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Jlo BUITYCKY, SIKHMil pEIKOJIeTisl NMPUCBSYY€E CBITNII mam’siTi BUIATHOI YKpaiHCBHKOL
mekcniposHasuii Maifi TapOy3stok (1965-2023), yBiiiuum cTaTTi, c(hoKycoBaHi Ha BHBUCHHI
PEHECaHCHUX TeKCTiB, 30kpema, Binbsma Illekcmipa, Kpicrodepa Mapmo, Mirens e
CepBaHTeca, Ha aHali3i iX TeaTpalbHUX IHTEpPNpETAliil Ta IHIIMX (GOPM MIKCEMIOTHYHUX
npoekuiil. 3HayHa yacTHHA MyOnikauiii HanucaHa 3apyODKHUMHM JTITepaTypO3HABISIMHU, 10 B
4ac pOCIHChKO-YKpalHChKOI BiiHM 3acBiguy€e MiATPUMKY YKpalHH CBITOBOI HAayKOBOIO
CHIJIBHOTOW. 30ipHUK pO3paxoBaHUi Ha (iNOJOTiB, TeaTpO3HABLIB, KYJIbTypOJIOTIiB i MOXe
OyTH LiKaBUM KOXKHOMY, XTO BHBYA€E iHTEIEKTYaIbHO-TyXOBHI 37100yTKu 100U PeHecancy.
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In memoriam
Maiia Harbuziuk

[leit BUNyCK NpHUCBAYEHO CBIT/IiM NaM’ATi JOKTOPKHU
MHUCTELITBO3HABCTBA, Npodecopku JIbBIBCbKOTO
HallioHaJIbHOTO YHiBepcUTeTy iMeHi IBaHa ®paHka, movecHoi
cTapuioi HaykoBoi cniBpo6iTHUIL [llekcnipiBcbKOTO iHCTUTYTY
BipMiHreMcbKOro yHiBepcUTeTy

Maiii BosiogumupiBau I'ap6y3wok
(06.05.1965 - 14.08.2023),

siKa 3po6uJia BaroMuii BHECOK Y PO3BUTOK YKPaTHCbKUX
HIeKCNiPiBCbKUX CTYAIH, peasizyBasia HU3KY BKpal BaXK/IMBUX
LIEeKCNipOLeHTPUYHUX IHILiaTHUB i 3amo4aTKyBaJla JAeKiJbKa
Ha/I3BMYaMHO 1[iKaBUX MMPOEKTIB i3 TeaTpasbHOI LIeKcnipiaHy,
AKI MM MA€EMO BTIJINTH B XKUTTH.
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Topkym Hamanin
(3anopixncorcst)

YkpaiHcbKka TeaTpajibHA HIEKCHipiaHa B HAYKOBUX
CTYAIAIX, ’)KUTTI Ta KPpeaTUBHUX NPOoeKTax Maiii
I'apOy3ok: MmacmTad 0cOOMCTOCTi B KOHTEKCTI Yacy

Cmamms npucesayena GUCIMIeHHIO U AHANIMUYHOMY OCMUCIEHHIO
WeKCnipo3HA8Y020 00POOKY BIOOMOI YKPAIHCHKOI meampo3Hasuyi, NOYecHoi
cmapwioi  naykogoi  cnigpobimnuyi  Lllexcnipiecbkoco  iHcmumymy
bipmineemcoroeo  ynigepcumemy  Maui  Bonooumupienu  Iapoysiok
(06.05.1965 — 14.08.2023). B yenmpi ysacu — HAyKo8i CNOCMepertceHHs i
BUCHOBKU — QOCHIOHUYI, SKI MAlOMb  8AXdNCIUSe  3HAYEHHSA 5K OJls
CMPYKMYPYBAHHsL YIMKOI 8i3ii icmopii yKpaiHcbKoi cyeHiuHoi weKcnipiauu,
max i 0 opmysanns cmpameeii nooanvuioi disabHocmi Ykpaincvkoeo
MIDICYHIBEPCUMEMCHKO20 WEKCNIPIBCbKo20 yenmpy. Y cmammi 8i03HAYeHO
nomyachicms  Haykogoeo nomenyiany Maui Fapbysiox, uwui nybnixayii
cghopmysanu cucmemmue ysa6ieHHs NPo Tene3y I CYHacHull CMau CYeHiyHol
eamnemianu 6 YKpaini, a maxkoxc OKpecieHO poNb peanizoganux i
3aNOYAMKOBAHUX — HEI0  WEeKCNIPOYEHMPUYHUX — NPOEKmie Y  npoyeci
OexonoHizayii 3HaHb npo VKpaiy ma 8 nooaibuoMy pPO3GUMKY
meampanbHol WeKCnipiany 1 WeKCnIpo3Hasyux cmyoill.

Knrouoei cnosa: Maiis I'apbysziok, meamposnascmeo, «lamnemp,
akmaumua mooens. gipmyanvHuil myzetl, Lllexcnipiscoruii hecmusans.

«As long as memory holds a seat
In this distracted globe»
(Hamlet, 1, 5)"

B icropii ykpaincekoi mekcnipiann 2023 pik no3HaueHWH
. . . .. .2
YCHIIIHOIO peaii3ali€l0 HU3KUM HAyKOBO-OCBITHIX IIPOEKTIB™ Ta

" 11i c0Ba € CTBEPIKYBAIBHOIO BiAMOBIAII0-06isaHK00 [amieTa Ha mpoxauus [Ipusuaa 6aTbka
He 3a0yBaTH TpPO HBOTO: «JIOMOKM mam'siTh TPUMATUME CBOE Micue y Lii po306HTIi Ky:ti»
(nocniBHU nepekian). Y XyJOKHIX HepeKsiajax L perulika 3By4UTh TaK: «adc OOKU nam samb
6nyoums / B yim uepenky» (nepexnan JI. I'pebinku); «0onoku nam'sme € 8 yiti 2o106i» (mep.
10. AnnpyxoBuua); «0oku nam'sme / Iuge y ybomy uepeni enizoumscsy (nep. O. I'pszHoBa).
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3HAYUMUMHU Mi)KHapO)lHI/IMI/I KyJIbTY PHUMH NOJIsAIMH,  SIK1
3aCBIJUWIIA, IO CBITOBa MICKCIipO3HABYa CITUTLHOTA AKTHBHO
HiATpUMYE YkpaiHy B i 60p0Tb61 TPOTH POCIHCHKOro arpecopa’.
Bonmnouac, meit pik mpuHic 0arato HENONpPaBHUX BTPAT, Cepel
SKUX — TmepeayacHa cmeptb Maii [apOysok (06.05.1965 —
14.08.2023) — TamaHOBUTOI JOCHIAHUII TeaTpy, IO 3poduia
BaroMuii BHECOK B YKpaiHChKI MIEKCIIPIBCHKI CTYii, HeTepeciaHOl
0COOMCTOCTI, 4YHWi KpeaTWBHI i7ei CyTTEBO BIUIMHYJIH Ha
(opMyBaHHS HEMOBTOPHOTO OOMMYYS YKPaiHCBKOI TeaTpaabHOI
mekcmipiaan XXI cTomTTS.

JlokTop MHCTEeNTBO3HaBCTBa 1 mpodecop JIBBIBCHKOro
HaI[IOHAJILHOT'O yH1Bepc1/1TeTy Maiis Fap6y3101< MPOYKyBaJIa
Ha/I3BHYaiiHO IliKaBli HayKoBi Ta TBoptn i1ei, AKUMHU ILIEeApo
Jinunacs 31 CTyI@HTaMH, KOJIETaMU 1 TeaTPaibHOIO CHUIBHOTOIO.
Xapu3MaThUdHa 1 IIUpa, BOHA 3aps/pKaia OTOYYIOUHX CBOEIO
JUBOBMKHOK KPEAaTHUBHOIO EHEPri€l0 Ta JIIOOOB’I0 /10 TeaTpy.
Bucokonpodeciiinuii TeaTpanbHUN KPUTHK 1 TEOPETHK TeaTpy,
BOHa Oyja IHIIIATOPOM 1 YyYaCHUKOM 0aratb0X MHCTCIBKHUX
IIPOEKTIB, WICHKUHEIO JKYPI IJI0T HU3KU TeaTpalIbHUX (PeCTHBAIIB,
TOJOBHOK)  PEIAKTOPKOI  OJHOr0 i3  HAHABTOPHMTETHIIIHX
YKpaiHCBKMX  TeaTpo3HaBumx  dvacomuciB  «[IpocueHiym».

* [onpu BiiiHy pocilickkoi penepaii mpotn Yipainu YKpaiHChKuil MixKyHIBEPCHTETChKHI IEHTP
y 2023 poui ycmimHo mnpoBiB wmopiynuid BceeykpaiHchkuil IeKcHipiBCbKUE KOHKYypC
CTYJEHTCBKHUX JOCIiTHHLBKUX | KPEaTUBHHUX MPOEKTIB, iHHOPMALIis PO KUK TPEACTaBICHA y
bOMY BHITyCcKY «PeHecaHCHHX cTyhiit», peanisyBaB Mixnaponuuii npoext «ui Ilekcmipa
2023», B pamKax SKOTO BiIOMHMH LIEKCIipO3HABISIMH, 30KpeMa, mnpodecopamu Maiikiom
Jo6conom (IlexcnipiBebkuii iHCcTHTYT BipMiHremcbkoro yHiBepcurery) i Hikoneroro Yinnoent
(yniBepcurer Bycrepa), nokropom Jlap’eto Jlazapenko (Codiiicbkuii yniepcuter CB. Kniement
OxpuachKHif) Ta iH.. 0yJI0 MPOYUTAHO CIM ITyOJIYHUX JICKIiH, IPOBEACHO MaHEIbHY AUCKYCIIO
«dpyxuna Binesma Illekcmipa: (akTv, IOMHUCIH, HOCTIAM’SThb», [Ba IIEKCITIPOLEHTPUYHI
BOPKIIONM JUISi BYMTEINIB 3apyOiKHOI jiTepaTypu, a Takox BceykpaiHChKMI KOHKYypC s
crapiokinacHukiB Shakespeare@so.NET.WORKSs, Ha skoMy y4Hi 3Marajucst 3i IITYYHUM
iHTenekToM B iHTeprperanii LlIekcrmipoBuX COHETIB.

3 TIpo mro miATpHMKY CBimunTh MpOBeaeHHs €BpOMeiichKo0 acomiaricio xocixankis [lexcripa
(ESRA) 23 mrororo 2023 poky manesnpHoi auckycii «Shakespeare Shelter», a Takox BKITIOUSHHS
o mporpaMu  MikHapoaHOT InekcmipiBebkoi KoHdepenuii B BynanemTi cnemiansHOro
Bopkiony «Shakespeare as Resistance in 21st-century Ukraine» (9 nunnst 2023), B pamkax
SIKOr0 OOTOBOPIOBANIMCS ~BHKIUKY, IO CTOSTH IEpei YKPAiHCHKOIO HAyKOIO B 4ac BilHH, i
po3pobisinicst  crparerii  3aly4eHHS MDKHApOAHOI IIEKCHIpO3HABUOi CHIUIBHOTH 10 1X
nojonanHs. Y  kBiTHi 2023 poky Ha 3ampomieHHs IllekcmipiBChbKOro —iHCTHTYTY
BipMiHreMCbKOrO  yHIBEPCHTETY MpPEJICTABHUKH YKPATHCHKOTO IIEKCHIPIBCBKOTO LEHTPY
BizBinamm Crperdopa-Ha-EifBoHi, e miJ 4ac ypouncToi MeMopialbHOI LIEPEMOHIT 1 MaJia 4ecTb
HPOrOJIOCUTH TOCT-TIPOMOBY BiJl iMeHi Ykpainu. ¥ xoBTHi 2023 poky B My3ei BiliHu BinOyocs
BinkputTs BuctaBku «Illekcmip i BiliHa», me Oy/n0 MpPEACTABICHO MPE3EHTALID PO
HIEKCHiPiBChKI BUCTABH 1 IIEKCIIPOLEHTPUYHI MPOEKTH B YKpaini 2014-2023 pokiB.
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[MpekpacHuii opranizaTtop i MOpsIHA JIOJUHA, BOHA 00’ €IHYBaNa
OMHOIYMIIIB HABKOJIO OpHTIHAJBHHX 3aIyMiB 1 JOKJajgania
MaKCUMAaJIbHUX 3yCHIIb, 1100 BTIIUTH IX Y KHTTSL.

[i mo6oB n0 Ykpainum Gyna camoBimmaHoro i miesoro. Ha
pI3HUX 3aKOPJAOHHUX MalJaHuuKaX, y JEKLIMHUX ayAuTopisx
3apyODKHUX YHIBEPCHTETIB, HA MIKHAPOJIHUX KOH(DepeHIisx, Ha
teaTpaibHUX (ectuBansax Maiis [apOy3tok 3aBKAH TOCTOWHO
NpeACTaBIsia  Hamy Kpaidy. Ilupoka — 3aranbHOKYIbTypHA
epYIHLs [OEIHYBATACs B Hill 3 IyXOBHHM apHCTOKPATH3MOM,
N0OPO3MUIHUBICTIO i KIHOYMM ImapmoM. B wac Biiinu 1i akTHBHA
IpPOMaJsIHCbKA MO3MIIisl Ta BMIHHS YITKO PO3CTABISTH LIHHICHI
aKLEHTH CIPHSUIM AKTHBHOMY JOIY9YCHHIO 0araThox 3apyOiKHIX
KOIer [0 IUIJHOI CHiBOpali 3 YKPAiHCEKMMH TeaTpamu i
OCBITSHAMHM. A 1, B CBOIO YE€pry, 3MILHIOBAIO MiATPUMKY
VYxpainu cBiTOBOIO iHTeJ'IeKTyaJ'IBHOIO 1 MECTETIBKOIO CITITHHOTaMH.

HpucpaTuBmM nei BuIyck xkypHany «Penecanchi cryaii»
nam’ati Maiii ['apOys3iok, penkoseris BlemI/ma Bl)J,'I(pI/ITI/I Horo
CTAaTTe0, HALNICHOIO HA PENMPEe3CHTAlil0 MICKCIPO3HABYOTO
z[opo61<y JIOCITIJTHUIIl, HAyKOBI CIIOCTEPEKEHHS 1 BUCHOBKU SKOI
MalOTh BAKJIMBE 3HAYEHHS SK JUIS CTPYKTYypyBAaHHS YiTKOi Bi3ii
icTopii  yKpalHCBKOi  CIIEHIYHOL meKcnipiaHH Tak 1 jans
opmyBaHHs CTpaTerii Mmoganbmoi MiATBHOCTI YKpPAiHCHKOrO
Ml)KyHlBepCI/ITeTCBKOFO mexcmpmcr;xoro LEHTPY. L5 myOmikaris,
B SKIH 3acagHU4l NPUHLUOMN CTYIIM mam’aTi MHO€AHYIOTbCA 3
AQHATITUYHUM  OCMHCJICHHSM  KOHIIENITYalbHUX 1€  II0A0
MUHYBIIMHM 1 Cy4YaCHOTO CTaHy TeaTpajbHOI IIEKCIipiaHH B
VYkpaiHi, IPOIOBKY€E TOCTITHUIIBKY TPAEKTOPIIO, 3aII09aTKO-BaHy
y craTtTi po Maiito ['apOy3i0K, HaJIPYKOBaHii B aBTOPUTETHOMY
MOJIbCbKOMY KypHan «llam’aTHUK Teanam)HI/nZ»5

* OmnnM i3 imMmepatueiB miei myGmikamii cTamo mparHeHHs 306eperTH y KyIbTypHii mam’sti
yKpaiHchKoi Hauii 00pa3 TearposHaBuui Maiii I'apOy3roK sK sICKpaBOi 0COOHMCTOCTI, YHi izei,
BepOai30BaHi y MMCbMOBUX TEKCTaX, a TAKOXK IUIAHU MailOyTHIX MPOEKTIB, 10 BUPHHAIOTh y
CIIOMHUHAX JPY3iB i KOJET, MalOTh IiHHICTh JUIS TIOAAJIBIIOTO PO3BUTKY YKpaiHCBKOTO TeaTpy i
TYMaHITapUCTUKH. B 11bOMY KOHTEKCTI JOPEYHO HABECTH OJHH i3 BUCHOBKIB BiZIOMOTO (haxiBList
i3 crTymii mam’sati Ansitnn  AccMaH, IO CYTOJIOCHHH BHIICOKPECICHOMY iMIIEpaTHBY:
«...IPOCTOPH CIIOTaJTy IOCTAIOTh Yepe3 YaCTKOBE BUCBITIICHHS MUHYJIOTO, KOJH fforo morpedye
iHIMBIA a00 rpyna 3aulsi CMHUCIOYTBOPEHHS, 3aCHYBAHHS 1JIEHTUYHOCTI, Opi€HTalii B XKUTTI,
MOTHUBaIlii BIacHMX Jiik». Accman A. Ilpoctopu cmorany. @Dopmu Ta TpaHchopMmarii
KyJbTypHoi nam’siti. Kuis : Hika-Lentp, 2014. C. 426.

* Torkut N. Maiia Harbuziuk in Memoriam (1965-2023). Pamietnik Teatralny. 2023. 72, 4.
P. 13-23.
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[Mexkcmip 3aBkau TocigaB 0coOJMBE Miclle B HAYKOBHX
cTynisx ta xutTi Maii ['apOystok, 1 Toil akr, mo [lekcmipis-
cekmii iHCTHTYT BipMinremcbkoro yHiBepcutety (Ctperdopa-Ha-
EitBoni, Benuka bpuTanis) HagaB 1if 3BaHHS IOYECHOTO CTAPIIOTO
HAYKOBOTO CIiBpobiTHUKA ( “honorary senior research fellow”)°
CBITYMTH TIPO BU3HAHHS i1 BHECKY Yy CBITOBE IIEKCITiPO3HABCTBO,
BHECKY, IO TOB’SI3aHUN HacaMmiepen 13 JOCTHKEHHSIM 1
peIpe3eHTAalli€l0 1CTOPil Ta ChOTrOJACHHS YKpPaiHCHhKOI TeaTpallbHOI
HICKCITIPiaHH.

VY Bimomoro icnancekoro ¢inocoda i mucbkMeHHUKa Mirens
e YHaMyHO € Taki BeJbMH NPOMOBHUCTI clioBa: «MeHi O0OnHTh
Icmianisy («Me duele la Espanay), siKi BU3Ha4au HOTO >KUTTEBE
kpeno. IlepedpazoByroun ix, Mo>kHa cka3aTH, 10 Maiii ['apOy3tok
3aexncou Oonina Ykpaina. Bin mnepluimx HayKOBHX PO3BIIOK [0
IPYHTOBHHX TIpallb, HAMMCAaHUX B OCTAHHI JHI XUTTH, y (okyci ii
yBaru He3MiHHO mepeOyBaB lllekcmip Ha yKpalHCBKIH CIICHI, POJIb
HOTo T’ec y pO3BUTKY HAIIO1 HAIlIOHALHOI TeaTpaIbHOT TPaIUILil,
y (GopMyBaHHI HamIoOl KyJbTYPHOI iIEHTHYHOCTI SIK €BPOIEHCHKOT
HaIii.

IcTopist ykpaiHChKOT TeaTpalibHOT IIEKCITipiaHu, Ha BiIMIiHY
BiJl CBOIX €BPOIEHCHKUX aHAJIOTIB, TPUBAIHMN Yac 3aJIUINANACS IS
CBITOBOI KYJIbTYpH TaKO0 c00i terra incognita, 110 HE Ma€ YiTKHUX
KOHTYpIB, AKi O OKpecmoBaiIM ii XpOHOJOTIUHI W reorpadivHi
KOPAOHHM, Ta psCHIE OuUTMMH  IUIIMaMHd  (DaKTOJOTIYHUX
HEBU3HAYCHOCTEH 1 HemposicHeHOocTe. HammcaHi B pamstHCBbKi
gacu rpyHTOBHI MoHorpadii Mapii IllectomamoBoi’ Ta IpuHH
BaniHoi® x04a i MalOTh He3arnepeyHy HayKOBY IiHHICTb, aje yepes

% B pisHi yacu BHCOKOT yacTi cTaTH mouecHUMH criBpoGiTHUKaMH [IleKCTipiBChKOrO iHCTHTYTY
BipminremMcpkoro yHiBepcuteTy OyJn YAOCTO€HI Taki Biomi miekcmiposHasii, sk Sir Stanley
Wells, Catherine Alexander, Jonathan Dollimore, Paul Edmondson, John Jowett, Kiernan Ryan,
Marjorie Garber, A. Lindley, Kate McLuskie, Robert Smallwood, Nataliya Torkut, Martin
Wiggins, Robert Wilcher, Susan Brock, Bunarsi tearpaibshi pexucepu Sir Kenneth Branagh,
Sir Greg Doran Ta TanaHOBUTI aKTOPY — BUKOHABLI pOJiel Y HAallBU3HAUHIIIMX MIEKCHIPIBCHKUX
BHUcTaBax i ¢inmpMax — Sir Simon Russell Beale, Dame Janet Suzman, Dame Harriet Walter,
Vivien Heilbron.

" Illanosanosa M. C. Illexcrip B ykpainchkili niteparypi. JIbeis : Buma ukona, 1976.

¥ Banina I. Illexcrip Ha ykpaiuchkiii cueni: Hapuc. KuiB : JlepiaBHe BUIaBHUIITBO
00pa30TBOPUOro MUCTELTBA i My3uuHoi diteparypu YPCP, 1958; Baunina I. Ykpaincbka
mrekcripiana. o icropii Brizienns m’ec [llekcmipa Ha ykpaiHchbKiii cieni. Kuis : Muctenrso,
1964.
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17ICOJIOTIYHY ~ 3aaHTa)KOBAHICTh, JETEPMIHOBAHY TOJITUYHUM
KOHTEKCTOM, 3QJIMIIAI0TH 11032 YBarok BEJMKUI 00CAT MaTepiaiy.

V nepioj, KoM MHcalIMCs BUILNE3TaaHl Ipalli, SIK HaroJoIIye
cydacHuil mekcripo3HaBerb HOpiit YepHsk, Mano micue «IpoTH-
CTOSIHHS  JIBOX  JiaMeTPaJIbHO TPOTHICKHHX 32  CBOEIO
aKCIOJIOTIYHOKO 1HTEHINIMHICTIO TeHaeH . [lepmra, B Mexax skoi
BimOyBaeTbest “omomarnHeHHs” (I1. Cakcarancekuii, M. Cangos-
cekuii, I'.Opa), a 3romom 1 paasgHCbKE ‘“TPHBIIACHCHHS
[lekcmipa (M. Baxan, O. bopmaroscekuii, B. XapueHko,
O. Jleaga, H. Mopaectosa, B. KopoTud), 3ymoBieHa parHeHHSIM
BJIaJ BHKOPUCTaTH aBTOPHUTET, iM’s 1 TBopuicth lllekcmipa y
MacmTabHOMY  iI€OJOTIYHOMY  TPOEKTI  MOOyIOBH  HOBOI
COIliaTiCTHYHOI  KpaiHM Ta (QOpMyBaHHS HOBOI  JIIOAWHH.
Midonorizopanuii lllekcmip — “peaicT 1 HAPOIHUI ApaMaTypr’ —
MOCTYTIOBO TIEPETBOPIOETHCSI HAa IKOHIYHY MOCTaTh, sIKa IMOCiTae
OJlHE 3 YUIBHUX MICIb Y HOBOCTBOPIOBAHOMY DaJSHCHKOMY
niTepaTypHOMy ikoHocrtaci. [lpyry TeHaeHIi0 PENPE3eHTYIOTh
iHcmipoBaHi llekcripoBuM  ClIOBOM TBopql Ta lHTeJ'IeKTyaJ'IBHl
TOUIYKH  YKPaiHChKHX MUTIIIB 1 HAyKOBIIB, ... KOTpl MOTIpH
MOTYXHHUM 1J€OJNIOTIYHUH TUCK Ta HaB’ s3yBaHi JIlTepaTypHI/IM
YHHOBHHIITBOM 1 IICH3YPOIO KJTillIe (HJeKcmp — HaApOJHUI TeHiH,
peach 3aXUCHUK  3HEJOJEHHX, TPOBICHUK peBomoun)
3JIIMCHIOBAJIM TPYHTOBHHUM aHANI3 TEKCTIB, MMJAI0YA TICBHIN
,Z[CKOHCprKI_III Ml(bOJ'IOF13OBaHI/II/I o0pa3 Illekcnipa — “patobopris
COIIATIICTUYHOTO ryMaH13My ». Came 10 apyroi TeHACHLIl
BimHOCAThCA BuIesragani mpari M. IllamoBamosoi Ta 1. BaniHOfi,
BTiM, OOW/BI JOCTIJHUIII PO3IMOYHHAIOTH PEKOHCTPYKINIO icTOpii
YKpaiHChKOI  IeKcmipianu 3  Tpumuartux pokiB  XIX cr.,
3aJMINAI0YM 11032 YBarol Toi (akr, mo Ime HampHuKiHIi
MOTIEPEAHBOTO CTOJITTSl yKpaiHIll BXXE Malld 3MOTY JIUBUTHUCS
MIEKCIIPIBChKI BUCTAaBU Y BUKOHAHHI aBCTPIHCHKHUX Ta MOJIbCHKHX
TPYIL.

Take irHOopyBaHHsS JIOBOJII YHCEIBHUX HIMEIbKOMOBHHX 1
MOJIbCHKOMOBHHX TIOCTAHOBOK B YKPaiHCBKOMY PaJIsHCHKOMY
HIEKCITIPO3HAaBCTBI OyJI0 HACHIJKOM 17I€0JOTIYHOI yCTaHOBKH,

? Yepnsk 10. 1. Crienmdixa akryanizauii uinsicsoi cemantiku «Camera» B. Lllekcriipa B
YKpaiHChKOMY HIEKCIIPIBCBKOMY AUCKYPCI : AuC. ... KauAa. ¢igon. Hayk : 10.01.05 —
MOpiBHSUIbHE JiTepaTypo3HaBcTBO. Kuis, 2011.
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3Ti/THO 3 SIKOI0 000B’S3KOBUM MaB OyTH aKIEHT Ha POJIi POCIHCHKOT
KYJIbTYpH Y JOJYYCHHI JI0 CBITOBOI KJIACHKH KOXKHOI 3 HaIlil, sKi
BXOAMJIM JO POCIMCBKOI immepii, a 3rogoM 1 A0 PamsHCBKOro
Corozy. Y wmoHorpadii M. [HlanopamoBoi umrtaemo: «lllexcmip
MPUHAIIOB B  YKPaiHCBKY KyJNbTypy 4epe3 IMOCEPEIHUIITBO
pPOCIiCbKOi MOBH Ta JIiTEpaTypd, IO 3YMOBWIO W TIIIHOUHY
PO3yMiHHS HOTO TBOPYOCTI, 1 Ha0araTo MPUCKOPHUIIO ii 3aCBOEHHS
YKPAiHCHKUMH MACHMEHHUKAMI» . ChOTOIH] BAXKO CKa3aTH, UMM
caMe — CBIIOMOIO (albCH(pIKAL€0, CIPUIMHEHOK PeaIbHOI0
HeOe3nmeKo pemnpecii 3 OOKy KOMYHICTHYHOTO PEXHUMY YU
MPOSIBOM KOMIIEKCY €THOKYJIbTYPHOI MEHIIIOBAPTOCTI
(BHYTpIIIHBOTO KOJOHIaNMi3My) — OyJia Taka POCIHCHKOIICHTPHYHA
IHTEpIIpeTalis iCTOpil YKpaiHChKOI IIEKCITipiaHH, ajle caMe BOHA Ha
OB Yac craja 3arajbHOBH3HAHOIO 1 B TCaTPO3HABCTBI, 1 B
MIEKCIIPIBChKUX cTymisx. Toxx Bubip Maiieto ['apOy3iok Temu
KaHaumaTrchkoi guceptamii — «CIHEHIYHI NpOYUTaHHS Tparexii
“T'amner” B. llekcmipa y JIbBiBchkuX Tearpax (1796—-1997 pp)» —
OyB CBITOIVISATHO 3HAYMMHUM 1 JIO0 TIEBHOT MipH MOKA30BUM: JUTsS Hel
BOXJIMBUM OyJI0 BiJHaWIEHHS 1 BHUCBITJICHHS TOIO, IO
NECATUIITTAMM  3aJUINAIOCH  HEBIIOMHMM, HEIOMIYEHHM YH
CBiJIOMO 3aMOBYYBaHUM a00 HaBITh 3a00POHCHHM.

s nmucepramis, 3axMcT $AKOi BimOyBcs B IHcTHTYTI
MHUCTEITBO3HABCTBA, (ONBKIOpPUCTHKH Ta eTHosorii HAH
VYkpaian y 2007 potri, cTana nepiuM I'PyHTOBHUM JOCTIIKCHHIM
clieHIvHO1 icTopii «['aMieTa» y IbBIBCHKHX TeaTpax 3a MaibKe JBa
cromrrs. Maiis [apOy3ok Harojomrysaja Ha TOMY, IO
«BHACHIZIOK  PO30IKHOCTI MOMIK  aKTyaJlbHHMH  BHMOTaMH
YKpaiHCBKOTO IICKCIIPO3HABCTBA Ta IPAKTUYHOIO BIICYTHICTIO
CyYacHUX TEAaTPO3HABUMX CHUCTEMHHX JOCIIPKCHB 3 1€l TEMMY
BHUHUKJIA POOJIEeMHA CUTYyaIllisl, 10 PO3B’S3aHHS SKO1 JI0Jy9a€ThCs
il mucepramiiina mnpansg. B 1mii poOOTI  peKOHCTPYHOBAHO
XPOHOJIOTIIO TIOCTaB HAWBIJOMIIIOI IIEKCIIPIBCHKOI Tpareiii Ha
YKpaiHCBKUX  3eMJIAX, BIO IepIMX, IO Oyiaud 3JiMCHEeHi
aBCTPIMCHKUMM Ta TMOJbChkUMU Tpyrmamu Hampukinmi XVIII cr.,
JI0 YKpaTHCHKHX TTOCTaHOBOK JIbBIBCHKHX TeaTpiB KiHI XX CT..

' ITamoBanosa M. C. Ilur. Buz. C. 6.

" Tap6y3tox M. Cueniuni npounranns tpareii «Camier» B. Illekcripa y JIbBiBChKHX TeaTpax
(1796-1997 pp.): aBroped. auc. ....KaHa. MucreurBo3HaBcTBa. 17.00.02 — TeaTpanbHe
muctenTBo. Kuis, 2007. C. 2.
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3i0panuii M. 'apOy3tok migi 4ac poOOTH y TMOJBCHKUX
apxiBax miHHUH (akTaxx momo reorpadii W perioHaNBHOT
cuenudikd paHHBOI TeaTpaJbHOI TamieTianu Ha [anuuuHi, a
takox y [IpaBoOepexHiii Ta [liBnenHiit Ykpaini, npeacTaBieHuii y
cratrti «llepuni BucraBm «l'amiera» Bimesama Illekcmipa Ha
teputopii Ykpaiau (kiHenp XVIII — mouyarok XIX croiiTs)», 1o
Oyma omnyOJikoBaHa B aBTOPHTETHOMY BHIAHHI «3amucKu
HaykoBoro ToBapuctBa  imeni  IlleBuenka»'’.  3rigHo 3
OOTPYHTOBAHOIO y Hil KOHIICTIIi€l0, CIeHIYHA TamyieTiana 1790—
1890-x pokiB Oyma mpelcTaBiIeHa Ha TepeHaX €THIYHOI YKpaiHu y
YOTHPHOX  MOBHHX  BapiaHTax  (HIMEUbKHH,  IIOJbCHKUH,
POCIMCHKHM, YKpAiHCBKHI), IO 3YMOBIIOBAIOCS ICTOPUIHHMHU
oOcTaBMHAMH, 30KpeMma, MepeOyBaHHSIM YKpPaiHCBKUX 3€MENb y
ckIani ABCTpo-Yropcbkoi Ta Pociiicbkoi iMIepili Ta MOBHOIO
MOJIITHKOIO ypsiniB MeTponoiiil. Tak, Ha Teputopii ['ammuwnan, mo
OyJla CKIaqoBOK ABCTpiHicbKOi MOHapXii, TearpajbHa IIOJIITHKA
CTIpSIMOBYBAJIacs Ha MPU3BHYAECHHS PI3HOHAIIOHATIBHOTO HACEIICHHS
(YkpaiHLiB, MOJSKIB, €BPEiB Ta iH.) 10 HIMEIIBKOMOBHOI KyJIBTYPH.
[Tepmmit «I"amieT», mocrapiieHui y JIbBOBI HIMEIIBKOIO MOBOIO Ha
CIeHI aBcTpiiicbkoro tearpy 19 rpymus 1796 poky (pexucep —
Opann  TNaitapix  bymma), OyB  opieHTOBaHMIT Ha KaHOHH
KJIACHLIMCTHYHOTO Tearpy. HacTymHi HIMEIIbKOMOBHI IIOCTaHOBKH
(1804, 1806, 1807, 1832, 1842, 1850/1851), Ha AyMKY AOCIITHUIII,
Xoua W MajM pi3Hy MHCTCUBKY BapTiCTh, MOTEPIAN «Bif Opaky
iHTepecy IMUPOKOTO TJisjada Yy  IapuHi  JApaMaTHYHOTO
penepryapy», = HATOMICTh cueHiuHi BrireHHs IllekcrmipoBoi
Tpareii nonbcpKor0 Mosoro (1797,'* 1799, 1805-1806," 1816'°)
Manau Oinmbllle  TpUXWIbHUKIB. [likaBo, IO MOJBCEKOMOBHI

12 TapGysiok M.. Iepmi Bucrasu «ammnera» Bizbsma Illekciipa na Teputopii Yipainu (KiHews
XVIII — nouarok XIX cronith). 3anucku naykosoco mogapucmea imeni Llleguenka. JIbBiB,
2007, Tom CCLIV. Ilpani Tearposnasyoi xomicii, C. 129-146.

" I'ap6ystox M. Cueniuni npountanss ... C. 8. —

" Tlpem’epa «Tammeta» Ha TONbCHKii cuedi y JIbBoBi Bimbymacs 9 ksitms 1797 poxy
(mepekitazay i pexucep B. BoryciaaBebkuit).

" 1li mocranoBku 3ifichus mepexmanay i aktop SH-Hemomyuen Kawminchkumit (1777-1855),
AKHH, sSK Haromomrye M. IapOy3iok, BifirpaB BaKIMBY pONb y PO3BHTKY TEaTPaIbHOTO
MmucrenTBa He jmie y JIpBOBi, ane it Ha Tepenax I[lomimis, Llentpanshoi Ta IliBneHHOT
Vkpainu. Jlocniguung BOauae y upoMy nepexiaii, mo OyB HaapykoBaHMil y MUHBKIBLSAX i
nocrasiennit 'y Kam’suui-sa-ITomiuti  y  1805-1806 pokax, «Oe33amepedHi BHSABH
npepoManTu3My». I'apOy3tok M. B. Tlepiui BucraBu «"amieray ... C. 140.

' Tonbchka Tpyma AHTOHA 3MieBChKoro craBmma «[amiera» B mepeknam S1.-H. Kamimcskoro y
Kuesi.
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nepekyagy cyTTeBo BiapizHsumacs Bin lllekcmipoBoro opurinany: i
y B. BborycnaBcekoro, i y f.-H. Kamincekoro I'ammer y dinami
3IMIIAETHCS XKUBUM Ta Iocinae JlaHChbKHIA TPOH.

BucsiTmoroun icropito mocraHoBok «I'amiera» Ha JliBoOe-
pexHili YkpaiHi (3a pociiicbkkumu nepekiagamu C. BickoBarosa,
M. Bponuenka, M. [loneBoro), Matist ['apOy3r0k poOUTH BHCHOBOK
npo Te, IO YCIIXH BHCTaB HANpPSIMY 3aJIekKalld B XapakTepy
nepexnaniB. «llombchka  mepexmamgarpka  Tpaduiis  Oyna
3aIovYaTKOBaHA MPUHIIMIIOBO SK TeaTpajdbHa — aJKe 1 MepeKiaj
B. borycnmaBcekoro 1897 p., 1 mepeknan .-H. Kamincekoro
1805 p. Oynu came TeaTpalbHHUMH nepeKIaaMH, 0p1€HTOBaHI/IMI/I
Ha BUMOTH CIEHM 1 TJsjava, X 3IMCHWIN TPOBIiIHI Teanaan
MUTII MOJBCHKOI KYyJbTYPH, JOCBiAUEHI MpakTHUKW clieHu. Lle ¥
CIOIPUYMHWIO  MHMPOKY W  MBUAKY  MONyJspH3aliio  Ta
KUTTE3AATHICTD IIUX MEPEKIIaiB YIPOIOBK Maibke yciei mepmoi
nosioBuHM XIX cromiTTa. TuM wacoM y pPOCIMCBKIH JiTeparypi
mepmi  nepeknaam, 1mo ix 3gidicamnu  C. BickoBatoB (3
¢panmy3pkoi  nepepodoku K. @. Mrocica) Ta M. BpoHueHKO
(mepekimam 3 aHMVIKMCBKOIO  OpHriHANy), OyJIM  BJIacHE
JITEpaTypHUMH CIIPOOAMUY.

Oxpemuii migposnin aucepranii M. I'apOy3iok mnpucBsuye
YKpalHChbKUM TiepekiaaaM «l amieray, sKi po3riisigac B KOHTEKCTI
PO3BHUTKY HAIlIOHATBHOTO TeaTrpy. PeTenpHO BHBUAIOUM iCTOPIFO
MOSIBM  KOHKpeTHUX nepeknanip  IllekcmipiBcbkoi — Tparesii,
JOCTITHULS JOXOAWUTh BUCHOBKY TMpO T, MIO IEpPeBaxKHa
OUTBIIICTh 13 HUX 3JIMCHIOBAIMCSA camMe IS CICHIYHUX
MOCTAaHOBOK  (Ha Oe3rmocepenHE 3aMOBJICHHS — TeaTpiB) Ta
HaroJIoIIy€ Ha OB’ SI3aHOCTI YKPaiHChKOI IIePEKIa HOI raMyIeTiaH!
31 CTAQHOBJICHHSM 1 PO3BUTKOM HAIIOHAIHFHOTO TeaTpallbHOTO
MUCTEITBA B IIJIOMY.

Ham3BuuaiiHo IIHHOIW SK I PO3YMIiHHSA —cHeruiku
YKpaiHChKOT raMJIeTiaH! JPYyToi MOJIOBHHUA XX CTONITTS, TaK 1 JUIs
3’sCyBaHHS OCOOJIMBOCTEW TIMOWHHUX, HApaTUBHUX CTPYKTYp Y
Tparenii «[amyer» OauynThCs 3ampONOHOBaHA Yy JUCEpTaIlii
AaBTOPChKAa aKTaHTHAa MOJIENIb CEMIOTHKO-CTPYKTYPHOTO aHali3y

' Teransuimre npo nepeknamu i Bucrasu mus.: [apGysiok M. B. Iepui Buctasu «amietay ...
C. 134-142.
'8 Tam camo. C. 144,
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mecu. Bona Oyna ycmimHo ampoOoBana Maiieto ['apOy3mok y
Mporieci MOCHIKEHHS] YOTHPHbOX CICHIYHMX ITOCTaB Tparemii
«amieT» Ha JabBiBCBKIM creni (1943, 1957, 1981, 1997). L
MOJIeNIb, M0 ChupaeThbcss Ha npuHiumu — A. [peiimaca i
A. HO6epcthennba, mae He3anepeyHy TEOPETHKO-METOOJIOTIUHY
LIHHICTh IJIs1 TeaTPaJbHUX KPUTHUKIB 1 MUCTCIITBO3HABIIIB.

Y «"amuteti» B. lllekcrtipa qOCTiMHUTIA BUSBIISIE JB1 aKTaHTHI
CTPYKTYPH: «CepedHbosiuny», aKTyanisallis sKoi BimOysamacs y
creHiuanx BuUctaBax . Nipaska (JIbBIBCHKHI omepHUi Teatp,
1943 p.) 1 @.Crpuryna (JIbBiBCbKMI akaJeMiyHHMA Tearp
iM. M. 3anbkoBenbkoi, 1997), Ta «penecancny», sika BU3HAYAa
TOHANBHICT, ~ moctaHoBku 0. Credanuyka  (JIpBiBCHKHIA
YKpalHChKUH JpaMaTH4YHMi TeaTp iM. M. 3aHbkoBelbkoi, 1957).
Kondmikr Buctasu pexucepa B. Kozsmenko-/leninae (JIbBiBchbKuii
Tearp roHoro risiaada iMm. M. ['opekoro, 1981) BoHa iHTeprpeTye sk
TaKHi, M0 «OyIyBaBCs Ha )KOPCTOKOMY HaKJIaJaHHI “IBOX CBITiB”,
KOJIM Iepoi PEHEeCaHCHOI CUCTEMH IIHHOCTEH IOTPAIlIsIB y HIPOCTIp,
AQHTarOHICTHYHHUN HOTO BIIACHOMY CBITOTJISZIOBI, 1 THHYB, OOpaBIIN
JUTSL IOMCTH 9y>Ki 3aKOHI».

Ham3BuyaiiHo 3HauMMUM JUIS HAc IIiJ, 4Yac pOCIHCBKO-
YKpaiHChKO1 BifiHM mocTae BHUCHOBOK M. ['apOy3rok mpo Te, 110
npamnpem’epa ykpaincbkoro «['amiera» Ha cueni JIbBIBCbKOro
ormepuoro Ttearpy 1943 poky (pexucep MW.ipHsak) crama
CBOEPIIHUM aKTOM caMoijeHTH(]iKamii yKpaiHIiB y €BpoO-
MEHChKOMY TYMaHITApHOMY MPOCTOPI, peali3alli€lo MporpaMmu
«KyJBTYpHOTO HAIIOHANI3My» SK CKJIaJoBoi OopoThOM 3a
MOMITHYHE 1 JepkaBHE caMoOBHM3Ha4YeHHS Hamii. JlocaigHuis
aKTHBHO JOJydYujacs 10 IIOBEPHEHHS 3a0yTHX IMEH 1 TEKCTiB,
3aBJLIKH HOMY MU MAeMO yABJICHHA MO cnenuQiky 1mi€ei 3HAKOBOT
MMOCTaHOBKU.” Y [OBIJIGHHOMY JUIS TpanpeM €pu YKpPaiHCHKOTO
«Tamneray 2023 pomi M. apOy3rok 3amouaTKyBaiga IMPOEKT
CTBOPEHHS BIpTYaJbHOTO OULTIHIBAIILHOTO MY3€l0, METa SIKOTO —
30epertu y nudpoBoMy dopmarti iHpopMaIlito mpo TBOPIIB i€l

' T'ap6y3iox M. Crieniuni npountanns ... C. 19.

» TapGysiok M. Hanionansna npanpem'epa «'amieta» B yKpaiHChKOMY TeaTpO3HABCTBI APyroi
nonoBuHu XX cr. 3anucku naykosoco mosapucmea imeni I[llesuenxa.  JIbBiB, 2003.
T. CCXLV. Ilpani Tearpo3nasuoi komicii. C. 325-338; T'apOystok M. Tearpanbha Illekcripiana
Muxaiina Pyauunskoro. Bicnux  Jlvgiscbkoeo — ynieepcumemy  imeni leana @panka. Cepis
Mucreuro3nasctso. JIpBis, 2010. Bum. 9. C. 3-15.
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VHIKQJIbHOI BHCTaBH Ta iX TOAAJBINYy JMJOJIO, MPO KOHTEKCT, B
SKOMY BOHa Bifi0yBanacs, Mpo XapakTep MOCTAHOBKHU 1 BIATYKH B
mnpeci. PeTenpHO NpoayMaHy KOHIECIIIIO My3€I0 IIICIS CMEPTI
JMOCTITHWIN BTUMIM 11 JApy3i W KoJerH — CIiBpOOITHUKH
YKpaiHChKOTO MIDKYHIBEPCHUTETCHKOTO IIEKCIIPIBCHKOTO IIEHTPY,
ouomoBaHa JorieHToM Pomanom JlaBpeHTiem TBopua rpyma
BUKJIaaviB  (aKyJIbTeTy KyJIbTYpH 1 MHCTEHTB JIbBIBCHKOTO
HaI[lOHAJIPHOTO YHiBepcHTeTy iMeHi IBaHa ®dpanHka Ta OpUTaHCHKI
Koseru — npodecop Bimkpuroro yH1BepCHTeTy (JTonmon) Hixomna
Barcon i qupekrop IllekcmipiBCbKOTo iHCTUTYTY (CTpeT(bopn -Ha-
EiiBoni) npodecop Maiiki doOcoH. I3 Haa3BUYaHO IIHHUM IS
icTopii yKkpaiHChKOI TamiieTiaHW (aKkTaxkeM 1 aHaTITHIHUMHU
MaTtepiajamM, M0 CTOCYIOThCS 0COOJIMBOCTEN  TEpeKIajiB
«amnera» 1880-x — 1940-X pokiB Ta JbBIBCHKOI IpampeM’€pH
1943  poky, MOXHa  O3HAMOMHTHCS 332  TOCHJIAHHSM:
https://www.artsteps.com/view/657d8dcb3e7698b59c6de2a7.
Crorogni 1€l BipTyanbHHM My3€dl CTaB OJHUM 13 JII€BUX
IHCTPYMEHTIB JICKOJIOHI3aIlil 3HaHb PO YKpaiHy.

Benuky miHHicTh i (hOpMyBaHHS CHCTEMHOTO YSIBJICHHS
PO TeHe3y 1 crenu(iKy CTAaHOBIICHHS TeaTpalbHOI MEKCIipiaHu B
YkpaiHi MaroTh HAyKOBi CTaTTi Ta JECATKH TE€ATPaTbHUX peleH3in
Maiii I'apOy3i0k Ha CcydacHi IIEKCIIpiBCbKI BHCTaBU. Bxkpaii
BOXIUBAMH € ii TeaTpO3HaBUi PO3BIJIKH, TPHUCBIUCHI OKPEMHM
cueHiyHUM iHTeprperanism Illekcmipa Ha yKpaiHCBKIH CIICHI,
IICKCITIPIBCBKAM  (DeCTHBAISAM,”” a TAaKOXK IICKCIIPOLEHTPHYHI
IHTEPB 1O0.

[Ticns 6J‘II/ICKy‘-IOFO zaxucty B 2019 pOHl )IOKTOpCLKOI
,Z[I/ICCpTa]_Ill B LEHTp] yBard sKOi — HAJI3BHYAIHO CKIAAHMI 3a
KOTHITHBHOIO MTPUPOJIOI0 MUCTEIIBKUI KOHCTPYKT — ApamMaTypriuHi
W cuHeHiUHI pemnpe3eHTalii reTepoodpa3iB 3  YKpPaiHCHKOIO

2! Jus.: TapGysiok M. Cximbku «ameriBy y «amierin? Crupoba CIpyKTYpHOTO aHauizy
KJIaCHYHOTO TBOpPY. Bicnux Jlvgiecvkoeo yuieepcumemy imeni Isana @panxa. Cepis
MucrenrBo3nascTBo. JIbBiB, 2004. T. 4. C. 19-27.

22 Torkut N., Harbuziuk M., Sobol O. Shakespeare Festivals as a Medium of Value. Transfer
European Values in Ukrainian Education: Challenges and Frontiers. Lviv—Torun : Liha-Pres,
2021. P. 159-173,

» To6con M. Hecreprro, komu 3 Illekcripa po6sits Myseii (3yctpiu i3 npodecopom Maiikiom
Jo6conom, nupekropom IllekcmipiBebkoro iHctutyTy y Crperdopui-Ha-EiiBoHi. Po3mosisiia
Maiis I'apOy3tok). IIpocyeniym. 2018. Bumn. 50-51. C. 56-60.

* TapGysiok M. O6pas Ykpainn y monbcskoMy Teatpi XIX CTOMITTS: iMArOTOTiuHMiA acIIeKT :
JIAC. ... IOKT. MECTeTBO3HaBCTBa : 17.00.02 — TeaTpanshe mucrentso. Kuis, 2019.
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CEMaHTHKOI Yy MOJbCbKOMY Tearpi XIX CTOMITTS, JOCIITHHUIISL
MPOJOBKYBala BHBUATH TeaTpalbHy IHIeKcIipiany. [IpuKMeTHOIO
PHCOI0 HAYKOBOTO ~CTHIIO i myOmikaiifi 13 IIEKCIipiBChKOI
TEMaTHKHU € Mlmnncunnmnapmcn) mo GopMyeThes 3a PaxyHOK
MOE€THAHHS MUCTEITBO3HABYOTO 1 mTepaTypo3Hanoro BEKTODIB, a
TaKOX 3aBISIKH TOMY, IO IIEKCIIPO3HABUA AHANITHKA 3aBXKIH
IPYHTY€ThCS Ha TJIMOOKOMY pO3YMiHHI 3aKOHIB CHEHIYHOTO
MUCTEITBA.

Ciig 3ayBakMTH, 10 BHecOK Maiii ["apOy3i0K y pO3BHTOK
YKpaiHCBKOTO  IICKCIIPO3HABCTBA  HE 6M€)Ky€TI)C$[ CyTO
HAYKOBHMH MpaIIMH>. SIK  WICHKHHS SKypi  IOPI4HOTO
BceykpailHChKOTO MIEKCIIPIBCHKOTO KOHKYPCY TOCTITHUIBKHUX 1
KpeaTHBHHUX NMPOEKTIB iMeHi Bitanisa Keiica, BoHa 3aBXIyu aKTUBHO
MiITPUMYBaJIa TAJIAHOBUTHUX KOHKYPCAHTIB, 0COOJMBO aBTOPIB THX
poOiT, 10 TOB’s3aHI 3 TeaTpoM, MiJKa3yBaia IM IMEPCIEKTHBHI
inei. Ii yuactp y Garathox mpoekTax, iHiIiifoBaHHX YKpaiHCHKHM
MDKYHIBEPCUTETCHKUM IIEHTPOM Ta CBITOBOIO IIEKCITiPO3HABUOIO
CHUPHOTOI, 3aBXKAM IOPO/UKYBaJa TMOTYKHUH — METiHUN
pe30HaHC, SIKUH HE TiIbKU HPOoOYKYBaB CYCIUILHUN iHTEpEC, alie
W cTtumymoBaB J10 mepe/mpounTtanHs [llexcrmipoBux TBOpIB Ta
neperiany BucraB. Y 2018 pomi 3a ii 6e3mocepemHboi ydacTi B
VYkpaini BigOyBcs CTYACHTChKHN KOHKYPC Ha Kpallly peLeH3iio Ha
HIEKCIIPIBCbKY BHCTaBy. PoGotm iioro mepemoxuuups — FOmii
CriHYeBCBHKOI Ta €mu3aBeTn besymko — Oyiau HaapyKoBaHI y
«Hpocuemym»

Maiis ['apOy3l0K akTHBHO [AOJydajacss A0 MiArOTOBKU 1
MPOBEJICHHS MIOPIYHOTO MiXHapoaHoro mpoekty «/lui Illekcmipa
B Ykpaini» (2018, 2019, 2020, 2021, 2022, 2023), a Takox ycCix
mectn MDKHApOJHUX IIEKCIIPIBCbKUX KOH(EPEHIIi, OpraHi3o-
BaHMX YKpalHCBKHUM MDKYHIBEPCHUTETCHKUM IIEKCIIPIBCHBKUM
menTpoM. 1i myGmiuni nexmii 3aBxau 6yaM MO3HAYEHI HAYKOBOO
HOBHU3HOIO 1 TJIMOMHOIO TEATPO3HABUOI aHATITHKH, a JOMOBIII Ha
IJICHAPHUX 3aCiJJaHHsIX HAUX KOH(EPEHIIH BUKIUKAIN BETUKUH

 Bapro Ttakox sragaru: [ap6ysiox M. Yipaiuceki nepexagu «amnera» Binsva llexcripa B
KOHTEKCTI PO3BUTKY HAlLlOHAIBHOrO Teatpy. 3anucku Haykosozo mosapucmea imeni
Llleguenxa. JIpBiB, 2011. T. CCLXII. IIpaui Tearpo3nasyoi komicii. C. 80-98.

2 JIBanajusara Hiu (CTyAeHTH peLieH3yoTh BUcTaBy «J{Banaausra Hiu» B. llexcmipa
MukonaiBCHKOTO aKafeMiqHOTO XyT0XKHBOTO POCIHCHKOT0 IpaMaTHYHOTO TeaTpy).
Ipocyeniym. 2018. Bum. 50-51. C. 61-64.
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IHTepeC y ayauTopii, MpO MmO CBIMYMIO TUHAMIYHE 1 >KBaBe
0OrOBOpEHHSI, SKE€ HE3MIHHO CYIPOBOKYBAJIO 1l BHCTYIIH.
IIpuxkmetrHo, mo y cBoiii momoBimi «lllekcmipiBcbka AMIIOTiS
pexucepa PoctrciaBa Jlep KHITIIBCBKOTO: MOCT-aOKATINTHYHAN
IUCKYpC», BHroJiomeHii Ha VI MikHapona-Hili  HayKOBO-
npakTHuHiid koH(pepermii «Benukuii bapy y KoHTeKCTI maHaeMmii:
Shakespeare and/as medicine» (23—24 Bepecus 2021 p.), mocin-
HUIl HE TUTBKH TEPEKOHIUBO MPOJEMOHCTPYBaia, HACKiIbKU
OpUTIHAILHUMHU U IIIKABUMU € Cy4YacHi YKpaiHCBhKI CIICHIYHI
inTepnpeTamnii bapnaa, amne i BYeproBe Harojocuja Ha TOMY, IO
VYkpaini notpibeH CBil MeKCMipiBChKHIA TeaTpanbHUN (HheCTUBAND.

Ines 3anovarkyBaHHg B YKpaiHi Mi>KHapOTHOTO IIEKCIipiB-
CbKOTO (DeCTHBAII0 BHHMKIIA II€ Ha TIOYaTKy POCIHCHKO-
ykpaincbkoi BitiHH y 2014 poui. Takuii ¢pecTuBaab, MaB O CcTaTh
e OJHUM BaXKJIMBUM MaiIaHYMKOM TOMHPEHHS iHpOopMarii mpo
Hally KyJbTYpY Ta NP0 YKPaiHCHKHA OIip POCIHCEKOMY arpecopy.
Maiis T[apOy3tok, ska 3aBXIud TpuMalla pPyKy Ha TyJbCi
YKpaiHCBKOTO TeaTpalibHOTO JKUTTS, BXKE TOJI BHUCIOBIIOBAIA
MPUIYIICHHS, 110 HakKpalie Ield aMOITHHHA 1 BKpad HOTpiOHUI
MPOEKT 3MOXKE peanizyBarn IBaHO-DpaHKIBCHKUN HaIllOHATLHUH
aKkaJeMiYHuid JpamMaTu4Huil Teatp iM. [BaHa ®panka. 3 reHepaib-
HUM aupekTopoM PocrtrciaBom [[epmHHiHLCLKI/IM Ta aKTOpaMHu
IILOTO TEATPY, Cepell AKUX YMUMAJO ii KOJUIIHIX CTYIIGHTIB Maifro
BOJ‘IOILI/IMI/IplBHy MoB’si3yBasia OaratopiuHa apyk0a i TBOpYa
CHiBITparis.

Ilepummm etamom peamizamii miei wMpii Oya0 HayKOBE
OCMHCIIEHHSI ICHYIOUOTO CBITOBOTO JIOCBiJly IIIEKCHipiBCHKHUX
(decruBani. Ille y 2016 pomi Maiis ['apOy3iok, SK ToJIOBHA
penakTopka kypHainy «[IpociieHiym» 3amporoHyBajga MeEHi
HaIlMCcaTH CTATTIO Ha IF0 TEMAaTHWKy, a Micias ii ny6ni1<aui'1'27 MU
HEOJIHOPA30BO TOBEPTAIMCS O OOTOBOPEHHS ifiel MpOBEIEHHS
aHAJIOT1YHOTO MAacIITaOHOTO 3aX0y B YKpaiHi.

HactymauM etamoM cranmo ocoOucTe JOMy4YeHHS [0
€BPOIEHCHKOT TPAIUIT MeKcipiBchbkuX ¢ectupaiiB. Y 2018 porri
Maiis I'apOy3ioK, SIK MpeAcTaBHUIS Y KpPaiHCBKOTO MiKyHIBEpCH-
TETCHKOTO MIEKCHIPiBCHKOTO HEHTpPY, BiABigana IllekcmipiBchkuii

27 Tus.: Topkyt H. IllekcrmipiBchki TeaTpanbHi ecTrBam B €BpOIi: icTopist i CydacHicTs.
IIpocyeniym. 2016. Ne 1-3 (44-46). C. 80-85.
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¢dectuBanp B KpaiioBi (PymyHist), 3Biku moBepHYyJacs 3 He3a0yT-
HIMH BpaXeHHSIMH. SIK TeaTpallbHUi KPUTHK, BOHA TITUO0KO 1
3MICTOBHO npoaHam3yBaJ1a ,ZIC}IKI 3 MEePETJISTHYTUX TaM TTOCTAaHOBOK
y cBoiif ormsmosiii crarri®. IIpo MacmITaGHICT MHCITCHHS
JOCTiAHMII, ii MEepeKOHaHICTh B TOMY, IO YKpaiHi moTpiOeH
BrnacHuM [llexcnipiBchbkull (hecTUBANID, CBITIUTH QiHATLHUN aKop/T
3rafganoi myOmikamii: «Yum  ime  3auByBaB  pPyMYHCBKUH
(dectuBanp? Tum, HampukiIam, IO I00IpHE IIEKCIIpPO3HABYE
TOBapUCTBO 3 YCHOTO CBITY MOBCSKYAC BUSIBIISLIO JOOPY SK Ha
1HO3eMIIIB 0013HAHICTh 3 ICTOPIEI0 Ta CHOTOJCHHSIM PYMYHCHKOTO
tearpy. YuMm ne moscuutu? Ta doMy O HE OIl€IO CKOpO  Bike
YBEPTHBIKOBOIO HpI/ICyTHICTIO PYMYHCBKOTO mexcmpuscmcoro
dectuBa0 Ha TeanaJ'IBHlI/I Mami cBiTy. Un He BapTo W Ham
3armovaTKyBaTd Ha I[ill Mami BJIacHY, YKPaiHCBhKY HICKCHlplBCbe
TOo4YKy? 3i CKPOMHOIO METOIO — abH i Tpo Hal TeaTp rOBOPHIA 3i
SHAHHSIM CIIPaBH Ha BCiX KOHTHHeHTax?».” Came y Pocruciasi
JepxuninbebkoMy, sikuit y 2015 poni craB Hapoaaum aptucrom
Vxpainn, a y 2019 — Jlaypearom HamioHaneHOi nipemii im. Tapaca
[IleBueHka y HOMIHAIlii «TeaTpalibHE MHUCTEITBO», 3a IUICUMMA
SIKOTO JIOCBIJI YCIIIIHOTO IPOBEICHHS JEKUIBKOX MaCHITa0HUX
(ecTuBanip, 6aunia BOHA HAWIIMPIIIOrO OJHOAYMIISA 1 OUITbHHUKA
MaitOyTHrOro IllekcmipiBcbkoro pecTuBaio.

VY ksBitTHi 2023 poky Ha 3ampomenHs lllexcmipiBchbkoro
IHCTUTYTY BipMIHreMCBKOTO YHIBEPCUTETY MU pa3oM 3 Maiiero
lapOystok BimBimanu Crperdopa-na-ElfiBoni, ne mpencrarmsug
VYkpaiHy Ha ypouMCTOCTAX, MOB’si3aHux 3 lOBineem Ilepioro
®omio, Ta Ha CBATKOBOMY Mapaji Ha 4YecTh J[HS HapoOIHKEHHS
Binpsama Illexcmipa. Ilig yac mporo Bizuty Maiis I'apOy3rok
Oarato posmoBimana OpHUTAaHCBKHM KOJeraM Tpo ICTOpi0 i
CYYacHICTh YKpaiHCBKOi TeaTpajabHOI IIEKCIpiaHu. Y CBOIX
BHCTyIMax 1 po3MOBaxX BOHA aKICHTY-BaJla yBary Ha TOMY, IO B
yMOBax MOBHOMACHITA0HO! BIfHM OLIBINICTh HAIIUX TEaTpiB, SKi
CTali IenTepaMu i OOMOOCXOBHIAMH, aKTHUBHO JIOTIOMAararoTh
3CY, a geski HaBiTh NpoJoBXyOTh crtaButh I[llexcmipa. Taxi
aKIEHTH 3aBXIW CHPABISUIM BEIUKE BPaXXCHHS Ha OpPHTAHCHKHX

% s crarst Hanmcana Maiiero TapGy3rok Tmi oHIM i3 Ti TBopumX ncesomimis: Lok M. Ha
roctuny 1o llekcripa ... B Pymysito! (Horarku 3 lllekcnipisebkoro decrusaito 2018 p. y
M. KpaiioBa, Pymynis). IIpocyeniym. 2018. Bun. 50-51. C. 48-53.

% Tam camo. C. 53.
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TeaTpalibHUX [iS4iB 1 MICKCIPO3HABIIB, BUKIMKAIOUN BEIHKY
MoBary Jo YyKpaiHChKOI TearpaibHOi cripHOTH. Came Tomi
BimOyJocs ocobucre 3HaioMcTBO Maiii ["apOy310K 13 BUKOHYIOYOKO
00B’s13kM  XyHOXHBOTO KepiBHUKa KopomiBeskoro IllekcmipiB-
cekoro tearpy Epikoto BumeHn Ta 3akmageHO OCHOBHU MOAABIIOT
criBrpari y chepi TearpanbHOi ocBiTH 1 Muctenrsa. IIpencras-
nuku Koponiscekoro LllekcmipiBebkoro teatpy, LlekcnipiBcbkoro
IHCTUTYTY BipMIHIeMCBHKOTO YHIBEPCHTETY paJ0 BiTald 11€H0
MPOBEICHHS MICKCIIPIBCHKOTO (PECTUBAIIO B YKpaiHi Ta OO0IIsuH
CBOIO TIATPUMKY.

Y tpaBHi 2023 VkpalHCBKHI  MiXKYHIBEpCHUTECTCHKHIA
MIEKCIIPIBCHKUIA IEHTP 3alpochB 10 YKpaiHu MpodecopKy
Bycrepcbkoro yHiBepcHTeTy — WICHKHMHIO Pamu €Bpormerchkoi
acomianii gociaigaukie Ilexcmipa (ESRA) ta Panu €Bponericbkoi
Mepexi IllekcmipiBcpkux ¢ectuBaniB (ESFN) — Hikomery
Uinnoemr. Maiis ['apOy3t0k He TUIBKH OpraHi3yBaa ii JICKIIo s
praIHCLKI/Ix CTyI[eHTiB y cTiHax JIbBIBCHKOTO HAaIliOHAJILHOTO
yHlBepcheTy imeni [Bana ®panka, a i Mo3HaHOMMIIA IO BlI[OMy
mekcnipo3HaBuio 3 PoctucnaBom I[ep)KI/IHIIIBCbKI/IM Ta #oro
tpynoto. Ilicas mepermsmy «Pomeo i1 Jikympertw» y miaBaii
(dpaHKiBCbKOTO Tearpy (SIKMH BiJg MOYaTKy I[TOBHOMACIITAOHOI
BifiHM cTaB 1Ie ii O0MOOCXOBHIIEM) B KaOiHETI Horo aupekTopa
BiIOYJIOCS KBaBe OOTOBOPEHHS SK camMoOi BHCTaBH, TakK 1 ijel
MPOBEACHHS IEPIIOrO B YKpaiHi MIEKCIIPIBCHKOTO (PecTHBAIIO,
saky Hikonera Uinnoem mupo miarpuMana. 3rojioM, Ha MOYaTKy
cepnHs, ¢paHkiBii BigBimanu IllexcmipiBcbkuil (QecTHBalb Y
I'manceky (Ilonbima), ne Pama €Bponelickkoi Mepexi [lekcmipis-
CbKHX (ecTuBaliB, 30kpeMa ii ouinpHMku Pimin Ilapp, /Ixoana
Cuexko Ta Hikomera UYinnmoem, 3 BeIMKHM €HTY31a3MOM
MOTOAUIINCS JIOTIOMOTTH 3 OpraHizaimielo B I[BaHO-DpaHKIBCHKY
YkpalHCHKOTO MIEKCHIPiBCHKOTO (heCTHBAIIO, SIKUH OyJI0 3aIIaHo-
BaHO Ha 4YepBeHb 2024 poky. 3rifHO 3 KOHIEMII€0, KPiM MOKa3y
IIEKCINPIBCBKUX BUCTAaB B MporpaMi (eCTUBAIIO IepeadadacTbCs
TaKOX 1 MOTY»KHA HayKOBO-OCBITHS CKJIQJOBa: MalCTep-KIacH JUIs
MOJIOIUX aKTOPIB 1 PEXKHUCEPiB, BOPKIIOMHA IS MaiOyTHIX
TeaTpaJbHUX KPUTHUKIB, IIIEKCIIIPO3HABYI CEMiHAPH, BUCTABKH TOIIIO.

