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Bacununa Kamepuna. AHriilicbkuii peHecaHcHuii namduier y
niaxponii.

Y emammi poszensdaemuvcs esomoyii namgremy Ha mii coyioKyaIbmypHux
mpaucopmayiti  0obu Penecancy 6 Amuenii. Hoeuil wcaHp, 0CHOBHOIO
HACMAHOB0I0 K020 0V10 IHpOPMYSaHHs aHeniiyie npo akmyaivHi nooii,
BI03HAYABCA KOMNAKMHICTNIO MA NPOMEICMUYHICMIO (hopmu, meHOeHYitIHiCmIo Y
300padicenHi  Asuwy  Jcummsa  ma  NYORIYUCUYHUM — CHPAMYBAHHSM.
Xapaxmepuumu pucamu namgiemie 0obu Penecancy Oyau cencayitinicmo,
niokpeciena — posgadcanvHicme — ma  ingekmuena — pumopuxa.  Cmitika
3ayiKagneHicmy peyunicHmis y pisHUX cepax sHcumms CHpusia nocmynogomy
POZULUPEHHIO THEMATNUYHO20 CHEKMPY TEOPI8, AKI YMOBHO MOICHA PONOOIIUmMU
Ha mpu Genuki 2epynu: penieitiHO-NONIMUuYHi, JIMepamypHo-KpUmMuyHi ma
coyianbHo-nobymosi  nameuemu. Bmimoouu 3aeanvni  pucu  nampremuor
imepamypu, KOHCHUL i3 MeMamuyHux niosudie c60EPIOHO peacysas Ha 3a2albHi
meHOenyii Y BION0GIOHUX chepax dcumms, OeMOHCMPYIOUU DI3HI HCAHPOBI
KoMOiHayii ma cmunicmuyni  moougpikayii.  Biocymuicmev  eusnauenocmi
JICAHPOBUX NAPAMEMPIE  AHNUCLKOL nam@remucmuxu Hadasala WUpPOKUL
npocmip 0N MEOPUUX eKCHEePUMEHMIE MO20UACHUX MUMYI8, pe3yTbmamu AKUX
adcopOysanucss pisHUMU  JTiMepamypHuUMU  JCAHPAMU, d MAKOAIC 3aKAA0ATU
nioIpyHms 015 YOPMYBAHHS HCYPHALICIUKLL.

Knrouosi cnosa: Penecanc, namgnem, JIOHOOH, dcaup, 0dicecmosi Knueu,
nixapecka, pOMaH, HapamueHa MexHika, CmpyKmypHa Mooes.

The Renaissance period, marked by a heightened interest in the
study of humanity and its place in the world, gave rise to new and
original literary forms. Among these was the pamphlet—a prose
genre that offered a detailed examination of the everyday life of real,
earthly individuals. Due to its compact format (“between one and
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twelve sheets of paper or eight to ninety-six pages in quarto”) —
though some works, such as those by T.Nash, T.Lodge, and
T. Dekker, were notably voluminous® — it became instrumental in
shaping early modern journalism, particularly through its
responsiveness to current events.

As J. R. Hibbard metaphorically put 1t the pamphlet emerged
from the union of preaching and printing.> The 0r1g1n of the term
“pamphlet” is disputed. Some attribute its first usage in Philobiblon
(1344) by the English churchman Richard de Bury. Others trace it to
the popular 12th-century Latin comedy Pamphilus seu de amore,
influencing the Middle English “pamphlet,” or to the Old French
pamphilet. Still others propose a Greek derivation, from pan or pam
(“everything”) and phlego (“I burn”), suggesting a sense of passionate
dissemination.*

According to the Oxford English Dictionary, “the earliest
known use of the noun pamphlet is in the Middle English period
(1150-1500)". Notably, the term originally bore a negatlve
connotation. Authors often used it to disparage rivals’ works.® In
1603, Thomas Bodley, founder of the Bodleian Library, dismissed
such texts as “baggage books,” unworthy of inclusion in a reputable
collection.

In the 16th century, the term “pamphlet” covered a much
broader range of texts than it does today. As Anna Nayman observes,
“Pamphlets have eluded precise definition, although
contemporaries recognised one when they saw one”.* During the
Elizabethan era, the genre was used “not only for religious
controversy but also ... for romantic fiction, autobiography, scurrilous
personal abuse, and social and literary criticism”.”

! Raymond J. Pamphlets and Pamphleteering in Early Modern Britain. Cambridge : Cambridge UP,
2003.P. 5.

? Clark S. The Elizabethan Pamphleteers: Popular Moralistic Pamphlets, 1580-1640. Rutherford:
Fairleigh Dickinson UP, 1985. P .24.

? Three Elizabethan Pamphlets / Ed. by G. R. Hibbard. New York : Free Port, 1969. P. 28.

* Bonkos A., I'peuantok 0. [Tamduier. Jlexcukon 3aeanbno2o i NOPIGHAIHO20 imepamypo3Ha6Cmed.
Yepnisui : 3omn0ti muraspu, 2001. C. 392.

3 Pamphlet. Oxford English Dictionary. URL: https://www.oed.com/dictionary/pamphlet_n?tl=true.

6 Clark S. Op. cit. P. 17.

7 Halasz A. The Marketplace of Print. Pamphlets and the Public Sphere in Early Modern England.
Cambridge : CUP, 2006. P. 1.

8 Nayman A. Thomas Dekker and the Culture of Pamphleteering in Early Modern London. London,
New York : Routledge, 2016. P. 13.

® Pamphlet. Britannica. URL: https://www.britannica.com/art/pamphlet.



Vasylyna Kateryna. English Renaissance Pamphlet in Diachrony.

It is noted that “It included fiction, sketches of society, accounts
of travel, literary criticism, personal controversy, theology, — the
whole farrago, in short, of the non-political columns of our journals. It
was in many cases written by men of much greater talent than the
average journalist of the present day”.'® The pamphlet of the time is a
“literary chameleon”'! — a new style of writing that gave scope to the
creativity of Elizabethan authors. Eventually, writers began labelling
their works as “pamphlets” to distinguish them from elite
“romance”,'> which, though still popular, was increasingly perceived
as outdated and inaccessible. In England, pamphleteering flourished
in the 16th century, spurred by rapid socio-cultural changes that made
the genre a timely medium for addressing contemporary events.

Despite the wealth of pamphlets examined in scholarly
literature, there remains a lack of comprehensive analysis of the
thematic and stylistic range of Renaissance pamphleteering in
England. This gap highlights the relevance of the present study, which
aims to trace the evolution of pamphlet in Renaissance England from
its early foundations.

Thus, the purpose of this paper is to explore the distinctive
poetics of various thematic types of this unique literary phenomenon
by examining English Renaissance pamphleteering from both
synchronic and diachronic perspectives — its genesis, the formation of
its genre model, and its evolution within the English Renaissance.

It is well established that every historical period produces a
holistic cultural system: a specific type of subject (active agent and
apprehender), a corresponding conception of the object, and a
characteristic mode of cognition. The 16th century in England was
characterised not only by the dissolution of traditional social
structures, due to the rise of capitalist relations, but also by a shift in
worldview from theocentrism to anthropocentrism.

According to N. Starchenko, value systems of any given era are
“expressed, embodied, and symbolized in artifacts, human actions,
and everyday life”."” The literary process of late 16th-century

' Various Elizabethan and Jacobean Pamphlets / Ed. by G. Saintsbury. Kindle Edition, 2022. P. 4.

" Clark S. Op. cit. P. 18.

'2 For more detailed information on development of English prose from “romance” to “novel” see:
CrkusipoBa E. M. OcOOEHHOCTH Xy/10KECTBEHHOIT cTpyKTYpbl pomana P. I'puna «I'pour myapocTu,
KYIUICHHBIH 32 MHJUTHOH pacKastHus (1592). Ipobaemvl cmanosienus u pazgumusi 3apy6excHozo
pomana om Bospoacoenus k Ilpocsewenuro. [Jaenponerposck, 1986. C. 36—40.

? Crapuenxo H. [yGniunicTs 5K f0MiHaHTa KyIbTypHOi Tpauuii (Bomuus apyroi nonosunm XVI
cronittst). Mediaevalia Ucrainica: Menmanvnicms ma icmopis ineu. K. Kpuruka, 1998. T. V. C. 68.
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England reflects this transformation. It witnessed the rise of literature
in the vernacular, a shift away from the outdated romance genre, and
the emergence of new forms that foreshadowed the development of
the English novel. Classical models, such as those found in
Heliodorus, continued to influence literary production, while pastoral
and chivalric romances coexisted with prose works that sought to
interpret contemporary life. The terms “Pamphlet” and ‘“historie”
were commonly used to describe the latter.'

The popularity of pamphlets during this period can be attributed
to the specific socio-cultural climate in England in the late 16th
century. The economic situation improved: inflation declined, food
prices fell, and the middle class, comprising merchants, exporters,
usurers, and artisans, began to prosper. According to the Internet
Shakespeare Editions site, “During the Tudor and early Stuart period
there was a great increase in social mobility, with wealth and political
influence shifting from the nobility and clergy towards a “middling
class” of gentry, yeomen and burghers. These were the people
represented in the House of Commons, and who eventually
challenged royal sovereignty”."> This group accumulated wealth and
gained basic education, yet still lacked refined aesthetic tastes.'® As a
result, there was high demand for accessible and entertaining reading
material, free from classical references and full of news, satire, and
gossip.

The pamphlet, due to its flexible structure and brevity, was
ideally suited to meet this demand for quick, digestible though not
always entirely credible information. Along with other forms of
“short prose”, it gained immense popularity, coinciding with the rapid
expansion of the printing industry. Pamphlets served as vehicles for
news, social commentary, and moral instruction, helping to shape
public opinion. The concise, information-packed pamphlet was the
most suitable genre to serve this purpose.

The rise in demand for printed materials also led to the
emergence of a new type of writer — someone whose livelihood relied
on literary work. As stated by Ch. E. Morgan, this shift was caused by

14 Cxuisiposa E. M. Llut. Buz.

'3 The Rising Middle Class. Internet Shakespeare Editions.
URL: https://internetshakespeare.uvic.ca/Library/SLT/history/elizabeth/middleclass.html.

'® For more details on the specific polarity of aesthetic tastes among different strata of Elizabethan
society, see: Margolies D. Novel and Society in Elizabethan England. London and Sydney : Croom
Helm, 1985. P. 18.
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the decline of aristocratic patronage and the need for alternative
income, making low-paying literary work a feasible way to survive.'’

By the end of the 16th century in England, the pamphlet had
become an intellectual response to the era’s social and literary needs —
a genre produced by a large and growing class of professional writers
who viewed their craft as a main occupation. The growth of print
culture further amplified the reach of these texts, promoting both
literature as a whole and the pamphlet as its most dynamic form.

As an integral part of its time’s literary landscape, the pamphlet
fulfilled a wide array of functions: informative, polemical, didactic,
entertaining, and propagandistic. In doing so, it reflected the many
dimensions of public life in Renaissance England.

In this context, several thematic groups of Elizabethan
pamphlets can be identified. Each group is characterized by a set of
stable features, distinct stylistic traits, and specific compositional and
rhetorical conventions, which makes it possible to view them as
genetic forerunners of the various genre modifications that
pamphleteering would undergo in the 17th and 18th centuries.

One of the earliest forms of Elizabethan pamphlets is the
religious-political pamphlet, which arose from the interaction of
extra-literary factors. These included the specifics of the Reformation
movement in England, the contentious question of Queen Elizabeth
Tudor’s eligibility for the English throne, and the relative accessibility
of book production. Simultaneously, the formation of this type of
pamphleteering was encouraged by literary realities as well: revival of
the ancient rhetorics, the development of the sermon as an
independent literary form, the widespread distribution of translated
philosophical, political, ethical, and legal treatises by Italian and
French humanists, and so on.

The first religious-political pamphlet entitled A Supplication for
the Beggars (1529) was written by Simon Fish, calling for the
dissolution of monasteries. Another notorious pamphlet by John
Knox, The First Blast of the Trumphet Against the Monstrous
Regiment of Women (1558), as well as a prearranged answer to this
antifeminist pamphlet by John Aylmer, 4n Harborowe for Faithful
and Trewe Subjects (1559), also belong to this group of pamphlets. In
connection with the above-mentioned thematic cluster, one can also
mention the controversy with Martin Marprelate concerning the True

1" Morgan Ch. E. The Rise of the Novel of Manners: A Study of English Prose Fiction between 1600
and 1740. N.Y. : Russel and Russel Inc., 1963. P. 44.
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Faith. This dispute was launched by an unknown author who wrote
under the pseudonym of “Martin Marprelate” (Oh Read Over D.John
Bridges (1588), Just Censure (1589), these writings got vehement
answers from the famous Renaissance writer Thomas Nashe (4n
Almond for a Parrot (1590)) as well as from several anti-Marprelate
essayists. It is noteworthy that the arguments presented in these
writings were highly subjective as well as politically or religiously
biased, which drew the opponents into the dispute and thus made
religious and political issues very personal, violent, and invective.

A distinctive feature of religious and political pamphlets as a
literary genre is their lack of plot. A pamphleteer selects and
organizes facts according to their own plan, intended to create a static
and deeply subjective image of some phenomenon. After informing
readers about a topical issue, the author aims to warn them, to
motivate them to take action, and to urge them to stand “for” or
“against” a particular aspect of reality. Written for educated and
aesthetically sophisticated readers, such pamphlets aimed to provide a
foundation for their intellectual engagement: thinking, reasoning, and
decision-making. Thus, a religious and political pamphlet resembles
an orator’s speech, with a focus on rhetorical technique serving as the
key stylistic factor in this thematic variety of the genre.

The tendency toward persuasion and rhetorical eloquence is
equally evident in the second major group of Elizabethan pamphlets,
which may be classified as literary-critical. These pamphlets
addressed issues of creative activity and poetic technique, serving as
arenas for vigorous polemics on questions of literature and art. The
theatrical controversy, for example, found expression in works such
as Stephen Gosson’s The School of Abuse (1579) and Thomas
Lodge’s A Defence of Poetry, Music, and Stage Plays (also known as
Honest Excuses, 1579). Pamphleteers’ reflections on the nature of
contemporary literary production often took the form of critiques of
euphuism and the tradition of chivalric romance, as seen in Thomas
Nashe’s The Anatomy of Absurdity (1589) and Lenten Stuff (1599).
These debates frequently escalated into personal attacks on literary
rivals and fervent defences of individual authorial style. The most
intense and sustained of such literary disputes was the infamous
pamphlet war between the Harvey brothers and Thomas Nashe.'®

' For more detail on the controversy see: Green N. The Harvey Nashe Quarrel. The Oxford Authorship
Site, 2000. URL: http://www.oxford-shakespeare.com/Nashe/Harvey-Nashe quarrel.pdf.
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Nevertheless, the defining feature of literary-critical pamphlets
lies in their marked inclination toward critical pathos rather than the
articulation of a coherent or constructive literary position. These
debates often evolved into sharp satire, frequently distilled into biting
sarcasm. Such pamphlets served as a crucial genealogical source for
the development of English literary-critical discourse in later periods,
influencing figures such as Ben Jonson, Alexander Pope, Joseph
Addison, Alexander Gerard, and Thomas Reid.

The third and most numerous group of pamphlets consists of
narratives focused on social and moral themes, offering satirical
portrayals of particular social groups and criticism of aspects of daily
life perceived by the authors as ethically or socially problematic. In
An Alarum Against Usurers (1584), Thomas Lodge voices strong
opposition to moneylenders, who, according to widely held opinion at
the time, had amassed their wealth through dishonest means. Lodge
“exposed the ways in which moneylenders lured young heirs into
extravagance and debt”." The book also presents moral and religious
reflections on the dangers of greed and the importance of living a
righteous life.

Robert Greene’s pamphlet A Quip for an Upstart Courtier (1592)
satirizes the arrogance and pretensions of newly wealthy craftsmen
who aspire to aristocratic status without possessing the corresponding
virtues or cultural refinement. Barnaby Rich, a former soldier who
exchanged his musket for a pen, repeatedly addressed military themes
in his writings, drawing attention to the conditions within the English
army and raising questions about the legitimacy of England’s
involvement in foreign conflicts. His most notable works in this vein
include A New Description of Ireland (1578) and A Soldier’s Wish
(1604). In Pierce Pennilesse His Supplication to the Devil (1592),
Thomas Nashe exposes what he sees as the moral decay of London,
portraying it as a microcosm of broader societal corruption. Employing
the allegorical framework of the seven deadly sins, Nashe ridicules the
affluent middle class and illustrates how the pursuit of luxury and the
irrgsp(z)(l)lsibility of the aristocracy contribute to the decline of social
order.

' Thomas Lodge. Brittanica. URL: https://www.britannica.com/topic/Encyclopaedia-Britannica-
English-language-reference-work.

2 Lewis C. S. English Literature in the Sixteenth Century Excluding Drama. Oxford : Clarendon Press,
1954. P. 400.
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A distinct subgroup within this thematic variety of social-moral
Elizabethan pamphlets comprises works that depict the lives of those
on the margins of London society — the so-called conny-catchers.”'
Robert Greene was among the first authors to explore this subject in
detail, thereby laying the groundwork for the later development of
English rogue and criminal literature. In his conny-catching
pamphlets, Greene details the strategies employed by thieves and
swindlers to defraud honest citizens of their money and possessions.
Although he claimed that his primary purpose was to warn naive
country gentlemen about the dangers posed by urban tricksters, a
close reading of these texts reveals that their central function was
entertainment. Through vivid storytelling, Greene not only narrates
episodes of successful deception but also subtly instructs readers on
the value of shrewdness and practical intelligence in navigating social
life. The Renaissance celebration of wit and creativity shifts the
readers’ sympathies: rather than identifying with the duped
gentlemen, audiences are more often drawn to admire the ingenuity of
the rogues, who outwit their victims, frequently portrayed as gullible
or motivated by greed and dubious ambition.

The popularity of Robert Greene’s criminal pamphlets, along
with their considerable commercial success, gave rise to a wave of
imitators — and at times critics — of Greene’s style in Elizabethan
England. This trend is evidenced by the publication of works such as
The Kind-Heart’s Dream by Henry Chettle (1592), Greene’s Ghost
Haunting Conie-Catchers by Samuel Rowlands (1602), and numerous
pamphlets by Thomas Dekker. Among Dekker’s contributions, The
Belman of London (1608) stood out as particularly successful with
contemporary readers, further cementing the appeal of rogue fiction.

It is important to note that, in contrast to the religious-political
pamphlet — which is functionally aligned with the sermon — the
conny-catching pamphlet belongs more naturally to the tradition of
picaresque literature. Its features include the use of colloquial or low-
register vocabulary, a characteristic protagonist such as a swindler,
social outcast, or beggar, and a focus on trickery as a means of sailing
through or transforming one’s life circumstances. These elements
closely line up the conny-catching pamphlet with the English
Renaissance jest tradition, particularly with anonymous collections

2! “Conny-catcher” is an Elizabethan term for a con man or trickster. The writer Robert Greene exposed
their tricks in a series of popular cony-catching pamphlets in the 1590s. (Cony-catcher. Writer’s
Reference Center. URL: https://fofweb.infobase.com/wrc/Detail.aspx?iPin=DLLT0234).

10
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such as 4 Sack Full of News (1558) and The Merry Tales of Master
Skelton”(1567). As in the jest, the didactic impulse in conny-catching
pamphlets is often incidental or secondary, frequently giving way to
pure entertainment.*

At the same time, the compositional structure and narrative
techniques found in the conny-catching pamphlets suggest that both
Robert Greene and his followers were familiar with the continental
picaresque tradition. It is well established that translations of Spanish
picaresque novels — particularly the anonymous Lazarillo de Tormes
and Mateo Aleman’s Guzmadn de Alfarache — enjoyed considerable
popularity in England. The influence of these works is evident in the
episodic structure, focus on marginal or roguish protagonists, and the
interplay of moral commentary and entertainment that characterizes
much of the English rogue literature of the late 16th and early 17th
centuries.”

Unlike the largely plotless religious-political pamphlet, the
conny-catching subgroup is characterized by the presence of a
dynamically unfolding plot, which serves as a fundamental structural
feature. The dominance of the entertaining element ensures sustained
reader engagement. Given that the primary audience for such
literature consisted of relatively inexperienced readers, their attention
was captured not through lofty intellectual reflections but through
witty and believable tales of clever rogues outwitting gullible victims.
To meet these expectations, authors of conny-catching pamphlets
typically composed thematically linked short stories featuring
compact exposition, rapid development of events, and — almost
invariably — a happy ending for the rogue.

The conny-catching pamphlet, in turn, developed a rich historical
and literary legacy. Firstly, its narrative techniques were inherited by
the so-called “rogue” prose of the 17th and 18th centuries, most
notably exemplified by Daniel Defoe’s Moll Flanders (1722) and
Roxana (1724). Secondly, it contributed to the development of the
“low” tradition within the Elizabethan novel: writers such as Thomas
Nashe, Henry Chettle, and Thomas Deloney often incorporated
episodes reminiscent of criminal pamphlets into their fictional

2 For more detailed account of the jest poetics refer to: TopkyT H. M. JKaHpoBa Moienb aHIIiiCEKOro
PEHECAHCHOTO JUKECTY: TeHEAIIOris], MOSTHKA Ta iCTOpHKO-JIiTepaTypHa repcrnekTusa. PeHecaHcHi
cryaii. 3anmopixoioks, 1998. Bumn. 2. C. 28-39.

 In particular, P. Salzman points out that the translation of Lazarillo de Tormes survived 8 editions

within one century, while Guzmdn de Alfarache was republished 7 times: Salzman P. English Prose
Fiction ,1558-1700. A Critical History. Oxford : Clarendon Press, 1985. P. 207.

11
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narratives. In this way, the conny-catching pamphlet served both as a
stylistic and thematic precursor to later developments in English prose
fiction.

The thematic diversity within the pamphlet genre is further
accentuated by distinct stylistic contrasts. Religious-political and
literary-critical pamphlets typically employed an elevated rhetorical
style, characterized by bookish vocabulary, frequent references to
classical works, passionate appeals, and rhetorical questions. Such
stylistic choices indicate that these texts were intended for a well-
educated readership. In contrast, social-moral pamphlets — written
both for and about the emerging middle class — adopted a more
accessible language, closer to everyday speech. Conny-catching
pamphlets, in particular, made extensive use of low-register
vocabulary and urban slang to authentically depict the lives and
voices of London’s underclass. According to C.S. Lewis, “very
roughly, we may distinguish stylistically an earlier period when
formal rhetoric dominated the pamphlet, and a later period in which
the illusion of ex tempore speech is attempted”.”*

In addition to differences in subject matter, stylistic coloring,
and narrative organization (i. e., plot-driven versus plotless narration),
the various thematic groups of pamphlets also diverge in their
functions. The openly polemical and highly subjective tone of
religious-political and literary-critical pamphlets stands in sharp
contrast to the more subtly conflicted aims of the conny-catching
pamphlets, which oscillate between moral instruction and
entertainment. On the one hand, the pamphleteer presents his work as
a warning, intended to protect unsuspecting readers from the dangers
posed by urban swindlers — an intent typically expressed in the
prefatory material and reiterated throughout the narrative. On the
other hand, the text often shifts focus toward celebrating the
cleverness and dexterity of the conny-catchers themselves, seeking to
amuse the audience and evoke admiration for the ingenuity of these
rogue protagonists. This duality reveals an underlying tension
between moralizing purpose and the irresistible appeal of narrative
entertainment.

Despite the aforementioned differences among the thematic
groups of pamphlets, they all share several unifying genre features: a
focus on socially relevant issues, a strong sense of topicality in their

# Lewis C. S. Op. cit. P. 404-405.
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narratives, and the introduction of a distinctly subjective perspective
on contemporary events and phenomena.

All Renaissance variations of the English pamphlet, without
exception, followed a relatively fixed and easily recognizable
structural pattern. Their extended, often elaborately phrased titles
functioned as summaries of the text, highlighting the central issues
addressed. The introductory section typically included a dedicatory
address to a patron and/or a direct appeal to readers, frequently
accompanied by apologies for the publication, ostensibly prompted by
external circumstances. Pamphleteers often used this prefatory space
to advertise their previous or forthcoming works; Robert Greene, for
instance, did so in nearly every other pamphlet. Following these
respectful bows to the public, the author would present the main
content, with the structure of the narrative, often echoing the form of
a Socratic dialogue, guiding the reader toward a predetermined and
“correct” conclusion, as envisioned by the author.

Thus, as an organic component of the literary landscape of late
16th-century England — and one that gained popularity due to
prevailing socio-cultural conditions — the pamphlet emerged as a
vivid reflection of various aspects of Elizabethan life. The main
thematic groups of the pamphletistics — religious-political, literary-
critical, and social-moral — while sharing a common compositional
structure and exhibiting features of a unified genre, differ markedly in
their functions, stylistic approaches, and narrative techniques. Each
was directed toward a distinct readership, ranging from the elite
courtly audience to members of the lower social strata. Yet all these
varieties represent modifications of a single genre that, during the
English Renaissance, was still in its formative stage and lacked
clearly defined boundaries. Absorbing elements from the sermon, the
jest, and the picaresque tradition, the pamphlet did not prove to be a
literary dead end; rather, it persisted in various forms across later
periods and played a seminal role in shaping the “low” tradition of the
English novel.
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Deoopaka JTrwomuna
(Kpusuii Pie)

Oopa3 Jlongona y namduierax Tomaca Hema:
JIOKYCH MIiCTa i aBTOPChKa peneniuis

Y ecmammi Oocnioocyemvca cneyughixa cmpykmypy8aHHs Xy00H#CHbO20
obpazy Jlonoona ma 1020 JNOKYCi6 y COYiATbHO-NOOYMOBUX nampremax
ENU3ABEMUHCOK020 — nucbMennuka-camupuka  Tomaca  Hewa  «Ilipc
besepowosuiiy i «lliauw Xpucma nao Epycarumomy. Bcmanoeneno, wo
asmopcwka peyenyia Jlonoona € ambieanenmnoio, addice, NONpu Pi3HONIAHOBY
EKCNITYUmHy Kpumuxy, asmop OeMOHCIPYE i 2NUOUHHY anoI02emuKy nio 4ac
inmepnpemayii «10HOOHCHLKOL» memu. Bukpumms coyianeHux Oeghexmis i
MOPATLHUX 840 JIOHOOHYIE 30TUCHIOEMbCS WIAXOM SUKOPUCIAHHA MONOCY
«Jlonoony y namepnemi «llnau Xpucma nao €pycarumom» ma npomMoSUCMUX
JIOKyCi6  HA  NO3HAYEHHA  JOHOOHCLKUX  Micyb  (Becmmincmep,  cobop
Cesamoeo Ilasna, [lopoiy, Caymeopx ma in) y namgpnemi «llipc
bezepowosutiy.

Knwuoei cnosa:  Awueniticokuti  Penecanc,  Tomac Hew,  «llipc
besepowosuiiy, «Ilau Xpucma nao Epycanumomy, JIonoown, monoc, 10Kyc.

€nm3aBeTnHCHKUH THcbMeHHHK Tomac Hemr (1567-1601?7) —
cylepedinBa i OaraTorpaHHa OCOOMCTICTb, IO 3aJMIIMIA SICKPABUH
CIi B aHTIIHMCHKIN JiTepaTypi mi3HROro PeHecancy. 3 ogHOro OOKY,
BiH BIJJOMHI SIK TOCTPOSI3UKHI CATHPHUK i aBTOpP MaM(IIeTiB, y SIKHX
HEIaJHO KPUTHUKYBAaB CYyCIIbHI MpoOieMH Ta MopaibHI Bagu. 3
1HIIOTO — SIK IPUCTPACHUN MPUXUIBHUK TeaTpy, 3HaBELb aHIJiHCHKOT
icTopii Ta CBiZOMHN TPOMAISHUH, YA BUKPUBAILHI CyIKEHHS OYyIH
CIpsAMOBaHI Ha 3MiHy MOpaJbHHX YCTOiB cycmiibcTBa. lIpodeciiine
BMiHHA T. Hema BimoOpaxatu peaibHICTb y BCiil ii OaraTorpanHocTi
JONoMara€e Cy4acHUM JOCIIIHMKAaM Kpalle 3pO3yMiTH €JIM3aBETHHCHKY
00y Ta 0COOIMBOCTI CBITOTIISITY CAMOTO IMMCHhMEHHUKA.

Cnin 3ayBaxuth, mo carupa T. Hema, sxoro P.Ipin HasuBas
«aHrmicekuM  HOBeHamom», HEOAHOPA30BO CTBOpPIOBANa oMYy
npobnemu. Tak, y 1597 p., uepe3 NOCTaHOBKY CaTHpPUYHOI I’€CH
«Cobaunii octpiB», ssky Hem HamucaB y cmiBaBTOpCTBI 3 benom
JI>xoHCOHOM, Ha HBOTO 3BEpHYJIa yBary TaeMHa paja, BHACIiIOK 4Oro
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oMy moBenocs paTyBarucs BTeuero 1o CxigHoi AHrmii. A B 1599 p.
BCi IpykoBaHI TBOpW Hemra Oynm BWITydeHI i3 MICIh HPOAAXY Ta
CriaJieHi, 4yepe3 M0 MPOTATOM HACTYNMHUX TPHOX CTOJITH HOTO iM’S
3aITUINANIOCS 320y THM.

JInme HANPUKIHII XIX cT. 3aBJSIKU 3yCHILIISAM
miteparyposHasust A. b. [pocapra 3’SBHIOCS LIECTHTOMHE BHIAHHS
TBopiB T. Hema," a Ha nouatky XX CT. CBIiT 1106auMB I’ ITHTOMHHK
TBOpIB THCHMEHHNK 32 penaxuieto 616J110rpa(1)a i HIGKCH1p03HaBHH
P.b. MaKKeppoy 3rogom y pocmimxennsx Jx. b. [i66apma’ i
Y. Hikons' 6yno 3’sicoano cremubpiky opmyBaHHs #oro TBOpUOI
0coOMCTOCTI ~ Ta  BCTAHOBJICHO  IIOCTUKAIBHI  OCOOJHMBOCTI
BUKPHBAJIBHUX TBOPIB. BITUM3HAHI JiTepaTypO3HABII MUTOMY yBary
npuaimuan - pomany T. Hema «HemacnuBuii MaHapiBHHK»  —Ta
CaTUPUYHIN MOETHUIl HOTO Pi3HOKAHPOBOTO JAOPOOKY.

CroromHi y (¢OKyCi yBarm HeEMIE3HABI[iB IOCTAIOTH OKpeMi
aCTMeKTH TBOPYOCTI PEHECAaHCHOTO TMHChMEHHHWKa — mpodeciiiHi
KOJIaGOpaIm IHTepTeKCTyalbHI MOTHBH, TaHIAEMIHHUN JHUCKYpC,
iMaroJoriyui nepcnekTuBu Tomo. OpHak, y Horo TBopuiil Oiorpadii
BCE IIE 3alIMIIAIOThCS OKpeMi JakyHH. OnmHa 3 HUX — crneuudika
CTPYKTYPYBaHHS XYyAOXKHBOTO IIPOCTOPY Y TBOpax IHCbMEHHHUKA,
TEKCTOBa TKAaHWHA SKUX YPi3HOMaHITHEHAa BEJHKOI0 KIJIBKICTIO
reorpadiyHUX eJeMEHTiB (HaliMEHyBaHHsI KpaiH, MICT, aM SITHUKIB,
BHU3HAUYHUX ICTOPUYHUX JIoKaliif). CBOEPIAHICTH TaKOl XyAOKHBOI
TOTIOHIMIKH TOJISITa€ 1ie i B ToMy, 10 BOHA 30aradeHa iH(opMalliero
PO TEePEMIIICHHS KpaiHOI0 CaMOTo aBTOpa. Y MEPeIMOBI IO YATAUIB
abo y Tekcti TBOpy Hemr wacTto moBimomiisie mpoO CBOI NPUBATHI
MOJOPOXKi Ta Micue3HaxokeHHs. [Ipumipom, m’ecy «OctaHHE
OaxanHs i1 3amoBiT Jlita» BiH HamucaB 1592 poky B mepeamicTi
Jlonnona Kpotidoni, nepeOyBaHHA B SKOMY BBaXKaB «HELIACIMBUM
3aJI0OBOJICHHSIMY, OCKUTBKM B TOW Yac BiH PATYBaBCS BiJ YyMH, a CBilf
ocrannii TBip «llicma Tka Hema» — y «Beauxomy Apmymi 6

! The Complete Works of Thomas Nashe, 6 vols. / ed. by A. B. Grosart. London : The Huth Library,
1885.

2 McKerrow R. B. The Works of Thomas Nashe: in 5 vol. Oxford : Basil Blackwell, 1958-1966.

® Hibbard G. Thomas Nashe. A Critical Introduction. London : Routledge and Kegan Paul, 1962.

* Nicholl Ch. A Cup of News: The Life of Th. Nash. London and Boston : Poutleadge and Kegan Paul,
1984

3 IIpuanosa JI. I1. AkTyanbHble aceKThl U3y4eHHs aHrIHiikoro pomana Ilozanero Bo3poxaenust.
Juenponerposcek : U3n-so AI'Y, 1996.

© ®egopsika JI. JI. Topui nowryku Tomaca Hema-caTnpiika B Ky/IbTypHOMY KOHTEKCTI aHIIIHCBKOTO
Penecancy : auc. ... k. pinoi. H.: 10.01.04: TainponerpoBcesk, 2009.

” Nashe Th. Summer’s Last Will and Testament. URL: hitp://www.oxford-
shakespeare.com/Nashe/Summers_Last Will Testament.pdf.
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Hopgoaky, Kyau MpHixaB HAPHKIHII oceni 1599 p.»® micas toro, sk
OyB 3MyIICHUH 3HIUTH JIOHIOH TBOMa pOKaMH paHiIle.

T. Hemr akTUBHO TOCTYTOBYETHCS TOMOHIMAaMH, SKi 3a3BHYaAil
BiZIrpaloTh poiib MapKepiB abo iHTeHCH(DIKATOPIB HOTO CaTHPHUYHHUX
iMnepartuBiB. Y Bumesragadiil «IlicHii Tki», TpuMipoM, BiH IMITTIKy€
KPUTUKY CyCHiIbCTBA 1 KoponeBH €1M3aBETH 3a PaxyHOK
HarpoMa KEHHS TOTIOHIMIB, IO MMO3HAYAIOTh MicTa y CXimHid AHTTIT,
— Hopgiu, JloBectodr, Spmyr Ta iH. YV pomani «Hemacnusuii
MaHApPIBHUK» TOAIi PO3BHBAIOTHCS HABKOJIO IIOCTAaTi T'OJOBHOTO
repos, naxa kopons ['enpixa VIII [Ixeka Binrona, skuii paszom i3
CBOIM ToCHOJapeM  MOIOPOXKY€E €Bpon010 OnHak 0Opu  UBOMY
inocrach MaHIpiBHHKAa B 00pasi mporaromicra BUSBIAETECS MCHII
3HAYMMOKO, HiXK iMOCTach caTHpHKa-Mopamizatopa.’ Jlsakyioun iif,
aBTOPY BIA€TbCS HE TUIBKM NpeAcTaBUTH MobaueHe J[kekom, a i
ONPUABHUTH BJACHY KPUTHKY CYCHUIBHMX 1 MOpaJbHUX BaJ
KOHTHHEHTAJIFHOI €BpOITH, YUIMH TOTIOHIMAMH PSICHIE TEKCT TBOPY.

His pomany mouuHaeTbess y ¢paHIy3pkux wmictax TypHae i
Tepyan, me 0a3yeTbCsl aHITIWCHKUA BIHCHKOBMI Tabip Kopous
I'enpixa VIII. Hdami xex Bupymae no BirrenGepra i Portepmamy,
3Bigku ime mo Pumy, Benerii, ®mopenmii Ta iH. Y Tmporeci
posropraHHs HapatuBy Hem TOCTYHOBO 3BYXye MPOCTIp J0
HEOOXiJTHOI JIOKallil, B ONWCI SKOi MaHye KpUTUYHUN madoc.
Hanpuknan, cnpsmoByroun JIkeka depe3 MICTO 1 BilicbKOBHI Tabdip
IO KOPYMHM, MHCbMEHHUK OTPHMY€E MOKIMBICTH PO3KPUTHKYBAaTH
XKaIiOHICTH i1 BIaCHUKA.

XynoxHii npoctip y tBopax T. Hema noci me 3anumraerscs
manoBuByeHuM. [lepma cnpoba Oyna 3aificnena H. Topkyt i
JL (I)GZ[OPSIKOIO 1 yps yBara (boxycyBanaCL Ha Hemesiit peuenuii’
Itanii Ta iTamiinis, Ha aBTOPChKiil iMaromosumii Ta aleTeKTOHlLII
iTaniiickkoro mpocropy y pomani «Hemaciusuit MaH,IIplBHI/IK»
ITaniiiceki TOMOHIMH, SK 3a3HAYAOTh YKPATHCBKI JIOCIITHHUIIL.
BHCTYIAIOTh Y LBOMY TBOP1 IHCTPYMEHTOM KPUTHKH aKTyabHIX
COLiaJIbHUX 1 MOPaTBHIX npobOnem. Bapra yBarm 1 po3sBiaka
JI. ®enopsaxku «Jlokycu micta y «IoHAOHCHKOMY» maMieri Tomaca

¥ Nashe Th. Nashe’s Lenten Stuff. URL: http://www.oxford-
shakespeare.com/Nashe/Nashes Lenten Stuff.pdf.

° Topkyt H. M., ®enopsixa JI. J1. ITaist Ta iTamiiui B peweniii aHriiicbkoro peHeCaHCHOT0 CaTHPHKA
Tomaca Hemra: crierndika aBropebkoi imaronosutiii. Mosa. Jlimepamypa. @onvkiop. 3anopixKs :
3HY, 2022. Ne 1. C. 115.

' Tam camo. C. 109-116.

" Tam camo.
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Hema «ITipc BesrpomoBuii»: crenudika, CMUCH, CTpaTerii», B SKil
PO3MIIAAAIOTECS  XapakTep MpPeNCTaBICHHS 1 poib JOHIOHCHKUX
JIOKYCIiB y BiTOMOMY TBOpI ITMCHMEHHUKA. '

3 TOYKM 30py  aBTOPCBKOI  XYJOXHBOI  MparMaTHKH
HalmikaBimmM € ToroHiM «JIoHmOH», aMOiBaieHTHUH 00pa3 SKOTro
YEpBOHOIO HUTKOIO HPOXOIOUTh Kpi3b ycio TBopuicts Hema. Tak,
onucyroun (paHIy3bKui BiiCEKOBHA Tabip y poMaHi «Hemacousuit
MaHJPiBHUK», BiH 3ayBa)Xye€, IO B HhOMY «0arato NpHUMilleHb, aje
He TaK, AK y OymuHKax Oins Jlondoncekozo Moctyw.” Cwmmucn
MOPIBHSHHS BiiCHKOBUX MPUMIIIEHB 13 XUTIOBUMHU B OyIUHKAX OiJist
MocTy B JIOHIOHI NOSICHIOETbCA ABTOPCHKUM HATSKOM Ha T€, LI0
BIHCHKOBHI Talip CTPYKTYpOBaHHH Tak camMoO, AK 1 JIOHJOHCBKUH
couiym, ToOTO y ¥oOro comianbHid iepapxii BHOKPEMIIOIOTHCS
miApo3ainm, siki QyHKIioHYyI0Th moaidHo mo [Bopy i Ilapmamenty.
Komm y tabopi Joxex BinToH riry3ye 3 BIHCHKOBHX 1 TepCOHay, TO
eKCTPAIIONIOE CBIiif T'yMOp Ha JIOHZOHCBKI peaii, 60 posymie, mo y
Tabopi, Ak i B JIOHKOHI, iCHYIOTH CXOXi COLiaTbHI npo6neMH Ta
MopanbHi Baad. ToMy TOpiBHAHHS TaOipHUX NPUMILICHb 13
JIOHIOHCBKUMH OyIJWHKaMH BHCTYIIA€ 3acO00OM OIOCEPEIKOBAHOI
aBTOPCHKOI KPUTHUKH, SIKYy B POMaHi TPAHCIIIOE IPOTArOHICT.

Ho mecu «Octanne OaxkaHHs 1 3amoBiT Jlitay, HamucaHiil y
nonooHcvkomy tepenmicti Kpoiimoni, T. Hem Bkiodae nexinbka
moesidd, y Akux pediekcye 3 MpUBOAY emifemil dyymu, IO 3Mycuia
foro, sk 1 OaraTboX IHIIMX KOJEr MO Tepy, 3aJMIIMTH CTOJHMLIO.
HeBusHayeHicTh Ta cTpax 3aXBOpITH, BOYEBHUIb, CIPSIMYBAJIU
HebaueHy TBOPUY €HEPrilo0 aBTOpa, SKUU 70 IHOTO BIPIINiB HE MHCAB,
Ha CTBOpEHHS HEHMOBIPHO TAlAHOBUTHMX TOETUYHUX 3pasKiB. Ix
HaCKpi3H0}0 TEMOIO € caMe MaHzaeMis, ii po3max, JIiKH, CMEPTHICTb, Yy
3B’3Ky 3 | Hem kinbka pasiB  moBToproe, mo «/Jondon
crpaxaae».'t Omike, HaBiTh mepeOyBalouM 3a MIiCTOM, Y BiIHOCHO
CHOKiIfHOMY cepenoBuili, Hem He mepectaBaB mymaru mpo Te, YU
BUCTOITh y Lill 60poThOi JIOHIOH, SIKHIA 33 TPU POKH YK€ BCTUT CTaTH
IUISL HBOTO OJTU3BKUM.

12 ®egopsika JI. JI. JIokycu MicTa y «I0HIOHChKOMY» mamdueri Tomaca Hema «ITipc Bearpomosmii:
crnenudika, cmuch, crparerii. «/Iimamu nebom. Kumu na 3emni. ['eonoemuuni cmpamezii cyuacHux
JMeEPamypo3Hasuux 00CIiONCeHby: MaTepiali MiKHAPOAHOT HayKoBo1 KOH(pepeHIil (28—
29.09.2023 p.). Bepasaenk, 2023. C. 286-293.

