet’s love affairs. In some
sonnets (23, 111) we see Shakespeare as an actor. It is possible to read that he
is of a lower social status than his young friend in sonnets 57 and 58. Be-
sides, Shakespeare is a wise philosopher (see, e.g., sonnets 59, 64, 66, 119).
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B. @. Ocens (Ilozopenos)
(Hayuno-npouzsoocmeennoe obveounenue
«Ooecckuti buomexHoro2uyecKull uHcmumymy, Ykpauna)

O nepeBoaax 66-ro conera llexkcnupa:
AHAJIU3 U NepeBOJI C AHTJIMHCKOro

1. IIpoaHanu3upoBaHbl AHTIIMMCKHE TEKCThI 66-Tr0 coHera lllekcnupa,
B35IThI€ U3 PAa3HBIX MCTOYHHKOB; BBISBIICHBl HECOBMAJEHUS C IEPBOMCTOUYHU-
koM. [[ns mepeBoga ObLI BBIOpAH YTOYHEHHBIM BapuaHT, COOTBETCTBYIOLIUN
OpUTHHATY.

2. PaccmoTpeHo aABaanaTh CeMb PYCCKUX NEPEBOAOB 66-ro COHETa
[Ilexcniupa (BbUIOKEHHBIX B MIHTEpHETE) HA MPEAMET COOTBETCTBUS CMBICIIO-
BBIM aKILIEHTaM IMepBOMCTOUYHMKA. Kaxxaomy nepeBoay ObLT IPUCBOEH HOMEP
B TPOU3BOJILHOM TOPSAKE, MOCKOJIBKY TpeOOBajIoch OOpHCOBaTH OOIIYIO
KapTUHY, @ HE YaCTHOCTH.

OtmedeHo, 4To 27 pyCCKUX IMEPEBOJOB, pa3MEMIEHHBIX B MIHTEpHETE,
XOTSl ¥ OTJIMYAIOTCS, @ MHOT/Ia JIOBOJIBHO 3HAYUTEIBHO, COJIEPKAT MOBTOPSI-
IOIMECsT TOATOHUMBI (IMIOMUMO, pa3dymeercs, BBeAEHHBIX lllekcnupom),
Hanpumep: «pot» — 10 pa3, «momp» — 9 U T. M. B HEKOTOpBIX TEKcTax
UMEIOTCSl HE TOJIBKO MOX0KHE 00pasbl, HO U JIOCJIOBHBIE UM OYEHb OJIM3KHE
CJIOBOCOYETAHUSI.

3. B pesynbraTe aHaiu3za ABAALATH CEMH TEKCTOB Ha MPEIMET COOT-
BETCTBUS MBICIISIM, BbicKa3zaHHbIM [llekcimpoM B 66-M coHeTe, 0OHapyKEHO,
HaIpuMep, YTO, C OAHOM CTOPOHBI, TOJBKO B 12 mepeBogax cyMMapHOE COB-
najieHue (Xopoliee IIc yAOBIETBOPUTEIbHOE) qocTuraet 50—69 % u nuib
B A1ByX — 75 1 81%; a ¢ Ipyrou CTOPOHBI, ECIIM pacCMaTPUBATh CTPOUYKH IO
OTJIEJIbHOCTH, — TOJIbKO IIECTH CTPOUYKAM M3 YETHIPHAALIATH [0 CYMME COB-
naJeHu ynanock npeonoiiets S0 % u nonacte B uHTEpPBAI 52—-65 %.

4. Pa3zHooOpa3ue nepeBoJ0B MOCTaBUJIO BOIIPOC: O YEM K€ HAa CAMOM
nene Hanucan [llekcnup B 66-0M COHETE, KaKHe MBICIIU BJIAJICNIM UM mo20a’?

B pabote nmpuBoasATCS aBTOPCKUM MOJCTPOYHUK 66-rO COHETa U TPHU
BapUaHTa MepeBoja: OCHOBHOM M JIBa 1TA0OPAaTOPHBIX.

Oco060 mpoaHaIU3UPOBAHO COOTBETCTBUE JUCTUXOB B OMYyOJMKOBaH-
HBIX TEKCTaX MBICISM, BbhIpakeHHbIM Lllexcrinpom B 3aMKe CBOETO COHETA.
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Valentin F. Osen (Pogorelov)
(Research and Manufacturing Association
“Odessa Biotechnological Institute, Ukraine)

On the Translations of the of Shakespeare’s Sonnet 66:
An Analysis and Translation from English

1. The English texts of Shakespeare’s Sonnet 66 taken from different
sources were analyzed; several discrepancies with the original text were
found. A revised version, corresponding to the original, was chosen for trans-
lation.

2. Twenty-seven Russian translations of Sonnet 66 (found on the Inter-
net) were examined for preserving the shades of meaning of the original text.
Every translation was given a random number, as only the overall picture was
to be shown, not the particulars.

It was observed that although the twenty-seven Russian translations
found on the Internet, are different, and sometimes significantly so, they con-
tain repeated poetonyms (certainly besides those introduced by Shakespeare),
for instance: «pot» (mouth) — 10 times, «momip» (strength) — 9 times, etc.
Some texts have not only similar images, but also verbal and close phrases.

3. For example, the result of the analysis of the twenty-seven texts for
correspondence to the thoughts expressed by Shakespeare, showed that on
the one hand, the total match reaches 50-69% only in 12 translations, 75—
81% — only in two translations; and, on the other hand, when studying the
lines separately, only six of the fourteen lines overcame the barrier of 50%
and fell between 52-65%.

4. The variety of translations raised a question: what was the real mes-
sage of Shakespeare in his Sonnet 66, what thoughts possessed him at the
moment?

The work is based on the author’s interlinear translation of Sonnet 66
and the three versions of this translation: the main one and two drafts. Much
attention was paid to the correspondence of distiches in the published texts to
the thoughts expressed by Shakespeare in the “lock™ of his sonnet.
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11. I Yebomapes
(Mockosckuti 2cocyoapcmeenHblil UHCIMUMYN MeHCOYHAPOOHBIX OMHOULEHUT
[Vuusepcumem] MHUJ] Poccuu)

B n1abupunTe Jparo. UHTEHUNOHAJBHBIN AHAJIU3
n30panHbIX coHeToB Y. lllekcnupa

1. [log «MHTEHUHMOHAJIBHBIM aHAIM30M» B JAHHOM CJIyyae MoJipazyMe-
BaeTcs MpoueAypa, MO3BOJISIONIAs BbIEIUTh B TEKCTAX AJIEMEHTapHbIE KOM-
MYHUKATHUBHBIE 3a7aull — MHTEHUMU. OHAa OpPUEHTHPOBAHA HE CTOJBKO Ha
JUHTBUCTUYECKHE OCOOCHHOCTH TEKCTa (XOTS OHM HU B KOEM CJIy4yae He Wr-
HOPUPYIOTCA), CKOJBKO Ha OMNpPEAENICHHE TOro, Kak OCYIIECTBIISIETCS COO-
CTBEHHO MH(pOpMALMOHHBIN nponecc. C ee TOMOILIBIO ONPEAEIIIIOTCS OCHOB-
Hble 3a7a4M (WM OJHA 3ajaya), KOTOPhIE/KOTOPYIO (IO OLIEHKE YMUTATENs)
CTaBUT Mepesl cOO0M co3/1aTelib TEKCTA, U T€ IPOMEKYTOUHbIE 3a]]a4H, YEPe3
KOTOPBIE OH JIOCTUTAET CBOEH OCHOBHOM LIEJIH.

2. Uccnenyercs, TakuMm o0pa3oM, TO, KaK OpraHuW30BaH TEKCT. Takoi
MOJAXO0/J MO3BOJISIET, B YACTHOCTH, JEJIaTh CYXKIEHUE O HEKOTOPBIX JTUYHOCT-
HBIX OCOOEHHOCTSIX aJpeCcaHTa U €ro POJEBbIX OTHOIICHHSIX C aApecaToM
TEKCTa.

3. Jlnsa ananu3za Obuio BeIOpaHo 4 conera Illekcniupa: 89, 90, 91, 137.
CoOCTBEHHO TEKCThI COHETOB OBLIM 3aMMCTBOBAHBI JJIs aHAJIU3a U3 JIOHAOH-
ckoro wu3gaHust kBapto 1609 roma mnoa HazBanueM SHAKE-SPEARES
SONNETS. Never before imprinted, onyGnukoBaHHOr0 Ha caiiTe MpPOEKTa
«'yTenoepry.

4. B noknane qaeTcs ONMMCaHHWE MPOBEICHHOIO MCCIEIOBAHMS, B XOJE
KOTOPOT'O MOIIAaroBO BHICTPAMBAETCA KOMMYHHMKATHBHAS TaKTHUKa a/IpeCaHTa.
TakTuku, OTpakKE€HHbIE B TEKCTaX MU30PAHHBIX COHETOB, CPABHUBAIOTCS MEXK-
Iy cO0OM, MOTyUYEHHbIE Pe3yJIbTaThl IPEICTABICHBI HATISIIHO (B YaCTHOCTH,
B BHU/IE€ TAOJIMIIBI) B 000OIICHBI.

5. Hlanee npoBoauTCs OOUIMI 0030p SI3BIKOBBIX CPEJICTB U JIOTUYECKHUX
CTPYKTYP, UCIIOJIb3yEMbIX aBTOPOM M30PAHHBIX COHETOB.

6. IToroM npeanpuHATOro MCCIEIOBAaHUS SIBISETCS, B YACTHOCTH, TO,
4YTO OHO, [T0 MHEHHIO aBTOpa JOKJIa/a, JA€T JOCTATOYHO OCHOBAHUI MPeArno-
Jarath, 4TO HE BCe M30paHHbIE COHETHI ObUIM HAMMCAHBbl OJJHUM aBTOPOM, B
HEKOTOPBIX HAOJIIOAAOTCS IPU3HAKY JUAJIOra.

7. B 3akiro4yeHue NEMOHCTPUPYIOTCS Ha OTAEIBHBIX IIPUMEpaAx BO3-
MO>XHOCTH HMCHOJIb30BaHUsI IPUMEHEHHOT0 METOJla aHajih3a AJIs MCCIIeI0Ba-
HUSl UMEIOLIUXCS TEPEBOIOB COHETOB Y. Illekcmupa Ha pyCCKUM, a TakXKe
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HCIIOJIb30BaHNA MHTCHIHUOHAJIBHOTO aHaJIM3a JJIA IMPCAIICPCBOAUYCCKOTO aHa-
JHn3a TCKCTA.

Petr G. Chebotaryov
(Moscow State Institute of International Relations of
the Ministry of Foreign Affairs of Russia [MGIMO-University])

In Erato’s Labyrinth. An Intention Analysis of
Selected Shakespeare’s Sonnets

1. The paper presents a study of selected Shakespearean sonnets’ texts
through the analysis of intentions. Intentions are understood as elementary
communicatory tasks, which the speaker is performing by speaking, and tran-
sitional tasks he/she uses. So, the main point of such analysis is to study the
text as informational phenomenon more than linguistic one, while the linguis-
tic analysis is not ignored.

2. Therefore, the object of this research is the structure of the text. It
gives an opportunity to judge about some personal qualities of the speaker
and form an opinion on role relations between communicating partners.

3. The texts of the sonnets 89, 90, 91 and 137 were selected for the
analysis. (The author used the Quarto edition SHAKE-SPEARES SONNETS.
Never before imprinted published in 1609 and available via Project Guten-
berg).

4. Our research involves a step-by-step reconstruction of the speaker’s
tactic. The tactics shown in different texts are compared, presented clearly
(also graphically) and generalized.

5. An overview of linguistic and logical means used by the author is
produced.

6. We have come to a conclusion that some of the studied texts could
be produced by different speakers, some of them have an indication of dia-
logue.

7. The author illustrates the potential of the intention analysis for the
research of existing translations of Shakespearean texts into Russian and for
the preparation of new translations.
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I'. B. Hxosnesa
(Canxkm-Ilemepbypeckuti 2ocyoapcmeenHvii yHugepcumeni)

Conersl lllexkcnmpa B nepesoae Urnatuss UBanosckoro (2001).

3ambIces U CBepLICHUE

B pab6orte ananusupyercs HOBbIM mnepeBoa «ConeroB» Y. lllexcnupa,
OCYUIECTBIEHHBIN NEeTepOyprckuM mnepeBogunkoM Wrnatnem MuxaiinoBu-
yeM MBaHOBckHM. OH cONMOCTAaBJIEH € €T0 cTaThér «[IpuHIUITBI TIepeBo1ay, B
KOTOPOW YTBEPKIAIOTCS CIEAYIOIINE MOJIOXKEHU: HEOOXOAUMBI «TOYHAas,
CTpPOKa B CTPOKY, Ilepe1adya TEKCTa, HEMOCPEACTBEHHOCTh “‘THEBHUKOBOW MH-
TOHALMM *, OTKa3 OT apXau3aluHd si3bIKa MEepPeBOJA, pACUET HA YMTATEI, Ie-
pPEN KOTOPBIM JIEKUT MOJIMHHUK. CHEAYET TAaK)KE YUUTBIBATh, YTO ITOUYTH BCE
COHETHI OOpAIIEHBI K )KEHIIIMHE.

ABTOp paboThl paccMaTpUBAET, HACKOJIBKO CIPAaBEUIMBBI CAMU IPHUH-
LUIIbI, 3asBJICHHbIE MIBAaHOBCKMM, B MPUMEHEHUU K NEPEBOAY BOOOIIE U K
nepesoqy coHeroB lllekcrimpa B 4acTHOCTH, a TakK€ HACKOJIBKO YCIICIIHO
OHM IIPETBOPEHBI UM B JKM3Hb IPH NEPEBOAE MEKCHUPOBCKUX « COHETOBY.

Galina V. Yakovleva
(St. Petersburg State University)

Shakespeare’s Sonnets in Ignati Ivanovsky’s Translation (2001).
The Conception and Achievement

The paper presents an analysis of the Russian translation of Shake-
spearean sonnets made by a St. Petersburg translator, Ignati Ivanovsky
(2001). The translation is tested against the principles declared by its author
in his article: “intimate intonation, rejection of the archaic Russian language,
absolute necessity for the reader to have both the original and its Russian var-
iant before his eyes while reading the translation. And last but not least, one
should also remember that most of the sonnets are addressed by Shakespeare
to a woman.”

The truth of all these statements is explored in the paper. The results of
their application by I. Ivanovsky to his translation of Shakespeare’s Sonnets
are also examined.
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U. A. Xopcyn
(I 'omenvckull 2ocyoapcmeen bl yHUgepcumem
um. @. Crxopunsit, benapycyw)

Ocob0ennoctu nepesona covera 130 Y. lllexkcnupa
HA PYCCKHMU M 0€JI0PYCCKHMU SA3BIKH

B nanHoMm goknazne mpoBOAUTCS MOAPOOHBIN JTUHIBUCTUYECKUI aHATIU3
opurnHaina co”era 130 V. Illekcnimpa B CpaBHEHUUM U COINOCTABJIEHUHU NEpPE-
Bos0B B. H. JlyooBku u C. fI. Mapinaka: o01iee cojepxaHue, Uaesi COHETa,
OCOOEHHOCTH Tiepeayn pudMbl, aKIIEHTHOM CTPYKTYpbl COHEeTa. B cpaBHU-
TEJIbHOU TabyNIle TPUBEAEHBI CTHIIMCTUUECKUE CPEACTBA (CPaBHEHUSI, SIUTE-
ThI), UCIIOJIb3yEeMbIE€ OEIOPYCCKUM U PYCCKUM MEPEBOTUMKAMHU JJIsI CO3JaHUs
00pa3oB paccMaTpUBaEMOI0 COHETa. ABTOpP aHAJIM3UPYET CTENEHb COOTBET-
CTBUS BBIOPAHHBIX CPEJCTB PYCCKUM M OEIOPYCCKUM MEPEBOAUYMKAMHU, HE-
CMOTPS Ha CUHTETUYECKHUI XapakTep S3bIKOB B OTIMYHE OT aHATUTHYECKOTO
A3bIKa-OpUTHUHAA.

Irina A. Khorsun
(F. Skorina Gomel State University, Belarus)

Translating Shakespeare’s Sonnet 130 into Russian and Belarusian

The problem field of this paper is the complexity of the translation be-
tween unrelated languages (in particular, from English into Russian and Bela-
rusian): the differences in the way of the organization of poetic speech, poetic
features and quantitative and qualitative differences of metric tools. The au-
thor carries out a detailed linguistic analysis of the original of sonnet 130 by
Shakespeare in comparison with Vladimir N. Dubovka’s and Samuil
Ya. Marshak’s translations (poetic content, the idea of the sonnet, the peculi-
arities of rhyme and the accent structure of the sonnet). It shows the peculiar
skills of each translator who provided an adequate transfer of the whole pic-
ture of the sonnet. The comparative table shows the stylistic means (compari-
son, epithets) used by Belarusian and Russian translators to create the images
in the given sonnet. The author analyzes the degree of compliance of the
means chosen by the Russian and Belarusian translators, despite the synthetic
nature of Russian and Belarusian in contrast to the analytic nature of the orig-
inal language (English).
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HEPEBO/bI HIEKCIIUPA
SHAKESPEARE IN TRANSLATIONS

T. B. Kynbmamosa
(bubnuomexa Poccuiickoul akademuu Hayk, Cankm-Ilemepoype)

K uctopun nepeBoaa «I'amiiera
BeJiukuM KHsi3eM KoncrantunoMm Koncrantunosuuem (K. P.):
10 MAaTepPUAJIaM MePEeNUuCKU U JJUIYHOU OMOJIN0TEeKH

B 1924 r. B bubmuorexky Axanemuun Hayk (BAH) uz MpamopHoro
JBOpIAa TocTynuia Oubauoreka Benukoro kHs3s Koncrantuna KoHcTanTu-
HOBMYa PomaHOBa, B COCTaB KOTOPOM BX0oJujI0 coOpanue kHUr no Lllexcnu-
py, HacuuthiBatomiee 110 Ha3zBanuii (okoso 250 TOMOB) U MpeACTaBIAIOIIEE
coboii pabouyro OMOMMOTEKY MEPEBOTUMKA. 3HAUYUTEIBHYIO YacTh KHUT U3
TOTO coOpaHusi yaainoch oOHapykuth B (oHmax BAH. Camoii 1eHHoi
HaXOJKOM Cpeau HHUX SBJISETCA SK3eMIunsip, 1o kortopomy K. P. Obut ocy-
uiecTBiieH nepeBon «Tpareguu o I'amnere, npunue Jlarckom» — «Furness
Variorumy» (vol. 3, 4).

WNuckpuntel, ocraBieHubie K. P. Ha cTpaHuIlax KHUT, MPEICTaBIISIIOT
CBOEro0 pojia JIETONHUCh IMEpPeBOJia, YUTATEIbCKUN THEBHUK TNEPEBOJYMKA U
KOMMEHTATOpPa, PacChIIaHHbINA MO CTPAHMUIIAM COOpPaHHOW UM IICKCIHPHUAHBI
U B LIEJIOM — MaTepHal AJig COCTaBIEHUSI UCTOPUU MEPEBOJIA BEJIUKOTO KHS-
391,

MOXHO BBIACIUTH JABE TPYIIIBI MHCKPUITOB, BCTPEUAIOIINXCS B KHHU-
rax: 1) cCbUIKM Ha CTaThU U KHUTH; 2) YKa3aHUs Ha MECTO W JaTy MepeBoja
KaXJI0T0 nocienyromiero gparmMenrta. [lepBble MO3BOJSAIOT ONPEAEIUTh KPYT
HUCTOYHUKOB, KOTOPBIMU TOJIb30BAJICS MEPEBOJUYUK, BTOPHIC BBISICHUTH, Ka-
KMMHU TeMIIaMHM Iu1a pabota, rje, Korja U mpu Kakux oOcrosatesbcTBax. Ha
cTtpanunax «Furness Variorum» coxpaHuiauch noMmetsl, ciaenannbie K. P. B
[TerepOypre, Kpacuom Cene, IlaBnoscke, Bumu, Ilapwxke, Cuene, Pume,
ryTtrapre, AnbteHOypre, brokkeOypre, Ha O0pTy Kpelicepa «A3us» U Ap.
OTU 3aIUCU TOBOPAT O TOM, 4TO paboTa HaJl IEPEBOJOM BeJIacCh MPAKTHUECKU
HEMpEephIBHO. XOTs BeIUKOMY KHs310 KoHcrantuHy KoHcTanTuHOBH4Y (110
JIOJITY CIIyKOBbl U B CHIIy TOTO TMOJIOXKEHHUS, KOTOPOE OH 3aHUMaj) NPUXOAU-
JIOCh BECTH JOBOJILHO OECIOKOIHBIN, KOUeBOW 00pa3 KM3HU, OH HE MpeKpa-
man padoty Hax nepeBojoM. B 1895 r. on npusnapaincs f. I1. [Tomonckomy:
«Tackaro 3a coOo¥ 11eJbIi 0003 HEOOXOIUMBIX KHUT.
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DNUCTOJISIPHOE HACJIEINE BEJIMKOTO KHs3s, B T. Y. HEOMYOJMKOBAHHOE
(nepenucka ¢ JI. H. MaiikoBbiMm, f. I1. [Tomonckum, P. FO. Munkensae), 1mo3-
BOJISIET BOCCO3/1aTh atrMocdepy TBOPYECKOro moucka, meros padotsl K. P.
HaJl IEPEeBOJIOM, YCTAHOBUTD KPYT JIWII, K KOTOPBIM BEJIMKUM KHSI3b oOpalal-
Csl 32 COBETOM, U B IIEJIOM COJICPKUT IIEHHBIN MaTepuall Mo UCTOPUU CO3/a-
HuAa 14-ro pycckoro nepeBoja «l ammeray.

Tatiana V. Kulmatova
(Library of the Russian Academy of Sciences, St. Petersburg)

On the History of the Translation of Hamlet
by Grand Duke Konstantin Konstantinovich (K.R.):
Based on the Correspondence and Personal Library

In 1924 the Library of the Academy of Sciences (LAS) received the
personal library of the Grand Duke Konstantin Konstantinovich from the
Marble Palace. It contained a collection of books on Shakespeare, numbering
110 titles (about 250 volumes) — the working library of the translator. A sig-
nificant number of these books were found in the collections of the LAS. The
most valuable among them is an edition, from which K. R. translated The
Tragedy of Hamlet, Prince of Denmark — the so called Furness Variorum
(vol. 3, 4).

The inscriptions K. R. wrote in the books are a kind of the chronicle of
the translation, the translator’s and commentator’s diary, dispersed through
the pages of his Shakespeareana. In general, they are a material for compiling
the history of the translation of Hamlet by the Grand Duke. There are two
groups of inscriptions found in the books: 1) references to articles and books;
2) indications of the place and date of the translation of every fragment. The
former allow us to determine the range of sources used by the translator; the
latter, to figure out when, where and under what circumstances a certain pas-
sage was translated. On the pages of Furness Variorum there are inscriptions
made by K. R. in St. Petersburg, Krasnoye Selo, Pavlovsk, Vichy, Paris,
Siena, Rome, Stuttgart, Altenburg, Biickeburg, on board the cruiser Asia, etc.
These records indicate that the work on the translation was conducted almost
continuously. Although Konstantin Konstantinovich was leading quite a
hectic and nomadic life (ex officio and because of his social status), it did not
distract him from his work. In 1895 he confessed Yakov P. Polonsky: “I drag
a whole train of books with me of necessity”.

The epistolary heritage of the Grand Duke, including some unpublished
items (correspondence with Leonid N. Maykov, Yakov P. Polonsky, Robert
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Ju. Minkelde), helps to recreate the atmosphere of his creative research, the
method of K.R. as a translator, specify the circle of persons whom the Grand
Duke asked for an advice. It generally contains a valuable material on the his-
tory of the 14th Russian translation of Hamlet.

A. A. Caepamsan
(Mockea)

Iepesoas! lllekcnupa HA PYCCKUH A3BIK

JIuctaeM HamboJiee M3BECTHBIE MPOU3BEACHUS MUPOBOU KIACCUKH —
«Tpucran n Uzonbpa», «Pycman u JlIronmuna», «Antonun n Kneomarpay.
Hanmno BepxoBeHCTBO narpuapxara. Mex TeM BCs UCTOPUS YEJIOBEYECKOM
UMBWIN3AIUU 3WXKIETCA Ha CUJIE JIFOOBU >KEHIIMHBI, OCH BCETrO KMBOTO Ha
CBETE.

[Ilexcnivp, BBICOKO LIEHUBIIUN XPOHUKHU U KU3HEOIMCAHWS, BPAL JIA
MOT TPOWTH MHUMO MCTOPUU TPAarudeckoM JIIOOBHU, pa3ropeBIICiics el
B VII Beke Hawei spbl B apasuiickoi nmycreiHe. B XII Beke el Bo3xain q0Jnk-
HO€ nepcuackuil o3t Huzamu I'sHmkeBu, co3nas nodmy «Jlewnm u Memx-
HYH». DTO MO3TUYECKUI CKa3 0 HEepa3aeaEHHOM TI00BU MOJI010T0 1Mo3Ta Me-
JUKHYHa K cBoell cBepcTHule Jleinn u3 BpaxaeOHOro miemeHu. Tporarenb-
Hasi KUCTOPHUS 3Ta MOIJIa B O3HAKOMUTEIBHOM IepeBoae noutu u 1o llekcnu-
pa, KOTOPBIM MOCENUJ CBOMX repoeB B Bepone. He uckintodyeHo, 4To mosma
Hwuzamu He ctana JOCTOSHUEM IIUPOKOTO MUPOBOI'O YHATATENSA B CUIIY aKTUB-
HOTO NPOTHUBOJCUCTBHS 3arajia, BEKAMU YMEJIO OTOJABUTABIIETO BBICOKHUE JI0-
CTVIKEHUS KYJIbTYPBbl MHBIX HAPOJOB HA 3aJBOPKM BPEMEH, YTO HE MELIAIIO
€My, OJIHAKO, 0€33aCTEHUYMBO MOJIb30BATHCS TyXOBHBIMU OoraTrctBamu Bo-
CTOKa.

IlepeunTaB B mepeBojie Ha PyCCKUU MOYTH Bee npousBeneHus lllekc-
IIApa, s, KAK U MHOTME, MOJyYUJl JIMIIb [IPEICTABICHUE O IPEAMETE €T0 KHU-
BOI'0 MHTEpECA.

Korpma ke pgoBenoch ycibimaTth 3By4danue sizbika lllexcnupa nu3z «Po-
JIM0», MUP MOHUX IIPEJICTABICHUN O €r0 MaHepe NMUCbMa Pa3ABUHYJI MPEAEIIbI
3Haemoro: lllekcnup 3aryjaen BSI3KUM SI3BIKOM TATy4Yeld 0Opa3HOCTH, CIIOBHO
OXKUJIM BUOpanuu, oO0JaJaBIIME MAarHeTU3MOM 3aBJICUCHHS] MYOIMKHA Ha
npeactaBieHus: Teatpa «I'7modyc» BO BpeMmeHa, Korja TeaTp ObUT 3epKajioM
0OI1IECTBEHHBIX HPABOB.

A3k Illexcnvpa, CTOUT JIMIIL BCIYyIIAThCA U BAYMATbCs B HEro —
€CTh S3bIK 00pa3oB...Peub ero — ux Jenka, COTBOPEHUE HATyp, HaKauka
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cTpacTteil. B Moy3ydyecTr MHTPUT 3pUT OH JIOTHKY Tpareaui. Tam ke, J10-
BOJIBHO NPUCMOTPETHCA K XapakTepaMm, MOXKHO YBUJETh ITYILIOK JI€BCTBEHHO-
ctu. lllexkcnup — napamaTypr MCTUTENbHBIN. [IpocTpaHCTBO ClieHBI — Bpe-
MEHHOTro caBaH. A BpeMeHu u Oozee toro. lllekcnup-akTép MOMOMAIMHHO
3HaJI, YTO yTalKa CMBbIC/Ia IUIOXOM WMrpoi T'yOUT pemecio akTépa, cOuBas
nyibc npeacrtaBieHusa. Teatp mo llekcnupy — BBICBOOOXKIEHHE YYBCTB.
3puTenb BXOAUT B 3aJI, CHIEJIaB BJIOX HA MHTEPEC. YIaBIIMM 3aHABEC — IE-
PEKUBAHUM BBIIOX. DXO BICUATICHUHN JIAPYET PEIIAKCALHIO.

IIpucyTcTBYst BO BCEX CBOMX TBOPEHBSAX B TOW WM WUHOM MIIOCTACH,
[Ilexcniup BOAUT 3pUTENA IO KPyram ajaa, KOTOPbIM BCAKUNA OCO3HAHUEM I'pe-
XOBHOCTH Pa3Bep3aeT B CBOEH AyIlIE.

He uckiiroueHo, 4To B CKOPOM BPEMEHM Y HAC IOSBATCSA KYpPChl ITOATO-
TOBKHU aKTEPOB JIJISI UCTIOJIHEHUSI MIEKCIUPOBCKUX pojei. [lorpyxkasces B 00-
pa3, 1a K TOMY K€ C pa3HbIMHM MapTHEpPaMH, aKTEP pacKpbiBaeT B ceOe U B
IIEPCOHAXE CBOEM HIOAHCHI, 10 IIEPBOM IIPOYTEHUU U MPOTOHE HE BBISABIICH-
Hble. J)KU3Hb B MEpCOHa)Xe, CKOJb YCIOBHOM OHa Obl HM Ka3ajach, TOXKE
KW3Hb, UCIIOJTHEHHAs PAJIOCTeN U mevanen, pa3aymuid u pazodapoBanuii. Co
BPEMEHEM XOJI MBICJIIEN MOXET MEHATh Aaxke MoxoJKy. OO 3Toi M mpoumx
Metamop@do3ax, BHymaembix lllekcnupom, moBenanm MHE ONBITHEHIIUN W3
ucnoyiHuTenen ponu Ortenno — Barpam [lama3zsH.

Heine, korpa llexkcriup BOmEN U B MOU IUIOTh U KPOBb, KOTJJa MHE Ja-
HO CJIBIILIATH I'0JI0CA €T0 I'ePOeB, a BPEMEHAMU JAXKE YJIaBJIMBATh 3allax Ay-
IIEBHOM YCTAJOCTH, CKIIOHSIOCH K MBICIIH, YTO 32 BCHO CBOKO TBOPYECKYIO
YKA3Hb HAIIMCaJl OH BCETO-HABCETO OJHY IIbECY, UM KOTOPOH «bbITh WIN HE
OBITH?»

Eciu B «["amnere» Tema poka BOIUIOUIEHA TYIIEBHOW OOJIBI0 B MOHO-
aore, To B «Jlxynserre 1 PoMeo» KopHU €€ yXoIdar B I1yOb BpEeMEH, yKe U
HE MOMHSIIUX NPUYKUHBI pa3aopa. IIpocTo TOT ke BEUHBI BOIPOC TpaHC-
dbopmupoBaH B ApyTyro popmMy: «JIF0OUTH WM HE JIIOOUTH ?»

ITo MHe Tsk€nasg nmocTynb A3bIKa «POIMO0» YEM-TO HAIIOMUHAET A3BIK
CesimenHoro Ilucanus Ha nepKOBHOCIABSIHCKOM. CTOMIIO €r0 MEPEBECTU HA
COBPEMEHHBIM PYCCKUM M YTO-TO, HEYTO HEYJIOBUMOE YJIETY4YUIIOCH, YIIIIO,
pa3zieB HaC Ha PacXO0XXWil s3bIK OyIHUYHBIX TOTpeO. He nckitoueHo, yrto 3a-
Pa3UBIIUCh KAXYLIECUCS JETKOCTBIO BOCIIPUATUSA KIACCUKHU, MHOTHE PEXHUC-
CEPBI COBPEMEHHOCTU BBIXOJIAIMBAKOT JHEPIreTUKY IIEKCITUPOBCKOTO 3aMBbIC-
na.

Knrou Kk moHMMaHuto, a OTTOrO M K Pa3pelieHUI0 CTOSBIIMX NEPENO
MHOM 3a/1a4 MpU MEePEeBOJIE Jal MHE CaM aBTOp, MOAT U MBICIUTENb, B aQopu-
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CTUYHOU (opMe 3aKOIUPOBABIINN CBOIO (HUIOCODCKYIO CHUCTEMY B TyMaH-
HOCTb, pa3IBUTaTh KOTOPYIO OH OCTABJISIET 3PUTENI0 CBOEMY U UUTATEIIIO.

Ashot A. Sagratyan
(Moscow)

Russian Translations of Shakespeare’s Works

Having read almost all Shakespeare’s works translated into Russian,
I too felt pleasure because I got involved in the world of his search.

And it was when I happened to listen to how the language of Shake-
speare sounds in the Folio, the world of my ideas about his style of writing
went far beyond what I had ever got to know. Shakespeare’s language started
droning, absorbing viscous figurativeness. All vibrations seemed to come
alive, the ones which possessed the magnetism of luring the public into per-
formances of the Globe Theater at the times when the theater had been the
mirror of social morals.

The language of Shakespeare, if you just happen to listen to or come to
think of it, is the language of images. His gift of speech models them, makes
characters, and raises passions. He sees the logic of tragedies in creeping of
intrigues. It is there, if you just look closely at the characters, you can see a
bloom of virginity. Though in his comedies Shakespeare pretends to be a
mischievous mocker, as a matter of fact he is a revengeful playwright. For
him, the space of the stage is a shroud of something temporal. And the more
so regarding the time. Shakespeare the actor knew for certain that while per-
forming, the actor could win by tinges of his way of speaking, body and sign
language, and how flexible he was to react to what was going on.

According to Shakespeare, theater releases feelings. Spectators come to
a performance in hope to watch (inhale) something interesting. The curtain
falls — and all emotions have been exhaled. The echo of impressions grants
relaxation...

Being present in all his works in acting as someone in different roles,
Shakespeare takes spectators through the circles of hell. And each person
finds this hell in his own sole, having realized the extent of his sin.

It is quite possible that in the near future we will have special courses
for training actors to play the parts of Shakespeare’s heroes. Gordon Craig
had reserved for us the matrix of this training method. He suggested that ac-
tors would play the parts of Shakespeare’s heroes wearing “thick cloth”, in-
ducing them to fill in the space of mise-en-scene with the warmth of their
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presence. Being absorbed in someone else’s image, moreover when it hap-
pens with different partners, a born actor reveals in himself and in his person-
age all nuances which could not be brought out during the first reading or
running. To live someone else’s life, no matter how relative it would seem,
still it means life, full of happiness or sadness, deep thoughts or disappoint-
ments. With time the train of thought can change even the way of one’s gait.
It was Vahram Papazyan, one of the most experienced performers of Othel-
lo’s part, who told me about this and other metamorphoses inspired by
Shakespeare.

Nowadays, when Shakespeare entered my flesh and blood, when I got a
gift to see with my own eyes and hear the voices of his characters, and some-
times even to catch the sense of mental fatigue, I begin thinking that during
his all creative life he had written just the only play, and its title is “To Be or
Not to Be?”.

Whereas in Hamlet the Prince’s doom had been implemented in his
monologue of mental anguish, which has become a classic example, then in
Juliet and Romeo the roots of a worse fate get lost in time, not remembering
the reason of the quarrel. The matter is that this eternal question has been
transformed into a different form: “To Love or Not to Love?”

To my mind, the firm step of the language of Folio bears some resem-
blance of the language of Holy Writ in Church Slavonic. As soon as it was
translated into modern Russian, something imperceptible vanished, got lost,
having left to us a common language of everyday use. It is quite possible that,
having been caught up in seeming facility of perception of classics, nowadays
many stage directors are pretty thoughtless when they emasculate energetics
of Shakespeare’s concept.

It was the author himself, a poet and a great thinker, who gave me the
key to understanding and therefore to solution of the problems during my
translations. He encoded his philosophical system in an aphoristical form
vaguely, having left his audience and readers to their own devices.

A. H. Ywaxkosa
(Ynueepcumem Poccutickou akadoemuu 06pazo8anus
[Huoicecopoockuii hunuanj)

«I"'amurer» B mepeBoae Jyakenno Monrase
B 1949 r. B Munane O. MonTane ony6aukoBan nepeBoj «I amiietay
VY. lllexcniupa. Dta pabota OblIa BIOXHOBJIEHA eie B 1943 r. aktepom Pena-
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T0 YaneHre, KOTOPBIM XOTeJ NpeAcTaBuTh «l'amiieray Ha COBPEMEHHOM $3bl-
ke. CMepTh aKkTepa He U3MEHWIIA IPEAHA3HAYEHUE TEKCTA: JIMIIMBILIKUCH CBI3H
C OKHJIAEMBIM HCIIOJIHUTEIEM, OH CTPYKTYPHO M HWICOJIOTUYECKU HOJIKEH
OBLJI COOTBETCTBOBATh M3HAYAJIBLHOMY 3aMbiciy. IlepeBoa Tpareauu, mo cio-
BaMm camoro J. MoHnTtane, co3naBaics ana tearpa: per 1’orecchio, non per
’occhio.

«IekcnimpoBckasp ucrtopus . MoHTasie HaunHaercs ¢ Hadana 1930-x
IT., KOrJa no3T oopamaercs k nbece «CoH B JIETHIOIO HOUbY. B 0/1HO Bpems ¢
«I"amnerom» oot nepesoaut XXV, XXII u XLVIII conersl. Unes niepeno-
YKEHHS TpareIuu Ha UTAIbSHCKUN S3bIK BIIMUCHIBAETCA B KOHTEKCT MOHTAJIH-
€BCKOTO TBOPYECTBA ATOr0 MEPHOJAa M COBpeMEHHOW wucropuu. Paborty
O. MoHTale aKTyaJbHO PAacCMOTPETh M B OKPYKEHHHM IEPEBOJOB IPEILIE-
CTBEHHHUKOB.

Alexandra N. Ushakova
(University of the Russian Academy of Education,
Nizhny Novgorod Branch)

Hamlet as Translated by Eugenio Montale

Eugenio Montale published his translation of Hamlet in Milan in 1949.
In 1943, this work had been inspired by the actor Renato Cialente who want-
ed to present Hamlet in the modern language. The death of the actor has not
changed the mission of the text — even in the absence of the man who was to
play the main part, the translation stayed true to the original idea both struc-
turally and ideologically. According to Montale, the translation was intended
for theatrical performance: per 1I’orecchio, non per I’occhio.

