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Інтерпретація сонетів В.Шекспіра  
в методологічному просторі 
міждисциплінарного діалогу 

 
 

ʅʘʫʢʦʚʠʡ ʜʠʩʢʫʨʩ ʩʫʯʘʩʥʦʾ ʛʫʤʘʥʽʪʘʨʠʩʪʠʢʠ 
ʧʦʟʥʘʯʝʥʠʡ ʽʥʪʝʥʩʠʬʽʢʘʮʽʻʶ ʤʽʞʜʠʩʮʠʧʣʽʥʘʨʥʦʛʦ ʜʽʘʣʦʛʫ ʪʘ 
ʜʦʤ̔ʥʫʚʘʥʥʷʤ ʽʥʪʝʛʨʘʪʠʚʥʠʭ ʪʝʥʜʝʥʮʽʡ ʫ ʩʬʝʨʽ ʤʝʪʦʜʦʣʦʛʽʾ. 
ʇʦʩʪʫʧʦʚʦ ʩʢʣʘʜʘʻʪʴʩʷ Ăʥʦʚʠʡ ʘʣʴʷʥʩò ʤʽʞ ʨʽʟʥʠʤʠ ʪʠʧʘʤʠ ʽ 
ʛʘʣʫʟʷʤʠ ʟʥʘʥʥʷ

1
, ʘ ʮʝ, ʫ ʩʚʦʶ ʯʝʨʛʫ, ʩʧʨʠʷʻ ʩʫʪʪʻʚʦʤʫ 

ʟʙʘʛʘʯʝʥʥʶ ʘʥʘʣʽʪʠʯʥʠʭ ʨʝʩʫʨʩʽʚ ʦʢʨʝʤʠʭ ʥʘʫʢ ʪʘ 
ʨʦʟʰʠʨʝʥʥʶ ʜʽʘʧʘʟʦʥʫ ʾʭʥʽʭ ʜʦʩʣʽʜʥʠʮʴʢʠʭ ʩʪʨʘʪʝʛʽʡ. 

ɼʣʷ ʬʽʣʦʣʦʛʽʾ ʚʠʱʝʦʢʨʝʩʣʝʥʽ ʪʝʥʜʝʥʮʽʾ ʚʠʷʚʣʷʶʪʴʩʷ 
ʚʝʣʴʤʠ ʧʨʦʜʫʢʪʠʚʥʠʤʠ ʷʢ ʫ ʧʨʘʛʤʘʪʠʯʥʦʤʫ, ʪʘʢ ʽ ʚ 
ʝʧʽʩʪʝʤʦʣʦʛʽʯʥʦʤʫ ʧʣʘʥʘʭ. ʅʘ ʧʝʨʝʭʨʝʩʪʽ ʣʽʥʛʚʽʩʪʠʢʠ, 
ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʩʪʚʘ, ʬʽʣʦʩʦʬʽʾ ʪʘ ʢʫʣʴʪʫʨʦʣʦʛʽʾ, ʧʨʠʤʽʨʦʤ, 
ʩʬʦʨʤʫʚʘʚʩʷ ʪʘʢ ʟʚʘʥʠʡ ʢʦʥʮʝʧʪʫʘʣʴʥʦ-ʢʫʣʴʪʫʨʦʣʦʛʽʯʥʠʡ 
ʥʘʧʨʷʤʦʢ, ʧʨʝʜʩʪʘʚʥʠʢʠ ʷʢʦʛʦ (ɺ.ɿʫʩʤʘʥ, ɹ.ɻʘʩʧʘʨʦʚ, 
ɯ.ʉʤʠʨʥʦʚ, ʉ.ʅʝʨʝʪʽʥʘ, ʇ.ʈʠʭʣʦ ʪʘ ʽʥ.) ʜʦʩʣʽʜʞʫʶʪʴ 
ʧʨʦʙʣʝʤʘʪʠʢʫ ʧʦʨʦʜʞʝʥʥʷ ʩʤʠʩʣʽʚ ʫ ʮʘʨʠʥʽ ʭʫʜʦʞʥʴʦʾ 
ʩʣʦʚʝʩʥʦʩʪʽ. ʆʙôʻʢʪʦʤ ʘʥʘʣʽʟʫ ʚ ʾʭʥʽʭ ʧʨʘʮʷʭ ʩʣʫʛʫʻ ʥʝ 
ʪʽʣʴʢʠ ʥʘʷʚʥʠʡ ʩʤʠʩʣ ʭʫʜʦʞʥʽʭ ʪʝʢʩʪʽʚ, ʘʣʝ ʡ ʧʦʪʝʥʮʽʡʥʦ 
ʤʦʞʣʠʚʠʡ, ʪʦʡ, ʱʦ ʚʠʥʠʢʘʻ ʫ ʧʝʚʥʠʭ ʢʦʤʫʥʽʢʘʪʠʚʥʠʭ 
ʩʠʪʫʘʮʽʷʭ. ɼʦʚʦʣʽ ʮʽʢʘʚʽ ʧʨʦʮʝʩʠ, ʽʥʩʧʽʨʦʚʘʥʽ ʩʪʨʽʤʢʠʤ 
ʨʦʟʚʠʪʢʦʤ ʽʥʪʝʛʨʘʪʠʚʥʦʛʦ ʧʽʜʭʦʜʫ, ʩʧʦʩʪʝʨʽʛʘʶʪʴʩʷ ʩʴʦʛʦʜʥʽ 

                                                           
1 Зусман В.Г. ɼʠʘʣʦʛ ʠ ʢʦʥʮʝʧʪ ʚ ʣʠʪʝʨʘʪʫʨʝ. ï ʅ.ʅʦʚʛʦʨʦʜ: ɼʝʢʦʤ, 2001. ï ʉ.5. 
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ʽ ʚ ʮʘʨʠʥʽ ʧʝʨʝʢʣʘʜʦʟʥʘʚʩʪʚʘ, ʟʦʢʨʝʤʘ, ʚ ʪʝʦʨʽʾ ʭʫʜʦʞʥʴʦʛʦ 
ʧʝʨʝʢʣʘʜʫ.  

ʎʷ ʥʘʫʢʦʚʘ ʜʠʩʮʠʧʣʽʥʘ, ʱʦ ʛʥʦʩʝʦʣʦʛʽʯʥʦ ʧʦʚôʷʟʘʥʘ ʽʟ 
ʩʫʪʦ ʛʝʨʤʝʥʝʚʪʠʯʥʦʶ ʧʨʦʙʣʝʤʦʶ ʦʩʷʛʥʝʥʥʷ ʩʤʠʩʣʽʚ 
Ăʯʫʞʦʛʦ ʩʣʦʚʘò ʪʘ ʥʘʮʽʣʝʥʘ ʥʘ ʧʦʰʫʢʠ ʦʧʪʠʤʘʣʴʥʠʭ ʰʣʷʭʽʚ 
ʡʦʛʦ ʨʝʧʨʝʟʝʥʪʘʮʽʾ ʟʘʩʦʙʘʤʠ ʽʥʰʦʾ ʤʦʚʠ, ʪʨʘʜʠʮʽʡʥʦ ʯʝʨʧʘʻ 
ʝʥʝʨʛʝʪʠʯʥʫ ʥʘʩʥʘʛʫ ʟ ʪʘʢʠʭ ʜʞʝʨʝʣ, ʷʢ ʣʽʥʛʚʽʩʪʠʢʘ ʽ 
ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʩʪʚʦ. ʇʨʦʪʷʛʦʤ ʦʩʪʘʥʥʽʭ ʜʝʩʷʪʠʣʽʪʴ ʚ ʫʤʦʚʘʭ 
ʧʦʞʚʘʚʣʝʥʥʷ ʤʽʞʜʠʩʮʠʧʣʽʥʘʨʥʦʛʦ ʜʽʘʣʦʛʫ ʚʩʝ ʦʯʝʚʠʜʥʽʰʠʤ 
ʩʪʘʻ ʨʦʟʫʤʽʥʥʷ ʪʦʛʦ, ʱʦ Ăʤʝʪʦʜʦʣʦʛʽʾ ʧʝʨʝʢʣʘʜʘʥʥʷ ʤʦʞʫʪʴ 
ʩʣʫʛʫʚʘʪʠ ʤʦʜʝʣʷʤʠ ʽʥʪʝʨʧʨʝʪʘʮʽʾò

2
, ʘ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʯʽ 

ʽʥʪʝʨʧʨʝʪʘʮʽʾ ʭʫʜʦʞʥʴʦʛʦ ʪʝʢʩʪʫ ï ʦʜʥʠʤ ʽʟ ʤʝʭʘʥʽʟʤʽʚ 
ʟʘʧʦʙʽʛʘʥʥʷ ʡʦʛʦ ʭʠʙʥʦʛʦ ʨʦʟʫʤʽʥʥʷ ʪʘ ʟʘʩʦʙʦʤ ʤʽʥʽʤʽʟʘʮʽʾ 
ʨʠʟʠʢʫ ʧʝʨʝʢʣʘʜʘʮʴʢʠʭ ʧʦʤʠʣʦʢ. 

ʄʝʪʘ ʮʽʻʾ ʩʪʘʪʪʽ ʧʦʣʷʛʘʻ ʚ ʪʦʤʫ, ʱʦʙ ʥʘ ʤʘʪʝʨʽʘʣʽ 
ʢʦʤʧʘʨʘʪʠʚʥʦʛʦ ʧʝʨʝʢʣʘʜʦʟʥʘʚʯʦʛʦ ʘʥʘʣʽʟʫ ʩʦʥʝʪʽʚ 
ɺ.ʐʝʢʩʧʽʨʘ (110-ʛʦ ʪʘ 144-ʛʦ) ʧʨʦʜʝʤʦʥʩʪʨʫʚʘʪʠ ʥʘʫʢʦʚʫ 
ʧʨʦʜʫʢʪʠʚʥʽʩʪʴ ʤʽʞʜʠʩʮʠʧʣʽʥʘʨʥʦʛʦ ʜʽʘʣʦʛʫ ʣʽʪʝʨʘʪʫʨʦ-
ʟʥʘʚʩʪʚʘ ʽ ʧʝʨʝʢʣʘʜʦʟʥʘʚʩʪʚʘ.  

ʋ ʨʘʤʢʘʭ ʪʘʢ ʟʚʘʥʦʛʦ ʥʝʦʙʫʢʚʘʣʽʩʪʩʴʢʦʛʦ ʧʨʦʝʢʪʫ, ʱʦ 
ʚʞʝ ʪʨʠʚʘʣʠʡ ʯʘʩ ʫʩʧʽʰʥʦ ʨʦʟʨʦʙʣʷʻʪʴʩʷ ʷʢ ʧʨʘʢʪʠʢʘʤʠ, ʪʘʢ 
ʽ ʪʝʦʨʝʪʠʢʘʤʠ ʭʫʜʦʞʥʴʦʛʦ ʧʝʨʝʢʣʘʜʫ, ʟʘʧʨʦʧʦʥʦʚʘʥʦ ʮʽʢʘʚʫ 
ʘʥʘʣʽʪʠʯʥʫ ʤʦʜʝʣʴ ï ʤʝʪʦʜʦʣʦʛʽʶ ʩʪʝʨʝʦʩʢʦʧʽʯʥʦʛʦ ʯʠʪʘʥʥʷ. 
ɰʾ ʥʘʡʘʢʪʠʚʥʽʰʠʤ ʧʦʧʫʣʷʨʠʟʘʪʦʨʦʤ ʚʠʩʪʫʧʘʻ ʚʽʜʦʤʘ 
ʢʘʥʘʜʩʴʢʘ ʜʦʩʣʽʜʥʠʮʷ ʄʝʨʽʣʽʥ ʈʦʫʟ

3
, ʷʢʽʡ, ʜʦ ʨʝʯʽ, ʥʘʣʝʞʠʪʴ 

ʽ ʧʨʽʦʨʠʪʝʪ ʪʝʦʨʝʪʠʯʥʦʛʦ ʦʙˇʨʫʥʪʫʚʘʥʥʷ ʢʦʥʮʝʧʪʫʘʣʴʥʠʭ 
ʟʘʩʘʜ ʥʝʦʙʫʢʚʘʣʽʩʪʩʴʢʦʛʦ ʧʝʨʝʢʣʘʜʫ. ʆʩʪʘʥʥʽʡ, ʷʢ ʟʘʟʥʘʯʘʻ 
ʃ.ʂʦʣʦʤʽʻʮʴ, Ăʩʧʨʷʤʦʚʘʥʠʡ ʥʘ ʚʽʜʥʦʚʣʝʥʥʷ ʧʝʨʚʽʩʥʦʛʦ 
ʩʪʘʥʫ, ʧʝʨʚʽʩʥʦʾ ʛʦʩʪʨʦʪʠ ʧʦʝʪʠʯʥʦʛʦ ʚʽʜʯʫʚʘʥʥʷò

4
. 

                                                           
2 Лановик М. ʊʝʦʨʽʷ ʚʽʜʥʦʩʥʦʩʪʽ ʭʫʜʦʞʥʴʦʛʦ ʧʝʨʝʢʣʘʜʫ: ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʯʽ 
ʧʨʦʝʢʮʽʾ. ï ʊʝʨʥʦʧʽʣʴ: ʈʝʜʘʢʮʽʡʥʦ-ʚʠʜʘʚʥʠʯʠʡ ʚʽʜʜʽʣ ʊʅʇʋ, 2006. ï ʉ.432. 

3 Rose M.G. Translation and Literary Criticism: Translation as Analysis. ï 
Manchester, 1997. 

4 Коломієць Л. ʅʝʦʙʫʢʚʘʣʽʟʤ ʷʢ ʧʝʨʝʢʣʘʜʘʮʴʢʠʡ ʤʝʪʦʜ ʫ ʧʦʩʪʤʦʜʝʨʥʽʩʪʩʴʢʦʤʫ 
ʜʟʝʨʢʘʣʽ // ʃʽʪʝʨʘʪʫʨʦʟʥʘʚʯʽ ʩʪʫʜʽʾ. ï ʂʠʾʚ: ɺʇʎ Ăʂʠʾʚʩʴʢʠʡ ʫʥʽʚʝʨʩʠʪʝʪò, 
2002. ï ɺʠʧ.3. ï ʉ.10. 
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ʉʫʪʥʽʩʪʴ ʩʪʝʨʝʦʩʢʦʧʽʯʥʦʛʦ ʯʠʪʘʥʥʷ ʧʦʣʷʛʘʻ ʚ 
ʧʘʨʘʣʝʣʴʥʦʤʫ ʦʩʚʦʻʥʥʽ ʜʚʦʭ ʘʙʦ ʜʝʢʽʣʴʢʦʭ ʪʝʢʩʪʦʚʠʭ 
ʧʨʦʩʪʦʨʽʚ: ʦʨʠʛʽʥʘʣʫ (ʚʠʭʽʜʥʦʛʦ ʪʝʢʩʪʫ), ʷʢʠʡ ʥʘʣʝʞʠʪʴ 
ʧʝʨʫ ʘʚʪʦʨʘ, ʪʘ ʦʜʥʦʛʦ ʘʙʦ ʢʽʣʴʢʦʭ ʮʽʣʴʦʚʠʭ ʪʝʢʩʪʽʚ, 
ʩʪʚʦʨʝʥʠʭ ʧʝʨʝʢʣʘʜʘʯʘʤʠ. ʇʝʨʝʢʣʘʜ ʟʘʚʞʜʠ ʻ ʨʝʟʫʣʴʪʘʪʦʤ 
ʧʨʠʩʢʽʧʣʠʚʦʛʦ ʚʯʠʪʫʚʘʥʥʷ ʫ ʚʠʭʽʜʥʠʡ ʪʝʢʩʪ, ʦʩʤʠʩʣʝʥʥʷ 
ʡʦʛʦ ʽʜʝʡʥʦ-ʩʤʠʩʣʦʚʠʭ ʦʙʰʠʨʽʚ, ʦʩʷʛʥʝʥʥʷ ʡʦʛʦ ʽʤʘʥʝʥʪʥʦʾ 
ʭʫʜʦʞʥʴʦʾ ʩʘʤʦʙʫʪʥʦʩʪʽ. ʊʦʞ ʮʽʣʢʦʤ ʧʨʠʨʦʜʥʦ, ʱʦ ʚʜʘʣʠʡ 
ʧʝʨʝʢʣʘʜ ʟʘʚʞʜʠ ʤʘʻ ʰʘʥʩ ʚʽʜʢʨʠʪʠ ʷʢʽʩʴ Ăʥʦʚʽò, ʨʘʥʽʰʝ ʥʝ 
ʧʦʤʽʯʝʥʽ ʘʙʦ ʥʝ ʫʩʚʽʜʦʤʣʝʥʽ ʥʶʘʥʩʠ ʩʤʠʩʣʫ ʪʘ ʭʫʜʦʞʥʽ 
ʚʽʜʪʽʥʢʠ. Ăʉʘʤʝ ʩʪʝʨʝʦʩʢʦʧʽʯʥʝ ʯʠʪʘʥʥʷ, ï ʟʘʫʚʘʞʫʻ 
ʄ.ʈʦʫʟ, ï ʜʦʟʚʦʣʷʻ ʥʘʤ ʟʨʦʟʫʤʽʪʠ ʤʽʞʧʦʨʦʛʦʚʠʡ ʧʨʦʩʪʽʨ 
(ʪʦʙʪʦ ʧʨʦʩʪʽʨ, ʫ ʷʢʦʤʫ ʤʠ ʜʫʤʘʻʤʦ, ʯʠʪʘʶʯʠ ʙʽʣʽʥʛʚʫ ï 
Н.Т.): ʤʠ ʦʩʷʛʘʻʤʦ ʮʝʡ ʧʨʦʩʪʽʨ ʚʥʫʪʨʽʰʥʽʤ ʯʫʪʪʷʤ, 
ʽʥʪʫʾʪʠʚʥʦ ʽ ʜʦʭʦʜʠʤʦ ʧʝʚʥʠʭ ʚʠʩʥʦʚʢʽʚ ʱʦʜʦ ʥʴʦʛʦ ʩʫʪʦ 
ʣʦʛʽʯʥʠʤ ʰʣʷʭʦʤò

5
. 

ʇʨʠʡʦʤ ʩʪʝʨʝʦʩʢʦʧʽʯʥʦʛʦ ʯʠʪʘʥʥʷ ʚʞʝ ʩʪʘʚ ʦʜʥʠʤ ʽʟ 
ʚʝʣʴʤʠ ʧʨʦʜʫʢʪʠʚʥʠʭ ʤʝʭʘʥʽʟʤʽʚ ʟʙʘʛʘʯʝʥʥʷ ʘʨʩʝʥʘʣʫ 
ʧʝʨʝʢʣʘʜʘʮʴʢʠʭ ʩʪʨʘʪʝʛʽʡ. ʋ ʪʦʡ ʞʝ ʯʘʩ, ʷʢ ʜʫʤʘʻʪʴʩʷ. 
ʧʘʨʘʣʝʣʴʥʝ ʧʨʦʯʠʪʘʥʥʷ ʪʝʢʩʪʽʚ ʽʥʰʦʤʦʚʥʦʛʦ ʦʨʠʛʽʥʘʣʫ ʪʘ 
ʡʦʛʦ ʧʝʨʝʢʣʘʜʽʚ ʨʽʜʥʦʶ ʜʣʷ ʨʝʮʠʧʽʻʥʪʘ ʤʦʚʦʶ ʚʽʜʢʨʠʚʘʻ 
ʰʠʨʦʢʽ ʧʝʨʩʧʝʢʪʠʚʠ ʽ ʚ ʘʩʧʝʢʪʽ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʯʠʭ 
ʽʥʪʝʨʧʨʝʪʘʮʽʡ.  

ʆʩʦʙʣʠʚʦʛʦ ʩʝʥʩʫ ʮʷ ʧʨʦʮʝʜʫʨʘ ʥʘʙʫʚʘʻ ʧʨʠ ʨʦʙʦʪʽ ʟ 
ʪʠʤʠ ʭʫʜʦʞʥʽʤʠ ʪʝʢʩʪʘʤʠ, ʷʢʽ ʥʘʧʠʩʘʥʽ ʘʚʪʦʨʘʤʠ, ʯʠʷ 
ʧʦʟʠʮʽʷ ʪʷʞʽʻ ʜʦ ʧʨʦʚʽʜʝʥʮʽʡʥʦʛʦ ʚʠʜʫ ʪʚʦʨʯʦʩʪʽ (ʪʝʨʤʽʥ 
ʂ.ɻ.ʖʥʛʘ

6
). ɹʽʣʷ ʚʠʪʦʢʽʚ ʧʦʜʽʙʥʠʭ ʪʚʦʨʽʚ ʩʪʦʾʪʴ ʥʝ 

ʤʽʤʝʪʠʯʥʠʡ ʽʤʧʝʨʘʪʠʚ ʘʚʪʦʨʘ, ʘ ʪʘʢʝ ʩʦʙʽ ʤʽʩʪʠʯʥʝ 
ʧʨʦʚʠʜʽʥʥʷ, ʥʝʩʚʽʜʦʤʠʡ ʪʚʦʨʯʠʡ ʽʤʧʫʣʴʩ, ʚʽʜʥʦʩʥʦ ʷʢʦʛʦ 
ʩʘʤ ʘʚʪʦʨ ʧʦʩʪʘʻ ʷʢ ʜʨʫʛʦʨʷʜʥʘ ʜʽʡʦʚʘ ʦʩʦʙʘ. ʆʩʢʽʣʴʢʠ ʮʽ 
ʪʝʢʩʪʠ ʻ ʥʘʩʢʨʽʟʴ ʩʠʤʚʦʣʽʯʥʠʤʠ ʡ ʥʘʩʠʯʝʥʽ ʣʝʢʩʝʤʘʤʠ ʟ 

                                                           
5 Rose M.G. Translation and Literary Criticism: Translation as Analysis. ï 

Manchester, 1997. ï ʉ.90. 
6 К.Г.Юнг. ʆʙ ʦʪʥʦʰʝʥʠʠ ʘʥʘʣʠʪʠʯʝʩʢʦʡ ʧʩʠʭʦʣʦʛʠʠ ʢ ʧʦʵʪʠʢʦ-
ʭʫʜʦʞʝʩʪʚʝʥʥʦʤʫ ʪʚʦʨʯʝʩʪʚʫ // ɿʘʨʫʙʝʞʥʘʷ ʵʩʪʝʪʠʢʘ ʠ ʪʝʦʨʠʷ ʣʠʪʝʨʘʪʫʨʳ 
ʍIʍ-ʍʍ ʚʚ. ï ʄ.: ʀʟʜʘʪʝʣʴʩʪʚʦ ʄʦʩʢʦʚʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ, 1987. ïʉ.214-231. 
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ʥʝʧʨʦʟʦʨʦʶ ʩʝʤʘʥʪʠʢʦʶ, ʪʦ ʮʽʣʢʦʤ ʧʨʠʨʦʜʥʦ, ʱʦ 
ʘʢʪʫʘʣʽʟʘʮʽʷ ʾʭʥʽʭ ʽʤʧʣʽʮʠʪʥʠʭ ʩʤʠʩʣʽʚ ʧʨʠ ʧʝʨʝʢʣʘʜʽ 
ʚʠʤʘʛʘʻ ʚʽʜ ʧʝʨʝʢʣʘʜʘʯʘ ʥʝ ʪʽʣʴʢʠ ʤʠʩʪʝʮʴʢʦʛʦ ʪʘʣʘʥʪʫ, ʘʣʝ 
ʡ ʛʣʠʙʦʢʦʾ ʘʥʘʣʽʪʠʢʠ ï ʣʽʥʛʚʽʩʪʠʯʥʦʾ, ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʯʦʾ, 
ʩʝʤʽʦʪʠʯʥʦʾ ʪʦʱʦ. ʉʘʤʝ ʚʯʠʪʫʚʘʥʥʷ ʚ ʪʝʢʩʪ ʦʨʠʛʽʥʘʣʫ ʟ 
ʫʨʘʭʫʚʘʥʥʷʤ ʽʥʪʝʨʧʨʝʪʘʮʽʡʥʦʛʦ ʜʦʩʚʽʜʫ ʧʦʧʝʨʝʜʥʠʢʽʚ ʥʘ 
ʧʝʨʝʢʣʘʜʘʮʴʢʽʡ ʥʠʚʽ ʩʧʨʦʤʦʞʥʝ ʩʪʚʦʨʠʪʠ ʪʦʡ 
ʛʥʦʩʝʦʣʦʛʽʯʥʠʡ ˇʨʫʥʪ, ʱʦ ʩʧʨʠʷʻ ʙʽʣʴʰ ʘʜʝʢʚʘʪʥʽʡ 
ʨʝʧʨʝʟʝʥʪʘʮʽʾ ʽʥʰʦʤʦʚʥʦʛʦ ʪʚʦʨʫ ʨʝʮʠʧʽʻʥʪʦʚʽ, ʷʢʠʡ ʥʝ ʻ 
ʥʦʩʽʻʤ ʤʦʚʠ ʘʚʪʦʨʘ. ʅʘʜʟʚʠʯʘʡʥʦ ʮʽʢʘʚʦʶ ʽ ʥʘʚʽʪʴ ʜʦ ʧʝʚʥʦʾ 
ʤʽʨʠ ʝʚʨʠʩʪʠʯʥʦʶ ʧʨʦʮʝʜʫʨʘ ʩʪʝʨʝʦʩʢʦʧʽʯʥʦʛʦ ʯʠʪʘʥʥʷ 
ʤʦʞʝ ʚʠʷʚʠʪʠʩʴ ʽ ʜʣʷ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʮʷ, ʯʠʷ ʜʦʩʣʽʜʥʠʮʴʢʘ 
ʤʝʪʘ ʩʫʛʦʣʦʩʥʘ ʪʠʤ ʟʘʚʜʘʥʥʷʤ, ʷʢʽ ʤʘʻ ʚʠʨʽʰʫʚʘʪʠ 
ʧʝʨʝʢʣʘʜʘʯ ʥʘ ʧʦʯʘʪʢʦʚʦʤʫ ʝʪʘʧʽ ʪʚʦʨʝʥʥʷ ʚʣʘʩʥʦʾ 
ʧʝʨʝʢʣʘʜʘʮʴʢʦʾ ʚʽʟʽʾ ʽʥʰʦʤʦʚʥʦʛʦ ʪʚʦʨʫ, ʢʦʣʠ ʚʠʷʚʣʷʻ ʡʦʛʦ 
ʩʤʠʩʣʦʚʽ ʦʙʰʠʨʠ, ʭʫʜʦʞʥʶ ʩʪʨʫʢʪʫʨʫ, ʞʘʥʨʦʚʦ-ʩʪʠʣʴʦʚʫ 
ʧʨʠʨʦʜʫ, ʤʝʭʘʥʽʟʤʠ ʪʚʦʨʝʥʥʷ ʦʙʨʘʟʽʚ ʪʦʱʦ.  

ʋʪʽʤ, ʚʽʜ ʟʘʛʘʣʴʥʠʭ ʪʝʦʨʝʪʠʯʥʠʭ ʨʦʟʤʽʨʢʦʚʫʚʘʥʴ ʪʘ 
ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ ʤʝʪʦʜʦʣʦʛʽʯʥʦʛʦ ʧʽʜʭʦʜʫ ʧʝʨʝʡʜʝʤʦ ʜʦ 
ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʯʦʾ ʽʥʪʝʨʧʨʝʪʘʮʽʾ ʢʦʥʢʨʝʪʥʦʛʦ ʭʫʜʦʞʥʴʦʛʦ 
ʪʚʦʨʫ ï 110-ʛʦ ʩʦʥʝʪʫ ɺ.ʐʝʢʩʧʽʨʘ. ʇʨʠ ʮʴʦʤʫ ʪʝʢʩʪ 
ʦʨʠʛʽʥʘʣʫ ʩʧʨʦʙʫʻʤʦ ñʧʨʦʯʠʪʫʚʘʪʠò ʧʘʨʘʣʝʣʴʥʦ ʟ ʪʝʢʩʪʘʤʠ 
ʫʢʨʘʾʥʩʴʢʠʭ ʧʝʨʝʢʣʘʜʽʚ, ʟʜʽʡʩʥʝʥʠʭ ɯʛʦʨʝʤ ʂʦʩʪʝʮʴʢʠʤ, 
ɼʤʠʪʨʦʤ ʇʘʣʘʤʘʨʯʫʢʦʤ ʪʘ ɼʤʠʪʨʦʤ ʇʘʚʣʠʯʢʦʤ. 

ɿʛʘʜʘʥʠʡ ʩʦʥʝʪ ʻ ʜʨʘʤʘʪʠʯʥʦʶ ʩʧʦʚʽʜʜʶ ʜʫʰʽ 
ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ, ʱʦ ʩʪʦʤʠʚʩʷ ʚʽʜ ʧʦʥʝʚʽʨʷʥʴ, ʞʠʪʪʻʚʠʭ 
ʩʧʦʢʫʩ, ʚʠʧʨʦʙʫʚʘʥʴ ʽ ʥʝʛʘʨʘʟʜʽʚ, ʘʣʝ ʱʝ ʥʝ ʚʪʨʘʪʠʚ 
ʦʩʪʘʪʦʯʥʦ ʩʝʥʩʫ ʞʠʪʪʷ. ʇʝʚʥʘ ʩʢʣʘʜʥʽʩʪʴ ʧʝʨʝʢʣʘʜʘʮʴʢʦʛʦ 
ʟʘʚʜʘʥʥʷ ʧʨʠ ʨʦʙʦʪʽ ʟ ʮʠʤ ʪʝʢʩʪʦʤ ʧʦʣʷʛʘʻ ʫ ʥʝʦʙʭʽʜʥʦʩʪʽ 
ʚʽʜʪʚʦʨʠʪʠ ʜʦʩʠʪʴ ʥʝʦʜʥʦʨʽʜʥʫ ʝʤʦʮʽʡʥʫ ʪʦʥʘʣʴʥʽʩʪʴ 
ʦʨʠʛʽʥʘʣʫ, ʘ ʪʘʢʦʞ ʫ ʪʦʤʫ, ʱʦ ʡʦʛʦ ʝʡʜʦʣʦʛʽʷ (ʦʙʨʘʟʥʘ 
ʩʠʩʪʝʤʘ) ʤʦʞʝ ʙʫʪʠ ʨʦʟʢʦʜʦʚʘʥʘ ʧʦ-ʨʽʟʥʦʤʫ. 
ʃʽʪʝʨʘʪʫʨʦʟʥʘʚʯʘ ʞ ʽʥʪʝʨʧʨʝʪʘʮʽʷ ʪʚʦʨʫ ʫʩʢʣʘʜʥʶʻʪʴʩʷ ʪʠʤ, 
ʱʦ ʪʨʘʜʠʮʽʡʥʦ ʡʦʛʦ ʚʽʜʥʦʩʷʪʴ ʜʦ ʪʘʢ ʟʚʘʥʦʛʦ Ăʯʦʣʦʚʽʯʦʛʦ 
ʮʠʢʣʫò ʰʝʢʩʧʽʨʽʚʩʴʢʠʭ ʩʦʥʝʪʽʚ, ʪʦʞ, ʚʽʜʧʦʚʽʜʥʦ, ʽ ʘʜʨʝʩʘʪʦʤ 
ʚʚʘʞʘʶʪʴ ʜʨʫʛʘ, ʚ ʷʢʦʤʫ ʧʦʝʪ ʟʥʘʭʦʜʠʪʴ ʚʪʽʣʝʥʥʷ ʚʣʘʩʥʦʛʦ 
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ʽʜʝʘʣʫ ʢʦʭʘʥʥʷ. ʍʦʯʘ ʽʩʥʫʶʪʴ, ʙʝʟʧʝʨʝʯʥʦ, ʡ ʧʽʜʩʪʘʚʠ, ʷʢʽ 
ʜʦʟʚʦʣʷʶʪʴ ʽʥʪʝʨʧʨʝʪʫʚʘʪʠ ʦʙôʻʢʪ ʢʦʭʘʥʥʷ ʫ ʡʦʛʦ ʞʽʥʦʯʽʡ 
ʽʧʦʩʪʘʩʽ. 

ʋ ʧʝʨʝʢʣʘʜʘʭ ɼ.ʇʘʣʘʤʘʨʯʫʢʘ ʽ ɼ.ʇʘʚʣʠʯʢʘ ʫ ʧʝʨʰʦʤʫ 
ʢʘʪʨʝʥʽ ʜʦʩʠʪʴ ʯʽʪʢʦ ʚʠʤʘʣʴʦʚʫʻʪʴʩʷ ʤʽʬʦʣʦʛʝʤʘ ʙʣʫʜʥʦʛʦ 
ʩʠʥʘ. ʋ ʇʘʣʘʤʘʨʯʫʢʘ, ʟʦʢʨʝʤʘ, ʯʠʪʘʻʤʦ:  

ʆ ʣʝʣʝ, ʧʨʘʚʜʘ. ɺʝʰʪʘʚʩʷ ʷ ʙʣʘʟʥʝʤ 
ɯ ʚ ʥʠʮʦʩʪʽ ʧʦʛʘʥʠʚ ʧʦʯʫʪʪʷ. 

ɼ.ʇʘʚʣʠʯʢʦ ʧʨʦʧʦʥʫʻ ʪʘʢʠʡ ʚʘʨʽʘʥʪ: 

ʎʝ ʧʨʘʚʜʘ ï ʷ ʩʚʦʾ ʯʫʪʪʷ ʥʘʡʢʨʘʱʽ 
ʊʦʧʪʘʚ, ʪʠʥʷʚʩʷ, ʥʘʯʝ ʩʢʦʤʦʨʦʭ. 

ɼʦ ʨʝʯʽ, ʘʥʘʣʦʛʽʯʥʘ ʘʣʶʟʽʷ ʥʘ ʚʽʜʦʤʫ ʙʽʙʣʽʡʥʫ ʧʨʠʪʯʫ, ʷʢ 
ʟʘʫʚʘʞʫʻ ʄ.ɻʘʙʣʝʚʠʯ, ʧʨʠʩʫʪʥʷ ʽ ʚ 109-ʤʫ ʩʦʥʝʪʽ ʐʝʢʩʧʽʨʘ 
(„That is my home of love ... Like him that travels I return 
again”)

7
. 

ɿʦʚʩʽʤ ʽʥʰʠʤ ʻ ʧʨʦʯʠʪʘʥʥʷ ʧʝʨʰʦʛʦ ʢʘʪʨʝʥʫ 110-ʛʦ 
ʩʦʥʝʪʫ ɯ.ʂʦʩʪʝʮʴʢʠʤ: 

ʑʦ ʞ ï ʧʨʘʚʜʘ: ʤʘʥʜʨʫʚʘʚ. ɯ ʛʨʘʚ. ɯ ʙʣʘʟʥʠʚ. 
ʊʨʠʚʘʣʦ ʙʣʘʟʥʠʚ: ʛʫʯʥʦ, ʥʘʧʦʢʘʟ.  
ʉʢʘʟʘʪʠ ʙ: ʚʽʩʪʨʷʤ ʚʩʽʭ ʩʪʘʨʠʭ ʩʦʙʣʘʟʥʽʚ 

ɿʚʽʨʷʚ ʥʦʚʠʡ ʢʦʞʥʦʨʘʟʦʚʠʡ ʩʢʘʟ. 

(Alas ótis true, I have gone here and there 
And made my self a motley to the view, 
Gored mine own thoughts, sold cheap what is most dear, 
Made old offences of affections new). 

ʐʝʢʩʧʽʨʦʚʝ „I have gone here and there / And made my self a 
motley to the view” ï ʮʝ ʥʝ ʧʨʦʩʪʦ „вештався я блазнем” 
(ɼ.ʇʘʣʘʤʘʨʯʫʢ)  ̔ ʥʝ ʧʨʦʩʪʦ „тинявся, наче скоморох” 
(ɼ.ʇʘʚʣʠʯʢʦ), ʘ ʩʘʤʝ „мандрував ... і блазнив”. ɯ.ʂʦʩʪʝʮʴ-
ʢʦʤʫ ʚʜʘʣʦʩʷ ʚʣʦʚʠʪʠ ʢʦʥʦʪʘʮʽʡʥʠʡ ʣʘʥʮʶʞʦʢ, ʱʦ 
ʩʪʚʦʨʶʻʪʴʩʷ ʥʘ ʧʝʨʝʭʨʝʩʪʽ ʩʝʤʘʥʪʠʢʠ ʜʚʦʭ ʜʽʻʩʣʽʚʥʠʭ 
ʚʠʩʣʦʚʽʚ: Ăʪʨʠʚʘʣʠʡ ʯʘʩ ʭʦʜʠʪʠ ʪʫʜʠ-ʩʶʜʠ, ʟʤʽʥʶʚʘʪʠ 
ʤʽʩʮʷ ʧʝʨʝʙʫʚʘʥʥʷò ̔ Ăʨʦʙʠʪʠ ʩʝʙʝ ʙʣʘʟʥʝʤ, ʚʠʩʪʘʚʣʷʶʯʠʩʴ 
ʥʘʧʦʢʘʟò. ʋ ʧʝʨʝʢʣʘʜʽ ɯ.ʂʦʩʪʝʮʴʢʦʛʦ ʚʽʜʯʫʚʘʻʪʴʩʷ 

                                                           
7 Габлевич М. ʂʦʤʝʥʪʘʨʽ // William Shakespeare. Sonnets ï ɺʽʣʴʷʤ ʐʝʢʩʧʽʨ. 
ʉʦʥʝʪʠ / ʇʝʨʝʢʣʘʚ ɼʤʠʪʨʦ ʇʘʚʣʠʯʢʦ. ï ʃʴʚʽʚ: ʃʽʪʦʧʠʩ, 1998. ï ʉ.319. 
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ʽʤʧʣʽʮʠʪʥʘ ʧʨʠʩʫʪʥʽʩʪʴ ʥʘʪʷʢʫ ʥʘ ʙʽʦʛʨʘʬʽʯʥʠʡ ʢʦʥʪʝʢʩʪ ï 
ʘʢʪʦʨʩʴʢʫ ʧʨʦʬʝʩʽʶ ʘʚʪʦʨʘ ʩʦʥʝʪʫ. ʇʝʨʝʢʣʘʜʘʯ ʥʘʚʽʪʴ 
ʚʚʦʜʠʪʴ ʚʽʜʩʫʪʥʻ ʚ ʦʨʠʛʽʥʘʣʽ „І грав”.  

ʇʝʨʰʽ ʜʚʘ ʨʷʜʢʠ ʫ ʂʦʩʪʝʮʴʢʦʛʦ ʤʝʥʰʝ ʩʧʦʚʥʝʥʽ 
ʢʨʠʪʠʯʥʦʛʦ ʧʘʬʦʩʫ, ʥʽʞ ʫ ʽʥʰʠʭ ʧʝʨʝʢʣʘʜʘʯʽʚ, ʽ ʚ ʪʦʡ ʞʝ ʯʘʩ 
ï ʙʣʠʞʯʽ ʜʦ ʝʤʦʮʽʡʥʦʛʦ ʪʦʥʫ ʪʘ ʨʚʫʯʢʦʾ ʽʥʪʦʥʘʮʽʾ ʐʝʢʩʧʽʨʘ. 
ɿʘ ʨʘʭʫʥʦʢ ʦʨʠʛʽʥʘʣʴʥʦʛʦ ʩʠʥʪʘʢʩʠʯʥʦʛʦ ʤʘʣʶʥʢʘ ʽ ʧʦʚʪʦʨʫ 
ʣʝʢʩʝʤʠ Ăʙʣʘʟʥʠʚò ʫʢʨʘʾʥʩʴʢʦʤʫ ʧʦʝʪʫ ʚʜʘʻʪʴʩʷ ʚʽʜʪʚʦʨʠʪʠ 
ʢʦʥʩʪʘʪʘʮʽʡʥʠʡ ʨʠʪʤ ʦʨʠʛʽʥʘʣʫ ʪʘ ʚʦʜʥʦʯʘʩ, ʟʘʚʜʷʢʠ 
ʙʣʠʟʴʢʦʤʫ ʩʫʩʽʜʩʪʚʫ ʜʽʻʩʣʽʚ Ăʛʨʘʚò ʽ Ăʙʣʘʟʥʠʚò, ʧʦʟʙʘʚʠʪʠʩʷ 
ʥʘʜʤʽʨʥʦʾ ʩʘʤʦʢʨʠʪʠʯʥʦʩʪʽ, ʚʣʘʩʪʠʚʦʾ ʧʦʯʘʪʢʦʚʠʤ ʨʷʜʢʘʤ 
ʧʝʨʝʢʣʘʜʽʚ ɼ.ʇʘʣʘʤʘʨʯʫʢʘ ʽ ɼ.ʇʘʚʣʠʯʢʘ. 

ɯ ʩʪʨʽʤʢʝ ʟʨʦʩʪʘʥʥʷ ʢʨʠʪʠʮʠʟʤʫ, ʽ ʘʧʦʬʝʦʟ ʛʽʨʢʦʪʠ, 
ʩʧʨʠʯʠʥʝʥʦʾ ʦʙôʻʢʪʠʚʥʠʤ ʧʦʛʣʷʜʦʤ ʥʘ ʧʨʦʡʜʝʥʠʡ ʰʣʷʭ, 
ʧʨʠʧʘʜʘʶʪʴ ʫ ʐʝʢʩʧʽʨʘ ʥʘ 3-6 ʨʷʜʢʠ:  

Gored mine own thoughts, sold cheap what is most dear, 
Made old offences of affections new. 
Most true it is that I have lookôd on truth  
Askance and strangelyé. 

ʉʘʤʝ ʪʫʪ ʩʢʦʥʮʝʥʪʨʦʚʘʥʝ ʚʠʟʥʘʥʥʷ ʣʽʨʠʯʥʠʤ ʛʝʨʦʻʤ 
ʛʘʥʝʙʥʦʩʪʽ ʚʣʘʩʥʠʭ ʚʯʠʥʢʽʚ, ʱʦ ʜʦʩʠʪʴ ʚʣʫʯʥʦ ʧʝʨʝʜʘʥʦ  ̔
ɼ.ʇʘʣʘʤʘʨʯʫʢʦʤ,  ̔ɼ.ʇʘʚʣʠʯʢʦʤ: 

ɯ ʚ ʥʠʮʦʩʪʽ ʧʦʛʘʥʠʚ ʧʦʯʫʪʪʷ,  
ʊʦʧʪʘʚ, ʥʠʟʦʪʥʦ ʪʦʨʛʫʚʘʚ ʥʝ ʨʘʟ ʥʠʤ 
ɹʝʟ ʞʦʜʥʦʛʦ ʞʘʣʶ ʽ ʢʘʷʪʪʷ 

(Д.Паламарчук); 

... ï ʷ ʩʚʦʾ ʯʫʪʪʷ ʥʘʡʢʨʘʱʽ ʪʦʧʪʘʚ,  
ʊʠʥʷʚʩʷ, ʥʘʯʝ ʩʢʦʤʦʨʦʭ,  
ɿʘʭʦʧʣʝʥʥʷ ʥʦʚʽ ʽ ʥʝʧʫʪʷʱʽ 
ʂʫʧʣʷʚ ʮʽʥʦʶ ʟʨʝʯʝʥʴ ʙʘʛʘʪʴʦʭ  

(Д.Павличко). 

ʇʝʨʝʢʣʘʜ ɯ.ʂʦʩʪʝʮʴʢʦʛʦ ʜʝʱʦ ʥʝʟʚʠʯʥʠʡ ʜʣʷ ʥʘʰʦʛʦ 
ʩʣʫʭʫ, ʧʨʦʪʝ ʩʘʤʝ ʚʽʥ ʙʽʣʴʰ ʪʦʯʥʦ ʚʽʜʪʚʦʨʶʻ ʘʫʨʫ ʦʨʠʛʽʥʘʣʫ: 

ʉʢʘʟʘʪʠ ʙ: ʚʽʩʪʨʷʤ ʚʩʽʭ ʩʪʘʨʠʭ ʩʦʙʣʘʟʥʽʚ 
ɿʚʽʨʷʚ ʥʦʚʠʡ ʢʦʞʥʦʨʘʟʦʚʠʡ ʩʢʘʟ. 

ʎʝ ʘʫʨʘ ʩʪʨʘʞʜʘʥʥʷ ʽ ʩʧʫʩʪʦʰʝʥʦʩʪʽ, ʱʦ ʙʨʠʥʷʪʴ ʫ 
ʐʝʢʩʧʽʨʦʚʦʤʫ „Gored mine own thoughts...”, ʜʝ ʜʽʻʩʣʦʚʦ „to 
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gore” (ʨʘʥʠʪʠ, ʚʙʠʚʘʪʠ, ʧʦʢʨʠʚʘʪʠ ʢʨʦʚʶ ʘʙʦ ʙʝʟʯʝʩʪʷʤ), 
ʷʢʝ ʩʪʦʩʫʻʪʴʩʷ ʩʣʦʚʦʩʧʦʣʫʯʝʥʥʷ „mine own thoughts” (ʤʦʾ 
ʚʣʘʩʥʽ ʜʫʤʢʠ), ʧʨʠʚʥʦʩʠʪʴ ʧʨʠʩʤʘʢ ʙʦʣʶ ʽ ʜʨʘʤʘʪʠʟʤʫ.  

ɯʜʝʷ ʞʘʣʶ ʟ ʧʨʠʚʦʜʫ ʟʥʝʮʽʥʝʥʥʷ ʪʦʛʦ, ʱʦ ʥʘʩʧʨʘʚʜʽ 
Ăʚʘʨʪʝ ʜʦʨʦʛʦʛʦò, ʫ ʐʝʢʩʧʽʨʘ ʟʚʫʯʠʪʴ ʣʘʢʦʥʽʯʥʦ, ʷʢ 
ʘʬʦʨʠʟʤ: „sold cheap what is most dear”. ɰʾ ʮʽʢʘʚʫ 
ʤʝʪʘʬʦʨʠʯʥʫ ʽʥʪʝʨʧʨʝʪʘʮʽʶ, ʭʦʯʘ ʡ ʧʦʟʙʘʚʣʝʥʫ 
ʘʬʦʨʠʩʪʠʯʥʦʩʪʽ ʦʨʠʛʽʥʘʣʫ, ʧʨʦʧʦʥʫʻ ɼ.ʇʘʚʣʠʯʢʦ: 
„Захоплення нові і непутящі / Купляв ціною зречень 
багатьох”. ɺʜʘʣʠʡ ʧʽʜʙʽʨ ʢʦʥʪʨʘʩʪʫʶʯʠʭ ʤʝʪʘʬʦʨ ʜʦʟʚʦʣʷʻ 
ʟʙʝʨʝʛʪʠ ʝʬʝʢʪ ʢʦʥʪʨʘʩʪʥʦʩʪʽ, ʩʪʚʦʨʝʥʠʡ ʘʥʪʦʥʽʤʽʯʥʠʤʠ 
ʣʝʢʩʝʤʘʤʠ „cheap” (ʜʝʰʝʚʠʡ) ʽ „most dear” (ʥʘʡʜʦʨʦʞʯʠʡ). 

ʇʝʨʝʢʣʘʜ ɼ.ʇʘʣʘʤʘʨʯʫʢʘ ʧʦʨʦʜʞʫʻ ʚ ʥʘʰʽʡ ʩʚʽʜʦʤʦʩʪʽ 
ʪʘʢʝ ʚʽʜʯʫʪʪʷ, ʥʽʙʠ ʤʠ ʩʧʦʩʪʝʨʽʛʘʻʤʦ ʟʘ ʨʦʟʛʦʨʪʘʥʥʷʤ 
ʩʦʣʽʣʦʢʚʽʾ ï ʨʦʟʤʦʚʠ ʛʝʨʦʷ ʟ ʩʘʤʠʤ ʩʦʙʦʶ. ɭ ʩʪʘʨʪʦʚʘ ʪʝʟʘ, 
ʱʦ ʢʦʥʩʪʘʪʫʻ ʜʦʩʠʪʴ ʪʨʠʚʦʞʥʠʡ ʧʩʠʭʦʝʤʦʮʽʡʥʠʡ ʩʪʘʥ. ɭ 
ʚʠʩʥʦʚʦʢ: „Та не пішов мій сказ отой намарне: / Я досвідом 
дійшов – ти краща всіх”. ɭ ʥʘʤʽʨ, ʱʦ ʨʝʧʨʝʟʝʥʪʫʻʪʴʩʷ 
ʥʠʟʢʦʶ ʜʽʻʩʣʽʚʥʠʭ ʟʚʦʨʦʪʽʚ: „змикаю коло”, „досвідів нових 
не прагну я”, „хай сягне моя любов бездонна до неба 
чистого”. ʊʘʢʘ ʩʢʦʥʮʝʥʪʨʦʚʘʥʽʩʪʴ ʪʨʴʦʭ ʯʘʩʦʚʠʭ ʧʦʪʦʢʽʚ 
(ʤʠʥʫʣʦʛʦ, ʪʝʧʝʨʽʰʥʴʦʛʦ ʽ ʤʘʡʙʫʪʥʴʦʛʦ) ʚʠʚʦʜʠʪʴ ʥʘ 
ʧʝʨʰʠʡ ʧʣʘʥ ʧʦʩʪʘʪʴ ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ, ʯʠʡ ʜʠʩʢʫʨʩ ʧʦʩʪʘʻ ʷʢ 
ʚʽʜʮʝʥʪʨʦʚʠʡ, ʩʚʽʪʦʛʣʷʜʥʦ-ʘʢʩʽʦʣʦʛʽʯʥʠʡ ʽ ʧʨʠʚʘʪʥʦ-
ʽʥʪʠʤʥʠʡ. ʁʦʛʦ ʧʨʦʚʽʜʥʠʤ ʽʜʝʡʥʦ-ʩʤʠʩʣʦʚʠʤ ʢʦʥʮʝʧʪʦʤ 
ʩʣʫʛʫʻ ʤʦʪʠʚ ʚʠʙʦʨʫ. 

ʋ ʪʝʢʩʪʽ ʦʨʠʛʽʥʘʣʫ ʪʨʠ ʟʛʘʜʘʥʽ ʯʘʩʦʚʽ ʚʠʤʽʨʠ ʣʶʜʩʴʢʦʛʦ 
ʙʫʪʪʷ ʪʘʢʦʞ ʧʨʠʩʫʪʥʽ. ʇʨʠ ʮʴʦʤʫ ʢʦʥʪʝʢʩʪ ʤʠʥʫʣʦʛʦ 
ʩʪʚʦʨʶʻʪʴʩʷ ʘʙʩʦʣʶʪʥʠʤ ʜʦʤʽʥʫʚʘʥʥʷʤ ʜʽʻʩʣʽʚ ʫ ʬʦʨʤʽ ĂPast 
Indefiniteò (made, gored, sold, made, gave, proved). 
ʊʝʧʝʨʽʰʥʽʩʪʴ ʟʘʬʽʢʩʦʚʘʥʘ ʢʘʪʝʛʦʨʠʯʥʦ ʨʚʫʯʢʠʤ “now all is 
done” (ʫ ɼ.ʇʘʣʘʤʘʨʯʫʢʘ ʮʷ ʜʝʤʘʨʢʘʮʽʡʥʘ ʣʽʥʽʷ ʤʽʞ 
ʚʯʦʨʘʰʥʽʤ ʽ ʩʴʦʛʦʜʥʽʰʥʽʤ ʘʬʦʨʠʩʪʠʯʥʦ ʝʬʝʢʪʥʘ ʡ ʮʽʢʘʚʘ 
ʩʚʦʻʶ ʥʝʟʚʠʯʥʽʩʪʶ: „Тепер по всьому вже”). ʄʘʡʙʫʪʥʻ ʫ 
ʐʝʢʩʧʽʨʘ ʥʘʨʦʜʞʫʻʪʴʩʷ ʟʘ ʨʘʭʫʥʦʢ ʮʽʣʽʩʥʦʾ ʩʝʤʘʥʪʠʢʠ 
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ʪʝʢʩʪʫ ʪʘ ʚʠʢʦʨʠʩʪʘʥʥʷ ĂFuture Indefiniteò („never more will 
grind”), ʽʤʧʝʨʘʪʠʚʫ „give me welcome” ʽ ʣʝʢʩʝʤʠ „next”.  

ʎʽʢʘʚʦ, ʱʦ ʜʣʷ ɼ.ʇʘʣʘʤʘʨʯʫʢʘ, ʯʠʷ ʫʚʘʛʘ ʧʨʠʢʫʪʘ 
ʛʦʣʦʚʥʠʤ ʯʠʥʦʤ ʜʦ ʣʽʨʠʯʥʦʛʦ Ăʗò ʨʝʬʣʝʢʪʫʶʯʦʛʦ ʛʝʨʦʷ, ʩʘʤ 
ʦʙôʻʢʪ ʚʠʙʦʨʫ (ʪʦʯʥʽʰʝ, ʦʙôʻʢʪ ʢʦʭʘʥʥʷ) ʥʝ ʻ ʧʨʠʥʮʠʧʦʚʦ 
ʚʘʞʣʠʚʠʤ. ʋ ʡʦʛʦ ʧʝʨʝʢʣʘʜʽ ʚʪʽʣʝʥʥʷʤ ʜʦʩʢʦʥʘʣʦʛʦ ʢʦʭʘʥʥʷ 
ʻ ʞʽʥʢʘ: „... ти краща всіх ... / Лиш ти одна. І сяєво навколо, 
/ Межо стремлінь, свята жаго моя”. ʇʨʠ ʮʴʦʤʫ 
ʐʝʢʩʧʽʨʦʚʝ „A God in love” ʟʥʘʭʦʜʷʪʴ ʜʦʩʠʪʴ ʚʣʫʯʥʫ 
ʨʝʧʨʝʟʝʥʪʘʮʽʶ: ʽʜʝʷ ʙʦʞʝʩʪʚʝʥʥʦʾ ʧʨʠʨʦʜʠ ʢʦʭʘʥʥʷ 
ʧʝʨʝʜʘʻʪʴʩʷ ɼ.ʇʘʣʘʤʘʨʯʫʢʦʤ ʯʝʨʝʟ ʤʝʪʘʬʦʨʠʯʥʠʡ ʦʙʨʘʟ 
(„сяєво навколо”), ʱʦ ʩʠʤʚʦʣʽʟʫʻ ʩʚʷʪʽʩʪʴ ʽ ʯʠʩʪʦʪʫ, ʪʘ ʯʝʨʝʟ 
ʝʬʝʢʪʥʝ ʦʙʽʛʨʫʚʘʥʥʷ ʢʦʥʪʨʘʩʪʥʠʭ ʩʤʠʩʣʽʚ ʫ ʟʚʝʨʥʝʥʥʽ 
„свята жаго моя”. ʇʦʧʫʣʷʨʥʘ ʟʘ ʯʘʩʽʚ ʈʝʥʝʩʘʥʩʫ 
ʥʝʦʧʣʘʪʦʥʽʯʥʘ ʽʜʝʷ ʧʨʦʪʠʩʪʘʚʣʝʥʥʷ ʚʠʩʦʢʦʾ ʣʶʙʦʚʽ ʽ 
ʢʦʭʘʥʥʷ-ʧʨʠʩʪʨʘʩʪʽ ʫ ʩʦʥʝʪʘʨʽʾ ʐʝʢʩʧʽʨʘ ʚʠʨʘʞʘʣʘʩʷ ʯʝʨʝʟ 
ʘʢʪʫʘʣʽʟʘʮʽʶ ʜʚʦʭ ʤʽʬʦʣʦʛʝʤ: „A God in love” (ʩʦʥʝʪʠ 10, 11, 
110) ʪʘ „the little-god”, ʪʦʙʪʦ ʂʫʧʽʜʦʥ (ʩʦʥʝʪʠ 151, 153, 154). 
ʅʘ ʜʫʤʢʫ ʄ.ɻʘʙʣʝʚʠʯ, ʦʙʨʘʟ ʧʝʨʰʦʛʦ ʙʦʛʘ ï ʙʦʛʘ ʥʝʙʝʩʥʦʾ 
ʣʶʙʦʚʽ ʜʦʤʽʥʫʻ ʫ ʪʘʢ ʟʚʘʥʽʡ ʯʦʣʦʚʽʯʽʡ ʯʘʩʪʠʥʽ ʩʦʥʝʪʥʦʛʦ 
ʮʠʢʣʫ (ʩʦʥʝʪʠ 1-126), ʘ ʜʨʫʛʦʛʦ ï ʫ ʞʽʥʦʯʽʡ (ʩʦʥʝʪʠ 127-
152)

8
. ʆʜʥʘʢ ʜʣʷ ɼ.ʇʘʣʘʤʘʨʯʫʢʘ ʧʦʜʽʙʥʘ ʟʘʢʨʽʧʣʝʥʽʩʪʴ 

ʨʽʟʥʠʭ ʪʠʧʽʚ ʢʦʭʘʥʥʷ ʟʘ ʨʽʟʥʠʤʠ ʩʪʘʪʝʚʠʤʠ ʚʪʽʣʝʥʥʷʤʠ 
ʣʶʙʦʚʽ (Ăʧʨʝʢʨʘʩʥʠʡ ʶʥʘʢò ʽ Ăʪʝʤʥʘ ʣʝʜʽò), ʚʦʯʝʚʠʜʴ, ʥʝ 
ʙʫʣʘ ʟʥʘʯʠʤʦʶ. 

ɹʽʣʴʰʽʩʪʴ ʰʝʢʩʧʽʨʦʟʥʘʚʮʽʚ ʩʫʛʦʣʦʩʥʽ ʚ ʪʦʤʫ, ʱʦ 
ɺʝʣʠʢʠʡ ɹʘʨʜ ʜʫʞʝ ʜʘʣʝʢʠʡ ʚʽʜ ʽʜʝʘʣʽʟʘʮʽʾ ʢʦʭʘʥʦʾ, ʯʠʷ 
ʢʨʘʩʘ ʘʩʦʮʽʶʻʪʴʩʷ ʫ ʥʴʦʛʦ ʟ Ăʪʝʤʨʷʚʦʶò, ʘ ʩʘʤʘ ʚʦʥʘ 
Ăʥʝʜʦʙʨʘò (“unkind”), Ăʥʝʱʠʨʘò, Ăʥʝʚʽʨʥʘò („untrue”). ɿ 
ʦʛʣʷʜʫ ʥʘ ʮʝ, ʮʽʢʘʚʠʤ ʚʠʜʘʻʪʴʩʷ ʧʝʨʝʢʣʘʜ ʟʘʢʣʶʯʥʦʛʦ 
ʜʚʦʚʽʨʰʘ, ʟʘʧʨʦʧʦʥʦʚʘʥʠʡ ɯ.ʂʦʩʪʝʮʴʢʠʤ. ɺʽʥ ʥʘʚʘʞʫʻʪʴʩʷ ʥʘ 
ʚʝʣʴʤʠ ʩʤʽʣʠʚʠʡ ʢʨʦʢ: ʩʧʦʯʘʪʢʫ ʘʢʮʝʥʪʫʻ ʫʚʘʛʫ ʥʘ ʥʝʙʝʩʥʽʡ 
ʧʨʠʨʦʜʽ ʣʶʙʦʚʽ („Найближче неба. Доторкнися, небо”), ʘ 

                                                           
8 Габлевич М. ʐʝʢʩʧʽʨʽʚ ɽʨʦʩ ʞʠʪʪʷ ʽ ʪʚʦʨʯʦʩʪʽ // William Shakespeare. Sonnets 

ï ɺʽʣʴʷʤ ʐʝʢʩʧʽʨ. ʉʦʥʝʪʠ / ʇʝʨʝʢʣʘʚ ɼʤʠʪʨʦ ʇʘʚʣʠʯʢʦ. ï ʃʴʚʽʚ: ʃʽʪʦʧʠʩ, 

1998. ï ʉ.171-205. 
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ʧʦʪʽʤ ʜʦʩʠʪʴ ʥʝʩʧʦʜʽʚʘʥʦ ʨʝʟʶʤʫʻ: „Люблю. Люблю. Не 
чисту грудь – тебе бо”. ʅʝʩʧʦʜʽʚʘʥʦ, ʝʬʝʢʪʥʦ ʽ ʧʦ-ʩʚʦʻʤʫ 
ʦʨʠʛʽʥʘʣʴʥʦ. ɿʘʧʫʩʢʘʻʪʴʩʷ ʤʝʭʘʥʽʟʤ ʘʩʦʮʽʶʚʘʥʥʷ: ʩʧʘʜʘʻ ʥʘ 
ʜʫʤʢʫ ʽ Ăʩʤʘʛʣʷʚʘ ʣʝʜʽò, ʯʠʷ ʯʘʨʽʚʥʘ ʯʫʪʪʻʚʽʩʪʴ ʪʘʢ ʚʘʙʠʪʴ 
ʛʝʨʦʷ (ʩʦʥʝʪʠ 149, 150), ʽ ʜʨʫʛ, ʱʦ ʚʪʽʣʶʻ ʷʢ ʙʝʟʣʽʯ ʯʝʩʥʦʪ, 
ʪʘʢ ʽ ʙʨʘʢ ʜʦʩʢʦʥʘʣʦʩʪʽ (ʩʦʥʝʪ 69). ʊʦʞ ʫ ʧʝʨʝʢʣʘʜʽ 
ɯ.ʂʦʩʪʝʮʴʢʦʛʦ, ʷʢ, ʜʦ ʨʝʯʽ, ʽ ʚ ʪʝʢʩʪʽ ʦʨʠʛʽʥʘʣʫ, ʪʘʢ ʽ 
ʟʘʣʠʰʘʻʪʴʩʷ ʥʝʧʨʦʷʩʥʝʥʠʤ, ʭʪʦ ʞ, ʟʨʝʰʪʦʶ, ʧʨʠʭʦʚʫʻʪʴʩʷ 
ʟʘ ʩʧʦʚʥʝʥʦʶ ʦʩʦʙʣʠʚʦʛʦ ʘʢʩʽʦʣʦʛʽʯʥʦʛʦ ʩʝʥʩʫ ʤʝʪʘʬʦʨʦʶ 
„A God in love”. 

ʆʪʞʝ, ʣʶʙʦʚ ʐʝʢʩʧʽʨʘ ï ʮʝ ʪʘʾʥʘ, ʷʢʫ ʤʦʞʥʘ 
ʨʦʟʛʘʜʫʚʘʪʠ, ʘʣʝ ʥʘʚʨʷʜ ʯʠ ʤʦʞʣʠʚʦ ʦʩʪʘʪʦʯʥʦ ʨʦʟʛʘʜʘʪʠ. 
ʂʦʞʝʥ ʽʟ ʧʝʨʝʢʣʘʜʘʯʽʚ ʩʦʥʝʪʽʚ ʚʽʜʢʨʠʚʘʻ ʧʝʚʥʫ ʛʨʘʥʴ 
ʥʝʟʙʘʛʥʝʥʥʦʛʦ ʬʝʥʦʤʝʥʫ ʣʶʙʦʚʽ, ʥʘʨʦʜʞʝʥʦʛʦ ʧʦʝʪʠʯʥʦʶ 
ʫʷʚʦʶ ɺʝʣʠʢʦʛʦ ʇʦʝʪʘ. ʇʨʠ ʮʴʦʤʫ ʢʦʞʥʘ ʽʥʪʝʨʧʨʝʪʘʮʽʡʥʘ 
ʚʝʨʩʽʷ ʤʘʻ ʩʚʽʡ ʩʝʥʩ ʽ ʢʫʣʴʪʫʨʥʠʡ ʩʤʠʩʣ. ʉʘʤʝ ʧʘʨʘʣʝʣʴʥʝ 
ʯʠʪʘʥʥʷ ʦʨʠʛʽʥʘʣʫ ʽ ʡʦʛʦ ʚʜʘʣʠʭ ʧʝʨʝʢʣʘʜʽʚ, ʢʦʣʠ ʧʨʦʮʝʩʠ 
ʤʠʩʣʝʥʥʷ ʪʘ ʝʩʪʝʪʠʯʥʦʛʦ ʦʩʚʦʻʥʥʷ ʨʦʟʛʦʨʪʘʶʪʴʩʷ ʚ ʧʣʦʱʠʥʽ 
ʜʝʢʽʣʴʢʦʭ ʪʝʢʩʪʦʚʠʭ ʚʪʽʣʝʥʴ ʦʜʥʽʻʾ ʢʦʥʮʝʧʪʦʩʬʝʨʠ, ʽ ʩʪʚʦʨʶʻ 
ʦʙôʻʢʪʠʚʥʽ ʛʥʦʩʝʦʣʦʛʽʯʥʽ ʧʝʨʝʜʫʤʦʚʠ ʜʣʷ ʨʦʟʰʠʨʝʥʥʷ 
ʩʤʠʩʣʦʚʠʭ ʦʙʨʽʾʚ ʨʝʮʝʧʮʽʾ ʦʨʠʛʽʥʘʣʫ. 

ʅʝ ʤʝʥʰ ʮʽʢʘʚʠʤ ʦʙôʻʢʪʦʤ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʯʦʾ 
ʽʥʪʝʨʧʨʝʪʘʮʽʾ ʻ ʚʽʟʽʷ ʢʦʭʘʥʥʷ, ʧʨʝʜʩʪʘʚʣʝʥʘ ʐʝʢʩʧʽʨʦʤ ʫ 
144-ʤʫ ʩʦʥʝʪʽ. ʈʦʟʢʦʜʦʚʫʚʘʥʥʷ ʧʨʠʭʦʚʘʥʠʭ ʩʤʠʩʣʽʚ, 
ʚʠʷʚʣʝʥʥʷ ʧʨʦʚʽʜʥʦʛʦ ʣʝʡʪʤʦʪʠʚʫ ʪʘ ʚʠʟʥʘʯʝʥʥʷ ʪʦʛʦ 
ʦʥʪʦʣʦʛʽʯʥʦʛʦ ʧʨʦʩʪʦʨʫ, ʚ ʷʢʦʤʫ ʨʦʟʛʦʨʪʘʻʪʴʩʷ ʦʩʥʦʚʥʠʡ 
ʩʶʞʝʪʥʠʡ ʢʦʥʬʣʽʢʪ ʮʴʦʛʦ ʪʚʦʨʫ, ʩʧʨʠʷʪʠʤʫʪʴ, ʷʢ ʜʫʤʘʻʪʴʩʷ, 
ʘʜʝʢʚʘʪʥʽʰʦʤʫ ʨʦʟʫʤʽʥʥʶ ʘʚʪʦʨʩʴʢʦʛʦ ʟʘʜʫʤʫ. ʎʝ, ʫ ʩʚʦʶ 
ʯʝʨʛʫ, ʜʦʟʚʦʣʠʪʴ ʥʝ ʪʽʣʴʢʠ ʫʚʠʨʘʟʥʠʪʠ ʰʝʢʩʧʽʨʽʚʩʴʢʫ 
ʢʦʥʮʝʧʮʽʶ ʢʦʭʘʥʥʷ, ʘʣʝ ʡ ʨʦʟʛʣʷʥʫʪʠ ʽʩʥʫʶʯʽ ʫʢʨʘʾʥʩʴʢʽ 
ʧʝʨʝʢʣʘʜʠ ʮʴʦʛʦ ʣʽʨʠʯʥʦʛʦ ʪʚʦʨʫ ʚ ʥʦʚʦʤʫ ʨʘʢʫʨʩʽ.  

ʋ 144-ʤʫ ʩʦʥʝʪʽ ʐʝʢʩʧʽʨ ʟʽʩʪʘʚʣʷʻ, ʘ ʪʦʯʥʽʰʝ ʟʚʦʜʠʪʴ ʫ 
ʜʚʦʙʦʾ ʨʽʟʥʽ ʽʧʦʩʪʘʩʽ ʢʦʭʘʥʥʷ ï ʜʦ ʩʚʽʪʣʦʛʦ ʶʥʘʢʘ (a man 
right fair) ʪʘ ʩʤʘʛʣʷʚʦʾ ʣʝʜʽ (a woman colour’d ill). ʂʣʶʯʦʚʠʤ 
ʧʨʠʥʮʠʧʦʤ, ʥʘ ʷʢʦʤʫ ʚʠʙʫʜʦʚʫʶʪʴʩʷ ʮʝʥʪʨʘʣʴʥʘ ʟʤʽʩʪʦʚʘ 
ʢʦʣʽʟʽʷ, ʝʡʜʦʣʦʛʽʷ ʪʘ ʮʽʥʥʽʩʥʘ ʩʝʤʘʥʪʠʢʘ ʮʴʦʛʦ ʩʦʥʝʪʫ, ʻ 
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ʧʨʠʥʮʠʧ ʢʦʥʪʨʘʩʪʥʦʩʪʽ. ʈʝʘʣʽʟʫʻʪʴʩʷ ʚʽʥ ʥʘʩʘʤʧʝʨʝʜ ʯʝʨʝʟ 
ʥʠʟʢʫ ʷʩʢʨʘʚʠʭ ʣʝʢʩʠʯʥʠʭ ʘʥʪʠʥʦʤʽʡ: comfort – despair, 
angel – devil, fair – colour’d ill, purity – foul pride. ʋʞʝ ʚ 
ʧʝʨʰʦʤʫ ʢʘʪʨʝʥʽ ʨʦʟʛʦʨʪʘʻʪʴʩʷ ʦʩʥʦʚʥʘ ʩʮʝʥʘʨʥʘ ʤʦʜʝʣʴ ï 
ʪʨʘʛʽʯʥʝ ʫʩʚʽʜʦʤʣʝʥʥʷ ʣʽʨʠʯʥʠʤ ʛʝʨʦʻʤ ʨʦʟʜʚʦʻʥʦʩʪʽ 
ʚʣʘʩʥʦʾ ʜʫʰʽ. ɺʽʥ ʦʜʥʦʯʘʩʥʦ ʚʽʜʯʫʚʘʻ ʣʶʙʦʚ ʽ ʜʦ ʶʥʘʢʘ, 
ʷʢʠʡ ʧʦʩʪʘʻ ʚ ʡʦʛʦ ʫʷʚʽ ʚʪʽʣʝʥʥʷʤ ʩʚʽʪʣʦʾ ʽʧʦʩʪʘʩʽ ʢʦʭʘʥʥʷ, ʽ 
ʜʦ ʞʽʥʢʠ, ʷʢʘ ʩʠʤʚʦʣʽʟʫʻ ʪʝʤʥʠʡ ʙʽʢ ʧʨʠʩʪʨʘʩʪʽ ʪʘ 
ʘʩʦʮʽʶʻʪʴʩʷ ʟʽ ʩʧʦʢʫʩʦʶ, ʛʨʽʭʦʤ ʽ ʧʝʢʣʦʤ:  

Two loves I have of comfort and despair, 
Which like two spirits do suggest me still, 
The better angel is a man right fair,  
The worser spirit a woman colourôd ill. 

ʋ ʜʚʦʭ ʥʘʩʪʫʧʥʠʭ ʢʘʪʨʝʥʘʭ ʚʽʜʙʫʚʘʻʪʴʩʷ ʩʚʦʻʨʽʜʥʠʡ 
ʟʩʫʚ ʚʽʟʫʘʣʴʥʦʾ ʧʝʨʩʧʝʢʪʠʚʠ: ʥʘ ʟʤʽʥʫ ʧʦʛʣʷʜʫ ʚʛʣʠʙ 
ʚʣʘʩʥʦʾ ʜʫʰʽ ʧʨʠʭʦʜʠʪʴ ʟʦʚʥʽʰʥʻ ʩʧʦʛʣʷʜʘʥʥʷ ʟʘ 
ʩʠʪʫʘʮʽʻʶ, ʱʦ ʨʦʟʛʦʨʪʘʻʪʴʩʷ ʫ ʧʣʦʱʠʥʽ ʽʥʪʠʤʥʠʭ ʩʪʦʩʫʥʢʽʚ 
ʪʘʢ ʙʠ ʤʦʚʠʪʠ, ʪʨʝʪʽʭ ʦʩʽʙ ï ʶʥʘʢʘ  ̔ʞʽʥʢʠ:  

To win me soon to hell, my female evil 
Tempteth my better angel from my side, 
And would corrupt my saint to be a devil, 
Wooing his purity with her foul pride. 
And whether that my angel be turnd fiend? 
Suspect I may, yet not directly tell; 
But being both from me, both to each friend, 
I guess one angel is anotherôs hell. 

ʗʢʱʦ ʩʧʨʠʡʤʘʪʠ ʐʝʢʩʧʽʨʦʚʽ ʩʣʦʚʘ ʙʫʢʚʘʣʴʥʦ, ʪʦ ʚ ʮʠʭ 
ʨʷʜʢʘʭ ʧʨʦʯʠʪʫʻʪʴʩʷ ʭʨʝʩʪʦʤʘʪʽʡʥʦ ʚʽʜʦʤʘ ʢʦʣʽʟʽʷ ʧʦʜʚʽʡʥʦʾ 
ʟʨʘʜʠ. ɯ ʢʦʭʘʥʘ, ʽ ʜʨʫʛ ʟʥʝʭʪʫʚʘʣʠ ʧʦʯʫʪʪʷʤʠ ʣʽʨʠʯʥʦʛʦ 
ʛʝʨʦʷ, ʦʜʥʘʢ ʡʦʛʦ ʦʩʫʜ ʢʦʥʮʝʥʪʨʫʻʪʴʩʷ ʚʠʢʣʶʯʥʦ ʥʘ ʦʩʦʙʽ 
ʞʽʥʢʠ. ʉʘʤʝ ʚʦʥʘ ʧʨʦʛʦʣʦʰʫʻʪʴʩʷ ʚʪʽʣʝʥʥʷʤ ʟʣʘ, ʷʢʝ 
ʩʧʦʢʫʰʘʻ ʯʠʩʪʦʛʦ, ʥʝʧʦʨʦʯʥʦʛʦ ʘʥʛʝʣʦʧʦʜʽʙʥʦʛʦ ʶʥʘʢʘ. ɺ 
ʘʩʦʮʽʘʪʠʚʥʦʤʫ ʧʦʣʽ ʩʝʤʘʥʪʠʯʥʦ ʥʘʩʠʯʝʥʠʭ ʦʙʨʘʟʽʚ ʥʘ ʢʰʪʘʣʪ 
„female evil” (ʟʣʦ ʚ ʞʽʥʦʯʽʡ ʧʦʜʦʙʽ), „better angel” (ʢʨʘʱʠʡ 
ʷʥʛʦʣ), „my saint” (ʤʽʡ ʩʚʷʪʠʡ), ʽʢʦʥʽʯʥʘ ʟʥʘʢʦʚʽʩʪʴ ʷʢʠʭ 
ʧʦʩʠʣʶʻʪʴʩʷ ʝʤʦʮʽʡʥʦ ʟʘʙʘʨʚʣʝʥʠʤʠ ʜʽʻʩʣʦʚʘʤʠ „to win to 
hell” (ʟʘʚʝʩʪʠ ʚ ʧʝʢʣʦ), „tempteth” (ʩʧʦʢʫʰʘʻ), „would 
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corrupt” (ʨʦʟʙʝʩʪʠʚ ʙʠ), ʚʠʙʫʜʦʚʫʻʪʴʩʷ ʦʯʝʚʠʜʥʘ ʘʣʶʟʽʷ ʥʘ 
ʙʽʙʣʽʡʥʫ ʤʽʬʦʣʦʛʝʤʫ ʩʧʦʢʫʰʘʥʥʷ ɸʜʘʤʘ ʽ ʧʝʨʚʦʨʦʜʥʦʛʦ 
ʛʨʽʭʘ. ɺʦʩʴʤʠʡ ʨʷʜʦʢ („Wooing his purity with her foul pride”) 
ʫʚʠʨʘʟʥʶʻ ʽ ʧʦʩʠʣʶʻ ʮʶ ʘʣʶʟʽʶ, ʚʥʘʩʣʽʜʦʢ ʯʦʛʦ ʩʘʤʘ ʢʦʣʽʟʽʷ 
ʥʘʙʫʚʘʻ ʥʦʚʦʛʦ ʟʤʽʩʪʦʚʦʛʦ ʥʘʩʠʯʝʥʥʷ, ʥʘʜʘʶʯʠ ʪʝʤʽ ʟʨʘʜʠ 
ʤʘʡʞʝ ʛʣʦʙʘʣʴʥʦʾ ʤʘʩʰʪʘʙʥʦʩʪʽ.  

ʎʷ ʩʚʦʻʨʽʜʥʘ ʤʝʪʘʪʝʢʩʪʦʚʘ ʥʘʜʙʫʜʦʚʘ, ʱʦ ʚʠʥʠʢʘʻ 
ʚʥʘʩʣʽʜʦʢ ʘʢʪʫʘʣʽʟʘʮʽʾ ʩʝʤʽʦʪʠʯʥʠʭ ʟʥʘʢʽʚ ʟ ʙʽʙʣʽʡʥʦʾ 
ʧʘʨʘʜʠʛʤʠ, ʧʨʦʛʨʘʤʫʻ ʜʦʚʦʣʽ ʦʜʥʦʟʥʘʯʥʠʡ ʛʦʨʠʟʦʥʪ 
ʯʠʪʘʮʴʢʠʭ ʦʯʽʢʫʚʘʥʴ. ɺʪʽʤ, ʚʽʨʪʫʦʟʥʦ ʦʙʽʛʨʫʶʯʠ ʮʽ 
ʦʯʽʢʫʚʘʥʥʷ, ʐʝʢʩʧʽʨ, ʟʘ ʨʘʭʫʥʦʢ ʚʠʢʦʨʠʩʪʘʥʥʷ ʪʘʢʠʭ ʜʽʻʩʣʽʚ, 
ʷʢ „suspect” (ʧʽʜʦʟʨʶʚʘʪʠ), ñguess” (ʟʜʦʛʘʜʫʚʘʪʠʩʷ), „never 
know” (ʥʝ ʟʥʘʪʠ), „live in doubt” (ʞʠʪʠ ʫ ʩʫʤʥʽʚʘʭ), ʩʪʚʦʨʶʻ 
ʝʬʝʢʪ ʥʝʧʨʦʷʩʥʝʥʦʩʪʽ, ʥʝʚʠʟʥʘʯʝʥʦʩʪʽ ʬʽʥʘʣʫ. ʉʮʝʥʘʨʥʘ 
ʩʭʝʤʘ ʩʧʦʢʫʩʠ ʡ ʛʨʽʭʦʧʘʜʽʥʥʷ ʫ ʪʝʢʩʪʦʚʦʤʫ ʧʨʦʩʪʦʨʽ ʮʴʦʛʦ 
ʩʦʥʝʪʫ ʪʘʢ ʽ ʟʘʣʠʰʘʻʪʴʩʷ ʣʠʰʝ ʧʫʥʢʪʠʨʥʦ-ʦʢʨʝʩʣʝʥʦʶ, ʷʢ 
ʪʘʢʘ ʩʦʙʽ ʛʽʧʦʪʝʪʠʯʥʦ ʤʦʞʣʠʚʘ, ʡʤʦʚʽʨʥʘ ʧʝʨʩʧʝʢʪʠʚʘ: 

Yet this shall I neôer know, but live in doubt, 
Till my bad angel fire my good one out. 

ɿʘʛʘʣʴʥʘ ʪʦʥʘʣʴʥʽʩʪʴ 144-ʛʦ ʩʦʥʝʪʫ ʚʠʟʥʘʯʘʻʪʴʩʷ 
ʧʩʠʭʦʣʦʛʽʯʥʦʶ ʥʘʧʨʫʛʦʶ, ʧʨʠʯʦʤʫ ʧʽʢ ʮʽʻʾ ʥʘʧʨʫʛʠ 
ʧʨʠʧʘʜʘʻ ʥʝ ʥʘ ʬʽʥʘʣ, ʘ ʥʘ ʧô̫ ʪʠʡ ʨʷʜʦʢ „To win me soon to 
hell...”. ʗʢ ʙʘʯʠʤʦ, ʣʽʨʠʯʥʠʡ ʛʝʨʦʡ ʥʝ ʧʨʦʩʪʦ ʩʪʨʘʞʜʘʻ 
ʯʝʨʝʟ ʧʦʜʚʽʡʥʫ ʟʨʘʜʫ, ʘ ʡ ʩʘʤ ʧʝʨʝʙʫʚʘʻ ʚ ʝʧʽʮʝʥʪʨʽ ʟʘʛʨʦʟʠ: 
ʚʽʥ ʤʦʞʝ ʦʧʠʥʠʪʠʩʷ ʚ ʧʝʢʣʽ, ʷʢʱʦ ʪʝʤʥʠʡ ʜʫʭ (worser spirit, 
bad angel) ʟʘʥʘʧʘʩʪʠʪʴ ʯʠʩʪʫ ʜʫʰʫ ʡʦʛʦ ʩʚʽʪʣʦʛʦ ʘʥʛʝʣʘ (my 
better angel, my saint). 

ɼʦʚʦʣʽ ʮʽʢʘʚʽ ʽʥʪʝʨʧʨʝʪʘʮʽʡʥʽ ʧʝʨʩʧʝʢʪʠʚʠ ʚʽʜʢʨʠʚʘʻ 
ʧʝʨʝʜ ʯʠʪʘʯʘʤʠ ʦʨʠʛʽʥʘʣʫ ʮʴʦʛʦ ʣʽʨʠʯʥʦʛʦ ʪʚʦʨʫ 
ʚʠʢʦʨʠʩʪʘʥʥʷ ʤʝʪʦʜʦʣʦʛʽʯʥʠʭ ʨʝʩʫʨʩʽʚ ʩʪʨʫʢʪʫʨʘʣʽʟʤʫ. 
ʆʜʥʽʻʶ ʟ ʚʘʞʣʠʚʠʭ ʨʦʟʧʦʚʽʜʥʠʭ ʦʜʠʥʠʮʴ, ʟʛʽʜʥʦ ʟ ʪʝʦʨʽʻʶ 
ʈ.ɹʘʨʪʘ, ʻ ʷʜʝʨʥʘ (ʘʙʦ ʢʘʨʜʠʥʘʣʴʥʘ) ʬʫʥʢʮʽʷ, ʷʢʘ ʚʠʢʦʥʫʻ ʚ 
ʪʝʢʩʪʽ ʨʦʣʴ ʪʘʢʦʛʦ ʩʦʙʽ ñʰʘʨʥʽʨʫò, ʱʦ ʟôʻʜʥʫʻ ʤʽʞ ʩʦʙʦʶ 
ʨʽʟʥʽ ʧʦʜʽʾ. ʌʫʥʢʮʽʷ ʻ ʢʘʨʜʠʥʘʣʴʥʦʶ, ʢʦʣʠ ʚʽʜʧʦʚʽʜʥʠʡ 
ʚʯʠʥʦʢ ʘʙʦ ʜʽʷ ʚʽʜʢʨʠʚʘʻ ʧʝʚʥʫ ʘʣʴʪʝʨʥʘʪʠʚʥʫ ʤʦʞʣʠʚʽʩʪʴ, 
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ʚʘʞʣʠʚʫ ʜʣʷ ʧʦʜʘʣʴʰʦʛʦ ʨʦʟʚʠʪʢʫ ʧʦʜʽʡ, ʪʦʙʪʦ, ʢʦʣʠ ʚʦʥʘ 
ʯʠ ʪʦ ʩʪʚʦʨʶʻ, ʯʠ ʪʦ ʨʦʟʚôʷʟʫʻ ʩʠʪʫʘʪʠʚʥʫ ʥʝʚʠʟʥʘʯʝʥʽʩʪʴ

9
.  

ʋ 144-ʤʫ ʩʦʥʝʪʽ ʐʝʢʩʧʽʨʘ ʷʜʝʨʥʦʶ (ʢʘʨʜʠʥʘʣʴʥʦʶ) 
ʬʫʥʢʮʽʻʶ ʤʦʞʥʘ ʚʚʘʞʘʪʠ ʤʠʩʣʝʥʥʻʚʫ ʘʢʪʠʚʥʽʩʪʴ ï 
ʧʩʠʭʦʣʦʛʽʯʥʽ ʨʦʟʤʠʩʣʠ ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ. ɺʽʥ ʥʝ ʧʨʦʩʪʦ 
ʚʪʷʛʥʫʪʠʡ ʫ ʚʠʨ ʯʫʞʠʭ ʩʪʦʩʫʥʢʽʚ, ʚʽʥ ʽʜʝʥʪʠʬʽʢʫʻ ʩʝʙʝ ʷʢ 
ʩʪʘʨʪʦʚʫ ʪʦʯʢʫ ʾʭʥʴʦʛʦ ʨʦʟʛʦʨʪʘʥʥʷ, ʷʢ ʩʚʦʻʨʽʜʥʫ ʘʣʴʬʫ, 
ʦʤʝʛʦʶ ʧʦ ʚʽʜʥʦʰʝʥʥʶ ʜʦ ʷʢʦʾ ʤʦʞʝ ʩʪʘʪʠ ʧʘʜʽʥʥʷ ʩʚʽʪʣʦʛʦ 
ʘʥʛʝʣʘ. ʉʘʤʝ ʮʷ ʩʤʠʩʣʦʚʘ ʜʽʷ (ʤʦʥʦʣʦʛʽʯʥʘ ʩʘʤʦʨʝʬʣʝʢʩʽʷ 
ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ), ʱʦ ʩʣʫʛʫʻ ʥʝ ʪʽʣʴʢʠ ʩʧʦʣʫʯʥʦʶ ʣʘʥʢʦʶ, ʘ 
ʡ ʩʚʦʻʨʽʜʥʠʤ ʤʠʩʣʝʥʥʻʚʠʤ ʛʝʥʝʨʘʪʦʨʦʤ, ʚʽʜʽʛʨʘʻ ʚʘʞʣʠʚʫ 
ʨʦʣʴ ʫ ʟʘʛʘʣʴʥʦʤʫ ʨʦʟʚʠʪʢʫ ʧʦʜʽʡ (ʩʧʦʢʫʰʘʥʥʷ ʩʚʽʪʣʦʛʦ 
ʘʥʛʝʣʘ ʪʝʤʥʠʤ ʜʫʭʦʤ).  

ɼʨʫʛʠʤ, ʽʥʪʝʛʨʘʪʠʚʥʠʤ, ʢʣʘʩʦʤ ʨʦʟʧʦʚʽʜʥʠʭ ʦʜʠʥʠʮʴ 
ʫ ʩʪʨʫʢʪʫʨʘʣʽʩʪʩʴʢʽʡ ʘʥʘʣʽʪʠʮʽ, ʷʢ ʚʽʜʦʤʦ, ʻ ʽʥʜʝʢʩʠ (ʟʘ 
ɹʘʨʪʦʤ, indice ï франц. ʽʥʜʝʢʩ, ʦʟʥʘʢʘ) ï ʜʦʜʘʪʢʦʚʽ ʦʜʠʥʠʮʽ, 
ʱʦ ʧʦʛʣʠʙʣʶʶʪʴ, ʘ ʥʝ ʧʨʦʜʦʚʞʫʶʪʴ ʨʦʟʧʦʚʽʜʘʥʥʷ. ɺʦʥʠ 
ʧʦʜʽʣʷʶʪʴʩʷ ʥʘ Ăʚʣʘʩʥʝ ʽʥʜʝʢʩʠò (indice) ʪʘ Ăʽʥʜʝʢʩʠ-
ʽʥʬʦʨʤʘʥʪʠò (inrormant). ʇʨʠ ʮʴʦʤʫ ʚʣʘʩʥʝ ʽʥʜʝʢʩʠ ï ʮʝ 
ʝʥʝʨʛʝʪʠʯʥʦ ʥʘʩʠʯʝʥʽ ʝʣʝʤʝʥʪʠ, ʱʦ ʚʝʜʫʪʴ ʜʦ ʛʣʠʙʠʥʠ 
ʩʤʠʩʣʫ ʽ ʜʦʧʦʤʘʛʘʶʪʴ ʨʦʟʢʨʠʪʠ ʭʘʨʘʢʪʝʨ ʧʝʨʩʦʥʘʞʫ, ʡʦʛʦ 
ʝʤʦʮʽʡʥʠʡ ʩʪʘʥ, ʟʤʘʣʶʚʘʪʠ ʘʪʤʦʩʬʝʨʫ, ʚ ʷʢʽʡ ʚʽʜʙʫʚʘʻʪʴʩʷ 
ʜʽʷ. ɸ ʽʥʜʝʢʩʠ-ʽʥʬʦʨʤʘʥʪʠ ï ʝʥʝʨʛʝʪʠʯʥʦ ʩʣʘʙʢʽ ʝʣʝʤʝʥʪʠ, 
ʷʢʽ ʥʝʩʫʪʴ ʛʦʪʦʚʽ ʧʨʷʤʦʣʽʥʽʡʥʽ ʧʦʚʽʜʦʤʣʝʥʥʷ ʽ ʧʨʘʮʶʶʪʴ ʥʘ 
ʧʦʚʝʨʭʥʽ ʪʝʢʩʪʫ, ʜʦʟʚʦʣʷʶʯʠ ʽʜʝʥʪʠʬʽʢʫʚʘʪʠ ʛʝʨʦʾʚ ʽ ʧʦʜʽʾ ʚ 
ʯʘʩʽ ʪʘ ʧʨʦʩʪʦʨʽ

10
.  

ʋ ʜʦʩʣʽʜʞʫʚʘʥʦʤʫ ʐʝʢʩʧʽʨʦʚʦʤʫ ʩʦʥʝʪʽ ʩʠʩʪʝʤʘ 
ʽʥʜʝʢʩʽʚ ʥʝ ʪʽʣʴʢʠ ʩʪʚʦʨʶʻ ʽʣʶʟʽʶ ʨʝʘʣʴʥʦʩʪʽ (ʧʦʜʚʽʡʥʘ 
ʟʨʘʜʘ ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ ʜʨʫʛʦʤ ʪʘ ʢʦʭʘʥʦʶ), ʘʣʝ ʡ ʟʘʢʣʘʜʘʻ 
ʧʝʚʥʽ ʤʦʞʣʠʚʦʩʪʽ ʤʝʪʘʬʦʨʠʯʥʦ-ʧʩʠʭʦʣʦʛʽʯʥʦʛʦ ʧʨʦʯʠʪʘʥʥʷ, 
ʧʨʠ ʷʢʦʤʫ ʤʘʛʽʩʪʨʘʣʴʥʠʡ ʢʦʥʬʣʽʢʪ ʧʝʨʝʥʦʩʠʪʴʩʷ ʟʽ ʩʚʽʪʫ 
ʟʦʚʥʽʰʥʴʦʛʦ ʫ ʤʽʢʨʦʢʦʩʤ ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ. 

                                                           
9 Барт Р. ɺʚʝʜʝʥʠʝ ʚ ʩʪʨʫʢʪʫʨʥʳʡ ʘʥʘʣʠʟ ʧʦʚʝʩʪʚʦʚʘʪʝʣʴʥʳʭ ʪʝʢʩʪʦʚ // 
ɿʘʨʫʙʝʞʥʘʷ ʵʩʪʝʪʠʢʘ ʠ ʪʝʦʨʠʷ ʣʠʪʝʨʘʪʫʨʳ ʍIʍ-ʍʍ ʚʚ. ʊʨʘʢʪʘʪʳ, ʩʪʘʪʴʠ, ʵʩʩʝ. 
ï ʄ.: ʀʟʜʘʪʝʣʴʩʪʚʦ ʄʦʩʢʦʚʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ, 1987. ïʉ.397-398. 

10 ʊʘʤ ʩʘʤʦ. ï ʉ.399. 
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ɯʥʜʝʢʩʘʤʠ-ʽʥʬʦʨʤʘʥʪʘʤʠ ʚ ʪʝʢʩʪʽ ʩʦʥʝʪʫ ʩʣʫʛʫʶʪʴ 
ʦʧʠʩʦʚʽ ʝʤʦʮʽʡʥʦ-ʦʮʽʥʦʯʥʽ ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ ʩʚʽʪʣʦʛʦ ʶʥʘʢʘ 
ʪʘ ʪʝʤʥʦʾ ʞʽʥʢʠ, ʘ ʚʣʘʩʥʝ ʽʥʜʝʢʩʘʤʠ ï ʪʽ ʣʝʢʩʠʯʥʽ ʦʜʠʥʠʮʽ, 
ʱʦ ʬʦʨʤʫʶʪʴ ʝʥʝʨʛʽʶ ʥʘʧʨʫʛʠ ʚ ʪʝʢʩʪʽ. ʎʝ ʽ ʥʝʦʜʥʦʨʘʟʦʚʦ 
ʧʦʚʪʦʨʶʚʘʥʽ ʧʨʠʩʚʽʡʥʽ ʟʘʡʤʝʥʥʠʢʠ ʧʝʨʰʦʾ ʦʩʦʙʠ (I, me, my, 
from me), ʽ ʥʠʟʢʘ ʜʽʻʩʣʽʚ, ʫ ʩʝʤʘʥʪʠʮʽ ʷʢʠʭ ʧʨʠʩʫʪʥʷ ʧʝʚʥʘ 
ʥʝʚʠʟʥʘʯʝʥʽʩʪʴ (suspect, not directly tell, guess, shall ne’er 
know, live in doubt) ï ʩʘʤʝ ʚʦʥʠ ʡ ʩʪʚʦʨʶʶʪʴ ʩʧʝʮʠʬʽʯʥʫ 
ʦʧʪʠʢʫ ʥʘʨʘʪʠʚʫ. ʃʽʨʠʯʥʠʡ ʛʝʨʦʡ ʥʝ ʧʨʦʩʪʦ ʩʧʦʩʪʝʨʽʛʘʻ ʟʘ 
ʨʦʟʚʠʪʢʦʤ ʯʫʞʠʭ ʣʶʙʦʚʥʠʭ ʩʪʦʩʫʥʢʽʚ, ʚʽʥ ʚʽʜʯʫʚʘʻ ʩʝʙʝ 
ʙʝʟʧʦʩʝʨʝʜʥʽʤ ʫʯʘʩʥʠʢʦʤ ʧʦʜʽʡ, ʜʞʝʨʝʣʦʤ ʣʶʙʦʚʥʦʾ 
ʢʦʣʽʟʽʾ, ʷʢʘ ʟʜʘʪʥʘ ʧʨʠʟʚʝʩʪʠ ʜʦ ʜʨʘʤʘʪʠʯʥʦʛʦ ʬʽʥʘʣʫ, ʘ 
ʪʘʢʦʞ ʦʩʝʨʜʷʤ ʩʪʨʘʞʜʘʥʴ. ɺʽʥ ʻ ʝʥʝʨʛʝʪʠʯʥʠʤ ʷʜʨʦʤ 
ʪʝʢʩʪʫ, ʪʦʞ ʮʽʣʢʦʤ ʧʨʠʨʦʜʥʦ, ʱʦ ʯʫʞʝ ʢʦʭʘʥʥʷ ʩʧʨʦʤʦʞʥʝ 
ʧʝʨʝʪʚʦʨʠʪʠʩʴ ʜʣʷ ʥʴʦʛʦ ʥʘ ʩʧʨʘʚʞʥʽʩʽʥʴʢʝ ʧʝʢʣʦ (ʟʚʽʜʩʠ ʡ 
ʥʝʤʦʪʠʚʦʚʘʥʝ, ʥʘ ʧʝʨʰʠʡ ʧʦʛʣʷʜ, ʪʘ ʜʦʚʦʣʽ ʥʝʩʧʦʜʽʚʘʥʝ ʚ 
ʢʦʥʪʝʢʩʪʽ ʘʢʪʠʚʽʟʘʮʽʾ ʽʥʜʝʢʩʽʚ-ʽʥʬʦʨʤʘʥʪʽʚ ʛʽʧʦʪʝʪʠʯʥʝ 
ʧʝʨʝʜʯʫʪʪʷ ʛʝʨʦʷ ï „To win me soon to hell...”). ɼʣʷ ʯʠʪʘʯʘ 
ʪʘʢ ʽ ʟʘʣʠʰʘʻʪʴʩʷ ʥʝʧʨʦʷʩʥʝʥʠʤ ʤʘʛʽʩʪʨʘʣʴʥʠʡ ʩʶʞʝʪ 
ʚʥʫʪʨʽʰʥʴʦʾ ʜʨʘʤʠ ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ, ʦʩʢʽʣʴʢʠ ʦʩʪʘʪʦʯʥʦ 
ʥʝʟʨʦʟʫʤʽʣʦ, ʱʦ ʩʘʤʝ ʧʝʨʝʪʚʦʨʶʻ ʡʦʛʦ ʞʠʪʪʷ ʥʘ ʧʝʢʣʦ: 
ʛʨʽʭʦʧʘʜʽʥʥʷ ʜʨʫʛʘ, ʥʝʚʽʨʥʽʩʪʴ ʢʦʭʘʥʦʾ, ʚʣʘʩʥʘ ʧʨʠʯʝʪʥʽʩʪʴ 
ʜʦ ʯʫʞʦʾ ʣʶʙʦʚʥʦʾ ʢʦʣʽʟʽʾ ʯʠ ʩʘʤ ʬʘʢʪ ʧʦʜʚʽʡʥʦʾ ʟʨʘʜʠ.  

ʋʪʽʤ, ʨʦʟʢʦʜʦʚʫʚʘʥʥʷ ʚʣʘʩʥʝ ʽʥʜʝʢʩʽʚ ʫ ʪʝʢʩʪʽ 
ʰʝʢʩʧʽʨʽʚʩʴʢʦʛʦ ʩʦʥʝʪʫ ʜʘʻ ʧʽʜʩʪʘʚʠ ʧʨʠʧʫʩʢʘʪʠ, ʱʦ ʜʚʦʙʽʡ 
ʤʽʞ ʘʥʛʝʣʘʤʠ ʚʽʜʙʫʚʘʻʪʴʩʷ ʚ ʜʫʰʽ ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ, ʜʝ 
ʯʠʩʪʠʡ ʽ ʩʚʽʪʣʠʡ ʜʫʭʦʚʥʠʡ ɽʨʦʩ ʟʽʡʰʦʚʩʷ ʫ ʜʚʦʙʦʾ ʟ ʪʝʤʥʦʶ 
ʩʠʣʦʶ ï ʧʨʠʩʪʨʘʩʪʶ ʜʦ ʞʽʥʢʠ. ʇʝʨʝʤʦʛʘ ʭʦʪʽ ʫ ʮʽʡ ʙʦʨʦʪʴʙʽ 
ʧʨʠʟʚʝʜʝ ʜʦ ʪʦʛʦ, ʱʦ ʧʝʢʝʣʴʥʘ ʞʘʛʘ ʩʧʦʧʝʣʠʪʴ ʩʚʽʪʣʦʛʦ 
ʘʥʛʝʣʘ („my bad angel fire my good one out”) ï ʢʨʘʱʫ 
ʧʦʣʦʚʠʥʫ Ăʗò ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ, ʪʫ ʚʠʩʦʢʫ ʽ ʯʠʩʪʫ ʣʶʙʦʚ, ʷʢʘ 
ʩʴʦʛʦʜʥʽ ʚʩʝ ʱʝ ʜʘʨʫʻ ʡʦʤʫ (“do suggest me still”) ʨʦʟʨʘʜʫ 
(comfort). ʋ ʪʘʢʽʡ ʽʥʪʝʨʧʨʝʪʘʮʽʾ 144-ʡ ʩʦʥʝʪ, ʷʢ ʜʫʤʘʻʪʴʩʷ, 
ʤʦʞʝ ʩʣʫʛʫʚʘʪʠ ʧʝʨʝʢʦʥʣʠʚʦʶ ʽʣʶʩʪʨʘʮʽʻʶ ʢʦʥʮʝʧʮʽʾ 
ʐʝʢʩʧʽʨʦʚʦʾ ʚʽʟʽʾ ʣʶʙʦʚʽ, ʱʦ ʦʙˇʨʫʥʪʦʚʫʻʪʴʩʷ ʚ ʧʨʘʮʷʭ 
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ʚʽʜʦʤʦʛʦ ʫʢʨʘʾʥʩʴʢʦʛʦ ʧʝʨʝʢʣʘʜʘʯʘ ʽ ʰʝʢʩʧʽʨʦʟʥʘʚʮʷ ʄʘʨʽʾ 
ɻʘʙʣʝʚʠʯ.  

ʅʘ ʜʫʤʢʫ ʄ.ɻʘʙʣʝʚʠʯ, ʫ ʩʦʥʝʪʘʨʽʾ ʐʝʢʩʧʽʨʘ ʟʘʢʣʘʜʝʥʦ 
ʧʨʠʥʮʠʧ ʧʨʦʪʠʩʪʘʚʣʝʥʥʷ ʭʦʪʽ ʡ ʣʶʙʦʚʽ. ʉʠʤʚʦʣʽʯʥʠʤ 
ʫʪʽʣʝʥʥʷʤ ʟʝʤʥʦʾ ʂʨʘʩʠ ʽ ʨʝʯʥʠʢʦʤ ʥʝʙʝʩʥʦʾ ʃʶʙʦʚʽ ʧʦʩʪʘʻ 
ʟʝʤʥʘ ʣʶʜʠʥʘ ʯʦʣʦʚʽʯʦʾ ʩʪʘʪʽ: ñʖʥʘʢ ʧʦʝʪʘ-ʜʨʘʤʘʪʫʨʛʘ ï 
ʥʝʚʽʜôʻʤʥʘ ʯʘʩʪʢʘ ʡʦʛʦ ʚʣʘʩʥʦʾ ʧʩʠʭʽʢʠ, ñʢʨʘʱʘ ʯʘʩʪʢʘò ʡʦʛʦ 
ñʗò-self (ʩʦʥʝʪ 38), ʡʦʛʦ ʰʣʷʭʝʪʥʽʰʘ ʧʦʣʦʚʠʥʘ (ʩʦʥʝʪ 151), 
ʡʦʛʦ ñʜʦʙʨʠʡ ʜʫʭ ʽʟ ʩʷʡʥʠʤ ʯʦʣʦʤò (ʩʦʥʝʪ 144), ʡʦʛʦ ñʩʠʥ-
ʩʦʥʮʝò (ʩʦʥʝʪ 33)ò. ɸ ʩʤʘʛʣʷʚʘ ʞʽʥʢʘ ʩʧʨʠʡʤʘʻʪʴʩʷ ʘʚʪʦʨʦʤ 
ʩʦʥʝʪʽʚ ʷʢ ʚʪʽʣʝʥʥʷ ʭʦʪʽ, ʪʝʤʥʦʾ ʧʦʣʦʚʠʥʠ ʣʶʜʩʴʢʦʾ ʧʨʠʨʦʜʠ. 
ɺʦʥʘ ʘʩʦʮʽʶʻʪʴʩʷ ʟ ʪʽʥʥʶ (ʩʦʥʝʪ 61), ʚʽʜʯʘʻʤ (ʩʦʥʝʪ 140), 
ʛʨʽʭʦʤ ʪʘ ʙʦʣʝʤ (ʩʦʥʝʪ 141). ʆʪʞʝ, ʪʽʣʝʩʥʝ ʩʧʨʠʡʤʘʻʪʴʩʷ 
ʧʦʝʪʦʤ ʷʢ ʤʝʥʰ ʮʽʥʥʝ, ʥʽʞ ʜʫʭʦʚʥʝ, ʽ ʘʩʦʮʽʶʻʪʴʩʷ ʟ 
ʧʨʠʩʪʨʘʩʪʶ, ʬʽʟʠʯʥʠʤ ʧʦʪʷʛʦʤ ʜʦ ʞʽʥʢʠ
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ʊʘʢʠʤ ʯʠʥʦʤ, ʤʦʞʣʠʚʽ ʱʦʥʘʡʤʝʥʰʝ ʜʚʽ ʚʝʨʩʽʾ 
ʽʥʪʝʨʧʨʝʪʘʮʽʾ ʤʘʛʽʩʪʨʘʣʴʥʦʛʦ ʩʶʞʝʪʫ 144-ʛʦ ʩʦʥʝʪʫ 
ɺ.ʐʝʢʩʧʽʨʘ. ʇʝʨʰʘ ʟ ʥʠʭ ʘʢʪʫʘʣʽʟʫʻ ʤʽʤʝʪʠʯʥʠʡ ʨʽʚʝʥʴ 
ʩʤʠʩʣʦʚʦʛʦ ʧʨʦʩʪʦʨʫ ʪʚʦʨʫ, ʢʦʣʠ ʨʦʟʛʦʨʪʘʥʥʷ ʩʶʞʝʪʫ 
ʨʦʟʛʣʷʜʘʻʪʴʩʷ ʷʢ ʦʙôʻʢʪʠʚʥʘ ʨʝʘʣʴʥʽʩʪʴ ʩʢʣʘʜʥʠʭ 
ʧʩʠʭʦʣʦʛʽʯʥʠʭ ʩʪʦʩʫʥʢʽʚ ʤʽʞ ʪʨʴʦʤʘ ʦʩʦʙʘʤʠ ï ʣʽʨʠʯʥʠʤ 
ʛʝʨʦʻʤ, ʡʦʛʦ ʜʨʫʛʦʤ ʪʘ ʡʦʛʦ ʢʦʭʘʥʦʶ. ɯʥʰʘ ʚʝʨʩʽʷ ï 
ʤʝʪʘʬʦʨʠʯʥʦ-ʧʩʠʭʦʣʦʛʽʯʥʘ ï ʚʠʙʫʜʦʚʫʻʪʴʩʷ ʧʨʠ ʧʝʨʝʥʝʩʝʥʥʽ 
ʢʦʥʬʣʽʢʪʥʦʾ ʩʠʪʫʘʮʽʾ ʫ ʧʣʦʱʠʥʫ ʚʥʫʪʨʽʰʥʴʦʛʦ ʩʚʽʪʫ 
ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ, ʫ ʩʫʙôʻʢʪʠʚʥʫ ʨʝʘʣʴʥʽʩʪʴ ʡʦʛʦ ʜʫʭʦʚʥʦʛʦ 
ʤʽʢʨʦʢʦʩʤʫ. ʆʙʠʜʚʘ ʚʢʘʟʘʥʽ ʽʥʪʝʨʧʨʝʪʘʮʽʡʥʽ ʧʽʜʭʦʜʠ, ʜʦ 
ʨʝʯʽ, ʡ ʟʥʘʭʦʜʷʪʴ ʩʚʦʻ ʭʫʜʦʞʥʻ ʚʪʽʣʝʥʥʷ ʚ ʫʢʨʘʾʥʩʴʢʠʭ 
ʧʝʨʝʢʣʘʜʘʭ ʐʝʢʩʧʽʨʦʚʦʛʦ ʩʦʥʝʪʘʨʽʶ.  

ʊʘʢ, ʧʨʠʤʽʨʦʤ, ɼ.ʇʘʣʘʤʘʨʯʫʢ, ʯʠʾʤ ʧʝʨʝʢʣʘʜʘʤ 
ʧʨʠʪʘʤʘʥʥʘ ʪʦʯʥʽʩʪʴ ʫ ʚʽʜʪʚʦʨʝʥʥʽ ʦʙʨʘʟʥʠʭ ʰʪʨʠʭʽʚ, 
ʘʢʪʫʘʣʽʟʫʻ ʚʠʢʣʶʯʥʦ ʪʽ ʩʤʠʩʣʦʚʽ ʧʦʣʷ, ʱʦ ʧʦʚôʷʟʘʥʽ ʟ ʽʜʝʻʶ 
ʧʦʜʚʽʡʥʦʾ ʟʨʘʜʠ:  

 
                                                           
11 Габлевич М. ʐʝʢʩʧʽʨʽʚ ɽʨʦʩ ʞʠʪʪʷ ʽ ʪʚʦʨʯʦʩʪʽ // William Shakespeare. Sonnets 
ï ɺʽʣʴʷʤ ʐʝʢʩʧʽʨ. ʉʦʥʝʪʠ / ʇʝʨʝʢʣʘʚ ɼʤʠʪʨʦ ʇʘʚʣʠʯʢʦ. ï ʃʴʚʽʚ: ʃʽʪʦʧʠʩ, 
1998. ï ʉ.ʉ.192-193. 
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ʇʨʠʡʰʣʠ ʤʝʥʽ ʥʘ ʛʦʨʝ ʽ ʥʘ ʩʪʨʘʭ 
ʃʶʙʦʚʽ ʜʚʽ ʚ ʩʫʧʫʪʥʠʢʠ ʱʦʜʝʥʥʽ. 
ʖʥʘʢ ʙʣʘʢʠʪʥʦʦʢʠʡ ï ʜʦʙʨʠʡ ʛʝʥʽʡ, 
ɯ ʞʽʥʢʘ ï ʜʝʤʦʥ ʟ ʤʦʨʦʢʦʤ ʚ ʦʯʘʭ. 
ʑʦʙ ʯʠʩʪʫ ʜʫʰʫ ʚ ʧʝʢʣʦ ʟʘʤʘʥʠʪʠ, 
ɿʙʠʚʘʻ ʜʝʤʦʥ ʘʥʛʝʣʘ ʥʘ ʛʨʽʭ 
ɯ ʭʦʯʝ ʩʠʣʦʶ ʦʯʝʡ ʩʚʦʾʭ 
ʉʣʫʛʫ ʥʝʙʝʩ ʜʠʷʚʦʣʦʤ ʟʨʦʙʠʪʠ. 
ʊʘ ʷ ʥʝʚʧʝʚʥʝʥʠʡ, ʯʠ ʘʥʛʝʣ ʤʽʡ 
ɿʙʝʨʽʛ ʥʝʟʘʡʤʘʥʽʩʪʴ, ʯʠ ʚʞʝ ʧʨʦʧʘʱʠʡ, 
ɺʽʥ ʜʨʫʛ ʤʝʥʽ, ʪʦʞ ʟʘʚʞʜʠ ʚʽʥ ʧʨʠ ʥʽʡ, 
ɿʘ ʢʨʦʢ ʦʜʠʥ ʚʽʜ ʧʝʨʣʦʚʦʾ ʧʘʱʽ. 

ɯ ʷ ʞʠʚʫ, ʡ ʯʝʢʘʶ ʢʦʞʥʫ ʤʠʪʴ, 
ʑʦ ʧʨʘʚʝʜʥʠʢ ʜʦ ʧʝʢʣʘ ʧʦʣʝʪʠʪʴ
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ʋʞʝ ʚ ʧʝʨʰʦʤʫ ʢʘʪʨʝʥʽ ʟôʷʚʣʷʻʪʴʩʷ ʚʽʜʩʫʪʥʷ ʚ 
ʦʨʠʛʽʥʘʣʽ ʛʣʦʙʘʣʽʟʘʮʽʷ ʥʝʛʘʪʠʚʫ: ʦʙʠʜʚʽ ʣʶʙʦʚʽ ʥʝʩʫʪʴ 
ʛʝʨʦʻʚʽ ʛʦʨʝ ʽ ʩʪʨʘʭ, ʭʦʯʘ ʚ ʘʥʛʣʽʡʩʴʢʦʤʫ ʪʝʢʩʪʽ ʤʘʻʤʦ 
ʟʙʘʣʘʥʩʦʚʘʥʫ ʘʥʪʠʥʦʤʽʶ: „comfort and despair” (ʩʧʦʢʽʡ ʪʘ 
ʚʽʜʯʘʡ). ʅʘʧʨʫʞʝʥʽʩʪʴ ʧʫʣʴʩʫʶʯʦʾ ʜʫʤʢʠ, ʷʢʘ ʚʠʟʥʘʯʘʻ 
ʥʘʩʪʨʦʻʚʫ ʧʘʣʽʪʨʫ ʐʝʢʩʧʽʨʦʚʦʛʦ ʪʚʦʨʫ, ʫ ʧʝʨʝʢʣʘʜʽ 
ɼ.ʇʘʣʘʤʘʨʯʫʢʘ ʧʦʩʪʫʧʘʻʪʴʩʷ ʤʽʩʮʝʤ ʨʦʟʤʦʚʥʦ-ʦʧʦʚʽʜʥʽʡ 
ʪʦʥʘʣʴʥʦʩʪʽ. ʋ ʜʨʫʛʦʤʫ ʪʘ ʪʨʝʪʴʦʤʫ ʢʘʪʨʝʥʘʭ ʫʚʘʛʘ ʯʠʪʘʯʘ 
ʩʢʦʥʮʝʥʪʨʦʚʘʥʘ ʥʝ ʥʘ ʩʫʙôʻʢʪʽ ʦʧʦʚʽʜʽ (ʣʽʨʠʯʥʦʤʫ ʛʝʨʦʻʚʽ), ʘ 
ʥʘ ʧʦʩʪʘʪʷʭ ʪʘ ʜʽʷʭ ʙʣʘʢʠʪʥʦʦʢʦʛʦ ʶʥʘʢʘ ʽ ʜʝʤʦʥʽʯʥʦʾ ʞʽʥʢʠ. 
ʗʢʱʦ ʚ ʪʝʢʩʪʽ ʦʨʠʛʽʥʘʣʫ ʩʤʠʩʣʦʚʽ ʜʽʾ ʪʨʝʪʽʭ ʦʩʽʙ (ʶʥʘʢʘ ʪʘ 
ʞʽʥʢʠ) ʩʣʫʛʫʶʪʴ ʣʠʰʝ ʬʫʥʢʮʽʷʤʠ-ʢʘʪʘʣʽʟʘʪʦʨʘʤʠ (ʪʦʙʪʦ, ʟʘ 
ɹʘʨʪʦʤ, ʤʘʶʪʴ ʜʦʧʦʤʽʞʥʠʡ ʭʘʨʘʢʪʝʨ, ʧʽʜʪʨʠʤʫʶʪʴ 
ʩʝʤʘʥʪʠʯʥʫ ʥʘʧʨʫʛʫ ʷʜʝʨʥʦʾ ʬʫʥʢʮʽʾ), ʪʦ ʫ ʧʝʨʝʢʣʘʜʽ ʚʦʥʠ 
ʧʝʨʝʪʚʦʨʶʶʪʴʩʷ ʥʘ ʢʘʨʜʠʥʘʣʴʥʽ (ʷʜʝʨʥʽ) ʬʫʥʢʮʽʾ. ɺʥʘʩʣʽʜʦʢ 
ʮʴʦʛʦ ʣʽʨʠʯʥʠʡ ʩʫʙôʻʢʪ ʦʧʦʚʽʜʽ ʚʪʨʘʯʘʻ ʩʪʘʪʫʩ ʝʥʝʨʛʝʪʠʯʥʦʛʦ 
ʷʜʨʘ ʩʦʥʝʪʫ, ʧʝʨʝʪʚʦʨʶʶʯʠʩʴ ʥʘ ʧʘʩʠʚʥʦʛʦ ʩʧʦʩʪʝʨʽʛʘʯʘ 
ʯʫʞʦʾ ʜʨʘʤʠ. ʊʦʞ ʮʽʣʢʦʤ ʧʨʠʨʦʜʥʦ, ʱʦ ʫ ɼ.ʇʘʣʘʤʘʨʯʫʢʘ 
ʩʪʫʧʽʥʴ ʟʘʣʫʯʝʥʦʩʪʽ ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ ʫ ʣʶʙʦʚʥʽ ʢʦʣʽʟʽʾ 
ʚʠʷʚʣʷʻʪʴʩʷ ʟʥʘʯʥʦ ʥʠʞʯʠʤ, ʥʽʞ ʚ ʦʨʠʛʽʥʘʣʽ. 

ʋ ʧʝʨʝʢʣʘʜʽ 144-ʛʦ ʩʦʥʝʪʫ, ʟʜʽʡʩʥʝʥʦʤʫ ʣʴʚʽʚʩʴʢʠʤʠ 
ʧʝʨʝʢʣʘʜʘʯʘʤʠ ɯʨʠʥʦʶ ʪʘ ʆʣʝʢʩʘʥʜʨʦʤ ʉʝʣʝʟʽʥʢʘʤʠ, 

                                                           
12 Шекспір В.ʊʚʦʨʠ ʚ ʰʝʩʪʠ ʪʦʤʘʭ. ï ʂ.: ɼʥʽʧʨʦ, 1986. ï ʊ.6. ï ʉ.687. 
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ʟʘʧʨʦʧʦʥʦʚʘʥʦ ʽʥʪʝʨʽʦʨʠʟʦʚʘʥʫ ʚʝʨʩʽʶ ʤʘʛʽʩʪʨʘʣʴʥʦʛʦ 
ʩʶʞʝʪʫ:  

ʃʶʙʦʚʽ ʜʚʽ ʥʝʩʫʪʴ ʽ ʚʽʜʯʘʡ, ʡ ʩʧʦʢʽʡ, 
ɺʩʪʫʧʘʶʯʠ ʟʘ ʜʫʰʫ ʤʦʶ ʚ ʙʽʡ; 
ɼʫʭ ʜʦʙʨʠʡ ï ʪʦ ʤʫʞʯʠʥʘ ʩʚʽʪʣʦʦʢʠʡ, 
ʏʦʨʥʷʚʘ, ʩʤʫʛʣʘ ʞʽʥʢʘ ïʟʣʠʡ ʜʫʭ ʤʽʡ. 
ʑʦʙ ʦʧʠʥʠʚʩʷ ʚ ʧʝʢʣʽ, ʟʣʦ ʞʽʥʦʯʝ 
ʉʧʦʢʫʰʫʻ ʜʦʙʨʦ ʤʦʻ ʧʽʪʠ, 
ɿʤʽʥʠʪʴ ʥʘ ʜʝʤʦʥʘ ʩʚʷʪʦʛʦ ʭʦʯʝ, 
ɹʘʞʘʻ ʯʠʩʪʦʪʫ ʧʝʨʝʤʦʛʪʠ. 
ʏʠ ʩʪʘʥʝ ʜʝʤʦʥʦʤ ʤʽʡ ʘʥʛʝʣ ʜʦʙʨʠʡ, 
ʗ ʚʽʜʧʦʚʽʜʽ ʧʦʢʠ ʥʝ ʟʥʘʡʜʫ; 
ʆʙʠʜʚʘ ʧʨʦʪʠ ʤʝʥʝ ʡ ʜʫʭ ʭʦʨʦʙʨʠʡ,  
ʄʦʞʣʠʚʦ, ʚ ʟʣʦʛʦ ʘʥʛʝʣʘ ʚ ʘʜʫ. 

ɺʽʜ ʪʦʛʦ ʩʫʤʥʽʚ ʦʛʦʨʥʝ ʤʝʥʝ, 
ɼʦʧʦʢʠ ʟʣʦ ʜʦʙʨʦ ʥʝ ʧʨʦʞʝʥʝ
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ʗʢ ʙʘʯʠʤʦ, ʫ ʧʝʨʰʠʭ ʜʚʦʭ ʢʘʪʨʝʥʘʭ ʧʝʨʝʢʣʘʜʫ, ʷʢ, ʜʦ 
ʨʝʯʽ, ʽ ʚ ʦʨʠʛʽʥʘʣʽ, ʝʥʝʨʛʽʷ ʧʦʩʪʽʡʥʦ ʧʝʨʝʤʽʱʫʻʪʴʩʷ ʟ ʷʜʨʘ ʥʘ 
ʽʥʜʝʢʩʠ. ʇʨʠ ʮʴʦʤʫ ʷʜʝʨʥʘ (ʢʘʨʜʠʥʘʣʴʥʘ) ʬʫʥʢʮʽʷ, ʱʦ 
ʧʝʨʝʜʘʥʘ ʜʦʩʠʪʴ ʚʣʫʯʥʦʶ ʤʝʪʘʬʦʨʦʶ („Любові дві несуть і 
відчай, й спокій, // Вступаючи за душу мою в бій...”), 
ʧʦʩʠʣʶʶʯʠʩʴ ʬʫʥʢʮʽʷʤʠ-ʢʘʪʘʣʽʟʘʪʦʨʘʤʠ, ʟʘʙʝʟʧʝʯʫʻ ʮʽʣʽʩ-
ʥʽʩʪʴ ʥʘʨʘʪʠʚʫ.  

ʎʽʢʘʚʠʤ, ʭʦʯʘ ʽ ʜʦʚʦʣʽ ʩʧʽʨʥʠʤ ʧʝʨʝʢʣʘʜʘʮʴʢʠʤ 
ʨʽʰʝʥʥʷʤ ʚʠʜʘʻʪʴʩʷ ʧʝʨʝʢʣʘʜ ʬʽʥʘʣʴʥʦʛʦ ʜʚʦʚʽʨʰʘ, ʫ ʷʢʦʤʫ 
ʜʝʢʣʘʨʫʻʪʴʩʷ ʜʫʤʢʘ ʧʨʦ ʪʝ, ʱʦ ʣʽʨʠʯʥʠʡ ʛʝʨʦʡ ʧʝʨʝʙʫʚʘʪʠʤʝ 
ʫ ʩʫʤʥʽʚʘʭ ʘʞ Ăʜʦʧʦʢʠ ʟʣʦ ʜʦʙʨʦ ʥʝ ʧʨʦʞʝʥʝò. ʆʩʪʘʥʥʽʡ 
ʨʷʜʦʢ ʧʝʨʝʢʣʘʜʫ ʚʽʜʢʨʠʚʘʻ ʜʚʽ ʡʤʦʚʽʨʥʽ ʩʤʠʩʣʦʚʽ 
ʧʝʨʩʧʝʢʪʠʚʠ. ʋ ʟʘʣʝʞʥʦʩʪʽ ʚʽʜ ʨʦʟʩʪʘʥʦʚʢʠ ʣʦʛʽʯʥʠʭ 
ʥʘʛʦʣʦʩʽʚ ʚʠʥʠʢʘʻ ʤʦʞʣʠʚʽʩʪʴ ʘʤʙʽʚʘʣʝʥʪʥʦʛʦ ʧʨʦʯʠʪʘʥʥʷ: 
„допоки зло добро не прожене” (ʟʣʦ ʻ ʩʫʙôʻʢʪʦʤ ʜʽʾ) ʘʙʦ 
„допоки зло добро не прожене” (ʟʣʦ ʻ ʦʙôʻʢʪʦʤ ʜʽʾ). ɺ 
ʦʨʠʛʽʥʘʣʽ ʐʝʢʩʧʽʨʘ ʽʜʝʷ ʩʫʤʥʽʚʽʚ ʜʽʡʩʥʦ ʧʨʠʩʫʪʥʷ („Yet this 
shall I ne’er know, but live in doubt”), ʧʨʦʪʝ ʦʩʪʘʥʥʽʡ ʨʷʜʦʢ 
ʧʦʟʙʘʚʣʝʥʠʡ ʘʤʙʽʚʘʣʝʥʪʥʦʩʪʽ: ʜʣʷ ʣʽʨʠʯʥʦʛʦ ʛʝʨʦʷ ʻ 

                                                           
13 Шекспір В. ʉʦʥʝʪʠ / ʇʝʨʝʢʣʘʜ ɯ.ʆ.ʉʝʣʝʟʽʥʢʠ ʪʘ ʆ.ʄ.ʉʝʣʝʟʽʥʢʠ. ï ʃʴʚʽʚ: ʅɺʌ 

ñʋʢʨʘʾʥʩʴʢʽ ʪʝʭʥʦʣʦʛʽʾò, 2005. ï ʉ.195. 
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ʦʯʝʚʠʜʥʠʤ, ʱʦ ʧʝʨʝʤʦʛʫ ʚ ʜʚʦʙʦʾ ʦʪʨʠʤʘʻ ʩʘʤʝ ʟʣʠʡ ʘʥʛʝʣ 
(„Till my bad angel fire my good one out”). 

ɿʜʽʡʩʥʝʥʘ ʫ ʮʽʡ ʩʪʘʪʪʽ ʩʧʨʦʙʘ ʧʝʨʝʢʣʘʜʦʟʥʘʚʯʦʛʦ 
ʢʦʤʧʘʨʘʪʠʚʥʦʛʦ ʘʥʘʣʽʟʫ ʩʦʥʝʪʽʚ ʐʝʢʩʧʽʨʘ, ʷʢ ʜʫʤʘʻʪʴʩʷ, 
ʟʘʩʚʽʜʯʫʻ, ʱʦ ʨʦʟʨʦʙʣʝʥʽ ʩʫʯʘʩʥʠʤ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʩʪʚʦʤ 
ʤʦʜʝʣʽ ʽʥʪʝʨʧʨʝʪʘʮʽʾ ʭʫʜʦʞʥʽʭ ʪʝʢʩʪʽʚ ʩʧʨʦʤʦʞʥʽ 
ʨʦʟʰʠʨʶʚʘʪʠ ʘʨʩʝʥʘʣ ʧʝʨʝʢʣʘʜʘʮʴʢʠʭ ʩʪʨʘʪʝʛʽʡ, ʘ ʧʨʠʡʦʤ 
ʩʪʝʨʝʦʩʢʦʧʽʯʥʦʛʦ ʯʠʪʘʥʥʷ ʪʝʢʩʪʽʚ ʦʨʠʛʽʥʘʣʫ ʽ ʧʝʨʝʢʣʘʜʽʚ 
ʩʧʨʠʷʻ ʙʽʣʴʰ ʛʣʠʙʦʢʦʤʫ ʦʩʷʛʥʝʥʥʶ ʩʤʠʩʣʦʚʠʭ ʥʶʘʥʩʽʚ ʪʘ 
ʭʫʜʦʞʥʴʦʾ ʩʧʝʮʠʬʽʢʠ ʣʽʪʝʨʘʪʫʨʥʠʭ ʪʚʦʨʽʚ. ʊʦʞ ʚʝʣʴʤʠ 
ʮʽʢʘʚʠʤ ʽ ʧʝʨʩʧʝʢʪʠʚʥʠʤ ʚʠʜʘʻʪʴʩʷ ʧʦʜʘʣʴʰʝ ʧʨʦʚʝʜʝʥʥʷ 
ʢʦʤʧʣʝʢʩʥʠʭ ʢʦʤʧʘʨʘʪʠʚʥʠʭ ʧʝʨʢʣʘʜʦʟʥʘʚʯʠʭ ʜʦʩʣʽʜʞʝʥʴ 
ʥʘ ʙʽʣʴʰ ʰʠʨʦʢʽʡ ʪʝʢʩʪʦʚʽʡ ʙʘʟʽ ʟ ʟʘʣʫʯʝʥʥʷʤ ʪʘ ʚʽʜʧʦʚʽʜʥʠʤ 
ʢʦʤʙʽʥʫʚʘʥʥʷʤ ʦʢʨʝʤʠʭ ʘʥʘʣʽʪʠʯʥʠʭ ʧʨʦʮʝʜʫʨ ʽ ʽʥʪʝʨ-
ʧʨʝʪʘʮʽʡʥʠʭ ʤʝʪʦʜʠʢ, ʟʘʧʦʟʠʯʝʥʠʭ ʽʟ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʩʪʚʘ, 
ʣʽʥʛʚʽʩʪʠʢʠ ʘʙʦ ʽʥʰʠʭ ʛʫʤʘʥʽʪʘʨʥʠʭ ʥʘʫʢ. ʇʦʜʽʙʥʠʡ 
ʽʥʪʝʛʨʘʪʠʚʥʠʡ ʧʽʜʭʽʜ, ʧʦʧʨʠ ʧʝʚʥʫ ʝʢʣʝʢʪʠʯʥʽʩʪʴ, ʩʧʨʠʷʪʠʤʝ 
ʥʝ ʪʽʣʴʢʠ ʚʜʦʩʢʦʥʘʣʝʥʥʶ ʥʘʫʢʦʚʦ-ʤʝʪʦʜʠʯʥʦʛʦ ʘʨʩʝʥʘʣʫ 
ʧʝʨʝʢʣʘʜʦʟʥʘʚʩʪʚʘ, ʘ ʡ ʚʠʨʦʙʣʝʥʥʶ ʥʦʚʠʭ ʟʘʩʦʙʽʚ ʪʘ 
ʧʨʠʡʦʤʽʚ ʭʫʜʦʞʥʴʦʛʦ ʧʝʨʝʢʣʘʜʫ. 
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Сміхові мотиви як провідні чинники творення 
сміхового поля у фабліо, шванках і джестах 

 
 

ʆʜʥʽʻʶ ʟ ʧʨʦʚʽʜʥʠʭ ʧʦʝʪʦʣʦʛʽʯʥʠʭ ʭʘʨʘʢʪʝʨʠʩʪʠʢ 
ʤʽʩʴʢʦʾ ñʥʠʟʦʚʦʾò ʣʽʪʝʨʘʪʫʨʠ ʻ ʢʦʤʽʯʥʝ ʥʘʯʘʣʦ, 
ʢʦʥʮʝʧʪʫʘʣʴʥʘ ʟʥʘʯʠʤʽʩʪʴ ʷʢʦʛʦ ʜʘʻʪʴʩʷ ʚʟʥʘʢʠ ʥʘ ʚʩʽʭ ʙʝʟ 
ʚʠʥʷʪʢʫ ʨʽʚʥʷʭ ʧʦʝʪʠʢʠ ʢʦʞʥʦʾ ʽʟ ʥʘʮʽʦʥʘʣʴʥʠʭ ʞʘʥʨʦʚʠʭ 
ʤʦʜʝʣʝʡ ʮʴʦʛʦ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʨʽʟʥʦʚʠʜʫ. ʇʨʠʩʫʪʥʽʩʪʴ 
ʷʩʢʨʘʚʦ ʚʠʨʘʞʝʥʦʾ ʩʪʠʭʽʾ ʢʦʤʽʯʥʦʛʦ ʫ ʩʝʨʝʜʥʴʦʚʽʯʥʠʭ 
ʬʘʙʣʽʦ, ʨʝʥʝʩʘʥʩʥʠʭ ʰʚʘʥʢʘʭ ʽ ʜʞʝʩʪʘʭ ʟʫʤʦʚʣʶʻ 
ʩʧʝʮʠʬʽʯʥʝ ʤʽʩʮʝ ʮʠʭ ʣʽʪʝʨʘʪʫʨʥʠʭ ʤʦʜʝʣʝʡ ʫ ʞʘʥʨʦʚʽʡ 
ʧʘʨʘʜʠʛʤʽ ʪʦʛʦʯʘʩʩʷ, ʚʠʟʥʘʯʘʻ ʾʭ ʞʘʥʨʦʚʫ ʧʨʘʛʤʘʪʠʢʫ ʽ ʜʦ 
ʧʝʚʥʦʾ ʤʽʨʠ ʜʝʪʝʨʤʽʥʫʻ ʪʦʡ ʩʚʽʪʦʦʙʨʘʟ, ʱʦ ʥʘʨʦʜʞʫʻʪʴʩʷ ʫ 
ʾʭʥʴʦʤʫ ʭʫʜʦʞʥʴʦʤʫ ʧʨʦʩʪʦʨʽ. 

ʊʨʘʜʠʮʽʡʥʦ ʬʘʙʣʽʦ, ʰʚʘʥʢʠ ʽ ʜʞʝʩʪʠ ʨʦʟʛʣʷʜʘʶʪʴʩʷ ʫ 
ʨʽʯʠʱʽ ʤʽʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ ʚʠʩʦʢʦʛʦ ʉʝʨʝʜʥʴʦʚʽʯʯʷ ʪʘ 
ɺʽʜʨʦʜʞʝʥʥʷ, ʱʦ, ʧʦ ʩʫʪʽ, ʚʢʘʟʫʻ ʥʝ ʣʠʰʝ ʥʘ ʩʚʽʪʩʴʢʠʡ 
ʭʘʨʘʢʪʝʨ ʪʚʦʨʽʚ, ʘʣʝ ʽ ʥʘ ʢʦʣʦ ʧʦʪʝʥʮʽʡʥʠʭ ʨʝʮʠʧʽʻʥʪʽʚ, 
ʧʨʦʙʣʝʤʥʦ-ʪʝʤʘʪʠʯʥʠʡ ʩʧʝʢʪʨ ʪʦʱʦ. ʅʘ ʧʨʦʪʠʚʘʛʫ ʞʘʥʨʘʤ 
ñʚʠʩʦʢʦʾò ʣʽʪʝʨʘʪʫʨʠ ñʥʠʟʦʚʽò ʞʘʥʨʠ ʦʨʽʻʥʪʫʚʘʣʠʩʷ 
ʟʜʝʙʽʣʴʰʦʛʦ ʥʘ ʜʝʤʦʢʨʘʪʠʯʥʽ ʚʝʨʩʪʚʠ ʥʘʩʝʣʝʥʥʷ, ʧʨʠ ʮʴʦʤʫ 
ʨʝʢʨʝʘʮʽʡʥʠʡ ʝʬʝʢʪ ʜʦʩʷʛʘʚʩʷ, ʛʦʣʦʚʥʠʤ ʯʠʥʦʤ, ʟʘʚʜʷʢʠ 
ʧʨʠʩʫʪʥʦʩʪʽ ʩʤʽʭʦʚʦʾ ʩʪʠʭʽʾ. ʇʨʦ ʮʝ ʥʝʦʜʥʦʨʘʟʦʚʦ 
ʥʘʛʦʣʦʰʫʚʘʣʠ ʜʦʩʣʽʜʥʠʢʠ ʮʠʭ ʞʘʥʨʽʚ. ɿʘʛʘʣʦʤ ʜʦʩʚʽʜ, 
ʥʘʢʦʧʠʯʝʥʠʡ ʟʘʨʫʙʽʞʥʠʤʠ, ʨʘʜʷʥʩʴʢʠʤʠ ʪʘ ʫʢʨʘʾʥʩʢɹʠʤʠ 
ʤʝʜʽʻʚʽʩʪʘʤʠ ʽ ʨʝʥʝʩʘʥʩʦʟʥʘʚʮʷʤʠ ʫ ʩʬʝʨʽ ʚʠʚʯʝʥʥʷ 
ʧʦʝʪʠʢʠ ʦʢʨʝʤʠʭ ʞʘʥʨʽʚ ñʥʠʟʦʚʦʾò ʣʽʪʝʨʘʪʫʨʠ ʚʠʷʚʣʷʻʪʴʩʷ 
ʜʦʚʦʣʽ ʮʽʥʥʠʤ ʷʢ ʫ ʽʩʪʦʨʠʢʦ-ʣʽʪʝʨʘʪʫʨʥʦʤʫ, ʪʘʢ ʽ ʚ 
ʪʝʦʨʝʪʠʢʦ-ʣʽʪʝʨʘʪʫʨʥʦʤʫ ʘʩʧʝʢʪʘʭ. ʊʘʢ, ʫ ʨʦʙʦʪʘʭ ʩʫʯʘʩʥʠʭ 
ʫʯʝʥʠʭ, ʟʦʢʨʝʤʘ ʋ.ʂʽʙʣʝʨʘ, ʄ.ʐʝʥʢ, ɸ.ʄʠʭʘʡʣʦʚʘ, 
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ɺ.ɼʠʥʥʠʢ, ɺ.ʆʣʝʚʩʴʢʦʾ, ʖ.ʆʯʝʨʝʪʘ, ʷʢʽ ʫ ʩʚʦʾʭ ʨʦʟʚʽʜʢʘʭ 
ʟʥʘʯʥʦʶ ʤʽʨʦʶ ʦʨʽʻʥʪʫʚʘʣʠʩʷ ʥʘ ʜʦʩʷʛʥʝʥʥʷ ɼʞ.ɹʝʜʴʻ, 
ɻ.ʇʘʨʽʩʘ ʪʘ ʽʥ., ʜʦʩʠʪʴ ʜʝʪʘʣʴʥʦ ʧʨʦʩʣʽʜʢʦʚʘʥʦ ʽʩʪʦʨʽʶ 
ʩʪʘʥʦʚʣʝʥʥʷ ʞʘʥʨʫ ʬʘʙʣʽʦ, ʟôʷʩʦʚʘʥʦ ʩʚʦʻʨʽʜʥʽʩʪʴ ʩʶʞʝʪʦ-
ʩʢʣʘʜʘʥʥʷ, ʦʩʦʙʣʠʚʦʩʪʽ ʩʧʽʚʚʽʜʥʦʰʝʥʥʷ ʬʦʣʴʢʣʦʨʥʦʛʦ ʪʘ 
ʘʚʪʦʨʩʴʢʦʛʦ ʥʘʯʘʣ ʪʦʱʦ. ʋ ˇʨʫʥʪʦʚʥʠʭ ʜʦʩʣʽʜʞʝʥʥʷʭ ʪʘʢʠʭ 
ʫʯʝʥʠʭ, ʷʢ ɹ.ʇʫʨʽʰʝʚ, ʄ.ʈʝʫʪʽʥ, ɽ.ʐʪʨʘʩʥʝʨ ʚʠʩʚʽʪʣʝʥʦ 
ʩʧʝʮʠʬʽʢʫ ʛʝʥʝʟʠʩʫ ʪʘ ʞʘʥʨʦʚʽ ʦʩʦʙʣʠʚʦʩʪʽ ʤʘʣʠʭ ʝʧʽʯʥʠʭ 
ʬʦʨʤ ʫ ʣʦʥʽ ʥʽʤʝʮʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ. ʑʦ ʞ ʜʦ ʘʥʛʣʽʡʩʴʢʠʭ 
ʜʞʝʩʪʽʚ, ʪʦ ʚ ʟʘʨʫʙʽʞʥʽʡ ʽ ʚʽʪʯʠʟʥʷʥʽʡ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʯʽʡ 
ʥʘʫʮʽ ʦʢʨʝʤʽ ʘʩʧʝʢʪʠ ʜʞʝʩʪʦʚʦʾ ʧʦʝʪʠʢʠ ʟʥʘʡʰʣʠ 
ʚʠʩʚʽʪʣʝʥʥʷ ʚ ʧʨʘʮʷʭ ʌ.ɺʽʣʩʦʥʘ, ʄ.ʐʣʘʫʭ, ʉ.ʂʘʨʣʘ, 
ʄ.ʃʦʫʣʽʩ, ʊ.ɺʣʘʩʦʚʦʾ, ʅ.ʊʦʨʢʫʪ, ʂ.ɺʘʩʠʣʠʥʠ. ʆʜʥʘʢ ʧʦʧʨʠ 
ʚʠʩʦʢʽ ʥʘʫʢʦʚʽ ʟʜʦʙʫʪʢʠ ʫ ʚʠʚʯʝʥʥʽ ñʥʠʟʦʚʦʾò ʣʽʪʝʨʘʪʫʨʠ 
ʟʘʣʠʰʘʶʪʴʩʷ ʥʝʜʦʩʪʘʪʥʴʦ ʚʠʩʚʽʪʣʝʥʠʤʠ ʧʠʪʘʥʥʷ 
ʜʦʩʣʽʜʞʝʥʥʷ ʧʨʠʨʦʜʠ ʩʤʽʭʦʚʦʾ ʩʪʠʭʽʾ, ʤʝʭʘʥʽʟʤʽʚ ʪʚʦʨʝʥʥʷ 
ʢʦʤʽʯʥʦʛʦ ʝʬʝʢʪʫ ʪʘ ʽʥ. ʄʝʪʘ ʮʽʻʾ ʨʦʟʚʽʜʢʠ ï ʚʠʦʢʨʝʤʠʪʠ ʪʘ 
ʧʨʦʘʥʘʣʽʟʫʚʘʪʠ ʥʘʡʨʝʧʨʝʟʝʥʪʘʪʠʚʥʽʰʽ ʩʤʽʭʦʚʽ ʤʦʪʠʚʠ, 
ʧʨʝʜʩʪʘʚʣʝʥʽ ʫ ʩʤʽʭʦʚʽʡ ʩʪʠʭʽʾ ʬʨʘʥʮʫʟʴʢʠʭ ʬʘʙʣʽʦ, 
ʥʽʤʝʮʴʢʠʭ ʰʚʘʥʢʽʚ ʽ ʘʥʛʣʽʡʩʴʢʠʭ ʜʞʝʩʪʘʭ. 

ʇʨʠʥʘʣʝʞʥʽʩʪʴ ʬʨʘʥʮʫʟʴʢʠʭ ʬʘʙʣʽʦ, ʥʽʤʝʮʴʢʠʭ 
ʰʚʘʥʢʽʚ ʪʘ ʘʥʛʣʽʡʩʴʢʠʭ ʜʞʝʩʪʽʚ ʜʦ ʦʜʥʽʻʾ ʞʘʥʨʦʚʦʾ ʛʨʫʧʠ, ʘ 
ʪʘʢʦʞ ʾʭʥʻ ʤʘʡʞʝ ʩʠʥʭʨʦʥʥʝ ʽʩʥʫʚʘʥʥʷ ʫ ʩʧʽʣʴʥʦʤʫ 
ʟʘʭʽʜʥʦʻʚʨʦʧʝʡʩʴʢʦʤʫ ʢʫʣʴʪʫʨʥʦʤʫ ʘʨʝʘʣʽ ʜʘʻ ʧʽʜʩʪʘʚʠ 
ʚʠʩʫʥʫʪʠ ʛʽʧʦʪʝʟʫ, ʟʛʽʜʥʦ ʟ ʷʢʦʶ ʪʠʧʦʣʦʛʽʯʥʽ ʩʧʽʣʴʥʦʩʪʽ 
ʩʧʦʩʪʝʨʽʛʘʶʪʴʩʷ ʽ ʥʘ ʨʽʚʥʽ ʪʚʦʨʝʥʥʷ ʪʽʻʾ ʟʘʛʘʣʴʥʦʾ ʝʤʦʮʽʡʥʦʾ 
ʘʪʤʦʩʬʝʨʠ, ʷʢʘ ʟ ʧʝʚʥʦʶ ʜʦʣʝʶ ʫʤʦʚʥʦʩʪʽ ʤʦʞʝ ʙʫʪʠ 
ʥʘʟʚʘʥʘ ʩʤʽʭʦʚʦʶ ʩʪʠʭʽʻʶ. ʁʜʝʪʴʩʷ ʧʨʦ ʩʧʨʦʤʦʞʥʽʩʪʴ 
ʭʫʜʦʞʥʴʦʛʦ ʪʝʢʩʪʫ ʬʦʨʤʫʚʘʪʠ ʫ ʩʚʽʜʦʤʦʩʪʽ ʯʠʪʘʯʘ ʧʝʚʥʽ 
ʢʦʤʽʯʥʽ ʦʙʨʘʟʠ, ʚʽʜʪʚʦʨʶʚʘʪʠ ʷʢʽʩʴ ʩʤʽʰʥʽ ʩʠʪʫʘʮʽʾ, 
ʚʠʢʣʠʢʘʪʠ ʧʦʟʠʪʠʚʥʽ ʝʤʦʮʽʾ ʜʦʩʠʪʴ ʰʠʨʦʢʦʛʦ ʩʧʝʢʪʨʫ, ʚʽʜ 
ʽʥʪʝʣʝʢʪʫʘʣʴʥʦ-ʜʫʭʦʚʥʦʾ ʥʘʩʦʣʦʜʠ, ʩʧʨʠʯʠʥʝʥʦʾ ʪʦʥʢʠʤ 
ʛʫʤʦʨʦʤ, ʜʦ ʛʨʫʙʦʛʦ ʩʤʽʭʫ ʥʘ ʢʰʪʘʣʪ ʛʨʦʙʽʘʥʽʚʩʴʢʦʛʦ. 

ʉʘʤʝ ʚʥʘʩʣʽʜʦʢ ʝʩʪʝʪʠʟʘʮʽʾ ʩʤʽʭʦʚʦʾ ʩʪʠʭʽʾ, ʷʢʘ ʟʘʚʞʜʠ 
ʻ ʭʨʦʥʦʣʦʛʽʯʥʦ ʜʝʪʝʨʤʽʥʦʚʘʥʦʶ ʽ ʟʘʣʝʞʥʦʶ ʚʽʜ ʩʤʘʢʽʚ 
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ʧʦʪʝʥʮʽʡʥʦʛʦ ʨʝʮʠʧʽʻʥʪʘ, ʬʦʨʤʫʻʪʴʩʷ ʢʦʤʽʯʥʝ ʥʘʯʘʣʦ
1
. 

ʆʪʞʝ, ʩʤʽʭʦʚʘ ʩʪʠʭʽʷ ʧʦʩʪʘʻ ʷʢ ʤʘʢʩʠʤʘʣʴʥʦ ʰʠʨʦʢʝ 
ʢʘʪʝʛʦʨʽʘʣʴʥʝ ʧʦʥʷʪʪʷ, ʚʠʢʦʨʠʩʪʘʥʥʷ ʷʢʦʛʦ ʜʘʻ ʟʤʦʛʫ 
ʘʢʮʝʥʪʫʚʘʪʠ ʫʚʘʛʫ ʥʘ ʥʝʪʦʪʦʞʥʦʩʪʽ ʩʤʽʭʦʚʦʛʦ ʧʨʦʩʪʦʨʫ ʽ 
ʢʦʤʽʯʥʦʛʦ ʧʨʦʩʪʦʨʫ ʫ ʪʝʢʩʪʘʭ ʜʦʩʣʽʜʞʫʚʘʥʦʛʦ ʽʩʪʦʨʠʢʦ-
ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʧʝʨʽʦʜʫ. ʊʝ, ʱʦ ʚʠʜʘʚʘʣʦʩʷ ʩʤʽʰʥʠʤ ʯʠʪʘʯʘʤ 
XIV-XVI ʩʪ., ʫ ʩʫʯʘʩʥʦʛʦ ʨʝʮʠʧʽʻʥʪʘ ʜʘʣʝʢʦ ʥʝ ʟʘʚʞʜʠ 
ʚʠʢʣʠʢʘʻ ʽʜʝʥʪʠʯʥʫ ʨʝʘʢʮʽʶ: ʧʨʠʤʽʨʦʤ, ʯʘʩʪʽ ʟʤʘʣʶʚʘʥʥʷ 
ʩʢʘʪʦʣʦʛʽʯʥʠʭ ʚʯʠʥʢʽʚ ʛʝʨʦʾʚ ñʥʠʟʦʚʦʾò ʣʽʪʝʨʘʪʫʨʠ, 
ʛʨʦʙʽʘʥʽʚʩʴʢʠʡ ʛʫʤʦʨ, ʟʦʙʨʘʞʝʥʥʷ ʝʣʝʤʝʥʪʽʚ ʪʽʣʝʩʥʦʛʦ 
ʥʠʟʫ, ʷʢʠʤʠ ʨʷʩʥʽʶʪʴ ʰʚʘʥʢʠ ʽ ʜʞʝʩʪʠ, ʥʝ ʣʠʰʝ ʚʠʜʘʻʪʴʩʷ 
ʧʦʟʙʘʚʣʝʥʠʤ ʢʦʤʽʟʤʫ (ʧʨʠ ʮʴʦʤʫ ʧʽʜ ʢʦʤʽʟʤʦʤ ʤʘʻʪʴʩʷ ʥʘ 
ʫʚʘʟʽ ʝʤʦʮʽʡʥʦ-ʥʘʩʠʯʝʥʝ ʝʩʪʝʪʠʯʥʝ ʦʩʤʽʷʥʥʷ

2
), ʘ ʡ 

ʩʧʨʠʡʤʘʻʪʴʩʷ ʷʢ ʥʝʧʨʠʩʪʦʡʥʦ ʰʦʢʫʶʯʠʡ ʝʧʘʪʘʞ. ʉʫʪʪʻʚʽ 
ʨʦʟʙʽʞʥʦʩʪʽ ʚ ʝʧʽʩʪʝʤʦʣʦʛʽʯʥʠʭ ʦʩʥʦʚʘʭ ʢʦʤʽʟʤʫ ʪʦʛʦʯʘʩʩʷ 
ʪʘ ʩʫʯʘʩʥʦʩʪʽ ʜʘʶʪʴ ʧʽʜʩʪʘʚʠ ʧʨʠ ʘʥʘʣʽʟʽ ʬʘʙʣʽʦ, ʰʚʘʥʢʽʚ ʽ 
ʜʞʝʩʪʽʚ ʛʦʚʦʨʠʪʠ ʧʨʦ ñʩʤʽʭʦʚʫ ʩʪʠʭʽʶò, ʘ ʥʝ ʧʨʦ ñʢʦʤʽʯʥʫ 
ʩʪʠʭʽʶò, ʘ ʨʝʟʫʣʴʪʘʪ ʝʩʪʝʪʠʟʘʮʽʾ ʩʤʽʭʦʚʦʛʦ ʧʦʣʷ ʨʦʟʛʣʷʜʘʪʠ 
ʷʢ ʢʦʤʽʯʥʠʡ ʝʬʝʢʪ.  

ɸʥʘʣʽʟ ʩʤʽʭʦʚʦʾ ʩʪʠʭʽʾ ʬʘʙʣʽʦ, ʰʚʘʥʢʽʚ ʽ ʜʞʝʩʪʽʚ 
ʜʦʮʽʣʴʥʦ ʨʦʟʧʦʯʘʪʠ ʟ ʦʢʨʝʩʣʝʥʥʷ ʪʠʭ ʦʙôʻʢʪʽʚ, ʷʢʽ ʫ 
ʪʦʛʦʯʘʩʥʽʡ ʢʘʨʪʠʥʽ ʩʚʽʪʫ ʤʦʛʣʠ ʧʦʩʪʘʚʘʪʠ ʫ ʚʠʛʣʷʜʽ 
ʢʦʥʪʨʘʩʪʥʠʭ ʧʘʨ ʽ ʪʠʤ ʩʘʤʠʤ ʧʦʨʦʜʞʫʚʘʪʠ ʧʨʦʪʠʨʽʯʯʷ ï 
ʜʞʝʨʝʣʦ ʢʦʤʽʟʤʫ. ɼʦ ʯʠʩʣʘ ʪʘʢʠʭ ʦʙôʻʢʪʽʚ ʤʦʞʥʘ ʚʽʜʥʝʩʪʠ ʷʢ 
ʩʦʮʽʘʣʴʥʽ ʷʚʠʱʘ (ʟʨʦʩʪʘʶʯʝ ʥʝʟʘʜʦʚʦʣʝʥʥʷ ʰʠʨʦʢʠʭ ʚʝʨʩʪʚ 
ʥʘʩʝʣʝʥʥʷ ʽʥʩʪʠʪʫʪʦʤ ʮʝʨʢʚʠ; ʧʘʫʧʝʨʠʟʘʮʽʷ ʩʫʩʧʽʣʴʩʪʚʘ, 
ʤʽʛʨʘʮʽʷ ʩʽʣʴʩʴʢʦʛʦ ʥʘʩʝʣʝʥʥʷ ʜʦ ʤʽʩʪʘ ʪʘ ʽʥ.), ʪʘʢ ʽ ʛʝʨʦʾʚ 
(ʥʝʜʦʣʫʛʠʡ ʯʦʣʦʚʽʢ ï ʭʠʪʨʦʤʫʜʨʘ ʞʽʥʢʘ, ʚʠʥʘʭʽʜʣʠʚʠʡ 
ʪʨʽʢʩʪʝʨ ï ʜʦʚʽʨʣʠʚʠʡ ʧʨʦʩʪʘʢ; ʛʨʽʰʥʠʡ ʩʚʷʱʝʥʠʢ ï 
ʧʨʘʚʝʜʥʠʡ ʧʨʠʭʦʞʘʥʠʥ ʪʘ ʽʥ.), ʘ ʪʘʢʦʞ ʧʝʚʥʽ ʨʠʩʠ ʣʶʜʩʴʢʦʾ 
ʧʩʠʭʽʢʠ (ʨʦʟʫʤ ï ʥʝʜʦʣʫʛʽʩʪʴ, ʱʝʜʨʽʩʪʴ ï ʞʘʜʽʙʥʽʩʪʴ, 

                                                           
1 Гомон А.М. ñʉʤʽʭʦʚʠʡ ʩʚʽʪò ʧʨʦʟʠ ʃʝʦʥʽʜʘ ɸʥʜʨʻʻʚʘ: ɸʚʪʦʨʝʬ. ʜʠʩéʢʘʥʜ. 
ʬʽʣʦʣ. ʥʘʫʢ / ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤ. ɺ.ʅ.ʂʘʨʘʟʽʥʘ: 10.01.02. 
ï ʍʘʨʢʽʚ, 2004 ï ʉ.5. 

2 Борев Ю.Б. ʕʩʪʝʪʠʢʘ. ʊʝʦʨʠʷ ʣʠʪʝʨʘʪʫʨʳ: ʕʥʮʠʢʣʦʧʝʜʠʯʝʩʢʠʡ ʩʣʦʚʘʨʴ 
ʪʝʨʤʠʥʦʚ / ʖ.ɹ.ɹʦʨʝʚ. ï ʄ.: ʆʆʆ çʀʟʜʘʪʝʣʴʩʪʚʦ ɸʉʊè, 2003. ï ʉ.198. 
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ʧʨʘʚʝʜʥʽʩʪʴ ï ʛʨʽʭʦʚʥʽʩʪʴ ʪʘ ʽʥ.) ʽ ʩʫʩʧʽʣʴʥʠʭ ʚʽʜʥʦʩʠʥ 
(ʤʘʡʩʪʝʨ ï ʧʽʜʤʘʡʩʪʝʨ, ʢʣʽʨʠʢ ï ʧʨʠʭʦʞʘʥʠʥ, ʯʦʣʦʚʽʢ ï 
ʜʨʫʞʠʥʘ, ʨʠʮʘʨ ï ʩʝʣʷʥʠʥ, ʛʦʨʦʜʷʥʠʥ ï ʩʝʣʷʥʠʥ ʪʘ ʽʥ.).  

ʉʘʤʝ ʢʦʥʬʣʽʢʪ ʤʽʞ ʟʛʘʜʘʥʠʤʠ ʦʙôʻʢʪʘʤʠ, ʷʢʽ, ʧʦ ʩʫʪʽ, 
ʬʦʨʤʫʚʘʣʠ ʙʽʥʘʨʥʽ ʦʧʦʟʠʮʽʾ, ʥʘʚʢʦʣʦ ʷʢʠʭ ʩʪʨʫʢʪʫʨʫʚʘʣʠʩʷ 
ʦʩʥʦʚʥʽ ʧʨʦʙʣʝʤʥʦ-ʪʝʤʘʪʠʯʥʽ ʢʦʤʧʣʝʢʩʠ, ʚʠʢʦʥʫʻ ʢʣʶʯʦʚʫ 
ʨʦʣʴ ʽ ʫ ʬʦʨʤʫʚʘʥʥʽ ʩʤʽʭʦʚʦʾ ʩʪʠʭʽʾ, ʽ ʫ ʩʪʨʫʢʪʫʨʫʚʘʥʥʽ 
ʞʘʥʨʦʚʦʛʦ ʧʨʦʩʪʦʨʫ ʬʘʙʣʽʦ, ʰʚʘʥʢʽʚ ʽ ʜʞʝʩʪʽʚ. ʅʘ ʨʽʚʥʽ 
ʞʘʥʨʦʚʦʾ ʩʪʨʫʢʪʫʨʠ ʩʤʽʭʦʚʘ ʩʪʠʭʽʷ ʦʧʨʝʜʤʝʯʫʻʪʴʩʷ ʯʝʨʝʟ 
ʧʨʦʚʽʜʥʽ ʢʦʥʩʪʠʪʫʝʥʪʠ, ʘ ʩʘʤʝ ʯʝʨʝʟ ʩʧʝʮʠʬʽʯʥʝ 
ʩʶʞʝʪʦʪʚʦʨʯʝ ʷʜʨʦ (ʧʫʘʥʪ), ʩʤʽʭʦʚʽ ʤʦʪʠʚʠ ʪʘ ʩʠʩʪʝʤʫ 
ʧʝʨʩʦʥʘʞʽʚ, ʜʦ ʷʢʦʾ, ʷʢ ʧʨʘʚʠʣʦ, ʚʭʦʜʠʪʴ ʩʫʙôʻʢʪ ʢʦʤʽʟʤʫ 
(ʪʦʡ, ʭʪʦ ʽʥʽʮʽʶʻ ʩʤʽʭʦʚʫ ʩʠʪʫʘʮʽʶ), ʦʙôʻʢʪ ʢʦʤʽʟʤʫ (ʪʦʡ, 
ʭʪʦ ʚʠʩʤʽʶʻʪʴʩʷ), ʩʪʦʨʦʥʥʽʡ ʩʧʦʩʪʝʨʽʛʘʯ (ʪʦʡ, ʭʪʦ ʯʽʪʢʦ 
ʚʢʘʟʫʻ ʧʫʙʣʽʮʽ ʥʘ ʦʙôʻʢʪ ʢʦʤʽʟʤʫ ʽ ʚʠʩʪʫʧʘʻ, ʩʚʦʛʦ ʨʦʜʫ, 
ʨʫʧʦʨʦʤ ʘʚʪʦʨʩʴʢʦʾ ʧʦʟʠʮʽʾ).  

ɺʘʞʣʠʚʠʤʠ ʢʦʥʩʪʠʪʫʝʥʪʘʤʠ ʩʤʽʭʦʚʦʛʦ ʧʦʣʷ ʫ ʬʘʙʣʽʦ, 
ʰʚʘʥʢʘʭ ʽ ʜʞʝʩʪʘʭ ʧʦʩʪʘʶʪʴ ʩʤʽʭʦʚʽ ʤʦʪʠʚʠ. ʇʽʜ ʤʦʪʠʚʦʤ 
ʤʘʻʪʴʩʷ ʥʘ ʫʚʘʟʽ ʪʨʘʢʪʫʚʘʥʥʷ, ʦʙˇʨʫʥʪʦʚʘʥʝ ʆ.ɺʝʩʝʣʦʚʩʴʢʠʤ, 
ʮʝ ñʟʝʨʥʦ ʩʶʞʝʪʫ ʘʙʦ ʬʦʨʤʫʣʘ, ʷʢʘ ʧʦʨʦʜʠʣʘ ʩʶʞʝʪò

3
. ʋ 

ʜʘʥʦʤʫ ʚʠʧʘʜʢʫ ʩʤʽʭʦʚʠʤ ʤʦʪʠʚʦʤ ʥʘʟʠʚʘʻʪʴʩʷ ʪʘʢʠʡ ʡʦʛʦ 
ʨʽʟʥʦʚʠʜ, ʷʢʠʡ ʩʧʨʦʤʦʞʥʠʡ ʚʠʢʣʠʢʘʪʠ ʩʤʽʭ ʧʦʪʝʥʮʽʡʥʦʛʦ 
ʨʝʮʠʧʽʻʥʪʘ. ʂʦʣʦ ʩʤʽʭʦʚʠʭ ʤʦʪʠʚʽʚ, ʧʨʝʜʩʪʘʚʣʝʥʠʭ ʫ ʬʘʙʣʽʦ, 
ʰʚʘʥʢʘʭ ʽ ʜʞʝʩʪʘʭ, ʚʠʷʚʣʷʻʪʴʩʷ ʜʦʚʦʣʽ ʰʠʨʦʢʠʤ.  

ʇʝʨʰʘ ʛʨʫʧʘ ʤʦʪʠʚʽʚ ʦʙôʻʜʥʘʥʘ ʜʦʚʦʣʽ ʩʧʝʮʠʬʽʯʥʠʤ 
ʽʜʝʦʣʦʛʽʯʥʠʤ ʢʦʥʮʝʧʪʦʤ, ʷʢʠʡ ʤʦʞʥʘ ʥʘʟʚʘʪʠ 
ʜʝʩʘʢʨʘʣʽʟʘʮʽʻʶ. ɼʝʩʘʢʨʘʣʽʟʘʮʽʷ ʽʥʩʪʠʪʫʪʫ ʮʝʨʢʚʠ ʟʘʛʘʣʦʤ ʽ 
ʮʝʨʢʦʚʥʦʩʣʫʞʠʪʝʣʽʚ ʟʦʢʨʝʤʘ ʚʽʜʙʫʚʘʻʪʴʩʷ ʟʜʝʙʽʣʴʰʦʛʦ ʟʘ 
ʨʘʭʫʥʦʢ ʩʘʪʠʨʠʯʥʦʛʦ ʚʠʩʤʽʶʚʘʥʥʷ, ʘʜʞʝ ʩʘʪʠʨʠʯʥʝ 
ʟʦʙʨʘʞʝʥʥʷ ʩʚʷʱʝʥʠʢʽʚ ʪʘ ʧʦʢʘʟ ʥʝʛʘʪʠʚʥʦʛʦ ʩʪʘʚʣʝʥʥʷ ʜʦ 
ʥʠʭ ʽʟ ʙʦʢʫ ʧʘʩʪʚʠ ʙʫʣʠ ʦʜʥʠʤ ʽʟ ʫʣʶʙʣʝʥʠʭ ʤʦʪʠʚʽʚ. 

ʇʨʠʢʤʝʪʥʦ, ʱʦ ʚ ʟʘʣʝʞʥʦʩʪʽ ʚʽʜ ʢʦʥʢʨʝʪʥʦʾ ʩʫʩʧʽʣʴʥʦ-
ʽʩʪʦʨʠʯʥʦʾ ʩʠʪʫʘʮʽʾ ʫ ʪʽʡ ʯʠ ʽʥʰʽʡ ʢʨʘʾʥʽ ʢʦʞʥʘ ʥʘʮʽʦʥʘʣʴʥʘ 

                                                           
3 ʎʠʪ. ʟʘ: Целкова Л.Н. ʄʦʪʠʚ // ɺʚʝʜʝʥʠʝ ʚ ʣʠʪʝʨʘʪʫʨʦʚʝʜʝʥʠʝ. ʃʠʪʝʨʘʪʫʨʥʦʝ 
ʧʨʦʠʟʚʝʜʝʥʠʝ: ʆʩʥʦʚʥʳʝ ʧʦʥʷʪʠʷ ʠ ʪʝʨʤʠʥʳ: ʋʯʝʙʥʦʝ ʧʦʩʦʙʠʝ / ʇʦʜ ʨʝʜ. 
ʃ.ɺ.ʏʝʨʥʝʮ. ï ʄ.: ɺʳʩʰ. ʰʢ.; ʀʟʜʘʪʝʣʴʩʢʠʡ ʮʝʥʪʨ ñɸʢʘʜʝʤʠʷò, 1999. ï ʉ.203. 
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ʣʽʪʝʨʘʪʫʨʘ ʧʨʝʟʝʥʪʫʻ ʪʦʡ ʩʧʝʢʪʨ ʚʘʜ ʮʝʨʢʦʚʥʦʩʣʫʞʠʪʝʣʽʚ, ʷʢʽ 
ʚʚʘʞʘʣʠʩʷ ʥʘʡʙʽʣʴʰ ʢʨʠʯʫʱʠʤʠ. ʊʘʢ, ʫ ʬʨʘʥʮʫʟʴʢʽʡ 
ʣʽʪʝʨʘʪʫʨʽ, ʷʢ ʧʨʘʚʠʣʦ, ʢʣʽʨʠʢʠ ʚʠʩʪʫʧʘʶʪʴ ʫ ʨʦʣʽ ʢʦʭʘʥʮʽʚ, 
ʪʠʤ ʩʘʤʠʤ, ʧʽʜʨʠʚʘʶʯʠ ʥʝʜʦʚʽʨʫ ʜʦ ʤʦʨʘʣʴʥʦʛʦ ʘʚʪʦʨʠʪʝʪʫ 
ʣʶʜʠʥʠ ʚ ʩʫʪʘʥʽ. ʇʨʠ ʮʴʦʤʫ ʥʝʚʘʞʣʠʚʦ, ʯʠ ʚʠʭʦʜʠʪʴ ʧʽʧ 
ʧʝʨʝʤʦʞʮʝʤ ʥʘʜ ʟʨʘʜʞʝʥʠʤ ʥʝʚʜʘʭʦʶ-ʯʦʣʦʚʽʢʦʤ, ʯʠ, 
ʥʘʚʧʘʢʠ, ʩʘʤ ʟʘʟʥʘʻ ʧʦʥʝʚʽʨʷʥʴ ʚʽʜ ʥʝʚʜʘʣʦʾ ʣʶʙʦʚʥʦʾ 
ʧʦʭʦʜʝʥʴʢʠ ï ʫ ʙʫʜʴ-ʷʢʦʤʫ ʚʠʧʘʜʢʫ ʚʽʥ ʻ ʩʘʪʠʨʠʯʥʠʤ ʧʝʨʩʦ-
ʥʘʞʝʤ, ʱʦ ʟʦʙʨʘʞʝʥʠʡ ʫ ʢʦʤʽʯʥʦ-ʚʠʢʨʠʚʘʣʴʥʦʤʫ ʩʚʽʪʣʽ.  

ɿʥʘʯʥʦ ʙʽʣʴʰʫ ʚʘʨʽʘʪʠʚʥʽʩʪʴ ʩʤʽʭʦʚʠʭ ʤʦʪʠʚʽʚ 
ʩʧʦʩʪʝʨʽʛʘʻʤʦ ʫ ʥʽʤʝʮʴʢʠʭ ʰʚʘʥʢʘʭ, ʟʦʢʨʝʤʘ ʫ ʪʠʭ ʦʧʦʚʽʜʢʘʭ 
ʥʘʨʦʜʥʦʾ ʢʥʠʛʠ ʧʨʦ ʊʽʣʷ ʋʣʝʥʰʧʽʛʝʣʷ, ʜʝ ʧʽʜʜʘʶʪʴʩʷ 
ʚʠʩʤʽʶʚʘʥʥʶ ʛʝʨʦʾ-ʩʚʷʱʝʥʠʢʠ, ʘ ʪʘʢʦʞ ʫ ʜʦʚʦʣʽ ʥʝʩʧʦʜʽ-
ʚʘʥʦʤʫ ʚʠʛʣʷʜʽ ʟʦʙʨʘʞʫʶʪʴʩʷ ʜʝʷʢʽ ʨʝʣʽʛʽʡʥʽ ʦʙʨʷʜʠ ʡ 
ʢʫʣʴʪʦʚʘ ʧʨʘʢʪʠʢʘ. ɿʘʛʘʣʴʥʘ ʪʦʥʘʣʴʥʽʩʪʴ ʨʝʧʨʝʟʝʥʪʘʮʽʾ 
ʢʣʝʨʠʢʘʣʴʥʦʾ ʪʝʤʘʪʠʢʠ ʫ ʰʚʘʥʢʘʭ ʪʷʞʽʻ ʜʦ ʛʦʩʪʨʦ 
ʩʘʪʠʨʠʯʥʦʾ, ʘ ʜʝʢʦʣʠ ʩʘʨʢʘʩʪʠʯʥʦʾ. ɿʫʤʦʚʣʝʥʦ ʮʝ, ʜʫʤʘʻʪʴʩʷ, 
ʪʠʤ, ʱʦ ʟʘʛʦʣʦʚʥʠʡ ʧʝʨʩʦʥʘʞ ʦʧʦʚʽʜʦʢ ʩʘʤ ʧʣʘʥʫʻ ʽ ʨʝʘʣʽʟʫʻ 
ʢʦʤʽʯʥʦ-ʚʠʢʨʠʚʘʣʴʥʽ ʩʠʪʫʘʮʽʾ, ʤʦʜʠʬʽʢʫʶʯʠ ʾʭ ʥʘ ʚʣʘʩʥʠʡ 
ʨʦʟʩʫʜ ʽ ʧʨʦʚʦʢʫʶʯʠ ʛʝʨʦʷ-ʘʥʪʘʛʦʥʽʩʪʘ ʯʠʥʠʪʠ ʪʘʢ, ʷʢ ʪʦʛʦ 
ʭʦʯʝ ʚʽʥ. ʉʘʤʝ ʪʦʤʫ ʚ ʰʚʘʥʢʘʭ ʥʘʨʦʜʥʦʾ ʢʥʠʛʠ 
ʩʚʷʱʝʥʥʦʩʣʫʞʠʪʝʣʽ ʟʦʙʨʘʞʝʥʽ ʚ ʙʽʣʴʰ ʢʦʣʦʨʠʪʥʦʤʫ ʧʣʘʥʽ, 
ʘʥʽʞ ʫ ʬʨʘʥʮʫʟʴʢʠʭ ʬʘʙʣʽʦ.  

ʉʤʽʭʦʚʽ ʤʦʪʠʚʠ, ʩʧʨʷʤʦʚʘʥʽ ʥʘ ʜʝʩʘʢʨʘʣʽʟʘʮʽʶ ʦʢʨʝʤʠʭ 
ʨʝʣʽʛʽʡʥʠʭ ʢʦʥʮʝʧʪʽʚ, ʧʦʩʽʜʘʶʪʴ ʚʘʞʣʠʚʝ ʤʽʩʮʝ ʽ ʚ 
ʘʥʛʣʽʡʩʴʢʠʭ ʜʞʝʩʪʦʚʠʭ ʢʥʠʛʘʭ. ʇʦʜʽʙʥʦ ʜʦ ʦʙʨʘʟʽʚ 
ʩʚʷʱʝʥʠʢʽʚ, ʷʢʠʤʠ ʚʦʥʠ ʧʨʝʜʩʪʘʚʣʝʥʽ ʥʘ ʩʪʦʨʽʥʢʘʭ 
ʰʚʘʥʢʦʚʠʭ ʟʙʽʨʦʢ, ʟʦʙʨʘʞʫʶʪʴʩʷ ʮʝʨʢʦʚʥʦʩʣʫʞʠʪʝʣʽ ʽ ʚ 
ʘʥʛʣʽʡʩʴʢʠʭ ʢʦʤʽʯʥʠʭ ʦʧʦʚʽʜʢʘʭ. ʂʣʽʨʠʢʠ ʧʦʩʪʘʶʪʴ ʷʢ 
ʤʘʣʦʦʩʚʽʯʝʥʽ ʽ ʥʝʜʦʣʫʛʽ, ʭʪʠʚʽ ʽ ʥʝʥʘʞʝʨʣʠʚʽ, ʣʘʩʽ 
ʧʦʞʠʚʠʪʠʩʷ ʟʘ ʨʘʭʫʥʦʢ ʯʫʞʦʛʦ ʜʦʙʨʘ. ɺʦʥʠ ʤʘʶʪʴ ʢʦʭʘʥʦʢ ʽ 
ʥʝʟʘʢʦʥʥʦʥʘʨʦʜʞʝʥʠʭ ʜʽʪʝʡ, ʧʝʨʝʣʶʙʩʪʚʫʶʪʴ ʽʟ ʯʫʞʠʤʠ 
ʜʨʫʞʠʥʘʤʠ ʽ ʜʝʨʞʘʪʴ ʧʘʨʽ, ʘ ʽʥʢʦʣʠ ʥʘʚʽʪʴ ʧʦʚʦʜʷʪʴʩʷ ʷʢ 
ʩʧʨʘʚʞʥʽ ʪʨʽʢʩʪʝʨʠ ʪʘ ʽʥ.  

ʉʝʨʝʜ ʩʤʽʭʦʚʠʭ ʘʥʪʠʢʣʝʨʠʢʘʣʴʥʠʭ ʤʦʪʠʚʽʚ, ʱʦ 
ʥʘʡʯʘʩʪʽʰʝ ʟʥʘʭʦʜʷʪʴ ʭʫʜʦʞʥʶ ʨʝʧʨʝʟʝʥʪʘʮʽʶ ʚ ʘʥʛʣʽʡʩʴʢʠʭ 
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ʜʞʝʩʪʘʭ, ʤʦʞʥʘ ʚʠʦʢʨʝʤʠʪʠ ʪʽ, ʜʝ ʢʣʽʨʠʢʠ ʧʦʪʨʘʧʣʷʶʪʴ ʫ 
ʩʤʽʰʥʝ ʩʪʘʥʦʚʠʱʝ ʯʝʨʝʟ ʩʚʦʾ ʚʘʜʠ, ʘ ʪʘʢʦʞ ʪʽ, ʜʝ ʦʙôʻʢʪʦʤ 
ʦʩʤʽʷʥʥʷ ʧʦʩʪʘʻ ʥʝ ʣʠʰʝ ʩʚʷʱʝʥʠʢ, ʘʣʝ ʽ ʧʝʚʥʝ ʷʚʠʱʝ, ʟ ʥʠʤ 
ʧʦʚôʷʟʘʥʝ (ʟʘʢʦʥ ʮʝʣʽʙʘʪʫ, ʧʝʚʥʽ ʨʝʣʽʛʽʡʥʽ ʦʙʨʷʜʠ ʪʦʱʦ)

4
.  