'3 Nashe Th. The Unfortunate Traveller. URL: http://www.oxford-
shakespeare.com/Nashe/Unfortunate Traveller.pdf.

' Nashe Th. Summer’s Last Will and Testament.
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VY Tekcrax mamdretis «Ilipc besrpomosuii» ta «Ilmaa Xpucra
Haj €pycamuMom», o, Ak i meca «OcTaHHEe OakaHHA 1 3aIOBIT
JliTa», OyB HanmcaHuii 3a MicToM (Ha ocTpoBi Baiit), criocrepiraerbes
HaAWBUINA YaCTOTHICTh 3rajiok mpo JIOHAOH i WOro BijOMi JOKAaIii.
Came TomMy mi aBa mamduietn i Oynu oOpaHi 00’€KTOM IaHOTO
JOCITDKEHHS, B IKOMY aBTOPKA aKTHBHO OIIEpye TOHATTAMH «TOTIOC)
(BizkpuTHH TPOCTIp i3 3o6pa>1<eHHsIM TIEBHOTO 00°€KTYy ) i «IOKyC»
(okpemi noKamii 1boro mpocropy'®). TONOBHMM TOHmOCOM B 000X
namrnerax noctae JIoHOOH, a ioro BimoMi JOKamii, BiAMOBIgAHO. —
JIOKyCaMH.

Y Jlougon T.Hem mnpuixaB i3 KemOpumxka, 00 «mIparays
3a1<p1m/1mc;1 y cromwmimi, HaOyTH cTaTycy «CTIPABIKHBOTO»
nououmsy.'” Tpusanuii wac (3 1589 p. i g0 mamgemii uymu 1592 p.)
BiH nocmitino uB y JIOHZOHI, 3aXONUBCS TEaTPOM, HalMCaB CBOI
HaWBIIOMIII TBOPH, HAaXHWB COOi BOPOTIB, SKI HEOJIHOPA30BO
BHUTAHSUIM HMOTO 3a MEXI CTOJHIN, ajie¢ BiH 3aBXKIW TOBEPTaBCS IO
«Micta kKoHTpacTiB». ¥ 90-1i poku XIV ct. 3a JIoHTOHOM 3aKpinUBCs
iMimK BEJIMKOTO  KHBOTO Opra”isMy SIK «meBHHH (aTaabHUN
Binrinok»."® Haiisinomimmuit Giorpad Jlonmona IT. Akpoiin Ha3uBae
HOro OZHOYACHO TEaTpoM, B’A3HUIEIO 1 (paTyMoM, 110 JOCUTH TOYHO
BimoOpaXkae peaqpbHU CTaH CHpaB OCTAHHBOI JEKaAW IPaBIiHHSI
€nmu3aBeTn, a caMe — reTeporeHHy CTpYKTypy COLiAJIFHOTO YCTPOIO,
CHPUSATIUBY CO].[IOKyJ'IBTypHy CI/ITyaLIHO 1 ckmamHi peniriiiHo-
NoJiTH4HI Koutizii. Yepes mi komisii, BOYEBHUID, «ioro HOplBHIOBaJ'II/I 3
€pycanuMoM, BillyBamu 3aru0einb, SK 1 “CBALICHHOMY  MICTY».
MoxnmBo 1eit (axkTop i CIPHUYMHHUB IMOSIBY Y TBOPUOMY apceHali
Hema namdnery «Ilnay Xpucra Han €pycanumomy».

Le#t TBip OyB Hanmmcanwmii 1593 p., i yxe B camiii Hioro Ha3Bi, sKa
CKJIaJa€ThCcad 3 JIBOX YaCTHH, BIIUYyBAa€ThCS TOJOBHUH aBTOPCHKUM
3agyM. «llmaa Xpucra Ham €pycamumMoM» Ma€ Mig3aroJI0BOK
(TIOPIBHSIIBHE 3acmepedcentsa Jlonoonogi». SIkmo y nepirii 4acTuHi

'3 Boxutax I, 10. Nediniuii i B3aeM03B 530K KaTeropiii Torocy, XpoHoTOIly, JIOKyCiB MicTa Ta ixHst
HpeaMeTHaA peaizallis y MiCbKOMY TeKCTi XyA0XKHBOTO TBOpY. Haykosi 3anucku Xapkiecoko2o
HayioHaibHo2o nedazociunozo yuigepcumemy im. I. C. Crogopoou. Cepis : JliTepaTypo3HaBCTBO.
Xapkis, 2018. Ne 1. C. 11.

' Marywkina /1. JI. JJokycn MicTa SIK CKIaIHHKH XyA0KHBOTO POCTOPY y pOMaHi «CBATO»
€. IMarkoBcbkoro. Haykosuil dcyprain JIb8iscbkozo 0epicagrnozo yHigepcumenty 6e3nexu
orcummeoisibrocmi «Jlvsiecokuil inonoeiunuil yaconucy: 30ipHUK HayKoBHX npaip. JIbBiB, 2018.
Ne 3. C. 164.

'7 @enopsxa JI., Knnmerko 1. Tomac Hem — He caTupuk: 06pas 4opHOT cMepTi y HOro moesisx.
Dinonoeiuni mpakmamu. Cymu : CymJ1y, 2022. T. 14. Ne 2. C. 126-140.

'8 Ackroyd P. London: The Biography. London : Vintage; Reprint Edition, 2001. P. 130.

19 ®Denopsika JI., Knumenko 1. Lut. Bua.
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Ha3BM BiUYTHO TPOCTyHae 3BEPHEHHS aBTOpa JIO BiJIOMOTO
010JIHHOTO CIOXKETY TPO Te, IO €Bpel OYIM MOKapaHi 3a CBOI T'pixu
MaiHHAM €pycanHMy, TO «HOPIBHSUIBHE 3aCTEPEKEHHS» HATIKAe Ha
(bopMaJILHy opraizamito mamduery B JBOX 4Yaco- TPOCTOPOBHX
BUMIipax. ABTOp MPOEKTYE €PYCAIMMCBhKI TOAiIl Ha Mi3HBO-
pPEHECAaHCHHI TPYHT 3 ypaxyBaHHAM cCHenu(iku peaiiii CydacHOTO
riomy JloHmoHa, mNPOBOAWTH aHANOTii Ta pOOUTH BUCHOBKH.
CBoepimHM MiIiCTKOM «Big €pycanmuma 1o JIoHIOHa» € CIOBO
«3aCTEPEIKEHHSI», B IKOMY 1 EKCIUTIKYEThCSI METa aBTOpA: MONEPEAUTH
JIOHJIOHIIIB TIPO MaOyTHI HEIACTSI.

BukoprcTOBYI0OUM KOMIIApaTHBHI CTpaTerii CTPyKTYpyBaHHS
omnosimi, T. Hem CIIOYATKy 3JEOUIBIIOT0 «CYyMYy€ 1 CIIBUyBa€
€pycannmy»>’ depes Te, IO BETHKE MICTO CTAnO CHMBOJOM Tpixa,
ajie 1Mo X0y PO3TOPTaHHS Hapallii BiH OUIbIIIE IOYMHAE ITePeHMAaTUCs
JIOJICF0 aHTIIIHCHKOI CTONMIN Ta, 3PEIITO0, 3i3HA€ThCs: «Yce, Mo 5
MHCaB PO €pycanHM MOTPIOHO OYJI0 JHIIE TS TOTO, MO0 Y HHOMY,
IK Y ﬂsepKam nobaunt Jlonoon. Tox mepeigy Temep A0 MOiX
CHPaBXKHIX CIIi3, MOiX CJIi3 38 JIOHOOHOMY.

Y «i1oHpoHChKiH» vactuHi mamdpuery T. Hem anatomizye Ti
MOpajibHI BaaW, IO OyJIM TUIOBHMH MJIS aHTIHIIB, MPOBOAUTH
MICEBJIOHAYKOBE JIOCTIIKCHHS PO BaJM «CHHIB 1 AOYOK JIoHOOHQ.
Bin mpopokye, 110 BeeuiHiii mokapae ix, 30kpemMa, 3a TOpAKHIO, sKa
i «B Jlonooni noOynyBana 1ie oaHy BaBUIIOHCHEKY BEXKY, 3aKPHBILIU
co6oto HeGOY. >

Hasusaroun JIOHIOH «MaTip 10-TOIYyBaJIbHHUICIO PO30paTy»,
T. Hemr BigkpuTO 3acTtepirae Horo Bij MalOyTHROI KatacTpodu:
«/lonoone, nornsHp Ha cebe! Bo HemacTs, siki Bunamu Ha €pycanum,
CHiTKarTh 1 Tebe. | 6yzlem TH TaK CaMo OPCTOKO mokapaHuid. Tikai
Bifl rpixa, He MPUMHOXYil iforo ...». > Sk Gaummo, /I excrutikanii
CBOI'O KPUTHYHOI'O CTABJICHHS Hem TYyT BUKOPHCTOBYE 3I€OLIBIIONO
BIIKpUTHH Tomoc «JIoHIOH», KOH(ECIHHWUN CTHUIH OINOBiMl, IO
(dhopMy€e MOJAIBHICTD, TAK OM MOBHTH, M’SIKOI CAaTHPH, «CATHPU KPi3b
CITBO3M».

[lo-inmomy BiH mmme mnpo Jlormon y mnamdueri «llipc
besrpomoBuiiy, 3MiCT SKOTO 3BOAUTHCS JI0 TOTO, 11O TOJIOBHHUNA Tepoi
[lipc 36mpaerbcs mepenatu BomomapeBi TempsiBm nmct, y sSKOMY

2 Nashe Th. Christ’s Tears over Jerusalem. URL: http://www.oxford-
shakespeare com/Nashe/Pierce Penilesse.pdf.

21



1. IcTopHKoO-JIiTepaTYPHHUH NpoLec

PO3MOBIAETLCS PO YUCIIEHHI TaHeOHI SBUINA B €JIM3aBETHHCHKOMY
CyCHUIBCTBI. Y CTPYKTYpi <«JTOHIAOHCHKOTO0» TPOCTOPY IBOTO TBOPY
0COOJIMBO 3HAYNMHUMH € JIOKyCH, SKi HE JHIIE OKPECIIOITh abo
KOHKPETU3YIOTh Micle [ii, ane i NPUBEPTAIOTH YHTALBKY YBAry 10
OKpPEMHUX MOpaJBbHUX BaJ 1 CYCHUIBHUX npo6neM a TakKoX
JIOTIOMAraroTh MPOLTIOCTPYBATH aBTOPCHKY TO3HUIIIIO.

OmauM i3  HAWOUTBII 3HAYYIMIUX 3aKPUTHX JIOKYCIB €
Becmmincmep — paiion Jlongona, Ha3Ba sikoro 3 uaciB Kopomns
Ilenpixa Il (3 XlIcr.) i mo kinnsg XVIcT. (konu OyB HamwcaHui
nam¢IieT) BHUKOPHCTOBYBajacs [UIi CKOPOYEHOro ITO3HAYEHHS
aHTITiickkoro mapiamenty. Came y BeCTMiHCTepi [Tipc mykas
«IKOTOCh ... CyIJIfo, JenyTaTa 4YH aJBOKaTa..., 13 TapHUM
O6J’II/I‘1‘{}IM>> aje WOMy «B OJIMH TOJIOC CKa3aliH, mo TaM TaKUX
Hemaer.” BecTMiHcTep, Ge3nepedHo, € He JHMIIE MicleM il — BiH
Bimepkamtoe HemeBe craBneHHs mo Biagu. CaTHpUK HATSAKAE, 10
XKOJEH 13 WIEHIB TMapiaMeHTy HE MAa€ «TapHOTO OOIUTUs,
BOYCBH/Ib, HE B CEHCI 30BHIIIHBOI MPUBAOIMBOCTI, a 3 TOYKH 30Dy
MopalbHuX sikocTel. [lipc XOTiB BigmaTw nucTa JIONUHI, sika O He
Mana Hidoro cmigbHoro 3 Bomonapem TempsiBu ([IusiBonmom), sikuii y
TOTOYaCHOMY CYCITIJTECTBI aCOIIFOBABCS 13 MOPAJTLHUM 3JI0M, a YICHH
nmapramenty, Ha aymky Hema, B y;IBl NPOCTUX JIIOIEH came 3 1M
3JIO0M 1 CHIBBIAHOCSTBCSA, 1 TOMY ¥ MalTh «IIOraHe» OO0JIUYYs.
[ligTBepIKEHHSIM I[LOTO € TTHTAHHS H1pca «Hesxe mocnanens K1Be
y Becmmincmepi?», i #ioro x Bimmosias: «Takoro He Moxe 6yTm». ™

Cynns, nmemyTaTd 1 aABOKaTH, Yy SKHX BIJCYTHE «rapHe
obmuuas», mist T. Hemra yocoOimio0Th TOTOYAacHY Biamy SIK Taky, a
6yL[I/IHOK naplamMeHty — BectMiHcTep — €, BiAMOBiAHO, BTIIEHHSIM
«HEBUPIIIICHNUX p13HOHHaHOBI/IX npo6neM SIKI PO3UPATH CYCITUTECTBO
ocrauuboi gekamu XVIcr.»® Tox ueil Jokyc y mamdueri ciyrye
IHCTPYMEHTOM KPHUTHKHM 11€0JIOTii TOro4acHoi BJIaad, Ha SKYy, SK
BBa)kaB Hen, jisrae mpoBrHHA 32 BAHUKHEHHS TAKUX MPOOIEeM.

JlyMaeThbCsl, 10 BUKOPHUCTAHHA JIOKYCY «BecTmiHcTep» y TeKCTi
BUKPUBAJIBHOTO TBOPY OYyJIO 3yMOBJIEHE TakoX 1 OCOOHCTOIO
IHTeHIlier0 aBTopa. [ONOBHWIA Tepoil mamduery — ocBiueHWd i
TaJaHOBUTHH foHaK Ilipc, skuii, 3apo0JIsB Ha KHUTTA JITEpaTypPHOIO
npariero, ajie BOHA He MOTrJia 3a0€3IEUUTH T1THOTO KHUTTS. Y caMoro K

4 Nashe Th. Pierce Penniless, His Supplication to the Devil. URL: http://www.oxford-
shakespeare com/Nashe/Plerce - Penilesse.pdf.

2 ®enopsika JI. JI. TBopui mouryku Tomaca Hema-catupuka. ..
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Hemra cutyauis Oyna mogiOHOIO: NpOKMBIIM TpH POKH y JIoHIOHI,
NHMCHMEHHUK JIHAIIOB BHCHOBKY, IO KJIACHYHOI OCBITH 1 TamaHTy
HEJIOCTaTHBO, LI00 YCHINIHO peaiidyBatucs y Jiteparypi. IloTpiOHi
TaKoX COLiaJbHI 3B’SA3KH Ta MiATPUMKA BIUTMBOBUX ITOKPOBUTEINIB.
Came ToMy BiH, fIK i Oarato HOro Cy4acHHKiB, OyB 3MYyIICHHH
JIOJaBaTH JO CBOiX TBOpPIB KOMIUIIMEHTapHI 3BEpHEHHS M0
MO>KHOBJIA[IIIIB, CHOAIBalOYMCh Ha (hiHAHCOBY BHHAropomy. Tox
IITKOM MOXITMBO, IO TIPOIMTOBAHMI BUIE (ParMEeHT NPO «TrapHe
00JIMYUs MICTUTh HATSK 1 HA XMTKE COIialIbHE CTAHOBHILIE JIiTeparopa
Ta BIJICYTHICTh HAJIGXKHOI IiITPUMKH TBOPYHUX JFO/IEH 3 OOKY BIa/Iu.

IHmioro 3710004€HHOI0 TEMOIO, sKa XBuiIroBajiaBajia 1. Hemia,
Oymna amopasibHa MTOBEIHKA aHTIIHCHKIX KiHOK. PemyTartis Jlongona,
Bigomoro mie 3 yaciB CepeJHbOBIUYS SIK MiCTa PO3IMYCHHKIB 1 MOBIH, B
OCTaHHIO JIeKally €IM3aBETHHCHKOI J00M Ie Oulblie 3irncyBaacs.
II. Akpoiin KOHCTaTye, LIO npo;:[a>1<Hi KIHKH Yy TOW 4dac
«30CepeKYBANNCS 32 MEXaMH MlCTa .. O6J'II06}IBaJ'[I/I TaKi paI/IOHI/I
Jlonpona sx Caymeopk i LLlopdiuy.*® I[Jm iHTepIpeTaii coianbHol i
MOpaJlbHO-€TUYHOT  Ipo0ieMu p036emeHOCT1 Ta JEeMOHCTpauii
BIIACHOTO HEraTHBHOTrO cTaBIeHHs 70 mosiii T. Heur BukopucroBye
BiIKpUTHI TOTIOC JIOHOOH, a TaKOXK TaKi 3aKPUTI COLIANBHI JOKYCH SIK
OyIuHOK TmapiaMmeHty Becmmincmep, paiionn Jlonaona [llopdiu,
Caymeopk, 1 Bynuito TypuoOya-cmpim.

AKLEHTYBaTH yBary Ha oO3HaueHii mnpobmemi Hemesi
JIOTIOMAararoTh BUKPUBaJbHI amensimii 1O TOJIOBHOTO MicTa KpaiHu:
«Hy cxaxu MeHi, Jlondone, sK i1e MO>KHA Ha3BaTH TBOI OKOJIHIII, SIK
He neranbHuMu Oynuakamu posnyctu? Hy domy y mac Tak Garato
uux OyIUHKIB, 1€ KIHKH HpO,[[aIOTI) CBOIO JIIO0OB 3a IIICTH IIEHCIB
(mpsmo Ginst Marictpaty)?!»> B immomy micui Hemr i3 momiGHEM
TATAHHSIM 3BEPTAEThCS 10 OYAMHKY MapuameHty: «Becmmincmepe,
Becmmincmepe, CKIHBKOM TBOIM JKIHKaM JIOBEJIEThCS BiJIIOBIIATH B
Cynuuit nens?...».>° ABTOp iHTepHpeTye 1o npo6neMy Kpi3b MpU3MY
BIAMOBINANEHOCT] JIIOAWHH 33 CBOi BUMHKHM TiJl 4ac AIOKAJIICUCY.
Bin 3acymkye >kKiHOYI MPONAXKHICTH 1 PO3MYCTY, HATAKAIOUM, LIO0
HaBITh CEPEJl NMPEACTABHUIL BIaaX OyJv TPUXUIBHHMII JIETKOBAXKHOT
noBeiHKU. Moro KpuTHKa CTOCYETHCS, BOUEBUIb, 1 CaMOl KOPOJIEBH
€nuzaBeTH, sKa, NONPH IMUK «KOpPOJIEBHU-HE3aWMaHKW», Maja
JOCUTh (PUBOJBHI CTOCYHKH 3 TPHIBOPHUMH 4YonoBikamu. OTXKe,

2 Ackroyd P. P. 451.
2 Nashe Th. Pierce Penniless,
0 Ibid.
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nokyc «Bectminctep» y #oro TBopax HabyBae MOJBIHHOTO 3HAYCHHS:
CHUMBOJIY COLITHHOTO JINXA 1 MEePIIONPUYNHN HOTO BHHUKHEHHS.

Jis 300paskeHHs MacIuTaOiB IMPOCTUTYILIi Yy €IM3aBETHHCHKIN
AHTrIIT Ta TiICHIIeHHs BIaCHOI KpUTHKH *KiHo4oi po3mynieHocTi T. Herr
3actocoBye JokycH «lllopaiu», «CaytBopk», «TypHOym-ctpit». 3a
foro iHQOpMAIli€0, TIOBiS JKHBE Yy «KOXKHOMY IPYroMy OYIHHKY
Llopoiua, 1, AKIIO peTenbHO Nomrykarty, To i Caymeopky». Y Biqual BiH
TOBOPHTH: «A SIKIIIO BU CXOJUTE HA OKOJIUIII 1 TPUBEIETE 3BT X0Ua 3(?
JB1 TIBYMHH, SIKI IOKJISTHYTHCS, 1110 He3aiiMaHi, TO 5 3Bely MOHACTHPY,
a IoTiM TIPOPOKYE, 1110 «Heuncti piB4ara i3 [llopoiua, Caymeopky,
BecliHcmepa 1 Typnoyn- Cmpzm 3a CBO{ JisTHHS NOTPAIUIATL /10 NIeka,
a3 HMMH if Ti MOJIOJIMKH, SIKi BUAIIAKOT Y 11i OYIHHKI».

onpasaa, B iHmomy emizoni «Ilipca BesrpomoBoro» aetop
nuue: «IIpo beitni 3 Caymeopky ta XKinky 3 bamy, npo sxkux Yocep
Tak OaraTo posmoBimac y cBoix «KeHTepOepiChbKHX OIOBiTaHHIX,
OyIOyTh 3ramyBaTH, TOKH iCHye bham ab0 TIOKM HE 3aUIIATHCS
JKOJIHOTO ToraHoro OymuEKy B Caymeopky».” Amnemorounm 10
Jx. Hocepa Ta loro tBOpY, Helr HEBUMAnKOBO 3ragye came Ipo TUX
MIEPCOHAXIB, SKI MAIOTh CTOCYHOK JI0 TeMH po3demieHHs, — JKiHKy 3
bary Ta beitmi 3 CayrBopky. IllupokoBimomuii mnpukiIam 3
JITEpaTypHOrO TBOPY HE JIMIIE JEMOHCTPYE TIOBa)KHE CTaBJICHHS
naM@ueTrcTa 10 CBOTO BHAATHOIO TIOMEPEAHHKA, alle 1 CIIyrye
IMIUTITUTHAM TIONEPEHKESHHSAM JIJIsl JISTKOBAXKHUX CHIBBITYHU3HHIIG PO
HEOOXiHICTh 3MIHUTH CIIOCIO JKUTTA Ta TOAYMAaTH TPO HACHTIIKH
IIOBEIIHKH.

Y «llipci besrpomoBomy» MOXHa 3yCTpiTH IIE JEKiJIbKa
MPOMOBHCTHUX JIOHIOHCHKHX JIOKYCiB, JE€KOIYBaHHs SIKHX IPOJHBAE
CBITJIO Ha TNIMOMHHI iHTeHIIi aBTopa. Ilipc CKapXKHTECA, IO B HHOTO
«HE Oy/o HACTPOIO, HE 3HAB, KyIH ce6e MOJIITH, & TOMY TMIillIOB 10
Ilasna Ha 0017 i3 TeporoM Fan)pl. ** iz «ITaBaom» Hemn mae Ha
yBa3zi Cobop Cs. Ilana B JloHmoHI. Ha Tepurtopii cobopy B Ti Hacu
PO3TAIIOBYBATUCS KHU)KKOBI TIPHIIABKH, TOXK IPOTYIIIOI0YHCH MICTOM,
Hemr gacto 3aBepraB Tynu, aOM O3HAHOMHTHUCS 3 aCOPTHUMEHTOM. Y
TMOWHI I[BOTO JIOKYCY, SIKHH 3yCTpidaeThes i B iHMMX mamMrerax
caTUpWKa, 3aKOJIOBaHE HOT0 HEBIOBOJICHHSA CHTYyaIli€lo i3
KHUTOBHJABHUIITBOM, aJDKE BIJICYTHICTh aBTOPCHKHX TIpaB He

! Ibid.
32 Ibid.
3 Ibid.
3 Ibid.
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JI03BOJIANIA HOMY OTPHMYBATH 3a Ha,I[pyKOBaHl KHATH TifiHI KOUITH.
Leit moxyc Haramaye i mpo HU3BKUH COIiaIbHUH cTaTyc mpodeciitHoro
NUCEMEHHUKA Y €JIM3aBETHHCHKIM AmHrmi, depe3 mo Hem Oys
3MYIICHUH 3BEpTaTHCA [0 NAaTpPOHIB i MELEHATiB, abW HaApPYKyBaTH
KHUTY Ta Ha MIEBHUH 4Yac 3a0e3meuntu cobi 0e30iaHe )KUTTS.

Ille omamm 3HauymmM Jokycom mampuery  «llipc
besrpomosuity € «lnns of Court» — TOTeNm, ne peryiIapHO
3yCTpIYaIuCs JOHIAOHCHKI FOPUCTH, a TOYATKIBI[ IiJ] KEPIBHUIITBOM
cTapMx HaOyBanu AOCBimy. Y po3aini «3BuHyBaueHHA B [ opauHi»
MUCHMEHHHK 3aCY/PKYE «MOJIOJIOTO CIIA/IKOEMILs ab0 KOKHi, TaKoro
co0i Mamisl, IKHii PO3BAYKABCS B JIOHOOHCHKUX TOTENAX YU JIeCh Ha
oxomuusx».”> Lleit noxyc Hem BUKOPHCTOBYE IS KPHTHKH THX
MOJIO/IMKIB, SIKi HIMKYBaJlk B TOTENISX Ha TPOIIi CBOiX OaTBKIB Ta He
0COOJMBO TIepeHMAaIUCs IOPUIMYHOI HAYKOIO.

VY «Ilipci besrpommoBomy», sk 6aunmo, Herr posroprae Hapariito
«yTr0» KpaiHu, BUKOPHCTOBYIOUH JIOHIIOH SK HAWOLIBII AEMOHCTpa-
TUBHUM TOMOC, YHWi BiAOMI JIOKYCH JMJO3BOJISIIOTH  aKTyalli3yBaTH
TOTOYACHI COLiaBHI ¥ MopalibHiI mpoOnemu. Ha 3aran, Tononimika y
namrerax «[lmau Xpucra Hag €pycamumom» i «Ilipc besrpomouii»
MOKITMKAaHa BiIOOpasHUTH il€l0 TMPO <«KaxXJMBY MO0 THX, XTO HE
ociyxaBcs 10 coBa Boskoro»*® Ta 3ananactun JyLIy TPiXami.

Bapro Takok HarojxocwTtd, IO iAeHHHMN 3MicT, MpPOOIEMHO-
TEMaTHYHHI CHEKTp Ta CTpykrypa namduiety «[lmau Xpwucra Han
E€pycanmumom» KopiHHAM csraioTh «Ilipca besrpomosoro». B 06ox
TBopax Hemr o00cTOI0€ CBOI MOTISIAM Y MOpPANBHIN, COMIadbHIN Ta
peniridiHiil cdepax xkuTTa. OmHAK 3 TOYKH 30pY BUKOPHCTAHHA
KOMITOHEHTIB XYA0KHBOTO TPOCTOpY, Wi mamdrueru pizHi. Y «[lmaui
Xpucra Hag €pycarTuMoM» aBTOpP OIEPYE JUIIE TOMOCOM JIoHOOH, a 'y
«Ilipci besrpomoBomMy» NpHUCYTHI Ime ¥ JIOHTOHCBKI Jokycu. Lle
3yMOBJICHE THM, IO y MEpIIOMY TBOpPI IOMiHye mamMQpIeTHANR THIT
OTIOBIJII, & y IPYTOMY 3aCTOCOBYFOTHCS III€ 1 1HIII HapaTUBHI TEXHIKH.

lonoBHUM TomocoM B 000X mamduierax, sk 0ayuMo. TOCTae
JloHOOH, pelieniiis SIKOr0 € JOCHTh aMOIBaJeHTHO. MiX psIKIB
pI3HOIUIAHOBOI ~ KPUTHKH  3yCTpidaeTbcss HemeBa — amomoreTrnka
TOJIOBHOTO MicTa Horo »utTs. [lompu yci mpobieMu, 3 SKUMU HOMY
JIOBEJIOCS 3IIITOBXHYTHCS y CTONMIN (B’S3HUISA, OOprd, CBapKd 3
KOJIETaMH 1 BOporamu), i3 MpOBIHIliaja BiH TaKK BUPIC Y JOHIOHII. |
JlonmoH — el «3acissHUE TPIXOM caja, MOpe, B sKe CTIKarOThCS BCI

35 1:
Ibid.
3 ®enopsika JI. JI. Teopui motryku Tomaca Hemra-catupuka . ..
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Opy/IHI KaHATH KOPONIBCTBa»' — BHSBHBCS JO HBOTO OC3KAIBHHM,
OJIHAK caMe TaKUM BiH 1 BaOWB HOro, caMe TakuM BiH 1 OyB HoMy
mikaBuM. Jle 6 Herr He 3HaX0AMBCS, BiH 3aBXK/IU IPAarHyB MIOBEPHYTHCS
no Jlounony (a me mo JloBectodTy, ne BiH HapomuBCs, 1 He JO
KeMmOpuKy, e TpoBiB Maibke CiM pOKIB HaBYaHH:). MiCTO BEIMKHX
MOJKJTMBOCTEH 1 HemompaBHOI OiTHOCTI, MEKKa TBOPYHMX 1 OCBIUCHHX
MoJied Ta PO3IUIIHHK TIpiXa, «ropIOBHTE Micton™® 3paTHAIEKU
noseno cede 3 Herrem.

VYTiM, NMMCbMEHHMK 3aBXI¥ MpisB Ipo Te, mob bor pamme
JomoMir 1 Bmogo0aB #oro, aHbK HOKI/IHyB.3 Horo pemermiris
eCIUTIKyeThCs B OaraThox (parmMentax «[lmauy Xpucra Hajg
€pycamuMoMy, ajge HACTYITHHI KOMIIApaTHBHUN IMacaX € OJHHAM 13
HaiinepexommBimmx: «ocroau, 3a €pycamum Tu nomep, ajne He 3Mir
BIJIBECTH BiJ HpOro Kapu. He nmuimmnocs Ha 3eMili Hi 00pasy, Hi mogoou
Epycamumy TBoro, okpim Jlowoona. 3munyiicsa Hax Jlonoonom, 00
Jlonoon TIOmIOHMIA MO MiCTa BCHOTO TBOT'O XUTTA. He rHIBalics Tak Ha
€pycanum, He Kapaii Horo, i He Ty6H iforo moxo6my».””

AHai3 )KUTTEBOTO UISIXY Ta TBOopuocTi Tomaca Hemma cBimunth
npo Te, IO TONOHIMIKAa HOro TEKCTiB Bifirpae CyTTEBY pOJb Y
JochimkeHHl Horo Oiorpadii. Moro XuTTS — 3aMKHEHE KOJIO:
HapoauBcs y JloBecTo(dTi, HAMPUKIHII JKUTTS 3HOBY ITOBEPHYBCS IO
cxigHoi Aurmii, y Benukwuit SIpmyT, ne nomep 6mmzbko 1601 poky.

Woro tBopua Giorpadis mnop’s3ana 3 KemGpummkem i
Kpoitmonom, — MicTamu, B SKMX BiH HaBYaBcs a00 TUTIIHO IMpaIlfoBaB,
1 sAKi CBIiQY4aTh MPO TICHUH 3B’SI30K MiX HOro JITEpaTypHOIO
CHAJIIMHOI Ta CYCHUIbHHUMHU pealiiMd TOrodaccs. AJie TOJOBHUM
s Hema € Tomoc Jlowmdow, y CTPYKTypi SIKOTO BiH BHUALISIE
KOHIIETITyaJIbHO 3HAYYIII JIOKyCH. BOHM BUCTYNArOTh HE JUINE TIIOM,
Ha SKOMY BimOyBaeThCs Hisg, a oOpaHi 31 CMHCIOM 1 KOHKPETHOIO
METOI0 — BIATBOPUTH, 30CEPEAUTH YyBary, MEpPeKOHATH, 3aCTEPErTH.
JlonmoHebki  JIOKYCH «Becmmincmepy, «lllopoiuy, «Caymeopky,
«Typnoynn-cmpimy, a Takox Cobop Ceamoeo Ilasna ta Inns of Court
BKIIFOYCHI JI0 TEKCTY <JUIS 3aCy/PKEHHS JIep)KaBHOI MOJITHKU 1
MopanbHUX TpuHIHMB KoponeBn Ta 4ieHIB mapiamMeHTy, Bif SKHX
3aleKal0  KUTTS — TEPeCiYHNX  aHMIHWmiB 1 mpodeciitanx
MMHUCHbMEHHUKIBY.

37 Tam camo.

3% Nashe Th. Christ’s Tears over Jerusalem.

* Ibid.

4 Depopsia JI. JI. JIoKyCH MiCTa Y «ITOHIOHCHKOMY» maMueTi ...
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(Xapxis)

bapokoBa Tposinna: Ecnanisi, Mekcuka, Ilepy

Cmamms npucesuena mpancopmayii 0bpazy mposHou — 00HO20 3
nposioHux y 6apoxo, — AKoi GiH 3a3HA8 Y NiMepamypax mpbox ecnaHoMOGHUX
Kkpain. Dopmysanns enacHe ecnaHoamepuKaHCcoKoi nimepamypu noYuHacmovCs 6
ECNAHCLKUX KONOHIAX Amepuku came 8 000y 6apoko, i bazamo aimepamypHux
00pasis, NpuHeceHux 3 Mempononii, 3a3Haioms ICMomHoi mpancgopmayii Ha
HosoMy Ipyumi. Lle i00ysacmuvca i 3 810 pAHHLOXPUCMUAHCLKUX YACIE 3HAHUM
cumeonom mpoanou. IIynkmom 6ioniKy cmae noesisi KIACUKA eCNaHCbKO20
3onomozo eixy Jlyica de Iouropu, ane 6apoxose OCMUCIEHHA MPOSHOU 6
Amepuyi nabysac AcKpasux micyegux puc.

Knrwuosi cnosa: 6apoko, cumgon mposHOU, eCnaHCbKd aimepamypd,
MeKcukancoka nimepamypa, nepyancoka rimepamypa, Jlyic oe Ionropa, Xyana
Inec oe na Kpyc, Xyan oe Ecninoca Medpano, Mapmin Adan.

Xyan Ilepec ne I'y3aman-i-Tanbiio, aBTOp aHTOJIOTIi MOETUYHUX
TBOPIB, MpUcBsUeHNX TposiHAl « TposiHna: BykeTr kacTmibchKoi moesii,
niOpaHuii 3 HalKpaluxX JIPUYHUX TBOpIB, mpucBsueHHUX Kopomesi
kBiTiB» (1891), Hemoouinus Jlyica ne Ionropy, nmpunaiiMHi B TOMY,
IO CTOCYEThCA TEMH TPOSHIM, Binmasmu nepesary Jlome ne Besi Ta
®pancicko ge Keseno: «Came 3 Humu, a He 3 [oHroporw i Horo
npubiYHUKaMHU, AKi € apXaiYHUMHM TPAAULIOHAIICTAMH Y CBOIN Maike
JATUHCBKIH MaHepi BHCJOBJICHHS Ta B CHHTAaKCHCI, L0 CyNEpPEYUTh
JTyXOBi HAIIOi MOBH, TTO€3is 1 CTIpaBli 3’ SIBIJIACS HA CBIT, OOMEKCHHSI,
AKi Ha Hei BiJl MOYATKy HAKJIAIM MepIl apuCTOKpaTHUYHI IMITaTopu
cTpororo it nakoniuroro Fopamisy.' 3aiise i kazath, mo e 6y10 He
€IUHE 3allepeyeHHs] 3Ha4deHHS BupatHoro moera 3 KopmoOu, mio
POOMIIHCS IPOTATOM BiKiB, IIPOTE 51 HABOMXKY HOro TOMYy, LIO peulITa
CKazaHoro W 3i0paHoro B Iiif aHTOJNOrii Mae HEMPOMUHAIbHE
3HAYCHHS.

! La Rosa: Manojo de la poesia castellana formado con las mejores producciones liricas consagradas 4
la Reina de las flores durante los siglos XVI, XVII, XVIII y XIX por los poetas de los dos mundos.
T. 1/ ed. Pérez de Guzman y Gallo J. Madrid : Imprenta y fundicion de M. Tello, 1891. P. 76.

29



1. IcTopHKoO-JIiTepaTYPHHUH NpoLec

Sk yBaxae Ilepec ne I'yaman, monpu 0araTtoBiKOBY TPaHIIiIO
CHUMBOJIIYHOTO OCMHCJICHHS TpPOSHIHM, «CHpaBXHIH ii KyapT OyJo
HACTIPABJIi MPUIIEIUICHO KACTHIBCHKiM moesil momipy B XVII cr.,” 60
pamime 1eif 06pa3 yKHBABCS MPOCTO «IK MECTEIBKE O3I00ICHHS.’
[eBHo, 0 yKi1aga4 OyB Jenio HeCpaBeUIUBUM HaBiTh JI0 310paHoOro y
BJIACHIN aHTOJIOTIi, IEPIHIA COHET sK0I — « MUHYTIICTh Kpach» («Iloku
TpostHM it i xomip...»") Tapcimaco ne na Bern (1491 aGo 1503—
1536), mepIioro BUAATHOTO MOETa €CIAHCHKOTO BipomKeHHs, — Taku
K Mae Qizocodcrke HAMOBHEHHA. 3 APYroro OOKy, CiiJ BU3HATH, IO Ha
aMEpPUKAHChKMX  3eMJIIX  MOETHYHE  TIEPEOCMHUCICHHS  LOTO
VHIBEpCAIbHOTO CHMBOJIy TIOYHHAETHCSA JOIIPY B €MOXy 0apoko,
MOYATOK SIKO1 30iraeThes 3 (POpMyBaHHSAM KPEOIBCHKOTO CyCITBCTBA.

Bepyuu 10 yBaru, 1o 3a auHacTii [a6cOypriB Ha eCIaHCHKOMY
npectoiii B AMepHu1i icHyBaiu /Ba Bile-koposiBcTea — Hosa Ecnanis
ta [lepy — MOrmsHBMO, IO TPANMIIOCS 3 TPOSIHIOKI Ta CHAALIMHOIO
ToHrOpH B 3aMOPCHKUX BOJOAIHHX Ecmanii.

HaifcraBeTHIIMM MOETHYHUM TOJOCOM KOJIOHIAIBHOI AMEpUKH
Oyna cectpa Xyana Inec ne na Kpyc (MoxmuBuHit U1 yKpaiHCBKOi MOBH
BapiaHT YepHEUoro iMeHi — Big XpecTa), €MHa 3Ha4Ha OapoKoBa
HO€ETKa y CBITOBIM miteparypi. Iloesis [oHropn Mana BenvM4e3Hui Ha HEl
BIuB. Ha mpoMy murtanHi s He OyAy 3YMUHSTHCS, PO 1€ HAIMUCAHO
nyxe Oararo, uB., Hanpukiaz, 3axuiieny B 2001 p. Cycanoro Appoiio
Imanero B~ MEKCHKAaHCBKOMY  HaliOHAJbHOMY  aBTOHOMHOMY
yHiBepcuTeTi auceptanito «/lo mpoumrtanns “Ilepmoro cHy” cectpu
Xyanu Inec me ma Kpycew», y skid qucepTaHTKa 3poOwiia JTOKITaTHHH
aHaJi3 TBOpY, Ha3Ba SIKOTO, 3T1AHO 3 CAMOIO MTOETKOIO, 1€ 3HAK MOIIaHN
TOHropiBceKii  moemi  «CaMOTHOCTI». 30Kpema, MEKCHKaHCHKa
JIOCITLTHUTIS HaroJIolIye Ha — cepel IHIIIOTO — CHHTAaKCH'HUX BILIMBAX
BEJIMKOTO €CIaHIIS i MiATBEPDKYE 1€ TPUKIIAIAMH.

Iama mommpenHa cepen MOCTiTHUKIB TeMa, 1€ Te, 10 Terep MU
HA3WBAEMO IHTEPTEKCTOM, TOOTO TOHIOPIBCHKI BIAJIYHHS Ta ato3ii B
TBOPYOCTI MekcukaHchkoi JlecsaTtoi My3u, sK-OT, HaNpUKIan
CJIABETHUI MPUKIHIEBUHA psAAOK ii coHera «/lo BIacHOTO moprperay:
«...mu — maiH, mu — MiHb, MU MApHOMA, MU — HNpaxy, IO €

> Ibid. P. 42.

> Ibid. P. 36.

*Ibid. P. 102.

* Arroyo Hidalgo S. Una lectura al «Primero suefio» de Sor Juana Inés de la Cruz. México, 2001. P.6—
7. URL: http://voces-convida.com/linked/tesis%20susana.pdf.

% Kpyc X. L. xe na. Ioesii / 3 icmancekoi mepekas Cepriit Bopieschkuii. JIbBiB : Bua-o Anerty
AHTOHEHKO, 2015. C. 35.
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0€3yMOBHMM BIITOMOHOM OCTaHHBOI'O PSIIKA CJIABETHOTO COHETa
BEJIMKOTO ecHaHls «I3 3010TOM PO3KIIIHUX KiC TBOIX...», KOJIU aBTOP
3aBEPIITYE PO3MYMHU HAJl MUHYIIICTIO TIIECHOI KpacH BICHOBKOM IIPO
TE, IO BCE OOCPHETHCS «... HA MiHb, HA NOPOX, HA MIPAJIC, HA mauiny’
(y mepexnazmi C. bopmescbkoro), abo (y mnepexnaai I. JlaTHuka)
JIMIIATECS «...OUM, HOPOXHAEA, MEMPSEA, HILO20 .

Tomy B Mexkax Ii€i cTarTi s 30ceperKycs Ha TeMi HE HaITo
3ayBa)KyBaHIi ¥ Harojionmry Ha TOMY, HIO K Ha aMEpUKaHCHKOMY
IPYHTI BigOyJOCS 13 CHUMBONIKOIO TPOSHAHW, SKy cecTpa XyaHa
npuiinsiia 3 pyk [onropu.

YV Xyanu Inec TOHTOPIBCHKHMI COHET «Jl0 TPOSHIM» BiITyHIOE
IBidl — y coHeTi «MopalsHUH JOKip TPOAHAI Ta MOMIOHMUM 10 HED»
(mepexnan C. bopuieBcbkoro) Ta B coHeri «JKapriBnuBuii, 10
Tposuaau».