VY uepeHi 2023 poky Maiis ['apOy3tok Oyia 3ampoineHa Ha
[Tepme B icropii 3aciganns [lekcmipiBchkoi rpynu bpurancekoro
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[MapmamenTy, ouomoBanoi J[xeiimcom Moppicom. Bona BucTymma
3 MPOMOBOIO MPO Te, sKy poyib Bimirpae Illekcmip i creHidyHI
IIOCTAHOBKM HOro I’ec B YKpaiHi miJa Yac BIMHM, a TaKOX
nmojapyBajia Bif iMeHI YKpaiHM JsUTbKy — «aymry [amumeray i3
BHCTaBH pexucepa Onekcis KpaBuyka, mocrasienoi y 2017 poi B
JIsBiBCEKOMY Teatpi «I momu, 1 mstbkuy. Bubip 1is0ro nojgapyHka
He OYB BHIAJKOBUM, aJDKE 114 JISUTbKa Ma€ CHMBOJIIYHUI XapakTep.
VY BucraBi, Ky, n10 pedi, npodecop Maiikia J[oOCOH cBOro 4acy
Ha3BaB HAHCWIIBHINIO 3-TIOMiXK yciX «['amiieTiBy, 6auyeHUX HUM Y
TeaTpax JIUTbOK, NMpUHI] J[aHCBKHIA MOCTae y TPhOX IMOCTACX:
neputy penpe3eHTy€E BelIMKa TaHTaMapecka, TPOTECKHA 1 Taka, 110
HABOJIMTH XKaX, Opyea 1MOCTach BUCTYIIAE Y TaK 3BAHOMY (OKUBOMY
IJIaHi», y BUKOHaHHI akrtpucu Hanii Kpar, a mpems -
MPEJICTABJICHA HEBEJMYKOI 32 PO3MIPOM  JISUTBKOIO, 1110
cuMBoOJII3ye aymnry ['amutera i, BiMOBIAHO, caMe BOHA TPOMOBJISE
HaWBa)JIMBIIlli MOHOJIOTH.

3HaKOBICTh MOJIAPYHKY HE BUUEPIYETHCS HOTO CEMAHTHKOIO,
B HBOMY, SIK Timkpecimwia y bpurtancekomy Ilapmamenti Maiis
I'apOy310K, CHMBOJIIYHO MEpEIVICIHNCS BCI CKIAJHI TpaeKkTopii
HOBITHBOI yKpaiHChbkoi ictopii. TeaTrpu 3 mepmux JHIB BiHHU
CTaJlu IIeNTEepaMH, ajieé BUCTaBH BiOyBanucs y 60MOOCXOBHUIIIAX 1
migzemMkax Metpo. Pexxucep Onekciii KpaBuyk, sk 1 6arato iHIINX
JO/IeH TeaTpy, MIIoB JOOPOBOIIBIIEM Ha (DPOHT i CTaB CHAMIIEPOM.
Cuenorpadu BuctaBu Okcana Poccoit i Onekcanap CeprieHko, sK
i 0araro ykpaiHIliB, 3a3HaIH TipKOi JOJi O1KEHIIB Ta HE BTPATHUIIN
3B’sI3KiB 3 TIpodeciero, a aymra ['amiieta IpoaoBKY€e KUTH Y HOBUX
CIIEHIYHUX BTUICHHSX, TONMPHU BCi axu BidHUW. Jlsmbka [amier
cTaja apyruMm nojpapyHkoMm Ilapiaamenty Bemmkoi Bpuranii Bin
YKpaiHIiB, 1 Temep BOHa 30epiraeTsCs MOpPyd 3 IMOJAPOBAHUM
[Ipesuaenrom Bonogumupom 3eneHCHKMM IOJIOMOM, Ha SIKOMY
HaIlicaHo: «Y Hac € cBo0OoJa — JaiTe HaM KPHIIA, 00 3aXUCTUTH
ii!». Sk Haromocuna Maiis ['apOy3i0K, B IbOMY TaKOX MPUCYTHIH
MOTYXKHUM CHMBOJII3M: CHEpIly — IIoJioM, ToTiM — [amer,
CIIOYaTKy — BilfHa, 1 TOPYY — MUCTEITBO!

Baxko ysABUTH CydacHe YKpaiHChbKE MIEKCIIpO3HABCTBO 0O€3
TaKoi sACKpaBoi ocoOucTocTi, sk Maiis ['apOys3rok. Ii mocwilka,
gKa TigidmMana HacTpiid, ii odi, IO BHUIIPOMIHIOBAIM PAIICTh i
CBITHIIHCS JTFOOOB’10 /IO JKUTTS, 3aJMIIATUMETHCS Y MaM ATi THX,
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XTO MaB IacTs OyTH 3HAOMHM 3 HEIO. Ii imei HAJUXaTUMYTh 111E
He Of[HE TOKOJiHHS TeaTpanbHUX JiA4iB i HAYKOBIIB. [i IPOEKTH,
IUJaHK 1 Mpil IOCTYIOBO BTLIIOIOTBCA B JKUTTA: CTBOPEHO
OUTIHTBaBHUYN  BIpTyaJbHUN My3€il, TPUCBIYCHUI IOBIJIEIO
mpanpem’epu «lamieray (#Hamlet UA: Act 1, Scene 1943),
BEJIEThCSI aKTHBHA po0OTa HaJX  MATOTOBKOK  IEPIIOTO
YKpaiHCBKOrO  IIEKCHipiBChKOTO  (ecTHBAIO B [BaHO-
®pankiBcbky. llle omun mpoekT Maiii ['apOy310K — CTBOpEHHS y
JIbBoBi manmmagTHoro Ilexcmipiecbko-PpankiBebkuii cany. Lei
KOMILUICKC Ma€ CTaTh He JIMIIe MPHUBAOJIMBOK TYPUCTHYHOIO
JIECTUHALIIE€I0 Ta CBOEPIIHOIO KYJIbTYPHO-MUCTEIILKOIO Bi3UTIBKOIO
JIbBIBCHKOTO HAIlIOHAJIEHOTO YHIBEPCUTETY, a H CHMBOJIIYHOIO
pENpEe3eHTAITIEI0 Te3W 3aCHOBHUKA YKPAiHCHKOTO MIEKCIiPO3HAB-
crBa Ipana ®panka npo 3HauuMicTh Biabsama Illexcmipa mis
(bopMyBaHHS iJCHTUYHOCTI YKPATHIINB SK €BPONEHCHKOT HaIIil.

[IpocTopu cniorafis, siki GOpMyIOThCS HABKOJIO IocTaTi Maiii
I"apOy3rok, HatiIeHi HEWMOBIPHO BUCOKHUM TBOPYMM MOTEHITIATIOM,
3MATHICTIO TOPOJUKYBAaTH HOBI 1€l y PO3BHTOK ii 3aayMiB.
Pimennssm Pagu HaykoBoro toBapuctBa JIbBIBCHKOI'O HalliOHAJIb-
HOTO yHiBepcuTeTy imMeHi IBana ®panka Bocern 2023 poky Oyiio
3a1o4aTKOBaHO Tpaz[mn}o TPHCYJDKCHHSI CTY/ICHTaM (acnlpaHTaM)
(hakyapTeTy KyJIbTypH 1 MucTeuts mjopiunoi IIpemii imeni Maiii
lapOy3tok 3a  Kpammidi HAyKOBHH  JOpOOOK B Taiysi
TEaTpPO3HABCTRA.

CrunieHir0o Ha BIIAHYBaHHA mam’sTi npodecopku Maiii
IapOys3i0K, sika Oyjia MOYECHOKO CTApIIOI) HAYKOBOI CIIIBPOOIT-
Hurnero lllekcnipiBcbKOro 1IHCTUTYTY. 3acHyBaB 1 bipMiHreMchbKui
yHiBepcureT (Benuka bpuranis). Lls iHimiaTuBa OpUTaHCHKHX
KOJICT CIIPSIMOBAaHA Ha CTHMYJTFOBAHHS aKaJIeMIYHOT B3aEMOJIIT MiXkK
BHKJIaJayaMid Ta JociigHukamu IllekcmipiBCbKOro iHCTHUTYTY,
(akynpTeTy apaMu 1 TeaTpalibHOrO0 MHUCTENTBa BipMiHTeMCBHKOTO
VHIBEPCHTETY Ta YKPATHCBKUMH HAYKOBIIMH MW OCBITSIHAMH.
OcHOBHa MeTa CTUIEHAIAILHOTO MPOEKTY TMOJIATAE B TOMY, 1100
peamizyBath  OJHY 13 Mpid  yKpalHChKOI  JOCTIHHII —
IMIUIEMEHTYBaTH  JIOCBI BTy JApaMd 1  TeaTpajabHOTO
MHCTELTBA bBIpMIHIEMCBKOIO  YHIBEPCHTETY IIpH  PO3pOOIIi
MaricTepchbkux mporpam JIbBiIBCHKOTO HAIliOHATLHOTO YHIBEPCUTETY
iMeHi IBana ®paHka, CTHUMYIIOBaTH aKajJeMidyHy MOOUIBHICTh
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MaiiOyTHIX YKpalHCBKHX TEaTPO3HABIIB Ta HAJaBaTH IiJTPUMKY
JIOCITITHAIIBKUM  1HIIlIaTUBaM 3aiId CIPHUSHHS COIliaJlbHOMY U
€KOHOMIYHOMY BiIPOJKEHHIO YKpaiHU.

VY mranax xadenpu TeaTpo3HaBCTBA Ta aKTOPCHKOI MaicTep-
HOCTi JIBBIBCHKOrO  HAIlIOHAJIBHOTO YHIBEPCUTETY iMeHI IBaHa
®panka, sKy BOHa OYOJIOBaja MPOTATOM JIEKUTLKOX POKIB,
oprasizaiisi 1 MpoBeJACHHS MIOPIYHMX HAYKOBUX UYWTaHb IMaM’sTi
Maiii ['apOy3tok. Peanizarist ux Ta 0araThb0oX IHIIUX 1HIIIATUB, SKi
MOB’sI3aH1 31 CBITIMM 0Opa30M HAIIOl HEMepeciuHol Cy4acHHUII,
TAJAHOBHUTOI TOCIITHUIII 1 JIFOJIUHH, 5K 3aBXK/IU 3aiiMaja akTHBHY
IO3uIIi0 1 B mpodeciiiniii cdepi, 1 y CyCHIBHOMY KHTTI, cTaja
CrpaBor0 uecTi Juisi  OaraTbox 1i JApy3iB, Kojer 1 ydHiB,
MiATBEP/UKYIOUN T103a4aCOBY CHIIY PSJIKIB 13 55 COHETY BEIMKOTO
[exkcrmipa:

Tu cmepmi 11 3a6ymms Munew 0opo2y

1, siowyxasuiu nymo 6 100CoKi cepys,

Bnepeo imumew i3 sixamu snoey,

Aoic doku ditide ceim c6020 Kkinys.™"
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Jlenroon /[pcon. Micsiup JiTHHOI HO4Yi: OOrMHS Micsus W
TpaHchopmanis OsigieBoro midgy npo AxteoHa B «CHi JiTHBOI HOYI»
Binbsima lekcmipa.

Ak i 6aeamo inwux asmopis, Binvam Lllexcnip neoonopaszoso 3eep-
maecsi 00 migie ma mighonoziunux obpasie, wob dowecmu abo niOCUIUMU
neeui cmucau U idei’ n’ec abo noem. Ak genuxuul excnepumenma-mop, i
4acmo 3MIHIO8A8 CMPYKMYPY OPUSIHATLHO20 MIQON02IUHO20  Clodicemy
3apaou  nomped 61acHozo Opamamypeiunoco mexcmy. Taxkuii  nioxio
ocobnueo nomimuuti y xomeodii « Con 1imuboi HOYi», e ClOHCemHy OCHO8Y
CKAA0Aaoms ~ MOMUBU  0COOUCINO20 — nepemeopeHHs U PiHATbHO20
6033 ’conanns, Illexcnip nepennimae Kiacuumy i OpumaHcoky migonoeii,
mparncgopmyrouu npu yvomy cymuicmo 0gidiesoeo mighy npo Axmeona, wjo
€ YEeHMPANbHUM y Croxcemuyi ybo2o meopy. [pamamype He nuue 3MiHIOE
enemenmu Migpy (npumipom, nPUMAamManui NEPCOHANCAM PUCU), Alle MAKOHC
mpancgopmye mighonoeiunuil nagoc: cysope uUKIOYEHHs, w0 nepedbayae
BUCHAHHS [ CMepmb, 3MIHIOEMbCA PAOCICHUM  BKIIOUEHHAM, WO OCHIBYE
UMM, CeKCYATbHULL COI03 MA OHOBIEHHS, AKe 3 Hbo2o unaugac. Y n'eci,
de samicmv muciueys icypye mkay, mpaciunuil HiMuil oneHb AKmeoH
nepemeopEMbCs Ha KOMIYHO020 eanacaueozo gicnioka OCHO8Y, a USHAHHSA |
cmepmv Axkmeona obepmaromuvcsi OusHUM micmuyHum corszom OcHogu 3
Tumaniero, koponesoro  peti. Uepe3 NOEOHAHHS  NPUBEMIEHO20 3
boocecmeennum Lllexcnip nepemsopioe migh npo noxapanis Ha nioneceHuil i
600HOUAC MPAHCYEHOCHMHUL 00CBI0, 3CY8aI0UU CMUCIO8UL POKYC n'ecu Ha
npUMUpenHsl, EOHAHHA MA OHOBIeHHSL.
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Kniouosi cnosa: wmigh, migonoziunuii crooicem, mpancghopmayis,
Binvam lexcnip, « Con nimnvoi Houiy, Akmeon,

The influence of classical mythology on Shakespeare’s 4
Midsummer Night’s Dream becomes obvious at the beginning of
the play with Theseus and Hippolyta’s entrance. Yet from
Shakespeare’s opening in this dramatic experiment in
transformation even the myths themselves begin to change, with
mythic threads compounding and intertwining until they
sometimes reflect very different ideas from those presented in the
original myths from which Shakespeare derived his material. By
the time Oberon and Titania enter slinging mutual accusations of
infidelity, the fairies’ dissention not only echoes underlying
tensions between Theseus and Hippolyta, but the fairy monarchs
themselves have also already become deeply entangled in Theseus
and Hippolyta’s mythology:

Tita. Why art thou here,

Come from the farthest step of India,

But that, forsooth, the bouncing Amazon,

Your buskin’d mistress and your warrior love,

To Theseus must be wedded, and you come

To give their bed joy and prosperity?

Obe. How canst thou thus, for shame, Titania,

Glance at my credit with Hippolyta,

Knowing I know thy love to Theseus?

Didst not thou lead him through the glimmering night

From Perigouna, whom he ravished;

And make him with fair Aegles break his faith,

With Ariadne and Antiopa?
This promiscuity of English fairy folklore and classical myth
marks the way that Shakespeare’s play seamlessly weaves
numerous traditions together — love and war, love and death, and
magic and mortality — with an underlying emphasis on union,
regeneration, and transformation, fashions new emphases, new
perspectives, and new myths whole cloth out of the old.

! Shakespeare W. A Midsummer Night's Dream / Ed. Peter Holland. Oxford : OUP, 2008, 2.1.68-
80. Additional references to this play are parenthetical to this edition.
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This mythic transfiguration remains consistent and seemingly
deliberate throughout the play. The mechanicals also use myths
borrowed from classical sources. Ovid’s Pyramus and Thisbe
episode forms the basis of the play that they perform for Theseus.
Bottom launches into an ‘Ercules’ monologue at a moments
notice. Yet while these borrowed myths remain intimately familiar
to the mechanicals, their modest comprehension of their own
material frequently renders those myths simultaneously cartoonish
and wondrous.

The mythic blend in Shakespeare’s Dream seems to
transform the rubric as much as it does the characters within the
play, offering a key to understanding ourselves and our mutual
human experience. Irish philosopher-poet, John Moriarty asks,
“how otherwise than by unwinding an Ariadne’s skein of myths,
each myth an initiation into who we are, can we come home to the
deeper and more difficult reaches of our psyche?”.2 In spite of the
great variation in mythical structure and subject, Mary Magoulick
noted that “[IJooked at as whole structures, myths reveal a typical
pattern”.’ Levi-Strauss further argued that “mythical thought
always works from the awareness of oppositions towards their
progressive mediation”.* This structural view of myths in turn
supports the more functional view that “[m]yths serve to explain
and encourage worldview and good action within society”.’

Henri Lefebvre observed, “Daily life is filled with myths
which are often indistinguishable from the innumerable
superstitions we hold”.® Beyond the level of simple function or
definition, myths also serve as a kind of rubric for broader human
understanding. Myths change with experience and understanding.
Mythic inconstancy remains commensurate with how much the
mythic remains part and parcel of the structure of everyday human
lives, constantly renegotiated in terms of the fluidity of our
understanding. Myths and their component mythemes may be

% Moriarty J. Nostos: an autobiography. Dublin : The Lilliput Press, 2001. P. v.

3 Magoulick M. “What Is Myth?” Georgia College State University, 2004,
URL: https:/faculty.gcsu.edu/custom-website/mary-magoulick/defmyth.htm.

* Levi-Strauss C. Structural Anthropology. New York : Basic Books, 1963. P. 99.

5 Magoulick M. Op. cit.

¢ Lefebvre H. The Myths of Everyday Life. Cahiers Internationanaux de Sociologie. 1962.
XXXIII. P. 67-74.
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continually recast even as human understanding grows and
changes. As Roland Barthes observed, “myth is the most
appropriate instrument for the ideological inversion which defines
this [our human] society”.” We alter our myths as we change and
as society changes, and our changing myths remain an intimate
component of our comprehension and explanation of our world.

We refashion and recreate our myths to suit changing
purposes and circumstances, and the results may differ
significantly from the purposes and circumstances of those who
originally envisioned or created the original stories. Leonard
Barkin writes of the “persistence of classical myths into the art and
thought of the sixteenth and seventeenth centuries”.® He says that
“the telling of traditional tales is a vital activity in virtually all
cultures and that these tales, even when apparently fantastical or
frivolous, act as the bearers for highly significant statements
whether an individual teller is consciously aware of them or not”,
and this certainly seems true of the way Shakespeare used myths
as referential rubrics within his works. ’

When plays incorporate mythic structures or ideas, either
directly or obliquely, these referential myths tend to be used in
particular ways, most often as a kind of thematic rubric in order to
make specific kinds of points. When integrated into dramatic
structure, mythic material tends to draw philosophical or narrative
parallels, with specific mythic elements tending to highlight
essential ideas. The use of mythic elements in drama of the early
modern period was frequently especially pointed. Geoffrey
Bullough’s Narrative and Dramatic Sources of Shakespeare is
replete with instances where Shakespeare borrowed from
mythology, in many cases from tales in Ovid’s Metamorphoses.
Yet, beyond merely borrowing as illustration or embellishment,
Shakespeare remained an experimenter who often altered myths to
suit specific purposes, which could be structural as well as
narrative.

’ Barthes R. Mythologies. London : Jonathan Cape, 1972. P. 142.

8 Barkan L. Diana and Actaeon: The Myth as Synthesis. English Literary Renaissance 1980.
10 (3). P. 317-59. URL.: https://www.jstor.org/stable/43446994?seq=1&cid=pdf-

, referenceffreferences _tab_contents, P. 317.
Ibid.
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In Titus Andronicus, for example, there are several
comparisons between the character Lavinia and Ovid’s Philomel in
book 6 of Metamorphoses. Aside from the obvious parallel,
however, the Philomel reference also serves as a narrative and a
structural point of departure. Philomel’s brother-in-law, Tereus,
cuts out Philomel’s tongue after he rapes her, so that she will be
unable to identify him. Yet, Philomel eventually identifies her
attacker anyway when she stitches his name into a sampler. When
Demetrius and Chiron rape Lavinia in Titus, they not only cut out
her tongue, but they also cut off her hands, so she will be unable to
perform needlework similar to Philomel’s. Shakespeare raises the
stakes established by the underlying Philomel myth by giving
Lavinia an additional challenge to overcome to successfully
identify her attackers.

Despite the challenges, Lavinia eventually identifies
Demetrius and Chiron anyway by indicating pages in Ovid and
subsequently writing her attackers’ names with a stick held in her
mouth. Lavinia’s struggle with the additional handicap imposed by
those who assaulted her also reflects the play’s explicit
explorations of language, where Titus and his family tend to use
language and linguistic constructs to reflect more solid and literal
concepts than the rhetorical structures used by Aaron and his
companions, who tend to use language more fluidly, in figurative
ways, often with devastating results.

Naturally, specific myths are deliberately selected for
individual plays, usually when they fit especially well with plot or
character circumstances in particular instances. Shakespeare’s
manipulation of familiar myth markers renegotiates the literary
interface with social understanding in ways that, not surprisingly,
prove additionally substantive for a play’s central ideas, either
supporting or furthering them in some essential way. Part of what
sets A Midsummer Night’s Dream apart from other early modern
plays is the various ways in which Shakespeare uses and modifies
his mythical material, sometimes recasting or recrafting the mythic
rubric to forge an intimate and inclusive mythology which is more
central to the play.

27



1. IcTopuKoO-JIiTepaTYpHHH nIpoiec

Just as the blend of Ovidian myth with British fairy tradition
displays a particular kind of mythic renegotiation, so
Shakespeare’s inversion of the Actacon myth retains that myth’s
structural focus on Diana while inverting the mythic moral,
making it inclusive as opposed to the exclusivity which is central
to Ovid’s original version of the story. When viewed through the
lens of Moriarty’s ‘initiation into who we are’ as a kind of mythic
human collective, 4 Midsummer Night’s Dream arguably offers a
vision of a humanity moving towards unity and reconciliation.
Through the course of the play, characters move away from
individual divisions, between suitors, relatives, and even monarch
and subject, mortal and immortal, while moving towards the
union—marriage, the reconciliation, and procreative joining.

Shakespeare embellishes this inherently comic theme of
unification with a mythic embroidery of transformation. Love
itself may be seen as a loss of self. In merging with another and
becoming a romantic couple, one’s former, single self may be said
to have been enlarged but also lost in the process of enlargement.
The becoming process of love is transformative.

Hence, in Dream, enchanted lovers suddenly see with new
and different eyes, a man is transformed into an ass, and the
general atmosphere of the play shifts from the threat of execution
introduced by old Egeus at the beginning of the play to one of
union and the joyous resolution of marriage. The play itself
becomes a kind of fugue on human ‘becoming’, on transformation
into a more unified and complete state of being which is ultimately
underscored and supported by the inversion of Ovid’s Actaeon
myth around which Shakespeare constructs so much of the play.

Aside from classical sources like Metamorphoses and
Apuleus, and the inclusion or mention of mythical figures like
Theseus and Hippolyta, Cupid, and Diana, Dream also
incorporates different kinds of fairies from British folklore.
Among the fairy servants to Titania and Oberon, is Oberon’s
hobgoblin jester, Puck, who perceives the world very differently
from his master. Although Oberon makes the point that Puck
cannot see all that the fairy king can see, there is also a marked
difference in the tone of their worldviews. Where Puck sees the
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coming dawn in terms of “[d]Jamnéd spirits” who “[t]roop home to
churchyards”, Oberon sees the dawn as a kind of blossoming
transformation with “the eastern gate, all fiery red, [o]pening on
Neptune with fair blessed beams” (2.1.394 and 403—4). Of these
two oppositional perspectives, it is Oberon’s more expansive and
transformative view which ultimately triumphs in the play.
Theseus legal pronouncement that he will “overbear” Egeus’ will
in Hermia’s choice of marriage partners also banishes death
(4.1.178). Theseus removes the threat of death or isolation which
had been hanging over Hermia for choosing to love Lysander, and
love and union triumph over “the pale companion” whose ghostly
specter had been raised at the beginning of the play (1.1.15).

From the beginning of Dream, we find ourselves surrounded
by moonlight which seems to stream into the play from all
directions. Moonlight bookends the play, being mentioned by both
the very first and the very last characters to speak. Theseus
opening lines throw the moon into immediate focus:

Now, fair Hippolyta, our nuptial hour

Draws on apace; four happy days bring in

Another moon: but, O, methinks, how slow

This old moon wanes! she lingers my desires,

Like a step-dame or a dowager

Long withering out a young man’s revenue. (1.1.1-6)

Mentioned 42 times in the text, more than in any other
Shakespearean play, moonlight shines in the forest, comes through
the casement, and, finally, is even personified, becoming a
character in the play within a play — the mis en abyme of Pyramus
and Thisbe. The central action takes place within the temporal
boundaries of a moonlit night, which, in terms of theatrical
production, lends Dream a distinctly dreamlike quality. It suggests
a stage picture with a softer overall tone than a stage washed in the
proverbially harsher light of day. In Puck’s closing monologue, the
moon is mentioned obliquely once again, as the only potential
source of “shadows” at night.

The moon in Dream remains consistently mutable, and the
fabric of the play also changes the very nature of the moonlight
within it. By the play’s end, the “step-dame” or “dowager” has
disappeared, to be replaced by a moon that seems in opposition to
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the metaphorical wolf, so much so that the hungry wolf “behowls”
that moon (5.1.363). Like the appearance of the moon, the
transformation of elements within the play, and of the tenor of the
play itself, begins immediately, with the opening lines, and works
its way through the play. Theseus’ dowager comment is followed
by Hippolyta’s moon, which takes a different form in the person of
the moon goddess, Diana:

Four days will quickly steep themselves in night.

Four nights will quickly dream away the time.

And then the moon, like to a silver bow

New bent in heaven, shall behold the night

Of our solemnities. (1.1.7-11)

Becoming active and athletic, this bow bending moon marks a
distinct contrast to Theseus’ aging moon. No longer withering
revenues, Hippolyta’s moon beholds solemnities like a witness to
an act of assumption. Her moon evokes the goddess, not lingering,
but instead drawing her bow in preparation.

The transformative quality ranging through Dream leaves no
aspect of the play’s moonlight untouched. By extended metaphor,
tailor Starveling’s portrayal of moonlight in Pyramus and Thisbe
simultaneously “disfigure[s], [and] to present[s], the person of
Moonshine” (3.1.56—7). With the mechanicals’ perspective both
more limited and more expansive than that of the play’s other
characters, a literal form of moonlight is quickly deemed essential
for their play and Starveling loyally follows the other actors about
the performance space with a lantern impersonating the moon.
While Robin Starveling’s synecdoche, with lantern, dog, and thorn
bush, confronts the audience with the gross comic inadequacy of
his portrayal, his dogged earnestness also seems to reflect the often
calm and steady nature of moonlight itself. In his unwitting
‘disfigurement’ of the moon, Starveling also manages to capture
some of its essence.

This may well illustrate the lion’s share of Shakespeare’s
central point. The moon’s reflection on water, even when broken
by ripples, still conveys the idea of the entire moon to an onlooker.
When we see the broken reflection, we do not conclude that the
moon in the sky has broken into shifting fragments. We still think
of the whole moon above us. So, the insufficiency of the tailor’s
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imperfect impersonation underscores the idea that each of the
fractional moons in the play, Theseus’ dowager, Hippolyta’s bow,
and even Starveling’s lantern, also represents and somehow
reflects the whole moon of common human experience. The
various representations of the moon in A Midsummer Night’s
Dream coalesce in this way with each facet participating in the
idea of a larger whole. In this sense, all of Dream’s moons
together, including Titania herself, draw together to adhere into a
greater kind of moon — the unifying feminine moon of creation,
unification, and regeneration.

When viewed from a Jungian perspective, as an archetype or
mythical symbol of the mysterious feminine, the moon in Dream
also symbolizes the unfathomable power of transformation or
transcendence that takes place in the characters and relationships
over the course of the play. J. C. Cooper wrote that the moon
represents “the feminine power, the Mother Goddess, Queen of
Heaven, with the sun as the masculine”.'’ On a deeper level:

the moon is universally symbolic of the rhythm of cyclic time;
universal becoming. The birth, death and resurrection phases of
the moon symbolize immortality and eternity, perpetual renewal;
enlightenment. The moon also represents the dark side of Nature,
her unseen aspect; the spiritual aspect of light in darkness; inner
knowledge; the irrational, intuitional and subjective; human reason
as reflected light from the divine sun."
Under the soft but insistent light of the irrational intuitive, the
various lovers in 4 Midsummer Night’s Dream work their way
through their individual — and sometimes collective — scenarios
resonant of exuberant madness. Indeed, they must do so, for in
mythic terms it is often only through madness, by crossing a
significant intellectual, spiritual, or emotional threshold that we
reach transcendent understanding. The mystery of this great
transformation, the unravelling of this particular Ariadne’s skein,
is the basis of human transcendence of our mundane selves, and
the changing of our lives and their trajectory into the realization of
greater potential than we might initially have possessed. Jan Kott,

' Cooper J. C. Moon. An lllustrated Encyclopedia of Traditional Symbols: London : Thames and
Hudson, 1978.
" Ibid.
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in his exploration of specific carnival elements — the inversion of
the natural — in Midsummer, notes that “in the carnival rites, the
fool is wise and his madness is the wisdom of the world”."?

Each more fool than lover in his respective context, neither
Actaecon nor Bottom suffers from a transformation which is
associated with more traditional forms of love. Rather, each of
them stumbles into encounter with powers from a realm beyond
their own. Each encounters a supernatural or divine presence with
which he might never have contact under ordinary circumstances.
Neither encounter comes about by choice. Each happens
accidentally, as each male wanders into the inner sanctum of their
respective supernatural females. Actaeon almost literally stumbles
into Diana’s “valley, dense with pine and tapering cypress”,13
while Bottom’s quintessential player’s urge to song brings him
near the place Oberon describes as a “bank where the wild thyme
blows” (2.1.249). Both Ovid’s and Shakespeare’s descriptions are
pointedly sensual, suggesting the vulvic and the sexual act of male
intrusion. Yet, perhaps the most profound difference between the
two encounters is the time of day that they take place. Joseph
Campbell tells us that, “Actacon chanced to see the dangerous
goddess at noon; that fateful moment when the sun breaks in its
youthful, strong ascent, balances, and begins the mighty plunge to
death”." In contrast, Bottom meets Titania at night, under soft
moonlight. Where Actaeon confidently saunters while taking a
respite from his hunt, Bottom has been abandoned by his friends,
who flee him in terror after Puck’s capricious transformation gives
him an ass head. Bottom loudly sings his quasi-braying songs so
“that they shall hear that [ am not afraid” (3.1.117).

Ovid plainly tells us that it is not love or lust but, “chance
[that] was the culprit” (Ovid, 101) in sealing Actaeon’s fate. For as
Diana, chaste goddess of the hunt, and goddess of the moon,
bathes naked in the wood, “as fate would have it, Actaeon,
Cadmus’ grandson wandered into the glade. His hunting could
wait, he thought, as he sauntered aimlessly through the unfamiliar

'2 Kott J. The Bottom Translation: Marlowe and Shakespeare and the Carnival Tradition.
Evanston, IL : Northwestern University Press, 1987. P. 41.

" Ovid. Op. cit. P. 100.

!4 Campbell J. The Hero with a Thousand Faces. P. 111.
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woodland” (Ovid, 99). Having temporarily abandoned his hunt,
Actaeon subsequently sees Diana “quite naked” (Ovid, 101), in
spite of her nymphs immediately crowding around her to screen
her from his gaze. For this accidental glimpse, Actaeon “had
antlers sprout from his brow and his dogs were allowed to slake
their thirst on their master’s blood” (Ovid, 99). Actacon the hunter,
turned into a stag, is pursued by his own hounds until “they buried
their noses inside his flesh and mangled to pieces the counterfeit
stag who embodied their master” (Ovid, 104). The hunter/slayer
falls, dying by the metaphorical sword — the hunting skills — that
he wielded during his life.

In A Midsummer Night’s Dream, Shakespeare inverts Ovid’s
myth so that Bottom, instead of being literally hounded from the
glade, is included, invited, and even commanded into Titania’s
fairy bower. Bottom is drawn in instead of being pushed out,
whereas Actaeon is pointedly excluded and expelled from Diana’s
glade. In further contrast with Actacon, Bottom is not a hunter or
slayer, but a weaver. He assembles rather than dissects. However
awkward he may be in any number of ways, Bottom’s profession
marks him, not as a destroyer, but as a maker, as one who
assembles strands to create a whole. Even in his eagerness to play
every part, he seems to weave all the roles together, his character
bursting with ideas about how to play this or that, or how to
modify a performance to suit any mood, or any requirement. His
companions echo this, being a carpenter, a bellows-mender, a
tinker, a joiner, and a tailor. These are creators, those who make
and repair instead of destroying. Much like actors, the craftsmen in
Dream fabricate and build. These bumbling craftsmen seem to
personify the play itself.

Bottom’s transformation is not the cruel, ironic vengeance of
an angry goddess, but results instead from a mischievous prank
played by a fairy trickster — with Puck evidently finding rich sport
in literalizing the ass metaphor. The trickster is the “epitome of the
principle of disorder”, and his or her presence in any story or myth
almost universally signifies a subversion of the natural order of
things. Loki tricks the blind god, Hod, into killing Baldur with an
innocent sprig of mistletoe, for example and in the Diné (Navajo)
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creation myth, Coyote brings death into the world by tossing a
stone into a pond before First Man can toss in a piece of wood.'

As the darker, shadow side of godhead, Tricksters represent
the inversion of the usual order, and sometimes they even seem to
negate the sacred. Even in moments of profanity, however, the
tricksters also embody the sacred wisdom of the unconventional.
They represent the creative impulse which contradicts logic or
behaves in counterintuitive ways. They often promote or
underscore the presence of profane or base attitudes or methods in
cosmic function. Puck’s profound powers of transformation seem
to be most frequently used for cruel jests. He skims the cream from
the milk to “bootless make the breathless housewife churn, and
sometime make the drink to bear no barm, [and] mislead night
wanderers, laughing at their harm” (2.1.37-9).

The ass head that Puck places on Bottom seems particularly
base. The ass’s long ears echo the ass ears of a medieval fool’s
cap, making a comical contrast to the stag’s graceful antlers.
Actaeon’s transformation into a stag, despite the tragic irony, still
suggests a certain nobility of form. Yet, in contrast, Bottom’s
transformation into an ass suggests far more than a mere humble
beast of burden. Jan Kott states the obvious reference that “the ass
does not symbolize stupidity. From antiquity up to the Renaissance
the ass was credited with the strongest sexual potency and among
all quadrupeds was supposed to have the longest and hardest
phallus”.16 When transmuted, Actacon appears as a mute but
graceful figure. Voicelessly pursued by his own violent ravening
hounds, he is unable to protest as his hunting companions urge the
dogs to take him down. In contrast, the transformed Bottom seems
humble and gentile, yet helplessly and spontaneously punctuates
his speech with loud braying. He also seems almost shyly unaware
of his own sexual virility. Just as the weaver’s initial character
appears to be an almost polar opposite to the hunter’s, so do the
subsequent transformations reflect these polar differences as the
ass differs so greatly from the stag.

'3 Campbell J. The Masks of God. P. 273.
' Kott J. Shakespeare Our Contemporary. P. 227.
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In a similar fashion, Titania, “a name Ovid uses for Diana”,
parallels Diana, but also represents a kind of inversion of her
namesake goddess.'” Echoing the goddess Diana, the powerful
fairy queen remains consistently associated with the moon
throughout the play. Not only does Titania refer to the moon
frequently, but other characters also underscore the parallels
beginning with the very first line spoken to her, Oberon’s greeting,
“Ill met by moonlight, proud Titania” (2.1.60). The fact that both
Diana and Titania are associated with children in their respective
narratives further extends this metaphor. Diana is the goddess of
childbirth as well as chastity, and Titania, is not only the initial
caretaker of the disputed changeling boy, but also speaks a host of
lines replete with images of pregnancy and childbirth. Yet, in their
response to their masculine interlopers Diana and Titania differ
greatly. Where Diana uses her power to exclude and expel
Actaeon, Titania invites, even commands Bottom to come into her
bower.

Titania contrasts Diana in other ways. Diane Purkiss tells us
“[W]hen Diana’s votaries got themselves pregnant, the goddess
was not exactly a fountain of sympathy; she exiled or killed them
for their transgression”.'® Titania, on the other hand, seems to
derive a vicarious thrill from her voluptuous descriptions of her
votaress’ pregnancy. And unlike the chaste goddess, the fairy
queen is no stranger to masculine company. Not only is she
Oberon’s “rash wanton” (2.1.63) queen, but, during the course of
their opening argument, Oberon mentions that she has also had a
relationship with Theseus. Whether Oberon speaks the truth of her
affair or not, she has at least certainly shared her bed with Oberon,
as their quarrel has precipitated Titania forswearing ‘his
[Oberon’s] bed and company” (2.1.62).

By the time she initiates her liaison with Bottom, of course,
Titania has had her eyes anointed by Oberon — the love potion
changing her perception and prompting her to fall in love, or lust,
with the transformed Bottom. The origins of Oberon’s love potion

' Frosch T. R. The Missing Child in “A Midsummer Night's Dream”. American Imago 64. 2007.
No. 4 (Winter). P. 488.

'8 Purkiss D. Fairies and Fairy Stories: A History. Stroud, Gloucestershire : Tempus, 2007.
P. 192.
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itself specifically echo ideas of erotic union in A Midsummer
Night’s Dream. Oberon’s discourse on the “love in idleness”
(2.1.168) flower describes a blossom that has been pierced by the
arrow shaft of Cupid, the male god of love and desire. Although
Freud is hardly the only one to have noted that “flowers represent
the female genitals”, or that the male genitalia may be “symbolized
by objects that have the characteristic, in common with it, of
penetration into the body and consequent injury, hence pointed
weapons of every type”, Shakespeare’s love potion anticipates
Freud’s categorization of such psychological symbols.'” The
implications of Oberon’s flower juice could hardly be more
explicit.

Contrary to the popular theory that Dream may have been
written as a nuptial entertainment, Gary Jay Williams has argued
that this may not be the case. Yet, in spite of darker elements
within Jan Kott’s “cruel dream”, however, and although the
dramatic tension within it seems potentially dire at times, there
also seems to be something more mediated about the play which
parallels the Actacon myth inversion.® Although Egeus’ initial
demand that his daughter, Hermia, either marry Demetrius or be
put to death, it has been frequently noted that Theseus immediately
introduces another option to Hermia, suggesting that she may also
become a nun. While this option may appear as cheerless as
Theseus describes it, it also remediates the threat of imminent
death. Because the episode takes place at the very beginning of the
play, serious doom is suddenly removed from the dramatic table.
Instead, Theseus effectively sweeps away the dust of potential
death with an option which is neither fatal, nor forever hopeless,
nor even necessarily always unpleasant.

In contrast, Diana remains the stern goddess of the hunt. Her
alternatives seem to be only life or death and are much more
steeped in the absolute. The deadly earnestness, ferocity, and
relentlessness with which the goddess levels her punishments
parallels other old folk or fairy tales, where the punishment may be
so out of proportion with the crime that the outcome becomes

" Freud S. A General Introduction to Psychoanalysis / Translated by G. Stanley Hall. New York :
Boni and Liveright, 1920. Part Two, X, Symbolism in the Dream.
2 Kott J. Shakespeare Our Contemporary. P. 219.
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simply horrible. Divinity remains sacrosanct. The mortal cannot
and dare not interact with the immortal except under the rarest of
conditions.

In terms of A Midsummer Night's Dream, the play’s drive
towards reconciliation and union presents just such a condition.
Marriage represents not only the union of two people, but also
admits a divine element to the proceedings. The union is a holy
one, and the liaison of Titania and Bottom in Dream may be seen
as an anticipation of the union sought by all the other couples in
the play. Instead of stern retribution for Actaeon’s trespass into the
territory of divine chastity, Dream offers not only the potentially
fertile union of male and female, but also the union of the profane
with the divine, a brief liaison of mortal with immortal that
represents the divine spark of ultimate creation. In a larger sense,
Bottom and Titania’s liaison symbolizes the ongoing connection of
the mundane or mortal world with that of the gods. It is the Aeiros
gamos (sacred marriage) of absolute completion in which both
feminine and masculine discover and complete each other, and the
anima and the animus (in Jungian terms) are united and made
whole. Bottom’s union with Titania also unites him with her
character’s links to nature and fertility. She provides him with
fulfillment of his appetites, as humble as they may seem. She not
only lends him fairies to help scratch his itch, but also to fetch him
delicacies, and the parade of sensual imagery in their scenes
together further underscores the ideas of fertility and reproduction
which underlie so much of the play.

Thus, Bottom and Titania embody the consummation sought
by other characters. The profound desire for union which begins
with Theseus and Hippolyta, tumbles through the woods with the
four lovers, and also echoes through the Pyramus and Thisbe
episode. If we view the Actaecon myth as a staunch defense of the
virtues of chastity and separation, and if we see Pyramus and
Thisbe as a kind of sacrifice in effigy to assuage the potentially
fatal dangers of love, then Bottom and Titania may be understood
as representing renewal and regeneration — a reconciliation of the
divine spark with the mortal world. Where the sacrifice of
Pyramus and Thisbe may be understood mythically as a symbolic
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sacrifice which dispels the threat of death with laughter, then the
liaison of Bottom and Titania provides the fertile ground upon
which the rest of the couples may base successful reproductive
unions. Mircea Eliade neatly encapsulates the idea.
...the myths and rites of the Earth-Mother chiefly express ideas of
fecundity and abundance. These are religious ideas, for what the
various aspects of universal fertility reveal is, in sum the mystery
of generation, of the creation of life. For religious man, the
appearance of life is the central mystery of the world. Life comes
from somewhere that is not this world and finally departs from
here and goes to the beyond, in some mysterious way continues in
an unknown place inaccessible to the majority of mortals.*'
That Titania’s world intersects with Bottom’s provides not only
the central irony of A Midsummer Night’s Dream, but also its
central mystery. As Bottom notes, this is “a dream past the wit of
man to say what dream it was” (4.1.202-3), and it seems only
fitting that Bottom grope for an adequate description of his
experience. In the end, of course, he merely expends his energy in
describing how ineffable his experience has been.

The price of union with the divine, of having laid one’s
mortal eyes upon the immortal, is silence. Actaecon’s agonized
muteness, in his repeated and futile attempts to call out to his
hounds and his companions to identify himself, culminates in the
absolute silence of his own death. Bottom’s more metaphorical
silence stems partly from his own inability to process and express
his experience. Having undergone his transformation and having
experienced a profound union with forces and a being beyond his
experience or understanding, it may not be that he lacks the words
or wit to describe what has happened so much as that he lacks any
context into which he could coherently couch such a description.
As the classic man out of his depth, Bottom has finally
encountered a situation in which even he, with his awkward gift
for gab, has been left speechless. Barely able to conceive of what
has happened to him, he remains unable to truly grasp the
experience. He possesses no intellectual or verbal tools adequate to
the task because none really exist. This leaves him speaking “not a

2! Eliade M. The Sacred and the Profane: The Nature of Religion. San Diego : Harcourt, 1987.
P. 147-148.
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word” (4.2.30), and he returns to the simpler and more manageable
task of his performance and his friends, leaving the woods, and the
profound experience of his brush with the divine, behind him.
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Kypmynyw T'ions. Bypxamee Mope #i IIKBaJbLHMIl BiTep y
«Otenno» B. Ilexcmipa.

Ilopsao i3 memamu pytinyeanns, pacu ma ooOMawy, uilbHe micye y
gonosomy xonmexcmi Lllexcniposoeo «Omenno» nocioaroms 06paszu mops
ma noe a3aHux i3 HUM npupoonux cmuxiu. Mope onucyemscs Ak XaOMmuyHa i
pyunieHa cmuxis. 300padxcenns nepconadcie n’ecu ma ixXuitl po36uUmMox
IPYHMYIOMbCA HA NPUPOOHUX KOHOMAYiAX, 30Kkpema Ha momugi mops. Oopas
Mops nog'azanuil i3 GIlICHKOBOIO CUNOI0, IEPAPXIUHUM OUCOATAHCOM MIdC
pacamu ma XMueuM KOXAHHAM, AKe 3aKiHUYEmbCA 3a2ubeinnio. ece ye
nepedacmuvcs uwepes oopasu Omenno, Hzo, Kaccio ma Jlezoemonu. Obpas
MOpSL CHPUSAE IXHLOMY eMOYItIHOMY po3eumKy ma excnpecii. Cumeon mops i
npug'azanicme Omenno 00 Hb020 MOUHIUe POSKPUBAIOMb eMOYIL 20108H020
2eposl, apmuKyIoyly iX uepe3 MIYHUL 38 530K Mixc HUM i mopem. ¥V
cmammi Mope po321si0AEMbCsL AK cnpae:)fcmu nepcoHaic, AKUll O0NOMA2ae
PO3Kpumu cnpagcuio cymuicms feo, axuil npacne 61a0u ma 6UCOKOL
penymayii. Llnax Kaccio 6i0 ycnixy u 3a00801eHHs 00 po3uapy8aHHs i
mpugozu  ORNUCYEMBCA  3d  OONOMO2OK MOpPCbKoi  cumeoniku. Obpas
ez0emonu sk cnpagednugoi, He8UHHOI, 8pa3IUEOT Ma HEeNOBMOPHOT JHCIHKU
NOSICHIOEMbCL 3 O0NOMO20i0 0bpazie mops. Lla cmamms posersioae
cmocyuku mige Omenno, Heo, Kaccio ma J[le30emono Kpizv npusmy
MopcbKoi 0bpaznocmi.

Knrwwuosi cnosa: «Omennoy, Lllexcnip, mope, pyiHy8aHnHs, 008K,
kamacmpoga, paca.

Introduction

We live in an age of global disasters and pandemic and try to
find ways of sustaining a harmonious relationship with nature.
More than ever, perhaps, mankind is pushed to a corner and left
alone, literally this time because of social distancing and
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lockdown. Yet, man’s consumption and destruction of nature
never cease. Despite the measures taken to prevent ecological
disorder, the balance is disturbed, and it upsets the living styles of
species of various kinds, transforming the shape and structure of
all organisms in uneven amounts. Nature’s evolution directly
effects the destiny of human beings, and all living beings. In
Shakespeare’s time, human beings are placed in the middle of the
great chain of being, above non-living things, plants and animals,
below celestial beings, and God. The great chain of being that
creates a clear hierarchical order between animals and men, giving
the ultimate priority to men and above them to divinity.
Shakespeare’s plays render nature, human beings, and
environment in a recurrent relationship. Elizabethan worldview
dictates that nature is God’s art, perfection, and reflection. God has
created the natural world according to a certain order positioning
man below the celestial beings and above animals and plants.
EM.W. Tillyard' in The Elizabethan World Picture outlines the
desire of the Elizabethans to find patterns and connections between
animate and inanimate elements in nature and highlights
Elizabethan concept of the Great Chain of Being, which binds
everything together in unity and harmony. Man lacks control over
nature as opposed to God’s domination over it. Yet, it is man who
harms the unity and distracts the ideal social and universal order.
This type of ideology justifies “the human exploitation of natural
resources, animal and vegetable, earth and sea, as a God-given
right””> Amid unremitting transformations and evolutionary
procedures, humans are involved in a mutual contact with non-
human and other than human creatures that reinforce humans’
social responsibilities and bring their social conscience to a higher
degree than before. Indeed, all forms of life are interconnected
since the very early ages of the world’s creation and it leaves little
freedom for the living organisms in the sea, air, or on earth to act
freely and individually. This interconnectedness encompasses all
those that inhabit the universe and makes all of us part of a whole.

! Tillyard E. M. W. The Elizabethan World Picture: A Study of The Idea of Order in The Age of
Shakepeare, Donne and Milton. Vintage. 1959.

? Bushnell R. Shakespeare and Nature. Shakespeare in Our Time / Ed. by Dympna Callaghan and
Suzanne Gossett. Bloomsbury, 2016. P. 327-334.
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In our age, the interdependent relationship between nature and
man forms a more chaotic and confusing hierarchical order than
ever. In our age, human beings and nature are more related,
symbiotic, and inseparable from each other during and after
Covid-19.

Shakespeare makes use of images of nature in his plays. In
Macbeth,” which was first published in the First Folio of 1623,
seven years after Shakespeare’s death, and seventeen years after
the play’s first performance, the concept of nature is quintessential
to the reading of the play. It is the image of “plant” that offers an
insight to Macbeth’s growth and decline throughout the play.
When King Duncan starts talking about his reliance and faith in
Macbeth, he says, “I have begun to plant thee, and will labor / To
make thee full of growing” (1.4.28-29). Duncan aims to reward
both Macbeth and Banquo for their loyalty and bravery. In
particular, he indirectly points out that Macbeth deserves to be
named as the Thane of Cawdor. Therefore, ‘to plant’ in King’s
speech suggests Macbeth’s recent title and his empowerment and
promotion. When Macbeth kills the king in his sleep, the growing
plant image becomes more important. By killing the king, Macbeth
does not act patiently and wisely. Growing a plant requires time
and patience, for it takes time for the “plant” to ripen. Macbeth’s
impatient and unreasonable action to get the crown decreases his
power and within time Macbeth becomes unable to control the
events as well as his passion. At the very end of the play, we hear
Malcolm saying, “What is more to do / Which would be planted
newly with the time” (5.7. 94-95). The image of plant and the act
of planting do not only stand for Malcolm’s growth but also for
Macbeth’s decay and corruption. Getting back to the point,
Shakespeare’s nature elicits all aspects of rational, emotional,
natural, and racial subjects in a subtle balance. Changes in nature
add more complexity to characters’ identities in Shakespeare’s
plays, their understanding of themselves, and their world.

* Shakespeare W. The Oxford Shakespeare Macbeth / Ed by Nicholas Brooke. Oxford : Oxford
UP. 1990.
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Therefore, I aim to offer some insight to the modern reader
about Shakespeare’s Othello®, highlighting the importance of the
natural elements used in the play to delve into the characters’
psychological developments which shape their decisions and
therefore their predicaments as depicted in the play. Like many
plays by the bard, Othello is rich in presenting the indispensable,
unbreakable, and continuous bond between man and nature. In our
day, environmental concerns are ever more important than they
have been in the past and Shakespeare’s Othello offers invaluable
intuition into human awareness and sensitivity about the link
between nature and man. Along with the theme of the nature’s
impact on the characters, racial concerns are very relevant to the
reading of the play. In my article, I blend the idea of the use of sea
imagery and the theme of miscegenation to offer an alternative
analysis of the play.

Nonhuman Compassion and the Heave of the Sea

In Othello, known to be written a year after Queen
Elizabeth’s death in 1603—-1604 and published in 1622, man and
nature relationship is established through sea imagery. The play
entails close consideration of the theme of race. The concept of
miscegenation is depicted in the play through the interracial
relations, embodied by the romantic yet tempestuous relationship
between Othello and Desdemona. Shakespeare’s analysis and
critique of racism is astutely observant. In Othello, exploration of
racism derived from the relationship between Othello and
Desdemona is a relevant topic to be considered along with the
representations of nature and sea imagery and this paper intends to
consider representations of miscegenation and the use of sea
imagery in Shakespeare’s Othello.

The play’s title aptly puts forth the issues raised in the play.
Fully titled, The Tragedy of Othello, the Moor of Venice, the
rostrum of the play is already metaphorically set. Othello, the
Moor is described as “of Venice,” a European city, dominated by
the Caucasian race. Othello is an African in the city of Venice and

* Shakespeare W. Othello. / Ed. by E. A. J. Honigmann. Bloomsbury. 2016. All references to
Shakespeare’s Othello are taken from the Bloomsbury edition, edited by E. A. J Honingmann
(UK: Bloomsbury, 2016).
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he belongs to the place. Yet in the first act he is not warmly
accepted when lago goes to warn Brabantio about Othello’s
relationship with his daughter, Desdemona. By providing home to
the Moor, the city registers the theme of racism and as a coastal
city, it holds the sea metaphor. The play is set in Venice and
Cyrus, two important ports and surrounded by the sea both literally
and figuratively the characters of the play are captivated by it. The
sea, its images and the maritime language are important in the
understanding of the concept of nature, characters, and their
interdependent connection. Othello, Iago, Cassio, and Desdemona
with their naval backgrounds associate everything with the sea and
their naval language reflects their characteristics. Oscillations in
their emotional world contribute to the mood of the play. The sea
is also used metaphorically to symbolize themes of mystery,
deception, change, alienation, with reference to Othello and the
Turks as the Other figures, and sexuality.

Sea imagery is central to Othello as the settings of the play
are the cities of port and navy, Venice, and Cyprus. The hero, the
villain, and the honorable lieutenant of the play, Othello, Iago, and
Cassio sail from Venice to Cyprus and the language they embody
entails maritime language. They express their ideas and emotions
through natural images drawn from the sea. The maritime
language which constitutes the core of their speeches also
contributes to the themes of the play, signifying obscurity,
othering, and sexuality. In Shakespeare’s Imagery and What it
Tells Us, Caroline F.E.Spurgeon emphasizes the power of
imagery in accordance with the characters. In The Development of
Shakespeare’s ]magery,6 Wolfgang Clemen argues about
Desdemona’s vulnerability with the help of the images and ways
in which innocence end up with facing the danger. Moreover, in
Imagery of Othello,” Steven Croft reveals the parallelism between
the sea imagery and the psychology of Othello. Marcia Macaulay
discusses the relationship between the chaos in the sea and the
chaos in the mind of Othello in When Chaos Is Come Again:

5 Spurgeon C. F. E. The Subject-Matter of Shakespeare's Images. Shakespeare's Imagery and
What It Tells Us. Cambridge : Cambridge UP, 1935. P. 43-56.

¢ Clemen W. The Development of Shakespeare's Imagery. Methuen. 1977.

7 Croft S. Imagery of Othello. Nelson Thornes Shakespeare. 2004.
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Narrative and Narrative Analysis in Othello®. In Act 2, scene 1,
Othello resembles himself as “a laboring bark” which climbs “the
hills of sea.” Othello’s strength and weakness in his psychological
and life journey are conveyed through the sea images and with the
images of storm and wind in the play.

The sea is a place of animosity in Othello and therefore it is
hostile and dangerous. It is the battleground for the Venetian and
the Turkish navies, and they never have a chance to clash due to
the storm. Shakespeare’s nature is violent and carnivorous rather
than simply beautiful and harmonious in many of his plays, like in
King Lear and Troilus and Cressida’. In Troilus and Cressida,
Cressida’s depiction of her self- image via wild animals exhibits
the obscurity of human nature relations. As the animals are related
to trickery and “falsehood” it implies that nature serves uncertainty
and misperception to humans rather than simple order and beauty.
In King Lear, the storm in the climactic third act creates a chaotic
and inhospitable setting and takes the power away from Lear, in
other words from man, forcing him to act according to nature and
eventually his wandering in nature enhances his madness as he
realizes his powerlessness in the face of nature’s supremacy. He is
unable to control it, and likewise he could not control his own
daughters’ movements. Nature, human beings, and ecology are in
a recurrent relationship and human order is fragile but less
cooperative with the natural order. In Othello, although the sea
seems hostile combined with the tempest, it becomes a
supernatural aid, supporting the Venetians’ side as “the desperate
tempest hath banged the Turks,” (2.1.21) which helps the
Venetians defeat the Turks and become victorious over them. On
the other hand, the sea and the tempest do not support Othello’s
advance and prevent him from proving his military skills at the sea
fight. Due to the tempest the Venetian navy and the Turkish navy
do not encounter at a fight. The Turks are drowned to the tempest.
In Cyprus, Othello is subject to lago’s schemes of demolishing

8 Macaulay M. When Chaos is Come Again: Narrative and Narrative Analysis in Othello,
Shakespeare and Others. 2005. Vol. 39. Issue 3. P. 259-276.

? Shakespeare W. The Oxford Shakespeare Troilus and Cressida. / Ed. by Kenneth Muir. Oxford :
Oxford UP. 1982.
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himself with jealousy, envy, and unjust penalty that he exerts on
Desdemona.

The first scene of the second act is rich in sea images, and it
contributes to the themes of the play. As Montano and two other
gentlemen look at the sea and try to understand what the sea-storm
has caused, they cannot figure it out. One of the gentlemen says he
understands “nothing at all,” (2.1.2) and that he “cannot ’twixt the
haven and the main” (2.1.3). Since “looking at the sea means being
bounded by something you cannot understand,”'” the uncertainty,
mentioned above refers to the theme of deception and obscurity,
and Othello’s vague, fluttering ideas. Moreover, Othello takes a
sea journey from Venice to Cyprus which evokes an incoming
change with it. It suggests that Othello’s faith in Desdemona and
Cassio, and his position as the last person to arrive at the port are
going to change. As Cassio says, “the great contention of the sea
and skies / Parted [their] fellowship” (2.1.89-90). Also, the
tempest “creates a crisis of meaning that hastens the play’s
insistent drive toward violence”'' and foreshadows the incidents
that will cause the deaths in the end. Shakespeare calls our
attention to the sea imagery with the repetition of “A sail, a sail!”
(2.1. 90) as stage directions indicate and uses it “as a conspicious,
clearly isolated image when the people of Cyprus cry.”12 Othello,
lIago, Cassio, and Desdemona include naval terminology in their
discourses.

Othello employs maritime language. His speeches manifest
his emotions and ideas in a parallel mode to that of the fluctuations
in the sea. There are a few instances in the play where Othello’s
speech is full of sea images and which come “naturally, for on
each occasion they mark a moment of intense emotion.”” One of
these moments is when Othello meets his wife, Desdemona, on the
shore in Cyprus. He expresses his “soul’s joy” (2.1.182) by
likening it to the happiness that comes after a storm: “If ever

"“Mentz S. At the Bottom of Shakespeare's Ocean. London : Continuum. 2009. P. 22.

'! ditto. P. 25.

2 Stevenson R. Sea Change in Shakespeare’s Othello. The Nature and Function of Water, Baths,
Bathing, and Hygiene from Antiquity through the Renaissance / Ed. by Anne Scott and Cynthia
Kosso. Brill. 2009. P. 453-461.

13 Spurgeon C. F. E. The Subject-Matter of Shakespeare's Images. Shakespeare's Imagery and
What It Tells Us. Cambridge : Cambridge UP, 1935. P. 337.
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tempest come such calms / May the winds blow till they have
wakened death, / And let the labouring bark climb hills of seas”
(2.1.183-5). Moreover, when he is suspicious of his wife due to
lago’s agitation, he expresses his state of mind and desire for
revenge with maritime language: “Like to the Pontic sea / Whose
icy current and compulsive course / Ne’er keeps retiring ebb but
keeps due on / To the Propontic and the Hellespont” (3.3.456-9).
In the final act, before stabbing himself Othello implies that he is
going to kill himself by referring to a sea object. He says, “here is
my journey’s end, here is my butt / And very sea-mark of my
utmost sail,” (5.2.265-6) and the sea image gives “the sense of
finality, of completion.”'® Othello expresses himself with sea
images, which help him reveal his emotions while contributing to
the setting of the play.

Underwater World Binds Othello and Iago

Othello can be associated with Turks because they are both
ostracized as the other and both are surrounded by the sea. Othello
is despised and ostracized because of his skin color and called as
an “old black ram,” (1.1.87) “black Othello” (2.3.29), “a Barbary
horse,” (1.1.112) and accused of “witchcraft” (1.3.170). When
lago informs Brabantio about Othello’s relationship to his
daughter Desdemona, he says, “Zounds, sir, you're robbed, for
shame put on your gown! / Your heart is burst, you have lost half
your soul, / Even now, now, very now, an old black ram / Is
tupping your white ewe! Arise, arise, / Awake the snorting citizens
with the bell / Or else the devil will make a grandsire of you, /
Arise I say!” (1.1.84-91). lago’s narrative is disdainful. Othello’s
relationship to Desdemona is described as shameful and illegal
because Brabantio has been “robbed.” Although Othello serves the
state and neutralizes or ignores the race problem by marrying
Desdemona, the Venetians do not accept him. He is the other,
sharing the similar position of the other with the Turks in the play.
When the news arrives that the Turkish fleet are “drowned,”
(2.1.19) people on the shore celebrate this as they get rid of the
outsiders and prevent the threat against the island. In this context,

!4 Edwards P. Sea-Mark: The Metaphorical Voyage, Spenser to Milton. Liverpool : UP. 1997.

48



Kurtulus Giil. Rough Seas and Blast of Wind in Shakespeare’s Othello.

the sea is hostile to both Othello and the Turks. While sea drowns
Turks, it separates Othello and Desdemona and destroys their
lives. Therefore, the sea in Othello is victorious and dominates
those recognized as the others.

In addition, the sea imagery that prevails in Othello refers to
lago’s deception of Othello. As Othello is surrounded by the sea,
he is also surrounded by the mysterious motives of lago, who
represents the destructiveness of the sea. He is besieged in the
middle of the sea, which foreshadows that he will be trapped by
lago. However, “if the sea is around us, it is also always outside
us,”" which refers to Othello’s alienation as the outsider. He’s
stuck in the sea while all the others are secure on the shore. It is
Othello’s “free and open nature” (1.3.398) that makes lago abuse
him. His “desperate longing for calm after tempest, port after
storm represents an attempt to pass through oceanic disorder into a
calm world.”"® However, he cannot succeed in arriving at a calm
world but rather is lost “on a dangerous sea,” (2.1.46) and he
becomes the victim of lago’s power.

The villain of the play, lago, embraces the sea imagery and
uses the naval language frequently in his speeches. He not only
refers to everything around him using naval vocabulary, but he is
also associated with the sea in many respects. His language and his
affiliation to the sea reflect both his personality and the mood of
the play. The first time he uses naval terms is the opening of the
play when he talks to Roderigo about Othello and his union with
Desdemona. He associates Othello with “fathom” (1.1.150)
referring to Venice’s need for him in Cyprus war. lago is angry at
Othello because he has chosen Cassio as a lieutenant instead of
him and he expresses his strategy against Othello which is “to
show out a flag and sign of love” (1.1.153). Besides, he likens his
so-called friendship and intimacy with Othello to “cables of
perdurable toughness” (1.3.338-39). Iago talks about Cassio’s lust
for Desdemona and this time he associates the sea with sexuality.
He implies that Cassio hides his “salt” (2.1.238), meaning that he
hides his “loose affection” (2.1.239). In their long discussion with

!> Mentz S. At the Bottom of Shakespeare's Ocean. London : Continuum. 2009. P. 5.
16 4.
ditto. P. 19.
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Iago, Roderigo compares Othello to a “gondolier” (1.1.123) who
has transported Desdemona to his own port. lago contributes to
Roderigo’s image of Desdemona as a naval object and calls her a
“carrack” (1.2.50). Likewise, Desdemona’s father, Brabantio, asks
where his daughter has been “stowed” (1.2.63) as if she is a cargo
in a ship. Indeed, Iago has a good expression of his environment
by using his naval background. It is “his ability to reshape himself
at every moment,”’ by sticking around sea images and, also
inspiring other characters for using a similar language. His
frequent use of sea vocabulary helps him express his feelings
indirectly in a way, reveals his insidious manner. In “Shakespeare
Without Nature,”'® Mentz focuses on the uncontrollable waters
and how the constant fluctuation is effective on human perception
and thought. To him the “blue waters” provide “a fundamental
challenge, because the sea always represents disorder [and]
oceanic nature challenges stability and orderliness.” The disorder
and change caused by the sea challenge lago’s perception of order
and stability and force him to idealize or desire power and control
over the uncontrollable.

Indeed, Iago’s association with the sea is important as it
reveals his personality and his position in the play. Associated with
the power and obscurity of the sea, lago not only manages to hide
his malicious motives, but also highlights his power. While
complaining about Othello, he says he is “be-leed and calmed,”
(1.1.30) like a ship left without wind. In fact, he regards himself as
a small boat in the sea because of Othello’s challenge to his
progress. However, as the play progresses, he gets more powerful
as he says, “my boat sails freely, both with wind and stream”
(2.3.60). It emphasizes lago’s power both over the sea and,
symbolically, over Othello and the other characters. The sea is
associated with mystery because of its depth, it symbolizes Iago’s
mysterious and deceptive actions. As discussed above, lago’s
“maritime vocabulary underlines his opacity,”'” helps him easily
deceive other characters without letting them understand his

'7 Mentz S. At the Bottom of Shakespeare's Ocean. London : Continuum. 2009. P. 25.

' Mentz S. Shakespeare Without Nature. Shakespeare in Our Time. / Ed. by Dympna Callaghan
and Suzanne Gossett. New York :Bloomsbury. 2016. P. 337.

' Mentz S. At the Bottom of Shakespeare's Ocean. London : Continuum. 2009. P. 25.
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intentions. In addition to this, the sea has the symbolic meaning of
power, which is very important to understand the play’s villain,
Iago. Through his mischief he manipulates and provokes Othello.
He uses this power to create chaos and destroys everybody’s life.
He makes Othello grow suspicious of his wife and uses
Desdemona’s handkerchief to make Othello charge her with
adultery, which he does. The play ends with a reference to Iago’s
cruelty as Lodovico says he is “a Spartan dog, / More fell anguish,
hunger, or the sea!” (5.2. 359-60), again comparing him to the sea.
Therefore, lago’s power is destructive and catastrophic and the sea
he represents “embodies lust and disorder.”* As Mentz points out,
“the sea in Othello has its own God, or rather its anti-God: Tago.”*'

In Act 2, Tago is engaged in a conversation with Desdemona
and Emilia, telling the women that his words are true, “or else [he
is] a Turk” while talking to Desdemona and Emilia (2.1.115). His
remark on being a Turk, or turning Turk is associated with
deceitfulness and blasphemy. Turks are considered as heathens and
barbarians and “turning Turk” is the loss of faith and cultural and
national identity, therefore, the one who turns Turk by embracing
all the negativity embodied in this phrase, becomes the social
outcast”. By the end of the play, Othello becomes the social
outcast, the unwanted as he murders Desdemona, losing his trust in
her and faith in her love.