ɼʨʫʛʘ ʛʨʫʧʘ ʩʤʽʭʦʚʠʭ ʤʦʪʠʚʽʚ, ʱʦ ʷʚʣʷʶʪʴ ʩʚʦʶ 
ʧʨʠʩʫʪʥʽʩʪʴ ʫ ʚʩʽʭ ʤʘʣʠʭ ʝʧʽʯʥʠʭ ʬʦʨʤʘʭ ʢʦʤʽʯʥʦʾ ʦʨʽʻʥʪʘʮʽʾ 
ʉʝʨʝʜʥʴʦʚʽʯʯʷ ʽ ʈʝʥʝʩʘʥʩʫ, ʦʙôʻʜʥʘʥʘ ʩʧʽʣʴʥʠʤ ʧʘʬʦʩʦʤ, 
ʷʢʠʡ ʤʦʞʥʘ ʥʘʟʚʘʪʠ ʘʧʦʣʦʛʝʪʠʢʦʶ ʚʠʥʘʭʽʜʣʠʚʦʩʪʽ. ʉʘʤʝ ʮʝʡ 
ʨʫʰʽʡʥʠʡ ʯʠʥʥʠʢ ʙʽʣʴʰʦʩʪʽ ʩʶʞʝʪʽʚ ʬʘʙʣʽʦ, ʰʚʘʥʢʽʚ ʽ 
ʜʞʝʩʪʽʚ ʬʦʨʤʫʻ ʧʫʘʥʪ ʷʢ ʚʘʞʣʠʚʠʡ ʢʦʤʧʦʥʝʥʪ ʞʘʥʨʦʚʦʾ 
ʩʪʨʫʢʪʫʨʠ ʽ ʢʣʶʯʦʚʠʡ ʢʦʥʩʪʠʪʫʝʥʪ ʩʤʽʭʦʚʦʛʦ ʧʦʣʷ. ʁʦʛʦ 
ʧʨʠʩʫʪʥʽʩʪʴ ʫ ʞʘʥʨʦʚʦʤʫ ʧʨʦʩʪʦʨʽ ʢʦʞʥʦʾ ʟ ʥʘʮʽʦʥʘʣʴʥʠʭ 
ʤʦʜʠʬʽʢʘʮʽʡ ʢʦʤʽʯʥʦʾ ʣʽʪʝʨʘʪʫʨʠ ʻ ʧʨʦʷʚʦʤ ʪʠʧʦʣʦʛʽʯʥʦʾ 
ʧʦʜʽʙʥʦʩʪʽ. ʎʷ ʧʦʜʽʙʥʽʩʪʴ, ʙʝʟʧʝʨʝʯʥʦ, ʻ ʥʘʩʣʽʜʢʦʤ ʪʦʛʦ, ʱʦ 
ʤʝʥʪʘʣʴʥʦ-ʮʽʥʥʽʩʥʝ ʪʣʦ, ʥʘ ʷʢʦʤʫ ʬʦʨʤʫʶʪʴʩʷ ʽ 
ʨʦʟʚʠʚʘʶʪʴʩʷ ʬʘʙʣʽʦ, ʰʚʘʥʢʠ ʪʘ ʜʞʝʩʪʠ, ʙʫʣʦ ʩʧʽʣʴʥʠʤ, 
ʫʢʦʨʽʥʝʥʠʤ ʫ ʩʚʽʪʦʛʣʷʜʥʽ ʦʨʽʻʥʪʠʨʠ. ɿʘ ʯʘʩʽʚ ʧʽʟʥʴʦʛʦ 
ʉʝʨʝʜʥʴʦʚʽʯʯʷ ʪʘ ɺʽʜʨʦʜʞʝʥʥʷ ʢʘʨʪʠʥʘ ʩʚʽʪʫ ʧʝʨʝʩʽʯʥʦʛʦ 
ʧʨʦʩʪʦʣʶʜʠʥʘ, ʥʝʟʘʣʝʞʥʦ ʚʽʜ ʡʦʛʦ ʥʘʮʽʦʥʘʣʴʥʦʾ 
ʧʨʠʥʘʣʝʞʥʦʩʪʽ, ʙʫʣʘ ʤʘʡʞʝ ʽʜʝʥʪʠʯʥʦʶ. ɼʠʥʘʤʽʢʘ ʟʤʽʥ ʫ 
ʢʘʨʪʠʥʽ ʩʚʽʪʫ ʧʨʦʩʪʦʣʶʜʠʥʘ ʙʫʣʘ ʟʥʘʯʥʦ ʥʠʞʯʦʶ, ʥʽʞ ʫ 
ʧʨʝʜʩʪʘʚʥʠʢʘ ʽʥʪʝʣʝʢʪʫʘʣʴʥʦʾ ʝʣʽʪʠ. ʊʦʞ ʮʽʣʢʦʤ ʧʨʠʨʦʜʥʦ, 
ʱʦ ʽ ʚ ʩʝʨʝʜʥʴʦʚʽʯʥʠʭ ʬʘʙʣʽʦ, ʨʦʟʢʚʽʪ ʷʢʠʭ ʧʨʠʧʘʜʘʻ ʥʘ XII 
ʩʪ., ʽ ʚ ʨʝʥʝʩʘʥʩʥʠʭ ʰʚʘʥʢʘʭ ʪʘ ʜʞʝʩʪʘʭ ʟʘʛʘʣʴʥʘ ʚʽʟʽʷ 
ʧʦʟʠʪʠʚʥʠʭ ʣʶʜʩʴʢʠʭ ʷʢʦʩʪʝʡ ʚʠʷʚʣʷʻʪʴʩʷ ʧʦʜʽʙʥʦʶ, ʘ ʦʪʞʝ, 
ʪʘʢʽ ʨʠʩʠ, ʷʢ ʨʦʟʫʤ, ʜʦʪʝʧʥʽʩʪʴ, ʭʠʪʨʽʩʪʴ, ʚʠʥʘʭʽʜʣʠʚʽʩʪʴ, 
ʧʽʜʧʨʠʻʤʣʠʚʽʩʪʴ, ʧʦʩʪʘʶʪʴ ʦʙôʻʢʪʘʤʠ ʩʭʚʘʣʴʥʦʾ ʘʧʦʣʦ-
ʛʝʪʠʢʠ, ʘ ʘʥʪʦʥʽʤʽʯʥʽ ʾʤ ʨʠʩʠ ï ʪʫʧʽʩʪʴ, ʥʝʜʦʣʫʛʽʩʪʴ, ʣʽʥʴ, 
ʧʘʩʠʚʥʽʩʪʴ ï ʨʝʧʨʝʟʝʥʪʫʶʪʴʩʷ ʫ ʚʠʢʨʠʚʘʣʴʥʦ-ʢʨʠʪʠʯʥʦʤʫ 
ʢʣʶʯʽ. ʑʦʧʨʘʚʜʘ, ʧʦ ʤʽʨʽ ʟʨʦʩʪʘʥʥʷ ʩʫʪʦ ʨʝʥʝʩʘʥʩʥʠʭ 
ʪʝʥʜʝʥʮʽʡ ʽ ʧʦʰʠʨʝʥʥʷ ʙʫʨʞʫʘʟʥʠʭ ʚʽʜʥʦʩʠʥ ʧʠʪʦʤʘ ʚʘʛʘ 
ʘʧʦʣʦʛʝʪʠʢʠ ʧʽʜʧʨʠʻʤʣʠʚʦʩʪʽ, ʭʠʪʨʦʩʪʽ ʽ ʞʠʪʪʻʚʦʾ ʘʢʪʠʚʥʦʩʪʽ 
ʚʽʜʯʫʪʥʦ ʟʙʽʣʴʰʫʻʪʴʩʷ.  

                                                           
4 ɼʝʪ. ʜʠʚ.: Сидоренко О. ʉʧʝʮʠʬʽʢʘ ʭʫʜʦʞʥʴʦʾ ʨʝʧʨʝʟʝʥʪʘʮʽʾ ʘʥʪʠʢʣʝʨʠʢʘʣʴʥʦʾ 
ʪʝʤʠ ʫ ʬʨʘʥʮʫʟʴʢʠʭ ʬʘʙʣʽʦ, ʥʽʤʝʮʴʢʠʭ ʰʚʘʥʢʘʭ ʽ ʘʥʛʣʽʡʩʴʢʠʭ ʜʞʝʩʪʘʭ // 
ʈʝʥʝʩʘʥʩʥʽ ʩʪʫʜʽʾ. ï ɿʘʧʦʨʽʞʞʷ, 2005. ï ɺʠʧ.10. ï ʉ.54-68. 



І. Історико-літературний процес  

 26 

ʋ ʭʫʜʦʞʥʴʦʤʫ ʧʨʦʩʪʦʨʽ ʬʨʘʥʮʫʟʴʢʠʭ ʬʘʙʣʽʦ 
ʜʦʤʽʥʫʶʯʠʤʠ ʩʝʨʝʜ ʮʽʻʾ ʛʨʫʧʠ ʤʦʪʠʚʽʚ ʚʠʷʚʣʷʶʪʴʩʷ ʪʽ, ʱʦ 
ʧʦʚôʷʟʘʥʽ ʟ ʫʩʣʘʚʣʝʥʥʷʤ ʣʶʜʩʴʢʦʾ ʚʠʥʘʭʽʜʣʠʚʦʩʪʽ, ʷʢʘ 
ʥʘʡʯʘʩʪʽʰʝ ʧʨʦʷʚʣʷʻʪʴʩʷ ʫ ʩʦʮʽʘʣʴʥʦ-ʧʦʙʫʪʦʚʽʡ ʩʬʝʨʽ (ñʇʨʦ 
ʢʫʨʽʧʦʢò, ñʇʨʦ ʙʘʙʫ, ʷʢʘ ʟʤʘʟʘʣʘ ʨʠʮʘʨʝʚʽ ʨʫʢʫò, ñʇʨʦ 
ʧʦʧʽʚʩʴʢʫ ʢʦʨʦʚʫò) ʪʘ ʫ ʪʘʢ ʟʚʘʥʽʡ ˇʝʥʜʝʨʥʽʡ ʩʠʪʫʘʮʽʾ (ñʇʨʦ 
ʩʽʨʦʛʦ ʚ ʷʙʣʫʢʘʭ ʢʦʥʷò, ñʂʦʰʽʣʴ ʨʦʟʫʤʫò, ñʇʨʦ ɸʨʽʩʪʦʪʝʣʷò, 
ñʇʨʦ ʩʦʢʦʣʘò, ñʇʨʦ ʪʨʴʦʭ ʨʠʮʘʨʽʚ ʪʘ ʩʦʨʦʯʢʫò). ɺʽʜʤʽʥʥʦʶ 
ʨʠʩʦʶ ʩʫʪʦ ʬʨʘʥʮʫʟʴʢʦʾ ʭʫʜʦʞʥʴʦʾ ʨʝʧʨʝʟʝʥʪʘʮʽʾ ʤʦʪʠʚʫ 
ʚʠʥʘʭʽʜʣʠʚʦʩʪʽ, ʷʢʘ ʧʨʦʷʚʣʷʻʪʴʩʷ ʫ ʩʬʝʨʽ ʩʪʦʩʫʥʢʽʚ ʤʽʞ 
ʯʦʣʦʚʽʢʦʤ ʽ ʞʽʥʢʦʶ, ʻ ʥʘʷʚʥʽʩʪʴ ʢʦʥʮʝʧʪʫ ʢʦʭʘʥʥʷ. ʗʢ 
ʧʨʘʚʠʣʦ, ʙʽʣʷ ʚʠʪʦʢʽʚ ʩʶʞʝʪʥʠʭ ʢʦʣʽʟʽʡ ʫ ʬʨʘʥʮʫʟʴʢʠʭ 
ʬʘʙʣʽʦ ʩʪʦʾʪʴ ʧʦʯʫʪʪʷ ʣʶʙʦʚʽ (ʫ ʬʘʙʣʽʦ ñʇʨʦ ʩʽʨʦʛʦ ʚ 
ʷʙʣʫʢʘʭ ʢʦʥʷò

5
 ʪʘ ñʇʨʦ ɸʨʽʩʪʦʪʝʣʷò

6
 ʮʝ ʢʦʭʘʥʥʷ ʜʚʦʭ 

ʤʦʣʦʜʠʭ ʣʶʜʝʡ, ʫ ñʂʦʰʝʣʽ ʨʦʟʫʤʫò
7
 ï ʣʶʙʦʚ ʜʨʫʞʠʥʠ ʜʦ 

ʯʦʣʦʚʽʢʘ, ʽ ʾʾ ʙʘʞʘʥʥʷ ʟʙʝʨʝʛʪʠ ʩʽʤʝʡʥʠʡ ʩʦʶʟ). 
ɺʘʛʦʤʘ ʨʦʣʴ ʢʦʥʮʝʧʪʫ ʢʦʭʘʥʥʷ ʫ ʮʠʭ ʥʘʮʽʦʥʘʣʴʥʠʭ 

ʤʦʜʠʬʽʢʘʮʽʷʭ ʢʦʤʽʯʥʦʾ ʣʽʪʝʨʘʪʫʨʠ ʤʘʻ ʦʯʝʚʠʜʥʫ 
ʩʦʮʽʦʢʫʣʴʪʫʨʥʫ ʤʦʪʠʚʘʮʽʶ (ʚʧʣʠʚ ʢʫʨʪʫʘʟʥʦʾ ʪʨʘʜʠʮʽʾ ʥʘ 
ʣʽʪʝʨʘʪʫʨʥʝ ʞʠʪʪʷ ʽ ʧʦʙʫʪ ʪʦʛʦʯʘʩʥʦʛʦ ʬʨʘʥʮʫʟʴʢʦʛʦ 
ʩʫʩʧʽʣʴʩʪʚʘ). ʉʪʠʭʽʷ ʢʦʤʽʯʥʦʛʦ ʧʨʠ ʨʝʘʣʽʟʘʮʽʾ ʤʦʪʠʚʽʚ, 
ʧʦʚôʷʟʘʥʠʭ ʽʟ ʘʧʦʣʦʛʝʪʠʢʦʶ ʚʠʥʘʭʽʜʣʠʚʦʩʪʽ ʚ ʮʘʨʠʥʽ 
ʽʥʪʠʤʥʠʭ ʩʪʦʩʫʥʢʽʚ, ʩʪʚʦʨʶʻʪʴʩʷ ʟʜʝʙʽʣʴʰʦʛʦ ʟʘ ʨʘʭʫʥʦʢ 
ʩʘʪʠʨʠʯʥʦʛʦ ʟʤʘʣʶʚʘʥʥʷ ʪʠʭ, ʭʪʦ ʩʪʦʾʪʴ ʥʘ ʟʘʚʘʜʽ ʢʦʭʘʥʥʶ. 
ʊʘʢ, ʧʨʠʤʽʨʦʤ, ʤʫʜʨʝʮʴ ɸʨʽʩʪʦʪʝʣʴ ʧʦʪʨʘʧʣʷʻ ʫ ʪʝʥʝʪʘ 
ʚʠʥʘʭʽʜʣʠʚʦʾ ʤʦʣʦʜʦʾ ʞʽʥʢʠ ʽ ʟʤʫʰʝʥʠʡ ʚʠʟʥʘʪʠ ʩʚʽʡ 
ʧʨʦʛʨʘʰ, ʱʦ ʬʦʨʤʫʻ ʛʫʤʦʨʠʩʪʠʯʥʠʡ ʝʬʝʢʪ. ʉʘʤʝ 
ʛʫʤʦʨʠʩʪʠʯʥʝ ʥʘʯʘʣʦ ʜʦʤʽʥʫʻ ʥʘʜ ʚʣʘʩʥʝ ʩʘʪʠʨʠʯʥʠʤ ʫ 
ʙʽʣʴʰʦʩʪʽ ʚʠʧʘʜʢʽʚ, ʜʝ ʡʜʝʪʴʩʷ ʧʨʦ ˇʝʥʜʝʨʥʫ ʩʠʪʫʘʮʽʶ, ʽ ʮʝ, ʫ 
ʩʚʦʶ ʯʝʨʛʫ, ʚʽʜʨʽʟʥʷʻ ʬʘʙʣʽʦ ʚʽʜ ʰʚʘʥʢʽʚ ʪʘ ʜʞʝʩʪʽʚ, ʫ ʷʢʠʭ 
ʩʠʪʫʘʮʽʷ ʩʪʦʩʫʥʢʽʚ ʤʽʞ ʧʨʝʜʩʪʘʚʥʠʢʘʤʠ ʨʽʟʥʠʭ ʩʪʘʪʝʡ 
ʟʤʘʣʴʦʚʫʚʘʣʘʩʷ ʘʙʦ ʷʢ ʧʦʜʨʫʞʥʷ ʟʨʘʜʘ, ʘʙʦ ʷʢ ʧʦʨʫʰʝʥʥʷ 

                                                           
5 ʌʘʙʣʠʦ. ʉʪʘʨʦʬʨʘʥʮʫʟʩʢʠʝ ʥʦʚʝʣʣʳ / ʇʝʨ. ʩ ʩʪʘʨʦʬʨʘʥʮʫʟʩʢʦʛʦ ʉ.ɺʳʰʝʩʣʘʚ-
ʮʝʚʦʡ ʠ ɺ.ɼʳʥʥʠʢ. ï ʄ.: ʍʫʜʦʞʝʩʪʚʝʥʥʘʷ ʣʠʪʝʨʘʪʫʨʘ, 1971. ï ʉ.81-128. 

6 ʊʘʤ ʩʘʤʦ. ï ʉ.23-45. 
7 ʊʘʤ ʩʘʤʦ. ï ʉ.153-168. 
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ʙʽʙʣʽʡʥʠʭ ʧʨʠʧʠʩʽʚ ʭʪʠʚʠʤʠ ʢʣʽʨʠʢʘʤʠ. ʇʨʠʢʤʝʪʥʦ, ʱʦ ʫ 
ʞʦʜʥʦʤʫ ʟʽ ʰʚʘʥʢʽʚ ʢʦʥʮʝʧʪ ʢʦʭʘʥʥʷ ʷʢ ʪʘʢʠʡ ʥʝ 
ʟʫʩʪʨʽʯʘʻʪʴʩʷ ʚʟʘʛʘʣʽ. ʋ ʜʞʝʩʪʘʭ ʚʢʨʘʡ ʨʽʜʢʦ ʟʛʘʜʫʻʪʴʩʷ ʧʨʦ 
ʣʶʙʦʚ, ʚʠʥʷʪʦʢ ʩʪʘʥʦʚʠʪʴ ʣʠʰʝ ʟʙʽʨʢʘ ñʂʫʤʝʜʥʽ ʦʧʦʚʽʜʘʥʥʷ 
ʤʘʡʩʪʨʘ ʉʢʝʣʪʦʥʘéò, ʜʝ ʢʦʭʘʥʥʷ ʧʦʩʪʘʻ ʥʝ ʜʞʝʨʝʣʦʤ 
ʢʦʣʽʟʽʡ, ʘ ʩʢʦʨʽʰʝ ʪʠʤ ʦʙôʻʢʪʦʤ, ʷʢʠʡ ʧʦʪʨʝʙʫʻ ʟʘʭʠʩʪʫ 
(ʩʚʷʱʝʥʠʢ ʉʢʝʣʪʦʥ ʚʠʙʦʨʶʻ ʩʚʦʻ ʧʨʘʚʦ ʥʘ ʧʨʦʷʚ ʧʦʯʫʪʪʽʚ, 
ʥʘʛʦʣʦʰʫʶʯʠ ʥʘ ʪʦʤʫ, ʱʦ ʡʦʛʦ ʣʶʙʦʚ ʥʝ ʛʨʽʭʦʚʥʘ, ʘ ʱʠʨʘ, 
ʧʨʘʚʝʜʥʘ, ʘ ʦʪʞʝ, ʙʦʛʦʫʛʦʜʥʘ).  

ʄʦʪʠʚʠ, ʧʦʚôʷʟʘʥʽ ʟ ʘʧʦʣʦʛʝʪʠʢʦʶ ʚʠʥʘʭʽʜʣʠʚʦʩʪʽ ʫ 
ʥʽʤʝʮʴʢʽʡ ñʥʠʟʦʚʽʡò ʣʽʪʝʨʘʪʫʨʽ, ʨʦʟʛʦʨʪʘʶʪʴʩʷ ʚ ʧʨʦʮʝʩʽ 
ʚʠʩʚʽʪʣʝʥʥʷ ʪʘʢʠʭ ʪʝʤ, ʷʢ ʩʪʦʩʫʥʢʠ ʤʘʡʩʪʨʘ ʪʘ ʧʽʜʤʘʡʩʪʨʘ, 
ʧʦʣʽʧʰʝʥʥʷ ʛʝʨʦʻʤ ʩʚʦʛʦ ʤʘʪʝʨʽʘʣʴʥʦʛʦ ʩʪʘʥʦʚʠʱʘ, ʘ ʪʘʢʦʞ 
ʫ ʧʨʦʮʝʩʽ ʜʝʤʦʥʩʪʨʘʮʽʾ ʛʝʨʦʻʤ ʩʚʦʻʾ ʪʨʽʢʩʪʝʨʩʴʢʦ-
ʙʣʘʟʝʥʩʴʢʦʾ ʧʨʠʨʦʜʠ. ʑʦʜʦ ʧʝʨʰʦʾ ʪʝʤʠ, ʷʢʘ ʧʨʝʜʩʪʘʚʣʝʥʘ ʫ 
ʜʝʢʽʣʴʢʦʭ ʜʝʩʷʪʢʘʭ ʰʚʘʥʢʽʚ ʥʘʨʦʜʥʦʾ ʢʥʠʛʠ ʧʨʦ ʊʽʣʷ, ʪʦ 
ʩʤʽʭʦʚʽ ʤʦʪʠʚʠ ʧʨʠ ʾʾ ʨʦʟʨʦʙʮʽ ʩʧʨʷʤʦʚʫʶʪʴʩʷ ʥʘ ʢʨʠʪʠʢʫ 
ʩʦʮʽʘʣʴʥʦʾ ʥʝʩʧʨʘʚʝʜʣʠʚʦʩʪʽ ʪʘ ʩʘʪʠʨʠʯʥʝ ʟʦʙʨʘʞʝʥʥʷ 
ʧʨʝʜʩʪʘʚʥʠʢʽʚ ʪʦʛʦʯʘʩʥʦʛʦ ʙʶʨʛʝʨʩʪʚʘ. ʊʽʣʴ ʩʚʦʾʤʠ ʚʜʘʣʠʤʠ 
ʚʠʚʝʨʪʘʤʠ ʽ ʪʨʽʢʩʪʝʨʩʴʢʠʤʠ ʚʠʪʽʚʢʘʤʠ ʜʝʤʦʥʩʪʨʫʻ 
ʥʝʜʦʣʫʛʽʩʪʴ ʩʚʦʾʭ ñʤʘʡʩʪʨʽʚò, ʢʘʨʘʻ ʾʭ ʟʘ ʞʘʜʽʙʥʽʩʪʴ, ʣʽʥʴ, 
ʥʘʜʤʽʨʥʫ ʧʨʠʩʢʽʧʣʠʚʽʩʪʴ, ʩʭʠʣʴʥʽʩʪʴ ʜʦ ʙʨʝʭʥʽ ʪʦʱʦ. ʇʨʠ 
ʮʴʦʤʫ ʩʤʽʭʦʚʽ ʤʦʪʠʚʠ, ʷʢ ʧʨʘʚʠʣʦ, ʚʠʙʫʜʦʚʫʶʪʴʩʷ ʥʘ ʪʦʤʫ, 
ʱʦ ʛʝʨʦʡ-ʙʣʘʟʝʥʴ ʜʦʩʣʽʚʥʦ ʚʠʢʦʥʫʻ ʥʘʢʘʟ ʩʚʦʛʦ ʤʘʡʩʪʨʘ, 
ʽʛʥʦʨʫʶʯʠ ʧʨʦʬʝʩʽʡʥʦ-ʮʝʭʦʚʠʡ ʞʘʨʛʦʥ. ʎʝ ʥʘʜʘʻ ʩʤʽʭʦʚʽʡ 
ʩʪʠʭʽʾ ʢʘʨʥʘʚʘʣʴʥʦʛʦ ʟʘʙʘʨʚʣʝʥʥʷ ʽ ʬʦʨʤʫʻ ʢʨʠʪʠʯʥʝ 
ʩʪʘʚʣʝʥʥʷ ʯʠʪʘʮʴʢʦʾ ʘʫʜʠʪʦʨʽʾ ʜʦ ʩʫʩʧʽʣʴʥʦ-ʩʪʘʥʦʚʦʾ ʽʻʨʘʨʭʽʾ 
ʪʦʛʦʯʘʩʥʦʛʦ ʥʽʤʝʮʴʢʦʛʦ ʩʦʮʽʫʤʫ.  

ʎʽʢʘʚʦ ʟʘʟʥʘʯʠʪʠ, ʱʦ ʩʫʩʧʽʣʴʥʦ-ʩʪʘʥʦʚʘ ʽʻʨʘʨʭʽʷ 
ʧʦʜʘʻʪʴʩʷ ʫ ʥʽʤʝʮʴʢʠʭ ʰʚʘʥʢʘʭ ʚʠʢʣʶʯʥʦ ʫ ʪʦʤʫ ʾʾ ʩʧʝʢʪʨʽ, 
ʷʢʠʡ ʜʝʤʦʥʩʪʨʫʻ ʩʪʦʩʫʥʢʠ ʤʽʞ ʨʦʙʽʪʥʠʢʘʤʠ ʪʘ 
ʨʦʙʦʪʦʜʘʚʮʷʤʠ, ʥʝʟʘʣʝʞʥʦ ʚʽʜ ʪʦʛʦ, ʢʠʤ ʻ ʦʩʪʘʥʥʽ ï 
ʨʝʤʽʩʥʠʢʘʤʠ, ʨʠʮʘʨʷʤʠ, ʩʚʷʱʝʥʠʢʘʤʠ, ʢʫʧʮʷʤʠ ʪʦʱʦ. ʑʦʜʦ 
ʩʪʘʚʣʝʥʥʷ ʜʦ ʩʝʣʷʥʩʪʚʘ ï ʧʨʦʙʣʝʤʠ, ʷʢʘ ʜʦʩʠʪʴ ʛʦʩʪʨʦ ʩʪʦʷʣʘ 
ʚ ɸʥʛʣʽʾ ʽ ʟʜʦʙʫʣʘ ʧʦʤʽʪʥʦʛʦ ʚʠʩʚʽʪʣʝʥʥʷ ʫ ʜʞʝʩʪʦʚʠʭ 
ʢʥʠʛʘʭ, ʪʦ ʚ ʥʽʤʝʮʴʢʽʡ ʥʘʨʦʜʥʽʡ ʢʥʠʟʽ ʚʦʥʘ ʤʘʡʞʝ ʥʝ 
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ʟʥʘʡʰʣʘ ʙʽʣʴʰ-ʤʝʥʰ ʚʽʜʯʫʪʥʦʾ ʨʝʧʨʝʟʝʥʪʘʮʽʾ. ʉʫʜʷʯʠ ʟʽ 
ʩʚʽʜʯʝʥʴ ʧʨʦ ʧʦʭʦʜʞʝʥʥʷ ʛʦʣʦʚʥʦʛʦ ʛʝʨʦʷ, ʤʦʞʥʘ 
ʧʨʠʧʫʩʪʠʪʠ, ʱʦ, ʙʫʜʫʯʠ ʚʠʭʽʜʮʝʤ ʽʟ ʙʽʜʥʦʾ ʩʝʣʷʥʩʴʢʦʾ ʩʽʤôʾ, 
ʟʘʟʥʘʚʰʠ ʧʦʥʝʚʽʨʷʥʴ, ʘʙʠ ʟʜʦʙʫʪʠ ʢʫʩʝʥʴ ʭʣʽʙʘ, ʊʽʣʴ 
ʋʣʝʥʰʧʽʛʝʣʴ ʥʘʚʨʷʜ ʯʠ ʧʽʜʜʘʚʘʚ ʙʠ ʢʦʤʽʯʥʦʤʫ ʦʩʤʽʷʥʥʶ 
ʚʽʣʘʥʽʚ. ʇʦʧʨʠ ʧʽʜʢʨʝʩʣʝʥʥʷ ʥʝʜʦʣʫʛʦʩʪʽ ʤʝʰʢʘʥʮʽʚ ʩʝʣʘ, 
ʾʭʥʴʦʾ ʥʝʧʨʠʩʪʦʩʦʚʘʥʦʩʪʽ ʜʦ ʥʦʚʠʭ ʟʘʢʦʥʽʚ ʩʧʽʚʞʠʪʪʷ, 
ʜʦʤʽʥʫʶʯʦʶ ʪʝʥʜʝʥʮʽʻʶ ʚʩʝ ʞ ʻ ʟʤʘʣʶʚʘʥʥʷ ʾʭ ʫ 
ʜʦʙʨʦʜʫʰʥʦ-ʽʨʦʥʽʯʥʦʤʫ ʢʣʶʯʽ ʚ ʢʦʥʪʝʢʩʪʽ ʢʘʨʥʘʚʘʣʴʥʦʾ 
ʦʥʦʚʣʝʥʦʩʪʽ ʞʠʪʪʷ.  

ʉʫʪʦ ʥʽʤʝʮʴʢʠʤ ʩʤʽʭʦʚʠʤ ʤʦʪʠʚʦʤ ʻ ʨʦʟʚʽʥʯʘʥʥʷ 
ʜʽʷʣʴʥʦʩʪʽ ʤʘʛʽʚ ʽ ʘʣʭʽʤʽʢʽʚ (ʰʚʘʥʢʠ 17, 31, 35 ʥʘʨʦʜʥʦʾ 
ʢʥʠʛʠ ʧʨʦ ʊʽʣʷ). ʉʠʤʚʦʣʽʟʤ ʤʠʩʣʝʥʥʷ, ʱʦ ʙʫʚ ʭʘʨʘʢʪʝʨʥʠʤ 
ʜʣʷ ʧʽʟʥʴʦʛʦ ʉʝʨʝʜʥʴʦʚʽʯʯʷ ʽ ɺʽʜʨʦʜʞʝʥʥʷ, ʧʦʨʦʜʠʚ ʩʣʽʧʫ 
ʚʽʨʫ ʣʶʜʝʡ ʫ ʯʫʜʦʜʽʡʥʫ ʩʠʣʫ ʘʩʪʨʦʣʦʛʽʾ, ʤʘʛʽʾ, ʘʣʭʽʤʽʾ

8
. ɼʣʷ 

ʛʦʣʦʚʥʦʛʦ ʛʝʨʦʷ ʥʘʨʦʜʥʦʾ ʢʥʠʛʠ ʥʝ ʩʢʣʘʣʦ ʚʝʣʠʢʠʭ 
ʪʨʫʜʥʦʱʽʚ ʧʦʣʽʧʰʠʪʠ ʚʣʘʩʥʽ ʧʨʠʙʫʪʢʠ, ʚʜʘʚʰʠʩʴ ʜʦ 
ʭʠʪʨʦʱʽʚ. ʇʨʝʜʩʪʘʚʠʚʰʠʩʴ ʙʨʦʜʷʯʠʤ ʧʨʦʜʘʚʮʝʤ ʨʝʣʽʢʚʽʡ, 
ʊʽʣʴ ʜʝʤʦʥʩʪʨʫʻ ʧʨʠʭʦʞʘʥʘʤ ʜʝʩʴ ʧʽʜʽʙʨʘʥʠʡ ʯʝʨʝʧ, 
ʚʠʜʘʶʯʠ ʡʦʛʦ ʟʘ ʛʦʣʦʚʫ ʩʚʷʪʦʛʦ ɹʨʘʥʜʘʥʘ, ʽ ʟʙʠʨʘʻ ʧʨʠ 
ʮʴʦʤʫ ʯʠʤʘʣʽ ʛʨʦʰʝʥʷʪʘ (ʰʚʘʥʢ 31)

9
. ʇʨʠʢʤʝʪʥʦ, ʱʦ ʜʣʷ 

ʚʜʘʣʦʛʦ ʚʪʽʣʝʥʥʷ ʩʚʦʛʦ ʭʠʪʨʦʤʫʜʨʦʛʦ ʟʘʜʫʤʫ ʋʣʝʥʰʧʽʛʝʣʴ 
ʧʝʨʝʚʜʷʛʘʻʪʴʩʷ ʩʚʷʱʝʥʠʢʦʤ. ʎʝ ʧʝʨʝʚʜʷʛʘʥʥʷ ʤʘʻ 
ʚʘʞʣʠʚʠʡ ʽʜʝʦʣʦʛʽʯʥʠʡ ʧʽʜʪʝʢʩʪ: ʟʘʛʘʣʴʥʦʚʽʜʦʤʦ, ʱʦ ʜʦ 
ʤʘʛʽʾ ʟʘʜʣʷ ʚʣʘʩʥʦʾ ʚʠʛʦʜʠ ʚʜʘʚʘʣʦʩʷ ʪʦʛʦʯʘʩʥʝ 
ʜʫʭʦʚʝʥʩʪʚʦ, ʟʣʦʚʞʠʚʘʶʯʠ ʜʦʚʽʨʦʶ ʧʘʩʪʚʠ ʽ ʥʘʨʦʜʥʦʶ 
ʚʽʨʦʶ ʚ ʯʫʜʝʩʘ. ʗʢ ʧʽʜʢʨʝʩʣʶʻ ʘʚʪʦʨʠʪʝʪʥʠʡ ʤʝʜʽʻʚʽʩʪ 
ɸ.ɻʫʨʝʚʠʯ, ʧʝʚʥʘ ʩʫʧʝʨʝʯʣʠʚʽʩʪʴ ʫ ʩʪʨʘʪʝʛʽʾ ʜʽʷʣʴʥʦʩʪʽ 
ʢʘʪʦʣʠʮʴʢʦʾ ʮʝʨʢʚʠ ʧʦʣʷʛʘʣʘ ʚ ʪʦʤʫ, ʱʦ ʚʽʢʘʤʠ ʚʝʜʫʯʠ 
ʙʦʨʦʪʴʙʫ ʟ ʧʨʦʷʚʘʤʠ ʷʟʠʯʥʠʮʪʚʘ, ʚʦʥʘ ʩʘʤʘ ʚʠʢʦʨʠʩʪʦʚʫʚʘʣʘ 
ʤʘʛʽʶ ʚ ʦʢʨʝʤʠʭ ʩʬʝʨʘʭ ʚʣʘʩʥʦʾ ʜʽʷʣʴʥʦʩʪʽ, ʥʘʧʨʠʢʣʘʜ, 
                                                           
8 ɼʝʪ. ʜʠʚ.: Хейзинга Й. ʆʩʝʥʴ ʉʨʝʜʥʝʚʝʢʦʚʴʷ. ʀʩʩʣʝʜʦʚʘʥʠʝ ʬʦʨʤ ʞʠʟʥʝʥʥʦʛʦ 
ʫʢʣʘʜʘ ʠ ʬʦʨʤ ʤʳʰʣʝʥʠʷ ʚ XV ʠ XVI ʚʝʢʘʭ ʚʦ ʌʨʘʥʮʠʠ ʠ ʅʠʜʝʨʣʘʥʜʘʭ. ï ʄ.: 
ʅʘʫʢʘ, 1988. ï 540 ʩ.; Барг М.А. ʕʧʦʭʠ ʠ ʠʜʝʠ. ʉʪʘʥʦʚʣʝʥʠʝ ʠʩʪʦʨʠʟʤʘ. ï ʄ.: 
ʄʳʩʣʴ, 1987. ï 348 ʩ. 

9 ʊʠʣʴ ʋʣʝʥʰʧʠʛʝʣʴ // ʇʨʝʢʨʘʩʥʘʷ ʄʘʛʝʣʦʥʘ. ʌʦʨʪʫʥʘʪ. ʊʠʣʴ ʋʣʝʥʰʧʠʛʝʣʴ. ï 
ʄ.: ʅʘʫʢʘ, 1986. ï ʉ. 190-191. 
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ʧʦʩʣʫʛʦʚʫʚʘʣʘʩʷ ʯʫʜʦʜʽʡʥʠʤʠ ʧʨʝʜʤʝʪʘʤʠ, ʤʦʱʘʤʠ ʩʚʷʪʠʭ 
ʪʦʱʦ

10
. ɺʽʜʪʘʢ ʟʨʦʟʫʤʽʣʦ, ʯʦʤʫ ʊʽʣʴ ʦʙʠʨʘʻ ʜʣʷ ʩʚʦʛʦ 

ʰʘʭʨʘʡʩʴʢʦʛʦ ʪʨʶʢʫ ʩʘʤʝ ʩʫʪʘʥʫ ʩʚʷʱʝʥʠʢʘ. ʋ ʪʘʢʠʡ ʩʧʦʩʽʙ 
ʚʽʥ ʥʘʯʝʙʪʦ ʣʝʛʽʪʠʤʽʟʫʻ ʩʚʦʶ ʜʽʷʣʴʥʽʩʪʴ ʽ ʚʦʜʥʦʯʘʩ ʩʪʚʦʨʶʻ 
ʩʚʦʻʨʽʜʥʠʡ ʧʨʠʚʽʜ ʜʣʷ ʩʘʪʠʨʠʯʥʦʛʦ ʦʩʤʽʷʥʥʷ ʧʩʝʚʜʦʯʫʜʝʩ, 
ʷʢʠʤʠ ʨʷʩʥʽʣʘ ʧʨʘʢʪʠʢʘ ʪʦʛʦʯʘʩʥʦʾ ʢʘʪʦʣʠʮʴʢʦʾ ʮʝʨʢʚʠ.  

ʉʚʦʾʤʠ ʚʠʪʽʚʢʘʤʠ ʊʽʣʴ ʚʜʘʻʪʴʩʷ ʜʦ ʚʠʢʨʠʪʪʷ ʱʝ ʦʜʥʦʛʦ 
ʪʠʧʦʚʦʛʦ ʜʣʷ ʪʦʛʦʯʘʩʩʷ ʷʚʠʱʘ, ʷʢʝ ʧʨʦʮʚʽʪʘʣʦ ʨʘʟʦʤ ʽʟ 
ʤʘʛʽʻʶ, ï ʘʣʭʽʤʽʾ. ɺʠʱʝ ʥʘʚʝʜʝʥʘ ʽʩʪʦʨʽʷ 17 ʧʨʦ ʪʝ, ʷʢ 
ʋʣʝʥʰʧʽʛʝʣʴ ʚʠʣʽʢʫʚʘʚ ʙʝʟ ʣʽʢʽʚ ʭʚʦʨʠʭ ʫ ʰʧʠʪʘʣʽ, ʻ ʪʦʤʫ 
ʩʚʽʜʯʝʥʥʷʤ, ʘʜʞʝ ʧʦʧʽʣ, ʷʢʠʤ ʛʝʨʦʡ ʧʨʘʛʥʝ ñʧʦʩʪʘʚʠʪʠ ʥʘ 
ʥʦʛʠò ʭʚʦʨʠʭ, ʰʠʨʦʢʦ ʚʠʢʦʨʠʩʪʦʚʫʚʘʚʩʷ ʘʣʭʽʤʽʢʘʤʠ ʚ ʾʭʥʽʭ 
ʝʢʩʧʝʨʠʤʝʥʪʘʭ. ɿʘʛʘʣʦʤ, ʩʤʽʭ ʚʠʢʣʠʢʘʻ ʩʘʤʘ ʭʠʪʨʘ ʟʘʜʫʤʢʘ 
ʪʨʽʢʩʪʝʨʘ: ʦʛʦʣʦʩʠʚʰʠ, ʱʦ ʧʦʧʽʣ ʚʽʜ ʩʧʘʣʝʥʦʛʦ ʪʽʣʘ 
ʥʘʡʙʽʣʴʰ ʭʚʦʨʦʛʦ ʧʘʮʽʻʥʪʘ ʯʫʜʦʜʽʡʥʠʤ ʯʠʥʦʤ ʚʠʣʽʢʫʻ ʚʩʽʭ 
ʽʥʰʠʭ, ʊʽʣʴ, ʧʦ ʩʫʪʽ, ʘʧʝʣʶʻ ʜʦ ʧʨʠʨʦʜʥʦʛʦ ʞʠʪʪʻʣʶʙʩʪʚʘ 
ʣʶʜʝʡ. ʉʫʪʦ ʪʝʭʥʽʯʥʠʡ ʙʽʢ ʩʧʨʘʚʠ ï ʚʠʢʦʨʠʩʪʘʥʥʷ 
ʥʘʡʪʠʧʦʚʽʰʦʛʦ ʟʘʩʦʙʫ ʪʦʛʦʯʘʩʥʠʭ ʣʽʢʘʨʩʴʢʠʭ ʧʨʘʢʪʠʢ, 
ʟʘʤʽʰʘʥʠʭ ʥʘ ʘʣʭʽʤʽʾ, ï ʤʘʻ ʧʝʚʥʠʡ ʩʘʪʠʨʠʯʥʠʡ ʘʩʧʝʢʪ, 
ʧʨʝʜʩʪʘʚʣʝʥʠʡ ʫ ʜʘʥʦʤʫ ʚʠʧʘʜʢʫ ʽʤʧʣʽʮʠʪʥʦ.  

ʇʨʠʢʤʝʪʥʦ, ʱʦ ʫ ʟʛʘʜʫʚʘʥʠʭ ʰʚʘʥʢʘʭ ʚʽʨʘ ʚ ʯʫʜʝʩʘ 
ʩʪʘʻ ʦʙôʻʢʪʦʤ ʙʘʛʘʪʦʘʩʧʝʢʪʥʦʾ ʢʨʠʪʠʢʠ. ɿʦʢʨʝʤʘ, ʡʜʝʪʴʩʷ 
ʧʨʦ ʪʝ, ʱʦ ʦʙôʻʢʪʘʤʠ ʩʤʽʭʦʚʦʛʦ ʧʦʣʷ ʪʫʪ ʚʠʩʪʫʧʘʶʪʴ ʥʝ 
ʣʠʰʝ ʧʨʦʩʪʦʣʶʜʠʥʠ, ʢʦʪʨʽ ʙʝʟʟʘʩʪʝʨʝʞʥʦ ʙʝʨʫʪʴ ʥʘ ʚʽʨʫ 
ʙʝʟʛʣʫʟʜʽ ʧʨʠʧʠʩʠ, ʘ ʡ ʪʽ, ʭʪʦ ʩʧʝʢʫʣʶʻ ʥʘ ʥʘʨʦʜʥʽʡ 
ʜʦʚʽʨʣʠʚʦʩʪʽ. ʉʧʝʮʠʬʽʯʥʫ ʨʦʣʴ ʫ ʮʴʦʤʫ ʢʦʥʪʝʢʩʪʽ ʚʽʜʽʛʨʘʻ 
ʽʩʪʦʨʽʷ 28 ʥʽʤʝʮʴʢʦʾ ʥʘʨʦʜʥʦʾ ʢʥʠʛʠ, ʱʦ ʨʦʟʧʦʚʽʜʘʻ, ʷʢ 
ʋʣʝʥʰʧʽʛʝʣʴ ʫ ʇʨʘʟʴʢʦʤʫ ʫʥʽʚʝʨʩʠʪʝʪʽ, ʱʦ ʚ ɹʦʛʝʤʽʾ, ʚʽʚ 
ʜʠʩʧʫʪ ʟʽ ʩʪʫʜʝʥʪʘʤʠ ʡ ʦʪʨʠʤʘʚ ʥʘʜ ʥʠʤʠ ʛʦʨʫ. ʎʷ ʽʩʪʦʨʽʷ 
ʥʘʮʽʣʝʥʘ ʥʘ ʚʠʢʨʠʪʪʷ ʩʭʦʣʘʩʪʠʯʥʦʾ ʥʘʫʢʠ ʚ ʧʝʨʝʜʜʝʥʴ 
ʈʝʬʦʨʤʘʮʽʾ. ʊʘʢ, ʊʽʣʴ, ʣʶʜʠʥʘ ʽʟ ʧʨʦʩʪʦʥʘʨʦʜʜʷ, ʥʝʦʩʚʽʯʝʥʘ, 
ʘʣʝ ʧʨʘʢʪʠʯʥʘ, ʪʦʙʪʦ ʪʘʢʘ, ʱʦ ʚʩʝ ʧʨʘʛʥʝ ʦʩʷʛʥʫʪʠ ʚʣʘʩʥʠʤ 
ʨʦʟʫʤʦʤ, ʘ ʥʝ ʙʨʘʪʠ ʩʣʽʧʦ ʥʘ ʚʽʨʫ, ʩʤʽʣʠʚʦ ʢʠʜʘʻ ʚʠʢʣʠʢ 
ʩʭʦʣʘʩʪʠʯʥʽʡ ʧʩʝʚʜʦʥʘʫʮʽ. ʈʦʟʫʤʽʶʯʠ ʘʙʩʫʨʜʥʽʩʪʴ ʩʫʜʞʝʥʴ 
                                                           
10 Гуревич А.Я. ʉʨʝʜʥʝʚʝʢʦʚʳʡ ʤʠʨ: ʢʫʣʴʪʫʨʘ ʙʝʟʤʦʣʚʩʪʚʫʶʱʝʛʦ ʙʦʣʴʰʠʥʩʪʚʘ. 
ï ʄ.: ʀʩʢʫʩʩʪʚʦ, 1990. ï ʉ.279-308. 
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ʩʭʦʣʘʩʪʽʚ, ʋʣʝʥʰʧʽʛʝʣʴ ʥʘ ʾʭʥʽ ʟʘʧʠʪʘʥʥʷ ʜʘʻ ʪʘʢʽ ʞ ʘʙʩʫʨʜʥʽ 
ʚʽʜʧʦʚʽʜʽ, ʧʨʘʚʠʣʴʥʽʩʪʴ ʷʢʠʭ ʥʝ ʧʽʜʜʘʻʪʴʩʷ ʧʝʨʝʚʽʨʮʽ. 
ʅʘʧʨʠʢʣʘʜ, ʥʘ ʟʘʧʠʪʘʥʥʷ, ʩʢʽʣʴʢʠ ʜʽʞʦʢ ʚʦʜʠ ʚ ʤʦʨʽ, ʥʘʰ 
ʛʝʨʦʡ ʥʝ ʟʘʜʫʤʫʶʯʠʩʴ ʛʦʚʦʨʠʪʴ: ñɼʦʩʪʦʧʦʚʘʞʥʠʡ ʧʘʥʝ 
ʨʝʢʪʦʨʝ, ʥʘʢʘʞʽʪʴ ʟʫʧʠʥʠʪʠʩʷ ʽʥʰʠʤ ʚʦʜʘʤ, ʷʢʽ ʟʚʽʜʫʩʽʣʴ 
ʪʝʯʫʪʴ ʫ ʤʦʨʝ. ʊʦʜʽ ʷ ʚʠʤʽʨʷʶ, ʜʦʚʝʜʫ ʽ ʩʢʘʞʫ ʚʩʶ ʧʨʘʚʜʫ 
ʧʨʦ ʮʝ, ʱʦ ʥʝ ʚʘʞʢʦ ʟʨʦʙʠʪʠò

11
. ɸʥʘʣʦʛʽʯʥʠʤ ʯʠʥʦʤ ʊʽʣʴ 

ʚʽʜʧʦʚʽʚ ʽ ʱʝ ʥʘ ʯʦʪʠʨʠ ʟʘʧʠʪʘʥʥʷ, ʜʦʚʽʚʰʠ, ʱʦ ʩʭʦʣʘʩʪʠʯʥʫ 
ʚʯʝʥʽʩʪʴ ʤʦʞʥʘ ʣʝʛʢʦ ʧʝʨʝʤʦʛʪʠ ʭʠʪʨʽʩʪʶ. ʗʢ ʙʘʯʠʤʦ, 
ʩʤʽʭʦʚʠʡ ʤʦʪʠʚ ʮʴʦʛʦ ʰʚʘʥʢʫ ʤʘʻ ʧʽʜʢʨʝʩʣʝʥʦ ʬʦʣʴʢʣʦʨʥʝ 
ʢʦʨʽʥʥʷ ʽ ʡʦʛʦ ʽʜʝʦʣʦʛʽʷ ʚʠʙʫʜʦʚʫʻʪʴʩʷ ʥʘ ʢʦʥʪʨʘʩʪʥʦʤʫ 
ʟʽʩʪʘʚʣʝʥʥʽ ʩʭʦʣʘʩʪʠʯʥʦʾ ʤʫʜʨʦʩʪʽ ʽ ʤʫʜʨʦʩʪʽ ʥʘʨʦʜʥʦʾ. 
ʇʝʨʝʤʦʛʘ ʊʽʣʷ ʥʘʜ ʫʥʽʚʝʨʩʠʪʝʪʩʴʢʠʤʠ ʚʯʝʥʠʤʠ ʻ 
ʩʠʤʧʪʦʤʘʪʠʯʥʦʶ, ʷʢʱʦ ʨʦʟʛʣʷʜʘʪʠ ʾʾ ʷʢ ʚʽʜʪʚʦʨʝʥʥʷ 
ʩʦʮʽʦʢʫʣʴʪʫʨʥʠʭ ʧʝʨʠʧʝʪʽʡ ʪʦʛʦʯʘʩʥʦʾ ʦʩʚʽʪʥʴʦʾ ʩʠʪʫʘʮʽʾ. 

ɹʽʣʷ ʚʠʪʦʢʽʚ ʘʢʪʠʚʥʦʩʪʽ ʊʽʣʷ ʋʣʝʥʰʧʽʛʝʣʷ ʩʪʦʾʪʴ, 
ʟʜʝʙʽʣʴʰʦʛʦ, ʞʠʪʪʻʚʠʡ ʧʨʘʛʤʘʪʠʟʤ, ʩʧʨʷʤʦʚʘʥʠʡ ʥʘ 
ʧʦʣʽʧʰʝʥʥʷ ʡʦʛʦ ʤʘʪʝʨʽʘʣʴʥʦʛʦ ʩʪʘʥʦʚʠʱʘ. ɯ ʭʠʪʨʦʤʫʜʨʽ 
ʚʠʚʝʨʪʠ, ʱʦʙ ʦʙʜʫʨʠʪʠ ʩʚʦʾʭ ʩʫʧʨʦʪʠʚʥʠʢʽʚ, ʽ ʰʘʭʨʘʡʩʪʚʘ ʟʽ 
ñʩʚʷʪʠʤʠò ʨʝʯʘʤʠ, ʽ ʚʜʘʣʽ ʩʧʝʢʫʣʷʮʽʾ ʥʘ ʢʰʪʘʣʪ ʫʩʧʽʭʫ ʚ 
ʤʝʜʠʯʥʽʡ ʯʠ ʥʘʫʢʦʚʽʡ ʩʬʝʨʽ ï ʚʩʝ ʮʝ, ʧʝʚʥʦʶ ʤʽʨʦʶ, 
ʟʫʤʦʚʣʝʥʝ ʪʽʻʶ ʦʙôʻʢʪʠʚʥʦʶ ʩʠʪʫʘʮʽʻʶ, ʫ ʷʢʽʡ ʧʝʨʝʙʫʚʘʻ 
ʛʦʣʦʚʥʠʡ ʛʝʨʦʡ ʥʘʨʦʜʥʦʾ ʢʥʠʛʠ. ɿʘʣʫʯʘʶʯʠ ʨʝʩʫʨʩʠ ʩʚʦʛʦ 
ʧʨʠʨʦʜʥʦʛʦ ʨʦʟʫʤʫ ʽ ʩʧʠʨʘʶʯʠʩʴ ʥʘ ʥʘʨʦʜʥʫ ʤʫʜʨʽʩʪʴ, ʊʽʣʴ 
ʣʽʢʚʽʜʦʚʫʻ ʧʝʚʥʝ ʧʨʦʪʠʨʽʯʯʷ: ʚʽʥ ʛʽʜʥʠʡ ʢʨʘʱʦʛʦ ʞʠʪʪʷ, ʥʽʞ 
ʪʝ, ʱʦ ʚʠʧʘʣʦ ʥʘ ʡʦʛʦ ʜʦʣʶ ʚʦʣʝʶ ʦʙʩʪʘʚʠʥ (ʥʘʨʦʜʞʝʥʥʷ ʫ 
ʙʽʜʥʽʡ ʨʦʜʠʥʽ, ʧʝʨʝʙʫʚʘʥʥʷ ʥʘ ʥʘʡʥʠʞʯʦʤʫ ʱʘʙʣʽ ʩʦʮʽʘʣʴʥʦʾ 
ʽʻʨʘʨʭʽʾ, ʙʽʜʥʽʩʪʴ, ʙʝʟʨʦʙʽʪʪʷ, ʚʽʜʩʫʪʥʽʩʪʴ ʨʦʜʠʥʠ, ʩʪʘʣʦʛʦ 
ʤʽʩʮʷ ʧʨʦʞʠʚʘʥʥʷ, ʧʨʦʬʝʩʽʾ ʪʦʱʦ). ɺʪʽʤ, ʟʥʘʯʥʘ ʢʽʣʴʢʽʩʪʴ 
ʰʚʘʥʢʽʚ ʥʘʨʦʜʥʦʾ ʢʥʠʛʠ ʨʝʧʨʝʟʝʥʪʫʻ ʩʠʪʫʘʮʽʾ, ʱʦ ʧʦʟʙʘʚʣʝʥʽ 
ʙʫʜʴ- ʢ̫ʦʛʦ ʩʦʮʽʘʣʴʥʦ-ʜʝʪʝʨʤʽʥʦʚʘʥʦʛʦ ʤʦʪʠʚʫʚʘʥʥʷ. 
ʁʜʝʪʴʩʷ ʧʨʦ ʦʧʦʚʽʜʢʠ, ʩʤʽʭʦʚʽ ʤʦʪʠʚʠ ʷʢʠʭ ʩʢʦʥʩʪʨʫʡʦʚʘʥʽ 
ʟʘ ʨʘʭʫʥʦʢ ʚʠʢʦʨʠʩʪʘʥʥʷ ʦʜʥʦʛʦ ʟ ʧʨʦʚʽʜʥʠʭ ʝʣʝʤʝʥʪʽʚ 
ʢʘʨʥʘʚʘʣʴʥʦʾ ʩʪʠʭʽʾ ï ʢʦʥʮʝʧʪʫ ʙʣʘʟʥʶʚʘʥʥʷ. ɿʘʟʥʘʯʠʤʦ, ʱʦ 
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ʜʫʞʝ ʯʘʩʪʦ ʊʽʣʴ ʛʨʘʻ ʜʫʨʥʠʢʘ ʚʠʢʣʶʯʥʦ ʟʘʨʘʜʠ ʨʦʟʚʘʛʠ. 
ʁʦʛʦ ʙʣʘʟʥʶʚʘʥʥʷ ʽʥʢʦʣʠ ʤʘʻ ʜʦʩʠʪʴ ʩʤʽʰʥʠʡ ʚʠʛʣʷʜ 
(ʟʛʘʜʘʡʤʦ ʰʚʘʥʢʠ 9, 32, 39, 48, 69, 72 85, 86 ʪʘ ʽʥ.). 
ʇʨʠʤʽʨʦʤ, ʰʚʘʥʢ 9, ʫ ʷʢʦʤʫ ʊʽʣʴ ʨʦʟʨʘʭʫʚʘʚʩʷ ʟ ʛʦʩʧʦʜʘʨʝʤ 
ʧʦʩʪʦʷʣʦʛʦ ʜʚʦʨʫ ʜʟʚʦʥʦʤ ʤʦʥʝʪ, ʜʝʤʦʥʩʪʨʫʻ ʜʦʪʝʧʥʽʩʪʴ 
ʛʝʨʦʷ, ʘ ʰʚʘʥʢ 63 ʧʦʢʘʟʫʻ ʮʽʣʫ ʥʠʟʢʫ ʩʤʽʰʥʠʭ ʩʠʪʫʘʮʽʡ, ʫ 
ʷʢʠʭ ʊʽʣʴ ʧʦʩʪʘʻ ʟʫʭʚʘʣʠʤ ʙʣʘʟʥʝʤ. ʅʝʟʨʽʜʢʘ ʽʤʧʫʣʴʩʦʤ ʜʣʷ 
ʨʦʟʛʦʨʪʘʥʥʷ ʩʤʽʭʦʚʠʭ ʤʦʪʠʚʽʚ ʥʘʨʦʜʥʦʾ ʢʥʠʛʠ ʩʣʫʛʫʻ 
ʩʢʘʪʦʣʦʛʽʯʥʠʡ ʚʯʠʥʦʢ ʛʝʨʦʷ (ʰʚʘʥʢʠ 2, 24, 35, 51, 68, 75, 76, 
78, 83, 84, 87, 89, 91), ʱʦ ʬʦʨʤʫʻ ʜʦʩʠʪʴ ʩʧʝʮʠʬʽʯʥʠʡ ʪʠʧ 
ʩʤʽʭʦʚʦʾ ʨʝʘʢʮʽʾ.  

ʃʠʰʝ ʚ ʧʦʦʜʠʥʦʢʠʭ ʰʚʘʥʢʘʭ ʧʨʦʷʚ ʙʣʘʟʝʥʩʴʢʦʛʦ 
ʥʘʯʘʣʘ ʩʧʨʠʷʻ ʬʦʨʤʫʚʘʥʥʶ ʷʩʢʨʘʚʦ ʚʠʨʘʞʝʥʦʛʦ 
ʩʘʪʠʨʠʯʥʦʛʦ ʝʬʝʢʪʫ. ɿʦʢʨʝʤʘ, ʫ ʰʚʘʥʢʫ 14 ʊʽʣʴ ʦʙʽʮʷʻ 
ʧʦʣʝʪʽʪʠ ʟ ʜʘʭʫ, ʘ ʧʦʪʽʤ ʚʽʜʤʦʚʣʷʻʪʴʩʷ ʚʽʜ ʩʚʦʛʦ ñʟʘʜʫʤʫò, 
ʧʦʙʘʯʠʚʰʠ, ʱʦ ʻ ʜʫʞʝ ʙʘʛʘʪʦ ʣʶʜʝʡ, ʷʢʽ ʱʝ ʜʫʨʥʽʰʽ ʟʘ 
ʥʴʦʛʦ, ʘʜʞʝ ʟʽʙʨʘʣʠʩʷ, ʱʦʙ ʧʦʜʠʚʠʪʠʩʴ, ʷʢ ʚʽʥ ʣʽʪʘʻ
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ʆʨʽʻʥʪʦʚʘʥʽ ʥʘ ʘʧʦʣʦʛʝʪʠʢʫ ʞʠʪʪʻʚʦʾ ʘʢʪʠʚʥʦʩʪʽ 
ʽʥʜʠʚʽʜʫʫʤʘ, ʩʤʽʭʦʚʽ ʤʦʪʠʚʠ ʜʞʝʩʪʦʚʠʭ ʟʙʽʨʦʢ ʚʠʷʚʣʷʶʪʴʩʷ 
ʜʫʞʝ ʧʦʜʽʙʥʠʤʠ ʜʦ ʰʚʘʥʢʦʚʠʭ. ɺʠʥʷʪʦʢ ʩʪʘʥʦʚʣʷʪʴ ʜʚʘ 
ʪʠʧʠ ʤʦʪʠʚʽʚ, ʷʢʽ ʤʘʶʪʴ ʩʫʪʦ ʘʥʛʣʽʡʩʴʢʝ ʢʦʨʽʥʥʷ. ʇʝʨʰʠʡ 
ʩʝʨʝʜ ʥʠʭ ʚʽʜʦʙʨʘʞʘʻ ʢʦʥʬʣʽʢʪ ʤʽʞ ʤʽʩʴʢʠʤʠ ʞʠʪʝʣʷʤʠ ʪʘ 
ʚʠʭʽʜʮʷʤʠ ʟ ʧʨʦʚʽʥʮʽʾ, ʷʢʽ ʥʘʤʘʛʘʶʪʴʩʷ ʟʥʘʡʪʠ ʩʦʙʽ ʤʽʩʮʝ 
ʧʽʜ ʩʦʥʮʝʤ ʩʝʨʝʜ ʛʦʨʦʜʷʥ. ɼʨʫʛʠʡ ʪʠʧ ʤʦʪʠʚʽʚ ʧʦʚôʷʟʘʥʠʡ 
ʽʟ ʧʦʩʪʘʪʪʶ ʽʥʦʟʝʤʮʷ, ʷʢʠʡ ʧʦʪʨʘʧʣʷʻ ʫ ʩʤʽʰʥʽ ʩʠʪʫʘʮʽʾ 
ʯʝʨʝʟ ʧʦʛʘʥʝ ʟʥʘʥʥʷ ʘʥʛʣʽʡʩʴʢʦʾ ʤʦʚʠ ʪʘ ʥʘʮʽʦʥʘʣʴʥʠʭ 
ʪʨʘʜʠʮʽʡ ʽ ʟʚʠʯʘʾʚ.  

ʇʨʠʢʤʝʪʥʦ, ʱʦ ʚ ʨʘʥʥʽʭ ʜʞʝʩʪʦʚʠʭ ʢʥʠʛʘʭ ʜʦʩʠʪʴ 
ʯʘʩʪʦ ʟʤʘʣʴʦʚʫʻʪʴʩʷ ʩʚʦʻʨʽʜʥʝ ʧʨʦʪʠʩʪʦʷʥʥʷ ʤʽʩʪʘ ʽ ʩʝʣʘ, 
ʧʨʠʯʦʤʫ ʦʩʪʘʥʥʻ ʥʘʙʫʚʘʻ ʟʜʝʙʽʣʴʰʦʛʦ ʥʝʛʘʪʠʚʥʦʾ ʦʮʽʥʢʠ. 
ɺʽʣʘʥʠ ʘʥʛʣʽʡʩʴʢʠʭ ñʥʠʟʦʚʠʭò ʦʧʦʚʽʜʦʢ ï ʮʝ ʦʜʥʦʪʠʧʥʽ 
ʭʘʨʘʢʪʝʨʠ, ʥʘʜʽʣʝʥʽ ʣʠʰʝ ʥʝʧʨʠʡʥʷʪʥʠʤʠ ʷʢʦʩʪʷʤʠ, 
ʧʨʠʯʦʤʫ ʮʽ ʷʢʦʩʪʽ ʩʫʧʝʨʝʯʘʪʴ ʥʝ ʛʝʨʦʶ ï ʥʦʩʽʻʚʽ 
ʢʘʨʥʘʚʘʣʴʥʦʛʦ ʥʘʯʘʣʘ, ï ʘ ʥʦʚʠʤ ʬʦʨʤʘʤ ʩʫʩʧʽʣʴʥʦʛʦ ʞʠʪʪʷ. 
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ʇʦʚʝʜʽʥʢʘ ʘʥʪʠʛʝʨʦʾʚ ʜʦʟʚʦʣʷʻ ʧʨʝʜʩʪʘʚʠʪʠ ʩʝʣʘ ʷʢ ʪʘʢʽ, ʱʦ 
ʧʦʟʙʘʚʣʝʥʽ ʚʩʽʭ ʙʣʘʛ ʤʽʩʪʘ, ʚʽʜʽʨʚʘʥʽ ʚʽʜ ʦʩʝʨʝʜʢʽʚ ʮʠʚʽʣʽʟʘʮʽʾ, 
ʢʫʣʴʪʫʨʠ, ʝʪʠʯʥʠʭ ʥʦʨʤ ʧʦʚʝʜʽʥʢʠ.  

ʆʟʥʘʯʝʥʥʷ ñʤʽʩʴʢʘò ʜʦ ʜʘʥʦʛʦ ʨʽʟʥʦʚʠʜʫ ʣʽʪʝʨʘʪʫʨʥʦʾ 
ʧʨʦʜʫʢʮʽʾ ʥʽʙʠ ʦʢʨʝʩʣʶʻ ʤʝʞʽ ʾʾ ʽʥʪʝʨʝʩʽʚ, ʚʠʟʥʘʯʘʻ 
ʧʦʪʝʥʮʽʡʥʦʛʦ ʯʠʪʘʯʘ, ʘ ʪʘʢʦʞ ʜʦʟʚʦʣʷʻ ʧʨʠʧʫʩʪʠ ʾʾ ʚʽʜʤʝ-
ʞʫʚʘʥʥʷ ʚʽʜ ʣʽʪʝʨʘʪʫʨʠ ñʩʝʣʷʥʩʴʢʦʾò, ʱʦ ʱʝ ʜʦʥʝʜʘʚʥʘ ʙʫʣʘ 
ʻʜʠʥʦʶ ʫ ʧʨʝʜʩʪʘʚʣʝʥʥʽ ʽʥʪʝʨʝʩʽʚ ʧʨʦʩʪʠʭ ʥʘʨʦʜʥʠʭ ʤʘʩ. 
ʆʜʥʘʢ ʧʝʨʝʤʽʱʝʥʥʷ ʮʝʥʪʨʫ ʮʠʚʽʣʽʟʘʮʽʾ ʚ ʤʽʩʪʘ, ʬʦʨʤʫʚʘʥʥʷ 
ʥʦʚʦʾ ʩʚʽʪʦʛʣʷʜʥʦʾ ʽʜʝʦʣʦʛʽʾ ʨʦʙʠʪʴ ʩʝʣʘ ʽ ʩʝʣʷʥʩʪʚʦ ʥʦʩʽʷʤʠ 
ʚʩʴʦʛʦ ʚʽʜʞʠʣʦʛʦ, ʛʘʣʴʤʫʶʯʦʛʦ ʧʨʦʮʝʩ ʨʦʟʚʠʪʢʫ. ɿʚʽʜʩʠ ʽ 
ʧʘʨʦʜʽʡʥʦ-ʢʘʨʥʘʚʘʣʴʥʝ ʟʥʠʞʝʥʥʷ/ʚʠʢʨʠʪʪʷ ʦʙʨʘʟʫ ʩʝʣʷʥʠʥʘ 
ʚ ʜʞʝʩʪʘʭ. ɼʦ ʨʝʯʽ, ʩʝʣʷʥʠ, ʷʢ ʧʨʘʚʠʣʦ, ʫ ʮʠʭ ʦʧʦʚʽʜʢʘʭ 
ʟʘʚʞʜʠ ʨʦʜʦʤ ʽʟ ɽʩʩʝʢʩʘ, ʤʦʞʥʘ ʧʨʠʧʫʩʪʠʪʠ, ʱʦ ɽʩʩʝʢʩ ʫ ʪʽ 
ʯʘʩʠ ʙʫʚ ʥʘʟʚʦʶ ʫʟʘʛʘʣʴʥʶʶʯʦʶ ʽ ʘʩʦʮʽʶʚʘʚʩʷ ʟ 
ʧʦʩʝʣʝʥʥʷʤʠ, ʜʝ ʧʘʥʫʶʪʴ ʧʨʦʚʽʥʮʽʡʥʽ, ʤʘʡʞʝ ʘʨʭʘʾʯʥʽ ʫʩʪʦʾ.  

ɺʽʣʘʥ ʚʠʛʣʷʜʘʻ ʥʘ ʚʫʣʠʮʷʭ ʤʽʩʪʘ ʜʦʩʠʪʴ ʜʠʚʥʦ, ʱʦ ʽ 
ʧʨʠʚʝʨʪʘʻ ʫʚʘʛʫ ʣʶʙʠʪʝʣʽʚ ʧʦʙʣʘʟʥʶʚʘʪʠ. ʉʘʤʝ ʫ ʪʘʢʠʡ 
ʩʧʦʩʽʙ ʛʝʨʦʡ ʜʞʝʩʪʫ 5 ñʊʦʨʙʠʥʠ ʥʦʚʠʥò ʩʪʘʻ ʧʨʝʜʤʝʪʦʤ 
ʥʘʩʤʽʰʦʢ. ʇʨʠʾʭʘʚʰʠ ʜʦ ʃʦʥʜʦʥʘ, ʩʝʣʷʥʠʥ ʩʪʘʻ ʦʙôʻʢʪʦʤ 
ʛʣʫʟʫʚʘʥʥʷ ʣʦʥʜʦʥʩʴʢʠʭ ʟʽʚʘʢ, ʷʢʽ ʧʝʨʝʢʦʥʫʶʪʴ ʡʦʛʦ ʫ ʪʦʤʫ, 
ʱʦ ʮʚʷʭʘʤʠ ʥʘ ʧʽʜʙʦʨʘʭ ʯʝʨʝʚʠʢʽʚ ʚʽʥ ʧʦʰʢʨʷʙʘʻ ʣʦʥʜʦʥʩʴʢʽ 
ʚʫʣʠʮʽ ʽ ʙʫʜʝ ʧʦʢʘʨʘʥʠʡ ʤʝʨʦʤ ʤʽʩʪʘ. ɼʦʚʽʨʣʠʚʠʡ ʧʨʦʩʪʘʢ 
ʟʥʽʤʘʻ ʯʝʨʝʚʠʢʠ ʽ ʥʦʩʠʪʴ ʾʭ ʫ ʨʫʢʘʭ
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ʚ ʦʯʘʭ ʦʪʦʯʫʶʯʠʭ ʝʧʽʮʝʥʪʨʦʤ ʢʘʨʥʘʚʘʣʴʥʦʛʦ ʥʘʩʤʽʭʘʥʥʷ-
ʟʥʠʞʝʥʥʷ.  

ʂʫʜʠ ʛʣʠʙʰʦʶ ʧʦʩʪʘʻ ʩʦʮʽʘʣʴʥʘ ʜʠʩʪʘʥʮʽʷ ʪʘ 
ʥʝʧʨʠʤʠʨʝʥʥʽʩʪʴ ʤʽʞ ʩʝʣʷʥʘʤʠ ʪʘ ʛʦʨʦʜʷʥʘʤʠ ʚ ʜʞʝʩʪʽ 7 
ʟʛʘʜʘʥʦʾ ʟʙʽʨʢʠ. ʋ ʮʽʡ ʦʧʦʚʽʜʮʽ ʥʝ ʧʨʦʩʪʦ ʚʠʢʨʠʚʘʻʪʴʩʷ, ʘ 
ʩʘʨʢʘʩʪʠʯʥʦ ʟʤʘʣʴʦʚʫʻʪʴʩʷ ʞʠʪʪʻʚʘ ʪʫʧʽʩʪʴ ʩʝʣʷʥʩʪʚʘ. 
ɻʝʨʦʡ, ʚʧʝʨʰʝ ʧʦʙʘʯʠʚʰʠ ʢʦʨʘʙʣʽ, ʱʦ ʧʣʠʚʣʠ ʟ ʥʘʧʥʫʪʠʤʠ 
ʚʽʪʨʠʣʘʤʠ, ʧʨʘʛʥʝ ñʤʦʜʝʨʥʽʟʫʚʘʪʠò ʦʜʚʽʯʥʫ ʩʚʦʶ ʧʨʘʮʶ 
ʭʣʽʙʦʨʦʙʘ, ʧʨʠʣʘʰʪʫʚʘʚʰʠ ʧʣʫʛʦʚʽ ʧʘʨʫʩ ʽʟ ʧʨʦʩʪʠʨʘʜʣʘ
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The Odyssey Press, Inc., 1967. ï P.22. 
14 Ibid. ï P.23. 
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ʉʤʽʭʦʚʽ ʤʦʪʠʚʠ, ʫ ʷʢʠʭ ʟʘʜʽʷʥʽ ʽʥʦʟʝʤʮʽ (ʜʞʝʩʪʠ ʟʽ 
ʟʙʽʨʦʢ ñʉʪʦ ʚʝʩʝʣʠʭ ʽʩʪʦʨʽʡò 13, 30, 31, 48, 61, 81, ñʊʦʨʙʠʥʘ 
ʥʦʚʠʥò 13, 18, 14, 22), ʻ ʜʦʚʦʣʽ ʦʜʥʦʪʠʧʥʠʤʠ, ʘ ʢʦʤʽʟʤ 
ʚʠʙʫʜʦʚʫʻʪʴʩʷ, ʷʢ ʧʨʘʚʠʣʦ, ʟʘʚʜʷʢʠ ʚʝʨʙʘʣʴʥʦʤʫ ʧʫʘʥʪʫ.  

ʊʘʢʠʤ ʯʠʥʦʤ, ʩʤʽʭʦʚʘ ʩʪʠʭʽʷ, ʧʨʦʚʽʜʥʠʤ ʢʦʥʩʪʠʪʫ-
ʝʥʪʦʤ ʷʢʦʾ ʫ ʬʘʙʣʽʦ, ʰʚʘʥʢʘʭ ʽ ʜʞʝʩʪʘʭ ʻ ʩʤʽʭʦʚʽ ʤʦʪʠʚʠ, ʫ 
ʮʽʣʦʤʫ ʦʨʽʻʥʪʦʚʘʥʘ ʥʘ ʬʦʨʤʫʚʘʥʥʷ ʪʠʭ ʝʪʠʢʦ-ʧʩʠʭʦʣʦʛʽʯʥʠʭ 
ʥʦʨʤ ʽ ʫʷʚʣʝʥʴ, ʷʢʠʭ ʧʦʪʨʝʙʫʻ ʥʦʚʘ ʩʦʮʽʦʢʫʣʴʪʫʨʥʘ ʬʦʨʤʘʮʽʷ 
(ʢʘʧʽʪʘʣʽʟʤ, ʱʦ ʟʘʨʦʜʞʫʻʪʴʩʷ ʽ ʨʦʙʠʪʴ ʧʝʨʰʽ ʢʨʦʢʠ). 
ɼʝʩʘʢʨʘʣʽʟʫʶʯʠ ʚʠʩʦʢʽ ʢʦʥʮʝʧʪʠ (ʟʦʢʨʝʤʘ ʩʚʷʪʽʩʪʴ, 
ʧʨʘʚʝʜʥʽʩʪʴ, ʤʦʨʘʣʴʥʫ ʚʠʱʽʩʪʴ ʢʣʽʨʫ), ʢʦʤʽʯʥʽ ʬʦʨʤʠ 
ñʥʠʟʦʚʦʾò ʣʽʪʝʨʘʪʫʨʠ ʨʦʟʭʠʪʫʶʪʴ ʫʩʪʘʣʝʥʽ ʫʷʚʣʝʥʥʷ ʩʦʮʽʫʤʫ 
ʧʨʦ ʟʘʛʘʣʴʥʫ ʧʘʨʘʜʠʛʤʫ ʤʦʨʘʣʴʥʦ-ʝʪʠʯʥʦʾ ʽʻʨʘʨʭʽʾ. ɿʛʽʜʥʦ ʟ 
ʩʝʨʝʜʥʴʦʚʽʯʥʠʤʠ ʩʪʝʨʝʦʪʠʧʘʤʠ, ʥʘ ʟʘʧʨʦʚʘʜʞʝʥʥʷ ʷʢʠʭ, 
ʙʝʟʧʝʨʝʯʥʦ, ʩʧʨʘʮʴʦʚʫʚʘʣʘ ʮʝʨʢʦʚʥʘ ʣʽʪʝʨʘʪʫʨʘ, ʧʨʝʜʩʪʘʚ-
ʥʠʢʠ ʢʣʽʨʫ ʟʘʚʞʜʠ ʩʧʨʠʡʤʘʣʠʩʷ ʷʢ ʦʩʦʙʠ ʚʠʱʽ ʟʘ ʧʝʨʝʩʽʯʥʠʭ 
ʧʨʠʭʦʞʘʥ ʚ ʘʩʧʝʢʪʽ ʨʝʣʽʛʽʡʥʦʩʪʽ, ʤʦʨʘʣʴʥʦʩʪʽ ʪʘ ʝʪʠʢʠ. 
ɿʛʽʜʥʦ ʟ ʣʦʛʽʢʦʶ, ʱʦ ʬʦʨʤʫʚʘʣʘʩʷ ʫ ʩʤʽʭʦʚʽʡ ʩʪʠʭʽʾ ʬʘʙʣʽʦ, 
ʰʚʘʥʢʽʚ ʽ ʜʞʝʩʪʽʚ, ʩʝʨʝʜʥʴʦʚʽʯʥʘ ʽʻʨʘʨʭʽʯʥʘ ʚʝʨʪʠʢʘʣʴ ʷʢʱʦ 
ʥʝ ʨʫʡʥʫʚʘʣʘʩʷ, ʪʦ ʧʨʠʥʘʡʤʥʽ ʩʪʘʚʠʣʘʩʷ ʧʽʜ ʩʫʤʥʽʚ.  
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Лілова Олена 
(Запоріжжя) 

 

Відлуння народно-святкового сміху  
в інтерлюдії Дж.Гейвуда „Чотири П” 

 
 

ɼʦʩʣʽʜʞʝʥʥʷ ʟ ʽʩʪʦʨʽʾ ʘʥʛʣʽʡʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ ʜʦʙʠ 
ɺʽʜʨʦʜʞʝʥʥʷ ʤʽʩʪʷʪʴ ʯʠʤʘʣʦ ʟʘʧʠʪʘʥʴ, ʚʽʜʧʦʚʽʜʽ ʥʘ ʷʢʽ ʪʘʢ ʽ 
ʥʝ ʙʫʣʦ ʟʥʘʡʜʝʥʦ ʧʨʦʪʷʛʦʤ ʩʪʦʣʽʪʴ. ɺʦʜʥʦʯʘʩ, ʻ ʡ ʪʘʢʽ ñʙʽʣʽ 
ʧʣ̫ʤʠò, ʢʦʪʨʽ ʜʦʩʽ ʱʝ ʥʝ ʧʦʪʨʘʧʣʷʣʠ ʚ ʧʦʣʝ ʫʚʘʛʠ 
ʚʽʪʯʠʟʥʷʥʠʭ ʨʝʥʝʩʘʥʩʦʟʥʘʚʮʽʚ, ʥʝʟʚʘʞʘʶʯʠ ʥʘ ʪʝ, ʱʦ 
ʧʦʪʨʝʙʘ ʫ ʾʭʥʴʦʤʫ ʨʦʟʛʣʷʜʽ ʡ ʦʩʤʠʩʣʝʥʥʽ ʜʘʚʥʦ ʚʞʝ ʥʘʟʨʽʣʘ. 
ʊʘʢ, ʧʨʠʤʽʨʦʤ, ʧʦʧʨʠ ʚʝʣʠʯʝʟʥʠʡ ʽʥʪʝʨʝʩ ʜʦ ʜʨʘʤʘʪʫʨʛʽʾ 
ʛʝʥʽʘʣʴʥʦʛʦ ʐʝʢʩʧʽʨʘ ʪʘ ʡʦʛʦ ʚʠʜʘʪʥʠʭ ʩʫʯʘʩʥʠʢʽʚ, ʯʠʤʘʣʦ 
ʧʠʪʘʥʴ, ʱʦ ʙʝʟʧʦʩʝʨʝʜʥʴʦ ʩʪʦʩʫʶʪʴʩʷ ʭʫʜʦʞʥʴʦʛʦ ʬʝʥʦʤʝʥʫ 
ʘʥʛʣʽʡʩʴʢʦʾ ʨʝʥʝʩʘʥʩʥʦʾ ʜʨʘʤʠ, ʾʾ ʛʝʥʝʟʠʩʫ ʡ ʞʘʥʨʦʚʦʾ 
ʩʠʩʪʝʤʠ, ʚʩʝ ʱʝ ʟʘʣʠʰʘʶʪʴʩʷ ʤʘʣʦʚʠʚʯʝʥʠʤʠ, ʭʦʯʘ ʜʝʷʢʽ 
ʧʦʚôʷʟʘʥʽ ʟ ʮʠʤ ʘʩʧʝʢʪʠ ʻ ʥʘʜʟʚʠʯʘʡʥʦ ʮʽʢʘʚʠʤʠ ʷʢ ʚ 
ʽʩʪʦʨʠʢʦ-ʣʽʪʝʨʘʪʫʨʥʦʤʫ, ʪʘʢ ʽ ʚ ʤʠʩʪʝʮʪʚʦʟʥʘʚʯʦʤʫ ʧʣʘʥʘʭ. 
ɿʦʢʨʝʤʘ, ʥʘ ʧʦʛʣʠʙʣʝʥʠʡ ʽ ʢʦʤʧʣʝʢʩʥʠʡ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʯʠʡ 
ʘʥʘʣʽʟ, ʙʝʟʧʝʨʝʯʥʦ, ʟʘʩʣʫʛʦʚʫʶʪʴ ʧʠʪʘʥʥʷ ʥʘʮʽʣʝʥʽ ʥʘ 
ʚʠʚʯʝʥʥʷ ʧʨʦʮʝʩʫ ʩʪʘʥʦʚʣʝʥʥʷ ʘʥʛʣʽʡʩʴʢʦʾ ʜʨʘʤʠ ɺʽʜʨʦʜ-
ʞʝʥʥʷ, ʾʾ ʞʘʥʨʦʚʠʭ ʜʝʪʝʨʤʽʥʘʥʪ, ʩʪʠʣʴʦʚʦʾ ʧʦʣʽʬʦʥʽʾ ʪʘ ʽʥ.  

ʆʙôʻʢʪʦʤ ʫʚʘʛʠ ʚ ʮʽʡ ʩʪʘʪʪʽ ʧʦʩʪʘʻ ʭʫʜʦʞʥʷ 
ʩʚʦʻʨʽʜʥʽʩʪʴ ʧôʻʩʠ Ăʏʦʪʠʨʠ ʇò (ñThe Four PPò), ʷʢʘ ʥʘʣʝʞʠʪʴ 
ʧʝʨʫ ʧʨʠʜʚʦʨʥʦʛʦ ʩʧʽʚʘʢʘ ʡ ʤʫʟʠʢʘʥʪʘ ɼʞʦʥʘ ɻʝʡʚʫʜʘ ʪʘ 
ʚʚʘʞʘʻʪʴʩʷ ʯʠ ʥʝ ʥʘʡʨʝʧʨʝʟʝʥʪʘʪʠʚʥʽʰʠʤ ʟʨʘʟʢʦʤ ʞʘʥʨʫ 
ʽʥʪʝʨʣʶʜʽʾ ʚ ʘʥʛʣʽʡʩʴʢʽʡ ʨʝʥʝʩʘʥʩʥʽʡ ʜʨʘʤʘʪʫʨʛʽʾ

1
. ɿʘʭʽʜʥʽ 

ʜʦʩʣʽʜʥʠʢʠ ʪʚʦʨʯʦʩʪʽ ɼʞʦʥʘ ɻʝʡʚʫʜʘ ʟʘʟʚʠʯʘʡ ʥʘʛʦʣʦʰʫʶʪʴ 
ʥʘ ʪʦʤʫ, ʱʦ ʜʨʘʤʘʪʠʯʥʽ ʪʚʦʨʠ ʮʴʦʛʦ ʘʚʪʦʨʘ ʟʙʝʨʽʛʘʶʪʴ 

                                                           
1  Medieval and Tudor Drama / Ed. with Introductions and modernizations by John 

Gassner. ï NY. The Brome: Abraham and Isaac and everymen, 1963. ï ʉ.231. 
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ʪʽʩʥʠʡ ʟʚôʷʟʦʢ ʽʟ ʣʽʪʝʨʘʪʫʨʥʦʶ ʪʨʘʜʠʮʽʻʶ ʚʠʩʦʢʦʛʦ 
ʉʝʨʝʜʥʴʦʚʽʯʯʷ ʽ ɺʽʜʨʦʜʞʝʥʥʷ

2
. ʈʘʟʦʤ ʽʟ ʪʠʤ, ʫ ʭʦʜʽ ʘʥʘʣʽʟʫ 

ʧôʻʩʠ ɻʝʡʚʫʜʘ ʚʽʜʯʫʚʘʻʪʴʩʷ ʪʘʢʦʞ ʽ ʾʾ ʦʯʝʚʠʜʥʘ ʧʦʚôʷʟʘʥʽʩʪʴ 
ʟʽ ʩʪʠʭʽʻʶ ʥʘʨʦʜʥʦʾ ʩʤʽʭʦʚʦʾ ʢʫʣʴʪʫʨʠ. ɼʫʤʘʻʪʴʩʷ, ʱʦ 
ʨʦʟʛʣʷʜ ʮʴʦʛʦ ʪʚʦʨʫ ʩʘʤʝ ʚ ʪʘʢʦʤʫ ʢʦʥʪʝʢʩʪʽ, ʜʦʟʚʦʣʠʪʴ 
ʫʪʦʯʥʠʪʠ ʥʘʰʽ ʫʷʚʣʝʥʥʷ ʧʨʦ ʭʫʜʦʞʥʶ ʧʨʠʨʦʜʫ ʪʚʦʨʫ ʪʘ 
ʽʣʶʩʪʨʘʪʠʚʥʦ ʧʽʜʪʚʝʨʜʠʪʠ ʪʝʟʫ ʧʨʦ Ăʥʘʨʦʜʥʠʡ ʭʘʨʘʢʪʝʨò 
ʘʥʛʣʽʡʩʴʢʦʾ ʜʨʘʤʠ ʜʦʙʠ ɺʽʜʨʦʜʞʝʥʥʷ. ɿôʷʩʫʚʘʥʥʶ ʩʧʝʮʠʬʽʢʠ 
ʚʠʢʦʨʠʩʪʘʥʥʷ ʝʣʝʤʝʥʪʽʚ ʪʨʘʜʠʮʽʾ ʥʘʨʦʜʥʦʾ ʩʤʽʭʦʚʦʾ ʢʫʣʴʪʫʨʠ 
ʚ ʽʥʪʝʨʣʶʜʽʾ Ăʏʦʪʠʨʠ ʇò ʽ ʧʨʠʩʚʷʯʝʥʝ ʮʝ ʜʦʩʣʽʜʞʝʥʥʷ. 

ɼʝʷʢʽ ʥʘʫʢʦʚʮʽ, ʟʦʢʨʝʤʘ ʩʫʯʘʩʥʠʡ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʝʮʴ 
ɻ.ɺʦʣʢʝʨ, ʥʘʟʠʚʘʶʪʴ ʽʥʪʝʨʣʶʜʽʶ ʦʜʥʠʤ ʽʟ ʧʽʜʚʠʜʽʚ ʯʠ ʧʽʜ-
ʞʘʥʨʽʚ (sub-genre) ʤʦʨʘʣʽʪʝ

3
, ʚʦʜʥʦʯʘʩ ʘʢʮʝʥʪʫʶʯʠ ʫʚʘʛʫ ʥʘ 

ʚʽʜʤʽʥʥʦʩʪʷʭ ʤʽʞ ʮʠʤʠ ʜʚʦʤʘ ʨʽʟʥʦʚʠʜʘʤʠ ʜʨʘʤʠ. ʆʜʥʘ ʟ 
ʢʣʶʯʦʚʠʭ ʧʦʝʪʦʣʦʛʽʯʥʠʭ ʭʘʨʘʢʪʝʨʠʩʪʠʢ, ʱʦ ʚʽʜʨʽʟʥʷʻ 
ʽʥʪʝʨʣʶʜʽʶ ʚʽʜ ʤʦʨʘʣʽʪʝ, ʟʥʘʭʦʜʠʪʴʩʷ ʫ ʧʣʦʱʠʥʽ 
ʧʨʦʙʣʝʤʥʦ-ʪʝʤʘʪʠʯʥʦʾ ʩʧʨʷʤʦʚʘʥʦʩʪʽ ʪʚʦʨʫ. ʅʘ ʚʽʜʤʽʥʫ ʚʽʜ 
ʤʦʨʘʣʽʪʝ, ʷʢʝ, ʛʦʣʦʚʥʠʤ ʯʠʥʦʤ, ʦʧʽʢʫʻʪʴʩʷ ʧʨʦʙʣʝʤʦʶ 
ʙʣʘʛʦʧʦʣʫʯʯʷ ʣʶʜʩʴʢʦʾ ʜʫʰʽ, ʦʙôʻʢʪʦʤ ʫʚʘʛʠ ʚ ʽʥʪʝʨʣʶʜʽʾ 
ʧʦʩʪʘʶʪʴ ʨʽʟʥʦʤʘʥʽʪʥʽ ʘʩʧʝʢʪʠ ʤʠʨʩʴʢʦʛʦ ʞʠʪʪʷ. ɸʚʪʦʨʠ 
ʽʥʪʝʨʣʶʜʽʡ ʯʘʩʪʦ ʚʠʷʚʣʷʶʪʴ ʥʝʘʙʠʷʢʠʡ ʽʥʪʝʨʝʩ ʜʦ 
ʘʢʪʫʘʣʴʥʠʭ ʩʫʩʧʽʣʴʥʦ-ʧʦʣʽʪʠʯʥʠʭ ʧʨʦʙʣʝʤ

4
. ʇʦʜʽʙʥʫ 

ʭʘʨʘʢʪʝʨʠʩʪʠʢʫ ʜʘʻ ʽʥʪʝʨʣʶʜʽʾ ʡ ʚʽʜʦʤʠʡ ʨʦʩʽʡʩʴʢʠʡ 
ʨʝʥʝʩʘʥʩʦʟʥʘʚʝʮʴ ɹ.ʇʫʨʽʰʝʚ, ʢʦʪʨʠʡ ʥʘʟʠʚʘʻ ʾʾ Ăʥʘʡʙʽʣʴʰ 
ʤʠʨʩʴʢʠʤ ʽ ʚʝʩʝʣʠʤ ʞʘʥʨʦʤ ʩʝʨʝʜʥʴʦʚʽʯʥʦʛʦ ʪʝʘʪʨʫò

5
. 

ɺʠʟʥʘʯʘʶʯʠ ʽʥʪʝʨʣʶʜʽʶ ʷʢ Ăʨʽʟʥʦʚʠʜ ʜʠʩʢʫʨʩʠʚʥʦʾ 
ʢʦʤʝʜʽʾò, ɼʞ.ɻʘʩʩʥʝʨ ʚʢʘʟʫʻ ʥʘ ʙʣʠʟʴʢʽʩʪʴ ʮʴʦʛʦ ʞʘʥʨʫ ʜʦ 
ʬʘʨʩʫ ʯʠ ʩʝʨʝʜʥʴʦʚʽʯʥʦʛʦ débat

6
. ʈ.ʌʨʝʡʟʝʨ ʪʘʢʦʞ ʚʽʜʥʦʩʠʪʴ 

                                                           
2  ɼʠʚ.: Drama of the English Renaissance. I ï The Tudor period / Ed. by R.A. Fraser 

and N.Rabkin. ï NY: Macmillan publishing Co., Inc., 1976. ï ʈ.21; Medieval 
Drama: An Anthology / Ed. by G.Walker. ï Oxford: Blackwell Publishers, 2000. ï
ʈ.434. 

3  Medieval Drama: An Anthology é ï ʈ.301. 
4  Ibid/ 
5 Пуришев Б.И. ʃʠʪʝʨʘʪʫʨʘ ʵʧʦʭʠ ɺʦʟʨʦʞʜʝʥʠʷ. ʂʫʨʩ ʣʝʢʮʠʡ. ï ʄ.: ɺʳʩʰʘʷ 
ʰʢʦʣʘ, 1996. ï ʉ.295. 

6  Medieval and Tudor Drama é  ï ʈ.231 
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ʽʥʪʝʨʣʶʜʽʶ ʜʦ ʪʚʦʨʽʚ ʢʦʤʽʯʥʦʛʦ ʩʧʨʷʤʫʚʘʥʥʷ ʪʘ ʚʠʟʥʘʯʘʻ ʾʾ 
ʷʢ ñʽʥʩʮʝʥʽʟʦʚʘʥʝ ʩʧʝʨʝʯʘʥʥʷ ʜʚʦʭ ʘʙʦ ʢʽʣʴʢʦʭ ʧʨʦʪʘʛʦʥʽʩʪʽʚ, 
ʷʢʝ ʭʘʨʘʢʪʝʨʠʟʫʻʪʴʩʷ ʨʘʜʰʝ ʙʘʛʘʪʦʩʣʽʚʥʽʩʪʶ, ʥʽʞ ʧʦʜʽʻʚʦʶ 
ʜʠʥʘʤʽʢʦʶò

7
. ʅʘ ʡʦʛʦ ʜʫʤʢʫ, ʮʝʡ ʨʽʟʥʦʚʠʜ ʜʨʘʤʠ ʛʝʥʝʪʠʯʥʦ 

ʧʦʚôʷʟʘʥʠʡ ʟ ʬʘʨʩʦʤ, ʚʽʜ ʷʢʦʛʦ ʚʽʥ ʫʩʧʘʜʢʫʚʘʚ ʥʘʩʪʘʥʦʚʠ ʥʘ 
ʨʦʟʚʘʞʘʣʴʥʽʩʪʴ ʪʘ ʜʠʜʘʢʪʠʟʤ ʦʜʥʦʯʘʩʥʦ

8
.  

ʅʝʦʙʭʽʜʥʦ ʟʘʟʥʘʯʠʪʠ, ʱʦ ʽʥʪʝʨʣʶʜʽʷ, ʷʢʘ ʟôʷʚʠʣʘʩʷ ʚ 
ɸʥʛʣʽʾ ʫ ʧʝʨʰʽ ʜʝʩʷʪʠʣʽʪʪʷ XVI ʩʪ. ʽ ʟʜʦʙʫʣʘ ʧʦʧʫʣʷʨʥʽʩʪʴ 
ʧʨʠ ʜʚʦʨʽ ɻʝʥʨʽʭʘ VIɯɯ, ʥʝ ʧʨʠʞʠʣʘʩʷ ʥʘ ʧʫʙʣʽʯʥʽʡ ʩʮʝʥʽ, 
ʧʝʨʝʪʚʦʨʠʚʰʠʩʴ ʟʜʝʙʽʣʴʰʦʛʦ ʥʘ ʬʦʨʤʫ ʧʨʠʚʘʪʥʦʾ ʨʦʟʚʘʛʠ ʫ 
ʟʘʤʦʞʥʠʭ ʜʦʤʽʚʢʘʭ

9
. ʆʜʥʠʤ ʽʟ ʧʝʨʰʠʭ ʟʨʘʟʢʽʚ ʽʥʪʝʨʣʶʜʽʾ ʥʘ 

ʘʥʛʣʽʡʩʴʢʽʡ ʩʮʝʥʽ ʚʚʘʞʘʻʪʴʩʷ ʪʚʽʨ ɻʝʥʨʽ ʄʝʜʚʝʣʣʘ ñFulgens 
and Lucreceò (ʙʣ.1497), ʫ ʷʢʦʤʫ ʩʫʧʝʨʥʠʢʠ ʚʠʙʦʨʶʶʪʴ ʨʫʢʫ 
ʜʦʥʴʢʠ ʩʝʥʘʪʦʨʘ. ʇʦʧʫʣʷʨʥʠʤʠ ʘʚʪʦʨʘʤʠ ʽʥʪʝʨʣʶʜʽʡ ʫ 
ɸʥʛʣʽʾ ʫ ʧʝʨʰʽʡ ʧʦʣʦʚʠʥʽ XVI ʩʪ. ʙʫʣʠ ʪʘʢʦʞ ɼʞʦʥ 
ʉʢʝʣʪʦʥ (ñMagnyfycenceò), ɼʞʦʥ ʈʘʩʪʝʣʣ (ñFour Elementsò), 
ɼʞʦʥ ɹʝʡʣ (ñJohan Baptystes Preachyngeò, ñThe Three 
Lawsò), ʩʝʨ ɼʝʚʽʜ ʃʽʥʜʩʝʡ (ñAne Satyre of the Thrie 
Estaitisò). ʆʜʥʘʢ ʥʝʧʝʨʝʚʝʨʰʝʥʠʤ ʤʘʡʩʪʨʦʤ ʘʥʛʣʽʡʩʴʢʦʾ 
ʽʥʪʝʨʣʶʜʽʾ ʧʦ ʧʨʘʚʫ ʚʚʘʞʘʻʪʴʩʷ ɼʞʦʥ ɻʝʡʚʫʜ. 

ʋ ʪʠʭ ʩʢʫʧʠʭ ʙʽʦʛʨʘʬʽʯʥʠʭ ʚʽʜʦʤʦʩʪʷʭ ʧʨʦ ɼʞʦʥʘ 
ɻʝʡʚʫʜʘ, ʱʦ ʧʦʜʘʶʪʴʩʷ ʫ ʚʩʪʫʧʥʠʭ ʩʪʘʪʪʷʭ ʜʦ ʡʦʛʦ ʪʚʦʨʽʚ, 
ʧʽʜʨʫʯʥʠʢʘʭ ʪʘ ʜʦʚʽʜʥʠʢʘʭ ʟ ʽʩʪʦʨʽʾ ʘʥʛʣʽʡʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ, 
ʤʠ ʥʝ ʟʥʘʡʜʝʤʦ ʪʦʯʥʠʭ ʜʘʪ ʡʦʛʦ ʥʘʨʦʜʞʝʥʥʷ ʽ ʩʤʝʨʪʽ. 
ɺʩʪʘʥʦʚʣʝʥʦ ʣʠʰʝ, ʱʦ ʥʘʨʦʜʠʚʩʷ ʚʽʥ ʥʘʧʨʠʢʽʥʮʽ XV ʩʪ., 
ʡʤʦʚʽʨʥʦ 1497-ʛʦ ʨʦʢʫ, ʚ ʂʦʚʝʥʪʨʽ, ʘ ʧʦʤʝʨ, ʚʽʨʦʛʽʜʥʦ, 
1580-ʛʦ (ʟʘ ʽʥʰʠʤʠ ʚʽʜʦʤʦʩʪʷʤʠ, 1578-ʛʦ

10
) ʫ ʌʨʘʥʮʽʾ. 

ʇʦʢʠʥʫʪʠ ɸʥʛʣʽʶ ʪʘ ʧʝʨʝʙʨʘʪʠʩʷ ʥʘ ʢʦʥʪʠʥʝʥʪ ɻʝʡʚʫʜ ʙʫʚ 
ʟʤʫʰʝʥʠʡ ʧʽʩʣʷ ʪʦʛʦ, ʷʢ ʥʘ ʢʦʨʦʣʽʚʩʴʢʠʡ ʧʨʝʩʪʦʣ ʟʽʡʰʣʘ 
ɭʣʠʟʘʚʝʪʘ ɯ ʊʶʜʦʨ ʽ ʚ ʢʨʘʾʥʽ ʧʦʥʦʚʠʣʠʩʷ ʧʝʨʝʩʣʽʜʫʚʘʥʥʷ 
ʧʨʦʪʠʚʥʠʢʽʚ ʮʝʨʢʦʚʥʦʾ ʨʝʬʦʨʤʠ. ɼʦʩʪʝʤʝʥʥʦ ʚʽʜʦʤʦ, ʱʦ, 
ʟʘʣʠʰʘʶʯʠʩʴ ʨʝʚʥʠʤ ʢʘʪʦʣʠʢʦʤ ʜʦ ʢʽʥʮʷ ʞʠʪʪʷ, ʚʽʥ ʥʝ 

                                                           
7 Drama of the English Renaissance. I é ï ʈ.21. 
8 Ibid. 
9 ɼʠʚ., ʟʦʢʨʝʤʘ: Medieval and Tudor Drama é ï ʈ.231. 
10 Medieval Drama: An Anthologyé ï ʈ.433. 
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ʩʧʨʠʡʤʘʚ ʽʥʽʮʽʡʦʚʘʥʦʛʦ ɻʝʥʨʽʭʦʤ VIII ʨʝʬʦʨʤʫʚʘʥʥʷ 
ʘʥʛʣʽʡʩʴʢʦʾ ʮʝʨʢʚʠ.  

ɼʞ.ɻʝʡʚʫʜ ʙʫʚ ʦʩʚʽʯʝʥʦʶ ʣʶʜʠʥʦʶ, ʧʦʧʫʣʷʨʠʟʫʚʘʚ ʫ 
ʩʚʦʾʭ ʪʚʦʨʘʭ ʛʫʤʘʥʽʩʪʠʯʥʝ ʚʯʝʥʥʷ ʪʘ ʧʽʜʪʨʠʤʫʚʘʚ 
ʪʦʚʘʨʠʩʴʢʽ ʩʪʦʩʫʥʢʠ ʟ ʙʘʛʘʪʴʤʘ ʚʽʜʦʤʠʤʠ ʚ ʪʽ ʯʘʩʠ ʜʽʷʯʘʤʠ 
ʢʫʣʴʪʫʨʠ, ʘ ʟ ʊʦʤʘʩʦʤ ʄʦʨʦʤ ʚʽʥ ʥʘʚʽʪʴ ʧʦʨʦʜʠʯʘʚʩʷ, 
ʚʟʷʚʰʠ ʰʣʶʙ ʽʟ ʧʣʝʤʽʥʥʠʮʝʶ ʚʠʜʘʪʥʦʛʦ ʛʫʤʘʥʽʩʪʘ ɽʣʽʟʘʙʝʪ 
ʈʘʩʪʝʣʣ

11
. ɼʦ ʨʝʯʽ, ʡʦʛʦ ʩʠʥ ɼʞʘʩʧʝʨ ʫʚʽʡʰʦʚ ʚ ʽʩʪʦʨʽʶ 

ʘʥʛʣʽʡʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ ʷʢ ʧʝʨʝʢʣʘʜʘʯ ʜʨʘʤʘʪʠʯʥʠʭ ʪʚʦʨʽʚ 
ʉʝʥʝʢʠ ʘʥʛʣʽʡʩʴʢʦʶ ʤʦʚʦʶ (ʙʫʚ ʦʜʥʠʤ ʽʟ ʫʯʘʩʥʠʢʽʚ ʮʴʦʛʦ 
ʚʝʣʠʢʦʛʦ ʧʝʨʝʢʣʘʜʘʮʴʢʦʛʦ ʧʨʦʝʢʪʫ), ʘ ʡʦʛʦ ʜʦʯʢʘ ɽʣʽʟʘʙʝʪ ï 
ʷʢ ʤʘʪʠ ʚʠʜʘʪʥʦʛʦ ʧʦʝʪʘ-ʤʝʪʘʬʽʟʠʢʘ ɼʞʦʥʘ ɼʦʥʥʘ

12
. 

ɿʘʤʦʣʦʜʫ ʧʦʪʨʘʧʠʚʰʠ ʜʦ ʜʚʦʨʫ ɻʝʥʨʽʭʘ VIII, 
ɼʞ.ɻʝʡʚʫʜ ʚʠʢʦʥʫʚʘʚ ʪʘʤ ʯʠʤʘʣʦ ʜʦʨʫʯʝʥʴ, ʟʦʢʨʝʤʘ, 
ʦʨʛʘʥʽʟʦʚʫʚʘʚ ʨʦʟʚʘʛʠ, ʢʝʨʫʚʘʚ ʭʦʨʦʤ, ʚʯʠʚ ʧʨʠʥʮʝʩ ʛʨʽ ʥʘ 
ʤʫʟʠʯʥʠʭ ʽʥʩʪʨʫʤʝʥʪʘʭ ʪʦʱʦ

13
. ʆʢʨʽʤ ʮʴʦʛʦ ʚʽʥ ʥʘʧʠʩʘʚ 

ʢʽʣʴʢʘ ʣʽʪʝʨʘʪʫʨʥʠʭ ʪʚʦʨʽʚ. ʊʘʢ, ʫ 1533-34 ʨʦʢʘʭ ʚʠʡʰʣʠ 
ʜʨʫʢʦʤ: ñɿʘʙʘʚʥʝ ʜʽʡʩʪʚʦ ʧʨʦ ʯʦʣʦʚʽʢʘ ɼʞʦʘʥʘ ɼʞʦʘʥʘ, 
ʞʽʥʢʫ ʡʦʛʦ ʊʽʙ ʪʘ ʩʚʷʱʝʥʠʢʘ ʩʝʨʘ ɼʞʘʥʘò (ñJohʘn Johʘn the 
husband, Tyb his wife and Syr Jhan the preestò) ï ʩʘʪʠʨʠʯʥʘ 
ʨʦʟʧʦʚʽʜʴ ʧʨʦ ʧʽʜʢʘʙʣʫʯʥʠʢʘ-ʯʦʣʦʚʽʢʘ, ʡʦʛʦ ʞʽʥʢʫ ʽ 
ʭʪʠʚʦʛʦ ʩʚʷʱʝʥʠʢʘ (ʚʽʨʦʛʽʜʥʦ, ʧʝʨʝʢʣʘʜ ʬʨʘʥʮʫʟʴʢʦʛʦ 
ʬʘʙʣʽʦ

14
); ñʇʨʦʜʘʚʝʮʴ ʽʥʜʫʣʴʛʝʥʮʽʡ ʽ ʤʦʥʘʭò (ñThe Pardoner 

and the Frereò) ï ʩʘʪʠʨʘ, ʩʧʨʷʤʦʚʘʥʘ ʧʨʦʪʠ ʨʝʣʽʛʽʡʥʠʭ 
ʩʫʧʝʨʝʯʦʢ; ñʇôʻʩʘ ʧʨʦ ʂʦʭʘʥʥʷò (ñThe Play of Loveò), ʘ 
ʪʘʢʦʞ ñʇôʻʩʘ ʧʨʦ ʇʦʛʦʜʫò (ñThe Play of the Weatherò). ɺ 
ʦʩʪʘʥʥʴʦʤʫ ʪʚʦʨʽ ʧʨʠʚʦʜʦʤ ʜʣʷ ʜʠʩʢʫʩʽʾ ʩʣʫʛʫʻ ʧʠʪʘʥʥʷ 
ʧʨʦ ʪʝ, ʷʢʘ ʧʦʛʦʜʘ ʻ ʢʨʘʱʦʶ. ʇʝʨʫ ɻʝʡʚʫʜʘ ʥʘʣʝʞʘʪʴ ʪʘʢʦʞ 
ʜʽʘʣʦʛ ñʈʦʟʫʤʥʠʡ ʽ ʜʫʨʥʠʡò (ñWitty and Witlessò) ʪʘ 
ʩʘʪʠʨʠʯʥʘ ʧʦʝʤʘ ñʇʘʚʫʢ ʽ ʤʫʭʘò (ñThe Spider and the Flieò). 

                                                           
11 The Oxford Companion to English Literature/ Ed. by M.Drabble. ï Oxford: 

Oxford University Press, 1985. ï ʈ.459. 
12  Medieval and Tudor Drama é ï ʈ.231. 
13 ɼʠʚ.: The Oxford Companion to English Literature é. ï ʈ.459; Buxton J. 

Elizabethan Taste. ï New York: St.Martinôs Press, 1965. ï ʈ.212. 
14  Medieval Drama: An Anthology é ï ʈ.434. 
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ʅʘʧʨʠʢʽʥʮʽ ʩʚʦʻʾ ʣʽʪʝʨʘʪʫʨʥʦʾ ʜʽʷʣʴʥʦʩʪʽ ɻʝʡʚʫʜ ʚʠʩʪʫʧʠʚ 
ʷʢ ʫʢʣʘʜʘʯ ʟʙʽʨʢʠ ʧʨʠʩʣʽʚôʾʚ ʪʘ ʝʧʽʛʨʘʤ.  

ɯʥʪʝʨʣʶʜʽʷ Ăʏʦʪʠʨʠ ʇò (ĂThe Four PPò) ʚʧʝʨʰʝ ʙʫʣʘ 
ʥʘʜʨʫʢʦʚʘʥʘ ʧʨʠʙʣʠʟʥʦ ʚ 1544-45 ʨʨ. ʫ ʚʠʜʘʚʥʠʮʪʚʽ 
ɺʽʣʴʷʤʘ ʄʽʜʜʣʪʦʥʘ. ʑʦʧʨʘʚʜʘ, ʜʝʷʢʽ ʜʦʩʣʽʜʥʠʢʠ ʯʘʩ ʧʦʷʚʠ 
ʾʾ ʧʝʨʰʦʛʦ ʚʠʜʘʥʥʷ (ʷʢʝ ʥʝ ʟʙʝʨʝʛʣʦʩʷ) ʚʽʜʥʦʩʷʪʴ ʜʦ 1533-
34 ʨʦʢʽʚ

15
. ʅʘʩʪʫʧʥʽ ʚʠʜʘʥʥʷ, ʱʦ ʚʠʡʰʣʠ ʟʘ ʯʘʩʽʚ ʞʠʪʪʷ 

ʘʚʪʦʨʘ, ʜʘʪʫʶʪʴʩʷ 1555-ʤ (ʚʠʜʘʚʝʮʴ ï ɺʽʣʴʷʤ ʂʦʫʧʣʝʥʜ) ʪʘ 
1569-ʤ (ʚʠʜʘʚʝʮʴ ï ɼʞʦʥ ʆʣʣʜ) ʨʦʢʘʤʠ

16
. ʑʦʜʦ ʯʘʩʫ 

ʥʘʧʠʩʘʥʥʷ ʩʘʤʦʛʦ ʪʚʦʨʫ, ʪʦ ʜʦʩʪʦʚʽʨʥʦ ʟôʷʩʫʚʘʪʠ ʮʝ 
ʧʠʪʘʥʥʷ ʩʴʦʛʦʜʥʽ, ʦʯʝʚʠʜʥʦ, ʚʞʝ ʥʝʤʦʞʣʠʚʦ. ɿʛʽʜʥʦ ʟ 
ʧʨʠʧʫʱʝʥʥʷʤ ʈ.ʌʨʝʡʟʝʨʘ, ʧʨʠʤʽʨʦʤ, ʽʥʪʝʨʤʝʜʽʷ ʤʦʛʣʘ ʙʫʪʠ 
ʥʘʧʠʩʘʥʘ ʱʝ ʥʘ ʧʦʯʘʪʢʫ 20-ʭ ʨʦʢʽʚ XVI ʩʪ.

17
. 

ʉʝʨʝʜ ʪʠʭ ʣʽʪʝʨʘʪʫʨʥʦ-ʢʫʣʴʪʫʨʥʠʮʴʢʠʭ ʜʞʝʨʝʣ, ʱʦ 
ʤʦʛʣʠ ʥʘʜʠʭʘʪʠ ɻʝʡʚʫʜʘ ʚ ʡʦʛʦ ʨʦʙʦʪʽ ʥʘʜ ʧôʻʩʦʶ Ăʏʦʪʠʨʠ 
ʇò, ʈ.ʌʨʝʡʟʝʨ ʥʘʟʠʚʘʻ ʪʚʦʨʠ ɼʞʝʬʬʨʽ ʏʦʩʝʨʘ, ʤʠʩʪʝʮʪʚʦ 
ʚʝʜʝʥʥʷ ʧʦʣʝʤʽʢʠ, ʷʢʝ ʟʥʘʡʰʣʦ ʩʚʽʡ ʷʩʢʨʘʚʠʡ ʚʠʷʚ ʫ 
ʩʝʨʝʜʥʴʦʚʽʯʥʠʭ ʤʦʨʘʣʽʪʝ, ʪʘ ʜʝʷʢʽ ʪʦʛʦʯʘʩʥʽ ʬʨʘʥʮʫʟʴʢʽ 
ʬʘʨʩʠ ʽ ʩʦʪʽ

18
. ɸʥʘʣʦʛʽʯʥʫ ʜʫʤʢʫ ʟ ʮʴʦʛʦ ʧʨʠʚʦʜʫ 

ʚʠʩʣʦʚʣʶʻ ʽ ɻ.ɺʦʣʢʝʨ, ʥʘʛʦʣʦʰʫʶʯʠ, ʱʦ ɻʝʡʚʫʜ ʥʝ 
ʚʠʢʦʨʠʩʪʦʚʫʚʘʚ ʞʦʜʥʦʛʦ ʟ ʚʽʜʦʤʠʭ ʡʦʤʫ ʪʝʢʩʪʽʚ ʫ ʷʢʦʩʪʽ 
ʦʩʥʦʚʥʦʛʦ ʜʞʝʨʝʣʘ ʽʥʪʝʨʣʶʜʽʾ. ʃʝʚʦʚʘ ʯʘʩʪʢʘ ʭʫʜʦʞʥʴʦʛʦ 
ʤʘʪʝʨʽʘʣʫ, ʱʦ ʣʽʛ ʚ ʾʾ ʦʩʥʦʚʫ, ʘ ʪʘʢʦʞ ʦʙʨʘʟʠ ʘʧʪʝʢʘʨʷ ʽ 
ʪʦʨʛʦʚʮʷ ʻ ʪʚʦʨʯʠʤ ʚʠʥʘʭʦʜʦʤ ɼʞʦʥʘ ɻʝʡʚʫʜʘ

19
. 

ʅʘ ʜʫʤʢʫ ʜʦʩʣʽʜʥʠʢʽʚ, ʽʥʪʝʨʣʶʜʽʷ Ăʏʦʪʠʨʠ ʇò ʧʦʩʽʜʘʻ 
ʦʩʦʙʣʠʚʝ ʤʽʩʮʝ ʥʝ ʣʠʰʝ ʫ ʪʚʦʨʯʦʤʫ ʜʦʨʦʙʢʫ ɼʞ.ɻʝʡʚʫʜʘ, ʘ 
ʽ ʚʟʘʛʘʣʽ ʚ ʘʥʛʣʽʡʩʴʢʽʡ ʜʨʘʤʽ ʧʝʨʰʠʭ ʜʝʩʷʪʠʣʽʪʴ XVI ʩʪ.

20
 

ʈ.ʌʨʝʡʟʝʨ, ʧʨʠʤʽʨʦʤ, ʟʘʟʥʘʯʘʻ, ʱʦ ʷʢʱʦ ʧôʻʩʠ ʻʧʠʩʢʦʧʘ 
ɹʝʡʣʘ, ɼʞʦʥʘ ʉʢʝʣʪʦʥʘ ʪʘ ʩʝʨʘ ɼʝʚʽʜʘ ʃʽʥʜʩʝʷ ʩʴʦʛʦʜʥʽ 

                                                           
15 ɼʠʚ., ʟʦʢʨʝʤʘ:Medieval Drama: An Anthology é ï ʈ.433. 
16 Drama of the English Renaissance. I é ï ʈ.21. 
17 Ibid/ 
18 Ibid/ 
19 Medieval Drama: An Anthology é ï ʈ.434. 
20 ɼʠʚ., ʟʦʢʨʝʤʘ: Medieval and Tudor Drama é ï ʈ.231; Drama of the English 

Renaissance. I é ï P.21. 
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ʧʨʝʜʩʪʘʚʣʷʶʪʴ ʟʜʝʙʽʣʴʰʦʛʦ ʣʠʰʝ ʽʩʪʦʨʠʯʥʠʡ ʽʥʪʝʨʝʩ, 
ʦʩʢʽʣʴʢʠ ʟʥʘʭʦʜʷʪʴʩʷ ʟʘ ʤʝʞʘʤʠ ʦʩʥʦʚʥʦʛʦ ʥʘʧʨʷʤʢʫ 
ʧʦʜʘʣʴʰʦʛʦ ʨʦʟʚʠʪʢʫ ʘʥʛʣʽʡʩʴʢʦʾ ʜʨʘʤʘʪʫʨʛʽʾ, ʪʦ ʪʚʽʨ 
ɻʝʡʚʫʜʘ, ʟʘʚʜʷʢʠ ʥʘʷʚʥʦʩʪʽ ʚ ʥʴʦʤʫ ʥʝ ʧʨʦʩʪʦ ʨʦʟʤʦʚʠ 
(Ătalkò), ʘ ʡ ʩʫʧʝʨʝʯʢʠ, ʟʤʘʛʘʥʥʷ ʨʽʟʥʠʭ ʪʦʯʦʢ ʟʦʨʫ 
(Ăcontentionò), ʻ ʭʦʯ ʽ ʜʝʱʦ ʧʨʠʤʽʪʠʚʥʠʤ, ʘʣʝ ʚʩʝ ʞ ʪʘʢʠ 
ʟʨʘʟʢʦʤ ʨʝʥʝʩʘʥʩʥʦʾ ʢʦʤʝʜʽʾ

21
. 

ʊʝʢʩʪʦʦʨʛʘʥʽʟʫʶʯʠʤ ʯʠʥʥʠʢʦʤ ʚ ʽʥʪʝʨʣʶʜʽʾ ʧʦʩʪʘʻ 
ʤʦʪʠʚ ʩʫʧʝʨʥʠʮʪʚʘ, ʷʢʝ ʨʦʟʛʦʨʪʘʻʪʴʩʷ ʫ ʬʦʨʤʽ ʜʦʪʝʧʥʦʾ, 
ʯʘʩʦʤ ʜʦʚʦʣʽ ʛʦʩʪʨʦʾ, ʩʫʧʝʨʝʯʢʠ ʟʘ ʫʯʘʩʪʶ ʯʦʪʠʨʴʦʭ 
ʧʝʨʩʦʥʘʞʽʚ, ʱʦ ʥʦʤʽʥʫʶʪʴʩʷ ʟʘ ʨʦʜʦʤ ʩʚʦʻʾ ʜʽʷʣʴʥʦʩʪʽ ʷʢ 
ʧʘʣʦʤʥʠʢ, ʧʨʦʜʘʚʝʮʴ ʽʥʜʫʣʴʛʝʥʮʽʡ, ʘʧʪʝʢʘʨ ʽ ʪʦʨʛʦʚʝʮʴ. 
ɿʘʟʥʘʯʠʤʦ, ʱʦ ʚ ʘʥʛʣʦʤʦʚʥʦʤʫ ʦʨʠʛʽʥʘʣʽ ʚʩʽ ʯʦʪʠʨʠ ʩʣʦʚʘ 
ʧʦʯʠʥʘʶʪʴʩʷ ʟ ʣʽʪʝʨʠ ñPò (a Palmer, a Pardoner, a Potycary, a 
Pedlar), ʯʠʤ ʽ ʧʦʷʩʥʶʻʪʴʩʷ ʥʘʟʚʘ ʪʚʦʨʫ. ʊʨʦʻ ʧʝʨʩʦʥʘʞʽʚ 
ʩʧʝʨʝʯʘʶʪʴʩʷ ʧʨʦ ʪʝ, ʢʦʤʫ ʟ ʥʠʭ ʢʨʘʱʝ ʚʜʘʻʪʴʩʷ 
ʧʝʨʝʧʨʘʚʣʷʪʠ ʣʶʜʩʴʢʽ ʜʫʰʽ ʜʦ ʨʘʶ. ʉʧʦʯʘʪʢʫ ʜʠʩʢʫʩʽʷ 
ʨʦʟʛʦʨʪʘʻʪʴʩʷ ʤʽʞ ʜʚʦʤʘ ʧʨʝʜʩʪʘʚʥʠʢʘʤʠ ʮʝʨʢʦʚʥʦʛʦ ʢʣʽʨʫ: 
ʧʘʣʦʤʥʠʢʦʤ ʪʘ ʽʥʜʫʣʴʛʝʥʱʠʢʦʤ. ʆʩʪʘʥʥʽʡ ʩʪʚʝʨʜʞʫʻ, ʱʦ 
ʚʠʩʥʘʞʣʠʚʝ ʧʽʣʽʛʨʠʤʩʪʚʦ ʫ ʜʘʣʝʢʽ ʢʨʘʾ ʻ ʤʘʨʥʠʤ 
ʚʠʪʨʘʯʘʥʥʷʤ ʩʠʣ, ʥʘʙʘʛʘʪʦ ʧʨʦʩʪʽʰʝ ʦʪʨʠʤʘʪʠ ʧʨʦʱʝʥʥʷ, 
ʧʨʦʩʪʦ ʢʫʧʠʚʰʠ ʽʥʜʫʣʴʛʝʥʮʽʶ. ɿʛʦʜʦʤ ʜʦ ʨʦʟʤʦʚʠ 
ʜʦʣʫʯʘʻʪʴʩʷ ʘʧʪʝʢʘʨ, ʢʦʪʨʠʡ ʚʽʜʚʝʨʪʦ ʢʝʧʢʫʻ ʟ ʘʙʩʦʣʶʪʥʦ 
ʥʝʜʽʻʚʠʭ, ʥʘ ʡʦʛʦ ʜʫʤʢʫ, ʟʘʩʦʙʽʚ ʜʦʧʦʤʦʛʠ, ʷʢʽ 
ʧʨʦʧʦʥʫʶʪʴʩʷ ʣʶʜʠʥʽ ʧʨʦʯʘʥʠʥʦʤ ʽ ʧʨʦʜʘʚʮʝʤ 
ʽʥʜʫʣʴʛʝʥʮʽʡ. ɺʽʥ ʩʪʚʝʨʜʞʫʻ, ʱʦ ʫʚʽʡʪʠ ʫ ʚʦʨʦʪʘ ʨʘʶ ʙʝʟ 
ʩʧʨʠʷʥʥʷ ʘʧʪʝʢʘʨʷ ʥʝʤʦʞʣʠʚʦ, ʦʩʢʽʣʴʢʠ ʩʘʤʝ ʘʧʪʝʢʘʨ 
ʩʚʦʾʤʠ ʣʽʢʘʨʩʴʢʠʤʠ ʟʘʩʦʙʘʤʠ ʜʦʧʦʤʘʛʘʻ ʣʶʜʷʤ ʣʝʛʢʦ 
ʧʨʠʡʥʷʪʠ ʩʤʝʨʪʴ

22
. ʂʦʣʠ ʩʫʧʝʨʝʯʢʘ ʦʩʪʘʪʦʯʥʦ ʟʘʭʦʜʠʪʴ ʫ 

ʛʣʫʭʠʡ ʢʫʪ, ʥʝʧʨʠʤʠʨʝʥʥʽ ʩʫʧʝʨʥʠʢʠ ʚʠʨʽʰʫʶʪʴ 
ʟʚʝʨʥʫʪʠʩʷ ʟʘ ʜʦʧʦʤʦʛʦʶ ʜʦ ʥʝʟʘʮʽʢʘʚʣʝʥʦʾ ʦʩʦʙʠ, ʷʢʦʶ 
ʚʠʷʚʣʷʻʪʴʩʷ ʯʝʪʚʝʨʪʠʡ ʧʝʨʩʦʥʘʞ ʪʚʦʨʫ ï ʪʦʨʛʦʚʝʮʴ. ɸʙʠ 

                                                           
21 Drama of the English Renaissance. I é ï ʈ.21. 
22 Heywood J. The Four PP // Drama of the English Renaissance. I ï The Tudor 

period / Ed. by R.A. Fraser and N.Rabkin. ï NY: Macmillan publishing Co., Inc., 
1976. ï ʈ.23. 
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ʧʦʢʣʘʩʪʠ ʢʨʘʡ ʩʫʧʝʨʝʯʢʘʤ ʪʘ ʚʟʘʻʤʥʠʤ ʟʚʠʥʫʚʘʯʝʥʥʷʤ, 
ʪʦʨʛʦʚʝʮʴ ʧʨʦʧʦʥʫʻ ʧʨʦʚʝʩʪʠ ʨʠʪʦʨʠʯʥʝ ʟʤʘʛʘʥʥʷ, 
ʧʝʨʝʤʦʞʝʮʴ ʷʢʦʛʦ ʡ ʙʫʜʝ ʚʠʟʥʘʥʠʡ ʪʘʢʠʤ, ʯʠʷ ʜʽʷʣʴʥʽʩʪʴ 
ʧʨʠʥʦʩʠʪʴ ʥʘʡʙʽʣʴʰʫ ʢʦʨʠʩʪʴ.  

ʂʣʶʯʦʚʠʤ ʽʛʨʦʚʠʤ ʤʦʤʝʥʪʦʤ ʽʥʪʝʨʣʶʜʽʾ ʻ ʬʦʨʤʫʣʶ-
ʚʘʥʥʷ ʪʦʨʛʦʚʮʝʤ ʟʘʚʜʘʥʥʷ: ʫ ʩʫʧʝʨʝʯʮʽ ʧʝʨʝʤʦʞʝ ʪʦʡ, ʭʪʦ 
ʧʝʨʝʧʦʚʽʩʪʴ ʥʘʡʥʝʡʤʦʚʽʨʥʽʰʫ ʙʨʝʭʥʶ. ʉʧʝʨʝʯʘʣʴʥʠʢʠ ʨʘʜʦ 
ʧʦʛʦʜʞʫʶʪʴʩʷ ʥʘ ʟʘʧʨʦʧʦʥʦʚʘʥʽ ʧʨʘʚʠʣʘ ʛʨʠ. ʇʝʨʰʽ ʜʚʽ 
ʽʩʪʦʨʽʾ (ʚʽʜ ʘʧʪʝʢʘʨʷ ʽ ʧʨʦʜʘʚʮʷ ʽʥʜʫʣʴʛʝʥʮʽʡ) ʧʦʤʽʪʥʦ 
ʫʢʦʨʽʥʝʥʽ ʚ ʪʨʘʜʠʮʽʶ ʥʘʨʦʜʥʦʾ ʩʤʽʭʦʚʦʾ ʢʫʣʴʪʫʨʠ ʟ ʾʾ 
ʩʧʝʮʠʬʽʯʥʦʶ ʝʩʪʝʪʠʯʥʦʶ ʢʦʥʮʝʧʮʽʻʶ ʙʫʪʪʷ

23
, ʧʨʦ ʱʦ 

ʩʚʽʜʯʘʪʴ ʥʘʷʚʥʽ ʚ ʥʠʭ ʦʙʨʘʟʠ ʤʘʪʝʨʽʘʣʴʥʦ-ʪʽʣʝʩʥʦʛʦ ʥʠʟʫ, 
ʝʣʝʤʝʥʪʠ ʛʨʦʪʝʩʢʫ, ʬʦʣʴʢʣʦʨʥʠʡ ʧʨʠʡʦʤ ʥʘʚʤʠʩʥʦʛʦ 
ʟʤʽʰʫʚʘʥʥʷ ʽʻʨʘʨʭʽʯʥʠʭ ʧʣʦʱʠʥ (Ăʩʚʽʪ ʥʘʚʠʚʦʨʽʪò), 
Ăʥʘʨʦʯʠʪʘ ʩʣʦʚʝʩʥʘ ʥʽʩʝʥʽʪʥʠʮʷò

24
 ʪʦʱʦ. ʊʦʞ ʮʽʣʢʦʤ 

ʧʨʠʨʦʜʥʦ, ʱʦ ɻ.ɺʦʣʢʝʨ ʦʙʠʜʚʽ ʮʽ ʽʩʪʦʨʽʾ ʚʽʜʥʦʩʠʪʴ ʜʦ 
ʨʘʙʣʝʟʽʘʥʩʴʢʦʾ ʪʨʘʜʠʮʽʾ

25
. ʅʘʛʘʜʘʻʤʦ, ʱʦ ʩʘʤʝ ʌʨʘʥʩʫʘ 

ʈʘʙʣʝ ʚʚʘʞʘʻʪʴʩʷ ʢʦʨʠʬʝʻʤ ʥʘʨʦʜʥʦʛʦ ʩʤʽʭʫ ʚ ʜʦʙʫ 
ɺʽʜʨʦʜʞʝʥʥʷ

26
, ʘ ʪʘʢ ʟʚʘʥʠʡ ʨʘʙʣʝʟʽʘʥʩʴʢʠʡ ʩʤʽʭ ʧʦʩʪʘʻ 

ʦʜʥʠʤ ʽʟ ʦʩʥʦʚʥʠʭ ʧʨʠʡʦʤʽʚ ʪʚʦʨʝʥʥʷ ʢʦʤʽʯʥʦʛʦ ʝʬʝʢʪʫ ʚ 
ʪʘʢʠʭ ʞʘʥʨʘʭ Ăʥʠʟʦʚʦʾò ʣʽʪʝʨʘʪʫʨʠ ʜʦʙʠ ʚʠʩʦʢʦʛʦ 
ʉʝʨʝʜʥʴʦʚʽʯʯʷ ʽ ɺʽʜʨʦʜʞʝʥʥʷ, ʷʢ ʬʘʙʣʽʦ, ʰʚʘʥʢʠ ʪʘ 
ʜʞʝʩʪʠ

27
. 

ʋ ʧʝʨʰʽʡ ʧʦʙʨʝʭʝʥʴʮʽ, ʢʦʪʨʫ ʨʦʟʧʦʚʽʚ ʘʧʪʝʢʘʨʝʤ, 
ʡʜʝʪʴʩʷ ʧʨʦ ʪʝ, ʷʢ ʪʦʤʫ ʚʜʘʣʦʩʷ ʚʠʣʽʢʫʚʘʪʠ ʞʽʥʢʫ, ʱʦ 
ʭʚʦʨʽʣʘ ʥʘ ʝʧʽʣʝʧʩʽʶ, ʟʘ ʜʦʧʦʤʦʛʦʶ ʟʚʠʯʘʡʥʦʾ ʢʣʽʟʤʠ. 

ʑʦʧʨʘʚʜʘ, ʩʠʣʘ ʩʪʨʫʤʝʥʷ, ʷʢʠʡ ʫʪʚʦʨʠʚʩʷ ʚʥʘʩʣʽʜʦʢ 
ʮʽʻʾ ʤʝʜʠʯʥʦʾ ʧʨʦʮʝʜʫʨʠ, ʚʠʷʚʠʣʘʩʷ ʥʘʩʪʽʣʴʢʠ ʧʦʪʫʞʥʦʶ, 

                                                           
23 Бахтин М.М. ʊʚʦʨʯʝʩʪʚʦ ʌʨʘʥʩʫʘ ʈʘʙʣʝ ʠ ʥʘʨʦʜʥʘʷ ʢʫʣʴʪʫʨʘ ʩʨʝʜʥʝʚʝʢʦʚʴʷ 
ʠ ʈʝʥʝʩʩʘʥʩʘ. ï ʄ.: ʍʫʜʦʞʝʩʪʚʝʥʥʘʷ ʣʠʪʝʨʘʪʫʨʘ, 1990. ï ʉ.25. 

24 ʊʘʤ ʩʘʤʦ. ï ʉ.466. 
25 Medieval Drama: An Anthology é ï ʈ.434. 
26 Бахтин М.М. ʎʠʪ. ʚʠʜ. ï ʉ.525. 
27 ɼʠʚ.: Сидоренко О.В. ʄʘʣʽ ʢʦʤʽʯʥʽ ʬʦʨʤʠ ʚ ʟʘʭʽʜʥʦʻʚʨʦʧʝʡʩʴʢʠʭ ʣʽʪʝʨʘʪʫʨʘʭ 
ʚʠʩʦʢʦʛʦ ʉʝʨʝʜʥʴʦʚʽʯʯʷ ʽ ʈʝʥʝʩʘʥʩʫ: ɸʚʪʦʨʝʬ. ʜʠʩ. ... ʢʘʥʜ. ʬʽʣʦʣ. ʥʘʫʢ / 
ɯʥʩʪʠʪʫʪ ʣʽʪʝʨʘʪʫʨʠ ʽʤ. ʊ.ɻ.ʐʝʚʯʝʥʢʘ ʅɸʅ ʋʢʨʘʾʥʠ: 10.01.05. ï ʂʠʾʚ., 2006. ï 
ʉ.15. 
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ʱʦ ʟʨʫʡʥʫʚʘʣʘ ʚʱʝʥʪ ʩʪʽʥʠ ʟʘʤʢʫ, ʘ ʢʘʤʽʥʥʷʤ ʚʽʜ ʧʦʚʘʣʝʥʦʾ 
ʩʧʦʨʫʜʠ ʟʘʢʠʜʘʣʦ ʢʦʣʠʩʴ ʛʣʠʙʦʢʦʚʦʜʥʫ ʨʽʯʢʫ. ʋ ʮʴʦʤʫ 
ʝʧʽʟʦʜʽ ʩʤʽʭ ʥʦʩʠʪʴ ʷʩʢʨʘʚʦ ʚʠʨʘʞʝʥʠʡ ʢʘʨʥʘʚʘʣʽʟʦʚʘʥʠʡ 
ʭʘʨʘʢʪʝʨ, ʢʦʤʽʯʥʠʡ ʝʬʝʢʪ ʩʪʚʦʨʶʻʪʴʩʷ ʚʥʘʩʣʽʜʦʢ 
ʦʙʽʛʨʫʚʘʥʥʷ ʦʙʨʘʟʫ ʤʘʪʝʨʽʘʣʴʥʦ-ʪʽʣʝʩʥʦʛʦ ʥʠʟʫ ʪʘ 
ʚʠʢʦʨʠʩʪʘʥʥʷ ʧʨʠʡʦʤʽʚ ʛʨʦʪʝʩʢʫ: 

ʅʝ ʚʩʪʠʛ ʷ ʟʘʨʷʜʠʪʠ ʮʶ ʛʘʨʤʘʪʫ, 
ʗʢ ʚʦʥʘ ʩʪʨʝʣʴʥʫʣʘ, ʥʘʯʝ ʙʣʠʩʢʘʚʢʘ. 
ʋʚʘʛʘ: ʪʫʪ ʧʦʯʠʥʘʻʪʴʩʷ ʥʘʡʮʽʢʘʚʽʰʝ. 
ʊʘʤʧʦʥ ʚʠʣʝʪʽʚ ʟ ʥʝʾ ʥʘ ʜʝʩʷʪʴ ʤʠʣʴ 
ɯ ʚʣʫʯʠʚ ʫ ʧʨʝʢʨʘʩʥʠʡ ʢʘʤôʷʥʠʡ ʟʘʤʦʢ, 
ʑʦ ʚʠʩʦʯʽʚ ʥʘ ʧʘʛʦʨʙʽ... 
ʂʘʤʝʥʷ ʥʘ ʢʘʤʝʥʽ ʥʝ ʟʘʣʠʰʠʣʦʩʷ ʚʽʜ ʪʽʻʾ ʙʫʜʽʚʣʽ,  
ʢʣʷʥʫʩʷ ɹʦʛʦʨʦʜʠʮʝʶ! 
ʊʝ ʢʘʤʽʥʥʷ ʧʦʢʦʪʠʣʦʩʷ ʚʥʠʟ ʽʟ ʛʦʨʠ, 
ʅʘʧʦʚʥʠʚʰʠ ʜʦ ʢʨʘʾʚ ʨʽʯʢʫ, ʪʘʢʫ ʛʣʠʙʦʢʦʚʦʜʥʫ ʨʘʥʽʰʝ. 
ʊʦʡ, ʭʪʦ ʟʘʨʘʟ ʟʘʭʦʪʽʚ ʙʠ ʧʝʨʝʧʨʘʚʠʪʠʩʷ ʯʝʨʝʟ ʥʝʾ, 
ɿʤʽʛ ʙʠ ʟʨʦʙʠʪʠ ʮʝ, ʥʝ ʟʘʤʦʯʠʚʰʠ ʥʽʛ

28
  

(Переклад мій – О.Л.). 

ɿʘʫʚʘʞʠʤʦ, ʱʦ ʝʣʝʤʝʥʪʠ ʥʘʨʦʜʥʦʾ ʩʤʽʭʦʚʦʾ ʢʫʣʴʪʫʨʠ, 
ʟʦʢʨʝʤʘ ʦʙʨʘʟʠ ʤʘʪʝʨʽʘʣʴʥʦ-ʪʽʣʝʩʥʦʛʦ ʥʠʟʫ, ʥʘʷʚʥʽ ʥʝ ʣʠʰʝ 
ʚ ʧʦʙʨʝʭʝʥʴʮʽ ʘʧʪʝʢʘʨʷ, ʘ ʽ ʚ ʜʝʷʢʠʭ ʽʥʰʠʭ ʨʝʧʣʽʢʘʭ ʮʴʦʛʦ 
ʧʝʨʩʦʥʘʞʘ. ʇʨʠʤʽʨʦʤ, ʫ ʧʝʨʰʽʡ ʯʘʩʪʠʥʽ ʽʥʪʝʨʤʝʜʽʾ, 
ʨʝʘʛʫʶʯʠ ʥʘ ʩʣʦʚʘ ʪʦʨʛʦʚʮʷ, ʚʽʥ ʫ ʟʘʚʫʘʣʴʦʚʘʥʽʡ, 
ʝʚʬʝʤʽʯʥʽʡ ʤʘʥʝʨʽ ʛʦʚʦʨʠʪʴ ʧʨʦ ʭʪʠʚʽʩʪʴ ʽ ʟʨʘʜʣʠʚʽʩʪʴ 
ʞʽʥʦʢ, ʷʢʽ ʧʨʘʛʥʫʪʴ ʟʘʤʘʥʠʪʠ ʫ ʩʚʦʾ ʪʝʥʝʪʘ ʷʢʦʤʦʛʘ ʙʽʣʴʰʝ 
ʢʦʭʘʥʮʽʚ. ɿʦʢʨʝʤʘ, ʘʧʪʝʢʘʨ ʥʘʨʽʢʘʻ, ʱʦ ʡʦʛʦ ʜʨʫʞʠʥʘ ʤʘʻ 
ʟʘʚʝʣʠʢʠʡ ʛʦʣʴʥʠʢ, ʪʦʤʫ ʧʦʩʪʽʡʥʦ ʛʫʙʠʪʴ ʩʚʦʾ ʛʦʣʢʠ ʡ 
ʙʫʣʘʚʢʠ, ʦʜʥʘʢ ʰʚʠʜʢʦ ʟʥʘʭʦʜʠʪʴ ʾʤ ʟʘʤʽʥʫ. ɼʘʣʽ ʚʽʥ 
ʨʦʟʚʠʚʘʻ ʪʝʤʫ ʧʦʞʘʜʣʠʚʦʩʪʽ ʞʽʥʦʮʪʚʘ ʜʦ ʧʣʦʪʩʴʢʠʭ ʫʪʽʭ, 
ʚʠʢʦʨʠʩʪʦʚʫʶʯʠ ʧʨʠ ʮʴʦʤʫ ʥʘ ʧʦʟʥʘʯʝʥʥʷ ʩʪʘʪʝʚʠʭ 
ʩʪʦʩʫʥʢʽʚ ʧʝʨʠʬʨʘʟ ʽʟ ʛʘʣʫʟʽ ʰʚʘʮʴʢʦʛʦ ʨʝʤʝʩʣʘ. ɺʽʥ ʟʛʘʜʫʻ 
ʧʝʚʥʠʡ ʝʣʝʤʝʥʪ ʞʽʥʦʯʦʛʦ ʧʣʘʪʪʷ, ʷʢʠʡ ʞʽʥʢʠ ʥʽʙʠ-ʪʦ 
ʥʘʚʤʠʩʥʦ ʚʽʜʢʦʣʶʶʪʴ ʚʽʜ ʩʚʦʛʦ ʚʙʨʘʥʥʷ, ʧʦʩʪʽʡʥʦ 

                                                           
28 Heywood J. Op. cit. ï ʈ.29. 
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ʚʠʤʘʛʘʶʯʠ ʚʽʜ ʯʦʣʦʚʽʢʽʚ ʧʨʠʰʧʠʣʠʪʠ ʡʦʛʦ ʥʘʟʘʜ ʥʘ 
ʥʘʣʝʞʥʝ ʤʽʩʮʝ

29
. 

ɼʨʫʛʠʡ ʫʯʘʩʥʠʢ ʨʠʪʦʨʠʯʥʦʛʦ ʟʤʘʛʘʥʥʷ, ʧʨʦʜʘʚʝʮʴ 
ʽʥʜʫʣʴʛʝʥʮʽʡ, ʨʦʟʧʦʚʽʜʘʻ ʧʨʦ ʪʝ, ʷʢ ʡʦʤʫ ʜʦʚʝʣʦʩʷ ʟʽʡʪʠ ʚ 
ʧʝʢʣʦ, ʘʙʠ ʚʠʟʚʦʣʠʪʠ ʟʚʽʜʪʠ ʣʶʙʫ ʡʦʛʦ ʩʝʨʮʶ ʦʩʦʙʫ ʥʘ ʽʤôʷ 
ʄʘʜʞʝʨʽ. ʈʦʟʰʫʢʘʚʰʠ ʮʶ ʞʽʥʢʫ ʟʘ ʩʧʨʠʷʥʥʷ ʩʚʦʛʦ ʜʦʙʨʦʛʦ 
ʟʥʘʡʦʤʦʛʦ ʃʶʮʠʬʝʨʘ, ʽʥʜʫʣʴʛʝʥʱʠʢ ʟʘʙʠʨʘʻ ʾʾ ʟ ʧʝʢʣʘ, ʜʝ 
ʮʴʦʤʫ ʪʽʣʴʢʠ ʨʘʜʽʶʪʴ, ʦʩʢʽʣʴʢʠ ʚʦʥʘ ʟʘʚʜʘʚʘʣʘ ʙʘʛʘʪʦ 
ʢʣʦʧʦʪʫ ʪʘʤʪʝʰʥʴʦʤʫ ʯʦʣʦʚʽʯʦʤʫ ʪʦʚʘʨʠʩʪʚʫ

30
. ʈʝʘʣʽʾ 

ʽʩʥʫʚʘʥʥʷ ʚ ʧʝʢʣʽ ʧʝʨʝʚʝʜʝʥʽ ʚ ʧʦʙʫʪʦʚʫ ʧʣʦʱʠʥʫ. ʊʘʢ, ʩʚʦʾ 
ʧʝʢʝʣʴʥʽ ʤʫʢʠ ʛʨʽʰʥʠʮʷ ʚʽʜʙʫʚʘʻ ʥʘ ʛʦʩʧʦʜʘʨʩʴʢʽʡ ʢʫʭʥʽ, 
ʚʠʢʦʥʫʶʯʠ ʜʦʧʦʤʽʞʥʽ ʨʦʙʦʪʠ. ʎʽʢʘʚʦ, ʱʦ ʦʧʦʚʽʜʘʯ 
ʧʦʪʨʘʧʣʷʻ ʜʦ ʧʝʢʣʘ ʚ ʪʦʡ ʜʝʥʴ, ʢʦʣʠ ʚʝʩʴ ʧʦʯʝʪ ʃʶʮʠʬʝʨʘ 
ʛʦʪʫʻʪʴʩʷ ʜʦ ʚʘʞʣʠʚʦʛʦ ʤʽʩʮʝʚʦʛʦ ʩʚʷʪʘ, ʽ ʚʩʽ ʮʽ 
ʧʨʠʛʦʪʫʚʘʥʥʷ ʥʘʛʘʜʫʶʪʴ ʟʚʠʯʘʡʥʫ ʧʨʠʜʚʦʨʥʫ ʤʝʪʫʰʥʶ 
ʥʘʧʝʨʝʜʦʜʥʽ ʫʨʦʯʠʩʪʦʾ ʧʦʜʽʾ. ʋ ʮʴʦʤʫ ʝʧʽʟʦʜʽ ʚʽʜʯʫʚʘʻʪʴʩʷ 
ʩʚʽʜʦʤʝ ʟʤʽʰʫʚʘʥʥʷ ʽʻʨʘʨʭʽʯʥʠʭ ʧʣʘʩʪʽʚ: ʧʝʢʣʦ 
ʧʨʝʜʩʪʘʚʣʝʥʝ ʷʢ ʟʚʠʯʘʡʥʽʩʽʥʴʢʠʡ ʧʘʣʘʮ, ʇʨʠʥʮ ʊʝʤʨʷʚʠ ï 
ʷʢ ʚʝʣʴʤʦʞʥʠʡ ʧʘʥ, ʟ ʷʢʠʤ ʽʥʜʫʣʴʛʝʥʱʠʢʘ ʜʦ ʪʦʛʦ ʞ 
ʧʦʚôʷʟʫʶʪʴ ʪʦʚʘʨʠʩʴʢʽ ʩʪʦʩʫʥʢʠ. 

ɿʚôʷʟʦʢ ʽʥʪʝʨʣʶʜʽʾ Ăʏʦʪʠʨʠ ʇò ʟ ʪʨʘʜʠʮʽʻʶ ʥʘʨʦʜʥʦʾ 
ʩʤʽʭʦʚʦʾ ʢʫʣʴʪʫʨʠ ʧʨʦʩʪʝʞʫʻʪʴʩʷ ʪʘʢʦʞ ʽ ʥʘ ʨʽʚʥʽ ʤʦʚʥʦʾ 
ʦʨʛʘʥʽʟʘʮʽʾ ʪʝʢʩʪʫ. ʆʜʥʠʤ ʽʟ ʚʘʞʣʠʚʠʭ ʢʦʤʧʦʥʝʥʪʽʚ 
ʤʦʚʥʦʩʪʠʣʴʦʚʦʾ ʪʢʘʥʠʥʠ, ʷʢʠʡ ʟʙʣʠʞʫʻ ʮʝʡ ʪʚʽʨ Ăʟ ʞʠʚʦʶ 
ʪʨʘʜʠʮʽʻʶ ʥʘʨʦʜʥʦ-ʩʚʷʪʢʦʚʦʛʦ ʩʤʽʭʫò

31
, ʻ ʥʘʷʚʥʽ ʚ ʥʴʦʤʫ 

ʨʦʟʣʦʛʽ ʧʘʩʘʞʽ ʟ ʧʝʨʝʣʽʢʦʤ ʧʨʝʜʤʝʪʽʚ, ʷʚʠʱ, ʤʽʩʮʴ ʪʦʱʦ. 
ʈʦʤʘʥ ʌ.ʈʘʙʣʝ Ăɻʘʨʛʘʥʪʶʘ ʽ ʇʘʥʪʘʛʨʶʝʣʴò, ʷʢ ʚʽʜʦʤʦ, ʪʘʢʦʞ 
ʤʽʩʪʠʪʴ ʯʠʤʘʣʦ ʧʦʜʽʙʥʠʭ ʧʝʨʝʣʽʢʽʚ, ʷʢʽ ʄ.ɹʘʭʪʽʥ ʥʘʟʠʚʘʻ 
ʦʜʥʽʻʶ ʟʽ ʩʪʦʨʽʥʦʢ ʪʦʛʦ Ăʚʝʣʠʢʦʛʦ ʽʥʚʝʥʪʘʨʠʟʘʮʽʡʥʦʛʦ ʦʧʠʩʫ 
ʩʚʽʪʫ, ʱʦ ʡʦʛʦ ʟʜʽʡʩʥʶʻ ʈʘʙʣʝ ʥʘʧʨʠʢʽʥʮʽ ʩʪʘʨʦʾ ʽ ʥʘ ʧʦʯʘʪʢʫ 
ʥʦʚʦʾ ʝʧʦʭʠ ʩʚʽʪʦʚʦʾ ʽʩʪʦʨʽʾò

32
. ɺ ʽʥʪʝʨʣʶʜʽʾ ɻʝʡʚʫʜʘ ʟʛʘʜʘʥʽ 

                                                           
29 Ibid. ï P.24. 
30 Ibid. ï P.31. 
31 Бахтин М.М. ʎʠʪ. ʚʠʜ. ï ʉ.129. 
32 ʊʘʤ ʩʘʤʦ. ï ʉ.417. 
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ʧʝʨʝʣʽʢʠ ʥʦʩʷʪʴ ʭʘʨʘʢʪʝʨ ʩʣʦʚʝʩʥʦʾ ʛʨʠ ʽ ʚʠʢʦʥʫʶʪʴ 
ʬʫʥʢʮʽʶ ʢʘʨʥʘʚʘʣʽʟʘʮʽʾ ʤʦʚʣʝʥʥʷ ʧʝʨʩʦʥʘʞʽʚ. 

ʊʘʢ, ʧʨʦʯʘʥʠʥ, ʯʠʡ ʦʙʨʘʟ, ʜʦ ʨʝʯʽ, ʥʘ ʚʽʜʤʽʥʫ ʚʽʜ 
ʦʙʨʘʟʽʚ ʘʧʪʝʢʘʨʷ ʽ ʧʨʦʜʘʚʮʷ ʽʥʜʫʣʴʛʝʥʮʽʡ, ʤʘʡʞʝ 
ʧʦʟʙʘʚʣʝʥʠʡ ʢʘʨʥʘʚʘʣʴʥʦʛʦ ʟʚʫʯʘʥʥʷ, ʥʘʟʠʚʘʻ ʫʩʽ ʩʚʷʪʽ 
ʤʽʩʮʷ, ʷʢʽ ʚʽʥ ʚʽʜʚʽʜʘʚ ʫ ʩʚʦʻʤʫ ʞʠʪʪʽ. ʇʨʠ ʮʴʦʤʫ ʝʬʝʢʪ ʛʨʠ 
ʩʪʚʦʨʶʻʪʴʩʷ ʟʘʚʜʷʢʠ ʪʦʤʫ, ʱʦ ʜʚʘʜʮʷʪʴ ʜʚʘ ʨʷʜʢʠ ʟ 
ʧʝʨʝʣʽʢʦʤ ʤʽʩʮʴ ʧʘʣʦʤʥʠʮʪʚʘ ʘʚʪʦʨ ʨʠʤʫʻ ʧʘʨʥʦʶ 
ʨʠʤʦʶ

33
, ʪʦʙʪʦ ʧʨʠʥʮʠʧ ʧʦʰʫʢʫ ʧʘʨʥʦʾ ʨʠʤʠ ʦʨʛʘʥʽʟʫʻ ʮʝʡ 

ʧʘʩʘʞ ʥʘ ʨʽʚʥʽ ʟʤʽʩʪʫ.  
ʊʦʨʛʦʚʝʮʴ ʪʘʢʦʞ ʧʝʨʝʣʽʯʫʻ ʛʘʣʘʥʪʝʨʝʡʥʽ ʚʠʨʦʙʠ, ʷʢʽ 

ʥʦʩʠʪʴ ʽʟ ʩʦʙʦʶ ʜʣʷ ʧʨʦʜʘʞʫ ʽ ʷʢʽ ʤʘʶʪʴ ʟʘʜʦʚʦʣʴʥʠʪʠ 
ʧʦʪʨʝʙʠ ʥʘʡʚʠʙʘʛʣʠʚʽʰʦʾ ʞʽʥʢʠ

34
. ɺʽʥ ʧʨʦʧʦʥʫʻ ʩʚʦʾʤ 

ʩʧʽʚʨʦʟʤʦʚʥʠʢʘʤ ʢʫʧʠʪʠ ʫ ʥʴʦʛʦ ʪʦʚʘʨ, ʯʠʤ ʧʨʦʚʦʢʫʻ 
ʘʧʪʝʢʘʨʷ ʜʦ ʚʠʩʣʦʚʣʶʚʘʥʴ ʩʪʦʩʦʚʥʦ ʞʽʥʦʯʦʾ ʧʨʠʨʦʜʠ ʽ 
ʧʦʚʝʜʽʥʢʠ ʟ ʦʙʽʛʨʫʚʘʥʥʷʤ ʦʙʨʘʟʽʚ ʤʘʪʝʨʽʘʣʴʥʦ-ʪʽʣʝʩʥʦʛʦ 
ʥʠʟʫ. 

ʇʦʜʽʙʥʠʡ ʧʨʠʥʮʠʧ ʪʚʦʨʝʥʥʷ ʢʦʤʽʯʥʦʛʦ ʝʬʝʢʪʫ 
ʚʠʢʦʨʠʩʪʘʥʠʡ ʽ ʚ ʥʘʩʪʫʧʥʦʤʫ ʝʧʽʟʦʜʽ, ʜʝ ʩʚʽʡ ʪʦʚʘʨ 
ʧʝʨʝʣʽʯʫʻ ʧʨʦʜʘʚʝʮʴ ʽʥʜʫʣʴʛʝʥʮʽʡ. ɺʽʥ ʧʨʝʜʩʪʘʚʣʷʻ ʥʘʙʽʨ 
ʭʨʠʩʪʠʷʥʩʴʢʠʭ ʨʝʣʽʢʚʽʡ, ʷʢʽ ʩʣʽʜ ʧʦʮʽʣʫʚʘʪʠ, ʱʦʙ ʜʦʩʷʛʪʠ 
ʷʢʦʾʩʴ ʙʘʞʘʥʦʾ ʤʝʪʠ. ɹʽʣʴʰʽʩʪʴ ʽʟ ʥʠʭ ʷʚʣʷʶʪʴ ʩʦʙʦʶ 
ʜʝʬʦʨʤʦʚʘʥʽ, ʩʤʝʨʜʶʯʽ ʢʽʩʪʢʠ, ʪʦʤʫ ʫʜʘʚʘʥʦ ʩʝʨʡʦʟʥʠʡ 
ʢʦʤʝʥʪʘʨ ʽʥʜʫʣʴʛʝʥʱʠʢʘ, ʷʢʠʡ ʩʫʧʨʦʚʦʜʞʫʻ ʜʝʤʦʥʩʪʨʘʮʽʶ 
ʨʝʣʽʢʚʽʡ, ʚʠʢʣʠʢʘʻ ʛʣʫʟʣʠʚʽ ʨʝʧʣʽʢʠ ʘʧʪʝʢʘʨʷ ʽ ʪʦʨʛʦʚʮʷ. 
ʃʠʰʝ ʧʨʦʯʘʥʠʥ ʚʠʷʚʣʷʻ ʱʠʨʫ ʛʦʪʦʚʥʽʩʪʴ ʧʦʮʽʣʫʚʘʪʠ ʮʽ 
ʨʝʣʽʢʚʽʾ.  

Прдавець індульгенцій:   
ɼʠʚʽʪʴʩʷ, ʜʨʫʟʽ ʤʦʾ. ʎʝ ï  
ɹʣʘʛʦʩʣʦʚʝʥʥʘ ʱʝʣʝʧʥʘ ʢʽʩʪʢʘ ʋʩʽʭ-ʉʚʷʪʠʭ. 
ʇʦʮʽʣʫʡʪʝ ʾʾ ʫʧʝʚʥʝʥʦ ʪʘ ʱʠʨʦ! 
Аптекар: 
ʎʝʡ ʧʦʮʽʣʫʥʦʢ ʧʨʠʥʝʩʝ ʥʘʤ ʫʩʧʽʭ ʫ ʩʧʨʘʚʘʭ. 
ʌʫ! ʂʣʷʥʫʩʷ ʉʧʘʩʠʪʝʣʝʤ, ʷ ʥʽʢʦʣʠ ʥʝ ʮʽʣʫʚʘʚ ʥʽʯʦʛʦ ʛʽʨʰʦʛʦ! 
ʂʨʘʱʝ ʙ ʫʞʝ ʧʦʮʽʣʫʚʘʪʠ ʟʘʜ ʋʩʽʭ-ʉʚʷʪʠʭ! 

                                                           
33 Heywood J. Op. cit. ï ʈ.22. 
34 Ibid. ï P.24. 
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ɹʦ, ʢʣʷʥʫʩʷ ʋʩʽʤʘ-ʉʚʷʪʠʤʠ, ʩʭʦʞʝ, 
ɺ ʋʩʽʭ-ʉʚʷʪʠʭ ʩʤʝʨʜʶʯʠʡ ʧʦʜʠʭ. 
Паломник:  
ʗʢ ʪʠ ʩʤʽʻʰ ʩʫʜʠʪʠ ʧʨʦ ʧʦʜʠʭ ʋʩʽʭ-ʉʚʷʪʠʭ! 
ʗʢʱʦ ʚʽʥ ʫ ʢʦʛʦʩʴ ʽ ʩʤʝʨʜʠʪʴ, ʪʘʢ ʮʝ ʚ ʪʝʙʝ

35
  

(Переклад мій – О.Л.). 

ɼʘʥʠʡ ʬʨʘʛʤʝʥʪ, ʷʢ ʙʘʯʠʤʦ, ʜʝʤʦʥʩʪʨʫʻ Ăʚʽʣʴʥʝ 
ʧʦʚʦʜʞʝʥʥʷ ʟʽ ʩʚʷʱʝʥʥʠʤò

36
, ʱʦ ʻ ʦʜʥʠʤ ʽʟ ʟʘʩʦʙʽʚ 

ʪʚʦʨʝʥʥʷ ʢʦʤʽʯʥʦʛʦ ʝʬʝʢʪʫ ʚ ʪʨʘʜʠʮʽʾ ʥʘʨʦʜʥʦʾ ʩʤʽʭʦʚʦʾ 
ʢʫʣʴʪʫʨʠ. ɯʥʰʦʶ ʞ ʭʫʜʦʞʥʴʦʶ ʬʫʥʢʮʽʻʶ ʮʴʦʛʦ ʝʧʽʟʦʜʫ ʻ, 
ʚʦʯʝʚʠʜʴ, ʚʠʢʨʠʪʪʷ ʣʫʢʘʚʩʪʚʘ ʪʘ ʤʦʨʘʣʴʥʦ-ʝʪʠʯʥʦʾ 
ʙʝʟʧʨʠʥʮʠʧʥʦʩʪʽ ʧʨʦʜʘʚʮʽʚ ʽʥʜʫʣʴʛʝʥʮʽʡ.  

ʄʘʨʢʝʨʦʤ ʧʨʦʬʝʩʽʡʥʦʾ ʧʨʠʥʘʣʝʞʥʦʩʪʽ ʘʧʪʝʢʘʨʷ ʻ 
ʧʝʨʝʣʽʢ ʪʠʭ ʣʽʢʘʨʩʴʢʠʭ ʟʘʩʦʙʽʚ, ʷʢʽ ʚʽʥ ʤʘʻ ʫ ʩʚʦʻʤʫ 
ʨʦʟʧʦʨʷʜʞʝʥʥʽ

37
. ʇʨʠ ʮʴʦʤʫ ʯʘʩʪʠʥʘ ʧʨʝʧʘʨʘʪʽʚ ʤʘʶʪʴ 

ʣʘʪʠʥʩʴʢʽ ʥʘʟʚʠ, ʘ ʜʝʷʢʽ ʟ ʥʠʭ, ʥʘʧʝʚʥʦ, ʻ ʧʨʦʜʫʢʪʦʤ 
ʩʣʦʚʦʪʚʦʨʯʦʩʪʽ ʧʝʨʩʦʥʘʞʘ, ʱʦ ʚʠʜʘʻʪʴʩʷ ʮʽʣʢʦʤ ʧʨʠʨʦʜʥʦʶ 
ʟ ʦʛʣʷʜʫ ʥʘ ʷʩʢʨʘʚʫ ʢʘʨʥʘʚʘʣʴʥʽʩʪʴ ʮʴʦʛʦ ʦʙʨʘʟʫ. ʉʘʤ ʞʝ 
ʩʣʦʚʝʩʥʠʡ ʧʘʩʘʞ ʘʧʪʝʢʘʨʷ

38
, ʷʢ ʜʫʤʘʻʪʴʩʷ, ʤʦʞʝ ʙʫʪʠ 

ʚʽʜʥʝʩʝʥʠʡ ʜʦ Ăʥʘʨʦʯʠʪʦʾ ʩʣʦʚʝʩʥʦʾ ʥʽʩʝʥʽʪʥʠʮʽò (ʚʠʩʣʽʚ 
ʄ.ɹʘʭʪʽʥʘ

39
). 

ʆʜʥʠʤ ʽʟ ʥʘʡʧʦʰʠʨʝʥʽʰʠʭ ʟʘʩʦʙʽʚ ʨʝʘʣʽʟʘʮʽʾ ʤʦʚʥʦʾ 
ʛʨʠ ʚ ʽʥʪʝʨʣʶʜʽʾ ɼʞ.ɻʝʡʚʫʜʘ ʩʣʫʛʫʶʪʴ ʢʘʣʘʤʙʫʨʠ: édost 
thou not know that every peddler / In every trifle must be a 
meddler

40
; What helpeth will where is no skill? / And what 

helpeth skill where is no will?
41

;émedicine is a sovereign thing 
/ To preserve a man from hanging

42
; And maketh your stomach 

                                                           
35 Ibid. ï P.27. 
36 Бахтин М.М. ʎʠʪ. ʚʠʜ. ï ʉ.326. 
37 Heywood J. Op. cit. ï ʈ.28. 
38 Ădiosfialios, / Diagalanga, and sticados, / Blanka manna, diospoliticon, / Mercury 

sublime, and metridaticon, / Pelitory, and arsefetita, / Cassy, and colloquintitaò, 
ñAlikakabus or alkakengy - / A goodly thing for dogs that be mangyò. Heywood J. 
Op. cit. ï ʈ.28. 

39 Бахтин М.М. ʎʠʪ. ʚʠʜ. ï ʉ.466. 
40 Heywood J. Op. cit. ï P.24. 
41 Ibid. ï P.25. 
42 Ibid. ï P.28. 
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sore to walter, / That ye shall never come to the halter
43

; I thrust a 
tampion in her tewel / And bade her keep it for a jewel

44
 ʪʦʱʦ. 

ʆʩʪʘʥʥʽʤ ʟʽ ʩʚʦʻʶ Ăʥʘʡʥʝʡʤʦʚʽʨʥʽʰʦʶ ʙʨʝʭʥʝʶò 
ʚʠʩʪʫʧʘʻ ʧʨʦʯʘʥʠʥ, ʷʢʠʡ ʜʝʤʦʥʩʪʨʫʻ ʚʤʽʥʥʷ ʚʠʩʣʦʚʣʶ-
ʚʘʪʠʩʷ ʣʘʢʦʥʽʯʥʦ. ʇʦʙʫʚʘʚʰʠ ʚ ʙʘʛʘʪʴʦʭ ʢʨʘʾʥʘʭ ʩʚʽʪʫ, 
ʧʨʦʡʰʦʚʰʠ ʧʽʰʢʠ ʙʝʟʣʽʯ ʤʽʩʪ ʽ ʩʝʣʠʱ, ʟʫʩʪʨʽʚʰʠ ʥʘ ʩʚʦʻʤʫ 
ʰʣʷʭʫ ʙʘʛʘʪʦ ʞʽʥʦʢ, ʚʽʥ, ʤʦʚʣʷʚ, ʥʽʢʦʣʠ ʚ ʞʠʪʪʽ ʱʝ ʥʝ 
ʙʘʯʠʚ, ʱʦʙ ʞʽʥʢʘ ʚʠʡʰʣʘ ʽʟ ʩʝʙʝ. ʎʶ ʪʝʟʫ ʽ ʘʧʪʝʢʘʨ, ʽ 
ʽʥʜʫʣʴʛʝʥʱʠʢ ʧʦʧʝʨʚʘʭ ʚʠʟʥʘʶʪʴ ʥʘʡʙʽʣʴʰʦʶ ʙʨʝʭʥʝʶ

45
. 

ʊʘʢʦʾ ʞ ʜʫʤʢʠ ʜʦʪʨʠʤʫʻʪʴʩʷ ʽ ʪʦʨʛʦʚʝʮʴ, ʷʢʠʡ, ʩʪʠʩʣʦ 
ʧʨʦʘʥʘʣʽʟʫʚʘʚʰʠ ʚʩʽ ʪʨʠ ʽʩʪʦʨʽʾ, ʚʽʜʜʘʻ ʧʝʨʝʤʦʛʫ ʧʨʦʯʘʥʠʥʫ. 
ɺʪʽʤ, ʟʛʦʜʦʤ ʘʤʙʽʮʽʾ ʜʚʦʭ ʽʥʰʠʭ ʩʧʝʨʝʯʘʣʴʥʠʢʽʚ 
ʨʦʟʧʘʣʶʶʪʴʩʷ ʽ ʚʦʥʠ ʚʽʜʤʦʚʣʷʶʪʴʩʷ ʧʦʛʦʜʠʪʠʩʷ ʟ ʪʘʢʠʤ 
ʨʽʰʝʥʥʷʤ ʪʘ ʚʠʟʥʘʪʠ, ʱʦ ʜʽʷʣʴʥʽʩʪʴ ʧʘʣʦʤʥʠʢʘ ʻ 
ʥʘʡʢʦʨʠʩʥʽʰʦʶ. ʎʝ ʩʧʦʥʫʢʘʻ ʪʦʨʛʦʚʮʷ ʜʦ ʚʠʛʦʣʦʰʝʥʥʷ 
ʩʧʦʚʥʝʥʦʛʦ ʜʠʜʘʢʪʠʟʤʫ ʨʦʟʣʦʛʦʛʦ ʽ ʧʨʠʩʪʨʘʩʥʦʛʦ ʤʦʥʦʣʦʛʫ, 
ʚ ʷʢʦʤʫ ʚʽʥ ʟʘʢʣʠʢʘʻ ʜʦ ʧʦʩʪʫʧʣʠʚʦʩʪʽ ʪʘ ʚʟʘʻʤʦʧʦʚʘʛʠ, ʘʜʞʝ 
ʚʩʽ ʣʶʜʠ, ʟʘ ʡʦʛʦ ʩʣʦʚʘʤʠ, ʥʘʜʽʣʝʥʽ ʧʝʚʥʠʤʠ ʯʝʩʥʦʪʘʤʠ. 
ʉʫʜʠʪʠ ʞ ʣʶʜʝʡ ʟʘ ʾʭʥʽʤʠ ʚʯʠʥʢʘʤʠ ï ʩʧʨʘʚʘ ʮʝʨʢʚʠ. 
ʆʩʪʘʥʥʻ ʩʣʦʚʦ ʚ ʽʥʪʝʨʣʶʜʽʾ ʥʘʣʝʞʠʪʴ ʧʘʣʦʤʥʠʢʫ, ʢʦʪʨʠʡ 
ʧʨʘʛʥʝ ʫʢʨʽʧʠʪʠ ʚʩʽʭ ʫ ʚʽʨʽ ʚ ɹʦʛʘ ʪʘ ʧʨʘʚʦʪʫ ʮʝʨʢʚʠ

46
.  

ʌʽʥʘʣʴʥʠʡ ʤʦʨʘʣʽʟʘʪʦʨʩʴʢʦ-ʜʠʜʘʢʪʠʯʥʠʡ ʧʘʩʘʞ 
ʥʘʙʣʠʞʘʻ ʪʚʽʨ ɻʝʡʚʫʜʘ ʜʦ ʩʝʨʝʜʥʴʦʚʽʯʥʠʭ ʤʦʨʘʣʽʪʝ ʟ 
ʧʨʠʪʘʤʘʥʥʦʶ ʾʤ ʷʩʢʨʘʚʦ ʚʠʨʘʞʝʥʦʶ ʧʦʚʯʘʣʴʥʦʶ 
ʥʘʩʪʘʥʦʚʦʶ. ɺʦʜʥʦʯʘʩ ʥʝʦʙʭʽʜʥʦ ʟʘʟʥʘʯʠʪʠ, ʱʦ ʚ 
ʽʥʪʝʨʣʶʜʽʷʭ, ʥʘ ʚʽʜʤʽʥʫ ʚʽʜ ʤʦʨʘʣʽʪʝ, ʧʦʚʯʘʣʴʥʽʩʪʴ 
ʚʽʜʽʛʨʘʚʘʣʘ ʜʨʫʛʦʨʷʜʥʫ ʨʦʣʴ, ʧʽʜʧʦʨʷʜʢʦʚʫʶʯʠʩʴ ʧʘʥʫʶʯʽʡ 
ʪʘʤ ʩʪʠʭʽʾ ʚʝʩʝʣʦʩʪʽ ʪʘ ʨʦʟʚʘʞʘʣʴʥʦʩʪʽ

47
. ʇʨʦʩʷʢʥʫʪʠʡ 

ʜʠʜʘʢʪʠʟʤʦʤ ʬʽʥʘʣ ʽʥʪʝʨʣʶʜʽʾ Ăʏʦʪʠʨʠ ʇò ʚʽʜʨʽʟʥʷʻʪʴʩʷ ʚʽʜ 
ʧʦʚʯʘʣʴʥʠʭ ʥʘʩʪʘʥʦʚ ʤʦʨʘʣʽʪʝ ʪʘʢʦʞ ʽ ʩʚʦʻʶ ʟʘʛʦʩʪʨʝʥʦʶ 
ʘʢʪʫʘʣʴʥʽʩʪʶ. ʋ ʥʴʦʤʫ ʘʚʪʦʨ ʚʠʩʣʦʚʣʶʻʪʴʩʷ ʟ ʧʨʠʚʦʜʫ ʪʽʻʾ 

                                                           
43 Ibid. 
44 Ibid. ï P.29. 
45 Ibid. ï P.31. 
46 Ibid. ï P.33-34. 
47 ɼʠʚ., ʟʦʢʨʝʤʘ: Medieval and Tudor Drama é ï ʈ.231 
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ʨʝʣ̔ʛʽʡʥʦʾ ʩʠʪʫʘʮʽʾ, ʱʦ ʩʢʣʘʣʘʩʷ ʚ ɸʥʛʣʽʾ ʥʘʧʝʨʝʜʦʜʥʽ 
ʨʦʟʛʦʨʪʘʥʥʷ ʪʨʽʫʤʬʘʣʴʥʦʛʦ ʨʫʭʫ ʧʨʦʪʝʩʪʘʥʪʠʟʤʫ, 
ʟʘʩʪʝʨʽʛʘʶʯʠ ʧʨʦʪʠ ʥʝʪʝʨʧʠʤʦʩʪʽ ʪʘ ʚʦʨʦʞʥʝʯʽ ʚ ʢʦʣʘʭ 
ʩʣʫʞʠʪʝʣʽʚ ʮʝʨʢʚʠ. 

ʉʘʤ ʭʘʨʘʢʪʝʨ ʧʦʩʪʘʥʦʚʢʠ ʧʨʦʙʣʝʤʠ ʚ ʧôʻʩʽ Ăʏʦʪʠʨʠ 
ʇò (ʯʠʷ діяльність ʻ ʢʦʨʠʩʥʽʰʦʶ) ʚʢʘʟʫʻ ʥʘ ʪʝ, ʱʦ 
ʩʚʽʪʦʛʣʷʜʥʽ ʦʨʽʻʥʪʠʨʠ ʛʫʤʘʥʽʟʤʫ ʙʫʣʠ ʮʽʣʢʦʤ ʟʨʦʟʫʤʽʣʠʤʠ ʽ 
ʧʨʠʡʥʷʪʥʠʤʠ ʜʣʷ ʾʾ ʘʚʪʦʨʘ. ʗʢ ʚʽʜʦʤʦ, ʩʘʤʝ ʣʶʜʠʥʘ-
ʜʽʷʣʴʥʘ, ʾʾ ʟʝʤʥʝ ʧʨʠʟʥʘʯʝʥʥʷ ʽ ʩʧʦʚʥʝʥʘ ʚʠʧʨʦʙʫʚʘʥʴ 
ʞʠʪʪʻʚʘ ʜʦʨʦʛʘ ʧʦʩʽʜʘʣʠ ʮʝʥʪʨʘʣʴʥʝ ʤʽʩʮʝ ʚ 
ʩʧʦʩʪʝʨʝʞʝʥʥʷʭ ʽ ʤʽʨʢʫʚʘʥʥʷʭ ʛʫʤʘʥʽʩʪʽʚ

48
. ʆʯʝʚʠʜʥʦ, ʱʦ 

ʩʝʥʪʝʥʮʽʷ ʧʝʨʝʤʦʞʮʷ ʚ ʟʤʘʛʘʥʥʽ ʙʨʝʭʫʥʽʚ (ñʫ ʩʚʽʪʽ ʛʦʜʽ 
ʟʫʩʪʨʽʪʠ ʙʦʜʘʡ ʦʜʥʫ ʥʝʪʝʨʧʣʷʯʫ ʞʽʥʢʫò) ˇʨʫʥʪʫʻʪʴʩʷ ʥʘ 
ʮʽʣʢʦʤ ʨʝʘʣʽʩʪʠʯʥʠʭ ʞʠʪʪʻʚʠʭ ʚʨʘʞʝʥʥʷʭ. ʅʘʡʢʨʘʱʝ ʟ 
ʧʦʩʪʘʚʣʝʥʠʤ ʟʘʚʜʘʥʥʷʤ ʚʜʘʻʪʴʩʷ ʚʧʦʨʘʪʠʩʷ ʩʘʤʝ ʪʦʤʫ ʽʟ 
ʩʫʧʝʨʥʠʢʽʚ, ʭʪʦ ʚʠʨʽʟʥʷʻʪʴʩʷ ʩʧʦʩʪʝʨʝʞʣʠʚʽʩʪʶ ʪʘ 
ʧʨʦʥʠʢʣʠʚʽʩʪʶ, ʤʘʻ ʙʘʛʘʪʠʡ ʞʠʪʪʻʚʠʡ ʜʦʩʚʽʜ ʪʘ ʥʘʜʽʣʝʥʠʡ 
ʧʝʚʥʠʤʠ ʨʠʪʦʨʠʯʥʠʤʠ ʟʜʽʙʥʦʩʪʷʤʠ. 

ɼʦ ʨʝʯʽ, ʧʦʩʪʘʚʣʝʥʘ ʫ ʪʚʦʨʽ ʧʨʦʙʣʝʤʘ ʪʘʢʦʞ 
ʚʠʨʽʰʫʻʪʴʩʷ ʫ ʛʫʤʘʥʽʩʪʠʯʥʦʤʫ ʢʣʶʯʽ. ʅʘʡʢʦʨʠʩʥʽʰʦʶ 
ʚʠʟʥʘʻʪʴʩʷ ʜʽʷʣʴʥʽʩʪʴ ʪʦʛʦ ʟ ʧʝʨʩʦʥʘʞʽʚ, ʭʪʦ ʞʠʚʝ 
ʥʘʧʨʫʞʝʥʠʤ ʚʥʫʪʨʽʰʥʽʤ ʞʠʪʪʷʤ, ʭʪʦ, ʤʘʥʜʨʫʶʯʠ ʨʽʟʥʠʤʠ 
ʟʝʤʣʷʤʠ, ʩʧʦʩʪʝʨʽʛʘʻ ʞʠʪʪʷ ʥʘʚʢʦʣʦ ʩʝʙʝ, ʧʝʨʝʪʚʦʨʶʶʯʠ 
ʩʚʦʾ ʚʨʘʞʝʥʥʷ ʫ ʧʨʘʚʜʠʚʝ ʽ ʜʦʩʪʦʚʽʨʥʝ ʟʥʘʥʥʷ ʧʨʦ ʣʶʜʠʥʫ ʪʘ 
ʩʚʽʪ. ʊʘʢʝ ʨʦʟʚôʷʟʘʥʥʷ ʧʨʦʙʣʝʤʠ ʚ ʽʥʪʝʨʣʶʜʽʾ Ăʏʦʪʠʨʠ ʇò 
ʩʚʽʜʯʠʪʴ ʧʨʦ ʟʥʘʡʦʤʩʪʚʦ ʾʾ ʘʚʪʦʨʘ ʟ ʛʫʤʘʥʽʩʪʠʯʥʠʤʠ 
ʧʨʘʢʪʠʢʘʤʠ ʪʦʛʦʯʘʩʩʷ, ʧʨʦ ʡʦʛʦ ʽʜʝʦʣʦʛʽʯʥʫ ʙʣʠʟʴʢʽʩʪʴ ʜʦ 
ʢʦʣʘ ʘʥʛʣʽʡʩʴʢʠʭ ʛʫʤʘʥʽʩʪʽʚ, ʷʢʽ ʩʚʦʻʶ ʜʽʷʣʴʥʽʩʪʶ ʫʧʨʦʜʦʚʞ 
ʧʝʨʰʠʭ ʜʝʩʷʪʠʣʽʪʴ XVI ʩʪ. ʬʦʨʤʫʚʘʣʠ ʚ ʩʚʽʜʦʤʦʩʪʽ ʥʘʮʽʾ 
ʧʨʠʥʮʠʧʠ ʨʝʥʝʩʘʥʩʥʦʛʦ ʩʚʽʪʦʙʘʯʝʥʥʷ. 