Tonropa’ Xyana Inec Xyana Inec
Tu BuOpa Hapoxwiack i 3aBTpa  TpOSHIO IMBHA, KBITKO Iani Jloubst TpostHIO, yapiBHA
MOMpETIL. 3araliHa, gapyent 30py 6e3mip 1moa000 ycix KBiTOK, Ha sIKi
XT0 1aB TOO1 KUTTS JUISL TAKOTO ~ HACOJIOAM; JIMBIIITHCS COHIIE I MiCSIb:
KOPOTKOTO iCHYBaHHS TH — ITypITypoBa SIK I1e, KOJIH BU BXK€ 1aMa, TO
Tu rpauiiina, o0 *HUTH TaK JIOCKOHAJIICTh BPOJIH, 1€ B KOJIUCII],
Mao, rpauiffHocTi 4y/ioBHA OiIMHA. A KOJIM OOXECTBEHHI, TO

6oiTech JHOACHKOT KpUB/IH?
Sk ue, 1110 BUTPUMYIOUH

a o6 cTaTu HiYMM — nHIIHa? .
JIroncekux TBOpiHb MOK00A

Slkuo Tebe oOMaHyI1a TBOS YapiBHa, SICKPaBUA IPHUKIIA]] . .
. CBaBLIIbHY CYBOPICTb
JlapeMHa Kpaca, MapHO]I TIOrOp/IH, S :
S, ITiBHIYHOTO BiTPY,

TH IIBUJIKO IT00AUMUILL, 5IK BOHA B TOOI 3’€/JHATIUCH BOJICIO ) .

. . . BH, MOKIpIMBO OoiTECs 3HEBArn
PO3Bi€THCA, IPUPOIU KOIHCKA BTIIIHA i .

o - JI0JTi, HAZIOKYJaloqn
60 B TBOIH Kpaci KpUeTbCs TpyHa CyMHa.
: OraraHHsSMH PO TTOXHUBY
MOXIHBICTH BMEPTH PaHHEOIO .
CMEDTIO JlymnuBa Ta OyH/II04YHA B Y KaJaMyTHOI BOJIOTH
pTIO. MUIIHOTI, FAJAENI, CMEPTh —  3aMYyJIEHOro o3epa?

Ko tebe 3pixe MinHa pyka, TO He Ba)XKIHBA IITyKa, a 51 noOpe 3Har0: BU CKaxKeTe, 110
3aKOHH CaJ[iBHUIITBA I1e TIOTIiM JIHi MHHAIOTh 30JI0Ti, I0BAry JI0 Bac BTpayaro B MOiit
JI03BOJISAOTH, IPyOUit moaux i MepXHel T4, i aTpuTh TeOe  HeBiAMLTI(OBaHIN MPO3i.
cTaHe KiHIIeM TBO€T JOJIi. posnyka! Tu Mmyapa B cmepti  lii-nipaBo, st onuHMIach y
He po3sksiTaii, 60 yekae Ha TeOe  if HETSIMKA B KUTTI: TBOE JIOOpsIYiit CKpyTi;
THpaH; XKUTTs— OOMaH, a CMepTh — 3aBBAXKTE, BEJIbMULIIAHOBHA
3aTpUMaii TBOE HAPOJUKEHHS /T HayKa.' nani Tpostano,
JKUTTS, IO MUITY BaM Ol COHET
60 mocminraem 6yTH, 100 JIMILE TOMY, 110 KOXKEH I10eT
YMEpTH. BIIPaBILIETHCS Y IILOMY.

7 Gongora L. de. Poesias escogidas traducidas por Serhiy Borschevsky / Touropa JI. ae. BuGpani moesii
B niepexuazni Ceprist Bopmescskoro. K. : IIT «T' AITI», 2024. C. 149.
Icnancbka noesist 3o10toi 1o6u (XVI-XVII ct.): Aurtosnoris / Yknaz. i nep. 3 icm. I'. Jlatanka. K.
Buina mkoia, 2008. C. 69.

? Leit coner Tonropy Ta apyruii coner Xyauu IHec He IepeKIaneHi yKpaiHChKOI0; TONAI0 TIPS IHHKH
TyT i B mozibHux Bumaakax gami. — L. O.

10 Kpyc X. L. ne na. [ur. Bua. C. 55.
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Sxmo B TWepmioMy COHETI MEKCHKaHKH MH  MAaeMO
¢bimocodchkuii KOHTPATYHKT 1O €CIIAHIIA, TO B APYroMy BOHA HOMY
HaBiTh TpailinBo, oMO(OHITHO, MO-0aPOKOBOMY PHUMYE rosa Ta roza
(mposnoa, posa Ta = 3amopKye; B €CINAHOAMEPUKAHCHKIA BHUMOBI
¢oHemu [s] Ta [z] He pO3PIBHAIOTHCSA). 3BUYAWHO, IUMH JIBOMA
COHEeTaMH He OOMEXYEThCS NPHUCYTHICTh TPOSIHAW B Toe3ii XyaHU
Inec, nmami 3BepHycs 1Ie 10 OAHOI, aje 3apa3 Oyne AOpPEeYHO 3rajaTH
HIIIOTO TOrOYacHOTO BUIATHOTO MEKCHKAHCHKOTO EpPYINTA.

V ToMy, IO CTOCYEThCS TBOPYOCTi [OHIOpH, BEJIMKE 3HAYCHHS
mae npyx6a Xyanu Inec ta Kapnoca Ciryencu-i-Tonropu (1645—
1700) — moera, icToprka, acTpOHOMa U JaJeKOTO POJWYA BEIUKOTO
ecranisl. CTporo Kakydd, Lefi MEeKCHKaHellb He MaB OM HOCHTH
npisBunie [OHrOpM sK JpYyry 4YacTHHY Mpi3BUIa CBOro (3a
€CIAaHCHKOI0 TPAIMIIIEI0, SK MPABHIO, JAPYTO0 YACTUHOI MPI3BHINA
JIOUHU € TIepIlla YacTHHA MPi3BHINA MaTepi), OCKIIBKA BOHO OYJI0
JIMIIE OCTAHHBOK YACTHHOIO npisBHma fioro marepi — JHiowicii
Cyapec ne (Dlrepoa i-Tonropu, ane BiH NPUHHSB HOTO Yepes BETUKY
MOIIAHY, IO BiUyBaB /0 CBOTO aHAalyciiickkoro poauya. OKpim
epyauuii, Kapnoca ne ClryeHcy MOEIHyBANA 3 CECTPOIO XyaHoro
3HaYHA IHTEJEeKTyalbHa CIiBOpalsd, # BiH HKHaI/IBI/IH_IC OIIIHUB
HEPHHLIO-TIOCTKY, CKA3ABILIH, WO «. .11 cnaBa Ta iM’s 3HUKHYTb JIIIE
pasom 31 cBitom». VY XYI[O)KHII/I JiTepaTypi BiH cTaB MEpIIUM
ocmiByBaueM Marepi  boxoi [Basenyncbkoi, MOKPOBHTENbKH
Mekcukn, a Ttemep 1 Cesatoro I[loKpOBHTENBKOIO BCIiX Itoneid
Awmepuku, y moemi «lHmiancrka BecHa, CakpallbHO-iCTOpHYHA TTOEMa,
00pa3 MekcukaHcekoi Marepi Boxoi IBasenyncbkoi, ycumanoi
kBitamm» (1668). 3rigHO 3 pI3HUMH THCBMOBUMH JDKEpeaMu,
HEBJIOB31 10 3aBoroBaHHIO Mekcuku [IpecssTa [liBa sBunack 6imHOMY
iHmianeBi XyaHoBi Jl’ero ¥ Hakaszama 3pi3aTH  «KaCTWIBCHKi
TPOSIHI», SIKI B Ti YacH Ie He pociyd B MEKCHIli, ajge po3KBITIN B
TpyIHI B Micli TOi 4yAeCHOi 3yCTpidi; MM iHJiaHEeIb MIr JOBECTH
apxienuckonoBi Mexiko, mo Homy siBunacs Marip boxa. L monaist
cTalia JIETITUMAIEI0 aMEPUKAHCHKUX 3eMENlb Y XPHCTUSHCHKOMY
CBIiTi, a TPOSIHIA — CUMBOJIOM IIi€i JIETITUMAIIii: TO-TIepIe, TPOsSHAA,
3TITHO 3 XPHCTHUSHCHKOIO TPAIMINEI0, aCOIIoeThcs 3 I[IpecBsaroro
JiBoro, mo-apyre, Ti OOKECTBEHHI TPOSHIM BIIEPIIE ONMMHWINCA B
pyKax KOpIHHOTO MemlKaHI, 3 skuM Marip boxka chinkysanacs

" [ur. 3a: Rojas Garciduefias J. Sor Juana Inés de la Cruz y Don Carlos Sigiienza y Gongora. Anales
del Instituto de Investigaciones Estéticas de Universidad Nacional Autonoma de México. 1964.
V.IX, Ne 33. P. 59.
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MOBOIO HayaTJib (aITeNbKOI0), 00 €CIIaHCHKOIO BiH HE BOJIOJIIB, a TO-
TpeTe, 1e OYIM «KacTHIIBChKI TPOSHIW», ajpke B EcmaHii Bxe Bin
XIV cr. icHyBanM KyJibTH BIIAHYBAaHHS HbOTO MapiiChKOTO THUTYILY
(iM’s  SIKOTO TOXOAWTH Bl HAa3BM MOHACTHPS B €CIAHCHKIH
Excrpemamypi).
Ciryenca-i-IoHropa Tex 3ramye Lei emizon y cBoil moemi:
. HAKUOKA pO320pHYNACY,

3anAWMA 31UBA ACKPABUX THPOSHO

3aausace nionoey, i wo Hatlbiivule 8padicae

(o, crasemui yyoeca 1106086i!)

ye CEIMIHHA NOMIJIC MO20 KEIMYBAHHS,

y uydom@opﬂux JUHIAX

Konii, nodobu, obpasy

Lapuyi Hebecnoi, wo 3 neba snemis.'

KynpryponoriyHa BakKJIHBICTh TIepeKa3y IpO TMEpIle SBJICHHS
[Ipecesitoi JliBu Ha 3eMIsIX AMEPHKH IIe i Y TOMY, 110 BOHA TOCTaa
repe; HEMUChbMEHHUM KOPIHHUM MEIIKaHIeM, SIKAH TeTh He BOJIOIIB
€CIaHCHKOI0, 1 3BepHYJIacs 10 HHOT0 MOBOIO HAyaTih (aITEI[LKOIO).

Iepeiimaroun ectadery Bin Ciryencu-i-IoHropu, moema sKoro
JaTy€eThCA 1668 poxom, Xyana IHec, TopkaeThCs IBaleNyIICbKOI TEMU
B COHETI, TPUCBAYCHOMY e3yitoBi ®pancicko ne Kacrtpo, mo Takox
McaB Tpo Iied Mapiiicbkuii oOpas, ane Toai Woro moema He Oyma
omyOmikoBana. [ToeTka kaxe:

Yyoo, cmeopene 3 K8imis,

boowcecmsenna amepukancora nokposumenvia,

saka cmae Tpoandoro Mexcukancvkoro,

3 euswucs Tposndoio Kacmunbcokorn.'

VY Takuii cmocid KacTHiIbChbKa TPOSHIA, SKY HPUHECITH PYKH
OO0XECTBEHHI, a MiaxomieHa Oyna misHime B moesii 3 pyk [oHropw,
aMEpHKaHI3yeThCSI OCTATOYHO Y BiK 0apOKO, KOJH 3apOJKYEThCS SIK
TakKa ecllaHOaMEepPUKAHChbKa KyJIbTypa.

Y 1poMy 3B’S3Ky KypHO3HO, IO, 3TiJHO 3 MOIIUPEHUM
YABJICHHAM, HeODK MokTecymu Kyayxtemox, sKuii ycraakyBaB TpoH
1 SKOTO MiIfamud TOpTypaM KOHKICTaJopH, HIOWTO BIiANOBIB Ha
CTOTrOHH i CKapru CBOTO TaK CaMO KaTOBAHOIO IMOPSJ{ COPATHHKA: «A
xiba s TyT Ha JOXi 3 TposHA?». HacmpaBni, B 1iii repoiuni ¢pasi
TpossHAu He ¢irypyBamu. B ycra Kyayxrtemoka BkiaB ix Emixio

12 Llut. 3a: Torre Villar E. de la, Navarro de Anda R. (comp.). Testimonios histéricos guadalupanos.
Meéxico : Fondo de Cultura Econémica, 1982. P. 352.
3 Cruz I. I de la. Obra selecta. T. 1. Caracas : Biblioteca Ayacucho, 1994. P. 206.
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AHKOHa, MEKCUKaHCHKUI MICEMEHHHUK 1 MOMITHK XIX CT. B 01HOMY 31
cBoiX pomaniB. IlapamokcanpHO, ajme g BuUTaaka mepeOyBaiza B
MeXax MEKCHKAHChKOI KyJbTYpHOI MAaTpulli ¥ HaIlOHAIBHOI
JiTepaTypHoi 0Opa3HOCT.

ToHropa Iie 3a KHUTTS MOPOIUB HEAOHSAKY MOJEMIKY i KPUTUKY
B CBiff OiK 1 MaB YHCIICHHUX JITepaTYpHUX OITOHEHTIB. A OT HOro
MEPIINHA JIITEpaTypHUN aIloJIOTeT 1 3aXMCHUK 3’SBHBCS depe3 Oarato
pOKiB 1Mo cMepTi moera, xoua W y tomy ke XVII cromitri, ame
3’sBuBca He B Ecmanii, a 3HOB Taku Ha 3eMJIsIX AMEpUKH, y Bile-
kopouiBctsi [lepy. e 6yB Xyan ne Ecninoca Menpano (1629-1688),
Ha TIpi3BUCHKO Enb-JlyHapexo, T00TO «PomuMKyBaTHin)y — CBSIICHUK,
epyIuT 1 TOJITIOT, MUChMEHHUK Ta BUKIAAad CEMiHapii, MeTHuc i3
micra Kycko, sikuii myOiikyBaB CBOi TBOPYM MOBAMHU ECIAHCHKOIO Ta
keuya. Moro mepy HaleXuTh pO3JIOTHHA TBIp MiJ HA3BOIO «AIIOJIOTisS
Ha KopucTh jgoHa Jlyica ne [onropu, KHsa3s Jipuunux mnoeris Ecnanii,
npotd Manyena npe @apii-i-Co3u, MTOPTYTAIECEKOTO —pPHIIAPS,
Bujanuii y 1662 p. y Jlimi. Ile Gyna He mpocrto amojoris [onropu
MIPOTH HOTro KpUTHKA MOPTYIAIbCHKOTO MOXOKEHHS (Ha TOH MOMEHT
Iopryranis gopmanbHoO wie nepedyBaia M eClaHCHKOI0 KOPOHOIO),
ane, 3a CIOBaMH IIEPYaHChKOro ictopuka miteparypu A. Tamaiio
Bapraca, saxumcr #Oro B CaMHX «eCHaHIIB-CyJaCHHKIBY, sKi
«30BCiM 0e3 cummarii auBuwiucs Ha [oHropy», y TOM 4yac, siK HOTo
HIaHyBalM «ecrmaHui, 3akopiHeni B Ilepy i1 yxe cmopigHeHi 3
MICIIEBOIO KYJBTYPOIO» — METHCHKOIO i TOMY CYTHICHO 0apOKOBOIO.
Ecninoca 3axumae y ToHropm Bce — HOrO CHHTAaKCHMC, JIEKCHKY,
oOpasHicTh, TeMH. | MOTISIHBMO, SK TO-aMEPHKAHCHKOMY BiH L€
poouth: «3yxBasmicTIO Oyno TmoOJOHEeHHs chaBeTHUM KopTecom
iMnepatopa MoOKTeCyMH TMpOCTO Yy WOT0 TManali, OTOYECHOMY
YHCICHHUMH BapBapaMu, ajne 1Iie Oyna ToXBallbHa BiJBara.
3yxBalicTio  OyJO0 3aBOIOBaHHS |OHIOPOI0 HOBHUX  BHCIIOBIB,
BHUITYKAaHUX 3BOPOTIB, HE3BUYAWHHX MeTadop; aie OoOypIIMBOIO
3yXBaJICTIO OyJo W Te, IO CBIT HE 3aXOMHBCS IIMMU BEIUKUMHU
noaBUramu, 60 HesHaHa Oyia oMy Taka riraHTchbka Bigsaray.'*

Ecnirnoca Menpano 3HaHu# OyB Sk OJMCKYYH MPOTIOBITHHK, a
fioro «IloxBampHa MonmuTBa CBsTIM Poci, MOKpOBUTENBIN KOPOJIIBCTB
Ilepy» Oyna mpucstuena Icabenr ®rnopec ae Omisi (1586-1617),
nepyaHChKii MUpSHII-IOMiHIKaHIl, KaHOHI30BaHii sk Cesita Poca
Jlimcpbka — mepmriit cBsrii 3 Homoro city. [lama Kimment X

' Espinosa Medrano J. de. Apologético. Caracas : Biblioteca Ayacucho, 1982. P. 68.
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MIPOTOJIOCHB i «Bceo6iﬁMyLuoro 1 TOJIOBHOIO TMOKPOBUTEBKOIO BCIX 1
KOXXHHX TIPOBIHIIIH, KOPOJ‘IIBCTB OCTPOBIB Ta PETiOHIB CyXozoiy yci€i
Awmepuku Ta @inmimiay. ° Y TOrodacHii moesii i YCIIaBUB TaKOXK OTEIIb
Xyan baBricra ne Arinap, BaJ€HCIHCBKUH TpiHITapidd, y CIABOCHIBi
«[o Cssartoi Pocu Jlimcekoi», HanmcaBmm: «Y Poci Ilepy nana
[cBiTOBI crpasxkHio — L. O.] posy».'®

Ecminoca Menpano y «lloxBanpHilt MomutBi CBaATiii Poci»
ycnapnioe Jlimy, craBmsium 11 Bumie 3a Pum (1): «Maroun Take
NOKPOBUTENBCTBO, JliMa 3MaraeTbes 3 Pumom, amxe TyT y Hac € Poca,
SIKY MU 3 TOPAICTIO MOkeMo TnipesctaButu HaiiBumomy Cyzui, i Konu
PuM nmae Takux QBOX arocTOINIB, IO € HAWBENWYHIIIUMH CTOBIIAMH
Lepxsw, JHILIE OfIHY Pocy mapye Bin Xpucty: Qualem Rosam Christo
mittet Roma!'’ A Jlima macts I/IOMy Pocy, SIK ,[[OplBHIOBaTI/IMe
3MaraTHMEThCS Ta BPIBHOBaXWTH IIi MBI HalCIaBETHINI IOCTAaTI
XPHUCTHAHCTBA: OJHOKO JHie Pocoro Hepy CIIAaBUTUMETHCS TaK CaMo,
K BECh CBiT CBOIMM arocTonmammy».'® Y MouaTKoBMX Macaxax Iiei
npornoBizi  JlyHapexo,  po3ropraioudM  BUTOHYCHY  0apoKoBy
apryMeHTalilo, BAAETHCS, MOPSAA 3 IHIIMMH aBTOPUTETaMH, 1 0
PUMCBKOTO Kilacuka ABCOHis: «UuTaB s y ABCOHIs, IO PO3il sum
Jlro6oB: Cupido cruci affixus [Kymigona mpwur’sia 1o XpeCTa]»
MaiiMmo Ha yBasi, OO0 TBOPUICTh ABCOHIS Oyja OJHHM i3 JKEper
TBOPYOI HACHATH JUISI IOETIB €CIaHChKOTro 30J0TOr0 Biky.

Ecninoca Menpano, [onropa, 6apoko, TpOsSHAA HECTIOAIiBAHO
BI[UTYHSTH y TIEpYaHCBKIN JiTeparypi ax y cepeAmHi XX CT., KOIU
3’SIBUTHCS OJIUH i3 HeOaraThOX JIATHHOAMEPUKAHCHKUX TIOCTIB, KUK Y
Ty 100y mporosomrye cebe TOHTOPHCTOM, 3Tagye y Bipmax iM’s
CIIABETHOTO KOPAOBLA 1 B po3mani XX CTONITTS pOOUTH TPOSHAY
TeMoro Oaratbox TBOpiB. Lle Oy MapTiH AnaHn — Take JiTeparypHe
iM’s1 mpuOpaB cobi Padaens ne ma ®yenrte benapimec (1908-1984),
JTIMCBKHHA TIOE€T, OJHA 3 HAWOUIBPIIMX TIOCTaTeH MepPyaHChKOTO
aBaHTapy, sKa JHUIIe 10 cMepTi Hal0yma ¥ IMHUPOKOTO
KOHTUHEHTaJNbHOTrO BimIyHHA. [IpoTe, sK MM BXe B3HAEMO, B
nepyaHchKill Jiteparypi imena [onropu i TposiHau Gyiau BKOpiHEHI
BiI1aBHA.

' ITur. 3a: Maura J. F. Espafiolas de ultramar en la historia y en la literatura. Valencia : Universitat de
Valeéncia, 2005. P. 235.

!¢ La Rosa: Manojo de la poesia castellana ... P. 426.

17 «SIky x po3y napye Xpucty Pum!». Ie cnoBa loana 3onoroycroro 3 ioro tiaymadens [locnanus
Arnocrona ITasna «/{o pumsiay.

' Espinosa Medrano J. de. Op. cit. P. 205.

" Ibid. P. 195.
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[loer 3ymucHO emiTapHWH, HampodyJ] epyIOBaHHN, aBTOP
mucepramii «IIpo 6apokxo B Ilepy» (3axmmena y 1938 p., Bumana y
1968 p.), Aman cBiZOMO KyJbTHBYBaB IpuiioMH OapoKOBOi moesii.
ToHropy MaHyBaB HaJ3BUUAIHO, IPOroJIOMIyuH “s — rorropuct”,” i
HaBIiTh YBOAMB Y JIesKi BipIii sk mepcoHaxa. [lepmmii Bipm Anana,
MIPUCBIYCHUHA TPOSHI, 3 IBUBCS ApykoM y ciudi 1931 p. Mix 1938
ta 1942 pp. my6nikyiotscs «CoHeTn 10 TposHAm». Pornb 3irpana He
JIMIIE JIITepaTypHa TPAJHIlisl, a i POJAUHHE OTOYCHHS — MaTH U TiTKa
noeta Hocwid iM’s Poca. OcMuciiooun TpostHAy, AllaH MPUXOAUTH
IO TIeYaTbHOTO YCBiIOMIICHHS TOTO, IO MpeAMET — TIpIIHii 3a i7et0, a
peamizaris imei 1m0 K imero 1 BOmBae: “TpostHma BMpe, YIIITIIH
BimuyTTIO™; 260:

Tposinoo, mu nacnpagdi — yuumenvka

Ul nPOPOYUYS, SIKA NEPEUIKOONHCAE CROOIBAHHAM

Ha dockonany Tpoandy i He cnpomodicHa

nasyumucs 8 Tposinou 6abaU8oL.

VY BipmIax «4ucTOro moeray MapTtiHa AnaHa, HarmucaHux 10 60-
X POKiB, 34aBayIoCs, HEe OyB BiNUYyTHHUU TEpyaHCHKUH HaIliOHATHHHMA
XyIOXHIH TepBeHb. Asie omyOJiKoBaHI B T€ AECATHUPIYYS TOEMHU
«Postcayta pyka» (1964) ta «AGcomotHuid KamiHb» (1966),
HamWcaHi Tenep BepiiOpoM, BIIKPHUIM IHIIY HECIOAIBaHY TpaHb
MOeTa, I0Ci YBaXXaHOTO 32 TEPMETHYHOTO. PanToM po3kBiTae B HLOMY
CYTO TEpyaHChKE €CTBO, OJHOI0 3 (QyHIAMEHTAJIbHUX PHC SKOTO B
yciii mitepaTypi KpaiHum, mouuHatoum 3 20-X pOKiB, cTae
igeHTudikamis JTIOOUHA W HaLiOHANBHOI KYJNbTYpH 3 KaMmeHeM. Y
«Po3THCHYTIH pyli» CTpa)KACHHA CBIIOMICTh TOETa y MOIIyKax cebe
BUJIMBAETHCS Y CaMOOTOTOXKHeHHs 3 Mauy-Ilikuy, craBeTHUM
MicTOM-QopTereio iHKiB, a B «AOCONIOTHOMY KaMeHi» HaBiTh i3
caMUM KaMeHeM, [0 I[I0CTa€ YHIBEpCaTbHOK CYyOCTaHIII€I0,
OIHOCYTHICHOIO 3 IymIel0 MOeTa, MpOoTe U TposiHOa — CTaluM,
HEOJIMIHHHM 00pa30M y II’SITH €mi30/laX — CHOJMYYa€eThCs 3 KAMEHEM,
IO SIKOTO 3BEPTAETHCS MOET:

I mu ne cnycmuuwics 0o mposnHou,
Ara meni Hibu nesuouma, uyosica?

I He cnycmuuics 1l 6ydeut
TposiH0010 €OUHOIO T KONHCHOIO,

20 Llut. 3a: Vargas Durand L. Martin Adan. Lima : Editorial Brasa, 1995. P. 99.
2! Adén M. Obra poética. Lima : Instituto nacional de la cultura peruana, 1976. P. 37.
* Ibid. P. 41.
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AKy 5 ya61s10, KOAU MOpKaiocy,
1 6ona inwa mam, axc 0bepmaroyucs Ha KAMinb?

1 giokpusaemuvcsa mposnoa mam, 6HU3Y,
1 kaminwb 8i0Kpusaecmuca 82opi
1 mu nepebysacwi nio moim niauem.

byow-saxe croso, mak, 6y0b-ake c1080
Cmeoproce piu.

Tax, caou eenuxi,

A 6 Hux ue 00Hy MpPosHOY ...

Bce — npasda, 60 mu € mu,

1 Cam 5, sikace cmona, cmona cyyaccs,
Cmona cysopozo uacy, 8iuna cmond,
Cmona na mposnoi ...

Brangaunii Bunie X. [lepec ne I'y3man-i-lTanbiio Hanucas y cBoii
aHT_onori'l’, 0 TMOSTHYHIN TpOsSHII nog)iﬁHiCTL il cuMBOII3MY Jau
Cxill, SI3UYHULTBO Ta XPUCTUSHCTBO.” OUeBUAHO, IO Temep Ieu
CHUMBOJI3M CTaB ueTBepHHM, 00 B Awmepumi BiH HaOyB me i
KOHTUHEHTaJIbHO-CaMOOYTHICHOT TpaHi.
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Pomanoea Onvea
(Kuis)

Jlo nuTaHHs (p)OPMYBaHHS AHTPOIOJIOTIYHOI Ta
ieoJI0TiYHOI CKI1a10B01 y (ppaHLy3bKiil JiTepaTypi
manapiB XVI-XVIII cToJiTh

Y cmammi  30iticneno IPYHMOBHULL  aHAli3  (opMy8aHHs
AHMPONONIO2IUH020 Ma  [0e0N02iuH020 uUMIpy (Gpanyy3vkoi J1imepamypu
MaHOpie y KOHmMeKcmi panHboMoOepHoi €eponu. Aemopka Ha2onowlye Ha
nompebi  KOMNIEKCHO20 GUGUEHH BUMOKIE NOOOPOICHLO2O OUCKYPCY 3
VPAXYBaHHAM HAYIOHANLHOL cneyu®iku ma KyibmypHO-ICIOPUYHUX YUHHUKIE,
wo enausanu Ha 1oeo egonoyiro. Ocobausy yeazy npudinreno nepiody XVI-XVIII
CMONIMb K KIOY080MY Ol CMAHOBNEHHS IHMENeKMYANbHUX | KOHYENmYy aibHUxX
3acao, AKi cmany 0CHOBOI PO3BUMKY dHcaupy. JocriodcenHs oKpecuioe npoyecu
ocMUCTeHHsl 06pazy «iHu020y» ma ioenmugikayitinux mooenei, wo nocmaions
y meKcmax aimepamypu MaHopie Ha mii peHeCaHCHOI KOJIOHIANbHOI i0e0n08i.

Knrwwuogi cnosa: awmpononozis, ioenmuunicms, i0eonozis, KOJNOHI3ayis,
nimepamypa manopie, Mapx Jlexap6o, obpa3z «inwozo», Penecanc, gppanyysvra
aimepamypa.

[Ipobnemarnka ¢QopmyBanHs Mozpeni (paHKOMOBHOI Ta, B
HIMPIIOMY KOHTEKCTi, €BPOMEUCHKOI JIITepaTypu MaHIPIB TMPUBEPTAE
Jemani OuTeIlle yBarm IOCHITHUKIB, OCOONMBO 3 ODIAAy Ha ii
aHTPOIONOriuHi Ta ineonoriuni Bumipu.' Binobpaxarouun KymbTypHi,
CcolliajibHI Ta IMOJITHUYHI KOHTEKCTH, B SIKUX BHUHHKAJU Ili HApaTWBH,
JiTepaTypa MaHApiB HE JMIIE ONHCY€ IHAMBIAyalbHI MOXOPOXi, a U
BilI3epKaIIOE HAITIOHAJTBHI IJCHTHYHOCTI Ta 1JEOJIOTiUHI 3acaau
PI3HHX €BPOIEHCHKHUX KpaiH.

s po3Bigka Mae HAa MeTi MPOCTEKUTH, SIK HAIiOHATBHI
0coONMMBOCTI BIUIMBAJIM Ha (OpMYBaHHS MaHIPIBHOTO IUCKYpPCYy Ta

! Jlue.: TopkyT H. M. Tak/I0iToBi aHTONOT] MOPCHKHX MONOPOYKeEii Ta iXHiil BILTHB Ha MACOBY
CBIJIOMICTb aHIIICHKOr0 PEHECAaHCHOTO YMTALBKOTO 3arany. [ ymanimaphuil gicnuk. Cepist:
Inozemna ¢inosnoris. Yepkacu : UITI, 2001. Yncino 5. C. 77-80; Topkyt H. M. MemyapHa npo3a
Bounrepa Peni. Penecancni cmyoii. 3anopixokst, 2000. Bum. 5. C. 21-29; Pomanosa O. B. Mapa
Mundi: napucu npo icTopito ¢paHIy3bKOi JTiTepatypu ManapiB : MoHorpadis. Yepkacu : Bunaseus
Onexcanap Tpersikos, 2017.
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cnendiKy TOMOPOXKHBOI JiTepaTypu y (paHIy3bKOMY KOHTEKCTI.
OcHOBHa yBara NpPHIUIAETHCS TpolecaM KOHCTPYIOBaHHS 0O0pazy
«IHIIOTO» Ta CaMOIN3HAHHS Kpi3h TEKCTH IOMOPOXKEH, a TaKOXK
eBONIOLIi JKaHpy A BIUIMBOM ICTOPHYHHX, iJCOJIOTIYHUX 1
KyJIBTYpPHHX 3pYIIEHb PAHHBOMOJIEPHOI JOOH.

Y nmerampHIN po3Biami mmin Ha3BoW «Amam Ta Homuit CBity,
iTamiceknii anTpononor Jxymiano Jlsommi posmismae miteparypHi
Ta JIOKYMEHTAJIBHI Tpalli, MOB'sI3aHi 3 KOJOHIaJbHOIO ernoxoo X VI,
XVII ta XVIII cromite. Lli marepiann BHHHUKIM SIK 300pa’keHHS
CIPUMITHBHUX» KYIBTYp, TOMY HE MOXYTb CIY)KUTH TOYHUM
CBIJIOIITBOM iXHBOTO KYJIETYPHOTO PO3BUTKY, OCOOIHMBO Yy KOHTEKCTI
3ycTpiuel eBpomeiniB 3 KopiHHMMH Hapomamu Hosoro CBaity.
JlocmiiHYKa 1iKaBUTh, 3BIJIKM BUHUKAE OaskaHHSI 11eali3yBaTH «IHUKi»
rieMeHna ta Hapoau? Jeskuii yac o0pa3 «zoOporo AMKyHa» HE Mir
icHyBaTH y TOmiOHIA JiTeparypi, 00 1me Oyno TOB’s3aHO 3
XpecToBUMH TIOXOJIaMH, OTXKe 00pa3 Bopora He CIPHSIB (bopMyBaHH}o
MO3UTUBHOTO BpakeHHs. Ha MKy )1>1< JIporri, KoJIoOHIaTbHA ICTOpDI
BKJIIOYae B cebe €BPOIICHCHKY ICTOPII0, KOJIOHIANbHY meonoruo Ta
OJTHOYACHO 3 IIUM iJI€0IOTIYHO-KYJIETYPHY OOpOTHOY y €spori.” Kpim
TOTO, OJJHUM i3 TOJIOBHUX NMUTaHb Y OyIb- ~SIKOMY TBOpI1, IPUCBIICHOMY
nogopoxi 7o Homoro CBiTy, Tak 4YM 1HaKIie, IMMOCTA€ MUTAHHS
noxo/ukeHHs iHaianiiB. Opucru, ginocodu ta teonorn XVI-XVIII
CTONITh 3rajyBaJid L€ y CBOiX IONOPOXKHIX HOTaTKax. lOHcano
®eprangec ne OB’eno i Bampmec craB omHHM 13 TEpIINX, XTO
BHCYHYB TEOpII0 TIPO TIOXOKCHHS KOpiHHI/IX HapomiB AMEpHUKH,
NpEACTaBHBIIY, iy 1535 pOI.[l B CBOEMY TBOp1 «3arajipHa i MPUPOIHA
icropis Trmiii».® Vei i MaHmymmu Oy HOTp16H1 OB’eno st TOTO,
mo0 JIOBECTH ITOXOIDKEHHs icmaHchbkoi MoHapxii Bim Sdera Ta
MPUHAIC)KHICTH HOBOBIIKPUTOI 3eMJIi ICTTAHCHKOMY MOHApXy — HE SIK
3aXOIUIEHHS, a SIK IOBEPHEHHS 3aKOHHOro craiky. dpaHiy3bKui
ryreHoT YpOan IlloBeTOoH y CBOiX KOMEHTapsx M0 (paHITy3HKOTO
nepeknaay npami Jxuporsamo BeHIOHI CHPOCTYyBaB ICHAHCHKY
«Teopiro», AapryMeHTyIo4HM, MO0 icmaHii He Oyau HacTUTbKU
3AIIOB3ATHMH MOPEILIABIISIMH, 00 BIIKPHUTTS HOBHUX 3emMenb oapasy
HabyBaJIo i1€0NOriuHOro KoNoHi3aTopcehKoro 3HaueHHs. LikaBo, 1o y

2 Gliozzi G. Adam et le Nouveau Monde. Champ Social Editions, 2000.

? Fernandez de Oviedo y Valdés G. Historia general y natural de las Indias, islas y tierra-firme del mar
oceano. Madrid, 1851. URL: https://archive.org/details/generalynatural01fernrich.

* Chauveton U. Histoire nouvelle du nouveau monde: Contenant en somme ce que les Hespagnols ont
fait jusqu'a présent aux Indes occidentales, & le rude traitement qu'ils font a ces povres peuples 1a. Par
Eustace Vignon, 1579. URL: https://gallica.bnf.fr/ark:/12148/bd6t57764170.image.
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cBOiX Jmopy4eHHsX cepy Bonrtepy Pemi xkoponeBa €nusasera |
HATOJIOIIY-BaJa, IO BiH OTPUMYE€ TIOBHY CBOOOMY Iiii Ha Bizucpnmx i
JOCIIDKSHUX HUM 3EMIAX, SKILO BOHH HE repeOyBarOTh IMiJT BIAI0I0
XPUCTUAHCHKOTO npunna.’ Bommouac Tiitom Iloctens po3BuHYB
TEOPII0 CIAIIUHU AﬂaMa y Crucnomy BUKJI/Ti KOCMorpatianm
JUCIUILIIHA (1561) HeHTpaJ‘ILHe MicCIle B HOro KOHIEHIIii Iocimae
11es o0'equaHHs cBITIB M Hamaakamud Hos — Cimom, XamoMm Ta
SAderom — 1m0, Ha AyMKY [locTens, cTano 0CHOBOMO i OPMYBaHHS
BCECBITHBOI iMmepii. BaxinBoo wacTuHOWO wi€l iMmepii Mae cTatH
Hosuii CBiT, sIKHii aBTOP IPOTIOHYE HA3HBATH ATIAHTHIOH0.
Ockineku Sdet, saxkuii oTpuMaB y mapioBaHHs €Bpory, OyB
CTapIIuM cepesl OpariB, TO BiH 1 MaB MPaBO Ha IAPIOBAHHS HE TITBKU
tam, a 1 B HoBomy Cgiti, Arnantuii. [locTens HamaraBcs TaKuM
YMHOM 3aKpinuTH npaBa Opanuii Ha HOBI BIAKPUTI 3emii, 00
JIOBECTH, IO ICMaHIi HE MOXYTh OyTH €IMHUMH BIIACHUKAMH.
[locTens 3HaiimoB miaTpuMKy y mpotectanTa lifioma mio bapraca,
nocusneHHs 1iei Teopii y XVIII cT. MU crocrepiraeMo y aHINIIKaHIIA
Hikonaca ®ynnepa. Bin cTBepmkyBaB, 110 BCi JIOOU Yy Oyab-sKOMY
Micii 3emuti B3araji BUBOASTHCS CIIOYATKY SIK KOJIOHII, HaBiTh Ha
KOHTHHEHTI, Ha SIKOMYy MH JKHBEMO 3apa3. ToMy duclieHHI Hapomu
€BpONH TaKOXK 3aCIIyTOBYIOTh Ha MIPaBO OYTH MEPIITHUMH TTOCEICHITMHU
Bect-Iunii. Bigmosiae mependauyBaHa, OCKUIBKM — HaWKpaiie
MiJXOAHUTH JUIs JOCSATHEHHS Ii€1 METH, Ha3UBaTH IMiBHIYHI HAPOJHOCTI
— sipeTnyHNMH, a00 CKiCHKUMH, KEIBTCHKIMH Ta CAPMATChKUMH.
IIpo TOXOmKEHHS IHITIAHIIIB THCATM Yy CBOIX HayKOBHX
nocnimkenaax [iero dypan ta Xoze Axocra. Jns [lypana y iioro
<<ICTop11 Iunii, Hosoi Icnanii Ta ocTposis MaTepHKay TyOinBI OyH
HIYMM IHIIMM, SK YOCOONEHHSM JeCSATH KONiH i3paineBux. [Ipore
Axocra i TopkBemaa HaBIaku BBaXKalld aOCOJIOTHO XHOHOIO TyMKY
MIPOBOANTH SKICh aHAJIOTI] y TOXO/PKCHHI 1HIIAHIIIB Bix eBpeiB. Lle
Oymo HeoOXiTHO Ul TOTO, MO0 BUIIpPAaBIATH HUIICHHS TyOiTHRHOTO

* Hakluyt R. The Letters Patents Granted by the Queen’s Majestie to M. Walter Ralegh for the
Discovering and Planting of New Lands and Countries, Anno 1584.
URL: https://www.cambridge.org/core/books/principal-navigations-voyages-traffiques-and-
discoveries-of-the-english-nation/letters-patents-granted-by-the-queenes-majestie-to-sir-walter-
ralegh-for-the-discovering-and-planting-of-new-lands-and-countries-anno-
1584/90CB88BF1F7A79E045AD671AF978939E

® Postel G. Cosmographicae disciplinae compendium, in suum finem, hoc est ad divinae providentiae
certissimam demonstrationem conductum. Per Toannem Oporinum, 1561.
URL.: https://archive.org/details/cosmographicaediOOpost. P. 15.

7 Ibid. P. 32.

8 Duran D. Historia de las Indias de Nueva Espaiia y islas de Tierra Firme. 1588.
URL: https://archive.org/details/historiadelasind02dur.
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HaCelleHH:, OCKUIBKH paHillle ile0NoTiYHa CKIIaJoBa HE J03BOJISIA
Tak yuHUTH. TopkBemani HEoOXigHO OyI0 BiTHANTH apTyMEHTH IS
BUIIPABIAHHS HACWIBHUIIBKUX Mil, 1 BOHU, 3BICHO, TOJISATAIN Y TOMY,
mo cam [ocroap Kapae THUX, XTO BKJIOHSETHCS ifjoyaM. AJDKE CBOTO
yacy enuckon bapronome ne mac Kacac y npani «Kopotka po3noBins
npo 3HumeHHS [uaaiiy (1542) kpuTUKyBaB mii iCITaHIB B AMEpHIIi,
BUKOPUCTOBYIOYM TIPHUITYIICHHS PO  €BpPEHChKE  MOXOMKCHHS
KOPIHHUX HapoJiB K OCHOBY JUISl 3aCY/PKEHHSI TEHOIMITY Ta KPUBABHX
3aBOIOBaHb.” 3BHYANHO, W0 MOMIYKM TEHETHYHOI CIIOPiAHEHOCTI
IHIIaHIIB 3 €BPOMEHIIMH Malu CYTO TPUKIATHUA XapakTep:
SKIMOCh UYWHOM Tpeba Oylno TOSCHWUTH YTBOPEHHS BacajbHOI
3aNeKHOCTI  TyOUIBHOTO HAaceleHHA BiJ OyXe Jalekoro y
reorpagiuHOMy Ta i7ICOJIOTIYHOMY TUIaHI KATOJUIIBKOTO KOPOJISL.