Cassio and Desdemona Go Ashore

Cassio, like Othello and Iago uses maritime vocabulary. His
utterances, laden with the sea imagery are about sexuality. He talks
about Othello’s expected arrival and reunion with Desdemona. He
says, Othello “may bless this bay with his tall ship, / Make love’s
quick pants in Desdemona’s arms, / Give renewed fire to our
extincted spirits” (2.1.79-81). Like Iago who refers to Cassio’s lust
for Desdemona as “salt” (2.1.238), Cassio’s speech with reference

% ditto. P. 26.
*! ditto. P. 23.
2 Holland P. Travelling Hopefully: The Dramatic Form of Journeys in English Renaissance

Drama. Travel and Drama in Shakespeare’s Time / Ed. by Jean-Pierre Maquerlot, Michéle
Willems. Cambridge: UP. 2006.
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to the sea imagery emphasizes Othello’s lust and passion for
Desdemona.

Cassio gives us the image of the shore beaten by the waves
and rain. Rather than telling the chaos in the sea from a sailor’s
view, he turns his attention to the shore. The tempest and the sea
provide background for Desdemona’s glorious landing on the
shore, who is safe on the shore with Cassio and other people,
accompanying her on the land. On the other hand, the tempest and
the sea drowning the Turkish fleet never allow Othello to prove his
strength and become the hero in Cyprus. Creating the huge gap
between him and Desdemona, the tempest and the sea establish the
background for Othello’s heathenism at the end of the play.

The theme of separation between Desdemona and Othello is
brought in with the Duke’s decree that announces Othello’s
responsibility in Cyprus to defend the islanders against the raids of
the Turkish fleet. Desdemona and Othello travel in separate ships,
which indicates that there has always been a gap between
Desdemona and Othello. The tempest widens the gap between the
two. Desdemona safely arrives on the Cyprus shore before Othello
and Cassio hails her when she gets off the ship, “the grace of
heaven.” (2.1.85). Upon seeing her, Montano inquires, “what is
she” rather than “who is she,” (2.1.74) creating the divine image of
Desdemona and despising that she is an earthly, terrestrial
creature. While Desdemona is given a divine image, Othello
becomes a “savage” at the end of the play as he murders
Desdemona viciously. Therefore, Othello turns a heathen, indeed a
Turk by murdering a divinity, Desdemona, at the end of the play.
Desdemona is presented as the perfect lady who is innocent, divine
and warmly human in the play. For the analysis of her character,
Spurgeon claims “as is fitting, with a setting of two famous
seaports, the sea, its images and language, play an important part
‘[hroughout.”23 Clemen presents an example how Desdemona’s
vulnerability is emphasized by the highness of the sea and her
hopelessness when she has faced with the dangerous sea (p. 96). In

2 Spurgeon C. F. E. The Subject-Matter of Shakespeare's Images. Shakespeare's Imagery and
What It Tells Us. Cambridge: Cambridge UP, 1935. P. 337.
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Act II, scene i, Cassio tells the story of Desdemona’s rescue by
saying,

“Tempests themselves, high seas and howling winds,

The guttered rocks and congregated sands,
Traitors ensteeped to clog the guiltless kneel,
As having sense of beauty, do omit

Their mortal natures, letting go safely by,
The divine Desdemona.” (I, i, 68-73)

The image reveals details about Desdemona’s character. There
is no question about how beautiful Desdemona is as can be
gathered from the lines. She is not only beautiful, but she also has
good manners and decency. “The divine Desdemona” is extra-
ordinary because Shakespeare creates the character as the lady of
perfection without any stain on her. Moreover, it can also be
understood that although Desdemona is a divine character, she is
vulnerable because of her inexperience, sensibility, and wisdom
when she has been encountered by the sea. The emphasis on the
power and danger of the sea discloses Desdemona’s frailty.
Wolfgang Clemen claims that with the usage of sea imagery,
Shakespeare also conveys the idea that innocence without
experience and resentment can turn into a disadvantage.*
According to Cassio, Desdemona has been set free, safely. Indeed,
Desdemona lacks the power to fight against the sea and she is at
the mercy of it. Instead of rescuing herself from the storm and the
sea, it lets her go. Furthermore, what Desdemona means for
Othello is also expressed with the sea imagery. Othello says, “Oh
my soul’s joy / If after every tempest come such calms / May the
winds blew till they have waken’d death” (2.1.169-171). Othello
refers to Desdemona as his calm harbor, positioning her in a
passive, motionless status. While Othello is constantly in action,
Desdemona calmly waits for him. What is expected from her is to
please the sailors by her gifts.

In all these descriptions about the sea, the sea is never seen in
full form although the characters have been sailing between
Venice and Cyprus. We witness Desdemona’s and Othello’s
arrivals on the shore, but never see them on board. Cassio, who has

2 Clemen W. The Development of Shakespeare's Imagery. Methuen. 1977.
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been aboard during the tempest talks of it, “Tempests themselves,
high seas, and howling winds, / The guttered rocks and
congregated sands” (2.1.68-9). He employs the images of land
along with the sea. Cassio’s speech seems to support the idea
regarding sea imagery in the play, that
these images are... far more general than [Shakespeare’s]
nature ones, and the subjects which chiefly interest
[Shakespeare] are those which might be noted by any
landsman: storm and wrecks and rocky shores, the boundless
and fathomless depth of the ocean, the ebb and flow of the
tide, the inrushing tide pouring into a breach or covering over
muddy flats. *°

Miscegenation and Its Impact

Like the sea imagery, racism and self-alienation are central to
the play. Racism and self alienation are apparent throughout the
play. The issue of miscegenation and interracial marriage become
significant in the openning act. In the first scene, lago and
Roderigo awake Desdemona’s father at midnight to tell him the
secret interracial marriage of his daughter and their manners reflect
the Elizabethans view of miscegenation. Iago and Roderigo
eroticize the idea of interracial marriage, to provoke Brabantio’s
fear of miscegenation. Roderigo calls Othello, “a lascivious Moor”
(1.1.121). At first, Brabantio tells Roderigo that he cannot be a
suitable husband for his daughter. However after learning about
the secret relationship of his daughter, he completely swallows his
words as he prefers Roderigo to Othello. Socially speaking,
Othello is in a better situation. He is the general of the Venetian
armies and highly esteemed by the Duke. Roderigo has something
that outweighs Othello’s better qualities and social positions,
which is his national identity. The threat of miscegenation is
critical of Brabantio’s decision for him. The issue of
miscegenation is less-accepted than the growing appearance of
black people in the Elizabethan England. Brabantio accuses
Othello for witchcraft because he strongly believes that it is

% Spurgeon C. F. E. The Subject-Matter of Shakespeare's Images. Shakespeare's Imagery and
What It Tells Us. Cambridge: Cambridge UP, 1935. P. 47.
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impossible for Othello or anyone to make his daughter fall in love
with someone from a different nation.

In spite of the fear of miscegenation portrayed in Brabantio’s
fierce response to Desdeona’s and Othello’s love affair, and racist
comments made by lago, Roderigo and Brabantio throughout the
play, Shakespeare does not characterize Othello as a reflection of
racist stereotypes. His downfall as a tragic character does not come
as a result of his race, or because of his interracial relationship
with Desdemona, but rather it starts with false self-perception as a
result of racist comments. In his article, lan Smith (2016, p. 109)
talks about the self-conflict that grows inside Othello, “conflict
continues as a major issue but in the form of an internal ‘race war’
initiated by the play’s resident racist, lago.”*® Main conflict that is
caused by Iago and Roderigo instigates Othello’s “internal war,”
that becomes the reason for Othello’s downfall and crimes. Like
lan Smith, Janet Adelman sees the play as a representation of
“Othello's experience of race as it comes to dominate his sense of
himself as polluted and polluting, undeserving of Desdemona and
hence quick to believe her unfaithful.””’ Othello is not guilty
because of his skin color, and he does not commit crime because
he is a black moor. He suffers from self-alienation, and he
becomes defenseless against provocative lago. His insecurities
grow as he starts to see his blackness as a deficiency in his
relationship with Desdemona.

Othello is described as a savage and violent man because of
his blackness from the beginning of the play. Audience encounters
ideas about racism in early modern and modern context. Othello
does not only represent his racial identity, but he also portrays the
characteristic features of a tragic hero. His insecurity and
alienation mainly come from his relationship with Desdemona that
is considered to be unnatural. Although Othello acts in a corrupted
way in some cases, it doesn’t come from his blackness, but rather
his flaw is because of the machinations of lago’s mind.

%6 Smith I. We are Othello: Speaking of race in Early Modern Studies. Shakespeare Quarterly.
2016. Vol. 67. Issue 1. P. 104-124.

7 Adelman J. Tago’s Alter Ego: Race as projection in Othello. Shakespeare Quarterly. 1997.
Vol. 48 Issue. 2. P. 126.
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The issue of miscegenation is important since the play’s first
performance, more than four hundred years before our time and
because of the Elizabethans’ interest in it. In her article “Making
the Beast with two Backs’ — Interracial Relationships in Early
Modern England,” Miranda Kaufmann emphasizes the possibility
of seeing a black (or related) person in Elizabethan London.*® In
reading the play, it is significant to understand the interracial
relationships, and black people’s experiences resulting from
racism. It is predictable that there were not a lot of black people in
England at that time and although multiracial relationships were
considered peculiar, black people did not receive a treatment
different than white people, for example in case of fornication.
Punishments were common to the whites and the blacks.
Kaufmann says, “It is vital that this new archival evidence is read
in the context of the wider patterns of social behavior in early
modern English socie‘[y.”29 Shakespeare’s Othello is a black
person with high social and military position. Through Othello,
Shakespeare depicts the possibility of transcending the
stereotypical prejudices and makes Othello a noble man. Othello’s
character does not only represent racial ideas, but also one’s
alienation from his own physical identity. With this alienation, he
quickly believes in Desdemona’s adultery. In the second scene of
the first act, Othello enthusiastically tells Iago about his love:

But that I love the gentle Desdemona

I would not my unhoused free condition

Put into circumscription and confine

For the sea’s worth. (2.1.25-28)

Othello suggests that if he did not “love the gentle
Desdemona,” he would not limit his “free condition” and adds that
he would not even limit his freedom “for the sea’s worth.”
Implying that his intense feelings and love for Desdemona is even
more powerful than the sum of the value of his freedom with the
significance he puts on the sea, Othello makes use of the sea
metaphor to suggest that Desdemona’s worth for him is priceless.
After Tago deceives him and makes him believe in Desdemona’s

28 Kaufmann M. Making the Beast with Two Backs: Interracial Relationships in Early Modern
England. Literature Compass. 2015. Vol. 12 Issue 1. P. 22-37.
* ditto. P. 25.

56



Kurtulus Giil. Rough Seas and Blast of Wind in Shakespeare’s Othello.

being deceived into believing that Desdemona is unfaithful to him
by lago, Othello declares:

Even so my bloody thoughts with violent pace

Shall ne’er look back, ne’er ebb to humble love

Till that a capable and wide revenge

Swallow them up. (3.3.460-463)
Comparing his revengeful and violent feelings for his wife,
Desdemona, to the stream of a sea that constantly keeps going on
its route, Othello suggests that he is not willing to abandon his
murderous intentions. Steve Mentz claims, “Othello’s larger
fantasy here remakes the sea, emblem of inconstancy and change,
into a constant stream.”” Othello’s comparison of his violent
intentions to the sea that just streams constantly reveals that he is
determined to kill his wife out of revenge. The sea metaphor that
alludes to constancy sheds light on Othello’s emotional state that is
prone to sudden changes which predominated his connection to the
sea at the beginning of the play, now turns into a feeling of a fierce
kind of hatred for Desdemona.

Conclusion

The way Othello is introduced and portrayed in the play
becomes ultimately significant to understand his growing self-hate
and falling action. Before encountering him on stage, the audience
listens to Othello’s ensign, [ago’s portrayal of him with his words.
lago and Roderigo show the racial traits by describing Othello
rather than his true personality, rooting the theme of alienation in
the audience’s mind. lago already hates Othello because of his
decision about Cassio, and Roderigo wants to be with Desdemona
but has to overcome Othello who is the obstacle on his way. They
have distaste against the Moor. In the play, Roderigo is the first to
reflect the racist ideas while he refers to Othello as “the thicklips”
(1.1.65). However, it is interesting to acknowledge that Iago’s and
Roderigo’s hatred do not stem from Othello’s race or ethnicity.
Even though they use racist comments to emphasize their
abhorrence of him, they have their reasons, the former relates to
the military hierarchy, and the latter to love.

3 Mentz S. At the Bottom of Shakespeare's Ocean. London: Continuum. 2009. P. 30.

57



1. IcTopuKoO-JIiTepaTYpHHH nIpoiec

Shakespeare characterizes Othello and universalises the
character by making him deal with the issues of self-acceptance
and alienation, as Edward Berry states, “Othello is not a
stereotype, he tends to lose his individuality as a Moor and to
become a representative of humanity.”'  Shakespeare’s final
description of Othello is made by Cassio as “he was great of heart”
(5.2.358). In the end Othello is portrayed as an honorable character
who punishes himself as a result of his guilt.

In conclusion, Shakespeare’s portrayal of Othello as a
representation of humanity is based on universal terms,
underscored with the images extracted from the sea. He is not
portrayed as a racist representation, rather as a character who
alienates himself and suffers from the outcomes of racism, and the
fear of miscegenation. The idea of internal war develops and ends
with the hero’s self-punishment. Othello’s view of his blackness as
a “stain” on his “white” wife Desdemona turns him to a murderer
and Desdemona to the innocent victim. The play raises interest in
the racist issues that come with the fear of interracial relationships.
Racial topics are mixed with the sea imagery in Othello, and they
have an impact on the main characters. They play draws a
parallelism between the sea and Othello, lago, Cassio, and
Desdemona as discussed above. Sea’s destructive power and the
tempest establish a bond between characters’ and particularly the
main character Othello’s unsteady life and challenges he faces.
The sea imagery emphasizes the differences between lago and
Othello pertaining to their psychological and emotional status. The
sea and Othello’s connection to it holds the idea that Othello is the
victim of a game that is knitted cruelly and patiently by lago and
his lust for vengeance. Othello’s and Iago’s commitment to the sea
shows how these two characters are different from each other; one
is the villain, Iago, the other is the victim, Othello, and the victim
struggles against human and nonhuman forces in a heroic manner.
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Mockeimina /lap’a
(3anopisncorcs,)

Notable pirate! thou salt-water thief: xynoxns
penpe3eHTAallisi MipaTCTBa B IEKCHIPiBCbKOMY KaHOHI

B cmammi pozensioaromuca xyooocui cmpamezii meopenns oopaszie
nipamig y Opamamuunux meopax B. lllexcnipa. Ilpuxmemmno, wo cami
nepcouaxci-nipamu y mpazegiix ma KoMeOisx ClaBemHo20 ENU3AGETNUHYS
NPakmuyHo GIiOCYMHi: 00pas nipama KOHCMPYIOEMbCA NEPesadcHo «3d
aawmynkamuy Oii, uepe3 32a0Ku THWUX NePCOHAdCie abo akmyanizayiio 8
inwil inocmaci. ITlonpu ye, momue nanady nipamis GUCMYNAE NOMYAICHUM
pyutiem crodicemy (sk-om, npumipom, y mpaeedii «l amnemy), a cam obpas
nipama nocmae 0ocumv amOIBATeHMHUM — Yye we He GI0UauOyWHUL WYKaY
npueoo, AKUM 1020 3MAIbO8YE Aimepamypi ni3HIX enox, a OLIbUWoI0 Mipolo
CUMBOJL MOPCHKUX NOOOPOdCcel, IHOOI 1l NOPAMYHKY 8 KOpabenvHill asapii.
ITipamu sax 0iliogi 0cobu 1l MOPCOKI npucoou 5K YACMUHA CYEHIYHO20
oilicmea He npedcmasneri y n'ecax Illexcnipa, cmeopeHux 00 NOYAMKY
XVIIcm.: ye MOJXCHA NOACHUMU NEBHOI TMEXHIYHOW HeOOCKOHANICMIO
Oinbwiocmi  MO20YACHUX meampanivHux maudanuuxie. Haneoscna cyeno-
epaghis nodibnux enizodie nompebdysanra 6 3HAYHOI KITLKOCMI CYEHIYHUX
epexmis, sAKi OYaU 00 NEBHO2O YACY HeOOCMYNHI AKMOPAaM WeKCRIPIBCbKO20
meampy. Tum He MeHW, NO3ANAUMYHKO8A NPUCYMHICMb Nipamis y meopax
Llexcnipa axkmyanizogyeana HU3KY emMUYHUX, HOAIMUYHUX I COYIATbHUX
npoonem.

Knrouoei cnosa: B. Lllexcnip, nipam, npusamup, Mopcvka nooopooic,
KopabenvHa asapis, MOmus, Hapema.

Hpyra momoBuHa XVI cTOmTTSI — Tepioa MpaBiHHS
koposieBn €nu3aBetn | Tromop — yBilinuia B icTOpir0 K «30JI0Ta
noba», amke came ToAli Ha TepeHax TymanHoro AubOioHY
CTIOCTEpiraBcsi TMOTY)KHHH PO3KBIT TPaKTUYHO B YyCiX cdepax
CYCIIIJILHOTO JKUTTS. 3aCBOEHHS i7Iel €BPOMEHCHKOTO TyMaHI3My
aKTHBI3yBaJiO0 pO3BUTOK Qinocodcbkoi mymku (B. Peni, ®. bexown)
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Ta KPacHOTO INMHCHMEHCTBA — 3a3HAaueHa eroxa MOpOoAMya IIUTY
TIesily BUAATHUX TIOETiB, POMAHICTIB 1 ApaMaTypriB, BiIOMUX SIK
«emuzaBetuHI»  (Tomac Hemr, [hxon Jlimi, Enmysn Cnencep.
@inin Cigni, Kpictodep Mapno, Pobept I'pin, Binbsm lllekcmip).
BimHocHa TONITHYHA CTAOUMBHICTE (MpaBiiHHA  €IU3aBETH
TpuBasio 45 pokiB W OyJ0 OJHWUM i3 HaWAOBIIMX B icTOpii
OpuTaHCHKOI MOHApXii) cHpusiga CyYTTEBOMY IOKpAIICHHIO
E€KOHOMIYHOi  CHTyallii, yCYHEHHIO BIJKPUTHUX  peNiridHUX
MPOTHCTOSHB Ta TOCHJICHHIO POJi AHIIII HA MIKHApOIHIN apeHi.
3aropyKol0 OCTaHHBOI'O CTajla AaKTUBHA KOPOJIBChKA MiATPUMKA
MOPCBHKMX TOJOPOXKEH 1 TOPTiBIi, OCBOEHHS MIOWHO BiJKPHTHUX
3eMeNb Ta MpPUEAHAHHS IX [0 AaHIVIHCBKOI KOpPOHM — TOOTO,
3aKJIaJICHHS MIIHAX MIIBAIMH Ui TOJAJIBIION0 PO3BHUTKY 1
MacmtabHoi rinopudikarii AHIIIT sIK OfHIET 3 HAWMOTYKHIMIMX
CBITOBHUX TaJIACCOKPATIH.

PomaHTHKa MOpCBKUX MOJOPOXKEH Ta PO3LIMPEHHS MEX
OfikyMeHN MiAKPITUTIOBATIMCA 1€ W 3HAYHUM TparMaTHIHUM
kommoHeHToM. Tak, y 1553 poui B Jlonmoni Oyno 3acHOBaHO
«TopriBenbHy KOMIIaHIIO 3 BIIKPUTTS KpaiH, OCTPOBIB, JepkKaB i
BOJIOJIiHb, IIIe HEBITOMUX Ta HE3 €HAHUX MOPCHKAMH HUITXaMUY,
sKa Ha NEBHHHM dYac CTajlla TOJOBHUM CIOHCOPOM AaKTHBHOI
JiSITBHOCTI anrilchknX MopemmaBuiB.. KpiM Toro, excrenuii 10
HOBHX 3€MEJIb CTBOPIOBAIH Oe3MpereICHTHI MOKIIUBOCTI JIJISl BCiX
YYacHUKIB Tporiecy: ¢iHaHcoBa ¥ TONITHYHA MiJTPUMKa
MOPCBHKMX aBaHTIOp 3a0e3mneuyBaja MOHapXaM M apuCTOKpartii
3Ha4yHe 30aradeHHs, a JJIs MOPSKIB y4acTh B YCHIIIHUX IOXOJaX
o3Havaja IIBHJIKUW MiioM comiansHUM Jidrom. Tak cramocs,
npumipom, i3 ¢pepmepcbkuM cuHoM Ppencicom Jpeiikom (1540-
1596), sikuii 3aBASAKH YCHIIITHUM BiHCHKOBO-MOPCHKHM OIIEpaLlisiM
OyB ymoctoeHudd TuTyny Pumaps Ta cTaB Bire-aaMipaioM
KopomniBcekoro ¢moty. 3aranpHUil axioTax, NOB’S3aHUHA 13
BIIKPUTTSM HOBUX 3aMOPCHKHX TIEPCIIEKTUB, IIiIKpECIIOBaIa
Menieictka B. [lITokMap: «... BAHMKAae CHOpaBXHS Trapsyka
HAaBKOJIO HaWPHU3WKOBAaHINIMX  TMOYMHAHb 1  CHEKYJALIH,...
MPUJIBOPHI, YMHOBHWUKH, IXHI Jpy3i W pOAWYI 3MararoThCsi B

) . . . .
Topkyt H. M. [IpoGiieMu reHesu i CTpyKTYPYBaHHS KaHPOBOI CUCTEMH aHTJIIHCHKOT IPO3HU
ni3Hporo Penecancy: mai eniuni GpopMu Ta «riteparypa GakTy». 3anopbxoks : 3anopi3bkuii
nepaBHuii yHiBepcurert, 2000. C. 59.
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OJIepKaHHI MOHOIIOJII Ta MATEHTIB... Y Il raps4ili He rpedyBaiu
HiunM... 30aradenns! ['pomi! Och yoro mparHyimu BCi — Bif
KOPOJICBH JI0 BYJIMYHOTO TOPTOBIISH».

3a TakMX yMOB Mope 1 Bce, LI0 Ma€ JI0 HbOI'O CTOCYHOK,
HAOyBaJI0 KOHIENTYaJIbHOT BarM y COIIOKYJbTYPHOMY JHUCKYpCI:
30KpeMa, 3HayHa YacTMHA KOPIyCy aHIJIOMOBHOI 1110MaTHKH
MICTUTH acomiamii 3 MopeM Ta KopabieMm. [HTepec TorouacHoro
CYCITIIBCTBA JI0O MOPCHKHUX BOSDKIB 1 TOB’SI3aHMX 3 HUMH KOJNi3ii
MOPOAMB TOMUT K HAa XYyIOXKHI TBOPH TPO  IOJOPOXKI
(«Amepukanceka Mapraputay T. Jlomxa, «ApbGacto. AHatomis
®opryun» P. Tpina’), Tak i Ha Tak 3BaHy «rTepaTypy (hakTy» —
TpeBenoru, emicroysipii, 3BiTM Tomo. Ilomopox oropranach
pOMaHTHYHUM (HIIepoM, MEPETBOPIOBANACH 13 OYJEHHOI MPaKTHKH
Ha TOMi0, BapTy JTEpaTypHOrOo  OCMHCJIECHHs.  Binmrak
€TM3aBETUHCHKA YHTAIbKa ayAuTOpis paao BiTana SK CIIOBHEHI
eK30TUYHUX peasliii IOAEHHUKU MaHJpiB Ha KIWTanT «Biakpurrs
I'eianm» Bonrepa Peni un «Posnoiai abo crniorazis cepa Jxepoma
l'opcess mpo #ioro manapm» JIx. ['opces, Tak i Hamucani JOBOII
CYXOI0 MOBOIO KOpaOenbpHI KypHalld, IO BKIIOYAIH CBOEPIIHI
KaTaJloTH 3aMOPChKMX TBapuH 1 pocimH — «ClaBHO3BICHUIMA
HaBKOJOCBITHI Bosk @pencica [peiika» Ppencica [Iperti i
«Kopotkuil Ta mpaBaMBUI 3BIT MPO HEIIOAABHO BIIKPUTY 3EMIIIO
Bipmxunii» Tomaca I'epiora.

YTim, OnuckaBuuHe 30aradeHHsi, SKE MOTJIa TPUHECTH
Y4acHHKOBI a00 MaifOBUKOBI OJJHA-€IMHA MOPCHhKa EKCHEeNUIIis, He
OyJio  KOAHMM 4YHHOM TapaHTOBaHE, a/DKE  TOrOYacHe
MOPETIIABCTBO CYNPOBOJKYBAIOCh YHCICHHHUMH PHU3UKAMH, IO
CYTTEBO MiJABAXYBaJdW BUTOMYy BiJ Takux aBaHTIOp. Pa3zoMm i3
KOpaOenbHOI0 aBapi€ro, 3ycTpiu i3 miparamu Oyjia HaiOimbIIMM
HEIACTSIM, K€ MOTJIO CITITKATH MOPETUIaBI. Tpauilii MOPCHKOTO
p030010, 10 ICHYIOTH 1€ 3 YaciB PaHHBOI aHTHYHOCTI,” B MEPioj
panHboro HoBodaccs mepeTBOPUIINCS Ha TOBCSAKIACHHY MPAKTHKY.

2 Tam camo. C. 59.

? Iur. 3a: TopkyT H. M. Ilut. Buz. C. 275-276.

* Tam camo. C. 278.

3 Binomo, 110 Bxe y XIV cT. 10 H.€. TaK 3BaHi «HAPOAU MOPs» — HU3Ka IJIEeMeH OpOH30BO1 100U,
SIKi 3aXOIMIITH TEPUTOPIi cydacHoro €runty Ta Maioi As3ii, — 3aificHioBanu Habirn Ha Kopabi
HapoaiB Ereiicbkoro y36epesxoks Ta CeperzeMHOMOD’ s,
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[Mounnatoun 3 apyroi momoBuHU XVIcCT., HEOOXiTHICTH TpaHC-
nopTyBatu 37100yTi y 3aMOPCHKUX 3EeMIISIX cKapOm 10 AHTHii,
®panii, Icmanii, [onmanail Ta IHIIUX JepkaB, M0 3Maraiucs 3a
MEPIIICTh Y PO3BilyBaHHI Ta KonoHi3aii 3emens Hoeoro Caity,
Jlana 1moYaToK TaK 3BaHIM «30J0Tiil 7001 miparcTBay, sKa TpUBaia
no mepmoi TpetuHun XVIII cr. Cnim 3a3HaunTH, Mo 3a YaciB
npaBiiHHA KopojeBu €mm3aBetu Tromop mipatm Oymu  uis
AHIJTMCBKOTO 3araly TakKUM K€ €K30TH3MOM, 5K, MPUMIPOM,
3aMOPCHKI POCIHHM, TUIOW Ta MPSHOII, aJpKe IXHs Oe3rmocepeiHs
JSTBHICTH BiiOyBanacs B iHIIIM 3eMHil miBKymi. KpiM Toro, BapTo
B3ATH JIO YBary, 110 NMPAaKTHKa MPUBATHPCTBA JTO3BOJISLIA KOMaHIaM
CyIeH MiJ KOpOJIBCBKUM THpanopoM je-pakTo 3aimaTHcs
MOPCBHKHM pO0300€EM Ha KOPHCTh aHIJIHCHKOI KOPOHH: Tak,
HalBigoMimui ToroyacHuii mpuBatup Ppencic [lpeiik 3m00yB
0COONHMBY TPUXHUIBHICTH KOPOJIEBH, MIJHICIIN i JIEBOBY YacCTKY
3axomeHnx Oinst  OeperiB  IliBnenHoi Amepuku  ckapOiB
icmancekoro mpecroiy. Ha OarekiBuman Jlpeiik oTpumaB ciaBy
HaIllOHAJILHOTO Te€posi Ta BUCOKY MOCATy y BIHCBKOBO-MOPCHKOMY
¢droTi, Tomi SK B oOuax ICHAHI[B BiH 3aJIUIIABCS OE3YECHHUM
nipatoM Ha npi3Bucbko El Draquo (apakon).

Icropis [peiika € UTFOCTpaTUBHUM MPUKIAOM PUTaAMaHHOTO
no0i Penecancy aMOiBaJeHTHOTO CTaBJIGHHS JIO MipaTcTBa —
(beHoMeHy, SIKUIl MOCTYNOBO CTaBaB €JIEMEHTOM MOBCAKICHHOCTI.
K. JI>XOBITT 3ayBaxye, 10 «XyJO0XKHS penpe3eHTallis mpatiB Oyna
HEOMHO3HAYHOIO, 3aJIe)KHO BII OCOOHMCTOCTEHM THX, KOIO
3MalboOBYBaJIM, a TAaKOX BIJ TOr0, XTO caMe 1J€HTU(IKyBaB iX
TaKUM YHHOM; KpiM TOTO, 3HAYEHHS Malld W HPUYMHH, 3 SKUX
BIIABAJIUCS JI0 TaKOTO BHU3HAYEHHS — TOXX TOJOBHUMH TYT OyJH
IUTAHHS Xmo 1 Hasiuo».®

3Buuaiino x, Bimesam Ilekcrmip, Sk oauH 13 MPOBIIHUX
IpaMaTypriB 1 TeaTpaJbHUX NPAKTUKIB TOro4accs, HE Mir
3aJMINATHCS OCTOPOHb IIMX TOCTPOAKTYaJIbHUX MHCTEIBKUX
TeHJEHIIH. €IM3aBeTUHCHKUI TeaTp, 3 OAHOro OOKy, pazoM i3
IIPAaKTUKOK HamMCaHHS MaM@ieTiB OyB Takow coOl 1HCTaHIIEIO
MIBUJIKOTO pearyBaHHs Ha 311000/I€HHI MOi1, a 3 iHImoro 60Ky, BiH

¢ Jowitt C. Shakespeare’s pirates: the politics of seaborne crime. Shakespeare Jahrbuch. 2012.
148. P. 1-2.
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BEIMKY YyBary MpPHIUIAB PO3BAKAILHOMY KOMIIOHEHTY, SIKHH,
0e3nepevyHo, Mir OyTH 3HAYHO MiJCUICHUH 3a paXyHOK BBEICHHSI
70 BUCTaBH CIICH MOPCHKMX O0OiB Ta B3ATTS Ha aboprax. Y
HIEKCIIPIBCHKOMY JIpaMaTypriyHoMy KOPIYCi 3raJIku Ipo MipaTiB,
SIK1 HIMEI[bKUHN IIeKcnipo3HaBelpb ['enbMyT BoHraiim 3apaxoBye 0
yHucna crnenuiyHuX MEKCHipiBChKUX HapeM abo Hapatem, cebTo
MOBTOPIOBAHUX  CIOKETOYTBOPIOIOUMX  TTATTEpPHIB,  BiTHOCHO
HeuncneHHi. CrnocrtepiraeMo iX JHIIe y BOCBMHU IT'€caXx — Bij
apyroi dwactuHH ictopuuHoi XpoHikn «['enpix VI» (1592) no
tparenii «Ilepikm» (1606—09). IIpore, sik 6aunMo, Tema MmipaTcTBa
He OyJjla 03HAKOKO JIMIIE TIEBHOTO (MIPUMIpOM, PAaHHBOTO) TIEPiOaAy
tBopuocti Illekcmipa — BiH 3BepTaBcs 0 Hel Yac BiJ Yacy
pOTSToM NpuOIU3HO 15 pokiB, 1 y HOro TBopax s Hapema 4u
HapateMa, fK cIOymHo Haromomye . Bonraiim, TicHO
MEPEIUTITAETHCS 3 IHIIUMHE, TAKAUMH SK BTpata i HaOyTTs, BATHAHHS
i moBepHeHHs." PO3MIpPKOBYIOUH 3 MPHUBOLY TPHYMH TaKoi yBarm
aHIIMHCBKOTO IpaMaTypra a0 1mx Mapridamis, K. JDxositt
3ayBaxye, mo «mecu lllekcmipa, momiOHO a0 MiTepaTypHHX
TEKCTIB 1HIIMX WOTO CYYacHHKIB, JEMOHCTPYIOTH pPO3BUTOK
IHTEepecy [0 TOro, sK BUIBHOAYMHI Ta HEIOKIpHI, IpoTe
Xapu3MaTH4HI Ta MpuBaOIMBI MOCTATI MipaTiB BUKOPHCTOBYBAINCS
JUI BUCBITJIEHHS KJIFOUOBMX KYJIbTYpHHMX IHJIEM, IOB’S3aHUX 13
3aMOpCBHKOI0 EKCIIAHCi€l0, 3MIHOIO MOJENeH MacKyJIiHHOCTI Ta
MOJITUYHUM JI1IEPCTBOMY.

Sk He nmuBHO, ane mipartiB y apamatyprii Illekcmipa BapTo
IIyKaTH TEPeBaXHO 3a JAINTYHKAMH — Yy THX HOTo I’ecax, e
MOpPCBKiI pO30IHUKN X0Y SKOIOCh MIpOI0 MPUYETHI 0 PO3BUTKY
CIOKETY, BOHH a00 3TajlyfoThCsl MOCT(HAKTYM Yy TPOMOBI TOTO YU
IHIIOTO TepcoHaXka, ab0 aKTyalli3ylOThCs Yy SKIHCH 1HIININ imocTaci
g QyHKii. 3ragaiimo, npumipoM, et amnera mo ['oparttio, ae
MIPUHI] OMHCY€ TPUTOY, IO CTajlacs 3 HAM Ha LUISAXY 10 AHIIIi:
«He npobynu mu 1 080X 0i6 Ha MOpI, 5K 3a HAMU NOCHABCS O0Ope
030poenuil nipamcokull kopabens. Tlobauusuiu, wo nam 6i0 Hb020
He gmeKmu, Mu 3myuleni oyau nputiusmu Oitl. Bonu 3snu Hac Ha

” Bonheim H. Shakespeare’s Narremes. Shakespeare Survey. Cambridge University Press. 2000.
Volume 53: Shakespeare and Narrative. P. 6.

* Ibid. P. 6

? Jowitt C. Op. cit. P. 2.
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abopoaodic, i ni0 Yac CymuuKu si nepeckoyus 00 HUX Ha Kopabeib,
AKUU Y My oc MUmby Gioitiuios 8i0 Hauo2o cyoHa. Tam s cam-ooun
ONUHUBCSL 8 HUX Y NONIOHI. Po30itiHuKU 8UABUIU 00 MeHe MUTOCePOs,
ane 6OHU 3HANU, WO pOONAMb — 5 MA0 CMAMU iM Yy Npueooi...»
(mep. JL. Fpe6iHKn).10

Ile#i ¢dparmeHT nikaBuii ojapa3y B KidbKox acmektax. [lo-
mepie, BiH € OJHUM i3 KIIFOUOBHX U PO3YMIHHS XapakTepy Ta
MOTHBAIlil BUMHKIB JaHCHLKOTO TIPHUHIA Y JPYTil TOJOBUHI I €CH,
KOJIM BiH 13 pe(dIeKTyrouoro ryMaHicTa IEpeTBOPIOEThCS Ha
mecHuka. Jlocmigank Jlesin @epmi-I'imus BBaxkae, mo ¢paza «BoHH
3HAM, o pobmsate (but they knew what they did)» 3Byumnth
MiZI03pisio, i MocTae sIK 3i13HAHHA y TOMY, 1110 BECh IIeH emi30]] — He
MPOCTO BHIAAKOBICTb, a pPETENFHO CIUIAaHOBaHa [ amierom
omepailisi, B siKid Bce Oyio mim Horo koHtposiem. J[o Toro x, Ha
JQYMKY JOCTIHUKA, BIPOTIMHICTH i€l iCTOpIl MiABaXye IIe W TOH
¢daxt, mo l'amner — €QUHUI, XTO OMMHSAETHCS Ha MIPATCHKOMY
KOpaoJti, SIKKH opa3y TMicls TOTo, SIK Ha ManxyOy CTyIae IPHHII,
3yNuHs€ CBili Hamaj Ha CYJHO JAHCHKOro (JIOTY Ta BimmumBae.'
oo Buromm, Ky mipatu Maiau O OTpUMaTH 3aBASKH BUKPAJICHHIO
MOTSHIIIHHOTO CIAIKOEMIIS JAHCHKOTO MPECTONy, TO, SK BiJIOMO 3
mucta ['amnera, Hanrcanoro KnaBni€eBi, 10ro 4oMych «BHCAIKEHO
rojoro Ha Oeper... KOpOIiBCTBa», TOOTO BEIMKOTO 3UCKY BiH
MOpCBHKMM po30iliHMKaM He mpuHic. Binrak, KkoHcmipoioriyna
Teopis mpo 3MoBy [amiera 3 mipatamMH, MeETOI $KOi OyJo
BPSTYBATH MPHHIA Bil HEMUHYYO0I CMEPTI Ha aHTJiicbKkoMy Oepesi,
BUJIAETHCS LIIKOM MPaBaonoAiOHo0. BapTo 3a3HaunTH, M0 MOTHB
YpATYBaHHA BiJ CMepTi 3a JONOMOrOK MipaTiB  OuIbII
HPSMOJIIHIHHO BIATBOPIO€Thes y apami «Ilepiki, map Tupcbkuiin:
BIJIHAHIIIOBIIM TiCTIsI IOBrOi pO3JIyKH CBOIO 04Ky Mapiny, Ilepikn
T3HAETBCS B HE, O «HaMosnenull yousys edice nionse / Hooca,
Konu 3’aeunucs nipamu, / Mene nopamysanu u 3asesnu / Coouy
(niep. 0. Jlicnsika)."?

' Mexcnip B. Tamser, Mpurn darcekuii / mep. Jleowin Ipe6inka. [lexcnip B. Teopu 6 wiecmu
momax. Kuis : Tnainpo, 1986. T. 5. C. 92.

" [ur. 3a: Jowitt C. Op. cit. P. 8.

"2 Ilexcmip B. Tepixm, Ilap Tupcekuii / mep. ¥Opiii Jlicusik. Ilexcnip B. Teopu 6 wecmu momax.
Kwuis : {uinpo, 1986. T. 6. C. 155.
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TuM He MeHIN, y epeciuHoro ynTada abo risgada He MOXKe
HE BUKJIMKATH TIOJUBY TOW (aKT, 110 TAaKWi MPUBAOIMBUN SKIIICH-
emi30/], SK MOpChbKa CyTH4YKa, He OyB po3irpanuii Ha cieHi. Pia y
TiM (1 B IbOMy, MaOyTh, KPHETLCSA CEKPET TOTO, HOMY TipaTu He
BHCTYNAJM MPOTArOHICTAMH IIEKCITIPIBCHKHUX I1°€C), IO CIICHIYHI
KOHBEHLIi Ta TEXHIYHI YMOBU €JU3aBETHMHCHKOIO 4Yacy He
nependavai MOMJIMBOCTI TTOBHOIIIHHOTO BiJITBOPEHHS  CIICH,
MOB’S3aHUX 13 MOPCHKUMH TOJOpPOKaMH, Ha MiJMOCTKaXx.
[Tepenycim, peaticTHIHE 300paXKeHHS OUTBH K HA CYXOJIOJII, TaK i
y MOpi BUMAarasuo HasBHOCTi 3HAYHOT KiJIbKOCTi aKTOPiB MacoBKH, a
BIITAK — PETENBbHOI pPEXUCEPChKOi po0OTH Ta TOCTIHHUX
penetumiii. Kpim Toro, criena 3 OuTBOIO Ha Kopabii morpeOyBana
MEBHUX JIEKOpaIliif, sIKi ckiaaHo Oyino 0 mobymyBaTu, 0COOIMBO B
MaHJpiBHUX YMOBaX, aJUKe JOCUThb 4acTO TeaTpalbHI KOMIaHii, 3
SKMMH CITIBIIPAIIOBAB PEHECAHCHUI Jpamarypr, AaBajl BUCTABH
Ha MOCTOSUIMX JBOPAX UM y MUBHUX. BpaxyBaHHsS 1boro akropy
MOSICHIOE, TPUMIPOM, WMOBIPHI IPUYUHH BiJCYTHOCTI CLHEHIYHOTO
eKIIeHy y THUX paHHIX KOMEIifiX, € BIINPaBHOIO TOUYKOIO
PO3TOPTaHHS CIOKETY BHUCTyIae KopabenbHa aBapis. [Ipumipom, y
«Komenmii momMuiaok» Ta «JIBaHAOUATIA HOY» 3aXOILTIOOYI
MOpPCBKi TOii, IO MNPHU3BOAATH JO TPAriYHOTO PO3ITYyYCHHS
OJIM3HIOKIB, JIMIIIE TIEPEMOBIAAIOTHCS IXHIMU ydacHUKaMu. TilbKu
3 TOSIBOIO MOCTIMHOTO MaijaHumka — teatpy «lmolycy», mo OyB
OCHAIlEHUH HalicydacHIIIUM JUIsl TOro 4Yacy OOJaJHaHHSM,
THCTpYMEHTaMH Ul CTBOPEHHS IIIyMOBUX €(EKTIB, TiAPABIIIHOIO
Ta BITPOBOI MAalllMHAMH, — CTaja MOXIIMBOIO TOCTAaHOBKA, sKa
BKutoUana 0 BuUpoBHIIHI emizoan. CaMe Takoro, BOUEBUIb, Oylia
pomantuyHa apama «byps» (1610-1611), mo BigkpuBaeTbcs
CIICHOIO MacITabHOi KopabenbHOi aBapii.

[Mpukmang TOro, #AK WIPaTCBKUKA TMPOMHUCEN BHUCTYIA€E
JOJAaTKOBUM 3ac000M XapaKTEPUCTUKH TIE€BHOTO IEPCOHAXA,
3HAaXOJMMO y Komenii «JIBanaamsra Hid, abo Sk cobi xoueTe»
(1602). Omuu i3 [APYrOpsIAHUX TEPCOHAXIB, AHTOHIO, SKUH
3’ABISETbCA y ApyTrid Aii B 0Opasi BigaaHoro apyra CebacTbsHa,
CBIIOMO WJe Ha pHU3UK Ta HAOJIMKAETHCS JO BOPOTiB, adw
JIOTIOMOT'TH TOMY 3JIaTOJMTH CIIPaBH. 3TOJIOM, Y TPETid Iii, MU
JI3HAEMOCS. TPO CIPABXKHIO NPUYUHY HOTO MOOOIOBaHb MO0
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BOPOXOCTI 3 00Ky reprora OpciHO: 3a JeKiJibka POKIB JI0
OMMCYBaHMX TOJI BiH 3ITKHYBCS 13 TEpPIOTCHKUM (QIIOTOM Y
MOpPCBbKOMY 0010:

Ha oicanv, xooums meni mym nebesneuno:

B mopcvkomy 60i 3 kopabrem Opcino

O0HO020 pazy Max s NPUCTYHCUBCS,

Lo exce ne 3uaio, sx i giocyxcums (nep. M. Pruitbebkoro) .

VY m’stilt aii, mig 9ac ocoducToi 3yctpivi AHTOHIO ¥ OpciHo,
I JaBHS icTOpis 30arauyerbcs BaKIUBUMHU  TIOJPOOHIISIMH.
BusiBnserscsi, mo HIKHUH Ta BiggaHui AHTOHIO — 3yXBallui
MOPCBHKHMI po30umiaka, mo «6316 «Denikcay 3 KAHOIUCLKUM
saumadicem /' I « Tuepay 6ys y3a6 na abopoasxc / Konu tioco nebisxc
Hocu nosoyecsay.  Ilam’statoun mpo maBHIO mpro, OpciHo,
3BEpPTAIOUMCh 0 AHTOHIO, BOJII€ HE 1OOUPATH CIIIB!

Iipame, 3100it0 coronux 600!

Axuii 3yxeanuii 0yx npueie mebe

Lo mux, koeo kpusasumu oinamu

Tu 3anucas y mabip sopocie? 13

B opwurinami 3BepHEHHs Tepuora a0 AHTOHIO 3BYYHThH SIK
«Notable pirate! thou saltwater thief», 1m0, B1acHe, miakpecIOe
0CO0JIHBY ClIaBy, SIKy MOPSIK, BOUEBH/Ib, 3/100yB 3aB/ISKU 3yXBaJIUM
HabiraMm Ha cyaHa. Brim, apyr CeGacTbsiHa pinryde BiIKHIAE
3aKUJHM Y MOPCHKOMY p0300i:

Jlo3601b MenHi yux Ha368uy BIOPEKMUC:

Anmonio ne 3100ii, He nipam, —

Xou, npusnarocs, 6y8 ne 6e3 niocmas

A sopozom Opcino.'®

VY mifi cueHi, BIacHe, W PO3KpPHUBAETHCA aMOIBaJICHTHICTH
XYJOKHBOI penpe3eHTallii mparcTsa y apamaryprii aHTIidChbKOTO
Binpo/okeHHS: 3 OAHOTO OOKy, CIOTagu Mpo Te, K AHTOHIO
JIMBHUM YMHOM Ha «MaJliM 1 HE3HAYYIIIHUM KOpPaOIi» 3MIT yCIilTHO
aTakyBaTH #oro (UIOT, TNPHUMYIIYIOTH Teprora MPEe3UpIUBO
Ha3BaTU HOTo «mipaToM» (X0Y 1 «3HAMEHUTHM»), 10 3 Horo 60Ky

" Ilexcnip B. J{Banammsra niu, a6o Sk co6i xouere / mep. Makenm Pumbcokuit. Ilexcnip B.
Teopu 6 wecmu momax. Kuis : Tainpo, 1986. T. 4. C. 216.

' Tam camo. C. 238.

' Tam camo. C. 239.

' Tam camo. C. 239.
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Oys0, Oe3mepevHo, akToOM OCyay W oOpas3u. 3 IHIIOro >k OOKy,
AHTOHIO BiJIKMJIa€ 3BUHYBaYCHHs y MIpaTCTBI — BiH HE BOadae y
CBOIX KOJIMIIHIX JIiSX HIYOTO TAKOTO, 3a IO BiH MITl OM 3aCIyXHUTH
Take Ha3BUCHKO. K. /DKOBITT CIyIIHO HaroJyiomye, o y IbOMY
eMi30/1i aKTyali3y€eThCs BaXKIMBA MPOOIeMa MEKCIipiBChKOT 100u:
110 caMe BBA)KAaTH MipaTCTBOM, KOTO caMe CJIiJl BBaXKaTH MipaToM, 1
K TIPOBECTH JEMapKaliifHy JIHII0O MK CAHKIIIOHOBaHHM Ta
HE3aKOHHHM MOPCHKHM po360oem.'’

[ToGixkHi 3ragku mpo MipaTiB / MpaTChKUN MPOMHCEN, IO
MICTATBCA y TBopax baphaa, MokHa po3riggaTv K XyA0XKHIO
aKTyai3aIiio KIIOYOBHUX COIIOKYJIBTYPHHUX Ta TOOYTOBUX TOTIOCIB
€JIM3aBeTHHCHKOI AHIIIT (2 MOXe, U Bciei TorowacHoi €Bpomn).
Tak, mpumipoMm, y komenii «BeHEHmiaHCHKUI Kymelb» €Bpei
Hleinok JOMOBISETbCA 13 KyNeM AHTOHIO PO MOPYYUTETHCTBO
y mo3uui ans baccaHio — Tpu THCAY1 ITyKaTiB ImiJ 3aCTaBy (QYHTY
mwioTi camoro AHTOHio. Ilpu 1IbOMy NTUXBap BiJIBEPTO HATHITAE
MECUMICTHYHI HACTpOi, 3BEPTAIOYM yBary Ha BUCOKI PU3HKH, IO
OB’ sI3aHi 13 3aMOPCHKOO TOPTIBIEIO: « Ta Kopabni — ye Hc yCcboco-
HA-6Cb020 OOWIKU, 4 MAMpOCU — MINbKU JNI00U; die JdHc € we
CYX00iNbHI nayloKu i 86001l NAYIOKU, BOOSIHI 3100ii i 3eMHi 3100ii,
— 51 M@0 Ha OymMyi nipamie; Kpim moeo, 3a2podicyioms we i X6ull,
eimpu ma cxeniy (mep. L. Cremenxo)."® ®akrnano, [leiinok TyT
OINMCY€ THIIOBY CHUTYAIlll0 Ha MOPCHKHX TOPTIBEIbHUX MUIAXaX
XVI cromitrss — KapKOJIOMHI PHU3WKH, SKi, 3BUYANHO, MOXYTh
MPUHECTH KYTII0-aBaHTIOPHUCTY K MIaJIeH] Oapuili, Tak i HedyBaHi
30uTkH. KpiM TOro, mipaT mekcnipiBcbKoi 100H, 111¢ He OIOBUTHH
opeosioM HeOe3nekH i AiadoaiaHoCTi (Ha BiAMIHY Bix utiOycThepiB
OUTBII MI3HIX €MOoX, fAKI pajo IUIeKaIM BJIACHUHA OpyTajabHUI
iMiK), Mir Oyt i 00’exkToM KenkyBaHHS. B komenii «Mipa 3a
MIpy», HallpUKJIa]l, MICTUTHCS TAKUH [11aJIor:

1-it nBopsiHuH. [lowinu Ham, 6ooce, mup 6y0b-8IOKINL, OKPIM
00H020 — He 8i0 yeopcvkoeo kopoasa! <...>

Jlymio. Tu eosopuws max, mo8 moi noboxCHUU nipam, o
BULIUOG Y MOpe 3 0eCambMa 3an08ioamMu i MilbKu OOHY 3 HUX 3imep 3i
cKpudicani.

17 Jowitt C. Op. cit. P. 6.
'® ITexcmip B. Benemiancekuii kymens / mep. Ipuna Cremenxo. [lexcnip B. Teopu 6 wiecmu
momax. Kui : JTainpo, 1985. T. 2. C. 489.
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2-ii nBOpsiHUH. «He ykpaovy?

Jlymio. Came yio 6in i 3imep.

1-it mBopstHUH. A 5K dice iHaxue? Addce ys 3ano6ios 3mycuia 6
Kanimawa i 6cio 1020 6amazy 8iOMOGUMUCH IO C8020 NPOMUCTY — 60HU
e I twnu came Ha epabyeanus. Ta Ui ceped Hac He 3HAUOemMbCs
conoama, KoMy no000anocs y nepedobionii MOJlumGI me micye, Oe
npocsims 2ocnoda nocramu mup (nep. /1. Bmoyca)

[Mpukmerno, mo Ilekcmip acomitoe mipaTiB 3 JBOMA
HOJSIPHUMM  J1IIMU  — TMOPATYHKOM 1 rpa6yHKOM HpH LLOMY
¢irypa mipara y HIeKcHipiBCbKOMY KaHOHI HiSIK HE TOB’si3aHa 3
BOMBCTBOM. Y JpamarypriuHoMmy kopmyci Benukoro bapaa
MICTATBCS 3TajKd MPO HamajW iHO3EMHHX BIMCHKOBHX KOPaOIiB
(six-oT1, aTaka Ha Kimp 3 Ooky TypkiB y «Otemion), mia yac SKUX
3aru0elni HEeMHUHYY1, aJie i CIIPUIMalOTHCSl BOHU SIK HEOOXiTHE 3J10.
IIpore mipar npu 1poMy mpoektyerbes  lllexcnipoBoro
XYJO)KHBOKO CBIJIOMICTIO He fK 3nmonid-nuxofid (villain), a sx
snonin-kpanmii (thief), skuii mompw mnparHeHHS JIErKOi MOXKUBU
MOYXE JIEMOHCTPYBAaTH M CXWJIBHICTh IO HUISXETHUX BYMHKIB. Y
IIbOMY aCHeKTi apaMaTypr, BOYEBHIb, NepeOyBaB IIiJl BILUTUBOM
CepeHLOBIYHUX aHTiichkuXx Oaman mpo Pobin 'yma. [lo pedi, y
MOCT-IIEKCMIPIBChKY A00Yy MaHAPIBHUNA 00pa3 LUIAXETHOTO MipaTa
Oyne miiaHo po3pobussatucs y TBopuocti Pagaens Cabatini (uuki
poMaHiB i omoBigank mipo Ilitepa briana).

OTxe, monpu Te, MO MipaTH B IIEKCHIPiBCHKHUMA I’€cax
3aJUIIAIOTECA 11032 aBAaHCIICHOIO, BOHU BIJIrPaloTh KiJbKa BaxK-
muBux ¢GyHkiid. Ilepmr 3a Bce, ixHi 1ii, Mpo sSKi mepenoBiiaTh
IHIII TIEPCOHAXI, CIYTYIOTh TOTYXXHHM pPYIIEM ITOAATBIIOTO
po3BUTKY croxeTy B meci («[ammet», «llepikm»). Kpim Toro,
[lekcmip 300paxkye mipaTiB B JOBOJI MO3UTHBHOMY KITFOUi: BOHU
HE CTiNbKM PO30IMHWUKH, CKITbKH PATIBHUKH (AHTOHIO 3
«/IBanamgaToi Howi» Ta Pary3im i3 «Mipi 3a Mipy»). Sk
JyMa€eThCsl, Taka CTpaTeriﬂ TBOPEHHsI 00pa3y HipaTa CHiB-
BiITHOCUTBCS 3 KOHHGHHICIO NpeACTaBHUKA «HOBOTO 1CTOPU3MY»
C. IpinGmarra®™ mpo ambiBaneHTHY OYHKIIIO KyIbTypH, SKa

' Ilexcmip B. Mipa 3a mipy / niep. JImurpo Binoyc. Illexcnip B. Teopu 6 wecmu momax. Kuis :
Juinpo, 1986. T. 4. C. 532-533.

2 Greenblatt S. Culture. Critical Terms for Literature Study / Ed. Frank Lentricchia and Thomas
McLaughlin. Chicago : University of Chicago Press, 1995. P. 226.
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MOKJIMKaHa BOJHOYAC CTPUMYyBaTH (constraint) i pO3XHTyBaTH
(mobility) cycminbcTBO, JeriTuMizyroun (a00, HaBMaKd CTUTMa-
THU3YIOYW) B HHOMY TI€BHI 1711, TOBEAIHKOBI MAaTTEPHU, MOY TOIIIO.
B KoOHTEeKcTi TOro, m0 B €IW3aBETUHCHKY J00y MipaTCTBO
XOBAJIOCS 3a OLTBII MPUCTOWHUM MO3HAYCHHSIM IIPHBATHPCTBOY i
320X0UYyBalIOCsl Ha HAWBUIIOMY, KOPOJIBCHKOMY PiBHi, IIUTKOM
JIOT1YHUM BUIAETHCA, IO OJIMH 13 HAWTIOMYJISPHIIIAX APaMaTypriB
JM00W BIAMOBITHUM YWHOM pearyBaB Ha COIIadbHUM 3amuT i
JIOTy4aBCs 1O TBOPEHHS TIO3WTHBHOI pemyTamii mipaTiB y
AHTTIHCBKOMY COIiyMi, 110, 3PEIITO0, MO3HAYMIIOCS Ha YCIIITHIHN
KOJIOHIAJBHIM MOMITHINI AHTJT Ta Ha CTBOPEHHI U 3MIIHEHHI
Bputancekoi iMmepii.
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Ilponukesuu Onexcanop
(m. Jlvsis)

Hosuii Kixor aMepuKaHO-MeKCHKAHCHKOT0 KOPAOHY
B NOLIYKAX iIECHTHYHOCTI

YV emammi docniodicerno Ho6amopcovKy peinmepnpemayilo KiadcuuHo20
pomany Cepsanmeca «don Kixom» y n’eci cyyacnoeo amepuxancbko2o
opamamypea i peocucepa Oxmaesio Conica «Hoeuti Kixomy, 0is saxol
PO320pMaAcmovcsi Y OUHAMIYHOMY NPOCOPI  AMEPUKAHO-MEKCUKAHCHLKO20
npuxopoonus. 3a ananozicio nowyky [Hon Kixomom nuyapcekux ioeanis, y
n’eca KOMNIEKCHO PO32ISAHYMO NpoOieMy I0eHMUYHOCMI YUKAHOC HA ML
KYIbMYPHUX, COYIANbHUX | NOMIMUYHUX KOHGIIKMIG, SKI SUSHAYAIOMb Yell
pecion. Ilooopoac npomaconicma, wo € Bi00OPANCEHHAM NPULOO
KYIbMOoB020  IuYaps, 6IlOMeEopioc HA2AAbHI NUMAHHA IMmiepayii ma
N00CbK020 00c8i0y Ha nozpanuyyi. 3aznaueno, wo y «Hoeomy Kixomiy
asmop, CHRUpa4uch Ha GLACHULL 00C8I0, 30CePedNCYEMbC HA NOULYKY
ioenmuynocmi 6 pecioni, 0e MEKCUKAHCbKL mda aMepuKaHcbKi 6nIueu
FMUBAIOMBCS, CMEOPIOIOYU 0A2AMO2PAHHUN 2IOPUOHULL KYIbMYPHULL NPOCMID.
Tloxazano, wo y n’eci iHmepmekcmyaibHuil 36 30K 3 ICNAHCLKUM
KIACUYHUM — MEKCMOM  YBUPA3ZHIOE AMEPUKAHCbKI, MEeKCUKAHCLKI  ma
€6DPONEUCHLKI TimepamypHi mpaouyii, inme2payis AKUX CRpPUsc OPUiHaIbHIL
i 6cebiunin sizyanizayii 2i6puUOHOI I0eHMUYHOCMI YUKAHOC HA NPUKOPOOHHI.
ITiocymosano, wo n’eca «Hoesuti Kixomy» O. Conica niokpecnoe HeMuHyuy
axkmyanvuicmov  «fon Kixoma» Cepsanmeca i nponounye nepekoHIusuil
AHAniz moeo, SK Jimepamypa Mmodice NOEOHAmu MuHyie i CyyacHe, ujod
supiuumu Ha2anbHi NPodIeMU T0OCMEA.

Knrouoei cnoea: Cepsanmec, «on Kixomy, Oxmasio Conic, «Hosuii
Kixomy, idenmuunicms, amepuxano-meKCuKaucoKuti KopooH, nPuKopoOOHHs,
Miepayis, npocmip, asmodioepaisi, YUKaHo.
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«Jlon Kixor» Mirens ne CepBanTeca HaJeXUTh 10 HaWOIIbII
BIUIMBOBHUX TBOPIB CBITOBOI JIITEPATYpH, HAAUXAIOUYM IIHCHMEH-
HHKIB BHKOpHcTOByBarn o0Opa3 Jlon Kixora K OCHOBY miIst CBOIX
TBOPIB 1 XyAOKHIX €KCIEPUMEHTIB, BUCIOBIIOBATH BJIACHI 17€l IIpo
CBIT Ta JIIOACHKY mpupony. g 6arateox jiteparopiB XX CTONITTA
o6pa3 Jon Kixora OyB HmOTYKHHM CHMBOJIOM Ta HIAIPYHTAM IS
po30ynoBH BIacHUX (UIOCOMCHKUX Ta MOPAJIbLHUX KOHIIEIIIIH, K-
or eceir Mirens ae YaamynHo «OKutrs Hou Kixora ta Canyoy
(1905) un poman I'pema I'pina «Momncensitop Kixor» (1953). 3
oopasy Jlon Kixora uepnas HatxHeHHs W Xopxe Jlyic Bbopxec,
3aJy4alod4d I[5OI0 HEBIMHHOIO IIyKaua CEHCIB Ta ICTHUHU [UIA
NOCHIIKEHHST MeTa(iKIIOHAILHOCTI, I1HTEPTEKCTYAJbHOCTI Ta
¢inocodchrkuX MUTaHB 1IEHTUYHOCTI i peanbHOCTI. B omoBimanHi
«Il’ep Menap, asrop Jlon Kixora» X.JI. bopxec Brimoe imero
MEPENUCYBaHHS Ta TEPEOCMHUCICHHS KIACHYHOTO TEKCTy. Sk
3asHayae Tosapn Tickin, «Bigrsoproroun «Kixora» Menapa B
iHmomMy waci Ta wicui, HiDX opurinan CepBanteca, bopxec
BHCJIOBIIIOE TIPOCTE, ajie TPUBOXKHE MPUIYIEHHS, 0 3HAUYEHHS
JTEpaTypHUX TBOPIB  TOBHICTIO  3aJIEKHUTh  BiJ  PI3HOTO
iCTopI/Iquro1 Ta COIIIAJILHOTO KOHTEKCTY, B SKOMY BOHHU
YUTAFOTHCSI.

3 mornsaay peintepnperanii oopaszy Jlon Kixora momiTHUM
aBuieM cydacHoro tearpy € m'eca OxraBio Comica «HoBwmi
Kixot» («Quixote Nuevo»), sika Bmepiie 3’siBUJIAcs Ha CIEHi
lexcmipiBcskoro ¢ectuBamo B Operoni (Oregon Shakespeare
Festival) B uwepBui 2009 poky. Lleii TBip 0oOpaHo 00’exkTOM
IOCIIIKEHHS.

OxkraBio Comic — BIJOMHH aMEpUKAaHCBKHH Jpamarypr,
peXHcep 1 aKTOp MEKCHUKaHChKO-aMEPUKAHCHKOTO TIOXO/KCHHS,
SIKAA € aBTOPOM OILIbIlie IBAIATA II'€C, BKIIOYHO BH3HAHI
KPUTHKOIO TBOPH, Taki sk «Jligis» («Lydia»), «Canroc i Cantoc»
(«Santos & Santos») Ta «Emb-ITaco Biry» («El Paso Bluey). [T’ecu
O. Comica craBuiucst B Oaratbox Tearpax Cromydenux IlTariB
AMepuky, BKITIOYaloud JIeHBEpPCHKHMI IIEHTP BHKOHABCHKUX
mucrentB (Denver Center for the Performing Arts) i €abcbkuii

! Giskin H. Borges’ Revisioning of Reading in “Pierre Menard, Author of the Quixote”. Variaciones
Borges. 2005. V. 19. P. 103.
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penepryapuuii Tearp (Yale Repertory Theatre). Oxpim pobotu B
Tearpi, ApaMarypr TakoK Oepe ydacTb y KiHO Ta TeleOadyeHHi,
30KpeMa BiH BXOIHB JI0 KOHCYJIBTaTHBHOI TPYMH 3 KyTBTYpH 110
¢binbmy «Kokoy» (2017) crynii animanii Pixar.” Baecok O. Comica B
MHUCTEUTBO TPUHIC HOMY YHMCIIEHHI Haropoaud Ta BU3HAHHSA, IO
pO6I/ITb3 Horo 3HauHOI0 (Irypor0 B Cy4yaCHOMY aMEpUKAHCHKOMY
Tearpi.

VY cBoiit TBopuocTi O. Comic yepriae HaTXHEHHS 3 BIACHOTO
JOCBiAy nopocmimanHis mooau3y kopaony CIIA ta Mekcukw, 1o
Hajae oro poboTaM TOHKE Ta aBTEHTUYHE OaueHHs CKJIaJHOCTI
KHUTTS B TPUKOPIOHHUX perioHax. B omHOMy 3 YHCICHHUX
IHTEPB 10 BiH 3ayBaXKye€, IO «SIKOW MOTO JIeHh HapOJKeHHS OyB Ha
KUJTbKa TIKHIB paHille, BiH OM HAPOAMBCS MO IHIIMK OiK KOPJOHY i
fioro monst morna 6 OyTH 30BciM iHmIOK... MoOro Texachke
MOXO/DKEHHSI BCE IIl€ BIUIMBAE HA HHOTO, aje TEmep BiH BBaXKA€
cebe, oxutens CaHcery, pe3HICHTOM CaH-(I)paHLII/ICKO».4
HeBumagkoBo, TeMH 1I€HTHYHOCTI, KYyIbTYpH Ta JIOACHKOTO
JOCBIy, HOAAHOTO 4Yepe3 IMpHU3MYy JIATHHOAMEPHUKAHCHKOTO Ta
MIPUKOPIOHHOTO JO0CBITY, TIOCIJIAIOTh OJTHE 3 IICHTPAIBHHUX MiCIlb Y
TBOPYOCTI JjpaMarypra.

IT’eca O. Comica «HoBuit Kixor» mpomonye yHiKanbHUI
MIOTJIS] HAa MUTAHHS 1IGHTUYHOCTI, IMMIrpariii Ta NprUHAaIeKHOCTI,
OO0 € BWKIMBUMHU JUISI PO3YMIHHS Cy4YacHOI KyJbTYpHOI Ta
comianpHOi JMHAMIKM HE JIMIIe B PpErioHi amMepuKaHo-
MEKCHKAHCBKOTO KOpDJIOHY, a ¥ y IIHPIIOMY KOHTEKCTI
mioOams3arii. BigmoBigHO, MeETOI CTaTTI €  JOCIIIKEHHS
0COOJMBOCTEH BTIJICHHS TEMH IOIIYKY IJEHTUYHOCTI y MPOCTOpi
aMEepUKaHO-MEKCUKAHCHKOTO KOPIOHY B TBOPYOCTI Jpamarypra, 3
ocobmuBuM akmeHToM Ha Horo meci «Hosuii Kixor». Cepen
3aBJaHb PO3BiIKH — aHaJi3 peinTepnperaii oopa3y [on Kixora B
KOHTEKCTI JJOCTIKEHHS 1IGHTHYHOCTI Ta KYJIbTYpHUX KOH(QJIIKTIB
Ha kxopaoHi MK CIIA Ta Mekcukoro, a TakoX BHU3HAYCHHS
0COONIMBOCTEH iHTEepHpeTalii TeMH KOpAOHY SK (Hi3udHOrO i

% Robinson J. Pixar’s Coco Is a “Love Letter to Mexico” in the Age of Trump. Vanity Fair.
URL: https://www.vanityfair.com/hollywood/2016/12/pixar-coco-gael-garcia-bernal-dia-de-los-muertos-
miguel.