ʆʪʞʝ, ʽʥʪʝʨʣʶʜʽʷ ɼʞʦʥʘ ɻʝʡʚʫʜʘ Ăʏʦʪʠʨʠ ʇò 
ʜʝʤʦʥʩʪʨʫʻ ʛʣʠʙʦʢʫ ʚʢʦʨʽʥʝʥʽʩʪʴ ʫ ʪʨʘʜʠʮʽʶ ʥʘʨʦʜʥʦʾ 
ʩʤʽʭʦʚʦʾ ʢʫʣʴʪʫʨʠ. ɿ ʞʠʚʦʶ ʪʨʘʜʠʮʽʻʶ ʥʘʨʦʜʥʦ-ʩʚʷʪʢʦʚʦʛʦ 
ʩʤʽʭʫ ʾʾ ʩʧʦʨʽʜʥʶʻ ʧʝʨʝʜʦʚʩʽʤ ʪʦʡ ʦʩʦʙʣʠʚʠʡ ʪʠʧ ʩʤʽʭʦʚʦʾ 
                                                           
48 ɼʠʚ., ʟʦʢʨʝʤʘ: Горфункель А.Х. ɻʫʤʘʥʠʟʤ ï ʈʝʬʦʨʤʘʮʠʷ ï ʂʦʥʪʨʨʝʬʦʨʤʘʮʠʷ 
// ʂʫʣʴʪʫʨʘ ʵʧʦʭʠ ɺʦʟʨʦʞʜʝʥʠʷ ʠ ʈʝʬʦʨʤʘʮʠʷ. ï ʃ.: ʅʘʫʢʘ, 1981. ï ʉ.9. 
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ʦʙʨʘʟʥʦʩʪʽ, ʱʦ ʨʦʙʠʪʴ ʤʦʞʣʠʚʦʶ ʽ ʚʠʧʨʘʚʜʘʥʦʶ Ăʛʨʘʥʠʯʥʫ 
ʩʚʦʙʦʜʫ ʽ ʚʽʜʚʝʨʪʽʩʪʴ ʜʫʤʢʠ ʡ ʩʣʦʚʘò

49
. ʋ ʪʝʢʩʪʽ ʽʥʪʝʨʣʶʜʽʾ 

ɻʝʡʚʫʜʘ ʦʟʥʘʢʘʤʠ ʪʘʢʦʛʦ ʦʩʦʙʣʠʚʦʛʦ ʪʠʧʫ ʩʤʽʭʦʚʦʾ 
ʦʙʨʘʟʥʦʩʪʽ ʩʣʫʛʫʶʪʴ: ʦʙʽʛʨʫʚʘʥʥʷ ʦʙʨʘʟʽʚ ʤʘʪʝʨʽʘʣʴʥʦ-
ʪʽʣʝʩʥʦʛʦ ʥʠʟʫ, ʛʨʦʪʝʩʢ, ʥʘʚʤʠʩʥʘ ʧʝʨʝʩʪʘʥʦʚʢʘ ʽʻʨʘʨʭʽʯʥʠʭ 
ʧʦʣʶʩʽʚ, ʤʦʚʥʦʩʪʠʣʽʩʪʠʯʥʘ ʛʨʘ. ɺʦʜʥʦʯʘʩ ʮʝʡ ʪʚʽʨ ʟʙʝʨʽʛʘʻ 
ʤʽʮʥʠʡ ʛʝʥʝʪʠʯʥʠʡ ʟʚôʷʟʦʢ ʟ ʣʽʪʝʨʘʪʫʨʥʠʤʠ ʞʘʥʨʘʤʠ 
ʧʽʟʥʴʦʛʦ ʉʝʨʝʜʥʴʦʚʽʯʯʷ (ʤʦʨʘʣʽʪʝ, débat, ʬʘʨʩ). ɿ ʤʦʨʘʣʽʪʝ, 
ʟʦʢʨʝʤʘ, ʡʦʛʦ ʧʦʚôʷʟʫʻ ʧʦʚʯʘʣʴʥʘ ʥʘʩʪʘʥʦʚʘ, ʱʦ ʤʽʩʪʠʪʴʩʷ 
ʫ ʬʽʥʘʣʴʥʽʡ ʯʘʩʪʠʥʽ ʪʚʦʨʫ. ʑʦʧʨʘʚʜʘ, ʫ ʭʦʜʽ ʨʦʟʛʦʨʪʘʥʥʷ 
ʛʫʤʦʨʠʩʪʠʯʥʦʾ ʩʠʪʫʘʮʽʾ ʤʦʨʘʣʽʟʘʪʦʨʩʴʢʘ ʬʫʥʢʮʽʷ 
ʚʠʷʚʣʷʻʪʴʩʷ ʣʠʰʝ ʜʦʧʦʤʽʞʥʦʶ, ʜʨʫʛʦʨʷʜʥʦʶ. ʉʘʤ ʞʝ 
ʭʘʨʘʢʪʝʨ ʧʦʩʪʘʥʦʚʢʠ ʽ ʚʠʨʽʰʝʥʥʷ ʧʨʦʙʣʝʤʠ ʚ ʽʥʪʝʨʤʝʜʽʾ 
ʩʚʽʜʯʠʪʴ ʧʨʦ ʽʜʝʡʥʫ ʙʣʠʟʴʢʽʩʪʴ ʘʚʪʦʨʘ ʜʦ ʘʥʛʣʽʡʩʴʢʦʛʦ 
ʛʫʤʘʥʽʩʪʠʯʥʦʛʦ ʨʫʭʫ.  

ʇʽʜʩʫʤʦʚʫʶʯʠ, ʤʦʞʥʘ ʩʢʘʟʘʪʠ, ʱʦ ʧʽʜ ʧʝʨʦʤ 
ɼʞ.ɻʝʡʚʫʜʘ ʥʘʨʦʜʥʘ ʩʤʽʭʦʚʘ ʩʪʠʭʽʷ ʥʘʙʫʣʘ ʪʘʢʦʾ 
ʣʽʪʝʨʘʪʫʨʥʦʾ ʬʦʨʤʠ, ʚ ʷʢʽʡ ʚʦʥʘ ʤʦʛʣʘ ʙ ʧʦʩʪʘʪʠ ʧʝʨʝʜ 
ʚʝʨʭʽʚʢʦʶ ʪʦʛʦʯʘʩʥʦʛʦ ʩʫʩʧʽʣʴʩʪʚʘ. ʋ ʧʨʦʮʝʩʽ ʚʽʜʧʦʚʽʜʥʦʾ 
ʭʫʜʦʞʥʴʦʾ ʦʙʨʦʙʢʠ ʚʽʣʴʥʠʡ ʥʘʨʦʜʥʦ-ʩʚʷʪʢʦʚʠʡ ʩʤʽʭ ʥʝ ʤʽʛ, 
ʟʚʽʩʥʦ, ʭʦʯʘ ʙ ʯʘʩʪʢʦʚʦ ʥʝ ʚʪʨʘʪʠʪʠ ʩʚʦʻʾ ʧʝʨʚʠʥʥʦʾ ʯʠʩʪʦʪʠ 
ʽ ʢʦʥʮʝʥʪʨʘʮʽʾ. ʊʘ ʚʩʝ ʞ ʚʽʥ ʟʙʝʨʽʛ ʩʚʦʶ ʞʠʪʪʻʜʘʡʥʽʩʪʴ ʽ, 
ʧʝʨʝʙʨʘʚʰʠ ʥʘ ʩʝʙʝ ʬʫʥʢʮʽʶ ʩʚʦʻʨʽʜʥʦʛʦ ʮʝʤʝʥʪʫʶʯʦʛʦ 
ʨʦʟʯʠʥʫ, ʥʝ ʣʠʰʝ ʟʘʙʝʟʧʝʯʠʚ ʩʧʦʣʫʯʝʥʥʷ ʤʽʞ ʩʝʛʤʝʥʪʘʤʠ 
ʨʽʟʥʠʭ ʩʫʙʢʫʣʴʪʫʨ (ʚʠʩʦʢʦʾ ʪʘ ʥʠʟʦʚʦʾ), ʘʣʝ ʡ ʟʘʢʣʘʚ 
ʧʨʠʥʮʠʧ ʩʧʘʜʢʦʚʦʩʪʽ ʫ ʬʫʥʜʘʤʝʥʪ ʨʦʟʚʠʪʢʫ ʘʥʛʣʽʡʩʴʢʦʾ 
ʜʨʘʤʘʪʠʯʥʦʾ ʪʨʘʜʠʮʽʾ ʈʝʥʝʩʘʥʩʫ. 

 

                                                           
49 Бахтин М.М. ʎʠʪ. ʚʠʜ. ï ʉ.298. 
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“Holy Love, and Sober Studie”: 
John Donne and the Scriptures 

 
 

Although many readers when considering John Donne 
think first of all of his poetry, especially his Songs and 
Sonnets,

1
 the writer himself did not publish most of his poems, 

but carefully worked to prepare his sermons for publication.
2
 

Modern readersô evaluation of his works thus seem to differ 
from Donneôs own. However, since the completion of a modern 
edition in 1962, the sermons have not only continued to be 
admired for their literary qualities, but are increasingly studied. 

Anyone who spends time reading Donne's sermons or 
other religious prose is soon aware of the immense importance 
to Donne of the Scriptures.  For this Dean of St. Paul's as for 
George Herbert's country parson, "the chief and top of his 
knowledge consists in the book of books, the storehouse and 
magazene of life and comfort, the holy Scriptures. There he 
sucks, and lives."

3
 Accordingly every one of Donne's sermons 

not only begins with a scripture text, but actually adheres to that 
text and focuses on it, drawing as well on many more biblical 
passages.  But beyond that, Donne's high and loving esteem for 
the Bible is everywhere evident in his sermons. In his 1628 
Whitsunday sermon preached in St. Paul's, Donne challenged 
his hearers to find the promise of their being filled with the 

                                                           
1 See David Colclough, ed.., John Donne’s Professional Lives (Cambridge: D. S. 

Brewer, 2003), 2. 
2  John Donne, Sermons, ed. G. R. Potter and E.M. Simpson (Berkeley: University of 

California Press, 1962), 1.46 
3 Works of George Herbert, ed. F. E. Hutchinson, corr. ed.  (Oxford: Oxford 

University Press, 1945), 228. 
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Holy Spirit "in your holy love, and sober studie of the 
Scriptures."

4
  Donne practised what he preached. 

Why does Donne value the Scriptures so highly?  While 
writers on Donne have of course noticed this feature, what they 
have not noticed or mentioned until recently is that he 
participated wholeheartedly in a church, the Jacobean Church of 
England, whose leadership accorded Scriptures such an eminent 
position.

5
 Historian Peter Lake describes the dominant Calvinist 

church view of the later Elizabethan church as "word-centred" 
rather than "sacrament-centred,"

6
 and that was a view that 

historians have been showing prevailed until at least 1625, 
when the Laudians started to gain control of the church. 

To be "word-centred" meant an emphasis on the Bible 
and preaching, and in recent essays I have demonstrated that 
unlike Lancelot Andrewes, Donne identified strongly with the 
Jacobean Calvinist church leadership.

7
 While a biblical 

preacher himself, Andrewes with his relatively few fellow 
Arminians decried the current dominance of preaching, and 
sought church unity not so much in doctrine and preaching as in 
outward conformity to church rituals. 

Donne has often in the past been labeled "Anglo-
Catholic," an anachronistic term originating with the 
nineteenth-century Oxford movement. Though born a Roman 
Catholic, Donne underwent a carefully weighed but thorough 
conversion to the clearly Protestant stance of the Jacobean (and 
even the Caroline) Church of England. His sermons make his 
position vis-a-vis Rome unmistakable. A loyal churchman, 

                                                           
4 John Donne, Sermons, ed.. Potter and Simpson, 8.268. Parenthetical references to 

this work will be by volume and page number. 
5 Daniel W. Doerksen and Christopher Hodgkins, ñIntroductionò in Centered on the 

Word: Literature, Scripture, and the Tudor-Stuart Middle Way, ed. Doerksen and 
Hodgkins (Newark: University of Delaware Press, 2004), 13-27. 

6  Cited in Doerksen and Hodgkins, 25-26. 
7 ñPreaching Pastor versus Custodian of Order: Donne, Andrewes, and the Jacobean 
Church,ò Philological Quarterly 73 ((1994), 417-29; ñPolemist or Pastor? Donne 
and Moderate Calvinist Conformity,ò in Mary A. Papazian, ed., John Donne land 
the Protestant Reformation (Detroit: Wayne State University Press, 2003), 12-34. 
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eventually Dean of St. Paul's, Donne should be called not 
"Anglican," a term that came into use after his death, but perhaps 
"conformist," to indicate that unlike even the moderate or 
conforming puritans with some of whom he associated, he had 
no misgivings about disputed rituals - those unauthorized by the 
Scriptures, such as making the sign of the cross in baptism, or 
compulsory kneeling at the receiving of communion. 

What did unite the Jacobean Church of England was the 
Thirty-Nine Articles, on which all but heretics or Roman 
Catholics were in agreement. Donne, well aware of the essential 
place assigned by the Articles to Scriptural doctrine, and of the 
relatively less important role given in them to the Book of 
Common Prayer, fully shared those views, and reflected that 
difference even in a sermon defending church rituals.

8
 A simple 

but telling measure of Donne's values is that he mentions the 
Book of Common Prayer only about nine times in his ten 
volumes of sermons, while his references to Scripture are 
countless and continual.

9
 

But respect is not the same as love, and Donne loves the 
Scriptures. It is characteristic of Donne to associate study of the 
Scriptures with love. In a sermon dealing with love of purity, he 
says love "is so noble, so soveraign an Affection, as that it is 
due to very few things, and very few things worthy of it." 
Again, love "is not onely a contentment, an acquiescence, a 
satisfaction, a delight in [what is loved], but love is a holy 
impatience in being without it ...; a holy fervor and vehemency 
in the pursuit of it, and a preferring it before any other thing that 
can be compared to it: That's love," (1.184, 198) says Donne, 
and this passionate man, who elsewhere confessed to a 
"hydroptiqueò love of learning,

10
 reveals in his religious 

writings a passionate love for the biblical Word. 
                                                           
8  See Articles 6 and 34; Donne, Sermons, 7.433. 
9  Potter and Simpson estimate over 7000 references (10.295). 
10 In a 1608 letter to Sir Henry Goodyer, Donne admitted his ñHydroptique 
immoderate desire of humane learning and languages.ò Cited from John Donne, 
Selected Prose, ed. Helen Gardner and Timothy Healy (Oxford: Clarendon Press, 
1967), 129. 
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Donne reflects both his esteem and his love in the 
language he uses to describe Scripture, as when he speaks of the 
"rich, and sweet promises" of the Gospel, or "that sacred 
Treasure, the Scriptures," or of discovering "the beauty and the 
glory of those books" by gaining knowledge of its languages 
(2.220, 4.219, 6.56). Such expressions describe the Scriptures, 
but they also reveal their author's attitude. Again, Donne 
relishes the completeness, the satisfying quality of the 
Scriptures as he experiences them, to such a degree that he 
likens them to Paradise: 

As much as Paradise exceeded all the places of the earth, doe the 
Scriptures of God exceed Paradise.  In the midst of Paradise grew 
the Tree of knowledge, and the tree of life: In this Paradise, the 
Scripture, every word is both those Trees; there is Life and 
Knowledge in every word of the Word of God. ... [T]hat Bud, that 
Blossome, that fruit of God himselfe, the Son of God, the 
Messiah, the Redeemer, Christ Jesus, growes upon every tree in 
this Paradise ..., for Christ was the occasion before, and is the 
consummation after, of all Scripture. 

Donne sees the Bible as Christ-centred, but also as a book 
of love: 

His Booke is Euangelium, Gospell; and Gospell is good tydings, a 
gracious Messadge ...  God is Love, and the Holy Ghost is 
amorous in his Metaphors; everie where his Scriptures abound 
with the notions of Love, of Spouse, and Husband, and Marriadge 
Songs, and Marriadge Supper, and Marriadge-Bedde (7.87). 

Donne's response to that love is evident in his language; 
he is enamoured. 

What especially delights Donne in the Bible is its 
eloquence, so that he often remarks that "there are not so 
eloquent books in the world, as the Scriptures" (10.103). 
Addressing the listeners at St. Paul's, he quotes Calvin to the 
effect that  

The Holy Ghost in his Instruments, (in those whose tongues or 
pens he makes use of) doth not forbid, nor decline elegant and 
cheerful, and delightfull expression; but as God gave his Children 
a bread of Manna, that tasted to every man like that he liked best, 
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so hath God given us Scriptures, in which the plain and simple 
man may heare God speaking to him in his own plain and familiar 
language, and men of larger capacity, and more curiosity, may 
heare God in that Musique that they love best, in a curious 
[=intricate], in an harmonious style, unparalleled by any. 

Calvin had early published a humanist commentary on 
Seneca's De Clementia which gave signs of his lifelong interest 
in language and its literary and historical contexts.

11
 Donne 

praises this Reformer as a biblical commentator, in particular 
his lack of dogmatism (6.301, 10.128, 3.177.), and mentions 
him a hundred times in his sermons.

12
  

Donne delights in the literary patterns he finds in the 
Scriptures. In accounting for his own "spirituall appetite" for 
the Psalms of David in the Old Testament for a first course, and 
the Epistles of St. Paul for a second in the New, he explains that 
besides sharing his love for the first with Augustine and the 
second with Chrysostom, he has a more particular reason, in 
that these biblical books are (respectively) poems and letters, 
"such forms as I have been most accustomed to" (2.49).

13
 

Speaking here as one who knows how poems are put together, 
Donne suggests that such intricate ["curious"] and carefully 
made works as the Psalms, while bringing pleasure, also call for 
an equally considered, thoughtful response (2.50; cf 2.170). 

Which brings us to "sober studie."  Regarding the Bible as 
in some respects a great piece of music by a master composer, 
Donne likens good preachers and readers of scripture to 
musicians who do their best to render faithfully both the matter 
and the manner of the original, and this clearly involves "such 
diligence, and such preparation, as appertains to the dignity of 
that employment" (2.170-72). In calling for "sober" study, 

                                                           
11 Alister E. McGrath, A Life of John Calvin: A Study of the Shaping of Western 

Culture (Oxford: Basil Blackwell, 1990), 60-62. 
12 See Troy D. Reeves, Index to the Sermons of John Donne (Salzburg: Institut f¿r 

Anglistik und Amerikanistik, 1980), Vol. 2, Index to Proper Names.  
13 Gardner and Healy write that ñFar more of Donneôs letters have been preserved 

than of any other English writer of his own or earlier ages.ò In Selected Prose of 
Donne, 107. 
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Donne cautions readers perhaps against the intoxication that 
might result from hastily imbibing such heady stuff as the 
Scriptures.  But he is also opposed to freewheeling conjecture.  
Certainly he shares with Herbert, Milton, and other writers of 
the English Reformation a marked bias against abstract 
theological speculation, felt to be both useless and dangerous, 
and in favour of practical divinity. 

In proposing such an approach Donne is taking into 
account the purpose of the biblical study he envisions for his lay 
auditory and the nature of the Scriptures, including the advice 
that they themselves offer for their reading. Donne is not 
addressing theological scholars, but intelligent lay people 
whose needs he sees as more spiritual than intellectual.  Those 
who weigh the scholarliness of Donne's sermons (some claim to 
have found him wanting, in comparison, say, to Andrewes) are 
in danger of forgetting what Donne did not forget: that abstract 
study can be relatively useless as well as dull.  He advises his 
hearers to search the scriptures "not as though thou wouldest 
make a concordance, but an application; as thou wouldest 
search a wardrobe, not to make an Inventory of it, but to finde 
in it something fit for thy wearing" (3.367). 

Donne's sermons are scholarly in a good sense. If you 
stand on the shoulders of giants you can see farther, and Donne 
frequently cites Augustine and other church Fathers, as well as 
later biblical commentators.

14
  But Donne makes the priorities 

clear for his hearers: "If I understand not [the commentators'] 
curious disputations, I shall not be esteemed in this world; but if 
I believe not Christs plain Doctrine, I am sure I shall not be 
saved in the next" (3.208). He goes on hyperbolically to 
demolish the commentators: "It is the Text that saves us; the 
interlineary glosses, and the marginall notes, and the variæ 
lectiones, controversies and perplexities, undo us; the Will, the 
Testament of God, enriches us, the Schedules, the Codicils of 
men, begger us."  As an erstwhile law student

15
 and current 

                                                           
14 See Potter and Simpson edition, 345-401 
15 See Jeremy Maule, ñDonne and the Words of the Law,ò in David Colclough, ed.., 



І. Історико-літературний процес  

 54 

lecturer to lawyers (though this sermon was delivered before the 
King at Whitehall), Donne is especially conscious of the deceits 
of "fine print," and wittily ends these remarks by calling the 
Serpent in Eden the first commentator on God's law. 

One of the faults Donne sees in biblical scholarship is 
needless controversy.  He loves to quote lively helpful images 
from the Fathers, such as Chrysostom's calling the Scriptures "a 
Sea, in which a Lambe may wade, and an Elephant may 
swimme" (9.124). This emphasizes the approachability of the 
Bible for a variety of people. Elsewhere Donne, using a 
different image itself borrowed from the gospels, refers to the 
Gospel as a net for the fishing of men: "Eloquence is not our 
net; Traditions of men are not our nets; onely the Gospel is" 
(2.307).  But even with the Scriptures some people have trouble 
because they misdirect their attention: "A net is Res nodosa, a 
knotty thing; and so is the Scripture, full of knots, of scruple, 
and perplexity, and anxiety, and vexation if [emphasis added] 
thou wilt goe about to entangle thy selfe in those things, which 
appertaine not to thy salvation; but knots of a fast union, and 
inseparable alliance of thy soule to God, and to the fellowship 
of his Saints, if thou beest content to rest in those places, which 
are cleare, and evident in things necessary." The important 
thing is to "draw the Scripture to thine own heart, and to thine 
own actions, and thou shalt finde it made for that" (2.308). 

The greater availability of the Bible after the Reformation 
increased the danger of misreadings by unskilled readers.  Even 
in the Bible itself Peter comments on the "things hard to be 
understood" in the writings of Paul (1 Pet. 3.16), scriptures 
wrested by the unlearned and unstable to their own destruction.  
Donne admits there are "dark" places in the Scriptures, citing 
Augustine and Gregory to the effect that these make the 
writings more challenging (4.220). Donne recommends that lay 
readers suspend interpretation of such passages "till they may, 
by due meanes, preaching or conference, receive farther 

                                                                                                                            
John Donne’s Professional Lives (Cambridge: D. S. Brewer, 2003), 19-36. 
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satisfaction therein, from them, who are thereunto authorized by 
God in his Church" (7.401; compare 4.221).   

Donne compares the Church to a University, a school of 
higher learning (elsewhere he calls the Scriptures themselves a 
university, 3.264), and says this is the "ordinary place for 
Illumination in the knowledge of God" (8.226).  The Scriptures, 
which are certainly to be read at home, should be interpreted in 
the context of the church.  Though all people are called to 
"search the Scriptures," Donne echoing legal language claims 
ministers have a special "warrant to search; A warrant in their 
Calling" (8.227).  The church is not above the Scriptures, but 
"is a Judge above thee, which are the Scriptures, and what is the 
sense of the Holy Ghost in them" (8.228). 

Donne also examines the role of reason in approaching 
Scripture, and argues against an unreasoned faith. He says it 
would be wrong of Christians, or even of God, to require faith 
without some measure of understanding.  Donne proposes that 
even knowledge of the natural world points to a creator (the 
argument from design) and makes the Bible seem a reasonable 
way for God to reveal his will to people (3.358; compare 1.298-
99).   

However, 
ñGod hath not proceeded in that manner, to drive our Reason into 
a pound, and to force it by a peremptory necessitie to accept these 
for Scriptures, for then here had been no exercise of our Will, and 
our assent, if we could not have resisted.  But yet these Scriptures 
have so orderly, so sweet, and so powerfull a working upon the 
reason [that by] the Majesty of the Style, the punctual 
accomplishment of the Prophecies, the harmony and concurrence 
of the foure Evangelists, the consent and unanimity of the 
Christian Church ever since, and many other such reasons, [an 
objective person] would be drawn to ... an Historicall, ... 
Grammaticall, ... logical beliefe of our Bible ...ò (358-59). 

Once the Scriptures are accepted as the word of God, the 
believer finds reasons in them for the detailed matters he is 
challenged to believe in (5.102). God, who sometimes works 
through dreams and visions, "alwayes ... workes upon our 
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reason; he bids us feare no judgment, he bids us hope for no 
mercy, except it have a Quia, a reason, a foundation, in the 
Scriptures" (5.103). 

Humility is an essential quality for the study of Scripture, 
says Donne: "come humbly to the reading and hearing of the 
Scriptures, and thou shalt have strength of understanding" 
(9.123). 

Elsewhere he quotes Augustine's remarks that point to a 
similar attitude of submission to the Word and the Spirit: "let 
my conversation with thy Scriptures be a chast conversation; 
that I discover no nakednesse therein; offer not to touch any 
thing in thy Scriptures, but that, that thou hast vouchsafed to 
unmask, and manifest unto me" (9.94). Augustine's becoming 
humility leads naturally to a charitable allowance of different 
readings of difficult or obscure passages, provided they do not 
oppose "Fundamentall Truths" (9.95). 

Where does "holy love, and sober studie" of the 
Scriptures lead? As in the conclusion of the Sermon on the 
Mount, or in Paul's challenge in Romans 12, no encounter with 
the divinely revealed truth is complete if it does not result in a 
changed life. Donne tells his listeners to  

prove that thou hast accepted [the Gospel] by thy life and 

conversation: That as thy faith makes no staggering at it, nor thy 

Reason no argument against it, so thy actions may be arguments 

for it to others, to convince them that doe not, and confirme them 

that doe believe in it ... (1.299). 

Throughout his sermons, John Donne encounters a 

remarkable book on its own terms. In a book manuscript left 

incomplete at the time of her death, Ruth Wallerstein recognized 

in Donne an excitement that grew from the "meaning he found in 

the Bible as the core of essential knowledge about man, the heart 

of man, and human life."
16

 The doctrine of "unified sensibility" 

in Donne has been debated, but certainly his attitude toward the 

                                                           
16 Barbara H. Davis, ñStudies in Donne by Ruth C. Wallersteinò (Ph.D. Thesis, 

University of Wisconsin, 1962), 196. 
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Scriptures fully involved both heart and mind, both knowledge 

and faith. Though Wallerstein claimed that what Donne sought 

in the Bible was "not in any temporal sense a knowledge of this 

world or even of its expected ends," but a "larger reality and 

purpose,"
17

 the practical note in all his sermons makes it clear 

that for Donne the love and study of Scripture was intimately 

involved with the coming of God's kingdom on earth as well as 

in heaven. The liveliness and the vigour in Donne's sermons is 

there for the same reason. 

 

                                                           
17 Davis 196. 



І. Історико-літературний процес  

 58 

 

 
Кірносова Надія 

(Київ) 
 

Жанр “мандрівних нотаток” в китайській 
літературі епохи Мін 

 
 

ʋ ʂʠʪʘʾ ʟʜʘʚʥʘ ʽʩʥʫʚʘʚ ʢʫʣʴʪ ʧʨʠʨʦʜʠ. ñɼʘʚʥʽʭ 
ʢʠʪʘʡʩʴʢʠʭ ʬʽʣʦʩʦʬʽʚ, ʥʘ ʜʫʤʢʫ ʦʜʥʦʛʦ ʟ ʜʦʩʣʽʜʥʠʢʽʚ, 
ʚʠʨʽʟʥʷʣʦ ʛʣʠʙʦʢʝ ʨʦʟʫʤʽʥʥʷ ʜʫʰʽ ʧʨʠʨʦʜʠ, ʾʾ ʙʝʟʧʝʨʝʨʚʥʠʭ 
ʟʤʽʥ ï ʯʠ ʚʦʥʠ ʻ ʥʘʜʟʚʠʯʘʡʥʦ ʧʦʚʽʣʴʥʠʤʠ, ʷʢ ʛʝʦʣʦʛʽʯʥʽ 
ʟʩʫʚʠ, ʱʦ ʪʨʠʚʘʶʪʴ ʤʽʣʴʡʦʥʠ ʨʦʢʽʚ, ʯʠ ʚʦʥʠ ʻ ʰʚʠʜʢʠʤʠ, ʷʢ 
ʩʪʨʽʤʢʠʡ ʛʽʨʩʴʢʠʡ ʧʦʪʽʢ. ʊʦʤʫ ʯʦʣʦʚʽʢʠ ʡ ʞʽʥʢʠ ʯʘʩʪʦ 
ʟʜʽʡʩʥʶʶʪʴ ʥʝʚʝʣʠʢʽ ʤʘʥʜʨʽʚʢʠ ʜʦ ʦʧʦʚʠʪʦʾ ʭʤʘʨʘʤʠ 
ʚʝʨʭʽʚʢʠ ʛʦʨʠ ʘʙʦ ʜʦ ʩʤʘʨʘʛʜʦʚʦʾ ʨʽʯʢʠ, ʷʢʘ ʙʣʠʱʠʪʴ ʫ 
ʛʣʠʙʦʢʦʤʫ ʫʨʚʠʱʽ, ʧʨʘʛʥʫʪʴ ʧʦʙʘʯʠʪʠ ʧʦʷʚʫ ʤʽʩʷʮʷ ʢʨʽʟʴ 
ʛʽʣʢʠ ʧʝʨʩʠʢʦʚʦʛʦ ʜʝʨʝʚʘ ʘʙʦ ʚʽʜʦʙʨʘʞʝʥʥʷ ʚʠʰʫʢʘʥʦʛʦ 
ʧʝʡʟʘʞʫ ʚ ʦʟʝʨʽ. ʎʝ ʥʝ ʧʨʦʩʪʦ ʤʠʣʫʚʘʥʥʷ ʢʨʘʩʦʶ ʧʨʠʨʦʜʠ: 
ʪʘʢʽ ʧʽʣʽʛʨʠʤʠ, ʩʧʦʛʣʷʜʘʶʯʠ, ʜʦʣʫʯʘʶʪʴʩʷ ʜʦ ʥʘʚʢʦʣʠʰʥʴʦʾ 
ʧʨʠʨʦʜʠ, ʩʪʘʶʪʴ ʾʾ ʯʘʩʪʠʥʦʶò

1
.  

ɹʣ̔ʴʰʝ ʪʦʛʦ, ʜʫʞʝ ʯʘʩʪʦ ʫ ʤʘʥʜʨʽʚʥʠʢʽʚ ʚʠʥʠʢʘʣʘ 
ʧʦʪʨʝʙʘ ʟʘʬʽʢʩʫʚʘʪʠ ʩʚʽʡ ʜʦʩʚʽʜ ʫ ʩʣʦʚʽ, ʫ ʨʝʟʫʣʴʪʘʪʽ ʯʦʛʦ ʚ 
ʢʠʪʘʡʩʴʢʽʡ ʣʽʪʝʨʘʪʫʨʽ ʩʬʦʨʤʫʚʘʚʩʷ ʥʘʚʽʪʴ ʦʢʨʝʤʠʡ ʞʘʥʨ ï 
йоу-цзі (ʘʙʦ мандрівні нотатки). ʎʝʡ ʞʘʥʨ ʚʠʥʠʢ ʫ ʍɯɯ ʩʪ.; 
ʥʝʟʘʙʘʨʦʤ ʚʩʪʘʥʦʚʠʚʩʷ ʽ ʚʽʜʧʦʚʽʜʥʠʡ ʞʘʥʨʦʚʠʡ ʢʘʥʦʥ. 
ʄʦʨʬʦʣʦʛʽʶ ʞʘʥʨʫ йоу-цзі ʜʦʩʣʽʜʞʫʚʘʚ ʇʝʡ-ʽ ʋ ʽ, ʫ 
ʨʝʟʫʣʴʪʘʪʽ ʩʚʦʛʦ ʜʦʩʣʽʜʞʝʥʥʷ, ʚʽʥ ʚʠʜʽʣʠʚ ʪʨʠ ʦʩʥʦʚʥʽ 
ʝʣʝʤʝʥʪʠ ʚ ʩʪʨʫʢʪʫʨʽ ʮʴʦʛʦ ʞʘʥʨʫ: 1) ʧʦʯʘʪʦʢ, ʜʝ ʡʜʝʪʴʩʷ 
ʧʨʦ ʦʙʩʪʘʚʠʥʠ, ʟʘ ʷʢʠʭ ʙʫʣʦ ʟʜʽʡʩʥʝʥʦ ʤʘʥʜʨʽʚʢʫ; 2) ʘʣʶʟʽʾ 
ʥʘ ʚʠʩʣʦʚʣʶʚʘʥʥʷ ʽʥʰʠʭ ʚʽʜʦʤʠʭ ʣʶʜʝʡ ʧʨʦ ʮʽ ʤʽʩʮʷ; 3) 
ʚʣʘʩʥʘ ʨʝʘʢʮʽʷ ʥʘ ʮʝ ʤʽʩʮʝ ʪʘ ʨʦʟʧʦʚʽʜʴ ʧʨʦ ʢʦʤʧʘʥʴʡʦʥʽʚ, ʟ 

                                                           
1 Тардже Дж. ʄʠʨ ʧʘʣʦʤʥʠʯʝʩʪʚʘ: ʇʝʨ. ʩ ʘʥʛʣ. ï ʄ.: ɹʄʄ ɸʆ, 1998. ï ʉ.174. 
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ʷʢʠʤʠ ʙʫʣʦ ʟʜʽʡʩʥʝʥʦ ʧʦʜʦʨʦʞ
2
. ɼʦʩʣʽʜʥʠʢ ʪʘʢʦʞ ʟʘʫʚʘʞʫʻ, 

ʱʦ ʜʫʞʝ ʯʘʩʪʦ ʦʧʠʩʠ ʫ ʞʘʥʨʽ йоу-цзі ʭʘʨʘʢʪʝʨʠʟʫʚʘʣʠʩʷ 
ʜʠʜʘʢʪʠʟʤʦʤ ʽ ʙʽʣʴʰʝ ʘʢʮʝʥʪʫʚʘʣʠ ʟʘʜʦʚʦʣʝʥʥʷ ʚʽʜ 
ʩʧʽʣʢʫʚʘʥʥʷ ʟ ʢʦʤʧʘʥʴʡʦʥʘʤʠ, ʥʽʞ ʥʘʩʦʣʦʜʫ ʚʽʜ ʩʧʦʛʣʷʜʘʥʥʷ 
ʧʝʡʟʘʞʽʚ. ʊʘʢʠʤ ʯʠʥʦʤ, ʤʦʞʥʘ ʟʨʦʙʠʪʠ ʚʠʩʥʦʚʦʢ, ʱʦ 
ʦʩʥʦʚʥʠʡ ʽʥʪʝʨʝʩ ʢʘʥʦʥʽʯʥʠʭ ʪʚʦʨʽʚ ʫ ʞʘʥʨʽ йоу-цзі ʧʦʣʷʛʘʚ 
ʫ спілкуванні ï ʯʠ ʪʦ ʟ ʪʨʘʜʠʮʽʻʶ, ʯʠ ʪʦ ʟ ʜʨʫʟʷʤʠ. ɺʽʜʪʘʢ, 
ʩʘʤ ʤʘʥʜʨʽʚʥʠʢ ʽ ʤʽʩʮʝ, ʜʦ ʷʢʦʛʦ ʟʜʽʡʩʥʶʚʘʣʘʩʷ ʤʘʥʜʨʽʚʢʘ, 
ʩʪʘʥʦʚʠʣʠ ʜʣʷ ʢʘʥʦʥʽʯʥʠʭ ʪʚʦʨʽʚ ʟʥʘʯʥʦ ʤʝʥʰʠʡ ʽʥʪʝʨʝʩ. 

ɿʘʟʥʘʯʝʥʽ ʚʠʤʦʛʠ ʢʘʥʦʥʫ ʤʽʮʥʦ ʪʨʠʤʘʣʠʩʷ ʚ 
ʣʽʪʝʨʘʪʫʨʽ ʙʽʣʴʰʝ ʪʨʴʦʭ ʩʪʦʣʽʪʴ, ʦʜʥʘʢ ʥʘʧʨʠʢʽʥʮʽ XV ï ʥʘ 
ʧʦʯʘʪʢʫ XVɯ ʩʪ. (ʪʦʙʪʦ ʚ ʝʧʦʭʫ ʄʽʥ) ʽʟ ʞʘʥʨʦʤ йоу-цзі 
ʧʦʯʘʣʠ ʚʽʜʙʫʚʘʪʠʩʷ ʪʨʘʥʩʬʦʨʤʘʮʽʾ. ʄʽʨʢʫʚʘʥʥʷ ʧʨʦ 
ʡʤʦʚʽʨʥʽ ʧʨʠʯʠʥʠ ʽ ʩʫʪʥʦʩʪʽ ʮʠʭ ʪʨʘʥʩʬʦʨʤʘʮʽʡ ʽ ʭʦʪʽʣʦʩʷ ʙ 
ʚʠʩʣʦʚʠʪʠ ʫ ʮʽʡ ʩʪʘʪʪʽ.  

ʆʜʥʘʢ ʩʧʦʯʘʪʢʫ ï ʜʝʢʽʣʴʢʘ ʩʣʽʚ ʧʨʦ ʝʧʦʭʫ. ɼʠʥʘʩʪʽʷ 
ʄʽʥ ʧʨʘʚʠʣʘ ʚ ʂʠʪʘʾ ʟ 1368 ʨ. ʧʦ 1644 ʨ. ʅʝ ʙʫʜʝʤʦ ʜʦʚʛʦ 
ʟʫʧʠʥʷʪʠʩʷ ʥʘ ʟʘʛʘʣʴʥʦ ʚʽʜʦʤʠʭ ʬʘʢʪʘʭ ʧʨʦ ʙʫʨʭʣʠʚʠʡ 
ʨʦʟʚʠʪʦʢ ʫʩʽʭ ʩʬʝʨ ʜʽʷʣʴʥʦʩʪʽ, ʟʦʢʨʝʤʘ ʽ ʣʽʪʝʨʘʪʫʨʠ, ʷʢʠʤ 
ʚʽʜʟʥʘʯʘʣʦʩʷ ʩʪʘʥʦʚʣʝʥʥʷ ʮʽʻʾ ʚʣʘʩʥʝ ʢʠʪʘʡʩʴʢʦʾ ʜʠʥʘʩʪʽʾ 
ʧʽʩʣʷ ʧʦʚʘʣʝʥʥʷ ʤʦʥʛʦʣʽʚ. ʅʘʛʘʜʘʻʤʦ ʣʠʰʝ, ʱʦ ʥʘ ʧʦʯʘʪʢʫ 
ʧʨʘʚʣʽʥʥʷ ʄʽʥʽʚ ʂʠʪʘʡ ʘʢʪʠʚʥʦ ʦʩʚʦʶʚʘʚ ʷʢ ʩʫʩʽʜʥʽ, ʪʘʢ ʽ 
ʜʦʚʦʣʽ ʚʽʜʜʘʣʝʥʽ ʪʝʨʠʪʦʨʽʾ, ʚʩʪʘʥʦʚʣʶʚʘʚ ʟʚôʷʟʢʠ ʽʟ 
ʟʦʚʥʽʰʥʽʤ ʩʚʽʪʦʤ. ʇʨʦʤʦʚʠʩʪʠʡ ʧʨʠʢʣʘʜ ʮʴʦʛʦ ï ʤʘʥʜʨʽʚʢʠ 
ʏʞʝʥʘ ʍʝ (1371ï1435), ʤʘʩʰʪʘʙ ʩʧʦʨʷʜʞʝʥʥʷ ʷʢʠʭ 
ʥʘʙʘʛʘʪʦ ʧʝʨʝʚʠʱʫʚʘʚ ʪʦʛʦʯʘʩʥʽ ʻʚʨʦʧʝʡʩʴʢʽ. ʇʦʨʽʚʥʷʡʤʦ: 
ʫ 1405ï1433 ʨʦʢʘʭ ʏʞʝʥ ʍʝ ʟʘ ʥʘʢʘʟʦʤ ʽʤʧʝʨʘʪʦʨʘ ʟʜʽʡʩʥʠʚ 
ʩʽʤ ʝʢʩʧʝʜʠʮʽʡ, ʫ ʭʦʜʽ ʷʢʠʭ ʚʽʜʚʽʜʘʚ ʙʽʣʴʰʝ 30 ʢʨʘʾʥ ʽ 
ʨʝʛʽʦʥʽʚ ʽ ʜʦʩʷʛ ʩʭʽʜʥʠʭ ʙʝʨʝʛʽʚ ɸʬʨʠʢʠ ʪʘ ʏʝʨʚʦʥʦʛʦ ʤʦʨʷ, 
ʘ ʨʦʟʤʽʨ ʡʦʛʦ ʬʣʦʪʠʣʽʾ ʩʷʛʘʚ 200 ʩʫʜʽʚ ʽ 27 ʪʠʩʷʯ (!) ʯʣʝʥʽʚ 
ʝʢʽʧʘʞʫ

3
; ʪʦʜʽ ʷʢ ʂʦʣʫʤʙ, ʥʘʧʨʠʢʣʘʜ, ʢʦʪʨʠʡ ʧʨʠʙʣʠʟʥʦ ʫ 

ʪʦʡ ʞʝ ʯʘʩ (1412 ʨ.) ʚʠʨʫʰʠʚ ʥʘ ʧʦʰʫʢʠ ʥʦʚʦʛʦ ʰʣʷʭʫ ʚ 

                                                           
2 Pei-yi Wu An Ambivalent Pilgrim to Tôai Shan in the Seventeenth Century // 

Pilgrims and Sacred Sites in China. Taipei:SMC publishing INC., 1994. ï ʈ. 68. 
3 Фэн Линъюй, Ши Вэйминь ʆʯʝʨʢʠ ʧʦ ʢʫʣʴʪʫʨʝ ʂʠʪʘʷ: ʇʝʨ. ʩ ʢʠʪ. ï ʇʝʢʠʥ: 
ʄʝʞʢʦʥʪʠʥʝʥʪʘʣʴʥʦʝ ʠʟʜʘʪʝʣʴʩʪʚʦ ʂʠʪʘʷ, 2001. ï ʉ.32. 
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ʂʠʪʘʡ (ʤʽʞ ʽʥʰʠʤ), ʤʘʚ ʣʠʰʝ 3 ʩʫʜʥʘ ʡ ʥʝʜʦʚʽʨʫ ʟ ʙʦʢʫ 
ʢʦʨʦʣʽʚʩʴʢʠʭ ʦʩʽʙ.  

ʆʪʞʝ, ʫ ʂʠʪʘʾ ʚʽʜ ʧʦʯʘʪʢʫ ʧʨʘʚʣʽʥʥʷ ʄʽʥʽʚ ʧʦʯʘʣʘ 
ʬʦʨʤʫʚʘʪʠʩʷ ʥʘʩʪʘʥʦʚʘ ʥʘ ʧʨʠʭʠʣʴʥʝ ʩʪʘʚʣʝʥʥʷ ʽ 
ʟʘʦʭʦʯʝʥʥʷ ʜʦ ʨʽʟʥʦʛʦ ʨʦʜʫ ʤʘʥʜʨʽʚʦʢ, ʱʦ, ʫ ʩʚʦʶ ʯʝʨʛʫ, 
ʧʨʠʟʚʝʣʦ ʜʦ ʥʝʙʫʚʘʣʦʛʦ ʧʦʰʠʨʝʥʥʷ ʪʚʦʨʽʚ ʫ ʞʘʥʨʽ йоу-цзі. 
ʆʜʥʘʢ, ʷʢ ʚʞʝ ʙʫʣʦ ʩʢʘʟʘʥʦ ʚʠʱʝ, ʮʽ ʪʚʦʨʠ ʚʞʝ ʥʝ 
ʚʽʜʧʦʚʽʜʘʣʠ ʢʘʥʦʥʽʯʥʠʤ ʚʠʤʦʛʘʤ ʜʦ ʞʘʥʨʫ. ʑʦʙ 
ʧʨʦʽʣʶʩʪʨʫʚʘʪʠ ʮʝ, ʟʚʝʨʥʝʤʦʩʷ ʜʦ ʢʦʥʢʨʝʪʥʠʭ ʧʨʠʢʣʘʜʽʚ.  

ʉʝʨʝʜ ʧʦʧʫʣʷʨʥʠʭ ʧʠʩʴʤʝʥʥʠʢʽʚ ʪʦʛʦ ʯʘʩʫ, ʷʢʠʡ 
ʟʘʣʠʰʠʚ ʙʘʛʘʪʦ ʪʚʦʨʽʚ ʫ ʞʘʥʨʽ йоу-цзі, ʙʫʚ ʖʘʥʴ ʍʫʥ-ʜʘʦ 
(1568ï1610). ʅʝ ʣʠʰʝ ʧʠʩʴʤʝʥʥʠʢ, ʘʣʝ ʡ ʚʠʜʘʪʥʠʡ 
ʣʽʪʝʨʘʪʦʨ ʝʧʦʭʠ ʄʽʥ, ʚʽʥ ʙʫʚ ʦʜʥʠʤ ʽʟ ʛʦʣʦʚʥʠʭ ʪʝʦʨʝʪʠʢʽʚ 
ñˇʫʥ-ʘʥʴʩʴʢʦʛʦ ʢʦʣʘò, ʷʢʝ ʚʽʜʩʪʦʶʚʘʣʦ ʥʦʚʘʪʦʨʩʴʢʽ ʜʣʷ 
ʪʦʛʦʯʘʩʥʦʾ ʢʠʪʘʡʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ ʽʜʝʾ. ɿʦʢʨʝʤʘ, ʯʣʝʥʠ ñˇʫʥ-
ʘʥʴʩʴʢʦʛʦ ʢʦʣʘò ʚʠʩʪʫʧʘʣʠ ʧʨʦʪʠ ʧʨʠʥʮʠʧʫ ʥʘʩʣʽʜʫʚʘʥʥʷ 
ʪʘ ʧʦʚʝʨʥʝʥʥʷ ʜʘʚʥʠʥʠ, ʥʘʧʦʣʷʛʘʣʠ ʥʘ ʪʦʤʫ, ʱʦ 
ʧʠʩʴʤʝʥʥʠʢʫ ʩʣʽʜ ʙʝʟʧʦʩʝʨʝʜʥʴʦ ʚʠʩʣʦʚʣʶʚʘʪʠ ʩʚʦʾ 
ʧʦʯʫʪʪʷ ʽ ʟ ʧʦʚʘʛʦʶ ʩʪʘʚʠʪʠʩʷ ʜʦ ʥʘʨʦʜʥʦʾ ʪʚʦʨʯʦʩʪʽ. 
ɼʦʩʣʽʜʥʠʢʠ ʚʽʜʟʥʘʯʘʶʪʴ, ʱʦ ʜʽʷʣʴʥʽʩʪʴ ñˇʫʥ-ʘʥʴʩʴʢʦʛʦ 
ʢʦʣʘò ʤʘʣʘ ʚʝʣʠʢʝ ʟʥʘʯʝʥʥʷ ʜʣʷ ʟʚʽʣʴʥʝʥʥʷ ʢʠʪʘʡʩʴʢʦʾ 
ʣʽʪʝʨʘʪʫʨʠ ʚʽʜ ʢʫʣʴʪʠʚʫʚʘʥʥʷ ʩʪʠʣʽʩʪʠʯʥʦʾ ʰʪʫʯʥʦʩʪʽ

4
.  

ʆʯʝʚʠʜʥʦ, ʱʦ ʚʢʘʟʘʥʽ ʥʦʚʘʪʦʨʩʴʢʽ ʽʜʝʾ ʤʫʩʠʣʠ 
ʧʦʟʥʘʯʠʪʠʩʷ ʽ ʥʘ ʩʪʨʫʢʪʫʨʽ ʞʘʥʨʫ йоу-цзі. ɿôʷʩʫʻʤʦ ʮʝ ʥʘ 
ʥʘʚʝʜʝʥʦʤʫ ʥʠʞʯʝ ʧʨʠʢʣʘʜʽ*. 

ɺ̔ ʜʟʥʘʯʠʤʦ, ʱʦ, ʦʧʠʩʫʶʯʠ ʩʚʦʶ ʤʘʥʜʨʽʚʢʫ ʚ ʦʜʥʦʤʫ 
ʽʟ ʝʧʽʟʦʜʽʚ ʪʚʦʨʫ, ʖʘʥʴ ʍʫʥ-ʜʘʦ ʟʙʝʨʽʛʘʻ ʣʠʰʝ ʜʚʘ ʧʫʥʢʪʠ 
ʽʟ ʪʨʴʦʭ, ʚʠʟʥʘʯʝʥʠʭ ʢʘʥʦʥʦʤ. ʇʦʢʘʟʦʚʦ, ʱʦ ʚʽʥ 
ʚʽʜʤʦʚʣʷʻʪʴʩʷ ʩʘʤʝ ʚʽʜ ʘʣʶʟʽʡ ʥʘ ʧʦʧʝʨʝʜʥʠʢʽʚ, 
ʟʦʩʝʨʝʜʞʫʶʯʠʩʴ, ʚ ʦʩʥʦʚʥʦʤʫ, ʥʘ ʚʣʘʩʥʽʡ ʨʝʘʢʮʽʾ. ʊʘʢʠʤ 
ʯʠʥʦʤ, ʧʝʨʰʘ ʪʨʘʥʩʬʦʨʤʘʮʽʷ ʽʟ ʞʘʥʨʦʤ йоу-цзі, ʷʢʫ ʤʦʞʥʘ 
ʚʽʜʟʥʘʯʠʪʠ, ʧʦʣʷʛʘʻ ʫ ʚʽʜʤʦʚʽ ʚʽʜ ʜʽʘʣʦʛʫ ʟ ʪʨʘʜʠʮʽʻʶ, ʚ 
ʨʝʟʫʣʴʪʘʪʽ ʯʦʛʦ ʦʩʥʦʚʥʠʡ ʘʢʮʝʥʪ ʫ ʪʚʦʨʽ ʧʝʨʝʤʽʱʫʻʪʴʩʷ ʟʽ 
ʩʧʽʣʢʫʚʘʥʥʷ (ʧʨʦ ʱʦ ʡʰʣʦʩʷ ʚʠʱʝ) ʥʘ ʙʝʟʧʦʩʝʨʝʜʥʻ ʽ 
                                                           
4 Zhonghua dabaike quanshu (ɺʝʣʠʢʘ ʢʠʪʘʡʩʴʢʘ ʝʥʮʠʢʣʦʧʝʜʽʷ ï ʝʣʝʢʪʨʦʥʥʝ 
ʚʠʜʘʥʥʷ ʥʘ ʜʠʩʢʘʭ). ï ʨʦʟʜʽʣ ʧʨʦ Gongan pai. 
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ʪʠʤʯʘʩʦʚʝ (ʦʙʤʝʞʝʥʝ ʯʘʩʦʤ ʤʘʥʜʨʽʚʢʠ) ʩʚʽʪʦʚʽʜʯʫʪʪʷ 
ʘʚʪʦʨʘ. 

ʋ ʥʘʚʝʜʝʥʦʤʫ ʚʠʱʝ ʪʚʦʨʽ ʤʝʪʦʶ ʦʧʠʩʫ ʻ ʚʠʨʘʞʝʥʥʷ 
ʚʽʜʯʫʪʪʷ ʟʚʽʣʴʥʝʥʥʷ ʚʽʜ ʦʙʤʝʞʝʥʴ, ʷʢʝ, ʦʯʝʚʠʜʥʦ, ʙʫʣʦ 
ʘʢʪʫʘʣʴʥʠʤ ʜʣʷ ʘʚʪʦʨʘ ʩʘʤʝ ʥʘ ʪʦʡ ʯʘʩ. ʄʠ ʙʘʯʠʤʦ ʧʝʡʟʘʞ 
ʟ ʪʦʯʢʠ ʟʦʨʫ ʣʶʜʠʥʠ, ʷʢʘ ʧʝʨʝʞʠʚʘʻ ʮʝ ʚʽʜʯʫʪʪʷ, 
ʚʽʜʧʦʚʽʜʥʦ, ʜʦ ʦʧʠʩʫ ʧʦʪʨʘʧʣʷʶʪʴ ʣʠʰʝ ʪʽ ʩʢʣʘʜʦʚʽ 
ʨʝʘʣʴʥʦʛʦ ʧʝʡʟʘʞʫ, ʷʢʽ ʥʘʪʷʢʘʶʪʴ ʥʘ ʟʚʽʣʴʥʝʥʥʷ. 

ʂʦʥʢʨʝʪʠʟʫʻʤʦ ʮʶ ʜʫʤʢʫ. ʇʦ-ʧʝʨʰʝ, ʚʠʥʠʢʥʝʥʥʶ 
ʚʽʜʯʫʪʪʷ ʟʚʽʣʴʥʝʥʥʷ ñʩʧʨʠʷʻò ʯʘʩ ï ʧʝʨʝʭʽʜ ʤʽʞ ʟʠʤʦʶ ʽ 
ʚʝʩʥʦʶ, ʢʦʣʠ ʧʦʯʠʥʘʻʪʴʩʷ ʟʚʽʣʴʥʝʥʥʷ ʧʨʠʨʦʜʠ. ʇʦ-ʜʨʫʛʝ, ʮʝ 
ʚʽʜʯʫʪʪʷ ʧʦʩʠʣʶʻ ʧʨʦʩʪʽʨ ï ʣʦʢʘʣʽʟʘʮʽʷ ʢʽʥʮʝʚʦʛʦ ʧʫʥʢʪʫ 
ʤʘʥʜʨʽʚʢʠ ʟʘ ʤʝʞʘʤʠ ʤʽʩʪʘ. ɯ ʧʦ-ʪʨʝʪʻ, ʩʚʦʻʨʽʜʥʘ 
ʢʫʣʴʤʽʥʘʮʽʷ ʧʨʠʩʫʪʥʦʩʪʽ ʮʴʦʛʦ ʚʽʜʯʫʪʪʷ ʧʨʦʩʪʝʞʫʻʪʴʩʷ ʚ 
ʦʧʠʩʘʭ ʧʨʠʨʦʜʠ, ʧʨʦʙʫʜʞʝʥʥʷ ʷʢʦʾ ʚʽʜ ʟʠʤʦʚʦʛʦ ʩʥʫ 
ʚʠʷʚʣʷʻʪʴʩʷ ʩʧʽʚʟʚʫʯʥʠʤ ʚʥʫʪʨʽʰʥʴʦʤʫ ʩʚʽʪʦʚʽ ʘʚʪʦʨʘ.  

ʆʩʪʘʥʥʷ ʜʫʤʢʘ ʧʦʪʨʝʙʫʻ ʙʽʣʴʰʦʾ ʜʝʪʘʣʽʟʘʮʽʾ. ʉʣʽʜ 
ʟʘʟʥʘʯʠʪʠ, ʱʦ ʚ ʦʩʥʦʚʽ ʧʝʡʟʘʞʥʦʛʦ ʦʧʠʩʫ ʣʝʞʠʪʴ ʪʨʘʜʠʮʽʡʥʘ 
ʜʣʷ ʢʠʪʘʡʩʴʢʦʾ ʢʫʣʴʪʫʨʠ ʩʭʝʤʘ ʧʦʜʽʣʫ ʧʨʦʩʪʦʨʫ ʥʘ ʛʦʨʠ ʽ 
ʚ·ʜʠ. ʉʧʝʨʰʫ ʤʠ ʙʘʯʠʤʦ ʟʚʽʣʴʥʝʥʥʷ ʚʦʜ ï ʨʫʭ ʭʚʠʣʴ ʧʽʩʣʷ 
ʪʦʛʦ, ʷʢ ʣʽʜ ʨʦʟʪʨʽʩʢʘʚʩʷ. ʅʘʚʽʪʴ ʧʦʨʽʚʥʷʥʥʷ, ʜʦ ʷʢʦʛʦ ʪʫʪ 
ʚʜʘʻʪʴʩʷ ʘʚʪʦʨ, ʤʽʩʪʠʪʴ ʥʘʪʷʢ ʥʘ ʧʦʜʦʣʘʥʥʷ ʦʙʤʝʞʝʥʴ ï ʤʦʚʘ 
ʡʜʝ ʧʨʦ ʩʚʽʪʣʦ ʚʽʜ ʜʟʝʨʢʘʣʘ, ʷʢʝ ñʚʠʧʫʩʪʠʣʠò ʟ ʢʦʨʦʙʢʠ. 
ʇʦʪʽʤ ʤʠ ʩʧʦʩʪʝʨʽʛʘʻʤʦ ʛʦʨʠ, ʟʚʽʣʴʥʝʥʽ ʚʽʜ ʩʥʽʛʫ. ɯ ʟʥʦʚʫ 
ʧʦʨʽʚʥʷʥʥʷ, ʟʘʩʥʦʚʘʥʝ ʥʘ ʽʜʝʾ ʟʚʽʣʴʥʝʥʥʷ, ï ʜʝʨʝʚʘ, ʷʢʠʤʠ 
ʚʢʨʠʪʽ ʛʦʨʠ, ʨʦʟʧʫʰʠʣʠʩʷ, ʥʽʙʠ ʨʦʟʯʝʩʘʥʝ ʚʦʣʦʩʩʷ. ʅʝ 
ʚʠʧʘʜʢʦʚʦ ʜʦ ʮʴʦʛʦ ʦʧʠʩʫ ʧʦʪʨʘʧʠʣʘ ʚʝʨʙʘ ï ʥʝʦʜʤʽʥʥʠʡ 
ñʘʪʨʠʙʫʪò ʚʝʩʥʷʥʦʛʦ ʧʝʡʟʘʞʫ. ɸʣʝ ʫ ʪʚʦʨʽ ʖʘʥʷ ʍʫʥ-ʜʘʦ 
ʚʝʨʙʘ ʫʥʽʢʘʣʴʥʘ, ʪʦʤʫ ʱʦ ʪʘʢʦʞ ʤʽʩʪʠʪʴ ʽʜʝʶ ʟʚʽʣʴʥʝʥʥʷ ï 
ʣʝʜʴ ʨʦʟʢʨʠʪʽ ʙʨʫʥʴʢʠ. ʉʪʘʪʠʯʥʘ ʢʘʨʪʠʥʘ ʛʽʨ ʽ ʚʦʜ 
ʜʦʧʦʚʥʶʻʪʴʩʷ ʨʫʭʦʤ ʞʠʚʠʭ ʽʩʪʦʪ ï ʣʶʜʝʡ, ʧʪʘʭʽʚ, ʨʠʙ, ʷʢʽ 
ʪʝʧʝʨ, ʢʦʣʠ ʟʠʤʦʚʠʡ ʚʽʪʝʨ ʦʩʣʘʙ, ʚʽʣʴʥʽ ʫ ʩʚʦʾʭ ʨʫʭʘʭ.  

ʆʪʞʝ, ʤʘʥʜʨʽʚʥʽ ʥʦʪʘʪʢʠ ʖʘʥʷ ʍʫʥ-ʜʘʦ ʥʝ ʧʦʜʽʙʥʽ ʜʦ 
ʧʦʧʝʨʝʜʥʽʭ ʪʚʦʨʽʚ ʮʴʦʛʦ ʞʘʥʨʫ ʚ ʧʝʨʰʫ ʯʝʨʛʫ ʩʚʦʻʶ 
ʙʝʟʧʦʩʝʨʝʜʥʽʩʪʶ, ʧʨʘʛʥʝʥʥʷʤ ʦʙôʻʢʪʠʚʫʚʘʪʠ ʯʝʨʝʟ ʧʝʡʟʘʞ 
ʚʣʘʩʥʽ ʧʦʯʫʪʪʷ. ʊʘʢʘ ʥʘʩʪʘʥʦʚʘ ʤʦʞʝ ʩʚʽʜʯʠʪʠ ʧʨʦ 
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ʧʝʨʝʦʨʽʻʥʪʘʮʽʶ ʽʥʪʝʨʝʩʽʚ ʫ ʢʫʣʴʪʫʨʽ ʄʽʥ ʟ ʪʨʘʜʠʮʽʾ ʥʘ 
ʦʩʦʙʠʩʪʽʩʪʴ. ɸ ʮʝʡ ʚʠʩʥʦʚʦʢ, ʫ ʩʚʦʶ ʯʝʨʛʫ, ʥʝ ʤʦʞʝ ʥʝ 
ʚʠʢʣʠʢʘʪʠ ʟʘʧʠʪʘʥʥʷ: ʥʘʩʢʽʣʴʢʠ ʮʝʡ ʧʨʦʮʝʩ ʚ ʢʠʪʘʡʩʴʢʽʡ 
ʢʫʣʴʪʫʨʽ ʤʦʞʝ ʙʫʪʠ ʩʧʽʚʩʪʘʚʣʶʚʘʥʠʤ ʽʟ ʜʫʞʝ ʧʦʜʽʙʥʠʤʠ 
ʧʨʦʮʝʩʘʤʠ ʚ ʻʚʨʦʧʝʡʩʴʢʽʡ ʢʫʣʴʪʫʨʽ ʯʘʩʽʚ ɺʽʜʨʦʜʞʝʥʥʷ ʪʘ 
ʅʦʚʦʛʦ ʯʘʩʫ? ʆʜʥʘʢ ʚʽʜʧʦʚʽʜʴ ʥʘ ʮʝ ʟʘʧʠʪʘʥʥʷ ʧʦʪʨʝʙʫʻ 
ʧʦʜʘʣʴʰʦʛʦ ʜʦʩʣʽʜʞʝʥʥʷ, ʽ ʜʝʷʢʫ ʽʥʬʦʨʤʘʮʽʶ ʱʦʜʦ ʮʴʦʛʦ 
ʤʦʞʥʘ ʧʦʯʝʨʧʥʫʪʠ ʟ ʽʥʰʦʛʦ ʪʚʦʨʫ ʝʧʦʭʠ ʄʽʥ ʫ ʞʘʥʨʽ йоу-
цзі, ʷʢʠʡ ʤʠ ʨʦʟʛʣʷʥʝʤʦ ʜʘʣʽ. 

ñʄʘʥʜʨʽʚʥʽ ʥʦʪʘʪʢʠ ʉʶʷ ʉʷ-ʢʝò ʭʘʨʘʢʪʝʨʠʟʫʶʪʴʩʷ ʱʝ 
ʙʽʣʴʰʦʶ ʙʘʡʜʫʞʽʩʪʶ ʜʦ ʚʠʤʦʛ ʢʘʥʦʥʫ, ʥʽʞ ʪʚʦʨʠ ʖʘʥʷ 
ʍʫʥ-ʜʘʦ. ʄʦʞʣʠʚʦ ʪʦʤʫ, ʱʦ ʘʚʪʦʨ ʮʴʦʛʦ ʪʚʦʨʫ ʚʙʘʯʘʚ ʩʚʦʻ 
ʧʦʢʣʠʢʘʥʥʷ ʥʝ ʚ ʣʽʪʝʨʘʪʫʨʽ, ʘ ʚ ʤʘʥʜʨʽʚʢʘʭ. ʊʠʤ ʥʝ ʤʝʥʰʝ, 
ʚʠʜʘʚʮʽ ʡʦʛʦ ʪʚʦʨʫ ʚʞʠʣʠ ʫ ʥʘʟʚʽ ʩʘʤʝ ʞʘʥʨʦʚʠʡ ʧʦʢʘʟʥʠʢ 
йоу-цзі. ʊʦʞ ʧʦʟʥʘʡʦʤʠʤʦʩʷ ʟ ʘʚʪʦʨʦʤ ʽ ʨʦʟʛʣʷʥʝʤʦ ʪʚʽʨ 
ʜʝʪʘʣʴʥʽʰʝ. 

ʉʶʡ ʉʷ-ʢʝ (1586ï1641) ʧʦ ʧʨʘʚʫ ʤʦʞʝ ʚʚʘʞʘʪʠʩʷ 
ʥʘʡʙʽʣʴʰ ʮʽʢʘʚʠʤ ʫʯʝʥʠʤ ʽ ʥʝʧʝʨʝʩʽʯʥʦʶ ʦʩʦʙʠʩʪʽʩʪʶ 
ʝʧʦʭʠ ʄʽʥ. ʂʠʪʘʡʮʽ ʥʘʟʠʚʘʶʪʴ ʡʦʛʦ ʚʠʜʘʪʥʠʤ ʛʝʦʛʨʘʬʦʤ 
ʩʚʽʪʦʚʦʛʦ ʨʽʚʥʷ. ʁʦʛʦ ʚʠʙʽʨ ʦʨʠʛʽʥʘʣʴʥʦʛʦ ʩʪʠʣʶ ʞʠʪʪʷ ʽ 
ʥʘʧʦʣʝʛʣʠʚʽʩʪʴ ʫ ʨʝʘʣʽʟʘʮʽʾ ʚʣʘʩʥʠʭ ʽʥʪʝʣʝʢʪʫʘʣʴʥʠʭ 
ʽʥʪʝʨʝʩʽʚ ʚʠʢʣʠʢʘʶʪʴ ʧʦʚʘʛʫ ʡ ʟʘʭʦʧʣʝʥʥʷ ʽ ʟʘʨʘʟ ʫ ʚʩʽʭ, 
ʭʪʦ ʟʥʘʡʦʤʠʪʴʩʷ ʟ ʡʦʛʦ ʞʠʪʪʷʤ ʽ ʪʚʦʨʯʽʩʪʶ.  

ɹʽʦʛʨʘʬʠ ʚʢʘʟʫʶʪʴ, ʱʦ ʭʦʯʘ ʉʶʡ ʉʷ-ʢʝ ʟ ʜʠʪʠʥʩʪʚʘ 
ʧʦʣʶʙʣʷʚ ʯʠʪʘʪʠ ʢʥʠʞʢʠ, ʙʫʚ ʦʙʽʟʥʘʥʠʡ ʽʟ ʢʣʘʩʠʢʦʶ ʽ ʤʘʚ 
ʙʠ ʡʪʠ ʚʪʦʨʦʚʘʥʠʤ ʰʣʷʭʦʤ ʜʦ ʯʠʥʦʚʥʠʮʴʢʠʭ ʧʦʩʘʜ, ʷʢʽ 
ʜʘʚʘʣʠ ʩʪʘʙʽʣʴʥʽʩʪʴ ʽ ʧʨʠʙʫʪʦʢ (ʽ ʜʦ ʷʢʠʭ ʧʨʘʛʥʫʣʦ ʚʩʝ 
ʦʩʚʽʯʝʥʝ ʥʘʩʝʣʝʥʥʷ ʂʠʪʘʶ), ʚʽʥ ʥʝ ʙʘʯʠʚ ʫ ʪʘʢʦʤʫ ʞʠʪʪʽ 
ʦʩʦʙʣʠʚʦʾ ʧʨʠʚʘʙʣʠʚʦʩʪʽ, ʥʘʪʦʤʽʩʪʴ ʚʝʩʴ ʯʘʩ ʤʨʽʷʚ 
ʤʘʥʜʨʫʚʘʪʠ ʢʨʘʾʥʦʶ. ɿʜʽʡʩʥʶʚʘʪʠ ʮʶ ʤʨʽʶ ʚʽʥ ʨʦʟʧʦʯʘʚ ʫ 
22 ʨʦʢʠ, ʦʜʥʘʢ ʧʝʨʰʽ ʤʘʥʜʨʽʚʢʠ ʥʝ ʙʫʣʠ ʪʨʠʚʘʣʠʤʠ, ʦʩʢʽʣʴʢʠ 
ʩʪʘʨʝʥʴʢʘ ʤʘʪʠ ʉʶʷ ʉʷ-ʢʝ ʚʝʩʴ ʯʘʩ ʧʦʪʨʝʙʫʚʘʣʘ ʜʦʧʦʤʦʛʠ. 
ʇʨʦʪʝ ʧʽʩʣʷ ʩʤʝʨʪʽ ʤʘʪʝʨʽ ʚʽʥ ʟʜʽʡʩʥʶʚʘʚ ʱʦʨʽʯʥʽ ʤʘʥʜʨʽʚʢʠ 
ʫ ʨʽʟʥʽ ʢʫʪʦʯʢʠ ʢʨʘʾʥʠ. ʋ 51 ʨʽʢ ʚʽʥ ʚʽʜʚʘʞʠʚʩʷ ʥʘ ʜʘʣʝʢʫ 
ʧʦʜʦʨʦʞ ʧʽʚʜʥʝʤ ʪʘ ʧʽʚʜʝʥʥʠʤ ʟʘʭʦʜʦʤ ʢʨʘʾʥʠ, ʷʢʘ ʪʨʠʚʘʣʘ 4 
ʨʦʢʠ. ʉʘʤʝ ʧʽʜ ʯʘʩ ʮʽʻʾ ʤʘʥʜʨʽʚʢʠ ʚʽʥ ʦʧʠʩʘʚ ʚʠʪʦʢʠ ʨʽʯʦʢ 



Кірносова Надія. Жанр „мандрівних нотаток” в китайській літературі епохи Мін 

63 

ʗʥʮʟʠ ʪʘ ʇʘʥʴʮʟʷʥ, ʘ ʪʘʢʦʞ ʜʝʪʘʣʴʥʦ ʜʦʩʣʽʜʠʚ ʨʝʣʴʻʬ 
ʧʽʚʜʝʥʥʦ-ʟʘʭʽʜʥʦʾ ʤʽʩʮʝʚʦʩʪʽ, ʚʽʜʦʤʦʾ ʧʦʢʣʘʜʘʤʠ ʚʘʧʥʷʢʫ. ʎʷ 
ʤʘʥʜʨʽʚʢʘ ʚʠʜʘʣʘʩʷ ʥʘʡʩʢʣʘʜʥʽʰʦʶ ʫ ʞʠʪʪʽ ʉʶʷ ʉʷ-ʢʝ. ɺ 
ʦʩʥʦʚʥʦʤʫ ʚʽʥ ʧʝʨʝʩʫʚʘʚʩʷ ʧʽʰʢʠ ʽ ʧʨʷʤʫʚʘʚ ʫ ʪʽ ʤʽʩʮʷ, ʜʝ 
ʱʝ ʥʝ ʩʪʫʧʘʣʘ ʥʦʛʘ ʣʶʜʠʥʠ: ʚʽʥ ʩʧʫʩʢʘʚʩʷ ʫ ʛʣʠʙʦʢʽ ʷʨʠ, 
ʧʝʨʝʪʠʥʘʚ ʙʫʨʭʣʠʚʽ ʧʦʪʦʢʠ, ʟʘʛʣʠʙʣʶʚʘʚʩʷ ʫ ʛʣʠʙʦʢʽ ʧʝʯʝʨʠ, 
ʧʽʜ ʜʦʱʝʤ ʽ ʚʽʪʨʦʤ ʧʨʷʤʫʚʘʚ ʯʝʨʝʟ ʣʽʩʦʚʽ ʭʘʱʽ; ʥʝʦʜʥʦʨʘʟʦʚʦ 
ʧʦʪʨʘʧʣʷʚ ʫ ʧʘʩʪʢʫ ʜʦ ʟʣʦʜʽʾʚ ʽ ʟʘʣʠʰʘʚʩʷ ʙʝʟ ʾʞʽ ʪʘ ʦʜʷʛʫ. 
ʅʘ ʧʦʯʘʪʢʫ ʮʽʻʾ ʤʘʥʜʨʽʚʢʠ ʡʦʛʦ ʩʫʧʨʦʚʦʜʞʫʚʘʣʠ 
ʙʫʜʜʽʡʩʴʢʠʡ ʤʦʥʘʭ ʥʘ ʽʤôʷ ʎʟʽʥ-ʚʝʥʴ ʪʘ ʩʣʫʞʥʠʢ ʥʘ 
ʧʨʽʟʚʠʱʝ ˆʫ, ʦʜʥʘʢ ʧʝʨʰʠʡ ʜʦʨʦʛʦʶ ʟʘʭʚʦʨʽʚ ʽ ʧʦʤʝʨ, ʘ 
ʜʨʫʛʠʡ ʚʪʽʢ, ʧʨʠʭʦʧʠʚʰʠ ʚʩʽ ʨʝʯʽ. ʇʨʦʪʝ ʚʩʽ ʮʽ ʧʦʜʽʾ ʥʝ 
ʧʦʭʠʪʥʫʣʠ ʨʽʰʫʯʦʩʪʽ ʉʶʷ ʉʷ-ʢʝ ʽ ʚʽʥ ʚʩʝ ʞ ʟʜʽʡʩʥʠʚ 
ʟʘʜʫʤʘʥʝ

5
. 

ʆʪʞʝ, ʧʨʦʪʷʛʦʤ ʙʽʣʴʰʝ ʥʽʞ 30 ʨʦʢʽʚ ʤʘʥʜʨʽʚʦʢ ʉʶʡ 
ʉ-̫ʢʝ ʚʽʜʚʽʜʘʚ ʩʭʽʜ ʽ ʧʽʚʥʽʯ ʂʠʪʘʶ, ʧʽʚʜʝʥʥʽ ʧʨʠʤʦʨʩʴʢʽ 
ʨʘʡʦʥʠ ʽ ʧʽʚʜʝʥʥʦ-ʟʘʭʽʜʥʽ ʚʠʩʦʢʦʛʽʨôʷ. ʋʚʝʩʴ ʮʝʡ ʯʘʩ ʚʽʥ ʚʽʚ 
ʱʦʜʝʥʥʠʢ, ʫ ʷʢʦʤʫ ʟʘʧʠʩʫʚʘʚ ʫʩʝ, ʱʦ ʙʘʯʠʚ ʽ ʧʝʨʝʞʠʚʘʚ. 
ʅʘʚʽʪʴ ʷʢʱʦ ʚʽʥ ʧʨʦʭʦʜʠʚ ʟʘ ʜʝʥʴ ʙʽʣʴʰʝ 50 ʢʤ ʽ ʟʫʧʠʥʷʚʩʷ 
ʥʘ ʥʽʯ ʫ ʨʫʡʥʦʚʠʱʘʭ, ʚʽʥ ʦʜʥʘʢʦʚʦ ʟʘʧʘʣʶʚʘʚ ʢʘʛʘʥʮʷ ʥʘ 
ʩʦʻʚʽʡ ʦʣʽʾ ʽ ʟʘʧʠʩʫʚʘʚ ʚʩʝ, ʱʦ ʪʨʘʧʠʣʦʩʷ ʧʨʦʪʷʛʦʤ ʜʥʷ. ɯʥʦʜʽ 
ʜʦʚʦʜʠʣʦʩʷ ʥʦʯʫʚʘʪʠ ʧʨʦʩʪʦ ʥʝʙʘ, ʪʦʜʽ ʚʽʥ ʧʽʜʧʘʣʶʚʘʚ 
ʩʪʘʨʠʡ ʙʫʨôʷʥ ʽ ʚʩʝ ʦʜʥʦ ʧʨʦʜʦʚʞʫʚʘʚ ʚʝʩʪʠ ʱʦʜʝʥʥʠʢ. ʎʽ 
ʟʘʧʠʩʠ ʟʽʙʨʘʣʠ ʽ ʚʧʦʨʷʜʢʫʚʘʣʠ ʡʦʛʦ ʥʘʱʘʜʢʠ, ʚʠʧʫʩʪʠʚʰʠ 
ʪʘʢʫ ʧʦʧʫʣʷʨʥʫ ʡ ʩʴʦʛʦʜʥʽ ʢʥʠʛʫ ñʄʘʥʜʨʽʚʥʽ ʥʦʪʘʪʢʠ ʉʶʷ 
ʉ-̫ʢʝò. ʎʷ ʢʥʠʛʘ ʥʝ ʣʠʰʝ ʤʽʩʪʠʪʴ ʦʧʠʩʠ ʯʠʩʣʝʥʥʠʭ 
ʛʝʦʛʨʘʬʽʯʥʠʭ ʦʙôʻʢʪʽʚ ʂʠʪʘʶ; ʥʘʡʚʘʞʣʠʚʽʰʝ, ʱʦ ʘʚʪʦʨ, 
ʩʧʠʨʘʶʯʠʩʴ ʥʘ ʨʦʟʫʤ ʽ ʩʧʦʩʪʝʨʝʞʣʠʚʽʩʪʴ (ʽ ʩʤʽʣʠʚʦ 
ʚʽʜʢʠʜʘʶʯʠ ʟʘʩʪʘʨʽʣʽ ʫʷʚʣʝʥʥʷ), ʥʘʤʘʛʘʚʩʷ ʚʩʪʘʥʦʚʠʪʠ 
ʟʘʢʦʥʦʤʽʨʥʦʩʪʽ ʛʝʦʛʨʘʬʽʯʥʠʭ ʷʚʠʱ, ʯʠʤ ʟʨʦʙʠʚ ʥʝʦʮʽʥʝʥʥʠʡ 
ʚʥʝʩʦʢ ʫ ʨʦʟʚʠʪʦʢ ʛʝʦʛʨʘʬʽʾ ʚ ʂʠʪʘʾ. ɿʦʢʨʝʤʘ, ʡʦʛʦ ʦʧʠʩʠ 
ʧʽʚʜʝʥʥʦ-ʟʘʭʽʜʥʠʭ ʚʘʧʥʷʢʽʚ ʟʘʣʠʰʘʶʪʴʩʷ ʥʘʡʨʘʥʽʰʠʤʠ ʽ 
ʥʘʡʜʝʪʘʣʴʥʽʰʠʤʠ ʫ ʩʚʽʪʽ. ɿʘʫʚʘʞʠʤʦ, ʱʦ ʚ ɭʚʨʦʧʽ ʧʦʜʽʙʥʽ 
ʜʦʩʣʽʜʞʝʥʥʷ ʨʦʟʧʦʯʘʣʠʩʷ ʘʞ ʩʪʦʣʽʪʪʷʤ ʧʽʟʥʽʰʝ.  

                                                           
5
 Zhonghua huoye wenxuan. ï Beijing: Zhonghua shuju, 1964. ï Vol.3. ï p. 229. 
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ʈʦʟʛʣʷʥʝʤʦ ʦʜʠʥ ʽʟ ʟʘʧʠʩʽʚ ʽʟ ʱʦʜʝʥʥʠʢʘ ʉʶʷ ʉʷ-ʢʝ, 
ʟʨʦʙʣʝʥʠʡ ʫ ʩʽʯʥʽ-ʣʶʪʦʤʫ 1637 ʨʦʢʫ ʧʽʜ ʯʘʩ ʤʘʥʜʨʽʚʢʠ 
ʟʝʤʣʷʤʠ ʏʫ (ʥʠʥʽʰʥʷ ʧʨʦʚʽʥʮʽʷ ʍʫ-ʥʘʥʴ)**. ʆʯʝʚʠʜʥʦ, ʱʦ 
ʉʶʡ ʉʷ-ʢʝ ʥʝ ʜʦʪʨʠʤʫʻʪʴʩʷ ʫ ʩʚʦʻʤʫ ʪʚʦʨʽ ʞʦʜʥʦʾ ʟ 
ʢʘʥʦʥʽʯʥʠʭ ʚʠʤʦʛ: ʚʽʥ ʥʝ ʪʽʣʴʢʠ ʚʽʜʤʦʚʣʷʻʪʴʩʷ ʚʽʜ 
ʥʘʩʣʽʜʫʚʘʥʥʷ ʽ ʜʽʘʣʦʛʫ ʟ ʪʨʘʜʠʮʽʻʶ, ʚʽʥ ʪʘʢʦʞ ʥʝ ʧʨʠʜʽʣʷʻ ʽ 
ʦʩʦʙʣʠʚʦʾ ʫʚʘʛʠ ʚʣʘʩʥʽʡ ʨʝʘʢʮʽʾ, ʜʫʞʝ ʢʦʨʦʪʢʦ ʚʠʩʣʦʚʣʶʶʯʠ 
ʟʘʭʦʧʣʝʥʥʷ ʦʢʨʝʤʠʤʠ ʜʠʚʘʤʠ ʧʨʠʨʦʜʠ. ʊʘʢʠʤ ʯʠʥʦʤ, ʚʽʥ 
ʧʝʨʝʤʽʱʫʻ ʬʦʢʫʩ ʘʚʪʦʨʩʴʢʠʭ ʽʥʪʝʨʝʩʽʚ ʟ ʣʶʜʠʥʠ ʥʘ ʤʽʩʮʝ, 
ʷʢʝ ʦʧʠʩʫʻʪʴʩʷ, ʩʫʪʪʻʚʦ ʨʦʟʰʠʨʶʶʯʠ ʧʨʠ ʮʴʦʤʫ ʤʦʞʣʠʚʦʩʪʽ 
ʞʘʥʨʫ йоу-цзі. 

ʆʪʞʝ, ʜʨʫʛʘ ʪʨʘʥʩʬʦʨʤʘʮʽʷ ʽʟ ʞʘʥʨʦʤ йоу-цзі, ʷʢʫ 
ʚʘʨʪʦ ʦʢʨʝʩʣʠʪʠ ʫ ʤʝʞʘʭ ʮʽʻʾ ʩʪʘʪʪʽ, ʧʦʣʷʛʘʻ ʫ ʢʘʨʜʠʥʘʣʴʥʽʡ 
ʚʽʜʤʦʚʽ ʚʽʜ ʢʘʥʦʥʽʯʥʠʭ ʦʙʤʝʞʝʥʴ, ʱʦ ʙʫʣʦ ʟʫʤʦʚʣʝʥʦ 
ʧʝʨʝʤʽʱʝʥʥʷʤ ʽʥʪʝʨʝʩʽʚ ʽʟ ʩʫʙôʻʢʪʠʚʥʦʛʦ ʚʥʫʪʨʽʰʥʴʦʛʦ ʩʚʽʪʫ 
ʥʘ ʦʙôʻʢʪʠʚʥʠʡ ʟʦʚʥʽʰʥʽʡ. ɺʠʭʦʜʷʯʠ ʟ ʪʘʢʠʭ ʽʥʪʝʨʝʩʽʚ, ʘʚʪʦʨ 
ʥʝ ʙʘʯʠʚ ʥʝʦʙʭʽʜʥʦʩʪʽ ʦʨʽʻʥʪʫʚʘʪʠʩʷ ʥʘ ʣʽʪʝʨʘʪʫʨʥʫ 
ʪʨʘʜʠʮʽʶ, ʘ ʦʙʨʘʚ ʜʣʷ ʩʝʙʝ, ʷʢ ʥʘʡʟʨʫʯʥʽʰʠʡ, ʞʘʥʨ 
ʱʦʜʝʥʥʠʢʘ, ʥʘʡʙʽʣʴʰ ʚʽʣʴʥʠʡ ʚʽʜ ʙʫʜʴ-ʷʢʠʭ ʢʘʥʦʥʽʯʥʠʭ 
ʧʨʠʧʠʩʽʚ.  

ʋ ʮʝʥʪʨʽ ʦʧʠʩʽʚ ʉʶʷ ʉʷ-ʢʝ ʟʥʘʭʦʜʷʪʴʩʷ ʨʝʘʣʴʥʽ 
ʛʝʦʛʨʘʬʽʯʥʽ ʦʙôʻʢʪʠ. ɺʽʥ ʜʝʪʘʣʽʟʫʻ ʾʭ ʧʦʣʦʞʝʥʥʷ ʚ ʧʨʦʩʪʦʨʽ 
(ʫ ʧʨʠʪʘʤʘʥʥʽʡ ʢʠʪʘʡʩʴʢʦʤʫ ʤʠʩʣʝʥʥʶ ʯʽʪʢʽʡ ʩʽʪʮʽ 
ʢʦʦʨʜʠʥʘʪ, ʷʢʘ ʟʦʨʽʻʥʪʦʚʘʥʘ ʥʘ ʩʪʦʨʦʥʠ ʩʚʽʪʫ, ʘ ʥʝ ʥʘ ʪʘʢʽ 
ʩʫʙôʻʢʪʠʚʥʽ ʦʨʽʻʥʪʠʨʠ, ʷʢ ʧʨʘʚʦ, ʣʽʚʦ, ʧʦʟʘʜʫ, ʧʦʧʝʨʝʜʫ 
ʪʦʱʦ). ɹʽʣʴʰʝ ʪʦʛʦ, ʚʽʥ ʯʽʪʢʦ ʚʢʘʟʫʻ ʨʦʟʤʽʨʠ ʦʙôʻʢʪʽʚ ʽ 
ʚʽʜʩʪʘʥʽ ʤʽʞ ʥʠʤʠ. ʅʘʧʨʠʢʣʘʜ, ñʰʠʨʠʥʘ ʧʝʯʝʨʢʠ ï 1 чи 5 
цуней, ʚʠʩʦʪʘ ï 2 чиò. ʗʢʱʦ ʚʨʘʭʫʚʘʪʠ, ʱʦ 5 цуней ʮʝ 
16,7 ʤʤ, ʪʦ ʧʨʠʩʢʽʧʣʠʚʽʩʪʴ ʘʚʪʦʨʘ ʫ ʚʠʤʽʨʘʭ ʚʠʜʘʻʪʴʩʷ 
ʧʨʦʩʪʦ ʥʝʡʤʦʚʽʨʥʦʶ! ɼʠʚʫʻ ʥʝ ʣʠʰʝ ʪʘʢʘ ʬʝʥʦʤʝʥʘʣʴʥʘ 
ʪʦʯʥʽʩʪʴ, ʘʣʝ ʡ ʩʘʤ ʬʘʢʪ ʥʝʦʙʭʽʜʥʦʩʪʽ ʚʠʤʽʨʶʚʘʪʠ ʽ 
ʚʢʘʟʫʚʘʪʠ ʚʩʝ ʟ ʪʘʢʦʶ ʪʦʯʥʽʩʪʶ. ʅʘʩʪʘʥʦʚʘ ʥʘ ʪʘʢʽ ʨʝʪʝʣʴʥʽ 
ʚʠʤʽʨʶʚʘʥʥʷ ʻ ʧʨʦʩʪʦ ʙʝʟʧʨʝʮʝʜʝʥʪʥʦʶ ʜʣʷ ʞʘʥʨʫ йоу-цзі. 

ʆʜʥʘʢ, ʥʝʟʚʘʞʘʶʯʠ ʥʘ ʜʝʪʘʣʴʥʽʩʪʴ ʦʧʠʩʽʚ, ʥʦʪʘʪʢʠ 
ʉʶʷ ʉʷ-ʢʝ ʥʝ ʚʠʛʣʷʜʘʶʪʴ ñʩʫʭʠʤʠò ʯʠ ʥʝʮʽʢʘʚʠʤʠ. ɸʜʞʝ ʚ 
ʾʭ ʦʩʥʦʚʽ ʣʝʞʠʪʴ ʽʥʪʨʠʛʘ ï ʽʥʪʨʠʛʘ ʫ ʩʪʦʩʫʥʢʘʭ ʤʽʞ ʨʦʟʫʤʦʤ 
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ʪʘ ʤʽʬʦʤ. ʈʦʟʧʦʚʽʜʘʶʯʠ ʧʨʦ ʜʠʚʦʚʠʞʥʽ ʧʝʯʝʨʠ ʟ ʜʫʭʘʤʠ 
ʜʨʘʢʦʥʽʚ, ʣʽʪʝʨʘʪʫʨʥʘ ʪʨʘʜʠʮʽʷ ʩʪʚʦʨʶʻ ʽʥʪʨʠʛʫ ʜʣʷ ʨʦʟʫʤʫ, 
ʩʧʦʥʫʢʘʻ ʡʦʛʦ ʰʫʢʘʪʠ ʧʦʷʩʥʝʥʴ ʜʠʚʫ. ɯ ʉʶʡ ʉʷ-ʢʝ ʙʫʚ 
ʦʜʥʠʤ ʽʟ ʧʝʨʰʠʭ, ʭʪʦ ʚʚʽʚ ʨʘʮʽʦʥʘʣʴʥʠʡ ʢʦʤʧʦʥʝʥʪ ʫ 
ʣʽʪʝʨʘʪʫʨʫ ʽ ʜʦʚʽʚ, ʱʦ ʨʝʘʣʴʥʽʩʪʴ ʤʦʞʝ ʙʫʪʠ ʥʝ ʤʝʥʰ 
ʜʠʚʦʚʠʞʥʦʶ ʽ ʟʘʭʦʧʣʶʶʯʦʶ, ʥʽʞ ʚʠʛʘʜʢʘ.  

ʆʪʞʝ, ʤʘʥʜʨʽʚʥʽ ʥʦʪʘʪʢʠ ʉʶʷ ʉʷ-ʢʝ ʚʽʜʨʽʟʥʷʶʪʴʩʷ ʚʽʜ 
ʧʦʧʝʨʝʜʥʽʭ ʪʚʦʨʽʚ ʫ ʮʴʦʤʫ ʞʘʥʨʽ ʩʚʦʻʶ ʨʘʮʽʦʥʘʣʴʥʽʩʪʶ, ʷʢʘ 
ʩʚʽʜʯʠʪʴ ʧʨʦ ʧʦʩʠʣʝʥʥʷ ʽʥʪʝʨʝʩʫ ʜʦ ʦʙôʻʢʪʠʚʥʦʾ ʨʝʘʣʴʥʦʩʪʽ.  

ʁʦʛʦ ʪʚʽʨ ʪʘʢ ʩʘʤʦ ʟʤʫʰʫʻ ʟʘʤʠʩʣʠʪʠʩʷ ʥʘʜ 
ʜʠʚʦʚʠʞʥʦʶ ʧʦʜʽʙʥʽʩʪʶ ʧʨʦʮʝʩʽʚ, ʱʦ ʚʽʜʙʫʚʘʣʠʩʷ ʚ 
ʢʠʪʘʡʩʴʢʽʡ ʪʘ ʻʚʨʦʧʝʡʩʴʢʽʡ ʢʫʣʴʪʫʨʘʭ XVII ʩʪ. ʅʘ 
ʧʽʜʪʚʝʨʜʞʝʥʥʷ ʜʫʤʢʠ ʧʨʦ ʪʘʢʫ ʧʦʜʽʙʥʽʩʪʴ ʥʘʚʝʜʝʤʦ ʮʠʪʘʪʫ 
ʟ ʘʥʛʣʽʡʩʴʢʦʛʦ ʜʦʩʣʽʜʥʠʢʘ ʋ.ɹʝʟʠʣʘ, ʷʢʠʡ ʧʠʰʝ, ʱʦ ʚ 
ʻʚʨʦʧʝʡʩʴʢʽʡ ʢʫʣʴʪʫʨʽ XVII ʩʪ. ñ...ʟʘʤʽʩʪʴ ñʽʩʪʠʥʠò, 
ʧʨʦʛʦʣʦʰʝʥʦʾ ʘʚʪʦʨʠʪʝʪʘʤʠ, ʣʶʜʠ ʧʦʯʘʣʠ ʧʨʘʛʥʫʪʠ ʪʘʢʦʾ, 
ʷʢʘ ʙ ʜʦʟʚʦʣʷʣʘ ʾʤ ʚʠʤʽʨʶʚʘʪʠ, ʟʚʘʞʫʚʘʪʠ ʽ ʢʦʥʪʨʦʣʶʚʘʪʠ 
ʨʝʯʽ ʥʘʚʢʦʣʦ ʥʠʭ, ʚʦʥʠ ʙʘʞʘʣʠ, ʟʘ ʩʣʦʚʘʤʠ ɹʝʢʦʥʘ, 
ʨʦʟʰʠʨʠʪʠ ʤʝʞʽ ʩʚʦʻʾ ʚʣʘʜʠ ʽ ʚʝʣʠʯʽò

6
. ʏʠ ʥʝ ʧʨʦ ʥʝʜʦʚʽʨʫ 

ʜʦ ʽʩʪʠʥ, ʚʠʩʣʦʚʣʝʥʠʭ ʘʚʪʦʨʠʪʝʪʘʤʠ, ʩʚʽʜʯʘʪʴ ʽ ʪʚʦʨʠ ʉʶʷ 
ʉ-̫ʢʝ ʪʘ ʖʘʥʷ ʍʫʥ-ʜʘʦ? ʇʝʨʝʢʣʘʜʠ, ʷʢʽ ʤʠ ʨʦʟʛʣʷʥʫʣʠ ʚ 
ʮʽʡ ʩʪʘʪʪʽ, ʩʚʽʜʯʘʪʴ ʧʨʦ ʧʦʪʨʝʙʫ ʧʝʨʝʛʣʷʥʫʪʠ ʣʽʪʝʨʘʪʫʨʥʫ 
ʪʨʘʜʠʮʽʶ, ʱʦ ʚʪʽʣʠʣʦʩʷ, ʟʦʢʨʝʤʘ, ʡ ʫ ʞʘʥʨʽ йоу-цзі. 

ʅʘʛʘʜʘʻʤʦ, ʱʦ ʚ ʝʧʦʭʫ ʄʽʥ ʫ ʪʚʦʨʘʭ ʞʘʥʨʫ йоу-цзі 
ʧʦʩʠʣʠʣʠʩʷ ʪʝʥʜʝʥʮʽʾ ʜʦ ʙʝʟʧʦʩʝʨʝʜʥʦʩʪʽ ʪʘ ʨʘʮʽʦʥʘʣʴʥʦʩʪʽ 
ʦʧʠʩʽʚ, ʱʦ ʙʫʣʦ ʧʦʚôʷʟʘʥʝ ʽʟ ʧʝʨʝʤʽʱʝʥʥʷʤ ʽʥʪʝʨʝʩʽʚ 
ʣʽʪʝʨʘʪʫʨʠ ʚʽʜ ʪʨʘʜʠʮʽʾ ʜʦ ʦʩʦʙʠʩʪʦʩʪʽ ʪʘ ʜʦ ʦʙôʻʢʪʠʚʥʦʾ 
ʨʝʘʣʴʥʦʩʪʽ. ʋ ʨʝʟʫʣʴʪʘʪʽ ʪʘʢʦʾ ʟʤʽʥʠ ʽʥʪʝʨʝʩʽʚ ʧʦʨʫʰʠʚʩʷ 
ʢʘʥʦʥ ʽ ʞʘʥʨ ʟʘʟʥʘʚ ʪʨʘʥʩʬʦʨʤʘʮʽʡ.  

ʅʘʧʨʠʢʽʥʮʽ ʭʦʪʽʣʦʩʷ ʙ ʪʘʢʦʞ ʟʘʫʚʘʞʠʪʠ, ʱʦ ʞʘʥʨ йоу-
цзі ʟʘʩʣʫʛʦʚʫʻ ʥʘ ʪʝ, ʱʦʙ ʙʫʪʠ ʰʠʨʰʝ ʧʨʝʜʩʪʘʚʣʝʥʠʤ ʚ 

                                                           
6 ñéinstead of the kind of ótruthô which is consistent with authoritative teaching, 

men began to desire the kind wich would enable them to measure, to weigh and to 
control the things around them; they desired, in Baconôs words, ñto extend more 
widly the limits of the power and greatness of manò: Basil W. The Seventeenth 
Century Background. ï N. Y.: Doubleday Anchor Book, 1953. ï p. 14. 
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ʫʢʨʘʾʥʩʴʢʦʤʫ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʩʪʚʽ ʽ ʛʣʠʙʰʝ ʜʦʩʣʽʜʞʝʥʠʤ, 
ʟʦʢʨʝʤʘ ʽ ʚ ʢʦʤʧʘʨʘʪʠʚʥʦʤʫ ʘʩʧʝʢʪʽ. ɸʜʞʝ ʚʽʥ ʜʘʻ ʫʷʚʣʝʥʥʷ 
ʧʨʦ ʩʚʽʪʦʙʘʯʝʥʥʷ ʪʽʻʾ ʝʧʦʭʠ, ʚʠʷʚʣʷʻ ʥʝ ʣʠʰʝ ʝʩʪʝʪʠʯʥʽ 
ʽʜʝʘʣʠ, ʘʣʝ ʡ ʥʘʫʢʦʚʽ ʽʥʪʝʨʝʩʠ ʪʠʭ ʯʘʩʽʚ. 

 
 

*        ЮАНЬ ХУН-ДАО  

Нотатки про мандрівку до Повної Криниці 

ʋ ʇʝʢʽʥʽ ʜʫʞʝ ʭʦʣʦʜʥʦ, ʥʘʚʽʪʴ ʧʽʩʣʷ ʩʚʷʪʘ ɺʽʜʨʦʜʞʝʥʥʷ ʢʚʽʪʽʚ ʤʦʨʦʟ 
ʚʩʝ ʱʝ ʪʨʠʤʘʚʩʷ ʽ ʯʘʩʪʦ ʜʫʚ ʭʦʣʦʜʥʠʡ ʚʽʪʝʨ ʟ ʧʽʚʥʦʯʽ, ʷʢʠʡ ʟʜʽʡʤʘʚ 
ʢʫʨʷʚʫ ʽ ʢʦʪʠʚ ʢʘʤʽʥʥʷ. ʗ ʟʤʫʰʝʥʠʡ ʙʫʚ ʥʠʜʽʪʠ ʚ ʢʽʤʥʘʪʽ, ʪʦʤʫ ʱʦ ʚʠʡʪʠ 
ʙʫʣʦ ʥʝʤʦʞʣʠʚʦ; ʱʦʨʘʟʫ, ʢʦʣʠ ʥʘʣʽʪʘʚ ʚʽʪʝʨ, ʥʝ ʤʦʞʥʘ ʙʫʣʦ ʧʨʦʡʪʠ ʽ ʩʪʘ 
ʢʨʦʢʽʚ, ʷʢ ʟʤʫʰʝʥʠʡ ʙʫʚ ʚʝʨʪʘʪʠʩʷ. 
ʋ 20-ʭ ʯʠʩʣʘʭ ʣʶʪʦʛʦ ʪʨʦʭʠ ʧʦʪʝʧʣʽʰʘʣʦ, ʽ ʷ ʧʽʰʦʚ ʟ ʜʨʫʟʷʤʠ ʜʦ 

ʇʦʚʥʦʾ ʂʨʠʥʠʮʽ, ʱʦ ʟʘ ʉʭʽʜʥʠʤʠ ʚʦʨʦʪʘʤʠ. ʄʠ ʧʦʙʘʯʠʣʠ ʚʠʩʦʢʽ ʚʝʨʙʠ, 
ʱʦ ʟ ʦʙʦʭ ʙʦʢʽʚ ʦʙʩʪʫʧʠʣʠ ʜʘʤʙʫ, ʽ ʞʠʨʥʫ ʪʘ ʚʦʣʦʛʫ ʟʝʤʣʶ. ʅʘʚʢʦʣʦ 
ʙʫʣʦ ʪʘʢ ʙʘʛʘʪʦ ʧʨʦʩʪʦʨʫ, ʱʦ ʷ ʚʽʜʯʫʚ ʩʝʙʝ ʣʝʙʝʜʝʤ, ʱʦ ʚʠʨʚʘʚʩʷ ʟ 
ʢʣʽʪʢʠ. ʃʽʜ ʱʦʡʥʦ ʧʦʪʨʽʩʢʘʚʩʷ, ʽ ʭʚʠʣʽ ʚʠʙʣʠʩʢʫʚʘʣʠ ʥʽʙʠ ʨʠʙôʷʯʘ ʣʫʩʢʘ. 
ɺʦʜʘ ʙʫʣʘ ʪʘʢʦʶ ʧʨʦʟʦʨʦʶ, ʱʦ ʤʦʞʥʘ ʙʫʣʦ ʧʦʙʘʯʠʪʠ ʜʥʦ, ʽ ʩʚʽʪʠʣʘʩʷ, 
ʥʽʙʠ ʥʦʚʝ ʜʟʝʨʢʘʣʦ ʽʟ ʱʦʡʥʦ ʚʽʜʢʨʠʪʦʾ ʢʦʨʦʙʢʠ. ɻʦʨʠ, ʤʦʚ ʦʤʠʪʽ ʩʥʽʛʦʤ ʽ 
ʥʘʪʝʨʪʽ ʜʦ ʙʣʠʩʢʫ, ʙʫʣʠ ʩʚʽʞʠʤʠ ʽ ʧʨʝʢʨʘʩʥʠʤʠ, ʥʽʙʠ ʱʦʡʥʦ ʨʦʟʯʝʩʘʥʝ 
ʚʦʣʦʩʩʷ ʚʤʠʪʦʾ ʽ ʚʙʨʘʥʦʾ ʢʨʘʩʫʥʽ. ɺʝʨʙʦʚʽ ʛʽʣʢʠ ʟ ʣʝʜʚʝ ʨʦʟʢʨʠʪʠʤʠ 
ʙʨʫʥʴʢʘʤʠ ʥʽʞʥʦ ʢʦʣʠʭʘʣʠʩʷ ʟʘ ʚʽʪʨʦʤ. ʅʘ ʧʰʝʥʠʯʥʦʤʫ ʧʦʣʽ, ʤʦʚ ʢʦʥʷʯʘ 
ʛʨʠʚʘ, ʟʽʡʰʣʠ ʧʘʨʦʩʪʢʠ. ʍʦʯʘ ʦ ʮʽʡ ʧʦʨʽ ʚʽʜʚʽʜʫʚʘʯʽʚ ʪʫʪ ʙʫʣʦ ʱʝ ʥʝ 
ʙʘʛʘʪʦ, ʚʩʝ ʞ ʟʨʽʜʢʘ ʟôʷʚʣʷʣʠʩʷ ʘʙʦ ʪʽ, ʭʪʦ ʥʘʙʠʨʘʚ ʽʟ ʢʨʠʥʠʮʽ ʚʦʜʫ ʽ 
ʟʘʚʘʨʶʚʘʚ ʯʘʡ, ʘʙʦ ʪʽ, ʭʪʦ ʧʠʣʠ ʚʠʥʦ ʽ ʩʧʽʚʘʣʠ, ʘʙʦ ʞ ʞʽʥʢʠ ʫ ʷʩʢʨʘʚʦʤʫ 
ʦʜʷʟʽ ʥʘ ʚʽʩʣʶʢʘʭ. ɺʽʪʝʨ ʱʝ ʥʝ ʚʪʨʘʪʠʚ ʩʚʦʻʾ ʩʠʣʠ, ʦʜʥʘʢ ʚʞʝ ʤʦʞʥʘ ʙʫʣʦ 
ʧʝʨʝʩʫʚʘʪʠʩʷ, ʭʦʯʘ ʩʧʠʥʘ ʡ ʚʢʨʠʚʘʣʘʩʷ ʧʦʪʦʤ. ʋʩʽ ʧʪʘʭʠ, ʷʢʽ ʛʨʽʣʠʩʷ ʥʘ 
ʧʽʩʦʯʢʫ, ʽ ʨʠʙʠ, ʷʢʽ ʚʧʠʚʘʣʠʩʷ ʭʚʠʣʷʤʠ, ʥʽʙʠ ʚʠʧʨʦʤʽʥʶʚʘʣʠ ʨʘʜʽʩʪʴ 
ʢʨʽʟʴ ʧʝʨʦ ʯʠ ʣʫʩʢʫ. ʊʽʣʴʢʠ ʪʝʧʝʨ ʷ ʟʨʦʟʫʤʽʚ, ʱʦ ʮʝ ʥʝ ʚʝʩʥʠ ʥʝʤʘʻ ʟʘ 
ʤʽʩʪʦʤ, ʘ ʤʝʰʢʘʥʮʽ ʤʽʩʪʘ ʧʨʦʩʪʦ ʱʝ ʧʨʦ ʥʝʾ ʥʝ ʟʥʘʶʪʴ. 

ʎʷ ʤʘʥʜʨʽʚʢʘ ʥʝ ʰʢʦʜʠʣʘ ʩʧʨʘʚʘʤ, ʽ ʷ ʤʽʛ ʙʝʟʧʝʯʥʦ ʛʫʣʷʪʠ ʤʽʞ 

ʛʦʨʘʤʠ ʪʘ ʤʠʣʫʚʘʪʠʩʷ ʪʨʘʚʠʯʢʦʶ. ʄʦʷ ʯʠʥʦʚʥʠʮʴʢʘ ʧʦʩʘʜʘ ʮʝ ʜʦʟʚʦʣʷʣʘ. 

ɼʦ ʪʦʛʦ ʞ, ʮʝ ʤʽʩʮʝ ʷʢʨʘʟ ʟʥʘʭʦʜʠʣʦʩʷ ʥʝʜʘʣʝʢʦ ʚʽʜ ʤʦʛʦ ʞʠʪʣʘ, ʪʦʤʫ ʤʦʾ 

ʤʘʥʜʨʽʚʢʠ ʡ ʨʦʟʧʦʯʘʣʠʩʷ ʟʚʽʜʩʠ. ʊʦʞ ʯʠ ʤʽʛ ʷ ʥʝ ʟʘʧʠʩʘʪʠ ʮʝ? ʎʷ 

ʧʦʜʦʨʦʞ ʚʽʜʙʫʣʘʩʷ ʫ ʣʶʪʦʤʫ ʥʘ 27 ʨʽʢ ʧʨʘʚʣʽʥʥʷ ʧʽʜ ʜʝʚʽʟʦʤ ɺʘʥʴ-ʣʽ 

(1600 ʨ.). 
(ʇʝʨʝʢʣʘʜ ʟʨʦʙʣʝʥʦ ʟʘ ʚʠʜʘʥʥʷʤ: Zhongguo gudai sanwen.- Shanghai: 

Shaonian ertong chubanshe, 1984.) 
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 Мандрівка землями Чу 

ɿʥʦʚʫ ʚʠʡʰʦʚ ʟ ʉʽʥʴ-ʘʥʷ ʡ ʧʦʧʨʷʤʫʚʘʚ ʥʘ ʧʽʚʥʽʯ, ʡʰʦʚ 2.5 ʢʤ
7
 ʘʞ 

ʧʦʢʠ ʩʧʫʩʪʠʚʩʷ ʛʽʨʩʴʢʠʤ ʭʨʝʙʪʦʤ ɼʨʘʢʦʥʦʚʘ ɻʦʣʦʚʘ ʽ ʜʦʩʷʛʥʫʚ ʩʪʘʚʢʘ 
ʐʦʚʢʦʚʘ ʅʠʪʢʘ. ʋ ʮʴʦʤʫ ʤʽʩʮʽ, ʟʛʽʜʥʦ ñɿʘʧʠʩʘʤ ʧʨʦ ʦʙôʻʜʥʘʥʥʷ ɺʝʣʠʢʦʾ 
ʄʽʥò, ʻ ʊʨʠ ʇʝʯʝʨʠ ʎʠʥʽʚ, ɺʝʨʭʥʷ ʟ ʷʢʠʭ ʟʘʢʨʠʪʘ ʢʘʤôʷʥʠʤʠ ʚʦʨʦʪʘʤʠ, 
ʢʨʽʟʴ ʷʢʽ ʥʝ ʤʦʞʥʘ ʧʨʦʡʪʠ. ʅʘʧʝʨʝʜʦʜʥʽ ʷ ʧʦʙʫʚʘʚ ʫ ʉʭʽʜʥʽʡ ʪʘ ɿʘʭʽʜʥʽʡ 
ʇʝʯʝʨʘʭ, ʦʜʥʘʢ ʥʝ ʟʥʘʡʰʦʚ ʪʘʢ ʟʚʘʥʦʾ ɺʝʨʭʥʴʦʾ ʇʝʯʝʨʠ. ʄʽʩʮʝʚʽ ʤʝʰʢʘʥʮʽ 
ʛʦʚʦʨʷʪʴ: ñʅʘ ʧʽʚʥʽʯ ʚʽʜ ʩʪʘʚʢʘ ʐʦʚʢʦʚʘ ʅʠʪʢʘ ʻ ʩʪʘʚʦʢ ʏʠʩʪʽ ɺʝʨʭʽʚôʷ, 
ʷʢʠʡ ʚʠʪʽʢʘʻ ʟ ʧʝʯʝʨʠ ʟ ʜʫʞʝ ʚʫʟʴʢʠʤ ʚʭʦʜʦʤ. ɺʦʜʘ ʪʝʯʝ ʧʨʦʩʪʦ ʟ ʮʝʥʪʨʫ, 
ʪʘʢ, ʱʦ ʣʶʜʠʥʘ ʥʝ ʤʦʞʝ ʫʚʽʡʪʠ ʚ ʩʝʨʝʜʠʥʫ. ʆʜʥʘʢ ʪʦʡ, ʢʦʤʫ ʚʜʘʩʪʴʩʷ 
ʧʨʦʥʠʢʥʫʪʠ ʚ ʧʝʯʝʨʫ, ʧʦʙʘʯʠʪʴ ʪʘʤ ʥʘʜʟʚʠʯʘʡʥʫ ʢʨʘʩʫ ʽ ʥʝʡʤʦʚʽʨʥʽ ʜʠʚʘ. 
ʋ ʮʽʡ ʧʝʯʝʨʽ, ʘ ʪʘʢʦʞ ʫ ʧʝʯʝʨʽ ʃʣʷʥʦʛʦ ʃʠʩʪʷ ʭʦʚʘʻʪʴʩʷ ʜʫʭ ʜʨʘʢʦʥʘ, ʪʦʤʫ 
ʣʶʜʠ ʥʝ ʪʝ ʱʦ ʥʝ ʤʦʞʫʪʴ, ʘ ʥʘʚʽʪʴ ʽ ʥʝ ʥʘʩʤʽʣʶʶʪʴʩʷ ʪʫʜʠ ʚʭʦʜʠʪʠò. ʄʝʥʽ 
ʮʝ ʥʘʜʟʚʠʯʘʡʥʦ ʩʧʦʜʦʙʘʣʦʩʷ. ʗʢʱʦ ʷ ʚʞʝ ʡʰʦʚ ʧʦʚʟ ʩʪʘʚʦʢ ʐʦʚʢʦʚʘ 
ʅʠʪʢʘ, ʪʦ ʥʝ ʩʪʘʚ ʧʝʨʝʭʦʜʠʪʠ ʡʦʛʦ, ʘ ʧʦʧʨʷʤʫʚʘʚ ʜʦ ʟʘʭʽʜʥʦʛʦ ʧʽʜʥʽʞʞʷ 
ʛʦʨʠ. ʗʢʱʦ ʞ ʧʝʨʝʭʦʜʠʪʠ ʩʪʘʚʦʢ, ʪʦ ʧʦʪʨʽʙʥʦ ʡʪʠ ʜʦ ʩʭʽʜʥʦʛʦ ʧʽʜʥʽʞʞʷ, ʥʘ 
ʟʘʭʽʜ ʚʽʜ ʛʦʨʠ ʍʤʘʨ ʪʘ ʉʦʥʮʷ, ʚʞʝ ʚʽʜʦʤʦʶ ʤʝʥʽ ʜʦʨʦʛʦʶ ʯʝʨʝʟ ʭʨʝʙʝʪ 
ʗʜʨʘ ʌʽʥʽʢʘ; ʷʢʱʦ ʞ ʩʪʘʚʦʢ ʥʝ ʧʝʨʝʭʦʜʠʪʠ, ʪʦ ʩʣʽʜ ʽʪʠ ʜʦ ʟʘʭʽʜʥʦʛʦ 
ʧʽʜʥʽʞʞʷ, ʥʘ ʩʭʽʜ ʚʽʜ ɺʝʣʠʢʦʛʦ ʍʨʝʙʪʘ ʽ ʛʦʨʠ ʍʦʥ-ʙʽ.  
ʇʨʦʡʰʦʚ 250 ʤ ʥʘ ʧʽʚʥʽʯ ʜʦʨʦʛʦʶ ʥʘ ɹʘ-ʮʽ ʽ ʜʦʩʷʛ ʩʪʘʚʢʘ ʏʠʩʪʠʭ 

ɺʝʨʭʚôʾʚ. ʇʝʯʝʨʠ ʟʥʘʭʦʜʠʣʠʩʷ ʷʢʨʘʟ ʥʘʜ ʜʦʨʦʛʦʶ, ʘ ʧʦʪʽʢ ï ʧʽʜ ʜʦʨʦʛʦʶ. 
ɺʭʽʜ ʜʦ ʧʝʯʝʨʠ ʙʫʚ ʟʽ ʩʭʦʜʫ, ʚʽʥ ʙʫʚ ʪʘʢʠʡ ʚʫʟʴʢʠʡ, ʥʽʙʠ ʧʨʦʩʪʽʨ ʤʽʞ 
ʩʢʣʘʜʝʥʠʤʠ ʜʦʣʦʥʷʤʠ. ɺʦʜʘ ʚʠʪʽʢʘʣʘ ʟ ʧʝʯʝʨʠ ʽ ʨʦʟʧʦʜʽʣʷʣʘʩʷ ʥʘ ʪʨʠ 
ʧʦʪʽʯʢʘ: ʪʽ ʜʚʘ, ʱʦ ʧʦʟʘʜʫ ʧʝʯʝʨʠ, ʟʣʠʚʘʣʠʩʷ ʽ ʥʝ ʚʠʪʽʢʘʣʠ, ʘ ʪʦʡ, ʱʦ ʟ 
ʣʽʚʦʛʦ ʙʦʢʫ ʧʝʯʝʨʠ, ʚʠʪʽʢʘʚ ʟ ʤʘʣʝʥʴʢʦʾ ʧʝʯʝʨʢʠ ʥʘ ʧʽʚʜʥʽ ʽ ʙʫʚ ʜʫʞʝ 
ʙʫʨʭʣʠʚʠʤ. ʑʦʙ ʧʦʪʨʘʧʠʪʠ ʜʦ ʧʝʯʝʨʠ, ʥʝʦʙʭʽʜʥʦ ʙʫʣʦ ʧʝʨʝʡʪʠ ʯʝʨʝʟ ʮʝʡ 
ʙʫʨʭʣʠʚʠʡ ʧʦʪʽʯʦʢ ʟʣʽʚʘ, ʽ ʢʨʽʟʴ ʚʦʜʫ ʫʚʽʡʪʠ ʜʦ ʧʝʯʝʨʠ. ʅʘʰ ʧʨʦʚʽʜʥʠʢ 
ʚʽʜʤʦʚʠʚʩʷ ʡʪʠ ʚʧʝʨʝʜ ʽ ʥʝʩʪʠ ʩʤʦʣʦʩʢʠʧ. ʗ ʨʦʟʜʷʛʥʫʚʩʷ, ʩʧʫʩʪʠʚʩʷ ʧʽʜ 
ʚʦʜʫ ʽ ʧʦ-ʟʤʽʾʥʦʤʫ ʧʨʦʙʨʘʚʩʷ ʜʦ ʧʝʯʝʨʠ. ʂʘʤôʷʥʘ ʧʝʯʝʨʘ ʚʠʷʚʠʣʘʩʷ 
ʥʠʟʴʢʦʶ ʽ ʚʫʟʴʢʦʶ, ʚʦʜʘ ʩʷʛʘʣʘ ʣʠʰʝ ʾʾ ʧʦʣʦʚʠʥʠ. ʄʦʻ ʪʽʣʦ ʟʘʣʠʰʘʣʦʩʷ ʫ 
ʚʦʜʽ, ʘ ʩʤʦʣʦʩʢʠʧʘ ʷ ʪʨʠʤʘʚ ʫ ʚʠʪʷʛʥʫʪʽʡ ʨʫʮʽ ʥʘʜ ʚʦʜʦʶ. ʗ ʧʨʦʡʰʦʚ ʥʘ 
ʟʘʭʽʜ ʙʽʣʴʰʝ 6 ʤ, ʢʦʣʠ ʧʝʯʝʨʘ ʩʪʘʣʘ ʚʠʱʦʶ ʙʽʣʴʰʝ ʥʽʞ ʥʘ 3ʤ, ʘ ʟ ʧʽʚʜʥʷ ʥʘ 
ʧʽʚʥʽʯ ʩʪʘʣʘ ʰʠʨʰʦʶ ʥʘ 10 ʤ, ʦʜʥʘʢ ʜʘʣʽ ʧʨʦʭʦʜʫ ʥʝ ʙʫʣʦ. ʃʠʰʝ ʥʘ ʟʘʭʦʜʽ 
ʚʠʜʥʽʣʘʩʷ ʥʝʚʝʣʠʯʢʘ ʧʝʯʝʨʢʘ ʟʘʚʰʠʨʰʢʠ 34 ʩʤ, ʘ ʟʘʚʚʠʰʢʠ 66 ʩʤ., ʚʦʜʘ ʪʫʪ 
ʥʝ ʙʫʣʘ ʪʘʢʦʶ ʰʠʨʦʢʦʶ, ʘ ʩʷʛʘʣʘ ʣʠʰʝ 16 ʩʤ. ɿʘ ʤʦʾʤʠ ʧʽʜʨʘʭʫʥʢʘʤʠ, 
ʷʢʱʦ ʧʦʚʟʪʠ ʫ ʚʦʜʽ, ʪʦ ʨʦʪ ʽ ʥʽʩ ʟʘʥʫʨʷʪʴʩʷ ʫ ʚʦʜʫ. ʅʘʩʢʽʣʴʢʠ ʤʦʞʥʘ ʙʫʣʦ 
ʨʦʟʜʠʚʠʪʠʩʷ ʫ ʩʚʽʪʣʽ ʩʤʦʣʦʩʢʠʧʘ, ʚʦʜʘ ʤʘʡʞʝ ʧʦʚʥʽʩʪʶ ʟʘʢʨʠʚʘʣʘ ʦʪʚʽʨ 

                                                           
7 ɿʚʠʯʘʡʥʦ ʞ, ʘʚʪʦʨ ʢʦʨʠʩʪʫʻʪʴʩʷ ʪʨʘʜʠʮʽʡʥʦ ʢʠʪʘʡʩʴʢʠʤʠ ʤʽʨʘʤʠ ʜʦʚʞʠʥʠ: 

чжан = 3,3333ʤ ʪʘ чи = 0,3333ʤ. ʆʜʥʘʢ ʪʫʪ ʽ ʜʘʣʽ ʚ ʧʝʨʝʢʣʘʜʽ ʚʠʨʽʰʝʥʦ ʙʫʣʦ 
ʧʝʨʝʚʝʩʪʠ ʚʩʽ ʤʽʨʠ ʜʦʚʞʠʥʠ ʫ ʟʚʠʯʥʽ ʜʣʷ ʥʘʩ метри ʪʘ кілометри, ʱʦʙ ʥʝ 
ʫʩʢʣʘʜʥʶʚʘʪʠ ʩʧʨʠʡʥʷʪʪʷ. 
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ʧʝʯʝʨʠ ʽ ʟʘʣʠʚʘʣʘ ʙʽʣʴʰʫ ʾʾ ʧʦʣʦʚʠʥʫ. ʄʽʡ ʩʣʫʞʥʠʢ ˆʫ ʟʘʣʠʰʠʚʩʷ ʥʘʟʦʚʥʽ 
ʩʪʝʨʝʛʪʠ ʦʜʷʛ, ʪʦʞ ʷʢʱʦ ʩʧʨʦʙʫʚʘʪʠ ʧʨʦʧʣʠʚʪʠ ʫ ʚʦʜʽ, ʭʪʦ ʧʦʪʨʠʤʘʻ 
ʩʤʦʣʦʩʢʠʧ? ʊʽʣʦ-ʪʦ ʤʦʞʝ ʟʜʦʣʘʪʠ ʚʦʜʫ, ʘʣʝ ʜʝ ʞ ʮʴʦʛʦ ʯʝʢʘʪʠ ʚʽʜ 
ʩʤʦʣʦʩʢʠʧʘ? ɼʦ ʪʦʛʦ ʞ, ʭʦʯʘ ʷ ʡ ʥʝ ʩʪʫʧʘʚ ʫ ʚʦʜʫ ʇʝʯʝʨʠ ʎʠʥʽʚ, ʚʦʥʘ, 
ʦʯʝʚʠʜʥʦ, ʙʫʣʘ ʙʣʠʟʴʢʦ; ʮʷ ʚʦʜʘ ʙʫʣʘ ʚʠʥʷʪʢʦʚʦ ʭʦʣʦʜʥʦʶ, ʘ ʧʝʯʝʨʦʶ 
ʛʫʣʷʚ ʥʘʜʟʚʠʯʘʡʥʦ ʣʠʭʠʡ ʧʨʦʪʷʛ. ʊʦʞ, ʯʝʨʝʟ ʭʦʣʦʜʥʠʡ ʚʽʪʝʨ ʪʘ ʛʣʠʙʦʢʫ 
ʚʦʜʫ, ʘ ʪʘʢʦʞ ʯʝʨʝʟ ʪʝ, ʱʦ ʥʽʢʦʤʫ ʙʫʣʦ ʜʦʨʫʯʠʪʠ ʪʨʠʤʘʪʠ ʩʤʦʣʦʩʢʠʧ, ʤʝʥʽ 
ʟʘʣʠʰʘʣʦʩʷ ʪʽʣʴʢʠ ʡʪʠ ʥʘʟʘʜ. ʂʦʣʠ ʷ ʚʠʡʰʦʚ ʥʘʟʦʚʥʽ, ʪʦ ʜʦʚʛʦ ʛʨʽʚʩʷ ʙʽʣʷ 
ʚʦʛʥʠʱʘ. ʇʦʚʝʨʪʘʣʠʩʷ ʤʠ ʪʨʠʤʘʶʯʠʩʴ ʟʘʭʽʜʥʦʛʦ ʧʽʜʥʽʞʞʷ ʛʦʨʠ, ʥʘ ʧʽʚʥʽʯ 
ʟʘ ʪʝʯʽʻʶ, ʘ ʙʽʣʷ ʭʨʝʙʪʘ ʗʜʨʘ ʌʽʥʽʢʽʚ ʧʦʚʝʨʥʫʣʠ ʥʘ ʟʘʭʽʜ. 
ʅʘ ʚʽʜʩʪʘʥʽ 1.5 ʢʤ ʚʽʜ ʩʪʘʚʢʘ ʏʠʩʪʠʭ ɺʝʨʭʽʚôʾʚ, ʤʠ ʥʘʰʪʦʚʭʥʫʣʠʩʷ ʥʘ 

ʧʝʯʝʨʫ ʃʣʷʥʦʛʦ ʃʠʩʪʷ. ʇʝʯʝʨʘ ʟʥʘʭʦʜʠʣʘʩʷ ʫ ʙʫʭʪʽ ʃʣʷʥʦʛʦ ʃʠʩʪʷ; ʥʘ 
ʟʘʭʽʜ ʟʚʽʜʩʠ ï ɺʝʣʠʢʠʡ ʍʨʝʙʝʪ, ʥʘ ʧʽʚʜʝʥʴ ï ʛʦʨʘ ʍʦʥ-ʙʽ, ʥʘ ʩʭʽʜ ï ʛʦʨʘ 
ʍʤʘʨ ʽ ʉʦʥʮʷ ʪʘ ʚʽʜʛʘʣʫʞʝʥʥʷ ʭʨʝʙʪʘ ʗʜʨʘ ʌʽʥʽʢʽʚ, ʘ ʥʘ ʧʽʚʥʽʯ ï ʟʘʭʽʜʥʝ 
ʧʽʜʥʽʞʞʷ ʮʴʦʛʦ ʭʨʝʙʪʘ. ɺʝʣʠʢʠʡ ʍʨʝʙʝʪ ʧʦʚʝʨʪʘʻ ʥʘ ʩʭʽʜ ʽ ʧʝʨʝʛʦʨʦʜʞʫʻ 
ʰʣʭ̫ ʧʦʪʦʢʦʚʽ, ʪʦʤʫ ʦʩʪʘʥʥʽʡ ʟʨʠʚʘʻʪʴʩʷ ʽ ʪʝʯʝ ʚʥʠʟ. ɼʚʽ ʛʦʨʠ ʥʽʙʠ 
ʫʪʚʦʨʶʶʪʴ ʚʦʨʦʪʘ. ʆʜʠʥ ʟ ʢʘʤôʷʥʠʭ ʧʽʢʽʚ ʨʽʟʢʦ ʩʪʨʠʤʠʪʴ ʫʛʦʨʫ, ʚʽʥ ʟʚʝʪʴʩʷ 
ʧʽʢʦʤ ɺʦʻʚʦʜʠ. ʇʦʪʽʢ ʙôʻʪʴʩʷ ʫ ʡʦʛʦ ʟʘʭʽʜʥʠʡ ʙʽʢ, ʘ ʟʘʭʽʜʥʝ ʚʽʜʛʘʣʫʞʝʥʥʷ 
ʭʨʝʙʪʘ ʗʜʨʘ ʌʽʥʽʢʽʚ ʪʫʪ ʟʘʢʽʥʯʫʻʪʴʩʷ. ɯʟ ʟʘʭʽʜʥʦʛʦ ʙʦʢʫ ʧʦʪʦʢʫ ʡʜʝ ʢʘʤôʷʥʝ 
ʫʨʚʠʱʝ. ɺʦʥʦ ʪʷʛʥʝʪʴʩʷ ʥʘ ʧʽʚʜʝʥʴ, ʘ ʡʦʛʦ ʩʭʽʜʥʠʡ ʙʽʢ ʚʠʜʘʻʪʴʩʷ ʘʞ ʥʘʜ 
ʩʝʨʝʜʠʥʦʶ ʧʦʪʦʢʫ. ʊʫʪ ʟʘʢʽʥʯʫʻʪʴʩʷ ʩʭʽʜʥʝ ʚʽʜʛʘʣʫʞʝʥʥʷ ɺʝʣʠʢʦʛʦ 
ʍʨʝʙʪʘ. ʅʘ ʜʥʽ ʫʨʚʠʱʘ ʚʠʜʥʽʻʪʴʩʷ ʧʝʯʝʨʘ, ʦʜʥʘʢ ʪʘʢ ʛʣʠʙʦʢʦ, ʱʦ ʥʝ ʤʦʞʥʘ 
ʪʫʜʠ ʜʽʩʪʘʪʠʩʷ. ʇʝʨʝʜ ʫʨʚʠʱʝʤ, ʽʟ ʟʘʭʦʜʫ ʥʘ ʩʭʽʜ, ʪʝʯʝ ʤʘʣʝʥʴʢʠʡ 
ʩʪʨʫʤʦʯʦʢ, ʷʢʠʡ ʚʧʘʜʘʻ ʫ ʚʝʣʠʢʠʡ ʧʦʪʽʢ. ʂʦʣʠ ʩʪʨʫʤʦʢ ʜʦʩʷʛʘʻ ʟʘʭʽʜʥʦʛʦ 
ʢʽʥʮʷ ʫʨʚʠʱʘ, ʚʽʥ ʟʨʠʚʘʻʪʴʩʷ ʚʥʠʟ ʽ ʩʝʨʝʜ ʨʦʟʢʠʜʘʥʦʛʦ ʢʘʤʽʥʥʷ ʧʘʜʘʻ ʘʞ ʥʘ 
ʜʥʦ. ʇʝʯʝʨʘ, ʦʪʚʽʨ ʷʢʦʾ ʚʠʜʥʦ ʟ ʛʦʨʠ, ʽ ʻ ʧʝʯʝʨʦʶ ʃʣʷʥʦʛʦ ʃʠʩʪʷ. 
ɺʭʽʜ ʜʦ ʧʝʯʝʨʠ ï ʟ ʧʽʚʜʥʷ, ʟʘʚʙʽʣʴʰʢʠ ʣʠʰʝ ʷʢ ʢʽʚʰ, ʜʦ ʪʦʛʦ ʞ 

ʧʦʩʝʨʝʜʠʥʽ ʦʪʚʽʨ ʟʘʢʨʫʯʫʻʪʴʩʷ ʜʝʢʽʣʴʢʘ ʨʘʟʽʚ. ʉʧʦʯʘʪʢʫ ʥʘʰ ʧʨʦʚʽʜʥʠʢ 
ʚʽʜʤʦʚʠʚʩʷ ʡʪʠ ʧʝʨʰʠʤ, ʘ ʧʦʛʦʜʠʚʩʷ ʣʠʰʝ ʥʝʩʪʠ ʩʤʦʣʦʩʢʠʧ. ɺʽʥ ʩʢʘʟʘʚ: 
ñʊʫʪ ʤʝʰʢʘʶʪʴ ʜʫʭ ʜʨʘʢʦʥʘ ʪʘ ʽʥʰʽ ʜʠʚʦʚʠʞʥʽ ʜʫʭʠ, ʷʢʠʭ ʤʦʞʥʘ 
ʧʽʜʢʦʨʠʪʠ ʣʠʰʝ ʟʘ ʜʦʧʦʤʦʛʦʶ ʩʧʝʮʽʘʣʴʥʠʭ ʘʤʫʣʝʪʽʚò. ɺʨʝʰʪʽ, ʤʠ ʟʥʘʡʰʣʠ 
ʦʜʥʦʛʦ ʯʦʣʦʚʽʢʘ, ʷʢʠʡ ʟʘ ʚʝʣʠʢʫ ʚʠʥʘʛʦʨʦʜʫ ʧʦʛʦʜʠʚʩʷ ʧʨʦʯʠʪʘʪʠ ʟʘʢʣʷʪʪʷ, 
ʦʜʥʘʢ ʜʽʟʥʘʚʰʠʩʴ, ʱʦ ʷ ʣʠʰʝ ʚʯʝʥʠʡ-ʢʦʥʬʫʮʽʘʥʝʮʴ ʽ ʥʝ ʚʦʣʦʜʽʶ ʜʘʦʩʴʢʦʶ 
ʤʘʛʽʯʥʦʶ ʪʝʭʥʽʢʦʶ, ʟʣʷʢʘʥʦ ʩʢʘʟʘʚ: ñʗ ʜʫʤʘʚ, ʱʦ ʪʠ ʚʝʣʠʢʠʡ ʜʘʦʩʴʢʠʡ 
ʤʘʡʩʪʝʨ, ʘ ʪʠ ʣʠʰʝ ʚʠʭʚʘʣʷʚʩʷ ʩʤʽʣʠʚʮʝʤ. ʏʦʛʦ ʮʝ ʷ ʟʘʨʘʜʠ ʪʝʙʝ ʙʫʜʫ 
ʨʠʟʠʢʫʚʘʪʠ ʚʣʘʩʥʠʤ ʞʠʪʪʷʤ?ò ʊʦʜʽ ʷ ʚʽʜʽʩʣʘʚ ʥʘʰʽ ʨʝʯʽ ʜʦ ʩʝʣʠʱʘ, ʱʦ 
ʙʫʣʦ ʧʦʧʝʨʝʜʫ, ʽ ʨʘʟʦʤ ʽʟ ʩʣʫʞʥʠʢʦʤ ˆʫ ʤʠ ʚʟʷʣʠ ʧʦ ʜʝʢʽʣʴʢʘ ʩʤʦʣʦʩʢʠʧʽʚ. 
ɿ ʜʝʩʷʪʦʢ ʤʝʰʢʘʥʮʽʚ ʩʝʣʠʱʘ ʩʫʧʨʦʚʦʜʞʫʚʘʣʠ ʥʘʩ ʘʞ ʜʦ ʚʭʦʜʫ ʚ ʧʝʯʝʨʫ, 
ʦʜʥʘʢ ʡʪʠ ʜʘʣʽ ʥʝ ʥʘʚʘʞʫʚʘʣʠʩʷ. ʄʠ ʚʜʚʦʭ ʧʦʯʘʣʠ ʧʨʦʣʘʟʠʪʠ ʜʦ ʧʝʯʝʨʠ 
ʥʦʛʘʤʠ ʚʧʝʨʝʜ, ʜʦʚʝʣʦʩʷ ʟʜʦʣʘʪʠ ʜʝʢʽʣʴʢʘ ʟʚʠʚʠʩʪʠʭ ʧʝʯʝʨʦʢ, ʜʦʣʘʶʯʠ ʷʢʽ 
ʤʠ ʧʝʨʝʜʘʚʘʣʠ ʩʤʦʣʦʩʢʠʧ ʦʜʠʥ ʦʜʥʦʤʫ. ɿʘ ʜʝʢʽʣʴʢʘ ʧʦʚʦʨʦʪʽʚ ʤʠ ʜʦʩʷʛʣʠ 
ʜʥʘ ʧʝʯʝʨʠ. ʇʝʯʝʨʘ ʪʫʪ ʪʨʦʭʠ ʨʦʟʰʠʨʠʣʘʩʴ, ʪʘʢ ʱʦ ʤʦʞʥʘ ʙʫʣʦ ʣʷʛʪʠ ʥʘ 
ʙʽʢ ʽ ʧʽʜʥʷʪʠ ʛʦʣʦʚʫ, ʘ ʩʤʦʣʦʩʢʠʧ ʪʨʠʤʘʪʠ ʧʦʧʝʨʝʜʫ. ɿʘʭʽʜʥʽ ʽ ʩʭʽʜʥʽ ʩʪʽʥʠ 
ʧʝʯʝʨʠ ʧʦʪʨʽʩʢʘʣʠʩʷ, ʦʜʥʘʢ ʧʨʦʭʦʜʫ ʚ ʥʠʭ ʥʝ ʙʫʣʦ. ʃʠʰʝ ʥʘ ʧʽʚʥʦʯʽ 
ʚʠʜʥʽʚʩʷ ʦʪʚʽʨ, ʟʘʚʚʠʰʢʠ ʣʠʰʝ 30 ʩʤ, ʦʜʥʘʢ ʚʽʥ ʙʫʚ ʰʠʨʦʢʠʤ, ʘ ʚʩʝʨʝʜʠʥʽ 
ʙʫʣʦ ʨʽʚʥʦ ʽ ʩʫʭʦ. ʊʨʠʤʘʶʯʠ ʩʤʦʣʦʩʢʠʧʠ ʫ ʚʠʪʷʛʥʫʪʽʡ ʨʫʮʽ ʧʦʧʝʨʝʜʫ, ʤʠ 



Кірносова Надія. Жанр „мандрівних нотаток” в китайській літературі епохи Мін 

69 

ʧʨʦʣʽʟʣʠ ʪʫʜʠ ʧʦ-ʟʤʽʾʥʦʤʫ, ʥʘʰʽ ʞʠʚʽʪ ʽ ʩʧʠʥʘ ʪʝʨʣʠʩʷ ʦʙ ʙʦʢʠ ʧʨʦʭʦʜʫ, ʘ 
ʥʦʛʠ ʟʥʘʭʦʜʠʣʠʩʷ ʚʠʱʝ ʟʘ ʛʦʣʦʚʫ. ɿʜʦʣʘʚʰʠ ʧʨʦʭʽʜ, ʤʠ ʧʦʪʨʘʧʠʣʠ ʫ 
ʧʝʨʰʠʡ ñʚʽʜʩʽʢò ʧʝʯʝʨʠ. ʋ ʩʝʨʝʜʠʥʽ ʧʝʯʝʨʠ ʙʫʣʠ ʚʝʣʠʢʽ ʱʽʣʠʥʠ, ʷʢʽ 
ʧʨʦʥʠʟʫʚʘʣʠ ʾʾ ʽʟ ʟʘʭʦʜʫ ʥʘ ʩʭʽʜ, ʦʜʥʘʢ ʯʝʨʝʟ ʥʠʭ ʪʘʢʦʞ ʥʝ ʙʫʣʦ ʚʠʭʦʜʫ 
ʜʘʣʽ. ʇʝʨʝʩʫʚʘʶʯʠʩʴ ʪʘʢ ʩʘʤʦ, ʤʠ ʟʜʦʣʘʣʠ ʽ ʜʨʫʛʠʡ ñʚʽʜʩʽʢò ʧʝʯʝʨʠ, ʪʘʢ 
ʩʘʤʦ ʚʫʟʴʢʠʡ ʽ ʥʠʟʴʢʠʡ, ʷʢ ʽ ʧʝʨʰʠʡ. ʉʪʽʥʠ ʚʩʝʨʝʜʠʥʽ ʧʦʪʨʽʩʢʘʣʠʩʴ 
ʚʧʦʧʝʨʝʢ. ʊʨʽʱʠʥʠ ʥʘ ʧʽʚʜʝʥʥʦʤʫ ʟʘʭʦʜʽ ʥʝ ʙʫʣʠ ʜʫʞʝ ʛʣʠʙʦʢʠʤʠ; ʦʜʥʘʢ 
ʥʘ ʧʽʚʥʽʯʥʦʤʫ ʩʭʦʜʽ ʪʨʽʱʠʥʠ ʡʰʣʠ ʚʟʜʦʚʞ ʽ ʨʦʟʰʠʨʶʚʘʣʠʩʷ ʚʛʦʨʫ, ʚʦʥʠ 
ʡʰʣʠ ʪʘʢ ʚʠʩʦʢʦ, ʱʦ ʢʽʥʮʷ ʾʤ ʥʝ ʙʫʣʦ ʚʠʜʥʦ. ʋ ʮʴʦʤʫ ʤʽʩʮʽ ʢʘʤʽʥʥʷ 
ʩʢʣʘʜʘʣʦʩʷ ʫ ʜʠʚʦʚʠʞʥʽ ʬʦʨʤʠ, ʥʘ ʩʪʽʥʘʭ ʙʫʣʠ ʭʠʤʝʨʥʽ ʚʽʟʝʨʫʥʢʠ, ʢʦʞʥʘ 
ʧʣʦʱʠʥʢʘ ʽ ʢʦʞʥʠʡ ʢʘʤʽʥʯʠʢ ʥʽʙʠ ʨʫʭʘʣʠʩʷ, ʤʦʚ ʞʠʚʽ. ʅʘ ʧʽʚʥʽʯʥʦʤʫ 
ʟʘʭʦʜʽ ʻ ʫʱʝʣʠʥʘ, ʷʢʦʶ ʥʘ ʩʭʽʜ ʪʝʯʝ ʩʪʨʫʤʦʢ, ʦʜʥʘʢ ʚʦʥʘ ʟʘʚʫʟʴʢʘ ʥʘʚʽʪʴ 
ʜʣʷ ʩʤʦʣʦʩʢʠʧʘ. ʅʘ ʧʽʚʜʝʥʥʦʤʫ ʩʭʦʜʽ ʫʱʝʣʠʥʘ ʟʘʚʝʨʪʘʻ ʽ ʫʪʚʦʨʶʻ 
ʥʝʚʝʣʠʢʫ ʧʝʯʝʨʢʫ. ɰʾ ʜʥʦ ʨʽʚʥʦ ʫʩʪʝʣʝʥʝ ʢʘʤʽʥʥʷʤ ʽ ʧʽʩʢʦʤ ʽ ʙʣʠʱʠʪʴ, ʥʽʙʠ 
ʜʥʦ ʩʪʨʫʤʢʘ, ʭʦʯʘ ʪʘʤ ʥʝʤʘʻ ʥʽ ʢʨʘʧʣʠʥʠ ʚʦʜʠ. ʅʘ ʧʽʚʜʝʥʥʦʤʫ ʩʭʦʜʽ 
ʫʱʝʣʠʥʠ ï ʩʢʫʧʯʝʥʥʷ ʩʪʨʽʤʢʦʛʦ ʢʘʤʽʥʥʷ, ʷʢʝ ʫʪʚʦʨʶʻ ʮʽʣʽ ʚʝʞʽ. 
ʇʦʯʠʥʘʶʯʠ ʟ ʮʴʦʛʦ ʤʽʩʮʷ, ʤʦʞʥʘ ʙʫʣʦ ʧʦʚʟʪʠ ʚʛʦʨʫ. ʅʠʞʯʘ ʧʝʯʝʨʢʘ ʙʫʣʘ 
ʤʘʣʦʶ ʽ ʡʰʣʘ ʥʘʩʢʨʽʟʴ ʘʞ ʜʦ ʚʝʨʰʠʥʠ ʚʝʣʠʢʦʾ ʧʝʯʝʨʠ; ʟʛʦʨʠ ʩʶʜʠ ʧʘʜʘʣʦ 
ʩʚʽʪʣʦ ʫ ʬʦʨʤʽ ʤʽʩʷʯʥʦʛʦ ʩʝʨʧʘ. ʉʪʨʫʤʦʢ ʩʧʫʩʢʘʚʩʷ ʜʦ ʥʠʟʫ ʡ ʪʽʢ ʥʘ 
ʧʽʚʜʝʥʴ; ʩʪʝʣʷ ʧʝʯʝʨʠ ʟʚʠʩʘʣʘ ʥʠʟʴʢʦ, ʧʨʠʙʣʠʟʥʦ ʫ 35 ʩʤ ʚʽʜ ʜʦʣʽʚʢʠ, ʪʫʪ 
ʥʝʦʜʤʽʥʥʦ ʤʘʚ ʙʠ ʙʫʪʠ ʚʠʭʽʜ ʥʘʟʦʚʥʽ, ʟʚʽʜʢʠ ʟʘʪʽʢʘʚ ʩʪʨʫʤʦʢ. ʐʘʨʠ 
ʢʘʤʽʥʥʷ ʟʥʠʞʫʚʘʣʠʩʷ ʫ ʧʽʚʥʽʯʥʦʤʫ ʥʘʧʨʷʤʢʫ ʚʟʜʦʚʞ ʩʪʨʫʤʢʘ, ʙʫʣʦ ʜʫʞʝ 
ʥʠʟʴʢʦ ʡ ʪʽʩʥʦ, ʤʘʡʞʝ ʷʢ ʫ ʜʨʫʛʦʤʫ ñʚʽʜʩʽʢʫò ʚʝʣʠʢʦʾ ʧʝʯʝʨʠ. 
ʊʨʦʭʠ ʟʘʭʽʜʥʽʰʝ ʚʽʜ ʮʴʦʛʦ ʤʽʩʮʷ ʤʠ ʚʠʙʨʘʣʠʩʷ ʥʘʛʦʨʫ, ʫ ʢʘʤôʷʥʫ 

ʧʝʯʝʨʫ. ʊʫʪʝʰʥʽʡ ʨʝʣʴʻʬ ʥʘʛʘʜʫʚʘʚ ʩʽʜʣʦ, ʷʢʝ ʧʨʦʩʪʷʛʣʦʩʷ ʟ ʧʽʚʥʦʯʽ ʥʘ 
ʩʭʽʜ. ʅʘ ʩʪʽʥʘʭ ʧʝʯʝʨʠ ʚʠʙʣʠʩʢʫʚʘʣʠ ʢʨʘʧʣʽ ʚʦʣʦʛʠ, ʟʽ ʩʪʝʣʽ ʟʚʠʩʘʣʠ ʢʦʣʦʥʠ 
ʫ ʚʠʛʣʷʜʽ ʢʚʽʪʦʢ ʣʦʪʦʩʘ, ʫʩʽ ï ʚ ʭʠʤʝʨʥʠʭ ʚʽʟʝʨʫʥʢʘʭ. ʗʢʱʦ ʥʘ ʩʭʦʜʽ 
ʩʧʫʩʪʠʪʠʩʷ ʥʘ ʦʜʠʥ ʨʽʚʝʥʴ, ʤʦʞʥʘ ʟʥʦʚʫ ʜʦʩʷʛʪʠ ʜʥʘ ʩʪʨʫʤʢʘ ʽ ʧʦʪʨʘʧʠʪʠ ʚ 
ʩʝʨʝʜʠʥʫ ʪʽʻʾ ʚʫʟʴʢʦʾ ʫʱʝʣʠʥʠ. ʊʫʪ ʫʪʚʦʨʶʻʪʴʩʷ ʢʦʨʠʜʦʨ ʟʘʚʰʠʨʰʢʠ 6.5 ʤ, 
ʘ ʫ ʚʠʩʦʪʫ ʤʝʥʰʝ ʥʽʞ ʫ ʰʠʨʠʥʫ ʥʘ 1.5 ʤ, ʡʦʛʦ ʩʪʝʣʷ ʟ ʛʣʘʜʝʥʴʢʦʛʦ ʢʘʤʽʥʥʷ 
ʟʚʠʩʘʻ ʥʽʙʠ ʧʦʣʦʛ. ʏʝʨʝʟ 250 ʤ ʥʘ ʧʽʚʥʽʯ ʜʥʦ ʧʝʯʝʨʠ ʩʪʘʻ ʰʠʨʦʢʠʤ ʽ 
ʨʽʚʥʠʤ, ʪʘʢ, ʱʦ ʤʦʞʥʘ ʚʽʣʴʥʦ ʧʨʦʡʪʠ, ʚʥʠʟʫ ʻ ʢʘʤʽʥʴ, ʷʢʠʡ ʚʠʜʘʻʪʴʩʷ 
ʚʧʝʨʝʜ, ʥʽʙʠ ʣʝʞʘʢ, ʧʦ ʡʦʛʦ ʢʨʘʷʭ ʤʦʞʥʘ ʯʽʪʢʦ ʨʦʟʨʽʟʥʠʪʠ ʚʽʟʝʨʫʥʦʢ; ʟ ʛʦʨʠ 
ʪʘʢʦʞ ʟʚʠʩʘʶʪʴ ʣʦʪʦʩʦʧʦʜʽʙʥʽ ʢʦʣʦʥʠ, ʷʢʽ ʦʙôʻʜʥʫʶʪʴʩʷ ʫ ʚʠʛʣʷʜʽ ʰʘʪʨʘ; ʟ 
ʯʦʪʠʨʴʦʭ ʙʦʢʽʚ ʟʚʠʩʘʻ ʥʽʙʠ ʟʘʚʽʩʘ, ʪʘʢʘ ʞ ʚʝʣʠʢʘ, ʷʢ ʽ ʣʝʞʘʢ; ʢʦʣʦ ʚ ʮʝʥʪʨʽ ï 
ʚʽʣʴʥʝ, ʽ ʻ ʚʝʨʰʠʥʦʶ ʰʘʪʨʘ; ʟʘʜʥʷ ʟʘʭʽʜʥʘ ʩʪʽʥʘ ʤʘʻ ʢʨʫʛʣʽ ʡ ʙʽʣʽ, ʥʽʙʠ ʟ 
ʷʰʤʠ, ʢʦʣʦʥʠ ʨʽʟʥʦʛʦ ʨʦʟʤʽʨʫ, ʚʦʥʠ ʫʩʽ ï ʙʣʠʱʘʪʴ ʽ ʚʢʨʠʪʽ ʚʽʟʝʨʫʥʢʘʤʠ. ʎʝ 
ʻ ʧʝʨʰʝ ʜʠʚʦ ʮʴʦʛʦ ʢʦʨʠʜʦʨʫ. ʗʢʱʦ ʧʨʦʡʪʠ ʱʝ 250 ʤ ʥʘ ʧʽʚʥʽʯ, ʪʦ ʤʦʞʥʘ 
ʧʦʙʘʯʠʪʠ, ʱʦ ʧʝʯʝʨʘ ʨʦʟʜʽʣʷʻʪʴʩʷ ʥʘ ʜʚʘ ʧʦʚʝʨʭʠ ï ʚʝʨʭʥʽʡ ʽ ʥʠʞʥʽʡ, ʜʥʦ 
ʩʪʨʫʤʢʘ ʧʦʚʝʨʪʘʻ ʥʘ ʧʽʚʥʽʯʥʠʡ ʩʭʽʜ, ʚʝʨʭʥʷ ʧʝʯʝʨʘ ʧʦʯʠʥʘʻʪʴʩʷ ʥʘ 
ʧʽʚʥʽʯʥʦʤʫ ʟʘʭʦʜʽ. ʆʜʥʘʢ ʜʦ ʮʴʦʛʦ ʯʘʩʫ ʤʠ ʚʠʢʦʨʠʩʪʘʣʠ ʚʞʝ ʙʽʣʴʰʝ 
ʧʦʣʦʚʠʥʠ ʩʤʦʣʦʩʢʠʧʽʚ, ʷʢʽ ʚʟʷʣʠ ʽʟ ʩʦʙʦʶ, ʽ ʙʦʷʣʠʩʷ, ʱʦ ʟʘʛʫʙʠʤʦʩʷ ʥʘ 
ʟʚʦʨʦʪʥʦʤʫ ʰʣʷʭʫ, ʪʦʤʫ ʧʦʩʪʫʧʦʚʦ ʨʦʟʧʨʦʱʘʣʠʩʷ ʟ ʜʠʚʘʤʠ ʡ ʧʽʰʣʠ ʥʘʟʘʜ. 
ʆʩʪʘʥʥʽʡ ʩʤʦʣʦʩʢʠʧ ʜʦʛʦʨʽʚ ʪʦʜʽ, ʢʦʣʠ ʚʞʝ ʙʫʣʦ ʚʠʜʥʦ ʩʚʽʪʣʦ ʚʠʭʦʜʫ ʟ 
ʧʝʯʝʨʠ. ɼʦ ʣʶʜʝʡ, ʷʢʽ ʟʘʣʠʰʠʣʠʩʷ ʥʘʟʦʚʥʽ, ʧʨʠʻʜʥʘʣʦʩʷ ʱʝ ʟ ʜʝʩʷʪʦʢ, ʢʦʣʠ 
ʚʦʥʠ ʧʦʙʘʯʠʣʠ ʥʘʩ ʜʚʦʭ, ʪʦ ʧʦʯʘʣʠ ʧʨʠʢʣʘʜʘʪʠ ʨʫʢʠ ʜʦ ʯʦʣʘ, ʚʠʨʘʞʘʶʯʠ 
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ʨʘʜʽʩʪʴ, ʽ ʜʠʚʫʚʘʪʠʩʷ. ɺʦʥʠ ʢʘʟʘʣʠ: ñɺʘʩ ʪʘʢ ʜʦʚʛʦ ʥʝ ʙʫʣʦ, ʽ ʤʠ ʚʠʨʽʰʠʣʠ, 
ʱʦ ʚʠ ʧʦʪʨʘʧʠʣʠ ʫ ʧʘʱʫ ʜʦ ʯʫʜʦʚʠʩʴʢʘò. ʗ ʚʩʽʤ ʧʦʜʷʢʫʚʘʚ. ʊʦʞ, ʭʦʯʘ ʚʭʽʜ 
ʜʦ ʮʽʻʾ ʧʝʯʝʨʠ ʽ ʜʫʞʝ ʚʫʟʴʢʠʡ, ʚʩʝʨʝʜʠʥʽ ʪʘʤ ʙʘʛʘʪʦ ʜʠʚ, ʷʢʽ ʥʝ ʟʨʽʚʥʷʪʴʩʷ ʟ 
ʪʠʤ, ʱʦ ʷ ʙʘʯʠʚ ʫ ʽʥʰʠʭ ʧʝʯʝʨʘʭ. ʉʧʨʘʚʜʽ, ʥʝ ʨʦʟʫʤʽʶ, ʯʦʤʫ ʤʽʩʮʝʚʽ ʞʠʪʝʣʽ 
ʪʘʢ ʙʦʷʪʴʩʷ ʪʫʜʠ ʟʘʭʦʜʠʪʠ? 

ʊʘʢʠʤ ʯʠʥʦʤ, ʤʠ ʟʘʙʨʘʣʠ ʥʘʰʽ ʨʝʯʽ ʫ ʩʝʣʠʱʽ, ʱʦ ʙʫʣʦ ʧʦʧʝʨʝʜʫ, ʽ 
ʧʨʦʡʰʣʠ ʚʟʜʦʚʞ ʩʪʨʫʤʢʘ ʥʘ ʧʽʚʥʽʯ ʱʝ 5 ʢʤ, ʢʦʣʠ ʚʠʡʰʣʠ ʥʘ ʚʝʣʠʢʠʡ 
ʰʣʷʭ. ʇʦʪʽʤ ʧʨʦʡʰʣʠ 5 ʢʤ ʥʘ ʟʘʭʽʜ ʽ ʟʘʥʦʯʫʚʘʣʠ ʚ ʛʦʩʪʠʥʥʦʤʫ ʙʫʜʠʥʦʯʢʫ 
ɾʦʚʪʦʛʦ ʢʘʤʝʥʷ, ʷʢʠʡ ʟʥʘʭʦʜʠʚʩʷ ʫ 20 ʢʤ ʥʘ ʟʘʭʽʜ ʚʽʜ ʭʨʝʙʪʘ ʏʘʶ. ʅʘ 
ʧʽʚʜʝʥʴ ʚʽʜ ʛʦʩʪʠʥʥʦʛʦ ʙʫʜʠʥʦʯʢʫ ʙʫʚ ɺʝʣʠʢʠʡ ʍʨʝʙʝʪ. ʅʘ ʧʽʚʥʦʯʽ 
ʚʠʜʥʽʣʠʩʷ ʥʝʧʦʭʠʪʥʽ ʛʽʨʩʴʢʽ ʧʽʢʠ, ʷʢʽ ʩʪʫʧʽʥʯʘʩʪʦ ʩʭʦʜʠʣʠ ʘʞ ʜʦ ʥʝʙʘ; 
ʥʘʡʚʠʱʠʤ ʙʫʚ ʧʽʢ ʥʘ ʧʽʚʜʝʥʥʦʤʫ ʟʘʭʦʜʽ, ʚʽʥ ʥʘʟʠʚʘʚʩʷ ɺʝʞʝʶ ʇôʷʪʠ 
ʌʝʥʽʢʩʽʚ. ɺʽʥ ʟʥʘʭʦʜʠʚʩʷ ʥʘ ʚʽʜʩʪʘʥʽ 5 ʢʤ ʟʚʽʜʩʠ, ʜʦ ʥʴʦʛʦ ʧʦʪʨʽʙʥʦ ʙʫʣʦ 
ʡʪʠ ʰʣʷʭʦʤ ʉʧʦʢʦʶ ʽ ɼʦʙʨʦʪʠ. ʗ ʧʨʦʢʠʥʫʚʩʷ ʨʘʥʦ, ʥʝ ʩʪʘʚ ʨʦʟʧʠʪʫʚʘʪʠ, ʘ 
ʟʽ ʩʚʽʪʘʥʢʦʤ ʚʠʨʫʰʠʚ ʫ ʜʦʨʦʛʫ. 15 ʢʤ ʥʘ ʧʽʚʥʽʯʥʠʡ ʟʘʭʽʜ ʚʽʜ ɾʦʚʪʦʛʦ 
ʂʘʤʝʥʶ ʻ ʚʝʣʠʢʘ ʛʦʨʘ ʉʧʝʢʠ ʽ ʤʘʣʝʥʴʢʘ ʛʦʨʘ ʉʧʝʢʠ, ʦʙʠʜʚʽ ʥʘ ʩʭʦʜʽ ʚʽʜ 
ʧʦʚʽʪʫ ʁʦʫ. ʗ ʧʽʜʦʟʨʶʚʘʚ, ʱʦ ʮʝ ʽ ʻ ʛʦʨʘ ʉʠ-ʢʭʫʥʘ. ʅʘ ʟʘʭʽʜ ʚʽʜ ʦʙʦʭ ʛʽʨ, 
ʧʽʢʠ ʧʦʩʪʫʧʦʚʦ ʧʦʯʠʥʘʶʪʴ ʟʥʠʞʫʚʘʪʠʩʷ. ʈʽʯʢʘ ʭʨʝʙʪʘ ʏʘʶ ʟʘʚʠʚʘʻʪʴʩʷ ʥʘ 
ʧʽʚʥʽʯ, ʦʤʠʥʘʻ ʧʽʚʜʝʥʥʝ ʧʽʜʥʽʞʞʷ ɺʝʣʠʢʦʾ ʛʦʨʠ ʉʧʝʢʠ ʽ ʪʝʯʝ ʜʘʣʽ ʥʘ ʟʘʭʽʜ; 
ʨʽʯʢʘ ʁʦʫ ʟʥʘʭʦʜʠʪʴʩʷ ʥʘ ʧʽʚʥʽʯ ʚʽʜ ʛʦʨʠ. ʊʘʢʠʤ ʯʠʥʦʤ, ʮʷ ʛʦʨʘ ʨʦʟôʻʜʥʫʻ 
ʜʚʽ ʨʽʢʠ ï ʁʦʫ ʽ ʏʘ (ʯʘʶ). 

(ʇʝʨʝʢʣʘʜ ʟʜʽʡʩʥʝʥʦ ʟʘ ʚʠʜʘʥʥʷʤ: Zhonghua huoye wenxuan. ï Beijing: 

Zhonghua shuju, 1964. ï Vol.3. ï p. 231-236.) 
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Василина Катерина  
(Запоріжжя) 

 

Поетика роману Ф.Кіркмена  
”Викриття фальшивої леді” (1673)  
у контексті естетики бароко 

 
 

ʅʘʫʢʦʚʠʡ ʽʥʪʝʨʝʩ ʜʦ ʧʨʦʙʣʝʤ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʙʘʨʦʢʦ, 
ʷʢʠʡ ʫ ʜʨʫʛʽʡ ʧʦʣʦʚʠʥʽ ʍʍ ʩʪ. ʧʦʨʦʜʠʚ ʚʦʽʩʪʠʥʫ ʛʨʘʥʜʽʦʟʥʠʡ 
ʤʘʩʠʚ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʯʠʭ ʜʦʩʣʽʜʞʝʥʴ ʽ ʧʫʙʣʽʢʘʮʽʡ, ʥʝ ʟʛʘʩʘʻ 
ʡ ʩʴʦʛʦʜʥʽ. ʅʘʫʢʦʚʮʽ ʧʨʦʜʦʚʞʫʶʪʴ ʚʠʚʯʘʪʠ ʨʽʟʥʽ ʘʩʧʝʢʪʠ 
ʮʴʦʛʦ ʷʚʠʱʘ, ʧʨʦʧʦʥʫʶʯʠ ʚʣʘʩʥʠʡ ʧʦʛʣʷʜ ʥʘ ʡʦʛʦ ʧʨʠʨʦʜʫ, 
ʭʨʦʥʦʣʦʛʽʯʥʽ ʪʘ ʛʝʦʛʨʘʬʽʯʥʽ ʤʝʞʽ. ɰʭ ʥʘʤʘʛʘʥʥʷ ʟʘʬʽʢʩʫʚʘʪʠ 
ʫ ʩʣʦʚʽ ʭʘʨʘʢʪʝʨʥʽ ʨʠʩʠ ʤʽʥʣʠʚʦʛʦ ʽ ʥʝʦʜʥʦʟʥʘʯʥʦʛʦ 
ʙʘʨʦʯʥʦʛʦ ʤʠʩʪʝʮʪʚʘ ʩʫʧʨʦʚʦʜʞʫʻʪʴʩʷ ʩʧʨʦʙʘʤʠ ʟôʷʩʫʚʘʪʠ 
ʧʨʦʚʽʜʥʽ ʧʦʝʪʦʣʦʛʽʯʥʽ ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ ʣʽʪʝʨʘʪʫʨʥʠʭ ʪʚʦʨʽʚ, 
ʩʧʝʮʠʬʽʢʫ ʩʪʘʚʣʝʥʥʷ ʾʭʥʽʭ ʘʚʪʦʨʽʚ ʜʦ ʩʚʽʪʫ ʪʘ ʣʶʜʠʥʠ. ʊʦʞ 
ʤʦʞʥʘ ʢʦʥʩʪʘʪʫʚʘʪʠ, ʱʦ ʥʘ ʩʴʦʛʦʜʥʽ ʩʚʽʪʦʚʘ ʙʘʨʦʢʦʟʥʘʚʯʘ 
ʪʨʘʜʠʮʽʷ ʚʞʝ ʥʘʢʦʧʠʯʠʣʘ ʙʘʛʘʪʠʡ ʜʦʩʚʽʜ ʽ ʤʘʻ ʚʝʣʠʢʠʡ 
ʽʥʪʝʣʝʢʪʫʘʣʴʥʠʡ ʥʘʨʦʙʦʢ. ɼʦ ʪʚʦʨʝʥʥʷ ʭʨʝʩʪʦʤʘʪʽʡʥʦʛʦ 
ʦʙʨʘʟʫ ʙʘʨʦʢʦ, ʜʦ ʨʝʯʽ, ʟʥʘʯʥʦʶ ʤʽʨʦʶ ʜʦʣʫʯʠʣʠʩʷ ʪʘʢʦʞ 
ʨʘʜʷʥʩʴʢʽ ʡ ʚʽʪʯʠʟʥʷʥʽ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʮʽ

1
. 

                                                           
1  ɼʠʚ., ʟʦʢʨʝʤʘ, ʪʘʢʽ ʜʦʩʣʽʜʞʝʥʥʷ: Аникст А.А. ʈʝʥʝʩʩʘʥʩ, ʤʘʥʴʝʨʠʟʤ ʠ ʙʘʨʦʢʢʦ ʚ 
ʣʠʪʝʨʘʪʫʨʝ ʠ ʪʝʘʪʨʝ ɿʘʧʘʜʥʦʡ ɽʚʨʦʧʳ // ʈʝʥʝʩʩʘʥʩ. ɹʘʨʦʢʢʦ. ʂʣʘʩʩʠʮʠʟʤ. 
ʇʨʦʙʣʝʤʘ ʩʪʠʣʝʡ ʚ ʟʘʧʘʜʥʦʝʚʨʦʧʝʡʩʢʦʤ ʠʩʢʫʩʩʪʚʝ XVïXVII ʚʝʢʦʚ. ï ʄ.: 
ʅʘʫʢʘ, 1966. ï ʉ.178-244;  Виппер Ю.Б. ʊʚʦʨʯʝʩʢʠʝ ʩʫʜʴʙʳ ʠ ʠʩʪʦʨʠʷ. ï ʄ.: 
ʍʫʜʦʞʝʩʪʚʝʥʥʘʷ ʣʠʪʝʨʘʪʫʨʘ, 1990; Голенищев-Кутузов И. Н. ɹʘʨʦʢʢʦ ʠ ʝʛʦ 
ʪʝʦʨʝʪʠʢʠ // ɺ ʢʥ.: XVII ʚʝʢ ʚ ʤʠʨʦʚʦʤ ʣʠʪʝʨʘʪʫʨʥʦʤ ʨʘʟʚʠʪʠʠ. ï ʄ.: ʅʘʫʢʘ, 
1969. ï ʉ.102-153; Пинский Л. ʈʝʥʝʩʩʘʥʩ ʠ ʙʘʨʦʢʢʦ // ʈʝʥʝʩʩʘʥʩ. ɹʘʨʦʢʦ. 
ʇʨʦʩʚʝʱʝʥʠʝ: ʉʪʘʪʴʠ. ʃʝʢʮʠʠ. ï ʄ.: ʈɻɻʋ, 2002. ï ʉ.27-62; Наливайко Д.С. 
ʀʩʢʫʩʩʪʚʦ, ʥʘʧʨʘʚʣʝʥʠʷ, ʪʝʯʝʥʠʷ, ʩʪʠʣʠ. ï ʂ.: ɺʠʱʘ ʰʢʦʣʘ, 1981; Рязанцева Т. 
ɿʤʘʣʶʚʘʪʠ ʜʫʤʢʫ (ʢʦʥʩʝʧʪʠʟʤ ʷʢ ʥʘʧʨʷʤ ʤʝʪʘʬʽʟʠʯʥʦʾ ʧʦʝʟʽʾ ʚ ʣʽʪʝʨʘʪʫʨʽ 
ɭʚʨʦʧʠ ʜʦʙʠ ɹʘʨʦʢʦ). ï ʂ., 1999; Скакун А.А.  ɹʘʨʦʢʢʦ ʠ ʢʣʘʩʩʠʮʠʟʤ, ʠʣʠ 
ʪʨʠʩʪʘ ʣʝʪ ʩʧʫʩʪʷ // ɹʘʨʦʢʢʦ ʠ ʢʣʘʩʩʠʮʠʟʤ ʚ ʠʩʪʦʨʠʠ ʤʠʨʦʚʦʡ ʢʫʣʴʪʫʨʳ: 
ʄʘʪʝʨʠʘʣʳ ʤʝʞʜʫʥʘʨʦʜʥʦʡ ʥʘʫʯʥʦʡ ʢʦʥʬʝʨʝʥʮʠʠ ñʉʝʜʴʤʳʝ ʃʘʬʦʥʪʝʥʦʚʩʢʠʝ 
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ʇʦʧʨʠ ʪʝ, ʱʦ ʚ ʨʘʜʷʥʩʴʢʦʤʫ ʽ ʧʦʩʪʨʘʜʷʥʩʴʢʦʤʫ 
ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʩʪʚʽ ʙʘʨʦʢʦ ʚʠʩʚʽʪʣʝʥʝ ʚʞʝ ʜʦʩʠʪʴ ʧʦʚʥʦ ʽ 
ˇʨʫʥʪʦʚʥʦ, ʜʝʷʢʽ ʧʦʚôʷʟʘʥʽ ʟ ʥʠʤ ʧʠʪʘʥʥʷ ʽ ʧʨʦʙʣʝʤʠ ʚʩʝ ʱʝ 
ʟʘʣʠʰʘʶʪʴʩʷ ʥʝʟôʷʩʦʚʘʥʠʤʠ. ʄʘʣʦʚʠʚʯʝʥʠʤʠ, ʧʨʠʤʽʨʦʤ, ʱʝ 
ʡ ʜʦʩʽ ʻ ʩʧʝʮʠʬʽʯʥʽ ʨʠʩʠ ʘʥʛʣʽʡʩʴʢʦʛʦ ʙʘʨʦʢʦ, ʭʦʯʘ ʦʢʨʝʤʽ 
ʻʚʨʦʧʝʡʩʴʢʽ ʥʘʮʽʦʥʘʣʴʥʽ ʚʘʨʽʘʥʪʠ ʜʦʩʣʽʜʞʝʥʽ ʜʝʪʘʣʴʥʦ ʡ 
ʢʦʤʧʣʝʢʩʥʦ. ɿʦʢʨʝʤʘ, ʽʩʥʫʻ ʨʷʜ ʚʝʣʴʤʠ ʮʽʢʘʚʠʭ ʧʨʘʮʴ, 
ʧʨʠʩʚʷʯʝʥʠʭ ʧʦʝʪʠʮʽ ʫʢʨʘʾʥʩʴʢʦʛʦ

2
, ʬʨʘʥʮʫʟʴʢʦʛʦ

3
, 

ʥʽʤʝʮʴʢʦʛʦ
4
, ʽʩʧʘʥʩʴʢʦʛʦ

5
 ʪʘ ʽʪʘʣʽʡʩʴʢʦʛʦ

6
 ʙʘʨʦʢʦ, ʦʜʥʘʢ 

ʘʥʛʣʽʡʩʴʢʘ ʡʦʛʦ ʤʦʜʝʣʴ, ʷʢ ʮʝ ʥʝ ʜʠʚʥʦ, ʟʜʝʙʽʣʴʰʦʛʦ ʥʝ 
ʧʦʪʨʘʧʣʷʻ ʜʦ ʬʦʢʫʩʫ ʫʚʘʛʠ ʚʽʪʯʠʟʥʷʥʠʭ ʽ ʨʦʩʽʡʩʴʢʠʭ 
ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʮʽʚ.  

ʇʨʝʜʤʝʪʦʤ ʘʥʘʣʽʟʫ ʘʥʛʣʽʩʪʽʚ ʩʣʫʛʫʶʪʴ ʛʦʣʦʚʥʠʤ ʯʠʥʦʤ 
ʪʚʦʨʠ ʧʦʝʪʽʚ-ʤʝʪʘʬʽʟʠʢʽʚ

7
 ʪʘ ʙʘʨʦʢʦʚʽ ʨʠʩʠ ʪʨʘʛʽʢʦʤʝʜʽʡ 

ɺ.ʐʝʢʩʧʽʨʘ
8
. ʇʨʠ ʮʴʦʤʫ ʧʦʚʥʽʩʪʶ ʽʛʥʦʨʫʻʪʴʩʷ ʩʧʝʮʠʬʽʢʘ 
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ʪʘʣʘʥʪʽʚ. ʆʜʥʘʢ ʮʽ ʨʽʟʥʦʞʘʥʨʦʚʽ ʪʚʦʨʠ, ʷʢʽ ʩʚʦʛʦ ʯʘʩʫ ʙʫʣʠ 
ʜʦʩʠʪʴ ʧʦʧʫʣʷʨʥʠʤʠ ʚ ʥʝʝʣʽʪʘʨʥʦʤʫ ʩʦʮʽʘʣʴʥʦʤʫ 
ʩʝʨʝʜʦʚʠʱʽ ʪʘ ʥʝʩʣʠ ʚ ʩʦʙʽ ʧʝʚʥʠʡ ñʧʨʦʛʨʘʤʥʠʡò ʟʘʨʷʜ, ʻ 
ʜʫʞʝ ʮʽʢʘʚʠʤ ʤʘʪʝʨʽʘʣʦʤ ʫ ʧʣʘʥʽ ʜʦʩʣʽʜʞʝʥʥʷ ʧʨʦʙʣʝʤ 
ʙʘʨʦʢʦ ʚ ʘʥʛʣʽʡʩʴʢʽʡ ʣʽʪʝʨʘʪʫʨʽ. ɸʜʞʝ ʙʝʟ ʫʨʘʭʫʚʘʥʥʷ 
ʩʧʝʮʠʬʽʢʠ ʚʪʽʣʝʥʥʷ ʙʘʨʦʢʦʚʠʭ ʨʠʩ ʫ ñʥʠʟʦʚʽʡ ʧʨʦʟʽò 
ʥʘʜʟʚʠʯʘʡʥʦ ʚʘʞʢʦ ʩʢʣʘʩʪʠ ʘʜʝʢʚʘʪʥʝ ʫʷʚʣʝʥʥʷ ʧʨʦ 
ʥʘʮʽʦʥʘʣʴʥʠʡ ʢʦʣʦʨʠʪ ʘʥʛʣʽʡʩʴʢʦʛʦ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʙʘʨʦʢʦ.  

ɸʢʪʫʘʣʴʥʽʩʪʴ ʪʝʤʠ ʜʘʥʦʛʦ ʜʦʩʣʽʜʞʝʥʥʷ ʚʠʟʥʘʯʘʻʪʴʩʷ 
ʥʝʟʛʘʩʘʶʯʠʤ ʥʘʫʢʦʚʠʤ ʽʥʪʝʨʝʩʦʤ ʜʦ ʧʨʦʙʣʝʤ ʝʩʪʝʪʠʢʠ 
ʙʘʨʦʢʦ, ʧʨʘʛʥʝʥʥʷʤ ʩʫʯʘʩʥʠʭ ʥʘʫʢʦʚʮʽʚ ʧʝʨʝʦʩʤʠʩʣʠʪʠ 
ʫʩʪʘʣʝʥʽ ʢʦʥʮʝʧʮʽʾ ʪʘ ʚʠʩʚʽʪʣʠʪʠ ʜʨʫʛʦʨʷʜʥʽ ʚ ʭʫʜʦʞʥʴʦʤʫ 
ʧʣʘʥʽ, ʘʣʝ ʚʽʜ ʪʦʛʦ ʥʝ ʤʝʥʰ ʚʘʛʦʤʽ ʚ ʽʩʪʦʨʠʢʦ-ʢʫʣʴʪʫʨʥʦʤʫ 
ʩʝʥʩʽ ʝʩʪʝʪʠʯʥʽ ʬʝʥʦʤʝʥʠ. ɿ ʽʥʰʦʛʦ ʙʦʢʫ, ʘʢʪʫʘʣʴʥʽʩʪʴ 
ʟʫʤʦʚʣʶʻʪʴʩʷ ʥʘʛʘʣʴʥʦʶ ʧʦʪʨʝʙʦʶ ʫʪʦʯʥʝʥʥʷ ʟʘʛʘʣʴʥʦʾ 
ʚʽʟʽʾ ʨʦʟʚʠʪʢʫ ʙʘʨʦʢʦʚʦʾ ʝʩʪʝʪʠʢʠ ʥʘ ʪʝʨʝʥʘʭ ʘʥʛʣʽʡʩʴʢʦʾ 
ʣʽʪʝʨʘʪʫʨʠ. 

ʅʘʫʢʦʚʘ ʥʦʚʠʟʥʘ ʩʪʘʪʪʽ ʧʦʣʷʛʘʻ ʚ ʪʦʤʫ, ʱʦ ʚ ʥʽʡ 
ʚʧʝʨʰʝ ʧʨʝʜʩʪʘʚʣʝʥʦ ʜʝʪʘʣʴʥʠʡ ʘʥʘʣʽʟ ʨʽʟʥʠʭ ʨʽʚʥʽʚ 
ʧʦʝʪʠʢʠ ʤʘʣʦʚʠʚʯʝʥʦʛʦ ʟʨʘʟʢʘ ʘʥʛʣʽʡʩʴʢʦʾ ʰʘʭʨʘʡʩʴʢʦʾ 
ʧʨʦʟʠ XVII ʩʪ. ï ʨʦʤʘʥʫ ʌ.ʂʽʨʢʤʝʥʘ ñɺʠʢʨʠʪʪʷ ʬʘʣʴʰʠʚʦʾ 
ʣʝʜʽò ï ʟ ʤʝʪʦʶ ʚʠʷʚʣʝʥʥʷ ʭʘʨʘʢʪʝʨʫ ʚʪʽʣʝʥʥʷ ʚ ʥʴʦʤʫ 
ʙʘʨʦʢʦʚʠʭ ʨʠʩ ʪʘ ʟôʷʩʫʚʘʥʥʷ ʘʚʪʝʥʪʠʯʥʠʭ ʭʘʨʘʢʪʝʨʠʩʪʠʢ 
ʘʥʛʣʽʡʩʴʢʦʛʦ ñʥʠʟʦʚʦʛʦò ʙʘʨʦʢʦ.  

