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MartepuaJjibl MeKIyHAPOAHBIX KOH(epeHI
B COCTaBe OAMHHAALATOr0 BBIIYyCKA *KypHaJia

OCHOBHOE COJIEpAHHUE 3TOTO BBITYCKA HAYYHO-IPOCBETUTENBCKOTO H3-
naHust «nuctosia. OUIOJOrMYecKUil KypHam» COCTAaBWIM MaTepualibl HOBa-
TOPCKUX IO CBOEW HAyYHOW HANPaBICHHOCTH MEXIYHAPOJHBIX HAYYHBIX KOH-
dbepennnii, opranuzoBaHHbIX B 2025-2026 rr. HaydHO-HCCIIEIOBATEIHCKON
naboparopueit «DyHIaMEHTAIbHbIE W MPUKIATHBIE UCCICIOBAHUSI ACIIEKTOB
KynbTypHOM unentudukanuny (HIJTY, Huxunit HoBropon). merorcest B Bugy
oHatH-KoH(pepeHtus «I103TeI-0ap/ibl B KOHTEKCTE KyIbTypbhl XX—XXI BB.»
(2025 u 2026 rr.) 1 KOH(pEpEeHIUsT cMeNIaHHOTO (popmaTa «AHTIIMNCKas JIUTE-
paTypa 3I0XU POMAaHTU3Ma: PETPOCIEKTUBBI U nepcnekTuBb» (2025 r., opra-
Hu30BaHa npu noaaepxkke KWMMJIM PAH, JluteparypHOro HWHCTUTYTa
uM. ['oppkoro u Poccuiickoro 6aiipoHoBckoro oOuiectsa). Hayuneie meporpu-
ATHSI, UMEIOIINE MCXOAHBIMU TOUYKAMU SIBJICHUS PYCCKOM (B citydae ¢ «0apoB-
CKOM» KOH(epeHUrel) U aHMIMICKON (B ciaydyae KOH(PEpEHIUU «pOMaHTUYe-
CKOI») JnuTepaTyp, 0ObEAMHEHBI HAIIEICHHOCThIO Ha OOCYXXJIEHHE BOIPOCOB
pEeLENIUU COUUATBHO-UCTOPUYECKOTO KOHTEKCTAa W JINTEPATYPHBIX TEKCTOB
MUPOBOU KYJIbTYPhl BHYTPU U3YUa€MOTO SIBJICHUS, C OJTHOM CTOPOHBI, U PEIEII-
MY B MUPOBOM KYJIbTYp€ BBIJIEICHHOTO ()eHOMEHA, C IPYTOH.

Ha «OapmoBckoi» oHmaiH-KOH(EpEeHINH, cocTosiBiieics 7-8 deBpans
2026 r., ObUTM TIPEJCTABIICHBI JOKJAIbl CHEIUAIMCTOB B OOJACTU HCTOPUU
Y TIO3THKHW 0apAOBCKOM MecHH, BKiItouas BeicTyrieHue A. E. KpeutoBa — 00 uc-
TOpUM co3/aHusi U ObiToBaHUS mecHU «Mapps IlerpoBHa uaer 3a cenenou-
Koi...», K.B. lymieHko — 00 HUCTOYHHMKAx «OelorBapAeCKUX» POMAaHCOB
«Cunee Heb0 Poccum» (Bepcusi 1O. bopucosa) u «MHacTuTyTKa» (pemepryap
B. Bricorkoro) u B. I1. U30T0oBa — 00 snurpadax u3 TekctoB Bricoikoro B co-
BPEMEHHBIX POMaHaX, HAIMMCAHHBIX B JKaHPE aJIbTEpHATUBHOW HcTopun. Mare-
pHUaibl ATUX AOKJIAI0OB TOCITYKWJIM OCHOBOM JJIsl CTaTel U COOOIICHHM, myOIn-
KYEMBIX B 3TOM BBINTYCKE JKypHaJa.

Ha xonbepeHninu, mocBsAIIEHHON aHTIMICKON IUTepaType AMOXHU POMaH-
tu3Ma (cocrosiachk 18—19 nexadps 2025 r.), mpo3ByUainn JOKJIaabl OoJiee yeM
40 uccnenosareneit u3z 6 crpan (Poccus, BenukoOpurtanus, benapycs, CILIA,
Amxup, Azepbaiimkan). Ha mimenapHom 3acemanuu ObUTA TPEICTABIICHBI 3HA-
YUMBbIE PE3yJIbTaThl MCCIICAOBAaHUN 3apyOeKHBIX YUEHBIX: B TOM uucie, Ma-
konma Kencamna — o pomane Jxeiin OctuH «MbdHCPMII-TapK» U KpUTHYE-
CKOM M300p&KCHHMH B HEM AaHTJIMKACKOTO  COIUAIBHO-TIOJIMTHYECKOTO
YCTPOMCTBA KaK HECNPABEIMBON BHEIIHEH CUCTEMBI, BEAYIIEH K UCKAKCHUSIM
TyXoBHOro mopsaka; Xaau barau-AoOuyiie — o Bo3aeicTBUU «[ MUMHOB HHAY-
UCTCKUM Oo’kecTBam» YuibsiMa J[’KOHCa Ha MO3TUKY M MJEHHOE COAepKaHue

~7~



JMCTONA. QANQAOTYSECKIA | 90HAN. 028 TOM 6. BANSCH 11

ctuxorBopenuid Konpumxka («Yubaue: ona») u Il b. e («I'uMH uHTEN-
JEeKTyaJlbHOW KpacoTe»); [[»onatana ['pocca — o peneniuu 0aiipoOHOBCKOTO
«Maszenb» B €BpOINEUCKON U PyCCKON KYJIbTypax B acleKTe TeM CBOOOJbI, BO-
JIM ¥ CTpacTu B oOpa3ax Ma3zemnbl U MYaIIero €ro KOHs.

Ha cexknMoHHBIX 3aceqaHusiX MpO3ByYall psAJl COJIEPKATENbHBIX BBICTYILIE-
HUM, BKIItOYast coodiienne O. M. YiakoBoi — 0 PUIBIIIMHCKOM paKypce XyJ10-
KECTBEHHOU peduiekcun B modMme Jiopnaa baiipona «llamomuuuectBo Yaimna-
I"aposbia» 1 prCyHKAX aHTIIMKUCKOTO XyIOXKHUKA DaBapaa loasenna u ero ura-
absiHcKkoro kosiern Cumona Ilomapau; A. WM. TokmuHONW — 00 aKycTHYECKOU
oOpasnoctu coHeroB k. Kurca B acmekTe mepeco3iaHusi COOTBETCTBYIOIIUX
HIEKCITUPOBCKUX O0pa3oB M NEPEOCMBICICHUS] PEHECCAHCHBIX MPEACTABICHUN
ocnoBe u momuanuu; A.W. JlyueBoii — o peuenumu pacckaza M. Hlemnn
«CMepTHBI OECCMEpPTHBIN B MPOU3BEICHUAX HAYYHOW (pAaHTACTHKHU TaK Ha3bl-
BAEMOMN «HOBOU BOJHBIY; I1. fI. dpeitmaH — 0 BIUMAHUM POMAHTUYECKOU TPAIU-
umu Ha no3tuky C. KomnuH3, aBTOopa Npou3BeAeHU il AETEN U MOAPOCTKOB,
W3BECTHOM 110 CepUM aHTUYTOMMYECKHX poMaHoB The Hunger Games.

[IpeacraBieHHble B 3TOM BBINYCKE «IDMHUCTOJBD CTaTbU M COOOIICHUS,
MOCBSIIICHHbIE ACIIEKTaM MUCTOPUU M MOATUKU 3apyOeHOU TUTEpaTypbl, OCHO-
BaHbl (32 uckioueHueM coobuieHust O. @eHbe) Ha MaTepuanax yHOMSHYTBIX
BBIIIE BBICTYILJICHUM.

[TpakTka MpOBEAEHUS CHEUATBHBIX KOH(EPEHIMM, MOCBAIIEHHBIX OT-
JEJIbHOMY SIBJIEHUIO B HICTOPUHM MUPOBOM JIMTEPATyphl, OKa3aia, 4To 00beAUHE-
HUE YCUJIMI CHEeLMaIMCTOB B OJJHOW MM CMEXHBIX 00JIACTSX JIMTEpaTypoBeaUE-
CKOTO, TYMAHUTAPHOTO 3HAHMS, BEJAET K MHTEHCU(UKALIMHU UCCIIEI0BATENbCKOM
JESTeIbHOCTH U 0oJiee TITyOOKOMY M Pa3HOCTOPOHHEMY M3YUYEHHIO BbIICIEHHOTO
dbenomena. Pemakius « OmUCTONIB) CBOCH ONvKaWIeld 1ebl0 CTaBUT, TIOMHUMO
nyOJUKalUd MaTepuanioB MEXIyHapOIHbIX KOH(pepeHui (IPOBOJUMBIX Hay4-
HO-MCCTIEI0OBATENLCKON Jaboparopueit «DyHaaMeHTAIbHBIE U TIPUKIIAIHBIC HC-
CIIEZIOBAHHUS aCIEKTOB KYyJbTYpHOW HAECHTU(UKALUNY), MOATOTOBKY U U3JaHUE
KOJUIEKTUBHBIX MOHOTpaduil. B HUX MpeAnoiaokuTenbHO OyAyT cCOOpaHbl JTyd-
M€ CTaThH, OMYOJMKOBAHHbBIE B «DMHCTOJIE» 3a HECKOJBKO JIET MPOBEIACHMUS
0003HAYEHHBIX HAYYHBIX MEPOMPUSITHIA.

OcraeTcsi moenaTh OpraHM3oBaHHBIM Ha 1iaTdopme Hukeropockoro
roCyJapCTBEHHOTO JIMHIBUCTHYECKOTO yHUBepcutera uMm. H. A. JIo6pomro6oBa
MEXIYHApOJAHBIM HAyYHbIM KOH(pEpEeHIUsIM MO «O0apJOBCKON» MO33UU U aH-
TJIMICKOW JTUTEPATYPE SMOXU POMAHTU3MA JOITHX JIET IUNIOJOTBOPHBIX JUCKYC-
CUM U 3HAYUMBIX PE3YyJIbTATOB B BHUJIE LUKJIOB CTATEN W KOJUICKTUBHBIX U aB-
TOPCKUX MOHOTpadul.

C. b. Koponesa,
2/IABHBLU PeOaKmop HCypHala
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POMAHC «CHHEE HEBO POCCHUMN»:
OT COBETCKOHM ONEPETTHI 10 BAPJJOBCKOI NECHU

K. B. lymenko
MHUOH PAH
kdushenko@nln.ru

«CuHnee He60 Poccum» — olMH U3 paHHUX IPUMEPOB COBETCKOIO «OenorBapaeiickoro» po-
MaHca. B crarbe paccMaTpuBaroTCs TpU Mojyca ero ObitoBaHus: 1) omeperounsiii Homep (1967);
2) smurpantckuii mancon (1981); 3) aBropckas necus mox rutapy (1980-¢). B kayectBe HOMepa U3
oneperThl TuxoHa XpeHHUKOBa «benas HOUb» ATO MPOAYKT OPUIMATIBHON COBETCKOM KYIbTYpBI.
B smurpantckom ans6ome Muxaumna ['ylbKo poMaHC TepsieT aBTOPCTBO U CTAHOBHUTCS YacCTbIO He-
ounmanbHO MaccoBOW KyJIbTYpHI, a 3aT€M, C JBYMs J0OABICHHBIMH KYyIUIETaAMU, — aBTOPCKOU
necHel NOoIyNoANoIbHOr0 JJeHUHrpajackoro 6apaa FOpus bopucosa.

Knrwoueswie cnosa: «6enorsapaetickuii» pomanc, 0. A. Bopucos, M. A. I'yneko, T. H. Xpen-
HUKOB, E. E. [llaryHOBCKMIA.

The Romance The Blue Sky of Russia: from Soviet Operetta to Author’s Song

Konstantin V. Dushenko
Russian Academy of Sciences
kdushenko@nln.ru

The Blue Sky of Russia is one of the early examples of the Soviet “White Guard romance.”
The article examines three modes of its existence: 1) an operetta number; 2) an émigré chanson;
3) an author’s song. As an number from Tikhon Khrennikov’s operetta “White Night”, it is a prod-
uct of official Soviet culture. On Mikhail Gulko’s émigré album, the romance loses its authorship
and becomes part of unofficial culture, and later — with two added verses — turns into an original
song by a semi-underground Leningrad bard Yuri Borisov.

Keywords: “White Guard romance,” Yu. A. Borisov, M. A. Gulko, T.N. Khrennikov,
E. E. Shatunovsky.

«benoreapaeiickmii» pomMaHC Kak (PEHOMEH COBETCKOW KYJBTYPHI IIO-
SIBUJICSL B TIOCJIECTATMHCKYO 310XYy. [lepBbIit Oap1oBCKU UK «OeorBapaei-
ckux» 1neced coznan jgeHunrpazaen KOpuit bopucos (1944—-1990). O6bIuHO ero
necHu ucnonHsur Banepuii AradoHoB, HO BopucoB oueHb HEIMIOXO0 MeN U caMm.
JIronmmia MenniukoBa, Onu3kas 3Hakomas bopucoBa, ero JroOMMON MecHen
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Ha3Bala «AX Tbel, cmHee Hebo Poccumy»: «oH Bcerna ee men» [22, c. 64]. Tekcr
Bepcuu 1O. bopucoBa u3 mectu KyrieroB npuseaeH B [Ipuinoxennu 4.

bopucoB 1ien nog rutapy, B CTUIMCTUKE 3ayIIEBHON aBTOPCKOW MECHM.
[lepen ucrnoaHEHUEM OH MOSICHAET: «JTa MECHS MHE OYEHb NOHPABUIACH, HO
OHa Takas KOPOTEHbKas MOJIyYHJIACh, YTO MHE MIPHUILIOCH €€ JOTIOTHUTEY [24].
bopucoB nonucan aBa MOCIEIHUX KYIUIETa, OCTaJIbHbIE B3SIThl C MAarHUTOAJb-
6oma Muxauna ['ynbko.

M. I'ynbko (p. 1931) B xonue 1970-X IT. pyKOBOJIUI OPKECTPOM B MOC-
KOBCKOM pectopane «Pycanka» B Kapetnom psay. B 1980 r. on smurpupoBan
B CIIIA, BbICTynan B HbIO-HOPKCKUX pecTopaHax, a B 1981 r. 3anucan B Heto-
Hopke GonblTyIo IIacTHHKY 1101 HazBanueM «CrHee HeGo Poccuny». B ans6om
BOLUIM TIECHU TIOPEMHbIEC, JIarepHble M, TaK CKa3aTh, OeJIOorBapAeiicKo-
SMUTPAHTCKUE. B ponu mpojrocepa M apaHXUPOBIIMKA BHICTyNUI Muxaui
MydyTunckuit. Ha konBepte miacTuHku ['yabko M300pakeH B OMEPETOYHOM
«OenorBaperckoin» hopme Ha GpoHE pyccKoii iepkBu [1].

Cruiib ucnionHeHus ['yIbKO MOXKHO Ha3BaTh PECTOPAHHO-IIAHCOHHBIM,
C COOTBETCTBYIOIIUM, XOTSI M HE 4pe3MepHbIM HaapbiBoM. Kak BcrmomMuHal
ydyTuHCKM, «BO BpeMsl MPOCIYIIMBAHUS 3arjiaBHON NECHU Mbl OOHSIIMCH
W TUTakaim B ctyaumy» [12, ¢. 150].

Cornacno coobmenuto B Pynere, necato nogapwi ['yneko B 1980 1. pa-
00THHK TeaTpa «PoMdIH» ¢ MPOCKOOIl UCTIOTHUTD €€ «3a Oyrpom» [11].

B 1982 r. mnactuHKa BbIIIA B BUJIE€ MarHUTOAIbOOMa. ITOT aabr00M I0-
JY4YHJI IUPOKOE pACHpPOCTPAHEHUE U B cpenie amurpaiuu, u B Coserckom Cotro-
3e, a nmpo3ByyaBlas B HeM Bepcusi «Cunero Heba Poccum» crama oCHOBHOM
(cm. [Ipunoxenue 3).

* k%

ABTOpPCTBO pOMaHca MPOYHO 3a0bITO, XOTS JICKUT OHO HAa CaMOM BHY.
D10 HOMEp u3 omneperTbl TuxoHa XpeHHUKOBa «benas HOYb», COYMHEHHOU
K 50-nmeturo OkTs0pbCKOH peBomonuu. [Ipembepa cocrosiack B MOCKOBCKOM
Tearpe oneperthl 1 HosiOpst 1967 T.

Jlubperro narmmcan Errenmii IllarynoBckmii (1907-2002). Kaxercs,
€IMHCTBEHHOE, YTO ObUIO Ha CIyXy Yy COBETCKOTO CIYyIIATeNsl U3 €ro TBOpue-
cTBa, — 3T0 apusi Yanutsl u3 onepertsl Mumotuna «llouenyit Hanute» (1957),
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na emie necHs «Kmy mo0Bu» u3 oneperthl XpeHHuKoBa «CTo yepTel U ojHa
neBymkay (1963). OTu Homepa HepeaKO 3ByHaId IO PAJIHO.

HenctBue onepertsl «benas HOUb» mpoucxoauT B Ilerporpane ¢ KoHna
1916 r. mo okTs6ph 1917-r0. C mecHAMH U TaHIIAMH MTOKA3bIBATNCH: YOUMCTBO
Pacnytuna, ®@eBpanbckast 1 OKTAOpbCKask peBOJOLMS.

Mecro nerictBusa 9-i, peanocieIHEW KapTUHBI ONEPETTHI — apTUCTUYE-
ckoe kade «bpoasuas cobaka» B kaHyH OKTsOpbckoro mnepeBopora. Konde-
pPaHChe TOBOPHUT YTO-TO MATPUOTUUECKOE O «3emJie pycckoiy. [IbsHbIN oduiiep
B OTBET BBIKpUKHUBACT: «Hukakon 3eMiin pycckou HeT. Bl ee nmponanu. Bel na-
e HeOo mpomanu. ['ne pycckoe HeO60?» [20, c¢. 166] — mocie yero moer cBoi
pOMaHC.

W B xnaBupe, U HAa JBOMHOW IUIACTUHKE 1972 T. ¢ 3alHUCBIO CHEKTAKIA
3TOT HOMep Ha3BaH «Pomancom Odwuiepa», a B COOOIICHUSIX YYACTHUKOB
cnektakiasi — pomancoM [lonkoBuuka. Tekcr pomanca Oduiiepa NpuBENCH
B [Ipunioxennn 1.

Jlanee B nubperto pemapka: «Jloctaer mnucToseT, OecmopsiaoyHas
ctpenasoa» [20, ¢. 169]. B cnekrakine Oduiiep, crieB poMaHC, IBITACTCS 3aCTPe-
aurtkes [5, c. 118].

[Toutn GeccmenHbIM HcnonHuTeneM poiau Oduuepa 6su1 6aputon FOpuit
borpanoB. 3anuchk poMaHca B €ro MCIOJHEHUU Ha aBTOPCKOM Beuepe XpEeHHU-
koBa (1973) BeictaBiena B CeTu moja Ha3BaHUEM «Apus opuIEepa-IMUTPAHTA
[23]. B omepeTTe OH eliie HE SMHUTPAHT, HO €r0 SMUIPAHTCKAs y4acTh MPOIHUCa-
Ha B Tekcte pomaHca. Bepcuss Muxawmna ['ympko Onmke K TEKCTy KiaBupa
Y KOHLIEPTHOM 3anucu 1973 r., 4eM K TEKCTy Ha IUIaCTUHKE C 3alUChI0 CIEK-
takiisl. ['maBHOE oTnimume Bepcuu ['ynbko — B ABycTullinu «HO HUKOTAa € He
noHATh // UyXyr0 cTpacTh K pOJHOMY JIOMY». DTO JBYCTHIINEC YCUIHBACT IMH-
IPAaHTCKOE 3ByYaHUE POMAHCA.

bormanoB men, ¢gopcupys dMOIMIO 0 KpailHETo mpejena, ¢ OOUIbHON
xKecTukyJsanuen. [ maBHbin pexxuccep MOCKOBCKOro tearpa oneperTsl ['eopruii
AHCUMOB, NOCTaHOBIIMK «benol HOUM», BCIOMUHAJ, Kak XPEHHUKOB, CUJIS 32
doprenuano, penetupoBai ¢ bormaHoBeiM. OH MOKa3bIBaJl POMAHC «TaK, KaK
OH yYMEET 3TO JejaTh, — 3aBopaxkuBas. 1 3To HenepeaaBaeMoe XpEeHHUKOBCKOE
MOHSJ, a CKOpee, MOYYBCTBOBAJ, MOUysJT OyIyIIud HCHONMHUTEIL. VIMEHHO
3/1eCh OKOHYATENbHO U chopmMupoBascs oopa3 Pycckoro, KOTOpbiii HE MOXKET
HAYETO CJejaTh HU ¢ ToraamHer Poccueit, Hu ¢ camuM coO0M, 1 eMy ocTaeTcs
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TOJIbKO TJIaKaTh B cBoeM Oeccuium» [3, ¢. 59]; «O3To ObUT KpUK IYIIH, TPE-
CMEpTHas UCIIOBEb YeIoBeKay» [2, c. 16].

Cnymarenu ['ynbKko, KOHEUHO, YIUBWINCH Obl, Y3HAB, UTO aBTOPOM MY-
3bIKM U TIEPBBIM MCITOJTHUTEIEM 3arjaBHOM MECHU IMUTPAHTCKOTO «OeorBap-
nerckoroy» anrooma ObUT 1aBa Coro3a COBETCKUX KOMIIO3UTOPOB.

AHCUMOB Ha3biBaeT pomaHC [loaKOBHUKA «IpamMaTypru4yeckKoi BepIu-
HOM» Bcero crektakis [3,c.58]. Ocobo Bwigensia €ro W TpyIIa TeaTpa:
«...Pabouune ciieHbl, akTephl, KOCTIOMEPHI, PEKBU3UTOPHI COOMPAIOTCA 3a KYJIHU-
camu u xayT. Ceituac <...> Oynaer “PomaHc mONKOBHHMKA”, U METh €ro OyIeT
borganosy [3, c. 59]. Kymietsl, nobaBiaeHHbIe bOpHCOBBIM, HAUMHAIOTCS CTPO-
kol «Pa3opBy Ha rpyau s pybaxy». I UMEHHO 3TOT KEeCT Jenall B CHEKTaKIe
FOpuii borganos, kak Obl peABOCXHUILAS IEHUHTPAJICKOTO Oap/a.

PoMaHc, CKOJIbKO HaM U3BECTHO, HE W3JaBaJICA OT/CIBLHO U HA COBETCKOM
AcTpane He 3Bydal. HekoTropoe pacmpocTpaHeHHE OH TOJy4sl Onarojaps
TBOPYECKHUM BeuepaMm XpeHHUKOBA. PomaHC [1onKOBHMKA MCHIONHSAI HA HUX HE
Tosbko bornanos, Ho u mononou Jles Jlemenko [13]. ['epapn Bacumnbes, rinaB-
Hasi MY>KCKasi 3B€3/la MOCKOBCKOM OIeperThl, cren pomaHc [lonkoBHMKa Ha
CBOEM IOOMJIEMHOM TBOPYECKOM Beuepe — Ha I0TyOe jaTa He 0003HauyeHa, HO,
BEpPOATHO, Mo ciy4yaro cBoero 80-nerus (2005). Ha aTom Beuepe OH Ha3bIBaeT
pomaHc «3HamMeHUThIM» [7]. Ho 3HaMeHUTBIM crenana ero He oneperTa, 3a0bl-
Tas 04eHb OBICTPO, a MarHuTOATKOOM ['ynbko B apamkupoBke [llydyTunckoro.

*k*k

B Pynere cnoBa pomanca Hepeako npunucbiBatoT Ceprero EceHnny; mo-
4yeMy — HETPYIHO MOHSTh. TyT coOpaH ILesblii KOMILUIEKT, YTO Ha3bIBaeTCH,
«ECEeHUHIIMHbDY: Pych, cMHb, Oepe3bl KaK IEBYILIKHU, APYTYIO 11€JI0BaTh, Hallb-
I0Ch, MOBEIIYCh. biIM>KalIINi aHAJIOT U3 €CEHUHCKOU JTUPUKU — CTUXOTBOPEHUE
«1 mokunHya poaumbiid gom» (1918):

51 IOKMHYIT pOAUMBIN J10M,
["onmy6Oyto octaBui Pych.
B TpH 3BE3bI 6ep63H$IK HaJ OpyaoMm <...>

W naneiue:

51 He ckopo, He ckopo BepHych [10, c. 143].
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[To TOM € KaHBE BBIIIMBAJI CBOU KYIUJIEThI bOPHUCOB:

S BepHYyCH K Te€O€, CHHB 30JI0Tasl,
[Tox Gepeskoit Haiimy 3a0bIThE... (cM. [Ipunoxenue 4)

HeoHOKpaTHO IUTHUPOBAIOCH BBICKa3blBaHHWE I103Ta Bukropa bokosa,
onyOJIMKOBAHHOE 3a J[Ba roja 10 MocTaHoBKH «benoit Houn»: «Ecenun — spkasi,
3eJieHasl TpaBUHKA MOJT OCIENUTENbHO CUMHUM HeOoM Poccum» [4].

B cruxorBopenuu Brnagumupa [Tasnunoa (1933-1985) «/lomoit» (mep-
Bas peaakuus — 1963, Bropas — 1974, tpetbst — 1979 1. [16; 17; 18, c. 20]) ume-
eTcsl psija coBmaaeHuit ¢ pomancom «Cunee HeO0o Poccum» Ha ypoBHE 00pa3oB
Y JIEKCUKH, a €ro pa3Mep COBIAJAET C Pa3MEPOM IPHUIIEBAa POMaHCa. ITO OCO-
OCHHO 3aMETHO BO BTOPOU peaaKiu, e mosBmiIack crpoda:

A BO p>KU BaCUJIbKM TEMHO-CHUHH,

A B JieCy TEMHO-CUHU PyYbH.

['nsny B cunee Hebo Poccun —

Cranyt cuauMu oun Mou! (Cum. Ilpuioxenue 2)

[lepBas pemakiusi 3TOTO CTUXOTBOPEHMs OblIa TMOJIOKEHA HA MY3BIKY
Bukropom bepkoBckum, ¢ UCKIItOUEHHMEM Kyruieta «be3 Hee Mou pyku ycra-
7u...» [8]. DTa necHs MHUPOKOTO PaCpPOCTPAHEHHUS HE MTOTYYHIIa, B OTIIMYHUE OT
AHOHMMHOW mecHU «Sl TOTOB I1€J0BaTh MECOK...», OJHUM U3 JIBYX MCTOYHHUKOB
KoTopoi 6110 cTuxoTBopenue [laBnmunosa «Ilamstey (1965) [cm. 9].

* k%

['ox cmmycrst mociie mOCTaHOBKM OneperThl «benas HOYb» Ha DKpaHbl BbI-
men GuinbM «TanHCTBEeHHBIM MOHax». TaM mpo3Bydall NEpBbIil «Oenorsapaei-
CKHil» KuHOpoMaHc: «Hamumny depes gac mocie cxBatku». B tutpax ¢uiabma
aBTOPOM TEKCTOB BceX IeceH 3Haumicss Muxaun Tannu. Ho 3Ty necHro Hamnu-
can Opuit bopucoB B 1967 r.; ee aBTOopckoe Ha3BaHue — «llocieaHsass OCeHb».
Takum oOpa3zom, NepBbIil «OenorBapAecKuii» TeaTpaibHbIil pOMAHC U TEPBBIi
«OenorpapIeiCKuil» KWHOPOMAHC ObLIIM CO3JaHbl IPAKTUYECKH OJTHOBPEMEHHO,
Ha MSATUAECITOM T'OJly COBETCKOM Biactu. M k 06oum pomaHcam, XOTs U B pas-
HOE BpeMs, okasancsa npuiacteH FOpuit bopucos.
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«benas HOub» ObLIA CBOETO poja OTBETOM TeaTpa OMepeTThl Ha CIICK-
Takib Tearpa Ha Taranke «J/lecsats nHeil, koTopbie noTpsiciu mup» (1965).
Ha Taranke To’ke moKa3blBajl XPOHUKY PEBOJIIOIMM CO MHOYKECTBOM II€CEH.
«IlecHro OGenpix oQUIIEPOB» COUYMHIJI M HUCHOJHUT Bramumup Breiconkuid,
HO Y HETO 3TO COBCEM HE POMAHC:

B xycku

Paznerenacs kopona,

Her nepxaBbl, HETY TpOHA, —
Kuznp, Poccus u 3aKkoHBI —

Bcé x uepTsam!

N mb1 —

CII0BHO 3arHaHHBIE B HOPBHI,
CoBHO MOWMAaHHBIE BOPBI, —
TonBKO — KpOBb OJIHA C ITI030POM
[Tomosam.

<...>

[Tucroser cxxumaeT TBEpAas pykKa.
Komnerr,

Bcemy

KOHEII.

Bce pa36unoce, monomanocs,
Ham ocranock TOJIBKO MaJIOCTh —
ToabKO BBICTPEINTH B BUCOK HMJIb BO Bpara [6, ¢. 159-160].

DTO — CTPEMUTENBHBIN PEUUTATHUB, IOUYTH YTO PAII; Pa3MEp CTHXA pa3ieTa-
€TCsl «B KYCKH» BMECTE C KOPOHOMH, JIEP>KaBOM 1 KU3HBIO OTYAsBIIIErocst ouiiepa.

JIBa roga cmycTts, B onieperte XpeHHukoBa, Oduliep, CIOBHO MOACIyIIaB
Bricoukoro, ctpensier B Bucok. Ho mepen TeM OH JIOKEH CHETh O JIIOOMMOM
Poccun, motepsitHHON O€abIMU. DTO U €CTh IEHTPAJBHBIA CIOXKET «OerorBap-
JNENCKOT0» pOMaHca.

*k*k

B JUTCpaType, B TOM 4UCJIC CCTCBOfI, HCPCAKU YIIOMHUHAHUA O CIIyHIAaHUU
aJpooMa FYJ'IBKO «Cunee HebO POCCI/II/I», B TOM YHUCJIC HAa NIPOBOAAX B APMMHIO.
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[utupyem aBToOMOrpaduueckyro moBecth Aprtema llleiinuna «J/lecanTHo-
mTypMoBas Opurazna» (2015):

«IIpoBogsrl...

['ynsiem BCrO HOYb. ..

<...> ¥YTpom k 8.00 B BOEHKOMAT.

<...> MaruuTto¢oH y>X€ HUKTO HE CIyIIaeT, HO HUKTO U HE BBIKIIOYAET —
JIOUTPBHIBACT O KOHIIA TpexdacoBas KaTyuika. B camMoMm KoHue “momucka” —
Muxawnin ['yibko.

“ITopyuuk ['onuipiH” 1 e111e napa “dMUrpaHTCKUX’ MECEH.

Huxornma He mr00ui1 0co00 ATOT KaHp, AOMHUCA, YTOOBI IJIEHKA HE MPO-
najana...

Ho oxna necHs B anpene 84-ro KpyTUiaach y MEHs 4acTo. ..

beryrt BeceHHue pyubH,

W conHue B HUX KynlaeT HOT'H,
A MBI ceroJiHs BCe CIICIINM,
MBI IPOKJISTHEM CBOU JOPOTH. ..

<...> BpIX0Xy Ha JECTHHUILY, a U3 KOMHAThI — [ 'yJIbKO, Ha ITpOIIaHueE:

Oii TB1, cuHee HeOo Poccun,

Yx0xKy, o4apoBaH TOOOM,

A Gepe3ku, Kak JIeBKH O00CHIE,

Ha nponjanbe MHe MairyT JUCTBOW [21].

B pacckaze Bmamumup Ocunenko «KomOaT» pedb HUIAET O COBETCKUX
odurnepax Ha APranckoi BoiHe:

«...JIrobunu uHOrJA MOJA 0CO00€ HACTPOEHHE TOJIOCUTH IMOCJE TPEThei
Oeoreapieckoe:

O#, o1, cuHee HeO0 Poccum.
VYx0Ky, o4apoBaH TOOOM.

N Gepesku, Kak eBKU OOCHIE,

Ha mpomianbe MHE MalryT pyKoO#. ..
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Hu no Adrana, Hu nocie, HUKOT/Ia 3Ta MECHS HE 3ByYasa TaK JYIIEBHO.
Jlaxxe He ciblman g ee mocyue» [15].

JeiictButensHo, ¢ Havana 1990-x rr. nomynspHocTh «CuHero Heoa...»
PE3KO MOIIa Ha CHajJ, U B HACTOSIIEE BPEMS ATOT POMAHC, MO-BUAUMOMY,
MPEACTABIISIET MHTEpPEC JUIIb JUIsl JroOutened TBopyecTBa Muxauna ['ynbko
u FOpus bopucoga.

['yabko cnen «CuHee HEDO...» Ha KOHIIEPTE MO CIIy4yaro cBoero 89-nmerus
B HbIO-HOpKCKOM Macrtep Tearpe 23 urosa 2020 r. McnonHenne OH 3aKIOYHII
HEOXKUJAHHOMU JIJIs1 «OeJIOrBapIHCKOTr0» poMaHca MeJIo IeKIaMalluei:

Cunee He60 Poccuu. ..
Cunee HE00 YKpauHBHI. ..
Cunee He60 benopyccuu...
Apwmenun, [ py3un, bonrapuun
¥ BCEX COBETCKUX COIMATMCTHYECKUX PECITyOInK!
Cnacu6o0, rocrioga, Toapuiu! [14]

OtMetum erie oommpHOE uTHpoBanue «CruHero Heba...» (Ha PyCCKOM,
B Bepcuu M. ['ynpko) B pomane Oosirapckoro mnucatens [lnmamena TpaiikoBa
«IImroxa» (1997). 3aeck 3TOT poMaHC Ha3BaH «TrOJIOCOM OenorBapaeiiia, npo-
HUKHYTBIM JIpaMaTH9YecKor HocTanbruciiy (mepeson moit. — K. /1.) [19, c. 243].

*k*k

Wtak, Mbl Buenu Tpu Moayca ObitoBanust pomaHca «Cunee He6o Poccrmy:

1) TearpanbHBII HOMEpP C TeaTpPaJIbHOM >KECTUKYIALMEH U cuMboHUYe-
CKOM OPKECTPOBKOM;

2) SMUTPAHTCKHI IIIAHCOH B ACTPAJHON apaHKUPOBKE;

3) aBTOpCKasl MECHS IO TUTApY.

B kagecTBe OmepeToyHOro HOMepa 3TO MPOAYKT OPUIMAIBHON COBET-
cKkoi KynbTypbl. Ha smurpantckom anroome Muxauna ['yinbko poMaHc TepsieT
aBTOPCTBO M CTAHOBUTCS YAaCThI0 HEOPUIIMATHHOUN KYJIBTYpPHI, a 3aT€M, C IBYMS
N00aBJIICHHBIMUA KYIUJIETAMHU, — aBTOPCKOM IECHEH MOIYNOINOJIBHOIO JEHUH-
rpajckoro 0apna.
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INPUJIOKEHMUE 1
Pomanc Opunepa u3 oneperrol «besasg Houb» (1967)

TekcT ¢ knaBupa. B kBajpaTHbIX CKOOKaxX MPUBOAUTCS TEKCT C JBOMHOMU
wiactuHku 1972 r. «benas Houb. My3bIKalIbHAsI XpOHUKA» (MOHTaXK CIIEKTAKJIIA
MOCKOBCKOTO TeaTpa ONEpPETTHI).

beryrt BecenHue pyubu,

W coiiHIIe B HUX KyNaeT HOTH.

A MBI KyZia O€XKUM U YbU

MBI pOKJISIHEM TENEph AOPOTU?

Oii, b1, cuHee HeOo Poccun,
VYX0Ky, OKOJITOBaH TOOOIA.

A BJalH, Kak J€BUYOHKH OOCEIE,
JIBe Gepe3bl MHE MaIIyT PyKOH.

A nurae 6e3 Te0s He yTenrych

[Iponany 6e3 Te6s1, Mmosi Pych.

[Hukorna u HUTI€ HE yTENlyCh,

bes Te6s1, Mos munas Pycp!]

3aBTpa, MOXET ObITh, IPOCTO MOBEIITYCh!
A cerogHs st pOCTO HAIMbIOCH!

Hpyryto Oyny LenoBars,
C npyroi, ObITh MOXKET, KHHYCh B OMYT.

Ho MHe K 11eke yx He PUKaTh
Poanyro aBeps pogHoOro goma.
[Pe3Hyto 1BEPH POAHOTO I0MA. |

O, T8I, cuHee HeOo Poccun,
YX0Ky, OKOJIIOBaH TOOO¥!

A BIIany, KaK JICBYOHKH OOCEHIE,
JIBe Oepe3bl MHE MaIlyT PYyKOH.
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[A Gepesbl, Kak JIeBKH OOCHIE,
Ha npoiianbe MHE MalyT pyKOH. |

Hukorna u HUTZIe HE yTElIyCh,

[ Hurge 6e3 Te0s He YTeulycCh, |
[Iponany 6e3 Te6s1, Most Pych.

Bot Bam kpecT, 4To s 3aBTpa MOBEUITYCh!
Bot Bam KpecT, 4TO cerogHsi HablOCh!
[3aBTpa, MOKET OBITh, MPOCTO MOBEIIYCH,
A cerogHs s MpoCTO HAIbIOCH! |

IHNPUJIOKEHUE 2
Baagumup IlaBaunos. Jlomoii (penaxkmus 1974 r.)

ConHLEeM BBICYIIIEH, JINBHSIMH BBIMBIT,
byny rocrem B poauMoOM Kparo.
benocHexHble pyKu OOHUMYT
3aropeinyro e Moro.

BCrbIXHET COJIHIIE 32 TYYKOK XMYPOH,
O3zapuTtcs ChIpO€ )KHUBLE. ..

Bcs Pocenst kocoit 6enokypoit

JIsxet npssMo Ha cepare moe!

be3 Hee Mou pyk ycranu,

CBexnil BO3AyX JIETYY U IIATyy.
CuHui 10XKIAUK OOJBIIMMHU KyCTaMHu
CBepxy BHU3 POPACTAET U3 TYY.

A BO p>KY BaCUJIbKM TEMHO-CHHH,
A B J1€CYy TEMHO-CUHH PYYbH.
['nsny B cunee Hebo Poccum —
CranyT CMHUMH O4YM Mou!
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He Mory Ha Hee HarsieThes,
beeTcs cepalie, Kak NTUIIA B PYKE.
benpiM mapycom 6enoe A1eTCTBO
[IporuibIBaET MO CUHEN PEKE.

benbiii myXx Ha IEpEBBAX 3€IECHBIX,
benplii-Oenblit TymMaH Ha 3ape.
benblii ropo1, Kak Oesblil TEIEHOK,
[TIpuxrmaeTcs K pIXKEN Tope.

bepesHsk B OCIENUTENbHBIX paMax
3alypuuT y pe4HOM MOJIOCHI.

Jlec orutader MeHs Crio3apaHoK
["onyObIMu cie3aMu POCHI.

B 3TH COCHBI, B YTUHBIE KPUKH,
B 5T0 conHIE U B 3TO )KHUBbE
["omyObIMU TBO3IIMU TBO3TUKH
BOuto HamepTBO cep/ilie Moe.

IPUJIOKEHHUE 3
«Cunee He00 Poccun» (Bepcust Muxauia I'yabko, 1981)

beryrt BeceHHue pyubH,

N conHIle B HUX KyTNIaeT HOTH.
A MBI CeroiHs BCE CIICIINM,
MBI IPOKJISTHEM CBOM JIOPOTH.

O#, o1, cuHee HeO0 Poccun,
Yx0xKy, ouapoBaH TOOOIA.

A Oepe3ku, Kak JIEBKU OOCHIE,

Ha npouranbe MHE MallyT JUCTBOU.
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A vurae 6e3 Te0s He yTellyCh,
[Iponany 6e3 Te6s1, Mmosi Pych.

Bot Bam kpecT, 4To s 3aBTpa MOBEIIYCh,
A cerojiHs s MpocTo HaNbOCH!

Hpyryto 0yy oOOHUMATB,

C npyroii, ObITH MOXKET, OPOIITYCh B OMYT.
Ho #Hukorma eit He MOHATH

UyXKyto CTpacTh K POJHOMY JOMY.
(Iloemop 2-20 u 3-20 Kyniema)

MPUJIOKEHMUE 4
«AX TbI, cuHee He00 Poccumn...» (Bepcust FOpus bopucosa, 1980-¢)

beryTt BeceHHUE pyubH,

N comHile B HUX KYTIaeT HOTH.
A MBI ceroJiHs BCe CIICIINM,
MBI K TPOKJISTHEM CBOH JOPOTH.

AX TbI, cuHEE HeOO0 Poccun,
Yx0xKy, ouapoBaH TOOOIA.

U Gepesku, kak 1eBKH OOCHIE,

Ha npoianse MHE MalyT JIMCTBOM.

A nurae 6e3 Te0s He YTellyCh,
[Ipomamy 6e3 Te6s1, Mmosi Pych.

BoT Bam KpecT, 4TO s 3aBTpa MOBEIIYCh,
A cerojHs s MpOCTO HAIBIOCH.

Hpyryto Oyay oOHHMATh,

C npyroi, ObITh MOXET, OPOIITYCh B OMYT.
Ho nukorna el He IIOHSTD,

Yyxyro 0076 K pOJTHOMY J0OMY.

(Iloemop 2-20 u 3-20 Kyniema)
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PazopBy Ha rpyau s pybaxy,

Ynaay Ha pOMaILKOBBIN JIYT,

Bbyny B nerctBo risiaeThes 6€3 cTpaxa,
Cnymath cep/a OTYassHHBINA CTYK.

S BepHYyCH K TeO€, CHHB 30JI0Tasl,
[Tox 6epeskoit Haliy 3a0bIThE,
Bens T0O00O 10 camoro kpas
[IepenosHeHO cepAale MOE.
(Iloemop 2-20 u 3-20 Kyniema)
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3AT'AJJKH IECHHU
«MAPBSI IETPOBHA UJIET 3A CEJIEJJOUYKOM...»
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Cratbs mocBsdieHa mpobiieMe aBTOPCTBa OJHOM M3 HEMOALICH3YPHBIX MECEeH, pacHpocTpa-
HsaBmuxcs B 1960-1980-x rr. uepe3 Tak Ha3bIBa€Mblii MarHUTU3JAT B UHTeprpeTanuu bymara
Oxkymxkagsel. [lomHas ucTOpusi CO3aHUs TIECHU JIOJITO€ BPEMSI CKpPBIBAJIach MCIIOJHHUTENIEM U aBTO-
POM MY3BIKH I10 TPOCHOE COABTOPA — COUMHUTENSI CTUXOB, U JIUIIIb HEOOIBIIIOMY KPYTY KOJUIEKIIHO-
HEpOB aBTOPCKOH (0apI0BCKOM) MECHU OBLIIO U3BECTHO YTauBaeMoe UMs: 3TO nuTeparypoBea Cepro
Jlomunanze. [IpoBeieHHOE TEKCTOIOTHYECKOE UCCIIEIOBAHHUE TTO3BOJIIIIO ONPEAETUTh CTENeHb yJa-
ctusi camoro OKy/pKaBbl B CO3JaHUU TIECHHU.

Kniouesvie cnosa: aBTopckas mecHs, MarHuTu3aaT, GoHorpaMMmel, nieasypa, C. Jlomunanze,
b. Oxynxkaga, JI. [1Iunos.

The Riddle of the Song Maria Petrovna Is Going for Some Herring...

Andrey E. Krylov

independent researcher,

member of the Union of Russian Writers
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This article addresses the problem of authorship of one of the uncensored songs that circu-
lated in the 1960s-1980s via the so-called magnitizdat, in the performance of Bulat Okudzhava. The
full history of the song’s creation long remained obscured by the performer and composer at the re-
quest of the co-author — the lyricist —and only a small circle of collectors of author (bard) song were
aware of the true name: the literary scholar Sergo Lominadze. The present textological analysis makes
it possible to determine the extent of Okudzhava’s contribution to the creation of the song.

Keywords: author’s song, magnitizdat, phonograms, censorship, S. Lominadze,
B.Okudzhava, L. Shilov.

[IpumepHo B 1962 r. penepryap bynara OkymxaBbl HONOTHUIICA TTECHEN,
OT KOTOPOW BMOCJEACTBUU €MY MPHUIILIOCH JOJTO OTKpemMBaThesa. OnpenennThb
TOYHEE BPEMsI €€ MOSIBJIICHUSI B pEerepTyape Mmo3Ta MNokKa 3aTPyAHUTENBHO, MO-
CKOJIbKY HeOe3bI3BeCTHBIC (PebeTOHBI JIncOuknHa U AJI0BA, YBHUJICBIINE CBET
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3umont 1961-1962 rr., umenu cBou naryoOHsle nocnenctsus. KonudectBo myo6-
JIUYHBIX BBICTYIUICHUN MO3TA PE3KO COKPATUIIOCh. UTO e KacaeTcs JOMaIlHuX,
IPYKECKHUX 3aMrCeid, TO TOra MPUBBIYKK UX JIATUPOBATh Y X034€B (hOHOTpaMM
o OousbIlel yacTu emie He Obuto. BrmpoueM, u caMux MOJOOHBIX 3alKCEl IO
€CTECTBEHHBIM MPUYMHAM ObLJIO TTOKA Majo: 00JiajiaTesiss MarHuTo(poHa B T€ TO-
Il Jierde ObLUIO HAWTU CPEIX YJICHOB KPYIHOIO KOJUIEKTHBA, HEKEIU B He-
OONBIIOM KPYTy HHTEIUTUTEHTOB-EAMHOMBIIIIICHHUKOB. TakoMy MOJ0KEHHUIO
JIel CIOCOOCTBOBAJIO U TO, UTO CaM COYMHUTENb, [0 €r0 CIOBaM, CTal TEPSTh
MHTEpeEC K NeceHHoMY TBopuecTBy. [locne 1962-ro u no Havana 1969-ro y Hero
pOXaaJI0Ch HE O0Jiee OAHOM-ABYX HOBBIX IECEH B IO,

IlecHs1, 0 KOTOPOM MOUAET peub, HaYMHaNack cioBaMu «Mapsbs [leTpoBHa
UJET 32 CEJIEOYKOW...» W Ha3BaHUA KAaK TAKOBOrO HHUKOrjga He mmena. OHa
JI0JITO BOCIIPUHUMAJIACh OOJBIIMHCTBOM KaK TOJIHOLIEHHOE M IOJHOIPABHOE
npousBefeHue OkykaBbl. M naxe ONMMBKHUI 3HAKOMBIA MO3Ta JUTEPATOP
Brnannen baxHOB COYMHUI €My MOJpa)KaHHE, KOTOPOE HAYMHAJIOCh CJIOBaMU
«Ax, Mapus IlerpoBHa, ax, Mapses, ax, Maneuka-Masns!..» (Bnepsbie: [1]). bo-
Jiee TOro, TEKCT MECHU Jake OJHaXAbl ObUI OMyOJMKOBaH B MOJ00PKE CTUXOB
OkynxaBsl (cM. [7]).

Tosbko uepe3 TpU NECSITUICTUS TOJYUYUIIM U3BECTHOCTh MOAPOOHOCTH,
CBsI3aHHbIE C HEW. B OTBET Ha Halll BOMPOC: MOYEMY TOAT OTKA3aJICs BKIIFOYATh
MIECHIO B CBOE CaMU3JIaTCKOe coOpaHue counHeHui, kotopoe MockoBckuii Kiryo
CaMOJIEATEJIbHOM MECHU FOTOBUJI K €T0 MIECTUIAECATHICTHIO, — TOT OTBETHUIIL:

—Iloromy 4TO 3TO He Mos necHs — 3To necHst Cepro JlomuHazaze.
OH 105TO CHAET B Jarepsix, IOTOM OH BBIIIEN, U XOTS y HEro BCe 3aKOH-
YIJIOCh, HO OH OBbUI MOJ CTPaxoM 3TOro JjarepHoro Bpemenu. Korna
s HAUMHAJI TUCATh NECHU, MbI APYKHUIIA, U OH TOXKE MOJ| BIUSHUEM 3TOTO
Hamucan neceHky. My3bika — Mos1, a ctuxu ero. OH nmorpeboBai, 4ToObI
s IOKJISUICA: HUKOT/Ia HE CKaXy, YTO OH aBTOp CTUXOB. Torga MOIKHO
Obu10 60sATHCS. M 51 MCIIONHSIT ee Kak CBOIO, 1aB eMy obOellanue. A moTom
cTaj yxe ce0s pa3obiauarh, HO Y)Ke B HOBbIC BpeMeHa [8, ¢. 59].

COnm3uina qByX JTUTEPATOPOB U COCITYKUBIIEB MO «JluTeparypHoii ra3ere»
obmast cynp0a: y o00ux ObUTA PENpecCUPOBaHbl POJUTENH; OTIIbI APECTOBAHBDI,
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a TOTOM pPEaOUIIUTUPOBAHBI, MAaTEPH MEPEKUIA BTOPUYHBIE apeCT U CCBHUIKY
B koHIIe 1940-x (Takux Ha3bIBald «MOBTOpHUKamMu»). C TOW pa3HUIEH, YTO
oten, OKyaKaBbl IPUHAIIEKAI, €CIIM TAK MOYKHO BBIPA3UTHCS, K CPEAHEMY 3BE-
HY TapTUITHOTO PYKOBOJACTBA CTpPaHbl, a oTel JlomuHaaze ObL1 OM3KUM copart-
HUKOM «ToBapuia CranuHay; nepBbld B 1937-M Obul paccTpelnisiH, a BTOPOM
caM 3actpenwicsi Bo Bpems apecta. M rmaBHoe: ecnu bynar, mepeexaB u3
MockBbI K TeTke B TOmmMcH, TakuM 00pa3zoM yoepercs OT JUYHBIX PEIPECCHi,
TO €ro MJIaJUIMI TOBApUI B IETCTBE yCHEN MNOJYyYUTh IPUTOBOP KAK «UJIEH Ce-
MbH U3MEHHUKA POJIUHBDY — IECATH JIET Jarepeu.

Tenepp 0 mecHe. C ceromgHsANIHEN TOYKH 3PEHUS MBI MOKEM TOBOPHUTH
O JIErKOM OBITOBOM, KaHPOBOI 3apPUCOBKE Ha IIYTOYHBIE CTUXH, KOTOPBIE Jaxe
Ha3BaTh CaTUPUUYECKUMU — TPYAHO. 3aTr0 B cepenune xe 1960-x, HecMoTpsa Ha
caMbIi UK OTTeMNeNd, OPUIHATIBHBIMU UHCTAHIIUSIMUA COJiepkaHue cTUX0B Jlo-
MHUHaA3€¢ ObLIO OBl KpaTKO OINpEJECHO MNPUMEPHO CIEAYIOUIUM 00pa3oM:
«B IIYTOYHOU (hOpME BBIJAIOIINUECS TOCTHXKCHHS HAIIETO COLUATUCTUYECKOTO
rocyJapcrsa B 00JIaCTH MOKOPEHHS] KOCMUYECKOr0 MPOCTPAHCTBA U3E€BaTEIb-
CKA TPOTHUBOIOCTABIIAIOTCS HU3KOMY YPOBHIO OJarocOCTOSIHUSI PSAJIOBBIX CO-
BETCKUX IPAXKIAH.

Takum WU NpUMEpHO TakuM ObUT OBl OT3BIB JIIOOOTO COTPYAHUKA Opra-
HOB ['maBnura. (BcnmomMHuM HeogHOKpaTHBIE OOIIEN3BECTHBIE pacckasbl OKyI-
XaBbl O MPETEH3USIX, MPEIbSIBISABIINXCSI €My B ['OpkoMe mapTud mo MOBOAY
UCIOJHEeHUs KyJa O0osiee HeBUHHBIX TleceH «O JIénpke Koponére» u «O nypa-
kax».) [loaTomy HOBas1, 3a0aBHasi, Ha TIEPBbIN B3I, IECEHKA B €70 MCIIOIHE-
HUW eme ¢ OONBIIMMH OCHOBAaHUSAMH OJHO3HAYHO TMOMajalia B KaTErOPHUIO
UJICOJIOTMYECKU MOPOYHBIX, TO €CTh aHTUCOBETCKUX. TakuMm o0pa3oM, OHa Kak
MHUHUMYM HE MMEJa HUKAKUX IIAHCOB Ha MyOJuKaluio, a ctpaxu JlomuHaase,
HAIPOTUB, UMENH M0 COOOM BIOJIHE OCSA3aEMYIO MTOUBY.

B 1976 r. JI. A. lllunos, npousBens B ['ocautMmysee GpuKcauio HECKOIb-
KUX HOBBIX neceH OKyIKaBbl, MPOJOJKII 3anuch. Ha ocTaTok mjieHKH nome-
CTWJIMCh Pa3rOBOPBI, COCTOSIBLIIMECS BO BpeMs HEOOJBIIOrO 3aCTOJIbSI C MYy3€il-
HbIMU paboTHHKaMU. OUYEeBUAHO, M3-3a MPHUBATHOIO XapakTrepa (POHOTPaMMBI
OHa J0 MOpPBI TaK M OCTaBajach MOTa€HHOW. TONBKO MOCIE KOHYMHBI JTUTEPATY-
pOBEla OHA MOJYYHIIa HEKOTOPOE paclpOCTPaHEHHE.
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OauH U3 CHOXKETOB, 00CYKIaeMbIX MEXKIY TOCTaMH, KOCHyJcs «Mapbu
IlerpoBHBD). KTO-TO YOMSHYN O HEW B pasroBOpE, — U MOAT OTPEArupoOBal Mo-
HOJIOTOM, COJICPIKAIIINM OOJIBIIIHE TOAPOOHOCTH:

— 9JT10 He Mos necHsa. Jleno Bot B yem. Ee Hammcan... — cioBal —
Harucaa MOW MpUsITENlb, KOTOPBIM MHOro JeT mpocunaen B jarepe. OH
BBIIIEI MTOTOM. .. JKWJI HOpMalibHO, HO cTpax Obul... OH ObLI OYE€Hb OOJIb-
HOU 4enoBeK... M OH Kak-TO, HEMHOXEYKO BBIITUB U TOCIYIIaB MOU TieC-
HU, — B CAMOM Haualie, KOT/a s CTall MUcaTh, — Pa30XOTUJICS U TOXKE BOT
HAIKCaJ 3TH CJIOBA. A 5 K HUM MPHUIyMal TaKy0 HEXUTPYIO MEIOIHUIO.

A cnen. Bece 6butn B Boctopre. Sl moToM crnen B IpyroM MecCTe...
W on mpuien ko MHE B yXKace U CKaszal, 4YToO 5 «HH B KOEM CIIydae...».
Torga s ckazan: s Oyny BbgaBaTh <ee> 3a cBoe. To ecTh 51 He OyAy roBo-
pPUTH, 9YTO BOT, MOJI, MOSI TIECHSI, — HO HUKTO K€ HE CIIpAlIuBacT... A eciiu
CIpOCAT — 51 CKaxy: Mosi. 1 oH ycnokousics. Sl mepectan ee BOOOIIE METh.

[ToToMm mpormuio JIeT AecsATh, Bce Kak-To <ylieriochk>. M oH cka3zan:
s... Oombie He 00roch. U g cTanm roBOpuTh, YTO ATO HE MOS, a MECHS BOT
TaKoro-1o... [12]

Bo BpeMms Tex ke MOCHIETIOK OT OJHOIO M3 MPUCYTCTBYIOIIUX CTajO H3-
BECTHO, YTO B €ro crapou 3amucu (amunus JlomuHang3e Bce-Taku 3BYYUT.
«3Ha4yuT, 3TO MOKA OH MEHS HE <MONpPOCUI>», — OblT 0TBeT OKymxaBbl. B cBe-
T€ JaHHOTO UM OOEILIaHUsl HANpAIIMBAETCS BBIBOJ, YTO 3TO 00O3HAUYEHUE HC-
TUHHOTO aBTOPCTBA B TOT pa3 JEUCTBUTEIBLHO COCTOSIIOCH PAHBIIIE U MOMAJIO0 HA
IJIEHKY A0 00O0IOHOM IOrOBOPEHHOCTH.

[ToznHee, yxe mocie yxoaa CBOEro TOBAPHILA, B pacCKazax 4djaeHaM TaK
HasbiBaemoro «Kiy06a apyseit bymnara» JlomuHaaze yTBepkaai, 4To U MEJIOIUIO
K neceHke o Mapwe IlerpoBHE counMHMII OH caM. Bce paHHME BBICKa3bIBAHUS
OxkymxaBbl, KaK Mbl BHJIUM, TOBOPAT 00 oOpaTtHOM. J/la m cam nmuTepaTypoBen
He ObUT 3aMEYEH B MPUYACTHOCTU K CO3/IaHUIO APYTUX «IIECEHOK», KPOME ITOM.
Tak yT0, MO-BUAMMOMY, B JAHHOM BOIIPOCE €0 MOABOINIIA TAMSATh.

Ota mecHs — HapsAy ¢ Takumu, kak «lopon Hukomaes, ¢apdoposbrit
3aBOA...» WU «3ampsArai-Ka, TATbKA, JIOWIAJb...», — BCTPEYAETCd HAa PaHHHUX
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¢donorpammax OKymKaBbl Cpelid MeceH aBTopckux. M Hamo otMeTuth, «Mapbs
[leTpoBHa» J1a’ke HEMHOIO Yallle, YeM Ha3BaHHBIE UYKUE.

B nocrtieH3ypHbie BpeMeHa aBTOPCKUK BapUaHT CTUXOTBOPEHMs Jlomu-
HaJ3e OBLUT TPWXKIBI OMYyOJMKOBAaH B MOJOOPKE APYTHX €ro IPOU3BEICHUM.
BriepBrie — B )xypHaie, ocHOBaHHOM Bir. MakcumoBbiM, «KoHTHHEHT» [ 5, €. 63],
KOTOpHhIN B Hauasie 1990-x cran BeixoauTth yxke B MockBe. 3arem B 1997 r. ctu-
XH TOSIBUJIUCH HA CTpaHHUIaX COOpPHUKA C CAMOMPOHUYHBIM 3arjiaBueM «TeKcT
CJIOB», U3JJaHHOTO «3a CYET CPEICTB aBTOpa» MU3epHbIM Tupaxom 100 sk3em-
wisipoB (cM. [9]). U yke U3 3TOM KHUTH OJMH M3 OOJiajiatesiell papurera BOC-
MIPOU3BEJ CTUXOTBOPEHUE B CBOEH peryisipHoit pyopuke «Ilaponuu, sanurpam-
MBI, (heTTbETOHBDY COJIMIAHOTO JIUTEPATypPHOTro KypHaia (cMm. [4, c. 360]).

Bo Bcex Tpex mprKU3HEHHBIX MyOJUKaIUsAX TEKCT ObLT HEM3MEHEH U CO-
CTOSUT U3 TpeX CTpod:

Mapss [lerpoBHa UIET 32 CENENOUKON,
OKOJIO pBIHKA KUBET.

A Hag MoCKBOIO cepeOpsiHOM J10/10YKOM
HoBeHbKHMI CITyTHUK IUIBIBET.

Tpemku-To Mo, MATEPKU-TO KATKO €1 —
Xouellb HE X04elllb, IJIaTH. ..

A Mexy 3B€3JaMM JIYHHUK KaK IICJIIKOBBIM,
HoBeHbKHI CITyTHHK JIETHT.

Mapss [leTpoBHa ¢ yJIbIOKOH Tparnyeckou
«['pabb MeHsI, — CKaXKeT, — Hy Tpadby.

A Haj 3eMJICI0-TO HOBBIM KOCMHYECKHH,
HoBenbkuit MunTcst KopaoJib.

1962

CpaBHuM TekcThl. Ha ogHON M3 COXpaHUBIIMXCS MarHUTO3amuceu (BU-
MO, Ha caMOM paHHEW) mecHs ucrojHsuiack OKyIKaBOM B COCTABE U3 TEX KeE
Tpex crpod. BripoueMm, He coBceM «Tex xe». [IpexxHee ObITOBOE HAa3BAHUE JIVH-
HUK, KOTOPOE€ M3HA4YaJIbHO MPUCYTCTBOBaJIO B TekcTe JlommHamze, OxyaxaBa
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OPEANOYUTAT 3aMEHSITh HA CHYMHUK, — aBTOPCKHI BapUaHT OCTaJCA TOJbKO
B OJJTHOM M3 WCHOJHEHUM (MPEANoJ0oXKUTEIbHO TMo3aHeM). Hauanma Tperbux
CTPOK Ka)X7I0¥ cTpodbl cpasy e 3Bydalu OJJMHAKOBO — KakK B cTpode MepBO:

A Hax MOCKBOIO-TO CIIyTHUK KaK IIEJIKOBBIN. ..
A Hag MOCKBOIO-TO HOBBIM KOCMUYECKU. ..

M BMecTe ¢ TEM B OJHOM W3 MCIOJHEHUW MEJIbKHYJI BapUAHT, TAKXKE HE
NIPUHAJJICKABIINN aBTOPY (KypCUB B IIUTaTax Besjae Moid. — 4. K.):

A 6 Hebecax cepeOpSIHON JI0I0UKOM. . .

151 HaAaKOHCII IATasd CTPOKAa B 3ByYdHHUU Obl1a Ha PAa3HBIX 3aIIMCAX HUCIIPaB-
JICHA I10-Pa3HOMY:

Tpeuiku eu MaJlo, MATEPKU-TO KAJIKO. ..
Tpeniku ei Maso, NATEPKU el KAJIKO. ..

[Ipu »TOM, mpaBaa, MocTpagaia coCTaBHAs pudma xcanko eu — ueaxKo-
8blil, HO 3aTO (ITOCTENEHHO JIK?) YA 00€ YaCTUIIbI -M0, KOTOPHIMU U 0€3 TOTO
OBLI TIeperpy’keH N3HAYATBHBIN TEKCT.

[TomoOHBIE MENKHE W3MEHEHHS, KOHEYHO, JAl0T OCHOBAHUS ITPEANOJIa-
rath, 4To OKy/’KaBa, BO3MOXKHO, M OCYIIIECTBIJI B HEr0O HEKOE HaMEpPEHHOE
BMEIIaTeI5CTBO. HO MBI HE CKJIOHHBI yCMaTpHUBATh MPSAMON YMBICEI BO BCEX
ucnpapieHusx. Cpenn HUX TECOPETHYECKH MOTYT UMETh MECTO OOBIYHBIC HC-
MIOJIHUTEIILCKUE OTOBOPKHW. Takne HeOoCO3HaHHBIE, TIOHAYaly CIIOHTAHHBIC, HO
CO BpEMCHEM 3aKPEIUBIIHECS B TEKCTaX 3aMeHbI, Kak 4 Hao Mockeoio..., B U3-
HaYaJIbHO BapbUPYEMBIX CTPOYKAX CBOHMCTBEHHBI JIa)KE€ aBTOPCKHUM IIECHIM
OxymxaBbl. M1 make HauMHAsS ¢ CaMbIX NIEPBBIX — HAIPUMEP, KOCMAIOMCSL euye
y mebs TOJDKHUKU» U «ecmb euje Ha 3emiae y mebs ChIHOBBs» B MecHe «Omy-
CTHUTE, MOYKATYHCTa, CHHHE IITOPEHI. ..».