Montale’s Shakespearean record started in the early 1930s with The
Midsummer Night’s Dream. While he was working on Hamlet, Montale also
translated Sonnets XXV, XXII and XLVIII. The idea of rendering Hamlet in
Italian fits well into both Montale’s work at the time and the general context
of European history. Montale’s translation should also be studied together
with the works of his predecessors.
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A. H. Kenoapésa
(Mockea)

3araaku llexkcnupa

Tema HEe OHHOrO MOKJIAaa, HO CIEKTakien. Be€ xe mociie mepesBoaa
Tp€X npousBeneHur Y. lllekcrimpa MOXKHO MONBITATBCS YTO-TO OTrajarh.
Nrak, pazymeercs «["amner», «JIBenanmnaras Houb» U «Conetb» (Lllexcrnup,
2012; 2014a; 2014b).

Onna u3 3aragiok «COHETOB)» — MOCBAIICHUE: 3aMe4y JIMIIb, YTO, Ha
MO B3IJIsi, BEHKOB HE 1Ba, a Tpu: pyry, Jlequ u um odboum, u nocineaHue
JIBa, KaK 3aMeyalii paHee, HECKOJIbKO KapuKaTypHbIE (CM. MaTepualibl, OIyo-
nukoBaHHble B B]] «Pycckuii lllexkcrnnpy). IT0 1eMCTBUTENBHO CBOMCTBEHHO
AHTJIMIACKOM MO33UU. 3aKIounTeNibHast cTpoka 154 coHera 3BYy4HMT OYATO C
rOpecTHON ycMmemkoil: «Boaa He ocTykaeT HU JI00BU, HU ApyxObDy. HcTo-
pusi 1I00BU U CyAb0a MO3Ta CTAHOBATCS MOHATHEM.

IIbecel BEMMKOro apamaTypra 3arajJloyHbl YK€ B Ha3BaHUsX. «/IBeHa-
Jaras HoUb, WK KaK YyrOAHO» B MEPEBOJAE MOJIYYMIIACh KOMEIUMHON CBOEH
OOBILICHHOCTBIO, O YEM U UIYTIMBOE: «HA3bIBATE, KAK YrOJIHO», 10 KJIOYHa-
IIbl, UTO BBl XOTUTE — CBSTKH.

HocnoBHo «Tparenusa ['amnera, npuHna JlaTckoro» 3By4YHT, KaKk pyc-
ckoe «Tpareaust ['eposi». M yOuBaet cyera BOKpYT, a HE MEJISIIINN C MECTBIO
['amnier. OH youBaer IlonoHUS HEYMBIIUIEHHO, OCKOJIBKY «METHUJ BBILIE,
T. €. B «KopoJisi». [loennHOK cpeau pa3uThIX 0B — MPHUTOBOP.

N HECKOJIBKO CIIOB 0 «HECKOJBKHMX CTpoKax». McciaenoBarenu Haxonu-
mu, 4to 3tu 12—16 ctpoxk — monouor Jlynuana (Shakespeare, 1894; ITumo-
HOB, CnaByTtuH, 2001), a ['amiier cam mpepbiBaeT UX KOMMEHTapuem. B rme-
pPEBOJIE OHU JIEUCTBUTEIBHO OKA3aJIUCh CO3BYYHBI HACTOJIBKO, YTO MOYHO
IPOU3HOCUTH UX OJHOBPEMEHHO MIENOTOM BIUIOTH 10 odenneBckoro «Ko-
POJIb OJTHUMAETCSI.

Kak nepeBoqumnky, MHE ITOKa3aJI0Ch OYEBUAHBIM, YTO BCE TPU MPOU3BE-
JI€HHsI HAITMCAHBI TIEPOM ChIHA NIEpYaTOYHUKA — «BeNIMKUM mTOonaabIuKOM
NMEC», THIE MPEeayTralaH-IPeACKa3aH KaKAbIA CTEKOK U CBSA3YIOUIME NOTau-
Hble BBl CyIbOBI.

[TosToMy ycnex ero — B BUPTYaJIbHOCTH.

CIIHCOK JIMTEPATYPbHI u HCTOYHUKH
NudopmannmonHo-uccienoBarenbekas 6aza ganubix «Pycckuit lekc-
nup» [Dnexktponnsiid pecypc]. URL: http://rus-shake.ru
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ITumonog, B., CnaBytun, E. (2001) 3araaka ['amnera. M. : MUIT —
Moscow International Publishers. 256 c.

[excnup, V. (2012) Tparenus ['amnera, npuHia /Jlarckoro : pykomnuch
/ mep. A. H. XKennapégoii. M.

[excrup, Y. (2014a) 12 Houb — wiu Kak yroaHo : pykomuck / mep.
A. H. Xennapénoii. M.

[excrup, VY. (2014b) Conertsl : pykonuck / niep. A. H. XKennapépoii.
M.

Shakespeare, W. (1894) The Tragedy of Hamlet, Prince of Denmark /
ed. by Sir Edmund K. Chambers. London : Blackie & Son Limited. 224 p.
(Series: The Warwick Shakespeare).

Alexandra N. Zhendareva
(Moscow)

Shakespeare’s Mysteries

Such a topic is more appropriate for theatre performance, than for a
presentation. Although having translated three Shakespeare’s creations, I can
see a sense in trying guesswork. Well, of course, Hamlet, Twelfth Night and
Sonnets... (2012; 2014a; 2014b).

One of the Sonnets’ mysteries is their dedications. Just one note
though: personally, I suppose that there are three, not two, sonnet sequences
— to the Friend, to the Lady and to both of them — and the latter two are, in
a way, caricature ones (see materials in the “Russian Shakespeare™ database).
This 1s quite typical for English poetry indeed.

The concluding line of Sonnet 154 sounds as if it was accompanied
with a sorrowful smile: ““...water cools not love.” The love story and the po-
et’s life get clearer.

Even the titles of great author’s writings are mysterious. The translation
of the title of Twelfth Night, or What You Will turned to be comically prosaic,
and author’s joke exposed in the title (“Name it as you wish”, even a clown-
age) is the approval for that: “What else shall we expect from Christmas-
tide?”

The Tragedy of Hamlet, Prince of Denmark literally sounds in Russian
like a “hero’s tragedy”. And it is the vanity around, not Hamlet (who is slow
with his revenge, by the way) which is the real killer here. Polonius was not
Hamlet’s target: he was aiming higher — at the king. The duel is certain
death, when poisons are all around.
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And a few words about the “few lines” now. According to one hypoth-
esis, those 12—-16 lines are hidden in Lucianus’s monolog (Shakespeare,
1894; Pimonov, Slavutin, 2001: 41). Hamlet interrupts it with his comment.
In translation those lines and the comment sound in the same way so much
that it possible to whisper them all together till Ophelia’s reply.

To me as a translator, it seems obvious that all writings were created by
the son of a glover — by “Great play-mender”, e.g., each stitch and secret
seams of Fortune in his plays are forecast, predicted and connecting.

That is why his success lies in virtuality.
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HIEKCIIMP B MY3bIKE U U30bPASUTEJIBHOM NCKYCCTBE
SHAKESPEARE IN MUSIC AND FINE ARTS

E. H. Hlanunckas
(Poccutickuti HayyHo-uccie008amenbCKull UHCIMUmym
KYIbMYpHO20 U npupoorozo Hacreous um. /. C. Jluxauesa, Mockea)

Bonuiomenue Me4Thl PyCCKOIro KPUTHKA
B oniepe Tomaca Jauca «byps»

B. I'. benunckuil nucan o cBsA3M (HaHTA3UWHOIO 3JEMEHTa C MY3BIKOA,
BBICOKO OLIEHMBAsI MY3BIKAJILHOCTh Mbechbl Y. lllekcnupa «byps», nmpousso-
nsuied Oosbllioe BHevaTiieHne cBoed «danractuueckoil hopmoit». «“bypsa”
— MPEKpacHBId CIOKET AJIA ONEPHOTOo JUOPETTO, €ciiu Obl UCKYCHas pyKa
B35JIaCh 3a HET0», — NUCAI PYCCKUMN KPUTHK.

Ero meura Bormtorwiace B XXI Beke, B onepe COBPEMEHHOIO aHTJIMM-
ckoro komno3uropa T. Dauca, 4To onpoBepraer yTBep:kJIeHust 00 ucueprian-
HOCTH BO3MO>KHOCTEHN KIIACCUKH ISl CO3[JaHHSI HOBBIX KYJIbTYPHBIX TEKCTOB.
KoMmo3utop B3si1 Ha ce0s CMENIOCTh 3aHOBO PAacCcKa3aThb UCTOPUIO BOJIIEO-
Huka IIpocniepo cBOMMHM My3BIKQIBHBIMU CPEACTBAMH. YUMTHIBAs «CTpaH-
HBII» XapakTep MEPCOHAKEN ITOU IbECHI, a TAKKE MPUCYTCTBYIOUIYIO B HEU
UJE0 00 OTHOCUTENIBHOCTH PEAIbBHOCTH, MOXKHO CKa3aTh, YTO CJIOKHAS U HE-
NIPUBBIYHAS U1 CIyXa My3blka T. Dauca O4eHb BBIPA3UTENBHO NMEPENAECT U
U3BICKAaHHYIO JIETKOCTh APHAJIsl, U MOHCTPYO3HOCTh KannbaHa, U AylIeBHBIN
pasnan [Ipocnepo, u TMpu3M BIIOOJIECHHBIX.

«byps» Illekcniupa ¢ ee (aHTACTUYECKUMHU TMEPCOHAKAMH, CMEIIaH-
HbIMU YYBCTBAaMHM U HEOJHO3HAYHBIM (DMHAIOM KakK HEJb3sl OOJIbIIE MOJIXO0-
JUT K TEPEIIOKEHUIO TAKUM A3bIKOM. FMIMMaHEHTHAs1 My3bIKaJIbHOCTh «bypu»
cTaja OJHOW M3 IJaBHBIX NMPUYMH ycrexa onepbl T. Dnuca. Ilapagokcaib-
HOCTb MHpPa, KOTOpas MPHUCYTCTBYET BO MHOTMX npou3BeacHusAx lllexcnupa,
HauOoliee SpKO BbIpakeHa B «bype», [BISCH JTOTMYECKUM 3aBepIICHUEM
OTOM JIMHWUK TBOpYECTBA Apamarypra B LejioM. (DaHTaCTUYECKHUE MOTHBBI
HanOoJiee SIPKO TMPOSIBISIOTCS B €ro MO3JHUX IbecaxX, KOTOPbIE Ha3bIBAIOT
TParuKOMEAUSIMH U C KOTOPBIMH CBS3bIBAIOT POMAHTHUYECKNE TPAIULIMH B €T0
TBOpYECTBE. B HUX €CTh TO, YTO XAPAKTEPHO IJII POMAHTUYECKOTO yMOHa-
CTPOEHHUS: TAra K HEU3BECTHOMY, ITPOPBIB K UAEATBHOMY, YYBCTBO HEIOCTH-
KMMOCTH, aJJOTHYHOCTH MHPA, IPEACTABICHUE O KU3HHU KaK O CIUICTCHUU HE
OOYCJIOBJIEHHBIX JAPYT IPYroM COOBITHH.
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Ekaterina N. Shapinskaya
(D. Likhachev Russian Research Institute for
Cultural and Natural Heritage, Moscow)

The Embodiment of a Russian Critic’s Dream
in the Opera The Tempest by Thomas Adés

Vissarion G. Belinsky wrote about the connection between fantasy and
music and highly appreciated the musical character of William Shakespeare’s
The Tempest, which produced a great impression by its fantastic form. “The
Tempest is a wonderful story for an opera libretto if a gifted person employs
it,” the Russian critic wrote.

His dream came true in the 21st century, in the opera by a contempo-
rary British composer, Thomas Ades. The opera disproves the statements
about the exhaustion of the possibilities of classical works for creating new
cultural texts. The composer had the courage to tell the story of the magician
Prospero by musical means anew. Taking into account the “weirdness” of the
characters of the play and the idea of the relativity of reality, one may say
that music by Th. Ades is complicated and difficult for perception. It renders
the elegant lightness of Ariel, the monstrosity of Caliban, the spiritual dis-
turbance of Prospero and the lyricism of lovers very expressively.

The Tempest by Shakespeare with its fantastic characters, mixed feel-
ings and doubtful finale is very suitable for adaptation in such a language.
The immanent musicality of the play became one of the main reasons for
opera’s success. The paradoxical nature of the world, so well expressed in
The Tempest, is the end of this line within the Shakespearecan oeuvre as a
whole. Fantastic moments are the most prominent in his later works, which
are called tragicomedies. They have what is characteristic for the Romantic
outlook: the drive for the unknown, the longing for the ideal, the feeling of
the incomprehensibility of the world, the idea of life as a combination of un-
related events.

Pobepm O’bpatien
(Paxxannon, CILLIA)

IlekcnupoBckas oudamorpadus
NMPOTUB LIEKCIUPOBCKOM AMCKOrpaduu
OkoJ10 Beka Ha3aja, MOYTH Yepe3 TPU CTOJIETHs TTocie cMmepth Llexcnu-
pa, JJisl ONKMCAHUS CIUCKA KHUT U CTaTell MpUIyMalu CIOBO Oubauocpagusi.
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MeHee Beka Ha3aJ CIOBO Ouckozpagus 03HAYaJI0 «COXPAHEHHUE 3BYKO3aIlU-
cu». B 1950-x rr. i 0603HayeHus cucka GUIbMOB CTajl MUCIIOIb30BaThCS
TEPMUH Qurbmocpaghus. MHorue nuckorpaduu COCTABISUIMCH MO OTHEINb-
HBIM MY3bIKaJbHBIM jkaHpaM. OTHUM U3 MEPBBIX COCTABIISTh CHUCKH 3anucen
B pa3HBIX )KaHpaX U CTWISIX cTait )KypHait «['pammodon» (Gramaphone). Us3-
nanHas B 1931 r. “Gramaphone Shop Encyclopedia” coaepxkana Oonee
350 cTpanuil U ObLIa TOCBSLIEHA MYy3bIKE, HO TOJIBKO B JIBYX 3alMCSIX B pa3-
nene «XynoXecTBEeHHOe uTeHue» ynoMmuHaiuca lekcnup. S pemmn ucopa-
BUTH 3Ty CUTYAIIHIO.

Nnes mexkcnupoBckoil nuckorpaduu Obula MOJCKa3aHa HEOOXOAUMO-
CTBIO ONMCAaHUA MOEWU OIrPOMHOM KoJutekuuu 3anucen [lexcnupa. A yBuekcs
UX aTpuOyIuei, TO €CTh TOMCKAaMU CBEJIEHUI O TBOPUYECKOM Cy/1h0€ aKTEepOB,
yKa3aHuUM Ha BpeMs, KOrjaa ObUIM CIENaHbl 3aliCH, HOMEPOB MacTep-JICHT,
HOMEPOB JIMUCKOB, TUIIOB HOCHUTENIeH (UUIMHIp, rpamiiacTuHku, CD, kacce-
ThI), YUCJIOM UX 000POTOB B MUHYTY (45, 78, 33 '4). B34B 3a o0Opa3zen ojiHy U3
nuckorpaduit bpaitana Pacta (Brian Rust), s npoaBuHyJCcs 3HAYUTEIHHO
Janblile B TUIaHE YKa3aHWM Ha JeTanu: 100aBui, HAIPUMEP, CIIUCOK KOMIIO-
3ULIUI, pOJIb KaXJOr0 MCHOJHUTENS U JBa MHAEKcAa. JTa paboTa sBIsSETCS
nepBoil mouytu noaHoil nuckorpaduein lllexcniupa. B HacTtosdmuii MOMEHT
KHUTa cosiepkut 6osiee 1000 3amuceil, B TOM 4uclie pa3ziesl 0 HEAHTJI0s3bIY-
HBIX HCHoJHUTENEN (HanpuMmep, 3anucu B. . Kavanosa, unraromiero Ilekc-
nvpa B nepeBoaax Mapimmaka u Ilactepnaka) u Tabauiisl ¢ 06001Iar0IEeN UH-
dbopmarmeni, KoTopble OyayT npeacraBiieHbl B UHTepHETE.

Onucanue pazdUTO Ha YETHIPE pa3jiesia: UCTIOJHUTENM; MTOJTHbIE 3aMUCH
NbEC; OTPBIBKU U3 IIEKCIIUPOBCKUX TEKCTOB; JIEKUUU U T. A. «IIpenmerHbiii
yKazatenb [» — 3To andaBuTHBIN cIMCOK Bcex ucnoyHuTtenei, a «lIpeamer-
HBIN ykazatens [I» mpeacrasisieT coboil mepeyeHb BCeX OTPHIBKOB, BKIIIOYAs
OTJIEJIbHBIE COHETHI.

Ota auckorpadus OyneT MOJE3HbIM UHCTPYMEHTOM JJii OMOIMOTEK,
PEXUCCEPOB, UCTIOTHUTENEH U UX TIOTOMKOB.

Robert O’Brien
(Buckhannon, USA)

Shakespeare Bibliography versus Shakespeare Discography
About a century ago the word bibliography was created to apply to a
description of a list of books and articles, nearly three centuries after Shake-
speare was active. Less than a century ago the use of the word discography
meant “preserving recorded sound.” In the 1950s, the term filmography was
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used to indicate a list of films. Many discographies have been written about
specific genres of music, but Gramaphone was among the earliest to produce
a list of recordings. The 1931 Gramaphone Shop Encyclopedia of over 350
pages was devoted to music, and only two entries mention Shakespeare spo-
ken word recordings. I am about to rectify that.

This Shakespeare discography was spawned by my very large collec-
tion of Shakespeare recordings. I became fascinated in the details, i.e. year of
recording, master numbers, disc numbers, backgrounds of actors, type of me-
dia (cylinder, LP, CD, cassette) and rpm (45, 78, 33 ’2). Using the model of
one of Brian Rust’s discographies but going far beyond it in details, such as
the table of contents, role of each performer, and two indexes, this work is
the first almost complete Shakespeare discography. The book is presently
contains well over 1,000 entries, including a section on non-English speaking
performers (including a recording by Vasily Ivanovich Kachalov and transla-
tions by Marshak and Pasternak) and a spreadsheet to be presented on the
web.

The Table of Contents is broken down into four sections: Performers,
Complete Plays, Abridgements, and Readings. Index I is an alphabetical list-
ing of all performers, and Index II is a list of all excerpts including the son-
nets.

This discography will be a useful tool for libraries, performers, direc-
tors, and descendants of performers.

B. A. Mycsux
(Mockea)

Ha cTbike ¢JIOB U H300pakeHnsi: IM0JIeMATHKH, KHUTH KOCTIOMOB,
KOJUICKIIMH OPTPETOB, APYKeCKHEe AJIb00OMBbI U
Apyrue «MaJjble ;KaHpPbD» B KyJbType XV | Beka
Ha uznere Peneccanca 0oblioe pacripocTpaHEHUE B 3aIaIHOEBPOIICH-
CKOHM KYJIbTYp€E MOJIY4YaloT 0COOBIE «KHUKHBIE dKAHPBDY, KOTOPBIE COCIUHSIIOT
BMECTE CJIOBO U M300paKE€HHE, a TAK)KE PYKOIMCHYIO M NIEYaTHYIO KYJIbTYpY.
Campblil U3BECTHBIN M3 HUX, KHUTAa AMOJIEM, IOBOJILHO XOPOIIIO UCCIEI0OBAaH B
OTeueCcTBEeHHOW Hayke. OHAKO 3MOJIEMATUKN — JIMIIb Majas 4acThb COKpPO-
Bulll XVI Beka, Ha KOTOpbIE€ OOBIYHO MOXHO CIIy4ailHO HATKHYThCA B OTJIE-
Jax pyKomuced W peAKuX KHUT OoJblIux Oubimnorexk mupa. Mudorpaduu,
KHUTH KOCTIOMOB, aTJIaChl U COOpaHUsi TONMOTpauyECKUX rpaBlOp, KOJLIICK-
MU TIOPTPETOB, JIPYKECKUE AIbOOMBI, COOPHUKU IIUTAT «BEJIIUKUX» — BCE
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3TH COOPHUKM (PYHKIIMOHUPOBAIM B BHJIE IEJIOCTHBIX KOJUICKIHH. OTH
«OKaHPBD» UMEIOT MOABMXHBIC TPAHUIIBI U HEPEJIKO IUIABHO MEPETEKAIOT IPYT
B Jpyra. OHU OTpakarOT JBOMCTBEHHOE CTPEMJICHUE SIIOXHM K CHCTeMaTHh3a-
IIUU ¥ BU3yaJIM3allMK 3HAHHS, HEPEJAKO CTAHOBSITCS UCTOYHUKAMU JiA OOJb-
MIMX JUTEPATYPHBIX (OPM U MpPencTaBisIIOT coO0M 0coOyro mpolieMy s
UCCJIE0BATelsl C TOUYKU 3PEHHs] METOAO0Jorun. B noknaae Oyner mpeacras-
JIEH PAJl IPUMEPOB, B TOM YHCJIE PEAKOTO MaTepualia, HauaeHHoro B Poccuii-
CKOM TrocyJapcTBeHHON Oubnuorteke, Oubnunoreke WMuctutyta BapOypra
JlonnoHckoro yHuBepcutera, @onaKkepoBCKON MIEKCIUPOBCKOW OMOINOTEKE
(Bammnrron) u Cobpannu Crepnunra Makcpemia (YHuBepcuret [1a3ro).

Victoria A. Musvik
(Moscow)

Between Word and Image: Emblem Books, Friendship Albums,
Portrait Collections, Costume Books
and Other ‘Marginal Genres’ of the 16th Century

The second half of the 16th century was marked in Europe by the out-
burst of specific ‘book genres’ that united word and image, manuscript and
print traditions. Many of them appeared during that period, some were known
before but there was a revival of interest. The most famous of all are arguably
emblem books; they are certainly best researched in our own times. But em-
blem collections are just a small part of the riches scattered around libraries
in Europe and America, often in manuscript and rare book departments.
Mythographies, alba amicorum, costume books, atlases and topographic
prints, portrait collections, commonplace-books functioned as entities that
had inner structure and logic. These 'genres' had fluid boundaries and very of-
ten merged with one another. They show the interest of the epoch in systema-
tization and visualization of knowledge, and were very often sources for
greater literary forms and a vehicle for uniting emotive circles and cultural
communities. For a contemporary researcher they present various methodo-
logical problems. The paper will address certain of these issues and will also
present some rare material from the Russian State Library, the Warburg Insti-
tute (University of London), the Folger Shakespeare Library and the Stirling
Maxwell Collection (University of Glasgow).

110



I A. Apynnuna
(Ydumcras cocyoapcmeennas akaoemus uckycems um. 3. Ucmazsunosa)

bouia gum a060Bb? I'amutetr u Odennst
B 3epkajie cuMponudeckux npourenuid X1X croserus

Tparemuto Illekcnimpa «l'amneT» DPUHATO CUATATH OJHUM M3 CAMBIX
3araJlOYHbIX IPOU3BEICHUN MUPOBOW JUTEpaTyphl. B 4yuncie 3aragok — oT-
HomeHus ['amiiera u Odennn. Kakue yyBcTBa CBSI3bIBANIM repoeB? JIr0OuI Jiu
npuHy Jarckuit Odenuro? Kommnosutopel XIX cronerus @Ppann Jlucr,
I1. N. Yaitikosckuii, Hunbsce I'ane u DaBapa Mak-Jloyamun npeactaBuwin coo-
CTBEHHOE BujieHue Bompoca. Co3/laB B paMKax CUM(POHUYECKUX HUHTEPIpE-
TallMil TpareAuu 4YeThIPE Pa3IMYHBIX MY3BIKAIBHBIX mOpTpera I'amiera, Bce
OHM OTBEJIM JIOOOBHBIM YyBCTBaM IepOsi BECOMYIO, €CIIU JIM HE IJIaBEHCTBY-
IOIIYO0 poib. ComocTaBieHne TEKCTa MIEKCITUPOBCKOW Tpareiuu ¢ TEKCTaMH
YKA3aHHBIX MY3BbIKAJIBHBIX HMHTEPHPETAUUNA OTKPBIBAET BO3MOYKHOCTH HE
TOJIBKO BBISIBUTH JHOOOBHO-IIEHTPUCTCKYIO HAMPABICHHOCTh CUM(OHUYECKHUX
IPOUYTEHU, HO U PACKPBITh CIIEHU(PUKY JTUPUUECKOTO HAKIIOHEHHUS B KXKIOM
U3 NPOU3BENACHUM U B KOHEUHOM MTOr€ IMO3HAKOMHUTH C HEAOCTATOYHO H3-
BecTHOM B Poccun crpanunein poMaHTuyeckoro ocMmeicieHus lllekcrnivpa B
My3bike XIX Beka.

Guzel A. Yarullina
(Z. Ismagilov Ufa State Academy of Arts)

Was It Love? The Relations between Hamlet and Ophelia
in the Symphonic Music of the 19th Century

Shakespeare’s tragedy Hamlet is supposed to be one of the most myste-
rious works in the world literature. And one of its mysteries is the relations
between Hamlet and Ophelia. What were the feelings between the two char-
acters? Was the Prince of Denmark in love with Ophelia? The composers of
the 19th century such as Franz Liszt, Pyotr 1. Tchaikovsky, Niels Gade and
Edward MacDowell considered these relations from their own point of view.
They created four different musical images of Hamlet in their musical works
based on the tragedy. All of these composers interpreted the hero’s love as
the central feeling. The comparison of Shakespeare’s tragedy text with the
texts of the abovementioned musical interpretations gives an opportunity not
only to find out the love trend in the symphonic works, which is their central
part, but also to develop the main idea of the lyrical trend in every work. Fi-
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nally, these works introduce the Shakespeare’s romantic trend in the music of
the 19th century, which is not known well enough in Russia.

O. B. Pazymosckas
(Poccutickuti yrHueepcumem 0pyaicovl Hapooos, Mockea)

Oo0pa3bl meKCMUPOBCKUX repoutsb B :xxkuBonucu K. E. MakoBckoro

O6pa3 mekcnupoBckodt Odennu npuBIeKaeT BHUMaHUE XYI0KHUKOB
Ha TMPOTSHKEHUU HECKOJIbKUX CcTojieTuil. OOMiIne KUBOMHUCHBIX TPAKTOBOK
o0Opaza reporHu MPHUBEJIO K (HOPMUPOBAHUIO CBOETO POJia BU3YaAJbHBIX KIIH-
e, XapakTepHbIX s u3o0paxeHus Odenuu: pacHylleHHbIE BOJIOCHI,
YKpaIlleHHBIC IIBETaMH, OTPEIICHHBIA B3I, Oenoe onesHue. Psn neraneit
00JIMKa TepOUHU BapbUPYETCS — TMOSBISIOTCA UM OTCYTCTBYIOT OYCHI, Be-
HOK U3 IIBETOB, MOSIC, HAKUJIKA; HA HEKOTOPBIX KapTUHAX JIEBYIIKA JCPKUT
YETKH, KHUTY WK nucbMoO. CBsI3b ¢ IUTEpaTypHOUM OocHOBOM 00pasza Odenun
B psjie ciaydaeB ociablieHa, >KUBONMCHAs TPaJMIMS pa3BUBAETCS MO COO-
CTBEHHOW TpaeKTopuu, BOMpas B ceOsl KJIMIIE CEHTUMEHTAIbHOTO U POMaH-
TUYECKOTO CcTwiei. OTIeNbHOE MECTO B KMBOMUCHON MKOHOTpadguu obOpasa
Odenun 3aHuMalOT cueHbl THOenu repouHU. Hekoropble u300pakeHUs
CTpPEMSTCS JaTh OTBET Ha BOMPOC, OCTABIIIMICS B TEKCTE Tpareuu Hepaspe-
IIIEHHBIM: ObLJIa JIU CMEPTh JIEBYIIKH PE3yJIbTaTOM CaMOyOWICTBa, Tparuye-
CKOM CIy4allHOCTH WM TpecTyiuieHus? Ha oTnenbHBIX KapTHHAX MOKHO
BUJIETh OyKBalibHOE OTOOpakeHue cioB ['epTpyabl: «OHa cBou BeHku // Tlo-
BECUTH JyMayia Ha BeTKax uBbl, // Ho BeTBb ciiommiiack. B mauymumii motok
// C uBeramu Oennas ynana...» (nep. II. II. Tnenuua). /Ipyrue »KuBomucIibl
3aneyataeBaioT Odennio B BoJie, TOHYIIEW WK YK€ MEPTBOM, pUaaBas ee
o0pazy, B 3aBUCUMOCTH OT COOCTBEHHBIX UJEHHBIX, CMBICIIOBBIX U CTHJIEBBIX
NPEANOYTEHUM, YEPThI pyCaTIKU (YHIUHBI) WA MYUYEHUIIBI.

Cpenu aBTopoB, 3amnedamieBmux OdQenuto, €CTh MOUCTUHE BEIIUKUE
umeHa — Jlenakpya, Jlante ['abpusne Poccerru, I>xon OBeperr Musie u
apyrue npepada’iauThl, OJHAKO PYCCKHE KUBOMUCLBI 00paIlaInuch K 3TOMY
CIOKETY 3HAUYUTEIBHO peXke, 4eM 3amajnbie. OJHUM U3 HEMHOTUX PYCCKHUX
XyJIOKHUKOB, CO3/IaBIIMX CBOIWO  Bepcuro obOpaza Odenun, ObLT
K. E. MakoBckuil.

Koncrantun Eropouu Makosckuii (1839-1915), nesery xeHckoi kpa-
COTBI, OBUI HE YYXXJ CEHTUMEHTAJIbHBIM M POMAHTHYECKUM HACTPOCHUSIM.
B ero tBopuecTBe 00JIbIIIOE BHUMAHUE YEISIOCh UCTOPUUECKUM M IK30TH-
YECKUM CIO’KETaM, KaHPOBBIM CIIEHAM JIpaMaTHYECKOro XapakTepa, HO Ha
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NEPBOM MECTE JJI XyJO0XKHUKa ObUIM JKeHCKHE mopTpeThl. OOpasbl AJerant-
HBIX JlaM, LUBETYILIUX PYCCKUX OapblllleHb, TOMHBIX HTAJbSHOK U TEMIIepa-
MEHTHBIX BOCTOYHBIX KpacaBHI] COCTABIISIOT OOJBIIYIO YacTh Hacieaus Ma-
KOBCKOTO0. JIuTeparypHbie 00pa3bl Takke MPUBJIEKAIN XYJI0KHUKA — Cpeln
€ro MPOU3BEACHUN MOKHO HAUTU MOPTPET JIEPMOHTOBCKOW Tamapsl, LIEKC-
nupoBckoi JlkynbeTTsl, ogqHako Odenusa okazanach st MakoBCKOro 00b-
€KTOM 00JIe€ IPHUCTAIBLHOIO UHTEPECA — €€ 00pa3y MOCBAIIEHA Lenasi CEPUs
KApTHH. AHQJIN3 3TUX KAPTHUH — HOBATOPCTBO XYJIOKHUKA, PYCCKUE «HOTBI»
B TpakToBKe 00paza Odenun, cBs3b C APYIrUMHU KEHCKHUMH MOPTPETAMU Y
MakoBCKOTr0, BIUsSHHAE 3a11aJHOW TPAJULIUNA — COCTaBIIIET OCHOBY JOKJIAJA.

Oksana V. Razumovskaya
(Peoples’ Friendship University of Russia, Moscow)

Shakespeare’s Heroines in Konstantin Makovsky’s Paintings

The image of Shakespeare’s Ophelia has been attracting artists for
more than three centuries. The abundance of artistic interpretations of the
heroine’s personality in painting has generated a kind of visual cliché: di-
sheveled hair, decorated with flowers; vacant or wild look; a white vestment.
Some details of Ophelia’s appearance in pictures vary — there can be a neck-
lace, a wreath, a belt, a cloak present; in some pictures the girl can be holding
a letter, a book or the prayer beads. The connection with the literary source
seems to be diminishing in painting, as artistic tradition follows its own path,
absorbing the features of sentimental and romantic styles.

A special place in Ophelia’s visual canon is occupied by the depiction
of her death. Some artists try to find the answer to one of the most intriguing
questions of the play — whether Ophelia’s death was accidental, or a result
of murder, or self-inflicted. Some paintings literally follow Gertrude’s words
from Act IV, Scene 7: “When down her weedy trophies and herself // Fell in
the weeping brook. Her clothes spread wide; / And, mermaid-like, awhile
they bore her up; // Which time she chanted snatches of old tunes...” Other
painters show the heroine in the water, drowning or dead, adding to her im-
age the features of a mermaid, water nymph or a drowned martyr.

The list of painters who had depicted Ophelia includes some truly great
names like Delacroix, Dante Gabriele Rossetti, John Everett Millais, along
with the other pre-Raphaelites, though Russian artists showed much less in-
terest in Ophelia’s image and story. Among the few who presented his visual
interpretation of Ophelia’s image was K. Makovsky (1839-1915).
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Konstantin Yegorovich Makovsky, a great connoisseur of female beau-
ty, was partial to sentimental and romantic clichés in painting. His works
were mostly concentrated on historical and exotic plots, though predominant
genre in his painting was a female portrait. A gallery of elegant ladies,
blooming Russian maidens, sensuous Italian women and languid Oriental
beauties constitutes the major part of Makovsky’s artistic legacy.

Literary figures also attracted the painter — there are pictures of Ler-
montov’s Tamara, Shakespeare’s Juliet among his works, but Ophelia evi-
dently appealed to him most of all, as Makovsky created a series of her por-
traits. An analysis of these paintings — the artist’s creative innovations, con-
nection between them and other female portraits by Makovsky, Russian “fla-
vour” of Ophelia’s depiction, influence of the Western tradition — i1s the
main focus of the paper.

A A. Kabanesckas
(Mockosckas cocyoapcmeenHnas KOHCep8amopus
[ynusepcumem] um. I1. U. HYatikosckozeo)

Bomuomenue «bypn» lllexkcnupa
B PYCCKOM MY3bIKAaJIbHOM HCKYCCTBE

Jloxiiag MocBsIIEeH My3bIKaJIbHBIM UHTEPIPETALUAM OJHOU U3 MOCIEN-
Hux neec lllexkcnupa «byps» B pyCCKOM MY3BbIKAJIBHOM HCKycCTBE. B mcro-
PUUYECKOM U MY3BIKOBEIUYECKOM KOHTEKCTaX pacCMaTPUBAOTCS TPU IIPOU3BE-
JICHUsI, HAlIMCAaHHBIE B Pa3HbIE MOXHW M B pPa3HbIX kaHpaX. CamMbplM paHHHM
My3bIKaIbHBIM ~ OOpamienueM k «bype» B Poccum crama omepa
A. A. Ans0beBa, KOTOpasi HUKOTJIa HE M3[aBajlaCchb U HE MCHOJIHsIACh. TeM
OOJIBIIYI0 IIEHHOCTh M KaK MCTOPUYECKHUM TOKYMEHT, U KaK MY3bIKaJbHbIN
apXMBHBIA MaTepuall MPEJCTABISET COO0M PYKOMUCH OIEphbl, KOTOpas Xpa-
HUTCA BO Beepoccuiickom my3eiiHOM oObequHennn umenu M. U. I'nunku.

Haunbonee n3BecTHBIM IMpou3BeneHHEM Ha croxkeT «bypu» B pycckoit
My3bIke siBiigeTcs cuMm@onundeckas ¢anrasus 11. WM. YalikoBckoro, craBmias
OJIHUM U3 CaMbIX POMAaHTHYECKHUX COYMHEHUU KOMIIO3UTOpa Ojarojaps sip-
KO KapTUHHOW M300pa3uTEIbHOCTU MY3BIKH, CBO€OOpa3HOU ¢gopme u pas-
HOOOpPa3uIo B UCIOJIb30BAHUH OPKECTPOBBIX TEMOPOBBIX KPACOK.

bosbmont mHTEpEC mpeacTaBiseT CHEKTakyb «byps», NMOCTaBICHHBIN
BbLarommmMmces pexuccepoM A. I1. Jlenckum B 1905 r. B Manom tearpe. My-
3bIKy K cnektakiato coznan A. C. ApeHCKHH, a My3bIKaJbHbBIE PENETULIAU
npoxoawiu o pykoojactBoM C. . Taneena.
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Bomnomenue «bypu» B My3bIKaJIbHOM HCKYCCTBE CTOJIb K€ CBOEOO-
pa3Ho, Kak U (heHoMeH camoi Japambl. [loHMMaHue nbeckl U €€ MHTepIpeTa-
M. B MY3bIKE€ MPOILIA OOJBIION MyTh 3BOJIIOUMHU. DTa HBOIIOLMS CBUJE-
TEJIbCTBYET O TOM, YTO XU3Hb «bypn» B My3bIKaJbHOM HCKYCCTBE IIPOIOJI-
YKAETCs, €€ CIOKET HE XPAHUTCS B MY3E€HHON HENIPUKOCHOBEHHOCTH, a JKUBET,
npeoOpaxasicb BMECTE C UCKYCCTBOM. Tak, B o 450-y1eTust co THA pOXKIe-
Hus llexkcninpa, koTopeii coBnai ¢ IlepekpecTHbIM rogoM KynbsTypsl Poccuu
u BenukoOputanuu u ['onoM kynbeTypsl, onepa «byps» A. A. AnsObeBa ro-
TOBUTCS K IIOCTAHOBKE CHJIaMU MOCKOBCKOM TOCYJIapCTBEHHOM KOHCEPBATO-
pun uM. II. 1. HaitkoBckoro. Ilpembepa cocTouTCs B paMKax €KEroaHOro
bectuBans «Jlekabpbckue Bedepa» B ['ocynapCcTBEHHOM My3ee H300pa3u-
TeNnbHBIX UCKycCTB M. A. C. [lymkuna.

Yaroslava A. Kabalevskaya
(P.I. Tchaikovsky Moscow State Conservatory [University])

Representation of The Tempest by
William Shakespeare in Russian Music

This paper focuses on the musical interpretation of the one of last plays
by Shakespeare — The Tempest — and how it appears in the Russian musical
heritage.

According to the historical and musicological contexts, there are three
works written at different times and in different genres on this subject. The
earliest musical reference to The Tempest was the opera written by Alexander
A. Alyabyev which has never been published or performed. That is why it
can be considered a unique historical document and music archive material.
The original manuscript of the opera is owned by the M. 1. Glinka Russian
Museum Association.

The most famous work on the subject of The Tempest in Russian music
is the Symphonic Fantasy by Pyotr I. Tchaikovsky, which has become one of
the most romantic works in his heritage, because of the bright pictorialism, a
distinctive musical form and the diversity in orchestral colours.

One of the remarkable productions was The Tempest directed by Alex-
ander P. Lensky in 1905. The premiere was staged at the Maly Theater. An-
other famous Russian composer, Anton S. Arensky, wrote the music for this
work. Orchestral rehearsals were led by Sergei I. Taneyev.