ʃʽʪʝʨʘʪʫʨʘ ʙʘʨʦʢʦ ʙʫʣʘ ʩʚʦʻʨʽʜʥʠʤ ʝʩʪʝʪʠʯʥʠʤ 
ʚʽʜʛʫʢʦʤ ʥʘ ʢʨʠʟʫ ʛʫʤʘʥʽʩʪʠʯʥʦʛʦ ʩʚʽʪʦʚʽʜʯʫʪʪʷ, ʟʫʤʦʚʣʝʥʫ 
ʪʠʤ ʜʫʭʦʚʥʠʤ ʟʣʘʤʦʤ ʪʘ ʩʦʮʽʘʣʴʥʠʤʠ ʽ ʧʦʣʽʪʠʯʥʠʤʠ 
ʧʦʪʨʷʩʽʥʥʷʤʠ, ʱʦ ʤʘʣʠ ʤʽʩʮʝ ʚ ɭʚʨʦʧʽ ʥʘʧʨʠʢʽʥʮʽ XVI ʩʪ. ʽ ʚ 
XVII ʩʪ. ɿʤʽʥʶʚʘʣʘʩʷ ʟʦʚʥʽʰʥʷ ʧʦʣʽʪʠʢʘ ʻʚʨʦʧʝʡʩʴʢʠʭ ʢʨʘʾʥ, 
ʙʫʨʭʣʠʚʦ ʨʦʟʚʠʚʘʣʘʩʷ ʥʘʫʢʘ ʽ ʥʘʪʫʨʬʽʣʦʩʦʬʽʷ. ʉʘʤʝ ʚ ʮʝʡ 
ʯʘʩ ʚ ɸʥʛʣʽʾ, ʷʢʘ ʧʝʨʝʞʠʚʘʣʘ ʽ ʛʨʦʤʘʜʷʥʩʴʢʽ ʚʽʡʥʠ, ʽ ʥʘʨʦʜʥʽ 
ʧʦʚʩʪʘʥʥʷ, ʽ ʙʫʨʞʫʘʟʥʫ ʨʝʚʦʣʶʮʽʶ, ʽ ʨʝʩʧʫʙʣʽʢʘʥʩʴʢʝ 
ʧʨʘʚʣʽʥʥʷ, ʽ ʈʝʩʪʘʚʨʘʮʽʶ, ʽ ʩʧʘʣʘʭ ʧʫʨʠʪʘʥʽʟʤʫ, ʬʦʨʤʫʚʘʚʩʷ 
ʡ ʨʦʟʚʠʚʘʚʩʷ ʙʘʨʦʢʦʚʠʡ ʩʚʽʪʦʛʣʷʜ.  

ʏʠʤʘʣʦ ʘʥʛʣʽʡʮʽʚ ʫ ʮʝʡ ʧʝʨʽʦʜ ʚʥʘʩʣʽʜʦʢ ʩʦʮʽʘʣʴʥʠʭ 
ʢʘʪʘʢʣʽʟʤʽʚ ʦʧʠʥʠʣʠʩʷ ʥʘ ʤʝʞʽ ʚʠʞʠʚʘʥʥʷ. ɻʦʣʦʜ ʽ ʥʝʩʪʘʯʘ 
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ʢʦʰʪʽʚ ʥʝʨʽʜʢʦ ʧʽʜʰʪʦʚʭʫʚʘʣʠ ʾʭ ʜʦ ʟʣʦʯʠʥʽʚ. ʆʯʝʚʠʜʥʦ, 
ʩʘʤʝ ʯʝʨʝʟ ʮʝ ʚʝʣʠʢʦʾ ʧʦʧʫʣʷʨʥʦʩʪʽ ʫ ʧʝʨʝʩʽʯʥʠʭ ʯʠʪʘʯʽʚ ʽ 
ʥʘʙʫʚʘʣʘ ʰʘʭʨʘʡʩʴʢʦ-ʢʨʠʤʽʥʘʣʴʥʘ ʣʽʪʝʨʘʪʫʨʘ, ʛʝʥʝʪʠʯʥʦ 
ʧʦʚôʷʟʘʥʘ ʟ ʢʦʥʥʽ-ʢʝʪʯʝʨʽʚʩʴʢʠʤʠ ʧʘʤʬʣʝʪʘʤʠ ʩʣʘʚʥʦʟʚʽʩ-
ʥʦʛʦ ʻʣʠʟʘʚʝʪʠʥʮʷ ʈ.ˆʨʽʥʘ ʪʘ ʧʽʢʘʨʝʩʢʥʦʶ ʪʨʘʜʠʮʽʻʶ. ʋ 
XVII ʩʪ. ʥʘʡʙʽʣʴʰ ʫʩʧʽʰʥʦ ʚʦʥʘ ʧʨʦʜʦʚʞʫʚʘʣʘ ʨʦʟʚʠʚʘʪʠʩʷ 
ʫ ʬʦʨʤʽ ʢʨʠʤʽʥʘʣʴʥʦʛʦ ʨʦʤʘʥʫ. 

ɼʦ ʨʦʟʨʷʜʫ ʪʘʢʠʭ ʪʚʦʨʽʚ ʥʘʣʝʞʠʪʴ ʽ ʧʦʧʫʣʷʨʥʠʡ ʩʚʦʛʦ 
ʯʘʩʫ, ʘʣʝ ʥʠʥʽ ʚʞʝ ʧʨʠʟʘʙʫʪʠʡ, ʨʦʤʘʥ ʌʨʝʥʩʽʩʘ ʂʽʨʢʤʝʥʘ 
ñɺʠʢʨʠʪʪʷ ʬʘʣʴʰʠʚʦʾ ʣʝʜʽ, ʷʢʝ ʧʨʝʜʩʪʘʚʣʷʻ ʧʦʚʥʠʡ ʟʚʽʪ ʧʨʦ 
ʥʘʨʦʜʞʝʥʥʷ, ʞʠʪʪʷ, ʥʘʡʚʠʟʥʘʯʥʽʰʽ ʚʠʪʽʚʢʠ ʪʘ ʧʝʨʝʜʯʘʩʥʫ 
ʩʤʝʨʪʴ ʄʝʨʽ ʂʘʨʣʪʦʥ, ʚʽʜʦʤʦʾ ʪʘʢʦʞ ʧʽʜ ʽʤʝʥʝʤ ʅʽʤʝʮʴʢʘ 
ʧʨʠʥʮʝʩʘò

9 
(1667). ʋʞʝ ʩʘʤʘ ʥʘʟʚʘ ʪʚʦʨʫ ʽʥʬʦʨʤʫʻ ʧʨʦ 

ʥʘʷʚʥʽʩʪʴ ʙʘʨʦʢʦʚʠʭ ʨʠʩ, ʟʦʢʨʝʤʘ, ʩʣʦʚʦ ñʬʘʣʴʰʠʚʘò, ʱʦ 
ʯʝʨʚʦʥʦʶ ʥʠʪʢʦʶ ʧʨʦʭʦʜʠʪʴ ʯʝʨʝʟ ʚʝʩʴ ʨʦʤʘʥ, ʩʠʛʥʘʣʽʟʫʻ 
ʧʨʦ ʥʝʚʽʜʧʦʚʽʜʥʽʩʪʴ ʤʽʞ ʽʩʪʠʥʦʶ ʧʨʠʨʦʜʦʶ ʪʘ ʩʫʩʧʽʣʴʥʠʤ 
ʽʤʽʜʞʝʤ ʛʦʣʦʚʥʦʾ ʛʝʨʦʾʥʽ, ʥʘʪʷʢʘʶʯʠ ʥʘ ʧʝʚʥʫ ʪʘʻʤʥʠʮʶ, 
ʧʨʦ ʷʢʫ ʤʦʞʝ ʜʽʟʥʘʪʠʩʷ ʯʠʪʘʯ, ʘʜʞʝ ʮʝ ʥʝ ʧʨʦʩʪʦ ʨʦʟʧʦʚʽʜʴ 
ʧʨʦ ʧʦʭʦʜʝʥʴʢʠ ʄʝʨʽ ʂʘʨʣʪʦʥ, ʘ ñʚʠʢʨʠʪʪʷò (ʪʦʙʪʦ ʧʝʚʥʘ 
ʜʝʤʽʩʪʠʬʽʢʘʮʽʷ) ʾʾ ʭʘʨʘʢʪʝʨʫ ʪʘ ʧʦʚʝʜʽʥʢʠ.  

ɺʢʘʟʽʚʢʘ ʥʘ ʪʝ, ʱʦ ʣʝʜʽ ʻ ñʬʘʣʴʰʠʚʦʶò ʚʠʢʣʠʢʘʻ ʫ 
ʯʠʪʘʯʽʚ ʧʝʚʥʫ ʫʧʝʨʝʜʞʝʥʽʩʪʴ ʫ ʩʪʘʚʣʝʥʥʽ ʜʦ ʮʽʻʾ ʛʝʨʦʾʥʽ, 
ʩʧʦʥʫʢʘʻ ʾʭ ʟ ʥʝʪʝʨʧʽʥʥʷʤ ʩʣʽʜʢʫʚʘʪʠ ʟʘ ʪʘʻʤʥʠʯʠʤʠ ʜʽʷʤʠ 
ʰʘʭʨʘʡʢʠ ʪʘ ʯʝʢʘʪʠ ʨʦʟʚôʷʟʢʠ, ʷʢʘ, ʙʝʟʧʝʨʝʯʥʦ, ʤʘʻ ʙʫʪʠ 
ʪʨʘʛʽʯʥʦʶ, ʦʩʢʽʣʴʢʠ ʥʘ ʥʝʾ, ʷʢ ʤʠ ʜʽʟʥʘʻʤʦʩʷ ʟ ʥʘʟʚʠ, ʯʝʢʘʻ 
ñʧʝʨʝʜʯʘʩʥʘ ʩʤʝʨʪʴò. ʎʽʢʘʚʦ, ʱʦ ʚʜʘʶʯʠʩʴ ʜʦ ʭʘʨʘʢʪʝʨʥʠʭ 
ʜʣʷ ʢʨʠʤʽʥʘʣʴʥʦʾ ʪʨʘʜʠʮʽʾ ʧʨʠʡʦʤʽʚ ʧʦʙʫʜʦʚʠ ʥʘʨʘʪʠʚʫ, 
ʂʽʨʢʤʝʥ ʫʥʠʢʘʻ ʟʘʭʦʧʣʝʥʥʷ ʚʠʪʽʚʢʘʤʠ ʧʨʦʡʜʠʩʚʽʪʢʠ, ʪʦʞ ʽ 
ʟʘʛʘʣʴʥʘ ʪʦʥʘʣʴʥʽʩʪʴ ʡʦʛʦ ʦʧʦʚʽʜʽ ʩʫʪʪʻʚʦ ʚʽʜʨʽʟʥʷʻʪʴʩʷ ʚʽʜ 
ʘʧʦʣʦʛʝʪʠʯʥʦʛʦ ʧʘʬʦʩʫ ʧʽʟʥʴʦʨʝʥʝʩʘʥʩʥʠʭ ʢʨʠʤʽʥʘʣʴʥʠʭ 
ʽʩʪʦʨʽʡ. ɺʦʯʝʚʠʜʴ, ʚʽʥ ʛʦʩʪʨʽʰʝ ʚʽʜʯʫʚʘʚ ʟʣʦ ʥʘʚʢʦʣʠʰʥʴʦʛʦ 
ʩʚʽʪʫ, ʥʘʡʙʽʣʴʰʝ ʡʦʛʦ ʮʽʢʘʚʠʣʠ ʧʩʠʭʦʣʦʛʽʯʥʦ ʩʢʣʘʜʥʽ, 
ʥʘʧʨʫʞʝʥʽ ʡ ʪʨʘʛʽʯʥʽ ʤʦʤʝʥʪʠ ʞʠʪʪʷ ʣʶʜʠʥʠ. ʊʦʤʫ 

                                                           
9 Kirkmen F. The Counterfeit Lady Unveiled // The Counterfeit Lady Unveiled and 

Other Criminal Fiction of Seventeenth Century / Ed. by Spiro Paterson. ï New 
York, 1961. ï P.8-102.  



Василина Катерина. Поетика роману Ф.Кіркмена “Викриття фальшивої леді” … 

75 

ʘʧʦʣʦʛʝʪʠʟʘʮʽʷ ʣʶʜʩʴʢʦʾ ʘʢʪʠʚʥʦʩʪʽ ʩʘʤʦʾ ʧʦ ʩʦʙʽ ʚ ʨʦʤʘʥʽ 
ʚʽʜʩʫʪʥʷ. ɼʽʷʣʴʥʽʩʪʴ ʽʥʜʠʚʽʜʫʫʤʘ ʧʦʩʪʘʻ ʪʫʪ ʚʞʝ ʥʝ ʷʢ 
ʨʝʟʫʣʴʪʘʪ ʦʩʦʙʠʩʪʦʾ ʚʦʣʽ ʯʠ ʧʨʦʜʫʤʘʥʦʛʦ ʚʠʙʦʨʫ, ʘ ʷʢ 
ʥʘʩʣʽʜʦʢ ʥʝʤʦʪʠʚʦʚʘʥʠʭ ʧʩʠʭʦʣʦʛʽʯʥʠʭ ʽʤʧʫʣʴʩʽʚ ʘʙʦ 
ʚʪʨʫʯʘʥʥʷ ʷʢʠʭʦʩʴ ʽʨʨʘʮʽʦʥʘʣʴʥʠʭ ʩʠʣ. ʅʘ ʩʪʦʨʽʥʢʘʭ ʨʦʤʘʥʫ 
ʯʘʩʪʦ ʟʫʩʪʨʽʯʘʶʪʴʩʷ ʟʛʘʜʢʠ ʧʨʦ ɼʦʣʶ, ʧʨʦ ʾʾ ʚʣʘʜʫ ʥʘʜ 
ʞʠʪʪʷʤ ʛʦʣʦʚʥʦʾ ʛʝʨʦʾʥʽ, ʘ ʥʝʚʽʜʚʦʨʦʪʥʽʩʪʴ ʪʨʘʛʽʯʥʦʛʦ ʬʽʥʘʣʫ 
ʥʘʜʘʻ ʪʚʦʨʫ ʧʝʩʠʤʽʩʪʠʯʥʦʛʦ ʟʘʙʘʨʚʣʝʥʥʷ. 

ʇʦʯʠʥʘʻʪʴʩʷ ñɺʠʢʨʠʪʪʷ ʬʘʣʴʰʠʚʦʾ ʣʝʜʽò ʟ ʦʙʦʚôʷʟʢʦ-
ʚʦʛʦ ʜʣʷ ʪʦʛʦʯʘʩʥʦʾ ʣʽʪʝʨʘʪʫʨʠ ʚʩʪʫʧʫ-ʟʚʝʨʥʝʥʥʷ ʜʦ ʯʠʪʘʯʘ, 
ʜʝ ʘʚʪʦʨ ʫ ʩʪʠʩʣʽʡ ʬʦʨʤʽ ʧʨʝʟʝʥʪʫʻ ʧʝʨʝʣʽʢ ʧʦʜʽʡ, ʧʨʦ ʷʢʽ 
ʡʪʠʤʝʪʴʩʷ ʚ ʨʦʤʘʥʽ. ʊʠʧʦʚʠʤʠ ʻ ʡ ʧʦʩʠʣʘʥʥʷ ʥʘ ʽʥʰʽ 
ʜʞʝʨʝʣʘ, ʷʢʠʤʠ ʘʚʪʦʨ ʥʽʙʠʪʦ ʧʦʩʣʫʛʦʚʫʚʘʚʩʷ ʧʨʠ ʥʘʧʠʩʘʥʥʽ 
ʪʚʦʨʫ, ʪʘ ʚʽʜʟʥʘʯʝʥʥʷ ʡʦʛʦ ʥʦʚʘʪʦʨʩʴʢʦʛʦ ʭʘʨʘʢʪʝʨʫ. 
ɿʦʢʨʝʤʘ, ʟʛʘʜʫʶʯʠ ʪʽ ʢʥʠʞʢʠ ʧʨʦ ʄʝʨʽ ʂʘʨʣʪʦʥ, ʟ ʷʢʠʤʠ 
ʯʠʪʘʯ ʚʞʝ ʤʘʚ ʤʦʞʣʠʚʽʩʪʴ ʦʟʥʘʡʦʤʠʪʠʩʴ, ʂʽʨʢʤʝʥ ʟʘʟʥʘʯʘʻ, 
ʱʦ ʡʦʛʦ ʢʥʠʛʘ ʤʽʩʪʠʪʴ ʙʽʣʴʰʝ ʮʽʢʘʚʠʭ ʧʦʜʨʦʙʠʮʴ, ʦʩʢʽʣʴʢʠ 
ʚʽʥ ʦʩʦʙʠʩʪʦ ʩʧʽʣʢʫʚʘʚʩʷ ʟ ʫʯʘʩʥʠʢʘʤʠ ʦʧʠʩʘʥʠʭ ʧʦʜʽʡ. ɼʦ 
ʨʝʯʽ, ʛʦʣʦʚʥʘ ʛʝʨʦʾʥʷ ʨʦʤʘʥʫ ʤʘʣʘ ʨʝʘʣʴʥʦʛʦ ʧʨʦʪʦʪʠʧʘ ï 
ʞʽʥʢʫ, ʱʦ ʙʫʣʘ ʧʨʠʪʷʛʥʫʪʘ ʜʦ ʩʫʜʫ ʟʘ ʜʚʦʻʤʫʞʞʷ (ʩʫʜʦʚʘ 
ʩʧʨʘʚʘ ʟʘʨʝʻʩʪʨʦʚʘʥʘ 26 ʯʝʨʚʥʷ 1663 ʨʦʢʫ

10
). 

ʇʦʷʩʥʶʶʯʠ ʚʣʘʩʥʽ ʤʠʩʪʝʮʴʢʽ ʩʧʦʥʫʢʠ, ʂʽʨʢʤʝʥ ʧʠʰʝ: 
ñʎʷ ʽʩʪʦʨʽʷ ʤʘʻ ʩʣʫʛʫʚʘʪʠ ʜʟʝʨʢʘʣʦʤ, ʫ ʷʢʦʤʫ ʤʠ ʤʦʞʝʤʦ 
ʧʦʙʘʯʠʪʠ ʚʽʜʦʙʨʘʞʝʥʥʷ ʙʦʣʷʯʦʢ ʮʴʦʛʦ ʚʽʢʫ. ɯ, ʚʨʝʰʪʽ-ʨʝʰʪ, 
ʧʦʤʽʪʠʚʰʠ ʮʽ ʚʘʜʠ, ʤʠ ʟʤʦʞʝʤʦ ʥʘʣʘʛʦʜʠʪʠ ʥʘʰʝ ʛʨʽʭʦʚʥʝ 
ʞʠʪʪʷ. ʉʘʤʝ ʪʘʢʠʤ ʽ ʻ ʥʘʤʽʨ ʚʘʰʦʛʦ ʜʨʫʛʘ, ʌ.ʂ.ò

11
.  

ɼʦʚʦʣʽ ʩʢʣʘʜʥʘ ʞʘʥʨʦʚʘ ʧʨʠʨʦʜʘ ʨʦʤʘʥʫ ʬʽʢʩʫʻ ʚʧʣʠʚ 
ʷʢ ñʚʠʩʦʢʦʾò, ʪʘʢ ʽ ñʥʠʟʦʚʦòʾ ʪʨʘʜʠʮʽʾ, ʱʦ, ʚʦʯʝʚʠʜʴ, ʻ 
ʥʘʩʣʽʜʢʦʤ ʥʘʤʘʛʘʥʥʷ ʙʘʨʦʢʦʚʠʭ ʘʚʪʦʨʽʚ ʚʽʜʥʘʡʪʠ ʛʘʨʤʦʥʽʶ 
ʰʣʷʭʦʤ ʧʦʻʜʥʘʥʥʷ ʧʦʣʷʨʥʠʭ ʪʝʥʜʝʥʮʽʡ ʪʘ ʷʚʠʱ. ʌ.ʂʽʨʢʤʝʥ, 
ʟʦʢʨʝʤʘ, ʩʪʘʨʘʥʥʦ ʢʦʥʪʘʤʽʥʫʻ ʝʣʝʤʝʥʪʠ ʪʨʘʢʪʘʪʥʦʾ ʪʘ 
ʧʘʤʬʣʝʪʥʦʾ ʥʘʨʘʮʽʾ, ʩʝʨʝʜʥʴʦʚʽʯʥʠʭ ñʟʝʨʮʘʣò ʪʘ ʨʝʥʝʩʘʥʩʥʠʭ 
ñʘʥʘʪʦʤʽʡò, ʧʨʦʧʦʚʽʜʽ ʡ ʜʞʝʩʪʫ, ñʚʠʩʦʢʦʛʦò ñromanceò ʪʘ 
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ñʥʠʟʦʚʦʾò ñcriminal fictionò. ʇʨʠ ʮʴʦʤʫ, ʟ ʤʝʪʦʶ ʩʪʚʦʨʝʥʥʷ 
ʧʝʚʥʦʾ ʣʽʨʠʯʥʦʾ ʘʪʤʦʩʬʝʨʠ, ʧʠʩʴʤʝʥʥʠʢ ʚʚʦʜʠʪʴ ʜʦ ʪʝʢʩʪʫ 
ʢʽʣʴʢʘ ʧʦʝʪʠʯʥʠʭ ʬʨʘʛʤʝʥʪʽʚ. 

ʉʪʨʫʢʪʫʨʥʦ-ʢʦʤʧʦʟʠʮʽʡʥʘ ʦʨʛʘʥʽʟʘʮʽʷ ʪʚʦʨʫ ʻ ʜʦʚʦʣʽ 
ʭʘʦʪʠʯʥʦʶ ʽ ʚʠʪʽʶʚʘʪʦʶ. ʆʩʥʦʚʥʘ ʩʶʞʝʪʥʘ ʣʽʥʽʷ ʯʘʩʪʦ 
ʧʝʨʝʨʠʚʘʻʪʴʩʷ ʨʽʟʥʦʤʘʥʽʪʥʠʤʠ ʚʢʨʘʧʣʝʥʥʷʤʠ ʪʘ ʚʽʜʩʪʫʧʘʤʠ, 
ʟʘ ʨʘʭʫʥʦʢ ʯʦʛʦ ʩʪʚʦʨʶʻʪʴʩʷ ʘʪʤʦʩʬʝʨʘ ʭʘʦʩʫ ʡ ʙʝʟʣʘʜʜʷ, 
ʤʽʥʣʠʚʦʩʪʽ ʡ ʧʨʠʤʭʣʠʚʦʩʪʽ ʙʫʪʪʷ. ʊʫʪ ʜʦʨʝʯʥʦʶ ʚʠʜʘʻʪʴʩʷ 
ʜʫʤʢʘ ɺ.ʄʘʨʪʠʥʦʚʘ: ñʋ ʙʘʨʦʢʦ ʜʦʤʽʥʫʚʘʣʘ ʝʥʝʨʛʽʷ ʩʠʣʴʥʠʭ 
ʧʦʯʫʪʪʽʚ, ʩʚʽʪ ʥʝʚʠʟʥʘʯʝʥʠʡ, ʤʽʥʣʠʚʠʡ, ʘʣʦʛʽʯʥʠʡé 
ʂʣʘʩʠʯʥʘ ʷʩʥʽʩʪʴ ʬʦʨʤ, ʯʽʪʢʽʩʪʴ, ʩʤʠʩʣʦʚʘ ʚʠʟʥʘʯʝʥʽʩʪʴ, 
ʩʪʨʫʢʪʫʨʥʽʩʪʴ, ʪʝʢʪʦʥʽʯʥʽʩʪʴ ʫ ʟʦʙʨʘʞʝʥʥʽ ʩʚʽʪʫ ʧʦʚʥʽʩʪʶ 
ʽʛʥʦʨʫʶʪʴʩʷò

12
.  

ɽʧʽʟʦʜʠ ʞʠʪʪʷ ʄʝʨʽ ʂʘʨʣʪʦʥ, ʱʦ ʧʨʝʜʩʪʘʚʣʝʥʽ ʚ 
ʨʦʤʘʥʽ, ʚʝʣʴʤʠ ʥʝʨʽʚʥʦʟʥʘʯʥʽ ʟʘ ʩʚʦʻʶ ʦʧʠʩʦʚʦʶ 
ʜʝʪʘʣʴʥʽʩʪʶ ʪʘ ʨʝʪʝʣʴʥʽʩʪʶ. ʇʨʠʤʽʨʦʤ, ʜʦʢʣʘʜʥʦ 
ʟʤʘʣʴʦʚʫʶʯʠ ʾʾ ʧʝʨʰʠʡ ʰʣʶʙ ʟ ʄʽʩʪʝʨʦʤ ʉʪʝʥʤʘʥʦʤ, ʾʭʥʽ 
ʚʟʘʻʤʠʥʠ, ʥʘʨʦʜʞʝʥʥʷ ʜʚʦʭ ʜʽʪʝʡ ʪʘ ʚʪʝʯʫ ʛʝʨʦʾʥʽ ʟ ʜʦʤʫ, 
ʧʦʜʘʣʴʰʽ ʜʚʘ ʨʦʢʠ ʾʾ ʞʠʪʪʷ, ʘʚʪʦʨ ʟʤʘʣʴʦʚʫʻ ʜʫʞʝ ʩʪʠʩʣʦ, 
ʤʘʡʞʝ ʧʫʥʢʪʠʨʥʦ. ɺʽʥ ʣʠʰʝ ʧʦʙʽʞʥʦ ʟʛʘʜʫʻ ʧʨʦ ʾʾ ʜʚʦʨʽʯʥʫ 
ʤʦʨʩʴʢʫ ʤʘʥʜʨʽʚʢʫ ʪʘ ʟʘʟʥʘʯʘʻ, ʱʦ ʩʘʤʝ ʚ ʪʦʡ ʯʘʩ ʚʦʥʘ ʡ 
ʧʦʯʘʣʘ ʟʘʡʤʘʪʠʩʷ ʢʨʘʜʽʞʢʘʤʠ. ʃʘʢʦʥʽʯʥʦ, ʣʠʰʝ ʚ ʢʽʣʴʢʦʭ 
ʩʣʦʚʘʭ, ʟʛʘʜʫʻ ʧʠʩʴʤʝʥʥʠʢ ʽ ʧʨʦ ʜʨʫʛʠʡ ʰʣʶʙ ʛʝʨʦʾʥʽ ʟ 
ʯʦʣʦʚʽʢʦʤ ʥʘ ʽʤôʷ ɼʝʡ, ʭʽʨʫʨʛʦʤ ʽʟ ɼʘʫʝʨʘ. ʗʢʦʾʩʴ ʙʽʣʴʰ-
ʤʝʥʰ ʜʝʪʘʣʴʥʦʾ ʽʥʬʦʨʤʘʮʽʾ ʧʨʦ ʮʝ ʚʽʥ ʥʝ ʥʘʚʦʜʠʪʴ. ɼʘʣʽ 
ʘʚʪʦʨ ʨʦʤʘʥʫ ʧʦʚʽʜʦʤʣʷʻ ʧʨʦ ʾʾ ʪʨʝʪʽʡ ʰʣʶʙ ʟ ʄʽʩʪʝʨʦʤ 
ʂʘʨʣʪʦʥʦʤ, ʘ ʧʦʪʽʤ ʥʝʩʧʦʜʽʚʘʥʦ ʧʝʨʝʨʠʚʘʻ ʨʦʟʧʦʚʽʜʴ ʪʘ 
ʧʦʯʠʥʘʻ ʦʧʠʩʫʚʘʪʠ ʧʦʜʽʾ, ʷʢʽ ʚʽʜʙʫʚʘʣʠʩʷ ʧʝʨʝʜ ʪʠʤ. ɺʽʥ 
ʽʥʬʦʨʤʫʻ ʯʠʪʘʯʽʚ ʧʨʦ ʘʨʝʰʪ ʄʝʨʽ ʟʘ ʜʚʦʻʤʫʞʞʷ ʪʘ 
ʧʦʜʘʣʴʰʝ ʾʾ ʚʠʧʨʘʚʜʘʥʥʷ, ʘ ʪʘʢʦʞ ʧʨʦ ʾʾ ʧʦʾʟʜʢʫ ʜʦ ʌʨʘʥʮʽʾ, 
ɻʦʣʣʘʥʜʽʾ ʪʘ ʅʽʤʝʯʯʠʥʠ, ʜʝ ʚʦʥʘ ʥʽʙʠʪʦ ʚʠʚʯʠʣʘ ʽʥʦʟʝʤʥʽ 
ʤʦʚʠ. ʊʘʢʝ ʪʚʝʨʜʞʝʥʥʷ, ʱʦʧʨʘʚʜʘ, ʩʫʧʝʨʝʯʠʪʴ ʟʘʧʝʚʥʝʥʥʷʤ 

                                                           
12 ʎʠʪ. ʟʘ Ніколенко О.М. ɹʘʨʦʢʦ, ʢʣʘʩʠʮʠʟʤ, ʇʨʦʩʚʽʪʥʠʮʪʚʦ. ʃʽʪʝʨʘʪʫʨʘ XVII ï 
XVIII ʩʪ. ï ʍʘʨʢʽʚ, 2003. ï C.42. 
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ʾʾ ʪʨʝʪʴʦʛʦ ʯʦʣʦʚʽʢʘ ʄʽʩʪʝʨʘ ʂʘʨʣʪʦʥʘ, ʱʦ ʚʦʥʘ ʥʝ ʟʥʘʣʘ 
ñʞʦʜʥʦʾ ʤʦʚʠ, ʢʨʽʤ ʘʥʛʣʽʡʩʴʢʦʾò

13
. 

ʍʘʨʘʢʪʝʨʥʦʶ ʨʠʩʦʶ ʩʪʠʣʶ ʙʘʨʦʢʦ, ʷʢ ʚʽʜʦʤʦ, ʻ 
ʜʠʥʘʤʽʟʤ, ʱʦ ʚʠʷʚʣʷʻʪʴʩʷ ʫ ʧʦʩʪʽʡʥʦʤʫ ʨʫʩʽ ʬʦʨʤ, ʷʢʽ 
ʧʦʢʣʠʢʘʥʽ ʚʽʜʪʚʦʨʶʚʘʪʠ ʤʽʥʣʠʚʽʩʪʴ ʩʚʽʪʫ, ʘ ʪʘʢʦʞ ʩʪʘʥ 
ʜʫʰʝʚʥʦʛʦ ʥʝʩʧʦʢʦʶ ʣʶʜʠʥʠ. ʋ ʙʘʨʦʢʦʚʽʡ ʣʽʪʝʨʘʪʫʨʽ, ʥʘ 
ʜʫʤʢʫ ɼ.ʏʠʞʝʚʩʴʢʦʛʦ, ʮʝ ʥʘʙʫʚʘʻ ʧʦʪʨʝʙʠ ʚ ʨʫʩʽ, ʟʤʽʥʘʭ, 
ʤʘʥʜʨʽʚʢʘʭ

14
. ʉʘʤʝ ʚ ʪʘʢʠʡ ʩʧʦʩʽʙ ʽ ʚʽʜʪʚʦʨʶʻʪʴʩʷ ʜʠʥʘʤʽʢʘ 

ɺʩʝʩʚʽʪʫ ʚ ʨʦʤʘʥʽ ʌ.ʂʽʨʢʤʝʥʘ. ʁʦʛʦ ʛʝʨʦʾʥʷ ʧʦʩʪʽʡʥʦ 
ʤʘʥʜʨʫʻ, ʟʤʽʥʶʻ ʤʽʩʮʝ ʧʨʦʞʠʚʘʥʥʷ, ʪʦʞ ʽʥʢʦʣʠ ʥʘʚʽʪʴ 
ʚʘʞʢʦ ʫʩʪʝʞʠʪʠ ʟʘ ʙʫʨʭʣʠʚʠʤ ʧʝʨʝʙʽʛʦʤ ʧʦʜʽʡ ʫ ʾʾ ʞʠʪʪʽ. 
ɽʣʝʤʝʥʪʠ ʘʨʭʽʪʝʢʪʦʥʽʢʠ ʪʝʢʩʪʫ ʥʘʛʘʜʫʶʪʴ ʭʚʠʣʽ, ʱʦ, 
ʥʘʙʽʛʘʶʯʠ ʦʜʥʘ ʥʘ ʦʜʥʫ, ʟʽʰʪʦʚʭʫʶʯʠʩʴ ʦʜʥʘ ʟ ʦʜʥʦʶ, 
ʩʪʚʦʨʶʶʪʴ ʢʘʢʦʬʦʥʽʶ, ʷʢʘ, ʦʜʥʘʢ, ʧʦʩʪʫʧʦʚʦ ʧʝʨʝʪʚʦ-
ʨʶʻʪʴʩʷ ʥʘ ʧʝʚʥʫ ʧʦʜʦʙʫ ʛʘʨʤʦʥʽʾ: ʄʝʨʽ ʚʨʝʰʪʽ-ʨʝʰʪ 
ʟʘʢʽʥʯʫʻ ʩʚʽʡ ʙʫʨʭʣʠʚʠʡ ʞʠʪʪʻʚʠʡ ʰʣʷʭ ʪʘ ʟʥʘʭʦʜʠʪʴ 
ʩʧʦʢʽʡ, ʨʦʟʯʠʥʷʶʯʠʩʴ ʫ ʚʽʯʥʦʩʪʽ. 

ʆʧʦʚʽʜʘʯʘʤʠ ʫ ʮʴʦʤʫ ʨʦʤʘʥʽ ʚʠʩʪʫʧʘʶʪʴ ʧʦ ʯʝʨʟʽ ʪʦ 
ʥʘʨʘʪʦʨ (ʷʢʠʡ ʘʩʦʮʽʶʻʪʴʩʷ ʟ ʩʘʤʠʤ ʂʽʨʢʤʝʥʦʤ), ʪʦ ʛʦʣʦʚʥʘ 
ʛʝʨʦʾʥʷ. ʇʨʠʯʦʤʫ ʧʝʨʝʭʽʜ ʚʽʜ ʦʜʥʦʛʦ ʥʘʨʘʪʠʚʥʦʛʦ ʧʦʪʦʢʫ ʜʦ 
ʽʥʰʦʛʦ ʚʽʜʙʫʚʘʻʪʴʩʷ ʩʧʦʥʪʘʥʥʦ, ʪʦʞ ʯʠʪʘʯʝʚʽ ʽʥʦʜʽ 
ʚʘʞʢʫʚʘʪʦ ʟʨʦʟʫʤʽʪʠ, ʭʪʦ ʩʘʤʝ ʚ ʪʦʡ ʯʠ ʽʥʰʠʡ ʤʦʤʝʥʪ 
ʨʦʟʧʦʚʽʜʘʻ ʧʨʦ ʧʦʜʽʾ. ɺʥʘʩʣʽʜʦʢ ʮʴʦʛʦ ʚʠʥʠʢʘʻ ʝʬʝʢʪ ʜʝʷʢʦʾ 
ʨʦʟʤʠʪʦʩʪʽ, ʤʽʥʣʠʚʦʩʪʽ, ʬʨʘʛʤʝʥʪʘʨʥʦʩʪʽ ʩʶʞʝʪʥʦʾ ʣʽʥʽʾ.  

ɿ ʽʥʰʦʛʦ ʙʦʢʫ, ʪʘʢʠʡ ʧʨʠʡʦʤ ʜʦʟʚʦʣʷʻ ʧʠʩʴʤʝʥʥʠʢʦʚʽ 
ʩʪʚʦʨʠʪʠ ʩʪʝʨʝʦʩʢʦʧʽʯʥʫ, ʘʥʪʠʥʦʤʽʯʥʫ ʢʘʨʪʠʥʫ ʞʠʪʪʷ 
ʢʫʨʪʠʟʘʥʢʠ. ʇʨʠʤʽʨʦʤ, ʮʽʣʢʦʤ ʫ ʜʫʩʽ ʪʠʧʦʚʦʾ ʜʣʷ ʙʘʨʦʢʦ 
ʛʨʠ ʟ ʯʠʪʘʯʝʤ ʫ ʨʦʤʘʥʽ ʥʘʚʦʜʷʪʴʩʷ ʩʫʧʝʨʝʯʣʠʚʽ ʚʽʜʦʤʦʩʪʽ 
ʧʨʦ ʛʦʣʦʚʥʫ ʛʝʨʦʾʥʶ. ʉʧʦʯʘʪʢʫ ʘʚʪʦʨ ʧʦʚʽʜʦʤʣʷʻ, ʱʦ 
ʥʘʨʦʜʠʣʘʩʷ ʄʝʨʽ ʚ ʂʝʥʪʝʨʙʝʨʽ ʚ ʨʦʜʠʥʽ ʤʫʟʠʢʠ ʥʘ ʧʨʽʟʚʠʱʝ 
ʄʦʜʝʨʟ. ɰʾ ʙʘʪʴʢʦ ʧʦʤʝʨ ʨʘʥʦ, ʽ ʢʦʣʠ ʤʘʪʠ ʚʠʡʰʣʘ ʟʘʤʽʞ 
ʚʜʨʫʛʝ, ʚʦʥʠ ʧʨʦʜʦʚʞʫʚʘʣʠ ʞʠʪʠ ʫ ʪʽʡ ʞʝ ʤʽʩʮʝʚʦʩʪʽ. 
ɿʦʚʩʽʤ ʽʥʰʫ ʽʩʪʦʨʽʶ ʟʛʦʜʦʤ ʨʦʟʧʦʚʽʜʘʻ ʧʨʦ ʩʝʙʝ ʛʝʨʦʾʥʷ, ʷʢʘ 

                                                           
13 Kirkmen F. The Counterfeit Lady Unveiled é ï P.20. 
14 Чижевський Д.І. ɯʩʪʦʨʽʷ ʫʢʨʘʾʥʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ. ï ʂ.: ɸʢʘʜʝʤʽʷ, 2003. ï C.220 
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ʩʪʚʝʨʜʞʫʻ, ʱʦ ʥʘʨʦʜʠʣʘʩʷ ʚ ʥʽʤʝʮʴʢʦʤʫ ʤʽʩʪʽ ʂʝʣʴʥ, ʘ ʾʾ 
ʙʘʪʴʢʘ ʟʚʘʣʠ ɻʝʥʨʽ ʚʘʥ ɺʫʣʚʝʡ. ɺʦʥʘ ʪʘʢ ʯʘʩʪʦ ʧʦʚʪʦʨʶʻ 
ʮʶ ʚʠʛʘʜʢʫ, ʱʦ ʟʨʝʰʪʦʶ ʡ ʩʘʤʘ ʧʦʯʠʥʘʻ ʚ ʮʝ ʚʽʨʠʪʠ, ʭʦʯʘ 
ʥʘʩʧʨʘʚʜʽ ʚʦʥʘ ʙʫʣʘ ʚ ʂʝʣʴʥʽ ʣʠʰʝ ʦʜʥʦʛʦ ʨʘʟʫ, ʚʞʝ ʫ 
ʜʦʨʦʩʣʦʤʫ ʚʽʮʽ ʡ ʜʦ ʪʦʛʦ ʞ ʥʝʜʦʚʛʦ. ʑʦʧʨʘʚʜʘ, ʪʘʤ ʚʦʥʘ 
ʚʩʪʠʛʣʘ ʟʘʚʝʩʪʠ ʢʦʭʘʥʮʷ ï ʚʽʡʩʴʢʦʚʦʛʦ, ʢʦʪʨʠʡ ʧʨʠ ʧʝʨʰʽʡ 
ʟʫʩʪʨʽʯʽ ʧʨʠʡʥʷʚ ʾʾ ʟʘ ʰʣʷʭʝʪʥʫ ʜʘʤʫ ʥʘ ʽʤôʷ ʄʘʨʽʷ ʚʘʥ 
ɺʫʣʚʝʡ. ʅʝʚʜʦʚʟʽ ʄʝʨʽ ʚʪʝʢʣʘ ʚʽʜ ʥʴʦʛʦ, ʧʨʠʭʦʧʠʚʰʠ ʟ 
ʩʦʙʦʶ ʥʝ ʪʽʣʴʢʠ ʧʦʜʘʨʦʚʘʥʽ ʾʡ ʢʦʰʪʦʚʥʦʩʪʽ, ʘʣʝ ʡ ʤʝʜʘʣʽ 
ʮʴʦʛʦ ʯʦʣʦʚʽʢʘ ʪʘ ʚʝʣʠʢʫ ʩʫʤʫ ʛʨʦʰʝʡ. ʎʷ ʘʬʝʨʘ ʜʦʧʦʤʦʛʣʘ 
ʰʘʭʨʘʡʮʽ ʟʜʦʙʫʪʠ ʩʦʙʽ ʬʘʣʴʰʠʚʝ ʽʤôʷ, ʪʠʪʫʣ ʪʘ ñʩʪʘʨʪʦʚʠʡ 
ʢʘʧʽʪʘʣò. 

ɿʥʘʡʦʤʣʷʯʠ ʯʠʪʘʯʘ ʟ ʽʩʪʦʨʽʻʶ ʞʠʪʪʷ ʚʽʜʦʤʦʾ 
ʘʚʘʥʪʶʨʠʩʪʢʠ, ʂʽʨʢʤʝʥ ʧʦʩʪʽʡʥʦ ʚʠʩʣʦʚʣʶʻ ʩʫʤʥʽʚʠ ʫ 
ʧʨʘʚʜʠʚʦʩʪʽ ʜʝʷʢʠʭ ʨʦʟʧʦʚʽʜʝʡ ʄʝʨʽ, ʚʽʥ ʥʽʙʠ ʧʨʦʪʠʩʪʘʚʣʷʻ 
ʩʚʦʾ ʚʽʜʦʤʦʩʪʽ ʪʦʤʫ, ʱʦ ʛʦʚʦʨʠʪʴ ʛʝʨʦʾʥʷ. ɺʥʘʩʣʽʜʦʢ ʮʴʦʛʦ 
ʚ ʨʦʤʘʥʽ ʧʘʨʘʣʝʣʴʥʦ ʧʦʩʪʘʶʪʴ ʜʚʘ ʩʚʽʪʠ ï ʨʝʘʣʴʥʠʡ, ʢʦʪʨʠʡ 
ʟʦʙʨʘʞʫʻʪʴʩʷ ʢʨʽʟʴ ʧʨʠʟʤʫ ʩʚʽʪʦʩʧʨʠʡʥʷʪʪʷ ʥʘʨʘʪʦʨʘ, ʪʘ 
ʚʽʨʪʫʘʣʴʥʠʡ, ʷʢʠʡ ʩʪʚʦʨʶʻʪʴʩʷ ʫʷʚʦʶ ʽ ʬʘʥʪʘʟʽʻʶ ʄʝʨʽ 
ʂʘʨʣʪʦʥ. ɿʨʦʟʫʤʽʣʦ, ʱʦ ʡ ʦʙʨʘʟ ʛʦʣʦʚʥʦʾ ʛʝʨʦʾʥʽ ʫ ʮʠʭ 
ʩʚʽʪʘʭ ʧʨʝʜʩʪʘʚʣʝʥʠʡ ʧʦ-ʨʽʟʥʦʤʫ: ʷʢʱʦ ʘʚʪʦʨ ʭʘʨʘʢʪʝʨʠʟʫʻ 
ʾʾ ʷʢ ʧʨʦʩʪʠʪʫʪʢʫ ʡ ʞʦʨʩʪʦʢʫ ʟʣʦʜʽʡʢʫ, ʪʦ ʩʘʤʘ ʚʦʥʘ ʚʠʜʘʻ 
ʩʝʙʝ ʟʘ ʩʚʽʪʩʴʢʫ ʜʘʤʫ, ʧʦʨʽʚʥʶʻ ʩʝʙʝ ʟ ʂʘʩʩʘʥʜʨʦʶ ʽ 
ʂʣʝʦʧʘʪʨʦʶ. ɼʦ ʨʝʯʽ, ʜʽʡʩʥʝ ʪʘ ʫʷʚʥʝ, ʨʝʘʣʴʥʝ ʪʘ 
ʽʨʨʘʮʽʦʥʘʣʴʥʝ ʚ ʨʦʤʘʥʽ ʧʝʨʝʧʣʽʪʘʶʪʴʩʷ ʥʘʩʪʽʣʴʢʠ ʪʽʩʥʦ, ʱʦ 
ʾʭ ʯʘʩʦʤ ʙʫʚʘʻ ʚʘʞʢʦ ʚʽʜʨʽʟʥʠʪʠ ʦʜʥʝ ʚʽʜ ʦʜʥʦʛʦ. ɯ ʮʝ 
ʩʧʨʠʷʻ ʬʦʨʤʫʚʘʥʥʶ ʧʨʠʪʘʤʘʥʥʦʾ ʜʣʷ ʙʘʨʦʢʦʚʠʭ ʪʚʦʨʽʚ 
ʘʪʤʦʩʬʝʨʠ ʪʘʻʤʥʠʯʦʩʪʽ, ʧʨʠʩʫʪʥʦʩʪʽ ʯʦʛʦʩʴ ʥʘʜʟʚʠʯʘʡʥʦʛʦ, 
ʱʦ ʧʝʨʝʙʫʚʘʻ ʟʘ ʤʝʞʘʤʠ ʩʚʽʜʦʤʦʩʪʽ. 

ʅʘʛʘʜʘʻʤʦ, ʱʦ ʜʣʷ ʙʘʨʦʢʦʚʦʾ ʢʦʥʮʝʧʮʽʾ ʦʩʦʙʠʩʪʦʩʪʽ 
ʭʘʨʘʢʪʝʨʥʠʤ ʙʫʚ ʧʝʚʥʠʡ ʚʽʜʭʽʜ ʚʽʜ ʨʝʥʝʩʘʥʩʥʦʛʦ 
ʘʥʪʨʦʧʦʮʝʥʪʨʠʟʤʫ ʪʘ ʘʢʮʝʥʪʫʚʘʥʥʷ ʫʚʘʛʠ ʥʘ ʜʝʷʢʠʭ 
ʝʣʝʤʝʥʪʘʭ ʩʝʨʝʜʥʴʦʚʽʯʥʦʛʦ ʙʘʯʝʥʥʷ ʣʶʜʠʥʠ. ʉʘʤʝ ʧʽʜ 
ʚʧʣʠʚʦʤ ʩʝʨʝʜʥʴʦʚʽʯʥʠʭ ʫʷʚʣʝʥʴ ʧʨʦ ʞʽʥʢʫ, ʷʢ ʜʫʤʘʻʪʴʩʷ, 
ʂʽʨʢʤʝʥ ʽ ʩʪʚʦʨʶʻ ʥʝʛʘʪʠʚʥʠʡ ʦʙʨʘʟ ʧʨʝʜʩʪʘʚʥʠʮʽ 
ʧʨʝʢʨʘʩʥʦʾ ʩʪʘʪʽ, ʥʘʜʟʚʠʯʘʡʥʦ ʞʦʨʩʪʦʢʦʾ ʽ ʢʦʨʠʩʣʠʚʦʾ. ʊʘʢ, 
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ʧʨʠʤʽʨʦʤ, ʟʜʽʡʩʥʶʶʯʠ ʯʝʨʛʦʚʠʡ ʟʣʦʯʠʥ, ʄʝʨʽ ʜʫʨʠʪʴ ʥʝ 
ʪʽʣʴʢʠ ʩʚʦʛʦ ʣʽʪʥʴʦʛʦ ʢʦʭʘʥʮʷ, ʷʢʠʡ ʥʽʞʥʦ ʾʾ ʣʶʙʠʪʴ, ʘʣʝ ʡ 
ʩʚʦʶ ʩʧʽʣʴʥʠʮʶ. ʇʨʠ ʮʴʦʤʫ ʛʝʨʦʾʥʷ ʥʝ ʚʽʜʯʫʚʘʻ ʞʦʜʥʠʭ 
ʜʦʢʦʨʽʚ ʩʫʤʣʽʥʥʷ: ñɰʾ ʥʝ ʭʚʠʣʶʚʘʣʠ ʘʥʽ ʩʪʘʨʠʡ ʢʦʭʘʥʝʮʴ, ʘʥʽ 
ʾʾ ʭʘʟʷʡʢʘ, ʘʥʽ ʪʝ, ʱʦ ʚʦʥʠ ʜʫʞʝ ʩʪʨʘʞʜʘʪʠʤʫʪʴ ʯʝʨʝʟ ʾʾ 
ʚʽʜôʾʟʜ; ʚʦʥʘ ʣʠʰʝ ʨʘʜʽʣʘ ʟ ʪʦʛʦ, ʱʦ ʜʦʙʨʝ ʚʧʦʨʘʣʘʩʷ ʟ 
ʢʨʘʜʽʞʢʦʶ ʢʦʰʪʦʚʥʦʩʪʝʡ ʫ ʩʪʘʨʦʛʦ ʜʫʨʥʷ ʪʘ ʥʝ ʤʝʥʰ 
ʚʧʨʘʚʥʦ ʦʰʫʢʘʣʘ ʭʘʟʷʡʢʫ, ʢʦʪʨʘ ʙʫʣʘ ʾʾ ʧʦʤʽʯʥʠʮʝʶò

15
. 

ʉʠʤʧʪʦʤʘʪʠʯʥʦ, ʱʦ ʄʝʨʽ ʞʦʜʥʦʛʦ ʨʘʟʫ ʥʝ ʟʛʘʜʫʻ ʧʨʦ ʩʚʦʾʭ 
ʧʦʤʝʨʣʠʭ ʜʽʪʝʡ, ʥʝ ʚʠʷʚʣʷʻ ʧʨʠʨʦʜʥʠʭ ʞʽʥʦʯʠʭ ʧʦʯʫʪʪʽʚ ʘʙʦ 
ʧʝʨʝʞʠʚʘʥʴ (ʥʝ ʟʘʢʦʭʫʻʪʴʩʷ, ʥʝ ʩʫʤʫʻ, ʥʝ ʚʽʜʯʫʚʘʻ ʞʦʜʥʠʭ 
ʩʫʤʥʽʚʽʚ). ɺʦʥʘ ʻ ʚʠʢʣʶʯʥʦ ʭʦʣʦʜʥʦʶ, ʧʨʘʛʤʘʪʠʯʥʦʶ ʽ 
ʮʠʥʽʯʥʦʶ ʽʩʪʦʪʦʶ, ʱʦ ʟʘʚʞʜʠ ʥʘʮʽʣʝʥʘ ʣʠʰʝ ʥʘ ʟʜʦʙʫʪʪʷ 
ʚʠʛʦʜʠ. 

ʗʢ ʚʽʜʦʤʦ, ʫ ʙʘʨʦʢʦ ʬʘʪʘʣʽʟʤ ʻ ʚʩʝʦʭʦʧʣʶʶʯʠʤ: ʜʦʣʷ, 
ʬʘʪʫʤ ʪʷʞʽʶʪʴ ʥʘʜ ʣʶʜʠʥʦʶ, ʚʠʟʥʘʯʘʶʯʠ ʧʦʜʽʾ ʾʾ ʞʠʪʪʷ. 
ʄʝʨʽ ʞ ʚʠʷʚʣʷʻʪʴʩʷ ʥʘʩʪʽʣʴʢʠ ʩʘʤʦʚʧʝʚʥʝʥʦʶ, ʱʦ ʚʚʘʞʘʻ 
ʩʝʙʝ ʛʦʩʧʦʜʘʨʢʦʶ ʩʚʦʻ ʜʦʣʽ. ɯ ʟʘ ʮʶ ʩʚʽʪʦʛʣʷʜʥʫ ʧʦʤʠʣʢʫ ʾʡ 
ʩʫʜʠʣʦʩʷ ʞʦʨʩʪʦʢʦ ʧʦʧʣʘʪʠʪʠʩʷ, ʘʜʞʝ ʭʘʦʪʠʯʥʽʩʪʴ 
ʩʚʽʪʦʙʫʜʦʚʠ ʨʦʙʠʪʴ ʥʝʤʦʞʣʠʚʦʶ ʘʚʪʦʥʦʤʥʽʩʪʴ ʣʶʜʠʥʠ ʚʽʜ 
ʦʙʩʪʘʚʠʥ ʯʠ ʽʨʨʘʮʽʦʥʘʣʴʥʠʭ ʚʧʣʠʚʽʚ. ʏʘʩʪʦ ʧʨʠʚʦʜʦʤ ʜʣʷ 
ʨʽʰʫʯʠʭ ʽ ʧʨʘʛʤʘʪʠʯʥʠʭ ʜʽʡ ʛʝʨʦʾʥʽ ʩʣʫʛʫʶʪʴ ʧʝʚʥʽ 
ʟʦʚʥʽʰʥʽ ʦʙʩʪʘʚʠʥʠ ʘʙʦ ʧʨʠʤʭʠ ʜʦʣʽ. ɺʣʘʩʥʝ, ʽ 
ʢʨʠʤʽʥʘʣʴʥʠʡ ʪʘʣʘʥʪ ʄʝʨʽ ʧʦʯʠʥʘʻ ʨʦʟʢʨʠʚʘʪʠʩʷ ʩʘʤʝ ʟʘ 
ʪʘʢʠʭ ʦʙʩʪʘʚʠʥ: ʛʦʩʪʨʘ ʥʝʩʪʘʯʘ ʛʨʦʰʝʡ ʧʽʜ ʯʘʩ ʧʦʜʦʨʦʞʽ 
ʰʪʦʚʭʘʻ ʾʾ ʥʘ ʰʣʷʭ ʟʣʦʯʠʥʫ, ʟ ʷʢʦʛʦ ʚʦʥʘ ʚʞʝ ʥʝ ʟʤʦʞʝ 
ʟʽʡʪʠ ʜʦ ʩʘʤʦʾ ʩʤʝʨʪʽ. ñʋ ʥʝʾ ʙʫʚ ʥʘʤʽʨ ʜʝʷʢʠʡ ʯʘʩ 
ʥʘʩʦʣʦʜʞʫʚʘʪʠʩʷ ʚʣʘʩʥʦʶ ʛʫʯʥʦʶ ʩʣʘʚʦʶ ʫ ʩʚʽʪʽ, ï ʧʠʰʝ 
ʂʽʨʢʤʝʥ, ï ʪʘ ʾʾ ʩʭʠʣʴʥʽʩʪʴ, ʯʠ ʨʘʜʰʝ ɼʦʣʷ, ʪʠʩʥʫʣʘ ʥʘ ʥʝʾ ʽ 
ʚʦʥʘ ʤʫʩʠʣʘ ʜʽʷʪʠò

16
. ɹʽʣʴʰʽʩʪʴ ʥʘʩʪʫʧʥʠʭ ʰʘʭʨʘʡʩʴʢʠʭ 

ʚʯʠʥʢʽʚ ʛʝʨʦʾʥʽ ʪʘʢʦʞ ʻ ʽʤʧʫʣʴʩʠʚʥʠʤʠ ʽ ʥʝʧʦʷʩʥʶʚʘʥʠʤʠ, 
ʧʨʠ ʮʴʦʤʫ ʘʚʪʦʨ ʧʦʩʪʽʡʥʦ ʥʘʛʘʜʫʻ, ʱʦ ʾʾ ʧʝʨʝʩʣʽʜʫʚʘʣʘ ʟʣʘ 
ɼʦʣʷ.  

                                                           
15 Kirkmen F. The Counterfeit Lady Unveiled é ï P.21. 
16 Ibid. ï P.57. 
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ʋ ʪʠʧʦʚʽʡ ʜʣʷ ʪʦʛʦʯʘʩʥʦʾ ʢʨʠʤʽʥʘʣʴʥʦʾ ʣʽʪʝʨʘʪʫʨʠ 
ʤʘʥʝʨʽ ʧʠʩʴʤʝʥʥʠʢ ʥʝ ʥʘʚʦʜʠʪʴ ʫ ʨʦʤʘʥʽ ʜʝʪʘʣʴʥʦʾ 
ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ ʟʦʚʥʽʰʥʦʩʪʽ ʛʝʨʦʾʥʽ. ʏʠʪʘʯ ʜʽʟʥʘʻʪʴʩʷ ʣʠʰʝ 
ʧʨʦ ʪʝ, ʱʦ ʚʦʥʘ ʙʫʣʘ ʜʦʩʠʪʴ ʚʨʦʜʣʠʚʦʶ ʽ ʦʩʚʽʯʝʥʦʶ, ʯʠʤ ʽ 
ʧʦʷʩʥʶʚʘʚʩʷ ʾʾ ʫʩʧʽʭ ʫ ʯʦʣʦʚʽʢʽʚ. ʉʪʦʩʦʚʥʦ ʦʩʪʘʥʥʴʦʛʦ 
ʂʽʨʢʤʝʥ, ʟʦʢʨʝʤʘ, ʟʘʟʥʘʯʘʻ: ñʂʦʣʠ ʭʪʦ-ʥʝʙʫʜʴ ʢʘʟʘʚ ʾʡ, ʱʦ 
ʭʦʜʷʪʴ ʯʫʪʢʠ ʧʨʦ ʪʝ, ʱʦ ʚʦʥʘ ʥʽʙʠʪʦ ʤʘʣʘ ʜʚʘʜʮʷʪʴ 
ʯʦʣʦʚʽʢʽʚ, ʽ ʧʨʦʩʠʚ ʾʾ ʨʦʟʢʘʟʘʪʠ ʧʨʘʚʜʫ, ʚʦʥʘ, ʫʭʠʣʷʶʯʠʩʴ 
ʚʽʜ ʥʝʧʨʠʻʤʥʦʛʦ ʧʠʪʘʥʥʷ, ʚʽʜʧʦʚʽʜʘʣʘ, ʱʦ ʡ ʩʘʤʘ ʯʫʣʘ, ʥʽʙʠ 
ʚ ʥʝʾ ʾʭ ʙʫʣʦ ʘʞ ʧôʷʪʜʝʩʷʪò

17
. ɼʦ ʨʝʯʽ, ʘʚʪʦʨʘ, ʷʢ ʽ ʙʫʜʴ-

ʷʢʦʛʦ ʽʥʰʦʛʦ ʙʘʨʦʢʦʚʦʛʦ ʤʠʪʮʷ, ʚʝʣʠʢʦʶ ʤʽʨʦʶ ʮʽʢʘʚʣʷʪʴ 
ʧʦʜʨʦʙʠʮʽ ʽʥʪʠʤʥʦʛʦ ʞʠʪʪʷ ʣʶʜʠʥʠ, ʧʨʦʷʚʠ ʾʾ ʧʨʠʨʦʜʥʦʛʦ 
ʻʩʪʚʘ. ʊʦʤʫ ʚʽʥ ʯʘʩʪʝʥʴʢʦ ʚʜʘʻʪʴʩʷ ʜʦ ʧʨʦʟʦʨʠʭ ʥʘʪʷʢʽʚ ʪʘ 
ʥʘʚʦʜʠʪʴ ʦʧʠʩʠ ʪʽʣʝʩʥʠʭ ʧʨʠʥʘʜ ʛʝʨʦʾʥʽ. ɸ ʩʘʤʘ ʚʦʥʘ 
ʜʦʩʠʪʴ ʨʦʟʢʫʪʦ ʽ ʩʤʽʣʠʚʦ ʨʦʟʧʦʚʽʜʘʻ ʧʨʦ ʪʝ, ʟʘ ʷʢʠʭ 
ʦʙʩʪʘʚʠʥ ʚʦʥʘ ʧʦʟʙʫʣʘʩʷ ʩʚʦʛʦ ñʮʥʦʪʣʠʚʦʛʦ ʩʪʘʥʫò, ʷʢ 
ʯʦʣʦʚʽʢʠ ñʢʣʘʣʠ ʾʾ ʫ ʧʦʩʪʽʣʴò ʯʠ ʧʝʩʪʠʣʠ ʾʡ ʛʨʫʜʠ. 

ʉʣʽʜ ʟʘʫʚʘʞʠʪʠ, ʱʦ ʦʙʠʨʘʶʯʠ ʧʨʝʜʤʝʪʦʤ ʟʦʙʨʘʞʝʥʥʷ 
ʢʫʨʪʠʟʘʥʢʫ, ʂʽʨʢʤʝʥ ʧʝʨʝʦʩʤʠʩʣʶʻ ʮʝʡ ʦʙʨʘʟ, ʷʢʠʡ ʚʞʝ 
ʥʝʦʜʥʦʨʘʟʦʚʦ ʧʦʩʪʘʚʘʚ ʥʘ ʩʪʦʨʽʥʢʘʭ ʨʝʥʝʩʘʥʩʥʦʾ ʣʽʪʝʨʘʪʫʨʠ, 
ʫ ʨʫʩʣʽ ʙʘʨʦʢʦʚʦʾ ʝʩʪʝʪʠʢʠ. ʇʠʩʴʤʝʥʥʠʢ ʚʽʜʤʦʚʣʷʻʪʴʩʷ ʚʽʜ 
ʭʘʨʘʢʪʝʨʥʦʾ ʜʣʷ ʪʦʛʦʯʘʩʥʦʾ ʢʨʠʤʽʥʘʣʴʥʦʾ ʣʽʪʝʨʘʪʫʨʠ 
ʘʧʦʣʦʛʝʪʠʟʘʮʽʾ ʰʘʭʨʘʡʩʴʢʦʾ ʤʘʡʩʪʝʨʥʦʩʪʽ ʪʘ ʧʦʩʪʽʡʥʦ 
ʘʢʮʝʥʪʫʻ ʫʚʘʛʫ ʯʠʪʘʯʘ ʥʘ ʥʠʮʦʩʪʽ ʡ ʛʨʽʭʦʚʥʦʩʪʽ ʞʠʪʪʷ 
ʛʝʨʦʾʥʽ, ʧʨʷʤʦ ʥʘʟʠʚʘʶʯʠ ʾʾ ʚʯʠʥʢʠ ʦʙʤʘʥʦʤ ʽ ʰʘʭʨʘʡʩʪʚʦʤ 
(ñpilferingò, ñcheatingò). ɼʣʷ ʧʦʩʠʣʝʥʥʷ ʘʥʪʠʰʘʭʨʘʡʩʴʢʦʾ 
ʩʧʨʷʤʦʚʘʥʦʩʪʽ ʩʚʦʛʦ ʪʚʦʨʫ ʚʽʥ ʨʦʟʩʠʧʘʻ ʧʦ ʪʝʢʩʪʫ ʢʽʣʴʢʘ 
ʨʠʪʦʨʠʯʥʠʭ ʟʘʧʠʪʘʥʴ, ʷʢʽ ʤʘʶʪʴ ʧʽʜʽʛʨʽʚʘʪʠ ʦʙʫʨʝʥʥʷ 
ʯʠʪʘʯʘ

18
. 

ʆʜʥʽʻʶ ʽʟ ʟʘʧʦʨʫʢ ʫʩʧʽʭʫ ʄʝʨʽ ʫ ʰʘʭʨʘʡʩʴʢʽʡ ʩʧʨʘʚʽ 
ʙʫʚ ʾʾ ʭʠʩʪ ʜʦ ʧʝʨʝʚʪʽʣʝʥʥʷ. ʑʦʙ ʾʾ ʥʝ ʚʧʽʟʥʘʚʘʣʠ, ʚʦʥʘ 

                                                           
17 Ibid. ï P.9. 
18 ʗʢ ʧʨʠʢʣʘʜ ʥʘʚʝʜʝʤʦ ʦʜʥʝ ʽʟ ʪʘʢʠʭ ʨʠʪʦʨʠʯʥʠʭ ʟʘʧʠʪʘʥʴ: ñʏʠ ʽʩʥʫʶʪʴ ʞʦʜʥʽ 
ʩʫʤʥʽʚʠ, ʱʦ ʪʽʡ, ʷʢʘ ʩʣʦʚʘʤʠ ʟʥʝʚʘʞʠʣʘ ʩʚʦʾʭ ʟʝʤʥʠʭ ʨʦʜʠʯʽʚ,  ̔ ʦʩʦʙʣʠʚʦ 
ʩʚʦʛʦ ʙʘʪʴʢʘ, ʘ ʜʽʣʘʤʠ ʟʨʝʢʣʘʩʷ ʯʠ ʧʽʰʣʘ ʩʫʧʨʦʪʠ ʟʘʢʦʥʽʚ ɹʦʛʘ, ʾʾ ʅʝʙʝʩʥʦʛʦ 
ɹʘʪʴʢʘ é ʙʫʜʝ ʚʽʜʤʦʚʣʝʥʦ ʚ ʮʘʨʩʪʚʽ ʥʝʙʝʩʥʦʤʫ?ò. Ibid. ï P.14. 
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ʟʤʫʰʝʥʘ ʙʫʣʘ ʟʘʚʞʜʠ ʚʠʛʣʷʜʘʪʠ ʧʦ-ʨʽʟʥʦʤʫ. ʃʝʛʢʦ 
ʟʤʽʥʶʚʘʪʠ ʟʦʚʥʽʰʥʽʡ ʚʠʛʣʷʜ ʾʡ ʜʦʧʦʤʘʛʘʚ ʜʦʩʚʽʜ, ʥʘʙʫʪʠʡ 
ʧʽʜ ʯʘʩ ʨʦʙʦʪʠ ʚ ʪʝʘʪʨʽ. ɺʦʥʘ ʤʘʩʢʫʚʘʣʘʩʷ ʪʘʢ ʤʘʡʩʪʝʨʥʦ, 
ʱʦ ʚʧʽʟʥʘʪʠ ʾʾ ʙʫʣʦ ʥʘʜʟʚʠʯʘʡʥʦ ʚʘʞʢʦ. ʇʨʠ ʮʴʦʤʫ, ñʚʦʥʘ 
ʥʝ ʟʥʘʣʘ, ʱʦ ʙʫʜʝ ʢʨʘʱʝ ʜʣʷ ʥʝʾ, ʩʢʠʜʘʪʠʩʷ ʥʘ ʜʽʚʯʠʥʫ, 
ʟʘʤʽʞʥʶ ʞʽʥʢʫ ʯʠ ʚʜʦʚʫ, ʽ ʪʦʤʫ ʙʫʣʘ ʛʦʪʦʚʘ ʧʨʝʜʩʪʘʚʣʷʪʠ 
ʙʫʜʴ-ʷʢʫ ʟ ʥʠʭò

19
. 

ʇʦʩʪʽʡʥʘ ʘʧʝʣʷʮʽʷ ʜʦ ʧʦʧʝʨʝʜʥʴʦʛʦ ʘʢʪʦʨʩʴʢʦʛʦ 
ʜʦʩʚʽʜʫ ʄʝʨʽ ʪʘ ʧʦʩʠʣʝʥʝ ʘʢʮʝʥʪʫʚʘʥʥʷ ʫʚʘʛʠ ʥʘ ʾʾ 
ʟʜʘʪʥʦʩʪʽ ʰʚʠʜʢʦ ʧʨʠʡʤʘʪʠ ʙʫʜʴ-ʷʢʫ ʧʦʜʦʙʫ (ʯʠ ʪʦ 
ʧʨʠʥʮʝʩʠ, ʯʠ ʪʦ ʧʨʦʩʪʦʾ ʜʽʚʯʠʥʠ) ʪʘʢʦʞ ʩʚʽʜʯʘʪʴ ʧʨʦ ʚʧʣʠʚ 
ʙʘʨʦʢʦʚʦʾ ʪʨʘʜʠʮʽʾ. ɸʜʞʝ ʚ ʝʩʪʝʪʠʮʽ ʙʘʨʦʢʦ, ʷʢ ʚʽʜʦʤʦ, 
ʞʠʪʪʷ ï ʮʝ ʪʝʘʪʨ, ʘ ʪʽ ʨʦʣʽ, ʱʦ ʣʶʜʠ ʛʨʘʶʪʴ ʫ ʥʴʦʤʫ, 
ʥʘʡʯʘʩʪʽʰʝ ʥʝ ʚʽʜʧʦʚʽʜʘʶʪʴ ʾʭ ʚʥʫʪʨʽʰʥʽʡ ʩʫʪʽ. ʎʷ 
ʙʘʨʦʢʦʚʘ ʘʥʪʠʥʦʤʽʷ ñʙʫʪʠ ʽ ʟʜʘʚʘʪʠʩʷò ʻ ʢʣʶʯʦʚʦʶ ʚ 
ʘʥʘʣʽʟʦʚʘʥʦʤʫ ʪʚʦʨʽ: ʥʘʚʽʪʴ ʩʘʤʘ ʛʝʨʦʾʥʷ ʯʘʩʦʤ ʥʝ ʤʦʞʝ 
ʯʽʪʢʦ ʩʢʘʟʘʪʠ, ʢʠʤ ʚʦʥʘ ʻ ʡ ʯʠʶ ʨʦʣʴ ʟʘʨʘʟ ʚʠʢʦʥʫʻ. ʄʝʨʽ, 
ʷʢ ʫʞʝ ʟʘʟʥʘʯʘʣʦʩʷ, ʥʘʩʪʽʣʴʢʠ ʛʣʠʙʦʢʦ ʚʞʠʚʘʻʪʴʩʷ ʫ 
ʚʠʛʘʜʘʥʠʡ ʥʝʶ ʦʙʨʘʟ, ʱʦ ʽʥʦʜʽ ʡ ʩʘʤʘ ʧʦʯʠʥʘʻ ʚʽʨʠʪʠ ʚ ʪʝ, 
ʱʦ ʩʘʤʝ ʚʽʥ ʽ ʻ ʾʾ ʩʧʨʘʚʞʥʴʦʶ ʩʫʪʪʶ. ʇʨʠ ʮʴʦʤʫ ʛʨʘʥʴ ʤʽʞ 
ʨʝʘʣʴʥʠʤ ʪʘ ʫʷʚʥʠʤ ʩʚʽʪʦʤ ʩʪʘʻ ʱʝ ʙʽʣʴʰ ʨʦʟʤʠʪʦʶ. 

ʃʝʡʪʤʦʪʠʚʦʤ ʨʦʟʧʦʚʽʜʽ ʧʨʦ ñʬʘʣʴʰʠʚʫ ʣʝʜʽò ʩʣʫʛʫʻ 
ʭʘʨʘʢʪʝʨʥʘ ʜʣʷ ʙʘʨʦʢʦʚʦʛʦ ʩʚʽʪʦʛʣʷʜʫ ʽʜʝʷ ʥʝʚʽʜʚʦʨʦʪʥʦʩʪʽ 
ʨʦʟʧʣʘʪʠ ʟʘ ʛʨʽʭʠ. ʗʢʦʶ ʙ ʚʧʨʘʚʥʦʶ ʡ ʫʩʧʽʰʥʦʶ ʚ 
ʰʘʭʨʘʡʩʪʚʽ ʥʝ ʙʫʣʘ ʄʝʨʽ, ʚʦʥʘ ʥʝʦʜʤʽʥʥʦ ʤʘʻ ʦʪʨʠʤʘʪʠ 
ʧʦʢʘʨʘʥʥʷ ʟʘ ʩʚʦʾ ʥʝʯʝʩʪʠʚʽ ʚʯʠʥʢʠ. ʂʦʣʠ ʟʘ ʧʽʜʦʟʨʦʶ ʫ 
ʰʘʭʨʘʡʩʪʚʽ ʚʦʥʘ ʦʧʠʥʷʻʪʴʩʷ ʫ ʚôʷʟʥʠʮʽ, ʪʦ ʩʧʦʯʘʪʢʫ ʥʝ 
ʚʽʨʠʪʴ ʫ ʪʝ, ʱʦ ʥʘ ʥʝʾ ʯʝʢʘʻ ʧʦʢʘʨʘʥʥʷ, ʩʧʦʜʽʚʘʶʯʠʩʴ, ʷʢ 
ʟʘʚʞʜʠ, ʫʥʠʢʥʫʪʠ ʧʨʘʚʦʩʫʜʜʷ. ʆʜʥʘʢ, ʟʨʦʟʫʤʽʚʰʠ ʟʛʦʜʦʤ, 
ʱʦ ʮʴʦʛʦ ʨʘʟʫ ʾʡ ʚʞʝ ʥʝ ʚʜʘʩʪʴʩʷ ʪʨʘʜʠʮʽʡʥʠʤʠ ʧʨʠʡʦʤʘʤʠ 
ʦʙʜʫʨʠʪʠ ʩʫʜʜʽʚ, ʛʝʨʦʾʥʷ ʥʘʤʘʛʘʻʪʴʩʷ ʚʠʢʣʠʢʘʪʠ ʫ ʥʠʭ 
ʩʧʽʚʯʫʪʪʷ ʪʘ ʟʘʷʚʣʷʻ, ʱʦ ʚʦʥʘ ʚʘʛʽʪʥʘ. ɸʣʝ ʡ ʮʷ ʭʠʪʨʽʩʪʴ ʥʝ 
ʩʧʨʘʮʴʦʚʫʻ, ʾʾ ʚʩʝ ʞ ʪʘʢʠ ʟʘʩʫʜʞʫʶʪʴ ʜʦ ʩʪʨʘʪʠ. 

                                                           
19  Ibid. ï P.77. 
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ʉʤʝʨʪʥʠʡ ʚʠʨʦʢ ʩʧʨʘʚʣʷʻ ʥʘ ʄʝʨʽ ʚʝʣʠʯʝʟʥʝ 
ʚʨʘʞʝʥʥʷ ʪʘ ʜʫʞʝ ʟʤʽʥʶʻ ʾʾ. ɿʘʪʷʪʘ ʧʨʦʡʜʠʩʚʽʪʢʘ ʚʨʝʰʪʽ-
ʨʝʰʪ ʫʩʚʽʜʦʤʣʶʻ ʚʣʘʩʥʫ ʛʨʽʭʦʚʥʽʩʪʴ. ʇʝʨʝʜ ʩʤʝʨʪʶ ʚʦʥʘ 
ʩʧʦʢʫʪʫʻ ʩʚʦʾ ʛʨʽʭʠ ʪʘ ʧʨʘʛʥʝ ʣʠʰʝ ʦʜʥʦʛʦ ï ʧʨʦʱʝʥʥʷ: ñʗ 
ʤʦʣʶ ɹʦʛʘ ʧʨʦʙʘʯʠʪʠ ʤʝʥʝ ʽ ʤʦʛʦ ʯʦʣʦʚʽʢʘ. ʗ ʙʣʘʛʘʶ ɹʦʛʘ 
ʥʝ ʧʦʢʣʘʜʘʪʠ ʥʘ ʥʴʦʛʦ ʪʷʛʘʨ ʟʘ ʤʦʾ ʛʨʽʭʠò

20
.  

ʈʦʟʢʘʷʥʥʷ ʛʝʨʦʾʥʽ ʚʠʜʘʻʪʴʩʷ ʜʦʩʠʪʴ ʱʠʨʠʤ, ʭʦʯʘ ʡ ʥʝ 
ʜʦ ʢʽʥʮʷ ʚʤʦʪʠʚʦʚʘʥʠʤ. ʈʽʯ ʫ ʪʽʤ, ʱʦ ʮʷ ʞʽʥʢʘ, ʯʠʻ ʞʠʪʪʷ 
ʙʫʣʦ ʩʧʦʚʥʝʥʝ ʙʘʛʘʪʴʦʭ ʛʨʽʭʦʚʥʠʭ ʧʨʠʛʦʜ ʪʘ ʥʠʟʴʢʠʭ 
ʚʯʠʥʢʽʚ, ʥʽʢʦʣʠ ʥʝ ʙʫʣʘ ʥʘʙʦʞʥʦʶ ʽ ʞʦʜʥʦʛʦ ʨʘʟʫ, ʥʘʚʽʪʴ 
ʦʧʠʥʷʶʯʠʩʴ ʫ ʚʢʨʘʡ ʥʝʩʧʨʠʷʪʣʠʚʦʤʫ ʩʪʘʥʦʚʠʱʽ (ʢʽʣʴʢʘ ʨʘʟʽʚ 
ʾʡ ʣʝʜʚʝ ʚʜʘʣʦʩʷ ʫʥʠʢʥʫʪʠ ʧʦʢʘʨʘʥʥʷ), ʥʝ ʟʚʝʨʪʘʣʘʩʷ ʜʦ 
ɹʦʛʘ. ʃʠʰʝ ʧʝʨʝʜ ʦʙʣʠʯʯʷʤ ʩʤʝʨʪʽ ʚʦʥʘ ʨʽʟʢʦ ʟʤʽʥʶʻʪʴʩʷ, 
ʢʘʻʪʴʩʷ ʽ ʟʛʘʜʫʻ ɺʩʝʚʠʰʥʴʦʛʦ. ʇʨʠʯʦʤʫ ʧʝʨʝʪʚʦʨʝʥʥʷ 
ʛʨʽʰʥʠʮʽ ʚʽʜʙʫʚʘʻʪʴʩʷ ʥʘʜʟʚʠʯʘʡʥʦ ʰʚʠʜʢʦ ʝʤʦʮʽʡʥʦ. 
ʄʦʞʣʠʚʦ, ʫ ʪʘʢʠʡ ʩʧʦʩʽʙ ʘʚʪʦʨ ʨʦʤʘʥʫ ʭʦʪʽʚ ʧʽʜʢʨʝʩʣʠʪʠ 
ʥʝʦʩʷʞʥʽʩʪʴ ʽ ʥʝʟʙʘʛʥʝʥʥʽʩʪʴ ʚʥʫʪʨʽʰʥʴʦʛʦ ʩʚʽʪʫ ʣʶʜʠʥʠ ʪʘ 
ʥʘʷʚʥʽʩʪʴ ʧʝʚʥʦʛʦ ʙʦʞʝʩʪʚʝʥʥʦʛʦ ʧʨʦʤʠʩʣʫ. 

ʇʝʨʝʜ ʩʫʜʦʤ ʄʝʨʽ, ʢʦʪʨʘ ʨʦʟʤʽʨʢʦʚʫʻ ʧʨʦ ʩʚʦʻ 
ʩʪʘʚʣʝʥʥʷ ʜʦ ʞʠʪʪʷ, ʜʦʭʦʜʠʪʴ ʚʠʩʥʦʚʢʫ, ʱʦ ʧʨʦʞʠʣʘ ʡʦʛʦ 
ʥʝʛʽʜʥʦ: ñʗ ʤʫʰʫ ʚʠʟʥʘʪʠ, ʱʦ ʙʫʣʘ ʤʘʨʥʦʩʣʘʚʥʦʶ. ʗ 
ʜʦʩʷʛʣʘ ʫ ʩʚʽʪʽ ʚʠʩʦʪ ʩʣʘʚʠ ʪʘ ʧʝʨʝʞʠʣʘ ʯʠʤʘʣʦ ʩʪʨʘʞʜʘʥʴ, 
ʪʦʞ ʥʝʭʘʡ ʫʩʽ ʣʶʜʠ ʦʩʪʝʨʽʛʘʶʪʴʩʷ ʧʦʛʘʥʦʾ ʢʦʤʧʘʥʽʾ. ʗ 
ʟʘʩʫʜʞʝʥʘ ʩʫʩʧʽʣʴʩʪʚʦʤ ʽ ʤʘʶ ʙʘʛʘʪʦ ʟʘ ʱʦ ʚʽʜʧʦʚʽʩʪʠò

21
. 

ɺʽʜʯʫʚʘʶʯʠ ʧʨʦʚʠʥʫ ʟʘ ʩʚʦʾ ʛʨʽʭʠ ʧʝʨʰ ʟʘ ʚʩʝ ʧʝʨʝʜ ɹʦʛʦʤ, 
ʚʦʥʘ ʥʝ ʙʦʾʪʴʩʷ ʩʤʝʨʪʽ, ʘ ʥʘʚʧʘʢʠ, ʙʘʞʘʻ ʧʦʤʝʨʪʠ: 
ñɿʜʘʚʘʣʦʩʴ, ʱʦ ʚʦʥʘ ʥʝ ʪʽʣʴʢʠ ʭʦʯʝ, ʚʦʥʘ ʚʞʝ ʧʨʘʛʥʝ ʩʤʝʨʪʽ, 
ʢʘʞʫʯʠ, ʱʦ ʚ ʥʝʾ ʥʝʤʘʻ ʥʽ ʥʘʜʽʾ, ʥʽ ʙʘʞʘʥʥʷ ʚʽʜʩʪʨʦʯʠʪʠ 
ʚʠʢʦʥʘʥʥʷ ʩʤʝʨʪʥʦʛʦ ʚʠʨʦʢʫ, ʽ ʱʦ ʚʦʥʘ ʥʘʩʧʨʘʚʜʽ ʭʦʯʝ 
ʧʦʢʠʥʫʪʠ ʮʝʡ ʩʚʽʪ, ʚ ʷʢʦʤʫ ʥʝ ʟʥʘʡʰʣʘ ʥʽʯʦʛʦ, ʢʨʽʤ 
ʩʪʨʘʞʜʘʥʴ, ʪʘ ʧʽʪʠ ʚ ʽʥʰʠʡ ʩʚʽʪ, ʜʝ ʚʦʥʘ ʩʧʦʜʽʚʘʣʘʩʷ ʟʥʘʡʪʠ 
ʤʠʣʦʩʝʨʜʷò

22
. ʅʘʛʘʜʘʻʤʦ, ʱʦ ʟʘ ʫʷʚʣʝʥʥʷʤʠ ʪʦʛʦʯʘʩʥʠʭ 

                                                           
20 Ibid. ï P.101.  
21 Ibid. 
22 Ibid. ï P.99. 
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ʤʠʪʮʽʚ, ʷʢʽ ʟʚʝʨʪʘʣʠ ʩʚʽʡ ʧʦʛʣʷʜ ʜʦ ʛʦʪʠʢʠ, ʩʤʝʨʪʴ ʙʫʣʘ 
ʩʚʦʻʨʽʜʥʠʤ ʧʨʦʜʦʚʞʝʥʥʷʤ ʞʠʪʪʷ, ʥʘʩʪʫʧʥʦʶ ʩʪʘʜʽʻʶ 
ʽʩʥʫʚʘʥʥʷ ʙʝʟʩʤʝʨʪʥʦʾ ʜʫʰʽ. ʊʦʞ ʮʽʣʢʦʤ ʧʨʠʨʦʜʥʦ, ʱʦ 
ʩʪʦʤʣʝʥʘ ʚʽʜ ʞʠʪʪʻʚʠʭ ʥʝʛʘʨʘʟʜʽʚ ʜʫʰʘ ʛʝʨʦʾʥʽ ʧʨʘʛʥʫʣʘ 
ʚʽʜʧʦʯʠʪʠ, ʧʦʟʙʫʪʠʩʷ ʛʨʽʭʦʚʥʦʛʦ ʪʽʣʘ, ʧʝʨʝʡʪʠ ʫ ʥʦʚʠʡ ʩʚʽʪ 
ï ʩʚʽʪ ʥʝʚʽʜʦʤʦʛʦ, ʷʢʠʡ ʘʩʦʮʽʶʚʘʚʩʷ ʟʽ ʩʧʦʢʦʻʤ ʪʘ 
ʜʫʭʦʚʥʦʶ ʚʪʽʭʦʶ.  

ʅʘʧʨʠʢʽʥʮʽ ʩʚʦʛʦ ʞʠʪʪʻʚʦʛʦ ʰʣʷʭʫ ʄʝʨʽ ʱʠʨʦ ʚʽʨʠʪʴ 
ʫ ɹʦʛʘ. ʇʝʨʝʜ ʩʪʨʘʪʦʶ ʚʦʥʘ ʥʝʚʧʠʥʥʦ ʧʦʚʪʦʨʶʻ ʦʜʥʫ ʡ ʪʫ ʞ 
ʬʨʘʟʫ: ñɹʦʞʝ ɯʩʫʩʝ, ʧʨʠʡʤʠ ʤʦʶ ʜʫʰʫ. ɻʦʩʧʦʜʠ, ʧʦʤʠʣʫʡ. 
ʍʨʠʩʪʦʩ, ʧʦʤʠʣʫʡò

23
. ɺʦʯʝʚʠʜʴ, ʂʽʨʢʤʝʥ ʭʦʪʽʚ ʮʠʤ 

ʧʨʦʜʝʤʦʥʩʪʨʫʚʘʪʠ ʚʽʨʫ ʚ ʩʧʘʩʽʥʥʷ ʜʫʰʽ ʯʝʨʝʟ ʱʠʨʝ ʢʘʷʪʪʷ, 
ʫ ʤʦʞʣʠʚʽʩʪʴ ʛʘʨʤʦʥʽʟʘʮʽʾ ʣʶʜʠʥʠ ʟʽ ʩʚʽʪʦʤ, ʥʝʭʘʡ ʚʞʝ ʡ ʧʦ 
ʩʤʝʨʪʽ. 

ʉʫʧʝʨʝʯʣʠʚʽʩʪʴ, ʜʠʥʘʤʽʟʤ, ʪʘʻʤʥʠʯʽʩʪʴ, ʤʽʩʪʠʮʠʟʤ, 
ʧʝʨʝʧʣʝʪʽʥʥʷ ʜʽʡʩʥʦʛʦ ʪʘ ʫʷʚʥʦʛʦ, ʢʦʥʮʝʧʮʽʷ ñʚʝʩʴ ʩʚʽʪ ï 
ʪʝʘʪʨò, ʧʨʦʪʠʩʪʘʚʣʝʥʥʷ ʜʫʭʦʚʥʦʛʦ ʙʫʪʪʷ ʟʝʤʥʽʡ ʤʘʨʥʦʪʽ ï 
ʫʩʽ ʮʽ ʨʠʩʠ ʜʘʶʪʴ ʧʽʜʩʪʘʚʠ ʚʽʜʥʝʩʪʠ ʨʦʤʘʥ ʂʽʨʢʤʝʥʘ ʜʦ 
ʙʘʨʦʢʦʚʦʾ ʪʨʘʜʠʮʽʾ. ʅʘʜʟʚʠʯʘʡʥʦ ʧʠʰʥʦʤʦʚʥʠʡ ʩʪʠʣʴ 
ʙʘʨʦʢʦ, ʤʽʞ ʽʥʰʠʤ, ʜʦʚʦʣʽ ʨʝʣʴʻʬʥʦ ʚʽʜʙʠʚʘʻʪʴʩʷ ʽ ʥʘ 
ʩʪʠʣʽʩʪʠʯʥʦʤʫ ʦʬʦʨʤʣʝʥʥʽ ʮʴʦʛʦ ʪʚʦʨʫ, ʚʠʷʚʣʷʶʯʠ ʩʝʙʝ ʫ 
ʚʠʢʦʨʠʩʪʘʥʥʽ ʨʽʟʥʦʤʘʥʽʪʥʠʭ ʪʨʦʧʽʚ ʪʘ ʬʦʨʤʫʚʘʥʥʽ ʩʢʣʘʜʥʦʾ 
ʩʠʤʚʦʣʽʢʠ.  

ʑʦʧʨʘʚʜʘ, ʥʘ ʚʽʜʤʽʥʫ ʚʽʜ ñʚʠʩʦʢʦʛʦò ʙʘʨʦʢʦ, ʷʢʝ 
ʟʥʘʡʰʣʦ ʷʩʢʨʘʚʝ ʚʪʽʣʝʥʥʷ, ʧʨʠʤʽʨʦʤ, ʫ ʪʨʘʛʽʢʦʤʝʜʽʷʭ 
ʐʝʢʩʧʽʨʘ ʪʘ ʚ ʧʦʝʟʽʾ ʤʝʪʘʬʽʟʠʢʽʚ, ñʥʠʟʦʚʝò, ʘʙʦ ʷʢ ʡʦʛʦ ʱʝ 
ʽʥʢʦʣʠ ʥʘʟʠʚʘʶʪʴ ñʜʝʤʦʢʨʘʪʠʯʥʝò ʙʘʨʦʢʦ ʫ ʩʪʠʣʽʩʪʠʯʥʦʤʫ 
ʧʣʘʥʽ ʚʠʛʣʷʜʘʻ ʜʝʱʦ ʩʧʨʦʱʝʥʠʤ. ʍʦʯʘ ʂʽʨʢʤʝʥ, ʙʝʟʧʝʨʝʯʥʦ, 
ʘʞ ʥʽʷʢ ʥʝ ʫʥʠʢʘʻ ʧʝʚʥʦʾ ʩʣʦʚʝʩʥʦʾ ʦʨʥʘʤʝʥʪʘʨʥʦʩʪʽ, 
ʧʦʻʜʥʫʶʯʠ ʫ ʩʚʦʻʤʫ ʪʚʦʨʽ ʨʠʩʠ ʘʨʠʩʪʦʢʨʘʪʠʯʥʦʾ ʪʘ 
ʜʝʤʦʢʨʘʪʠʯʥʦʾ ʣʽʪʝʨʘʪʫʨʠ. ʇʠʩʴʤʝʥʥʠʢ ʚʠʢʦʨʠʩʪʦʚʫʻ 
ʚʠʪʽʶʚʘʪʽ ʬʨʘʟʠ, ʷʢʽ, ʡʤʦʚʽʨʥʦ, ʩʷʛʘʶʪʴ ʢʦʨʽʥʥʷʤ 
ʝʚʬʫʾʩʪʠʯʥʦʾ ʤʘʥʝʨʠ ʘʥʛʣʽʡʩʴʢʠʭ ʨʝʥʝʩʘʥʩʥʠʭ ʤʘʡʩʪʨʽʚ 
ñʚʠʩʦʢʦʾò ʧʨʦʟʠ: ñʅʝʭʘʡ ʧʨʠʨʦʜʘ ʥʽʢʦʣʠ ʥʝ ʙʫʜʝ ʜʦ ʥʘʩ 

                                                           
23 Ibid. ï P.101. 
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ʪʘʢʦʶ ʧʦʙʣʘʞʣʠʚʦʶ, ʩʪʚʦʨʶʶʯʠ ʥʘʰʽ ʪʽʣʘ ʟʘ ʥʘʡʢʨʘʱʠʤʠ 
ʟʨʘʟʢʘʤʠ ʧʨʦʧʦʨʮʽʡ, ʽ ʥʝʭʘʡ ʤʠ ʥʽʢʦʣʠ ʥʝ ʙʫʜʝʤʦ 
ʜʦʚʝʨʰʝʥʠʤʠ ʫ ʥʘʰʽʡ ʟʦʚʥʽʰʥʦʩʪʽ, ʱʦʙ ʤʠ ʥʝ ʚʚʘʞʘʣʠ ʩʝʙʝ 
ʜʦʩʢʦʥʘʣʠʤʠ; ʷʢʱʦ ʙʣʘʛʦʜʘʪʴ ʥʝ ʚʩʝʣʠʪʴʩʷ ʚ ʥʘʰʽ ʩʝʨʮʷ, 
ʱʦʙ ʢʝʨʫʚʘʪʠ ʥʘʤʠ ʫ ʥʘʰʠʭ ʚʯʠʥʢʘʭ, ʤʠ ʙʫʜʝʤʦ ʩʭʦʞʽ ʥʘ 
ʣʝʛʢʠʡ ʢʦʨʘʙʝʣʴ ʫ ʤʦʨʽ, ʷʢʠʡ ʦʩʥʘʱʝʥʠʡ ʚʩʽʤʘ ʥʝʦʙʭʽʜʥʠʤʠ 
ʚʽʪʨʠʣʘʤʠ ʪʘ ʧʨʠʩʪʨʦʷʤʠ, ʘʣʝ ʧʦʪʨʝʙʫʻ ʣʠʰʝ ʻʜʠʥʦʾ ʨʝʯʽ, 
ʱʦ ʩʧʨʷʤʦʚʫʻ ʪʘ ʚʝʜʝ ʡʦʛʦ, ʢʝʨʤʘ, ʙʝʟ ʷʢʦʛʦ ʥʘʜʟʚʠʯʘʡʥʦ 
ʚʘʞʢʦ ʧʨʦʚʝʩʪʠ ʡʦʛʦ ʚ ʙʫʜʴ-ʷʢʫ ʙʝʟʧʝʯʥʫ ʛʘʚʘʥʴò

24
.  

ʉʣʽʜ ʚʽʜʟʥʘʯʠʪʠ, ʱʦ ʚ ʩʚʦʻʤʫ ʨʦʤʘʥʽ ʘʚʪʦʨ ʟʚʝʨʪʘʻʪʴʩʷ 
ʪʘʢʦʞ ʽ ʜʦ ñʥʠʟʴʢʦʾò ʪʨʘʜʠʮʽʾ ʘʥʛʣʽʡʩʴʢʦʾ ñcriminal fictionò. 
ʇʨʠ ʮʴʦʤʫ ʚʽʥ ʥʝ ʪʽʣʴʢʠ ʟʘʧʦʟʠʯʫʻ ʟʚʽʜʪʠ ʧʝʨʝʚʘʞʥʫ 
ʢʽʣʴʢʽʩʪʴ ʰʘʭʨʘʡʩʴʢʠʭ ʧʨʠʡʦʤʽʚ, ʜʦ ʷʢʠʭ ʚʜʘʻʪʴʩʷ ʄʝʨʽ, ʘʣʝ 
ʡ, ʥʽʙʠ ʧʝʨʝʢʠʜʘʶʯʠ ʘʣʶʟʠʚʥʠʡ ʤʽʩʪʦʢ ʜʦ ʩʣʘʚʥʦʟʚʽʩʥʦʛʦ 
ʪʚʦʨʫ ʈ.ˆʨʽʥʘ ñʇʝʨʝʜʚʽʩʥʠʢ ʏʦʨʥʦʾ ʢʥʠʛʠò, ʤʘʡʞʝ ʜʦʩʣʽʚʥʦ 
ʧʦʚʪʦʨʶʻ ʩʣʦʚʘ ʛʨʽʥʽʚʩʴʢʦʛʦ ʛʝʨʦʷ ʅʝʜʘ ɹʨʘʫʥʘ: 
ñʆʜʨʫʞʝʥʥʷ ʽ ʧʦʚʽʰʝʥʥʷ ʻ ʥʝʚʽʜʚʦʨʦʪʥʠʤʠ, ʷʢ ɼʦʣʷò

25
. ɼʦ 

ʨʝʯʽ, ʟʙʝʨʽʛʘʶʯʠ ʟʚôʷʟʦʢ ʟ ʘʥʛʣʽʡʩʴʢʦʶ ʢʨʠʤʽʥʘʣʴʥʦʶ 
ʣʽʪʝʨʘʪʫʨʦʶ, ʨʦʤʘʥ ʂʽʨʢʤʝʥʘ ʧʨʘʢʪʠʯʥʦ ʥʝ ʤʽʩʪʠʪʴ 
ʘʨʛʦʪʠʟʤʽʚ, ʭʘʨʘʢʪʝʨʥʠʭ ʜʣʷ ʤʦʚʠ ʘʩʦʮʽʘʣʴʥʠʭ ʝʣʝʤʝʥʪʽʚ ʪʠʭ 
ʯʘʩʽʚ, ʭʦʯʘ ʡ ʨʷʩʥʽʻ ʟʨʦʟʫʤʽʣʠʤʠ ʧʝʨʝʩʽʯʥʦʤʫ ʯʠʪʘʯʝʚʽ 
ʘʬʦʨʠʩʪʠʯʥʠʤʠ ʚʠʩʣʦʚʘʤʠ ʥʘ ʢʰʪʘʣʪ ñʢʫʚʘʪʠ ʟʘʣʽʟʦ, ʧʦʢʠ 
ʛʘʨʷʯʝò

26
. 

ʅʘʛʘʜʘʻʤʦ, ʱʦ ʫ ʤʠʩʪʝʮʪʚʽ ʙʘʨʦʢʦ ʚʘʞʣʠʚʫ ʨʦʣʴ 
ʚʽʜʽʛʨʘʚʘʚ ʚʣʫʯʥʠʡ, ʜʦʪʝʧʥʠʡ ʚʠʩʣʽʚ, ʥʝʩʧʦʜʽʚʘʥʠʡ ʝʬʝʢʪ. 
ʋ ʨʦʤʘʥʽ ʌ.ʂʽʨʢʤʝʥʘ ʟʫʩʪʨʽʯʘʻʤʦ ʥʝ ʣʠʰʝ ʪʨʘʜʠʮʽʡʥʠʡ 
ʧʨʠʡʦʤ ñquick answersò (ʢʦʣʠ, ʥʘʧʨʠʢʣʘʜ, ʄʝʨʽ ʣʠʩʪʫʻʪʴʩʷ 
ʟʽ ʩʚʦʾʤ ʯʦʣʦʚʽʢʦʤ ʪʘ ʜʘʻ ʚʣʫʯʥʽ ʚʽʜʧʦʚʽʜʽ ʥʘ ʡʦʛʦ 
ʧʦʩʣʘʥʥʷ), ʘʣʝ ʡ ʛʨʫ ʟʽ ʩʣʦʚʦʤ, ʟʥʘʯʝʥʥʷʤ. ɺʜʘʶʯʠʩʴ ʜʦ 
ʢʘʣʘʤʙʫʨʽʚ, ʘʚʪʦʨ, ʧʦ-ʧʝʨʰʝ, ʚʠʷʚʣʷʻ ʚʣʘʩʥʝ ʽʨʦʥʽʯʥʝ 
ʩʪʘʚʣʝʥʥʷ ʜʦ ʟʦʙʨʘʞʫʚʘʥʦʛʦ ʞʠʪʪʻʚʦʛʦ ʤʘʪʝʨʽʘʣʫ, ʘ ʧʦ-
ʜʨʫʛʝ, ʥʘʤʘʛʘʻʪʴʩʷ ʟʘʬʽʢʩʫʚʘʪʠ ʫ ʩʣʦʚʽ ʤʽʥʣʠʚʽʩʪʴ, 
ʟʤʽʥʥʽʩʪʴ ʽ ʥʝʩʪʘʙʽʣʴʥʽʩʪʴ ʩʚʽʪʫ: ñʆʪʞʝ, ʪʝʧʝʨ ʚʦʥʘ ʚʢʨʘʣʘ ʫ 

                                                           
24  Ibid. ï P.11. 
25  Ibid. ï P.35. 
26  Ibid. ï P.19. 
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ʩʝʙʝ ʩʚʦʻ ʞʠʪʪʷ, ʷʢ ʨʘʥʽʰʝ ʢʨʘʣʘ ʫ ʽʥʰʠʭ ʾʭʥʻ ʤʘʡʥʦò
27
. ʋ 

ʧʦʜʽʙʥʦʤʫ ʞ ʩʪʠʣʽ, ʛʨʘʶʯʠ ʩʣʦʚʘʤʠ, ʚʽʥ ʨʦʟʤʽʨʢʦʚʫʻ ʽ ʧʨʦ 
ʚʽʜʥʦʩʥʽʩʪʴ ʫʩʪʘʣʝʥʠʭ ʽʩʪʠʥ: ñʦʙʜʫʨʠʪʠ ʰʘʭʨʘʷ ï ʥʝ ʻ 
ʦʙʤʘʥʦʤò (ñto deceive the deceiver is no deceitò)

28
. ʁʦʛʦ 

ʛʝʨʦʾʥʷ ʪʘʢʦʞ ʦʜʝʨʞʫʻ ʤʦʞʣʠʚʽʩʪʴ ʧʨʦʷʚʠʪʠ ʩʚʦʶ 
ʤʘʡʩʪʝʨʥʽʩʪʴ ʫ ʪʘʢʽʡ ʛʨʽ, ʢʦʣʠ ʚ ʜʦʩʠʪʴ ʟʫʭʚʘʣʽʡ ʬʦʨʤʽ 
ʟʚʝʨʪʘʻʪʴʩʷ ʜʦ ʜʦʙʨʦʧʦʨʷʜʥʠʭ ʞʽʥʦʢ: ñʃʝʜʽ, ʚʘʰʘ ʩʣʘʙʢʽʩʪʴ 
ʧʦʣʷʛʘʻ ʫ ñʧʘʜʽʥʥʽò, ʤʦʷ ʞ ï ʫ ñʰʘʭʨʘʡʩʪʚʽò, ʪʘ ʚʩʝ ʞ, ʷʢʱʦ 
ʚʠ ʙʫʜʝʪʝ ʪʘʢʽ ʣʘʩʢʘʚʽ ʡ ʧʨʦʙʘʯʠʪʝ ʤʝʥʝ, ʪʦ ʷ ʣʝʛʢʦ ʟʤʦʞʫ 
ʧʨʦʙʘʯʠʪʠ ʚʘʩò

29
. ʉʠʤʧʪʦʤʘʪʠʯʥʦ, ʱʦ ʄʝʨʽ ʚʚʘʞʘʻ, ʱʦ ʤʘʻ 

ʧʨʘʚʦ ʧʨʦʙʘʯʘʪʠ ʣʶʜʝʡ, ʧʦʧʨʠ ʪʝ, ʱʦ ʩʘʤʘ ʚʦʥʘ ʤʘʻ 
ʧʨʦʩʠʪʠ ʫ ʥʠʭ ʚʠʙʘʯʝʥʥʷ. ɺʽʨʦʛʽʜʥʦ ʮʝʡ ʧʘʩʘʞ, ʟʘ ʟʘʜʫʤʦʤ 
ʘʚʪʦʨʘ, ʤʘʚ ʧʽʜʢʨʝʩʣʠʪʠ ʣʠʮʝʤʽʨʩʪʚʦ ʛʝʨʦʾʥʽ.  

ɺʘʞʣʠʚʠʤ ʝʣʝʤʝʥʪʦʤ ʩʪʠʣʽʩʪʠʯʥʦʛʦ ʦʬʦʨʤʣʝʥʥʷ 
ʨʦʤʘʥʫ, ʘ ʪʘʢʦʞ ʩʚʽʜʯʝʥʥʷʤ ʪʦʛʦ, ʱʦ ʫ ʥʴʦʤʫ ʩʧʽʚʽʩʥʫʶʪʴ 
ʧʦʣʷʨʥʽ ʷʚʠʱʘ ʽ ʪʝʥʜʝʥʮʽʾ, ʩʣʫʛʫʶʪʴ ʧʦʝʪʠʯʥʽ ʚʩʪʘʚʢʠ, ʫ 
ʷʢʠʭ ʘʚʪʦʨ ʟ ʤʝʪʦʶ ʥʘʜʘʥʥʷ ʙʽʣʴʰʦʾ ʚʘʛʦʤʦʩʪʽ ʧʨʝʟʝʥʪʦʚʘʥʽʡ 
ʽʥʬʦʨʤʘʮʽʾ ʜʫʙʣʶʻ ʧʝʚʥʽ ʧʨʦʟʦʚʽ ʬʨʘʛʤʝʥʪʠ. ɸʜʞʝ ʱʝ ʟ 
ʜʘʚʥʽʭ-ʜʘʚʝʥ ʙʫʜʴ-ʷʢʘ ʜʫʤʢʘ, ʚʠʩʣʦʚʣʝʥʘ ʫ ʧʦʝʪʠʯʥʽʡ ʬʦʨʤʽ, 
ʥʘʙʫʚʘʣʘ ʙʽʣʴʰʦʛʦ ʘʚʪʦʨʠʪʝʪʫ ʽ ʧʝʨʝʢʦʥʣʠʚʦʩʪʽ. 

ʆʪʞʝ, ʨʦʤʘʥ ʧʨʦ ʞʠʪʪʷ ʽ ʧʝʨʝʜʯʘʩʥʫ ʩʤʝʨʪʴ ʚʽʜʦʤʦʾ 
ʢʫʨʪʠʟʘʥʢʠ, ʷʢʠʡ ʩʪʘʚ ʯʝʨʛʦʚʦʶ ʣʘʥʢʦʶ ʫ ʙʝʟʧʝʨʝʨʚʥʦʤʫ 
ʨʦʟʚʠʪʢʫ ʰʘʭʨʘʡʩʴʢʦʾ ʪʨʘʜʠʮʽʾ ʚ ʘʥʛʣʽʡʩʴʢʽʡ ʣʽʪʝʨʘʪʫʨʽ, 
ʚʪʽʣʶʻ ʨʠʩʠ ʙʘʨʦʢʦʚʦʛʦ ʩʚʽʪʦʚʽʜʯʫʪʪʷ ʘʚʪʦʨʘ. ɺʽʥ ʪʘʢʦʞ 
ʩʚʽʜʯʠʪʴ ʧʨʦ ʧʝʚʥʽ ʟʨʫʰʝʥʥʷ ʫ ʩʪʘʚʣʝʥʥʽ ʜʦ ʰʘʭʨʘʡʩʪʚʘ: 
ʞʠʪʪʷ ñʢʨʠʤʽʥʘʣʴʥʠʭ ʪʘʣʘʥʪʽʚò ʧʦʩʪʘʻ ʷʢ ʫʥʘʦʯʥʝʥʥʷ ʪʝʟʠ 
ʧʨʦ ʪʝ, ʱʦ ʚʞʝ ʫ ʮʴʦʤʫ ʩʚʽʪʽ ʥʘ ʟʣʦʜʽʷ ʯʝʢʘʻ ʥʝʚʽʜʚʦʨʦʪʥʘ 
ʚʽʜʧʣʘʪʘ ʟʘ ʛʨʽʭʠ. ʇʦʢʘʟʦʚʠʤ ʫ ʮʴʦʤʫ ʩʝʥʩʽ ʻ ʥʘʩʪʫʧʥʠʡ 
ʘʚʪʦʨʩʴʢʠʡ ʧʘʩʘʞ: ñʗʢʱʦ ʤʠ ʚʚʽʨʷʻʤʦ ʩʝʙʝ ʚʦʣʽ ʧʦʛʘʥʦʾ 
ʢʦʤʧʘʥʽʾ ʥʘʰʠʭ ʛʨʽʭʦʚʥʠʭ ʩʭʠʣʴʥʦʩʪʝʡ, ʤʠ ʥʝʦʜʤʽʥʥʦ 
ʧʨʠʡʜʝʤʦ ʜʦ ʟʜʽʡʩʥʝʥʥʷ ʪʠʭ ʟʣʦʯʠʥʽʚ, ʷʢʽ, ʭʦʯʘ ʽ ʤʦʞʫʪʴ 
ʩʴʦʛʦʜʥʽ ʚʠʜʘʚʘʪʠʩʷ ʧʨʠʻʤʥʠʤʠ, ʚʩʝ ʞ ʪʘʢʠ ʟʛʦʜʦʤ 
ʟʘʣʠʰʘʶʪʴ ʧʦ ʩʦʙʽ ʛʽʨʢʦʪʫ,éʷʢ ʚʠ ʮʝ ʧʦʙʘʯʠʣʠ ʫ 
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ʛʨʽʭʦʚʥʦʤʫ ʞʠʪʪʽ ʪʘ ʧʝʨʝʜʯʘʩʥʽʡ ʩʤʝʨʪʽ ʮʽʻʾ ʬʘʣʴʰʠʚʦʾ 
ʣʝʜʽò

30
. 
ɹʘʨʦʢʦʚʘ ʤʝʥʪʘʣʴʥʽʩʪʴ ʟʘ ʩʘʤʦʶ ʩʚʦʻʶ ʩʫʪʪʶ 

ʫʥʝʤʦʞʣʠʚʣʶʚʘʣʘ ʘʧʦʣʦʛʝʪʠʯʥʝ ʩʪʘʚʣʝʥʥʷ ʜʦ ʚʧʨʘʚʥʠʭ 
ʟʣʦʜʽʾʚ, ʷʢʝ ʙʫʣʦ ʪʠʧʦʚʠʤ ʜʣʷ ʪʚʦʨʽʚ ʨʝʥʝʩʘʥʩʥʠʭ ʘʚʪʦʨʽʚ. 
ʆʩʥʦʚʥʠʡ ʧʘʬʦʩ ʙʘʨʦʢʦʚʠʭ ʧʠʩʴʤʝʥʥʠʢʽʚ, ʱʦ ʟʚʝʨʪʘʣʠʩʷ ʜʦ 
ʰʘʭʨʘʡʩʴʢʦʾ ʪʝʤʘʪʠʢʠ, ʩʧʨʷʤʦʚʫʚʘʚʩʷ ʥʘ ʪʝ, ʱʦʙ 
ʧʝʨʝʢʦʥʣʠʚʦ ʧʨʦʜʝʤʦʥʩʪʨʫʚʘʪʠ ʞʘʭʣʠʚʠʡ ʢʽʥʝʮʴ ʪʠʭ, ʭʪʦ ʚ 
ʝʧʦʭʫ ʧʦʯʘʪʢʦʚʦʛʦ ʥʘʢʦʧʠʯʝʥʥʷ ʢʘʧʽʪʘʣʫ ʟʘʟʽʭʘʻ ʥʘ ʧʨʠʚʘʪʥʫ 
ʚʣʘʩʥʽʩʪʴ ï ñʩʚʷʪʘʷ ʩʚʷʪʠʭò ʪʦʛʦʯʘʩʥʦʛʦ ʩʫʩʧʽʣʴʩʪʚʘ. 

ɺʪʽʤ, ʩʘʤʘ ʧʨʦʙʣʝʤʘ ʪʨʘʥʩʬʦʨʤʘʮʽʾ ʤʝʥʪʘʣʴʥʠʭ 
ʫʩʪʘʥʦʚʦʢ ʘʥʛʣʽʡʩʴʢʦʛʦ ʩʦʮʽʫʤʫ ʚ ʝʧʦʭʫ ʙʘʨʦʢʦ, ʟʚʽʩʥʦ, ʥʝ 
ʚʠʯʝʨʧʫʻʪʴʩʷ ʜʦʩʣʽʜʞʝʥʥʷʤ ʦʜʥʦʛʦ ʨʦʤʘʥʫ. ʇʦʜʘʣʴʰʠʡ 
ʘʥʘʣʽʟ ʦʩʦʙʣʠʚʦʩʪʝʡ ʨʝʘʣʽʟʘʮʽʾ ʙʘʨʦʢʦʚʦʾ ʝʩʪʝʪʠʢʠ ʚ 
ʘʥʛʣʽʡʩʴʢʽʡ ʢʨʠʤʽʥʘʣʴʥʽʡ ʣʽʪʝʨʘʪʫʨʽ XVII ʩʪ. ʦʙʽʮʷʻ ʜʘʪʠ 
ʮʽʢʘʚʠʡ ʤʘʪʝʨʽʘʣ, ʚʘʨʪʠʡ ʪʝʦʨʝʪʠʯʥʦʛʦ ʦʩʤʠʩʣʝʥʥʷ. 
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One of the supreme literary achievements of the English 
Renaissance, the so-called King James Bible published in 1611, 
has been commonly regarded as the most influential book in the 
history of English civilization. Conceived at the Hampton Court 
Conference in January 1604 by resolution of King James that ña 
translation be made of the whole Bible, as consonant as can be 
to the original Hebrew and Greekò

1
 while making comparison 

with earlier translations and revising them, it was brought into 
being by 47 scholars, and is known as the Authorized Version. 
Just prior to its appearance, in 1609 and 1610, the whole of the 
Douay-Rheims version was published in two quarto volumes, 
the New Testament alone having first been issued in 1568. This 
version, which remains the foundation on which most English 
Catholic versions are based, was a translation from the Latin 
Vulgate of St. Jerome, which the Council of Trent (1547) had 
declared authoritative for Catholics, and the impulse for it, too, 
was the religious controversy of the 16

th
 century, including the 

plethora of Protestant versions in existence . 
If ever there was any question of the enormous 

significance of the Bible, in one version or another, as a source 
of allusion and inspiration in English literature, David Lyle 

                                                           
1  Quoted in F. F. Bruce.  History of the Bible in English. Cambridge: Lutterworth P., 

1961, repr. 2002, p. 96. The Epistle Dedicatory of 1611 commends His Majesty that 
he ñout of deep judgment apprehended how convenient it was, that out of the Original 
Sacred Tongues, together with comparing of the labours, both in our own, and other 
foreign Languages, of many worthy men who went before us, there should be one 
more exact Translation of the holy Scriptures into the English Tongue.”  The 1611 
Authorized Version included the Old and New Testaments and the Apocrypha. 
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Jeffreyôs 970 page Dictionary of Biblical Tradition in English 
Literature (pub. 1992) would have put it to rest. Of specific 
relevance for the topic of this paper

2
, references to the 

creation/fall foundations of biblical narrative abound. They 
range from  John Miltonôs epic-poetic justification of the ways 
of God to man in Paradise Lost (1669) to oblique and passing 
allusions, such as ñNever was such a dinner as that since the 
world beganò in Charles Dickensô novel Nicholas Nickleby 
(1838-1839). Some literary derivatives of the Genesis 
creation/fall passages read with (or out of) the biblical text in 
sympathy with it, either in imaginative exegesis, or else in 
eisegetical readings that import assumptions from tradition or 
culture into the silences of the text. Still other literary 
derivatives read against the Genesis text, attempting subversion 
of it. In order to undertake a brief exploration of the variety of  
approaches, this paper will first do close reading of some short 
poems of Thomas Traherne (1637-1674), Gerard Manley 
Hopkins (1844-1889), and D. H. Lawrence (1885-1930) to see 
how they interact with the presentation of creation in the early 
Genesis material, especially chapter 1.  It will then discuss ways 
in which the creation sections of the anonymous medieval 
Service for Representing Adam (Ordo repraesentationis Adae) 
and Paradise Lost Books IV and IX of Milton (1608-1674) 
interpret the divine/human relationship and the man/woman 
relationship of Genesis 2 and 3 especially.   

Traherne, Hopkins, Lawrence, and Genesis 1 

The sentences through which Genesis presents the third-
day creation are unadorned:  
And God said, ñLet the waters under the heaven be gathered 
together unto one place, and let the dry land appear;ò and it was 
so. God called the dry land Earth, and the waters that were 
gathered together he called Seas. And God saw that it was good.  
And God said, "Let the earth put forth vegetation, plants yielding 
seed, and fruit trees bearing fruit in which is their seed, each 

                                                           
2 An early version of this paper was presented at the South Central Conference on 

Christianity and Literature in Jackson, Mississippi, USA, in 1998. 
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according to its kind, upon the earth." And it was so. The earth 
brought forth vegetation, plants yielding seed according to their 
own kinds, and trees bearing fruit in which is their seed, each 
according to its kind. And God saw that it was good. And there was 
evening and there was morning, a third day. (Genesis 1. 9-13).

3  

In contrast to the style of the biblical text, Traherneôs 
ñMeditations on the Six Days of the Creation: Third Dayò 
(1717)

4
 is a meditation on the creation event from a post-

Genesis 3 perspective, rapturous yet cognizant that ñwretched 
manò may still ñforget to praiseò (ll.18-20). His series of twenty 
rhymed and end-stopped iambic- pentameter lines expand 
metaphorically on the sparse biblical text. They begin: 

Lo here, within the waters liquid womb 
The unborn Earth lay, as in native tomb; 
Whilst she at first was buried in the deep, 
And all her forms and seeds were fast asleep. 
ThôAlmighty word then spake, and straight was heard.  (ll. 1-5) 

                                                           
3 Translations from Genesis are from the 1611 King James version unless otherwise 

indicated. 
4
 Third Day.  From ñMeditations on the Six Days of the Creationò Thomas Traherne. 

Lo here, within the waters liquid womb 
The unborn Earth lay, as in native tomb; 
Whilst she at first was buried in the deep, 
And all her forms and seeds were fast asleep. 
ThôAlmighty word then spake, and straight was heard., 
The Earth her head up from the waters reared. 
The waters soon, as frighted, fled apace, 
And all were swiftly gathered to one place. 
See now the Earth, with life and verdure crowned, 
Spring from her bed, gay, vigorous, and sound; 
Her face ten thousand beauties now adorn, 
With blessing numberless from plentyôs horn. 
Here, there, and every where they richly forw, 
For us almighty bounty them does strow. 
The hills and dales, the lawns and woods around,  
Godôs wisdom, goodness, and his power resound. 
Both far and near his wonders they proclaim. 
How vilely then is wretched man to blame, 
If he forget to praise that liberal hand, 
Out-spread from sea to sea, from land to land? 

This poem, and Lawrenceôs ñLet There be Light!ò are included in Robert Atwan & 
Laurence Wieder, Chapters into Verse: Poetry in English Inspired by the Bible. 
Vol.1., Oxford UP, 1993. 
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Here the birth images ñliquid womb,ò ñunborn Earth,ò 
ñseedsò are juxtaposed with the death images of ñtombò and 
ñburied,ò carrying back into the freshly created world post-
lapsarian connotations of new life emerging from concealment 
(whether in nature or in the resurrection), while also carrying 
the possibility of bursting forth from a position of being ñfast 
asleepò even in death into our world. Traherne imagines the 
speech-action-result of the Word-Logos of Genesis in the swift 
personal-like response of a personified Earth and waters. The 
Earth rears ñher headò up from the waters, while the waters ñas 
frightedò flee into one place (ll. 6-8). This is language 
consistent with biblical presentations of mountains and hills that 
sing (Is 55:12), trees that both sing for joy and clap their hands 
(Is 55:12; Ps.96:12), and stones that would cry out (Lk 19:40) in 
response to their Creator. In an extended image of richness and 
splendor Traherneôs ñhills and dales,ò ñlawns and woodsò are 
ñcrownedò with ñverdure,ò adorned with a ñthousand beauties,ò 
and strewn with ñblessings numberlessò that proclaim Godôs 
ñwondersò and ñresoundò with his ñwisdom, goodness, and his 
powerò (ll. 9-17). Throughout, plain diction such as ñLo here,ò 
ñSee now,ò ñfled,ò ñswiftly,ò ñspring,ò ñvigorous,ò and ñflowò 
provide movement, while ñspake,ò ñheard,ò ñsound,ò ñresound,ò 
ñproclaim,ò and ñpraiseò break the silence. The natural world of 
the third day demonstrates and celebrates Godôs glory just by 
being; it is indeed, in Gerard Manley Hopkins words, ñcharged 
with the grandeur of God.ò 

Not so close an image of Genesis as ñMeditations,ò 
Hopkinsô version of an Italian sonnet, ñGodôs Grandeurò 
(1918)

5
, still invites the reader into the same pristine delight as 

                                                           
5 God’s Grandeur. Gerard Manley Hopkins. 

THE WORLD is charged with the grandeur of God.  
  It will flame out, like shining from shook foil;  
  It gathers to a greatness, like the ooze of oil  
Crushed. Why do men then now not reck his rod?  
Generations have trod, have trod, have trod; 
  And all is seared with trade; bleared, smeared with toil;  
  And wears manôs smudge and shares manôs smell: the soil  
Is bare now, nor can foot feel, being shod.  
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Traherneôs poem in its opening two lines, even while it soon 
juxtaposes images of the flaming, shining, and gathering-to-a-
greatness of Godôs grandeur with the artificiality of foil and the 
contaminating potential of oozing oil, both of which belong to 
the post-lapsarian world which is ñsmeared with trade.ò The 
poignancy of the question ñWhy do men then now not reck his 
rod? (with the ambiguity of its ñthen nowò which may mean 
ótherefore, nowô or óthen, as well as nowô), draws together the 
Genesis 3 disobedience as archetype with that of subsequent 
generations to emphasize the broken relationship between 
humans and their Creator and recalls the question that ends 
Traherneôs meditation, contrasting nature as proclamation of 
Godôs glory with manôs potential ingratitude: ñHow vilely then 
is wretched man to blame, / If he forget to praise that liberal 
hand, / Out-spread from sea to sea, from land to land?ò 

The rhetorical structure of Genesis 1 presents humans as 
the pinnacle of the process of creation, as the crown set on the 
brow of the world, made in Godôs image and entrusted with 
dominion as vice-regents over the rest of the creation that God 
pronounces ñgood.ò Extrapolating from this, such humans 
might in turn be expected to imitate their Creator by speaking 
good things into being, including wise care of their 
environment. In the New Testament Jesus (who is Word-Logos) 
will be seen speaking (or narrating) salvation (forgiveness of 
sin; physical, emotional and spiritual healing; eternal life) into 
being, and his followers will also speak words that give life. In 
contrast, Hopkinsô poem stresses the blurring of the image and 
the perversion of dominion in fallen humans, with resulting 
devastating effect to the earth. The threefold repetition of the 
monosyllables ñhave trod,ò together with the assonance and 
                                                                                                                            

 And for all this, nature is never spent;  
  There lives the dearest freshness deep down things;  
And though the last lights off the black West went  
  Oh, morning, at the brown brink eastward, springs ï  
Because the Holy Ghost over the bent  
  World broods with warm breast and with ah! bright wings. 

Poems and Prose of Gerard Manley Hopkins. Ed. W.H.Gardner. ï Penguin: 
Harmondsworth, Mlsx., 1953, repr. 1970, p. 27. 
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alliteration of ñseared with trade; bleared, smeared with toilò 
and ñwears manôs smudge and shares manôs smell,ò forces the 
reader to ponder the unrelenting movement of the generations 
across the face of the earth. These things, and the opposition 
between the soil that is now bare (which in Genesis 1 yields 
vegetation of every kind) and the foot that is now shod (which 
in Genesis 2 is bare), create an impression of increasing 
distance from Eden. 

Nevertheless, in the face of such bleakness the second 
section of the poem optimistically embraces a motif of death 
and rebirth in an affirmation of the inexhaustibleness of a 
natural world to which the grandeur of God continues to impart 
a ñfreshness deep down.ò That affirmation and the ecstatic ñOh, 
morning, at the brown brink eastward springsò (ñthough the last 
lights off the black West wentò) recollect the promise of 
perpetual renewing of creation made to Noah: ñI will not again 
curse the ground any more for manôs sake. ... While the earth 
remaineth, seedtime and harvest, and cold and heat, and 
summer and winter, and day and night shall not ceaseò (Genesis 
8:21-22). The final profound image of the poem links the 
hovering or brooding of the Holy Ghost over the bent (or round) 
world in the process of original creation in Genesis 1:1 with the 
idea of continuous brooding over the bent (distorted, twisted, or 
sin-infected) world as the source of its ñdearest freshness deep 
down.ò This is an image of a Creator still actively involved with 
and devoted to creation, an image of a God whose relationship 
with a creation that ñgroaneth and travaileth in painò (Romans 
8:23)  is defined by a ñwarm breastò of compassion and ñbright 
wingsò of mercy.  

In stark contrast, D. H. Lawrenceôs short free-verse poem 
ñLet There Be Light!ò (ca.1909),

6
 rather than reading Genesis 1 

                                                           
6  Let There Be Light!  D.H.Lawrence. 

If ever there was a beginning 
there was no god in it 
there was no verb 
no Voice 
no Word. 
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as life-giving story or poem enriched with mystery as Traherne 
and Hopkins do, reacts to a supposed literal scientific or 
pseudo-scientific reading of it. Lawrence writes against the 
Genesis text, dismissing the who of creation (God created) in 
relationship with the what of creation (humans and the natural 
world) and the how (Godôs speaking into being). Viewing the 
Bible with Emily Dickinson as ñan antique Volume - / Written 
by faded men,ò

7
 rather than from the faith position of Traherne 

and Hopkins, or a non-faith position that accepts the Genesis 
text as literary artefact, the speaker in Lawrenceôs poem 
dismisses an assumed  how-methodology (ñMr. God switching 
on dayò) as non-event, as event that didnôt happen. It would be 
irrelevant to the speaker whether the methodology of Godôs 
speaking (or switching on day) were creationist, evolutionist, or 
something else, for the poem recognizes no ñgod,ò even in the 
sense of a First Cause. Indeed, the poem expresses uncertainty 
that there was a beginning and certainty that to propose a 
possible beginning as divinely ordained is ñJust manôs conceit.ò  
Genesisôs ñfirst dayò is seen as having come about through 
some kind of spontaneous generation. That ñthe 
incomprehensible plasm of lifeò struggles and becomes light is 
the best solution Lawrenceôs poem can offer (and the poem 
gives no hint how the plasm of life is derived). Absent from 
such a solution are the purposefulness, order and symmetry that 

                                                                                                                            
There was nothing to say: 
Let there be light! 
All that story of Mr. God switching on day 
is just conceit. 

Just manôs conceit! 
ï who made the sun? 
ï My child, I cannot tell a lie, 
I made it! 

George Washingtonôs Grandpapa! 
All we can honestly imagine in the beginning 
is the incomprehensible plasm of life, of creation 
struggling 
and becoming light. 

7 Atwan. ï ʈ.3 
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the pattern of Genesis 1 emphasizes through stylized repetition 
as an integral aspect of the narration of the beginnings of life. 

The Genesis chapter is organized around the Hebrew 
words tohu (without form) and bohu (void) into three days of 
forming followed by three days of filling, and then by a day of 
rest to complete the seven-day structure familiar in ancient 
Semitic literatures.  Each day begins ñAnd God saidò and ends 
ñAnd the evening and the morning were the ... dayò and is 
punctuated with the formulas ñAnd it was so,ò and ñGod saw 
that it was good.ò  Only the creation of male and female persons 
in Godôs image on the sixth day is more expansive, adding both 
the blessing of fruitfulness and the responsibility of dominion, 
while the poetic form of 1:27 heightens the sense of relatedness 
between Creator and people as God forges a bond with 
humanity. Rather than being a random process without 
personality and thus without emotion as in ñLet there Be 
Light!,ò the creation in Genesis is personal and thus holds 
emotion within its highly stylized rhetorical pattern.  As there is 
no ñgodò in Lawrenceôs poem, so there is ñno Verb/ no Voice/ 
no Wordòï no dynamic action, no personal speaking, no Logos. 
The combined use of a lower case ógô for ñgodò and upper case 
óVô and óW,ô all preceded by a terse ñno,ò clearly seeks to 
negate the Hebrew Elohim God of Genesis. It would relegate to 
the status of non-being One whom Genesis 1 shows as a 
revelatory Being who allows the mystery of the God-Self to be 
apprehended through what God does and speaks ï as a self-
contained, singular being who has community or society within 
the unified Godhead and whose separateness from and 
sovereignty over creation does not preclude interest in and 
concern for that creation. The complementary narrative in 
Genesis 2, which re-formulates the fifth and sixth days of 
creation so as to place humans at the centre of attention, 
balances any possible impression of aloofness of God from 
humans by showing interaction between them. 
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Milton, the Adam play and Genesis 2 - 3 

The simplicity of the story form of Genesis chapters 2 and 
3  manages to manifest relationships of warm intimacy between 
man and  woman, between them and nature, between them and 
God, and between God and nature. The Creator, known here by 
the personal name of Yahweh Elohim, forms man and places 
him in a specially-prepared environment, functioning familiarly 
like a potter, parent, and gardener. The dominant garden image 
which, as a literary symbol, has come to signify sanctuary (a 
protective enclosure), aids in establishing the atmosphere of 
closeness at once. In Genesis 2 the earth is a garden, Godôs 
pleasure-garden (or Eden) shared in fellowship with man and 
woman and the animals.  Even the tone of the command against 
eating from the tree of the knowledge of good and evil can be 
heard as a risk-taking Godôs expression of  trust in humans and 
an indication of their capability to cooperate if they will.  It can 
be heard as cautionary, expressing a desire to keep them from 
death, and is a personal prohibition. 

Images of profound closeness and unity define the 
relationship between man and woman, depicted in physical as 
well as spiritual terms: ñThis is now bone of my bones and flesh 
of my fleshò (2:23). The King James version of the Hebrew 
narrative tells of the Lord God's making the woman as a "help 
meet " (2:18) for the man who, in this account, has already been 
made out of dust.  The 1609 Douay version says ñlet us make 
him a help like unto himself,ò while some twentieth-century  
translations say God makes the woman "fit for" (RSV), 
ñsuitable for" (NIV), "corresponding to" (Fox) the man, "a 
helper as his partner" (NRSV), a "sustainer beside him" 
(Alter).

8
 There is utterly no warrant in the text for John Calvinôs 

(1509-1564) assertion that the woman was ñnothing else than an 
accession to the manò and that therefore ñthe order of nature 

                                                           
8 In addition to the KJV and Douay-Rheims versions, others cited here are: Revised 

Standard Version; New International Version; New Revised Standard Version; 
Robert Alter,  Genesis: Translation and Commentary. New York, 1996;  Everett 
Fox, The Five Books of Moses.  New York, 1995. 
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implies that the woman should be the helper of the man.ò
9
 To 

misunderstand 'help' to connote inferiority is to relegate God to 
a similar subservient role, since the same language is used 
elsewhere to describe the role of God who is "our help and our 
shield" (Psalm 33:20), "a very present help in trouble" (Psalm 
46:1). Clearly the woman in Genesis is meant to be fully herself 
in the relationship with her husband, using all her gifts and 
talents in it.  The image of woman's creation from the same 
stuff as man (a rib) not only typifies the organic and spiritual 
unity between them but also, in the side-by-side placement of 
the rib near the heart, suggests an emotional bonding which is 
further enhanced by the recognition in "bone of my bone and 
flesh of my flesh." Remarkably the storyteller, writing in a 
patriarchal culture where women had few rights, says the man 
leaves his parents to cleave to his wife (rather than saying the 
woman leaves to cleave to her husband). There is thus no 
suggestion that the wife is acquired property; indeed the words 
"cleave to" or "cling to" could be read to suggest the woman as 
the stronger partner, since a weaker substance generally adheres 
to the stronger. The point is in the mutuality of a unity in which 
the degree of closeness can only be expressed in the "one flesh" 
image and in the transparency and openness implicit in the 
image of being naked without shame. To argue for the man's 
dominant status on the basis of the priority of his creation 
would, logically, imply that ñthe dust of the groundò (2:7)

10
 is 

superior to man and would also work against the regular 
reversal of the law of primogeniture so as to give preference to 
the second born (Esau / Jacob...). In the Genesis text male 
dominance comes about as a consequence of the fall and is thus 
a post-fall condition not an Edenic one. 

Not about first and second, primary and secondary, 
superior and inferior, dominant and dependent, Genesis text 
leaves no room for Martin Lutherôs (1483-1546) view that ñthe 

                                                           
9 Commentaries of the First Book of Moses Called Genesis. Trans. John King.  

Edinburgh: Calvin Translation Society, vol. 1m 1868, p. 129-130. 
10 The Douay-Rheims version translates as ñslime of the earthò. 
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woman, although she was a most beautiful work of God, 
nevertheless was not the equal of the male in glory and 
prestige.ô

11
 Rather, the story in Genesis 2 presents a compelling 

sense of belonging one to the other, an ñat-oneness.ò To read it 
otherwise requires imposing on to the text either limiting 
readings of such texts as 1 Corinthians 11:3-11 and 1 Timothy 
2:11-14 or bias from patriarchal tradition, as the play of Adam 
and Miltonôs Paradise Lost both do.  

The twelfth-century play of Adam was written in Anglo-
Norman French and possibly produced in England where 
Norman French was still the official language of the court. As 
O.H.Hardison, Jr. has shown, its content is directly indebted to 
the readings appointed in the Liber Responsalis or Book of 
Responses for Sexagesima (the second Sunday before Lent), 
readings themselves derived from a mix of Scripture and 
doctrine.

12
 In the Adam’s highly patriarchal eisegetical 

rendering,  the "Figure" of God (who is "our Saviour" clad in a 
dalmatic) tells Adam: "Let her be subject to your 
commandment" (l.15), "Govern her by reason" (l.21), and 
instructs Eve, whose demeanor is "not quite sufficiently 
humble": "To him be obedient at all times, / Do not stray from 
his discipline. / Serve and love him with willing spirit" (ll.35-
37)

13
. Eve agrees to acknowledge Adam "as my partner and 

stronger than I" (44). While the intentional male dominance is 
plain, the attribution of Reason as the tool and method of 
governance of the female recalls Philo's equally unsupported 
allegorical interpretation of Genesis text, which makes Adam 
representative of the elevated rational 'mind' of God and Eve 
representative of lowly 'body,' sensation, and passion. Milton, in 
Paradise Lost, follows suit. In Book IV, while Adam's "fair 
large front and eye sublime declared / Absolute rule," Eve's 
"wanton ringlets ... implied Subjection" (IV.300-308). She 
addresses Adam: "My Author and Disposer, what thou bidst / 

                                                           
11 Luther’s Works.  Ed. Jaroslav Pelikan.  Saint Louis: Concordia.  Vol. 1, 1958. 69. 
12 Medieval Drama. Ed. David Bevington. New York: Houghton-Miflin, 1975, p.78. 
13 Service for Representing Adam, in Medieval Drama. Ed. David Bevington 78ff. 
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Unargued I obey. So God ordains; / God is thy law, thou mine 
(635-7).

14
 Milton imagines the ñimage of Godò as, physically, 

regal adults (king and consort): "Two of far nobler shape [than 
other creatures], erect and tall, / Godlike erect, with native 
honour clad / In naked majesty [who] seemed lords of all" (288-
290). Eve is elevated as a "universal Dame" whom angels 
acknowledge with respect even if she is still "Not equal" to 
Adam, and both are allowed to shine forth "the image of their 
glorious Maker" (291). Though the "beasts of the earth" frisk 
about them playfully, though the descriptive language is often 
sensual, and though the couple said to be "linked in happy 
nuptual league" (339) enact a physical "one-flesh" relationship 
in "the rites / Mysterious of connubial love" (742-3), the sense 
of intimacy, mutuality, and transparency so moving in the 
simple economy of the Genesis passage are missing. The couple 
address one another formally in long speeches that are already a 
debate in which "the patriarch of mankind" (IX.375) attempts to 
govern Eve with Reason and she attempts to extricate herself 
from his sway, especially in Book IX. where his role as 
protector from the Serpent-as-foe becomes prevalent. The 
intangible mystery of female/male oneness embedded in 
Genesis 2 has, by being embodied, disappeared. 

In Genesis 3 a brief seven-verse question-and-answer 
temptation/response vignette shows the disruption of  unity 
between the man and woman and between them and God. This 
happens through an incident that incites the rising action of the 
biblical narrative, during which God seeks to restore the 
intimacy of divine/human dialogue in a series of initiatives 
climaxing in crucifixion and resurrection, though the pattern is 
not completely resolved until the final urban image of the new 
Jerusalem. The Genesis vignette offers, in the temptation 
sequence ending with the womanôs eating from the fruit, in 
Alterôs translation ñthat the tree was good for eating,ò ñlust to 
the eyesò and ñlovely to look at,ò or in Foxôs ñgood for eating,ò 

                                                           
14 Milton, John.  Paradise Lost.  Ed. Scott Elledge.  New York, 1975. 
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ña delight to the eyesò and ñdesirable to contemplate.ò Though 
both KJV and RSV translate the third element in the sequence 
as ñdesired to make one wiseò(3:6), the point is that the action 
of eating is contrary to Godôs instruction to Adam (2:17), as the 
womanôs telling the serpent so (3:3) has just reminded the 
reader.  Genesis text says cryptically only that she ñtook of the 
fruit thereof, and did eat, and gave also unto her husband with 
her, and he did eatò (Gen. 3:6). It is silent about whether the 
same temptation/fall sequence applies to the man but clear that 
he is present. The compactness of the single Genesis sentence 
implicates him in equal credulity and culpability, indicating 
only that he is ñbeside herò (Fox) or ñwith herò (NRSV). There 
is no textual evidence for those who, like Calvin, insist that it 
ñis by no means credible ñ to think that Adam is with Eve, 
preferring instead to believe later seduction brings his downfall: 
ñ... the craftiness of Satan [serpent] betrays itself in this, that he 
does not directly assail the man, but approaches him ... in the 
person of his wife.  This insidious method of attack is more than 
sufficiently known to us at the present day.ò

15
 Commentators 

who take this position generally use 1 Timothy 2:14 as a gloss: 
ñAnd Adam was not deceived, but the woman being deceived 
was in the transgression.ò

16
 

Rabbinic tradition about responsibility for the fall holds 
two streams concurrently, as two apocryphal books illustrate. 
For example, Ecclesiasticus (Wisdom of Ben Sirach) insists that 
ñAll wickedness is but little to the wickedness of a woman ... Of 
the woman came the beginning of sin and through her we all 
dieò (25:19, 24), while 2 Esdras acknowledges Adamôs 
responsibility:  

 ... when Adam transgressed my statutes, then was decreed that 

now is done. Then were the entrances of this world made 
narrow, full of sorrow and travail ... O thou Adam, what hast 

                                                           
15 Commentaries, p. 145. 
16 Leland Ryken, in Words of Delight (100) thinks ñEve falls deceived by a gradual 

process and is misled by the serpent ... whereas Adam falls instantly (v.6).ò   In 
order to form this opinion he import 1 Timothy 2: 14 as commentary, but it has no 
support in the Genesis text. 
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thou done? for though it was thou that sinned, thou art not 
fallen alone, but we all that come of theeñ. (7:11, 12, 48).  

The apostle Paul was aware of this double tradition, using 
it variously according to the argument he was making. Thus in 
Romans 4:12, wanting to compare Christ as the new Adam with 
the first Adam he says: ñsin came into the world through one 
man, and death came through sin, and so death spread to all 
because all have sinned,ò hence laying the problem at Adamôs 
door. Nevertheless, Captain Cuttleôs assertion in Dickensô 
Dombey and Sons that ñóTis woman as seduces all mankindò 
represents the predominant stream in English literature and the 
one present in Paradise Lost and the play of Adam, both of 
which cause Eve to succumb to persuasion when she is absent 
from Adam and both of which present Eve as tempter of her 
husband, neither which situation is shown in Genesis 3:6.  

The serpent of Paradise Lost awakens ambition for 
elevation beyond "Fair Consort" in Eve through enticing 
invocations such as  "Queen of this universe" (IX.684) and 
"Goddess humane" (694). These, together with curiosity, 
hunger, thoughts of "Godhead," and concern lest she be 
deprived of "intellectual food," motivate her supposedly 
reasoned decision to eat. The Eve of the medieval play Adam 
has more obviously Faustian motives, for she is persuaded to 
eat by the enticement: "you will possess the crown of heaven. 
You will be the equal of the Creatorò (l.265), and her plain 
response is "I intend to....I'll do it later" (ll.270-271). A warning 
from Adam, who is annoyed that the devil has spoken to her, 
underlines the deliberateness of the choice this Eve then makes 
in pantomime. Milton's Eve, on the other hand, is inclined to 
keep secret the knowledge she believes she has gained, as a 
ploy to subvert her given inferiority to her husband:  to "render 
me more equal, and perhaps, / a thing not undesirable, 
sometime/ superior, for, inferior, who is free" (823-5). This is a 
power-play that could not be set in motion if Milton had not 
already introduced the dominance/subjection motif. Eve 
determines that "Adam shall share with me in bliss or woe" in 
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case another Eve replace her. Then the seductive temptation 
scene that follows ends with Adam's supposedly "ennobled" 
love-choice of life or death with her over  "Divine displeasure." 
Eve's "guide and head" has thus been manipulated into 
abandoning both reason and rule along with obedience to God. 
In contrast, the earlier play of Adam shows Adam as initially 
strong against the tempter in two temptation scenes. The 
enticement of Adam "to do whatever you desire" (l. 63) and to 
be God's "peer in everything" (l.167) draws a terse response: "I 
won't do it (l.169),ò and he dismisses a second invitation to 
"reign in majesty"(1.l92) and to "share omnipotence with God" 
(l.193) equally curtly: "Get away from here!" (L.194). 
Eventually he accepts the apple from Eve when she  threatens 
his ego with accusations of cowardice and takes the first bite 
herself. While the Adam and Eve of Paradise Lost are 
presented as regal beings who speak elevated language and 
those of the play of Adam are common folk whose dialogue is 
in a low-conversational style, both women are vain, ambitious, 
gullible, and seductive and both men (despite their differences) 
are easily manipulated by their wives and ultimately appear 
weak. The major exception to the óEve-is-culpable- strand is 
C.S.Lewisô novel Perelandra or Voyage to Venus which allows 
the woman, whose husband is not with her, to resist temptation 
and remain unfallen. Lewis is able to achieve this ówhat ifô 
scenario (that offers an alternative to the Genesis text rather 
than a reading of it) by distancing it to the planet Venus.  

Conclusion  

As we have seen, in their different ways Traherne and 
Hopkins both respond to the biblical material with delight; the 
short poems examined here convey a sense of relationship with 
God and a feeling of being at home in the biblical source as 
inspiration. Both are writing with their source, in sympathy with 
it; Traherneôs meditation on the third day of creation is 
imaginative paraphrase or imaginative exegesis of biblical text, 
while Hopkinsô ñGodôs Grandeurò is sprung from and rooted in 
that text.  D.H.Lawrenceôs ñLet There Be Light!ò on the other 
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hand, cynically engages the biblical idea of God-as-creator from 
the position of an assumption that it contains both non-sense 
and non-truth, thus allows the biblical text no authority. 
Lawrence is the anomaly here, in that his poem dismisses or 
attacks a faith position, deliberately writing against text.  
Milton appeals to the ñHeavenly Museò to help him assert 
ñEternal Providenceò in Paradise Lost and the Service of Adam 
belongs to the twelfth century Renaissance of church drama, 
indicating intentional writing with the biblical text from a faith 
position. Nevertheless both authors treat the Genesis material 
eisegetically, importing into its silences from their own culture 
and biases from tradition, including traditional patriarchal 
readings. My students who approach the reading of the Genesis 
text itself for the first time come with assumptions from tradition 
and from English literature and are surprised to discover the 
pattern and majesty of Genesis 1 and the dignity and privilege 
afforded humans. They are surprised to discover no planned male 
supremacy but rather a mutuality of relationship. They are 
surprised to discover a fall of both man and woman within one 
succinct sentence. There is room for new literary imaginings that 
listen in the silences of biblical text afresh. 
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Джиджора Євген 
(Одеса) 

 

Риторичні технології упорядкованості 
літературного викладу 

в пізньосередньовічній агіографії 
 
 

ʑʝ ʟ ʘʥʪʠʯʥʠʭ ʯʘʩʽʚ ʛʦʣʦʚʥʦʶ ʫʤʦʚʦʶ ʤʠʩʪʝʮʴʢʦʛʦ 
ʪʚʦʨʝʥʥʷ ʚʚʘʞʘʻʪʴʩʷ ñʜʦʩʷʛʥʝʥʥʷ ʧʦʨʷʜʢʫò. ɸʜʞʝ ʟʘ 
ʫʷʚʣʝʥʥʷʤʠ ʜʘʚʥʽʭ ʛʨʝʢʽʚ, ʧʦʨʷʜʦʢ, ʘʙʦ ʧʝʚʥʝ ʩʢʨʽʧʣʝʥʥʷ 
ʩʢʣʘʜʦʚʠʭ ʮʽʣʦʛʦ ʪʚʦʨʫ, ʚʽʜʜʟʝʨʢʘʣʶʻ ʥʝʟʙʘʛʥʝʥʥʠʡ ʫʩʪʨʽʡ 
ʂʦʩʤʦʩʫ, ʜʝ ʚʩʝ ʽʩʥʫʻ ʚ ʛʘʨʤʦʥʽʾ, ʧʦʨʦʜʞʫʶʯʠ ʥʝʩʢʽʥʯʝʥʥʫ 
ñʤʝʣʦʜʽʶ ʙʫʪʪʷò. ɼʦʩʷʛʥʫʪʠʡ ʧʦʨʷʜʦʢ ʚʠʟʥʘʻʪʴʩʷ ʦʩʥʦʚʥʠʤ 
ʧʦʢʘʟʥʠʢʦʤ ñʢʨʘʩʠò ʪʘ ñʞʠʪʪʻʟʜʘʪʥʦʩʪʽò ʪʚʦʨʽʥʥʷ ï ʯʠ ʪʦ 
ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʚʠʩʣʦʚʣʶʚʘʥʥʷ, ʯʠ ʪʦ ʤʫʟʠʯʥʦʾ ʢʦʤʧʦʟʠʮʽʾ, ʯʠ 
ʪʦ ʩʢʫʣʴʧʪʫʨʠ ʘʙʦ ʘʨʭʽʪʝʢʪʫʨʥʦʾ ʩʧʦʨʫʜʠ

1
. ʉʝʨʝʜʥʴʦʚʽʯʥʘ 

ʭʨʠʩʪʠʷʥʩʴʢʘ ʢʥʠʞʥʽʩʪʴ ʫʩʧʘʜʢʫʚʘʣʘ ʮʝʡ ʝʩʪʝʪʠʯʥʠʡ 
ʧʨʠʥʮʠʧ. ʋ ʚʽʟʘʥʪʽʡʩʴʢʽʡ, ʘ ʟʛʦʜʦʤ ʽ ʫ ʩʣʦʚôʷʥʩʴʢʽʡ 
ʨʠʪʦʨʠʯʥʽʡ ʪʨʘʜʠʮʽʾ дотримання порядку ʫʩʚʽʜʦʤʣʶʻʪʴʩʷ 
ʦʜʥʽʻʶ ʟ ʢʣʶʯʦʚʠʭ ʥʦʨʤ ʤʦʚʥʦ-ʣʽʪʝʨʘʪʫʨʥʦʾ ʜʽʷʣʴʥʦʩʪʽ, ʱʦ 
ʧʨʦʷʚʣʷʻʪʴʩʷ ʷʢ ʥʘ ʢʦʥʮʝʧʪʫʘʣʴʥʦʤʫ ʨʽʚʥʽ (ʫ ʚʽʜʙʦʨʽ 
ʤʘʪʝʨʽʘʣʫ), ʪʘʢ ʽ ʥʘ ʢʦʤʧʦʟʠʮʽʡʥʦʤʫ (ʫ ʨʦʟʪʘʰʫʚʘʥʥʽ 
ʤʘʪʝʨʽʘʣʫ ʪʘ ʫ ʟʘʩʦʙʘʭ ʡʦʛʦ ʧʨʠʢʨʘʰʘʥʥʷ).  

ʋ ʮʽʡ ʩʪʘʪʪʽ ʩʪʘʚʠʤʦ ʩʦʙʽ ʟʘ ʤʝʪʫ ʘʥʘʣʽʟ ʪʝʭʥʦʣʦʛʽʡ 
ʫʧʦʨʷʜʢʦʚʘʥʦʩʪʽ ʚʠʢʣʶʯʥʦ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʚʠʢʣʘʜʫ ʚ 
ʧʽʟʥʴʦʩʝʨʝʜʥʴʦʚʽʯʥʽʡ ʩʭʽʜʥʦʩʣʦʚôʷʥʩʴʢʽʡ ʘʛʽʦʛʨʘʬʽʾ. ʅʘʫʢʦ- 
ʚʠʡ ʽʥʪʝʨʝʩ ʜʦ ʢʦʤʧʦʟʠʮʽʾ ʘʛʽʦʛʨʘʬʽʯʥʠʭ ʪʚʦʨʽʚ, ʫʢʣʘʜʝʥʠʭ 
ʨʦʩʽʡʩʴʢʠʤʠ ʢʥʠʞʥʠʢʘʤʠ ʧʽʟʥʴʦʛʦ ʉʝʨʝʜʥʴʦʚʽʯʯʷ (ʘ ʥʘʩ 

                                                           
1 ɼʠʚ.: Герцман Е.В. ɺʠʟʘʥʪʠʡʩʢʦʝ ʤʫʟʳʢʦʟʥʘʥʠʝ. ï ʃ.: ʄʫʟʳʢʘ, 1988. ï C.107. 
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ʮʽʢʘʚʠʪʠʤʝ ʤʘʡʩʪʝʨʥʽʩʪʴ ʧʝʨʝʜʫʩʽʤ ɭʧʽʬʘʥʽʷ ʇʨʝʤʫʜʨʦʛʦ 
ʪʘ ʇʘʭʦʤʽʷ ʉʝʨʙʘ), ʟʫʤʦʚʣʝʥʠʡ ʜʦʩʽ ʱʝ ʦʩʪʘʪʦʯʥʦ ʥʝ 
ʨʦʟʚôʷʟʘʥʦʶ ʧʨʦʙʣʝʤʦʶ ʥʘʣʝʞʥʦʩʪʽ ñʝʢʩʧʨʝʩʠʚʥʦ-
ʝʤʦʮʽʡʥʦʛʦò, ʟʘ ʚʠʟʥʘʯʝʥʥʷʤ ɼ.ʉ.ʃʠʭʘʯʦʚʘ, ʩʪʠʣʶ ñʧʣʝʪʝʥʽʻ 
ʩʣʦʚʝʩò, ʷʢʠʤ ʚʧʨʘʚʥʦ ʚʦʣʦʜʽʣʠ ʚʠʱʝʟʘʟʥʘʯʝʥʽ ʙʽʦʛʨʘʬʠ, ʘʙʦ 
ʜʦ ʘʥʪʠʯʥʠʭ ʨʠʪʦʨʠʯʥʠʭ ʟʨʘʟʢʽʚ (ʉ.ʉ.ɸʚʝʨʽʥʮʝʚ

2
, ʌ.ʂʽʪʯ

3
), 

ʘʙʦ ʜʦ ʪʘʢ ʟʚʘʥʦʛʦ ñʩʭʽʜʥʦʩʣʦʚôʷʥʩʴʢʦʛʦ ʇʝʨʝʜʚʽʜʨʦʜʞʝʥʥʷò 
(ɼ.ʉ.ʃʠʭʘʯʦʚ

4
, ʖ.ɺ.ʇʝʣʝʰʝʥʢʦ

5
). ʅʘʨʘʟʽ ʮʶ ʧʝʨʩʧʝʢʪʠʚʥʫ 

ʪʝʤʫ ʥʝ ʜʦʩʣʽʜʞʝʥʦ ʚ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʯʽʡ ʤʝʜʽʻʚʽʩʪʠʮʽ. ʍʦʯʘ 
ʚʝʣʴʤʠ ʧʝʨʝʢʦʥʣʠʚʽ ʪʚʝʨʜʞʝʥʥʷ ʈ.ʇʽʢʢʽʦ ʩʪʦʩʦʚʥʦ 
ʧʦʰʠʨʝʥʥʷ ʽʟʦʢʦʣʽʯʥʠʭ ʩʪʨʫʢʪʫʨ ʫ ʩʣʦʚôʷʥʩʴʢʠʭ ʪʚʦʨʘʭ, 
ʥʘʧʠʩʘʥʠʭ ñʧʣʝʪʝʥʽʻʤ ʩʣʦʚʝʩò, ʘ ʚʽʜʪʘʢ ʥʘʜʘʥʥʷ ʥʠʤ 
ʬʦʨʤʦʪʚʦʨʯʦʾ ʬʫʥʢʮʽʾ ʨʠʪʤʫ

6
, ʮʽʣʢʦʤ ʜʦʟʚʦʣʷʶʪʴ 

ʚʩʪʘʥʦʚʠʪʠ ʟʘʢʦʥʦʤʽʨʥʦʩʪʽ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʚʠʢʣʘʜʫ ʽ, ʛʦʣʦʚʥʝ, 
ʟôʷʩʫʚʘʪʠ ʦʩʥʦʚʥʽ ʧʨʠʥʮʠʧʠ ʡʦʛʦ ʫʧʦʨʷʜʢʦʚʘʥʦʩʪʽ, ʟʦʢʨʝʤʘ, 
ʫ ʪʘʢʦʤʫ ʧʦʧʫʣʷʨʥʦʤʫ ʩʝʨʝʜʥʴʦʚʽʯʥʦʤʫ ʞʘʥʨʽ, ʷʢʠʤ ʻ 
ʘʛʽʦʛʨʘʬʽʷ. 

ʋ ʞʠʪʽʾ ʩʚʷʪʦʛʦ ʫʧʦʨʷʜʢʦʚʘʥʽʩʪʴ ʣʽʪʝʨʘʪʫʨʥʦʛʦ 
ʚʠʢʣʘʜʫ ʨʦʟʧʦʯʠʥʘʻʪʴʩʷ ʟ ритмізації, ʦʩʥʦʚʥʦʛʦ ʩʧʦʩʦʙʫ 
ʧʨʠʢʨʘʰʘʥʥʷ ʚʠʩʣʦʚʣʶʚʘʥʥʷ ʚ ʩʭʽʜʥʦʩʣʦʚôʷʥʩʴʢʽʡ 
ʣʽʪʝʨʘʪʫʨʽ ʧʽʟʥʴʦʛʦ ʉʝʨʝʜʥʴʦʚʽʯʯʷ. ʋ ʪʚʦʨʘʭ ɭʧʽʬʘʥʽʷ 
ʇʨʝʤʫʜʨʦʛʦ ʨʠʪʤ ï ʦʩʦʙʣʠʚʠʡ ʧʦʨʷʜʦʢ ʤʦʚʣʝʥʥʷ

7
, ʷʢʠʡ 

ʧʨʠʡʥʷʪʦ ʥʘʟʠʚʘʪʠ ñʧʣʝʪʝʥʽʤ ʩʣʦʚʝʩò, ʨʦʟʫʤʽʶʯʠ ʧʽʜ ʮʠʤ 
ʩʣʦʚʝʩʥʠʡ ʦʨʥʘʤʝʥʪ, ʟʘʩʥʦʚʘʥʠʡ ʥʘ ʧʦʚʪʦʨʽ ʣʝʢʩʠʯʥʦʾ ʽ/ʘʙʦ 

                                                           
2 Аверинцев С.С. ʇʦʵʪʠʢʘ ʨʘʥʥʝʚʠʟʘʥʪʠʡʩʢʦʡ ʣʠʪʝʨʘʪʫʨʳ. ï ʄ.: Coda, 1997. ï 
ʉ.237-239. 

3 Kitch F.C. The Literary Style of Epifanij Premudryj: Pletenije Sloves / Ed. by 
J.Holthusen and J.Schrenk. ï Munich: Otto Sagner, 1976. ï ʈ.268. 

4 ʅʘʧʨ.: Лихачев Д.С. ʅʝʢʦʪʦʨʳʝ ʟʘʜʘʯʠ ʠʟʫʯʝʥʠʷ ʚʪʦʨʦʛʦ ʶʞʥʦʩʣʘʚʷʥʩʢʦʛʦ 
ʚʣʠʷʥʠʷ ʚ ʈʦʩʩʠʠ. ï ʄ.: ʀʟʜ-ʚʦ ɸʅ ʉʉʉʈ, 1958. ï ʉ.22-25. 

5 Пелешенко Ю.В. ʋʢʨʘʾʥʩʴʢʘ ʣʽʪʝʨʘʪʫʨʘ ʧʽʟʥʴʦʛʦ ʉʝʨʝʜʥʴʦʚʽʯʯʷ (ʜʨʫʛʘ 
ʧʦʣʦʚʠʥʘ XIII ï XV ʩʪ.). ɼʞʝʨʝʣʘ. ʉʠʩʪʝʤʘ ʞʘʥʨʽʚ. ɼʫʭʦʚʥʽ ʽʥʪʝʥʮʽʾ. ï ʂ.: 
ʌʦʣʽʘʥʪ, 2004. ï ʉ.218-220. 

6 ɼʠʚ.: Пиккио Р. çʇʣʝʪʝʥʠʝ ʩʣʦʚʝʩè ʠ ʣʠʪʝʨʘʪʫʨʥʳʝ ʩʪʠʣʠ ʧʨʘʚʦʩʣʘʚʥʳʭ 
ʩʣʘʚʷʥ ʚ ʧʦʟʜʥʝʤ ʉʨʝʜʥʝʚʝʢʦʚʴʝ // ʇʠʢʢʠʦ ʈ. Slavia Orthodoxa: ʃʠʪʝʨʘʪʫʨʘ ʠ 
ʷʟʳʢ / ʆʪʚ. ʨʝʜ. ʅ.ʅ.ɿʘʧʦʣʴʩʢʘʷ, ɺ.ɺ.ʂʘʣʫʛʠʥ; ʧʨʝʜʠʩ. ɺ.ɺ.ʂʘʣʫʛʠʥʘ, ʧʝʨʝʚ. ʩ 
ʠʪʘʣ. ʀ.ʄʠʣʷʝʚʦʡ. ï ʄ.: ɿʥʘʢ, 2003. ï ʉ.641-644. 

7 Герцман Е.В. ʎʠʪ. ʚʠʜ. ï ʉ.107. 
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ʩʠʥʪʘʢʩʠʯʥʦʾ ʦʜʠʥʠʮʽ ʚ ʩʠʥʪʘʛʤʽ, ʚ ʧʝʨʽʦʜʽ (ʢʽʣʴʢʦʭ 
ʩʫʤʽʞʥʠʭ ʩʠʥʪʘʛʤʘʭ), ʘ ʪʘʢʦʞ ʫ ʧʦʩʣʽʜʦʚʥʠʭ ʧʝʨʽʦʜʘʭ. 

ʋʩʝʨʝʜʠʥʽ ʩʠʥʪʘʛʤʠ ʯʘʩʪʽʰʝ ʟʘ ʚʩʝ ʧʦʚʪʦʨʶʶʪʴʩʷ 
ʢʦʨʝʥʽ. ʌʨʘʟʠ, ʧʦʙʫʜʦʚʘʥʽ ʦʜʥʦʢʦʨʝʥʝʚʠʤʠ ʩʣʦʚʘʤʠ, 
ʫʪʚʦʨʶʶʪʴ тавтологічний ʨʠʪʤ. ʋ ɾʠʪʽʾ ʉʝʨʛʽʷ 
ʈʘʜʦʥʝʟʴʢʦʛʦ (ʜʘʣʽ ï ɾʉʈ) ɭʧʽʬʘʥʽʡ ʟʘʧʝʚʥʷʻ ʩʘʤʦʛʦ ʩʝʙʝ ʚ 
ʪʦʤʫ, ʱʦ ɻʦʩʧʦʜʴ ʥʘʜʠʭʥʝ ʡʦʛʦ ʚ ʨʦʟʧʦʯʘʪʽʡ ʨʦʙʦʪʽ, 

ʦʩʢʽʣʴʢʠ ʟʜʘʪʥʠʡ ñʤʦʝ ʥʝ- ʨʘʟʦʫʤ- ʾʝ ʚ- ʨʘʟʦʫʤ-

ʠʪʠ, ʠ ʤʦʝʤʫ ʥʝʜʦ- ʦʫʤhʥ -ʾ ʶ ʦʫʤʝʥʾ- ʝ ʧʦʜʘʪʠò 
[ɾʉʈ, 8, ʪʫʪ ʽ ʜʘʣʽ ʚʠʜʽʣʝʥʝ ʤʥʦʶ ï ɭ.ɼ.]. ñɿʜʚʦʻʥʥʷò 
ʢʦʨʝʥʷ ʚ ʤʝʞʘʭ ʦʜʥʽʻʾ ʩʠʥʪʘʛʤʠ ï ʦʟʥʘʢʘ ñʤʽʮʥʦʛʦò 
ʬʨʘʟʦʚʦʛʦ ʧʣʝʪʽʥʥʷ. 

ʂʨʽʤ ʢʦʨʝʥʽʚ, ʫ ʩʠʥʪʘʛʤʽ ʤʦʞʫʪʴ ʧʦʚʪʦʨʶʚʘʪʠʩʷ 
ʟʘʢʽʥʯʝʥʥʷ ʩʫʩʽʜʥʽʭ ʩʣʽʚ, ʫʪʚʦʨʶʶʯʠ ʧʨʠ ʮʴʦʤʫ асонансний 
ʨʠʪʤ, ʱʦ ʥʘʜʘʻ ʧʨʦʤʦʚʽ ʤʝʣʦʜʽʡʥʦʛʦ ʟʚʫʯʘʥʥʷ. ʋ ʪʦʤʫ ʞ 
ɾʉʈ ʘʛʽʦʛʨʘʬ ʧʝʯʘʣʠʪʴʩʷ ʟ ʧʨʠʚʦʜʫ ʥʝʙʘʞʘʥʥʷ ʦʯʝʚʠʜʮʽʚ 

ʧʦʜʚʠʞʥʠʮʪʚʘ ʩʚ. ʉʝʨʛʽʷ ʧʨʦʩʣʘʚʠʪʠ ʡʦʛʦ ʞʠʪʪʷ: ñʅʠʢʪʦ 

ʞʝ ʥʝ ʜʨʲʟʥ#ʰʝ ʧʠʩʘʪʠ ʦ ʥʝʤʲ: ʥʠ ʜʘʣʥʾʠ ʥʠ 

ʙʣʠʞʥʾʠ, ʥʠ ʙʦʣʰʾʠ ʥʠ ʤʝʥʴʰʾʠò [ɾʉʈ, 2]. 
ɼʦʪʨʠʤʘʥʥʷ ʤʦʨʬʝʤʥʦʾ ʪʦʪʦʞʥʦʩʪʽ ʚ ʟʘʚʝʨʰʝʥʥʽ ʩʫʩʽʜʥʽʭ 
ʩʣʽʚ ï ʩʚʦʻʨʽʜʥʠʡ ʚʘʨʽʘʥʪ ʩʝʨʝʜʥʴʦʚʽʯʥʦʾ ʨʠʤʠ, ʷʢʘ 
ʧʨʦʜʫʢʫʻ ʟʚʝʜʝʥʥʷ ʨʠʤʦʚʘʥʠʭ ʘʬʦʨʠʟʤʽʚ. 

ʋʩʝʨʝʜʠʥʽ ʧʝʨʽʦʜʫ ñʧʦʤʥʦʞʫʶʪʴʩʷò ʟʘʢʽʥʯʝʥʥʷ 
ʦʜʥʦʨʽʜʥʠʭ ʩʣʽʚ ʪʘ ʪʠʧ ʩʠʥʪʘʢʩʠʯʥʦʛʦ ʟʚôʷʟʢʫ ʤʽʞ 
ʩʠʥʪʘʛʤʘʤʠ. ʋ ʧʝʨʝʜʤʦʚʽ ʜʦ ɾʠʪʽʷ ʉʪʝʬʘʥʘ ʇʝʨʤʩʴʢʦʛʦ 
(ʜʘʣʽ ï ɾʉʪʇ) ɭʧʽʬʘʥʽʡ ʟʘʟʥʘʯʘʻ, ʱʦ ʤʘʻ ʥʘʤʽʨ ʚʠʩʚʽʪʣʠʪʠ 

ʫʩʽ ʦʙʩʪʘʚʠʥʠ ʧʨʦʧʦʚʽʜʥʠʮʪʚʘ ʩʚ. ʉʪʝʬʘʥʘ: ñʀ ʚʲ ʠʥʦʯʴ-

ʩʪʚh, ʠ ʚʲ ʩʚʷmʝʥʥʠʯʝ- ʩʪʚh, ʠ ʚʲ ʫʯʠʪʝʣʴ-

ʩʪʚh, ʠ ʚʲ ʩʚʷʪʠʪʝʣʴ- ʩʪʚhò [ɾʉʪʇ, 50]. ɸ ʚ ɾʉʈ 
ʦʩʴ ʪʘʢ ʧʝʨʝʣʽʯʫʻ ʜʞʝʨʝʣʘ, ʟ ʷʢʠʭ ʟʙʠʨʘʚ ʤʘʪʝʨʽʘʣ ʧʨʦ ʧʨʝʧ. 

ʉʝʨʛʽʷ: ñɽʣʠʢʦ ʩʣʳʰʘʭʲ ʠ ʨʘʟʫʤʝʭʲ <... > ʝʣʠʢʘ 

^ ʩʪʘʨʝʮʴ ʩʣʳʰʘʭʲ, ʠ ʝʣʠʢʘ ʩʚʦʠʤʘ wʯʠʤʘ 

ʚʠʜhʭʲ, ʠ ʝʣʠʢʘ ^ ʩʘʤʦʛʦ ʦʫʩʪʲ ʩʣʳʰʘʭʲ, ʠ 

ʝʣʠʢʘ ʦʫʚhʜʘʭʲ ^ ʠʞʝ ʚʩʣhʜʲ ʝʛʦ ʭʦʜʠʚʰʘʛʦò 
[ɾʉʈ, 4]. ʆʜʥʘʢʦʚʽ ʟʘʢʽʥʯʝʥʥʷ ʦʜʥʦʨʽʜʥʠʭ ʩʣʽʚ ʪʘ 
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ʢʦʥʩʪʨʫʢʮʽʷ ñʠ ʝʣʠʢʘò, ʨʽʟʥʦʚʠʜ ñʽ-ʟʚôʷʟʢʫò, 
ʟʘʙʝʟʧʝʯʫʶʪʴ ñʢʽʣʴʮʝʚʝò ʧʣʝʪʽʥʥʷ ʧʦʯʘʪʢʽʚ ʪʘ ʢʽʥʮʽʚ ʥʠʟʢʠ 
ʧʦʩʣʽʜʦʚʥʠʭ ʩʠʥʪʘʛʤ. 

ʋ ʢʽʣʴʢʦʭ ʩʫʤʽʞʥʠʭ ʧʝʨʽʦʜʘʭ ʘʛʽʦʛʨʘʬ ʧʦʚʪʦʨʶʻ 
ʩʠʥʪʘʢʩʠʯʥʠʡ ʝʣʝʤʝʥʪ ï ʩʣʦʚʦʩʧʦʣʫʯʝʥʥʷ, ʱʦ ʽʥʦʜʽ ʟʘʡʤʘʻ 

ʤʽʩʮʝ ʘʥʘʬʦʨʠ (ñʝʜʠʥʦʥʘʯʘʪʠʝò) ʘʙʦ ʝʧʽʬʦʨʠ 

(ñʝʜʠʥʦʢʦʥʯʘʥʠʝò). ɸ ʚ ɾʉʪʇ ʬʨʘʛʤʝʥʪ ñʧʣʘʯʫò 
ʘʛʽʦʛʨʘʬʘ ʩʢʣʘʜʘʻʪʴʩʷ ʟ ʪʘʢʠʭ ʧʝʨʽʦʜʽʚ, ʫ ʷʢʠʭ ʦʜʥʘ ʬʨʘʟʘ 
ʚʠʢʦʨʠʩʪʘʥʘ ʥʘʚʽʪʴ ʚ ʦʙʦʭ ʬʫʥʢʮʽʷʭ ï ʩʧʦʯʘʪʢʫ ʝʧʽʬʦʨʠ, ʘ 
ʧʦʪʽʤ ʘʥʘʬʦʨʠ.  

ʉʫʤʥʠʡ ʞʘʣʴ ɭʧʽʬʘʥʽʷ ʚʽʜʢʨʠʚʘʻʪʴʩʷ ʟʽʟʥʘʥʥʷʤ ʫ 
ʪʦʤʫ, ʱʦ ʚʽʥ ʥʝ ʙʫʚ ʧʨʠʩʫʪʥʽʡ ʧʨʠ ʦʩʪʘʥʥʽʭ ʭʚʠʣʠʥʘʭ ʞʠʪʪʷ 
ʩʚ. ʉʪʝʬʘʥʘ ʽ ʯʝʨʝʟ ʮʝ ʥʝ ʟʤʽʛ ʟ ʫʩʽʤʘ ʧʨʦʚʝʩʪʠ ʡʦʛʦ ʫ 

ʚʽʯʥʽʩʪʴ: ñɽʛʜʘ ʧʨʝʩʪʘʚʣʝʥʴʝ ʯʝʩʪʥʘʛʦ ʪʝʣʘ 

ʪʚʦʝʛʦ ʙʳʩʪʴ, ʪʦʛʜʘ ʤʥʦʞʘʡʰʝʤ ʠ ʙʨʘʪʴʷʤʲ 

ʦʩʪʫʧʣʴʰʠʤ ʦʜʨʲ ʪʚʦʡ, ʫʚʳ ʤʥh, ʤʥh ʥʝ ʩʫmʫ 

ʪʫ. ʅʝ ʩʧʦʜʦʙʠʭʩʷ ʧʦʩʣʝʜʥʷʛʦ ʪʠ ʮʝʣʦʚʘʥʠʘ 

ʠ ʢʦʥʝʯʥʷʛʦ ʧʨʦmʝʥʠʘ, ʫʚʳ ʤʥh, ʤʥh ʥʝ ʩʫmʫ 

ʪʫò [ɾʉʪʇ, 240]. ɽʤʦʮʽʡʥʠʡ ʪʦʥ ʩʢʦʨʙʦʪʥʦʛʦ ʨʦʟʤʽʨʢʦ-
ʚʫʚʘʥʥʷ ʟʘʜʘʥʠʡ епіфоричним ʨʠʪʤʦʤ. 

ʅʘʜʘʣʽ ʝʢʩʧʨʝʩʠʚʥʝ ʚʠʛʫʢʫʚʘʥʥʷ ñʫʚʳ ʤʥh!ò 
ʚʠʥʦʩʠʪʴʩʷ ʥʘ ʧʦʯʘʪʦʢ ʢʦʞʥʦʛʦ ʩʫʜʞʝʥʥʷ. ʈʠʪʤ ʟʤʽʥʶʻʪʴʩʷ. 
ɼʫʰʝʚʥʘ ʩʧʫʩʪʦʰʝʥʽʩʪʴ ʪʘ ʨʦʟʧʘʯ ʧʦʩʠʣʶʶʪʴʩʷ ʟ ʯʝʨʛʦʚʠʤ 

ʧʝʨʽʦʜʦʤ: ñʋʚʳ ʤʥh! ɹʳʭ ʙʦʛʘʪʲ ʛʨhʭʠ ʠ ʣʠʰʝʥʴʠ 

ʠ ʩʪʫʜʥʳʭ ʜhʣʲ ʠʩʧʦʣʥʠʭʩʷ <... > ʋʚʳ ʤʥh! 

ʂʪʦ ʤʠ ʧʣʘʤʝʥʴ ʫʛʘʩʠʪ, ʢʪʦ ʤʠ ʪʤʫ 

ʧʨʦʩʚhʪʠʪʴ? <... > ʋʚʳ ʤʥh! ʂʘʢʦ ʩʢʦʥʯʘʶ ʤʦʝ 

ʞʠʪʴʝ, ʢʘʢ ʧʨʝʧʣʦʚʫ ʩʝ ʤʦʨʝ ʚʝʣʠʢʦʝ ʠ 

ʧʨʦʩʪʨʘʥʥʦʝ/ ? <... > ʋʚʳ ʤʥh! ɺʦʣʥʫʷʩʷ 

ʧʦʩʨʝʜh ʧʫʯʠʥʳ ʞʠʪʠʡʩʢʘʛʦ ʤʦʨʷ, ʠ ʢʘʢʦ 

ʧʦʩʪʠʛʥʫ ʚ ʪʠʰʠʥʫ ʫʤʠʣʝʥʠʘ ʠ ʢʘʢʦ ʜʦʡʜʫ ʚ 

ʧʨʠʩʪʘʥʠmʝ ʧʦʢʘʷʥʠʷ?ò [ɾʉʪʇ, 240-242]. ʇʽʩʣʷ 
ʢʦʨʠʛʫʚʘʥʥʷ ʟʚôʷʟʫʚʘʣʴʥʦʛʦ ʝʣʝʤʝʥʪʫ (ʫʩʽʢʘʥʥʷ ʯʘʩʪʠʥʠ) 
ñʚʠʣʠʪʪʷ ʧʦʯʫʪʪʽʚò ʧʨʦʜʦʚʞʫʻ ʨʫʭʣʠʚʽʰʠʡ анафоричний 

ʨʠʪʤ. ɸʥʘʬʦʨʘ ñʫʚʳ ʤʥh!ò ʩʣʫʞʠʪʴ ʟʘʛʦʣʦʚʢʦʤ ʥʦʚʦʛʦ 
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ʧʝʨʽʦʜʫ ʽ, ʚʦʜʥʦʯʘʩ, ʻ ʟʘʩʦʙʦʤ ʟʚôʷʟʢʫ ʤʽʞ ʥʠʤʠ ʫ ʚʝʣʠʢʦʤʫ 
ʬʨʘʛʤʝʥʪʽ. ñɻʨʘʶʯʠò ʨʠʪʤʘʤʠ ʚʠʢʣʘʜʫ, ʘʛʽʦʛʨʘʬ ʟʤʽʥʶʻ 
ʬʦʨʤʠ ñʩʧʽʨʘʣʴʥʦʛʦò ʤʽʞʬʨʘʟʦʚʦʛʦ ʧʣʝʪʽʥʥʷ ʚʩʴʦʛʦ ʦʜʥʠʤ 
ʩʣʦʚʦʩʧʦʣʫʯʝʥʥʷʤ.  