~30~



AMUACTONA. QANCAOTYSECKIA | $0HAN. 026 Tom 6. BHMICH 11

B Takux ciyuyasx mnepBoHadaslbHas BapuaTUBHOCTH (y JloMmHanmze:
A medxncoy 36e30amu, A Hao 3emier0-mo) yCTyNMaeT MECTO MPSIMBbIM MOBTOpaM
(4 nao Mockeoro...), yem Bpone Obl 00enHseT TekcT. Ho B TO e BpeMms 10-
CJIOBHAsl MOBTOPSIEMOCTh 3a CYET MOMEHTa Y3HABAaE€MOCTH TOXE MOXKET
UMETh B IIECEHHOM HCIIOJTHEHUHU CBOIO OCOOYIO MPUTATATEIHHOCTH JIJISl CITyIIa-
tenst. Jla u TpaHCPOPMHUPOBAHHOCTh CTPOKM YACTUYHO COXpaHsieTcs (cepebpsi-
HOLL I0OOYKOIL, IYHHUK KAK ULETIKOBBLIL, HOBbLU KOCMUYECKUIL).

JlpyrumMu cioBaMHu, MBI HE CMOKEM JakKe JTOCTOBEPHO OMPEICIUTh, YbIO
BOJIIO OTPa)KaeT KaXKIbIM mepeenaHHblil CTUX — UCTIOJHUTENS UM CaMOro aB-
TOpa, KOTOPBIA B TPHUHITUIIE MOT, KOHEYHO, CJIeETKa YIPOCTHTh CBOM CTHXH,
a x 1991 r. nonpocty 3a0bITh 00 3TOM U OT/IaTh B ME€YaTh MNPEKHIOK PYKOMUCH
WJIM MAIIMHOIKCH U3 CBOETO apXUBa.

Mex Tem B KakOM-TO MOMEHT B ycTax OKymkaBbl TeKCT JlomuHanse npe-
TepreBaeT U OoJiee CYyIIECTBEHHOEC M3MEHEHHE — B HEM BO3HHUKAET JIOMOJIHU-
TeJbHas cTpoda, KOTopas U B JaJbHEHIIIEM HE U3MEHSIETCS:

Mapss [lerpoBHa ckaxer: «Hy Opatuku,
Mo0HO nIaTUTH HE IUIATUTB,

Benpb Bce paBHO U3 JAIIEKOW TallaKTUKH
3mas TapesKa JETUThY.

K Tomy xe OkxymxkaBa yCcyryoOusa KOMHU3M CTUXOTBOPEHHUSI C IMOMOIIBIO
BBEJICHHBIX BO BTOPOI U 4eTBepTOMl cTpodax mpocTopeunii. Takum oOpazoM oH
Cpa3y 3aMEHMJI aBTOPCKYI0 aCCOHAHCHYIO pupmy epabds — kopabnbs TOYHOHU, Aa
elle M M3AIIHO MOJAJepXkal 3TOT NpUEM B HOBOWM cTpode (COOTBETCTBEHHO
epabs — Kopabv U nIAmums — 1emums).

Takoe «I0MChIBaHNE» CTOPOHHUX TEKCTOB B UCTOPUH aBTOPCKOU MECHU
y>Xe ObIBaJlO: KaK Mbl IOMHUM, ['ainy 3aHOBO HAYWMHAJ CBOIO NECEHHYIO Jes-
TEeJIBHOCTH B 1960-€ IT. ¢ TOro, 4to «HAPaCTWD» W3HAYAIBHO CUMTABLIMECS 3a-
KOHYEHHBIMU MUHHUATIOPHI «Y JIomaau Oblia rpyaHas xaba...» u «Mbl moexanu
3a TOpoJ...», IPUHALJICKABIINE ApYyKHUBIIeMYy ¢ HUM ['‘eHHanuto IllnanukoBy
(moxpo6HoO cMm. [3, c. 234-240 u nanee]).

ToT xe MeToHd, KaKk BUIUM, MOT IIPUMEHUTH K CTUXaM CBOETO TOBapHIla
u OkymkaBa. BeposiTHO, B MOSBICHUU HOBOW CTPOQBI ChIrpajia CBOI POJb
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¥ HOBasl BOJIHA HAOJIOJACHUN M MHTEpeca K HEOMO3HAHHBIM JIETAIOIIUM OOBEK-
TaM, KOTOpasi, MO JaHHBIM OJIHOTO M3 aBTOPOB HAYUYHO-TOIYJSIPHOIO cailTa
Naked Science, npunutace B CCCP akkypart Ha 1962 r. [1o coBnajeHuio B Mac
TOT'0 K€ TOJIa Ha PYCCKOM sI3bIKE BbIIIA KHUTA (TToAanucana k nedatu 04.04.62)
OJIHOTO W3 BBIJIAIOIIUXCSI AMEPUKAHCKUX aCTPOHOMOB TOI'O BPEMEHH, U3BECTHO-
ro ceouM ckentuueckum B3rsigoM Ha HIIO (cM. [6]). «Kuura Menzena, — nu-
cal B TIPEIUCIOBUM €€ HaydHbli pemaktop mnpodeccop . A. Opank-
Kamenenkuii, — uHTEpECHA MpEXkAE BCErO TEM, YTO OHA pa3zobiayaeT CBOEOO-
pPa3HbBIN ClIy4al MacCOBOIO INICHX03a, HEOKUIAHHO PACITPOCTPAHUBIIHNICS B Ca-
MOe€ ToceIHee Bpems» [6, ¢. 4].

HoBas 3akitountenibHast cTpoda JIOMaeT 4acTylIeuHOe CTPOEHUE KyILie-
tToB JlomMuHa3e, pyu KOTOPOM IepBasi MOJIOBUHA KaXKJIOTO KYILJIETa OMUCHIBAET
OBITOBYIO CTOPOHY H3HH, a BTOpasi IOBECTBYET O BO3BBIIIEHHOM. CBSI3b 3THUX
napasuliesibHbIX COOBITUN B UTOTE MPOSBIISIETCS, 00OHAMXasl CMBICII IIECHMU.

[Ipu ocrtatomieiica oOIIel KOMHYECKOM HANpaBICHHOCTH HPOHUYECKAs
anoOKaJUNTUYHOCTh HOBOTO (puHAaNa Mpo 31yi0 mapenky npuaaer «Mapwe Iler-
POBHE» HOBYIO, OUEHb APKYIO Kpacky. M 6maronaps atomy Teket Jlomunaase us3
paspsiia BapuaHTa MNEPEXOJUT YKE B pa3psii pelaKIUU — HOBOU, PE3KO
OTJIMYHOM OT mepBoHadYaibHOU. CoBCeM Kak 00OOIIEHHE B 3aKITIOUUTEIIBHON —
TaJIMYeBCKOM — cTpoe MecHu Mpo Mapiiajia v ero Jomaas. Bpsag mu — maxke
TPU JECATUIICTHUS CITYCTS — UICTUHHBIN aBTOpP TaKO ¥ mepepadOoTKU MOT 3a0bITh
00 3T0it MeTaMopdo3e U MPEUIOKUTh K MyOJUKAIMUA CTapblil, MOKHO CKa3aThb
0oJ1ee TerkOBECHBIN TEKCT.

OTtcrofa HE MOKET HE BOSHUKHYTh BIIOJHE JIOTMYHASI BEPCUSI O TTODTH -
4YeCKOM co-aBTopcTBe OKYJI’KaBbl, KOTOPOMY CKOpEe BCEro W MPUHAIJICKUT
nopaboTaHHas! PeIaKIUs STOTO COUMHEHHS,

Ha MoMeHT HanucaHus JaHHOW CTaThU HAM M3BECTHBI KAK MUHUMYM TpHU
pa3HOBUIHOCTU (DOHOTPAMMBI TIeCHH TIpuMepHO 1962—-1963 rr., nMeroiue 4eT-
KO BBIPAXXEHHbIC U 3a(PpUKCUPOBAHHBIE OCOOCHHOCTHU. bosiee TOUHON TaTUPOBKE
OHM HE MOJAarTCsA, MO0 BCTpEUYaIMCh HaM MO OOJbILIEH YacTH HA COOPHBIX
TUICHKAX U MPaKTUYECKH 0€3 KOHTEKCTa, KaK «OJAMHOYKW». J[ake pacroIoXuTh
BCE ATU UCIOJIHEHUS] B XPOHOJIOTMYECKOU MOCIEA0BATEILHOCTH HE MPEJICTAB-
asieTcs BO3MOXKHBIM. OTCrO/la 3aTpyJIHEHO M OIpeJeiIeHue MOMEHTa, KOorja
B IleCHE MOsIBWICA (WM, HA0OOPOT, U3 HEE KCUe3) JOMOJHUTENIbHBIA KYILIET.
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Hcnonnsnack oHa, Kak yxke ObLJIO CKa3aHO, ¢ METKUMH BapuaHTaMu, ¢ OOJIbIIIEH
WJIM MEHbIIIEH MPUBSI3KOM K M3HAYAJILHOMY aBTOPCKOMY TEKCTY, HO U 3TU pas-
HOUYTEHUS MOKA HE JTaI0T OJHO3HAYHOTO OTBETA HA MOCTABIEHHBIA BOIIPOC O MO-
CJI€10BATEIbHOCTH.

N3 umerommxcsi 4eThlpeX TOJIbKO OJHa (OHOTpaMma MO KOJIUYECTBY
cTpo( COOTBETCTBYET aBTOpcKoMy TekcTy. Ho oOpaTuTh BHMMaHHE CTOUT Ha
IPYTYIO — IPaKTUYECKH MOJIHYI0, C JOTOJHUTENBHOM cTpodoii. OHa, o HalIe
OIIEHKE, JIOBOJIBHO pejika. YeM ata poHOrpamMma nmpumeyaTesibHa?

CnoBo npakmuuecku 371eCb OOBSCHAETCS TaK: MECHS 3aluMcaHa B JBa MpH-
eMma. [lepen MOMOJHUTENBHBIM KYIIJIETOM SIBHO CIIBIIIEH IIEIYOK MarHuTogoHa
C HEOOJBIIUM «3aIUIBIBOM» 3BYKa, XapaKTEPHBIM JJISI HEKOTOPBIX MOJIenein
nepBbix MarHuTooHOB. To ecTh mocne KaHOHWYECKOoro Tekcrta JlomuHanze —
3anuch OblJIa OCTAHOBJIEHA, MArHUTO(MOH BBIKJIIOYAJICS.

Oky’kaBa B JJAHHOW CUTYyallMU OMSTh K€ HE OJMHOK: CIydyad MCIIOJTHE-
HUSI OJIHOW MECHU B JIBa NpUEMa B TEKCTOJOTHH aBTOPCKOW MECHU HaM Y¥kKe
BCTPEUAIMCh, U JIaXK€ BO BpeMsi MyOJWYHBIX BbICTyIUIeHUM. Hanpumep, nomy-
nsipHas necHsi Beicotnkoro npo Banto u 3uny, KkoTopas umena 3arjaBue «/lua-
JIOT B LIUPKE» U MO3JHEE CcTala Ha3bIBaThCs «Jluanor y teneBuzopay, ¢ 1973 r.
nejach UM MOYTH Ha BCeX KOHIepTax. Yepe3 HEeKOTOpoe BpeMs aBTOp IO CJIO-
KUBIIEHCA Y HEro TPAIUIMU COKpATWJ MOHA4daly JIJIUHHYIO TECHI0, 00pe3aB
B HEW IeCTHaAUaTh (PUHANTBHBIX CTPOK. IMEHHO B TakoM, OKOHYATEIHHOM,
yA0OHOM JIsi BOCHPHUSATHUS BHUJE OHA W 3a3Bydana (TEKCT U KOMMEHT. CM.
[2, c. 343-344, 507]). Ha o1HOM U3 KOHIIEPTOB KTO-TO M3 3ajila CTaJl HACTOWYH-
BO MPOCHUTH UCIOJHUTH nponoipkeHue. M Briconkuit He oTkasan. bosee Toro,
YK€ 3Hasi O TaKOM CIYIIAaTeIbCKOM HHTEpPEce M BOOAYIIEBISASICH UPE3MEPHO
TEIUIBIM PUEMOM, — OH TO3JHEE MHOIA, YK€ IMOCJIE OT3BYYaBIIUX aljoIHC-
MEHTOB, JIOMIOJIHUTEILHO CTajl BCIOMUHAThL OBIBIITYIO KOHIIOBKY. Tak OH ciierka
pa3Ho00pa3mi CBOM ycTosiBIIUMcA penepryap. boiBano, oH aenan 310 0e3 Ka-
KHX-TO KOMMEHTapHUEB W TEM CaMbIM, UCIOJIB3YS 3(PPEKT HEOKUIaHHOCTH,
KOMIICHCUPOBAJI COXKajieHUe MyOJUKH 00 OKOHYAHUHU IOJIOOMBIIEHCS TECHU.
A MHOTJ]a COMPOBOX/IAN JTaHHOE JIEUCTBO JIYKAaBBIMU BBIMBIIIJICHHBIMU CBEJIC-
HUSIMU O TOM, YTO Hayaj, JeCKaTh, MUCATh €€ MPOJOKEHUE (CM., HAPUMeEp:

[10: 11]).
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[Ipoucxoauio 3To B rofpl, KOraa 3KOHOMUTh MAarHUTHYIO JIEHTY YK€ HE
ObLJI0 HaJOOHOCTH, U BECH MPOLECC UCIIOIHEHUS, @ BMECTE C TEM U BCS paccKa-
3aHHAs 3/1eCh UCTOPUSI — OCTABAIUCH 3aMKCUPOBAHHBIMU. By/b 9TO necarue-
THEM paHbllle, TO KaKOW-HUOYIb KOJUICKIIMOHEP MOCTYMUJI Obl UMEHHO TaK:
OCTAHOBWJI OBl 3allUCh B KOHILIE MEPBOro (hparMeHTa M MPOJOJIKUI Obl €€ BO
BpEMsI 3BYyUYaHHs JOMOJHUTEIBHOTO.

Oky’kaBa UMEN CKJIOHHOCTh, HAIIPOTHB, Yallle JOMHUCHIBATh CBOM W3HA-
YaJbHO KOPOTEHBKHE, HO Y)KE€ COCTOSBIIMECS TEKCThl. BOT M B HalieMm ciydae
npu Bcell GOpMalIbHOM CXOXKECTH MPUMEPOB MOOYAUTENbHAS MPUYUHA «JIeTie-
HUSD» UCIIOJIHEHMS Ha JIBE YacTH y CTapllero rmoi3Ta sSIBHO ObLIa MHON — cyry0o
TBOPYECKOM.

«CoctaBHas» ¢oHorpaMma OKymKaBbl B MHOTOKPATHO TEPENUCAHHBIX
KONMAX Momnajana K HaM B HECKOJBKUX BapHaHTax — C JBYMS Pa3HBIMH YacTs-
MU KOMMEHTapueB (HEKOTOpbIE Yy4Y€HbI€ CKJIOHHBI 0003HayaTh MOJO0OHbBIE
«MEXKIECEHHBIE» pe(IIEKCHH HaAyYHBIM TEPMUHOM «aBTOMETANapPaTEKCThI»):

— IIepBasi 4aCTh KOMMEHTAPHs MPEABAPSET NECHIO U YKA3bIBAET HA COAB-
topctBO — «Ilecenka Ha cimoBa Cepro JlomuHaaze»; Mo BCced BEPOSITHOCTH, ITO
Ta K€ 3alMCh, KOTOPYIO YIIOMHUHAJ Ha IUieHKe 1976 r. olMH U3 COTpYAHUKOB
IN'ocnutmyses;

— B IPYroi pa3 3TOT HAYaIbHBIM KOMMEHTapHil KeM-TO 00pe3aH, 3aT0 OH
COXpaHWJI Ha4yaJIo APYrou ero 4actu, Kotopyro OKymkaBa Jan yxe IOCIe HUC-
MOJTHEHUS; OT 3TOM YacCTH, €CJIM HaM BEPHO YIAJIOCh €€ PACIO3HATh HA IIOXOU
3allMCH, OCTAJIUCH JINIIb IToaTopa cinoBa «llocnennuii K. .. ».

Ha nam B3rsg, ob6e pemapku OKyIKaBbl KOPPECHOHAUPYHOTCS APYT
C IpYroMm, a MOJTOpa CJIOBA O3HAYAIOT ‘NOCIeOHull KYIUJIET...” U B UX MPOJO0J-
KEHUHM KpOEeTCsl MPUYMHA MArHUTO(POHHOM «JOMHUCKU». XOYETCsI BEpUTh, UTO
B 00p€3aHHOM YaCTH KOMMEHTApHs MO3T TOBOPUI 00 OTJE€JIbHOM aBTOPCTBE
YETBEPTOU CTPOQBI.

B mo0om cinyuyae goHOrpaMma necHu, 3amucaHHasl B JBa MpHeMa, Mpo-
3pavyHO YKa3bIBAET HA OJJTHOBPEMEHHOE CYLIECTBOBAHUE JIBYX PEIAKIUN TECHU —
KOPOTKOM aBTOPCKOM M JIONIMCAHHOM, YBEJIMYEHHOW €€ HCIOJIHUTENIEM, KOTO-
PBIiA, B CBOIO OU€pE/ib, STUM CBOMM COABTOPCTBOM IPEIOUes IpeHeOpeyb.
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PAIIMOHAJIBHOE U DMOIINOHAJIBHOE B COHETE
(OIIBIT POMAHA CJIABALIKOI'O)

A. B. Kyaarun
['ocymapcTBEHHBIN COMMATBHO-TYMAaHUTAPHBIA YHUBEPCUTET
kula-mariya@yandex.ru

B crarbe paccmarpuBaeTCsi C TOYKM 3pPEHHUS] COOTHOIIEHUS KaTeropuil panuoOHaIbHOTO
1 YMOITMOHAJIBHOTO COHETHOE TBOPUYECTBO KOJIOMEHCKOTO 1mosta Pomana Cnasarkoro (1957-2021).
Krnaccuueckasi, kanoHndeckasi popma coHeTa, pacroiarampoinas Kak OyaTo K pallMoHaIbHOMN 3a/1aH-
HOCTH U CTPOTOCTH, OOHapyxuBaeT moj nepom CraBallkoro MHUPOKHE BOZMOKHOCTH SMOIIMOHANb-
HOT'O HAIOJIHEHUS U BO3ACUCTBUs Ha yuTaresids. OHO JOCTUraercs 3a CUET LIMPOKOIO BKIFOUECHMS
B COHETHI MOTMBOB COBPEMEHHOW U3HU (B TOM 4HCIE Cy[ed pealbHbIX COBPEMEHHHMKOB U 3HAKO-
MBIX aBTOpPA), MCIOJB30BAHMUS PA3TOBOPHOM JIEKCHMKU (KOHTPACTHO COYETAIOMICHCS C HEKOTOPOM
«apXamvHOCTBHIOY» CTHJISI COHETOB), IIMPOKOTO CTPOPUIECKOTO pernepryapa, pa3sHOOOpa3HOi MeTpu-
KA (B LIEJIOM IS COHETHOM (hOpMBI HE XapakTepHO#). Bce 3T0 1O3BOMISIET TOBOPUTH O TBOPYECKOM
onbiTe CIlIaBallKOrO-COHETUCTA KaK OIbITE HOBATOPCKOM M JIEMOHCTPUPYET IIMPOKHE 3MOLUOHAb-
HbIE€ BO3MOXKHOCTH CaMO# KilacCH4YecKol (opmbl coHeTa. B kadecTBe muUTEpaTypHOro marepuana
B CTaTh€ MCIIOJb3YIOTCS MHOTOUMCIIEHHBIE IIUKIJIBI COHETOB Mmod3Ta («KomomeHckuit Apbary, «bar-
HUY, «Hoctansrus» u ap.), a Takxke ero ouepk «KonoMeHCKUN COHET».

Knrouegvie cnoea: Poman CnaBaukuii, COHET, palMOHAIBHOE, SMOLMOHAIBHOE, CTHIIb,
cTpoduKa, METpUKA.

Hccneoosanue svinonneno npu noooepaicke epanma PH®, npoexm Ne 26-18-00128 « Conem
KaK HAYUOHATIbHOE OOCMOsIHUE: COXPAHEHUe MBOPUECKO20 HACAeOUs NOIMO8E U3 POCCULICKOU 2T1YOUHKU Y.

Rational and Emotional in Sonnet (an Experiment by Roman Slavatsky)

Anatoly V. Kulagin
State Social and Humanities University
kula-mariya@yandex.ru

This article examines the sonnet work of Kolomna poet Roman Slavatsky (1957-2021) from
the perspective of the relationship between rational and emotional categories. The classical, canoni-
cal form of the sonnet, seemingly conducive to rational predetermination and rigor, reveals, under
the pen of Slavatsky, broad possibilities for emotional content and influence on the reader. This is
achieved through the wide inclusion of motifs of contemporary life in the sonnets (including
the fates of the author’s real contemporaries and acquaintances), the use of colloquial vocabulary
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(contrastingly combined with a certain “archaism” of the sonnets’ style), a wide strophic repertoire,
varied metrics (generally not typical for the sonnet form). All this allows us to speak of Slavacky’s
creative experience as a sonnetist as an innovative one and demonstrates the broad emotional possi-
bilities of the most classical form of the sonnet. The article uses numerous cycles of the poet’s son-
nets (“Kolomensky Arbat”, “Towers”, “Nostalgia”, etc.) as literary material, as well as his essay
“Kolomensky Sonnet”.

Keywords: Roman Slavatsky, sonnet, rational, emotional, style, stanzas, metrics.

®durypa KoJIOMEHCKOTO T03Ta, a TAKXKE MPO3ankKa, )KypHaJIUCTa, KpacBeaa,
Pomana CnaBaikoro (Hactosiiee umsi: Poman Bagumosuu Iarko; 1957-2021)
yKe cTaja NpeIMETOM HE TOJIbKO MeMyapHO-3cceucTtuueckoro [1], Ho u duio-
JIOTHYECKOT0 BHUMaHUA [5; 13]. B cBsI3U ¢ ero TBOpYECTBOM MPEACTABIISIET UH-
TepeC, B YaCTHOCTHU, U COOTHOIIECHHE KaTEropuil parvoOHaIbHOTO W 3MOIUO-
HAJILHOTO, IIPEJIOMIIEHHE YTOT0 COOTHOIIEHHUS B OATUYECKOM CO3HAHUH 1. Jleno
B TOM, UTO U3JTIO0JICHHOM MOo3THYeCcKoi opmoii CnaBarikoro ObUT COHET; B 3TOMN
(dopMe BbLAEpKaHA JIbBUHASA JOJS €r0 MOATUYECKOTr0 HACJIENUsl, CUCTEMaTu3a-
uYs M u3gaHue (M nepeu3aHue) KOTOPOro TOJIbKO Havyanuch [9]. Yke celuac
MOXKHO CKa3aTh, YTO COHETOB OH Hamucan oosee Toicsiuu. COHET sBISAET COOOH,
Ka3aJ10Ch Obl, JOBOJBHO J>KECTKYI0, KAaHOHMYECKYID CTHUXOTBOPHYIO (hopmy,
MPEANOJIAralolyt0 BBIIIOIHEHHUE MMO3TOM MOCTABICHHON UM MEpE] CaMHM CO-
00ii paninoHansHOM cTpodudeckoit 3agaun. Ho BoT mapagokc: sta ¢popma oOHa-
PY’KUBAET BO3MOXKHOCTH BapbUPOBAaHUS, B OMNPEICICHHOM CMBICIE — TBOpYE-
CKOM CcBOOOMBI, KaK pa3 W pacrmojiararomieid K 3MOIMOHAIBEHOMY BOCIPHUSTHIO
coHerta. JIF0OOMBITHO YK€ OJTHO TO, YTO CPEIU CBOMX KJIACCUUYECKHUX CTpoduue-
CKHUX «COOpaTheB» (TPUOJIET, POHJO0, TEPLUHBI) COHET OKa3ajcsi B HOBeiillee
BpeMs HambOoJjee MPOMYKTUBHBIM M HauOOJIee GKUBYYHUM»: 3TO TOBOPHUT O €T0
O0oraroM BHYTPEHHEM MOTEHIMaJIe, KOTOPbIA MOXKET MOKa3aThCsl MCYEPIaHHBIM
TOJILKO TTIOBEPXHOCTHOMY B30DY.

Bo-niepBbix, coner y CrnaBaiikoro, BOIPEKH CBOCHU «KJIACCUYECKOWN», HE-
CKOJIBKO «apXaum4eCKOW» pemyTalliu, OKa3bIBACTCS MPUHIUNHAIBHO OTKPBIT
COBpEMEHHOCTHU. B kadecTBe repoeB (HE MPOCTO aApecaroB MOCBSIICHUI,
a UIMEHHO T€POEB) COHETOB Y HETO MOSBIISIIOTCSI €10 COBPEMEHHHUKH — KaK CTapllue,

! TIpo6emMa COOTHONIEHHS PAIMOHATHHOTO W 3MOIMOHAIBHOTO MIMPOKO 0OCYXKIaeTcs Ha KoHde-
PEHIMAX U B M3IaHUSAX BONTOrpazckoro rocylapcTBEHHOTO COLMATbHO-TIEAAroTHYeCKOro YHUBEP-
cuteta. CMm., Hanpumep: [4; 6].
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TaKk ¥ Joaud ero mnokosienus. Hampumep, B mukie «Komomenckuit ApOar»
(2017)? obnapyxuBaem coreTsl «Xupypr I1érp Capadpsan» u «Jletunk Bacu-
nuid 3aiiieB», BOCCO3JAIONIME MOATUYECKUN MOPTPET M3BECTHBIX B Komomue
monaeit. O6a onu — yyactHuKU Benukoit OTeuecTBEHHOM BOMHBI, KOTOpas cama
1o cebe yKe €CTh SBJICHUE HOBEUIIIEr0 BPEMEHH, HO JIMPUUYECKUI CIOKET IMPo-
TSHYT OT BOGHHOTO BPEMEHH €lIe U K COBPEMEHHOCTHU. Tak, UIMEHHO oOpaiiie-
HUE K COBPEMEHHOCTH M0-HACTOSIIEMY JAPaMaTU3UPYET Cy/IbOy BTOPOTO U3 HUX,
nBaxnbl [epos Coserckoro Coro3a: «Bo3znymueiii Bcaguuk! Bot oH, npeBHUM
XKpeOuii: // Thl BBKUI B 0O00XOKEHHOM JBIMHOM HeOe // u ObLT mogouT 6e3 00s
Ha 3emuie!..» [9, c. 35]. IIpu 3TOM OAT He 3a0bIBAaET U O KJIIACCUYECKOU aype co-
HETAa: 4YEeJOBEK JIBAJAIATOrO CTOJIETHSI, BOCHHBIM JIETYMK, CpPaBHUBAETCS
C IPEBHUM BCAJHUKOM (BBIIIE OH HA3BaH €IIE U 2YCAPOM BO30VUIHBIM, PUCKO-
8bIM BOJILMUNCEPOM 8030YUIHBIX NYML; CIIOBO «BOJBTHAKEPY» MOXKET 03HAYATh Kak
JIOBKOTO IIMPKOBOTO JKBUJIMOPHUCTA, TaK U (PAHIYy3CKOTO MEXOTHUHIIA SIOXU
HaITOJIEOHOBCKHUX BOWH, UTO CO3BYYHO «TycCapy»).

Ecnu repoem coHeTa SIBISIETCSI KTO-TO U3 JpYy3ed UM XOPOIITUX 3HAKOMBIX
03Ta, TO 00pa3 3TOr0 YEJIOBEKAa MOXKET OBbITh OKPYXEH MpOo(eCcCrOHATbHBIMU
U OBITOBBIMU PEATUSIMH, ISl COHETHON (POPMBI HETPUBBIYHBIMU. Tak MPOUCXO-
IIUT, Hapumep, ¢ o0pazoM KojioMeHckoro ¢otorpada-xypHanucra JIbBa ABne-
eBa: « mouTcs Ku3HB — Kakoe cuacThe! — // pororpaduueckum mearakom, //
yT00 Ha 3aKaTe BO3BpAIIATHCH // TOMON — HEMHOXKKO MO XMelIbkoM» («Ddoto-
rpad»; nukn «Camaitny, omyoi. B 2022 1., mocMepTHO) [9, ¢. 399]. PazroBopHoe
100 XMeNbKOM OPTAaHUYHO COYETAETCSI C MOITUIMOM M OIumcsi JHcu3Hb — Kakoe
cuacmoe!: Bellb OBITb HEMHOMCKO NOO XMENbKOM JUIsl T€pOsi CTUXOTBOPECHHS
U €CTh OJTHO U3 YCIIOBUM «CUACTHSI».

[TosTdeckoe u OBITOBOE COMPSHKEHBI M B COHETE-PETPOCIICKIIUHU, TTOCBS-
[ICHHOM TIaMSITH MaTepH OIHOTO M3 JIpy3el M03Ta, B HEOXKUIAHHON pU(MOBKE:
«Ha creksie 3acHexeHHbIe pu3bl, // cToil, U “OroHex”, u TeaeBu30p...» («3uHa-
une JleonnnoBue Konocopoity; ki «Camaiiny) [9, c. 380]. [Tostnueckuit cipur
TPAJUIIMOHHON «paIlMOHAILHOW» (OPMBI B CTOPOHY COBPEMEHHBIX ISl JTUPH-
YECKOTr0 reposi peaauil SMOLUMOHAIBHO 3Ty (OpMY OKpaIlluBaeT, MpuOIuKaeT

2 HOCKOJ’IBKy HaM HU3BCCTHBI AaThl HAITMCAHUSA HE BCEX COHCTOB I103TA, MbI 31€Ch U JaJICC B UHTCPC-
cax CI[I/IH006pa3I/I}I YKa3bIBacM 1o HyGHI/IKaI_[I/II/I BCCT0 IUKJIa, B KOTOpBIfI YIIOMUHACMBIC U TUTHUDPY-
€MBIC HAaMH COHETHI BOIIJIN.
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MHUp Mo3Ta K umrarento. Kcratu, B aApyroi pa3 pudma, Toke HEOXHUIaHHAs,
OKa3bIBACTCS MPEAMETOM JUPUYECKON pedIieKCUu, MO3BOJISIIONICH COBEPIIUTH
€lle OJWH CIBUI, KOIJla MaMsTHasi MOATY U €r0 COBPEMEHHUKaM MpUMETa JiBa-
JIATOTO CTONETHs (ra3eTHasi BhIpe3ka) caMa y)Ke MPEeBpaIiaeTcs B 310Xy BbICO-
KUX TEXHOJIOTHUU B 3JIEMEHT IMOATHUYECKOro perpo: «Bwummxkyt Crapeiii Lopon,
BBUIOXKAT HOBOW IUTUTKOM — // Ha/O % TOJIME TYpUCTOB MOpa3aaBarh npe3eHtol! //
... TonbKo 3a4eM-TO B cepjlle CKpbulach yyaHas pudma — // TOUHO B abOOMe
BETXOM — BbIpe3Ka u3 razethl» («KomomeHckas snerusi»; nuki «Hocranbrusy,
2020) [9, c. 455]. 3gech UHTEPECHO U MapaJOKCaIbHOE HAMMEHOBAHUE COHETA
«aJerueiy; s Hauel TemMbl ObUIO Obl JOCTATOYHO YK€ OJAHOTO TOTO, YTO 3TO
KaHPOBOE 0003HAUCHHUE SMOLMOHAIBHO OKPAIIEHO.

O4eBUHO, YTO MOTHUBBI COBPEMEHHOW KU3HH BIEKYT 3a CO00M U OOHOB-
JIEHUE sI3bIKa COHETa, COMMKEHHE €ro C Pa3roBOPHOI peubio — OCOOEHHO 3a-
MeTHOE Ha ()OHE HEKOTOpOil, BOOOIE XapakTepHOU aig coHeToB (CiaBalKoro,
apxauszauuu ciora. B pasButue ckazaHHOTO 0 «KonomeHCkoM anerum» wuiu
o corere mamaAtu 3. JI. KomocoBor mpuBenem nurary u3 coHera «Criacckui
MOHAcCThIpby (UK «bamuuy, 2014), 3KCIPECCUBHOCTHIO HAMOMHUHAIOIIYIO,
MOXKET OBITh, MaHEpy MOJ0J0T0 MasikoBckoro: «M TeHb MOM3eT KPhUIOM HETO-
MIBIPUHBIM, // U COJIb CO3BE3UN chlmieTcsl B npoembl. // Houb — ropout ['opon
B OMYT€ MoabeMa, // kKak (OoToOObEeKTHBA THYTOM JbaAuHOW» [9, c. 215]. CrnoBa
MeHb, KPblilo, C036€30Usl, HO4b, CAMU 110 ce0e CTHIIMCTUYECKU HEUTpaibHbIe, HO
3/1eCh MPETEHAYIOIIUE Ha POJIb TOATU3MOB, KaK Obl CKOPPEKTUPOBAHBI HETATHUB-
HBIMU B TAHHOM KOHTEKCTE MPUJIAraTeIbHbIM HEeMONbIPUHbIM U CYIIECTBUTENb-
HBIM OMym, HEOXKUTAHHOW U TOXKE, KaXeTCs, padoTarolel «Ha HeraTuB) MeTa-
dopoit conv coseezduti, HO TIABHBIA CTWJIEBOM CIBUT CO3/l1aH, KOHEYHO,
CpaBHEHHEM C JIMH30M (OTOOOBEKTHBA. JTa COBPEMEHHAS PEaus 3a0CTPSET
BCIO TPEBOXKHO-3JIOBEIIYIO MOATUYECKYIO MaHopaMy. A B (uHAJE MOSABIACTCS
OTKPOBEHHO Pa3rOBOPHOE CIIOBO 1pop6ea, BIUCHIBAIOIIEECS B KapTHUHY MHPO-
3[IaHus, KaKk Obl THOHYIIIErO BMECTE C Pa3pyIICHHBIM B COBETCKOE BpeMsi MOHa-
CTBIPEM, C pebpucmuiMu ps0amMu €ro Kpecmos u wnuieil, apraoamu u KameH-
Hoimu knemamu: «lIpoxnsateiii con. Ilycreer neba mpopsa. // ...A Cnacckuii
MOHACTBHIPh pa3OUT W B30pBaH, // KOorma MEHsS W He ObUIO Ha cBeTe». Jlpyrou
npuUMep MOAITHYECKOTO KOHTPACTa, KOTJAA BBICOKUN CJIOT OTTEHSETCS MPOCTO-
PEYHBIMU BBIpOKECHUSAMU: «UUTaIM TpaHKU C XOXOTOM W CHopamu, // W 1uia
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pEeIaKIMOHHAs BO3HS, // IIATAIUCh JUTCOTPYIHUKH, C KOTOPBIMU // IyTsl 0OJI-
tanu UcOax u [TunbHsk. // OHu cBoro 310Xy odecemepTun...» («Komomenkay;
ki «Hoctanerus») [9, ¢. 470]. Beicokuii cior msaToro B 3TOM IHUTaTe CTUXA
«IPERYIPEXKIEH» HE TOJBKO PA3rOBOPHBIMU XOXOMOM, 803Hel, TIAroJIaMu uid-
manuce, bormanu, HO U MPOHECCUOHATTUZMOM 2PAHKU, U KAHILICIISIPU3MOM UM -
compyoHuku. Tak mo3THYeCKasi KapTUHA >KU3HU Ta3eTHOM pelakiuu oOperaert
CTHJIEBYIO M SMOIIMOHATILHYIO0 00bEMHOCTb.

Eme oauH npumep A3bIKOBOWM CBOOOIBI MO3TAa-COHETHCTA — COHET «Jlo-
sy (muki «Kopabmey, 2019): «Konomnaa — noaka! Tspkenbrit 10T // 1aBHO T10-
tepsH B niyou Ilocana... // I Bpewms, Touno Yemmpckuii KoT, / ¢ yXMBLIKOM
TapammTes U3 3acaas» [9, c. 314]. IlepBbie aBa cTHXA — IJIHOC BOCIPOU3BEICH-
HOE C MPOMHUCHON OYKBBI CYIIECTBUTEIbHOE Bpemsa — paboTaroT Ha MOdTUYE-
CKYIO0 apXxau3aiuio: CIOBO Jlom YIOTPEOJIeHO, MO-BUIUMOMY, B 3HAUCHHUH CTa-
PUHHOM MEpbI BECa; JIOT, IPaB/ia, paBEH BCero 12 ¢ JIMITHUM rpaMMaMm, HO 3/1€Ch
OH TUIEPOONU3UPOBaH: msxcenviil 1om. CTApUHHBIA KOJIOPUT UMEET U 21y0b
Ilocaoa (B KonomHe, Kak U B IpyruX JIPEBHUX TOPOJaX C KpeMJIEM, €CTh TOCa/I-
CKasl 4aCcTh) BKYII€ C MOTUBOM «JIaBHEW MOTEPSHHOCTU». Ho nanbliie si3bIk Me-
HAETCS, U TMEPEIOMHBIM MOMEHTOM CTAHOBUTCS MOSIBIIEHHE MOTHUBa Yemmpcko-
ro kora u3 ckaszku Kappomnna «Anuca B Crpane Uynec». Tam, HanoMHUM, 3TOT
BOJIIIICOHBIM KOT 00JIaTaeT YIBIOKOH, OCTAIOMIECHCS TIOCIE NCUSC3HOBEHUSI CAMOTO
Kora. 1 31ech moaT nepexoauT Ha NPOCTOPEUHE: ...C YXMbLIKOU MaApaAuWUmcs u3
3acaovl. Uto 310 3HauuT? JlanpHeliiiee pa3BUTHE JIUPUUECKOTO CIHOXKETa Tepe-
HOCHUT Hac U3 KosloMHBI B IeKCUPOBCKY0 AHMMIO: «I BeeT AHIIHEH OT pe-
ku, // u maxaetr “bypeir” u ‘“3umneit ckazkoit”!» Jleno B Tom, uro nukia «Ko-
pabiby» Oblm HanmucaH CraBallKMM TIOJT BIEYATICHUEM OT TIOCTAHOBKHU
KOJIOMEHCKUM TearpoM Pastila ero mosTudeckod KHUTH «TemHas jeau», co-
CTaBJICHHOW NIPEUMYIIECTBEHHO U3 NIepeBoioB coHeToB lllekcnimpa. Bot npomne-
TEBIIIME BEKAa W MPOTAHYBIIHECS Mexay KomomHOW um AHIMed mpocTpaHCTBa
U «PaCTBOPUIINCHY», TOMO00HO YemupcKkoMy KOTY, a SI3bIKOBas BOJIBHOCTH BBI-
MyKJI0 0003HaUMIIa 3TOT MPOCTPAHCTBEHHO-BPEMEHHOM Tepena.

Eme oguH Kputepui, MO3BOJAIOIIMKA TOBOPUTH O PACIOJIOKEHHOCTH CO-
HETa K BAPbUPOBAHUIO U YBOJSIIHNI €r0 OT U3BBECTHOM «MOHOTOHHOCTHWY, a 3Ha-
YUT, TOXKE OKPALIUBAIONINN «PallMOHATIBbHYI0» COHETHYIO MOJIEIb SMOIIMOHAJIb-
HO, — cTpoduka. 371ech HaM «mojicKa3biBacT» caM Poman CraBalkuii, KpaTko

~40~



AMUACTONA. QANCAOTYSECKIA | $0HAN. 026 Tom 6. BHMICH 11

HAMETUBIIUNA CTPOPHUUECKYI0 HMCTOPUIO COHETAa B CIEIUAIBLHOM HEOOJIBIIOM
ouepke. [103T BbIACINIT HECKOIBKO UCTOPUUECKH OCOOECHHO 3HAYMMBIX CTpOdu-
YECKUX MOjeNel coHeTa: 1) Tak Ha3bIBAEMbIM «CHUIIUIMUCKUI COHET» POJAOHA-
JajgbHUKa 3TOW (opmbl, Skoro JIeHTHuHH, BKIIFOUYArONIUid B ce0s OKTaBy M CEK-
cteT; 2) coneT nostoB «HoBoro cinamoctHoro ctumsi» u IleTpapku, rie okTasa
paslieficHa Ha JBa KaTpEHa, a CEKCTET — Ha JiBa TEpLETa; 3) TAK HA3bIBAEMBbIN
«CBOOOJHBIN AHIIIMMUCKHN COHET», B Tpaaumuu kKoToporo nucan u lllexcrup;
3[1IeCh TPU KAaTpEHa, HE CBSA3aHHbIE CKBO3HON pU(MON, U (PUHAIBHBINA TUCTHUX.
B pycckoii nos3un (npeumyiiectBeHHO CepeOpsiHoro Beka) CraBalikuid, BCes
3a O. U. ®enotoBriM, aBTOpoM MoHorpaduu «Coner» [14], ycmarpuBaer mu-
pokoe pazHooOpasue crpoduyeckux (Gpopm 1 HakoHEL POPMYJIUPYET TPUHIMUII,
Ha KOTOPOM CTPOUT COOCTBEHHYIO (pOpMY, HA3BaHHYIO UM «KOJIOMEHCKUM COHe-
Tom». CyTh €€ B TOM, YTO JUCTUX 3aHUMaeT He (uHaIbHbIe CcTUXU 13—-14,
a CTUXU 5—6, B pe3ysibTaTe 4ero, Kak MUIIET MO3T-3CCEUCT, «MOIHAas (UHAIb-
Hasi KOHLEHTpAIUsl CMbICHA, €0 ‘3aMKOBAasi 4acTh , COXPAaHSAETCs, HO OHa opra-
HUYHO BKJIIOYAETCS B 3aBEPIICHUE NOCIEIHETO KaTpeHa» [9, c. 481]. 1o mbicin
O. U. ®enotoBa, Takyro GOpMy «IIpH KEJTAaHUU MOXHO OINPEISTUTh KaK Tpaau-
[IMOHHBIN OMPOKUHYTHI COHET (PpaHIy3CKOW MOJENH CO CBOOOTHOM CXeMOM
pudmoBku» [13, c. 63]. CnaBankuii He KacaeTcs B CBOEM OYEPKE COOTHOIICHUS
pu(MOBAHHBIX CTUXOB, MEXIY TEM KaK Ha 3TOM YPOBHE COHETOJIOTHU OTIEISIOT
OT «UTAJBSHCKOTO» COHETa ¢ dYepemoBaHueM abab abab (wmmu abba abba)
cdc dcd coHer «(ppaHIty3ckuil», MOCTPOCHHBIN Tak: abba abba ccd eed (unu
ced ede) [12] 3.

B TtBOpueckom Hacimeauu camoro CraBalkoro MOXXHO OOHApYyXHUTh BCE
MepEeYUCIICHHBIE BhIIIE CTPODUUECKUE BapUaHThI. J[Ba «CHUIIMIIMICKUX» COHETa
oOHapyxxuBaem B mukie «KomomeHckuil mmmoBHUK» (2020), enBa 11 HE TO-
HOCTBIO TIOCBSIIIEHHOM JIMPUYECKOU pedIieKCHH O MOBOJY COHETHOU (POPMBI;
ATO CTUXOTBOPEHUE, UMEHHO Tak W Ha3BaHHOE: «Cunminiickuii conet. 13 Sxo-
no ae JlentuHu» (mepeBoJ])) U COHET C TOBOPSIIMM Ha3BaHuem «BoceMb u
mecTb»: «HeT, 3To He po3bl IBETOK KPOBABbIM; // IITUTIOBHUK MBIIIET KUCITUHKON
CTpPaHHOM, // BOCBMEPKH TKYT KOJIJIOBCKHE TPABBI: // BIOXHYJI — W IIaTaCIIbCS,

Oynro mesiHbIA. // VI BOT yxke pudmbpl moror CekcreToMm...» (M Tak jganee)
[9, c. 444].

3 Cm. 0630p HayuHO# MTEpaTypHI 0 coHeTe: [2].
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CoHeToB, B KOTOPBIX OKTaBa pa3AeiicHAa Ha JBa KarpeHa, a CEKCTET —
Ha JBa Tepuera, y CrnaBalKoro — BEJIMKOE MHOXKECTBO. Hampumep, MOIHOCTBIO
(32 uckioueHueM (QUHAIBHBIX COHETOB-MAarucTpPajioB) BBIJAEP)KaHbI B TaKOM
dopme mmkibl «I[lymkuackuit BeHok» (1999) u «llocaackuii BeHok» (2002).
Hazogsewm emie, k mpumepy, conetsbl «JIuctbs Jleonapno» u «CeHTSI0pb» U3 1UK-
na «Anxumus ctuxa» (2017) unu conetsl «BunHeBbii can» u «Beep» u3 1muk-
na «Hocranerus» (2020). «®Dpaniy3ckuii coHeT» OoOHapyXHWBaeM, HaIpuMmep,
B «JIByx Oorunsx» (uukn «bamnuny) umm B «Ckaskax ApoOara» (mukn «Koo-
MeHckuil ApOat», 2017), TolbkO MO3T WHOTAA OBIBAET CKJIOHEH O(OPMIIATH
ctuxu 9—10 Kak IUCTUX, OCIE KOTOPOTO WJIET 3aBEPIIAIOIINN KaTPEH C mepe-
KpecTHOU pu(MOBKOW. Mexay TeM HeMajo y HEro M Takux «(QpaHIly3CKUX»
COHETOB, TJIe CEKCTET pa30uT Ha JBa TEpIIeTa; TAKOB, CKakeM, cOHET «CTaphIit
ropoa» u3 uukia «Hocransrus» (2020), rae 3apudmonansl crpoku 9—10, 12—-13
n 11-14. OpuruHanbHBIX COHETOB «IIEKCIHPOBCKOTO TUIA» Yy HETO HEMHOIO
(«AHIIUHACKUN COHET» U «ATONOrus»; 00a — u3 nukia «KomomeHckuil mmmnos-
HUK»), 3aTO UMEHHO TakK, B CTPO(PUUECKOM COOTBETCTBUU OPUTMHAIY, OH Iepe-
BEJI JABaJLIaTh BoceMb COHETOB caMoro lllekcnupa mis kauru «TemHas senn»
(2016). O «KOIOMEHCKHX COHETAaX» HEUYEro U roBOPUTh — 3Ty dhopMy CraBaikuii
pa3pabarbiBajl HA NPOTSKEHUM MHOTHX JieT. B kauecTBe mpumepa mpuBeAEM
coHet «lIlyreBogurensy» (mukn «Kpunrta», 2021), mocBsSneHHbI KOJTOMEHCKOMY
ucropuky-kpaeseny E. JI. Jlomako, aBropy myreBoautens «B myTemecTBUe 1o
KOJIOMEHCKOMY Kpemitto»: «I'ne crapoit baminu apeBHsist KopoHa // TOMOPILIUTCS
y30pamu marpa, // B O0MHUIlE TUISIIET cepasi BOPOHA — // 9TO TpUCTa JIET Ha3al,
9TO M BUepa. // VI, Kak HY MOTJIAIA, — OHA BCE Ta XK€, / M YTO-HUOY/Ib, HABEPHOE,
pacckaxeT. // O yeM pacckas? Jla BOT — 00 3TUX CTeHaX, // 0 OUTBax U O Kjiagax
MOTalHBIX, / 0 HAIIMX CyIbOax — SPKUX U MTHOBEHHBIX, // O MpHU3paKax HE3-
JCIIHeW TUIIUHBL. // 37ech KaKIbIH XpaM CeIuHaMU yKpalleH // U cKa3Kamu
HArpy>keH KaKIblil 1oMm... // JleTur BOopoHa BO3Jle cTapblx OaiieH // U 4epTUT
BBICh TOTEPSHHBIM 1IepoM!» [9, c. 419]

Pacmmpsier s3MoLMOHaNbHBIE BO3MOXXHOCTH COHETa U MEeTpuka. B pycckoi
MOATUYECKOU TPAJUIIMU COHET TATOTEET MPEUMYIIECTBEHHO K TMATHUCTOMHOMY
U JJaXe [IECTUCTOMHOMY MOy, UMEIOIIIEMY, B CBOIO Ouepe/b, OoraTeiiyto Tpa-
JIUIIMIO0 B TOATUYECKOM Kiaccuke [3, ¢. 59—60, 121-125 u ap.]. HazoBem cone-
Thl [lymkuna («Coner» — 5 crom; «lloaty» u «Manona» — 6 cTom) U MO3TOB
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CepeOpsiHOTO BEKa, BIMSHHME KOTOPBHIX Ha TBopuecTBO Ciapaikoro ObL10 Oec-
CHOPHBIM U UM CaMUM NpHU3HaABaJoCh, HarpuMep: «Conet k popmer (5) u «Co-
He™» («O JOBKHI apamarypr, cyabba, kpudy s “OpaBo”...»; 6) bprocona;
«Cxoprion» (5) u «Bospoxnenue» (6) banbMonTa; «Bzstue Trounspu» (5)
u «B3sarue bactununy (6) BosjomuHa. ITa METpUKa yCUIMBaJIa KIaCCUUYECKOE,
«aKaJieMU4YecKoe» 3By4daHUE CTapuHHOWU (opMbl. O0e pa3HOBUIHOCTU siMOa
Ipe/ICTaBlIeHbl, KOHeYHO, U y CrnaBankoro. Tak, MATUCTOMHBIM SIMOOM Hamuca-
Hbl Kbl «Ilocanckuii BeHok» (2002) u «Benok Illkunu» (2017), MHOTOYMC-
JIEHHBIE COHETHI APYTUX LHUKJIOB, Hanpumep, «Crexno» (nukn «Crapeie BEIm»,
2003) wnu «llonceeunnku» (uukia «Komomenckuit ApOary»). lllectuctonnsiii
aM0 obHapyxkuBaeM B coHeTax «Houbto» (1uki «CamoiBeTHbIE YeTKny, 2004),
«Banentuny KypbaroBy» (ki «KoaoMEeHCKUN ITUTTOBHUKY) U APYTHX.
Mexay TeM auana3oH METPHUKHU B coHeTax CllaBaIkoro O4eHb MUPOK, MBI
Obl Ckazanu — JJig 3Tol GpopMbl BooOIIe yHuKaieH. [IpuBegeM mpumepsl uc-
MOJIb30BaHUSI UM Pa3HBIX pa3MepoB. YUeTwipexcTtomubiii simM0: «B OoxHHIE —
TEMHBIE UKOHBI, // 32 CalloroM — XOJIOAHBIN HOX, // 1oM — 0e3 momiaasl 1 3aKo-
Ha, // HO ThI ero He obouenby («HeoboiaeHubIl 1oMy»; 1uka «Teatpy, 2014)
[9, c. 274]. YerblpexcTOmHBIN Xopeh: «O00NbCTUTEIbHAS OCEHb, // 3BI0KUX JTU-
CTBEB IM030JI0Ta — // KaXK/bI TOJ] OHAa BO3HOCUT // BCEX POCCUMCKUX CTUXOILIE-
TOB...» («Ce30H BIOXHOBEHBS»; LUK «Anxumus ctuxa», 2017) [9, c.342].
[Tatucronublit xopei: «CKOIBKO ke 100pa HaBopoBaia // MBIIIHOW AJIPHATUKU
napuna! // Camo1BeToB sipkve pas3Bajibl / U MOIIEH CBSIIEHHBIC YaCTHUIIHI. ..
(«Konu Can Mapko»; muki «Benenus», 2018) [7, c. 37]. TpexcronHslii Jak-
TUTL: «YMOPHS — HEXKHBIM PacCBETOM // TSHETCSI ¢ BemHen mopsl. // KaMeHHon
BeTKOH — OpBBETO // CMOTPUT ¢ BepIIUHBI TOPBI» («OpBheTO»; MUK «ATambsH-
ckue 3Toab», 2020) [8, c. 35]. TpexcronHslil anamnecT: «Jlyx Apmenun — cnaa-
KU ¥ OpsSIHBIA — // B 9TUX OapXaTHBIX TEMHBIX OYaX, // B 3THX KPaTKUX pedax
Capadwsana, / B 3T0oi Moimu cenoro Bpaya...» («Xupypr Ilérp Capadwsiny;
ukn «Konomenckuit Apoary») [9, c. 34]. Uerbipexcronuplid aHamecT: «Jlo mpe-
nena Hebec OJIeTeTh HEeJIETKO: // U 3eMJIsl TATOTHUT, U JI0 3B€3] JaJIEKO; // TOIBKO
aHTeIIbl CBET OIEPSIOT KpbulaMu, // BuasS Bemmauil [IpecTon maiieko-aanexoy»
(coner-razenb «Jlo 3Be3n naneko»; Hukia «IOManby, 2019) [11, c. 13]. Tpex-
cTOomHBIN ampudpaxuii: «beccoHHUIEH cymMpak OKyTaH — // B HOUM M Ha Cepj-
IIe — TEMHO; // CTyNmarOT HEMble MHHYTHI, // OECCUETHBIE TEHU CIIOHOB...»
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(«becconnmnna»; muka «Amanby) [11, c.35]. I[larucronueiii amdpudpaxumii:
«IIpo3paunas oceHsb... B koJoMeHCKUX pouiax n1yOOBbIX // IMCTBA OOJIETAET. ..
O Teruible cCyMepkH, e BbI? // JIUlb CHITUTIOTCA JHMCThS, U KaKIbIA — Kak
CKPBITOE CJIOBO, // BUJIEHUE JIETHEW MCTOMBI U BelrHero rueBay («JIuctos Jleo-
HapA0»; MUK «AIXuMus ctuxa») [9, c. 341]. JlonbHUK € AIeMEHTaMU aKIIECHT-
HOro cruxa: «KomoMeHckuii ropmc!.. Bcenopxuyn TBoM 1yX — // HaXOXJICHHBIN
BOpoOeH, // m l'amieTr ckaxeT Ha CIieHe BCIyX // HaarpoOHYyH peub Tebe»
(«BMmecTo mpomanusiy; nukia «Teatp», 2014; coHeT MOCBAIIEH NaMATH aKTepa
Cepres Ky3nenona) [9, c. 265]. Jlorasasl: «B aHTHYHOM Xpame TsKeNbli COH //
CTPYUTCS TEHBIO HAa MpaMop Gpu3a; // Jiekar 00JIOMKHU €ro KOJIOHH // KpacUBBIM
KaMHEeM, pa30uTol pu3oit...» («Yailnbay; HUKI «AJIXUMUsS cTuxa») [9, c. 340].
Bonbnbiil ambulOpaxuii, riae 4ucio CTom B CTUXaX KOJEOIeTCs OT ABYX /IO MATH;
MIPUBOJIUM TaKOW COHET MOTHOCTHIO: «VICTIOIHEHBI KAMEHHOM MOITH // TAXKEIbIC
MBI TIaJIaT, // ouemieHa ctapas [Lnomaas // Koapayroi 1BOPLOBBIX OTrpa. //
Peneet pa30uTslil otpsin: // uepkBeit octpoBepxue pouiu. // Jla ranku kpudar. //
Hctnenu cpsiieHHble MOLM... // W colHIle, MPOHU3aHO BETPOM U LBETOM //
IIUIIOBHUKA, OPOJIUT HAa KaMHE HAarpeTroM, // BBEPXYy — B MAayTHHE PEIIECTOK —
Mmepraer 3akar. // I npemner CoOop — MOCBAIIEHbE CTapUHHOW oOTBare, //
Y TPEUIMHBI CEThIO JIeTIM Ha ero capkodare. // Jla ranku kpudar» («YcreHckas
iomaaby; ki «bammny) [9, c. 212]. U naxe Bepaubp («Oemnblii coHET», Te
HET HE TOJBKO €IUHOTO METpa, HO U pu(MBbI, M 3HAKOB MpenuHanusd): «B xame-
HOJIOMHSIX CJIOBA MOAT MOJHUMAET // OKAMEHEBILINE 3BYKH W CIBIIIUT OT3BYK //
Y KCHIIIMHBI KAMEHHBIE OT TOPS OTKPHIBAIOT OYH // KA3HEHHBIN MMapTU3aH BCTAET
Ha kparo Morwibhy («Taaeym PyxxeBuu»; HUKI «3Be31bl U BeTep», cep. 2010-x)
[10].

WTtak, B TONB3y NPUHIMIHAIHHOTO OOHOBJIEHUS COHETHOW (OPMBI,
HaIlOJTHEHUSI €€ — MPU BCEU €€ «palMOHAIIbHOW» 3aJJaHHOCTH U YCIOBHOCTH —
AMOITMOHAJILHBIM COZEp)KaHUEM, KaK Obl CIBHUTAIONIMM IMPUBBIYHOE IMPEICTAB-
JeHue o coHere, roBopAT y CraBamKoro HECKOJIBKO (akTopoB: 1) mmpoxoe
BKJIIOYCHUE B COHET MOTHUBOB COBPEMEHHOMW KU3HH; 2) UCTOJb30BAHUE Pa3ro-
BOPHOM  JIEKCHKH; 3) OYeHb  IMIUPOKUH  cTpoduyeckuii  pemnepryap;
4) pazHooOpa3Hasi, MOPOM, Ka)KeTCs, TAJIEKO «HE COHETHas» MeTpuka. Bce 31o
MO3BOJISIET TOBOPUTHh O TBOPUYECKOM ONbITe C1aBalKOr0-COHETUCTA KaK OIBITE
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HOBAaTOPCKOM W JIEMOHCTPHUPYET HIMPOKHUE AIMOIMOHAIHHBIC BO3MOXKHOCTH Ca-
MOM KJIacCU4YeCKOM (POpMBI COHETA.
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VIIK 821.111

MAZEPPA IN THE EUROPEAN AND RUSSIAN IMAGINATION:
BYRON, PUSHKIN, TCHAIKOVSKY

Jonathan D. Gross
DePaul University, USA
jgross@depaul.edu

This essay treats Byron’s Mazeppa (1819), Pushkin’s Poltava (1828-1829), and Tchaikov-
sky’s opera (1884) focusing on poetic works and the libretto format. Byron and Pushkin’s narrative
techniques contribute to divergent understandings of Mazeppa’s personality. Where Byron invokes
sympathy for the young Mazeppa as a rake who is harshly punished by a punitive horse ride, Pushkin
stresses Mazeppa’s violation of his oath as Godfather to Maria. Tchaikovsky’s libretto adapts Push-
kin’s poem and responds to Byron’s, noting Mazeppa’s selfish machinations, while rendering a sym-
pathetic account of Mazepa’s love affair with Maria. Pushkin did not adapt Byron’s poem, but, oppos-
ing its genre and meaning, created his own version of Mazepa’s character and ‘story’, focusing on the
national history, insofar as records were available. Distinguishing between legend and history, the es-
say compares Byron and Pushkin’s depiction of horses as a key motif of both the poems, to which Eu-
ropean art responds energetically in paintings by Delacroix (‘Mazeppa on the Dying Horse’, 1824),
Vernet (‘Mazepa and the Wolves’, 1826), and Gericault (‘The Ordeal of Mazeppa’, 1827).

Keywords: Byron, Pushkin, Tchaikovsky, Delacroix, Vernet, Gericault, betrayal, eros, histo-
ry, legend.

Mas3sena B eBponeiickoM 1 pycckom Bocnpusatuu: baiipon, Ilymkun, YalikoBckui

Hx. JI. T'poce
Yuusepcurer /le [loas, CLLIA
jeross@depaul.edu

B crarse paccmarpuBatorcs nmosmsl «Mazena» (1819) baiipona u «Ilonrasa» (1828-1829)
[TymxkuHa, a Takxke onepa «Maszena» HaiikoBckoro (1884) B comocTaBUTEIbHOM acleKTe, HalleleH-
HOM Ha CpaBHEHHE IMOATHYECKUX TEKCTOB U udperTo. HapparusHbie nmpuems! baiipona u [Tymkuna
MIPUBOJAT K Pa3IN4HBIM IIPEACTABICHUAM O JMYHOCTH Masensl. Ecnu B mosme baiipoHa BeIpaxaer-
Csl COUYBCTBHE K MoJIoloMy Maserne Kak K oBece, CypOBO HAKa3aHHOMY 3a aJroisTep, To [lymkna
BbIIETISIET B 00pa3e YKpamHCKOro reTMaHa MOTHUB HapyIIeHUs KISTBbI KpecTHoro otua (Mapum).
JIubperto omepsl YaiikoBckoro amantupyetr «llonraBy» IlymiknHa M OIHOBPEMEHHO NEpEeHUMAET
pa3paboTKy Jt000BHOM TeMbl B mosMe baiipona. OHO aKLIEHTUPYET 3TOUCTUYHBIE MOTHUBBI U XUTPO-
YMHBIE UHTPUTH Ma3erbl; BMECTE C TEM OHO COYYBCTBEHHO OIMCHIBAET JIIOOOBHYIO CBSI3b Masemnsl
¢ Mapueii. Ilymkun He agantuposain 1osMy baiipoHa, HO BBICTYIHIJI C IO3THUYECKOU IOJIEMUKOM,
HALIEJICHHON Ha CO3JaHUE€ HOBOI'O IIPOU3BEICHUS NMPUHIUIINAAIBHO WHOIO KaHpa U COIEp KaHUS.
OH cocpenoToumiicss Ha W300pakeHUH HAIIMOHAJILHOW MCTOPUH, MOATBEP)KIAEMOIl TOKYMEHTaMHU.
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PasrpannuunBasi BIUsIHUE JIETEH/IBI M UCTOPUYECKUX JTOKYMEHTOB, CTaThsl CPAaBHUBAET HM300paKEHUE
KOHEN M KOHCKOTro ckoka y baifpona u IlymikuHa kak KIt04eBOM MOTHUB OOEUX IOAM, HAIIEIIINI
IIpoAoJKeHue B KapTuHax Jlenakpya («Masena Ha ymupatouieit nomann», 1824), Bepue («Ma3zemna
1 Bosikn», 1826) u XKepuxko («Mcnbsiranne Mazensi», 1827).

Knwueswie cnosa: baiipon, Ilymkun, Yalikosckui, Jlenakpya, Bepue, XKepuko, npenaresns-
CTBO, 3POC, UICTOPUUYECKUN JOKYMEHT, JIET€H/a.

As Dr. Koroleva has emphasized in The British Myth of Russia, “Lord
Byron should be considered the key figure in the formation of the Russian im-
age in the English literature of the first half of the 19" century. There are several
reasons for this: the relative popularity of his works among contemporary read-
ers, the political motivations of his poetry, his deep personal and artistic interest
in Russia, and the greater attention to the Russian theme as compared with the
works of English poets of the Romanticism era” [10, p. 93]. While Byron ex-
hibits a ‘facetious approach’ to Russia in the Russian episodes of Don Juan
(cantos 6-10, 1823), according to Patrick Waddington, ‘a genuine fascination
with Russia is seen in his poem Mazeppa (1819), which manages to be funda-
mentally unpolitical while rendering the strangeness and excitement of Slavonic
life and manners’ [13, p. 25]. More recently, Peter Graham observes that ‘Maz-
eppa is too conventional in his values to be a Byronic hero’ [10, p. 149]. This
essay argues that Byron uses a framed narrative to portray Mazeppa as heroic.
Byron’s horse-loving Mazepa contrasts with the villainous portrait offered by
Pushkin and Tchaikovsky. In these sundry works, eros appears in synchronic
and diachronic tension, depending upon whether one views Mazeppa as
a young lover in Poland or as a political figure in the Ukraine, an erotic liberal
(in Montesquieu’s sense) or a lecherous villain who is nevertheless charming,
powerful, and potent.

In her book-length study of Poltava, Virginia Burns explains why the lit-
erary and historical figure of Mazepa has become so complex. “The basic facts
known about Mazepa are that he was born in either 1632 or 1644 into a Ukrain-
ian gentry family in the district of Bila Tserkva in the province of Kiev. <...>
Nothing certain is known about Mazepa until the 1670’s when he again sur-
faced in the army of Petro Doroshenko, Hetman of the Western Ukraine
from 1666 to 1676. <...> When Doroshenko’s fortunes declined <...> Mazepa
managed to ally himself with the Hetman of the East, Samoylovich, <...>
in 1682 he had become the General Osaul or Inspector General, and thus second
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in command to Samoylovich. In 1687, Samoylovich was deposed and exiled to
Siberia, and Mazepa replaced him as Hetman™ [3, p. 4].