Representation of The Tempest in music is as peculiar as the phenome-
non of the drama itself. Understanding the play and its interpretation in music
went through the long way of evolution. This evolution shows that the life of
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The Tempest in music continues and the subject is not just retained in the mu-
seum but being transformed together with the art of music itself.

Thus, in the year of the 450th anniversary of William Shakespeare’s
birth, which coincided with UK-Russia Year of Culture and the Year of Cul-
ture in Russia, the opera The Tempest by Alexander A. Alyabyev is preparing
to be staged for the first time by the P.I. Tchaikovsky Moscow State Con-
servatory. The premiere will take place at the A.S. Pushkin State Museum of
Fine Arts as a part of the annual December Evenings festival.

E. A. Jlvobumosa
(Bupoorcunus, CIIIA)

Becb Mup — Tearp: ucropusi, pacCKa3aHHasi
XY/10:KeCTBEHHbIMH JKCIIOHATAMU BBICTABKHU

Kynberypa Bo3poxkaenus BHec/ia HOBBIA CMBICT B (UIOCO(PCKYIO KOH-
LEMIUIO0 TPEBHUX aBTOPOB HA YEJIOBEUECKYIO JKM3Hb KaK U3BECUYHBIM BCEJICH-
CKHMH CIIEKTaKJIb. B Hadaje HOBOTO BPEMEHH BECh MUP IPHUIIIEN B JBUKECHHUE,
U YK€ HE TOJIbKO CUMBOJIMYECKH, HO U B 00JIACTH pealiiii, 36MHOMU I1ap mpe-
BpaTWiCS B CLEHY JJig JIEWCTBUS B TeaTpe ueloBeyecKux cyaed. Cmbici
«rnobanbHOTO» (Mundus) Temnepb ObLT TECHO CBSI3aH CO 3HAYEHUEM «TeaTp»
WU «CIIEHa» — Kak B 3HaMeHHUTOM Teatpe «I ' modyc» llexcnupa. Menanxo-
muunbii JKak B nericrBun Il kaptune VII, neecsl Hlekcninpa «Kak Bam 310
HPABUTCS» HaUMHAET CBOM MOHoJIOT (pa3zor «Becv mup — meamp. B Hem
HCCHUWUHBL, MYAHCUUHBL — 8ce akmepbl. |/'Y nux céou ecmwv 6v1xo0bl, yxoowt, /I
U kaoxcowvui He o0ny uepaem ponvy. B TBopuectBe lllekcnupa Mbl Hax0aAUM
MHOT'O CCBUIOK Ha HEMPEIACKa3yeMOCTh U XPYIKOCTh YEJIOBEYECKON CyAbObI U
IMBWJIN3AIMU, HO YaCTO B OCHOBE IBbECHI JIE)KAT BAXKHBIE COBPEMEHHBIE peE-
anbHble coObITUs. Hanpumep, B nibece «bypsi» — 3T0 cOOBITHS, CBA3aHHBIE C
ocBoeHHEeM AMepuku. 3Hauumasi ppaza «Becv mup — meampy U 3M0Xa
[Iexcripa mpoaHaIM3UPOBaHBI B JIOKJIAJI€ HA IPUMEPE KHUT, TpadUKU U KU-
BonucHbIX npousBeaeHnii XVII Beka. Mcnonbs3oBanue apTredakToB MIEKCIIN-
POBCKOTI'O BPEMEHU MTOMOTaeT JOCTUYb OIIYTHUMOIO MPUCYTCTBUS U PEATBHO-
CTH MHUPOBO33pPEHUM, CPOPMUPOBAHHBIX B Ty UCKIIOYUTEIBHYIO MO BaKHO-
CTH 3MOXY U HE MOTEPSABIINX CBOETO 3HAYECHUS U MO ceil 1eHb. OToOpaHHbIE
JUIsL TOKJIaZa SKCIOHAThl OBLIM BIEPBbIE MOKAa3aHbl BMECTE B paMKax HOOU-
nerHor BbIcTaBku 2007 roma — «Mup 1607», tme [IxenmMmcrayH
(Jamestown), mepBoe MOCTOSIHHOE aHTJIMICKOE MOCceleHne B AMEpHUKe, pac-
CMaTPUBAJIOCh B INI00AIBLHOM KOHTEKCTE pyOeka CTaporo 1 HOBOro BPEMEHHU.
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M3HavabHO, CeKuus BBICTaBKU «Bech MUp — Tearp» IUIAHUPOBAIACH IS
IIPEICTABICHUS KOHLIENILIMU TeaTpa Kak KyJabTypHOU Moaenu X VII Beka, pac-
CKa3a 00 yBJI€UYEHUU AHTIIMYAH aKTEPCKON UTPOM M MOBECTBOBAHUM O «30J10-
TOM BEKE» aHTJIMMCKOU JIpaMbl C €€ €CTECTBEHHBIM CUHTE30M IIPOCTPAHCTBA,
BPEMEHU U JIBWXKEHMA. Takou BUJI TeaTpa BO3HUK B TBopuecTBe lllexcmnupa,
SBUB YIMBUTEJIBHO OOratoe COEIMHEHHE XYIO0KECTBEHHBIX (hOpM CIIOBa,
JNEUCTBUs, My3bIKU U TaHua. HecomHeHHo, tema IllekcnimpoBckoro rtearpa
J0JIKHA ObljIa MPUCYTCTBOBATh HA MHTEIJIEKTyalbHOUM kapTe HoBoro Bpeme-
HU, OJTHAKO K MOMEHTY OTKPBITHs BBICTABKU CTajO SICHO, YTO 3HAMEHATEIIb-
Has cTpouka lllexkcniupa «Becy mup — meampy crajia OCHOBHOM CBSI3YIOILIEH
B KOHLIETIL[UU BCETO MPOEKTA.

Elena 4. Liubimova
(Virginia, USA)

All the World’s a Stage: A Story Told in Objects

Renaissance culture put a new emphasis on the ancient concept of hu-
man life as performance. No longer only belonging to the realm of characters,
the Early Modern period saw the whole world come into motion as a stage
for action in the theatre of human fortunes. The meaning of “global” (mun-
dus) became closely connected to the meaning of “theatre” or “stage” — as
in Shakespeare’s famous Globe Theatre. The melancholy Jacques in Act II
Scene VII in Shakespeare’s As You Like It begins his monologue with the
phrase “All the world’s a stage.” Shakespeare included many references to
the unpredictability and fragility of humanity and civilization throughout his
plays. For example, The Tempest is based on important contemporary real-
world events connected with the founding of America. The phrase and
Shakespeare's time, analyzed through objects that have survived from the era,
attains a reality and tangible presence of the contemporary worldview that
formed at that time and that remains today. These objects, which include
books, paintings, and engravings, were first conceptually seen together as
part of the 2007 exhibition The World of 1607 that placed Jamestown, the
first permanent English settlement in America, in the global context of its
time. Initially, the section of the exhibition entitled “All the World’s a Stage”
concentrated on the concept of the theatre as a cultural model of the 17th cen-
tury, on the English infatuation with acting and on the golden age of English
drama with its natural synthesis of space, time and motion. However, by the
time the exhibition opened, it became clear that “All the World’s a Stage” in
fact was one of the most important threads linking the main concept of the
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exhibition together — America as a crossroads of people, empires, and ways
of knowing. This theatre emerged in Shakespeare’s works. It featured an
amazingly rich blend of artistic forms such as representation, words, acting,
music and dance, which referenced reality and could not be omitted on the
intellectual map of the Early Modern era as a whole.

B. A. Panonoesa
(I'ocyoapcmeennblll uncmumym uckyccmeosnanus, Mockea)

«byps» [xkynu Teitmop — Xesen Muppen. @uibm 2010 r.
KntoueBbie cnoBa 3TOM MHTEpIHpETalli — MHIJIOCTh M TIpolieHue. Bee
3TO, KOHEYHO, IPUCYTCTBYET B Nbece bapaa — camoil mOnysiasipHOW U3 €ro
MO3/IHUX MPOU3BEICHUN, — HO KaXX[bIi, KTO oOpalaics K Hel, pacCTaBIisuI
coOcTBeHHbIE akleHThl. B ¢unbme Teilmop UEHTpanbHBIM MEpCOHAK —
[Ipocnepa, BaoBa repuora MunaHckoro, U ucrnojHeHue XeneH Muppen Oiie-
CTSIIE JEMOHCTPUPYET, KAKOE OOraTCTBO BO3MOXKHOCTEM AA€T TAIAHTIMBOMY
aApPTUCTY LIEKCIUPOBCKAs POJib. YeNIOBEK, KOTOPOro BOIUIOIIAET aKTpUCA, —
MOJJIMHHBIN YYEHBIH-TYMaHUCT, OOJAJAIONIMi TBEPABIM TyXOM U MYJPO-
CThIO, JEMUYPI CO3JaHHOIO UM MHpa U B TO K€ BPEMs 3aMeyaresibHas )KEH-
IMHA, XpaHUTEJIbHULIA )KU3HU, U LIEJIb €€ — HE MECTh, HE BO3BPALlCHUE IIpe-
CTOJIa, a co3[jaHue MHUpa J00pa u rapmMoHuu. [logoO6HO npyroi mexkcnupoB-

ckoil reporHe — llopuun — IIpocniepa BEpUT B MUIIOCTH U IIPOILIEHHUE.

Valentina A. Ryapolova
(State Institute for Art Studies, Moscow)

The Tempest by Julie Taymor and Helen Mirren. Film, 2010.

The keywords of this reading are mercy and pardon. These words are,
of course, from the play itself — the Bard’s most popular late work — but
cach artist when thinking of The Tempest project accentuated different as-
pects. The central character in Taymor’s film is Prospera, the Duke of Mi-
lan’s widow, and Helen Mirren’s performance is a brilliant demonstration of
an enormous wealth of creative possibilities which a Shakespearean part can
give a real artist. Prospera-Mirren is a great humanist and scientist possessing
a strong spirit and great wisdom, the demiurge of a world she has created —
and also a wonderful feminine woman, the preserver of life, and her aim is
not revenge or getting back her dukedom but creating a world of good and
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harmony. Like Portia, another Shakespearean character, Prospera believes in
mercy and pardon.

b. H. I'auioun
(Mockoseckuil eymanumaphwiil yHugepcumem)

Illekcnup U COBPEMEHHAsI My3bIKA

B noxmane ocyuiecTBisieTcsl IOIBITKA OXapaKTEpU30BaTh BIIMSHUE
VY. lllekcriupa Ha COBPEMEHHYIO MY3bIKYy. MHOIOYHCIIEHHBIE IIPUMEDPHI HC-
MI0JIb30BaHUS IIEPCOHAKEM, [IUTAT, PEMUHUCLIEHIIMNA U T. 1. U3 IPOU3BEICHUMN
[lexcnimpa, a Takxke odpasza camoro bapia nmpu co3gaHuu OpUTMHATIBHBIX MY-
3bIKAJIbHBIX MPOU3BEICHUN U apTUCTUYECKUX KOHUEIIMN CBUIETEIBCTBYIOT,
YTO MY3bIKaHTBl HoBeulero BpeMeHu He MOTEPSAIM MHTEpPEca K HaCIEIUIO
OputaHckoro mo3ta u Apamarypra. C Hadama XX Beka U OCOOEHHO MOcie
BTtopoit MupoBOii BOMHBI MOSBUIIOCH OOJIBIIIOE KOJIUYECTBO MECEH, ATbOOMOB,
MIO3HKJIOB, OIEP, MY3bIKaIbHBIX KJIUIOB U T. I., B KOTOPBIX B TOM WJIX HHOU
CTEIIEHU OLIYIIAETCs «IIEKCIIUPOBCKUU CIIEI.

Bausuue Illekcnimpa Ha UCTOPHUIO MUPOBOM MY3BIKH TPYIHO IEPEOLIE-
HUTh. Hame uccnenoBanve npu3BaHO OTBETUTH HA BOIIPOCHI, IIOYEMY TBOP-
yecTBO Illekcniupa U €ro JIMYHOCTH IO-IIPEKHEMY MPUBJIIEKAIOT BHUMAHUE
HOBBIX MTOKOJIEHUN KOMIIO3UTOPOB M MY3BIKAHTOB M €CTh JIU KaKue-Indo OT-
JIMYUS PELENIUHU IEKCIMPOBCKOr0 HACIEAUS B KOHTEKCTE COBPEMEHHBIX MY-
3BIKAJIBHBIX KaHPOB U CYOKYJIBTYp OT IPUMEPOB MIEKCIUPU3ALNH U IIEKCITH-
pu3Ma, KOTOpPbIE MOKHO OOHAPYKUTh B MY3bIKJIbHBIX MPOU3BEICHUSX IMPO-
LUIBIX 3M0X.

AHaJIN3 KOHKPETHBIX «IIEKCIUPOBCKUX» U «OKOJOIIEKCITUPOBCKUX)
MY3bIKAJIbHBIX TPOU3BEIECHUN CaMbIX Pa3HOOOpAa3HBIX CTUJIEH W HarpaBlie-
Huil XX—XXI BB. (a3, KaHTpH, OJ103, POK, TAHK, XEBU-METaJI, P31, UHIU U
T. 1.), @ TAKXK€ HAy4YHOW JUTEPATYpPHI [0 ITOM TEME JTaeT BCE OCHOBAHUS I'O-
BOPUTH, YTO OCHOBHAsI YacTh aBTOPOB MOJAOOHBIX MPOU3BEAECHUN OrpaHUYU-
BAECTCS UCIIOJIb30BAHMEM JIMIIb OTAEJIBHBIX LIUTAT, aJUIF0O3UM U PEMUHUCLICH-
nuii u3 [llekcnupa (Heomekcnupuzaius). Tem He MeHee, B TBOPUECTBE HEKO-
TOPBIX U3 HUX MOXHO OOHApYKUTh SIBHbIE U CKPBITbIE AJIIEMEHTHI HIEKCIH-
POBCKOI'0 MUPOBUJIECHUS, POSABIIIIOIINECS CKBO3b PU3MY IIEPCOHAIBHBIX U

" BBITOTHEHO B paMKkax npoekra «Heomekcnupusanuss B COBPEMEHHOM XYIOXKe-
CTBEHHOH KyJIbType», ocyllecTBisieMoro npu nojaaep:xkke Cosera mo rpantam [lpesu-
nenta PO (MK-1865.2013.6).
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KOJUIEKTUBHBIX TE€3aypyCOB KaK CaMUX MY3bIKAHTOB, TaK U UX CIIyIIaTesIei
(HEOIIEKCITUPU3M).

Boris N. Gaydin
(Moscow University for the Humanities)

Shakespeare and Contemporary Music™

The paper describes the influence of William Shakespeare on contem-
porary music. Numerous examples of the incorporation of characters, cita-
tions, reminiscences, etc. taken from Shakespeare’s works as well as of the
image of the Bard himself in original musical compositions and artistic con-
ceptions give evidence that modern musicians have not disengaged from the
heritage of the British poet and dramatist. Since the beginning of the 20th
century (especially after the World War II), an ample quantity of songs, al-
bums, musicals, operas, musical clips, etc. with “Shakespearean traits” have
appeared.

Shakespeare’s influence on the history of music can hardly be overes-
timated. Our research aims to discover why Shakespeare’s works and his per-
sonality are still attracting attention of new generations of composers and
songwriters. We also try to find out if there are any differences in the recep-
tions of Shakespeare’s legacy in the context of contemporary musical genres
and musical pieces of the previous ages (i.e. the examples of Shakespearisa-
tion and Shakespearianism).

The analysis of specific “Shakespearean” and “circum-Shakespearean”
musical compositions of various and sundry styles and genres of the 20th—
21st centuries (jazz, country, blues, rock, punk, heavy-metal, rap, indie, etc.)
and of academic literature on this theme gives us grounds to assert that the
majority of the authors of such pieces engage with Shakespeare only through
citations, allusions, reminiscences, etc. (neo-Shakespearisation). Neverthe-
less, it is possible to find obvious and obscure elements of Shakespearean
world view that emerge through the prism of personal and collective thesauri
both of musicians and their audience (neo-Shakespearianism).

" The paper was written within the framework of the project “Neo-Shakespearisation in
Contemporary Artistic Culture” with the support from the Council for Grants of the Pres-
ident of the Russian Federation (MK-1865.2013.6).
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INEKCIUP 1 ET'O COBPEMEHHUKU;:
JIUTEPATYPHBIE U KYJIbTYPHBIE ACIIEKTHI U3YUEHU S
IEKCIIUPOBCKOMW AHI'JIUU
SHAKESPEARE AND HIS CONTEMPORARIES:
LITERARY AND CULTURAL ASPECTS OF STUDYING
SHAKESPEARE’S ENGLAND

M. Y. Huxona
(Mockosckuii nedazozuieckutl 20Cy0apCmeeHHbll YHUBEPCUmem)

«Tpoua u Kpeccuna» Ixedpdpu Hocepa
u «Tpoun u Kpeccuga» Y. Lllekcnupa:
ONBIT CPABHUTEJIbHOI0 AHAJIN3A

B anTuuHoOIll uTepatype He ObLI0 croxkera o ao0Bu Tpouna u Kpeccu-
npl. I'oMep Tonpko ynomuHaeT ums Tpousa. DTOT CIOKET NOSBUICS B IPOU3-
BeneHusx esponerckux aBropoB XII-XIII Bekos. IToama Yocepa «Tpoun u
Kpeccuna» (XIV B.) cuurtaercs naydiinM XyJA0KECTBEHHBIM BOILIOIICHUEM
T00BHU TPOSIHCKUX T€pOeB B cpenHeBekoBoi Tpaauuuu. [Tooma Yocepa BbI-
COKO OLICHMBAETCS ¢ TOYKH 3PEHUS IICUXOJOTM3Ma U UCKYCCTBA JETAN3ALAN
ITIOBECTBOBAHMSI.

Ecnu Yocep coxpaHsAeT OpUTMHAJIBHBIN CIOXKET, XOTS U MPUNAET EMY
Oosiee MUpCKOM XapakTep, To Illexkcnup oTCcTynaer Kak OT SMUYECKON, TaK U
OT KypTya3Hou Tpamuuuu. OH CO3[aeT «IPOOJEMHYIO MBbECY», OPTaHUYHO
COEJIMHSIOUIYIO Tparunueckue u Komuueckue 3aemMenThl. llekcnup nzodpaxa-
€T BOHHY, KOTOopas pa3pyiiaer kak Jio0oBb Tpouna u Kpeccuapl, Tak u
OKPY>KalOIIU UX MHP, CPEICTBAMH CATHUPBI TOCTUTAs CHUXEHHUS T'€POEB H
ITOBECTBOBAHMUS B LIEJIOM.

Muorue Beka 3ta mbeca lllekcnupa Obuta penkoil rocThed Ha Teat-
panbHOU ciieHe. Tem He MeHee B HACTOSAIIEE BPEMs IPOUCXOAUT 3HAYUTEIIb-
HBIi pOCT MHTEpeca K 3TOM Ibece lllekcrupa B COBPEMEHHBIX TeaTpax, HE
UCKIJIIOYasl OTeYeCTBEHHbIE Tearpbl. CIIEKTakib TeaTpa MMEHM BaxTaHrosa
2008 roga — sipKO€ TOMY CBUAETEIBCTBO.
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Marina I. Nikola
(Moscow State Pedagogical University)

Geoffrey Chaucer’s Troilus and Criseyde
and William Shakespeare’s Troilus and Cressida:
A Comparative Analysis

There was no plot about the love of Troilus and Criseyde in ancient lit-
erature. Homer only mentioned the name of Troilus. This plot appeared in the
works by the European authors of the 12th—13th centuries. The poem Troilus
and Criseyde by Geoffrey Chaucer is known as the best representation of
love between these characters in the medieval tradition. Chaucer’s poem is
highly appreciated from the point of view of its psychologism and the art of
details of the narrative.

If Chaucer retains the original story, though making it somewhat more
mundane, Shakespeare breaks away from both the epic and courtly tradition.
Shakespeare creates a “problem play” which connects tragic and comic ele-
ments. He portrays the topic of war which destroys both the love of Troilus
and Cressida and the world around them in a form of satire, adding a touch of
profanity to the narrative as a whole.

For many centuries this play by Shakespeare has been a rare guest on
the theatre stage. Nevertheless, nowadays there is a considerable growth of
the interest in this Shakespearean play in modern theatres including Russian
theatres. The performance at the Vakhtangov Theatre in 2008 is a bright evi-
dence to this fact.

A. B. Kanawnurkos
(HayuonanvHulil uccie0o8amenbCKull YHUGEpCUmem
«Bovicuas wkona sxonomuxuy, Mockea)

HNurepnperauus u opporpadpus pamuanu Shakespeare
B AHIJVIOA3BIYHOM JIUTEpaType

B noxnage OyayTt paccmorpeHbl popmbl Hanucanust ¢pamunuu lekc-
nup. Ha ocHoBe comocTaBieHUs: BapUaHTOB (paMUIIMU OBbLIO yCTaHOBJIEHO,
4TO OOIICNPUHATOEC B HacTosiee Bpems Hammcanue Shakespeare yreepu-
noch B Benukoopuranuu u CIIA B cepenune XIX Beka. Ocoboe BHUMaHUE
oOpariaeTcss Ha ee MOP(OJIOrHYECKU COCTaB, BAPUAHTHI HANKMCAHUS B pa3-
HBIE 3II0XH, a TAKXE HCIOJIb30BAHUE XapPaKTEPUCTUUYECKOIO pPeECypca 3TOTo
aHTPOIIOHMMA B XyA0KECTBEHHOU JIUTEpaType.

122



JI1st vcclienoBaHusl MPUBJICKANINCh aBTOPUTETHBIE PAOOTHI MO MIEKCIH-
pOBEACHUIO, COOpaHUsI COUMHEHMI, CBEJICHUS U3 KaTaJOroB KPYIHBIX OTEYe-
CTBEHHBIX U 3apyOeKHbIX OMOJIMOTEK, TakuX Kak Bcepoccuiickasi rocynap-
CTBEHHasi OMOIMOTEeKa UHOCTPAHHOU JuTepaTypbl umeHu M. U. Pynomuno B
Mockge, bomgynanckas 6ubnuoreka B Okcdopae, [llekcnupoBckas 6ubano-
texka Doskepa B Bamnarrone. B kadecTtBe marepuaia Iy UCCIEI0BAHUS
OyIyT MPUBEIEHBI LIUTAThl U3BECTHBIX IIEKCIMPOBEIOB, JUYHAS MEPENHCKa
aBTopa ctathu ¢ lllexcnupoBckoit Oubamorexoit domnmxepa, JaHbl MATOU3-
BECTHBIE BEPCUU MTPOUCXOKACHUS (haMUIIMU aHTJIIMICKOTO IpamaTypra.

B noknane OynyT mpeacTaBieHbl U3MEHEHHsI B HAlMCAaHUM AHTPOIIO-
Huma B BenukoOpurtanuu u CIIIA u oObirpsiBaHus 3TOM HeopauHapHOU da-
MuJina coBpeMeHHukamu [llekcnimpa. OTmMeyaercs OTIIM4Kre aHTPOITOHUMA OT
dbaMunuii Ipyrux mucaTesneil Toro BpeMEHHU, U BBICKA3bIBAETCSA MHEHHUE, YTO
opunmanbHoe UM U (popMa JTUYHON NMOANKMCH COBIAJAIOT AAJIEKO HE BCETa.
MO0KHO rOBOpUTH 00 MHBApUAHTE, KOTOPbI B MHUCHbMEHHON peud UMEI pa3-
HbIE (POPMBI.

Aleksandr V. Kalashnikov
(Higher School of Economics — National Research University, Moscow)

Interpretation and Spellings of Shakespeare’s Surname in English

The paper considers the surname of William Shakespeare. On the basis
of comparison, it has been justified that the common spelling Shakespeare
got settled in the UK and US in the mid-19th century. A special attention is
drawn to its morphology, variants of its spelling at different times and the ap-
plication of the family name as a charactonym in literature.

The research has required applying authoritative works on Shakespeare
studies, information from the catalogues of the largest libraries such as the
Rudomino Library for Foreign Literature (Moscow), the Bodleian Library
(Oxford), the Folger Shakespeare Library (Washington, D.C.).

The study shows the changes in the spelling of this anthroponym in the
UK and US and puns with this special last name. The question on the real
name remains open and it is quite probable that no single variant existed. The
paper notes the difference of the name in the works belonging to other men of
letters, supporting the position that the formal name and the signature cannot
have any obligatory similarity. Thus, an invariant could exist with a variety in
spelling.

123



B. A. Pocamun
(Pszanckuti 2cocyoapcmeennwiti ynusepcumem um. C. A. Ecenuna)

AHOHMMHAasI KOMeIus «YKpOUIeHue CTPONTUBON» —
ucroyHuk llexkenupa niam MulIeHb AJ1s1 Hapoaun?

TpaauIMOHHO TIOMYJISIPHAsT HA PYCCKOM CLIEHE KOMEAUs «YKpOILIEHUE
CTPONITUBOMN» HUMEET HENOCPEACTBEHHBIM TEKCTOBBIM WCTOYHUK, KOMEIUIO
A Pleasant Conceited Historie, Called The Taming of a Shrew, ceirpannyro
paHee M aHOHMMHO Hamne4yaTaHHYIO B 1594 r. B cBs3M ¢ HEOOCTYIHOCTHIO
uH(pOpMallMKd O MEPBBIX MOCTAHOBKAX TOW M JAPYroil MbEChl BO3HUKAET BO-
IpOC O TOM, HACKOJIbKO camocTosTesieH Obu1 Lllekcnup, co3gaBas CBOIO Teat-
paJIbHYIO BEPCHUIO 3TOTO OPOISUYETO CIOKETA.

Mp1 paccMmatpuBaeM crnelu(UKy UHTEPTEKCTYaIbHOCTH B €JIM3aBETHH-
CKHM NIEPUOJ U €€ pealln3alri0 B TeaTpalbHbIX TekcTax 1590-x rr. B wacr-
HOCTH, aBTOP IbECHI «YKPOIIEHUE OJHOW CTPONTHUBHULBD» JEMOHCTPUPYET
HEe3aypsHOE 3HAaHUE TEKCTOB Tpex paHHUX mnbec Kpucrodepa Mapno u
OOUJIPHO LUTHUPYET UX LEJIbIMU CTPOKaMH. AHAJIU3UPYS MHOTOYHMCIICHHbBIE
CIyd4al TaKOTrO LWUTHPOBAHUSA, MBI NPUXOJUM K BBIBOJY, UYTO AHOHWMHBIN
apamaTypr yaiie Bcero noouBaerca 3@dekra CHuKEHus meradopusmMa u
BO3BBILIEHHBIX AJUTIO3UMA, KOTOPBIE XAPAKTEPHBI JJII MAapJIOBUAHCKUX Tpare-
JTAH.

Yro kacaercs mepenesku, u3BecTHou 1noja uMenem lllekcnupa, u3 ee
TEKCTa CIEAYET, YTO 3TOT APAaMaTypr HE TOJIBKO CHCTEMATUYHO BBIYEPKHUBAI
npsiMble IUTATHl U3 Mapiio, HO 1 HAMEPEHHO OMNPOIIal COOCTBEHHBIN CTHUJIb.
TakoBa Obu1a ocHoBHast crpaterus lllexcnupa npu pabote Haja MbECO: Ie-
pEHOC MecTa JAEUCTBUA U3 uicalbHOU I'penun B coBpeMeHHYyr0 Hrtamuio u
OJTHOBPEMEHHO MUHUMH3ALHS JIEMEHTOB T€ATPA MACOK.

OTH BBIBOABI AT KIKOY K IOCIEIYIOUIEN NOMYJISIPHOCTH NBECHI B
PEANMCTUYECKON TPaJULIMK, a TAKXKE K UHTEPECY, KOTOPBIN MPOSBIIUI K dTOU
nbece A. H. OctpoBckuii (B ero nepeBojie: «Y CMUPEHHUE CTPOITUBULIBIY).

Vladimir A. Rogatin
(S. Yesenin Ryazan State University)

Was The Taming of a Shrew Intended as a Parody?
The comedy The Taming of the Shrew has always been popular in the
Russian realistic theatre, and, in particular, was twice translated by Alexander
Ostrovsky (1850, 1865). It seems worthwhile to look into the causes of this
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popularity, considering that the text of the play is frequently slighted as a
mere farce.

We analyze the anonymous play A Pleasant Conceited Historie, Called
The Taming of a Shrew (publ. 1594) to see what degree of originality
William Shakespeare displayed while re-editing the recent text (and using
other sources as well). The Taming of a Shrew itself is indebted to
Christopher Marlowe’s Tamburlaine and Faustus, yet the quoting mode is
not always clear to explain. We doubt that it is possible to say that the
anonymous comedian was carried away by the imagery of Marlowe’s
speeches (F. Boas); he probably also was inclined to parody the exaggerated
metaphorism. In contrast, the language of Shakespeare’s play is rather
straightforward (except for plentiful punning), even for the comedy. We
believe this to be evidence of Shakespeare’s overriding design in the play:
retaining whatever was effective in the structure and story of the anonymous
play, to enhance psychological motivation and bring the story closer to the
contemporary reader’s view (moving it from Greece to more familiar Italian
cities and from the commedia dell’arte to the semi-farcical).

@. X. Ucpanosa
([{acecmanckuti cocyoapcmeennulti ynusepcumem, Maxaukana)

Iouck HappaTopa B IpaMaTypru4ecKOM TeKCTe
(na matepuaJie Tpareauu Hlexkcnupa «Makoer»)
Teopernueckas npodiiemMa, KOTOPOM MOCBSIIIEH JTOKIAJ, — MOUCK Hap-
paTopa B IpaMaTypru4ecKoM TEKCTe. B COOTBETCTBUM C 3THM B JIOKJIAJIE pe-
IaeTcsl 3ajjaua — OMNPEJEIUTh CIOCO0 MPOSIBIEHUS Happaropa B Tpareauu
[lexciupa «Max6et». McxonubiM siBiisietcss Te3uc B. W. Tronbl 0 ToM, 4TO
«KOHCTPYKTHBHYIO OCHOBY JpaMaTyprH4€CKOrO TEKCTAa COCTABISIOT nep-
¢dopmamusnvie BbIcKa3biBanus» (Troma, 2013: 169) (kypcuB aBTOpa. —
@. U.). TearpasnbHas MmeTadopa «MUp — CLIEHAY, TPUMEPBI KOTOpoil B «['am-
nere» ananmsupyeT A. T. IlapdeHoB, oka3biBaeTCs CBHAECTEIHCTBOM TOTO,
4TO nepopMaTUBHBIE PEIUIUKHU MEPCOHAXKEN UTPAIOT KOHCTPYKTUBHYIO POJIb
B OPraHU3alMU APaMaTypru4ecKOro IHUCKypca, OTKPhIBas B TEKCTAX MIEKC-
NUPOBCKUX IbEC CHOCOO M MECTO MPOSIBICHUS «IIOCTOSIHHOTO HappaTopa,
ATOr0 MOCPEIHUKA MEXAY MUPOM IMEpCOoHaxell u mupom 3putenein» (Troma,
2010).
To, uto A.T. IlapdpenoB Ha3zbiBaeT B «l'amiiere» «napaieabHOCTHIO
CMBICIIOBBIX PAJIOB» CIEHWYECKOW cuTyauuu u cutyanuu Ha cuene (Ilapde-
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HOB, 1981: 51), momy4aeTr TeopeTnueckoe 0OOCHOBAHUE B SBJICHUHU «PACCO-
rJ1acOBaHUs Mep(POpPMATUBHON W PENPE3CHTATUBHON HMHTEHIMI» PEUYEBBIX
akToB B kaHpe Tpareauu (Trona, 2010) 1 BOCXOIUT K TON CTPYKTYpE pa3liBo-
€HUsA, KOTOpasi CIoXWiIack B Teatpe EBpunmaa. Ml umMeem B BULy TPEACTAB-
nenue O@. Humme o ToM, 4To 3cTeTrka apaM EBpunuaa onpenensercs 3aKo-
HOM «3CTeThuYecKkoro cokparuzma» (Hume, 1998: 104).

Korga MakOetr roBOpUT $3bIKOM MO3Ta-IpamMaTypra, MOCTaHOBIIMKA
CIIEKTAKJIsl, OH BO3POXKJIAET CUTYAIMIO APAMATUYECKOTO MEPBOPEHOMEHA, O
kotopoM @. Huiliie roBopUT B CBSI3U € OOBSICHEHUEM POJIM XOpa B AHTUYHOU
Tpareiuu: «...akrep <...> BUAUT 00pa3 UCHOJIHAEMON UM POJIH C MOJHOU siC-
HOCTBIO, KaK HEUTO ocs3aeMoe, nepes; ceoumu riazamu» (Hurme, 1998: 84—
85).

CIIHCOK JIMTEPATYPhI

Hurme, @. (1998) Poxnenue tparenuu, Wiv 3JUIMHCTBO U MECCUMU3M
/ nep. ¢ HeM. I'. A. Paunnckoro // Hume @. Cou. : B 2 T. M. : PUITIOJI knac-
cuk. T. 1. 832 c. C. 45-158.

[Tapdenon, A. T. (1981) TearpanbHocth «I'amneray // Ilexcnupos-
ckue yteHus. 1978 / mon pea. A. A. Anukcra. M. : Hayka. 326 c. C. 42-56.

Tioma, B. . (2010) Ipamaryprust kak Tun BbicKa3biBaHus // HoBblid
¢unonornueckuit BectHuk. T. 14. Ne 3. C. 7-16.

Trona, B. W. (2013) Jduckypc / XKanp. M. : Intrada. 211 c. (I'maa 9.
Tparenuiinblil )kaHp cuieHndeckoro auckypcea. C. 168—195).

Farida Kh. Israpova
(Dagestan State University, Makhachkala)

Searching for the Narrator in a Dramatic Text
(The Case of Shakespeare’s Machbeth)

The theoretical problem the paper deals with is the search of the narra-
tor in a dramatic text. Accordingly, the paper provides a definition of the way
the narrator is expressed in Shakespeare’s tragedy Macbeth. The initial thesis
is Valery I. Tyupa’s statement that “the constructive basis of a dramatic text
is composed by performative utterances” (Tyupa, 2013: 169; hereinafter the
translation of quotes is my own. — F.l.). The theatrical metaphor “world —
stage”, which Alexander T. Parfenov analyzes in the context of Hamlet,
proves the fact that the performative exchanges of the characters play the
constructive role in the organization of the dramatic discourse, indicating the
way and place of expression of “the constant narrator, this medium between
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the world of characters and the world of spectators” (Tyupa, 2010: 13) in the
texts of Shakespeare’s plays.

The phenomenon, which A.T. Parfenov defines in Hamlet as “the paral-
lelism of semantics” of a stage situation and situation on the stage (Parfenov,
1981: 51), is theoretically grounded by the phenomenon of “discordance be-
tween performative and representative intentions” in speech acts in the genre
of tragedy (Tyupa, 2010: 8). It is rooted in the structure of splitting that de-
veloped in Euripides’ theatre. We refer to Friedrich Nietzsche’s idea that the
aesthetics of Euripides’ plays is determined by the law of “aesthetic
Socratism” (Nietzsche, 1998: 104).

When Macbeth speaks the language of a poet-dramatist, a director of
the play, he revives the situation of the dramatic archetypal phenomenon,
which F. Nietzsche mentions while explaining the role of the chorus in the
ancient theatre: “...an actor <...> sees the image of the role he plays in front
of him with utmost clarity, as something palpable” (Nietzsche, 1998: 84-85).
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B. A. Jlemun
(Apocnasckuii 20cyoapcmeeH bl meampaibHblil UHCIMUMYn)

I'amuer niu... Houb nepen Poxaecrsom
(cumBoJIMYeckuit xponoron tpareauu Y. lHlexkcnupa)
B noxiane tparenus «l'amiier» paccMaTpuBacTCA B KOHTEKCTE IIEKC-
MIAPOBCKUX TMbEC, MOCBALICHHBIX PEIMTHO3HBIM MPA3JHUKAM U aKTyaJbHBIM
JUIsl TOTO BPEMEHM MOJUTUYECKUM coObITUsM. IIpencraBiieH aHaiu3 CBS3U
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KJTFOUEBBIX MOTHBOB M COOBITHI MHECHI C TaTaAMH PEIMTHO3HBIX MPA3THUKOB:
Tparmdeckass BUHa KOPOJIEBBI [ epTpy/bl, MpuunHa OE3yMUS W OOCTOSITENb-
cTBa rudenu Odenuu u T. 1.

Vyacheslav A. Lyotin
(Yaroslavl State Theater Institute)

Hamlet or... the Christmas Eve
(The Symbolic Chronotope of Shakespeare’s Tragedy)

The paper discusses Shakespeare’s tragedy Hamlet in the context of his
plays dedicated to religious holidays and topical political events of those
times. The author presents an analysis of the connection between the motives
and scenes of the play, and feast dates: the tragic guilt of Queen Gertrude, the
cause of Ophelia’s madness and the circumstances of her death, etc.

U U. Jlucosuu
(Kasanckutl 2ocyoapcmeenHblil YyHUgepcumem KyJibmypbl U UCK)YCCME)

boJje3nn Beka: cuduiuc Vs. MeJIAHXOIHS

Poxpaenuto HoBoro BpeMeHu CONMyTCTBOBAJIM JBE OOJE3HH — MEJaH-
X0Jud U cuduinc, nopaxarouiye teyo u ayury. Ode 00Je3HU CBSI3bIBAIUCH C
BJIMSIHUEM 3B€3[, HO MEJAHXOJIUs, IPOUCTEKAIOIIAs OT MpeoOIagaHus CyXo-
CTH M XO0JIOJa MPOTUBOIOJOXKHA CU(UINCY, TPUUYNHA KOTOPOrO B M30BITKE
BJIard U kapa. OTU 00JIe3HW HOCWIM U MPOTUBOIOJI0KHBIE MOpaIbHBIE, pe-
JIUTUO3HBIE U COLMAJIbHbIE KOHHOTAUUH. ECIM B CpeIHUE BEKa MEIAHXOJIMS
He Obuta B mouteHuu, To XVI B. oHa cTana camoi pediiekcupyeMoi u MoJI-
HOI 00JIE3HBIO, 0 YEM CBUJIETEIBCTBYIOT «AHATOMHUS MenaaHxoaum» P. Bép-
TOHAa U MHOTOYMCJIEHHBIE YIIOMHHaHuA O Hel B Tekcrax XVI-XVII BB. 3a-
KOHUEHHBIN 3pUMBIF 00pa3 3TOr0 COCTOSHUS BOIUIOIIEH B 3araJioyHOM rpa-
BIope «Menanxonusa» u B «Herslpéx Anocronax» iopepa. Y Llekcrinpa Ml
HaxoJuM 3Ty Oone3nb y JKaka-Menanxosvka u ['amiiera, €0 mopaxeH AcT-
podun y @ununna CuaHU, MEIAHXOJIHS IPOHUKAET B PEITUTHO3HYIO TT033HUI0
JIx. JloHHA.