? Solis O. Awards. Octavio Solis, Playwright and Director. URL: https://www.octaviosolis.net/awards/.

4 Wilson E. The Rumpus interview with Octavio Solis. The Rumpus. 2013, February 1.
URL: https://therumpus.net/2013/02/01/the-rumpus-interview-with-octavio-solis/.
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MeTaGOpPUIHOTO TPOCTOPY Ta HOro BIUIMBY Ha (OPMYyBaHHS
iIeHTHYHOCTI IepcoHaxiB y 1 eci «Hosuit Kixor».

MeTonosorisi  TOCTiUKEHHST 30pi€HTOBaHa, B IUIOMY, Ha
CTY/Iil iICHTUYHOCTI, MepelyciM MOB’sI3aHi 3 KYJBTypHHUM JIOCBiZIOM
JKHUTTSI MK KYJIBTypaMH, a caMe 3 TaK 3BaHUM «TPETIM IPOCTOPOM)
T'omi brabru, sikuii y monorpadii «Miclie3HaXOMKeHHs KYIbTYPH»
(1994) po3BHUHYB im€l0 AWHAMIKA KYyJBTypHHX (OpPM Ta TOHSTTS
«riopuaHicThy. Iloka3zoBo, 1m0 CBOi MIpKyBaHHS TEOPETHUK
MOCTKOJIOHIaNi3My po3mounHae 3i cimiB Maprina laiizerrepa,
obpanux emirpagom: «KopgoH — 1ie He Te, HA UYOMY IIOCh
3yNUHSETHCS, a, SIK Y TPEKiB BU3HAHO, IO KOPJOH — IIe T€, 3 YOTO
OCh MOYHHAE CBOIO MPHCYTHICTHY. TOXK HE MEHII BaKIHMBE
3HAUEHHS MAlOTh TIOJIOKEHHS IMPEICTaBHUKIB TaK 3BAHUX CTYMil
npukopgonHs  (Borderlands ~ Studies), ski  iHTEeHCHBHO
PO3BHBAIOTECSI B OCTaHHI AecATWIITTI. OCHOBHHM 3aBIaHHIM
Acomiantii cTyaiii TpUKOPAOHHS, sKa q)opManoe CBOEI0 METOIO
«CHCTEMAaTU4YHE BUBUCHHS Ta OOMIH iJiesMu, iHpopMaIliero Ta
aHalli3 ~ MDKHapOIHHUX KOpI[OHlB)) 1 xypHay  «Crymii
MIPUKOPIOHHS) € HpO6JI€MI/I KOPJIOHIB, AMHAMiKa NPUKOPIOHHS Ta
Ha IIPUKOPIOHHHX TepHTopmx y Oy/b-sIKil YacTUHI CBITY, a TaKOXK
«pPO3BUTOK Teopm 1 KOHIEMIINA, METONOJOTIYHUX MEePCHEeKTUB,
EMIIIPUYHUM aHasi3 Ta MOJITUYHI e0aTu B rauy3i NPUKOPAOHHHUX
JOCITIKEHDbY.

Ha ocobauBy yBary 3aciyroByiorTe nomisian Imopii
E. AHcanaya, BUJaTHOI YMKAaHCHKOI MHUCHMEHHUIN, TOETECH Ta
JMTEepaTypO3HABHIN, BIIOMOi  BIUIMBOBUMH  poOOOTamH,  SiKi
JOCTKYIOTh 1I€HTHYHICTh YMKAaHO, (EMiHI3M 1 Teopilo KBIp.
Cepen ii HaitOUIbII BitoMux npans — «IIpuxopnonns/La Frontera:
Hosa Metuza» (1987), «eit MmicT mokyimkaB Moo criuHy: Pobotu
paAMKalbHO HANAITOBAHUX KONBbOPOBUX kKiHOK» (1981) 1
«ButBoprotoun o0nuyuusi, BUTBOpIotoun aymry / Acbenpo Kapac:
TBopui Ta KpPUTHYHI TEPCIEKTUBH KOJBOPOBUX (HEMiHICTOK»
(1990, penaktop). Ilepma 3 1mmx po3Bigok — «lIpukopmonns/La
Frontera: HoBa Metuza» — € cymimmio aBrodiorpadii, moesii ta

’ Bhabha H. K. The location of culture. London and New York : Routledge, 1994. P. 1.

® Association for Borderlands Studies. (n.d.). ABS. URL: https:/absborderlands.org/; Journal of
Borderlands Studies.
URL: https://www.tandfonline.com/action/journalInformation?show=aimsScope&journalCode=rjbs20.
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KpuTHyHHX ece. B Hiil [. AH3ammya 3armuOIOeThCs y BIIACHHIMA
JOCBi/I YUKaHU, JIECOITHKY Ta )KIHKH, 10 )KUBE Ha KYJIETYPHOMY Ta
OykBampHOMY KopmoHi Mik Crnomyuenmmu — Illraramm  Ta
Mexkcukoro. JlocmiHUL BBOAUTH KOHLEMIII0O «HOBOI METU3M» SIK
crnocoOy Hagpiramii Ta OXOIJICHHS 0ararboX iJCHTHYHOCTCH 1
KyabTyp. Ha 3aran, npami I. AHcanaya € 1ociiiKeHHM KOPJIOHIB,
K peaJbHHX, Tak 1 MeradopwuHuX. 3 IBOTO TOIISLY, BOHA
mpobneMarn3ye TPaJWIliiHI YSIBICHHS TMPO iJEHTHYHICTh 1
NpUHANEXKHICTb. i i1ei MaloTh He TUILKM IIMOOKHI BIUIMB Ha
JTEpaTypy YMKaHO, (PEeMiHICTUYHY TEOpit0 Ta KBip-IIOCHTiIKECHHS,
a W choyrymoTh cepiiosHEM (QyHIAMEHTOM JUIS  JTOCHTIDKEHHS
TBOPUYOCTI Cy4aCHUX MUCbMEHHHMKIB.

O. Comic, OKpiM TOHAJ JBAIIATH I'€C, € TAKOXK aBTOPOM
KHUTH, sika Ha3zuBaeThesl «Retablos: IcTopii 3 'KHUTTS, TPOXKHUTOTO
B3/IOBK KOPIOHY», iKa BT apykoM y 2018 poui®. Lle 36ipka
OIIOBiaHb, 3aCHOBAHUX Ha JOCBiJl NHUCHbMEHHHKA, SKHHA BIH
nepexuB y AUTHUHCTBI. [loHSATTA «peTalno» BITHOCUTBCA 1O
YHIKQJIbHOTO JKaHpY Bi3yaJbHUX MHUCTELTB, SKHH MO€AHYE
BiyampHe wmucTenTBO Mekcukn Ta Cnomyuenux Iraris
Awmepuku. B cydacHOMYy MHCTENTBi, 0COOIMBO B MEKCUKAHCHKOMY
Ta YMKAHO, «peTadiio» 3aCTOCOBYIOThH /10 HEBEJIUKUX KUBOMHCHUX
a00 CKyNBNTYpPHHX MaHeNel, 0 300paKyoTh ClieHH abo mofii 3
MOBCAKIEHHOIO XUTTI. Tak 1 B omoBiganasax O. Coiica momaHo
emi30lM 3 JKUTTS aBTopa, SKi CIHYTylTh aBTOOiorpadiyHUMU
MiHIaTIOpaMH, IO  BimOOpakalOTh  HWOTO  KyJABTYpHHH 1
TpaBMaTuyHUM q0cBia Ha KopaoHi Mixk CLIIA Tta Mekcukoro.

JlochikeHHsT MEKCHKaHO-aMEPHUKAHCBKOTO KOPIOHY —Ta
igeaTnyHOCTi B TBOpax O. Comica HampsiMy TMOB’si3aHE 3 HOTO
MEKCHKAHO-aMEPUKAaHCHbKMM  pPOJOBOIOM, IO  BiJINOBiJae
BHU3HAUEHHIO YMKAaHO SK OCi0 MEKCHKAHCHKOTO TOXOKCHHS, SKi
xuByTb y Cnomyuenux Ilrarax. OcoOucrta iIeHTHYHICTDH
MUCbMEHHUKA — II€ 1ICHTHYHICTh YHKAHO, sSIKa MOCTAa€E SIK 0COOIHMBE
MeperyieTeHHss  OIKyJIBTYpHOTO — JIOCBiy ~ Ta  TICHUXOJOTIi
MPUKOPJOHHA, IO BiAOOpa)ka€ CKIATHICTh >KUTTS MIDXK JBOMAa
cBitamu. Llg i1eHTHYHICTE (OPMYETHCS HA CTHKY MEKCHKAHCHKOT

7 Anzaldiia G. Borderlands / La Frontera: The New Mestiza (4th ed.). San Francisco : Aunt Lute Books, 2012.
¥ Solis O. Retablos: Stories from a life lived along the border. San Francisco : City Lights Publishers. 2018.
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Ta aMEepPUKAHCHKOI KyJIBTYp, JI¢ IHIMBIIM BiAYyBalOTh BILUTUB 000X
CYCIIIJILCTB, YaCTO OJHOYACHO TMEPEKHUBAIOYM KOH(QUIIKT 1 CHHTE3
KyJbTYPHUX  IIIHHOCTEH Ta  igeHTHYHOCTeW.  Ilcuxosoris
MPUKOPJIOHHS BioOpakae IMHAMIKY XHUTTS Ha MeEXi, Je iCHye
MOCTIHE  MEPEOCMHUCIICHHS  OCOOMCTOI  Ta  KOJIGKTHBHOI
IIGHTUYHOCT], a TaKoX BHUKIMKM, TIOB’S3aHI 3 IOLIYKOM
MPUHANISKHOCTI W camoineHTu(ikamieto. Jliteparypa udnmkaHo, B
SKi PO3TOPHYTO PENMPE3CHTOBAHO IMEHTHYHICTh Ili€l ETHIYHOI
Tpyly, Ma€ AaBHIO TpaaWiio. Sk 3a3Hadae aBTOp aHTOJNOTIi
«/lo/mo3a Mmexxamu: AHTOJIOTISL JIITEpaTypud YHUKaHO» Crencep
Eppepa «11e He HOBA JIITEpaTypa, CTBOPEHO B npyriit momoBuHI XX
CTOJIITTS», «L€ OAHA 3 MEPIIUX JiTeparyp, fKa noeHye o0uiBi
Awmepukn 31 Crapum CBiTOM», BOHa OXOIUTIOE «ICITAHCBHKY
KOJIOHI3aIlif0 1 HACTYNHWH MEKCHUKAaHCHKUW TMepioj, YTBOPEHHS
Crnonyuenux IllrariB Amepuku i BU3Ha4aimbHI MoMeHTH [lpyroi
CBiTOBOI BiliHH, TypOyneHTHi 1960-Ti poku i CydacHICTbY.

IMoctae muranHs, un igeHTHUHICTh ynkano O. Comica, mpo
10 TOBOPUTH NMUCbMEHHHUK B YHMCICHHUX IHTEPB’I0, O3HAYa€, IO
BiH € IPEJICTaBHUKOM JIITEpaTypy YMKaHO. Binmosimaroun Ha Take
MUTAaHHS, BIH TOBOPHUTH, IO WOTO XYIOXHBOIO METOK €
yHiBepcallbHi TeMH: «S1 He BBaxkaro cebe JaTHHOAMEPUKAHCHKUM
npamaryproM. lle sipnuk, sxuii HaBimlyroThb Ha MeHe iHmI. S
MPOCTO MUIIY JJIs Tearpy. Uepes3 CBOE BUXOBAHHS Ta CBOE MUHYIIE
g HEMHUHydYe 3amMOIIorocs B IpoOIeMH  CBOIO  JIATUHO-
aMEpPHUKAHCHKOTO TOXO/DKEHHS, aje 1€ He MOs JIATHHO-
aMEpUKaHCHKICTh, 110 BM3Hadae Te, 10 s numy. € icropii, sKi
BiZIOYBaIOThCSI B3AOBK KOpaoHY modmu3y Emb-Ilaco, Tomy mo s
3BIITH POJOM 1 TOMY, IO S JyMaro, IO Iei PErioH CIOBHEHHIA
HEpO3Ka3aHUX ICTOpPiid. AJie HE3BaKalOUM Ha Te, 10 Oarato Moix
MIEPCOHAXKIB MAOTh MEKCHUKAHCHKE MOXO/DKEHHS, s BIAUyBal0, 10
ixHi iCTOl}(‘))i'l' — 1€ yHiBepcalbHI iCTOpii MpO KOXaHHS, 3pagy Ta
BTpaTy».

OTXe, THUCBMEHHUK 3  OIKYJIBTypHOIO  1JCHTHUYHICTIO
CKEpOBAHUH y CBOil TBOPUOCTI O PI3HUX JITEPATyPHUX TPaTULIiH,
aje B TEpIIy 4Yepry, JO iCIaHChKOI JITEpaTypH Ta iCIaHCHKOTO

? Herrera S. Before/Beyond Borders: An Anthology of Chicano/a Literature. Dubuque : Kendall Hunt
Publishing, 2009. P. X.
' Wilson E. Op. cit.
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tearpy. B inTepB’ro aBropy crarti O. Coiic TpUIyCKae: «... s
JIyMaro, 110 LIeé HE BHUMAAKOBO. S nymaro, 1e ToMy, IO B Hac,
JTAaTHHOAMEPHUKAHIIAX, TeYe ICIaHChKa KPOB, B HAC, YMKAHOC, €
KpOB HAIllUX 1HJIaHCHKUX MPEJIKiB, ajie € TAaKOX KPOB ICMAaHIIIB Ta
ICTIAaHCHKOT KyJIBTYPH. Ile Bce 11e B HAC, IK OW MU HE XOTLIH [bOMY
OIIUPATHCS.

«Hosmii Kixot» O. Comica € Cy4acHOIO IHTEpHpETAIiEr0
0e3cmeptHoro mieneBpa Mirenst nae CepBanreca. Y il m’eci
JpamMarypr TEepeHOCHTh YHTAdiB y MaJieHbKe MPHKOPIOHHE
Mmicteuko B Texaci, e UEHTpaJbHUM mNepcoHax, mpodecop
mitepatypu Xoce KixaHo, TepeXuBae OCOOHCTYy KpH3y, IO
MPU3BOIUTH 110 Horo ineHTudikarmii 3 nerengapaum nunapem Jlox
Kixorom. Sk i CepBantec y cBoemy TBopi, O. Coiic BUKOPHUCTOBYE
IO aJIeropito JUIsd AOCHIHKEHHS DIHUOIIMX TeM, TaKUX K MOUIYK
IIGHTUYHOCTI, TaM’ATh Ta BIUIMB KYyJIBTYPHOI CHAAIIMHU Ha
cydacHe xuTTd. [lig yac mogopoxi, y nomykax ysBHOi Jlynabcinei
npodecop 3ycTpivyae pi3HUX JIOACH, BKIIOUHO TPYITy MITPaHTIB,
SIK1 CTAaHOBJIATH TJI0 HOro MpUroz.

«Cyuacauii» KixoT, 3a 3agymMoM aBTOpa, € aMEpUKaHCHKUM
repoeM, aje He 30BCiM TPaTuIlifiHIM: BiH — Maibke aHTUTEpOH, BiH
3aJMIIAETHCS MPIMHUKOM 1 OOpeThCsl 3 XMMepaMu i JpaKOHAMHU.
[IpoTre cepBaHTECIBCBbKI «JIpakOHW» I[JIKOM peajbHi, BOHHU
MpEACTaBIeHI TNPUKOPJOHHUM MaTpyjaeM 1 TONITHKOIO, —sKa
no30aBnsge 1npaBa rojnocy JaruHoamepukaHuiB. Tox Kixor
O. Cormica — 11e aMepUKaHCHKHI TepOil, ajie MIIHO TOB’SI3aHUN 3
MEKCHUKaHCHKOIO CIIBbHOTOW0. [y 6araTboxX JaTWHOAMEPHUKAHIIIB
y CIHA xnura i mepconax CepBaHTeca € 3HAKOBUMH uepe3
CIUJIbHE ICHAHCBKE KOPIHHS 1 CHUIBHY KacTHUJIbCHKY 1CIAHCBKY
MmoBy. «HoBuit» KixoT mparne cratu numapem B €moXy, A€ HeMae
Mmicusg ans nunapie. llepcoHaxk BucTynmae 3a Oe3mpaBHUX, 32
EKOHOMIYHO HYXIEHHHMX, 32 THX, KOTO BBa)KalOTh HeJerajiaMu
auiie 3a Te, 1o BoHU mepedysatoTh y CIIA, xTo He Mae »KOgHOT
CTanoi iIeHTUYHOCTI. JlaTHHOaMepUKaHChKI TIsgadi, B TIEBHOMY
CEHCl, NEepeKUBAIOTh MOMAIOHE mnouyTTs, ockiipku B CIHA im
BiJIMOBJISIFOTh y MIparHeHHi CTaTH aMEepPUKAHISIMK, OyTH YaCTHHOIO

" Ty i nani npommurosano inTepr’to O. Cornica aBTopy my6ikarii, siKke mie 6yI1o omy6iKoBaHO.
Tak camM0 MMCHbMEHHHUK HaJaB aBTOpY myOuikauii pykonuc m’ecu «Hosuit KixoT», sikuii Takox
He OyJ10 111e 0my6ITiKOBaHO.
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aMepHKAaHCHKOI criTbHOTH. OTIKe, 1S i71esl aHaJIOT1i — I YUKaHOC
CTaTH aMEPUKaHIIEM TaK caMmo, SK XOTiB CTaTH JUIapeM 3 ycima
npusinesmu J{or KixoT — meHTpye CroXkKeT i mpoOIeMaTHKy I’ €CH.

[Iporaronict n’ecu — Buknaaad CepBaHTeca, sIKUH MPAIOE B
KOJEeDKI B MajeHbkoMy wMicteuky Jla Ilmanua B mycrem Ha
MiBJICHHOMY 3ax0[li, Ha KopaoHi Texacy i Mekcuku. 3 BikoM BiH
MOYMHAE CTPAaXJATH BiJ CHUMITOMIB XBOpoOW AJmbIreiimepa.
3aHypIOIOYUCH B ICTOPIi MPO JUIAPCTBO, BiH MOYNHAE HUMHU JKUTH,
MEPETBOPIOEThCS Ha crpamkHboro Kixora, 1 e mepeTBOpEHHS
3arporpaMoBaHe B 1oro iMeHi — KixaHo.

Moxna crtBepmkyBat, mo O. Cormic 3acTocoBye TpuiioMm
TpY, 1 [ Tpa € TMOABIHHOI: Tpa 3 1ACHTUYHICTIO TEPCOHAXKA,
00TsKEHOTO XBOPOOOI0, 1 Tpa IHTEPTEKCTya IbHA —IEPCOHAX 1" ECH
BHUOYJIOBYE CBOIO 1IGHTHYHICTh KPi3b 1ICHTUYHICTH CEpBAHTECIB-
cekoro Kixora. Xoce KixaHo mounHae 1moB’s3yBaTi KHUTH, POMaH
CepBanTeca 31 CBOIM MMHYJIMM, 3 peyaMH CBOIO MMHYJIOIO, 3
BlacHuMH crnioragamu. Ha Bimminy Bing CepBanTteca, apamarypr
MOZa€ TEPENICTOpPII0 CBOIO IEpCOHaka: TMepIl HIXK CTaTu
cepBanTrcToM, repoir O. Comica xuB, mpamoodd Ha ¢epmi 3i
cBOiMH OarbkaMu, OyB ONM3BKWH 3 MarTip’10, 30epir yeper KOHsS Ha
iM’ss  PociHaHT, komm ToW momep. Ilam’daTh TIpo MUHYIE
nepermitaebcs 3 ictopiero JJon Kixora Ceppanteca, i Xoce Kixano
nificHo BimuyBae, mo Ttenep BiH cam € Jlon Kixotom, 1 BiH
JTOKJIaJIA€ BCiX 3yCHITh, I[00 PO3irpaTH MPUTO/IH, sIKi BiH TIaM’ATae 3
KHUTH.

Otxe, O.Comic 3pobuB €BpomeicbKy ictopito npo JloH
Kixora icropi€r0 YWKaHOC, IO JO3BOJWIO CHHTE3yBaTH
MEKCHKaHO-aMEPUKAaHChKy Ta ICHAaHChKY CKJIQZIOBI B €JMHE
miteparypHe 1ine. BignosigHo, igeHtuuHicTh Kixora-Kixano
noOyJoBaHa Ha TEPeXpecTsX TPbOX IISHTUYHOCTEH, a came
MEKCUKAaHChKOI, aMepHKaHCbKoi Ta eBporeicpkoi. Ha3Ba m’ecw,
«Quixote Nuevoy», fKpa3 akIEHTye HOBH3HY JITEpaTypHOIO
MEepCoHaXka, BiH HE Ma€ TUTYNY «IOH» (IpaMaTypr HaBMHCHO
npubupae #oro, mo0 He BUHUKAIO acolliaimii 31 CKOpPOYEHUM
BapianTtoMm iMmeHi Jlonanwna). [epoii €, nificHO, HOBUM TIOPIBHSIHO 3
OaratpMa «peiHkapHarisiMu Kixora B aMepHWKaHCBKIH KyIbTypi,
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Hanpukiaza, 3 koBooem Ha iM’s Jlon Kgikmor (Don Quickshot) 3
HiMoro inmemy mpo Texac.

CyTsb 1i€l HOBU3HH TOSICHIOE aBTOp TBOPY: «/loH Kixor Moxke
OyTH BHUKOPUCTAaHHUM SIK I1HCTPYMEHT JUIl BHUpPAXEHHS onopy
BIIAJIHUM CTPYKTypaM, 6y)15 -AKHM  BIIQJHUM CTPYKTypam, SKi
ICHYIOTb, 1 BiH 4y/I0BO HiAXOMUTH I 1BOTO ... BIH MOXe OyTu

Iy’K€ 3pYYHUM IHCTPYMEHTOM JUIS BUPAXKECHHS OOYypEeHHSI, OIOpy
ICHYIOUUM BJIQJHUM CTPYKTypam, uu Iie pexuMm PpaHko, 4yu Le
pPansSHCHKUI PEXHM, YU 1€, aMEpUKAHChKa CHCTeMa ITPaBOCYII,
aMepHKaHCbKa iMMIrpaiiifHa cucrema, 4u aMEpPHKAHChKa CHCTEMa
nepeBaru Oimoi pacu. on Kixor MO¥ke cTaTH TIICHO TapHOIO
MOJICIITTIO JIUIS BUPAKEHHS LIHX pedeii».'

[Mpuromn Kixora-Kixano BigOyBaeTbcsi Ha Cy4acCHOMY
MEKCHKaHO-aMepPHKaHChKOMY KOPZIOHi, 1 aBTOP BiAMOBIHO JI0 Yacy
1 MicIil OPHUTIHAIBHO PEIHTepHpeTye Mpuroan Kiracuanoro Kixora
3 Jlamanui. Bapto momaru, mo Kixot O. Conica € HeOTHO3HAUHUM
TePOEM y CIPUMHATTI IHIIMX MEPCOHAXIB, TAK CaMO K 1 B pOMaHi
CepBanteca. B pomani CepBanteca € emizon, ne Kixor i Canuo
3yCTpivaloTh B A3HIB, SKi IPSIMYIOTh Ha TaJepH, 1 3BUIBHSIOTH iX. B
m’eci O. Comaca € aHaJIOTIYHHH €1i30]] 3 B’ I3HAMH-ODKEHIIIMH, SIKI
MEPEeTHYIM KOPAOH Ta Oyau 3aapeliToBaHi MPUKOPIOHHHM
TaTpyJIeM. Hpoq)ecop KixaHo po3MoBisf€ 3 LUMH JIOOBMH 1
3BUTBHSE 1X, MICISI YOr0 HOTO KaparoTh TPUKOP/IOHHHKH. Konu Bin
Harajia€ Ha MPUKOPIOHHHKA 1 pATy€e BiJ yB S3HEHHs 3aTPUMaHUX
MITpaHTiB, Ti BiAYYBalOTh CTpax uepe3 HeOakaHHA OyTH
BTSATHYTUMH B KOH(IIKT 3 MPHKOPIOHHOIO CITYKOOI0, IO MOXE
MOTATHYTHU 3a co0oto0 BigmMoBy B rpoMaasacTBi CLIA. Kpim Toro, B
mycrensax 3axigHoro Texacy noOpe po3BHHYTa BITPOCHEPIeTHKA,
ane repoir mecu O. Coxmica BcTymae y IBOOIM HE 3 Cy4acCHUMH
BITpSIKAMH, BIH HamaJa€ Ha OIWH 13 BEJIUKHX, OONaJHAHUX
KaMepaMH  CIIOCTEPEKEHHS, TNPHUKOPAOHHUX  JpPOHIB,  SIKi
KOHTPOITIOIOTh aKTUBHICTh Ha KOPJIOHI.

L1i mapaneni i3 CepBaHTECOM € OCOOJIMBO Ba)KJIMBUMH IS
aBTopa «Hooro Kixora» wepe3 nocBim #oro poaunu. barbko
O. Comica cnouarky OyB HelerajJbHUM MITpaHTOM, SKUN

12 . . .. .
Teepmxenns O. Coiica € ¢pparMeHTOM BiATIOBII HA MUTAHHS aBTOpa cTATTi «Hu Oaunte BU
mock ixeanictudne y cBoemy Jou Kixoti?», 3 iHTepB 10, siKe HA CHOTOIHI 11ie HE 0YI10
omny0IIiKOBaHe.
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npaioBaB B Enb-Ilaco, i #ioro neap He apemopryBamu. Takum
YUHOM, aBToOiorpadiyHi MepekKUBaHHS B I1°€CI IMiJICHIIOIOThH
MOTHB MEKCHKaHO-aMEPHKAHCHKOTO KOPJOHY Ta TaM STh IIPO
ponuHHI TpaBMu. «Bci Moi icTopii — 11e MpUKOpAOHHI icTopii, sKi
MPOTIKAIOTh Y MOIH KpPOBi, i S MPOCTO HE MOXKY iX 0OidTH. S
HamaraBcs IepeixaTu sIKoMOra Jajli BiJl TeéXaChKO-MEKCHKaHCHKOTO
KOpIOHY, ane 1e He momomorio. Illopasy, komm s imy nmam, MeHi
3AEThCS, 110 s CTaro OMK4e 70 AoMy. Tox s BiA4yB, IO iCTOPis
Jon Kixora Oyna 6 myxe JOpPEYHOIO B IIbOMY KOHTEKCTI, ajKe
BOHA € YAaCTUHOIO MOET 1IEHTUYHOCTI», — y3arajbHIOE JpaMarypr
[TizcymoBytOouM, MOXHA CTBEpIKyBard, mo m'eca «HoBuit
Kixor» cywacHoro apamarypra i pexucepa O. Comica akueHTye
HeMHHYIy akTyanbHICTh «J{oH Kixota» CepBanTeca sk MepIIOro
pOMaHy Ky/IbTypH MPHUKOPIOHHS, BCTAHOBIIOKYM napanenai Mix
BIYHUM TONIYKOM i71easiB Ta Cy9acHUM IOIITYKOM iZIEHTUYHOCTI Ha
nepemm MiBHIYHO-aMEPUKAHCBKOT  Ta JIaTHHOAMEPHKAHCHKOT
muBiTi3anmii. Teip Bl,Z[TBOp}O€ aKTyanbm BHKITHKH Cy4acHOTO CBlTy,
30KkpeMa IpoOsieMy KOPIOHIB 1 NMPUKOPIOHHHUX TepHTopm AKl €
OITHOYACHO reorpadiyHIMU, KyJABTYPHUMH Ta CUMBOJIIYHUMH. Kpim
TOTO, T’€ca UTFOCTPY€E CKIAJHOCTI TMOIIYKY 1IEHTHYHOCTI, SKa Y
MPUKOPIOHHUX YMOBaX MEPETBOPIOETHCS HA TpaHC(hopMaliiHy
nogopok. KnacuuHuii icaHCBKMM TEKCT y I’ecl MOCHIIIOE HE
mume  aktyanbHy g CIHIA  npoOnemaruky —amepukKaHo-
MEKCUKAHCBKOTO KOPJOHY, a ¥ BHUSBISAE IHTEPTEKCTyalbHI
XapaKTepUCTUKM  Ta  HANpPSAMKA  PO3BUTKY  TBOPYOCTI
MUCHhMEHHUKIB-HOCIIB 1JEHTUYHOCTI YHMKaHO, Ji€ I1HTEeTrpOBaHi
MEKCHKAHCBKi, aMEPHKAHCBKI Ta €BPONEUCHKI JIITepaTypHi BIUIUBH.

Cnucoxk Jitepatypu:

Anzaldia G. Borderlands / La Frontera: The New Mestiza (4th ed.). San
Francisco : Aunt Lute Books, 2012.
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Bhabha H. K. The location of culture. London and New York : Routledge, 1994.
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Quixote”. Variaciones Borges. 2005. V. 19. P. 103-123.

13 . . - . ..
Ile ruTara 3 inteps’to O. Coiica aBTOpy CTaTTi, 3 HOTO BiAMOBi/i HA MUTAHHS, SIK THCEMEHHHUK
npuiimos f10 ixei Jlon KixoTa Ha aMepHKaHO-MEKCUKAHCHKOMY KOPJIOH.
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Changing the playtext — changing the meaning.
An analysis of two Hungarian playscripts of Hamlet from
the nineties

Ilankone Ta6i Kamanin. 3MiHIOEMO TEeKCT — 3MIHIOEMO CeHC:
aHaJi3 1BOX YropchbKHX cueHapiiB «['amiieTa) JeB'SHOCTHX POKiB.

«YHu moznu 6 6u, sax 6yoe nompeba, suUUMU KIIbKAHAOYAMb ipULLE,
SKI 5 HANUWLY Ut RPUMOYY Myou, uu Hi?» Y — numae F'amnem y akmopie, i mi,
36icno, sionogioaioms: «Mooicna, acuuti npunyey. Yaba Kice (1994),
pedcucep 00Ho20 3 «I amnemiey, npo ki tidemvcs 6 yil cmammi, mie Ou
CRUMAamu 8 C80iX aKmopig me Jic came, KOAU GUPILUE NOCMABUIUY Yio n'ecy
Ha cmyOilunil CyeHi cunamu icbMoXx 6uKoHasyie. Buxopucmanuil y tioeo
8UCMAsi MeKCm 3a3HA8 3HAYHUX CKOPOYEeHb (Wo He OUsHO), ane, Kpim mozo,
8iH BCTNABUB Y WLEKCNIPIBCHKULL OPUSIHANL CBOI 61ACHT CYeHU, 5IKI pAOUKATbHO
SMIHUAU OKYC I, 8i0N0BIOHO, Meccudnc mpaeedii. I abop Kambexi (1991),
AKuU 30TUCHUE CBOI0 NOCMAHOBKY HA MPU POoKU pauiute, He 000as 00
WEKCNIPIBCbKO20 MEKCMY JICOOH020  YYIICOPIOHO20 Mamepiany, Jauie
ckopomus desxi micys 3apaou cmucnocmi. O6uo8i NOCMAaHOBKU MAIU YCHIX.
B yiti cmammi guknadeni MipKy8anHs PO BNAUE MEKCNOBUX CKOPOUYEHb |
donoguenv 0o «lamnemay Illexcnipa na mamepiani 080X mMeampanrbHUX
NOCMAHOB0K — MPAOUYIUHOL Ma ABAH2APOHOL.

Knwuosi cnosa: Binvsam Lllexcnip, mpaeedis «I amnemy, meampanivha
NOCMAHO8KA, MeKcmogi O0n08HeHHs, mekcmogi ckopouenns, Yaba Kicc,
Tabop Kambexi.

If the English think of Hamlet, they immediately have at least
three texts in mind. If the Hungarians do, they have one: Janos
Arany’s 1867 classic translation, the compilation of the Second
Quarto and the Folio. However, if we think of the numerous
theatrical versions of the play, the number of Hamlet-texts

! Tlepexnan JI. TpeGirki.
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multiplies considerably. But can these theatrical playscripts be of
the same worth as their literary sources? Time will tell. What
seems certain for now is that playscripts can shed light on several
otherwise unnoticed aspects of the play, and therefore, as this
paper intends to prove, they are worth dealing with.

Playscripts have a special place in the textology of Hamlet
because they are situated halfway between the printed and the
acted versions of the play. Depending on whether it is the
director’s first version, or it shows a textual condition in the
middle of the rehearsal period (it is very rare to obtain a playscript
showing the final textual state as it was acted on stage); or whether
it is the director’s, the dramaturge’s, the prompter’s, the
technician’s, or the stage manager’s copy, they all show different
states and conditions of the same play-text. They are typically
“postmodern” texts: transitory and multi-authored — paradoxically,
in quite a similar way to Shakespeare’s plays. Not a closed system
like the traditional notion of a literary work, but an open one. Open
to interpretation, open to change.

The shift in the British editorial practice, the growing number
of the different Hungarian translations, and their ever-changing
theatrical application can provide us with an insight into our
changing attitude to a classic literary text and the textuality of this
text in general. The reverence has gone, and it seems that the text
has become an ingredient for creative work. In a broader
perspective, the analysis of the playscripts of Hamlet, a canonical
masterpiece, also raises the question of canonicity; of what it
implies, and whether textual sanctity and constancy constitute the
definition of a canonical work of art, or not. Finally, the analysis of
the textual aspect of a theatrical production can reveal the
director’s ideas of the play, and this way it adds to the
interpretation. In most cases it says “Shakespeare’s Hamlet” on the
playbill, but if we look at the wide variety of playscripts, the
elusive nature of the Shakespearean text becomes obvious, raising
the problem of adaptation.

In his Introduction to the critical legacy of the prominent
Hungarian poet Janos Arany, Péter Davidhazi calls our attention to
this shift in textual critical practice very succinctly. He asserts that
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the twentieth century witnessed the turn from the centralized
“genealogical” textual criticism towards the decentralized “genetic
text-collage”; that is, today’s textual critics accept the fragmented
nature of the literary text, and are more intrigued by its open fluidity
than its closed finality. This change is part of the so-called
“postmodern turn”, which, I believe, has had an overwhelming
influence on our culture in the past few decades, and yet it is very
difficult to define. Davidhazi cites Thab Hassan who demonstrates
the differences between modernity and postmodernity in pairs of
contrast. Thus, modemity relates to postmodernity in the same way
as purpose to playfulness, hierarchy to anarchy, a single artifact to a
process, distance to participation, construction to deconstruction,
centralization to dissemination and so on. In this context, the study
of playscripts contributes to our understanding of the postmodern
textual turn in many ways.

Taking Shakespeare’s Hamlet as my test case, | would like to
show how the theatrical handling of the play went through radical
changes in the 1990s, an exciting period in Hungarian history
either politically, culturally, or theatrically. There were altogether
12 performances in this period, but this paper focuses only on two
playscripts: Gabor Zsambéki’s 1991 Hamlet in Kamra (Chamber),
the studio stage of Katona Theatre, Budapest, and a studio
performance directed by Csaba Kiss in Gyor, 1994. I selected
these productions primarily because their playscripts represent two
extreme ends of the alteration-scale. Both are based on Janos
Arany’s classic translation, but Zsambéki created a rather
conservative and respectful playscript, while Csaba Kiss
considerably de- and reconstructed Shakespeare’s Hamlet.
Zsadmbeéki did not make any other textual changes than the so-
called “classic cuts,” that is certain major and minor speeches
traditionally excised from Hamlet productions.” Kiss employed the
same “classic cuts” together with further omissions, transpositions
and his own insertions. This kind of subversion of Arany’s cultic

Z Classic cuts have already been collected in an article: Glick C. Hamlet in the English Theater —
Acting Texts from Betterton (1676) to Olivier (1963). Shakespeare Quarterly. 1969. Vol. XX.
No. 1. P. 17-35. Although there are significant differences between the English and Hungarian
histories of Hamlet playscripts — the most important being the use of Q1 and Q2 in England,
and the use of several translations in Hungary, — this article can be of great use for
comparison.
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translation, however, did not occur without any antecedents, so in
the following I am going to discuss briefly the socio-political and
cultural context.

Both productions were staged just a few years after the change
of the communist regime when the society could experience a dense
and tense atmosphere with a mixture of anger with the past and
hope for the future, and the playscripts react, even if indirectly, to
this political situation. Another, maybe from our point of view even
more important process was the appearance of the new Hamlet-
translations. In Hungary, Janos Arany is surrounded by just as much
praise and reverence as Shakespeare in the English-speaking world.
Thus when the new translations appeared in the second half of the
‘80s and the early ‘90s,’ they had to be measured against Arany’s
Hamlet-text. What is more, due to Arany’s cultic position, this was
not an easy breakthrough. The ‘80s witnessed an intense debate
about the question of retranslating Hamlet on the pages of a
prestigious literary newspaper between literary scholars and
theatrical people.4 What actually made this debate break out was the
well-known Hungarian writer and dramaturge Istvan Eorsi’s
“retranslation” of the play for the 1983 Kaposvar production, but in
fact Eorsi did no more than made some alterations to Arany’s text,
and he only prepared his own ftranslation a few years later.
However, his subversive “feat” was enough to generate a debate
about whether it should be allowed to touch (or to overthrow
outright, for that matter) Arany’s cultic translation in any way.
Eventually, the fact that all the new translations were born to meet
practical needs (they were all commissioned by theatres) had
proved to justify their existence, and the debate settled down by the
middle of the 1990s. Moreover, Arany’s text had not even been
“dethroned”. Even today, because of its “magic” quality (the
outstanding Hungarian Shakespeare scholar Istvan Geéher’s
expression) it serves as a control text and a reference point for most
directors.

Nevertheless, it has to be seen that there was a strong link
between the need for retranslating Arany’s classic but at some

* Istvan Eérsi’s in 1988, Dezsé Mészoly’s in 1996, and Adam Nadasdy’s in 1999.
* See the articles by Istvan Eérsi, Jozsef Czimer, Tamas Koltai and Balazs Vargha in: Elet és
Irodalom, April 21 and 22, May 27 and June 16, 1983.
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points outdated and incomprehensible text and the directors’
growing interest in manipulating the play-text. I also believe that
this changed attitude can be interpreted as another phase of the so-
called “director’s theatre” present on the Hungarian theatrical
scene since the ‘60s. As a third link, I would suggest that the
postmodern turn in literature (especially the rediscovery of
intertextuality) could possibly influence the directors’ approach to
the text as well. Due to the scope of this paper, these ideas cannot
be elaborated any further here and now, but they hopefully suffice
to illustrate how the different cultural-historical trends can affect
each other.

The alteration of a play for the purposes of staging has
always been a norm in theatre history. What was new from the
eighties was the deliberate effort on the part of directors to rework
the text to suit their conception. We will see how they exchanged
old-fashioned words for modern ones, added new lines, slightly
modified the order of scenes, or combined different translations.

Beside the shift from Arany’s single classic translation to the
plurality of new translations, together with the directors’ reshaping
of the the play-text, there was another process taking place in the
theatrical world at that time: the changes in acting style and points
of interest. By the nineties, the acting style became more intimate,
closer to natural, and, along with this, the covert political messages
gave way to the problems of the individual. At this point, let me
give a brief account of the two productions under discussion to
show how these changes are manifested in them. The nineties were
the time of the studio Hamlets. Nearly half of the 12 productions
of this decade were directed in a studio space. This provided more
intimacy between actors and audience, and also allowed the use of
more natural voice and subtler gestures and movements.

Gabor Zsambeéki directed his Hamlet twice. In 1991 his first
Hamlet was Zoltan Ternyak, who had to be replaced by Gergd
Kaszas, and therefore there was a second premier in 1993. Both
Hamlets were taking notes during the performance. Zsambéki
explained in an interview’ that note-taking stood for Hamlet’s
intellectual attitude, and he wanted to understand Hamlet’s

* Bartok FM, Szalon, 4 April 1993.
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outsider nature: why the society cannot bear him. The sight of the
acting space reinforced the bleak and gloomy world from which a
young man with no prospects is trying to find his way out. The
performance was played on an empty octagonal floor with no
scenery, just props, and the colours of the ageless costumes were
black, brown, white, and grey. The audience surrounded the
players from four sides, so the atmosphere was intimate and
suffocating at the same time. Zsambéki was apparently interested
in the hopeless situation of the individual. According to
contemporary reviews, after Fortinbras’s merciless orders the four
captains did not appear to “bear Hamlet like a soldier to the stage,”
so in the end poor Horatio was left alone dragging the prince’s
corpse irresolutely up and down. If we draw a parallel between the
political context and the performance, Horatio’s puzzled behaviour
might stand for the transitory nature of the period when one
political system has obviously been overthrown and another has
come, but it is still a question who Hamlet is. Is Horatio holding
the remnants of the old system in his arms or the already dead
hopes of the new one?

In Csaba Kiss’s direction the actors did not have so close
contact with the audience, but Kiss also used minimal scenery and
more props. His main conception was to decentralize the play and
divert the focus of attention from Hamlet himself to his
relationships with his mother, Claudius and Ophelia. He was
looking for answers to questions like “What is sin?”, “Is it possible
to tell who 1s guilty?” and if so, “Who has the right to judge and
punish?”. He explained in a conversation that after the change of
the regime there was a strong demand for political retribution on the
one hand, but a kind of passivity or uncertainty on the other hand,
and this hesitation in the society created tension within people. For
the director this situation was so obviously Hamletian that he
decided to articulate the problem in his staging of Hamlet. Kiss
invented two frame-scenes to the original play in which two grave-
diggers were speculating over the dead bodies about who could
possibly be responsible for all the deaths. The first scene then was
followed by Hamlet’s homecoming from Wittenberg — another
invention of the director’s to be discussed later on. This
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retrospective time-structure made a witness of the audience, who
could not but identify with the witnesses rather than Hamlet or the
other main characters.

When staging Hamlet, certain scenes and speeches inevitably
fall prey to the director’s pen because the whole play would last for
more than four hours. In the following, I would like to discuss the
most significant omissions, insertions, and transpositions. There are
two major cuts that both Zsambéki and Kiss eliminate from their
playscripts. The first is the dialogue about the competition of the
boy players and the adult companies in 2.2, which is omitted
because it has evidently lost its topicality. The second cut appears in
5.2: a Lord challenging Hamlet to a duel with Laertes after Osric’s
similar scene. The Lord’s short scene basically repeats what Osric
has already announced to Hamlet a few lines earlier. One may well
wonder whether it was Shakespeare’s carelessness or conscious
decision to place two resembling episodes one after the other. If it
was conscious, then he possibly wanted to reinforce
dramaturgically the ever-annoying presence of bootlickers in the
court. No matter how attractive this explanation may sound,
theatrical practice shows that producers often eliminate the Lord’s
entrance in 5.2 as unnecessary.

Most of the minor cuts® do not influence the meaning of the
play significantly, but they can be omitted for several reasons. The
lack of talk of the ghosts’ peculiar habits in 1.1 and 1.4, for
example, considerably rationalizes the world of the play leaving
Hamlet alone with his wild phantasmagorias about his father’s
ghost. Another reason for smaller alterations might be to change
the rhythm of a scene. Parts like the guards' scene (1.1) or the
Claudius-Laertes scene (4.7) are supposed to be animated. Yet, in
Shakespeare’s text these scenes are lengthy and full of interesting
but off the point elements — maybe the only exception being the

¢ For the sake of completeness, here is a short list of the minor classic cuts. Both producers excise
Horatio’s account of the war affairs between Old Hamlet and Old Fortinbras in 1.1, the
numerous references to the ghosts’ usual habits in 1.1 and 1.4, most of Laertes’ speech to
Opbhelia in 1.3, Hamlet’s short speech about the consequences of the shameful Danish drinking
habits in 1.4, the complicated contemplation between Hamlet and Rosencrantz and Guildenstern
upon the nature of dreams in 2.2, most of the Player King’s speech in the Mousetrap-scene
(3.2), the majority of the dialogue about the plans of Claudius and Laertes to kill Hamlet in 4.7,
most of Hamlet’s account of his sea voyage in 5.2, and finally the First Ambassador’s short
speech in 5.2 which includes the famous line “Rosencrantz and Guildenstern are dead.”
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fencing-scene. They are “lengthy”, but only theatrically speaking,
because many of the so-called “superfluous” passages are lyrical
inserts that used to work on the Elizabethan stage, but not so much
in today’s theatres. On the page, these details can contribute to the
reading experience, but on the stage every useless piece of
information diverts and gradually decreases the audience’s
attention and makes the action complicated and tiresome. If the
events are exciting, the action demands a tighter acting pace with
short sentences and quick replies.

The scene that suffers the most cuts in order to speed up the
action is the discussion between Claudius and Laertes about how
to kill Hamlet in the duel (4.7). Their conversation actually starts
at the end of 4.5 after Ophelia’s exit, but then it is interrupted by
the Sailors’ scene (4.6) in which they deliver letters to Horatio, and
then it continues for another 232 lines in 4.7 until Gertrude’s
entrance. Although Zsambéki keeps all the three scenes, in his
script only 84 lines remain from the original 253, which is a
massive reduction. Thus the action becomes considerably faster:
Claudius and Laertes agree with icy brevity and cruel elegance on
the ways and means of killing Hamlet. As one of the critics
remarked, the cuts made the performance almost opera-like.’

Csaba Kiss keeps altogether more lines than Zsambéki (133).
Yet, what changes the tempo of his scene is not so much the
excisions than the restructured scene sequence. In his playscript
there is no Horatio, and consequently the sailors’ scene is missing.
Claudius and Laertes have their conversation in one go; the only
person to interrupt them is Gertrude who always appears at the most
exciting or (if you like) secret parts of their talk. So Kiss’s cuts
influence not only the tempo but also the characterization of the
relationship between Gertrude and Claudius.

In the original play after having met her brother, Ophelia
leaves the stage alone, but in Kiss’s version she is accompanied by
Gertrude. The king remains alone with Laertes, and takes the
opportunity to explain to him how he personally feels about
Hamlet. He tells him that Hamlet is still alive because “The queen
his mother / Lives almost by his looks” and because of “the great

7 Forgach A. Hamlet borotvaélen [Hamlet on a razor blade]. Szinhdz,. March 1992. P. 8-13.
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love the general gender bear him.” (4.7.11-12,18) Then he
continues to tell him about his personal attitude towards the
prince) when the queen suddenly enters (originally there is a
Messenger entering here), and Claudius has to drop his sentence.
In the script it sounds as follows:

CLAUDIUS:

I loved your father, and we love ourself,

And that I hope will teach you to imagine —

So much for this. (Enter the Queen)

How now? What news?”

The sudden change of the subject creates a tense atmosphere.
Gertrude enters to deliver a letter from Hamlet, and by the king’s
command she reads it out. Since there is no Horatio in this
production, Gertrude takes over Horatio’s role as Hamlet’s best
friend. Later on, in 5.2 Hamlet tells 4er about his sea-voyage. This
alteration makes the mother-and-son relationship especially
emphatic, which must have an effect on the Gertrude-Claudius
relationship, too. After having read out the letter, the king asks
Gertrude, “What do you say to this?”” to which she leaves the stage
speechlessly. After this episode the king and Laertes continue the
discussion of their plans, and Gertrude enters for a second time
with the news that Ophelia has drowned—an obviously
uncomfortable entrance again.

As for Hamlet’s characterization, there is, as I mentioned
before, a significant difference between the basic conceptions of
the two productions. Zsambéki puts the emphasis on Hamlet’s
loneliness and misfit nature, while Csaba Kiss concentrates on the
deformity of human relations that ends in tragedy. Zsdmbeéki
shows the tragedy of the individual, while Kiss shows that of the
community. Therefore, in Zsambéki’s script none of Hamlet’s
soliloquies are abridged by any means. Hamlet is often left alone
soliloquizing to the audience.

As opposed to this, Kiss does not leave one single soliloquy
without modification. His Hamlet also remains sometimes alone,
but his soliloquies are considerably shorter, which suggests that
the director was not so interested in the image of the lonely prince.
Hamlet’s Hecuba-soliloquy, for example, at the end of Act two, is
shortened by one third of it. Four lines are missing from the “To be
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or not to be” soliloquy, and more than half of Hamlet’s last
soliloquy starting with “How all occasions do inform against me”
is omitted, too.

Kiss also puts more emphasis on the point of view of the
average man. He inserts four scenes, some of which have already
been mentioned earlier. In the first scene, two gravediggers (called
“witnesses” on the playbill) are looking at the “quarry” of dead
bodies and one of them mentions that he was there in the harbour
when young Hamlet arrived from Wittenberg. This statement takes
us back to the beginning of the story, and the second scene — still
Kiss’s insertion — displays Hamlet’s homecoming. The director
explained in a conversation that he wanted to see Hamlet’s warm-
hearted reactions when greeting his mother and uncle in the
harbour before knowing anything about the home affairs. This way
there is a sharper contrast when he becomes astonished by the
unexpected news.

The third insertion is an extra scene between Hamlet and
Ophelia, which highlights their intimate relationship. In this scene
the girl is persuading the prince to take back the “remembrances” he
gave her. This insertion is partly Shakespearean, partly the
director’s own creation. Ophelia enters saying:

OPHELIA: The sun is rising, my good lord... I’ve been awaiting
you!

HAMLET: I’'m sorry if you had to wait... Go to sleep...

OPHELIA: I"d like to talk to you, my lord...

HAMLET: Not now!

In the original play, Ophelia comes to Hamlet only in 3.1,
after the grand soliloquy, but in this production this scene comes
immediately after Hamlet’s meeting his father’s ghost. As the
director explained, he wanted to find an explanation why Hamlet
has no time to meet Ophelia. In the original play there are hardly
any scenes which expand upon their relationship. Kiss believes
that it is Hamlet’s unwanted political mission that prevents him
from dealing with his private life. Therefore, he places Ophelia’s
entrance after Hamlet’s “Time is out of joint” speech. The girl
finds the prince in a distracted and distressed mood, which is
further worsened by the girl’s rejection of his love. It is this
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unpleasant situation into which Osric intrudes with his flamboyant
style learning French phrases from a guidebook:

Bonjour, that is good morning, isn’t it?

Je ... je ... je m’appele Osric,

je suis danois ... that is my name is Osric.

Csaba Kiss expands Osric’s part by replacing Reynaldo with
him, so at this point he is entering the stage to talk to Polonius
about his journey to Paris to spy on Laertes. If the different moods
created tension between Hamlet and Ophelia at the beginning of
the scene, now the stylistic clash between the young lovers and
Osric does the same.

Lastly, the director’s fourth interpolation is the final scene
when Fortinbras enters the stage to give orders in Norwegian, and
then leaves. Only his Captain and a grave-digger remain on the
stage with the corpses in the same position as in the opening scene.
The Captain asks, “What assassination has happened here?” — to
which the grave-digger replies, “I don’t know,” then leans the
shovel against the wall and leaves the stage. This is the end of the
performance. The uncertainty of this close invites the
interpretation that the witnesses started an investigation at the
beginning of the play to find out about the whys and wherefores,
but in the end they could not come to any conclusions, so gave it
all up: this time Hamlet’s story remained unsolved again.

To sum up what I have been talking about so far, my aim
with showing up certain elements of the two playscripts was to
show the difference between the two kinds of dramaturgical work.
Zsambéki apparently decided to stage a classic interpretation of the
play (the outcast, lonely young man with a mission impossible),
while Kiss wanted to shift the focus of attention from the
individual hero to the problems of the community. In fact, Kiss did
not want Hamlet to act as a hero. He was just another man who got
into a difficult situation that confused all his previous conceptions
of family, love and politics. His production presents the play from
the spectator’s (that is the investigator’s, or if you like posterity’s)
point of view.

We could also see, however, that beside the human problems
(either the individual’s or the society’s), both producers tried to
reflect upon the political situation of the period, too. Zsambéki
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tried to achieve this without using extra texts. Kiss wrote new
speeches to be interpolated, and these insertions altered the
structure of the whole production. His free use of the Shakespeare-
play raises the question whether it is important to be textually loyal
to Shakespeare. I suggest that not necessarily if the director diverts
from Shakespeare’s text for a justifiable reason like to unfold
certain less elaborated aspects of the play or to give a particular
edge to the production. It can only be acclaimed if a director wants
to say something meaningful with the play — even if the price of
this is some foreign material in the Shakespearean texture. I
personally believe that the failure of most modern Hamlet-
productions is the lack of conception or a personal conviction that
this play is about something that is relevant for us here and now.
However, there remains one question to be answered: Where does
Hamlet end, and where does adaptation start?
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Translating Shakespeare’s Untranslatable Histories

Bupyéanosa Ema. TpynHoumi nepexkiaay icTOpH4HHX XpPOHIK
Mlekcnipa.

V' nopisnanni 3 mpazediamu ma komeoiamu, iCMOPUUHI XPOHIKU
Llexcnipa piowe cmasiaAmucsa 3a MeHcamu AHIOMOBHUX KPAiH, OCKINbKU
8BAIICAEMBCSL, WO ICMOPUYHA Cheyuika pobump iX MeHws 3pYUHUMU 8 NAAHI
MO6HOI Ul KynbmypHoi aoanmayii. ¥ yiti cmammi ananizylomvcs npukiaou
MPbOX MeampanrbHUX NOCMAHOB0K, AKI cynepey 32a0amnii meHoeHyii 6yau
yeniwHo  30iticneni 6 ocmaunHio uygepmb XX cmonimms 6 Kpainax
KoHmunenmanvHoi €sponu. uexocirosayvka npem’epa «lenpixa Vy (1971—
1975) y UYecvkomy Hayionarvnomy meampi pexcucepa Mipociasa
Maxaueka, «Ten Oorlogy (adanmayis osox [eupiad eornanocvkow ma
¢panyysvkoio mosamu) Toma Jlanoe i Jhoxa Ilepcesars (1997) ma
¢panyysvka npem’epa «lenpixa Vy 3a nepexnadom Kana Miwens [lenpa i
pearcucyporo JKana-JIyi Benya na Asinviioncekomy gecmusani (1999).

YV ecix mpwox eunadkax npueabausicmv meampanbHUX UCMA8 Ois
NEepPesaNdcHo HeaHeIOMOBHOL  ayOumopii MOJICHA NOACHUMU MUM, U0
HaucepliosHiwi  npobniemu  MPAHCAIHSGICMUYHOI U MPAHCKYIbMYPHOT
adanmayii nepexnadayam i pexcucepam 60a10Cs Nepemeopumuy Ha 20106Hi
nepeeazu yux IHHOBaYiliHUX nocmanosok. Bucmaea «Ten Oorlogy («Ha
8iliHIY) 00’conana eicim icmopuunux n’ec Illexcnipa y 3axonnwowue
decsimueoOunHe 8udoguwe, O0e NOCHIO08HICMb | Oe3nepepeHicms onosioi
nepesaxcana Hao icmopuyHoro oocmogipuicmio. Yecvkuu «lenpix Vy
BUKOpUCMAB  YACO8Y  GIOCMAHbL  MIJC — CepeoHbOosiuHO  Anenielo 1l
momanimapuoio  Yexocnosauuunoro, wod cmeopumu egexmuHull y
opamamypeiyvHomy U JIHSBICTMUYHOMY NIAAHI — eleMeHm  NONIMUYHOI
nposoxayii. @panyysvkomy «leupixy Vy eoanoca supiviumu npomupiuus,
sAKe @nacmuee nepexkiady aHmugpanyy3vkoi n’ecu, Hanucanoi cymiwiutio
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€MU3ABEMUHCOKOI  AH2NIUCLKOI  ma  CnomeopeHoi  (panyysvkoi  Mmos,
SMIHUGWU CRIGBIOHOWEHHS MIJIC MOBAMU MA NPeOCmAagueuiy CYeHapit y
KOMOIHayii cyuacHoi @panyy3pkoi MOGU 3 HEGeNUKON KiLlbKICMIO pPsOKIS.
6U0JIOULEHUX CHOMBOPEHOIO AHSIIIICHLKOIO.

Knwuogi cnoga: icmopuuni xpouiku I[llexcnipa. «lenpix Vy, «Ten
Oorlogy, mpancninegsicmuuna i mpauckyibmypna adanmayis, Mipocias
Maxauex, Tom Jlanoe.

In his foreword to Shakespeare’s History Plays, Dennis
Kennedy quotes the Belgian writer Tom Lanoye, who observes
that to Belgian audiences these plays are “a baffling series of
conspiracies, marriages, murder, and battles” while “Richmond
and Kent are not historical figures or geographical place names,
they are cigarette brands.”' Although it is certainly true that
Shakespeare's Histories pose special challenges to theatre-goers
outside of the British Isles, Manfred Pfister has criticized
Kennedy’s choice of the quote by the co-creator (along with the
theatre director Luk Perceval) of Ten Oorlog (At War), an epic
ten-hour Dutch-French version of Shakespeare’s two Henriads, as
a “willfully self-defeating move in the argument” for
transferability of the plays into non-Anglophone settings.” But
does not Kennedy’s choice of the quote (as do the essays that
follow his foreword in the volume) rather testify to the immense
complexity of the whole process of transferring dramatic texts
rooted strongly in the original country and language of production
into other linguistic and cultural milieus? Lanoye encapsulates
perfectly the multifaceted conundrum presented to translators and
theatre directors alike by elements such as proper names, which
are an integral part of the original text and its meaning but which
at the same time usually cannot be easily translated into another
language: their potential to confuse foreign audiences; the notion
that these features may render the text as a whole somehow
untranslatable; and the paradox that when the text surrounding
them is translated, these elements will often acquire meanings and

! Shakespeare’s History Plays: Performance, Translation and Adaptation in Britain and Abroad /
ed. Ton Hoenselaars. Cambridge : Cambridge University Press, 2004. P. 3.

? Pfister M. Review of Shakespeare’s History Plays: Performance, Translation and Adaptation in
Britain and Abroad. Shakespeare Quarterly. 2006, V. 57 (1), P. 91-96. The review is otherwise
mostly positive.
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associations not present in the original nor explicitly intended by
the translator(s). This essay looks at examples of three approaches
to translating and adapting Shakespeare’s history plays, which can
be considered, in each case for different reasons, as extreme, but
which were simultaneously theatrically successful: Lanoye’s and
Perceval’s Ten Oorlog from 1997; the Czechoslovak premiere of
Henry V directed by Miroslav Machacek at the Czech National
Theatre in Prague between 1971 and 1975; and the French
premiere of Henry V directed by Jean-Louis Benoit at the Avignon
Festival in 1999.

Kennedy quoted Lanoye from the marketing text on the
cover of the Ten Oorlog three-volume set, but the Belgian writer
and translator had also resorted to the seemingly facetious cigarette
brand analogy in a newspaper article published shortly before the
production’s Belgian premiere in order to argue that the potential
for loss and confusion incurred by translating the histories is
outweighed by a sense of freedom and possibility not quite
available to directors of the histories’ Anglophone versions:

To us, Kent is a pack of cigarettes or somewhere something in
England, but to the English it is a historical icon. To us Gloster [sic]
is something way more abstract than to the English, and also more
exotic. Having discovered this, I started feeling more free, I started
playing with it. All of a sudden I realized that I could leave the
historical perspective behind to look what lies beneath.’

That Lanoye and Perceval’s instincts about the dramatic
potential of the histories in translation were correct is borne out by
the overwhelmingly favorable reception of Ten Oorlog.4 Two
years later it was even translated into German and staged, again
with considerable acclaim, at a number of venues across Germany

3 Laurens de Kreyzer: “Als een ruine die je opgraaft.” De Standaard 24. October, 1997. T am
quoting from the translation on p. 11 of Inneke Plaschaert’s MA thesis, published
electronically at (Plaschaert I. Contemporary adaptions of Shakespearean drama: the language
use in and reception of Ten Oorlog by Tom Lanoye and Luk Perceval. 2010-2011.

URL: http://lib.ugent.be/fulltxt/RUG01/001/786/574/RUGO1-
001786574_2012_0001_AC.pdf.).

* Ten Oorlog (At War) transforms Shakespeare’s eight histories into shorter six more closely
interconnected plays. It was well attended and positively reviewed by both theatre critics and
literary scholars. It premiered on November 22, 1997 in Kunstencentrum Vooruit in Ghent. For
a detailed account of the reception, see de Kreyzer’s thesis cited above (Plaschaert I. Op. cit.
P. 14-25.
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and Austria.” Although Lanoye himself claimed, probably with
some hyperbole, that he was completely confused by the plots of
the original eight plays, when he first encountered them, the
extensively adapted translation he crafted was to the Belgian and
Dutch (and later in the German version German and Austrian)
audiences much more than the baffling maze that their translator
and adapter initially saw them as.°

The peculiar resilience of characters’ names, which refuse
both to yield to a translation and to continue signifying as they did
in the original text, is part of the tricky logistics involved in
translating the linguistically, historically, geographically, and
culturally determined realities of the plays. The problem extends to
all proper names as well as to expressions of difference between
languages such as words, lines, or entire passages either in dialects
of the plays’ original language or in a different language
altogether. In a translation, these elements will inevitable stand
apart from the rest of the play text since they will either be left
untranslated or they will have to be accommodated through
various resourceful translating moves. The issue is naturally more
urgent in performance as printed play-texts can bypass many of the
problems with the aid of paratextual devices such as footnotes or
endnotes, typographic distinctions like italics, or explanations
included in the prefatory matter. Yet the question of how to
accommodate these translation-resistant elements is far from a
purely technical one. The problem is closely linked to the
meanings communicated by the history plays themselves and to
their status as works in which the past and the present come
together to provide the audience with a novel perspective on both.

As Romeo and Juliet find out, there is power in names.
Similarly, the device of linguistically “othered” speech is deployed
to express power relations between the characters involved. Dirk
Delabastita points out in his discussion of Shakespeare’s use of
translation as a dramatic device that “using a certain language, or
using it in a certain way, will place you inside or outside a social

* The German version was entitled Schlachten (Battles) and opened at the Salzburg Festival on
July 25, 1999. The text was translated into German by a team of translators headed by Klaus
Reichert.

¢ Plaschaert I. Op. cit. P. 11.
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group and earn you a relative position of status and superiority, or
one of vulnerability.”” The relationship between linguistic
difference and various forms of power, both in literary texts and
real life, has been identified and theorized by thinkers including
Jacques Derrida and Pierre Bourdieu.® A translator confronted with
one of the translation-resistant elements needs to do something
else than find a lexically and syntactically suitable equivalent for
it. Whether this element consists of one or many words, the
translator has to come up with a dramaturgically convincing
solution that will effectively communicate to the audiences the
power dynamics implicated in the translation-resistant element in
the original text.

Shakespeare’s history plays repeatedly enlist linguistic
difference in the service of dramatizing the political, military, and
interpersonal conflicts they depict. The plays in fact feature
linguistic difference in all the major incarnations possible from an
Anglophone perspective: native mainstream (i.e., non dialectal)
English, regional dialects of English, English spoken imperfectly
by non-native speakers, languages other than English spoken by
their native speakers as well as (usually imperfectly) by English
characters. While in All’s Well That Ends Well Paroles has to fear
only for a brief moment that he “shall lose [his] life for want of
language” (4.4.70), in the worlds of the history plays the ability or
a lack thereof to speak a particular language or dialect generally
comes with more serious repercussions for the speakers.

Ten Oorlog embraces this dimension of the plays, despite the
logistical difficulties that inevitably accompany the process of
translating an already multilingual text. On the one hand, Lanoye
approached some of the challenging passages by simply
eliminating them: for instance, the whole Welsh subplot from
Hendrik Vier (the part of the cycle corresponding to the two

" Delabastita D. Translation as a dramatic device. Shakespeare and the Language of Translation |
ed. Ton Hoenselaars. London : Arden Shakespeare, 2004. P. 34.

8 Some of the most relevant texts include: Derrida’s Monolingualism of the Other or, The
Prosthesis of Origin, trans. Patrick Mensah (Stanford University Press, 1998), originally
published in French in 1996, and The Ear of the Other: Otobiography, Transference,
Translation (University of Nebraska Press, 1988), originally published in French in 1982; and
Bourdieu’s Language and Symbolic Power (Harvard University Press 1999), the original
French essays translated in the English volume were published between 1977 and 1982.
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Henry IV plays) is cut, along with its need for lines of improvised
Welsh spoken (and sung) by Glendower and his daughter. The
intricate geopolitical landscape of Shakespeare's two Henriads is
also streamlined: almost all the foreign wives of English characters
featured in Ten Oorlog are French (e.g. the wives of Richard IT and
Mortimer, who in Shakespeare’s versions are of composite
Spanish/Czech and Welsh origins respectively) and all the
rebellions, taking part in the original plays across different parts of
the British Isles, are concentrated into Ireland.’