In Byron’s poem, Mazeppa is caught en flagrante with a young Polish
Countess while serving as a page at the Court of King John II Casimir Vasa.
Pushkin claimed to eschew the legendary aspects of Mazeppa’s affair with a
Polish nobleman. “He had rejected the legendary accounts of Mazeppa, both
Slavic and Western, and had, using the evidence of published and documented
history, presented the historical Mazepa in his poem™ [Ibid., p. 3]. Byron’s po-
em was written in 1819; Pushkin’s in 1828. Despite full length studies by Hu-
bert Babinski [1] and Virginia Burns, Mazeppa and Poltava have not been com-
pared in many monographs [3]. Where Byron’s poem is seen as a transitional
work, between the sentimental earlier verse and the ironic tone of Don Juan,
Pushkin’s poem has been regarded by many critics as a failure, despite its well-
researched and carefully constructed artistic presentation. I would argue that both
are artistic successes when viewed as works of art, rather than political vehicles.

Byron’s Mazeppa (1819)

Byron sympathizes with Mazeppa while Pushkin does not. Both use
frame narration but Byron focuses on Mazeppa’s youth while Pushkin stresses
his age. Mazeppa tells self-exculpatory tales in both works but in different
ways. Byron endorses Ukrainian struggles; the stripling page against the rich
Polish count; the Ukrainian war hero tempered by love to defend his country
against Peter the Great; Byron mocks Russian names and Catherine the Great in
Don Juan’s episodes with the siege of Ismail; Pushkin defends his country even
against Adam Mickiewicz’s criticisms in Forefathers’ Eve 1828 (Digression).
Byron defends Ukrainian autonomy; he forgives the sinner; endorses passion as
a more trustworthy guide to politics than class privilege. Eros drives this liberal,
not a Holy Alliance.

What has led to this tragedy? Mazeppa’s horse-riding prompts Charles to
question the Hetman about why he rides so well. Byron displays his love for an-
imals in this poem by focusing on the dignity of horses. This equine focus caught
Delacroix’s imagination, as well as that of Tchaikovsky, Liszt, and Vernet. Byron
questions the vanity of human wishes that leads horses into battle and destruc-
tion. For Byron, the horse’s dignity is as important as his lord’s (See: [9]).
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But he was hardy as his lord,

And little cared for bed and board —

But spirited and docile too,

Whate’er was to be done, would do,

Shaggy and swift — and strong of limb —

...That Steed from Sunset until dawn

His chief would follow like a fawn... [5 (lines 64—72)]

Byron’s use of the simile ‘like a fawn’ underscores the difference between
serving a master willingly (as Mazeppa’s horse does), and doing so only be-
cause a bridle is in your mouth and a horseshoe on your hoofs (as Peter XII
does). “In Voltaire’s version, Mazeppa’s horse returns home,” Bernard Beatty
notes. “In Byron’s version, the horse’s home is in the wilderness in and into
which it dies” [2, p. 71].

Mazeppa — on the earth

So fit a pair had never birth,

Since Alexander’s days till now,

As thy Bucephalus and thou [5 (lines 100—104)].

Mazeppa explains his horsemanship in legendary terms (Alexander and
Bucephalus), but also in practical ones by alluding to a youthful affair, when he
was strapped to a horse that returned him to the Ukraine.

I was a goodly stripling then —

At seventy years | so may say

That there were few, or boys or men,
Who in my dawning time of day,

Of vassal or of knight’s degree,
Could vie in vanities with me;

For I had strength, youth, gaiety —

A port not like to this ye see,

But smooth, as all is rugged now;

For time, and war, and care have ploughed...
[Ibid. (lines 180—190)]
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The narrator admits he lacked self-control (‘but could not my own feel-
ings master’). His most striking assertion, however, is that he prefers his undis-
ciplined self to his middle aged incarnation:

I’d give The Ukraine back again to live
It o’er once more, and be a Page... [Ibid. (lines 305-306)]

Without moral apology, the speaker mocks his older rival, the man who
Theresa has married but who she despises.

Byron’s Mazeppa is a young rake and Pushkin’s a lecherous man. ‘I wish
I was a boy again,” Byron frequently wrote in his letters. “I was so completely
alone in this new world that it half broke my spirits,” Byron wrote, for example,
remembering when he left Harrow for Cambridge. “It was one of the deadliest
and heaviest feelings of my life to feel that I was no longer a boy” [4, vol. 9,
p. 37). “From that moment I began to grow old in my own esteem — and in my
esteem age 1s not estimable’ he noted in Detached Thoughts in 1822 [Ibid.].
He wrote anniversary poems to lament his aging, penned [ Would I Were a
Careless Child..., even a final On This day I Complete My 36™ Year.... To ‘be a
Page’, as the poet asserts in his poem Mazeppa, is to have a heart that is ‘inno-
cent’. Byron gave away a fortune to liberate Greece (often overlooked), wishing
he might love again as he did in his youth. The Hetman, by contrast, is ‘rich as
a salt or silver mine’ [5 (line 155)] and counts his fortune to the displeasure of
his wife who he ignores:

he would gaze upon his store,

And o’er his pedigree would pore,

Until, by some confusion led,

Which almost looked like want of head,

He thought their merits were his own. — —

His wife was not of his opinion;

His junior she by thirty years,

Grew daily tired of his dominion... [Ibid. (lines 160—-170)]

‘His wife was not of his opinion’ is the telling line. Thirty years younger,
she found her spouse uncongenial. She has grown ‘daily tired of his dominion.’
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‘Dominion’ refers both to the husband’s control of his wife, and political do-
minions that depend upon arranged marriages and affairs of state. The Count
discovers Theresa and Mazeppa en flagrante and Mazeppa notes that not only
sexual envy, but the class difference:

— perchance a King

Had reconciled him to the thing —

But with a stripling of a Page —

I felt, but cannot paint, his rage... [Ibid. (lines 355-359)]

Mazeppa’s lack of sexual self-control is punished in a manner worthy of
Dante’s contra passo. “What is meant, for instance, by poetic justice?” De
Quincey asks, — “It does not mean a justice that differs by its object from the
ordinary justice of human jurisprudence; for then it must be confessedly a very
bad kind of justice; but it means a justice that differs from common forensic
justice by the degree in which it attains its object, a justice that is more omnipo-
tent over its own ends, as dealing — not with the refractory elements of earthly
life, but with the elements of its own creation, and with materials flexible to its
own purest preconceptions” [7, p. 449]. Byron calls such justice a ‘bitter prank’.

In the full of wrath and dread,

To me the Desart-born was led...

I saw not where he hurried on —

"Twas scarcely yet the break of day,

And on he foamed — Away — Away!.. [5 (lines 368-372)]

‘Foam’ is repeated twice, this time with reference to ‘his foaming flank’:
They played me there a bitter prank / When, with the wild horse for my guide, /
They bound me to his foaming flank; At length I played them one as frank”
[Ibid. (lines 411-415)]. The word ‘foam’ links Theresa and the horses, ‘The
drooping courser faint and low All feebly foaming went — / Who seemed the Pa-
triarch of his breed, / Without a single speck or hair / Of white upon his shaggy
hide; — They snort — they foam — neigh — swerve aside, / And backward to the
forest fly / By instinct from a human eye [Ibid.].
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Byron’s Mazeppa returns one act of passion with another, burning down
the castle where the affair with the nobleman’s wife occurred.

I paid it well in after days —

There is not of that castle gate,

Its drawbridge and portcullis weight,

Stone, bar, moat, bridge, or barrier left,

Nor of its fields a blade of grass,

Save what grows on a ridge of wall

Where stood the hearth-stone of the hall;

And many a time ye there might pass

Nor dream that e’er that fortress was.

I saw its turrets in a blaze... [Ibid. (lines 390-402)]

What of Theresa? Byron’s Mazeppa does not encourage us to ask. Maz-
eppa only notes that Charles XII’s celibacy has made him a different kind of
general than Mazeppa. One is a virgin, the other a man of the world. Their sex-
ual experience, or inexperience, shape them into different men. One acts from a
form of imperialist athleticism; the other from motives of personal pique. One
is resigned to his loss and eventual exile to Turkey (‘Kinglike the monarch bore
his fall’), the other impulsive, nostalgic and, even in old age, pining for the
youthful episode (I°d give The Ukraine back again to live / It o’er once more,
and be a Page) [Ibid. (lines 305-306)]. Charles XII is notoriously indifferent to
shedding his subjects’ blood; Byron’s hetman prefers affairs of the heart to af-
fairs of state. One ruler abandons his slain horse for another’s (‘His horse was
slain”), while Mazeppa cares for the animal that supports him, linking him to
Alexander and Bucephalus.

Tellingly, Charles wonders why and how Mazeppa became such a good
horseman. The poem opens with a contrast between imperialist generals (‘the
royal Swede’) and passionate rebels (‘Mazeppa’).

"Twas after dread Pultowa’s day,
When Fortune left the royal Swede
— Around a slaughtered army lay,
No more to combat and to bleed.
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The Power and Glory of the war,

Faithless as their vain votaries, Men,

Had passed to the triumphant Czar,

And Moscow’s walls were safe again... [Ibid. (lines 1-10)]

Pushkin chose Byron’s lines as the epigraph for Poltava: Faithless as
their vain votaries, Men, / Had passed to the triumphant Czar’ [11,p. 111;
5 (line 9)]. He also shared Byron’s distaste for generals who care little for loss
of life, whether Napoleon, Charles XII, or ‘triumphant Czar[s] [13, p. 12]. Per-
haps Byron’s view of Mazeppa is more flattering than Pushkin’s for Byron em-
phasizes that Mazeppa cares for his horse.

But first, outspent with this long course,
The Cossack Prince rubbed down his horse,
And made for him a leafy bed,

And smoothed his fetlocks and his mane,
And slacked his girth, and stripped his rein,
And joyed to hear how well he fed;

For until now he had the dread

His wearied courser might refuse

To browse beneath the midnight dews;

But he was hardy as his lord,

And little cared for bed and board —

But spirited and docile too,

Whate’er was to be done, would do,
Shaggy and swift — and strong of limb —
All Tartar-like he carried him,

Obeyed his voice, and came to call,

And knew him in the midst of all,

Though thousands were around, and Night,
Without a star, pursued her flight;

That Steed from Sunset until dawn

His chief would follow like a fawn... [5 (lines 56—77]
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Mazeppa’s transformation of a horse into a ‘fawn’ demonstrates his leader-
ship skills. French nineteenth century painters understood Mazeppa’s horse to be
the salient feature of Byron’s Mazeppa: “...in its struggle to free itself the horse
is revolting against all that binds it — harness, reins, saddle, and man. For the
French, such a horse became an analogue for the artist who felt the same way,
and the French Romantic paintings Mazeppa is added to the theme of the horse”
[1, p. 53]. Hubert Babinski glosses such treatment. “Attitudes towards horses
were themselves enlightened, even trans-European. The French Romantic paint-
ers were particularly interested in horses, a theme, one may recall, that seems to
have roots deep in the European consciousness,” Babinski notes [Ibid.].

Pushkin’s Poltava
Pushkin chose as epigraph for his poem, Poltava, the Swedish King’s in-
difference to his dead soldiers.

Faithless as their vain votaries, Men,
Had passed to the triumphant Czar... [5 (lines 4-5)]

Virginia Burns rightly sees Pushkin’s choice of an epigraph from Byron’s
Mazeppa as central to the meaning of Poltava [3, p. 11], though it is not includ-
ed in Krup’s translation. The poem is about faithlessness: to horses, to women,
and to countries.

Before Pushkin villainized Mazeppa, he explained him. ‘What led Mazeppa
to betray his role as godfather?” Pushkin’s poem implicitly asks: ‘What led a
young girl, in her early 20s, to become attracted to a man fifty years her elder?’:

The first down of cheeks, the flaxen young curls,
Do not always win the love of a girl.

At times the old man’s

Scars of countenance,

His gray hair... [11, p. 119]

Pushkin asks questioned that have not been raised by previous poets
or philosophers treating the relationship between an older man and younger
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woman Caught in the act by whispering servants, the couple is compromised.
Kochubey knows about Mazeppa’s treachery even before he proposes marriage.
He can hardly be shocked. Yet Kochubey understands that seducing a young
woman is one thing; proposing marriage and then an elopement, when that fails,
is another. Pushkin explains Mazeppa’s appeal:

A youth’s love 1s but a whim;

It doth not last with him;

It comes and disappears again.

Not so is the love of an old man long restrained
And hardened... [Ibid., p. 113]

To the mother he is merely an ‘impudent old man!’.
How shameless thus the Hetman to connive!

He ought to be to his own godchild so innocent.
Madam, with his lifetime reaching its end,

He aspires to be thy husband... [Ibid.]

The word ‘innocent’ strikes a false note. Innocence is not permitted to
men or women as they mature: to look for ‘a heart whose love is innocent’, a
word also used in Byron’s lyric, She Walks With Beauty in the Night, is to be
disappointed. Maria admires Mazeppa’s gray moustache, the very moustache
that Czar Peter is said to have pulled (and which Mazeppa avenges by betraying
the Czar) Peter longs for revenge: “that he again, as of yore, Mazepa by his
moustache hold” [Ibid., p. 148]. After Kochubey’s torture and decapitation,
however, she mistakes her father’s head for her lover’s. She is revolted by the
violence that ensues from her passionate attachment to the charismatic Maz-
eppa. Like a young antelope (perhaps mirroring Mazeppa’s legendary horse
ride), she frees herself and bounds away: ...t0 one wagon ‘tis impossible to rope /
A horse and a timid antelope, Mazeppa notes; Suddenly she laughed and cried.
And like a young antelope, light / She leaped off, and herself did hide in the
darkness of the night [Ibid., p. 156]. Pushkin underscores animal comparisons
of Maria by comparing her to ‘the spring flower’ and ‘those of a swan in flight’.
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In Poltava none so fair

Is found with Maria to compare.

Fresh as the spring flower,

Nurtured in the shadow of a bower,

Straight as the poplar of the Kiev Height.

Her movements are light

As those of a swan in her flight [Ibid., p. 112].

Where the legendary Mazeppa is a rake bound to his horse, Pushkin’s he-
ro is lecherous, unfaithful, and repulsive, and yet charismatic because of his
power of command.

He is old and bowed with years,

with his worries of war and work and fears;
But passions still are burning in him:
Mazeppa knows love again [Ibid., p. 113].

Pushkin stresses the historical context:

Ukraine was filled with unrest,
Long the spark was fanned;

But he remained to Peter obedient [Ibid., p. 116].

The Hetman’s service to Peter makes his ‘thankless treachery’ all the
more astonishing.

Doth it befit him at the end of his days
Now to begin a study of new ways
Of betrayal, ...

His gray hair to cover with shame,

And his glorious name to defame?

And who are they?

His life-long friends — Iskra and Kochubey! [Ibid., p. 124]
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In Part Two, Maria grows jealous of Countess Dulsky, the Jesuit, / The
beggar [1bid., p. 127, 129], so many secretive meetings do they share. Mazeppa
explains that his purpose is not erotic but political intrigue, though the two are
not unrelated.

A long time our freedom we were not defending
A long time our heads we were bending,
Beneath the protection of Warsaw,

Under the autocracy of Moscow.

Now the time has arrived

At last for Ukraine to be a kingdom

And against Peter I now connive [Ibid., p. 128].

With her jealousy abated, Maria becomes more aroused than ever at the
prospect of Mazeppa’s imminent power: the sign of power is upon thy brow
[Ibid.], she says; how thy gray hair is befitting / A crown of a king [Ibid.,
p. 129]. Seizing on this auspicious moment, Mazeppa asks Maria who she loves
more, himself or her father. She says it is an unfair question. In fact, Mazeppa’s
question is the fundamental one that informs Tchaikovsky’s opera.

If Mazeppa betrays Kochubey to elope with Maria, he betrays Czar Peter
to join forces with Charles XII after serving the Russian Czar for 20 years. At
the familial level, the Godfather Mazeppa betrays Maria’s mother. In Ukraine,
the violation of the role of Godfather was particularly egregious, ““a relationship
in the Orthodox faith which precludes marriage™ [3, p. 2]. As early as Part I of
Pushkin’s poem, we learn that Mazepa is a “treacherous snake” [11, p. 125].

Pushkin’s historical representation of Mazeppa aroused controversy. “The
fact is that very little factual information about Mazepa exists,” Virginia Burns
argues, “yet clearly his name became the symbol of a cause and an object of vil-
ification.” [3, p. 3]. Mazeppa “seems to have played off all the people around
him” [Ibid., p. 4]. “Because of forces at work in the Ukraine, most especially
the longstanding claims and presence in the Ukraine of Poles, Russians, Ukrain-
ians (both Cossacks and other indigenous peoples), Turks and Tartars, a politi-
cal leader could not possibly be governed by ethics” [Ibid., p. 5]. Reviewers of
Pushkin’s poem found corroboration nevertheless. “The historical Mazepa was
exactly as portrayed” [Ibid., p. 32].
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Tchaikovsky’s Mazeppa

Pushkin and Byron present two images of Mazeppa: one as an older, cor-
rupt man; the other as a man looking back at his youthful affair in Poland with
detached amusement. Both make use of frame narrations to achieve a double
focus. In Tchaikovsky’s opera, Maria 1s 15 and finds the gray wrinkles of Maz-
eppa alluring. She rejects her younger lover Andrey (unnamed in Pushkin’s po-
em), in favor of the 70-year-old hetman. Witnessing the death of her own father,
Kochubey, she goes mad; she nurses Andrey like a small child, after he has
been killed by Mazeppa (in Pushkin, by contrast, there is no reunion of Maria
and Andrey; we read only that ‘this head was not a human head, but a wolf’s’
[11, p. 155]). Father and lover are almost indistinguishable when they appear on
stage, in the Kirov opera for example, because they are the same age. Once
close friends who shared secrets, they ogle Ukrainian peasant girls, yet Maz-
eppa shocks Kochubey by admitting he is in love with Kochubey’s daughter; he
has already slept with her, in fact, and now proposes marriage. When Kochubey
reminds Mazeppa that he is Maria’s godfather, Mazeppa declares he will obtain
an exemption. Maria destroys her father, moving through cycles of shame, hu-
miliation, and madness. In Tchaikovsky’s opera, omitted in Pushkin’s poem,
she mistakes her father’s decapitated head for Mazeppa’s [12, p. 167]. The error
is telling. Driven to a madness worthy of Ophelia, Maria finds that eros trans-
gresses national, familial and natural bonds.

Tchaikovsky’s opera highlights Mazeppa’s erotic power. With his won-
drous eyes and his soft voice / This elderly man has bewitched me, Maria notes.
I love everything about him: / His greying temples, his deep wrinkles, / His
bright, sunken gaze, his sharp and witty talk; / I love everything about him, /
Everything about him. Maria’s love is beyond her control. Some incomprehen-
sible power draws me to the hetman, by fate’s unexpected, irrevocable decree
I surrendered to him! [Ibid., p. 64]. ‘Surrendered’, like ‘irrevocable decree’,
links Maria’s fate to Kochubey’s surrender and execution by Mazeppa, but also
to Charles XII’s ‘surrender’ to Peter the Great. Mazeppa’s self-defense is elo-
quent: Young love can flare up and die down again in an instant. / Love comes
and goes, and feelings change by the day. / But an old man’s heart does not
burn so slavishly! [Ibid., p. 62, 64]. Maria is bewitched. And I, like you, am un-
happy she says to Andrey, a more age- appropriate lover: do not reproach me,
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| am drawn for ever by an unknown destiny [lIbid., p. 66]. She longs to free her-
self. Oh, would I could die of this passion, / But there is no strength in my poor
heart to fight it, / | have no means of overcoming it, / No means of overcoming
it! Maria declares; alas, fatal passion, you have poisoned life's every hour!
| submit! / Fate’s dread cannot be subdued by force. / How bitter it is, how cru-
el: fate bids me to love eternally but my heart must suffer eternally too [lbid.,
p. 68]. Tchaikovsky’s libretto is marked by canting repetition, as if words
weigh down the speaker. Eros and Thanatos are closely aligned in Maria’s
‘cant’/ can’t of love.

After the Ukrainian peasant dance, we witness youth betrayed. Lyubov,
Maria’s mother, reacts.

The shameless, disgraceful old man, how could he? No, he shall not
commit this sin while we are living. He should be her father, but he wants to be
her spouse, it’s madness, it’s madness! O Lord, punish him! [Ibid., p. 84]

For Christians, lust is a sin; for the Greeks, eros is bittersweet. Both tradi-
tions view eros and sin as inevitable:

Fearsome is Mazeppa and strong, he is hetman, ruler of the Ukraine, and
his perfidious heart burns with sinful passion within him. Crazy old man that he
IS, in his declining years he planned to be her spouse! [lIbid., p. 88]

The chorus, mother, bystanders, and the father in Tchaikovsky’s opera are
against this mesalliance, taking their cue from Pushkin’s propagandistic poem.

Conclusion

Lord Byron’s strength was a product of his poetry’s commercial circula-
tion, J. Christensen has argued persuasively [6]. Poststructuralist critics deny
Byron any consistent political position [8, p. 149], yet his mobility is not un-
fathomable: Byron despised autocracies, whether Catherine’s, the Sultan’s, or
King George III’s (I can’t torify my nature, Byron wrote, when he attacked the
Prince Regent in his Lines To a Lady Weeping (January 22, 1814) [4, vol. 4,
p. 38]. Byron’s use of the word ‘nature’ stresses animal nature. Much as Hazlitt,
Shelley, and Hunt view him as reactionary, their perspective was not shared by
Byron’s European readers. “The freedom-loving Byron was likewise no fan of
the metaphorical bit or whip hand, whether deployed by “mobs or kings”, as
[Byron] puts it in Don Juan (IX, 25, 1)”, Peter Graham notes. “It is easy to see
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how Byron’s English sensibility could imagine, in Italy, that Mazeppa’s noble
vision of unmastered Ukrainian horses would share the liberal and liberating
impulses that in the months ahead would draw him into the revolutionary Car-
bonari movement” [8, p. 163].

Pushkin insists on seeing each person’s point of view in his historical po-
em: Maria’s younger lover, Andrey, is named in Tchaikovsky’s opera but not in
Pushkin’s poem. Instead a greedy and materialistic messenger, is hired, Ko-
chubey’s messenger, perhaps Maria’s disappointed lover.

Gold he needs, the daring boy;

The sword is fun for the daring lad;
The mettled horse, is also joy;

But more precious is that hat.

To him the hat is more worth

Than horse, gold, and his sword.
He will part with his hat

Only in battle with shattered head.

Why is that hat so dear to him?
Because a letter is sewn in,

About the Hetman’s treacherous way
To Tsar Peter from Kochubey [11, p. 122].

Andrey is featured in Tchaikovsky’s opera. Indeed his aria precedes Maz-
eppa’s. He is slain by Mazeppa when Andrey confronts him at the opera’s end.
In Pushkin’s poem, by contrast, there is a pining lover too shy to confront Maz-
eppa, but willing to betray him to the Czar for money. ‘Mettled’ chimes with
‘medaled’. Maria’s erstwhile lover is a tool of Kochubey, a ‘Judas’ figure
[12, p. 123] not unlike Mazeppa himself, who honors the clinking of gold.
He seeks lucre to obtain honor. So secretive is his mission that Pushkin himself
does not highlight the fact that the messenger is Maria’s disappointed suitor.
Borrowing perhaps from Byron’s The Giaour, Pushkin merely asks, without
transition, Who beneath the moon and starry skies / So late at night doth ride?
[11, p. 121]. He never answers his own question.
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Betrayals abound. Mazeppa not only forces Maria to choose him over her
own father [12, p. 125], but tortures Kochubey about the location of Ko-
chubey’s treasure (Many riches does he hold: furs, satin, gold [Ibid., p. 111]).
Having dined with Kochubey on salt and ale and bread, sharing state secrets,
Mazeppa tortures his former friend and declares his love to Kochubey’s daugh-
ter shortly before making her choose between them. For his part, Kochubey
watches his money more carefully than his daughter or his horses: His countless
herds of horses / Graze unguarded [11, p. 111]. Treasure is elided in the poem,
moving from horses, to daughters, to gold. It is difficult to know what Mazeppa
treasures most, though Kochubey does forgive her for her romantic affair.

Moving from Pushkin to Tchaikovsky, Maria betrays Andrey, preferring a
corrupt man’s love to a. more age-appropriate lover. Does she do so because
she is not attracted to him, or because she loves Mazeppa’s wealth and power?
She seems elated when Mazeppa indicates he will become Hetman of Ukraine:
Thou wilt be the Tsar of our land / how thy grey hair is befitting / A crown of
aking [12, p. 129].

Byron’s Mazeppa looks back on his follies with irony (my seventy years
of memory (line 126); at seventy years | so may say (line 183). Pushkin’s Maz-
eppa, by contrast, has no sense of humor. He is old and bowed with years,
though he may delude himself that he is more in love with Maria than with
power. If Byron’s poem presents disloyalty as a joke, Pushkin notes that his be-
trayal of Kochubey is of a piece with his betrayal of Czar Peter the Great. The
narrator calls Mazeppa a Judas [11, p. 123] because he is in love with his own
power, position, and sway, though Kochubey also deserves that epithet for hav-
ing betrayed Mazeppa (as does the lovelorn suitor of Maria who rides for gold).
When Mazeppa says: Maria trust me <...> / More than power I prize thee. Ma-
ria responds: ... tis not true / thou art dealing craftily with me [lbid., p. 121].
The very opposite of crafty, Byron’s Mazeppa‘s besetting sin is vanity. Flat-
tered by finding his horsemanship praised, he cannot resist reminding the young
king Charles XII that he was once handsome, though the ‘port’ that is his face
has since wrinkled with cares of office. The substance he has lost is not just his
title but his good looks, the ‘port’ from which he views the world. Byron uses
frame narration, looking backward on events that happened many years ago.
Pushkin and Tchaikovsky, by contrast, opt for a tripartite structure that gives
nostalgia a shorter lease, keeping the focus more relentlessly on Mazeppa
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in the present. Theirs is an historical poem and opera on a historical subject
central to Russia’s identity: the battle of Poltava. In doing so, Pushkin and
Tchaikovsky, tell a more political tale, providing a narrative that is also a histo-
ry of Poland, Ukraine, and Russia. Though Byron famously said 7 hate things
all fiction... there should always be some foundation of fact for the most airy
fabric — and pure invention is but the talent of a liar (April 2 1817) [4, vol. 5,
p. 203], he nevertheless expanded upon legends by Voltaire’s history of Charles
XIl and Mémoires d’Azéma (1764) by André-Guillaume Contant d’Orville
[1, p. 23]. In doing so, he influenced later historical and visual adaptations in
Russia by Pushkin and Tchaikovsky, which embraced, modified, and to some
extent rejected Byron’s example.
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ROMANTICISM AS A SPIRITUALISED ENLIGHTENMENT
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This article reframes Romantic engagements with Eastern religious conceptions by reading
Sir William Jones’s Hymns to Hindu Deities (1784—89) as a mediating archive for S. T. Coleridge’s
Dejection: An Ode (1802) and P. B. Shelley’s Hymn to Intellectual Beauty (1816). Moving beyond
the polarity of comparative studies of ‘influences’ versus totalising post-Saidian critique, the article
utilises close reading alongside reception theory and methods of intellectual history. It argues that
the comparative scholarship and translation by William Jones first distilled a ‘portable’ metaphysi-
cal core from traditional Eastern religious texts, and then Romantic poetry reinvested that core with
new symbolic meanings and emotional force. It analyses how Jones’s ‘creative translations’ simul-
taneously demystify and re-mythologise Eastern material through taxonomic commentary, hymnic
diction, and the philosophy of the sublime. It shows that Coleridge (responding to Jones’s works)
converts this inward, monist lexicon and mystical ideas into a phenomenology of desolation, disci-
plined enthusiasm, and ethical benediction. Shelley radicalises comparative theism into an abstract,
aniconic ‘religion’ of the Spirit of Beauty addressed in hymnic form. The Jones-Coleridge-Shelley
continuum thus clarifies how reason and imagination converse within the religious thought of Eng-
lish Romantic poets. The article’s main contribution is the formulation of Romanticism as a spiritu-
alised Enlightenment.

Keywords: Sir William Jones, S. T. Coleridge, P. B. Shelley, Romanticism, Orientalism, cre-
ative translation, spiritualised Enlightenment.

I'mmusbl [Ixonca, «Yabinne» Koabpuaka n «I'umu nyxoBHoi kpacore» Hlesnn:
POMAaHTH3M Kak oayxorBopeHHoe IIpocBemenne

X. barau-Aouyiie
VYuuBepcuter Yansca Tpunutu Cent-L»Buna
h.babchooyeh@uwtsd.ac.uk

B crarpe gepe3 paccmoTrpenne «I MMHOB HHIYHCTCKUM OoxkecTBam» (1784—89) copa Yunbsima
JxoHca B acmekTe MX nocpenHudeckod muccun B otHouieHnu onel C. T. Komppumka «YHbIHHE)
(1802) u «I'umHua nyxoBHoO#l kpacore» (1816) I1. b. e nmepeocMbICIMBAETCSI BOCIIPUATHE PEIIH-
TMO3HBIX B3MNIA10B BocToka B aHmIMiiCKOM poMaHTH3Me. OTTaIKNUBAsACh OT TAKUX METOA0IOTHYECKUX
KpaHOCTEH, KaK CpaBHHUTEJIbHBIC WCCIEOBAHUS «BIMSAHUI» U OOOOIICHHBINA B3IV Ha 3arajHbIA
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«OpPHUEHTATIU3MY, XapaKTEePHBIM Il MOCTCAaUACKONW KPUTHUKH, CTAThs IMpEAiaracT OnuparbCcsi Ha Me-
TOAMKY MPUCTAJIBHOTO YTECHHSI Hapsy C PEUENTUBHOM TEOpUEH M MpHEeMaMU HWHTEIUICKTYaJbHOU
HUCTOPUU. Y TBEPKIACTCA, YTO CPABHUTEIIbHBIE UCCIEN0BaHUs U TiepeBoa Y. JIKoHca cHayasa Bhlje-
UM (BOBMOKHOE K 3aMMCTBOBAHHUIO) «METAPU3MYECKOE SAPO» U3 TPATUIIMOHHBIX PEITUTHO3HBIX
BOCTOYHBIX TEKCTOB, a 3aT€M POMAaHTUYECKas IMOA3USl HANOJHWIA 3TO PO HOBBIMM CHUMBOJIMYE-
CKMMH 3HAUEHUSMHU ¥ SMOIMOHATBHON criioi. Onpenensercs, KakuM o0pa3oM «TBOPYECKHUE Tepe-
BOJIBD» J[PKOHCA OTHOBPEMEHHO AEMUCTHPHUIMPYIOT U peMUBOIOTH3UPYIOT BOCTOUHBIA Marepual mo-
CpPEe/ICTBOM TaKCOHOMUYECKHX KOMMEHTapUEB, TMHMHUYECKOMN JIGKCUKHU U (pUIocoru BO3BBIIICHHOTO.

[Tokazano, uro Komppumxk B muanore ¢ « mmaamu» J[xoHca mpeoOpazyeT MOHHUCTHYECKUI
BOKaOYIIsIp M1 MUCTUYECKUE UIeH B ()EHOMEHOJIOTHIO YHBIHHSI, YIIOPSIOYCHHOTO 3HTY3Ha3Ma U OJiaro-
BoJsieHus1. Beisiieno, uro e npeobpasyeT Tensm JIkoHca B aOCTpaKTHYIO, aHUKOHUYECKYIO «pe-
muruto» [lyxa KpacoTsl, BeIpakeHHYIO0 B THMHUUYEcKoi (opme. Takum oOpa3oM, KOHTUHYYM J[kOHC —
Konbpumxk — Llennu nposicHsieT, Kak pa3yM U BOOOpa)KeHHE B3aMMOJEHCTBYIOT BO B3IVIsIaX aHIIIMIi-
CKUX POMAHTHKOB Ha penuruio. OCHOBHOHM BBIBOI HCCIEIOBAHUS MOXHO C(OpMYyIHpOBaTh Kak
YTBEPKICHHUE O TOM, YTO MTO3THKA POMAHTH3Ma €CTh IMOATHKA OXyX0TBOpeHHOTo [IpocBemieHus.

Knroueewie cnosa: cyp Yunbsam JIxonc, C. T. Komspumx, [1. b. [llennu, pomanTu3m, opueH-
TaJIM3M, TBOPUYECKUI TTEPEBOI, O yXoTBOpeHHOe [IpocBemnienue.

Introduction

Romantic-era engagements with ‘the East’ are often framed through the
afterlife of imperial discourse and the binaries consolidated by Said’s Oriental-
ism (1978) [26]. Within Romantic studies, this paradigm has been productively
refined: ‘Orientalism’ is increasingly treated not as a single, uniform structure
but as a capacious and changing discursive system and a complex network of
representations that transforms over time [4; 24]. Its political meanings are
therefore tracked as contingent on genre, period, and the institutional sites
through which ‘Orientalism’ is produced and contested. Yet a related stalemate
persists in debates about the ‘Oriental renaissance’ and Romantic religion,
where Schwab’s La Renaissance Orientale (1950) [27] account remains a key
point of reference. Either Eastern materials are narrated as naive ‘influence,’ or
they are absorbed into a totalising critique that leaves little room to describe
how translated religious vocabularies actually moved, changed, and became
newly legible in specific reading publics. The question can be re-opened by fo-
cusing on a particular kind of movement of translated and redescribed religious
forms, concepts, and affects, without collapsing them into either decorative ‘ex-
oticism’ or a simple linear transmission. A focused triad brings the mechanism
into view: Sir William Jones’s Hymns to Hindu Deities (1784—89), Coleridge’s
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Dejection: An Ode (1802), and Shelley’s Hymn to Intellectual Beauty (1816).
Read together, these texts exemplify what I call spiritualised Enlightenment:
a two-step mechanism in which Enlightenment comparison and critique demys-
tify and taxonomise inherited devotional materials into a portable conceptual
core, and Romantic lyric re-mythologises that core by reinvesting it with sym-
bolic and affective force through hymn-like address, imaginative form, and in-
ward experience. The resulting repertoire can be termed an inward lexicon:
a cluster of concepts and affects such as unity, inward illumination, devotion as
transformation, divinised love, spirit / imagination, rendered portable by trans-
lation, paratext, and comparative taxonomy, and then tested by Romantic poets
under conditions of emotional deprivation, scepticism, and modern secularity.
Comparative work has long cautioned that ‘influence’ is a methodological
problem rather than a label to apply wherever similarity appears [2]. That cau-
tion 1s especially pressing in East—West literary histories, where motifs such as
unity, inwardness, and numinous beauty may arise independently, or travel
through indirect routes, translations, miscellanies, reviews, and commonplace
books, rather than one-to-one borrowing. Accordingly, influence is treated as a
graded claim, strengthening where documentary predicates exist, such as publi-
cation, circulation, and explicit reference, and weakening where they do not. On
this basis, Jones is read not merely as an ‘Orientalist’ in the abstract, but as a
mediator operating within concrete infrastructures of knowledge: the Asiatic
Society and its print ecology, including Asiatick Researches and the venues
through which his Hymns circulated and were later reprinted. This emphasis on
mediation also keeps in view the double edge of Enlightenment universalism:
its promise of cross-cultural intelligibility and its tendency to reclassify differ-
ence within European taxonomies. From that methodological footing, three
concepts make mediation visible: creative translation; demystification and re-
mythologisation; and Romantic debates about imagination, enthusiasm, and ra-
tional or natural religion. In such light, Jones’s Hymns emerge as formally and
institutionally situated, fusing hymn form with ‘Arguments,’ notes, and com-
parative analogies that make devotion legible and compelling for an Enlighten-
ment readership. The portable inward lexicon shaped by this work is then traced
into two lyric trials. Coleridge’s Dejection translates it into desolation, disci-
plined spiritual intensity, and ethical benediction, while Shelley’s Hymn radicalises
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it into an abstract, intermittent Spirit of Beauty sealed as a vow. Read together,
the odes illuminate what is carried over and refunctioned under conditions of
deprivation and secularity.

Orientalism after Said: Mediation, Method, and the Romantic After-
lives of Eastern Religion

Said’s Orientalism (1978) [26] remains indispensable for naming how
knowledge about ‘the East’ has been produced through discursive frames en-
tangled with power. Building on these refinements, we can distinguish com-
parative scholarship, poetic reworking, missionary polemic, administrative
knowledge, and popular fantasy as distinct modes of Romantic-era engagement
with ‘the East.” Where Said clarifies the macro-politics of representation, later
refinements help describe how ‘the East’ is mobilised differently across con-
texts, and to what mixed ideological effect. A further strand of criticism presses
this differentiation into questions of universalism. Romantic ‘universalism’ can
participate in imperial modernity rather than standing outside it as a benign aes-
thetic posture. Analyses of Romantic imperialism and the production of ‘Eng-
land’ as West show how universal claims and cultural modernity may be sus-
tained by unequal global structures [21, p. 168, 191,209; 22, p. 121]. The
picture is complicated again by an account of how rights discourse, reformist
thought, and Orientalist materials intersect, sometimes enabling counter-
discursive deployments of ‘Eastern’ figures and settings through which Roman-
tic writers critique Western society and articulate reformist ideals [7, p. 13—17].
What follows is not a softened politics, but a sharper question. Instead of asking
whether Romantic Orientalism is simply ‘for’ or ‘against’ empire, it becomes
more revealing to ask how ‘the East’ is mobilised differently across contexts,
and with what mixed ideological consequences.

All such distinctions hint that ‘influence’ is best treated as a graded claim
rather than a default explanation for similarity. The analytical emphasis there-
fore falls on mediation, understood as the practices through which translated
and redescribed accounts of Eastern religious experience became portable with-
in Anglophone print culture, and through which later poets could adopt, refuse,
or reconfigure those accounts under new circumstances. Mediation here is not
only a matter of routes and archives, but also a matter of form and address,
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of how devotional language is made to work for a new public. Jones’s Hymns
can be treated as creative translations, even though he originally composed
them. They do not simply reproduce semantic content from a source text, but
they reshape religious materials through selection, analogy, diction, and par-
atextual framing. Therefore, creative translation becomes a double procedure of
domestication and estrangement. Jones domesticates by adopting familiar hymn
forms, analogies, and explanatory notes. He preserves estrangement through the
selective retention of indigenous names, images, and concepts. This double pro-
cedure clarifies what mediation looks like at the level of lyric texture. Transla-
tion demystifies by clarifying, classifying, and redescribing, and it also re-
mythologises by sustaining awe, hymn-like address, and elevated cadence. The
result is a rhetoric that is simultaneously explanatory and devotional, through
which devotional materials become legible and, crucially, compelling within a
different literary public. Placing mediation at the centre of the argument also lo-
cates Jones within Britain’s longer intellectual encounter with India, including
the philological debates and racial politics that crystallised around comparative
linguistics. In his earlier moment, Jones’s famous claims about linguistic affini-
ty exemplify both the promise and the risk of Enlightenment universalism. They
hold out cross-cultural intelligibility, while also risking the translation of differ-
ence into European taxonomies.

Later accounts of the Oriental renaissance extend the story of how Asian
texts entered European intellectual life. More recent reconceptualisations of
Romanticism have pushed this further by foregrounding transnational circuits
and global modernity, and by attending to the global political orders, racial for-
mations, and poetic nationalisms within which Romantic-era writing takes
shape [6]. Within that transnational account, Eastern religious and mystical ma-
terials enter Romantic poetics not only as surface ornament but as a deep reper-
toire for thinking about imagination, belief, inwardness, and ethical transfor-
mation. The question, then, is how such a repertoire becomes lyrically
operative, and how a mediated devotional idiom can be reactivated within Ro-
mantic subjectivity, not as inherited doctrine but as a mode for generating
meaning within Romantic perspectives. Romantic theories of imagination help
explain how that mediation becomes lyric practice; Coleridge distinguishes im-
agination from mere fancy and presents it as an active, shaping power, an inward
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faculty that transfigures experience rather than passively reflecting the world.
Defining the primary imagination as ‘the living Power and prime Agent of all
human Perception,” he characterises the secondary imagination as the primary’s
‘echo’ [8, p. 295-296]. Read alongside Jones’s hymnic mediation, these distinc-
tions help to name what happens to hymn-language in Romantic lyric. Devo-
tional cadence persists, but it is internalised and tested as psychological and eth-
ical power rather than received certainty.

The historical entailments of this shift also matter, since Coleridge’s ac-
count of imagination is entangled with eighteenth-century debates about ‘enthu-
siasm,’ long treated as religious excess. Romantic writing participates in a reor-
ientation of that register, moving from the outright prohibition of enthusiasm
towards a more regulative vocabulary that seeks to harness imaginative ardour
while guarding against its slide into fanaticism [23, p. 1]. In eighteenth-century
usage, ‘enthusiasm’ could carry pejorative connotations of delusion and excess,
glossed in mid-century lexicography as both ‘a vain belief of private revelation’
and a ‘heat of imagination’ [16, s. v. ‘enthusiasm’]. At the same time, its classi-
cal and theological afterlives complicate any single valence, since Shaftesbury
insists on an older sense of enthusiasm as ‘Divine Presence,” while distinguish-
ing it from the ‘outward’ distemper that can counterfeit inspiration [28, p. 11;
26, p. 81-82]. Romantic writers, by contrast, do not simply reverse Enlighten-
ment suspicion of ‘enthusiasm’, but they do shift its centre of gravity from reli-
gious error to imaginative energy that must be governed [23, p. 4]. In other
words, enthusiasm can be recast as a natural and even noble impulse while in-
sisting that its social and ethical value depends upon control and self-discipline.
Heyd (1995) [14], tracing the seventeenth- and early eighteenth-century critique
of enthusiasm, likewise shows how the discourse repeatedly turns on pathology
and medical metaphor, treating enthusiasm as a disturbance to be diagnosed and
disciplined. This redefinition matters here because it frames how hymn-
language can look ‘enthusiastic’ while remaining disciplined by comparison.
Jones’s hymnic rhetoric can appear ‘enthusiastic’ to Enlightenment reason even
as it is structured by comparative clarification, while Coleridge and Shelley re-
deploy hymn-language in ways that negotiate scepticism, secularity, and psy-
chological interiority, and renegotiate enthusiasm itself.
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‘Rational’ and ‘natural’ religion provide a conceptual hinge linking these
shifts in poetics to shifts in belief. Enlightenment deism and related currents
sought a universal core of belief grounded in reason and nature rather than reve-
lation and institution. Romantic writing does not simply reject reason. It often
internalises and aestheticises the sacred, reconfiguring rational religion into a
naturalised spirituality and a poetics of immanence. Wordsworth’s description
of ‘a sense sublime / Of something far more deeply interfused’ in Tintern Abbey
is often read as an emblem of this transposition [30, p. 3]. Shelley, similarly, can
denounce the ‘poisonous names’ of inherited superstition and yet return to
hymn-like address in praise of ‘some unseen Power’ [Ibid., p. 14]. Across these
trajectories, a tension anchors the central mechanism of spiritualised Enlight-
enment, where critique persists alongside renewed devotion, and comparison
persists alongside lyric re-enchantment. These strands sustain three commit-
ments: Orientalism as differentiated practice rather than a single verdict; uni-
versalism in its double aspect; and influence proportionate to evidence. Conse-
quently, the attention turns from historiography to Jones’s mediating practice
and then to the lyric trials in Coleridge and Shelley, where the inward lexicon
becomes volatile under deprivation and secularity.

Mediator in Context: Sir William Jones’s Hymns and the Institutional
World of Orientalist Knowledge

To see how a portable inward lexicon becomes available for Romantic
lyric reworking, it helps to return to the institutional and print infrastructures
through which ‘Eastern’ devotional materials were translated, redescribed, and
circulated as intelligible objects for Anglophone readers. Jones is often ap-
proached as a foundational Orientalist scholar and translator in late eighteenth-
century British India [11]. His position in colonial Bengal as a Supreme Court
judge as well as a philologist functions here as an enabling condition rather than
background colour, placing him at the intersection of governance, scholarship,
and print [15, p. 6]. The Asiatic Society, founded in Calcutta in 1784, formed
part of the infrastructure through which comparative scholarship entered public
culture and acquired authority beyond the immediate colonial setting. Within
this world, Jones’s work becomes legible as a particular kind of mediation,
a practice that made certain descriptions of Eastern devotional and mystical
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discourse portable for readers trained by Enlightenment comparison, and that
later portability could be reactivated psychologically, ethically, and formally
within Romantic lyric.

Jones’s mediatory work is especially visible in Hymns; even though orig-
inally composed by Jones, they present translated and creatively reframed devo-
tional materials addressed to Hindu gods and to a Supreme principle. They ap-
peared first as individual publications in The Asiatick Miscellany in Calcutta
(1785-1788), and in The New Asiatic Miscellany (1789), before being collected
and revised in The Works of Sir William Jones (1799), and finally republished in
The Works of Sir William Jones: With the life of the author, by Lord Teignmouth
(1807). Addressed to deities including Camdeo, Prakriti or Devi, Indra, Surya,
Lakshmi, Narayena as a Supreme Spirit, Saraswaty, and Gangd, these imagina-
tively adopted compositions are presented with prefatory ‘Arguments’ and
scholarly notes [Ibid., p. 26]. The Hymns, therefore, sustain an affectively
charged rhetoric of invocation, praise, and supplication, while also translating
devotion into comparative intelligibility through their framing commentary.
They belong to the same print ecology as Orientalist scholarship, while showing
at the level of address and cadence how comparative reason and devotional
feeling are made to cohabit. The point is not simply that Jones wrote hymns
‘about’ Hindu deities, but that he helped build an apparatus through which de-
votion becomes legible as a portable repertoire, one that can later be tested and
refunctioned when hymn-like diction migrates into Romantic interiority.

Mediation becomes clearest in the oscillation between invocation and ex-
planation; elevated address solicits reverence, while Jones’s prefatory ‘Argu-
ments’ and accompanying notes repeatedly converted devotional language into
Enlightenment-legible comparison. Jones did this conversion through analogy,
through the naming of attributes, and the translation of local divinities and im-
ages into a recognisable philosophical and classical repertoire [Ibid.]. Through
this familiarising weave, the inward lexicon begins to acquire the portable
shape later Romantic lyric can inherit and strain. In the Hymn to Camdeo, the
prefatory Argument makes the equation overt, since Camdeo ‘appears evidently
the same with the Grecian Eros and the Roman Cupido’ [18, p. 234]. The same
explanatory frame then itemises the deity’s iconographic and relational field,
including his marriage to Retty, glossed as ‘Affection’, his companion Bessent,
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glossed as ‘Spring’, the fish-bearing banner, the bow of sugarcane, and the flo-
ral arrows that carry love through the senses [Ibid.]. The poem’s own couplets
turn this taxonomic precision into hymnic propulsion, as Camdeo’s ‘ruthless
darts’ are tipped with ‘five flow’rets’, explicitly made to pierce the heart ‘thro’
five senses’, before the stanza proceeds to name the blossoms themselves, al-
lowing classificatory detail to become sensuous force rather than mere appa-
ratus [Ibid., p. 235]. In the Hymn to Narayena, again accompanied by an exten-
sive ‘Argument,” Jones maps stanzaic structure onto doctrinal loci and names at
the outset ‘the sublimest attributes of the Supreme Being’, before aligning the
next movement with ‘the Indian and Egyptian doctrine of the Divine Essence
and archetypal ideas’, explicitly routed through Plato’s Republic [Ibid., p. 303].
The same apparatus grounds comparative legibility in a declared archive, in-
voking Indic corpora such as the Vedas, Manu’s Institutes, and Vasa'’s
Puranas, and it gestures towards the learned scaffolding that makes translation
claimable, including commentary traditions and the Bhagavata Purana that
Jones encountered via Persian mediation. Within the hymn itself, unity is re-
peatedly rendered as attribute and emanation, as the ‘Omniscient Spirit’ is fig-
ured as an all-ruling power whose brightness ‘bids from each sense’ its ‘emana-
tions’ to beam through rainbow, stream, bud, and flower, before the climactic
recoil from multiplicity dismisses the sensible world as ‘phantoms’ and ‘unsub-
stantial shows’, so that the soul, absorb’d, ‘One only Being knows’ [Ibid., p.
308-309]. Jones’s explanatory habit keeps this motion intelligible without thin-
ning its awe, since even the divine name is glossed for readers, and Maya is
framed as a doctrine of illusion rather than mere poetic ornament [Ibid., p. 302—
304]. Through this oscillation between paratextual explanation and hymnic ad-
dress, plurality becomes translatable into monist theology without forfeiting
reverence, because comparative reason makes the divine legible as unity and at-
tribute, while hymnic diction preserves the pressure of devotion.

The scholarly scaffolding behind this practice also matters; across the
Hymns’ composition period, Jones was either not yet studying Sanskrit or still at
the beginning of it, relying heavily on learned Persian intermediaries as his
knowledge of the language developed [11; 15, p. 34]. Moreover, the wider ar-
chive through which he searched for Asiatic antiquity was not limited to a single
language, since he sometimes approached Sanskrit materials through Persian
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mediation, including Persian translations of Sanskrit works such as Bhagavata
Purana [4, p. 70]. Seen against Jones’s developing linguistic competence, the
Hymns do not stand apart from Jones’s philological and institutional labour, but
are one of the places where that labour takes on an affective and lyric form.
Jones’s mediation extends beyond hymnic composition into explicit theorisa-
tion of ‘mystical poetry.” He composed the essay On the Mystical Poetry of the
Persians and the Hindus in 1792 [17, p. 236-268]. The essay is a path-breaking
comparative intervention for an English readership on Sufi and Bhakti devo-
tional literatures, and it frames their figurative vocabularies as decipherable,
transferable structures of meaning once set within a comparative idiom [3].
It names Persian poets such as Hafez and draws explicitly on Rimi’s Masnavi
as an example of Sufi ‘mystical’ poetry, while also turning to Sanskrit materials
such as Jayadeva’s Gitagovinda. In the essay, Jones repeatedly translates figura-
tive devotional languages into an Enlightenment-legible comparative idiom,
explaining the ‘language of love’ and the ‘tavern’ lexicon as allegorical struc-
tures rather than literal vice, while still insisting on the aesthetic and affective
power of what he calls ‘enthusiasm.” The essay further clarifies how Jones un-
derstood mystical language as figurative and affective, and as capable of carry-
ing portable meanings once translated and compared, a premise that helps ex-
plain how an ‘inward lexicon’ could later be transposed into Romantic lyric
experimentation.

Coleridge’s Dejection: Testing the Inward Lexicon

Dejection is often approached as a crisis-poem, a meditation on blocked
joy, diminished imaginative vitality, and the problem of feeling in relation to
nature. Read through the lens of mediated Eastern mysticism, it can also be tak-
en as a Romantic trial of an inward lexicon. In that trial, the lexicon’s key
terms: unity, inward light, divine love, and devotion, are translated into lyric
psychology, where they must bear the pressure of scepticism, self-scrutiny, and
inner deprivation. The poem registers its governing distinction with stark sim-
plicity: ‘I see them all so excellently fair, / I see, not feel, how beautiful they
are’ [9, p. 239]. What fails is not perception but the inward capacity that would
make perception vital. Instead of allowing outward nature to serve as a restora-
tive guarantee, the poem insists that the springs of passion and life are internal:
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‘I may not hope from outward forms to win / The passion and the life, whose
fountains are within’ [Ibid.]. The reversal that follows is both epistemic and eth-
ical, because it places responsibility for animation and meaning within the sub-
ject: ‘O Lady! we receive but what we give, / And in our life alone does Nature
live; / Ours is her wedding garment, ours her shroud’ [Ibid.]. The force of this
turn has been read as a repudiation of the expectation that nature will ‘perform’
the work of restoration, so that any earlier attribution of benevolence is exposed
as delusive and nature becomes ‘effectively inanimate’ in the absence of inward
joy [31, p. 2]. Yet the poem also articulates a condition of possibility for re-
newed animation in a passage that reads like a creed of inward making: ‘from
the soul itself must issue forth / A light, a glory, a fair luminous cloud / Envel-
oping the Earth’ [9, p. 240].

The language of inward issuing refuses passive receptivity, and it disci-
plines any temptation toward mere transport by locating creative power in a
formed, sustaining inward source rather than in the volatility of sensation. That
discipline is sharpened by a recurrent anxiety about the dangers of being moved
from without. The opening itself is haunted by a music that cannot console, a
‘dull sobbing draft’ that plays on ‘the strings of this Aolian lute, / Which better
far were mute’ [Ibid., p. 237]. The emblem of the wind-harp, so often a figure
for inspired responsiveness, becomes uneasy here, because what arrives as
stimulus reforms as ‘agony’ and ‘scream’ rather than as living imagination
[Ibid., p. 242]. This has been framed as a refusal of any merely mechanical
model of inspiration, insisting that ‘external forces are not enough’ because the
wind may continue to blow, yet it ‘cannot produce music without the lute’
[25, p. 72]. Dejection tests what becomes of inward illumination when the very
mechanisms of inspiration threaten to become indistinguishable from compul-
sion. The poem’s most charged pivot arrives when storm and wind cease to be
merely meteorological and become a drama of agency. What had seemed exter-
nal is drawn into the logic of inward making, and the wind is addressed as if it
were the poet’s own power made visible: ‘O thou! who rearest with thy stately
seat / This quiet Moon! ... / Thou mighty Poet, even to frenzy bold!’ [9, p. 243].
The strophe turns on a reversal in which ‘the wind suddenly becomes the poet’
rather than remaining a figure for external inspiration, implying that the mind
must become actor within its own imaginative life [25, p. 72]. Even so, the poem
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does not close with a triumphal return of joy; it accepts ‘I see, not feel’ as its
baseline and resolves instead into an ethical mode of address. The closing bene-
diction turns outward to the ‘Lady’, wishing her the joy the speaker cannot
claim: ‘Joy lift her spirit, joy attune her voice; / To her may all things live, from
pole to pole’ [9, p. 243], before the prayer-cadence settles into care: ‘Thus may-
est thou ever, evermore rejoice.’

Jones sharpens what is at stake in this outcome because his hymnic devo-
tion more readily sustains monist assurance as a stable psychology, as when
A Hymn to Narayena culminates in the renunciation of phenomenal multiplici-
ty: ‘Delusive Pictures! unsubstantial shows! ... / God only I perceive; God only
I adore’ [18, p. 309]. Dejection rewrites such assurance into a phenomenology
of deprivation, in which inward resources are recognised as necessary while
their felt availability 1s withheld; in this transposition, divinity or spirit is inter-
nalised as joy, imagination, and moral affect, and the poem stages their failure
at the very moment it recognises their necessity. A further contextual layer
strengthens the plausibility of a shared discursive environment in which Indic
figures circulated as imaginative resources, as when Coleridge, writing to John
Thelwall, fantasises about ‘the Indian Vishnu’ and the desire ‘to float about
along an infinite ocean cradled in the flower of the Lotos’ [15, p. 10]. This fan-
tasy belongs to a broader late eighteenth-century print ecology in which transla-
tions and Orientalist scholarship circulated well beyond specialist circles, with
Charles Wilkins’s translation of the Bhagvat-Geeta (1785), which was at the re-
quest of Jones, among the most visible instances of this availability.

Shelley’s Hymn to Intellectual Beauty: Devotion without Deity

While Dejection presses the inward lexicon under conditions of lack and
ethical redirection, Shelley’s Hymn radicalises devotion by displacing a person-
al deity with a transient and elusive ‘Spirit of Beauty.’ Visitation and withdraw-
al organise the poem’s metaphysics, so that intermittence begins to look like a
governing condition of belief. The opening analogies have been read as insist-
ing so strongly on transience that ‘vanishing is felt to be a part of appearing’
[5, p. 202]. The hymn opens by invoking a power that moves through human
life yet resists grasp: ‘The awful shadow of some unseen Power / Floats though
unseen among us; visiting / This various world with as inconstant wing ...’
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[29, p. 67]. Fitful movement and inconstancy dominate from the outset, includ-
ing the image of an ‘inconstant wing’ [Ibid.]. A chain of comparisons reinforces
the momentary character of Beauty’s appearance. Summer winds, moonbeams
behind a mountain, evening’s hues and harmonies, and the memory of music
fled all insist on transience, driving the lyric into question and address ‘Spirit of
BEAUTY, that dost consecrate / With thine own hues all thou dost shine upon /
Of human thought or form, where art thou gone?’ [Ibid., p. 68]. The question
widens into the bleakness of ‘this dim vast vale of tears, vacant and desolate’
[Ibid.], and life is placed under ‘Doubt, chance, and mutability’ [Ibid.]. With-
drawal structures mortal vulnerability, since if the Spirit’s light remained ‘Man
were immortal and omnipotent’ [Ibid., p. 69]; prayerful urgency sharpens in the
plea ‘Depart not ...” and in the fear that the grave might become ‘like life and
fear, a dark reality’ [Ibid.]. In the second half, Shelley narrates youthful search-
ing among ‘spirits’ in ‘chambers, caves and ruins.” The search yields nothing,
‘I was not heard; I saw them not,” until epiphany arrives: ‘thy shadow fell on
me; [ shriek’d, and clasp’d my hands in ecstasy!’ [Ibid., p. 70]. At that moment,
the speaker makes an explicitly ethical vow: ‘I vow’d that I would dedicate my
powers / To thee and thine: have I not kept the vow?’ [Ibid.]. Beauty’s spirit
binds the devotee ‘to fear himself, and love all humankind’ [Ibid., p. 71]. The
lyric thus recodes a recognisable religious imperative into a humanistic ethic,
aligning self-discipline with universal love.

The poem’s self-naming as a hymn matters here because it keeps the
structures of praise, petition, and dedication legible even as doctrinal certainty
is withheld. The ode introduces ‘a personal, non-traditional deity that exists on-
ly in poetry,’ [20, p. 62] and knowledge of this power is secured neither by doc-
trine nor by reason, but through the poem’s own patterned alternation of ap-
pearance and disappearance. Hymn-like idiom is also strained by sceptical
interrogation: the ‘deified Spirit of Beauty,” imaged as a ‘projected light,” is
tested by the repeated questions that press on the absence and apparent arbitrar-
iness of visitation, so that the poem can sustain devotional address without
granting metaphysical reassurance [13, p. 141-142]. In that register, apostrophe
and prayer-cadence do not simply ornament an argument; they become the
means by which the poem generates reverence for what it cannot stabilise. The
second-stanza address, ‘Spirit of Beauty, that dost consecrate / With thine own
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hues all thou dost shine upon / Of human thought or form,’ intensifies hymnic
invocation, while withdrawal and questioning stage devotion under conditions
of absence rather than assurance [29, p. 68]. Later petitions, including ‘O awful
Loveliness ... let thy power ... supply its calm to one who worships thee,’ re-
tain the posture of prayer even as the poem insists on mutability as the horizon
within which worship must operate [Ibid., p. 71].

Thus, the poem works as a form of religious mythmaking, constructing a
transcendent Power as a poetic concept rather than as inherited creed, and redi-
recting that transcendence into ethical and political aspiration [13, p. 125, 147].
Jones becomes a plausible touchstone here; Khan advances the strongest ver-
sion of the influence thesis, arguing that Jones’s hymnic practice forms part of
the Orientalist print culture through which Shelley’s ‘Spirit of Beauty’ can be
read, and even reporting the claim that the form of Jones’s hymn ‘inspired’
Shelley’s ode [19, p. 46]. Both Knapp and Khan note that Shelley ordered
Jones’s Works in 1812, a fact that strengthens the plausibility of contact even
when it does not, by itself, prove direct borrowing [19, p. 38; 20, p. 64].
On those terms, Jones clarifies what Shelley radicalises: a hymn-structure and
a devotional grammar that can be retained while the object of worship is ab-
stracted, made intermittent, and bound to inward discipline and universalised
ethics rather than to doctrinal ground.

From Benediction to a Vow

Juxtaposed, Dejection and Hymn show what becomes of hymn-language
when its doctrinal ground is withdrawn; in both poems, invocation and prayer-
cadence persist, but certainty does not. Coleridge writes in the register of depri-
vation, and the poem’s most durable turn is not recovery but relation. It closes
by directing blessing outward to the ‘Lady’, ‘Visit her, gentle Sleep! with wings
of healing’ and ‘Thus mayest thou ever, evermore rejoice’ [9, p. 243]. Shelley,
by contrast, remakes hymn form through abstraction and intermittence. A visita-
tion founds a vow, ‘thy shadow fell on me ... I vow’d that [ would dedicate my
powers / To thee’ [29, p. 70], and the vow refigures devotion as ethical self-
governance and outward-directed love, binding the worshipper ‘to fear himself,
and love all humankind.” Across the two odes, separation from a sustaining
presence becomes a condition that must be endured and interpreted, so that in-
wardness is the site where animation, meaning, and conduct must be forged
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without external guarantees. Coleridge sharpens this into a principle of agency,
‘we receive but what we give’ [9, p. 239], while Shelley dramatises the rhythm of
appearance and absence through interrogation and plea, ‘Where art thou gone?’
and ‘Depart not as thy shadow came’ [29, p. 68—69]. Breath, wind, and music
figure that rhythm with particular insistence, since they are at once impersonal
movements and intimate circumstances: Coleridge’s troubling Zolian strain reg-
isters stimulus without consolation, while Shelley’s ‘music by the night-wind
sent’ preserves the sense of visitation as something heard and then lost.

Under the pressure of absence and secular uncertainty, vow and charity
mark the most consequential divergence. Shelley’s epiphany culminates in ded-
ication, and dedication binds conduct, ‘to fear himself, and love all humankind.’
Coleridge converts lack into care, closing not with restoration but with benedic-
tion for another. They both refunction what Jones helps to make portable, trans-
lating a hymnic inward lexicon into lyric forms that can survive secularity, not
as certainty, but as tested ethical and imaginative practice, in a horizon where
the mystic’s ‘separated state’ retains ‘the idea of heavenly beauty, and the re-
membrance of our primeval vows’ even as devotion must negotiate its own
risks and limits [17, p. 236-268]. Jones’s translations and comparative frames
help to render a mystical lexicon legible for Anglophone readers, notably
through the didactic paratexts and comparative annotations that accompany the
Hymns, where a prefaced prose ‘Argument’ repeatedly works to introduce
mythological, philosophical, and etymological materials for readers who would
otherwise lack the requisite archive. This lexicon travels less as doctrine than as
a portable repertoire of concepts and affects. Its recurrent terms include unity,
inward illumination, devotion as transformation, and divinity as an immanent
principle. Coleridge and Shelley then test and transform this repertoire through
lyric forms shaped by emotional deprivation and modern scepticism. What
emerges is not a straightforward transfer of ‘Eastern’ religion into British poetry,
but a process in which translation, comparison, and lyric refunctioning act togeth-
er. Seen as a passage from devotional tradition into Romantic lyric, the pathway
from Jones to Coleridge and Shelley yields characteristic gains and losses.

Legibility is a primary gain in this process, yet it is not innocent; transla-
tion models often proceed by distinguishing a stable ‘kernel’ of meaning from a
variable ‘husk’ of cultural form, a two-step mechanism that makes cross-context
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movement possible while also making visible the simplifying pressures that ac-
company re-description [10, p. 36—40], which also enables portability. Once re-
described in comparative frames, concepts and affects can circulate across pub-
lics that do not share the originating languages or practices, and Jones’s own
‘Argument’ apparatus 1s repeatedly oriented toward enabling precisely that
movement into a newly organised field of attributes, analogies, and correspond-
ences. There are also gains internal to Romantic form, where devotional ca-
dence can be retained even as the scene of religious meaning shifts toward in-
ward address and ethical consequence [12, p. 625]. This adaptation supports
ethical universalism: devotion is redirected into compassion in Coleridge and
into universal love in Shelley. Conceptual mobility follows from the same
movement, since divine unity can be reframed as a psychological or aesthetic
principle without requiring institutional assent. These gains are shadowed by
losses: doctrinal and ritual specificity can be thinned when thick local meanings
are ‘boiled down’ into transferable kernels, a pressure built into kernel-and-husk
translation heuristics even when the procedure is undertaken with genuine in-
terpretive care [10, p. 39]. Ritual and communal context recede as hymn lan-
guage is detached from liturgical and social settings. Semantic and cultural
richness can diminish when intertextual density is compressed by comparative
taxonomy, even as legibility expands. There is also the risk of essentialism; un-
less heterogeneity and local genealogies are maintained, ‘East’ and ‘West’ can be
homogenised within the very reductionist frames critique seeks to resist [19, p. 37].