Cudunmuc xe, HampoTUB, ObUI CaMOW HEMOJHOMW, OTBPATUTEIbHOM,
CKpbhIBa€MOM M 0oJiee pacnpocTpaHEHHON Oo0Jie3HbI0, YeM MenaHxonus. B

" ToaroToBIeHO B paMmkax mpoekta «BupTyanpHas mexkcnupocdepa: TpaHchopMmaiu
HIEKCTTMPOBCKOTO MU(a B COBPEMEHHOU KYJIbType», moanaepxanHoro rpantom PITH® (Ne
14-03-00552a).
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1495 r. B EBpony oxBatuiia snugemMust cuuinca, B KOTOPOM Cpasy K€ YBHU-
JEIU MOPaJbHYIO 3THOJIOTHIO, MOCKOJIBKY CBA3BIBAIIA C IpexoM moxotu. K
nepBou yeTsepTy X VI B. €€ HayYMIIUCh JUArHOCTUPOBATH, BBIABUIIN IIPUYH-
Hbl U MyTH 3apaxkeHus. Cuduimc oTauyancs oT 4yMbl U MPOKa3bl TEM, YTO
MO>KHO OBLJIO KOHTPOJIMPOBATH MyTH €ro 3apaxkeHus. HoByto 00e3Hb cBsi3a-
JU C TIOJIOBOM HEBO3EPKAHHOCTBIO, U LIEPKOBb OOBSBUIIA €€ MO30PHOM U
Haka3zaHueM boxxuum, BciaeAcTBUE Yero 00JI€3Hb CTapaauch yTauTh, YTO CHO-
cOOCTBOBAJIO PACTIPOCTPAHEHUIO MHUIEMHUIA.

exkcnup 1 JIOHH BOCHPUHUMAIOT CHU(PUINC Kak OOJI€3Hb, MMOpa3uB-
IIYI0 COBPEMEHHBI UM MHUP, HO OHH HE HA3bIBAIOT ATy OOJIE3Hb, XOTS TOUHO
OINKCBIBAIOT €€ CUMITOMBI. DTO CBA3aHO C TE€M, YTO CU(UINC BOILUIOTHII B CE-
0e Bce 0oJyie3HU MHpa, a Bce OOJIE3HU MHUpa SBISIOTCS 4acThio cuduiuca, u
NPAKTUYECKHU KaXKJIbI CTAHOBUTCS YACTUYHO NOpakeH uM. O0a mo3ta BUIAT
OPUYMHBI CU(UINCa B U3BPAIEHUU MPUPOJbI YeIOBeKa U 00KECTBEHHOTO
3aKOHa JI00BHU.

Inna I. Lisovich
(Kazan State University of Culture and Arts)

The Diseases of the Age: Syphilis vs. Melancholy”

Two diseases accompanied the birth of modernity — melancholy and
syphilis, eating through the soul and body respectively. Both diseases were
thought to be caused by the configuration of stars, but melancholy stemmed
from the overabundance of the cold and dry, whereas syphilis, of the moist
and hot. These diseases also possessed opposing moral, religious and social
connotations. Not highly regarded in the Middle Ages, melancholy, however,
became the most fashionable and reflected-on disease in the 16th and 17th
centuries. Proof of this can be found in Robert Burton’s voluminous Anatomy
of Melancholy, as well as in numerous mentions of melancholy in other texts
of the period. A complete visual image of this state can be found in Albrecht
Durer’s enigmatic Melancholy and in his Four Apostles. Among Shake-
speare’s characters, melancholy gripped Jacques and Hamlet. Philip Sidney’s
Astrophil is its another victim. Melancholy has found its way into the reli-
gious poetry of John Donne.

On the contrary, syphilis was the most-unfashionable, detestable and
hidden disease, much more widespread than melancholy. An epidemic of

" The article was written within the framework of the project “Virtual Shakespearean
Sphere: Transformations of Shakespearean Myth in Modern Culture” supported with a
grant from Russian Foundation for the Humanities (No. 14-03-00552a).
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syphilis that struck Europe in 1495 was immediately interpreted from the
moral standpoint, connecting its etiology with the sin of concupiscence. By
the first quarter of the 16th century, doctors learnt to properly diagnose
syphilis and discovered its true causes and modes of infection. Unlike plague
and leprosy, syphilis could be controlled. The new disease was firmly linked
to sexual debauchery. The church declared it shameful and a punishment
from God, so sufferers tried to hide their disease, which contributed to the ep-
idemics.

Shakespeare and Donne both perceived syphilis as a disease eating
through the modern world. They describe its symptoms quite precisely, but
never call it by its medical name. This can be probably explained by the con-
cept of syphilis as an embodiment of all diseases in the world. All other dis-
eases share a part with syphilis; hence practically everyone is partially infect-
ed with it. Both authors see the causes in syphilis lying in the perversion of
human nature and the divine law of love.

B. A. Kosanes
(Canxm-IlemepoOypeckutl cymanumapHulil yHugepcumenm npoghcoro308)

IIyTe aHTUMACOK: IPOMCXOKIEHNE, PAa3BUTHE U HHTEPIPETANUA
3JIEMEHTA PAHHECTIOAPTOBCKOI0 TeaTpa

OnauM u3 cneuuUUecKux 3JIEMEHTOB PAaHHECTIOAPTOBCKOIO MpH-
JBOPHOTO TeaTpa ObLIM aHTUMACKU — 0c00asi 4yacTh MPEJCTaBICHUS, BIUIE-
TE€HHas B oO0lllee AeMCTBUE U HEKOTOPHIM 00pa3oM ¢ HUM CBSI3aHHAs, OJTHAKO
noj00Hasi CBA3b HE BCEr/Ja OYEBUIHA M HE JIEKHUT Ha MoBepxHocTH. Kak
CTPYKTYPHBII 3JIEMEHT MpPEACTAaBICHUS, aHTUMACKU ObUIM OJHUM M3 IMyTeHl
YCTaHOBJIEHUSI CBSI3M NMyOJMYHOTO WU MNPUJBOPHOTO Tearpa. TpaguiiuoOHHO
OHU BOCIIPUHUMAJIMCH B KAYECTBE JIEMEHTA IPEICTABICHUN, CTABUBIINXCS B
bankeTHOM 3ajie MpU SIKOBUTCKOM JBOpE, OAHAKO 3JIEMEHThI ITyOJIUYHBIX
beC, BKIIIOYAs MIEKCIIUPOBCKHUE, BIOJHE MOTYT ObITh MHTEPIPETUPOBAHBI
KaK aHTUMAacCKH.

3HAaYEHWE U MECTO aHTUMACOK B CTPYKTYPE JpaMbl BBI3BAIN JUCKYC-
CUI0 Mexay uccnenoBatensimu eme Ha pyoexxke XVII u XIX Bekos. [lurep
VY3511, OTHUM U3 NEPBBIX MONBITABIIMICA UHTEPIPETUPOBATE 3HAUEHUE ITO-
ro 3JIEMEHTAa NPEACTABJICHMs, U3HAYAJIBbHO CJIE0Bajl HalMCaHUio J[opka
Usnmena — antemasque, TO ecTb MacKu, HPEABAPSBIINE OCHOBHOE MPEX-
craBjieHHE. XOTs 3TO COOTBETCTBYET CTPYKTYpE IOCTABIECHHBIX U3IIMEHOM B
Munnn-Temmn u JluakonbH3-MIHH Macok, HO B I€JIOM, TaKO€ OOBSICHEHHE
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OBLJIO OTBEPTHYTO CAMUM Y 3JUIH, KOTOPBIN IPUHSI, B UTOTE, UHTEPIPETALINIO
ITOTO AJIEMEHTa Kak antick-masque, To ecTh TPOTECKHBIX, a0CYPIHBIX MACOK.
B muckyccuu ¢ Hum JIxon ['uddopa npennoxun nHTepnpeTanuio kak anti-
masque, TO eCThb 3JIEMEHTA, MPOTHUBOIOJOKHOIO IO CMBICITY OCHOBHOMY
npeacrasieHuto. [1ogoOHbIN MOAX0 yTBEPAWICS B KaU€CTBE OCHOBHOI'O Ha
JOCTaTOYHO J0JIT0E BPEMSL.

[TogoOHas mHTEpIpeTaIsi aHTUMACOK KaK «00pa30B MOPOKOB, MOOEK-
JAEMbIX U U3TOHAEMBIX CBETOM OO0KECTBEHHOW KOPOJEBCKOW BIIACTH» XOpPO-
IO JIOKUTCS B CTPYKTYPIMCTCKHME HWHTEpHpeTaluu MHUO-pUTYyaIbHOTO
JENUCTBUSI, KOTOPBIM SIBJIAIOTCS MIPEACTABICHUS IPUIBOPHOTO TeaTpa. AHTH-
MacKH KaK MPOTHUBOMOJIOAKHOCTb, 3€pPKAIbBHOE OTOOpPaKEHUE OCHOBHOIO CIO-
eTa Macok coryacyercs ¢ noaxonaom Kiona JleBu-Ctpocca. OgHako Takoi
B3IJISA]1 BCTYIAET B MPOTUBOPEUHE KAK C CIOKETaMU CaMUX MACOK U aHTHUMa-
COK, TaK U ¢ OOUIMMHU KOHIIENTaMHU CTIOAPTOBCKOIro Mu(a BIACTH, B KOTOPOM
y 00’KECTBEHHOI'0 MOHapXa HE MOKET ObITh PABHOTO OMIOHEHTA. Takum 00-
pa3oM, MpeCTaBIAECTCS BO3MOKHBIM MPUMEHUTH MOJIXO]l AKTAHTHBIX MOJe-
JIeU, IPEI0KEHHBIN AnbreripuaacoM-KroabeHoM ['perimacom, Tpu KOTOPOM
NEPCOHAKU AHTUMACOK CTAHOBSTCS BOIUIOIIEHUEM aKTAaHTHOM MOJIENU «Bpe-
quTeNs» (HO He OMIMOHEHTa), MEIIAtoNIero 00KECTBEHHOMY T'epO0 JOCTHYb
Jlapa BeICIIMX cwil. TeM He MeHee, U TaKOU ITOAX0[, HECMOTPs Ha psij KpailHe
MHTEPECHBIX W TOJIE3HBIX HAONIOJEHUM, HE MO3BOJISIET BKIIOUHUTH B MHTEP-
IpETaIMI0 BCE U3BECTHBIE HaM Cllydal aHTUMAacOK. BbIxon1 BUAMTCS B coue-
TaHWUU UCCJEI0BaHUI B c(pepe MpOCTPaHCTB U JIBXKEHUI TeaTpa, ¢ IoMellle-
HUEM aHTUMAaCOK B IIUPOKUNA KOHTEKCT UIEH CTI0APTOBCKOTO BIACTHOIO MU-
(da 1 ero uHTEpHpeTail COBPEMEHHUKAMHU, a TAK)KE€ aHAJIOrOB aHTUMACOK B
nyOJIMYHOM TeaTpe, B Iyxe «riryookout urpe» Knuddopaa ['upra. Ito mos-
BOJISIET ONpPEACNIUTh AHTUMACKM HE KaK ONMOHMUPYIOLIUN, a KaK JOIMOJHSIIO-
U 3JIEMEHT PAaHHECTIOAPTOBCKUX MPHUABOPHBIX MPEICTABICHUN.

Victor A. Kovalev
(St. Petersburg University of Humanities and Social Sciences)

The Way of the Antimasque: Origin, Development
and Interpretation of an Early Stuart Theatre Element
Antimasques were one of the specific elements of Early Stuart court
theatre, a special part of the play interwoven and connected, though some-
times unevidently, with the main masque. They were structural elements both
of court and public plays and linked the two. Though traditionally accepted
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as a special feature of court plays, they can be easily found in public plays,
even in the ones by Shakespeare.

The discussion on how to interpret antimasques began at the turn of
19th century. Following George Chapman’s spelling, Peter Whalley inter-
preted this term as antemasque, i.e. a masquerade before the main part of the
play. Though it goes well with Chapman’s Lincoln-Inn and Middle-Temple
masque, incompatibility with structure of many other plays leads Whalley to
the interpretation of this phenomenon as antick-masque, i.e. a grotesque play.
In a discussion with Whalley, John Gifford interpreted this term as anti-
masque, i.e. an element antithetical to the main theme of the play. This ap-
proach has been prevalent, if not the only one, for a long time.

The interpretation of antimasque as “images of vices, easily defeated
and vanquished by the power of monarch” corresponds to the structuralist
theory of Claude Levi-Strauss. But the perception of antimasque as an oppo-
site mirror image of the masque is discordant both with plots of the masque
and antimasque of the Stuart theatre and the concepts of the Early Stuart
myth of power, because there was no an equal opponent to the king’s power
in this myth. The actantial model method of Algirdas Julien Greimas elimi-
nates this difficulty by the perception of an antimasquer as a ‘“‘saboteur” (but
not as an equal opponent). Nevertheless, this method cannot include all ex-
amples of the Early Stuart antimasque too. A solution to this problem seems
to lie in the combination of the studies of performative spaces and move-
ments with investigating antimasque as a part of the Early Stuart power myth
and their analogues in public theatre.

H. B. Jlemynoseckas
(Kuesckuti Hayuonanvuoiil yHusepcumem um. 1. Illesuenxo, Ykpauna)

NHTesuieKkTyaibHAS YCJI0KHEHHOCTh Tpareaui
miaaamux coppeMeHHnKoB lexkcnupa
(dx. Yanmena, C. Tepuepa, /Ix. MapcrTona,
T. Mugnarona, Jlx. Y30crepa)

B Tpareguax mutaammx coBpeMeHHHKOB lllexkcnupa akTUBHO TPOSIBIIS-
IOTCS TEHACHIIMU, KOTOPbIE B HAyKE TPAKTYIOTCS KaK MaHbEPUCTHUYECKUE.
Manbepu3My Kak XyJI0XKECTBEHHO-ICTETHUYECKON CUCTEME MPHUCYIA CHEHH-
dbuueckas, 1Mo CpaBHEHHIO C PEHECCAHCOM, OOpa3Hasi cucTeMa, KoTopasi Xa-
PAKTEpPU3YETCS UHTEJUIEKTYAIBHOW U YYBCTBEHHONW YTOHYEHHOCTBIO, HATYypa-
JIM3MOM U OJTHOBPEMEHHO CTPEMJICHUEM K TPAHCIEHJCHTAIU3MY, OTCYTCTBHU-
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€M JIeTaIN3aliu, MUPOKUM TPUMEHEHUEM TOTOBBIX XYJI0KECTBEHHBIX (PopM
1 CUMBOJIOB.

Tparenuswm [Jx. Yanmena, C. Tepuepa, >x. Mapcrona, T. Munanrona,
JIx. YabcTepa mnpucymia Metadopu3zaiusi, WHTEIJIEKTyallbHash YCIOXKHEH-
HOCTb, YTO BO MHOTOM OBbLIO OOYCJIOBJIEHO METa(hU3NYHOCThIO OOIIECTBEH-
HOTO co3HaHus. Bocnpusitue o0pa3HOro psiia UX MbeC TPEOYET OmpesesicH-
HOW WMHTEJUIEKTYaJIbHOM IOATOTOBJICHHOCTH peuunueHTta. st BbIpaKeHUs
CBOMX HJIEM aBTOPHI MCHOJIB3YIOT MPEUMYIIECTBEHHO CPEIHEBEKOBYIO CHUM-
BOoJIMKY. C ee MOMOIIbI0 [paMaTypru CO3/at0T CJIOKHbIE MeTa(ophbl, ocpe-
CTBOM KOTOPBIX COMPSITAIOTCS OTAAJICHHBIE MOHSTHS, MPEICTABISAS YUTATEITIO
(3puTeNnt0) HOBBIE KauyeCTBa SIBJICHUS W HAIOJHSS Mbecy (PUIoCOPCKUM co-
JEPKAHUEM.

OpnHako, ecau B MOpajJuTe U B PEHECCAHCHOW TparelInu MEPCOHAXKU
IMIOHUMAIOT MPOPOUYECKUM CMBICI 3TUX SIBJIEHHUH, TO TEPOU Tpareaui BbIIIE-
YKa3aHHBIX MJIQIIINX COBpeMeHHUKOB Illexcnupa OIeHUBaIOT UX MPOTUBO-
MOJIO’)KHO ATUKETHOMY 3HAUEHMIO, U 3TO TaKXe CIOCOOCTBYET BO3ZHUKHOBE-
HUIO WUTIO3UH, OOYCJIOBIIEHHBIX TaKX€ COOCTBEHHBIM JI€(OPMHUPOBAHHBIM
MOHMMaHUueM Mupa. TakuMm o00pa3oM, PEHECCAHCHbBIE MO CBOEHW CYIIHOCTH
CTaHAAPThI UCTIOJB3YIOTCS JJIsI OTPUIIAHHUS CAMOW YCTOMYMBOCTH PEHECCAHC-
HOM XYJI0’KECTBEHHOM CUCTEMBI U, OJTHOBPEMEHHO JIJIsi CO3JJaHUsI aTMOC(EPHI
JIBOMCTBEHHOCTH M HEOIPEICIICHHOCTH.

[Tono6HOE KMCTIOJIB30BAHUE TPAJTUIIMOHHON CUMBOJIMKH COOTBETCTBYET
XPUCTUAHCKOMY TTOHHMAaHUIO CUMBOJIa KaK 0003HAYEHUS TAHOTO CKPBITOTO
CMBbICJIa, JOCTYIHOTO JIUIIb MOCBSIIEHHBIM. [I0CKOJIBKY B TaKOM XpUCTHAH-
CKOM MOHMMaHUU CYIIECTBEHHBIM MPU3HAKOM CHUMBOJIA SIBJISIETCSI TO, UTO OH
€CTh 3HaK TOTO, YEM HE€ BBICTYMNAET IO CYIIECTBY, HILUTFO30PHOCTD €r0 «SBJIs-
€MOCTH» KaK HEJIb3S JIy4Ill€ BIIMCHIBAETCS B JIBOMCTBEHHYIO XYHO0>KECTBEH-
HYIO CUCTEMY MAaHbEPUCTUUYECKOT0 UCKYCCTBA.

Irina V. Letunovskaya
(T. Shevchenko National University of Kyiv, Ukraine)

Intellectual Complexity in the Tragedies of
Shakespeare’s Younger Contemporaries
(George Chapman, Cyril Turner, John Marston,
Thomas Middleton, John Webster)
The plays of Shakespeare’s contemporaries reveal the traits of Manner-
ism. Mannerist imagery is characterized by intellectual and sensual sophisti-
cation. Naturalism and transcendentalism, the lack of details and use of tradi-
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tional artistic symbols are all combined in mannerism. The playwrights tend
to use medieval symbols, creating sophisticated images that are difficult to
comprehend. Sophisticated metaphors are designed by combining controver-
sial concepts, thus filling the plays by Shakespeare’s contemporaries with
philosophical content. The recipients are supposed to be intellectually “pre-
pared” to perceive them. Such intellectual complexity of mannerist plays can
be explained by metaphysical ideas that were widespread at that period.

Unlike the characters of morality plays and Renaissance tragedies who
are aware of the prophetic content of the symbols, the protagonists of the
tragedies by G.Chapman, C. Turner, J. Marston, T.Middleton and
J. Webster do not comprehend evil prophecies because of their distorted
world view. Thus, Renaissance standards are used to deny Renaissance im-
agery and create the atmosphere of duality, ambiguity and uncertainty.

Such use of conventional symbolism corresponds to the interpretation
of a symbol as a concealed meaning understood by the intellectually privi-
leged.

Mannerist playwrights used traditional Christian concepts to create illu-
sions that appeal both to sensual and intellectual apprehension at the level of
wit and at the level of symbol; that is quintessentially mannerist.

C. O. 3omos
(Poccutickuti 2cocyoapcmeenHbili 2yMaHumapHuslil yHusepcumem, Mockea)

DoJILKJIOP WM JIMTEpaTypa:
o0pa3sbl 21b(oB, Peil u BeabM B nbecax llexkcnupa

Co BpemeH BbIXOJa MaclITabHOro, HO CIOPHOrO Tpyaa Mapraper
Mroppeii «bor Benpbm» HCCaeqOBaTENM TPAAULMOHHO IMPOBOAAT NapasuIeiv
MeXay (DOIBKIOPHBIMU 0Opa3amMu BeabM U (ei: « TpaaulinoHHBII KOCTIOM
BOJIIIEOHON (peu MOBTOPSiET OOJaue€HHE BEIbMbl, 00€ HECYT MaJOYKy WIIU
KIIIOKY, IPEBPAIIAIOT JIFOJIEH B )KMBOTHBIX, 00€ MOTYT MOSIBUTHCSA WJIM UCYE3-
HYTh I10 KENaHUI0. PeanpHOE pazimnune — TO, YTO OJIHA SIBISAETCS U3SIIHOU
JIeIU, a Ipyras — IPSA3HON CTapyXoun».

B mbecax Illexkcniupa Mbl Takke HaXOJIUM IMOATBEPKIAECHUE ITOU TEO-
puu, HaOMIOAasi TUIIOJIOTMYECKYIO CXOXKECTh MPU KOMIAPATUBHOM aHAIU3e
o0OpazoB Tpex BeapM B «MakOete» u (peit Bo «CHe B JIETHIOIO HOUbY: B YaCT-
HOCTH, 3€JIEHbIN LIBET, IPUCYILIUN 00pa3y (heil, UMIUTUIIUTHO HAJTUYECTBYET B
TEKCTE 3HAMEHUTOTO penenta BenapM. B bece «CoH B neTHIOI0 HOub» [llekc-
NUp pa3zenseT BOMIIEOHBIX CYIIECTB Ha JBa KJacca Mo MOJIOBOMY MPU3HAKY
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— 31b()OB-MYXUMH U (HEeU-KEHIINH, YTO HE SIBIISETCS HAPOJIHON TpaIUIlUeEH,
U KOHCTPYUPYET YK€ OTHAENbHYIO JIMTEPATypPHYI0 KOHBEHLHUIO Pa3InyeHUs
3TUX JIBYX KJIaccoB B nociexayromieit sureparype (Jx. P. P. Tonkun kputu-
koBas Lllekcriupa 3a 3Ty HETOYHOCTB).

O6benunenue 316(oB U (el B ouH MOHOJIUTHBIN Hapona (OOepoH u
Tutanus, smpd U pes — MyX M KE€Ha), UX KOHTAMHUHALIUS, CTAaHOBSITCSA
OOBIYHBIMM B JlaJbHEWILIEM, MepeTeKas M3 JUTEepaTypHOIO HappaTUBa B
GOoABKIIOP U CBOOOAHO HUPKYIUPYS B KYJbTYPHOM IPOCTpaHCTBE. Bo3mMox-
HO, yTo MMeHHO lllekcniup, Onarogapsi CBoeMy KyJbTOBOMY CTaTyCy B KYJIb-
TypHOM HpocTpaHcTBe EBporbl, nenaet deil «MaleHbKUM HapoILeM» B Mac-
COBOM CO3HAaHHMHM — BE€JIb B KEJIBTCKUX carax (per He OTIUYaloTCd POCTOM OT
JIOEH.

JlanHoe ucciegoBaHue OyAeT MOCBSLIEHO aHAJIU3y UCTOYHUKOB, U3 KO-
Topbix lllexcriup Mor moyepnHyTh 3HAHMS O BeAbMax, desx u Aabdax, a
TaK)K€ CpPaBHEHHIO OOpa30B MOCIEIHUX B XYJI0)KECTBEHHOM IPOCTPAHCTBE
aBTOpa. B xX01e paboThl MBI OMXKe MOAOWIEM K MOHUMAaHUIO TOTO, YTO B TH-
paXUPyEMOM JI0 CHX MOp MacCoOBOM oOpasze BOJIIEOHBIX CYIIECTB OBLIO
ckoHcTpyupoBaHo lllexcriupom, a 4To ObUIO B3SATO U3 (POJBKIOPHON Tpaju-
1107078

Sergey O. Zotov
(Russian State University for the Humanities, Moscow)

Folklore or Literature:
Images of Elves, Fairies and Witches in Shakespeare’s Plays

The article is devoted to the comparative analysis of witches and fairies
images in Shakespeare’s work. This study will focus on the analysis of the
sources from which Shakespeare could get information about witches, fairies
and elves. The author considers the images of magic creatures in Shake-
speare’s plays Macbeth and Midsummer Night’s Dream, and analyzes the
connection between folklore tradition and literature. The main issue is as
well: what were in magical creatures designed by Shakespeare, and what was
taken from the folk tradition?
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U. A. Toeynos
(Poccutickas akademuu HApoOOHO20 X03AUCMEA U 20CYOAPCMBEHHOU CNYIHCObL
npu llpe3udenme Poccuiickoii @edepayuu, Braoumupcrui guruan)

IlepBbIii MOJTHOMOYHBIN 10C0J AHrJIMUA B Poccun
AHTOHM /[’KEHKMHCOH M €ro OKpYy:KeHHe

IIepBocTeneHHOM 3aayel HAILIETO UCCIEI0BAHUs CTAIIO0 YCTAHOBIICHUE
Kpyra JWL, aHTJIMMCKUX MOJAHHBIX, NPEACTABUTENIEN APYTUX rOCyAapCTB, B
TOM MO0 MHOM CTENEHU CBs3aHHBIX C Poccueil.

NmeHa 3TuX JIMYHOCTEN — U3BECTHBI. JIUTEpATypHBIX UCTOYHUKOB U
UHBIX JJOKYMEHTOB C HEOOXOAMMOM Ham HH(pOpMAaIUe 0Ka3ajloCh BIOJIHE
JOCTAaTOYHO, YTOOBI OYEPTUTH KPYI UMEH, BBISIBUTH OCHOBHBIE MHTEPECHI U
IPEACTABUTH B OOIIMX YEPTAX UX NPSIMbIE U KOCBEHHBIE OTHOIICHHUSI.

LentpanbHOil (GUTypoll, BOKPYT KOTOPOW OOO3HAUYMIICS HAIll MHTEPEC
IIOMCKAa JINI] U WX OTHOIICHWM, CTaja JUYHOCTh AHTOHH J[)KEHKHMHCOHA
(Anthony Jenkinson) mosHomnpaBHoOro mocjia AHMHKA B Poccuu, coBpeMeHHU-
Ka Yunbama lllexcniupa.

Ecte npenanue, 4yro kKymnen U MOpsK J[P>KEHKMHCOH ObUI 3HAKOM C
[lekciupom.

Igor A. Togunov
(Russian Presidential Academy of
National Economy and Public Administration, Vladimir Branch)

The First English Ambassador to Russia
Anthony Jenkinson and His Circle

The primary aim of our study is to outline the circle of English subjects
and nationals of other states who had some links with Russia.

The names of these people are well-known. Literary sources and other
documents contain sufficient amount of information to reconstruct their di-
rect and implicit connections, as well as the range of interests.

The figure of Anthony Jenkinson, England’s first ambassador to Russia
was central for this circle and became the focus of our study. Jenkinson was a
contemporary and reputedly a friend of William Shakespeare.

136



HNNEKCIIMP U EI'O COBPEMEHHHUKU B MEXKKYJIBTYPHOM
OBMEHE XIX-XX BEKOB
SHAKESPEARE AND HIS CONTEMPORARIES
IN CROSS-CULTURAL EXCHANGE (19TH-20TH CENTURIES)

C. B. Anexcees
(Mockosckuti 2ymanumapHsii yHugepcument)

Toaxkun u Hlekcmup

N3BecTHO 0 nocratoyHO npoTuBOopeunBoM Bocupustuu k. P. P. Toxn-
kuHOM TBOpYecTBa Y. lllekcniupa. biarogaps «buorpadumn» X. Kapnenrtepa
3a TonkuHOM 3aKpenwiach penyTanus aOCONIOTHOTO «HEHABUCTHUKA
[lexcnimpa, 1 HaO CKa3aTh, OCHOBAHUS JUIsl TAKOM pemyTauuu Obuth. TONKUH
OpUBAaTHO M NyOnuM4yHO roBopwi U nucan o [llekcnupe TOCTATOUHO MHOTO
HEraTUBHOTO. MHOroe, KOHEYHO, MOKHO CBSI3aTh C 3MOIMOHAJIBHOCTBIO H
CKJIOHHOCTBIO K DJI1aTaxy, CBOMCTBEHHbIMU TOJKUHY, HO K lllexkcnupy y HEero
ObLIIO TpU BecbMa (yHAAMEHTAIBHBIX TPETEH3UH.

Bo-niepBbix, lllekcnup sBisicss HanboJiee 3HAYMMbBIM U3 MPU3HAHHBIX
POIOHAYAIBHUKOB HOBOAHTJIMMCKOW JINTEPATYPhI, & 3HAYUT, C TOUYKU 3PECHUS
OKC(OPACKON MapTUU «IUTEPATYPOBEAOB», 3aBEIOMBIX OMNIMOHEHTOB JIMHT-
BucTa ToJIKMHA, OTLIA TUTEPATYPhI KaK TAKOBOU. Bo-BTOpBIX, MMeHHO [llekc-
NP IpepBaj «IpoAepKaBIIyrocs 10 camoro CrieHcepa», 1o ciioBam ToJku-
Ha, TPAJAMILIMI0 U300pakeHus 3Jb(POB KaK CYIIECTB, BHEIIHE MOJOOHBIX JIIO-
naMm. Hakonen, TOJKHAH OCyXJal HICK JIPaMaTUYECKOrO BOIUIOIIEHUS
«BOJIIEOHOM HMCTOpUM», mojaras, uro lllekcnup Oosbiie BeIMTpaid Obl Kak
TpaAULIMOHHBIA 3MUK. HO 3TH SICHO MU HEOIHOKpPAaTHO CHPOPMYIUPOBAHHBIE
MIPETEH3UN HOCHUJIA CKOPEE BHEIIHUM XapaKTep.

ITokaznas «Hemo00BbY K Illekcnupy coueranack y TosikuHa ¢ TiIy0O0-
KMM 3HAaHHEM €r0 TBOPYECTBA, KUBBIM MHTEPECOM K €r0 KOPHSM, K CLICHUYE-
CKUM HMHTEPHPETALMIM; HaKOHEI], C UCIoyb30oBaHueM oOpa3oB lllekcniupa B
CBOMX NpOMW3BeAcHUAX. VIMEHHO aHaimu3 3TOr0 MCIOJIB30BaHUs MO3BOJISET
BCKPBITh U 00Jiee TIIyOOKHE MPUYUHBI «HEMPUS3HI». Mcronb3ys BeIpakeHue
T. [Iunmnu, « ToaKUH TBITAICS CAENIaTh MIEKCITUPOBCKUE 00pa3bl Oosee Mo3u-
TUBHBIMWU» — TOYTH B KAXKJIOM CIIy4ae CKPBITOrO LUTHUPOBaHUS. POKOBBIE
CTpPacTH PEHECCAaHCHOM Tpareauu He 0oJiee MpayHbl U OE3BICXOHBI, YEM MHUP
JIPEBHECEBEPHOIO 3M0CAa — HO €CJIM CMOTPETH TJIa3aMH TOJIKMHA, HEONPAB-
JAHHO MpayHbl U 0e3bICXOAHBI, TOCKONbKY Illekcnup *uia B MUpE BIOJIHE
xpucTuaHckoM. CTOWJIO JIM «BO3pOXKJaTh» nadoc ApEeBHErpeUecKou Tpare-
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MU B MUpE, YK€ NEePEeKUBIIEM BeJnuaiiyo JBkatacTpody bnaroit Bectu?
— BOIpPOC, KOTOpbIM TOJKUH B TJIyOMHE AyIIW €/1Ba JIM MOT HE 33JaBaThCsl.
TakoBo ObLIO, TOXKayi, raBHoe pacxoxiaeHue Tonkuna m lekcnupa, —
HU pa3y TOJIKMHOM HE 03ByYEHHOE, HO ITPOHU3BIBAIOIIEE BCE €T0 OTHOLICHUE
K IIEKCIUPOBCKOMY TBOPYECTBY, OTHAIOIIEECS BO BCEX HIEKCIUPOBCKHUX
CBIUSHUSIX).

Sergey V. Alekseev
(Moscow University for the Humanities)

Tolkien and Shakespeare

John R. R. Tolkien’s attitude to William Shakespeare is well-known to
be quite contradictory. Humphrey Carpenter’s biography has helped to con-
solidate Tolkien’s reputation as an absolute Shakespeare-hater, and not with-
out a reason. Both privately and publicly, Tolkien badmouthed Shakespeare a
lot. Some of it could be linked to his typical emotionality and love of the
shocking, but there were three fundamental grievances Tolkien had against
Shakespeare.

Firstly, in the minds of Oxford literary scholars Shakespeare was the
most significant figure among the fathers of modern English literature. Tol-
kien as a linguist and an author was their inveterate opponent. Secondly, Tol-
kien thought it was Shakespeare who broke away with the tradition to depict
elves as akin to humans — a tradition that survived until Spenser. Thirdly,
Tolkien denounced the idea of dramatizing the “fairy story” and thought that
Shakespeare’s plots would have looked better in an epic. But these three
claims, although formulated clearly and frequently, were mainly external.

Tolkien’s ostentatious “dislike” of Shakespeare did not preclude deep
knowledge of his works and went together with a deep interest in Shake-
speare’s roots, theatrical interpretations of his works and, finally, with using
the Bard’s imagery in his own writing. Analyzing the use of Shakespeare by
Tolkien, we can arrive at the deeper roots of this “dislike”. As Thomas Ship-
pey famously noted, Tolkien was trying to make Shakespearean imagery
more positive — in almost any case of implicit quoting. The fateful passions
of the Renaissance tragedy are no less gloomy and desperate than the world
of the Northern epic, but unjustifiably so when viewed through the eyes of
Tolkien. Shakespeare lived in a thoroughly Christianized world, so was the
pathos of the Greek tragedy worth reviving in the world which had already
experienced the greatest Eucatastrophe of the Gospel? This was the question
Tolkien could not help asking from the depth of his soul. Such was the main

138



disagreement between Tolkien and Shakespeare. Although never articulated
by Tolkien, it permeates his general attitude to Shakespeare’s work, which
has found its reflection in the numerous Shakespearean “influences”.

Ilynam Tpuseou
(Ynueepcumem Jlenu, Hnous)

«Bech miap 3¢eMHO# rOTOB f1 00JIeTETh»:
HMIIEPCKOEe, MEKKYJIbTYPHOE U IJ100aJIbHOE
pacupocrpanenue llekcnupa

HeBo3MoxHO oTpunarh, 4ro BCs UCTOpUsA IpeBpauieHus lllexcnupa-
IIPOBUHLIAAJIA BO BCEMUPHO IMPU3HAHHOIO aBTOPA, MPOU3BEACHUS KOTOPOTO
IIEpEBEICHB] Yy Th JIM HE HA BCE A3BIKM MUPA U 3By4aT C CaMbIX Pa3HbIX CIIEH,
— caMa 1o ce0e yHukanbHa. B 3T0il paboTe MbI paccMaTpuBaeM HEKOTOPBIE
KJIFOYEBBIE MOMEHTBI JaHHOI'O IIyTH, & MMEHHO, paclinpeHue bpuraHckon
VMIIEPUH, KOTOpAs MOJAYMHSIIA KOJIOHUH, HO OJHOBPEMEHHO NPUHECIIA B HUX
CBOIO S3BIKOBYI0O W TEATPAIBHYI KyJIbTypy. 3a CYET JTOTO B IOCT-
KOJOHHAJIbHBIA TEepHO]] cPOPMUPOBAJICS COBEPLUIEHHO OCOOBIM HHTEPKYJIb-
TypaJiu3M: 3KCIIEPUMEHT 10 o0beauHEeHnI0 nbec [lekcnupa u MecTHOU Tpa-
JTUIAN TeaTpaJIbHBIX TpejcTaBiieHnd. Ceiluac MOKHO TOBOPUTH O «TJI00ah-
HoM» lllexcnupe, HanpuMep, O Pa3HOSA3BIYHBIX MOCTAHOBKAX, ¢ KOTOPBIMU
IPUE3KAIOT B JOHIOHCKUI TeaTp «['11o0yc» nHocTpaHHble TpyIbl. Mbl npu-
3HAeM, YTO 3TO HEOJHO3HAYHBIN U MPOTUBOPEUYUBBIN IIPOLECC; HO JAXKE JBY-
CMBICJICHHOCTb W YAaCTHbIE HECOCTBIKOBKM IO3BOJIIIOT HaM I10-HOBOMY
B3I[VIIHYTh Ha CErofHsIIHee pacupocrpaneHue llekcrmpa.

MsbI npemyaraeM pacCMOTPETh BONPOC € TOYKM 3pPEHUS HUHAYCOB, B
YaCTHOCTH, UCXOJI1 U3 aKTUBHOTO KYJbTYpPHOrO B3auMooOMeHa Mexnay WH-
nvier u Poccreil B MOCIEBOSHHBIN NEPUOA U CUIIBHOTO BIIMSHUS MapKCHU3Ma,
YTO COBOKYITHO MOBJIMUI0O HAa WHAUKWCKHUX MUCATENEH U INEPEBOAYUKOB, a
TaK)Xe Ha TeaTpajbHble nHTepnperanuu llexkcnupa. Yame Bcero B pe3yipra-
T€ 3TOr0 MPUBHOCHWIICS 3JIEMEHT MHTEIJIEKTYaJbHOTO <«JIEBOro» OyHTa M, Ta-
KUM 00pa3oM, yCHIINBAJIACh MHOTOIIAHOBOCTh MOCTAHOBOK.
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Poonam Trivedi
(University of Delhi, India)

“I’ll Put a Girdle Round about the Earth™:
Imperial, Intercultural and Global Spread of Shakespeare

There is no doubt that the emergence of Shakespeare from a ‘midlands
man’ to a widely acknowledged world author today, who is translated into
almost every language in the world and performed in it too, has been nothing
less than unique and extraordinary. This paper debates some key aspects of
this trajectory, viz. the imperial encounter which produced subjugation and
dominance but also, alongside, a spread of languages and theatre. This
evolved in the post-colonial period into another kind of interculturalism of a
considered experimentation between the plays and indigenous theatrical and
performative styles. Currently, we are witnessing a globalizing Shakespeare,
when his plays in multiple languages from across the world are invited to be-
ing staged at the Globe Theatre in London, the assumed original site of per-
formance. That these categories are not simple but fraught with ambiguities is
admitted; the very gaps and fissures allowing us to question the nature and
spread of Shakespeare today.