ʋ ʪʚʦʨʘʭ, ʥʘʧʠʩʘʥʠʭ ñʧʣʝʪʝʥʽʻʤ ʩʣʦʚʝʩò, ʨʠʪʤʽʟʘʮʽʷ 
ʫʧʦʨʷʜʢʦʚʫʻ ʣʽʪʝʨʘʪʫʨʥʠʡ ʚʠʢʣʘʜ ʟʘʚʜʷʢʠ ʪʘʢʦʤʫ 
ʤʦʚʣʝʥʥʶ, ʷʢʝ ʧʝʨʝʜʙʘʯʘʻ необмежене повторювання ʯʠ 
ʪʦ ʣʝʢʩʠʯʥʦʾ, ʯʠ ʪʦ ʩʠʥʪʘʢʩʠʯʥʦʾ ʦʜʠʥʠʮʽ. ɺʘʨʽʶʚʘʥʥʷ 
ʨʠʪʤʘʤʠ (ʚʠʢʦʨʠʩʪʘʥʥʷ ʧʨʫʞʥʠʭ ʬʦʨʤ ʧʣʝʪʽʥʥʷ ï ʚʽʜ 
ñʤʽʮʥʦʛʦò ʬʨʘʟʦʚʦʛʦ ʜʦ ñʩʧʽʨʘʣʴʥʦʛʦò ʤʽʞʬʨʘʟʦʚʦʛʦ) 
ʚʧʣʠʚʘʻ ʥʘ ʽʥʪʝʥʩʠʚʥʽʩʪʴ ʪʝʤʧʫ (ʰʚʠʜʢʦʩʪʽ ñʜʦʣʘʥʥʷò 
ʟʘʚʝʨʰʝʥʠʭ ʩʫʜʞʝʥʴ). ʋ ʘʛʽʦʛʨʘʬʽʾ ʩʧʦʩʪʝʨʽʛʘʻʤʦ ʜʚʘ ʪʝʤʧʠ 
ʚʠʢʣʘʜʫ: динамічний міркувальний, ʘʤʧʣʽʪʫʜʘ ʷʢʦʛʦ 
ʢʦʣʠʚʘʻʪʴʩʷ ʚʽʜ ʨʽʟʢʦ ʫʧʦʚʽʣʴʥʝʥʦʛʦ ʜʦ ʧʽʜʚʠʱʝʥʦ 
ʧʨʠʩʢʦʨʝʥʦʛʦ, ʪʘ розмірений оповідальний.  

ʈʽʟʢʝ ʫʧʦʚʽʣʴʥʝʥʥʷ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʚʠʢʣʘʜʫ 
ʟʜʽʡʩʥʶʻʪʴʩʷ ʯʝʨʝʟ ʧʦʩʠʣʝʥʥʷ ʷʢʦʛʦ-ʥʝʙʫʜʴ ʪʚʝʨʜʞʝʥʥʷ 
ʚʝʣʠʢʦʶ ʢʽʣʴʢʽʩʪʶ ʮʠʪʘʪ. ʇʨʠʡʦʤ ʮʠʪʘʪʥʦʛʦ ʨʦʟʰʠʨʝʥʥʷ 
(ʣʘʪ. ï ñʘʤʧʣʽʬʽʢʘʮʽʾò), ʥʘʡʯʘʩʪʦʪʥʽʰʠʡ ʫ ʪʚʦʨʘʭ ʟ 
ʨʽʟʥʦʤʘʥʽʪʥʠʤʠ ʬʦʨʤʘʤʠ ʩʣʦʚʝʩʥʠʭ ʧʣʝʪʽʥʴ, ʜʦʟʚʦʣʷʻ 
ʘʛʽʦʛʨʘʬʘʤ ʟʦʩʝʨʝʜʞʫʚʘʪʠ ʫʚʘʛʫ ʘʫʜʠʪʦʨʽʾ ʥʘ ʧʝʚʥʠʭ 
ʩʫʜʞʝʥʥʷʭ, ʷʢʽ, ʟ ʾʭ ʪʦʯʢʠ ʟʦʨʫ, ʧʦʪʨʝʙʫʶʪʴ ʥʘʡʙʽʣʴʰ 
ʧʨʦʥʠʢʣʠʚʦʛʦ ʜʫʭʦʚʥʦʛʦ ʧʝʨʝʞʠʚʘʥʥʷ. 

ʋ ʮʴʦʤʫ ʚʽʜʥʦʰʝʥʥʽ ʧʦʢʘʟʦʚʠʤ ʻ ʬʨʘʛʤʝʥʪ ɾʉʪʇ, ʫ 
ʷʢʦʤʫ ɭʧʽʬʘʥʽʡ ʧʨʦʛʦʣʦʰʫʻ ʧʨʦʭʘʣʴʥʫ ʤʦʣʠʪʚʫ ʩʚ. 
ʉʪʝʬʘʥʘ ʧʝʨʝʜ ʩʪʨʘʪʦʶ ʥʘ ʚʦʛʥʠʱʽ, ʷʢʘ ʙʫʣʘ ʟʘʜʫʤʘʥʘ, ʘʣʝ 
ʪʘʢ ʽ ʥʝ ʟʜʽʡʩʥʝʥʦʶ ʨʦʟʣʶʯʝʥʠʤʠ ʷʟʠʯʥʠʢʘʤʠ. ʇʨʦʭʘʥʥʷ 
ʧʨʦʩʚʽʪʥʠʢʘ ʷʚʣʷʻ ʩʦʙʦʶ ñʯʫʞʝ ʩʣʦʚʦò, ʧʦʙʫʜʦʚʘʥʝ ʟʘ 
ʜʦʧʦʤʦʛʦʶ ʜʝʢʽʣʴʢʦʭ ʜʝʩʷʪʢʽʚ ʮʠʪʘʪ ʽʟ ʇʩʘʣʪʠʨʷ, 
ʨʦʟʪʘʰʦʚʘʥʠʭ ʧʽʜʨʷʜ, ʘʣʝ ʘʙʩʦʣʶʪʥʦ ʪʦʪʦʞʥʠʭ ʟʘ ʟʤʽʩʪʦʤ. 

ɿʘʛʦʣʦʚʥʘ ʬʨʘʟʘ, ʩʧʦʚʥʝʥʘ ʚʽʜʯʘʡʜʫʰʥʦʛʦ ʩʪʦʛʦʥʫ, ï ñɺʩʠ 
ʷʟʳʮʠ, ʦʙʴʰʝʜʰʝ, ʦʙʠʜʦʰʘ ʤʷ, ʷʢʦ ʧʯʝʣʳ 

ʩʦʪʲ, ʠ ʨʘʟʛʦʨhʰʘʩʷ, ʷʢʦ ʦʛʥʴ ʚ ʪʝʨʥʴʠ, 

ʠʤʝʥʝʤ ɻʦʩʧʦʜʥʠʤʲ ʧʨʦʪʠʚʣʷʭʩʷ ʠʤò (ʇʩ. 117, 10-
12), ʤʘʻ ʜʚʽ ʩʢʣʘʜʦʚʽ: ʢʦʥʩʪʘʪʫʚʘʥʥʷ ñʤʝʥʽ ʟʘʛʨʦʞʫʻ 
ʥʝʙʝʟʧʝʢʘò ʽ ʟʚʝʨʥʝʥʥʷ ʜʦ ɹʦʛʘ: ñɻʦʩʧʦʜʠ, ʧʨʠʡʜʠ ʤʝʥʽ ʥʘ 
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ʜʦʧʦʤʦʛʫò. ʂʦʞʥʘ ʥʘʩʪʫʧʥʘ ʮʠʪʘʪʘ ʧʦʚʥʽʩʪʶ ʧʦʚʪʦʨʶʻ ʘʙʦ 
ʦʜʥʫ ʟ ʮʠʭ ʩʢʣʘʜʦʚʠʭ, ʘʙʦ ʦʙʠʜʚʽ ʨʘʟʦʤ. ɿʘʷʚʣʝʥʘ ʥʘ 
ʧʦʯʘʪʢʫ ʜʫʤʢʘ ʥʽʷʢ ʥʝ ʨʦʟʛʦʨʪʘʻʪʴʩʷ, ʪʦʤʫ ʨʦʟʤʽʨʢʦʚʫʚʘʥʥʷ 
ʧʦ ʩʫʪʽ ʧʨʠʟʫʧʠʥʷʻʪʴʩʷ ï ʪʝʤʧ ʚʠʢʣʘʜʫ ʫʧʦʚʽʣʴʥʶʻʪʴʩʷ ʜʦ 
ʥʫʣʴʦʚʦʛʦ. 

ɺʦʯʝʚʠʜʴ, ʧʦʩʣʘʙʣʝʥʘ ʜʠʥʘʤʽʢʘ ʘʚʪʦʨʩʴʢʠʭ ʤʽʨʢʫʚʘʥʴ 
ʻ ʦʜʥʠʤ ʽʟ ʩʧʦʩʦʙʽʚ ʥʝʚʝʨʙʘʣʴʥʦʾ ʘʨʛʫʤʝʥʪʘʮʽʾ. ʋ 
ʚʠʱʝʚʢʘʟʘʥʦʤʫ ʫʨʠʚʢʫ ɾʉʪʇ, ʷʢʠʡ ʟʘ ʆ.ʌ.ʂʦʥʦʚʘʣʦʚʦʶ 
ʜʦʨʝʯʥʦ ʚʠʟʥʘʯʠʪʠ ñʥʘʛʥʽʪʘʥʥʷʤ ʮʠʪʘʪò

8
, ʘʛʽʦʛʨʘʬ ʦʨʽʻʥʪʫʻ 

ʩʣʫʭʘʯʽʚ ʥʘ ʫʚʘʞʥʝ ñʧʝʨʝʞʠʚʘʥʥʷò ʜʫʤʢʠ ʧʨʦ ʤʫʯʝʥʠʮʴʢʠʡ 
ʧʦʜʚʠʛ ʩʚ. ʉʪʝʬʘʥʘ ʟ ʤʝʪʦʶ ʦʩʪʘʪʦʯʥʦʛʦ ʧʝʨʝʢʦʥʘʥʥʷ ʾʭ ʫ 
ʪʦʤʫ, ʱʦ ʩʘʤʝ ʯʝʨʝʟ ʛʦʪʦʚʥʽʩʪʴ ʧʨʠʡʥʷʪʠ ʩʤʝʨʪʴ ʧʝʨʤʩʴʢʠʡ 
ʧʨʦʧʦʚʽʜʥʠʢ ʤʦʞʝ ʙʫʪʠ ʟʘʨʘʭʦʚʘʥʠʡ ʜʦ ʭʨʠʩʪʠʷʥʩʴʢʠʭ 
ʩʪʨʘʩʪʦʪʝʨʧʮʽʚ. 

ɼʨʫʛʠʤ ʩʧʦʩʦʙʦʤ ʥʝʚʝʨʙʘʣʴʥʦʾ ʘʨʛʫʤʝʥʪʘʮʽʾ ʤʦʞʥʘ 
ʚʚʘʞʘʪʠ ʧʦʩʠʣʝʥʫ ʜʠʥʘʤʽʢʫ ʨʦʟʤʽʨʢʦʚʫʚʘʥʥʷ. ʋ 
ʘʛʽʦʛʨʘʬʽʯʥʠʭ ʪʚʦʨʘʭ ʪʝʤʧ ʚʠʢʣʘʜʫ ʧʨʠʩʢʦʨʶʻʪʴʩʷ ʧʦ-
ʨʽʟʥʦʤʫ, ʧʨʦʪʝ ʥʝʟʤʽʥʥʦʶ ʦʟʥʘʢʦʶ ʧʨʠʩʢʦʨʝʥʥʷ ʻ 
ʚʠʢʦʨʠʩʪʘʥʥʷ ʧʽʜʨʷʜ ʟʥʘʯʥʦʾ ʢʽʣʴʢʦʩʪʽ ʧʨʦʩʪʠʭ ʩʫʙôʻʢʪʥʦ-
ʧʨʝʜʠʢʘʪʥʠʭ ʢʦʥʩʪʨʫʢʮʽʡ ʪʘ ʜʦʪʨʠʤʘʥʥʷ ʩʫʨʷʜʥʦ-
ʟôʻʜʥʫʚʘʣʴʥʦʛʦ ʟʚôʷʟʢʫ ʤʽʞ ʥʠʤʠ. 

ʋʟʘʛʘʣʴʥʶʶʯʠ ʚ ñʧʦʭʚʘʣʴʥʦʤʫ ʩʣʦʚʽò ɾʉʈ ʧʦʜʚʠʛʠ 
ʧʨʝʧ. ʉʝʨʛʽʷ, ɭʧʽʬʘʥʽʡ ʥʘʥʠʟʫʻ ʢʽʣʴʢʘ ʜʝʩʷʪʢʽʚ ʚʠʟʥʘʯʝʥʴ 

ʩʚʷʪʦʛʦ, ʧʦʙʫʜʦʚʘʥʠʭ ʟʘ ʤʦʜʝʣʣʶ ñʢʦʤʫ ï ʭʪʦò: ñé^ʮʘʤʴ 

ʦʪʝʮʴ ʠ ʦʫʯʠʪʝʣʝʤʲ ʦʫʯʠʪʝʣʴ, ʥʘʢʘʟʘʪʝʣʴ 

ʚʦʞʜʝʤʲ, ʧʘʩʪʳʨʝʤʲ ʧʘʩʪʳʨʴ, ʠʛʦʫʤʝʥʦʤʲ 

ʥʘʩʪʘʚʥʠʢʲ, ʤʥʠʭʦʤʴ ʥʘʯʘʣʥʠʢʲ, ʤʦʥʘʩʪʳʨʝʤ 

ʩʪʨʦʠʪʝʣʴ, ʧʦʩʪʥʠʢʦʤʲ ʧʦʭʚʘʣʘ, ʤʣʲʯ#ʣʥʠʢʦʤʲ 

ʦʫʜʦʙʨʝʥʾʝ, ʠʝʨʝwʤʲ ʢʨʘʩʦʪʘéò [ɾʉʈ, 148]. ʅʝ 
ʟʫʧʠʥʷʶʯʠʩʴ ʧʽʜ ʯʘʩ ʧʘʥʝʛʽʨʠʯʥʦʛʦ ʚʠʩʣʦʚʣʶʚʘʥʥʷ, 
ʘʛʽʦʛʨʘʬ ʜʦʢʣʘʜʥʦ ʥʝ ʨʦʟʛʣʷʜʘʻ ʞʦʜʥʫ ʚʽʜʤʽʯʝʥʫ ʜʫʭʦʚʥʫ 
ʷʢʽʩʪʴ ʩʚʷʪʦʛʦ. ɺʠʩʦʢʠʡ ʪʝʤʧ, ʜʦʩʷʛʥʫʪʠʡ ʩʫʨʷʜʥʠʤ 
ʩʢʨʽʧʣʝʥʥʷʤ ʥʝʧʦʰʠʨʝʥʠʭ ʨʝʯʝʥʴ, ʫ ʜʝʷʢʠʭ ʤʽʩʮʷʭ 

                                                           
8 Коновалова О.Ф. ʂʦʥʩʪʨʫʢʪʠʚʥʦʝ ʠ ʩʪʠʣʠʩʪʠʯʝʩʢʦʝ ʧʨʠʤʝʥʝʥʠʝ ʮʠʪʘʪ ʚ 
çɾʠʪʠʠ ʉʪʝʬʘʥʘ ʇʝʨʤʩʢʦʛʦè, ʥʘʧʠʩʘʥʥʦʤ ɽʧʠʬʘʥʠʝʤ ʇʨʝʤʫʜʨʳʤ // 
Zeitschrift f¿r Slawistik. ï M¿nchen, 1979. ï Bd. 24, H. 4. ï S.505. 



Джиджора Євген. Риторичні технології упорядкованості літературного викладу... 

 

109 

ʧʽʜʪʨʠʤʘʥʠʡ ñʤʽʮʥʠʤò ʪʘʚʪʦʣʦʛʽʯʥʠʤ ʨʠʪʤʦʤ 

(ñʦʫʯʠʪʝʣʝʤʲ ʦʫʯʠʪʝʣʴò).  
ʊʝʤʧ ʚʠʢʣʘʜʫ ʤʘʢʩʠʤʘʣʴʥʦ ʧʨʠʩʢʦʨʶʻʪʴʩʷ ʪʘʢʦʞ ʫ 

ʣʘʥʮʶʞʢʫ, ʟʚʝʜʝʥʦʤʫ ʚʦʻʜʠʥʦ ʦʜʥʦʨʽʜʥʠʤʠ ʝʤʦʮʽʡʥʦ-
ʟʙʫʜʞʝʥʠʤʠ ʟʘʧʠʪʘʥʥʷʤʠ. ʊʘʢʽ ʢʦʥʩʪʨʫʢʮʽʾ ʘʢʘʜʝʤʽʢ 
ɺ.ʅ.ʊʦʧʦʨʦʚ ʚʦʣʽʻ ʥʘʟʠʚʘʪʠ ñʟʛʫʱʝʥʥʷʤ ʧʠʪʘʣʴʥʦʛʦ 
ʧʨʦʩʪʦʨʫò

9
. ʋ ɾʉʪʇ ʘʛʽʦʛʨʘʬ ñʟʛʫʱʫʻò ʚʣʘʩʥʝ ʟʜʠʚʫʚʘʥʥʷ ʟ 

ʧʨʠʚʦʜʫ ʥʝʚʠʟʥʘʯʝʥʦʩʪʽ, ʷʢ ʥʘʡʧʦʚʥʽʰʝ ʟʚʝʣʠʯʠʪʠ ʩʚ. 

ʉʪʝʬʘʥʘ: ñʅʦ ʯʪʦ ʪʷ ʥʘʨʝʢʫ, ʦ ʝʧʠʩʢʦʧʝ? ʀʣʠ 

ʯʪʦ ʪʷ ʠʤʝʥʫʶ? ʀʣʠ ʯʠʤ ʪʷ ʧʨʠʟʦʚʫ? ʀ ʢʘʢʦ 

ʪʷ ʧʨʦʚhmʘʶ? ʀʣʠ ʯʠʤ ʪʷ ʤhʥʶ? ʀʣʠ ʯʪʦ ʪʷ 

ʧʨʠʛʣʘʰʶ? ʂʘʢʦ ʧʦʭʚʘʣʶ, ʢʘʢʦ ʧʦʯʪʫ, ʢʘʢʦ 

ʫʙʣʘʞʶ, ʢʘʢʦ ʨʘʟʣʦʞʶ ʠ ʢʘʢʫ ʭʚʘʣʫ ʪʠ 

ʩʧʣʝʪʫ?ò [ɾʉʪʇ, 242]. ʇʦʰʫʢʠ ʘʜʝʢʚʘʪʥʦʛʦ ʽʤʝʥʫʚʘʥʥʷ 
ʩʚʷʪʦʛʦ ñʨʦʟʪʷʛʫʶʪʴʩʷò ʟʘʚʜʷʢʠ ʰʚʠʜʢʦʧʣʠʥʥʦʤʫ 
ʧʝʨʝʙʠʨʘʥʥʶ ʤʦʞʣʠʚʠʭ ʧʽʜʭʦʜʽʚ ʫ ʡʦʛʦ ʧʨʦʩʣʘʚʣʷʥʥʽ. 

ʈʘʟʦʤ ʽʟ ʥʘʥʠʟʫʚʘʥʥʷʤ ʟʘʧʠʪʘʥʴ-ʟʜʠʚʫʚʘʥʴ, ʘʛʽʦʛʨʘʬ 
ʧʨʠʩʢʦʨʶʻ ʪʝʤʧ ʚʠʢʣʘʜʫ ʟʘ ʜʦʧʦʤʦʛʦʶ ʥʘʧʣʘʩʪʫʚʘʥʥʷ ʥʝ 
ʤʝʥʰ ʝʤʦʮʽʡʥʠʭ ʩʧʦʥʫʢʘʣʴʥʠʭ ʚʠʛʫʢʽʚ. ʆʩʴ ʷʢ ʫ ɾʉʈ 
ɭʧʽʬʘʥʽʡ ʟʘʢʣʠʢʘʻ ʧʘʤôʷʪʘʪʠ ʽʩʪʦʨʠʯʥʝ ʧʦʜʚʠʞʥʠʮʪʚʦ 

ʪʨʦʾʮʴʢʦʛʦ ʽʛʫʤʝʥʘ: ñɼʘ ʥʝ ʟʘʙʚʝʥʦ ʙʦʫʜʝʪʲ ʞʠʪʝʾ 

ʩʚ#ʪʘʛʦ ʪʠʭʦʝ ʠ ʢʨʦʪʢʦʝ ʠ ʥʝʟʣʦʙʠʚʦʝ, ʜʘ ʥʝ 

ʟʘʙʚʝʥʦ ʙʦʫʜʝʪʲ ʞʠʪʝʾ ʝʛʦ ʯʝʩʪʥʦʝ ʠ 

ʥʝʧʦʨʦʯʥʦʝ ʠ ʙʝʟʤ#ʪʝʞʥʦʝ, ʜʘ ʥʝ ʟʘʙʚʝʥʦ 

ʙʦʫʜʝʪʲ ʞʠʪʝʾ ʝʛʦ ʜʦʙʨʦʜhʪʝʣʴʥʦʝ ʠ ʯʶʜʥʦʝ ʠ 

ʧʨʝʠʟ#mʥʦʝ, ʜʘ ʥʝ ʟʘʙʚʝʥʳ ʙʦʫʜʦʫʪʲ ʤʥʦʛʳ# 

ʝʛʦ ʜʦʙʨʦʜhʪʝʣʠ ʠ ʚʝʣʠʢʘʘ ʠʩʧʨʘʚʣʝʥʾʘéò 
[ɾʉʈ, 153]. ʊʫʪ ʚʠʩʦʢʠʡ ʪʝʤʧ ʟʫʤʦʚʣʝʥʠʡ ʚʞʠʚʘʥʥʷʤ 

ʘʥʘʬʦʨʠʯʥʦʛʦ ʨʠʪʤʫ, ʚʩʪʘʥʦʚʣʝʥʦʛʦ ʝʣʝʤʝʥʪʦʤ ñʜʘ ʥʝ 

ʟʘʙʚʝʥʦ ʙʦʫʜʝʪʲò, ʜʦ ʷʢʦʛʦ ʧʽʜʙʠʨʘʶʪʴʩʷ ʱʦʨʘʟ ʥʦʚʽ 
ʛʫʯʥʽ ʚʠʤʦʛʠ. 

                                                           
9  Топоров В.Н. ɾʠʟʥʝʥʥʦʝ ʜʝʣʦ ʉʝʨʛʠʷ ʈʘʜʦʥʝʞʩʢʦʛʦ // ʊʦʧʦʨʦʚ ɺ. ʅ. ʉʚʷʪʦʩʪʴ ʠ 
ʩʚʷʪʳʝ ʚ ʨʫʩʩʢʦʡ ʜʫʭʦʚʥʦʡ ʢʫʣʴʪʫʨʝ. ɺ 2-ʭ ʪ.ʪ. ï ʄ.: ʗʟʳʢʠ ʨʫʩʩʢʦʡ ʢʫʣʴʪʫʨʳ, 
1998. ï ʊ.2. ʊʨʠ ʚʝʢʘ ʭʨʠʩʪʠʘʥʩʪʚʘ ʥʘ ʈʫʩʠ (XIIïXIV ʚʝʢʘ). ï ʉ.644. 
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ʇʦʩʠʣʝʥʘ ʜʠʥʘʤʽʢʘ ʘʚʪʦʨʩʴʢʠʭ ʤʽʨʢʫʚʘʥʴ ï ʪʘʢʠʡ 
ʩʧʦʩʽʙ ʥʝʚʝʨʙʘʣʴʥʦʾ ʘʨʛʫʤʝʥʪʘʮʽʾ, ʫ ʷʢʠʡ ʘʛʽʦʛʨʘʬ ʥʘʜʘʻ 
ʩʣʫʭʘʯʝʚʽ ʥʝʟʘʧʝʨʝʯʥʽ ʜʦʢʘʟʠ, ʱʦ, ʥʘ ʡʦʛʦ ʨʦʟʫʤʽʥʥʷ, ʥʝ 
ʧʦʪʨʝʙʫʶʪʴ ʨʝʪʝʣʴʥʦʛʦ ʦʙˇʨʫʥʪʫʚʘʥʥʷ. ʉʪʨʽʤʢʠʡ ʧʝʨʝʭʽʜ 
ʚʽʜ ʦʜʥʦʛʦ ʩʫʜʞʝʥʥʷ ʜʦ ʽʥʰʦʛʦ ʩʚʽʜʯʠʪʴ ʧʨʦ ʙʝʟʩʫʤʥʽʚʥʝ 
ʧʝʨʝʢʦʥʘʥʥʷ ʘʚʪʦʨʘ ʚ ʪʦʤʫ, ʱʦ ʡʦʛʦ ʘʫʜʠʪʦʨʽʷ ʩʪʦʾʪʴ ʥʘ 
ʦʜʥʽʡ ʩʚʽʪʦʛʣʷʜʥʦ-ʝʩʪʝʪʠʯʥʽʡ ʧʦʟʠʮʽʾ ʟ ʥʠʤ ʫ ʨʦʟʛʣʷʥʫʪʦʤʫ 
ʧʠʪʘʥʥʽ. 

ʋʧʦʚʽʣʴʥʝʥʠʡ ʪʘ ʧʨʠʩʢʦʨʝʥʠʡ ʪʝʤʧʠ ʣʽʪʝʨʘʪʫʨʥʦʛʦ 
ʚʠʢʣʘʜʫ ʧʦʟʥʘʯʘʶʪʴ ʢʨʘʡʥʽ ʤʝʞʽ ʘʚʪʦʨʩʴʢʦʛʦ ʤʘʥʝʚʨʫʚʘʥʥʷ 
ʚ ʨʦʟʤʽʨʢʦʚʫʚʘʥʥʽ. ɸʛʽʦʛʨʘʬʫ ʚʣʘʩʪʠʚʦ ʘʙʦ ñʟʫʧʠʥʷʪʠò 
ʨʦʟʜʫʤʠ ʽ ʪʨʠʚʘʣʠʡ ʯʘʩ ʩʧʦʛʣʷʜʘʪʠ ʷʢʫʩʴ ʚʘʞʣʠʚʫ ʽʜʝʶ, ʘʙʦ 
ñʩʢʦʚʟʘʪʠò ʤʘʪʝʨʽʘʣʦʤ, ʧʦʟʥʘʯʘʶʯʠ ʪʚʝʨʜʞʝʥʥʷ, ʱʦ ʤʘʶʪʴ 
ʙʫʪʠ ʧʨʠʡʥʷʪʽ ʙʝʟ ʟʘʧʝʨʝʯʝʥʴ. ɺʽʜʪʘʢ ʫʧʦʨʷʜʢʦʚʘʥʽʩʪʴ 
ʨʦʟʤʽʨʢʦʚʫʚʘʣʴʥʦʛʦ ʪʝʤʧʫ ʧʦʣʷʛʘʻ ʚ ʜʦʜʝʨʞʘʥʥʽ 
ʚʽʜʧʦʚʽʜʥʦʩʪʽ ʤʽʞ ʟʤʽʩʪʦʤ ʚʠʩʣʦʚʣʝʥʦʾ ʪʝʟʠ ʪʘ ʬʦʨʤʘʤʠ ʾʾ 
ʨʝʧʨʝʟʝʥʪʘʮʽʾ ʜʦʨʝʯʥʠʤ ʨʠʪʤʦʤ.  

ʅʘ ʧʨʦʪʠʚʘʛʫ ʤʘʥʝʚʨʝʥʦʤʫ ʨʦʟʤʽʨʢʦʚʫʚʘʥʥʶ 
ʦʧʦʚʽʜʘʣʴʥʠʡ ʪʝʤʧ ʥʝ ʚʽʜʨʽʟʥʷʻʪʴʩʷ ʙʘʛʘʪʦʬʫʥʢʮʽʦ-
ʥʘʣʴʥʽʩʪʶ. ʋ ʘʛʽʦʛʨʘʬʽʯʥʦʤʫ ʪʚʦʨʽ ʥʘʨʘʪʠʚʥʽ ʝʧʽʟʦʜʠ 
ʧʦʙʫʜʦʚʘʥʽ ʟʘ ʩʭʝʤʦʶ причина – колізія – повчання. ʋ ʥʽʡ 
ʜʨʫʛʠʡ ʢʦʤʧʦʥʝʥʪ, ʟʚʽʩʥʦ, ʥʘʡʙʽʣʴʰʠʡ ʟʘ ʦʙʩʷʛʦʤ, ʘʣʝ 
ʥʘʩʪʽʣʴʢʠ, ʥʘʩʢʽʣʴʢʠ ʧʦʪʨʽʙʥʦ, ʱʦʙ ʥʝ ʚʪʨʘʪʠʚʩʷ ʟʚôʷʟʦʢ ʤʽʞ 
ʧʝʨʝʜʫʤʦʚʦʶ ʩʶʞʝʪʥʦʾ ʩʠʪʫʘʮʽʾ ʪʘ ʤʦʨʘʣʴʥʠʤ ʚʠʩʥʦʚʢʦʤ, 
ʷʢʠʡ ʽʟ ʥʝʾ ʚʠʪʽʢʘʻ. ʃʘʢʦʥʽʯʥʠʡ ʚʠʢʣʘʜ ʢʦʞʥʦʾ ʩʢʣʘʜʦʚʦʾ 
ʚʢʘʟʘʥʦʾ ʩʭʝʤʠ ʽ ʦʙʫʤʦʚʣʶʻ оповідальну розміреність. 

ʋ ɾʠʪʽʾ ʅʠʢʦʥʘ ʈʘʜʦʥʝʟʴʢʦʛʦ (ʜʘʣʽ ï ɾʅʈ) ʇʘʭʦʤʽʡ 
ʉʝʨʙ ʚʠʢʣʘʜʘʻ ʧʦʜʽʶ, ʱʦ ʩʪʘʣʘʩʷ ʚ ʧʝʨʝʜʜʝʥʴ ʥʘʰʝʩʪʷ ʥʘ 
ʈʫʩʴ ʦʨʜʠʥʩʴʢʦʛʦ ʭʘʥʘ ɭʜʠʛʝʷ. ʋ передумові ʝʧʽʟʦʜʫ 
ʚʢʘʟʘʥʦ, ʱʦ ʩʚ. ʅʠʢʦʥ ʟʚʝʨʥʫʚʩʷ ʚ ʤʦʣʠʪʚʽ ʜʦ ʩʚʦʛʦ 
ʥʝʙʝʩʥʦʛʦ ʧʦʢʨʦʚʠʪʝʣʷ ʩʚ. ʉʝʨʛʽʷ ʟ ʪʠʤ, ʱʦʙ ʪʦʡ ʫʧʨʦʩʠʚ 
ɹʦʛʘ ʚʨʷʪʫʚʘʪʠ ʨʫʩʴʢʽ ʟʝʤʣʽ ʚʽʜ ʽʥʦʧʣʝʤʽʥʥʠʢʽʚ. ʋ колізії 
ʡʜʝʪʴʩʷ ʧʨʦ ʚʠʜʽʥʥʷ, ʱʦ ʧʦʙʘʯʠʚ ʩʚ. ʅʠʢʦʥ, ʪʘ ʧʨʦ ʡʦʛʦ 
ʨʝʘʢʮʽʶ ʥʘ ʧʦʙʘʯʝʥʝ ʽ ʧʦʯʫʪʝ. ɼʦ ʢʝʣʽʾ ʩʚʷʪʦʛʦ ʟʘʚʽʪʘʣʠ 
ʤʠʪʨʦʧʦʣʠʪʠ ʇʝʪʨʦ ʪʘ ʆʣʝʢʩʽʡ, ʘ ʟ ʥʠʤʠ ʽ ʩʚ. ʉʝʨʛʽʡ. 
ɺʽʜʚʽʜʫʚʘʯʽ ʧʦʧʝʨʝʜʠʣʠ ʩʚ. ʅʠʢʦʥʘ, ʱʦ ʥʝʟʘʙʘʨʦʤ 
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ʩʪʘʥʝʪʴʩʷ ʚʝʣʠʢʝ ʣʠʭʦ, ʘʣʝ ʡ ʧʦʷʩʥʠʣʠ, ʱʦ ʥʘ ʪʦ ʻ ɻʦʩʧʦʜʥʷ 

ʚʦʣʷ: ñʊʘʢʦ, -  ʨʝʯʝ -  ʩʫʜʙʘʤ ɹʦʞʠʠʤʲ ʠʟʚʦʣʠʩʷ, 

ʝʞʝ ʦ ʥʘʰʝʩʪʚʠʠ ʠʥʦʧʣʝʤʝʥʥʠʢò [ɾʅʈ, 94]. 
ʅʘʪʭʥʝʥʥʠʡ ʧʦʜʚʠʞʥʠʢ ʥʘʧʦʫʤʠʚ ʙʨʘʪʽʶ, ʽ ʚʩʽ ʨʘʟʦʤ 
ʩʤʠʨʝʥʥʦ ʚʽʜʜʘʣʠʣʠʩʷ ʟ ʤʦʥʘʩʪʠʨʷ, ʘ ʢʦʣʠ ʧʦʚʝʨʥʫʣʠʩʷ, 
ʧʦʙʘʯʠʣʠ ʩʧʫʩʪʦʰʝʥʫ ʦʙʠʪʝʣʴ. ʄʦʨʘʣʴʥʠʤ висновком 
ʝʧʽʟʦʜʫ ʻ ʧʦʚʦʜʞʝʥʥʷ ʩʚ. ʅʠʢʦʥʘ, ʢʦʪʨʠʡ ʟ ʨʘʜʽʩʪʶ, ʱʦ 
ʟʜʡ̔ʩʥʠʚʩʷ ɹʦʞʠʡ ʟʘʜʫʤ ʥʘ ʢʦʨʠʩʪʴ ʯʝʥʮʷʤ, ʧʦʯʘʚ 

ʚʽʜʥʦʚʣʶʚʘʣʴʥʽ ʨʦʙʦʪʠ: ñʅʝ ʥʠʟʲʧʘʜʝ ʧʝʯʘʣʠʶ, ʥʝ 

ʫʥʳ ʠʣʠ ʦʩʣʘʙh ʦʪ ʧʦʜʚʠʛʘ, ʥʦ ʘʙʠʝ 

ʚʦʩʪʘʝʪʲ ʤʫʞʝʩʢʠò [ɾʅʈ, 94]. ʋ ʮʴʦʤʫ ʦʧʦʚʽʜʘʣʴʥʦʤʫ 
ʬʨʘʛʤʝʥʪʽ причина ʽ повчання ʫʪʚʦʨʶʶʪʴ ʩʠʤʝʪʨʽʶ. 
ʉʧʦʯʘʪʢʫ ʥʝʙʝʩʥʽ ʟʘʩʪʫʧʥʠʢʠ ʨʫʩʴʢʦʾ ʟʝʤʣʽ ʧʝʨʝʢʦʥʫʶʪʴ 
ʩʚ. ʅʠʢʦʥʘ ʟ ʚʽʨʦʶ ʧʝʨʝʥʝʩʪʠ ɹʦʞʠʡ ʛʥʽʚ, ʘ ʧʦʪʽʤ ʚʞʝ ʩʘʤ 
ʩʚʷʪʠʡ ʥʘʜʠʭʘʻ ʙʨʘʪʽʶ ʤʫʞʥʴʦ ʩʧʨʠʡʥʷʪʠ ʟʘʧʦʜʽʷʥʝ 
ʚʦʨʦʛʦʤ ʟʣʦ ʽ ʧʦʥʦʚʠʪʠ ʟʚʠʯʥʠʡ ʫʩʪʨʽʡ ʤʦʥʘʩʪʠʨʩʴʢʦʛʦ 
ʞʠʪʪʷ. 

ʗʢʱʦ ʫʧʦʨʷʜʢʦʚʘʥʽʩʪʴ ʨʦʟʤʽʨʢʦʚʫʚʘʣʴʥʦʛʦ ʪʝʤʧʫ 
ʧʦʣʷʛʘʻ ʫ ʧʽʜʙʠʨʘʥʥʽ ʘʜʝʢʚʘʪʥʦʾ ʜʠʥʘʤʽʢʠ, ʪʦ 
ʫʧʦʨʷʜʢʦʚʘʥʽʩʪʴ ʦʧʦʚʽʜʘʣʴʥʦʛʦ ï ʫ ʨʽʚʥʦʮʽʥʥʦʤʫ 
ʩʧʽʚʚʽʜʥʦʰʝʥʥʽ ʩʢʣʘʜʦʚʠʭ ʥʘʨʘʪʠʚʥʦʾ ʩʭʝʤʠ. ʅʘʩʢʽʣʴʢʠ 
ʩʪʠʩʣʠʤʠ, ʘʣʝ ʯʽʪʢʦ ʩʬʦʨʤʫʣʴʦʚʘʥʠʤʠ ʻ ʪʝʟʠ ʧʝʨʰʦʛʦ ʡ 
ʦʩʪʘʥʥʴʦʛʦ ʢʦʤʧʦʥʝʥʪʽʚ, ʱʦ ʚʽʜʙʠʪʽ ʦʜʥʘ ʚ ʜʨʫʛʽʡ ʷʢ 
питання / відповідь, ʥʘʩʪʽʣʴʢʠ ʨʦʟʛʦʨʥʫʪʦʶ ʻ ʢʦʣʽʟʽʷ, 
ʧʨʠʟʥʘʯʝʥʥʷ ʷʢʦʾ, ʧʦ-ʧʝʨʰʝ, ʟʘʙʝʟʧʝʯʠʪʠ ʧʦʷʩʥʶʚʘʣʴʥʠʡ 
ʟʚôʷʟʦʢ ʤʽʞ ʧʝʨʝʜʫʤʦʚʦʶ ʪʘ ʚʠʩʥʦʚʢʦʤ, ʧʦ-ʜʨʫʛʝ, ʚʠʯʝʨʧʥʦ 
ʨʦʟʢʨʠʪʠ ʦʙʩʪʘʚʠʥʠ ʧʦʚʯʘʣʴʥʦʾ ʩʠʪʫʘʮʽʾ. 

ʊʝʤʧʠ ʚʩʪʘʥʦʚʣʶʶʪʴ ʚʽʜʧʦʚʽʜʥʽ ʬʦʨʤʠ ʣʽʪʝʨʘʪʫʨʥʦʛʦ 
ʚʠʢʣʘʜʫ ï розмірковування ʪʘ оповідь (ʫ ʨʠʪʦʨʠʯʥʽʡ 
ʪʨʘʜʠʮʽʾ ï oratio ʪʘ narratio).  

ʋ ñʩʠʣʴʥʠʭ ʧʦʟʠʮʽʷʭò ʘʛʽʦʛʨʘʬʽʯʥʦʛʦ ʪʚʦʨʫ ï 
ñʧʝʨʝʜʤʦʚʽò ʪʘ ñʧʦʭʚʘʣʽò ï ʘʚʪʦʨ ʟʘʚʞʜʠ ʨʦʟʤʽʨʢʦʚʫʻ. 
ʉʢʘʞʽʤʦ, ʫ ɾʉʪʇ ɭʧʽʬʘʥʽʡ ʨʦʟôʷʩʥʶʻ ʩʚʦʻ ʙʘʞʘʥʥʷ 
ʟʘʧʠʩʘʪʠ ʧʦʜʚʠʛʠ ʚʠʜʘʪʥʦʛʦ ʧʨʦʩʚʽʪʠʪʝʣʷ ʧʝʨʤʩʴʢʦʾ ʟʝʤʣʽ. 
ɺʽʥ ʟʽʟʥʘʻʪʴʩʷ, ʱʦ ʥʝ ʟʜʘʪʥʠʡ ʫʪʨʠʤʫʚʘʪʠ ʙʦʛʦʥʘʪʭʥʝʥʥʝ 
ʞʠʪʪʷ ʧʨʦʧʦʚʽʜʥʠʢʘ ʚ ʩʝʨʮʽ (ʪʦʙʪʦ ʩʧʦʛʣʷʜʘʪʠ ʡʦʛʦ 
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ʧʦʜʚʠʞʥʠʮʪʚʦ ʤʠʩʣʝʥʥʦ), ʪʦʤʫ ʟʤʫʰʝʥʠʡ ʤʘʪʝʨʽʘʣʽʟʫʚʘʪʠ 

ʧʦʯʫʪʪʷ: ñɸʟʲ ʥʝ ʜʦʩʪʠʛʦʭ ʚ ʪʫ ʤhʨʫ ʠ ʥʝ 

ʧʨʠʠʜʦʭ ʚ ʩʠʝ ʧʨʷʩʣʦ, ʝʞʝ ʥʝʚʠʜʠʤʦ ʥʘ 

ʨʘʟʫʤʥʳʭ ʩʢʨʠʞʘʣʝʭ ʩʝʨʜʝʯʥʳʭ ʧʠʩʘʪʠ, ʥʦ ʥʘ 

ʯʫʚʴʩʪʚʝʥʳʭ ʭʘʨʪʠʘʭʲ ʠʟʚʦʣʠʭ ʧʠʩʘʪʠò [ɾʉʪʇ, 
50]. ɸ ʫ ɾʉʈ ɭʧʽʬʘʥʽʡ ʧʝʨʝʢʦʥʫʻ ʩʣʫʭʘʯʽʚ, ʱʦ ʥʝ ʡʦʤʫ ʩʣʽʜ 
ʙʫʣʦ ʙ ʧʨʦʩʣʘʚʣʷʪʠ ʚʝʣʠʢʦʛʦ ʩʣʫʞʠʪʝʣʷ ɹʦʞʦʛʦ, ʘʣʝ ʥʝ 
ʧʝʨʝʜʘʪʠ ʰʣʷʭ-ʩʭʦʜʞʝʥʥʷ ʜʫʭʦʥʦʩʥʦʛʦ ʉʪʘʨʮʷ, ʽʛʫʤʝʥʘ 
ʈʫʩʴʢʦʾ ʟʝʤʣʽ, ʤʘʶʯʠ ʥʘ ʮʝ ʚʞʝ ʟʽʙʨʘʥʽ ʤʘʪʝʨʽʘʣʠ, ʟʨʝʰʪʦʶ 

ʱʝ ʛʽʨʰʝ, ʥʽʞ ʟʨʦʙʠʪʠ ʮʝ ʥʝʟʛʨʘʙʥʦ: ñɸmʝ ʙw ʥʝ ʧʠʩʘʥʦ 

ʙʦʫʜʝʪ ʩʪʘʨʮʝʚʦ ʞʠʪʾʝ, ʥʦ wʩʪʘʚʣʝʥʦ ʢʦʫʧʥʦ 

ʙʝʟ ʚʲʩʧʦʤʠʥʘʥʾʘ, ʪʦ ʩʝ ʦʫʙʦ ʥʠʢʘʢʦʞʝ 

ʧʦʚʨʝʜʠʪ ʪʦʛʦ ʩʚ#ʪʘʛʦ ʩʪʘʨʮʘ <é> éʥʦ ʤʳ 

ʩʘʤʠ ^ ʩʝʛʦ ʥʝ ʧʣʲʟʦʫʝʤʩ#ò [ɾʉʈ, 7]. ɼʫʭʦʚʥʘ 
ʥʘʩʥʘʛʘ, ʱʦ ʾʾ ʦʙʦʚôʷʟʢʦʚʦ ʦʪʨʠʤʘʶʪʴ ʩʣʫʭʘʯʽ ʚʽʜ ʨʦʟʧʦʚʽʜʽ 
ʧʨʦ ʩʚʷʪʦʛʦ, ʻ ʧʨʝʜʤʝʪʦʤ ʮʴʦʛʦ ʨʦʟʤʽʨʢʫʚʘʥʥʷ, ʘ ʚʽʜʪʘʢ ʽ 
ʧʨʠʯʠʥʦʶ ʫʢʣʘʜʘʥʥʷ ʞʠʪʽʷ. 

ʗʢʱʦ ʫ ñʧʝʨʝʜʤʦʚʽò ʘʛʽʦʛʨʘʬ ʤʽʨʢʫʻ ʧʨʦ ʮʽʣʽ, ʷʢʽ 
ʧʝʨʝʩʣʽʜʫʻ ʚ ʨʦʙʦʪʽ, ʪʦ ʫ ñʧʦʭʚʘʣʽò, ʧʦʨʷʜ ʽʟ ʨʦʟʛʦʨʥʫʪʦʶ 
ʘʨʛʫʤʝʥʪʘʮʽʻʶ ʩʚʷʪʦʩʪʽ ʧʦʜʚʠʞʥʠʢʘ, ʦʙˇʨʫʥʪʦʚʫʻ ʜʫʤʢʫ ʧʨʦ 
ʩʚʦʶ ʥʝʟʜʘʪʥʽʩʪʴ ʜʦʩʪʦʡʥʦ ʚʰʘʥʫʚʘʪʠ ʡʦʛʦ. ʅʘʧʨʠʢʣʘʜ, 
ʇʘʭʦʤʽʡ ʉʝʨʙ ʫ ʟʘʢʣʶʯʥʽʡ ʯʘʩʪʠʥʽ ɾʠʪʽʷ ʉʘʚʠ ɺʠʰʝʨʩʴʢʦʛʦ 
(ʜʘʣʽ ï ɾʉɺ) ʧʨʷʤʦ ʩʪʚʝʨʜʞʫʻ, ʱʦ ʥʝ ʩʧʨʘʚʠʚʩʷ ʟ 

ʧʦʩʪʘʚʣʝʥʠʤ ʟʘʚʜʘʥʥʷʤ: ñʅʝ ʜʦʩʪʠʛʦʭ ʝʞʝ ʧʦʜʦʙʥʫ 

ʪʘʢʦʚʘ ʤʫʞʘ ʠʩʧʨʘʚʣʝʥʠʘ ʥʘʧʠʩʘʪʠ ʠʣʠ ʧʦ 

ʜʦʩʪʦʘʥʠʶ ʧʦʭʚʘʣʠʪʠ, ʠ ʧʦʜʦʙʥʫʶ ʯʝʩʪʴ ʪʦʤʫ 

ʚʦʟʜʘʪʠ, ʠ ʙʣʘʛʘʘ ʥhʢʘʘ, ʪʦʤʫ ʧʨʠʢʣʘʜʥʘ ʧʦ 

ʜʦʩʪʦʷʥʠʶ, ʷʢʦʞʝ ʙh ʦʥ̡, ʧʨʠʥʝʩʪʠò [ɾʉɺ, 78]. ɸ 
ɭʧʽʬʘʥʽʡ ʇʨʝʤʫʜʨʠʡ ʫ ɾʉʪʇ ʚʟʘʛʘʣʽ ʟʘʢʣʠʢʘʻ ʤʘʡʙʫʪʥʽʭ 

ʯʠʪʘʯʽʚ ʧʝʨʝʨʦʙʠʪʠ ʚʩʝ, ʱʦ ʚʽʥ ʥʘʧʠʩʘʚ: ñʆʙʘʯʝ 

ʚʲʟʤʦʞʥʦ ʝʩʪʴ ʥhʢʦʤʫ ʜʦʙʨhʡʰʝʤʫ ʠ 

ʤʫʜʨhʡʰʝʤʫ ʦ ɻʦʩʧʦʜh ʧʦʩʪʨʦʠʪʠ ʩʠʘ ʠ ʜʦʙʨh 

ʧʦʯʠʥʠʪʠ, ʘ ʥʝʫʜʦʙʨʝʥʘʷ ʫʜʦʙʨʠʪʠ, ʠ 

ʥʝʫʩʪʨʦʝʥʘʷ ʧʦʩʪʨʦʠʪʠ, ʠ ʥʝʫʭʠmʨʝʥʘʷ 

ʫʭʠʪʨʠʪʠ, ʠ ʥʝʩʚʝʨʰʝʥʘʷ ʥʘʢʦʥʯʘʪʠò [ɾʉʪʇ, 260]. 
ʇʨʝʜʤʝʪʦʤ ʟʘʚʝʨʰʘʣʴʥʦʛʦ ñʧʦʭʚʘʣʴʥʦʛʦò ʨʦʟʤʽʨʢʦʚʫʚʘʥʥʷ 



Джиджора Євген. Риторичні технології упорядкованості літературного викладу... 

 

113 

ʻ ʜʫʤʢʘ ʧʨʦ ʪʝ, ʱʦ ʟʦʚʩʽʤ ʥʝʣʝʛʢʦ ʟʥʘʡʪʠ ʧʦʪʨʽʙʥʽ ʩʣʦʚʘ 
ʜʣʷ ʟʚʝʣʠʯʝʥʥʷ ʚʠʜʘʪʥʦʛʦ ʧʦʜʚʠʞʥʠʢʘ. ʋ ʢʦʥʪʝʢʩʪʽ 
ñʚʝʨʙʘʣʴʥʦʾ ʥʝʩʧʨʦʤʦʞʥʦʩʪʽò ʨʠʪʤʽʯʥʽ ʪʘʚʪʦʣʦʛʽʯʥʽ 
ʟʜʚʦʻʥʥʷ ʦʪʨʠʤʫʶʪʴ ʜʦʜʘʪʢʦʚʫ ʢʦʥʦʪʘʮʽʶ. 

ʆʪʞʝ, ʟʘ ʜʦʧʦʤʦʛʦʶ установчого ʤʽʨʢʫʚʘʥʥʷ ʘʚʪʦʨ 
ʬʦʢʫʩʫʻ ʫʚʘʛʫ ʘʫʜʠʪʦʨʽʾ ʥʘ ʟʘʚʜʘʥʥʷʭ, ʱʦ ʚʠʷʚʣʷʶʪʴʩʷ 
ʩʧʽʣʴʥʠʤʠ ʷʢ ʜʣʷ ñʩʧʠʩʘʪʝʣʷò, ʪʘʢ ʽ ʜʣʷ ʡʦʛʦ ʯʠʪʘʯʽʚ ï ʾʤ 
ʥʘʣʝʞʠʪʴ ʧʝʨʝʞʠʪʠ ʧʦʜʚʠʛʠ ʧʨʘʚʝʜʥʠʢʘ ʟ ʢʦʨʠʩʪʶ. ɸ 
узагальнююче ʤʽʨʢʫʚʘʥʥʷ ʧʨʠʟʥʘʯʝʥʦ ʘʢʪʠʚʽʟʫʚʘʪʠ ʪʚʦʨʯʠʡ 
ʧʦʪʝʥʮʽʘʣ ʩʣʫʭʘʯʽʚ. ɸʛʽʦʛʨʘʬ ʧʨʦʧʦʥʫʻ ʫʩʽʤ ʟʘʡʥʷʪʠ 
ʧʦʟʠʮʽʶ ʘʢʪʠʚʥʦʛʦ ʩʧʦʛʣʷʜʘʥʥʷ ʽ ʨʦʟʛʣʝʜʽʪʠ ʚ 
ʧʦʜʚʠʞʥʠʮʪʚʽ ʩʚʷʪʦʛʦ ʪʝ, ʱʦ ʚʽʥ ʥʝ ʧʨʠʤʽʪʠʚ, ʪʘ ʚʪʽʣʠʪʠ 
ʧʦʙʘʯʝʥʝ ʚ ʪʦʡ ʩʧʦʩʽʙ, ʷʢʠʤ ʚʽʥ ʥʝ ʟʤʽʛ. 

ʆʨʠʛʽʥʘʣʴʥʠʤʠ ʚʠʜʘʤʠ ñʧʦʭʚʘʣʴʥʦʛʦò ʨʦʟʤʽʨʢʦʚʫ-
ʚʘʥʥʷ ʻ плачі ʪʘ утішання. ʇʦʧʨʠ ʪʝ, ʱʦ ʮʠʤʠ ʧʨʠʡʦʤʘʤʠ 
ʧʦʩʣʫʛʫʚʘʣʠʩʷ ʱʝ ʚ ʘʥʪʠʯʥʽʡ ʪʘ ʨʘʥʥʴʦʭʨʠʩʪʠʷʥʩʴʢʽʡ 
ʣʽʪʝʨʘʪʫʨʽ, ʫ ʧʽʟʥʴʦʤʫ ʉʝʨʝʜʥʴʦʚʽʯʯʽ ʚʦʥʠ ʨʝʘʣʽʟʦʚʘʥʽ 
ʚʩʴʦʛʦ ʚ ʜʝʢʽʣʴʢʦʭ ʪʚʦʨʘʭ. ʅʘʩʘʤʧʝʨʝʜ, ʮʝ ʘʥʦʥʽʤʥʝ 
ʩʝʨʙʩʴʢʝ ʉʣʦʚʦ ʢʥʷʟʶ ʃʘʟʘʨʶ, ʘ ʪʘʢʦʞ ɾʠʪʽʻ ʉʪʝʬʘʥʘ 
ʇʝʨʤʩʴʢʦʛʦ. ɺ ʦʩʪʘʥʥʴʦʤʫ ɭʧʽʬʘʥʽʡ ʪʨʠʯʽ ñʧʣʘʯʝò ʟʘ 
ʧʦʤʝʨʣʠʤ ʧʨʦʩʚʽʪʥʠʢʦʤ ï ʚʽʜ ʫʩʽʻʾ ʧʝʨʤʩʴʢʦʾ ʮʝʨʢʚʠ, ʚʽʜ 
ʧʝʨʤʷʥ ʪʘ ʚʽʜ ʩʝʙʝ ʦʩʦʙʠʩʪʦ, ʘ ʧʦʪʽʤ ʪʘʢ ʩʘʤʦ ʪʨʠʯʽ 
ñʫʪʽʰʘʻʪʴʩʷò ʜʫʤʢʦʶ ʧʨʦ ʩʧʘʩʽʥʥʷ ʩʚʷʪʦʛʦ, ʚʽʨʷʯʠ ʚ ʡʦʛʦ 
ʧʝʨʝʙʫʚʘʥʥʷ ʚ ɹʦʞʦʤʫ ʎʘʨʩʪʚʽ (ʮʽ ʚʠʜʠ ʧʘʥʝʛʽʨʠʯʥʦʛʦ 
ʚʠʢʣʘʜʫ, ʘ ʪʘʢʦʞ ʾʭ ʚʽʟʘʥʪʽʡʩʴʢʽ ʜʞʝʨʝʣʘ ʜʦʢʣʘʜʥʦ 
ʧʨʦʘʥʘʣʽʟʦʚʘʥʽ ʚ ʟʤʽʩʪʦʚʥʠʭ ʧʨʘʮʷʭ ʖ.ɸʣʽʩʩʘʥʜʨʘʪʦʩ

10
). ʋ 

скорбних ʪʘ заспокійливих ʤʽʨʢʫʚʘʥʥʷʭ ʘʚʪʦʨ ʝʢʩʧʣʽʢʫʻ 
ʩʚʦʶ ʧʦʟʠʮʽʶ ʧʦ ʚʽʜʥʦʰʝʥʥʶ ʜʦ ʩʚʷʪʦʛʦ ʽ ʪʠʤ ʩʘʤʠʤ ʟʘʜʘʻ 
ʧʘʬʦʩ ʯʠʪʘʮʴʢʦʛʦ ʩʧʨʠʡʥʷʪʪʷ ï ʟʚʦʨʫʰʣʠʚʝ ʧʝʨʝʞʠʚʘʥʥʷ-
ʧʽʟʥʘʥʥʷ ʚʠʜʘʪʥʦʛʦ ʩʚʽʪʦʯʘ ʎʝʨʢʚʠ.  

ɺ ñʦʩʥʦʚʥʽʡ ʯʘʩʪʠʥʽò ʞʠʪʽʷ ʨʦʟʤʽʨʢʦʚʫʚʘʥʥʷ ʚʠʩʪʫʧʘʻ 
ʩʧʦʩʦʙʦʤ ʧʝʨʝʭʦʜʫ ʚʽʜ ʚʠʩʚʽʪʣʝʥʥʷ ʦʜʥʽʻʾ ʯʝʩʥʦʪʠ 

                                                           
10 ɼʠʚ.: Алиссандратос Ю.А. ʉʣʝʜʳ ʧʘʪʨʠʩʪʠʯʝʩʢʠʭ ʪʠʧʦʚ ʧʦʭʚʘʣ ʚ ɾʠʪʠʠ 
ʉʪʝʬʘʥʘ ʇʝʨʤʩʢʦʛʦ // ɼʨʝʚʥʝʨʫʩʩʢʘʷ ʣʠʪʝʨʘʪʫʨʘ. ʀʩʪʦʯʥʠʢʦʚʝʜʝʥʠʝ. ï ʃ.: 
ʅʘʫʢʘ, 1984. ï ʉ.64-74; Alissandratos J. Medieval Slavic and Patristic Eulogies // 
Studia Historica et Philologica. Sectio Slavica. ï Firenze, 1982. ï ˉ 14. ï 156 p. 



ІІ. Свіжий погляд на давні тексти 

 114 

ʧʦʜʚʠʞʥʠʢʘ ʜʦ ʟʦʙʨʘʞʝʥʥʷ ʽʥʰʦʾ. ɺʢʘʟʫʶʯʠ ʧʨʝʜʤʝʪ 
ʨʦʟʛʣʷʜʫ, ʥʘʧʨʠʢʣʘʜ, ʫ ɾʉʪʇ ï ʥʝʘʙʠʷʢʠʡ ʽʥʪʝʨʝʩ ʶʥʦʛʦ 
ʯʝʥʮʷ ʜʦ ñʢʥʠʞʥʦʾ ʩʧʨʘʚʠò, ʱʦ, ʷʢ ʥʘʩʣʽʜʦʢ, ʚʪʽʣʠʚʩʷ ʫ 
ʩʪʚʦʨʝʥʥʽ ʧʝʨʤʩʴʢʦʾ ʧʠʩʝʤʥʦʩʪʽ, ï ʘʛʽʦʛʨʘʬ ʽʣʶʩʪʨʫʻ 
ʪʚʝʨʜʞʝʥʥʷ ʧʨʦ ʩʪʘʨʘʥʥʽʩʪʴ ʤʘʡʙʫʪʥʴʦʛʦ ʧʨʦʧʦʚʽʜʥʠʢʘ ʚ 
ʩʘʤʦʦʩʚʽʪʽ ʢʽʣʴʢʦʤʘ ʧʨʠʢʣʘʜʘʤʠ, ʘ ʢʦʣʠ ʚʠʯʝʨʧʫʻ ʮʶ 
ʜʫʤʢʫ, ʧʝʨʝʭʦʜʠʪʴ ʜʦ ʪʝʤʠ ʥʘʩʪʫʧʥʦʛʦ ʧʦʜʚʠʛʫ. ʇʨʠ ʮʴʦʤʫ 
ʚʘʞʣʠʚʠʤ ʻ ʪʝ, ʱʦ ʤʽʨʢʫʚʘʥʥʷ ʥʘʙʫʚʘʻ ʨʠʩ богословського 
коментаря. ʈʦʟʜʫʤʠ ʧʨʦ ʫʢʣʘʜʘʥʥʷ ʥʦʚʦʾ ʤʦʚʠ 
ʩʫʧʨʦʚʦʜʞʫʶʪʴʩʷ ʦʮʽʥʢʦʶ ʽʩʪʦʨʠʯʥʦʾ ʟʥʘʯʫʱʦʩʪʽ ʪʘ 
ʧʦʨʽʚʥʷʥʥʷʤ ʟʜʽʡʩʥʝʥʦʛʦ ʩʚ. ʉʪʝʬʘʥʦʤ ʟ ʘʥʘʣʦʛʽʯʥʠʤʠ 
ʜʦʩʷʛʥʝʥʥʷʤʠ ʧʝʨʰʠʭ ʻʚʨʝʡʩʴʢʠʭ ʪʘ ʛʨʝʮʴʢʠʭ ʛʨʘʤʘʪʠʢʽʚ. 
ɭʧʽʬʘʥʽʡ ʦʙˇʨʫʥʪʦʚʫʻ вищість ʧʦʜʚʠʛʫ ʧʝʨʤʩʴʢʦʛʦ 
ʧʨʦʩʚʽʪʥʠʢʘ, ʦʩʢʽʣʴʢʠ ʪʦʡ, ʷʢ ʽ ʂʠʨʠʣʦ ʪʘ ʄʝʬʦʜʽʡ, 
ʩʪʚʦʨʶʚʘʚ ʧʠʩʝʤʥʽʩʪʴ ʥʝ ʟʘʨʘʜʠ ʚʣʘʩʥʦʾ ʩʣʘʚʠ, ʘ ʢʝʨʫʶʯʠʩʴ 
ʚʠʢʣʶʯʥʦ ʙʦʛʦʫʛʦʜʥʦʶ ʤʝʪʦʶ ï ʭʨʝʩʪʠʪʠ ʷʟʠʯʥʠʢʽʚ: 

ñɹʦʛʘ ʨʘʜʠ ʦʚʘ ʧʦʪʨʫʞʘʩʪʘʩʷ: ʦʚʲ ʩʧʘʩʝʥʠʘ 

ʨʘʜʠ ʩʣʦʚhʥʦʤ, ʦʚʲ ʞʝ ʧʝʨʤʷʥʦʤò [ɾʉʪʇ, 186]. ɿ 
ʙʦʛʦʩʣʦʚʩʴʢʦʾ ʧʦʟʠʮʽʾ ʙʘʞʘʥʥʷ ʥʘʜʘʪʠ ʽʥʰʠʤ ʥʘʨʦʜʘʤ 
ʤʦʞʣʠʚʽʩʪʴ ʦʩʷʛʥʫʪʠ ʭʨʠʩʪʠʷʥʩʴʢʝ ʚʯʝʥʥʷ ʥʝʟʨʽʚʥʷʥʥʦ 
ʟʚʝʣʠʯʫʻ ʩʚ. ʉʪʝʬʘʥʘ ʩʝʨʝʜ ʡʦʛʦ ʧʦʧʝʨʝʜʥʠʢʽʚ ï ʫʢʣʘʜʘʯʽʚ 
ʘʟʙʫʢ, ʷʢʽ ʥʝ ʧʝʨʝʩʣʽʜʫʚʘʣʠ ʪʘʢʦʾ ʤʝʪʠ. 

ɯʥʦʜʽ ʜʣʷ ʙʽʣʴʰʦʾ ʧʝʨʝʢʦʥʣʠʚʦʩʪʽ ʘʛʽʦʛʨʘʬ ʚʜʘʻʪʴʩʷ ʜʦ 
ʽʥʰʦʾ ʬʦʨʤʠ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʚʠʢʣʘʜʫ ï розміреної оповіді. ɿ 
ʾʾ ʜʦʧʦʤʦʛʦʶ ʚʽʥ ʽʣʶʩʪʨʫʻ ʜʝʷʢʽ ʚʘʞʣʠʚʽ, ʥʘ ʡʦʛʦ ʧʦʛʣʷʜ, 
ʪʚʝʨʜʞʝʥʥʷ. ʅʘʨʘʪʠʚʥʽ ʝʧʽʟʦʜʠ ʩʣʫʛʫʶʪʴ ʧʨʠʢʣʘʜʘʤʠ 
ʷʢʦʛʦʩʴ ʧʦʜʚʠʛʫ ʘʙʦ ʯʝʩʥʦʪʠ ʩʚʷʪʦʛʦ, ʷʢʠʤ ʘʚʪʦʨ ʥʘʜʘʻ 
ʦʩʦʙʣʠʚʦʛʦ ʟʥʘʯʝʥʥʷ. ʉʢʘʞʽʤʦ, ʫ ɾʉɺ ʜʫʤʢʫ ʧʨʦ 
ʧʫʩʪʝʣʴʥʠʮʪʚʦ ʷʢ ʦʩʥʦʚʥʝ ʜʽʷʥʥʷ ʩʚ. ʉʘʚʠ ʇʘʭʦʤʽʡ 
ʧʽʜʢʨʽʧʣʶʻ ʨʦʟʧʦʚʽʜʜʶ ʧʨʦ ʚʽʟʠʪ ʧʦʩʣʘʥʮʷ ʥʦʚʛʦʨʦʜʩʴʢʦʛʦ 
ʚʣʘʜʠʢʠ ɯʦʘʥʥʘ ʜʦ ʩʚʷʪʦʛʦ, ʢʦʪʨʠʡ ʟʚʠʥʫʚʘʪʠʚ ʧʦʜʚʠʞʥʠʢʘ 
ʚ ʥʝʧʦʚʘʟʽ ʜʦ ʘʨʭʽʧʘʩʪʠʨʷ. ʅʘ ʮʝ ʧʫʩʪʝʣʴʥʠʢ ʚʽʜʧʦʚʽʚ, ʱʦ ʥʝ 
ʧʨʠʭʦʜʠʚ ʜʦ ʤʝʪʫʰʣʠʚʦʛʦ ʤʽʩʪʘ ʥʝ ʯʝʨʝʟ ʥʝʧʦʚʘʛʫ ʜʦ 
ʘʨʭʽʻʨʝʷ, ʘ ʯʝʨʝʟ ʪʝ, ʱʦ ʫʥʠʢʘʻ ʣʶʜʝʡ. ʇʽʩʣʷ ʮʴʦʛʦ ʚʣʘʜʠʢʘ 
ʩʘʤ ʚʽʜʚʽʜʘʚ ʩʚʷʪʦʛʦ, ʜʦʚʛʦ ʛʦʚʦʨʠʚ ʟ ʥʠʤ ʽ ʥʘʦʩʪʘʥʦʢ 

ʙʣʘʛʦʩʣʦʚʠʚ: ñʀ ʪʘʢʦ ʫʢʨhʧʠʚʲ ʝʛʦ ʠ ʫʯʨʝʜʠʚʲ 
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ʥʝ ʪʦʢʤʦ ʠ ʜʫʭʦʚʥʦʶ ʧʠmʝʶ, ʥʦ ʠ ʪʝʣʝʩʥʦʶ, 

ʧʨʦʯʝʝ ʚʦ ʛʨʘʜ ʚʦʟʚʨʘʪʠʩò̫ [ɾʉɺ, 66]. 
ʆʧʦʚʽʜʘʣʴʥʠʡ ʝʧʽʟʦʜ ʚʠʩʪʫʧʘʻ ʜʦʧʦʤʽʞʥʠʤ ʟʘʩʦʙʦʤ 
ʧʝʨʝʢʦʥʘʥʥʷ ʩʣʫʭʘʯʽʚ ʫ ʪʚʝʨʜʞʝʥʥʽ, ʱʦ ʥʘʡʙʘʞʘʥʽʰʠʤ 
ʜʫʭʦʚʥʠʤ ʧʨʘʛʥʝʥʥʷʤ ʩʚ. ʉʘʚʠ ʙʫʣʦ ʧʫʩʪʝʣʴʥʠʮʪʚʦ. 

ɺ ʘʛʽʦʛʨʘʬʽʯʥʦʤʫ ʪʚʦʨʽ ʬʦʨʤʠ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʚʠʢʣʘʜʫ 
ï oratio ʪʘ narratio ï ʩʧʽʚʚʽʜʥʦʩʷʪʴʩʷ ʷʢ першообразна / 
похідна. ʈʦʟʤʽʨʢʦʚʫʚʘʥʥʷ ʣʝʞʠʪʴ ʚ ʦʩʥʦʚʽ ʞʠʪʽʡʥʦʾ 
ʢʦʤʧʦʟʠʮʽʾ, ʘ ʦʧʦʚʽʜʴ ʥʘʧʦʚʥʶʻ ʾʾ ʽʣʶʩʪʨʘʪʠʚʥʠʤ 
ʤʘʪʝʨʽʘʣʦʤ. ɺʽʜʪʘʢ ʫʧʦʨʷʜʢʦʚʘʥʽʩʪʴ ʬʦʨʤ ʚʠʢʣʘʜʫ ʧʦʣʷʛʘʻ 
ʚ ʫʟʛʦʜʞʝʥʥʽ ʘʚʪʦʨʩʴʢʠʭ ʤʽʨʢʫʚʘʥʴ ʪʘ ʨʝʘʣʴʥʠʭ ʧʨʠʢʣʘʜʽʚ, 
ʱʦ ʫʥʘʦʯʥʶʶʪʴ ʧʝʚʥʽ ʪʚʝʨʜʞʝʥʥʷ ʧʦʜʽʷʤʠ ʟ ʞʠʪʪʷ ʩʚʷʪʦʛʦ. 
ʇʦʝʪʠʯʥʝ ñʜʦʩʷʛʥʝʥʥʷ ʧʦʨʷʜʢʫò ʚʙʘʯʘʻʪʴʩʷ ʫ ʚʠʚʝʜʝʥʥʽ 
ʧʨʦʧʦʨʮʽʾ / ʜʠʩʧʨʦʧʦʨʮʽʾ ʤʽʞ ʩʫʜʞʝʥʥʷʤʠ ʪʘ ʩʶʞʝʪʥʠʤʠ 
ʩʠʪʫʘʮʽʷʤʠ: ʩʧʽʚʚʽʜʥʦʰʝʥʥʷ ʤʦʞʝ ʙʫʪʠ пропорційним 
(ʪʚʝʨʜʞʝʥʥʷ Ÿ ʽʣʶʩʪʨʘʮʽʷ) ʪʘ диспропорційним 
(ʪʚʝʨʜʞʝʥʥʷ Ÿ ʥʠʟʢʘ ʦʜʥʦʨʽʜʥʠʭ ʽʣʶʩʪʨʘʮʽʡ). ʆʩʪʘʥʥʻ ï 
ʙʽʣʴʰ ʧʦʰʠʨʝʥʠʡ ʚʠʜ ʘʛʽʦʛʨʘʬʽʯʥʦʾ ʦʨʛʘʥʽʟʘʮʽʾ (ʥʘʧʨʠʢʣʘʜ, 
ʥʝʩʢʽʥʯʝʥʥʠʡ ʣʘʥʮʶʛ ʧʦʩʤʝʨʪʥʠʭ ʯʫʜʝʩ ʥʘ ʧʽʜʪʚʝʨʜʞʝʥʥʷ 
ʪʝʟʠ ʧʨʦ ʥʝʙʝʩʥʝ ʟʘʩʪʫʧʥʠʮʪʚʦ ʧʨʘʚʝʜʥʠʢʘ). ʇʨʦʧʦʨʮʽʡʥʝ / 
ʜʠʩʧʨʦʧʦʨʮʽʡʥʝ ʢʦʦʨʜʠʥʫʚʘʥʥʷ ʬʦʨʤ ʚʠʢʣʘʜʫ ï ʦʜʥʘ ʟ 
ʢʦʤʧʦʟʠʮʽʡʥʠʭ ʦʩʦʙʣʠʚʦʩʪʝʡ, ʱʦ ʟʘʚʞʜʠ ʚʠʜʽʣʷʻ ʢʦʥʢʨʝʪʥʝ 
ʞʠʪʽʻ ʩʝʨʝʜ ʽʥʰʠʭ ʪʚʦʨʽʚ ʮʴʦʛʦ ʞʘʥʨʫ. ʅʘʧʨʠʢʣʘʜ, 
ʧʨʦʧʦʚʽʜʥʠʮʴʢʝ ɾʉʪʇ ʚʽʜʨʽʟʥʷʻ ʧʨʦʧʦʨʮʽʡʥʽʩʪʴ ʤʽʞ 
ʪʚʝʨʜʞʝʥʥʷʤʠ ʪʘ ʽʣʶʩʪʨʘʮʽʷʤʠ, ʘ ʧʨʝʧʦʜʦʙʥʠʮʴʢʽ ɾʉʈ, 
ɾʉɺ ʪʘ ɾʅʈ ï ʜʠʩʧʨʦʧʦʨʮʽʡʥʽʩʪʴ, ʥʘʩʘʤʧʝʨʝʜ, ʫ 
ʚʠʩʚʽʪʣʝʥʥʽ ʜʽʷʥʴ ʩʚʷʪʠʭ. 

ʊʘʢʠʤ ʯʠʥʦʤ, ʫʧʦʨʷʜʢʦʚʘʥʽʩʪʴ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʚʠʢʣʘʜʫ 
ʧʨʦʭʦʜʠʪʴ ʪʨʠ ʩʪʘʜʽʾ ʚ ʘʛʽʦʛʨʘʬʽʯʥʦʤʫ ʪʚʦʨʽ ï ʚʽʜ ʧʨʦʩʪʽʰʦʾ 
ʜʦ ʩʢʣʘʜʥʽʰʦʾ. ʅʘ ʥʠʞʯʦʤʫ ʢʦʤʧʦʟʠʮʽʡʥʦʤʫ ʨʽʚʥʽ ʧʦʨʷʜʦʢ 
ʤʦʚʣʝʥʥʷ ʚʩʪʘʥʦʚʣʶʻ ритм, ʟʘʩʥʦʚʘʥʠʡ ʥʘ ʧʦʚʪʦʨʽ ʪʦʛʦ 
ʣʝʢʩʠʯʥʦʛʦ ʽ/ʘʙʦ ʩʠʥʪʘʢʩʠʯʥʦʛʦ ʝʣʝʤʝʥʪʫ, ʷʢʠʡ ʧʨʦʜʫʢʫʻ 
ʪʝʤʧ, ʚʽʜʧʦʚʽʜʥʠʡ ʜʦ ʚʠʛʦʣʦʰʝʥʦʾ ʽʜʝʾ. ɺʽʜʪʘʢ ñʧʣʝʪʝʥʽʻ 
ʩʣʦʚʝʩò ï ʨʠʪʤ, ʷʢʦʤʫ ʚʣʘʩʪʠʚʘ ñʚʽʜʪʚʦʨʶʚʘʣʴʥʘ ʟʜʘʪʥʽʩʪʴò 
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ʘʙʦ ñʨʠʪʤʦʧʝʷò, ʟʘ ʚʠʟʥʘʯʝʥʥʷʤ ɸʨʽʩʪʠʜʘ ʂʚʽʥʪʽʣʽʘʥʘ
11

. 
ñʉʪʚʦʨʝʥʠʡò ʨʠʪʤʦʤ темп ï ʩʝʨʝʜʠʥʥʠʡ ʢʦʤʧʦʟʠʮʽʡʥʠʡ 
ʨʽʚʝʥʴ, ʥʘ ʷʢʦʤʫ ʧʦʨʷʜʦʢ ʤʦʚʣʝʥʥʷ ʟʘʙʝʟʧʝʯʫʻ ʘʜʝʢʚʘʪʥʽʩʪʴ 
ʰʚʠʜʢʦʩʪʽ ʧʝʨʝʭʦʜʫ ʚʽʜ ʦʜʥʦʛʦ ʩʫʜʞʝʥʥʷ ʜʦ ʽʥʰʦʛʦ 
ʘʚʪʦʨʩʴʢʠʤ ʪʚʝʨʜʞʝʥʥʷʤ ʯʠ ʨʦʟʧʦʚʽʜʜʶ. ʇʦʟʥʘʯʝʥʽ 
ʪʝʤʧʘʤʠ форми ï ʚʠʱʠʡ ʢʦʤʧʦʟʠʮʽʡʥʠʡ ʨʽʚʝʥʴ, ʥʘ ʷʢʦʤʫ 
ʤʦʚʣʝʥʥʻʚʠʡ ʧʦʨʷʜʦʢ ʜʦʩʷʛʘʻʪʴʩʷ ʫ ʚʠʚʝʜʝʥʥʽ ʧʨʦʧʦʨʮʽʾ / 
ʜʠʩʧʨʦʧʦʨʮʽʾ ʤʽʞ ʦʜʠʥʠʮʷʤʠ oratio ʽ narratio. ʉʢʝʨʦʚʘʥʘ 
ʨʠʪʤʦʤ ʩʠʥʪʘʛʤʠ ʫʧʦʨʷʜʢʦʚʘʥʽʩʪʴ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʚʠʢʣʘʜʫ 
ʟʘʚʝʨʰʫʻʪʴʩʷ ʫʟʛʦʜʞʝʥʥʷʤ ʤʽʨʢʫʚʘʣʴʥʠʭ ʪʘ ʥʘʨʘʪʠʚʥʠʭ 
ʦʜʠʥʠʮʴ, ʱʦ ʚʽʜʙʠʚʘʶʪʴ ʨʽʟʥʽ ʢʦʤʫʥʽʢʘʪʠʚʥʽ ʩʪʨʘʪʝʛʽʾ 
ʩʝʨʝʜʥʴʦʚʽʯʥʦʛʦ ʦʨʘʪʦʨʘ. 

ʇʦʜʘʣʴʰʝ ʜʦʩʣʽʜʞʝʥʥʷ ʧʨʦʙʣʝʤʠ ʣʽʪʝʨʘʪʫʨʥʦʛʦ 
ʚʠʢʣʘʜʫ ʧʦʪʨʝʙʫʻ, ʧʦ-ʧʝʨʰʝ, ʜʦʢʣʘʜʥʦʛʦ ʚʠʚʯʝʥʥʷ 
ʟʘʢʦʥʦʤʽʨʥʦʩʪʝʡ ʨʝʧʨʝʟʝʥʪʘʮʽʾ ʤʘʪʝʨʽʘʣʫ ʚ ʽʥʰʠʭ ʪʚʦʨʘʭ 
ʥʘʡʙʣʠʞʯʦʛʦ ʢʦʥʪʝʢʩʪʫ, ʪʦʙʪʦ ʥʘʧʠʩʘʥʠʭ ʫ ʨʠʪʤʽ ñʧʣʝʪʝʥʽʻ 
ʩʣʦʚʝʩò ï ʟʦʢʨʝʤʘ, ʘʛʽʦʛʨʘʬʽʯʥʠʭ, ʛʽʤʥʦʛʨʘʬʽʯʥʠʭ ʪʘ 
ʧʨʦʧʦʚʽʜʥʠʮʴʢʠʭ ʧʘʤôʷʪʢʘʭ ʛʨʝʢʘ ʌʽʣʦʬʝʷ ʂʦʢʢʽʥʘ, ʙʦʣʛʘʨ 
ɭʚʬʠʤʽʷ ʊʠʨʥʦʚʩʴʢʦʛʦ ʪʘ ɻʨʠʛʦʨʽʷ ʎʘʤʙʣʘʢʘ, ʩʝʨʙʘ 
ɼʦʤʝʥʪʽʘʥʘ ʪʘ ʢʠʾʚʩʴʢʦʛʦ ʤʠʪʨʦʧʦʣʠʪʘ ʇʝʪʨʘ. ʇʦ-ʜʨʫʛʝ, 
ʧʦʨʽʚʥʷʥʥʷ ʦʩʦʙʣʠʚʦʩʪʝʡ ñʧʣʝʪʝʥʦʛʦò ʚʠʢʣʘʜʫ ʟ ʫʩʽʤʘ 
ʽʩʥʫʶʯʠʤʠ ʬʦʨʤʘʤʠ ʨʠʪʤʽʟʘʮʽʾ ʚ ʜʘʚʥʴʦʩʣʦʚôʷʥʩʴʢʽʡ ʪʘ 
ʚʽʟʘʥʪʽʡʩʴʢʽʡ ʣʽʪʝʨʘʪʫʨʘʭ. ʊʦʜʽ ʮʽʢʘʚʽ ʙʘʛʘʪʦʨʽʯʥʽ 
ʧʨʠʧʫʱʝʥʥʷ ʈ.ʇʽʢʢʽʦ ʩʪʦʩʦʚʥʦ ʪʦʛʦ, ʱʦ ʩʝʨʝʜʥʴʦʚʽʯʥʘ 
ʣʽʪʝʨʘʪʫʨʘ ʟʘ ʩʚʦʻʶ ʧʨʠʨʦʜʦʶ ритмічна ʽ ʨʽʟʥʠʮʷ ʤʽʞ 
ʪʚʦʨʘʤʠ ʧʦʣʷʛʘʻ ʪʽʣʴʢʠ ʫ ʚʠʢʦʨʠʩʪʘʥʥʽ ʨʽʟʥʦʤʘʥʽʪʥʠʭ ʬʦʨʤ 
ʨʠʪʤʫ (ʷʢʽ ï ʜʦʜʘʤʦ ʚʽʜ ʩʝʙʝ ï ʤʦʞʣʠʚʦ, ʽ ʟʫʤʦʚʣʶʶʪʴ 
ʩʧʝʮʠʬʽʢʫ ʷʢʠʭ-ʥʝʙʫʜʴ ʩʪʠʣʽʚ), ʦʪʨʠʤʘʶʪʴ ˇʨʫʥʪʦʚʥʽ 
ʥʘʫʢʦʚʽ ʧʽʜʪʚʝʨʜʞʝʥʥʷ.  
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Маценка Світлана 
(Львів) 

 

Середньовічна легенда “Селянин Гельмбрехт” 
Вернера Садівника крізь призму літературної 

герменевтики 
 
 

ʉʫʯʘʩʥʝ ʨʦʟʫʤʽʥʥʷ ʩʝʨʝʜʥʴʦʚʽʯʥʦʛʦ ʪʝʢʩʪʫ ʫʩʢʣʘʜʥʝʥʝ 
ʧʦʤʽʞ ʽʥʰʠʤ ʯʘʩʦʚʦʶ ʜʠʩʪʘʥʮʽʻʶ ʪʘ ʚʽʢʦʚʠʤʠ 
ʩʚʽʪʦʛʣʷʜʥʠʤʠ ʥʘʰʘʨʫʚʘʥʥʷʤʠ, ʫ ʩʚʽʪʣʽ ʷʢʠʭ ʪʦʛʦʯʘʩʥʝ 
ʩʧʨʠʡʥʷʪʪʷ ʽ ʪʨʘʢʪʫʚʘʥʥʷ ʩʚʽʪʫ ʚʠʜʘʻʪʴʩʷ ʜʝʱʦ 
ʩʭʝʤʘʪʠʯʥʠʤ, ʘ ʚʽʜʪʘʢ ʽ ʤʘʣʦ ʜʦʩʪʫʧʥʠʤ. ʎʝ ʧʦʷʩʥʶʻʪʴʩʷ 
ñʚʽʢʦʜʘʚʥʽʩʪʶò (ñAlteritªtñ ï ʪʝʨʤʽʥ ɻ.ʈ.ʗʫʩʩʘ) ʩʝʨʝʜʥʴʦʚʽʯ-
ʥʦʾ ʣʽʪʝʨʘʪʫʨʠ, ʪʠʤ, ʱʦ ʧʦʨʷʜ ʽʟ ʙʝʟʧʦʩʝʨʝʜʥʽʤ ʟʤʽʩʪʦʤ 
ʭʫʜʦʞʥʽʡ ʪʚʽʨ ʚ ʝʧʦʭʫ ʉʝʨʝʜʥʴʦʚʽʯʯʷ ʥʘʜʽʣʝʥʠʡ, ʷʢ ʧʨʘʚʠʣʦ, 
ʘʣʝʛʦʨʠʯʥʠʤ ʟʤʽʩʪʦʤ, ʱʦ ʟʘʙʝʟʧʝʯʫʻ ʰʠʨʦʢʠʡ ʧʨʦʩʪʽʨ 
ʽʥʪʝʨʧʨʝʪʘʮʽʾ, ʧʨʦʥʠʢʥʝʥʥʷ ʫ ʷʢʠʡ, ʦʜʥʘʢ, ʚʠʤʘʛʘʻ 
ʚʨʘʭʫʚʘʥʥʷ ʷʢ ʦʨʠʛʽʥʘʣʴʥʦʩʪʽ ʪʝʢʩʪʫ, ʪʘʢ ʽ ʡʦʛʦ 
ʧʦʣʽʬʦʥʽʯʥʦʩʪʽ.  

ʊʦʤʫ ʦʜʠʥ ʽʟ ʥʘʡʟʥʘʯʥʽʰʠʭ ʧʨʝʜʩʪʘʚʥʠʢʽʚ ʩʫʯʘʩʥʦʾ 
ʛʝʨʤʝʥʝʚʪʠʢʠ ɻ.ɻ.ˆʘʜʘʤʝʨ ʟʘʢʣʠʢʘʻ ʙʘʯʠʪʠ ʫ ʯʘʩʦʚʦʤʫ 
ʽʥʪʝʨʚʘʣʽ, ʷʢʠʡ ʨʦʟʜʽʣʷʻ ʪʚʦʨʮʷ ʪʘ ʽʥʪʝʨʧʨʝʪʘʪʦʨʘ ʪʝʢʩʪʫ, 
ʧʦʟʠʪʠʚʥʫ ʽ ʧʨʦʜʫʢʪʠʚʥʫ ʤʦʞʣʠʚʽʩʪʴ ʨʦʟʫʤʽʥʥʷ. ñʏʘʩ ʥʝ ʻ 
ʧʨʦʚʘʣʣʷʤ, ʘ ʩʣʫʞʠʪʴ ʦʩʥʦʚʦʶ, ʚ ʷʢʽʡ ʢʦʨʝʥʠʪʴʩʷ 
ʩʫʯʘʩʥʽʩʪʴ. ɿʘʜʘʯʘ ʩʧʨʘʚʞʥʴʦʛʦ ʨʦʟʫʤʽʥʥʷ ʥʝ ʤʦʞʝ ʙʫʪʠ 
ʜʦʩʷʛʥʫʪʘ ʰʣʷʭʦʤ ʚʽʜʤʦʚʠ ʽʥʪʝʨʧʨʝʪʘʪʦʨʘ ʚʽʜ ʩʚʦʾʭ 
ʚʣʘʩʥʠʭ ʧʦʥʷʪʴ ʽ ʪʨʘʥʩʧʣʘʥʪʘʮʽʾ ʩʝʙʝ ʚ ʜʫʭ ʷʢʦʛʦʩʴ ʯʘʩʫ. 
ʇʦʟʠʪʠʚʥʘ ʨʦʣʴ ʯʘʩʦʚʦʛʦ ʽʥʪʝʨʚʘʣʫ ʧʦʣʷʛʘʻ ʚ ʡʦʛʦ 
ʟʜʘʪʥʦʩʪʽ ʩʣʫʞʠʪʠ ʬʽʣʴʪʨʦʤ; ʟʘʚʜʷʢʠ ʜʠʩʪʘʥʮʽʾ ʫ ʯʘʩʽ 
ʟʥʽʤʘʶʪʴʩʷ ʧʨʠʚʘʪʥʽ ʧʽʟʥʘʚʘʣʴʥʽ ʽʥʪʝʨʝʩʠ, ʱʦ ʚʝʜʝ ʜʦ 
ʩʧʨʘʚʞʥʴʦʛʦ ʨʦʟʫʤʽʥʥʷò

1
. ɿʚʽʜʩʠ ï ʦʩʤʠʩʣʝʥʥʷ ʭʫʜʦʞʥʴʦʛʦ 

                                                           
1 ɿʘʧʘʜʥʦʝ ʣʠʪʝʨʘʪʫʨʦʚʝʜʝʥʠʝ ʍʍ ʚʝʢʘ: ʕʥʮʠʢʣʦʧʝʜʠʷ / ʧʦʜ ʨʝʜ. ɽ.ɸ.ʎʫʨʛʘʥʦʚʘ. 
ï ʄʦʩʢʚʘ: Intrada, 2004. ï ʉ.101. 
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ʪʚʦʨʫ ʷʢ ʤʘʪʝʨʽʘʣʴʥʦʾ ʦʙô̒ʢʪʠʚʘʮʽʾ ʪʨʘʜʠʮʽʾ ʢʫʣʴʪʫʨʥʦʛʦ 
ʜʦʩʚʽʜʫ ʽ ʚʠʤʦʛʘ ʨʝʢʦʥʩʪʨʫʶʚʘʥʥʷ ʡʦʛʦ ʤʽʩʮʷ ʚ ʜʫʭʦʚʥʽʡ 
ʽʩʪʦʨʽʾ ʣʶʜʩʪʚʘ.  

ʄʝʪʦʶ ʽʥʪʝʨʧʨʝʪʘʮʽʾ, ʪʘʢʠʤ ʯʠʥʦʤ, ʻ ʥʝ ʟʥʘʯʝʥʥʷ 
ʪʝʢʩʪʫ, ʘ ʡʦʛʦ ʩʝʥʩ ʚ ʽʩʪʦʨʽʾ, ʷʢʘ ʣʠʰʝ ʡ ʥʘʜʽʣʝʥʘ 
ʟʥʘʯʝʥʥʷʤ. ñɯʩʪʦʨʠʯʥʠʡ ʩʚʽʪ ʷʢ ʮʽʣʽʩʪʴ, ʮʷ ʮʽʣʽʩʪʴ ʷʢ 
ʚʟʘʻʤʦʟʚô̫ʟʦʢ, ʮʝʡ ʚʟʘʻʤʦʟʚô̫ʟʦʢ ʷʢ ʮʽʥʥʽʩʥʦ-ʦʨʽʻʥʪʫʶʯʠʡ, 
ʮʽʣʝʩʧʨʷʤʦʚʫʶʯʠʡ, ʢʦʨʦʪʢʦ ʢʘʞʫʯʠ, ʪʚʦʨʯʠʡ, ʪʦʜʽ 
ʨʦʟʫʤʽʥʥʷ ʮʽʻʾ ʮʽʣʦʩʪʽ ʟ ʾʾ ʩʘʤʦʾ, ʽ, ʚʨʝʰʪʽ, ʮʝʥʪʨʘʣʽʟʘʮʽʷ 
ʮʽʥʥʦʩʪʝʡ ʽ ʮʽʣʝʡ ʫ ʧʝʚʥʽ ʩʪʦʣʽʪʪʷ, ʝʧʦʭʠ, ʚ ʫʥʽʚʝʨʩʘʣʴʥʽʡ 
ʽʩʪʦʨʽʾ ï ʮʝ ʧʦʛʣʷʜʠ, ʟ ʷʢʠʭ ʥʝʦʙʭʽʜʥʦ ʨʦʟʛʣʷʜʘʪʠ ʟʚô̫ʟʦʢ 
ʛʫʤʘʥʽʪʘʨʥʠʭ ʥʘʫʢò, ï ʩʪʚʝʨʜʞʫʚʘʚ ɺ.ɼʽʣʴʪʝʡ

2
. ʊʦʤʫ ʢʦʞʝʥ 

ʪʚʽʨ ʷʢ ʯʘʩʪʠʥʘ ʽʩʪʦʨʠʯʥʦʾ ʻʜʥʦʩʪʽ ʥʘʙʫʚʘʻ ʟʥʘʯʝʥʥʷ ʣʠʰʝ 
ʯʝʨʝʟ ʩʚʦʻ ʚʽʜʥʦʰʝʥʥʷ ʜʦ ʮʽʣʽʩʥʦʩʪʽ ʝʧʦʭʠ.  

ʎʷ ʧʦʟʠʮʽʷ ʦʙˇʨʫʥʪʦʚʫʻ ʪʘʢʦʞ ʩʫʯʘʩʥʠʡ ʽʥʪʝʨʝʩ ʜʦ 
ʩʝʨʝʜʥʴʦʚʽʯʥʦʾ ʣʽʪʝʨʘʪʫʨʠ. ɻ.ʈ.ʗʫʩʩ ʘʨʛʫʤʝʥʪʫʻ ʩʚʦʻ 
ʟʘʭʦʧʣʝʥʥʷ ʉʝʨʝʜʥʴʦʚʽʯʯʷʤ ʪʨʴʦʤʘ ʥʘʩʪʫʧʥʠʤʠ ʬʘʢʪʦʨʘʤʠ: 
ʝʩʪʝʪʠʯʥʦʶ ʥʘʩʦʣʦʜʦʶ, ʚʽʜʯʫʞʫʶʯʦʶ ʽʥʘʢʰʽʩʪʶ ʽ 
ʤʦʜʝʣʴʥʠʤ ʭʘʨʘʢʪʝʨʦʤ ʩʝʨʝʜʥʴʦʚʽʯʥʠʭ ʪʝʢʩʪʽʚ: ñʃʝʛʢʦ 
ʧʦʤʽʪʠʪʠ, ʱʦ ʚ ʦʩʥʦʚʽ ʮʽʻʾ ʪʨʽʘʜʠ ʣʝʞʠʪʴ ʫʞʝ ʚʠʧʨʦʙʫʚʘʥʘ 
ʧʨʘʢʪʠʢʘ ʣʽʪʝʨʘʪʫʨʥʦʾ ʛʝʨʤʝʥʝʚʪʠʢʠ. ɹʝʟʧʦʩʝʨʝʜʥʽʡ ʽ 
ʧʨʝʨʝʬʣʝʢʪʠʚʥʠʡ ʯʠʪʘʮʴʢʠʡ ʜʦʩʚʽʜ, ʷʢʠʡ ʚʞʝ ʽʤʧʣʽʮʠʪʥʦ 
ʤʽʩʪʠʪʴ ʘʧʨʦʙʘʮʽʶ ʯʠʪʘʙʝʣʴʥʦʩʪʽ, ʫʪʚʦʨʶʻ ʥʝʦʙʭʽʜʥʠʡ 
ʧʝʨʰʠʡ ʛʝʨʤʝʥʝʚʪʠʯʥʠʡ ʤʽʩʪ, ï ʚʚʘʞʘʻ ʚʯʝʥʠʡ. ï ʊʚʦʨʯʠʡ 
ʫʩʧʽʭ, ʷʢʠʡ ʧʝʨʝʜʘʻʪʴʩʷ, ʘʙʦ ʛʝʨʤʝʥʝʚʪʠʯʥʘ ʬʫʥʢʮʽʷ 
ʝʩʪʝʪʠʯʥʦʾ ʥʘʩʦʣʦʜʠ ʚʠʷʚʣʷʻʪʴʩʷ ʚ ʪʦʤʫ, ʱʦ ʚʠʥʠʢʘʻ 
ʤʦʞʣʠʚʽʩʪʴ ʯʝʨʝʟ ʥʘʨʦʩʪʘʶʯʫ ʟʛʦʜʫ ʯʠ ʪʘʢʦʞ via negationis, 
ʯʝʨʝʟ ʚʠʥʠʢʥʝʥʥʷ ʥʝʟʘʜʦʚʦʣʝʥʥʷ ʯʠʪʘʥʥʷʤ, ʚʠʷʚʠʪʠ 
ʚʨʘʞʘʶʯʫ ʽ ʚʽʜʯʫʞʫʶʯʫ ʽʥʰʽʩʪʴ ʩʚʽʪʫ, ʱʦ ʚʽʜʢʨʠʚʘʻʪʴʩʷ 
ʪʝʢʩʪʦʤ. ɼʣʷ ʫʩʚʽʜʦʤʣʝʥʥʷ ʮʽʻʾ ʽʥʘʢʰʦʩʪʽ ʚʽʜʦʢʨʝʤʣʝʥʦʛʦ 
ʤʠʥʫʣʦʛʦ ʥʝʦʙʭʽʜʥʝ ʨʝʬʣʝʢʪʫʶʯʝ ʩʧʨʠʡʥʷʪʪʷ ʾʾ 
ʚʽʜʯʫʞʫʶʯʠʭ ʘʩʧʝʢʪʽʚ, ʱʦ ʤʝʪʦʜʠʯʥʦ ʤʦʞʥʘ ʟʨʦʙʠʪʠ, 
ʨʝʢʦʥʩʪʨʫʶʚʘʚʰʠ ʛʦʨʠʟʦʥʪʠ ʦʯʽʢʫʚʘʥʥʷ ʘʜʨʝʩʘʪʽʚ, ʜʣʷ 
ʷʢʠʭ ʪʝʢʩʪ ʧʦʯʘʪʢʦʚʦ ʙʫʚ ʥʘʧʠʩʘʥʠʡ.  
                                                           
2 Dilthey W. Gesammelte Schriften. Bd. 7: Der Aufbau der geschichtlichen Welt in 

den Geisteswissenschaften. ï Stuttgart, Gºttingen, 1958. ï S.155. 
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ʎʝʡ ʜʨʫʛʠʡ ʛʝʨʤʝʥʝʚʪʠʯʥʠʡ ʢʨʦʢ ʥʝ ʧʦʚʠʥʝʥ, ʦʜʥʘʢ, 
ʙʫʪʠ ʤʝʪʦʶ ʨʦʟʫʤʽʥʥʷ ʚʟʘʛʘʣʽ, ʥʘʙʫʪʝ ʧʽʟʥʘʥʥʷ ʽʥʰʦʩʪʽ 
ʜʘʣʝʢʦʛʦ ʪʝʢʩʪʦʚʦʛʦ ʩʚʽʪʫ ʥʝ ʧʦʚʠʥʥʝ ʟʘʣʠʰʘʪʠʩʷ ʣʠʰʝ 
ʟʘʛʦʩʪʨʝʥʠʤ, ʦʙô̒ʢʪʠʚʦʚʘʥʠʤ ʯʝʨʝʟ ʟʥʷʪʪʷ ʛʦʨʠʟʦʥʪʫ 
ʚʘʨʽʘʥʪʦʤ ʽʩʪʦʨʠʯʥʦʾ ʢʦʥʢʨʝʪʠʟʘʮʽʾ. ʋ ʧʝʨʝʭʦʜʽ ʯʝʨʝʟ 
ʚʽʜʯʫʞʝʥʽʩʪʴ ʽʥʰʦʩʪʽ ʧʦʚʠʥʝʥ ʙʫʪʠ ʚʽʜʥʘʡʜʝʥʠʡ ʜʣʷ ʥʘʩ ʾʾ 
ʤʦʞʣʠʚʠʡ ʟʤʽʩʪ, ʧʦʩʪʘʚʣʝʥʝ ʧʠʪʘʥʥʷ ʧʨʦ ʟʥʘʯʝʥʥʷ, ʷʢʝ 
ʽʩʪʦʨʠʯʥʦ ʩʷʛʘʻ ʷʢʦʤʦʛʘ ʜʘʣʽ ʽ ʧʝʨʝʨʦʩʪʘʻ ʧʦʯʘʪʢʦʚʫ 
ʢʦʤʫʥʽʢʘʪʠʚʥʫ ʩʠʪʫʘʮʽʶ. ɸʧʝʣʶʶʯʠ ʪʝʨʤʽʥʦʣʦʛʽʻʶ 
ˆʘʜʘʤʝʨʘ: ʟʥʷʪʪʷ ʛʦʨʠʟʦʥʪʫ ʧʦʚʠʥʥʝ ʧʨʠʚʝʩʪʠ ʚ ʧʨʦʮʝʩʽ 
ʘʢʪʠʚʥʦʛʦ ʨʦʟʫʤʽʥʥʷ ʜʦ ʟʣʠʪʪʷ ʤʠʥʫʣʦʛʦ ʽ ʩʫʯʘʩʥʦʛʦ 
ʛʦʨʠʟʦʥʪʽʚ ʝʩʪʝʪʠʯʥʦʛʦ ʜʦʩʚʽʜʫ...ò

3
. ʋ ʪʘʢʠʡ ʩʧʦʩʽʙ 

ʚʠʦʢʨʝʤʣʶʻʪʴʩʷ ʛʝʨʤʝʥʝʚʪʠʯʥʘ ʧʨʦʙʣʝʤʘ ʩʝʨʝʜʥʴʦʚʽʯʥʦʾ 
ʣʽʪʝʨʘʪʫʨʠ ï ʩʚʦʻʨʽʜʥʝ ʧʦʜʚʦʻʥʥʷ ʩʪʨʫʢʪʫʨʠ ʜʠʩʢʫʨʩʫ, ʷʢʠʡ 
ʧʨʝʜʩʪʘʚʣʷʻʪʴʩʷ ʫ ʚʽʜʯʫʞʫʶʯʽʡ ʽʥʘʢʰʦʩʪʽ ʩʚʽʜʯʝʥʥʷʤ 
ʽʩʪʦʨʠʯʥʦ ʚʽʜʦʢʨʝʤʣʝʥʦʛʦ ʤʠʥʫʣʦʛʦ, ʚʦʜʥʦʯʘʩ, ʙʫʜʫʯʠ 
ʟʘʚʜʷʢʠ ʩʚʦʾʡ ʤʦʚʥʽʡ ʦʨʛʘʥʽʟʘʮʽʾ ʝʩʪʝʪʠʯʥʠʤ ʦʙô̒ʢʪʦʤ, 
ʚʢʘʟʫʻ ʥʘ ʽʥʰʫ ʩʚʽʜʦʤʽʩʪʴ, ʫʤʦʞʣʠʚʣʶʶʯʠ ʢʦʤʫʥʽʢʘʮʽʶ ʟ 
ʜʘʚʥʽʤ, ʜʘʣʝʢʦ ʚʞʝ ʥʝʩʫʯʘʩʥʠʤ ʘʜʨʝʩʘʪʦʤ. 

ɿ ʮʴʦʛʦ ʧʦʛʣʷʜʫ ʥʽʤʝʮʴʢʘ ʩʝʨʝʜʥʴʦʚʽʯʥʘ ʣʝʛʝʥʜʘ 
ñʉʝʣʷʥʠʥ ɻʝʣʴʤʙʨʝʭʪò ɺʝʨʥʝʨʘ ʉʘʜʽʚʥʠʢʘ ʻ ʚʘʛʦʤʦʶ 
ʩʢʣʘʜʦʚʦʶ ʢʫʣʴʪʫʨʥʦʾ ʩʚʽʜʦʤʦʩʪʽ ʍɯɯɯ ʩʪʦʣʽʪʪʷ ʪʘ ʮʽʥʥʠʤ 
ʣʽʪʝʨʘʪʫʨʥʠʤ ʧʘʤô̫ʪʥʠʢʦʤ ʧʝʨʝʭʽʜʥʦʛʦ ʧʝʨʽʦʜʫ ʧʽʟʥʴʦʛʦ 
ʉʝʨʝʜʥʴʦʚʽʯʯʷ. ʇʨʠʙʣʠʟʥʦ ʚ 1260/70 ʨʦʢʘʭ ɺʝʨʥʝʨ ʉʘʜʽʚʥʠʢ 
(Wernher der Gartenaere), ʦʯʝʚʠʜʥʦ ʤʘʥʜʨʫʶʯʠʡ 
ʧʨʦʬʝʩʽʡʥʠʡ ʧʦʝʪ, ʩʪʚʦʨʠʚ ʦʧʦʚʽʜʘʥʥʷ ʫ ʚʽʨʰʘʭ, ʱʦ 
ʩʢʣʘʜʘʻʪʴʩʷ ʽʟ 1900 ʩʪʨʦʬ, ʧʽʜ ʥʘʟʚʦʶ ñʉʝʣʷʥʠʥ ɻʝʣʴʤʙʨʝʭʪò 
(ñMeier Helmbrechtò), ʷʢʝ ʟʙʝʨʝʛʣʦʩʴ ʫ ʜʚʦʭ ʤʘʥʫʩʢʨʠʧʪʘʭ 
ʍV ʽ XVI ʩʪʦʣʽʪʴ. ʏʝʨʝʟ ʚʽʜʩʫʪʥʽʩʪʴ ʧʨʷʤʠʭ ʜʘʥʠʭ ʧʨʦ 
ʘʚʪʦʨʘ ʪʘ ʽʩʪʦʨʽʶ ʚʠʥʠʢʥʝʥʥʷ ʪʚʦʨʫ ʪʝʢʩʪ ʽ ʡʦʛʦ ʩʦʮʽʘʣʴʥʦ-
ʢʫʣʴʪʫʨʥʠʡ ʢʦʥʪʝʢʩʪ ʻ ʻʜʠʥʠʤʠ ʜʞʝʨʝʣʘʤʠ ʽʥʬʦʨʤʘʮʽʾ.  

ɯʥʪʝʨʧʨʝʪʘʮʽʷ ʩʪʘʻ ʥʘʡʧʨʦʜʫʢʪʠʚʥʽʰʠʤ ʰʣʷʭʦʤ ʜʦ 
ʨʦʟʫʤʽʥʥʷ ʩʪʨʫʢʪʫʨ, ʷʢʽ ʻ ʥʦʩʽʷʤʠ ʟʤʽʩʪʫ. ʇʨʠ ʮʴʦʤʫ ʧʦʩʪʘʻ 
ʙʘʛʘʪʦʘʩʧʝʢʪʥʝ ʧʠʪʘʥʥʷ ʧʨʦ ʝʩʪʝʪʠʯʥʫ ʮʽʥʥʽʩʪʴ ʪʚʦʨʫ, ʷʢʝ 
                                                           
3 Jauss H.R. Alteritªt und Modernitªt der mittelalterlichen Literatur. Gesammelte 
Aufsªtze 1956-1976. ï M¿nchen, 1977. ï S.14. 
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ʚʤʽʱʫʻ ʧʨʦʙʣʝʤʠ ʚʘʛʦʤʦʩʪʽ ʪʝʢʩʪʫ ʷʢ ʽʩʪʦʨʠʯʥʦʛʦ ʩʚʽʜʯʝʥʥʷ, 
ʚʽʜʦʙʨʘʞʝʥʥʷ ʥʝʧʝʨʝʨʚʥʦʩʪʽ ʽ ʧʦʩʪʫʧʘʣʴʥʦʩʪʽ ʽʩʪʦʨʠʯʥʦʛʦ 
ʧʨʦʮʝʩʫ ʪʘ ʚʦʜʥʦʯʘʩ ʽʩʪʦʨʠʯʥʠʭ ʜʠʬʝʨʝʥʮʽʡ, ʥʝʧʦʚʪʦʨʥʦʩʪʽ 
ʧʝʚʥʦʾ ʽʩʪʦʨʠʯʥʦʾ ʝʧʦʭʠ. ɼʦ ʫʚʘʛʠ ʙʝʨʝʪʴʩʷ ʽ ʭʫʜʦʞʥʷ 
ʩʧʝʮʠʬʽʢʘ ʩʝʨʝʜʥʴʦʚʽʯʥʦʾ ʣʽʪʝʨʘʪʫʨʠ ʟʘʛʘʣʦʤ, ʜʣʷ ʷʢʦʾ, 
ʟʛʽʜʥʦ ʟ ʤʝʜʽʻʚʽʩʪʠʯʥʠʤʠ ʜʦʩʣʽʜʞʝʥʥʷʤʠ, ʩʘʤʝ ʧʦʥʷʪʪʷ 
ñʬʽʢʮʽʾò, ñʚʠʛʘʜʢʠò ʥʝ ʻ ʭʘʨʘʢʪʝʨʥʠʤ. ñʇʝʨʝʜ ʥʘʤʠ ʤʦʜʝʣʴ 
ʣʽʪʝʨʘʪʫʨʠ, ʜʣʷ ʷʢʦʾ ʱʝ ʥʝ ʽʩʥʫʚʘʣʦ ʧʝʚʥʠʭ ʬʦʨʤ 
ʛʝʨʤʝʥʝʚʪʠʢʠ, ʷʢʽ ʭʠʙʥʦ, ʫ ʚʠʛʣʷʜʽ ʚʽʜʜʘʣʝʥʠʭ ʚʽʜ 
ʨʝʘʣʴʥʦʩʪʽ, ʙʫʣʠ ʧʨʝʜʩʪʘʚʣʝʥʽ ʩʫʯʘʩʥʦʤʫ ʧʦʥʷʪʪʶ ʝʩʪʝʪʠʢʠ 
19 ʩʪʦʣʽʪʪʷ. ʆʩʢʽʣʴʢʠ ʦʩʦʙʣʠʚʝ ʽ ʟʘʛʘʣʴʥʝ, ʽʥʜʠʚʽʜ ʽ 
ʩʫʩʧʽʣʴʩʪʚʦ ʱʝ ʛʦʩʪʨʦ ʥʝ ʧʨʦʪʠʩʪʘʚʣʝʥʽ ʦʜʥʝ ʦʜʥʦʤʫ, ʪʦ 
ʦʢʨʝʤʘ ʣʶʜʠʥʘ ʚʩʝ ʱʝ ʻ ʽʥʪʝʛʨʦʚʘʥʦʶ ʚ ʩʫʩʧʽʣʴʥʫ ʛʨʫʧʫ ʽ 
ʟʜʦʙʫʚʘʻ ʽʜʝʥʪʠʯʥʽʩʪʴ ʥʝ ʷʢ ʽʥʜʠʚʽʜ, ʘ ʯʝʨʝʟ ʧʨʠʚô̫ʟʘʥʽʩʪʴ ʜʦ 
ʽʻʨʘʨʭʽʯʥʦʛʦ ʧʦʨʷʜʢʫ, ʤʠʩʪʝʮʪʚʦ ʟʘʣʠʰʘʻʪʴʩʷ ʩʫʪʪʻʚʦ 
ʚʧʣʝʪʝʥʠʤ ʫ ʩʫʩʧʽʣʴʥʫ ʬʫʥʢʮʽʦʥʘʣʴʥʽʩʪʴ ʽ ʪʦʤʫ 
ʙʝʟʧʦʩʝʨʝʜʥʽʰʝ, ʥʽʞ ʫ ʧʽʟʥʽʰʽʡ ʣʽʪʝʨʘʪʫʨʽ, ʤʦʞʥʘ ʨʦʟʧʽʟʥʘʪʠ 
ʚ ʥʴʦʤʫ ʩʦʮʽʘʣʴʥʠʡ ʞʝʩʪ, ʪʦʙʪʦ ʩʫʩʧʽʣʴʥʫ ʬʦʨʤʫ 
ʚʠʩʣʦʚʣʶʚʘʥʥʷ ʧʝʚʥʠʭ ʚʝʨʩʪʚ ʽ ʢʣʘʩʽʚ, ʷʢʽ ʧʨʘʛʥʫʣʠ ʟʨʦʙʠʪʠ 
ʣʽʪʝʨʘʪʫʨʫ ʽʥʩʪʨʫʤʝʥʪʦʤ ʾʭʥʴʦʾ ʩʫʩʧʽʣʴʥʦʾ ʜʽʷʣʴʥʦʩʪʽ...ò

4
.  

ɻ.ʈ.ʗʫʩʩ ʜʦʧʦʚʥʶʻ ʦʧʠʩ ʤʦʜʝʣʴʥʦʛʦ ʭʘʨʘʢʪʝʨʫ ʮʽʻʾ 
ʣʽʪʝʨʘʪʫʨʠ ʥʘʩʪʫʧʥʠʤ ʯʠʥʦʤ: ñʉʝʨʝʜʥʴʦʚʽʯʯʷ ʚʠʷʚʣʷʻ ʫ 
ʩʚʦʾʡ ʣʽʪʝʨʘʪʫʨʽ ʨʠʩʠ, ʷʢʽ, ʟʚʠʯʘʡʥʦ, ʥʝʯʘʩʪʦ ʤʦʞʥʘ ʟʥʘʡʪʠ 
ʩʘʤʝ ʫ ʪʘʢʦʤʫ ʧʦʚʥʦʤʫ ʚʠʷʚʣʝʥʥʽ: ʤʦʜʝʣʴ ʟʘʢʨʠʪʦʾ ʫ ʩʦʙʽ 
ʢʫʣʴʪʫʨʠ ʽ ʩʫʩʧʽʣʴʩʪʚʘ, ʫ ʷʢʽʡ ʤʠʩʪʝʮʪʚʦ ʪʘ ʣʽʪʝʨʘʪʫʨʘ 
ʦʩʷʛʘʶʪʴʩʷ ʱʝ ʚ ʥʦʨʤʦʪʚʦʨʯʠʭ ʬʫʥʢʮʽʷʭ; ʘʨʭʘʾʯʥʠʡ ʽ 
ʚʦʜʥʦʯʘʩ ʧʦ-ʰʢʽʣʴʥʦʤʫ ʦʩʚʽʯʝʥʠʡ ʭʘʨʘʢʪʝʨ ʮʽʻʾ ʢʫʣʴʪʫʨʠ, ʫ 
ʷʢʽʡ ʧʝʨʝʭʨʝʱʫʻʪʴʩʷ ʢʦʩʤʦʧʦʣʽʪʠʟʤ ʣʘʪʠʥʩʴʢʦʾ ʧʠʩʝʤʥʦʩʪʽ ʟ 
ʧʦʚʩʷʢʜʝʥʥʦʶ ʬʫʥʢʮʽʻʶ ʨʦʟʤʦʚʥʠʭ ʨʦʤʘʥʩʴʢʠʭ ʨʝʛʽʦʥʘʣʴ-
ʥʠʭ ʤʦʚ; ʢʦʥʩʝʨʚʘʪʠʟʤ ʣʽʪʝʨʘʪʫʨʠ, ʷʢʘ ʜʘʣʝʢʦ ʚʽʜ ʙʫʜʴ-ʷʢʦʾ 
ʘʨʽʩʪʦʪʝʣʽʚʩʴʢʦʾ ʨʝʮʝʧʮʽʾ ʨʦʟʚʠʚʘʻ ʚʣʘʩʥʠʡ ʧʨʠʥʮʠʧ 
ʥʘʩʣʽʜʫʚʘʥʥʷ ʽ ʣʽʪʝʨʘʪʫʨʥʫ ʩʠʩʪʝʤʫ, ʜʝʤʦʥʩʪʨʫʶʯʠ ʩʪʦʩʦʚʥʦ 
ʘʥʪʠʯʥʦʩʪʽ ʽ ʯʫʞʠʭ ʢʫʣʴʪʫʨ ʚʨʘʞʘʶʯʫ ʩʠʣʫ ʟʘʩʚʦʻʥʥʷ; ʯʽʪʢʦ 
ʚʠʜʽʣʝʥʘ, ʤʘʡʞʝ ʥʝʟʤʽʥʥʘ ʩʠʩʪʝʤʘ ʚʠʨʘʞʝʥʥʷ ʮʽʻʾ 
                                                           
4 Weddige H. Einf¿hrung in die germanistische Mediªvistik. ï M¿nchen: Beck, 1997. 
ï S.23. 
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ʣʽʪʝʨʘʪʫʨʠ, ʷʢʘ ʧʨʦʢʣʘʜʘʻ ʚʣʘʩʥʫ ʜʦʨʦʛʫ ʚʽʜ ʟʥʘʢʫ ʜʦ 
ʩʠʤʚʦʣʫ ʽ ʧʨʠ ʮʴʦʤʫ ʚʩʝ ʞ ʚʠʨʦʙʣʷʻ ʨʫʭʣʠʚʠʡ ʧʦʨʷʜʦʢ 
ʞʘʥʨʦʚʠʭ ʟʨʘʟʢʽʚ ʽ ñʪʦʥʽʚò, ʫ ʷʢʠʭ ʨʦʟʛʦʨʪʘʻʪʴʩʷ 
ʢʦʤʫʥʽʢʘʪʠʚʥʝ ʜʦʩʷʛʥʝʥʥʷ ʣʽʪʝʨʘʪʫʨʠ ʩʫʩʧʽʣʴʩʪʚʘ ʫ ʩʪʘʥʽ 
ʬʦʨʤʫʚʘʥʥʷò

5
. ʃʝʛʝʥʜʽ ʧʨʦ ʩʝʣʷʥʠʥʘ ɻʝʣʴʤʙʨʝʭʪʘ ʪʘʢʦʞ 

ʧʨʠʪʘʤʘʥʥʠʡ ʭʘʨʘʢʪʝʨ ʤʦʜʝʣʽ, ʷʢʘ ʻ ʚʝʣʠʢʦʶ ʤʽʨʦʶ 
ʚʪʽʣʝʥʥʷʤ ʪʦʛʦʯʘʩʥʠʭ ʫʷʚʣʝʥʴ ʽ ʚʽʨʫʚʘʥʴ, ʘʣʝ ʚʦʜʥʦʯʘʩ ʚʦʥʘ 
ʤʽʩʪʠʪʴ ʽ ʦʟʥʘʢʠ ʟʘʨʦʜʞʝʥʥʷ ʥʦʚʦʛʦ ʪʠʧʫ ʤʠʩʣʝʥʥʷ. 
ʆʯʝʚʠʜʥʦ, ʩʚʦʾʤʠ ʟʥʘʥʥʷʤʠ ʘʚʪʦʨ ʟʘʚʜʷʯʫʻ ñʢʥʠʟʽ ʢʥʠʛò ʽ 
ñʢʥʠʟʽ ʩʚʽʪʫò, ʪʦʙʪʦ ɹʽʙʣʽʾ ʪʘ ʜʦʩʚʽʜʫ, ʥʘʙʫʪʦʤʫ ʥʠʤ ʫ 
ʤʘʥʜʨʘʭ, ʪʘ ʟʥʘʡʦʤʩʪʚʫ ʟ ʪʦʛʦʯʘʩʥʦʶ ʣʽʪʝʨʘʪʫʨʥʦʶ 
ʩʠʪʫʘʮʽʻʶ.  

ʇʨʦ ʧʠʩʴʤʝʥʥʠʢʘ ʚʽʜʦʤʦ, ʱʦ ʩʘʤ ʚʽʥ ʥʘʟʠʚʘʚ ʩʝʙʝ 
ɺʝʨʥʝʨʦʤ ʉʘʜʽʚʥʠʢʦʤ ʽ ñɻʝʣʴʤʙʨʝʭʪò ʻ ʻʜʠʥʠʤ ʟʥʘʥʠʤ 
ʪʚʦʨʦʤ, ʷʢʠʡ ʥʘʣʝʞʠʪʴ ʡʦʛʦ ʧʝʨʫ ʽ ʜʽʡʰʦʚ ʜʦ ʥʘʰʦʛʦ ʯʘʩʫ. 
ɸʥʘʣʽʟʫʶʯʠ ʧʝʚʥʽ ʜʽʘʣʝʢʪʥʽ ʚʠʩʣʦʚʠ, ʷʢʽ ɺʝʨʥʝʨ 
ʚʠʢʦʨʠʩʪʦʚʫʻ ʚ ʪʝʢʩʪʽ, ʦʧʠʩʠ ʦʢʨʝʤʠʭ ʟʚʠʯʘʾʚ, ʚʯʝʥʽ 
ʨʝʢʦʥʩʪʨʫʶʶʪʴ ʬʨʘʛʤʝʥʪʠ ʙʽʦʛʨʘʬʽʯʥʠʭ ʜʘʥʠʭ ʧʨʦ ʘʚʪʦʨʘ. 
ʇʨʠʧʫʩʢʘʻʪʴʩʷ, ʱʦ ʚʽʥ ʧʦʭʦʜʠʪʴ ʽʟ ʘʚʩʪʨʽʡʩʴʢʦ-ʙʘʚʘʨʩʴʢʦʛʦ 
ʨʝʛʽʦʥʫ. ʁʦʛʦ ʩʦʮʽʘʣʴʥʝ ʧʦʭʦʜʞʝʥʥʷ ʚʠʟʥʘʯʠʪʠ ʚʘʞʢʦ. 
ɹʘʛʘʪʦ ʱʦ ʥʘʪʷʢʘʻ ʥʘ ʪʝ, ʱʦ ʚʽʥ ʙʫʚ ʤʘʥʜʨʽʚʥʠʢʦʤ ʽ 
ʟʘʡʤʘʚʩʷ ʧʦʝʪʠʯʥʦʶ ʪʚʦʨʯʽʩʪʶ ʧʨʠ ʨʠʮʘʨʩʴʢʠʭ ʜʚʦʨʘʭ.  

ʑʦʜʦ ʡʦʛʦ ʟʥʘʥʴ ʽʩʥʫʻ ʪʝʟʘ, ʱʦ ɺʝʨʥʝʨ ʉʘʜʽʚʥʠʢ ʤʘʚ 
ʜʫʭʦʚʥʫ ʦʩʚʽʪʫ, ʽʥʰʽ ʜʞʝʨʝʣʘ, ʧʨʦʪʝ, ʩʪʚʝʨʜʞʫʶʪʴ, ʱʦ ʚʽʥ 
ʙʫʚ ʥʝʦʩʚʽʯʝʥʠʤ. ʆʜʥʘʢ ʪʝʢʩʪ ñɻʝʣʴʤʙʨʝʭʪʘò ʜʝʤʦʥʩʪʨʫʻ 
ʦʙô̒ʤʥʫ ʦʙʽʟʥʘʥʽʩʪʴ ʧʦʝʪʘ ʟ ʪʦʛʦʯʘʩʥʦʶ ʣʽʪʝʨʘʪʫʨʦʶ. ʎʝ 
ʦʙˇʨʫʥʪʦʚʫʻ ʽʥʪʝʨʪʝʢʩʪʫʘʣʴʥʫ ʧʨʠʨʦʜʫ ʪʝʢʩʪʦʚʦʾ ʪʢʘʥʠʥʠ 
ʪʚʦʨʫ, ʘ ʪʘʢʦʞ ʡʦʛʦ ʞʘʥʨʦʚʫ ʩʚʦʻʨʽʜʥʽʩʪʴ, ʷʢʘ ʜʦʟʚʦʣʷʻ 
ʚʽʜʥʝʩʪʠ ñʉʝʣʷʥʠʥʘ ɻʝʣʴʙʨʝʭʪʘò ʜʦ ʧʦʰʠʨʝʥʦʛʦ ʥʘ ʪʦʡ ʯʘʩ 
ʞʘʥʨʫ ʣʝʛʝʥʜʠ ʯʠ ʩʢʘʟʘʥʥʷ (das Mªre). ʅʘ ʧʽʜʩʪʘʚʽ ʚʝʣʠʢʦʾ 
ʢʽʣʴʢʦʩʪʽ ʜʽʘʣʦʛʽʚ ʦʢʨʝʤʽ ʚʯʝʥʽ ʛʦʚʦʨʷʪʴ ʧʨʦ ʜʨʘʤʘʪʠʯʥʫ 
ʙʫʜʦʚʫ ʪʚʦʨʫ. ʋ ʢʨʠʪʠʮʽ ʜʠʩʢʫʪʫʻʪʴʩʷ ʪʘʢʦʞ ʽʤô̫ ʧʦʝʪʘ: 
ʦʜʥʽ ʤʝʜʽʻʚʽʩʪʠ ʚʚʘʞʘʶʪʴ, ʱʦ ɺʝʨʥʝʨ ʙʫʚ ʩʘʜʽʚʥʠʢʦʤ, ʽʥʰʽ 
ʟʘʢʣʠʢʘʶʪʴ ʨʦʟʫʤʽʪʠ ʡʦʛʦ ʽʤô̫ ʤʝʪʘʬʦʨʠʯʥʦ ï ñʪʚʦʨʝʮʴ ʫ 

                                                           
5 Jauss H.R. Op. cit. ï S.25. 
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ʩʘʜʫ ʤʠʩʪʝʮʪʚʘò, ʟʛʽʜʥʦ ʟ ʽʥʰʦʶ ʛʽʧʦʪʝʟʦʶ, ʧʦʝʪ ʤʽʛ 
ʥʘʣʝʞʘʪʠ ʜʦ ʙʘʛʘʪʦʾ ʨʦʜʠʥʠ ˆʝʨʪʥʝʨ ʫ ʂʨʝʤʩʽ, ʡʦʛʦ ʽʤô̫ 
ʤʦʛʣʦ ʧʦʭʦʜʠʪʠ ʪʘʢʦʞ ʚʽʜ ʜʽʻʩʣʦʚʘ ñgartenñ, ʱʦ ʦʟʥʘʯʘʣʦ 
ñʧʦʜʦʨʦʞʫʚʘʪʠñ

6
. ʆʪʞʝ, ʟʘʣʠʰʘʶʪʴʩʷ ʚʽʜʢʨʠʪʠʤʠ ʧʨʦʙʣʝʤʠ 

ʘʚʪʦʨʩʪʚʘ, ʽʩʪʦʨʠʯʥʦʩʪʽ, ʽʥʪʝʥʮʽʡʥʦʩʪʽ ʪʘ ʙʘʛʘʪʦʟʥʘʯʥʦʩʪʽ 
ʪʝʢʩʪʫ. 

ɻʝʨʤʝʥʝʚʪʠʯʥʘ ʪʨʘʜʠʮʽʷ ʚʠʭʦʜʠʪʴ ʽʟ ʪʦʛʦ, ʱʦ ʚ ʪʚʦʨʽ 
ʷʚʥʦ-ʧʨʠʭʦʚʘʥʦ ʧʦʟʘ ʽʥʪʝʥʮʽʡʥʽʩʪʶ ʘʚʪʦʨʘ, ʧʦʟʘ ʥʝʩʚʽʜʦ-
ʤʠʤʠ ʧʨʦʮʝʩʘʤʠ ʚʧʠʩʘʥʠʡ ʛʣʠʙʰʠʡ ʟʤʽʩʪ. ñʉʠʤʚʦʣʽʯʥʠʡ 
ʟʤʽʩʪ ʢʦʥʩʪʠʪʫʶʻʪʴʩʷ ʧʦʟʘ ʽ ʚʩʝʨʝʜʠʥʽ ʩʣʦʚʝʩʥʦʛʦ ʟʤʽʩʪʫò,ï 
ʩʪʚʝʨʜʞʫʻ ʇʦʣʴ ʈʽʢʝʨ

7
. ʇʨʠ ʮʴʦʤʫ ʩʠʤʚʦʣʽʯʥʠʡ ʭʘʨʘʢʪʝʨ 

ʤʦʚʠ ʚʠʷʚʣʷʻ ʤʽʬʦʣʦʛʽʯʥʽ ʚʠʤʽʨʠ, ʷʢʽ ʧʨʦʯʠʪʫʶʪʴʩʷ ʣʠʰʝ 
ʟʛʽʜʥʦ ʾʭʥʴʦʾ ʣʦʛʽʢʠ. ɺʽʜʧʦʚʽʜʥʦ, ʛʝʨʤʝʥʝʚʪʠʢʘ ʚʢʣʶʯʘʻ 
ʨʝʢʦʥʩʪʨʫʶʚʘʥʥʷ ʧʦʯʘʪʢʦʚʦʛʦ ñʧʦʩʣʘʥʥʷò ʽ ʜʝʤʽʩʪʠʬʽʢʘʮʽʶ 
ʡʦʛʦ ʚʦʜʥʦʯʘʩ ʧʝʨʝʜʘʥʠʭ ʩʘʤʦʪʣʫʤʘʯʝʥʴ. ɯʥʪʝʨʧʨʝʪʘʮʽʷ ʩʪʘʻ 
ʘʤʙʽʚʘʣʝʥʪʥʦʶ: ʚʽʜʢʨʠʪʪʷ ʧʦʚʥʦʪʠ ʩʠʤʚʦʣʽʯʥʠʭ ʟʥʘʯʝʥʴ ʽ 
ʩʢʦʨʦʯʝʥʥʷ ʾʭ ʜʦ ʩʧʨʘʚʞʥʴʦʛʦ ʟʥʘʯʝʥʥʷ ñʧʦʯʘʪʢʦʚʦʛʦ 
ʩʣʦʚʘò, ʷʢʝ ʥʝ ʙʫʣʦ ʩʢʘʟʘʥʝ

8
.  

ʋ ʣʝʛʝʥʜʽ ʧʨʦ ʩʝʣʷʥʠʥʘ ɻʝʣʴʤʙʨʝʭʪʘ ʯʽʪʢʦ 
ʧʨʦʩʪʝʞʫʻʪʴʩʷ ʭʨʠʩʪʠʷʥʩʴʢʘ ʤʽʬʦʣʦʛʽʯʥʘ ʦʩʥʦʚʘ. ɺʝʨʥʝʨ 
ʉʘʜʽʚʥʠʢ ʨʦʟʫʤʽʻ ʽ ʩʧʨʠʡʤʘʻ ʩʚʽʪ ʥʘ ʦʩʥʦʚʽ ɹʽʙʣʽʾ. ɿ ʧʦʛʣʷʜʫ 
ʭʨʠʩʪʠʷʥʩʴʢʦʾ ʛʝʨʤʝʥʝʚʪʠʢʠ, ʷʢʘ ʥʘ ʪʦʡ ʯʘʩ ʙʫʣʘ 
ʜʦʤʽʥʫʶʯʦʶ ʩʠʩʪʝʤʦʶ ʽʥʪʝʨʧʨʝʪʘʮʽʾ, ʚʽʨʘ ʚʚʘʞʘʣʘʩʴ ʚʠʱʦʶ 
ʤʫʜʨʽʩʪʶ. ɯʩʪʠʥʘ ʞʠʚʝ ʚ ʣʶʜʠʥʽ, ʧʠʩʘʚ ʊʦʤʘ ɸʢʚʽʥʩʴʢʠʡ, ʘ 
ʩʫʙô̒ʢʪ, ʱʦ ʩʪʘʚ ʥʘ ʰʣʷʭ ʧʽʟʥʘʥʥʷ, ʫʩʚʽʜʦʤʣʶʻ ʾʾ ʧʽʜ 
ʚʧʣʠʚʦʤ ʧʨʦʩʚʽʪʣʝʥʥʷ, ʷʢʝ ʚʠʭʦʜʠʪʴ ʚʽʜ ɹʦʛʘ. ñɺʠʱʽ 
ʧʨʠʥʮʠʧʠ ʤʠʩʣʝʥʥʷ, ʷʢʽ ʚʠʩʪʫʧʘʶʪʴ ʷʢ ʢʨʠʪʝʨʽʾ ʟʥʘʥʥʷ, ʱʦ 
ʥʝ ʻ ʦʜʢʨʦʚʝʥʥʷʤ, ʪʘʢʦʞ ʚʨʦʜʞʝʥʽ, ʟ ʪʽʻʶ ʣʠʰʝ ʨʽʟʥʠʮʝʶ, 
ʱʦ ʣʶʜʠʥʘ ʫʩʚʽʜʦʤʣʶʻ ʾʭ ʟʘʚʜʷʢʠ ʜʦʩʚʽʜʫò

9
.  

                                                           
6 Helmbrecht. Vom mittelalterlichen Versepos zum Burghauser Freilichtspiel / Hrsg. 

von der Stadt Burghausen. ï Burghausen, 2001. ï S.8-10. 
7 Ricœur P. Die Interpretation. ï Frankfurt a. M., 1974. ï S.29. 
8 Grundz¿ge der Literaturwissenschaft / Hrsg. Von H. L. Arnold, H. Detering. ï 
M¿nchen: Taschenbuch-Verlag, 2001. ï S.146. 

9  Квіт С. ʆʩʥʦʚʠ ʛʝʨʤʝʥʝʚʪʠʢʠ. ï ʂʠʾʚ: ʂʄ ɸʢʘʜʝʤʽʷ, 2003. ï ʉ.19. 
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ʆʯʝʚʠʜʥʦ, ʽ ʜʣʷ ʩʝʨʝʜʥʴʦʚʽʯʥʦʛʦ ʧʦʝʪʘ ʽʩʪʠʥʘ ʙʫʣʘ 
ʦʜʢʨʦʚʝʥʥʷʤ ʙʦʞʠʤ. ʎʝ ʧʽʜʪʚʝʨʜʞʫʶʪʴ ʣʦʛʽʢʘ ʚʠʩʣʦʚʣʶʚʘʥ-
ʥʷ ʘʚʪʦʨʘ ʽ ʧʨʠʥʮʠʧʠ ʘʨʛʫʤʝʥʪʘʮʽʾ ʡʦʛʦ ʧʦʟʠʮʽʾ. ʋ ʩʚʽʪʽ 
ʧʘʥʫʻ ʙʦʞʝʩʪʚʝʥʥʠʡ ʧʦʨʷʜʦʢ. ñʎʝʡ ʯʫʪʪʻʚʦ ʩʧʨʠʡʥʷʪʠʡ ʩʚʽʪ 
ʻ ʥʝʥʘʯʝ ʢʥʠʛʘ, ʥʘʧʠʩʘʥʘ ɹʦʛʦʤ, ʪʦʙʪʦ ʩʪʚʦʨʝʥʠʡ ʙʦʞʦʶ 
ʩʠʣʦʶ ʽ ʦʢʨʝʤʽ ʪʚʦʨʽʥʥʷ ʻ ʥʘʯʝ ʬʽʛʫʨʠ, ʷʢʽ ʦʨʛʘʥʽʟʦʚʘʥʽ ʥʝ ʟʘ 
ʣ ʜʁʩʴʢʠʤ ʨʽʰʝʥʥʷʤ, ʘ ʟʛʽʜʥʦ ʟ ʙʦʞʝʩʪʚʝʥʥʦʶ ʚʦʣʝʶ, ʱʦʙ 
ʟʘʩʚʽʜʯʠʪʠ ʤʫʜʨʽʩʪʴ ʥʝʚʠʜʠʤʦʾ ʙʦʞʝʩʪʚʝʥʥʦʾ ʩʫʪʽò

10
.  

ʊʘʢʠʤ ʯʠʥʦʤ, ʩʚʽʪ ʦʨʛʘʥʽʟʦʚʘʥʠʡ ʟʘ ʧʨʠʥʮʠʧʘʤʠ 
ʚʠʱʦʾ ʩʧʨʘʚʝʜʣʠʚʦʩʪʽ, ʱʦ ʤʦʞʥʘ ʩʪʚʝʨʜʞʫʚʘʪʠ ʽ ʧʨʦ 
ʽʻʨʘʨʭʽʯʥʫ ʩʫʩʧʽʣʴʥʫ ʩʪʨʫʢʪʫʨʫ. ʉʣʦʚʘʤʠ ʩʪʘʨʰʦʛʦ 
ɻʝʣʴʤʙʨʝʭʪʘ ʪʝʢʩʪ ʧʨʝʟʝʥʪʫʻ ʽʜʝʶ ʨʦʟʫʤʥʦʾ ʚʣʘʰʪʦʚʘʥʦʩʪʽ 
ʩʚʽʪʫ. ʉʝʣʷʥʠʥ ʚʠʩʦʢʦ ʮʽʥʫʻ ʩʚʦʶ ʯʝʩʥʫ ʧʨʘʮʶ ʽ ʙʘʯʠʪʴ ʫ 
ʮʴʦʤʫ ʩʚʦʻ ʚʠʱʝ ʧʨʠʟʥʘʯʝʥʥʷ. ʊʦʡ, ʭʪʦ ʜʦʙʨʦʩʦʚʽʩʥʦ 
ʚʠʢʦʥʫʻ ʬʫʥʢʮʽʶ, ʧʦʢʣʘʜʝʥʫ ʥʘ ʥʴʦʛʦ ɹʦʛʦʤ, ʜʽʻ ʛʽʜʥʦ ʽ 
ʞʠʪʠʤʝ ʚ ʜʫʭʦʚʥʽʡ ʛʘʨʤʦʥʽʾ. ʊʦʤʫ ʙʘʪʴʢʦ ʟʘʢʣʠʢʘʻ ʩʚʦʛʦ 
ʩʠʥʘ ʞʠʪʠ ʯʝʩʥʦ ʥʘ ʢʦʨʠʩʪʴ ʣʶʜʷʤ: 

ʇʦʜʥʠʤʝʰʴ ʧʦʣʝ ʚʝʨʥʳʤ ʧʣʫʛʦʤ     Ach, baue mit dem Pflug die Flur, 
ʀ ʥʘʛʨʘʜʠʰʴʩʷ ʧʦ ʟʘʩʣʫʛʘʤ.              Draus andern lauter Nutzen sprieÇt, 
ʅʝ ʙʫʜʫʪ ʚʩʝ ʪʝʙʷ ʯʫʞʜʘʪʴʩʷ,            DaÇ reich und arm dein Tun genieÇt, 
ɸ ʙʫʜʫʪ ʚʩʝ ʚ ʪʝʙʝ ʥʫʞʜʘʪʴʩʷ ï         Dein Tun genieÇt selbst Wolf und Aar 
ʃʶʙʦʡ ʙʦʛʘʯ, ʦʜʝʪʳʡ ʚ ʰʝʣʢ,           Und der Geschºpfe bunte Schar, 
ʀ ʙʨʘʪ-ʙʝʜʥʷʢ, ʦʨʸʣ, ʠ ʚʦʣʢ,             Alles, was Gott auf Erden 
ʀ ʚʩʝ ʪʝ ʪʚʘʨʠ, ʟʚʝʨʠ, ʧʪʠʮʳ,            LieÇ je lebendig werden. 
ʂʦʤʫ ʛʦʩʧʦʜʴ ʚʝʣʝʣ ʨʦʜʠʪʩʷ.            Wohlan, mein Sohn, den Acker bau! 
ʄʦʡ ʤʠʣʳʡ, ʦʪʢʘʞʠʩʴ ʦʪ                   GewiÇlich wird manch hohe Frau 

            ʩʪʨʘʥʩʪʚʠʡ, 
ʆʩʪʘʥʴʩʷ ʜʦʤʘ ʠ ʢʨʝʩʪʴʷʥʩʪʚʫʡ.      Durch deines Ackers Frucht verschºnt, 
ʀ ʧʨʦʮʚʝʪʝʪ ʥʝʤʘʣʦ ʜʘʤ                  Und manscher Kºnig sieht gekrºnt 
ɹʣʘʛʦʜʘʨʷ ʪʚʦʠʤ ʪʨʫʜʘʤ,                  Sich dank des Bauern FleiÇ und SchweiÇ 
ʀ ʢʦʨʦʣʠ ʫʧʨʦʯʘʪ ʚʣʘʩʪʴ,                 Niemand erlangte Ruhm und Preis, 
ʂʦʛʜʘ ʩʚʦʶ ʧʦʣʫʯʘʪ ʯʘʩʪʴ,               In Rang und Stand, wªrô nicht das Feld 
ɹʦʛʘʪʳʡ ʥʝ ʙʳʣ ʙʳ ʙʘʛʘʪʳʡ,            Des Bauern immer neu bestellt
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ʅʝ ʧʦʤʦʛʘʡ ʝʤʫ ʦʨʘʪʘʡ
12

.   (454-468) 
          (545-560) 

                                                           
10 Weddige H. Op. cit. ï S.65. 
11 Zitat nach der Ausgabe: Wernher der Gärtner. Meier Helmbrecht. ï Stuttgart: 

Philipp Reclam, 2001. 
12 ʎʠʪ. ʟʘ ʚʠʜ.: Садовник Вернер. ʂʨʝʩʪʴʷʥʠʥ ɻʝʣʴʤʙʨʝʭʪ. ï ʄʦʩʢʚʘ: ʅʘʫʢʘ, 1971. 
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ʌ.ʅʽʮʰʝ ʦʮʽʥʠʚ ʥʘʚʝʜʝʥʽ ʨʷʜʢʠ ʷʢ ñʯʫʜʦʚʽ ʩʣʦʚʘ ʜʣʷ 
ʚʠʟʥʘʯʝʥʥʷ ʣʶʜʠʥʠ ʯʝʩʪʽò

13
. ɼʘʥʘ ʩʠʩʪʝʤʘ ʚʽʜʥʦʩʠʥ 

ʧʦʚʠʥʥʘ ʟʘʣʠʰʘʪʠʩʷ ʥʝʟʤʽʥʥʦʶ. ʋ ʮʴʦʤʫ ʧʦʣʷʛʘʻ ʪʘʢʦʞ 
ʚʠʱʘ ʽʜʝʷ ʇʦʨʷʜʢʫ: 

ɽʩʪʴ ʨʘʩʧʦʨʷʜʦʢ ʥʝʠʟʤʝʥʥʳʡ, 
ʂʦʪʦʨʳʤ ʚʝʜʘʝʪ ʛʦʩʧʦʜʴ...  
             (1568-1569) 

ʎʽ ʨʷʜʢʠ ʽʥʪʝʨʧʨʝʪʦʚʘʥʽ ʧʝʨʝʢʣʘʜʘʯʝʤ ʈ.ɺ.ʌʨʝʥʢʝʣʴ ʫ 
ʨʫʩʣʽ ʟʘʛʘʣʴʥʦʾ ʽʜʝʾ. ɺ ʦʨʠʛʽʥʘʣʴʥʦʤʫ ʪʝʢʩʪʽ ʤʦʚʘ ʡʜʝ ʧʨʦ 
ʟʘʛʘʣʴʥʦʧʨʠʡʥʷʪʫ ʤʫʜʨʽʩʪʴ (ñWie sagt doch jener Weise?ò 
1397). ʎʷ ʜʫʤʢʘ ʙʫʣʘ ʦʜʥʽʻʶ ʟ ʧʨʦʚʽʜʥʠʭ ʥʘ ʪʦʡ ʯʘʩ. ɿʦʢʨʝʤʘ 
ʚʯʝʥʠʡ-ʧʨʦʧʦʚʽʜʥʠʢ ɹʝʨʪʦʣʴʜ ʈʝʛʝʥʩʙʫʨʟʴʢʠʡ ʙʫʚ 
ʧʝʨʝʧʦʚʥʝʥʠʡ ʥʘʤʽʨʘʤʠ ʚʢʘʟʘʪʠ ʢʦʞʥʦʤʫ ʡʦʛʦ ʤʽʩʮʝ ʫ 
ʩʦʮʽʘʣʴʥʽʡ ʮʽʣʦʩʪʽ ʽ ʟʘʩʪʝʨʝʛʪʠ ʚʽʜ ʩʧʨʦʙ ʟʤʽʥʠʪʠ ʩʚʽʡ 
ʩʦʮʽʘʣʴʥʠʡ ʩʪʘʪʫʩ. ʅʘʨʦʜʞʝʥʠʡ ʧʨʦʩʪʦʣʶʜʠʥʦʤ ʥʝ ʧʦʚʠʥʝʥ 
ʙʫʚ ʧʨʘʛʥʫʪʠ ʩʪʘʪʠ ʨʠʮʘʨʝʤ, ʽ ʧʦʚʝʜʽʥʢʘ ʢʦʞʥʦʛʦ ʧʦʚʠʥʥʘ 
ʙʫʣʘ ʚʽʜʧʦʚʽʜʘʪʠ ʥʦʨʤʘʤ, ʧʨʠʡʥʷʪʠʤ ʫ ʩʦʮʽʘʣʴʥʦʤʫ 
ʩʝʨʝʜʦʚʠʱʽ ʯʠ ʧʨʦʬʝʩʽʡʥʽʡ ʘʙʦ ʚʝʨʩʪʦʚʽʡ ʛʨʫʧʽ. 

ʇʨʘʛʥʝʥʥʷ ʱʦʩʴ ʟʤʽʥʠʪʠ, ʟ ʧʦʛʣʷʜʫ ɺʝʨʥʝʨʘ, 
ʧʨʠʚʦʜʠʪʴ ʣʠʰʝ ʜʦ ʥʝʛʘʪʠʚʥʠʭ ʥʘʩʣʽʜʢʽʚ:  

ʊʦʪ ʦʩʪʘʸʪʩʷ ʥʝ ʫ ʜʝʣ,  Wer frevelnd seinem Stand entsteigt, 
ʂʪʦ ʚʦʩʩʪʘʸʪ ʥʘ ʩʚʦʡ ʫʜʝʣ. Gar selten dem das Gl¿ck sich neigt.  

(289-290)                     (229-230) 

ʋ ʙʫʜʴ-ʷʢʠʭ ʟʤʽʥʘʭ ʩʫʩʧʽʣʴʥʠʭ ʚʽʜʥʦʩʠʥ ʉʝʨʝʜʥʽ ʚʽʢʠ 
ʥʝ ʚʠʟʥʘʚʘʣʠ ʥʽʯʦʛʦ ʧʦʟʠʪʠʚʥʦʛʦ, ʦʢʨʽʤ ʟʤʽʥʠ ʚʽʜ ʛʨʽʭʘ ʜʦ 
ʡʦʛʦ ʩʧʦʢʫʪʠ. ʗʢ ʩʦʮʽʘʣʴʥʽ ʟʨʫʰʝʥʥʷ, ʪʘʢ ʽ ʟʤʽʥʘ ʧʨʦʩʪʦʨʫ 
ʦʮʽʥʶʶʪʴʩʷ ʦʜʥʦʟʥʘʯʥʦ ʥʝʛʘʪʠʚʥʦ. ʉʣʦʚʦ ñellendeò ʦʟʥʘʯʘʣʦ 
ʚ ʍɯɯɯ ʩʪʦʣʽʪʪʽ ʞʠʪʪʷ ʥʘ ʯʫʞʠʥʽ, ʚʠʛʥʘʥʥʷ ʯʠ ʧʨʦʩʪʦ ʙʽʜʥʽʩʪʴ. 
ʇʨʦʩʪʦʨʦʚʘ ʤʦʙʽʣʴʥʽʩʪʴ, ʦʜʥʘʢ, ʟ ʨʽʟʥʠʭ ʧʨʠʯʠʥ ʙʫʣʘ 
ʭʘʨʘʢʪʝʨʥʦʶ ʜʣʷ ʧʨʝʜʩʪʘʚʥʠʢʽʚ ʦʢʨʝʤʠʭ ʩʦʮʽʘʣʴʥʠʭ ʚʝʨʩʪʚ ʽ 
ʧʨʦʬʝʩʽʡ, ʭʦʯʘ ʧʘʨʘʣʝʣʴʥʦ ʥʝʚʠʢʦʨʽʥʝʥʦʶ ʟʘʣʠʰʘʣʘʩʴ 
ʘʥʪʠʧʘʪʽʷ ʱʦʜʦ ʯʫʞʠʥʠ, ʱʦʜʦ ʯʫʞʦʛʦ ʚ ʩʦʮʽʘʣʴʥʽʡ ʩʧʽʣʴʥʦʪʽ 

                                                           
13 Wernher der Gªrtner ĂHelmbrechtñ: Die Beitrªge des Helmbrecht-Symposions in 

Burghausen 2001 / Hrsg. Von Th. Nolte, T. Schneider. ï Stuttgart: Hirzel, 2001. ï 
S.35. 
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ʧʝʚʥʦʛʦ ʤʽʩʮʷ, ʧʨʦʬʝʩʽʾ ʯʠ ʚʝʨʩʪʚʠ. ɿ ʮʽʻʾ ʧʨʠʯʠʥʠ ʩʪʘʨʰʠʡ 
ɻʝʣʴʤʙʨʝʭʪ ʧʨʦʩʠʪʴ ʩʠʥʘ ʧʨʦʜʦʚʞʠʪʠ ʡʦʛʦ ʩʧʨʘʚʫ: 

ɺʦʪ ʝʩʣʠ ʙ ʪʳ ʧʦʰʝʣ ʟʘ ʧʣʫʛʦʤ        Fahr mir, mir treibe das Gespann, 
ʀ, ʤʝʨʷʩʴ ʩʠʣʘʤʠ ʜʨʫʛ ʩ ʜʨʫʛʦʤ,     Lenkst du den Pflug, treib ich`s dir an. 
ʄʳ ʟʘʧʘʭʘʣʠ ʙʳ ʩʚʦʡ ʢʣʠʥ,              Ich, laÇ selband uns wacker 
ʉʯʘʩʪʣʠʚʝʡ ʙʳʣ ʙʳ ʪʳ, ʤʦʡ ʩʳʥ,     Bestellen unsern Acker! 
ʀ, ʜʘʨʦʤ ʥʝ ʧʦʪʨʘʪʠʚ ʩʠʣʳ,              So steigt du einst gleich mir hinab 
ɼʦʞʠʣ ʙʳ ʯʝʩʪʥʦ ʜʦ ʤʦʛʠʣʳ.           Mit groÇen Ehren in dein Grab. 
ɺʩʝʛʜʘ ʷ ʚʝʨʥʦʩʪʴ ʫʚʘʞʘʣ,                Drauf zªhl ich, meiner Pflicht getreu 
ʗ ʥʠʢʦʛʦ ʥʝ ʦʙʠʞʘʣ,                          Und kein Verrªter; jªhrlich neu 
ʇʣʘʪʠʣ ʠʩʧʨʘʚʥʦ ʜʝʩʷʪʠʥʫ               Zahl meinen Zehnten ich vollauf. 
ʀ ʪʦ ʞʝ ʟʘʚʝʱʘʶ ʩʳʥʫ.                     Ich habe meines Lebens Lauf 
ʅʝ ʥʝʥʘʚʠʜʷ, ʥʝ ʚʨʘʞʜʫʷ,                 Vollf¿hrt ohn HaÇ und ohne Neid.  
ʗ ʞʠʣ ʠ ʤʠʨʥʦ ʩʤʝʨʪʠ ʞʜʫ ʷ.                            (187-198) 
               (249-260) 

ʉʠʥ ʟʥʝʚʘʞʘʻ ʙʘʪʴʢʦʚʽ ʥʘʩʪʘʥʦʚʠ, ʧʨʘʛʥʫʯʠ ʚʠʨʫʰʠʪʠ 
ʫ ʜʘʣʝʢʠʡ ʩʚʽʪ, ʩʪʘʪʠ ʨʠʮʘʨʝʤ ʽ ʞʠʪʠ ʙʘʛʘʪʦ, ʥʝ ʧʨʘʮʶʶʯʠ, 
ʯʠʤ ʧʦʨʫʰʫʻ ʟʘʜʘʥʠʡ ʇʦʨʷʜʦʢ. ʋ ʪʘʢʦʤʫ ʚʠʧʘʜʢʫ 
ʧʝʨʝʜʙʘʯʝʥʠʡ ʧʝʚʥʠʡ ʢʽʥʝʮʴ: 

ɻʦʩʧʦʜʴ ʚʩʝʩʠʣʴʥʳʡ ʥʘʤ ʷʚʣʷʝʪ       Gott ist ein rechter Wundermann; 
ʅʝʤʘʣʦ ʠʩʪʠʥʥʳʭ ʯʫʜʝʩ,                   An dieser Mªr manôs sehen kann. 
ʂʘʨʘʷ ʛʨʝʰʥʠʢʦʚ ʩ ʥʝʙʝʩ,                                     (1461-1462) 
ʂʘʢ ʧʦʜʪʚʝʨʞʜʘʝʪ ʵʪʘ ʧʦʚʝʩʪʴ.  
                (1638-1641) 

ʆʪʞʝ, ʦʜʠʥ ʽʟ ʛʦʣʦʚʥʠʭ ʢʦʥʬʣʽʢʪʽʚ, ʘʨʪʠʢʫʣʴʦʚʘʥʠʭ 
ʪʝʢʩʪʦʤ, ʧʦʣʷʛʘʻ ʫ ʧʦʨʫʰʝʥʥʽ ʩʠʥʦʤ ɹʦʞʦʛʦ ʧʦʨʷʜʢʫ. 
ʋ.ʇʨʝʪʮʝʣʴ ʧʽʜʩʫʤʦʚʫʻ: ñɾʠʪʪʻʚʠʤ ʽʜʝʘʣʦʤ ʧʨʦʛʦʣʦʰʫʻʪʴʩʷ 
ʪʫʪ ʙʽʣʴʰʦʶ ʤʽʨʦʶ ʟʙʝʨʝʞʝʥʥʷ ɹʦʞʦʛʦ ʧʦʨʷʜʢʫ, ʥʝʧʦʨʫʰʥʝ 
ʟʥʘʯʝʥʥʷ ʤʦʨʘʣʴʥʦʛʦ ʩʚʽʪʦʚʦʛʦ ʧʦʨʷʜʢʫ, ʷʢʠʡ ʙʘʟʫʻʪʴʩʷ ʥʘ 
ʚʝʨʩʪʦʚʦʤʫ ʧʦʜʽʣʽ ʣʶʜʩʪʚʘ, ʙʫʜʴ-ʷʢʠʡ ʟʣʦʯʠʥ ʧʨʦʪʠ ʥʴʦʛʦ ʽ 
ʧʨʦʪʠ ʜʝʩʷʪʠ ʟʘʧʦʚʽʜʝʡ ʚʠʤʘʛʘʻ ʽ ʟʥʘʭʦʜʠʪʴ ʫ ʮʴʦʤʫ 
ʩʚʽʪʦʚʦʤʫ ʧʦʨʷʜʢʫ ʩʚʦʻ ʩʫʩʧʽʣʴʥʝ ʽ ʙʦʞʝʩʪʚʝʥʥʝ ʧʦʢʘʨʘʥʥʷ. 
ʊʘʢʠʤ ʯʠʥʦʤ, ʟʘ ʞʠʚʦʶ ʟʘʭʦʧʣʶʶʯʦʶ ʽʩʪʦʨʽʻʶ, ʷʢʘ ʯʘʩʪʦ 
ʧʦʩʣʫʛʦʚʫʻʪʴʩʷ ʧʨʦʩʪʦʶ ʤʦʚʦʶ, ʥʝ ʤʦʞʥʘ ʥʝ ʧʦʤʽʪʠʪʠ 
ʛʣʠʙʦʢʦʛʦ ʤʦʨʘʣʴʥʦʛʦ ʟʤʽʩʪʫ ʮʽʻʾ ʚʨʘʞʘʶʯʦʾ ʪʨʘʛʝʜʽʾ, ʷʢʘ ʥʝ 
ʧʨʦʪʠʩʪʘʚʣʷʻ ʨʠʮʘʨʩʴʢʠʡ ʽ ʩʝʣʷʥʩʴʢʠʡ ʩʚʽʪʠ, ʘ ʟʘʭʠʱʘʻ ʾʭ 
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ʻʜʥʽʩʪʴ, ʙʘʞʘʥʫ ɹʦʛʦʤò
14
. ɿʚʠʯʘʡʥʦ, ʥʝʦʜʥʦʨʘʟʦʚʦ ʨʦʙʣʷʪʴʩʷ 

ʩʧʨʦʙʠ ʧʦʚʝʨʥʫʪʠ ʭʣʦʧʮʷ ʥʘ ʰʣʷʭ ʽʩʪʠʥʥʠʡ. ʋ ʩʣʦʚʘʭ ʙʘʪʴʢʘ 
ï ʥʝ ʣʠʰʝ ʡʦʛʦ ʞʠʪʪʻʚʘ ʤʫʜʨʽʩʪʴ, ʘʣʝ ʡ ʙʦʞʝʩʪʚʝʥʥʝ 
ʚʠʷʚʣʝʥʥʷ. ʉʥʠ, ʷʢʽ ʚʽʥ ʙʘʯʠʪʴ, ʻ ʟʥʘʢʘʤʠ ʜʦʣʽ ʡʦʛʦ 
ʩʧʘʜʢʦʻʤʮʷ. ʈʦʟʧʦʚʽʜʴ ʥʘʙʫʚʘʻ ʦʟʥʘʢ ʧʨʦʧʦʚʽʜʽ ʽ ʟʚʫʯʠʪʴ ʷʢ 
ʧʝʨʝʜʙʘʯʝʥʥʷ ʪʘ ʟʘʩʪʝʨʝʞʝʥʥʷ ʚʽʜ ʪʨʘʛʽʯʥʦʛʦ ʢʽʥʮʷ, ʘ ʪʘʢʦʞ 
ʷʢ ʧʦʚʯʘʥʥʷ: 

ɺʳ, ʜʣʷ ʢʦʛʦ ʤʦʠ ʩʪʨʘʥʠʮʳ,                 Nun merket auf und seht euch vor: 
ʃʦʚʠʪʝ ʤʫʜʨʦʩʪʠ ʢʨʫʧʠʮʳ,                  Erteilt euch guten Rat ein Tor, 
ʇʫʩʪʴ ʩʘʤ ʷ ʛʣʫʧ, ʜʘ ʤʦʡ ʩʦʚʝʪ            Dem folgt auch des Weisen Rat. 
ʀ ʩʘʤʳʤ ʫʤʥʳʤ ʥʝ ʚʦ ʚʨʝʜ.                 Ich f¿rchte, unser Helmbrecht hat, 
ɺʝʜʴ ʤʥʦʛʦ ʝʩʪʴ ʧʪʝʥʮʦʚ ʟʝʣʸʥʳʭ,      Irgendwo Sch¿ler, Knechtelein? 
ʇʦʚʘʜʢʦʡ ɻʝʣʴʤʙʨʝʭʪʘ                         Die werden auch Helmbrechtelein 
                               ʧʨʝʣʴʱʝʥʥʳʭ,  
ʈʘʩʪʝʪ ʢʘʢʦʡ-ʥʠʙʫʜʴ ʤʘʣʳʰ                Und werden gleichfalls euch  
                                                                                                bedrªngen, 
ʀ ʩʪʘʥʝʪ ɻʝʣʴʤʙʨʝʭʪʦʤ, ʛʣʷʜʠʰʴ,       bis alle in der Schlinge hªngen. 
ʅʘʯʥʝʪ ʩʦʩʝʜʝʡ ʛʨʘʙʠʪʴ ʣʦʚʢʦ.                     (1725 ï 1732) 
ʅʦ ʞʜʝʪ ʠ ʵʪʦʛʦ ʚʝʨʝʚʢʘ.  
              (1921-1930) 

ʆʯʝʚʠʜʥʦ, ʱʦ ʩʥʠ ʜʣʷ ʫʥʘʦʯʥʝʥʥʷ ʟʦʙʨʘʞʫʚʘʥʦʛʦ 
ʧʨʦʤʦʚʣʷʣʠ ʜʦ ʦʩʦʙʣʠʚʦʛʦ ʤʘʛʽʯʥʦʛʦ ʨʽʚʥʷ ʩʧʨʠʡʥʷʪʪʷ 
ʧʫʙʣʽʢʠ ʽ ʙʫʣʠ ʧʦʢʣʠʢʘʥʠʤʠ ʧʨʦʙʫʜʠʪʠ ʡ ʤʦʙʽʣʽʟʫʚʘʪʠ 
ʨʝʣʽʛʽʡʥʽ ʩʪʨʘʭʠ ʽ ʟʘʙʦʙʦʥʥʽʩʪʴ.  

ɺʝʨʥʝʨ ʚʢʘʟʫʻ ʦʢʨʽʤ ʮʴʦʛʦ ʥʘ ʧʦʨʫʰʝʥʥʷ ʤʦʣʦʜʠʤ 
ɻʝʣʴʤʙʨʝʭʪʦʤ ʚʘʞʣʠʚʦʾ ʟʘʧʦʚʽʜʽ: ʧʦʚʘʞʘʪʠ ʙʘʪʴʢʘ ʽ ʤʘʪʽʨ. 
ʇʨʦ ʮʝ ʚ ʦʜʥʦʤʫ ʟ ʜʽʘʣʦʛʽʚ ʛʦʚʦʨʠʪʴ ʩʘʤ ʙʘʪʴʢʦ:  

ʂʪʦ ʩʪʘʨʰʠʤ ʚʥʝʤʣʝʪ, ʪʦʪ ʧʦ ʧʨʘʚʫ        ...Denn wer gute Lehre 
ʉʳʩʢʘʪʴ ʩʫʤʝʝʪ ʯʝʩʪʴ ʠ ʩʣʘʚʫ,                Befolg, der erntet Nutz und Ehre. 
ɸ ʢʪʦ ʧʨʝʟʨʠʪ ʦʪʮʘ ʥʘʫʢʫ,                       Doch welches Kind des Vaters Rat 
ʉʝʙʝ ʛʦʪʦʚʠʪ ʩʪʳʜ ʠ ʤʫʢʫ                       Allzeit miÇachtet mit der Tat, 
ʀ ʧʦʞʠʥʘʝʪ ʪʦʣʴʢʦ ʚʨʝʜ,                         Kommt vor dem ganzen Lande 
ɹʣʘʛʦʡ ʥʝ ʩʣʫʰʘʷ ʩʦʚʝʪ.                          In Schaden und in Schande. 
               (331-336)                                                   (265-270) 

ʉʠʥ ʥʝ ʩʣʫʭʘʻ ʙʘʪʴʢʘ, ʙʽʣʴʰʝ ʪʦʛʦ, ʧʦʚʝʨʥʫʚʰʠʩʴ 
ʯʝʨʝʟ ʨʽʢ ʥʘ ʙʘʪʴʢʦʚʝ ʧʦʤʽʩʪʷ, ʚʽʥ ʟʥʝʚʘʞʘʻ ʙʘʪʴʢʽʚ ʽ ʥʝ 

                                                           
14 Das Mªre. Die mittelhochdeutsche Versnovelle des spªteren Mittelalters / Hrsg. von 

K.-H. Schirmer. ï Darmstadt: Wissenschaftliche Buchgesellschaft, 1983. ï S.59. 
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ʚʠʟʥʘʻ ʾʭ ʨʦʜʠʯʘʤʠ. ñʇʦʢʘʨʘʥʥʷ ʯʝʨʝʟ ʦʩʣʽʧʣʝʥʥʷ ʽ 
ʢʘʣʽʮʪʚʦ ʟʦʚʩʽʤ ʚʠʨʘʟʥʦ ʧʨʦʛʦʣʦʰʫʻʪʴʩʷ ʷʢ ʧʦʤʩʪʘ ʟʘ 
ʦʙʨʘʟʫ ʧʦʰʘʥʠ ʙʘʪʴʢʘ ʽ ʤʘʪʝʨʽò, ï ʚʚʘʞʘʻ ɻ.ɹʨʘʢʝʨʪ

15
.  

ʅʘ ʧʽʜʩʪʘʚʽ ʪʦʛʦ, ʱʦ ʫ ʪʚʦʨʽ ʬʽʢʩʫʶʪʴʩʷ ʜʝʷʢʽ 
ʟʘʢʦʥʦʤʽʨʥʦʩʪʽ ʚʟʘʻʤʦʚʽʜʥʦʩʠʥ ʣʶʜʠʥʠ ʽ ʩʚʽʪʫ, ʘ ʪʘʢʦʞ 
ʣʶʜʠʥʠ ʫ ʩʚʽʪʽ, ʪʝʢʩʪ ʥʘʙʫʚʘʻ ʦʩʦʙʣʠʚʦʾ ʟʜʘʪʥʦʩʪʽ 
ʩʘʤʦʪʣʫʤʘʯʝʥʥʷ. ɿʦʢʨʝʤʘ, ʧʦʚʝʜʽʥʢʘ ʛʝʨʦʷ, ʩʧʨʷʤʦʚʘʥʘ ʫ 
ʙʫʜʴ-ʷʢʦʤʫ ʩʝʥʩʽ ʧʨʦʪʠ ʚʣʘʩʥʦʾ ʩʫʪʽ, ʦʙʦʚô̫ʟʢʦʚʦ 
ʩʧʨʠʯʠʥʠʪʴ ʧʦʢʘʨʘʥʥʷ. ʃʦʛʽʯʥʦ, ʱʦ ʥʝ ʫʥʠʢʥʫʪʠ ʡʦʛʦ, 
ʷʢʱʦ ʟʥʝʚʘʞʠʪʠ ʚʠʱʫ ʽʜʝʶ ʙʦʞʝʩʪʚʝʥʥʦʾ ʩʫʪʽ ʩʚʽʪʫ, ʷʢʘ 
ʜʦʩʠʪʴ ʯʘʩʪʦ ʚʠʷʚʣʷʻʪʴʩʷ ʚ ʪʝʢʩʪʦʚʽʡ ʪʢʘʥʠʥʽ ʪʚʦʨʫ ʯʝʨʝʟ 
ʧʦʩʣʘʥʥʷ ʫ ʚʠʛʣʷʜʽ ʟʘʩʪʝʨʝʞʝʥʴ, ʧʝʨʝʜʙʘʯʝʥʴ, ʧʦʛʨʦʟ. 

ʇʦʜʽʾ, ʟʦʙʨʘʞʝʥʽ ʫ ʣʝʛʝʥʜʽ, ʧʨʝʜʩʪʘʚʣʝʥʽ ʚ ʦʩʥʦʚʥʠʭ 
ʤʦʤʝʥʪʘʭ ʜʚʽʯʽ: ʚ ʦʧʪʠʤʽʩʪʠʯʥʽʡ ʽʥʪʝʨʧʨʝʪʘʮʽʾ ʤʦʣʦʜʦʛʦ 
ɻʝʣʴʤʙʨʝʭʪʘ ʽ ʚ ʥʝʛʘʪʠʚʥʦʤʫ ʚʘʨʽʘʥʪʽ, ʷʢʠʡ ʧʽʜʪʚʝʨʜʞʫʻ 
ʪʨʘʛʽʯʥʠʡ ʢʽʥʝʮʴ ʨʦʟʧʦʚʽʜʽ. ʇʦʤʽʪʥʦ, ʥʘʩʢʽʣʴʢʠ ʚʘʞʣʠʚʦ 
ʧʠʩʴʤʝʥʥʠʢʫ ʚʠʥʝʩʪʠ ʚʠʨʦʢ ʧʦʨʫʰʥʠʢʫ ʧʦʨʷʜʢʫ. ñɼʣʷ 
ʪʦʛʦ, ʱʦʙ ʮʝ ʟʦʙʨʘʟʠʪʠ, ɺʝʨʥʝʨʫ ʧʦʪʨʽʙʥʝ ʙʫʣʦ ʚʝʣʠʢʝ 
ʣʽʪʝʨʘʪʫʨʥʝ ʚʤʽʥʥʷ, ʷʢʝ ʜʦʟʚʦʣʠʣʦ ʡʦʤʫ ʥʝ ʥʘʚô̫ʟʫʚʘʪʠ 
ʜʦʜʘʪʢʦʚʦ ʩʚʦʻ ʚʯʝʥʥʷ, ʩʚʦʶ ʪʝʥʜʝʥʮʽʶ ʨʦʟʢʘʟʘʥʠʤ ʧʦʜʽʷʤ, 
ʘ ʧʦʚʥʽʩʪʶ ʾʭ ʨʝʘʣʽʟʫʚʘʪʠ ʚ ʪʝʢʩʪʫʨʽ ʩʚʦʻʾ ʦʧʦʚʽʜʽ, ʫ 
ʨʦʟʛʦʨʥʫʪʽʡ ʧʽʜ ʯʘʩ ʨʦʟʤʦʚ ʘʨʛʫʤʝʥʪʘʮʽʾ, ʘ ʪʘʢʦʞ ʫ 
ʧʝʨʝʧʣʝʪʝʥʥʽ ʦʙʨʘʟʽʚ ʽ ʩʠʤʚʦʣʽʚò

16
. ɼʚʽʯʽ ʤʦʣʦʜʠʡ 

ɻʝʣʴʤʙʨʝʭʪ ʟʘʣʠʰʘʻ ʩʚʽʡ ʜʽʤ, ʜʚʽʯʽ ʙʘʪʴʢʦ ʥʘʤʘʛʘʻʪʴʩʷ ʡʦʛʦ 
ʟʘʪʨʠʤʘʪʠ, ʩʧʦʯʘʪʢʫ ʷʢ ʨʽʚʥʦʧʨʘʚʥʦʛʦ ʧʘʨʪʥʝʨʘ, ʘ ʧʦʪʽʤ ʚʽʥ 
ʧʨʦʧʦʥʫʻ ʩʠʥʫ ʥʽʯʦʛʦ ʥʝ ʨʦʙʠʪʠ, ʣʠʰʝ ʙ ʪʦʡ ʟʘʣʠʰʠʚʩʷ 
ʚʜʦʤʘ. ɼʚʽʯʽ ʨʦʟʧʦʚʽʜʘʻʪʴʩʷ ʧʨʦ ñʚʽʣʴʥʝò ʞʠʪʪʷ 
ɻʝʣʴʤʙʨʝʭʪʘ ʧʨʠ ʜʚʦʨʽ. ʋ ʧʦʩʣʽʜʦʚʥʦʩʪʽ ʮʠʭ ʧʦʜʽʡ ɻ.ʌʽʰʝʨ 
ʙʘʯʠʪʴ ʙʽʙʣʽʡʥʫ ʤʦʜʝʣʴ, ʘ ʩʘʤʝ ʩʪʨʫʢʪʫʨʫ ʤʦʪʠʚʫ ʙʣʫʜʥʦʛʦ 
ʩʠʥʘ

17
. ɺ ʦʩʥʦʚʽ ʮʽʻʾ ʩʪʨʫʢʪʫʨʠ ʩʭʝʤʘ ʟ ʪʨʴʦʭ ʝʣʝʤʝʥʪʽʚ: 

                                                           
15 Brackert H., Frey W., Seitz D. Nachwort zu: Wernher der Gartenaere: Helmbrecht // 
Das Mªre. Die mittelhochdeutsche Versnovelle des spªteren Mittelalters / Hrsg. von 
K.-H. Schirmer. ï Darmstadt: Wissenschaftliche Buchgesellschaft, 1983. ï S.373. 

16 Ibid. ï S.374. 
17 Fischer H. Gestaltungsschichten im ĂMeier Helmbrechtñ // Das Mªre. Die 
mittelhochdeutsche Versnovelle des spªteren Mittelalters / Hrsg. von K.-H. Schirmer. 
ï Darmstadt: Wissenschaftliche Buchgesellschaft, 1983. ï S. 344-368. 
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ʚʠʨʫʰʝʥʥʷ ʚ ʜʦʨʦʛʫ ï ʯʫʞʠʥʘ ï ʧʦʚʝʨʥʝʥʥʷ. ʆʜʥʘʢ ɺʝʨʥʝʨ 
ʩʫʪʪʻʚʦ ʤʦʜʠʬʽʢʫʻ ʮʝʡ ʤʦʪʠʚ, ʘʢʮʝʥʪʫʶʯʠ ʢʽʥʮʝʚʠʡ 
ʤʦʤʝʥʪ: ʧʝʨʰʦʛʦ ʨʘʟʫ ɻʝʣʴʤʙʨʝʭʪ ʧʦʚʝʨʪʘʻʪʴʩʷ ʛʦʨʜʦ 
ʚʝʨʭʠ ʥʘ ʢʦʥʽ; ʚʜʨʫʛʝ ʚʽʥ ʚʠʤʦʣʶʻ ʤʽʩʮʝ ʭʚʦʨʦʛʦ ʞʝʙʨʘʢʘ ʫ 
ʜʦʤʽ ʩʚʦʛʦ ʙʘʪʴʢʘ, ʘʣʝ ʡʦʛʦ ʥʝ ʧʨʠʡʤʘʶʪʴ. ʋ ʟʽʪʢʥʝʥʥʷ 
ʚʭʦʜʷʪʴ ʛʝʨʤʘʥʩʴʢʘ ʧʨʘʚʦʚʘ ʤʦʨʘʣʴ ʽ ʭʨʠʩʪʠʷʥʩʴʢʝ ʧʦʯʫʪʪʷ 
ʤʠʣʦʩʝʨʜʷ: ʙʘʪʴʢʦ ʚʢʘʟʫʻ ʢʘʣʽʮʽ-ʩʠʥʫ ʥʘ ʜʚʝʨʽ, ʤʘʪʠ 
ʥʝʧʦʤʽʪʥʦ ʧʦʜʘʻ ʡʦʤʫ ʭʣʽʙ. ʆʯʝʚʠʜʥʦ, ʧʨʠʪʯʘ ʧʨʦ ʙʣʫʜʥʦʛʦ 
ʩʠʥʘ ʙʫʣʘ ʘʢʪʫʘʣʴʥʦʶ ʚ ʧʘʤô̫ʪʽ ʘʚʪʦʨʘ ʽ ʯʠʪʘʯʘ, ʧʘʨʘʣʝʣʽ, 
ʷʢʽ ʚʠʧʣʠʚʘʣʠ ʚ ʾʭ ʩʚʽʜʦʤʦʩʪʽ, ʚʨʘʞʘʣʠ ʞʦʨʩʪʦʢʽʩʪʶ 
ʢʦʥʪʨʘʩʪʫ ʧʦʤʽʞ ʙʝʟʤʝʞʥʠʤ ʤʠʣʦʩʝʨʜʷʤ ʽ ʨʘʜʽʩʪʶ, ʷʢʽ 
ʚʠʷʚʣʷʻ ʙʘʪʴʢʦ ʚ ʧʨʠʪʯʽ, ʽ ʚʽʜʤʦʚʦʶ ɻʝʣʴʤʙʨʝʭʪʘ-ʩʪʘʨʰʦʛʦ 
ʧʨʠʡʥʷʪʠ ʩʠʥʘ-ʥʝʚʜʘʭʫ. ʈʫʭ ʚʽʜ ʛʨʽʭʘ ʜʦ ʧʦʢʘʷʥʥʷ ʪʘʢʦʞ ʥʝ 
ʧʨʦʩʣʽʜʢʦʚʫʻʪʴʩʷ ʫ ʪʚʦʨʽ. ʄʦʣʦʜʠʡ ɻʝʣʴʤʙʨʝʭʪ ʩʪʨʘʞʜʘʻ 
ʚʽʜ ʧʦʢʘʨʘʥʥʷ, ʘʣʝ ʚʽʜʢʨʠʪʦʛʦ ʨʦʟʢʘʷʥʥʷ ʥʝ ʜʝʤʦʥʩʪʨʫʻ: 

ɿʘ ʚʩʝ ʛʨʝʭʠ ʢʘʣʝʢʦʡ ʩʪʘʚ,                     ...Solche S¿nde stieÇ 
ʊʝʨʟʘʷʩʴ ʤʫʢʘʤʠ ʨʘʩʧʣʘʪʳ,                  Ins Elend ihn und tiefe Not 
ʆʥ ʧʨʝʜʧʦʯʝʣ ʙʳ ʩʤʝʨʪʴ ʩʪʦʢʨʘʪʳ,    Tausendmal lieber lªg' er  Tot 
ʄʦʛʠʣʴʥʦʡ ʥʘʩʳʧʠ ʧʦʢʦʡ                    Als so am Leben bleiben 
ʇʦʟʦʨʫ ʫʯʘʩʪʠ ʪʘʢʦʡ.                            Und sich der Schmach verschreiben. 