The two-step mechanism converts inherited religious materials into a
‘spiritualised Enlightenment’; first comes demystification. Through translation
and comparative scholarship, culture-bound husks are peeled away to express a
portable core that can travel beyond its original ritual matrix, a kernel-and-husk
heuristic that is analytically useful here precisely because it clarifies how legi-
bility is purchased by selection, compression, and reordering [10, p. 36—40].
This first step can also be described as rationalisation and taxonomisation,
which would be a comparative procedure that renders mystical lexicons legible
within Enlightenment categories, even as it compresses them into portable con-
ceptual clusters, as Jones’s own habit of translating devotional address into or-
ganised ‘attributes’ and analogical correspondences repeatedly illustrates. The
key point is that legibility is produced through re-description, and in producing
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it the procedure inevitably selects, compresses, and reorders. Second comes re-
mythologisation; once distilled for legibility, the materials are reinvested with
symbolic power through imaginative form. In the critical tradition shaped by
‘natural supernaturalism,” Romantic writing is repeatedly understood as trans-
lating theological residues into idioms of nature, mind, and imaginative experi-
ence rather than simply discarding them [12, p. 621, 625; 1, p. 22]. In that regis-
ter, myth-making can carry forms of apprehension that exceed ordinary
cognition, disclosing ‘truths that elude the intellect’ through symbol and imagi-
native form [1, p. 4]. Poetry can answer a ‘corrosive phase’ of critique without
relinquishing critique’s gains, reworking belief’s ruins into newly charged
modes of consecration [12, p. 621]. What returns is not the old theology un-
changed, but a refigured sacred vocabulary that now operates through lyric ad-
dress, affect, and inward experience. This dialectic, Enlightenment critique fol-
lowed by Romantic re-enchantment, extraction followed by refiguration, is the
dynamic at work in the Jones-Coleridge-Shelley continuum. Romanticism, con-
sequently, does not simply abandon transcendence; it translates it. In doing so, it
subjects transcendence to imagination’s creative law and makes inward experi-
ence a primary site where the sacred can be re-encountered, questioned, and
ethically redirected.

Conclusion: The Inward Lexicon and Its Afterlives

The pairing of Jones’s Hymns to Hindu Deities, Coleridge’s ‘Dejection’:
An Ode and Shelley’s ‘Hymn to Intellectual Beauty’ enables a focused account
of unity, divine love, and inward transformation as they move from selected
Eastern mystical materials, as framed by Jones, through mediation, into Roman-
tic poetics. The emphasis does not fall on a single, uncomplicated line of influ-
ence. It falls on the travel and refunctioning of a portable lexicon: how transla-
tion, paratext, and comparative taxonomy make certain devotional concepts and
affects newly legible in Anglophone print culture, and how lyric forms then
subject that repertoire to the pressures of emotional deprivation, scepticism, and
the Romantic turn inward. Read in this way, the Jones-Coleridge-Shelley con-
tinuum clarifies how Romantic poets inherit and refashion an Enlightenment-
inflected mystical lexicon. Coleridge and Shelley neither simply reproduce En-
lightenment rationalism nor abandon it. They translate and internalise mediated
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mystical materials, producing a spiritualised Enlightenment native to Romanti-
cism. This two-step mechanism, demystification followed by re-
mythologisation, captures this process of conceptual travel and poetic reactiva-
tion across languages and forms. What results 1s a Romantic idiom that is at
once critical and transcendent, rational and rapturous. Placed within the larger
historiography of an ‘Oriental renaissance,’ this mechanism clarifies a model of
spiritualised continuation in which Europe’s encounter with Asian texts is me-
diated, selective, and historically consequential rather than merely ornamental.
Reason and imagination do not simply oppose one another; they remain in dia-
logue. Translated devotional lexicons are made portable, tested, and ethically
reoriented within Romantic lyric. The effect is not the replacement of critique
by credulity; it is the conversion of comparative reason into a renewed poetics
of inward ethical transformation. Benediction, a vow, and the discipline of im-
agination become sites where a translated lexicon is not merely repeated, but
proven, strained, and remade.
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®UIDJIMHCKUE PAKYPCBI B TODME
«[MAJIOMHUYECTBO YAWJILA-TAPOJIBJIA» K. I'. BAHPOHA
U PUCYHKAX . JOABEJJIA U C. TOMAPIM

O. M. YmakoBa

HE3aBUCUMBIHN HUCCJIEA0BATCIIb
olmiva@yandex.ru

Cratbs nmocBsiieHa (QUIDILTMHCKAM paKkypcaM XyI0>KeCTBEHHOU pediexcuu B modme «lla-
nomuudectBo Yaitnpa-I'aponsaa» k. I'. balipona u pucyHkax aHTIMHACKOTO Xy/I0KHUKA DJIBapaa
Honsenna u ero uranbsHckoro kosuieru Cumona [lomapau. OOpaiiieHue K TBOPUYECTBY ITHX XY-
JIO’KHUKOB B KOHTeKCTe npouteHus «llamomunuectBa Yainba-I"aposbaa» mo3Bosser yBuaeTh 1 'pe-
LU0, IO KOTOPOW MYTEUIECTBOBAIN aBTOP MOAMBI U ero repoid. CoBnajeHue B MpsIMOM U IIEPEHOC-
HOM CMBbICIAaX TPAaeKTOPUN NyTEUIECTBHS I03Ta U XYJOKHUKOB ONPENENSAETCS OOIIHOCTHIO
KYJIbTYPHO-UCTOPHUUYECKOIO0 KOHTEKCTA, UJEHTUYHOCTBIO 3CTETUYECKUX YCTAaHOBOK, CXOJHBIMHU pa-
Kypcamu U nipuemamu. Co3naHHblii uMu o0pa3 ['peruu xapakTepusyeTcst HOCTaabIHel O BEIHKO-
My npouuioMmy I'pennu, OCMBICIEHMEM COCYLIECTBOBAHMS JABYX LHUBWIM3ALUOHHBIX CUCTEM, €BpO-
MEHCKON KJITACCHKM M BOCTOYHOM JK30THKH, ITOKAa30M KOHTPACTOB BEJIIMYHUS MPOIUIOTO M YOOTrOl
MaJIO3HAYUTEIIFHOCTH HACTOSIIET0, OOpalleHneM K JIATEHTHOMY KOH(JIMKTY MO33MH KYJIbTYpPHOH
IaMATH U NPO3bl PEAIIBHOTO CYLIECTBOBAHMS, COUYETAHUEM MEJIAHXOJIMHM M IparMaTHKU XKU3HU Ha
pYHHax, YyBCTBOBAHMEM KpPAaCOTBHI U OJYXOTBOPEHHOCTH BEYHOW NMPHUPOABI, BUACHHUEM MHpa Kak
nemnsaxa, npodeccuoHalbHON 3pyaule, Tonorpadpuyeckol U aHTPONOJIOTHUECKONH TOYHOCTBIO,
MHTEPECOM K YaCTHOCTSIM MOBCEHEBHOIO OBITHSA, pa3BUTHEM Tpaauuuii [IpocBenienus B poMaHTH-
YeCKOM KJIto4e, MyOIMIucTHUecKuM nadocom, 00080 K ['perun yieameit n HacTosmei u 1. 1.
Pucynku Jlonsemna m Ilomapam MOTYT CilyKMTh ayT€HTHYHBIMH WJUTIOCTPALMSAMM K I'PEUECKUM
ctpodam 6alfipOHOBCKOM MOAMBI, KOTOPBIE, B CBOIO OYEPE/lb, IOMOTAIOT 00JIee TIIYOOKO «IIPOUYECThY
xuBoMHCcHbIE 00pa3bl. [looma baiipona u pucynku lonasenna u [lomapau sBisitorcs sipkuMm oOpas-
IIOM XY/10’)KECTBEHHOT'O BOILIOIIEHUS 3JUIMHO(UIBCTBA KaK IPUMETHI SMOXH.

Knwouesvie cnoga. poMaHTU3M, SIIIMHOPHIBLCTBO, TPABEJOr, MyTEBbIE PUCYHKH, NMEH3ax,
KYJIbTYpHasl TaMATh, UILTIOCTPALIMSL.

Philhellenic Perspectives in J. G. Byron’s Childe Harold’s Pilgrimage
and Drawings by E. Dodwell and S. Pomardi

Olga M. Ushakova
independent researcher

olmiva@yandex.ru

The article is devoted to the philhellenic perspectives reflected in poem Childe Harold’s
Pilgrimage by J. G. Byron and the drawings of an English artist Edward Dodwell and his Italian
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colleague Simone Pomardi. The study of the works of these artists in the context of Childe Harold’s
Pilgrimage allows seeing Greece at the time of traveling of Byron and his hero. The literal and fig-
urative coincidence of the trajectories of the poet and the artists’ journeys was determined by the
common cultural and historical context, identity of their aesthetic attitudes, similar perspectives and
techniques. The image of Greece recreated in their works is characterized by nostalgia for the great
past of Greece, understanding of the coexistence of two civilizational systems (European classics
and Eastern exoticism), display of contrasts between greatness of the past and wretched insignifi-
cance of the present, the latent conflict between poetry of cultural memory and prose of real exist-
ence, combination of melancholy and pragmatism of life amidst ruins, sense of beauty and spiritual-
ity of eternal nature, a vision of the world as a landscape, professional erudition, topographic and
anthropological accuracy, interest in the details of everyday life, development of Enlightenment
concepts in a Romantic mode, political pathos, love for the Greek past and present, etc. Dodwell &
Pomardi’s drawings can serve as the authentic illustrations to the Greek stanzas of Byron’s poem
which in turn help to “read” the pictorial images. Byron’s poem and Dodwell & Pomardi’s draw-
ings are a striking example of artistic embodiment of Hellenophilia as a distinctive feature of Ro-
mantic era.

Keywords: Romanticism, Hellenophilia, travelogue, travel drawings, landscape, cultural
memory, illustration.

B konne XVIII — nauane XI1X B. B AHIIIUM 3apouiiack HOBAsl BOJIHA WH-
Tepeca K TpeYecKoi KynbType U chopMHUpOBaIaCh HOBasK KOHIICIIIUS BOCTIPHSI-
Ths ['peryu, 4To 0TPa3miIoch B CaMbIX Pa3IMYHBIX cdepax >KU3HU U KYJIbTYPHI:
MOJIMTHYECKON TOIJIEPKKE HAIIMOHAIbHO-OCBOOOIUTEILHOTO JIBIKCHHSI Tpeye-
ckoro Hapoja (Greek Cause), rpedyeckoM BO3POXKICHHUU SIOXH PereHrcraa
B apXUTEKType U JekopatuBHOM nckyccTtBe (Regence Greek Revival), myrere-
crBusix B ['permto (Grand Tour to Greece), npuiieanimx Ha CMEHY MOE3KaM
BUrammio m np. K 3HaTOKaM W WCClIeqOBaTeNSIM aHTUYHOW KYJIBTYPBI
(Hellenists) npucoenuuunuchk «dmmuaobuib (Philhellenes), natepecyrommuecs
KU3HBIO COBpeMeHHOU ['peruu, ee moBceqHEeBHOCTHhIO. Hambosee conmanbHO
aKTUBHOW W JCSATEILHOW YacThIO AJTMHODWIOB ObUTH «QMIdIIUHBD ((Putai-
JMHCTBO B OT€UECTBECHHOW TPAIUIIMK TIPUHSITO CBSA3BIBATH MMEHHO C TIOJIUTHYE-
CKOM aKTHUBHOCTBIO), OKa3bIBaBIIHE MOJJCPKKY TPEUECKOMY HAIMOHAILHO-
OCBOOOIUTEIHFHOMY JBI)KCHHUIO M HETTOCPEICTBEHHO YIaCTBOBABIIIAE B HEM.

[losBnenne B bpurannn HOBOTO paKypca MHTepeca K Kyabrype ['pennn
MOYXHO OOBSCHHUTH IICJBIM PSJIOM T€OMOJIMTHUYCCKUX, YIKOHOMHYECKHX, COITH-
ABHBIX, ICTETUYCCKUX MPUIHUH. BBICOKHIT YpOBEHb SKOHOMHUYECKOTO Pa3BUTHS:
OOHYCHI KOJIOHWATLHON UMIIEPUH, Kypc (pyHTa, O3BOJSIOMNA 0€30€IHO KUThH
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3a TPAHULEW U T. . CHOCOOCTBOBAIM CO3JAHUIO KYJbTa U KYJBTYphl IyTElle-
CTBUH, Pa3BUTUIO U YKpEIUIEHUIO Tpaauluu «bosbmoro Typa» no KOHTUHEH-
TasibHOU EBporie, kotopbiid kK kKoHIy XVIII B. cTaHOBUTCS HEOTHEMIIEMOH CO-
CTaBHOM YacThi0O 0O0pa3oBaHUs AHTJMUCKOro JKeHTIbMeHa. [lepenen mupa
B pE3YyJIbTATE HAIIOJCOHOBCKUX BOCHHBIX KaMIIAHUM HW3MEHWI YCTOSBIIMECS
OPUBBIYKY U MapUIPyThl MyTENIECTBYOIIMX aHIM4aH. [lociie HanoieoHOBCKOM
’KCcmaHcuu B Mrtanuio OpHUTaHIIbl JMIIUIUCh BO3MOYKHOCTH CBOOOAHO M 0O€3-
OMAacCHO IMyTEelIeCTBOBATh M0 MTannu, 4To 3aCTaBWIIO OTKPBIBATH HOBBIE MAJIOM-
HUYECKUE TEPPUTOPHUH, B YACTHOCTH cOBpeMeHHYto ['penuro. Pazsutue rpeue-
CKOT'O OCBOOOJIUTEIBHOTO ABUKEHUS CIOCOOCTBOBAIO POCTY MPOrPEUECKUX
CAMIIATUA W HACTPOCHUMW, CBA3AHHBIX C KPAMHUM JECHOTHU3MOM TYPEUKOTO
npaBieHus. Ckazajics Takke OOIEepOMaHTHYECKUU HHTEpeC K 3THOrpaduw,
POMaHTHYECKOE HAPOJHUYECTBO, CTPEMIIEHUE K TOITUYECKUM HU3MEPEHUAM I10-
BCEHEBHOCTH, OCBOCHHMIO HOBBIX JK30THUYECKMX MPOCTPAHCTB U T. N. I 'pernus
KakK 4acTb OTTOMAaHCKOW UMIIEpUH MTPUBIIEKAIa TaKKE BOCTOYHOM, 3araJOuHOM,
MPAHOMN DK30TUKOM.

«K Havanmy XIX Beka CTpaHCTBYIOLIMHU JKCHTJIIBMEH C KAPMAHHBIM H3/a-
HHUEM KJIACCUYECKOM JINTEPATYPHI CTAJI HEOTHEMIIEMON YaCThIO IPEYECKOMN KU3-
Hu» [16, p. 14] (nepeBoa 3aeck u nanee moil. — O. V.), B psiibl MyTEIIECTBEHHU-
KOB BJIWJIMCh IOATHI, MUCATENH, XYyAOKHUKU. Pe3ynbTaTroM CTAIO MOSIBICHUE
B JIUTEpAType U UCKYCCTBE Pa3HOI0 pojia TPaBEeJIOroB C HOBBIMH OOpa3zaMu He-
KJIacCM4eCcKor, Heakagemuueckon ['penuun. 0. A. ApyTIOHAH Tmepeyuciser
paznuyHbie (OPMBI AHTTTUHCKUX TPABEJIOTOB, CIOXUBIIKECS K Hadamy XIX B.:
«IYTEBBIE 3aMETKU U 3aPUCOBKHU, UTHHEPAPUU U “XOXKICHHS , ITyTEBOINUTEIIH,
Ha4yWHas C TUJ0B MaJOMHUKOB, Xoporpapuueckue u TonorpauuecKue TeKCThI,
Hay4YHbIE€ OMMCAHUS MyTemecTBUM, xaHp “IIporynok” m permoHaisbHas UCTO-
pHs, TpaBIOPBI, 00pa3bl JOCTONMPUMEYATEIHLHOCTEN, APXUTEKTYPHBIC IMITYAUU
Y TIeW3aKU, WJUTFOCTPAITNH K JINTEPATYPHBIM CTPAHCTBUSM, HCTOPUIECKHE U (paH-
TaCTUYECKUE MyTEIIECTBUS MTEpEMELICHUS B TpocTpaHcTBe» [ 1, c. 149].

Tak, cBOEro poja MO3TUYECKUM TPABEJIOTOM cTana nosma «llanomuuue-
ctBo Yainsa-I"aponsaa» (Childe Harold’s Pilgrimage, 1812—1818) k. I'. baii-
poHa. Iloat BrepBbie nocetun ['penuto B 1809 r., HEmocpeacTBEHHBIE BIEYaT-
JIEeHUsI OTPa3W/IMCh BO BTOpPOM MecHE MOo3Mbl. ['pedeckue cTpodbl ChIrpaiu
OTPOMHYIO pOJIb B HOBOM Bocnpusitud [ penun: «Bcenen 3a “IlanomMmHnuecTBOM
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Yannpa-1'aponpaa” nosiBUIach Least 4yepena ‘TpeyecKuX HCTOPUM, KOTOPBIE
Pa30LUINCh JECATKAMH ThICAY SK3EMIUIIpOB. MHOrHe U3 HUX MOBTOPSAIU (HUJI-
AJUIMHCKHE HacTpoeHus. Kinile MeHee TalaHTIMBBIX MyTEMIECTBEHHUKOB BHE-
3aIHO OKWJIM, pa3pylLI€HUE U BO3POKIEHUE KIacCUYecKon I'pennu ctanu BoJ-
HYIOIIEW pOMAHTHYECKOU TeMomn» [16, p. 18].

Kuzep u kynerypa ['pennn nog OCMaHCKMM TPABJIEHUEM SBUIUCH
MPEAMETOM XYJO0KECTBEHHON peQIeKCHH aHTJIMMCKOTO IMyTEHIECTBEHHHUKA,
y4eHOro, apxeoJiora u xyaoxxuuka Jasapaa Joxasemta (Edward Dodwell, 1777
(78?)—1832) u ero utanbsackoro koyuiern Cumona [Momapau (Simone Pomardi,
1757—-1830), coepmmBuiux nytemecrsue B ['peunto B 1801 u 1805-1806 rr.
BusyanbHpiMi ¥ BepOaTbHBIMH TUIOJJAMU MX «MAJOMHUYECTBA» CTAIM CEPHUs
PUCYHKOB W aKBapeseH, a TakKe JOKYMEHTAIbHOE OMMCAHUE AKTyalbHOMU Ipe-
4yecko# peanbHOCTH. OOpallleHne K TBOPUYECTBY ATUX XYJ0KHUKOB B KOHTEKCTE
0alipOHOBCKOM MO3MBI 3aKOHOMEPHO, TaK KakK MO3BOJSET YBUAETh UMEHHO TY
['penuro, o KOTOPOU MyTEMIECTBOBAIN aBTOP MO3MBI U €ro repoil. C 3Toil Tou-
ku 3peHust pucynku Jlonsemnna u [lomapau — uaeanbHble ayTEHTUYHbBIE WUILIIO-
CTpAIMH K TPEYECKUM CTpOo(dam MOIMBI.

JloziBe ABJISIETCS aBTOPOM MOAPOOHOTO aHTPOIOJIOr0-reorpaduyecKoro
uccienoBanus «Knaccuueckoe u Tonorpaduueckoe OnucaHue MyTeecTBUs Mo
I'perm B 1801, 1805 u 1806 rr.» B nByx Tomax (A Classical and Topograph-
ical Tour through Greece, 1819), anb0boma «Buubl I'peniuny» (Views in Greece,
1821) n xuuru «Buapl U onMcaHusd UUKJIONUYECKUX WUIIU MENACTUYECKUX PYHUH
B Urtamuu u I'perun» (Views and Descriptions of Cyclopian or Pelasgic Re-
mains in Italy and Greece, 1834). Ilomapau, B CBOIO OYepe/ib, OIMyOIUKOBAI
B 1820 r. cHaGxkennoe wunoctpanusamu «llyremecrsue no I'penmun CumMoHa
[Tomapau B 1804, 1805 u 1806 rr.» (Viaggio nella Grecia fatto da Simone
Pomardi negli anni 1804, 1805, e 1806: arricchito di tavole in rame).

B XXI B. 3putens cMor yBHIE€Th OpUTHHAIBI OOIBIIEH YaCTH PUCYHKOB
u akBapenen Jlonsemna, [lomapaun Ha BbIcTaBKe «B mowckax KiacCH4YeCKOU
I'penun: myteBble pucyHku Iasapaa oasemwia m Cumona Ilomapam, 1805—
1806 rr.», skcnioHupoBasiiencs B bputanckom mysee B 2013 1., a Takxke Ha
skcno3uniusax Bumel ['ettn (ManuOy) u myses I'ertu B Jloc-Anmxkenece
B 2015-2016 rr. Mnmtoctpanuu 1 HaydHasi ”HQOpMAIUs IO TeMe TpeCTaBIIe-
HbI B TIPEKPacHO M3JaHHOM anbbome-kataiore «B mouckax I'peruu. Kartanor
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BBICTaBKHM B bpuranckom mysee pucyHkoB Oasapaa doasemna u Cumona Ilo-
Mapau u3 Kojuiekuuu WMHcerutyta rymanutapHbeix Hayk Ilakkapma» (2013).
B HacTosiee BpemMs Oosibiiras yacth padoT xpanutcs B Mucrturyrte Ilakkapna
B Kanmndopuun. Beicokne Xy/10’KE€CTBEHHbIE IOCTOMHCTBA )KMBOMMUCHBIX PadoT,
cneuu(pUUecKuil KyJIbTYPHO-UCTOPUUYECKUM KOHTEKCT, PEKOHCTPYHUPYIOIIUKCS
U3 BU3YalIbHBIX 00pa3oB, COCOOCTBYIOT PAacIIMPEHUIO HAIWX 3HaHUM o I'pe-
LY AHTIIMACKAX POMAHTHUKOB.

Ha pucynkax Jloaseiuia u [lomapau antuunas ['penusi, Beipacraromas u3
PYHUH cpenu OyHHBIX TUKUX 3apociied U KaMHEeH, — eCTECTBEHHas cpejia oouTa-
HHUsI COBPEMEHHBIX I'PEKOB U TYpoK. MiMeHHO Takou I penuto yBuzaen u banpoH,
OTHpaBUBIIMCH B myTtemectBue 1mo CpeanzemHoMmopeio B 1809—-1811 rr. I'pe-
LM B IO3ME U PUCYHKaX MPEACTACT HE KAK KJIIACCUYECKUM U aHTUKBAPHBIN ap-
Te(akT, CyleCTBYIOIIHNI B €BPONEHCKON KOJUICKTUBHON KYJIbTYPHOU MaMSITH U
WHJMBUIyaTbHOM aBTOPCKOM BOOOPAKEHHH, a KaK aKTyallbHbIN, TPOTHBOPEUH-
BbIil (DEHOMEH, KUBOW OpraHu3M, GyHKIMOHUPYIOUIUN B HECKOJIILKUX BPEMEH-
HBIX, [IMBWJIN3ALMOHHBIX, HAIHMOHAIBHBIX M 3CTETHYECKUX H3MepeHusax. [la-
paJsIeIbHOE PAacCMOTpPEHUE akBapened u pucyHkoB Jloasemna u Ilomapam
U cooTBeTcTBYrOIMX 4dacted «llanomuunuectsa Yainba-I'aponbaa» mo3Bosser
HE TOJIbKO YBUAETh OOLIHOCTH MHUPOBO33PEHUYECKHX U ICTETUYECKHX YCTaHO-
BOK, CTWJIHCTHKH, KOJOpPHUTAa, HO MU Oo0jee SICHO OCO3HAaTh, YTO TIpeyYECKas
«CTpacThy» JIopAa bailpoHa BO MHOTOM SIBJISIETCSI TOPOKIECHUEM CBOErO BpEME-
HU, HEPA3PBIBHO CBsA3aHA C KOHKPETHOW MCTOPUYECKOMN 3MOXOMU, €€ 3alpocamu,
BKyCaMHu M BbI30BaMH. He ciiydailHbIM B JJaHHOM KOHTEKCTE KaKE€TCSA TO, YTO
Jonsemwn u bailpoH y4uwiauch B OJHOM KEMOPHUKCKOM KoJuUle/Ke, TpUHUTH
Komnemxe (donsenn 3apepum kypc oodyuenust B 1800 1., mocne yero ormnpa-
BWICA B myremiectBue mo ['pemnmu). XpoHOJIOTHYECKOE M Tomorpaduaeckoe
COBINAJCHUE MYTEUIECTBUNA XYAOKHUKOB W T03Ta IMO3BOJIAIOT OOpaTUTHCS
K CPaBHHUTEJIBHOMY aHajiM3y OCOOEHHOCTEHW 3JIIMHO(PUIBCKOTO >KUBOMUCHOTO
Y CTUXOTBOPHOTO JHUCKYPCOB 3MIOXH POMAaHTU3MA.

OnuHoit u3 rnaBHBIX 1enel nyremectBus Joasenna u [lomapau 66110 CO-
IIOCTABJICHUE MPOLUIOTO W HACTOSALIEr0, NPUCTAJIBHOE HM3YYEHUE HE TOJIBKO
IPEBHOCTEH, HO M TOAPOOHOCTEH, MeJIoYel MOBCEIHEBHOTO OBbITa COBPEMCH-
HBbIX TPEKOB: «HMCCIEAOBATh IPEBHOCTH, HUYETO HE MPOMYCTUTh W3 TOrO, YTO
JHOOUTEIIO KIIACCUKU MOKET OBITh MHTEPECHBIM WIIM JOCTABUTH YJOBOJIBCTBUEY
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[11, p. 1]. B «Knaccuueckom u TonorpauueckomM ONMHUCAHUM ITyTELIECTBUS 110
I'peunn B 1801, 1805 u 1806 rr.» HonBenn TmareapHEUIINM 00pa3oM onucall
KIuMart, ¢haopy u ¢hayHy, SKOHOMHUKY, COBPEMEHHOE UCKYCCTBO, OObIYau U Hpa-
BBl COBpEeMEHHOW ['pennu, mpencrapits UX Ha (OHE AHTUYHOTO MPOILIIOTO,
ONUpPasICh HA TPYbl ApeBHUX. OCHOBATEIBHOE U PA3BEPHYTOE OrJIaBICHUE KHU-
M JAaeT MPEJCTaBICHHWE O TOM, YTO aBTOPY HMHTEPECHBI BCE MOIPOOHOCTH
Y YaCTHOCTH OIMCHIBAEMOI'O0 MM MHpA, BKIIIOYAsl JIIOOOIBITHBIE HPABOONMUCA-
TeJbHbIE UCTOPUU U aHeKAO0Thl. OOpaTuMcsa B KauecTBe Ipumepa kK ¢adyre
NEPBOIl TJIaBbl BTOPOTO TOMa BO BCEU €€ DKJIEKTUKE, MECTPOTe U MHPOpMaIlH-
OHHOM HAaCHIIIEHHOCTH: «O01Me 3aMedaHus 1 pa3Hbie oObiuan — [louBa u Kiu-
Mat Attuku — Ena — My3ssika coBpemennoi ['perun — Tanimsl — JKanoOsl Ha
BoeBony Adun, nmonannsie B KoHncTrantuHonons — BropikeHue aucaapa B Ty-
PELKYIO KEHCKYI0 0aHIO — ero OoOHapyKEHUE W OMACHbIC MOCJIEACTBUSI — €r0
0erctBo B DTMHY U TailHOE€ BO3BpailleHHe B AQUHBI — €ro TalHOE YKPBITHE B
noMe aBTopa — Bu3uT aBTOpa K *KEHE AUCapa, UX PUCKOBAHHOE IMOJOXKEHUE —
Cyesepus apunsH — Crna3, uiu JypHoil rina3z — Urpsl COBpeMEHHBIX TPEKOB —
[Ttumer Artukn — Penmunuu — Hacexkomble — KpaTkuit 0030p mocieaHero me-
puoja ucropuu AduH u 3axBaT ux Typkamm» [12, p. 1].

ABTOpa M MyTEHIECTBEHHHKA HMHTEpecyeT Jiodas Melodb, Oe3nenuua,
CTHJIb M3JI0KEHHUSI OTPaKaeT dHTY3Ua3M CIENONBITa, CKPYIYJI€3HOCTh HaOIIO-
natens. KHury oTinuaer kuBas U HEMOCPEACTBEHHAs MaHepa MOBECTBOBAHMUSL:
«CoBpeMEHHBIM TpeKaM IpHCyIla J00Bb KO BCEM BUIAM I[BETOB U JyXOB CO
CJIaIKUM 3amnaxoMm. [[peBHue Takke ObUTH HEpaBHOAYIIHBI K W3BICKAHHBIM IMPH-
TUPAHUSAM, HO MYXYMH OOBIYHO CUUTAIM KEHONOJOOHBIMH, €CJIM OHU YyCEep/-
CTBOBAJIU, UCTIOJIb3YS UX, U 3TO ObUIO 3alpelleHo KakK criapTaHlaM, Tak u adu-
HiHaM. AQUHCKHE JaMbl JIETOM OOBIYHO HOCAT HEOONBIIONW MENIOUeK
B IMOJIMBIIIICYHON SIMKE, COJEpXKaIuidi apoOMaTHUYECKUE€ M AYIIUCTHIE TPABHI,
4TOOKI ITepeOnBaTh “JIEMHOCCKUI™ MIIM KO3JIMHBIN 3amax (hircinus odor), koTo-
pPBI B YCJIOBHSX >KapKOTO KJIMMaTa WHOTAAa ObIBaeT JOCTAaTOYHO TOITHOTBOP-
HeIM. Typenkue My>KUuHBI 3a4acTyl0 BEIyT CUASYHMI 00pa3 >KW3HU MOJ00HO
KEHIIMHAM; ¥ HE HMMEIOT HU MAaJEHIIero MNpeICTaBICHUs O (PU3HMUYECKUX
YIPaXHEHUSIX JJIsI 3[I0POBbsI WM pa3BiedeHus. VX nmodumas ABUraTenbHas ak-
TUBHOCTb — MPOTYJIKU BEPXOM; U OHU CUUTAIOT XOJ1bOY HHMKE CBOEr0 JOCTOMH-
CTBa, YTO OTHOCHUTCS K MYCYJIbMaHaM JIa)K€ CaMOr0 HU3KOTO IPOUCXOXKICHHUS.
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Tak, oHaXbl TYPOK, MOBCTPEYABIINNA MEHS B HECKOJIBKUX MWISX OT AQuH
WJYIIAM TIECIIKOM, COPOCHUJ y CONMPOBOXKJABIINX MEHSA I'PEKOB, HA CaMOM JIU
Jesie s ABJSAIOCh JUKEHTIIbMEHOM DPIHKOM, 3aMETHUB IIPU ITOM, YTO OH CUJIBHO
COMHEBAETCA, TaK KaK HU OJIUH JKCHTJIbMEH He OyAEeT XOJUTh MEIIKOM, €Clu
y HETO UMEETCsI IOCTaTOYHO Oapp, 4TOOBI 3aruiatuTh 3a jomans!» [12, p. 25].
B nanHoM ¢parmenTe mnpocTynaroT TaKUe HappaTUBHBIE OCOOEHHOCTH, Kak
BHUMAHHUE K JE€TaJsIM, MYyCTSIYKaM, TOTOBHOCTh COOOIIATh CaMble HEU3SIIIHBIC
NOJAPOOHOCTU pajiy MPaBIbl KU3HU, MapaJJIean ¢ OPUTAHCKUM YKJIaJOM, UPO-
HUsI, FOMODP, BOBJICYEHHOCTb CaMOI'0 IOBECTBOBATENS B PEAIbHYIO IPaKTUYe-
CKYIO W3Hb M, HAKOHEI, HEU3MEHHBIN KJIaCCUYECKUil (POH, 3/1eCh ITO JIETKUU
HAaMEK Ha HETro, OTChUIKA K TPEYECKOMY MHU(DOIOTUYECKOMY CIOKETY. DTHUTET
Lemnian HarmoMHHAET CBEAYIIMM YUTATENIIM 00 MUCTOPUH, CBsA3aHHOMU ¢ I'nricu-
nuJIoN U keHimuHamu JlemHoca, KoTopsix AdpoauTa 3a To, YTO OHU HE COBEP-
1IAJIM [TOJIOKECHHBIX PUTYaJIOB, HaKa3ajaa KO3JIMHBIM 3a1aXOM.

[TogoOHOE mepeceueHre ABYX TOYEK 3pEHHUA, KJIACCUYECKOU (3amaaHon)
Y OPUEHTAJIbHOW (BOCTOYHOM), XapakTepHO U IS TBOpYecTBa baiipoHa.
S. AnbOep B cratbe «Crnenuduka opueHTanu3Ma B mo33uu jopnaa baiiponay
OTMEUYAET ATy IMOCTOSHHYIO W HANpPSHKEHHYIO B3aUMOCBS3b MEXKAY JJUIMHO-
(UIBCKUM U OpUEHTAIBbHBIM pakypcamu: «B mos3um baiipona co3naercs HoBoe
BHUJICHUE HUEPAPXUUYECKON CBSI3U MEXAy 3anagoM U BocTokoM. DTOT Mmoaxon
TECHO KOPPEIUPYET € €ro (UIBUIMHCTBOM, TO €CTh CTPEMJICHUEM BO3POJIUTH
NPUHLMUIBI U LIeHHOCTU JlpeBHell ['penun, 1 ero 3K30THYECKUMH H300paxKeHu-
AMU TYPOK, TO €CTh IOCJEAOBATEIBHBIM HCIIOJIb30BAHUEM CTEPEOTUIIOB)
[10, p. 110]. BoctouyHast sk30THKa 1O OOJIbIICH YaCTH BOCIPUHUMACTCS Yepes3
IIPU3MY €BPOIEUCKON KyIbTyphl: «llomyssipHbI OpUEHTAIN3M HA IPOTSIKEHUU
koH1a X VIII — nayana XIX Beka nmpeBpaTuics B MOBCEMECTHYIO Moay. OIHaKO
JaXe TaKyr MOy, OTYETJIIMBO y3HaBaeMylo B TBopuecTBe YuibsiMma bekdopna,
baiipona, Tomaca Mypa u I'€re, HEe Tak JE€rKO OTACIUTh OT YBJICUCHUS TOTHYE-
CKMMHU POMaHaMH, TICEB/IOCPEHEBEKOBBIMU UIUIUIUSIMU, 00Opa3amMu BapBapCKOn
POCKOIIM U *KecTokocTu» [7, ¢. 183].

Oco0eHHOCTH BOCOPUATHS OKPYKAIOIIEr0 BO BCEH MOJHOTE, KOHKPETHO-
CTH, IPKOCTH M JKU3HEHHOCTH JIETAJIEN OTBEYAId YCTAHOBKAM POMAHTHYECKOTO
MHUpOOIIyIIeHHUsT B 11eioM. A. M. 3BepeB B KHUTE€ «3B€3/bl MaAydyeil KaMEHb.
Ku3up wm mo33us baiipoHa» caegyromuyM 00pa3oM  XapaKTEPU3yeT HSTOT
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XYA0KECTBEHHBI MPUHIIUIT «IIOJIMHHOCTH» U «aKTyaldbHOCTH»: «J[pyrum 3a-
BETHBIM yOEXJ€HHEM POMAHTUKOB OblLIa CBOWCTBEHHAass UM Bepa, UTO HCKYC-
CTBO MPHU3BAHO BOIUIOTUTH MyX OKPYKAIOIIEW AEHCTBUTEIBHOCTH. JTO HE
03HA4yaJlo, YTO HYKHO MHUCATh TOJBKO O 37100€ JHS, — HET, NO0JIET (paHTa3UH I0-
POM YHOCHJI POMAHTHUYECKOTO I03Ta U B JaBHO MHUHYBIIME BPEMEHA, U B CTpa-
HBI, KOTOPbIE HUKOT/1a HE cyliecTBOBaM. Ho caMm s13bIk ero mo33uu u npooyx-
JAEMbI€ €10 YYBCTBA, U KOMITO3UIIMS, U METAPOPHI, U CTHIIb — BCE 0053aHO OBbLIO
CBHUJIETEIIbCTBOBATh, YTO 3TU CTPOKH BBIIUIA U3-TI0JI MEPA YEIOBEKA, KOTOPHIU
ollymiaeT ce0s HemoCPEACTBEHHBIM YUYAaCTHUKOM COOBITHI, a HE MPOCTO X
CIIy4ailHbIM COBPEMEHHUKOM. POMaHTHMKM OYEHb MHOIO CAENAIHA JISI TOTO,
YTOOBI MOJIOKUTH KOHEI] BCIKOTO Pojia abCTPAKIUSAM U OTBJIICUEHHOCTSIM B T103-
3ur. OHYU NPUIATIA JTUTEPATYPE 3HAYEHHUE CAMOI0 SIPKOr0 JIOKYMEHTa BPEMEHH,
B KOTOPOE€ OHA CO3JAETCs U O KOTOPOM CBUIETEIBLCTBYET» [6, c. 72]. CioBec-
HbIC U JKMBOIIMCHbIC KapTHHBI rpeyecKkor xu3Hu Jloasemna u [lomapau ABisi-
FOTCS TAKOTO poAa JOKYMEHTAMH, COCTABICHUEM KOTOPBIX OHU YCEPAHO 3aHU-
MaJIMCh, HECMOTPSI Ha BCE TATOTHI 3Kcrenuuuil. [lokasarenpsHo, uro Jloasesun
u [lomapau wucnonws3oBanu B cBoed paboTe Kamepy-oOCKYpYy, OINTHYECKOE
YCTPOWCTBO, MpeAHa3HaYEHHOE JJIA CO3/1aHusI 00JIee TOUHOTO U300paKeHUS.

Te ke BOBIIEUEHHOCTh B peajbHbIA IpoLecC ku3HU Cpennu3eMHOMOpBbS,
CTPEMJICHUE K TOYHOCTH, HEMOAEIbHOCTA, MAaTEPUATBbHOCTH OLIYLICHUI
Y BIEYATIICHUH, aIEKBATHOMY ITOHUMAaHUIO «APYroro» MUpa, CBOEro poja ICH-
XO(U3UOJIOTUYECKYI0 KaMepy-OOCKYpy MOKHO YBHUAETh B >KU3HETBOPUECTBE
baiipona u ero otHomenuu K I'penuu. [103T HE BEn JHEBHUKOBBIX 3aIIUCEN BO
BpEMs CBOETO MEPBOTO MpeObiBaHus B ['periun, B MUCbMaxX COJIEPIKUTCS HEMHO-
r0 paccKka3oB O €ro TaAMOIIHEW XU3HU. TeM He MEHee HTOT I'PEYECKUM IUIacT
XKW3HA balipoHa MOXHO BOCCO3[1aTh, ONMUPAsCh HA PsJl €r0 JTOKYMEHTAJIbHBIX
CBUJETEIBCTB, MO3TUYECKUE TEKCThI, & TAK)KE JHCBHUKH U BOCIIOMHHAHHS CO-
BPEMEHHUKOB.

CTOUT OTMETHUTH, YTO CIOCOO M CTHUJIb €r0 MyTEIIECTBUS ObUIH JAIEKH OT
TYPUCTUYECKUX, CKOPEE OHO HAIIOMHUHAJIO HAYYHYIO JKCIIECIHULMUIO B TOJIEBBIX
ycnoBusiX. baiipoH My>KeCTBEHHO MEPEHOCUJT BCE HEym0OCTBa (3HOM, HACEKO-
MbI€, TUXOPAJAKU, OTCYTCTBUE MUHUMAJIbHBIX OBITOBBIX YJI0OCTB, HEMPUBBIYHAS
nuia, «pa30oUHUKA U Oypu» U T. I.) U KPUTUKOBAJI aHTJIUHUCKUX CITyTHHKOB,
TOCKyIOIIMX MO0 Kom(popty oreuectBa. Otchuias cBoero ciyry @ueruepa
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Ha poJNHY, OH 3amedaeT: «K ToOMy ke MOCTOSIHHBIE BO3JIBIXaHUS O TOBSJUHE
U NUBE, Tymnoe, (paHaTUYHOE MpEe3pEeHHE KO BCEMY UYKE3EMHOMY U HEMPEO0-
JUMasi HeCIOCOOHOCTh HAay4YHUThCS XOTS Obl HECKOJIBKMM CJIOBaM XOThb Ha Ka-
KOM-HUOY/Ib SI3bIKE JIeTalId €ro 00y30H, KaKk U BCEX aHTJIMICKUX CIIyT» (U3 MUChMa
marepu ot 14.01.1811 1.) [2, c. 31].

X0JIOAHOCTh U paBHOAYIINE MpauHoro ckurtaibiia (the gloomy wanderer)
lMaponbna U ero coznarens ObUTM XOPOIIO OOJyMaHHOW IMO30M, KOHIEMIUEH:
«Ha ™Mo# B3risia, pasHble CTpaHbl — BCE OJHO: TJ1a3€l0 Ha XOJMBI, KYypIO
U C TOPIBIM BUAOM Kpydy cBOHM yc» [3, c. 92]. Ot BHUMarenbHOro ria3a baii-
POHA-ECTECTBOUCIILITATENSI HE YCKOJIB3AIOT LBET KOXKHM M OJIECK TJia3, JeTalH
OJIeKIbI, GUTYPHI TaHIA, JUHUU JaHAImadTa, TPUMETHI ObITa U T. I. TaM, rae
1o3a He BaKHA U HE HY)KHa (Hampumep, B MUCbME K MaTepu), baiipon paccyx-
JaeT O LIEHHOCTU MPUOOPETEHHOIr0 OMbiTa, 00 OOIIECTBEHHON MOJIb3€ U HEOO-
XOAUMOCTH TryTemecTBuii: «Ho s yOexaeH, 4To mrojel JIydilne BHACTh, YeM
0 HUX YUTaTh, U YTO MPeObIBAHKUE IOMa CPEIU BCEX OCTPOBHBIX MPEAPACCYIKOB
U y30CTH UMEET CaMmbl€ IMEYAJIbHBIC IMOCIEICTBUS; HACTOJIBKO YOEXIEH, 4TO
CUMTAI0 HEOOXOAUMBIM M3/IaTh 3aKOH 00 00s3aTEIbHON OTIPaBKE HAIIMX FOHO-
el 3a rpaHuily, K TeM HEMHOTUM COIO3HUKaM, KaKue €I11€ OCTaJIUCh Y HacC Mo-
cje Bcex BOMH» [2, ¢. 31].

bailpoH HEOIHOKPATHO MOAYEPKUBANL, YTO €r0 MHTEPECYIOT HE JPEBHO-
CTH, @ CaM MOTOK OBITUSI BO BCeM ero pazHooOpaszuu. T. Myp coobiiaeT 00 3ToM
KaK O MHUPOKO U3BECTHOM (hakTe: «PaBHOIyIIIHE K PEIIMKBUSM JIPEBHETO UCKYC-
CTBa, KOTOPBIE C TPAIULIMOHHBIM PBEHUEM OCMATPUBAIU IPYTUE MYyTEIIECTBEH-
HUKH, OH TIPU3HABAJ TaK € OTKPBITO, KaK U BCE, YTO AyMal U YYBCTBOBA»
[3, c. 220-221]. Ho, xak W MHOTHE O3MaTaXHbie 3asBJICHUs balipoHa, 3TO
HEOpEXKEHHE HE JTUIIEHO TMO3bI, TaK KaK MOAT MOMYyTHO HE 3a0bIBACT HAMEKHYTh
Ha CBOIO0 KOMIETEHTHOCTb.

BbaitpoH XBajuics TeéM, 4TO U3 CBOETO MYyTEIIECTBUSI OH MIPUBE3 HE aHTUY-
HbIC PEJIMKBHUU, & KUBOTHBIX, JTIOOOBb K KOTOPHIM MOPOM MPUHUMAJIA y HETO
BeCbMa dKCIeHTpUYHbIe (Gopmbl: «Mou uepenaxu (Bce aQUHSIHKH), €K U JOT
U JPYTYe OCTaBIIIMECS B JKMBBIX I'PEKH IEJIOMYAPECHHBI. Uepenaxu OTKIIaIbIBa-
10T SIl@, U S HAHSUT KypHUIly BBICHXKMBaTH UX» (M3 muchMa @. X0oIKCOHY OT
25.09. 1811 1.) [3, c. 98]. U Bce ke, HECMOTpPs Ha 3CKAINa/bl IPOTUB OXOTHUKOB
3a JpeBHOCTsAMU, baiipoH, HaOmomarenb, HATYpalUMCT, €CTECTBOUCIIBITATEIb
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B OYKBaJIbHOM CMBICJIE 3TOTO CJIOBA, JIOBEI] CUJIbHBIX SMOIIMI U HEOPAUHAPHBIX
ONIYIICHUW, OCTACTCSI KHUKHBIM YEJIOBEKOM, 3HATOKOM HCTOPUH, ITPOCBEIICH-
HbIM YHUBEPCUTETCKAM YMOM.

[1o3T monyumn TpaguLMOHHOE KiIacCH4eckoe oOpa3oBaHHE B X3ppoy
u KeMOpupke, MosToMy KMBOE MEPEKUBAHUE aHTUYHOCTH ObUIO OpraHUYHOU
YaCThIO €r0 MHTEJUIEKTYaJIbHOM U JIyXOBHOHW XU3HU. M3yueHue IpeBHETrpeye-
CKOT'O W JIAThIHU, €CTECTBEHHOE BPACTAHUE B AHTUYHYIO KYJbTYpy 4€pe3 4uTe-
HUE, pUTOPUYECKUE YIPAKHEHUS, IOHOLIECKUE JTUTEPATYPHBIE ONBITHI (IEPBBIM
€ro COYMHEHHEM B X3ppoy OBbLIO MEpeNoKeHHE XOopa M3 TpareAuu Jcxuia
«IIpuxoBanubiii IIpomereil»), npeknonenune nepen Aunekcangpom [loynmom
U ero nepeBogamu I'omepa, OIU30CTh K YHUBEPCUTETCKMM Kpyram C HUX Jes-
TeJIbHBIM KyJIbTOM Kiaccuku (B KemOpumxe B 1816 r. oTkpriBaeTcss OuiiBuib-
SAMCKHUU My3el ¢ O0raToi aHTUYHOM KOJUIEKIIMEHN) U T. JI. — BCE 3TO CBUJICTEIb-
CTBYET O IPOYHOM (PYHJAMEHTE JIMYHOTO JIMHCTBA TI09Ta B €0 TPAJAUIIMOHHOM
BapHaHTE. DJUIMHCTBO bailpoHa Tak e, Kak U Yy €ro COBPEMEHHUKOB, CTajlo
MIPOYHOM OCHOBOM, HA KOTOPOM B3POCIIO €r0 JUIMHOPUILCTBO U MO37HEe (HUI-
AJUIMHCTBO. AHTUYHOCTH JUIsl HETOo, Kak u juis Jloasenna u [lomapau, sBisiercs
4acThIO COBpPEeMEHHOU ['peruu, mpoaokaromieicss B cyapr0e HbIHE JKUBYIIUX,
HEOTICIMMOM OT COBPEMEHHOMN UCTOPUH:

U TBI HU B 4yeM OOBLIIEHHON HE CTajia,

Crpanoli yyec HaBEK OCTaIach Thl.

Bo BceM, 4TO AeTCKHM yM Halll BOCITUTAJIO,

YT0 BOJIHOBAJIO FOHBIE MEUTHI,

ThI HaM SIBJISICIIb BEPHBIE YEPTHI

He BbIMBICTA, HO TOJJIMHHOW KAPTUHBL.

Ilycts Bpems pylut Xpamsl Uiib MOCTBI.

Ho mope ecTh, u ropbl, U JOJIWHBI,

He npormyn Mapadon, xots pyxayau Adunsr [4, c. 92] 2.

BaﬁpOH HC TOJIbBKO BOCXHMIIAJICA BCJIIMYHUCM OJUIMHCKOI'O IIPOIJIOIro, UCIIbI-
TBIBAJI IIUCTCT IICPC/ €0 HACJIICAUCM, HO BKIIKOYAJI 3TO IIPOHIJIOC B CBOIO JKHU3Hb,
OJHOBPCMCHHO HpO6YH «Ha BY6» MaTCpruajJIbHOC BCIICCTBO «CBSITON 3EMJINY

1 3nmech 1 anee TeKCT Mo3MbI TpUBOaUTCA B iepeBosie B. B. JleBuka.
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(holy ground). Crout 3amMeTHTh, YTO M3ydeHHE OAHPOHOBCKHX IHUCEM U JTHEB-
HUKOB HATJISITHO JEMOHCTPUPYET ATO CTPEMJICHUE MO3Ta MOBEPUTH UJCATBLHOE
U BOOOpa)kaeMo€ JIMYHBIM KU3HEHHBIM OIBITOM, MOTPEOHOCTh HMCCIENOBATH
SBJICHUE Ha BKYC, 3amax, ()akTypy, aHAaTOMUPOBATh €ro CBOMMHU pyKamMu Oe3
MepYaTOK, BBISBIISII MEXaHU3Mbl (DYHKIIMOHUPOBAHUS U OOHAXas CTPYKTYPY,
3a/IeiCTBOBaTh HEPBHbIC OKOHYAHUS, HE JaBas MOCIA0JICHUS U TMOIIAJbI
(the sense aches), uTo nmpuBOIMIIO K UCTOMICHUIO U TIEPETOPAHUIO COOCTBEHHOM
HATypbl, HO CO3JaBAJIO TOT BBICOKHN I'PaayC 3MOLMOHATIBHOCTHA U CTPACTHOCTH,
KOTOpbIE CTaIM OTIWYUTEIHHBIM 3HAaKOM OalpOHOBCKOTO TBOPUYECTBA. 3a ATOM
XYJI0’)KECTBEHHON TMBUIKOCTHIO MOXKHO Pa3MISIACTh PallMOHAIN3M, XOJIOJIHOE
J00OTBITCTBO, (paHATU3M U OECIIONIAHYIO YECTHOCTh YYEHOTO-HUCCIIe0BATENs,
MIPOBOJIAIIETO SKCIIEPUMEHT /10 KOHIIA, XOTS Obl M IIEHOW COOCTBEHHOU >KU3HHU.
OTa palMoHajgbHasl U MaTEepUATUCTUUYECKas COCTABJISIONIAsl €ro >KU3HETBOpUE-
CTBa OTpakajia HEOBEPHUE K UYXKOMY OIIBITY, MPOBEPKA KOTOPOTO TpeOyeT
yCepAusl U YUCTOTHI HKCIIEPUMEHTA.

B nepsoM nyrewmectsuu baiipoHa 3TOT mporecc BCTpauBaHWs, BXKUBIIE-
HUS B AJUIMHCKYIO OPTaHUKY HECET B ce0e UepThl UTPhI, TIEPEOICBAHUS, aKTEP-
CTBa, JCHJAUCTCKOTO »XW3HETBOpYECTBA. DJIEMEHTAMU €ro ObLIM IMepeceueHue
BIUIaBh [emnecnonTa, urenne «Mnuanpny Ha MoruibHOM kKamHue [laTpokia, mto-
OOBHBIC TPHUKIIOYEHUS C MJIAIBIMH TpEUYaHKaMU, «rpeueckast J11000Bb» | T. II.
Bce 3Tu skcniepuMeHThl TOATBEPKAAIOT CTPEMIICHUE MEPEIIaBUTh KHUKHBIE,
My3eliHble 00pa3bl B (pakThl JIMUYHOM Ouorpaduu: «B mocnegHee Bpems s co-
BEPIINI HECKOJIHKO HEOOJBIIINX BBIE3/IOB, B CTO-/IBECTH MIIb 0 Mopee, ATTu-
KE U JIp., TaK KaK y>K€ 3aKOHYMWJI IJIaBHYIO Moe3qKy — yepe3 Tpoany, Koncran-
TUHOTIOJNb U T. JI. — U CHOBA BepHYJCA B Aunbl. S kaxercs yxe HE pa3 nucanl
BaM, uTo nepersul ['emtecionT 3 Cectoca B Adbuoc (B nmoapaxkanue Jleanapy,
XOTsl U 0€3 MOMOIIM BO3IHO0IEeHHOM)» (M3 muchbma matepu oT 14. 01. 1811 r.)
[2,c.31].

Bce i akth, kpoMe mpoUero, CBUAETENBCTBYIOT O TOM, YTO aHTUYHAS
I'peumst ocraBanachk misi balipoHa HE MEHEE pEajJbHOM U MPUTATATEIIBHOM,
yeM ['perusi coBpeMeHHasi. B TekcTe moambl OJuMIUIICKUE 0OTH, TOMEPOBCKHUE
repou (Axwin, [lenenona, Kamnurnco u np.), ICTOpUYECKUE JIESITENN — MOJTHO-
IpaBHBIC MEPCOHAXKHU, C KOTOPBIMU IMPOTArOHUCTY TOpPa3a0 MPOIIE BCTYHHUTh
B IMAJIOT, Y€M C Ty3€MIAMH, OHHM HEOTACIMMBI OT OKpPY>KaloIllero Mupa
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Y CUMBOJIM3HUPYIOT NOMIMHHYI0 ['penuto. ['aponbn OecenyeT ¢ HUMH, ACIUATCS
OTKPOBEHUSIMU:

Pluto! If this be hell I look upon,

Close shamed Elysium’s gates, my shade shall seek for none
[5, c. 89]

(B PYCCKOM TMEpEeBOJIC 3Ta HEMOCPEACTBEHHOCTh OOpallleHUs, KaK U 3MaTax-
HOCTb, TEPSIOTCS).

[Iyts 'aposbna — 3T0 TyTh coBpeMeHHOro Ojauccesi, CTpaHHUKA, CTpe-
MsIerocs oopectu cBorw otuusHy. s baiipona HeoObIYaltHO BaKHBIM OBLIO
BEPUTH B TO, YTO JIPEBHUE MpeNaHus ObUIM HE BBIMBICIOM, a PEaJIbHBIMU COObI-
TUAMH, OTIMYABIIMMUCSA TPaHAMO3HBIM MAacIITa0OM U SMHUYECKUM Pa3MaxoM:
«Ham ectb neno “no mocroBepHoctu Tposinckol BoHbI . B 1810 rogy s exe-
JHEBHO B T€UEHHE Mecslla ObIBaJ HA 3TOM MOJIE U, €CJIU YTO-HUOYAb OTPaBIISIIO
MHE YJIOBOJIbCTBHE, TaK 3TO HEroJsil bpailaHT, MMOABEPIIIMN €€ COMHEHUIO.
<...> Ho 4 nponoipkaro 4TUTh BEJIUKHUI OPUTHHAI U CYUTATh, YTO OH BEPEH HC-
TOpUM (B OCHOBHBIX (pakTax) U mecTy. MlHaue 1 He MOr Obl UM HACIIaXKJAThCA.
Korga s caguncs OTIOXHYTh HA OTPOMHBIM MOTHIJIBHHMK, KTO Obl MOT YOEIUTh
MEH$, 4TO O]l HUM He MOKouTcs repoi? — Cama OrpoOMHOCTh KaMHsI TOBOpHJIA
00 3ToM. JIto/i1 HE COOPYKalOT NAMATHUKOB MPE3PEHHBIM U HUYTOKHBIM MEpT-
BellaM U TToueMy Obl UM HE OBITb KIMEHHO TOMEPOBCKUMU TeposiMu?» [2, c. 202].

B 1OKyMEeHTalbHBIX HMCTOYHMKAX M B IO3ME MPOXOAUT IOCTOSHHOE
HaJIO’)KEHHUE KapThl COBPEMEHHOTO MUpa Ha OOLIMPHOE MPOCTPAHCTBO AHTUYHOMN
IPEUYECKON OMKYMEHBI. DTH COBpPEMEHHBIC JPOOHBIE reorpaduueckue odbpaso-
Banus (Mcmanwus, [lopryranus, AnGanusi, Typuust u ap.) IpeacTaBIsSIOT CO00M
BEPXHUU, ITOJHOBJIEHHBIN CIIOM ITOJIOTHA, II0J KOTOPBIM CYLIECTBYET ITOJJIMH-
Hasl, ayTEeHTUYHas KapTHHA BEIUKOW [ 'perun u ee KynbTypbl. TO )K€ MOHUMaHuE
Pa3HUILIbI BEJIMYUH U 3HAYEHUS] COBPEMEHHOM U aHTUYHOM ['pennu npucyTcTBy-
et B pucynkax [oasemna u [lomapau, 4to BelpakaeTcss B 0COOEHHOCTAX (poka-
JU3aluy, a TaKKe KapAUHAIbHOM HECOOTBETCTBHM MaciiTaba M300pakaeMbIX
IPEBHUX MAMATHUKOB U COBPEMEHHBIX 00bEKTOB. Hampumep, Ha akBapeiIbHOM
pucynke Joneemna «Komoccanpubiii eB Ha ¢one 'mmera» (Colossal Lion
near Hymettus, 1805) B3rmsan chokycupoBaH Ha THUTAHTCKOM CKYJIBITYpPHOM
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M300paXeHUH JibBa, OT KOTOPOI'O OCTaJIMCh MAacCHUBHOE TYJOBHUUIIE U BHYLIU-
TEJIBHBIX Pa3MepPOB roiosa. Kaxercs, 4To JeB BBIpACTAET U3 36MJIM U SABIISIETCS
€CTECTBEHHOM YacThio mei3axka. CrneBa OT Hero 0eceyIoT ABOE MYXYHUH B IO-
BCETHEBHOW OJIEKJI€ BOCTOYHOTO THUNA, IPEK U TYPOK, BO3MOYKHO, OCTAHOBUB-
HIMecs] OTIOXHYTh pabouue, CyJisl [0 MHCTPYMEHTY B pyK€ OJHOTO U3 HHUX. Yeno-
Bedyeckue (PUrypsl, Kaxk U JieB, €CTECTBEHHBIM 00pa30M BIUCKHIBAIOTCS B MEH3aK,
ABJISIIOTCA 4YacThio 00mIiel kapTuHbl Mupa. Joogdm HeT nena A0 OO0JOMKOB
IPEKHEH BEJTMKOW KYJIbTYPhI: OTPOMHBIC BATYHBI, Kak U CKyJbITypa (the massy
stone) roasTcs AUIIb 7151 yTHIMTAPHBIX 1ieNiel (MOAMOPKH, MOJCTABKH, CUICHbBS
U 1p.). MecTHbIe )KUTENN HE 3aMEUaloT 3TOW JIPEBHEW PYKOTBOPHOU KPacoThl,
KOTOpasi SBJSETCA JJIsl HUX HE CBSATHIHEH, a MPUBBIYHOM Cpe/loit OOUTaHMUS:

A cany 31ech, MEX PYXHYBIIIMX KOJIOHH,

Ha Genbriit 110k0716. 31€CH, 0 Beenepxurens,
CarypHa CbIH, 3/1eCh ObUT TBOM TOP/IBII TPOH.

Ho u3 00710MKOB IIpa3iHbIN TOCETUTEITh

He Bocco3ngact B ymMe TBOIO OOUTEIIb.

HukTo pa3BajiiH B3J0XOM HE MMOYTHUT,

U, 3EUTHUX MECT HEIFOOOTBITHBIN KUTEb,

Ha kaMHM MyCyJIbMaHUH HE TJISIUT,

A MPOXOASIINEI TPEK MOET WU CBUCTHT [4, c. 68].

Ha pucyHke MMEHHO JIOIM BBINVISIAST HEOOS3aTEIbHBIM JIOMOJTHECHUEM
BEJIMYECTBEHHOW PYWHBI, YaCThK) PABHOAYIIHOW TPHUPOABI, ITPOPACTAIOLICH
CKBO3b OCKOJIKM U YEpeNKH IUBUIN3aIuu. [louTeHHbIE KAMHM, HAIIPOTUB, O/TY-
XOTBOPEHBbI, WX OBITOBAHWE HAIMOJHEHO TIIYOOKHM conaepxanueM: Ho owcus
MeoU 6eunblll OYX cpedb nenia u kamueu [Tam xe, c. 65].

B I'pertun Jlonsemn u [lomapau crnenanu okoiao ThICSuu pucyHKoB ([loa-
Bes1 — npumepHo 400, a [Tomapau — 600). ['maBHbI OOBEKT MX BHUMAaHUS —
PYWHBI U OOJIOMKH «CpEIu HETOTPEBOXEHHOUN TpaBbl». Ha OonbmnHCTBE pH-
CYHKOB JIDEBHHUE CBSIIEHHbIC KaMHU SIBJISIOTCS YaCThIHO €CTECTBEHHOI'O JIAH/I-
madTa, HAa HUX U CPEAU ITHX MEMOPHAIBHBIX OOJIOMKOB BEIHMYECTBEHHOTO
MPOIIIOr0 TPOJIOKACTCS OOBbIYHASI MOBCEAHEBHAs >KU3Hb. MbI BUIUM, Kak
CKBO3b CEIYIO0 JPEBHOCTH MPOPACTAIOT JAEPEBbA U KYCThI, JIIOJA 3aHUMAKOTCS
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CBOMMM TPUBBIYHBIMU Ji€JIaMH, 00YCTPOMCTBOM HEKA3HCTOrO ObITa Ha pyMHAX
BEJIMKON UCTOPUU U KYJbTYpHI (CM., HapUMEP, akBapeau «AKpokopuHd, BHU]
c [leareckyduu, ceBepo-Boctounas nmanopama 180°», 1805; «Ilamsatauk dpacui-
7a, BUI ¢ BOCTOKa», 1805; «Akpomnonb, BuA K BOCTOKY oT [Iponunei», 1806
uT. A.). Joasenn u [lomapau npekpacHo nepearoT o4yapoBaHUE 3a0POIIEHHO-
CTH, 3aIyCTEHUS, HOCTAIIbIMIO MO0 KPAaCOTE PYXHYBIIEH LIMBUINA3ALUH, KPACOTY
cpenu pyuH. To ke HaCTpOECHUE XapakTEPHO U I 1103Mbl baripoHa:

W HbIHE cpei MpaMOPHBIX PYHH,

[Ipen konoHHAI0M, BpEMEHEM Pa3OUTOM,

['e BcTaph cusit BO3AyIIHbIN xpam AduH,

Benuas XoiaM, B CTONEThSIX 3HAMEHUTBIN,

Wne Hag MOTmI0M BOMHA 3a0BITOM,

Cpenu HEeMmoTPEBOKEHHOM TPaBhl,

JIuub NUIIATPUM TISAUT HA 3T IUIATHI,

OTI1IENbHUK, YYK/IbII CBETA U MOJIBBI,

W, cyMpayHO B310XHYB, Kak s, IEMHET: yBbI! [4, c. 92]

B omnpeneneHHOM CTENEHW ATOT HOCTAIbIMYECKUN, CEHTUMEHTAJbHbIM,
HE JTUIIIEHHBIH MUCTHKH MOJIYC SIBISETCS MPOJODKEHHEM TPAaUIMi Kiaaou-
LIEHCKOM T033MU U NPEAPOMAHTUYECKOM TOTUKH, YTO NIPUAAET Ten3axam bai-
pona u Jlonsemia, [Tomapau yHuBepcanbHbiii (GUI0CO(OCKUN CMBICI, MEJIAHXO-
U0 OpEeHHOCTH OBITHA. B MCKycCcTBE poMaHTH3Ma MOATHKA PYWH MPOJI0JDKaIa
pa3BUBaTLCA U MpuoOpeTasia HOBbIE CMBICHBI: «HecMoTpst Ha TO, YTO MPSIMOM
CHUMBOJIM3ALIUM KUBOIMUCILI-POMAHTUKN OOBIYHO M30€raiu, OnpeacieHHOE Ts-
TOTCHUE UX K M300paKCHUIO PYHH, XPaMOB U MOHACTBIPCKUX KOMILJIEKCOB MMeE-
JIOCh; TaKue U300pa)K€HUsl, KOHEYHO, BOCIIPUHUMAINCh CUMBOJIAMH, WHUIINU-
pyd pasMmbinuieHUsT O ‘“‘cyere cyer’ W Bepe. CamMa TemMa pPyWMH BOCXOIUT
K XVIII croneruto. Jlenn Junpo — aBTop BbIpaxeHUs “NMO3TUKA pyUH . PynHbI
OpHOIMKATUCh TI0 CBOEMY 3HAUEHHI0O K CHMBOJIaM Vvanitas. <..> PyuHbl —
3HAK BO3BpAILCHUS MaMSITHUKOB, CO3JaHHBIX YEJIOBEKOM, B MpUpoay <...>.