A point of view from the Indian experience will be reflected and it will
specially focus on the Indo-Russian cultural exchanges that were promoted
between the two countries post war, and the influence of Marxist thought,
both of which produced a significant impact on Indian writers, translators,
and performers of Shakespeare too and which, more often than not, formed a
resistant intellectual Left providing a counter perspective.

T. B. Akywkuna
(I'ocyoapcmeennas nonsipuas akademust, Cankm-Ilemepoype)

Peun 4 mrous: Hlexkcnup B popMupoBanuu
AMEPUKAHCKON HAMOHAJIbLHOM I/I)IGHTI/I‘IHOCTI/I*
MarepuasioM [ JaHHOTO BBICTYIUIEHHSI MOCIYXXWIA peun 4 HIoid
1800—-1860 rr. Umenno XIX Bek, 0COOEHHO €ro cepe/iHa, Mo €AMHOIYIIHO-
My MHEHUIO UCCIENOBATEINIEH, SIBISETCS MEPUOAOM HAWBBICUIEN IOIYJISPHO-
ctu Y. llexkcniupa B CIIIA. DTOT nepros OTMEUEH YBEIUYEHUEM YHCIA W3-
naHui, nocturmuM K 1865 r. cBoero makcumyma (150 HOBBIX U pEPUHTHBIX

* ~
BeIcTyIuieHnEe IOATOTOBIEHO MO PE3yJIbTaTaM UCCIIEN0BATEIbCKOro rpanta dynopait
Ne 68130123.
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u3nanuii); BBenenrem lllexcnupa B Kypebl mkoibHOro (¢ 1820-x rr.) U yHH-
BepCcUTETCKOro oOpa3zoBaHus (¢ 1855 r.); OOJBIIMM YUCIOM TeaTpalbHBIX
MOCTAaHOBOK, OXBAaTUBILUX HE TOJIBKO KPYITHBIE TOPOJa, HO U MOCENKU (PPOH-
THpA.

C nmpyroii cTopoHsl, niepBas nmonoBuHa XIX Beka 03HaMEHOBaIach po-
CTOM NAaTPUOTHYECKUX HACTPOCHUH U (OpMHUPOBAHUEM Oa30BBIX HJEU U
CUMBOJIOB aMEpUKaHCKOM Hauuu. OJTHUM W3 TaKuX CHMBOJIOB, TOMUMO /[le-
KJIapallMi O He3aBUCUMOCTH, buiis o mpaBax u Koncturynuu, cran /leHb
pOBO3IJIAllIEHNs He3aBucuMocTUu 4 utons. Hapsay ¢ mapagom, o0si3arenib-
HbIM KOMIIOHEHTOM IIpa3JHUKA ObLIO BBHICTYIUIEHUE C PEYbIO M3BECTHOTO MO-
JUTUYECKOTO WM OOILECTBEHHOTO JeATEeNs, a 00s13aTeIbHBIMU UI€0JIOTHYe-
CKMMU COCTaBJISIONIMMHU 000U pedun ObLIM 00pa3bl AHTJIMU KaK TJIABHOTO
Bpara CIIHA u Coenunénnpix llITaToB Kak Ooplia MPOTUB aHTIMIICKON THpa-
HUU.

[TapagokcaabHbIM 00pa30M OCHOBHAsl 3aciyra B CO3JAaHUU ITHX 00Opa-
30B, KOTOpBIE CTalu 0a30BbIMU B (POPMHUPOBAHMHM aMEPUKAHCKOTO MaTPHO-
tu3Ma, npunaanexut Hlekcnupy. Onopa Ha lllexcniupa He OblIa citydaitHO-
CTBIO — €1 MpeaIecTBOBala HAYIIAs CO BPEMEHH IIEPBBIX KOJIOHUCTOB TpPa-
JTULHST WCTIOJBb30BAaHMS AHTJIMUCKOTO KJIACCHKAa B KAa4eCTBE MCTOYHHUKA IS
UUTUPOBaHUs B 00siactu Mopaiu. lllexcnup chirpan HEMalOBaKHYIO POJIb U
B BO3HUKHOBEHHUH CaMoOil Tpaauuuu myOonndHbix BeicTymuieHuid B CLLA, rae ¢
1799 r. ero nbeckl CIyKUIU MaTEPUAIOM JIJIsi 0Oy4YeHus KpacHopeunto. Emié
OJIHA HJiesl, KOTOpass HEOJHOKPATHO BCTPEUYaeTCs B pedax 4 WIS, — Hles
OOBEIUHSIONICH CUJIBI aHTJIMUCKOTO si3bIKa, si3bika Illexcrnnpa u MuiibToHa,
CIIOCOOHOTO CIJIOTUTH B OJIHY HAIMIO JIIOJIEH, TOBOPSIINX HA Pa3HBIX S3bIKaX.

Tatiana V. Yakushkina
(The State Polar Academy, St. Petersburg)

Fourth of July Orations: Shakespeare and
the Development of American National Identity”

The paper is based on the orations of the 1800s—1860s. This period has
been chosen for two reasons. Firstly, the 19th century, especially the middle
of the century, is the period when, according to the general opinion of re-
searchers, there was a remarkable rise in Shakespeare’s popularity in the
United States. The rise is confirmed by the growth of Shakespeare in print,
with 150 new and reprinted American editions by 1865. It is also confirmed
by the fact that Shakespeare was introduced into high school (since the

" The paper is prepared as part of the Fulbright research grant No. 68130123.
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1820s) and university courses (since 1855) and his plays were dominant on
the American stage both in big cities and in the frontier towns.

Secondly, the first half of the 19th century is remarkable for the rise of
American patriotism and the development of some important ideas and sym-
bols of the American nation. The Fourth of July celebrations, along with the
Declaration of Independence, the Bill of Rights, and the Constitution, became
one of such symbols. Beyond a parade and a public reading of the Declara-
tion of Independence, the festivities obligatorily included an oration of a no-
table political or public speaker, while the obligatory ideological components
of orations were the images of England as the enemy and the United States as
a heroic fighter against the English tyranny.

Paradoxically, the credit in creating both images is due to Shakespeare.
Such an appropriation of the English classical writer should not be a surprise
since the tradition of using Shakespeare as a good resource for moral quota-
tions goes back to the first colonists. Shakespeare also helped to create and
construct the tradition of public orations in the USA where, since 1799, his
plays became a useful tool for teaching eloquence. Another popular idea in
the orations is the idea of the English language, the language of Milton and
Shakespeare, with its power to unify the people speaking different languages.

JI. C. banawosa
(Yrnueepcumem Iccekca, Beruxobpumanus)

Konuenuun «peneccanca» B Auriumn 1900-1920-x rr.:
MeK1y MOAEPHU3MOM M HAIMOHAJIM3MOM

B 1880-1920-¢ rr. B AHIIIMM HUIET MPOLECC BO3BPALICHUS K KOPHSIM
«TIOJJIMHHO aHTJIMMCKON» KYJIBTYpPbl — €JIM3aBETUHCKOU 31oxe. Takue Boc-
CTAHOBUTEJILHBIE JIBHXKCHUS YaCTO UMEJIU 1IEIbI0 BIIOXHYTh YyBCTBA MaTPHUO-
TUYECKOU MPEAAaHHOCTH U JIOSJIbHOCTH CBOEH CTpaHe, HO B cilydyae ¢ AHIJIMEn
€ro CHPOBOLKMPOBAIO TaKKe OOLIEe YyBCTBO 03a00UYEHHOCTH 3a KYJIbTYPHYIO
pernyTaluo U UAEHTUYHOCTh Haluu (0COOCHHO B CpaBHEHUU C | 'epmaHueit),
KOTOpPOE B PaBHOM Mepe pa3Aesiii MOJEPHUCTHI U HALIMOHATIUCTHI.

B cBoem poknaze mMbl Obl XOTEIUM OOpaTUTh BHUMAHHUE HA TO, YTO 00b-
€AMHSIO TPEICTABUTENEH KyJbTYPHOTO HAlMOHAIM3MAa M 3CTETHYECKOTO
MOJIEpHHU3MA, KOTOPBIE YAacTO MCHOJB30BAIM MeTadopy «pEeHEecCaHc» s
OMMCAHUSl CBOEH SIOXH; MOYEMY €JIM3aBETUHCKAs 310Xa U PEHECCAHC CO-
CTaBJISUIUA JIJII HUX TOYKY oTcueTa. HecMOTpsi Ha TO, 4TO 3THU T€UEHUS PYKO-
BOJICTBOBAJIUCH PA3HBIMU IESIMH, UX CBSI3bIBAJIU OJHU CTPYKTYpPHI B OIKCa-
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HUH UCTOPUYECKOTO BPEMEHU: MEPUOINA3ALINS, KOTOPask BKIIIOYaIa UAcaaInu3u-
POBAHHBI PAHHUN IIEPUOJ; COBPEMEHHOCTb KaK JUIMUTEIbHBIM HETaTUBHBIN
IPOLIECC Pa3BUTHUA; U HACTOALIMNA MEPUOJ, KOTOPBIM OTKpPHIBAET HOBOE OY-
nyuiee. VIcToku mogoOHOro HCTOPUYECKOTO BUACHUS ObUIH 3aJI05KEHBI B AII0-
Xy PeHeccaHca U eJIM3aBETUHCKYIO 3IO0XY. JIBOMHOE 4yBCTBO UCTOPUUECKOTO
IIPOIIECCAa — BUAEHUE CBOEr0 BEKa KaK OJHOBPEMEHHO YNAJ0K MPOIUIOT0 —
CTaJ0 HEOTHEMJIEMOW YaCThIO KOHLEMIIUU «PEHECCAHCA», B TOM YHUCJIE UCTO-
puorpadun bypkxapara u CaliMOHJCa, OKa3aBIIMX IIyOOKOE BIIMSIHUE HA
TEOPHUIO KyJIbTYPbI TOTO BPEMEHH.

JIist mpoABMKEHUST HOBBIX ()OPM U TEOPUN MCKYCCTBA KOHIIETIUS UTa-
JIpAHCKOro PeHeccaHca Takke HMCIOJIB30BAJIACH MOJEPHUCTAMHU W HAIIMOHA-
auctamu. D10 Oblia neppasi koHuenus XIX Beka, TpakTyolas peHEeCCaHC
KaK O0ObEIMHEHHBIM MCTOPUUYECKUH MEPUOJ], UICTOUHUK TPEX KIIOYEBBIX (e-
HOMEHOB — KYJbTYpPbI, HAIMA U COBPEMEHHOCTH — YKMUBOTPEIICIIYILIHE TE-
MbI OOILIIECTBEHHBIX JUCKYCCHI TOTO BpeMeHU B AHIIMHU. OQHOM U3 TOMUHU-
pyromux TeM B PeHeccaHce, CO3BYYHOH COBpPEMEHHOW MpoOJieMaTUKE aH-
TJIMICKOTO O0IIeCTBa, ObLI TaKKe BOMPOC O COBPEMEHHOW POJIM UCKYCCTBA U
XYJI0KHUKA, HAJIETSIEMbIX TyXOBHBIMH M COLUAIIbHBIMU (DYHKITUSIMHU.

Lada S. Balashova
(University of Essex, UK)

The Concept of the “Renaissance” in England in 1900-1920s:
Between Modernism and Nationalism

In the period from 1880 to the 1920s, England underwent a process of
returning to the grassroots of a “truly English” culture, which essentially
meant the Elizabethan era. Such retrospective movements often aimed to in-
fuse a sense of patriotic devotion and loyalty in the homeland, but in the case
of England, it was also provoked by a general sense of concern for the cultur-
al reputation and identity of the nation (especially in comparison with Ger-
many), which was equally shared by modernists and nationalists.

In this paper, we would like to focus on the things that brought together
representatives of cultural nationalism and aesthetic modernism, which often
used the metaphor of "Renaissance" to describe their era, and to explain why
Elizabethan times and the Renaissance became their reference point. Despite
the fact that these movements were guided by different objectives, they
shared common structures in describing historical time, e.g. periodization,
which included an idealized early period; modernity as a long negative de-
velopment process and the current period, which opens up a new perspective.

143



The origins of this historical vision date back to the Renaissance and Elizabe-
than era. The double perception of historical process, i.e. a vision of the con-
temporary age also as the decline of the past, has become an integral part of
the concept of “Renaissance” including the historiography of Burckhardt and
Symonds has had a profound influence on the cultural theory of the time.

The concept of the Italian Renaissance was also used by modernists and
nationalists as a vehicle to promote new forms of art and art theories. It was
the first concept of the nineteenth century, which depicted the Renaissance as
a composite historical period being the source of three key phenomena, i.e.
culture, nations and modernity that were burning topics of public debate at
that time in England. Another topic prevailing in the Renaissance discourse,
which harmonized with contemporary problems of English society, was the
contemporary role of art and artist that were seen as vested with spiritual and
social functions.

H. A. Bvicoykas
(Kuesckuil HayUOHANbHBIU TUHSBUCMUYECKUL YHUSEepcUmem, YKpauna)

He/pemudonoruszanus oopasa llexcnupa
KaK IPaMaTH4YeCKOro nepcoHaska B ouorpadpuveckoi panrazumn
Jlona Hurpo «Ycnemnspie ycuJus JIOOBU»

Haxonsiceh B camom 1nentpe 3amagHoro kaHoHa (I'. biym), «Buibsm
[lexcniup» JaBHO MPEBPATUIICA B OJIUH U3 €ro HauboJiee KUBYUUX KYJIbTYp-
HbIX Mu(poB. Ha pyOexe croneruii lllekcnup — He TOJNBKO KaK BEIUKHMA Xy-
NOKHUK, HO M KaK aKTUBHBIM «HWHUIMATOP AUCKYPCHUBHBIX HPAKTHK
(M. ®yk0) — mpoaoIKAET OILYyTUMO MPUCYTCTBOBATH B HAIIEH KU3HU, OKa-
3bIBasi MOIITHOE BO3JICWCTBUE HAa BOCIPUATHUE 3aMaHON KyJIbTypol Hambosee
dbyHAaMEHTaNbHBIX KaTeropuil ObITHs. B 3moxy mocTMmozepHU3Ma pacibl-
JIEHHBIN IIEKCIIMPOBCKHM «TEKCT», B COCTAB KOTOPOTO BXOJAT, CPEAU MPOYE-
ro, €ro Hay4Hble M XYJOKE€CTBEHHBbIE OHorpaduu, UrpaeT 3aMEeTHYIO POJib
KaK B «BBICOKON», TaK U B MAacCOBOM KyJbType. B Hokiane uccienyrorcs
CTpaTeru, UCIOJIb3yEMbIE aMEPUKAaHCKUM JpamMaryprom JlonHom Hurpo B ero
«xypnoxectseHHou Ouorpaduu» (JI. Dnens, . abept) lekcnupa — mibe-
ce-hantazumn «YcnemnHele ycwius aro0Bu» (1981/1995), ananuzupyemoit B
KOHTEKCTE PacIpOCTPAHEHHOI'O0 HbIHE (IOJd)’KaHpa «aBTOP Kak MEPCOHAN))
(I1. ®panccen, T. Xoucenaapc, A. ®okkema, M. MakKeon u ap.). B nenom,
ApoM OO0IMpHOM mekcnupuansl Jlona Hurpo BeICTymaeT kaTeropusi teat-
paJIbHOCTH BO BCEM OOTaTCTBE CBOUX MPOSIBIEHUN — OT CLIEHBI KaK TAaKOBOM

144



JI0 YEJOBEYECKOM KU3HU, U Jaliee — J0 MUPO3JaHus, T/I€ XyI0XKHUK / Tpa-
MaTypr npupaBHuBaeTcsi K bory kak nemuypry. B pokmane obGocHoBaHa
MBICJIb O TOM, 4YTO, MOJBEpras JIEKOHCTPYKUHMH TPAAULMOHHBIA MU O
[Ilexcniupe kak 0 pomaHTH4YecKoM IloaTe, yHaciIeOBaHHBIN OT 3MOXU LIEKC-
nupomanuu, Hurpo 3amensier ero cooctseHHsiM Mudom o TBople, pa3aupa-
€MOM IPOTUBOPEUUSIMHU MEXY €ro 4elOBEYECKON U 00KECTBEHHOM MPUPO-
i)/ 8

Natalia A. Vysotskaya
(Kiev National Linguistic University, Ukraine)

De/remythologizing Shakespeare as a Dramatis Persona in
Don Nigro’s Biographic Fantasy Loves Labours Wonne

Being located at the center of the Western canon, as Harold Bloom re-
minds us, “William Shakespeare” has long become one of its most viable cul-
tural myths. At the turn of the centuries Shakespeare — not solely as a great
artist, but also as an active “initiator of discursive practices”, to use Fou-
cault’s diction, — still remains a powerful presence exerting strong impact
upon the manner in which Western habits of thought theorize the most fun-
damental categories of being. In postmodern period disseminated Shake-
spearean “text”, including his scholarly and fictional biographies, plays a vis-
ible part in global culture, both in its “high” and “low” varieties. The paper
explores strategies deployed by the American dramatist Don Nigro in his
“imaginative biography” (L. Edel, I. Schabert) of Shakespeare — the fantasy
play Loves Labours Wonne (1981/1995) examined within the framework of
popular biographic subgenre “the author as character” (P. Franssen, T. Hoen-
selaars, A. Fokkema, M. McKeon and others). D. Nigro’s Shakespeareana in
its totality has at its core the category of theatricality in its broadest meaning
— from the stage per se to human life and further — to the Universe, equat-
ing artist/dramatist to demiurgic God. It is argued that while the play sets out
to deconstruct the traditional myth of Shakespeare as a Poet par excellence
inherited from the epoch of Bardolatry, Nigro substitutes in its place his own
myth of ambivalent and tortured Creator torn apart, Orpheus-like, between
his humanity and divinity.
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A. A. Psbosa,
. H. ’Kamkun
(Ilenzenckuti 2ocyoapcmeenHblli MexXHON02UYeCKULl YHUBEpCUmem)

Oo0pa3 Kpucrodepa MapJio u 3arajgka ero CMepTu
B PYCCKOH JIUTepaType BTOPOi M0JI0BHHBI XX BeKa
B noxnazne ocyiiecTBiI€HO OCMbICIEHUE ceU(UKU TPAKTOBKU 00pa3a
Kpucrodepa Mapio u 00CTOSATENBCTB €ro ru0ean B MPOU3BEACHUSIX PYCCKUX
nucaresneil BTopoil mosoBuHbl XX Beka — HoBesuiax 0. O. JJomOpoBckoro
«Cwmyrnaa nenu» u «Koponesckuil peckpunt», pacckazax A. T.['yOuna
«Jlonnounckas tpareaus», 0. M. Harubuna «Haarpoose Kpucrodhepa Map-
no», H. H. MatBeeBoi1 «OnsbIT rpe3, wim Mcropuk nonesosie», K. bynsuesa
«3aBucTh Ha Beka. Jlerenga o nokrope Paycre» U «OH CIHUILIKOM MHOTO
3"ai. [lInuon Mapmno» (u3 kauru «Taitael HoBoro Bpemenn»). OTmMedeH vH-
TEepeC PycCcKux mucarened Kk omorpaduu Mapio, ero BHEMIHOCTH, JIUYHOCT-
HBbIM, YEJIOBEYECKUM KayecTBaM, JIeATeIbHOCTU Tearpa «Io0yc», B3auMo-
cBsa3siM lllexcriupa m Mapio, NposSIBUBIIMMCSL B UX TBOPYECTBE, BBISBICHBI
NOMBITKU MPEJIOMIICHHSI COOBITUN €IM3aBETUHCKOIO BPEMEHU Ha COBPEMEH-
HYI0 PYCCKUM aBTOpaM AEHCTBUTEIbHOCTD.

Anna A. Ryabova,
Dmitry N. Zhatkin
(Penza State Technological University)

The Image of Christopher Marlowe and the Mystery of His Death
in the Russian Literature of the Second Part of the 20th Century
The paper presents an analysis of the understandings of the image of
Christopher Marlowe and circumstances of his death in the works of Russian
writers in the second part of the 20th century — stories A Dark Lady and
A Royal Rescript by Yuri O. Dombrovsky, A London Tragedy by Andrei
T. Gubin, Christopher Marlowe’s Tombstone by Yuri M. Nagibin, The Expe-
rience of Dreams, or a Historian against His Will by Novella N. Matveyeva,
Envy for Centuries. A Legend about Doctor Faustus and He Knew Too Much
(from the book entitled Mysteries of the New Time) by Kir Bulychov. We
note the interest of Russian writers in Marlowe’s biography, his appearance,
his personal traits, the work of the Globe Theatre, relations between Shake-
speare and Marlowe in their creative activity. It shows the attempts to inter-
pret the events of the Elizabethan time according to the reality the Russian
writers lived in.
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M. I1. Kuzuma
(Mockosckuti 2cocyoapcmeenHblil UHCIMUMYN MeHCOYHAPOOHBIX OMHOULEHUT
[Vuusepcumem] MHUJ] Poccuu)

«Barooaénnnlii 'amiter» kak Tema mo33uu XX Beka

B TBOpuecTBe Illekcnupa Tema JIF0OBU UTpaeT 0COOYIO POJIb: CIOCO0-
HOCTb WJIM HECTIOCOOHOCTB T'€pOos K JIIOOBU HEPEJKO OMPEEIISIET CMBICIOBYIO
najguTpy ero odpasa, Jaxe B TEX CIydasiX, KOrja caMa JIFDOOBHAsI TeMa, Ka3a-
J0Ch OB, HE siBIIsieTCs TiaBHOM. Tak, B «I'amiietey» croxkeTHas TUHUS «I amieT
u Odenus» noaunHeHa JoMuHUpYomed nuHuu «['amner u Jlatckoe xopo-
JIEBCTBO»; MEXKJly TEM, CAaMUM pa3BUTHEM CroxeTra lllexcnup BBISBISET TeC-
HEWIITYI0 B3aUMOCBSI3b ATHX JUHHUN U PACKPBIBAET TPATMUYECKUE U3bSHBI I'e-
posi — TOTPYKEHHOCTh B COOCTBEHHOE «s1», PACHICIIEHHOCTh CO3HAHMSI.
["amneT meiTaeTcs coOpaTh BOECIMHO BOJIIO, pa3yM, YyBCTBa, BOOOpa)KEHHUE,
BeJlb CTIOCOOHOCTH YeJIOBEKa K JICCTBUIO OCHOBBIBAETCS HA TaKOM IETOCTHO-
CTH CO3HaHMs, HO CJeiaTh 3TO eMy YyHa€Tcs JIMIIb YaCTUYHO;, Oe3yMHue U
cmepTh Odenuu — Tparudeckasl 1eHa €ro BHYTPEHHEro MOpPaKeHUs, OCO-
OCHHO TOpbKas JJIsl «cepaia oaropoaHoro» (AKT 5, ciieHa 2).

B mossun XX Beka sTa cTopoHa oOpasza ['amiera — HeCOCTOATEIb-
HOCTbh B JIFOOBM — CTajla CBOCOOPa3HbIM MEPUJIOM B MOCTHUKEHUM KpHU3HCa
3amajHON KyJIbTYyphl U €€ 0JaropogHOro reposi Ha 3akare HoBoro BpemeHu;
TeMa «BIIFOOIEHHOTO ["amiera» Obljla BaXKHBIM MOTHUBOM U B aHTJIOSI3BIYHOM,
U B pycckoi moa3uu. Tak, T. C. DnuoT, BUAEBIINN B «PACHICIUIEHHOCTU CO-
3HAHUS» OJIHY U3 0€]l COBPEMEHHOI0 YeJIOBEKa, 3HAK €r0 BHYTPEHHEr0 yma/l-
Ka, MPEJICTaBUJI TepOsi CBOCH MPOHMYECKOW MOAMBI «JIroOoBHasi mecHb JIxk.
Anbsdpena [Ipydpoxka» (1915) kak coBpeMeHHYI0 Bapuanuio Ha TeMy ["amie-
Ta, a €ro «JIFDOOBHYIO MECHB) — KaK OTKPOBEHHOE MPU3HAHUE B HEJICECIIO-
coOHocTu. HecrnocoOHOCTh JTI0OMTh — TJIaBHBIA YIPEK, KOTOPBIM Opocaer
["amnery Mapuna I[BetaeBa («/{uanor ["'amnera c coBectbio», 1923).

Marina P. Kizima
(Moscow State Institute of International Relations of
the Ministry of Foreign Affairs of Russia [MGIMO-University])

“Hamlet in Love” as a Theme in the 20th-century Poetry
Love plays a special role in the works of Shakespeare: capacity or in-
capacity to love often determines the whole spectrum of meaning of a hero’s
image, — even in cases when love is not apparently the main theme. Thus, in
Hamlet the line of “Hamlet and Ophelia” is subordinated to the dominant line
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of “Hamlet and the Kingdom of Denmark”; yet, through the development of
the plot Shakespeare shows how closely interconnected these lines are, how
they both throw light on the tragic faults of the hero: the absorption with his
own self, the dissociation of his sensibility. Hamlet strives to collect his will,
his reason, feelings, and imagination, for man’s capacity to act depends on
the wholeness of his sensibility, but his success is only partial; Ophelia’s
madness and death are a tragic price of Hamlet’s inner defeat, — all the more
poignant for “a noble heart” (Act V, Scene II).

In the 20th-century poetry this side of the image of Hamlet — his fail-
ure in love — became a measure in the understanding of the crisis of Western
culture and its noble hero in the late modern times; the theme of “Hamlet in
love” became an important motif in English, as well as in Russian poetry.
T.S. Eliot stressed that dissociation of sensibility was one of the key predic-
aments of modern man, a sign of his inner decline; in The Love Song of J. Al-
fred Prufrock (1915) T.S. Eliot made the speaker of his poem a modern iron-
ic variation on Hamlet, and his “love song” — a declaration of human ineffi-
cacy. The incapacity to love was the main fault Marina Tsvetayeva found
with Hamlet (Hamlet’s Dialogue with His Conscience, 1923).
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METOAOJIOI'US U TIPAKTUKA
HPEIIOJABAHUA HIEKCIIUPA
METHODOLOGY AND PRACTICE
OF TEACHING SHAKESPEARE

E. H. Yepnosemosa
(Mockosckuii nedazozuieckuil 20Cy0apCmeeHHbll YHUBEPCUmem)

XapakTepucTHKA JaHA CTyAeHTY Burrendeprckoro ynusepcurera
npuHny 'amuery: 'amiier B BOCIPUATHH POCCHMCKUX IIKOJBHUKOB

CoBpeMeHHbIE KYJIBTYPOJIOTH U JIMTEPATyPOBEAbl 00PAIatOTCs K MOHS-
THUIO «BEYHbIE JIUTEPATYpPHbIE 00pa3bl», «KYJIbTYPHBIM repoil», He 0COOEHHO
UHTEPECYSICh CPe3aMU OOIIECTBEHHOTO CO3HAHMS, CYsl O TOM, KaKoe 3Haue-
HUE MMEET TOT WM MHOM MEPCOHAX U €ro Cyap0a B KU3HH COBPEMEHHOTO
MHUpa U OOIIECTBA MO KOJHUYECTBY IMOCTAHOBOK, (PMIBMOB, YUCIY MOCMOT-
peBIIMX UX 3puTenel. Ha caMoM nene BOKPYT TOro, Kakoe 3HaYC€HUE UMEET
TOT WIM WHOW JUTEPATYPHBIN MEPCOHAXK B KU3HU COBPEMEHHOI'O YEIIOBEKA,
HACKOJIbKO MOJIEJIUPYET €r0 KU3Hb WIM IOMOTAET B PEIICHUH O0JIee Ui Me-
HEEe KPYIHBIX KMU3HEHHBIX MPOOJIEM, CYLIECTBYET P HEPACKPHITHIX BOIPO-
coB. Korna B co3HaHue yenoBeKa BXOJUT TOT WM MHOM o0Opa3? Hackoibko
4aCTO YEJIOBEK alleJUIMPYET K HEMY, MPOKUBAsI KOHKpeTHbIE cuTyauun? Ko
U3 JUTEPATYPHBIX MEPCOHAXKEN ABISAETCS KYJIbTYPHBIM I€pOEM I COBpE-
MeHHOro 4ejnoBeka? Hameuaercs Oonblnas mporpamMma uccienoBaHuid. bes
IIPETEH3UU Ha BO3MOKHOCTh OXBATUTh BECh KPYI HHTEPECHEUIIINX BOIIPOCOB,
ObLJ1a MPEANPUHATA MOMBITKA NPOCIEANTH, YTO 3HAIOT COBPEMEHHBIE IIKOJIb-
HUKHU W CTYIEHTHI O l'amiieTe, 3Ha4UM JIM U1 HUX 3TOT MEPCOHAXK MPH pas-
MBIIICHUSX O MpodiieMax COXpaHeHUs] COOCTBEHHOTO JOCTOMHCTBA.

Bribop mepcoHaxka BO MHOTOM ObUT OmpejieieH npodeccruoHaTbHbIM
UHTEpecOoM: paboTasi Ha Kadeape BCEMUPHOU JIUTEpaTyphl NeAaroruueckoro
YHUBEPCUTETA, YACTO MPUXOJUTCS BECTH Pa3roBOp 00 aKTyallbHOCTH oOpasa
C YUUTENSIMU, IPOBOAUTH 3aHATUS B IKojiax. [Ipu aToM BoBce He Oecroses-
HO NPEJCTaBIATh ce0e, Ha KaKylo MOuBY MajaeT 3epHo 3HaHus. Ho BbsiBIe-
HUE MO3ULNH ['amiieTa B CO3HAaHUH COBPEMEHHUKOB MOKAa3aJ10Ch HHTEPECHBIM
TaK)Ke ¥ MOTOMY, YTO Cy/1b0a MMEHHO ATOr0 MEePCOHaXa U KPYr CTOSIIMNX Ie-
pea HUM IpoOJIeM CO3BYUHBI COBPEMEHHOCTU M aKTYalIbHbI CETOAHS: KaK CO-
XPaHUTh JJOCTOMHCTBO B aTMOC(epe WITI030pHBIX lIeHHOCcTe u ooMana? Kak
OOpOTHCS CO 37I0M U HE OBITh B HErO BTAHYTHIM? YUHT JIM HAC YeMY-HUOYb
Tparudeckas uCTopus npuHua Jlarckoro?
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PaccmoTpenue Toro, kak GOpMUPYIOTCS TIPECTABICHUS U B3IJISAbI Ye-
JIOBEKa Ha Takue mpoOjieMbl — oco0as 3agada. [ ee peleHus: ObUT TIpe-
MPUHAT OMPOC MIKOJIHHUKOB, BKJIIFOYABIIUM BOMPOCHI O COBpeMEHHOCTH ['am-
JIeTa, CMbICTIE BbIpaKeHUs «bbITh WK HE OBITH», O TOM, KaK UMH TOHUMAETCS
YeJI0BEYECKOE JOCTOMHCTBO. B mepBhIif pa3 paboTa mo MOIYyUYEHUIO cpesa
obu1a mpeanpunsTa B 2001 1., B rog 400-netus mekcnupoBckoro «I ammeray.
CpaBHUTENBHBIN aHAIN3 C OTBETAaMU MIKOJILHUKOB 2014 roga maet BO3MOXK-
HOCTbH TIPOCJICAUTh U3MEHEHHUsI, MPOU3OIIEANINE B OLIEHKE 00pa3a U CBOETO
OTHOIIICHUS C HUM.

Elena N. Chernozemova
(Moscow State Pedagogical University)

Reference Given to: Hamlet, Undergraduate of Wittenberg University.
Referees: Russian School Students

Modern research of culture and literature often addresses such notions
as “migrant characters” and “cultural icons” without direct reference to social
polling statistics, which could enhance such research with knowledge pertain-
ing to the importance of relevant images in modern life conditions. Such
knowledge would involve the instances of stage and screen adaptations, as
well as audience figures. Indeed, quite a few issues remain to be solved, as
far as the meaning of this or that literary character features nowadays, is re-
called and re-interpreted, and whether s/he can be instrumental in current life
choices. What is the age when a cultural hero enters human lives? How often
does the modern man draw personal parallels? Who in literature represents
the hero for people of today? This sounds like a very extensive research to
conduct. Our research plan cannot embrace all that represents interest, yet it
is an attempt to look into the acquaintance of school students with Hamlet,
and what significance they attach to the young hero reflecting on preservation
of self-dignity.

Our choice of Hamlet was largely professionally biased: as a lecturer in
world literature at a teacher-training university, I often talk to school teachers
and give classes to their students. It stands to reason to gain some background
of what the audience brings to your classes. Hamlet’s status in contemporary
consciousness also draws attention because his fate and the challenged posed
sound quite relevant: how can one keep dignity when surrounded by false
values and deception? How can you fight evil and keep away from it? Are
there any lessons to draw from the prince’s fate?
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Consideration of the ways that shape people’s outlooks and beliefs
concerning such problems is our major concern. To clarify this, we polled
secondary school seniors, asking them whether Hamlet has contemporary rel-
evance, what it means ‘to be or not to be’, and how they can define human
dignity. We first conducted such polling in 2001, when Shakespeare’s trage-
dy was 400 years old. A comparative study of the sets of answers from that
year and by pupils of the year 2014 enables us to monitor the changes that the
image has undergone in the two audiences’ perceptions.

O. I'. ’Kykosa
(Mockosckuii 2ymanumaphwiii yHugepcumem)

«lexkcnupoBckuil cien» B BemHgkax, wiu
KpaeBeJeHue ClIAJbHbIX PAOHOB

Maio KTO U3 COBPEMEHHBIX MOCKBHYEW OTaJbIBAETCA, IMTOYEMY OJIHA
U3 yiul BemHsKoB — OKpanHHOIO paiioHa MOCKBBI, 3aCTPOEHHOIO IIpe-
UMYIIECTBEHHO THUIOBBIMH «OpEeKHEBKaMW», HOCUT HMMs, 3Byyallee CTOJIb
«no-anriuickn» — Keruepckas. Emé Oosee ynuButenbHo, uto Hukosaii
Xpucropoposuu Keruep (1809-1886), mamsath O KOTOpPOM OTpakeHa B
Ha3BaHUU, OBLI MO poay cBoeMy miBenoM. Ho nubepan-3amnaaHuk, KOTOPOTO
npy3bs — B. I'. benunckui, A. W. I'epuen, H. I1. Orapés, T. H. I panoBckuit
— 3Banu «Henensim», MPOCHBUT MOUCTUHE PYCCKUM «JIOCTONAMSTHBIM SIBJIE-
HUEM MOCKBBD).

ITepy Keruepa npunagnexaTr mepeBoibl Ha PyCCKUM SA3BIK C HEMELKO-
ro, (ppaHIly3CKOTO M aHIJIMMCKOTO MHOTMX OOIIECTBEHHO3HAYMMBIX MPOU3-
BeneHuil: «Pa3boitnukny, «3aroBop @uecko B ['enye» @. [Humnepa u «Ily-
TEBOJUTENb IO IycThiHE, Win O3epo-mope» k. @. Kynepa, «Kureiickue
Bo33peHus: korta Myppa» O.T. A.T'opmana u «punu» K. T. Képnepa,
«Dunocoduueckue nucrMa» I1. . YUaanaera u «YacTtHas maToJIOTUsI U 4acT-
Hasa tepanus» K. I'. Helimana. ..

Keruepy nosepsit n3nanue csoux npousBenennilt 1. C. Typrenes. Hu-
kojail XpuctoopoBUY peJakTUPOBAI MHOKECTBO MEPEBOJOB JJIsl U3IATENs
K. T. Connarénkosa. Ilociie cmeptn benunckoro Ketuep B3sics 3a uznanue
CoOpanusi counHeHMil «HeucToBoro Buccapuona». OH e peaakTHUpoBal
«Kypnan MuHuCTEpCTBa BHYTPEHHHUX Aem» U «Mara3suH 3eMIIEBEICHUSY,
nUcal Ui KypHaIOB «OTeuecTBEHHbIE 3aTUCKM» U «CoBpeMeHHUK», «Moc-
KOBCKHMI HaOmogaTenby» u «KypHasl caloBOACTBaY.
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OnHako B pyCCKYIO JIMTEpATypy M UCTOPHUIO OH BOIIEN, MPEKIE BCETO,
kak nepesoauuk Y. lllekcrimpa. Pycckue Tearpsl 3HAKOMUIIM 3pUTENS C
IIEKCIIUPOBCKUMU IIbecaMH B nepeBojaax Keruepa. B mytnuBoii snurpamme
Ha HEro orMevanockh: «Bot u oH, moburens nupa // M 3HaTOK MIaMIaHCKHUX
BuH, — // Ilepenép on nam llekcnupa // Ha s13b1k poiHBIX OCHUHY» (IUT. TO:
Co6onesckuit, npyr Ilymkuna, 1922: 41). A caMm OH >kaJlOBaJICsl Ha CKJIOHE
net: «Konuuin g nepeBoauth lllekcnupa, u Teneppr MHE CKy4HO 0€3 TI00UMON
paboTe (muT. mo: Boctpsimes, 2007: 199). Kak yTBepxaaeT DHUMKIIONE-
nuyeckuit ciaoBapb bpokraysza u Edpona: «JIro6oBs K[etuepa] k Illekcniupy
JOXOAMWJIA A0 TIOKJIOHEHUS; BOT IOUYEMY €r0 MepPEeBO/Ibl, HE BCEr/1a OTINYAsACh
MOATUYHOCTHIO, 3aMedaTeabHO ONu3KM K mNoiuHHUKY: K[eTuep] Oosuics
OMYCTUTh XOTS OBl OJTHO CJIOBO» (DHUMKIONEAUYECKUHN CIIOBaph ... , 1895:
32).

Ho, cHOBa Ha yauBieHue, oH He ObUT NMPO(EeCCHOHANBHBIM JINTEPATO-
pom! PaboTtan B MOCKOBCKOM Bpauy€OHOM YIPaBICHUU U JAXE BO3IJIABIISLI
ero. Yepes aBa roja ciyx0sl B Menuuunckom naenapramente [lerepOypra
coexaln B nmarpuapxajibHyto Mocksy. [locenusncs B MaJieHbKOM JOMUKE C ca-
JIOM, B KOTOPOM BbIpaliuBaj LBEThHl. Pa3Boaun Kyp, kanes pe3aTh Ha CYII,
Je4uI1 OOJIbHBIX KOIIEK U COOAK.

...B 1970 r. nBa KeruepoBckux mpoesna, ucuesas ¢ kaptel KyckoBo
IIPU CTPOUTEIBCTBE MUKpOpanioHa «BelHsaku-BiaaaslauHoy», 1ajiu Ha3BaHue
HOBOM ynuue — Keruepckasi.