AHIIIIACHKUHA THCHbMEHHHUK Binbsm CTpequ/I aBTOp «ICTOpu
nomopoxi 10  Bpuramcekoi  Bipmkummiin,'’ Ta  icmancekmii
MoperaBerts Maprtin ®@eprannec me Encico crmpanucs Ha Kuury
Icyca HaBuna Ta ictopito mpo GOpoTbOy i3pailbTsH 3 XaHAaHISIMH.
[MpoBonsun mapasieni, BOHM HaMaraiucsl MOSCHUTH HACHUIBHULIBKY
MOJITHKY Ta BiitHW Yy HoBOMY CBITI.

besymoBHo, HoBa 3emns mama Hectm y co0i Ime OmHY
MpHUBaOIUBY PUCY — HAsBHICTH 305i0Ta. IcriaHchKi KomeHTapi bibmii
JaBajii PUBOAU TOBOpHTH, 0 3emist Odipa, Kyau IUIMBIH YOBHU
uapst Conomona, i € Amepukoro. I'iiiom Ilocrens BBaxas, o O(b1p e
He Tinbkn Mididuuii perion, a i iM’s CumoBoro cuna.'' Jlo peui, 3
BIIKPUTTAM AMEpPHKH Ta pPO3MOBCIO[DKEHHSIM CEMITChKOi Teopil
Moxo/keHHs iHaianmiB Mipiganid Odip reorpadidHo mepeMicTUBCS 3
Adpuxn B Hoemit Csir. 3naBenp bibmii Benito Apiac MoHraHo,
kanenan ®ininma II, cknaB kapTy «cCBSIIEHHOI reorpadii», 1e Takox
MO3HaYMB AMEPHKY SK TEPUTOPIil0, Ha SIKii KUBYTh CHHH CHMOBI.
(Teputopist cyuacHoi Ykpainnm y MoHTaHO Mae Ha3By larahh Ta
Hadoram). Ilonce ae Jleon IIyKaB (oHTaH BiYHOI I0HOCTI, a BlIIKpI/IB
Onopuay. CBsilIeHHI TEKCTH Y Ti YaCH HE MOIJIM JIaTH BiATIOBii Ha yci
3aIUTaHHS, 110 CIIOHYKAJIO IIYKaTH X B IHIINX HTUCHMOBHUX JKepenax,
30KkpemMa aHTWYHHX. lle, B CBOIO uYepry, MOpPOJUIO aHTHUTE3Y
CIIPUHMHSITTA CBiTY: a00 Kpi3b 0i10miiHI mKeperna, ado Kpi3h aHTHYHI.

° Las Casas B. de. Brevisima relacién de la destruccion de las Indias. 1552.
URL: https://www.cervantesvirtual.com/obra-visor/brevsima-relacin-de-la-destruccin-de-las-indias-
0/html.

10 Strachey W. The historie of travaile into Virginia Britannia. 1612.
URL: https://archive.org/details/historietravail0Omajogoog.

"Gliozzi. Op. cit. P. 132.
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CaMe TOMy «aHTHYHE» CIIPUHHATTS Teorpadii HOBUX BiIKPUTHUX
3eMelb 3aIHIANocs akryarbHuM. [[kupomamo dpakactopo — Jikap,
MUCFMEHHUK, JOCIITHUK — y CBOid moemi ‘“Syphilis, sive morbus
Gallicus” 300pa3uB pianor MiK IiCHaHISMHM, SKI TpuOyIH [0
AMepHKH, Ta MICHEBUM CBSAINICHHOCITYXUTEIEM, SKHI PO3IOBIB
JIeTeH/Ty PO TOXOMKEHHS CBOTO HApOAY, MyXKe CXOXKY Ha Ty, AKY
ComnoH TOYyB BiJ| ETHIIETCHKOTO CBALICHHMKA 1PO Arnantuay. s
®dpakacTopo icTopis Atnantun' Oy7a OCHOBOI JJisi TMOSICHEHHS
MOXO/KEHHSI TYOITBHOTO HaceleHHS AMEpPHKaHCHKOTO KOHTHHEHTY,
BKITIOYaoun OokecTBeHHe mokapaHHs. J[xoBaHHi baricra Pamysio —
iTamificekuii reorpad, aBTOp KHUTH «Hapiramis Ta momopoxi», sSka
BUTPHMAaJa TP BUJIAHHS Ta SBISIa COOOI0 KOMITUISIIIO yCiX BEIMKUX
Ha ToW yac MaHjpiBok Mapko [lono, MarennaHa, Ioce(baTa EapGapo
omuc Adpuku Ta KI/ITaIO — TaKkoX MiATPUMAB 1JI€l0 MPO 3B’SI30K
ATna"gTunu u AMepI/IKI/I

xapimMOepro y Tpakrati “‘Problemi naturali e morali” cTaBuUThH
MUTAHHS TPO T, SKUM YMHOM HaceleHHs [Hmil Ta IHIMX CXiTHHUX
KpaiH, 1110 Oyau BIJKPHUTI B €HOXY Penecancy, MaioTh CXOXI 3 HaMH
3BHUKH, X0Ya JI0 I{OTO MH HE 3HAH NP0 iCHyBaHHS OZHH OHOTO.'
[licnst moBrux Ta PO3IOrHX MOPIBHSHB BiH MPHUXOIUTH JI0 BUCHOBKY,
mo Oi0miifHa Teopis MOXOKEHHS HAPOJIB HE MOXKE II¢ TOSCHUTH, a
OCb aHTHYHHH Mi( Tpo ATIaHTHIY CXOXHH Ha mpaBry. BrpaueHe
CHUIbHE KOpiHHS Ui €BPONEHINB Ta HAacelleHHS AMepuKH,
MIOSICHIOEThCSI 4epe3 MpenMeTH No0yTy Ta muctentBa. OCKIIbKH
JLxepiMOepTo 30MpaB BUTBOPH MHUCTEITBA, BKIIIOYAIOUM aHTHYHI, BiH
NpPUITyCKaB, IO TMofAiOHA KyJIbTypa KOIWCh 00’€nHyBaja JBa
KOHTHHEHTH, K Y MHCTELILKOMY, TaK 1 y reorpadiuHomy acnekrti. Ha
Horo IyMKy, I €AHICTh Oylla BTpavyeHa, a MOTiM 3HOBY BigHaieHa
3aBaaku Xpucrodopy KoaymoOy.

Benermiiicbka Teopis MOXOPKEHHSI AMEPUKH Bifl ATIaHTUIN HE
BUIIAIKOBO BUHUKAE Ha MPOTHUBAry «OiOmiitHii» Teopii icraHIiB, sKka
CIly)KHJIa CYTO 1JICOJIOTIYHUM OOTPYHTYBAaHHSIM KOJIOHI3allii HOBHX
3eMeTb.

12 Fracastoro G. Hieronymi Fracastori Syphilis sive Morbus gallicus. 1530.
URL: https://archive.org/details/syphilis_morbus_gallicus.

'3 Ramusio G. B. Delle navigationi et viagg. 1606.
URL: https://archive.org/details/dellenavigationi0Oramu.

14 Garimberti G. Problemi naturali, e morali di Hieronimo Garimberti. 1550.
URL: https://archive.org/details/problemi naturali morali.
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®pancicko Jlomec ne Tomapa y «3arambHiit ictopii Iumiin'’
mucaBs, Mo AMEpHKy MOXKHa Ha3Baté «HoBUM cBiTOM» He TOMY, IO
BOHA He Oyia BiJloMa paHille, a TOMY, III0 TaM BCE BiAMiHHE, HOBE /IS
eBporeiins. BiH migkpeciroBaB aBTOHOMHICTH Bif 0i0miliHOI icTopii
3eMerb, BiTkpuTux KopTecoM, BiAMOBIAIOYHM TUM CaMHM Yy TIpaBi Ha
CIaJIOK iHIIMM €BPOIEHCHKUM JiepikaBaM-KoloHi3aropam. Lle, B cBoro
Yepry, JO3BOIMIIO CTBOPUTH 1€ oAWH Mi( mpo kopons MoHTecymy i
KopTeca ae MOHTecyMa HIOWUTO 3i3HA€ETHCS 3arap6H1/n<y, oo ixHs
LUBITI3ALs TOXOAUTH BiJ JIOAEH, CXOKMX Ha iCMaHLIB, i TOMY BOHH
MaloTh Koputucs iM. [omapa HamaraBcs mO€IHATH MBI Teopil:
ajaMiuHy Ta aTJaHTH4YHy, o0 OylIo 3pydHiIlle MaHIITyJIIoBaTH
¢akxramu, BunpasaoByoun aii Kopreca.

JloCHiIHUKN KaXyThb Mpo icHyrouwid niamor mix [omaporo Ta
MoHTeHeM, skuii y cBoix «IIpobax» crimpascs Ha “Hispania Vitrix”.'°
3BHuaiiHo, 1€ OyJ0 BUKIMKAaHO TepenyciM TuUM, Mo (paHIy3u
BHCTYIWJIA TIPOTH iCTAaHCHKOI MOHOIONIT Ha KojoHi3arito HoBoro
Csity. MoHTeHb Biakunae 6i0yilHy TEOpIil0 MOXOMKEHHS HACEIEHHS
AMEpUKM Ta, CIOHpAar4YMch Ha apryMmeHrauito [omapu, BucyBae
Bepciro moxomkenHs Hosoro Caity Big Atnantumu. Ha fioro mymky,
came meil 3B’A30K TOSICHIOE  KyIBTYpHY —Ta  apXiTeKTypHY
PO3BUHEHICTh LWMBiNi3aNii, mo Oymu Bixkpuri icmanusmu. [lompu
Bpaxkaroui 3m00yTKM 1i€i muBimizamii, BoHa Oyna Oe3kalabHO
BUHHMIICHA ICHIAHIIMU 3apaIyl MaTepialbHUX OJar—s30KpeMa «IepIio
Ta MEepPIIiBY, IO CTAJH CUMBOJIOM KOJIOHIaJIbHOT JKaIiOHOCTI.

Y «lIpobax» MoHTEHb pO3IISAaB AMEPHKY 3 TOUKH 30Dy
JIFOICBKOTO BIKY, 1 BOHA JIJIsl HHOTO 3HAXOMWIACS HA PiBHI TUTUHU. Bin
BBaXkaB, 10 Koy CTapuil CBIT IOCATHE amorel0 CBOTO PO3BHTKY Ta
mige y He6yTT$I Hosuit CeiT HaOyne cunu i 3aiiMe Micue, sike 10
LHOTo LHBiMi3aNiiHO Hanexano Crapomy. Kpim toro, ams MomTens
icnyBanHs HoBoro CBiTy ciyryBajio TiIOTETHYHAM JIOKa30M
«eTiKyperchKo» Teopii Mpo iCHyBaHHA iHIINX, 1€ HEBIIOMUX CBITIB.
Y cBoix posaymax ¢urocod MAOBOAMB, IO ICHAHIN, 31 CBOEI
AQHTUTE30I0 XPUCTUSHM — BapBapH, HE 3pO3yMiIM TOJOBHOTO
MPHUHIUIY XHUTTSA PO MHOXKHAHHICTh HApOJiB Ta iX CaMOBUPaKEHHS,
HOro HaBITH HE BpaXkaja TOJIOBHA apryMEHTAIlis Mpo KaHiOai3M.
To6To CBIT, IKWH TIIe TUTHKH MPOXOAUTH CTAIII0 «IUTHHWY», HE MOXE

' Lopez de Gomara F. Historia general de las Indias. 1552. Biblioteca Virtual Miguel de Cervantes.
URL: https://www.cervantesvirtual.com/obra-visor/historia-general-de-las-indias--0/html/fef81d62-
82b1-11df-acc7-002185¢ce6064 2.html.

' Gliozzi. Op. cit. P. 169.

"bid. P. 171.
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oytH 3acyzx>KeHHﬁ 3 ToukH 30py Mopam Craporo ceity.® (Jlo peui,
gepe3 msaTcor pokiB Kiox JleBi-Ctpoce y «lledampHUX Tpomikax»
MUCaB TE K caMe, HE 3MIHIOIYH aHTPONOoIoriyHoro miaxony.) [Ipore
y BUNagKy MOHTeHS MoBa He KHAe TMpo Io4yaTroK Teopii
AHTHKOJIOHIANI3MY, K OW Ile¢ MOIJIO 3[IaTHCS Ha TEPIINA OIS,
HaBmnaku, Takum unHOM MOHTEHb MiIBOIUTH O 00pa3y iaearbHOTro
MIPaBUTEIS, IKAM JUISI HHOTO TTocTae Anekcannp MakemnoHchkuii. Bin
TaKOX OCMHMCJIIOE 3arajibHUI MPUHITUI 3aBOFOBAHHS TPEKIB 1 PUMJISIH,
IO CTOCYBaBCs IIJKOPEHHS CYCIJIHIX HapoJiB Ta IIMBLIi3aIlii.
BonHoyac MoHTEHb TpOINOHYE ajJbTEPHATHBHY MOJENb B3a€MOIi,
HaTXHEHHY aHTHYHICTIO, — CITIBIIPAITiO, TOOYIOBaHY Ha OOMiHi.

Ilo3umiss aHDIIUINB Halikpamie BUKIAJeHA V KIACHYHIN
meonorlqﬂm npani enoxu Penecancy «OcCHOBHI IiaBaHHs» Piuapna
Fakmoiita.' <DpeH01c bexkon, nepe6yBa}0qH mia ii BrumBoM, y «HoBii
ATJIaHTUAI» TOBHICTIO aCOIlIO€ IJIATOHIBCHKUN OCTPIB 3 AMEPHUKOIO.
Bin mae te came muranHs, mo i JkapiMOepTo: 3BITKA CXOXKICTh
HMBLTI3AIN? I[J];I bekona BiAmoBime TodATAE Y PO3BHUTKY
MOPCILIABCTBA BiJl aHTHMYHUX uYaciB. [TOXO/KEHHS caMUX >KUTEIIB
AMEpHKH BiH MOSICHIOE TIOTOTIOM, SIKHW BiIOYBCSl Ha IIMX TEPUTOPIX.
st BexoHa imest KoJoHI3aril TepuUTOpili — Iie iXHE 3aceNeHHS Ta
MOYaTOK CUTBCHKOTOCTIONAPCHKOTO BUPOOHUIITBA, a HE BUIOOYTOK
30110Ta, SIK e poown icranmi. KoxoHist Mae BUOyIOBYBaTH HONITHKY
CYCIZICBKMX BIJIHOCHH 3 TyOUIbHHUM HACEIICHHSM, a BXE IMOTIM MOBa
MOJKE HTH PO MOJITHIHUH Ta BIHCHKOBUH aJbsHC.

Y O®panmii msg TeMaTHKa 3HAWIUIA OpUTIHAIBHE MPOIOBKEHHS
3aBOSKM MaHIpiBHUKY Mapky Jlekap6o, skuii OyB aaBOKaTom,
MMMCbMEHHUKOM, TIOETOM Ta iICTOPUKOM. BiH Bifj3HAYaBCsI MPOAYMaHOIO
IZICOJIOTIYHOI0 ~ MMOETHYHOI0  IIO3UINE€I0, sSKa  BTUTIOBaNacs y
niteparypuux TBopax THIy «IIpomoBu 3a Mup».”’ JlekapGo — aBTOp
nepmmx ¢GpaHIy3pKuX BipmIiB, HaapykoBaHux y lliBHiuHINK AMepwii,
a fioro nqpamarnyanii TBip «Tearp HenryHa» BBakaeThCs MEPIIOIO HA
KaHaJCBbKIi 3eMJli TeaTpaJbHOI0 IIOCTaHOBKOIO, IO BimoOpaxkae

'8 Montaigne M. Les Essais — I. Traduction en Frangais Moderne par Guy De Pernon. 2008.
URL: https://archive.org/details/essais.montaigne.pernon.

1 Hakluyt R. The principal navigations, voyages, traffiques and discoveries of the English nation:
Made by sea or over-land to the remote and farthest distant quarters of the earth, at any time within
the compasse of these 1600 years: Divided into three several volumes, according to the positions of
the regions. London : G. Bishop, R. Newberie, and R. Barker, 1599.

URL: https://archive.org/details/principalnavigatl and2hakl.

0 Lescarbot M. Discours pour la Paix. Harangue d’action de grices. Poémes pour la Paix, écrits
composés lors de la Paix de Vervins. 1598. Bibliothéque nationale de France.
URL: https://archivesetmanuscrits.bnf.fr/ark:/12148/cc37124z.
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MoMeHTH KonoHizanii Kanaan.”' BHKOPHCTOBYIOUH CBOIO epyHILiio,
BiH MIPOBiB aHayorifo Mixk biomiitamM [ToTommom Ta momopoxxamu Host
TMICNA HbOTO, apryMeHTytouH, 1mo Hoii npummus 10 Hosoi ®@panmii Ta
Bpuranii, HaninuBIIKM THM caMUM (paHIy3bKy KOPOHY TIpaBaMu Ha I
Teputopii. Y CBOIX JOBOJAaX BiH TaKOXK MMOCHIAETHCS HA JIETSHIAPHUN
3aM0BIT A,z[aMa.22 Bomrodac BiH cTBepmkye, mo came Holi Ha3BaB
raJuTiB TaJsIlaMH, TOMY BOHH MAlOTh OiJbIlle TIPaB Ha BiIKPHUTTS HOBHX
3eMeJlb, HIK ICTIaHIll — X0ua OCTaHHI TakoX € Hamaakamu Sderta.

Tiei x 1,[[60J'IOF1‘1H01 J'IlHll JIOTPUMYBABCSl 1 aBTOp «3araiabHOi
ictopii» XKax ne Illappon.”® Ha iioro JyMKY (paHIly3H TOXONATH Bil
T'omepa, crapmoro cuaa Sldera, ToMy yci iHII €BpoOINEHUCHKI HaIlii
MaloTh BKJIOHHUTHCS CTapIIOMy Opary Ta HE 3aBaKaTW KOJOHIi3arlii
iHmux 3emens. LikaBo, mo e LappoH y 4acTHHI IpO MOXOMKESHHS
HapoxiB mumme npo Cima sk 3acHOBHHMKa Yycix CXigHuX KpaiH,
BKItodatoun Tyau Mockosiro # Tarapiro, Ckidiro i Capmarito. Ane
Ckiois i Capmarist y HpOTO — 116 Typeuunna. [lappon mpumucye mum
HapozaaM oOoxxHIoBaHHs Cima i Bo3BenMueHHs1 Marora, a Ty 4acTHHY,
SAKa 3HAXOAWThCA Ha KOpAOHI 3 MOCKOBi€IO, BITHOCHUTH BXE [0
HoeBoro cuna — fdera.

Crnig 3ayBakWTd, 1m0 3i0paHi eTHorpadiyHi Marepianu
M. Jlekap6o y cBOIX BipIax IE€peTBOPIOBaB HAa TOETHYHI 00pasw,
CTBOPIOIOYH HEBI/I'€MHE BPAXKCHHS HOBU3HU JUIS YUTadiB. 3BICHO, 110
ToroyacHa (paHIy3pka JipHKa OTpUMaga 3HauyHE MOMOBHEHHS
HOBHMU MOTHBAMH, PUTMAaM{ Ta CTWISIMH, a TaKOX EK30THYHUM
CIIOBHUKOM, KA JIOCi HE BUKOPUCTOBYBaBCs y moesii. Cam moer 1e
no0pe ycBiIOMITIOBAaB 1 KiJIbKa pa3iB CTBEPAXKYBaB, IO HOro BipmIi
XapaKTepH3yI0ThCs «abCOIIIOTHO HOBUM CTHJIEM», CTUJIEM, «SIKHUH LIe
HiXTO He BUBiB Ha cBi™».”* Lle BpakeHHsS BiJ HOBH3HHM Bce IIE
30epiraeTbcsl yepe3 6arato CTONITh, TOXK MOXHA CTBEP/KYBATH, IIO
M. Jlekap0Oo 3Mir CTBOPHTH HOBY IIO€3if0, SKa 3HAXOAHUTHCS MiXK

2! The Theatre of Neptune / Le Théatre de Neptune. The Canadian Encyclopedia.
URL: https://www.thecanadianencyclopedia.ca/en/article/the-theatre-of-neptunele-theatre-de-
neptune-emc.

22 Bezold C. Das arabisch-dthiopische Testamentum Adami. Orientalische Studien Theodor Néldeke
zum siebzigsten Geburtstag. Gieszen : Topelmann, 1906. V. 2. P. 893-912.

? De Charron J. Histoire universelle de toutes nations, & spécialement des Gaulois ou Frangois
commengant, dés la création du monde consécutivement de yac y yac & de génération en génération
jusqu’en I’an de notre Salut 1621. Paris : T. Blais, 1621.

URL: https://books.google.com/books/about/Histoire_universelle_de_toutes_nations_e.html?id=hZ1S
AAAACAAI.
2 Lescarbot. Op. cit.
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IBOMa CBiTaMHM 1 JBOMa KyJbTypamH: ILie A0 Toro, sk Kananma
3’sIBIJTIAacS B iCTOpIi, BOHA BKe OyJyia mpUCyTHS Y hpaHITy3bKil Toe3ii.

HanuxayBmmucs Tpaamiliero, IO #ae Big daciB Amepiro
Becnyuui, Jlekap6o nonaB y Ti MidiuHi Ta i€0NOTiuH1 YsBISHHS CBild
BapiaHT, 3yMOBJICHUH T'YMaHICTUYHOIO KYJBTYpPOK: BiH TOCIIiJOBHO
MTOPIBHIOBAB KOPIHHMX MEIIKaHIIB KaHaaw 3 HapogaMu aHTHIHOCTI
Ta crapomaBHboi lami. VY «aukyHiB» BIiH BH3HAaE (Qi3UUHY
JOCKOHANICTh, IHCTUHKTHBHY YECHOTY Ta CXWJIBHICTD JOTPUMYBATHCS
3akoHiB mpuponu. Taki sKkocti TyOunbLiB 3MyHyroTh Jlexap6o
NOPIBHIOBATH iX 3 MELIKAHLSAM TI'PEKO-IaTHHCHKOrO cBiTy Ta ['ajuii.
TakuM 9IHOM, TIPOCTOPOBI Ta YACOBI MEKI aCHMIJTIOIOTHCSI HACTIITBKH,
O JTO3BOJISIIOTH C(OPMYITIOBATH YTOMMYHY MOJETH iICaTHHOTO
JFOJICTBA.

HesanexxHo Bif cymepevox 100 €BaHTeNi3alii «JUKyHIB», SKi
MPOBOKYIOTh  KoH(mikTH,  Jlekapbo  iHTeprperye  «iHIIEe»
AMEPUKAHChKOI PEeabHOCTI IIUIIXOM 3aCTOCYBAaHHS KYJIBTYPHHX
mabioHiB. BiH MpeacTaBise «JIUKYHIB» XOpPOUIMMH a00 TOTaHHMH
3aJIeKHO BiJ TOrO, YW Il pemlpe3eHTaliss MpoTuhie ado crpuse
KOJIOHIAJTbHUM 3YCHILISIM. 3 ogHOTO OOKY, MiAXiJ] KOPIHHUX >KHUTEINIB
JI0 PO3YMIHHSI 1 OMHCY BITHOCHH MK «CBOIMI» Ta «4yXHMH)» 4acTo
OyBae MOAIOHMM 1 CIy’)KHTh HACTIAKOM CHEIH(ITHOI CKIATHOCTI
NEPCIEKTUBH. 3 1HIIOTO OOKY, pelisiLii, IKi BHHHKAIOTh 3 €K30THYHOTO
JOCBily KOPIHHUX aMEpHUKaHLIIB, TAKOXK KIAaCH(DIKYIOTbCS 338 CXEMOIO,
Ky BUKOpUCTOBYBaB Jlekap6o y Garartbox Tekcrax Hopoi ®panumii.
Horo npaus xapakTepu3yeThCsl «HANPYKEHICTIO» MK «TEeMaTHYHOIO
CTPYKTYpOIO 1 TIOCHIJOBHICTIO TIOMii», a TaKOX MparHeHHSIM
nepegaTH OCoOMCTI BpakeHHsI Bix mnoOaueHoro. CHCTEMaTUYHO
nopiBHIOWOYHN NUKYHIB [liBHIYHOT AMepuKH 3 HapoJaMu AHTHYHOCTI
ta lamni, Jlekapbo BumepenauB 3aCHOBHHMKA IOPiBHSUIBHOI
aaTpomnoorii JKo3zeda-Dpancya JladiTo OiabmT HixK HA CTOMITTA. ToX
MO’KHa BECTH MOBY TIPO TOYATOK IMOPIBHSUILHOI aHTPOIIOJOTIT Ie y
XVII cromitti. Jleski AocmigHuku, sk, npumipoM, A. Ilagren y
«[lamiHHI TPUPOTHOT  JTIOTUHI, HpOCJ‘Ii,[[KOByIOTB MOXO/IKCHHS
THONIOTTYHOI  KOMIIapaTHBICTHKH cydacty  emnoxy Bix
aMepUKaHCHKOI0 ,uocmz[y ICTIaHIIiB XVH CTOJIITTSI.

Otxe, nochmiKeHHS Mojeni (OpMYyBaHHSA €BPONMEHCHKOT
(ppankOMOBHOI) JiTEepaTypu MaHIpiB JO3BOJISE TIMOIIE 3PO3YyMITH
CKJIQJIHICTh 1 0araTorpaHHICTh IIOTO YXAHPY, OCOOJHMBO B KOHTEKCTI

% Pagden A. The Fall of Natural Man: The American Indian and the Origins of Comparative
Ethnology. Cambridge University Press, 1987.
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HOro aHTPOMOJNIOTIYHMX Ta imeonmorivHMX BuUMIpiB. Jlireparypa
MaHJIpiB HE TUIBKH BiJoOpaXkac IHAWBIIyaJbHI IMOAOPOXKi, aie
CIy’)KUTh BXKJIMBUM IHCTPYMEHTOM JJIsI OCMHUCIICHHSI HAI[lOHABHUX
IICHTUY-HOCTEH Ta 1ICOJIOTIYHUX MNapajurM €BPONEHCHKUX KpaiH.
Amnami3z icropuunux mkepen XVI-XVIII cronite mokasye, mo came
el Imepiox cTaB BUPIMIATBLHUM Ui (OPMYBaHHS 1ICOJIOTIYHUX i
KyJIBTYPHUX OCHOB, SKI 3akiand (yHIaMEHT JUIS TOAalbIIOro
PO3BUTKY KaHDY.

Posrnsan pisHokaHpoBux TBopiB @pancya Jlexap6o, ['oncano
®epuanneca ne OB’eno, Ypbana IlloBerona, ['ifioma Iloctens Ta iH.
MOKa3ye, sSK HaIliOHAJIBbHI OCOOJIMBOCTI Ta 1ACOJOTIYHI TparHeHHS
BIUIMBaJM Ha (OpMyBaHHS o0Opa3y «IHIIOTO» 1 Ha TpoIec
CaMOBHM3HA4YCHHS €BPOMNEHCHKUX HaApoXiB. 3okpema, imei mpo
MOXO/KEHHS 1HAIaHLIB, imeanmizamis «J0OpOro IUKyHa», a TaKOXK
Teopii, Mo OOIPYHTOBYBAIIM IpaBa Ha HOBOBIJIKPHTI 3€MIIi, 3HAYHOIO
Mipoio (hopMyBaiH JiTepaTypHi HApaTUBH 3raJJaHOTO IEPiOAy.

Hoguit CBiT cTaB He MPOCTO 00'€KTOM KOJIOHIANLHUX aMOiIii,
ajge U IPOCTOPOM I IEPEOCMUCIICHHS eBponeﬁCLKoi' KynLTypHOI
CMaJUMHN, B AKOMY IMCPEIICIUCA aHTH4HI, 6i0miifHi Ta Torouaci
yABIeHHS 1o CBIiT. Ll B3aeMoxis CTBOpHIA YHIKANbHHiA KaHD
JiTEpaTypu MaHIPIB, SKHUii 00'€HAB Pi3HI iXeONOriHi, KyIBTypHI Ta
icTOpUYHI HAPATHBU B €IMHE mise. Y 1bOMYy KOHTEKCTi Ba)KIHBO
3ayBaXHTH, IO JiTEpaTypa MaHIApPIB HE MPOCTO OMUCYBala CBIT, a
aKTUBHO Opalla ydJacTh y MOro KOHCTPYIOBaHHI dYepe3 NpU3My
KyJIbTYPHHUX Ta iJ€oNoridHuX ocoOmmBocTell cBoei emoxu. Lle
JOCITIJPKEHHST TAKOXK MIJIKPECIIOE BayKIIMBICTD MOJAIBIIOT0 BUBUCHHS
JiTepaTypu MaHApPIB SK JpKepesia Po3yMiHHsS HE TiNBKA MHHYJIOTO,
ane ¥ mpoueciB (QopMyBaHHS HaIliOHAJBHHUX IJCHTUYHOCTEH Ta
KyJBTypHUX TApagurM, SKi MPOJOBKYIOTH BIUTUBATH Ha Cy4YacHICTb.
Amxe Homuit CBiT cTaB UIsl €BPOIEUINIB YMMOCH OUIBITUM, HIXK
MPOCTHM KaTaji3aTOpoM KOMIeHcaTOpHHX Mi(iB (3aryOmeHuil pai,
MPUMITUBHI BUIBHI Ta IIACIHBI CYCIUIBCTBA, «I00pHid AMKYH» a0o,
HaBIaK{, «TBAapUHHICTH» MepBicHOI jronuau). Hosuii CBir craB
MiCIleM CHaAIIMHA aHTUYHOI Ta XPUCTHUSHCHKOI TpamuIlii, Ha SKii
OasyBastacs kynbpTypa Ctaporo Caity.
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CepennboBivus i Penecanc B icropiocopcbkux
koHuenuisx Mukoau bepasieBa ta Bikropa IlerpoBa

Y cemammi  ananizyiomvcs icmopiocoghcoki meopii Mukonu beposesa i
Bixmopa Ilemposa, sxi cnupaiombcsi He Ha nocmyn i npoepec, a Ha O0yanizm,
YUKITYHICMY,  HEMIHIUHICMb,  OUCKDEemHICMb — MOwo 1 PO3Wupiooms
JAIMepamypo3Haeyi 20PU3OHMU 6 OCMUCTIEHHI 3MIH KYbMYPHO-ICHOPUYHUX €enoXx.
Hazonowyemscaa na momy, wo yi xoumyenyii opmyeanuca sk y CHITbHOMY
€BPONENCHKOMY  KYIBIMYPHO-INIOCOPCOKOMY — OUCKYPCl, mMak [ 6 O0OHOMY
inmenekmyanvnomy cepedosunyi Kuesa kinys XIX — nepwioi norosunu XX cm. ¥V
npaysx 060x mucaumenie npeocmasnena ouxomomis Cepednvosiuus i Penecancy six
080X eNOXAbHUX MUNIB, KONHCEH I3 AKUX YIMBEPONCYEMbCS 8 CYCHIbHIL | KYIbIYPHIl
cgidomocmi uepes 3anepedens HonepeoHbo2o.

Kniouogi cnosa: xkynemypHo-icmopuuna enoxa, cmuib enoxu, YUKIiuHicmb,
oyanizm, Ouckpemuicmv, Cepeonvogivus, Penecanc, O. [lInenenep, M. beposcs,
B. Ilempos.

Icropiocoderki kontemntii Mukomn bepasera i Biktopa Iletposa,
SKi CIHUPAIOTHCS  HA nonmpeHi B repmiid monoBuHi XX CT. B
€BPOTNICHCHKIN ryMaHlTapHcmm IyalliCTHYHO-IIMKIIYHI  Teopil 3MiH
KyJbTYPHHX €IOX 1 30Cepe/pKyioThcsi Ha aHThTesi CepeHboBidws —
Penecanc, MaroTe 0araTo CHOUTBHUX TOYOK JIOTHKY, OCKUIBKH
3apOKYBaIMCS 1 (OpMyBamucs SIK y CIUIBHOMY €BPOIEHCHKOMY
HPOCTOPI, TaK i B OAHOMY IHTENEKTYyaJIbHOMY CEPEIOBHIL «KHIBCHKOTO
¢inocodcrkoro koma». Jlo HBOTO 3apaxOBYIOTh MPEICTABHHKIB
YKpaiHCBKOi Ta POCIHCHKOI (iTOCOPCHKOI TYMKH, MiSITBHICTH SKUX
HanpukiHmi XIX — mowarky XX cr. Oyna mos’s3aHa 3 KueBom
HayKOBO, KyJIBTYPHO, TOJITHYHO 4M (akramu ocobuctoi Giorpadii
tomo. Mpaerbes, macammepen, mpo O. Imaposa, JI. lllecrora,
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B. 3enbkoBCBHKOrO, B. Acwmyca, C. byinra-koBa, I'. Imera,
. Umxescekoro, M. bepnsera Ta B. IletpoBa Tomio. Sk 3a3Hauae
B. BproxoBenpkuii, Bij yacy 3HaiomctBa Mukonu bepasesa 3 Jlesom
IHectoBum y 1902 pomi i ax geck g0 1919 poxy B Kuesi i mosza
KueBoMm «BigOyBamocs CHiJ‘IKyBaHHH MUCKYCIHHUN OOMIH TyMKaMm» B
lHTeJ'IeKTyaJ'ILHOMy CEepEIOBHIII, SKe  3a3HaBalo  BILIMBY
«YKpaTHOMEHTAIBHOT aTMOCQ)epH Kuepay.'

IlocTanHs Takol reHeparlii MUCIUTENIB Y TEPIIUX ACCATUNITTIX
XXcr. Oyno Oum HeMOXIHBUM 0Oe3 (DakTopy BIUIMBY IisIIBHOCTI
KuiBcekoro yHiBepcurery cBsitoro Bomommmupa, KuUTTS SKOro Oyio
«CTIOBHEHUM PI3HOMAHITHUX TMOJii, HEBIWHHOTO TOIIYyKYy BJIACHOTO
o0y, (popMyBaHHH BJIACHOT JTyXOBHOT Tpa;muu» HOro BUCHHUX 1 TUX
oiriitanx 1 Heq)opMaﬂbHHx KYJIBTYPHHX | HayKOBHX OCEPE/IKIB, IO
TaMm (hopMyBaITHCS ¥ TIONIMPIOBAJIM CBOI i/iel Ta HANpPAIfOBaHHS B 1HIII
IHTEJIeKTYaIbHO-MUCTEIbKI KOJIa, SIKi MEPEeTHHAIUCS, HaKIaJaJlucs, a
TI3HIIIE PO3XOAMIINCS, PO3KPUBAIOUH IUPIIT 0Opii s TPOPOCTaHHS Ta
nommpeHHst ineid. Takiii OypxymBiii HaykoBili KOMYHIKaIlii HeaOUsIK
CIIPHSUIA YYacTh YUCHUX-TYMaHITapiiB y KiTbKOX HayKOBHX OCepelKax
MPHUOJIM3HO B OJIMH Yac.

He wmoxna He 3ramarm KwuiBckke perniriiiHO-¢inocogcbke
toBapuctio (1908, i3 1914 no 1919 — KuiBchke HaykoBo-(iioco)cbke
TOBAPHCTBO, KH®T), mo «o0’emHano y CBOIX J1aBax HpeJ];CTaBHI/IKiB
plSHOMaHlTHI/IX I‘yMaHlTapHI/IX HAyK — ¢inocois, (bmonorlB ICTOpHKlB
TIeJIaroriB, 3pI/ICTlB €KOHOMICTIB, 3aJly4WBIIM O CIIBIpali TakoX i
OorocmnosiBy.” Moro ocobmuBicTio Oyio «pO3LIMPEHHS KOJa y‘IaCHI/II(lB
32 paxyHOK MiITPHUMKHA OCOOMCTHX KOHTaKTiB 3 THMH BYCHUMH, SIKi
CBOro yacy HaBuajucs B KueBi i Oynmu moB’si3aHi 3 HUM POAMHHIMH
3B’S3KaMH, aje 3rofoM mepeixanu g0 Mocksu um IlerepOypray,’ sk,
30kpema, JI. [llectoB Ta M. bepuses.

BaxmuBoio Oyna misueHICTH IcTOpHMYHOTO TOBapHCTBAa iMeEHi
Hectopa Jlitommens (1872-1931), unenamMu skoro Oyid  aKTHBHI
yyacHUKH iHIIMX (axoBux o00’emHanb (C. Macnos, A. JloGoza),
30kpema KHOT Ta dinonoriunoro ceminapiro nmpodecopa Bomomumupa
[epeTna, oMHOTO 13 HEHTPIB MPUTATAHHS TYMaHITapiiB mo4yatky XX CT.
Cewminapiii mpodecopa Bomogumupa [leperia — e momitHe sBUINE Ha

! Bproxoeeuskuii B. Bikrop ITetpos: Bepxu nomi — Bepxu i goui. Kuis : Temmnopa, 2013. C. 33.

% Tkauyk M. JI. dinocodis B yHisepcuTeti Csitoro Bonomumupa. Kuis 6 icmopii dhinocogii Vipainu.
Kui : Bua. gim «kKM Academia»; TOB VHis. Bua-so «Ilysbcapu», 2000. C. 184.

* @ininenko H. 3 ictopii ginocodepkoi crinsHoti B Yipaini: KuiBebke HayKkoBo-(imocodchke
toBapuctBo (1914-1919). @inocogpcoka dymra. 2015. Ne 3. C. 95.

* Tam camo. C. 95-96.
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TOI[IIHHBOMy 1HTCH€KTyaJII)HOMy 1 MHCTELKOMY 00pii, 60 came Tam
MPOCIIO  MOKOMIHHSA  POECOPIiB-POMAHICTIB, TOCTIB-10CIITHUKIB,
KOTpl HaMarajucs TMO€IHYBaTH HAyKy 3 IIO€3I€0, OTOTOXKHIOBAIU
JiTeparypy 3 JITepaTypo3HaBCTBOM, pOOMIIH T0€3it0 00’ €KTOM (haxoBUX
nmocimkenb.” YdacHuka CemiHapito pa3oMm 3i CBOIM YUHTEIEM «3
METOI0 BHMBYEHHS [aBHIX JPYKOBaHMX KHHUT 1 PYKONHUCIB, MIO
30epiraucs B pi3HUX apXiBOCXOBHUINAX, OBOJIOJIHHS METOJIAMHU po6om
3 PYKOITMCHOIO KHHIOKO Ta HAYKOBOIO CIIIKYBAHHS 3 Konerammy»®
sgiicam mpotarom  1910-1916 pokiB  momrykosi  apxeorpadivni
eKCIIeUIIT 10 pi3HUX MICT ABCTpo-Yropuman Ta Pociiicekoi immepii,
JIe ONPWIIOMHIOBAIM PE3yNbTAaTH CBOIX JOCHipkeHb. CeMiHapii,
Ha3BaHUH 3HAHMM TIOJILCHKUM cnaBlcTOM A. EpIOKHepOM 3a HayKOBY
AKTHBHICTh i MOGLIBHICTh «JIETIOUMM», OYB BiZOMHIi y BUCHOMY CBIT
mimoi komumHbOi Pocii # 3a 11 Mexxamm», «me Oynma crpaBXHS
naboparopist», 1€ 3aKiajaaucs TJIMOOKI  IiIBAIUHU HAYKOBOT'0
BUBUCHHSI MOBH Ta JIITEpaTypH, — 3raJlyBaB OAWH i3 y‘{aCHI/IKIB HOTO
iHTeneKTyanbHOro KonmekTHBy Jleomin bimeupknit,' mpuXmibHHK
MO3UTHBI3MY, a BIANMOBIAHO ¥ icTOpH3My Ta Oe3lmepepBHOCTI B
KyJIbTypHOMY PO3BHTKY Ha Bi,I[MiHy BiJl YaCTUHH HepuiaHuiB SKi
3aCTOCOBYBAITH (hopmaipHi mocmigHUTBKI miaxoau. Le cBigunTs mpo Te,
IO CeMiHapiil, aKTUBHOIO (a30i0 pOOOTH SKOrO BBaXxaroThes 1904—
1914 poku (>xoBTeHs 1907 — narta odimiiiHoro 3acHyBaHHA «CeMiHapiro
pociiicekoi inomorii»), xomu B. Ilepern mpamroBaB y Kuesi, Oys
MEBHUM IHTEJICKTYAIbHUM 3pi30M J00M HEepIIMX ACCSITHIITE XX CT.
[Ticns Bixm’i3my 3 KueBa BueHMIA MPOJOBXKYBaB JOITOMAraTd HE TLUTEKH
iHTeNeKTyanbHO, ame i MarepiambHO  (HAACHIAB KHIKKH, CIPHSB
OTPUMAaHHIO (PIHAHCOBOTO 3a0E3MEUCHHS JOCTI/DKEHb TOIIO) CBOIM
VYHSAM, PO HAYKOBI Ta OCOOHCTI CIpaBH SKUX HOMY PEryJspHO i
JeTaNlbHO 3BITYBaB cekperap (akynbrery Anzapiid Jlobonma, kotpui i
MIPOJIOBXKYBAB OIIKYBAaTHCS JAOJIEIO MEPIIaHIlB.

Yyacauku «CeMiHapito poOCiHChKOi (ITONOTii», ¢ O3HAYCHHS
HAIlIOHAJILHOI TPUHAIEKHOCTI B HA3Bi IIBHUAIIC CUTHATI3YBAIO IPO
JAHWHY CYCIUIBHO-TIONITUYHINA PEaTbHOCTI, aHDK CBITOIVIAHY TO3HUIIIO

s JomonToBuu B. Bonotsina JIykposa. Jomonmosuy B. /lisuuna 3 seomeouxom. Boromsana Jlykposa.
Kuis : Kpuruxka, 2000. C. 268.

¢ Meperu Bonoaumup Mukonaitosud (1870—1935): 3 Haro/u 0BiIEIO BASHOTO.
URL: http://www.nbuv.gov.ua/node/5123.

7 PoGuscon M. A. Akanemux B. H. [eperu — yuenuk u yuurens. Crassaunckui aromanax 2002.
Mocksa : Uaapuk, 2003. C. 190.

8 [eperu Bonomumup MukomnaiioBud ...

% Pobuncon M. A. Hur. Bua. C. 197.