Pa3mplinuieHus y pyuH — 4acThlii MOTUB POMAHTUYECKOW MTOA3UU U KUBOIUCH)
[9, c. 102].
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VY Honsenna, [lomMapau koHKpeTHKa U OYKBallbHOE M300pakeHUE paspy-
IIEHHBIX TAaMSITHUKOB, BO3BPAICHHBIX MPUPOJAE, HE UYXKJbl 3TOMY YHHUBED-
callbHOMY CUMBOJIM3MY. [ peueckue pyunsl baiipoHa TakKe YATAKOTCS B CUCTE-
M€  pa3IMYHbIX  KYJBTYpPHBIX  KOJIOB  (QHTUYHOrO,  TOTHYECKOTO,
POMAHTHYECKOT0, (PUIIIIITUHCKOTO): M Ha pyunsbl 2mu auuib omceem naoaem
CK803b Oanb mouicsauenemuil [4, c. 65].

H. A. ConoBbeBa 0OTMEUAET HAIMYUE TOTHYECKON COCTABIIAIOIIECH B TBOP-
yecTBe baiipona: «CaraHuHCcKoe Hayano B OapOHHMUYECKOM T'epo€ MOMHO BbI-
BECTU M3 TOTUYECKOI0 POMaHa, PaBHO KaK U HEKOTOPhIE CTpaHUIlbl Ouorpaduu
[103TA TOBOPSIT O €r0 TAJIEKO HEOJTHO3HAYHOM OIIEHKE TOTUKW» [8, C. 244].

’KanpoByro mpuHAUICKHOCTh Oobiield yacTu pucyHkoB Jloasemna, Ilo-
Mapau, HECMOTPS HA MOCTABJICHHbIC HAYYHbIE U MTO3HABATEIBHBIE LIEJIH, MOXKHO
OMpeNIeTUTh Kak «mei3axy». Knaccuueckas IpeBHOCTb, OBITOBbIC MU3AHCIICHBI,
MEPCOHAXH MPEACTABIEHbl KAK YaCTh WHTErPAIBHOIO MPUPOJHOTO MPOCTPaH-
CTBa, HE SIBJISIOMIETOCS JHIIb (POHOM U JACKOPALUSIMHU, IPU3BAHHBIMU MOAUYEPK-
HYTh JIOCTOBEPHOCTh M300paxkaeMoro. OHO oObeMJIET U BKJIIOYAET TO, YTO CO-
31aHO YEJIOBEKOM HA MPOTSKEHUH CTOJIETHH, U €ro camoro. Pucynku Jloaseiuia,
[Tomapau — 3TO sIBJICHUE UCKYCCTBA, a HE HAYYHBIE JIOKYMEHTbI, (PUKCUPYIOIIIHE
U JIEMOHCTPUPYIOIINE (DAKTHI, XOTSI O0BEKTUBHOCTh HE MPOTHUBOPEUUT ICTECTH-
YECKUM yCTaHOBKaM poMaHTu3ma: «Ilapagokc, HO BUIHO, YTO Hay4yHasi OCHOBA
B BOCIIPUSITUU TIPUPOJIbI HAXOAUTCS B IPSIMOM CBSI3U C BO3pACTalolle CyOheK-
TUBHOCTBIO BOCIIPHUSTHS MHUPA XYJ0KHUKOM. OHHM HE TOJILKO HE MPOTUBOpPEYAT
IpyT IPYyry, HO OOBEAWHEHBI OOIICH MEeNbI0: YIIIyOJSIThCS B MUP B IIEJIOM.
W Henb3si TpOTUBOMOCTABIIATh B TAKOM CJydae HayyHOE Kak “‘00BbEKTHBHOE”
JUYHOMY Hadally B XYJI0’)KECTBEHHOM TBOpYecTBe. [Ipupona oxyiiesmisercs, ee
“3aylIeBHOMY SI3bIKY TITyOOKO BHUMAET YyBCTBYIOIIAs IUYHOCTHY [9, c. 98].

[Tenszaxu oxsemna, [lomapan nmopakaroT JIyde3apHOCTbIO U CBETOHOC-
HOCTBIO KPacOK, €CTECTBEHHOCThIO M BO3AYIIHOCTHIO Nen3axa: [Ipupooa eeu-
Has npekpacua u ceemaa [4, c. 92]. IMEHHO KOJIOPHUCTUYCCKOE PEIICHHE CO-
3Ma€T OINIYIICHHWE TapMOHUM H300pakaeMoro Mupa W TepeAacT KpacoTy
IpEeYeCcKOr MpUpPoIbl: HEOeC, MOPsi, TOP, BOJHBIX UCTOYHUKOB, IEPEBBEB U T. 1.
Ha pucynkax MHOro Bo3jyxa v HeOa, Jajdb M BEPX — BAKHEHIIUE MPOCTPAH-
CTBEHHBIE KOOPJIMHATHI B ATUX JKMBOIMHUCHBIX paboTax (CM., HapuUMep, aKkBape-
mn «TpaxuHckas q0JIMHA, CEBEPO-BOCTOUYHBIA pakypc u3 Jlamuu (3eiiToHa)y,
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1805; «crounuk I'unepust B @epax», 1805; «Uraka» 1821 u 1. 1.). Ita cBe-
TOHOCHAs MAJIUTPA SABJISIETCA B TOM YHUCIIE U PE3YJBTAaTOM Pa0OThI HA MICHIPE,
XOTSl, KaK YTBEPKJIAIOT CIIEIIUATIUCTHI, aKBAPEIbHbBIE KPACKH HAKJIA/IBIBAINCH HA
PUCYHOK MO31HEe, B mactepckou [15,p.35]. Bo3aymiHOCTh, CBETOHOCHOCTH
TaKXK€ KOPPEIUPYIOT C XYJOKECTBEHHBIMM HCKAHUSMHM JMOXU: « ‘OTKpbITHE
cBera’, Hauaroe onbitTaMu Mcaaka HproTOHA, HAKOHEN-TO TPOHUKAET B 3a]1a4d
Nen3aXUCTOB. <...> M3ydyeHHeM NEepeXOAHBIX COCTOSIHUI aTtMoc(epbl B 3aBU-
CUMOCTH OT NOTOJbl HAYMHAIOT 3aHUMAThCS AHTJIMHUCKUE aKBApEIUCThl KOHIA
XVIII Beka, Bciien 3a HUMM — MacTepa, OTIIpaBUBIIMECS “3a coyiHleM B Mta-
JIMI0, ¥ T€, KTO U3ydall IEPEMEHBI B BO3YXE BO BJIAXKHOM KJIMMAaTe B AHIJIMU U
Ha ceBepe EBpomnbl — Bo @pannmn u ['epmanuu. <...> Bubpamuio armocdepsl
MPUMETUIIN POMAHTUKH, U B 3TON 00JaCTH OHU ClIeNall UCKIIOYUTEIHHO MHO-
ro. IMEHHO UM CyXJ€HO ObUIO BOIUIOTUTH ‘‘HACTPOEHUE CBETA” B IMEi3ake»
[9, c. 97]. Takum oOpa3om, Omarogapst SIPKO BBIPAXKCHHOMY (HIOCO(HCKOMY
Hayaly, HACTPOCHUIO CBETA, OMPEJICICHHBIM paKypcaM, 00TaToi 1BETOBOM Ta-
JUTpPE U T. M., 3aPUCOBKU M PUCYHKHU MPEBPAIAOTCA B MEH3aKH, 001a1ar0ue
CaMOCTOSITEIIBHON XYI0’)KECTBEHHON LIEHHOCTBIO.

B. TypuuH B ye nutupyemoil cratbe oTmedaer: «XIX Bek cuuraercs
cTosieTueM Tnenszaxa. PomaHTu3M 3(QQPEeKTHO TMOJOKUI OSTOMY Hadaio»
[9, c. 108]. 13 Tpex BakHBIX COCTaBIAIOMUX oOpa3a ['peluu — HCTOpUH, COBpE-
MEHHOM >KU3HH, MPUPOJIbI — UMEHHO TOCJICIHSIS SIBJISCTCS TJIABHBIM JICUCTBYIO-
MM «THIIOM» B Ha pucyHkax Jlonsema, [Tomapau u B mosme batipona: but
Nature still is fair [5, c. 110]. IToaT BocmeBaer roayOu3Hy HeOEC, 30J0ThIC
aroJUUIOHOBBI OTCBETHI U JIy4YH, TOPHBIN BO3AYX, «MEAOTOUUBHIN ['UMeT» U T. 1.

Ho Tb1 x1Ba, CBSIIIIEHHAS 3€MJIA,

U Tak sxe @eboM MIaMEeHHbIM COTpETa.

OnuBBI NBIIIHBI, 3€JICHBI MO,

barpsiasl 10361, cBeTEN Mea | nMerTa.

Kak npex e, B BoJIHaX BO3yXa U CBETa
JKyOKUT M CTPOUT BHAXKHBIKA COT MYEa.

N He0o 9nCcTO, M POCKOIITHO JICTO.

Ilycts ymep reuuil, BOJbHOCTb yMepJa, —
[Ipupona BeuHas npekpacHa u csetria [4, ¢. 92].
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[Ipu 3TOM ommcaHue KpacoT MPUPOJIbI A0COTIOTHO KOHKPETHO, 3TO HE OT-
BJICUCHHAs PUTOPHKA, a 3apucoBKa ¢ HaTyphl. Tak, crpoka And still his honied
wealth Hymettus yields orpaxkaer cinaBy I'mmera (MMuToca) kak mecrta, mpo-
CJIaBUBIIETOCS] TUMBSIHOBBIM MEIOM, KOTOPBIA COOMpAIOT KUBYIIHME HA TOpeE
muennl: The freeborn wanderer of thy mountain-air [5, c. 110]. 'opa Mennenu
(IlenTenukoH) 3HAMEHHUTA TIEHTEIMUCKUM (MEHTEIUKOHCKUM) MPaMOpOM,
MMEIOIIUM 30J0TUCTBIN OTTEHOK, UMEHHO 3TOT MpaMoOp ObLI OCHOBHBIM Mate-
pHUAJIOM MPHU CO3/IaHUM APXUTEKTYPHOTO M CKYJIBNTYPHOTO aHcaMmOmsi AKpOIIo-
as. CootBerctBenHo ctpoku Apollo still the long, long summer gilds // Still in
his beam Mendeli’s marbles glare [5, c. 110] He ToaBKO TIEpEIAIOT 30JI0THCTHIH
OJlecKk KaMHS U W3BasHUM, HO U COJIEpKaT MHTEPECHBIC MO3HaBaTEIbHbIC (aK-
Tl [lei3ax baiipoHa — 3TO ellle U yBIEKATEIbHOE U TOYHOE CTPAHOBEIUECKOE
OTNIMCAaHUE, MyTEBOJAUTED U SKCKYPC B UCTOPUIO U nipupoxay I penun, 4to, K CO-
YKAJICHUI0, HHOT 1A TEPSIETCS B PYCCKOM MEPEBOJIE.

Jyx uccienosarens, MUOHEPA, OTKPBIBAIOIIETO HOBBIE TEPPUTOPUH, CO-
YETAeTCs C TEMOU OJIAXKEHHOTO OTIIEIbHUYECTBA, )KU3HU Ha JIOHE PUPO/IbI:

Jlexkatb y BOJIH, CHJIETh HA KPYTU3HE,

Viitu B 0€30peKHOCTh, B JUKHUE MPOCTOPHI,

I'ne >xu3Hb BOJIbHA B O€CIIEYHOM THUIINHE,

Kyna Hu4ubM HE IPOHUKAIN B30PHI;

[To K03bKM TpOIIKaM 3a0UPAThCS B TOPHI,

['1e rpo3eH myM JeTSmuXx B 0€31HY BOJI,
[ToacnymumBaTh CTUXUN MSATEXKHBIX CIIOPHI, —

Het, omuHOKMM OBITH HE MOXKET TOT,

Yeii Ayx ¢ MpUPOIOIO OJUH S3bIK HAWAET [4, ¢. 72].

[Ipupona — maeabHBIN CITYTHHK, COOCCETHUK, MCTOYHUK OSCKOHECYHOTO
BOCTOPra, KUBOE OAYIIECBICHHOE CYIIECTBO U T. II.

BaxxHoi TeMO#, BOIUIOIIAKOIIEN CXOAHOE OTHOIIEHUE K ITPEUYECKON KYJIb-
Type HE KaK K My3eHHOMY OOBEKTY, a KaK K aKTyaJbHOMY IIPOIIECCY, JKUBOMY
1 €CTECTBEHHOMY (PEHOMEHY, XOTS M HaXOAMIEMYCs B COCTOSHUH yIIaJKa, pa3-
PYIICHUSI U pa3pyxu, CTaja peakius Ha ACKOHCTPYKIMIO (PpOHTOHA W (pusa
[Tapdenona nmo naunmatuse jJopaa diumxuHa B 1801 r. B catupe «AHrnumiickue
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Oapabl U motiadjackue ooospesarenn» (1809) balipon uzneBaeTcs HaJl aT4HO-
CThIO U HenpodeccuoHanuzMoM DJkuHa. JloaBe ObUT CBUACTEIEM U3bITUS
(dparmMeHTOB CKyIbNTYypHOTrO nekopa IlapdeHona, o yueM ocraBuil BOCIIOMHHA-
Hus: «Bo Bpems Moero mepBoro Bu3urta B ['peruio s UCIIBITal HEBBIPAZUMOE
MOTPSICEHHE, CTaB CBUJETENEM TOoro, kak [lapdeHon nummim ero npekpacHbIX
CKYJBNTYp, KaK HEKOTOpPHIE YaCTH €ro apXUTEKTYPHON KOHCTPYKUUU ObLIH
HU3BEPTHYTHI HAa 3eMII0 <...>» [11, p. 322]. Xyn0:KHUK OTMEYAET TO COCTOSTHUE
[I0KAa, OTYasHUsI, HETOJOBAaHMS, KOTOPOE OH HCHBITAI MPU BUAE pa3pylLICHUS
[TapdeHoHa: «BMECTO *KHUBOMKMCHO SBIISIONIEH ce0st KpacoThl (picturesque beau-
ty) u Herutoxoii coxpannoctu (high preservation), kotopeie s ycren yBUICTb,
ceryac HalIeMy B30pYy MPEICTAET COCTOSHUE MOJHON pa3pyXH U YHUUTOXKECHUS
(a state of shattered desolation)» [11, p. 322].

JonBenn ¢ myOIUIUCTAYECKOW SIPOCThio oTMevaeT: «C 0OJIbI0 MPUXO-
IUTCA OTMETHUTh, UTO 3TU TBOPEHUS YEIOBEUYECKOrO I'€HHSI, KOTOPbIE BBICTOSIIN
B CXBAaTKE CO BPEMEHEM Ha MPOTSHKEHWH JBAJLATH JIBYX BEKOB, KOTOPBIE CO-
XPaHUJIUCh HECMOTPS Ha Pa3pyIlIUTEIbHYI0 HEHABUCTh OOPIIOB MPOTHUB sI3bIYe-
CKHUX HJI0JIOB, OECUMHCTBA BEHEIIMAHIICB, BAPBAPCKYIO CBUPETOCTh MOCIEA0Ba-
Tenedn Moxamena, B KOHLE KOHLOB, Mald MOJ HATUCKOM pa3pyLIUTEIbHOU
cuibhy [11, p. 322]. )KUBONMUCHBIM OTKJIMKOM Ha 3TU COOBITHS CcTajla padoTa Mo
Ha3BaHHeM «JleKoHCTpyKuus MpamopHbIX (parmentoB [lapdenona B 1801 r.»
(Removal of the Parthenon Marbles in 1801, 1805). DToT OTKJIMK XOpOIIIO Jie-
MOHCTPHUPYET CYTh KOH(DJIHUKTA «3JUIMHUCTOB» C «IJUIMHHODUIAMW»: C OJHOU
CTOPOHBI — OTHOIIEHUE K AHTUYHOCTH KakK YIIEJIIEed UCTOPUHU, My3€HTHOMY JKC-
MOHATY, C APYrod — MOHUMAaHUE €€ KaK SIBJICHUS, MPOJOJDKAIOIIETO KUTh U CY-
LIECTBOBATh B CBOEM €CTECTBEHHOU cpelie. Bosmyuienne J{oasernina poacTBEHHO
TOMY, YTO BIIOCJICACTBUU BBIPA3UT B MO3THYECKOH (popme baiipon Bo BTOpOI
necHe «Hanpa-I"aposibaar:

Her, Bce monpas, yBO3UT CUIION OH
boros u 3510kux HUM® 101 3MMHUIM HEOOCKIIOH [4, ¢. 69].

B ctpodax 11 u 12 baiipoH numeT 00 U3bATHN SIIUHCKUX CBATHIHD W3
POIHOM Ccpelibl MPUMEPHO B TEX K€ BBIPAKECHUSAX, YTO U [[oaBeIut:

~102~



ANWCTON. OUNOADTINECKIA K $0HAN. 206, TOM b. BRINICH 11

B ycepabe BapBapCcKOM JIOMall KOJIOHHBI, CBO/IBI.
Urto nomaauiu Bpemsi, Typok, TOT,
To Hario B35STO MUKTOM COBpEMEHHBIM [4, c. 68].

bBaiipoH BbIpa)kaeT T€ XK€ HEroJ0BaHHE M CKOpOb, YTO U €ro codpar-
XYIOKHUK, JJIi HETO M3bATHUE CKYJIbNTypHOro aekopa I[lapdenona u3 ecre-
CTBEHHOI'O OKPYKEHUS — KOLYHCTBEHHOE JESIHHUE, a JIOPA DJJIKUH NPEICTaBIAET
CO00# «B3JIIOMIITUKAY, «Pa3pYLIUTENS, «rpabutemsy, «apectynHuka» [13, p. 32].

Crout 3aMeTUTh, YTO B KOHTEKCTE HOBOM peanbHOocTH XXI B. (Hampumep,
paspylieHue naMaTHUKOB [laabpMupbl) mo3unust DiJKUHA TPEACTaBIseTCs pa-
3YMHOM, XOTSI CIIOP O TOM, TJi€ TOJDKHBI XpaHuTbest Mmpamopsl [Tapdenona, pas-
ropaercsi ¢ HoBoi cuioil. Ho 11 poMaHTUKOB-(UIAIUIMHOB 3Ta CUTyallus BbI-
Ooopa Mexnay ['penuein «KHBOI» M «MEpPTBOW» ObLIa MPEAEIBHO KOHKPETHOM
u 6eccriopHoit. [1033us MOXKET OBITH ATBTEPHATUBON MY3€I0, COXPAHSISI CBATHI-
HU xkuBbiMU: «B “IlanomuuuectBe Yainpna-I'aponbaa” npemiiaraercst anbTep-
HaTUBHBIN croco0 3aBoeBaHus TpodeeB u Oosee 3PHEKTUBHBIN METOJ| coXpa-
HEHUA KyJnbTyphl. OCTaBisis MaMSATHUKH W PYyWHBI B UX reorpaduyueckom
OKPY’KE€HHUH, aBTOP MEPEBOJIUT UX UCTOPUUYECKYIO aypy B MOITHUECKYIO (popMy,
4TOOBI JOHECTHU €€ JI0 aHTJIMICKoro yuTatess» [13, p. 33].

Ho6nectHeii ayx I'perm (gallant spirit), Bce eiie BelMKOH, TOIKECH
OBITb BO3POXKIEH:

['ne Mo1Ip 1 HEMOKOPCTBO MPOIIBIX JHEW,
Korna B HepaBHBIi 0011 3a DepMOITUIIBI

[Ilna 6e3 HageK bl TOPCTH OOTATHIpE?

N kT0 k€ BHOBb TBOM Pa30yaUT CHUJIIBI

N Bo33oBeT 1051, Dmtaaa, u3 Mmoruisl? [4, c. 88]

Tema cB0OOBI M OOPHOBI 3a BO3POXKICHUE AJUIMHCKOTO JyXa CBs3aHA
C BOKHEUIIINM IIJIACTOM >KU3HU WM TBOPUYECTBA MO3Ta U XYJIOKHUKOB. IMEHHO
3TU PaKypChl OTMPEIETSIOT CBOCOOpa3ne XyI0KECTBEHHOTO BUJECHUS B PUCYH-
kax [lonsenna, [lomapau u ctuxax baiipoHna.

[ToBTopsitonuMcst MOTUBOM pucyHKOB JlonBemna u [lomapau siBisieTcs
IPaMaTUYECKOE COCYIIECTBOBAHUE JBYX Pa3HbIX [IUBWIN3ALUN — €BPONECUCKON
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U a3MaTCKOM (TypelKoM, MycyjabMaHCKO). JKeHIuHbI, 3aKyTaHHbIE B 4ajpy,
Ha ()OHE AHTHUYHOI'O Xpama MPEJCTAI0T KaK HOCUTENIH WHOMU, Yy KOW LUBUIN3A-
UM, TPUIIEANICH HAa ATH 3€MJIA U IPOSABIAIOIICH IMOJHEUIIEE PABHOIYIINE
K TPEYECKUM CBATBIHAM, NPOQAHUPYIOMIEH KX YTUIUTAPHBIM OTHOILIEHHEM
u Oe3paznuuueM (CM., HalpuMmep, akBapesbHbId PUCYHOK «Bum OpexrtelioHa
c roro-Boctoka», 1805). HecMoTpst Ha ObITOMMCATEIbHYIO TOYHOCTD, CHIDKCHHYIO
CTWJIMCTHUKY (BIEPEAM KEHIIUH OCKHUT cCOOaYOHKa) U Cyry0O Hay4HYHO0 OOBEK-
TUBHOCTb, OTPAKEHHYIO B HA3BaHUU, pa00Ta OTKPOBEHHO IMyOJIMIIMCTUYHA.

Emie 6omnee ueonornyecku 0JJHO3HAUYHBIM U QUIIDILTUHCKUM T10 TyXY SIB-
JSI€TC PUCYHOK, MOMEIIEHHBI Ha 00J0XKKY anbOoma «B mowuckax I'perum»
[14]. [IpexpacHasi rpedyeckasi OOTHHS — CyAs MO U300PAKEHUIO COBBI Ha IIUTE
U XapakTepHOMY IuieMy, 3T0 AQuHAa M OJHOBpPEMEHHO aieropus ApuH —
MpeACTaBIeHa CO CKIIOHEHHOM TOJI0BOM U pyKaMU, CKOBaHHBIMU LIETIbIO 3a CITU-
HOM. OHa CHJIUT Ha 3eMJIe Y HOT TypeUKHX NopaboTuTenei, tucaapa u BOopy-
’KEHHOI'O COJIJIaTa, IPU 3TOM HOTa Mallly NOoYTH KacaeTcs juna 0oruau. O0passl
['peunn, xpaHsiume ciepl ObUIOTO BEIMYMS aHTUYHOW LUBUIIM3AINH, SBIISIO-
1€ BEYHYIO MPUPOJHYIO KPacoTy, B TO € BpeMs CBUIETEIbCTBYIOT O Oel-
CTBEHHOM IOJIOKEHUH COBPEMEHHOM I'peYeCKO KyJIbTYpbl U YTHETEHHOM IIO-
noxxenuu rpekoB. K. Cnoan, anHanusupys 3Ty cueny, ormedaet: «llyremecrBue
JlonBeinna, Merollee M3Ha4YaaIbHO HAayYHbIE, KIIACCHUECKUE, KUBOIIUCHBIE U TO-
norpaduueckue 1eau, NpeBpallaeTcs B NOJIUTHUECKUI 00€BOM KiIn4 TpeboBa-
HUs cBOOOBI» [15, p. 43].

baiipon B cBOeM (MIUIMHCTBE UET Jajbllie MHOIMX CBOMX €IMHOMBIIII-
JIEHHUKOB, HEMOCPEJICTBEHHO cpaxasch 3a 3Ty cBoboay. Eciu «Ilamomuuue-
ctBo Yainba-I'aponbaa» — 3TO peluiMka pelliapCKOro poMaHa, TO aBTOpP — TOT
CaMbIil phIllapb, KOTOPBIM UIET B MOXOJ MPOTUB «HEBEPHBIX» U IBITAETCS BOC-
KpecuTb Obuloe Benuuue ['penuu, 4Tto 3aKkaHYMBaeTcs OOJIE3HBIO U CMEPTHIO.
3aka3aHHBIN JJI1 BOCHHBIX JEUCTBUM «IIIEJIOM KOHEBJIACHIN» MO 00Opasily, Omu-
CaHHOMY B IIecToi necHe «Mnuanp (akTyaln3upyercs Tema «4yXuX AocIie-
XOBY», CTOJIb BaxkHasi y ['omepa), He cymen cnactu cBoero oonanarens. B «nua-
1Ie» «TPUBHUCTBINA uiemM» ['ekTopa Take HEeJ0JIr0 KpacyeTcsl Ha rOJI0BE reposl.

Bce 3T MereMricnxo3sl (BOIUIOIICHUS TOMEPOBCKUX IMEPCOHAXEH, MU-
(0JIOTMYECKUX U UCTOPUUYECKUX T€pOEB), UTpa OKUBJIECHUS M COTBOPEHUS aH-
TUYHBIX 00pa30B, BCTpanBaHue B Onorpaduu ObUTBIX TepoeB Beauch baiiponoM
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0e3 MOIIIEHHMYECTBA U KOMEIUAHTCTBA. Ero aIMHOMUIBCTBO M TOI3US JICH-
CTBUTEIIBHO OIlIaunBaroTCcs KpoBbio (bloody poetry), a 3aBepiieHue Urpsl CUM-
BOJIMYHO. ballpoH OT/1aeT XU3Hb 32 BO3MIOOJICHHYIO ['pernio, MEeHsIsl CBOM Teat-
paibHBIC W JIMTepaTypHblie Macku U kocTioMbl (the robe of revel) ma «caBan
norpedansHbIiy (the shroud). Ctpoda 82 BTOpO# mecHH mpeacTaBisieT coOoM
IPOPOYECTBO, KOTOPOE TAKKE BIUCHIBACTCS B TOMEPOBCKHIA KOHTEKCT:

Ho Heyxenu B BUXpe Mackapaja

Het HUKOTr0, KTO BCHOMHUJI OBI O TOM,
Yro ymepiio ¢ ToO0#, Most Diiana;

KTO cnplmmT gaxe B pOKOTE MOPCKOM
OtBeT Ha 00JIb, HA CJIE3BI O OBLJIOM;

KTto npe3upaet 3TOT 0JieCK HaxaabHbIN
N 1rym TOJIMIBL, JIUKYOLIENH KPYTOM;

KTo B 3TOT wac, mis ['pennu nevyanbHbIN,

Cwmenun Obl CBOM HapsiJ| HAa caBaH NMOTPeOATIbHBIM
[4, c. 90-91].

OTBeT Ha 3TO, Ka3aJoCh Obl, pUTOPUUECKOE PACCYXKJICHUE (B OpUTHHAIIE
BOCKJIMIATEIbHBIN 3HAK) JIA€T cama KU3Hb.

B «Kedanonckom aueBHuke» (1823), rae moBeCTBOBAHUE JIMIIIEHO KaKO-
ro Obl TO HU ObUTO Madoca U WUIIO3UM U MOJATBEPKIAIOIIEE CKIOHHOCTh M03Ta
K TIOYTH OYXTaJITEPCKUM pacdyeTaM B CBOMX MBICIUTENBHBIX omepanusax, baii-
POH MOBEJal 0 TOTOBHOCTH OTAAaTh BCe (M 9TO HE (urypa pedu), 4To y HEro
uMenoch, Ha Omaro I'penuu: «Mou nuYHBIE TOTPEOHOCTH BEChbMa CKPOMHBI
(ecr HE CUMTATh pacxoja Ha JIOIIaAei, 10O s MII0XO0H XO0JI0K), a T0XOJIbI BECh-
Ma 3HAYUTENbHBI JIJIs JIF00OH cTpaHbl, KpoMe AHriuu <...>. UTtak, s Mory (10-
0aBUB CrOJIa €I1le TO, YTO HaM JOCTAHETCs TI0 0ObIYasiM BOWHBI) HEKOTOPOE Bpe-
Msl COJIEpKaTh JIOBOJIbHO MHOTOYMCIICHHBIA KJaH, TJIEMs WIM OpJly; a TaK Kak
y MEHS MpHU 3TOM He OyJIeT MHBIX Iesiel, kpome OnaroaeHcTBus I 'penuu, TO
MO>KHO HaJCSATHCS, YTO 3TO COCIYKHUT € IMoje3Hyro ciyk0y» [2, c. 320]. byxa-
HUYHBIA TOH YCTaBILETO OT KU3HU YEJIOBEKA, HO TOTOBOTO OOPOTHCS 32 UYKYIO
CBOOOJly, YTPATUBILIErO0 WILIIO3UU, HO HE HUJACANbl, SBISIET TO FAPMOHUYECKOE
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CIIMSTHUE MEUTHI U IEMCTBUTENBHOCTH, KOTOPOE OTINYAJIO OTHOIIEHUS balipoHa
¢ I'peunen.

[lepexnuyka MO3TUYECKOTO, >KUBOMKMCHOTO, 3THOrPAUUYECKOTO JUCKYP-
COB, BO3HUKAIOIIAS MPU OJJHOBPEMEHHOM PACCMOTPEHUM I'PEYECKUX TBOPEHUU
bavipona u Jloasemna, Ilomapau, o3BoJisieT BOCIPUHUMATD UX KaK €JUHOE IC-
ternueckoe 1enoe. CoBnajgeHue B MPSMOM U MEPEHOCHOM CMBICIAX TPAEKTO-
pUll IMyTEUIECTBUSA MO3Ta U XYJOXKHUKOB ONPENEsAeTCs OOUIHOCTBIO KYJIbTYp-
HO-UCTOPUYECKOTO KOHTEKCTAa, HAECHTUYHOCTBIO SCTETUYECKUX YCTAHOBOK,
CXOJHBIMU pakypcamu u npuemamu. Co3gaHHbI uMu oOpa3 ['penuun omnpene-
JSFOT HOCTAJIBIHS MO MPOUUIOMY; TEMa COCYLIECTBOBAHHUS JIBYX LMBWIM3ALIM-
OHHBIX CHCTEM; IepecedeHHe UIMHOPUIBCKOTO U OPUEHTAIIBHOTO JUCKYPCOB
(eBpONENCKON KIACCUKU C BOCTOYHOW 3K30THKOI); KOHTPACTHI BEJIUYHUS MPO-
[UIOTO ¥ YOOTOl MaJIO3BHAYUTENbHOCTH HACTOSIIET0; JIATEHTHBIA KOH(MIUKT MO-
33UU KYJbTYPHOU MAMSATH U IIPO3bl PEATBHOTO CYIIECTBOBAHUS;, COYECTAHUE ME-
JAHXOJMU W TMPArMaTUKWA JKW3HU HA PYUHAX; YYBCTBOBAHHUE KpPAaCOTHI
Y OIyXOTBOPEHHOCTH BE€YHOU MPUPOJbI; BUJICHUE MUpA KaK Mei3axa; npodec-
CHOHAJIbHAS JPYAMIIMS; TONorpaguyeckas W aHTPOIOJIOTHYECKas TOYHOCTD;
MHTEpPEC K YaCTHOCTSM IOBCEIHEBHOrO ObITHSA; pa3BuTHe Tpaguuuii [Ipocse-
HIEHUS B POMAHTHUYECKOM KJtoue; myOnuuuctuueckuil nadoc; 1oodoss K I'pe-
unu ymeamend u Hacrosimend. Pucynku Jlonsemna u [lomapaym MOryT CiyKATh
ayTEeHTUYHBIMU WUTIOCTPALUMAMU K TpeuecKuM cTpodam 0alpOHOBCKOM MO3MBI,
KOTOpasi, B CBOIO OYEpPE/ib, IOMOTAEeT MPOYECTh KUBOMUCHBIE 00pa3bl, a BMECTE
OHHM COCTaBJISIOT «BETBSIIMMCSA TEKCT» XYHAOKECTBEHHOTO BOIUIOIICHMS JJLIN-
HO(UIBCTBA KaK MPUMETHI SMOXHU.
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AKYCTHYECKHUE OBPA3bI COHETOB JI’K. KUTCA:
JIUAJIOT C IIEKCIIMPOM U IOTUKON PEHECCAHCA

A. U. Tokmuna
Pocculicknii rocy1apCTBEHHbBIM I'YMaHUTAPHBIM YHUBEPCUTET
a.tokmina2003@gmail.com

B pabore mpennaraercs KoMIapaTHBHBIN aHaJIW3 aKyCTHUYECKOM OOpa3HOCTH B COHETax
V. llekcnupa u JIx. Kurca. B nienTpe BHUMaHUs HaxO[ATCA aKyCTHUECKUE XYI0KECTBEHHbIE 3JIe-
MEHTBHI (3X0, TUIIMHA, IPEpBaHHAas pedb, ay3a U T. J.), TPAKTyeMble KaK (OpMbI MPOSBICHUS OT-
HOIIEHMS K BocIpusTUIO («punocoduu BocnpusTHsi») B 310Xy PeHeccanca 1 aHMIMHCKOro poMaH-
THU3Ma, COOTBETCTBEHHO. Mccienyercs Bompoc 0 TOM, KaKkuM 00pa3oM pPEHECCAHCHOE NMOHMMAHUE
JI0rOca KaK aKTa «yTBEPKACHUS OBITH» (B CBETE KOTOPOTO HE TOJIBKO CIOBO, HO M THIIWHA M MOJI-
YaHWE HAJCISIOTCS JCTETUYECKOH M PUTOPUYECKON (PYHKIUSAMH), TPaHCPOPMHPYETCS B paMKax
POMaHTHYECKOr0 MHponoHUMaHus. Vies «HeraTuBHOM criocobHOocTH» (Negative capability), mpu-
HATHS HEJOCKA3aHHOCTH, YCKOJIB3AIOIIEH UCTHHBI — TO HOBOE, YTO NPUBHOCUT B (DYHKIIMOHUPOBA-
HHUE aKyCTHUYECKOW 0Opa3sHOCTH poMaHTH3M. C 3TOW TOYKU 3pEHHS aKTyaJbHBIM SIBISETCS BOIPOC
0 IIPEEMCTBEHHOCTHU B aKyCTHUECKUX oOpa3ax KuTca 1o OTHOIIEHHUIO K COOTBETCTBYIOLIMM 0Opa3am
y llekcnupa. B coHeTax peHeccaHCHOro 1o3Ta TUIIMHA BPEMEHHA, 00YCIIOBJIeHa U30bITKOM UyBCTB
U JI0JKHA OBITH IIpeojioieHa (ee nepedapbiBaeT, B YaCTHOCTH, CJI0BO HamucanHoe). Y Kutca xe nu-
PUUECKUI Tepoil CTaTKHUBaeTCs ¢ HECIIOCOOHOCTBIO BBIPa3UTh UCTHHY, «CXBAaTHTb» B CIIOBE UYB-
CTBO: TO, YTO JIOJDKHO OBITh CKa3aHO, YCKOJIb3aeT OT JIOT0ca B MOMEHT HEMOCPECTBEHHOTO Mepe-
kuBaHus, coObiTus. ComocraBuTesbHbI aHamu3 conetoB 23 u 102 Ilexcriupa u When | have
Fears..., Bright star, would | were stedfast as thou art Kurca npuBoauT K BEIBOAY O TOM, YTO COHE-
THI 3TIOXM POMAHTH3Ma OOPEMEHEHBI MOATHYECKOW pediiekcuelt 0 peHeccaHCHOM (TIPEke BCETro
LIEKCIUPOBCKOM) 00pa3HOCTH U KOHLENTYaIbHOU MOJIEMUKOM C HEH.

Kniouegvie cnosa: Yunwsam lllexcrinp, /Ixxon Kure, koMnapaTuBHbIN aHaIU3, aKyCTUYECKAs
00pa3HOCTb, COHETHI, aHTJIMUCKU PeHeccanc, aHTIMICKUN POMAHTH3M, HEBBIPA3UMOE.

Acoustic Imagery in the Sonnets of William Shakespeare and John Keats
as a Form of Perception

Anastasia I. Tokmina
Russian State University for the Humanities
a.tokmina2003@gmail.com

This article presents a comparative analysis of acoustic imagery in the sonnets of William

Shakespeare and John Keats. The analysis focuses on acoustic phenomena (echo, silence, interrupted
speech, pause, etc.), interpreted as manifestations of distinct philosophies of perception characteristic
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of the Renaissance and English Romanticism. The article examines how the Renaissance under-
standing of logos as an act of the ‘affirmation of being’ is transformed within the Romantic
worldview. Within this Renaissance framework, not only speech but also silence and muteness ac-
quire aesthetic and rhetorical functions. The concept of ‘negative capability’, understood as ac-
ceptance of indeterminacy and elusive truth, introduced a significant innovation in the use of acous-
tic imagery in Romanticism. From this perspective, the question of continuity between Keats’s
acoustic imagery and its roots in Shakespearean literature becomes particularly significant. In the
sonnets of the Renaissance poet, silence is temporary, generated by an excess of feeling and des-
tined to be overcome through the written word. By contrast, in Keats’ sonnets, the lyrical subject
confronts the impossibility of fully expressing truth and feeling in language, since what ought to be
articulated escapes language at the moment of immediate experience. A comparative analysis of
Shakespeare’s Sonnets 23 and 102, and Keats’s When | Have Fears... and Bright Star leads to the
conclusion that Romantic sonnets are marked by a sustained poetic reflection on Shakespearean im-
agery, as well as a critical reworking of it.

Keywords: William Shakespeare, John Keats, comparative analysis, acoustic imagery, son-
nets, English Renaissance, English Romanticism, the ineffable.

Peuenuus tBopuectBa Y. lllekcnnpa B moas3um [x. Kurca — riry6oko uc-
CIICIOBAaHHBINA JUTEepaTypoBeadeckuii Bompoc [1; 5]. OOmenpusHaHo, 4YTO
nMeHHO KuTtc BO3poaui B aHTJIMMCKON MO33UU JIAKOHUYHBIM M B TO K€ BpEMs
«OoNbIION» XKaHp coHeTa. [Ipu 3TOM Hccae0BaHHBIMU OCTAIOTCS B 9TOU CBS3HU
TEeMBbI JIIOOBU, CMEPTH, BpeMEHU B coHeTax KuTca, Torga kak BONpOC 00 aKy-
CTUYECKUX 00pa3zax B aclEeKTe MPEEMCTBEHHOCTH PEHECCAHCHOTO JKaHpa U ujen
JI0 HACTOSIIEr0 BPEMEHU HE cTaBWiICs. [Ipn 3TOM MOTHB MOJIYaHUSA B COOTHO-
IIEHUU ¢ TeMOU Jr00BU 1151 coHeToB U Kutca, u lllekcniupa sBisieTcs OlHUM U3
nocTosiHHbIX. [IpencraBisiercst B 3TOM CBSI3U HEOOXOAUMBIM 00PaTUTHCS K TIPO-
OJieMe MOHMMAaHMsI MOJTYaHUS B KyJIbType aHTJIMMCKOTO PeHeccanca u aHTIIHA-
CKOT'O K€ pOMaHTHU3MA.

PeneccaHcHbII HEOIJIATOHU3M, KaK W3BECTHO, UCXOJWJI U3 IMPEACTaBIIC-
HHASL O TOM, YTO CO3€pLAHMWE 3€MHOM KpacOThl IMO3BOJIIET AylIE€ BOCXOJUTH
K OoxkecTBeHHOU ucTHHE [2]. OTO mpeacrasnenue y lllekcnupa tpanchopmu-
POBAJIOCH B UJCIO0 «HUCXOXKICHUS BHYTPh ce0s». C morpyxeHueM B ceOsi CBs-
3aHO «yracaHWe» pedd B MIEKCIUPOBCKUX coHeTax: lllekcnmp co3maeT HOBBIN
croco0 oOpalieHust K 00bEKTY JTI00BU, HE TPEOYIOITUI CIOB.

Ocreruka Kutca hopmupyercst Takke Mo BIUSTHUEM HEOTIJIATOHUIECKUX
UJIEW, IPU 3TOM OH MNEPEOCMBICISIET KOHUEHIUIO CO3EPUAHUS KPacOThl B PO-
MAHTHYECKOM KJIIOUe, 3aMEHsISl aKT TOBOPEHHUS O JIFOOBH aKTOM TBOPUYECKOTO
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BOOOpakeHHs. DTOT aKT MbICIUTCS y KuTca BOCIIPOM3BOASIIMM MPOIECC HC-
XOXKJIEHUS U0COB M3 MPOCTPAHCTBA 3€MHOTO B KOCMHYECKOE, TPAHCIICHICHT-
Hoe. COOTBETCTBEHHO, MOJYaHHE OCMBICISICTCS KaK «HETaTHBHas CII0CO0-
HOCTh» (negative capability) BcioymmBaThcst B THUIIMHY OBITHS W TBOPHTH
B TUIKHE. [[7151 mposicHeHus TOTo, KaKuM 00pa3oM MOTHB MOJYaHUS B COHETaX
Kutc mepeco3gacT MOTHB MOJYaHHUS B PEHECCAHCHBIX COHETaX, OOpaTHUMCS
HEIOCPEJICTBEHHO K CPABHUTEIILHOMY aHAJIN3Y TEKCTOB.

PeHeccaHCHOE TTOHUMAaHHE CJIOBA — 3BYYAIlCTO B JICHCTBUTCIBHOCTH WU
K€ HECKa3aHHOTO — MpEJIojaraeT yTBepKIACHUE ICHCTBUTEILHOCTH, B KOTOPOK
HaxOJWUTCS KakK aBTOp, TaK W YHTATelb, U Tepod mpousBencHUsA. DUTYpPHI
«YMOJTYAHHUS» TTOPOU «TOBOPST» TPOMUE, UeM MpsIMOE BhICKa3biBaHUE. B coHe-
te 23 VY. lllekcnupa MOTUB MOJTYaHUS BBICTYIAET KIIOUEBOW MeTadopou: Ju-
PUYECKUN TEepPOM TepseT Jap PEeYd B CBSI3M C HEBO3MOXKHOCTBIO BHIPA3UTh TITy-
Oouny uyyBcTBa. CoHeT cTaHOBHUTCS (QopMoi Oe3MoNBHON pedrekcun,
MOJUTMHHOCTh YYBCTB CBSI3BIBACTCS C YMEHHUEM «YMOJYaTh» — U HAIKCATh JIS
ce0s, a HE TMPOMZHECTH IJIsA APYroro cjioBa BCIyX. MoilyaHue BeIET Tepos
K BBICILIEH Harpaje — OTBETHOM JIFOOBH.

duHaNbHBIE CTPOKH COHETA Pa3BUBAIOT MOTHUB MOJYaHUS B 00pase TIIy-
OOKOTr0 JIMYHOTO YYyBCTBA, CHIIY U MHIAWBUIYATBHOCTH KOTOPOTO HEJb3sI TIepe-
aaTh oOmuMMH 1711 Beex cioBamMu. OOpaTHBIIMCH K KOMMEHTApHUIO, 3aMETHM,
YTO WCCIICIOBATEIN MPEIaraloT JBE WHTEPIPETAIMH STHUX CTPOK: B CBS3H
¢ nmocioBuiei [6, p. 257] (Possibly based on the proverb “Whom we love best
to them we can say least” | Mooicem 6vimb ocnosano na nociosuye. « Tomy, ko-
20 H0OUM OONbUUE 8Ce20, Mbl 2080PUM MeHbule 6ce2oy (TIEPEeBOT 3/1eCh U aliee
Moii. — A. T.) u B cBsi3u ¢ conertamu ®@. Cuguu [Ibid., p. 156] (Dumb swans, not
chattering pies, do lovers prove; / They love indeed, who quake to say they love /
Hembie nebeou, a ne bonmausvie copoxu, ookazviearom 0606w, / Te, kmo mpe-
newem om JHcenanus npu3HamsCca 6 oe6u, deticmsumenvro aooam). Y lllekc-
Mpa MPOUCXOJNUT OTKa3 OT CPEAHEBEKOBOM TPAIUIIMU TPOMKOTO BOCXBAJICHHUS
00BbeKTa CBOCH JIFOOBHU M TIEPEXO0/] K THXOMY 00eperaHuio CBOETO 4yBCTBaA.

[llexcniup pa3BUBaeT TeMy MOJYaHUS KaK B OOpPa3HOCTH COHETAa, TaK
U B ero 3Bykomucu. CoHET M300WMIyeT TIIyXMMH COTJIACHBIMU (JUTUTEPAIIHS
0COOEHHO 3aMETHa B OTHOIIICHHWH IOBTOPA 3BYKOB S | 1), 4TO ymomobiiser ero
(doHETHUECKN OOJIMK 3BYKY IIETIOTA MW MPUJIBIXAHUIO OT BOJHEHUS. 3aIlsIThie
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4epeIyIoTCsS ¢ TOYKaMU C 3alATON WM K€ JBOCTOYHEM, YTO TpeOyeT OT yuTa-
Tens OoJjiee NIUTEIHLHON OCTAHOBKHM TIEpEN TeM, KaK IMEpPEeHTH K CICAYIOIICH
dpaze. MbICiIb TEPOsI, BMECTE C MPOJABMKEHUEM MO TEKCTY YUTATENS, IBUKETCS
ATanmaMy MEJJICHHOTO OCMBICJICHHS, OCO3HAHMs YyBCTBA, YTO TPeOyeT IMOIHO-
HaJbHOW BOBJICUCHHOCTH U TTYOOKOH pedIeKCHU B THUIIIHHE.

B 5-6-ii ctpokax conera (So |, for fear of trust, forget to say / The perfect
ceremony of love’s right [Ibid., p. 100]) ckazaHHOE OyJATO «IPOTJIATHIBACTCS
nay30i, U HacTyMmaeT CBOeoOpa3Has KyJbMHHAIMS B JTUPUICCKOM CHOXKETE: Te-
poit cOmMBaeTcsl ¢ PoJih BO3II00JEHHOTO. B TMOMBITKE BO30OHOBUTH BBICKA3hIBa-
HUE OH pellacT HayaTh Mucath, a He roBoputh: O, let my books be then the
eloguence / And dumb presagers of my speaking breast [Ibid.]. IoBepiator
ATOT MEPEXO]] K «MOJYATIUBON peUun» MUCbMEHHOTO TEKCTa (PUHATBHBIE CTPOKHU
COHETa, B KOTOPBIX YTBEP)KIAETCS, UYTO JIOOOBH TOBOPHUT TOJIBKO Yepe3 HaIM-
cannoe Silent love hath writ).

B 23-M conere TUIIMHA, YMEHHUE MOJYaTh MPECTAET OCHOBOM TIIyOOKOTO
JyBCTBa, KOTOPOE HE HYXKJACTCS B M3JIMIIHHUX YKpaIlaTeIhCTBAX, TeaTpalin3a-
1uu U T. A. [logTBepkneHne 3TON MBICIM Mbl YBUAUM M JajbIlIe B COHETaX U3
gactu The Fair Youth, a okoH4aTebHO MOAOOHASI MBICITH 3aKPEIUTCS B 4aCTH
The Dark Lady, rae mo3t nmpsMO BbICMEHMBACT TPATUIIUIO BO3BCITMUMBAHUS
JT00BH U ynoao0IeHusT BO3MI00JIEHHON HEOECHOMY Hiealy, pa3pylias TeM ca-
MBIM TETPAPKUCTCKYI0 pUTOpHUKY. lllekcnup yxoauT oT BepOanm3aluu CMBIC-
JIOB JUISl TOTO, YTOOBI BBIPA3UTh UACK TOHKOCTH, HHANBUIYaTLHOCTH U DHEpre-
TAYECKOW 3apsHKEHHOCTH YYBCTBA. YMEHHE «4YWTaTh TO, YTO Hamucana
0e3MoJIBHAs JTI000BbY — KJIFOY K MIOHUMAHUIO HACTOSIIEr0 YyBCTBA.

Pa3BuTre MoTMBa MonYaHHMs B paMKax coHeTHoro nukia Illekcrimpa
MOKHO pacCMOTpPETh Ha nmpuMepe coHeta 102, B KOTOPOM MOAT BHOBb 3aSBJIACT
o mpezacToseM MoiiyaHuu. OH BCE Tak ke JI0OUT, HO OOUTCS MPOSBIISITH CBOIO
J1000Bb, TOTOMY UYTO HE )KEJIA€T YTOMHUTHh OOBEKT CBOETO YyBCTBA CBOMMM JIFO-
OOBHBIMH COYMHEHUSAMH. B CBS3M C MOTMBOM MOJTYaHHUS TOSIBISETCS 00pa3
HeMo#t DUITOMENTbI, KOTOpast BRICTYIAET KaK MacTOPATbHBI CHMBOJI TBOPYECKO-
ro Haudajga, MOITHYECKOTO HMCKYCCTBAa: MHU(DOIOTUYECKHH CIOKET CTaHOBHUTCS
000CHOBaHMEM BHYTPEHHEW JIOTUKM COHETa W OCTPOYMHOM apryMeHTAIlWH.
Te 3BykH, KOTOpBIC paHbIIIe OBLIN MPUATHBI M KPACHUBBI, TIPEBPAIIAIOTCS B «IH-
KYIO0 MY3bIKY», HECIIYYalHO 3]1eCh MCIOJB3YETCs MHOTO3HAYHOE PiPe, KoTopoe
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Ha PYCCKHUH SI3bIK MEPEBOJUTCA U KaAK «IyAOYKa», U KaK «BOJBIHKa» (3BYK IO-
CJIEIHEW TATYYUd W MOHOTOHHBIN). [IpexkpacHoe CTaHOBUTCS HENPUATHBIM W3-
32 4acTOr0 MOBTOPEHUS.

@DakTUYECKH COHET YTBEP)KJAeT, YTO HACTosIIas J00Bb HE TpeOyeT
IrpOMKHX (hpa3, HMEHHO MOATOMY MO3T PEIIAET «IPUAEPKATH S3BIK»: OH HE XO-
YeT IMpeBpalllaTh YyYBCTBO B OaHAJIBLHOCTh M MONUIOCTh. TuimmHa B 102 coHeTte
€CTh BBIOOP HE TOJIBKO 3CTETUYECKUM, HO U 3THUYECKUH, COOTBETCTBYIOIIUN pe-
HECCAHCHOMY NTOHMMAHUIO YyBCTBA. TUIIMHA CTAHOBUTCS 3AIUTON BHYTPEHHE-
ro Mupa OT CTAHOBJICHHUS BHEIIHUM, OOIIEAOCTYIHBIM, OT MYyCTOTHI (POPMBI.
Mosuanue BBICTYIAeT Kak (popMa BBICIIETO 3BYyYaHHUs: OHO COXPAaHSET YyBCTBO
OT BBIPOXKJIEHUS B MOBTOPSIOLIYIOCS (opMyiny. 371€Ch MOJTYaHUE — HE OTCYT-
CTBHE T'0JIOCA, a MPOSABJICHUE MEPBI, BHYTPEHHETO NOPSAKA U TYMaHUCTUYECKON
BEpPbl B TO, YTO MCTUHHOE HE HYXKJA€TCAd B MOBTOPEHUHU, YTOOBI OBITH YCIIbI-
IIAHHBIM.

[Ilekcnivp BHOBB oOpaiaercs K padboTe co 3ByKamMH B 3TOM 4acTH COHETA.
C 5-ii o 7-10 CTPOKH TEKCTa aJUIMTEPUPYIOTCS COHOPHBIE 3BYKH |, W, N. 3ByKO-
MUCh COJIMKAET 3By4YaHHE CTHUXA C TIEHHUEM COJIOBBS, a 3aT€M IPOUCXOIUT (o-
HETUYECKUU CABUT. ] OBOpPs O TUIIMHE U HALOECIJIMBOCTH I'POMKOM MY3bIKH, I10-
3T KCIMOJIBb3YET 3BOHKHE COTJIACHBIE, TEM CaMbIM YCWJIMBAs I YATATENS 3BYK
«IMKOW MY3BIKM»: TIOBTOP D ¥ M co3maer OIlylmeHHe HAaBA3YMBOTO, YTOMH-
TEJBHOTO TyJa, NOOYKAAOIIEro Mo3Ta 3aMonyath. [IpucyTcTBUe peryiaspHoro
am0a B 3TOM K€ CTPOKE COHETa mociie cioBa StOP B CHIIbHOM MO3UIIMU 3aCTaB-
JII€T YATATEIS «3alHYThCS» O PE3KUA PUTMUYECKHAM AKIIEHT, CO3JAOIINMN aKy-
CTUYeCKUi 00pa3 may3bl. B cTpoke 11 MCHOnb3ylOTCS B3pBIBHBIE COTJIACHBIE,
coznaroniue 3G (PexT quccoHaHca U HapyIIAIIUe TUIAaBHYIO «MY3BIKY JIFOOBUY.
3aTeM IMCCOHAHC TEPEXOIUT B «TAHIYIONIME» 3BYKH (ppa3bl: Sweets grown
common lose their dear delight [7, p. 146]. 3aech coBepiaeTcsi 3ByKOBO# CKa-
YOK OT SWeetS (OJHOCIIONKHOTO CJIOBAa C JOJITMM 3aKPBITHIM TJIACHBIM) K JIBY-
CJIO)KHOMY CJIOBY C OTKPBITOM yAApHOW I'JJaCHOM COMMON W COYETAHUIO C JU-
¢ToHroMm, TpeOyromuMm aptukyasuuonHoro ycuiaus: dear delight. Ilexcrup
TakuM 00pa3oM HE TOJIbKO B JIEKCUKE U OOPa3HOCTH COHETA, HO U B CAMOM 3BY-
KOBOM CTOpPOHE CTHXa, (POHETUYECKH BOILJIONMIAET MOTUB MOTYAHUS.

Mo>XHO yTBEpkIaTh, YTO B aHTJIMUCKON PEeHECCAaHCHOM ACTETUKE (BO BCS-
KOM CJIy4yae, B IM03/IHE) MOTUBBI TULIMHBI U MOJYaHUSI COOTHOCATCS HAPSAMYIO
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C BBIPAXXEHUEM TMOJJIMHHOIO YYBCTBA U OTJIEJICHUEM €ro OT JIOKHOU (POpMBbI
U nyctoi (opmanbHOCTH. MosluaHHe TOHMMAETCsl KaK CJIO0BO, BBIHECEHHOE 3a
Ipeesbl MPUBBIYHOTO, JIETKOTO «YMOTPEOJICHUS»; TUIIMHA CTAHOBUTCS CBOETO
poJa 3CTETUYECKUM HMIEPATUBOM, OCBOOOXKIAIOUIUM WHTUMHOE YYBCTBO OT
00CYXEHUI TOJIIbI, aJpPECYIOllee €ro OJHOMY KOHKPETHOMY 4YesoBeky. Mc-
TUHHOE YYBCTBO TpeOyeT CAEP>KaHHOCTHU, MEpPbl M BHYTPEHHETO MOpsAKa —
LIEHHOCTEW, XapaKTEePHBIX IS TYMAHUCTUYECKOTO MHPOBOCIPHUSITUSA JIOXU
Bospoxnenusi. CoHer BBOJAUT MOJYAHHE U TUILKMHY B chepy MOITHUUECKOU pe-
(dexcuu B MpSAMON CBSA3M C TEMOM JTHOOBU KaK OCHOBHOT'O COJIEp KaHUSs KaHPO-
BOW (hOpPMBI, TP ATOM PA3BUBAET COOTBETCTBYIOLIME MOTHBBI HE TOJIbKO Ha
YPOBHE 00pPa3HOCTH JIEKCUKO-CEMaHTHYECKOM, HO M HAa YPOBHE (POHETUUECKOTO
(akyctuueckoro) obpasa. lllekcnup roBOpUT O TIyOMHE YEIOBEUYECKOTO YYB-
CTBa C OIOPOM HAa KOHUEMIHMIO HECKa3aHHOT0, YMOJYEHHOIO CJIOBA, OCTABJIAA 32
peYbI0 CIIOCOOHOCTH OQOPMIIATH B 3BYKE JIMIIIb TO, YTO HE OOHAXXAeT COKPO-
BEHHOU IOJIHOTBI YyBCTBA.

B conerax /[>k. Kurca Takke 4aCTOTHBI MOTHBBI 3BYYalllell PEYU U MOJI-
yaHus. Kimro4oMm K UX COAEpKaHUIO0 MOYXKHO CUMTATh BBICKA3bIBAHUE CAMOI0 MO-
3Ta, B KOTOpoM OH B 1817 r. mombITancs OonpeAeuTh MEKCIUPOBCKUI TeHUIL:

. at once it struck me what quality went to form a Man of Achievement, espe-
cially in Literature, and which Shakespeare possessed so enormously — | mean
Negative Capability, that is, when a man is capable of being in uncertainties,
mysteries, doubts, without any irritable reaching after fact and reason
[3, p. 277]. TTo33us Illekcnupa, mo mMHeHHto KuTca, HUKOTr/a HE OTCTaWBaia
OTIPE/ICJICHHBIC B3TJIsAIbI HA UCTUHY; BEJTMKUI JpaMaTypr o0agan «HeraTUBHOM
CIIOCOOHOCTBIO» «COMHEBATHCS, OBITh HE YBEPEHHBIM» B KOHEUHOU IpaBJIe CKa-
3aHHOTO0, HE mojarathcs Ha (akTel U pasyMm. CornacHo Kurtcy, ucTuHHas mos-
3Usl HE OTPAHUYUBAECTCS <«JIOCSITAEMBIM» MHUPOM, HO OTKPBIBAET MOJJIUHHYIO
CYIIHOCTh YEJIOBEKAa — €ro TBOPUECKYKO MPUPOIY, YyBCTBA U Kpacoty [1], uro
cxonaHo ¢ uaeei lllexcrnmpa o ToM, 4TO MOIMHHABIC YYBCTBA TPEOYIOT BBIXO/1a
3a PEeAEIbl IPUBBIYHOTO.

B conere When | have fears... nmupudecknii CroKeT BBICTpaMBacTCS BO-
KPYT TEMBbI CTpaxa CMEPTH, COKAICHUS O MOTEpE KU3HU. B CBsI3M CO cTpaxom
CMEpPTHU BO3HUKAET U MOTHUB YMOJIYAHUS: JUPUUECKUN T€pOU BhIpaXKaeT ornace-
HUS, 4YTO HE CMOXKET NHUCaTh, a «ypoxKail CJIOB» HE OyJeT coOpaH MEpPOM.
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Mon4anue 3/1ech O3Ha4aeT KOHEI[ CJIOBA W MBICIH. 3BYKH M CIIOBA — «CJICIIBI
WCYC3HOBEHUS», HAMPSHKCHHOE O0KHUJAHWE THUIIWHBI KaK 3HAKAa MOTEPH KU3ZHU
JMIIb YCWJIMBAET TPEBOTY JIMpUUecKoro repos. [lay3a 3mech — He IMIEKCTHPOB-
CKO€ «MOJYaHue, 4TOObI N30eKaTh MOBTOPA», a CTPAIIHBIN MPEABECTHUK KOH-
na. Mup 6e3 Tupu4ecKoro reposi He CnocoO0eH TOBOPUTh, OH MEPEXOAUT B aKy-
CTHYECKHI BaKyyM, XOTS M TPOJOJDKACT CYIIECTBOBAaTh, HE 3amedasi yTpaThl
«ronocay. O0pa3 BO3MIOOICHHON Takxke «0e33Byden»: unreflecting love — sto
4yBCTBO, BOOOIIE HE BHIPAKEHHOE B CJIOBE; 3TO AYXOBHOE OIIYyIIEHUE, HE BO-
IUIOIIICHHOE B MaTepuaibHoM Mupe. dpasa never have relish mapkupyer o-
OOBb Kak HEYTO IMOTACHHOE W HE CIIOCOOHOE BOIUIOTUTHCS B jAeiicTBUU. Bypiie-
HHE, BOIUIOIIEHUE YyBCTBAa B coHeTe KuTca HEBO3MOXHO: JIF0O0BB €CTh TaiiHa,
MpUHAJUIeKAIAS MUPY TPAHCIICHIEHTHON PEAIbHOCTH, U €€ TIOT MOXKET JIUIIb
OII[yTUTh, HO HE BOIUIOTHTH B PEAIbHOCTH 3€MHOM.

B ¢dunane repoit ocraercs B oguHOuUeCTBE «Ha Oepery mupay. JIto0oBb u
CnaBa moromiatorcsi 6€33By4HON O€31HOM, a BO3MOXKHOCTh OBIThH YCIBIIIAH-
HBIM yTracaeT Jake B IaMsITH U TBOPYECTBE.

B conere Kurca ponernueckas ctpykrypa paboTaeT Ha OMIO3UIUIO MOJI-
HOTBI TBOPYECKOTO BAOXHOBEHUS U JKU3HH MPUPOJBI U IIyCTOTHI YEIIOBEYECKOTO
npodannoro ObiTHsA. Ecnu y [llekcnimpa TUIIMHA MapKAPOBAJIACh TIIYXUMH CO-
TJIaCHBIMU M cOosiMu pUTMa, TO y Kutca akyctuueckuii o0pa3 pa3BuBaeTcs OT
BBICOKOH CTETICHH 3ByYHOCTH BHAYAJIC K YTSDKEJICHUIO PUTMA U PE3KOMY OOPHI-
By 3ByuYaHUs B (UHAJIC, TIEPEAAOIIEMY yracaHue JIbIXaHus. Bmecto purMude-
ckux cboeB Kutc mcmosin3yeT cronaeH, kak Obl apo0s cTpoky conera: Hold
like rich garners the full ripened grain [4, p. 39]. Annurepaius Ha § U I' B 3BY-
KOIMCH TepeIacT OIIyIIEHUEe 3aMKHYTOI'O MPOCTPAHCTBA, MOJKPEIUIsisi o0pa3
am0apoB, 3a0JTHCHHBIX 3€PHOM B TIEPBOM KaTpeHe. Bo BToOpoM KaTpeHe MeHs-
IOTCSl «KJTFOUEBBIC» 3BYKH: TJIACHBIC W OTKPBIThIC TU(TOHTH CO3JAIOT OIIYyIIIe-
HHE 7Xa B myctoTe. iMutupyercs He menot, kak y Illekcnupa B 23-M coHeTe,
a 3aBOPOKCHHOCTh, B KOTOPOW 3BYK 3aBHcaeT. Their shadows with the magic
hand of chance [4, p. 39], sspko KOHTpPACTHPYET C MPEABIAYIIUM 3BYKOBBIM 00-
pa3om. 3a cueT 3BykKoB M u Ch gocturaercs 3¢¢GeKT JIETKOCTH 3BYYaHUs, TEM
CaMbIM 3BYKOIHCH BOILIOMIAET MOTHB MEPEX0/Ia COZHAHUS BIOXHOBEHHOTO ITO-
9Ta B IOTPAaHUYHYIO O0JIACTh MEXKY MAaTEPUATBHBIM M TPAHCIICHACHTHBIM — TIe-
pexofia, MoIrOTaBIMBAIOIIETO MOCIEYOIIee HCYE3HOBEHHE. B TpeTheM KaTpeHe
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3BykH f, v, th meperekaror npyr B apyra, co3maBas 3QpGeKT TeKydecTH, HEYJIO-
BUMOCTU. CeMaHTHKa HEYJIOBUMOCTH OKpAaIlIUBAET 00pa3 BO3IIOOJICHHOM, NpH-
HaJJIeKaled He CTOJbKO MUPY NMpo(daHHOU peaTbHOCTH, CKOJIBKO MHPY PO-
maHTHYeckoro uaeaia. B ctpoke Never have relish in the faery power [3, p. 39]
aMO 3aMeHsIeTCd XOpEeM, MHBEPCHUSl CO3JAeT OIIYIICHHE B3/10Xa COXKaJCHUs
O HECKa3aHHOM — M HECIOCOOHOM BOIUIOTUTHCA. [Ipenmocnentss cTpoka Karpe-
na Of the wide world | stand alone, and think [lbid.] xak 6b1 0OpbIBaeTCs Ha
kpaTtkoMm think; B 3akmrountenshoii sxe crpoke Till love and fame to nothingness
do sink [lbid.] cioBa nothingness u Sink mepenaloT ceMaHTHKY yracaHus He
TOJIbKO JIEKCUYECKH, HO U (POHETHYECKH, TEM CaMbIM CBOpauMBasi MaTepualb-
HOE B HEOBITHE, B MOJIHOE O€33BYyUHE.