CIIUCOK JINTEPATYPhI

Boctpeimies, M. W. (2007) MockoBckue oObiBatenu. 3-¢ uz., 10m. M.
: Momnonast I'Bapnusi. 476 c¢. (OKusHp 3amedaTenbHBIX JIIOJEH: cep. Ouorp.;
BbIN. 1048).

Co06onesckuid, npyr Ilymkuna (1922) CII6. [IIr.] : [Tapdenon. 46 c.

OHIuKIoneauueckuit ciosape. Mzn. @. A. bpokraysa u . A. Edpona
(1895) : B 86 1. CII0. : Tuno-nurorpadus U. A. Edppona. T. XV: Kepocun —
Koaiie. 478 c.
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Olga G. Zhukova
(Moscow University for the Humanities)

“Shakespearean Trace” in Veshnyaki:
Urban Residential Area Studies

Few of present-day residents of Moscow are aware of this street name’s
origin. It is situated on the outskirts of Moscow, in the area of Veshnyaki,
and most buildings in the street are rather unpretentious Brezhnev-time
apartment blocks, yet the toponym sounds definitely English: Ketcher Street
(which is, to the Russian ear, undistinguishable from Catcher). Furthermore,
the individual thus honored had Swedish roots, and his name in Russia was
Nikolay Khristoforovich Ketcher (1809-1886). This liberally-oriented author
was reputed as ‘whimsical’ even by his friends Vissarion G. Belinsky, Alex-
ander 1. Herzen, Nikolay P. Ogarev and Timofey N. Granovsky. Yet he clas-
ses among truly Russian relics of old Moscow.

Nikolay Ketcher translated many literary and social works from Ger-
man, French and English into Russian, such as Friedrich Schiller’s Die
Rauber and Die Verschworung des Fiesco zu Genua, James Fenimore
Cooper’s The Pathfinder, or The Inland Sea, E.T.A. Hoffman’s Lebens-
Ansichten des Katers Murr, Karl T. Koerner’s tragedy Zrini, Pyotr Ya. Chaa-
daev’s Philosophical Letters, and Karl G. Neumann’s Die specielle
Pathologie und Therapie...

Ivan S. Turgenev trusted Ketcher to be his publisher. Nikolay Ketcher
also edited many translated books for publisher Kozma T. Soldatenkov. Fol-
lowing Vissarion Belinsky’s death, Ketcher undertook to release the radical
thinker’s Collected Works. He also edited The Journal of the Ministry of the
Interior and The Journal of Earth Science, contributing to Otechestvennye
Zapiski, Sovremennik, Moskovsky Nablyudatel and The Journal of Garden-
ing.

Yet, his major contribution to Russian culture was his translation of
Shakespeare’s works. Russian theatres’ repertoire was enriched by the publi-
cation, and a contemporary epigrammatic verse on Ketcher runs as follows:

There he 1s, the merrymaker

And a gourmet of Champagne.

Now, he makes Shakespeare’s English

Sound as plain as Russian birch (Sobolevsky ..., 1922: 41).

As an old man, he used to complain, “There is no more Shakespeare to
translate, and I miss my favourite work so badly!” (Vostryshev, 2007: 199).
The Brockhaus and Efron Encyclopedic Dictionary states: “Ketcher’s love of
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Shakespeare was akin to worship, that is why his translations may sometimes
fail to be poetic, but they are all notably close to the originals: Ketcher was
afraid of overlooking a single word” (Entsiklopedicheskii slovar', 1895: 32).

To crown all the surprises, Ketcher was not a professional writer. His
employment was in the Moscow Medical Department, and he even came to
head that office. After two years in the St. Petersburg Medical Department,
he fled to patriarchal Moscow. He settled down in a house to grow flower
plants in its orchard. He raised chickens, although natural kindness stopped
him from butchering them for cooking. He practiced a little, as a vet for local
cats and dogs.

...In year 1970, during the construction of the new district of Veshnya-
ki-Vladychino, the two Ketcher Lanes disappeared from the map of Kuskovo,
but the writer’s name was given to the new Ketcher Street.
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I M. Temxuna
(l'umnaszus Ne 24, Kanyea)

Ilexkcnup: U3 TeaTPa HA MKOJIbHBIH YPOK

Kanyxckuii Teatp, ocHOBaHHbIM B 1777 T., OIMH W3 CTapeUIINX IPO-
BUHIIMAJIBHBIX TeaTpoB Poccuu. IlepBoe ynoMuHaHue o MoCTaHOBKaxX B HEM
npousBenenuid Y. lllekcnupa cBa3zano ¢ umenem A. I1. CnaBuna. B 1840-x
IT. OH OCYIIECTBWI IMOCTAaHOBKY Tpex Tpareauii Illexcnupa: «I['amiieray,
«Otemno» u «Kopons Jlupa». B utone 1845 r. Ha cuene Kanyxckoro teatpa
posm Otemo u ['amnera ucnonusn I1. C. Mouanos. B suBape 1851 r. Ka-
Jy>KCKHM T€ATp Cropesl BMECTE CO BCEM €ro MMyIIecTBOM. Toisibko B 1864 T.
OH BO300HOBMJI CBOIO paboTy B 37aHuU ObiBIIEro Manexa. B HosiOpe 1864 r.
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C TPYNIOU KalTy>KCKUX akTepoB B «OTeiio» U «BeHelnaHCKOM KYTIE» ChIT-
paj 3HAMEHUTHIA HETPUTAHCKHAN aKkTep-Tparuk Aipa Onapumx.

B 20-e rr. XX Beka B Kanyre neiictBoBan ['ocynapCTBEHHBIN Teat-
panbHbIM TeXHUKYM. B ce3one 1923—-1924 rT. CTyneHTH TEXHUKyMa IOJ Py-
koBozactBoM npenonasatens H. C. Caxuna noctaBmim «COH B JIETHIOKO
HOYb.

[locne anurenbHOrO nepepriBa Bo3BpalleHue K apamaryprum lllekc-
nupa B 50-x rr. XX Beka cBsizaHo ¢ umeHeM pexkuccepa 1. C. Jlrobapckoro u
akrepa ®@. M. Maiickoro. Malickuii coznan odpasel Otemio, kopois Jlupa,
Kmasgusa. B 1952 r. 3. 4. Koporoxackuii mocraBun komeauto «/[BeHamanaras
HOub». B ce3one 1953-1954 rr. cocrosutace npembepa «Kopoist JIupa» pe-
xuccepa Jlrobapckoro. 1o OblIa OJHA U3 CAMBIX YCHEMIHBIX padOT B CE30HE.

B ce3one 1958 r. Obula moka3zaHa ofHa W3 JIYYIIUX HIEKCTIMPOBCKUX
IIOCTAHOBOK Ha Kally’)KCKOW cleHe — «3uMHsAA ckazka». Ce3oH 1961-1962
IT. 3aBEPIIMIICS NMOCTAHOBKOM HIEKCIUMPOBCKOW Apambl «AHTOHMU n Kieo-
naTpay.

B 1980-1990-x rr. 6su1 nmoctaBien «Makbet» (pexuccep B. JI. Uept-
KOB) U «BHHA30pCcKMEe HACMEIHUIBD 0 MoTHBaM kKomeauu [llexkcniupa (pe-
xuccep A. b. IInetnes).

B 2003 r. Ha cuene tearpa Oblua mpejcTaBiieHa Tparenus «Pomeo u
JIKynbeTTa» — CHEKTaKJIb MOJIOJEKHBIN U JUIsl MOJIOJIEKH, B TO K€ BpeMs
TPaJUIIMOHHBIA B JIy4dIlIEeM CMBICIE 3TOro ciioBa (pexuccep A. B.I'up0a).
B 2007 r. A.b. IlnetHeB BepHyn Ha clueHy «JIBeHaauaryro HOub». Cnek-
TaKJIb IPEBPATUIICSI B OYEHb BECEJIO€ JCHCTBO: POK, HA CIIEHE KAaTYIIKH W3-
noj kabenst U xunnu B mkuHcax. Crnexyromas neeca lllekcriupa yBuzaena
ceer Toiabko B 2013 1. DOr1o Ob1  «Koposmb Jlup» (pexuccep
A.T'. bapanHuKOB).

brnaromaps Tomy, uto mbecsl lllekcnupa mo-npexHEMy MNPUBICKAIOT
COBPEMEHHBIX PEKUCCEPOB, MOU YUEHUKH, JAJEKO HE TeaTpajbl, CHayajla B
y4eOHBIX LEJSAX MPUXOJIAT CMOTPETh CHEKTAKIU Mo npousBeaeHusM llekc-
nupa, a 3aTeM, YBJICUCHHbIC YBUJECHHBIM, MEHSIIOT CBOE OTHOIIEHUE K HEMY.
[excnup mucan uisi Tearpa, U TOJbKO Yepe3 TeaTpaibHOE IMPECTaBICHUE
IIKOJIbHUKH CIIOCOOHBI B JOCTATOYHOUM Mepe MoHATh Hactosulero llexcnupa.
TeaTp mo3BOMSIET HAM PACHIMPUTH PAMKHU Kypca aHTJIMUCKOW JIUTepaTyphl U
nokasath, yTo lllexcrnup ObUT HE TOJMBKO ApamMaTyprom, HO U mo3toM. Ilocie
CIIEKTAKJIS IOYTH BCE YUTAIOT €ro npousseneHus. CienoBaTeabHo, Uelb, KO-
TOPYIO sl KaK YUUTENb CTaBIIO Nepes co00il, TOCTUTHYTA.
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Galina M. Temkina
(Gymnasium No. 24, Kaluga)

Shakespeare: From the Theatre Stage to the School Lesson

The Kaluga Theatre, which was founded in 1777, is one of the oldest
Russian provincial theatres. In the 1840s three plays by Shakespeare were
staged there: Hamlet, Othello and King Lear. In June 1845 the parts of Othel-
lo and Hamlet were played by Pavel S. Mochalov. In January 1851 the Kalu-
ga Theatre burnt to the ground and only in 1864 it resumed its work in the
building of the former manége. In November of the same year Ira Aldridge, a
famous tragic actor of African-American descent, performed in Othello and
The Merchant of Venice with the actors of the theatre.

In the 1920s there was a theatre college in Kaluga. Its students staged
A Midsummer Night’s Dream under the direction of their teacher N.S. Sazhin
in 1923-1924.

The theatre returned to Shakespeare’s works only in the 1950s thanks
to the theatre director David S. Liubarskiy and actor Theophan M. Mayskiy
who created the characters of Othello, King Lear and Claudius. In 1952 Zi-
noviy Ya. Korogodskiy presented the comedy Twelfth Night. The perfor-
mance of King Lear in 1953-1954 was one of the most successful works in
the season. The season of 1958 saw one of the best Shakespeare performanc-
es in the theatre — The Winter’s Tale. Antony and Cleopatra was shown in
1961-1962.

In the 1980s and 1990s two plays were staged: Macbeth (director Vla-
dimir L. Chertkov) and The Merry Wives of Windsor (director Alexander B.
Pletnev).

In 2003 the audience saw Romeo and Juliet (director Alexey V. Girba).
Young theatre actors took part in it. It was aimed for young people, at the
same time being a traditional production in the best sense. In 2007 Alexander
B. Pletnev staged Twelfth Night. It was a very joyful action, with rock music,
cable reels and hippies wearing jeans on stage. The next Shakespeare play
came only in 2013 (director Alexander G. Barannikov)

Shakespeare’s works continue to attract modern theatre directors. At
first my students, who are not at all theatre-lovers, have to visit the theatre to
prepare the answers to my questions. Fascinated by what they see on the stage,
they change their attitude to Shakespeare. Shakespeare worked for the thea-
tre. That’s why students get to know the real meaning of Shakespeare’s
works only after seeing them staged. Theatre helps to broaden the borders of
literature and show that Shakespeare was not only a dramatist but a poet as
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well. After visiting the theatre my students turn to reading Shakespeare. So,
I can say that I have achieved my goal.

2. B. Cedvix
(Canxm-Ilemepbypeckuii 2ocyoapcmeenHblil
IKOHOMUYECKUL YHUBepcUment)

«AHrJ0-pycckuin» lllexkcnup Ha ceMUHAPCKUX 3aHATHAX
10 AHIJIMICKOM JiuTeparype

B noxiane peus un€r o npenogaBanuu Hacueaus YuibsMa lllekcrimpa
B S3bIKOBOM BY3€ Ha OTACJICHUU JIMHIBUCTHKU U NepeBoaa. BHuMaHuto ciy-
miaTesie MpeaocTaBisieTcss yuyeOHas MpEe3eHTalUsl CEMUHApPCKOro 3aHATHA,
MOCBSIIIIEHHOTO KW3HU U TBOPYECTBY BEJIMKOTO Mo3Ta. OHAa OCHOBaHa Ha Ta-
KHX KaTEropHsix, KaK HHTErPaTUBHOCTh U NUHTEPMEIHAIBHOCTD.

[Ipe3eHTarus BKIIOYAET B ce€0s1 CIIOBECHOE Hayajao, KAK OPUTHHAIBHOE
(Ouorpadusi, COHEThI, OTPBIBKM W3 Tpareauil 1 KOMeIHii), TaK U IEPEBOJIHOE.
B xonme moxnana mpencTaBieHbl IEpeBOAbl COHETOB Lllekcnupa, BBINOIHEH-
HbIe cTyAeHTamu 1 Kypca K ero roousner. Kpome Toro, BaKHbBIMU COCTaBHbBI-
MH YacTSMH MPE3EHTAUNU SBJISIOTCS AyJIHOBU3yaJbHbIE TEKCTHI, IPUHAJJIE-
Kalue pa3InyHbIM CEMHOTHYECKHM cHucTeMaMm (My3blKa, MECHs, JIeKiIama-
1S, OTPBIBOK W3 CIIEKTAKJIS; KMBOMMCHBIE WILTIOCTpanuu, ¢poTtorpaduu ap-
Te(akToB U T. 1.).

Elina V. Sedykh
(St. Petersburg State University of Economics)

“Anglo-Russian” Shakespeare at Seminars on English Literature

The paper tells about teaching the heritage of William Shakespeare at a
linguistics university, at the department of linguistics and translation. The au-
dience of the conference will see a presentation of a seminar dedicated to the
life and work of the great poet.

It 1s based on such categories as integrity and intermediality. The
presentation includes verbal sources, both the original (biography, sonnets,
excerpts from tragedies and comedies) and the translated ones. In the course
of the paper, we offer some translations of Shakespeare’s sonnets made by
the first-year students for his anniversary. In addition, the presentation in-
cludes, as its important parts, the audio-visual texts belonging to various se-
miotic systems (music, song, declamation, an excerpt from a performance;
picturesque illustrations, photographs of artifacts, etc.).
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IN MEMORIAM

UPUHA CTENAHOBHA ITPUXO/IbKO (1943-2014)

Pycckuii nuteparypoBel, MEKCHUPOBEN, MOKTOp (GUIOIOTUYECKHX HAYK,
npodeccop, Benymuii Hay4dHblid cOTpyaHUK OTaena pyccKo JUTepaTryphl KOHIA
XIX — nauana XX Beka MHctutyTa MUpoBOi uteparypsl uM. A. M. I'opbkoro
PAH, npencenarens biokoBckol KOMUCCUU U 3aMecTUTENb npenceaarens [lekc-
nupoBckoit komuccuu npu Hayunom cosete «cropust MupoBoi KysibTypsl» PAH.
ABTOp OKOJIO CTa HAYYHBIX MTyOTHMKAIIUN.

B 1966 r. okonumia ¢gakyiabTeT pOMaHO-TepMaHCKOU ¢uonorun BopoHex-
CKOT'0 TOCYIapCTBEHHOTO YHUBEPCUTETA, a Mo3aHee — B 1972 r. — acnupaHTypy
no kadenpe 3apy0OexHoi auTepaTypsl MOCKOBCKOTO TOCYIapCTBEHHOTO IEAaro-
ruyeckoro nHctutyrta uM B. WM. Jlennna. Ee xanauparckast nuccepranusi mOCBs-
nieHa TeopuectBy Y. X. OneHa u Ipyrux aHrmvickux no3tos 1930-x rr. (3ammura
cocrosnack B utoHe 1973 r.). C 1972 no 2003 rr. padborana Ha Kapeape pyccKol u
3apyOeXHOM JHUTEepaTypbl BraauMUpCKOro rocyaapCTBEHHOIO IMEJaroru4eckoro
uHcturyta (¢ 1993 r. — yHuBepcuTeTa), Npoiias Bce CTyNeHH MpodhecCUOHATBHO-
ro pocTa, OT CTaplIero mpemnogasaTens 10 npodeccopa. MimenHo 3nech chopmu-
poBanach ee HayuyHas mikoja. B 1999 r. ona oTkpeuia Ha kadenpe acnupaHTypy,
KOTOPYIO 3aKOHYMJIM, CBOCBPEMEHHO M YCHENIHO 3alIUTUBIIMCH, 9 KaHIUIATOB
Hayk. OnqHa gokTopckas pabora Obuia ycnemrHo 3amuiiesa B 2009 r. 8 UMIIN.
B nocnegnue ronpl aKTMBHO 3aHMMAlach HAyYHBIM KOHCYJBTUPOBAHHEM JIOKTO-
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panToB. PaboTa Ha Kadenpe cMEXHbBIX JUCUUIUIMH MPEAOIPEALIINIIa €€ UHTEPEC K
npoOiemMaM CpaBHUTENIBHOTO JUTEPATYPOBENCHUSI U COMOCTABUTEIILHOW MO3THKHU
KaK B €€ COOCTBEHHOM Hay4YHOM TBOPUYECTBE, TaK U B pa0OTax €€ YYEHUKOB.

IIpencrasias nayunyro mkosy b. M. Ilypumesa — H. II. Muxanbckonu,
H. C. IIpuxoapko ogHOBPEMEHHO 00s13aHa cBoeil kBandukanuend A. A. AHUKCTY
(I'ocynapcTBEHHBIN MHCTUTYT HMCKYCCTBOBEIEHHMSI), C KOTOPBIM COTpYyJAHHMYAja B
[excriupoBckoit komuccuu ¢ 1973 1., JI. E. MakcumoBy (JIT'Y), koTopsrit Obu1 ee
KOHCYJIbTAHTOM U coaBTopoM 1o A. bioky, u T. M. Pogunoii ('), y koTopoi
oHa ObU1a Ha ctaxupoBke (1987). OHa Takke TECHO COTpyIHHUYANIa Ha MPOTSIKE-
HUM MHOTHUX JIeT, HaunHasi ¢ 1987 r., ¢ biokoBcko# rpymnmnoit o noaroroske Ilon-
HOTO aKaJeMHU4YecKoro coOpanusi counHeHuid A. A. bioka moj pykKoBOJICTBOM
A. JI. I'pumnynuna 8 UMJIN PAH, rae u npoxoauia JOKTOPAHTCKYIO CTRXKUPOBKY
(1989-1991). Ee nokropckas auccepranus «Mudonostrka A. bioka» Obuia moJ-
rOTOBJIEHa Ha MaTepuaiiax, paspadarsiBaembix eto misi [IACC A. A. bnoka, u
YCIICIIHO 3allliileHa B utoHe 1996 r.

ITocne mnepee3na Ha TNOCTOAHHOE KUTEIbCTBO B MockBy B 2003 .
. C. IIpuxoapKo sBJISUIACH IITATHBIM COTPYAHUKOM (BHC) OTliena pycckoil Jiurte-
patypsl koHIa XIX — Hauvana XX Beka UMJIN PAH u no cOBMECTUTENIbCTBY Be-
Ja MpenojaBaTesIbcKyto paboTy B MOCKOBCKOM TOCYJJapCTBEHHOM I'yMaHUTapHOM
yauBepcutete uM. M. A. Illonoxosa (mpodeccop kadeapsr 3apyOekHON TUTEpa-
TYpBbI).

B nmpenonaBatensckoit padore U. C. [Ipuxoapko BUIHOE MECTO BCETna 3a-
HUMaja npobiieMaThKa MEKCIHUPOBCKOTO TBOPYECTBA (JEKIIMOHHBINA KypC 3araji-
HBIX JINTEPATyp CPEAHUX BEKOB M 3MOXHU BO3p0kaeHUS, CIIELKYPCHI U CIIELICEMHU-
Hapel 110 apamatyprum llekcnimpa, «Pycckui lekcnmpy, «lllekcnnp u MmupoBas
mutepatypa», «Conetsl Lllexcnupay), a Takke aHMIMHACKOW MO3TUYECKOW Tpaju-
MU (3KCTpa-Kiiacc Mo aHTJIMICKONW U aMepUKaHCKOW 1Mo33uu Bo Branumupe u ce-
mecTpoBble Kypchl Reading Poetry u Modern Poetry B 1ByX aMepHKaHCKUX yHH-
BepcuteTax (SUNY, Albany, 1994; Bucknell University, Pennsylvania, 2001).

Takum oOpazom, B HayuHOU U npenojaBatensckoi padote U. C. [Ipuxoabko
SCHO 00O3HAYWJINCH JBA LIEHTpa: OAWH M3 HUX — aHmMcTHKa ¢ [llekcnupoMm Bo
rJaBe; APYyrod — HCciaeqoBaHuEe TBopuecTBa A. A. bioka M CBSI3aHHBIX C HUM
npo0JeM pYCCKOTO CHUMBOJIM3MA, KyJIbTypbl pyOexa XIX—XX BekoB. Takoe
«IBOELEHTPUE»  OTPA3WJIOCh B  HAYYHO-OPraHW3allMOHHOW  JEATEIbHOCTU
N. C. IIpuxoapko: ¢ 2002 r. OHa — yYE€HBI CEKpPETapb, 3aTEM 3aMECTUTENDb IIPE-
cenarens lllekcnimpoBckoit komuccnu npu Hayunom cosete «Mctopus mMupoBou
KyaeTyps» PAH; ¢ 2003 r. — npencenarens biaokoBckoi komuccuu npu Hayu-
HOM coBete «lcropus mupoBoi KyiasTypsl» PAH. IllekcnimpoBckas «JIMHHS BBI-
paswiack Takxke B ToM, uto ¢ 1993 r. . C. [Ipuxoapko sBisnace uieHoM Poccuit-
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CKOM accollMallid aHTJMCTOB (MperojiaBaTesieil U ucclenoBaresieid aHTJIniCKOTO
s3bika U auteparypsl), ¢ 2001 r. — unenom lllexcnupoBckoit acconuanum Ame-
puku, a ¢ 2006 r. — wieHoM MexXayHapOaHON MEKCITUPOBCKON acCOIUALINH.

Hearensnocts M. C. IIpuxoapko Kak y4eHOro, Ienarora, OpraHu3aropa
HAayKW CHHUCKaa MEXIyHapoaHoe mnpu3HaHue. OHa crajna CTUIIEHIUATOM IIPO-
rpammbl Dynopaiita (Fulbright Program, International Council of Exchange of
Scholars, USA, 1993), B pamkax KOTOpOW Bela MpPEnojaBaTelbcKyio padoTy B
Vausepcutere mrarta Heio-Hopk, On6ann — 1994-1995 Tr., moiyuus B MapTe
1995 r. nBe Harpaas! (The J. William Fulbright Scholarship Board u The USIA
Award Certificate). AMepukanckuii o6morpaduueckuit uHCTUTYT (CeBepHas Kapo-
nauHa) 00bsaBIsUI ee JKeHIMHOM roja Ha mpoTshkeHur Tpex et (1999-2001). Ums
u ouorpadus U. C. [Ipuxoapko BKIIOUYEHBI B CEBMOE, BOCBMOE U JEBATOE U3/Ia-
HUsl KHUTH «IIATh ThICSAY M3BECTHBIX UMEH MHpa» (AMepukaHckuil Ouorpaduue-
ckuit uHCTUTYT). B 2001 1. 0OHa crayma Takxke NMpu3epoM KOHKYpcHOM MexmyHa-
POJIHOM TIporpamMMbl PaKyybTeTa aHTJIUCTUKUA B yHUBepcutere bakuen, [lencub-
Banus, CIIA u nomyunia nmpuriamnieHue Ha mo3uiuto Visiting Professor.

Conpsxenne IByX HeHTpoB B HayuHbIx uHTEpecax U. C. Ilpuxoabko ompe-
nennino TeMy ee KHUrd «biok u lllekcnupy, KoTopas CI0KUIIACh U3 CEPUU JTOKIIa-
noB Ha [llekciupoBckux urenusx B 1970-2000-e rr.). B goxmanax u 3apy0OexHbIX
JIEKIUAX 3By4aJIu U Apyrue acnekThl uccienoanus lllekcnupa: «“Mepa 3a mepy”
u “AHpKeno”: mpeoOpa3zoBaHue apambl B mosMy» (MuxaitnoBckoe); «Ilactopans y
[excnupa» (Jlankacrepckuii yauBepcuteT, BenmukoOputanus, 1999); «Oremnno:
o0pa3 wnn xapakrep» (IllexcriupoBckas accouuanusi AMepuku, Maitamu, @iaopu-
na, 2001); «Ym u octpoymue B komeauu “Kak Bam 3to monpasutcsa™» (Lllexcnu-
poBcKas accoruanus AMepuku, Munaeanonuc, Munaecora, 2002); «“Boobpaxe-
Hue” B conerax lllexcnupa» (LllexcnupoBckas accouuanuss AMepuku, Bukropusi,
Kanana, 2003); «Mucrepuiinocts Tpareauu “Otenno”» (IllekcnupoBckas accouu-
arusa Amepuku, Hossiit Opniean, 2004); «MonTens B komeauu “Kak Bam 3T0 mo-
HpaBurcs”» (IllekcnupoBckast accoumanus Amepuku, bepmynsi, 2005); «Octpo-
ymue u Menanxonus y llexcnimpay (LlekcnupoBckas accouuanuss Amepuku, Ou-
napenbdus, 2006); «“T'amner” B Poccum» (BceMupHBI MIEKCOIUPOBCKUN KOH-
rpecc, bpucoen, Ascrpanus, 2000); «YM u octpoymue y lekcnupa» (MexayHa-
ponHas mekcnupoBckas koHpepeHuus, Ctpardopa, 2006); «Mucrepus u Tpare-
musa B “Ortemno”™» (MexayHapoaHas mekcnupoBckas koHpepenuus, Ctpardopa,
2008); «Jlup, Toncroit, Opyasmn u biaok» (MexayHapoHas IEKCIUPOBCKasi KOH-
dbepennus, Ctpardopa, 2010); «Pycckuii Illexcnupy», nmyon. nekmus (bakuen,
2001; VYuauepcurer Munnecotsl, 2001); «Illyt B komeauu Illekcniupay, myoOu.
nexuus (bakuen, 2002); u ap.
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. C. IIpuxoapKo BhICTyIIMIa HHULMATOPOM U OPraHU3aTOpPOM BO30OHOBIIE-
HUs KoHpepeHuuit u uznanus «lllekcnupoBckue YTEHUs», TPEPBAHHBIX B TPYIHbBIC
1990-¢ rr. MexnyHnapoansie koHpepeHunn «lllekcnupoBckue uyTeHUs» ¢ y4acTu-
€M 3amaJHbIX HIeKCUpooroB u3 Benukoopuranuu, @panuuu u Amepuku B 2000
u 2002 rr. 6sutn ipoBeAeHbl Bo Bragumupe. [locnenyromme — 2004, 2006, 2008,
2010, 2012 — yxe B Mockse, B ['oCy1apCTBEHHOM MHCTUTYTE UCKYCCTBO3HAHUSI.
B Mockse eto O6b11M BO30OHOBIIEHBI peryligpHble 3acefanus [lekcnupoBckoil ko-
muccun (2003-2014). B 2006 r. mocne AecATUIIETHETO TIepephiBa B U31ATEIbCTBE
«Hayxka» Bblen noarotToiaeHHbIN €10 ToM «lllexcnmpoBckue ureHus 2004».

Ero Taxxke Obuta 3ajo’keHa TpaJulUs MPOBENCHUS BCEPOCCUICKUX U MEXK-
TYHApOAHBIX KOHpepeHIn «XyI0KeCTBeHHbIA TEKCT U KyJbTypa» Bo Bianumu-
pe, BKIIIOYABIIMUX W CeKIMio 3anaanbix jurepatyp. U. C. I[lpuxoapko Oblia opra-
HU3aTOPOM TepBbIX Tpex kKoHpepeHunit 1993, 1997 u 1999 rr. 1 OTBETCTBEHHBIM
peaaKTopoM COOPHUKOB MAaTEpUAIOB ATUX KOH(pepeHui. Tpaauius yKoOpeHUIach
Ha Kaenpe u B HACTOSIIEE BpEeMsl €€ MPOA0HKAIOT KOJUIETH U CTaBIINE KOJJIEraMu
yuenuku U. C. IIpuxonabko.

B 2012 r. Obuta HarpakaeHa NaMATHOM cepeOpsHON Menanbio AjeKcaHapa
bioka.

CxoponoctukHO ckoHuanachk B Mockse 24 mapta 2014 1.

VYuien u3 KU3HU 3aMeyaTelbHbIM YEIOBEK, MHTEIUTUTCHTHBINA, TIIyOOKUH U
TAIAHTIUBBIA YYEHBIM, MOCBATUBIINK XU3Hb MU3YYEHHUIO PYCCKOM M AHTJIMHUCKOMU
CJIOBECHOCTH.

HeB03MOXHO MOJIHOCTBIO BBIPA3UTh B CIOBAX HAIlle FOpe: CIUIIKOM BEJIHKA
yTpara.

Pons Upunsl CrenmanoBubl B pabore IllekcnupoBckoil komuccuu Oblia
KitoueBo. Ee aHTy3ma3M, 3Heprust ¥ TajJaHT MO3BOJUIN 0KUBUTH pabOTy KOMUC-
CHUH T10CJIE IECATUIIETHETO MEPEPHIBA.

Hpuna CremaHoBHaA clenana BCE BO3ZMOXHOE, YTOOBI O POCCUUCKOW IIKOJIE
HIEKCIIMPOBEACHHS 3HAN Bech Mup. [loctosiHubiil yuacTHUK KoHpepenuuid [llexc-
MUPOBCKOM accouuanu AMepUKU, BceMUpHbIX [llekcnupoBCKUX KOHIPECCOB, OHA
HE TOJBKO NPEACTaBIIsIa HA HUX POCCHUMCKUX YUYEHBIX, HO M MOMOTrajla pOCCHM-
CKHMM IIIEKCITHUPOBEIAM BBIXOJIUTh Ha MEXIYHAPOHBIN YPOBEHbD.

CBouM npuMepoM OHa BAOXHOBIIsLIA Hac. Kaxaplil, KoMy OCYaCTIMBUIIOCH
o0IIaThbCs ¢ HEH, IOMHHUT €€ TOTOBHOCTh IIOMOYb, OOCYJHTH JETAIM PaOOTHI, €€
TaKTHYHBIE ¥ TTIyOOKHE PEKOMEHIAINH, €€ IPYKECKOE YIaCTHE B Uy TKOCTb.

Bcero Heckonbko quen Hasazg Ha Tenekanane «Pocenst — Kynbrypay Beinuia
nepenavya Urops Bonruna «Mrpa B Oucep» no coneram VY. Illekcnupa ¢ yuactueM
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Npunbl CtenanoBHbL. 110 HEH MOXKHO JIETKO CYIUTh O €€ TallaHTE KaXXIOMYy, KOMY
He 1oBe31o 3HaTh MprnHy CTenaHoBHY JIUYHO.
Hawm Gyner ouensb He xBatath Bac, noporas Upuna CtenaHoBHa.
Lllexcnupoeckasn komuccusi PAH u xonnexmue B/ «Cospemennuxu [llexc-
nupay

A nomHt0, Kak MbI mo3HakoMmuch ¢ Mpunoit CtrenanoBHou. Eif Torna Obuio
HEMHOTO 3a TPUALATh, Mbl TOBOPWIM O Jomaasx. M MeHs Toraa mopasuiio, 4To
MOJIOJIasl KEHIIMHA, MPENo1aBaTelb, TaK YBIEKAETC KOHHBIM criopToM. OHa BoO-
oO11e ymena yauBisTh. Sl TOMHIO, Kak Mbl ¢ Hel ciopwin o biioke, u kak ee o0Ou-
’Kayo, YTo s MOHUMAJ ero He Tak, Kak oHa. Mpuna CrenaHoBHa Obliia OYEHb aK-
TUBHOM >KEHIIIMHON, MHOTO paboTaljia co CTyJeHTaMH, yCTpauBaia Ha (akyibrere
OJIOKOBCKHME BeUepa, U KaXkIbld pa3 MOcCje 3TOr0 €€ YYEHUKH, 3HABIIUE O HAllleM
cniope, nojaxoawin u cnpamuBanu: «Hy xak Bam HAIIl biok?» Ona nmto0una, mo-
HUMaJja U r1yOO0KO 4yBCTBOBAJA TOJ3UI0, U HE TOJIBKO — Y Hee ObLI OYEHB IIUPO-
KUl KpyT uHTepecoB. OHa yMmena [EeHUTh U TOHUMAaTh CYTh JII000T0 MPOU3BEICHUS,
Oy TO KHUTA WK Jiekius. Korna oHa roBopuiia o tureparype, y Hee ObIJI0 OYeHb
OJIyXOTBOPEHHOE JIMI0. JDTO COYETAHUE yMa, TOHKOCTH M KPACOTHI CTAJIO MPUYHU-
HOU TOro, 4yTO B Hee BiroOwWiIcs Haml apyr Anekcanap [lenpkoBckuit. OHU TOXKeE-
HWINCh U MHOTO JIET ITPOXKUIIM BMECTE, U OH Bcerja ropopuit: «lpa — Mou anren-
XPAHUTEDY.

Braoumup @ypawos, ookmop gunonocuueckux Hayk, npogeccop Kageopul
PYCCKO20 A3bIKa Braoumupckoeo 2ocyoapcmeennoz2o ynugepcumema

S Bcerma roBopun IIeHBKOBCKOMY, Kak €My IOBE3JI0O BCTPETUTH TaKylO
dKEHIIMHY. W He TOJIbKO MOTOMY, UYTO OHAa ObLla JIIOOSIIEH >KEHOW, MpelaHHbIM
JpYroM M xopouuei xo3sikoid. OHa yMena BOOXHOBUTh. OJTHaX bl OHA yCIIbIIIAIIA,
Kak Ha cBoeM 70-JeTuun s 4uTar0 CTUXU. EMl MOHPaBUIOCH, OHA 3aropenach U TYT
e CKaszalla, YTO MHE HaJ0 u3aarh KHUTY. OHa Oblla OAHUM M3 T€X JIOACH, KTO
CTIOJIBUT MEHS B3STHCS 32 JIEJIO U BBITYCTUTHh cOOpHUK. Ee mHTEepech He orpaHuyu-
BaJIUCh OJIHOM TEMOM, OoHa ObUIa OTKpBITa BceMy HOBOMY. M Bcerma ocraBajach
OYE€Hb YYTKUM, OT3bIBUMBBIM, IOHUMAIOIINM YETOBEKOM.

Aszycm Konenuoeuu, ookmop unonocuueckux Hayx, npogheccop xkageopul
PYCCKo20 A3biKa Bradumupckozo 2ocyoapcmeentozo ynusepcumema

HNpuna CrenmaHoBHa Bcerja Obula OYEHb aKTUBHOM U TpynontoOuBoil. Ee
BKJIAJl B U3y4yeHUe TBopuecTBa bioka u Illekcnupa HaM eliie MpeaCcTOUT OLIEHUTD.
W, HecMOTpsi Ha BCIO MPEJAHHOCTh HayKe, KOTopas TpeOyeT OT YYEHOTO MOJHOU
CaMOOT/IauM, OHA HaXOJWJIa BpeMs, 4TOObl 3aHUMAThCS CO CTYJEHTaMH U Jiefiajna
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3TO C YJOBOJBCTBHEM. Bce MBI 10 cuX mop MOMHHM ee crekTakib «lllekcrmupos-
ckas mo3aukay. Mpuna CrenaHoBHa opraHu3oBaja M MpoBesia Ha 0aze ¢undaxa
OJIHY M3 JydmuX KoH(epeHIui mocieaHux asaainata jget — lllekcrupoBckue
yTeHus. M mpu 3TOM OHa ycmeBana emie W BECTH 3aHITHS B BOCKPECHOW IIIKOJIC
Bosnecenckoro xpama Bo Bnamumupe, riae pacckaspiBajia JETIM O OMOIEHCKHX
MOTHBaX B MHPOBOU JuTepaTypHO# Kinaccuke. OHa BOCIHUTHIBAJIA B CBOMX yUCHHU-
Kax BKYC K JIYUIIIMM MO3THYECKUM oOpa3iiam, MpruooIinaia uxX K Mo33uH, yausia -
OWUTB U IICHUTH CJIOBO, 32 YTO €1 OTPOMHAs 0JIaroIapHOCTb.

Ceemnana Mapmusnosa, 3aeedyiowas kagedpot pycckou u 3apybexcHoll
aumepamypul Braoumupckoeo 20cyoapcmeenHo2o yHugepcumema

S Bcerna cumtana Mpuny CrenaHOBHY CBOMM YUYUTEJIEM, U HE TOJIBKO B
CMBICJIE HayKH, HO U B OTHOIIIEHUHM JTFOOBIX 3HaHUH 0 Mupe. OHa Oblja 4eM-TO BBI-
XOJISIIAM 3a TIPeIesibl OOBIYHOM XKU3HM. Bee, uTo oHa jenana, MpOUu3BOINIO CHITb-
Hoe BrieuatTiieHue. OueHb yMHas, HACTOAIIMI YUEHBIM, HO MPU 3TOM COBEPIIICHHAS
JKCHIIMHA, TOCTEIPUUMHAS XO35iKa, B JOME€ KOTOPOM Ka)JIblii YEJIOBEK YYyBCTBO-
BaJl ce0s TONATOXKIAHHBIM rocTeM. MHp BOKPYT Hee CTaHOBUJICS KpacHBee, BhIpa-
3uTenbpHee, rapMoHndyHee. OHa Obli1a MOICPKKONW M OTIOPOM JIJISE CBOETO MY’Ka, HO
M, PacTBOPSSACH B JIFOOBU K HEMY, MPOJ0JDKAJIa TTOKOPATh COOCTBEHHBIEC BBICOTHI.
Hamum pasroBopsl, rje OBITOBBIE TEMBI JITKO U HEMPUHYKJICHHO CMEHSIJIUCH CIIO-
paMH O BBICOKOM W IIPEKpPACHOM, OBbLIM IMOUIMHHBIM HaclaXJAeHHEM. A Kak OHa
yMeJia paJioBaThCs ycmexaM U mobdemam cBOuX ydeHHUKOB! M ckombko ObI i HH
OBLIO JIeT, OHA BCerJa MPOU3BOMIIA BIICUATICHUE MOJIOJIOT0, ITOTHOTO KHU3HH Ye-
JIOBEKA...