Yet Lanoye crafts for each of the plays in his cycle a distinct
linguistic signature, which draws on the same dramatic techniques
as do the originals' bilingual scenes, many of which he eliminated.
This linguistic signature emanates from each play’s respective
monarch and not only helps set the tone for the plot but in a sense
becomes part of the action, as if providing a parallel running
commentary on the unfolding events. Henry V’s equivalent in
Hendrik de Vijfden speaks in a straightforward and almost
colloquial Dutch interspersed with Flemish words, which forges a
strong association between him and the ordinary Flemish-speaking
soldiers and at the same time brings his speech closer to the
language spoken by the Flemish audiences for whom the play was
originally written. After the victory at Harfleur, the French
Princess (and Hendrik’s future wife) sings the same Flemish song
sung by the English king and by the soldiers earlier in the play.
These dramaturgical choices imaginatively convey the play’s
interest in language as a tool of both conquest and leadership as
well as its particular take on the relationship between language and
power, namely that a popularization of language can operate as
part of a ruling strategy. In Richaar Deuzieme the monarchical
language is an archaically flavored Dutch with frequent French
interpolations, spoken by the king and his adherents but gradually

? Plasschaert discusses the adjustments to the plots and the languages of the play on p. 26-87 of
her thesis (Plaschaert I.). There are only two published works specifically dealing with Ten
Oorlog: Hoenselaars T. Two Flemings at War with Shakespeare. Shakespeare’s History Plays:
Performance, Translation and Adaptation in Britain and Abroad / ed. Ton Hoenselaars.
Cambridge : Cambridge University Press, 2004. P. 244-261; Vos de J. Shakespeare’s History
Plays in Belgium: Taken Apart and Reconstructed ‘Grand Narrative’. Four Hundred Years of
Shakespeare in Europe / eds. Ton Hoenselaars and Stanley Wells. Newark : University of
Delaware Press, 2003. P. 211-222.
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limited only to Richaar himself and supplanted by the more
contemporary Dutch spoken by Bolingbroke’s equivalent Hendrik
Vier. The translator announces his particular take on the
connection between political power and language as “Richaar”,
the phonetically rendered Flemish pronunciation of Richard, and
“Deuziéme”, the spelt-out French ordinal following it, morph into
the hapless king’s bilingual appellation that also lends its name to
the play’s title. The bifurcation implied in both the play’s and the
king’s titles as well as in Richard’s unnaturally hybrid speech
feeds into the divisions and breakdowns that eventually lead to the
Richaar’s deposition and demise.

Although it was clearly not the sole factor, at least some of
the success of Ten QOorlog can be attributed to the linguistic
difference already present in the original plays being adopted and
adapted as an integral part of the translation’s design. A
coincidental but convenient alignment between the multilingual
dynamic in Shakespeare’s plays and in the linguistic milieu into
which they were transplanted would have facilitated the complex
process. French is by far the most prominent of the foreign
languages featured in Shakespeare’s histories. Even in Richard Il,
where the language per se does not make an appearance, the king
is directly associated with France when he is referred to, through
his foreign birth place, as “Richard of Bordeaux”. Similarly, in
Lanoye’s and Perceval’s home-base, the Flemish-speaking part of
Belgium, French is the most commonly present second language
and as such it also carries a strong political charge.10 French thus
offered itself readily (along with the differences between Dutch
and Flemish and more sporadic use of other languages and
dialects, including British and American English) as a productive
tool in the dramatization of the relationship between language and
power in Ten Oorlog.

While the extreme nature of 7en Oorlog lies in its ambition
to cover all of the eight continuous history plays, combine them
into a single production with a varied but continuous sense of
political and linguistic power dynamic, the Czechoslovak premiere

' French was Belgium’s only official language until 1898. Tensions between the Dutch and
French-speaking parts of the country are deep-rooted and official delineation of the country into
Dutch and French speaking regions is granted in the 1970 constitution.

101



II1. IllekcnipiBCbKHMIl JUCKYPC

of Henry V directed by Miroslav Machacek between 1971 and
1975 for the Czech National Theatre in Prague embraced another
kind of extreme. This production ventured to use Shakespeare’s
play in Czech translation as a tool of political resistance and
enlisted a particular feature of the play’s multilingual power
dynamic for this purpose.'' The early 1970s in Czechoslovakia
were in the spirit of a repressive Soviet-backed regime, put in
place after the invasion of the country by the armies of the Warsaw
Pact in August 1968. Although the atmosphere was not in the least
conducive to any semblance of freedom of artistic expression,
elements of political dissent can be found in every type of cultural
production from this time, from theatre and film through visual
arts and music to literature. Repercussions for creators of the
subversive art often followed but they varied greatly in their
severity and consistency. As had been the case at other points in
Czech history, Shakespeare’s plays provided a useful vehicle for
some of this dissent. © From the perspective of the totalitarian
regime, Shakespeare’s panopticon of characters from diverse
social, economic, and cultural backgrounds and their various
interactions and conflicts could virtually always be read as
depicting some form of class struggle and were hence amenable to
some degree of Marxist re-interpretation, as was at least nominally
expected of all cultural production at the time. Ironically, artists
saw in that same dramaturgical variety of the plays a vast
repository of opportunities for sometimes less sometimes more
covert political dissent.

Machacek must have sensed this potential too when he made
the choice (and succeeded in obtaining the requisite approval) to
not only direct the Czech premiere of Henry V but to do so at the
country’s most prestigious performance venue, the main scene of
the National Theatre in Prague. To the authorities, the play must
have initially looked innocuous enough as one of Shakespeare’s
more obscure pieces, dramatizing an episode from military history

' The production is described briefly by Martin Hilsky in the documentary Shakespeare v
Cechdch (Shakespeare in Bohemia), directed by P. Palous, 2001.

2 For a discussion and overview of this phenomenon, see Prochazka M. Shakespeare and Czech
Resistance. Shakespeare: World Views / ed. H. Kerr, R. Eaden, M. Mitton. Newark : University
of Delaware Press, 1996. P. 44-69.

102



Vyroubalovda Ema. Translating Shakespeare’s Untranslatable Histories.

that had happened in a distant corner of medieval Europe. Yet the
parallel between the play’s theme of England’s invasion and
political takeover of France and the recent Soviet invasion and
ongoing occupation of Czechoslovakia would have been hard to
miss for anyone who understands that drama set in a time and
place distant from one’s immediate reality can still be politically
relevant. And the production did not leave it at this broad parallel
only. The play was performed in a modern Czech translation by the
renowned translator Bfetislav Hodek, commissioned especially for
the performance, but Machacek and Hodek, who were co-credited
as the dramaturges of the production, also made a number of
unscripted changes to the official translation. The most notable of
these alterations concerned one of the play’s multilingual passages
— the scene with the English, Welsh, Irish, and Scottish captains
speaking to one another in their respective English dialects (3.2).
The main challenge this scene presents to any translator is whether
and how to render the respective English dialects from the different
corners of the so-called Celtic periphery in a language other than
English. The official published version of Hodek’s translation
replaced the Irish, Scottish, and Welsh dialects with an assortment
of Czech dialects, which had by then become relatively obsolete,
and the audiences, if they were familiar with them at all, would
have known them from historical literature and films rather than
from real life.

However, in the performances, Fluellen’s lines were
rendered in a Czecho-Slovak patois that sounded suspiciously
similar to the speech of the First Secretary of the Czechoslovak
communist party Gustav Husak, who replaced Alexander Dubcek
in the post after the Soviet invasion and so became a living symbol
of the repression that followed. Both Dubcek and Husédk were
Slovak, but unlike his predecessor, Husdk on official occasions
sometimes chose to speak Czech, into which he liberally mixed
vocabulary from his native Slovak, sometimes to an unintended
comical effect. Given the political climate at the time, imitating
(and implicitly mocking) the language of any figure from the
country’s political leadership would have been patently dangerous
in any kind of public venue. In this case the transgression was
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aggravated by the specifics of the context in which it was carried
out: that of a major production mounted at the country’s most
important theatre; the offending lines were incorporated into an
explicitly comedic scene; both the scene and the character
concerned deal with the topic of ineffective leadership. Moreover,
the colonial subtext of Shakespeare’s original scene, which
negotiates the uneven relationship between England with its early
colonial ambitions and the lands of the so-called Celtic periphery,
helped evoke the on-going Soviet occupation of Czechoslovakia.
The subversive Fluellen proved very popular with theatre-
goers, who frequently interrupted the performances with
impromptu applause and cheering. Machacek was eventually
forced to switch the Welsh Captain’s lines back to the obscure
Czech dialect originally scripted in Hodek’s translation but the run
of Henry V was allowed to continue and even in this “sanitized”
version the play continued to attract audiences. By the time it
closed in 1975, it had been performed over one hundred times,
which made it into one of the most successful Czech productions
of Shakespeare. In his biography Machacek describes how he
defended himself from accusations of creating anti-socialist art, by
insisting that he “had the best intentions of producing a play with a
clear and straightforward anti-war theme” and that it was not his
fault that the spectators were seeing unintended parallels and
references in the play-script.]3 Machacek’s punishment was
relatively lenient as he was banned from working for film,
television, and radio but allowed to continue to work in the less
socially influential medium of theatre, although even in this
capacity he was subjected to periodic harassment from the
authorities, which eventually led to a major nervous breakdown
and a lengthy stay at a psychiatric hospital in the mid 1970s. The
(mis)fortunes of Machacek’s Henry V' show how the connection
between language and political power, already implicit in the plots
of Shakespeare’s histories, can be further amplified and re-
appropriated through a textually and technically relatively simple
intervention, such as a strategic tweaking of the lines of a minor

'3 These events are outlined in his short autobiography: Machacek M. Zapisky z blazince (Notes
from a Madhouse). Prague : Cesky spisovatel, 1995.
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character like Fluellen. A production with its strategic linguistic
quirks could thus empower its creators in the sense of arming them
with a vocal weapon against a political reality on which they could
otherwise have little impact. Given the extreme imbalance of
powers that defines a totalitarian political climate, the authorities
could of course easily strike back, as they did when they half-
silenced Machacek's artistic career.

My final example of successfully translating Shakespeare’s
histories into seemingly inhospitable linguistic and cultural
contexts, deals with an extreme technical challenge: translating
Shakespeare’s arguably most French play, Henry V, into French.
As Jean-Michel Déprats has observed:

Over and above the more common difficulties of Shakespearean
translation, Henry V confronts one with specific linguistic
problems and oddities that baffle the French translator, leaving
him at many points with little choice but to adapt, transpose,
recreate, 'undertranslating' in some instances ... or leaving it to the
actors to translate the untranslatable."*

Déprats is speaking here from his own experience: he has
authored both the French version of the screenplay for the dubbing
of Kenneth Branagh's Henry V' and the French translation of the
play used in the historic performance of Henry V' in Avignon in
1999. The precariousness of the task of translating Henry V into
French is not merely due to the logistical issue of having to render
what is essentially a bilingual English-French text (compounded
further by dialectal and non-standard features), into French. A
political dimension of course contributes to the challenge even
though the politics involved are very different and less extreme
than the situation faced by Machacek's Czech Henry V' in the
totalitarian Czechoslovakia of the 1970s.

When visiting Versailles, Samuel Johnson jocularly proposed
a production of Henry V in its new Opera Theatre. Yet it took over
two more centuries for a performance of the play to see the light of

'* Déprats J. M. A French History of Henry V. Shakespeare’s History Plays: Performance,
Translation and Adaptation in Britain and Abroad / ed. Ton Hoenselaars. Cambridge :
Cambridge University Press, 2004. P. 76.
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day in France."” Ariane Mnouchkine had considered taking it on
with Théatre du Soleil in the 1980s as part of a longer Plantagenet-
themed cycle but eventually abandoned the idea. Even the Henry
VI plays, which contain both anti-French sentiment and technically
challenging bilingual elements, had their French premieres before
the globally more popular and better-known Henry V.'® That the
premier of a French Henry V on the French soil eventually took
place as the inaugural show of the country's most prestigious
annual performing arts festival seems to amount to an implicit
acknowledgement that a production of it was indeed long overdue
but overdue for good reasons.

Déprats describes the process of crafting the translation for
this occasion in terms of being forced to pick the least
unsatisfactory option from a set of inevitably imperfect choices.
He talks about the decision which any Francophone rendering of
Henry V will require at the outset — choosing between retaining
Shakespeare's (idiosyncratic, often unidiomatic, and now also
dated) French and translating it into modern French along with the
rest of the lines — as deciding between “two perhaps equally failing
alternatives.”'” The third option of translating the whole play into
Renaissance or medieval French is theoretically also possible but
naturally not attractive to contemporary audiences. These three
basic templates can be further hybridized and adapted: in the
translation by Genevieve and Daniel Bournet from 1992,
Shakespeare's French is translated into medieval French, in an
effort to put the play's historical context in the service of a
dramatically viable recreation of the original's language dynamic.
Déprats dismisses this arguably original solution as “crazy
inventiveness”.'® Although his harsh call seems to betray a sense
of professional rivalry with the Bournets, it underscores the

'S The anecdote from Johnson's visit to the theatre was recorded by Hester Piozzi and is cited in: Dr
Johnson on Shakespeare / ed. W. K. Wimsatt. Harmondsworth : Penguin Books, 1969. P. 121.

' For more information on Mnouchkine's history cycle planned in the 1980s but never realized
and Stuart Seidl's Henry VI productions in 1995, see: Goy-Blanquet D. Shakespearean History
at the Avignon Festival / Shakespeare’s History Plays: Performance, Translation and
Adaptation in Britain and Abroad / ed. Ton Hoenselaars. Cambridge : Cambridge University
Press, 2004. P. 229-230.

' Déprats J. M. Op. cit. P. 79. The decisions summarized in the rest of my paragraph are
discussed in detail on pages 78-89 of the same article.

" Ibid. P. 81.
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difficulty of reproducing the linguistic, political, and dramatic
dimensions of Shakespeare's text all at the same time.”” The
relationship between power and language which emerges out of
the conundrum of a French Henry V' seems to centre on the
powerlessness of the translator.

Yet a closer look at Déprats' engagement with Henry V
reveals the translator exercising a large degree of agency to create
dramaturgically viable, commercially successful, and critically
acclaimed products. He tailored each of his translations to the
respective medium: in the case of Branagh's film he opted to keep
most of Shakespeare's French since he deemed its unidiomatic
anglicized flair a good fit with the British actors portraying the
French characters; in the case of Benoit’s Avignon production he
chose to translate Shakespeare's French lines into modern French
along with the rest of the play, recreating the multilingual dynamic
of the original by retaining a selection of simple and sometimes
garbled English lines from moments in the text such as the
Language Lesson Scene or the Wooing Scene, which would be
readily comprehensible to most French spectators.

The challenges that Shakespeare’s history plays present to
those who seek to translate and adapt them into non-Anglophone
linguistic and cultural contexts have to do less with the ability of
other languages to capture the nuances of Shakespeare's language
as the ability of the translated text to capture the cultural freight of
those moments in which Shakespeare's “English” text itself enlists
elements of foreign languages and depends on them for its poetic
and dramaturgical effectiveness. These polysemic elements in the
original texts ultimately compel translators to craft creative
solutions that actively draw on the specificity of the languages and
contexts into which they are translating the plays.
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Festive Comedy Galore in Ben Elton’s Shakespearean
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Jiginremon /legio. Po3MaiTTsl CBATKOBUX KOMeAiil y mexkcmipis-
cbkomy cuTkoMi bena Eatona «Bopon-Buckouens» Ha BBC.

I[n cmamms npucesuena memi céamKo6oi Komelil, KO B60HA
nocmace 8 cywacromy menecepiani BBC « Bopon-euckouenvy. Asmop maxooic
32a0ye meampanvHy n’ecy «Bopomn-guckouensvy 2020 poxy. Ilopu ne oyorce
wanobnuge cmasienHs 00 GUXIOHO20 Mamepiany (JHcumms ma meopyicmo
llexcnipa), cepian 8i0meopioe Oyx WeKCHIPIBCLKUX N'€C Ma 1020 YAacy.

Knrwowuoei cnosa: menecepian «Bopou-euckouenvy, ben Enmon, [legio
Mimuen, [llexcnip, wekcnipigcbka Komeois, C6AMK08a KOMeOis.

This paper will focus on the recent television series Upstart
Crow written by Ben Elton and starring David Mitchell. There
have been 21 episodes thus far spanning three series and including
three Christmas specials. There has also been a recent theatrical
play, The Upstart Crow, with an added definite article, which had
a limited run unfortunately due to the Covid crisis. Each of the
episodes takes its title and draws inspiration from either one or
more of the plays or the sonnets. The festive comedies are
referenced repeatedly, in particular Twelfth Night and As You Like
It and in one episode even Love’s Labour’s Lost. The current paper
will focus on certain episodes and the recent play which draw
inspiration from the festive comedies and often parody them.

The episodes of Upstart Crow are actually structured along
the lines of romantic comedies. Robert Greene, where of course

! Robert Greene (1558-1592) was a playwright and one of the so-called University Wits. He is
mostly remembered at present for his petty attack on Shakespeare in the tract Greenes, Groats-
worth of Witte, Bought with a Million of Repentance from 1592 which includes his resentful
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the title comes from, is Master of the Revels and almost always
plays the role of the butt, the killjoy, scheming to bring
Shakespeare to his knees. Christopher Marlowe” acts the fool much
of the time, being a man about town who Shakespeare generously
allows to take credit for some of his plays, specifically The Jew of
Malta in episode three. Both John Shakespeare and Ned Bottom
(Shakespeare’s London servant) function as rustic clowns of sorts.
The series mostly takes place in two locales, Shakespeare’s two
homes in London and Stratford, with the trips back and forth
providing an ongoing gag involving a critique of the inefficient
British transport system. This movement from the city to the
country and back again several times is reminiscent of what
Northrop Frye calls “the drama of the green world”, with the
juxtaposition between the rural and urban settings. Upstart Crow,
like the festive comedies, almost always concludes with a
celebration of marriage and in contrast to most potboiler treatments
of Shakespeare’s love life, the Bard does have a wandering eye, but
inevitably fails and in the end seems most at ease with Anne back at
home. The episodes almost always conclude with husband and wife
sitting at the fireside puffing on pipes, often with Anne providing
common sense andcountry wisdom to her genius, head-in-the-
clouds, husband. There is usually a happy ending with resolution or
what C. L. Barber famously calls “through release to clarification™*
There is also a great deal of celebration of festivity of various kinds,
particularly in the Christmas specials, with the writer Ben Elton
often parodying the popular image of English Renaissance
‘roistering’.” Finally, another one of the ongoing themes in the
television series is the desire on the part of Kate, the daughter of
Shakespeare’s landlord in London, to act in the theatre. Her

statement about his younger, more successful colleague: “... an upstart crow, beautified with
our feathers.” The characterization of him in the tv series is, of course, entirely fictional.

? Christopher Marlowe (1564—193) was a highly successful playwright whose life was tragically
cut short at the age of thirty-nine. Marlowe is occasionally put forward as being the true author
of Shakespeare’s plays, given his higher social standing and university education. This makes
the depiction of him in Upstart Crow all the more delightful, as he is the dunce for a change.

* Frye N. Anatomy of Criticism: Four Essays, Princeton : Princeton University Press, 1957. P. 196.

4 Barber C. L. Shakespeare’s Festive Comedy: A Study of Dramatic Forms and its Relation to
Social Custom, Princeton : Princeton University Press, 1959. P. 17.

* In episode 13, the Christmas special, 4 Christmas Crow, Shakespeare invites Marlowe, Kate,
Bottom and Greene back to Stratford where they play various games such as Snuffle the Truffle,
Snaffle the Apple, Make Merry with the Berry, all of which seem to boil down to the same thing.
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ambitions are, not surprisingly, repeatedly discouraged and
mocked by not only Shakespeare, but by the trio of actors at the
Red Lion Theatre, in particular Henry Condell who specialises in
cross-dressed female roles and whose livelihood would be
threatened by actual women taking the female roles.

There are obvious parallels between the television series and
earlier literary treatments of Shakespeare as a literary character.
G. B. Shaw, for example, in his play The Dark Lady of the Sonnets
brings up many of the same objections to the misogynist and
downright offensive language of sonnet 130, which is lampooned
with great gusto in episode four. Caryl Brahms and S. J. Simon’s
delightful novel No Bed For Bacon manifests much of the same
cross-dressing mishaps as well as the overall tone.® Refreshingly,
in contrast to most other treatments in the past,’ Shakespeare
regularly visits his family in Stratford and has a healthy marriage
with Anne. This is in stark contrast to Shakespeare in Love, for
example, where Anne is only mentioned as having been a fateful
mistake of his youth when Shakespeare tries to reconcile with his
love interest Viola.

Episode one, Star Crossed Lovers, establishes the blueprint
for Kate’s role in the series when she expresses admiration for
Shakespeare’s new play and argues she would be ideal for the part
of Juliet. “It just seems so unfair that the theatre employs men to
perform female roles when I, a real woman, am ready and eager.”
Shakespeare dismisses the idea out of hand, this having obviously
been a bone of contention for a while now. “Oh, Kate, don’t go
there. Lady-acting is illegal. Beside which, girls can’t act. Just as
they cannot practise law, cure the sick, handle financial matters or
stand for any office.” Without being heavy-handed or preachy in
its feminist message, the series hammers the point home with
much humour.

The Apparel Proclaims the Man, episode three, includes
Robert Greene tricking Shakespeare into wearing the Malvolio
outfit from 7welfth Night to Southampton’s ‘saucy prancings’

¢ For more on this topic, see David Livingstone In Our Own Image Fictional Representations of
William Shakespeare, (Olomouc: Palacky University, 2019).

7 Germaine Greer in Shakespeare’s Wife, (London: Bloomsbury Publishing, 2007) has pointed
out, amongst other things, the constant sexism and misogyny directed at Anne in depictions of
Shakespeare’s love life.
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fashionable party. Shakespeare, always eager to ingratiate himself
in the series with the ruling class, enlists Anne to make him
suitable attire for the bash: “It seems, to fit the fashion, I come all
attired in purple puffling pants, yellow tights and really stupid
cross-garters”. This ends up being a trap laid by Greene to publicly
humiliate his rival and thwart his success. Shakespeare is saved
from infamy at the last minute by Marlowe, who dresses up in the
same manner and therefore makes it ‘cool’. He is rewarded out of
gratefulness with the manuscript of The Jew of Malta to pass off as
Marlowe’s own, with this actually being appreciated by Kate, who
is concerned about the racism and antisemitism of the play and the
negative light it might throw on Shakespeare.

In the Merchant of Venice inspired episode six, The Quality of
Mercy, Kate has a brief cross-dressing adventure where she
manages to successfully pass herself off as a male until her own
female concerns become evident when the men are designing a new
theatre, the Globe. She cannot resist objecting to the limited number
of toilets provided for the women in the audience, “And er
numerous closeted stalls for the ladies. 20 or 30 I’d say, otherwise
there’ll be a queue.” Burbage is taken aback, “The ladies? You
think we should cover for them?”. Kate is on thin ice but continues,
“Well of course yeah. While there be no ladies on stage, many do
attend the play”. Burbage ends up, high-handedly, adding a bucket
in a shed for the ladies, to Kate’s helpless horror. Her disguise
completely falls apart when she pulls out a salad for lunch in
contrast to the meaty, fattening dishes of all of the men. “Oh I’ve
made a lovely little salad, which you’re all welcome to pick at. Just
some fresh leaves and carrot goujons. Also some rose petals just for
sense and colour, but you can eat them.” Although her male
disguise fails to fool the theatre men, she does end up saving
Shakespeare (Antonio) in Portia-like fashion (cross-dressed of
course) from the clutches of the Shylockian Greene, who has had
Shakespeare arrested, when she sees through the male disguise of
the judge (who also brings a salad to work with her).

Although Episode ten, Food of Love, obviously takes its
name from Twelfth Night, it only briefly makes reference to the
plot of the comedy. Shakespeare has just completed Titus
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Andronicus which has failed to impress. He is encouraged by Kate
to take his work in a new direction:

You need to come up with a new art form which allows for such
exuberant absurdity. Some extra element which takes us to a
heightened world, where we can accept such joyful nonsense. A new
style which defies dramatic logic and appeals directly to the senses, the
emotions, the soul.

This is obviously a reference to the genre of the much reviled
musical, but could also be applied loosely to the festive comedy.

Of greatest interest for the purposes of this essay is the first
of the Christmas specials, episode 13 “4 Christmas Crow”, which
focuses on the preparation of a new play Eighth Night for a private
performance for the Queen. The episode opens in Stratford with
the playwright’s arrival during preparations for Christmas.
Shakespeare disappoints his family by informing them that he has
to return to London immediately, but for good reason. “I’ve had
such success this year that the Queen has commissioned me to
produce a play for her Christmas feasting. And I have just the
thing — ’'m going to use that new cross-dressing comedy I was
telling you all about.” Susanna, always ready to take her father
down a peg, is suspicious, “Another cross-dressing comedy. I
think you’ve gotta ask yourself why?!”. Although young in age,
she is wise in years, being very much aware of the sexual
ambiguity generated by this gender-bender aspect. Shakespeare
has also returned to pick up some money in order to buy an
expensive present for the Queen. Anne assumes, however, that she
will be the recipient. In typical kill-joy fashion, Greene steals the
necklace hoping to humiliate Shakespeare in front of the Queen.
Upon realising her husband will be caught empty-handed,
however, Anne saves his neck by handing over the sonnet he had
written for her earlier; she has overcome her initial
disappointment, having expected something more garish and
valuable. The Queen, played movingly and with great verve by
Emma Thompson, is impressed.

The love contained within your verse is of a different order. It
speaks not of duty, nor yet of fear. It is the love felt by one person for
just one other, given freely and unselfishly. Such a love is not for me,
for I am married to England. And though all the nation be my spouse. I
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am ever the loneliest person in the realm. I thank you, sir for this little
window into love.

This comic scene is quite moving and profound. Thompson
manages to convey the distinct loneliness and isolation which the
Queen might have experienced, without, however, overstepping
the boundaries of the comedy television series. She is also
impressed by Shakespeare’s generosity of spirit when he makes
use of his good graces with the Queen to have Marlowe released
from the Tower, having been tricked by their nemesis Greene
earlier. Back in Stratford, husband and wife discuss the turn of
events and end with a blessing directed at the LGBT community.

Not sure the world’s ready for a non-gender specific trans

comedy yet.

It will be one day, doll.

You’re just a bit ahead of your time, that’s all.

Happy Christmas.

Happy Christmas.

Peace on earth and goodwill to all men.

And women.

Of course! And also, those who, like my Viola, aren’t exactly sure.

This gentle and tender expression of tolerance is both moving
and commendable. Whether or not Shakespeare was actually this
progressive does not matter in the end. The fact that he created this
ambiguity and presence with his gender-fluid characters is of
interest here. Additionally, the scene manages to convey this
without it feeling overly forced.

Episode 15, Wild Laughter in the Throat of Death, references
the play Love’s Labour’s Lost. Marlowe receives a letter which he
reads aloud while on a visit at Shakespeare’s London digs:

This is interesting. It&#39;s from Robert Greene. He is
organising an intellectual salon of London’s foremost writers. They
intend to retreat to the country for — get this — a whole year,
forswearing all rumpy-pumpington and, instead, discussing Roman
philosophy far from the distracting company of women.

Shakespeare, once again yearning for the acclamation of the
establishment, perks up his ears: “A posh boys&#39; literary
retreat is just the place I need to come up with an idea for this
comedy which eludes me.” Kate, always the voice of reason, raises
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a valid point: “But, Mr Shakespeare, a whole year forswearing
rumpy-pumpington? Won’t your wife object?” One of my personal
favourite lines follows: “I don’t think Anne will mind missing out
on one bonk, Kate. She’s ... She’s not a sex maniac.” Unlike many
of the oversexed treatments of Shakespeare as a character in
adaptations (Shakespeare in Love, amongst many others),
Mitchell’s Bard is refreshingly not particularly virile. Shakespeare,
to his great humiliation, is not invited, as Greene is plotting along
with Bacon and Oxford to begin to besmirch his reputation by
murdering Marlowe and launching doubts concerning the
authorship of Shakespeare’s plays; authorship question finally
solved.

Back in Stratford, Susanna encourages him to stand up for
himself, employing the language of twenty-first century
psychobabble: “You&#39;ve got to use your anger, Dad, empower
yourself. Write a comedy about a literary salon. Do a play about a
bunch of stupid posh boys who are so up themselves they give up
sex so they can study Roman philosophy.” Shakespeare, always
the avid cribber in the series, asks her for more and receives the
rest of the plot to Love’s Labour’s Lost delivered to him on a plate.
He asks her about the ending, inadvertently revealing his deceit,
“How will you end it? I mean, how will I end it?” Susanna brings
the play to its conclusion with great vim and verve: “I reckon,
when all is revealed and the posh boys have learnt the lesson of
their conceited ways, the hot girls bugger off and tell their humble
suitors to wait a year before they can cop a bit of a feel-up.”
Although arguably sexist in toned, this does amusingly get to the
heart of the plot of the play and wittily contrasts the earthy teenage
lingo of Susanna with her father’s literary pretentiousness.

Go On and I Will Follow, episode 19, takes its name from As
You Like It, but primarily focuses on ridiculing entertainment
awards shows such as the Oscars and the Emmys. The only
interesting segment related to the theme of this paper is the
acceptance speech by Condell, who plays the female roles,
concerning unfair treatment of cross-dressed actors:

As an actor who plays female roles, I would like to accept this on
behalf of all actors who play female roles. Their courage, their strength,
their passion. We need more and better roles for actors who play
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female roles. We’re not just the totty. We are not just eccentric old
ladies. We are strong, we are passionate, and we demand an equal
voice in this industry. Be angry, be fierce. Dare to dream.

This is obviously parodying the over-the-top emotional
speeches given at the Oscars and such by women and minorities.
This speech did admittedly make me uncomfortable and Benjamin
Broadribb has drawn my attention to how this might actually be a
parody of the final speech in Emilia, the recent, critically acclaimed,
play by Morgan Lloyd Malcolm about the poet Emilia Bassano,
who has been one of the many candidates for the identity of
Shakespeare’s Dark Lady. 1 would personally choose to believe the
best and would place the emphasis on how the speech once again
underlines the complete absurdity of women not being allowed to
play themselves in theatre in Elizabethan times. This is,
incidentally, the only episode to end on a tragic note with
Shakespeare arriving home only to hear of the death of their son
Hamnet. There have been two more Christmas specials, but neither
are of particular interest for the present purposes.

The Upstart Crow theatre play which debuted on 7 February
2020 at the Gielgud Theatre in London is of particular interest as it
draws from a number of the plays, most notably King Lear,
Othello and Twelfth Night. The decision to experiment with this
new format is justified logically in a review of the play by the
Czech Shakespeare scholar Filip Krajnik, “The transition of
Upstart Crow from the television screen to the theatre stage has
proved to be a great idea for several reasons™. The beginning of
the play seemed to involve rehashing all the familiar motifs and
gags from the series. James I is now on the throne, however, and
Shakespeare is suffering from writer’s block, this being, according
to Kate, a result of unresolved trauma related to Hamnet’s death.
Burbage is insisting on the writing of a “sexually transgressive”
play by Shakespeare. The Upstart Crow once again includes
disguises with masks and cross-dressing and for good measure a
bear, Mr. Whiskers, rescued from bear-baiting. The Malvolio
cross-gartered trick is carried out on Dr.John Hall this time
(Shakespeare’s historical son-in-law), once again played with

8 Krajnik F. “Zpupny krakal — Shakespeara pro nasi dobu.” (Upstart Crow — a Shakespeare for
Our Time). Theatralia, Vol 23, 2/2020, 198-202.
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much villainous glee by Mark Heap as the stick-in-the-mud. In the
play, Kate finally gets the opportunity to act on stage, in the role of
Desdemona after dressing up as a boy first.

There is a variation on Viola and Sebastian with two
newcomers, the Egyptian twins, Desiree and Arragon who both
end up dressing up as the opposite sex, resulting in much
confusion and sexual ambiguity. Everything is smoothly resolved,
however, at the end just as in the last act of Twelfth Night: “The
big deal is Prince Dez, a genuine African prince. A black man
pretending to be a white man pretending to be a black woman in
order to be the first black man to play a leading role on the English
stage.” This aptly reminds us how progressive Shakespeare was in
anticipating highly topical issues concerning gender identity and
sexuality. David Mitchell’s Shakespeare brings the stage play to an
end, summarising the continued relevance of both the plays and
the genre of festive comedy: “Female writer, female actors, diverse
actors, gender fluidity, and no animals were harmed in the making.
Theatre has finally come of age and it’s only 1605. Let us dance.”

Despite receiving mostly positive reviews, the use of
blackface and problematic sexual politics has met with some
criticism. Gemma Allred in her review points out the supposed
sexism and racism and concludes that “Elton’s jokes feel out of
place, outdated and cheap”g. Gemma Whelan, seemingly aware of
this possible criticism, whose character Kate is described aptly as “a
feminist stooge” in another review by Nick Curtis'®, defends the
play in an interview.

The pure unadulterated silliness of it mixed with a lot of really
clear current affairs or current issues like race and gender, fluidity and
acceptance and diversity... And it’s a very, may I say, ‘woke’ show.
And Just when everything is going down a dodgy avenue, it swerves and
surprises you. And who doesn’t need a dancing animal in a show?"'

% Allred G. “The Upstart Crow: Exit Pursued by Outdated Humour,” medium.com, March 6,
2020. URL: https://medium.com/action-is-eloquence-re-thinking-shakespeare/the-upstart-crow-
exit-pursued-by-outdated-humour-3fd83dede83d.

1% Curtis N. “Upstart Crow Review: Panto Meets Pentameters in Funny but Exhausting
Shakespearean Play,” Evening Standard, February 18, 2020.

URL: https://www.standard.co.uk/culture/theatre/upstart-crow-review-panto-meets-
pentameters-in-funny-but-exhausting-shakespearean-play-a4364626.html.

' https://www.youtube.com/watch?v=vbwUe6Md9_E.

117



II1. IllekcnipiBCbKHMIl JUCKYPC

The play, in line with the tenets of festive comedy, flirts with
‘the dark side’ but ends happily with a jig, reaffirming lightness
and the good.

Although Shakespeare the man, in both the series and play, is
very much humanized and brought down to size with all his
insecurities, including fear of failure, concerns about balding and
cribbing from the women around him, the series nevertheless
celebrates the genius of the creative, final product. It has also,
arguably more than any other treatment of Shakespeare as a
fictional character, highlighted not only the period sexism which
denied women the opportunity of representing themselves in
theatre, but also how the cross-dressing in the festive comedies
generated sexual ambiguity and excitement. Although the majority
of the viewers and audience members are in all probability not all
that familiar with the tenets and philosophy of festive comedy,
Upstart Crow has done much to reintroduce and popularize the
genre once again.
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ITanificbka mekcnipiana XVIII — XIX cToiTs:

crnenu@ika HAaiOHAJIbLHOI MO/1eJIi B KOHTEKCTi

TOTOYACHUX €BPONEHCHbKUX TPAAULIN penenuii
lexcnipa

Y cmammi posensoaromecs ocobausocmi cnpuiiHAmMms CRAOWUHU
Binvama Hlexcnipa 6 Imanii XVII-XIX cmonims. Cneyugbiunicme
imaniiicbkoi  peyenmusHoi MoOeni  3YyMOGNeHA  NOMYICHUM — BHAUBOM
cmepeomunie, COpPMOSAHUX DPAHYY3LKUMU  NPOCGIMHUKAMY, 30KPEMd
Bonemepom,  mpusanowo  gidcymuicme — 81ACHO20  HAYIOHANLHO2O
WEeKCNIPIBCbKO20 KAHOHY, d MAKOMAC «A0ANMUBHUMY» XAPAKMEPOM Nepuiux
imaniticokux nepexnaodie i meampanrbHux nocmanogok Lllexcnipa. Busegneni
ocobnugocmi donyuenns imaniuyié 0o Lllexcniposoi cnadwunu 6 nopieHsAHHI
3 anponpiayicto bapoa y @panyii ma Himeyuuni, 3 sxumu Imanisa
nepebysana y micHuUX KOHMAKMAax, wo € 6Kpall 8aiCiusuM O CMEOPEHHS
oinvw yinicnoi namopamu imaniucokoi peyenyii Illexcnipa. Jocrioceno
MEXAHIZMU «BXOONCEHHA) BENUKO20 AHNIUYA 8 IHMEeNeKmMyaibHO-0YX08HUL
npocmip Imanii y XVIII-XIX cm. Aemopka ananizye ennue Bonvmepa Ha
ecmemuuni  CMaKu  IManituyie,  O00CHIONCYE  KOpenayilo  NnepekiaoHoi
imaniticbkoi  wieKcnipianu 3 MeampaibHol I Xapakmep  KOpensyii
imaniticokoi modeni 3 iHwumMu ceponelcvkumu peyenyismu Lllexcnipa.
Ocobnusa ysaza npudiisA€EmMbCs  BUCBIMIEHHIO  ICMOPII  NOCMAHOB0K
Llexcniposux n’ec 6 imanilicbkux meampax, 6IO3HAYAEMbCS  POb
imaniicekux axmopis y ¢opmysanti esponeicbkoi mpaouyii cyeHiyHux
penpezeHmayil WeKCnipiBCbKux nepcoHaicis.

Knrwuosi cnoea: Illexcnip, Imania, peyenyis, weKcnipi@coKuil
QUCKypc, napaouema CnputiHammsi, meampaibHi ROCMAHOBKU, (PPanyy3bKull
6NIU6, HiMeybKa anponpiayis, aoanmayii, nepexnaou, COYIOKYIbMYpHUL
KOHMeKCHM.

VY cyuacHoMy KyibTypHOMY mpoctopi lllekcmip mpomomxye
BiZlirpaBaTH OCOOJIMBY POJIb, BIUIMBAIOYH SIK HA MHUCTEUBKY cdepy,
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Tak 1 Ha (OpPMyBaHHS IIHHICHOI MapagurMA. «Y CBITOBIH
nitepatypi [llekcrip mocinae Take x wmicie, mo ¥ ['ammer y koui
XYIOKHIX 00pa3iB: 1€ YCETIPOHUKHUHN TyX — IyX, IO HE 3HAE MEK,
— HaroJIoNly€ aMepUKaHChKUM JOoCHiTHUK [aponba BJIyM.1 3
omHoro Ooky, Ilekcmip 3’emHye JiTepaTypu CBITY B OfHE
IHTepTeKCTyallbHE IIiJIe, a 3 1HIIOro — TTUOO0KO MPOHHMKAE Y caMy
TKaHHHY KOYKHOT OKpEMOT HaIlllOHAIBHOI JITepPaTypH Ta MiHKUBIIOE
11 3cepeAuHMU.

TearpanbHi  iHTEpIIpeTallii WOro TBOPIB Ha CICHIYHUX
MiIMOCTKaX Pi3HUX KpaiH JONOMAararoTh OUTBII TIOBHO 1 SICKPaBO
BUPA3UTH yHIK&JIbHY CYTHICTh HAIlIOHAIBHUX KYJIBTYp, IX
0cOOJIMBUM XapakTep, 3yMOBJIEHUI HHU3KOIO 1CTOPUKO-KYJIbTYPHHUX
YUHHUKIB. TOX JOCII/PKEHHS PI3HUX HAIlIOHATBHUX (OPM pPETIeTIii
CMAJIIMHA  BEJIMKOIO JipamMaTypra yBHPa3HIOIOTh 3arajbHe
VABJICHHS TIPO MAaCHITa0HICTh KYyJIETYPOTBOPYOTO TIOTCHINATY
Bapna 1 BomHOuUac chpuslOTH TIAHONIOMY PO3YMIHHIO JWHAMIKH
KyJIBTYPHOTO PO3BOIO.

AKTyadbHicTb  Ii€l  cTarTi, B  AKIH  iTamifCHKUA
mekcripiBebkuit auckype XVII-XIX cTomite po3rismacTscs B
3araJbHOEBPONICHCHKOMY ~ KOHTEKCTi,  3yYMOBJICHAa  ITOMITHHM
MOKBABJICHHAM 1HTEpPECY CBITOBOTO JIITEPaTypO3HABCTBA  JI0
TEOPETUYHOI'0 OCMMCIIEHHS LIMPOKOro KoJia MpoOiieM, OB’ sI3aHuX
i3 BmmmBoM B, Illekcmipa Ha pO3BHTOK CBITOBOi KyJBTYpU B
iJIoMy, 1 HaIliOHANBHUX JiTepaTyp 30Kkpema. B 3apyOixHOMY i
BITYM3HSHOMY JIITEPaTypO3HABCTBI ICHYE psii HAyKOBUX Mpallb
npucBsYeHnx amnpomnpianii bapna B HiMeHI)KOMy,z (dpaHIly3bKOMY
Ta aMEpPHUKAHCBKOMY KYyJIBTYpPHHX MpocTtopax. OcTaHHIM Yacom

! By I llekcrip — HeHTp KaHOHY. 3aXiJHui KAHOH: KHHIH Ha TIi eroX / mep. 3 aHrIL
P. CemkiB. Kuis : ®axkr, 2007. C. 199.

? Symington R. The Nazi appropriation of Shakespeare cultural politics in the Third Reich.
Lewiston, New York : Mellen, 2005; Xurpoa-bpanu T. B. lllekcnipiBcbkuit AUCKypeC B
HIMELbKIiH JIiTepaTypi NPepOMaHTU3MY: TCHE3UC, MEXaHI3MH CTPYKTYPYBaHHs, IPOBiHI
KOHCTHTYEHTH : aBToped. Auc. ... Kaua. ¢pinoi. vayk : 10.01.04. TuinponerpoBcsk, 2009.

3 Jusserand J. J. Shakespeare en France sous Fancien régime. Paris : Arman Colin, Cie Editeurs,
1898; Green J. A. French Reaction to Shakespeare. Brigham Young University Studies. 1968.
Vol. 8. Ne 2. P. 147-157; Pemble J. Shakespeare Goes to Paris: How the Bard Conquered
France. London : Palgrave Macmillan, 2005; Topkyt H. Binbsam Ilekcnip y ¢paHity3pkomy
KyJbTYpHOMY mpocTopi yacis IIpocBiTHHIITBA | POMaHTH3MY: mapaokc pelentii i pe3oHaHC
napanokcy. [lexcnipiecoruii ouckype. 3anopixoxs : KITY, 2011. Bumn. 2. C. 220-250.

* Bristol M. D. Shakespeare’s America, America’s Shakespeare. London & New York :
Routledge, 1990; Sturgess K. S. Shakespeare and the American Nation. Cambridge :

120



Hiximrox Ana. Itaniiiceka mekcripiana X VIII — XIX croiiTh: crelubika HAIliOHAIBHOI . . .

TIOYKBaBUBCS 1HTEPEC 1 10 MIMPOKOTO KOJIa MUTaHb, IO TIOB’s3aHi 3
BxomkeHHsM Illekcmipa B yKpaiHCBKHE  COLIOKYJIBTYPHUI
KOHTEKCT. [loka3oBMMHU B I[bOMY IIJIaHI € JAOCHITHHUIBKI PO3BIIKA
M. Tapbysiox,”  JI. Komomiens,  O. JIyayk,”  H. Topkyr,®
1O. IIepHsncag Ta iH. HaTomicTe itamiiiceka penemis [llekcmipa y
BITYM3HSHOMY  JIITEPAaTypO3HaBCTBI BCE II€  3aJIUINAETHCS
MaJIOBHBUYEHOIO, 1110, BJIACHE. i BU3HAYAE JOCIIAHUIBKI TOPU30HTH
i€l cTarTl.

Cuig 3ayBakKWTH, 110 ¥ aHTIIOMOBHI HAyKOBI IyOJIiKamii mpo
mepmri  itamiiiceki moctaHoBkn mec  lllekcmipa € mocuTh
¢parmenrapaumu. Ille Ha mouatky XX cr. y Crperdopmi-Ha-
EiiBoHi Buifina apykom mosorpadis JI. Kommizon-Mopueit,”” sika
JOCIHIJAIa TeaTpajbHy KPUTHKY Mepmmx moctaHoBok Lllekcmipa B
Itanii Ta BHUCIOBWIA NPUIYLICHHS, IO HAa €CTETHYHI CMakH
ITamiAIB, a BIAMOBIAHO ¥ Ha IXHE CTABJIEHHS [0 AaHIIIHCHEKOrO
reHis, 3Ha4HOI0 Mipoto BIuMHYB Bosbrep. Bognouac, Ha ii qymKy,
CIOPUMHATTA  IIEKCHIPIBCBKUX  IM€C  MIMPOKAM  3arajioM
JETepMIHYBaIOCsST M CaMHM XapakTepoM TepHIMX ITalifChKUX
MEepeKNiamiB Ui TeaTpy, SKi pOOWIMCS HE 3 AaHIJIOMOBHHUX

Cambridge University Press, 2004; Muxen T. I[Typurancbka Tpaauuis i itepatypa
amMepHuKaHCbKoro peHecancy: 1830—1860. Kuis : 3nanus Ykpainu, 2006; MocksitiHa /.
Tlepi xpoky MEKCHipiBCHKOro KaHOHY Ha aMepPUKAHCEKOMY KOHTHHEHTI. Jepoicasa ma
pecionu. Cepis : 'ymanitapsi Hayku. 3anopixoks : KITY, 2007. Ne 3. C. 7-11; Mocksirtina [I.
Oco6mmBocri peuenii Illekcmipa y TBopuocti Bonra Bitmena. Penecarnchi cmyoii.
Sanopixoks : KITY, 2010. Bun. 14-15. C. 255-263.

3 Tap6ysrok M. Tepmri moctaeu «ameray B. Illexcripa na Tepuropii Vipairu (kiners XVIIT —
nouatok XIX cr.). 3anucku Haykoeoeo mosapucmea imeni Lllesuenka. JIpBis : HTILI, 2007.
T. 254 (CCLLV). C. 129-146.

¢ Konomiens JI. Vpainchki nepexiamadi «ameray B. Illexcripa: Manreneiimon Kysinr, FOpiit
Kunen, Jleonin I'pebinka, Muxaiino Pyauuupskuit, Irop Kocreupkuit, I'puropii Kouyp, FOpiit
AnppyxoBud. Penecancui cmyoii. 3anopixoks : KITY, 2009. Bun. 12—-13. C. 163—-188.

7 Jlyayk O. Jlianoriuna npupo/a TiTepaTypH: IepekIaf03HaBdi Ta ITepaTyposHaBYi HAPHCH.
JIbBiB : BunaBuunrso Ykpaincskoro Karomuipkoro Yuisepcurery, 2004. 280 c.

¥ TopkyT H. YkpaiHchKuii mekcmipiBchKuil IPOeKT: To OyTH un He 6yTn? Arbmanax
«/limAxyenmy. Kuis : Temnopa, 2008. C. 86-98; Torkut N., Cherniak Y. Ukrainian Hamlet and
«hamletizing» Ukraine: ”Will you play upon this pipe?” PenecancHi cryaii. 3anopixoxs : KITY,
2014. Bum. 22. C. 98-115.

® Yepusix FO. IlexcripiBeskuii auckype B Ypaini XIX cr.: crienmbika i MexaHizmu
CTPYKTYpyBanHs. Jepacasa ma pezionu. Cepis : I'ymaniTapHi Hayku. 3anopixoks : KITY, 2010.
Ne 3. C. 42-46; Yepnsik YO. INepuii ykpainceki nepexiaau B. lllekcnipa B igeonoriyaomy
KOHTEKCTI 100u. Manyckpunm: a1imepamypHo-xXy00dicHill i KyIbmypoao2iuHull aibManax.
Cimdepomoins : CI'T, 2012. C. 6-19; Chernyak Y. Shakespeare as a Sovietism: the red lines on
the map of the Ukrainian Shakespeareana. Romanian Shakespeare Journal. Bucarest, 2013.
Ne 1 (1).P.12-17.

1 Collison-Morley L. Shakespeare in Italy. Stratford-upon-Avon : Shakespeare Head Press, 1916.
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opuriHaiiB, a 3 (paHIy3bKHUX ajanTaiiid. ABTOpka MoHOTpadii
TakoXX JieTanbHO BHcBiTIWIA BrumB I[llekcmipa Ha Bimomoro
MpeJCTaBHUKA ITAMIKCHKOTO pOMaHTU3My Aseccanapo MaHI30Hi
(1785-1873). Bin He 3HaB aHTHiHCHKOT MOBH 1 unTaB TBopu bapaa
y (paHIy3pKuX MepeKaanax, Ta caMe 3aBASKH HOMY CIIPUAHSTTS
[Mlexcmipa B ITamii mepeiinmuio Ha HOBWIA piBeHb, 1O OYB
MO3HAYEHMH anoJjoreTukoro. A. Manmzoni, Ha nymky B. Kommizon-
Mopreii, He HaCTiyBaB aHTIIHI y CTPYKTYpl BIIACHUX IT'€C, alie
CTBOPEHHSIM  JCSIKUX c113]o'1'x H?pCOHa)KiB, 0e3yMOBHO, MaB
3aBJgYyBaTH came Homy. JlociligHMLS akIEeHTyBaja yBary Ha
toMy, mo y VII po3aini cBoro icropuaHoro pomany «3apydeni» (I
Promessi Sposi, 1827), Mannzoni amo3uBHO 3ranaye [llexcmipa:
«SIK 3ayBakuB OAMH HE MO30aBICHHUI Te€HIaTLHOCTI BapBap: “Mix
CKOEHHSM >KaxJIMBOi cripaBu / I mepiinm KpokoMm, BCe IPOMIXKHE —
/ Sk mpumMapa, a6o xaxuBHii con™».'”

[lepexnagam bapna B Itanii npucssiuena crartst A. M. Kpino,
JIe aHANI3YIOTBCS Ti ICTOPUKO-TIONITUYHI YMOBH, SIKi BIUIMBAJIH Ha
cinpuitHaTTs  Illekcmipa 4YWMTambKUM — 3arajoMm, TeaTpalbHUMHU
KpuThKamMu Ta DiggadamMu. Came amOiBaJieHTHE BiJHOIICHHS
¢paniyspkoro ¢uiocopa Bombrepa mo Illekcmipa, Ha aymKy
aBTOPKH, 3aKJIaJI0 OCHOBH 1TANIIHCHKOI pererniiii Horo TBopiB.

ITanilicbkuM TeaTpasbHUM TOCTAHOBKAM IIEKCITiPIBCHKUX
m’ec y XIX cromitTi npucssiueHa monorpadis M. Kapicon, B skiit
aBTOpKa HAroJIoNIye, M0 MaHepa iX CIEHIYHOro BTLICHHS, 0 Oya
BUpOOJieHa TakuMH akTopamu, sk Epnecto Pocci (1827-1896),
Anenaina Picropi (1822-1906) i Tommazo Canbini (1829-1916),
CYTTEBO BIUIMHYJIA HA aKTOPCHKY TEXHIKY HE JIMINe B camiil [tauii,
are i B €pori, CIIIA Ta kpainax IliBaennoi Amepukn.'*

Ha ocoGnuBy yBary 3aciyroBye IpyHTOBHA JOCIHIiTHHIIbKA
posBiaka . bonanHo, mo npucesyena J[xymio Kapkano, skuii y
XIX cr. mocTaBuB co0i 3a METy 3/IMCHUTH TIEPEKIaa YCiX TBOPIB
[lexcmipa iTanmiiicbkor0 MOBOIO Ta YCIIITHO pealli3yBaB CBill IU1aH y

! [ur. 3a: Collison-Morley L. P. 112.

12 IMur. 3a: Collison-Morley L. P. 118.

13 Crind A. M. Le traduzioni di Shakespeare in Italia nel Settecento. Roma : Edizioni di storia e
letteratura, 1950. P. 17-22.

' Carlson M. The Italian Shakespearians: Performances by Ristori, Salvini, and Rossi in England
and America. Washington : Folger Books, 1985. P. 77.
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18751882 poKax. Sk 3azmauvae k. bomanHo, poms Jxymio
Kapkano Ta iHmoro BumaTHoro mnepekiagada Kapio PyCKOHl y
BXOJ/DKCHHI ]_HeKcmpa B ITaNilCBKy TeaTpalbHy Tpazu/muo Ba)KKO
nepeouinuty. L mTepaTopH 3BEPHYJIHCS JIO TBOPYOCTI I_HeKcmpa
omxHoyacHO — B 1839 pOHl — 1 CIpOMOTJIHCS TepeKIacTH BCi Horo
TBOpH, XOo4a mpouec 1 TpuBaB Oarato pokiB. JIx. Kapkano
BinrBopuB Tekctu lllekcmipoBux apam mposoto, a K. Pyckoni
3MIIACHUB BIpIIOBaHI NEPEKIaaN, SIKi TOCUTh BAAIO aJanTyBaB Jis
TeaTpalbHAX TOCTAHOBOK. BakImMBOK Ui  CTPYKTYpyBaHHS
LUIICHOT KapTHHU paHHBOI ¢a3u peuenuii lexkcrmipa B Itamii €
podora JI. Kaperri,”” mpucBsueHa aKTOPCHKMM  BTiICHHSIM
MIEKCMiPIBCHKUX MEPCOHAXIB Ha crieHiuyHuX miaMocTkax X VIII cr..

Brim, 1 Kopemsimis mepekiIagHol iTamiichKol MeKCHipiaHu 3
TeaTpaJbHOI, 1 XapakTep ii Aianory 3 iHIIUMH €BPONEHCHKUMHU
peuenmismu  Illekcrmipa Bce me moOTpeOyIOTh KOMIUIEKCHOTO
aHaizy.

Merta 1iei crarti momArae 'y TOMy, HIO0 PO3TIISAHYTH
cnenudiky TearpanbHoi mekcmipiann B Iramii XIX ct. Ha Ti
TOTOYACHOTO  COIIIOKYJIBTYPHOTO  KOHTEKCTY,  BHSBIISIOUH
CIIBHOCTI 1TANIACHKOTO IIEKCHiPiBCHKOTO JUCKYPCY 3 WOTO
€BPOTIEUCHKUMH  aHanoramMu.  OCMHCICHHS  OCOOJIMBOCTEH
nonmydeHHs itaninniB qo lllekcmipoBoi cnagmyHu B TOPiBHSAHHI 3
anpornpianieto bappa y ®panmii Ta Himewuwni, 3 sxkumu Itamis
nepebyBajia y TiCHUX KOHTaKTaX, BaXJIMBE JUIsI CTBOPEHHS OLIbII
imicHoi maHopamu itamiiicekoi perenii [llexcmipa.

HeoOxigHo HacaMmepe/ po3TIITHYTH MEXaHI3MH «BXOKECHHS
BEJIMKOTO AHIIIINI B 1HTEJIEKTyaJlbHO-AyXOBHHI mpocTip Iramii,
OCKUIBKU MPOBIJHI YUHHUKI anponpiauii’ HOro TBOPUYOro 1OpoOKY
B pI3HUX KpaiHax CyTTEBO Bl,[[plBHS{JII/ICSI [Tpumipom, ans
amepukaHiiB B mepion I[IpocBiTHHITBA 1 pOMaHTH3MY BKpait
BaXIUBUM Oyno ototokHeHHs Illexcmipa 3 TpaHCLIEHAEHTHOIO
MOCTUYHOK JIOCKOHAIICTIO 1 TEpPEeTBOPEHHS HOro Ha 3HAKOBY
¢irypy niTepaTypHOT0 KaHOHY, SIKa CIIPOMOYKHA 3a7aBaTH TOH Ta
BHCTYIIATH CTAJOHOM-B3ipueM Juis HacmixyBamos.'® B ocHOBI
HIMEIbKOT poMaHTHYHOI ampomnpianii bapga sk TpeTrboro

"* 11 teatro del personaggio: Shakespeare sulla scena italiana dell’800 / ed. L. Caretti. Roma :
Bulzoni, 1979. URL: https://www.worldshakesbib.org/entry/as325.
1 Muxen T. Iur. Bug. C. 82—-89.
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HaIlioHapHOTOo Kiacuka (micis [ete 1 nnnepa), sk BCTAHOBJICHO
MIEKCITiPO3HABIISIMH, JIeKaN0 aKUCHTYBAHHA YBaru Ha CHiHbI-.IOCTi
3araJJbHOT€pMaHChKOr0 HalloHAIbHOTO nyXy. ' lomo ®panmii, To
TYT CUTYyalisi OyJa JIelo BiAMiHHO: a/Ke y Mi3HIX (QpaHIly3bKuX
MPOCBITHHKIB, 30Kkpema, Bonbrepa, Illekcrip BUSBHBCS 00’ €KTOM
roctpoi kputuku, a y pomantukiB — @.P. me IlatoOpiaHa,
K. ne Cranp, B. I'toro, A. ae Binbi, A. /[roMa — cTaB mpeaMeToM
amosoreTuk i rmopudikaii.'®

Ockinpkn mepmi nepexinagu Illekcmipa itamiificbkoro Oymu
3MiCHEeHI 3 (paHIy3bkuX TepeknaaiB (30Kpema, JIOCTEeMEHHO
BimomMo, mo y 1769 pomi ®pandecko [piTTi 3poOMB mepexian
«lamnera» 3a Bepcieto K. @. [lroci), OWIMBHO JeTanbHIIIE
3YMUHUTHCS CaM€ Ha peUenTuBHIM mapagurmi y @panmii,
3apo/HKEHHS sIKO1 npumaaae Ha kinenp X VII cromitra. Sk 3a3Havae
ykpaiHcbka mekcripo3HaBuns H. TOpkyT «... paHHsS (paHIly3bka
peuenuis TBopyoro nopoOky Illexcmipa moexHyBanga TIoOCTpHid
KPUTHLM3M 3  aKCIOMaTH3ali€l0  MPHUPOJHOI  T'eHIaIbHOCTI
Ilekcmipa».'” Ha Tepenax MpaHriii Brepire 10 OCMUCICHHS Mac-
mMTAaOHOCTI MIEKCHIPIBCHKOTO T'eHis 3BEPHYJHUCS IIE€ MPOCBITHUKH,
ajle WOro 3HAYMMICTh ISl TIOAAJBIIOTO PO3BUTKY (paHIly3bKOi
KyJIBTYpPU UITKO 1 IOCTITOBHO OOIPYHTYBaIH BXE POMAHTHKH.
ITpukmetHo, mo nompu BucoKy ouiHkKy lllekcmipoBoro resis Ha
CTOpiHKax JiteparypHO-kpuTuyHuX Tpakratie K. ne Cranb,
B. I'toro, @. Crengans, ¢paniry3pki TeaTpu B J00y POMaHTH3MY
BCe I1e BijmaBanu nepesary m’ecam Kopnens i Pacina.

HaykoBui, ski AOCIDKYyBaaM  (paHIly3bKy  PpeELEILi0
[Texcmipa, 30kpema XK. XK. >KIOCCpaH,20 Jx. l“piH,21 Jix. TemGen, ™
H. TopKyT.23 CYrOJIOCHI y BM3HAaHHI TOro (akxTy, L0 Xoua
¢paniy3pKka iHTenekTyanpHa enita XIX cT. 1 niHyBana OJau3bKiCTh
MOETUKHA AaHTJIIMCBKOTO TeHis A0 1 BIAacHUX (POMaHTHYHUX)
XYJIOXHIX TIPUHIMIIIB Ta 3aXOIUTIOBAJIACh WOTO IMOETUYHOIO
TEXHIKOI0 XapaKTepOTBOPEHHs, BCE XK CcQopMoBaHa B 1100y

'7 Xurposa-Bpann T. B. I{ur. B, C. 12.

'8 Topkyt H. Binesm [lekcrip y dpariry3skomy KysmsTypHOMY mpoctopi. C. 231.
"% Tam camo. C. 233.

% Jusserand J. J. Op. cit.

I Green J. A. Op. cit.

2 Pemble J. Op. cit.

3 TopkyT H. Binssm Illekcrip y hpaHIy3sKOMy KyIbTYPHOMY TIPOCTOPI.
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[MpocBiTHUIITBE aMOIBaJIEHTHICTh OIIIHKA HOTO  Jpamaryprii
TpuBaluii 4ac 30epiranmacs. Tak, BHJATHI THUCBMEHHUKU Ta
¢imocopu XVIII cr., 30kpema Bombrep, abar IlpeBo Ta XKan-
®pancya Jlarapmn. pizko kputrkyBaiu Lllekcmipa Ta ioro TBOpUicTbh
3a HEBIAMOBIMHICTh IXHIM BJIAaCHHUM XyIOXKHIM CMakaM. BoHnu
BUCTYNAJIM MPOTH 3alpPOBAPKEHHS LIEKCHIPIBCBKUX Tpaaullii Ha
(paHIly3bKill CIICHI, apryMEHTYIOUYHM I THM, IO IIEKCIIPiBChKi
I’eCH cylnepedaTh KIACHIMCTUYHUM €CTETHYHUM HOpMaMm, SKi
nanyBam 'y @pannii Toro wacy. @®paHIly3pKi TPOCBITHHKH
BBakany, 1o llekcnip nmopyurye 4iTKi NPUMUCH LIOAO CTPYKTYPH
m’ec, a HOro TBOPH MICTATh HAAMIpHY MEJIOIPaMaTHYHICTh Ta HE
MAalOTh YiTKOi JMJAKTMYHOI METH. IXHi apryMeHTH BiZoOpaxamu
NPIOPUTETH TEPEBaKHOI OULTBIIOCTI TOTOYacCHUX (PpaHIy3bKUX
MUTIIB, SKi BHCOKO I[IHyBaJlM palliOHAILHICTh, TOPSJIOK Ta
CHUMETpifo, MmO OyiIM HAPLKHUMH KaMEHSIMH KJIACHIUCTUYHOTO
€CTeTUYHOrO KaHOHY.

KirouoBy ponb y (bopMyBaHm MPOCBITHUIIBKOTO CTaBJICHHS
no ekcmipa y CDpaHun BlzurpaB came Bonbrep, skuilt mo cyrti
MO3HAHOMUB  CIHIBBITYM3HUKIB 3  TBOpaMH  aHTJIICHKOTO
JipaMatypra, cam HamMcaB JeKiJbKa I1’€c i Horo O6e3nocepenHiMm
BIUTMBOM, aji¢ 3T0JIOM MEpEHIIOB Ha JiaMEeTPAIIbHO MPOTHIICKHY
no3unito B ominmi [llekcmipiBcbkoro gopobky. B cBoix
«®Dinocoperkux nucrax» (1733) BiH BKpail KPUTUYHO OLIHIOE
TBOpuicTh  Binmbsama Ilekcmipa, 3BHHyBauylo4du Horo B
«BapBapCTBI», BIICYTHOCTI CMaKy Ta HAJMIPHOMY BHUKOPHCTaHHI
CIICH JKopcToKocTi. He3Bakaroum Ha BCi «HEMOJiKW», BosbTep
BU3HAE MPUPOJHY reHianbHicTh Llekcmipa i XBamuTh HOTO0 TBOPHU
3a IXHIO TMPHUTATAIBHY CHIIy, ajle caMy TEXHIKYy PEHECaHCHOTO
JpamaTypra BiH KaTeropu4yHo He cupuitmae. ®inocod oOyproeThes
TUM, IO B KaXJIUBUX dpapcax SIKI Ha3WBaIOTHCS TpaFeI[iSIMI/I»
MICTSITBCSl «TaKi MPeKpacHi CLEHH, HACTUTBKU BCJII/I‘IHI Ta CTparHi
dparMenTr» sKi 3aBKIM MArOTh BelmdesHuil yemix.”! Unraroun
Majki Ta TMPHUCTPACHI, TPOCSIKHYTI TOCTPOI KPUTHUKOKO Ta
3HeIliHeHHsAM emiteTrn Bonbrepa Ha aapecy lllekcmipa, Tum He
MEHII TOCTPO BiAYYyBAEMO HOro IHMpe 3axOIUIeHHs Bennkum

# Voltaire. Sur la tragédie. Voltaire. Lettres Philosophiques / ed. by Frédéric Deloffre. Paris :
Gallimard, 1986. P. 124-128.
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aHTJIiAIeM Ta HaBiTh 3a31picTh. BombTep Bu3Hae, mo Illekcrmip
BOJIOZIIE HEOOMEKEHOIO YSBOIO 1 MPHUPOJIHOK MAaWCTEPHICTIO, alie
HamoJiirae Ha Tomy, 1o IllekcmipoBi T'ecH HE BIAMOBITAIOTH
KJIACHYHUM TPaBWJIaM JIpaMaTyprii i € TUKUMH i HEeTIMBiTi30BaHUMU
MOPIBHSAHO 3 TBOPaMH BH3HAYHUX (PAHIy3bKHX JpaMaTypris,
takux sik JKan Pacin i [T'ep Kopuens.

3HalloMCTBO 3 TpaisiMu Bombrepa mae miiCTaBH TOBOPUTH
Ipo Te, M0 NPOTArOM KUTTA ¢irocoda Ioro cTaBIeHHS [0
Hlexcmipa CyTTEBO 3MiHIOBAIOCSA. B MOMIOOCTI BiH 3aXOILTIOBABCS
aHIVIIACBKMM TEHIEM 1 caM «ajanTyBaB» Horo m'ecH Juis
¢bpaHIy3pK0i CIEHH, B 3pUTi POKM — aHaji3yBaB 1 IIiyIaBaB
HUIIIBHINA KPUTHII], a B CTAPOCTi B3araii BUMaras Bij OpaHITy3bKOi
Axanemii 3a6oponuTn ctaButH Lllekcripa y ¢paHiry3pkux Tearpax.
Brim, HaBiThb KpuTHkKa BospTepa ciyryBana, SK JIyMaeThCs,
CBOEPITHOI0 PEKJIAMOIO IIEKCIIPIBCBKUX TBOPIB, AKi mpoTsrom [I
nojgoBuHu  XVIII  cromitra noBoai wacto 3SMBISUIMCS  HA
¢panmy3ekiii cueni. Sk waronomrye H. Topkyt: «m’ecu Ilekcmipa
MOCTYNIOBO  BXOOWIM Yy TeaTpalbHy IpPAaKTUKY qgg)ax{uyma,
HIOTpaB/ia, NEPEPOOICHIMH Y KIACHIIUCTUIHOMY CTHIIL.