B menom akyctudeckas oOpa3HOCTb B COHETE aKIEHTUPYET MOTHUB MOJI-
yaHus. Bo3HUKAOT OYEBUIHBIE Napalied ¢ MIEKCIUPOBCKUMU coHeTamu 60
u 64, ogHako B otinuue ot 60-ro COHETa, B KOTOPOM JIFOOOBh CTAHOBUTCS CIla-
ceHreM i nmosTta, Kurc ciaeayer ckopee 3a JIMPUYECKUM CIOKETOM 64-ro, HE
JaBas OTBETOB M HE 3aBepIliasi MbICIb OCTPOYMHBIM ITOBOPOTOM WJIM K€ JIOTH-
yeckuM pemenneM. Onupasics Ha lllekcnnpa B acconmmpoBaHuu JTr0OBU ¢ MOJI-
yaHueM, KUTc mepeocMbICIMBACT CBSI3b MEXKIY HUMHU B PyClieé POMaHTHUECKOM
sacreTukd. Momuanue y Kurca — cnoco® OCMBICIIEHUSI TParuuecku HEerpeoo-
JUMOT0 pa3pbiBa MEXIYy MUPOM HCATHLHOI0, K KOTOPOMY BOCIApSIET TBOpYE-
CKUM BOOOPAKEHHUEM I0AT, U MUPOM Ipo3anyeckoro Obitus. JIto00Bb mpuHai-
JICKUT 00J1aCTH UJICATIBHOTO, U Pa3pbIiB MEXIY ABYMS MUpaMU MpeaONpeeseT
TParm4ecKyr HEBO3MOXKHOCTD JIFOOBH, KaK M TI033UHU, BOIJIOTUTHCS, COCTOATHCS
10 KoHIa. CIO)KEeT KUTCOBCKOTO COHETA HE YTBEP)KJAE€T YYBCTBO YEPE3 CIIOBO
¥ MoyTuaHue (Kak 3ampeesibHOe CIOBO), HO BBIPAXKAET MO3UIUIO0 TPAruiecKoro
MPUHATHS MOJTYAHUS KaK TOIJTMHHOMN TIPaBbl OBITHS TI03TA.

Comner Bright Star! would | were stedfast as thou art... B okoHuarenbHOI
CBOCH Bepcuu sBIIsIETCS OTBETOM Ha coHeT A Lover’s Complaint lllexcnupa,
o0Opa3Ho ke OH Iepekaukaercs ¢ ¢ppasamu ever-fixed mark u the star to every
wandering bark u3 116-ro conera [7, p. 154]. O6pa3 3Be3/1bl — IEHTPATBHBIN
B coHete Kurca, kak u y lllekcniupa, mpu 3TOM B TEKCT€ POMAaHTHKA OH HaJI€JICH
MPUHIUIHATBLHO UHBIMH YepTamMu: KUTC coCcpeqoToueH Ha MOTHBAx HE3bIOJIe-
MOCTH ¥ BO3MO>KHOCTH COIPOTHUBIIATHCS CMEPTH, yracanuto. OJIHaKO B UTOTE
JUPUYECKUHN TepOor OTKa3bIBACTCS MPU3HABATh B BEUHOM OBITHH 3BE3/bI (U, CO-
OTBETCTBEHHO, B TPAHCIICHJECHTHONW PEaJIbHOCTH) MOJHOTY UCTHHBI. BeuHOCTH
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HE JAaeT BO3MOYKHOCTH CJBIIIATH JbIXaHHE BO3IIOOJIEHHOW; OBITHE K€ I03Ta,
obbenuHstONEee chepbl UACATLHOIO U MaTEPUAIBLHOT0, HE MOXKET OBITh MOJI-
HBIM 0€3 CITOCOOHOCTH ONTYIIATh.

@DOHETHYECKHU 3/IeCh Tak)Ke€ KOHTPACTHBI YEIOBEUYECKOE U KOCMHYECKOE
ObITHE: B Hadaie coHeTa Kutc ucmonbsyer |, r, N, M ist co3maHusi MOHOTOHHO-
ro 3ByKa, Iylia IIyCTOThI, 3ByKOIMChIO YCHJIMBAE€TCS 00pa3 HEMOABUKHOCTH
Y HEM3MEHHOCTH «3BE3IHOTO» cylecTBoBaHus. [leperomom cranoBurcst NO — Yet,
I7I€ KOPOTKHM 3BYK pa3OMBAaeT CTPYKTYpY, CIOKUBIIYIOCS paHee. DoHeTHue-
CKHUI OOJIMK CTHXa PE3KO MEHAETCS, KaK TOJbKO peyb 3aXOJUT O BO3JIOOJIECH-
HOM: BO3HHMKAIOT 3BOHKHE I'yOHBIC D, p, M I' B cOUeTaHUU ¢ KOPOTKMMH TJTaCHBI-
mu: ripening breast, soft fall and swell [4, p. 288]. Uurarens mepemerniaercs
B [IPOCTPAHCTBO, IJI€ KaK Obl CIBIIIUTCS OUEHHE Cep/Illa U IbIXaHUE — KOPOTKUE
3BYKH MaTe€pUaIbHOTO MUpA.

ConocTtaBuM akycTuyeckre Metadopbl B COHETaxX: CyIIHOCTb MOJIYAHUS
B coHeTax lllekcnupa moyiokKUTENbHA, OHA MPEICTAECT CO3UAATENIbHOW CHIION,
BBICIICH (HOPMOU «IPOSBICHUS» YYBCTBA JMpUYeCKOro reposi. OHa mpeacTaB-
JIeHa KaK CIOCcO0 COXpaHEHHWs CHIIbI JIOOBH; MOJYEPKHYTa KPACHOPEUMBOCTH
CJIOBa MUCbMEHHOTO, €r0 MPEBOCXOJICTBO HAJl CIOBOM YCTHBIM. KirtoueBbie 00-
pasbl — Moyyanuii aktep U OuinoMena — akIEHTUPYIOT MOTHB CO3HATEIBHOTO
BbIOOpa THUIIMHBI, MoJTuanus. Yepe3 motuB mMosuanus y Illekcriupa BeipakeHa
TeMa MOJIMHHOCTHU JI00BU. [103T, gaske yMoukas, CoOXpaHseT Bepy B yHOpsio-
YUBAOIIYIO CHJTy CJIOBA — IIyCTh HE NMTPOU3HECEHHOI0, HO 3alMCaHHOrO. Penec-
CaHCHOE CO3HAaHUE BEPUT B TO, YTO HCTUHA MOXET ObITh 3aUKCHpPOBAHA
U TIepe/Iana.

Y Kurca xe MomyaHue, TUIINHA CBS3aHbI MIPEXKIE BCETO C TPAarmdecKuM
Pa3pbIBOM MEXK]Iy MUPOM UJICAJIBHOTO U MUPOM MaTE€pUaILHOI0, C UMIIEPaTHB-
HOCTHIO M HEBO3MO>KHOCTBIO TMOJHOIEHHOTO BOIUIOLICHHS Hjaeana. MomyaHue
€CTh 3HAaK 3TOr0 TPAru4ecKOro pas3pbiBa U HEBO3ZMOXKHOCTH HE TOJBKO BBICKa-
3bIBAHMS, HO U «CXBATbIBAHMS» TMOJJIMHHON pPEaTbHOCTU: TEpOid YMOJIKAET
HE MIOTOMY, YTO HE XOYET FOBOPUTH, @ IOTOMY, YTO HE MOKeT. OTCYTCTBHE 3BYKa
Y O3BYUEHHOT'O CJIOBAa YKa3bIBAE€T HA JIO)KHOCTh 3€MHOM AK3UCTEHIIMH, HE UMEIO-
1Iei OMopbl B NOJIMHHON, SUANYECKON peaabHOCTH, U OJHOBPEMEHHO — Ha Tpa-
TUYHOCTH OBITHS TI03Ta, BAOXHOBEHHEM MPUIACTHOTO MHUPY HI€ATLHOTO, HO HE
CIIOCOOHOT'O HU SICHO YBUJIETh €T0, MOHSITh, HU BOTUIOTUTH B 36MHOW PEAIbHOCTH.
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HctrHa He BepOATM3UPYETCS — €€ MOXKHO JIMIIh MEPEXUTh B KOHTAKTE C UJiea-
JIOM U TYT e yTpatuth. CIOCOOHOCTH «IIPEOBIBATH B HEOIPEICICHHOCTH, Tall-
HaX, COMHEHHSIX» — 3TO HE CTOJIbKO cioBa o [llekcniupe, CKOJIBKO clioBa O cede,
Y B HUX OTPAXKEHO NMPUHIUIHUAIBLHO UHOE, YeM B 310Xy PeHeccaHca, THOCE0JI0-
TUYECKOE TMPEJICTABIICHUE: HCTUHA HE YTBEPKAAETCA CIOBOM, HO YraJbIBACTCH,
OILYIIAETCS B TUIIMHE B MOMEHT, KOTJla pAllMOHANIbHBIN MMOUCK HUCTUHBI YCTY-
[MACT MECTO MO3TUYECKOMY CONMPUKOCHOBEHUIO C TPAHCLEHJACHTHBIM HIECAJIOM.
Nmenno nostromy Momdyanue y Kurca npuoOperaeT OHTOJIOTHYECKUH, a HE pH-
TOPUYECKUN XapaKTep: OHO CTAHOBUTCA HEOOXOIMMBIM YCIOBUEM CYIIECTBO-
BaHUS 3€MHOI'0 MHUpPA, KOTOPBIN «OMpaBIaH» MOMEHTOM MPUKOCHOBEHUS K HC-
TUHE Yepe3 BJOXHOBEHHOIO MOATA.

Akyctuueckass metadopa, 0oOpa3bl MOJYAHWS W THIIMHBI B COHETaX
[Iexcnupa yTBEp>KIAOT ObITHE U UCTUHY. J[JIs peHeCCaHCHOTO MOA3Ta MIPOMOJI-
4aTh — 3HAYUT CJIETIaTh Iar K UICKPEHHOCTH U JOTIOJIHEHUIO BU3yalbHOU 00pa3-
HOCTH, 3aJI€VICTBOBATh UHBIC OPTaHbl YYBCTB, YTO IIOMOTAET YIOPSAIAOYUTH MUP
Y IPUBOJUT K 00Jiee TOHKOMY NOHUMaHUIO J1t00BU. Y KuTca ke akycTtuyeckas
00pa3HOCTh pabOTaEeT B JIOTUKE YCKOJIb3aHUS MUCTHUHBI U OBITHS, TPAHUYAIIETO
C HEOBITHEM.
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BOCHPUATUE TBOPUECTBA AHINIMUCKUX U AMEPUKAHCKHX
POMAHTHUKOB B POMAHAX C. KOJIJIMH3

I1. 5s1. ®periman
Pocculickuii yauBepcuTeT apyx0bl HaponoB uMmeHH Ilarpuca JIlymyMOsbI
freyman-pya@rudn.ru

B crarbe paccmarpuBaeTcs BONPOC BIHUSHUS POMAaHTUYECKON TpaJuIlMU HA MO3TUKY poMa-
HOB The Ballad of Songbirds and Snakes (2020) u Sunrise on the Reaping (2025) amepukaHCKOM
nucarenpHulpl C. Komunz3, aBTOpa pousBeleHui sl J€Te U MOAPOCTKOB, U3BECTHOW IO Cepuu
aHTUYTONMYECKUX poMaHOB The Hunger Games.

B na3BanubIxX Bblle poMaHax C. KomMH3 MCHONB3yrOTCS pa3iuyHble BUbI MHTEPTEKCTY-
QJIBHOCTU: COOCTBEHHO MHTEPTEKCTYalIbHOCTh (LMTAThl KaK ¢ aTpuOyuuel, Tak u 6e3 aTpulyuuu,
QJJTIO3UH), TApaTeKCTYaJIbHOCTh (3nurpadml), METaTeKCTYalbHOCTh (MHTEPTEKCThI-NIepecKasbl, Ba-
puanuu Ha TeMmy IpeTekcTa). lcronb30BaHME WHTEPTEKCTyaldbHBIX JJIEMEHTOB B TEKCTaX
C. KoyuinH3 BBINONHAET pa3Hble QYHKUMU: 1) IPOrHOCTUYECKYIO, ONPEAEAs TOPU3OHT UUTATENb-
CKHMX OXKHMJIaHWI; 2) OIEHOYHO-XapaKTEPU3YIOLIYI0, OTKPBIBAsI YUTATEIIO0 00pa3bl C HOBOW CTOPOHBI;
3) 3KCIIPECCUBHYIO, IT03BOJISAS aBTOPY YCWJIUTD 3aJI0KEHHbIE B TEKCT UJEH, TEMbl U 00pa3bl 3a CUET
MOTEHIIMaja NpeTekcTa; 4) o0pazoBarenbHyto, Tak kKak npousseneHus C. KomimH3 obpalieHs! K Mo-
JI0I0H ayAUTOPUHU.

ba3oBbIMM IpeTekcTaMM IJI1 paccMarpuBaeMblx npousBeacHuid C. KoummH3 BbeICTynanu
npousBenenuss Lucy Gray (1799) V. Bopacsopta, The Raven (1845) D. A.llo u Frankenstein
(1818) M. lllennu. Ucnonp30BaHue LUTAT U3 MPELEICHTHBIX MPOU3BEACHUN MOATOB-POMAHTUKOB
CTaHOBUTCS YCJIOBHEM CO3/IaHUS ACCOIIMATUBHBIX KYJIBTYPHBIX PSIIOB U JIONOJHUTEIBHBIX CMBICIIOB
B pOMaHaxX aMEpUKaHCKOW MHUCATEJIbHUIIBI, K TOMY K€ BBI3bIBAET M yCHUJIMBAET MHTEpPEC K TBOpYE-
CTBY KJIACCHKOB, IIOKa3bIBast €0 3HAUNMOCTb U aKTYaJIbHOCTb.

Knrwoueswie cnoea: pantactuka, rojoHble UTPhl, POMAHTU3M, HHTEPTEKCTYaJIbHOCTh, MOJ-
POCTKOBas JINTEparypa.

Reception of the Works of English and American Romanticists in the Novels by S. Collins

P. Ya. Freyman
Patrice Lumumba Peoples’ Friendship University of Russia
freyman-pya@rudn.ru

The article examines the influence of the romantic tradition on the poetics of the novels The
Ballad of Songbirds and Snakes (2020) and Sunrise on the Reaping (2025) by the American writer
Suzanne Collins, who is known for her works for children and teenagers, especially the dystopian
novel series The Hunger Games.
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In these novels, Suzanne Collins employs various types of intertextuality, including intertex-
tuality itself (quotations with and without attribution, and allusions), paratextuality (epigraphs), and
metatextuality (intertext-retellings and variations on the theme of the pretext). The use of intertextu-
al elements in Suzanne Collins’s texts serves various functions: 1) predictive, setting the horizon of
reader expectations; 2) evaluative and characterizing, revealing new aspects of the characters to the
reader; 3) expressive, allowing the author to enhance the ideas, themes, and images embedded in the
text through the potential of the pretext; 4) educational, as Suzanne Collins’s texts are aimed at a
young audience.

The poems Lucy Gray (1799) by William Wordsworth, The Raven (1845) by Edgar Allan
Poe, and the novel Frankenstein (1818) by Mary Shelley serve as the primary pretexts for Suzanne
Collins's novels. The use of quotations from these classic works by Romantic poets creates associa-
tive relationships and additional meanings in the American writer's novels, while also sparking and
enhancing interest in the works of classical authors, highlighting their significance and relevance.

Keywords: science fiction, the Hunger Games, romanticism, intertextuality, teen literature,
young adult.

HNHTepTeKCTYyanbHOCTh — OJIMH U3 (PAKTOPOB, ONPEAEIMBIINX YCIIEX aHTHU-
yronuueckou cepuu The Hunger Games («I'ononnbsie urpe», 2008-2025). Hc-
TOYHUKAMHU BBICTYIAIOT TMPEXKIE BCEro UCTOpHs, Quinocodus u iureparypa.
Baxuocts 3T0T0 KOMIIOHEHTA 1711 TOATUKH C. KONIMH3 HEOOHOKparHO OTMe-
ganachk uccnegosarensmu 1. Yame Bcero C. KOMIMH3 BBOAMT MHTEPTEKCTyallb-
HbIE BKJIFOUCHUS TPYIIIAMH, TEM CaMbIM MOSICHASI CTaTyC NEPCOHAXa WM sIBJIE-
HUSA, TMOKa3biBasg €ro B psaay cebe mnomoOHbiX. Hanpumep, ammio3uum Ha
AHTUYHYIO KYJIETYPY BO3HHKAIOT B YACTIX TEKCTA, CBA3aHHBIX ¢ onucanuem Ka-
MUATONUS (CTOJULBI CTPaHbl) U €ro xurtenei. ViMeHa KanuTONHIIEB BOCXOIAT
K JIpEBHETPEUECKUM U JpeBHEpUMCKUM peanusiM: TpasH u [lmyrapx XaBeHcoOwu,
Ceneka u Apaxna Kpelin, Jlykpeunit u Llezaps @nukepman, ctriincTsl [{unHa
u ITopums. B npouseaenusx C. KomanH3 nMeHa repoeB 4acTo coaepskaT Moji-
CKa3Ky O JaJbHEWIIEM pa3BUTHM CIOKETA, Hanmpumep, B ciaydae Kopuonana
CHOy — OH MepeKUBACT U3THAHKUE, KaK U pUMCKHUH noikoBoger [15, p. 71]. Jlu-
TepaTypHbI€ AJUIIO3UU UTPAKOT 0COOYIO POJIb B pOMaHax-IPUKBENIAX, TIE UCTO-
pudeckre, MHU(DOIOTUYECKHME W AHTUYTONMUYECKHE aJUTIO3MH, XapaKTEpHbIE
IUISL CEpUM, JOMOJHSIOTCS 3HAYUTENbHBIM KOJMYECTBOM HWHTEPTEKCTyaIbHBIX
BKJIFOUEHUH, BOCXOASIINUX K TBOPUYECTBY MHcATENeH, MO3TOB U PuiiocopoB po-
MaHTHU3Ma.

! Tonpobuee cm. [10; 15].
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Ha3zanue ctpansl, rae npoucxoauT AercTBue cepuu, «llanem» Bocxoaur
K JIATUHCKOMY BBIpQXXECHUIO panem et circenses («xijieba u 3penuiny) [1, c. 441],
BOIUIOIIAS CPEACTBA, KOTOPBIMH YIPABISIETCA TOCYIApPCTBO U Pa3HUILYy B YPOBHE
’KU3HU U MOPaJIbHBIX YCTAHOBKAX B CTOJMIIE M JUCTPHUKTAX (pailoHaxX cTpaHsbl) 2.
Kak u B IpeBHeM Pume, B [laHeMe rocnojiCTBYeT COLMAIIbHOE HEPABEHCTBO:
B Kanutonuu groau mbiOT CHENUAIBHBIN KOKTEHIb, YTOOBI OYHMCTUTH JKETYIOK
JUTSL TaJIbHEHIIEro mMOTPEeOICHHs! €]1bl, TOT/Ia KaK KUTEIN JTUCTPUKTOB YMUPAIOT
OT roJIo/Ia ¥ MyUYHUTEIHHO paboTar0T, YTOOBI 00ECTICUUTh CBOE CYIIIECTBOBAHUE.

C. Kommn3 pacckasblBasia, 4TO WAES MEPBOTO pOMaHa CEPUM IpUILIA
K HEd BO BpEMs IMPOCMOTpPA TEJIECBU30pA: PEATUTU-IIOY CMEHWJIOCH CIOKETOM
0 BOCHHBIX AeUCTBUAX [9, p.457]. JBymMs ApyruMu UCTOYHUKAMH CTAIA MU
o nabupuHTe MUHOTaBpa U JETCKUI yKac mnepes BOoHHOM Bo BreTHame, B KOTO-
poll mpuHHMMaN ydactue oren nucarenbHulbl [14]. CroxkeT HanmoMHHaeT He
TOJILKO 0 MH}ax, HO U O TAKUX KIACCHYECKUX POMAHAX-aHTHUYTOMHUAX, KaK
«IToBenurens myx» VY. longunra, «1984» J[x. Opysmwia u «O JUBHBIN HOBBIM
mup» O. Xakcnu. KoHTpacT jer B OCHOBY LHKJIA, MOBJIUAB HA €ro CHOKET
U uaeHo-TeMarndeckuii komruiekc. Korma Kamuronmit mobemun B TrpakiaH-
CKOH BOITHE, B Kaue€CTBE HaKa3aHUs JIJIsi MATEKHBIX TUCTPUKTOB ObUIM CO3/1aHbI
«l'00oIHBIE UTPBD) — €KETOJIHOE COCTA3aHUE HA BBDKMBAHUE, TPAHCIUPYEMOE
B IpsiMOM d(dupe mo Bceil crpane. s ydactust B urpax KaxAbld AUCTPUKT
00s13aH MPEIOCTaBUTh JABYX YYACTHUKOB — IOHOIINY M JEBYIIKY, BBIOMpPAEMBIX
nytem xepeObeBku. [loOeautenem [0I0AHBIX UTp MpU3HABAJICSA MOCICAHUN
BBDKMBILIHNM YYACTHHK.

[ukn «l'0n0aHbIE UTPBD» COCTOUT U3 MSITH poMaHOB. OCHOBHAsI TPUJIOTHUS
MOBECTBYET O COOBITUAX BO BpeMms U nocie 74-x T'onoansix urp. [aBHo# repo-
WHEeW B HUX BhICTymaeT KuTHucc DBepauH, nmodeauTeabHuna 74-x [0moaHbIx
WTp, BIIOCJEACTBUM CTAHOBAILASCA CUMBOJIOM peBoonnn. K UKy Takxke OT-
HOCSITCSI IBA POMaHAa-MPUKBENA, TOMOJHSIOMNE CIKETHI OCHOBHOW TPUJIOTHU:
B HHUX IIOKa3aHO CTAaHOBJICHWE TJIABHBIX W BTOPOCTENECHHBIX TE€POEB IMKIA
U pa3BUTHE UJIEH, TEM U MOTHUBOB TPWJIOTHU. [[pUKBEIBI TOCBSIIEHBI COOBITUSIM
no nosieiieHuss KutHucce OBepanH, AEHWCTBHE B IPOM3BEICHUSAX Pa3BHUBACTCS

2 BMecTe ¢ TeM IHCATeNbHIIA HCIONb3yeT MOTEHINAN PS/Ia aJUTIO3MH, MMEIOIIMX Pa3Hble KOHHOTA-
MM B 3aBUCUMOCTH OT KOHTEKcTa. Tak, umsa npe3unenta [lanema — Kopronan CHOy — HamlOMUHAeT
YUTATENI0 KaK 00 aHTHYHOM TIOJKOBOJIE, TaK M 00 MHTEpHpeTaluud 3TOro odpasa B Tpareauu
V. lllekcnmpa.
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BO Bpems 10-x (The Ballad of Songbirds and Snakes / «bannana o 3Mesix u nes-
gux nrunax», 2020 [8]) u 50-x (Sunrise of the Reaping / «PaccBer xKaTBbl»,
2025 [7]) Tonoanusix urp. [MaBHBIMU reposIMU MPUKBEIOB BBHICTYHAIOT MPE3U-
nent [lanema Kopuonan CHoOy, OIMH U3 KIIFOYEBBIX aHTaroHUucToB cepuu («ba-
Jaj7a 0 3MesIX ¥ MEBYMX NTHUIlax»), U HacCTaBHUK KutHucc OBepAnH, N0OEIUTEINb
«lonmonubix urp» — Xenmutu D0epHeTu («Paccer xarBbl»). [T1aBHBIE Tepou
C. Komnmuns (Kurauce Osepaus, Kopuonan CHoy u Xelmuty D0epHETH) CcTal-
KMBAIOTCS C TOTEpe (BpEeMEHHOW WJIM IOCTOSHHOW) CBOUX BO3JIFOOJICHHBIX,
IPOXOJAT MPOBEPKY CBOMX LEHHOCTEW B CXOIHBIX >KU3HEHHBIX CUTyalUAX.
B kakoi-T0 MOMEHT Ka)KIIbli U3 HUX IOJYy4YaeT BO3MOKHOCTh OCTAaHOBUTH [0J101-
HBIE UTPBHI U MOBIUATh HA PEXKUM B CTPAHE, HO y/laya COMyTCTBYET TOIbKO Kurt-
Hucc. ['epou C. KommmH3 cTaIKuBaIOTCS ¢ THTMYHO POMAHTUYECKAM KOH(PIUKTOM
JUYHOCTU U OOIIIECTBA, BBIHYK/ICHBI JICUCTBOBATH B HEMIPUBBIUHBIX («IK30THYE-
CKHX») JIJISl Ce0s1 JIOKAIMSIX U CTAIKUBATHCS CO CBOMMHU <«JIBOMHUKAMI).

B nanHoii cTtaThe OblIa OCTaBJIEHA 11€Jb ONPEACINTh, KaKyl0 POJb Urpa-
€T pOMaHTUYECKasi UHTEPTEKCTYaJbHOCTh B poMaHax «baiana o 3Mesix U neB-
yux ntamax» u «Pacceet xarBb» C. Kommuns. [lpu ananuse u kinaccuduxanumn
MHTEPTEKCTYAIbHBIX DIEMEHTOB MCIIOJNb30Balcs moxxox H. A. dareesoii
[4, c. 120-129].

[IepBbiii npukBen «bawiaga 0 3MesAX W MEBUYUX MTULAX)» BBIIIEI CITYCTS
10 et mocsie OKOH4YaHU OCHOBHOM TPWJIOTHH, UTO OTPA3UIIOCh HA MOJIXO/E MMH-
caTelbHUIIBI Kak K (opMe, Tak U K cojaepkaHuio. B mepBbIX Tpex KHHUTIax
C. KonnuH3 KOHIIEHTPpHUPOBAJIACh Ha TAKWX Mpo0ieMax, KaK CyIieCTBOBAaHUE TO-
TAIUTAPHBIX PEKMUMOB, COLUAIBHOTO HEPABEHCTBA, KOHCHIOMEPU3MA, U JEMOH-
CTpUpOBAJIAa UX MOCJEACTBUS: TPAXKIAHCKUE BOMHBI, AJIKOTOJIM3M, HAPKOMAHHS,
TOPTOBJIS JIFOIbBMU U CEKCyallbHasi dKcIuTyaranus. [lepepbiB, cemaHHbI MEXITY
KHUTaMH, TIO3BOJIMJI MIOKA3aTh COXPAaHSAIOUIYIOCS aKTyalbHOCTh 3TUX BOMPOCOB.
K Tomy e «mmoB3pocneBIIne)» YUTATENIN, 3aMHTEPECOBaHHbIE B Mupe Ilanema,
TOTOBBI PacCyX/1aTh HA HOBOM YPOBHE OOOOIIIEHHS: aKI[EHT B pOMaHaX JIeJIaeTCs

$H. A. dareeBa mpenmaraer CIeAyONYI0 KIaCCHDHMKAIMIO HHTEPTEKCTYaNbHBIX BKITIOUEHHUI:
1) cOGCTBEHHO MHTEPTEKCTYAIbHOCTb, 00pa3yomas KOHCTPYKIUU TEKCT B TEKCTe (LIUTAThI C aTpu-
Oyuueil u 6e3; arpuOyTHPOBAHHbBIE U HEaTPUOYTUPOBAHHBIE aJIFO3UH, LIEHTOHHbIE TEKCTHI); 2) Ma-
paTeKCTyalbHOCTh (IIMTAThI-3amM1aBus, SMUrpadsel); 3) METaTEeKCTyaJbHOCTh (MHTEPTEKCT-IIEpPECKas;
BapHallUid Ha TEMY IPETEeKCTa; JOMHCHIBAHHE YY)KOT'O TEKCTa; SI3bIKOBasg UIpa C MPETEKCTaMu);
4) TUNIEPTEKCTYaIbHOCTD; 5) apXUTEKCTYaIbHOCTb.
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HE Ha COLIMAJIbHOM KPUTHKE KaK paHbIle, a Ha puiaocodCKoM aHaliu3e olliede-
JIOBEUECKHUX MpobieM (Mmpupoia yeaoBeKa, BOSHUKHOBEHHUE 3714, BIUSIHUE CPEIbI
Ha CTAHOBJICHHE JIMYHOCTH), CJIEICTBHEM KOTOPBIX BBICTYNMAIOT MHOTOYHUCIICH-
HbIE OOIIEeCTBeHHBIC MPoOIeMbl. B «bamnage o 3MesX u meBUMX MTHUIIAX» OCO-
00€e 3HaueHue NpuoOpeTaroT NpodiieMbl CBOOOIBI, B3aMMOOTHOIIEHUI rocynap-
CTBA W JUYHOCTH, UCTOPUYECKOM OTBETCTBEHHOCTH M KOJIJIEKTUBHOW BUHBI.
B sTOoM pomaHe BIiepBbIE B CEPHH MOSBISIOTCS 3MHUTPadbl — 3TO pelIeHHe M03-
BosisieT C. KomnmuH3 nmpoieMoHCTpUpoOBaTh, 4TO, HECMOTPS Ha MPUHAIIC)KHOCTD
K OJIHOM JIMTEPATYPHOMN BCEJIICHHOM, HOBBIA POMaH OTJIMYAETCA OT MPEABIAYIIUX
MIPOU3BEICHUN.

[TaparekcTyanbHOCTh B BuE AnurpadoB GopMuUpyeT KOHTEKCT AJiS BOC-
MPUSATUS TTPOU3BEICHUS, MPE3EHTYS] OCHOBHBIE (PUIOCO(PCKHE KOHIICTIUH, Jie-
XKamue B ocHOBe «bamrambl 0 MEBUYMX MTHIAX M 3MESX», KOTOPhIE TTOMOTAOT
MOCMOTPETh Ha COOBITHS M T€POEB C HOBOM CTOPOHBI. B KauecTBe MCTOYHUKOB
snurpadoB B 3ToM poMane C. KominH3 UCTOIb3yeT KIacCHuuecKue TPYabl eBpo-
MelcKo mpocBeTUTeNbckoil dunocoduu: Leviathan / «JleBuadan» (1651)
T. I'o60ca [11], Second Treatise of Government / «JIBa Tpaktara 0 NMpaBICHUN»
(1689) [x. Jlokka [13], The Social Contract / «O6 00IIECTBEHHOM JOTOBOPE»
(1762) XK-XK.Pycco [18], a Takke CTUXOTBOPEHHE AHMIIMICKOTO TOATA-
pomantuka Y. Bopacsopra The Tables Turned /| «Bc€ wnaobopor» (1798)
[20, p. 34] u 3Hamenutbii poMan M. llennu Frankenstein, or: the Modern
Prometheus / «®pankenireitd, i CoBpemeHHsblil [Tpometeit» (1818), Takxke
MPUHAJICKANTUN IUTepaType aHIIIMMCKOTo poMaHTu3Ma [19]. «®unocodckuey
snurpadbl MPEACTaBIAIOT OO0 pa3MBIIIIEHUSI O BIACTH U CBOOOJIE, paccMmar-
pHUBas 4eJI0BEKa B €r0 COLMAIBHOM KU3HM *, TOINa KaK BOCXOIAIIME K JIUTEPa-
Type CBs3aHBI C AYXOBHOU c(epoil W MPUHIIMIIAMH TMO3HAHMS, OTpakasl 4acT-
HYIO0 JKW3Hb JUYHOCTH. JIBe Tpynmbl >0urpadoB AOMOMHSIOT JPYr Ipyra,
(bopMHpysT MPOCTPAHCTBO HOBBIX CMBICIIOB.

Omurpad u3z M. lllennmu Hamekaer Ha mapamienbs Mexay Kopuomanom
CHoy u uynoBuilieM OpankeHireitna: I thought of the promise of virtues which
he had displayed on the opening of his existence, and the subsequent blight of
all kindly feeling by the loathing and scorn which his protectors had manifested

4 Porb punocodekux s>murpaoB B XyIOKECTBEHHOI CTPYKType poMaHa HOAPOOHO paccMaTpuBaeT-
cs B crartwe: [15].
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towards him [8; 19, p. 242-243]. B nauane pomana CHOy — OJEeCTALIUIN CTY/IEHT,
BBIHYKJCHHBI CKpPbIBaTh O€JICTBEHHOE IOJIOKEHUE CEMbH, UTOOBI COXPaHUTH
CBOM CTaTyC W BEpHYTh Hacienue ponaa. OQuH U3 MIaBHBIX BOMPOCOB, BOJIHYIO-
mux C. KomnuH3 B 3TOM pomaHe: AEHCTBUTENBHO JIA Cpela OMPEAEseT Yeo-
Beka? Mnu ke ero HaKJIOHHOCTU JIMIIL MPOSIBIISIIOTCS B COLIMAIBLHOM B3auMO-
neiictBun? B MaHHOM KOHTEKCTE MHTEPECHO COYETaHUE B 4epene Anurpadosn
uurarbl U3 «OpaHkeHIITeHa» (O BIUSIHUMA OTHOIIEHHUS OKPYXAIOIMIUX K YeJo-
BEKY Ha €ro XapakTep W noseneHue), uMeH k. JIokka, CBA3aHHOTO ¢ KOHLIEM-
e fabula rasa, cOTIaCHO KOTOPOW YENIOBEK pOXKAaeTcs 0€3 CKIOHHOCTU
K 100py wiu 311y [2, ¢. 53] (HO BOCIUTaHUE U COIMAIM3AIMs OTKIIAAbIBAIOT OTIIE-
YaToOK Ha TO, Kakue 4epThl B HEM OyayT nomuuupoBarsb), u XK. XK. Pycco, mpo-
MOBEOBABIIETO W3HAYAIBHYIO CKJIOHHOCTh YelloBeKa K 100py [3, c. 74]. Takum
0o0pa3oMm, IUTepaTypHas HuTara 3aJaeT KOHTEKCT )11 PrUiI0coCKON MOJIEMUKHU.

Onurpad n3 «OpaHKEHIITEHHA» CBA3aH U C CIO)KETHOM JIMHUEH TTPOU3Be-
JeHUS: co3aaTenb uaen [0IoaHBIX UTp JUPEKTOP XalOOTTOM HEHABUIUT CeOs
3a UX MOSIBJICHUE U CTPaJlaHUsl, KOTOPbIC OHU MPUYMHUIN MHOTMM CEMbsIM. 3a-
MBICEJ POJUIICS B MbSTHOM Opely B Kaue€CTBE >KECTOKOTO MBICICHHOTO IKCIIEPH-
MEHTa U HE JIOJDKEH OBbUI CTaTh JIOCTOSIHUEM OOIIECTBEHHOCTH, €CIU Obl JIpYyT
co3narens — Kpacc CHoy — He pasmiacui 3Ty uuero. Jupexkrop XanborTom
HeB3mo0un Kopronana, Buas B Hem kommio CHoy-ctapiiero [8, p. 514]. Co3na-
Tenb [0IOMHBIX UTPp M30 BCEX CUJI CTpEeMIICS Tomeniarh miaaimemy CHoy 10-
CTUYb YCII€Xa, TEM CaMbIM YCUJIMB B IOHOIIIE y>K€ UMEBIIMECS B HEM OTpHUIIA-
TeJIbHBIC YEPTHI: YECTONMIOONE, TOPABIHIO, 3TOMaMATHOCTh. YyqOBHIIE B pOMaHe
C. KomuH3 ryOuT cBOEro co3iarelisi U TeX, KTO eMy ObUT J0pOT, KaKk U B Ipe-
tekcre. B ¢unane CHOy mpuUXoOauT, YTOObI OTOMCTUTH XalOOTTOMY, co3aaBas
YCJIOBUSA, MPU KOTOPBIX JUPEKTOP BBINMUBAET IMpUHECEHHbIM Kopuomanom sia
[Ibid., p. 516-517]. Onnako, B otnuuue ot repos M. llennu, Kopuonan He uc-
MBITHIBAET yIPhI3EHUN COBeCTH. HpaBCTBEHHOE MajieHUE Teposi OKOHYATEIbHO
3aBEPILIECHO.

C. KomummH3 moguepkuBaeT OCO3HAHHOCTh BBIOOpa TepoeM >KU3HEHHOU
CTpaTeruu, AEMOHCTPUPYS HAJTUYUE Y HEro albTepHATHB. B oTinuue oT uyno-
Builla @pankeHmTeiiHa, y CHOy ObUIM T€, HA KOTO OH MOT MOJIOXKUTHCA, TE€, KTO
BEpUJI U 3a00THIICSI 0 HEM. MOTUB OCO3HAHHOTO BBIOOpA PEAIU3YETCsl B CIOKETE
pomMaHa B CHUTyallMsX NOTEPh reposi, CBs3bIBalOUX KopuosiaHa HE TOJIBKO
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¢ yynoBuieM DOpaHKEHIITENHA, HO U ¢ camMuM Bukropom @paHKEHIITEHHOM.
Ky3una Kopuonana Turpuc ¢pyHKIMOHANBHO HanmoMuHaeT JKIOCTUHY (T€pOUHS
C. KonnuH3 BeICTyIa€T HEBUHHOM >KEPTBOM pElICHU U aMOUIIMI CBOEro poj-
CTBEHHUKA). «3aKysThiil 1pyr» repost Cesinyc [InMHT ObUT MOBEIIEH U3-3a UH-
dopmannu, nepenanHod CHoy. Ero mMoxHO comocTtaButh ¢ Apyrom Bukropa
I'enpu KnepBanem (He cTOJIb IPAKTUYEH, KaK YWICHBI €T0 CEMbH, IO3T U HEMHO-
ro OyHTapb, YMEIOIIMI BUJIETh KpacoTy B Mupe). M3BpalleHHbIil 1 HEUCKPEH-
Hul xapakrep otHomeHuid Kopuonana u Cesnyca IlnunTa onpenensier pa3Bu-
THE CIOXETa B MojeMuke ¢ pomanoM Mbpapu Illemnu: npoussenenue Komnun3
CTAaHOBUTCSI HOBBIM OTBETOM Ha BOIMPOCHI O MPHUPOAE 371a U OTBETCTBEHHOCTH
TBOpLIA 3a CBOE TBOPEHHUE.

3a XyIbHUYECTBO paau mobenbl cBoero tpubyra — Jlrocu I'peii — CHoy
MPUHUMAET HaKa3aHWE B BUJIE MOCTYIUICHUS HA BOCHHYIO CIY>KOy U OThe3/da
B TUCTPUKTHI. OH OTHPABISIETCS B IUCTPUKT, 71 )KUBET €ro ObIBIIAs MOJOMeY-
Has. /IBeHaauarelii JUCTPUKT pasnpensieTrcs i Kopuonana Ha aBa mupa: MUP
Jeca, I7ie OH HaXOJAMUTCS C BO3JIIOOJICHHON U €€ CeMbel, U MUP BOCHHOU 0a3bl,
Ha KOTOpOW Mpoxonat ero OyaHu. BoeHHBIN narepb mpenocTaBisieT BO3MOXKHO-
CTH ISl KapbepHOro pocTa, moanuThiBas dectomoOue CHoy. Hecmorps Ha
BIIIOOJIEHHOCTh, Koprosnan uyBCTByeT ce0si HEYIOTHO Ha JIOHE MPUPOAbBL, Y HETO
BBI3BIBAIOT OTBPAIIIEHUE KUBYIIUE TaM MTHIIBI, Jaxe oOmecTBo Jltocu I'peii He-
CIIOCOOHO CMSITYUTH 0OJIb OT YTPAUCHHOTO CTaTyca U MOTEPSHHBIX MTPUBUIICTUM.
B 5TOM poMaHe BaXXHYIO pOJIb UTPAIOT «IITHYHI» (YUCTOTA, HCKPEHHOCTh, CBO-
00712, TBOPYECTBO) U «3MEHHBIN» (XUTPOCTh, U3BOPOTIUBOCTh, KOBAPCTBO, HE-
HUCKPEHHOCTh) MOTHUBBI. OOpa3bl NTHUIl B CEPUU CBA3aHbl MPEUMYILECTBEHHO
C TIOJIOKUTEIbHBIMU TI€PCOHAXKAMM: TIJIABHASI TEPOWHS OCHOBHOM TPUJIOTUU
KuTtHuce DOBepIMH CTaHOBUTCS HM3BECTHAa cCpeau MoBcTaHleB Kak «Colika-
IepecMeENIHuLay, ee cecrtpa [Ipum accomuupyercsa ¢ yreHkoM. JIrocu I'pen Hpa-
BUTCS MTHULAM, HO MPHU 3TOM XOPOUIO JAIUT €O 3MesiMU. OHa IMOACOBBIBACT
3MEI0 JI0UYepU M3pa, MOTOM BBDKMBAET, XOTS M ¢ momoinbio Kopuomnana, B ¢u-
HaJIbHOM MCIBITAaHUU [0JIOAHBIX WUTp, TJI€ BBIHYXKJIEHA OCTAaTbCid HACAUHE CO
MHO)XECTBOM PENTUIINH, U B (DHHAJIEC MPOU3BEACHHS MCIOJIb3YeT 3MEI0 MPOTUB
Caoy. Cy1iecTBOBaHHE B paMKax JIBYX MPOTUBOMOCTABICHHBIX CUCTEM MOTHBOB
MOKa3bIBaeT 0COOBIN cTaryc Jlrocu I'peit B cepun.
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O6pa3 BozmtobnenHoit CHoy Jlrocu I'peit MOXXKHO Ha3BaTh KAHOHUYECKUM
BOIUIOILIEHUEM POMAHTHUYECKOTrO reposi. OHa BBIIIE BCETO CTaBUT CBOOOY, MOJI-
Ha JKU3HU U CTPACTH, BIIOOJICHA B HCKYCCTBO U KpacoTy. JIrocu I'peit oTnnuaer-
Csl OT NPUBBIYHBIX CHOY KanmuTOJMIIEB, HO OHA HEMOXO0XKA U HA KUTEJEH JUC-
TPUKTOB. OTNIENIEHHOCTh T€POUHHU OT TOJIIbI, TPOTUBOMOCTABICHHOCTh MHOTUM
IPYTUM UMEET OMOPY B COLMATBHO-UCTOPUUYECKON PEATIBHOCTU: TEPOUHS MPH-
HAJIJICKUT K KOUYIOIIEMY IJIEMEHH apTUCTOB, BBIHYXKJICHHBIX OCTAHOBUTHCS B
IUCTpuKTE 12.

HMeHna Bcex repoes, MpUHAISKAIINX K aHCAMOJIIO, COCTOST U3 JIBYX Ya-
CTeil: mepBasi — UMs repos Oasajbl, Bropas — uet. Hanpumep, umsa Moa Aii-
Bopu boaiipn (Maude Ivory Baird) npenctasisieT coOoi pe3yabrar COYETaHUS
Maude Clare K. Poccertn [17, p. 49—51] 1 Ha3BaHUS BETA «CIOHOBAS KOCThY,
ums xxe bap6 Jlazyps bavipa (Barb Azure Baird) cunTe3upyeT Ha3BaHUE HAPOJI-
HOM necHu Bonny Barbara Allen [6, p. 276—279] n Ha3BaHHWE OTTEHKA rojyO0TO
usera. Mms BosmobnenHoit CHoy orcbutaer k Oammane «Jlrocu I'peit» (Lucy
Gray) Y. Bopacsopra, B KOTOpoil Kak Obl MpeliCKa3bIBACTCs CyabOa TrepOUHU
Komnmuns [20, p. 57-59].

B 6Gamnane V. BopacBopra neBouka no umenu Jlrocu I'peit mponagaer
B CHEXHYI0 Oypto. Jltocu I'peli B pomane Komnunu3s nbitaercs coexarb or CHOY
(31eCh CTOUT OOpaTUTh BHUMAaHUE Ha 3HaUYEHUE (PaMUINHM — «CHET»), KOT/la 0CO-
3HAET, YTO OH COBEPUIMJ CTPALIHOE MPECTYIUICHUE, IPEAAB CBOETO APYra, KOTO-
poro HazbIBaj OparoM; y3HaB 00 3TOM IrepouHs craja onacHa ans Kopuonana.
CHOy nouTH JOTOHSIET €€, OPUECHTHUPYSICh HAa OCTABIIMECS CleNbl (1eTallb, CHOBA
anesuMpyroias Kk OaagHoMy mpeTekcty). B Oamnane HecMOTpsi HA TO, YTO
cnensl JIFocu U3 CTUXOTBOPEHHUS TEPSIOTCSA HA MOCTY, UTO CBUAETENBCTBYET O €€
BEPOSITHOW THOENH, AEBOYKA MPEACTABISETCS HEKOTOPHIM BCE €Ie ONIyKaaro-
uier no ceery. Tak u CHoy He HaxomuT Tena Jlrocu I'peit. OHa HaxoguTCs TOA
3alIUTOM Jieca, a NTUIBI — COMKH-TIEPECMEMIHUIBI — IMOMOTAKOT €M CKPBIThCS,
noBTopsisi necHio The Hanging Tree («JlepeBo BUCEIBHUKA»), KOTOPYIO CIIOXKU-
na Jlrocu I'peld, BKIIFOUMB B Hee ynoMuHaHus o npecryriennn CHoy. Jlrocu
['peit B pomMane kak ObI CTAHOBHUTCS MPHU3PAKOM, mpecienytonmm Kopronana
B pa3HbIX 00nmuusax: Kopuosian BCIOMUHAET O HEM, KOTJa BUAUT OTHUBO XeEM-
MuT4Ya Ui cMoTput Ha Kutauce. CraB nipe3usienToM, CHOYy CTPEMUTCS CTEPETh
mo0ble BocriomMuHanusi o Jlrocu I'peir, Ho He moxeT. C. KoinmnH3 ycunuBaeT
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TEMY BO3ME3MsA, BKIIOYas B IIPUKBEN YIIOMUHAHUE €I1I€ HE CO3PEBIIETO pacTe-
HUS «KATHHUC», 32 KOTOPBIM U OTIpasisercs Jlrocu ['pen, npiTasich HAMTH TTOBOJ
nokuHyTh CHoy. KutHuCC DBepvH HaclieqyeT HE TOJbKO OYHTapCKUM Xapak-
tep Jltocu I'pei, HO u ee necHro-obmuueHue CHoy. «/lepeBo BucenbHUKA) CTa-
HOBUTCSI TAMHOM OOpBbOBI 32 CBOOOlY U CBUAETEIBCTBOM TOTO, YTO MPECTYILIE-
Hue OyJeT HaKa3aHo, a CIIPaBEUIMBOCTH BOCTOPKECTBYET.

[TocnencTBusi MPOU3OIIECANINX B IEPBOM IPUKBEIE COOBITUN MOSIBIISIIOTCS
B «PaccBerte xarBbl». Kak u B npeasiaymem pomane, C. KouiMH3 akTUBHO HC-
NOJIb3YeT AMUTpadbl: OTKPHIBAET CHUCOK I[UTaTa, npunucsiBaemas J[x. Opyai-
ny °: All propaganda is lies, even when one is telling the truth. I don 't think this
matters so long as one knows what one is doing, and why ° [7]. C oxnoli cTopo-
HbI, OHa HAIIOMUHAET O >KaHPE aHTUYTOMHH, CHOPMHUPOBABIIIEM TOITHUKY ITUKJIA;
C Jpyrol — BCTymaeT B JMAJIOr cO cieayrommuM snurpagom u3 VY. breiika:
A truth that’s told with bad intent, / Beats all the lies you can invent [5, p. 147]".
O6a snurpada cBsi3aHbl C KATETOPUSIMH TPAB/bI U JDKU B CBETE HAMEPEHUN To-
BOPSILErO, OTpaXkas BAXKHYIO JUIsi pOMaHa TEMY — MPOIMAraHaa M €€ BIUSHUE
Ha MaccCBhl.

Ecnu B mepBOM NpuKBeEe pa3fAeIeHUEe Ha MUPHI [ILJIO MO NPUHIUANY «MHP
MPUPOABDY U «UCKYCCTBEHHBIN MUpP» (TOpoza / TOJIOIHBIX UTp / BOGHHOM 0as3bl),
TO BO BTOPOM IPHUKBEJIE BO3HUKAET MPOTHUBONOCTABICHUE MHUPA PEATBHOTO
«GKECTOKOT0, HO YECTHOIO» M MHpa «KAMHUTOJIUMCKOW Iponaranis». KoHuen-
1Sl TBOMCTBEHHOCTH YCHJIMBAETCSl C MOMOIIBI0O 00pa3oB OJIU3HEIOB (CECTpPhI
Meiicunun u Mepuin, cecTpbl-OMu3HAIMKNA XeiMUTYa), TapHbIX 00pa3oB, CBS-
3bpIBAlOIIUX HE TOJIbKO Amriepa Jlutbe u Cuma D0epHETH (FOHbIE HEBUHHBIC
KEPTBBI CUCTEMBI), HO U repoeB «PaccBera ®aTBb» U OCHOBHOW TPUJIOTHH, KaK
Meiicunu Jlonnep u I)xoanna Meiicon (repounu-OyHrapku) unu Jlyny u Pyra
(omexaeMble MIABHBIMU T€POSIMU FOHBIE COIO3HUKH, MPUHUMAIOIIUE CTPAITHYIO
CMEPTh Ha uX mazax). IIpeemMcTBEHHOCTH 00pa30B MMOMOTraeT CAENATh AKLEHT
Ha BEYHbIX MOpoOiemMax (HE3aBUCUMOCTh WM OJMHOYECTBO, MHIIOCEP]IUE Kak
IPOTECT), JAPUT «PaJOCTh y3HABAHMS» YUTATEISIM M XapaKTEpU3yeT IepoeB

® ABTOpY CTaThH He yaa0Ch HAWTH TIEPBOUCTOYHMK ITUTATHI, OAHAKO camo ums Jxopmka Opyamna
1 naoc ero Npou3BeICHHUM MO3BOISIOT ONPENEIUTh CEMAHTHUECKUI OPEOJT BBICKA3bIBAHMUS.

® «(JTro6as mpomaranaa — 10Xk, Jaxke KOTa TOBOPHIIL MpaBay. Ho 3To He BaKHO, €CTM 3HAEMIb, UTO
JieNlaellb U 3a4€M». — 3[1ECh U aJIee NIEPEBO] aBTOPA CTaTbH, €CIIM HE YKa3aHO MHOE.

" «(IIpaBna, cka3aHHas ¢ YMBICIIOM, / XyKe 060 JKI».
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KaK MpEJCTaBUTEIEH OAHON WEO0NOTHYECKOU JIMHUU (CTpemyieHue XehnMurtua
no3abotuthes o Jlymy, Jlyamie u CBOMX pOAHBIX COMOCTABUMO C OTPEOHOCTHIO
KutHucc criactu Mmamy, cectpy u Pyty).

OOpa3bl ABOMHUKOB YCUJIMBAIOT 3aJI0KEHHBIN B pOMaHE KOH(JIUKT MOJI-
JUHHOTO U J0xHoro. [Tornbmyro nogpyry Xeitmurtya Jlysmiy, koropas JoIKHA
OblJIa y4acTBOBAaTh B UIpax BMECTE C HUM, B HaKa3aHHE T'€POI0 OPraHU3aTOPHI
3aMEHSI0T €€ JBOMHUKOM — Jke-Jlyamnoit (JIyny). ApeHa, Ha KOTOpOil MpOXOasT
['ononHble UTpPBI, BBIVIIAUT Kak MPUPOAHAS WAWLUIMS, OJHAKO 3TO HILTIO3US.
B cozpannom KanwTonuem Mupe >KUBYT NEPEPOAKH: MYTAHTHI, BBIBEJCHHbIC
B JJaOOpaTopusx, He OOBIYHBIE )KUBOTHBIC, a UX 3JI00HBIC TBOUHUKU. DTH CYIIIE-
CTBA YK€ TMOSBISJIMCH B IEPBOM pOMAaHE cepuu «l OJOMHBIE UTPBD», TOTA IIEpe-
POJIKM HAITOMUHAJIM YK€ BBIOBIBIIUX TPUOYTOB. MOTHB 00OPOTHUYECTBA TaKKE
OTHOCHUTCSI K TTOBTOPSIEMBIM B paMkax cepuu: CHOy BBICTYyHaeT TaKuM ke 000-
poTHeM, 3aMmeHsis moryonenHoro uM Cesna ana cembu [lnunTa, a [lnytapx Xe-
BEHCOU 3aHMMAET TAKOE€ K€ «JIBOMCTBEHHOE» MOJIOKEHHE, ciyxa Kamuronuro,
HO OOpSICh HA CTOPOHE NOBCTAHLIEB.

I'epossmu-aBoiinukamu BeicTynatoT Kopuoman CHoy um Xeitmutu. [Ipotu-
BOIMOCTABJIEHbI KAaK MX TMOCTYNKH B CXOAHBIX CUTyalldsIX, TAaK W OTHOIICHUE
K Bo3m00eHHbIM Jltocu I'peit u Jlenop JlaB. Jlenop JlaB, kak u Jlrocu I'pent, —
apTUCTKa, OHa Takas e cMmesas OyHTapKa, KaKk U €€ COIUIEMECHHHMIIA, U TaKXKe
Xopouo, kKak u JItocu, JTaIuT C NTULIAMU, YXAXKUBAs 32 CBOUMHM T'YyCSIMHU, KakK 3a
netbmu. C. KomuH3 noguepkuBaeT ocoOyro CBS3b BO3JIOOJMEHHOW XehMurtua
Kak ¢ Jlrocu ['per, Tak 1 ¢ MUPOM MPHUPOABI C MTOMOIIBKD BTOPOTO UMEHH JIE-
BylIKU — J[aB — 3T0 ¥ OTTEHOK ceporo (LBET TOro k€ CHeKTpa, uto u 'y Jlrocu)
Y TOJTyOb (CMMBOJI YUCTOTHI U Mupa). BMecTe ¢ TeM ums JIeHOp BOCXOIUT K CTH-
xotBopenusiM J. Ilo (Lenore / «Jlunopy», 1843 u The Raven / «Bopon», 1845).

B niepBoM M3 HHUX JIMPUYECKHUM IEepOl BCIIOMHHAET O IOHOCTU U YUCTOTE
BO3JIIOOJICHHOU JIMHOp M CKOPOUT O CIUIIKOM paHHEM €€ yXoie U3 XKu3Hu. ['u-
0enb IeBYIIKM CTAHOBUTCS MPUYMHON TEP3aHWM M TOCKU repos. «Bopon» He-
CKOJIBKO pa3 uutupyercs B pomane C. Komnnn3. Bo-nepBbIX, CTPOKH U3 3TOTO
MPOM3BEICHUS TTOKA3hIBAIOT OOMIHOCTH TepoeB (Xeitmutya u JIGHOP, KOTOpBIE
CroCOOHBI BOCIIPUHUMATH APYT Pyra Kak JoAeH, a He KaK BUHTUKH CUCTEMBI).
Bo-BTOpBIX, OHU BBIMOJHSIOT KCIIPECCUBHYIO (DYHKITHIO, BhIpaXkast YyBCTBA Te-
posi. DTO MPOU3BEACHUE CIYXUT XEUMUTUYy HANOMUHAHHEM O JHOOUMOM
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1 cOOCTBEHHBIX MoTepsix. Hampumep, B ciieHe, rae repoi npeaaercss BOCIOMU-
HaHUSAM, ye3Kasi U3 POAHOr0 JUCTPUKTA, CTPOKU U3 CTUXOTBOpeHus [lo yepe-
IYIOTCSL ¢ BOCTIOMMHAHHUSIMU, @ TMOTOM BBIPAKAIOT €r0 PEaKIMI0 Ha COOBITHS
B HacTosiieM. Bonpoc Meiicunu JlonHep 006 orHuBe XelWMuT4da, MOJAAPEHHOM
Jlenop JaB: What is that?® — cuayana ocraercs 06e3 OTBeTa, HO HAKJIabIBACTCS
Ha CTPOKHU CTUXOTBOPEHHMS, IMMOBTOPSEMOTO repoeM mpo cedsi: Merely this and
nothing more [7, p. 54]°.

[IpoTuBOIIOCTaBIEHNE MPONUIOTO W HACTOSIIETO, HOITUYECKOTO U PEAITb-
HOTO TIOTYEPKUBAET IBOEMUPHE, BAXKHOE ISl TPOU3BEACHUS, U MPUIAET NIIyOU-
Hy oOpazy Jlenop /laB. bonbIinyro 4acTh poMaHa repouHs MOSIBISIETCS B BOCIIO-
MHUHAHUAX, CTAHOBACH I XEUMHUTYA OPUEHTUPOM U «My30il». HOHoma
OCO3HAET, YTO, BEPOSTHO, OOJIbIIIE HUKOT/IA HE YBUIUT JTOOUMYIO, YTO TMOTPY-
’KAeT ero B MeJaHXoyHio. Bee, 4To y HEero ocranoch, — CTpPOKH CTUXOTBOPEHUS
U naMsITh 0 Jrooumoil. Jlenop JlaB mpeBpaiaercs B «dX0», Tak ke, Kak u Jlrocu
I'peni crana «puspakom».

B-Tperbux, nurarsl u3 «BopoHa» ciyXar npea3HaMEHOBAaHUEM IPAy-
mmx coobiTuid. Kak u repounst cruxorBopenus 3. [1o, BozmoOiaeHHas XelMuT-
ya yMHUpPAeT, OCTAaBUB €MY >KEJIaHWE BBINIUTh HEKTap 3a0BeHus (HemneHod).
Henendom aJist HEro CTaHOBUTCS aJIKOTOJIb, KOTOPbIA XEHMUTY HE yHOTPEOIIsi
10 TomomHBIX UTP, HECMOTPS HA TO YTO 3aHUMAJICSA OyTierepcTBOM. XeHMuUTY,
kak u CHOy, mpuoeraer K sy, OHAKO, B OTJINYME OT TUPAHA, OH MPEAJIAraeT ero
HE JIpyruM, a ynotpeodinser caMm. ['epoil He MOXKET CIIPaBUTHCS C TEM, YTO HUKO-
rna Oonblie He yBUIWT kuBYyHO JleHop [laB, W XxodeT ymepeTb, OIHAKO €ro
yIepKUBaeT JTaHHOE BO3JIIOOJICHHOM oOemanue. B ciiene rudenu JleHop moka-
3aHa Bapualusa Ha Temy (punocodckoro nperekcra (Ha padoty 1. FOma, nurara
13 KOTOpoi BeiHEeceHa B snurpad). ®unocod nucan: That the sun will not rise
tomorrow is no less intelligible a proposition, and implies no more contradic-
tion, than the affirmation, that it will rise [7; 12, EHU 4.2]°. Ilepen cmepThio
Jlenop /laB mpocut XeMMuT4a clieyaTh TakK, YTOObI «COJIHIIE HE B3OIILIO B JICHb
XKaTBb» [7, p. 364], TO €CTh YHUUTOXXHUTH KaXKYIIIUECs He3b10IeMbIMU [ 0JT0THBIC
UTPBI U CUCTEMY, KOTOPYIO OHU CUMBOJIU3UPYIOT.

8 (1o 310?»

9 «Ix0, GOITBIIIE HUYETO.

10 «VTBepxkIeHNME, UTO 3aBTPA COHIIE HE B3OM/IET, CTOb XKe HENMPOTHBOPEUNBO, KaK U yTBEPKICHHE
0 TOM, YTO OHO B30MIETY.
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OTHolIeHHE K JIIOOBU MOKAa3bIBAET, KAK CHJIBHO OTIMYAIOTCSA LIEHHOCTH
CHoy n Xeiimutua. CHOy paccmarpuBaeT JI00OBb Kak ci1aboOCThb, OT KOTOPOM
HEOOXOMMO M30aBHUThCSA, MO3TOMY yHUUTOXaeT Jltocu I'peit u Bce, uTo 0 Hel
HaIlOMUHAET, Toraa Kak jJr000Bb K JleHop JlaB cmacaer XeiimuTua, naBasi CTH-
MyJl KUTh Pagu JAHHOTO oOemiaHusl. XeUMHUTY CTAHOBUTCS 3BEHOM B LICTIOYKE
COOBITUH, TPUBOJAAILIMM K YHUUTOXKEHHUIO [0J01HBIX Urp, a 00bEAMHEHUE TPH-
OyTOB-HOBHYKOB B paMKax €ro ['0JIONHBIX UTP U TIEPBBIE MOMBITKH PEBOIIOIIHO-
HEPOB YHUUYTOKUTh CUCTEMY U3HYTPHU — MPEIBECTHUKOM MACIITAOHBIX COOBITHI
B paMKax OCHOBHOW Tpuioruu. Ocobas cBs3b Xeimurua ¢ KurHuce DBepauH
CTPOUTCSI HA TOM, YTO OHM PAa3AEIAIOT OOIIME IIEHHOCTH (CTpEMIIEHHE K cIpa-
BEJINBOCTU U CBOOOJE, BAXKHOCTh CEMbU U JOJT IMEpeA Heil), mpuHaaiexar
K OJIHUM U TEM XK€ MUpaM (MUPY IPUPOABI U PEAJTbHOMY MUPY), HO MOT'YT B3a-
MMOJIEMCTBOBATh C BPAXKAECOHOM Cpeoil, HE MO/AIaBasICh €€ BO3ECHCTBHUIO.