(1698-1702)                                             (1516-1520) 

ʄʽʬʦʣʦʛʽʯʥʘ ʦʩʥʦʚʘ ʪʝʢʩʪʫ, ʥʘʧʦʚʥʝʥʥʷ ʩʣʽʚ ʙʘʪʴʢʘ 
ʦʩʦʙʣʠʚʦʶ ʙʦʞʝʩʪʚʝʥʥʦʶ ʩʠʣʦʶ ʧʝʨʝʢʦʥʣʠʚʦʩʪʽ, ʩʪʠʣʴ 
ʚʠʩʣʦʚʣʶʚʘʥʥʷ, ʷʢʠʡ ʥʝ ʜʦʧʫʩʢʘʻ ʟʘʩʪʝʨʝʞʝʥʴ ʽ ʩʫʤʥʽʚʽʚ ʫ 
ʧʨʘʚʠʣʴʥʦʩʪʽ ʩʢʘʟʘʥʦʛʦ, ʥʘʜʘʶʪʴ ʩʘʤʦʤʫ ʪʝʢʩʪʫ ʦʩʦʙʣʠʚʦʾ 
ʚʘʛʠ ʽ ʧʝʨʝʪʚʦʨʶʶʪʴ ʙʫʜʝʥʥʫ ʧʦʜʽʶ ʥʘ ʩʠʪʫʘʮʽʶ-ʧʨʠʢʣʘʜ. 
ɺʦʜʥʦʯʘʩ ʘʚʪʦʨ ʥʘʤʘʛʘʻʪʴʩʷ ʚʠʪʨʠʤʘʪʠ ʦʧʦʚʽʜʴ ʫ ʨʘʤʢʘʭ 
ʨʝʘʣʴʥʦʾ, ʥʘʛʘʜʫʶʯʠ ʯʠʪʘʯʝʚʽ, ʱʦ ʩʘʤ ʚʽʥ ʙʫʚ ʩʚʽʜʢʦʤ 
ʧʦʜʽʡ, ʧʨʦ ʷʢʽ ʡʜʝʪʴʩʷ, ʘʙʦ ʞ ʧʨʦ ʜʝʷʢʽ ʜʝʪʘʣʽ ʚʽʥ ʜʽʟʥʘʚʩʷ ʟ 
ʢʥʠʛ. ʋ ʮʴʦʤʫ ʩʝʥʩʽ ʪʝʢʩʪ ʙʫʜʫʻʪʴʩʷ ʥʘ ʧʝʚʥʠʭ ʧʘʥʽʚʥʠʭ ʫ 
ʪʦʡ ʯʘʩ ʣʽʪʝʨʘʪʫʨʥʠʭ ʤʦʜʝʣʷʭ, ʷʢʽ, ʦʜʥʘʢ, ʘʚʪʦʨʦʤ 
ʦʧʨʘʮʴʦʚʘʥʽ ʽ ʯʘʩʪʦ ʧʨʝʜʩʪʘʚʣʝʥʽ ʚ ʽʨʦʥʽʯʥʦʤʫ ʩʚʽʪʣʽ. ʊʚʽʨ 
ʩʪʘʻ ʮʽʢʘʚʠʤ ʩʚʽʜʯʝʥʥʷʤ ʚʟʘʻʤʦʚʧʣʠʚʫ ʜʫʭʦʚʥʠʭ ʽ ʩʚʽʪʩʴʢʠʭ 
ʬʦʨʤ ʢʦʤʫʥʽʢʘʮʽʾ. ʆʜʥʠʤ ʽʟ ʪʘʢʠʭ ʦʩʥʦʚʥʠʭ ʣʽʪʝʨʘʪʫʨʥʠʭ 
ʟʨʘʟʢʽʚ, ʱʦ ʣʝʞʘʪʴ ʚ ʦʩʥʦʚʽ ɺʝʨʥʝʨʦʚʦʛʦ ʪʝʢʩʪʫ, ʻ ʤʦʜʝʣʴ 
ʨʠʮʘʨʩʴʢʦʛʦ ʨʦʤʘʥʫ ʟ ʡʦʛʦ ʦʢʨʝʤʠʤʠ ʝʣʝʤʝʥʪʘʤʠ: 
ʚʠʨʫʰʝʥʥʷ ʚ ʜʦʨʦʛʫ ʜʦ ʨʠʮʘʨʩʴʢʦʛʦ ʜʚʦʨʫ, ʫʩʧʽʭ, ʨʷʜ 
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ʧʨʠʛʦʜ, ʧʦʚʝʨʥʝʥʥʷ, ʱʝ ʦʜʠʥ ʚʠʾʟʜ ʫ ʩʚʽʪ, ʷʢʠʡ, ʦʜʥʘʢ, ʫ 
ʜʘʥʦʤʫ ʚʠʧʘʜʢʫ ʟʘʢʽʥʯʫʻʪʴʩʷ ʢʘʪʘʩʪʨʦʬʦʶ. ñʊʘʢʦʞ ʩʪʦʩʦʚʥʦ 
ʮʽʻʾ ʩʭʝʤʠ ñɻʝʣʴʤʙʨʝʭʪò ʤʦʞʝ ʙʫʪʠ ʟʨʦʟʫʤʽʣʠʤ ʣʠʰʝ ʷʢ 
ñʢʦʥʪʨʘʬʘʢʪʫʨʘò, ʷʢ ʩʚʽʜʦʤʝ ʩʪʨʫʢʪʫʨʥʝ ʪʘ ʪʝʤʘʪʠʯʥʝ 
ʧʝʨʝʚʝʨʪʘʥʥʷò

18
. ɻ.ʌʽʰʝʨ ʚʙʘʯʘʻ ʫ ʚʠʢʦʨʠʩʪʘʥʥʽ ʮʽʻʾ 

ʩʶʞʝʪʥʦʾ ʢʘʥʚʠ ʚʧʣʠʚ ɻʘʨʪʤʘʥʘ ʬʦʥ ɸʫʝ
19
. ʋ ʨʦʟʛʦʨʪʘʥʥʽ 

ʤʦʪʠʚʫ ʥʝʦʩʚʽʯʝʥʦʛʦ ʚʠʩʢʦʯʢʠ, ʷʢʠʡ ʧʨʘʛʥʝ ʧʨʠʻʜʥʘʪʠʩʷ ʜʦ 
ʨʠʮʘʨʩʴʢʦʛʦ ʩʪʘʥʫ, ʚʯʝʥʽ ʧʨʦʩʣʽʜʢʦʚʫʶʪʴ ʫ ʜʘʥʦʤʫ ʚʠʧʘʜʢʫ 
ʟʘʧʦʟʠʯʝʥʥʷ ʽʟ ʪʚʦʨʽʚ ʅʝʡʜʛʘʨʪʘ ʬʦʥ ʈʝʡʻʥʪʘʣʷ. ʁʦʤʫ, ʘ 
ʪʘʢʦʞ ʐʪʨʽʢʢʝʨʫ, ɺʝʨʥʝʨ ʤʽʛ ʟʘʚʜʷʯʫʚʘʪʠ ʽʜʝʻʶ ʧʦʤʽʩʪʠʪʠ 
ʩʚʦʾʭ ʛʝʨʦʾʚ ʫ ʩʝʣʷʥʩʴʢʝ ʩʝʨʝʜʦʚʠʱʝ. ʆʜʥʘʢ ʩʚʦʻʨʽʜʥʽʩʪʴ 
ʦʧʨʘʮʶʚʘʥʥʷ ʧʦʝʪʦʤ ʚʽʜʦʤʠʭ ʣʽʪʝʨʘʪʫʨʥʠʭ ʟʨʘʟʢʽʚ, ʪʦʙʪʦ 
ʬʘʢʪʠʯʥʝ ʚʠʚʝʨʪʘʥʥʷ ʾʭ ʽ ʥʘʧʦʚʥʝʥʥʷ ʥʝʪʨʘʜʠʮʽʡʥʠʤ ʜʣʷ ʥʠʭ 
ʟʤʽʩʪʦʤ, ʟʘʩʚʽʜʯʫʻ ʘʚʪʦʨʩʴʢʫ ʤʘʡʩʪʝʨʥʽʩʪʴ ɺʝʨʥʝʨʘ 
ʉʘʜʽʚʥʠʢʘ ʽ ʦʟʥʘʢʠ ʥʦʚʦʛʦ ʪʠʧʫ ʤʠʩʣʝʥʥʷ.  

ʇʠʩʴʤʝʥʥʠʢ ʦʧʠʩʫʻ ʚ ñʉʝʣʷʥʠʥʽ ɻʝʣʴʤʙʨʝʭʪʽò ʜʝʷʢʽ 
ʩʦʮʽʘʣʴʥʽ ʦʙʩʪʘʚʠʥʠ ʍɯɯɯ ʩʪʦʣʽʪʪʷ: ʥʝʧʝʚʥʝ ʧʨʘʚʦʚʝ 
ʩʪʘʥʦʚʠʱʝ (ʨʠʮʘʨʽ-ʨʦʟʙʽʡʥʠʢʠ), ʚʪʝʯʘ ʽʟ ʤʦʥʘʩʪʠʨʷ, ʩʝʣʷʥʠ, 
ʱʦ ʧʨʘʛʥʫʪʴ ʚʠʜʽʣʠʪʠʩʷ, ʟʣʦʚʞʠʚʘʥʥʷ ʧʨʘʚʦʤ ʚʽʡʥʠ ʚ 
ʨʠʮʘʨʩʴʢʦʤʫ ʩʝʨʝʜʦʚʠʱʽ, ʧʦʟʙʘʚʣʝʥʥʷ ʩʝʥʩʫ ʧʨʠʜʚʦʨʥʠʭ 
ʬʦʨʤ ʞʠʪʪʷ. ʆʜʠʥ ʽʟ ʘʨʛʫʤʝʥʪʽʚ ʙʘʪʴʢʘ, ʢʦʣʠ ʚʽʥ ʧʝʨʝʢʦʥʫʻ 
ʩʠʥʘ ʜʦʪʨʠʤʫʚʘʪʠʩʴ ʧʨʠʥʮʠʧʽʚ ʟʘʛʘʣʴʥʦʧʨʠʡʥʷʪʦʾ ʤʦʨʘʣʽ, 
ʙʘʟʫʻʪʴʩʷ ʥʘ ʟʤʽʥʘʭ, ʱʦ ʚʽʜʙʫʣʠʩʷ ʚ ʩʫʩʧʽʣʴʩʪʚʽ, ʽ ʷʢʽ 
ʚʠʷʚʣʷʶʪʴ ʡʦʛʦ ʢʨʠʟʦʚʠʡ ʭʘʨʘʢʪʝʨ. 

ʂʘʢ ʧʦʜʤʝʥʠʣʠ ʚʩʝʭ ʣʶʜʝʡ!               Ich schaut' es deutlich jener Zeit, 
ʂʦʛʜʘ-ʪʦ ʣʞʝʮ ʠʣʠ ʟʣʦʜʝʡ,                 Wie Treu' und Ehr' allein gedeiht, 
ɾʝʣʘʚʰʠʡ ʢʨʠʚʜʦʡ ʞʠʪʴ ʥʘ ʩʚʝʪʝ     Durch Falschheit alles wird verheert. 
ʀ ʥʘ ʟʘʢʦʥ ʥʘʢʠʥʫʪʴ ʩʝʪʠ,                  Durch sie ward Rittersinn verkehrt. 
ɼʨʫʟʝʡ ʚʩʝʩʠʣʴʥʳʭ ʥʝ ʠʤʝʣ               Die Falschen ohne Scham und Zucht, 
ʀ ʧʨʠ ʜʚʦʨʝ ʥʝ ʧʠʣ, ʥʝ ʝʣ.                  Die zu verdrehn das Recht gesucht 
ʊʝʧʝʨʴ ʞʝ ʪʦʪ ʙʦʛʘʪʩʪʚʦ ʤʥʦʞʠʪ,      Mit List, verderbt dir Sitten, 
ʂʪʦ ʣʴʩʪʠʪʴ ʠ ʣʛʘʪʴ ʙʝʩʩʪʳʜʥʦ          Nicht wurden sie gelitten 
                                       ʤʦʞʝʪ. 
ʀ ʧʨʠ ʜʚʦʨʝ ʝʤʫ ʧʦʯʝʪ,                      Im Schlosse, nicht gespeist, geehrt. 
ʀ ʙʦʣʴʰʝ ʦʥ ʫʩʧʝʣ, ʯʝʤ ʪʦʪ,              Ach, heute golt als klug und wert, 

                                                           
18 Brackert H., Frey W., Seitz D. Op. cit. ï S.375. 
19 Fischer H. Op. cit. ï S.350. 
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ʂʪʦ ʯʝʩʪʥʦ ʚʳʙʨʘʣ ʧʫʪʴ-ʜʦʨʦʛʫ        Wer schmeicheln, l¿gen, tr¿gen kann: 
ʀ ʫʛʦʜʠʪʴ ʩʪʘʨʘʣʩʷ ʙʦʛʫ.                   An ihm die Ritter sehn hinan, 
            (969-980)                                  Und er besitzt an Gut und Ehr' 
                                                              Leider zumeist erklecklich mehr 
                                                              An einer, der aufrichtig lebt, 
                                                              Nach Gottes Wohlgefallen strebt. 
                                                                                  (841-856) 

ʉʠʥ ʫ ʩʚʦʻʤʫ ʧʨʘʛʥʝʥʥʽ ʩʪʘʪʠ ʨʠʮʘʨʝʤ ʦʙˇʨʫʥʪʦʚʫʻ 
ʚʣʘʩʥʫ ʧʦʟʠʮʽʶ ʣʠʰʝ ʩʚʦʻʶ ʥʝʟʚʠʯʘʡʥʦʶ ʟʦʚʥʽʰʥʽʩʪʶ. ɿʘ 
ʬʘʩʘʜʦʤ ʚʽʥ ʥʝ ʷʚʣʷʻ ʩʦʙʦʶ ʥʽʯʦʛʦ ʦʩʦʙʣʠʚʦʛʦ, ʯʠʤ ʙʠ 
ʧʦʚʠʥʝʥ ʙʫʚ ʚʦʣʦʜʽʪʠ, ʧʨʘʛʥʫʯʠ ʧʝʨʝʡʪʠ ʫ ʚʠʱʫ ʩʦʮʽʘʣʴʥʫ 
ʚʝʨʩʪʚʫ. ɯʨʦʥʽʯʥʦ ʟʘʫʚʘʞʫʻ ʘʚʪʦʨ, ʱʦ ʧʝʨʝʜʫʩʽʤ ʣʠʮʘʨ-
ʩʴʢʠʤ ʧʦʚʠʥʝʥ ʙʫʚ ʙʫʪʠ ʟʦʚʥʽʰʥʽʡ ʚʠʛʣʷʜ ɻʝʣʴʤʙʨʝʭʪʘ. 
ʉʪʨʫʢʪʫʨʫʶʯʠ ʦʙʨʘʟ ʤʦʣʦʜʦʛʦ ʩʝʣʷʥʠʥʘ ʟʘ ʧʨʠʥʮʠʧʘʤʠ 
ʣʠʮʘʨʩʴʢʦʛʦ ʨʦʤʘʥʫ, ɺʝʨʥʝʨ ʽʨʦʥʽʟʫʻ ʥʘʜ ʩʭʝʤʘʪʠʯʥʽʩʪʶ ʪʘ 
ʧʦʚʝʨʭʥʝʚʽʩʪʶ ʣʠʮʘʨʩʴʢʠʭ ʦʙʨʘʟʽʚ. ɸʢʮʝʥʪʫʶʯʠ ʥʘ 
ʟʦʚʥʽʰʥʦʩʪʽ, ʧʦʝʪ ʟʘʛʦʩʪʨʶʻ ʚʽʜʩʫʪʥʽʩʪʴ ʙʫʜʴ-ʷʢʠʭ 
ʤʦʨʘʣʴʥʠʭ ʧʨʠʥʮʠʧʽʚ, ʷʢʽ ʚ ʮʽʣʦʤʫ ʽʩʥʫʚʘʣʠ ʣʠʰʝ ʷʢ 
ʟʨʘʟʢʦʚʽ ʧʨʘʚʠʣʘ ʛʨʠ, ʙʦ ʞ ʙʫʣʠ ʚʠʪʽʩʥʝʥʠʤʠ ʧʦʢʘʟʦʚʽʩʪʶ 
ʣʠʮʘʨʩʴʢʦʛʦ ʝʪʠʢʝʪʫ. 

ʆʩʚʦʶʩʴ ʩ ʨʳʮʘʨʩʢʠʤ ʦʙʳʯʘʝʤ              Bin, Vater, ich beritten, 
ʅʝ ʭʫʞʝ ʟʥʘʪʥʦʛʦ ʧʪʝʥʮʘ,                       Getrau in hºfischen Sitten 
ʏʪʦ ʚʳʨʦʩ ʚ ʛʦʨʥʠʮʘʭ ʜʚʦʨʮʘ,                Ich mir so glªnzend zu bestehn, 
ʂʦʛʜʘ ʤʦʶ ʫʚʠʜʷʪ ʰʘʧʢʫ                        Wie die seit je zu Hofe gehen. 
ʀ ʟʦʣʦʪʳʭ ʢʫʜʨʝʡ ʦʭʘʧʢʫ,                       Wer nur auf meinem Haar erblickt 
ʇʦʚʝʨʷʪ, ʯʪʦ ʥʝ ʟʥʘʣʩʷ ʩ ʧʣʫʛʦʤ,            Die saubre M¿tze, kunstgestickt, 
ʅʝ ʛʥʘʣ ʚʦʣʦʚ ʢʨʝʩʪʴʷʥʩʢʠʤ ʣʫʛʦʤ,       Der schw¿re tausend Eide drauf, 
ʀ ʢʣʷʪʚʦʡ ʧʨʠʩʷʛʥʫʪ ʚʝʟʜʝ,                     DaÇ nie ich zog mit Ochsen auf, 
ʏʪʦ ʥʝ ʩʪʫʧʘʣ ʧʦ ʙʦʨʦʟʜʝ.           Nie durch die Furche stieÇ den   
                                                                                                           Pflug.  
ʄʥʝ ʚ ʢʘʞʜʦʤ ʟʘʤʢʝ ʙʫʜʫʪ ʨʘʜʳ,            Tret ich daher auf meinem Zug 
ʂʦʛʜʘ ʥʘʜʝʥʫ ʪʝ ʥʘʨʷʜʳ,                           In jenem schmucken Kleide, 
ʏʪʦ ʧʦʜʘʨʠʣʠ ʤʥʝ ʚʯʝʨʘ                           Das Mutter, Schwester, beide 
ʀ ʤʘʪʴ, ʠ ʜʦʙʨʘʷ ʩʝʩʪʨʘ.                           Mir steuerten, so ahnt gewiÇ 
             (300-314)                                       Kein Mensch, daÇ je ich Stecken  
                                                                                                           stieÇ... 
                                                                                       (239-243) 

ɯʜʝʡʥʦ ʞ ʘʚʪʦʨ ʧʦʷʩʥʶʻ ʧʦʚʝʜʽʥʢʫ ʤʦʣʦʜʦʛʦ 
ɻʝʣʴʤʙʨʝʭʪʘ ʪʠʤ, ʱʦ ʚʽʥ ʥʝ ʧʦʤʽʯʘʻ ʽ ʥʝ ʩʧʨʠʡʤʘʻ 
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ʚʨʘʞʘʶʯʠʭ ʤʘʩʰʪʘʙʽʚ ʪʦʛʦ, ʫ ʯʦʤʫ, ʷʢ ʫ ʛʨʽʭʫ ʛʦʨʜʠʥʽ ʽ 
ʟʘʨʦʟʫʤʽʣʦʩʪʽ, ʚʽʜʤʦʚʣʝʥʦ ʩʝʣʷʥʠʥʫ ʽ ʱʦ ʤʦʞʝ ʙʫʪʠ 
ʚʦʜʥʦʯʘʩ ʧʝʨʝʚʘʛʦʶ ʜʣʷ ʽʥʰʠʭ. 

ɺʝʜʴ ʣʶʜʠ ʠʩʪʠʥʫ ʪʦʣʢʫʶʪ:                     Schon ºfter hºrt' ich sagen: 
ñʂʪʦ ʩʣʠʰʴʢʦʤ ʤʥʦʛʦʛʦ ʚʟʳʩʢʫʝʪ,          Wer zu viel will erjagen, 
ʊʦʪ ʩʘʤ ʚ ʥʠʯʪʦʞʝʩʪʚʦ ʚʧʘʜʝʪò.               Dem wenig oder nichts verbleibt. 
ʀ ʘʣʯʥʦʩʪʴ ʛʨʝʰʥʠʢʘ ʚʣʝʯʝʪ                    Zur Hºlle, in den Abgrund treibt 
ʅʝʦʪʚʨʘʪʠʤʦ ʚ ʙʝʟʜʥʫ ʘʜʘ.                       Die Habsucht durch der S¿nde  
(1594-1597)                                                                                      Macht.  
                                                                                (1421-1425) 

ɺʝʨʥʝʨ ʨʦʙʠʪʴ ʩʧʨʦʙʫ ʧʦʻʜʥʘʪʠ ʪʨʘʜʠʮʽʶ ʣʠʮʘʨʩʴʢʦʛʦ 
ʨʦʤʘʥʫ ʟ ʜʝʤʦʢʨʘʪʠʯʥʦʶ ʪʨʘʜʠʮʽʻʶ ñʣʽʪʝʨʘʪʫʨʠ ʜʫʨʥʽʚò. ʎʝ 
ʧʨʦʩʣʽʜʢʦʚʫʻʪʴʩʷ ʚ ʦʧʠʩʽ ʦʜʷʛʫ ɻʝʣʴʤʙʨʝʭʪʘ-ʩʠʥʘ. ɺʽʥ 
ʥʘʜʤʽʨʫ ʷʩʢʨʘʚʠʡ, ʨʦʟʢʽʰʥʠʡ, ʬʨʘʥʪʽʚʩʴʢʠʡ. ɿʘʤʽʩʪʴ ʪʦʛʦ, 
ʱʦʙ, ʟ ʧʦʛʣʷʜʫ ʘʚʪʦʨʘ, ʩʣʫʞʠʪʠ ʜʦʙʨʦʯʝʩʥʦʩʪʽ, ʛʝʨʦʡ ʦʜʷʛʘʻ 
ʜʦʨʦʛʝ ʚʙʨʘʥʥʷ, ʷʢʝ ʜʣʷ ʩʝʣʷʥʠʥʘ ʥʝ ʤʘʻ ʞʦʜʥʦʛʦ ʩʝʥʩʫ. 
ɺʝʨʥʝʨ ʚʠʜʘʻ ʩʝʙʝ ʥʘʚʽʪʴ ʟʘ ʦʙʨʘʞʝʥʦʛʦ, ʢʦʣʠ ʦʧʠʩʫʻ 
ʟʘʭʦʧʣʝʥʥʷ ʞʽʥʦʢ ʪʘ ʜʽʚʯʘʪ ɻʝʣʴʤʙʨʝʭʪʦʤ.  

ɺʩʶ ʛʨʫʜʴ ʙʝʟʤʦʟʛʣʳʡ ʜʫʨʘʣʝʡ        ...Schaut, von Kristalle 
ʋʩʝʷʣ ʤʥʦʞʝʩʪʚʦʤ ʢʘʤʥʝʡ,               Schlossen drei Knºpfe, nicht zu klein, 
ɿʝʣʸʥʳʭ, ʩʠʥʠʭ, ʛʦʣʫʙʳʭ,                  Des Narren Brust. Mit Knºpfelein 
ʃʠʣʦʚʳʭ, ʢʨʘʩʥʳʭ ʠ ʠʥʳʭ,                Gelb, blau, schwarz, weiÇ, braun, rot 
                                                                                                         und gr¿n, 
ʉʚʝʨʢʘʚʰʠʭ, ʩʣʦʚʥʦ ʚ ʩʢʘʟʢʝ,           War sie bestreut, die fernhin gl¿hn 
ʂʦʛʜʘ ʢʨʫʞʠʣʩʷ ʚ ʧʣʷʩʢʝ.                  Und strahlen zauberbunten Glanz: 
ʀ ʥʘ ʝʛʦ ʫʙʦʨʳ                                  Sooft er trat einher im Tanz, 
ɺʩʝ ʫʩʪʨʝʤʣʷʣʠʩʴ ʚʟʦʨʳ                    Sah Mªdchen man wie Frauen 
ɺʣʶʙʣʸʥʥʳʭ ʜʝʚʫʰʝʢ ʠ ʞʝʥ.            Gar liebend nach ihm schauen. 
ʆʥ ʙʳʣ ʠʭ ʨʦʝʤ ʦʢʨʫʞʝʥ,                  Kaum w¿rd' ich neben diesem  
                                                                                               Knaben 
ɸ ʦʢʘʞʠʩʴ ʷ ʨʷʜʦʤ,                             Bei Frauen noch gegolten haben. 
ʅʝ ʫʜʦʩʪʦʷʪ ʚʟʛʣʷʜʦʤ!                                       (142-152) 
             (199-210) 

ʊʘʢʠʤ ʯʠʥʦʤ, ʦʢʨʽʤ ʪʦʛʦ, ʱʦ ʦʜʷʛ ʚʽʜʧʦʚʽʜʘʚ ʩʚʦʻʶ 
ʧʠʰʥʽʩʪʶ ʣʠʮʘʨʩʴʢʦʤʫ, ʥʘ ʥʴʦʤʫ ʙʫʣʠ ʡ ʽʥʰʽ ʟʥʘʢʠ, ʷʢʽ 
ʩʠʛʥʘʣʽʟʫʶʪʴ ʩʧʨʘʚʞʥʶ ʩʫʪʴ ʡʦʛʦ ʚʣʘʩʥʠʢʘ: 

ʋ ʧʣʝʯ ʝʛʦ, ʥʘ ʨʫʢʘʚʘʭ,                            Dort, wo der  rmel wªchst hervor, 
ʃʝʛʢʦ ʧʦʜʭʚʘʯʝʥʳ ʥʘ ʰʚʘʭ,                    Da war von kleiner Schellen Chor 
ɹʫʙʝʥʯʠʢʠ ʚʠʩʝʣʠ                                    Die Naht ringsum behangen, 
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ʀ ʚʝʩʝʣʦ ʟʚʝʥʝʣʠ...                                   Die alle hell erklangen, 
        (211-214)                                           Sobald er sprang im Reigen.  
                                                                                (153-157) 

ʐʘʧʢʘ ʫ ʚʠʛʣʷʜʽ ʢʦʚʧʘʢʘ, ʜʟʚʽʥʦʯʢʠ ʥʘ ʨʫʢʘʚʘʭ ï ʮʝ 
ʘʪʨʠʙʫʪʠ ʙʣʘʟʥʷ ʽ ʜʫʨʥʷ. ɸʚʪʦʨ ʽ ʩʘʤ ʥʝ ʨʘʟ ʚʽʜʢʨʠʪʦ 
ʥʘʟʠʚʘʻ ɻʝʣʴʤʙʨʝʭʪʘ-ʩʠʥʘ ʜʫʨʥʝʤ.  

ɿ ʧʦʟʠʮʽʾ ʩʝʨʝʜʥʴʦʚʽʯʥʦʛʦ ʩʠʤʚʦʣʽʯʥʦʛʦ ʩʧʨʠʡʥʷʪʪʷ 
ʩʚʽʪʫ ʢʦʞʥʘ ʨʽʯ ʦʢʨʽʤ ʧʨʷʤʦʛʦ ʟʥʘʯʝʥʥʷ ʻ ʱʝ ʡ ʟʥʘʢʦʤ, 
ʷʢʠʡ ʤʦʞʝ ʚʠʭʦʜʠʪʠ ʜʘʣʝʢʦ ʟʘ ʤʝʞʽ ʦʟʥʘʯʫʚʘʥʦʛʦ. 
ñʉʝʨʝʜʥʴʦʚʽʯʯʷ, ï ʧʠʰʝ ʌ.ʆʣʽ, ï ʤʘʻ ʚʣʘʩʥʫ, ʚʽʜʧʦʚʽʜʥʫ ʜʦ 
ʥʴʦʛʦ ʧʝʨʩʧʝʢʪʠʚʫ ʫ ʩʧʽʨʠʪʫʘʣʽʩʪʠʯʥʽʡ ʪʨʘʥʩʧʘʨʝʥʮʽʾ 
ʙʫʪʪʻʚʦʛʦ. ɺʦʥʘ ʚʠʷʚʣʷʻʪʴʩʷ ʫ ʧʦʛʣʷʜʽ ʫʚʝʨʭ, ʚʠʢʣʠʢʘʥʦʤʫ 
ʟʝʤʥʠʤʠ ʨʝʯʘʤʠ, ʽ ʙʘʯʝʥʥʽ ʥʘʩʢʨʽʟʴ ʘʞ ʜʦ ʩʧʽʨʽʪʫʘʣʽʩʪʠʯʥʦʾ 
ʨʝʘʣʴʥʦʩʪʽ ʟʥʘʯʝʥʴ ʟʥʘʢʫ, ʥʘʷʚʥʦʛʦ ʫ ʢʨʝʘʪʠʚʥʦʤʫ. ɺʦʥʘ ʻ 
ʧʝʨʩʧʝʢʪʠʚʦʶ ʫ ʩʧʨʘʚʞʥʴʦʤʫ ʩʝʥʩʽ, ʷʢʘ ʦʩʷʛʘʻ ʯʝʨʝʟ ʟʨʠʤʝ 
ʥʝʚʠʜʠʤʝ...ò

20
. ʇʨʠ ʮʴʦʤʫ ʨʽʯ ʤʦʞʝ ʤʘʪʠ ʷʢ ʧʦʟʠʪʠʚʥʝ, ʪʘʢ ʽ 

ʥʝʛʘʪʠʚʥʝ ʟʥʘʯʝʥʥʷ, ʽ ʚ ʟʘʣʝʞʥʦʩʪʽ ʚʽʜ ʢʦʥʪʝʢʩʪʫ ʚʠʷʚʣʷʪʠ 
ʪʝ ʯʠ ʽʥʰʝ. ʇʦʢʘʟʦʚʠʤʠ ʨʝʯʘʤʠ-ʩʠʤʚʦʣʘʤʠ ʫ ñʉʝʣʷʥʠʥʽ 
ɻʝʣʴʤʙʨʝʭʪʽò ʻ ʰʘʧʢʘ ʽ ʚʦʣʦʩʩʷ ʤʦʣʦʜʦʛʦ ʯʦʣʦʚʽʢʘ. ʐʘʧʢʘ, 
ʚʠʰʠʪʘ ʯʝʨʥʠʮʝʶ-ʙʽʛʣʷʥʢʦʶ, ʤʽʩʪʠʪʴ ʦʙʨʘʟʠ, ʷʢʽ 
ʚʽʜʦʙʨʘʞʘʶʪʴ ʧʨʘʛʥʝʥʥʷ ʛʝʨʦʷ. ʊʦʡ ʬʘʢʪ, ʱʦ ʯʝʨʥʠʮʷ, 
ʤʨʽʶʯʠ ʧʨʦ ʧʨʠʜʚʦʨʥʝ ʞʠʪʪʷ, ʚʪʽʢʘʻ ʟ ʤʦʥʘʩʪʠʨʷ ʽ ʩʪʘʻ 
ʛʨʽʰʥʠʮʝʶ, ʧʝʨʝʥʦʩʠʪʴʩʷ ʥʘ ʨʽʯ, ʷʢʫ ʚʦʥʘ ʚʠʛʦʪʦʚʣʷʻ, ʽ 
ʚʠʟʥʘʯʘʻ ʜʦʣʶ ʧʦʜʘʣʴʰʦʛʦ ʚʣʘʩʥʠʢʘ ʮʴʦʛʦ ʩʧʨʘʚʞʥʴʦʛʦ 
ʚʠʪʚʦʨʫ ʤʠʩʪʝʮʪʚʘ. ʃʝʛʝʥʜʘ ʧʦʯʠʥʘʻʪʴʩʷ ʦʧʠʩʦʤ ʰʘʧʢʠ ʽ 
ʟʘʢʽʥʯʫʻʪʴʩʷ ʪʠʤ, ʱʦ ʩʝʣʷʥʠ, ʷʢʽ ʯʠʥʷʪʴ ʨʦʟʧʨʘʚʫ ʥʘʜ 
ʨʦʟʙʽʡʥʠʢʦʤ ɻʝʣʴʤʙʨʝʭʪʦʤ, ʨʚʫʪʴ ʾʾ ʥʘ ʰʤʘʪʢʠ. 

ʇʦʨʚʘʣʠ ʰʘʧʢʫ ʥʘ ʯʘʩʪʠʮʳ,                Sittiche, Sperber, Tauben 
ɸ ʯʪʦ ʜʦ ʛʨʝʰʥʦʡ ʛʦʣʦʚʳ, ï                Und Lerchen jetzt verstauben 
ʆʥʘ ʩʚʝʨʢʘʣʘ ʙʝʟ ʙʦʪʚʳ,                       Im Weg, zerfasert dort und hier, 
ɻʦʣʘ ʠ ʩʧʝʨʝʜʠ ʠ ʩʟʘʜʠ.                        Die einst der M¿tze schºnste Zier. 
ɹʳʣʳʭ ʢʫʜʨʝʡ ʙʳʣʳʝ ʧʨʷʜʠ                 Da lag ein Zªuschen Haargelock, 
ʃʝʞʘʣʠ ʚʪʦʧʪʘʥʥʳʝ ʚ ʧʨʘʭ.                  Daneben seidenes Geflock. 
            (1895-1901)                                               (1693-1698) 

                                                           
20 Weddige H. Op. cit. ï S.67. 
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ɿʥʘʢʦʚʠʡ ʭʘʨʘʢʪʝʨ ʤʘʶʪʴ ʪʘʢʦʞ ʩʣʦʚʘ. ɿʦʢʨʝʤʘ ʪʝ, ʱʦ 
ʙʘʪʴʢʦ ʽ ʩʠʥ ʥʦʩʷʪʴ ʦʜʥʝ ʡ ʪʝ ʞ ʽʤô̫, ʟʘʩʚʽʜʯʫʻ ʧʨʠʥʘʣʝʞʥʽʩʪʴ 
ʾʭ ʜʦ ʦʜʥʦʛʦ ʨʦʜʫ, ʦʜʥʽʻʾ ʩʧʨʘʚʠ, ʷʢʫ ʩʠʥ ʧʦʚʠʥʝʥ 
ʧʨʦʜʦʚʞʠʪʠ ʫʩʣʽʜ ʟʘ ʙʘʪʴʢʦʤ. 

ʆʪʞʝ, ʧʨʘʛʥʝʥʥʷ ʤʦʣʦʜʦʛʦ ɻʝʣʴʤʙʨʝʭʪʘ ʚʠʜʽʣʠʪʠʩʷ ʟ 
ʩʚʦʛʦ ʩʝʨʝʜʦʚʠʱʘ ʪʘ ʟʨʦʙʠʪʠ ʢʘʨô̒ʨʫ ʣʠʮʘʨʷ ʜʣʷ ʩʘʤʦʛʦ 
ʧʠʩʴʤʝʥʥʠʢʘ ʻ ʧʨʦʪʠʟʘʢʦʥʥʠʤʠ. ʇʽʜʪʚʝʨʜʞʝʥʥʷʤ ʮʴʦʛʦ ʻ 
ʪʝ, ʱʦ ʪʘʢʝ ʩʦʮʽʘʣʴʥʝ ʟʨʦʩʪʘʥʥʷ ʤʦʞʣʠʚʝ ʣʠʰʝ ʷʢ ʨʦʟʙʽʡ.  

ʄʥʝ ʜʦʣʞʥʦ ʟʥʘʪʴʩʷ ʩ ʚʳʩʰʠʤ            ...Ich muÇ hinaus 
                                   ʢʨʫʛʦʤ. 
ʋʯʠ ʜʨʫʛʠʭ ʚʦʟʠʪʩʷ ʩ ʧʣʫʛʦʤ             Jetzt in der Ritter Kampfgebraus. 
ʀ ʫʪʠʨʘʪʴ ʩʦʣʝʥʳʡ ʧʦʪ.                      HeiÇ mit dem Pfluge, mit den K¿h'n 
ʗ ʥʘʧʘʜʫ ʥʘ ʟʜʝʰʥʠʡ ʩʢʦʪ                  Sich andere deiner Sºhne m¿hn! 
ʀ ʧʦʛʦʥʶ ʜʦʙʳʯʫ ʩ ʣʫʛʘ.                    Vor mir das Vieh soll br¿llen bald, 
ʇʫʩʢʘʡ ʙʳʢʠ ʨʝʚʫʪ ʩ ʠʩʧʫʛʘ,              Das fort ich treibe mit Gewalt. 
ʇʫʩʪʠʚʰʠʩʴ ʚʩʢʘʯʴ, ʢʘʢ ʦʪ ʦʛʥʷ.        Die blºde Stute! Lang sonst wªr' 
ʄʥʝ ʥʝ ʭʚʘʪʘʝʪ ʣʠʰʴ ʢʦʥʷ                  Ich auf und fort und kreuz und quer 
ʉ ʜʨʫʟʴʷʤʠ ʤʯʘʪʴ ʥʘʧʨʦʧʦʣʫʶ,         Toll mit den andern hingefahren, 
ʗ ʪʦʣʴʢʦ ʣʠʰʴ ʦ ʪʦʤ ʪʦʩʢʫʶ,             Wild durch die Hecke bei den Haaren 
ʏʪʦ ʤʫʞʳʢʦʚ ʜʦ ʵʪʠʭ ʧʦʨ                   Die Bauern zerrend, wie ich will. 
ʅʝ ʛʥʘʣ, ʭʚʘʪʘʷ ʟʘ ʚʠʭʦʨ.                    Qual ist mir's, hier zu liegen still! 
ʗ ʙʝʜʥʦʩʪʴ ʥʝ ʭʦʯʫ ʩʥʦʩʠʪʴ,               Die Armut soll der Teufel holen, 
ʊʨʠ ʛʦʜʘ ʩʪʨʠʛʫʥʢʘ ʨʘʩʪʠʪʴ,               Aufziehn drei Jahre lang ein Fohlen 
ʊʝʣʫʰʢʫ ʧʝʩʪʦʚʘʪʴ ʪʨʠ ʛʦʜʘ,              Pªppeln gleich lange Zeit ein Rind ï 
ʅʝʤʥʦʛʦ ʦʪ ʪʦʛʦ ʜʦʭʦʜʘ.                     Solch ein Erwerben gilt mir Wind! 
ʏʝʤ ʯʝʩʪʥʦ ʙʝʜʩʪʚʦʚʘʪʴ ʩ ʪʦʙʦʡ,      Nein, rauben alle Tage 
ʫʞ ʣʫʯʰʝ ʷ ʧʫʱʫʩʴ ʚ ʨʘʟʙʦʡ...           Will ich...  

(363-380)                                                (295-312) 

ñʋʩʽ ʪʨʘʜʠʮʽʡʥʽ ʚʠʪʦʥʯʝʥʽ ʨʦʟʤʝʞʫʚʘʥʥʷ ʚʠʱʦʛʦ 
ʩʪʘʥʫ ʱʦʜʦ ʥʠʞʯʦʛʦ, ʪʘʢʽ ʷʢ ʢʫʣʴʪʠʚʦʚʘʥʽ ʤʘʥʝʨʠ, 
ʝʣʝʛʘʥʪʥʠʡ ʟʦʚʥʽʰʥʽʡ ʚʠʛʣʷʜ, ʦʩʚʽʪʘ ʽ ʟʥʘʥʥʷ, ʥʝ ʤʦʞʫʪʴ 
ʚʽʜʣʷʢʘʪʠ ʮʴʦʛʦ ʚʠʩʢʦʯʢʫ, ʪʦʤʫ ʧʨʠʥʮʠʧʦʚʦ ʥʝʦʙʭʽʜʥʦ 
ʜʦʚʝʩʪʠ ʧʨʦʪʠʧʨʠʨʦʜʥʽʡ ʭʘʨʘʢʪʝʨ ʡʦʛʦ ʥʘʤʽʨʽʚ. ɿ ʮʴʦʛʦ 
ʧʦʛʣʷʜʫ ɺʝʨʥʝʨʦʚʫ ʥʦʚʝʣʫ ʩʣʽʜ ʨʦʟʫʤʽʪʠ ʥʝ ʣʠʰʝ ʷʢ ʚʠʩʪʫʧ 
ʧʨʦʪʠ ʩʫʪʽ ʨʦʟʙʽʡʥʠʢʽʚ-ʣʠʮʘʨʽʚ, ʧʨʦʪʠ ʦʢʨʝʤʠʭ ʥʝʜʦʣʽʢʽʚ 
ʭʘʦʪʠʯʥʦʛʦ ʯʘʩʫ, ʘ ʷʢ ʩʦʣʽʜʘʨʥʽʩʪʴ ʧʨʦʪʠ ʟʤʽʥ ʽʩʥʫʶʯʠʭ 
ʚʽʜʥʦʩʠʥ, ʪʦʙʪʦ ʱʦʩʴ ʥʘ ʟʨʘʟʦʢ ʚʽʜʪʝʨʤʽʥʫʚʘʥʥʷ 
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ʩʦʮʽʘʣʴʥʦʛʦ ʧʝʨʝʜʽʣʫ ʚʣʘʜʠò
21
. ɿʚʽʜʩʠ ï ʢʨʠʪʠʢʘ ʥʝʧʝʚʥʦʩʪʽ, 

ʥʝʩʪʘʙʽʣʴʥʦʩʪʽ ʯʘʩʫ. ɿ ʮʽʻʶ ʧʨʦʙʣʝʤʦʶ ɺʝʨʥʝʨ ʉʘʜʽʚʥʠʢ 
ʢʦʥʬʨʦʥʪʫʻ ʩʘʤʝ ʣʠʮʘʨʩʴʢʫ ʧʫʙʣʽʢʫ, ʚʠʩʤʽʶʶʯʠ 
ʨʦʟʙʽʡʥʠʮʴʢʫ ʧʦʚʝʜʽʥʢʫ ʣʠʮʘʨʽʚ ʥʘ ʧʨʠʢʣʘʜʽ ʩʝʣʷʥʠʥʘ. 
ñʇʝʨʝʢʦʥʣʠʚʠʤ ʻ ʪʝ, ʱʦ ʟʙʽʜʥʽʣʝ ʜʚʦʨʷʥʩʪʚʦ ʧʦʚʠʥʥʝ ʙʫʣʦ 
ʨʦʟʫʤʽʪʠ ʪʝʥʜʝʥʮʽʾ ʨʦʩʪʫ ʩʝʣʷʥ ʷʢ ʙʝʟʧʦʩʝʨʝʜʥʶ ʟʘʛʨʦʟʫ ʽ 
ʩʢʦʨʦʯʝʥʥʷ ʚʣʘʩʥʠʭ ʧʨʠʚʽʣʝʾʚ. ɺʦʥʦ ʧʨʘʛʥʫʪʠʤʝ ʩʫʪʪʻʚʦ 
ʩʢʦʨʦʪʠʪʠ ʮʽ ʥʘʤʽʨʠ ʧʨʦʩʫʚʘʥʥʷ ʥʘʚʝʨʭ. ʑʦ ʤʦʞʝ ʙʫʪʠ ʚ 
ʪʘʢʦʤʫ ʚʠʧʘʜʢʫ ʜʽʻʚʽʰʠʤ, ʘʥʽʞ ʢʨʠʪʠʢʘ, ʷʢʘ ʟʜʽʡʩʥʶʻʪʴʩʷ 
ʧʨʝʜʩʪʘʚʥʠʢʘʤʠ ʥʘʡʥʠʞʯʦʛʦ ʩʪʘʥʫ ʱʦʜʦ ʪʠʭ ʧʨʝʜʩʪʘʚʥʠʢʽʚ 
ʾʭʥʴʦʾ ʚʝʨʩʪʚʠ, ʱʦ ʥʝʟʘʜʦʚʦʣʝʥʽ ʩʪʘʪʫʩʦʤ, ʷʢʦʛʦ ʚʦʥʠ 
ʥʘʙʫʣʠ ʚ ʨʝʟʫʣʴʪʘʪʽ ʥʘʨʦʜʞʝʥʥʷ, ʢʨʠʪʠʢʘ, ʷʢʘ ʧʦʥʘʜ ʮʝ 
ʧʦʩʠʣʘʥʥʷ ʥʘ ʟʘʧʦʚʽʜʴ ʧʦʢʽʨʥʦʩʪʽ ʩʚʦʾʤ ʙʘʪʴʢʘʤ ʜʦʟʚʦʣʷʻ 
ʱʝ ʡ ʨʝʣʽʛʽʡʥʝ ʟʘʛʦʩʪʨʝʥʥʷ?ò

22
  

ʎʽ ʟʘʛʘʣʴʥʽ ʩʧʽʚʚʽʜʥʦʰʝʥʥʷ ʚ ʍɯɯɯ ʩʪʦʣʽʪʪʽ 
ʧʦʷʩʥʶʶʪʴʩʷ ʜʝʟʦʨʛʘʥʽʟʘʮʽʻʶ ʬʝʦʜʘʣʴʥʦʛʦ ʩʫʩʧʽʣʴʩʪʚʘ. ʗʢ 
ʧʦʢʘʟʫʻ ʩʦʮʽʘʣʴʥʘ ʽʩʪʦʨʽʷ ʽ ʧʽʜʪʚʝʨʜʞʫʻ ʪʚʽʨ ɺʝʨʥʝʨʘ 
ʉʘʜʽʚʥʠʢʘ, ʩʪʘʥʦʚʠʱʝ ʩʝʣʷʥ ʫ ʪʦʡ ʯʘʩ ʟʤʽʥʠʣʦʩʷ. 
ɿʤʝʥʰʠʚʩʷ ʪʠʩʢ ʟʘʣʝʞʥʦʩʪʽ, ʩʝʣʷʥʠ ʤʦʛʣʠ ʟʘʚʜʷʢʠ ʩʚʦʾʡ 
ʧʨʘʮʽ ʜʦʩʷʛʪʠ ʚʽʣʴʥʽʰʦʛʦ ʩʪʘʥʦʚʠʱʘ, ʩʪʘʪʠ ʚʣʘʩʥʠʢʘʤʠ. 
ʆʩʦʙʣʠʚʦ ʮʝ ʩʪʦʩʫʻʪʴʩʷ ʤʘʡʻʨʽʚ, ʷʢʽ ʚʝʣʠ ʩʘʤʦʩʪʽʡʥʝ 
ʛʦʩʧʦʜʘʨʩʪʚʦ. ʊʘ ʪʝʢʩʪ ʨʝʬʣʝʢʪʫʻ, ʟ ʽʥʰʦʛʦ ʙʦʢʫ, ʱʝ ʦʜʥʫ ʟ 
ʚʽʯʥʠʭ ʩʦʮʽʘʣʴʥʠʭ ʧʨʦʙʣʝʤ ï ʧʨʦʙʣʝʤʫ ʧʨʘʚʦʚʦʾ 
ʩʧʨʘʚʝʜʣʠʚʦʩʪʽ ʡ ʟʘʭʠʱʝʥʦʩʪʽ. ʋ ɺʝʨʥʝʨʘ ʡʜʝʪʴʩʷ ʧʨʦ 
ʤʽʥʽʤʫʤ ʜʝʨʞʘʚʥʦʛʦ ʧʦʨʷʜʢʫ ʽ ʙʝʟʧʝʢʠ. ʎʷ ʜʫʤʢʘ ʟô̫ʚʣʷʻʪʴʩʷ 
ʚ ʢʽʥʮʽ ʪʚʦʨʫ, ʢʦʣʠ ʧʽʩʣʷ ʟʥʠʱʝʥʥʷ ʨʦʟʙʽʡʥʠʢʽʚ, ʷʢ ʟʘʫʚʘʞʫʻ 
ʘʚʪʦʨ, ʥʘ ʜʦʨʦʛʘʭ ʩʪʘʣʦ ʩʧʦʢʽʡʥʦ. ʋ ʮʽʡ ʩʠʪʫʘʮʽʾ ʢʨʠʪʠʢʠ 
ʙʘʯʘʪʴ ʚʽʜʦʙʨʘʞʝʥʥʷ ʥʝʦʙʤʝʞʝʥʦʛʦ ʧʨʘʚʘ ʚʽʡʥʠ ʚ ʉʝʨʝʜʥʽ 
ʚʽʢʠ, ʟʛʽʜʥʦ ʟ ʷʢʠʤ ʧʨʦʛʦʣʦʰʫʚʘʣʦʩʷ ʧʨʘʚʦ ʩʠʣʴʥʦʛʦ, ʘ 
ʪʘʢʦʞ ʬʘʢʪʠʯʥʦ ʥʝ ʤʦʞʥʘ ʙʫʣʦ ʧʨʦʚʝʩʪʠ ʤʝʞʫ ʤʽʞ ʨʠʮʘʨʝʤ 
ʽ ʨʦʟʙʽʡʥʠʢʦʤ. ɺʽʜʧʦʚʽʜʥʦ ʟ ʮʠʤ, ʚʽʜʦʙʨʘʞʝʥʠʡ ʫ 
ñɻʝʣʴʤʙʨʝʭʪʽò ʢʨʠʤʽʥʘʣʽʪʝʪ ʣʠʮʘʨʩʴʢʦʾ ʚʘʪʘʛʠ ʤʦʞʝ ʙʫʪʠ 
ʧʨʦʯʠʪʘʥʠʤ ʷʢ ʦʧʠʩ ñʣʝʛʘʣʴʥʦʾò ʤʽʞʫʩʦʙʥʦʾ ʚʽʡʥʠ. ʊʦʤʫ ʜʦ 
ʧʦʝʪʠʯʥʠʭ ʷʢʦʩʪʝʡ ʪʝʢʩʪʫ ʥʘʣʝʞʠʪʴ ʧʦʩʪʘʥʦʚʢʘ ʫ ʥʴʦʤʫ 
                                                           
21 Brackert H., Frey W., Seitz D. Op. cit. ï S.378. 
22 Ibid. ï S.380. 
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ʨʝʘʣʴʥʠʭ ʧʨʦʙʣʝʤ. ñʅʦʚʝʣʘ ʥʝ ʨʷʪʫʻʪʴʩʷ ʚʪʝʯʝʶ, ʷʢ ʫ ʽʥʰʠʭ 
ʪʦʛʦʯʘʩʥʠʭ ʪʚʦʨʘʭ, ʫ ʧʦʟʙʘʚʣʝʥʫ ʩʫʪʽ ʚʠʜʠʤʽʩʪʴ ʢʘʟʢʦʚʦʾ ʜʽʾ, 
ʘ ʟ ʢʨʠʪʠʯʥʦʶ ʛʘʨʷʯʢʦʚʽʩʪʶ ʨʦʟʨʦʙʣʷʻ ʟʦʙʨʘʞʝʥʥʷ 
ʨʝʘʣʴʥʦʩʪʽ, ʽʩʪʠʥʥʘ ʩʫʪʴ ʷʢʦʾ ʧʝʨʝʨʦʩʪʘʻ ʩʚʽʜʦʤʽ ʽʥʪʝʥʮʽʾ 
ʘʚʪʦʨʘ... ʋ ʪʦʤʫ, ʱʦ ʪʫʪ ʚʠʷʚʣʷʶʪʴʩʷ ʦʙô̒ʢʪʠʚʥʽ ʤʦʤʝʥʪʠ 
ʽʩʪʦʨʠʯʥʦʾ ʩʠʪʫʘʮʽʾ, ʜʦʩʚʽʜ ʩʦʮʽʘʣʴʥʦʾ ʚʝʨʩʪʚʠ, ʷʢʘ ʧʦʩʪʽʡʥʦ 
ʙʝʟʟʘʭʠʩʥʦ ʙʫʣʘ ʧʽʜʜʘʥʘ ʥʝʙʝʟʧʝʮʽ ʣʠʮʘʨʩʴʢʠʭ ʚʦʻʥ ʽ 
ʟʤʫʰʝʥʘ ʙʫʣʘ ʚʽʜʯʫʪʠ ʫ ʥʠʭ ʥʝʩʧʨʘʚʝʜʣʠʚʽʩʪʴ ʽ ʞʦʨʩʪʦʢʽʩʪʴ, 
ʚʠʜʽʣʷʶʪʴʩʷ ʥʦʚʽ ʩʪʨʫʢʪʫʨʠ ʩʧʨʠʡʥʷʪʪʷ, ʷʢʽ ʟʘʙʝʟʧʝʯʫʶʪʴ 
ʮʽʡ ʥʦʚʝʣʽ ʾʾ ʣʽʪʝʨʘʪʫʨʥʠʡ ʨʘʥʛ ʽ ʟʥʘʯʥʫ ʧʦʟʠʮʽʶ ʫ ʨʦʟʚʠʪʢʫ 
ʩʝʨʝʜʥʴʦʚʽʯʥʦʾ ʣʽʪʝʨʘʪʫʨʠò

23
. 

ʇʦʨʷʜ ʽʟ ʩʦʮʽʘʣʴʥʠʤ ʢʦʥʬʣʽʢʪʦʤ ʘʚʪʦʨʫ ʚʜʘʣʦʩʷ 
ʟʦʙʨʘʟʠʪʠ ʢʦʥʬʣʽʢʪ ʧʦʢʦʣʽʥʴ. ʆʟʥʘʢʦʶ ʥʦʚʦʛʦ ʯʘʩʫ ʻ 
ʧʦʨʫʰʝʥʥʷ ʢʦʤʫʥʽʢʘʮʽʾ ʧʦʤʽʞ ʙʘʪʴʢʘʤʠ ʽ ʜʽʪʴʤʠ. ɯʨʦʥʽʯʥʦ 
ʮʷ ʩʠʪʫʘʮʽʷ ʟʘʛʦʩʪʨʝʥʘ ʫ ʩʮʝʥʽ ʧʝʨʰʦʛʦ ʧʦʚʝʨʥʝʥʥʷ 
ʤʦʣʦʜʦʛʦ ɻʝʣʴʤʙʨʝʭʪʘ ʜʦʜʦʤʫ. ɺʽʥ ʟʚʝʨʪʘʻʪʴʩʷ ʜʦ ʨʦʜʠʯʽʚ 
ʽʥʦʟʝʤʥʠʤʠ ʤʦʚʘʤʠ, ʷʢʽ ʪʽ ʥʝ ʨʦʟʫʤʽʶʪʴ, ʱʦ ʥʘʦʯʥʦ 
ʜʝʤʦʥʩʪʨʫʻ ʡʦʛʦ ʚʽʜʯʫʞʝʥʥʷ ʚʽʜ ʢʦʣʠʩʴ ʙʣʠʟʴʢʦʛʦ ʡʦʤʫ 
ʩʝʨʝʜʦʚʠʱʘ. ɹʘʪʴʢʦ ʧʦʚʪʦʨʶʻ ʮʝʡ ʧʨʠʡʦʤ, ʢʦʣʠ ʢʘʣʽʢʘ-ʩʠʥ 
ʧʨʦʩʠʪʴ ʧʨʠʩʪʘʥʦʚʠʱʘ, ʟʘʚʜʷʢʠ ʯʦʤʫ ʘʚʪʦʨ ʤʦʚʥʦ 
ʫʥʘʦʯʥʶʻ ʚʩʶ ʥʽʢʯʝʤʥʽʩʪʴ ʩʪʘʥʦʚʠʱʘ ʛʦʨʝ-ʣʠʮʘʨʷ. 

ʊʝʢʩʪ ʟʜʦʙʫʚʘʻ ʘʚʪʦʨʠʪʝʪ ʟʘʚʜʷʢʠ ʚʠʢʦʨʠʩʪʘʥʥʶ ʫ 
ʥʴʦʤʫ ʩʠʤʚʦʣʽʯʥʠʭ ʯʠʩʝʣ, ʦʩʢʽʣʴʢʠ ɹʦʛ ʫʩʝ ʦʨʛʘʥʽʟʫʚʘʚ ʟʘ 
ʩʚʦʻʶ ʢʽʣʴʢʽʩʪʶ, ʯʠʩʣʦʤ ʽ ʚʘʛʦʶ (ʟʦʢʨʝʤʘ, ñ4ò ï ʯʝʪʚʝʨʪʘ 
ʟʘʧʦʚʽʜʴ, ʯʦʪʠʨʠ ʩʥʠ, ñ10ò ï 10 ʨʦʟʙʽʡʥʠʢʽʚ). ʋ ʩʠʤʝʪʨʠʯʥʽʡ 
ʧʦʙʫʜʦʚʽ ʪʚʦʨʫ ʪʘʢʦʞ ʟʘʬʽʢʩʦʚʘʥʽ ʟʚô̫ʟʢʠ-ʧʦʩʠʣʘʥʥʷ ʤʽʞ 
ʙʫʪʪʻʚʠʤ ʽ ʚʠʱʠʤ ʩʝʥʩʦʤ. ʊʘʢʘ ʩʪʨʫʢʪʫʨʘ ʧʝʨʝʜʙʘʯʘʻ ʪʘʢʽ 
ʢʦʤʧʦʟʠʮʽʡʥʽ ʧʨʠʥʮʠʧʠ, ʷʢ ʧʨʦʪʠʩʪʘʚʣʝʥʥʷ, ʧʦʚʪʦʨʝʥʥʷ, 
ʫʨʽʚʥʦʚʘʞʝʥʥʷ. ʎʝ, ʫ ʩʚʦʶ ʯʝʨʛʫ, ʚʽʜʧʦʚʽʜʘʻ ʽʜʝʾ ʛʘʨʤʦʥʽʾ, 
ʙʘʛʘʪʦʟʥʘʯʥʦʩʪʽ, ʢʦʥʪʨʘʩʪʥʦʩʪʽ ʨʝʯʦʚʦʛʦ ʩʚʽʪʫ ʽ 
ʚʽʜʜʟʝʨʢʘʣʝʥʥʷ ʚ ʥʴʦʤʫ ʥʝʚʠʜʠʤʦʾ ʙʦʞʝʩʪʚʝʥʥʦʾ ʩʫʪʽ.  

ʆʧʦʚʽʜʴ ʙʝʟʫʤʦʚʥʦ ʥʦʩʠʪʴ ʜʠʜʘʢʪʠʯʥʠʡ ʭʘʨʘʢʪʝʨ. ɸʣʝ 
ʡ ʫ ʮʴʦʤʫ ʩʝʥʩʽ ʦʧʦʚʽʜʥʘ ʩʪʨʫʢʪʫʨʘ ñɻʝʣʴʤʙʨʝʭʪʘò ʻ 
ʩʚʦʻʨʽʜʥʦʶ. ʆʜʥʦʟʥʘʯʥʽ ʤʦʨʘʣʽʩʪʠʯʥʽ ʬʦʨʤʫʣʠ ʧʝʨʝʧʣʽ-

                                                           
23 Ibid. ï S.383. 
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ʪʘʶʪʴʩʷ ʟ ʘʨʛʫʤʝʥʪʘʮʽʻʶ, ʟʘʩʥʦʚʘʥʦʶ ʥʘ ʞʠʪʪʻʚʦʤʫ 
ʜʦʩʚʽʜʽ, ʦʧʦʚʽʜʘʯ ʟʘʣʠʰʘʻʪʴʩʷ ʚʽʨʥʠʤ ʟʘʛʘʣʴʥʦʧʨʠʡʥʷʪʠʤ 
ʝʪʠʯʥʠʤ ʥʦʨʤʘʤ. ʈʦʢʠ ʧʝʨʝʙʫʚʘʥʥʷ ɻʝʣʴʤʙʨʝʭʪʘ ʧʨʠ ʜʚʦʨʽ 
ʧʝʨʝʜʘʥʽ ʥʝ ʝʧʽʯʥʦ, ʘ ʜʠʜʘʢʪʠʯʥʦ: ʩʘʤʽ ʟʣʦʯʠʥʠ ʥʝ 
ʟʦʙʨʘʞʘʶʪʴʩʷ, ʣʠʰʝ ʛʦʚʦʨʠʪʴʩʷ ʧʨʦ ʾʭ ʥʘʩʣʽʜʢʠ. 
ɼʠʜʘʢʪʠʯʥʘ ʣʦʛʽʢʘ ʜʫʞʝ ʩʪʨʫʥʢʘ: ʧʦʚʯʘʥʥʷ ï ʥʝʧʨʠʡʥʷʪʪʷ 
ʥʘʫʢʠ ï ʧʦʢʘʨʘʥʥʷ. ʊʦʤʫ ʧʦʨʘʟʢʘ ʤʦʣʦʜʦʛʦ ɻʝʣʴʤʙʨʝʭʪʘ ʥʝ 
ʻ ʪʨʘʛʽʯʥʦʶ ʫ ʢʣʘʩʠʯʥʦʤʫ ʩʝʥʩʽ, ʘ ʧʦʩʣʽʜʦʚʥʦʶ ʱʦʜʦ ʮʴʦʛʦ. 
ʋ ʮʴʦʤʫ ʞ ʧʣʘʥʽ ʧʦʩʣʽʜʦʚʥʦʶ ʻ ʽ ʥʝʚʤʦʣʠʤʽʩʪʴ ʙʘʪʴʢʘ. 
ʊʨʘʛʽʢʘ ʞ ʩʪʘʨʰʦʛʦ ɻʝʣʴʤʙʨʝʭʪʘ ʚʠʧʣʠʚʘʻ ʽʟ ʢʦʥʬʣʽʢʪʫ 
ʦʙʦʚô̫ʟʢʽʚ: ʣʶʙʦʚ ʜʦ ʙʣʠʞʥʴʦʛʦ, ʙʘʪʴʢʽʚʩʴʢʘ ʣʶʙʦʚ, ʟ 
ʦʜʥʦʛʦ ʙʦʢʫ, ʘ ʟ ʽʥʰʦʛʦ ï ʭʨʠʩʪʠʷʥʩʴʢʝ ʪʘ ʩʫʩʧʽʣʴʥʝ 
ʨʦʟʫʤʽʥʥʷ ʩʧʨʘʚʝʜʣʠʚʦʩʪʽ. ʋ ʪʘʢʠʡ ʩʧʦʩʽʙ ʦʧʦʚʽʜʘʯ ʤʦʪʠʚʫʻ 
ʯʠʪʘʯʘ ʟʘʜʫʤʘʪʠʩʷ ʥʘʜ ʧʦʚʝʜʽʥʢʦʶ ʛʝʨʦʷ. 

ʊʚʽʨ ʩʝʨʝʜʥʴʦʚʽʯʥʦʛʦ ʘʚʪʦʨʘ ʟʘʣʠʰʘʻʪʴʩʷ ʘʢʪʫʘʣʴʥʠʤ 
ʽ ʫ ʥʘʰ ʯʘʩ. ʉʫʯʘʩʥʘ ʨʝʮʝʧʮʽʷ ʟʥʘʭʦʜʠʪʴ ʫ ʥʴʦʤʫ ʚʽʜʧʨʘʚʥʽ 
ʤʦʤʝʥʪʠ, ʷʢʽ ʘʢʪʫʘʣʽʟʫʶʪʴ ʩʝʨʝʜʥʴʦʚʽʯʥʫ ʪʝʤʘʪʠʢʫ ʽ ʩʪʘʶʪʴ 
ʦʩʥʦʚʦʶ ʜʣʷ ʥʦʚʽʪʥʽʭ ʽʥʪʝʨʧʨʝʪʘʮʽʡ. ʊʘʢ, ɾʘʢ ʃʝ ˆʦʬʬ 
ʚʙʘʯʘʻ ʫ ʪʝʢʩʪʽ ʧʨʠʭʦʚʘʥʠʡ ʟʤʽʩʪ. ʆʩʢʽʣʴʢʠ ʙʘʪʴʢʦ ʽ ʩʠʥ 
ʥʘʜʽʣʝʥʽ ʦʜʥʠʤ ʽʤô̫ʤ, ʜʦʩʣʽʜʥʠʢ ʨʦʙʠʪʴ ʧʨʠʧʫʱʝʥʥʷ, ʱʦ 
ʤʦʣʦʜʠʡ ɻʝʣʴʤʙʨʝʭʪ ʦʙô̒ʜʥʫʻ ʚ ʩʦʙʽ ʜʚʘ ʦʙʣʠʯʯʷ, ʷʢ ʥʘ 
ʢʘʨʪʠʥʘʭ ʇʽʢʘʩʩʦ: ʽʜʝʘʣʽʟʦʚʘʥʦʛʦ ʽ ʜʠʷʚʦʣʽʟʦʚʘʥʦʛʦ 
ʩʝʣʷʥʠʥʘ

24
. ʋ ʢʦʞʥʦʤʫ ʨʘʟʽ, ʩʫʯʘʩʥʽ ʜʨʘʤʘʪʠʟʦʚʘʥʽ ʦʙʨʦʙʢʠ 

ʩʶʞʝʪʫ ʘʢʮʝʥʪʫʶʪʴ ʩʘʤʝ ʧʦʩʪʘʪʴ ʤʦʣʦʜʦʛʦ ɻʝʣʴʤʙʨʝʭʪʘ, 
ʚʠʜʽʣʷʶʯʠ ʡʦʛʦ ʙʫʥʪʽʚʥʠʡ ʭʘʨʘʢʪʝʨ ʽ ʧʨʘʛʥʝʥʥʷ ʚʠʨʚʘʪʠʩʴ 
ʽʟ ʚʫʟʴʢʦʛʦ ʩʝʨʝʜʦʚʠʱʘ, ʷʢʝ ʥʝ ʜʦʟʚʦʣʠʣʦ ʙ ʡʦʤʫ 
ʨʦʟʛʦʨʥʫʪʠ ʩʚʦʶ ʽʥʜʠʚʽʜʫʘʣʴʥʽʩʪʴ

25
. ɿ 60-ʭ ʨʦʢʽʚ ʫ 

ʤʝʜʽʻʚʽʩʪʠʮʽ ʧʝʨʝʚʘʛʘ ʚʽʜʜʘʻʪʴʩʷ ʥʘʟʚʽ ñɻʝʣʴʤʙʨʝʭʪò, 
ʦʩʢʽʣʴʢʠ ʚʚʘʞʘʻʪʴʩʷ, ʱʦ ʩʘʤʝ ʜʦʣʶ ʤʦʣʦʜʦʛʦ ɻʝʣʴʤʙʨʝʭʪʘ 
ɺʝʨʥʝʨ ʉʘʜʽʚʥʠʢ ʧʨʘʛʥʫʚ ʚʽʜʦʙʨʘʟʠʪʠ ʫ ʣʝʛʝʥʜʽ. ʆʯʝʚʠʜʥʦ, 
ʱʦ ʩʘʤ ʘʚʪʦʨ ʧʨʝʜʩʪʘʚʣʷʚ ʩʚʦʶ ʥʦʚʝʣʫ ʫ ʚʽʨʰʘʭ ʚʧʝʨʰʝ ʫ 
                                                           
24 Гофф Ле Ж. ʎʠʚʠʣʠʟʘʮʠʷ ʩʨʝʜʥʝʚʝʢʦʚʦʛʦ ɿʘʧʘʜʘ. ï ʄʦʩʢʚʘ, 1992. 
25 Helmbrecht ist noch heute aktuell // Burghauser Anzeiger, 19. August 2004, ˉ 192; 
Wernher der Gªrtner ĂHelmbrechtñ: Die Beitrªge des Helmbrecht-Symposions in 
Burghausen 2001 / Hrsg. Von Th.Nolte, T.Schneider. ï Stuttgart: Hirzel, 2001;  
Wetzl R. Helmbrecht als Chance. Kommentar // Burghauser Anzeiger, 21. August, ˉ 
194. ï S. 32. 
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ʩʝʨʝʜʥʴʦʚʽʯʥʦʤʫ ʟʘʤʢʫ ʤʽʩʪʘ ɹʫʨˇʭʘʫʟʝʥ. ʅʘ ʦʩʥʦʚʽ 
ɺʝʨʥʝʨʦʚʦʛʦ ʪʝʢʩʪʫ ʫ 1918 ʨʦʮʽ ʆʡˇʝʥ ʆʨʪʥʝʨ ʩʪʚʦʨʠʚ 
ʜʨʘʤʫ, ʷʢʘ ʟ 1932 ʨʦʢʫ ʻ ʧʨʦʚʽʜʥʦʶ ʚ ʨʘʤʢʘʭ ʪʝʘʪʨʘʣʴʥʦʛʦ 
ʬʝʩʪʠʚʘʣʶ ñʄʘʡʻʨ ɻʝʣʴʤʙʨʝʭʪò, ʱʦ ʟʘ ʜʘʚʥʴʦʶ ʪʨʘʜʠʮʽʻʶ 
ʧʨʦʚʦʜʠʪʴʩʷ ʚ ɹʫʨˇʭʘʫʟʝʥʽ.  

ʉʧʨʠʡʥʷʪʪʷ ʩʚʽʪʫ ɺʝʨʥʝʨʦʤ ʉʘʜʽʚʥʠʢʦʤ, ʚ ʦʩʥʦʚʽ 
ʩʚʦʾʡ ʩʝʨʝʜʥʴʦʚʽʯʥʝ, ʟʥʘʤʝʥʫʻ, ʦʜʥʘʢ, ʜʦʩʠʪʴ ʚʠʨʘʟʥʦ 
ʨʦʟʚʠʪʦʢ ʥʽʤʝʮʴʢʦʾ ʙʶʨʛʝʨʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ ʽ ʟʘʨʦʜʞʝʥʥʷ ʚ 
ʥʽʡ ʛʫʤʘʥʽʩʪʠʯʥʠʭ ʽʜʝʡ. ɺʠʨʽʰʝʥʥʷ ɺʝʨʥʝʨʦʤ ʉʘʜʽʚʥʠʢʦʤ 
ʝʪʠʯʥʠʭ, ʤʦʨʘʣʴʥʠʭ, ʩʦʮʽʘʣʴʥʠʭ ʧʨʦʙʣʝʤ ʜʘʻ ʧʦʰʪʦʚʭ ʜʦ 
ʛʣʠʙʰʦʛʦ ʨʦʟʫʤʽʥʥʷ ʩʫʯʘʩʥʦʩʪʽ, ʚʠʦʢʨʝʤʣʶʶʯʠ ʚʘʞʣʠʚʽ 
ʤʝʭʘʥʽʟʤʠ ʬʦʨʤʫʚʘʥʥʷ ʭʘʨʘʢʪʝʨʫ ʦʩʦʙʠʩʪʦʩʪʽ ʽ ʥʘʧʨʷʤʠ 
ʡʦʛʦ ʨʦʟʚʠʪʢʫ. ʊʝʢʩʪ ʣʝʛʝʥʜʠ ʻ ʪʘʢʦʞ ʟʥʘʯʥʠʤ ʩʚʽʜʯʝʥʥʷʤ 
ʟʣʘʤʫ ʩʦʮʽʘʣʴʥʠʭ ʚʽʜʥʦʩʠʥ ʪʘ ʧʨʘʛʥʝʥʥʷʤ ʫʪʚʝʨʜʠʪʠ ʽʜʝʶ 
ʩʪʘʙʽʣʴʥʦʩʪʽ, ʟʘʭʠʱʝʥʦʩʪʽ ʫ ʩʦʮʽʘʣʴʥʽʡ ʩʬʝʨʽ. ɿʤʽʥʠ, ʷʢʽ 
ʚʽʜʙʫʚʘʶʪʴʩʷ ʫ ʩʚʽʪʽ, ʧʨʝʜʩʪʘʚʣʷʶʪʴʩʷ ʷʢ ʟʘʛʨʦʟʘ 
ʫʩʪʘʣʝʥʦʤʫ ʧʦʨʷʜʢʫ, ʚʦʥʠ ʚʽʜʯʫʞʫʶʪʴ ʣʶʜʠʥʫ ʚʽʜ ʾʾ 
ʚʣʘʩʥʦʛʦ ʩʝʨʝʜʦʚʠʱʘ. ɸʣʝ ʩʴʦʛʦʜʥʽ ʚʦʥʠ ʧʨʦʯʠʪʫʶʪʴʩʷ 
ʪʘʢʦʞ ʽ ʷʢ ʥʝʦʙʭʽʜʥʽ ʜʣʷ ʧʦʩʪʫʧʘʣʴʥʦʛʦ ʨʫʭʫ, ʷʢʠʡ, 
ʦʯʝʚʠʜʥʦ, ʥʝʤʦʞʣʠʚʠʡ ʙʝʟ ʟʘʧʝʨʝʯʝʥʥʷ, ʨʫʡʥʫʚʘʥʥʷ, 
ʜʝʩʪʨʫʢʮʽʾ. ʋ ʮʴʦʤʫ ʩʝʥʩʽ ʥʝʛʘʪʠʚʥʘ ʟʘ ʣʦʛʽʢʦʶ ʦʧʦʚʽʜʽ, ʘʣʝ 
ʜʠʥʘʤʽʯʥʘ ʟʘ ʩʪʨʫʢʪʫʨʦʶ ʬʽʛʫʨʘ ɻʝʣʴʤʙʨʝʭʪʘ-ʩʠʥʘ ʻ, 
ʧʘʨʘʜʦʢʩʘʣʴʥʠʤ ʯʠʥʦʤ, ʢʦʥʩʪʨʫʢʪʠʚʥʽʰʦʶ ʜʣʷ ʩʫʯʘʩʥʦʾ 
ʽʥʪʝʨʧʨʝʪʘʮʽʾ ʢʦʤʧʣʝʢʩʫ ʽʜʝʡ, ʧʦʚô̫ʟʘʥʠʭ ʽʟ ʥʝʶ. ʊʘ 
ʧʨʠʚʘʙʣʠʚʦʶ ʽ ʙʘʞʘʥʦʶ ʚʦʜʥʦʯʘʩ ʟʘʣʠʰʘʻʪʴʩʷ ʪʘʢʦʞ ʽʜʝʷ 
ʩʧʨʘʚʞʥʴʦʛʦ ʧʦʨʷʜʢʫ ʚ ʩʚʽʪʽ, ʧʨʘʚʠʣʴʥʦʾ ʧʦʚʝʜʽʥʢʠ ʚ 
ʦʨʛʘʥʽʟʦʚʘʥʦʤʫ ʟʘ ɹʦʞʦʶ ʚʦʣʝʶ ʩʫʩʧʽʣʴʩʪʚʽ. 

 



Білоус Петро. ”Перше відродження” української літератури …  

139 

 
 

ІІІ. Україна в контексті європейського 
Відродження 

 
 

Білоус Петро 
(Житомир) 

 

“Перше відродження” української літератури 
(друга пол. ХVІ – початок ХVІІ ст.) 

 
 

ʋ ʜʨʫʛʽʡ ʧʦʣʦʚʠʥʽ ʍVɯ ʩʪ. ʧʝʨʝʜ ʫʢʨʘʾʥʩʴʢʦʶ 
ʣʽʪʝʨʘʪʫʨʦʶ ʧʦʩʪʘʣʦ ʧʨʠʥʘʡʤʥʽ ʜʚʘ ʰʣʷʭʠ ʚʽʜʨʦʜʞʝʥʥʷ: 
ɭʚʨʦʧʘ ʟ ʾʾ ʦʥʦʚʣʝʥʦʶ ʈʝʥʝʩʘʥʩʦʤ, ʨʦʟʚʠʥʫʪʽʰʦʶ, 
ʩʝʢʫʣʷʨʠʟʦʚʘʥʦʶ ʢʫʣʴʪʫʨʦʶ ï ʯʠ ʟʘʢʦʩʪʝʥʽʣʝ, ʤʘʣʦʨʫʭʦʤʝ 
ʚʽʟʘʥʪʽʡʩʪʚʦ, ʷʢʝ ʥʝ "ʧʨʦʧʫʩʢʘʣʦ" ʜʦ ʧʦʨʠ ʜʦ ʯʘʩʫ ʥʽ 
ʨʝʥʝʩʘʥʩʥʠʭ, ʥʽ ʙʘʨʦʢʦʚʠʭ ʪʝʥʜʝʥʮʽʡ. ʑʝ ʨʘʥʽʰʝ ʜʦ 
ʻʚʨʦʧʝʡʩʴʢʠʭ ʫʥʽʚʝʨʩʠʪʝʪʽʚ ʧʦʪʷʛʥʫʣʠʩʷ ʩʪʫʜʝʥʪʠ ʟ 
ʋʢʨʘʾʥʠ ï ʪʘʤ ʙʫʣʘ ʧʝʨʩʧʝʢʪʠʚʘ. ʇʝʪʨʦ ʉʢʘʨʛʘ ʩʚʦʾʤʠ 
ʪʨʘʢʪʘʪʘʤʠ ʟʤʫʩʠʚ ʧʨʘʚʦʩʣʘʚʥʠʭ ʜʽʷʯʽʚ-ʧʠʩʴʤʝʥʥʠʢʽʚ 
ʟʘʛʣʠʙʠʪʠʩʷ ʚ ʽʩʪʦʨʽʶ, ʨʦʟʚʠʪʦʢ ʛʨʦʤʘʜʩʴʢʦʾ ʜʫʤʢʠ, ʘʙʠ ʥʘ 
ʨʽʚʥʽ ʚʝʩʪʠ ʧʦʣʝʤʽʢʫ (ʧʦʣʝʤʽʯʥʘ ʣʽʪʝʨʘʪʫʨʘ ʩʪʘʣʘ 
ʥʘʡʷʩʢʨʘʚʽʰʠʤ ʷʚʠʱʝʤ ʥʘ ʤʝʞʽ ʍVɯ-ʍVɯɯ ʩʪʦʣʽʪʴ), 
ʟʘʩʚʦʶʶʯʠ ʚʦʜʥʦʯʘʩ ʽ ʭʫʜʦʞʥʽʡ ʜʦʩʚʽʜ ʻʚʨʦʧʝʡʩʴʢʦʾ 
ʣʽʪʝʨʘʪʫʨʠ. ʉʧʨʠʷʶʯʠ ʟʙʝʨʝʞʝʥʥʶ ʥʘʮʽʦʥʘʣʴʥʦʾ ʽ 
ʨʝʣʽʛʽʡʥʦʾ ʩʘʤʦʙʫʪʥʦʩʪʽ, ʚʽʟʘʥʪʽʡʩʴʢʘ ʽʜʝʦʣʦʛʽʯʥʘ ʽ 
ʢʫʣʴʪʫʨʥʘ ʧʘʨʘʜʠʛʤʘ ʚʩʝ ʞ ʚʩʪʫʧʘʣʘ ʚ ʩʫʧʝʨʝʯʥʽʩʪʴ ʽʟ 
ʟʘʭʽʜʥʦʻʚʨʦʧʝʡʩʴʢʠʤʠ ʩʚʽʪʦʛʣʷʜʥʠʤʠ ʪʘ ʝʩʪʝʪʠʯʥʠʤʠ 
ʦʨʽʻʥʪʠʨʘʤʠ. ɺʩʝ ʮʝ ʩʧʣʽʪʘʣʦʩʷ ʚ ʢʣʫʙʦʢ ʥʝʦʜʥʦʟʥʘʯʥʠʭ 
ʧʨʦʙʣʝʤ, ʩʝʨʝʜ ʷʢʠʭ ʛʦʣʦʚʥʦʶ ʙʫʣʘ ʧʨʦʙʣʝʤʘ ʚʠʙʦʨʫ. 

ʅʘʷʚʥʽʩʪʴ ʮʽʻʾ ʧʨʦʙʣʝʤʠ ʚʠʩʫʥʫʣʘ ʥʘ ʧʝʨʰʠʡ ʧʣʘʥ ʫ 
ʣʽʪʝʨʘʪʫʨʥʦʤʫ ʙʫʪʪʽ ʪʚʦʨʯʫ ʽʥʜʠʚʽʜʫʘʣʴʥʽʩʪʴ. 
ʅʝʚʽʜʚʦʨʦʪʥʽʩʪʴ ʫ ʨʦʟʚôʷʟʘʥʥʽ ʦʟʥʘʯʝʥʦʾ ʧʨʦʙʣʝʤʠ 
ʜʨʘʤʘʪʠʟʫʚʘʣʘ ʞʠʪʪʻʚʫ ʽ ʪʚʦʨʯʫ ʧʦʚʝʜʽʥʢʫ ʧʠʩʴʤʝʥʥʠʢʘ, ʟ 
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ʯʦʛʦ ʚʠʨʘʟʥʦ ʧʦʩʪʘʣʠ ʨʠʩʠ ʡʦʛʦ ʦʩʦʙʠʩʪʦʩʪʽ. ɺʠʙʽʨ ï ʮʝ 
ʚʯʠʥʦʢ, ʥʘ ʷʢʠʡ ʟʜʘʪʥʘ ʩʠʣʴʥʘ ʦʩʦʙʠʩʪʽʩʪʴ. 

ʅʘʡʧʦʤʽʪʥʽʰʘ ʧʦʩʪʘʪʴ ʮʴʦʛʦ ʯʘʩʫ ï ɯʚʘʥ ɺʠʰʝʥʩʴʢʠʡ. 
ɺʽʥ ʟʘ ʮʝʨʢʦʚʥʦ-ʧʨʘʚʦʩʣʘʚʥʫ, ʘ ʟʥʘʯʠʪʴ ï ʟʘ ʥʘʮʽʦʥʘʣʴʥʫ 
ʩʘʤʦʙʫʪʥʽʩʪʴ ʽ ʥʝʟʘʣʝʞʥʽʩʪʴ, ʦʧʝʨʪʫ ʥʘ ʚʽʟʘʥʪʽʡʩʴʢʦ-
ʧʨʘʚʦʩʣʘʚʥʽ ʦʩʥʦʚʠ, ʟʘ ʚʽʜʨʦʜʞʝʥʥʷ ʢʠʻʚʦʨʫʩʴʢʠʭ ʪʨʘʜʠʮʽʡ 
(ʘ ʥʝ "ʧʦʛʘʥʩʴʢʠʭ ʫʯʠʪʝʣʽʚ ɸʨʠʩʪʦʪʝʣʷ ʽ ʇʣʘʪʦʥʘ"), 
ʚʽʜʨʦʜʞʝʥʥʷ ʜʫʭʦʚʥʦʩʪʽ ʯʝʨʝʟ ʧʦʚʝʨʥʝʥʥʷ ʜʦ 
ʨʘʥʥʴʦʭʨʠʩʪʠʷʥʩʴʢʠʭ ʽʜʝʘʣʽʚ. ʇʨʠʩʪʨʘʩʥʝ ʚʽʜʩʪʦʶʚʘʥʥʷ 
ʥʠʤ ʩʚʦʾʭ ʩʚʽʪʦʛʣʷʜʥʦ-ʤʦʨʘʣʴʥʠʭ ʧʨʠʥʮʠʧʽʚ ʧʦʩʪʘʣʦ ʚ 
ʝʤʦʮʽʡʥʦ-ʝʢʩʧʨʝʩʠʚʥʽʡ ʬʦʨʤʽ, ʟʫʤʦʚʠʣʦ ʷʩʢʨʘʚʠʡ 
ʽʥʜʠʚʽʜʫʘʣʴʥʠʡ ʩʪʠʣʴ, ʪʚʦʨʯʠʡ ʪʝʤʧʝʨʘʤʝʥʪ, ʫʚʠʨʘʟʥʠʣʦ 
ʘʚʪʦʨʩʴʢʝ "ʷ", ʱʦ ʟʣʠʚʘʣʦʩʷ ʟ "ʷ" ʧʘʪʨʽʦʪʠʯʥʠʤ. 

ɺʠʰʝʥʩʴʢʠʡ ʚʠʟʥʘʯʠʚ ʩʚʦʶ ʜʦʨʦʛʫ ʽ ʧʦ ʧʨʘʚʫ 
ʥʘʣʝʞʠʪʴ ʜʦ ʪʦʛʦ ʪʠʧʫ ʧʠʩʴʤʝʥʥʠʢʽʚ, ʢʦʪʨʽ ʩʚʦʾʤ ʞʠʪʪʷʤ ʽ 
ʪʚʦʨʯʽʩʪʶ ʧʝʨʝʚʝʨʪʘʣʠ ʝʧʦʭʫ ï ʘʞ ʜʦ ʩʘʤʦʟʨʝʯʝʥʥʷ ʟʘʨʘʜʠ 
ʩʘʤʦʟʘʭʠʩʪʫ ʥʘʮʽʾ. ʆʜʥʘʢ ʧʨʘʚʦʩʣʘʚʥʦ-ʫʢʨʘʾʥʩʴʢʠʡ 
ʧʘʪʨʽʦʪʠʟʤ ʚ ʦʩʦʙʽ ɺʠʰʝʥʩʴʢʦʛʦ ʚʠʨʘʞʘʚʩʷ ʚ ʟʘʛʦʩʪʨʝʥʽʡ 
ʥʝʜʦʙʨʦʟʠʯʣʠʚʦʩʪʽ ʜʦ ʚʩʴʦʛʦ "ʣʘʪʠʥʩʴʢʦʛʦ", ʫ 
ʧʨʦʪʠʩʪʘʚʣʝʥʥʽ ʡʦʤʫ ʚʣʘʩʥʦʾ ʩʝʨʝʜʥʴʦʚʽʯʥʦʾ ʪʨʘʜʠʮʽʾ. 
ɼʠʩʠʜʝʥʪʩʪʚʦ ɺʠʰʝʥʩʴʢʦʛʦ ï ʥʝ ʚʽʜʩʪʫʧʥʠʮʪʚʦ, ʘ ʣʠʰʝ 
ʧʝʨʝ-ʩʪʫʧʥʠʮʪʚʦ ï ʟʘʨʘʜʠ ʚʣʘʩʥʦʛʦ "ʷ", ʟʙʝʨʝʞʝʥʥʷ 
ʮʽʣʴʥʦʩʪʽ. ɯ ʚʩʝ ʞ ʮʝ ʥʝ ʨʷʪʫʻ ʡʦʛʦ, ʙʦ ʚʽʜʽʨʚʘʥʽʩʪʴ ʚʽʜ 
ʛʨʦʤʘʜʩʴʢʦʛʦ ʩʝʨʝʜʦʚʠʱʘ, ʧʝʨʝʙʫʚʘʥʥʷ ʥʘ ʯʫʞʠʥʽ 
ʟʘʛʦʩʪʨʶʶʪʴ ʫ ʥʴʦʤʫ ʢʨʠʟʫ, ʧʦʨʦʜʞʝʥʫ ʧʨʦʙʣʝʤʦʶ ʚʠʙʦʨʫ. 
ʋ ʪʽʡ ʢʦʥʢʨʝʪʥʽʡ ʽʩʪʦʨʠʢʦ-ʢʫʣʴʪʫʨʥʽʡ ʩʠʪʫʘʮʽʾ ʚʽʥ ʧʨʘʛʥʝ 
ʚʠʨʚʘʪʠʩʷ ʥʘ ʥʦʚʽ ʦʙʰʠʨʠ, ʧʦʢʣʘʜʘʶʯʠʩʴ ʥʘ ʚʽʟʘʥʪʽʡʩʪʚʦ, 
ʧʨʦʪʝ ʡʦʛʦ ʧʽʜʩʪʫʧʥʦ ʦʯʽʢʫʻ ʫ ʪʦʤʫ ʚʽʟʘʥʪʽʡʩʪʚʽ ʢʦʤʧʣʝʢʩ 
ʨʦʟʜʚʦʻʥʦʩʪʽ ʫʢʨʘʾʥʩʴʢʦʛʦ ʽʥʪʝʣʽʛʝʥʪʘ, ʥʘʙʫʪʠʡ ʪʠʤ ʯʠ ʥʝ ʟ 
ʯʘʩʽʚ ʧʨʠʡʥʷʪʪʷ ʭʨʠʩʪʠʷʥʩʪʚʘ: ɺʠʰʝʥʩʴʢʠʡ ʥʝ ʧʨʠʡʤʘʻ ʜʫʭ 
ʥʘʨʦʜʥʦʛʦ ʩʣʦʚʘ ʽ ʚʽʜʢʠʜʘʻ ɭʚʨʦʧʫ, ʱʦ ʦʥʦʚʣʶʻʪʴʩʷ. ʗʢ 
ʪʚʦʨʯʘ ʦʩʦʙʠʩʪʽʩʪʴ ʚʽʥ ʛʠʥʝ ʱʝ ʜʦ ʩʚʦʻʾ ʬʽʟʠʯʥʦʾ ʩʤʝʨʪʽ. 

ɯʥʰʠʡ ʰʣʷʭ ʦʙʠʨʘʶʪʴ ʩʫʯʘʩʥʠʢʠ ɺʠʰʝʥʩʴʢʦʛʦ: ʣʽʜʝʨ 
ʣʴʚʽʚʩʴʢʦʛʦ ʙʨʘʪʩʪʚʘ ʖ.ʈʦʛʘʪʠʥʝʮʴ, ʟ ʷʢʠʤ ʤʦʥʘʭ ʽʟ ɸʬʦʥʘ 
ʩʧʝʨʝʯʘʻʪʴʩʷ ʫ "ʇʦʩʣʘʥʥʽ ʜʦ ɼʦʤʥʠʢʽʾ", ʣʽʪʝʨʘʪʦʨʠ 
ʂ.ʊʨʘʥʢʚʽʣʽʦʥ-ʉʪʘʚʨʦʚʝʮʴʢʠʡ, ʃ.ɿʠʟʘʥʽʡ, ɼ.ʅʘʣʠʚʘʡʢʦ, 
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ʇ.ɹʝʨʠʥʜʘ, ʉ.ʇʝʢʘʣʽʜ, ʂ.ʉʘʢʦʚʠʯ, ʆ.ʄʠʪʫʨʘ, ʉ.ʂʣʝʥʦʚʠʯ. 
ɺʦʥʠ ʪʘʢʦʞ ʚʠʩʣʦʚʣʶʶʪʴ ʧʘʪʨʽʦʪʠʯʥʽ ʜʫʤʢʠ ʱʦʜʦ 
ʤʘʡʙʫʪʥʴʦʛʦ ʋʢʨʘʾʥʠ, ʧʨʦʪʝ ʾʭ ʧʦʛʣʷʜʠ ʩʧʨʷʤʦʚʘʥʽ ʥʘ ʥʦʚʫ 
ɭʚʨʦʧʫ ʟ ʾʾ ʦʩʚʽʪʦʶ, ʝʢʦʥʦʤʽʢʦʶ, ʧʨʘʚʦʤ, ʢʫʣʴʪʫʨʦʶ. ɺʦʥʠ 
ʪʘʢʦʞ ʨʦʙʣʷʪʴ ʩʚʽʡ ʚʠʙʽʨ ʪʘ ʦʙˇʨʫʥʪʦʚʫʶʪʴ ʡʦʛʦ, ʟʦʢʨʝʤʘ ʚ 
ʣʽʪʝʨʘʪʫʨʥʽʡ ʬʦʨʤʽ, ʚʠʷʚʣʷʶʯʠ ʩʚʦʶ ʪʚʦʨʯʫ 
ʽʥʜʠʚʽʜʫʘʣʴʥʽʩʪʴ. 

ʑʦʧʨʘʚʜʘ, ʧʨʠʡʥʷʪʪʷ ʫʥʽʾ, ʦʧʦʣʷʯʝʥʥʷ ʨʦʟʮʽʥʶʚʘʣʦʩʷ 
ʟʜʝʙʽʣʴʰʦʛʦ ʷʢ ʥʘʮʽʦʥʘʣʴʥʘ ʟʨʘʜʘ ʽ ʛʦʩʪʨʦ ʩʧʨʠʡʤʘʣʦʩʷ 
ʧʨʘʚʦʩʣʘʚʥʠʤʠ ʫʢʨʘʾʥʮʷʤʠ. ɼʝʭʪʦ ʟ ʜʽʷʯʽʚ ʣʴʚʽʚʩʴʢʦʛʦ 
ʙʨʘʪʩʪʚʘ (ʥʘʧʨʠʢʣʘʜ, ʖ.ʈʦʛʘʪʠʥʝʮʴ) ʦʙʩʪʦʶʻ ʨʦʟʫʤʥʠʡ 
ʢʦʤʧʨʦʤʽʩ: ʟʘʨʘʜʠ ʟʘʩʚʦʻʥʥʷ ʻʚʨʦʧʝʡʩʴʢʦʾ ʢʫʣʴʪʫʨʠ ʤʦʞʥʘ 
ʧʦʩʪʫʧʠʪʠʩʷ ʧʝʚʥʠʤʠ ʥʘʮʽʦʥʘʣʴʥʠʤʠ ʽ ʨʝʣʽʛʽʡʥʠʤʠ 
ʽʥʪʝʨʝʩʘʤʠ. ʑʦ ʞ, ʮʝ ʪʝʞ ʙʫʚ ʚʠʙʽʨ, ʩʚʦʛʦ ʨʦʜʫ 
ʚʽʜʩʪʫʧʥʠʮʪʚʦ, ʘʙʦ ʫʜʘʚʘʥʝ ʚʽʜʩʪʫʧʥʠʮʪʚʦ, ʷʢʝ ʥʝ ʟʘʚʞʜʠ 
ʪʷʛʣʦ ʟʘ ʩʦʙʦʶ ʚʽʜʯʫʞʝʥʥʷ ʚʽʜ ʥʘʮʽʾ. ʆʜʥʘʢ ʽ ʪʘʢʘ ʩʠʪʫʘʮʽʷ 
ʧʦʨʦʜʞʫʚʘʣʘ ʜʨʘʤʘʪʠʯʥʫ ʥʘʧʨʫʞʝʥʽʩʪʴ ʫ ʪʚʦʨʯʽʡ 
ʘʪʤʦʩʬʝʨʽ, ʙʦ ʪʦ ʙʫʣʦ, ʚʣʘʩʥʝ, ʧʨʠʤʠʨʝʥʥʷ ʟ ʜʚʦʾʩʪʽʩʪʶ 
ʧʦʟʠʮʽʾ ʪʠʭ, ʭʪʦ ʡʰʦʚ ʥʘ ʢʦʤʧʨʦʤʽʩ. 

ʆʙʠʜʚʘ ʰʣʷʭʠ ʫʢʨʘʾʥʩʴʢʦʛʦ ʧʠʩʴʤʝʥʩʪʚʘ, ʷʢʽ 
ʦʟʥʘʯʠʣʠʩʷ ʥʘ ʤʝʞʽ ʍVɯ-ʍVɯɯ ʩʪʦʣʽʪʴ, ʭʘʨʘʢʪʝʨʠʟʫʶʪʴʩʷ 
ʧʨʦʙʫʜʞʝʥʥʷʤ ʥʘʮʽʦʥʘʣʴʥʦʾ ʩʚʽʜʦʤʦʩʪʽ. ʎʝ ʧʦ-ʨʽʟʥʦʤʫ 
ʚʠʷʚʣʷʻʪʴʩʷ ʫ ʢʦʞʥʽʡ ʪʚʦʨʯʽʡ ʽʥʜʠʚʽʜʫʘʣʴʥʦʩʪʽ ʧʠʩʴʤʝʥ-
ʥʠʢʘ. ʋ ɺʠʰʝʥʩʴʢʦʛʦ ï ʮʝ ʧʽʜʥʝʩʝʥʥʷ ʤʦʨʘʣʴʥʦ-ʝʪʠʯʥʦʾ 
ʛʽʜʥʦʩʪʽ. ʋ ɿ.ʂʦʧʠʩʪʝʥʩʴʢʦʛʦ, ʉ.ʂʣʝʥʦʚʠʯʘ, ʉ.ʇʝʢʘʣʽʜʘ, 
ʂ.ʉʘʢʦʚʠʯʘ ï ʫʩʚʽʜʦʤʣʝʥʥʷ ʥʘʣʝʞʥʦʩʪʽ ʜʦ ʫʢʨʘʾʥʩʴʢʦʾ 
ʩʧʽʣʴʥʦʪʠ ʯʝʨʝʟ ʟʚʝʨʥʝʥʥʷ ʜʦ ʽʩʪʦʨʽʦʛʨʘʬʽʯʥʠʭ ʧʨʘʮʴ, 
ʟʘʮʽʢʘʚʣʝʥʥʷ ʤʠʥʫʣʠʤ ʩʚʦʛʦ ʥʘʨʦʜʫ, ʡʦʛʦ ʚʠʜʘʪʥʠʤʠ 
ʜʽʷʯʘʤʠ. ʋ ʇ.ɹʝʨʠʥʜʠ, ʃ.ɿʠʟʘʥʽʷ, ʄ.ʉʤʦʪʨʠʮʴʢʦʛʦ ï ʫʚʘʛʘ 
ʜʦ ʥʘʨʦʜʥʦʾ ʤʦʚʠ, ʾʾ ʛʨʘʤʘʪʠʯʥʠʭ ʦʩʦʙʣʠʚʦʩʪʝʡ ʽ ʣʝʢʩʠʯʥʠʭ 
ʙʘʛʘʪʩʪʚ ï ʥʘ ʧʨʦʪʠʚʘʛʫ ʩʝʨʝʜʥʴʦʚʽʯʥʽʡ ʪʨʘʜʠʮʽʾ. 

ʇʨʦʙʣʝʤʘ ʚʠʙʦʨʫ ʚ ʢʦʥʪʝʢʩʪʽ ʫʢʨʘʾʥʩʴʢʦʛʦ 
ʚʽʜʨʦʜʞʝʥʥʷ ʙʝʟʧʦʩʝʨʝʜʥʴʦ ʧʦʚôʷʟʘʥʘ ʟ ʧʝʨʝʙʫʜʦʚʦʶ ʫʩʽʻʾ 
ʩʠʩʪʝʤʠ ʭʫʜʦʞʥʴʦʛʦ ʤʠʩʣʝʥʥʷ. ɺʽʟʘʥʪʽʡʩʴʢʘ ʪʨʘʜʠʮʽʷ 
ʩʧʠʨʘʣʘʩʷ ʥʘ ʘʥʪʠʯʥʫ ʩʠʩʪʝʤʫ ʭʫʜʦʞʥʴʦʛʦ ʩʧʨʠʡʥʷʪʪʷ ʚ ʾʾ 
ʩʝʨʝʜʥʴʦʚʽʯʥʦʤʫ ʚʘʨʽʘʥʪʽ. ʎʝ ʚ ʦʩʥʦʚʥʦʤʫ ʚʠʟʥʘʯʘʣʦ 
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ʩʘʤʦʙʫʪʥʽʩʪʴ ʢʠʻʚʦʨʫʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ, ʚ ʨʫʩʣʽ ʷʢʦʾ 
ʨʝʘʣʽʟʫʚʘʣʘʩʷ ʧʠʩʴʤʝʥʥʠʮʴʢʘ ʪʚʦʨʯʽʩʪʴ. ʉʚʦʷ, ʚʣʘʩʥʘ, 
ʭʫʜʦʞʥʷ ʩʠʩʪʝʤʘ, ʱʦ ʢʦʨʝʥʠʣʘʩʷ ʫ ʜʦʭʨʠʩʪʠʷʥʩʴʢʦʤʫ 
ʩʚʽʪʦʛʣʷʜʽ, ʽʩʥʫʚʘʣʘ ʟʜʝʙʽʣʴʰʦʛʦ ʧʦʟʘ ʣʽʪʝʨʘʪʫʨʦʶ. ʋ 
ʜʨʫʛʽʡ ʧʦʣʦʚʠʥʽ ʍVɯ ʩʪ. ʟôʷʚʠʣʘʩʷ ʤʦʞʣʠʚʽʩʪʴ ʟʚʝʨʥʫʪʠʩʷ 
ʜʦ ʩʚʦʾʭ ʜʞʝʨʝʣ ʽ ʨʦʟʧʦʯʘʪʠ ʦʥʦʚʣʝʥʥʷ ʩʘʤʝ ʟ ʥʠʭ, ʧʨʦʪʝ ʫ 
ʢʦʥʩʪʨʫʶʚʘʥʥʽ ʥʦʚʦʛʦ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʩʚʽʪʫ ʚʠʨʽʰʘʣʴʥʫ ʨʦʣʴ 
ʟʽʛʨʘʣʠ ʚʩʝ ʪʽ ʞ ʘʥʪʠʯʥʽ ʟʨʘʟʢʠ, ʱʦ ʧʨʠʡʰʣʠ ʜʦ 
ʧʠʩʴʤʝʥʥʠʮʴʢʦʾ ʩʚʽʜʦʤʦʩʪʽ ʯʝʨʝʟ ʰʢʽʣʴʥʫ ʦʩʚʽʪʫ, ʷʢʘ 
ʨʝʛʣʘʤʝʥʪʫʚʘʣʘ ʦʙʦʚôʷʟʢʦʚʝ ʟʘʩʚʦʻʥʥʷ ʧʦʝʪʠʢʠ ʽ ʨʠʪʦʨʠʢʠ 
ʥʘ ʥʦʚʦʻʚʨʦʧʝʡʩʴʢʠʡ ʚʟʽʨʝʮʴ. ɯʩʪʦʪʥʝ ʦʥʦʚʣʝʥʥʷ 
ʭʫʜʦʞʥʴʦʛʦ ʩʚʽʪʫ ʫʢʨʘʾʥʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ ʥʘ ʥʘʨʦʜʥʽʡ 
ʦʩʥʦʚʽ ʧʦʢʠ ʱʦ ʚʽʜʢʣʘʜʘʣʦʩʷ. 

ʇʨʦʪʝ, ʟʘʚʜʷʢʠ ʟʤʽʥʘʤ ʫ ʣʽʪʝʨʘʪʫʨʥʽʡ ʦʩʚʽʪʽ, ʫ ʮʶ 
ʧʦʨʫ ʩʪʚʦʨʶʶʪʴʩʷ ʜʣʷ ʧʠʩʴʤʝʥʥʠʢʽʚ ʧʝʨʩʧʝʢʪʠʚʠ ʧʦʙʫʜʦʚʠ 
ʚʣʘʩʥʦʛʦ ʭʫʜʦʞʥʴʦʛʦ ʩʚʽʪʫ, ʱʦ ʻ ʧʨʠʢʤʝʪʦʶ ʩʘʤʦʚʠʷʚʫ 
ʪʚʦʨʯʦʾ ʽʥʜʠʚʽʜʫʘʣʴʥʦʩʪʽ. ʎʝ ʨʝʘʣʽʟʫʚʘʣʦʩʷ ʫ ʨʦʟʰʠʨʝʥʥʽ 
ʭʫʜʦʞʥʽʭ ʧʦʰʫʢʽʚ ʫ ʩʬʝʨʽ ʣʽʨʠʯʥʠʭ ʪʘ ʜʨʘʤʘʪʠʯʥʠʭ ʞʘʥʨʽʚ, 
ʫʞʝ ʜʦʩʪʘʪʥʴʦ ʘʧʨʦʙʦʚʘʥʠʭ ʥʘ ʮʝʡ ʯʘʩ ʫ ʻʚʨʦʧʝʡʩʴʢʠʭ 
ʣʽʪʝʨʘʪʫʨʘʭ. 

ʉʫʪʪʻʚʦ ʟʤʽʥʶʻʪʴʩʷ ʧʦʛʣʷʜ ʥʘ ʘʚʪʦʨʩʪʚʦ ʣʽʪʝʨʘʪʫʨʥʠʭ 
ʪʚʦʨʽʚ. ɺʽʟʘʥʪʽʡʩʪʚʦ ʟ ʡʦʛʦ ʭʨʠʩʪʠʷʥʩʴʢʠʤ ʢʦʤʧʣʝʢʩʦʤ 
ʛʨʽʭʦʚʥʦʩʪʽ ʪʘ ʩʘʤʦʧʨʠʥʠʞʝʥʥʷ ʥʝ ʘʢʮʝʥʪʫʚʘʣʦ ʥʘ 
ʘʚʪʦʨʩʪʚʽ, ʦʩʢʽʣʴʢʠ ʘʚʪʦʨ ʤʠʩʣʠʚʩʷ ʚʠʢʦʥʘʚʮʝʤ "ʚʦʣʽ 
ɹʦʞʦʾ", ʦʪʦʞ ʣʽʪʝʨʘʪʫʨʥʝ ʪʚʦʨʽʥʥʷ ʪʨʘʢʪʫʚʘʣʦʩʴ ʷʢ ʧʨʦʷʚ 
ʪʽʻʾ ʚʦʣʽ ʽ ʘʚʪʦʨʫ, ʧʦ ʩʫʪʽ, ʥʝ ʥʘʣʝʞʘʣʦ. ɺʠʷʚʣʷʪʠ ʩʚʦʶ 
ʽʥʜʠʚʽʜʫʘʣʴʥʽʩʪʴ ʫ ʪʚʦʨʽ ʙʫʣʦ ʥʝ ʦʙʦʚôʷʟʢʦʚʠʤ. 

ʈʝʥʝʩʘʥʩ, ʷʢʠʡ ʧʽʜʥʽʩ ʽʜʝʶ ʩʘʤʦʮʽʥʥʦʩʪʽ ʣʶʜʠʥʠ, 
ʽʩʪʦʪʥʦ ʟʤʽʥʠʚ ʧʦʛʣʷʜ ʥʘ ʘʚʪʦʨʩʪʚʦ, ʱʦ ʧʦʯʘʣʦ ʨʦʟʫʤʽʪʠʩʴ ʷʢ 
ʥʝʦʜʤʽʥʥʘ ʬʫʥʢʮʽʷ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʪʚʦʨʫ, ʷʢʘ ʧʽʜʢʨʝʩ-ʣʶʚʘʣʘ 
ʡʦʛʦ ʟʥʘʯʫʱʽʩʪʴ ʽ ʥʝʧʦʚʪʦʨʥʽʩʪʴ. ʅʘʧʨʠʢʣʘʜ, ʂʠʨʠʣʦ 
ʊʨʘʥʢʚʽʣʽʦʥ-ʉʪʘʚʨʦʚʝʮʴʢʠʡ ʫ ʧʝʨʝʜʤʦʚʽ ʜʦ "ʇʝʨʣʘ 
ʤʥʦʛʦʮʽʥʥʦʛʦ" ʚʠʩʦʢʦ ʦʮʽʥʶʻ ʚʣʘʩʥʫ ʣʽʪʝʨʘʪʫʨʥʫ ʜʽʷʣʴʥʽʩʪʴ. 
ɯʚʘʥ ʈʫʪʠʥʝʮʴ ʥʘʟʠʚʘʻ ʩʚʦʾ ʚʽʨʰʽ "ʮʽʣʶʱʠʤ ʜʞʝʨʝʣʴʮʝʤ". 
ɿʘʭʘʨʽʷ ʂʦʧʠʩʪʝʥʩʴʢʠʡ ʫ "ʇʘʣʽʥʦʜʽʾ" ʧʽʜʢʨʝʩʣʶʻ, ʱʦ ʧʨʘʮʷ 
ʡʦʛʦ "ʚʝʣʠʢʘ". ʇʦʭʚʘʣʴʥʦ ʦʮʽʥʶʶʪʴ ʩʚʦʾʭ ʩʫʯʘʩʥʠʢʽʚ-
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ʣʽʪʝʨʘʪʦʨʽʚ ʽʥʰʽ ʜʽʷʯʽ: ʇʘʤʚʦ ɹʝʨʠʥʜʘ ʚʠʩʦʢʦ ʩʪʘʚʠʪʴ 
ʪʚʦʨʯʽʩʪʴ ʪʦʛʦ ʞ ɿʘʭʘʨʽʾ ʂʦʧʠʩʪʝʥʩʴʢʦʛʦ, ʘ ʊʦʜʦʩʽʡ ɿʝʤʢʘ 
ʟʘʭʦʧʣʝʥʦ ʚʽʜʛʫʢʫʻʪʴʩʷ ʧʨʦ ʃʘʚʨʝʥʪʽʷ ɿʠʟʘʥʽʷ. ɸ ʚʞʝ 
ɼʘʥʠʣʦ ʂʦʨʩʫʥʩʴʢʠʡ ʯʠʥʠʪʴ ʮʽʣʢʦʤ ʫ ʜʫʩʽ ʧʦʧʝʨʝʜʥʴʦʾ 
ʪʨʘʜʠʮʽʾ: ʚʽʥ ʢʦʧʽʶʻ "ʍʦʞʝʥʴʻ" ɼʘʥʠʣʘ ʇʘʣʦʤʥʠʢʘ, ʽ ʥʝ 
ʧʦʜʫʤʫʶʯʠ ʧʨʦ ʽʥʜʠʚʽʜʫʘʣʴʥʫ ʨʦʟʧʦʚʽʜʴ ʧʨʦ ʧʦʜʦʨʦʞ ʜʦ 
ʉʚʷʪʦʾ ɿʝʤʣʽ. ʅʝ ʧʨʘʛʥʝ ʚʽʜʭʠʣʷʪʠʩʷ ʚʽʜ ʪʨʘʜʠʮʽʡ ʽ ɯʚʘʥ 
ɺʠʰʝʥʩʴʢʠʡ, ʥʘʟʠʚʘʶʯʠ ʩʝʙʝ "ʧʨʦʩʪʘʢʦʤ", "ʛʦʣʷʢʦʤ-
ʩʪʨʘʥʥʠʢʦʤ", ʭʦʯ ʽ ʥʝ ʚʪʨʠʤʫʻʪʴʩʷ ʚʽʜ ʪʦʛʦ, ʱʦʙ ʧʽʜ ʩʚʦʾʤ 
ʪʚʦʨʦʤ ʧʦʩʪʘʚʠʪʠ "ʀʦʘʥʥ ʤʥʠʭ ɺʠʰʝʥʩʢʠʡ". 

ɼʨʫʢʦʚʘʥʽ ʚʠʜʘʥʥʷ ʮʴʦʛʦ ʯʘʩʫ ʟôʷʚʣʷʶʪʴʩʷ, ʷʢ 
ʧʨʘʚʠʣʦ, ʽʟ ʧʝʨʝʜʤʦʚʦʶ, ʙʽʣʴʰʽʩʪʴ ʟ ʷʢʠʭ ʧʽʜʧʠʩʘʥʘ 
ʘʚʪʦʨʘʤʠ. ɯʥʘʢʰʝ ʢʘʞʫʯʠ, ʤʘʻʤʦ ʧʨʠʢʣʘʜʠ ʘʚʪʦʨʩʴʢʦʛʦ 
ʚʦʣʝʚʠʷʚʣʝʥʥʷ. ʊʘʢʠʤ ʯʠʥʦʤ, ʚʘʞʣʠʚʦʶ ʧʨʠʢʤʝʪʦʶ 
ʽʥʜʠʚʽʜʫʘʣʽʟʘʮʽʾ ʪʚʦʨʯʦʩʪʽ ʫ ʮʝʡ ʯʘʩ ʻ ʬʽʢʩʘʮʽʷ ʽʤʝʥʽ ʘʚʪʦʨʘ 
ʩʘʤʦʨʫʯʥʦ, ʟʘ ʯʠʤ ʩʪʦʾʪʴ ʮʽʣʢʦʤ ʥʦʚʝ ʷʚʠʱʝ ʚ ʫʢʨʘʾʥʩʴʢʽʡ 
ʣʽʪʝʨʘʪʫʨʽ ï ʦʙʥʘʨʦʜʫʚʘʥʥʷ ʘʚʪʦʨʩʴʢʦʛʦ ʽʤʝʥʽ, ʫʩʚʽʜʦʤ-
ʣʝʥʥʷ ʮʽʥʥʦʩʪʽ ʩʚʦʻʾ ʧʨʘʮʽ, ʾʾ ʟʥʘʯʠʤʦʩʪʽ, ʘ ʛʦʣʦʚʥʝ ï 
ʚʠʷʚʣʝʥʥʷ ʩʚʦʻʾ ʽʥʜʠʚʽʜʫʘʣʴʥʦʩʪʽ, ʚʽʜʧʦʚʽʜʘʣʴʥʦʩʪʽ ʟʘ 
ʥʘʧʠʩʘʥʝ, ʧʝʚʥʽʩʪʴ ʚ ʘʚʪʦʨʠʪʝʪʽ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʪʚʦʨʫ ʷʢ 
ʪʘʢʦʛʦ, ʡʦʛʦ ʛʨʦʤʘʜʷʥʩʴʢʦʾ ʚʘʛʠ.  

"ʇʝʨʰʝ ʚʽʜʨʦʜʞʝʥʥʷ" ʚ ʫʢʨʘʾʥʩʴʢʽʡ ʣʽʪʝʨʘʪʫʨʽ ʙʫʣʦ 
ʧʝʨʝʜʫʩʽʤ ʚʽʜʨʦʜʞʝʥʥʷʤ ʚʽʟʘʥʪʠʟʤʫ, ʡʦʛʦ ʧʦʩʠʣʝʥʥʷʤ ʥʘ 
ʪʣʽ ʘʢʪʠʚʽʟʘʮʽʾ ʢʘʪʦʣʠʮʠʟʤʫ ʟ ʫʩʽʤ ʡʦʛʦ ʢʦʥʬʝʩʽʡʥʠʤ, 
ʢʫʣʴʪʫʨʥʦ-ʦʩʚʽʪʥʽʤ ʢʦʤʧʣʝʢʩʦʤ. ɯ.ʌʨʘʥʢʦ ʚʽʜʟʥʘʯʘʚ, ʱʦ 
"ʛʦʣʦʚʥʦʶ ʭʘʨʘʢʪʝʨʠʩʪʠʢʦʶ ʥʘʰʦʾ ʣʽʪʝʨʘʪʫʨʠ ʜʨʫʛʦʾ 
ʧʦʣʦʚʠʥʠ ʍVɯ ʚ. ʤʦʞʥʘ ʚʚʘʞʘʪʠ ʾʾ ʧʦʧʫʣʷʨʥʽʩʪʴ"

1
, ʘ ʚ 

ʧʝʨʰʽʡ ʧʦʣʦʚʠʥʽ ʍVɯɯ ʩʪ. "ʦʙʨʘʟ ʫʢʨʘʾʥʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ 
ʚʠʷʚʣʷʻ ʟʥʘʯʥʫ ʜʝʮʝʥʪʨʘʣʽʟʘʮʽʶ ʽ ʧʦʚʩʶʜʥʝ ʦʞʠʚʣʝʥʥʷ ʪʘ 
ʟʘʮʽʢʘʚʣʝʥʥʷ ʥʘʨʦʜʥʠʭ ʤʘʩ"

2
. ʑʦʧʨʘʚʜʘ, ʚʘʨʪʦ ʙʫʣʦ ʙ 

ʫʪʦʯʥʠʪʠ, ʧʨʦ ʷʢʽ "ʥʘʨʦʜʥʽ ʤʘʩʠ" ʡʜʝʪʴʩʷ. ɯ.ʌʨʘʥʢʦ ʤʘʻ ʥʘ 
ʫʚʘʟʽ ʧʝʨʝʜʫʩʽʤ "ʤʽʱʘʥʩʪʚʦ ʟʽ ʩʚʦʾʤʠ ʰʢʦʣʘʤʠ, ʜʨʫʢʘʨʥʷʤʠ 
ʽ ʙʨʘʪʩʴʢʠʤʠ ʢʘʩʘʤʠ", ʷʢʝ ʡ "ʥʘʜʘʚʘʣʦ ʛʦʣʦʚʥʠʡ ʭʘʨʘʢʪʝʨ 

                                                           
1 Франко І. ɯʩʪʦʨʽʷ ʫʢʨʘʾʥʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ // ɿʽʙʨ. ʪʚʦʨʽʚ: ʋ 50 ʪ. ï ʊ.40: 

ʃʽʪʝʨʘʪʫʨʥʦ-ʢʨʠʪʠʯʥʽ ʧʨʘʮʽ. ï ʂ.: ʅʘʫʢʦʚʘ ʜʫʤʢʘ, 1983. ï ʉ.242. 
2 ʊʘʤ ʩʘʤʦ. ï ʉ.249. 
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ʧʠʩʴʤʝʥʩʪʚʫ ʪʽʻʾ ʜʦʙʠ"
3
. ʑʦʜʦ ʩʝʣʷʥʩʪʚʘ, ʪʦ ʪʫʪ ʩʧʨʘʚʘ 

ʤʘʣʘ ʽʥʰʠʡ ʚʠʛʣʷʜ: ʢʫʣʴʪʫʨʥʦ-ʦʩʚʽʪʥʽ ʜʽʷʯʽ ʧʠʩʘʣʠ ʽ 
ʜʨʫʢʫʚʘʣʠ ʩʚʦʾ ʢʥʠʛʠ "ʜʣʷ ʧʨʦʩʪʠʭ ʣʶʜʝʡ ʷʟʠʢʘ ʨʫʩʢʦʛʦ", 
ʧʨʦʪʝ ʥʘʚʨʷʜ ʯʠ ʚʦʥʠ ʧʦʪʨʘʧʣʷʣʠ ʜʦ ʨʫʢ ʤʘʣʦʛʨʘʤʦʪʥʦʛʦ 
ʩʝʣʷʥʠʥʘ, ʢʦʪʨʠʡ ʧʨʦʜʦʚʞʫʚʘʚ ʟʘʜʦʚʦʣʴʥʷʪʠ ʩʚʦʾ ʜʫʭʦʚʥʽ 
ʧʦʪʨʝʙʠ ʪʨʘʜʠʮʽʡʥʦʶ ʫʩʥʦʶ ʪʚʦʨʯʽʩʪʶ. ʗʢʱʦ ʡ 
ʚʽʜʙʫʚʘʣʠʩʷ ʷʢʽʩʴ ʟʤʽʥʠ ʫ ʩʝʣʷʥʩʴʢʦʤʫ ʩʝʨʝʜʦʚʠʱʽ, ʪʦ ʚʦʥʠ 
ʩʪʦʩʫʶʪʴʩʷ ʧʝʚʥʦʛʦ ʧʦʞʚʘʚʣʝʥʥʷ ʫ ʩʬʝʨʽ ʢʫʣʴʪʫʨʥʦʛʦ 
ʙʫʪʪʷ: "ʄʽʩʮʝʚʽ ʯʫʜʝʩʘ ʧʝʨʝʨʦʙʣʷʶʪʴ ʣʶʜʦʚʽ ʩʧʽʚʘʢʠ 
(ʢʦʙʟʘʨʽ, ʙʘʥʜʫʨʠʩʪʠ, ʣʽʨʥʠʢʠ. ï П.Б.) ʥʘ ʧʽʩʥʽ, ʷʢʠʤʠ 
ʟʘʩʧʦʢʦʶʶʪʴ ʮʽʢʘʚʽʩʪʴ ʛʨʦʤʘʜʷʥ ʽ ʟʘʦʭʦʯʫʶʪʴ ʜʦ ʤʘʥʜʨʽʚʦʢ 
ʧʦ ʩʚʷʪʠʭ ʤʽʩʮʷʭ. ʐʢʦʣʷʨʽ, ʪʘʢ ʩʘʤʦ ʞʝʙʨʫʶʯʽ, ʷʢ ʽ ʢʘʣʽʢʠ, 
ʭʦʜʷʪʴ ʚʽʜ ʤʽʩʪʘ ʜʦ ʤʽʩʪʘ ʽ ʚʽʜ ʩʝʣʘ ʜʦ ʩʝʣʘ, ʜʝʢʣʘʤʫʶʪʴ 
ʦʨʘʮʽʾ ʟʨʘʟʫ ʥʘ ʜʫʭʦʚʥʽ, ʧʦʪʽʤ ʥʘ ʩʚʽʪʩʴʢʽ ʪʝʤʠ, ʧʦʚʥʽ 
ʛʫʤʦʨʫ ʡ ʽʨʦʥʽʾ, ʚʫʣʴʛʘʨʥʽ ʚ ʪʦʥʽ, ʞʝʙʨʘʮʴʢʽ ʚ ʪʝʥʜʝʥʮʽʾ. 
ɺʦʥʠ ʩʧʽʚʘʶʪʴ ʢʘʥʪʠ, ʜʫʭʦʚʥʽ ʽ ʩʚʽʪʩʴʢʽ, ʯʠ ʪʦ ʥʘ ʤʦʨʘʣʴʥʽ, 
ʯʠ ʪʦ ʥʘ ʽʥʰʽ ʪʝʤʠ, ʧʨʝʜʩʪʘʚʣʷʶʪʴ ʨʝʣʽʛʽʡʥʽ ʜʨʘʤʠ ʡ 
ʘʨʭʽʩʚʽʪʩʴʢʽ ʽʥʪʝʨʤʝʜʽʾ"

4
. 

ʗʢ ʙʘʯʠʤʦ, ʧʦʩʠʣʝʥʥʷ ʚʽʟʘʥʪʠʟʤʫ ʜʦʩʠʪʴ ʩʚʦʻʨʽʜʥʦ 
ʚʽʜʙʠʚʘʻʪʴʩʷ ʥʘ ʥʘʨʦʜʥʦʤʫ ʩʚʽʪʦʛʣʷʜʽ: ʽʜʝ ʧʨʦʮʝʩ 
ʧʨʠʩʪʦʩʫʚʘʥʥʷ "ʢʥʠʞʥʦʾ ʤʫʜʨʦʩʪʽ" ʜʦ ʧʦʪʨʝʙ ʽ ʨʦʟʫʤʽʥʥʷ 
ʥʘʨʦʜʥʠʭ ʤʘʩ, ʧʨʦʪʝ ʫ ʪʦʤʫ ʧʨʦʮʝʩʽ ʧʨʦʩʪʝʞʫʻʪʴʩʷ 
ʥʘʢʣʘʜʘʥʥʷ ʢʥʠʞʥʦʩʪʽ ʥʘ ʫʩʥʦ-ʪʚʦʨʯʽ ʢʘʥʦʥʠ ʪʘ 
ʩʪʝʨʝʦʪʠʧʠ, ʚʽʜ ʯʦʛʦ ʟôʷʚʣʷʻʪʴʩʷ ʭʠʤʝʨʥʠʡ ʢʦʥʛʣʦʤʝʨʘʪ 
ʢʥʠʞʥʦ-ʬʦʣʴʢʣʦʨʥʠʭ ʝʣʝʤʝʥʪʽʚ, ʷʢʽ ʥʝʤʦʞʣʠʚʦ ʚʽʜʥʝʩʪʠ 
ʪʽʣʴʢʠ ʜʦ ʣʽʪʝʨʘʪʫʨʠ ʯʠ ʪʽʣʴʢʠ ʜʦ ʬʦʣʴʢʣʦʨʫ. ɿ ʽʥʰʦʛʦ 
ʙʦʢʫ, ʮʝ ʙʫʣʘ ʬʦʨʤʘ ʧʦʧʫʣʷʨʠʟʘʮʽʾ ʣʽʪʝʨʘʪʫʨʠ, ʷʢʘ, ʦʜʥʘʢ, 
ʥʝ ʚʠʪʽʩʥʷʣʘ ʫʩʥʫ ʪʚʦʨʯʽʩʪʴ, ʘ ʯʘʩʪʢʦʚʦ ʚʣʠʚʘʣʘʩʷ ʚ ʥʝʾ, 
ʥʘʙʫʚʘʶʯʠ ʪʘʤ ʬʦʣʴʢʣʦʨʥʠʭ ʨʠʩ. 

"ʆʨʽʻʥʪʘʮʽʷ ʥʘ ɭʚʨʦʧʫ" ʥʝ ʚʨʘʭʦʚʫʚʘʣʘ ʜʝʤʦʢʨʘʪʠʯ-
ʥʠʡ ʝʣʝʤʝʥʪ, ʬʦʣʴʢʣʦʨ ʟʘʣʠʰʘʻʪʴʩʷ ʥʘ ʤʘʨʛʽʥʘʣʽʷʭ ʪʽʻʾ 
ʦʨʽʻʥʪʘʮʽʾ. ɺʧʨʦʚʘʜʞʝʥʥʷ ʯʝʨʝʟ ʦʩʚʽʪʫ ʟʘʭʽʜʥʦʻʚʨʦʧʝʡʩʴʢʠʭ 
ʣʽʪʝʨʘʪʫʨʥʠʭ ʬʦʨʤ (ʢʥʠʞʥʝ ʚʽʨʰʫʚʘʥʥʷ, ʜʨʘʤʘʪʫʨʛʽʷ) 

                                                           
3 ʊʘʤ ʩʘʤʦ, ʩ.248. 
4 ʊʘʤ ʩʘʤʦ, ʩ. 292. 
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ʩʚʽʜʯʠʣʦ, ʱʦ ʻʚʨʦʧʝʾʟʘʮʽʷ ʙʫʣʘ ʩʧʨʷʤʦʚʘʥʘ ʥʘ ʢʫʣʴʪʫʨʥʦ-
ʦʩʚʽʪʥʽ ʢʦʣʘ, ʢʦʪʨʽ ʤʘʣʠ ʙ ʦʩʪʘʪʦʯʥʦ ʧʦʟʙʫʪʠʩʷ "ʧʦʛʘʥʩʪʚʘ", 
ʷʢʱʦ ʚʦʥʦ ʱʝ ʟʘʣʠʰʘʣʦʩʷ ʚ ʮʽʡ ʩʬʝʨʽ. ʊʦʞ ʬʦʣʴʢʣʦʨ ʫ 
ʪʘʢʽʡ ʩʠʪʫʘʮʽʾ ʟʘʛʘʥʷʚʩʷ ʛʣʠʙʦʢʦ ʚ ʧʦʙʫʪ, ʢʦʣʠ ʤʦʚʘ ʡʰʣʘ 
ʧʨʦ ʦʩʚʽʪʫ ʡ ʦʢʫʣʴʪʫʨʝʥʥʷ ʤʘʩ. 

ɿʘʛʘʣʦʤ ʢʘʞʫʯʠ, ʫʢʨʘʾʥʩʴʢʘ ʣʽʪʝʨʘʪʫʨʘ ʜʨʫʛʦʾ 
ʧʦʣʦʚʠʥʠ ʍVɯ ʩʪ. ï ʧʦʯʘʪʢʫ ʍVɯɯ ʩʪ. ʙʫʣʘ ʟʜʝʙʽʣʴʰʦʛʦ 
ʟʘʢʣʦʧʦʪʘʥʘ "ʨʝʬʦʨʤʘʮʽʡʥʠʤʠ ʽʤʧʫʣʴʩʘʤʠ" (ʄ.ɻʨʫʰʝʚ-
ʩʴʢʠʡ), ʤʽʞʢʦʥʬʝʩʽʡʥʦʶ ʽʜʝʦʣʦʛʽʯʥʦʶ ʙʦʨʦʪʴʙʦʶ, ʥʽʞ 
ʭʫʜʦʞʥʽʤʠ ʧʦʰʫʢʘʤʠ; ʙʽʣʴʰʝ ʚʽʜʨʦʜʞʝʥʥʷʤ "ʩʪʘʨʦʾ 
ʥʘʮʽʦʥʘʣʴʥʦʾ ʮʝʨʢʚʠ", ʥʽʞ ʨʦʟʰʠʨʝʥʥʷʤ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʪʣʘ 
ʝʧʦʭʠ. ʇʝʚʥʦʶ ʤʽʨʦʶ ʮʝ ʚʠʟʥʘʯʠʣʦ ʤʽʩʮʝ ʪʘ ʟʥʘʯʝʥʥʷ 
ʬʦʣʴʢʣʦʨʫ ʫ ʪʦʤʫ ʯʘʩʽ, ʫ ʪʽʤ ʩʣʦʚʝʩʥʽʤ ʤʠʩʪʝʮʪʚʽ. 
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Михед Тетяна 
(Київ) 

 

„Американський ренесанс” 
як категорія і напрям: життя у каноні 

 
 

1.0. Історичне функціонування терміну „американський 
ренесанс”: від Ф.Маттієсена до С.Берковича 

 
Words are only human 

instruments for the expression 

of human ideas; and it is 

impossible that they  should 

express anything else.. 
Andrews Norton  

 

ɿʚʠʯʥʠʡ ʽ ʰʠʨʦʢʦ ʚʞʠʚʘʥʠʡ ʩʴʦʛʦʜʥʽ ʟʘʭʽʜʥʠʤʠ 
ʽʩʪʦʨʠʢʘʤʠ ʢʫʣʴʪʫʨʠ ʽ ʣʽʪʝʨʘʪʫʨʠ ʪʝʨʤʽʥ Ăʘʤʝʨʠʢʘʥʩʴʢʠʡ 
ʨʝʥʝʩʘʥʩò (the American Renaissance) ʙʝʨʝ ʧʦʯʘʪʦʢ sʟ 
ʥʘʜʨʫʢʦʚʘʥʦʾ 1941 ʨʦʢʫ ʢʥʠʛʠ ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʥʘʫʢʦʚʮʷ 
ʌ.ʄʘʪʪʽʻʩʝʥʘ Ăɸʤʝʨʠʢʘʥʩʴʢʠʡ ʨʝʥʝʩʘʥʩ: ʤʠʩʪʝʮʪʚʦ ʽ 
ʚʠʨʘʞʘʣʴʥʽʩʪʴ ʫ ʜʦʙʫ ɽʤʝʨʩʦʥʘ ʪʘ ɺʽʪʤʝʥʘò

1
. ɿʥʘʯʝʥʥʷ ʮʽʻʾ 

ʨʦʙʦʪʠ ʚʘʞʢʦ ʧʝʨʝʦʮʽʥʠʪʠ, ʙʦ, ʷʢ ʩʧʨʘʚʝʜʣʠʚʦ ʟʘʟʥʘʯʘʻ 
ʄ.ʂʨʝʡʤʝʨ (M.P.Kramer), ʟ ʥʝʾ Ăʧʦʯʘʣʦʩʴ ʚʽʜʨʦʜʞʝʥʥʷ 
ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʩʪʚʘò, ʷʢʝ ʦʪʨʠʤʘʣʦ 
ʦʯʝʚʠʜʥʠʡ ʜʦʢʘʟ ʪʦʛʦ, Ăʱʦ ʧʨʝʜʤʝʪʦʤ ʜʦʩʣʽʜʞʝʥʥʷ 
ʣʽʪʝʨʘʪʫʨʥʦʾ ʢʨʠʪʠʢʠ ʻ ʩʣʦʚʘ, ʘ ʥʝ ʪʽʣʴʢʠ ʽʜʝʾò

2
. ʆʙʨʘʥʠʡ 

                                                           
1 Matthiessen F.O. American Renaissance: Art and Expression in the Age of 

Emerson and Whitman. ï N.Y.: Oxford Up., 1941; Reprint, 1969. 
2 Kramer M.P. Imagining Language in America. From the Revolution to the Civil 

War.- New Jersey: Princeton UP, 1991.- P.2. 
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ʌ.ʄʘʪʪʽʻʩʝʥʦʤ ʨʘʢʫʨʩ ʜʦʩʣʽʜʞʝʥʥʷ ï Ăʱʦ ʷʚʣʷʣʠ ʩʦʙʦʶ ʮʽ 
ʢʥʠʞʢʠ (ʨʦʙʦʪʠ ɽʤʝʨʩʦʥʘ, ʊʦʨʦ, ɻʦʪʦʨʥʘ, ʄʝʣʚʽʣʣʘ ʽ 
ɺʽʪʤʝʥʘ ï ʊ.ʄ.) ʷʢ ʪʚʦʨʠ ʤʠʩʪʝʮʪʚʘò (ñwhat these books 
were as works of artò

3
), ʯʽʪʢʦ ʚʠʟʥʘʯʝʥʠʡ ʧʨʝʜʤʝʪ ʘʥʘʣʽʟʫ ï 

Ăʢʦʥʮʝʧʮʽʾ, ʷʢʠʭ ʜʦʪʨʠʤʫʚʘʣʠʩʴ ʧôʷʪʴ ʥʘʰʠʭ ʛʦʣʦʚʥʠʭ 
ʧʠʩʴʤʝʥʥʠʢʽʚ ʩʪʦʩʦʚʥʦ ʬʫʥʢʮʽʡ ʧʨʠʨʦʜʠ ʣʽʪʝʨʘʪʫʨʠò

4
 ʽ, 

ʦʙˇʨʫʥʪʦʚʘʥʠʡ ʧʨʘʢʪʠʢʦʶ ʘʥʘʣʽʟʫ, ʪʝʦʨʝʪʠʯʥʠʡ ʚʠʩʥʦʚʦʢ 
ʧʨʦ ʬʦʨʤʫʚʘʥʥʷ Ăʩʫʪʦ ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʤʦʜʫʩʫ ʽ ʪʝʦʨʽʾ 
ʚʠʨʘʞʘʣʴʥoʩʪʽò

5
, ï ʟʤʽʥʠʚ ʩʪʘʚʣʝʥʥʷ ʽ ʢʨʠʪʠʢʠ, ʽ ʧʫʙʣʽʢʠ ʜʦ 

ʣʽʪʝʨʘʪʫʨʠ 1850-ʭ ʨʦʢʽʚ. 
ɯʜʝʥʪʠʬʽʢʦʚʘʥʘ ʜʦ ʮʴʦʛʦ ʥʝʡʪʨʘʣʴʥʦ ʷʢ ʦʜʠʥ ʽʟ 

ʽʩʪʦʨʠʯʥʠʭ ʝʪʘʧʽʚ, ʮʽʢʘʚʠʡ ʭʽʙʘ ʱʦ ʜʦʢʫʤʝʥʪʘʣʴʥʠʤʠ 
ʩʚʽʜʯʝʥʥʷʤʠ ʧʨʦ ʩʪʘʥ ʩʫʩʧʽʣʴʩʪʚʘ ʫ ʧʝʨʝʜʯʫʪʪʽ 
ɻʨʦʤʘʜʷʥʩʴʢʦʾ ʚʽʡʥʠ, ʣʽʪʝʨʘʪʫʨʘ 1850-ʭ, ʚ ʽʥʪʝʨʧʨʝʪʘʮʽʾ 
ʌ.ʄʘʪʪʽʻʩʝʥʘ, ʧʦʩʪʘʣʘ Ăʥʘʜʟʚʠʯʘʡʥʦ ʩʢʦʥʮʝʥʪʨʦʚʘʥʠʤ 
ʤʦʤʝʥʪʦʤ ʚʠʨʘʞʘʣʴʥʦʩʪʽò, ʧʝʨʽʦʜʦʤ Ăʧʝʨʰʦʾ ʟʨʽʣʦʩʪʽò (the 
first maturity) ʥʘʮʽʦʥʘʣʴʥʦʾ ʣʽʪʝʨʘʪʫʨʠ, ʱʦ ʟʘʷʚʠʣʘ ʧʨʦ ʩʚʦʾ 
ʧʨʘʚʘ Ăʫ ʟʘʛʘʣʴʥʦʤʫ ʨʦʟʚʦʾ ʤʠʩʪʝʮʪʚʘ ʽ ʢʫʣʴʪʫʨʠò

6
. 

ʊʚʦʨʯʽʩʪʴ ɽʤʝʨʩʦʥʘ, ʊʦʨʦ, ɻʦʪʦʨʥʘ, ʄʝʣʚʽʣʣʘ ʽ ɺʽʪʤʝʥʘ (ʜʦ 
ʮʴʦʛʦ ʨʷʜʫ ʌ.ʄʘʪʪʽʻʩʝʥ, ʟ ʧʝʚʥʠʤʠ ʟʘʩʪʝʨʝʞʝʥʥʷʤʠ, 
ʚʢʣʶʯʘʻ ʪʘʢʦʞ ɽ.ɸ.ʇʦ ʪʘ ɽ.ɼʽʢʽʥʩʦʥ) ʟʘ ʩʚʦʻʶ ʟʥʘʯʠʤʽʩʪʶ ʽ 
ʨʽʚʥʝʤ ʭʫʜʦʞʥʽʭ ʟʜʦʙʫʪʢʽʚ, ʧʦʮʽʥʦʚʫʚʘʥʘ ʥʘ ʨʽʚʥʽ 
Ăʻʚʨʦʧʝʡʩʴʢʦʛʦ ʨʝʥʝʩʘʥʩʫò

7
, ʧʦ-ʧʝʨʰʝ, ʧʦʯʘʣʘ ʘʩʦʮʽʶ-

ʚʘʪʠʩʴ ʽʟ ʢʘʪʝʛʦʨʽʷʤʠ Ăʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʨʝʥʝʩʘʥʩʫò ʽ 
Ăʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʢʘʥʦʥʫò, ʽ, ʧʦ-ʜʨʫʛʝ, ʩʪʘʣʘ ʦʙôʻʢʪʦʤ 
ʛʦʩʪʨʦʾ ʟʘʮʽʢʘʚʣʝʥʦʩʪʽ ʽ ʧʝʨʤʘʥʝʥʪʥʦʾ ʢʨʠʪʠʢʠ ʟ ʙʦʢʫ ʪʠʭ, 
ʭʪʦ ʧʨʘʛʥʫʚ ʽ ʧʨʘʛʥʝ ʨʝʚʽʟʫʚʘʪʠ ʢʘʥʦʥ.  

ʆʜʠʥ ʽʟ ʧʝʨʰʠʭ ʢʨʠʪʠʢʽʚ ʢʦʥʮʝʧʮʽʡ ʌ.ʄʘʪʪʽʻʩʝʥʘ, 
ʏ.ʌʽʜʝʣʩʦʥ (Ch.Fiedelson), ʫ ʥʘʜʨʫʢʦʚʘʥʽʡ 1953 ʨʦʢʫ ʨʦʙʦʪʽ 
Ăʉʠʤʚʦʣʽʟʤ ʽ ʘʤʝʨʠʢʘʥʩʴʢʘ ʣʽʪʝʨʘʪʫʨʘò (ñSymbolism and 
American Literatureò), ʟʘʫʚʘʞʠʚ, ʱʦ ʪʚʦʨʠ Ăʘʤʝʨʠʢʘʥʩʴʢʦʛʦ 

                                                           
3 Matthiessen, p.XI. 
4 Ibid., p.YII. 
5 Ibid., p.XY. 
6 Ibid., p.YII. 
7 Ibid., p.XII. 
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ʨʝʥʝʩʘʥʩʫò ʥʝ ʤʘʶʪʴ, ʫ ʡʦʛʦ ʦʯʘʭ, ʷʢʦʾʩʴ ʥʘʜʟʚʠʯʘʡʥʦʾ 
ʝʩʪʝʪʠʯʥʦʾ ʚʘʛʠ, ʘʣʝ ʻ Ăʨʝʟʫʣʴʪʘʪʦʤ ʧʝʚʥʦʛʦ ʩʚʽʪʦ-
ʩʧʨʠʡʥʷʪʪʷ ʽ ʚʽʜʧʦʚʽʜʥʦʾ ʣʽʪʝʨʘʪʫʨʥʦʾ ʧʨʘʢʪʠʢʠ, ʱʦ 
ʩʬʦʨʤʫʚʘʣʘʩʴ ʫ ʨʝʟʫʣʴʪʘʪʽ ʧʦʩʪʽʡʥʦʛʦ ʪʠʩʢʫ 
ʽʥʪʝʣʝʢʪʫʘʣʴʥʠʭ ʟʘʧʠʪʽʚ ʩʫʩʧʽʣʴʩʪʚʘò

8
. ɼʣʷ ʏ.ʌʽʜʝʣʩʦʥʘ, 

ʣʽʪʝʨʘʪʫʨʘ ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʨʝʥʝʩʘʥʩʫ (ʮʝʡ ʪʝʨʤʽʥ ʚʽʥ 
ʫʞʠʚʘʻ ʙʝʟ ʣʘʧʦʢ ʷʢ ʩʘʤʦʜʦʩʪʘʪʥʽʡ ʽ ʚʘʣʽʜʥʠʡ, ʪʦʙʪʦ ʚʠʟʥʘʻ 
de facto ʡʦʛʦ ʧʨʘʚʦ ʥʘ ʽʩʥʫʚʘʥʥʷ) ʻ ʨʝʟʫʣʴʪʘʪʦʤ ʧʣʽʜʥʦʾ 
ʚʟʘʻʤʦʜʽʾ ʜʚʦʭ ʚʠʨʘʟʥʠʭ ʽʥʪʝʣʝʢʪʫʘʣʴʥʠʭ ʪʨʘʜʠʮʽʡ. ʆʜʥʘ ʟ 
ʥʠʭ ï ʻʚʨʦʧʝʡʩʴʢʘ, Ăʙʝʟʫʧʠʥʥʠʡ ʤʘʷʪʥʠʢʦʚʦʧʦʜʽʙʥʠʡ ʨʫʭ 
ʚʽʜ ɼʝʢʘʨʪʘ ʯʝʨʝʟ ʧʦʩʝʨʝʜʥʠʮʪʚʦ ʘʥʛʣʽʡʩʴʢʠʭ ʝʤʧʽʨʠʢʽʚ ʜʦ 
ʂʘʥʪʘ, ʱʦ ʟʘʢʽʥʯʠʚʩʷ ʫ 19 ʩʪʦʣʽʪʪʽ ʨʦʟʢʦʣʦʤ ʤʽʞ 
ʤʘʪʝʨʽʘʣʽʟʤʦʤ ʪʘ ʽʜʝʘʣʽʟʤʦʤò

9
. ɼʨʫʛʘ ʪʨʘʜʠʮʽʷ ʪʨʘʢʪʫʻʪʴʩʷ 

ʥʠʤ ʷʢ ʚʠʨʘʟʥʦ ʥʘʮʽʦʥʘʣʴʥʘ ï Ăʦʜʠʥ ʙʝʟʧʝʨʝʨʚʥʠʡ ʧʦʩʪʫʧ 
ʚʽʜ ʧʫʨʠʪʘʥʩʴʢʦʾ ʜʦʙʠ ʯʝʨʝʟ ʥʦʚʝ ʦʩʤʠʩʣʝʥʥʷ ʃʦʢʢʘ, 
ʚʪʽʣʝʥʝ ʚ ʘʤʝʨʠʢʘʥʩʴʢʦʤʫ ʧʨʦʩʚʽʪʥʠʮʪʚʽ, ʜʦ ʥʦʚʦʾ ʬʽʣʦʩʦʬʽʾ 
ɽʤʝʨʩʦʥʘò

10
. ɸʤʝʨʠʢʘʥʩʴʢʠʡ ʨʝʥʝʩʘʥʩ, ʫ ʙʘʯʝʥʥʽ 

ʏ.ʌʽʜʝʣʩʦʥʘ, ʥʘʨʦʜʠʚʩʷ ʫ ʪʦʯʮʽ ʧʝʨʝʪʠʥʫ ʮʠʭ ʜʚʦʭ 
ʪʨʘʜʠʮʽʡ. ʉʘʤʝ ʧʦʩʪʢʘʥʪʽʘʥʩʴʢʘ ʬʽʣʦʩʦʬʽʷ ʟʘʙʝʟʧʝʯʠʣʘ 
ʪʝʨʤʽʥʦʣʦʛʽʯʥʦ ʚʣʘʩʪʠʚʫ ʘʤʝʨʠʢʘʥʩʴʢʽʡ ʤʝʥʪʘʣʴʥʦʩʪʽ 
ʩʭʠʣʴʥʽʩʪʴ ʜʦ ʩʠʤʚʦʣʽʟʤʫ, ʩʬʦʨʤʦʚʘʥʫ ʙʽʙʣʝʡʩʴʢʦʶ 
ʤʘʪʨʠʮʝʶ ʩʚʽʪʦʩʧʨʠʡʥʷʪʪʷ. ɿʘ ʩʣʦʚʘʤʠ ʏ.ʌʽʜʝʣʩʦʥʘ, 
Ăʧʦʙʫʪʦʚʠʡ ʩʠʤʚʦʣʽʟʤò ʙʫʚ ʥʝ ʦʢʘʟʽʦʥʘʣʴʥʠʤ ʩʪʠʣʽʩʪʠʯʥʠʤ 
ʧʨʠʡʦʤʦʤ, ʘʣʝ Ăʩʬʦʨʤʦʚʘʥʦʶ ʪʦʯʢʦʶ ʟʦʨʫ, ʧʦʩʪʽʡʥʦ 
ʧʨʠʩʫʪʥʴʦʶ ʚ ʽʥʪʝʣʝʢʪʫʘʣʴʥʦʤʫ ʣʘʥʜʰʘʬʪʽò

11
. ɺʪʽʤ, ʜʣʷ 

ʏ.ʌʽʜʝʣʩʦʥʘ, ʷʢ ʽ ʜʣʷ ʌ.ʄʘʪʪʽʻʩʝʥʘ, ʧʦʧʨʠ ʧʝʚʥʫ 
ʨʦʟʙʽʞʥʽʩʪʴ ʝʩʪʝʪʠʯʥʠʭ ʧʨʝʬʝʨʝʥʮʽʡ, ʦʯʝʚʠʜʥʠʤ ʙʫʣʦ 
ʥʘʨʦʜʞʝʥʥʷ ʥʘʮʽʦʥʘʣʴʥʦʾ ʣʽʪʝʨʘʪʫʨʠ ʪʘ ʽʥʪʝʣʝʢʪʫʘʣʴʥʦʾ 
ʽʩʪʦʨʽʾ ʟ ʤʦʚʠ ʪʘ ʚ ʤʦʚʽ ɽʤʝʨʩʦʥʘ, ʊʦʨʦ, ʇʦ, ɻʦʪʦʨʥʘ, 
ʄʝʣʚʽʣʣʘ ʪʘ ɺʽʪʤʝʥʘ. 

                                                           
8 Fiedelson Ch. Symbolism and American Literature.- Chicago: University of 

Chicago Press, 1953. ï P.74. 
9 Ibid., p.70. 
10 Ibid., p.108. 
11 Ibid., p.43. 
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ʉʚʦʶ ʚʝʨʩʽʶ ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʨʝʥʝʩʘʥʩʫ ʟʘʧʨʦʧʦʥʫ-
ʚʘʣʘ ɼʞ.ʊʦʤʧʢʽʥʩ, 6-ʡ ʨʦʟʜʽʣ ʢʥʠʛʠ ʷʢʦʾ, ñThe Sensational 
Designsò, ʧʨʦʤʦʚʠʩʪʦ ʥʘʟʠʚʘʻʪʴʩʷ ñɯʥʰʠʡ ʘʤʝʨʠʢʘʥʩʴʢʠʡ 
ʨʝʥʝʩʘʥʩò (ñThe Other American Renaissanceò

12
). ʇʨʝʜʤʝʪʦʤ 

ʫʚʘʛʠ ʜʦʩʣʽʜʥʠʮʽ ʻ ʩʝʥʪʠʤʝʥʪʘʣʴʥʘ ʣʽʪʝʨʘʪʫʨʘ (ʪʦʤʫ 
ʧʝʨʝʢʣʘʜ ʥʘʟʚʠ ʨʦʙʦʪʠ ɼʞ.ʊʦʤʧʢʽʥʩ ʫʢʨʘʾʥʩʴʢʦʶ ʥʝʤʠʥʫʯʝ 
ʚʪʨʘʯʘʻ ʦʜʠʥ ʽʟ ʢʦʥʦʪʘʪʽʚ: ñThe Sensational Designsò 
ʽʤʧʣʽʢʫʻ ʦʢʨʽʤ Ăʧʦʯʫʪʪʻʚʦʩʪʽò ʱʝ ʡ Ăʩʝʥʩʘʮʽʡʥʽʩʪʴò, ʥʘ ʱʦ 
ʨʦʟʨʘʭʦʚʫʻ ʣʽʪʝʨʘʪʢʘ), ʷʢʫ ʚʦʥʘ ʚʚʘʞʘʻ ʥʝʜʦʦʮʽʥʝʥʦʶ, ʘ 
ʧʨʠʯʠʥʠ ʙʘʯʠʪʴ ʫ ʤʘʩʢʫʣʽʥʥʠʭ ʧʨʽʦʨʠʪʝʪʘʭ ʬʦʨʤʫʚʘʥʥʷ 
ʢʘʥʦʥʫ. ɺʣʘʩʥʝ, ʚʩʽ ʨʦʟʤʦʚʠ ʧʨʦ ʘʤʝʨʠʢʘʥʩʴʢʠʡ ʨʝʥʝʩʘʥʩ 
ʪʘʢ ʯʠ ʽʥʘʢʰʝ ʟʘʢʽʥʯʫʶʪʴʩʷ ʩʧʨʦʙʘʤʠ ʨʝʬʦʨʤʠ ʢʘʥʦʥʫ, ʱʦ 
ʽʣʶʩʪʨʫʻ, ʟʦʢʨʝʤʘ, ʨʫʙʨʠʢʘ ñExtraò ʚ ʯʘʩʦʧʠʩʽ ñAmerican 
Literatureò

13
. ʋ ʩʪʘʚʣʝʥʥʽ ʜʦ ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʨʝʥʝʩʘʥʩʫ 

ʩʫʯʘʩʥʝ ʘʤʝʨʠʢʘʥʦʟʥʘʚʩʪʚʦ ʭʘʨʘʢʪʝʨʠʟʫʻʪʴʩʷ, ʷʢ ʫʞʝ 
ʛʦʚʦʨʠʣʦʩʴ, ʧʝʨʰ ʟʘ ʚʩʝ, ʥʘʤʘʛʘʥʥʷʤ ʟʤʽʥʠʪʠ ʩʤʠʩʣʦ-
ʥʘʧʦʚʥʝʥʽʩʪʴ ʢʘʥʦʥʫ, ʷʢʠʡ ʤʘʻ ʙʫʪʠ ʜʦʧʦʚʥʝʥʠʡ ʟʘ ʨʘʭʫʥʦʢ 
ʨʝʧʨʝʟʝʥʪʘʪʠʚʥʦʩʪʽ ʩʪʚʦʨʝʥʠʭ ʜʦʙʦʶ ʤʫʣʴʪʠʢʫʣʴʪʫʨʘʣʽʟʤʫ 
Ăʘʣʴʪʝʨʥʘʪʠʚʥʠʭò ʢʘʥʦʥʽʚ ï ʬʝʤʽʥʽʩʪʠʯʥʠʭ, ʘʬʨʦʘʤʝʨʠʢʘʥ-
ʩʴʢʠʭ ʪʦʱʦ, ʽ, ʧʦ-ʜʨʫʛʝ, ʩʪʨʝʤʣʽʥʥʷʤ ʨʘʜʠʢʘʣʴʥʦʛʦ 
ʧʝʨʝʦʩʤʠʩʣʝʥʥʷ ʩʘʤʦʾ ʢʘʪʝʛʦʨʽʾ. 

ʅʘʛʘʜʘʶ, ʱʦ ʜʣʷ ʌ.ʄʘʪʪʽʻʩʝʥʘ ʘʤʝʨʠʢʘʥʩʴʢʠʡ 
ʨʝʥʝʩʘʥʩ ʙʫʚ ʯʽʪʢʦ ʚʠʟʥʘʯʝʥʠʤ ʚ ʽʩʪʦʨʽʾ ʥʘʮʽʦʥʘʣʴʥʦʾ 
ʣʽʪʝʨʘʪʫʨʠ ʧʝʨʽʦʜʦʤ. ɺʣʘʩʥʝ, ʮʝ ʙʫʣʠ 1850-1855 ʨʦʢʠ, ʢʦʣʠ 
ʟôʷʚʠʣʠʩʴ ʥʘʡʙʽʣʴʰ ʨʝʧʨʝʟʝʥʪʘʪʠʚʥʽ ʜʣʷ ʜʦʙʠ ʽ ʥʘʮʽʾ ʪʚʦʨʠ, 
ʱʦ, ʭʘʨʘʢʪʝʨʠʟʫʶʯʠʩʴ ʚʠʨʘʟʥʦʶ ʩʚʽʪʦʛʣʷʜʥʦ-ʝʩʪʝʪʠʯʥʦʶ 

                                                           
12 Tompkins J. Sensational Designs. The Cultural Work of American Fiction, 1790-

1860.- N.Y.: Oxford UP, 1985. ï147-185. 
13 ɼʠʚ., ʥʘʧʨʠʢʣʘʜ: Kolodny A. The Integrity of Memory; Creating a New Literary 

History of the United States, 57 (1985): P.291-307; Spengemann W. American 
Things: The Problem of American History, 57 (1985): P.456-481; Elliott E. New 
Literary History: Past and Present, 57 (1985): P.611- 621; Bercovitch S. America 
as Canon and Context: Literary History in a Time of Discourseò, 58 (1986): P.99-
107. ʇʨʠʥʘʛʽʜʥʦ ʟʘʫʚʘʞʫ, ʱʦ ʥʘ ʟʘʛʘʣ ʜʣʷ ʩʪʫʜʽʡ ʉ.ɹʝʨʢʦʚʠʯʘ ʭʘʨʘʢʪʝʨʥʠʡ, 
ʪʘʢ ʙʠ ʤʦʚʠʪʠ, ʽʜʝʦʣʦʛʽʯʥʠʡ ʧʽʜʭʽʜ, ʧʨʦ ʱʦ ʩʚʽʜʯʘʪʴ ʷʢ ʡʦʛʦ ʩʪʘʪʪʷ ñThe 
Problem of Ideology in American Literary Historyò (Critical Inquiry 12 (1986): 
P.631-653), ʪʘʢ ʽ ʫʢʣʘʜʝʥʠʡ ʽ ʚʽʜʨʝʜʘʛʦʚʘʥʠʡ ʥʠʤ ʟʙʽʨʥʠʢ ʥʘʫʢʦʚʠʭ ʧʨʘʮʴ 
ñReconstructing American Literary Historyò (Cambridge: Harvard UP, 1996). 
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ʙʣʠʟʴʢʽʩʪʶ, ʟʘʩʚʽʜʯʠʣʠ ʧʦʷʚʫ ʢʦʥʢʫʨʝʥʪʥʦʩʧʨʦʤʦʞʥʦʾ ʚ 
ʫʩʽʭ ʩʤʠʩʣʘʭ ʥʘʮʽʦʥʘʣʴʥʦʾ ʣʽʪʝʨʘʪʫʨʠ: ʮʝ ʨʦʤʘʥʠ  
ʅ.ɻʦʪʦʨʥʘ (N.Hawthorne) Ăɹʘʛʨʷʥʘ ʣʽʪʝʨʘò (ñThe Scarlet 
Letterò, 1850) ʽ ɻ.ʄʝʣʚʽʣʣʘ (H.Melville) Ăʄʦʙʽ ɼʽʢò (ñMoby 
Dickò 1851), ʮʠʢʣ ʝʩʝʾʚ ʈ.ɺ.ɽʤʝʨʩʦʥʘ (R.W.Emerson) 
Ăʇʨʝʜʩʪʘʚʥʠʢʠ ʣʶʜʩʪʚʘò (ñRepresentative Menò, 1853), 
Ăɺʦʣʜʝʥò (ñWaldenò, 1854) ʊʦʨʦ (H.Thoreau) ʪʘ ʧʝʨʰʝ 
ʚʠʜʘʥʥʷ ʟʙʽʨʢʠ ɺ.ɺʽʪʤʝʥʘ (W.Whitman) Ăʃʠʩʪʷ ʪʨʘʚʠò 
(ñLeaves of Grassò, 1855). ɿʘʧʨʦʧʦʥʦʚʘʥʘ ʞ ʥʘʧʨʠʢʽʥʮʽ 20 
ʩʪʦʣʽʪʪʷ ʤʦʜʠʬʽʢʘʮʽʷ ʢʘʪʝʛʦʨʽʾ ʩʧʨʷʤʦʚʘʥʘ, ʧʝʨʰ ʟʘ ʚʩʝ, ʥʘ 
ʨʦʟʰʠʨʝʥʥʷ ʭʨʦʥʦʣʦʛʽʯʥʠʭ ʤʝʞ ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʨʝʥʝʩʘʥʩʫ. 
ʅʘ ʩʴʦʛʦʜʥʽ ʽʩʥʫʶʪʴ ʧʨʠʥʘʡʤʥʽ ʪʨʠ ʥʘʡʙʽʣʴʰ ʧʦʧʫʣʷʨʥʠʭ 
ʚʘʨʽʘʥʪʠ. ʎʝ ʚʠʟʥʘʯʝʥʥʷ ʤʝʞ ʨʝʥʝʩʘʥʩʫ 1790-1860-ʤʠ 
ʨʦʢʘʤʠ, ʫʤʦʚʥʦ ʢʘʞʫʯʠ, ʚʽʜ ʚʽʡʥʠ ʟʘ ʥʝʟʘʣʝʞʥʽʩʪʴ ʜʦ 
ɻʨʦʤʘʜʷʥʩʴʢʦʾ ʚʽʡʥʠ

14
, ʘʙʦ 1830-1860-ʤʠ, ʜʝ ʟʘ ʪʦʯʢʫ 

ʚʽʜʣʽʢʫ ʩʣʫʛʫʻ ʚʽʜʤʦʚʘ ɽʤʝʨʩʦʥʘ ʚʽʜ ʧʨʦʧʦʚʽʜʥʠʮʴʢʦʾ 
ʢʘʬʝʜʨʠ

15
. ʋ 1980-1990 ʨʦʢʠ ʧʦʧʫʣʷʨʥʦʩʪʽ ʟʘʞʠʣʘ ʧʨʦʧʦ-

ʟʠʮʽʷ ʚʽʜʚʝʩʪʠ ʧʽʜ ʘʤʝʨʠʢʘʥʩʴʢʠʡ ʨʝʥʝʩʘʥʩ, ʥʘ ʢʰʪʘʣʪ ʡʦʛʦ 
ʻʚʨʦʧʝʡʩʴʢʦʛʦ ʘʥʘʣʦʛʫ, ʮʽʣʝ ʩʪʦʣʽʪʪʷ ï 1830-1930 ʨʦʢʠ, ʜʝ 
ʟʘʚʝʨʰʝʥʥʷʤ ʧʝʨʽʦʜʫ ʙʘʯʠʪʴʩʷ ʚʠʭʽʜ ʟ ʝʢʦʥʦʤʽʯʥʦʾ ʜʝʧʨʝʩʽʾ, 
ʱʦ ʩʧʦʥʫʢʘʣʘ ʜʦ ʢʘʨʜʠʥʘʣʴʥʦʛʦ ʧʝʨʝʦʩʤʠʩʣʝʥʥʷ ʥʘʮʽʦ-
ʥʘʣʴʥʠʭ ʟʘʩʘʜ, ʘ ʤʠʩʪʝʮʪʚʦ, ʚʠʙʫʭʥʫʚʰʠ ʛʨʘʥʜʽʦʟʥʽʩʪʶ 
ʘʨʭʽʪʝʢʪʫʨʥʠʭ ʢʦʤʧʣʝʢʩʽʚ ʛʨʦʤʘʜʩʴʢʠʭ ʙʫʜʽʚʝʣʴ ɺʘʰʠʥʛ-
ʪʦʥʫ, ʏʠʢʘʛʦ, ʅʴʶ-ʁʦʨʢʫ, ʟʜʘʚʘʣʦʩʴ, ʚʽʟʫʘʣʴʥʦ ʚʪʽʣʠʣʦ 
ʟʘʧʦʚʽʜʘʥʫ Ăʙʘʪʴʢʘʤʠ-ʟʘʩʥʦʚʥʠʢʘʤʠò ʽʜʝʶ ʩʪʚʦʨʝʥʥʷ 
Ăʥʦʚʦʛʦ ʜʝʤʦʢʨʘʪʠʯʥʦʛʦ ʧʦʨʷʜʢʫò (ʊ.ɼʞʝʬʬʝʨʩʦʥ). ʊʦʤʫ 
ʘʤʝʨʠʢʘʥʩʴʢʠʡ ʤʦʜʝʨʥʽʟʤ, ʷʢ ʤʠʩʪʝʮʪʚʦ ʥʦʚʦʛʦ ʯʘʩʫ, ʚʞʝ 
ʩʘʤʦʶ ʩʚʦʻʶ ʧʨʠʨʦʜʦʶ ʙʫʚ ʦʨʽʻʥʪʦʚʘʥʠʡ ʥʘ ʧʨʠʥʮʠʧʦʚʝ 
ʚʽʜʤʝʞʫʚʘʥʥʷ ʚʽʜ ʪʨʘʜʠʮʽʡ ʤʠʥʫʣʦʛʦ

16
. 

ʈʦʟʰʠʨʝʥʥʷ ʭʨʦʥʦʣʦʛʽʯʥʦʛʦ ʧʨʦʩʪʦʨʫ ʤʘʣʦ ʟʘʢʦʥʦ-
ʤʽʨʥʠʤ ʥʘʩʣʽʜʢʦʤ ʥʘʤʘʛʘʥʥʷ ʧʨʝʜʩʪʘʚʠʪʠ ʘʤʝʨʠʢʘʥʩʴʢʠʡ 
ʨʝʥʝʩʘʥʩ ʷʢ ʮʽʣʽʩʥʠʡ ʢʫʣʴʪʫʨʥʠʡ ʨʫʭ, ʱʦ, ʟʥʦʚ-ʪʘʢʠ, ʟʘ 

                                                           
14 Tompkins, p.149. 
15 Rosa A. Salem, Transcendentalism, and Hawthorne.- Associated UP, 1990. ï P.25. 
16 Smith D.L. Representative Emerson: Versions of American Identity // Religion and 

American Culture, Vol.2,  #2 (Summer, 2002).- P.159-180. 
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ʻʚʨʦʧʝʡʩʴʢʠʤ ʟʨʘʟʢʦʤ, ʭʘʨʘʢʪʝʨʠʟʫʻʪʴʩʷ ʨʘʜʠʢʘʣʴʥʠʤʠ 
ʟʤʽʥʘʤʠ ʫ ʩʫʩʧʽʣʴʥʦʤʫ, ʜʫʭʦʚʥʦʤʫ ʽ ʥʘʫʢʦʚʦʤʫ ʞʠʪʪʽ. ɿʘ 
ʜʦʢʘʟ ʥʘʚʦʜʠʪʴʩʷ ʦʥʦʚʣʝʥʥʷ ʜʦʛʤʘʪʠʢʠ ʽ ʧʨʘʢʪʠʢʠ 
ʪʨʘʜʠʮʽʡʥʦʛʦ ʧʫʨʠʪʘʥʩʪʚʘ, ʷʢʝ, ʧʝʨʝʞʠʚʰʠ Ăʜʨʫʛʝ 
ʧʨʦʙʫʜʞʝʥʥʷò ʫ 1820-ʪʽ ʨʦʢʠ, ʧʨʠʙʨʘʣʦ ʤʝʥʰ ʨʠʛʦʨʠʩ-
ʪʠʯʥʫ, ʧʘʥʪʝʾʩʪʠʯʥʦ-ʨʘʮʽʦʥʘʣʽʩʪʠʯʥʫ ʬʦʨʤʫ ʫʥʽʪʘʨʽʘʥʩʪʚʘ. 
ɿʥʠʢʥʝʥʥʷ ʛʝʦʛʨʘʬʽʯʥʦʛʦ ʬʨʦʥʪʠʨʫ ʽ ʧʦʰʠʨʝʥʥʷ ʘʙʦʣʽʮʽʦ-
ʥʽʟʤʫ, ʨʦʟʢʚʽʪ ʪʝʭʥʽʢʠ ʽ ʬʦʨʤʫʚʘʥʥʷ ʢʥʠʞʢʦʚʦʛʦ ʨʠʥʢʫ, 
ʟʘʢʣʘʜʘʥʥʷ ʪʨʘʜʠʮʽʡ ʥʘʮʽʦʥʘʣʴʥʦʛʦ ʞʠʚʦʧʠʩʫ ʚ ʨʦʙʦʪʘʭ 
ʤʠʪʮʽʚ, ʱʦ ʦʙôʻʜʥʘʣʠʩʷ ʚ Ăʰʢʦʣʫ ʨʽʯʢʠ ɻʫʜʟʦʥò (ñHudson 
River Schoolò), ʥʝ ʟʘʙʫʚʘʡʤʦ ʧʨʦ ʟʜʦʙʫʪʢʠ ʥʘʮʽʦʥʘʣʴʥʦʾ 
ʣʽʪʝʨʘʪʫʨʠ, ï ʥʘʚʽʪʴ ʮʝʡ ʧʦʙʽʞʥʠʡ ʧʝʨʝʣʽʢ, ʥʘ ʜʫʤʢʫ ʘʧʦʣʦ-
ʛʝʪʽʚ

17
, ʤʘʻ ʧʝʨʝʢʦʥʘʪʠ ʚ ʥʝʦʙʭʽʜʥʦʩʪʽ ʝʢʩʧʘʥʩʽʾ ʢʘʪʝʛʦʨʽʾ. 
ʅʝ ʚʩʪʫʧʘʶʯʠ ʚ ʨʦʟʣʦʛʫ ʜʠʩʢʫʩʽʶ, ʟʚʝʨʥʫ ʣʠʰʝʥʴ 

ʫʚʘʛʫ ʥʘ ʪʝ, ʱʦ ʚʩʽ ʽʥʥʦʚʘʮʽʡʥʽ ʚʘʨʽʘʥʪʠ ʪʘʢ ʯʠ ʽʥʘʢʰʝ 
ʦʙʝʨʪʘʶʪʴʩʷ ʜʦʚʢʦʣʘ ʮʝʥʪʨʘʣʴʥʦʾ ʧʦʩʪʘʪʽ 1850-ʭ ʨʦʢʽʚ, ʘ 
ʩʘʤʝ ʈ.ɺ.ɽʤʝʨʩʦʥʘ, ʜʽʷʣʴʥʽʩʪʴ ʷʢʦʛʦ ʥʝ ʪʽʣʴʢʠ ʚʠʨʽʰʘʣʴʥʠʤ 
ʯʠʥʦʤ ʚʧʣʠʥʫʣʘ ʥʘ ʤʠʩʪʝʮʴʢʝ ʽ ʦʩʦʙʠʩʪʽʩʥʝ ʩʪʘʥʦʚʣʝʥʥʷ 
ʧʨʘʢʪʠʯʥʦ ʢʦʞʥʦʛʦ ʟ ʜʽʷʯʽʚ ʜʦʙʠ, ʘʣʝ ʽʜʝʾ ʷʢʦʛʦ ʬʦʨʤʫʚʘʣʠ 
ʽʥʪʝʣʝʢʪʫʘʣʴʥʫ ʪʘ ʭʫʜʦʞʥʶ ʤʘʪʨʠʮʶ ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ 
ʩʫʩʧʽʣʴʩʪʚʘ ʧʨʦʪʷʛʦʤ ʪʠʭ ʪʨʠʜʮʷʪʠ ʨʦʢʽʚ, ʱʦ ʧʝʨʝʜʫʚʘʣʠ 
ɻʨʦʤʘʜʷʥʩʴʢʽʡ ʚʽʡʥʽ. ɿʘ ʽʩʪʦʨʠʯʥʦ ʧʽʜʪʚʝʨʜʞʝʥʠʤ 
ʚʠʟʥʘʥʥʷʤ ɺ.ɺʽʪʤʝʥʘ, Ăɸʤʝʨʠʢʘ ʤʘʡʙʫʪʥʴʦʛʦ... ʥʝ ʟʥʘʡʜʝ 
ʥʽʢʦʛʦ, ʢʦʛʦ ʙ ʤʦʞʥʘ ʙʫʣʦ ʧʦʩʪʘʚʠʪʠ ʧʦʨʷʜ ʟ ʮʽʻʶ 
ʣʶʜʠʥʦʶ, ʟ ʷʢʦʾ ʧʦʯʘʣʘʩʷ ʮʽʣʘ ʧʨʦʮʝʩʽʷò. ʊʦʤʫ, ʨʦʟʫʤʽʶʯʠ 
ʧʽʜ ʘʤʝʨʠʢʘʥʩʴʢʠʤ ʨʝʥʝʩʘʥʩʦʤ ʬʽʣʦʩʦʬʩʴʢʦ-ʤʠʩʪʝʮʴʢʝ 
ʞʠʪʪʷ ʉʐɸ 1830-1860-ʭ ʨʦʢʽʚ, ʤʝʡʥʩʪʨʽʤʦʤ ʷʢʦʛʦ ʙʫʣʘ 
ʜʽʷʣʴʥʽʩʪʴ ʦʯʦʣʶʚʘʥʠʭ ʽ ʢʝʨʦʚʘʥʠʭ ɽʤʝʨʩʦʥʦʤ ʪʨʘʥʩʮʝʥ-
ʜʝʥʪʘʣʽʩʪʽʚ, ʚʚʘʞʘʶ ʟʘ ʜʦʮʽʣʴʥʝ ʜʝʪʘʣʴʥʽʰʝ ʟʫʧʠʥʠʪʠʩʴ ʥʘ 
ʢʣʶʯʦʚʠʭ ʢʦʥʮʝʧʮʽʷʭ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʩʴʢʦʾ ʬʽʣʦʩʦʬʽʾ, 
ʝʪʠʢʠ ʪʘ ʝʩʪʝʪʠʢʠ, ʱʦ ʥʝ ʪʽʣʴʢʠ ʚʧʣʠʥʫʣʠ ʥʘ ʬʦʨʤʫʚʘʥʥʷ 
ʣʽʪʝʨʘʪʫʨʥʠʭ ʧʨʽʦʨʠʪʝʪʽʚ ʜʦʙʠ, ʘʣʝ ʽ ʫʤʦʞʣʠʚʠʣʠ 
ʩʧʽʚʚʽʜʥʝʩʝʥʥʷ ʾʾ ʜʦʩʷʛʥʝʥʴ ʟʽ ʟʜʦʙʫʪʢʘʤʠ ʪʠʪʘʥʽʚ 
ʻʚʨʦʧʝʡʩʴʢʦʛʦ ɺʽʜʨʦʜʞʝʥʥʷ. 

                                                           
17 Ibid., p.179. 
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1.1. Пролегомени трансценденталізму 
 

The key to the period 
appeared to be that the mind 
had become aware of itself. 