Jns @panii, sk 3rogom 1 st Himewunnn, a y XIX cr. 1 qist
ITanii, BaXIMBUM YMHHUKOM 3pocTaHHs nomyssipHocTi Llekcmipa
cTaya mosiBa MepekiaaiB Horo TBopiB. OIHUM i3 HaWBiIIOMIIINX
nepumx nepeknanavis Llekcnipa ¢paniry3pkoro MoBoro 0y XKan
Opancya roci (1733-1816). XK. @. [lioci BIATBOPHB CIOKETH
IIECTH LIEKCIIPIBCHKUX M’€C, y TOMY 4Hcii Tpareniin «['ammery,
«Maxk6er» 1 «Otenno», aleKCaHApIHCHKUM BIpLIEM, NPU LOMY
CYTTEBO 3MIHMBIIM TEBHI CTPYKTYPHO-KOMIIO3UIIiIHI €lIeMEeHTH
noetuku. OpieHTYIOUNCh HA NPUINCH KJIACHLU3MY, BiH BBIB Y
tekctu Illekcmipa emHicTh wMicmsl, 4wacy i amii i mocnabus
¢danTtacTHuHMA enemeHT. Tak, y #oro mepekmami «[amieray,
npumipom, IlpuBua B3arami He 3’sBiseThcst Ha cueHi. Sk i
Bonbrep, Jlroci HamaraBcsi yHHKaTH O€3MOCEPEIHBOTO IOKa3y
JKOPCTOKOCTI, CaMe TOMY y CBOIX TepeKiajax BiH 3aMiHHB €Mi30,11
BOMBCTB, KPUBABUX MOEAUHKIB 1 KPOBOIIPOJIHUTTS PO3MOBIIIMHU PO
HUX, BKJIQJEHUMH y BycTa nepcoHaxiB. IIpore, QpaHiyy3pkuit
ranay 'y XVIII cr. HaBiTe Takoro «umpasieHoro» lllekcmipa

» TopkyT H. Binssm Illexcrip y dpaniy3skoMy KyIsTypHOMy mpoctopi. C. 235.
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cripuiiMaB JOBOJII TTO3UTUBHO. Lleil «BiagpeTymoBaHuin» mepexia
3HalOMHUB Ta NMpHBYaB GpaHIy3bKoro risaada o llekcmipa.

Crig HaroJxocWTH, IO caMe Taka HEMOBHA Ta CyINepewinBa
¢paniy3pka amponpiarisi [llekcmipa onocepeakoBaHo BIUIMHYIA i
Ha Iramiro, amke mepmri mnepexnaan Illekcmipa, 3  sSKUMH
no3Haiomunucs itanivmi y XVII cr. Oynu came dhpaniry3skumu. Ak
3a3HaYaNocsd BHWIIE, JOCTEMEHHO Bimomo, mo y 1769 pomi
®panuecko ['piTTi 3pobuB cBiil nepeknan «['ammneray 3 amanTarii
K. @. [droci, sxuit 10 pedi, He 3HAB aHTITIHCHKOT MOBH, TOX B CBOIO
yepry mociyroByBaBcs nepekiagom Il'epa-Antyana ne na I[lnmaca
(1707-1793). Taxum unHOM, 3anpoBajpkeHi [1. A. ne na [Tiacom i
XK.-®. Jlroci croxkeTHO-XapaKTepoIoTiuHi 3MiHHU, 30KpeMa, Bi]MOBa
BiJl IPYrOpSAHUX TEPCOHAXIB, HE MOTJHM HE MO3HAYUTHUCS 1 Ha
paHHi# iTamiiichKill TaMIeTiaHi.

[MpukmeTHO, MmO y TWepmIii iTamiiCBKIA MMOCTAHOBII
«l"amneray, 3aificHeHii mij yac Benemiancekoro kapHaBany 1774
pOKy, OyJo 30epexkeHo BCi KiacuucTuaHI «HoBaiiy XK.-D. [roci,
a "Ha adimax iM’s nepeknagaya @. I'piTTi HaBITH HE 3rajyBanocs.
Cyro HaykoBa ineHTHIKaIlisa aBTOPCTBA TEKCTY ITaNACHKOTO
mepeKnay, AKuii CTaB 0CHOBOIO i€l mocTaHoBKH, Oyia 3)III/ICH6Ha
3HAYHO Mi3HIMIE, TIO IO MHIIE nocmigauk O. I HeTpOHe

Xoua peuenuis Ilekcnipa y HimeuunHi sika posmnodanacs
TpoxXu Mi3Hime HiK y Ppanumii, 6e3mocepeHbO HaA ITANINIIB HE
BIUIMHYJIA, ii aloJIOreTHYHUH XapakTep BHSBHCA CYTOJIOCHUM
iTamiiicbkomy oOokHenHto Illekcmipa sK KII04OBOI  (irypu
CBITOBOTO TeaTpabHOrO MHcTenTBa. [I[puKMeTHO, 1m0 1Ie 3aI0Bro
no pomanTukiB, [laomo Pommi (1687-1765) irtamiiicbkuii moer,
J'Ii6peTI/ICT BU3HAB NpUpOAHIO reHianbHicTh lllekcmipa, a cTuib
HOTO TBOp‘IOCTl I1. Ponmi  nHa3uBaB «sublime» (migHEceHUid,
BGJ‘II/I‘IHI/II/I) 3rogom POMAHTHK AneccaHz[po MaH30HI TeX
aKIeHTYBaB yBary came Ha TeHiaJIbHOCTI HleKcmpa «superhuman
and godlike» (6oxecTBeHHUIA, HaJUTIOZIChK ).

% Petrone Fresco G. Shakespeare’s Reception in 18th Century Italy: The Case of Hamlet : thesis
submitted for the Degree of PhD. Warwick, 1991. P. 161.

7 ur. 3a: Collison-Morley L. P. 115.

b [ut. 3a: Collison-Morley L. P. 112.
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I1. Posni, sxmii nepmM B Itanii mepekiaB MoHosor ['amiera
«bytn unm He OyTm»,” 3aKIaB OCHOBH HE TIIBKH IETETY
cmiBBiTum3HUKiB Illekcmipa, ame # J0BOJI TOMIpPKOBaHOTO
CTaBJICHHS 70 BoJbTepiBCHKOro KPUTULU3MY IO BiTHOLIEHHIO 10
Benukoro aHrmimsg. Y 1728 pomi I1. Poni omyGikyBaB KHHTY
«3ayBaxkeHHs 10 ece BonbpTepa 3 emiyHoi moesii eBporneichbKux
Halliif», B SKid BHUCIOBUB, 3 OAHOTO OOKYy, BJIACHE 3aXOIUICHHS
TaJIaHTOM aHIMIIHCBKOrO IpaMaTypra, a 3 iHIIOT0, — MPHITYILEHHS
1010 TIPUYMH HETaTWBHOTO cTaBiieHHS Bombrepa mo Illekcmipa.
1. Ponni BrieBHeHu#t, B Tomy mo «Piuapn [II» ta «enpix [V» —
«ie Te, mo no3BoyHTh lllekcmipy BiYyHO csSsITH HAa OpPUTAHCHKIM
cueHi. 300paxxyloun y CBOIX ICTOPUYHHMX TparedisiXx XapakTepH
BHJIATHUX AHTJIHUINB 1 pUMIISH, BiH 3MaJIbOBYE X TaK JUHAMIYHO,
TOKa3y04H I[OCT(});I)'HCTBa 1 HEeJIOJIKH, IO 31a€ThCA HiOM i Tepoi
XKUBYTH 1 3apa3».” 1o x mo ¢panmyspkoro ¢inocoda, To aBTop
KHUTHM J10BOJI KaTeropuuHuil: «Ha Miii mornsan, — mume BiH, —
Bonbrep nikonu He 0aumB 1 He ynTaB Hi Tparenii «MakbeT» ... Hi
«bypro» ]_HeKcnipa».31

Brim, ciig maromocuty, mo y X VIII cT. Brumme BoabsTepa Ha
CycnulbHy ayMmKy iraminiB mogo Illekcmipa Oy  moBodi
notykauM. Ha Binminy Bix [1. Pomi, iHmIi itanidchKi KpUTHKH HE
CTUTBKM (OKYCyBaJId yBary Ha JIOCTOIHCTBax I’€C aHTIIHCHKOTO
Jpamarypra, CKUIbKM KPUTHKYBaJH WOTO, amleNioldH 10 ifei
Bonbrepa. ¥V 1743 poui BUXOAWTH APYKOM IMepiia itamiichka
icTopis JiTeparypu ®£queCKo Cagepio KBagpio (1695-1756), ne
sragyethes lexcnip.™ Y Hill iTanificbkuii aBTOP 3 TOCHUJIAHHSM Ha
(GpaHIy3pKOTO MHCIHUTENS, SK Ha HAWOUIBIIOrO aBTOPUTETA B
MUTAHHSIX KYJIBTYpH, CIIOBO B CIIOBO IEpPepaxyBaB BCi Ti HEIONIKH,
aki BonbTep «3Haimos» y tBopax lllekcmipa. 3romom, y 1760 p.
iHmmid kputuk Kapno Jlenina y kausi «Po3MoBu mpo mitepatypHi
momii»”™ Takox 3rajgaB lllexcrmipa, nmarouu BiICHIIKY Ha OiTBII

* Dorris G. E. Paolo Rolli and the Italian Circle in London, 1715-1744. Hague — Paris : Mouton

& Co., 1967.

Rolli P. Remarks Upon M. Voltaire's Essay on the Epick Poetry of the European Nations.

London, 1728.

> Ibid.

32 Quadrio F. S. Storia edella Ragione d'Ogni Poesia. Milan, 1743. Vol. L. P. 149.

*3 Denina C. Discorso Sopra Le Vicende Della Letteratura V1 (1792). Kessinger Publishing,
2009. P. 344.
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panHiii TBip BoabTepa «Ece 3 emiuHOT mMoe3ii €BpOMEHCHKHX
HaIiiy, konu ¢inocod Oys 6inmbin npuxunsHUM 10 [lekcmipa, Hixk
Ha cxwii JiT. I3 Tekcry K. JIeHiHH cTae 3po3yMiinM, IO CaMOTo
[llekcmipa BiH Tak i He mpounTaB. BodeBunab, Takuid Miaxia 10
anamizy TBopiB Illexcmipa OyB HaWOUIBII PO3MOBCIOKCHHUM B
Itanii y XVIII cronitri: aBTopuTeT BonbTepa Ha manbkax Tepe3iB
3HAUMB JUIA OaraThOX KpUTHKiB, 30kpema mis J{. @. Ksagpio i
K. lleninn, HabaraTo OinbIie, HiXk TXHS BIacHA AyMKa.

[likaBy iH(OpMaIio 3 MHOro MUTaHHs (BIUMB BonbTepa Ha
cupuiiaarts  lllekcmipa B Iranii) MoxHa 3HaliTH y TBOpi
IpIaHICHKOTO KaHOHIKa Ta JiTeparopa Maprina lllepnoka, sxwmii
BiH myOuikye y 1779 p. mix Hazoro «Pparmentu npo [lekcmipay.
Ils xHMra me 3a dYaciB JKUTTS aBTopa Oyma OaraTo pasiB
MepeBuIaHa, B TOMY YUCII iTATIHChKOI0 Ta (PpaHITy3bKOI0 MOBaMHU.
HanpykoBana mif pi3HIMH Ha3BaMH, BOHAa aKTHBHO MOLITHPIOBAJIACS
B €Bpori i Oyna NonmyIsSpHOIO B KOJIaxX TeaTpaabHUX /is4iB, B TOMY
gyucai # itamiiicekux. M. Illepiok OyB BeMMKMM HIaHYBaJbHUKOM
[lekcmipa i #oro ayke OEHTEKUB TOH (akT, IO JATEKO HE CKPi3b
TeaTpalibHa CHUIBHOTA CIIpHiMala aHrJIiHChKOTO Apamarypra Tak,
SIK BEJTUKUH JIpaMaTypr TOTO 3acyroByBaB. BiH HaroJorryBas, mo
OaraTo mojopoxyBaB €Bpornoto B 1776—1780 pokax, i mpoTsIrom
Bciei momopoxi «Bim [lapmwka no bepnina, Bim bepnina mo
Heamons >xomnoro pasy He uyB, mo0 iMm’s Llekcmipa
OCKBEpHSUIOCS», ajleé TUM HE MEHILEe, Y MPOMOBaX KPUTUKIB BOHO
9acTO CYNPOBODKYBAJIOCS JWBHOIO 3TaIKOI0 TPO  «KAXJIMBI
¢bapcu». lllepnok 313HaBaBCs, 10 JOBIO HE MIT 3pO3yMITH, YOMY
came Iie CJIOBOCIOJIYYEeHHS! BUKOPUCTOBYBAJIH IO BiIHOIICHHIO 710
tBOpiB Illekcmipa y pi3HMX KpaiHax, aje KOIM HoMy 10 pPYyK
MOTpanuB TOMUK BombTepa, BiH 3p0o3yMmiB, IO aBTOPOM IIi€i
HEKOMILTIMEHTapHOT MeTadopu Oy came BombTep, a «Bci iHIII
KPUTHKH TPOCTO BHBYMIM iX HAa mam’sitby.” ToX He CTITBbKH
peanbHa oriHka MaicrepHocTi Illekcmipa, CKUIBKH IIIE€TETHE
CTaBJICHHS €BPOIEHIIB, Y TOMY YHCI, W iTamiimis, 10 Boiabrepa
BU3HAYAJIM CTAaBJICHHS TeaTpaJIbHUX KPUTHKIB 100U [IpocBiTHUIITBA,

3 Sherlock M. A Fragment in Shakespeare: Extracted From Advice to a Young Poet: Translated
From the French. Ulan Press, 2012. P. 46.
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a BIANOBIJHO W MPaKTHKIB Tearpy Ta HIMPOKOIro 3araily Jio
AHTJIMCHKOTO JIpamMarypra.

[TinTBep/KEHHST IILOMY TPHUITYIIEHHIO, SKE€ A€ IIiICTaBH
TOBOPUTH NPO BTOPUHHMH XapakTep ITANIHCBKUX CY/DKEHb IPO
[exkcnipa B 100y [IpocBiTHHIITBA 3HAXOAMMO Y TIpalli BiZOMOTO
miteparypo3naBis K. XKrocepana. Bin HasuBae BombTepa
HAOLTBII BINIMBOBUM cepen eBponeicbkux KpuTHkiB XVIII cT.:
«11{o6 BosbTep HE rOBOpUB, HaBITH SKILO BiH IPOCTO TTOBTOPIOBAB
Te, IO JIO HhOT'O CKa3aJld 1HII KPUTUKH, HOTO HE3MIHHO CITyXasH 3
BEJTHKOIO [IOBAr0I0 i B ITalmii Ginblire Hix GyIb-1e».>

CyronocHoro Oynma ¥ JOymka iTamildChKOTO TMoeTa Ta
nmitepatypHoro kputuka Aptypo I'pada (1848-1913). ¥V cBoiii
OCTaHHIN KHU31 « AHrIIOMaHis Ta BB AHrimii Ha Itamito y XVIII
CTOJITTI» BIiH 3a3Ha4aB: «3arajJbHOBIIOMO, [0 HAIlll THCHbMEHHHUKH,
3a HebaraTbMa BUHATKAMU, TaJalii Ha KoJliHa mepen Bombrepow, i
HEMa€ CEHCy ILIYKaTH LbOI0 110JIONOKJIOHCTBA, fKI BXKE 1 Tak
3i6pani».”® Ha aymky JI. Komticon-Mopreif cTaBneHHs 10 IT'ec
[Mexcmipa B Itanii no mouatky XIX ct. Oyno chopMmoBaHe BILIUBOM
Bonbrepa, i HaBiTh Ti, XTO 3aXOIUTIOBABCS JpaMaMH aHTJINIS, HE
Iypajikcsl TIPUHATITHO 3aKUHYTH SKUICh 3 KPUTHYHHNA apryMeEHT,
3aII03MYCHNIT y ABTOPHTETHOTO (hpaHIy3a.”’

OTxe, TpaBOMIpHO CTBEpKyBaTH, 10 BonbTep Bimirpas
HeaOusKy poib B paHHid iTamiiicekmii peuentii Illekcmipa. 3
onHOro 00Ky, BiH IPUBEPHYB yBary itaniiuis g0 Benukoro bapna,
3 iHmoro nosruii yac IllexcmipoBuidi reHiii crnpuiiMaBcs JIMIIE
ounma Bombrepa, mocuth (parMeHTapHO Ta  OJHOOIYHO.
BonbTepiBChKU  KPUTUIM3M — TAJIbMyBaB IIPOLIEC BXOKCHHS
AHTTINCHKOTO TEHis Ha iTajiiicbky cueny. IllpukmerHo, 1m0
aKTHBHE 3BEpHEHHS iTaniiicekoro Tearpy ao lllekcmipa npumamae
Ha movyaTok XIX cromitrsa. He B ocTaHHIO Yepry 1IbOMY CHPHSIIO
MParHeHHS ITAMUIIB 10 KyJIbTYPHOTO CAMOCTBEPIKEHHS, a TAKOX
T0SIBa ITAIIACHKUX MEPEKIIaIiB, KA BiKpHUBaJia TEKCTaM BEIIMKOTO
AHTIIUI NUIAX 710 iTANIHCRKUX YUTAYiB 1 TeaTpanbHOl myomiku. B
upOMy IaHi iTamidickka Mojenb peuenii lllekcmipa B mo0u
POMaHTH3MY OiJIBIIIOI0 MipOrO MMOAI0OHA JI0 HIMEIBKOI, B SIKild caMe

3 Iur. 3a: Collison-Morley L. P. 15.
*¢ Graf A. L’anglomania ¢ ’influsso inglese in Italia nel secolo XVIII, Torino : Loescher, 1911. P. 15.
37 Collison-Morley L. Op. cit. P. 15.
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MOPOJKEHE BJATUMM TEPEKIaJaMi  3aXOIUICHHS T'CHIaJbHICTIO
aHTJIIHCHKOTO MUTI W HalliOHAJIbHA TeaTpajbHa KPUTHKA, a HE
aBTopuTeT BosbTepa 3a1aBanu TOH.

[Tepmii wimenpkomoBHi mepexnanu K. B. bopka (1741),
1. E. llnerens (1741-1749) i C. I'puneyca (1758) HecyTsb Ha cobi
BIIONTOK IIUPOTO 3aXOIUICHHS TEKCTOM Tepliopkepena i
MPOCSIKHYTI TParHEHHSM MAaKCHUMaJbHO TOYHOTO BiITBOPECHHS
aBTOPCBKOI MaHepH. B mpoMy, AK IyMaeThCs, NAETHCA B3HAKHU
CIIUTBHUWA I  BCIX POMAHTHKIB IJABUIICHWM 1HTEpEC [0
MHUCTELTBA 1 MUTaHb, [OB’A3aHUX 3 TPAHCIEJCHTHOIO MPHUPOIOI0
TeHI1aJIbHOCTI, @ TAKOX ME€TETHE CTABICHHS /IO MMOCTATI MUTIIS.

[TprKMETHOIO PUCOI0 HIMEI[BKOTO MIEKCIIPIBCHKOTO TUCKYPCY
€ BIJICYTHICTh KOH(POHTAIl y CTaBJICHHI MPOCBITHUKIB i pOMaH-
THKIB 70 aHTJiHChKOTO Apamatypra. | meprri, i Apyri BifzHavanu
BenuKy Onm3bkicTh Lllekcmipa HIMENBKOMY HaliOHAJIBHOMY
JIyXOBi, CHIJIBHICTh iX TE€PMAHCHKOTO KyJIbTYpHOTO KoOpiHHsS. lle
MOCHITIOBAJIOCH TUM, IO HIMIII Bii/TaBaJI MepeBary aHTIiiicCbKOMY
XyZA0)KHBOMY CMaKy, B TOH 4ac sIK y CBiTi 3aKOHOJABLSIMU MOJH,
30KpeMa TeaTpaibHOI, BBaXKaIcs (hpaHIy3H.

Bxe minm uac mepmoro 3nHaiiomctBa 3 Illekcmipom 'y
HimeuunHi po3moyanocsi CIiBBiTHECEHHS TBOPUYOi OCOOMCTOCTI
[llekcmipa 3 KOHIENTOM ‘‘N03a4acoBOro reHis”. SIK miagKpecTioe
T. XurtpoBa-bpanit: «HimIII 3arm04aTKyBaiy peTesbHE JOCIiHKEHHS
HOTO TBOPYOCTI, SKE BUSBWIOCA MPOAYKTHMBHMM 1 B IUIaHI
OPraHIYHOTO 3aCBOEHHS M PO3BHUTKY HICKCITIPIBCHKMX KOHIIETITIB, 1
B IUIaHI (binocoq)CLKO'l' Ta JiTepaTypo3HaBuoi aHamiThku. Came
HiMenbkuil mpocBiTHUK ['. Jleccinr BU3HA4UB BENMKE 3arajlbHO-
KyJIBTYpHE 3Ha4€HHS TBOpYOCTi B. H_IeKcmpa»

Ionpu ynepekene cTaBIeHHS BCiX paHH1x MIPOCBITHHKIB J10
npamarypriynoi TexHiku Illexcrmipa, HIMEIBKMM TeOpeTHKaM
MUCTEITBA 3PEIITOI0 BIAIOCS BUHUTH 3a PAaMKH TOTOYAaCHOTO
TOPU30HTY OYIKYBaHHs, BIAMOBHTHCS Bl THUX €CTETHYHHUX
cTepeoTHmiB, mo Oyimu chHOpMOBaHI KIACHUIIM3MOM. 3aBISKH
aKTUBHIH TOMYJSIPU3aTOPChKIM  JiSUIBHOCTI TaKMX BUJATHHUX
KynbTypHux  mistaiB, sk [ E. Jlecciar, I'. B. 'epctentepr,
I.T. T'amann, I. T'. T'epnep, 1. B. I'ete, 5. M. P. Jlenn, 1. A. Jleiizesin,

3 Xurpoa-Bpaun T. B. Ilut. Bun. C. 4.
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®. M. Kuninrep, 1. ®@. Hlimrep, 6patn A. B. Ta @. llInereni, JI. Tik
HimeyunHa mBuako mojonana 06Me>1<yBanLHy CHJTy HOPMATHBHHX
npmmcm c(OpPMOBaHUX KJIACHUIM3MOM, 1 SK HACHIIOK @A
pelenuis CyTT€BO BIUIMHYJAa Ha BiAPO/PKEHHS HAIIOHAJIBHOL
TearpanbHOi Tpaaumii. HaBiTh y HIMEIbKill TepeapoMaHTHYHIN
Apamaryprii «mropmepn» nporosocuid KynbT Ilekcmipa 1
BHHECIIM HOTO iM'st Ha cBOi mparopn.” B 1bOMy criocTepiraeThest
MOAIOHICTh 3 ITANHCHKOIO CUTYAIli€r0 ToYaTKy XIX CTOMTTS.

Heo0OxigHo 3a3HaunTH, 1m0 TpuBaimii yac (q0 1860-x pokiB)
Itamis Oyna posminena Ha Oesnmiu  ApiOHUX JiepkaB, IO
nepeOdyBanu min Brnagoro ABctpii, ®@panmii ta Icmamii. Take
BHYTPILITHE PO3APIOHEHHS CHPUYMHWIO CKJIAJHY MOJITUYHY
CHUTYyaIlio, SKa XapaKTepHU3yBasacs MOCTIHHUMH 3aBOPYIICHHIMU
Ta peBOJIOLIMHUMHM pyxamu. B TorouacHomy itamiiicbkomy
CYCHUIBCTBI CHOCTepiranacs HampykeHa KOH(pOHTamis Mix
KOHCEpPBaTHMBHUMM CHJIAMHU, SIKI IIPAarHyJiu 30€perTu cTaTyc-KBo, Ta
nibepadbHUMU 1 HALIOHATICTUYHUMHU pyXaMu. BrumBoBumu
YUHHUKAMHU, SKi CTUMYJIOBAJIM MMiTHOM NaTPIOTHYHUX HACTPOIB 1
CTHUMYJIIOBAIM IHTEpEC ITANIHIiB J0 NPOLECiB HAliOHAIBHOI
camoieHTH(]ikalii, y TOMy uucii, W KyJIbTypHOi, Oynu
PicopmxkiMenTo (HamioHaTbHO-BU3BOJIBHHNA pPyX ITaNiHCBKOTO
Hapoay MpOTH 1HO3EMHOIO IIaHyBaHHSA, IO MaB Ha MeTI
o0’eqHanHs po3apibnenoi Iramii), pyx kapOonapiiB (TaemHe
toBapuctBo B Itamii 1807-1832 pp) ta pepomrorist 1848—1849 pp.
Itanis XIX cr. Oyna apeHoro OypXJIMBHUX COIIAIbHUX 1 MO THYHUX
3miH. Lleil mepiog Takok XapaKTepHU3yBaBCS CYINEPECWIUBUMH
COLIIAILHUMH TIPOIIECaMH, 30KpeMa, 3pOCTaHHAM 1HIyCTpiami3aii,
MIrparfi€lo HacelleHHs 3 celia JI0 MICT Ta BHHUKHEHHSIM HOBOTO
KJIacy TPOMUCIIOBIIIB.

BryTpimHpononiTuyHa HECTaOUIBHICTH Ta YacTl 3MiHH
PeKUMY TEpeIIKOKaId PO3BUTKY KyJIbTYpH Ta MHUCTELTBA,
30kpema, tearpy. Y 1860-1861 pokax [xysemnme [apibambmi,
ITAMWCHKUIA TATPiOT 1 PEBOMIOIIOHEp, 3irpaB BHUIATHY pOJIb B
O6'euanni Itanii. Horo 3ycuiuIs, Biiomi sik moxia Tucsdi, cranu
MOBOPOTHUM MOMEHTOM y OOpoThOi 3a ITamiiChKy €IHICTb. Y
TakoMmy KoHTekcTi, [llekcmip, sikuii OyB yke JyKe TOMYJISPHAM Y

¥ Xurposa-Bpaun T. B. Iur. suz. C. 9.
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€Bpomi, A1 IIUPOKUX BEPCTB HaceseHHs ITaiii, BTSATHYTUX Y BHP
MOCTIHHOT ~ CYCHITBHO-TIONITUYHOT TYpOYJEHTHOCTi, BCE IIE
3anumaBcss MaynoBioMuM. OKpiM TOJITHYHUX Ta COIAIbHUX
MEPEIKO/, iICHYBaB 1 psAll KyJbTypHUX (aKTOPIB, SIKi CHOPUYNHHIN
Taky 3amisHiny peneniito Illexcmipa B Irami. Knacuunwmii
TiTepaTypHU KaHOH, IO cQOpMYBaBCsl B ITANINWCHKIH KyJIbTypi
XVIII cromitrs, CKIamgaBcs Maibke BHKIIOYHO 3 aAHTHYHHX
aBTOpIB, a TAKOX ITANIMCHKUX MaWCTpiB cioBa jo0u Penecancy.
Ile cTBOpMIO eCTETHYHI Ta iJCOJOTIUHI IEPEIIKOAN  JIIs
ampomnpiamii [llekcmipa, skuii Ha piBHI CBiIOMOCTI MEPECIYHOTO
ITAJAI  CTIpUiiMaBCsl CKOpilleé He SIK TEeHill BCECBITHHOTO
Macmirady, a SK aBTop ‘“‘BapBapChKoi’ aHTIIHCBHKOI JiTEpaTypH.
TuM He MeHIIe, mepIa MeKCIipiBcbka MOCTaHOBKA 3HAKOBOI ISt
itamimiB Tparedii B. lllekcmipa «OTtenno» iTadiiichkor0 MOBOIO
BimOynacs y Bewnenii B 1798 poui. B ocHoBy BucTaBu 0Oyio
nokynaaeHo nepexian JpxkyctuHm Mik’ens, sfka mpamioBana 3
aHTITIACHKAM OPHTIHAJIOM, alie i opieHTyBamacs Ha (ppaHIly3bKuit
nepeknaf [1.-®. Jle TypHepa.40

Ha mnowarky XIX cT. mekcmipiBCbki I'ecH Bce X TaKd
MOYMHAIOTh CTaBUTH Ha CIIEHAX 0araTboX ITamiiiCbKHX TeaTpiB.
OpHuM 13 HAWMOTYXHIMIMX OCEPEeIKiB MHUCTELUTBA B Ti yacu OyB
teatp «Jla Ckana» B Minani, ne y 1802 pomi BinOymnacs mpem'epa
OanmerHoi  BuctaBu  «Otemio»  BUmaTHOro  OanerMeiicrepa
CanbBarope Birano (1796-1821). Lleii HemepeciuyHwii MHUTEIb
OpUAUSIB BEMUKY yBary He JHMIIE PpUTMi3alii MaHTOMIMH 1
PO3KPUTTIO MIEKCIPIBCHKOTO CIOKETY MOBOIO TaHIIIO, ajle i BIacHe
IpamMaTypriiHUM —acrekTaM BUCTaBU. SIK  Hacmijok, Oaner
«Otemio» MaB BEIMYE3HHH YCHIX Yy IyOJKH, CHpPUSIIOUU
nonyisipHocTi  Illekcmipa cepen  iTamiiicbKuX —IIaHyBaJbHUKIB
MHCTeITBa. 3roioM, uepe3 14 pokis, Ha cieHi Tearpy Can-Kapio B
Heamoni Oyno moctaBneno omepy «OTeio» BCECBITHbOBIIOMOTO
komnosuropa J[x. A. Poccini, ska cipuunHmia cipaBxHii Gypop.
Benuke 3axomneHHs y cioyxadiB BUKJIMKaua 1 omepa «Oremno»
Jxyzenmne Bepgai, mpem’epa sikoi BinOynacs y Jla Cxana 1849 poky.
Came 3aBASKM MY3WYHOMY MUCTEUTBY I Tpareiis BEIUKOTO
OpUTaHIIA CTa€ IMMPOKOBIIOMOIO B ITaii.

40 Busi A. Otello in Italia. Bari : Adriatica Editrice, 1973. P. 24.
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VY 1820-Ti poku iHTEpEC 0 BEHEIaHCHKOTO MaBpa CTUMYJIIOE
i TBOpYI TIOIIYKU TE€ATPATLHUX PEXKHUCEPIB Ta aKTOPIB: iITATIHCHKOIO
MOBOIO TT’€CY CTaBIISITh y MilaHchkoMy «Teatpo Pey, y Benemii Ta
THIIIMX MiCTax Mo BCii KpaiHi. 3a mipaxyHKaMy TeaTpO3HABIIIB, JI0
1850-x pokiB OyJI0 3MIHCHEHO JBaHAANATH TOCTAHOBOK «OTEII0N,
a mpotsiroM XIX CTONITTS — MOHA mrictaecsr.”

Cepen TeatpiB, A0 perepTyapy SKUX B Ti YacH BXOIWIN
MIEKCHIPIBChKI M'eCH, BapTO 3rajatu Taki, sk «Jla Deniue» y
Benenii, «Can Kapno» B Heamomi, «Apmkentinay B Pumi Ta
«Kapno ®eniue» B I'enyi. [T'ecu Illekcmipa Oynu moxmajeHi B
OCHOBY OaJIeTiB Ta Omep, a TAKOXK CIIEKTAKIIB TeaTpy MapioHETOK.
Lli TeaTpu wacTo 3alydyand BiIOMHX aKTOpPiB, TaKMX sIK AJemiHa
IMarti (1843-1919), ®panuecko Tamanbo (1850-1905) Ta Tomazo
CanpBini (1829-1916), sixi rpaiu TONOBHI poJi B MIEKCHIPIBCHKUX
m’ecax. [T'ecu llexkcmipa TakoX CTaBHIIMCS MaHIPIBHUMHU TPYTIAMH,
mo racrpomoBanmu 1o Bcid Irtamii. Ile Oesnmepeuno copusiio
nomyJsipu3anii #oro m’ec cepen itamiiicekoi ayauropii. Tox,
Ma€eMO MIJICTABH TOBOpUTH Tpo Te, mo y XIXcr. mybmika
iTamiiicbKuX TeaTpiB crpuiiMana mocraHoBKU Binmbsima Illekcmipa 3
HE MEHIIUM C€HTYy3ia3MOM 1 3amajoM, HDK I1HII €Bpomeim Ta
amepukanmi. Iramiiicbka myOiika 3amOBHIOBaJa BCI MiCHS Y
TeaTrpax, o0 noauBuTHCA I'ecu bapna, a akTopu 1 pexucepu
PI3HHX TPYH 3Marajiucs, oo nepeBepIuTy OAUH OJTHOTO.

Ha 3pocranHi mekcnipoBoi cnaBu B Itanii, sikoMy CHpHSUIA
HeTIepeciyHi TBOPYi 0COOMCTOCTI HOTO CHEHIYHUX IHTEpPIpeTaTopis,
akuentye ypary JI. Kansi. Bona, 30kpema, 3a3Hauae: «Pocci cripapi
CTaB TEPIINM ITATIHCHKHM aKTOPOM, SIKHH Maibke BUKIIOYHO
acomitoBascs 3 imeHeM lllekcnipa. 3 1856 p. Pocci ycnimHo rpas
I'amnera, Kopons Jlipa, Mak6era, Illeiinoka, Piuapaa I1I, Orerno,
Pomeox. Bapro miakpecnuTh, mo itajiiicbka akTOpCchKa rpa,
OKpIM TOTO, IO BBa)Kajacs CIOHTAHHOKI Ta iHAWMBIIYaIbHOIO,
TaKOX 3/1aBayiacs OLIBII PeaTiCTUIHO0, HIJK CTHJIb aHTJIIACHKUX Ta
AMEPUKAHCHKHX aKTOPiB."

! Ibid.

42 Calvi L. From Caesar to Brutus: a note on two scripts of Ernesto Rossi’s “Giulio Cesare”.
Rome in Shakespeare's World / ed. by Maria del Sapio Garbero. Roma : Edizioni di storia e
letteratura, 2018. P. 191.

4 ITur. 3a: Coduri M. A Travelling Tale: Shakespeare on the Italian Stage : thesis submitted for
the Degree of MPhil. London, 2013. P. 80.
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Xoua (QpaHIy3pKHi KIACHIM3M 3HAYHO BIUIMHYB Ha
ITaNMAChKY IIEKCHipiBCbKy KpuTuKy KiHig XVII cT., mpotsrom
HACTYITHOTO CTOJITTA BiH TIOCTYNOBO BTpPAaTHWB CBiil BIUTMB Ha
(hopMyBaHHS iTaTiHCHLKOTO aKTOPChKOI MaiicTepHocTi. [lopiBHIOIOUN
Anenainy Pictopi Ta ¢paniy3bky akrpucy Pamens, M. Kapicon
3a3Hayae, IO OCTaHHA ‘“‘yocoOiroBana co0o0r0 (paHIly3bKHi
KJIaCHULIU3M — an/ICTpaCHHﬁ aie BnpameHHﬁ y MaHepi, CyBOpoO
KOHTpOJ'ILOBaHII/I 6araToro TpaJIulli€ro pyxy Ta JeKnamariii, B
TBOpax 13 YITKOIO CTPYKTYpOIO nponopum i piBHOBaru”.
ITamiiicbki ’k aKTOpU BTUIIOBAJIM PEATICTHYHICTH 3a JOMOMOIOIO
KOHTPACTIB, K Y T0JIOCI — SIKWH BOHH MOTJI BUKOPUCTOBYBATH SIK
3aBrOJIHO, TOMY Y€pryBajlM KPHK 13 IIENOTOM — TaK 1 B pyXax: BOHU
MEePeXOIMIN Bi JPIOHUX JKECTIB A0 BEIUKUX IJISi CTBOPEHHS
NPOTUIIEKHUX eMoLii. XKecTu 1 pyxu Oynu Ba)KJIMBOIO CKJIAJ0BOIO
iXHBOT TPH; BOHH 3aBXKIH 300paskaiiv Mii 3a JOTIOMOTOI0 Bpa)karode
MEPEKOHJINBOI TIJIECHOCTI, 1110 JTy>Ke BiAPI3HSUIIOCS BiJl aHTITIHCHKOTO
crimo. KOHTpacT# TakoK XapakTepusyBamd CTPYKTYpY MeCH —
HPUCTPACHI CLEHM YepryBajucs 31 CIOKIMHUMM — 1 4acto OyJo
npuitaato  OymyBaTH  CIEHYy 3  TPHUBAIOI  MiATOTOBKOIO.
[Tpuknagamu € cueHa JyyHatusMmy Pictopi ab6o moth CanbBiHi
npotu fro, ska Oyia pe3yibTaToM TpUBAIOTO KpemeHao. O0uasi
XapaKTEPUCTUKH, BHUKOPUCTAHHS  KOHTpAcTiB 1  KpeleHno,
HaraJlyloTb CTWJIb ONEPHUX CIiBaKiB, 110, 0€3yMOBHO, BIUTUHYB Ha
Ipy ApaMaTHYHUX aKTOPIB.

Y TNOpiBHAHHI 3 CY4YacCHUMH TEaTPAIbHUMH TPaTULisIMUA
BUCTYIIH ITTIHCHKAX aKTOPIB MHUHYJIOTO MOKHA PO3TJIIIATH, 5K
MeHIm peanictuyni. OJHAK CIiJ OLIHIOBATH IXHIA peatisM B
KOHTEKCTI TOTOYacHOi TeaTpalbHOi KyJbTypH. B Toil 4Wac, sk
(bpaHIy3bKi aKTOpU MPOTIroM mepiioi mojgoBuHU XIX cT. maibxke
HE BIJCTymalu Bil KJIACHUYHUX 3pa3KiB 1 iXHIA CTWIb Bce e
BUPI3HSBCS JEKJIAPATUBHICTIO, 1TaJiilli BHOCWIN y CBOi BHUCTaBU
TaKy 703y MPUCTpAcTi Ta 3amajy, IO Ha IJIAJa4yiB BOHH MOTJIN
CHPABJIATH JIy’Ke MOTYKHE BPaXKECHHSI.

[TpukmMeTHO, 1O iTamilicbka MaHepa rpaTH POl IIEKCHipiB-
ChKHX TIEPCOHAXIB IMOCTYIIOBO MOIIMPWIACSA W Ha iHII Kpainu. B

4 Carlson M. Op. cit. P. 180—181.
4 Coduri M. A. Op. cit. P. 84.
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IbOMY  KOHTEKCTI HEMOXXJIMBO OMHHYTH yBaror TpbOX
Bumesraganux «Bemukux AkrtopiB»: Anenainu Pictopi, EpHecto
Pocci Ta Tommazo CanbBiHi, SIKi TaCTPOJIOBAIN 3 TTOCTAHOBKAMH
[Mekcmipa no Bciit €Bpori, modysanu y IliBuiuniit Ta [liBaeHHiH
Amepuni. Ixmi wmaiictepni cueniuni iHTepmperanii XapakTepin
LIEKCTIPIBCHKUX T€POIiB CTaIM BaXJIMBUM YMHHUKOM B 3pOCTaHHS
MOMYJISIPHOCT]  IIEKCITIPIBCLKOTO CJIOBA, TMiAHIMAIOYM CBITOBUH
MIPECTHXK ITANIHCHKOTO TeaTpy.

VY nepiox 3 cepenunn XIX mo mogarky XX CT. Ha TeaTpajb-
HUX MiIMOCTKax €BpOMHU 3acssiii HOBI MIEKCHIPIBChKI 3ipKH, TaKi
sk ['yctaBo Monena, manemyasens Pamens, Anrtonio Ilerito,
Capa bepnap, I'enpi IpBinr, Emnen Teppi, Epmere JI3akkowi,
JlxoBanni ['pacco, Anmkeno Mycko ta Eneonopa [lyse. LlikaBo,
O Cepeil LMX TPUHAILATH BHIATHHX aKTOpiB JEB'SITh 6yn1/1
iTanmiiugMm, MO CBYMTL NpO OaraTy TeaTpanbHy TPaIUIIiIO
Itanii. IxHili TamanT Big4yTHO CHpPHSAB 3POCTAHHIO iHTepecy i
mo60Bi 10 apamatyprii [llekcmipa.

@dyHnaMeHTaIbHUN BHECOK Y BUBYEHHS Ta MOMYJISIPU3ALiI0
m'ec lekcmipa B Irtamii B cepemuni XIX cT. OyB 3miiicHeHwMiA
3aBISIKM CHUIBHUM 3YCHJUIAM KUTBKOX KIFOYOBUX TIOCTaTeH.
A. Man/130Hi, BiJOMUH iTATIHCHKHA MMCHMEHHUK 1 TIOJITHK, 3irpaB
3Ha4yHy poJib, BHCTYNUBIIM HA 3aXUCT JpaMaTypra Ta
MOMYJIAPU3YIOYH HOTO TBOPUICTH B IHTENEKTYalbHUX KOJaX.
[TapanenspHo 3 1M, HaA3BUYANHA TOMyJIApHICTH onep J[k. Bepni,
Oararo 3 sikux Oynu HarxHeHHI TBopamu Lllekcmipa, 3pobuna iforo
MEPCOHAXKIB 1 TEMH JOCTYIHHMH JIJIsl ITUPOKOT ayAUTOPIi.

Cyro uwmrampka peuermist Llekcmipa, sfka  TOMITHO
iHTeHCH]IKyBanacs 3aBAsSKA aKTHBHIA TepPeKIJallbKii isuIbHOCTI
Buine 3raganux K. Pyckoni Ta [Ix. Kapkano, Texx BrumBana i Ha
iHTEepec A0 TeaTpanbHuX nocTaHoBok Illexcmipa B Irtamii, 1 Ha
3pOCTaHHsI HOro KyJIBTYPHOTO CTaTyCcy B KOJEKTHUBHIN CBiIIOMOCTI
Halii B 1yioMy. BaknuBy poiib y BHXOBaHHI YMTAIIbKHX CMAakiB
iTamilickkoro 3arany Bimirpanmu mpaii ®pandecko ne Caskrica
(1817-1883), mHaiBILIMBOBIMIOrO iTaniiickkoro kputuka XIX
CTOJIITTSL.

Woro oninka Illekcripa rpyHTyBanacs Ha NPHUITYIIEHHi, IO
TBIp MHCTEITBAa MOTPIOHO OLIHIOBAaTH HE 330BHi, MOPIBHIOIOYH
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Woro 3 HIONTO O0O'€KTUBHHUMH TpaBWIaMH  (KJIQCHYHHUMHU
MPaBUJIaMH), a 3CEPEANHH, POCTEKYIOUN 1 PO3KPUBAIOYH 3aKOHHU,
MpUTaMaHHI TUTBKK oMy TBOpPY. TBip mucrenrBa ®. ne Cankric
pO3TTsiAAB K IHAUBIAYaTbHUM OpPraHi3M, 3MICT SIKOTO YKIaJACHUN
y BignoBigHy (opmy, sika, BiATak, HE iCHye ampiopi. 3aBIaHHS
KpUTHKa — IPOUTH TOW caMUi TIpoliec, KU CIIOHyKaB aBTOpa N0
CTBOPEHHSI CBOTO TBOPY, 1 BCTAaHOBHTH, YU BAAJOCS HOMY
FapMOHINHO MOEIHATH 3MicCT i hopmy.*°

Sx mmme C. Tpisenmini, XIX cromitrs Oyno mepiogom,
npotsiroM  sikoro penyTtauis Illekcmipa yTBepaunacs —cepen
YUTAIbKOI MyONiKH, INMaHYBaJIbHUKIB OIEPHOTO MHCTENTBA Ta
Bi/BixyBauiB Teatpy.” MoxHa CTBEpIKYBaTH, IO BAXIIHBY POIb
y 3MmiHl Mozgeni cmpwmitaarTsa lllexcmipa 3irpama mitepaTypHa
KpUTHKa, sika Oarato B yoMy Bu3Haumina ycmix [lekcmipa B
XIX cr. micnst «mpoBaimy» mekcmipiBcbkux TBopiB y XVIII cr.,
PO SIKMH TaK 4acTO MUIIYTh JOCIIIHUKH.

[TincymoByroun, 3azHaunmo, mo nporsrom XIX cr. Iramis
nojionana JOBIMM Ta CKIAJHUN NUIAX B PO3’€AHAHHI [0
mimicHocti.  Lleit mpomec 0OyMOBHB HEOOXINHICTH y camo-
iaeHTH(dikamii, (opMyBaHHI HalllOHAIBHOI TeaTpaabHOI MOAEN,
PO3BUTKY JITEpaTypu Ta KyJbTypu B mijomy. He Bukimkae
CYMHIBY, 1110 TBOpuicTh bapaa Bimirpana meBHy poib y mporeci
po30ymoBU 00’€HAHOI, caMoCTiiiHOI Ta He3anexkHoi Irtamii. Ha
BaxxJmBOCTi TBopuocTi lllekcmipa s HapomniB, siKi mepedyBalOTh
Ha  eram  JepkaBOoTBOpeHHs  Haromomye J[. MocksitiHa:
«... IONy4YeHHA 10 XyAOXKHBOI crnammuHu Bemukoro bappa €
MOTYXHAM KYJIBTYpOTBOPYUM 1 HALIETBOPYAM UYUHHUKOM, IO
JorioMarae  1mo30aBUTUCS KOMIUICKCY €THOKYJIBTYPHOI MEHIIO-
BapTOCTI Ta MPOBIHIlIai3MY, @ TAKOX BIIYYTH 3HAUYUMICTh BIACHOI
MPUCYTHOCTI Ha KyJBTYpPHII Marti CBITY».

4 Crind A. M. Op. cit. P. 38.

47 Trivellini S. Shakespeare, Italy, and Transnational Exchange. Early Modern to the Present
(Review). TRAlinea. 2019. Vol. 21.

8 Bragaglia L. Shakespeare in Italia. Bologna : Persiani Editore, 2006. P. 9; Lombardo A.
Shakespeare e la critica italiana. Sipario. Rivista di teatro, scenografia, cinema. Numero doppio
dedicato a Shakespeare in Italia. Giugno 1964, numero 218. P. 2—-13.

4 Mocksitina J. Llur. Buz. C. 7.
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BucnoBku. Sk mokasaB anaii3 penenii [llekcmipa B Itamii
XVIII-XIX cTomiTh, BaXIHMBY pOJb TYT BigirpaBai iHIIO-
KyJbTypHI BIUIMBH Ta crnenu(ika COIIOKYJIBTYpHOI CHTYaIlil.
Crasnenns itaminiB go lllekcmipa B 100y IIpocBiTHuiTBa OyIno
3/1eOLTBIIOT0 JETEPMIHOBAHE BEIBMH KPUTHYHHMH OI[IHKAMHU
Bonbrepa. Itaniiiceki nepeknaam TpuBalui 4ac (Maixe 10 Ipyroi
tpetuan XIX cT1.) 3miiicHIOBanmmcs 3 (paHIy3bKUX TEPEeKIIaIiB,
MO3HAYEHUX JIOMIHYBaHHIM KJIACUIIMCTHYHOI ecTeTuku. Crierudika
MepeKiajiB JaBajacs B3HAKM W Ha XapakTepi ITamiiChKUX
TeaTpajJbHUX IIOCTAaHOBOK. AJANTHUBHICTh, SK IepeKiajalbka
yCTaHOBKA (paHity3iB 1o0u [TpoCBITHHIITBA, MPUITYCKaTa BHECCHHS
3MiH y Tekcetu lllexcmipa, 30KkpeMa CTBOPEHHS KJIACHLIMCTUYHOTO
aHTypaXy IT'€CH, 3MEHIIEHHS KITbKOCTI IiHOBHX 0cCi0, 3MiHY
XapakTepy TOJIOBHHX TepoiB, MOTHBAIlii iX BUMHKIB, (piHATY I’ €cH
tomo. lle Oe3mepeuno mo3Hauvanocs i Ha crienuini CIEHIYHUX
BTIJICHb TaKHX MepeknaiiB. Tox TpuBanuii yac itamiichbka myOlika
HiOM muBwiack Ha I[llekcrmipa ounma [lroci, Bonbsrepa abo ne na
[lnaca, mo pae migcTaBM TOBOPUTH IMPO BITHOCHY OINOCEPEN-
KOBAHICTh Ta BTOPHHHICTH PaHHBOI ITANIMCHKOI peuemiii, fka y
XVII — na mouatky XIX cromite BimOyBajach depe3 MPHU3MY
(bpaHITy3bKOi.

AnosnoretndyHuil Xapakrep HIMELbKOI POMAHTUYHOI perentii
BUSIBUCSI CYTOJIOCHUM iTainiiicekoMy oOokHeHHio Illekcmipa sk
KI0UoBOi  (irypu  CBITOBOTO  TeaTpaIbHOTO  MHCTENTBa 1
103a4acoBOro reHid. B mpoMy, SK TyMaeTbcs, JAa€TbCS B3HAKH
CHUTBHUN NJIs1 BCIX POMAHTHKIB MiJBUIICHUN 1HTEpeC JO MOCTaTi
MUTOA 1 TUTaHb, TOB’S3aHUX 3 TPAHCUEIACHTHOIO MPHPOIOI0
TeHI1aIbHOCTI.

[IpaBoMipHO BUAIMUTH JBi XapaKTE€pHI PUCH, L0 BU3HAYAIH
peuenuiro TBopiB Illekcmipa y Iramii: TpuBamy BiICYTHICTB
1TaMCHKOTO MIEKCHIPIBCHKOTO KaHOHY Ta CHIBICHYBaHHS JIBOX
OCHOBHUX MiAXOMIB J0 TepeKiaay HMOoro TBOPIB: (iIONOTriyHOTO
(TEeKCTOBOTO),  HAIJICHOTO HA  MaKCUMaJlbHO  aJCKBaTHE
BIITBOPECHHSI OPHTIHANY JJISi YATAHHS IHIIOKYJIBTYPHUM 3arajioMm
Ta CIIEHIYHOTO, OPIEHTOBAHOTO HA TeaTpajbHI BTUICHHS TEKCTIB.
[MpoxykTOoM npyroro migxomy cTaja TaK 3BaHAa «aJalTHBHA»
MOJIeJIb, IO CSTAa€ KOPIHHAM TpaauLiil (paHIly3bKHX MEpeKiaiB
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XVIIlcr. 1 moB’s3aHa 3 TBOPYICTIO Tak 3BaHUX «Bemmkux
mekcipiBcbkux AkTopiB» XIX cT., mpore, BoHa 30epirae cBoi
MO3UIIT y pi3HUX (HopMax ax A0 mepnioi TpeThHU XX CTOJITTS.

TakuM 4YWHOM, XapakTepHHH [UIsl OUIBIIOCTI BEIHKHX
€BPOICHCHKUX KYJIbTYp Ipoliec 3axoruieHHs apamamu lllexcmipa
MPOSIBUBCSI Yy TOCTYIOBIM  «IIEKCHipU3amii»  HamioHATbHUX
mitepatyp. | Xxoua meil mnpomec po3modaBcs HacaMmmepen y
Himeuunni Ta ®@panmii, kyner I[lekcmipa mMmoCTymoBo cTaB
BOXIMBOIO pucor0 KynsTypu Iramii. IlowaTok TeaTpanbHii
penenmii lllekcmipa B Itamii Oynmo moxmageno y XVIII cT., ane
came y XIX crT. TeaTpaibHa «amporpiamis» TBOPIB BEITHUKOTO
bapna crana noBHouiHHOW0. [IpoTe HaBiTh Ha LBOMY eTarll
CIIPUMHATTS TBopiB AHTITIICHKOTO Bap/:[a iTaniiiisiMu Oyso 10BOITI
CynepeuTHBUM 1 YCKJIaJHIOBAJIOCh BiJAMIHHOCTSIMU KYJIbTYPHOTO
KOHTEKCTY 1 3HAa4YHUM BIUIMBOM q)paHuy3LK01 ;[paMaTyprn
BonHouac, HaBiTh NONpPU Taki CKIaJHI YMOBH, J€SKI ITalIHCBKI
IHTeJIeKTyalu nposBWIM 3Ha4YHUH iHTepec no llexcmipa i y cBoix
TBOPYMX MOIIyKaX 3BEPHYJIUCh JO AHIJIOMOBHOIO OpHTiHAIY,
3aMoYaTKyBaBIIM TaKUM YHHOM IMPOAYKTHUBHY TPAIMIIIO BiIMOBU
BiJl opieHTauii Ha ¢paHy3bki azantamii 1 nepepoOku. Ll
HA/I3BHYAIHO MiKaBi Ta CyNEpewINBi MPOIECH, SKi BU3HAYAIOTH
HEMOBTOPHICTh  ITANHCHKOTO  MIEKCHIPIBCBKOTO  JIMCKYPCY,
0e3nepeyHo MoTpeOyITh MOJANBIIOTO JAOCTIKEHHS B KOHTEKCTI
Cy4YaCHHX LIEKCMIPO3HAaBUYMX CTyHid. 30Kpema, 3aciyroByIOTh Ha
yBary TaK acleKTH, SK TposAB IIEKCHIpiBCbKOI  iHTep-
TEKCTYaJbHOCTI B  JHTEpaTypHid  TBOPYOCTI  ITalIHCBKUX
MUCHbMEHHHKIB, 3apO/DKEHHS HAyKOBOI MIeKcmipiann B Iramii,
BB Illekcmipa Ha CTaHOBJIEHHS 1 PO3BUTOK ITaliHCBKOIO
KiHemarorpady.
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Tonkinc Jliza. Ha mexi: xkomenTapi Kpictodpepa Mapiao mnpo
Yxpainy.

YV yvomy ece poenadaromecs mpu winaxu, axumu n'ecu Mapno
niosoosams Hac 00 cyeepenimemy U O0epiucasHocmi cyyachoi Ykpainu:
300pasicents 11020 Hatigioomiuozo eepos Tamepnana Benuxoeo, 32aoku npo
piuky [on; i me, ax nocmanoska «/ioonu, yapuyi Kapgpazena» y Zoom
NPONOHYE HAM NOMEHYIUHY NApanelb MIJNC MPOAHYIMU MA YKPATHYIMU.
Tamepnan — cki¢, ane makoxc [ mMamapuH;, NepemuH Yux 060X
iOenmuuHOCmel 00360/€ YAGUMU 1020 5K NOBANCHO2O YKpAiHYys |
donomazac HaM  3PO3YMIMU  HACTIOKU  POCIUCLKO20  NO2padyeanHs
ckighevrux apmegaxmis. I'epodom — eonosHe Kiacuune Oxcepeno OJis
posyminus Ckighii — eusnauae piuxy /[on sx it kopdow, 3a uacie Mapno JJon
esadicascsa NiHiclo po3mexcyeanus minc €eponoio ma Asielo, Ak 8
«Edeapoi Il», de koponesa I[3abenna xasce cepy [cony 3 Eno, wo 6ona
nioe 3 HUM «Hagimb 00 camozo Kpaio / €sponu, abo 0o bepecie Tanaicyy.
Ilooibno 0o moeo, sax VYkpaina cmana ninielo @ponwmy y 6iuHi 3a
€6pONECLKY yusinizayiro, maxk i o1 Koporesu Izabennu piuxa [on 6yna
Kouosum mapkepom €sponu. I 3pewmoro, y ¢inomi «/lioona, yapuys
Kapgazencorka» (The Show Must Go Online) yci mposncoki nepconajici
CROYamKy 00sicHeHI y 8IOMIHKU NOMAPAHYE8020 Ul OXPUCTO20 KOLbOPI8, ajie
32000M, Konu npubdysaroms 0o Kapghazeny, 6oHu nepesoscaromvcs y CUHE.
Eneil, sk i 6ci inwi, o0seae cunio HaKuoKy, aie nio Hero 8ce uje UOHO 11020
opuzinanvHe oxpucme 60panHs, i GOHO € dcoemiwum 3a inwi. I xoua ye,
0ueguUOHO, He OYI0 3a0yMano nid yac nepuioi mpancasyii eucmaeu y 2021
POyi, cb0200HI cmMEOpembCs epadicenHs, wo Eneul posnosioac icmopiro
Tpoi, eosenysuucy y konbopu Yrpainu.

Knrwouoei cnosa: Enjambment, ckigpu, mamapu, Jlykan, Axinn.

144



Hopkins Lisa. On the Edge: Christopher Marlowe’s comments on Ukraine.

Of course Marlowe does not literally comment on Ukraine
(the name is not found on Early English Books Online before
1655). He was however extremely interested in travel and atlases
and may possibly have known Anthony Marlowe, agent for the
Muscovy Company, who was based in Deptford, where Marlowe
died." In this essay I draw attention to three ways in which
Marlowe’s plays speak to the sovereignty and nationhood of
modern-day Ukraine: his representation of his most famous hero,
Tamburlaine the Great; his references to the River Don; and the
way in which a Zoom production of Dido, Queen of Carthage
lends itself to the perception of a potential parallel between
Trojans and Ukrainians.

Tamburlaine the Great has two identities, one ancient and
one modern: he is a Scythian, but he is also a Tartarian. I want to
argue that the intersection of the two makes it possible to
understand him as an honorary Ukrainian, and helps us to see the
implications of Russian troops’ determined looting of Scythian
artefacts from Ukrainian museums.’ First, though, I want to
consider some more general aspects of the representation of
Tamburlaine. When Marlowe turned to the story of the historical
Timiir, he found him defined by one attribute for which he is often
still remembered: he was Timiir the Lame. Marlowe jettisons the
lameness and focuses instead on making his hero Tamburlaine the
Great. In what does that greatness consist, and how great is it
really? I shall suggest that while Tamburlaine is indeed great in
one sense, not least by being connected with Julius Caesar, he is
less so in another, because his apparently relentless march of
invasion is revealed as not only aimless but also temporary. In this
Marlowe’s greatest hero is betrayed by Marlowe’s greatest

"It has sometimes been suggested that Anthony Marlowe was related to Christopher, but Charles
Nicholl shows that this is unlikely to have been so (The Reckoning, rev. ed. [London : Vintage,
2002], p. 441). We catch a brief glimpse of Anthony Marlowe in 1591 giving aid to a fellow-
traveller to Turkey who had overindulged in the local raki and recorded that ‘with aqua vita
(which they caule rachie) I emongest the rest became drunke, and so sicke that, had not
Anthony Marlo put his finger in my throat and caused me to cast, I had died that night most
assuredly’. Efterpi Mitsi, Greece in Early English Travel Writing, 1596-1682 (Basingstoke :
Palgrave Macmillan, 2017), p. 50.

? On Russian looting of Scythian treasures from Ukraine’s museums see Matthew Campbell,

‘Culture war: Russia’s raids on Ukraine’s art treasures’, The Sunday Times 5 February 2023, 18.
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invention, the ‘mighty line’ of five unrhymed iambic feet which
both creates and conditions his characters.

Tamburlaine the Big

It is instructive to compare Marlowe’s representation of
Tamburlaine with that of another great man, Julius Caesar, because
there are similarities in his approach to the two. In Book One of
his epic Pharsalia, the Roman poet Lucan explains that Caesar,
returning to Italy after ten years away, surprised those who had not
seen him since he left: ‘Nec, qualem meminere, vident: maiorque
ferusque / Mentibus occurrit’.” In his translation of this, entitled
Lucan’s First Book, Marlowe renders this as ‘much changed,
looking wild and big’.* Caesar’s appearance is not the only thing
to be much changed, because Marlowe’s translation introduces
some important new emphases not present in the original. In the
first place, Marlowe’s Caesar has definitely altered in appearance
whereas Lucan’s has only possibly done so. ‘Nec, qualem
meminere, vident’ could be loosely translated as ‘Nor did they see
him as they remembered him’: the agency belongs to those who
look at him, with the potential implication that it is their memories
and/or their perceptions that are at fault, and the concomitant
suggestion that the real difference is how Caesar affects them
psychologically now that he is a threatening quasi-invader rather
than the much less famous and distinguished figure of ten years
previously. This Caesar could simply loom larger; that would be a
credible explanation of why ‘maiorque ferusque / Mentibus
occurrit’. Moreover, ‘big’ is a distinctly idiosyncratic rendering of
‘maiorque’. Its literal meaning is certainly ‘greater’, but if for
instance we take a historical figure such as Agrippina Maior, we
do not suppose that she was called that because she was bigger
than her daughter Agrippina Minor; we normally translate her as
‘Agrippina the Elder’. We might also wonder how Caesar could
have got bigger: he has certainly not grown in height, since he was
already an adult when he left Rome, and though he could

3 M. Annaeus Lucanus, Pharsalia, edited by Carolus Hermannus Weise, Book 1, 11. 479-80.
Online: M. Annaeus Lucanus, Pharsalia, book 1, line 396 (tufts.edu)

* Christopher Marlowe, The Collected Poems of Christopher Marlowe, edited by Patrick Cheney
and Brian J. Striar (Oxford : Oxford University Press, 2006), 1. 475.
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conceivably have gained bulk, it doesn’t seem very likely given
that he has spent ten years campaigning.

It is well established that Marlowe could make some
surprising mistakes when translating from Latin,” but I suspect that
in this instance one reason Marlowe wants the word ‘big’ is that it
enables him to tap into a specific cultural discourse about Romans
and non-Romans. In a world where the image of ‘Ovid among the
Goths’ represented polar extremes of civilisation and barbarism,
Marlowe would have been aware both that the Goths were coming
increasingly to be associated with Germany and that there was a
related and growing trend to understand Germany, the home of
Protestantism, as in opposition and antithesis to Rome, the centre
of Catholicism. Goths were also increasingly conceived of as
physically similar to the Germans, and in this, as in so much else,
early modern historians drew on the authority of Tacitus, who had
claimed that

the peoples of Germany have never contaminated themselves by
intermarriage with foreigners but remain of pure blood, distinct and
unlike any other nation. One result of this is that their physical
characteristics, in so far as one can generalize about such a large
population, are always the same: fierce-looking blue eyes, reddish
hair, and big frames.

This assertion of racial purity may sound to twenty-first
century ears like a foreshadowing of Nazi ideology, but what
would have caught the eye of Renaissance readers would have
been the reference to the Germans’ ‘big frames’, for this spoke to a
well-established racial stereotype of Goths being bigger than
Romans, as in Titus Andronicus where Titus says to his brother,

Marcus, we are but shrubs, no cedars we,

No big-boned men framed of the Cyclops’ size.’

By implication, the Goths with whom he is obviously
contrasting himself were big-boned, so Titus is proposing a
significant difference between them and the Romans. Marlowe’s

* Roma Gill, ‘Snakes leape by verse’, in Christopher Marlowe, edited by Brian Gibbons
(London : Ernest Benn, 1968), pp. 135-50.

¢ William Shakespeare, Titus Andronicus, edited by Jonathan Bate (London : Bloomsbury, 1995),
4.3.46-7.
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‘big’ Caesar, who has been spending time amongst barbarian
tribes, now looks like a barbarian himself.

The word ‘big’ in itself also makes him sound like one, for
its etymology is conspicuously not Latinate. Here too there is a
parallel with Titus Andronicus, where we see a remarkable process
of exchange whereby Romans and Goths each draw their own
vocabulary out of the other. The Goth Tamora exclaims ‘O cruel,
irreligious piety’ (1.1.133) and her son Chiron adds ‘Was never
Scythia half so barbarous!” (1.1.134); “piety’ is little changed from
the Latin piefas, and ‘barbarous’ was the onomatopoeic word
coined by the Greeks for describing those who did not speak
Greek. Indeed the first act ends with a Goth actually speaking
Latin as Demetrius exits saying ‘Per Stygia, per manes vehor’
(1.1.634). In contrast, the Roman Titus declares ‘Here Goths have
given me leave to sheathe my sword’ (1.1.88); ‘give’, ‘leave’,
‘sheathe’ and ‘sword’ are all Germanic in origin. By the same
token, when Marlowe translates ‘Nec, qualem meminere, vident:
maiorque ferusque / Mentibus occurrit’ as ‘much changed, looking
wild and big’, he does not use one word of Latin origin: his big
Caesar, who looks like a German, is described in words derived
from Anglo-Saxon.

One reason for barbarising Caesar may have been that
Marlowe clearly connects his translation of Lucan with his two
plays about that arch-barbarian, Tamburlaine the Great. Very early
in the translation we find the line ‘Scythia and wild Armenia had
been yoked’ (I. 19). Again Marlowe is intervening here: Lucan
makes no mention of Armenia, coupling Scythia rather with the
‘glacialem pontum’, the icy sea. However the Tamburlaine plays
are bookended by references to Armenia, which lay as a buffer
zone between the warring Persian and Ottoman empires (its
modern capital Yerevan changed hands fourteen times between
1513 and 1737), a conflict which Matthew Dimmock has shown is
important to the Tamburlaine plays.” Both parts of Tamburlaine
were performed in 1587, by which time Armenia has been on a
war footing for five years, and this sense of a being a dangerous

" Matthew Dimmock, New Turkes: Dramatizing Islam and the Ottomans in Early Modern
England (Aldershot : Ashgate, 2005), pp. 138-41.