TakuMm oOpa3zom, MOXKHO 3aKJIIOUHUTh, YTO B pomaHax «baimaga o 3mesx
U IIEBUMX NTHULAX» U «PaccBeT »kaTBb» 0CO0YIO pOJib UTPalOT COOCTBEHHO MH-
TEPTEKCTYallbHOCTh (QJUTIO3UM M IIUTaThl), MapaTEKCTyalbHOCTh (dmHUrpadbl
W 3arJ1aBHs) U METAaTeKCTyaJbHOCTh (Iepecka3 u Bapuauus). [lucarenpHuia uc-
MOJIb3yeT oOpalleHre K TEeKCTaM MUcaTeleii-pOMaHTUKOB U UX MO3THKE (00pa3
POMaHTHUYECKOTO Teposi, POMAHTUYECKOE JIBOEMHUpPHE, UHTEpEC K (POIBKIOPY
u uctopun). B npuksenax C. Komnnna3 ocoGeHHO yacTo oOpaimiaercs K poMaH-
TUYECKOM TpaJulIuM, TTOKa3biBasi ee B auanore ¢ ¢uiaocodueit [Ipocpemnienus.
OT1oT mpueM oboraiaer MUp MUCATEIbHULIBI, BIMSS Ha MPOOJIEMaTUKY MPOU3-
BEJICHUH, BBICTPANBasi HOBBIE CBA3U MEXIY I'eposiMU U coObITHsIMU. Mcnomnb30-
BaHWE [POU3BEICHUI pPOMAHTUKOB B KauyeCTBE NPETEKCTOB IO3BOJISIET
C. KonnuH3 noka3ark npo0eMbl, BOZHUKAIOLIUE B XOJ1€ B3aUMOAECHCTBUS Yelo-
BEKa U roCylapcTBa, oOpaTUThCA K TemaMm CBOOOIbI, CyAbObl, UCTOPUUYECKOM
NaMATH, JTUYHON U KOJUIEKTUBHON OTBETCTBEHHOCTH, IEMOHCTPUPYS Heocade-
BAIOIIYIO aKTYaJbHOCTH IS COBPEMEHHOM KyJIbTYphl MHOTHX HJIeH U 00pa3oB,
CO3/IaHHBIX MHCATEIIMU-POMAHTUKAMHU, TIPUBJICKAs BHUMAHUE K MX HACJEIUIO
HOBBIX YUTATEJIEH.
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VIIK 821.111

MS. FOUND IN AN OXYGEN BOTTLE I' IZKEHHUHI'CA
KAK PEHEIIIUA PACCKA3SA M. IUEJIVIM THE MORTAL IMMORTAL

A. U. lyueBa

HaunonanbHbIi HCCIIeN0BATENbCKUNA YHUBEPCUTET
«BpIcIas mKkojia SKOHOMHKH
alinka.igorevna345@gmail.com

Crarbs nocesiiieHa aHanu3y peuenuuu pacckaza M. e «CmepTHbI GeccMepTHBI» B
XX B. Ha npumepe pacckaza I. Jxennunrca MS. Found in An Oxygen Bottle. Vccnenyrorcs
TpaHchopMaI B kaHpe HaydHou ¢antacTuku B 60—70-¢ rr. XX B., CBSI3aHHBIC C BO3HUKIIUM B
3TO BpeMs HalpaBJICHUEM, U3BECTHBIM Kak «HoBas BoiHay. ColranbHO-TIONMUTHYECKass 00CTaHOBKa
BTOpOM nosoBHHBI XX B. JAENAET aKTyaJbHBIM OOpallleHue K MPOU3BEACHUAM 30XH POMaHTHU3MA C
LIEJIbI0 OCMBICJIEHHUS MOCJIEICTBUI HAy4YHOrO Iporpecca. AHaIU3upyeTcsl peajir3yeMasl B pacckase
I'. Jlxennunrca tpaguuus O. A. [Io — BO3MOXHOCTh TPAaKTOBaTh COOBITHSI (PAHTACTUYECKU WIIN pea-
JMCTUYECKH, Kak urpa ¢ unrtareneM. IlogpoOGHo uccnenyercs pacckas aMepUKaHCKOTO MHcaTeNs Kak
CIOJKETHOEe U HjeiiHoe npopoinkeHue «CmeptHoro OeccmeptHoro» M. Ilemnmu. OGpamasce K aH-
IIMACKON M aMEPUKAaHCKOM POMAHTUYECKOM 3CTETHKE, a TAK)KE YaCTHUHO HCIIOJIb3Ys METOAbI N300-
paxeHus (aHTACTHMUECKOM JeHCTBUTENBHOCTH, NpUBHECEHHble B xkaHp «HoBol BoIHONY,
I'. JIDkeHHUHIC KPUTHKYET BCEOOIIYIO0 pallOHAIN3AUI0 U JIO)KHOE YYyBCTBO IIPEBOCXOJICTBA MO OT-
HOILIEHUIO K MPEIbIAYIIUM dTanaM pa3BUTHs YEJIOBEUECTBA, OCMBICIISSI BO3MOXKHOE KPU3UCHOE Oy-
Jyliee 4eJI0BeUYeCTBa, TEM CaMbIM BbIpakash BCEOOIYI0 TPEBOTY, BbI3BAaHHYIO JIEPHON Yrpo30il BO
BpeMs XOJIOHOMN BOVHBI.

Knrwoueswvie cnosa: nayunas pantactuka, poMmanTusM, peuenuus; I. [xkennunrc, M. Illemn,
3. A. Ilo.

MS. Found in An Oxygen Bottle by G. Jennings
as a Response to M. Shelley’s The Mortal Immortal

Alina 1. Dutseva
National Research University Higher School of Economics
alinka.igorevna345@gmail.com

This article analyzes the reception of M. Shelley’s short story The Mortal Immortal in the
20th century using an example of the short story MS. Found in An Oxygen Bottle by H. Jennings.
The transformations in the science fiction genre in the 1960s and 1970s are considered with a spe-
cial focus on the “New Wave” movement. The socio-political situation of the second half of the
20th century makes it relevant to turn to the works of the Romantic era in order to understand
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the consequences of scientific progress. The tradition of E. A. Poe, noticeable in G. Jennings’s nar-
rative and style, allows for the possibility of interpreting events in a fantastical or realistic manner,
as a part of a game with the reader. The article examines in detail how the story by the American
writer continues M. Shelley’s The Mortal Immortal in terms of plot and ideas, turning to English
and American Romantic aesthetics, and partially using the methods of depicting fantastic reality
brought to the genre by the New Wave. G. Jennings criticizes the general rationalization and false
sense of superiority in relation to previous stages of human development, comprehending the possi-
ble crisis-ridden future of humanity, thereby expressing the general anxiety caused by the nuclear
threat during the Cold War.
Keywords: science fiction, romanticism, reception, G. Jennings, M. Shelley, E. A. Poe.

Jluteparypa Kak sIBIICHME HE MOIJIA HE OTPEArupoOBaTh HA HAIPSKEHHYIO
MOJINTUYECKYI0 00CTaHOBKY BTOpOM mojoBUMHBI XX B. [locneBoeHHbIN nepuon
O03HAMEHOBAaH CTPEMUTENIbHBIM HAy4YHBIM MPOrPECCOM (aTOMHOM 3poH, nHdop-
MaIlMOHHOM PEBOIIONMEH, KOCMHUYECKOM TOHKOM, TeHHOW WH)KEHEpHel), 000-
ramjaromuM HaydHywo ¢anractuky. 60—70-e IT. cTaji BpeMEHEM OOHOBJICHUS
XyJIO’)KECTBEHHOTO METOJa M COJEpKaHUs B >KaHpe Onarogapsi TpyIime
M. Mypkoka B BenukoOputanuu u nosxe — ruesae nucarenein B CILIA [1].
JI:x. Meppuii, nmucaTenbHUIA U KPUTHK, OOBSICHSIIA TIPOUCXOASIIEE B HAyUHOU
(aHTaCcTUKE CIETYIONUM 00pa30oM: HOBBIM METOJ ObLT HAa3BaH «IPUMEHEHUEM
COBPEMEHHBIX M HWHOTAA JKCIIEPUMEHTAIBHBIX JINTEPATYPHBIX MPUEMOB K CO-
BPEMEHHBIM / SIKCIIEPUMEHTAIbHBIM CHEKYJISLUAM, KOTOPbIE U COCTABIISIIOT CYTh
Hay4yHOU (anTtacTuku» [Tam xe]. Odopmunack «HoBas BoimHa»: Tak BIIEPBbHIS
K. IIpuct HazBan o6pa3oBasieecs B )KaHPE HAIMpPaBICHUE [TaM XKe].

Uurarenu HayyHOU (paHTACTUKH CliepBa MPUHSIN HOBAaIMU KOHIA 60-X —
Hadana 70-X IT., HO OBICTPO MOHSUIA, YTO ABTOPHI OTOILIN OT KJIACCUYECKUX TEM
MCCJIEIOBaHMUSI BPEMEHU M KOCMOCa (MMEHHO 3TO MPUBIIEKAIO B KaHpE); Kak
o0wsacHsier P. CunBepOepr, mIaBeHCTBYIOIIEH CTajla KOHIIENIUS «BHYTPEHHETO
KocMoca» [TaM xke]. M XoTs monmyinsipHOCTh HapaBJICHUS IMOIILUIA HA CIIaJ, HEJb-
351 HE OTMETUTH BKJIaJ «HOBOM BOJIHBDY B KaHp: MHUCATENN U KPUTUKU OCO3HA-
JIM, 4YTO Hay4yHas (paHTaCTUKAa MOXKET OBITb YEM-TO OOJIBILIUM, HEXKEIIU «IIPSIMO-
JUHENHOE W3JI0KEHUE OYJIbBAPHBIX CIOXKETOB C KAPTOHHBIMHU MEPCOHAXKAMHU.
B H® (nayunyto danractuky. — 4. /[.) IpUILLIN CIOXKHBIE CIOKETHI O CIOKHBIX
JUYHOCTAX B CJIOXHBIX M HEOAHO3HAYHBIX CUTyauusax» [TaM xke|. B croxerax
AKIIEHT ObLI C/ICJIaH HA BIIUSIHUE OTKPBITUN HA )KU3Hb YEJIOBEKA.
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Hayunas ¢daHTacTMKa MBITAETCA OCMBICIUTH BO3MOXKHOCTH JlalibHEHIIEH
ABOJIIOIIMHU YEJIOBEKA B HOBBIX TEXHOJIIOIMYECKUX YCI0BUsAX. OOHOBIEHUE XyN0-
’KECTBEHHOT'O METOJIa YKaHpa COBMAJIO C HaMpsKEHHOW 00cTaHOBKOM 60-X TIT. —
YIpO30M I€pHOM BOMHBI. 31€Ch, Ha HAIll B3I, MTOSABISETCS JOMOJHUTEIBHOE
OCHOBaHHE OOPAaTUThCA K POMAHTUYECKOW ACTETUKE, NMOTOMY YTO U Hay4yHas
(aHTacTUKa, U POMAHTU3M PEarupyroT Ha TeXHUYECKUU mporpecc. OaHUM U3
aBTOPOB, OCMBICIISIFOIIUX MOCIECTBUSI Pa3BUTHUSI TEXHUKHU, CTal aMEPUKAHCKUI
nucarenb [apu Jxennunrce (1928-1999). Ilocne ycmexa poMaHa «AITEK»
c 1980 . oH co3maBayn TOJIBKO HCTOpHYeckue pomaHnbl. Ceivac JIKEHHUHIC
HE CTOJIb M3BECTEH HaM KaK aBTOP Hay4yHO-(paHTACTUUYECKUX MPOU3BEICHUM,
onHako B 70-e IT. oH meuataics B xkypHane The Magazine of Fantasy and Sci-
ence Fiction ¢ TakUMU NHCATENSIMU, KaK A. A3MMOB, Y€l BKIJIaJl B Pa3BUTHUE
Hay4yHOU (PaHTACTUKU HEBO3MOXHO OTPUIIATh.

Paccka3z [[»xeHHUHTCa, KOTOPHBIM OyJEeT UCIIONIB30BAaH B Kau€CTBE MPUMEPa,
HasbiBaeTcs MS. Found in An Oxygen Bottle [2]. Takoe Ha3BaHHE SBHO OTChLIIA-
€T K u3BecTHOMY mpousBeneHuto J. A. Ilo MS. Found in a Bottle [4]. Crout
CKa3aTh, YTO B JaHHOM pacckaize [lo TpaaWIMOHHO OCTaBISIET BO3MOXXHOCTH
MHCTHUYECKOM M peAIMCTHYECKOM MHTeprnperanuu. C OJHOW CTOPOHBI, MOXKHO
MOyMaTh, 4TO KOpabJib, HA KOTOPOM IUIBIBET IJIaBHBIM T'€pOH, MOMaiaeT B BOJO-
BOPOT, a HE B JbIpy B okeaHe psaoMm ¢ FOxubiM momtocoM [5, p. 160] u Bech
pacckas — 9TO Urpa ¢ YUTarejJeM U BHICMEMBAHUE MOMYJISIPHBIX B TO BpEMsI MOP-
CKMX pOMaHOB [6, p. 167]; ¢ Apyroit CTOpOHBI, TPOU3BEACHUE MOXKHO MPOYECTh
KaK MHUCTHYECKOE, KaK UCTOpHUIO O JleTyuem rosuianine Wi MOPCKOE MPUKITIO-
yenne B ayxe «Ckazanus o crapom Mopexone» C. T. Komppumxka. I'epoit Ilo
nonajaeT Ha KOpaOnb-NpU3pakK, rJe BeJeT JHEBHUK, OMMUCHIBAS MPOUCXOSIIEE
[5, p. 150—151]. Ha myTu k OxHOMY ToMtoCy KopaOiib omajaeT B BOJIOBOPOT,
KOTOPBIN 3aTATMBAET €ro B TOT MOMEHT, KOTJIa PAacCKa3uMKy Ka)Ke€TCsl, YTO OH
BOT-BOT MPHUOIU3UTCS K PACKPBITHIO OTPOMHOM TaiHbI. . J[PKEHHUHTC MCTIOJb-
3yeT MOXOXKHUN IMPUEM: PACcCKa3 Pe3KO OOpBIBAETCA U Mbl HE 3HAEM, YTO Ha ca-
MOM JIeJI€ CITyYMIIOCh C €r0 repoeM, a TakKe TO, KaKk UMEHHO ObLIM OOHapyxe-
HBI ero 3anucu (repoit [lo mumeTr o HaMepeHuH CHPSATaTh 3aMKUCH B OyTHUIKY
nepes karacTpodo, Toraa Kak repoi JPkeHHHHTCa SKCIUTUIIMTHO HE BhIpaXKaeT
UACI0 COXpPaHWUTh OOPTOBOHM KypHajd B KHUCJIOPOJHOM OaiioHe; Oojiee Toro,
HE KOHKPETU3UPOBAHO, B KakoM (opmare OH €ro BEACT — B ayauo WIH Ke
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nucbMeHHO). OH BeZieT OOPTOBOM KypHaJ Jlake B OMACHBIX CUTYallUsiX, HO TaK
KaK OH BBIXOJUT U3 30HbI J1a3epOB 3eMJid, HHPOpMAIIUsI CKOPO MEPECTAHET JI0-
xonutb: Why hell I log now? Still in laser comm All this data rcdng on ground
Save logging till out of range [2, p. 98]. [103xe OH TOBOPUT, YTO HACTPOWUJI JIaT-
YUKU Ha Tepenady MHPopMalMu O MEepEeMEIeHUH, HO HE Mepeady >KypHala:
I have set the ship’s transmitters automatically to laser back full data on every
move I make, every planet I visit; the reports will take a long time to get there,
but they will get there [2, p. 100]. Tak J[>keHHHHTC, B KaKOW-TO CTEIIEHU UTpas
C uuTareneM, cieayet Tpaaunuu [1o, KOTOPBIM CTaHOBUTCS ISl HETO 3CTETHYE-
CKMM OpUEHTHUPOM, MU HMMEHHO Ha3BaHUE pacCKa3a IOMOTAEeT OCO3HaTh 3Ty
CBA3b, IOTOMY YTO CIO)KETHO aBTOP CJIEAYET 3a APYTrMM MucareieM — Moapu
[lenmm.

OOpamasach Takxke K OpuUTaHCKOM pomaHTM4eckoil Tpaauuuu, I. J>keH-
HUHTC BBOJIUT Teposi pacckaza The Mortal Immortal M. lllennu B HOBOE OKpY-
KeHue — Oyaylee, riae TeXHUYeckuid mnporpecc modexmaer. Croxker J[keH-
HUHrca TmnpojaokaeT croker Mbpopu Illemnu: OeccMepTHBI U3-3a  3€7bs
anxumuka Bun3u (a uMs repost JDKEHHUHIC HE HA3bIBAE€T) OTIPABISIETCS B IMy-
TEUIECTBHE, YTOOBI HANTH COOCTBEHHYIO cMepTh. Mcronbp30BaHuEe CrOKETa IU-
caTebHUIBI 0003HAUYEHO B MO/3arojioBke 00 aBropctBe (by Gary Jennings and
Mary Wollstonecraft Shelley [2, p. 88]).

Paccka3z Mbopu lllennu oryactu HanoMHHAeT HaM «30JI0TOTO Ocya» AIy-
nesi, B KoropoM JIyiuid, skesas mpeBpaTuThCs B MTHUILY, IO OIMKOKE peBpalaeT-
csi B ocna. M3BecTHO, 4TO MMCaTElIbHUIIA TEpPEBENa 3TO MPOU3BEICHHUE 10
HacTostHUIO Myka B 1817 1. [3, p. 115]. FOnoma Bunsu y llennu xouet u3ba-
BUTHCSI OT HEBBIHOCUMOM JJIsl HEro JiI0OBU K bepTe, mo3TOMy BBINMBAET 3€J1b€
cBoero yunrtens KopHenmyca Arpummbl, HO OHO OKa3bIBAETCA dJIEKCUPOM Oec-
cmeptus. [Ipu 3ToM BUH3M BBHINMUBAET TOJIBKO MOJOBUHY, TOITOMY BMECTO TOJI-
HOLIEHHOTO OeccMepTHs MoJiydaeT MEIJICHHOE cTapeHue, 3a npumepHo 300 jer
KW3HU OH HAXOIUT y ce0s OMH-eIMHCTBEHHBIN cel0M Bojioc [5, p. 164].

BrinmuB 3einbe OeccMepTusi, repoil OKa3bIBA€TCS COBEPILICHHO OTUYXKICH
OT 001IIeCTBa U3-3a CBOSH M3MeHuBIEeHcs mpupoabl. OH yke HE YeJIOBEK B IIPH-
BBIYHOM CMBICJIE, IOTOMY YTO €CTECTBEHHBIM IUKJ XU3HU HAPYILIEH — repoi
3anept B cBoeM OeccmeptHoMm Ttene. [Ipomomxkas croxer M. lemnu, JxeH-
HUHIC TUIIET, 4YTO, MOXOPOHUB bepry, BuH3M OKOHYATENbHO TEPSAET CBSI3b
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c uesnioBeuecTBOM: And at the end, when I heaped the sod over her dead body,
I wept to feel that I had lost all that really bound me to humanity [2, p. 97]. As-
TOp TakKe IMOAXBaThIBAaCT HCMHOJb30BaHHYI Illennu Tparnueckyro momamb-
HOCTb, KOTOPOH OKpAIlIEHO CYIIECTBOBAHUE T'ePOs TOCIIEC MPUHATHS DITUKCHUPA.
VYike nepBoe npensioxxenue pacckasza (I am alone [2, p. 88]) HacTpauBaeT yuTa-
TeJIsl Ha OMPEIeIEHHOE SMOIMOHATIBLHOE BOCIIPUSATHE: C OJJHOM CTOPOHBI, BuH3M
Ha JIaHHBIA MOMEHT (PU3UYECKU OJIMH Ha Kopaldiie, C Ipyrol CTOPOHBI, OH OJU-
HOK B mpuHIUIe (1o3ke oH nummet: [ am alone. I have been alone all my life.
But now I am more alone than any man has ever been [2, p. 98]); kak BUIHO,
JIKEHHHHIC COXpaHSIeT POMAaHTUYECKUH 00pa3 BEYHO OAMHOKOIO TIeposi-
W3THAHHHKA.

Pomantnueckoe OerctBo repos Mopu lllenmnmu — sxcnienuums B AanbHUE
Kpas, TAC CHJIbI MPUPOBI TOJDKHBI MOTJIOTHTH €r0 TEeIO0, — 3TO CTPEeMIICHHUE
K cBOOOJIe, HO UCTUHHAS CBOOO/Aa HE €CTh OeccMepTHe Tela, a OeccMepTre Ay-
IIM, TOCTUTHYTh KOTOPOTO MOXKHO TOJBbKO mocine cmeptu: I shall adopt more
resolute means, and, by scattering and annihilating the atoms that compose
my frame, set at liberty the life imprisoned within, and so cruelly prevented
from soaring from this dim earth to a sphere more congenial to its immortal
essence (371eCh U Jjajiee BoIIeNIeHO MHOU. — A. /[.) [5, p. 164]. B mupe Oynyiero
['pu JI>keHHUHTca POMAHTHYECKOE OETCTBO B MPUBHIYHOM MOHUMAHUU (HA JIO-
HO TIPUPOIBI) HEBO3MOXKHO, ITOTOMY YTO Ha MECTE 3eJICHBIX NeH3akel BhIPOCITH
BBICOTHBIC  3/IaHWS, HAlOMUHAIONIME HAArpoOuss — padl  paspylieH
nuBUIM3anuei: From the distant margins of the port, dimming into the horizon-
less smog, stretched the monotonously foursquare ranks and files of togeth-
erment buildings, like titan tombstones [2, p. 89]. At the time I buried Bertha
here — with my own hands I dug her grave and rested her in it — this was one of
the most fertile valleys of the Perigord, an Eden of greenery <...> [lbid.].
HpaBcTBeHHOE OuMIlieHHE B JyX€ aMEPUKAHCKOM POMAaHTHUYECKOM 3CTETUKHU HE-
BO3MOXKHO, TIOCKOJIBKY 3€MHasi Ipupojia 0€3BO3BPaTHO yTpadeHa. Tem He MeHee
YeJIOBEUSCTBO HIIET HOBYIO, HEHCIIOPYCHHYIO TUTAHETY, KOTOPYIO MOXHO OBLIO
OnI 3acenuth: I can only hope and believe — and I do believe — that one of my
reports will be a happy hurrah of arrival at the most beautiful, most welcom-
ing world in the universe [2, p. 100].
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B ocmbicnennn JI)K€HHUHICaA IUIOABI TEXHUYECKOTO IIporpecca IMpeacra-
I0T B pa3pylIMTEILHOM acleKTe — siepHas 6oM0a, yrpokaBInas CyIIecTBOBa-
HUIO YeJIOBEUECTBA, CHOBA MPUBOAMT K MIPOTPECCY M y)KE YIIOMSHYTHIM HaJIeXK-
JlaM Ha KOJIOHU3AIUIO JpYroul miaHetwl: For a time in the 20th century there
was talk that the creeping blight of people, more people, ever more people
might be ended by the Bomb — and a good deal else ended besides. But that
scare seemed only to excite mankind into still more fevered increase, and the
Bomb didn’t fall [2, p. 91]. OGo3naueHue 00MObI Kak the Bomb, ¢ GonbIIOn
OyKBBI, HATOMUHAET OAHO W3 oOo3HaueHuit CynHoro AHs — the Day, HO MuUp
nporpecca Mpicautcs kak mup 0e3 bora. ¥ M. lllennu Bun3u eme pykoBoj-
CTBYETCSI MOPaJIbHO-PEITUTHO3HBIMU COOOPAKEHUSIMU M HE PEIIacTCs COBEp-
IIUTh CaMOyOUICTBO MJIM «CAenarh Apyroro uenoBeka Kaunom»: This very day
I conceived a design by which I may end all — without self-slaughter, without
making another man a Cain — an expedition <...> [5, p. 163]. C apyroii cTopo-
HBI, 1711 HETO CaMOyOHIICTBO, BO3MOKHO, SIBJISIETCA HE CTOJIBKO TPEXOM, CKOJIBKO
JUYHBIM YHM>KEHHEM JJIs1 TAKOTO MCKJIIOUUTENIBHOTO uenoBeka: [ would not die,
and leave no name behind [1bid.]. ['3pu J»eHHUHTC pa3BUBacT UMEHHO BTOPYIO
BEPCHI0, TIOJYCPKUBAs, YTO B COBPEMEHHOM MHUpPE CYHIMJ OOJbIlIe HE Tpex:
Suicide? It is no longer a sin or a crime or a confession of fliilure; indeed it is
rather tacitly encouraged on Earth these days. But I could never take that way
out, either. I could never bring myself to snuff out the most remarkable life that
ever was bestowed on a mortal [2, p. 99].

O6a BuH3u 0CO3HAIOT CBOKO MCKIIOYUTEILHOCTh. Y Illemnu repoit 3amy-
MBIBAET IKCIIECAUINIO, KOTOPYIO HE CMOXKET MEePEKUTh HU OJIMH CMEPTHBIH, TaKe
€CJIM OH MOJIOJ W CHWJICH, W Ha3bIBaeT ceOs 4yoM W OjarojmeresieM deoBede-
ckoro poma: <...> an expedition, which mortal frame can never survive, even
endued with the youth and strength that inhabits mine. Thus I shall put my im-
mortality to the test, and rest for ever — or return, the wonder and benefactor of
the human species [5, p. 163]. I'epoit JI>KeHHUHICa BBIKWJI B SKCHEIUIIUU
¥ JKJIET HOBOTO MCIBITaHMS, KOTOPOE IO CHjIaM JHINb eMy: Why me? Because
I made sure it would be me [2, p. 91]. I XoTa 0OH MeUTAaECT O CMEPTH, OH OOBSIC-
HSET, TIOYEMY MPOIOJDKAET XKUTh. BO-TIEpBBIX, OH HE MOXKET CAENaTh APYroro
yesoBeka youitnen: I could at any time have provoked another man to kill me;
but to make a fellow-man a murderer — ? No, I never really had a fellow-man,
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and so I have forever dodged that expedient. Other men are not my fellows
[2, p- 98]. Bo-BTOpBIX, OH BEPUT B COOCTBEHHYIO MCKIIFOUUTEIBHOCTD U CYlbOY,
0 4ueM nojipoOHee OyIeT cka3zaHo Mo3xke. 3/1ech JP)KeHHUHIC OTYACTH COXpPAHSET
HPOHUYECKYI0 MOJAIbHOCTh: MBI OXHJaeM OjaropoicTBa BuH3M mo OTHOIIIE-
HUIO K JIIOJSIM, HO Ha CaMOM JIeJie COITMaIbHO €My HUKTO HE ONHM30K, OH «Ipy-
roit» — 0ECCMEPTEH M OTYACTH BBIIIE€ OCTAJBHBIX, TAK KaK HE MOAYUHSIETCS 00-
UM 3akoHam tnipuposbl. [loxoxas uaes owsuia u B Tekcre Mapu llennu: I have
asked myself, whether suicide would be a crime in one to whom thus only the
portals of the other world could be opened. I have done all, except presenting
myself as a soldier or duellist, an object of destruction to my — no, not my fel-
low — mortals, and therefore I have shrunk away. They are not my fellows
[5, p. 163].

Kak yxe ObuTo ckazaHo BbIIe, Bun3u J[>keHHUHICa BEPHUT, YTO DITUKCHUP
OBLTT CO3/IaH HE CIy4YailHO W 4TO eMy ObLTa yroToBaHa ocolas cyanda (u3o0pa-
KEHHUE CIIOKHBIX TePOEB B CIOKHBIX 00CTOATENbCTBaX B 70-€ IT. MOX0XKE HA U3-
BECTHYIO POMAaHTHYECKYIO (OpMYyNTy H300paKEHUS HCKIIOYHTEIIBHBIX TEePOCB
B HCKJIFOUUTENBHBIX OOCTOATENbCTBAX), TTOITOMY OH HE COBEPIIMI CaMOyOuid-
cTBO: Always — even at my most wretched and lonely — I kept telling myself that
that elixir did not come into existence by accident, nor was it pure chance that /
drank it. Always I kept telling myself that I was chosen — preserved — for some
particular destiny [2, p. 99]. OcoObIM MOMEHTOM CTaHOBUTCS MPOEKT «SHYyC» —
MOCJICIHSIS HaJIekK/a CITACCHHS YeJIOBEYEeCTBA OT CaMOro ceOsl, KaK IMHUIIET Te-
poii. J)KuBsi y)ke oueHb JOJTO€ BpPEMsi, OH CIIOCOOCH KPUTHYECKU OCMBICITUTH
pa3BuTHE yeroBeuecTBa. IHTepecHO Ha3BaHUE MpoekTa: SIHyc — IBYJIUKHUI OOT
B JipeBHEpUMCKOW Mudosnoruu (oOpanieHue K aHTUYHOCTH, CBOMCTBEHHOE PO-
MaHTHKaM W TaKXe IMOAXBaTbiBaeMoe J[KEHHUHTCOM); M300pakaeTcsi B BUIE
MY>KYUHBI C JIByMS JIMIIaMU — OHO W3 HUX, MOJIOZOE, HalpaBjiIeHO B OymyIee,
a Ipyroe, MOXUJI0€e, HAlIPaBJIeHO B TIpomuioe. Takoe Ha3BaHUE YIaqHO OTpakaeT
CYTbh MPOEKTA: HAWTH HOBYIO TUTAHETY JIJISl 3aCEJICHHS Y€JIOBEYESCTBA, YTO CTAHET
HayajJOM HOBOW XKM3HHM M HOBOTO HJCaIbHOTO MHpa, IO ciioBaM repos. Ho o06-
pa3 Snyca mapasmieneH oOpasy camoro BuH3u, a ToO4Hee, €ro JBOMCTBEHHOM
MpUpPOZE: MOJIONOW BHEIIHE, BHYTpeHHE OH cTap. lllennm 3akmanpiBaeT u apy-
T'YIO JIBOMCTBEHHOCTD B XapakTepe BuH3H: B HEM KMBET HEHABHUCTh K CYIIECTBO-
BaHWIO M OJIHOBPEMEHHO CTPaX CMEpPTHU, O0S3Hb yMEPETh, HE OCTABUB MaMSTU

~137~



ANWCTONA. PUNOADTINECKMY | $0HAN. 206, TOM b. BAIN3CH 11

o cebe: Yes, the fear of age and death often creeps coldly into my heart; and the
more [ live, the more I dread death, even while I abhor life [5, p. 162—-163]. Tak,
KOH(IUKT Teposi CTPOUTCS HE CTOJLKO Ha TMPOTUBOPEUYHH MEXTY BHYTPEHHUM
«sI» ¥ BHEIITHAM MHPOM, CKOJIbKO Ha aMOMBAJICHTHOCTH €T0 JKeJIaHUH.

TexHuYecKkuil mporpecc, MoJ0KUTEIbHBIN C TOUKUA 3pEHUS YEJI0BEYECTBA,
OKa3bIBACTCS TIOYTU OOJIE3HBIO B MeTadOpUUYECKOM CMbIcie. JP>KEHHUHTC OIH-
ChIBAaCT BCEOOIIUU pAIMOHAIN3M, WCKIIOYAIONTUN KaTeropuio (GaHTa3uu-
BOOOPKEHHMS, Kbl YeJIOBEK B M300pakaeMOM MM OyAyIleM — IparMaTuk
C YMCTO HAyYHBIM TUIIOM MbIIUICHUS: We are all scientists now,; even the man in
the street is knowledgeable and pragmatic [2, p. 92]. Tem He MeHee TOT palu-
OHAJIU3M SIBJISIETCS JIOKHBIM. J[>KEHHMHTC TTOJJYEPKUBACT 3TY HJICIO C TTOMOIIBIO
BBIJlyMaHHOU UCTOPHUH 00 M300peTeHrH OeckoHeuHoro ToruiuBa: In A.D. 2116,
Lee Chang-Tsu — punching almost at random, they say — found in the
computer’s printout his now-famous ‘“‘antimatter” equation [lbid.], — yueHbIit
CIIy4aitHO HaxoAHuT (GOPMYITy Ha CBOEM KOMITBIOTEpE, U TAHHOE OTKPHITUE MOXK-
HO OOBSICHUTH JIMIIIb CTEYCHUEM 00CTOATENHCTB. HEBO3ZMOXKHO MO3HATH MPUPO-
Iy BCEro, MOTOMY YTO €CTh (DaKThl, OTPUIIAIOIINE JTIOOBIC 3aKOHBI: even an ex-
perimenter groping in the dark, be he nuclear physicist or Dark Age alchemist,
can sometimes make a discovery that defies explanation and the laws of proba-
bility [1bid.].

JI>KeHHWHTC CTaBUT B OJIMH PsII HAYYHO Pa3BUTOE OOIIECTBO W CPEIHEBE-
KOBBIC QIIXUMHUYECKHE OJKCIEepUMEHTHl (momo0Hble ombiTaM KopHennyca
Arpunmel y Wlenmm): It is an experiment precisely as empirical, uncertain and
gropingin-the-dark as any that the unscientific alchemist performed with his
crucibles and alembics [Ibid.]. HecMOTpsi Ha U3BMEHUBIIMIICSA TUI MBIIUICHUS,
Ha TIOJyYCHHbIC 3HAHWSI U HOBBIC OTKPBITHS, YEJIOBEUECTBO B JFOO0N MOMEHT
CBOETO Pa3BHUTHS, U B MPOIILIOM, M B BEICOKOPA3BUTOM OyAyIlleM, MoJlaraeTcs Ha
UJICI0 «HE MOMPOOYyeIIh — HE y3HACIIbY (B TEKCTE 3TO Ha3bIBaeTCs 11y it and see
[2, p. 92, 99]), paunoHanu3anys MUpa HE MOXKET MIPEOJI0JIETh 3TO OTPAHUYCHUE.
I'epoii J[>keHHUHTCa TOBOPUT O MHUMOM ITPEBOCXOJICTBE KaXKJIOTO 3Tara pa3BH-
THS OOIIECTBA MO OTHOIICHUIO K JpyroMy: ynomuHanue Kopaemmyca Arpuriib
BBI3BIBACT CHUCXOIUTEIBHYIO YCMEINIKY, TTOTOMY YTO TOT, HE 3Has 3aKOHOB
IIPUPOJIBI, TIBITAICS YIPABIATh €l C MIOMOIIBIO 3€JIMA U CHAIOOWM; TeM He Me-
HEe M300PETeHHE BEYHOTO JIBUTATENS C MOMOIIBI0 aHTUBEIIECTBA IO CIOKETY
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pacckasa MPOWCXOANT CIyYaiHO, JIFONH 3HAIOT, YTO MEXaHU3M OyzeT paboTarts,
HO OHM HE 3HAIOT, Kak ¥ noueMy. Torna Bun3u J[)keHHUHICa 3amaercs BOIPO-
coMm: Are we, then, so superior to Agrippa, who knew that fire could not be
made without oxygen, but never knew why? [2, p.92]. IIporpecc ocraercs
TOJILKO BHEIIHUM, MHTYUTHBHOE TMO3HAHHE MHUpPA B IyXe aMEPHUKAHCKOTO PO-
MaHTU3Ma HEBO3MO)KHO B YCJOBHSIX pallMOHAIM3AIMU. TeM HEe MeHee 4yeoBe-
YeCTBO B pacckasze /[PKeHHMHIca MPUXOJUT K CO3HAHMIO aTOMHOW OOMOBI, YTO
B CBOIO OYepe/Ib MOOYKIaeT JItoeil UCKaTh HOBYIO 3EMIIIO, pacTpadnBas BCE pe-
CYpChl Ha 3Ty MHUCCHIO M YCKOpsisi mpuOimkenue karactpodsl: But the Old
Earth, digging down to the very fuzz in its pockets, could afford to build only
this one titanic Janus and point it at only one of the beckoning planets
[2, p. 99]. Bun3u /[>keHHHHICaA MPUXOAUT K BBIBOAY, YTO €CIIH €r0 MHCCHUS 3a-
KOHYHTCS HEYIa4HO, TO MIOTHOHYT HE TOJIBKO HAJEK bl 3EMJIM Ha HOBYIO JKHU3HB,
HO U cama 3emutst: And if that man returned to say that Planet 4 was sere and
dead, then so would be Earth’s hope, and so — very soon — would Earth be
[Ibid.]. Takum 0Opa3om, J>KEHHUHIC B PyTypUCTHUECKOM aHTypa)e pa3BUBAET
Tparudeckyto wunaero lllennmu, cBsS3aHHYIO C HEBO3MOXHOCTHIO 3I(P(HEKTHUBHO
MIOJIB30BAThCS UCKITIOUUTENHHBIMU CTIOCOOHOCTSIMH M OTKPBITHUSIMU.

HNuTepecHo, 4To J[PKEHHUHTC CTHUIMCTUYCCKH OTPaKaeT HEYBEPEHHOCTH
Bun3u B cBOel cMepTHOCTH WM B OeccMepTuu: Ppa3bl NEPUOTUIECKH OOPHI-
BAIOTCS, HO X MOXXHO BOCCTAHOBUTH MO cMbichy. [ will love her till I [2, p. 97], —
repoii He 3HACT, MOXKET JIK OH YMEPETh, TOITOMY HE TOBOPHT, JI0 KAKOTO MOMEH-
Ta Oynet moouth bepty. OnuckiBas oTka3z O0OPTOBBIX KOMITBIOTEPOB, BuH3M co-
Oupaercs cka3aTh, UTO MPHUILIO BPEMs YMEpeTh, HO CHOBA HE NMPOU3HOCHT TJa-
roi: It is time for me to [2, p. 98]. Ilocnennee npeajioxKeHEe B paccKa3e TaKxKe
obpeiBaercs: I can only [2, p. 100].

Henw3st He oOpaTuTh BHUMAHWE M Ha TapaTekcT — u3o0pakeHue [epmeca
B KOHIIE pacckasa (MbI PEIoiaraeM, 4To 3T0 aBTOPCKOE PEIICHHE, TaK KaK KO-
HEIl JPYTUX PaccKa3oB B JAaHHOM HoMmepe OGOpMIICH C MOMOIIBIO JIOTOTHUIIA
xypHana The Magazine of Fantasy and Science Fiction). Bo3HHKaeT pejieBaHT-
Has accoIMaIus ¢ MOCIAaHHUKOM, OJHAKO [epMec Takke SBISETCS MPOBOTHU-
KOM JIyIII B IIAPCTBO MEPTBBIX. ITO HABOJUT HAC HA MBICIIb, YTO BHUH3M BCe-Taku
CMOT yMEpeTh, KaK W 3aMBIILISLI H3HA4aIbHO. MOXKHO BCIOMHUTH [epmeca
Tpucmerucra, cuHKpeTHYeCKoe OOXecTBO (ermmeTckmii ToT B codeTaHHUH
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c 'epmecom), sBiastomieecss OTHOM M MOKPOBUTENIEM AIXUMUU — MPUYHHBI,
10 KOTOPOM Tepoil CTAaHOBUTCS O€CCMEPTHBIM.

['spu Jl>keHHUHIC OOpalaeTcss K HacjieIui0 POMAHTHU3Ma, COYETas CIie-
MUKy aHDIMMCKOW U aMEPUKAaHCKOM pOMAHTUYECKHX 3CTETUK, U UCIOIb3YET
3anoxxeHHbsle Mopu Illennu oOpasel U uaeu, a Takke MPOAOIHKAET TBOPYECKUE
uckanusi «HoBoil BOJHBI»Y, YTOOBI KPUTHUYECKH OCMBICIUTH COBPEMEHHOCTH
Y TEXHUYECKHUI MPOrpecc 00I1IecTBa.

Cnucok Jureparypbl

1. Cunsepbepe P. bynrapu [Onextponnsiit pecypc]. URL: https://litmir.club/br/?b=293117
(mara obpamienus: 28.02.2026).

2. Gennings G. MS. Found in An Oxygen Bottle / The Magazine of Fantasy & Science
Fiction. 1973. Vol. 45. Ne 6. P. 88—100.

3. Markley A. A. “Laughing That I May Not Weep”: Mary Shelley’s Short Fiction and Her
Novels // Keats-Shelley Journal. 1997. Vol. 46. P. 97-124.

4. PoeE. A. MS. Found in a Bottle // The Works of the Late Edgar Allan Poe. Vol. I: Tales.
New York: J. S. Redfield, Clinton Hall, 1850. P. 150-160.

5. Shelley M. The Mortal Immortal // Shelley M. Tales and Stories. London: William Pater-
son & Co, 1891. P. 148-164.

6. Thompson G. R. Poe’s Fiction: Romantic Irony in the Gothic Tales. Madison, Wiscon-
sin: The University of Wisconsin Press, 1973. 254 p.

~140~


https://litmir.club/br/?b=293117

[00fuerng

(0 Q'
~ 1







AMACTONA. QUADNQTYSECKIM wRHAN. 2026 TON 6. BMICH 11

FRENCH GENEALOGY OF BYRON’S THE CORSAIR:
THE SUPPOSED ‘ANCESTOR’ AND MAJOR DESCENDANTS

Olivier Feignier
Sociéteé francaise des études byroniennes
olivierfeignier@yahoo.fr

“The Corsair is not the first poem by lord Byron, either in chronological
order, or in order of merit, but it is one of the most beloved ‘children’ of his”, a
French critic wrote at the beginning of May 1821 [2]®. And pointed out at the
autobiographical nature of the hero: “Lord Byron is said to have given some
traits of his own character to the wild spirit of Conrad the corsair” [Ibid.].

There is no doubt that The Corsair was one of the author’s most admired
and most popular poems during his lifetime. Byron himself claimed that his
model for the hero — or one of his models — was Jean Laffite, a French pirate ac-
tive off the coast of Louisiana, in the Gulf of Mexico, during the Napoleonic
wars and after. This unexpected assertion triggered my fantasy to explore the
corsair’s possible “French origin” — if not his “Frenchness” — and to search how
the poem nurtured the arts in France during the romantic era. The Corsair was
given a peculiar position in the French editions of Byron’s works: it was chosen
as the opening poem of the first edition of his works translated into French, in
September 1819, as the best introduction to the author’s production. It was kept
in first position in the second and fourth edition 2. In 1852, when the fourth and
latest translation into French of Byron’s complete poetical works was put on
sale, in a popular illustrated edition sold by instalments, The Corsair was again
placed at the front. This shows that Conrad was the epitome of the Byronic he-
ro, and that the poem was considered as best adapted to attract subscribers. All
the weaknesses of the poem and the many failures of the hero did not prevent
readers from being fascinated by the poem, and artists from being inspired by
its scenes and characters.

! French texts are translated into English here and elsewhere by me. — O. F.

2 In the next complete translation into French, signed by Paulin Paris (1830-1831), a prominent po-
sition was attributed to Don Juan instead, and in the third complete translation, by Benjamin
Laroche (1836—1837), Byron’s works were presented in chronological order and grouped by genre.
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As is well known, Byron composed The Corsair in just two weeks in De-
cember 1813 [12, p. 34]. John Murray, Byron’s publisher, put it up for sale on
the following 1% February. It sold ten thousand copies that first day, an “un-
precedented event”, according to Murray. Already by the end of March 1814,
Le Mercure étranger, a literary review founded in Paris the year before, pub-
lished a review of The Corsair. It was one of the earliest reviews in French ded-
icated to Byron’s works. The historical context of the publication includes the
following facts: since the beginning of that year, France was being invaded by
the coalition of all European armies in order to bring the final blow to Napoleon
after the disastrous campaign in Russia. It was therefore considered a national
duty to defend France and its culture against all kinds of invasions and in-
fringements, physical and spiritual, even if one had become an opponent to Na-
poleon — like the editors of Le Mercure étranger. René-Jean Durdent, one of
them, would soon after this review publish a book on Moscow campaign in
1812 in which he argued that during this war more than 300,000 brave French-
men fell the victims of their leader’s ambition and blindness [8].

Despite The Corsair’s immense success since the publication day, crit-
ics — English as well as continental — identified many weaknesses and incon-
sistencies in the plot, in the characters, in the course of events, in the lack of
credibility of the hero, his actions and his scruples, or his inability to lead an at-
tack compared to his reported skills and experience. We will come back to
some of these “defects”, but first let’s listen to Byron himself. As it has been
mentioned, in a long note to the text of the poem, added to its eighth edition, he
tried to justify that his hero’s refusal to kill in order to survive was not exagger-
ated: “That the point of honour which is represented in one instance of Con-
rad’s character has not been carried beyond the bounds of probability may per-
haps be in some degree confirmed by the following anecdote of a brother
buccaneer in the present year 1814 [6]. Byron then introduced the exotic scene
where the actual corsair was acting. It was so exotic and unknown to him that
he mutilated the name of the pirate’s lair: “Barratraria [actually, Barataria] is a
bay, or a narrow arm of the gulf of Mexico: it runs through a rich but very flat
country, until it reaches within a mile of the Mississippi river, fifteen miles be-
low the city of New Orleans. <...> there is an island formed by the two arms
of this lake and the sea. The east and west points of this island were fortified
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in the year 1811, by a band of pirates, under the command of one Monsieur La
Fitte” [Ibid.].

As the description shows us, it has nothing to do with a mountainous
Greek island, although it is a decor worthy of piratical exploits. After setting the
scene, Byron tells us that “[t]he chief of this horde, like Charles de Moor 3, had
mixed with his many vices some virtues. In the year 1813, this party had, from
its turpitude and boldness, claimed the attention of the Governor of Louisiana;
and to break up the establishment, he thought proper to strike at the head. He
therefore offered a reward of 500 dollars for the head of Monsieur La Fitte, who
was well known to the inhabitants of the city of New Orleans, from his imme-
diate connection, and his having once been a fencing-master in that city of great
reputation, which art he learned in Buonaparte’s army, where he was a Captain”
[Ibid.].

William Charles Cole Claiborne #, the American Governor of Louisiana,
actually tried to catch Laffite by offering a high reward for his capture, but it
seems that Byron’s source of information also conveyed an unsubstantiated
piece of information about Laffite: according to the most thorough research
about the Laffites, neither Jean nor his elder brother Pierre participated in the
Napoleonic armies [7]°. Three days after his head was put to a price on 24 No-
vember 1813, Jean Laffite jokingly replied by tripling © the stake, for the gover-
nor’s head this time. The story of a first attempt to conquer Laffite’s stronghold
at Grand Isle on the Barataria Lake is reported to have turned into a farce:
an old associate of Laffite’s suggested the Governor catch the pirate in his lair
by surprise; but Laffite was well prepared, and transformed the attack he was

% Schiller’s hero in Die Réiuber.

* William Charles Cole Claiborne (ca 1773/1775 — 23 November 1819), politician and military of-
ficer, possibly the youngest representative of the Congress of the United States; he governed the
territory sold by the First consul Bonaparte to the United States, and was elected the first governor
of the state of Louisiana (1812—-1816).

® Of course, any Byron attentive reader will find it pleasant that the author of such a massive re-
search wrote in his preface that “the poet [Byron] likely never heard of either [Jean and his brother
Pierre], and certainly his corsair was not patterned after Jean Laffite” [16, p. xiii—xiv]. Most intri-
guing is that the author dedicated several pages to discuss where the “legend” came from, that
Laffite was linked to Byron’s Corsair; he pointed out at a novel published as Laffite’s Memoirs
(1826), and at an article in an American journal (1829), but never considered that Byron himself
might have been at the source of such “brotherhood” [Ibid., p. 471].

® In the note to the eighth edition, Byron wrote “15,000 dollars”, i.e. 30 times as much as the Gov-
ernor’s initial offer for Jean Laffite’s head.
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supposed to be the victim of into an ambush against the law enforcement led by
the betrayer, and he ultimately showed great magnanimity by sending his de-
feated assailant back free.

We can compare this generous gesture to Conrad’s refusal to cold-
bloodedly execute the Pasha in his sleep. Jean Laffite’s generosity does not
make Conrad’s moral scruples more plausible. More than that: Conrad express-
es a real reluctance to act for his own benefit. He seems to accept his fate volun-
tarily:

Well have | earned — nor here alone — the meed
Of Seyd’s revenge, by many a lawless deed [6] .

Peter Cochran, one of the most critically minded recent researchers of the
poem, commented in his online edition of The Corsair: “To express ethical ap-
proval at one’s death sentence from the hand of an authority one detests is most
unpiratical” [Ibid.]. A few lines further, when Gulnare urges Conrad to take the
dagger she has brought, to show courage, “rise and follow [her]”, and free them
both of Seyd’s threat by killing him before he awakes and kills them, Conrad
laments about his chains and the poor quality of the weapon.

Instead of immediately grasping even the least opportunity of avoiding
the horror of impalement in the coming hours, Conrad offers a pitiful image of
hesitation. Such indecisiveness does not fit at all in the portrait of a bold pirate.
This is yet another trait — after the demonstration of Conrad’s poor military
skills during the assault against Seyd’s stronghold ® — which led Peter Cochran
to ironically comment: “Lafitte was clearly much better at piracy than Conrad,
and was [in] any case merciful to an old associate rather than unhappy at the
murder of his worst enemy” [Ibid.]. Laffite’s magnanimity towards his “old-
associate-turned-an-enemy” being the only reason given by Byron to call the
French pirate to the rescue of Conrad’s pusillanimity towards his own arch-
enemy — Byron abusively calls it his “point of honour” — we cannot but con-
clude that the “French piratic genealogy” of Conrad is very dubious. In 1814,

" Canto Il1, lines 1453-1454.
8 Compare: E. Béquet in a review dated May1, 1821 writes: “On ne congoit guére comment un chef
aussi expérimenté que Conrad, va se livrer lui-méme sans nécessité entre les mains de son ennemi” [2].
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there was little solid ground to build a comparison between Jean Laffite, the ac-
tual pirate, smuggler, and businessman, and Conrad, the literary Corsair.

It does not seem that the supposed “French origin” of Conrad played any
significant role in the poem’s success in France. But the weaknesses, deficien-
cies or inconsistencies identified in the poem’s plot and characters and com-
mented on by a number of reviewers did not prevent The Corsair to be consid-
ered as one of Byron’s masterpieces and one of the most influential works of
the period. Pierre Lebrun, poet and critic, reported The Corsair to be “one of
Byron’s most valued poems”, and he admired how Byron succeeded in gaining
the reader’s sympathy to a real scoundrel [11]. Three years later, in the heat of
the “romantic battle” Etienne Béquet seized the opportunity of the second edi-
tion of the translation into French to mock Byron’s pirate, full of misgivings,
who refuses to shed his enemy’s blood.

In the years after Pichot’s prose translations were published for the first
time, a few attempts were made to translate the poem into French verse, either
as excerpts, like René Denne Baron’s ° and Benjamin Laroche’s ', or the whole
poem, like Lucile Thomas’s laborious work !, published by subscription in
summer 1825. The Corsair’s first stanza, that famous pirates’ song, was imitat-
ed several times. Of particular interest is the imitation by Eugene Hanappier,
who condensed it into three quatrains of decasyllables interspersed with a re-
frain of four short lines, which Francesco Masini set to music in 1835 *2,

The full poem was translated into French verse in its entirety again in
1848 by Lucien Méchin 3, and then in 1860 by Cl. Wocquier ** (far less than
The Giaour, which had been translated into French verse six times by the same
date). In the 1820s Louis Mézieres and Edouard de Léonville produced a few

% René Denne Baron. Excerpts of The Corsair in Almanach des Muses (1825), Annales romantiques
(1826), Almanach des Muses (1827), La Psyché (1829).

10 Benjamin Laroche. Début du Corsaire de Lord Byron, in La Psyché, March 1829.

11 Lucile Thomas. Le Corsaire (Paris, 1825).

12 Francesco Masini (1804-1863), Italian composer who came to Paris at the end of the 1820s and
published a few hundred songs. “The pirate’s song” has been recorded by Philippe Cantor, baritone,
and Jean-Francois Ballevre, piano.

13 Le Corsaire. Mazeppa, poémes de Lord Byron, traduits en vers frangais, et suivis de poésies di-
verses, par Lucien Méchin (Paris, 1848).

4 Le Corsaire, poéme en 4 chants, d’aprés Byron. Un Episode de la vie de Jacquart. Chants et
chansons, traduits par Cl. Wocquier (Lille: Alcan-Lévy, 1861). This translation of The Corsair was
awarded a prize by the Académie des sciences, de 1’agriculture et des arts de Lille in 1860.
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extracts of The Corsair in prose *°. In 1831 Guillaume Pauthier provided the
“Paulin Paris” translation for The Corsair (in prose again)*¢; and Charles Du-
rand offered seven excerpts in verse to the public ¥'.

The poem’s lineage presents an interesting descendant made for the
French stage: it was the result of a collaboration of two poets from Brittany,
who cast the poem into the newly-shaped mould of the romantic drama, in the
wake of Victor Hugo’s Hernani. In 1830, the year famous in the history of
French Romanticism for the “conquest” of the Théatre Francais, Hippolyte Lu-
cas, who was then 22, and Evariste Boulay Paty, three years older, dared to
share with Alphonse de Lamartine their ambition to shine on the stage thanks to
a play derived from The Corsair 8. Lamartine’s début as a poet ten years earlier
had been tightly linked to Byron and his poetry — remember his apostrophe to
the English Bard in Meditation Seconde: “Toi, dont le monde encore ignore le
vrai nom. / Esprit mystérieux, mortel, ange, ou démon, / Qui que tu sois, Byron,
bon ou fatal génie, / J’aime de tes concerts la sauvage harmonie...” [10, p. 4].
Lamartine praised their choice and encouraged them. The play was never
staged, but the authors could not resist to have it printed %°.

While two lItalian operas based on The Corsair are well known or world
famous %, French opera could have been renowned for other three Corsairs,
which, unfortunately, were never written: young Honoré Balzac — barely twenty
years old, not self-ennobled yet, and not a famous novel writer yet — was enthu-
siastic at first reading Byron’s poem in 1819. He began to write a libretto for

15 Lecons anglaises de littérature et de morale, traduites en francais, par M. L. Méziéres. Poésie
(Paris : Delestre-Boulage, 1823); Beautés de lord Byron, ou choix des pensées et des morceaux les
plus remarquables, extraits de ses écrits et traduits en frangais by Edouard de Léonville (Paris, 1825).
18 Euvres Complétes de Lord Byron, avec notes et commentaires, comprenant ses Mémoires publiés
par Thomas Moore, traduction nouvelle par M. Paulin (Paris, 1831). Volume 5 includes Le Giaour,
La Fiancée d’Abydos, Le Corsaire, Lara, Le Siege de Corinthe, Parisina, Poésies inédites, and
poésies attribuées. As is claimed by Xavier de Ricard, Pauthier’s nephew, this volume, as well as
volumes 3 and 4, were translated by Pauthier, who ascertained his contribution by quoting a large
passage of an encomiastic poem of his own (first published in his collection of Helléniennes) in a
footnote to Byron’s famous poem on his 36" birthday.

17 Charles Durand. Souvenirs poétiques (Rotterdam, 1833).

18 Le Corsaire, poéme dramatique en 5 actes, tiré de Byron, par MM. Evariste Boulay-Paty et Hip-
polyte Lucas (Paris, 1830).

19 At the time of the poets’ encounter with Lamartine, in June, the play was not printed yet, but the
cover as well as the title page show the date of 1830. The book does not seem to have been an-
nounced in the Bibliographie de la France.

20 Giovanni Pacini. I/ Corsaro (1831); Giuseppe Verdi. Il Corsaro (1848).
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a comic opera on the topic, and asked his sister to find a composer to set it to
music [1, vol. 1, p. 36], but the enterprise did not succeed. Years later, in 1842,
a budding poet tried again to extract an opera libretto from the poem; he
changed the names (exit Medora, welcome Helena!), modified large parts of the
plot, the end — and did not dare to publish it for another ten years 2. Two years
after this aborted attempt, in 1844, Franz Liszt dreamt of a libretto based on The
Corsair written especially for him by Alexandre Dumas. One can only fancy
what the result could have been — even if the second Byronic opera project by
Liszt, Sardanapalo, on an Italian libretto after Byron’s play, might leave the lis-
tener somewhat disappointed. Echoes of The Corsair were nevertheless set to
music in France, in the form of songs. We have already met with Francesco
Masini. He was not the first musician to compose based on a text derived from
Byron’s poem: at the end of the 1820s, Amédée de Beauplan set to music the
poor lament of the corsair’s bride-to-be who desperately tries to retain her lover
from sailing away. Emile Rouzé (an unknown composer when alive, as well as
today) % set up Medora’s song, on French lyrics by Requin. A complete list of
French music and verse responses The pirates’ song would be too long in such
a short essay (See: [9]) Z.

The Corsair also inspired French illustrators and painters. Horace Ver-
net’s first lithograph on a Byronic theme was Conrad saving Gulnare from the
fire, published in January 1820. Surprisingly, Théodore Géricault, a friend of
Vernet’s who, like him, precociously illustrated works by Byron, did not pub-
lish any illustration for The Corsair. A few years later, Auguste de Chatillon
sketched the dramatic scene when Conrad, disguised as a dervish, braved the
pasha. Strangely enough, this scene does not seem to have inspired many artists
in France, definitely less than Medora’s farewell to Conrad (pictured by Eu-
gene Charpentier and Jules Jollivet), Medora waiting for Conrad’s return
(which inspired Coupin de la Couperie, Ary Scheffer and Romain Cazes), Gul-
nare visiting Conrad in the dungeon (Llanta lithographed it, probably after

2L J. H***_ Les Stalactites. Poésies. Souvenir de Collége 18371842 (Paris, 1851).

22 Absent from the music dictionaries of Fétis (Grove) and Die Musik in Geschichte und Gegenwart
(Bérenreiter).

2 E.g.: Le chant du corsaire, by Mercadante (lyrics by Monnier), and Chant du corsaire, by
C. Lucien (lyrics by Maillart). — There is also a tantalising Médora au bord de la mer (Medora on
the sea shore), by Henry Litolff, lyrics by Jules Adenis, in manuscript at a Paris theatre library.
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a painting by Charpentier; Delacroix painted a watercolour on the subject; and
Balthazar Jean Baron sketched the scene in ink and watercolour); finally, Con-
rad at Medora’s deathbed was chosen as the central vignette scene of Louis Al-
exandre Carolus’s Homage to Byron.

As a summary, the female characters in the poem attracted French artists
much more than the corsair himself, and the most violent scenes, which drew
their attention in The Giaour, had no such success in The Corsair. Both Medora
and Gulnare, in love with Conrad despite — or because of — his reluctance to live
a life of love, were considered as perfect types of romantic heroines. However,
the young romantic generation thought they were out-beaten by some newly
created characters. Thus, Théophile Gautier wrote about Victor Hugo’s Notre-
Dame de Paris that although Byron created the most charming feminine charac-
ters (such as Gulnare, Medora, and Haidée), the divine Esmeralda has surpassed
them all. In L ’Europe littéraire, Berlioz told the readers how he “devoured this
passionate poetry” in the quiet of St Peter’s cathedral in Rome, when he spent
time in the papal city as a winner of the Prix de Rome [3]. This anecdote was
later reproduced in his Memoirs [4, p. 134], and therefore the enthusiasm for
The Corsair is today firmly associated to the volcanic composer. However,
seven years after the first article his memory dictated him a new version of the
episode: “I fell asleep in a confessional in St. Peter’s, in Rome, while reading
Byron’s Corsair for the third time <...> Poetry does not age, painting is not
a conventional art, statuary and architecture cannot be subject to fashion, and
yet we tire of the marvellous things they have produced. Is it surprising then
that the masterpieces of musical art suffer the same fate? It is we who are grow-
ing older, it is our sensitivity which is dulling, it is our imagination which is dy-
ing out” [5].

According to the most recent research, Jean Laffite passed away either in
1823 during a naval combat against the Spaniards, or in 1826 in a hurricane.
Two possible endings worthy of a real pirate — and worthy of Conrad the Cor-
sair, the hero of one of the most influential romantic poems. The uncertainty
about their end is what really brings Laffite and Conrad together.
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JANE AUSTEN AND THE ANCIEN REGIME:
QUIS CUSTODIET IPSOS CUSTODES?

Malcolm Kelsall
independent researcher
malcolm.kelsall@btinternet.com

Jane Austen was a socially radical critic of the ancien régime in Britain,
dissecting the corruption of what Thomas Paine called the ‘Norman yoke’ long
imposed upon the nation. She is, as it were, like the Death Watch Beetle, a para-
site feeding on the timbers of the ‘ancient social order’, unaware that she de-
stroys the very substance in which she lives. Now, as ‘national treasure’, she is
herself corrupted by the commonplace sentimentalities of ‘costume drama’ — an
entertainment which ‘acquits and adopts’ her.

Consider Mansfield Park and a commonplace and ‘self-evident truth’
about the novel: the economy of the Park is sustained by the slave plantations
which Sir Thomas owns in the West Indies, and which demand his hands on,
personal attention. Add another commonplace. Shortly after Austen moved to
John Murray as her publisher, she was obliged to fulsomely dedicate Emma to
the Prince Regent, the future George IV. Jane Austen hated the Regent. She ex-
plicitly said so. He is, as it were, the avatar of the established corruption of the
‘ancient social order’ in Britain. But the dedication was an ineluctable economic
and political necessity. The regime demanded homage, and Austen must con-
firm to the demands of the regime.

This 1s the penalty of dependent status. Add the humiliation of the swift
removal of her first love, Thomas Lefroy, lest he contract a socially inappropri-
ate marriage with dowerless Jane. Her status was that of a poor relation within
the family, then the ‘pensioned’ spinster of Chawton. She sought independence
through her writing — and did not succeed. Personal experience informed
the novelist’s depiction of the humiliation of Catherine Morland, the straight-
ened circumstances of Marianne and Elinor Dashwood, the dependency of Fan-
ny Price.... On the contrary, Pride and Prejudice is a foray into the happy
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world of wish-fulfilment — nonetheless, we know the opinion of Lady Catherine
de Burgh.

The hateful Prince Regent at home, slavery abroad as the economic prop
of ‘the ancient social order’ — fundamental corruption. Jane Austen ineluctably
dependent and on the margin of that order. In a short paper it is impossible to
explore the ramifications of social corruption — from General Tilney in
Northanger Abbey (a ‘Gothic’ villain in the real world) through to Sir Walter El-
liott and his circle in Persuasion — nor the ‘trickle down’ of that corruption
which percolates even Pride and Prejudice. Mr. Collins is one of Austen’s great
comic creations, but what he represents in the Church, and his manipulations of
the ‘marriage market’, are odious — outside, of course, romantic fiction.

Take Mansfield Park as an exemplar — perhaps the darkest of the novels.
Without slavery there could be no ‘Park’. The ‘production’ of the (literally) in-
visible plantations is, qua revenue, distributed to the Bertrams, and exchanged
to enable their total leisure and their control of the parliamentary system (unre-
formed, and hence corrupt). One may guess that Sir Thomas is of the Tory per-
suasion, but were he a Whig there would be little difference: government of the
landed interest, by the landed interest for the landed interest. Church ‘livings’ in
the locality are controlled by Sir Thomas and thus the Church serves as a sub-
servient arm of the ruling class. Thence downward control of the disenfran-
chised and largely invisible servants in the household and the estate workers in
‘proper’ gradation.

At the head of the Order: Sir Thomas, patriarch and plantation owner.
He is a quasi-allegorical figure embodying the ideals of his class: Order, Propri-
ety, Patronage (from superior to inferior) and thus nice in his social distinctions.
To his credit (in Regency Society) he is a ‘faithful spouse’ (to use Byron’s
words about George III), but he has taken his eye off the moral instruction of
his family. He is Fanny’s patron (albeit to his surprise) but unaware of her so-
cial humiliations (witness the lack of a fire in her humble room). Doubtless his
butler and housekeeper run Mansfield Park with propriety, his estate manager
properly manages the estate. Indeed, one may find the structures of Mansfield
Park still subsisting in any Oxbridge college gathered in Hall.

Of course, Sir Thomas is one of Austen’s better examples of his rank.
He sustains Mansfield Park — the headstone of the arch as it were — but take
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Sir Thomas away and see what chaos follows. No need for Jacobins or guillo-
tines; the social order collapses, eaten away from within. The rot began by Sir
Thomas’s bad choice in the marriage market, thence neglect of the children of
the marriage, and the slow corruption which ends, so Austen writes, in ‘guilt
and misery.’

The matriarch and chatelaine, Lady Bertram, has neither the strength of
character nor the financial resources required to fill her proper role. Exhausted
by childbirth, supine, socially and sexually useless, she lolls on her couch, her
slavering pug dog cuddled on her lap. Maria Edgeworth, sharp social critic,
would see her as the victim of the commonplace Regency ill: ennui. She brings
with her Aunt Norris (destructive parasite) and in the background lurk the un-
speakable Prices of Portsmouth (from whom reluctant patronage selected Fan-
ny). Sir Thomas’s children are not raised to fulfil any role at all — except the
younger son who, as a last resort, found a ‘living’ in the Church. The rest —
fruges consumer nati — are privileged to ‘consume’ the fruits of others labour.
The marriage market will provide, and the marriage of Maria to Mr. Rushworth
more than provides — the elder daughter appropriately married first. Hinc illae
lacrymae.