"% Tam camo. C. 200.
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3aCHOBHUKIB, SIKi, TIOCTYIIOBO JIOJIAFOYH IMIIEPChKI PAMKH, BUXOIMIN Ha
BHUBYCHHS yKpainchkoro miuckMercTBa XI-XVIII 1. Le 3ao0xodyBanocs i
camum B. Tlepermem, sikuit 3a KAIBCbKE JECATUIITTS 3aIUIIUB TTOMITHHA
cimag B icropii ykpaiHcbkoi Hayku. Sk mpogecop KuiBcbkoro
yHlBepcheTy «BIIEPIIE 3ANPONOHYBAB CTyICHTAM OKPEMHI KypC JISKIIil
3 icropii pralHCLKOFO MUCHMEHCTBA», M0 He Cl'[pI/II/IMaJ'IOCSI HaJITO
MO3UTHBHO HOro KojieramMu B cTonuili Pociiickkoi immepii. Yuurensb
B. Ileperiia O. CobGoneBchknii y Oepe3ni 1904 poky HammcaB Homy
JHCTa, JI¢ 3 TIOAMBOM 1 TIIEBHOK MOOJIAXUIIMBICTIO, IO MEXYE i3
HE3a7I0BOJICHHSM, BHCIOBHB CIIOZIBAaHHSA 3 MPUBOAY HOTO JEKIH i3
«MaJIOPOCIHCHKOI ~ JIITEpaTypH JaBHBOTO IIEPIOMY», IO  «HISKOL
MaJIopoCilicbKoi Jliteparypu B XI cT.» Toi He 3HAMIIOB, IO «BCE CTape
3aIMINAETBCS  TOKH  II0-CTAPOMY», [0 MOXHA «TOBOPHTH PO
npuHanexHicth CioBa ImapioHa i T. 1. IO MallOpOCIHCHKOI JliTepaTypu
MIe K 1Ipo TifnoTe3y», a TOMY CTapHII./II‘/’I Konera B. Ileperua «He
PO3yMi€» 4Oro XK 1Ie BAHOCUTH B HA3BY JICKIIIi».

Cepen yyacHUKIB IIbOTO HEO(DIIIIHHOTO 00’ €JTHAHHS, SIKE CTAJIO IS
HUX TPOQECifHIM BUILKIIOM 1 rapTyBaHHIM, aKaJEMIYHUM 1 KUTTEBHM
TPaMIUTIHOM, MO)KHA Ha3BaTH 3HAHWX HAYKOBIIIB, NHCHMEHHUKIB,
TPOMAJICBKUX 1 TMONITHYHUX Jis9iB, MUTIIB, 30KpeMa [|. UmkeBchKoro,
I. Peryuskoro, O. Hazapescwkoro, B. Anpianosoi-Ileperi, M. ['yuzis,
I. €promina, C. MacnoBa, B. MacmoBa, O. Jletiua, M. KanuaoBuua,
b. SlkyOcwkoro, JI. Binenpkoro, Ta TUX, KOTO TPIIIKA 3T0JIOM Ha3BYTh
yKpaiHCBKMUMH  Heokjacukamu: M. 3epoBa,  II. ®ununosuya,
O. byprapara, M. Ipaiti-Xmapy, B. IlerpoBa Tomo. Bonu mnopsg 3
YK€ 3raJlaHuMHu cpinocoq)aMH TISUTBHICT SIKAX BIIMCaHA B «KHIBCHKE
KOJI0», OyJIi TBOPLIAMH i OJHOYACHO THMH, XTO HAyKOBO OCMFCITIOBAB
KYJIBTYpHI, ,HYXOBHI Ta cycanHO TIOJIITHYHI TTPOIIECH, pernpeseH-
TYFOUHY HOBI JOCIITHHUIIBKI cTparterii Ta ¢pinocodchki KOHIIETIII].

OueBuaHO, TOH (akT, mo B KuiBcbkomy yHiBepcuteTi Bix 60-x
pokiB XIX ct. axx mo 1920 poky (pedopmyBaHHS yHiBepCI/ITeTy y
BIHO /Bummii 1HCTI/ITyT HapOJHOT OCBiTH/) (bmocoq)cmca ocBiTa
30cepepKyBajIacs Ha iCTOPHUKO- (bmonorquOMy daxynsreri,” no3sonse
TOBOPHTH TIPO «TapaJTOKCANbHY cmyauuo sKa CKIIanacs Ha IOYaToK
XX CTOpl‘l‘lﬂ» KOJIU JI0O BUBYCHHS ICTOpll ¢inocodii (i He TimbKU
p0c11/1c1)1<01 sk rosoputs H. @ininenxo'?), Aonyyanues JiTepa-
Typo3HaBmi Ta icropuku (y H. ®iminmenko #HaeTbcs mpo TMparro

n Ieperu Bonomumup MukosaiioBud ...
12 poGuncon M. A. Hur. Bug. C. 188.

13 Txauyk M. JI. Hur. Buz. C. 186.

" ®ininenxo H. Iur. Bug. C. 100.
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C. 1. MacnoBa  «Cgirtocniornsimannst  Kupuna — Tpasksisumiona-
CTaBpOBeHBKOFO MIBIEHHO-POCIHChKOTO  TMChbMeHHWKa X VII
cropiaus» 1915)," sxi xou i «He Manu HeoOXimHHX (inocOPCHKHX
3HaHb, & OTXKE, CTBOPIOBAJM JICHIO TMOBEPXOBY Ta (parMeHTapHYy
KapTUHY (I)IJ'IOCO(I)CBKOI JyMKH», " BCE K TBOPHIIA CIITHHUH
HAYKOBUH FyMaHlTapHI/II/I npocnp i3 K0J0OOiroM ifgei Ta NMEeBHUMHU
KOHIENTYILHUMH 1 TIEPCOHANICTUYHUMHU OPIEHTUPAMH, SIKUM OYB,
30kpema ['puropiit CkoBopoza.

dinocodcbko-ecTeTUHA OyMKa chupaiacs Ha ippalioHami3m,
MECUMI3M, aHTHICTOPH3M, IHTYIIi0, PeNriiHICTh / aHTHPETiHHICTD /
apeririiHicTs Tomo. OKpiM TOTO, MO0 MHUCIUTEINI, (GOPMyBaHHS SKHX
BigOyBasocsi B «cTopoctepzaHomy» Kuesi Ha mouaTky XX CT., «cTanu
npeaTedamMu  €K3UCTEHI[ai3My», TBOPLSIMH  «POCIHCBKOTO
pemniriiiro-ditocodcpkoro Bimpomkernns XX cT.»,'® BoHH me i
JOOKJIamics N0 KOHIENTYaJIbHOTO OCMHCIEHHS 3MiH KYyJBTYPHO-
ICTOpHYHHX €TIOX, IO WIUIO Bif i/1e1 OHTOJIOTIYHOTO Ta €CTETHIHOTO
Iyai3My, IUKIIYHOCTI, 3adikcoBanoro B mparix A. lllonenrayepa,
P. Baruepa, ®. Himme, A. beprcona, Ix. Toita6i Ta dinocodcrkomy
Oecrcenepi  «3ameman  €Bpomm» (1918-1922) «dinmocodcrkoro
PENIATUBICTa 1 CKENTHUKa», a TaKOX «BEIUKOTO CHUMBOIICTa»
O. llneurnepa, KOTpI/Iﬁ BBakaB BIiMB [ere 1 Himme nHa cebe
BUPIIIAJIBHUM (32 10 U OTpHMaB Big T. Manna emoriiiine Hp13BI/ICBKO
«pO3yMHAa MaBIia Hlume») ®. CrenyH, sSKUil TIMOOKO aHAi3yBaB
npauro O. Inerdrinepa, Big3HayuB, mo y I'eTe BIH MO3UYUB METOJ, a
®. Himme 1aB oMy TOIOBHY TeMy, TeMy LuBimisaii it 3armbem.”’ A
B.IletpoB 'y smcti 10 M. MOTWISHCBKOTO — XapaKTepH3YeE
O. Ulnenrnepa sK MHUCITUTEINS, IO «BXOMHB IEBHI PUCH, BIACTHBI
Hamiii m00i, ajle B IJIOMYy WOro Tparsd € TIUTI IPHKPOTO
JUJIETaHTU3MY, 1 MM HaBaxunucs 0 ckazarty, mwo Llnenrnep mBuamie
CKOMITPOMIHTYBaB IUTIHI i7ei Hamoi mo0u — ifer0 emoxXu  inero
HEPryBaHHs erox, CIIPUMHATHX SK CYNUTBHICTE — HDK BHIC B HHUX
SICHICTBY. M. bepaseB HazuBae O. lllmenrnepa TBOpIEM He

'3 Tam camo.

' Tam camo.

17 Bproxosenpkuii B. Llut. Bua. C. 33.

18 Txauyx M. JI. Hut. Buzg. C. 240.

19 Bepnsies H. TIpencmepthbie Mbiciu Daycta. Oceanvo [lnenenep u sakam Esponsi. MockBa : Beper,
1922. URL: http://krotov.info/library/02_b/berdyaev/1923 059.htm.

2 Jpau I'. B. Mopodouorust kyaetypsl O. llnenrnepa. Ocsanvo Llnenenep. 3akam Eeéponwl. Poctos-
Ha-Jlony, 1998. C. 3.

2 Crenyn @. OcBanby nenrnep u 3axat EBpomnsl. Oceanvo [lnenenep u sakam Eeponsi. Mocksa :
Beper, 1922. URL: http://krotov.info/library/02_b/berdyaev/1923 059.htm.

z Bproxosenpkuii B. [ur. Bua. C. 37.
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¢inocodcepkoi cucremu, a cuMQOHIi, HOro XK TPALO BBAXKAE TaKOIo,
1[0 PO3KPUBAE IIIMONMHY KYJIBTYpPHOT KPU3H 10O 3MiHM €CTETHYHHX 1
OyTTEBUX Opi€EHTHPIB.” Bennkor XynoKHbO-ECTETHYHOIO 3aCIyroro
mparli HIMEI[bKOTO MUCIHTEINS, AKHH caM «BTpaTHB Bipy 1 HE Ho6aq1/n‘3‘
yHIBEpCa/IbHI ICTHHH, HAKONMHYCHI €BPOIEHCHKOIO KYIBTYPOIOY,
nonpu ii  BpasNMBICTG [UII  KPUTUKA 1 TOMYJSIPHICTH B
IHTEeNeKTyaJbHUX Koyilax OyJio Te, 10 BOHA JIoTioMarajia BCTaHOBHUTH
TOYHHH MiarHo3 IyXOBHOI XBOpOOU €BPOINEHCHKOI KyNbTYpH, 11O Y
(dopmyItoBaHHI pocmcm(oro ¢inocopa M. BepzmeBa 3BYUHTE SIK
«Oe3peiriiHmii CKeNTHYHMA CaMOCTBEpAHMH paHIOHaHISM» Inmei
[lInenrnepa aKTUBHO OCMHUCIIOBAIMCS 1 3HaXOIWIU Blz[ryK y
MpeACTaBHUKIB pociiickkoi peniriiinoi ¢inocodii, mpo mo cBiguuTh i
MOCKOBChKe BHIaHHS 1922 poky 30ipamka «OcBanba Ilmenrnep i
cytinku €spormy. [Ipukmerrno, mo Ttpoe (M. bepnsen, @. CrenyH,
JI. ®paHK) i3 HOTUPHOX aBTOPIB 30ipHUKA y TOMY K 1922 pomi cranu
nmacaxupamu  «pimococrkoro - mapormiaBy», a  YeTBEpTHH,
4. Bykummas, He CTaB BUTHAHLEM TO[i, ale He YHUKHYB PO3CTpily B
1939-my.

1o >x Moke TpUBaOIIOBATH 3apa3 y Mpalli, 3HAKOBIN I 00U
1920-x? OueBUAHO, 10 HAWBAAIIIIAM MOMEHTOM Y IITICHTJIEPIBCHKiH
MOpQOoIIOTii KyJIbTypHd BHIAETHCS IMOPIBHSHHS W IMPOTHUCTABICHHS
AHTHYHOTO (aImoJIIOHIBCHKOTO) Ta 3aXigHOro ((ayCcTiBCHKOTO) CBITIB,
3a JONOMOIOI0 SIKOTO HakKpaiie iHTepHpeTyBaTI/I Ha JIyMKY
K. }lcnepca SBUIIA AYXOBHOTO XUTTS ab0 CTHIJII MHCTENTBA, TUIH
nactpois”® Tomo. Came Tomy wst mpaust Lllmenriepa BhaBamacs
HaJ[3BUYAHHO aKTyaJbHOIO IUISl LUKIIYHMX €CTCTHYHUX KOHLEMIii
XX ct.?

Otox, 3a nepekonanusm O. llInenriepa, KynbTypa miJ 3aBicy
CBOTO JKUTTS, IIO TPHBAa€ NPUOIM3HO THUCSYY POKIB, MOCTYIOBO
BTpadae CBOIO IIOTCHINIO Ta TIEPETBOPIOETHCS Ha IMBLTI3AIlIO,
MEpTBY, OC3IUTIAHY, MEXaHICTHYHY, CIIOKHMBAIIBKY, ippeliriiny (aie
HE aHTU-peNiriiHy), a ayma — Ha idTenekr. KoHnenmis
O. llImenrnepa 4acTo KPUTHKYBajJIacs 3a iCTOPHYHY HECTIPOMOXKHICTB,
aje, mompHu Iie, iM’s dimocoda mocimo 3HaAYHE Micie B icTopii
KYJIETYpH Ta MUCTELTBO3HABCTBA, MEPEBAKHO 3aBISKU OJIIMCKYIOMY
cTIimio «3aHenany €Bpomm» Ta XyAOKHBO-IHTYiTHBHOMY OIIHCY

= Bepnses H. IIpencmeprtHbie mbican Paycra ...
** Tam camo.

% Tam camo.

26 Jpau I'. B. Mopdonorust kynsrypsi ... C. 17.
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esomouii 3migx crumis.”’ O. IlneHrnep BBaXaB CTHIEM TiTbKH
MepIU BUSAB TEBHUX XYMOKHIX pPHC, a ICTOPiII0 3MIHH CTHJIIB
3akiHuyBaB 1800-M pokoMm, TOOTO, «CIpaBXHIM MHCTEITBOMY, IO
SIKOTO BJ)KE€ HAaBITh POMAaHTH3M $K MHCTELTBO mUBLII3amii~ He
Hatexas. [1i3Hile BiH BIICYHYB MEXY «CHPaBKHBOTO MHCTELITBA) 10
P. BarHepa Ta IMIPECIOHICTIB, NMPH EOMY HArOJOIIYIOYH Ha iXHiii
ippemniriiHocTi, IO € BKE OCHOBHOIO O3HAKOK IMBLTi3alii, Ha
BIIMIHY BiJ pemiridiHocTi MHTHIB 100M Oapoko. PaycTiBchke
MHUCTEITBO BiH BHUCOKO IOL[IHOBYE i B TOTHYHOMY, @, OCOOJHBO,
6ap01<030My BusiBi. O. [lleHrinep MUCTUTE CTHIIB SIK CTHIIb €MIOXH, JIe
ioro  BITMB TOWMPIOETECS  Ha Bci (opMH 30BHIIIHBOTO i
BHYTPIIHBOTO JKUTTA.” Lleil cTuiaeneHTpUYHMN mMOrisd Mi3Hile
3armo3u4aTh NPUXWIBHUKH JYaTICTUYHAX 1 LUKIIYHUX Teopil y
MUCTEITBO3HABCTBI Ta JIiTEPaTypO3HABCTBI.

3a nepekoHaHHIM (isocoda, BCECBITHIO ICTOPIIO TBOPIIIU BICIM
OpHUTIHAJIBHMX 1 3aKPUTUX BEJIHMKHUX KYJIbTYp: €THIETChKA, 1HAIACHKA,
BAaBWJIOHCbKA,  KUTAalWCbKa,  TIPEKO-pUMChKa  (AIOJJIOHIBCHKa),
Bi3aHTIMChKO-apaOChKa, KyJNbTypa Malis a TakoX CyyacHa
3axigHO€EBpoIeichka (U (hayCTiBChKA), IO MPOMUIIIA KijdbKa CTamid
(pOMaHCHKUI CTHIIB, TOTHKY, PEHECAHC, 0apOKO, POKOKO).

Haiiyactime O. lllmenrnep Harojomye Ha  BiAJaJeHOCTI
QHTUYHOT KyNnbTypu (KyJIBTypH Tijla) BiJ 3aXiZHOEBPOIEHCHKOT
(KyIbTypu JIyXOBHOI, CHMBOJOM skoi € DaycT), Ha BiACyTHOCTI
ICTOPUYHOT ~ TATJIOCTI aHTHYHOCTI Ta  €BPOMEHCHKOI  KYJBTYD.
HasuBaroun BiciM  KyJNbTyp, MHCIUTEIL BCE K  3ICTaBIISE
aToJUIOHIBCBKY, (bayCTiBCLKy i MariyHy KyJbTypH, 3BOJUTH IIiCTh
KyIIbTYp J10 onHiel MarigyHoi (CI/IMBOJ]ILIHOI) TobTo, TIIPOCTENKYETHCS 5K
Opi€HTAaIlis] Ha MTOBTOPIOBAHICTh, LMKIIYHICTh, TAK 1 HA JTUCKPETHICTh
eToX.

Cpoio x mpamio O. Ilnenrnep Oyaye rnepeBakHO Ha
3ICTABJICHHI aHTHYHOI Ta 3aXiAHOi KyabTyp. OCTaHHIO BiH Oaunth
CaMOi30/1b0BAHOI0 BiJl Oyjb-sKMX BIUIMBIB i OJZHOPIXHOIO B CBOIif
ippauionansrocti. Tak, BiH, Hamomsirae Ha Tomy, mo Penecanc 6ys
HiIKMM He TPOJOBKEHHAM aHTHYHOCTI,”’ mo ['OTHKa — Ie €IuHe
MiATPYHTS LBOTO CTHJIIO, KOTPUH HIKOJIM HE TOPKABCS CIPaBKHBOT

2 Yepnos WM. M3 nekiwmii mo treopetuyeckoMy nureparyposesenuto. bapoko. Jluteparypa. Tapry,
1976. C. 117.

2 Inenrnep O. 3akar EBpomnsl. Poctos-Ha-/{ony : ®ennxkc, 1998. C. 286.

 Tam camo.

% Tam camo. C. 342.
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AQHTUYHOCTI, @ THM OUIbIIE PO3YMIB YU «3HOBY TIEpeKHB i’

HaszuBaroun I'otuky i Bapoko ¢aycTiBcbkumu y HailBHIIOMY CEHCi
bOro cnoBa, neBHEMH mnpadesomenamu,’” O. Ilnmenrnep Boiie
O0auntu PeHecanc mBHIIE SK BUHATOK i3 MPABUIL, SK MUCTELTBO, IO
He 3Ha€ mpobleM,” i OpieHTOBaHE HA CEpPeIHBOr0 CIOKMBAYa. BiH
3a3Hauae, 10 JroAu PeHecaHCy He Bi,[[‘lyBaIOTL rIuOUHHM, Ha BiZ[MiHy
Bi mroneit bapoxo, SAKHM NOTPiOHI Jaii, TAEMHULI Uil BHYTPIIIHBOT
My3uKH ixHpoi mymi.’* To6To crocTepiraeMo BiBEpTO HeNpHs3HE
crasiaenHs llnenrnepa po Penecancy, SHAUCHHS - AKOTO TOM
NPUMEHIIYe, MOJAI0YH He 3aBXIH KOpeKTHHil aHami3.” [IpukMeTHO
TaKOX Te, IN0 Ha BigMiHy Bif I'erens, xorpuii ybOauaB imean y
KJacuuyHOMy (amoJutoHiBcbkoMy) muctentsi, O. lllneHriaep BUCOKO
NOI[IHOBYE CHaJ0K eroxu bapoko, sIKy ySBJISIB BUCOKHM 3aBEPLICHUM
THIIOM MUCTENTBa, BUIIMM 3a Penecanc.’® THIonoris MuCTenbKuX
CTHJIIB npountyetbest y O. Hlnenrnepa 1 B TBEpIKCHHI npo Te, Mo
lotuka i bapoko sk THIIONOriYHO 6JII/IBI)K1 eroXU €, BiJIIOBIIHO,
FOHICTIO i CTapiCTIO 3aXifHOI KyIbTypH.’

TakuM 4YMHOM, 30CEepeIKEHHs Ha NPOTHCTOSHHI aHTUYHOI
(amosutoHIBCEKOI) 1 3aximHOI (Q)ayCTiBCLKOT) KyIbTYp 6yno
HaJ3BUYalHO  aKTyalbHUM A AyaliCTUYHO-LUKIIYHUX 1
CMOXOIEHTPUYHUX KOHIICMI[IM, IO 3apOoJWIUCSI B €BPOICHCHKIH
ryMmaHiTapuctuii Hanpukiami XIX — neprroi moxoBuHN XX CT.

3ayBaKMMO, IO Li Teopii KyJIbTypHO-ICTOPHYHMX 3MIH Iepen-
0auayii YepryBaHHs JIBOX OMO3UIIIHUX THUIIB XyI0XKHBOTO MHUCIICHHS:
KJIACHIIUCTUYHOTO  (PEHECAHCHMH, pealiCTHUHUN) 1 0apoKoBOTO
(cepeL[HLOBquI/Iﬁ poManTHyHHi). [luMu BU3HaYEHHAMU nepeniK
OIO3HIIfHAX THIIIB HE BHYCPIIYBABCs, METaQOpHUIHA PISHOMAHITHICTH
iXHIX Ha3B YaCTKOBO 3MIHIOBANa AKUEHTH 1 3BCPHEHHS JO PI3HHX
«WIEHIB» JAUXOTOMIYHOTO psAy: anoJUIOHIBCHKHUM / TiOHICIHCHKH,
op¢iunuii / MIOHICIHCHKUM, armoJUIOHIBChKHM / (paycTiBChKHUi, parioHa-
JTICTHIHAH / ippaIliOHATICTHYHIMN, TIEPBUHHUMN / BTOpUHHUH, CEpeIHbO-
BiYHMH / MPOCBITHULUBKUHN, KIACHLMCTUYHUH / MAHBEPUCTUYHHUH, MOHO-
JIOTIYHMH / JiaNloTiuyHul, CEeKYJSIpHHUM / cCaKpaJbHUM, JEeHHUH /HIYHUN
TOLIO.

3! Tam camo. C. 345.

32 Tam camo.

33 Tam camo. C. 384.

* Tam camo. C. 381.

33 Yepuos U. [ur. Bua. C. 121.

*¢ Tam camo.

37 Inenrnep O. Lurt. Bux. C. 306.
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Y 1pOMYy KOHTGKCTI HE MOXHa 3abyBaty, WO HayKoBe
OCMHCIICHHSI OHTOJIOTIYHOTO Ta €CTETUYHOTO Iyalli3My 3’SIBHIIOCS Y
npasgx . Himre, 30kpema B «HapomkenHi tparemii i3 ayxy
my3uku» (1872 p.), e mocTana Bimoma AMXOTOMIsl pamioHaJIEHOTO—
ippeanbHOro  (aIMOJUIOHIBCBKOTO Ta  JIOHICIHCBKOTO) SK  JBOX
TEHJEHLIH KyJIbTypHOro OYTTA, 1 Oyno HaWNpOMYKTUBHIIIUM Ha
3mami  XIX—-XX cT., KOMM «3arocTpeHe BiAYYTTS BHYEPHAHOCTI
oJIpa3y K 3HAWIIO CBOE BiIOOpa)KEHHS B €CTCTUIHO- (binococl)CLKHx
KOHLIETLIAX TOTO uacy. B ixHIO OCHOBY Jsirjia izesi LUKIIYHOCTI
PO3BUTKY KYIBTYPHY.

BucnoBkn @. Himme, sxi BiH (hopMye y TUIONIMHI €CTETHKH, HE
BTOMJIIOIOUMCH MTOBTOPIOBATH JAYyMKY IPO Te€, LIO iCHYBaHHS CBITY MOXeE
GyTH BHIIpaBJaHE JIMIIE SK CCTCTHUHMII (DEHOMEH, BiIryKHYJIHMCS B
MHUCTEITBO3HABYMX KOHIENiAX KiHmg XIXcr., a Bke B Teprm
necATHNTTs XX  CTONITTS JMXOTOMIYHE MHCICHHS 1 pO3DIsia
MEHTAIBHUX CTPYKTYpP SIK 3MIiHH JIBOX Hanps[MlB THITIB, TIOHATD CTae
HaJ[3BUYaliHO TOTIYJIAPHIM B €BPOTICHCHKIiT FyMaHlTaleI/I naymi,” 6o B
TOBITPI «HOCHIHMCSD)  iei, sKi 3a KiibKa POKIiB 3’SBISITECA YKe
MepeoCcMuCIeHI W odopMIIeHI SK HaykoBi Tipari Ta ¢imocodebki
TPaKTAaTH.

[MiaTBepmKyeE 11e 1 JOPOOOK IIBEHIIAPCHKOTO MHUCTELTBO3HABIIS
I'. Benbhrina, OCHOBOITOJIOKHHWKA CY4YacHOTO MHCTEITBO3HABCTBA,
BH3HAHOTO «peabimitaTopa» Bapoko,* sk cTumo, Tak i enoxu. Y mpaui
«Penecanc i Oapoko. JlocmiKeHHs MPO CYTHICTh 1 IOXOIKEHHS
cTimo 6apoko B Itamii» 1888 POKY BiH TEpIIMM BHILIHB bapoko sk
TEBHY CTHIBOBY €XHICTH- Ta 3aI04aTKyBaB BHBYCHHA bapoko sk
SIBUIIA CTHIIO, BHCYHYB i1er0 po 1CHyBaHH;1 JIBOX TUMIB KyJIbTYpH,
JIBOX YHIBEpCallid, KOTpi YEePTyIOTHCA: JIHIHHOTO # JKUBOIUCHOTO, 1
(akTH4HO 3acHyBaB (OpPMaIbHY MapajurMy BHBYEHHS MHUCTELBKHX
cTuiiB, 30kpema Penecancy # bapoxo. B. Ilerpos (/lomonTOBHY) y
aBTobiorpadiunomy TBOpi «bojorsHa Jlykpo3a» TOBOPHUTH PO
BeJIMKMH BIUIMB Teopii . Benbdmina Ha ykpaiHCBKHX MOJIOIUX
iHTeNneKTyaniB, 60 came Bin Tiel BenbhminiBebKoi mpartli (3ragyeTses

38 Hysipak JI. Ykpaina, CTpaBHHChKHUA i €Bponelichbkuit aBanrap) noyatky cronirrs. [. Hezanexcnuii
Kynomyponoziunuil yaconuc. 1996. Ne 7. C. 62.

* Huwe @. PoxzeHue Tpareaun u3 ayxa myssikn. CII6. : AsGyka-kmaccuka, 2005. C. 34.

40 Yepnuos U. Lur. Bua. C. 115.

! Merpos B. Ipo6emu IiTepaTypo3HaBeTBa 3a octanHe 25-mits (1920—1945). Bikmop empos.
Poszeioku: V 3 m. / ynopsinkys., nepeamosa i npumitku B. Bproxosenpkuit. Kuis : Temmopa, 2013.
T.2.C. 808.

2 Yepuos U. Lur. Bua. C. 64.

3 Tam camo. C. 59.
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MUCBMEHHUKOM  pocilickkuii  mepekiax 1913 p.), TIPUXOIIO
PO3yMiHHSI 0apOKO SIK CTHIIIO CTIOXH. * Ines emoxu crama omHi€ro 3i
CKJIAJIOBUX Yy «CHCTEMi TOTIISIiBY * Torouacuux ryMaHiTapiiB, sKi
HaMarajucs 3’sCyBaTH Oe3MOCepe/HiN 3B'A30K MOHATTS «EMoxa» 3
TTOHATTSM «ICTOPUYHOTO aHTUTETU3MY», (YHKIII Herarlii, «IpsMoro
3alepeyeHHs K NPUHIMIY, IO BHU3HAYAE OCHOBH (popMyBaHHﬂ
ICToquHHX CBITOIJIA/IIB, AKi ICTOPUYHO MPUXOSITH OJWH HA 3aMiHY
omHoro».*

B ykpaiHCBKOMY MHCTEITBO3HABCTBI MEPIINM, XTO MiHIC 1€T0
«IHKIIIBY) YU «EIMOX», XTO PO3IIIAAaB MUCTEIbKI SBUIIA B IMAHEHTHUX
pamkax, OyB, 3a mepekoHanHsM B. IlerpoBa, axamemik @. I. [lImit
(HiMeLbKe 3aKiHYCHHS MPi3BUIIA «IT» 3MiHMB Ticis 1924 poky, mo0
YHUKHYTH 3BHHYBAYCHb Yy KOCMOHOJIITI/I3M1) Bi3aHTOJIOT, apxeoror,
MUCTEITBO3HABEIh 1 MYy3€€3HaBellb, iICTOPUK 1 FpOMa,ZlCLKI/II/I sy,
skuaid 3 1912 poky mo 1921 BukinagaB y XapKiBCbKOMY YHIBEpCHTETI,
a 3 1921 mo 1924 poky mpamroBaB y Kuesi, B xomiciax BYAH Ta
KuiBcbkOMy  XYIOXHBOMY IHCTHTYTI, a TicIs Tepei3gy o
Jleninrpaga OyB wieHoM ToBapucTBa HOCHIAHHUKIB YKpaiHCHKOI
icTopii, mrceMHOCTi Ta MOBH B JleHiHTpami, ctBopeHoro B. Ileperiem
y 1921 p. HayxoBenp, sikMil AOKJIaBCA OO CTBOPEHHS MY3€HHHUX
KOMIUIEKCIB Ha TepuTopii Ykpainm Tta Pocii, 30kpema iHilitoBaB
cTtBopeHHs Komicii BAYH, a 3romoM HayKOBO-IOCHTIIHOI YCTaHOBU
«Cobiz Kuiscpka» (ouomoBaB My3eil Codiiicbkkoro cobopy) 1
JlaBpCcBbKOTO My3€r0 KyJbTiB Ta mo0yTy (1923-24 — iforo aupexTop), a
TaKOX MYy3eHHHX KoMIUIekciB HaBkojio IletepOypra, B ['arumni Ta
[lereprodi, OyB dizuuHO 3HUIICHUN PaASHCHKOK Biagor 1937 p.
Ane mie BaiTky 1919 p. @enip LIMiT mianucyBas KOJIEKTUBHUHA JHUCT-
3BEpHEHHS XapKIBCHKOI 1HTENIreHIl 10 BUEHUX 3aX0ay 3 IPOTECTOM
[IPOTH YEPBOHOTO TEPODPY, BiNUyBAIOYHM MPHXiJ «Peirii AMSBOIA»
Ta PO3TOPTAaHHS «pENiriiHoi apamm» HoBoro CepenHpoBiyusa (3a
M. Bepagesum). 3a 1me #Woro BecHOrO 1921 3acyamid VYMOBHO
XapKIBCHKUM PEBTPUOYHAIOM 10 TPHOX DOKIB IIPUMYCOBHUX DOOIT, a
Muxkona bepasteB 1922 poky mOpHUMYCOBO CTaB  I1aCa)KUPOM
«pUIOCO(PCHKOT0 IAapoIUIaByy», IO a0 HOMY MOIIHUBICTH 1034
mexxamu CPCP po3MipkoByBaTH HaJl HOBOIO iCTOPI€I0, €OXaMH JHS 1
HOU.

44 JlomonToBuu B. bonotsana Jlykpo3sa ... C. 293.

* Merpos B. TIpo6iemu iteparyposHaseTea ... C. 808.

*8 Tam camo.

47 Kosnanenko H. I. ILImit ®Denip IBanosuy. Enyuxnoneoisa icmopii Ykpainu: T. 10: T-51. Kuis :
HayxoBa nxymka, 2013. URL: http://www.history.org.ua/?termin=Shmit _F.
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Ceoro konueniito ®exip IMmiT, yust AisIBHICTE HE MOTJIA HE
OyTH TIOMiUeHOI0 KHiBCBKUMHU TyMaHiTapisMu y 1910-1920-x pokax,
chopmymoBaB HezanexxHo U ogrovacHo 3 O. lllnmenrnepom, aBTopom
emoxaiapHOI mpari «3aHeman €Bp0HI/I»,48 onHi€l 3 MiABaJINH
MOJIEPHICTUIHOTO CBITOTIIAAY. Takok HE MOYKHA HE TIOMITHTH BIUTHBY
Ha Tteopito @. IlImita wonmemii I Beﬂ(pniﬂa MHOJ0XKEHHSI SKOI
IHTETPYIOTh y CBOI JOCHI/DKCHHS OKpiM  (hopMalicTiB TaKoK
NPUXHIBHUKH SIK COLIONOriuHOro miaxomy, 3okpema A. Illampait,*
Tak 1 KyJeTypHO-ictopuyHoro (M. 3epoB). Bwuronomeny x
@. Imitom 1919 p. y KuiBcskomy HaykoBomy ToBapucTBi nexiiito,
Ile po3KpuBajacs ifmes MUKIiYHOCTI enox, B. [lerpoB (JloMOHTOBHY)
Ha3WBa€ TaKOKW, M0 BIUIMHYJa Ha (OPMYBaHHS  KHiBCBKHX
IHTeNeKTyasliB 1 30KpeMa THX JITEpPaTypO3HaBIIB, KOTPl «AK
MUCHMEHHUKHN OyNH 00’ €THAaHI B TYPTOK «HEOKIJIACHKIBY.

Tak, Oe33amepeyHuii  aBTOPUTET  LBOTO  JITEPATYPHOrO
HeopMallb-HOTO TOBaprcTBa MUKoiIa 3epOB y CBOEMY iCTOPHYHOMY
Hapuci «HoBe ykpaiHChbKE TNHCHMEHCTBO» ICTOPiIO YKPaiHCHKOTO
nmuceMeHcTBa  XIX—XX cT.  ysBISIB  SIK  KapTHHY —«IIOCHTiZOBHOTO
TAHYBaHHS I1’ATH JITEpaTypHUX Tedill — KJIaCHIHOI, CCH];I;IMCHTEU‘ILHOT,
POMaHTHYHOI, PEATCTHYHOI Ta HOBOPOMAHTHYHOD»,”  3BHYANHO,
po3yM1I0q1/1 HalllOHATEHY cneunq)ncy KOXKHOTO CTHJIIO, KOJIU «OJIHI
3’IBIIIOTBCA Yy HAC 13 3aMi3HEHHAM 1  [EePeXOosTh, HE
BUKPHCTAJi3yBaBIIUCh, 1HIII, HABMAKH — BUSBIISIOTHCS CHIJIBHO 1 Pi3KO,
TPHMAIOTBCS  JIOBIO i TMmoTiM }IKI/II/ICB Yyac TMEpeXUBalOTh cede B
3aCTUIIIAX, CKaM’ STHUTUX (bopMax» M. 3epoB, sK Harojoluye
B. Ilandenxo, mokasysas 3M1Hy XYAOXKHIX CTHIIB, IO iL[yTL
«XBWIIMIY. Y mTepaTypl nepuioi nojaoBuHU XX CT. aBTopI/ITeTHI/II/I
KPHUTHUK crIOCTeplrae TaKOXK ,Z[yaJ'IICTI/I‘IHC 3MaraHfs, <«JIiapxito,
JIBOEBIIACTS MiXK HEOPEATi3MOM i HEOPOMAHTH3MOM - ToIr0. M. 3epoB
y cepii crareii «Adfontesy 3aknmKae THX, XTO Ha3WBae ceode
MPOJIETAPCPKUMH TIMCHMEHHUKAMH, BHUBYAaTH HAOyTKHA €BPONEHUCHKOI
KyJIbTYpH, B sIKUX XuBe «ii ayma ((aycTiBcbka 3a BH3HAYCHHSIM

* Masnnaxo C. Ha 3BopoTHBOMY Gowii aBTenTHuHOCTI. Kynbrypdinocodis erposa-JoMOHTOBHYA-
Bepa (1946-1948). Cyuacnicms. 1993. Ne 5. C. 113; Tlerpos B. IIpoGiiemu siTepaTypo3HaBCTBa ...
C. 808.

* Mamko O. Icropux miteparypu Araniii llampaii: Texct, TBip Ta otouenns. Croso i Yac. 2021.

Ne 5(719). C. 81.

%% [Merpos B. TIpoGinemn miteparypo3HarcTaa ... C. 808.

3! 3epoB M. Vkpainceke mucbMeHcTBo. Kuis : Bua-so Conowmii [TaBnmnako «OcHoBm», 2003. C. 15.

52 Tam camo. C. 15.

%3 Tam camo. C. 17.
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O. Ilnenrnepa).>*  Bucokoocpiuenmit M. 3epoB  posmiymadye
nonoxkeHHss  O. lllmeHrnepa, Harojomyroud, IO «BiH 3aBXKIM
pO3TIIsiaB  iCTOPIFO JIFOJICBKOI  KyIbTYpH SIK 3MiHy CBOEPITHUX,
3aMKHECHHX y COOI, CKa3aBIIM BHCOKMM CIIOBOM IHIIOTO MHCIHTEIS,
«KYJIBTYPHO-iCTOpPHYHEX THMIBY. 3posymimo, mo M. 3epos 6yB
MIMPOKO  OOi3HaHMK i3 ~ BaroMUMH  3aXiJHO-€BPONEHCHKUMHU
€CTETUYHUMH KOHIIENIISMA T4 MUCTCILKUMH HalpsMaMd TOTO Yacy,
30KpeMa, i3 Teopi€ro KyJIbTYpPHHX XBWJIb, SIKA caM€ B MOr0 KOHLEILi
LIMPOKO HE PO3BUHYJIACS.

HpI/IKMeTHO 110 Mukona XBUIIbOBUH, AKOTO, HA JYMKY IpoJieTap-
CBKHX KPHTHKIB, «pO370KHB» M. 3epos *0 | 3arajoM HEOKIACHKH, TEeX
OCMUCIIFO€ LUKJIYHICTB 1 AyaliCTUYHICTB Y KyJbTYPHOMY PO3BUTKY. Tak
y mucTi 1925 poky 10 CBOTO aBTOPHTETHOro Kojerwm M. 3epoBa, Jeski
(bparmeHTH sIKOTO Ti3HIME OYyAyTh po3ropHYTI y mamdrueri «Jlymku
OpPOTH Tedil», MUCHbMEHHHK KOHCIEKTHBHO PO3KPUBAE CBOI ITOTJISIH,
3iMepTi Ha iel0 PO YEepryBaHHS JBOX THUIIB XYIO)KHBOI TBOPYOCTI.
M. XBWIbOBUH TEPIINA TAN BUBOAWTH 3 aHTUYHOCTi, JPYruil — i3
xpuctusiHcbkoro CepenaboBiuus. [lepiimii, TOBOPHTH aBTOp, «Xapak-
TEPU3YETHCS KYJIETOM 3eMHOI — 30pOBOI 1 paiCHOI — KpacH, TSHKIHHAM
IO 3eMJI, APYrHd XapakTepU3yeTbCs XPHCTUSHCHKAM Iyali3MOM,
TIOJIBOEHICTIO, TSDKIHHSIM y HeOO».”" 3apa3, Ha IyMKy MHCHMCHHHKA,
KYJIBTYPHHH PO3BHTOK 3aKiHYMBCS nepemoroio CepeHboBiuds, oMy
cBimueHHsM e gekamanc.”® Ilpo CHOIB3BYYHICTH  Hi€l emoxu 3
CepennpoBiyusiM roopus i M. Bepases, i B. [lerpos. M. XBuiiboBHid, siK
NPUXWIBHUK ~KJIACULMUCTUYHOI MOZENi, 3aKIMKae 3BEPHYTHCS JIO
AHTUYHOCTI, MO0H Bi,[lpO,ZlI/ITI/I «IyX PajocTi i KyJbTy 3eMHOI Kpacuy»’® 3
METOIO YTBEP/PKEHHS «EBPA3iiiCEKOro PEHECAHCY».

TakuMm 4nHOM, came ines emoxu Oyna OIHIEID 3 TOJOBHUX Y
«cHucTemi HOFJ]}I,Z[IB»6O IHTEJIeKTyaliB MepPIINX JeCITHIITh XX CT., IKUMU
€ 1 «HEeOoKJIaCHKM». Y MeXaX IbOTO OCEpeKy, MOB'SI3aHOTO MPSIMO YU
OTTOCepeIKOBaHO i3 (himocodamMHu «KHIBCHKOTO KOJIa» Ta iHITMMHA
niepIiiaHisMu, OyB 3’COBaHUT Oe3MOoCcepe/IHii 3B'I30K IMOHATTS «EIoXa»
3 MOHATTSM «ICTOPUYHOTO AHTUTETH3MY», (YHKIII Herarii, «IpsMoro
3allepeueHHs SK IPUHLMILY, [0 BH3HAYa€ OCHOBU (HOPMYBaHHA

>4 3epos M. AdFontes. Muxona 3epos. Teopu: ¢ 2 m. Kuis : Jlainpo, 1990. T. 2. C. 569.

> Tam camo. C. 580.

%6 Tam camo.

37 Xeunbosuii M. JInctn 10 Mukonu 3epoBa. Murxona Xeunvosuii. Teopu: B 2 m. Kuis : {ninpo, 1991.
T. 2. C. 865.

> Tam camo. C. 866.

> Tam camo.

 Merpos B. TIpo6iemu mitepaTyposHaseTsa .. C. 808.
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iCTOpI/I‘IHgIIX CBITOIIS/IIB, SIKI ICTOPUYHO MPHXOIATH OIMH HAa 3aMiHy
omHOTO»,  CcTBepKyBaB B. IletpoB (JloMoHTOBHY).