148



Hopkins Lisa. On the Edge: Christopher Marlowe’s comments on Ukraine.

frontier territory is crucial to Marlowe’s three mentions of it. In
Part One, the Persian king Cosroe’s titles include ‘Great lord of
Media and Armenia’® and Meander says that the Persian troops
have

passed Armenian deserts now

And pitched our tents under the Georgian hills,

Whose tops are covered with Tartarian thieves

That lie in ambush waiting for a prey. (I1L.ii.14-17)

At the end of Part Two, Tamburlaine himself declares,

Here I began to march towards Persia,

Along Armenia and the Caspian Sea,

And thence unto Bithynia, where I took

The Turk and his great Empress prisoners.

(Part Two, V.iii.127-30)

In both parts of the play, Armenia is thus an edge territory, a
gateway between East and West, and as such it is also a place
connected with moving beyond bounds, as in the enjambment of
‘passed Armenian deserts now / And pitched our tents under the
Georgian hills’.

To import Armenia into his translation of Lucan thus
connects the Pharsalia to the Tamburlaine plays, and so too does
the mention of a mysterious river. In Lucan, we hear of

those that dwell
By Cinga’s stream, and where swift Rhodanus
Drives Araris to sea; they near the hills
Under whose hoary rocks Gebenna hangs. (1l. 433-6)

Stephen Orgel notes in his edition of Lucan that ‘Marlowe is
confused; the passage is about a tribe in the Cevennes’,” but that is
not the only confusion involved, for Orgel glosses Rhodanus and
the Rhone and Araris as the Saone. This makes it rather surprising
that the Araris also appears in Tamburlaine, where Cosroe says,

Our army will be forty thousand strong

When Tamburlaine and brave Theridamas

8 Christopher Marlowe, Tamburlaine the Great, Part One, in Christopher Marlowe: The Complete
Plays, edited by Mark Thornton Burnett (London : J. M.Dent, 1999), 1.i.163. All quotations
from Marlowe’s plays will be taken from this edition and further references will be given in the
text.

? Christopher Marlowe, The Complete Poems and Translations, edited by Stephen Orgel
(Harmondsworth : Penguin, 2007).
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Have met us by the river Araris. (Part One, 2.1.60-2)

The note in the Revels edition of the Tamburlaine plays
observes that ‘Various attempts have been made to identify this
river: e.g. the Araxes in Armenia, ... the Ararus in Scythia ...
J. O. Thompson persuasively argues that Marlowe was led to
invent this form by his memory of a line from Virgil, Ecl., 1,61-2:
“Ante pereratis amborum finibus exsul / Aut Ararim Parthus bibit
aut Germania Tigrim’, where the Arar must indeed be the
Sadne.'” However it does not seem very likely that Tamburlaine
can be thinking of the Sadne when he refers to

The host of Xerxes, which by fame is said

To drink the mighty Parthian Araris. (Part One, 2.3.15-16)

Although the whole point of the passage in the Eclogues is
that the Parthian is not drinking a river close to him but one a very
long way away, the host of Xerxes would have to be awfully lost
before it could start drinking the Sadne. Perhaps Tamburlaine
thinks of the Araris not because Marlowe is remembering Virgil
but because he is remembering Lucan.

Edges and Enjambment

Marlowe certainly yokes Lucan with the Tamburlaine plays
in one respect, because in both he uses the same strategy for
representing invasion: enjambment, a tactic whose use means that
the translation of Lucan is coloured by the Tamburlaine plays’
sense of geopolitical flux. Towards the very beginning of the first
Tamburlaine play, Cosroe says that former Persian emperors

Have triumphed over Afric, and the bounds

Of Europe where the sun dares scarce appear

For freezing meteors and congealéd cold. (Part One, 1.1.9-11)

Not long after, Meander tells Mycetes that Tamburlaine ‘in
your confines with his lawless train / Daily commits incivil
outrages’ (Part One, 1.1.39-40). Once it was the Persians who
disregarded boundaries; now it is Tamburlaine who goes over the
end of the line, and that there is a connection between metrical
enjambment and geography is confirmed when Mycetes orders,

' Christopher Marlowe, Tamburlaine the Great, edited by J. S. Cunningham (Manchester :
Manchester University Press, 1999), p. 139.
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Go, Menaphon, go into Scythia,

And foot by foot follow Theridamas. (Part One, 1.1.85-6)

‘Foot’ is both the thing on which soldiers march and the unit
of measurement for the land they conquer, but it is also the basic
unit of an iambic pentameter, which is made up of five feet. In the
case of ‘And foot by foot follow Theridamas’, two of those five
feet end with the word ‘foot’ and the line as a whole ends with a
period, but it is also dependent in syntax and sense on the line
which came before it, generating a sense of progress and
movement which simultaneously mimics the advance of an army
and the momentum of the play.

The Lucan translation also relies heavily on enjambment to
create its atmosphere of uneasy expansion and unrest. After the
initial symmetry of ‘Eagles alike displayed, darts answering darts’
(1. 7), we are forced to register change and instability as

The ground which Curius and Camillus tilled

Was stretched unto the fields of hinds unknown. (1. 170-1)

Land which used to be cultivated by named, important
Romans has been ‘stretched’ (and thus implicitly distorted and
misshapen); its new owners are not only ‘unknown’ but ‘hinds’,
that is of no social standing, and the point is underlined by the way
‘Was stretched’ in itself enacts a stretching of the line that
precedes it. There is a similar effect when we are told of Caesar’s
reaction to the arrival of the men of Rhene:

These being come, their huge power made him bold

To manage greater deeds; the bordering towns

He garrisoned, and Italy he filled with soldiers. (1. 462-5)

‘Made him bold’ hangs at the end of a line inviting anxious
speculation about ‘bold to do what’; ‘the bordering towns’ are now
doubly bordering, closing one line but reaching syntactically into
the next.

Unsurprisingly, the effect is most consistently deployed
when it comes to Caesar’s transgressive crossing of the Rubicon.
Initially ‘faintness numbed his steps there on the brink’ (1. 196),
with Caesar’s motion being arrested at exactly the same point as
the line is and the end of the line marked as a ‘brink’ just as the
bank of the river is. Then, gathering courage, ‘he laying aside all
lets of war, / Approached the swelling stream with drum and
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ensign’ (1l. 206-7), where the fact that ‘laying’ is a participle’
means we know we need to wait for the syntactic resolution of a
main verb. At this point the poem steps back from Caesar and
focuses on the river itself:

In summer time the purple Rubicon,

Which issues from a small spring, is but shallow,

And creeps along the vales dividing just

The bounds of Italy from Cisalpine France;

But now the winter’s wrath, and wat’ry moon

Being three days old, enforced the flood to swell. (1l. 215-220)

The Rubicon is apparently a small and self-contained river at
one period of the year, but here it bursts boundaries in every line,
for every line but one is enjambed. The positioning of ‘dividing
just’ at the end of a line enhances the effect and itself enacts the
process of division even as it describes it.

For Caesar, the Rubicon is a geopolitical boundary which
marks the border between Italy and Gaul:

As soon as Caesar got unto the bank

And bounds of Italy, ‘Here, here,’ saith he,

‘An end of peace; here end polluted laws’. (1. 225-8)

But it is also a frontier between the permissible and
impermissible, for it is not only ‘polluted laws’ but potentially the
concept of any laws at all which he goes on to challenge. Having
crossed the river, he himself embarks on what might be termed the
ultimate enjambment: ‘This said, the restless general through the
dark’ (1. 230), followed by a parenthetical simile which keeps us
waiting nearly two whole lines for the verb which will resolve the
sentence, ‘marched [on]” (l. 232). The ‘dark’ into which he
marches evokes not only the dark of night but the uncertainty of
his future, and from now on he, like Tamburlaine, will know no
bounds. Curio advises him,

Envy denies all; with thy blood must thou

Aby thy conquest past: the son decrees

To expel the father; share the world thou canst not;

Enjoy it all thou mayst. (1. 289-92)

Curio’s advice is bookended by exhortations to Caesar to
glory in what he has already conquered and go on to take
everything, but in between it is radically destabilised by an almost
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parenthetical observation which is both entirely unrelated to the
actual situation (Caesar neither had a son himself nor was fighting
his father) and which also uses enjambment to emphasise its
sentiment that stasis is impossible and change inevitable.

For Caesar as for Tamburlaine transgressing physical
boundaries also connotes challenging spiritual and ideological
limits. Marlowe cannot translate what is not there, and so he
cannot make Lucan speak of slaughtering the gods in the heavens,
but by encouraging his readers to connect Caesar to Tamburlaine,
he can invite them to see that on the edge of that “uncertain shore /
Which is nor sea, nor land, but ofttimes both’ (Il. 410-11),
crossing a small Italian river can be an event with very significant
consequences. The river bank, however, is not only literally
liminal; the poem’s relentless use of enjambment reminds us that it
is temporally so as well, and that every moment of apparent stasis
must always give way to something that comes next. Invaders
march on foot by foot, but the iambic pentameter itself undoes
them, trapping their apparent achievements in time and change.

Scythians and Tartars

Marlowe’s Caesar may be big both metaphorically and
literally, but he can hardly loom larger than Tamburlaine, the hero
who made Marlowe’s name and spawned a whole host of
imitations on the early modern stage. The historical Timiir the
Lame was an Uzbek warlord, but Marlowe is less interested in
Uzbekistan than in places which spoke to the commercial,
diplomatic and travel interests of early modern England, across
which Tamburlaine and his followers range widely (one of them,
Theridamas, crosses the Dniester, which Marlowe calls ‘the river
Tyros’, and ‘subdue[s]’ three territories in its vicinity, Stoka,
Podolia, and Codemia [Part Two, 1.3.209-10]). Tamburlaine
himself is repeatedly identified as two things, a Scythian and a
Tartarian, and both are resonant in terms of both Marlowe’s world
and our own.

Herodotus, the major classical source for the understanding
of Scythia, declares that ‘Once across the Tanais, one has left
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Scythia behind’.!" He means the River Don (the Tanais being its
classical name), which was regarded as the dividing line between
Europe and Asia, and which Marlowe refers to in Edward II,
where Queen Isabel says to Sir John of Hainault:

Ah sweet Sir John, even to the utmost verge

Of Europe, or the shore of Tanais,

Will we with thee to Hainault, so we will. (4.2.29-31)

Just as in 2023 it feels as if Ukraine has become the front line
in a war for European civilisation, so for Marlowe’s Queen Isabel
the River Don is a crucial marker of what constitutes Europe and
what does not.

Herodotus’ Scythians are savage, beheading their enemies
and drinking from their skulls,'? but Marlowe is more interested in
a different aspect of Scythians, which is their passion for gold. A
Persian soldier says of Tamburlaine’s troops that ‘about their
necks / Hangs massy chains of gold down to the waist’,” and
Tamburlaine himself commands,

Lay out our golden wedges to the view,

That their reflections may amaze the Persians.

(Part One, 1.2.139-40)

When Zenocrate dies, he has her corpse ‘lapped ... in a sheet
of gold’ (Part Two, 2.4.130). But as well as being identified as a
Scythian, Tamburlaine is also repeatedly referred to as a Tartarian
(e.g. 1.1.71, 2.2.16, 2.2.65, and 3.3.151). This would have made
sense to anyone in Marlowe’s audience who was well informed on
the subject of contemporary geographical discourses: John
Frampton’s A discouerie of the countries of Tartaria, Scithia, &
Cataya, by the northeast: with the maners, fashions, and orders
which are vsed in those countries treats Tartary and Scythia as
contiguous and cognate,'* while the text known as Antiquitates
Judaicae, which comprises the first two books of the 1555

' Herodotus, The Histories, translated by Aubrey de Sélincourt [1954] (Harmondsworth :
Penguin, 2003), p. 247.

12 Herodotus, The Histories, pp. 260-1.

13 Christopher Marlowe, Tamburlaine the Great, Part One, edited by Mark Thornton Burnett
(London : J. M. Dent, 1999), Part One, L.ii.125-6.

14 John F rampton, A discouerie of the countries of Tartaria, Scithia, & Cataya, by the northeast:
with the maners, fashions, and orders which are vsed in those countries (London : Thomas
Dawson, 1580).
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Omnium gentium mores, refers simply to ‘The people of Scithia,
whom we now cal Tartares’."

The Tartars were consistently associated with territory we
now understand as Ukrainian. Stephen Batman’s 1582
commentary on the thirteenth-century Bartholomaeus Anglicus
said of the empire of the Tartars that its ‘limits from the South, are
Mare Caspium, the riuer Iaxartes, the mountaine Imaus: from the
East and from the North, the Occean: from the West, the
Kingdome of the Duke of Moscouia’.'® Anthony Jenkinson’s 1562
map of ‘Russia, Muscovy and Tartary’ shows ‘Tartaria’ occupying
a huge swathe of territory, including some of what is now Russia,
above the Caspian Sea);'’ the Caspian is repeatedly referred to
(e.g. 1.1.102, 1.1.168 and 1.2.194) and ‘rocks more steep and
sharp than Caspian cliffs’ (Part Two, 5.3.242) is the last place
name Tamburlaine mentions.

The ties between Marlowe’s Tamburlaine and Ukraine are
also strengthened by the fact that he is associated with Achilles.
Tamburlaine’s enemy Bajazeth is also the enemy of Greece: he
refers to himself as ‘conqueror of Graecia’ (Part One, 111.i.24) and
thinks Tamburlaine’s main aim is ‘to rouse us from our dreadful
siege / Of the famous Grecian Constaninople’ (Part One, I11.1.6).
Tamburlaine himself, by contrast, is repeatedly associated with
Greece. He calls his future wife ‘lovelier than the love of Jove’
(Part One, 1.i1.87), evoking a Greek god, and swears ‘by the love
of Pylades and Orestes, / Whose statues we adore in Scythia’ (Part
One, 1.11.241-2), Hellenising not only himself but his whole
nation. Most notably, Menaphon says Tamburlaine has ‘a knot of
amber hair / Wrapped in curls, as fierce Achilles’ was’ (Part One,
I1.i.23-4). Achilles is a Greek hero, but Herodotus, listing the
rivers of Scythia, notes that ‘The Hypacyris, the sixth river, flows

' Antiquitates Judaicae, in Omnium gentium mores (London: John Kingston and Henry Sutton,
1555), image 10.

!¢ Stephen Batman, Batman vppon Bartholome his booke De proprietatibus rerum, newly
corrected, enlarged and amended: with such additions as are requisite, vnto euery seuerall
booke: taken foorth of the most approued authors, the like heretofore not translated in English.
Profitable for all estates, as well for the benefite of the mind as the bodie (London : Thomas
East, 1582), image 277.

'7 Paul Binding, Imagined Corners: Exploring the World’s First Atlas (London : Headline, 2003),
p. 173.
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from a lake right through the territory of the Scythian nomads, and
reaches the sea near Carcinitis, leaving Hylaea and the place called
Achilles’ Racecourse to the right’.'® The stretch of land known as
Achilles’ Racecourse is in modern Ukraine, to the north-west of
Crimea, and the name is sometimes also used for Snake Island.
Tamburlaine, a modern Achilles, combines a Scythian and a Tartar
identity and roots it in this area, establishing its claim to hold

Scythian gold in its museums.

Defending not invading

There is one final way in which a Marlowe play — or at least
a production of a Marlowe play — has come to speak to the war in
Ukraine, although this is entirely by accident. Almost as soon as
the first coronavirus lockdown closed theatres in March 2020,
Robert Myles launched The Show Must Go Online
(https://robmyles.co.uk/theshowmustgoonline/) and started
bringing Shakespeare’s plays to a computer screen near you. In
June 2021 the company extended their range with what they called
A Month of Marlowe, consisting of full productions of Dido,
Queen of Carthage, Edward Il and Doctor Faustus, all now freely
available on YouTube.” In Dido, Queen of Carthage, all the
Trojan characters initially wear shades of orange and ochre, but
they are subsequently redressed in blue when they arrive in
Carthage. Aeneas, the Trojan leader, puts on a layer of blue like
everyone else, but his original ochre garment can still be seen
underneath, and it is rather more yellowish than some of the others
worn. Although this was obviously not initially intended when the
production was first broadcast in 2021, it is therefore now possible
to perceive Aeneas as telling the tale of Troy while wearing the
colours of Ukraine. This underscores something which is
fundamental to the British perception of the war in Ukraine, which
is that the Ukrainians know what they are fighting for while the
Russian occupiers do not. Aeneas too knew what he was doing —
defending his country — and that gives his story a power which

'8 Herodotus, The Histories, p. 258.

' They can be found respectively at https://www.youtube.com/watch?v=k_9RDK 1Hk9k (Dido),
https://www.youtube.com/watch?v=V09drlmjhZo (Faustus, director’s cut) and
https://www.youtube.com/watch?v=indVMzreHEI (Edward).
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moves his hearers to tears. By contrast, nobody is moved by
Caesar or by Tamburlaine, whose marching feet are constantly
trammelled and mocked by the poetic feet which trip them up
through enjambment.
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Hamlet Seen through the Python’s Eyes

Miwmeposa leona, Mimumepa Aoam. I'amaet ounma Python.

Inpopmayiiino-komynixayitini  mexnonoeii  (IKT) eidiepaioms  6ce
Oinbwl 8adCIUGY PONb Mauidce 8 YCiX HAYKOBUX OUCYUNTIHAX, 8KAIOYAIOYU
JH2GICMUKY, iMepamypo3Hascmeo ma nepexiaod. JJocrioHuKu aHeniucykoi
MOGU, GUUMENI, HAYKOSYI Ma NPAKMUKU GUKOPUCMOGYIOMb MAKI OHIAUH-
pecypcu, K 00HOMOBHI MA 0B0MOBHI CIOSHUKU, Me3aypycu (o micmams
cunoHiMu ma anmouimu), Inmepnem-gpopymu, eeb-scypuaru ma xopnycu.
Kpim moeo, eonu snaiiomi 3 nowykosumu cucmemamu (nanpuxiao, Alta
Vista, Lycos, Infoseek i HotBot), saxi do3goasioms ompumamu 00CmMyn 00
DI3HOMAHIMHUX — a8MeHmuyHux  Odxcepenl ma  30IUCHIO8AMU  NOUWLYK
8IONOGIOHUX MEPMIHIB, CIOBOCNONYHEHb, I0I0M | NAPANETLHUX MEKCMIE.

Lla cmammsa cnpamosana Ha OOCHIONCEHHSI MOBIEHHS NEPCOHANCI8
mpazeoii Llexcnipa «l amnrem» wisixom NOEOHAHHA MAUWUHHO2O HAGYAHHSL
ma 60y008y8anHs Cli6 3a O0ONOMO20I0 MO8U npocpamyeants Python.
OcnosHa mema — 3'acyeamu, uu 30ameH WMYYHUL [HMENeKm pO3yMIimu
WEKCNIPIBCOKUX NEPCOHANCI6 [ HIOAHCU IXHIX NPOMO8 MAK camo, 5K ye
pobname  wekcniposnaeyi. [Ipodemoncmposarno  ¢yHkyionaneHicme i
KOPUCHICMb [HOEKCYB8AHHSI EKCMOBUX KelCi8 3a 00NOMO2010 be3nepepsHux
NPOCMOPOBUX BEKMOPHUX 300paAdNCEHb Cli@ Y 0OPAHOMY «ULEKCNIPIBCbKOMY
CeMAHMUYHOMY NPOCTNOPIY.

Knrouoei cnoea: Binvam Llexcnip, «l amnemy, wimyunuil inmenexm,
MawiuHHe HaguanHs, Python, nexcuuna cxoocicme.

“Nothing can come of nothing: speak again.”

(King Lear 1, 1)

1. Shakespeare and Artificial Intelligence

This paper was inspired by a rapid advancement of artificial
intelligence, in particular artificial neural networks. In the current
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world, artificial intelligence plays an important role in improving
the life of humankind and provides effective solutions for various
problems. It has a number of products including intelligent
systems, which are used in many fields of study to obtain effective
and accurate results of the problems encountered. Linguistics,
translation, and even literary studies are (or at least may be) among
the areas in which artificial intelligence can be used. The objective
of this article is to explore the speeches of the characters in
Shakespeare’s tragedy Hamlet through a combination of machine
learning and word vectors using a powerful general-purpose
programming language Python, which is currently widely used in
natural language processing. The fundamental research question is
whether artificial intelligence is able to understand Shakespeare’s
characters and the nuances of their speeches in a manner similar to
that of Shakespearean scholars.

Before discussing our research, it is worth mentioning how
artificial intelligence has already been applied in Shakespeare
studies. One such example is the use of stylometry techniques to
determine authorship. In his book Versification and Authorship
Attribution (2021), Petr Plecha¢ examined the applicability of
stylometry on poetry. He attempted to prove if specific
versification features are suitable for authorship recognition. The
novelty of his approach lies primarily in the focus on poetry and
drama since stylometry has been used mainly for the analysis of
novels. Working with poetic corpora in three languages (Czech,
German, and Spanish), he explored two cases of disputed
authorship. One of them was a Jacobean play The Two Noble
Kinsmen (1634) attributed partly to John Fletcher and partly to
William Shakespeare. Plecha¢’s objective was to determine which
segment was written by Shakespeare, and which was contributed
by Fletcher. A combined versification- and word-based model
proved to be highly efficient in distinguishing between the two
writing styles. As the results of the research show, Shakespeare
authored scenes 1-5 in Act 1, scenes 1-2 in Act 3, and scenes 1,
3—4 in Act 5. Fletcher was confirmed as an author of scenes 2—6 in
Act 2, scenes 3—6 in Act 3, scene 2 in Act 4, and scene 2 in Act 5.
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The authorship of scene 1 in Act 4 remains unproven.' A combined
analysis of vocabulary and versification together with machine
learning techniques were applied to explore the authorship of
Henry VIII*

Another example of interconnection between artificial
intelligence and Shakespeare studies is a theatre play generated by
a recurrent neural network. A data scientist Rosaria Silipo
conducted a unique experiment to see if artificial intelligence
could write a play in the Shakespearean spirit while preserving the
specifics of the characters and their speeches. Using full texts of
three famous Shakespeare plays King Lear, Othello, and Much
Ado About Nothing available from The Complete Works of William
Shakespeare website, she trained a deep learning recurrent neural
network with a hidden layer of long short-term memory units on
this corpus to produce a new text.” The results of Silipo’s research
experiment are stimulating but also to a certain degree expectable.
The Al-created text imitates Shakespeare’s writing style and
makes use of Shakespeare’s characters. The trigger for the creation
of the play is, however, the scientist per se who, through a short
prompt containing approximately 100 characters, sets up the
situation and provides the impetus for its further development.
Acts and scenes are thus naturally derived from Silipo’s hints,
which vary regarding the characters whose words and actions are
to open the play. The first experiment was commenced with a
short dialogue between Desdemona and Othello, which set the
tone of the whole play. Later on, Gloucester, Cassio, Regan, and
Oswald joined the conversation. As Silipo admits, the most
difficult task was not to continue a given scene but to initiate a
new one. The experiment shows that artificial intelligence

! Plech4g notes that his research corresponds with the findings of other authors, e.g., Fleay (1874)
and Oras (1953), who moreover provided mostly orthogonal evidence in favour of Fletcher’s
authorship of scene 1 in Act 4. It thus seems probable that Fletcher wrote the scene, in which
the jailer and his daughter are pardoned for Palamon’s escape but the jailer’s daughter has gone
insane. Plecha¢ P. Versification and Authorship Attribution. Praha : Karolinum, 2021. P. 79.

> Ibid. P. 430-438.

? The neural network designed by Silipo was “built, trained, and deployed using the GUI-based
integration of Keras [an open-source software library] and TensorFlow [an end-to-end open-
source platform for machine learning] provided by KNIME [Konstanz Information Miner]
Analytics Platform”. Silipo R. Can Al write like Shakespeare?. Towards Data Science, 19
Sept. 2019. URL: https://towardsdatascience.com/can-ai-write-like-shakespeare-de710befbfee.
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managed to grasp the essence of Shakespeare’s writing style,
identify main and minor characters and assign them a more or less
appropriate amount of text. However, it would be Al experts’ task
to assess to what extent the neural network (only) connects the
words it predicts to be semantically connected*, and to what extent
it actually produces a really meaningful and graspable text. With
respect to speakability and playability, it would be the role of
theatre practitioners to evaluate whether it is possible to stage the
text of a play created by artificial intelligence.

A similar experiment was conducted in connection with this
research. The neural network was trained on the full texts of
Shakespeare’s plays available from The Complete Works of
William Shakespeare website. The network was quite complex, so
it took a longer time to train it. The training was carried out by
Python using an open-source machine learning library Keras. The
results of the experiment were similar to Rosaria Silipo’s research.
The greater amount of trained data led to the integration of more
characters but also to a certain fragmentation of the plot. The
opening speech of Romeo, who introduces himself as “a special
gentleman” is followed by the utterance of two Roman tribunes, to
whom a man named Peter replies, wandering at the presence of
York [the Duke of York]. Right at the beginning of the Al play,
there is an intersection of three Shakespeare’s plays that are
neither genre nor thematically related. It is not without interest,
however, that a certain logical continuity of the speeches of the
aforementioned characters was preserved, even though it naturally
differed from their “roles” in the source plays. Thanks to artificial
intelligence, the characters who would never meet in
Shakespeare’s plays or in the real world were brought together: a
young lover in Romeo and Juliet; two tribunes, who are surprised
that Romeo does not intend to stay with them and express their
concern about Henry (but originally only receive information from
the Senator in Cymbeline); and a man called Peter who may be a

* Some mathematical models allow us to predict the words that follow a certain sequence of words.
This is related, among other things, to the fact that semantically similar words lie close to each
other in a virtual semantic space and vice versa. The second factor that plays an important role
here is the so-called linguistic regularity, or more precisely, the possibility to express most of the
morphological and semantic properties of words through vectors. This is the driving principle of a
technique for natural language processing, which was developed in 2013 by Tomas Mikolov.
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minor character in Romeo and Juliet, Taming of the Shrew, or even
2 Henry IV. His name could also refer to Peter Quince, a carpenter
with literary ambitions in the comedy A Midsummer Night’s
Dream. A similar attempt obviously requires a careful and smaller
selection of plays, preferably those that are close in genre and
theme, in order to avoid a redundant number of characters and a
fragmented plot.

When discussing the connection between Shakespeare’s
work and artificial intelligence, Charisma, which was founded in
2015, is also worth mentioning. As the official website specifies,
the use of advanced artificial intelligence and creative storytelling
techniques enables the creation of unique conversational
experiences (Charisma np). It offers various kinds of epic games
and activities through which it is possible to talk to an
Apokoliptian general and a member of Darkseid’s Elite
(Steppenwolf)’; create high-quality digital humans (MetaHumans);
meet customers of a traditional Western saloon (Project Howdy);
develop the plots of Sherlock Holmes’s detective investigations;
influence the course of events in “the Vampires of London”
(Charisma App); have oneself tested both mentally and physically
by Al “Spy Master” Alastair (AI-Spy); and encounter characters
from Shakespeare’s plays Romeo and Juliet and Macbeth and
transform their speeches into a ‘WhatsApp’ style conversation
(Will Play). Will Play, which was developed in cooperation with
Oxford University students, intends to introduce school children to
the world of Shakespeare’s plays through modern applications.
The first step after entering and logging in to Will Play is to choose
an area, which is to be explored, i.e. love, hate, and death.
Afterwards, it is necessary to select one of ten avatars and start
playing the game, which begins with a greeting from William
Shakespeare:

Good morrow! Tis I, William Shakespeare, the Bard with the
Beard, the playwright in tights! I’'m here to find out how much
you’ve learned about the first two acts of my fabulous play Romeo
and Juliet. I’'m going to ask you a series of questions, expertly
devised by my brilliant self. All you have to do is type your answer

* Darkseid is an evil ruler of Apokolips, who plans a universal conquest. He was one of the
founding fathers of the original Secret Society of Super Villains.
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in the chat box below (no messing around with quills for you!)

where did Romeo and Juliet first meet?°
As the sample suggests, the player chats with William Shakespeare
himself, who asks him/her questions in the chosen field, which is love
in this case. The way in which the question is designed draws the
player into the plot and naturally adds further information about the
character. It should be noted, however, that it is rather difficult to
carry on the conversation with Shakespeare without familiarity with
the play. The player has enough time to consider correct answers, but
EFL speakers should have a good level of English language
proficiency, which is necessary to understand the questions and
further comments provided by Shakespeare. At the end of the
conversation, it is possible to view the score and, in case of failure,
play again. Will Play is thought-provoking, however, as already noted,
it requires knowledge of Shakespeare’s plays and characters. It
combines educational and entertainment elements, with the former—
at least in our opinion—predominating. The advantage is a natural
form of mediation and easy accessibility, e.g., via tablet or
smartphone.

G4
&3
&

Fig. 1 Will Play
(The author’s [Paris] conversation with the avatar of William
Shakespeare during the game)

2. Analysis of Shakespeare Characters Using Python

As already mentioned, artificial intelligence has made
significant strides in recent years. It also inspired the research
described in this article. The main aim is to explore the speeches of

¢ Will Play, https://will-play-web.vercel.app/love/quiz.
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the characters in Shakespeare’s tragedy Hamlet through a
combination of machine learning and word embeddings using a
powerful general-purpose, multiparadigm programming language
Python with common machine learning libraries.” Properties of
Python include “suppression of non-mandatory delimiters,
dynamic typic, and dynamic memory usage”.® The fundamental
research question is whether artificial intelligence is able to
understand Shakespeare’s characters and the nuances of their
speeches in a manner similar to that of Shakespearean scholars.

Concerning particular stages of research, first, it is necessary
to load and pre-process the dataset. This means that all speeches of
individual characters are processed and stored in prepared data
structures. Second, each word must be converted to a vector.
Words in the same context have the same or a similar vector. For
example, the words king and queen are similar and will be placed
close to each other in contrast to the words king and actor.
Afterwards, it is possible for all speeches of individual characters
to be represented as a n-dimensional vector in a virtual
multidimensional space. A virtual space of characters thus consists
of the entire vocabulary of the play. Subsequently, the
dimensionality of the space is then reduced using Principal
Component Analysis and characters are mapped into two-
dimensional space, so each character is then represented only by x
and y coordinates. All characters can then be fairly easily
visualised using a simple scatter plot.

Our aim is to condense the characters, or more precisely, all
the vectors representing them, into a two-dimensional space to see
if they create hidden clusters or anomalies, and then analyse them.
The visualisation of each character’s space will provide more
detailed information about their relationship to Prince Hamlet.

Before proceeding with the description of our experiment, it
is necessary to briefly recapitulate the relationship between Hamlet
and the other characters. In an imaginary virtual space, Hamlet
will be perceived as a zero-point against which other characters
will be defined. Early in the play, Prince Hamlet is urged by the

" In this paper, open-source libraries Keras and scikit-learn are used.
8 Igual L., Santi S. Introduction to Data Science: A Python Approach to Concepts, Techniques
and Applications. Cham, Switzerland : Springer, 2017. P. 6.
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Ghost of his murdered father, King of Denmark, to take revenge
on his usurping brother Claudius, who dispatched him of hlS life,
crown, and queen in the “blossoms of his sins” (I, 5, 76).” The
Ghost’s request becomes a source of mental discomfort for Hamlet
since he is unsure of the nature of the spirit and its intentions. As
G. R. Hibbard observes in his annotated edition of Hamlet, “the
reahty of the Ghost has been ﬁrmly established; but its nature is
left in doubt”'® and the Prince is not sure whether the mysterious
night visitor is “a spirit of health or goblin damned” (I, 4, 19). He
gradually becomes surer that it is the spirit of his father coming
from Purgatory, a transitional space between Heaven and Hell, but
he still does not know if it is trustworthy. The identity of the Ghost
is questionable for it can be perceived as the ghost of Hamlet’s
father, but also as the revenant ghost and the devil.'' Irving Ribner
points to the bond between Hamlet and his father (dead or alive),
which can be equated with filial devotion and obedience, but is
also controversial due to the Ghost’s demand for vengeance for
murder, which contradicts the divine commandment: “The [g]host
stands for the paradox implicit in an action against evil which is
itself a submission to evil”."? Stephen Greenblatt offers a similar
interpretation of the Ghost’s contradictory demand.” Upon his
return from Purgatory, the Ghost laments his death without
receiving the last rites but almost immediately asks his son for
revenge, though without acting against his mother. In fact, it is not
clear if Python identifies the Ghost with Hamlet’s dead father or
considers it a product of Hamlet’s tortured mind, as Gertrude’s
inability to see the ghost would suggest, when the Ghost urges his
son to speak to his mother in the fourth scene of the third act.
Gertrude  To whom do you speak this?

Hamlet Do you see nothing there?
Gertrude  Nothing at all; yet all that is I see.
Hamlet Nor did you nothing hear?

Gertrude  No, nothing but ourselves.

? All quotations used in this article are from the following edition: Shakespeare W. Hamlet /
Edited by G. R. Hibbard. Oxford : Oxford University Press, 2008.

" Ibid. P. 40.

' Prosser E. Hamlet and Revenge. Stanford : Stanford University Press, 1971. P. 138.

"2 Ribner I. Patterns in Shakespearian Tragedy. London : Methuen & Co Ltd., (1960), 2013. P. 72.

' Greenblatt S. Hamlet in Purgatory. Princeton and Oxford : Princeton University Press, 2001. P. 4.
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Hamlet Why, look you there. Look how it steals away.
My father, in his habit as he lived! (III, 4, 124—130)
The dialogue can be read as Hamlet’s reaction to an extreme
situation that he is unprepared for and unable to process. Feeling
disoriented, lost, and desperate, he may thus be haunting if not
ghosting himself. Given the nature of the Ghost’s speeches,
however, the first option seems more likely. The character of the
Ghost will probably not be placed in close proximity to Hamlet,
but neither will it be distant from him."*

A similar location in virtual space might be expected for
Hamlet’s mother Gertrude, a beloved and admired wife of the late
King Hamlet but remarried to Hamlet’s uncle. Her new hasty
marriage dismays Hamlet, who turns his hatred towards his mother
into hatred directed towards women in general, Ophelia included.
The Prince and Ophelia’s (so far smooth) relationship is, however,
further complicated by the interventions of Ophelia’s brother
Laertes and her father Polonius, who forbids her to see Hamlet
(I, 3, 123—135). As a docile daughter, Ophelia obeys her father and
returns Hamlet’s letters, which becomes another source of stress
and real or feigned madness for the Prince. She then witnesses
Hamlet’s presumably sincere confession, which she conveys in
detail to her father. “(...) pale as his shirt, his knees knocking each
other, / And with a look so piteous in purport / As if he had been
looseéd out of hell / To speak of horrors” (II, 1, 82-85). In
Hibbard’s view, Ophelia’s description of the Prince’s paleness
echoes back to Horacio’s description of the Ghost who returned
from Purgatory or the grave to speak of the horrors it had
experienced. Hamlet thus consciously or unconsciously identifies
himself with the spirit of his father and relives the moment of their
encounter”. Later on, Ophelia experiences an even more hostile
attack when Hamlet explicitly recommends her to enter a nunnery
so that she cannot give birth to sinners of the same type as
Claudius (III, 1, 122—-123). Given the mixed feelings Ophelia has
towards her “honoured lord” and her father at the same time, we
may expect her character to be placed in a virtual space in a centre

4 For more information on the clash of reason and emotions in Hamlet, see: Krajnik F. Hamlet.
Translated by Filip Krajnik. Brno : Vétrné mlyny, 2022.
' Shakespeare W. Hamlet. P. 201.
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of the triangle with three vertices represented by Hamlet, Polonius,
and Laertes, whose exhortations she listens to before he goes to
France. In light of Polonius’s murder at Hamlet’s hand, it is also
possible that Ophelia’s character will be situated closer to her
family clan. Closeness to the character of Hamlet can be expected
in the case of the Prince’s friend and confidant Horatio, who is the
sole survivor of the tragedy and, at Hamlet’s appeal, a herald
recounting the latest events to Fortinbras.

The position of the figure of the Prince of Norway in
multidimensional space is a rather challenging question. Although
he does not appear in person until the fourth scene of the fourth act,
the first mention of him is in the first scene of the first act, when
Horatio describes him and his deceased father. Horacio’s speech
implies a number of parallelisms between Hamlet and Fortinbras.
Both princes had a warm and close relationship with their fathers,
after whom they are named. They represent “the old-style
heroism”.'® They are both royal princes and the rightful heirs to the
royal throne upon the death of their fathers. Although they are de
jure heirs to the throne, their countries are de facto ruled by their
uncles, the usurpers of the throne. Their actions also stand in
juxtaposition. Just as Hamlet sets out to avenge his father’s murder,
Fortinbras intends to reclaim the territory his father lost in Denmark
and Poland. James Michael Thomas considers such parallelisms
foils, “meaning characters that are presented as contrasts to another
character to point to or show to advantage some aspect of the other
character”.'” In his view, Hamlet, Laertes, and Fortinbras are foils
for one another. However, all of them eventually achieve their
revenge through Hamlet’s death.

3. Research Results and Conclusion

The results of our research show Shakespeare’s characters
mapped into a two-dimensional space as individual points

' In Fortinbras’s campaign against Poland, Hamlet is, however, confronted by an image of
Fortinbras as a man driven by a desire for territory: Cantor P. A. Shakespeare’s Roman Trilogy:
The Twilight of the Ancient World. Chicago and London : University of Chicago Press, 2017.
P. 47.

17 Thomas J. M. Script Analysis for Actors, Directors, and Designers. 3" ed. Amsterdam, Boston,
Heidelberg, London, New York, Oxford, Paris, San Diego, San Francisco, Singapore, Sydney,
Tokyo : Taylor & Francis, 2005. P. 19.
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represented by x and y coordinates, some of which form clusters of
unequal size. The occurrence of unequal-size clusters is not,
however, random, but results from inner high dimensional
representation of individual characters, that was created using
machine learning algorithms in Python. The zero-point of the
semantic space is the character of Hamlet, against whom other
characters are defined.
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Fig. 2. Scatter plot presenting the visualisation of semantic space of
Shakespeare’s tragedy Hamlet

In the light of between-character distances, the character that is
closest to the zero-point is Queen Gertrude. The minimum distance
to Prince Hamlet indicates their specific mother-son relationship,
however problematic it is. She seems to understand the cause of
Hamlet’s suffering, including her own (perhaps unintended)
contribution in the form of her hasty marriage to her brother-in-
law (2.2. 56-57). She carefully follows her son’s instructions as
she reports to Claudius on the state of the Prince’s ailing mind,
expresses concern about his mental and physical health, and
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probably believes he is insane when she is not able to see the
Ghost in the closet scene. What brings Gertrude fundamentally
closer to the character of Hamlet is her disobedience of Claudius’s
command not to drink the poisoned wine originally intended for
Hamlet (5.2. 241-245). Her rebellion stands out all the more
because throughout the play she adopts her husband’s views and
identifies with them. However, the real motifs for her actions
remain disputable.'®

Characters who are also very close to Hamlet are Claudius
and Laertes. Claudius’s closeness to the Prince can be explained
by his role as Hamlet’s stepfather and uncle, underlined in the text
by addressing the young man his “cousin Hamlet and his son” (I,
2, 64) and his “chiefest courtier, cousin and son” (I, 2, 117).
Leaving aside the fact that he does not consciously call Hamlet his
nephew, which would make the Prince a patrilinear heir, and the
fact that Hamlet is aware of the meanings of Claudius’s carefully
chosen verbal expressions, it is the nature of his speech that brings
him closer to the prince in semantic space. Stricto sensu,
Claudius’s true nature seems to be overshadowed by his
Machiavellian eloquence, which is characterised by feigned care
and warmth."” Laertes’s closeness to Hamlet was not unexpected.
He was anticipated to be located near Ophelia and Polonius. The
Hamlet-Laertes relationship is, nevertheless, of dramatic
importance. Although they do not meet in person on stage until
ActV, their lives are obviously interconnected. They have
probably known each other since their childhood. However,
Hamlet’s odd relationship with Ophelia, as well as the murder of
Polonius, makes them enemies. They only reconcile at the moment
of Laertes’s death, which is marked by his confession and a plea
for forgiveness: “Exchange forgiveness with me, noble Hamlet /
Mine and my father’s death come not upon thee, / Nor thine upon
me!” (V, 2, 282-284).

'® Samuel Crowl asks explicit questions to which there are only hypothetical answers: “Is
Gertrude innocent or guilty of adultery? Is she complicit in her first husband’s murder?”
Crowl S. Screen Adaptations: Shakespeare’s Hamlet: The Relationship between Text and Film.
London, New Delhi, New York, Sydney : Bloomsbury, 2014. P. 1.

! James E. Hirsh even observes that Hamlet becomes as Machiavellian as Claudius in his “To be,
or not to be” soliloquy. Hirsh J. E. Shakespeare and the History of Soliloquies. Madison,
Teaneck : Fairleigh Dickinson University Press, 2003. P. 256.
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As expected, the Ghost was placed almost on the same line as
Hamlet, though at some small distance to him. The location
corresponds both to the familial relationship between the son and
his deceased father and to the doubts Hamlet has about the
mysterious creature (see above). In the case of Fortinbras’s close
proximity to Player King and Player Queen, the decisive factor may
have been the theatrical performance in which, at Hamlet’s explicit
request, they took on the roles of king and queen. The cluster was
thus formed on the basis of their social status, albeit given only by
theatre, not by actual reality. The greater distance from Hamlet was
probably due to the lower number of Fortinbras’s speeches. But
here, too, the relationship between Hamlet and Fortinbras must be
seen as crucial, since, as already noted, it reflects the Hamlet-King
of Denmark and Fortinbras-King of Norway relationships and at the
same time creates an analogy to the relationship between Polonius
and Laertes. The considerable distance between Hamlet and
Ophelia was expected as Hamlet rejects her and, in a way, tries to
free himself from her, although this effort must be understood as a
“transference” reaction to his relationship with his mother.
However, the question is to what extent artificial intelligence
grasped the searing ironies of (not only) Hamlet’s speeches.

Our experiment was an attempt to connect Shakespeare to
artificial intelligence. It benefited from word-vector conversion
and showed a stimulating visualisation of semantic space and
between-character distances as well as within-clusters distances.
One such example is the royal family cluster, which shows most of
its characters semantically closely related, with the exception of
the Ghost as an outlier at a fair distance. The characters outside the
family of Prince Fortinbras, Ophelia and Horatio are noticeably
detached. In future, a similar experiment will be carried out for
other Shakespeare plays with the use of different and more
advanced NLP algorithms.
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Mercutio’s malediction: historical vs. colloquial '

Baiino Ana. Npoxastra Mepkyuio: icropuuHne vs. nodyrose.

Y cmammi  ananizyemvca xopomkuii ypusok 3 «Pomeo i
Lrcynvemmuy ma iiozo giomeopenns y croeayvkomy nepexnadi 2005 poxy.
B npunyuni, npoxnammsa Mepkyyio «Uyma na obuosa eawi domuy (111, 1,
101) ne cmanogumsv 3HauHOi nepexnadayvbkoi npodiemu, 0oKU nepexnaoay
He pobums cnpoby 3acmocysamu 018 U020 GIOMBOPEHHS CYUACHY PO3ZMOBGHY
MO8y, W0ob no30ymucs icmopuyHux 6i0CUnoK. JJociionuys axyenmye ysacy
Ha JNHGICMUYHUX  0COOIUBOCHIAX HAUHOGIWO020 nepekiady «Pomeo i
Joricynvemmuy crosayvkoro mosoio, cniecmasnaiouu tozo 3 Lllexcniposum
opuzinaiom ma iHwuUM crosaybkum nepexkiadom 1960-x poxie. Y nogomy
nepekaadi icmopis 8ePOHCHKUX 3AKOXAHUX HAOYBAE THUUX KOHOMAYIU, U0
8KA3YE€ HA THULY ICMOPUYHY MA KYAbMYPHY BKOPIHEHICMb MeKCmy.

Knrouosi cnosa: Binvsm [llexcnip, mpazedis «Pomeo i [cynbemmuy,
cnosayvkuil nepekiad, Mepkyyio, npokissmms. uyma,.

1. Plague

In the third act of the play, Romeo’s friend Mercutio is
wounded by Tybalt. Knowing that he is going to die, he condems
the families of Montagus and Capulets who had involved him into
this deadly clash:

.4 plague o’both your houses!* (111, 1, 91, 97, 106)

! Parts of this text were published in Slovak language within a longer paper: Wild J.
Shakespearove kliatby a zaklinadla. Konotacie slovenskych a ¢eskych prekladov. Shakespeare.
Zooming. Bratislava : Eur6pa, 2017. P. 109-129.
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This sentence takes a form of ritual and magic spell:
Mercutio would repeat it three times in his last speech. The key
word, of course, is “plague”. Since plague refers to a historical
desease, not existent in our times anymore, contemporary
translators may be tempted to substitute this supposedly old word
by another one. This was the case of the newest Slovak translator
LCubomir Feldek, who was clearly endevoured to render
Shakespeare in a modern, colloquial language (2005). Whereas his
predecessor in the 1960ies, Zora Jesenska, maintains the word
“plague”, Feldek is about to modernize the spell:

., Mor na vase rody!** [,,A plague on your families!”]
(Zora Jesenskd, 1963)
,Cert zobral vase rody!“3 [,,The devil take your families!™]
(Lubomir Feldek, 2005)
Whereas Jesenska translates “plague” philologically accurate as
“mor”, pointing to the same desease and pandemic as Shakespeare,
Feldek's translation avoids “plague” while interpolating the
“devil”. In his rendering, the severity, and the effect of Mercutio’s
malediction have massively changed. Even if the purpose of both
renderings — the malediction — is clear, they enter different cultural
fields.

The word “plague” (“mor”) raises many connotations and
associations. As the infamous black-death, it relates to history and
is associated with Europe around and after the middle-ages.
Though already eradicated in Western countries by now, in our
imagination and cultural memory, plague has been present up till
today. Most of the public would be widely aware of its medical,
etiological, social, cultural, metaphorical and theological
implications. The word “plague” would arouse associations with
“black death”, i. e. a deadly pandemic devastating whole cities and
huge territories, caused by lack of hygiene, manifested by bubonic
rash, deflection, and pain, leading to radical counteractions of
contact prohibition, isolation of the sickened, and, on the moral
and religious layer, interpreted as the punishment of God. And in
many European cities, there are plague columns as still visible

? Shakespeare W. Romeo a Jiilia. Shakespeare W. Tragédie / Prel. Zora Jesenska v jazykovej
spolupréci s Janom Roznerom. 1. vyd. Bratislava : Slovenské vydavatel'stvo krasnej literatury,
1963. 8. 51.

? Shakespeare W. Romeo a Jiilia / Prel. Cubomir Feldek. 1. vyd. Bratislava : Ikar, 2005. S. 74-75.
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architectural testimonies and memorials. (After the covid-19
pandemic, of course, the notion of an all embracing desease has
got an immediate urgence and actual topicality.)

All the above-mentioned countless connotations that the
word “plague” arouses determine our perception. On the rhetoric
level, Mercutio's malediction (repeated three times in his speech)
has the effect of a ritual, invoking a deadly pandemic to ruin the
two families at enmity who caused his death. A pandemic that was
historically documented, well known for its destructive power,
thus arousing fear and horror. Therefore, Mercutio’s malediction
sounds hostile, bitter and threatening. And points to his despair
facing his own pointless death.

2. A little devil

The translor Cubomir Feldek omits the historical desease
completely by altering it by the “devil”: "The devil take your
families”. Rhetorically, the phrase “the devil take it”, in Slovak, as
well as in English, is a commonplace, a frequent idiom, an
expression of anger, dismissal, annoyance, impatience, meaning a
sort of “shut up!”, “damned” or “go to hell”.

Yet it is important to note that the Slovak word ,,Cert” has
specific connotations. For in Slovak, as in many other Slavic
languages, there are two types of devils: ,,diabol“ and ,,éert”. The
first, ,,diabol“ (etymologically from the Greek diabolos), means
the supreme spirit of evil, the tempter, the ultimate destructive
force, satan, the theological antagoniste to God. The other word,
neert (the same in Czech, wopm in Ukrainian, uépm in Russian,
czort in Polish, ¢rt in Slovenian etc.), used in the Romeo and Juliet
Slovak translation, refers rather to a fairytale or mythological
figure: a rogue, sort of little devil much lower in the demonic
hierarchy than ,,diabol“. The ethnologist Martin Slivka argues that
in the traditional folk and popular culture, “Cert” is a derivation of
the medieval fool, grotesquely connecting the human with the
animal body (horns, tail, fur, hoof).* Other theories connect “gert”
with Slavic mythology where he is a malign spirit, demon,
embodying darkness, or the god Chernobog, “Black God”, God of

4 Slivka M. Slovenské Fudové divadlo. 1. vyd. Bratislava : Divadelny tstav. 2002. S. 191.
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bad fate,” English language, supposedly, only knowes the word
“devil” and has nothing like “Cert”; the same holds true for the
German notion of “Teufel”. (Although, in South German, Austrian
and Hungarian tradition there is a figure of Krampus, very similar
to “Cert”, accompanying the Saint Nicolas; yet his appearance is
limited to the 6™ December and the advent period.) “Cert” might
also have a vague familiarity with a satyr, faun, pan etc. — a
creature mixing up human and animal features. Generally
speaking, “Cert” might look fearsome and be connected with evil
and hell, yet his deeds are rather ridiculous and entertaining.
“Cert”, being grotesque, stupid and confused, does not arouse
horror, he rather makes us laugh, doing mischief and frightening
children. ,,Cert“, a popular figure from folk mythology, would not
be found in the Bible and, in contrast to ,,diabol*, would not imply
a metaphysic meaning.

Thus, when Mercutio utters the word “Cert” instead of “mor”
(plague) in his malediction, he not only refers to dissimilar dark
matters, but the performance of his spell is much weaker and less
destructive. For today, people would use the colloquial “the devil
take it” (“Cert to ber”) day-to-day, whereas to condemn somebody
with “plague” in real life would be very rare and considered too
extreme, exaggerated, overacted. Yet reading Shakespeare,
Mercutio’s idiolect definitely is and should remain expressive and
bold.

3. Reading “plague” historically and horizontally

Nevertheless, it is not only because of its strong metaphorical
meaning that the word “plague” is so important in Romeo and
Juliet. The arguments may be historical — as found in
Shakespeare’s own life and his time, and, what is even more
relevant, intratextual as well, for plague plays a crucial role further
in the play, too.

Historically, plague was a contemporary phenomenon that
struck several generations in Elizabethan and Jacobian London.
The strongest pandemic spreads were in 1563 (around 20,000
people died, i. e. more than a quarter of the population), 1592—
1593 (more than 10,000 people died) and 1603 (more than a

* https://meettheslavs.com/chort/.
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quarter of the population died again). London's theatres were also
harmed, being not allowed to play during the plague pandemic
(1592-1593: shortly afterwards, the play Romeo and Juliet was
written; there were also bans on playing theatre during the plague
in 1603 and 1608). Even in the family of William Shakespeare
himself, the plague extinguished several lives. Presumably, the
author's sisters Joan (1558) and Margaret (1563) died from the
effects of the plague at the age of a few months, as well as the 7-
year-old Anne (1579) and his 27-year-old brother Edmund (1607).
The plague may also have been the cause of the death of the
author's 11-year-old son Hamnet (1596).

Reading Shakespeare’s tragedy horizontally, we would find
another higly topical account of plague in Romeo and Juliet. For at
the end of the play, Mercutio’s condemnation seemingly had come
true: the crucial message that Juliet is only temporarily "dead",
would not reach Romeo because the monk John was detained to
bring his letter; detained by plague!

The description of the monk's situation is compelling: there
are sick, official city searchers who have sealed the door and the
whole narrative is dominated by fear of infection.

John Going to find a barefoot brother out,

One of our order, to associate me,

Here in this city visiting the sick,

And finding him, the searchers of the town,

Suspecting that we both were in a house

Where the infectious pestilence did reign,

Seal’d up the doors and would not let us forth,

So that my speed to Mantua there was stay’d.
Lawrence Who bare my letter then to Romeo?
John I could not send it — here it is again —

Nor let a messanger to bring it thee,

So fearful were they of infection. °

V, 2, 5-16 (marked by J. W.)

In the Slovak translation of Cubomir Feldek, the monk was
detained not by plague, but by cholera:

Mnich Jan Chcel som, aby mi do Mantovy robil

sprievodcu bosonohy frantiskan,

¢ Shakespeare W. Romeo and Juliet. The Arden Shakespeare, I1I series / ed. by Brian Gibbons.
London and New York : Routledge, 1994. P. 221-222.
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¢o navstevuje v naSom meste chorych.

Prave ked’ som ho nasiel v jednom dome,

ziskali obhliada¢i mftvol podozrenie,

7e je v tom dome cholera a uz

nam nedovolili vyjst’ z neho von.

Nevykonal som cestu do Mantovy.
Mpnich Lorenzo A kto dorucil moj list Romeovi?
Mpnich Jan Nik. Nedalo sa. Nesiem ti ho spét’.

Taky strach mali z cholery, Ze list som

nemohol ani tebe vratit’ skor.”

Transl. by L. Feldek (marked by J. W.)

Medically, in stricto senso, cholera (“blue death”) is a disease
other than plague (“black death”). Cholera has different symptoms
and, what is more relevant for the logic of the text, it is not
transmitted through respiration neither by direct physical contact.
Therefore, it would not prevent the monk to leave the house of the
sick nor the town. Should we stick to historical pedantism (which,
admitted, is far from Shakespeare), cholera did not spread in
Europe before the first third of the 19th century. (The cholera
epidemic in London in 1832 reportedly claimed around 3,000
victims, which is significantly less than the plague pandemic of the
16™ and 17" centuries.)

Yet the most important argument questioning Lubomir
Feldek's translation is, that by using “Cert” in act III and “cholera”
in act V, the link between Mercutio’s malediction and the final
tragic denoument is completely lost.
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Bceeykpaincbkuii mekcnipiBcbKHil KOHKYpC iMeHi
Biraaisa Keiica: icTopisi, cy4acHIicTb i mepcrneKTuBH

Y cmammi eucsimaeno icmopirn 3anoyamxysanns (2010) i
PO36UMKY Mpaouyii nposedenuss BceykpaincbKo2o WeKcnipiscbkozo
KOHKYpCY CMYOeHMCbKUX O0CTIOHUYbKUX I KPEAmUBHUX NPOEKMI6
ma oKpecieHo 1020 npiopumemui 3ae0anus U 3000ymku. Ileii
WOPIUHUL THMeNeKMYANbHO-0CBIMHIU NPOEKM YKpaiHCbK020 Midic-
VHIEEpCUMEMCbKO20 WEKCNIPIBCbKO20 YEHMPY € IHCMPYMEHMOM
00NIVYUeHHS VKPAIHCbKO20 CMYOEHMCmEa 00 MINCOUCYUNTIIHAPHUX
WEKCNIpIecoKUX Ccmyoiti ma OOHUM I3 YUHHUKIE PO36UIMKY
Haykomeopyux npoyecié Ha mepernax Yrpainu. Ilomyoicna
niompumka npeocmasnuxie ykpaincoxoi oiacnopu CILIA i Kanaou
(npop. Bimanin Keuic, Coioz ykpainox Amepuxu, npogh. Ipuna
Maxapux) ma 3apybidcHux WeKCniposHasyie ceioyams npo
MIDICHAPOOHE — GUSHAMHA  KOHKYpCYy AK  Oiegoi  cmpamezii
nonyaapuzayii Illexcnipa y monooixchomy cepeoosuwi. Peacyrouu
HA BUKIUKU HACY [ NOBHOMACWMAOHY BIUCbKOBY  a2peciio
pociicvkoi hedepayii, opeanizamopu KOHKYPCY 800CKOHATIOIOMb
11020 OP2AHI3AUIUHY MOOETb 3 MEMOoIO 3MIYHCHHS De3UIbEHMHOCHI
VKPAiHCbKOI MON00I IO 4ac poCilicbKO-YKPAiHCbKOi GitiHu.

Knrouoei cnosa: Bceykpaincvkuii uieKcnipiecbKuii KOHKYpC
CMYOeHmMCbKUX — OOCTHIOHUYbKUX I  KDEeAmUuSHUX  NPOEKMIS,
wekcnipigcoki  c¢cmydii, Oiacnopa, Cow3 YKpaiHOK Amepuxu,
POCIUCbKO-YKPAIHCHKA GIUHA.
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[Tonemiuna crarts npodecopa Mapka COKOISTHCHKOTO, SIKa Y
nanekomy 2009 porii iHcipyBaia JUCKYCiI0 CTOCOBHO TIEPCIIEKTUB
MIEKCIIPIBCBKUX CTyAili B YKpaiHi, 3aBeplryBaiacsi BeJIbMHU
ciaymHuM akieHToM: «Tpeba, HapemTi, cepio3Hille 3aMUCITUTUCS
Ha/Jl CyY4YacHUM CTaHOM, a mie Outelne — HaJg MaHOyTHIM
YKpalHCBKOTO IIEKCIipO3HABCTBA. 3rajyld TNpU TOMY BHUCIIB
OJTHOTO COJIJHOTO (Ha JKalb, yXe TOKIHHOTO) 3a0KEaHCHKOTO
icropuka 1 Teopermka JjitepaTypu: «CTaH NIEKCHipO3HABCTBA
BU3HAYa€ KyJIbTypHHH piBEHb JITEpaTypHOi HAyKH Y KOXKHIN
KpaiHi». XTOCh CIpHiiMe el BUCHTIB SIK TepeOinbiieHHs. Ale,
rajialo, BapTO MOCTABUTHCS JIO IIUX CIIiB JIOCBIAUEHOTO BYCHOTO HE
MPOCTO SIK JI0 [IKaBOTO MapaioKCcay.

Ile#t 3akauMK He TINBKM HAAWXHYB YYaCHMKIB JUCKyCil Ha
crBopenHsa B KimacuunoMy mpuBaTHOMY YHIBEPCUTETI (3ammopikiKs)
VKpalHCBKOT0 MIKYHIBEPCHTETCHKOTO IIEKCIIIPIBCHKOIO IIEHTPY
(mam — YMIIILI), ane ¥ BU3HAYUB IPIOPUTETHI HANPSIMKHA HOTO
TUSITBHOCTI, OHHUM i3 SIKHX CTaJ0 3aJTy4YCHHS TATAHOBUTOI MOJIOJI
JIO TIEKCIIPO3HABUMX JTOCIIKEHbD.

dopMH TaKOro 3aldydeHHS BHABUINCS JOBOJI pI3HO-
MaHITHUMH: K Ti, III0 O€3IOCEpeaHLE0 MOB’A3aHl 3 HaBYAJLHUM
mporuecoM (IIEKCIIpIBCbKA TEMATHKAa KYypCOBHX 1 IUIIOMHHX
po0iT, 3ampoBaKECHHSA MIEKCHIPOIEHTPUYHHUX CIEHKYPCIB SIK
BUOIPKOBHMX IHUCLMIUTIH IS CTyAeHTIB-(inooris, pedepyBaHHs
MIEKCIIPO3HABYMX Ipalb Ta 1X OOTOBOPEHHS B paMKax
CEeMIHApPCHKUX 3aHATh 13 gucHMIUNHE «IcTOpis 3apyOixkHOI
miteparypu CepeaHix BikiB Ta BiapomkeHHsS»), Tak 1 Ti, IO
BUXOJATh 3a MEXI YHIBEPCHUTETCHKHX HaBYAILHUX IIporpam i
rmepeOyBaroTh Ha IEPETHHI CYTO akKageMIyHOI Ta KyJIbTYpHO-
MOMyJsIPU3aTOPChKoi  cep. Jlo YMclIa OCTaHHIX, IIPHMIPOM,
HajgeXaTh yd4acTh CTYAEHTIB B oprasizamii MDKHaApOIHUX
MIeKCITIPiBChKMX  KOH(pepeHmiii B VYkpaiHi® Ta mpoBegeHHi

' Coxonsnchkuiit M. Kpusa B ykpaiHChKOMy mieKcHiposHaBcTsi? JimAxyenm — ceim cyuacnoi
nimepamypu. URL: litakcent.com/2008/01/.../mark-sokoljanskyj-kryza-v-ukrajinskomu-
shekspiroznavstvi.

? JleranbHinre npo MixHapo/Hi meKcipiBChkHX KoH(bepeHii B Ykpaini aup. : Kotykrenko H.
InTep)nanionansuuii llexcnip. Penecancui cmyaii. 3anopixoks : KITY, 2010. Bum. 14-15.

C. 297-300; TopkyTt H. «3BuxHyBCs 4ac...», abo 4u goriomoxke Ham Lllekcmip He 3acHYTH Mmij
yac ApmareioHy: Gi1ocopchbKi pO3MHUCIN CTOCOBHO TEMAaTHKH CYyYaCHHX IIEKCIIPIBCHKHUX
KkoH(bepenuiil. Penecancui cmyoii, 3anopixoks : Bunasamunii 1iM «IenpBeTuxa», 2021.

Bum. 33-34. C. 165-187.

179



VI. Peunensii, ecei, oryisiau, noBiioMJIeHHS

mropigdoro mixkaapoaHoro npoekty «Jui Illexcmipa B Ykpaini»,
sSkuii OyB 3amouarkoBanumii y 2018 pomi, a TakoxX ampooOariis
pE3yIbTATIB BIACHUX IOCILMKEHb HA 3acClHaHHIX HAyKOBOI'O
ceminapy «IIpoctip aitepaTypu», mo (QYHKIIOHYE IpU Kadeapi
cBiTOBOI jaiTeparypu JIBBIBCHKOIO HAIIOHAIBLHOTO YHIBEPCHUTETY
imeni Ipana padka,’ Ta MIEKCIPO3HABUOTO  CEMIHAPY
Jlaboparopil peHecaHCHUX CTYHIH, SIKA € CIUIBHAM IIPOEKTOM
Imcturyty niteparypu im. T.TI'. IlleBuenka HAH Vxkpainum i
Knacnunoro mpusarHoro yHiBepcurery. EdexkTuBHOIO (BopMOIO
TaKoro 3aJy4eHHs CTajo ¥ mpoBejeHHs iHinidoBanoro YMIII]
BceykpaiHCHKOTO MIEKCIIPIBCHKOTO KOHKYPCY, YYaCHHKH SIKOTO
(cTyaeHTH ¥ acmipaHTH 3aKiajliB BUIIOI OCBITH) MPEACTABISIOTH
BJIACHI JIOCIITHHUIBKI a00 KpeaTnBHI MPOEKTH, 10 cPoKycoBaHi Ha
mocTati ¥ TBOpYiM CHajIIMHI aHTTIHCHKOIO PEHECAHCHOTO TEeHisl.
[Ipo ycmimHiCTE [OHOTO IIOPIYHOTO KOHKYPCY CBigUaTh SIK
MOCTiifHEe 3POCTaHHS KiJIbKOCTI HOTO Y4YacHHKIB Ta PO3IIMPEHHS
reorpadii, Tak i TOH (akT, MmO MIECTEpPO HOrO TMEPEeMOXKIiB
OB ’s3aJIM CBO€ TpodeciiiHe KUTTA caMe 3 LIEKCIipPO3HABCTBOM,
3aXUCTHUBIIN KaHIUIATCHKI TUCEpTAIlil.

Tox meTa 1i€l myOmikarii mossirae B TOMy, 100 BUCBITIUTH
ICTOpiI0 3amOYaTKyBaHHA W PO3BUTKY TpPAIMIii TNPOBEACHHS
BeeykpailHChbKOro  IIEKCHIPIBCBKOTO  KOHKYPCY — CTYJEHTCHKUX
JOCHITHULIBKUX 1 KpEaTHMBHUX TIPOEKTIB, OKPECIUTH HOTO
MPIOPUTETHI 3aBAAHHS, a TAKOXK BU3HAYUTU XapakTep Kopemsuii 3
HAYKOTBOPYMMH TPOIECAMU B Cy4acHil YKpaiHi Ta 31 3MilHEHHAM
PE3UIILEHTHOCTI  YKpPAiHCBKOT MOJIO/I MiJl 4Yac POCIHCHKO-
YKpaiHChKO{ BIHHHU.

l'onoBHMM 3aBIaHHSIM KOHKYpCY, BIIEpIIE TPOBEICHOTO Y
2010 pomi, Oyma iHTeHcH(iKalis MIEKCHIPO3HABYMX CTYIid B
VYkpaini nuisixom nonymspusanii cnagmuiau Binbsma [lekcmipa B
MOJIO/IIKHOMY HayKOBOMY CEpEIOBHIIII Ta 3aTydeHHs 001apoBa-
HUX CTYACHTIB-TYMaHiTapiiB 70 (iJ0JOrIYHUX, TEaTpO3HABYHMX,
KyJbTYPOJOTIYHUX JOCcHipkeHb TBopuocTi bapna. Haazsuuaitno
BaMBO, IO iHimiatuBa YMIIL momo 3amowarkyBaHHS ¥
MOJANIBIIOTO TMpoBeAeHHS 1boro KoHkypcy Oyna akTUBHO

* banpposceka O. Penecarcua Anrmis B «IIpocTopi JTiTepaTypi» HayKOBOTo ceMiHapy Kadeapu
CBiTOBOI JiTepatypu JIbBIBCHKOT0 HalliOHATBLHOTO yHiBepcuTeTy iMeHi [Bana ®panka. Penecanci
cmyoii, 3anopixoks : BunaBanumit aim «I'enbBetukay, 2021. Bum. 33-34. C. 188-193.
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MiATpUMaHa TpPEeJICTaBHUKAMH YKPaiHCHKOI MIacTiOph — BiJIOMOIO
KaHaJIChbKOIO JIOCHITHUIIEI0, Mpodecopkoro yHiBepcuteTy OTTaBu
Ipunoto Pumoro Maxkapuk', 3 mig Tepa sIKOi BHHIUIA HU3KA
IPYHTOBHHX IIpailb, MPUCBIYCHUX YKPaiHCHKIM MIeKcmipiaHi, Ta
aMEpUKAHCHKUM JIITePaTypO3HABIEM YKPATHCHKOTO ITOXOKCHHS
Bitamiem  Keiicom  (1936-2014), iHTenekTyalbHO-TBOPUYUI
nopobok sikoro BIrouae nepekianu Yocepa i lllekcmipa, HaykoBi
PO3BIIKM 13 IIEKCHIPO3HABCTBAa Ta PEHECAHCO3HABCTBA. bynyun
9JICHOM JKypi KOHKypcy, B. Keiic He TiTbkM «yBa)kKHO aHai3yBaB
KOXKHY CTYAEHTCbKY pO3BiJIKY, HE IIKOAYIOYM 4yacy Ha nopaau u
peKOMeHaIi»’, aje i CIpPHUsIB BCTAHOBICHHIO TUTITHIUX KOHTAKTIiB
MDX opraHizaTopamu KoHKypcy Ta Coro3oM YkpaiHOK AMEpUKH —
aBTOPUTETHOIO JIIaCTIOPHOIO IHCTUTYIII€IO0, SIKA BUCTYTIA€ aKTHBHUM
IIPOMOYTEPOM 0araTbOX yKpaiHChKUX MPOEKTIB.