R.W.Emerson 
 

ɼʝʬʽʥʽʮʽʷ Ăʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪò ʙʫʣʘ ʜʦʩʠʪʴ ʰʠʨʦʢʦ 
ʚʞʠʚʘʥʦʶ ʚ ʩʝʨʝʜʦʚʠʱʽ ʘʤʝʨʠʢʘʥʩʴʢʠʭ ʽʥʪʝʣʝʢʪʫʘʣʽʚ 19 
ʩʪʦʣʽʪʪʷ ʽ ʟʘʣʶʙʢʠ ʟʘʩʪʦʩʦʚʫʚʘʣʘʩʴ ʥʠʤʠ ʜʣʷ 
ʩʘʤʦʽʜʝʥʪʠʬʽʢʘʮʽʾ. ʊʘʢ, ɼʞ.ʂʣʘʨʢ (James Freeman Clarke) 
ʥʘʟʠʚʘʚ ʩʝʙʝ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʦʤ ʧʨʦʩʪʦ ʯʝʨʝʟ ʪʝ, ʱʦ Ăʥʝ 
ʚʽʨʠʚ, ʥʽʙʠ ʣʶʜʩʴʢʽ ʚʽʜʯʫʪʪʷ ʙʫʣʠ ʜʞʝʨʝʣʦʤ ʚʩʴʦʛʦ 
ʜʦʩʪʫʧʥʦʛʦ ʡʦʤʫ ʟʥʘʥʥʷò

18
. ɼʣʷ ɼʞ.ʈʽʧʣʽ (George Ripley) 

ʪʝʨʤʽʥ ʽʤʧʣʽʢʫʚʘʚ ʚʽʨʫ Ăʫ ʚʝʨʭʦʚʝʥʩʪʚʦ ʨʦʟʫʤʫ ʥʘʜ 
ʨʝʯʘʤʠò

19
. ʅʘ ʧʨʦʪʠʚʘʛʫ ʡʦʤʫ, ʂ.ʂʨʝʯ (Christopher Crach) 

ʚʚʘʞʘʚ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤ ʥʽʯʠʤ ʽʥʰʠʤ, ʘʣʝ Ăʪʠʤ ʞʠʚʠʤ ʽ 
ʟʘʚʞʜʠ ʥʦʚʠʤ ʜʫʭʦʤ ʧʨʘʚʜʠ, ʷʢʠʡ ʥʝʫʭʠʣʴʥʦ ʩʪʨʫʤʫʻ 
ʚʧʝʨʝʜ ʫ ʩʚʦʻʤʫ ʟʘʚʦʶʚʘʥʥʽ ʩʚʽʪʫò

20
. ɼʞ.ʉʝʢʩʪʦʥ (Jonathan 

Saxton) ʩʪʚʝʨʜʞʫʚʘʚ, ʱʦ Ăʢʦʞʥʘ ʣʶʜʠʥʘ ʻ ʪʨʘʥʩʮʝʥʜʝʥ-
ʪʘʣʽʩʪʦʤò

21
, ʘ ɽʤʝʨʩʦʥ ʥʝ ʧʦʛʦʜʞʫʚʘʚʩʷ ʟ ʪʠʤ, ʱʦ ʚʟʘʛʘʣʽ ʻ 

ʧʽʜʩʪʘʚʠ ʛʦʚʦʨʠʪʠ ʧʨʦ òʯʠʩʪʠʭ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚò
22

. 
ʊʨʠʚʘʣʽʩʪʴ ʽ ʥʘʧʨʫʛʘ ʜʠʩʢʫʩʽʡ, ʱʦ ʪʦʯʠʣʠʩʴ ʫ ʅʦʚʽʡ 

ɸʥʛʣʽʾ 1840-ʭ ʨʦʢʽʚ ʩʪʦʩʦʚʥʦ ʜʝʬʽʥʽʮʽʾ ʽ ʩʤʠʩʣʦʥʘʧʦʚʥʝʥʥʷ 
ʢʘʪʝʛʦʨʽʾ ñʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤò, ʛʦʚʦʨʷʪʴ ʧʨʦ ʜʨʘʩʪʠʯʥʽʩʪʴ 
ʫʤʦʚ ʬʦʨʤʫʚʘʥʥʷ ʮʴʦʛʦ ʨʫʭʫ ʤʦʣʦʜʠʭ ʽʥʪʝʣʝʢʪʫʘʣʽʚ. 
ɿʘʨʦʜʞʝʥʠʡ ʷʢ ʨʝʘʢʮʽʷ ʥʘ ʚʥʫʪʨʽʰʥʴʦ ʢʦʥʬʝʩʽʦʥʘʣʴʥʠʡ 
ʢʦʥʬʣʽʢʪ ʫʥʽʪʘʨʽʘʥʩʪʚʘ, ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤ ʩʪʘʚ ʚʠʢʣʠʢʦʤ 
ʽʩʥʫʶʯʠʤ ʢʫʣʴʪʫʨʥʠʤ ʬʦʨʤʘʤ, ʧʦʰʫʢʦʤ ʰʣʷʭʽʚ 

                                                           
18 Thomas J.W. James Freeman Clarke: Apostle of German Culture to America.-

Boston: Luce, 1949. ï P.131. 
19 The Transcendentalists: An Anthology. Ed. By Perry Miller.-Cambridge: Harvard 

UP, 1950.- P.255. 
20 Ibid., p.301. 
21 Ibid., p.87. 
22 The Complete Works of Ralph Waldo Emerson. 12 vols. Ed. By Edward 

W.Emerson.- Boston: Houghton Miffin, 1903-1904.- Vol.1.- P.338.  
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ʨʝʽʥʪʝʛʨʘʮʽʾ ʜʫʭʦʚʥʦʛʦ ʽ ʤʘʪʝʨʽʘʣʴʥʦʛʦ ʥʘʯʘʣ, ʥʘʤʘʛʘʥʥʷʤ 
ʨʝʘʣʽʟʫʚʘʪʠ ʫʤʦʛʣʷʜʥʽ ʽʜʝʾ ʥʘ ʧʨʘʢʪʠʮʽ, ʱʦ ʧʨʠʚʝʣʦ ʜʦ 
ʨʝʚʽʟʽʾ ʽ ʨʝʩʪʨʫʢʪʫʨʫʚʘʥʥʷ ʫʩʪʘʣʝʥʠʭ ʽ ʫʟʚʠʯʘʻʥʠʭ ʥʦʨʤ 
ʨʝʣʽʛʽʡʥʦʛʦ, ʩʫʩʧʽʣʴʥʦʛʦ ʽ ʢʫʣʴʪʫʨʥʦʛʦ ʞʠʪʪʷ. ɿ ʯʘʩʦʤ ʩʪʘʣʦ 
ʟʨʦʟʫʤʽʣʠʤ, ʱʦ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ ʥʘʣʝʞʘʣʠ ʜʦ ʧʝʨʰʦʾ 
ʛʝʥʝʨʘʮʽʾ ʘʤʝʨʠʢʘʥʩʴʢʠʭ ʽʥʪʝʣʝʢʪʫʘʣʽʚ, ʜʽʷʣʴʥʽʩʪʴ ʷʢʠʭ, ʷʢ 
ʢʦʣʠʩʴ ʽ ʜʽʷʯʽʚ ʻʚʨʦʧʝʡʩʴʢʦʛʦ ʈʝʥʝʩʘʥʩʫ, ʨʦʟʧʦʚʩʶʜʠʣʘʩʴ 
ʥʘ ʚʩʽ ʩʬʝʨʠ ʞʠʪʪʷ ï ʚʽʜ ʨʝʣʽʛʽʾ ʜʦ ʦʩʚʽʪʠ, ʚʽʜ ʬʽʣʦʩʦʬʽʾ ʜʦ 
ʞʠʪʪʻʚʦʾ ʧʨʘʢʪʠʢʠ. ʇʨʠʩʫʪʥʽʩʪʴ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ ʥʘ 
ʧʦʙʫʪʦʚʦʤʫ ʨʽʚʥʽ ʜʨʘʪʫʚʘʣʘ ʽ ʚʠʢʣʠʢʘʣʘ ʙʘʞʘʥʥʷ ʩʫʧʨʦʪʠʚʫ 
ʯʠ ʭʦʯ ʙʠ ʚôʾʜʣʠʚʦʛʦ ʢʦʤʝʥʪʘʨʷ. ʏ.ɼʽʢʢʝʥʩ ʟʽ ʩʚʦʾʭ 
ʘʤʝʨʠʢʘʥʩʴʢʠʭ ʚʨʘʞʝʥʴ ʚʠʚʽʟ ʩʧʦʛʘʜ ʧʨʦ ʪʨʘʥʩʮʝʥʜʝʥ-
ʪʘʣʽʟʤ ʷʢ ñʱʦʩʴ ʥʝʟʨʦʟʫʤʽʣʝò, ʘ ɽ.ɸ.ʇʦ ʩʘʨʢʘʩʪʠʯʥʦ ʨʘʜʠʚ 
ʧʠʩʴʤʝʥʥʠʢʫ-ʧʦʯʘʪʢʽʚʮʶ ʜʣʷ ʩʪʚʦʨʝʥʥʷ ñʪʨʘʥʩʮʝʥʜʝʥ-
ʪʘʣʴʥʠʭ ʪʝʢʩʪʽʚò ñʚʞʠʚʘʪʠ ʷʢʦʤʦʛʘ ʤʝʥʰʝ ʩʣʽʚ, 
ʧʝʨʝʢʨʫʯʫʶʯʠ ʾʭ ʩʤʠʩʣ ʥʘ ʧʨʷʤʦ ʧʨʦʪʠʣʝʞʥʠʡ ʟʘʛʘʣʴʥʦ 
ʧʨʠʡʥʷʪʦʤʫò. ʇʦʧʫʣʷʨʥʽʩʪʴ ʽʜʝʡ ʽ ʦʜʥʦʯʘʩʥʘ ʟʘʪʝʤʥʝʥʽʩʪʴ 
ʾʭ ʩʤʠʩʣʫ ʩʧʦʥʫʢʘʣʠ ɽʤʝʨʩʦʥʘ ʜʦ ʚʠʛʦʣʦʰʝʥʥʷ ʣʝʢʮʽʾ 
ñʊʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪò (ñThe Transcendentalistò, 1842), ʭʦʯ ʽ 
ʚʦʥʘ ʥʝ ʥʘʜʪʦ ʚʠʧʨʘʚʠʣʘ ʩʠʪʫʘʮʽʶ. ɿʘ ɽʤʝʨʩʦʥʦʤ, 
ñʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪ ʧʨʠʡʤʘʻ ʮʽʣʽʩʥʫ ʩʠʩʪʝʤʫ ʜʫʭʦʚʥʦʾ 
ʜʦʢʪʨʠʥʠ. ɺʽʥ ʚʽʨʠʪʴ ʫ ʯʫʜʝʩʘ, ʫ ʧʦʩʪʽʡʥʫ ʚʽʜʢʨʠʪʽʩʪʴ 
ʣʶʜʩʴʢʦʛʦ ʨʦʟʫʤʫ ʜʦ ʥʦʚʠʭ ʧʦʪʦʢʽʚ ʩʚʽʪʣʘ ʽ ʩʠʣʠ; ʚʽʥ ʚʽʨʠʪʴ 
ʫ ʥʘʪʭʥʝʥʥʷ ʽ ʝʢʩʪʘʟ. ɺʽʥ ʚʦʣʽʻ, ʱʦʙʠ ʜʫʭʦʚʥʽ ʧʨʠʥʮʠʧʠ 
ʧʝʨʝʞʠʚʘʣʠʩʴ, ʱʦʙʠ ʚʦʥʠ ʮʽʣʢʦʚʠʪʦ ʨʦʟʢʨʠʚʘʣʠ ʩʝʙʝ, ʚ ʫʩʽʭ 
ʤʦʞʣʠʚʠʭ ʚʽʜʥʦʰʝʥʥʷʭ ʜʦ ʣʶʜʠʥʠ, ʥʝ ʜʦʧʫʩʢʘʶʯʠ ʥʽʯʦʛʦ 
ʥʝʜʫʭʦʚʥʦʛʦ, ʪʦʙʪʦ ʚʩʝ ʧʦʟʠʪʠʚʥʝ, ʜʦʛʤʘʪʠʯʥʝ, 
ʦʩʦʙʠʩʪʽʩʥʝ. ʊʦʞ ʜʫʭʦʚʥʠʤ ʚʠʤʽʨʦʤ ʥʘʪʭʥʝʥʥʷ ʻ ʛʣʠʙʠʥʘ 
ʜʫʤʢʠò

23
. ʊʘʢ ʫ ʧʣʝʪʠʚʽ ʫʥʽʪʘʨʽʘʥʩʴʢʦʾ ʨʠʪʦʨʠʢʠ 

ʚʠʢʨʠʩʪʘʣʽʟʦʚʫʚʘʣʦʩʴ ʩʬʦʨʤʫʣʴʦʚʘʥʝ ɽʤʝʨʩʦʥʦʤ ʥʦʚʝ ʜʣʷ 
ʘʤʝʨʠʢʘʥʩʴʢʦʾ ʩʧʽʣʴʥʦʪʠ ʨʦʟʫʤʽʥʥʷ ʤʠʩʣʠʪʝʣʴʥʦʾ 
ʜʽʷʣʴʥʦʩʪʽ ʷʢ ʘʢʪʠʚʥʦʾ ʪʚʦʨʯʦʾ ʩʠʣʠ, ʟʜʘʪʥʦʾ ʚʧʣʠʚʘʪʠ ʥʘ 
ʜʽʡʩʥʽʩʪʴ ʽ ʪʨʘʥʩʬʦʨʤʫʚʘʪʠ ʾʾ. ʊʦʞ ʪʝʨʤʽʥ ʧʦʩʪʫʧʦʚʦ 
ʥʘʙʫʚʘʚ ʜʦʩʠʪʴ ʯʽʪʢʦʛʦ ʥʘʧʦʚʥʝʥʥʷ ʽ, ʧʦʧʨʠ ʤʦʞʣʠʚʽ 

                                                           
23 Ibid., p.158. 
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ʨʘʤʽʬʽʢʘʮʽʾ, ʙʫʚ ʽʜʝʥʪʠʬʽʢʦʚʘʥʠʡ ʟʘ ʨʷʜʦʤ ʚʠʨʘʟʥʠʭ 
ʪʠʧʦʣʦʛʽʯʥʠʭ ʦʟʥʘʢ. ʋ ʥʘʰʽʡ ʨʦʟʚʽʜʮʽ ʤʠ ʦʙʤʝʞʠʤʦʩʴ 
ʤʘʨʢʫʚʘʥʥʷʤ ʪʦʛʦ ʘʩʧʝʢʪʫ ʧʫʨʠʪʘʥʩʴʢʦ-ʫʥʽʪʘʨʽʘʥʩʴʢʦʛʦ 
ʜʠʩʢʫʨʩʫ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʩʴʢʦʾ ʭʫʜʦʞʥʴʦʾ ʧʨʘʢʪʠʢʠ, ʱʦ 
ʤʘʣʘ ʢʽʥʮʝʚʠʤ ʨʝʟʫʣʴʪʘʪʦʤ ʬʦʨʤʫʚʘʥʥʷ ʟʘʩʘʜʥʠʯʠʭ 
ʧʨʠʥʮʠʧʽʚ ʧʦʝʪʠʢʠ ʥʘʮʽʦʥʘʣʴʥʦʾ ʣʽʪʝʨʘʪʫʨʠ. 

ɯʩʪʦʨʠʯʥʦ ʥʦʚʦʘʥʛʣʽʡʩʴʢʠʡ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤ ʟʘʷʚʠʚ 
ʧʨʦ ʩʝʙʝ ʷʢ ʦʜʥʘ ʟ ʬʦʨʤ ʧʦʰʫʢʫ ʥʦʚʦʾ ʨʝʣʽʛʽʾ, ʱʦ ʙʫʣʦ 
ʜʦʩʠʪʴ ʧʦʰʠʨʝʥʠʤ ʷʚʠʱʝʤ ʚ ɸʤʝʨʠʮʽ ʧʝʨʰʦʾ ʧʦʣʦʚʠʥʠ 19 
ʩʪʦʣʽʪʪʷ

24
. ɺʽʥ ʩʪʘʚ ʟʘʩʦʙʦʤ ʚʠʨʘʞʝʥʥʷ ʨʘʜʠʢʘʣʴʥʦʛʦ 

ʥʝʚʜʦʚʦʣʝʥʥʷ, ʧʨʠʪʘʤʘʥʥʦʛʦ ʘʤʝʨʠʢʘʥʩʴʢʦʤʫ ʫʥʽʪʘʨʽʘʥ-
ʩʪʚʫ, (ʱʦ, ʫ ʩʚʦʶ ʯʝʨʛʫ, ʙʫʣʦ ʣʽʙʝʨʘʣʴʥʠʤ ʨʫʭʦʤ ʫ ʤʝʞʘʭ 
ʢʦʥʛʨʝʛʘʮʽʦʥʘʣʽʟʤʫ), ʧʦʨʦʜʞʝʥʦʛʦ ʩʫʧʝʨʝʯʥʦʩʪʷʤʠ 
ʫʥʽʪʘʨʽʘʥʩʴʢʦʾ ʝʧʽʩʪʝʤʦʣʦʛʽʾ, ʙʘʟʦʚʘʥʦʾ ʥʘ ʢʦʥʮʝʧʮʽʷʭ 
ɼʞ.ʃʦʢʢʘ. ʋʥʽʪʘʨʽʾʚ ʟʘʮʽʢʘʚʠʚ ʦʜʠʥ ʽʟ ʡʦʛʦ ʧʦʩʪʫʣʘʪʽʚ, ʘ 
ʩʘʤʝ ʪʚʝʨʜʞʝʥʥʷ, ʱʦ ʣʶʜʩʴʢʝ ʟʥʘʥʥʷ ʻ ʝʤʧʽʨʠʯʥʦ ʧʦʭʽʜʥʠʤ 
ʥʘʩʣʽʜʢʦʤ ʯʫʪʪʻʚʦʛʦ ʜʦʩʚʽʜʫ. ʇʨʠʡʥʷʚʰʠ ʮʶ ʪʝʟʫ ʟʘ 
ʚʠʩʭʽʜʥʫ,  ʫʥʽʪʘʨʽʘʥʩʪʚʦ ʜʦʧʦʚʥʠʣʦ ʾʾ ʜʫʤʢʦʶ ʧʨʦ ʦʩʷʛʘʥʥʷ 
ʩʘʢʨʘʣʴʥʦʾ ʽʧʦʩʪʘʩʽ ʫʥʽʚʝʨʩʫʤʫ, ʷʚʣʝʥʦʾ ʚ ʧʨʠʨʦʜʽ ʽ ʣʶʜʠʥʽ, 
ʯʝʨʝʟ ʮʽʣʝʩʧʨʷʤʦʚʘʥʝ, ʨʘʮʽʦʥʘʣʴʥʝ ʨʝʬʣʝʢʩʫʚʘʥʥʷ 
ʦʜʢʨʦʚʝʥʴ ʉʚʷʪʦʛʦ ʇʠʩʴʤʘ, ʚʚʘʞʘʶʯʠ ʡʦʛʦ ʝʬʝʢʪʠʚʥʽʰʠʤ 
ʟʘ ʙʝʟʧʦʩʝʨʝʜʥʶ ʽʥʪʫʾʮʽʶ

25
. ɼʣʷ ʤʦʣʦʜʠʭ ʫʥʽʪʘʨʽʘʥʩʴʢʠʭ 

ʨʘʜʠʢʘʣʽʚ, ʢʝʨʦʚʘʥʠʭ ʈ.ɺ.ɽʤʝʨʩʦʥʦʤ ʽ ʊ.ʇʘʨʢʝʨʦʤ, ʪʘʢʘ 
ʩʚʽʪʦʛʣʷʜʥʘ ʧʨʝʩʫʧʦʟʠʮʽʷ ʚʠʷʚʠʣʘʩʴ ʤʘʣʦʧʨʦʜʫʢʪʠʚʥʦʶ, 
ʦʩʢʽʣʴʢʠ, ʷʢ ʚʦʥʠ ʚʚʘʞʘʣʠ, ʚʦʥʘ ʫʥʝʤʦʞʣʠʚʣʶʚʘʣʘ 
ʙʝʟʧʦʩʝʨʝʜʥʽʩʪʴ ʩʧʽʣʢʫʚʘʥʥʷ ʟʽ ɺʩʝʚʠʰʥʽʤ. ʉʪʠʤʫʣʴʦʚʘʥʽ 
ʧʦʩʪʢʘʥʪʽʘʥʩʴʢʦʶ ʬʽʣʦʩʦʬʽʻʶ, ʟʥʘʥʦʶ ʥʘ ʘʤʝʨʠʢʘʥʩʴʢʦʤʫ 
ʢʦʥʪʠʥʝʥʪʽ ʫ ʨʝʜʘʢʮʽʾ ɻʝʪʝ, ʂʘʨʣʘʡʣʷ ʽ, ʥʝ ʚ ʦʩʪʘʥʥʶ ʯʝʨʛʫ, 
ʂʦʣʴʨʽʜʞʘ, ʚʦʥʠ ʙʫʣʠ ʩʭʠʣʴʥʽ ʥʘʜʽʣʷʪʠ ʣʶʜʠʥʫ, ʚʞʝ 

                                                           
24 ɿʘʛʘʣʴʥʠʡ ʦʛʣʷʜ ʨʝʣʽʛʽʡʥʦʛʦ ʢʦʥʪʝʢʩʪʫ, ʫ ʷʢʦʤʫ ʬʦʨʤʫʚʘʚʩʷ ʪʨʘʥʩʮʝʥʜʝʥ-
ʪʘʣʽʩʪʩʴʢʠʡ ʨʫʭ, ʜʠʚ.: Miller P. The Life of the Mind in America, from the 
Revolution to the Civil War. - N.Y.: Harcourt, 1965. - Book 1; Hudson W. Religion 
in America. ï N.Y.: Scribner, 1985. ï P.158-203; Noll M. Americaôs God. From 
Jonathan Edwards to Abraham Lincoln. - Oxford UP, 2002. ï P.161-346. 

25 ɻʣʠʙʦʢʠʡ ʽ ʚʠʚʘʞʝʥʠʡ ʘʥʘʣʽʟ ʨʝʮʝʧʮʽʾ ʽʜʝʡ ɼʞ.ʃʦʢʢʘ ʥʦʚʦʘʥʛʣʽʡʩʴʢʠʤ 
ʫʥʽʪʘʨʽʘʥʩʪʚʦʤ ʜʠʚ.: Howe D. The Unitarian Conscience: Harvard Moral 
Philosophy, 1805-1861. - Cambridge: Harvard UP, 1970. - P.27-44. 
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ʦʙʜʘʨʦʚʘʥʫ ʟʜʘʪʥʽʩʪʶ  Ăʨʦʟʫʤʽʪʠò (ñunderstandingò), 
ʚʠʱʠʤʠ ʤʝʥʪʘʣʴʥʠʤʠ ʩʧʨʦʤʦʞʥʦʩʪʷʤʠ, ʪʠʤ ʨʦʟʫʤʦʤ 
(Reason), ʷʢʠʡ ʜʦʟʚʦʣʷʻ ʽʥʪʫʾʪʠʚʥʦ ʦʩʷʛʘʪʠ ʜʫʭʦʚʥʫ ʽʩʪʠʥʫ. 
ʇʨʠʥʘʛʽʜʥʦ ʟʘʟʥʘʯʫ, ʱʦ, ʥʦʤʽʥʫʚʘʚʰʠ ʽʥʪʫʾʪʠʚʥʝ ʥʘʯʘʣʦ ʷʢ 
ĂReasonò, ʚʦʥʠ ʟʽʪʢʥʫʣʠʩʴ ʽʟ ʩʝʤʘʥʪʠʯʥʠʤ ʧʘʨʘʜʦʢʩʦʤ, 
ʷʢʠʡ ʪʘʢ ʽ ʥʝ ʩʧʨʦʤʦʛʣʠʩʷ ʜʦʣʘʜʥʦ ʧʦʷʩʥʠʪʠ. ʋʥʽʪʘʨʽʘʥʩʴʢʘ 
ʜʠʭʦʪʦʤʽʷ ʈʦʟʫʤ = ʈʦʟʫʤʽʥʥʷ (Reason = Understanding), 
ʬʫʥʢʮʽʦʥʫʶʯʠ ʷʢ ʙʽʧʦʣʷʨʥʘ ʩʠʥʦʥʽʤʽʷ ʨʽʚʥʦʟʥʘʯʥʠʭ ʽ 
ʚʟʘʻʤʦʟʘʤʽʥʥʠʭ ʢʘʪʝʛʦʨʽʡ, ʩʪʘʣʘ ʚʘʞʣʠʚʠʤ ʢʨʦʢʦʤ ʫ 
ʩʘʤʦʽʜʝʥʪʠʬʽʢʘʮʽʾ ʥʦʚʦʘʥʛʣʽʡʩʴʢʦʛʦ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ. 

ʇʨʽʦʨʠʪʝʪʥʽʩʪʴ ʢʦʥʮʝʧʪʫ ʚʠʱʦʛʦ ʨʦʟʫʤʫ ʽ ʙʫʣʘ 
ʦʩʝʨʜʷʤ ʪʦʛʦ ʽʥʪʝʣʝʢʪʫʘʣʴʥʦʛʦ ʬʝʥʦʤʝʥʫ, ʱʦ ʦʪʨʠʤʘʚ 
ʥʘʟʚʫ ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ. ʋ ʬʽʣʦʩʦʬʩʴʢʠʭ 
ʩʪʫʜʽʷʭ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʥʦʤʝʥ Ăʈʦʟʫʤò (ñReasonò), 
ʯʘʩʦʤ, ʩʫʙʩʪʠʪʫʶʚʘʚʩʷ ʩʠʥʦʥʽʤʽʯʥʠʤʠ Ăɼʫʭò (ñSpiritò) ʯʠ 
Ăɼʫʰʘò (ñSoulò), ʘʣʝ ʟʘʚʞʜʠ ʨʦʟʫʤʽʚʩʷ ʷʢ ʚʠʷʚ 
ʚʥʫʪʨʽʰʥʴʦʛʦ ʩʚʽʪʣʘ, ʘʙʦ ʛʦʣʦʩʫ ɺʩʝʚʠʰʥʴʦʛʦ ʯʠ 
ʽʤʘʥʝʥʪʥʦʾ ʧʨʠʩʫʪʥʦʩʪʽ ʙʦʞʝʩʪʚʝʥʥʦʛʦ ʚ ʣʶʜʠʥʽ. ʋ ʩʫʪʦ 
ʨʝʣʽʛʽʡʥʦʤʫ ʩʝʥʩʽ ʽʩʥʫʚʘʣʠ ʧʝʚʥʽ ʚʽʜʤʽʥʥʦʩʪʽ ʫ ʩʚʽʪʦʛʣʷʜʽ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ, ʩʧʨʠʯʠʥʝʥʽ ʤʽʨʦʶ ʾʭ ʨʘʜʠʢʘʣʽʟʤʫ: 
ɼʞ.ʂʣʘʨʢ (James Freeman Clarke), ɺ.ʌʝʨʥʝʩ (William 
H.Furnes) ʪʘ ʂ.ʌʨʝʥʩʽʩ (Convers Francis) ʥʘʣʝʞʘʣʠ ʜʦ 
ʧʦʤʽʨʢʦʚʘʥʠʭ, ʱʦ ʦʙʫʤʦʚʠʣʦ ʾʭ ʘʚʪʦʨʠʪʝʪʥʽʩʪʴ ʩʝʨʝʜ 
ʧʨʝʜʩʪʘʚʥʠʢʽʚ ʫʥʽʪʘʨʽʘʥʩʴʢʦʛʦ ʨʫʭʫ; ɼʞ.ɺʝʨʽ (Jones Very) 
ʰʦʢʫʚʘʚ ʦʪʦʯʫʶʯʠʭ, ʧʨʝʜʩʪʘʚʣʷʶʯʠʩʴ ʥʦʚʠʤ ʤʝʩʽʻʶ; 
ɹ.ʆʣʢʦʪʪ (Bronson Alcott), ʧʦʜʽʣʷʶʯʠ ʟ ɽʤʝʨʩʦʥʦʤ ʚʽʨʫ ʚ 
ʝʬʝʢʪʠʚʥʽʩʪʴ ʦʩʦʙʠʩʪʽʩʥʠʭ ʩʪʦʩʫʥʢʽʚ ʟ ɻʦʩʧʦʜʦʤ, ʙʫʚ 
ʢʘʪʝʛʦʨʠʯʥʽʰʠʤ ʫ ʪʨʘʢʪʫʚʘʥʥʽ ʽʜʝʾ ʽʤʘʥʝʥʪʥʦʩʪʽ.  

ɺʣʘʩʥʝ, ʤʦʞʥʘ ʛʦʚʦʨʠʪʠ ʧʨʦ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤ ʷʢ 
ʮʽʣʢʦʤ ʧʝʚʥʠʡ ʦʙʨʘʟ ʜʫʤʘʥʥʷ, ʩʚʦʻʨʽʜʥʫ ʤʠʩʣʝʥʥʫ 
ʤʘʪʨʠʮʶ, ʱʦ ʩʬʦʨʤʫʚʘʣʘʩʴ ʚʩʝʨʝʜʠʥʽ ʫʥʽʪʘʨʽʘʥʩʪʚʘ ʷʢ 
ʨʝʘʢʮʽʷ ʥʘ ʡʦʛʦ ʨʘʮʽʦʥʘʣʽʟʤ, ʽ, ʝʤʘʥʦʚʘʥʘ ʟʦʚʥʽ, ʚʠʷʚʠʣʘʩʴ 
ʧʦʪʫʞʥʠʤ ʩʪʠʤʫʣʦʤ ʥʘʚʽʪʴ ʜʣʷ ʪʘʢʠʭ ʩʚʽʪʦʛʣʷʜʥʦ 
ʥʝʟʘʣʝʞʥʠʭ ʪʚʦʨʯʠʭ ʦʩʦʙʠʩʪʦʩʪʝʡ ʷʢ ɺʽʪʤʝʥ ʽ ʄʝʣʚʽʣʣ. 

ʋ 1835-1845 ʨʦʢʘʭ, ʱʦ ʙʫʣʠ ʧʝʨʽʦʜʦʤ ʨʦʟʢʚʽʪʫ ʨʫʭʫ, 
ʜʦ ʢʦʣʘ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʥʘʣʝʞʘʣʦ ʜʦʩʠʪʴ ʚʝʣʠʢʝ ʯʠʩʣʦ 
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ʽʥʪʝʣʝʢʪʫʘʣʽʚ ʨʽʟʥʦʛʦ ˇʘʪʫʥʢʫ ʽ ʤʘʩʰʪʘʙʫ. ʊʦʤʫ ʦʙʤʝʞʠ-
ʤʦʩʴ ʥʘʡʚʽʜʦʤʽʰʠʤʠ ʽʤʝʥʘʤʠ ʪʠʭ, ʭʪʦ ʙʝʟʟʘʩʪʝʨʝʞʥʦ 
ʚʭʦʜʠʪʴ ʜʦ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʩʴʢʦʛʦ ʢʘʥʦʥʫ. ʎʝ ɹʨʦʥʩʦʥ 
ʆʣʢʦʪʪ, ʆʨʝʩʪ ɹʨʘʫʥʩʦʥ (Orestes Brownson), ɽʣʣʝʨʽ ʏʝʥʥʽʥʛ 
(Ellery Channing), ɼʞʝʡʤʩ ʌ.ʂʣʘʨʢ, ʈʘʣʴʬ ɺ.ɽʤʝʨʩʦʥ 
(R.W.Emerson), ʄʘʨʛʘʨʝʪ ʌʫʣʣʝʨ (Margaret Fuller), ɼʞʦʥ 
ʌ.ɼʚʘʡʪ (John F.Dwight), ʊʝʦʜʦʨ ʇʘʨʢʝʨ (Theodore Parker), 
ɽʣʽʟʘʙʝʪ ʇʽʙʦʜʽ (Elizabeth Peabody), ɼʞʦʨʜʞ ʪʘ ʉʦʬʽʷ ʈʽʧʣʽ 
(George and Sophia Ripley), ɻʝʥʨʽ ʊʦʨʦ (Henry Thoreau) ʽ 
ɼʞʦʫʥʩ ɺʝʨʽ. ɺʧʣʠʚʽʚ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ ʟʘʟʥʘʣʠ ɼʞʝʡʤʩ 
ʈ. ʃʦʚʝʣʣ (James Russell Lowell) ʽ ɺ.ɺʽʪʤʝʥ (Walt Whitman), 
ʅ.ɻʦʪʦʨʥ ʽ ʫʯʘʩʥʠʢʠ ʢʦʤʫʥ ʫ ɹʨʫʢ-ʌʘʨʤ (Brook Farm) ʪʘ 
ʌʨʫʪʣʝʥʜʩ (Fruitlands), ʙʽʣʴʰʝ ʪʦʛʦ, ʥʘʚʽʪʴ ʪʘʢʘ ʧʦʟʽʨʥʦ 
ʜʘʣʝʢʘ ʚʽʜ ʨʝʘʣʽʡ ʞʠʪʪʷ ʧʦʝʪʢʘ, ʷʢ ɽʤʽʣʽ ɼʽʢʽʥʩʦʥ (Emily 
Dickinson). 

ʆʩʢʽʣʴʢʠ ʮʷ ʨʦʟʚʽʜʢʘ ʥʝ ʩʪʘʚʠʪʴ ʟʘ ʤʝʪʫ ʜʦʢʣʘʜʥʝ 
ʚʠʩʚʽʪʣʝʥʥʷ ʽʩʪʦʨʽʾ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ, ʘ ʧʨʝʪʝʥʜʫʻ ʥʘ 
ʦʩʤʠʩʣʝʥʥʷ ʣʠʰʝ ʢʽʣʴʢʦʭ ʘʩʧʝʢʪʽʚ, ʱʦ ʩʪʦʩʫʶʪʴʩʷ 
ʧʝʨʝʚʘʞʥʦ ʣʽʪʝʨʘʪʫʨʥʦʾ ʜʽʷʣʴʥʦʩʪʽ, ʪʦ ʫʚʘʛʘ ʙʽʣʴʰʦʶ ʤʽʨʦʶ 
ʙʫʜʝ ʟʦʩʝʨʝʜʞʝʥʘ ʥʘ ʧʦʩʪʘʪʷʭ, ʯʠʷ ʣʽʪʝʨʘʪʫʨʥʘ ʪʚʦʨʯʽʩʪʴ 
ʟʥʘʡʰʣʘ ʚʠʟʥʘʥʥʷ ʟʘ ʤʝʞʘʤʠ ʊʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʩʴʢʦʛʦ 
ʂʣʫʙʫ. ʇʦʧʨʠ ʽʩʥʫʶʯʫ ʚ ʘʤʝʨʠʢʘʥʦʟʥʘʚʩʪʚʽ ʪʨʘʜʠʮʽʶ 
ʪʨʘʢʪʫʚʘʪʠ ʣʽʪʝʨʘʪʫʨʫ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʫ ʧʝʨʝʚʘʞʥʦ 
ʨʝʣʽʛʽʡʥʦʤʫ ʚʠʤʽʨʽ, ʙʽʣʴʰʝ ʪʦʛʦ, ʷʢ ʮʽʣʢʦʚʠʪʦ ʨʝʣʽʛʽʡʥʠʡ 
ʬʝʥʦʤʝʥ, ʱʦ ʩʪʘʚ ʦʜʥʠʤ ʽʟ ʥʘʩʣʽʜʢʽʚ Ăʜʨʫʛʦʛʦ ʨʝʣʽʛʽʡʥʦʛʦ 
ʧʨʦʙʫʜʞʝʥʥʷò, ʘʙʦ ʷʢ ʚʠʷʚ ʨʝʬʦʨʤʘʪʦʨʩʴʢʠʭ ʧʦʰʫʢʽʚ 
ʢʦʥʛʨʝʛʘʮʽʦʥʘʣʽʟʤʫ

26
, ʯʠ ʷʢ ʩʫʪʦ ʣʽʥʛʚʽʩʪʠʯʥʽ ʚʧʨʘʚʠ ʫ 

ʚʠʧʨʘʮʶʚʘʥʥʽ ʤʦʚʠ ʅʦʚʦʛʦ ʉʚʽʪʫ
27
, ʙʝʟʩʫʤʥʽʚʥʠʤ, ʟ ʪʦʯʢʠ 

ʟʦʨʫ ʩʴʦʛʦʜʝʥʥʷ, ʻ ʧʦʪʫʞʥʠʡ ʽ ʚʠʨʘʟʥʠʡ ʚʧʣʠʚ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ ʷʢ ʥʘ ʩʦʮʽʘʣʴʥʫ ʪʘ ʽʥʪʝʣʝʢʪʫʘʣʴʥʫ 
ʽʩʪʦʨʽʶ ʢʨʘʾʥʠ, ʪʘʢ ʽ ʥʘ ʬʦʨʤʫʚʘʥʥʷ ʮʽʣʢʦʤ ʧʝʚʥʠʭ 
ʝʩʪʝʪʠʯʥʠʭ ʩʪʘʥʜʘʨʪʽʚ. ʇʨʠʢʤʝʪʥʦʶ ʽ ʩʧʨʘʚʝʜʣʠʚʦʶ ʻ 
ʟʘʫʚʘʛʘ ʇ.ʄʽʣʣʝʨʘ: Ăʊʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤ ʥʝ ʙʫʚ, ʷʢ ʟʚʠʢʣʠ 
ʚʚʘʞʘʪʠ, ʩʫʪʦ ʣʽʪʝʨʘʪʫʨʥʠʤ ʷʚʠʱʝʤ, ʘʣʝ ʧʦʝʟʽʷ ʚ ʥʴʦʤʫ 
                                                           
26 Thomas, p.134-142. 
27 Kramer, p.42. 
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ʙʫʣʘ ʥʘ ʜʨʫʛʦʤʫ ʤʽʩʮʽ ʧʽʩʣʷ ʨʝʣʽʛʽʾò
28
. ʊʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ, 

ʧʝʨʝʡʤʘʶʯʠʩʴ ʚʠʨʽʰʝʥʥʷʤ ʨʝʣʽʛʽʡʥʠʭ ʧʨʦʙʣʝʤ, ʨʘʟʦʤ ʽʟ 
ʪʠʤ ʥʝ ʟʘʙʫʚʘʣʠ ʧʨʦ ʧʫʙʣʽʢʫ, Ăʜʦ ʫʷʚʠ ʷʢʦʾ ʘʧʝʣʶʚʘʣʠ ʪʘʢ 
ʩʘʤʦ ʥʘʩʪʽʡʣʠʚʦ, ʷʢ ʽ ʜʦ ʾʾ ʨʦʟʫʤʫò

29
. ɼʫʤʘʻʪʴʩʷ, ʱʦ ʧʦʧʨʠ 

ʫʥʽʢʘʣʴʥʠʡ ʽ ʦʨʠʛʽʥʘʣʴʥʠʡ ʭʘʨʘʢʪʝʨ ʢʦʞʥʦʛʦ ʪʚʦʨʫ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ, ʯʠ ʪʦ ʻ Ăɺʦʣʜʝʥò ʊʦʨʦ, ʯʠ ʝʢʩʪʘʪʠʯʥʘ 
ʧʦʝʟʽʷ ɼʞ.ɺʝʨʽ, ʧʨʦʬʝʪʠʯʥʠʡ ʨʦʤʘʥʪʠʯʥʠʡ ʽʤʧʫʣʴʩ, 
ʽʥʪʝʥʩʠʬʽʢʦʚʘʥʠʡ ʪʨʘʜʠʮʽʡʥʦʶ ʜʣʷ ʅʦʚʦʛʦ ʉʚʽʪʫ 
ʨʝʣʽʛʽʡʥʦʶ ʧʨʘʢʪʠʢʦʶ, ʩʪʘʚ ʛʦʣʦʚʥʠʤ ʬʘʢʪʦʨʦʤ ʞʘʥʨʦʚʠʭ 
ʜʝʚʽʘʮʽʡ. ɺʩʫʧʝʨʝʯ ʝʥʝʨʛʽʡʥʠʤ ʪʚʝʨʜʞʝʥʥʷʤ ʪʨʘʥʩʮʝʥʜʝʥ-
ʪʘʣʽʩʪʽʚ, ʱʦ ʤʽʞ ʥʠʤʠ Ăʥʝʤʘʻ ʜʚʦʭ ʧʦʜʽʙʥʠʭ ʤʠʩʣʠʪʝʣʽʚò 
(ɼʞ.ʂʣʘʨʢ), ʛʘʜʘʶ, ʱʦ ʩʘʤʝ ʚ ʝʩʪʝʪʠʯʥʽʡ ʧʣʦʱʠʥʽ ʻ 
ʤʦʞʣʠʚʠʤ ʚʠʜʽʣʝʥʥʷ ʧʝʚʥʠʭ ʥʘʡʙʽʣʴʰ ʟʘʛʘʣʴʥʠʭ ʩʧʽʣʴʥʠʭ 
ʨʠʩ, ʜʦ ʷʢʠʭ ʥʘʣʝʞʘʪʴ ʙʽʙʣʝʾʟʦʚʘʥʘ ʨʠʪʦʨʠʢʘ, ʩʠʤʚʦʣʽʯʥʽʩʪʴ 
ʽ ʘʣʝʛʦʨʠʟʤ, ʨʦʟʢʽʰʥʘ ʦʙʨʘʟʥʽʩʪʴ ʽ ʤʝʪʘʬʦʨʠʯʥʽʩʪʴ, ʪʷʞʽʥʥʷ 
ʜʦ ʘʬʦʨʠʩʪʠʯʥʦʩʪʽ ʽ ʜʠʜʘʢʪʠʟʤʫ. ʎʝ ʻ ʮʽʣʢʦʤ ʟʨʦʟʫʤʽʣʠʤ, 
ʷʢʱʦ ʟʛʘʜʘʪʠ ʚʞʝ ʟʘʟʥʘʯʝʥʫ ʛʝʥʝʟʫ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ ʥʘ 
ʧʝʨʝʪʠʥʽ ʨʝʣʽʛʽʡʥʠʭ (ʫʥʽʪʘʨʽʘʥʩʪʚʦ), ʢʫʣʴʪʫʨʥʠʭ (ʻʚʨʦʧʝʡ-
ʩʴʢʠʡ ʨʦʤʘʥʪʠʟʤ) ʽ ʬʽʣʦʩʦʬʩʴʢʠʭ (ʧʦʩʪʢʘʥʪʽʘʥʩʪʚʦ) 
ʪʝʥʜʝʥʮʽʡ. ʊʦʞ ʥʘʩʪʫʧʥʠʤ ʟʘʚʜʘʥʥʷʤ ʮʴʦʛʦ ʰʢʽʮʫ ʻ 
ʘʤʙʽʪʥʘ ʩʧʨʦʙʘ ʨʦʟʛʣʷʥʫʪʠ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤ ʷʢ ʦʨʛʘʥʽʯ-
ʥʠʡ ʩʠʤʙʽʦʟ ʮʠʭ ʪʨʴʦʭ ʪʝʥʜʝʥʮʽʡ, ʟʘʢʮʝʥʪʫʚʘʚʰʠ ʫʚʘʛʫ ʥʘ 
ʟʘʩʘʜʥʠʯʦʤʫ ʧʫʨʠʪʘʥʩʴʢʦ-ʫʥʽʪʘʨʽʘʥʩʴʢʦʤʫ ʢʦʤʧʦʥʝʥʪʽ. ʎʝ 
ʥʘʡʙʽʣʴʰ ʧʦʤʽʪʥʦ ʫ ʧʨʘʛʥʝʥʥʷʭ ʜʦ ʧʨʦʬʝʪʠʯʥʦʩʪʽ, ʫ 
ʥʘʤʘʛʘʥʥʷʭ ʨʝʢʦʥʩʪʨʫʶʚʘʪʠ ʩʚʽʪ ʜʦʚʢʦʣʘ ʩʝʙʝ ʽ, ʛʦʣʦʚʥʝ, ʫ 
ʥʘʩʪʽʡʣʠʚʦʤʫ ʬʦʨʤʫʚʘʥʥʽ ʚʣʘʩʥʦʾ ʽʥʜʠʚʽʜʫʘʣʴʥʦʩʪʽ (ʟʘ 
ʩʣʦʚʘʤʠ ɽʤʝʨʩʦʥʘ, Ăʨʦʟʚʠʚʘʪʠ ʦʩʦʙʠʩʪʽʩʪʴ ʟʘʜʣʷ ʥʘʣʝʞʥʦʛʦ 
ʩʣʫʞʽʥʥʷ ʛʨʦʤʘʜʽ ʽ ɺʩʝʚʠʰʥʴʦʤʫò), ʤʘʥʽʬʝʩʪʦʚʘʥʠʭ ʫ 
ʧʽʜʢʨʝʩʣʝʥʦ ʦʩʦʙʠʩʪʽʩʥʠʭ ʣʽʨʠʯʥʠʭ ʣʘʤʝʥʪʘʮʽʷʭ ʚʽʜ ʧʝʨʰʦʾ 
ʦʩʦʙʠ. ʉʬʦʨʤʦʚʘʥʽ ʽ ʟʘʢʨʽʧʣʝʥʽ ʣʽʪʝʨʘʪʫʨʦʶ ʪʨʘʥʩʮʝʥ-
ʜʝʥʪʘʣʽʟʤʫ, ʮʽ ʨʠʩʠ ʥʘ ʩʪʦʣʽʪʪʷ ʩʪʘʥʫʪʴ ʨʦʜʦʚʠʤʠ ʦʟʥʘʢʘʤʠ 
ʘʤʝʨʠʢʘʥʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ. 

 

                                                           
28 The Transcendentalists, p.9. 
29 Buell L. Literary Transcendentalism. Style and Vision in the American 

Renaissance. - Ithaca: Cornell UP, 1973.- P. 13. 
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1.2. Трансцендентне підґрунтя національної літератури: 
доктрина і практика 

 

ʆʜʥʠʤ ʽʟ ʟʘʛʘʣʴʥʠʭ ʤʽʩʮʴ ʘʤʝʨʠʢʘʥʦʟʥʘʚʩʪʚʘ ʻ ʚʽʜʣʽʢ 
ʝʧʦʭʠ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ ʟ 1832 ʨʦʢʫ, ʢʦʣʠ ʈ.ɺ.ɽʤʝʨʩʦʥ 
ʚʽʜʤʦʚʠʚʩʷ ʚʽʜ ʧʦʩʘʜʠ ʧʨʦʧʦʚʽʜʥʠʢʘ. ɹʽʣʴʰʽʩʪʴ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʪʘʢ ʩʘʤʦ, ʷʢ ɽʤʝʨʩʦʥ, ʘʙʦ ʙʫʣʠ 
ʧʨʦʧʦʚʽʜʥʠʢʘʤʠ, ʘʙʦ ʦʪʨʠʤʘʣʠ ʜʫʭʦʚʥʫ ʦʩʚʽʪʫ. ɸʣʝ ʥʘʚʽʪʴ 
ʥʝʦʮʝʨʢʦʚʣʝʥʽ ʌʫʣʣʝʨ, ʊʦʨʦ ʽ ɽʣʢʦʪʪ ʙʫʣʠ ʥʦʩʽʷʤʠ 
ʧʦʪʫʞʥʠʭ ʨʝʣʽʛʽʡʥʠʭ ʧʨʠʩʪʨʘʩʪʝʡ. ʅʘʡʚʽʜʦʤʽʰʠʡ ʯʘʩʦʧʠʩ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʤʘʚ ʭʘʨʘʢʪʝʨʥʫ ʥʘʟʚʫ Ăɾʫʨʥʘʣ ʜʣʷ 
ʣʽʪʝʨʘʪʫʨʠ, ʬʽʣʦʩʦʬʽʾ ʽ ʨʝʣʽʛʽʾò (ñA Magazine for Literature, 
Philosophy, and Religionò). ʈʦʟʫʤʽʥʥʷ ʪʽʩʥʦʛʦ ʟʚôʷʟʢʫ ʤʽʞ 
ʨʝʣʽʛʽʻʶ ʽ ʤʠʩʪʝʮʪʚʦʤ, ʘ ʤʠʩʪʝʮʪʚʘ ï ʷʢ ʧʦʭʽʜʥʦʛʦ 
ʨʝʣʽʛʽʡʥʦʛʦ ʧʝʨʝʞʠʚʘʥʥʷ ʽ ʨʝʣʽʛʽʡʥʦʛʦ ʧʦʯʫʪʪʷ, ʱʦ ʟʘ 
ʩʘʤʦʶ ʩʚʦʻʶ ʧʨʠʨʦʜʦʶ ʧʦʪʨʝʙʫʚʘʣʦ ʦʙʨʘʟʥʦʛʦ ʤʠʩʣʝʥʥʷ, 
ʙʫʣʦ ʩʧʽʣʴʥʦʶ ʟʘʩʘʜʥʠʯʦʶ ʪʝʟʦʶ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ. ʍʦʯ, 
ʷʢ ʫʞʝ ʟʛʘʜʫʚʘʣʦʩʴ, ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤ ʚʠʪʦʢʘʤʠ ʩʚʦʾʤʠ 
ʧʦʚôʷʟʘʥʠʡ ʟ ʫʥʽʪʘʨʽʘʥʩʪʚʦʤ, ʘ ʦʪʞʝ, ʟʘʨʦʜʞʫʚʘʚʩʷ ʷʢ 
ʨʝʣʽʛʽʡʥʠʡ ʨʫʭ, ʟʘ ʩʣʫʰʥʦʶ ʟʘʫʚʘʛʦʶ ʃ.ɹʫʝʣʣʘ, Ăʚʽʥ ʙʫʚ ʥʝ 
ʤʝʥʰʦʶ ʤʽʨʦʶ ʧʦʝʪʠʯʥʠʤ ʽ ʦʨʛʘʥʽʯʥʦ ʚʠʢʣʘʜʘʚ ʩʚʦʾ ʜʫʤʢʠ 
ʫ ʧʽʩʥʷʭò

30
. 

ɺʽʜ ʧʦʯʘʪʢʽʚ ʬʦʨʤʫʚʘʥʥʷ ʅʦʚʦʛʦ ʉʚʽʪʫ ʧʫʨʠʪʘʥʩʴʢʽ 
ʧʨʦʧʦʚʽʜʥʠʢʠ ʪʨʘʜʠʮʽʡʥʦ ʚʽʜʽʛʨʘʚʘʣʠ ʚ ʩʦʮʽʫʤʽ ʨʦʣʴ ʥʝ 
ʪʽʣʴʢʠ ʜʫʭʦʚʥʠʭ, ʘʣʝ ʽ ʢʫʣʴʪʫʨʥʠʭ ʥʘʩʪʘʚʥʠʢʽʚ ʧʘʩʪʚʠ, 
ʢʦʥʪʨʦʣʶʶʯʠ ʬʦʨʤʫʚʘʥʥʷ ʥʘʣʝʞʥʠʭ ʝʪʠʯʥʠʭ ʧʨʽʦʨʠʪʝʪʽʚ ʽ 
ʝʩʪʝʪʠʯʥʠʭ ʩʤʘʢʽʚ. ɿʛʽʜʥʦ ʢʘʣʴʚʽʥʽʩʪʩʴʢʦʾ ʜʦʢʪʨʠʥʠ, ʮʝ 
ʞʦʜʥʠʤ ʯʠʥʦʤ ʥʝ ʚʧʣʠʚʘʣʦ ʥʘ ʯʠʩʣʦ ʦʙʨʘʥʠʭ ɻʦʩʧʦʜʦʤ ʜʣʷ 
ʩʧʘʩʽʥʥʷ, ʘʣʝ ʤʦʛʣʦ ʩʪʘʪʠ ʚʠʨʽʰʘʣʴʥʠʤ ʫ ʜʦʣʽ ʩʧʽʣʴʥʦʪʠ, 
ʧʨʠʥʘʣʝʞʥʽʩʪʴ ʜʦ ʷʢʦʾ ʛʘʨʘʥʪʫʚʘʣʘ ʧʝʚʥʫ ʩʦʮʽʘʣʴʥʫ ʽ 
ʜʫʭʦʚʥʫ ʟʘʭʠʱʝʥʽʩʪʴ. ɺʠʩʣʦʚʣʝʥʘ ʫʥʽʪʘʨʽʷʤʠ, ʘ ʧʦʪʽʤ 
ʨʦʟʚʠʥʝʥʘ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʘʤʠ ʜʫʤʢʘ ʧʨʦ ʤʦʞʣʠʚʽʩʪʴ 
ʚʠʧʨʘʚʣʝʥʥʷ ʽ ʚʜʦʩʢʦʥʘʣʝʥʥʷ ʣʶʜʩʴʢʦʾ ʧʨʠʨʦʜʠ, ʟ ʦʜʥʦʛʦ 
ʙʦʢʫ, ʩʪʘʣʘ ʩʚʽʜʯʝʥʥʷʤ ʨʘʜʠʢʘʣʴʥʦʾ ʨʝʚʽʟʽʾ ʩʪʘʨʦʾ 
ʜʦʛʤʘʪʠʢʠ, ʘ ʟ ʽʥʰʦʛʦ, ʤʘʣʘ ʥʘʩʣʽʜʢʦʤ ʟʤʽʥʫ ʨʦʟʫʤʽʥʥʷ 
                                                           
30 Ibid., p. 22. 
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ʧʨʠʨʦʜʠ ʤʠʩʪʝʮʪʚʘ ʽ ʡʦʛʦ ʬʫʥʢʮʽʡ. ʋʥʽʪʘʨʽʾ ʙʘʯʠʣʠ ʢʽʥʮʝʚʫ 
ʤʝʪʫ ʩʚʦʻʾ ʨʝʣʽʛʽʾ ʫ ʝʬʝʢʪʠʚʥʦʤʫ ʧʦʰʫʢʫ ʰʣʷʭʽʚ 
ʫʜʦʩʢʦʥʘʣʝʥʥʷ ʤʦʨʘʣʴʥʠʭ ʷʢʦʩʪʝʡ ʣʶʜʩʪʚʘ ʽ ʪʦʤʫ ʚʩʽʣʷʢʦ 
ʥʘʤʘʛʘʣʠʩʴ ʫʥʠʢʥʫʪʠ ʩʫʚʦʨʦʛʦ ʨʦʟʤʝʞʫʚʘʥʥʷ ʤʽʞ 
Ăʩʘʢʨʘʣʴʥʠʤò ʽ Ăʩʝʢʫʣʷʨʥʠʤò. ʎʝ ʫʤʦʞʣʠʚʠʣʦ ʙʘʯʝʥʥʷ 
ʤʠʩʪʝʮʪʚʘ ʷʢ ʦʜʥʦʛʦ ʽʟ ʜʽʻʚʠʭ ʜʦʧʦʤʽʞʥʠʭ ʟʘʩʦʙʽʚ ʚʧʣʠʚʫ 
ʥʘ ʧʘʩʪʚʫ, ʷʢ ʬʦʨʤʫ ʩʚʦʻʨʽʜʥʦʛʦ ʧʨʦʧʦʚʽʜʥʠʮʪʚʘ, ʘ ʥʝ 
ʧʦʨʦʜʞʝʥʥʷ ʟʣʘ, ʷʢʠʤ ʡʦʛʦ ʧʨʦʛʦʣʦʩʠʣʠ ʢʘʣʴʚʽʥʽʩʪʠ. 
ʂʘʪʝʛʦʨʽʾ Ăʽʩʪʠʥʠò ʽ Ăʢʨʘʩʠò ʚ ʽʜʝʦʣʦʛʽʾ ʫʥʽʪʘʨʽʾʚ ʤʠʩʣʠʣʠʩʴ 
ʷʢ ʛʦʤʦʛʝʥʥʽ ʽ ʩʠʥʦʥʽʤʽʯʥʦ ʚʟʘʻʤʦʟʘʤʽʥʥʽ. ʊʘʢ, ɺ.ɽ.ʏʝʥʥʽʥʛ 
ʧʠʩʘʚ: Ăʅʝʤʘʻ ʪʘʢʦʛʦ ʧʦʥʷʪʪʷ, ʷʢ ʛʦʣʘ ʽʩʪʠʥʘ, ʧʨʠʥʘʡʤʥʽ, 
ʷʢʱʦ ʡʜʝʪʴʩʷ ʧʨʦ ʤʦʨʘʣʴʥʽ ʨʝʯʽ. ʊʘʢʘ ʽʩʪʠʥʘ ʤʘʻ ʷʚʣʷʪʠʩʷ 
ʥʘʤ ʪʝʧʣʦʶ ʽ ʞʠʚʦʶ, ʟ ʫʩʽʤʘ ʚʨʘʞʝʥʥʷʤʠ ʽ ʩʠʤʧʘʪʽʷʤʠ, ʷʢʽ 
ʚʦʥʘ ʚʠʢʣʠʢʘʣʘ ʚ ʜʫʰʽ, ʱʦ ʾʾ ʧʦʨʦʜʠʣʘò

31
. ʅʘʚʽʪʴ ʥʘʙʘʛʘʪʦ 

ʢʦʥʩʝʨʚʘʪʠʚʥʽʰʠʡ ʟʘ ʏʝʥʥʽʥʛʘ ʫ ʧʠʪʘʥʥʷʭ ʨʝʣʽʛʽʾ ɺ.ʇʽʙʦʜʽ 
(W.B.Peabody) ʚʚʘʞʘʚ Ăʧʦʝʟʽʶ ʥʝ ʜʫʞʝ ʚʽʜʜʘʣʝʥʦʶ ʚʽʜ 
ʨʝʣʽʛʽʾ, ʦʩʢʽʣʴʢʠ ʾʡ ʪʝʞ ʚʣʘʩʪʠʚʘ ʪʝʥʜʝʥʮʽʷ ʧʽʜʥʦʩʠʪʠ ʜʫʤʢʠ 
ʽ ʧʦʯʫʪʪʷ ʥʘʜ ʨʽʚʥʝʤ ʙʫʜʝʥʥʦʛʦ ʞʠʪʪʷò

32
. ʊʦʤʫ 

ʟʘʢʦʥʦʤʽʨʥʠʤ ʚʠʛʣʷʜʘʻ ʚʠʩʥʦʚʦʢ, ʜʦ ʷʢʦʛʦ, ʧʨʦʜʦʚʞʫʶʯʠ 
ʜʫʤʢʫ ʫʥʽʪʘʨʽʾʚ, ʧʨʠʡʰʣʠ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ: ʤʠʩʪʝʮʪʚʦ, ʽ, 
ʟʦʩʽʙʥʘ, ʤʠʩʪʝʮʪʚʦ ʩʣʦʚʘ, ʧʦʪʝʥʮʽʡʥʦ ʻ ʪʘʢʦʶ ʞ ʤʽʨʦʶ 
ʜʫʭʦʚʥʠʤ ʽ ʥʘʜʠʭʘʶʯʠʤ, ʷʢʠʤ ʻ ʩʘʢʨʘʣʴʥʝ ʙʽʙʣʝʡʩʴʢʝ 
ʩʣʦʚʦ. ʆʢʨʽʤ ʚʟʘʛʘʣʽ ʚʣʘʩʪʠʚʦʛʦ ʨʦʤʘʥʪʠʯʥʠʤ ʧʦʝʪʠʢʘʤ 
ʪʨʘʢʪʫʚʘʥʥʷ ʩʣʦʚʘ ʷʢ ʝʤʘʥʘʮʽʾ ʧʨʦʨʦʯʦʾ ʩʫʪʥʦʩʪʽ ʛʝʥʽʷ-
ʭʫʜʦʞʥʠʢʘ, ʘʤʝʨʠʢʘʥʩʴʢʠʡ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤ ʤʘʚ ʱʝ ʩʚʦʾ, 
ʚʣʘʩʥʽ ʨʝʟʦʥʠ ʜʣʷ ʧʨʦʛʦʣʦʰʝʥʥʷ ʧʦʜʽʙʥʠʭ ʦʜʢʨʦʚʝʥʴ. 

ɺ ʦʯʘʭ ʧʫʨʠʪʘʥ ʽ ʾʭ ʥʘʱʘʜʢʽʚ ɹʽʙʣʽʷ, ʥʘ ʟʘʛʘʣ, ʽ 
ʍʨʠʩʪʦʩ, ʟʦʢʨʝʤʘ, ʙʫʣʠ ʥʘʡʜʦʩʢʦʥʘʣʽʰʠʤ ʚʪʽʣʝʥʥʷʤ 
ʥʘʪʭʥʝʥʥʷ ʙʦʞʝʩʪʚʝʥʥʦʛʦ ʊʚʦʨʮʷ. ɸʣʝ ʧʨʠ ʮʴʦʤʫ ʚʦʥʠ 
ʚʚʘʞʘʣʠ, ʱʦ ʡ ʽʥʰʽ ʣʶʜʠ ʚʽʜʢʨʠʪʽ ʜʣʷ ʙʦʞʝʩʪʚʝʥʥʦʛʦ 
ʥʘʪʭʥʝʥʥʷ, ʭʘʡ ʤʝʥʰʦʶ ʤʽʨʦʶ, ʥʝ ʪʘʢ ʘʙʩʦʣʶʪʥʦ ʽ 
ʜʦʩʢʦʥʘʣʦ, ʷʢ ɯʩʫʩ, ʘʣʝ ʤʦʞʣʠʚʽʩʪʴ ʧʨʠʣʫʯʠʪʠʩʷ ʜʦ 
ʩʘʢʨʘʣʴʥʦʛʦ ʜʞʝʨʝʣʘ ʥʘʜʘʻʪʴʩʷ ʢʦʞʥʦʤʫ ʚʽʜ ʥʘʨʦʜʞʝʥʥʷ. 
ʄʦʞʣʠʚʦ, ʮʷ ʧʨʝʩʫʧʦʟʠʮʽʷ ʧʨʦʷʩʥʶʻ ʥʘʩʪʫʧʥʽ ʩʣʦʚʘ 
                                                           
31 The Transcendentalists, p.124. 
32 ʎʠʪ. ʟʘ: Kramer, p.86. 
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ɽʤʝʨʩʦʥʘ: Ăʱʦ ʟʘʚʘʜʠʪʴ ʥʘʤ ʫʥʽʚʝʨʩʘʣʽʟʫʚʘʪʠ ʜʽʷʥʥʷ ɹʦʛʘ ʽ 
ʂ., ʱʦʙʠ ʧʦʚʽʨʠʪʠ, ʱʦ ʜʽʾ ʉʚʷʪʦʛʦ ɼʫʭʘ ʫ ʚʠʧʘʜʢʫ ʧʨʦʨʦʢʘ 
ɯʩʘʡʾ ʙʫʣʠ ʪʦʛʦ ʩʘʤʦʛʦ ʰʪʠʙʫ, ʱʦ ʽ ʫ ʚʠʧʘʜʢʫ ʧʦʝʪʘ 
ʄʽʣʴʪʦʥʘ?ò

33
. ʊʦʞ, ʷʢʱʦ ʥʘʪʭʥʝʥʥʷ ʯʠ ʜʦʣʫʯʝʥʥʷ ʜʦ 

ʙʦʞʝʩʪʚʝʥʥʦʛʦ ʜʞʝʨʝʣʘ ʜʦʩʪʫʧʥʝ ʜʣʷ ʚʩʽʭ, ʪʦʜʽ ʣʽʪʝʨʘʪʫʨʥʘ 
ʪʚʦʨʯʽʩʪʴ ʩʪʘʻ ʥʝ ʪʽʣʴʢʠ ʨʦʟʚʘʛʦʶ ʯʠ ʤʦʞʣʠʚʠʤ ʢʦʨʠʩʥʠʤ 
ʟʘʥʷʪʪʷʤ, ʘ ʱʦʥʘʡʤʝʥʰʝ ʩʘʢʨʘʣʴʥʠʤ ʘʢʪʦʤ. Ăʊʚʦʨʝʥʥʷ, ï 
ʧʠʩʘʚ ɽʤʝʨʩʦʥ, ï ʮʝ ʜʦʢʘʟ ʧʨʠʩʫʪʥʦʩʪʽ ʙʦʞʝʩʪʚʝʥʥʦʛʦ 
ʥʘʯʘʣʘ. ʍʪʦ ʙ ʥʝ ʪʚʦʨʠʚ, ʚʞʝ ʻ ɹʦʛʦʤ, ʽ ʷʢʠʤʠ ʙ ʪʘʣʘʥʪʠ ʥʝ 
ʙʫʣʠ, ʷʢʱʦ ʣʶʜʠʥʘ ʥʝ ʪʚʦʨʠʪʴ, ʯʠʩʪʠʡ ʧʦʪʽʢ ɹʦʞʝʩʪʚʘ ʪʝʯʝ 
ʧʦʚʟ ʥʝʾò

34
. ʋ ʭʫʜʦʞʥʴʦʤʫ ʚʠʤʽʨʽ ʮʝ ʪʚʝʨʜʞʝʥʥʷ ʤʦʞʥʘ 

ʪʨʘʢʪʫʚʘʪʠ ʷʢ ʦʜʠʥ ʽʟ ʦʨʠʛʽʥʘʣʴʥʠʭ ʚʘʨʽʘʥʪʽʚ ʨʦʤʘʥʪʠʯʥʦʾ 
ʝʢʩʧʨʝʩʠʚʥʦʩʪʽ, ʭʦʯ ʪʝʦʣʦʛʽʯʥʠʡ ʘʩʧʝʢʪ ʪʠʧʦʣʦʛʽʯʥʦ 
ʙʣʠʟʴʢʠʡ ʜʦ ʪʦʛʦ, ʱʦ ʥʽʤʝʮʴʢʽ ʨʦʤʘʥʪʠʢʠ ʥʘʟʠʚʘʣʠ 
ʨʦʤʘʥʪʠʯʥʦʶ ʨʝʣʽʛʽʻʶ. ʇʦʝʪ, ʫ ʮʴʦʤʫ ʨʘʟʽ, ʧʨʠʙʠʨʘʻ ʨʦʣʴ 
ʥʘʪʭʥʝʥʥʦʛʦ ʥʘʧʽʚʙʦʛʘ, ʷʢʠʡ ʪʚʦʨʯʽʩʪʶ ʜʦʣʫʯʘʻʪʴʩʷ ʜʦ 
ʊʚʦʨʽʥʥʷ. ɿʘ ʚʝʨʩʽʻʶ ɽʤʝʨʩʦʥʘ, ʍʨʠʩʪʦʩ ʽ ʧʨʦʨʦʢʠ ʙʫʣʠ, ʚ 
ʧʝʨʰʫ ʯʝʨʛʫ, ʧʦʝʪʘʤʠ, ʚʠʩʣʦʚʣʶʚʘʥʥʷ ʷʢʠʭ ʟʙʫʨʶʚʘʣʠ 
ʚʠʩʦʢʽ ʧʦʯʫʪʪʷ ʬʦʨʤʫʣʶʚʘʥʥʷʤ ʧʨʦʩʪʠʭ ʽ ʚʽʯʥʠʭ ʽʩʪʠʥ. 

ɺʽʜʦʤʝ ɽʤʝʨʩʦʥʦʚʝ Ăɿʚʝʨʥʝʥʥʷ ʜʦ ʩʪʫʜʝʥʪʽʚ 
ʪʝʦʣʦʛʽʯʥʦʛʦ ʢʦʣʝʜʞʫò (ñDivinity School Addressò, 1838) ʻ 
ʦʜʥʠʤ ʽʟ ʥʘʡʙʽʣʴʰ ʷʩʢʨʘʚʠʭ ʩʚʽʜʯʝʥʴ ʮʠʭ ʧʦʣʦʞʝʥʴ. 
ʉʪʨʠʞʥʝʤ ʡʦʛʦ ʜʦʧʦʚʽʜʽ ʻ ʧʦʩʣʽʜʦʚʥʦ ʧʨʦʚʝʜʝʥʘ ʘʥʘʣʦʛʽʷ 
ʤʽʞ ʧʦʝʟʽʻʶ, ʨʝʣʽʛʽʻʶ ʪʘ ʾʾ ʧʨʦʧʦʚʽʜʥʠʢʘʤʠ. ʇʨʦʨʦʢʠ, 
ʚʢʣʶʯʥʦ ʟ ɯʩʫʩʦʤ, ʜʣʷ ɽʤʝʨʩʦʥʘ, ʮʝ Ăʩʚʷʪʽ ʩʧʽʚʮʽò (ñholy 
bardsò), ʚʠʩʣʦʚʣʶʚʘʥʥʷ ʷʢʠʭ Ăʩʚʷʱʝʥʥʽ ʽ ʥʝʟʤʽʥʥʽ, ʱʦ 
ʚʽʜʧʦʚʽʜʘʻ ʾʭ ʯʠʩʪʦʪʽò

35
. ɸʣʝ, ʷʢ ʚʚʘʞʘʻ ɽʤʝʨʩʦʥ, ʾʭ ʩʣʦʚʘ 

ʥʝ ʤʦʞʫʪʴ ʧʨʘʚʠʪʠ ʟʘ ʘʙʩʦʣʶʪ, ʷʢʦʛʦ ʤʘʻ ʜʦʪʨʠʤʫʚʘʪʠʩʴ 
ʣʶʜʩʪʚʦ. ʊʚʝʨʜʞʝʥʥʷ ɯʩʫʩʘ, ʱʦ ʚʽʥ ï ɹʦʛ ʽ ʱʦ ʣʶʜʩʪʚʦ 
ʧʦʙʘʯʠʪʴ ɹʦʛʘ ʫ ʥʴʦʤʫ, ʥʘ ʧʦʛʣʷʜ ɽʤʝʨʩʦʥʘ, ʙʫʣʦ 
ʨʝʟʫʣʴʪʘʪʦʤ Ăʟʘʭʚʘʪʫ ʧʽʜʥʝʩʝʥʠʭ ʝʤʦʮʽʡò. ɸ ʧʽʟʥʽʰʝ ʮʽ ʡʦʛʦ 
ʩʣʦʚʘ, ʷʢ ʽ Ăʚʩʽ ʜʦʢʪʨʠʥʠ ʈʦʟʫʤʫò, ʙʫʣʦ ʟʜʝʬʦʨʤʦʚʘʥʦ 

                                                           
33 The Journals and Miscellaneous Notebooks of Ralph Waldo Emerson. 8 vols. ï 

Cambridge: Harvard UP, 1960-1966. - Vol. III. - P.240. 
34 The Journalsé - Vol.Y. ï P.341. 
35 The Complete Works of Ralph Waldo Emerson. - Vol.1. - P.126. 
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Ăʜʦʢʪʨʠʥʦʶ ʈʦʟʫʤʽʥʥʷò. Ăʈʦʟʫʤʽʥʥʷ ʚʠʭʦʧʠʣʦ ʮʶ 
ʧʽʜʥʝʩʝʥʫ ʧʽʩʥʶ ʟ ʧʦʝʪʦʚʠʭ ʚʫʩʪò ʽ ʧʝʨʝʪʚʦʨʠʣʦ ʥʘ ʜʦʛʤʫ, 
ʱʦ ɯʩʫʩ ʙʫʚ ɹʦʛʦʤ. Ăɯʜʽʦʤʠ ʡʦʛʦ ʤʦʚʠ ʽ ʬʽʛʫʨʠ ʡʦʛʦ 
ʨʠʪʦʨʠʢʠ ʫʟʫʨʧʫʚʘʣʠ ʤʽʩʮʝ ʡʦʛʦ ʧʨʘʚʜʠ; ʽ ʮʝʨʢʚʠ ʟʙʫʜʦʚʘʥʽ 
ʥʝ ʥʘ ʡʦʛʦ ʧʨʠʥʮʠʧʘʭ, ʘʣʝ ʥʘ ʡʦʛʦ ʰʪʫʢʘʨʩʪʚʽ. 
ʍʨʠʩʪʠʷʥʩʪʚʦ ʧʝʨʝʪʚʦʨʠʣʦʩʷ ʥʘ ʄʽʬ, ʷʢ ʮʝ ʩʪʘʣʦʩʷ ʧʝʨʝʜ 
ʪʠʤ ʟ ʧʦʝʪʠʯʥʠʤʠ ʚʯʝʥʥʷʤʠ ɻʨʝʮʽʾ ʽ ɭʛʠʧʪʫò

36
. ʅʘ ʜʫʤʢʫ 

ɽʤʝʨʩʦʥʘ, ɯʩʫʩ ʥʝ ʚʠʩʣʦʚʣʶʚʘʚ ʥʝʧʦʚʘʛʠ ʜʦ ʜʨʝʚʥʽʭ 
ʧʨʦʨʦʢʽʚ; ʚʽʥ ʙʫʚ ʧʨʦʩʪʦ ʯʝʩʥʦʶ ʣʶʜʠʥʦʶ, Ăʚʧʝʚʥʝʥʦʶ ʫ 
ʩʚʦʾʭ ʩʠʣʘʭò (ñhe was self-reliantò)

37
. ʊʦʤʫ, ʟʘʢʣʠʢʘʻ 

ɽʤʝʨʩʦʥ, ʥʝ ʚʘʨʪʦ ʦʙʦʞʥʶʚʘʪʠ ʡʦʛʦ ʦʩʦʙʫ, ʘʣʝ ʪʨʝʙʘ 
ʚʯʠʪʠʩʴ ʫ ʥʴʦʛʦ ʚʧʝʚʥʝʥʦʩʪʽ ʫ ʚʣʘʩʥʠʭ ʩʠʣʘʭ

38
. 

Ăɺʠ ï ʥʦʚʦʥʘʨʦʜʞʝʥʽ ʩʧʽʚʮʽ ʉʚʷʪʦʛʦ ɼʫʭʘò, ï 
ʟʚʝʨʪʘʚʩʷ ɽʤʝʨʩʦʥ ʜʦ ʤʘʡʙʫʪʥʽʭ ʪʝʦʣʦʛʽʚ ʽ ʧʨʦʧʦʚʽʜʥʠʢʽʚ, 
ʟʘʢʣʠʢʘʶʯʠ ʾʭ ʜʦ ʩʤʽʣʠʚʦʛʦ ʚʜʦʩʢʦʥʘʣʝʥʥʷ ʽ ʧʨʦʷʩʥʝʥʥʷ 
ʪʝʢʩʪʫ ʉʚʷʪʦʛʦ ʇʠʩʴʤʘ: Ăɻʝʙʨʝʡʩʴʢʽ ʽ ʛʨʝʮʴʢʽ ʨʫʢʦʧʠʩʠ 
ʤʽʩʪʷʪʴ ʙʝʟʩʤʝʨʪʥʽ ʚʠʩʣʦʚʣʶʚʘʥʥʷ, ʱʦ ʩʪʘʣʠ ʭʣʽʙʦʤ 
ʥʘʩʫʱʥʠʤ ʜʣʷ ʤʽʣʴʡʦʥʽʚ. ɸʣʝ ʾʤ ʙʨʘʢʫʻ ʝʧʽʯʥʦʾ ʮʽʣʽʩʥʦʩʪʽ, 
ʚʦʥʠ ʬʨʘʛʤʝʥʪʘʨʥʽ, ʥʝ ʚʧʦʨʷʜʢʦʚʘʥʽ ʥʘʣʝʞʥʦ ʽʥʪʝʣʝʢ-
ʪʫʘʣʴʥʦ. ʗ ʯʝʢʘʶ ʥʘ ʥʦʚʦʛʦ ɺʯʠʪʝʣʷ, ʷʢʠʡ ʪʘʢ ʟʘʛʣʠʙʠʪʴʩʷ 
ʫ ʮʽ ʦʩʷʡʥʽ ʧʨʠʧʠʩʠ, ʱʦ ʧʦʙʘʯʠʪʴ ʾʭ ʷʢ ʮʽʣʽʩʥʫ ʩʠʩʪʝʤʫ, 
ʧʦʙʘʯʠʪʴ ʾʭ ʜʦʩʢʦʥʘʣʫ ʮʠʢʣʽʯʥʫ ʟʘʚʝʨʰʝʥʽʩʪʴò

39
. 

ɺʠʛʦʣʦʰʝʥʘ ɽʤʝʨʩʦʥʦʤ ʜʦʧʦʚʽʜʴ ʥʝʜʚʦʟʥʘʯʥʦ ʨʦʟʢʨʠʚʘʻ 
ʡʦʛʦ ʩʪʘʚʣʝʥʥʷ ʜʦ ʙʽʙʣʝʡʩʴʢʦʛʦ ʪʝʢʩʪʫ ʩʘʤʝ ʷʢ ʜʦ ʪʝʢʩʪʫ, 
ʥʦʚʠʡ, ʧʦʢʨʘʱʝʥʠʡ ʚʘʨʽʘʥʪ ʷʢʦʛʦ ʤʦʞʝ ʙʫʪʠ ʥʘʧʠʩʘʥʠʡ 
ʙʦʛʦʥʘʪʭʥʝʥʥʠʤʠ ʪʘʣʘʥʦʚʠʪʠʤʠ ʩʫʯʘʩʥʠʢʘʤʠ. 

ɿʘʛʘʣʴʥʦʚʽʜʦʤʘ ʨʝʘʢʮʽʷ ʘʫʜʠʪʦʨʽʾ ʽ ʛʨʦʤʘʜʩʴʢʦʛʦ 
ʟʘʛʘʣʫ ʥʘ ʮʶ ʜʦʧʦʚʽʜʴ ɽʤʝʨʩʦʥʘ: ʚʽʜ ʮʽʣʢʦʚʠʪʦʾ ʥʝʛʘʮʽʾ ʟ 
ʙʦʢʫ ʦʨʪʦʜʦʢʩʽʚ ʽ ʢʣʝʨʠʢʘʣʽʚ ʜʦ ʝʥʪʫʟʽʘʩʪʠʯʥʦʛʦ ʟʘʭʚʘʪʫ 
ʤʦʣʦʜʦʾ ʛʝʥʝʨʘʮʽʾ ʪʝʦʣʦʛʽʚ, ʩʦʨʘʪʥʠʢʽʚ-ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ 
ʽ ʥʘʚʽʪʴ ʧʦʤʽʨʢʦʚʘʥʠʭ ʽʥʪʝʣʝʢʪʫʘʣʽʚ. ʍʘʨʘʢʪʝʨʥʠʤ ʻ 
ʚʠʩʣʦʚʣʶʚʘʥʥʷ ɻ.ɺ.ʃʦʥʛʬʝʣʣʦ, ʷʢʠʡ ʩʘʤ ʥʘʣʝʞʘʚ ʜʦ 

                                                           
36 Ibid., p. 129. 
37 Ibid., p. 129-130. 
38 Ibid., p. 130-132. 
39 Ibid., p.115. 
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ʫʥʽʪʘʨʽʘʥʩʴʢʦʾ ʮʝʨʢʚʠ, ʟ ʧʦʚʘʛʦʶ ʩʪʘʚʠʚʩʷ ʜʦ ʜʫʭʽʚʥʠʮʪʚʘ, ʘ 
ʡʦʛʦ ʙʨʘʪ, ʫʥʽʪʘʨʽʘʥʩʴʢʠʡ ʧʨʦʧʦʚʽʜʥʠʢ, ʟ ʯʘʩʦʤ ʧʨʠʻʜʥʘʚʩʷ 
ʜʦ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ: Ăɿʨʝʰʪʦʶ, ʮʝ ʙʫʚ ʪʽʣʴʢʠ ʩʤʽʣʠʚʠʡ 
ʛʫʤʘʥʽʪʘʨʥʠʡ ʜʠʩʢʫʨʩ, ʫ ʷʢʦʤʫ ʍʨʠʩʪʦʩ ʽ ɻʝʪʝ ʟʛʘʜʫʚʘʣʠʩʴ 
ʷʢ ʚʝʣʠʢʽ ʬʽʣʦʩʦʬʠò

40
. 

ɹʽʣʴʰ-ʤʝʥʰ ʙʣʠʟʴʢʠʤʠ ʜʦ ʨʘʜʠʢʘʣʴʥʠʭ ʽʜʝʡ 
ɽʤʝʨʩʦʥʘ ʙʫʣʠ ʧʦʟʠʮʽʾ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ɽ.ʅʦʨʪʦʥʘ 
(Andrews Norton), ɽ.ʍʝʡʣʘ (Edward E.Hale), ɺ.ɽ.ʏʝʥʥʽʥʛʘ. 
ʅʘʨʠʩ ʦʩʪʘʥʥʴʦʛʦ ʧʨʦ ʄʽʣʴʪʦʥʘ (Milton, 1842) ʩʪʘʚ 
ʽʣʶʩʪʨʘʮʽʻʶ ʜʦ ɽʤʝʨʩʦʥʦʚʦʾ ʪʝʟʠ, ʱʦ Ăʽʥʪʝʣʝʢʪʫʘʣʴʥʽ ʜʘʨʠ 
ɻʦʩʧʦʜʘ ʫ ʧʦʝʪʠʯʥʦʤʫ ʛʝʥʽʻʚʽ ʻ ʥʘʡʙʽʣʴʰ ʪʨʘʥʩʮʝʥ-
ʜʝʥʪʥʠʤʠò ʽ ʩʣʫʛʫʶʪʴ Ăʜʦʩʪʝʤʝʥʥʠʤ ʚʠʷʚʦʤ ʙʦʞʝʩʪʚʝʥʥʦʛʦ 
ʥʘʯʘʣʘò

41
. ʗʢ ʧʠʩʘʚ ɺ.ʏʝʥʥʽʥʛ: Ăɺ ʽʥʪʝʣʝʢʪʫʘʣʴʥʽʡ ʧʨʠʨʦʜʽ, 

ʦʙʣʘʰʪʦʚʘʥʽʡ ʜʣʷ ʧʨʦʛʨʝʩʫ ʽ ʚʠʱʠʭ ʬʦʨʤ ʙʫʪʪʷ, ʤʘʶʪʴ 
ʙʫʪʠ ʢʨʝʘʪʠʚʥʽ ʝʥʝʨʛʽʾ... ɯ ʧʦʝʟʽʷ ʻ ʪʽʻʶ ʬʦʨʤʦʶ, ʚ ʷʢʽʡ ʮʽ 
ʝʥʝʨʛʽʾ ʥʘʡʯʘʩʪʽʰʝ ʦʧʨʠʷʚʣʶʶʪʴʩʷò. ʏʝʨʝʟ ʮʝ, ʭʦʯ ʙʠ 
ʧʦʝʟʽʷ ʙʫʣʘ ʥʝʜʦʣʫʛʦʶ ʚ ʭʫʜʦʞʥʴʦʤʫ ʩʝʥʩʽ, Ăʚʦʥʘ ʩʣʫʛʫʻ 
ʚʠʱʠʤ ʟʘʢʦʥʘʤò ʽ Ăʻ ʤʦʛʫʪʥʽʤ ʟʘʩʦʙʦʤ ʦʙʣʘʛʦʨʦʜʞʝʥʥʷ ʽ 
ʧʽʜʥʝʩʝʥʥʷ ʧʦʯʫʪʪʽʚò

42
.  

ʎʝʡ ʥʘʨʠʩ ʏʝʥʥʽʥʛʘ ʤʘʚ ʰʠʨʦʢʠʡ ʨʦʟʛʦʣʦʩ. ɽʤʝʨʩʦʥ 
ʧʦʙʘʯʠʚ ʫ ʥʴʦʤʫ ʩʚʦʻʨʽʜʥʫ ʚʽʭʫ ʚ ʩʪʘʥʦʚʣʝʥʥʽ 
ʘʤʝʨʠʢʘʥʩʴʢʦʾ ʢʨʠʪʠʢʠ

43
. ɹʨʘʡʘʥʪ ʟʘʣʶʙʢʠ ʮʠʪʫʚʘʚ ʟ ʥʴʦʛʦ 

ʬʨʘʛʤʝʥʪ ʧʨʦ ʚʘʞʣʠʚʽʩʪʴ ʧʦʝʟʽʾ ʜʣʷ ʩʫʩʧʽʣʴʩʪʚʘ ʽ ʟʘʚʝʨʰʠʚ 
ʥʠʤ ʚʣʘʩʥʫ ʣʝʢʮʽʶ Ăʎʽʥʥʽʩʪʴ ʽ ʫʞʠʪʦʢ ʧʦʝʟʽʾò (ñThe Value 
and Uses of Poetryò). ʎʝ ʙʫʚ ʪʦʡ ʜʦʜʘʪʢʦʚʠʡ ʘʨʛʫʤʝʥʪ, ʷʢʠʡ 
ʩʚʽʜʯʠʚ ʧʨʦ ʜʠʩʪʘʥʮʽʶʚʘʥʥʷ ʽʜʝʡ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʚʽʜ 
ʫʥʽʪʘʨʽʘʥʩʪʚʘ. ʊʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ ʧʨʠʥʮʠʧʦʚʦ ʚʽʜʩʪʦʶ-
ʚʘʣʠ ʚʘʞʣʠʚʽʩʪʴ ʤʠʩʪʝʮʪʚʘ ʨʝʣʽʛʽʡʥʦʶ ʧʨʠʨʦʜʦʶ ʡʦʛʦ 
ʧʝʨʰʦʧʦʯʘʪʢʽʚ. ɼʣʷ ɽʤʝʨʩʦʥʘ ʮʝ ʙʫʣʘ ʪʘ ʪʝʟʘ, ʥʘ ʷʢʽʡ 
ʪʨʠʤʘʣʘʩʴ ʚʩʷ ʡʦʛʦ ʪʝʦʨʽʷ ʤʠʩʪʝʮʪʚʘ: ʧʦʝʟʽʷ ʧʦʮʽʥʦʚʫʻʪʴʩʷ 
ʩʚʦʾʤ ʜʫʭʦʚʥʠʤ ʥʘʧʦʚʥʝʥʥʷʤ, ʟʜʘʪʥʽʩʪʶ Ăʧʨʦʙʫʜʞʫʚʘʪʠ 

                                                           
40 ʎʠʪ. ʟʘ: Buell, p.32. 
41 The Transcendentalists, p.162. 
42 Ibid., p.166. 
43 The Complete Works of Ralph Waldo Emerson. - Vol.X. - P.339. 
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ʙʝʟʩʤʝʨʪʥʽ ʧʦʯʫʪʪʷ
44
, ʚ ʪʦʡ ʯʘʩ ʷʢ Ăɹʽʙʣʽʷ ʪʘ ʽʥʰʽ ʩʚʷʪʽ 

ʧʠʩʘʥʥʷ ʻ ʻʜʠʥʠʤʠ ʧʦ-ʩʧʨʘʚʞʥʴʦʤʫ ʦʨʠʛʽʥʘʣʴʥʠʤʠ 
ʢʥʠʛʘʤʠ, ʫ ʧʦʨʽʚʥʷʥʥʽ ʟ ʷʢʠʤʠ ʧʨʦʛʨʘʻ ʽ ʐʝʢʩʧʽʨò

45
. 

ʃʽʪʝʨʘʪʫʨʥʘ ʤʝʪʘ, ʷʢʦʾ ʧʨʘʛʥʫʚ ɽʤʝʨʩʦʥ, ʙʫʣʘ 
ʱʦʥʘʡʤʝʥʰʝ ʧʦʜʚʽʡʥʦʶ: ʚʽʥ ʭʦʪʽʚ ʦʙôʻʜʥʘʪʠ ʚ ʦʜʥʽʡ 
ʪʚʦʨʯʽʡ ʦʩʦʙʠʩʪʦʩʪʽ Ăʧʦʝʪʘò ʽ Ăʧʨʦʧʦʚʽʜʥʠʢʘò, ʘ ʜʫʭʦʚʥʝ 
ʦʜʢʨʦʚʝʥʥʷ ï ʟ ʜʦʩʢʦʥʘʣʽʩʪʶ ʚʝʨʙʘʣʴʥʦʛʦ ʚʪʽʣʝʥʥʷ. ʎʷ 
ʘʤʙʽʚʘʣʝʥʪʥʽʩʪʴ ʚʠʩʚʽʯʫʻ ʦʙʨʘʟ ʧʦʝʪʘ-ʧʨʦʧʦʚʽʜʥʠʢʘ ʟʽ 
Ăɿʚʝʨʪʘʥʥʷ ʜʦ ʩʪʫʜʝʥʪʽʚ...ò ʽ ʧʨʦʭʦʜʠʪʴ ʧʫʥʢʪʠʨʦʤ ʢʨʽʟʴ 
ʚʩʶ ʣʽʪʝʨʘʪʫʨʥʫ ʢʨʠʪʠʢʫ ʤʠʩʣʠʪʝʣʷ. ʗʢ ʽ ʽʜʝʘʣʴʥʠʡ 
ʧʨʦʧʦʚʽʜʥʠʢ, ɽʤʝʨʩʦʥʽʚ Ăʧʦʝʪò ʤʘʻ ʚʠʩʪʫʧʘʪʠ 
Ăʧʨʠʤʠʨʠʪʝʣʝʤò (ñreconcilerò

46
), ʙʝʟʜʦʛʘʥʥʠʤ ʤʝʜʽʘʪʦʨʦʤ 

ʥʘʪʭʥʝʥʥʷ, ʷʚʣʝʥʦʛʦ ʫ ʜʦʩʢʦʥʘʣʦ ʪʚʦʨʝʥʦʤʫ ʩʣʦʚʽ
47
. ʋ 

ɽʤʝʨʩʦʥʦʚʦʤʫ ʝʩʝʾ Ăʇʨʝʜʩʪʘʚʥʠʢʠ ʣʶʜʩʪʚʘò ʐʝʢʩʧʽʨ ʽ 
ʉʚʝʜʝʥʙʦʨʛ ʧʝʨʩʦʥʽʬʽʢʫʶʪʴ ʮʽ ʧʦʣʶʩʠ ʘʤʙʽʚʘʣʝʥʪʥʦʩʪʽ. 
Ăɼʣʷ ʚʠʢʦʥʘʚʩʴʢʠʭ ʷʢʦʩʪʝʡ, ʜʣʷ ʪʚʦʨʯʦʩʪʽ ʐʝʢʩʧʽʨ ʻ 
ʫʥʽʢʘʣʴʥʠʤ, ʡʦʛʦ ʩʧʨʦʤʦʞʥʽʩʪʴ ʜʦ ʚʠʨʘʟʥʦʩʪʽ ʻ 
ʥʝʟʨʽʚʥʷʥʥʦʶò, - ʚʚʘʞʘʻ ɽʤʝʨʩʦʥ, ʭʦʯ, ʟʘʫʚʘʞʫʻ, ʱʦ ʫ 
ʘʥʛʣʽʡʩʴʢʦʛʦ ʙʘʨʜʘ ʥʝʤʘʻ ʽʥʰʦʾ ʤʝʪʠ, ʦʢʨʽʤ ʩʘʤʦʜʦʩʪʘʪʥʴʦʾ 
ʢʨʘʩʠ ʩʣʦʚʘ ʽ ʟʘʜʦʚʦʣʝʥʥʷ ʩʤʘʢʽʚ ʧʫʙʣʽʢʠ

48
. ʉʚʝʜʝʥʙʦʨʛ, ʫ 

ʩʚʦʶ ʯʝʨʛʫ, ʙʫʚ ʦʙʜʘʨʦʚʘʥʠʡ ʧʨʦʟʽʨʣʠʚʽʩʪʶ ʚʝʣʠʢʦʛʦ 
ʧʦʝʪʘ, ʘʣʝ ʡʦʛʦ ʨʦʟʫʤ, Ăʦʙʤʝʞʝʥʠʡ ʨʝʣʽʛʽʡʥʠʤʠ 
ʧʨʠʧʠʩʘʤʠò, ʧʨʦʜʫʢʫʚʘʚ ʚʽʜʚʝʨʪʦ ʥʫʜʥʽ ʪʚʦʨʠ

49
. ʊʦʞ, ʥʘ 

ʜʫʤʢʫ ɽʤʝʨʩʦʥʘ, ʩʚʽʪ ʧʦʪʨʝʙʫʻ Ăʧʦʝʪʘ-ʧʨʦʧʦʚʽʜʥʠʢʘ, 
ʧʨʠʤʠʨʠʪʝʣʷ, ʱʦ ʥʝ ʤʘʨʥʫʚʘʪʠʤʝ ʯʘʩ, ʷʢ ʜʨʘʤʘʪʫʨʛ 
ʐʝʢʩʧʽʨ, ʽ ʥʝ ʡʪʠʤʝ ʥʘʚʧʦʤʘʮʢʠ ʩʝʨʝʜ ʤʦʛʠʣ, ʷʢ 
ʧʣʘʢʘʣʴʱʠʢ ʉʚʝʜʝʥʙʦʨʛ, ʘʣʝ ʷʢʠʡ ʙʫʜʝ ʙʘʯʠʪʠ, ʛʦʚʦʨʠʪʠ ʽ 
ʜʽʷʪʠ ʟ ʥʘʣʝʞʥʠʤ ʥʘʪʭʥʝʥʥʷʤò

50
. 

                                                           
44 The Journalsé - Vol.VII.- P. 314. 
45 The Complete Works of Ralph Waldo Emerson. - Vol.IY.- P.357. 
46 The Journalsé - Vol.III. - P.37. 
47 Ibid. 
48 The Complete Works of Ralph Waldo Emerson. - Vol.IY.- P.212. 
49 Ibid., p.134. 
50 Ibid., p.219. 
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ʅʝʦʜʥʦʟʥʘʯʥʦ ʩʧʨʠʡʥʷʣʠ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ 
ʩʬʦʨʤʫʣʴʦʚʘʥʫ ɽʤʝʨʩʦʥʦʤ ʝʩʪʝʪʠʯʥʫ ʜʦʢʪʨʠʥʫ, ʭʦʯ ʥʽʭʪʦ 
ʥʝ ʟʘʧʝʨʝʯʫʚʘʚ, ʟʘ ʩʣʦʚʘʤʠ ʏʝʥʥʽʥʛʘ, ʱʦ Ăɽʤʝʨʩʦʥ ʻ 
ʥʘʡʢʨʘʱʠʤ ʩʝʨʝʜ ʫʩʽʭ ʥʘʩò

51
. ʊʦʡ ʞʝ ʏʝʥʥʽʥʛ ʜʦʨʽʢʥʫʚ 

ɽʤʝʨʩʦʥʫ, ʱʦ ʚʽʥ ʟʘʡʤʘʻʪʴʩʷ, ʚʣʘʩʥʝ, ʢʦʥʩʪʨʫʶʚʘʥʥʷʤ 
ʙʘʰʪʠ ʟʽ ʩʣʦʥʦʚʦʾ ʢʽʩʪʢʠ, ʪʘʢ ʧʦʯʘʚʰʠ ʢʨʠʪʠʯʥʠʡ ʦʛʣʷʜ 
ʝʩʝʶ Ăɸʤʝʨʠʢʘʥʩʴʢʠʡ ʚʯʝʥʠʡò (ñThe American Scholarò): 
Ăʅʝ ʷʢ ʫʯʝʥʠʡ, ʥʝ ʷʢ ʧʦʮʽʥʦʚʫʚʘʯ ʣʽʪʝʨʘʪʫʨʥʦʾ ʧʨʘʮʽ, ʥʝ ʷʢ 
ʤʠʪʝʮʴ ʚʽʥ (ʚʯʝʥʠʡ ï ʊ.ʄ.) ʧʦʚʠʥʝʥ ʙʫʪʠ ʩʝʨʝʜ ʣʶʜʝʡ ï ʘʣʝ 
ʷʢ ʾʭ ʙʨʘʪò

52
. ʊʘʢ ʚʚʘʞʘʣʠ ʡ ʽʥʰʽ, ʘ ɹ.ʆʣʢʦʪʪ, ʦʜʠʥ ʽʟ 

ʥʘʡʩʫʚʦʨʽʰʠʭ ʢʨʠʪʠʢʽʚ ɽʤʝʨʩʦʥʘ, ʟʘʫʚʘʞʠʚ: Ăʃʽʪʝʨʘʪʫʨʘ 
ʤʘʻ ʙʫʪʠ ʨʝʟʫʣʴʪʘʪʦʤ ʧʨʦʜʫʢʫʚʘʥʥʷ ʈʝʣʽʛʽʾ, ʪʦʙʪʦ, ʽʥʰʠʤ 
ʘʩʧʝʢʪʦʤ ʩʧʨʦʙ ʣʶʜʠʥʠ ʚʜʦʩʢʦʥʘʣʠʪʠ ʩʝʙʝò

53
. 

ɼʣʷ ʄ.ʌʫʣʣʝʨ ʝʤʝʨʩʦʥʽʘʥʩʴʢʘ ʝʩʪʝʪʠʢʘ ʚʠʛʣʷʜʘʣʘ ʥʝ 
ʥʘʜʪʦ ʨʘʜʠʢʘʣʴʥʦ. ɺʦʥʘ ʚʚʘʞʘʣʘ ʢʫʣʴʪʫʨʫ ɹʦʩʪʦʥʘ ʥʝ 
ʯʫʪʣʠʚʦʶ ʜʦ Ăʧʦʝʪʠʯʥʦʾ ʩʪʦʨʦʥʠ ʙʫʪʪʷò, ʪʦʞ ʧʦʝʟʽʷ, Ăʱʦ 
ʩʧʽʚʘʻʪʴʩʷ ʟʘʜʣʷ ʩʧʽʚʫ, ʥʝ ʤʘʻ ʝʪʠʯʥʦʛʦ ʯʠ ʷʢʦʛʦ ʽʥʰʦʛʦ 
ʩʫʪʪʻʚʦʛʦ ʟʥʘʯʝʥʥʷò

54
. ɼʞ.ɼʚʘʡʪ, ʂ.ʂʨʝʯ, ɺ.ʏʝʥʥʽʥʛ ʽ, ʜʦ 

ʧʝʚʥʦʾ ʤʽʨʠ, ʊʦʨʦ ʚʽʜʜʘʚʘʣʠ ʧʝʨʝʚʘʛʫ ʭʫʜʦʞʥʴʦʤʫ ʥʘʯʘʣʫ 
ʧʝʨʝʜ ʨʝʣʽʛʽʡʥʠʤ. Ăʗʢ ʤʦʞʝ ʽʩʥʫʚʘʪʠ ʨʝʣʽʛʽʷ ʙʝʟ ʤʫʟʠʢʠ?ò ï 
ʧʠʪʘʚʩʷ ɼʚʘʡʪ ʽ ʩʘʤ ʚʽʜʧʦʚʽʚ ʥʘ ʮʝ, ʦʙʣʠʰʠʚʰʠ 
ʧʨʦʧʦʚʽʜʥʠʮʪʚʦ ʽ ʧʨʠʩʚʷʪʠʚʰʠ ʩʚʦʻ ʞʠʪʪʷ ʤʫʟʠʯʥʽʡ 
ʢʨʠʪʠʮʽ

55
. ʊʦʨʦ, ʧʦʩʪʽʡʥʦ ʛʦʚʦʨʷʯʠ ʧʨʦ ʩʚʦʶ ʚʪʦʤʫ ʚʽʜ 

ʥʘʚôʷʟʣʠʚʦʛʦ ʤʦʨʘʣʽʟʘʪʦʨʩʪʚʘ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ, ʟʤʫʰʝ-
ʥʠʡ ʙʫʚ ʚʠʟʥʘʪʠ: Ăʑʦ ʥʘʡʙʽʣʴʰʝ ʜʨʘʪʫʻ ʤʝʥʝ ʚ ʤʦʾʭ 
ʪʚʦʨʘʭ, ʪʘʢ ʮʝ ʚʽʜʯʫʪʥʠʡ ʫ ʥʠʭ ʤʦʨʘʣʴʥʠʡ ʝʣʝʤʝʥʪò

56
. 

ɺʠʜʘʻʪʴʩʷ ʦʯʝʚʠʜʥʠʤ, ʱʦ ʥʽʭʪʦ ʟ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ, 
ʧʦʧʨʠ ʧʦʟʽʨʥʫ ʥʝʟʛʦʜʫ ʟ ɽʤʝʨʩʦʥʦʤ, ʥʝ ʟʥʝʭʪʫʚʘʚ ʦʙʨʘʟʦʤ 
ʧʦʝʪʘ-ʧʨʦʧʦʚʽʜʥʠʢʘ. ʏʝʥʥʽʥʛ ʥʘʩʪʽʡʣʠʚʦ ʦʩʧʽʚʫʚʘʚ ʫ ʩʚʦʾʭ 

                                                           
51 ʎʠʪ. ʟʘ: Buell, p. 40. 
52 ʎʠʪ. ʟʘ: Buell, p. 41. 
53 The Transcendentalists, p. 89. 
54 Ibid., p.91. 
55 Kramer, p.201. 
56 The Journals of Henry D. Thoreau. 14 vols. ï Boston: Houghton Miffin, 1906. ï 

Vol.1.- P. 316. 
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ʚʽʨʰʘʭ ʚʠʩʦʯʽʥʴ ʡʦʛʦ ʥʘʤʽʨʽʚ ʪʘ ʽʜʝʘʣʴʥʽʩʪʴ ʜʫʭʦʚʥʠʭ 
ʧʦʨʠʚʘʥʴ: Ăʅʘʩʪʽʣʴʢʠ ʩʚʷʪʝ ʡʦʛʦ ʧʦʢʣʠʢʘʥʥʷ, ʱʦ ʪʽʥʴ 
ʟʥʝʚʘʛʠ ʥʝ ʪʦʨʢʥʝʪʴʩʷ ʡʦʛʦ ʰʣʷʭʫò (ñSo sacred is his Calling, 
that nothing / Of disrepute can follow in his pathéò

57
), 

ʧʨʠʤʽʨʷʶʯʠ ʜʦ ʩʝʙʝ ʩʪʚʦʨʝʥʠʡ ʦʙʨʘʟ, ʘ ʪʘʢʦʞ, ʟʘʦʭʦʯʫʚʘʥʠʡ 
ɽʤʝʨʩʦʥʦʤ, ʽ ʨʦʣʴ ʧʝʨʰʦʛʦ ʧʦʝʪʘ ʅʦʚʦʾ ɸʥʛʣʽʾ. ʄ.ʌʫʣʣʝʨ, ʫ 
ʯʝʨʛʦʚʠʡ ʨʘʟ ʨʝʬʣʝʢʩʫʶʯʠ ʟ ʧʨʠʚʦʜʫ ʜʨʘʩʪʠʯʥʠʭ 
ɽʤʝʨʩʦʥʦʚʠʭ ʢʦʥʮʝʧʮʽʡ, ʟʤʫʰʝʥʘ ʙʫʣʘ ʚʠʟʥʘʪʠ: Ăʃʶʜʠʥʘ, 
ʷʢʘ ʤʘʻ ʚ ʩʦʙʽ ʙʣʠʩʢʽʪʢʫ ʛʝʥʽʷ ʯʠ ʟʜʘʪʥʽʩʪʴ ʨʦʟʚʠʚʘʪʠ ʪʘʣʘʥʪ, 
ʧʝʚʥʦ, ʚʚʘʞʘʻ ʩʝʙʝ ʦʙʜʘʨʦʚʘʥʦʶ ʩʚʷʱʝʥʥʠʤ ʦʙʦʚôʷʟʢʦʤ. 
ɺʦʥʘ ʙʘʯʠʪʴ ʩʝʙʝ ʧʨʦʧʦʚʽʜʥʠʢʦʤ ʚʽʜ ʧʨʠʨʦʜʠ, ʧʘʩʪʠʨʝʤ 
ʣʶʜʥʦʩʪʽò

58
. ʅʝ ʜʠʚʥʦ, ʱʦ ʧʦʝʟʽʷ ʽ ʢʨʠʪʠʢʘ 

ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʩʴʢʦʛʦ ʯʘʩʦʧʠʩʫ Ăʎʠʬʝʨʙʣʘʪò (ñDialò) 
ʟʚʫʯʘʣʠ ʚ ʫʥʽʩʦʥ ʮʠʤ ʜʝʢʣʘʨʘʮʽʷʤ. 

ʎʝʡ ʧʝʨʝʣʽʢ ʧʝʨʝʢʦʥʣʠʚʠʭ ʧʨʠʢʣʘʜʽʚ ʤʦʞʥʘ ʤʥʦʞʠʪʠ 
ʜʘʣʽ, ʘʣʝ ʚʩʽ ʚʦʥʠ, ʪʘʢ ʯʠ ʽʥʘʢʰʝ, ʩʚʽʜʯʘʪʴ ʧʨʦ ʪʝ, ʱʦ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ, ʟʨʝʰʪʦʶ, ʧʨʠʡʥʷʣʠ ɽʤʝʨʩʦʥʦʚʫ 
ʨʦʤʘʥʪʠʯʥʫ ʢʦʥʮʝʧʮʽʶ ʧʦʝʪʘ-ʧʨʦʧʦʚʽʜʥʠʢʘ ʟʘ ʧʝʚʥʫ 
ʤʦʜʝʣʴ ʜʣʷ ʪʚʦʨʯʦʛʦ ʥʘʩʣʽʜʫʚʘʥʥʷ, ʭʦʯʘ ʤʽʨʘ ʾʾ 
ʧʨʠʚʣʘʩʥʝʥʥʷ, ʘʜʘʧʪʘʮʽʾ, ʷʢ ʽ ʨʦʟʫʤʽʥʥʷ ʾʾ ʟʥʘʯʠʤʦʩʪʽ, ʙʫʣʠ 
ʨʽʟʥʠʤʠ. ʎʷ ʤʦʜʝʣʴ, ʧʦ-ʧʝʨʰʝ, ʽʜʝʘʣʴʥʦ ʚʽʜʧʦʚʽʜʘʣʘ 
ʧʨʦʬʝʩʽʡʥʠʤ ʥʘʚʠʯʢʘʤ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ, ʷʢ ʪʝʦʣʦʛʽʚ ʯʠ 
ʧʨʦʧʦʚʽʜʥʠʢʽʚ, ʽ ʦʧʦʩʝʨʝʜʢʦʚʘʥʦ, ʯʝʨʝʟ ʧʦʢʣʠʢʘʥʥʷ, 
ʧʽʜʪʚʝʨʜʞʫʚʘʣʘ ʧʨʠʥʘʣʝʞʥʽʩʪʴ ʜʦ ʦʙʨʘʥʠʭ ɺʩʝʚʠʰʥʽʤ. ʊʘʢ, 
ʊ.ʇʘʨʢʝʨ ʽ ʆ.ɹʨʦʫʥʩʦʥ ʩʚʽʡ ʧʦʢʣʠʢ ʜʦ ʧʨʦʧʦʚʽʜʥʠʮʪʚʘ ʽ 
ʧʦʜʘʣʴʰʫ ʣʽʪʝʨʘʪʫʨʥʫ ʜʽʷʣʴʥʽʩʪʴ ʧʦʷʩʥʶʚʘʣʠ ʛʣʠʙʦʢʦ 
ʝʤʦʮʽʡʥʦ ʧʝʨʝʞʠʪʠʤ ʚʽʜʯʫʪʪʷʤ ʧʨʠʩʫʪʥʦʩʪʽ ɹʦʛʘ, ʷʢʝ 
ʢʦʞʝʥ ʽʟ ʥʠʭ ʟʘʟʥʘʚ ʫ ʜʠʪʠʥʩʪʚʽ

59
. ʊʦʙʪʦ, ʚʦʥʠ ʧʝʨʝʞʠʣʠ 

ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʴʥʝ ʦʜʢʨʦʚʝʥʥʷ ʥʘʙʘʛʘʪʦ ʨʘʥʽʰʝ ʜʦ ʪʦʛʦ, ʷʢ 
ʩʫʧʝʨʝʯʥʦʩʪʽ ʫʥʽʪʘʨʽʘʥʩʪʚʘ ʧʨʠʚʝʣʠ ʜʦ ʨʦʟʨʠʚʫ ʟ ʥʠʤ. ɯ, ʧʦ-
ʜʨʫʛʝ, ʩʪʚʦʨʝʥʠʡ ɽʤʝʨʩʦʥʦʤ ʦʙʨʘʟ ʧʦʝʪʘ-ʧʨʦʧʦʚʽʜʥʠʢʘ 

                                                           
57 The Transcendentalists, p.356. 
58 Ibid., p.192. 
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ʚʜʦʚʦʣʴʥʷʚ ʧʨʠʭʦʚʘʥʽ ʪʚʦʨʯʽ ʘʤʙʽʮʽʾ, ʚ ʯʦʤʫ ʙʽʣʴʰʽʩʪʴ ʟ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ, ʚʢʣʶʯʘʶʯʠ ʩʘʤʦʛʦ ɽʤʝʨʩʦʥʘ, 
ʟʽʟʥʘʚʘʣʠʩʴ ʫ ʱʦʜʝʥʥʠʢʘʭ: ʨʦʣʴ ʧʦʝʪʘ Ăʟʚʘʙʣʶʻ ʥʝ 
ʧʨʦʚʦʢʘʪʠʚʥʽʩʪʶ ʥʘʷʚʥʠʭ ʫ ʥʽʡ ʦʙʤʝʞʝʥʴ, ʘʣʝ ʩʧʦʢʫʰʫʻ 
ʤʦʞʣʠʚʦʩʪʷʤʠ ʚʧʣʠʚʫò

60
. ʄʦʞʣʠʚʦ, ʥʘʡʙʽʣʴʰ ʧʦʢʘʟʦʚʠʤ 

ʚʠʷʚʦʤ ʩʠʥʪʝʟʫ ʮʠʭ ʜʚʦʭ ʚʝʢʪʦʨʽʚ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ 
ʩʪʘʣʦ ʬʦʨʤʫʚʘʥʥʷ ʣʶʜʩʴʢʦʾ ʽ ʪʚʦʨʯʦʾ ʦʩʦʙʠʩʪʦʩʪʽ ɺʽʪʤʝʥʘ, 
ʷʢʠʡ, ʟʘ ʡʦʛʦ ʚʣʘʩʥʠʤ ʟʽʟʥʘʥʥʷʤ, ʜʽʡʰʦʚ ʜʦ ʪʦʯʢʠ ʢʠʧʽʥʥʷ 
ʟʘʚʜʷʢʠ ɽʤʝʨʩʦʥʫ. 

ʈʦʤʘʥʪʠʯʥʦ-ʝʤʙʣʝʤʘʪʠʯʥʠʡ ʦʙʨʘʟ ʧʦʝʪʘ-ʧʨʦʧʦʚʽʜʥʠʢʘ 
ʧʨʠʭʦʚʫʚʘʚ ʙʽʣʴʰ ʧʨʘʢʪʠʯʥʫ ʽ ʥʘʛʘʣʴʥʫ ʧʦʪʨʝʙʫ, ʧʝʨʝʜ 
ʷʢʦʶ ʩʪʦʷʣʠ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ, - ʮʝ ʚʠʟʥʘʯʝʥʥʷ ʚʣʘʩʥʦʛʦ 
ʤʽʩʮʷ ʚ ʩʦʮʽʫʤʽ, ʷʢʠʡ ʜʦʪʦʜʽ ʥʝ ʚʠʧʨʘʮʶʚʘʚ ʜʣʷ ʥʠʭ ʷʢʦʛʦʩʴ 
ʩʦʮʽʘʣʴʥʦʛʦ ʩʪʘʪʫʩʫ. ɺʩʽ ʚʦʥʠ ʧʨʦʡʰʣʠ ʯʝʨʝʟ ʜʦʚʦʣʽ ʛʦʩʪʨʫ 
ʽ ʙʦʣʽʩʥʫ ʢʨʠʟʫ ʧʦʰʫʢʫ ʚʣʘʩʥʦʾ ʽʜʝʥʪʠʯʥʦʩʪʽ, ʷʢʫ ʚʦʣʽʣʠ 
ʥʘʟʠʚʘʪʠ Ăʧʦʢʣʠʢʘʥʥʷʤò (ñvocationò). ʄʦʞʣʠʚʦ, ʮʝ ʙʫʣʘ ʽ 
ʧʝʨʰʘ ʛʝʥʝʨʘʮʽʷ ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʩʦʮʽʫʤʫ, ʱʦ ʩʪʦʷʣʘ ʧʝʨʝʜ 
ʧʨʦʙʣʝʤʦʶ ʽʜʝʥʪʠʬʽʢʘʮʽʾ ʚʣʘʩʥʦʛʦ ʞʠʪʪʻʚʦʛʦ ʽ ʩʦʮʽʘʣʴʥʦʛʦ 
ʧʨʠʟʥʘʯʝʥʥʷ. ʊʦʨʦ ʪʘʢ ʧʠʩʘʚ ʧʨʦ ʮʝ ʫ ʱʦʜʝʥʥʠʢʫ: Ăʗ ʙ 
ʧʦʙʦʷʚʩʷ ʙʫʪʠ ʨʠʙʘʣʢʦʶ, ʤʠʩʣʠʚʮʝʤ, ʬʝʨʤʝʨʦʤ, 
ʧʨʦʧʦʚʽʜʥʠʢʦʤ ʽ ʪ.ʧ., ʘʣʝ ʚʣʦʚʠʚ ʙʠ, ʚʧʦʣʶʚʘʚ, 
ʬʝʨʤʝʨʩʪʚʫʚʘʚ, ʧʨʦʧʦʚʽʜʫʚʘʚ ʱʦʩʴ ʽʥʘʢʰʝ, ʥʽʞ ʮʝ ʟʘʟʚʠʯʘʡ 
ʨʦʙʠʪʴʩʷò

61
. ɸʙʦ ʡʦʛʦ ʞ ʭʘʨʘʢʪʝʨʥʝ ʟʽʟʥʘʥʥʷ: ñʄʦʷ 

ʧʨʦʬʝʩʽʷ ï ʟʘʚʞʜʠ ʙʫʪʠ ʥʘʩʪʦʨʦʞʽ, ʱʦʙ ʟʥʘʡʪʠ ɻʦʩʧʦʜʘ 
ʩʝʨʝʜ ʧʨʠʨʦʜʠò

62
. ʊʘʢʦʛʦ ʨʦʜʫ ʥʝʧʨʘʢʪʠʯʥʽʩʪʴ ʚʽʪʘʣʘʩʴ 

ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʘʤʠ. ʗʢ ʛʦʚʦʨʠʚ ɽʤʝʨʩʦʥ, Ăʤʘʣʝʥʴʢʘ 
ʯʝʩʥʽʩʪʴ ʢʨʘʱʘ ʟʘ ʙʫʜʴ-ʷʢʫ ʢʘʨôʻʨʫò

63
. ʂʦʣʠ ɼʞ.ɼʚʘʡʪ 

ʚʪʨʘʪʠʚ ʢʘʬʝʜʨʫ ʧʨʦʧʦʚʽʜʥʠʢʘ ʫ ʅʦʨʪʛʝʤʧʪʦʥʽ 
(Northampton), ɽ.ʇʽʙʦʜʽ ʟʘʢʣʠʢʘʣʘ ʡʦʛʦ ʥʝ ʚʪʨʘʯʘʪʠ 
ʜʦʙʨʦʛʦ ʛʫʤʦʨʫ, ʙʦ ʪʝʧʝʨ ʚʽʥ ʤʦʞʝ Ăʧʨʦʧʦʚʽʜʫʚʘʪʠ ʽʩʪʠʥʥʦ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʴʥʦ  ʚ ʽʩʪʠʥʥʽʡ ʮʝʨʢʚʽ ʜʨʫʟʽʚ... ʙʝʟ ʛʨʦʰʝʡ ʽ 
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ʙʝʟ ʨʦʟʮʽʥʦʢ ï ʫʩʣʘʚʣʶʶʯʠ ʻʜʥʘʥʥʷ ʟʽ ɺʩʝʚʠʰʥʽʤò
64
. ʎʝ 

ʙʫʚ ʜʦʩʠʪʴ ʪʨʘʛʽʯʥʠʡ ʽ ʙʦʣʽʩʥʠʡ ʧʦʰʫʢ, ʷʢʠʡ  ʧʨʠʚʦʜʠʚ ʽ ʜʦ 
ʨʫʡʥʘʮʽʾ ʦʩʦʙʠʩʪʦʩʪʝʡ ʚʥʘʩʣʽʜʦʢ ʞʦʨʩʪʦʢʦʛʦ ʨʦʟʯʘʨʫʚʘʥʥʷ 
ʽ ʚʪʨʘʪʠ ʽʣʶʟʽʡ. ɿʘ ʩʧʨʘʚʝʜʣʠʚʦʶ ʟʘʫʚʘʛʦʶ ʏ.ʌʽʜʝʣʩʦʥʘ, 
Ăʚʩʽ ɽʤʝʨʩʦʥʦʚʽ ʤʦʣʦʜʽ ʣʶʜʠ ʤʘʣʠ ʧʨʦʙʣʝʤʠ ʟ ʚʠʙʦʨʦʤ 
ʢʘʨôʻʨʠ: ʩʴʦʛʦʜʥʽ, ʦʟʠʨʘʶʯʠʩʴ ʥʘ ʪʝ ʧʦʢʦʣʽʥʥʷ, ʨʦʟʫʤʽʻʰ, 
ʱʦ ʧʨʦʙʫʜʞʝʥʥʷ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ ʧʨʠʚʝʣʦ ʜʦ ʩʝʨʽʾ 
ʦʩʦʙʠʩʪʠʭ ʧʦʨʘʟʦʢò

65
. 

ʄʘʡʞʝ ʚʩʽ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ, ʱʦ ʤʘʣʠ ʣʽʪʝʨʘʪʫʨʥʽ 
ʘʤʙʽʮʽʾ, ʟʘʟʥʘʣʠ ʧʦʜʽʙʥʠʭ ʥʝʚʜʘʯ. ɽʤʝʨʩʦʥ ʟʘʦʭʦʯʫʚʘʚ ʜʦ 
ʪʚʦʨʯʦʩʪʽ ɹ.ʆʣʢʦʪʪʘ, ɺ.ɽ.ʏʝʥʥʽʥʛʘ, ɼʞ.ɺʝʨʽ, ɻ.ɼ.ʊʦʨʦ, 
ʄ.ʌʫʣʣʝʨ, ʟʘʢʣʠʢʘʶʯʠ ʥʘʩʣʽʜʫʚʘʪʠ ʽʜʝʘʣʴʥʠʡ ʦʙʨʘʟ ʧʦʝʪʘ, 
Ăʷʢʠʡ ʚʽʜʯʫʚʘʻ ʽ ʚʩʽʤ ʩʝʨʮʝʤ ʣʶʙʠʪʴ ʛʘʨʤʦʥʽʶ, ʱʦ ʽʩʥʫʻ ʚ 
ʜʫʰʘʭ ʽ ʨʝʯʘʭ, ʽ ʦʩʦʙʣʠʚʦ ʚʽʜʧʦʚʽʜʥʦʩʪʽ ʤʽʞ ʪʠʤʠ ʽ ʪʠʤʠò

66
. 

ɺ ʣʝʢʮʽʾ Ăʊʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪò (ñThe Transcendentalistò) 
ɽʤʝʨʩʦʥ ʷʢʨʘʟ ʽ ʟʤʘʣʴʦʚʫʚʘʚ ʩʪʘʥ ʤʦʣʦʜʰʦʾ ʛʝʥʝʨʘʮʽʾ 
ʩʫʯʘʩʥʠʢʽʚ, ʷʢʽ ʥʘʤʘʨʥʝ ʯʝʢʘʣʠ ʥʘ ʟʥʘʢ-ʩʚʽʜʯʝʥʥʷ ʩʚʦʛʦ 
ʚʠʩʦʢʦʛʦ ʧʦʢʣʠʢʘʥʥʷ. 

ʂʦʣʠ ʞ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ ʚʩʝ ʞ ʜʦʩʷʛʣʠ ʧʝʚʥʦʛʦ 
ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʫʩʧʽʭʫ, ʪʦ ʟʽʪʢʥʫʣʠʩʴ ʟ ʥʝʚʽʜʧʦʚʽʜʥʽʩʪʶ ʩʚʦʾʭ 
ʪʚʦʨʽʚ ʟʘʧʠʪʘʤ ʧʫʙʣʽʢʠ. òɽʩʝʾ ʧʨʦ ɯʩʪʠʥʫ, ʂʨʘʩʫ ʽ 
ɼʦʙʨʦʯʝʩʥʽʩʪʴ, ï ʧʠʩʘʚ ɼʞ.ʂʣʘʨʢ ʚ ʦʜʥʦʤʫ ʟ ʣʠʩʪʽʚ, ï 
ʥʽʢʦʤʫ ʥʝ ʧʦʪʨʽʙʥʽ ʚ ʦʢʦʣʠʮʷʭ ɹʦʩʪʦʥʫò

67
. ʊʦʤʫ, ʦʢʨʽʤ 

ʣʽʪʝʨʘʪʫʨʥʦʾ ʪʚʦʨʯʦʩʪʽ, ʱʦ ʚʽʜʧʦʚʽʜʘʣʘ ʽʧʦʩʪʘʩʽ ʧʦʝʪʘ-
ʧʨʦʧʦʚʽʜʥʠʢʘ, ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ ʨʝʘʣʽʟʦʚʫʚʘʣʠ ʩʝʙʝ ʫ 
ʚʠʟʥʘʯʝʥʠʭ ʽ ʚʠʟʥʘʥʠʭ ʩʫʩʧʽʣʴʩʪʚʦʤ ʨʦʣʷʭ ʞʫʨʥʘʣʽʩʪʽʚ, 
ʦʛʣʷʜʘʯʽʚ ʽ ʣʝʢʪʦʨʽʚ. ʉʘʤʝ ʣʝʢʪʦʨʫʚʘʥʥʷ ʥʘʡʙʽʣʴʰʝ 
ʚʽʜʧʦʚʽʜʘʣʦ ʾʭ ʥʘʤʘʛʘʥʥʶ ʽʥʢʦʨʧʦʨʫʚʘʪʠ ʽʩʪʠʥʥʦ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʴʥʠʡ ʪʠʧ ʚʠʩʣʦʚʣʶʚʘʥʥʷ ʫ ʛʨʦʤʘʜʩʴʢʝ 
ʞʠʪʪʷ. ʃʝʢʪʦʨʫʚʘʥʥʷ ʧʦʪʨʝʙʫʚʘʣʦ ʧʨʘʢʪʠʯʥʦ ʪʽʻʾ ʞ 
ʦʨʘʪʦʨʩʴʢʦʾ ʪʝʭʥʽʢʠ, ʱʦ ʽ ʧʨʦʧʦʚʽʜʫʚʘʥʥʷ ʫ ʮʝʨʢʚʽ, ʥʘʚʠʯʢʠ 
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ʽ ʧʨʠʥʮʠʧʠ ʦʨʛʘʥʽʟʘʮʽʾ ʷʢʦʛʦ ʙʫʣʠ ʟʘʩʚʦʻʥʽ ʪʨʘʥʩʮʝʥ-
ʜʝʥʪʘʣʽʩʪʘʤʠ ʷʢ ʚʠʧʫʩʢʥʠʢʘʤʠ ʙʦʛʦʩʣʦʚʩʴʢʠʭ ʰʢʽʣ. ɼʦ 
ʪʦʛʦ ʞ ʣʝʢʪʦʨʫʚʘʥʥʷ, ʟʜʘʚʘʣʦʩʴ, ʚʽʜʢʨʠʚʘʣʦ ʥʝʦʙʤʝʞʝʥʽ 
ʤʦʞʣʠʚʦʩʪʽ ʧʝʨʝʜ ʩʣʦʚʦʤ ʽ ʡʦʛʦ ʥʦʩʽʻʤ: Ăʊʠ ʤʦʞʝʰ 
ʨʝʛʦʪʘʪʠ, ʧʣʘʢʘʪʠ, ʧʝʨʝʢʦʥʫʚʘʪʠ, ʩʧʽʚʘʪʠ, ʛʣʫʟʫʚʘʪʠ ʯʠ 
ʤʦʣʠʪʠʩʷ, ʚʽʜʧʦʚʽʜʥʦ ʜʦ ʩʚʦʛʦ ʛʝʥʽʷò, ï ʟʚʽʨʷʚʩʷ ɽʤʝʨʩʦʥ 
ʂʘʨʣʘʡʣʝʚʽ

68
. ʇʨʘʚʜʘ, ʟ ʯʘʩʦʤ, ʚʠʷʚʠʣʦʩʷ, ʱʦ ʫʩʧʽʰʥʠʤʠ 

ʣʝʢʪʦʨʘʤʠ ʟ-ʧʦʤʽʞ ʫʩʽʭ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʙʫʣʠ ʪʽʣʴʢʠ 
ɽʤʝʨʩʦʥ ʽ ʇʘʨʢʝʨ. 

ʈʝʪʨʦʩʧʝʢʪʠʚʥʦ ʚʠʜʘʻʪʴʩʷ, ʱʦ ʣʽʪʝʨʘʪʫʨʥʽ ʧʦʟʠʮʽʾ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʙʫʣʠ ʜʦʚʦʣʽ ʩʫʧʝʨʝʯʣʠʚʠʤʠ. ɿ ʦʜʥʦʛʦ 
ʙʦʢʫ, ʚʦʥʠ ʬʦʨʤʫʚʘʣʠ ʪʦʡ ʦʙʨʘʟ ʧʦʝʪʘ, ʥʘ ʷʢʦʛʦ ʯʝʢʘʣʘ 
ʧʫʙʣʽʢʘ ʅʦʚʦʾ ɸʥʛʣʽʾ ʽ ʷʢʠʡ ʛʦʪʦʚʘ ʙʫʣʘ ʧʨʠʡʥʷʪʠ. ɸʣʝ ʟ 
ʽʥʰʦʛʦ, ï ʚʦʥʠ ʰʫʢʘʣʠ ʤʦʞʣʠʚʦʩʪʝʡ ʟʙʝʨʝʛʪʠ ʧʫʨʠʪʘʥʩʴʢʫ 
ʢʦʥʮʝʧʮʽʶ ʣʽʪʝʨʘʪʫʨʠ ʫ ʯʘʩ, ʢʦʣʠ ʮʷ ʢʦʥʮʝʧʮʽʷ ʥʘ ʦʯʘʭ 
ʩʪʘʚʘʣʘ ʘʥʘʭʨʦʥʽʟʤʦʤ. ɺʠʢʦʨʠʩʪʘʥʥʷ ʨʝʣʽʛʽʡʥʦʾ ʣʝʢʩʠʢʠ ʫ 
ʟʦʙʨʘʞʝʥʥʽ ʨʦʣʽ ʽ ʧʨʠʟʥʘʯʝʥʥʷ ʇʦʝʪʘ ʧʦ ʩʫʪʽ ʦʙʤʝʞʫʚʘʣʦ ʾʭ 
ʝʩʪʝʪʠʯʥʽ ʰʫʢʘʥʥʷ ʪʨʘʜʠʮʽʡʥʠʤʠ ʜʣʷ ʥʦʚʦʘʥʛʣʽʡʩʴʢʦʾ 
ʢʫʣʴʪʫʨʠ ʪʝʦʮʝʥʪʨʠʯʥʠʤʠ ʨʘʤʮʷʤʠ. ʋ ʮʴʦʤʫ ʧʦʣʷʛʘʣʘ ʦʜʥʘ 
ʟ ʦʩʦʙʣʠʚʦʩʪʝʡ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʢʨʝʜʦ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ï 
ʾʭ ʮʽʢʘʚʠʣʠ ʥʝ ʝʩʪʝʪʠʯʥʠʡ ʽʜʝʘʣ ʯʠ ʨʝʣʽʛʽʡʥʘ ʽʩʪʠʥʘ ʷʢ ʪʘʢʽ, 
ʘʣʝ ʛʘʨʤʦʥʽʡʥʝ ʧʦʻʜʥʘʥʥʷ ʦʙʦʭ, ʱʦ ʙʫʣʦ ʦʜʥʦʯʘʩʥʦ ʽ 
ʧʨʠʯʠʥʦʶ ʥʝʚʜʘʯ, ʽ ʪʨʠʚʘʣʦʛʦ ʫʩʧʽʭʫ ʩʪʚʦʨʝʥʦʾ  ʥʠʤʠ 
ʣʽʪʝʨʘʪʫʨʠ. 

 
1.3. Художня своєрідність літератури трансценденталізму: 
антитетичний синтез екстатичного натхнення і 
літературної майстерності 

 

ɯʜʝʷ ʥʘʪʭʥʝʥʥʷ ʻ ʩʪʨʠʞʥʝʚʦʶ ʫ ʩʧʨʦʙʘʭ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʧʦʷʩʥʠʪʠ, ʷʢ ʩʘʤʝ ʤʘʻ ʩʪʚʦʨʶʚʘʪʠʩʴ 
ʤʠʩʪʝʮʪʚʦ ʽ ʷʢʠʤ ʯʠʥʦʤ ʚʦʥʦ ʤʘʻ ʚʧʣʠʚʘʪʠ ʥʘ ʧʫʙʣʽʢʫ

69
. 

Ăʂʦʤʧʦʟʠʮʽʷ ʪʚʦʨʫ ʥʝ ʤʦʞʝ ʢʦʥʩʪʨʫʶʚʘʪʠʩʴ ʟʘ ʜʦʚʽʣʴʥʠʤ 
ʙʘʞʘʥʥʷʤ, ï ʙʫʚ ʧʝʨʝʢʦʥʘʥʠʡ ɹ.ʆʣʢʦʪʪ. ï ɼʫʰʘ ʦʜʥʘ ʻ 
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ʩʧʨʘʚʞʥʽʤ ʧʠʩʴʤʝʥʥʠʢʦʤò
70
. ʇʦʝʪ, ʥʘ ʜʫʤʢʫ ʏ.ɹʨʦʥʩʦʥʘ, 

Ăʥʝ ʰʫʢʘʻ ʩʚʦʻʾ ʧʽʩʥʽ, ʚʦʥʘ ʩʘʤʘ ʧʨʠʭʦʜʠʪʴ ʜʦ ʥʴʦʛʦ. ɺʦʥʘ 
ʜʘʨʫʻʪʴʩʷ ʡʦʤʫò

71
. ɼʞ.ɺʝʨʽ ʮʽʣʢʦʤ ʩʝʨʡʦʟʥʦ ʧʨʦʩʠʚ 

ʧʦʮʽʥʦʚʫʚʘʪʠ ʡʦʛʦ ʚʽʨʰʽ Ăʥʝ ʯʝʨʝʟ ʪʝ, ʱʦ ʚʦʥʠ ʥʘʣʝʞʘʪʴ 
ʡʦʤʫ, ʘʣʝ ʯʝʨʝʟ ʪʝ, ʱʦ ʥʝ ʥʘʣʝʞʘʪʴò

72
. ɽʤʝʨʩʦʥ ʙʫʚ ʟʛʽʜʥʠʡ 

ʟ ʮʽʻʶ ʜʫʤʢʦʶ: Ăʊʚʽʨ ʤʠʩʪʝʮʪʚʘ ʻ ʯʠʤʦʩʴ, ʱʦ ʩʦʪʚʦʨʠʚ 
ʈʦʟʫʤ, ʥʝ ʟʚʝʨʪʘʶʯʠ ʫʚʘʛʫ ʥʘ ʨʫʢʠò

73
; ʪʚʽʨ ʟôʷʚʣʷʻʪʴʩʷ Ăʫ 

ʧʨʦʧʦʨʮʽʷʭ, ʩʬʦʨʤʦʚʘʥʠʭ ʥʝ ʚʦʣʝʶ ʤʠʪʮʷ, ʘʣʝ ʪʠʭ, ʱʦ 
ʩʧʨʦʜʫʢʫʚʘʚ ʡʦʛʦ ʤʦʟʦʢ ʧʽʜ ʚʧʣʠʚʦʤ ʙʦʞʝʩʪʚʝʥʥʦʛʦ ʧʣʘʥʫ 
ʽ ʝʬʝʢʪʫò

74
. ʅʘʚʨʷʜ ʯʠ ɽʤʝʨʩʦʥ ʤʘʚ ʥʘ ʫʚʘʟʽ Ăʘʚʪʦʤʘʪʠʯʥʝ 

ʧʠʩʴʤʦò ʯʠ Ăʧʦʪʽʢ ʩʚʽʜʦʤʦʩʪʽò: Ăʏʠ ʻ ʧʦʝʪʠʯʥʝ ʥʘʪʭʥʝʥʥʷ 
ʙʫʨʰʪʠʥʦʤ, ʱʦ ʙʘʣʴʟʘʤʫʻ ʽ ʧʽʜʚʠʱʫʻ ʚ ʮʽʥʽ ʤʫʭ ʪʘ 
ʧʘʚʫʢʽʚ?.. ʏʠ ʟʜʘʪʝʥ ʙʦʞʠʡ ʜʫʭ ʘʥʘʣʽʟʫʚʘʪʠ ʽ ʢʦʤʧʦʥʫʚʘʪʠ 
ʩʘʤʦʩʪʽʡʥʦ?ò

75
. ɺʠʜʘʻʪʴʩʷ, ʱʦ ʟʘ ʨʠʪʦʨʠʢʦʶ ʥʘʪʭʥʝʥʥʷ 

ʭʦʚʘʚʩʷ ʚʣʘʩʪʠʚʠʡ ɽʤʝʨʩʦʥʫ ʟʜʦʨʦʚʠʡ ʛʣʫʟʜ ʽ ʥʘʚʽʪʴ 
ʩʣʘʚʥʦʟʚʽʩʥʠʡ ʘʤʝʨʠʢʘʥʩʴʢʠʡ ʧʨʘʢʪʠʮʠʟʤ, ʪʽ ʷʢʦʩʪʽ, ʱʦ 
ʜʦʟʚʦʣʠʣʠ ʡʦʤʫ ʙʫʪʠ ʚʠʤʦʛʣʠʚʠʤ  ʽ ʫʩʧʽʰʥʠʤ ʨʝʜʘʢʪʦʨʦʤ ʽ 
ʣʽʪʝʨʘʪʫʨʥʠʤ ʢʨʠʪʠʢʦʤ. ʊʦʤʫ-ʪʦ, ʜʝʢʣʘʨʫʶʯʠ ʥʘʪʭʥʝʥʥʷ ʷʢ 
ʧʝʨʰʦʦʩʥʦʚʫ ʪʚʦʨʯʦʩʪʽ, ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ, ʥʘʚʽʪʴ ʏʝʥʥʽʥʛ 
ʽ ʝʢʟʘʣʴʪʦʚʘʥʠʡ ɺʝʨʽ, ʥʝ ʟʘʙʫʚʘʣʠ ʨʝʪʝʣʴʥʦ ʧʨʘʮʶʚʘʪʠ ʥʘʜ 
ʩʚʦʾʤʠ ʨʫʢʦʧʠʩʘʤʠ. ʍʘʨʘʢʪʝʨʥʦʶ ʻ ʟʘʫʚʘʛʘ ʄ.ʌʫʣʣʝʨ, ʷʢʘ, 
ʧʦʨʽʚʥʶʶʯʠ ɹʘʡʨʦʥʘ ʽ ɻʝʪʝ, ʜʽʡʰʣʘ ʚʠʩʥʦʚʢʫ, ʱʦ 
ʥʝʦʩʚʽʯʝʥʠʡ ʛʝʥʽʡ ʻ ʚʝʣʠʢʠʤ, ʘʣʝ ʢʫʣʴʪʠʚʦʚʘʥʠʡ ʛʝʥʽʡ ʡʦʛʦ 
ʧʝʨʝʚʝʨʰʫʻ

76
. ʊʦʨʦ, ʪʨʠʤʘʶʯʠʩʴ ʟʘ ʪʝʦʨʽʶ ʥʘʪʭʥʝʥʥʷ, 

ʟʽʟʥʘʚʘʚʩʷ, ʱʦ, ʚ ʢʽʥʮʝʚʦʤʫ ʧʽʜʩʫʤʢʫ, Ăʤʦʞʣʠʚʠʤ ʩʪʘʥʝ 
ʚʽʜʢʨʠʪʪʷ, ʱʦ ʚʩʴʦʛʦ ʤʠ ʜʦʩʷʛʣʠ ʚʣʘʩʥʠʤʠ ʤʦʣʠʪʚʘʤʠ ʽ 
ʩʘʤʦʜʠʩʮʠʧʣʽʥʦʶò

77
. ʎʽ ʪʚʝʨʜʞʝʥʥʷ ʜʦʩʠʪʴ ʧʨʦʤʦʚʠʩʪʦ 

ʛʦʚʦʨʷʪʴ, ʱʦ, ʧʦʧʨʠ ʙʘʞʘʥʥʷ ʘʪʨʠʙʫʪʫʚʘʪʠ ʩʚʦʾ ʪʚʦʨʠ ʷʢ 
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ʝʤʘʥʘʮʽʶ ʙʦʞʝʩʪʚʝʥʥʦʛʦ ʥʘʪʭʥʝʥʥʷ, ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ ʥʝ 
ʮʫʨʘʣʠʩʴ ʣʽʪʝʨʘʪʫʨʥʦʛʦ ʨʝʤʝʩʣʘ ʫ ʧʨʘʛʥʝʥʥʽ ʜʦ ʭʫʜʦʞʥʴʦʾ 
ʜʦʩʢʦʥʘʣʦʩʪʽ. ʊʦʡ ʞʝ ɼʞʦʥʩ ɺʝʨʽ ʜʦʩʠʪʴ ʙʘʛʘʪʦ ʯʘʩʫ 
ʧʨʠʜʽʣʠʚ ʚʠʚʯʝʥʥʶ ʪʝʦʨʽʾ ʽ ʧʨʘʢʪʠʢʠ ʥʘʧʠʩʘʥʥʷ ʩʦʥʝʪʽʚ, 
ʧʝʨʰ ʥʽʞ ʟôʷʚʠʣʠʩʴ ʡʦʛʦ ʚʣʘʩʥʽ Ăʙʦʛʦʥʘʪʭʥʝʥʥʽò ʩʦʥʝʪʠ. 

ʋ ʧʝʚʥʦʤʫ ʩʝʥʩʽ ʧʦʛʣʷʜʠ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʥʘ 
ʪʚʦʨʯʠʡ ʧʨʦʮʝʩ ʪʦʪʦʞʥʽ ʚʠʧʨʘʮʶʚʘʥʽʡ ʧʫʨʠʪʘʥʩʴʢʠʤʠ 
ʪʝʦʣʦʛʘʤʠ ʢʦʥʮʝʧʮʽʾ ʙʦʞʝʩʪʚʝʥʥʦʾ ʙʣʘʛʦʜʘʪʽ

78
. ɺ ʦʙʦʭ 

ʚʠʧʘʜʢʘʭ ʽʥʜʠʚʽʜ ʙʘʯʠʪʴʩʷ ʧʘʩʠʚʥʠʤ ʟʥʘʨʷʜʜʷʤ, ʷʢʝ, 
ʦʙʜʘʨʫʚʘʚʰʠ ʙʣʘʛʦʜʘʪʪʶ ʥʘʪʭʥʝʥʥʷ, ʚʠʢʦʨʠʩʪʦʚʫʻ 
ʙʦʞʝʩʪʚʝʥʥʠʡ ʪʚʦʨʝʮʴ. ɺ ʦʙʦʭ ʚʠʧʘʜʢʘʭ ʜʝʢʣʘʨʫʻʪʴʩʷ 
ʮʽʣʢʦʚʠʪʘ ʜʦʚʽʨʘ ʽ ʧʦʚʥʘ ʟʘʣʝʞʥʽʩʪʴ ʚʽʜ ʚʠʱʦʾ ʩʠʣʠ, ʷʢʦʶ 
ʤʦʞʝ ʙʫʪʠ ɻʦʩʧʦʜʴ ʘʙʦ ʄʫʟʘ. ɼʦ ʮʴʦʛʦ ʦʙʦʚôʷʟʢʦʚʦ 
ʜʦʣʫʯʘʻʪʴʩʷ ʦʩʦʙʠʩʪʘ ʛʦʪʦʚʥʽʩʪʴ ʽ ʚʽʜʧʦʚʽʜʥʽ ʟʜʽʙʥʦʩʪʽ 
ʽʥʜʠʚʽʜʘ ʜʦ ʚʠʢʦʥʘʥʥʷ ʧʦʢʣʠʢʘʥʥʷ. 

ɸʥʘʣʦʛʽʷ, ʤʦʞʣʠʚʦ, ʚʠʜʘʻʪʴʩʷ ʜʝʱʦ ʧʦʚʝʨʭʦʚʦʶ, ʘʣʝ 
ʚʦʥʘ ʤʘʻ ʧʽʜʩʪʘʚʠ ʜʣʷ ʽʩʥʫʚʘʥʥʷ, ʟʚʘʞʠʚʰʠ ʥʘ 
ʮʽʣʝʩʧʨʷʤʦʚʘʥʝ ʚʠʢʦʨʠʩʪʘʥʥʷ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʘʤʠ 
ʙʽʙʣʝʾʟʦʚʘʥʦʾ ʨʠʪʦʨʠʢʠ ʽ ʣʝʢʩʠʢʠ, ʢʦʣʠ ʡʰʣʦʩʷ ʧʨʦ ʪʚʦʨʯʠʡ 
ʧʨʦʮʝʩ. ʊʠʧʦʚʦ ʨʦʤʘʥʪʠʯʥʠʡ ʣʝʢʩʠʢʦʥ, ʩʬʦʢʫʩʦʚʘʥʠʡ ʥʘ 
ʜʠʭʦʪʦʤʽʷʭ ʰʪʠʙʫ Ăʛʝʥʽʡ / ʪʘʣʘʥʪ, ʫʷʚʘ / ʬʘʥʪʘʟʽʷ ʯʠ 
ʨʦʤʘʥʪʠʯʥʝ / ʢʣʘʩʠʯʥʝò, ʙʫʚ ʟʘʜʽʷʥʠʡ ʜʣʷ ʦʙˇʨʫʥʪʫʚʘʥʥʷ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʴʥʦʾ ʪʝʦʨʽʾ ʪʚʦʨʯʦʩʪʽ, ʘʣʝ, ʷʢ ʽ ʢʦʥʮʝʧʮʽʷ 
ʧʦʝʪʘ-ʧʨʦʧʦʚʽʜʥʠʢʘ, ʤʘʚ ʚʠʪʦʢʘʤʠ ʨʝʣʽʛʽʡʥʦ-ʜʫʭʦʚʥʝ 
ʧʝʨʝʞʠʚʘʥʥʷ ʽ ʜʦʩʚʽʜ. ʅʝ ʚʘʨʪʦ ʟʘʙʫʚʘʪʠ ʽ ʧʨʦ ʧʦʩʪʽʡʥʝ 
ʦʧʦʥʫʚʘʥʥʷ ʫʥʽʪʘʨʽʘʥʩʪʚʫ, ʨʘʮʽʦʥʘʣʽʟʤʫ ʷʢʦʛʦ ʪʨʘʥʩʮʝʥ-
ʜʝʥʪʘʣʽʩʪʠ ʧʨʦʪʠʩʪʘʚʠʣʠ ʙʝʟʧʦʩʝʨʝʜʥʻ ʩʧʽʣʢʫʚʘʥʥʷ ʣʶʜʠʥʠ 
ʟ ʙʦʞʝʩʪʚʦʤ. ʇʨʠʥʘʛʽʜʥʦ ʟʘʟʥʘʯʫ, ʱʦ ʪʽʣʴʢʠ ɼʞ.ɺʝʨʽ ʽ 
ʊ.ʇʘʨʢʝʨ ʟʚʽʨʷʣʠʩʴ ʫ ʪʦʤʫ, ʱʦ ʤʘʣʠ ʮʝʡ ʜʦʩʚʽʜ ʧʨʷʤʦʛʦ 
ʢʦʥʪʘʢʪʫ ʟ ʜʞʝʨʝʣʦʤ ʙʦʞʝʩʪʚʝʥʥʦʛʦ ʥʘʪʭʥʝʥʥʷ. ʅʘ ʱʦʩʴ 
ʧʦʜʽʙʥʝ ʥʘʪʷʢʘʣʘ ʄ.ʌʫʣʣʝʨ, ʆ.ɹʨʦʫʥʩʦʥ ʽ ɹ.ʆʣʢʦʪʪ 
ʥʝʧʝʚʥʦ ʟʛʘʜʫʚʘʣʠ ʧʨʦ ʙʦʞʝʩʪʚʝʥʥʽ ʚʽʟʽʾ ʜʠʪʷʯʠʭ ʨʦʢʽʚ

79
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ʅʘʡʷʩʢʨʘʚʽʰʠʤ ʩʧʦʛʘʜʦʤ ɽʤʝʨʩʦʥʘ ʧʨʦ ʝʢʩʪʘʪʠʯʥʠʡ ʜʦʩʚʽʜ 

                                                           
78 ɼʝʪʘʣʴʥʽʰʝ ʧʨʦ ʮʝ ʜʠʚ.: Miller P. The New England Mind: The Seventeenth 

Century. ï N.Y.: Macmillan, 1939. ï Ch.X. 
79 ʎʠʪ. ʟʘ: Buell, p.59-60. 
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ʻ ʡʦʛʦ ʦʧʠʩ ʦʩʷʷʥʥʷ, ʧʝʨʝʞʠʪʦʛʦ ʚ 1834 ʨʦʮʽ ʧʨʠ ʚʽʜʚʽʜʠʥʘʭ 
ʮʚʠʥʪʘʨʷ ʚ ʆʙʫʨʥʽ (Auburn Cemetery)

80
. ɺʘʞʢʦ ʚʽʜʥʘʡʪʠ 

ʚʽʜʚʝʨʪʦ ʤʽʩʪʠʯʥʽ ʧʘʩʘʞʽ ʽ ʚ ʪʚʦʨʘʭ ʊʦʨʦ, ʷʢʽ, ʥʘ ʟʘʛʘʣ, 
ʭʘʨʘʢʪʝʨʠʟʫʶʪʴʩʷ ʨʘʮʽʦʥʘʣʽʟʦʚʘʥʦ-ʫʩʚʽʜʦʤʣʝʥʠʤ ʚʠʢʣʘʜʦʤ 
ʩʧʨʠʡʥʷʪʪʷ ʦʪʦʯʫʶʯʦʛʦ ʫʥʽʚʝʨʩʫʤʫ. ʋ ʱʦʜʝʥʥʠʢʘʭ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ, ʥʘ ʚʽʜʤʽʥʫ ʚʽʜ ʙʘʛʘʪʴʦʭ ʩʫʯʘʩʥʠʭ ʾʤ 
ʧʨʦʧʦʚʽʜʥʠʢʽʚ-ʻʚʘʥʛʝʣʽʩʪʽʚ, ʚʽʜʩʫʪʥʽ ʟʛʘʜʢʠ ʧʨʦ ʚʪʨʫʯʘʥʥʷ 
ʧʨʦʚʠʜʽʥʥʷ ʫ ʧʦʚʩʷʢʜʝʥʥʝ ʞʠʪʪʷ. ɺʦʥʠ ʩʢʦʨʽʰʝ ʚʦʣʽʣʠ 
ʙʘʯʠʪʠ ʧʨʦʚʽʜʝʥʮʽʘʣʴʥʠʡ ʚʧʣʠʚ ʫ ʜʦʚʝʨʰʝʥʦʩʪʽ ʣʶʜʩʴʢʠʭ 
ʜʽʷʥʴ, ʘʥʽʞ ʫ ʯʦʤʫʩʴ ʽʨʨʘʮʽʦʥʘʣʴʥʦ ʥʘʜʟʚʠʯʘʡʥʦʤʫ. Ăʑʦ ʻ 
ʥʘʡʙʽʣʴʰ ʚʝʣʠʯʥʠʤ ʽ ʚʨʘʞʘʶʯʠʤ? ï ʟʘʧʠʪʫʚʘʚʩʷ ɽʤʝʨʩʦʥ. ï 
ʉʧʦʛʣʷʜʘʥʥʷ ʯʫʜʦʚʦʛʦ ʧʪʘʭʘ, ʷʢʠʡ ʩʧʫʩʢʘʻʪʴʩʷ ʥʝʙʦʤ, ʯʠ 
ʙʘʯʝʥʥʷ ʧʨʦʤʝʥʽʚ ʙʦʞʝʩʪʚʝʥʥʦʾ ʙʣʘʛʦʜʘʪʽ, ʱʦ, ʧʨʠʭʦʚʘʥʘ ʚ 
ʨʦʟʫʤʽ ʽ ʩʝʨʮʽ, ʚʠʧʨʦʤʽʥʶʻʪʴʩʷ ʟʦʚʥʽʰʥʽʩʪʶ ʣʶʜʠʥʠ?ò

81
. 

ʄʽʩʪʠʮʠʟʤ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʙʫʚ, ʪʘʢ ʙʠ ʤʦʚʠʪʠ, ʚʠʩʦʢʦ 
ʽʥʪʝʣʝʢʪʫʘʣʴʥʠʤ, ʨʘʜʰʝ ʫʷʚʥʠʤ, ʧʨʦ ʷʢʠʡ ʙʽʣʴʰʝ 
ʛʦʚʦʨʠʣʦʩʷ, ʘʥʽʞ ʚʽʜʯʫʚʘʣʦʩʷ ʥʘʩʧʨʘʚʜʽ. Ăʅʝ ʚʘʨʪʦ ʧʦʩʪʽʡʥʦ 
ʞʠʪʠ ʚ ʦʯʽʢʫʚʘʥʥʽ ʆʜʢʨʦʚʝʥʥʷò, ï ʟʘʩʪʝʨʽʛʘʚ ɽʤʝʨʩʦʥ, ʙʦ ʮʝ 
ʧʨʠʚʦʜʠʪʴ ʜʦ ʙʝʟʜʽʷʣʴʥʦʩʪʽ ʽ ʙʝʟʧʦʤʽʯʥʦʩʪʽ

82
. ɿ ʥʠʤ 

ʩʦʣʽʜʘʨʠʟʫʚʘʚʩʷ ʊ.ʉʪʦʫʥ (Thomas T.Stone): Ăɼʫʭʦʚʥʝ ʞʠʪʪʷ 
ʚʠʤʘʛʘʻ, ʘ ʷʢʱʦ ʪʦʯʥʽʰʝ, ʫʪʨʠʤʫʻ ʚ ʩʦʙʽ ʝʤʙʨʽʦʥ, ʱʦ 
ʧʨʦʜʫʢʫʻ ʚʠʩʣʦʚʣʶʚʘʥʥʷ ʩʣʦʚʦʤ, ʚʠʩʣʦʚʣʶʚʘʥʥʷ ʜʽʣʦʤò 
(ñutterance of word, utterance of deedò

83
). 

ɺʘʞʣʠʚʦ ʽ ʪʝ, ʱʦ ʥʘʡʙʽʣʴʰ ʧʘʩʽʦʥʘʨʥʽ ʟ-ʧʦʤʽʞ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ, ɹʨʦʫʥʩʦʥ ʽ ʇʘʨʢʝʨ, ʙʫʣʠ ʥʘʩʪʽʣʴʢʠ 
ʧʦʩʣʽʜʦʚʥʠʤʠ ʫ ʚʠʤʦʛʘʭ ʨʘʮʽʦʥʘʣʽʟʫʚʘʥʥʷ ʝʤʦʮʽʡ, 
ʣʦʛʽʯʥʦʛʦ ʩʪʨʫʢʪʫʨʫʚʘʥʥʷ ʩʘʤʦʛʦ ʪʚʦʨʯʦʛʦ ʧʨʦʮʝʩʫ, ʱʦ ʮʝ, 
ʟʨʝʰʪʦʶ, ʧʨʠʚʝʣʦ ʦʜʥʦʛʦ ʜʦ ʢʘʪʦʣʠʮʠʟʤʫ ï ʆ.ɹʨʦʫʥʩʦʥ, ʘ 
ʜʨʫʛʦʛʦ, ʊ.ʇʘʨʢʝʨʘ, ʜʦ ʧʦʰʫʢʽʚ ʥʦʚʦʾ ʪʝʦʣʦʛʽʯʥʦ-ʩʦʮʽʘʣʴʥʦʾ 
ʨʝʬʦʨʤʠ. 

                                                           
80 The Journals and Miscellaneous Notebooks of Ralph Waldo Emerson. - Vol.IY. - 

P.272-273. 
81 Ibid. ï Vol.YII. - P.236. 
82 Ibid. ï Vol.YIII. - P.188. 
83 ʎʠʪ. ʟʘ: Buell, p.192. 
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ʇʦʢʘʟʦʚʠʤ ʻ ʩʪʘʚʣʝʥʥʷ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʜʦ ʧʦʝʟʽʡ 
ɼʞʦʥʩʘ ɺʝʨʽ. ɺʦʥʠ ʜʦʩʠʪʴ ʙʘʡʜʫʞʝ ʩʧʨʠʡʥʷʣʠ ʡʦʛʦ 
ʤʝʩʽʘʥʩʴʢʽ ʧʨʝʪʝʥʟʽʾ, ʨʦʟʫʤʽʶʯʠ, ʱʦ ʭʘʡ ʷʢ ʙʠ ʨʘʮʽʦʥʘʣʴʥʦ 
ʚʦʥʠ ʥʝ ʟʚʫʯʘʣʠ, ʾʭ ʚʠʛʦʣʦʰʫʚʘʣʘ ʭʚʦʨʘ ʣʶʜʠʥʘ 
(ʨʦʟʫʤʦʚʠʡ ʨʦʟʣʘʜ ɼʞ.ɺʝʨʽ ʙʫʚ ʤʝʜʠʯʥʦ ʟʘʬʽʢʩʦʚʘʥʠʤ 
ʬʘʢʪʦʤ). ɼʞ.ʂʣʘʨʢ ʛʦʚʦʨʠʚ ʧʨʦ ɺʝʨʽ, ʱʦ ʪʦʡ ʚʩʝ ʨʦʙʠʚ, 
Ăʢʝʨʫʶʯʠʩʴ ʧʨʦʚʠʜʽʥʥʷʤ, ʥʘʚʽʪʴ ʫ ʪʘʢʠʭ ʜʨʽʙʥʠʮʷʭ, ʷʢ 
ʧʝʨʝʡʪʠ ʢʽʤʥʘʪʫ ʯʠ ʣʷʛʪʠ ʥʘ ʣʽʞʢʦ. ʊʘ ʡ ʩʧʨʘʚʜʽ, ʷʢʱʦ ʮʝ 
ʩʪʘʣʦ ʟʚʠʯʢʦʶ ʜʫʰʽ ʙʫʪʠ ʢʝʨʦʚʘʥʦʶ ʚ ʫʩʴʦʤʫ, ʫ ʚʝʣʠʢʦʤʫ ʽ 
ʤʘʣʦʤʫ, ʪʦ ʯʦʤʫ ʽ ʥʝ ʚ ʦʮʠʭ ʜʚʦʭ ʚʠʧʘʜʢʘʭ? ʊʽʣʴʢʠ ʷ ʛʘʜʘʶ, 
ʱʦ ʙʽʣʴʰʽʩʪʴ ʽʟ ʥʘʩ ʚʚʘʞʘʪʠʤʝ ʥʝ ʚʘʨʪʠʤ ʪʦʛʦ, ʱʦʙ 
ʢʦʥʩʫʣʴʪʫʚʘʪʠʩʴ ʽʟ ʇʨʦʚʠʜʽʥʥʷʤ ʫ ʩʫʪʦ ʘʚʪʦʤʘʪʠʯʥʠʭ ʜʽʷʭ, 
ʧʦʜʽʙʥʠʭ ʜʦ ʮʠʭò

84
. ʇʨʠʙʣʠʟʥʦ ʚ ʪʘʢʦʤʫ ʞ ʢʣʶʯʽ ʟʚʫʯʘʣʠ 

ʢʦʤʝʥʪʘʨʽ ɽʤʝʨʩʦʥʘ ʩʪʦʩʦʚʥʦ ʫʪʦʧʽʯʥʦʛʦ ʝʢʩʧʝʨʠʤʝʥʪʫ ʚ 
ɹʨʫʢ-ʌʘʨʤ ʘʙʦ ʥʘʩʪʽʡʣʠʚʦʾ ʧʨʦʧʦʟʠʮʽʾ ɽ.ʇʘʣʤʝʨʘ (Edward 
Palmer) ʩʢʘʩʫʚʘʪʠ ʛʨʦʰʽ. ʉʠʪʫʘʮʽʷ ʟ ɺʝʨʽ ʚʠʛʣʷʜʘʣʘ 
ʽʥʘʢʰʦʶ, ʙʦ ʚʽʥ, ʟʘ ʩʣʫʰʥʦʶ ʟʘʫʚʘʛʦʶ ʃ.ɹʫʝʣʣʘ, 
Ăʧʝʨʝʞʠʚʘʚ ʫ ʨʝʘʣʴʥʦʩʪʽ ʪʦʡ ʜʦʩʚʽʜ, ʷʢʠʡ ɽʤʝʨʩʦʥ ʚʚʘʞʘʚ 
ʟʘ ʥʝʦʙʭʽʜʥʝ ʨʝʢʦʤʝʥʜʫʚʘʪʠò

85
. ʎʝ ʟʤʫʰʝʥʠʡ ʙʫʚ ʚʠʟʥʘʪʠ ʽ 

ɽʤʝʨʩʦʥ: Ăʇʦʢʘʟʦʚʦ, ʱʦ ʥʘʰʘ ʚʽʨʘ ʫ ʝʢʩʪʘʪʠʯʥʝ ʮʽʣʢʦʤ 
ˇʨʫʥʪʫʻʪʴʩʷ ʥʘ ʡʦʛʦ (ɼʞ.ɺʝʨʽ ï Т.М.) ʧʝʨʝʞʠʚʘʥʥʷʭò

86
. ʗʢ 

ʩʚʽʜʯʘʪʴ ʚʣʘʩʥʽ ʪʚʦʨʠ ɽʤʝʨʩʦʥʘ, ʚʽʥ ʪʘʢʦʛʦ ʜʦʩʚʽʜʫ ʥʝ ʤʘʚ, ʽ 
ʥʘ ʧʦʯʘʪʢʫ 1840-ʭ ʨʦʢʽʚ ʡʦʛʦ ʩʪʘʚʣʝʥʥʷ ʜʦ ʙʦʞʝʩʪʚʝʥʥʦʛʦ 
ʥʘʪʭʥʝʥʥʷ, ʷʢ ʛʦʣʦʚʥʦʛʦ ʨʫʰʽʷ ʪʚʦʨʯʦʩʪʽ, ʟʘʟʥʘʣʦ 
ʚʽʜʯʫʪʥʠʭ ʢʦʨʠʛʫʚʘʥʴ. 

ɽʤʝʨʩʦʥ ʧʨʠʭʦʜʠʪʴ ʜʦ ʨʦʟʫʤʽʥʥʷ ʥʘʪʭʥʝʥʥʷ ʷʢ 
ʧʨʠʨʦʜʥʦʾ ʢʦʤʧʦʥʝʥʪʠ ʪʚʦʨʯʦʛʦ ʧʨʦʮʝʩʫ: Ăʄʠ ʢʘʞʝʤʦ: Ăʗ 
ʨʫʭʘʪʠʤʫʩʴ ʜʘʣʽ, ʽ ʽʩʪʠʥʘ ʫ ʚʩʽʡ ʩʚʦʾʡ ʷʩʥʦʩʪʽ ʧʦʩʪʘʥʝ ʧʝʨʝʜʽ 
ʤʥʦʶò. ʄʠ ʡʜʝʤʦ ʚʧʝʨʝʜ, ʘʣʝ ʥʝ ʤʦʞʝʤʦ ʾʾ ʟʥʘʡʪʠ. ʅʘʤ 
ʟʜʘʻʪʴʩʷ, ʱʦ ʤʠ ʧʦʪʨʝʙʫʻʤʦ ʩʧʦʢʦʶ ʽ ʫʩʪʘʣʝʥʦʛʦ ʣʘʜʫ 
ʙʽʙʣʽʦʪʝʢʠ, ʱʦʙ ʫʭʦʧʠʪʠ ʜʫʤʢʫ. ɸʣʝ ʤʠ ʧʨʦʜʦʚʞʫʻʤʦ ʡʪʠ, ʽ 
ʪʘʢ ʩʘʤʦ ʜʘʣʝʢʽ ʚʽʜ ʥʝʾ, ʷʢ ʽ ʧʝʨʰʝ. ʇʦʪʽʤ, ʟʘ ʤʠʪʴ, ʙʝʟ 
ʧʦʧʝʨʝʜʞʝʥʥʷ, ʽʩʪʠʥʘ ʟôʷʚʣʷʻʪʴʩʷ. ʗʢʝʩʴ ʤʝʨʝʭʪʣʠʚʝ ʩʚʽʪʣʦ 

                                                           
84 ʎʠʪ. ʟʘ: Buell, p.62. 
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ʟôʷʚʣʷʻʪʴʩʷ, ʽ ʮʝ ʽ ʻ ʪʘ ʦʟʥʘʢʘ, ʪʦʡ ʧʨʠʥʮʠʧ, ʷʢʦʛʦ ʤʠ 
ʧʨʘʛʣʠ. ɸʣʝ ʦʨʘʢʫʣ ʩʪʘʚ ʤʦʞʣʠʚʠʤ ʯʝʨʝʟ ʪʝ, ʱʦ ʤʠ ʚʝʣʠ 
ʧʦʩʣʽʜʦʚʥʫ ʦʙʣʦʛʫ ʦʩʷʷʥʥʷ. ʇʨʘʚʜʦʧʦʜʽʙʥʦ, ʱʦ ʟʘʢʦʥʠ 
ʨʦʟʫʤʫ ʥʘʛʘʜʫʶʪʴ ʪʽ ʟʘʢʦʥʠ ʧʨʠʨʦʜʠ, ʷʢʠʤʠ ʤʠ ʪʝʧʝʨ 
ʥʘʜʠʭʘʻʤʦʩʴ, ʪʝʧʝʨ ʚʠʜʠʭʘʻʤʦ...ʮʝ ʟʘʢʦʥ ʭʚʠʣʝʧʦʜʽʙʥʦʛʦ 
ʨʫʭʫ...ò

87
. 

ʊʘʢ, ʧʦʩʪʫʧʦʚʦ ʚ ʩʝʨʝʜʦʚʠʱʽ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ 
ʩʢʣʘʜʘʻʪʴʩʷ ʢʦʥʮʝʧʮʽʷ ʥʘʪʭʥʝʥʥʷ ʷʢ ʦʩʦʙʣʠʚʦʛʦ ʜʦʩʚʽʜʫ, 
ʥʘʜʟʚʠʯʘʡʥʦʾ ʧʦʜʽʾ ʞʠʪʪʷ, ʱʦ, ʨʘʮʽʦʥʘʣʽʟʦʚʘʥʘ, ʟʥʘʭʦʜʠʪʴ 
ʘʜʝʢʚʘʪʥʝ ʚʪʽʣʝʥʥʷ ʫ ʙʽʙʣʝʾʟʦʚʘʥʽʡ ʣʝʢʩʠʮʽ. ɿʘ ʩʣʦʚʘʤʠ 
ʌ.ɻʝʜʞʘ (F.H.Hedge), Ăʮʝ ʥʝ ʧʦʚʠʥʥʘ ʙʫʪʠ ʙʫʨʭʣʠʚʘ ʝʤʦʮʽʷ 
ʯʠ ʣʠʭʦʤʘʥʢʘ ʫ ʢʨʦʚʽ, ʯʠ ʥʝʧʨʠʨʦʜʥʠʡ ʞʘʨ. ʎʝ ʥʝ ʤʘʻ 
ʥʽʯʦʛʦ ʩʧʽʣʴʥʦʛʦ ʟ ʙʫʨʝʚʽʻʤ ʘʙʦ ʚʠʨʦʤ, ʘʣʝ ʮʝ ʩʧʦʢʽʡ, ʱʦ 
ʧʨʠʪʘʤʘʥʥʠʡ ʷʢ ʧʨʠʨʦʜʽ, ʪʘʢ ʽ ʨʦʟʫʤʫ ʫ ʾʭ ʟʜʦʨʦʚʦʤʫ ʩʪʘʥʽ 
ï ʣʘʛʽʜʥʠʡ ʩʧʦʢʽʡ ʩʦʥʷʯʥʦʛʦ ʩʚʽʪʣʘ ï ʩʧʦʢʽʡ ʥʘʧʨʫʞʝʥʦʛʦ 
ʤʠʩʣʝʥʥʷò

88
. ɿʘ ʚʜʘʣʦ ʩʬʦʨʤʫʣʴʦʚʘʥʠʤ ʚʠʩʣʦʚʦʤ 

ʄ.ɼʞʦʥʩʘ (Mumford Jones), ñʨʝʣʽʛʽʷ ʙʫʣʘ ʜʦʩʚʽʜʦʤ, ʱʦ 
ʚʠʪʘʚ ʥʘʜ, ʘʣʝ ʥʝ ʣʝʞʘʚ ʧʽʜ ʟʜʘʪʥʽʩʪʶ ʨʘʮʽʦʥʘʣʴʥʦ 
ʤʠʩʣʠʪʠò

89
. 

ɺʘʞʣʠʚʦʶ ʩʢʣʘʜʦʚʦʶ ʣʽʪʝʨʘʪʫʨʥʠʭ ʨʦʟʤʠʩʣʽʚ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʙʫʣʘ ʧʨʦʙʣʝʤʘ ʚʽʜʧʦʚʽʜʥʦʩʪʝʡ ʪʚʦʨʯʦʾ 
ʽ ʣʶʜʩʴʢʦʾ ʽʧʦʩʪʘʩʝʡ ʧʨʦʜʫʮʝʥʪʽʚ ʣʽʪʝʨʘʪʫʨʥʠʭ ʪʝʢʩʪʽʚ. ʋ 
ʝʩʝʾ Ăʇʦʝʪò (ñPoetò) ʩʪʫʨʙʦʚʘʥʠʡ ʮʠʤ ɽʤʝʨʩʦʥ ʚʠʤʘʛʘʻ 
ʜʦʪʨʠʤʘʥʥʷ  ʘʩʢʝʪʠʯʥʦʛʦ ʦʙʨʘʟʫ ʞʠʪʪʷ ʽʜʝʘʣʴʥʠʤ ʩʧʽʚʮʝʤ: 
Ăʅʝ ʤʦʞʥʘ ʟʜʦʣʘʪʠ ʧʨʠʨʦʜʫ ʦʙʤʘʥʦʤ... ɺʝʣʠʯʥʽ ʚʠʜʽʥʥʷ 
ʟôʷʚʣʷʶʪʴʩʷ ʯʠʩʪʽʡ ʽ ʧʨʦʩʪʽʡ ʜʫʰʽ, ʱʦ ʟʥʘʭʦʜʠʪʴʩʷ ʫ 
ʯʠʩʪʦʤʫ ʽ ʜʦʙʨʦʯʝʩʥʦʤʫ ʪʽʣʽò

90
. ɺʘʨʽʘʥʪ ʊʦʨʦ ʚʠʛʣʷʜʘʻ 

ʜʝʱʦ ʟʘʧʣʫʪʘʥʽʰʠʤ, ʘʣʝ ʥʝ ʤʝʥʰ ʭʘʨʘʢʪʝʨʥʠʤ: Ăʋ ʧʨʦʮʝʩʽ 
ʪʚʦʨʯʦʩʪʽ ʥʝ ʤʦʞʥʘ ʨʦʟʨʘʭʦʚʫʚʘʪʠ ʥʘ ʚʝʟʽʥʥʷ. ʆʙʤʘʥʠ ʪʫʪ 
ʥʝ ʧʨʦʭʦʜʷʪʴ. ʅʘʡʢʨʘʱʝ, ʱʦ ʪʠ ʤʦʞʝʰ ʥʘʧʠʩʘʪʠ, ʙʫʜʝ 
ʥʘʡʢʨʘʱʠʤ ʚʠʷʚʦʤ ʪʝʙʝ, ʷʢ ʣʶʜʠʥʠ. ʂʦʞʥʝ ʨʝʯʝʥʥʷ ʻ 

                                                           
87 Ibid. ï Vol. II.- P.331-332. 
88 ʎʠʪ. ʟʘ: Buell, p.65. 
89 Jones M.H. Belief and Disbelief in American Literature. ï Chicago: University of 

Chicago Press, 1967. - P.54. 
90 The Complete Works of Ralph Waldo Emerson. - Vol.YII. - P.28. 
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ʨʝʟʫʣʴʪʘʪʦʤ ʜʦʚʛʠʭ ʧʝʨʝʚʽʨʦʢ. ʍʘʨʘʢʪʝʨ ʘʚʪʦʨʘ 
ʧʨʦʯʠʪʫʻʪʴʩʷ ʟ ʪʠʪʫʣʴʥʦʾ ʩʪʦʨʽʥʢʠ ʜʦ ʦʩʪʘʥʥʴʦʛʦ ʨʷʜʢʘò

91
. 

ɿʨʦʟʫʤʽʣʦ, ʱʦ ʊʦʨʦ ʛʦʚʦʨʠʪʴ ʥʝ ʪʽʣʴʢʠ ʧʨʦ ʚʦʣʦʜʽʥʥʷ 
ʨʝʤʝʩʣʦʤ ʽ ʧʨʦʬʝʩʽʡʥʠʤʠ ʥʘʚʠʯʢʘʤʠ ʧʠʩʴʤʘ. ʑʠʨʽʩʪʴ ʽ 
ʤʦʨʘʣʴʥʘ ʯʠʩʪʦʪʘ, ʘ ʛʦʣʦʚʥʝ ï ʚʽʜʧʦʚʽʜʘʣʴʥʽʩʪʴ ʟʘ ʥʘʧʠʩʘʥʝ 
ʩʣʦʚʦ ʙʫʣʠ, ʚ ʡʦʛʦ ʨʦʟʫʤʽʥʥʽ, ʜʦʢʦʥʯʝ ʚʘʞʣʠʚʠʤʠ ʫ 
ʧʠʩʴʤʝʥʩʪʚʽ. 

ʊʘʢʝ ʨʦʟʫʤʽʥʥʷ ʦʙʨʘʟʫ ʽ ʤʽʩʽʾ ʭʫʜʦʞʥʠʢʘ, ʘ ʤʠʩʪʝʮʪʚʘ 
ʷʢ ʚʠʨʘʟʫ ʭʘʨʘʢʪʝʨʫ ʽ ʜʫʰʽ ʪʚʦʨʮʷ ʙʫʣʦ ʜʦʩʠʪʴ ʧʦʧʫʣʷʨʥʠʤ 
ʫ ʨʦʤʘʥʪʠʯʥʫ ʜʦʙʫ, ʷʢ, ʜʦ ʩʣʦʚʘ, ʭʘʨʘʢʪʝʨʥʠʤ ʽ ʜʣʷ 
ʭʨʠʩʪʠʷʥʩʴʢʦʛʦ ʨʦʟʫʤʽʥʥʷ (ʧʨʠʥʘʛʽʜʥʦ ʟʛʘʜʫʻʪʴʩʷ ʽ 
Ăʄʠʩʪʝʮʪʚʦ ʧʦʝʪʠʯʥʝò ɻʦʨʘʮʽʷ, ʜʝ ʜʦ ʧʦʝʪʘ ʚʽʥ ʚʠʩʫʚʘʻ 
ʧʦʜʽʙʥʽ ʞ ʚʠʤʦʛʠ). ʊʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʚʽʜʨʽʟʥʷʻ ʱʠʨʽʩʪʴ ʽ 
ʚʽʜʧʦʚʽʜʘʣʴʥʽʩʪʴ, ʟ ʷʢʦʶ ʚʦʥʠ ʧʦʩʪʘʚʠʣʠʩʴ ʜʦ ʮʠʭ ʽʜʝʡ, ʜʦ 
ʚʩʴʦʛʦ, ʟʘ ʧʫʨʠʪʘʥʩʴʢʦʶ ʪʨʘʜʠʮʽʻʶ, ʚʚʘʞʘʶʯʠ, ʱʦ ʤʦʚʘ, 
ʷʢʘ ʥʝ ʩʣʫʛʫʻ ʫʪʚʝʨʜʞʝʥʥʶ ʽʩʪʠʥʠ, ʚʪʨʘʯʘʻ ʩʚʦʻ ʧʝʨʚʽʩʥʝ 
ʧʨʠʟʥʘʯʝʥʥʷ. ʎʝ ʦʜʥʘ ʟ ʧʨʠʯʠʥ ʾʭ ʜʦʩʠʪʴ ʟʥʝʚʘʞʣʠʚʦʛʦ 
ʩʪʘʚʣʝʥʥʷ ʜʦ ʃʦʥʛʬʝʣʣʦ, ʷʢʠʡ, ʥʘ ʾʭ ʜʫʤʢʫ, ʨʦʟʤʽʥʷʚ ʩʚʽʡ 
ʪʘʣʘʥʪ ʥʘ ʜʨʽʙʥʠʮʽ

92
. 