Omxe, moBepratounch g0 konnemuii  @. [ [lImita, sk
HaTXHEHHWKAa KHIBCBKMX TyMaHiTapiiB MOJEepHICTChKOI 700w,
3a3HAYNMO, 1110 MUKIIIYHI el OyJIu po3ropHyTi B mpami «MHUCTENTBO:
OCHOBHI TpoOiemu Teopii Ta icropii», BuaaHiii 1925 poxy Bxke B
Jleninrpani, kyau @. llIMiT mepeixaB Hanpukinii 1924 p. YV cBoiit
MUCTEIBKIH THITOJIOTIi BUYCHHH BH3HAYAE MIICTh CTHIIIB, PO3MIIECHUX
MO KONy, SIK€ IUIMTBCS TO TOPU3OHTANi, Jie Bropi po3TalIoBaHi
00’€KTMBHI CTWIi: HaTypadisM (KOMIO3HIs), peanisM  (pyx),
1TF0310HI3M (HpOCTip) HwkHas X dYacTMHa IHOTO KoOjJa — TIe
cy0’ €KTI/IBH1 ctuii: izeanisam (popma), ippearizm (pUTM), IMIIPECioHI3M
(cBiT0).%” Tlozi IHOrO 3aMKHYTOrO KOJA MO BEPTHKAN A€ e OJHY
kiacu(ikaIiifo: 3 0HOTO0 OOKY PO3TAIIOBYIOTHCS CTHI 3 YSBICHHIMHU
3aranbHUMU (1ealti3M, HaTypai3M), a 3 IHIIOr0 — OJUHUYHUMHU
(UUTI0310HI3M, IMIIPECiOHI3M), TIOJTIOCAMU SIKO1 € peayi3M Ta ippeaiizM.
Pyx mo xoiy BiOyBa€eThCs 3a 3MEHIIICHHSIM 3arajlbHUX YSBJICHb caMe
BifI ippea.ni3My (1) no ianeciOHi3My (6), posraroByroun iHI cTrii
Tak: igeanizMm (2), Harypatizm (3), peamsM (4) imro3ioni3M (5). OTxe,
IMIOpECioHI3M MMOBHHEH MPUBECTH JI0 ippeati3mMy, 3 SKOTO i MOYHEThCS
HOBE KOJIO.

@. I1IMIT TOBOPHUTH TPO 3aMKHEHE KOJIO, Je KOXKEH CTHIIb 3MIHIOE
CBOTO TIOTIEPEHNKA HE TUTBKY SIK 3allepeyueHHs], aje 1 K JOMOBHEHHS Ta
yrouHeHHs.”. CBoro Kiacu(ikallito BUCHHUH BBaXKaB, 3BHUYAWHO, HE
a0COITIOTHOIO, 3aCHOBYIOYH Ha MPHHITUITI JUHAMIYHOTO PyXy, J¢ KOXKHA
HACTYIIHA CTaJisl € MIOJI0 TIONEePEIHBOI OJJHOYACHO 1 BUIIOKO 1 HIXKYOFRO, 1
MaiOyTHIM, 1 MHUHYJTHM. 3aMKHEHICTh THIIOJIOTIYHOTO KOJIa, HA JTYMKY
BYEHOT0, A€ M0>I(J'II/IBICTL HE BWITYCTUTH 3 TIOJS 30py Oyab-sIKuit
muctenpkuit T8ip.” Y mONOKEHHAX HOro mpamb igeThcs He Tak Ipo
XyJIOXKHI (OpPMH, SIK MPO apXETHIH XYI0KHHOTO MHCIICHHSI, IO Tiepe-
OyBarOTh MK JBOMa TIOJNIOCAMH: PAIliOHATLHUM Ta 1ppaIlioOHAEHIIM.
Huxmiuna konnenmis @. [1Imita € Giusbkoro 10 nosuii ['. Benbguina,
ajie Mae 1 CBOI 111 He JOCIiKEH] TOPH30HTH.

¢! Tam camo.

82 [Imut @. Y. U36pannoe. ckycerro: IIpo6inems Teopun 1 uctopun. Cankr-TerepGypr : Lentp
ryMaHUTapHbIX MHULMATUB, 2012. C. 261.

% Tam camo. C. 72-73

6 Tam camo. C. 73.

% Tam camo. C. 262.

% Bracos B. T'. MastTHuK UmKeBCKOTo, HJIM KaK UCTOpHsl yOuBaeT reHues. Jlo6aBieHns K TEOpUH
MIPOrPECUBHOTO LUKJINYECKOro pa3Butus uckycctsa ®. W. llmura. Apxumexmon: uzgecmus 6y308.
Maprt. 2015. Ne (49). C. 11.
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TakuM YHMHOM, Yy HUKIIYHO-TUXOTOMIUYHUX KOHIEMI[SX 3MIiH
KyIbTypPHO-ICTOPHYHHX €MOX CIIOCTePIiraeThCs K HACTAHOBA Ha IXHIO
JWCKPETHICTh, TaK 1 JIallOriuHiCTh, IIO BHSBISETHCS MEPEBAKHO Y
3arepedeHHi OJTHOTO TUITY CBITOOAUESHHS 1HITMM, aHTUTETHYHUM.

Po3kpuTH ceHC HOBOI €MMOXU MparHyB 1 POCIHCHKUNA MHCITUTEITH
Muxona bepnses, skuii tak camo, sk i O. lllnenrnep, He OyB
NPUXUIBHUKOM TeOopii mporpecy, Bil4yBaB HACyBaHHS KaTacTpodizmy,
MOB’sI3aHe 31 3MIHOIO TEMITy ICTOpii, 3 IepexoAoM 0 HOBOI
1CToquH01 n00M, O3HAKU SIKOi CTaloTh Bl[l‘lyTHI/IMI/I CHOYATKY B
IOYXOBHIH JIHICHOCTI, a MOTIM yXke B ICTOpI/ILIHII/I peaIbHOCTI. I/Ioro
Teococbcm(a KOHIIETIITis, BBEIEHA «B HAYKOBUI JMCKYpC 1923 pOKy»

i no6y/:[o13aHa Ha ICHYBaHHI NOMIOHO 10 «NPHILIMBIB i BiJMIMBIB,
IiIHOMIB 1 CIyCKiB» "~ PUTMIYHOT 3MiHH 110X i THIIB KYJIBTYPH, KOTpi
B iforo iHTepmperanii OTPUMYIOTh Ha3By ACHHHX 1 HIYHHX, IIO
KOPEIIOIOTh 13 IHIIMMH HOT'0 BU3HAYCHHSIMHU: CEKYJISPHI Ta CaKpasbHi.
Enoxa comianbHO-TOMITHYHAX KAaTaKIII3MiB 1 KaTacTpod, eCTETHIHIX
MIOBOPOTIB MoyaTKy XX CTONITTs croHykana M. bepaseBa 3asButn
PO Tepexiz ycix cdep CycmiabHOro i JYXOBHOTO JKUTTS O «HOBOTO
CepeaHpoBITUY, IO ippallioHaTi3My CepeTHLOBITHOTO THITY, 10 Yacy
«HOYi» (0e3 HEraTUBHOTO 3HAYEHHS), 0 CaKPaJIbHOI eMOXH 00pOTHOU
penirii bora i penirii #ioro antumnona. Yac nepej; mMpuUxoaoM HOBOI
I00M, KONMHM CYTIHKM HalTeMHimn, ¢izocod MOpIBHIOE 3 €moXOoro
3aru0eni aHTHYHOTO CBITY 3 HOrO KyIbTYpOM, IO OaduThCS HUM
HabaraTo Bumol 3a muBimizanito XIX cr. IlpukMerHo, mo mpo
nepexig 10 «HoBoro CepeaHbOBIUYA» TAaKOK I'OBOPHUB CyYacHUK
M. BepasieBa, cBitorisimHo Onu3pkuil 10 Hboro, llerpo Birwumi,
HArOJIOWIYIOYH HA TOMY, IO CTPYKTYpYy BCECBITY SK CHCTEMY
KOHLEHTPHYHUX cep «cTaporo CepelHbOBINLD) sKpas 1 He
MOXUIMBO Oy/Ae TOBTOPUTH B HOBUX pealisix,” aje MnoTpioHo
«3BUtbHUTHY KynbeTypy Bin LlmBimizamii i HaBmakw, o J03BOJIUTH
PO3MEKOBYBATH  (KONIEKTHBHE poONeHHS» Ta «iHIUBIRYyaJIbHY
TBOp‘llCTb» ' Jlo peui, I1. binunni 3ayBakyBas, mo me 1o [Inenrnepa
«BOYMIUBI»  Jfoxd  mobauwny  maHyBaHHsS —Han  KynbTyporo

%7 Bepasie H. Konen Peneccarica (K COBPEMEHHOMY KPU3HCY KyJIBTYDBL).
URL: http://www.odinblago.ru/konec_renessansa.
o8 Bproxosenpkuii B. Lut. Bua. C. 41.
0 Bepnses H. Hooe cpeanesekoBbe. PasMblnienue o cyanbe poccun u EBpomnkbl.
URL: https://www .libfox.ru/169610-2-nikolay-berdyaev-novoe-srednevekove-razmyshlenie-o-sudbe-
rossii.html#book.
;[: Bunsiu I1. TIpo6iema HoBoro CpenneBekoBbst. URL: http://journals2.rhga.ru/upload/iblock/.pdf.
Tam camo.
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I_[I/IBiJIi3aui'1',72 MiATBEP/UKYIOUYM  HEBWIIQJKOBICTH  MOSIBHM  Ha
IHTENIeKTyalIbHOMY €BpoIielicbkoMy ropu3oHTi npami O. Llnenrnepa.

Orox, woBum CepennboBiudaM M. bepases HasuBae B
KOHTEKCTi PHTMIYHOI 3MiHHM €IIOX Iepexil Bij pauionanismy Hosoro
4acy 110 ipparioHami3My Ta HaJHALIOHAI3MY CePeHbOBIYHOIO THITY.
3a nepexoHaHHsM ¢inocoda rymanizm HoBoro wacy Buuepnan cebe y
BCiX cepax KyabTypH Ta CYCHUIBHOTO XHUTTS 1 IPUXOAUTH 0 CBOET
NPOTHJICKHOCTI, [0 3alepedeHHs 00pasy JIOAMHH i TOBOPOTY 10
bora. ABTOp MOpIBHIOE OCHOBH JIBOX €IIOX, 30KpEMa CepeHbOBIYHY
TCOLICHTPUYHICTE  Ta FYMaHICTI/I'-IHI/II/I IHIUBIAyami3M, JyXOBHE 1
MaTepianbHe, BHYTPIITHE i 30BHIITHE TOIIIO.

M. BepasieB HOBY 100y Ha3uBaE€ CakpalbHOIO 332 CBOIM THUIIOM,
00 Bci CTOPOHHU OYTTS CTAIOTh IiJl IPANIOPH PeNiriiHol 60poThOH, X0U
OM KUTBbKICHO TIlepemarajga W He penirida Xpucra. Hemapma i
OINBIIOBU3M, B SIKOMY € 3aMEXOBICTh i MOTOWOIYHICTH, MHUCIUTEID
BIIHOCUTh N0 HIYHOI cTuxii HOBoro CepemHhOBIUYS, «HOBOI
caTaHOKpaTii», MOBCTaTH MPOTH $KOi MOBHHHA OHOBIeHa llepkBa
XpuctoBa. IloBepHeHHs 10 CepeaHbOBIYYS € TOBEPHEHHSIM 0
BHIIOTO PEJITIHHOTO THITY, A0 IOIIYKY CBOOOIM B pEIirii, BBaxkae
M. bepasieB. BiH crnpaBemanmuBO 3asBHTH, IO IICHs HOBOI icTOpil
HEMOJXKJIMBO TIOBEpHYTHUCS 10 craporo CepeiHbOBIYYs, MICIs SKOTO,
0 pedi, HEMOXJIHBE OyJ0 TOBEpHEHHS A0 CTapoi aHTUYHOCTI, a
MOJIHBE OyJO JHIe TOCTaHHA BilpoJpkeHHS, CKIAIHOTO CHHTE3Y
XPUCTUSHCHKUX 1 @HTHMYHUX TepBHIB. ToOTO, MPOYUTYEMO TYT
Bapiallito TyMKH IIOAO AWCKPETHOCTI Ta OMHOYACHO 3MATHOCTI IO
KOMyHiKaui'i THIIOJIOTIYHO IMOIIOHMX CTHUILOBHX €II0X, mpo 1o
Ti3HIIIe FOBOpI/ITI/IMeB HeTpOB M. ®yKo Ta IHII MUCIUTEI.

Ille xinbka PpOKIB JO TIOCTAaHHS KOHIENII «HOBOTO
CepennboBiuus» M. bepnseB rmmboko anamizye Kpu3y TyMaHi3Mmy,
SKUW TIocTaB 13 ayXy PeHecaHCy, B €BpOIEWCHKIN KyNbTypi moom
nosutuBisMy XIX cr.,” 1eMOHCTPYIOUH He TBOPHi MOTEHIIi, a BTOMY
Big mi3HaHHsA. @inocod roBopurh mnpo PenecaHc, B sKOMY
3ar04aTKOBYBAJIOCS HAYKOBO-II3HABAIbHE CTABICHHA IO IPUPOAH 1
TBOPYOCTIi, HE TIJILKH 5K PO KYJBTypHO-ICTOPHYHY €MOXY, ajie i mpo
CBITOTJISII, IO 3apojKyBaBCsl B eJITapHid HEBENWKIH dYacTHHI
CyCIIIIbCTBAa 3aBASKHM HEpiBHOCTI, 00 OakaHHS pIBHOCTI Bene A0
He6yTT;[,74 a BUPOIWBCSA Yy IMWBUTI3AIIIO IJ BIDIMBOM HayKOBO-

72 Tam camo.
3 Bepnses H. Konen Peneccanca ... C. 37.
™ Tam camo. C. 41.
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texHiu"ol peomtonii XIX ct. M. BepaseB nepekoHaHuii v TOMy, 110
OpUPOIA 1 aHTUYHICTE K BiUHI TOCKOHAII (hDOPMH, IO SIKAX 3BEPTABCS
Penecanc, Oymu 3pyiiHOBaHI B TI YacH, KOJIM MAIIHMHU CTaJIk
ymoOnennMu  hopMamu  MutiiB.”  PeHecaHC,  3aBepIIAIBHO0
hopmoro stkoro dimocod Ha3WBA€E NEKANAHC, YMHPAE K Y XYTOKHIX
TeYigx 1 HampsiMax, Tak 1 B IHIIUX chepax TYXOBHOIO KUTTA.

3BHuaiino, HE MOIJIA 11033 30HOI0 YBarW BUEHOIO 3aJIUIIATHCS
nmpoOieMa XPUCTHSHCTBA M TyMaHI3My, SKMI Ha II0YaTKax He
IIPOTOJIOLIYBAB JIIOAUHY 0e3 bora 1 nmpoTtu Bora.”® I3 r'yYMaHi3My, IKHAN
e OyB OMM3BKHUHA JO0 XPUCTUAHCTBA 1 YEPIIaB TBOPUYI COKH 3 HHOTO I
AHTHUYHOCTI, IOCTYIIOBO PO3POCTaBCS TIyMaHI3M ViK€, Ha IYMKY
M. BepasgeBa, BOpOXHMM A0 JIOOWHH, IO IEPEKHBajla BHYTPIMIHIN
pPO3JI0M, 3alporpaMoBaHMi TpaHchopMaIi€ero ryMaHi3My
(bpaHIy3pKa pEBONIONISA, MNO3WUTHBI3M 1 comamisMm XIX cT.).
Mucnurens OyB IIEPEKOHAHMI, IO HA BEPUIMHY KYJIBTYPU HOBOI
ICTOpii JIFOJWMHA MPHHMILIA BHUCHAXKEHOIO 1 PO30OMTOIO IIiji Baroo
CKJIAJHOI iCTOPii, BiAipBAaHOI BiJ PENITiHOTO LEHTPY, ' 60 MIOAUHY,
sKa BTpaTIia Bora, 3aCMOKTYE HETIOAChKa Ge3iKa CTuxis © i xaoc.
IlopsaTyHky He Oyae sSK Bij 1HAMBIAyalli3My, IO BTpadyae TBOPYI
[OTEHII, TaKk 1 BII BOPOXOrO IJIFOACBHKIA ICTOTI COILiaIi3MYy.
M. Bepases, sk 1 #oro cydacHuk O. IlInenriiep, 6a4uTh IPUCMEPK 1
crapinas €Bporm’ Ta CMEPTh KYIBTYPH, 3iEpTOi HAa CBSIEHHY
cumBoiiky.?’ Pociiicekuii bizocod 3aKIMKaE 0 XPHCTUAHCHKOTO
Penecancy, 10 BiIpoIKEHHS XPUCTUAHCHKOI 11€1 Ta XPUCTUAHCHKOTO
CBITOIIAAY, IWIO acouioioThea 13 CepeaHboBiYYsAM, 3a0000HH K
OpEeXJIMBOTO TYMaHi3My MPOIMOHYE BUIATUTH BOTHEM"' (BimuyBa€eThCs
BIUTMB PUTOPUKH OTIOHEHTIB).

TaxuMm grHOM, y TIparsax M. bepasesa 1919—-1924 pokiB izeTbes
PO JIBa THIU KYJIBTYPHO-ICTOPUYHUX €IO0X, JI¢ B OCHOBI OJHI€T
JeXUTH OakKaHHS TIEPETBOPUTH PEATBbHICTH i ce0e 1 OBOJIOIITH HETO,
a B OCHOBI IHIIIOTO — TparHeHHsS 30arHYTH CHMBOJIYHY IPHPOIY
OyTTS.

CBoepimamii miajgor i3 TEOCOPCHKUMHU IMEIMU POCIHCHKOTO
MUCIIUTENSl Ta TIEPEOCMHUCIEHHS ifel TUCKPETHOCTI PpO3BUTKY 1

7> Taum camo. C. 36.
76 Tam camo. C. 28.
Tam camo. C. 32.
Tam camo. C. 41.

[S5)

Tam camo. C. 35.
81 Tam camo. C. 77.
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kyneTypHux mukaiB O. llmenriaepa MoxkHa moOayuTH B icTopio-
CO(bCLKI/IX mpamsx B. HeTpOBa ¢bimocoda 1 erHorpada, JiTepaTypo-
3HABIS 1 MUCHMEHHUKA, iICTOPUKA U apxeosora. B. bproxoBenpkuii
BBa)Kae KOHHGHL[IIO M. bepaseBa HaCYTOJOCHIMIO 3 TOTJISIAMH
B. Ierposa.”

['oMoBHOO ~ METOJONOTIYHOK ~ 3acaJol  apXeoJOTiYHOT
craamuau B. HeTpOBa Ha3WBAIOTh €IMOXYy, XO04Ya 3MICT eMOXH SIK
¢inocodchkoi kareropii B «eTHOT€HETHYHUX PO3BiAKaxX» HAYKOBEIb
HE PO3KDHBAE. ¥V 1poMy nuTaHHI RomOMAararTh ictopiocodcebki
mpaii BYEHOro, J¢ BiH HAroJIollye, IO OIHE SBHUINE HE ICHYE
BilipBaHO BiA IHINIOrO, MmO Tpeda IMOYWHATH MHUCIHTH B ACIEKTI
ernox,” KOXHa 3 SIKHX Ma€ CBOI CKJIaZoBi, TOOTO KOMILIEKC
CyCTIIbHUX, coui'anIanx, TrOCIOJIAPCHKUX, 1JICOJIOTIYHUX,
MUCTEIbKUX YWHHHKIB. 3ampoBa/KEHHS MOHATTS €IOXU, Ha JYMKY
B. IlerpoBa, € nepimiuM KpOKOM 0 3MiH B iCTOPHYHIH CBiIOMOCTI.

lono mporo O. Illepex roBopuB, IO BUEHOTO CKPi3h IiKaBHUIIA
mpobiieMa emoXW 1 HajernoxajabHOro, Imo icropusm B. [lerpos
Ha3UBAB (IEPCKHTKOM, a «izer0 4acy» BBAKAB TAKOIO, 1O HOTpe6ye
YCYHEHHS 3 iCTOpii, 00 CHOTOIHIIIHSA JIOAWHA HE PI3HUTHCA Hl‘{I/IM
Bifl IMedepHOi, BOHa 3MiHIOE CBIT HaBKONO cebe, ame He cebe.’
B. [1eTpoB sik «aHTU-IPOTPECUCT» HE BIPUTh Hi B «XPOHOJIOTIIO, Hi B
gac», 00 «KOKHA HACTy[THa ermoxa B icTopii eTHoca Moxe OyTH
BHIIO0, alte Moxe OyTH it Hikdoron.” Bin YHEBHEHHIA Y TOMY, IO
«Terep ToJuIocs O He TOBOPUTH Hi PO PO3BHTOK, HI TIPO MOCTY, i
pO3TIIAIaTH ICTOpit0 HE SK 663HepepBHI/II/I MOTiK OyBaHHS, a SK
YepryBaHHs nepepBHOCTeH OTXe, BIAMOBIAHO IO TOTO, SIK 3MiHY
€rox, 1o B CBOii OCIGHOCTI 3aCTymaloTh OJHA OIHYY. 1 Vaenuit
CTBEPKYE, IO «(yHKIIis JTFOAWHY 32 ONIHIET 100U O/1HA, a 32 IHIIOT —
iHmra. Y 3MmiHi A0 yTpayae Bary CTalicTh 0coOn», Sika HE Ma€ BIacHOT
6iorpadii, 60 ii Oiorpadis HaJeXUTh «BIATIHKAM €MOX, AKi KpPYyTO

%2 Masnnuko C. Ha 3BopoTHBOMY 6oL aBTeHTHYHOCTI ... C. 113.

8 Bproxosenpkuii B. Llut. Bua. C. 41.

8 Koprycosa B. B. TTerpos (JIOMOHTOBHY): ETHOTETHKA 5K cBoboaa. Croeo i uac. 2002. Ne 10. C. 17.

% Terpos B. Ictopiocodiuni etionu. Bikmop Iempos. Possioku: V 3 m. | ynopsikys., IepeimoBa i
npumitku B. Bproxosenpskuii. Kuis : Temmopa, 2013. T. 2. C. 930.

% Tam camo. C. 931.

% Merpos B. Hamw uac, sk BiH €. Bikmop ITempos. Po3sioku: ¥ 3 m. | yIopsaKys., epeaMoBa i
npumitku B. Bproxosenpkuii. Kuis : Temmopa, 2013. T. 2. C. 816.

8 Tam camo.

% Mepex TO. octuii y rpowi. B. JloMonToBmY B icTopii yKpaincsKoi nposu. FOpiii Ilepex. ITosa
KkHudickamu i 3 knuscok. Kuis : Yac, 1998. C. 116.

% MMerpos B. Ham uac, sk i € ... C. 816.

*! Tam camo.
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BIZIPI3HAIOTECS OJMH Bill OZIHOT O [IpuurHOIO % BOTO BCHOTO € TE,
oo Haa yciM TaHye emnoxa. B ictopiocodchkiii  KOHIEMIIii
B. [leTpoBa BakIHBOI € i/ies aHTUTETUYHOCTI Ta 3MIHHOCTI €IOX,
AKy HE MOXXHa CHOpHAMAaTH OIHO3HAYHO, 00 «KOXHA J00a,
MPOTHUCTABICHA IHINIH, KOXEH eTam JoOW, MpPOTHUCTABJICHUN
MOIIEPeAHEOMY, HECyThb Ha CO00i 3aBXIM O3HAKM TOTOXKHOCTI 3
MoTIepeTHBOI0 /100010, 3 TIONIEPEIHIM eTanoM, 60 KoxKHe He-A, B Horo
MPOTUCTaBIeHHI A, € (GOPMYIOI CTBEp/KEHHS A, HETaTHUBHUM
BU3HAHHAM Ap. TaK TBEPAUTh yUYCHHWH-TyMaHiTapili y mnpari
«ITpoGnema ermoxmy.’

Han TPHPOJIOO CYCHUTbHUX 3MiH Yy KOHTEKCTi MialeKTHKH,
KPU30BOCTI # ICTOPHYHOI JMiCKpeTHOCTI Ta 3Minn emox B.Ilerpos
po3M1pKOByBaB e 31 CTYACHTCBKHUX POKiB, TOOTO 3 KiHmg 1910-x. Ha
Horo  3amlikaBleHHS THTAHHSIMH 3MiHH  €M0X, Ha  JyMKY
B. bproxosenpKoro, OKpiM yKe 3raIaHoro KHiBCBKOTO
THTEJIEKTYaTbHOTO-MUCTEI[LKOTO CEPEIOBHUIIIA, MOTJIA OIIOCEPEKOBAHO
BIUIMHYTH KOHIemIisi Horo Oarbka I[lmarona [IlerpoBa, aBTOpa
¢yHnamenTansHoi npani «Hapucu 3 icTopii 1epKOBHO-IPOMaICBKOTO
XKuTTs B emoxy llerpa Bemukoro». VY nocmimkerHi Oyio, Oomaif
MYHKTAPHO, O3HAYEHO «IIpo0JieMy KpHU3 1 IIUIIXM 3MIHH eroxX Xxoda O Ha
npUKIIa Tpancdopmallii cepeTHbOBIYHMX IC0IOTIUHHIX IIIHHOCTEH MPH
royatkax BinpomkeHas».

Iarepec B. [lerpoBa 10 03HaYeHHUX MPOOIIEM MIIKOM BITUCYETHCS B
KOHTEKCT ~ (PIIOCOQCHKO-ECTETHYHOI Ta ICTOPMYHOI JyMKM II€PILOi
royioBuHU XX cT. Moro «IcTopiocodiuni eTromam, siki Oymn HaapyKoBaHi
B 36ipHm<y MucrenpKoro YKpai'HCLKoro Pyxy (MYPy) 1947 pOKy,
CTIpUIAMAIOTECSL B YKPAIHCBKIM TIyMaHITapHiil CBIIOMOCTI SIK NEBHHIA
MICTOK MK IHTEJIeKTYalbHAMH CIOpyAaMu (HOPMAICTIB i CTPYKTypa-
JCTIB. VSBICHHS PO WAK/IYHKIA 1 CTa/lialIbHHUii PO3BUTOK JITEPATYPHIX
($opM TOCTYNOBO 3MIHIOBABCSI TIOHSTTSIM €MICTEMOJIOTIYHOTO pyxy,
PO3po0IIeHOTO Y Tparsix (hpaHIy3pKUX CEMIOTHKIB i CTPYKTYpaIiCTiB,
30kpemMa M. Dyko, K BBEICHHSAM TOHSTTS «EIICTEMa) HaroJolryBaB
Ha TEBHIH pPeryispHOCTI posBHTKY pi3HUX (QOpM 3HAHHA y TICBHUH
KOHKPETHHI MOMEHT 4acy.  TBeppKeHHS Mo Te, [0 MUCTEUBKY GopMy

°2 Ierpos B. Ictopiocodiuni etromn ... C. 915.

** Merpos B. TIpo6nema eroxu. Bikmop ITempos. Possioku: ¥ 3 m. | yIopsaKyB., IepeaMoBa i
npumitku B. Bproxoserpkuit. Kuis : Temnopa, 2013. T. 2. C. 1000.

o4 Bproxosenpkuii B. Iurt. Bua. C. 35.

o3 3aspnas . bapokko u pycckas 1033ust XX CTOJIETHs: TUIIOJIOTHS ¥ IPEEeMCTBEHHOCTh
xynoxectBeHHbIX opm. Kues : BITL] «KuiBchkuii yHiBepcute, 2004. C. 26.

° Enumkonenis moctMonepHismy. Kuis : B-Bo Comnomii Hasnuuxo «OcHoBr», 2003. C. 145.
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HalKpalie po3riIafaTd sK eMiCTeMONIOTiYHY MeTadopy, HalIeKUTh
cygactomy dinocody V. Exo.”’

VY mepwiii yactuni «lcTopiocoiuHMX €TIONIB» Ha HPHUKIAAL
CepennpoBiuust 1 Penecancy (HoBoro wacy) B. IletpoB crtBepmxkye,
IO 1IE0JIOTisI KOKHOI HOBOi €IMOXHM BHOYIOBYETHCSA 3 Herarlii
Hor[epe;:[HLo'i,98 3 il 3amepedeHHs, a «IIpH 3MiHi JBOX €OX CBITOIIIAL
HOBOi €MOXH BUTBOPIOETHCA... B OOpOTHOI MPOTH CBITOTISAAY
nomnepeHboi» . HaToMicTh CTpyKTypy HOBOI imeonorii «BM3HaYaa
cTpykTypa imeomorii momepemmboi  106m,'” a «HoBa imes
BUTBOPIOETBCH 3 liz[eﬁ MoTepeIHpoi 1001, OOEpHEHHWX Yy CBOIO
npoTwiexHicTey. ~ [IpoTe, crBepmkye B. IleTpoB, »koaHa Te3a He
o0epTaeThCs 3pa3y X Ha CBOIO aHTUTE3y — Iel Mmpolec BigOyBa€eThCs
noeranno. > V «IIpo6nemi emoxm» (1947) BueHnii akueHTye ypary
Ha TOMy, WO BI CIOXH O CMOXH MM TEPEeXOIMMO depes
3alepeycHHs, ~ 1 KOJIU BiI0yBa€eThCs 1IeH mepexia Bij oaHiel 1o0u 10
HIIO1, 3amepedeHHs,, CKepOBaHE IPOTH OJHi€l SKOICh JaHKH B
CHCTEMi eNOXH, MMO3HAYae€ThCsl M Ha IHIIMX CKIAJOBHX, HA LIIOMY
komruiekci. [Ipm 1mpomy B konmenuii  B. IlerpoBa  icHYIOTBH
HaJeTIOXaJIbHI KaTeTopii, sIK, HalpUKIIaJ, eTHIYHI, 00 «OYTTS €THOCY
3BHYAIHO IIUPIIE 32 MEX1 XPOHOIOTIYHOI TPUBAJIOCTI TOOH».

I. ®izep y crarti «Ykpaincekuii Dyko um (paHIy3bKUi
[TerpoB? Pa3zroua cX0OXKICTh ABOX iCTOPiocodiB», K YXKE 3pO3yMiI0 3
Ha3BW, mopiBHIOEe mnornsau B.IlerpoBa Ta M. ®yko Ha 3MiHU
ICTOPUYHUX €M0X, SKi BOHH 000€ BBa)KaJM YAaCOBUMH BiJTHHKAMH,
3aKPUTHMH B co0i Biz[aniILHo 17ICOJIOTIEr0 UM eHi?TCMOHOFi"IHI/H\{[‘
KozoM. -~ M. @yKko pO3pi3HSE YOTHPH €MOXH «EeIMiCTeMOJIOTr YHO1
MOCIIITOBHOCTI»: Teplia — 3 IMI3HHOIO0 CEPEeIHbOBIYYS IO KIiHILT
XVlIcr.; npyra — 3 XVII no kinenp XVIII ct., Tpers — 3 1795 p. no
noyatky XX CT., OCTaHHS, yeTBepra — HHHI TpuBae. B.Ilerpos
Bu3Hadae Tpu enoxu Bifg Cepenuix BikiB 10 XX cT.: CepenHbOBITYS,
Hogwuit vac Ta Ham gac. Sk icropuk i ¢imocod B. IlerpoB OGimprre

°7 Eko Y. Moetnka BIZIKPUTOTO TBOPY. AHmMO02Is €8iM06oI timepamypro-kpumuynoi oymxu XX cm.
JIeBiB : Jlitonuc, 1997. C. 417.

% Merpos B. Ictopiocodiuni etiomn ... C. 921.

% Tam camo.

1% Tam camo. C. 918.

"' Tam camo. C. 921.

103
104
105

IMerpos B. TIpo6aema enoxu ... C. 993.

IMerpos B. Ictopiocodiuni etroau ... C. 931.

®izep 1. Vkpaincekuit @yko un dpaniysskuit [Terpos? Pastoda cxoxicTs 1B0OX icTopiocodis.
Hayxosi 3anucku Hayionanonozo ynieepcumemy «Kueeo-Mozunancovroi akademii. Kuis : Ctunoc,
1999. T. 17. ®inomnoris. C. 43.
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yBaru lelgéliﬂﬁe _«He  MHCTEIBKMM —HAmpsMam, a HampsMam
JTOKTPUHY. Y jioro HayKOBHX TpalsixX SCKpaBiIMK 3aBXKIN
icTopiocodchbkuil mIaH. YYeHUu He BUALISIE OKPEMO MiCIIpeHECaHCH1
KynbTypHi enoxu (bapoko, PomanTtusm, Peanizm), xoua 1ocuth yacto
amemoe g0 Jiteparypu llpepomantm3amy 1 Pomantm3my, ne
TUICKAEThCS «POMAHTUYHUN KYJIbT YMOBHOTO CEPEIHBOBIYUS.
B. IletpoB nmyxoBHO TmOB’s3ye Ham wac i3 ipparioHanizMoM
POMaHTHKH, TOBOPSYH, IIO0 HOro MOKOJIHHS BHpocio 3 Hei. Ao,
YYEHU, OKPECIIOIYH paIlioHaNi3M K Te4ito HoBoro vacy, roBoputh
PO 33pOJUKEHHS MonmepHoi  ¢imocodii, K  crenudivgHO
paIlioHaJIiCTUYHOLI, 0 BWTBOpPIOBAJlacs «B Tepion Oapoka it
abcoytoTHOT MOHapXii» (eAMHUMH BUMNANOK 3rajkd Opo bapoko).
B. IleTpoB He IEpEHOCUB CBOIO KOHIICTIIII0O HA €CTETHYHY IUIOIIUHY,
He OyayBaB THIIOJOTIYHHX cXeM, SK Iie poouB [l. UnkeBChbKHiA, BiH
3aJlaB JidIie HanpsM pyxy. Asne B. [leTpoB miarpuMyBaB KOHIIEHIIIO
. UnxeBchKOTrO, aHaJIiSyIO‘-II/I «3MIHYy €I0X 3a TPUHITUIIOM
3arepeyueHHs — BiJ cepez[HLOquqsI JI0 peHecaHcy Ta BiJl peHECaHCy
uepes peopmarnio 10 Gapokko».'” Came 3MiHI CTHIBOBHX eIOX
npucssaeHa nparst B. [TerpoBa «IIpobiemu niTepaTypo3HaBCTBa 3a
octanHe 25-mittsa». llopiBHsubHUE — aHami3 CMOXOLCHTPUIHHX
konuenuid B. [Terposa (1CTop10c0(1)c1)Ka TCOplﬂ) i I[ UmKeBCHKOTO
(Teopist  XBWIIB) HpeZ[CTaB.HeHI/II/I y wHamii mpami «bapoko B
TUIIOJOTIYHUX KOHLIEIIIIsX I -1 monoBuHu XX cr.: JI. UrkeBChKUH 1
B. ITerpos (ILOMOHTOBI/H)»

Sxmo My Maemo IBi OMo3uIIiitHI ermoxu Ta TpeTio — Hamr gac (I
non. XX cr.), mo Tsoxie 10 CepeqHpoBiYYs, TO YM HE € KOHICIIis
B. IletpoBa Ti€ro X HHUKIIYHOIO Teoplefo‘7 CepeI[HLOqu'{H 1 Penecanc
AK J1Ba TOPOTHJIEXKHI  KyJIBTYpHO-ICTOPHYHI THMU  MOXYTh
BHJ03MiHIOBaTUCs, a Hamr yac — 1ie 1o6a MojepHi3My, Ky B OIH3bKiH
MIePCIICKTUBI BAXXKO OMHCATH, X04a MOXKHA IMOOAYUTH W JOMiHAHTHI
pUCH, IO TSKIIOTH [0 ippamioHadbHOCTI. [HIWBimyasbHi, IO
MEepexoIsiTh B KOJCKTUBHI, YXWIM B ippallioHaJbHICTb, HA AYMKY

106

Tletpos B. Ictopiocodiui etroau ... C. 928.
107

JomonTtoBnd B. Moi Benukoaui. Jomonmosuy B. /lieuuna 3 seomeouxom. Boromsana JIykposa.
Kuis : Kputrka, 2000. URL: https://coollib.net/b/218986/read#t11.

108 Tlerpos B. JlyxoBHi Teuii €Bpor HoBoro 4acy. Bikmop [lempog. Posgioku: ¥ 3 m. / ynopsakys.,
nepeaMoBa i mpumitku B. Bproxoserpkuii. Kuis : Temmopa, 2013. T. 2. C. 851.

1% Ierpos B. Ipo6nemu iteparyposHaseTea ... C. 809.

"% Menemenxo H. Bapoko B THIONOTYHUX KOHIEMIAX epiioi mooBuau XX cr.: JIMHTPO
Yukescokuii i Biktop ITerpos (Jlomontosuy). Crogo. Cumeon. Pumyan: 36ipuux na nowamny
apxuenuckona leops Icivenka 3 Hacoou tio2o 60-pivus; Tipali 3 icTopii yKpaiHCHKOT JTiTepaTypu.
XapkiB : Akra, 2016. C. 22-55.
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10. Ulepexa, NPUXOAATE XBUIAMU 1 XBWJISIMH BIiIXOIATH. B. HeTpOB
(lomoHTOBHMY), CBIOUUTH HOTO Cy4YacHHK, HA3MBA€ TakKi XBWII
enoxaMH, = KOXHA 3 SKUX «IPUHOCUTH CBOI MOOM HE JIMIIE B
MOIIMTTI OAEXI W 4YepeBUKiB, a ¥ y cmoco0ax MHCIEHHS U
noBexinkm».' > Il aymxa FO. Illepexa miICHIIOE TEPEKOHAHHS B
TOMy, IIO IpPpalioHaJbHICTH € THUM YHHHUKOM, SAKHH QopMmye
BIANOBITHMM Tun KynbTypHoi emoxu (bapoko, PomanTtusm,
MonepHi3M), OLIBII YCIIITHUR B YKPAiHCBKOMY IpOCTOpi. 3ramaimo,
mo ani Penecanc, ani Knacunusm sk cTuili palioHaJbHOTO THUIY HE
Malyd TOMyJISIPHOCTI Ha YKpaTHCBKOMY IpyHTI, a sCKpaBimIi
npencTaBHUKK  PeamisMy mikaBi sfKpa3 CBOIM «yXmimom» y Oik
ippauioHaIbHOCTI.

VY mpani B. IlerpoBa «Ictopiocodiuni eTroqm», 110 MiAnucaHa
CTHpaBXHIM TPI3BUIEM aBTOpPa, Ta B CTYMiSX, SKi BHAIOUTA T[T
ncesnonimom B.Bep — «Ham wac, sk BiH €», «3acamu icTopii»,
«IIpobnema emoxm», «3acamm ecteTkm», «CydacHWid 00pa3 CBITY.
Kpwuza knacuunoi ¢izukm», «XpUCTHSHCTBO 1 cydacHicTh» C. [TaBmmdko
BU3HAUa€ TPH TOJOBHI acHeKTH: JMCKPETHICTh Yacy 1 3aKpHTICTb,
OCiOHICTh €HOX, 3B’A30K MDK HHMH 3a TPUHLIATIOM 3a1ICpEuCHHA i
BiTMoBa Bim inei GesmepepsHoro pyxy.'" Komnemmis B.Ilerposa
0a3yeThCcs HA PO3MIISL TPHOX €MOX, (PAKTUYHO JBOX OCHOBHHX, TPETS €
noxizgHoto Bix CepeqHbOBIUHUSL. [ OBOPSYIM PO 3aMKHYTICTD €I10X, BiH BCE
K TOBOIUTH A0 OYMKH IPO YEpPryBaHHS €MOX 3 PI3HUM THUIIOM
CBITOOQUEHHS: HEOJIOTI3M  SIK JOKTpUHA CepenHpoBiyus; JOKTPHHA
PeHecchy, a Ha HACTYITHOMY erarti — HoBoro dacy B HpOTI/{J'Ie)KHICTL
CEpPEAHBOBIYHOMY HEOJIOTI3MY ITOCTaB HOBOYACHUM T'yMaHi3M,  yJIaMKH
SIKOTO JIFOJIHA IIIe XOod4e 310paTi JOKymu 1 30yIyBaTd 3 HHX IIE SIKYCh
OyIiBiIIO, X04a BXKE «IHOJCTBO royiocye npotu Hosoro yacy».

Inei B. IletpoBa BUOAIOTHCS 4acOM CYNEPEHWIMBIMH 1 HE TIOBHICTIO
chopMoBaHUMHU, HoTO icTopiocoderki mparti, sik 3ayBaxye C. [TaBmuuako,
BiioOpazum «ie 3aBepILICHY CHCTEMY HOTJISAIB, @ KOHIIEMLIIO B IIpoLeci
cranonennsy. ¢ FO. Illepex npurnyckas, mo B. llerpos (ﬂOMOHTOBHq)
«OUWBCSL HaJl IOJIBIMHUM PO3YMIHHSIM €TIOXH SIK iICTOPUYHOI TPUBAJIOCTI 1
SK TIEPIOTTYHOT MO, HE IIMIIOBIIN TEPMIHOJIOTIYHOI SICHOCTI B IILOMY

111

Iepex 0. [loctwii y rpowi ... C. 88.
12

Tam camo.

'3 Mapnuaxo C. JIucKype MOXCPHI3My B yKpaiHChKiii mitepatypi. Kuis : JIuGixs, 1999. C. 326 .

" Ierpog B. Icropiocodiuni etroan ... C. 918.

"5 Terpos B. Xpucrusiactso, Hoeuii wac i cyuacmicts. Bixmop Ilempos. Possioxu: Y 3 m. |
YIOPSIIKYB., mepeamMoBa i npuMitku B. Bproxosenpskuii. Kuis : Temmopa, 2013. T. 3. C. 1658.

"% Mapnmaxo C. Juckypce MozepHizmy ... C. 326.
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pospisuenni.''” Xoua TekcTH, B SKMX aBTOp IOCTIiHO YTOYHIOBAB,
JIOTIOBHIOBAB, PO3KPWBAB CKa3aHE HUM paHillle, JalOTh MOXKIIMBICTH
IIPOCTEXUTH 32 HampsiMoM (iTocoChKol TyMKH cepequHu XX CT. Ta
JIOTIOBHUTH TIAPaJAUTMYy KYJIbTYPHHX XBHUJIb.