Hamanvs ['aspunosa, ooyenm xaghedpuvl pycckoii u 3apyoedicHoi aumepa-
mypul Braoumupckozo 2ocyoapcmeennozo yHusepcumema

HNpuna CremanoBHA ObLTa XEHITMHOW YPE3BBIYANHO MPUBETINBOM, OOIIH-
TEIBbHOM, HO TMPU 3TOM cjep:kaHHOW. OHa Bcerja OXOTHO MOJCKa3bIBaja, Kak
MOXHO PELIUTh Ty WIM UHYIO Hay4dHYIO npoosiemy. B mocnennue roabl MHOTO 3a-
HUMAJIaCh TE€M, YTO MEPEBOJAMJIA CTAaTbU HAIIMX ABTOPOB HA AHTJIMMCKUMA, YTOOBI
Hallla HayKa Morjia ObITh JOCTOMHO MpeACTaBieHa B 3apyOekHBIX XypHanax. Ee
OTJIMYUTENILHON 4epTOi Obljla CKPOMHOCTh: OHA HUKOT/Ia HE TOBOpHUJIA O CBOMX 3a-
CJIyrax, U Mbl OOBIYHO TOJBKO CIIy4allHO y3HABaJld O TOM, YTO €i MPUCYJIUIIU OYe-
peanyro Harpany. Ee nurepatypoBenyeckas q1eATeIbHOCTb, HAPUMEDP, YBEHYAIACh
TEM, UTO €U NPUCYIUIIN CepeOPsHYIO MeJalb ¢ HAAMUCKIO «S BaM MoBeaall HE3eM-
HOE» — 3TH CJIOBA YIMBUTEIHLHO TOUHO OTHOCATCA K Upune CtenaHoOBHE.

Anexcandp Kos3zyH, 3aeedyrowuii cekmopom peoxkux KHue u pykonuceti Bra-
OUMUPCKOU 0OIACMHOU HAYYHOU OUbIUOMEKU
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IRINA STEPANOVNA PRIKHOD’KO (1943-2014)

Professor Irina Stepanovna Prikhod’ko passed away on March 24, 2014, at
the age of 70.

She has been the inspiration for us, Russian scholars of Shakespeare and his
times, the soul of our not-too-large team, ever encouraging and supporting all the
plans and projects we did together. An exquisite scholar and a gentle mind, a kind
friend and an ever-helpful mentor, a living tradition which connected our genera-
tion with that of the great Russian names in the humanities, she will always remain
in our hearts.

Irina Prikhod’ko graduated from Voronezh State University in 1966 and got
her Candidate of Philology degree from Moscow State Pedagogical University in
1973 (with a thesis on WH Auden and British poetry of the 1930s). From 1972 to
2003, she was a professor at Vladimir University since 1972, and since 2003, a
Senior Research Fellow at the Institute of World Literature (IMLI), Moscow. Her
Doctorate thesis was devoted to the mythopoetics of Alexander Blok (she was a
major expert on Russia’s most famous poet of the Silver Age). Professor
Prikhod’ko’s contribution to comparative research of English and Russian literary
cultures will continue to inspire us.

She was one of the most prominent Shakespearian scholars of her genera-
tion, writing extensively on “Othello”, “Measure for Measure”, “As You Like It”
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and “The Tempest” (full bibliography in Russian and English available here), but
her main interest always lay with the Sonnets and especially their symbolism. She
was the author of several articles dealing with vegetation metaphors, the role of
imagination and other issues of researching the Sonnets. Professor Prikhod’ko has
started preparing the first academic edition of the Sonnets in Russian — a work to
be now continued by the Russian Shakespeare community.

Irina Stepanovna was the guiding spirit of the Shakespeare Committee at the
Russian Academy of Sciences since its reconvention in early 2000s. She has been a
member since 1973 and took up organizational duties in the troubled post-Soviet
years, after the death of the Committee’s founder, Alexander Anikst. She was the
prime organizer of the bi-annual Russian Shakespeare conference. Thanks to her,
the conferences provided a great venue for Shakespearian scholars from around the
world to meet and discuss English and Russian culture. It is hard to imagine any
session of the Committee or a panel at the conference without her profound and
tactful remarks, helpful questions and ideas she was always brimming with.

A long-time member of the SAA and the ISA, Irina Stepanovna has lectured
as a visiting professor at SUNY Albany in 1994 and Bucknell University, Pennsyl-
vania, in 2001. She was the receiver of awards from the J. William Fulbright
Scholarship Board and the USIA, as well as multiple Russian prizes.

Thank you for your sensitive appreciation of Irina. We had been in touch
with her fairly recently, and I was hoping to see her here in August. She was very
kind to us, and a great representative of Russian Shakespeare studies.

Stanley Wells, CBE, Honorary President of the Shakespeare Birthplace
Trust, Professor Emeritus at the University of Birmingham

Like many others am saddened to hear of the death of dear Irina. She was a
lovely and elegant lady, ever encouraging and generous. I remember with particu-
lar fondness and gratitude the way she hosted Stanley and me in Moscow in 2006.

I was in touch with her fairly recently about her work on the Sonnets which
she hoped would bring her here to use our Collections.

Paul Edmondson, Head of Learning and Research at the Shakespeare Birth-
place Trust and Honorary Fellow

All of us here at the Shakespeare Institute are grieved to hear of Irina’s
death, and she will be much missed at the International Shakespeare Conference.
Please accept our condolences. Professor Prikhod’ko was a worthy representative
of the great Russian tradition in Shakespeare studies, and she was a generous pa-
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tron of younger scholars, always keen, for instance, to recommend deserving junior
colleagues to the attention of the conference’s organizing committee. We hope
very much that her work will be continued by her successors.

Michael Dobson, Director of the Shakespeare Institute, University of Bir-
mingham; Professor of Shakespeare Studies

I am so very grieved to hear this. We will post the sad news on the Shake-
speare Association website, so that her friends in North America and elsewhere can
pause to mourn the loss of an important keeper of the flame of Shakespeare studies
in Russia.

Lena Cowen Orlin, Executive Director, Shakespeare Association of Ameri-
ca, Professor of English, Georgetown University, USA

This is a shocking news form me. I feel with you deeply and will cherish the
memories of Irina as a great scholar able to combine deep knowledge with gentle
and true feeling.

Martin Prochazka, Professor of English, American and Comparative Litera-
ture, Head of the Department of Anglophone Literatures and Cultures, Charles
University in Prague, Czech Republic

It is certainly a most unexpected and painful piece of news. She was an ex-
cellent woman and a great scholar. I hoped to be able to meet her in Paris on the
occasion of the Shakespeare congress that starts on April 21.

Andrzej Wicher, Professor, Dr. Hab., University of £odz, Poland

I'm very sorry to hear of her passing; she will be missed far and wide.
Marcela Kostihova, Associate Dean, College of Liberal Arts, Hamline Uni-
versity, USA

I share with you all the sadness for Irina’s death. It was through her that I
came to know you and other Russian Shakespearians. Yes, she really was a lovely,
attentive person and I’m sure we who have the pleasure of knowing her will keep
great remembrance of her. I only hope she will remain motivating you all to con-
tinue her work. Do accept my sympathies.

Aimara da Cunha Resende, President of the Centro Estudos Shakespear-
eanos (CESh), Universidade Estadual de Minas Gerais, Brazil
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BJIAAUMUP AHAPEEBHUY JIYKOB (1948-2014)

Pycckuin mureparypoBen, KynbTyposior, nupekrop LlenTpa teopuu u ucro-
pun KyneTypbl WHcTUTyTa (yHIAaMEHTaNbHBIX M TPUKIAIHBIX HUCCIEIOBAHUN
MoclV, akaneMuk-cekperapb Mex1yHapOIHOU akaJeMUH HayK IEeAarorndeckoro
oOpazoBanusl, akageMuk MexayHapoaHoi akagemun Hayk (IAS, mtaG-kBapTupa B
HNucopyke, ABCTpus).

3axkonumsn MI'TIM um. B. W. Jlenuna (HpiHe MOCKOBCKHI MeAarornyeckuit
rocynapctBeHHbIl yHuBepcuter) (1969), tam xxe — acnupantypy (1975); kannu-
nat ¢uionorndeckux Hayk (1975); mokrop dumonormdeckux Hayk (1986); mpo-
deccop (1989); 3acmyxenusiii nesrens Hayku Poccuiickont @enepammu (1997). C
1972 . pa6ortan 8 MI'TIM (MIIT'Y), B ToM uncie nekaHoM (uiaoaIornaeckoro da-
KyJIbTETa, 3aBeIyIONUM Kaeapoi BCEeMUPHOU JTUTEpaTyphl, Ipodeccopom Toi ke
kadenapsl. B 1997-2004 rr. — npodeccop, 3aBeayromuii kageapoin ooieryManu-
TapHBIX JUCHHUIUIMH, TPOPEKTOpP MO Hay4yHOU paboTe ['yMaHUTapHOrO MHCTUTYTA
TeneBuAeHus U paauosemanusd uM. M. A. Jlutosunna. C 2004 r. pabortan B Moc-
KOBCKOM T'YMaHHTapHOM YHHBepcutere, ¢ 2008 r. 10 KOHIA KU3HU — JIHPEKTOP
[lentpa Teopuu u UcTOpuM KyabTypbl MHCTUTYTAa DyHIAMEHTAIBHBIX U MPUKIA]-
HbIx uccaegoBanuiit Mocl'Y. C 1996 r. unen-koppecnonaeHt, ¢ 1999 r. nouerHslii
akageMuk, ¢ 2000 r. akagemMuKk-cekpeTapb MexayHapoJHON aKaJIeMun HayK Ie/a-
roruyeckoro odpazosanud, ¢ 2000 r. nupekrop LleHTpa Te3ayponoruyeckux Hc-
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cnenoBanuii MAHIIO. B 2004 r. 6b11 n30pan akageMukoM MexxayHapoaHOW aka-
nemuu Hayk (IAS, mra6-kBaptupa B MHCOpyke, ABCTpus).

Bin. A. JIykoB — KpynHBI criequainucT B 00JaCTH MCCIE0BaHUs 3apyOex-
HOU JHUTepaTypbl, a TaKKe TEOPUHU JIUTEPATYphl, PyCCKOM JTUTEPaTyphl, TEOPUU U
UCTOPUU MHUPOBOM KYJIBTYPbl, MCHUXOJOTHH, COIMOJOTUU KYJIbTYPhl, 3CTETHUKH,
KyJbTYpbl pE€4YH, METOJMKH MPENOAaBaHus B BBICIICH IIKOJIe, OpPraHU3aluy HAyKU
u oOpa3oBaHHUs, HAy4YHOW opraHuzauuu Tpyna. M omyOnukoBaHo cBeime 800
HAy4YHBIX, HAYYHO-METOAMYECKUX padoT.

Bi. A. JIykoB BbIIETUI HCTOPUKO-TEOPETUUECKUN METO (DUIIOJIOTMYECKOTO
UCCJIEIOBaHMSI M TIPUMEHWI €r0 K aHalu3y (PpaHIly3cKoil apamaTypruu pyoOexa
XVII-XIX BekoB, 000CHOBAT pa3jieieHre KyJbTYPHOTO MpoIiecca Ha CTaOUIIbHbBIC
U MEPEXOHBIE MEPUObI, BBIIBUB LIMKIMYHOCTh JIMTEPATYPHOTO Mpolecca, Ipe-
JIOKUJT METOJIbI MCCIEOBAaHUSI TIEPEXOJAHBIX ICTETUUYECKUX SIBIICHUHM, pa3paldoTal
UJeu JUTEPATypOBEIUECKOro cuHTe3a. ABTOp oOobmaromei padotel «Mcropus
JUTEepaTyphl: 3apyOekHas JUTepaTypa OT MCTOKOB 10 Hamux anei» (M., 2003,
6 W3/1aHMIT), paccMaTpUBAEMOM HayYHBIM COOOIIECTBOM KaK HOBOE CIIOBO B T'yMa-
HUTApHBIX HayKaxX. B Hel H3/10keHa Teopuss UCTOPUH JIUTEPATYPBI, IPEICTABICH-
Has Kak (popmupymomascs crnenuaibias 00JacTh GUIOIOTUNA. ITa KOHIIETIUS pe-
aJIM30BaHa Ha MaTepHalle MUPOBOIO JINTEPATYpPHOTO IpoLEcca OT MEPBbIX MamsT-
HUKOB MHUCbMEHHOCTH A0 Juteparypbl XXI Beka. Bi. A. JIykoB cnenuanbHO HC-
CJIEIOBAJ T€HE3UC JKaHPOB, KAHPOBBIE CHCTEMBI, HAIIpaBJICHUS, TEUEHUS, JBUXKE-
HUS B JIUTEPAType, TEOPUIO U UCTOPUIO TeaTpa U ApaMarypruu. Bmecte ¢ Banepu-
eM A. JIykoBbIM 000CHOBaJ OOIIETYMaHUTAPHBIN Te€3aypPyCHBINA MOAX0/, KOTOPHIH
OPUMEHWI K XapaKTEPHUCTHKE IIMPOKOrO Kpyra SBJICHUHA MHUPOBOU KyJIBTYpPBI
(ob6o0maromas padora: JIykos Ban. A., JlykoB Bin. A. Te3aypychl: cyObekTHas op-
raHuzaiusi rymMmanuTapHoro 3Hanus. M., 2008). OcyniecTBUil KOMIUIEKCHOE HCClie-
JIOBAHUE €BPONENCKON KyJbTYypbl HOBOTO BpeMeHH, IpeApOMaHTU3MA, POMAHTHU3-
Ma U HeopoMaHTu3Ma ((punococko-3cTeTUYeCKUe OCHOBBI, JHUTEpaTypa, Teatp,
U300pa3uTENbHOE HMCKYCCTBO, apXUTEKTypa, CKYJIBNTYypa, My3blKa, ObIT). MoHO-
rpadus «IIpegpomantusm» (M., 2006) Oputa OTMEYEHAa B MHOTOYMCIIEHHBIX pe-
LEH3MIX KaK TIyOOKO€ HCCIeOBaHUE, 3aKPEIUISIONIEee B HAyKe TEPMUH «IIPEpO-
MaHTU3M». Bi. A. JIykoB riy0oKo M3y4uil UCTOpHIO (paHILy3CKON JUTEPATYPHI U
KyJIbTyphl (uToroBas pabota: JIykoB Bn. A. Wcropus dpaHily3ckoi TuTepaTyphl.
B neuatn).

TBopuectBo Illekcnupa — oOJHa M3 UEHTPAIBHBIX TEM HCCIEIOBAHUM
Bi. A. JlykoBa. OH pacKkpbul 3HaU€HUE TEPMHUHA «ILIEKCIUPHU3ALUD» I €BPOIEH-
ckoit yureparypsl XVIII-XIX BB. (mpeapoMaHTU3M, pOMaHTH3M), MPUHUMAT aK-
TUBHOE ydyacTue B ()OPMUPOBAHMM BJIEKTPOHHBIX pecypcoB «Pycckuii Lllexcnupy,
«Mup Ilexcnupa» n «CoBpemennuku lllekcnupay», B IpOBEIEHUN HAYYHBIX KOH-
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dbepenunit «lllexcriupoBckue mryaun» (¢ 2004 r.), «lllexcnupoBckrue YTEHUS

(c 2006 r.), ObUT peTaKTOPOM U aBTOPOM AJIEKTPOHHBIX dHIMKIoNeani «DpaHirys3-

CKasl JuTeparypa oT UCTOKOB A0 Homeilmero nepuona» u «CoBpeMeHHas (ppaH-

1y3CKas JUTEPaTypa», akTUBHO Y4aCTBOBAJI B IOAroToBke HoBOM poccuicKoOn dH-

uukinoneauu. Ssmsuics uienoM lekcnmpoBckoit komuccun PAH.
CxopomnoctukHO ckoHuasica B Mockse 5 mapra 2014 r.

ABTOpBI U pefakiuoHHas rpymnmna npoektoB «CoBpemennuku lllexcnmpay,
«Pycckuit Hlekcnup» u «Mup Illekcniupay riy0oko cKopOAT 0 CKOPOMOCTUKHOMN
cmeptu Bnangumupa Anapeesuua Jlykosa.

VYuien Hail BAOXHOBUTENH, 0€3 KOTOPOTro HAaIlM MPOEKTHl HE MOTJIU OBl IO-
SBUTBHCS Ha CBET, HAIll yUUTEIIb, COPATHUK, CTAPIIMI KOJIJIEra, Halll aBTOP, YEJIOBEK
MOTPSACAIONIETO MHTEJUIEKTa U TIyOOKOU TOOpPOTHI, BCEr/a TOTOBBIM MOMOYb, MO-
CIIOPUTH, MPEIOKUTH HOBYIO HJICI0, B COBMECTHBIX OOCYXICHHUSIX 000TaTUTh pas-
JIMYHBIE KOHUEIINY HOBBIMU CMBICIAMU. ..

Eme coBcem HemaBHO B JpY»KECKOW HaydHOU atMmocdepe Mbl 00Cyx aaiu
1aHbl HOBOTO TpoekTa — «lllekcnupocdepr», mpoekTa, BIPOCIIETO U3 00CYkK-
JICHUS T€3aypPYCHOr0 aHaIn3a, KOTOPhI npennoxuin Bragumup Anapeesny. Cra-
pbI€ U HOBBIE MPOEKTHI OYyT KUTh, TAK MHOTO €III€ MPEICTOUT ClIeaTh. ..

Hawm Gynet ouenn Bac He xBatath, Bnanumup AHapeeBud.

Penaxkumonnas komnernss HoOBOW POCCHUCKOW SHUMKIIONEINH BBIPAXKAET
riry0okue co00JIe3HOBaHUs 10 CiIy4yaro KOHUMHbI Bragumupa AnnpeeBuya JIyko-
Ba.

Brnagumup AHIpeeBUY — BBIIAIOMIMICS POCCUMCKUN (PUIIOIOT, KYJIbTYpO-
JIOT, UCKYCCTBOBE], €r0 Mepy NpHHAAJIEKaT (PyHIaMEHTAIbHbBIE TPYAbl B 00J1acTH
MHUPOBOM JIUTEPATYPbl U KyJIbTYphl. ECTb BCce OCHOBaHHUSI CTaBUTh €r0 UMsI B PsIJI C
CaMbIMH 3HAYUTEIIbHBIMUA YUEHBIMU-TYMAHUTAPUSAMH.

Ero corpyannyectBo ¢ HoBOM pOCCHMICKON SHUMKIONEINEN HAYalI0Ch, KO-
ria 3aMbIIUIJIOCh W3/aHME W TOTOBWIMCH NEPBBIE TOMa 3TOr0 KpPYHMHEHIIETro
KyJIbTYPHOTO MPOEKTa HAIUX JHEH. BraguMup AHapeeBruY BOLIEN B COCTaB aBTO-
pOB, OB BKJIFOYEH B YHCIO Hay4dHbIX penaktopoB Toma. C 2008 r. on uneH Hayu-
HO-DKCIIEPTHOTO coBeTa DHuukIoneanu. Ero nepy npunamiexar 242 omy0auko-
BAaHHBIX B DHIMKJIONEAUM CTAThbU, €IIE ACCATKU CTaTel MOATrOTOBIECHbI Biagumu-
poM AHJpeeBUYEM JJIsl HOBBIX TOMOB 3HIMKIoneAnn. OH npuseln 3a co0oil Ooiee
50 aBTOpPOB — BUAHBIX POCCUUCKUX YUYEHBIX M HAYUYHYIO MOJIOAEKb. COTHH MOJI-
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TOTOBJICHHBIX UMU CTaT€W OH OTPEIAKTUPOBAI. DTy OTPOMHYIO pabOTy OH Bell Kak
OTBITHBIM OPTraHU3aTOP AHIUKIONEAUYECKOTO naena. JIroael, crnocoOHbIX K Takou
pabote, Mano. OH ObUT OTHUM HX JTYYIIHX.

Bosee Bcero BaxxHO TO, yTO Biianumup AHApeeBUY IO CBOMM YEJIOBEYECKUM
KayeCTBAM M Ka4eCTBAaM YUYEHOI'O COBINAJ C 3ambIciIoM HoBOM pOCCUUCKON SHIMK-
JONIEIUM KaK HAy4YHOTO M H3JATEJIbCKOrO0 IMPOEKTAa C BO3MOXHOCTHIO IIMPOKOIO
BBIpaKEHUS aBTOPCKOM MO3UITMU. ITO HE 0€CCTPACTHBINA CIIPABOYHUK UMEH M JIaT,
a TOMbITKA MPEJACTABUTH CErOJHSIIHEE MOHUMAHUE YeloBeKa U ero mupa. «llenb
SHIUKJIIONEINH — COOpaTh 3HAHUS, pACCESHHbIE IO CBETY, IPUBECTH MX B CHUCTE-
My, HOHSATHYIO JUIS JIFOJAEH HBbIHE KUBYIIMX, U IEpPeNaTh T€M, KTO IPUAET I0CIIE
HAC, C TeM, YTOOBI TPY/l MPEAIIECTBYIOIIUX BEKOB HE CTall OECIOJIE3HBIM JIJISl BE-
KOB TOCJIETYIOUINX, U YTOOBI HAIllM MOTOMKH, OOOTalICHHBbIC 3HAHUSMH, CTalU
no0pee U cuacTiuBee, U 4TOObl Mbl HE KaHYJIM B BEUHOCTh, HE CYMEB MOCITY>KUTh
IPSAAYIIUM ITOKOJIEHUSIM», — TaKUMHU BUZEN CBOXO muccuto Jlennu uapo, cozna-
Basg BEJUKYI0 DHIMKIOINEIUI0, onpenenuBinyto cyabobl [IpocBemenus. [1om00-
HBIM 00pa30M MOHUMAJ CBOIO 3a7ady ¥ Bmagumup Auapeeud, pabotast Haa cra-
ThsiMu it HPD. B 3TUX cTaThsIX HayyHas OCHOBATEIbHOCTh, KOHLENTYaJIbHOCTbD,
TOYHOCTHb JETaJlel COEAUWHEHBI C SICHOCTBIO $3bIKA, YBaXXCHUEM K YMUTATEIIIO,
CTPEMJIICHUEM PACKPBITh IEPE] HUM HOBBIE TOPU3OHTHI UCTUHBI U KPACOTHI.

Mps1 ckopOMM 0 HEBOCIIOJIHUMOM yTpaTe 3TOr0 CBETIIOrO YeJIOBeKa, MO IJTNH-
HOI'0 3HUMKJIONEAMCTa Hamero BpemeHu. [IpocuMm nepenarts cioBa meyanu pon-
HBIM U Onu3kuM BrangnMupa AHapeeBuda, ero Kojuieram mo pabore, KOTOPbIMH OH
BCET1a TOPAUIICA.

B nmamsaTte o Brnagumupe AnnpeeBuue JIykoBe Mbl pEUIMIM COXPAHUTH €0
MM BO BCEX MOCIeayronmx Tomax HoBol poCCHIICKON SHIIMKIIONIEANN B NIEPEUHE
4JIeHOB €€ Hay4HO-3KCIIepTHOrO CoBeTa.

I nasnviii peoaxmop
Hoeoti poccuitickoii snyuxioneouu
unen-koppecnonoenm PAH B. U. Jlanunos-/lanunvsan
MAMSATH YYEHOT'O

Pextopar IIoBOMKCKOM TOCYIapCTBEHHOM COLMAIBHO-TYMAaHUTApHOW aka-
nemuu, kadeapa pycckoil, 3apyOeXHOW JTUTEpaTypbl U METOAUKU MPENoJaBaHUs
JUTEpaATyphl BBIPAXKaIOT UCKPEHHEE COO0JIE3HOBAHNE KOJUIEKTUBY LleHTpa Teopun
U UCTOpUU KyJnbTyphl MHCTUTYTAa (yHIaMEHTAJIbHBIX U MPUKIAJAHBIX HCCIE0Ba-
HU MOCKOBCKOTr0 T'yMaHUTapHOTO YHUBEPCHUTETA, POAHBIM M OJM3KUM 3aCITy>KEH-
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HOTO JiesiTesst Hayku P®D, nokropa ¢puiogoruyeckux Hayk, npodeccopa, TUpeKTopa
[lenTpa Teopuu U UCTOPUM KyJIbTypbl UHCTUTYTa PyHIaMEHTANBHBIX U MPUKIA-
HBIX HCCIenoBaHUA MOCKOBCKOIO I'yMaHUTapHOIO yHuBepcurera JlykoBa Bianu-
Mupa AHApeeBHYa B CBSI3U C €ro 0€3BPEMEHHON KOHYMHOM.

Mpbl 0co3HaéM, YTO POCCHUMCKYH0 HAyKy ITOCTHIJIA Tparudeckas yTpara
HACTOSAIIEr0 YYEHOTO, OJJHOTO U3 KPYMHEHIITUX CIEHUAIUCTOB B 00JACTH UCTOPUH
BCEMHUPHOU JIMUTEpaTypbl, 00JaAABIIET0 YHIUKIONEINYECKUMHU 3HAHUSIMHU U TieAa-
TOrMYECKUM MacTEPCTBOM.

I[J'ISI CaMapCKUuX KOJUJICT U aCIIUPAHTOB I'OAbI COTPYIHHUYCCTBA C BHaI[I/IMH-
poM AHI[pCGBI/ILIGM ObLIN HE3aOBCHHBI U IIIOJOTBOPHEI. B namieit maMsaTH OH ocTa-
HCTCA MPCKPACHBIM, CBCTJIBIM, AYIICBHBIM H, BMCCTC C TCM, INIPUHOUIINAJIBHBIM H
I‘J'IY60KO MMOpAA0OYHBIM YCJIOBCKOM.

Cxopbum BMecTe ¢ Bamu.

Ipesuoenm III'CI'A 0.¢h.nH., npogpeccop U. B. Bepuunun

Pexmop II1I'CI'A 0.u.n., npogheccop O. /. Mouanos

3as. kagpeopou P3JIuMIIJI 0.¢.n., 0.n.1., npogeccop O. M. Bypanox
Ynenwt kagpeodpwi: npogh. T. A. Axaouna, npog. A. C. bakanos,
npog. B. Ill. Kpusonoc, npogh. H. b. Anoonuna u op.

Comprendre a force d’aimer?

B 2005 rony s mocrynuia Ha dunonorudeckuil pakynbTeT B MOCKOBCKUI
[I€JarOrMYECKUN TOCYapCTBEHHBIM YHUBEPCUTET, TOraa HocuBlmni ums B. .
Jlenuna. Teopust nuteparypbl, HICTOPUS pyccKoi uTepaTypbl XX Beka, (poabKIIop,
PUTOPHKA, JPEBHEPYCCKAS JIMTEpATypa, TEOPUS U IIPAKTUKA PYCCKOI'O SA3bIKA, OTE-
YeCTBEHHAs UCTOPHS, UCTOPUS JPEBHETO MHpA... — BCE MPEAMETbl ObLIM UHTE-
PECHBI, HYXHBI ¥ TIOJIE3HBI ISl OYyIIEro YUYUTENs pyCcCKOM auTeparypsl (mpodec-
cusi, 0 KOTOpOH 5 Torjaa meurana). Hauano ctyneHueckoi Ku3HH, epBble 3HAKOM-
CTBa U JApy>k0a Ha BCIO JKH3Hb, BEUEPHHUE MPOTYJIKH MO MapKy Mannensiirama u
cropsl 0 baxTuHe — Bce ObLIO Tak, Kak Haj0, OJHAKO sI OBICTPO MOYYBCTBOBAJIA,
YTO MHE Y€r0-TO HE XBaTaeT. S| MoHsIa, YTO HU OJMH IIPEAMET s1 HE MOI'Yy Ha3BaTh
CBOMM JIFOOMMBIM U HU OJIMH IIPENOaBaTellb HE MOKET IPETEH0BATh Ha POJIb MO-

1 .
«[ToHATb cuso# m06Bu» (K. [lyse).
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ero Hay4HOro pyKOBOAMTENS (2 O AUIIOME 5l Hayaja 3aJyMbIBaThCs C TIEPBOTO Ce-
MecTpa nepBoro kypca). S crama ckydats. W pemmna mucath KypcoBYIO IO CO-
IIUOJTMHTBUCTHKE Ha Kaeape pycCcKoro s3bIKa.

[IpomenbKkHYI IEPBBII ceMecTp, ceccust Obuta ciaHa 0e3 0coObIX XJIOMNOT, 25
SIHBapsl caM PEKTOp pa3jiuBaJl HAM MEJOBYXY M KOPMIII IHUPOTaMH, a TIOCTIE KaHH-
KyJl, B XOJIOAHOM M cepoM (eBpaine, npodeccop Baaaumup AnnpeeBuu JIykos

HayaJl BecTH y Hac aurepatypy Cpennux BekoB U Bospoxaenus. O6 sTom mpen-
MeTe y MeHs ObLIO JIOBOJIBHO CMYyTHOE npejacTtaBieHue. Koneuno, s unrana Pabne
u lllexcnupa, HO TO, yTo AUTEparypa Obu1a 1 1000 JAET O HUX U YTO MOXKHO CIie-
UAIU3UPOBAThCS Ha JUTeparype V BeKa Wiu JoOuTh auteparypy Beka VI s
MEH$ TOTJIa OBLJI0O COBCEM HEOUYEBUIHBIM.

B 3namenuToil nmorounoi aynuropuu Ne 9 (3HaMEHUTOU TeM, YTO B Hayaie
XX Beka B He BeicTynan JlenuH, a B kKoHIle Beka — [lyTuH) coOpasioch 4enoBek
ceMbiecaT. Bee xanu iekTopa, KOTOPBI, JOBOJIBHO CUIIBHO OIO3/1aB, BCE K€ 3a-
1iesl B ayIUTOPHIO, MOOJArolapui 3a 0KUAaHHE U JOBOJBHO TUXHM, HO YBEpPEH-
HbIM U IPUATHBIM T'OJOCOM MOINPOCHI BCEX BCTaTh. MBI BCTAJIM, a KOTJa CEIIH,
okazanuch B Pume anoxu anocmama. Mpl ourytunu armocdepy ynaaka aHTUHUHON
LIVMBWIN3ALINH, C €€ U30LIPEHHBIMU MBITKAMU MEPBBIX XPUCTUAH U U3OLIPEHHOM JIa-
TUHCKOW T033Uel ABCOHMS, COBEPIICHHO HENMPHJIMYHBIN CBa/leOHBIN LIEHTOH KO-
Toporo Bragumup AHapeeBud yutan HaM Hau3ycTh (Ilocie moeo, kax couLnucs
oHU 6 cympake Houu, // Ilvin 6 Hux cama Benepa énuna ons Hogoeo 60s, // On
ecmaém 60 8ecb pocm NPOMUE MHONCECMBA MUEMHbIX HONbIMoK, // Pom noomu-
Haem u UK, Ha NAmMy Hale2aem NAMoI0... ), BCNOMHUHAS TIPU 3TOM, KaK €ro y4uTelb
bopuc MBanoBuu IlypuiieB TOYHO Tak kK€ YMTAI CBOMM CIyHIaTENsIM B 3TOH ke
ayJIMTOPUM HECKOJIBKO JIECATUIICTUN Ha3aj, He 3a0bIBasi YIIOMSHYTh O TOM, KaK B
CBOE BpeMms, B Hayase XX BeKa, CIyIIaJl BCE TE€ kK€ CTPOKH Ha JIEKIIMU CBOETO y4H-
teisi, Banepus fkoBneBnua bprocosa...

Kaxnyro nexuuro Biagumupa AHJpeeBuya s TIOMHIO 0 cux mnop. S 3anu-
ChIBaJla BCe-Bce-Bce (LIKOJIbHAS MPUBbBIUKA, IEPEOOPOTh KOTOPYIO 1 CMOIJIA, TOJIb-
KO KOTJla CTaja CIyIllaTh JICKIMH HE Ha CBOEM POAHOM s3bike). BrmocnencrBuum
KypChI C TakuM ke Ha3BaHueM Obutn y MeHa B MI'Y, PITY u CopGonne (momHro,
YTO KEJIAHUE YUYUThCS B [lapmikCkOM yHMBEpCUTETE NPULLIO KO MHE IIOCIE Oue-
penHoil nekiuu Bnagumupa AHapeeBHuYa, Ha KOTOPOW MbI NMPOXOJUIM BaraHTOB
(«Bo dpanitry3ckoii cTopoHe, Ha 4y>KOH TUTaHeTe...») U JIyKOB, KOMMEHTHUPYSI 3Ty
NECeHKY, CKasall, 4yTo OH, Oyayuu B Ilapuxe, yBuaen, 4yTo BCE 3alMCHIBAIOTCSA B
CopOoHHY U pemmi 3anucatbes Toxe). Te «mocnenyKoBCKHe» JEeKInU, 0€3yClIoB-
HO, OKA3aJIMCh TOPa3ao Oojee MIyOOKUMHU U «HAYYHBIMHIY, OCBEIIAIOIIMMH KPUTH-
yeckue paboThl M OubOIMorpaduu mo Kakaou mpodieMe, U, BO3MOXKHO, UX YHTAIIN
ropaszio 0ojiee KOMIETEHTHbIE MeaueBUCThI. W Bce ke nMeHHo Braaumupy AH-
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JpeeBudy s 00s13aHa TEM, UYTO YK€ Ha MEPBOM Kypce, Cllyllasi €ro CKa3ouHbIe HC-
TOPUM TPO CIUIIKOM MOJOJIOTO, CIUIIKOM CHUJIBHOTO MU CIMIIKOM MNPEKPACHOTO
KyxynuHa, npo yiajackyro koposieBy Meno, mpo MbSHbIX BaraHTOB U BIIFOOJIEHHBIX
TpyOaaypoB, MPO CTPACTHBIX phILAPEN KOposisi ApTypa U MHpPO LETOMYJIPEHHBIX
ciyxkurenent cesatoro ['paans, npo M3oneay u Tpucrtana, JIt000Bb KOTOPHIX OKa3a-
Jach CUJIbHEE CMEpTH, i BIIOOWIACH B ATy JUTEpATypy Tak, YTO pEIlnjia MUCaTh
JUIUIOM TOJIbKO Y JIykoBa 1 TosibKO o CpeTHUM BEeKaMm.

Hano cka3zaTth, 4TO MpUMEpHO Takoe *E€ MarHeTU4YEeCKOe BIIEYaTJICHHE OH
MPOU3BOAMII MPAKTHYECKU HAa BCEX MOMX COKYPCHUKOB, KOTOPbIE IMOTOJIOBHO BIIIO-
OunMch B JIeKTOpa U ero Jiekiuu. [IpaBna, oHu He MOILIM TaK J1ajeKo, Kak s, U He
MOyMaJIu JIeNIaTh U3 CKa3Ku Hay4YyHYy10 paboTy.

MHue ocTtaBanoch HaWTH TOJIBKO TeMy, 4TOObI 00pamoBaTh JlykoBa cBOMM
pelieHreM, 1 04eHb CKOpO TeMa Hanuiach. bbija BecHa, 3a OKHaMHU, KaK B XOpOIIen
anp0e, MeIu NTUIlBI, MBI TIOJIONUIN K KypTya3Hou Juteparype dOpanuuu, u, paccka-
3bpIBas 00 OJTHOM JI? TIepBOM (paHIly3ckoi mosTecchl Mapuu, Bragumup Anzape-
eBUY cKazall: «Bcs CyIHOCTh KypTya3HOU JTUTEPATYPHI YKE COJAEPIKUTCS B 3aBSI3KE
ITOTO JI3: puiyaps Jlaneans nonooun geroy.

Janpuie st ye He ciayliajla HU Ipo KOHIENIHUU KypTya3HOH JItoOBU U TEO-
pUM TeHe3uca JUPUKH TpyOaTypoB, HU Mpo (PAaHTACTHKY B PHILAPCKUX POMaHax,
HU TIPO KEJIBTCKOE BIUSHUE HA PAHHIOW (PPaHIy3CKYIO JIMTEPATYPY, — UMEHHO B
3TOT MOMEHT $ TIOHSJIa, O KOM U 0 4YeM OyAeT MOl TUTLIOM.

JIyKOB yIHMBHUTEIBHO yMeJN OOMIAThCA CO CTYACHTAaMH, CIYIIATh UX U YOexK-
natb. TOJIBPKO MEHS OH HE CMOI yOeIUTh B TOM, YTO S CIMIIKOM Majo 3Halo
OCTaJIbHBIX IpernojaBaTesiel, OCTaJbHbIC JUTEPATypbl U OCTajbHbIE Kademapsl,
YTOOBI Ha MEPBOM Kypce BhIOpaTh €ro B KauecTBe HayyHOro pykoBoautens. OH
COBETOBAJI MHE IOYWTATh, MOCIYIIATh HOBBIE Kypchl, moaymarb. OH coBeTOBaj
MHE TOJI0KaTh. boiee Toro, oH ckasai, 4To 4TOOBI 3aHMMATHCA CPEAHEBEKOBOU
bpaHITy3CcKOl JHUTEpaTypol, MHE HAJ0 H3y4aTh KaKOW-TO CTapo-(paHITy3CcKuit
A3bIK, HA KOTOPOM, OKa3bIBa€TCsl, ObUIM HAIIMCaHbI BCE TEKCThI, KOTOPBIMU 51 XOTe-
Ja 3aHUMAThCH.

Ha nerHue kaHMKYJIBI s yXOQWIa 3alyMUlBas U pa3ocajoBaHHas: CKJIaabl-
BaJIOCh BMEYATIEHUE, YTO C JeKuuAMH JIykoBa 3aKOHUMIIOCH BCE XOpoIlee, CKa-
304HOE€ U BoJIIEOHOE. Sl 4yTh HE IJIaKajga OT TOro, YTO LEJIBIX JIBa Mecsla He MpH-
Ny B JIEBATYIO ayAUTOPHUIO U YTO OOJIBIIE HUKOTAA HE YCIBIITY O TOM, KaK phILapb
JlanBanb nomo0Oun gero, 1 OHa OTBETHUIIA EMY TEM KE.