In place of a Jacobin mob, there needs only the arrival of the Crawfords
with Mr. Yates (and Lover’s Vows) to overthrow the House of Bertram. Any
reader of Inchbald’s play, with the Mansfield cast list in mind, will feel the
same shock and alarm as Fanny Price. Perhaps Austen expects too much back-
ground knowledge from her reader here. Compare Northanger Abbey where
Catherine Morland’s naive imagination supplies enough of ‘Gothick’ sensibility
for any reader, even a reader who has never read Anne Radcliffe, to grasp the
‘intertextuality’. But, at Mansfield, one needs to sit in at rehearsals, text in
hand, to fully grasp the disruptive, the destructive impact of the text as deliv-
ered by these characters in these circumstances. To unpack this would be too
long a distraction. Suffice it to observe that all the essential principles which Sir
Thomas upholds are violated. There is Disorder and Impropriety and false pat-
ronage under ‘A Lord of Misrule’: Mr. Yates. The heir to the Park becomes
a comic butler; his brother is linked in a ridiculous, but sexually charged rela-
tionship, with Mary Crawford; the proper relationship between (dramatically
ridiculous) Mr. Rushford and Maria is severed by Henry Crawford; Mr. Yates
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is elevated to a Barony and poor Fanny humiliated (as usual) by diminution to
a ‘cottager’s wife.” Mrs. Norris controls the purse strings and Lady Bertram re-
mains, as usual, supine with her pug. Bit by bit, enthusiastically or reluctantly,
the corruption draws in everyone — and (proleptically) the ancient social order
crumbles from within.

The symbolism suggests a Jamesian turn of mind. Consider the significa-
tions of the invasion of Sir Thomas’s territory, his domain within his house
(or House). This carries to another level the transgression of Henry Crawford
and Maria in passing beyond Mr. Rushworth’s locked gate. Add also the impli-
cations of the family playing the game of Speculation... In Austen’s hierar-
chical Order the participant — as in an Oxbridge Hall — is attuned to reading the
language of signs. The catastrophe of Lover’s Vows (ironical title) reaches its
‘comic’ (and ultimately tragic) climax when Sir Thomas comes unaware upon
the unknown Mr. Yates in mid-Inchbald rant.

I grant that there are all the traditional motifs of ‘comedy’ in the play epi-
sode: a Lord of Misrule, a period of disorder, the restoration of Order through
the return to the hierarchy of Class, even a marriage (the Rushworths) and then
(Fanny’s first) dance — cf. Twelfth Night. If only the novel ended there instead
of the play serving instrumentally and proleptically as sign of the fall of the
House of Bertram. If only the Crawfords, leaving the Admiral to his mistress,
had not descended upon the Reverend Grant in his epicurean ‘living’ (from
meal to meal)...

The sophistication of the Crawfords suggests ‘the city’ rather than rural
Mansfield: ‘London’ — qua ‘Rome’ or ‘Babylon’ — hence the origin of all cor-
ruption in a ‘pastoral’ world. They bring with them the spirit of the libertine
‘enlightenment’. Like Burke’s Marie Antoinette, in them Vice loses all its
grossness. They embody Grace and Wit and have charmed generations of read-
ers in comparison with the continually suffering Fanny and the good-hearted
but gullible dullard, Edmund. The Crawfords stand within a tradition which
originates with Circe, and in the country house novel, by way of Henry James,
reaches its apogee in the first Mrs. de Winter, upon whom we project all corrup-
tions that imagination can conceive.

Their targets are the only two major characters in the novel who might, al-
legorically stand for some kind of pristine ‘goodness’ — Fanny because she
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1s ‘our’ centre of consciousness and is not intrinsically part of the corruption of
Mansfield Park; Edmund because he is not heir to the house and estate, and be-
ing unfit for any of the worldly professions (the Law or Politics or military ser-
vice) is ordained as a Minister of the Church of England (and the Church must
be a ‘good’ thing). But if Fanny and Edmund are the ‘good’ characters in the
novel, how ‘bad’ are the Crawfords?

Let me pursue my allusion to Henry James in the novel — the ‘Jamesian’
silence, even the evasion, operative beneath Austen’s pervasive and superficial
irony (itself untranslatable into an unironic discourse). Unspeakable, for in-
stance, are the hidden parts of Tom’s career, as quasi Hogarthian ‘rake’. Is it
conceivable that his gambling and his drunkenness, which damage himself and
the estate, have not been accompanied by concomitant whoring? Is his ‘illness’,
perhaps, related to some unspeakable disease? Not even (censored) Ibsen dare
speak that name. Unspoken also is the kind of Society in which the Crawfords
(and the Admiral) moved before their eruption into the rural scene. But it is
clear that both brother and sister are skilled in the arts of erotic seduction. The
two Betram girls are the immediate prey of Henry, and Edmund is the (rather
second-rate) victim of Miss Crawford’s (fading?) charms. Neither of the Craw-
fords can love (as Fanny loves Edmund) but they seduce by reflex action.
Hence ‘guilt and misery’.

But why does Fanny become a target? It would be delightful, romantic,
morally uplifting to believe that Fanny (our ‘heroine’) is irresistible. She might
‘save’ the rake — as in the real world both Miss Milbanke and Teresa Guiccioli
(a married woman) believed they would ‘save’ Lord Byron. Likewise, routinely
‘pious’ Edmund might ‘save’ Miss Crawford, and all might end happily with
marriage bells at a double wedding. Impossible? Yet, does not penniless Eliza-
beth Bennet win the proud owner of Pemberley in happier fiction? Does not
even that ‘stupid goose’, Miss Morland, win Henry Tilney against the absolute
wishes of his father? And generic expectation is that Mansfield Park is a ‘com-
ic’ fiction.

Within novelistic conventions the case of Henry Crawford is simpler to
untangle than that of his sister. Jane Austen was an admirer of Richardson, and
Richardson had already written of two rakes — one as seductive as Henry —
driven to extremes (marriage or rape) by a heroine resistant to their advances.
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But marriage? Henry actually asking for Fanny’s hand in marriage? Sir Thomas
believes him, seizes upon the obvious advantages for Fanny (and himself).
Thus, Fanny is ‘punished’ both by the unwanted attentions of Henry and ban-
ishment back to her own family. The sequence is quasi sadistic. Fanny is perse-
cuted by the deceptive advances of a man she does not love, and sees the man
she loves, Edmund, entangled by the snares of a modern Circe.

But any reader of Henry James knows not to take at face value protesta-
tions of love (cf. Washington Square). Perhaps Henry Crawford is provoked in-
to over-playing his hand; perhaps there is pleasure in tormenting Fanny whom
he knows will never marry him. In ‘Jamesian’ fiction the reader needs to make
their own judgement. Whatever motivates Crawford, Fanny is proved right.
Henry grows tired of the game, Maria Bertram reappears upon the scene and,
foolishly, overplaying his hand again Crawford takes the easy, and self-
gratifying option — which is no surprise for the reader of Henry James. Consider
Crawford and Maria passing the locked gate on Mr. Rushworth’s estate — clear
sign of sexual transgression, even of the ‘forbidden fruit’ and the Fall of ‘the
great mother of mankind.’ Or, vis a vis the marriage market, the signification of
the Mansfield game of ‘Speculation’.

Miss Crawford is a more difficult case. Why is this handsome and witty
woman not wedded already? Which raises the (unanswered and unanswerable
question): why are the Crawfords rusticated to Mansfield? The ‘pious’ answer is
rejection of the Admiral’s mistress. What one might call the ‘Wildean’ answer,
however, is that the Crawfords are too closely associated to the demi-monde.
They are too well known, except in rural Mansfield where marriage prospects,
therefore, are better. By the expectations of the time, Mary Crawford is not in
the first flush of virgin availability. To ‘save’ Henry from his sexual folly, his
sister reveals a disturbingly practical knowledge of how to get back into the
fringes of an already louche Society (With which any reader of Oscar Wilde
will be familiar). If Edmund had proposed, and he was about to do so, she
might have ‘taken’ him for a husband as her last, best chance, in spite of her re-
vulsion at ‘dwindling’ into the wife of a parish priest (cf. Millamant). She had
enjoyed home comforts with the Grants. A good ‘living’ promised a reasonably
good life, and status from the relationship to the Bertrams. It is Edmund, un-
blinkered, who saves himself at the eleventh hour.
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So ‘guilt and misery’ at Mansfield Park. Sir Thomas’s family expectations
wrecked — what hope even for Julia and her strolling parasite husband? Mrs.
Norris unmasked and dismissed. Lady Bertram with her generations of Pugs.
The Crawfords disgraced. Which leaves only Fanny and Edmund to provide the
conventional happy ending: a wedding and even, in time, the ‘living” which Sir
Thomas originally intended for Edmund. Something positive, therefore, for the
future? Order, Propriety, Patronage still operative in ‘the great good place’ (as
James designated the country house).

Very much in a minor key. Edmund in his sermons en famille will never
mention ‘hell to ears polite’ (Pope’s words), and will comfort the poor that
theirs will be the kingdom of heaven. Fanny, who learnt the ways of patronage
in Portsmouth, will walk the parish rounds with a basket of provisions for the
deserving poor, until repeated pregnancies and her poor health reduce her to the
role of a Lady Bertram (complete with pug). And Mansfield Park itself will
eventually receive generous compensation for the loss of Sir Thomas’s planta-
tions. So, the ancient social order is preserved.

I used to see Austen on the cusp between panegyric of the English country
house — from Penshurst Place to Pemberley — and the literature of decline and
fall — Satis House to Manderley destroyed by fire. This was before the emer-
gence of the fabulous film and television story of Downton Abbey, which I am
told has earned a fortune for its current scriptwriter. I must add, therefore, that
the ancient social order still subsists behind the fiction. The King is still in his
castle (at Windsor); the House of Lords persists, with more Lords — chosen by
patronage — than elected members in the House of Commons. The richly en-
dowed universities of Oxford and Cambridge still maintain the hierarchies of
the country house order — from the Master centred on the High Table — through
Fellows diverse in dining rights to students at low tables, then via butler down
to the humble bed-maker who services the students. The Historic Houses Asso-
ciation acts as quasi—Trades Union for the aristocracy and gentry; and the Na-
tional Trust — with its huge membership — preserves the carcases of the homes
of less fortunate families. A scion of Blenheim Palace led Britain in the Second
World War; recently a Socialist government sent Lord Mandelson as ambassa-
dor to Washington, but he sunk in a mire of sexual corruption. And the reputa-
tion of the country house novels of Jane Austen has never stood higher.
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Yet, Austen’s social criticism will grow darker. Consider her final novel,
Persuasion. s there anything whatsoever to be said in defence of Sir Walter,
his set, the world of Bath in which he moves and the marriage market by which
his set incestuously survives? His country house is — to borrow the words of
Galsworthy — ‘To let.” It passes out of his class to a man of merit. Our heroine
marries out of her class freely choosing, and freely chosen by a self-made man
of merit. The novel, ultimately, offers another kind of ‘heroine’. Mrs. Croft is a
‘new woman’ before her time. And Jane Austen herself? A would be ‘new
woman’ seeking to earn her own living, freed from impecunious dependence,
determined to find her own voice? Jacobin Jane?

As for the ineluctable necessity of chattel slavery: Fanny tentatively
speaks against it — tentatively (as Fanny must). One might hope that Edmund
would enlarge the theme, that we might, at least, hear the arguments of Wilber-
force. But the rest is silence. In fact, ‘ordination’ within the established Church
occupies a larger space in Mansfield Park than the dark economy which sus-
tains the Bertrams (and Fanny). Sir Thomas’s plantations are accepted by the
family as a normal part of ‘things as they are.” Why not? Aristotle had accepted
slavery as part of the ‘natural order’; any clergyman of the established Church
would know that the cry, ‘Set my people free!” was (historically) partial, not
universal; currently, slavery was everywhere common in Africa, Asia and the
European colonies. This was an acknowledged ‘universal truth.” Back in 1959
my fellow students at Moscow University would have cut straight to the heart
of things: the relation of economic ‘substructure’ (slavery) to the social ‘super-
structure’ (Mansfield Park). Sir Thomas — the local member of parliament —
controls (owns) the means of ‘production, distribution and exchange.” I grant
that by 1959 we students recited the old formula with greater (or lesser) irony,
but there was no need for Austen to redundantly spell out what is self-evident.

The Master (Sir Thomas) presiding at High Table through every gradation
of rank, distinguished by seating (or standing and serving), dining rights, menu,
dress (there 1s a hierarchy even of gowns) and different standards of accommo-
dation. In Austen this gradation is determined by birth. The rank really is the
guinea’s stamp.
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Hence, total corruption — as Austen shows, unequivocally. Indeed, had Sir
Thomas lived until 1833, and a reformed parliament, he would have suffered no
financial damage from the emancipation of his slaves (and he would be freed
from the discomfort of travelling to the Indies). Pleasant, therefore, for Sir
Thomas and all his dependents. But corrupt systems corrupt downward through
every gradation and degeneration of the Bertrams, and the end of corruption,
Austen writes, 1s ‘guilt and misery’. But, wise (and commercially minded) iro-
nist, she leaves such ‘odious subjects’ as quickly as she can (my italics). I doubt
that we do the same.
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Vysotsky as an Object of Epigraphy in the Genre of Alternative History
(Materials for the catalog Vysotsky and Fantasy)

Vladimir P. Izotov
I. S. Turgenev Oryol State University (OSU)
vpizotov@yandex.ru

OnurpadoB K cBOUM TeKcTaM Bricorkuii He mpeanochuian. MoxXHO yka-
3aTh TOJBKO Ha ciiydan camosnurpadupoBanus. CTUXOTBOpPEHHIO «S HE ycrem»
MPEIIECTBYIOT TAKUE CTPOKU:

BonTarock cam B cebe, kak KaMeHb B TOpOe,

N cunrock pa3opBarbCs HA KYCKH,

[IpuaaB cBoelt TOCKe 3HAYEHBbE CKOPOH,

Ho coxpaHuB 3araoyHocTh TOCKH. .. [2, II, c. 76]

OnHomy u3 ucnoHeHui «llecHu mITaHTUCTay MPEAnociaHbl CTPOKHU:

[IpITatOTCS MPOTUBHUKH
Pexopabl TOBTOPHUTS,

Ho s Takoii cnOpTUBHEHBbKUH,
YT0 — CTpamHo rOBOPUTH.

TBOpuecTBO BBICOIIKOTO BeChMa aKTUBHO HMCIIOJB3YETCA B MPOW3BEICHU-
ax (aHTACTUKH, OCOOCHHO B XKaHpE albTepHATHBHOW ucTopwu. Ha maHHBIM
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MOMEHT OTMe4YeHO 123 TekcTa mo3Ta, KOTOpbIe TaK WJIM UHAYe (DYHKIIMOHUPY-
10T y 45 nucarenei-paHTacToB — CTAaTUCTUKA 3TA, €CTECTBEHHO, BCE BpEMsI Me-
Haercsa. «llomHas sHUMKIONEAUS momajaHieB B npouwioe» (30-1 pemakius)
yka3biBaeT Ha 3810 mpousBelneHHI NHaHHOW NpoOaeMaTHKU (Y4YTEHBI TOJBKO
MIPOU3BEJICHUS PYCCKUX aBTOPOB) [3].

MHe yxe NpUX0oauIoCh MUCATh, YTO TBOPUYECTBO BBICOLIKOTO OKa3bIBAECT-
Csl BOCTpEOOBAaHHBIM BO MHOTHX MPOU3BEJCHUSIX ATOTO HampasieHus [7; 8; 9;
10; 11]. ChopmynaupoBaHO Iaxke «Kpeao MmomnajgaHieB»: «UTo TaM moxkeH cue-
JaTh JAr000M yBakarouui ceds monagaHen? CHUCOK U3 MATH MyHKTOB MPUXO-
IUJIOCh YUTaTh HEOAHOKpaTHO. [Ipenynpeauts ToBapuma CrainHa, 3aMOYUTH
B copTupe XpymiéBa, cMectuTh KykoBa, n3o0pectu aBroMar KajmanrHukoBa
U nepenetb Beicomkoro» [12].

Onurpadupyrorcs 59 TekctoB Briconkoro y 8 aBropoB. B. JloOpsikoB
B CEpUHM POMAHOB «XpoHOoareHT» obpamaercs Kk 47 Tekcram nodata, C. IlIkenén
B poMaHe «Apxanrensl Ctanunay — K 4, B. CBepxuH B cepun pomanoB 00 NH-
CTUTYTE DKcnepuMeHTalbHOU McTtopum — k 3 Tekcram nosta, y C. bypkaros-
ckoro, B. Kontposckoro, WM. Mepuanosa, I1. llymunosa u A. lllepbakoBa —
110 OJTHOMY MCHOJIb30BAHUIO TEKCTOB BhICOIIKOr0 B KauecTBE AnUrpados.

B mectu u3 cemMu pomaHoB cepun «XpoHoareHT» B. JloOpsikoBa nutarthl
u3 Bricorkoro sBnsroTCs snurpadamMu K mpousBeneHusM, 41 pa3 nuTarthbl sB-
JISIIOTCS Anurpadamu K OTJIeIbHBIM IJIaBaM pOMAaHOB ATOM CEpUH.

Poman «CaBur mo ¢aze» COCTOMT W3 JABYX YacTed (MHOTJa 3TH 4acTH
CUMTAIOTCSl OTACNbHBIMU Tpou3BeAeHusAMH). [lepBoit yactu «Copok mnepBbId
roay npeanocian snurpad u3z «llecHu o morudIIEM JETUMKEN:

KTO0-TO CKYIIO M 4ETKO OTCUHMTAT HAM YaChI
Hamei )kM3HU KOPOTKOM, KaK OETOH MOJOCHI.
W Ha Hel KTO pa3OuIIcs, KTO B3JI€TE HaBCeraa
Hy a s mpusemmiics, BOT kakas 6exa [4, C. 5].

CyTh KOIM3WM TIPOU3BEACHUS 3aKJIKOYACTCsI B TOM, YTO JIETYHK-
ucnbiTatesib Anapeit KopuryHoB nomagaeT B Teno jeTtyuka AHapes 35100uHa
HakaHyHe Benukoit OteuecTBeHHOM BOMHBI — 4 Mast 1941 r. Tak uro HeyauBH-
TeJIbHO, YTO 3murpad B3AT U3 nmecHu o jerdynkax. Ku3ubp KoprrynoBa-3100una
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OKa3bIBACTCSI B 9TOM BPEMEHHU JICCTBUTEIHHO KOPOTKOM, MOCKOJIBKY OH THOHET
B TapaHe Ha Bpaxeckuil ckiag ¢ [[CM — HO XUB yX€ B IpyroM MHUpE, Jaxe
CBEpXMHUpPE («HY a g MPU3EMITUAJICA»), O YEM MOBECTBYET BTOpas 4acTh «MoHa-
CTBIPbY, SNIUTrpadoM K KOTOpPOH sBJISITOTCS ciioBa U3 «IlecHu neTunkay:

MBI KpbUTbS U CTPENBI TOIPOCUM Y OOora,
Benp Hy>keH uM aHresn-ac.

A ecnu y HUX UCTpeOuTeNel MHOTO,

[lycTh NUIIYT B XpaHUTENH HAC.

XPpaHUTb — 3TO JIEJIO IIOYETHOE TOXKE,

Y 1auy HECTH HA KpPbLIE

Takum, kak npu xKu3HU Mbl 061N ¢ Cepéxent
U B BO31yX€, M Ha 3emite [4, C. 270].

Ternepp rinaBHBIN Tepor NONAAAET B OPACH XPAHUTEIICH BPEMEHH, KOTOPBIM
3aHUMAETCSI KOPPEKTUPOBKOW UCTOPUHU, YTO U MOTUBHUPYET BHIOOP AnUrpada.

Bropoit poman cepun — «CymepeuHble MUPbD» — €IMHCTBEHHBIN, KOTO-
pBIil HE CHaOXXeH 3nurpadoM, B OCTAIBHBIX POMaHAX MUMEETCS OIpeJecHHasl
Koppemsiius Mexay snurpagom u conepxkaHueMmM. Bce ocranmbHble cllydau
y Jlo6psikoBa — anurpadsl K OTACIHHBIM IJ1aBaM B Pa3IMYHBIX POMaHaX.

ITo nBa snurpada u3 «BoenHoit necHny», n3 «Moeit upiranckoi», «Ilapo-
AU HA TUIOXOU JETeKTUuB», «llecHu o 3Be3max», «llecHH O CEHTHUMEHTaIbHOM
ookcepe», «llecuu-ckaszku o Heunctn», u3 «lIpepBannoro moneray, «Cmacute
Haly aymm», «YepHbix OynuiatoBy. «OXOoTa Ha BOJKOBY» 3MUTpadupyeTcs
Tpwkabl, Kak U «llecHs netuukay, «lloxape» u «Crapeiii 1oM». YeTbIpexK bl
snurpa@upyroTcs ¢pparMeHTsl U3 TiecHUu «S eire He B yrape...» (eIie JBaKIbl
OTPBIBKH M3 3TOU necHu oTMeueHbl B pomane C. IlIkenéBa «Apxanrenst Cra-
JIMHAY), TATh pa3 — «SIK-UCTPEOUTENbY.

B pomane C. bypkaToBckoro «Buepa Oymer BoWHa» K OJHOW M3 TJIABOK
npeanociad nurpad u3 necHu «ChIHOBBS YXOMST B 00i»:

Mp&1 He ycnenu, He yCIeau, He YCIean OTJISHYThCS —
A CBIHOBBS, a CBIHOBBS — YXOJAT B 00i... [2, I, c. 215]
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B rnaBke — pasroBop CramnHa ¢ CBIHOM SIKOBOM, KOTOPBIM YXOAMUT Ha
bpoHT: «S Tebst monpocuth MOry. YTOOBI ThI IOHST — €CJIM YTO TaKOE — B ILJICH
tede Hemb3s» [1, ¢. 309]. Bacwmii yxe moru6 B BozaymiHoM 6010 [1, c. 266—
267]. CBerniaHa OTHPAaBIISIETCS CAHUTAPKOW Ha (DPOHT.

[ns npousBeaeHuii B. CBepkuMHA XapakTEPHO MEPEOCMBICICHUE CTPOK
Bricomkoro B anurpadax.

B pomane B. Cepxuna «KpecToBblii moxoa BOCBOsICH» 3nurpagom
K SIHIIIOTY SIBJISIFOTCSA CTPOKH:

M Bce ke KOHeIl MOM — €l1ie HE KOHEII,
Moli koHeIl — 3T0 ybe-TO Havauo [15, ¢. 411].

['epou 1OKHBI BEPHYTHCS TyAa, OTKyAa oHM npuObLin. Ctpoku Beicolr-
KOro MPUOOPETalOT MHOW CMBICI: pedb HUJIET HE O CMEPTH repos, a O Hayaie
CIENYIOIIEN UCTOPHH.

B pomane «TpexriaBslii opesn» anurpadoM K SMUIOTY BBICTYIIAET CTPOKa
n3 necHu «CracuTe Halld AYMIN»: «YXOAUM IOJ BOJAY B HEUTpaIbHOU BOJIE»
[14, c. 413]: repou >XOyT BCILIBITHS MOJABOJHON KaMephl Mepexoaa, YTOObI OT-
MPAaBUTHCSI B CBOE BPEMSI.

HHTepecHbIM SBIISIETCS UCMIOJb30BaHUE B KauecTBe anurpados pparmeH-
TOB U3 «IleCHU-CKa3KH O HEUUCTW.

Tak, B pomane B. JloOpsikoBa «CymepeuHble MUpBI» K OJIHOM W3 TJIaB
MPEANOCIAHBI CTPOKH:

B 3anoBegHbIX U ApeMyyux
Crpamnbix MypoMckux secax
Bcesika HeuucTh OpOUT TydeH.

Ha npoe3sxux ceer cTpax [5, c. 25].

Onurpady COOTBETCTBYET perinka nepcoHaxka: «Hackonpko MHE wu3-

BecTHO, CuHui Jlec — HapCTBO BCEBO3MOKHOW HEUMCTH, BEChbMa KYTKOH
U CMEPTEIIBHO onacHoi» [5, ¢. 26].
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B oxnoit u3 rnaB pomana «®aza 00s» repod MPEo0JEBAlOT OMACHOE
IIPOCTPAHCTBO, HACEJIEHHOE PA3JIMYHBIMU CTPALLIWIUIIAMHU — )KUBBIMUA U HE OYEHb;
snurpad)oM SIBISIOTCS CTPOKHU:

[To nmpuunHe momnaganu, 6€3 MPUIUHEI JId, —
ToapKko BceX UX M BUAAIU — CJIOBHO crunyau! [6, C. 236]

B pomane B. KonTpoBckoro «Msel Bpamaem 3emitro! OcTaHOBHBLINE
310» ctpoku 3nurpada «B 3akonmoBaHHBIX 00J0TaX TaM KUKUMOPBI KUBYT, //
3aIeKovyT JO MKOTHI M Ha JHO yBOJIOKYT» [13, €. 70] oObirpsiBaroTCs ciemy-
oM oopazom: «lllnu mo HOuaM — JemMX ¢ KUKAMOpaMU HE OMacalucCh
(B KOHIIE KOHIIOB, Hallla HEYUCTh, POAUMAs], PyCCKas), a BOT C TOCIOJICTBOM
B BO3/IyX€ HEMEILIKON aBUAIIUU MPUXOIUIOCH CYUTATHCS» [TaM XKe|.

B coBpemenHO# (aHTACTHKE €CTh JIBa PEAKUX CIIydas, KOTJa B MpOU3Be-
JICHUU K KaKJI0H TJIaBe UCIOJIb30BaHbI AMUrpadbl U3 OJJHOTO TEKCTa mo3Ta. Bo-
nepBbIx, peub uaetr o pomane I1. [llymunosa «llocneaHuii moBenuTenbpy, B Ko-
TOPOM KaXKIbI U3 IIECTH AMU30/10B CHaOxeH anurpadom u3 necHu «lIpepBan-
HBIN T0JIeT» (aHAJIU3 3TOrO SIBJICHUS TpejcTaBiieH B crtathe [11]). Bo-BTOpBHIX,
B pomane U. B. Mepuanosa «f, YUyno-FOno» snurpadamu kKo BCeM TJiaBaM siB-
asitoTCs parMeHThl ecHu Briconikoro «CBoM OCTPOBY.
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MexayHapoaHasi HAyYHasi OHJIaiiH-KOHGepeHuus
«ITo3TBI-0apAbI B KOHTEKCTE KYJbTYPbl XX—XXI BB.»
Hukeropoackuii rocy1apCcTBeHHbIN JUHTBUCTHYCCKUN YHUBEPCUTET
um. H. A. JloOpo.sro6oBa, 25-26 situBaps 2025 r.

MexayHapoaHbIA HAYYHbIN OHJIANH-CEMUHAP
«ITo3THI-0apAbI B KOHTEKCTE KYJbTYPbl XX—XXI| BB.)»
Hukeropoackuii rocy1apcTBeHHbIN JUHIBUCTHYCCKUN YHUBEPCUTET
um. H. A. JloOpoaro6oBa, 7-8 dpeBpas 2026 r.

00630p 6bINOIHEH 8 PAMKAX NPOEKMA, NOOOEPHCAHH020 epanmom Poccuti-
CcK020 HayuHo2o ¢onoa Ne 25-28-01320, https://rscf.ru/project/25-28-01320/

Nuanuupys HOBYIO KOH(EpEHIHIO, COTPYIHUKHU Hay4HO-
uccienoBarenbckoil nadoparopun «dyHIaMeHTalIbHbIE U MPUKIAIHBIE HCCIIE-
JOBaHUS acHeKTOB KylnbTypHOU uaeHTuukamuun» (HIJIY um. H. A. Jlo6posto-
00Ba) BHUEIU CBOIO 3a7a4yy B OOBEAMHEHUHU YCHJIMM TE€X, KTO MU3ydaeT TBOpUE-
CTBO NOIOUIMX MO3TOB. OpUEHTHUPOM HJisi HAc SIBUJIACh IJIOJOTBOpPHAS HJEs
npodeccopa Bi. U. HoBukoBa, chopmynupoBanHass UM Kak «rmpoekt OBI»
(OxymxaBa — Beicoukuii — ['anuu). [1o ero onpenenenuto, uccieaoBaHUE TBOP-
yecTBa 0ApJI0B €CTh «KOMILJIEKCHAsE U MHOTOACIEKTHasl MpodaemMa, Hy X Aaroma-
ACs B yCWIMSIX MHOTHX HCCJenoBareneil, Tpedyromas Oombiioi “cobopHOn”
pabote». Tpuaga «OxymxaBa — Beicoukuit — [annu» BeiAenseTcs U3 001ero
KOHTEKCTa aBTOPCKOM MECHM KaK BaXKHEHUIIUN OOBEKT HcClieoBaHMil. B TO ke
BpEMsl U TBOPUYECTBO ATUX «HOBBIX KiaccukoB» (Bxa. 1. Hosukos, H. A. boro-
MOJIOB), PO’K/IABIIEECS B 3204HOM JHMAJIONe ¢ O3TaMU MPOLUIOro, B HEMOCPE-
CTBEHHOM OOILIEHWH C TOKUMUMU U  «TPAAULMOHHBIMUY»  TO3TaMU-
COBPEMEHHUKAMHU, TPEOYeT OCMBICIICHUS C YYETOM Pa3HOOOpa3HbIX JIUTEPATyp-
HBIX, COIIMOKYJIBTYPHBIX, ICTOPUUYECKUX KOHTEKCTOB.

ksksk

[lepByto KOH(pEpEeHIMIO OTKPbUI JereHaapHbii Bi. A. ®pyMKUH — My3bl-
KOBEJI, BBIMMYCKHUK JICHMHIpaJCKOM KOHCEpBATOPHH, TIEPBBIM TEOPETUK Oap10B-
CKOM NECHHU, aBTOPUTETHEUIINN HMCCIIEIOBATENb TBOPYECTBA KIIACCUKOB 3TOTO
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*aHpa, onuskuidl apyr bynara Okymxassl, HeiHE kuBymnid B CIIIA. Hayunomy
coOpaHuio Obla TMpejacTaBieHa HoBas peaakuus ¢uiabMa «OTKyaa mpuiieTen
rory0oii mapuk?», MOCBAIIEHHOTO paHHel necHe OKy/IKaBbl.

Bin. 1. HoBukoB (MI'Y um. M. B. JlomoHocoBa) B J1okiaae «AHTOJIOTUS
aBTOPCKOM MECHU KaK Hay4YHO-TBOpUYECKas MpoOiieMay MpOaHaATU3UPOBAJ OIBIT,
KOTOPBIN JOJIKEH ObITh YYTEH MPU OCYIIECTBICHUU HOBOTO MPOEKTA: 3TO Pyo-
puKa «AHTOJOTUS aBTOPCKOM MecHU» B )KypHaje «Pycckas peub» (1989—1991)
U KHI)KHOE M37aHue «ABTOpPCKas MecHs» B cepun «KHHTa 71 yUUTEIs U y4e-
HuKa» usnarenbeTBa «Omummny (1997-2002). OGocHOBBIBas CTPYKTYpy Oymy-
1€l UTOTOBOM AHTOJIOTUU (€€ XPOHOJIOTMYECKUE MapaMeTphl, COCTaB aBTOPOB,
MOPSAJOK UX Pa3MEIICHHS B KHUTE U JIP.), JOKJIATUYUK UCXOAMI U3 UIEH, YTO U3-
JaHue JIOJKHO HOCUTh OTYETIMBO JIMTEPATyPHBIA XapaKTep U aJlpecoBaThCs HE
«TIOOUTENAIM aBTOPCKOM TMECHU», a YUTATENsIM IO033UU B IIUPOKOM CMBICIIE
ciosa. [losromy opuentupom mu3zbpaHa KoHiemniusi cepun «bubmmoreka mos-
3un», pazpadboranHas B cBoe BpeMsa lO. H. TeiHsHOBBIM. [loguepkHyTO, 4TO
MOJIFOTOBKA TaKOTO M3AaHUsl TPEOYyeT OT/IEIUTh aBTOPCKYIO MECHIO OT CMEKHBIX
XyJI0)KECTBEHHBIX SIBIICHUH, MPEK]IE BCETO — OT POK-TI033UHU, KOTOPAsk 3aCIyKH-
BaeT otAenbHOM aHTosmoruu. Crares Bi. Y. HoBukoBa omy0OnrkoBaHa B sKypHa-
ne «2mucroaay (2025, . 5, Ne 9).

P. I1I. AGenbckas (VYpanbckuii enepanbHbIii YHUBEPCUTET UM. MEPBOTO
[Ipesunenta Poccuu b. H. Enpuinna) B noknane «I'paHuiibl skaHpa v KaHPOBOE
CBO€0Opa3ne aBTOPCKOW MECHW» 00paTuiiach K mpoodiieMe, KoTopas 00CyKaaeT-
Csl HECKOJIbKO JECSATUJICTUM, IPUYEM IOJEMHUKA Jlajieka OT 3aBepUICHUs (4TO
MOATBEP/NIIa U PEAKIUsl y4aCTHUKOB KoHbepeHuuu). [loctaBuB 3amgady pac-
CMOTPETh aBTOPCKYIO MECHIO «Kiaccuiueckoroy» mepuoaa (1960—70-x, oryactu
1980-x rr.) KaK 0COOBIN KaHP B CUCTEME MOdTUYECKHUX KaHpos, P. 1. AGenn-
CKas BBIJIETWIA CIENYIOIUE ClieUn(PUUEeCcKrue YepThl: MPU UMMAaHEHTHOCTH Iie-
CEHHOT'0 HayaJla MMo33Us 3[1eCh JOMUHUPYET HAJl MY3bIKOM, OJJHAKO PUTM UIPAET
KyZa OOJBIIYI0O POJb B CMBICIOO0PA30BaHUM, Y€M 3TO CBOWCTBEHHO CYIy0o
«KHIDKHOW» T033WU; aBTOPCKas MECHsI BOMpAeT MPU3HAKKU TPATUIIMOHHBIX IIe-
CEHHBIX M TIO3THYECKHUX JKAaHPOB, HO HEOOBIYHBIM 00Pa30M COYETAET B HOBYIO
IIEJIOCTHOCTh YHACJIEI0BAHHbBIE 3JIEMEHTHI.

A. E. KppiioB (He3aBUCUMBIN HcclieoBaTeb, MOCKBa) 03arjiaBujil CBOU
JOKJIAJ] C HAPOYUTOU CKPOMHOCTBIO: «Ha myTu K yTOUHEHHOW JaTUPOBKE MECEH
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OkymxkaBel paHHero nepuopa. IIpenBaputenbHble BbIBOABIY. B peanbHOCTH
KPYIMHEHUIIIUM CHEeIHAIMCT B 00JaCTH TEKCTOJIOTMU aBTOPCKOM TMECHU TpeJCcTa-
BUJI PE3yJbTaThl MACIITAOHBIX Pa3bICKAaHUMN, 0A3UPYIOUIUXCS HA JAHHBIX JTHEB-
HUKOB U MEMYapoB COBpPEMEHHHMKOB OKyJ>kaBbl, Ha 00pabOTKe COOpaHHBIX
MarHUTOPoHHBIX 3anucei 1958—1961 rr., JOCTYNHBIX aBTOPCKUX PYKOIMUCEH
Y aBTOPCKOW MAIIMHONMCH, — PE3YyJbTaThl, KOTOPHIE B 3HAYUTEIIBHOW CTENEHU
MEHSIOT CIIOKHMBIIMECS B HayKe MPEACTABICHUS O TBOPYECKOM IyTH Oapia.
C tekctom ctatbu A. E. KpbuioBa MOXHO TO3HAKOMUTBCA B KypHaIe «IMUCTO-
naa» (2025, 1. 5, Ne 9).

H. A. boOpoBa (He3aBuCHMBI HccaeaoBarenb, MOCKBa) MOAEIUIACH
BOCIIOMHUHAHUSIMU 00 YHUKAQJIBHOM [IJISl TTO3JHECOBETCKOM JIOXU COOBITHH:
B 1979 1, xoraa npeayOex1IeHHOCTh OPUIMAIBHBIX MHCTAHIIUN NpoTUB OKYy/I-
’KaBbl ObLJIa YPE3BbIYANHO CUIIbHA, (aKylIbTeT KypHamucTuku MI'Y pomyctun
K 3alIUTe JUTUIOMHYIO paboTy Memyapucta «'yMaHHUCTHUECKUM acCleKT MO33UU
u 1ipo3bl bynara OxyxaBb.

I'. B. Ky3oBkun (I'ocynapcTBeHHBIN MeMopualibHblii My3el bymara Oky-
xaBbl B [lepenenkune, MockBa) BHICTYIIUI C COOOIICHHEM «ATPUOYT KJlacCUKa:
uudpoBoe cobpanune counHenunii bynara OxymkaBbl», NPEIIOKUB CBOM COO0-
paXEHUs O MYTAX IMOATOTOBKHM aKaJEMHYECKOTO COOpaHHUs COUMHEHHUN I03Ta,
0apaa, ICTOPUIECKOTO POMAHHUCTA.

K. B. dymenxo (MHMOH PAH, Mocksa) npencrasuin nokiaj « Tlopyunk
[omumeia” u bynat OkymxaBay, BRI3BABIINM 0COOBI MHTEpEC ayauTopur. bbi-
JIM pacCMOTPEHBI 0OCTOSITENBCTBA CO3/IaHUs 1ecHU B 1965 r. (aBTOp — MOCKBUY
Bacunuit MoKcsKOB), CIIOcOOBI M KOHTEKCTBI €€ IMO3JHEHIIero ObITOBaHUS U,
HAKOHEII, €€ POJIb KaK MHANKATOPA MEPEMEH B COZHAHUH COBETCKOTO OOIIECTBA:
HaurHas ¢ 1960-x IT. HapacTaeT HOCTANBIHUS MO PYCCKOM / pPOCCHUMCKON HJICH-
tuunoctu. K. B. Jlymenko mokasan, 4to Ha aBropa «llopyduka...» NOBIMSIN
JOPEBOJIIOLIMOHHBIE pOMaHChI, Tibeca bynrakoBa «/[uu TypOunbix» u apOart-
ckuil ki OKyJI’KaBbl, a2 B TO3IHECOBETCKOM KYJIbTYPHOM CO3HAHUU yTPaTUB-
mui aBTOpcTBO «IlopydHK...» pEe30HUPOBAT C TAKUMHU OKYJIP)KAaBCKHUMU TECHS-
mu 1970-80-x rr., kak «barambHOE MOJIOTHOY, «IleceHka 0 MOJIOIOM Tycapey,
«IIpoBoapl roHKEpOB». CO CBOEH CTOPOHBI OTMETHUM, uTO accumuisinus «Ilopy-
yuka [onuibiHa» MacCOBOW KyJIBTypOM, OT KOTOpPOil TBOpuUecTBO OKyIKaBBbI
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MIPEAENBHO JAIEKO, 3a0CTPSAET BEUYHBIM BOIPOC MOJTOB O TOM, KAK CIOB0 HAule
0mM308emcs.

C. B. Ceupugnos (bantuiickuil ¢peaepanbHpiii yHUBepcUTeT UM. MiIMMany-
una Kanra, Kanununrpan), aBrop noknana «llstas yerBepts myTt. MoTUB mipe-
EMHHYECTBA B CHOXKETHOM Te3aypyce Bmanumupa Bricomkoro», oxapakrepuso-
BaJl TOATUYECKUM MUp Oapja (TUpUUYECKU B CBOCH OCHOBE) Yepe3 YCTOMIMBBIN
TUIl «UCTOPUM» PA3HOOOPA3HBIX MEPCOHAXKEW: repoil morumbaer JubdO Tepser
CIIOCOOHOCTH IEMCTBOBATDH, HO €T0 JEJIO POooJKaeT mpeeMHuK. [lokazaHo, 4To
CIO)KETHAsI peaiu3alys NPEEMHUYECTBA MPOIIUIA TPHU HTaIa 3BOJIFOLUNA, COOTHO-
CHUMBIE C TOW MNEPUOAU3AIMEN MOITUUECKOTO TBOpUYECTBA BBHICOIIKOTO, KOTOPYIO
B cBO€ BpeMs npemaioxui A. B. Kynarus.

[lenas cepust 10KJIa10B ObLJIa MOCBAIICHA «KPHUIATOMY» OBITOBAHUIO MO3-
TUYECKOTO CJIOBa 0ap/ioB B KYJIBType pyOeka CTOJETUH M MEPBOM UETBEPTH
XXI B. E. H. bacosckas (Poccuiickuil rocyqapCTBEHHBIN I'YMaHUTApHbINA YHH-
BepcuteT, MOCKBa) B JOKJIaJe «YXONdIllas Harypa: IUTaThl U3 TMECEH
b. 1. OxymxaBbl B COBPEMEHHOM MEIMATEKCTE» OCBETUJIA COLIMOKYJIBTYPHBIC
00CTOSITENHCTBA, B KOTOPBIX OKYIXKABCKUE MOATHYECKHE (HOPMYITBI OUUIIAIOTCS
OT UJICOJOTUYECKNX KOMIIOHEHTOB 3HAUYE€HHUSI U 3MOIMOHAIBHOIO OpEoJia, CO-
XpaHsis UCKIIIOUUTENILHO «BBIPA3UTEIBLHOCTh Y3HABAEMOCTH»; OBIJIO OTMEYEHO,
YTO 3a4aCTYH CBSI3b MEXKIY MCTOYHUKOM LUATAThl U KYPHAIHUCTCKUM MaTepua-
JoM okasbiBaeTcsa cyryoo ¢opmanbHoit. U. B. lllymkuna (Camapckuii Haimo-
HaJlbHBIA HccienoBaresbekuii yHuBepcuter um. akaaemuka C. I1. Koposnesa)
B nokiane «llecan B. C. BricOLKOro Kak MCTOYHUK LUTAT U KPbLIATHIX BbIpa-
KEHUW B COBPEMEHHOM Ta3eTHO-MYOJUIIMCTUYECKON peun» jJana COLMOKYJIb-
TYPHYIO U JIMHTBOIIPArMaTUYECKYH XapaKTEPUCTUKY LIUTAT U KPbUIATHIX BbIPA-
KEHUW U3 mnecHu «YTpeHHsss ruMHacTuka». B. Il M3otoB (OprnoBckuii
rocynapctBenHbii yHuBepcutet uM. U. C. Typrenesa) B noknaae «“llurarel ot
Bcex HamacTel’: Bmagumup Beiconkmii kKak 00BEKT MUTHPOBAHUS B JKaHPE ajlb-
TEPHATUBHON UCTOPUN» CUCTEMATU3UPOBAJ THIIHI OOpaIIEeHNH K TEKCTaM Oap/ia,
MOCTaBUB BOIIPOC O MPUUMHAX MIPUCTPACTHUS K €r0 TBOPUYECTBY MPEACTABUTENICH
KOHKpeTHOTO kaHpa. Tekct B. 1. M30ToBa omyOnrMKoOBaH B XypHaJIE «IMUCTO-
na» (2025, 1. 5, Ne 9).

Hoxnan A. B. Kynaruna (I'ocygapCTBeHHBIM COIMAIbHO-TYMaHUTAPHBIN
yauBepcuteT, Komomaa MockoBckoit 0011.) «bapa muimier ajis 3CTpaabl: OMbIT
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Opust Buzbopa» cCKoOppeKTUpOBal YCTOMUYMBOE MPECTABICHUE 00 aBTOPCKOM
IIECHE KAaK NPUHIUMNUAIBHO HECOBMECTUMOM C MECHEW 3CTpagHou. B 1eHTpe
aHanu3a — necHs «5l Bac o010, cTonua» (Ha My3biky [laBma AegoHMIIKOTO),
B KOTOPOW YEPThI ACTPAJIHON MECHU (HUBEIMPOBAHHOCTH JTUPUUYECKONU IMOIIUH,
MCIIOJIb30BaHUE «OOIIMX MECT») COBMEIIAIOTCA C MPUCYLIUMU OPUTUHAIIBHOMY
OapaoBCKOMY TBOpUeCTBY Br3bopa MOTHBaMM JaJIbHUX CTPAHCTBUM, «TPYAHBIX
npodeccuity, YacTHOM KU3HU TOpoKaHWHA. Ta ke TEHJACHIUSA BBISBICHA
U B Apyrux necHsx Buzbopa, HamucanHbIX st dctpaabl («Crapsiii Apbary,
«Tpwu 3Be31BI»).

M. A. Anekcanaposa (Huxeroponckuii rocy1apcTBEHHbIN JTMHIBUCTHYE-
ckuii yauepcuteT uM. H. A. JloOponto6oBa) B HoKiane «AKTyanu3anus Mmyli-
kuHCKoro muda B “OnbiTe HOCTanbruu” Anekcanapa ['anuda» paccmoTpena
ATOT TEKCT B PsIAY JPYTUX MAKCUMAJUCTCKUX BbICKa3bIBaHUI Oapja 00 ydyacTu
pycckoro moaTa. beuio mokaszano, 4uto amno3uu K cynboe [lymkuna B «OmnbiTe
HOCTaJIbIUU» TMEPEAaoT UACK HEAOCATaeMOCTH Healia; Ha UIeaJbHOM (POHE
JaK€ U3THAHUE MBICIUTCS KOMIIPOMHCCOM — YKJIOHEHUEM JIMPUYECKOTO Iepos
oT myTu Ha YepHyro peuky. BhIsIBIEHO NMpeNIoMIIEHHE U CHMBOJIMYECKOE pa3pe-
1eHue 3Toi koyun3uu B nnecHe [Manuua «Korna st BepHyChY.

A.B. MapkoB  (Cneuuanu3upoBaHHBI  y4yeOHO-HAy4HBIA  LIEHTP
uM. A. H. Kommoroposa MI'Y um. M. B. JlomoHocoBa) B nmokinane «Jlyownka
WM BEpPEBKA: C YEM OTIPABUTHCS B JAJIbHUNU MyTh (XapMCOBCKUUA MHTEPTEKCT
B “Jlerenne o Tabake” Anexkcanapa ['amuya)» mpocieaun TBOPUECKYHO WHTEp-
MpeTanuio 0apIoM Mol33uu XapMmca (Mpexae Bcero cruxorBopeHus: «M3 moma
BBIIIIEIT YEJIOBEK»), 0OYCIOBICHHYIO HeeH MoOeabl mo3Ta HaJl aOCypIHOU Ke-
CTOKOCTBIO BEKa.

B xondepenmun npunHsaun ydactue cryaeHTel HUY «Beicmas mikosa
skoHoMuKn» B Huxxknem HoBropoze ¢ goxnanamu: «MOTHUB IyTH B “‘OTTENEIb-
HoM” TBOpuecTBe FOpus Buzbopa» (A. KpokomeBa); «Co3HaHHE COBETCKOTO
“MaJICHBKOTO Y€JIOBEKA W CPEICTBA €T0 BBIPAXKEHUA B NecHe AjekcaHnpa [a-
nuya “Jlenouka”» (A. Ky3nenosa); «DyHKIIHs ®KEHCKOTO 00pa3a B rnmecHe AJiek-
canapa l'annua “Ilucebmo B cemHanmareii Bek » (M. ®@aneeBa-I'omec); «“Tlu-
parckas gnupuyeckas”® bymara OKymkaBbl Kak IMOJEMHUYECKUM OTBET Ha
“bpurantuny” IlaBna Korana u I'eoprus Jlenckoro» (I1. Bopucosa); «Pa3py-
HICHWE DH30MOBCKUX KOHBEHUHMM B mnecHe bymara OkymxkaBsl “Jlep30CTh,
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uiM pasroBop nepexa 6oem”» (B. Kynemosa); «Ilecust Bynara Okymxassl “Co-
HBIIIKO CHSET, My3bIKa UTPAET...” B COLUOKYJIBTYPHOM KOHTEKCTE IMO3THECO-
BeTcKo anoxu» (/1. bacManoBa).

3aBepiieHueM padboThl KOH(pepeHuu crano BeIcTymieHue T. B. SIHkoB-
ckoit, uinena O6miectBa pycckux jgureparopoB Amepuku OPJIMTA u Kny6a nu-
careJjieu Hbm-ﬁopKa, yeit noksan «Iloat Opomstumii. XKuszHe 1 TBopuecTBO Katu
SpoBoii» mpeacTaBuil MECEHHOE TBOPUECTBO, KOTOPOE A0 CUX MOP HEAOCTATOU-
HO M3BECTHO HAa POJWHE B CWJIy Tparudecku paHHero yxoma Oapna. Pacckas
ouorpada Karu SpoBoii u momymnspuzaropa ee Haclaeaus BIIOJTHE YOS ayau-
TOPHUIO, YTO noam Opodsuuti (TakoBO 00pa3HOE caMoompeeicHue 0dapaa) — ogHa
U3 UHTEpECHENINX QPUTyp Cpeau aesTeneii aBTOPCKON MEeCHH MO3IHECOBETCKOM
u nepectpoedHoil snoxu. Texct cooOuienust T. B. SIHKOBCKoOU oOmyOIMKOBaH

B XKypHaiie «nucrona» (2025, 1. 5, Ne 9).

dkokok

Bropas BcTpeua wuccrienoBareneil TBOpUECTBa MO3TOB-OapA0OB MpoIILia
B (hopMare OHJIAIH-CEMUHApPA, YTO MO3BOJWIO YIAECIUTH OOJbIIE BpEMEHH 00CYX-
JICHUIO JTOKJIAJI0B U IUCKYCCUU IO BOIIPOCAM, BBI3bIBAIOIIUM OOIIUI HHTEpEC.

Hayunoe coOpanue BHOBbH OTKpbUI Bi. A. ®pymKkuH (HE3aBUCUMBIA HC-
cnenoBatenb, CIIIA) cBoum prbmoMm-mMoHonoroM «BemymmBasics B [Nammuay.

M. A. Anekcangposa (HIJIY wum. H. A. JlobpontoGoBa) B J0KIajze
«IIymkun u brok B “anexcanapuiickom mude” I'annda, onupasich Ha MOHSITHE
aBroOuorpaduueckoro muda B TpaktoBke J[. M. MaromenoBoil U miogoTBOp-
Hyto uzaewo lO. B. llatuna o cBsa3u nymkuHuanbl XX B. ¢ aBToMU(pOIOTHEN
€€ TBOPIIOB, PACCMOTpENIa peau3aiiio MOAEIN CyAhOBI MO3Ta, BOCXOMISIICH
K MyIIKUHCKOMY MHU(y. BbUI0 mMoka3zaHo, YTO YCTAHOBIEHUE CHMBOJIUYECKOTO
POACTBA MEXY MTO3TAMU-TE3KaMU B IUKIIE [ annya « ATIEKCaHAPUINCKUE TIECHU
chopMHUpPOBATIO HEPAPXHUECKYIO CTPYKTypy Muda. Anamus «['ycapckoil mec-
HM», «l{pIranckoro pomancay, «Kemanus cnaBbl», «OnbiTa HOCTAJIBIAW» IO-
CIIy1J1 000CHOBAHMIO TE€3UCA: KOHCTAHTOM «aleKcaHapuiickoro Muday» sBis-
eTCsl JIMpU4YecKoe nepexxknBaHue cyapObl [lymkuaa B equHCTBE ¢ pedrekcueit
o bioke.

VYuacTtue B HaileM HaydYHOM COOpaHWM HAYMHAIOUIMX HCCIeIoBareen
n3 HNY «Beicmias mkona sxkoHomukn» B Hwuxaem HoBropoge craHoButcs
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no0poil Tpagunuen. JI. bapplliHUKOBa, CTyieHTKa Maructparypsl «CoBpeMeH-
Hble (PUIOJOTUYECKUE MPAKTUKHU: MOATUKA, WHTEPIpETaIus, KOMMEHTaApU»,
aBTOp JOKJaga «AKTyanuzanus (Urypbl pUMCKOTO KJIAacCHUKa B TMECHE AJIeK-
cangpa l'ammua “Mpb1 He xyxe lopauusa”», IPOIEMOHCTPUPOBANA BBICOKUU
npodeccuoHaNbHBIM yPOBEHb, MO3BOJIUBIINN JAaTh HOBOE, BO MHOTOM HEOXH-
JaHHOE, HO YOeAUTENIbHOE MPOYTEHUE MpOorpaMMHOro Tekcta Oapaa. OcoOblit
WHTEPEC ayJUTOPUM BHI3BAJI aHAJIU3 TPUEMOB, OCBEIIAIOIIUX BHYTPEHHUN KOH-
GIUKT mo3Ta, KOTOphIA B cepeauHe 1960-x rr. ObuT MpUYacTeH cpasy K JIBYM
chepam — KOH(DOPMHUCTCKOM W HOHKOH(POPMHUCTCKON; MMEHHO 3TOT IMapajioKC
OJTUIIETBOpsET coO0M [opanmii kak n30paHHbIN ["amdeM HCTOPUUYECKUM TBOMHUK.

B. I1. M3otoB (OpnoBckuii rocynapcTBeHHbid yHuBepceuretr uM. U. C. Typ-
reHeBa) B jAokjiaze «TBopuyecTtBo Bricomkoro kak oOBEKT snurpadupoBaHus
B JKaHpE aJIbTEPHATUBHOW UCTOPUM» MPOIOKII pa3pabOTKy Marepuaiia, mpe-
Ha3HAYCHHOTO TSI KaTajora « Beicomkuii u haHTacTUKay.

HNHTEepTeKCTyalbHOMY TMOTEHIMAIY TBOpYECTBA OapAoB ObLI MOCBSIICH
u nokyan WM. B. lllymkunoit (CamMapckuii HallMOHAJIBHBIM KMCCIIEI0BATEIbCKUM
yHuBepcuteT uM. akaaemuka C. I1. KoponeBa) «ABTOpCcKasi MECHS KaK HCTOY-
HUK ITUTAT ¥ KPbUIAThIX BBIPAKEHUM B COBPEMEHHOM Tpecce (Ha mpuMepe mnec-
Hu “bpurantuna’” I'. Jlenckoro u I1. Korana)». MarepuaiomM ajis ucciaeaoBaHuUsI
MOCTY)KUJIM  Ta3eTHO-)KypHaJIbHBIE  MyOMWUKAIMK  HA  OOIIECTBEHHO-
MOJIMTUYECKUE TeMBI ¢ (PparmMeHTamMu niecHu «bpurantuHay. belia n1ana coruo-
KyJIbTypHasi U JIMHTBUCTUYECKAsA XAPAKTEPUCTHUKA LIUTAT, pACCMOTPEHBI UX Ce-
MaHTUYECKHE, CTHINCTUYECKHUE M CTPYKTypHbIe TpaHchopMmaimu B JKypHa-
JUCTCKUX TekcTax. [Toka3zaHo, KaKuM MHTEPIPETALMSAM MOIBEPTatOTCS CETOTHS
UJeosoreMbl, 3Ha4yuMble A1 mokosjeHus [1. Korana v st miecTu1ecs i THUKOB,
Ybsl WCIIOJIHUTENIbCKAsl TpaKTUKa Cleliaja TMeCHI0 MOMyIsSpHOW. YITyOJaeHBI
npeACcTaBieHus 0 0apJIOBCKOM MECHE KaK MCTOYHUKE JIOTOAMUCTEM U Mperie-
JIECHTHBIX (DEHOMEHOB B COBPEMEHHOMU S3LIKOBOU MPAKTHKE.

C. C. boiiko (Poccuiickuil TOoCy1apCTBEHHbI T'yMaHUTAPHBIM YHUBEPCHU-
teT, MockBa) B noknane «HpaBoomnucanue B nupuxke Bragumupa Bwicorkoro
u bynara OkymkaBbl» OCHOBaJIa CBOM COINOCTABUTEINIbHbIE HAOIIONEHUSI HA OKY/I-
KABCKOW TpHaae «3aBUCTb, HECHABUCTh W BPAXJA...», IpocieauB (HOpMbI pe-
IPE3EHTALMM COOTBETCTBYIOIIUX YEPT OOIIECTBEHHBIX HPABOB Y JIBYX Oap/0B.
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C. B. Cupugos (bantuiickuil ¢penepanbublii yHuBepcuTeT UM. MiMMany-
una Kanra, Kanununarpan) B gokinane «“3a crpodamu Bcerga uaeT crpoda’:
ctux ¥ komnosunua “bamnang Mak-Kunnn” Brnaaumupa Beiconikoro» mpesio-
KUJ TOHKUM CTUXOBETUYECKUM aHaAIM3 OOJBIIOTO MECEHHOTO IMKJAa, KOTOPBIM
npeaHasHayancsa st Guibma Muxaumna IBediniepa «bercrBo mucrepa Mak-
Kunnu», HO OBIT MUHMMAJIBHO HCIOJIB30BAH PEKUCCEPOM, BBIHYKIECHHBIM
YCTYNUTH NpenyoexneHHoMy Jleonuay Jleonosy. IlecHu, HanMcaHHbIe OT aULa
nepcoHaxa — bunna Cerepa, Oka3bIBalOTCS «IBa)KIbl POJIEBBIMU»: BENb «ame-
PUKAHCKHI TIEBEL», CaM MEPUOJUYECKN MEHSIOIIUN POJIU, BBICTYIIAET HOCUTEIIEM
OCTpaHAIOLIEro B3MIAAa Ha Mup. Kak mokazanm NOKIIaI4uK, CMENBIE DKCIIEpHU-
MEHTBI CO CTPO(Oii, CTUXOBAsi BUPTYO3HOCTh, (popManibHasi H300pETaTENbHOCTD,
rpaHMyalias nog4yac ¢ TPIOKOM, He ObuUia 1jis BBICOLIKOTO CaMOIIEHHOM: 3TO
CPEIICTBO MOCTPOEHUs 00pa3a Mo3Ta, NOJHOCTHhIO CBOOOJHOTO OT THETA COIU-
AJILHOU U TTOJIUTUYECKOU HEOOXOIUMOCTH.

O. 0. Kazmupuyk (MOCKOBCKUI TOpPOJICKOM MENaroru4ecKkuii yHuBepCu-
TeT) npencraBuia nokiaa «CTuxoTBopeHus U necHu Biaaumupa Bricoiikoro,
aapecoBaHHbie Mapune Bnagu: MeTanosTuueckuii actekT (oOpalieHue K JuTe-
paTypHOU TpaJUIIMM)», TJE MOKa3ajaa, 4YTO B TEKCTaxX, HAIIMCAHHBIX B IMEPBBIC
roJibl 3HAKOMCTBA 103Ta U AKTPHUCHI, BAXKHYIO POJIb UTPAIOT PA3MBILLJICHUS JIW-
PUYECKOTO Teposi 0 COOCTBEHHOM TBOpYecTBe. Bo3mio0neHHass acColuupyeTcs
¢ My3ou, cootHocutcs ¢ repounsmu llymkuna, biioka, Manaensimrama, a cam
BJTIOOJICHHBIN TOTOB BCTYIHUTH B CIIOP C BEIMKUMU MPEANICCTBEHHUKAMH.

A. E. KpbuioB (He3aBUCUMBINA HccaeaoBaresb, MockBa) B JoKiIajae «3a-
raaka necHu “‘Mapps [leTpoBHA UAET 3a CENENOUYKOM. .. » CKPYILYJIE3HO PEKOH-
CTPYHPOBAT MCTOPHUIO CO3JaHUSI U OBITOBAHWSA TMECHH, KOTOpas JOJITO€ BpeMs
MPUIIHCHIBAIACH OMHOMY aBTOpY — bynary OxkymkaBe. M310%KeHbI TPUYUHBI MH-
ctuukanmu, kotopyro OKyIxKaBa, COUMHUBIIUM MY3BIKY, MOAJECPKHUBAT IO
mpock0e cBoero apyra Cepro JloMuHaa3€e, HAMCABIIETO OOJIBIIYIO YacTh TEK-
CTa. YCTAaHOBUB COABTOPCKHM Xxapakrep cTuxoB, A. E. KppuioB mokasan 3ako-
HOMEPHOCTb peMyTaliuy NECHU KaK OKYIKaBCKOM.

A. B. Kynarun (I'ocynapcTBEHHBIN COIMAIbHO-TYMAHUTAPHBIN YHUBEPCH-
teT, Komomua MockoBckoii 06011.) B noknane «llecus FOpus Buz6opa “I'puodnr”
¥ >KaHpOBasi MaMsTh OauIaabl»y 0OpaTHIICS K MPOU3BEICHUIO, 10 CUX TOP HE MpH-
BJICKABIIIEMY BHUMaHUE HccaegoBarene. [Ipociiexxeno, Kak CBsI3b ¢ TpaauLUEn
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peanusyercs B 0ajulaiHbIX MOTHBAaX TyMaHa, OOHAPYKEHHBIX OCTAaHKOB BOUHOB,
packphIBarolierocsi rpoda, ux (BOMHOB) CHMBOJMYECKOTO BOCKPELICHUS IS
HOBOTO 00s. [lokazaHo, 4TO MaMATh KJIACCUYECKOTO JIUTEPATYPHOTO XKaHpa Ipe-
JomiisieTcs uepes oosee 0au3Kyro Buz0opy neceHHO-MOATUYECKYIO KYIBTYpPY —
«Ommobky» ['anuya, «3a 6enbiM Metammom» [oponnuiikoro, a Takxke «[peHamgy»
CBeTiioBa, MHOTOKPATHO TOJOKEHHYI0 Ha MY3bIKY. XapakTepHas ISl TBOpYE-
cTBa Buzbopa n0poKHO-TIOXOAHAS CUTYyalUs PUJAET TPArHuecKou TeMe «Ipu-
3EMJICHHBINY, JKUTCUCKUMN XapaKTep.

K. B. lymenxko (MHWUOH PAH, Mocksa), caenaBmmii goknan «O0 wc-
TOUYHMKAX JABYX ‘“OenorBapjeickux’ poMaHcoB: “Cunee HeO0 Poccuu” (Bepcus
IOpust bopucosa) n “Uucturytka” (penepryap Brnagumupa Beiconkoro)», Ko-
JIOPUTHO OMNMCaT NapaOKChl, KOTOPBIMU MOJIHA UCTOPHS MOMOJHEHUS U OBITO-
BaHUs TECEHHOW «OeJIorBapJICUIMHb» U <«3MHUIPAHTUIMHBD), COUYMHSBLICHCS
raBHbIM oOpa3zom B CCCP.

H. Hsronosa (BenukoTeipHOBCcKui yHHBepcUTeT UM. CBATbix Kupuina
u Medonusi, bonrapusi) B nokiane «Penemnius TBOpYeCTBa COBETCKUX OapJioB
oonrapckoit mHTeureniumenn 70-x romoB XX Beka (Ha Marepuane (uibma
“Hamia  npyras  BO3MOXHasi  KU3HB)»  PEKOHCTPyUpOBajla  UJIEHHO-
MOBEACHYECKYIO CTpaTeruio, 3anevyarieHHyl B (uiibMe pexuccepa PymsiHbI
[letkoBoii. B nanHO# cTpareruu »XW3Hb M TBOPYECTBO COBETCKUX OapaoB
3aHMMAIOT 3HAYMMOE€ MECTO U MOABEPTatoTcs crneuupuyeckoil Mudoaoruzaiuu.
OunbM, cHATHIA B 2004 ., 1€eMOHCTPUPYET pa3BEPTHIBAHUE CYOKYIBTYPHOTO
KOJIa, XapaKTEepPHOTO IS SMIOXU OOJITapCKOTO MO3IHET0 conuann3mMa. bombimH-
CTBO 3JIEMEHTOB 3TOT0 CYOKOJa MPOSIBISIIOTCA 4Y€pe3 MO3TUYECKOE — LIMTAaThl,
aJUTI03ud U nepudpassl, TUTEPATypPHYIO MHUDOIOTHIO, aHTPOIIOHUMBI M TOIIO-
HUMBI. VX ¢QyHKIMOHMpOBaHWE B TEKCTE (POPMUPYET NEbId MOHATUHHO-
0o0pa3Hbli JIEKCUKOH, CBOCOOPA3HbIN A3BIK, KOTOPBIA BKJIIOYAET B ceOs psAll ap-
TedakToB — PoTONOPTPETHI OAPAOB, UX TIECHHU.

OneIT OpoOBENEHUSI NBYX TEMAaTMYECKUX HAYYHBIX COOpAaHUM IMO3BOJISIET
HAJIEATHCS, YTO TAKHWE BCTPEUU CTAHYT PETYIISIPHBIMHU.

M. A. Anexcanoposa
H. P. Jlaoyxuna
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