TakuM 4MHOM, ICTOpIOCO(i)CLKa KOHTIeTTist B. HeTpOBa YTBEPIDKYE
/:(yan13M LMK 49HICT, HeJ‘IlHeapH1CTL SK OCHOBY 3MiH KyJIETypHO-
icroprunnx erox. Moro inei € yHiBepcanbHUMH Ta rOGATBHIMH, OIHI 3
SKHX C(HOPMYIJILOBAHI «IIPSAMO 1 9ITKO, iHIN — BHSBISUTACS B IICBHIM
CHCTEMI HATSKIB, aHAJIOTIH, IO JaBajld BTAEMHHYCHUM KOJI, KIIOY IO
PO3yMiHHS BCHOTO KOMILIEKCY aBTOPOBHX izneii»,''* a B fioro Haykoiit
MOBI 0araTo miaTeKCTy, MPUXOBAHOTO 3MICTY, SIKHA CyJacHUH PEIIUATIEHT
11Ie HE OCSATHYB.

IlikaBuMyu BHOAIOTHCSL JIESIKI  CIOCTEPEKCHHS 1  BHCHOBKHU
JOCITITHAKA CTOCOBHO iCTOpii HIMENBKOi JiiTeparypu («Impobema
Totdpina Kennepa» un HIMEIBKOTO perioHaNi3MY), TIEPiOJH TyXOBHOTO
TIiTHECeHHs 1 3aHemay AKOi B CBITOBOMY KOHTEKCTI HE 3aleXaThb Bil
MOJNITHYHUX, aIMIHICTPAaTUBHUX, 1JCOJIOTIYHUX YWHHUKIB, 00 TXHIiH
BIUIMB Ha MHCTELBKI MPOIECH HIiKOJMM He OyBae BUpimansHuM. Etamm
MIHOMIB 1 CHamiB y PO3BUTKY HAIlIOHATBHHUX JITEpaTyp OLIbIIe
KOPHUTYIOTh 3 IMAHEHTHUMH MUCTEIPKIMH 3aKoHamH. llincymMoByroum,
MOXKHA CKa3aTH, IO 3JeTH OyIb-sKoi HaliOHAJIbHOI JiTeparypu
BiIOYBAFOTHCS TIi/T Yac «ITaHyBaHHS) CTHIIIO TICBHOTO THITY, €CTCTHYHA
mporpama SIKOro Kpaie Y3TOIKYEThCS 3 HAIliOHATIFHOIO CHeH(]IKOLO.
Tak, HiMeIbKa nepepOMaHTHYHA i POMaHTHYHA Jiteparypa € (akTom
CBITOBOTO NMMCHMEHCTBA, Ha BiZIMiHY Bil pEayiCTHIHOI, SKa 3aTHIIIIIACS
MapriHaHLHI/IM SBUIIEM LTS CBiTy [HmmMME  cnoBamu,  KOXHA
HalliOHallbHA JITepaTypa Mae CBOi «3IpKOBD» eTalli, HEloB’s3aHi 3
MONITHYHUM, — COLIAJIbHO-eKOHOMIYHUM  PO3BHTKOM KpaiHu. OTxe,
BUKOpUCTOBYrOUM Kateropii B. [lerpoBa, MoxkHa cka3aTH, IO KyJIbETypa
KOYKHOI Haril PO3BHMBAETHCS IDTHIE HA Tid 99 iHONHA JHIT OyTTA.
JocmimkeHHsT iCTOpUYHUX peatid 3 TO3WIH COIiaIbHOTO mporpecy-
perpecy He NPUBOJMTH /IO BHYCPIHOTO BHCHOBKY, 2 YacTillle HaBiTh
3aBOJIUTh Y TIIyXWH KyT, II0 ¥ KOHCTaTye BYCHHH. ICTOpHYHI ernoxu
B. IletpoB po3sramoBye Ha BHCXifHIM 4y HU3XimHIA mdiHIl OyTTs. Tak,
CepenHboBiudss — HuU3XigHa JiiHig, HoBuii wac — BuUCXiHA;
CepeaHbOoBIUYS TOBOPHIIO TIPO perpec, Hoswit wac — mpo moctyt. «Harr
4acy 3HOBY, Ha AYMKY BYEHOTO, BHSBJIAE IHTEPEC O PErPECHUBHO-

" llepex 10. Iloctuii y rposi ... C. 89.

"8 TTapmuuxo C. Ha 380poTHBOMY Go1ti aBTenTHuHOCTi ... C. 112-113.
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HU3X1THOT JIiHii OyTTS JHOILCTBa,119 T00TO, TsKi€e 10 CepeanboBiuus. Tyt
3HOBY BITIyBA€ThCS HATSAK Ha Tyaji3Mm korrenii B. [lerposa.

JIEAITMOTUBHUMHY, BH3HAYAJIBHUMHM IS OIIBIIOCTI CTaTEH
B. bepa (IletpoBa), MOXHa Ha3BaTH TaKi MOTHUBH: KpH3a TEXHIYHOI
eToXH, z[erpaz[aulﬂ MEXaHICTHYHOTO TOCTYIly, pO3YapyBaHHA
I’ ITCOTIIITHIM MPOLECOM TEXHIYHOT'O PO3BUTKY, KpH3a HOBOUACHOTO
ryMaHi3My fK HaiironoBHima osHaka dinocodii XX cr.'”’ Taxum
YMHOM, TOJIOBHOKO O03HAKOI CydacHoi emoxu B.Ilerpos, sk i
M. bepasieB, Ha3BaB Kpu3y B LIMPOKOMY KOHTEKCTi (inocodii i
npuponHuunx Hayk.'>' Bin koncratysaB y mpami «CydacHi JlyXOBHI
Tewii €Bpomm», MO «MH KHBEMO B pyiHax. Pyfmax wicTt i
ineosoriit»,'* 3ayBaxyroun, 110 J0Ci iCTOPUKH irHOPYBaTH (yHKIIiO
karactpopu. BoHM 1Iykamum 4acoBoi 6e3nepepBHOCTi SaMiCTI)
3BaKUTH, 10 1CT0pg41 € He JInIIe 6e3nepepBHa ane it nepepra.'> Sk
y HayKOBI# cTyii, = Tak i B poMaHi «be3 IpyHTY» 3’SBISEThCS aHIel,
110 3ropTa€ JONMCaHui CcyBiil HeOa, Bimommii 3 hpecox KupmiiBchkoi
LEPKBH, CUMBOJI alOKaJINTHYHOCTI CEPEeJHHOBIYHOTO CBITOTJISMY Ta
MOCTANOKATINTUYHOI PeasbHOCTI.

Ane 1i caMi ODYMKH BIAYHATYIOTBCSA 1 B XYOOXKHIX TEKCTax
B.IletpoBa, 060 miTeparypo3HaBenb, eTHOTpad, MOBO3HABEIIb,
(boannopHCT apXeoJIor, aHTPOIIOJIOT, (1)1J10C0(1) Bikrop ITerpos (bep)
HE MIT' HE MOAUIUTHCS CBOIMHU MlpKyBaHHSIMI/I 1 CIIOCTEPEKECHHAMU 3
B. JloMOHTOBHYEM — aBTOPOM IHTENEKTyalbHOI MPO3H — Ta HOTO
TEPCOHAKAMH. 12534 TEPEKOHAHHSAM MHCHMEHHHKA, JIO/IMHA 3p11<nac;{
perniriitanx TePEKHUBAHD, «iif ctanu gyKUMH MlcTepn €BXapHCTIi»;
CJIOBA CBATWH 1 CBATICTH JJIsl HEel BTPATWIIM CBiil OJIaroBiCHUIA ceHe,
CUTICTh I[IHYEThCS HEK BHIIE 3a JIyXOBHE OUHIICHHS HOCTy
JiogctBo mOTpEOyeE BOCKpCClHHH 7 lomy H606X1,ZLHO BiT4yBaTH
Beany «eauHOro TBopus 3emii i HeOay. 128 B, IlerpoB, sk i
M. bepases, sxuit y 1920-ux nepemdyBaB i oOIpyHTOBYBaB MPHUXiJ

" Merpog B. Ictopiocodiuni etromn ... C. 925.

2% Magmiaxo C. Ha 380poTHbOMy Goli aBrenTnunocTi ... C. 114,

! Tam camo. C. 115.
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'Z Merpos B. Haw uac, sik Bin € ... C. 815.

'2 ITerpog B. Icropiocodiuni etronn ... C. 914.

' IMipusik M. TaeMHHIS PO3ABOECHOr0 06/MYYst: ABTOPCHKA CBIZIOMICTb B iHTENEKTyanbHiil mpo3i
Bikropa I[Terposa-/lomonTtoBuya. JIsiB : Jlitonuc, 2008. C. 70.

126 JlomonToBMY B. Moi BenukoHi.

127 JomonToBuy B. Tlepensenuxonne. Jomonmosuy B. /isuuna 3 seomeouxom. Boromsna Jlykposa.
Kuis : Kpuruka, 2000. URL: https://coollib.net/b/218986/read#t12.

128 JlomonToBHY B. Moi BenukoHi.
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«HOBOTO CCpCI[HI:OBl‘I‘lﬂ» TOBOPUTB TIPO T€, M0 MACH MPATHYTh HE
a-peniriiiHoi, a 3HOB, fAK 1 KOJWCH, IIe 3a Cepe,Z[HBOBl‘I‘IH pemrmHm
JIepKaBy, He 663peH1F1PIHI/IX i T03allEPKOBHUX OCHOB CYCITUTLHOTO
Jmaay, a opraHizamii CyCHiIbCTBAa Ha PENITiMHMX 3acagax, HE I03a
IepkBoto, a 3 Llepksoto it uepes Lepky».' >

Po3mymam mpo IyXOBHY KpH3y CydYacHOi JOOH, IIO MOCTajia sK
pe3yNbTaT PEHECaHCHOTO MPOTOJIOMIECHHS JIOAWHA TBOPIEM BCHOTO
cymoro, nupucBsdeHui Hapuc B.IletpoBa (domonToBHYa) «Moi
BenukoH» (1947). ¥V upoMy Tekcti mapasensHo 3 «lcropiocodiunnmu
eTIoiamMm»  onpusBHIIACS omo3uiisi CepenHpoBiudsi—Penecancy, Mo
poskpuBaiiacs Metadopamu po30oymnoBu Cobopy Ui 3a0yTTS JOPOTH IO
Hporo, 60 «ioan maBHO Bxke mepectain OynayBata CoGopu. BoHu
OyayroTh OaHKH, JiTaky, OaceWHW i IDIaBOM W CTamiOHW JUIS
cropTy».  Mucnurensb Ha,I[SBI/I‘IaI/IHO TOHKO BiJ4yBaB CBOIO 100y
BTPATH «OIaroBicHOro ceHcy»,' ame i O4iKyBaHHS «IPOBIIICHOTO
nepkBoro Bockpecinns»'*® Ta 3yMmiB mepenaTi rojoBHi il 03HaKM K B
HAyKOBHX, TaK 1 XyJI0)KHIX TEKCTax.

HayxkoBa 1 xynoxus cnagmuna B. [Terposa (JomoHTOBHYA) €, 32
puciioBoM Comomii [laBmudko, yHIKaIPHEM B ICTOpii  yKpaiHCHKOL
KyJIBTYPH JIHCKYPCOM, > OpUTiHANBHICTH SKOTO MONAra€ He B TEBHHX
iIesX, a B «IOCTIZOBHOCTI 1 IUTICHOCTI BCi€l IHTENICKTYaIbHOI
TIapaiur M. 4 Bin sx iHTenexTyan, mo MpamioBaB He B OJHii ramysi
ryMaH1TapH03ro 3HaHHS, He OosBCA pe(bepyBaHHﬂ npsMoro i
Bi/IBEpTOTO, 6€3HpeHC[[eHTHI/IX B3aeMon013ToplB MDK HAyKOBUMH Ta
XYIOKHIMH TEKCTaMH, MDK (PITOCOMCHKUMH 1 JIiTepaTypO3HABUNMH,
apXEOJIOTiYHIMH 1 aHTPOTIOIOTIYHUMH JOCTIPKEHHAMH. [HKOJIM BCTaBHI
IHTeNIeKTya IbHI HauepKu HiOM BUIaroThes, sk 3azHadana C. [laBnmuxko,
NPUIIATAMA «JI0 KaHBH OIOBiAI OLTAMH HI/ITK::lMI/I»,136 ajJie I[IHHICTb
TBOPYOTO CIAJKy «OJHOTO 3 TBOPIIB HOBOIO pOMaHy»137 SKpa3 1
BHSBJISIETECS B KAPKOJIOMHNX IHTENISKTYallbHHX NPOBOKALisX, ~ IIO W
3apa3 3aMaHIOIOTh y CBOI TEHETa HOBUX 1 HOBHX JOCTITHUKIB.

129
130
131

ITerpoB B. Xpucrtusiuctso ... C. 1658.
JomonToBuy B. Moi BenukoHi.
Tam camo.

133
134
135
136

TTapmuuko C. JJuckypc mozmepHizmy ... C. 323.

Tam camo.

Bproxosenpkuii B. Lur. Bua. C. 53.

Tlapmuuko C. PomaH sk iHTeNneKTyaabHa poBoKailist. Jomonmosuu B. JJokmop Cepaghixyc. besz
tpynumy. Kuis : Kpuruka, 1999. C. 11.

37 Tam camo.

138 Tam camo. C. 16.
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Imkomn Ttexkctu  B.llerpoBa (B. JlomoHTOBH4YA), 3ayBaxye
B. bproxoBenpKkuii, BHIAIOTHCS MPOCTO IEPEKA30M-TIEPELUTYBaHHIM
mparp IHIINX aBTOPIB, ajié TakKi BPaXEHHS TPUBAIOTH JI0 BUOYXOBOTO
«maparpaday He3roAx 3 KOHIEMIIAMH {HIIHNX, KON «B YChbOMY OJIUCKY
BUSIBJIIETHCSL BJIACHA KOHLIENITyaJbHA HO6y,I[OBa 3apaju YBUPa3HCHHS
AKoi BiH 1 mepekasysaB dyxe». — IlepeocmucioBan BiH 1 HamOaHHA
eBporeiicbkol  (inocodcbkoi  AyMKH  Iepmioi  MONOBUHM XX CT.,
CKJIAJOBOIO AKOi Oyian sIK  Teoco)CbKa KOHLEILS — «HOBOTO
CepennroBiuus» Mukonu bepasieBa, Tak i ioro icropiocodcbka Teopis
II0J10 3MiH €TIOX.

Ocobucta 1 HaykoBa JdOJNS IBOX BHXIAMIB 13 KHIBCBKOTO
IHTEJICKTYaJIbHOTO cepeoBuIna KiHist XX — neprmx JBoX JeCATUIIITh
XX cr.,, ame HOCIB pOCIHCBKOI M YKpaiHChKOI HalllOHAIBHO-
KyJbTYPHHUX 1JCHTHUYHOCTEH CKJanacsi JOCUTh ApaMaTU4YHO, aje Mo-
pisHomy. Tak, macaxup «dinocodcpkoro naporuiaBa» (29 BepecHs
1922 p.) i BurHamens 3 paasHchkoi Pocii Muxoma bepmseB 3wmir
IHTETpyBaTUCS B €BPOMNEHCHKI T'yMaHITapHI MPOIECH Ta BILIMBATH Ha
ixHIi pPO3BHUTOK, aKTHBHO JpPYKyBaTHCs, HaBiTh ciM pasiB (1942—
1949 pp.) HomiHyBaTHCa Ha HOOEMBCHKY TIpeMito TOIIIO.

Ha >xanp, BB iHTENEKTyadbHOI HistibHOCTI BikTopa IleTposa
Ha PO3BUTOK MOJAEPHUX HAYKOBHX KOHLEMNLIN IEpIIOi ITOJIOBHHU
XX CT. y THUX TalTy35X, B IKHX BiH HPAIiOBaB (a 1e Ol I’ ITHAIISTH)
1 JIe HE «IOYyBaBCA ,I[I/IJ'ICT&HTOM)),140 OyB 30BCiM MiHIMaNbHUH, 00 B
1940-Bi, Han3BUYAHHO TUTIJHI AJIsI BYSHOTO POKH, BiH, IPYKYIOUHChH Y
eMirpauiﬁan MaJIOTHPKHUX  BHIAHHSX, 6yB M030aBJICHHIA
aynuropii, sika 0 «mepeiimanacs HayKOBUMH inesimu mpocecopa
Ierposa».'*' JI0 1pOro cripHunHMIMCS, 3BUUAHO, CKIAIHI TA Iy¥XKe
CyIlepe4sIMBi XKUTTEBI 0OCTAaBUHM, 30KPEMa CIIIBIIPALlS 3 PalSHCHKUMHU
crerciy0aMu, 3araJikoBa i HEOJJHO3HaYHA PO3BIIHUIIBKA JiSUTbHICTh
mig gac [pyroi cBiTOBOT BiHHM Ta MOBOEHHOTO I’ SITUPIUs, «MaJoO HE
MICTHYHA 3a/3epKajibHa TAEMHHMI», 10 XOBaJIA HOro BiJ 4uTada HE
OJIHE JICCATHIITTS, ~ — 3HMKHEHHs 3 MionxeHa 18 kBitHsa 1949 poky
1, OYEBHIHO, HE 30BCIM JOOPOBLIbLHA «MaTepianizallis» B MOCKBI, 1
BiH mpotsaroM 1950-56 pokiB mpamoBaB B IHCTHTYTI icTopil
marepianbHoi kyneTypu AH CPCP, HempocTe MNCHXOJOTIYHO
moBepHeHHs 10 KwueBa Tomo. Ame i B 1920-x pokax B. Iletpos
(lomoHTOBHY) yke HE MIr BCi CBOI HPOEKTH BIJIBHO BTUIIOBATH

139 Bproxosenpkuii B. Lurt. Bua. C. 53.

140 Tam camo. C. 20.

"2 Tam camo. C. 21.
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(o4ueBUAHO, HE XOTIB TpaTHCsA 3 J0J€0, 00 PO3yMiB MaciTaOH
TYMaHITapHOI Ta CYCHiTBbHO-TIONIITUIHOI KaTacTpodw, o HacyBajacs,
a MoxumBo 1 OyB nonepeﬂmeﬁnﬁ) Inetbes, 30Kpema  Tpo
CKOBOPOJMHIBCEKUH «HEpealli30BaHUil TPaHIIO3HUHA 3amym» — i3
KUTBKOX BEJIMKHX HEOIyOIIKOBAaHUX MPOTpaMHUX AOCTiKEHb, SIKi HE
BIUIMHYJIM Ha JUCKYPC «CKOBOpOAWHCTBa» 1920-ux pp., ane 3po0ouiu
3HaYHUH BHECOK B YKpPaiHCBKYy TYMaHITapUCTUKY KiHIA XX —
nouatky XX cr.. Toni x HaykoBa crisibHOTa He 0€3 IIEBHOTO HOAMBY
Busimwia, mo B. IlerpoB He mpocto OyB cyuacuukom M. bepasesa,
JI. lllecroBa, /. YmxkeBcbkoro, O. lnenrnepa, X.-I1. Caprpa,
X. OpTem i-['accera, A. ToitHOi, anme «meski 3araJbHOIUCKYTOBaHI
Tonmi imei QopmyiroBaB i pamme 1 4acom, HepCKOHHI/IBiLHC»
30KpeMa, 1 CTOCOBHO MEXaHi3MiB 3MiHU KYJIBTYPHO- ICToquHHX ernox
UM PO3KPUTTA «Jialory KylbTyp», mo 3a B. Bi6mepom'” Gymo
HaJ3BUYAaHHO aKTyaJdbHUM i XX CT. SK TIPOCTOPY PI3HHX
KyJbTypHUX CBITIB, IKi HEMUHYHY€ 3IIITOBXYIOTHCS.

[lincymoByroun, MOXXHa CKa3aTd, IO icTopiocodchbki
enoxoueHTpruHi koHuenmii Mukonu bepasieBa i Bikropa Iletpoga,
ne CepenHpoBiuus 1 PeHecaHc € aHTUTETMYHMMH [TOBTOPIOBAJIEHUMU
CYTHOCTSMH KyJIbTYPHO-ICTOPHYHHX 3MiH, € aKTyaJbHHUMH Ta
pENCBaHTHUMHU ¥ Uil CyYacHHX JiTepaTypO3HABYUX JOCIHiIKEHb.
ImocTpamiero 10 mie€i Te3sw MOXyTh OyTH CIIOBa iTalTiCBKOTO
MegieBicTa i TeopeTuka KyasTypu Y. Exo, sikuii Hanpukiami XX cCT.
CKa3aB, IO «Cepez[Hi BIKM BXKE MOYAJHCS» = 1 4ac y)Ke 3BUIBHUTH
CepenHpoBIYYs Bil HETATHBHOI aypH, SIKy CTBOPHIIA HABKOIIO HBOTO
KyJIbTYpOJIOriuHa My6IilICTHKA PeHecaHCHoro Tuy. !

Chucok Jiteparypu:

AreeBa B. [loetuka mapanokca: [HrenekryansHa npo3sa Bikropa
IlerpoBa-/IomonToBuua. Kuis : ®akr, 2006.

Bepasie H. A. Konery Pereccanca (k COBpeMEHHOMY KPH3HCY KYJIBTYPBI).
URL: http://www.odinblago.ru/konec_renessansa.

Bepasie H. HoBoe cpenneBexoBbe. Pazmeimienue o cyasde poccun # EBpormbL.
URL: https://www.libfox.ru/169610-2-nikolay-berdyaev-novoe-srednevekove-razmyshlenie-
o-sudbe-rossii.html#book.

143 ; .
Areesa B. [loetuka napanokca: Intenexkryansta nposa Biktopa Ilerposa-/lomonToBuua. Kuis :

®dakr, 2006. C. 66; ITenemenko H. IToctars I'puropist CkoBopoau B iHTeNEKTyalbHii Oiorpadii
Bikropa ITerpoBa. Bixmop Ilempos: manysanns meopuocmi nucbmennura / Zespotred. Katarzyna
Glinianowicz, Pawet Krupa. Krakéw : Universitas, 2020. S. 172-173.

144 Bproxosenpkuii B. Iurt. Bua. C. 20.

'3 BiGnep B. Kynstypa. Jianor kyaeTyp. Kuis : Jlyx i mitepa, 2016. C. 248.

6 3k0 V. Cpennue Beka yxe Hauanucb. Mnocmpannas anumepamypa. 1994. Ne 4. C. 258-267

"7 Tam camo. C. 259.

77



I1. Peuenuisi Xy10:kub0i ciaimyuuu PeHecancy B KyJbTYPi HACTYIHHX €M0X

Bepnsies H. [peacmeptbie mbicin Paycra. Oceanvo Llnenenep u 3axam Egponul.
Mockaa : beper, 1922. URL: http://krotov.info/library/02_b/berdyaev/1923 059.htm.

bunpnm I1. TIpo6nema HoBoro CpeiHEBEKOBBSL.
URL: http://journals2.rhga.ru/upload/iblock/.pdf.

bibnep B. Kynsrypa. [ianor kynstyp. Kuis : Jlyx i pitepa, 2016.

Bproxoerpkuii B. Bikrop [leTpoB: Bepxu noii — Bepxu i goii. Kuis : Temmopa, 2013.

Biacos B. I'. Mastauk UnkeBcKoro, Wi Kak uctopus yonsaer reaues. JloGaBneHus
K TEOPHMH NPOrPECCUBHOIO LIMKINYECKOro pa3BuTus uckyccrsa ®@. W. Illmura. Apxumexmon:
uzeecmusi 8y306. Mapt. 2015. Ne 1(49).

Tipusik M. TaeMHHISE pO3IBOEHOTO 00IHYUs: ABTOPCHKA CBiIOMICTh B
iHTeJIeKTyanbHiil po3i Biktopa IlerpoBa-JlomonToBuya. JIsBiB : Jlitomnuc, 2008.

JomonroBuy B. Bonotsna Jlykposa. Jomonmosuu B. [liguuna 3 eomeourxom.
bonomsana Jlykposa. Kuis : Kputuka, 2000. C. 261-300.

URL: https://coollib.net/b/218986/read#t13.

JlomonToBu4 B. Moi Benukoasi. Jomonmosuu B. [lieuuna 3 geomeourxom. boromsana
Jlykposa. Kuis : Kputnka, 2000. URL: https://coollib.net/b/218986/read#t11.

JomontoBuy B. Iepensenukonne. Jomonmosuy B. [lieuuna 3 6eomeourxom.
bonomsana Jlykposa. Kuis : Kpuruka, 2000. URL: https://coollib.net/b/218986/read#t12.

[pau I'. B. Mopdonorus xynstyps! O. Llnenrnepa. Oceanvo [lnenenep. 3axam
Esponwi. PoctoB-Ha-/lony, 1998. C. 3-35.

Nysipak JI. Ykpaina, CTpaBUHCHKHIT i €BpOTICHCHKHMIT aBaHTap/ OYATKY CTOMITTS. /.
He3saneacnuii kynemyponoeiunuti waconuc. 1996. Ne 7. C. 62-67.

Exo V. [Toetuka BiIKpUTOrO TBOPY. AHMONO2Is C8iMOGOT TimepamypHo-KpUmuyHoi
oymku XX cm. JIbBiB : Jlitomuc, 1997. C. 408—419.

Enrmxonenist nocrmonepHismy. Kuis : B-Bo Comnomii ITaBmiuko «OcHoBIY, 2003.

3aspuast 1. bapokko u pycckast moa3ust XX CTOIeTHS: TUIIOIOTHS U IPEEMCTBEHHOCTh
xynoxectBeHHBIX popm. Kues : BIIL] «KuiBcskuit yniBepcuter», 2004.

3epoB M. Ykpaincbke mucbMeHcTBO. KuiB : Bua-Bo Conowmii [TaBianuko «OcHOBUY,
2003.

3epoB M. AdFontes. Mukona 3epos. Teopu: ¢ 2 m. Kuis : [{ninpo, 1990. T. 2.

Kosnanenko H. I'. llImit ®enip IBanosua. Enyuxionedis icmopii Ykpainu: T. 10: T-
4. Kuis : HaykoBa mymka, 2013. URL: http://www.history.org.ua/?termin=Shmit_F.

Kopmycosa B. B. IlerpoB (JlomoHTOBHY): eTHOreTHKA sIK cBoOoaa. Croso i uac. 2002.
Ne 10. C. 17-25.

Hue @. Pojxnenue tpareanu u3 xyxa Myssikd. CII6. : A3Oyka-kinaccuka, 2005.

IMaBmuxo C. JIuckypc MOAEpHi3My B yKpaiHChKiil miteparypi. Kuis : JInbins, 1999.

[Maenuuko C. Ha 3BopotHhOMY 60111 aBTeHTHUHOCTI. KyneTypdinocodis [Terposa-
JomontoBuua-bepa (1946-1948). Cyuacnicms. 1993. Ne 5. C. 111-125.

[MaBnmuko C. PomaH sik iHTeNneKTyallbHa MPpoBOKaLis. Jomonmosuy B. JJokmop
Cepadgixyc. besz rpynmy. Kuis : Kpuruka, 1999. C. 3—-16.

Mamxo O. Ictopux miteparypu Aramiit lllampaii: Texct, TBip Ta oToueHHs. Cnogo i
Yac. 2021. Ne 5(719). C. 75-100.

ITenemenko H. Bapoko B TUIIONOrYHUX KOHLELIAX IEPIIOT IOJIOBUHU XX CT.:
Jmurpo Ywxescbkuit i Biktop ITerpos (JomontoBnu). Cnoso. Cumeon. Pumyan: 36ipuux na
nowany apxuenuckona leops Iciuenka 3 nacoou tioeo 60-pivus; mpani 3 icTopii yKpaiHChKOT
niteparypu. XapkiB : Akra, 2016. C. 22-55.

Ienemenxo H. IMocrare I'puropis CxoBopoan B iHTenekTyansHii Oiorpadii Bikropa
Ierposa. Bikmop Ilempos: manysanns meopuocmi nucomennuxa / Zespoired. Katarzyna
Glinianowicz, Pawet Krupa. Krakéw : Universitas, 2020. S. 172-173.

78



Henewenko Hamania. CepennboBivyus i PeHecaHc B icTOPiOCOPCHKMX KOHIEMIINX ...

TletrpoB B. yxoBHi Teuii €Bpornu HoBoro yacy. Bikmop Ilempog. Po3sioku: ¥V 3 m. /
YIOPSIIKYB., TepenMoBa i mpuMitku B. bproxosenpkuii. Kuis : Temmopa, 2013. T. 2. C. 844—
861.

ITerpos B. Ictopiocodiuni ettonu. Bikmop I[lempos. Po3gioku: ¥ 3 m. / ynopsakys.,
nepeaMoBa i mpuMiTku B. Bproxosenpkwuii. Knis : Temmopa, 2013. T. 2. C. 914-935.

Tlerpos B. Hau uac, sik BiH €. Bikmop [lempos. Po3sioku: ¥ 3 m. / ynopsinkys.,
nepeamoBa i npumitku B. Bproxosenpkuii. Kuis : Temmopa, 2013. T. 2. C. 810-824.

Ilerpos B. IIpo6nema enoxu. Bixmop [lempos. Pozsioku: ¥V 3 m. / ynopsaxys.,
nepeamoBa i npuMiTku B. Bproxosenpkuii. Kuis : Temmnopa, 2013. T. 2. C. 992-1000.

[etpos B. [IpoGnemu nitepaTypo3HaBcTBa 3a octaHHe 25-mitTs (1920-1945). Bikmop
Ilempos. Posgioku: ¥ 3 m. / ynopsakys., nepeamosa i npumitku B. Bproxosenpkuit. Kuis :
Temmopa, 2013. T. 2. C. 800-809.

TletrpoB B. CyuacHi gyxoBHi Teuii €Bponu. Bikmop Ilempos. Pozgioku: ¥ 3 m./
YIIOPSIIKYB., ITepenMoBa i mpumMitkn B. bproxosenpkuii. Kuis : Temmopa, 2013. T. 2. C. 862—
867.

Ilerpos B. Xpucrtusucrso, HoBuii yac i cyuacHicTs. Bikmop [lempos. Po3gioku: ¥V 3
m. / ynopsimkyB., mepeamoBa i mpumitku B. Bproxosenpkuii. Kuis : Temmopa, 2013. T. 3.

C. 1647-1658.

Tepern Bonomumup Mukonaiiouy (1870—1935): 3 Haroau 10BiJICI0 BYSHOTO.
URL: http://www.nbuv.gov.ua/node/5123.

Pobuncon M. A. Axanemuk B. H. Ilepern — yuenuk u yunrens. Crasanckutl
anvmanax 2002. Mocksa : Uanpuxk, 2003. C. 178-236.

Crenyn @. OcBanpg Llnenrnep u 3akar Espomnst. Oceanvo lnenenep u sakam
Esponsi. Mocksa : beper, 1922.

URL: http://krotov.info/library/02_b/berdyaev/1923 059.htm.

Traayx M. JI. ®inocodis B yHiBepcureri Caroro Bonogumupa. Kuis 6 icmopii
inocoghii' Vepainu. Kuis : Bun. nim «kKM Academia»; TOB VHiB. Bua-Bo «Ilymascapmy», 2000.
C. 184-245.

Dizep 1. Yipaincokuit @yko un dpaniry3pkuii [lerpos? Pazioua cxoxicTb ABOX
icropiocodiB. Hayrogi zanucku Hayionanvnoeo ynisepcumemy «Kuego-Mozunsncokol
akaodemiiy. Kuis : Ctunoc, 1999. T. 17. ®@inonoris. C. 42-44.

®ininenxo H. 3 ictopii dinocoderkoi crinerOTH B YKpaiHi: KuiBcbke HaykoBo-
dinocoderke ToBapucTBo (1914-1919). @inocopcvra oymra. 2015. Ne 3. C. 90-104.

XsunsoBuit M. JIuctu 10 Muxonu 3eposa. Mukona Xeunvosuii. Teopu: B 2 m. KuiB :
Juinpo, 1991. T. 2. C. 840-881.

UYepuos W. U3 nexuuii no TeopeTHUECKOMY JIMTEPATypOBEACHHI0. bapokko.
Jlurepatypa. Tapty, 1976.

lepex 0. Biktop Iletpos, sk s #ioro 6auns. fOpiti Illepex. I1o3a knudckamu i 3
xuuoicox. Kuis : Hac, 1998. C. 115-124.

lepex FO. lloctwuii y rpowi. B. JlomonToBiY B icTopii ykpaincbkoi nposu. FOpiil
Llepex. Iloza knusickamu i 3 knudcok. Kuis : Uac, 1998. C. 77-114.

HImut @. U. U3bpannoe. UckyccrBo: [Ipobiemsr Teopun 1 uctopun. CaHKT-
IetepOypr : LleHTp ryMaHUTapHBIX HHUIHUATUB, 2012.

Imenrnep O. 3akar EBpormsl. Pocros-na-/lony : ®ennke, 1998.

Oko Y. Cpennue Beka yke Hadanuch. Mnocmpannas numepamypa. 1994. Ne 4.

C. 258-267.

References:

Aheieva V. Poetyka paradoksa: Intelektualna proza Viktora Petrova Domontovycha.
Kyiv : Fakt, 2006.

79



I1. Peuenuisi Xy10:kub0i ciaimyuuu PeHecancy B KyJbTYPi HACTYIHHX €M0X

Berdiaev N. Konets Renessansa (k sovremennomu kryzysu kultury).
URL: http://www.odinblago.ru/konec_renessansa.

Berdiaev N. Novoe srednevekove. Razmyshlenie o sudbe rossyy y Evropy.

URL: https://www.libfox.ru/169610-2-nikolay-berdyaev-novoe-srednevekove-razmyshlenie-
o-sudbe-rossii.html#book.

Berdiaev N. Predsmertnye mysly Fausta. Osvald Shpenhler y zakat Evropy. Moskva :
Bereh, 1922. URL: http://krotov.info/library/02_b/berdyaev/1923 059.htm.

Bytsylly P. Problema novoho Srednevekovia.

URL: http://journals2.rhga.ru/upload/iblock/.pdf.

Bibler V. Kultura. Dialoh kultur. Kyiv : Dukh i litera, 2016.

Briukhovetskyi V. Viktor Petrov: verkhy doli — verkhy i doli. Kyiv : Tempora, 2013.

Vlasov V. H. Maiatnyk Chyzhevskoho, yly kak ystoryia ubyvaet henyev. Dobavlenyia
k teoryy prohresyvnoho tsyklycheskoho razvytyia yskusstva F. Y. Shmyta. Arkhytekton:
yzvestyia vuzov. Mart. 2015. Ne 1 (49).

Hirniak M. Taiemnytsia rozdvoienoho oblychchia: Avtorska svidomist v intelektualnii
prozi Viktora Petrova-Domontovycha. Lviv : Litopys, 2008.

Domontovych V. Bolotiana Lukroza. Domontovych V. Divchyna z vedmedykom.
Bolotiana Lukroza. Kyiv : Krytyka, 2000. S. 261-300.

URL: https://coollib.net/b/218986/read#t13.

Domontovych V. Moi Velykodni. Domontovych V. Divchyna z vedmedykom.
Bolotiana Lukroza. Kyiv : Krytyka, 2000. URL: https://coollib.net/b/218986/read#t11.

Domontovych V. Peredvelykodnie. Domontovych V. Divchyna z vedmedykom.
Bolotiana Lukroza. Kyiv : Krytyka, 2000. URL: https://coollib.net/b/218986/read#t12.

Drach H. V. Morfolohyia kultury O. Shpenhlera. Osvald Shpenhler. Zakat Evropy.
Rostov-na-Donu, 1998. S. 3-35.

Duvirak D. Ukraina, Stravynskyi i yevropeiskyi avanhard pochatku stolittia. Yi.
Nezalezhnyi kulturolohichnyi chasopys. 1996. Ne 7. S. 62-67.

Eko U. Poetyka vidkrytoho tvoru. Antolohiia svitovoi literaturno-krytychnoi dumky
XX st. Lviv : Litopys, 1997. S. 408-419.

Entsyklopediia postmodernizmu. Kyiv : V-vo Solomii Pavlychko «Osnovy», 2003.

Zaiarnaia Y. Barokko y russkaia poszyia XX stoletyia: typolohyia y preemstvennost
khudozhestvennykh form. Kyiv : VPTs «Kyivskyi universytet», 2004.

Zerov M. Ukrainske pysmenstvo. Kyiv : Vyd-vo Solomii Pavlychko «Osnovy», 2003.

Zerov M. AdFontes. Mykola Zerov. Tvory: v 2 t. Kyiv : Dnipro, 1990. T. 2.

Kovpanenko N. H. Shmit Fedir Ivanovych. Entsyklopediia istorii Ukrainy: T. 10: T-
Ya. Kyiv : Naukova dumka, 2013. URL: http://www.history.org.ua/?termin=Shmit_F.

Korpusova V. V. Petrov (Domontovych): etnohetyka yak svoboda. Slovo i chas. 2002.
Ne 10. S. 17-25.

Nytsshe F. Rozhdenye trahedyy yz dukha muzyky. SPb. : Azbuka-klassyka, 2005.

Pavlychko S. Dyskurs modernizmu v ukrainskii literaturi. Kyiv : Lybid, 1999.

Pavlychko S. Na zvorotnomu botsi avtentychnosti. Kulturfilosofiia Petrova-
Domontovycha-Bera (1946—1948). Suchasnist. 1993. Ne 5. S. 111-125.

Pavlychko S. Roman yak intelektualna provokatsiia. Domontovych V. Doktor
Serafikus. Bez gruntu. Kyiv : Krytyka, 1999. S. 3—16.

Pashko O. Istoryk literatury Ahapii Shamrai: tekst, tvir ta otochennia. Slovo i Chas.
2021. Ne 5(719). S. 75-100.

Peleshenko N. Baroko v typolohichnykh kontseptsiiakh pershoi polovyny XX st.:
Dmytro Chyzhevskyi i Viktor Petrov (Domontovych). Slovo. Symvol. Rytual: Zbirnyk na
poshanu arkhyiepyskopa Ihoria Isichenka z nahody yoho 60-richchia; pratsi z istorii
ukrainskoi literatury. Kharkiv : Akta, 2016. S. 22-55.

80



Henewenko Hamania. CepennboBivyus i PeHecaHc B icTOPiOCOPCHKMX KOHIEMIINX ...

Peleshenko N. Postat Hryhoriia Skovorody v intelektualnii biohrafii Viktora Petrova.
Viktor Petrov: mapuvannia tvorchosti pysmennyka | Zespotred. Katarzyna Glinianowicz,
Pawet Krupa. Krakow : Universitas, 2020. S. 172—173.

Peretts Volodymyr Mykolaiovych (1870-1935): z nahody yuvileiu vchenoho. URL:
http://www.nbuv.gov.ua/node/5123.

Petrov V. Dukhovni techii Yevropy Novoho chasu. Viktor Petrov. Rozvidky: U 3 t. /
uporiadkuv., peredmova i prymitky V. Briukhovetskyi. Kyiv : Tempora, 2013. T. 2. S. 844—
861.

Petrov V. Istoriosofichni etiudy. Viktor Petrov. Rozvidky: U 3 t. / uporiadkuv.,
peredmova i prymitky V. Briukhovetskyi. Kyiv : Tempora, 2013. T. 2. S. 914-935.

Petrov V. Nash chas, yak vin ye. Viktor Petrov. Rozvidky: U 3 t. / uporiadkuv.,
peredmova i prymitky V. Briukhovetskyi. Kyiv : Tempora, 2013. T. 2. S. 810-824.

Petrov V. Problema epokhy. Viktor Petrov. Rozvidky: U 3 t. / uporiadkuv., peredmova
i prymitky V. Briukhovetskyi. Kyiv : Tempora, 2013. T. 2. S. 992—1000.

Petrov V. Problemy literaturoznavstva za ostannie 25-littia (1920-1945). Viktor
Petrov. Rozvidky: U 3 t. / uporiadkuv., peredmova i prymitky V. Briukhovetskyi. Kyiv :
Tempora, 2013. T. 2. S. 800-809.

Petrov V. Suchasni dukhovni techii Yevropy. Viktor Petrov. Rozvidky: U 3 t. /
uporiadkuv., peredmova i prymitky V. Briukhovetskyi. Kyiv : Tempora, 2013. T. 2. S. 862—
867.

Petrov V. Khrystyianstvo, Novyi chas i suchasnist. Viktor Petrov. Rozvidky: U 3 t. /
uporiadkuv., peredmova i prymitky V. Briukhovetskyi. Kyiv : Tempora, 2013. T. 3. S. 1647—
1658.

Robynson M. A. Akademyk V. N. Peretts — uchenyk y uchytel. Slavianskyi almanakh
2002. Moskva : Yndryk, 2003. S. 178-236.

Stepun F. Osvald Shpenhler y zakat Evropy. Osvald Shpenhler y zakat Evropy.
Moskva : Bereh, 1922. URL: http://krotov.info/library/02_b/berdyaev/1923 059.htm.

Tkachuk M. L. Filosofiia v universyteti Sviatoho Volodymyra. Kyiv v istorii filosofii
Ukrainy. Kyiv : Vyd. dim «KKM Academia»; TOV Univ. vyd-vo «Pulsary», 2000. S. 184-245.

Fizer 1. Ukrainskyi Fuko chy frantsuzkyi Petrov? Raziucha skhozhist dvokh
istoriosofiv. Naukovi zapysky Natsionalnoho universytetu «Kyievo-Mohylianskoi akademii.
Kyiv : Stylos, 1999. T. 17. Filolohiia. S. 42-44.

Filipenko N. Z istorii filosofskoi spilnoty v Ukraini: Kyivske naukovo-filosofske
tovarystvo (1914-1919). Filosofska dumka. 2015. Ne 3. S. 90-104.

Khvylovyi M. Lysty do Mykoly Zerova. Mykola Khvylovyi. Tvory: V 2 t. Kyiv :
Dnipro, 1991. T. 2. S. 840-881.

Chernov Y. Yz lektsyi po teoretycheskomu lyteraturovedenyiu. Baroko. Lyteratura.
Tartu, 1976.

Sherekh Yu. Viktor Petrov, yak ya yoho bachyv. Yurii Sherekh. Poza knyzhkamy i z
knyzhok. Kyiv : Chas, 1998. S. 115-124.