Ero nmocnenssist nexkuusa Obuta o Pabiie, 0 HapoIHON CMEXOBOM KyJIbType U
baxTuHe, ee OTKpbIBaTENE, Ub€ UMS YK€ BCIUIBIBAIO HA IIKOJBHBIX Ypokax mo Jlo-
CTOEBCKOMY M Ha BBOJIHBIX JIEKLIMSIX MO TEOPUU JIUTEPATYphl B IIEPBOM CEMECTPE,
HO C KOTOpPBIM IO-HACTOSIIEMY 3HAKOMUTBCS S Hayajda UMEHHO Oiaroaaps 3apy-
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oexHoil nuteparype. [locnennue nsaTh MUHYT ObUIA MPOJIODKUTEIHHOM OBaluei
Brnanumupy AHIpeeBU4y, MHE HE BEPUIIOCH, YTO BCE 3aKOHYMIIOCH, U MBI C MO-
JIPYKKOW peLniIf, YTO CHOBA OyJieM XOIUTh Ha €ro Kypc B HOBOM y4eOHOM roay
(Hazmo ckasaTh, YTO HA €ro JIEKIMSIX BCTPEYAIHUCh CTYAEHTBI Pa3HbIX KypCOB, CIIy-
HIAONINE UX MEPBBIi, BTOPOM, a HEKOTOpPbHIE U TPETUH pa3).

Ha cBoil mepBbIil YacTHBIN ypoOK MO (PpaHIly3cKOMY Sl MpHUILIA ¢ TOMUKOM
Mapuu ®paHily3cKOi, KOTOPBIM 3HAKOMBIE 3HAKOMBIX Npucianu MHe u3 Ilapuxka.
«BbI X0THTE YUuTh (PpaHIly3cKuil A Toro, yToObl unTarh nodreccy XII Bexa?»,
— HeZoyMeBal Moi nefaror. «Yurarts U IepeBOAUTHY, — YCIIOKauBalia s €ro.

Moum Hay4HBIM PYKOBOJHUTEJIEM OH TaK U He cTan. OH cTall ONIOHEHTOM. B
€ro OT3bIBE HAa MOW IUIIOM Obula (pa3a, KOTOPOH s OYEHb CTECHSIACH (YTO-TO
npo OecrpeneleHTHYI0 3a nocinenHue 50 get paboTy U Ip.), a NPUTIACUTh OMIIO-
HUPOBATh MO0 KaHIUAATCKYI0 Biaqumupa AnzipeeBnda s y>ke HE ycnena.

Ho s ycnena, He pa3 u He 1Ba, 3alTU B JACBATYIO ayJAUTOPUIO U PACCKA3aTh
CBOMM YK€ NEepBOKypcHHKaM 00 ABconuwu, Jlykose, Ilypumese u bprocose u o
TOM, KaK U Mo4yeMy pwiyaps Jlaneans nonobun ¢ero. Ilycts 3TOT nepuos Iauics
HE TaK JI0JIrO0.

U 3naere, Biagumup AHapeeBud, s BEAb TOJIBKO TENEPb, CUAS B HALMO-
HaIbHOUM (PpaHIry3ckoil OubnmoTeke 3a auccepranuend mo Mapuu DpaHITy3CKOH,
KOrJja y’k€ He MOory Hudero Bam ckasate m HU 0 4yeM ¢ Bamu mocoseroBarhCs,
HAYMHAI0 OCO3HABaTh U OOAYMBIBaTh TO, YTO Ha Bammx Jeknusx mpocro MmoHsia.
[TpaBna, npasna. [lonsna, HE YuTas MHOTOCTpaHUYHBIE (DOJIMAHTHI U HE CUIS HaJ
MaHyCKPUTITaMU, noHsna cunoi atodeu. Criacu6o Bam, Bnagumup ArnpeeBuy.

Hamanws /loneopyrkosa, HUY BILID, Paris IV Sorbonne

KomnexktuB MucTUTYyTa yHAAMEHTAIBHBIX M TMPUKIAJIHBIX HCCIIECIOBAHUN
MOCKOBCKOT'0 TYMaHUTApPHOT'O YHUBEPCUTETA C BEJIMKUM MPUCKOPOHEM COOOIaeT
0 KOHYMHE Ha 66-M rojy KU3HM IupeKkTopa L{eHTpa Teopun U UCTOPUM KYJIbTYPhI
WHCTUTYTa, PYKOBOJWTENS Hay4dyHO-00pa3oBaTeIbHOTO IIeHTpa «Te3aypyCHbIH
aHaJIu3 MUPOBOM KYJIbTYPbI», WiCHA PEJKOJUICTUH XypHana «3HaHue. [lonnmanue.
YMeHnue», Halllero copatHuka u Apyra Baanumupa AnnpeeBuya JIykona.

PoguBuiuce B onuH jaeHb ¢ OpaToMm-Oiu3HenomM Banepuem AnapeeBuuem
JIykoBBIM, OHU BCIO >KHU3Hb MPOIIA BMECTE — B HayKe, B 00pa30BaHUMU.

Bcero neckonbko aueit Hazan, 28 despans UDIIU MoclY u xypHan «3Ha-
Hue. [lonumanue. YMeHnue», KoTopsiM Biagumup AHIpeeBHY OTAAl MHOTO CHIIL,
OTMEUalu JeCATUIIETHE C MOMEHTa OCHOBaHMs. Haxonsich B TOT JIeHb B OOJIbHUIIE
Ha 00CJIeTOBaHWH, OH Tepeal BCEM HaM TOpsSYUi MPUBET U MO3IPABJICHUS C MEp-
BBIM I00MIJIEEM.
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Enie Buepa Mbl 3HaJK, 4TO CHOBA YCIBIIIIUM BCET/A KMU3HEPATOCTHBIN, XOTh
¥ HEMHOTO yCTasblid ronioc Baagumupa AnapeeBuda no teseoHy, MOJydrM dJIeK-
TPOHHBIE MUCHbMA 10 CaAMbIM Pa3HbIM BOIPOCAM — IO CTaThsIM, aBTOPaM, HAyUYHbIM
MIPOEKTaM, *JAaJIM, YTO OH CHOBA TMOSIBUTCS B UHCTUTYTE, MOAOaApUBasi HAC BCEX U
3apakasi ONTUMHU3MOM, YBJIEKasi HEBEPOSTHON pabOTOCIIOCOOHOCTHIO. ..

Brnagumupa AnapeeBud o0mIM Bce — JIIOOUIM 0€3yCIOBHO, UCKPEHHE,
MO-YEJIOBEUECKH — KaK MYJPOro HACTaBHUKA, HAJIGKHOTO Ipyra, MPEeKpPacHOTO
YeJIoBEeKa M HACTOAIIEr0 YYeHOro, ¢ KOTOPOro Opajid mpumep.

OH OBLJT CTONIIOM HAIlIET0 UHCTUTYTA, ONOPOM ISl BCEX Hac.

Bcio riyOuHy Haiiero ropsi, HaBepHOE€, MOXHO TepeaaTh ABYMS CIIOBAMM:
MBI OCUPOTEIIH. . .

Mp1 ipuHOCHM TtyOouaiiiue cobosie3HoBanus keHe TarbsiHe Hukonaesne,
JETSIM, pOIHBIM M Onn3kuM Bragumupa AHapeeBruya, HallMM KoJuieram Baneputo
Annpeesuuy, Ceprero BanepreBuuy, Hartanbe UropeBne JIyKoBBIM — OOBIION
cembe JIYKOBBIX.

H. B. 3axapos, Y. K. Jlamaoicaa, b. I'. FOoun, b. A. Pyuxun,
A. U. @ypcos, b. H. I'atioun, B. A. ['nesawesa,
0. . ’Kypasnes, E. C. 2Kypasnesa, B. U. Maocykun
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HUHA UBAHOBHA UIIYK-®AJTEEBA (1950-2014)

CrienuanucT 1Mo TeOpUH ApaMbl U TEOPUU JIUTEPATYPhl, TOKTOP (HUIOIOTH-
YeCKUX Hayk, npodeccop Kadeapbl TEOpUH IUTEpaTyphl TBEpCKOro rocyaap-
ctBeHHoro ynusepcurerta (TBIY).

B 1974 r. okonunna ¢umonorndeckuii pakyiabTeT MOCKOBCKOTO rocynap-
cTBeHHOro yHuBepcutera uM. M. B. Jlomonocoa (MI'Y). B 1980 r. noctynuna B
OYHYIO aCTUPAHTYPY MO Kadeape TeOpUu JIUTepaTyphl HUIOIOTHIECKOTO (HaKyITh-
tera MI'Y. B 1984 r. 3ammTuna kavauaaTckyro, a B 1996 r. — nokropckyro auc-
cepraumto. Pabotana B Ilemarormyeckom muctutyTte ropoaa Owm (Kuprusus), B
Y amypTtckom rocynapctseHHoM yHuBepcutete (Yal'V, r. Mxesck), npenojaBare-
JIEM PYCCKOTO f3blKa KaK MHOCTPAHHOTO B KaJMHMHCKOM NOJIUTEXHUYECKOM HH-
CTUTYTE.

ABtop Oonee 50 HayyHBIX paOOT, B TOM YHCIIE psiga MOHOrpaduii, yueOHo-
METOIMYECKHUX MMOCOOUIA MO Teopuu JurepaTypsbl. M3 ee pabot Hanbosiee N3BECTHBI
«HoatopctBo apamatypruu A. I1. UexoBa» (TBepb, 1991); « Tunonorus apamsl B
ucropudueckoM pazButun» (TBeps, 1993); «Ipama u o6psa» (Teeps, 2001); «3a-
pyoexnas nmutepatypa XX Beka. [locneBoennsiii nepuoa» (TBepb, 2001); «XKan-
poI pycckoii npamel. Y. 1» (TBeps, 2003).
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Brictynana B kauecTBe skcnepra nepegaun «MUrpa B 6ucep» M. Boiruna na
tenekanane «KynpTypa», mocBsiieHHON 00CYXJIEHHIO MOAMBI B Ipo3e Beneaukra
EpodeeBa «MockBa — IleTymikuy».

B nocnennue roapl udydyeHue LIEKCHUPOBCKOIO HACIEIUS CTAIO OJHUM U3
BAKHBIX HAIpPaBICHUM UccienoBaHui ydyeHoro: Huna VBaHOBHaA npuHUMana ak-
TUBHOE y4YacTH€ B MEXJyHapOJHBIX HaydHbIX KOHGepeHiusx «lllexcrnupoBckue
YTEHUs», TyOJIMKOBaJla cTaThu, Ob1a ueHoM [lekcnipoBcekoii komuccuu PAH.

VYuna u3z xu3nu 21 urons 2014 r.
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CBEAEHHUS Ob YYACTHHUKAX

Axumos Opnecm bopucosuu — xanauAaT GUIOIOrMYECKUX HAyK, AOLIEHT
Kadeapel 3apyOeKHONU JTUTEpAaTypbl U MEXKKYJIbTYpHOH KOMMYyHHKauuu Huxero-
POJICKOT0 rOCYIapCTBEHHOTO JIMHTBUCTHYECKOTO yHUBepcutera uM. H. A. JToOpo-
1t000Ba.

Axumosa Anna Cepeeesna — KaHIUIAT (UIOJOTMYECKUX HAYK, CTapLIUN
Hay4HbI coTpyaHUK MHCTUTYTa MUpOBO# uTeparypbl uM. A. M. I'oppkoro PAH.

Anexcees Cepeeti Bukmoposuu — JOKTOpP UCTOPUUYECKUX HAYK, Mmpodeccop,
3aBeAyromuii kadeapoi nctopud MOCKOBCKOTO T'yMaHUTAPHOTO YHUBEPCUTETA.

Apmemvesa Jlrwoomuna Cepeeesna — acnupanT Hukeropojackoro rocyaap-
ctBeHHoro yHupepcuteta um. H. U. JloGaueBckoro (HanmoHanbHBIN HccenoBa-
TEIbCKUNA YHUBEPCUTET).

Accati Muwens — noktopant YuuBepcurera [lapux IV Copbonna (dpan-
nusi) u Yausepcurtera llleddunna (Benukodbpuranus).

banawosa Jlaoa Cepeeesna — KaHAMAAT UCKYCCTBOBEICHUS, MPUTIIAIICH-
HBIM JIeKTOp (haKyJbTeTa TYMaHUTApHBIX HayK YHuBepcutera Jccekca (Bemmko-
OpuTaHus).

bapmowesuu Anexceii Baoumoeuu — AOKTOpP UCKYCCTBOBEIEHMUs, mpodec-
COp, 3aBEAYIOIINN CEKTOPOM COBPEMEHHOI0 MCKyccTBa 3arnana ['ocygapcTBeHHOro
MHCTUTYTa MUCKYCCTBO3HAHUS, 3aBEyIOIINI Kadeapoil ucropun 3apyOexHOro te-
atpa Poccuiickoro ynuBepcutera TearpaibHoro uckycctsa — [TMTUC, 3acmy-
JKeHHbIN Jnesrtens Hayku PO, mpencenarens IlIekcnMpOBCKOW KOMHUCCHHM IIPH
Hay4HOM coBeTe «lctopust MupoBoi KynbTyps» PAH.

bpymeuno Yunvam Kpagpm — noxrop HaykK, mpodeccop CIaBUCTUKH Y HU-
Bepcurera Tynelina (Hossiit Opniean, CIIA).

Bapnamosa Enena Anexcanopoéna — KaHmaunmar (PUIIOTOTHYECKUX HAYK,
JOTIeHT Kadeapsl poMaHCKOW ¢utonorun MHCTUTYTa PUIIOTIOTHN U )KYPHATHCTH-
k1 CapaToBCKOro rocy1apCTBEHHOI'O YHUBEPCUTETA.

Buwmnaxosa Examepuna — acniupanT MHCTUTyTa MUPOBOM JIMTEPATYPhI UM.
A. M. I'opskoro PAH (Mocksa).

Buvicoykas Hamanus Anexcanopoena — HOKTOpP (PUIIONIOTMYECKUX HAYK,
npodeccop, 3aBeayronas kageapoi TeoOpurd U UCTOPUU MUPOBOM JuTepatyphl Ku-
€BCKOI'0 HAlIMOHAJIBHOI'O JINHTBUCTUYECKOTO YHUBEpcUTETa (YKpanHa).

T'auoun bopuc Hukonaeeuuy — Kanaunat Gpuiaocockux HayK, 3aMECTHTEIb
nupektopa LlenTpa Teopun u uctopun KyiabTypbl MHCTUTYTa QyHIaMEHTAIBHBIX U
NPUKJIAJAHBIX HCClIeq0BaHUN MOCKOBCKOTO T'yMaHUTAPHOIO YHUBEPCUTETA.

Tuounu Mapus Kanouoa — mnipodeccop pycckoit autepaTypsl [lapmckoro
yHuBepcuteta (Uranus).
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Janununa FOnus Braoumuposna — crapiiuii Hay4dHbIil coTpyaauk Otaena
JEKOPAIIMOHHO-U300pa3UTENbHBIX MaTepuanoB ['0Cy1apCTBEHHOTIO LEHTPATIbHOIO
TeatpanbHoro myses um A. A. baxpymumna (Mocksa).

Eeookumos Anopeti Anopeesuu — xanauaaT (QUIOJIOTMYECKUX HAYK, Ipe-
nojaBartellb Kaenpsl UCTOPUU PYCCKOM JIUTEpaTyphbl (DPUIOIOTHYECKOro (HaKyJib-
TeTa MOCKOBCKOI0O rocy1apcTBEHHOI0o yHuBepcurera um. M. B. JIomoHoCOBa.

Kamrun /[mumputi Huxonaesuy — ROKTOp (DUIONOTMYECKUX HAYK, MPO-
dbeccop, 3aBenyronuii kageapoit neperoaa u nepeBoioBeaeHus [lenseHckoro roc-
YAApPCTBEHHOI'O TEXHOJOTHYECKOTO YHUBEPCUTETA.

Kenoapésa Anexcanopa Huxonaesna — nepeBoguuk (Mocksa).

Kykosea Onvea [epmanosna — KaHIUAAT WCTOPUYECKHX HAYK, CTapIIMN
npenojasarens Kadenpsl uctopun MOCKOBCKOTO TYMaHUTApHOTO YHHUBEPCHUTETA,
wieH Coro3a nucareneid Poccun u Coro3a xKypHanucToB MOCKBBI.

3axaposé Huxonaii Bnadumuposuu — xaHauaaT (QUIOIOTHYECKUX HAYK,
noktop dunocodhun (PhD), nupexrop LlenTpa Teopun u ucropuu KyabTypbl UH-
CTUTYTa (PYyH/IaMEHTAJIbHBIX U MPHUKIAJIHBIX UCCIIET0BaHU MOCKOBCKOTO r'yMaHU-
TapHOTO YHUBEPCUTETA, ACUCTBUTEIIBHBIN WiIeH MeXayHapOaHON aKaJIeMUU HayK,
y4yeHblld cekperapsb lllekcnupoBCckOM KOMHCCUUM IpU HaydHOM coBete «Mcropus
MUpPOBOH KynbTypsD» PAH.

3omoe Cepeeu Onecoéuuy — MarucTpant POCCHICKOTO rocyaapCTBEHHOIO
rymMaHuTapHoro ynusepcurera (MockBa).

3yoxoe Hukonaii Hukonaesuu — TIaBHBIM HAy4YHBIM COTpyIHUK Haydno-
HCCIIEIOBATENIbCKOM TPYIIIBI PEAKON KHUTM M KOJUICKUH Bcepoccuiickon rocy-
JTApCTBEHHOW OWMONMMOTEKH WHOCTpaHHOUW JuTeparypsl uMm. M. U. Pymomuno
(Mockaa).

Heawkun Cepeeit Hukonaesuuy — KaHAUAAT KyJIbTYpPOJIOTHUH, TJIABHBIN CIe-
nuamucT Jupekiuu oubdnuorek [IAO (Mockga).

Hcpanosa @apuoa Xabubosrna — xanauaat GPrIONOrHIecKuX HAYyK, TOIEHT
Kadeapel pycckoi JurepaTypsl JlarecTaHCKOro rocy/1apCTBEHHOIO YHUBEpPCUTETA
(Maxaukana).

Hwumbaesa 'anuna I'pucopvesna — NOKTOp (HUIOIOTUYECKUX HAYK, MPO-
dbeccop, npodeccop kadenpsl 3apyOeKHON JIUTEPATYPHI U XYT0KECTBEHHOU KYJIb-
Typbl balkupckoro rocyjapcTBeHHOro yuusepeurera (Yoa).

Kabanescrkas Apocnasa Anexcanoposna — KaHIUIAT UCKYCCTBOBEICHUS,
npenojaBarenb (My3blKOBel) Kadeapbl HMCTOPUM PYCCKOM MY3bIKH, MOMOIIHHMK
pektopa MOCKOBCKOM rocyaapCcTBEHHOW KoHcepBaTopun (YHHUBEPCUTETA) WM.
I1. K. YaiikoBcKoOro.

Kanawnukos Anexcandp Braoumuposuy — KaHAUAAT (DUIOIOTHUUECKUX
HayK, JOLEHT Kadeaphl aHTJIMHCKOTO sA3bIKa JJI TYMaHUTAPHBIX AUCHUILIUH Jle-
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napTaMeHTa MHOCTPAHHBIX SI3bIKOB HallmoHanbHOTO MCCIe10BaTEIBLCKOTO YHUBED-
cureTta «BpIcmias mkoja 3koHOMUKH» (MoCKBa).

Kuzuma Mapuna [Ipoxoghvesna — noKTOp (HUITOIOTUUYECKUX HAYK, podec-
cop kadeapbl MUPOBOM JTUTEPATYPhl U KYJIBTYpbl MOCKOBCKOTO IOCYAapCTBEHHOTO
MHCTUTYTA MEKIyHApOAHBIX OTHOIIEHUH (yHuBepcutera) MUJ[ Poccun.

Koesanes Buxmop Anexcanopoguuy — KaHAUJAT UCTOPUUECKUX HAYK, TIOLEHT
Cankr-IleTepOyprckoro ryMaHUTapHOTO YHUBEPCUTETA MPOGCOI030B.

Konmenésa Anocenuxa Baoumosna — acnupanT kadeapbl pyccKoil auTepa-
Typbl Quiojornyeckoro ¢akyiabrera Hkeropoiackoro rocyiapcTBEHHOIO yHH-
Bepcutera uM. H. W. Jlo6aueBckoro (HammoHanbHBIN HcceqoBaTeNbCKUN YHH-
BEPCUTET).

Kocenkosa Beponuxa (Huka) Anexcanopoeéna — TeaTpajbHBIH pexXHUCCED,
nejaror, pyKkoBoAuTeNb TeaTpayibHoM jaboparopuu «HUKNUHJIOM», 3aciyxeH-
HBII aesTens uckycctB PO (Mockga).

Kpyorckos I'pucopuii Muxaiinosuy — xanauaat GuiaoJIOri4ecKux HayK, JOK-
top ¢unocoduu (PhD), mpodeccop xadeapsl Teopun u nMpakTUKu rneperoaa Poc-
CUHCKOTO TOCYIapCTBEHHOTO ryMaHUTapHOro yHuBepcurera (MockBa), moaT, Ie-
PEBOIUYUK.

Kynomamosa Tamwvsana Bacunvesna — KaHIWAAT TNEIArOTHYECKUX HAYK,
Hay4HbIH cOoTpynaHuKk bubmumorekun Poccuiickoii akagemun Hayk (CaHKT-
[TerepOypr).

JIémun Bsauecnae Anexcanopoéuy — KaHAUAAT KyJIbTYPOJIOTHH, JOICHT Ka-
dbeappl OO0MMX TYMAaHWTAPHBIX HAyK W TEaTpOBEACHUS SIPOCIaBCKOTO Trocynap-
CTBEHHOT'0 T€aTPaJIbHOTO MHCTUTYTA.

Jlemynoecxas Hpuna Bukmoposna — KaHauaaT (UIOJIOTHYSCKUX HaYK,
JOTIEHT Kadeapbl HHOCTPAHHBIX SI3BIKOB MaTeMaTHUeCKUX (hakyabTeToB MHCTUTY-
Tta Quionorun KueBckoro HanmuoHanbHOro yHuBepcutera um. T. llleBueHko
(Ykpauna).

Jlucoeuu Huna Heanosna — xaHIuaaT GUIOJOTMYECKUX HAYK, JTOLEHT Ka-
denpsr dumocodum u KyabTyposioruu KazaHCKOTo rocy1apcTBEHHOTO YHUBEPCH-
Te€Ta KYyJbTYPbl U UCKYCCTB; JIOKTOPAaHT KadeIpbl UCTOPUU U TEOPHUHU KYJIbTYpPbI
(akynapTETa HCTOPUHU HCKyCcCTBA POCCHIICKOr0O rocy1apCTBEHHOTO TYMaHUTAPHOTO
YHUBEPCHUTETA.

Jlyxoe Banepuii Anopeesuuy — noxtop punocodckux Hayk, npodeccop, 3a-
CIIY’)KCHHBIM AesTenp Hayku P®, mpopekTop Mo HayyHOM M MCCIIENOBATEIbCKOU
pabore — nupektop MHcTUTYTa pyHAAMEHTAIbHBIX U MPUKIAIHBIX HCCIEI0Ba-
HUK MOCKOBCKOIO I'yMaHUTapHOI'O YHUBEPCUTETA, BULIE-TIPE3UIECHT PyCccKoi cek-
nuu Mexnynaponnoit akagemuu Hayk (IAS, MHcOpyk, ABcTpus).
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Wykoe Braoumup AHdpeeeuq‘ (1948-2014) — noxtop (UIOIOTrUUECKUX

HayK, npodeccop, 3acilyKeHHbIH esTens Hayku PO, akagemuk MexayHapoaHou
akagemuun Hayk (IAS, MucOpyk), MexayHapoaHoi akaJeMuud Hayk Menaroruye-
ckoro obpasoBanus, uneH lekcnupoBckoit komuccuu PAH, naypeat byHnunckoi
MIPEMUMU.

Jlobumosa Enena Anexcanopoéna — WCKYCCTBOBE/I, HE3aBUCUMBIN KypaTop
(Bupmxunusg, CILIA).

Maxapoe Bnaoumup Cepeeesuu — KaHAMAAT (PUIOIOTHYECKUX HAYK, JO-
IEeHT KadeIphbl TEOPUU U MPAKTUKH mepeBoaa MHCTUTyTa MEXIyHAPOAHBIX OTHO-
neHui, uctopuu u BoctokoBeneHus: Kazanckoro (IlpuBoinkckoro) dhenepaibHOTO
YHUBEPCHUTETA.

Maxypenkosa Ceemnana Anexcanoposna — NOKTOP (PUIOJOTUYECKUX HAYK,
npodeccop, uieH Coro3a nurepatopoB Poccuu (Mocksa).

Mapmupocan Anu, noxrop punocodpuun (PhD), lllekciupoBCckuii HHCTUTYT
YuuBepcutera bupmunrema (Benukoopuranus).

Macnennuxosa Eecenus Muxaiiiosna — KaHauaaT (PUIOJOTHYECKUX HAYK,
JOLIEHT Kadeapsl aHTTUHCKOTO sI3bIKa (paKyIbTeTa MHOCTPAHHBIX SI3BIKOB M MEX-
JTyHApOJAHOW KOMMYHHUKAIMU TBEPCKOTO rOCyAapCTBEHHOTO YHUBEPCUTETA.

Muxenaoze Hamanva 20yapooena — noKTOp (PUIIONOTHYECKUX HAYK, KaH-
TuaaT UCKYCCTBOBeAeHUs, mpodeccop kadeapbl 3apyOeKHOW KYPHATUCTUKUA U
JUTEPATyphl (PakyIbTeTa KYPHATUCTUKHM MOCKOBCKOTO TOCYAapCTBEHHOIO YHH-
Bepcutera um. M. B. JlIomoHOCOBaA.

Munumapée Anexcandp FOpvesuu — npodeccop MHCTUTYTa BOCTOUYHBIX
KyJbTYp U aHTUYHOCTH POCCHIICKOT0O rocyaapCTBEHHOIO TYMaHUTAPHOTO YHUBEP-
cutera (Mockaa).

Mycsux Bukmopus Anexkcanopoéna — KaHAWAAT (UIOJIOTHUECKHX HAYK,
MCTOPUK KYJIbTYPbI U UICKYCCTBa, apT-KpUTUK (MOCKBa).

Huxona Mapuna Heanosna — nokTop (UIONIOTHYECKUX HAyK, Ipodeccop
Kadeapbl BCEeMUPHON TUTEPATYphl MOCKOBCKOTO MEIarornyecKoro rocy1apCcTBEH-
HOT'O YHUBEPCUTETA.

O’bpatien Pobepm — noxrop ¢unocoduu (PhD), 1okTop ropucnpyaeHINN
(JD), npenonaBan B Y3CaMaHCKOM KoJuiemke 3anaaHoi Bupmkunuu B r. bakxaH-
HOH. B Hacrosimee Bpems paboTaeT HaJ MIEKCITUPOBCKON AUCKOrpadrei.

Opauyxuii FOputi bopucosuy — nOKTOp (PUIOTOTUYECKUX HAYK, TIIABHBIN
penaktop uHdOpMalMOHHOTO u3aHus «BecTHuk rymanutapuoi Hayku» Poccuii-
CKOT'0 TOCYAapCTBEHHOTO0 T'yMaHUTapHOro ynusepcutera (Mocksa).

Ocenv Banenmun (Ilocopenos Barenmun @edoposuu) — KaHAUAAT PUBHKO-
MaTeMaTUYECKUX HayK, YUEHBIN cekpeTtapb HaydHO-mpOoU3BOACTBEHHOTO 00bEaU-
HeHus «Oecckuii OMOTEXHOIOTUYECKUN HHCTUTYTY», 03T (YKpauHa).
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llanos Cepeeii Braoumuposuy — kaHaugaT (QuiocoPCKUX HayK, JOLECHT
HannoHanbHOro HMCCnen0BaTebCKOTO TEXHOJOTUUECKOTro yHuBepcuteta «MMU-
CuC» (Mocksa).

llepsywuna Enena Anexcanoposna — AOKTOP (QPUIOIOTHYECKUX HAYK, IIPO-
dbeccop Kadeapsl pycCKOro si3blka Kak MHOCTpaHHOro JlaibHeBOCTOUHOTO (hene-
panpHOTO yHUBEpcuTeTa (BiaaguBocTok).

llewkos Heopy Banemmunosuuy — xaHauaaT (UIOJOTMYECKUX HAYK, TEK-
croJior, nepeBoaurk (Mockgsa).

IInomuukose Koncmaumun HMeanouy — aciipaHT, HAYYHbBIA COTPYAHUK OT-
nena pykomnuceit Muctutyta mupoBoi nuteparypbl uM. A. M. I'oppkoro PAH
(Mockaa).

Ilonomapésa Jlapuca I pucopvesna — Kanauaat (UIOJIOTHYSCKUX HAYK,
pykoBoauTenb oTaena «LIeHTp KHMKHBIX MaMATHUKOB» OMCKOM TroCcy1apCTBEHHOM
obOnacTHoM Hay4yHOM Oubmunoreku uMm. A. C. [lymkuHa.

IIpo3zoposa Haoeoxcoa Hseanosna — xaHauaat (UIOJIOTHYSCKUX HAYK, JO-
1eHT, npodeccop kKadeaps! turepaTypbl KamyKCkoro rocy1apcTBEHHOTO YHUBEP-
cureta uM. K. 3. [{lnonkoBckoro.

Pazymosckaa Oxcana Bacunveena — KaHauaaT (UIOJIOTMYECKUX HAYK,
CTapIIUi MpernojiaBaresib KaQeapbl pycCKON U 3apy0eHOM TuTepaTypsl (PUiIoiI0-
rudeckoro ¢akyiabTeTa Poccuiickoro yHuBepcurera pysk0bl HapoaoB (MockBa).

Poecamun Braoumup Anamonvesuuy — KaHAUAAT NEJArorM4ecKuX HayK, J0-
IEHT Kadeapsl TUHTBUCTUKA U MEXKYJIbTYpHON KOMMYHHKanuu MHCTUTYyTa HHO-
CTPaHHBIX  SI3bIKOB  PS3aHCKOro  rocyIapCTBEHHOI'O  YHHUBEPCHUTETA  UM.
C. A. Ecenuna.

Psabosa Anna Anamonvesna — KaHAUAAT (DUIOIOTHYECKUX HAYK, TOTEHT
kadenpsl mepeBoa u nepeBooBeeHNs [[eH3eHCKOro ToCyJapCTBEHHOTO TEXHO-
JIOTUYECKOTO YHUBEPCUTETA.

Panonosea Banemmuna Anexcanoposna — HOKTOpP HCKYCCTBOBEICHMS, Be-
YU Hay4HBIH coTpyaHUK CeKTopa COBPEMEHHOI0 3amagHoro uckyccraa ['ocy-
JApCTBEHHOI0 MHCTUTYTA UCKycCcTBO3HAHMS (MoOcCKBa).

Cacpaman Awom Apucmaxecoéuy — TOIT-IIEPEBONUNK, JIUTEPATyPOBEN
(Mockaa).
Cedvix Onuna Braoumuposna — ROKTOp (UIOIOTUYECKUX HAYK, JOLEHT

Kadenpel aHMHICKOTO s13bIKa U nepeBoga Cankr-IlerepOyprckoro rocyiapcTBeH-
HOT'O SKOHOMHMYECKOT'O YHUBEPCUTETA.

Cetimyp Kacmun — npenonaBatenb XapTHOpICKOTO PETHOHATBLHOTO KOJ-
nemxa YHuBepcurera XapTopammpa, He3aBUCUMBII KypHAIUCT, TeaTpoBen (Be-
JUKOOpUTAHUSA).
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Cenumpuna Tamapa Jlb6oena — NOKTOpP (HUIOJIIOIMUYECKUX HayK, npodec-
cop, npodeccop kKadeapbl pOMaHO-TEPMAHCKOTO SI3bIKO3HAHMS U 3apyOEeKHOM JIK-
TepaTypbl Balkupckoro rocyaapCcTBEHHOTO MEIarorMuecKoro YHUBEPCUTETA WM.
M. Axmymiel (Yda).

Ceménos Bnaoucnas Anexcamoposuu — acnipaHT ¢uionoruyeckoro da-
KyJbTeTa TBEPCKOTO roCy1apCTBEHHOTO YHUBEPCUTETA.

Cmupenckuti Baoum bopucosuy — ctapimiidi HaydHbId cOTpyaHUK WHCTH-
TyTa Hay4yHod wuHpopmanuu 1o obmecrBeHHbIM Haykam (MHWOH) PAH
(Mockaa).

Cmenansn Kapen Awomosuu — HOKTOp (DUIOIOTUYECKUX HAyK, BHIIE-
npe3uneHT Poccuiickoro obmiectBa JJoCTOEBCKOro, 3aBEYIOMIUNA OT/IEJIOM KPUTHU-
KM KypHana «3Hams» (MockBa).

Temxuna 'anuna Mameeesna — y4YUTENb AHTJIMKWCKOTO SI3bIKA W AHTJIWN-
ckoit ureparypsl ['umuazum Ne 24 (Kamyra).

Tuxomupos Bopuc Hukxonaesuu — TOKTOP (PUIOJIOTHYECKUX HAyK, MPE3H-
neHT Poccuiickoro obmectBa J[0CTOEBCKOTO, 3aMECTUTENb TUPEKTOPpA TI0 HAYYHOU
pabote JluteparypHo-memopuanbHoro myses @. M. JloctoeBckoro (Cankr-Ilerep-
Oypr).

Tocynoe Heopv Anexceesuu — NOKTOp MEIUIMHCKHX HAayK, OLUEHT, MPO-
deccop kabenpsl MeHeKMEeHTa Biragumupckoro ¢unuana Poccuiickoii akageMun
HApOJHOTO XO3SMCTBA U TOCYAapCTBEHHOU ciy>KObI Tipu [Ipe3unente Poccutickoi
denepanuu, WIEH-KOPPECTOHACHT POCCUICKON aKaJleMUN €CTECTBEHHBIX HAYK.

Tpabyxku Pooonvgho — Beintyckauk [lapmckoro yauBepcutera (MUramus).

Tpuseou I[lynam — noxrop ¢unocoduu (PhD), nonient Yuupepcurera enun
(Uuaus).

Typman Kpuc — noxrop ¢unocoduu (PhD), moreHT kadeapsl aHTIUHCKOM
nuTepaTyphl YHUBepcuTeta Butarepcpanna (Moxanuecoypr, FOAP).

Vwakosa Anexcanopa Huxonaeéna — KaHAunaT (QUIOIOTMYECKUX HayK,
Jo1eHT Kadeapbl MaCCOBBIX KOMMYyHUKanuii Hrkeroposackoro ¢unuana YHuBep-
cuteta Poccuiickoil akagemun oOpa3oBaHHsL.

@noposa Banepus Cepeeesna — xanauaatr Gpuinocockux HaykK, JOIEHT Ka-
dbenpsl ucropuu, Gunocopuu U KyJabTypoJorud MoCKOBCKOTO TOCYJapCTBEHHOTO
rymMaHuTapHoro ynusepcurera uM. M. A. [llonoxosa.

Xopcyn Hpuna Anexcanoposna — acnupanT Kadeapbl OenopyccKon
autepaTypbl ['omenbCkoro rocygapcTBEHHOro yHuBepcutera uMm. @. CKOpUHBI
(benapych).

Yebomapes Ilemp ['ennadvesuy — KaHIUIAT TEAArOTHYECKUX HAYK, J10-

HEHT Kadeapbl HEeMEUKOro si3blka MOCKOBCKOIO TOCYIapCTBEHHOIO HMHCTHUTYTa
MEXIyHapoIHbIX oTHOIIeHu (YHuBepcutera) MU/ Poccun.
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Yekanos Hean Heanosuu — nokTop (UIONIOTHYECKUX HaAyK, Mpodec-
cop Cankr-IleTepOyprckoro rocyJapcCTBEHHOTO YHUBEPCHUTETA.

Yepnozemosa Enena Hukonaesna — JNOKTOP (PUIOJOTHMYECKUX HAYK, MPO-
deccop xadenpsl BceMUpHOU nuTepaTypbl MOCKOBCKOTO MEAaroruyeckoro rocy-
JIAPCTBEHHOTO YHUBEPCUTETA, NPE3UICHT POCCUHCKONW acconualvu H3y4YEHUs
npo0JieM aHTJTUCTUKH.

Yynuc Upuna Eecenvesna — NOKTOP (PU3UKO-MATEMATHUYECKUX HAYK, YJIEH
Coro3a nucareneit Poccuun (XapbkoB, YkpanHa).

Ulanunckas Examepuna Hukonaeéna — nokTop Gumocopckux HayK, Mpo-
deccop, 3aMecTUTENh PYKOBOJIUTENS dKCHepTHO-aHanuTuyeckoro Llentpa passu-
THSL 00pa30BaTENbHBIX CUCTEM B cdepe KylabTypbl MHCTUTYTA KyJIBTYpPHOTO U NIPH-
poanoro Hacieaus uM. [1. C. JluxaueBa (Mockga).

lllesuenxo Braoumup Dedoposuy — GUIONOT, PENaKTOp, H3AATEIb
(Mockaa).
Hlununosa Hamanusa Bumanvesna — XaHAuAaT (QUIOJOTHUYECKUX HAYK,

cTapiuii mpernogaBaTenb kadeapsl repmanckoi ¢unonoruu [IpaBocnaBaoro Casi-
TO-TUXOHOBCKOTO T'YMaHUTApHOTO yHUBepcuTeTa (MOCKBa).

Ulycmunosa Tamvsina Anmonosna — acnvpanT MOCKOBCKOIo rocyaap-
CTBEHHOI0 YHUBepcuTera uMm. M. B. JlIomoHOCOBa.

FOpves Amnopeii Anexceeeuu — KaHIUIAT HUCKYCCTBOBEACHHS, MPOQeccop
kadenpsl 3apybexxnoro uckyccrBa Cankt-IleTrepOyprckoit rocyjapcTBeHHOM aka-
JEMHUH TeaTpaIbHOTO UCKYCCTBA.

Aroenesa I'anuna Buxmoposna — ¥aHmunmatr (UIOJIOTHYECKUX HAyK, JIO-
IIEHT KadeIphl aHTIUHCKOTO S3bIKa IS OOIIECTBOBEIUCCKUX (haKyJIbTETOB (PHIIO-
aorudeckoro (axymnprera Cankt-IleTepOyprckoro rocyapcTBEHHOTO YHHBEPCH-
TeTa.

Axywkuna Tamvsna Bukmopoeéna — MOKTOpP (PUIOIOTHYECKUX HAYK, MPO-
deccop xadenpsl aHTITUHACKOTO S3bIKA U JTUTEPATYPHI [ 0OCYIapCTBEHHOM TTOJISIPHOM
akanemuu (Cankt-IletepOypr).

Apynnuna [yzens Axmamosna — KaHIUIAT UCKYCCTBOBEJCHMS, CTapUIU
npenojaBarenb Kadeapsl UCTOPUA MY3bIKA Y GUMCKOW TOCyAapCTBEHHOW akaje-
MHH UCKyCCTB M. 3. Mcmarniosa.
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