ʊʦʡ ʧʦʝʪ ʯʠ ʙʘʨʜ, ʷʢʠʤ ʚʽʥ ʚ ʽʜʝʘʣʽ ʙʘʯʠʚʩʷ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʘʤ, ʙʫʚ ʩʢʦʨʽʰʝ ʧʦʜʽʙʥʠʡ ʜʦ ʘʥʪʠʯʥʦʛʦ 
ʨʘʧʩʦʜʘ, ʘ ʪʦʯʥʽʰʝ - ʜʦ ʙʽʙʣʝʡʩʴʢʦʛʦ ʧʨʦʨʦʢʘ, ʱʦ ʜʣʷ ʥʠʭ 
ʚʘʞʠʣʦ ʟʥʘʯʥʦ ʙʽʣʴʰʝ. ʋ ʟʥʘʢʦʚʦ ʥʘʟʚʘʥʦʤʫ ʚʽʨʰʽ Ăʇʦʝʪò 
(ñThe Poetò) ʂ.ʂʨʝʯ ʦʢʨʝʩʣʶʻ ʞʘʜʘʥʠʡ ʪʨʘʥʩʮʝʥʜʝʥ-
ʪʘʣʽʩʪʘʤʠ ʽʜʝʘʣʴʥʠʡ ʦʙʨʘʟ: Ăɺʽʥ ʥʝ ʩʭʠʣʷʻʪʴʩʷ ʜʦ 
ʧʦʪʫʨʘʥʥʷ ʧʘʩʪʚʠ, / ʉʤʘʢʽʚ ʾʾ ʥʝʧʝʚʥʠʭ ʽ ʞʘʜʘʥʴ ʞʘʭʥʠʭ, / ʋ 
ʥʴʦʛʦ ʥʘ ʚʫʩʪʘʭ ʩʚʷʱʝʥʥʝ ʩʣʦʚʦ, / ɹʘʡʜʫʞʝ, ʪʝ ʩʣʦʚʦ 
ʨʦʟʨʘʜʠ ʯʠ ʢʨʠʚʜʠ ʻ, / ɹʦ ʮʝ ʻ ʇʨʘʚʜʘò

93
. ʁʦʤʫ ʩʫʛʦʣʦʩʠʚ 

ɼʞ.ɺʝʨʽ: Ă ʊʚʦʻ ʩʣʦʚʦ ʥʝʱʘʜʥʽʰʝ ʟʘ ʩʣʦʚʦ ʜʨʝʚʥʽʭ ʶʜʝʾʚ, / 
ɹʦ ʡʦʛʦ ʩʠʣʫ ʪʠ ʟʘʛʦʨʥʫʚ ʫ ʩʚʦʾ ʩʣʦʚʘ; / ɯ ʭʦʯ ʪʚʦʷ ʨʫʢʘ ʤʦʻʾ 
ʥʝ ʪʦʨʢʥʫʣʘʩʷ, / ʉʣʦʚʘ ʪʚʦʾ ʧʦʮʽʣʠʣʠ ʪʫʜʠ, ʜʝ ʤʝʯ ʽ ʩʧʠʩ 
ʥʽʢʦʣʠ ʙ ʥʝ ʟʤʦʛʣʠò

94
. 
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92 The Works of Orestes A. Brownson, p.392. 
93 The Transcendentalists, p.63. 
94 Ibid., p.89. 
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ʇʦʧʨʠ ʪʝ, ʱʦ ʚʩʽ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ ʤʘʣʠ ʩʝʙʝ ʟʘ 
ʧʦʝʪʽʚ ʽ ʥʘʜʨʫʢʫʚʘʣʠ ʯʠʤʘʣʦ ʧʦʝʪʠʯʥʠʭ ʟʙʽʨʦʢ, ʾʭ 
ʥʘʡʙʽʣʴʰʽ ʟʜʦʙʫʪʢʠ ʣʝʞʘʪʴ ʫ ʮʘʨʠʥʽ ʧʨʦʟʠ, ʙʦ ʩʣʦʚʦ 
ʣʝʢʪʦʨʩʴʢʝ ʯʠ ʧʨʦʧʦʚʽʜʥʠʮʴʢʝ ʙʫʣʦ ʾʤ ʟʚʠʯʥʽʰʠʤ, 
ʧʨʠʨʦʜʥʽʰʠʤ, ʘ ʦʪʞʝ, ʜʽʻʚʽʰʠʤ. ʋ ʧʨʦʟʽ ʾʭ ʧʨʦʬʝʪʠʯʥʽ 
ʘʤʙʽʮʽʾ ʽ ʤʝʩʠʜʞʠ ʟʚʫʯʘʪʴ ʥʘ ʨʽʚʥʽ ʙʽʙʣʝʡʩʴʢʠʭ ʟʘʢʣʠʥʘʥʴ ʽ 
ʦʙʚʠʥʫʚʘʯʝʥʴ ʙʽʙʣʝʡʩʴʢʠʭ ʧʨʦʨʦʢʽʚ. ʄʦʜʘʣʴʥʽʩʪʶ 
ɽʢʣʝʟʽʘʩʪʘ ʚʽʜʣʫʥʶʶʪʴ ʨʷʜʢʠ ʟ ʚʽʜʦʤʦʾ ʧʨʦʧʦʚʽʜʽ 
ʊ.ʇʘʨʢʝʨʘ, ʱʦ ʧʦʪʽʤ ʙʫʣʘ ʥʘʜʨʫʢʦʚʘʥʘ ʷʢ ʝʩʝʡ òʊʠʤʯʘʩʦʚʝ ʽ 
ʧʦʩʪʽʡʥʝ ʫ ʭʨʠʩʪʠʷʥʩʪʚʽò (ñThe Transient and Permanent in 
Christianityò): Ăʅʽʱʦ ʥʝ ʟʘʟʥʘʻ ʙʽʣʴʰʠʭ ʟʤʽʥ ʚʽʜ ʝʧʦʭʠ ʜʦ 
ʝʧʦʭʠ, ʥʽʞ ʜʦʢʪʨʠʥʠ, ʱʦ ʚʠʚʯʘʶʪʴʩʷ ʷʢ ʭʨʠʩʪʠʷʥʩʴʢʽ ʽ ʧʨʦ 
ʷʢʽ ʛʦʚʦʨʠʪʴʩʷ, ʱʦ ʚʦʥʠ ʥʘʡʩʫʪʪʻʚʽʰʽ ʜʣʷ ʭʨʠʩʪʠʷʥʩʪʚʘ ʽ 
ʦʩʦʙʠʩʪʦʛʦ ʩʧʘʩʽʥʥʷ. ʑʦ ʻ ʦʙʣʫʜʦʶ ʚ ʦʜʥʽʡ ʤʽʩʮʠʥʽ, ʩʪʘʻ 
ʧʨʘʚʜʦʶ ʚ ʽʥʰʽʡ. ɭʨʝʩʴ ʦʜʥʽʻʾ ʜʦʙʠ ʩʪʘʻ ʦʨʪʦʜʦʢʩʘʣʴʥʦʶ 
ʚʽʨʦʶ ʽ ʻʜʠʥʠʤ ʥʝʧʦʨʫʰʥʠʤ ʟʘʢʦʥʦʤ ʥʘʩʪʫʧʥʦʾ. ɸʨʽʡ ʽ 
ɸʪʘʥʘʩʽʡ ʩʴʦʛʦʜʥʽ ʩʪʦʷʪʴ ʧʦʨʫʯ. ɺʦʥʠ ʚʟʘʻʤʦʟʘʧʝʨʝʯʫʚʘʣʠ 
ʦʜʠʥ ʦʜʥʦʛʦ, ʢʦʞʝʥ ʩʪʚʝʨʜʞʫʚʘʚ ʪʝ, ʱʦ ʽʥʰʠʡ ʚʽʜʢʠʜʘʚ. 
ʃʶʜʝʡ ʩʧʘʣʶʶʪʴ ʟʘ ʚʽʱʫʚʘʥʥʷ ʪʦʛʦ, ʱʦ ʣʶʜʝʡ ʩʧʘʣʶʶʪʴ 
ʟʘ ʟʘʧʝʨʝʯʝʥʥʷò

95
. ɸʥʘʣʦʛʽʯʥʽ ʚʠʩʣʦʚʣʶʚʘʥʥʷ ʧʦʜʠʙʫʻʤʦ ʚ 

ʝʩʝʾ ʆ.ɹʨʦʫʥʩʦʥʘ Ăʅʦʚʽ ʧʦʛʣʷʜʠò (ñNew Viewsò): Ă ʗ ʥʝ 
ʧʨʦʯʠʪʫʶ ʩʚʽʡ ʯʘʩ ʥʝʚʽʨʥʦ. ʗ ʥʝ ʜʠʚʣʶʩʴ ʥʘ ʩʚʽʪ ʪʽʣʴʢʠ 
ʯʝʨʝʟ ʚʽʢʥʦ ʤʦʛʦ ʢʣʦʟʝʪʫ; ʷ ʟʘʜʽʷʥʠʡ ʚ ʡʦʛʦ ʞʠʪʪʽ; ʷ ʩʤʽʶʩʴ 
ʽ ʧʣʘʯʫ ʨʘʟʦʤ ʽʟ ʥʠʤ; ʷ ʩʧʦʜʽʚʘʚʩʷ ʽ ʣʷʢʘʚʩʷ, ʚʽʨʠʚ ʽ 
ʩʫʤʥʽʚʘʚʩʷ ʨʘʟʦʤ ʽʟ ʥʠʤ, ʽ ʷ ʻ ʪʽʣʴʢʠ ʪʠʤ, ʱʦ ʩʚʽʪ ʟʨʦʙʠʚ ʟ 
ʤʝʥʝ. ʗ ʥʝ ʤʦʞʫ ʧʨʦʯʠʪʘʪʠ ʡʦʛʦ ʥʝʚʽʨʥʦ. ɺʽʥ ʙʣʘʛʘʻ ʧʨʦ 
ʮʽʣʽʩʥʽʩʪʴò

96
. ɺʠʨʘʟʥʦ ʧʦʜʽʙʥʠʤʠ ʻ ʥʘʪʭʥʝʥʥʦ ʚʠʢʨʠʚʘʣʴʥʽ ʽ 

ʘʬʦʨʠʩʪʠʯʥʦ-ʚʣʫʯʥʽ ʧʘʩʘʞʽ ʊʦʨʦ: Ăʄʠ ʚʠʙʠʨʘʻʤʦ ʛʨʘʥʽʪ 
ʜʣ̫ ʦʙʣʠʮʶʚʘʥʥʷ ʥʘʰʠʭ ʙʫʜʠʥʢʽʚ ʽ ʢʦʨʽʚʥʠʢʽʚ; ʤʠ ʙʫʜʫʻʤʦ 
ʧʘʨʢʘʥʠ ʟ ʢʘʤʽʥʥʷ; ʘʣʝ ʤʠ ʥʝ ʰʫʢʘʻʤʦ ʟʘʩʧʦʢʦʻʥʥʷ ʫ ʛʨʘʥʽʪʽ 
ʧʨʘʚʜʠ, ʫ ʥʘʡʧʨʦʩʪʽʰʠʭ, ʥʘʡʧʨʠʤʽʪʠʚʥʽʰʠʭ ʩʢʝʣʷʭ. ʅʘʰʽ 
ʩʢʣʝʧʽʥʥʷ ʩʪʨʫʭʣʷʚʽʣʠò

97
. ʉʘʤʝ ʚ ʧʨʦʟʽ ʥʘʡʙʽʣʴʰʝ ʚʽʜʯʫʪʥʘ 

ʪʘ ʥʘʪʭʥʝʥʥʦ-ʚʠʨʘʟʥʘ ʜʝʩʢʨʠʧʪʠʚʥʽʩʪʴ ʽʥʪʝʥʩʠʬʽʢʦʚʘʥʦ 
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97 The Journals of Henry D. Thoreau. - Vol. IY. - P.470. 
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ʣʽʨʠʯʥʦʛʦ ʝʥʝʨʛʽʡʥʦʛʦ ʩʪʠʣʶ, ʷʢʦʛʦ ʪʘʢ ʙʨʘʢʫʚʘʣʦ ʧʦʝʟʽʾ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ. 

ʇʦʧʝʨʝʜʥʴʦ ʧʽʜʩʫʤʦʚʫʶʯʠ, ʤʦʞʥʘ ʛʦʚʦʨʠʪʠ ʧʨʦ ʪʝ, 
ʱʦ ʟʘʛʘʣʴʥʦ ʨʦʤʘʥʪʠʯʥʠʡ ʢʦʥʮʝʧʪ ʥʘʪʭʥʝʥʥʷ ʫ ʪʨʘʥʩʮʝʥ-
ʜʝʥʪʘʣʽʩʪʩʴʢʽʡ ʝʩʪʝʪʠʮʽ ʥʘʙʫʚ ʜʦʜʘʪʢʦʚʦʾ ʨʝʣʽʛʽʡʥʦʾ, 
ʧʨʠʢʤʝʪʥʦ ʧʫʨʠʪʘʥʩʴʢʦ-ʫʥʽʪʘʨʽʘʥʩʴʢʦʾ ʢʦʥʦʪʘʮʽʾ. ʆʙʨʘʟ 
ʽʜʝʘʣʴʥʦʛʦ ʧʦʝʪʘ ʪʨʘʥʩʧʦʥʫʚʘʚʩʷ ʫ ʢʦʦʨʜʠʥʘʪʘʭ ʧʦʝʪʘ-
ʧʨʦʧʦʚʽʜʥʠʢʘ, ʩʬʦʨʤʦʚʘʥʦʛʦ ʨʝʘʣʽʷʤʠ ʷʢ ʩʫʩʧʽʣʴʥʦʛʦ, ʪʘʢ ʽ 
ʦʩʦʙʠʩʪʦʛʦ ʜʦʩʚʽʜʫ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ. ʇʨʦʬʝʪʠʯʥʠʡ 
ʧʘʬʦʩ, ʪʠʧʦʣʦʛʽʯʥʦ ʧʨʠʪʘʤʘʥʥʠʡ ʨʦʤʘʥʪʠʯʥʽʡ ʧʦʝʪʠʮʽ, ʚ 
ʝʩʪʝʪʠʯʥʽʡ ʧʘʨʘʜʠʛʤʽ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ ʪʨʘʥʩʬʦʨʤʫʚʘʚʩʷ 
ʫ ʚʠʤʦʛʫ ʦʩʦʙʠʩʪʦʾ ʚʽʜʧʦʚʽʜʘʣʴʥʦʩʪʽ ʟʘ ʤʦʚʣʝʥʝ ʩʣʦʚʦ, 
ʚʠʤʦʛʫ ʩʘʤʦʚʜʦʩʢʦʥʘʣʝʥʥʷ, ʱʦ ʮʽʣʢʦʚʠʪʦ ʚʽʜʧʦʚʽʜʘʣʦ 
ʧʫʨʠʪʘʥʩʴʢʽʡ ʢʦʥʮʝʧʮʽʾ ʙʝʟʧʦʩʝʨʝʜʥʴʦʛʦ ʩʧʽʣʢʫʚʘʥʥʷ ʟ 
ʊʚʦʨʮʝʤ ʽ ʦʩʦʙʠʩʪʦʾ ʚʽʜʧʦʚʽʜʘʣʴʥʦʩʪʽ ʧʝʨʝʜ ʥʠʤ. 

 
1.4.  
 

We will walk on our own feet; 
we will work with our own 
hands; we will speak our own 
minds… A nation of men will 
for the first time exist, because 
each believes himself inspired 
by the Divine Soul which also 
inspires all men. 

R.W Emerson 
 

ʇʨʦʚʝʜʝʥʠʡ ʘʥʘʣʽʟ ʜʘʻ ʧʽʜʩʪʘʚʠ ʛʦʚʦʨʠʪʠ ʧʨʦ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ ʷʢ ʛʝʥʝʨʘʮʽʶ ʽʥʪʝʣʝʢʪʫʘʣʽʚ, ʱʦ, 
ʛʣʠʙʦʢʦ ʧʝʨʝʞʠʚʘʶʯʠ ʥʘʮʽʦʥʘʣʴʥʫ ʽʩʪʦʨʽʶ, ʥʝ ʪʽʣʴʢʠ 
ʧʨʘʛʣʠ, ʘʣʝ ʧʨʘʮʶʚʘʣʠ ʜʣʷ ʩʪʚʦʨʝʥʥʷ ʩʘʤʦʙʫʪʥʴʦʾ ʘʤʝʨʠ-
ʢʘʥʩʴʢʦʾ ʢʫʣʴʪʫʨʠ ʪʘ ʣʽʪʝʨʘʪʫʨʠ. ʇʦʷʚʘ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤʫ 
ʙʫʣʘ ʽʥʩʧʽʨʦʚʘʥʘ ʷʢ ʝʨʦʟʽʻʶ ʪʨʘʜʠʮʽʡʥʠʭ ʢʘʣʴʚʽʥʽʩʪʩʴʢʠʭ 
ʬʦʨʤ ʨʝʣʽʛʽʾ, ʪʘʢ ʽ ʢʘʨʜʠʥʘʣʴʥʠʤʠ ʟʤʽʥʘʤʠ ʫ ʞʠʪʪʽ ʩʦʮʽʫʤʫ, 
ʩʧʨʠʯʠʥʝʥʠʤʠ ʽʥʪʝʥʩʠʚʥʠʤ ʨʦʟʚʠʪʢʦʤ ʽʥʜʫʩʪʨʽʘʣʴʥʠʭ 
ʬʦʨʤ ʚʠʨʦʙʥʠʮʪʚʘ. ɺʪʦʨʛʥʝʥʥʷ ñʤʘʰʠʥʠò ʚ ʽʜʠʣʽʯʥʠʡ 
ʣʦʢʫʩ ñʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʝʜʝʤʫò, ʚʠʪʽʩʥʝʥʥʷ ʧʘʪʨʽʘʨʭʘʣʴʥʦ-
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ʩʽʣʴʩʴʢʠʭ ʤʦʜʝʣʝʡ ʞʠʪʪʷ ʘʛʨʝʩʠʚʥʠʤ ʧʦʩʪʫʧʦʤ ʙʫʨʞʫʘʟʥʦ-
ʫʨʙʘʥʽʩʪʠʯʥʦʾ ʮʠʚʽʣʽʟʘʮʽʾ ʧʦʪʨʝʙʫʚʘʣʦ ʧʝʨʝʦʩʤʠʩʣʝʥʥʷ 
ʦʩʚʷʯʝʥʠʭ ʪʨʘʜʠʮʽʻʶ ʽ ʘʚʪʦʨʠʪʝʪʦʤ ñʙʘʪʴʢʽʚ-ʟʘʩʥʦʚʥʠʢʽʚò 
ʩʚʽʪʦʛʣʷʜʥʠʭ ʟʘʩʘʜ. ʊʦʞ, ʥʘʨʦʜʞʝʥʠʡ ʷʢ ʦʜʥʘ ʟʽ ʩʧʨʦʙ 
ʨʝʚʽʟʽʾ ʪʨʘʜʠʮʽʡʥʦʛʦ ʫʥʽʪʘʨʽʘʥʩʪʚʘ, ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤ ʩʪʘʚ 
ʧʨʘʛʤʘʪʠʯʥʦʶ ʬʽʣʦʩʦʬʽʻʶ, ʬʦʨʤʦʶ ʜʫʭʦʚʥʦʩʪʽ, 
ʟʦʨʽʻʥʪʦʚʘʥʦʶ ʥʘ ʩʠʥʪʝʪʠʯʥʝ ʦʩʤʠʩʣʝʥʥʷ ʫʥʽʚʝʨʩʫʤʫ, ʚ 
ʮʝʥʪʨʽ ʷʢʦʛʦ ʟʥʘʭʦʜʠʪʴʩʷ ʟʚʠʯʘʡʥʘ ʣʶʜʠʥʘ. ɺʠʚʽʣʴʥʝʥʘ 
ʨʦʤʘʥʪʠʟʤʦʤ ʫʷʚʘ ʟʽʜʝʘʣʽʟʫʚʘʣʘ ʣʶʜʠʥʫ ʷʢ ʪʘʢʫ, ʱʦ ʚ 
ʩʬʦʨʤʦʚʘʥʦʤʫ ʥʘ ʨʝʣʽʛʽʡʥʠʭ ʟʘʩʘʜʘʭ ʘʤʝʨʠʢʘʥʩʴʢʦʤʫ 
ʩʫʩʧʽʣʴʩʪʚʽ ʧʨʠʚʝʣʦ ʜʦ ʬʦʨʤʫʚʘʥʥʷ ʘʥʪʨʦʧʦʮʝʥʪʨʠʯʥʦʾ 
ʫʪʦʧʽʾ ñʧʨʝʦʙʨʘʞʝʥʥʷò ʷʢ ʥʘʩʣʽʜʢʫ ʩʘʤʦʚʜʦʩʢʦʥʘʣʝʥʥʷ 
ʣʶʜʠʥʠ. ʃʶʜʠʥʘ ʙʘʯʠʪʴʩʷ ʪʠʤ ʜʫʭʦʚʥʠʤ ʦʩʝʨʜʷʤ ʩʚʽʪʫ (ʟʘ 
ʚʽʜʦʤʠʤ ʚʠʩʣʦʚʦʤ ɽʤʝʨʩʦʥʘ, ñċ become a transparent 
eyeballò (ñʇʨʠʨʦʜʘò / Natureò)), ʢʨʽʟʴ ʷʢʠʡ ñʮʠʨʢʫʣʶʶʪʴ 
ʧʦʪʦʢʠ ʫʥʽʚʝʨʩʘʣʴʥʦʛʦ ʙʫʪʪʷò (ɽʤʝʨʩʦʥ), ʱʦ ʚ ʽʜʝʘʣʽ ʤʘʻ 
ʫʤʦʞʣʠʚʠʪʠ ʚʽʜʥʘʡʜʝʥʥʷ ʟʘʛʘʜʢʠ ʧʨʠʨʦʜʠ, ʽʩʪʦʨʽʾ ʽ, 
ʟʨʝʰʪʦʶ, ʩʘʤʦʛʦ ʚʩʝʩʚʽʪʫ. ʉʪʨʫʢʪʫʨʘ ʫʥʽʚʝʨʩʫʤʫ 
ʨʦʟʫʤʽʻʪʴʩʷ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʘʤʠ ʷʢ ʘʥʘʣʦʛ ʣʶʜʩʴʢʦʾ 
ʦʩʦʙʠʩʪʦʩʪʽ. ʊʦʤʫ ʧʽʟʥʘʥʥʷ ʩʝʙʝ (ɽʤʝʨʩʦʥʦʚʘ ñʜʦʚʽʨʘ ʜʦ 
ʩʝʙʝò ʷʢ ʘʤʝʨʠʢʘʥʩʴʢʠʡ ʚʽʜʧʦʚʽʜʥʠʢ ʟʘʢʣʠʢʫ ñCognosce te 
ipsumò) ʩʪʘʻ ʥʝʦʙʭʽʜʥʦʶ ʧʨʝʩʫʧʦʟʠʮʽʻʶ ʧʽʟʥʘʥʥʷ ʩʚʽʪʫ ʽ 
ʡʦʛʦ ʩʠʤʚʦʣʽʯʥʦʾ ʧʨʠʨʦʜʠ. ʃʶʜʠʥʘ, ñʷʢ ʯʘʩʪʢʘ ɹʦʛʘò 
(ɽʤʝʨʩʦʥ), ʪʨʘʥʩʮʝʥʜʝʥʪʥʦ ʩʧʨʦʤʦʞʥʘ ʫʚʽʙʨʘʪʠ ʫ ʩʝʙʝ 
ʚʩʝʩʚʽʪ ʽ ʧʦʷʩʥʠʪʠ ʡʦʛʦ ʯʝʨʝʟ ʩʝʙʝ, ʯʝʨʝʟ ʩʚʦʶ ʻʜʥʽʩʪʴ ʽʟ 
ʥʠʤ, ʘʣʝ ʚʦʜʥʦʯʘʩ, ʩʘʤʦʫʪʚʝʨʜʞʫʶʯʠʩʴ ʽ ʩʘʤʦʽʜʝʥʪʠʬʽ-
ʢʫʶʯʠʩʴ, ʧʨʘʛʥʝ ʟʙʝʨʝʛʪʠ ʩʚʦʶ ʥʝʧʦʚʪʦʨʥʽʩʪʴ ʽ ʦʜʠʥʠʯʥʽʩʪʴ 
ʷʢ ʽʥʜʠʚʽʜʘ. ñʇʽʟʥʘʥʥʷ ʩʝʙʝò ʽ ñʚʠʚʯʝʥʥʷ ʧʨʠʨʦʜʠò ʫ ʧʦʣʽ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʴʥʦʛʦ ʩʚʽʪʦʛʣʷʜʫ ʨʦʟʫʤʽʶʪʴʩʷ ʷʢ 
ʩʠʥʦʥʽʤʽʯʥʽ ʧʨʦʮʝʩʠ. ʊʦʞ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʟʤ, ʷʢʠʡ 
ʧʦʪʨʝʙʫʚʘʚ ʜʣʷ ʨʝʘʣʽʟʘʮʽʾ ʩʚʦʾʭ ʛʨʘʥʜʽʦʟʥʠʭ ʥʘʜʟʘʚʜʘʥʴ, 
ʩʧʝʮʠʬʽʯʥʦʾ ʝʩʪʝʪʠʢʠ ʽ ʤʦʚʠ, ʩʪʘʚ ʩʠʥʢʨʝʪʠʯʥʠʤ ʜʫʭʦʚʥʠʤ, 
ʬʽʣʦʩʦʬʩʴʢʠʤ, ʣʽʪʝʨʘʪʫʨʥʠʤ ʨʫʭʦʤ, ʽʥʪʝʣʝʢʪʫʘʣʴʥʠʡ 
ʧʦʪʝʥʮʽʘʣ ʷʢʦʛʦ ʩʪʠʤʫʣʶʚʘʚ ʽ ʥʘʩʠʯʫʚʘʚ ʢʨʝʘʪʠʚʥʽ ʩʠʣʠ 
ʩʫʯʘʩʥʠʢʽʚ ï ʪʚʦʨʮʽʚ ʘʤʝʨʠʢʘʥʩʴʢʦʾ ʢʫʣʴʪʫʨʠ. ʄʦʞʣʠʚʦ, 
ʧʦʷʚʘ ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʨʝʥʝʩʘʥʩʫ ʽ ʡʦʛʦ ʧʨʦʣʦʥʛʦʚʘʥʠʡ ʫ 
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ʩʪʦʣʽʪʪʷʭ ʚʧʣʠʚ, ʜʦʢʘʟʦʚʠʤ ʚʠʷʚʦʤ ʯʦʛʦ ʻ ʡʦʛʦ ʢʦʥʩʪʘʥʪʥʘ 
ʧʨʠʩʫʪʥʽʩʪʴ ʫ ʢʘʥʦʥʽ, ʧʦʷʩʥʶʻʪʴʩʷ ʽ ʪʠʤ, ʱʦ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʠ ʥʝ ʘʢʮʝʥʪʫʚʘʣʠ ʫʚʘʛʫ ʥʘ ʟʘʢʣʠʢʘʭ ʜʦ 
ʥʘʛʘʣʴʥʠʭ ʽ ʨʘʜʠʢʘʣʴʥʠʭ ʨʝʬʦʨʤ, ʘʣʝ ʪʘʢ ʪʨʘʥʩʬʦʨʤʫʚʘʣʠ 
ʩʫʩʧʽʣʴʥʫ ʩʚʽʜʦʤʽʩʪʴ, ʱʦ ʨʝʬʦʨʤʫʚʘʥʥʷ ʩʦʮʽʫʤʫ ʩʪʘʣʦ ʡʦʛʦ 
ʥʝʚʽʜʚʦʨʦʪʥʦʶ ʽʤʘʥʝʥʪʥʦʶ ʚʣʘʩʪʠʚʽʩʪʶ. ɸʤʝʨʠʢʘʥʩʴʢʠʡ 
ʩʚʽʪ ʥʘʩʪʽʣʴʢʠ ʚʠʨʘʟʥʦ ʟʤʽʥʠʚʩʷ ʟʘʚʜʷʢʠ ʜʽʷʣʴʥʦʩʪʽ 
ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʽʩʪʽʚ, ʱʦ ʮʝ ʜʘʻ ʜʦʩʪʘʪʥʽ ʧʽʜʩʪʘʚʠ ʙʘʯʠʪʠ  ʚ 
ʥʠʭ ñʧʨʝʜʩʪʘʚʥʠʢʽʚ ʣʶʜʩʪʚʘò (ɽʤʝʨʩʦʥ), ʤʘʩʰʪʘʙ ʟʜʦʙʫʪʢʽʚ 
ʷʢʠʭ ʙʣʠʟʴʢʠʡ ʻʚʨʦʧʝʡʩʴʢʦʤʫ ɺʽʜʨʦʜʞʝʥʥʶ. 

 
 

 



Пронкевич Олександр. ”Aрхетипний зір” і “націоналізація” культури: Асорінівський міф...  

179 

 
 
V.  Рецепція художньої спадщини Ренесансу 
в культурі наступних епох 

 
 

Пронкевич Олександр 
(Миколаїв) 

 

“Aрхетипний зір” і “націоналізація” культури: 
Асорінівський міф про Дон Кіхота Сервантеса 

 
 

ʃʽʪʝʨʘʪʫʨʥʽ ʦʙʨʘʟʠ, ʨʘʟʦʤ ʟ ʽʥʰʠʤʠ ʩʠʤʚʦʣʽʯʥʠʤʠ 
ʬʦʨʤʘʤʠ ʨʝʧʨʝʟʝʥʪʘʮʽʾ ʢʫʣʴʪʫʨʠ, ʩʪʘʶʪʴ ʪʠʤʠ ʩʪʨʠʞʥʷʤʠ, 
ʥʘʚʢʦʣʦ ʷʢʠʭ ʬʦʨʤʫʻʪʴʩʷ ʥʘʮʽʷ-ʜʝʨʞʘʚʘ ʷʢ ñʫʜʘʚʘʥʘ 
ʩʧʽʣʴʥʦʪʘò, ʧʨʦ ʷʢʫ ʧʠʩʘʚ ɹ.ɸʥʜʝʨʩʝʥ

1
. ʇʨʦʪʷʛʦʤ ʜʦʙʠ 

ʤʦʜʝʨʥʦʩʪʽ ʈʦʣʘʥʜ, ʌʘʫʩʪ, ɺʽʣʴʛʝʣʴʤ ʊʝʣʴ, ʂʥʷʟʴ ɯʛʦʨ ʪʘ 
ʽʥʰʽ ʣʽʪʝʨʘʪʫʨʥʽ ʧʝʨʩʦʥʘʞʽ ʥʝʦʜʥʦʨʘʟʦʚʦ ʥʘʥʦʚʦ 
ñʚʽʜʢʨʠʚʘʶʪʴʩʷò ñʥʘʮʽʦʥʘʣʽʩʪʠʯʥʦʶ ʫʷʚʦʶò ʽ ʧʦʚʝʨʪʘʶʪʴʩʷ 
ʜʦ ʯʠʪʘʯʽʚ ʷʢ ʩʧʨʘʚʞʥʽ ʥʘʮʽʦʥʘʣʴʥʽ ʤʽʬʠ

2
, ʧʦʢʣʠʢʘʥʽ 

ʚʪʽʣʶʚʘʪʠ ʪʽ ʯʠ ʽʥʰʽ ʨʠʩʠ ʥʘʮʽʦʥʘʣʴʥʦʛʦ ʭʘʨʘʢʪʝʨʫ, ʟ ʷʢʠʤʠ 
ʩʝʙʝ ʽʜʝʥʪʠʬʽʢʫʶʪʴ ʯʣʝʥʠ ʧʝʚʥʦʾ ʥʘʮʽʾ. ɸʥʘʣʦʛʽʯʥʘ 
ʧʨʦʮʝʜʫʨʘ ʤʦʞʝ ʟʜʽʡʩʥʶʚʘʪʠʩʴ ʽ ʟ ʞʠʪʪʻʪʚʦʨʯʠʤʠ ʪʝʢʩʪʘʤʠ 
ʩʘʤʠʭ ʧʠʩʴʤʝʥʥʠʢʽʚ (ʇʫʰʢʽʥ ʷʢ ʟʨʘʟʢʦʚʠʡ ʨʦʩʽʷʥʠʥ ʘʙʦ 
ɼʽʢʢʝʥʩ ʷʢ ʚʩʝʘʥʛʣʽʻʮʴ). ʊʘʢʝ ñʧʝʨʝʧʠʩʫʚʘʥʥʷò ʧʘʤôʷʪʦʢ ʽ 
ʷʚʠʱ ʣʽʪʝʨʘʪʫʨʠ ʻ ʯʘʩʪʠʥʦʶ ʛʣʦʙʘʣʴʥʠʭ ʩʪʨʘʪʝʛʽʡ ʥʘʨʘʮʽʾ 
ʥʘʮʽʡ ʽ ʟʘʛʘʣʴʥʦʧʨʠʡʥʷʪʦʶ ʢʫʣʴʪʫʨʥʦʶ ʧʨʘʢʪʠʢʦʶ ʚ ʫʩʽʭ 
ʤʦʜʝʨʥʠʭ ʩʫʩʧʽʣʴʩʪʚʘʭ, ʚʪʷʛʥʫʪʠʭ ʫ ʧʨʦʮʝʩʠ ʥʘʮʽʦʪʚʦʨʝʥʥʷ.  

                                                           
1   Anderson B. Imagined Communities. ï N.Y. - London: Verso, 1991. ï P.6  
2   ʄʽʬ ʤʠ ʪʨʘʢʪʫʻʤʦ ʷʢ ʩʢʣʘʜʥʫ ʩʝʤʽʦʣʦʛʽʯʥʫ ʩʠʩʪʝʤʫ, ʚʠʨʘʞʝʥʫ ʚ ʥʘʨʘʮʽʷʭ ʧʨʦ 
ʚʠʛʘʜʘʥʠʭ ʧʝʨʩʦʥʘʞʽʚ ʘʙʦ ʨʝʘʣʴʥʽ ʽʩʪʦʨʠʯʥʽ ʦʩʦʙʠ, ʟʘ ʜʦʧʦʤʦʛʦʶ ʷʢʦʾ 
ʯʠʪʘʯʘʤ ʥʘʚʽʶʶʪʴʩʷ ʧʝʚʥʽ ʮʽʥʥʦʩʪʽ. ʎʽ ʮʽʥʥʦʩʪʽ ʚʠʟʥʘʶʪʴʩʷ ʩʧʽʣʴʥʦʪʦʶ ʷʢ 
ʚʟʽʨʮʝʚʽ ʡ ʛʽʜʥʽ ʧʦʚʘʛʠ, ʽ ʯʝʨʝʟ ʮʝ ʚʠʢʦʥʫʶʪʴ ʨʦʣʴ ʛʣʠʙʠʥʥʠʭ ʤʦʪʠʚʽʚ, ʱʦ 
ʢʝʨʫʶʪʴ ʧʦʚʝʜʽʥʢʦʶ ʡ ʪʚʦʨʯʽʩʪʶ.  
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ʊʝʦʨʝʪʠʯʥʦ ʙʫʜʴ-ʷʢʠʡ ʣʽʪʝʨʘʪʫʨʥʠʡ ʪʚʽʨ, ʧʝʨʩʦʥʘʞ, 
ʡʦʛʦ ʘʚʪʦʨ, ʘ ʪʘʢʦʞ ʪʝʢʩʪ ʢʫʣʴʪʫʨʠ ʤʦʞʫʪʴ ʙʫʪʠ 
ñʥʘʮʽʦʥʘʣʽʟʦʚʘʥʠʤʠò. ɼʣʷ ʮʴʦʛʦ ʽʥʪʝʣʝʢʪʫʘʣʘʤ, ʷʢʽ 
ʩʪʘʚʣʷʪʴ ʧʝʨʝʜ ʩʦʙʦʶ ʪʘʢʫ ʤʝʪʫ, ʧʦʪʨʽʙʥʦ ʧʝʨʰ ʟʘ ʚʩʝ 
ʟʤʽʥʠʪʠ ʦʧʪʠʢʫ, ʥʘʚʯʠʪʠʩʷ ʙʘʯʠʪʠ ʚ ʪʦʤʫ ʯʠ ʽʥʰʦʤʫ ʷʚʠʱʽ 
ʽʩʪʦʨʽʾ ʣʽʪʝʨʘʪʫʨʠ (ʪʚʦʨʽ, ʛʝʨʦʾ, ʧʠʩʴʤʝʥʥʠʢʫ) ʥʝ ʧʨʦʩʪʦ 
ʛʨʫ ʫʷʚʠ, ʥʝ ʧʨʦʩʪʦ ʧʝʨʩʦʥʘʞʘ, ʥʝ ʧʨʦʩʪʦ ʜʦʣʶ ʪʚʦʨʮʷ, ʘ 
ʧʨʦʦʙʨʘʟ ʥʘʮʽʦʥʘʣʴʥʦʛʦ ʛʝʨʦʷ ʽ ʧʝʨʝʢʘʟʘʪʠ ʡʦʛʦ ʽʩʪʦʨʽʶ 
(ʣʝʛʝʥʜʫ) ʫ ʚʽʜʧʦʚʽʜʥʠʡ ʩʧʦʩʽʙ. ʅʘʙʫʪʠʡ ʫ ʪʘʢʠʡ ʩʧʦʩʽʙ 
ʨʝʟʫʣʴʪʘʪ ʽʥʪʝʨʧʨʝʪʘʮʽʾ ʷʚʠʱ ʢʫʣʴʪʫʨʠ ʧʨʦʧʦʥʫʻʪʴʩʷ 
(ʬʘʢʪʠʯʥʦ ʥʘʚôʷʟʫʻʪʴʩʷ) ʧʫʙʣʽʮʽ ʷʢ ʝʤʙʣʝʤʘ ʥʘʮʽʦʥʘʣʴʥʦʾ 
ʽʜʝʥʪʠʯʥʦʩʪʽ, ʷʢ ʥʦʨʤʘ ʥʘʮʽʦʥʘʣʴʥʦʾ ʧʨʠʥʘʣʝʞʥʦʩʪʽ, ʟ 
ʷʢʦʶ ʩʧʽʚʚʽʜʥʦʩʷʪʴ ʩʝʙʝ ʯʣʝʥʠ ʪʽʻʾ ʯʠ ʽʥʰʦʾ ʥʘʮʽʦʥʘʣʴʥʦʾ 
ʩʧʽʣʴʥʦʪʠ. ɺʽʜʥʠʥʽ ʾʤ ʟʘʜʘʥʦ ʧʝʚʥʠʡ ʛʦʨʠʟʦʥʪ ʙʘʯʝʥʥʷ, 
ʢʨʽʟʴ ʷʢʠʡ ʚʦʥʠ ʚʠʪʚʦʨʶʶʪʴ ʩʝʙʝ ʷʢ ʥʘʮʽʶ. ʎʝ ʚʽʜʙʫʚʘʻʪʴʩʷ 
ʪʦʜʽ, ʢʦʣʠ ʾʾ ʯʣʝʥʠ ʦʧʘʥʦʚʫʶʪʴ ʚʤʽʥʥʷ ʩʘʤʦʪʫʞʢʠ 
ʧʝʨʝʢʦʜʦʚʫʚʘʪʠ ʣʽʪʝʨʘʪʫʨʥʫ ʽ ʢʫʣʴʪʫʨʥʫ ʽʩʪʦʨʽʶ ʚ 
ʥʘʮʽʦʥʘʣʴʥʽ ʤʽʬʠ, ʫ ʷʢʽ ʚʽʨʷʪʴ ʽ ʷʢʽ ʫʪʚʦʨʶʶʪʴ ʻʜʠʥʠʡ 
ʜʫʭʦʚʥʠʡ ʧʨʦʩʪʽʨ ʩʧʽʣʢʫʚʘʥʥʷ.  

ʎʶ ʟʤʽʥʫ ʦʧʪʠʢʠ ʤʠ ʧʨʦʧʦʥʫʻʤʦ ʥʘʟʠʚʘʪʠ 
ñʘʨʭʝʪʠʧʥʠʤ ʟʦʨʦʤò. ʆʩʪʘʥʥʽʡ ʻ ʩʧʨʦʤʦʞʥʽʩʪʶ ʙʘʯʠʪʠ ʚ 
ʷʚʠʱʘʭ ʢʫʣʴʪʫʨʠ ʽ ʣʽʪʝʨʘʪʫʨʠ ʛʣʠʙʠʥʥʽ ʩʠʤʚʦʣʽʯʥʽ ʩʭʝʤʠ, 
ʷʢʽ ʚʠʟʥʘʯʘʶʪʴ ʨʦʙʦʪʫ ʣʶʜʩʴʢʦʾ ʩʚʽʜʦʤʦʩʪʽ, ʧʦʚʝʜʽʥʢʫ ʡ 
ʫʷʚʫ ʽ ʷʢʽ ʤʘʶʪʴ ʟʘʛʘʣʴʥʦʥʘʮʽʦʥʘʣʴʥʝ ʟʥʘʯʝʥʥʷ. ʊʘʢʘ 
ʟʜʘʪʥʽʩʪʴ ʻ ʧʝʚʥʠʤ ʟʚʫʞʝʥʥʷʤ, ʚʦʜʥʦʯʘʩ ʧʝʨʝʦʩʤʠʩʣʝʥʥʷʤ, 
ñʜʦʧʠʩʫʚʘʥʥʷʤò ʽ ñʧʝʨʝʧʠʩʫʚʘʥʥʷʤò ʩʤʠʩʣʽʚ ʭʫʜʦʞʥʽʭ 
ʪʚʦʨʽʚ, ʣʽʪʝʨʘʪʫʨʥʠʭ ʧʝʨʩʦʥʘʞʽʚ ʘʙʦ ʞʠʪʪʻʪʚʦʨʯʠʭ ʪʝʢʩʪʽʚ 
ʧʠʩʴʤʝʥʥʠʢʘ ʟ ʤʝʪʦʶ ʩʪʚʦʨʝʥʥʷ ʥʘʮʽʦʥʘʣʴʥʦʛʦ ʤʽʬʫ, ʷʢʠʡ 
ʰʠʨʦʢʦ ʚʠʢʦʨʠʩʪʦʚʫʻʪʴʩʷ ʚ ʫʩʽʭ ʩʧʝʢʪʨʘʭ ʬʽʣʦʩʦʬʩʴʢʦʾ, 
ʝʩʪʝʪʠʯʥʦʾ, ʩʦʮʽʘʣʴʥʦ-ʧʦʣʽʪʠʯʥʦʾ ʜʫʤʢʠ.  

ɼʦʚʽʨʘ ʨʝʮʠʧʽʻʥʪʽʚ ʪʝʢʩʪʽʚ ʢʫʣʴʪʫʨʠ ʜʦ ʦʧʠʩʘʥʠʭ 
ʚʠʱʝ ʥʘʮʽʦʥʘʣʴʥʠʭ ʤʽʬʽʚ, ñʚʽʜʢʨʠʪʠʭò ʽʥʪʝʣʝʢʪʫʘʣʘʤʠ, 
ʧʦʷʩʥʶʻʪʴʩʷ ʪʠʤ, ʱʦ ʚʦʥʠ ʟʦʚʥʽ ʜʫʞʝ ʩʭʦʞʽ ʥʘ ʘʨʭʝʪʠʧʠ. 
ʉʢʦʥʩʪʨʫʡʦʚʘʥʽ ʷʢ ʫʟʘʛʘʣʴʥʶʶʯʽ ʤʦʜʝʣʽ ʦʨʛʘʥʽʟʘʮʽʾ ʡ 
ʩʪʨʫʢʪʫʨʫʚʘʥʥʷ ʟ ʥʘʮʽʦʥʘʣʴʥʦʛʦ ʥʝʩʚʽʜʦʤʦʛʦ, ʚʦʥʠ 
ʚʧʦʨʷʜʢʦʚʫʶʪʴ, ʩʧʨʦʱʫʶʪʴ, ʛʦʤʦʛʝʥʽʟʫʶʪʴ ʥʝ ʪʽʣʴʢʠ ʩʘʤʽ 
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ʪʝʢʩʪʠ ʢʫʣʴʪʫʨʠ, ʥʘ ʙʘʟʽ ʷʢʠʭ ʩʪʚʦʨʶʶʪʴʩʷ, ʘ ʡ ʚʥʫʪʨʽʰʥʴʦ 
ʩʫʧʝʨʝʯʣʠʚʠʡ ʝʪʥʦʢʫʣʴʪʫʨʥʠʡ ʽ ʥʘʮʽʦʥʘʣʴʥʠʡ ʜʦʩʚʽʜ 
ʟʘʛʘʣʦʤ. ɼʣʷ ʨʝʮʠʧʽʻʥʪʽʚ ʪʝʢʩʪʽʚ ʢʫʣʴʪʫʨʠ ʚʦʥʠ ʥʘʙʫʚʘʶʪʴ 
ʩʪʘʪʫʩʫ ʽʥʪʝʨʧʨʝʪʘʮʽʡʥʦʛʦ ʢʣʶʯʘ, ʷʢʠʡ ʜʦʧʦʤʘʛʘʻ 
ʟʦʨʽʻʥʪʫʚʘʪʠʩʷ, ʧʦʙʫʜʫʚʘʪʠ ʚʣʘʩʥʠʡ ʜʽʤ ʫ ʭʘʦʪʠʯʥʦʤʫ 
ʨʦʟʤʘʾʪʪʽ ʩʤʠʩʣʽʚ. ʆʩʢʽʣʴʢʠ ʚʦʥʠ ʻ ʥʘʥʦʚʦ ʚʽʜʢʨʠʪʠʤʠ ʡ 
ʘʚʪʦʨʩʴʢʠʤʠ, ʾʭ ʥʝ ʤʦʞʥʘ ʥʘʟʠʚʘʪʠ ʘʨʭʝʪʠʧʘʤʠ (ʪʦʤʫ 
ʪʝʨʤʽʥ ñʘʨʭʝʪʠʧʥʠʡ ʟʽʨò ʥʘʤʠ ʚʟʷʪʦ ʚ ʣʘʧʢʠ). ɺʦʥʠ ʻ ʧʨʷʤʦ 
ʧʨʦʪʠʣʝʞʥʠʤʠ ʟʘ ʩʚʦʻʶ ʧʨʠʨʦʜʦʶ ʷʚʠʱʘʤʠ, ʷʢʽ ʪʽʣʴʢʠ 
ʤʘʩʢʫʶʪʴʩʷ ʧʽʜ ʘʨʭʝʪʠʧʠ. ɿʘ ʖʥʛʦʤ, ʦʩʪʘʥʥʽ, ʩʢʘʟʘʪʠ ʙ, 
ʦʙôʻʢʪʠʚʥʦ ʟʽʙʨʘʥʽ ʚ ʢʦʣʝʢʪʠʚʥʦʤʫ ʥʝʩʚʽʜʦʤʦʤʫ ʣʶʜʩʪʚʘ. 
ʅʘʪʦʤʽʩʪʴ ʥʘʮʽʦʥʘʣʴʥʽ ʤʽʬʠ, ʷʢʽ ʻ ʧʨʦʜʫʢʪʘʤʠ 
ñʘʨʭʝʪʠʧʥʦʛʦ ʟʦʨʫò, ʧʦʯʠʥʘʶʪʴ ʽʩʥʫʚʘʪʠ ʪʽʣʴʢʠ ʪʦʜʽ, ʢʦʣʠ 
ñʥʘʚôʷʟʘʥʽò ʾʭʥʽʤʠ ʪʚʦʨʮʷʤʠ ʥʘʮʽʦʥʘʣʴʥʠʤ ʩʧʽʣʴʥʦʪʘʤ ʽ 
ʚʠʟʥʘʶʪʴʩʷ ʦʩʪʘʥʥʽʤʠ ʷʢ ʩʚʦʾ ʚʣʘʩʥʽ. ʎʝ ʟʜʽʡʩʥʶʻʪʴʩʷ 
ʯʝʨʝʟ ʰʢʦʣʫ, ʤʘʩ-ʤʝʜʽʘ, ʚʠʭʦʚʘʥʥʷ ï ʯʝʨʝʟ ʢʫʣʴʪʫʨʫ. 
ʆʩʦʙʣʠʚʝ ʟʥʘʯʝʥʥʷ ʜʣʷ ʣʝʛʽʪʠʤʘʮʽʾ ʥʘʮʽʦʥʘʣʴʥʠʭ ʤʽʬʽʚ, 
ʩʪʚʦʨʝʥʠʭ ñʘʨʭʝʪʠʧʥʠʤ ʟʦʨʦʤò, ʤʘʻ ʪʘʢʦʞ ʪʝ, ʱʦ ʚʦʥʠ 
ʟʘʧʠʩʘʥʽ ʢʦʥʢʨʝʪʥʠʤʠ ʥʘʮʽʦʥʘʣʴʥʠʤʠ ʤʦʚʘʤʠ, ʟôʷʚʣʷʶʪʴʩʷ 
ʚ ʢʦʥʪʝʢʩʪʽ ʧʝʚʥʠʭ ʥʘʮʽʦʥʘʣʴʥʠʭ ʢʫʣʴʪʫʨ ʽ ʪʦʤʫ ʤʦʞʫʪʴ 
ʪʣʫʤʘʯʠʪʠʩʴ ʷʢ ʧʨʦʜʫʢʪ ʥʘʮʽʦʥʘʣʴʥʦʾ ʫʷʚʠ, ʪʽʣʴʢʠ 
ʨʝʘʣʽʟʦʚʘʥʦʾ ʯʝʨʝʟ ʢʦʥʢʨʝʪʥʠʭ ʧʠʩʴʤʝʥʥʠʢʽʚ. 

ɯʩʪʦʨʽʷ ʽʩʧʘʥʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ ʍɯʍ ï ʧʝʨʰʦʾ ʧʦʣʦʚʠʥʠ 
ʍʍ ʩʪ. ʚʝʣʠʢʦʶ ʤʽʨʦʶ ʻ ʦʜʥʽʻʶ ʟ ʥʘʡʤʘʩʰʪʘʙʥʽʰʠʭ ʩʧʨʦʙ 
ʧʦʩʣʽʜʦʚʥʦʛʦ ñʚʠʛʦʩʪʨʶʚʘʥʥʷò ʥʘʮʽʦʥʘʣʴʥʦʛʦ ñʘʨʭʝʪʠʧ-
ʥʦʛʦ ʟʦʨʫò. ʋ ʮʝʡ ʧʨʦʮʝʩ ʙʫʣʦ ʚʪʷʛʥʫʪʦ ʢʽʣʴʢʘ ʧʦʢʦʣʽʥʴ 
ʙʣʠʩʢʫʯʠʭ ʽʩʧʘʥʩʴʢʠʭ ʽʥʪʝʣʝʢʪʫʘʣʽʚ (ʬʽʣʦʩʦʬʽʚ, 
ʧʠʩʴʤʝʥʥʠʢʽʚ, ʥʘʫʢʦʚʮʽʚ, ʦʩʚʽʪʷʥ) ʧʨʦʪʷʛʦʤ ʫʩʴʦʛʦ ʍɯʍ ʩʪ. 
(ʨʦʤʘʥʪʠʢʠ, ʢʨʘʫʩʠʩʪʠ ɺʽʣʴʥʦʛʦ ʽʥʩʪʠʪʫʪʫ ʦʩʚʽʪʠ, 
ʨʝʭʝʥʝʨʘʩʴʦʥʘʣʽʩʪʠ, ʧʨʝʜʩʪʘʚʥʠʢʠ ʪʘʢ ʟʚʘʥʠʭ ñʧʦʢʦʣʽʥʴ 
1898ò ʽ ñ1914 ʨʦʢʫò). ɺʦʥʠ ʟʘʣʠʰʠʣʠ ʧʦ ʩʦʙʽ ʢʦʣʦʩʘʣʴʥʠʡ 
ʦʙʩʷʛ ʥʘʮʽʦʥʘʣʴʥʠʭ ʣʽʪʝʨʘʪʫʨʥʠʭ ʽ ʢʫʣʴʪʫʨʥʠʭ ʤʽʬʽʚ, ʜʣʷ 
ʩʪʚʦʨʝʥʥʷ ʷʢʠʭ ʩʢʦʨʠʩʪʘʣʠʩʷ ʟ ʥʘʜʟʚʠʯʘʡʥʦ ʰʠʨʦʢʦʛʦ ʢʦʣʘ 
ʦʙʨʘʟʥʦʩʪʽ, ʚʢʣʶʯʘʶʯʠ ʚ ʦʨʙʽʪʫ ʥʘʮʽʦʪʚʦʨʝʥʥʷ ñʇʽʩʥʶ ʧʨʦ 
ʄʦʛʦ ʉʽʜʘò, ʈʦʤʘʥʩʝʨʦ, ʪʚʦʨʠ ʧʦʝʪʽʚ-ʤʽʩʪʠʢʽʚ, ʃʦʧʝ ʜʝ 
ɺʝʛʠ, ʂʘʣʴʜʝʨʦʥʘ, ʂʝʚʝʜʦ ʪʘ ʽʥ., ʢʘʨʪʠʥʠ ɽʣʴ ɻʨʝʢʦ, 
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ʄʫʨʽʣʴʦ, ʉʫʨʙʘʨʘʥʘ, ɺʝʣʘʩʢʝʩʘ, ɻʦʡʾ, ʘʨʭʽʪʝʢʪʫʨʫ 
(ɽʩʢʦʨʽʘʣ)

3
.  

ʆʩʥʦʚʫ ʪʘʢʦʛʦ ʧʽʜʭʦʜʫ ʜʦ ʽʥʪʝʨʧʨʝʪʘʮʽʾ ʪʝʢʩʪʽʚ 
ʽʩʧʘʥʩʴʢʦʾ ʢʫʣʴʪʫʨʠ ʩʪʘʥʦʚʠʪʴ ʢʦʥʮʝʧʮʽʷ ñʽʥʪʨʘʽʩʪʦʨʽʾò 
ʄ. ʜʝ ʋʥʘʤʫʥʦ. ʎʝʡ ʚʽʜʦʤʠʡ ʽʩʧʘʥʩʴʢʠʡ ʧʠʩʴʤʝʥʥʠʢ-
ʬʽʣʦʩʦʬ, ʚʽʜʢʠʜʘʶʯʠ ʦʬʽʮʽʡʥʫ ʽʩʪʦʨʽʦʛʨʘʬʽʶ, ʟʘʢʣʠʢʘʻ 
ʜʠʚʠʪʠʩʷ ʥʘ ʨʝʯʽ ʧʦ-ʥʦʚʦʤʫ ï ʧʽʜ ʧʦʚʝʨʭʥʝʶ ʤʦʚʯʘʟʥʦʛʦ 
ʞʠʪʪʷ ʥʘʚʯʠʪʠʩʷ ʨʦʟʨʽʟʥʷʪʠ ʚʩʝʨʝʜʠʥʽ, ʚ ʛʣʠʙʠʥʘʭ 
ʧʦʚʩʷʢʜʝʥʥʦʾ ʨʝʘʣʴʥʦʩʪʽ ʚʽʯʥʝ, ʧʦʩʪʽʡʥʝ ï ʤʝʪʘʽʩʪʦʨʠʯʥʫ 
(ʘʥʪʠʽʩʪʦʨʠʯʥʫ) ɯʩʧʘʥʽʶ, ʷʚʣʝʥʫ ʚ ʩʠʤʚʦʣʘʭ, ʦʙʨʘʟʘʭ, ʩʥʘʭ, 
ʤʝʪʘʬʦʨʘʭ. ñɺʽʯʥʫ ʪʨʘʜʠʮʽʶ ï ʦʩʴ ʱʦ ʧʦʚʠʥʥʽ ʰʫʢʘʪʠ 
ʷʩʥʦʚʠʜʮʽ (videntes) ʢʦʞʥʦʛʦ ʥʘʨʦʜʫ, ʱʦʙ ʦʩʚʽʪʠʪʠ ʽ 
ʟʨʦʙʠʪʠ ʟʜʦʙʫʪʢʦʤ ʩʚʽʜʦʤʦʩʪʽ ʪʝ, ʱʦ ʟʘʭʦʚʘʥʝ ʚ ʥʘʨʦʜʥʦʤʫ 
ʥʝʩʚʽʜʦʤʦʤʫ, ʘʙʠ ʚ ʪʘʢʽʡ ʩʧʦʩʽʙ ʜʘʪʠ ʥʘʨʦʜʦʚʽ ʢʨʘʱʽ 
ʦʨʽʻʥʪʠʨʠò

4
.  

ʃʝʛʢʦ ʧʝʨʝʜʙʘʯʠʪʠ, ʱʦ ʩʘʤʝ ɼʦʥ ʂʽʭʦʪ ʪʘ ʡʦʛʦ ʘʚʪʦʨ 
ʉʝʨʚʘʥʪʝʩ ʩʪʘʣʠ ʚ ɯʩʧʘʥʽʾ ʪʘʢʠʤʠ ʥʘʮʽʦʥʘʣʴʥʠʤʠ 
ʦʨʽʻʥʪʠʨʘʤʠ. ɺʦʥʠ ʧʦʩʽʜʘʶʪʴ ʦʢʨʝʤʝ ʤʽʩʮʝ ʚ ʛʘʣʝʨʝʾ 
ʽʩʧʘʥʩʴʢʠʭ ʥʘʮʽʦʥʘʣʴʥʠʭ ʤʽʬʽʚ, ñʚʽʜʢʨʠʪʠʭò ñʘʨʭʝʪʠʧʥʠʤ 
ʟʦʨʦʤò ʽʩʧʘʥʩʴʢʠʭ ʽʥʪʝʣʝʢʪʫʘʣʽʚ ʍɯʍ ï ʧʝʨʰʦʾ ʧʦʣʦʚʠʥʠ 
ʍʍ ʩʪ. ʇʝʨʝʧʠʩʫʚʘʥʥʷ ʽʩʪʦʨʽʾ ʃʠʮʘʨʷ ʉʫʤʥʦʾ ʇʦʩʪʘʪʽ ʚ 
ɯʩʧʘʥʽʾ ʪʦʛʦ ʯʘʩʫ ʥʘʛʘʜʫʻ ʩʧʨʘʚʞʥʶ ʢʫʣʴʪʫʨʥʫ ʽʥʜʫʩʪʨʽʶ. 
ñʅʘʧʨʠʢʽʥʮʽ ʩʪʦʣʽʪʪʷ ʧʦʩʪʘʪʴ ɼʦʥ ʂʽʭʦʪʘ ʥʘʩʪʽʣʴʢʠ ʘʢʪʠʚʥʦ 
ʝʢʩʧʣʫʘʪʫʻʪʴʩʷ, ʱʦ ʧʝʨʩʦʥʘʞ ʉʝʨʚʘʥʪʝʩʘ ʧʦʯʠʥʘʻ 
ʥʘʛʘʜʫʚʘʪʠ ʩʢʨʠʥʶ ʟ ʣʝʢʘʣʘʤʠ. ʂʦʨʠʩʪʫʶʯʠʩʴ ʥʠʤʠ, ʢʦʞʝʥ 
ʚʠʙʫʜʦʚʫʻ ʩʚʦʶ ʩʠʩʪʝʤʫ ʮʽʥʥʦʩʪʝʡ, ʟ ʷʢʠʤʠ ʽʜʝʦʣʦʛʽʯʥʦ 
ʽʜʝʥʪʠʬʽʢʫʻ ʩʝʙʝ. ʈʝʭʝʥʝʨʘʩʴʦʥʘʣʽʩʪʠ ʧʝʨʝʪʚʦʨʠʣʠ ʡʦʛʦ ʥʘ 
ʙʽʙʣʽʶ ʥʘʮʽʦʥʘʣʴʥʦʛʦ ʚʽʜʨʦʜʞʝʥʥʷ ʽ ʚ ʪʘʢʠʡ ʩʧʦʩʽʙ 
ʚʽʜʢʨʠʣʠ ʰʣʷʭ ʜʣʷ ʤʘʥʽʧʫʣʶʚʘʥʥʷ ʪʝʢʩʪʦʤ ʉʝʨʚʘʥʪʝʩʘ ʟ 
ʨʽʟʥʠʤʠ ʽʜʝʦʣʦʛʽʯʥʠʤʠ ʟʘʚʜʘʥʥʷʤʠ. ɺʥʘʩʣʽʜʦʢ ʮʴʦʛʦ ʤʠ 
ʥʘʪʨʘʧʣʷʻʤʦ ʥʘ ʜʦʥʢʽʭʦʪʽʚʩʴʢʠʡ ʤʽʬ ʫ ʘʥʘʨʭʽʩʪʽʚ, ʣʽʙʝʨʘʣʽʚ, 
ʢʘʨʣʽʩʪʽʚ ʪʘ ʽʥ. ɯʩʪʦʨʽʻʶ ɼʦʥ ʂʽʭʦʪʘ ʧʦʩʣʫʛʦʚʫʶʪʴʩʷ ʫ ʩʚʦʾʭ 
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ʩʫʧʝʨʝʯʢʘʭ ʥʘʰʽ ʽʥʪʝʣʝʢʪʫʘʣʠ ʥʘʧʝʨʝʜʦʜʥʽ ʇʝʨʰʦʾ ʩʚʽʪʦʚʦʾ 
ʚʽʡʥʠ. ʆʙʨʘʟ ɼʦʥ ʂʽʭʦʪʘ ʬʽʛʫʨʫʻ ʚ ʮʽʣʽʡ ʥʠʟʮʽ ʧʦʣʽʪʠʯʥʠʭ 
ʪʝʦʨʽʡ, ʷʢʽ ʟʘʧʝʨʝʯʫʶʪʴ ʦʜʥʘ ʦʜʥʫ. ɺʽʥ ʧʝʨʝʪʚʦʨʶʻʪʴʩʷ ʥʘ 
ʤʽʬ ʥʘʰʦʾ ʤʦʜʝʨʥʦʩʪʽ, ʷʢʠʡ ʚʠʢʦʨʠʩʪʦʚʫʻʪʴʩʷ ʜʣʷ 
ʽʜʝʦʣʦʛʽʯʥʦʛʦ ʚʠʧʨʘʚʜʘʥʥʷ ʩʴʦʛʦʜʝʥʥʷò

5
. ʉʝʨʝʜ ʘʚʪʦʨʽʚ 

ʜʦʥʢʽʭʦʪʽʚʩʴʢʦʛʦ ʤʽʬʫ ʤʦʞʥʘ ʟʛʘʜʘʪʠ ʪʘʢʠʭ ʚʽʜʦʤʠʭ 
ʽʥʪʝʣʝʢʪʫʘʣʽʚ ʍɯʍ ï ʧʝʨʰʦʾ ʧʦʣʦʚʠʥʠ ʍʍ ʩʪ., ʷʢ ɻʘʣʴʜʦʩ, 
ɺʘʣʝʨʘ, ʇʝʨʝʜʘ, ɻʘʥʽʚʝʪ, ʈʘʤʦʥ ʽ ʂʘʭʘʣʴ, ʄʘʩʽʘʩ ʇʽʢʘʙʝʘ, 
ɺʘʣʝʥʪʽʥ ɸʣʴʤʽʨʘʣʴ, ʄʘʣʣʷʜʘ, ʉʽʣʽʦ, ʋʥʘʤʫʥʦ, ʄʘʝʩʪʫ, 
ɸʩʦʨʽʥ, ʆʨʪʝʛʘ- -̔ɻʘʩʩʝʪ ʪʘ ʽʥ.  

ʋ ʥʘʰʽʡ ʩʪʘʪʪʽ ʤʠ ʟʦʩʝʨʝʜʠʤʦ ʫʚʘʛʫ ʥʘ ʨʦʟʛʣʷʜʽ ʣʠʰʝ 
ʦʜʥʦʛʦ ʤʽʬʫ ʧʨʦ ɼʦʥ ʂʽʭʦʪʘ/ʉʝʨʚʘʥʪʝʩʘ, ʩʪʚʦʨʝʥʦʛʦ 
ʚʽʜʦʤʠʤ ʽʩʧʘʥʩʴʢʠʤ ʧʠʩʴʤʝʥʥʠʢʦʤ ɸʩʦʨʽʥʦʤ ʫ ʡʦʛʦ ʝʩʝ 
ñʐʣʷʭ ɼʦʥ ʂʽʭʦʪʘò ʽ ñʂʘʩʪʠʣʴʩʴʢʠʡ ʛʝʥʽʡò. ʊʘʢʠʡ ʚʠʙʽʨ 
ʟʫʤʦʚʣʝʥʦ ʢʽʣʴʢʦʤʘ ʧʨʠʯʠʥʘʤʠ, ʥʘʩʘʤʧʝʨʝʜ ʪʠʤ, ʱʦ ʩʝʨʝʜ 
ʫʩʽʭ ʽʩʧʘʥʩʴʢʠʭ ʧʠʩʴʤʝʥʥʠʢʽʚ ʢʽʥʮʷ ʍɯʍ ï ʧʦʯʘʪʢʫ ʍʍ ʩʪ. 
ɸʩʦʨʽʥ ʙʫʚ, ʤʘʙʫʪʴ, ʥʘʡʙʽʣʴʰ ʦʙʜʘʨʦʚʘʥʠʡ ʟʜʘʪʥʽʩʪʶ 
ʜʠʚʠʪʠʩʷ ʥʘ ʨʝʯʽ ñʘʨʭʝʪʠʧʥʠʤ ʟʦʨʦʤò. ʇʠʩʴʤʝʥʥʠʢ 
ʨʦʟʨʦʙʠʚ ʚʣʘʩʥʫ ʢʦʥʮʝʧʮʽʶ ʭʫʜʦʞʥʴʦʛʦ ʯʘʩʫ, ʷʢʘ ʩʪʘʣʘ 
ʧʦʜʘʣʴʰʠʤ ʨʦʟʚʠʪʢʦʤ ʧʦʛʣʷʜʽʚ ʋʥʘʤʫʥʦ ʥʘ ñʽʥʪʨʘʽʩʪʦʨʽʶò. 
ʇʝʨʝʙʫʚʘʶʯʠ ʧʽʜ ʚʧʣʠʚʦʤ ʽʜʝʡ ʐʦʧʝʥʛʘʫʝʨʘ ʽ ʅʽʮʰʝ 
(ñʪʝʦʨʽʷ ʚʽʯʥʦʛʦ ʧʦʚʝʨʥʝʥʥʷò), ɸʩʦʨʽʥ ʩʪʚʝʨʜʞʫʻ, ʱʦ ʪʨʝʙʘ 
ʚ ʽʩʪʦʨʽʾ ʡ ʢʫʣʴʪʫʨʽ ʟʚʝʨʪʘʪʠ ʫʚʘʛʫ ʪʽʣʴʢʠ ʥʘ ʧʦʚʪʦʨʶʚʘʥʥʷ, 
ʦʩʢʽʣʴʢʠ ʩʘʤʝ ʯʝʨʝʟ ʥʠʭ ʩʪʘʶʪʴ ʧʦʤʽʪʥʠʤʠ ʛʣʠʙʠʥʥʽ 
ʥʝʚʠʩʣʦʚʣʶʚʘʥʽ ʚʽʯʥʽ ʩʪʨʫʢʪʫʨʠ, ʱʦ ʢʝʨʫʶʪʴ ʥʘʮʽʦʥʘʣʴʥʠʤ 
ʙʫʪʪʷʤ. ɸʩʦʨʽʥ ʦʜʥʦʯʘʩʥʦ ʞʠʚʝ ʚ ʜʚʦʭ ʝʧʦʭʘʭ ï ʫ ʤʠʥʫʣʽʡ ʽ 
ʪʝʧʝʨʽʰʥʽʡ (ʪʦʯʥʽʰʝ, ʨʽʟʥʠʮʷ ʤʽʞ ʥʠʤʠ ʥʝʤʘʻ ʜʣʷ ʥʴʦʛʦ 
ʟʥʘʯʝʥʥʷ), ʟʘʚʜʷʢʠ ʯʦʤʫ ʡʦʛʦ ʧʦʛʣʷʜ ʥʘʙʫʚʘʻ ʟʜʘʪʥʦʩʪʽ ʧʽʜ 
ʧʦʚʝʨʭʥʝʶ ʧʦʚʩʷʢʜʝʥʥʦʛʦ ʞʠʪʪʷ ʙʘʯʠʪʠ ʚʽʯʥʫ ɯʩʧʘʥʽʶ.  

ʉʫʪʥʽʩʪʴ ñʽʩʪʦʨʠʯʥʦʛʦ ʤʝʪʦʜʫò ɸʩʦʨʽʥʘ ʚʣʫʯʥʦ ʦʧʠʩʘʚ 
ʆʨʪʝʛʘ- -̔ɻʘʩʩʝʪ. ɼʣʷ ɸʩʦʨʽʥʘ ñʞʠʪʠ ʦʟʥʘʯʘʻ ʙʘʯʠʪʠ, ʷʢ ʫʩʝ 
ʧʦʚʝʨʪʘʻʪʴʩʷò (vivir es ver volver) ï ʙʘʯʠʪʠ, ʱʦ ʧʨʠʥʮʠʧʦʚʦ 
ʣʶʜʠʥʘ ʥʽʢʦʣʠ ʥʝ ʟʤʽʥʶʻʪʴʩʷ ʚʥʫʪʨʽʰʥʴʦ, ʘ ʧʝʨʝʚʪʽʣʝʥʴ 
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ʟʘʟʥʘʻ ʣʠʰʝ ʾʾ ʟʦʚʥʽʰʥʷ ʦʙʦʣʦʥʢʘ. ɺʽʟʴʤʽʪʴ ʜʚʽ ʝʧʦʭʠ ʚ 
ʽʩʪʦʨʽʾ, ʧʝʨʝʢʘʟʫʻ ʧʦʛʣʷʜʠ ɸʩʦʨʽʥʘ ʆʨʪʝʛʘ, ʦʜʥʫ ʙʣʠʩʢʫʯʫ ʡ 
ʧʦʟʥʘʯʝʥʫ ʪʚʦʨʯʠʤʠ ʟʣʝʪʘʤʠ, ʘ ʽʥʰʫ ʟʘʥʝʧʘʜʥʠʮʴʢʫ ʡ 
ʜʫʭʦʚʥʦ ʟʙʽʜʥʽʣʫ. ʅʘ ʧʝʨʰʠʡ ʧʦʛʣʷʜ, ʣʶʜʠ ʚ ʥʠʭ 
ʨʝʘʣʽʟʫʶʪʴʩʷ ʧʦ-ʨʽʟʥʦʤʫ. ɺ ʦʜʥʽʡ ʰʫʢʘʶʪʴ ʩʣʘʚʠ, ʽʜʫʪʴ ʜʦ 
ʚʝʣʠʯʥʠʭ ʟʚʝʨʰʝʥʴ ʽ ʧʦʜʚʠʛʽʚ, ʘ ʚ ʽʥʰʽʡ ʥʽʯʦʛʦ ʥʝ 
ʚʽʜʙʫʚʘʻʪʴʩʷ, ʪʽʣʴʢʠ ʥʫʜʴʛʘ ʽ ʙʽʣʴ. ɸʣʝ ʧʽʨʥʽʪʴ ʧʽʜ ʧʦʚʝʨʭʥʶ 
ʡ ʟʘʟʠʨʥʽʪʴ ʫ ʛʣʠʙʠʥʠ ʜʫʰ, ʽ ʚʠ ʧʦʙʘʯʠʪʝ, ʷʢ ʧʦʤʽʯʝʥʽ 
ʨʦʟʙʽʞʥʦʩʪʽ ʚ ʷʢʦʩʪʽ ʣʶʜʩʴʢʦʛʦ ʞʠʪʪʷ ʟʤʝʥʰʫʶʪʴʩʷ. ñʃʶʜʠ 
ʙʣʠʩʢʫʯʦʾ ʝʧʦʭʠ ʪʘ ʝʧʦʭʠ ʟʘʥʝʧʘʜʫ ʚʽʜʯʫʚʘʶʪʴ ʪʫ ʩʘʤʫ 
ʪʨʠʚʦʛʫ ʧʝʨʝʜ ʽʩʥʫʚʘʥʥʷʤò

6
.  

ʂʚʽʥʪʝʩʝʥʮʽʶ ʛʣʠʙʠʥʥʦʛʦ ʙʘʯʝʥʥʷ ɸʩʦʨʽʥʘ, ʷʢʝ 
ʙʘʟʫʻʪʴʩʷ ʥʘ ñʚʽʯʥʦʤʫ ʧʦʚʝʨʥʝʥʥʽò, ʆʨʪʝʛʘ ʽʣʶʩʪʨʫʻ, 
ʧʦʩʠʣʘʶʯʠʩʴ ʥʘ ʝʩʝ ʩʘʤʦʛʦ ɸʩʦʨʽʥʘ ñʄʽʩʪʦ ʽ ʙʘʣʢʦʥò. ʋ 
ʥʴʦʤʫ ʩʧʦʩʪʝʨʽʛʘʯ ʙʘʯʠʪʴ ʟʤʽʥʫ ʽʩʪʦʨʠʯʥʠʭ ʝʧʦʭ: ʚʽʜʢʨʠʪʪʷ 
ɸʤʝʨʠʢʠ, ʈʝʚʦʣʶʮʽʶ ʪʘ ʉʦʮʽʘʣʽʟʤ. ʊʨʠ ʨʽʟʥʠʭ ʣʶʜʠʥʠ 
ʜʠʚʣʷʪʴʩʷ ʥʘ ʞʠʪʪʷ ʟ ʪʦʛʦ ʩʘʤʦʛʦ ʙʘʣʢʦʥʘ, ʽ ʟôʷʩʦʚʫʻʪʴʩʷ, 
ʱʦ ʨʦʟʙʽʞʥʦʩʪʽ ʤʽʞ ʝʧʦʭʘʤʠ ï ʣʠʰʝ ʚʠʜʠʤʦʩʪʽ, ñʛʨʘ ʭʚʠʣʴ 
ʥʘ ʟʝʣʝʥʽʡ ʰʢʽʨʽ ʩʪʘʚʢʘ, ʯʠʾ ʨʽʜʢʽ ʥʫʪʨʦʱʽ ʟʘʣʠʰʘʶʪʴʩʷ 
ʥʝʨʫʭʦʤʠʤʠ. ɿʤʽʥʶʶʪʴʩʷ ʪʘʢʦʞ ʧʝʡʟʘʞʽ, ʽʥʜʠʚʽʜʠ, ʷʢʽ ʥʘ 
ʥʠʭ ʜʠʚʣʷʪʴʩʷ, ʘʣʝ ʱʦʩʴ ʥʘʡʚʘʞʣʠʚʽʰʝ ʥʝ ʟʘʟʥʘʻ ʞʦʜʥʠʭ 
ʟʤʽʥ: ʙʽʣʴ ʧʦʯʫʪʪʽʚ, ʤʝʣʘʥʭʦʣʽʷ ʣʶʜʠʥʠ, ʷʢʘ ʩʧʦʛʣʷʜʘʻ 
ʧʝʡʟʘʞ. ɿʽ ʩʚʽʪʦʤ ʤʦʞʝ ʚʽʜʙʫʚʘʪʠʩʷ ʱʦ ʟʘʚʛʦʜʥʦ, ʘʣʝ ʦʙʩʷʛ 
ʤʝʣʘʥʭʦʣʽʾ ʫ ʚʩʝʩʚʽʪʽ ʙʫʜʝ ʧʦʩʪʽʡʥʦʶ ʚʝʣʠʯʠʥʦʶò

7
. 

ʉʪʚʦʨʝʥʥʷ ɸʩʦʨʽʥʦʤ ʤʽʬʫ ʧʨʦ ɼʦʥ ʂʽʭʦʪʘ/ʉʝʨʚʘʥʪʝʩʘ 
ʙʫʣʦ ʥʝʚʽʜʨʠʚʥʦ ʧʦʚôʷʟʘʥʝ ʟ ʪʠʤʠ ʟʘʚʜʘʥʥʷʤʠ, ʷʢʽ ʩʪʘʚʠʣʠ 
ʧʝʨʝʜ ʩʦʙʦʶ ʯʣʝʥʠ ʪʘʢ ʟʚʘʥʦʛʦ ñʧʦʢʦʣʽʥʥʷ 1898 ʨʦʢʫò, 
ʦʜʥʠʤ ʽʟ ʣʽʜʝʨʽʚ ʷʢʦʛʦ ʚʽʥ ʚʚʘʞʘʻʪʴʩʷ. ʗʢ ʽ ʽʥʰʽ ʽʩʧʘʥʩʴʢʽ 
ʽʥʪʝʣʝʢʪʫʘʣʠ ï ʧʨʝʜʩʪʘʚʥʠʢʠ ñʧʦʢʦʣʽʥʥʷò (ʄʽʛʝʣʴ ɸʥʭʝʣʴ 
ɻʘʥʽʚʝʪ, ʄʽʛʝʣʴ ʜʝ ʋʥʘʤʫʥʦ, ʈʘʤʽʨʦ ʜʝ ʄʘʝʩʪʫ, ʈʘʤʦʥ ʜʝʣʴ 
ɺʘʣʴʻ ɯʥʢʣʘʥ, ʇʽʦ ɹʘʨʦʭʘ, ɸʥʪʦʥʽʦ ʄʘʯʘʜʦ), ɸʩʦʨʽʥ 
ʥʘʤʘʛʘʚʩʷ ñʜʦʧʦʤʦʛʪʠò ʽʩʧʘʥʮʷʤ ʧʦʜʦʣʘʪʠ ʜʫʭʦʚʥʫ ʘʧʘʪʽʶ 
ʽ ʢʦʤʧʣʝʢʩ ʤʝʥʰʦʚʘʨʪʦʩʪʽ, ʷʢʽ ʭʘʨʘʢʪʝʨʠʟʫʚʘʣʠ ʽʩʧʘʥʩʴʢʝ 

                                                           
6 Ortega y Gasset J. Meditaciones sobre la literatura y el arte. (La manera espa¶ola 

de ver las cosas). Madrid: Castalia, 1987. ï ʈ.315. 
7 Ibid. ï ʈ.336-337. 
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ʩʫʩʧʽʣʴʩʪʚʦ ʥʘʧʨʠʢʽʥʮʽ ʍɯʍ ï ʥʘ ʧʦʯʘʪʢʫ ʍʍ ʩʪ., ʦʩʦʙʣʠʚʦ 
ʚʥʘʩʣʽʜʦʢ ʧʦʨʘʟʢʠ ʫ ʚʽʡʥʽ ʟ ʉʐɸ. ɼʣʷ ʮʴʦʛʦ ʚʽʥ ʜʦʣʫʯʠʚʩʷ 
ʜʦ ʩʧʨʘʚʠ ʨʦʟʨʦʙʢʠ ʩʪʨʘʪʝʛʽʡ ʩʪʠʤʫʣʶʚʘʥʥʷ ʽʩʧʘʥʩʴʢʦʾ 
ʥʘʮʽʦʥʘʣʴʥʦʾ ʩʚʽʜʦʤʦʩʪʽ ʟ ʤʝʪʦʶ ʚʠʭʦʚʘʥʥʷ ʫ 
ʩʧʽʚʚʽʪʯʠʟʥʠʢʽʚ ʧʦʯʫʪʪʷ ʥʘʮʽʦʥʘʣʴʥʦʾ ʛʽʜʥʦʩʪʽ. ʆʜʥʽʻʶ ʟ 
ʪʘʢʠʭ ʩʪʨʘʪʝʛʽʡ ʩʪʘʚ ñʘʨʭʝʪʠʧʥʠʡ ʟʽʨò ï ʩʠʩʪʝʤʥʝ 
ʧʝʨʝʪʚʦʨʝʥʥʷ ʦʙʨʘʟʽʚ ʢʣʘʩʠʯʥʦʾ ʽʩʧʘʥʩʴʢʦʾ ʣʽʪʝʨʘʪʫʨʠ 
ʉʝʨʝʜʥʴʦʚʽʯʯʷ, ɺʽʜʨʦʜʞʝʥʥʷ ʽ ʙʘʨʦʢʦ ʥʘ ʥʘʮʽʦʥʘʣʴʥʽ ʤʽʬʠ, 
ʷʢʽ ʻ ʚʽʜʦʙʨʘʞʝʥʥʷʤ ñʢʦʣʝʢʪʠʚʥʦʛʦ ʥʝʩʚʽʜʦʤʦʛʦò ʽʩʧʘʥʩʴʢʦʾ 
ʥʘʮʽʾ ʡ ʧʽʟʥʘʥʥʷ ʷʢʠʭ ʧʦʚʠʥʥʦ ʩʪʘʪʠ ʛʘʨʘʥʪʦʤ ʾʾ ʜʫʭʦʚʥʦʛʦ 
ʚʽʜʥʦʚʣʝʥʥʷ.    

ɼʦ ʦʩʤʠʩʣʝʥʥʷ ʦʙʨʘʟʫ ɼʦʥ ʂʽʭʦʪʘ ʪʘ ʪʚʦʨʯʦʾ ʜʦʣʽ ʡʦʛʦ 
ʘʚʪʦʨʘ ʉʝʨʚʘʥʪʝʩʘ ɸʩʦʨʽʥ ʧʦʩʪʽʡʥʦ ʟʚʝʨʪʘʚʩʷ ʧʨʦʪʷʛʦʤ 
ʫʩʴʦʛʦ ʩʚʦʛʦ ʪʨʠʚʘʣʦʛʦ ʞʠʪʪʷ

8
, ʧʨʦʪʝ ʡʦʛʦ ʝʩʝ ñʐʣʷʭ ɼʦʥ 

ʂʽʭʦʪʘò ʪʘ ñʂʘʩʪʠʣʴʩʴʢʠʡ ʛʝʥʽʡò ʧʦʩʽʜʘʶʪʴ ʫ ʨʦʟʜʫʤʘʭ 
ɸʩʦʨʽʥʘ ʥʘʜ ʪʝʤʦʶ ʦʩʦʙʣʠʚʝ ʤʽʩʮʝ, ʦʩʢʽʣʴʢʠ, ʥʘ ʥʘʰ ʧʦʛʣʷʜ, 
ʩʘʤʝ ʮʽ ʜʚʘ ʝʩʝ ʚʠʨʽʟʥʷʶʪʴʩʷ ʥʘʡʙʽʣʴʰʦʶ ʦʨʠʛʽʥʘʣʴʥʽʩʪʶ 
ʪʨʘʢʪʫʚʘʥʥʷ ʜʦʥʢʽʭʦʪʽʚʩʴʢʦʾ ʽʩʪʦʨʽʾ. ʑʝ ʥʝʜʦʩʪʘʪʥʴʦ 
ʫʩʚʽʜʦʤʣʝʥʝ ʾʭʥʻ ʟʥʘʯʝʥʥʷ ʜʣʷ ʬʦʨʤʫʚʘʥʥʷ ʽʥʰʠʭ ʚʝʨʩʽʡ 
ʜʦʥʢʽʭʦʪʽʚʩʴʢʦʛʦ ʤʽʬʫ, ʥʘʧʠʩʘʥʠʭ ʽʩʧʘʥʩʴʢʠʤʠ ʽʥʪʝʣʝʢʪʫʘ-
ʣʘʤʠ ʧʽʟʥʽʰʝ, ʪʘʢʠʭ ʷʢ ɼʦʥ ʂʽʭʦʪ ʆʨʪʝʛʠ ʘʙʦ ʈ. ʜʝ ʄʘʝʩʪʫ.  

ñʐʣʷʭ ɼʦʥ ʂʽʭʦʪʘò (1905)
9
 ʩʪʘʥʦʚʠʪʴ ʥʠʟʢʫ ʥʦʪʘʪʦʢ, 

ʷʢʽ ʚʽʜʦʙʨʘʞʘʶʪʴ ʚʨʘʞʝʥʥʷ ɸʩʦʨʽʥʘ ʧʽʜ ʯʘʩ ʡʦʛʦ ʧʦʜʦʨʦʞʽ 
ʪʠʤʠ ʤʽʩʮʷʤʠ, ʜʝ ʙʫʚʘʚ ʩʣʘʚʝʪʥʠʡ ʧʝʨʩʦʥʘʞ ʨʦʤʘʥʫ 
ʉʝʨʚʘʥʪʝʩʘ: ʫ ʤʽʩʪʝʯʢʫ ɸʨʛʘʤʘʩʽʣʴʷ-ʜʝ-ɸʣʴʙʘ, ʜʝ ʥʘʯʝʙʪʦ 
ʥʘʨʦʜʠʚʩʷ ɼʦʥ ʂʽʭʦʪ, ʫ ʂʨʠʧʪʘʥʽ, ʥʘ ʙʘʪʴʢʽʚʱʠʥʽ ʉʘʥʯʦ 
ʇʘʥʩʠ, ʚ ʊʦʙʦʩʦ, ʟ ʷʢʦʛʦ ʧʦʭʦʜʠʣʘ ɼʫʣʴʩʽʥʝʷ. ʄʝʪʘ ɸʩʦʨʽʥʘ 
ï ʧʦʛʣʷʥʫʪʠ ñʘʨʭʝʪʠʧʥʠʤ ʟʦʨʦʤò ʥʘ ʪʽ ʜʝʢʦʨʘʮʽʾ, ʫ ʷʢʠʭ 
ʚʽʜʙʫʚʘʣʘʩʷ ʪʨʘʛʽʢʦʤʝʜʽʷ ʃʘʤʘʥʯʝʩʴʢʦʛʦ ʽʜʘʣʴʛʦ, ʱʦʙ 
ʩʧʨʦʙʫʚʘʪʠ ʨʦʟʚôʷʟʘʪʠ ñʧʨʦʙʣʝʤʫ ɯʩʧʘʥʽʾò, ʟôʷʩʫʚʘʪʠ 
ʧʨʠʯʠʥʠ ʾʾ ʚʽʜʩʪʘʣʦʩʪʽ ʡ ʟʘʥʝʧʘʜʫ. ñʗ ʣʶʙʣʶ ʮʝʡ ʚʝʣʠʢʠʡ 
                                                           
8  ɼʠʚ. ʚʝʙ-ʩʘʡʪ http://www.cervantesvirtual.com/servlet/SirveObras. 
9  ʅʘʛʘʜʘʻʤʦ, ʱʦ 1905 ʨʦʢʫ ʚʽʜʟʥʘʯʘʣʘʩʴ ʪʨʴʦʭʩʦʪʘ ʨʽʯʥʠʮʷ ʚʽʜ ʤʦʤʝʥʪʫ ʚʠʭʦʜʫ 
ʧʝʨʰʦʛʦ ʪʦʤʫ ñɼʦʥ ʂʽʭʦʪʘò, ʱʦ ʩʪʘʣʦ ʧʨʠʚʦʜʦʤ ʜʣʷ ʧʨʦʚʝʜʝʥʥʷ ʨʽʟʥʦʤʘʥʪʽʥʠʭ 
ʢʫʣʴʪʫʨʥʠʭ ʘʢʮʽʡ, ʧʨʠʩʚʷʯʝʥʠʭ ʮʽʡ ʧʦʜʽʾ (ʚʠʩʪʫʧʠ, ʫʨʦʯʠʩʪʽ ʟʽʙʨʘʥʥʷ, 
ʧʫʙʣʽʢʘʮʽʾ ʝʩʝ ʪʘ ʩʪʘʪʝʡ ʪʦʱʦ). ʆʜʥʘ ʟ ʥʠʭ ï ʥʘʧʠʩʘʥʥʷ ɸʩʦʨʽʥʦʤ ʢʥʠʛʠ ñʐʣʷʭ 
ɼʦʥ ʂʽʭʦʪʘò. 
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ʩʫʤʥʠʡ ʦʙʨʘʟ ï ʥʘʰ ʩʠʤʚʦʣ ʽ ʥʘʰʝ ʜʟʝʨʢʘʣʦò, ï ʟʽʟʥʘʻʪʴʩʷ 
ɸʩʦʨʽʥ

10
. 

ʃʶʜʠ, ʟ ʷʢʠʤʠ ɸʩʦʨʽʥ-ʥʘʨʘʪʦʨ ʟʫʩʪʨʽʯʘʻʪʴʩʷ ʧʽʜ ʯʘʩ 
ʧʦʜʦʨʦʞʽ, ʧʦʩʪʘʶʪʴ ʻʜʠʥʦʶ ʩʧʽʣʴʥʦʪʦʶ, ʫ ʷʢʽʡ ʚʽʜʙʫʚʘʻʪʴʩʷ 
ʤʝʪʘʤʧʩʠʭʦʟ ʽʩʪʠʥʥʦ ʽʩʧʘʥʩʴʢʠʭ ʜʫʰ, ʚʥʘʩʣʽʜʦʢ ʯʦʛʦ 
ʦʙʣʠʯʯʷ ʧʝʨʩʦʥʘʞʽʚ ʚʽʜʙʠʚʘʶʪʴ ʩʫʢʫʧʥʽʩʪʴ ʧʦʩʪʽʡʥʠʭ 
ñʘʨʭʝʪʠʧʥʠʭò ʥʘʮʽʦʥʘʣʴʥʠʭ ʨʠʩ. ɾʝʩʪʠ, ʩʣʦʚʘ, ʨʫʭʠ 
ʚʠʢʣʠʢʘʶʪʴ ʫ ʧʦʜʦʨʦʞʥʴʦʛʦ ñʯʽʪʢʠʡ ʽ ʛʣʠʙʦʢʠʡ ʦʙʨʘʟ 
ʽʩʪʠʥʥʦʾ ɯʩʧʘʥʽʾò

11
 (la Espa¶a castiza)ò. ɼʦʥ ʃʫʾʩ, ʦʜʠʥ ʟ 

ñʘʢʘʜʝʤʽʢʽʚò ɸʨʛʘʤʘʩʽʣʴʾ, ʚʪʽʣʶʻ ñʽʩʪʠʥʥʠʡ ʪʠʧ 
ʢʘʩʪʠʣʴʩʴʢʦʛʦ ʽʜʘʣʴʛʦ... ʅʝʚʠʩʦʢʠʡ ʥʘ ʟʨʽʩʪ, ʥʝʨʚʦʚʠʡ, 
ʨʫʭʣʠʚʠʡ, ʛʥʫʯʢʠʡ, ʤʽʮʥʠʡ, ʤʦʚ ʢʨʠʮʷ, ʘʨʠʩʪʦʢʨʘʪʠʯʥʠʡò

12
. 

ɺʽʥ ʧʦʭʦʜʠʪʴ ʚʽʜ ʦʜʥʦʛʦ ʟ ʪʠʭ ʚʠʰʫʢʘʥʠʭ ʢʘʙʘʣʴʻʨʦ, ʷʢʠʭ 
ʟʦʙʨʘʞʫʚʘʚ ɽʣʴ ɻʨʝʢʦ. ɼʫʭ ʩʧʨʘʚʞʥʴʦʾ ñʽʩʧʘʥʩʴʢʦʩʪʽò 
ʚʧʽʟʥʘʻʪʴʩʷ ʽ ʚ ʦʙʣʠʯʯʽ ʧʨʦʩʪʦʾ ʩʝʣʷʥʢʠ, ʫ ʯʠʻ ʪʽʣʦ ʚʩʝʣʠʣʘʩʷ 
ʜʫʰʘ ʘʨʠʩʪʦʢʨʘʪʢʠ ʜʦʙʠ ɺʽʜʨʦʜʞʝʥʥʷ

13
. ɺ ʦʙʣʠʯʯʽ ʜʦʥʘ 

ɺʽʩʝʥʪʝ, ʦʜʥʦʛʦ ʟ ʤʽʛʝʣʽʩʪʽʚ ʊʦʙʦʩʦ, ʧʨʦʷʚʣʷʶʪʴʩʷ ʨʠʩʠ 
ɻʘʨʩʽʣʘʩʦ, ʘ ʩʘʤ ʥʘʨʘʪʦʨ ɸʩʦʨʽʥ ʻ ʜʚʽʡʥʠʢʦʤ ɼʦʥ ʂʽʭʦʪʘ, 
ʷʢʠʡ ʯʝʨʝʟ ʪʨʠʩʪʘ ʨʦʢʽʚ ʧʽʩʣʷ ʚʠʭʦʜʫ ʚ ʩʚʽʪ ʧʝʨʰʦʛʦ ʪʦʤʫ 
ʚʪʨʝʪʻ ʚʠʨʫʰʘʻ ʥʘ ʧʦʰʫʢʠ ʧʨʠʛʦʜ. ʅʝʜʘʨʤʘ ʜʦʥʴʷ ɯʩʘʙʝʣʴ 
ʭʦʯʝ ʩʧʘʣʠʪʠ ʧʘʧʝʨʠ ɸʩʦʨʽʥʘ, ʷʢ ʢʦʣʠʩʴ ʩʧʘʣʠʣʠ ʧʘʨʦʭ ʽ 
ʮʠʨʫʣʴʥʠʢ ʢʥʠʞʢʠ ɼʦʥ ʂʽʭʦʪʘ. 

ʇʦʛʣʷʜ ɸʩʦʨʽʥʘ ʻ ʧʨʠʥʮʠʧʦʚʦ ñʽʥʪʨʘʽʩʪʦʨʠʯʥʠʤò, 
ʪʦʙʪʦ ʧʽʨʥʘʻ ʧʽʜ ʧʦʚʝʨʭʥʶ ʟʦʚʥʽʰʥʽʭ ʬʦʨʤ, ʟʚʝʨʪʘʶʯʠ 
ʫʚʘʛʫ ʣʠʰʝ ʥʘ ʤʦʥʦʪʦʥʥʽʩʪʴ ʥʝʟʤʽʥʥʦʛʦ. ʎʽ ʧʦʚʪʦʨʝʥʥʷ ʽ ʻ 
ʜʫʭʦʚʥʠʤʠ ʢʦʥʩʪʘʥʪʘʤʠ, ʷʢʽ ʩʪʘʥʦʚʣʷʪʴ ʦʩʥʦʚʠ 
ʢʦʣʝʢʪʠʚʥʦʛʦ ʥʘʮʽʦʥʘʣʴʥʦʛʦ ʜʦʩʚʽʜʫ ʽ ʚʠʟʥʘʯʘʶʪʴ ʜʦʣʶ 
ʥʘʮʽʾ. ʈʫʭ ʜʦ ʥʠʭ ʤʦʞʥʘ ʫʧʦʜʽʙʥʠʪʠ ʜʦ ʩʧʫʩʢʫ ɼʦʥ ʂʽʭʦʪʘ ʚ 
ʧʝʯʝʨʫ ʄʦʥʪʝʩʽʥʦʩʘ, ʥʘ ʜʥʽ ʷʢʦʾ ʧʝʨʩʦʥʘʞ ʉʝʨʚʘʥʪʝʩʘ 
ʙʘʯʠʪʴ ñʩʧʦʢʽʡʥʫ ʯʦʨʥʫ ʚʦʜʫ, ʛʣʠʙʦʢʫ, ʥʝʨʫʭʦʤʫ, ʪʘʻʤʥʠʯʫ, 

                                                           
10 ʎʠʪ. ʟʘ Асорин. ʀʟʙʨʘʥʥʳʝ ʧʨʦʠʟʚʝʜʝʥʠʷ. ï  ʄ.: ʍʫʜʦʞʝʩʪʚʝʥʥʘʷ ʣʠʪʝʨʘʪʫʨʘ, 

1989. ï ʉ.252. ʆʨʠʛʽʥʘʣʴʥʠʡ ʪʝʢʩʪ ʪʚʦʨʫ ʜʠʚ.: 
http :// www .galeon .com / gacetillaliteraria / Libros / rutadonquixote .htm . 

11 Асорин. ʀʟʙʨ. ʧʨʦʠʟʚ. ï ʉ.252. 
12 ʊʘʤ ʩʘʤʦ. ï ʉ.266. 
13 ʊʘʤ ʩʘʤʦ. ï ʉ.270. 
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ʪʠʩʷʯʦʣʽʪʥʶ, ʧʽʜʟʝʤʥʫ ʚʦʜʫ, ʷʢʘ, ʢʦʣʠ ʤʠ ʰʧʫʨʣʷʻʤʦ ʚ ʥʝʾ 
ʢʘʤʽʥʴ, ʚʽʜʧʦʚʽʜʘʻ ʛʣʫʭʠʤ ʥʘʤ ʛʦʤʦʥʦʤ ï ʟʘʛʨʦʟʣʠʚʠʤ ʽ 
ʞʘʣʽʙʥʠʤ, ï ʱʦ ʥʝ ʧʽʜʜʘʻʪʴʩʷ ʚʠʟʥʘʯʝʥʥʶò

14
. 

ʎʝ ʦʜʥʦʤʘʥʽʪʥʝ ʧʦʚʪʦʨʶʚʘʥʥʷ ʩʢʣʘʜʘʻ ñʯʦʨʥʠʡò 
ʽʩʧʘʥʩʴʢʠʡ ʤʽʬ, ʷʢʠʡ ʚʠʟʥʘʯʘʻ ʨʫʭ ʥʘʮʽʾ ʡ ʢʨʘʾʥʠ ʫ 
ʟʘʯʘʨʦʚʘʥʦʤʫ ʢʦʣʽ ʩʪʘʛʥʘʮʽʾ. ɿʘ ʪʨʠʩʪʘ ʨʦʢʽʚ ʚʽʜ ʪʦʛʦ 
ʤʦʤʝʥʪʫ, ʢʦʣʠ ʉʝʨʚʘʥʪʝʩ ʥʘʧʠʩʘʚ ʩʚʦʶ ʙʝʟʩʤʝʨʪʥʫ ʢʥʠʛʫ, 
ʽʩʧʘʥʮʽ ʥʝ ʥʘʚʯʠʣʠʩʷ ʙʫʪʠ ʽʥʘʢʰʠʤʠ ʥʽʞ ɼʦʥ ʂʽʭʦʪ, ʷʢʠʡ, 
ʟʘ ɸʩʦʨʽʥʦʤ, ʫʦʩʦʙʣʶʻ ʙʝʟʧʣʽʜʥʠʡ ʚʠʙʫʭ ʤʨʽʡʣʠʚʦʩʪʽ. ɿ 
ʧʦʛʣʷʜʫ ɸʩʦʨʽʥʘ, ʽʩʧʘʥʝʮʴ ʟʘʚʞʜʠ ʚ ʜʫʭʦʚʥʦʤʫ ʧʣʘʥʽ ʻ ɼʦʥ 
ʂʽʭʦʪʦʤ, ʦʩʢʽʣʴʢʠ ʩʧʨʦʤʦʞʥʠʡ ʣʠʰʝ ʥʘ ʢʦʨʦʪʢʦʯʘʩʥʽ 
ʚʠʙʫʭʠ ʥʝʧʨʘʢʪʠʯʥʦʛʦ ʝʥʪʫʟʽʘʟʤʫ, ʷʢʽ ʰʚʠʜʢʦ ʩʪʫʭʘʶʪʴ ʽ 
ʥʽʯʠʤ ʥʝ ʟʘʢʽʥʯʫʶʪʴʩʷ. ʅʘ ʜʫʤʢʫ ɸʩʦʨʽʥʘ, ʉʝʨʚʘʥʪʝʩ ʫ 
ʩʚʦʻʤʫ ʨʦʤʘʥʽ ʟʘʩʫʜʠʚ ʮʶ ñʙʝʟʫʤʥʫ ʝʢʟʘʣʴʪʦʚʘʥʽʩʪʴ, ʱʦ 
ʧʘʨʘʣʽʟʫʻò

15
. ɼʦʥ ʂʽʭʦʪ ʚʪʽʣʶʻ ñʙʝʟʨʦʟʩʫʜʥʫ ʡ ʙʫʨʭʣʠʚʫ 

ʫʷʚʫ, ʷʢʘ ʨʘʧʪʦʚʦ ʨʫʡʥʫʻ ʩʚʦʶ ʙʝʟʜʽʷʣʴʥʽʩʪʴ, ʘʙʠ ʟʥʦʚʫ 
ʙʝʟʧʣʽʜʥʦ ʚʧʘʩʪʠ ʚ ʧʘʨʘʣʽʯò

16
. 

ʂʨʽʟʴ ʝʩʝ ɸʩʦʨʽʥʘ ʯʝʨʚʦʥʦʶ ʥʠʪʢʦʶ ʧʨʦʭʦʜʠʪʴ 
ʩʪʨʘʪʝʛʽʷ ñʥʘʪʫʨʘʣʽʟʘʮʽʾò ʜʦʥʢʽʭʦʪʽʚʩʴʢʦʛʦ ʙʦʞʝʚʽʣʣʷ. ɰʾ 
ʩʫʪʥʽʩʪʴ ʧʦʣʷʛʘʻ ʚ ʪʦʤʫ, ʱʦʙ ʧʝʨʝʢʦʥʘʪʠ ʯʠʪʘʯʘ, ʱʦ ʪʽ ʩʫʪʦ 
ʥʝʛʘʪʠʚʥʽ ʨʠʩʠ ʧʝʨʩʦʥʘʞʘ ʉʝʨʚʘʥʪʝʩʘ, ʘ ʪʘʢʦʞ ʽʩʧʘʥʩʴʢʦʾ 
ʥʘʮʽʾ, ʧʨʦ ʷʢʽ ʡʰʣʦʩʷ ʚʠʱʝ, ʻ ʧʨʦʜʫʢʪʦʤ ʧʨʠʨʦʜʥʦ-
ʢʫʣʴʪʫʨʥʦʛʦ ʩʝʨʝʜʦʚʠʱʘ, ʫ ʷʢʦʤʫ ʚʦʥʠ ʩʬʦʨʤʫʚʘʣʠʩʷ. 
ñʅʘʪʫʨʘʣʽʟʘʮʽʷò ʜʦʥʢʽʭʦʪʽʚʩʴʢʦʛʦ ʙʦʞʝʚʽʣʣʷ ʩʣʫʛʫʻ ʟʘʩʦʙʦʤ 
ʣʝʛʽʪʠʤʘʮʽʾ ñʘʨʭʝʪʠʧʥʦʛʦ ʟʦʨʫò, ʦʩʢʽʣʴʢʠ ʜʦʚʦʜʠʪʴ 
ʢʣʽʤʘʪʠʯʥʦ-ʢʫʣʴʪʫʨʥʫ ʜʝʪʝʨʤʽʥʦʚʘʥʽʩʪʴ ʪʠʭ ʯʠ ʽʥʰʠʭ (ʭʘʡ ʽ 
ʥʝʛʘʪʠʚʥʠʭ) ʥʘʮʽʦʥʘʣʴʥʠʭ ʨʠʩ, ʚʪʽʣʝʥʠʭ ʚ ʦʙʨʘʟʽ ɼʦʥ ʂʽʭʦʪʘ. 

ɻʦʣʦʚʥʠʤ ʤʝʪʦʜʦʤ, ʚʠʢʦʨʠʩʪʘʥʠʤ ɸʩʦʨʽʥʦʤ ʜʣʷ 
ñʥʘʪʫʨʘʣʽʟʘʮʽʾò ʜʦʥʢʽʭʦʪʽʚʩʴʢʦʛʦ ʙʦʞʝʚʽʣʣʷ, ʻ ʜʝʤʦʥʩʪʨʘʮʽʷ 
ʟʚôʷʟʢʫ ʦʩʪʘʥʥʴʦʛʦ ʟ ʽʩʧʘʥʩʴʢʠʤ ˇʨʫʥʪʦʤ. ʉʪʽʡʢʠʤ ʤʦʪʠʚʦʤ 
ʝʩʝ ɸʩʦʨʽʥʘ ʻ ʪʚʝʨʜʞʝʥʥʷ, ʱʦ ɸʣʦʥʩʦ ʂʽʭʘʥʦ ɼʦʙʨʠʡ, ʷʢʠʡ 
ʦʭʨʝʩʪʠʚ ʩʝʙʝ ɼʦʥ ʂʽʭʦʪʦʤ, ʻ ʧʨʦʜʫʢʪʦʤ ʭʠʤʝʨʥʦʛʦ ʡ 
ʙʝʟʛʣʫʟʜʦʛʦ ʩʝʨʝʜʦʚʠʱʘ. ʊʘʢʠʡ ʪʠʧ ʷʢ ʚʽʥ ʥʝʦʜʤʽʥʥʦ 

                                                           
14 ʊʘʤ ʩʘʤʦ. ï ʉ.288. 
15 ʊʘʤ ʩʘʤʦ. ï ʉ.309. 
16 ʊʘʤ ʩʘʤʦ. ï ʉ.308. 
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ʧʦʚʠʥʝʥ ʙʫʚ ʟôʷʚʠʪʠʩʷ ʚ ʂʘʩʪʠʣʽʾ ʟ ʾʾ ʙʽʜʥʠʤ ʽ ʞʘʭʣʠʚʠʤ 
ʧʝʡʟʘʞʝʤ. ʅʘ ʮʶ ʜʫʤʢʫ ʤʠ ʥʘʪʨʘʧʣʷʻʤʦ, ʢʦʣʠ ɸʩʦʨʽʥ 
ʦʧʠʩʫʻ ʜʫʭ ñʤʘʥʜʨʽʚʥʦʛʦ ʤʽʩʪʘò ɸʨʛʘʤʘʩʽʣʴʷ-ʜʝ-ɸʣʴʙʘ, ʫ 
ʷʢʦʤʫ, ʟʘ ʧʨʠʧʫʱʝʥʥʷʤʠ ʜʝʷʢʠʭ ʜʦʩʣʽʜʥʠʢʽʚ, ʤʽʛ 
ʥʘʨʦʜʠʪʠʩʷ ʧʨʦʪʦʪʠʧ ɼʦʥ ʂʽʭʦʪʘ. ʁʦʛʦ ʦʩʦʙʠʩʪʽʩʪʴ 
ʩʬʦʨʤʫʚʘʣʘʩʷ ʚ ʩʠʪʫʘʮʽʾ ʥʝʩʪʘʙʽʣʴʥʦʩʪʽ, ʬʦʙʽʡ, ʩʪʨʘʭʽʚ ʽ 
ʚʽʜʯʘʶ, ʱʦ ʩʧʨʠʯʠʥʷʣʠʩʷ ʧʦʪʨʝʙʦʶ ʟ ʨʽʟʥʠʭ ʧʨʠʯʠʥ 
ʧʝʨʝʥʦʩʠʪʠ ʤʽʩʮʝ ʨʦʟʪʘʰʫʚʘʥʥʷ ɸʨʛʘʤʘʩʽʣʴʾ. ʇʘʥʽʢʘ, 
ʥʝʨʚʦʚʽ ʧʦʪʨʷʩʽʥʥʷ, ʨʦʟʧʘʯ, ʪʨʠʚʦʛʠ, ʩʧʨʠʯʠʥʝʥʽ ʯʘʩʪʠʤʠ 
ʧʝʨʝʩʫʚʘʥʥʷʤʠ ʾʾ ʞʠʪʝʣʽʚ, ʚʽʜʙʠʣʠʩʷ ʥʘ ʚʜʘʯʽ ɼʦʥ ʂʽʭʦʪʘ. 
ʉʠʪʫʘʮʽʷ, ʷʢʘ ʩʢʣʘʣʘʩʷ ʟ ɼʦʥ ʂʽʭʦʪʦʤ, ʻ ʧʝʚʥʦʶ ʤʽʨʦʶ 
ñʘʨʭʝʪʠʧʥʦʶò, ʦʩʢʽʣʴʢʠ ʚ ʫʩʽʡ ʽʩʧʘʥʩʴʢʽʡ ʽʩʪʦʨʽʾ ʧʦʜʽʙʥʽ 
ʥʘʩʪʨʦʾ ʚʠʟʥʘʯʠʣʠ ʜʦʣʽ ʙʘʛʘʪʴʦʭ ʨʝʘʣʴʥʠʭ ʾʾ ʜʽʷʯʽʚ. ñʍʽʙʘ ʥʝ 
ʚ ʪʘʢʦʤʫ ʩʝʨʝʜʦʚʠʱʽ ʥʘʨʦʜʠʣʠʩʷ ʽ ʩʬʦʨʤʫʚʘʣʠʩʷ ʚʝʣʠʢʽ 
ʦʩʦʙʠʩʪʦʩʪʽ ʰʫʢʘʯʽʚ ʧʨʠʛʦʜ, ʤʦʨʝʧʣʘʚʮʽʚ, ʢʦʥʢʽʩʪʘʜʦʨʽʚ, 
ʤʦʛʫʪʥʽ, ʩʪʨʘʰʥʽ, ʘʣʝ ʩʘʤʦʪʥʽ ʡ ʘʥʘʨʭʽʯʥʽò

17
. ɺʦʥʠ 

ʚʠʨʽʟʥʷʶʪʴʩʷ ʽʜʝʘʣʽʟʤʦʤ, ʘʣʝ ʚʠʷʚʣʷʶʪʴʩʷ ʥʝʩʧʨʦʤʦʞʥʠʤʠ 
ñʥʘ ʧʦʚʩʷʢʜʝʥʥʽ, ʧʨʦʩʪʽ ʜʽʾ, ʷʢʽ ʚʠʤʘʛʘʶʪʴ ʪʝʨʧʽʥʥʷ ʽ ʷʢʽ 
ʧʦʪʨʽʙʥʽ ʜʣʷ ʧʦʩʪʫʧʫ ʥʘʨʦʜʽʚò

18
.  

ʌʦʨʤʫʚʘʥʥʷ ʜʦʥʢʽʭʦʪʽʚʩʴʢʦʛʦ ʝʥʪʫʟʽʘʟʤʫ ʥʝʚʽʜʨʠʚʥʝ 
ʚʽʜ ʪʘʢʦʛʦ ʪʦʧʦʩʫ ʽʩʧʘʥʩʴʢʦʛʦ ʣʘʥʜʰʘʬʪʫ, ʷʢ ʙʝʟʣʶʜʥʽ 
ʩʫʚʦʨʽ ʧʨʦʧʘʣʝʥʽ ʩʦʥʮʝʤ ʨʽʚʥʠʥʠ, ʟʥʘʤʝʥʠʪʽ ñʧʦʣʷ ʂʘʩʪʠʣʽʾò, 
ʧʨʦʢʣʷʪʽ ɹʦʛʦʤ ʽ ʦʩʧʽʚʘʥʽ ɸ.ʄʘʯʘʜʦ. ʅʘ ʥʠʭ ʣʶʜʠʥʘ ʚʽʜʯʫʚʘʻ 
ñʧʨʠʛʥʽʯʝʥʽʩʪʴ, ʚʧʘʜʘʻ ʫ ʚʽʜʯʘʡ, ʨʦʟʜʨʘʪʫʚʘʥʥʷ, ʙʝʟʥʘʜʽʡ-
ʥʽʩʪʴ, ʫ ʛʘʣʶʮʠʥʘʮʽʡʥʠʡ ʩʪʘʥò

19
. ɸʩʦʨʽʥ ʩʪʚʝʨʜʞʫʻ, ʱʦ ʚʩʽ 

ʽʩʧʘʥʩʴʢʽ ʧʝʡʟʘʞʽ ʥʝʛʘʪʠʚʥʦ ʚʧʣʠʚʘʶʪʴ ʥʘ ʩʚʽʜʦʤʽʩʪʴ, 
ʩʧʨʠʯʠʥʷʶʯʠ ʛʘʣʶʮʠʥʘʮʽʾ, ʧʨʦʪʝ ʨʽʚʥʠʥʠ ɸʨʛʘʤʘʩʘʣʴʾ, 
ʙʘʪʴʢʽʚʱʠʥʠ ɼʦʥ ʂʽʭʦʪʘ, ʚʠʨʽʟʥʷʶʪʴʩʷ ʦʩʦʙʣʠʚʦʶ 
ʛʘʣʶʮʠʥʘʮʽʡʥʦʶ ʩʠʣʦʶ. ʊʫʪ ñʛʘʣʶʮʠʥʘʮʽʾ ʤʘʶʪʴ 
ʢʦʣʝʢʪʠʚʥʠʡ, ʝʧʽʯʥʠʡ, ʟʘʛʘʣʴʥʦʥʘʮʽʦʥʘʣʴʥʠʡ ʭʘʨʘʢʪʝʨò

20
.  

ʆʜʥʠʤ ʩʣʦʚʦʤ, ɸʩʦʨʽʥ ʥʘʤʘʛʘʻʪʴʩʷ ʧʨʝʜʩʪʘʚʠʪʠ 
ʽʩʪʦʨʽʶ ɼʦʥ ʂʽʭʦʪʘ ʷʢ ʩʧʨʘʚʞʥʽʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʤʽʬ, 

                                                           
17 ʊʘʤ ʩʘʤʦ. ï ʉ.261. 
18 ʊʘʤ ʩʘʤʦ. ï ʉ.263. 
19 ʊʘʤ ʩʘʤʦ. ï ʉ.285. 
20 ʊʘʤ ʩʘʤʦ. ï ʉ.307. 
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ʧʝʨʝʪʚʦʨʶʻ ʡʦʛʦ ʥʘ ʩʚʦʻʨʽʜʥʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ñʘʨʭʝʪʠʧò, ʫ 
ʯʠʾʡ ʽʩʪʦʨʽʾ ʤʦʞʥʘ ʧʨʦʯʠʪʘʪʠ ʟʘʰʠʬʨʦʚʘʥʫ ʥʘʮʽʦʥʘʣʴʥʫ 
ʜʦʣʶ. ʉʢʦʨʠʩʪʘʚʰʠʩʴ ʶʥʛʽʘʥʩʴʢʦʶ ʪʝʨʤʽʥʦʣʦʛʽʻʶ, ʤʠ 
ʤʦʞʝʤʦ ʩʭʘʨʘʢʪʝʨʠʟʫʚʘʪʠ ɸʩʦʨʽʥʽʚʩʴʢʫ ʥʘʨʘʮʽʶ ʤʽʬʫ ʧʨʦ 
ɼʦʥ ʂʽʭʦʪʘ ʷʢ ʨʽʟʥʦʚʠʜ ʽʩʪʦʨʽʾ ʧʨʦ ʛʝʨʦʷ, ʷʢʦʤʫ ʥʝ ʚʠʩʪʘʯʘʻ 
ʩʠʣ, ʨʦʟʫʤʫ ʡ ʥʘʧʦʣʝʛʣʠʚʦʩʪʽ, ʘʙʠ ʧʦʜʦʣʘʪʠ ʩʚʦʛʦ ʜʨʘʢʦʥʘ 
ï ʩʚʽʪ ʩʢʣʘʜʥʦʾ ʡ ʩʫʧʝʨʝʯʣʠʚʦʾ ʨʝʘʣʴʥʦʩʪʽ. ʊʘʢʠʤ ʯʠʥʦʤ, 
ʚʝʨʩʽʷ ʤʽʬʫ ʧʨʦ ɼʦʥ ʂʽʭʦʪʘ ʚ ɸʩʦʨʽʥʘ ʻ ʟʜʝʙʽʣʴʰʦʛʦ 
ʥʝʛʘʪʠʚʥʦʶ: ʥʘʚʯʝʥʽ ʜʠʚʠʪʠʩʷ ʥʘ ʽʩʪʦʨʽʶ ɼʦʥ ʂʽʭʦʪʘ ʢʨʽʟʴ 
ñʘʨʭʝʪʠʧʥʫ ʦʧʪʠʢʫò ʧʠʩʴʤʝʥʥʠʢʘ, ʽʩʧʘʥʮʽ ʧʦʚʠʥʥʽ 
ʫʩʚʽʜʦʤʠʪʠ, ʯʠʤ ʚʦʥʠ ʥʝ ʧʦʚʠʥʥʽ ʙʫʪʠ, ʯʦʛʦ ʾʤ ʪʨʝʙʘ 
ʧʦʟʙʫʪʠʩʷ, ʘʙʠ ʧʦʜʦʣʘʪʠ ʥʘʮʽʦʥʘʣʴʥʫ ʢʨʠʟʫ.  

ʇʨʦʪʝ ʚ ɸʩʦʨʽʥʘ ʻ ʡ ʧʦʟʠʪʠʚʥʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʤʽʬ, 
ʧʦʚôʷʟʘʥʠʡ ʟ ʨʦʤʘʥʦʤ. ʁʦʛʦ ʷʜʨʦʤ ʻ ʽʩʪʦʨʽʷ ʥʝ ɼʦʥ ʂʽʭʦʪʘ, 
ʘ ʞʠʪʪʷ ʽ ʪʚʦʨʯʽʩʪʴ ʡʦʛʦ ʘʚʪʦʨʘ ʉʝʨʚʘʥʪʝʩʘ. ɰʾ ʤʠ ʟʥʘʭʦʜʠʤʦ 
ʚ ʝʩʝ ɸʩʦʨʽʥʘ ñʂʘʩʪʠʣʴʩʴʢʠʡ ʛʝʥʽʡò, ʚʤʽʱʝʥʦʤʫ ʚ ʢʥʠʟʽ 
ñʏʠʪʘʶʯʠ ʽʩʧʘʥʩʴʢʫ ʢʣʘʩʠʢʫò (ñLecturas espa¶olasò), ʷʢʘ 
ʧʦʙʘʯʠʣʘ ʩʚʽʪ 1912 ʨ. ɻʦʣʦʚʥʘ ʤʝʪʘ ʜʘʥʦʛʦ ʝʩʝ ï ʟʘʭʠʩʪʠ 
ʉʝʨʚʘʥʪʝʩʘ ʚʽʜ ʟʚʠʥʫʚʘʯʝʥʴ ʫ ʪʦʤʫ, ʱʦ ʚʽʥ ñʩʤʽʶʯʠʩʴ ʫ 
ʩʚʦʾʡ ʢʥʠʟʽ ʟ ʛʝʨʦʾʚ ʣʠʮʘʨʩʴʢʠʭ ʨʦʤʘʥʽʚ, ʦʜʥʦʯʘʩʥʦ 
ʟʥʠʱʫʚʘʚ ʮʠʤ ʛʣʫʟʫʚʘʥʥʷʤ ʪʽ ʚʝʣʠʢʽ ʮʽʥʥʦʩʪʽ, ʷʢʽ 
ʦʙʩʪʦʶʚʘʣʠ ʮʽ ʛʝʨʦʾ: ʱʝʜʨʽʩʪʴ, ʽʜʝʘʣʽʟʤ, ʧʨʠʩʪʨʘʩʪʴ, 
ʝʥʪʫʟʽʘʟʤ, ʚʽʨʫ ʪʦʱʦò

21
. ʊʘʢʫ ʢʨʠʪʠʢʫ ɸʩʦʨʽʥ ʥʘʟʠʚʘʻ 

ʙʝʟʧʽʜʩʪʘʚʥʦʶ, ʦʩʢʽʣʴʢʠ ʩʪʘʚʣʝʥʥʷ ʘʚʪʦʨʘ ñɼʦʥ ʂʽʭʦʪʘò ʜʦ 
ʩʚʦʛʦ ʧʝʨʩʦʥʘʞʘ ʧʨʦʪʷʛʦʤ ʨʦʤʘʥʫ ʟʤʽʥʶʻʪʴʩʷ, ʽ ʥʘʧʨʠʢʽʥʮʽ 
ʜʨʫʛʦʛʦ ʪʦʤʫ ʢʨʠʪʠʢʘ ʧʦʩʪʫʧʘʻʪʴʩʷ ʤʽʩʮʝʤ ʩʧʽʚʯʫʪʪʶ. ʅʘ 
ʜʫʤʢʫ ɸʩʦʨʽʥʘ, ʉʝʨʚʘʥʪʝʩ ʥʘʩʧʨʘʚʜʽ ʩʪʘʚʠʚ ʧʝʨʝʜ ʩʦʙʦʶ 
ʟʘʚʜʘʥʥʷ ʥʝ ʟʨʫʡʥʫʚʘʪʠ ʣʠʮʘʨʩʴʢʠʡ ʽʜʝʘʣ ʩʘʪʠʨʦʶ, ʘ, 
ʥʘʪʦʤʽʩʪʴ, ʦʯʠʩʪʠʪʠ ʡʦʛʦ ʚʽʜ ʬʘʥʪʘʩʪʠʢʠ ʽ ʟʘʡʚʦʾ 
ʤʨʽʡʣʠʚʦʩʪʽ. ɿʘ ɸʩʦʨʽʥʦʤ, ʛʝʥʽʘʣʴʥʽʩʪʴ ʉʝʨʚʘʥʪʝʩʘ ʧʦʣʷʛʘʻ 
ʚ ʪʦʤʫ, ʱʦ ʚʽʥ ʟʤʽʛ ʧʦʻʜʥʘʪʠ ʚʠʩʦʢʠʡ ʽʜʝʘʣʽʟʤ ʣʠʮʘʨʩʪʚʘ ʟ 
ʜʫʭʦʤ ʧʨʘʛʤʘʪʠʟʤʫ. ɺʽʥ ʟʙʝʨʽʛ ʩʚʷʪʫ ʚʽʨʫ ɼʦʥ ʂʽʭʦʪʘ, 
ʪʽʣʴʢʠ ʜʦʜʘʚ ʜʦ ʥʝʾ ñʝʣʝʤʝʥʪ ʧʨʘʢʪʠʯʥʦʛʦ ʩʤʠʩʣʫò

22
, 

                                                           
21 Azorín. El genio castellano // Azor²n. Lecturas espa¶olas. ï Madrid: Espasa-Calpe, 

S.A., 1976. ï ʈ.20. 
22 Ibid. ï ʈ.21. 
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ʟʘʛʘʨʪʫʚʘʚ ʾʾ ʟʥʘʥʥʷʤ ʨʝʘʣʴʥʦʛʦ ʞʠʪʪʷ. ʊʘʢʠʤ ʯʠʥʦʤ, 
ɸʩʦʨʽʥ ʥʘʤʘʛʘʻʪʴʩʷ ʜʦʧʦʚʥʠʪʠ ʥʝʛʘʪʠʚʥʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ 
ʤʽʬ ʧʨʦ ɼʦʥ ʂʽʭʦʪʘ ʧʦʟʠʪʠʚʥʠʤ ʥʘʮʽʦʥʘʣʴʥʠʤ ʤʽʬʦʤ ʧʨʦ 
ʉʝʨʚʘʥʪʝʩʘ. ʉʘʤʝ ʉʝʨʚʘʥʪʝʩ ʧʦʩʪʘʻ ʧʝʨʰʠʤ ʽ ʥʘʡʙʽʣʴʰʠʤ 
ʫʥʽʚʝʨʩʘʣʴʥʠʤ ʽʩʧʘʥʮʝʤ, ʧʦʟʠʪʠʚʥʦʶ ʝʤʙʣʝʤʦʶ ʥʘʮʽʦʥʘʣʴ-
ʥʦʾ ʽʜʝʥʪʠʯʥʦʩʪʽ, ʥʦʨʤʦʶ ñʽʩʧʘʥʩʴʢʦʩʪʽò, ʥʘ ʷʢʫ ʧʦʚʠʥʥʘ 
ʨʽʚʥʷʪʠʩʴ ʽʩʧʘʥʩʴʢʘ ʥʘʮʽʷ ʡ ʽʩʧʘʥʩʴʢʘ ʢʫʣʴʪʫʨʘ. ʊʘʢʠʤ 
ʰʣʷʭʦʤ ʧʽʟʥʽʰʝ ʧʽʜʝ ʆʨʪʝʛʘ ʫ ʩʚʦʾʭ ñʈʦʟʜʫʤʘʭ ʧʨʦ ʂʽʭʦʪʘò. 

ʋ ʤʽʬʽ ʧʨʦ ɼʦʥ ʂʽʭʦʪʘ/ʉʝʨʚʘʥʪʝʩʘ, ʩʪʚʦʨʝʥʦʛʦ 
ɸʩʦʨʽʥʦʤ, ʧʨʠʚʝʨʪʘʶʪʴ ʫʚʘʛʫ ʱʝ ʜʚʽ ʚʘʞʣʠʚʽ, ʧʦʚôʷʟʘʥʽ ʤʽʞ 
ʩʦʙʦʶ ʦʙʩʪʘʚʠʥʠ: ʥʘʤʘʛʘʶʯʠʩʴ ñʥʘʮʽʦʥʘʣʽʟʫʚʘʪʠò ʽʩʧʘʥʩʴʢʫ 
ʢʫʣʴʪʫʨʫ, ʧʠʩʴʤʝʥʥʠʢ 1) ñʝʩʝʥʮʽʘʣʽʟʫʻò ʽʩʧʘʥʩʴʢʫ 
ʥʘʮʽʦʥʘʣʴʥʫ ʽʜʝʥʪʠʯʥʽʩʪʴ ʽ 2) ʬʘʢʪʠʯʥʦ ñʢʘʩʪʝʣʷʥʽʟʫʻò ʾʾ. 
ʂʨʽʟʴ ʦʙʠʜʚʘ ʘʥʘʣʽʟʦʚʘʥʽ ʥʘʤʠ ʝʩʝ ɸʩʦʨʽʥ ʧʦʩʣʽʜʦʚʥʦ 
ʧʨʦʚʦʜʠʪʴ ʧʝʨʝʢʦʥʘʥʥʷ, ʱʦ ʝʪʥʦʢʫʣʴʪʫʨʥʠʡ ʪʠʧ ʽʩʧʘʥʮʷ 
ʽʩʥʫʻ ʚʽʯʥʦ ʷʢ ʧʦʩʪʽʡʥʘ ʽ ʥʝʟʤʽʥʥʘ ʜʘʥʽʩʪʴ, ʩʬʦʨʤʦʚʘʥʘ 
ʜʫʭʦʤ ʂʘʩʪʠʣʽʾ. ʂʘʩʪʠʣʴʩʴʢʠʡ ʽʜʘʣʴʛʦ ʻ ʫʦʩʦʙʣʝʥʥʷʤ 
ʩʧʨʘʚʞʥʴʦʾ ñʽʩʧʘʥʩʴʢʦʩʪʽò. ʇʨʠʢʤʝʪʥʠʢ ñcastizoò ʻ ʦʜʥʠʤ ʟ 
ʥʘʡʯʘʩʪʽʰʝ ʚʞʠʚʘʥʠʭ ʫ ʪʝʢʩʪʘʭ ʦʙʦʭ ʝʩʝ ʜʣʷ ʧʽʜʢʨʝʩʣʝʥʥʷ 
ñʽʩʪʠʥʦʩʪʽò, ñʩʧʨʘʚʞʥʦʩʪʽò, ñʽʩʧʘʥʩʴʢʦʩʪʽò ʟʦʙʨʘʞʫʚʘʥʠʭ 
ʧʝʨʩʦʥʘʞʽʚ. ɼʣʷ ɸʩʦʨʽʥʘ ñlo castizoò ʦʟʥʘʯʘʻ ñlo castellanoò. 
ɺʞʝ ʯʠʤʘʣʦ ʙʫʣʦ ʥʘʧʠʩʘʥʦ ʚʽʜʥʦʩʥʦ ʪʦʛʦ, ʱʦ 
ʝʩʝʥʮʽʘʣʽʩʪʩʴʢʠʡ ʢʘʩʪʝʣʷʥʦʮʝʥʪʨʠʟʤ ʻ ʦʜʥʠʤ ʟ ʥʘʨʽʞʥʠʭ 
ʢʘʤʝʥʽʚ ʨʝʧʨʝʩʠʚʥʦʛʦ ʧʨʦʝʢʪʫ ʽʩʧʘʥʩʴʢʦʾ ʥʘʮʽʦʥʘʣʴʥʦʾ 
ʽʜʝʥʪʠʯʥʦʩʪʽ, ʷʢʠʡ ʚʠʢʣʶʯʘʻ ʘʙʦ ʟʘʤʦʚʯʫʻ ʽʥʰʽ ʥʘʮʽʦʥʘʣʴʥʽ 
ʽʜʝʥʪʠʯʥʦʩʪʽ ʽʥʰʠʭ ʥʘʮʽʦʥʘʣʴʥʦʩʪʝʡ ɯʩʧʘʥʽʾ (ʙʘʩʢʽʚ, 
ʢʘʪʘʣʦʥʮʽʚ, ʛʘʣʽʩʽʡʮʽʚ, ʘʥʜʘʣʫʩʽʡʮʽʚ, ʚʘʣʝʥʩʽʡʮʽʚ ʪʦʱʦ).  

ʅʘ ʩʪʦʨʽʥʢʘʭ ñʐʣʷʭʫ ɼʦʥ ʂʽʭʦʪʘò ʤʠ ʥʝʦʜʥʦʨʘʟʦʚʦ 
ʩʧʦʩʪʝʨʽʛʘʻʤʦ, ʷʢ ʧʦʥʷʪʪʷ ñʽʩʪʠʥʥʝò, ñʢʘʩʪʠʣʴʩʴʢʝò ʡ 
ñʽʩʧʘʥʩʴʢʝò ʚʞʠʚʘʶʪʴʩʷ ʷʢ ʘʙʩʦʣʶʪʥʽ ʩʠʥʦʥʽʤʠ. ʇʨʠʙʫʚʰʠ 
ʜʦ ɸʨʛʘʤʘʩʽʣʴʾ, ʥʘʨʘʪʦʨ ɸʩʦʨʽʥ ʟʫʩʪʨʽʯʘʻ ʚʠʰʫʢʘʥʫ 
ʝʣʝʛʘʥʪʥʫ ʜʘʤʫ ʚ ʞʘʣʦʙʽ. ʋ ʟʘʭʚʘʪʽ ʚʽʜ ʾʾ ʚʝʣʠʯʥʦʩʪʽ, ʚʽʥ 
ʥʘʟʠʚʘʻ ʾʾ ñʩʧʨʘʚʞʥʴʦʶ ʽʩʧʘʥʢʦʶ, ʢʘʩʪʠʣʴʷʥʢʦʶ, ʷʢʫ ʪʘʢ 
ʧʦ-ʽʩʧʘʥʩʴʢʠ ʱʦʡʥʦ ʥʘʟʚʘʣʠ ʥʘ ʩʪʘʨʦʚʠʥʥʠʡ ʢʰʪʘʣʪ 
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ʇʘʯʝʢʦò
23
. ʉʘʤʦʪʥʽ ʡ ʩʫʤʠʨʥʽ ʨʫʾʥʠ ɸʨʛʘʤʘʩʽʣʴʾ 

ʦʛʦʣʦʰʫʶʪʴʩʷ ñʪʘʢʠʤʠ ʽʩʪʠʥʥʠʤʠ, ʪʘʢʠʤʠ ʽʩʧʘʥʩʴʢʠʤʠò 
ʩʘʤʝ ʪʦʤʫ, ʱʦ ʧʨʦʩʷʢʥʫʪʽ ʜʫʭʦʤ ʃʘʤʘʥʯʽ (ʂʘʩʪʠʣʽʾ). ʎʝ 
ʚʽʜʨʽʟʥʷʻ ʾʭ ʚʽʜ ñʛʘʣʘʩʣʠʚʠʭ ʽ ʥʘʧʦʚʥʝʥʠʭ ʨʫʭʦʤ ʧʦʤʝʰʢʘʥʴ 
ʃʝʚʘʥʪʫò

24
. ʎʽʣʢʦʤ ʟʘʢʦʥʦʤʽʨʥʦ, ʱʦ ʜʨʫʛʝ ʘʥʘʣʽʟʦʚʘʥʝ 

ʥʘʤʠ ʝʩʝ ʤʘʻ ʥʘʟʚʫ ʥʝ ñɯʩʧʘʥʩʴʢʠʡò, ʘ ñʂʘʩʪʠʣʴʩʴʢʠʡ 
ʛʝʥʽʡò. ʆʯʝʚʠʜʥʦ, ɸʩʦʨʽʥ ʤʘʻ ʥʘ ʫʚʘʟʽ ʥʝ ʪʽʣʴʢʠ ʪʝ, ʱʦ 
ʉʝʨʚʘʥʪʝʩ ʙʫʚ ʥʘʡʢʨʘʱʠʤ ʧʠʩʴʤʝʥʥʠʢʦʤ, ʷʢʠʡ ʧʠʩʘʚ 
ʢʘʩʪʠʣʴʩʴʢʦʶ ʤʦʚʦʶ, ʘ ʡ ʪʝ, ʱʦ ʚʽʥ ʙʫʚ ʥʘʡʧʦʚʥʽʰʠʤ 
ʫʪʽʣʝʥʥʷʤ ʢʘʩʪʠʣʴʩʴʢʦʛʦ (ñʽʩʪʠʥʥʦ ʽʩʧʘʥʩʴʢʦʛʦò) ʜʫʭʫ, 
ʷʢʠʡ, ʥʘ ʜʫʤʢʫ ʙʘʛʘʪʴʦʭ ʽʩʧʘʥʩʴʢʠʭ ʽʥʪʝʣʝʢʪʫʘʣʽʚ, ʩʪʚʦʨʠʚ 
ɯʩʧʘʥʽʶ. ʂʨʽʤ ʉʝʨʚʘʥʪʝʩʘ, ʡʦʛʦ ʫʦʩʦʙʣʶʶʪʴ ʽʩʧʘʥʩʴʢʽ 
ʧʦʝʪʠ-ʤʽʩʪʠʢʠ, ʟʦʢʨʝʤʘ ʉʚʷʪʘ ʊʝʨʝʩʘ ʜʝ ʍʝʩʫʩ. ʉʢʣʘʜʦʚʠʤʠ 
ʬʦʨʤʫʣʠ ñʽʩʪʠʥʥʦ ʽʩʧʘʥʩʴʢʦʾò ʽʜʝʥʪʠʯʥʦʩʪʽ, ʨʝʧʨʝʟʝʥʪʦ-
ʚʘʥʦʾ ʥʠʤʠ, ʟʘ ɸʩʦʨʽʥʦʤ, ʻ ʧʦʻʜʥʘʥʥʷ ʧʨʘʢʪʠʯʥʦʛʦ ʨʦʟʫʤʫ ʟ 
ʢʘʩʪʠʣʴʩʴʢʠʤ ʤʽʩʪʠʮʠʟʤʦʤ. 

ɿʚʠʯʘʡʥʦ, ʧʦʚʦʜʞʝʥʥʷ ɸʩʦʨʽʥʘ ʟ ʪʝʢʩʪʦʤ ʨʦʤʘʥʫ 
ʉʝʨʚʘʥʪʝʩʘ ʽ ʟ ʙʽʦʛʨʘʬʽʻʶ ʩʘʤʦʛʦ ʘʚʪʦʨʘ, ʪʘʢ ʩʘʤʦ ʷʢ ʡ 
ʽʥʰʠʭ ʽʩʧʘʥʩʴʢʠʭ ʩʫʯʘʩʥʠʭ ɸʩʦʨʽʥʫ ʽʥʪʝʣʝʢʪʫʘʣʽʚ, ʙʫʣʦ 
ʚʽʣʴʥʠʤ. ʎʝ ʜʘʣʦ ʧʽʜʩʪʘʚʠ ɯ.ʊʝʨʪʝʨʷʥ ʩʪʚʝʨʜʞʫʚʘʪʠ, ʱʦ 
ñʨʦʤʘʥ ñɼʦʥ ʂʽʭʦʪò ʷʢ ʽʩʪʦʨʠʢʦ-ʣʽʪʝʨʘʪʫʨʥʝ ʷʚʠʱʝ ʽ ʩʘʤ 
ʉʝʨʚʘʥʪʝʩ ʷʢ ʧʠʩʴʤʝʥʥʠʢ ʪʘ ʽʩʪʦʨʠʯʥʘ ʧʦʩʪʘʪʴ ʾʭ ʟʦʚʩʽʤ ʥʝ 
ʮʽʢʘʚʣʷʪʴò

25
, ʧʨʦʪʝ ʮʝ ʥʝ ʦʟʥʘʯʘʻ, ʱʦ ʚʦʥʠ ʥʝ ʙʫʣʠ 

ʩʧʨʦʤʦʞʥʽ ʧʨʠʩʪʘʪʠ ʥʘ ʬʽʣʦʣʦʛʽʯʥʫ ʪʦʯʢʫ ʟʦʨʫ, ʘʜʞʝ 
ʙʘʛʘʪʦ ʟ ʥʠʭ ʤʘʣʠ ˇʨʫʥʪʦʚʥʫ ʬʽʣʦʣʦʛʽʯʥʫ ʧʽʜʛʦʪʦʚʢʫ. ɰʭʥʽ 
ʽʥʪʝʨʧʨʝʪʘʮʽʾ ʤʽʩʪʷʪʴ ʯʠʤʘʣʦ ʙʣʠʩʢʫʯʠʭ ʽʥʪʫʾʮʽʡ, ʷʢʽ 
ʚʧʣʠʥʫʣʠ ʥʘ ʧʽʜʭʦʜʠ ʥʘʩʪʫʧʥʠʭ ʧʦʢʦʣʽʥʴ ʣʽʪʝʨʘʪʫʨʦ-
ʟʥʘʚʮʽʚ, ʱʦ ʟʘʡʤʘʣʠʩʷ ʚʠʚʯʝʥʥʷʤ ʪʚʦʨʯʦʩʪʽ ʉʝʨʚʘʥʪʝʩʘ. 
ʇʨʦʪʝ ʥʘʤ ʚʠʜʘʻʪʴʩʷ ʥʝʘʜʝʢʚʘʪʥʠʤ ʦʮʽʥʶʚʘʪʠ ʩʪʚʦʨʝʥʽ 
ʥʠʤʠ ʚʝʨʩʽʾ ʧʨʦʯʠʪʘʥʴ ñɼʦʥ ʂʽʭʦʪʘò, ʘ ʪʘʢʦʞ ʽʥʰʠʭ ʪʚʦʨʽʚ 
ʽʩʧʘʥʩʴʢʦʾ ʢʣʘʩʠʢʠ, ʟ ʧʦʟʠʮʽʡ ʘʜʝʢʚʘʪʥʦʩʪʽ/ʥʝʘʜʝʢʚʘʪʥʦʩʪʽ 
ʩʧʨʠʡʥʷʪʪʷ ʟʘʢʣʘʜʝʥʠʭ ʫ ʥʠʭ ʩʤʠʩʣʽʚ. ʇʦ-ʧʝʨʰʝ, ʫ 

                                                           
23 Асорин. ʀʟʙʨ. ʧʨʦʠʟʚ. ï ʉ.255. 
24 ʊʘʤ ʩʘʤʦ. ï ʉ.260. 
25 Тертерян И.А. ʀʩʧʳʪʘʥʠʝ ʠʩʪʦʨʠʝʡ. ʆʯʝʨʢʠ ʠʩʧʘʥʩʢʦʡ ʣʠʪʝʨʘʪʫʨʳ ʍʍ ʚʝʢʘ. 
ï ʄ.: ʅʘʫʢʘ, 1973. ï ʉ.41. 
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ʪʝʧʝʨʽʰʥʴʦʤʫ ʧʦʩʪʤʦʜʝʨʥʽʩʪʩʴʢʦʤʫ ʣʽʪʝʨʘʪʫʨʦʟʥʘʚʩʪʚʽ 
ʥʘʚʨʷʜ ʯʠ ʤʦʞʥʘ ʚʝʩʪʠ ʤʦʚʫ ʧʨʦ ʢʘʥʦʥʽʯʥʝ ʘʙʦ ʥʦʨʤʘʪʠʚʥʝ 
ʨʦʟʫʤʽʥʥʷ ʪʚʦʨʽʚ. ʇʦ-ʜʨʫʛʝ, ʧʝʨʝʜ ʽʩʧʘʥʩʴʢʠʤʠ 
ʽʥʪʝʣʝʢʪʫʘʣʘʤʠ ʩʪʦʷʣʘ ʟʦʚʩʽʤ ʽʥʰʘ ʤʝʪʘ. ɺʦʥʠ 
ʚʠʢʦʨʠʩʪʦʚʫʚʘʣʠ ʽʩʧʘʥʩʴʢʫ ʢʣʘʩʠʢʫ ʷʢ ʧʦʣʝ ʤʽʬʦʪʚʦʨʯʦʩʪʽ, 
ʷʢ ʦʙôʻʢʪ ʩʧʦʛʣʷʜʘʥʥʷ ñʘʨʭʝʪʠʧʥʠʤ ʟʦʨʦʤò ʽ ʚʠʛʦʩʪʨʶʚʘʥʥʷ 
ʦʩʪʘʥʥʴʦʛʦ. ɺʣʘʩʥʝ ʜʣʷ ʪʨʝʥʫʚʘʥʥʷ ʪʘʢʦʛʦ ʧʦʛʣʷʜʫ ʽ ʚʽʜʙʫʚʘʻ 
ʚ ʧʦʜʦʨʦʞ ʟʘ ʤʘʨʰʨʫʪʦʤ ɼʦʥ ʂʽʭʦʪʘ ɸʩʦʨʽʥ. ʇʝʨʝʞʠʚʰʠ ʥʘ 
ʚʣʘʩʥʦʤʫ ʜʦʩʚʽʜʽ ʚʧʣʠʚ ʽʩʧʘʥʩʴʢʦʛʦ ʧʝʡʟʘʞʫ, ʟʘʛʣʠʙʠʚʰʠʩʴ 
ʚ ʽʩʧʘʥʩʴʢʫ ʽʩʪʦʨʽʶ, ʚʽʥ ʟʜʽʡʩʥʶʻ ʥʘ ʩʦʙʽ ʩʚʦʻʨʽʜʥʠʡ 
ʝʢʩʧʝʨʠʤʝʥʪ, ʘʙʠ ʥʘʚʯʠʪʠʩʷ ʜʠʚʠʪʠʩʷ ʥʘ ʨʝʯʽ ʧʦ-ʥʦʚʦʤʫ ï 
ʷʢʦʩʴ ʩʧʝʮʠʬʽʯʥʦ ʧʦ-ʥʘʮʽʦʥʘʣʴʥʦʤʫ. ʅʘʚʯʠʚʰʠʩʴ ʮʴʦʛʦ, ʚʽʥ 
ʧʨʘʛʥʝ ʧʝʨʝʜʘʪʠ ʩʚʦʻ ñʚʤʽʥʥʷò ʽʩʧʘʥʮʷʤ, ʨʝʘʣʽʟʫʶʯʠ ʚ ʪʘʢʠʡ 
ʩʧʦʩʽʙ ʧʨʦʛʨʘʤʫ ñʥʘʮʽʦʥʘʣʽʟʘʮʽʾò ʽʩʧʘʥʩʴʢʦʾ ʢʫʣʴʪʫʨʠ ʚ 
ʢʘʩʪʝʣʷʥʦʮʝʥʪʨʠʩʪʩʴʢʦʤʫ ʜʫʩʽ. 
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Summaries 
 
 

Nataliya Torkut 

Interpreting Shakespeare's sonnets in the methodological field 
of inter-disciplinary approach 

The author of the article submits the original texts and Ukrainian translations 
of sonnets 110 and 144 by W.Shakespeare to comparative analysis, thus testifying the 
scientific efficiency of inter-disciplinatory dialogue between literary and translation 
studies. While text interpretation models provided by contemporary literary criticism 
(structuralism in particular) broaden the repertoir of translation strategies, 
stereoscopic reading of an original text and its translations as a strategy of new-literal 
translation contributes to more profound conceptualization of text poetics. 

 
 

Oksana Sydorenko 

Laughter motives as the main means of creating laughter ground 
in fabliaux, schwanks and jests 

The author of the article reasons the thesis concerning the typological 
similarities between French fabliaux, German schwanks and English jests that can be 
traced on the level of creating laughter ground in them. Laughter ground is 
considered as an ability of text to form general emotional atmosphere in the readerôs 
mind. Laughter motives, the main constituents of the laughter element in West 
European ñlowò literature of Middle Ages and Renaissance which are aimed at 
creating new ethical and psychological norms and ideas are singled out and classified 
in the paper. 

 
 

Olena Lilova 

Popular festival laughter echoing 
in the interlude “The Four PP” by J.Heywood 

The pecularities of using the elements of popular laughter tradition in 
J.Heywoodôs ñThe Four PPò are under the analysis in the article. A special type of 
laughter imagery characteristic of this tradition is formed in ñThe Four PPò due to 
acting out images of material bottom, deliberate interchanging of hierarchic poles, 
applying grotesque and festive manner of speaking. The play preserves its genetic 
relation to the literary genres of late Middle Ages (morality, débat, farce) as well. 
The way in which the problem is raised and solved in the text evidences Heywoodôs 
adherence to the English humanist movement of Renaissance. 
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Daniel W. Doerksen  

“Holy Love, and Sober Studie”: John Donne and the Scriptures 

The article looks into the influence the Scriptures made upon Donneôs 
religious prose, his sermons in particular. As it is shown in the research Donne not 
only delighted in the literary patterns he found in the Scriptures but also called for 
ñsoberò study of the Biblical text, which presupposes considered, thoughtful response 
from its readers. 
 
 

Nadiya Kirnosova 

The genre of “Notes of a journey” 
in Chinese literature of the Min epoch 

The researcherôs attention is focused on the genre you-ji in Chinese literature 
of the Min epoch. The article is aimed at showing that the essential transformations 
of you-ji genre structure were caused by the shifts in aesthetic ideals and tastes that 
occurred in Min culture. This thesis is illustrated through the comparative analysis of 
the abstracts from the works of the famous writers of the time Yuan Hong-dao and 
Xu Xia-ke, which were translated into Ukrainian by the author of the article. 

 
 

Kateryna Vasylyna 

Poetics of the novel “The Counterfeit Lady Unveiled” (1673) by 
F.Kirkman in the context of baroque aesthetics 

The article deals with studying the peculiarities of realization of baroque 
aesthetics in criminal fiction of the 17th C. England on the basis of the novel ñThe 
Counterfeit Lady Unveiledò by F.Kirkman. In the course of research it was defined 
that while depicting the popular topic the novelist reconsiders it in accordance with  
baroque outlook, introduces new pathos into English ñcriminal fictionò, fixes changes 
in reception of crime in English society of the end of the 17th C.  

 
 

Mary Elizabeth Smith 

“In the beginning”: Some Literary Derivatives 
from the Genesis Creation Accounts 

The article deals with the peculiarities of the poems of Thomas Traherne, 
Gerard Manley Hopkins and D.H.Lawrence interacting with the presentation of 
creation in the early Genesis material (especially chapter 1). It also discusses ways in 
which the creation sections of the anonymous medieval Service for Representing 
Adam (Ordo repraesentationis Adae) and Paradise Lost Books IV and IX of Milton 
interpret the divine/human relationship and the man/woman relationship of Genesis 2 
and 3 especially. 

 



Summaries 

195 

Yevhen Dzhydzhora 

Rhetorical methods of regularizing narration 
in late Mediaeval hagiography 

The main principles of regularizing narration in late Mediaeval hagiography 
are under consideration in the article. It is concluded that the order of narration in 
hagiographic texts is established by means of rhythm, based upon the repetition of 
some lexical (syntactical) element, tempo of narration as well as proportion of 
narrative forms (oratio and narratio). 

 
 

Svitlana Macenka 

The mediaeval tale “Meier Helmbrecht” by Wernher der Gartenaere 
from the point of literary hermeneutic 

The article presents an interpretation of the German mediaeval tale ñMeier 
Helmbrechtò from the point of literary hermeneutic. Special attention is paid to the 
principles of Christian hermeneutics, which is used as a method of analyzing the 
taleôs structure. The world perception and outlook of taleôs author foreshadowing the 
period of ñNew timesò are also under consideration. 

 
 

Petro Bilous 

“First Renaissance” of Ukrainian literature 
(the second half of the 16

th
 C – early 17

th
 C) 

The author of the article determines the main features of the cultural and 
literary renovation of Ukrainian writing that took place in the second half of the 16th 
C ï early 17th C and was influenced by the ñbelatedò Renaissance tendencies. The 
researcher focuses his attention upon the problem of choice between Byzantine and 
West European traditions, the individualization of literary work and the complex 
interaction of literature and folklore. 

 
 

Tetyana Mykhed 

American Renaissance as a Category and a Trend: Life in Canon 

The paper is dedicated to one of the most impressive periods of American 
19th century literary history and analyses the peculiarities of formation of the 
transcendentalist movement and the implementation of its ideas and concepts in 
culture and society of the time. 
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Olexandre Pronkevych 

“The Archetypal Sight” and the “Nationalization” of Culture:  
Azorin’s Myth about Don Quijote/Cervantes 

The paper introduces the concept of ñthe archetypal sightò as a means of 
creating national mythology on the basis of the so-called ñeternal imagesò of the 
world literature. The example of such a myth constructed by the ñarchetypal sightò is 
interpretation of Don Quijoteôs adventures by the famous Spanish writer Azorin, a 
member of the so-called ñgeneration of 1898ò. In his essay La ruta de Don Quijote 
Azorin creates the negative national myth stating that the Knight of the Sad 
Countenance represents the exaltation of the Spanish nation. The negative myth 
about Don Quijote is counterbalanced by a positive one. Its nucleus is life and 
creative activities of Cervantes. Azorin calls Cervantes the Castilian genius, who 
combined the high ideals of chivalry with a common sense and pragmatism of 
Castile. Azorinôs myth about Don Quijote/ Cervantes legitimizes the program of the 
nationalization of the Spanish culture from the Castile-centered perspective. 
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Резюме 
 
 

Торкут Наталия 

Интерпретация сонетов В.Шекспира в методологическом 
пространстве междисциплинарного диалога 

ɺ ʩʪʘʪʴʝ ʥʘ ʧʨʠʤʝʨʝ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʧʝʨʝʚʦʜʦʚʝʜʯʝʩʢʦʛʦ ʘʥʘʣʠʟʘ 110-ʛʦ 
ʠ 144-ʛʦ ʩʦʥʝʪʦʚ ɺ. ʐʝʢʩʧʠʨʘ ʧʨʦʜʝʤʦʥʩʪʨʠʨʦʚʘʥʘ ʥʘʫʯʥʘʷ ʧʨʦʜʫʢʪʠʚʥʦʩʪʴ 
ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʦʛʦ ʜʠʘʣʦʛʘ ʣʠʪʝʨʘʪʫʨʦʟʥʘʚʩʪʚʘ ʠ ʧʝʨʝʚʦʜʦʚʝʜʝʥʠʷ. ʂʘʢ 
ʩʣʝʜʫʝʪ ʠʟ ʧʨʦʚʝʜʝʥʥʦʛʦ ʠʩʩʣʝʜʦʚʘʥʠʷ, ʨʘʟʨʘʙʦʪʘʥʥʳʝ ʩʦʚʨʝʤʝʥʥʳʤ 
ʣʠʪʝʨʘʪʫʨʦʚʝʜʝʥʠʝʤ (ʚ ʯʘʩʪʥʦʩʪʠ, ʩʪʨʫʢʪʫʨʘʣʠʩʪʩʢʦʡ ʤʝʪʦʜʦʣʦʛʠʝʡ) ʤʦʜʝʣʠ 
ʠʥʪʝʨʧʨʝʪʘʮʠʠ ʪʝʢʩʪʘ ʩʧʦʩʦʙʥʳ ʨʘʩʰʠʨʠʪʴ ʘʨʩʝʥʘʣ ʧʝʨʝʚʦʜʯʝʩʢʠʭ ʩʪʨʘʪʝʛʠʡ. 
ɺʤʝʩʪʝ ʩ ʪʝʤ, ʦʬʦʨʤʠʚʰʠʡʩʷ ʚ ʢʦʥʮʝʧʪʫʘʣʴʥʳʭ ʨʘʤʢʘʭ ʥʝʦʙʫʢʚʘʣʠʩʪʩʢʦʛʦ 
ʧʝʨʝʚʦʜʘ ʧʨʠʝʤ ʩʪʝʨʝʦʩʢʦʧʠʯʝʩʢʦʛʦ ʯʪʝʥʠʷ ʪʝʢʩʪʦʚ ʦʨʠʛʠʥʘʣʘ ʠ ʧʝʨʝʚʦʜʦʚ 
ʩʧʦʩʦʙʩʪʚʫʝʪ ʙʦʣʝʝ ʛʣʫʙʦʢʦʤʫ ʦʩʤʳʩʣʝʥʠʶ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʩʚʦʝʦʙʨʘʟʠʷ 
ʣʠʪʝʨʘʪʫʨʥʳʭ ʧʨʦʠʟʚʝʜʝʥʠʡ. 

 
 

Сидоренко Оксана 
Смеховые мотивы как основные факторы 

создания смехового поля в фаблио, шванках и джестах 

ɺ ʩʪʘʪʴʝ ʦʙʦʩʥʦʚʳʚʘʝʪʩʷ ʪʝʟʠʩ ʦ ʪʦʤ, ʯʪʦ ʤʝʞʜʫ ʬʨʘʥʮʫʟʩʢʠʤʠ ʬʘʙʣʠʦ, 
ʥʝʤʝʮʢʠʤʠ ʰʚʘʥʢʘʤʠ ʠ ʘʥʛʣʠʡʩʢʠʤʠ ʜʞʝʩʪʘʤʠ ʩʫʱʝʩʪʚʫʶʪ ʪʠʧʦʣʦʛʠʯʝʩʢʠʝ 
ʩʭʦʞʜʝʥʠʷ ʥʘ ʫʨʦʚʥʝ ʤʝʭʘʥʠʟʤʦʚ ʩʦʟʜʘʥʠʷ ʩʤʝʭʦʚʦʡ ʩʪʠʭʠʠ, ʧʦʜ ʢʦʪʦʨʦʡ 
ʧʦʥʠʤʘʝʪʩʷ ʩʧʦʩʦʙʥʦʩʪʴ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʪʝʢʩʪʘ ʬʦʨʤʠʨʦʚʘʪʴ ʚ ʩʦʟʥʘʥʠʠ 
ʯʠʪʘʪʝʣʷ ʦʙʱʫʶ ʵʤʦʮʠʦʥʘʣʴʥʫʶ ʘʪʤʦʩʬʝʨʫ. ɺ ʭʦʜʝ ʠʩʩʣʝʜʦʚʘʥʠʷ ʥʘʟʚʘʥʥʳʭ 
ʞʘʥʨʦʚ ʦʧʨʝʜʝʣʝʥʳ ʠ ʢʣʘʩʩʠʬʠʮʠʨʦʚʘʥʳ ʩʤʝʭʦʚʳʝ ʤʦʪʠʚʳ ï ʦʩʥʦʚʦʧʦʣʘʛʘʶʱʠʝ 
ʢʦʥʩʪʠʪʫʝʥʪʳ ʩʤʝʭʦʚʦʡ ʩʪʠʭʠʠ ʚ ʟʘʧʘʜʥʦʝʚʨʦʧʝʡʩʢʦʡ çʥʠʟʦʚʦʡè ʣʠʪʝʨʘʪʫʨʝ 
ʧʦʟʜʥʝʛʦ ʉʨʝʜʥʝʚʝʢʦʚʴʷ ʠ ɺʦʟʨʦʞʜʝʥʠʷ, ʦʨʠʝʥʪʠʨʦʚʘʥʥʳʝ ʥʘ ʬʦʨʤʠʨʦʚʘʥʠʝ 
ʥʦʚʳʭ ʵʪʠʢʦ-ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ ʥʦʨʤ ʠ ʧʨʝʜʩʪʘʚʣʝʥʠʡ.  
 
 

Лилова Елена 

Отзвук народно-праздничного смеха  
в интерлюдии Дж.Гейвуда „Четыре П” 

ɺ ʩʪʘʪʴʝ ʠʩʩʣʝʜʫʝʪʩʷ ʩʧʝʮʠʬʠʢʘ ʠʩʧʦʣʴʟʦʚʘʥʠʷ ʵʣʝʤʝʥʪʦʚ ʥʘʨʦʜʥʦʡ 
ʩʤʝʭʦʚʦʡ ʢʫʣʴʪʫʨʳ ʚ ʠʥʪʝʨʣʶʜʠʠ ɼʞ.ɻʝʡʚʫʜʘ Ăʏʝʪʳʨʝ ʇò. ʇʨʠʩʫʱʠʡ ʵʪʦʡ 
ʪʨʘʜʠʮʠʠ ʦʩʦʙʳʡ ʪʠʧ ʩʤʝʭʦʚʦʡ ʦʙʨʘʟʥʦʩʪʠ ʚʦʩʩʦʟʜʘʝʪʩʷ ʚ ʧʨʦʠʟʚʝʜʝʥʠʠ 
ɻʝʡʚʫʜʘ ʟʘ ʩʯʝʪ ʦʙʳʛʨʳʚʘʥʠʷ ʦʙʨʘʟʦʚ ʤʘʪʝʨʠʘʣʴʥʦ-ʪʝʣʝʩʥʦʛʦ ʥʠʟʘ, ʥʘʤʝʨʝʥʥʦʡ 
ʧʝʨʝʩʪʘʥʦʚʢʠ ʠʝʨʘʨʭʠʯʝʩʢʠʭ ʧʦʣʶʩʦʚ, ʧʨʠʤʝʥʝʥʠʷ ʧʨʠʝʤʦʚ ʛʨʦʪʝʩʢʘ ʠ 
ʢʘʨʥʘʚʘʣʠʟʘʮʠʠ ʨʝʯʠ. ɺ ʪʦ ʞʝ ʚʨʝʤʷ ʧʴʝʩʘ ʩʦʭʨʘʥʷʝʪ ʛʝʥʝʪʠʯʝʩʢʫʶ ʩʚʷʟʴ ʩ 
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ʣʠʪʝʨʘʪʫʨʥʳʤʠ ʞʘʥʨʘʤʠ ʧʦʟʜʥʝʛʦ ʉʨʝʜʥʝʚʝʢʦʚʴʷ, ʚ ʯʘʩʪʥʦʩʪʠ ʩ ʤʦʨʘʣʠʪʝ, 
débat, ʬʘʨʩʦʤ. ʍʘʨʘʢʪʝʨ ʞʝ ʧʦʩʪʘʥʦʚʢʠ ʠ ʨʝʰʝʥʠʷ ʧʨʦʙʣʝʤʳ ʚ ʥʝʡ 
ʩʚʠʜʝʪʝʣʴʩʪʚʫʝʪ ʦ ʪʦʤ, ʯʪʦ ʝʝ ʘʚʪʦʨ ʙʳʣ ʦʜʥʠʤ ʠʟ ʧʦʜʚʠʞʥʠʢʦʚ ʨʘʟʚʝʨʪʳʚʘʥʠʷ 
ʛʫʤʘʥʠʩʪʠʯʝʩʢʦʛʦ ʜʚʠʞʝʥʠʷ ʚ ʠʥʪʝʣʣʝʢʪʫʘʣʴʥʦʤ ʧʨʦʩʪʨʘʥʩʪʚʝ ʨʝʥʝʩʩʘʥʩʥʦʡ 
ɸʥʛʣʠʠ. 

 
 

Доэрксен Дениел В. 

«Святая любовь и вдумчивое изучение»:  
Джон Донн и Священное писание 

ɺ ʩʪʘʪʴʝ ʧʨʦʩʣʝʞʠʚʘʝʪʩʷ ʚʣʠʷʥʠʝ ʉʚʷʱʝʥʥʦʛʦ ʧʠʩʘʥʠʷ ʥʘ ʨʝʣʠʛʠʦʟʥʫʶ 
ʧʨʦʟʫ ɼʞʦʥʘ ɼʦʥʥʘ, ʚ ʯʘʩʪʥʦʩʪʠ ʥʘ ʝʛʦ ʧʨʦʧʦʚʝʜʠ. ʂʘʢ ʧʦʢʘʟʘʥʦ ʚ 
ʠʩʩʣʝʜʦʚʘʥʠʠ, ɼʞʦʥ ɼʦʥʥ ʚʠʜʝʣ ʚ ʉʚʷʱʝʥʥʦʤ ʧʠʩʘʥʠʠ ʥʝ ʪʦʣʴʢʦ ʠʩʪʦʯʥʠʢ 
ʵʩʪʝʪʠʯʝʩʢʦʛʦ ʥʘʩʣʘʞʜʝʥʠʷ, ʥʦ ʠ ʤʘʪʝʨʠʘʣ ʜʣʷ ʚʜʫʤʯʠʚʦʛʦ ʠʟʫʯʝʥʠʷ, 
ʪʨʝʙʫʶʱʝʛʦ ʥʘʧʨʷʞʝʥʥʦʡ ʤʳʩʣʠʪʝʣʴʥʦʡ ʨʘʙʦʪʳ. 

 
 

Кирносова Надежда 

Жанр «путевых заметок» в китайской литературе эпохи Мин 

ʉʪʘʪʴʷ ʧʦʩʚʷʱʝʥʘ ʠʟʫʯʝʥʠʶ ʪʨʘʥʩʬʦʨʤʘʮʠʡ ʞʘʥʨʘ йоу-цзі (ʠʣʠ ʧʫʪʝʚʳʭ 

ʟʘʤʝʪʦʢ), ʧʨʦʠʩʭʦʜʠʚʰʠʭ ʚ ʵʧʦʭʫ ʄʠʥ. ʀʟʤʝʥʝʥʠʷ ʚ ʩʪʨʫʢʪʫʨʝ ʞʘʥʨʘ 

ʧʨʦʩʣʝʞʠʚʘʶʪʩʷ ʥʘ ʧʨʠʤʝʨʝ ʣʠʪʝʨʘʪʫʨʥʳʭ ʦʙʨʘʟʮʦʚ, ʧʨʠʥʘʜʣʝʞʘʱʠʭ ʧʝʨʫ 

ʜʚʫʭ ʚʳʜʘʶʱʠʭʩʷ ʢʠʪʘʡʩʢʠʭ ʧʠʩʘʪʝʣʝʡ ï ʖʘʥʷ ʍʫʥ-ʜʘʦ ʠ ʉʶʷ ʉʷ-ʢʝ. 

ʇʨʝʜʩʪʘʚʣʝʥʳ ʧʝʨʝʚʦʜʳ ʜʚʫʭ ʧʨʦʠʟʚʝʜʝʥʠʡ ʚ ʞʘʥʨʝ путевых заметок, 

ʚʳʷʚʣʝʥʳ ʵʣʝʤʝʥʪʳ ʥʘʨʫʰʝʥʠʷ ʢʘʥʦʥʘ ʚ ʩʪʨʫʢʪʫʨʝ ʵʪʠʭ ʧʨʦʠʟʚʝʜʝʥʠʡ ʠ 

ʫʩʪʘʥʦʚʣʝʥʳ ʚʝʨʦʷʪʥʳʝ ʧʨʠʯʠʥʳ ʠʟʤʝʥʝʥʠʡ. 
 
 

Василина Екатерина 

Поэтика романа Ф.Киркмена «Разоблачение фальшивой леди» 
(1673) в контексте эстетики барокко 

ɼʘʥʥʘʷ ʩʪʘʪʴʷ ʧʦʩʚʷʱʝʥʘ ʠʟʫʯʝʥʠʶ ʩʧʝʮʠʬʠʢʠ ʨʝʘʣʠʟʘʮʠʠ ʵʩʪʝʪʠʢʠ 
ʙʘʨʦʢʢʦ ʚ ʢʨʠʤʠʥʘʣʴʥʦʡ ʧʨʦʟʝ ɸʥʛʣʠʠ XVII ʩʪ. ʥʘ ʧʨʠʤʝʨʝ ʨʦʤʘʥʘ 
çʈʘʟʦʙʣʘʯʝʥʠʝ ʬʘʣʴʰʠʚʦʡ ʣʝʜʠè (1673) ʌ.ʂʠʨʢʤʝʥʘ. ɺ ʭʦʜʝ ʠʩʩʣʝʜʦʚʘʥʠʷ 
ʙʳʣʦ ʚʳʷʚʣʝʥʦ, ʯʪʦ, ʧʨʦʜʦʣʞʘʷ ʨʘʟʨʘʙʘʪʳʚʘʪʴ ʧʦʧʫʣʷʨʥʫʶ ʪʝʤʘʪʠʢʫ, ʨʦʤʘʥʠʩʪ 
ʧʝʨʝʦʩʤʳʩʣʠʚʘʝʪ ʝʝ ʚ ʨʫʩʣʝ ʙʘʨʦʯʥʦʛʦ ʤʠʨʦʦʱʫʱʝʥʠʷ, ʧʨʠʚʥʦʩʠʪ ʥʦʚʳʡ ʧʘʬʦʩ 
ʚ ʘʥʛʣʠʡʩʢʫʶ çcriminal fictionè, ʬʠʢʩʠʨʫʝʪ ʠʟʤʝʥʝʥʠʷ ʚ ʨʝʮʝʧʮʠʠ ʧʨʝʩʪʫʧʣʝʥʠʷ 
ʚ ʘʥʛʣʠʡʩʢʦʤ ʩʦʮʠʫʤʝ ʢʦʥʮʘ XVII ʩʪ. 
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Смит Мэри Элизабет 

“В начале”: несколько литературных производных из 
библейского сюжета о сотворении мира 

ɺ ʩʪʘʪʴʝ ʧʨʦʩʣʝʞʠʚʘʝʪʩʷ ʩʧʝʮʠʬʠʢʘ ʪʦʣʢʦʚʘʥʠʷ ʵʧʠʟʦʜʘ ʦ ʩʦʪʚʦʨʝʥʠʠ 
ʤʠʨʘ (ʂʥʠʛʠ ɹʳʪʠʷ, ʛʣʘʚʘ 1) ʚ ʩʪʠʭʦʪʚʦʨʝʥʠʷʭ ʊʦʤʘʩʘ ʊʨʘʭʝʨʥʘ, ɼʞʝʨʘʨʜʘ 
ʄʵʥʣʠ ʍʦʧʢʠʥʩʘ ʠ ɼ.ɻ.ʃʦʫʨʝʥʩʘ. ʇʨʝʜʤʝʪʦʤ ʠʥʪʝʨʝʩʘ ʘʚʪʦʨʘ ʩʪʘʪʴʠ ʪʘʢʞʝ 
ʷʚʣʷʝʪʩʷ ʩʫʪʴ ʦʪʥʦʰʝʥʠʡ çɹʦʛ ï ʯʝʣʦʚʝʢè, çʤʫʞʯʠʥʘ ï ʞʝʥʱʠʥʘè ʢʘʢ ʦʥʠ 
ʧʨʝʜʩʪʘʚʣʝʥʳ ʚ ʛʣʘʚʘʭ 2, 3 ʂʥʠʛʠ ɹʳʪʠʷ ʠ ʚ ʘʥʦʥʠʤʥʦʤ ʧʨʦʠʟʚʝʜʝʥʠʠ ʍII ʚʝʢʘ 
çʉʣʫʞʙʘ ʦ ʧʨʝʜʩʪʘʚʣʝʥʠʠ ɸʜʘʤʘè (Ordo repraesentationis Adae), ʘ ʪʘʢʞʝ ʚ 
ʢʥʠʛʘʭ IV ʠ IX ñʇʦʪʝʨʷʥʥʦʛʦ ʨʘʷò ɼʞ.ʄʠʣʴʪʦʥʘ. 

 
 

Джиджора Евгений 

Риторические технологии упорядочения литературного изложения 
в позднесредневековой агиографии 

ɺ ʠʩʩʣʝʜʦʚʘʥʠʠ ʚʳʷʚʣʷʶʪʩʷ ʦʩʥʦʚʥʳʝ ʢʦʤʧʦʟʠʮʠʦʥʥʳʝ ʧʨʠʥʮʠʧʳ 
ʫʧʦʨʷʜʦʯʝʥʠʷ ʣʠʪʝʨʘʪʫʨʥʦʛʦ ʠʟʣʦʞʝʥʠʷ ʚ ʚʦʩʪʦʯʥʦʩʣʘʚʷʥʩʢʦʡ ʧʦʟʜʥʝʩʨʝʜʥʝ-
ʚʝʢʦʚʦʡ ʘʛʠʦʛʨʘʬʠʠ. ɺ ʩʪʘʪʴʝ ʜʝʣʘʝʪʩʷ ʚʳʚʦʜ ʦ ʪʦʤ, ʯʪʦ ʧʦʨʷʜʦʢ ʠʟʣʦʞʝʥʠʷ ʚ 
ʘʛʠʦʛʨʘʬʠʯʝʩʢʦʤ ʧʨʦʠʟʚʝʜʝʥʠʠ ʫʩʪʘʥʘʚʣʠʚʘʝʪʩʷ ʟʘ ʩʯʝʪ ʨʠʪʤʘ, ʦʩʥʦʚʘʥʥʦʛʦ ʥʘ 
ʧʦʚʪʦʨʝʥʠʠ ʥʝʢʦʝʛʦ ʣʝʢʩʠʯʝʩʢʦʛʦ (ʩʠʥʪʘʢʩʠʯʝʩʢʦʛʦ) ʵʣʝʤʝʥʪʘ, ʪʝʤʧʘ ʠʟʣʦʞʝʥʠʷ, 
ʘ ʪʘʢʞʝ ʩʦʦʪʥʝʩʝʥʥʦʩʪʠ ʬʦʨʤ ʣʠʪʝʨʘʪʫʨʥʦʛʦ ʠʟʣʦʞʝʥʠʷ (oratio ï narratio). 

 
 

Светлана Маценка 

Средневековая легенда «Крестьянин Гельмбехт» Вернера Садовника  
с точки зрения литературной герменевтики 

ɺ ʩʪʘʪʴʝ ʠʥʪʝʨʧʨʝʪʠʨʫʝʪʩʷ ʥʝʤʝʮʢʘʷ ʩʨʝʜʥʝʚʝʢʦʚʘʷ ʣʝʛʝʥʜʘ ɺʝʨʥʝʨʘ 
ʉʘʜʦʚʥʠʢʘ çʂʨʝʩʪʴʷʥʠʥ ɻʝʣʴʤʙʨʝʭʪè ʩ ʪʦʯʢʠ ʟʨʝʥʠʷ ʣʠʪʝʨʘʪʫʨʥʦʡ 
ʛʝʨʤʝʥʝʚʪʠʢʠ. ʆʩʦʙʦʝ ʚʥʠʤʘʥʠʝ ʫʜʝʣʷʝʪʩʷ ʧʨʠʥʮʠʧʘʤ ʭʨʠʩʪʠʘʥʩʢʦʡ 
ʛʝʨʤʝʥʝʚʪʠʢʠ, ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʢʦʪʦʨʳʭ ʧʦʟʚʦʣʷʝʪ ʧʦʩʪʠʯʴ ʩʪʨʫʢʪʫʨʫ ʜʘʥʥʦʛʦ 
ʪʝʢʩʪʘ. ʂʨʦʤʝ ʪʦʛʦ, ʚ ʩʪʘʪʴʝ ʨʘʩʩʤʘʪʨʠʚʘʶʪʩʷ ʦʩʦʙʝʥʥʦʩʪʠ ʘʚʪʦʨʩʢʦʛʦ 
ʚʦʩʧʨʠʷʪʠʷ ʠ ʧʦʥʠʤʘʥʠʷ ʤʠʨʘ, ʧʨʝʜʚʦʩʭʠʱʘʶʱʠʝ ʵʧʦʭʫ ʅʦʚʦʛʦ ʚʨʝʤʝʥʠ. 

 
 

Билоус Петр 

"Первое возрождение" украинской литературы  

(вторая половина ХУI - начало ХУІІ в.) 

ɸʚʪʦʨ ʩʪʘʪʴʠ ʦʧʨʝʜʝʣʷʝʪ ʛʣʘʚʥʳʝ ʯʝʨʪʳ ʢʫʣʴʪʫʨʥʦʛʦ ʠ ʣʠʪʝʨʘʪʫʨʥʦʛʦ 
ʚʦʟʨʦʞʜʝʥʠʷ ʫʢʨʘʠʥʩʢʦʡ ʣʠʪʝʨʘʪʫʨʳ, ʢʦʪʦʨʦʝ ʦʩʫʱʝʩʪʚʠʣʦʩʴ ʚʦ ʚʪʦʨʦʡ 
ʧʦʣʦʚʠʥʝ ʍʋI - ʚ ʥʘʯʘʣʝ ʍʋɯɯ ʚ. ʧʦʜ ʚʣʠʷʥʠʝʤ "ʟʘʧʦʟʜʘʣʦʛʦ" ʚ ʋʢʨʘʠʥʝ 
ʈʝʥʝʩʘʥʩʘ. ʆʙʨʘʱʘʝʪʩʷ ʚʥʠʤʘʥʠʝ ʥʘ ʧʨʦʙʣʝʤʫ ʚʳʙʦʨʘ ʤʝʞʜʫ ʚʠʟʘʥʪʠʡʩʪʚʦʤ ʠ 
ʟʘʧʘʜʥʦʝʚʨʦʧʝʡʩʢʠʤʠ ʪʨʘʜʠʮʠʷʤʠ, ʥʘ ʠʥʜʠʚʠʜʫʘʣʠʟʘʮʠʶ ʣʠʪʝʨʘʪʫʨʥʦʛʦ 
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ʪʚʦʨʯʝʩʪʚʘ ʵʪʦʛʦ ʚʨʝʤʝʥʠ, ʥʘ ʩʣʦʞʥʦʝ ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʤʝʞʜʫ ʣʠʪʝʨʘʪʫʨʦʡ ʠ 
ʬʦʣʴʢʣʦʨʦʤ. 

 
 

Михед Татьяна  

«Американский ренессанс» как категория и направление:  

жизнь в каноне 

ɺ ʩʪʘʪʴʝ ʠʩʩʣʝʜʫʝʪʩʷ ʩʚʦʝʦʙʨʘʟʠʝ ʢʘʪʝʛʦʨʠʠ ʘʤʝʨʠʢʘʥʩʢʦʛʦ ʨʝʥʝʩʩʘʥʩʘ, 
ʝʛʦ ʤʝʩʪʦ ʚ ʩʦʚʨʝʤʝʥʥʦʤ ʣʠʪʝʨʘʪʫʨʥʦʤ ʢʘʥʦʥʝ, ʦʙʫʩʣʦʚʣʝʥʥʦʝ ʩʧʝʮʠʬʠʢʦʡ ʝʛʦ 
ʩʪʘʥʦʚʣʝʥʠʷ, ʚ ʯʘʩʪʥʦʩʪʠ, ʚʦʟʜʝʡʩʪʚʠʝʤ ʪʨʘʥʩʮʝʥʜʝʥʪʘʣʠʟʤʘ ʥʘ ʬʦʨʤʠʨʦʚʘʥʠʝ 
ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʩʦʟʥʘʥʠʷ ʠ ʣʠʪʝʨʘʪʫʨʳ. 
 

 

Пронкевич Александр 

“Архетипное зрение” и “национализация” культуры: 
Асориновский миф о Дон Кихоте/Сервантесе 

ɺ ʩʪʘʪʴʝ ʦʙʦʩʥʦʚʳʚʘʝʪʩʷ ʧʦʥʷʪʠʝ çʘʨʭʝʪʠʧʥʦʝ ʟʨʝʥʠʝè, ʢʦʪʦʨʦʝ 

ʷʚʣʷʝʪʩʷ ʦʜʥʠʤ ʠʟ ʩʨʝʜʩʪʚ ʩʦʟʜʘʥʠʷ ʥʘʮʠʦʥʘʣʴʥʦʡ ʤʠʬʦʣʦʛʠʠ ʥʘ ʦʩʥʦʚʝ 

ʧʝʨʝʦʩʤʳʩʣʝʥʠʷ çʚʝʯʥʳʭ ʦʙʨʘʟʦʚè ʤʠʨʦʚʦʡ ʣʠʪʝʨʘʪʫʨʳ. ɺ ʢʘʯʝʩʪʚʝ ʧʨʠʤʝʨʘ 

ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʤʠʬʘ, ʩʢʦʥʩʪʨʫʠʨʦʚʘʥʥʦʛʦ ʥʘ ʦʩʥʦʚʝ çʘʨʭʝʪʠʧʥʦʛʦ ʟʨʝʥʠʷè, ʚ 

ʩʪʘʪʴʝ ʨʘʩʩʤʘʪʨʠʚʘʝʪʩʷ ʚʝʨʩʠʷ ʠʩʪʦʨʠʠ ɼʦʥ ʂʠʭʦʪʘ, ʢʦʪʦʨʘʷ ʧʨʠʥʘʜʣʝʞʠʪ 

ʧʝʨʫ ʠʟʚʝʩʪʥʦʛʦ ʠʩʧʘʥʩʢʦʛʦ ʧʠʩʘʪʝʣʷ ɸʩʦʨʠʥʘ, ʧʨʝʜʩʪʘʚʠʪʝʣʷ ʪʘʢ ʥʘʟʳʚʘʝʤʦʛʦ 

çʧʦʢʦʣʝʥʠʷ 1898 ʛʦʜʘè. ɺ ʩʚʦʝʤ ʵʩʩʝ çʇʫʪʴ ɼʦʥ ʂʠʭʦʪʘè ɸʩʦʨʠʥ ʩʦʟʜʘʣ 

ʦʪʨʠʮʘʪʝʣʴʥʳʡ  ʥʘʮʠʦʥʘʣʴʥʳʡ ʤʠʬ, ʫʪʚʝʨʞʜʘʷ, ʯʪʦ ʈʳʮʘʨʴ ʇʝʯʘʣʴʥʦʛʦ 

ʆʙʨʘʟʘ ʩʠʤʚʦʣʠʟʠʨʫʝʪ ʵʢʟʘʣʴʪʠʨʦʚʘʥʥʦʩʪʴ ʠʩʧʘʥʩʢʦʡ ʥʘʮʠʠ. ʆʪʨʠʮʘʪʝʣʴʥʳʡ 

ʤʠʬ ʦ ɼʦʥ ʂʠʭʦʪʝ ʚ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʠʥʪʝʣʣʝʢʪʫʘʣʴʥʦʤ ʤʠʨʝ ɸʩʦʨʠʥʘ 

ʫʨʘʚʥʦʚʝʰʠʚʘʝʪʩʷ ʧʦʣʦʞʠʪʝʣʴʥʳʤ ʤʠʬʦʤ ʦ ʉʝʨʚʘʥʪʝʩʝ ʢʘʢ ʦ ʢʘʩʪʠʣʴʩʢʦʤ 

ʛʝʥʠʠ, ʢʦʪʦʨʳʡ ʩʤʦʛ ʩʦʝʜʠʥʠʪʴ ʠʜʝʘʣʳ ʨʳʮʘʨʩʪʚʘ ʩ ʧʨʘʛʤʘʪʠʟʤʦʤ ʠ 

ʧʨʘʢʪʠʯʝʩʢʠʤ ʩʤʳʩʣʦʤ ʂʘʩʪʠʣʠʠ. ʈʘʟʨʘʙʦʪʘʥʥʳʡ ɸʩʦʨʠʥʦʤ ʤʠʬ ʦ ɼʦʥ 

ʂʠʭʦʪʝ/ʉʝʨʚʘʥʪʝʩʝ ʩʣʫʞʠʪ ʤʦʜʝʣʴʶ ʜʣʷ ʥʘʮʠʦʥʘʣʠʟʘʮʠʠ ʠʩʧʘʥʩʢʦʡ ʢʫʣʴʪʫʨʳ 

ʚ ʜʫʭʝ ʢʘʩʪʝʣʷʥʦʮʝʥʪʨʠʟʤʘ. 
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