3 2011 poxy BceykpaiHChKkH HIEKCIIPIBCHKHI KOHKYpC
moyaB MPOBOAUTHCH 3a (iHaHcoBOi miaTpumku CVYA, sxuit
Haropo/ukye noro mepemoxuiB. IllopiuHo mecTepo HaWkpammx
(hiHaMICTIB OTPUMYIOTH TPOIIIOBI TIpeMii: 2 mepeMosxkii 3a [ miciie —
no 500 $, 2 nepemoxki 3a Il miciie — mo 300 $, ta 2 nmepemoxkiii 3a
I miciie — o 200 $. 3a cnoBamu kepiBauka YMIIIL] Ta ronoBu
Kypi xoukypcy H. Topkyt, «Tolt ¢axT, Mo och yXe TpUHAIIATH
pokiB mocmiib CYA HE3MIHHO ONIKYETbCS UM KOHKYPCOM
3aCBiJuy€e, IO NPEACTAaBHUKM YKPaiHCHKOi Jiacriopd BHCOKO
OIHIOIOTH HOro poiib Yy (OpMyBaHHI 1HTENEKTyallbHOT eJliTH
YKpaiHCBKOTO  cycmibcTBa. B wac  BifHM  miaATpUMKa
HIeKCIIpiBCbKOTO  KOHKypcy Coro3oM  YKpaiHOK — AMepUKH
HA/I3BHYAHO BAXJIMBA, a/p)ke BOHA € HE TUIBKA BIUTMBOBHM
CTHMYJIOM 1 UYWHHHMKOM 3a0XOYEHHS [UId YYacHHUKIB, alie W
JOKEpEJIOM HaTXHEHHS [T OPTaHi3aTopiBy.

* Neransnime npo Ipury Makapux Ta ii 38’s13k1 3 Vipainoro aus.: Topkyr H. M. OcoGucricHa
IA€HTHYHICTD SIK YUHHUK (POPMYBaHHS iHTENEKTyanbHOT Oiorpadii: ykpaiHchka ckianoBa
IIeKcIipo3HaB4yoro 1opooky Ipunn Maxkapuk. Haykosi npayi: Hayxkoeuii scypran /
YopHoMoOpchkuii HalioHanbHuUiT yHiBepeutet iMeHi I[Terpa Morumu. Mukonais, 2019. T. 325.
Bun. 313. Cepis «®inomnoris. JliteparypoznasctBo». C. 105-117.

’ Iyrapyk H. Biraiit Keiic i ykpaiHcbKe IIeKCIpO3HABCTBO: BEKTOPH, BUMIPH Ta
POAYKTHBHICTH mianory. Haykoei npayi: Haykoeuii scypran /| YoOpHOMOPCHKHI HalliOHAIBHUI
yHiBepcuret iMmeHi ITerpa Moruiu. Mukonais, 2019. T. 325. Bum. 313. Cepist «®inosoris.
JlitepatyposunaBctBoy. C. 27-31.

¢ TopkyT H. BeeykpaiHChKHif IIeKCITpiBCHKHMiT KOHKYPC JIOCIIIHULbKUX | KPEATHBHUX MPOEKTIB
imeni Biranis Keiica (2023). Hawe srcumms. Hero-Uopk, 2023. C. 16.
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Ha BILIAHYBAHHSI mam’ sITi BlTams[ Kelica, uyue akTuUBHE
JIONy4EHHS  JI0 misumeHOCTE  YMILILY crpusio  iHTeHcudikarii
BITYM3HSHOTO MIEKCITIPO3HABCTBA, pimeHHsIM V MiKXHapOIHOI
mekchipiBcbkoi koH(pepenmii B Ykpaini (2014), sxe Oyno
migtpumane  MOH  VYkpaian i Coro3om VYkpaiHOK AMEpHKH,
BceeykpaiHCbkHii meKCHipiBCbKUNA KOHKYPC CTYJIEHTCBKUX JOCIiA-
HUIIBKHUX 1 KpeaTUBHUX MPOEKTIB 3 2015 poKy HOCHUTH HOTO iM 1.

Ha mnowatrkoBoMy ertami, KOiaM BifOyBajnocsi CTAHOBJIEHHS
Tpaauiii TpOBeNeHHS KOHKYPCY, HOTO MPIOPUTETaMU BHCTYIIATH
HACAMIIEPE/l OCMHCIICHHS MacIITaOHOCTI TMOCTaTi AHIJIIHCHKOTO
TeHis Ta aKUEHTYBAHHS HOTO pordi y q)opMyBaHm KyJIbTYPHOTO
npocTtopy 1 LiHHICHOT mapaaurmu 3axigHoi uuBimizamii. Tema-
TUYHUH Jiama3oH KOHKypcHuX poOiT 2010-2012 pokiB BKiIOYaB
aHaNli3 MIEKCHiPIBCHKOTO JUCKYpCY (JOCTIKEHHS pEe30HaHCY,
CIPUYMHEHOTO TBOpYicTIO bapna B iHIMIOKYJIBTYpHUX KOHTEKCTaX,
BUBUEHHS MDKCEMIOTUYHHMX TMPOEKIi MIEKCHIPIBCBKUX TBOPIB:
TeaTpaJbHUX TOCTAHOBOK, KiHeMaTorpagiuHux Bepciid, Oameris,
ofep, PpajioCTeKTaKIiB, >XUBOMHCHUX TMOJOTEH, PI3HUX THIIIB
IHTEpHET-KOHTEHTY TOMIO). 3TOJOM  JIOCIiIHUIBKHIA npOCTip
PO3UIMPHBCA 33 PaXyHOK po61T c(OKyCOBaHMX Ha BHBYCHHI
]_HCKCHlpOBHX TEKCTIB Kpi3b MNpPHU3My OKPEMHX HOBITHIX
JITEpaTypO3HABYMX METOMOJIOTIH (TeHAEPHI AOCTIKEHHS, HOBUN
ICTOPU3M, EKOKPUTHKA, PEIENTHBHA €CTETHKA, MOCTKOJIOHIATbHA
KpUTHKAa Ta 1H.), a TaKOXX HAyKOBUX pO3BIAOK, HPUCBIYEHUX
nepekianam i rearpaabHuM noctanoBkam lllekcmipa B Ykpaini.

3maransHuii  xapakrep Kokypcy 1 3poctaHHs  ioro
MOIYJIIPHOCTI B YHIBEPCHTETCHKOMY CEPEOBHIII, SKE MPU3BEIIO
JI0 TIOMITHOTO 30UIbIIEHHS KiAbKOCTI yudacHMKIB y 2013 poumi,
3yMOBWJIM TEBHY TpaHC(OpPMAILIiI0 HOTro opraHizaliitHoi Mojerni Ta
cTpyKTypHOi KoHIerii. KoHKypc cTaB MpOBOIUTHCS Y TPU TypH:
CTMOYATKy NMPOEKTH MPOXOAMIH BinOip HA PiBHI YHIBEpCHUTETIB, 1€
HaBYAJIMCS YYaCHHUKH, MOTIM POOOTH y 3amn(poBaHOMY BUTIISIL
Hajcunanucs Ha posrsn JKypi, sike W BU3HAYAIO TEPEMOXKIIIB.
Opnnak 3 2018 poky ¢iHanpHMI eTanm KOHKypcy HaOyB (opmu
BIIKpUTOTO TYOIIYHOTO 3aXUCTy TMPOEKTIB, 3a peE3yIbTaTaMu

" Biraniii Keiic He Tinbkn GyB aBTOpOM cTaTeii i pelleH3eHTOM HU3KH HAYKOBHX MyOUtiKantii y
(axoBomy xypHaii «PeHnecaHcHi cTyaii», ane i miarpumas 3acHyBanHs y 2010 porii HayKoBOro
36ipHuKa «lllekcnipiBCbKUA UCKYPC», YBIHIIOBIIN IO CKJIaay HOTO peIKOIerii.
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SKOTO TIepeMoxili (a 1e 25% Bix 3arajgbHOT KUTBKOCTI YYaCHHKIB)
oTpuMyOTh Jututomu Big MiHicTepcTBa OCBITH 1 HAyKH Y KpaiHu.

Po3mmpenHs: TeMaTHYHOTO Jiarma30Hy KOHKYPCHUX TPOEKTIB
MOCTaBWJIO Ha yaci OHOBJIEHHsS ckinamy JKypi, A0 fKOro, KpiMm
criBpobitankis  YMIII® Ta BHmesragaHux —pejCTABHUKIB
YKpaiHCBKO1 JTiacliopH, YBIMIIUTM aBTOPUTETHI JITEpaTypoO3HaBINi 3
pI3HUX YKpaiHCHKUX BHIIIB, Y YHEMY TOPOOKY € MIEKCITipO3HABYi
nyOmikamii: 1e, 30kpema, mpodecopu, Haramis XKiykrenko
(KuiBcpkwmii HarlioHabHUH yHiBepcuTeT iMeHi Tapaca IlleBuenka),
Onbra banapoBcbka (JIbBIBChKMI HalliOHAIBHUN YHIBEPCUTET
imeni IBana @panka), Onekcanap [IponkeBmu (YopHOMOpPCHKHIA
HaIioHaNmbHUI  yHiBepcuTeT imeni lletpa Morunm), Ipuna
[TaBnenko (3amopi3pkuii HALIOHATHHUN YHIBEPCUTET).

Hesnos3i no XKypi npuennanacst i Maiis 'apOy3tok (1965—
2023) — aBTOpUTETHUII TeaTpaIbHUI KPUTHK 1 TeaTpO3HABEllb, HA
TOM yac JIOLEHT, a 3rofoM npodecop JIbBIBCHKOro HalliOHAIBHOTO
yHiBepcuteTy imeHi [Bana ®panka. CBoro wacy, y 2007 poui,
M. I'apOy310K 3aXUCTHIIAa KAaHJUIATChKY JUCEpTallilo, PUCBIUEHY
PEKOHCTPYKINT cleHiyHoi icropii «[ammera» y JbBIBCBKHX
Teatpax 1796-1987 pokis.” I B IbOMy IPYHTOBHOMY JOCIIiIKEHH.
i B HU3Mi iHmMX npans'’ BOHA aKIEHTYBaa yBary Ha II0B’S3aHOCTI
YKpaiHChKOI IePEKIIaHOI FaMIIETIaHH 31 CTAHOBJICHHSM 1 PO3BUTKOM
HAI[IOHAJILHOTO  TeaTpajlbHOTO MUCTENTBA, 3  «peami3alliero
MPOrpaMu «KYJITYPHOTO HAIiOHATI3My» SIK CKJIaJ0BOi OOpOTHOU
3a TONITHYHE 1 JepXaBHE CaMOBH3HAYCHHS Haui'l'».ll 3a
iHiniatuBoro M. ['apOy310K, aBTOpaM Kpallux TeaTpO3HABUUX
JOCTITHUIIBKUX ~ TPOEKTIB, TpeACTaBieHnx y ¢inam Bce-

8 Hocriitamvu wienamu XKypi BeeykpaiHCHKOro MEKCIIpiBCHKOro KOHKYPCY Bij HOro
3anoyvaTKyBaHHs 1 fotenep € npodecopka Haranis TopkyT, nouentu Jap’s Jlasapenko, FOpiit
Yepnsik, 'anna Xpabposa (bnonnens), lap’s MockiBrina, Kcenis bBopuckina (CkakyH),
Bornan Kopuentok, Bikropis Mapinecko. Yci BoHH € wieHamu €Bporeiicbkoi Acorianii
nocnigauki Hlekcnipa (European Shakespeare Research Association).

? TapGy3tok M. B. Cuieniuni npountanus Tparesii «amner» B. Illexcriipa y JIbBiBCHKHX TeaTpax
(1796-1997 pp.) : auc. ... kana. MucrenrBosHas. : 17.00.02. Kuis, 2007.

' F'ap6ys3iox M. Tlepuri mocrasu «amera» B. Illekcripa Ha Teputopii Yrpainn (kiners XVII
— novatok XIX cr1.). 3anucku naykoeoeo mosapucmea imeni Lllesuenka. Ipaui Teatpo3HaBuoi
kowmicil. JIeBiB, 2007. C. 129-146; T'apOy3tok M. «"amner» B. lllekcmipa Ha ykpaiHChKiii CleHi:
«I3epKaJio i BiTOUTOK Yacy» (Ha MaTepiai JIbBIBCHKUX MOCTaB). PeHecaHcHi cTyuil.
Zanopixoks : KITY, 2012. Bur. 18-19. C. 157-180.

! Neransmime aus.: Torkut N. Maiia Harbuziuk in Memoriam (1965-2023). Pamietnik
Teatralny. 2023. T. 72. Ne 4. P. 13-23.
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YKpaiHCBKOTO  KOHKypcy imeHi Biramis  Keiica, 0Oyimo
3allpONOHOBAHO B3ITH Yy4acTh y KoHkypci TeaTpanbHuX
MIEKCIIPIBCHKUX PEIeH31i, Kpamli 3 SKuX Oynm omyOiikoBaHI Ha
cTopiHkax xxypHaiy «IIpocreniym».

TakuM YUHOM, Yy CEPEIOBHIINI MOJOIUX IICKCIIPO3HABIIIB
noyana (opMyBaTHCS TeaTpo3HAaBYa CKIJIAZOBA, PO3BUTOK SKOi
MPOIOBXKYETBCS 1 CHOTOAHI: TepeMoxii BceykpaiHChbkoro
MIEKCITIPIBCHKOT0 KOHKypcy iMeHi Bitamist Kelica pisHMX poKiB,
3okpema Haramiss I'yrapyk, Makcum bpuuka, Beponika
CkapxuHcbka 1 borman bensieB, ctanum akTUBHMMHU y4YaCHHUKaMHU
MPOEKTY, HAIJIEHOTO Ha 30€peKeHHS TaM sATI Mpo  Tepiry
yKpaincbKy nmoctanoBky lllekcmipoBoro «I'ammnera» (JIbBiB, 1943).
[nimitioBannit  Bmitky 2023 poky Maiteto TapOystok Ta
MiATpUMaHUui OpUTAaHCHKUMHU Kojeramu-npodecopamu Hikomoro
Barcon (Binkputnii yHiBepcuter Jlonnona) i Maiikiom J{o6corom
(]_HeKcnipiBCLKHﬁ iHCTI/ITyT Bipminremcbkoro yHiBepCHTeTy) nen
MIPOEKT OyB yCHlH_IHO peamizoBaruit YMIIIL] crinsHO 3 Ka(peﬂpom
TeaTpOSHABCTBa 1 aKTOpPCHKOI MaI/ICTCpHOCTl JIHY imeni IBana
®panka®. Sk pesymbTaT — Maemo BlpTyaJIBHI/II/I OimiHTBaTBUUN
My3eI/I «#Hamlet  UA: Act 1, Scene1943»", siknit penpe3eHTye
iHHUKA MaTepiai i BeMUKYy KUTBKICTh TOKYMEHTIB, MOB’SI3aHUX 3
YKPAiHCBbKOIO MEPEKNIaHO0 ramierianow kit XIX — mepuoi
nosoBuHU XX CTONITH Ta mpanpem’eporo «I amuera» (pex. Mocun
lNpusk, nepexin. Muxaino Pynaunpkuit), mo BinOynacs Ha creHi
JIBBIBCHKOTO ONEPHOTO TeaTpy y BepecHi 1943 poKy.

VY 2018 poui po ckiagy }Kypl KOHKYypCY BBIHIIOB B1IOMUI
nepexitangay i OMucKyInit 3HaBelb icropii YKpaiHCHKOi meKcmplaHH
npodpecop Makenm Crpixa'® (KuiBchKuii HAl[iOHATBHHI YHiBep-

12 IIpanamusra mia (CTyneHTH periensyioTh BiucTaBy «JIpanamusTa niu» B. [Ilekcripa
Muko1aiBCBKOT0 aKaJeMiYHOTO Xy I0XKHBOTO POCIHCEKOr0 IpaMaTHYHOIO TeaTpy).
Ipocyeniym. 2018. Bum. 50-51. C. 61-64.

'3 CriiBkoopmuHaTopamu nipoexty crami Haranis TopkyT i Poman JlaBpenTiii.

'* Mys3eii MOYXHA MEpErJISHYTH 33 IOCHIAHHSM:
https://www.artsteps.com/view/657d8dcb3e7698b59c6de2a7.

!> Makcnm BiramiiioBia CTpixa — 3HAHUH y CBITI BueHHii-(i3HK, JOKTOP ()i3HKO-MATEMATHIHIX
HayK, POMAaJICbKHH 1 MONITHYHMIL Aisd, Bille-NPE3UICHT AKaJieMil HayK BUILOT LIKOIN
YkpaiHnu, MMCbMEHHUK i epekianad. Y TBopuoMy Jopooky M. CTpixu — yKpaiHChKi
MepeKIIa i TaKKX BCECBITHHO-BIJOMHUX LIE/EBPIB, sik «boxecTBeHHa komeis» Jlante Amir’epi,
«Kentepbepiiicoki omosimi» xeddpi Yocepa, «CmepTs ApTypa» Tomaca Menopi,
«BusBonenuit €pycanum» TopkBaro Tacco Ta iH., epeKiIaay BipIiB i onepHuX JidpeTo 3
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curer imeHi Tapaca IlleBueHka) — HemepecidyHa OCOOHCTICTb,
CyrollocHa 3a JyXOM OaraTorpaHHUM THTaHaM BigpomkeHHs,
CIpaBXHIM CydJacHHH TONIMaT — JIFOJWHA, YUH  TaJlaHT
MPOSIBIIETHCS OAHOYACHO Yy JIEKIIbKOX pi3HUX cdepax. 3a Horo
IHIIIATUBU OYyJIO 3aMOYaTKyBaHO I[IKaBy TPAAHWIIII0 — BiIKpUBATH
(iHam KOHKYpCY BITQJIBbHOIO MPOMOBOIO, IKa Ma€ KOHLENTyalbHe
3HAQUEHHS IS YKPaiHCHKOTO IIEKCIpO3HAaBCTBA B LUIOMY, |1
BceykpaiHchbkoro ImeKcmipiBCbKOro KOHKypcy imeHi Birtamis
Keiica 3okpema. Te3a mpo HarieTBopuy (YHKIIO XYJI0KHBOTO
nepexnany, obrpyntoBana M. CTpixow y HOTro MIMPOKOBigOMIN
MoHorpadii ~ Ta OJIMCKy4Ye MPOLTIOCTPOBaHa MaTepiajlaMu 3 icTopil
YKpaiHCBhKOI MepeKIaJHo1 MIEKCIipiaHd Y BITaJbHOMY 3BEpHEHHI,
CTHMYJIIOBaJa IHTEpEC KOHKYpPCAHTIB JO OCMHCIEHHS DOl
nepexnaaiB i mocranoBok lllekcmipa sk YMHHHMKA, IO 3MII[HIOE
IZICHTUYHICTh YKPATHIIIB SIK €Bporelichbkoi Hatlii. [Tepeknano3nasyi
PO3BIZIKM KOHKYPCAHTIB, KiIIBKICTh SIKUX 3 KOKHUM POKOM 3POCTae,
HEPIZIKO MICTATH IiKaBy iH(POPMALIIO MPO YKpaiHCHKI MepeKIaan
[llekcmipa, y ToMy 4ucii MaloBifiomi (akTh W TMOCHIIAHHS Ha
piakicHi  apXiBHI ~ Marepiand, TOB’sA3aHi 3  Olorpadismu
nepexnagaydi. L{i BigomocTi, O6e3nepedHo, MarOTh LIHHICTH JJIS
onHoro i3 MaiOyTHix mpoektie YMIIL, cnpsmoBanoro Ha
CTBOpPEHHS IUTICHOT CTEPEOCKOIIYHOI Bi3il icTOpil yKpaiHChKOT
HIEKCITipiaHu.

Ha TemaTuumi mnpoekTiB, NMOAAHUX HA KOHKYPC, CYTTEBO
MO3HAYHMIIOCS ¥ CTPIMKE 3pOCTaHHs IHTEpeCy 10 iHTepMeIialbHUX
CTyZiH B YKpaiHi Ta BKIIOUCHHS KOMIIAPATUBICTUYHHUX CIIELIKYpPCIiB
0 YHIBEpPCHUTETCHKHMX OCBITHIX mporpam. lLle mnpusBeno o
3017bIIEHHSI KUTBKOCTI JTOCHITHUIBKUX POOIT, TNPUCBIYCHUX
KiHoekpaHizamisiv TBopiB Illekcmipa, ix i1HTepCEeMiOTHYHHM
MPOEKIIISIM Y MY3HIli, MUCTEITBI KHBOMHCY 1 KHIDKKOBOI rpadikm,
y (inmarenii Ta koM’ 0TepHUX irpax. BogHodac KOHKypcaHTH Bce
yacTille MOYMHAIOTH MOJaBaTH KPEaTHBHI MPOEKTH, SKi, TIO CYTI,
caMi MOXYTh BBQXKATHUCS IHTEPMEMIaIbHUMH pPENpe3eHTAIlIIMU
[lexcnipoBoro cioBa: L€ 1 BIJEOKIINM 0 BJIACHUX MEpeKiajiB

pi3HuX eBponeiicbkux MoB. Jlaypear [Ipemii KaGinery minicTpiB Ykpainu imeHni Makcuma
Pusibcbkoro, Mae BiJ3HaKy «JlaHTiBChbKUit 1aBpy» Bi MyHinumnazitery PaBeHHH.

' Crpixa M. B. VkpaiHChKnif epeKmaf i mepekiafadi: Mixk TiTepaTyporo i HAIi€TBOPEHHSM.
Kuis : [yx i mitepa, 2020.
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COHETIB, 1 umocTparii, i OpHWTiHANBHI Bi3yaJlbHI HOBEIH Ta
eKCIIEPUMEHTAIbHI MY3W4HI 1HTEepHpeTalii TeKCTIB aHrIiHChKOTO
reHisd. [loka3oBUMH B IIbOMY TUTaHI € IHTPUTYIOUi Ha3BU JIESKUX
KOHKYpCHUX Po0iT: «Muctenpkuii cnagok B. Illekcmipa B 00pasi
npopounx kapt Tapo» (Komomsxkna Kartepuna, CyMmcbkuit
JepKaBHUH yHiBepcuTeT), « MeHTanbHa KapTa CUMBOJIYHHUX KOIB
B Tparexii B. Illekcmipa «Makbe» st yKpaiHCBKUX TIEpEKITaiBy
(Komomienp Kapuna, VYwuiBepcurer ['puropis CkoBopoau B
[Mepesicnasi), «bykTpeiinep i Llekcrip» (Mipomandenko Banepis,
UopHOMOpCHKHIA ~ HaIliOHaJdbHWKA  yHiBepcuTeT imeHi Iletpa
Morwunm) Ta iH..

Cain 3ayBakKUTH, 110 3HAYHA YAaCTHHA KPEaTUBHUX MPOEKTIB
Oe3nocepelHLO  TMOB’si3aHAa 3 TPOQECiitHO  crieriaizaiiero
CTYZAEHTIB, 3 XYJIOXHIM MepeKsaZoM, BUKIAJaHHAM aHIJiHCbKOI
MOBH Ta/uyu 3apyOikHOi Jitepatypu. Biktopis [loramina
(KuiBchkmii yHiBepcuteT iMeHi bopuca I'pinueHka), mpumipom,
po3pobmiia HacTibHY Tpy 3a MoTtuBamMu Tparenii B. Illekcmipa
«Makber», Amnacracins  Koryr (XapkiBchka rymaHiTapHa
Me/IaroriyHa  akajeMis) 3amporoHyBala KOHLENTYaJIbHY MOJIENb
BIKTOPUHM, B SIKIl OpUTiHAJbHI 3alUTaHHA 3a TBopamu lllekcrnipa
CYIPOBO/DKYIOTHCS IIKABUM Bi3yaJdbHUM DSIIOM, CTHMYJIOIOYHU
KPUTUYHE MHUCJIEHHS TMOTEHUIHHMX YydyacHMKIB, Omekcanap
Kobununcekuit  (KuiBChbkuil  CTONMYHMI  YHIBEpPCHUTET 1MEHI
Bopuca I'piHueHka) cTBOpUB aHTIIOMOBHY 1 YKpaiHOMOBHY Bepcii
HaBYAJIBHOTO (QUIBMY, SIKMH y IIiKaBiii (opmi BHCBITIIOE CYTb
LIEKCHIPIBCBKOIO MHUTAaHHSA Ta MpeAcTaBise “pro et contra”
AHTUCTPET(POPAIaHCHKHX TIIOTES.

Hecarku poOiT, nmojaHux Ha KoHKypc y 2019-2023 poxkax,
MICTSTh HECTaHAAPTHI MPOMO3HUILIT IIOAO MiJBUILEHHS I1HTEpecy
mKoJsApiB 110 moctati ¥ TBopuocTi lllekcmipa, a oTke MaroTh
neBHe NpakTuuHe 3HayeHHsA. lle nHaguxHymno XKypi KoHKypcy
iHimiroBatn B pamkax «JlaiB Illexcmipa B Ykpaini—2023»
npoBeieHHs BceykpalHCBKOro  METOAMYHOIO  CeMiHapy Juis
BUMTENIB 3apyOIXHOI JITepaTypH, Ha SKOMY (PIHAIICTH KOHKYpCY
HE JIMIIe TPEJCTABWIIM BIIACHI TPOEKTH, aje W PO3KPHIN iX
METOAMYHHI TTOTEHITia)I Ta OOTOBOPWIIM 3 BUUTEIISIMH JIOIUTBHICT
BUKOPUCTAHHS ITiJ] Yac MIKUIHHUX YPOKIB 1 B O3aKJIACHIH poOOTi.
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AxTHUBHa jgormoMora B opraHizamii BceykpaiHCEKOTO
MIEKCIIPiBCHKOT0 KOHKYpCY iMeHi Biramis Ketica, siky 3 2018 poky
Hagae CEeKTOp HAyKOBO-METOJWYHOTO 3a0C€3MEUYCHHS OJIMITIa)T 1
KOHKYpCiB Binminy HaykoBO-7OCTiAHUIIBKOI pOOOTH Ta arecTarii
HAYKOBHUX KaJpiB [HCTUTYTY MoOJepHIi3allii 3MiCTy OCBITH, 30KpeMa
METOJUCT BHINOI Karteropii Haramis MuxaljgeHko, a TaKoX
odimiiiHa miaTpuMka MiHicTepcTBa OCBITH 1 HAyKu YKpaiHu, siKe 3
2018 poxy Big3Hayae TepeMOXIiB JlumioMamu, CHOpHsITU
BIJTYyTHOMY 3POCTAHHIO HOTO IOMYJSAPHOCTI Cepell CTYICHTIB 1
acmipaHTiB Ta TOSIBI cepel KOHKYPCHHX POOIT  HU3KH
OpUTIHANIBHUX TIPOEKTIB, B skuX jgocmimkeHHs Lllekcmipa
BUXOJUTh 32 MEXI BUKJIIOUHO JIITEpaTypO3HaBYOI MapajurmMy, a
yBara (bOoKyCy€eThCS Ha MEBHUX Q)inocoq)cwnx COLIIOKYJIbTYPHHUX,
MNOJITUYHUX YU HaBiTh MOJITONOTIYHMX acrekrax. Y 2019-2023
pOKax y KOHKypCi B3sJIO y4acTh  gMMaso CTYICHTIB, SKi
HaBYaAIOTHCS HA HE(PLIOIOTTYHUX CIIELIaIbHOCTSIX.

[Toka3oBUMU B aCHEKTI OpPUTIHATHHOCTI TEMAaTHUKU €,
MPUMIPOM, AOCTIIHUILKUNA TpoekT Ipunn 3anopizbkoi (IHCTHUTYT
MDKHApOJHUX BiTHOCUH KUTBCHKOTO HAIIOHABHOTO YHIBEPCUTETY
imeHi Tapaca [lleBuenka) «Cnenudika 1 QyHKIIT MEKCIipiBCHKOTO
iHTEepTEKCTY B MyOIMiYHOMY W MPUBAaTHOMY JAWCKYPCi TPE3UICHTIB
CIIA», sxkuii TPOJEMOHCTPYBaB, HACKUIBKH BIYYHUM 1
ABTOPUTETHUM MOX€ OYTH CIIOBO aHIJIIHCBKOTO PEHECAHCHOTO
TeHis B Cy4aCHOMY IOJIITHMHOMY JTUCKYPCl Ta SIK BOHO IPALIIOE Y
npocTopi MeZiifHOT KomyHikamii. MaiOyTHs fopuctka Mapis
Kouonomsan (HauioHanbHMi IOpUANYHUN YHIBEPCUTET 1MEHI
SpocnaBa Myzporo) mpenacraBuia KpeaTHBHHU NPOeKT «Sheke-
Jur»: Tonm 5 mpuumz, yomy reposim lllekcnipa mpocto noTpibeH
OyB IOpUCKOHCYJBT!». CrnHparounch Ha iCHyHOuuil B YKpaiHi
%IOCBiI[ 3aIyeHHs HiTepaTypHHX TBOpIB  JIJIst CTHMYJTIOBAHHS
iHTEepecy AiTedl 1 MiUIITKIB J0 MPaBOBUX AaCHEKTIB, = CTYyAEHTKa
BiJIIyKana y TBopax bapna Ti komisii, siki 6e3mocepeHiM YHHOM
MOB’sI3aH] 3 KPUMIHATLHUMH 3JI0YMHAMH, CYJAOYMHCTBOM Ta iH., 1

7 (1110 6 6y10 3 Ka3kamu, AKOH X MHCATH aBOKATHY, MiIFOTOBIEHO B PAMKAX BCEYKPATHCHKOT
IporpamMu npodeciiHoro po3BUTKY JUlsl aABOKATIB «ABokaT MaiibyTHbOr0o»; lleniteko B. 0.
KpuminanucTuka juis iteit (CepeJHbOro Ta CTaplloro WKiIbHOro Biky): JloBigHuk. Xapkis :
Bunasauva arenuist «Anoctiney. 2016; IIpaBa qutunu B crokerax ka3ok; Cramiko JI. C.,
Coxouosa 0. B. ITonopox 3 kazkoBumu reposimu 1o Kpainu IIpasa.
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CTBOPHIIA PO3BAXKAIBLHUHN BIJICOCIOKET, O CIIOHYKAE MOTCHIIIHHUX
[IAJIa49iB  3aMUCIHUTUCS HAJ TPOOJIEMHUMHU CHUTYallisIMH, B SIKi
MOTPAIUISIFOTh  IIEKCIIPIBCBKI Tepoi, Ta JaTh iM  FOPUIUYHO-
MIPaBOBY OIIHKY.

Cepen KpeaTUBHHX IMPOEKTIB HE(DITOIOTIHHOTO CTIPAMYBaHHST
BapTO 3rajaTd TakoX poOOTH MaHOyTHIX )KypHaJ'IICTlB K1
JEMOHCTPYIOTh, 3 OJHOTO OOKy, BHCOKHH piBeHb (axoBUX
KOMIIETEHLIil YKpaiHChKOrO CTYJIEHTCTBA, a 3 1HIIOIO — IIMPOKHUM
Jiarma3oH MEAIMHWUX CTpaTerid, HaIICHUX Ha MOMyJISpU3aIliio
[Mexcnipa B cydacHoMy comiymi. Came TakuMu € CTBOpEHi
CTyIleHTKaMH [HCTUTYTY >KypHamicTUKi KHiBCHKOTO HAIliOHAJIBHOTO
yHiBepcutery  imeHi  Tapaca  llleBuenka  Tenemporpamu
«HexcmipoBi «Pomeo i JlXynbeTTay: IIKoia, TeaTp, KapaHTHH»
(Onpra @inmerpad) ta «Pomeo i JKynbeTTa»: omechbka Bepcis B
yMoBax KapaHTHHY» (AHrenina MepBa), IIEKCHipiBCHKHN CIE-
Bumyck xypHaiy «Ad Fontesy, migrorosnenuii Onproro MarbkiB
ta FOmiero Kusuk (JIbBiBCbKMIT HalliOHATBHUN YHIBEpCHTET IMEHI
IBana ®panka), a TakoX JOCHIMHUIBKUI MpoekT AHu ["aBpuiko
«excmipiBchki 00pa3u B Cy4acHiil MOJITHYHIA KapuKaTypi:
lamner 1 FOmiit Lesap» (JIpBiBCchkMI HamioHATFHUN YHIBEPCUTET
imeHi [Bana ®@panka).

3a yac mnpoBeaeHHs BceykpaiHcbkoro IHCKCHipiBCBKOFO
KOHKypcy Ha po3risin XKypi Oyno momano monan 500 npoeKTlB
I[e;uq 3 HHX CTalli OCHOBOIO Ui HAYKOBHX ny6rikamiii'® Ta
Mmaricrepcekux poOiT. Tpoe mepemoxuiB KoHKypcy — borman
Kopnemtok, Kcenis bopuckina 1 Biktopist Mapinecko — ycHilHo
3aXMCTWIM  KaHAMJATChKI  JHUcepTamii 3  [IeKCIipO3HaBYOI
Hp06J'IeMaTI/IKI/119, a yetBepo — Haranis ['yrapyk, Okcana Cobounb,

"% Kanuypa €., Macnosa JI., Ocunerko 3. Crienudika i MeXaHisM BiITBOPEHHS IIEKCITPIBCHKOT
IHTEPTEKCTYalIbHOCTI B yKpaiHChbkuX nepeknanax Teppi Iparuerta («Bumi cectpuy, «IlaHi Ta
MaHoOBe»). Penecancri cmyoii. 3anopixoks: BunaBauunii 1im «I'enpBetrka», 2022. Bum. 35-36,
C. 155-179; Becknenna /1. Peuenitist MaBpa B €IM3aBETHHCHKIN AHIIIT Ta 11 pe30oHaHC y
tparenii B. Illekcripa «Otemno». Penecancri cmyoii. 3anopixoks : BugaBHUUMil 1iMm
«[enbBeTukay, 2019. Bun 32-31. C. 217-145; I'yrapyk H. Jliti B mekcnipiBcbkoMy KaHOHi:
CTaH BUBYCHOCTI MpoOaeMaTuku. Penecancui cmydii. 3anopixoks : BunaBHuamii 1imM
«[enbBeTrkay, 2019. Bun 32-31. C. 146-160; Hikitiok 51. «Hema 3a Mmypamu Beponu cBiTy»:
rinobanpHa mekcnipu3sauis i Bepona sik cronuis sitepatypHoro typusmy B Itanii. Penecanchi
cmyoii. amopixoks : BugaBauunii 1im «I enpBetnkay, 2019, Bun 32-31. C. 209-228.

! Bopuckina K. B. «FOuiit Liesap» B. Illekcmipa: 0coGIMBOCTi MOETHKHM Ta peLerIii : uc. ...
kaua. ¢inon. . : 10.01.04. Kuis, 2014; Mapinecko B. FO. JlitepaTypHo-XyA0XKHs LIEKCIipiaHa
npyroi mosoBuHu XX — noyarky XXI CTONITTS: THIIOJOTIS i MOETHKA : JIKC. ... KaHI. QiJIo. H. :
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SAna HikiTok 1 Jlanmiita beckimenmHa — MpaiioOTh  HAJ
MIEKCTIPOICHTPUYHUMHU JOCHTIKCHHSIMH Ha 300yTTS HayKOBOTO
crynento PhD.

[Manmemiss Covid Ta moBHOMacmiTabHa BiiiHA POCIHCHKOL
dbenepanii npotu YKpainu, CIpUIHHIIN 3MiHY (OPMH TIPOBEICHHS
(diHaIBHOTO TYpPY KOHKYpCy, sikuii 3 2020 poky NpOBOAUTHECS B
pexxuMi OH-NaliH KoH(epeHmin. [TomepenHbo cnucok (iHAMICTIB
pO30MBAaETbCA HA II'SATh TEMAaTHMYHMX CEKLiH, B KOXHIM 3 SKuX
npucyTHi Tpu wieHn JKypi. 3aXuCT TPOEKTIB € BIAKPUTUM 1
MyOJIIYHUM, TOXX KOHKYPCaHTH MOXYTh CTaBUTH OJIUH OJHOMY
3amUTaHHA Ta OpaTh ydacTb y MAHMCKyCisiX. A iXHI HayKOBi
KEepiBHUKH, OATHKU, IPY3i YU OJHOKYPCHHKH MarOTh MOKJIHMBICTh Y
PeKUMI pearbHOTO Yacy CIIOCTEpIraTH 3a BCIEI0 MPOLEAYpPOIO
3aXUCTY.

binbmicTs mpoekTiB-nepemoxmi 2022 1 2023 pokiB Ti€ro un
1HIIIOI0O MIpOI0 TIOB’S3aHI 3 POCIHCHKO-YKpaiHChKOIO BilfHOMO. [
SKIIO  JIOCHITHUIBKI ~ poOOTH  37eOUTHIION0  BHUCBITIIOIOTH
crenudiky iHTEprnpeTamii AMCKYpPCY BIMHH Yy pI3HHX TBOpPax
B. lllekcmipa, TO KpeaTWBHI TNPOEKTH, SIKi HAIIEHI, TOJIOBHUM
YMHOM. Ha 3MILHEHHS CTPECOCTIMKOCTI yKpaiHIIB MijJ yac BilHH,
MPOTIOHYIOTh, anpoOYIOTh 1 3ampOBAUKYIOTh Yy IIMPOKUH OOIr
pI3HOMaHITHI cTparterii BUKOPHUCTAHHS WIEKCIIPIBCHKUX TBOPIB,
o0pa3iB, IUTAT Ta IHTEPTEKCTYaJIbHOCTI 3 apT-TE€PaneBTHYHOIO
METOI0.

I'eorpadis xoHKypcy, mounHatroun 3 2010 poxy. mocTiliHO
PO3IIMPIOETHCS: B Pi3HI POKH 10 HHOTO JOIYYMIIHCS CTYJCHTH i3
pisaux Mict VYkpainu: 3anopixoks, Kwuea, JIpBoBa, [lHimpa,
Tepnonons, MukonaeBa, Xapkopa, Binnumi, IlontaBu, Cywm,
Hporobuua, Xuromupa, UYepkac, Ipnens, KponusBauibKOTO,
Kawm’sacekoro, Kawm’saens-lIlominscekoro, Jlympka, Yixkropona,
PiBnoro, Kpusoro Pory, [lepesicnasa.

Omxe, OGaraTopiuHMii JOCBiA MpoBefeHHS BceykpaiHchkoro
MIEKCIIPIBCBKOTO KOHKYPCY CTYACGHTCHKUX JIOCHITHUIBKUAX 1
KpEaTUBHUX MpOEKTIB, mo 3 2015 poky Hocuth 1M’ Birtamis
Keiica, neMoHCTpye TpPOAYKTUBHICTh IIi€l IHTENEKTYyalbHO-

10.01.04. Kuis, 2015; Koprentok b. B. XynosxHiit csit icropuunoi xpoHiku «Pivapy I11»
Binbsma lekcrmipa Ta ii iHTepMeaiagbHi MPOEKILii B CBIT/II TeOpil iHTEHLIOHATBHOCTI : THC. ...
kasz. ¢inon. H. : 10.01.04. Kuis, 2016.
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MPOCBITHUIILKOT MOJIei. 3aBASKH HOMY 1HTCHCH(DIKY€EThCS THTEpEC
YKpalHCHKOTO CTYAEHTCTBA A0 Mmoctati i TBopuocti Illekcmipa Ta
BiOyBa€eThCs (POPMYBaHHS KYJIBTYPHOTO MPOCTOPY, SIKUH CIIPHsIE
Jiasory MK =~ NpeACTaBHUKAMH — DPi3HHUX  cdep, 30Kpema,
(bUTONOTIYHOT HAyKH, TEaTPO3HABCTBA, XYIOXKHBOTO MEpeKiIay,
MacOBHMX KOMYHIKaIlili, MPaKTUKW BUKJIAJaHHS MOBH 1 JIiTEpaTypu
B HaBYAJILHUX 3aKianax. [IpukMerHo, mo ixes KoHkypcy Ta ioro
3100yTKH OyJM BHCOKO OIliIHEHI CBITOBOIO IIEKCIIPO3HABUOIO
CHUTBHOTOO, TIPO IO CBIiJYaTh BITAJIbHI MPOMOBH, 3 SIKUMH [0
(iHamicTiB 3BepTaiuics Taki aBTOPUTETHI WIEHHW ECBPOINEHCHKOT
acomiamii nocmigaukiB Hlexcmipa (ESRA), sk mpodecop Maiikin
Jo6con (mupextop lllekcmipiBebkoro iHcTHTYTY, CTperdopa-Ha-
EitBoni, Bemmka bpuranis), mnpodecop Ipmna Maxkapuk
(VuiBepcuter OtraBu, Kanana), npodecop Hikonera Uinnoemn
(YuiBepcruter Bycrepa, Bemmka bpwuranis), mpodecop boiika
Coxomnona (YuiBepcuter Hotp [Jlam, Jlonmon, Bennka bpuranis),
npopecop Ema BupyGamosa (Tpiniti Kommemxk, yOmin,
Ipnanmis).

B ymoBax BiliHM HamMCaHHS KOHKYPCHHX JOCIITHUIIBKUX
poOiT Moxe BUKOHyBatH (pyHKIIi O6ibmioTepamii, amxe Oararbma
CTYJICHTAaMH  aHAJITHKa  NICKCIPIBCBKMX  TEKCTIB  1HOAI
3IACHIOETHCS 3 TPOEKITIEI0 HA iXHI BIACHI €K3UCTEHITIMHI KOMi3ii.
[linroroBKa KpeaTUBHHX MPOEKTIB TaKOX MOXE MaTH apT-
TepaneBTUYHUHA €(EeKT, OCKUIbKH CIpHUA€ 3HMKEHHIO MCHXIYHOI
HATNpY>KEHOCTI Ta HaJae MOXJIMBICTh IS TPONPAIFOBAHHS
TpaBMaTHYHOTO AOCBimy. [lo pedi, BCi y4acHMKH KOHKYpCy, 3a
noTpedy, MOXXYTh KOPUCTYBAaTHCSA YHIKaJbHUM Oi0Mi0TeYHHM
¢onnom YMIIILL, sixkmii Hanmiuye NMOHAA YOTHPH THCAYl BUAAHB 3
HIEKCTIPIBCHKOI Ta PEHECAaHCO3HABYOI MPOOIEMATHKY.

Kpim Toro, 3aBmsaxu cmiBmpani 3 YMIIL] ¢inamictn
KOHKYPCY OTPHMYIOTH IIAHC JUIS MOJAJIBIIOT0 PO3BUTKY BIACHUX
HayKOBHX iJiell 1 TBOpuux 3aayMiB. Llg cmiBmpans mMoxke OyTH sk
KOPOTKOCTPOKOBOK (ITi/ITOTOBKAa HAYKOBHX MyONiKalliii, CHiJibHI
IHIIIATUBY Ta/ab0 JOITYy4EHHS 10 IEKCHIPOLEHTPUYHUX MPOEKTIB
Tuny BipTyaneHoro mysero, «J/luiB Illekcmipa B YkpaiHi» uu
HAYKOBO-TIPaKTUYHUX  CEMiHapiB), TaK 1 JIOBrOCTPOKOBOIO
(HamucaHHsl qucepTaliil abo penpe3eHTaliss HaAyKOBUX 3100yTKiB
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Ha MiKHapOIHUX HICKCHipiBCBKI/IX koHpepenmisx). OpraHizatropu
BCGpralHCLKOFO MIEKCHIPIBCBKOTO  KOHKYPCY — CTYACHTCHKHX
MOCHITHAIBKAX 1 KpeaTWBHHUX IIPOEKTIB imeHi Birtamis Keiica
MepeKoHaHl B TOMY, II[O caMe BiJl MOJIOJOI reHepallii HayKOBIIiB,
sgKa Jo0pe Bosomie HNUGPOBUMHM TEXHOJOTIAMH, Ma€ IOCTYI IO
MOTY)KHUX 1HGOPMAIIMHUX PECYPCIB 1 MOXIMBICTE BIJIBHO
OIIAHOBYBATH HOBITHI JOCIIAHUILIBKI METOLOJIONII, 3HAYHOIO MIPOIO
3aJIeKUTh JUHAMIKA PO3BUTKY HAIIIOI T'YMAaHITAPUCTHKU B IIJIOMY,
1 IIEKCHIPIBCBKUX CTYAiH 30Kpema. YCBIJIOMJIEHHS 3HAYMMOCTI
KOHKYPCY  SK  IHCTpYMEHTY  JONYYEHHS  CTYIEHTIB  JIO
MDKIUCIHUINIIHADHAX IIEKCHIPIBCBKUX CTYOIH, SK OJHOIO 13
YUHHHKIB PO3BUTKY HAyKOTBOPYHMX IPOICCIB B YKpaiHi, Haguxae
BITYM3HSAHY YHIBEPCHTETCHKY CIIUIBHOTY Ha IIPOJIOBKEHHS
3armoyatkoBanoi y 2010 pomi Tpamgumii, Ha IOZAJIbIIE
BJIOCKOHAJICHHSI OPTaHi3allifHOi MOJEJNi IbOTO I1HTEICKTYaabHO-
OCBITHBOT'O 3aXOy.
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Nataliya Torkut
Ukrainian Shakespeare theatre studies in the research, life
and creative projects of Maiia Harbuziuk: the scale of the individual
in the context of time

The article is aimed at highlighting and analytically comprehending the
Shakespearean studies of the famous Ukrainian theatre scholar, Honorary Senior
Research Fellow at the Shakespeare Institute of the University of Birmingham,
Maiia Volodymyrivna Harbuziuk (06.05.1965 — 14.08.2023). The focus of the
publication is on the scholarly observations and conclusions, which are important
both for structuring a clear vision of the history of Shakespearean performances
on the territory of contemporary Ukraine and for shaping the strategy of further
activities of the Ukrainian Inter-University Shakespeare Centre.

It was Maiia Harbuziuk who first reconstructed the chronology of the first
productions of Hamlet on the Ukrainian lands, performed by Austrian and Polish
companies in the late eighteenth and early nineteenth centuries, refuting the
Soviet-era concept of the primary role of Russian culture in the process of
introducing Shakespeare's works to Ukrainians. Suggested back in 2007 and
successfully approbated on the material of four stage performances of Hamlet on
the Lviv stage (1943, 1957, 1981, 1997), the author's actant model of semiotic and
structural analysis of the play, based on the principles of A. Greimas and A.
Jubersfeld, is still of undeniable theoretical and methodological value for theatre
critics and art historians. The scholar actively contributed to the revival of
forgotten names and texts, thanks to which we have an idea of the specifics of the
premiere of the Ukrainian Hamlet at the Lviv Opera House in 1943 (directed by
Y. Hirniak), which became a kind of act of self-identification of Ukrainians in the
European humanitarian space. The article demonstrates that Maiia Harbuziuk's
works formed a systematic view on the genesis and current state of stage
Hamletiana in Ukraine, and outlines the role of her Shakespeare-oriented projects
in the process of decolonising knowledge about Ukraine and further developing
theatrical Shakespeareana and Shakespeare studies.

Keywords: Maiia Harbuziuk, theatre studies, Hamlet, actant model,
Shakespeare Festival, Shakespeare festival.

John Langdon
Midsummer Moon: the moon goddess and the inversion of Ovid’s
Actaeon myth in Shakespeare’s A Midsummer Night’s Dream

Like many writers, William Shakespeare frequently used myths or mythic
imagery to make or reinforce specific points or ideas in his plays or poems. As
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Shakespeare was a great experimenter, he often altered the structure of underlying
mythologies to suit his dramatic needs, and this is especially evident in A
Midsummer Night’s Dream. In a play which focuses on individual transformation
and ultimate union, Shakespeare interweaves classical and British mythical
influences while inverting the tone of Ovid’s Actacon myth which remains so
central to the play. The playwright not only changes mythic elements like trait and
character, but he also shifts the mythic tone from one of stern exclusion, involving
expulsion and death, to one of joyous inclusion, which celebrates life, sexual
union, and the resultant renewal. In the play as the hunter turns weaver, Actacon’s
tragically mute stag becomes Bottom’s comically braying ass, and Actaeon’s
banishment and death transforms into Bottom’s strangely mystical union with
Titania, the fairy queen. Through the union of the profane with the divine,
Shakespeare transforms a punitive myth into an experience both sublime and
transcendent, underscoring the play’s focus on reconciliation, union, regeneration,
and renewal.

Keywords: William Shakespeare, 4 Midsummer Night’s Dream, Ovid’s
Actaeon myth.

Giil Kurtulus
Rough Seas and Blast of Wind
in Shakespeare’s Othello

In Shakespeare’s Othello, along with the themes of destruction, race, and
deception, the imagery of sea and natural elements related to the sea are prominent
in setting the play’s background. The sea is described as chaotic and destructive.
Characters’ portrayal and their development are based on natural connotations,
particularly on the sea motif. Sea imagery is related with military power,
hierarchical imbalance between races and a lustful love affair which ends in
destruction, all of which are conveyed through the characters of Othello, Iago,
Cassio, and Desdemona. The sea imagery contributes to their emotional
development and pronouncement. The symbol of the sea and Othello’s attachment
to it reveals Othello’s emotions more accurately because of the strong bond
between him and the sea. In fact, the sea is treated like a character and helps
reveal lago’s real identity as Othello’s ensign and who strives for power and
reputation. Cassio’s journey from success and contentment to frustration and
dismay is narrated by means of the sea imagery. Desdemona’s presentation as a
fair, innocent, vulnerable, and divine lady figure is elucidated through sea
imagery. This paper intends to explore relationships between Othello, Iago,
Cassio, and Desdemona, in the light of the sea imagery.

Keywords: Shakespeare’s Othello, sea, destruction, environment, disaster,
race.
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Daria Moskvitina
Notable Pirate! Though Salt-water Thief: Depicting Piracy in
Shakespearean Canon

Age of Discovery not only helped to broaden the margins of Oecumene but
also laid the basis for the British Empire due to the active exploratory activity of
the English fleet and the colonial policy of the English Crown. Their collateral
effect was piracy and privateering that flourished across the Atlantic. This
phenomenon was presented in the plays by Shakespeare as well. However, there is
no pirate character in any of them — all the pirates are either mentioned by other
characters or represented in a different hypostasis.

In several plays, the motif of piracy and sea battles is associated not with
robbery but with rescue (Hamlet, Pericles, Measure for Measure). Thus, the
image of a pirate in Shakespeare’s plays is quite ambivalent: they are thieves but
not villains and often demonstrate an inclination to noble deeds. This
interpretation of pirates may be rooted in the image of Robin Hood, a noble
outlaw (the motif of noble outlaws is also present in 7wo Gentlemen of Verona
and As You Like It). In general, the depiction of piracy in the plays by Shakespeare
helps to bring forward several ethical, political, and social problems.

Keywords: William Shakespeare, pirate, privateer, sea voyage, shipwreck,
motif, narreme.

Oleksandr Pronkevich
The New Quixote of the American-Mexican Border
in Search of Identity

The paper focuses on the innovative reinterpretation of Cervantes’ classic,
“Don Quixote”, in Octavio Solis’s contemporary play “Quixote Nuevo”, set
against the dynamic and often contentious backdrop of the US-Mexico border. By
transplanting the quixotic quest for chivalric ideals into the contemporary context
of borderland struggles, the play offers a profound exploration of identity amidst
the cultural, social, and political complexities that define this region. The
protagonist’s journey, a reflection of the iconic knight-errant’s adventures, is
reimagined to address the pressing issues of immigration, cultural conflict, and the
pursuit of social justice, presenting a diversity of the human experience in the
borderlands. It is shown that the play skillfully applies the intertextual connection
with the Spanish classic text to highlight the search for identity in a region where
Mexican and American influences merge to create a multifaceted and hybrid
cultural space. It is noted that the play of the American playwright contains
autobiographical motifs, reproduces the experience of his family's life on the US-
Mexico border. The article also examines the intertwining of American, Mexican,
and European literary traditions, which powerfully help visualize the blending of
identities on the borderlands, where people travel between cultural worlds and
struggle to define their own national and personal identities. It is concluded that
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“Quixote Nuevo” not only underscores the enduring relevance of “Don Quixote”
by drawing parallels between the timeless quest for ideals and the contemporary
search for identity but also enriches the narrative with insights into universal
themes of transformation and the human desire for understanding and self-
definition. The play presents a nuanced portrayal of the borderlands as a space of
resilience, highlighting the challenges and growth that come with the quest for
identity in this unique setting. It also offers a compelling examination of the ways
in which literature can bridge past and present to address the pressing issues of our
time.

Keywords: Cervantes, “Don Quixote”, Octavio Solis, “Quixote Nuevo”,
identity, border, borderland, migration, space, autobiography, chicano.

Katalin Palkoné Tabi
Changing the playtext — changing the meaning
An analysis of two Hungarian playscripts of Hamlet firom the nineties

“You could for a need study a speech of some dozen or sixteen lines, which
I would set down and insert in’t, could you not?” — asks Hamlet from the players,
and of course they say “Ay my lord.” Csaba Kiss (1994), the director of one of the
Hamlets to be discussed in this paper, could have asked the same from his actors
when he decided to direct the play on a studio stage with eight players. His text
was (not surprisingly) heavily cut, but what is more he inserted his own scenes
into the Shakespearean script, which radically redefined the focus and,
consequently, message of the play. Gadbor Zsambéki (1991) three years earlier did
not add any foreign material to the Shakespearean text, only cut some parts for the
sake of brevity. Both productions were a success. This paper aims to ponder upon
the effects of textual cuts and additions on Shakespeare’s Hamlet using two
theatrical versions of the play, a more traditional and a more unusual one, for the
purpose of analysis.

Keywords: William Shakespeare, Hamlet, theatrical performance, textual
additions, textual cuts, Csaba Kiss, Gabor Zsdmbéki.

Ema Vyroubalova
Translating Shakespeare’s Untranslatable Histories

In comparison with the tragedies and comedies, Shakespeare’s histories are
less often performed outside Anglophone countries, due to a perception that their
historical specificity makes them less amenable to both linguistic and cultural
translation. This essay analyzes examples of three adaptations produced in the last
quarter of the 20th century in continental Europe that successfully defied this
trend: Miroslav Machacéek’s Czechoslovak premiere of Henry V (1971-75) at the
Czech National Theatre, Tom Lanoye’s and Luk Perceval’s Ten Oorlog (an
adaptation of the two Henriads into Dutch and French from 1997), and the French
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premiere of Henry V (1999) translated by Jean Michel Déprats and directed by
Jean-Louis Benoit at the Avignon Festival. The essay argues that in all three cases
the productions’ appeal to their largely non-Anglophone audiences can be
attributed to the respective translators’ and directors’ choices to transform the
most serious challenges of the translinguistic and transcultural adaptation process
into the main selling points of these innovative productions. Ten Oorlog
amalgamated eight of the history plays into an immersive ten-hour spectacle
prioritizing narrative consistency and continuity over any obligation to historical
accuracy. The Czech Henry V exploited the chasm between medieval England and
totalitarian Czechoslovakia to create a dramaturgically and linguistically effective
element of political subversion. The French Henry V solved the contradiction
inherent in translating an anti-French play written in a mixture of Elizabethan
English and garbled French by inverting this power dynamic between the
languages and rendering the script in a combination of modern French with a
small number of lines in garbled English.

Keywords:  Shakespeare’s  histories, “Henry V”, «Ten Oorlog”,
translinguistic and transcultural adaptation, Miroslav Machac¢ek, Tom Lanoye.

David Livingstone
Festive Comedy Galore in Ben Elton’s Shakespearean BBC Sitcom
Upstart Crow

The following contribution concerns the theme of festive comedy as treated
in the recent BBC television series Upstart Crow. Mention will also be made of
the theatrical play The Upstart Crow from 2020. Although irreverent in terms of
its treatment of the source material (Shakespeare’s life and work), the series
captures and celebrates the spirit of Shakespeare’s plays and period.

Keywords: television series “Upstart Crow”, Ben Elton, David Mitchell,
Shakespeare, Shakespeare’s comedy, festive comedy.

Yana Nikitiuk
Italian Shakespeareana of the XVIII — XIX Centuries: Specificity of the
National Model in the Context of the European Traditions of
Shakespeare Reception

This article deals with the study of the reception and appropriation of
Shakespeare in Italy of the 19th century. It states that the characteristic features of
the Italian receptive model are belated appearance of the Italian Shakespearean
canon and the "adaptive" nature of the first Italian translations of Shakespeare.
The author considers the peculiarities of the Italian appropriation of Shakespeare's
heritage in comparison with the appropriation of the Bard in France and Germany,
with which Italy was in close contact, as it is extremely important for a more
complete panorama of the Italian reception of Shakespeare. The mechanisms of
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the great Englishman's "entry" into the intellectual and spiritual space of Italy in
the 18th — 19th centuries were studied. The author delves in the influence of
French intellectuals (in particular, Voltaire) on the aesthetic tastes of Italians and
the attitude towards the English genius. The correlation of the Italian translations
of Shakespeare with the theatrical representations and the character of its dialogue
compared to other European receptions of Shakespeare are studied. The article
emphasizes the role of the "Great Actors" in the popularization of the works of the
English playwright in Italy and abroad.

Keywords: Shakespeare, Italy, reception, Shakespearean discourse,
paradigm of reception, theatrical productions, French influence, German
appropriation, adaptations, translations, sociocultural context.

Lisa Hopkins
On the Edge: Christopher Marlowe’s comments on Ukraine

This essay discusses three ways in which Marlowe’s plays speak to the
sovereignty and nationhood of modern-day Ukraine: his representation of his most
famous hero, Tamburlaine the Great; his references to the River Don; and the way
in which a Zoom production of Dido, Queen of Carthage suggests a potential
parallel between Trojans and Ukrainians. Tamburlaine is a Scythian but also a
Tartarian; the intersection of the two makes it possible to understand him as an
honorary Ukrainian, and helps us to see the implications of Russian looting of
Scythian artefacts. Herodotus, the major classical source for the understanding of
Scythia, identifies the River Don as its frontier; by Marlowe’s time the Don was
regarded as the dividing line between Europe and Asia, as in Edward II where
Queen Isabel tells_Sir John of Hainault that she will go with him ‘even to the
utmost verge / Of Europe, or the shore of Tanais’._Just as Ukraine has become the
front line in a war for European civilisation, so for Queen Isabel the River Don is
a crucial marker of what constitutes Europe. Finally in The Show Must Go
Online’s Dido, Queen of Carthage all the Trojan characters initially wear shades
of orange and ochre, but they are subsequently redressed in blue when they arrive
in Carthage. Aeneas puts on a layer of blue like everyone else, but his original
ochre garment can still be seen underneath, and it is rather more yellowish than
some of the others worn. Although this was obviously not initially intended when
the production was first broadcast in 2021, it is therefore now possible to perceive
Aeneas as telling the tale of Troy while wearing the colours of Ukraine.

Keywords: Enjambment , Scythians, Tartars, Lucan, Achilles.

Ivona Misterova, Adam Mistera
Hamlet Seen through the Python’s Eyes

Information and communication technologies (ICTs) play an increasingly
vital role in almost all scholarly disciplines, including linguistics, and literary and
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translation studies. English language learners, teachers, scholars, and practitioners
make use of online resources such as monolingual and bilingual dictionaries,
thesauri (containing synonyms and antonyms), Internet fora, weblogs, and
corpora. Moreover, they are familiar with search engines (e.g. Alta Vista, Lycos,
Infoseek, and HotBot), which provide access to various authentic sources, and
which serve to locate appropriate terms, collocations, idioms, and parallel texts.

This paper aims to explore the speeches of the characters in Shakespeare’s
tragedy Hamlet through a combination of machine learning and word embeddings
using a programming language Python. The main objective is to find out whether
artificial intelligence is able to understand Shakespeare’s characters and the
nuances of their speeches in a manner similar to that of Shakespearean scholars.
Finally, the functionality and usefulness of indexing textual cases using
continuous space vector representations of words in the selected “Shakespearean
semantic space” will be demonstrated.

Keywords: William Shakespeare, Hamlet, Will Play, Artificial Intelligence,
machine learning, Python, lexical similarity.

Jana Wild
Mercutio’s malediction: historical vs. colloquial

The paper analyzes a short passage from Romeo and Juliet and its
rendering in the Slovak translation of 2005. Mercutio’s malediction ,,A plague on
both your houses* (Romeo and Juliet, 111, 1, 101) may not pose a problem until a
translator tries to apply contemporary colloquial language to get rid of historical
references. The paper explores the linguistic interpolations of the newest
translation into Slovak, at the backdrop of Shakesperae’s original text as well as of
an other Slovak translation from the 1960s. The new rewriting acquires different
connotations and points to different historical and cultural embedding of the text.

Keywords: William Shakespeare, Romeo and Juliet, Slovak translations,
Mercutio, malediction, Plague.

Yurii Cherniak
All-Ukrainian Shakespeare Competition named after Vitalii Keis:
History, Present and Prospects

The article highlights the history of the foundation (2010) and development
of the tradition of the All-Ukrainian Shakespeare Competition for Student
Research and Creative Projects and outlines its priorities and achievements. This
annual intellectual and educational project, implemented by the Ukrainian
Shakespeare Center, is a tool for engaging Ukrainian students in interdisciplinary
Shakespeare studies and one of the factors in the development of scientific and
creative processes in Ukraine. The strong support of representatives of the
Ukrainian diaspora in the United States and Canada (Prof. Vitaly Case, Ukrainian
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National Women’s League of America, Prof. Iryna Makaryk) and foreign
Shakespeare scholars demonstrates the international recognition of the
competition as an effective strategy for popularizing Shakespeare among young
people. Responding to the challenges of the times and the full-scale military
aggression of the Russian Federation, the organizers of the competition are
improving its organizational model to strengthen the resilience of Ukrainian youth
during the Russian-Ukrainian war.

Keywords: All-Ukrainian Shakespearean Student Research and Creative
Projects Competition, Shakespearean studies, diaspora, Ukrainian National
Women’s League of America, Russian-Ukrainian war.
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(M. Onomoy, Yexis).

MimTepa AgamM — acmipadT Kadeapyd KOMITIOTEPHHX HayK
Ta iHXKeHepii GakynbTeTy MPHUKIAJHUX HAyK YHIBEPCUTETY
3aximnoi boremii (M. Ilmb3ensn, Yexis).

MimTepoBa IBoHA — cTapia BUKiIagadka Kadeapu aHrIii-
CbKOi MOBHM Ta JiTepaTypu YHiBepcurery 3aximHoi boremii
(M. IInp3ensn, Yexis).
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Hikitiok fIlHa — acnmipanTka 3amopi3bKoro HalliOHAJTBLHOTO
yHiBepcuTeTy (M. 3anopixkKs).

Ianaxone Ta6i Karanin —  mounenrka  Kartomumpkoro
KoJeKy iM. Anopa Binmoma (m. Ban, Yropumaa).

IMponkeBnu OQnekcaHap — JOKTOp (ITOJOTIYHMX HAayK.
mpodecop; 3aBimyBauy Kadeapu  ¢igonorii  YkpailHCHKOTO
Karonumpkoro yHiBepcurety (M. JIbBiB).

Topkyt HaTajis — [gokTopka  (DLIONOrYHHX  HAyK,
KepIBHUL YKPalHCBKOIO IIEKCIIPIBCHKOrO LIEHTPY, Ipodecopka
kadenpu HiMelnpKoi (isiosorii, mepekaaay Ta CBITOBOI JiTepaTypH
3armopi3bKOro HalllOHATBHOTO YHIBEPCHTETY (M. 3aTIOPIKKS).

Yepusak IOpiii — xangugar (imogoriyHMX HaykK, AOILEHT,
HAayKOBUH CHIBpPOOITHWUK BTy 3apyOiKHOT  YKpaiHICTHKH
Iacrutyty mireparypu HAH Ykpaiau (M. Kuis).
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