Sherekh Yu. Shostyi u hroni. V. Domontovych v istorii ukrainskoi prozy. Yurii
Sherekh. Poza knyzhkamy i z knyzhok. Kyiv : Chas, 1998. S. 77-114.

Shmyt F. Y. Yzbrannoe. Yskusstvo: Problemy teoryy y ystoryy. Sankt-Peterburh :
Tsentr humanytarnykh ynytsyatyv, 2012.

Shpenhler O. Zakat Evropy. Rostov-na-Donu : Fenyks, 1998.

Eko U. Srednye veka uzhe nachalys. Ynostrannaia lyteratura. 1994. Ne 4. S. 258-267.

81



I1. Peuenuisi Xy10:kub0i ciaimyuuu PeHecancy B KyJbTYPi HACTYIHHX €M0X

DOI: 10.32782/2225-479X-2024-39-40-6
YAK 821.111HIexcmip:050
ORCID: https://orcid.org/ 0000-0002-9380-8986

Jywii Ceéimnana
(Kuis)

Binbsam Llexkcnip Ha cTopiHkax KypHalay «Cy4acHicTb»

Cmammsi npucesiuena 0OHill i3 8aANHCIUBUX CMOPIHOK [CMOpIl YKpaincbKol
wiekcnipianu — 00pooOKy npedcmasHuKie diacnopu, axuil 0ye npedcmasieHull 6
acypuani «Cyuacnicmoy npomscom 1960—-1980-x poxis. Lleti nimepamypHo-
MUCMeybKutl i 2pOMAICLKO-NONIMUYHULL JHCYPHATL, Nepule YUCIOo AK020 NodAYUL0
ceim y ciuni 1961 poky, eunux na 6a3i 080X nepioduuHux 6udansv (« Yxpaincoxoi
nimepamypuoi zazemuy ma 2azemu «Cyuacna Ykpainay). Hoeo micis nonseana
6 momy, Wob CMUMyII08amu Meopuy i IHMeNeKmyanvHy OiLIbHICMb
VKPaiHCbKOi diacnopu ma enucyeamu yKpaincokuil 00c6io0 y KOHmMeKcm c8imogoi
Kkynomypu. Kypuan 3suatiomué wupoxuil 3azan 3 XyOOOJICHIMU MEOpaAMU
NpeoOCMAasHUKI8 YKpaincbkoi emicpayii, OpyKyeag nepekiaou 3apyOircHux
asmopis, BUCGIMIINBA8 HOBUHU CGIMOBO20 MA eMiepayilino2o KyibmypHo-
MUCMEYLKO20 IHCUMMSL.

Baoicnuse micye pedaxmopu «CywacHocmiy 8i0800unu mamepianiam,
nos’sazanum 3 nocmammio i meopuicmwo Bineama [llexcnipa, ockinvku
VCBIOOMIOBANU MACUIMAOHICMb NOCMAMI AH2NILICbKO20 PEHECAHCHO20 2eHisi ma
8avICIUGICMb  3HAUOMCMEA  YKPAiHYie 3 11020 JNiMepamypHo0 CnaoujuHol.
Ymosno wexcnipisecoxi mamepianu modcHa noodinumu Ha 08I Kamezopii:
nepexnaou xyooicHix meopis (Ap Cnasymuu, leop Kocmeywkuii, Bacuiw bapxa
ma iH.) ma Haykosi possioku npo meopuicmuv [llexcnipa 1 po3nogioi npo
npucesueHi omy 3axoou.

Kniouogi cnoea: «Cyuacuicmoy, B. lllexcnip, wexcnipiana, yKkpaincoka
diacnopa, nepexnaou, Ap Crasymuy, leop Kocmeywvkuii, Bacunv Bapka.

lexcmipiana ykpaiHCBKOI Aiacliopu — Ie TeMa, fKa MoTpedye
HE omHOTO MOHOTpadigHoro mocmimkeHnHs. [Iporsrom 1940-1980-x
POKIB, TOYMHAIOYH 3 YaciB nmepedyBaHHs ykpaiHiiB y Tadopax Ji-I1i 1
o0 3100yTTs YKpaiHOK HE3aJIeKHOCTI, Jisdi Jiacropu MOCTIHHO
3BEPTANMCS 10 TBOPYOCTI BEIMKOTO AHIMIHCHKOrO ApaMaTrypra M
HoeTa.

Jna ykpalHCBKHX MUTIIB BiH OyB 1 BTIIEHHSIM «BHCOKOI» (Y
MHCTEIbKOMY IUIaHi) JITEpaTypH, MOCBiA AKOi HEOAMIHHO Tpeda
BUBYATH, 1 JiTomMCHEeM CBOro Hapoxy. TBopu B. H_[eKcmpa
COpUMManucs yKpaiHCBKUMH €MIrpaHTaMH SK XyIOXHS icTopis
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Amnrnii XVI — mouatky XVII cromitrs. [Ipo me #nmiocs, Hanpukian,
y Bigomiii crtarti Y. Camuyka «Benuka jiteparypa»: «Bixe kinmbka
CTOJIITh y HAIIOMYy TIPOCTOpi TAHIBHOIO IUIAHETOIO JTYXOBHOTO
Bcecity € imM’st Lllekcnip. Binbsam Ilexcnip. Ham He Tpeba Oytu B
Awnrnii, 6aunTH aHrmiius, yntaT ictopito Tiei kpainu. Ham Tinbku
Tpeba posropuytu «Makberay, «Kopous Jlipa», «['amneray, «Pomeo
i IOmiro», gk Mu onpa3y BCTYIMMO Yy CBIT ixeH, HaCTpOIB
MIPUCTPACTEN HAPOY, 3 IOHA KOTPOTO BUIIIOB Binbsim HleKcmp»

VYCBIIOMJIIOIOUM  CBOIO  KYJIBTYpHY,  ICTOpiOTBOpUy  Ta
HalieTBOpuy Micito, Y. Camuyk y mepeamoBi 1o moBicTi «FOHICTH
Bacuns llepemerny», Hanucanild y Oepesni 1946 poky, Tak OKpeciuB
BJIaCHE IMCbMEHHMIbKE 3aBAaHHi: «Xody OyTH JIITOHHCLEM
pra'iHCLKoro MpocTOpy B 1001, sIKy caMm Oady, 4ylo, TepPeKUBAIO .
Mewi xortinocs 06 B XyZI0KHBOMY BHUCIIOBI nepeaTn TOJIOBHILII €Tanu
Hamoi, Garatoi Ha ApamMaTHuHi MoMmeHTH 106u”.> ToMy TBOpUicTh
AHIIIHCHKOTO KJIacHKa OyJia HaA3BUYaHO OJU3BKOIO AJIS1 HBOTO.

Y cuioBoMy TMONI BENWKOTO aHTIIHIS mepeOyBamm i
NMCEMEHHUKH, JIITepaTypoO3HaBIll Ta TeaTpalbHi MHUTII YKpaiHu, dui
nepeKiIagy, HayKOBl PO3BIIKM Ta MOCTAaHOBKU CHPHSUIM CTAHOBJIICHHIO
caMme Haoi, yKpaiHchKol mekciipianu. OfHaK 3arajJbHOYKpaiHChKUH
MHUCTELbKMH KOHTHHYYM Oyle HEIOBHHMM, SIKIIO 10 HBOI'O HE
JOJMYYUTH EMITrpaHTChKYy Jdiacmopiany. Y TMepeaMoBi 0 KHHXKKH
«Wekcmip pralHCBKOIO mo Toit Oik 3amizHoi 3aBicu» (2024)
M. P. Crex sixpa3 i 3Beprae yBary Ha nHei acnekT: «l BakauBicTh
BU/IaHHS — OoJall yxe B TOMY, IO Hal ysBJICHHS NPO caMOOyTHI
KOHTaKTH YKpaiHCBbKOI Iyl Ta AYMKH 3 KOMIUIEKCAMH KYJIbTYpH
3axony, ama sxoi Illexcmip 3amMIIa€THCs OTHMM 13 LEHTPATbHHX
CHUMBOJIB, HISIK HE MOXYTh OyTH MOBHHUMH ¥ IMOBHOI[IHHHUMH 0e3
3HaHHA Ti€i emirpaniiHoi rinku ykpaincekoi LlexcmipisiHny.

ToMy MeTa LBOTO IOCHIMHKEHHS — MpOaHaAli3yBaTH MaTepiaiu
npo Illekcmipa, onyOnikoBaHi B xxypHalli «CydacHiCTb», pO3MOBICTH
npo YKpPaiHCbKHUX MHCbMEHHHUKIB, nepeKnagayin Ta
JTEpaTypO3HAaBIIIB, SKi ICTOTHO 30araTWid eMirpalliiHy AiacTopHY
mekcmipiany 1960-1980-x poxis.

! Camuyk V. Benuka niteparypa. MYP. 36ipHuKu 1imepamypro-MucmeybKoi npo6neMamuxi.
Mronxen—Kapibcensa, 1946. 36ipauk L. C. 42.

% Camuyk Y. IOHicts Bacus Illepemer. Pisue : Bonuucski o6epern, 2005. C. 15.

* Crex M. P. «Ykpaiscekuii» ILlexcrip 1o Toit 6ik 3aiisroi 3asicn. Ilexcnip ykpaitcokoro no moii 6ix
3aniznoi 3asicu: y 3-x Tomax / Pepaxiisi, ynopsiikyBanus i komenrapi M. P. Crexa. KuiB :
Vkpaincobki mporminei 2024. T. 1. C. 14.
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OCKIJIbKH TIepeKsIafii TOeTUYHUX Ta JpaMaTHYHUX TBOPIB
B. lllekcmipa apykyBaiaucs Ha IIMaabTaX Pi3HUX YaCOMHCIB AiacIIOPH,
30KpeMa TakuX, K « YKpaiHChKi BicTi», « YKpaina i CBit», «Ilopormy,
«KuiBy, «BusBonbHuil nuisax», «OO0pii», «YKpaiHCHKUH TOIOCH,
«HoBi nHi», — BUHWKa€e HEOOXIJHICTh PO3TISHYTH, SK MIEKCIipiaHa
nmiacopu Oyma mpezacraBieHa nporsrom 1960-1980-x pokiB Ha
CTOpiHKaxX OJHOTO i3 HAWMOTYXHINIMX BHIAHb — JITEPATypHO-
MUCTENEKOT0, TPOMAaJICEKO-TIOJIITHIHOTO XKypHaITy «Cy4acHiCThY.

[lepmre 4ymcno XypHamy modaduino cBiT y ciudi 1961 poky.
«CydJacHiCTh» BHHHKJIA Ha 0a3i JBOX razer — «YKpaiHCHKOi JiTepa-
TypHOi razetnm» Ta «CydacHoi Ykpainm». PemaryBamm «YkpaiHCbKY
niteparypHy razetry» l. Komeniens ta tO. JlaBpinenko. moctpyBas
BunanHa SfkiB ['HizgoBcbkuil. MeTy «YKpaiHCbKOI JiTepaTypHOl
ra3eTw» — BcebOiyHO iHGOPMYBAaTH YKpaiHCBKOTO dYHTada, SKAN
[IKaBUBCSA JITEpaTypolo, (axoBUMH CTaTTSIMH Ha KyJIbTYpHY U
ICTOpUYHY TEMaTHKy, HOBMHAaMHU CBITOBOTO Ta EMIrpalliifHOro
JTEepaTypHO-MHUCTEILKOTO JKUTTS, — IepedpaB Ha cebe i yacommc
«Cy4JacHicTb».

Ha  cropinkax  «YkpaiHChkoi  JliTepaTypHOi  raseTu»
IPYKyBaJIUCS XYAOKHI TBOPHM Ta CTaTTi TPEACTaBHUKIB MeEpIIOi
(A. Xyx, €. nosincekuit, b. Kpynuuupknit) Ta apyroi (. Lipsx,
B. Ky6iitoBuu, M. Opecr, 1. Umxescrkuit, 1. barpsanii, €. ManaHtok,
B. Bapka Ta iH.) XBWJIi yKpaiHCBKOI eMirpatii, a Takox JiTepaTypHoi
Mmoo, 3okpema lO. TapHaBcekoro, E. AnmieBchkoi, b. Boiiuyka,
b. Pybuaka, K. BacunbkiBcbkoi, [Tarpumii Kunuxu Ta iH.

PenakTopu nparnyyiv miaCcHINTH BUIAHHS TEPEKIaaMH TBOPIB
3axigHOEBponerchkol JiTeparypu #  dimocodii. HO. JlaBpinenko,
CHiBpeakTop «YKpaiHChKOI JiTepaTypHOi Ta3eTW», AaKTHBHO
JUCTYBaBCS 3 MUCHBMEHHUKAMH Ta JITepaTypO3HABISIMH, 3aTy4arodn
JIO CIHiBIIpalll BCe HOBHUX 1 HOBHX aBTOpPIB. BiH IpocHWB HamucaTu
JiTepaTypHi YW  ICTOpIOCO(PCHKI  CTATTi, KPHUTHYHI  OTJISAIA
YKpPaiHCBKOTO Ta €BPONEHCHKOTO JITepaTypHOTo Mpolecy, 3po0uTH
MepeKiIagd TBOPIB 3apyOLKHMX INHCBMEHHUKIB — KIACHKIB 1
cydacHukiB. Y 1959 pomi «VYkpaiHChKa JIiTepaTypHa Ta3eTay
onyOmikyBaia nepekiaaau coneTiB B. Illekcnipa, siki migrorysamu Sp
CnaBytid ta O. TapHaBCHKHIA.

Yacomuc «Cyd4acHICTb» TaKOX aKTHBHO IPYKYBaB IEPEKiIaan
TBOpIB 3apyODKHMX MUCHMEHHUKIB, y ToMy umcm i B. lllekcmipa.
YMOBHO TIEKCHIPiBCBKI MaTepiadd MOXKHA TIOTUIMTH Ha JBI
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KaTeropii: mepma — TepeKiIamd XyJO0XKHIX TBOPIB aHTIIHCHKOTO
MMMChbMEHHWKA, Jpyra — HAayKOBI PO3BIIKM MPO HOTO TBOPYICTH Ta
pO3MoBiai po 3axoau, nmpucesueHi Lllekcmipy.

Yxe Ha TepmioMy poIli  CBOTO ICHYBaHHS  YacOIIWC
«CyvacHicTp» y JeCATOMY 4YHUCIi BMICTHB IIE€peKIad TBOPIB
Hlexcmipa, 3po0ieHi HoeToM, JIiTepaTyp03HaBueM MOBO3HABLIEM 1
niepeKiiaayeM 5Ip0M CnaBytuueMm min Ha3Bowo «lllekcmipoBi micHi
(ypuBKH 3 TI ec)» s Toro, mo6 kpaine BiTIyTH TBOPIY MaHepy
nepekiasada i cneumbncy Horo nepeKnamB MOJJAEMO YPUBOK TIiJI
Ha3BOI0 «3uMay» (ypUBOK i3 komenii «Love’s Labour’s Lost»):

Konu 6 6ypynvkax cnums yce

1 6 pyku xyxae nacmyx,

1 6 3ano oposa Tom Hece,

1 mep3ne monoko, AK nyx.

I cmuene kpos, —modi 8cio Hiy

Ha winsix nepisnuii gue cuu:

—Ily-ey!
Ty-ey! Ily-ey! —nemos supeat,
A JKana yucmums ceiti kazaH.

Konu éimpu nasxkpye pegymo

1 enywume xawens piv omys,

1 3epai nmuys y ceim bpedymey,

1 Hic neue sk 6i0 cunys,

1 idca sapumucs, — 6cio Hiy

Ha winax nepisnuii ue cuu:

—1Iy-ey!

Ty-ey! Ily-2y! —nemos supear,

A JKana wucmume ceiii kazan.”

Y 1964 pomi Ha CcBOiX cTOpiHKax XypHan «CydacHICTB»
BMICTHB ime oauH mepekian Spa CnaByTuua: 1€ ypUBOK 13
HlexcnipoBoi moemu «Jlykpenis» (1594), skuil BUAIIOB MiZi HA3BOIO
«CxorueHns Jlrokperii.

VY mepenmoBi «“Yxpaincekuii” Illekcmip mo Toi Oik 3amizHol
3aBicu» M. P. Ctex 3Beprae yBary Ha mnepeknayn lllexcmipoBoro
«[amneray, kil peakuis XypHajly mojana y ABox Homepax (1963.

* Crayiu SIp. IWekcniposi micki (ypusku 3 1°ec Wekenipa). Cyuacricms. 1961. Y. 10. C. 35-36.

* Tam camo. C. 36.

® CrmaBytiu SIp. «Cxorenns Jrokpewii» (ITepexnaz i3 moemu Ilekcnipa «Jlykpewis»). Cyuacnicmo.
1964.49. 11. C. 27-28.
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Y. 12 ta 1964 U.4). Anamizytounm 1eil mepekiaa, BiH 3a3HaYae:
«Kocrenpkuit HaapyKyBaB y xypHam “CydacHICTh” MEKiJIbKa CIICH 3i
CBOTO BIJIACHOTO CMIJIMBO E€KCIIEPUMEHTAIBFHOTO (JaJeKoro Bif
HEOKJIACHYHOI eCTeTHKH) mepekiany “‘[‘amiera”, mepexiamy, SKOTO
BiH, Ha *allb, TAK HIKOIIM i HE 3aBEPIIHBY.

Jo mpencraBieHNX Ha CTOPiHKAX JKypHAIy MepIIoi Ta APYroi
crieHu Tpethoi mii «["amiteray i3 HoBoro mepekiany I. Kocremnpbkoro,
IO MaB HEBIOB31 BHHTH OKpeMHM BuaaHHAM «Ha ropi», pemakiis
JIoJajia HEeBEIWYKY IepeAMOBY, Ae Oyino moiaHo iHdopmamiio mpo
BXKE€ HasBHI YKpaiHChKi mepexianu «l'ammeray, 3[MiHCHEHI TaKUMHU
nepeknanadamu, sk [laBmo Cgift (Ceenminpkuii), [laHTeneimon
Kymim, Ocun IOpiii ®egpkouu, Muxaitno Crapuiekuii, HOpiit
Knen, C.T'ycak, Jleonin I'pebinka, Muxaiino Pynaunpkuii, Biktop
Bep. IlosBa mecsitoro 3a paxyHKOM IepeKiagy HaWBiIOMILIOl i3
[exkcmipoBux m’ec Oylla aHOHCOBaHA K BaXKJIMBA MO 3 OTJISILY Ha
3HAYMMICTh TBOpPYOTO TpoekTy Irops Kocrempkoro ansi po3BHTKY
TpaauIlil YKpaiHCHKOTO XYAO0KHBOTO Tepekyiagy. ABTOp MepeaMOBU
HarosomyBaB: «’['amner” KoMmMmno3umiiHO 0araToOlEHTPOBUM 1
CIeHIUHUH TBip (Y HaBEeJEHHX CIEeHaX MAalTh MicIle caMe JIesiKi Horo
KyJIbMiHaIliltHi MOMEHTH) ... JKaHpPOBY pO3MaiTiCTh, OaraTomapoBy
CEMaHTHUKy, METPO-PUTMIYHI O0COOMMBOCTI OpHriHamy (B #oro
OCTaTOYHIM penakiiii) — yce 1e eKBIBAJICHTOM YKpaiHChKOI MOBHU Ha
MoAepHoMy Imabmi ii po3BUTKY mparHe nepexaTu Temep Irop
KocTteupkuii, sKuii mpairoe HajIl MEPEKIAIOM YKe KiJIbKa POKiBY.

106 mpoimrocTpyBaTi 1yMKy M. P. Ctexa CTOCOBHO «CMITUBO
eKCIIEPUMEHTAIFHOTO» MIIXOAY IMepeKiafada, SKHH I0 TOro X
MICIIMH ~ «yKpaiHi3yBaB» TBIp aHIWMIHCBKOTO JApaMaTypra, s
MUKy HaBeqy KiTbKa YpHUBKIB i3 mepeknany I. Kocrenpkoro:
TFAMIIET: Koszaxu, Oysce 6ac npouiy, 6umosisime max, sK 3
apmuxynoeas Ha nokazi. 3 szuxie 3pobimb nepye. Ilepye nosuHHO
mimamu i auwe 3iezenvka nepuumu. Konu eu posssensmumeme poma
apmucmuyno, mo, iti-602y, Hexail mooi Moi 8ipuii 8U2OIOULYE 2Opaail HA
apmapky. 1 pykamu ne nunsiime noeimps, omax-o. Cmaemecs 00
61ACHUX AIKMi6 uliaxemro. bo éawa cmuxis 3nusHull dowy, XypmoeuHa i
— 5Kk 6u s mycie guciosumucs? — Hy, éup npucmpacmeu abowo. Toowc
Oinvute yymms mipu. 3 nouymmsm mipu eu Oyoeme i 36unHi, i 3pyuHi, i
naacmuyni. Ox, Mene newe 00 NEYIHOK, KOAU VI, 5K OMAKUL

7 Crex M.-P. Llur. Bug. C. 10-11.
¥ Mexcnip B. Tamner (mist Tpers, cuena 1-2) / Y nepexnaxi I. Kocreuskoro. Cyuachicts. 1964. U. 4.
C.53.
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KOWamutl, OMAaxuil 2apKyH-Heuoca, pee npUCmpacms Ha WMammsi, pee
docmomuo Ha xknanmi. Bin npoodykye epim. Bin posnodinge epim no
yucrnenHux eyxax. Byxa iopmasmuvcs enusy, na oonigyi, 6 smi nepeo
xonom. Hiuozo 30ebinbuiozo 6onu He cnpuiimarome, aK miibKu nawjexu
nauwmomim abo epumacu epomy. Taxoco 300posuna s 3 HACOI000I0
suwmaeae ou oykamu. JJna eyx ¢in mapau, mupau, Oitbwiull 3a camoeo
Ipooa supod. Omunatime maxe, 6nazar 8ac.

Abo ypuBoOK i3 po3aymis ["amnera:

Aa?

Tlpuodypox, wo eotioacmwcsi 6 batioapyi

leacuxom-menecuxom maxKum,

1 wosen 8oou nosen. Koponiscoky

JKummowosy kacy casxu 3axocunu.

A a1 ni napu 3 yem. Yu oic 2 opegpyn?

Yu orc KymMnon meni, moogice, po36anruiu?

Ak cmymuo 3a3mawae M. P. Crex, I. Koctempkuil TsoKiB 10
MOJEPHICTCBKUX 1 aBaHrapIHUX INepeKIajalbkux Teopi. Bin
CMIJIMBO BMKOPHMCTOBYBAaB y CBOIiX IEpeKIagax MoOyTOBY JIEKCUKY i
xaprosizmu. Moro nepexnaau «I'amiera» He MOXHa IepemIyTaTd 3
YKOJAHUMH THIIUMH TIEPEKIIaIaMH [LOTO TBOPY.

Hyxe crpumano npo nepeknamy 1. Kocrenpkoro Biarykysanacs
C. [laBmuuko. [docnmimuuus He BBaxana ix Baanmumu. OpHak BOHA
HEOHOPA30BO MiJKPECII0BaIa BAXKINBICT AJISI BITYU3HIHOI KyJIBTYpH
MaTh came ykpaiHcekoro lllekcmipa, ykpaiHCBKy miekcmipiany. Y
niacymky C. IlaBnmmuxo 3a3Hauana: «L{g kaxImMBiCTh HE TEPEKPECITIOE
KyJIBTYPHOTO 1 JITHTBICTUYHOTO 3HaUeHHs Niepekiany Kocrempkoro, sk
i 3HaueHHs nepexnananTea Kyirmay. "'

Amnanizyroun «['ammera» [. Koctempkoro y 3icTaBieHHI 3
IHIIMMU ~ yKpaiHCPKMMH TEpeKNIaflaMy Ii€i Tparexmii, cydJacHa
nociiguuns JI. Komomiens Bka3ye Ha NPUHIMIIOBY 3HAYMMICTh
3acaJIHUu0i yCTAaHOBKH HA €KCIIEPUMEHT, 3aB/SIKH SIKil BiH «IIOBHOIO
MIipOIO pealli3yBaB MOJIEPHICTCHKY i7Ief0 MOJIBAEHTHOCTI, TUIMHHOCTI
3HAYEHHs CJIOBA Ta HACTAHOBY Ha BepOalibHI €KCIIEPUMEHTH, a TAKOX
BJACHY KOHLIEMINIO MIEKCIIPIBCHKOTO CHEHIYHOTO0 0apoKo, B SIKOMY
CIICHIYHE CJIOBO, 3a oOpa3HuM BucioBoMm . Kocrenbkoro, HaOyBae
MpYyXHOCTI M’sya. BiH rineprpodye ueil mnpuHIMI 0apOKOBOTO

° Tam camo. C. 59.

' Ilekcnip B. Tamuer (1is apyra, cuena 2) /Y nepexnagi I. Kocrenskoro. Cyuacnicme. 1963. 9. 12.
C.62.

" TTapmiuko C. JIucKype MOACPHI3MY B yKpaiHChKiil miteparypi. Kuis : JTuGixe, 1997. C. 327.
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TeaTpy, HaKJIaIal04d WOTO Ha JaBHIO YKPaiHCBKY TpaIuIliio
OypIECKHO-0JOMAITHIOBAIEHOTO nepekIazy. KaTeropuIHO
HENPUIHATHY 3aXxucHUKaMu KaHony Illekcripay.'

Iporarom 1969 poky uacomuc «CydacHICTE» JAPYKyBaB
nepexnaneny B. Bapkowo m’ecy «Kopoms Jlip»." V mpumitii Bin
penmakuii wacomucy 3a3Hauanocs: «l[lounmHaroum 3 mporo UwMcIa,
myorikyemo mpaitto Bacwist bapku: moBuuii mepexian IllexcmipoBoi
tparenii “Kopoas Jlip” ... Ilo fioro 3akiHYeHHI BMICTUMO MOHTa)
MaTepismiB OO JiTepaTypHOi Ta TeaTpajbHOI 1HTepnpeTau11
TeHISIILHOTO TBOPY I_UeKcmpa XapaKTepHUX i1 Pi3HUX 4YaciB i
Pi3HUX POAIB HOTO CIIpHEMaHHS.

Ha cropinkax xypHairy «Cy4acHICTB» Oy BMIIIIEHI MaTepiaan
npo cBiTkyBaHHs 400-JTITHROTO IOBIJICI0 CIIABETHOTO AHIIIHCHKOTO
MUCbMEHHUKA, PO HAayKOBO-MHUCTELbKi 3axom, oMy TpHCBSTICHI.
Tak, y pyOpumi «Ormsam. HOTaTKH» 3’SBHJIMCS IiKaBi JOMHUCH
«HIGKCHIplBCBKl mui B Amrmiin Ta «lllexcripiBebki BHCTaBH Y
Bic6aneni».'® V mepmomy gmommci 6yma mnepenaHa ocoGnmBa
aTMOC(bepa y CTpeT(bopm mig yac CBATKYBAHHS ]_HCKCHlplBCLKI/IX
IHIB, TpeJCTaBlieHI omucH 0araThb0X FOBUICHHUX 3aXOiB, SKi
BimOyBanmcs B AHIII, a TAKOXK Ha/laHa iHPOPMAIis PO MiKaBi MicIls,
SIKi BApPTO BiJBiTaTH.

He menm nikaBoro Oyna i myOuikaliisi mpo BUCTaBH 32 I1'€CAMH
lexcmipa, siki raspadi micta BicOGagen mMornu moGauutd y TpaBHi
1964 poxy mim wac MikHapogHOTO TeaTpanbHOro (ectupamio. Lle
BHCTaBH TeaTpiB AHmi Ta Dpanii, 30kpeMa «JIro0omi HamMapHOY,
«Kopoms I'erpi V» ta «["ammer». Jlo BicOaaeHy Takoxx mpHiKIHKaAIH
Bepnincekuit IlinnepiBcekuit Teatp i3 komenieto «IIpubGopkanHHs
HopoBnMBOi» (y gomuci HazBa «lIpubopkaHa rocTpyxa») Ta
MIoHXEHChKHH KaMepHHH Teatp i3 Tparediero «Otemno». MicieBuid
teatp  BicOameHy  TakoX  JONy4YMBCA 10 CBSITKYBaHHS
[excmipiBCHKUX JHIB.

3acnyroBye Ha yBary i omyOiikoBaHa B xypHasi «CydacHICTb»
poznora crarts . Kocrenpkoro «Ha 3axinuenns lllexcmipiBchkoro

"2 Konomiens JI. B. Vkpainceki nepexnagaui «'amnera» B. lekcnipa: [TanTeneiivon Kymin, FOpiit
Knen, Jleonin I'pe6inka, Muxaitno Pyuunskuii, Irop Kocrenpskuit, I'puropiit Kouyp, FOpiit
Amnppyxosud. Penecancni cmyoii. 3anopixoks, 2009. Bun. 12-13. C. 188.

" Ilexcnip B. Koposs Jlip / Y nepexnazi Bacumst Bapku. Cywacnicmp. 1969. 4. 9. C. 7-33; 4. 10.
C.30-66; Y. 11. C. 47-67; Y. 12. C. 32-45.

' Ilexcnip B. Koposs Jlip / V nepexnani Bacwist Bapku. Cyuacnicms. 1969. 4. 9. C. 7.

"5 Ilekcnipiepki aui B Aurii. Cyuacnicms. 1964. 9. 6. C. 119-123.

' IlecnipiBepki Buctasn y Bic6aneni. Cyuacuicme. 1964. 9. 9. C. 117-123.
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p01<y».17 (BumiesramaHi JONMUCH HE MalHM IWIANKCIB, aje IIJIKOM
WMOBIpHO, MO iXHIM aBTOpoM Takox OyB I. Kocrempkwmii, sikuii Ha
BJIACHi 04i 6aYuB JesKi MOCTAHOBKH 3T {yBaHUX II"€C).

3amoniony kutTs I. Kocrenpkoro Oyino TiCHO mOB’si3aHe 3
tearpoM. Y 1930-Ti poku MuTEelb HaBYaBCSA y TeaTpalbHIM cTyndil B
Jleninrpani ta Tpu poku y I'ITICI. Bin, sk cmpaBxHIA 3HaBEIb
TeaTpaibHOI cmpaBu, (axoBO 1 ayke TJIHOOKO TMpoaHaTizyBaB
noctanoBku Oarathox n’ec Illekcmipa Ha cueni. [pyHTOBHA CcTarTs
«Ha 3axinuenHs lllexcmipiBCBKOrO pOKY» MiABOJUTH MiJCYMKH
BiJ[3HAa4YEHHS YOTHPHOXCOTIITHHOTO IOBIJICIO B Pi3HUX KpaiHax CBITY.
Koctenpkuil geTaibHO pO3MIISIA€ KOXKEH PEXKUCEPChKUN  3a1yM,
OKPECITIOIOYH 1 CTIPaBXKHI PEKUCEPChKi 3HAXIAKH, 1 HEBJIai MOMEHTH,
TOHKO aHaJi3ye rpy akTopiB. Y cTarTi 3raayroTbcsi CTBOpEHI 3a
m’ecamu lllekcnipa kiHOQimTbMH, AKi Oynu HPOIEMOHCTPOBaHI Ha
MixnapogHoMy dectuBayi 'y BicOameHi, a TakoX yKpaiHCBKI
nepexiaau oro TBopiB. I. Kocrerpkwmii, 30kpeMa, BHCOKO OIliIHUB
nepeknanu Ipuau CrerieHko, ki BUinum apykom y Kuesi.

VY Oepesni 1972 poky xypHan «CydacHiCTb» HaIpyKyBaB
iHpopmauito npo CBITOBHH MIEKCIIPIBCHKUN KOHTPEC, KU BinOyBCs
1928 cepmas y BamkyBepi. Y 1bOMy KOHTpeci Opaiaw ydacTb
TIPEICTaBHUKY 3 OaraThoX Kpaid cBiTy: Auriis, Kanama, CIIIA, oounsi
Himeuunnn, ®panmis, Iramis, Hopseris, Smownis, Iamis, Kopes,
Bonrapis, [Tonema, Yexo-CnoBauunna ta iH. Bin PagsHcbkoro corosy
yuacte y3sB e KiHopexucep I'puropiii  Kosummes. (Y
SHLUKJIONIEINYHUX [PKepeiax 3a3HaueHo, 110 BiH Hapoauscs y Kuesi,
TUTUHCTBO TPoBiB B YKpaiHi). I'. Ko3uHIeB — pexxucep i mocTaHOBHUK
¢imemy «["amner». OgHak came }’KpalHCBKI/II/I Hlexcmip Tak i He OyB
MIpEe/ICTaBJICHUI Ha IIbOMY 3aXOIi.

Marepianmu npo B. Illekcnipa B xypHami «CydacHicTE» —
BA)XJIMBA CTOPiHKa YKpaiHCHKOI AiaclOpHOi IIeKcmipiaHu. ABTOpH
CTaTei, mepekiagadi, PEeAakTOPH LHOTO YacOMHUCY PO3MIMPWIH 1
MOMITHO 30araTuiy 3arajibHy KapTUHY YKpaiHChKOT MIEKCITipiaHu.

s posBigka Tmpo MIEKCHipiaHy Ha CTOpiHKaxX KypHAIY
«Cy4acHicTpy — JIUIIIe Mepiuil Kpok y BuBUeHHI Temu «lllexcmipiana
nmiacopw». Hactymaum kpokom Oyne aHami3 IMIEKCHIpiBCBKUX
MaTepianiB, sKi Oyim omyONiKOBaHI Ha MIMaIbTaX JiaCMOPHOI
riepionuku rpotsarom 1940—-1980-x poxkis.

"7 Kocreupkuii . Ha 3axinuenns IllekcripiBebkoro poky. Cyuacuicme. 1964. U. 12. C. 23-39.
'8 B. P. CBiroBuii mekcripischkuii kourpec. Cyuacnicme. 1972. 4. 3. C. 123.
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Bucouyvxa Hamanisn
(Kuis)

I'amaer no6m «nepedopmMaTyBaHHA»
(adpo)amepuKAHCHKHUX iJEHTHYHOCTEH
(m’eca Ix. Aiixxeitmca «KupHuuii okopox», 2022)

Cmammio npuceaueno cyuacuiti aoanmayii mpaeedii B. Illexcnipa
«amnemy 6 oonoaxmuiil n’eci aghpo-amepuxancvkozo opamamypea xcetimca
Auiooceiimca (2022). Obcmoroemubest Oymra npo me, wjo mMema 4epeosoi cnpobu
peinkaprayii I'amnema nonsicae 8 KOMIYHO-i2DOBOMY CMEEPONHCEHHI BIMALLHOCHI
agppo-amepurancokoi cnitbHomu 6 cumyayii eposii nampiapxaibHux yiHhocme
ma pemooentogants i0eHMuuHoCmel Mo100020 NOKONIHHS YOPHUX AMEPUKAHYIE.
Hoeooumucs, wo y n’eci neimumizyemovcs ma cmeepodricyemvcs npago agpo-
AMEPUKAHCLKOI MONO0I HA MiNecHy «HEHOPMAMUBHICMbY mMa NOPYULeHHs
cmanoapmie  2eHdepnoi  i0ewmudpixayii, 30Kkpema, yCmanewux —mooeinel
mackyninnocmi ma  geminnocmi. Kapnaeanizayis obpasnoi cucmemu ma
opamamuunoi  Oii  cmeepdicye Ha  agpo-amepukaHcobkomy — mamepiaii
MOPIACECMBO PYXAUBO20 ICUMMISA HAO 3ACMULTIOI0 HEPYXOMICIIO CMepmi, y YoMy
CONO3HUKOM § B00HOYAC ONOHEHMOM CYYAcHo20 Opamamypea nocmac Binvsau
Llexcnip.

Knrwuoei cnosa: Binvam Llexcnip, [cetimc Auidocetime, «Kupruii
OKOpPOKY, mpazighapc, HEHOPMAMUBHICb, 2EHOEPHA I0EHMUYHICMb.

His  mwekcnipiBecekoro «lamnera» BigOyBaeTbcss Ha  Tii
AQHOMAaJIbHOTO, CKaJiuY€HOTO, BHKPHBICHOTO CBITYy, IO BH3HAYaE
(aTanpHy TpPUpEUYEHICTh MEPCOHAXIB 1 MOXMYpy aTMocdepy TBOpY.
KonextuBHE BIMUYTTS «HEMPAaBWIBHOCTI» y  (YHKIIIOHYBaHHI
couiymMy/yHIBEpCYMy TOPOKy€e CHHIApoM [ammera i cropsMoBye
KyJIBTYpHI CHIIOBI JiHII 100M Ha Marepiamizalilo HOBUX 1 HOBHX
aBaTap WOro apxeTHUIly, OWH 3 SIKUX 1 CTaB MPEAMETOM Li€l PO3BIAKH.
Ha meit pa3 ponp MeTaHXONIMHOTO TMpHWHIA BigmaHo adpo-
amepukannesi J[xyci.

2022 pokxy uyopHHI npamatrypr JIk. AWmpxedMc OTprMaB
npecTwkHy [lymiTiepiBCbKy mpeMilo B ramysi ApamaTyprii 3a cBOIO
OIHOAKTIBKYy <«OKHpHHMH OKOpOK», YIOCTOEHY TaKOX HHM3KH I1HIIMX
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Haropon. CTaryc m’ecH IOAO IMEPIIOHKEPETa MOXKHA BH3HAUUTH SIK
MapoiitHy amanTarlito 3 eleMeHTaMu anpornpiarii. [lpuaaliMHi, BXe Y
meperniky niiioBMX ocid aBrop 3a momomoroio Bupasy “kind of”
(«Tumy») diTKO 3a3Ha4ya€ MPOTH IMEHI KOXKHOTO, SIKy pOJib 13
HIEKCITiPIBChKOT Tpareaii HoMy BinBemeHo. Skmro mpotaronict Jxyci
— e «tuny 'amiuer», To ioro matu Tenpa — «tuny ['eprpyna», barbko
— «runy Crapuit 'amner», nagpko — «rtumy Kmasniity, cycimka —
«runy [lonowniit», i mita — «runy Odgenis 1 Jlaept», a xy3eH Llio —
«runy l'opauio» (pyHKUiIOHATBHO, BTIM, BiH ONMM3bKUH 1 10 Mepkymio
3 «Pomeo i JlxynberT»). ToOTO Hamip MepenoBiCTH MEKCIIPIBCHKOTO
«lamnera» B adpo-aMepUKaHCHKIA TOHATHHOCTI 3a/IeKIIapOBaHUH IIIe
mo modarky mii. Jlami #oro mMmigTBEPIKYIOTH BIAMOBITHI CIOKETHI
BY3JIM y HalleKHI# mociimoBHocTi: Becimuia Texpu 3 6paTtom BOUTOTO
4osioBika (mo4yaTok I’ecH), MosiBa NpuBULY baTbka, 110 3BHHYyBauye
Opara y CBOili cMepTi Ta 3aKIMKa€ CHHA 1O IIOMCTH, BaraHH;I
«l"amnera» — Jlxyci, sSKuii He BBakae cebe MPHIATHUM JIs PO
MECHHKa, TIpa B IIapaad, IAeHTUYHAa 3a (YHKI€0 CcleH]
«MumonoBku», aBo6iit Ixyci 3 Jlappi-«Jlaeprom»... [Ipore xoxuui
3 WX €eTamiB PO3rOpTaHHS TPariyHOi IHTPUTH OpUTIHATY 3a3HAE
TPOTECKOBOTO 3HIDKEHHS, TPaBECTYBaHHS, KOMiKai3aIlii, o pa3oM i3
HECTOoAiIBaHUM (PiHAJIOM NMPHU3BOIAWTH A0 PaAUKAIBHOI 3MIHU JKaHPY —
nepel HaMH He Tparedis, a paliie YOopHyBaTHi (apc, TeHETHYHO
OB’ s13aHUi 3 aMOIBaJIEHTHOIO aMEPUKaHCHKOIO Tpaauiieto black-face
minstrelsy. Jlo Toro x i KyapMmiHamisg, i ¢iHam TBOPY paaWKaIbHO
BIIXOISATH BiJl OpUTIHAIY.

Merta ueproBoi cipo6u peinkapHaiiii ['amnera momsrae, Ha MOIO
OYMKY, B KOMIYHO-IrPOBOMY CTBEpKeHHI BIiTaJbHOCTI adpo-
aAMEpPUKAaHCBhKOI CIUJIBHOTH B CHUTyalii epo3il marpiapXanbHUX
LiHHOCTEH Ta PEMOIEJIIOBAaHHS 1JEHTUYHOCTEH MOJIOAOTO MOKOJIIHHS
YOPHHUX aMEPHKAHIIIB.

I'pa aBTOpa 3 UMTAYEM/TIIAIAYEM TTOYNHAETHCS 3 HA3BH I’ €CH —
Fat Ham, Bigkputoi Uisi MHOXWHHHMX IHTepnperariii. MoxHa
CIpUHHATH 11 OyKBaNbHO, K GKUPHHUH OKOPOK», 1 1€, 0e3CyMHIBHO,
3HAXOAWTh BUNPABIAHHA Yy «M’SCHIM» aypi TBOpy (Ipo Hei OuB.
HIK4e). Skmo posymita Ham sk (aMiTbsipHE CKOPOUYSHHS Bif
Hamlet (I'amyer), TO Ha3By MOXXHA TIEPEKIACTH SIK <CKUPHUHN
lamner», mo BiAMOBinae 3agyMy CTBOPEHHS 3HMKEHOTO BapiaHTy
tparenii lllekcmipa. Kpim Toro, ciioBo Ham Moxe OyTH 3HEBaXIIMBUM
BU3HAYECHHIM [IOT'aHOTO aKTOpa-XalTypPHUKA, a I11e i CKOPOYECHHSM Bif|
hamster (0Oaiibadok), moO pe3oHye i3 30BHIMIHICTIO MPOTaroHicra.
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Hapemri, y Ha3Bi MO)kKHa BUYHMTATH allIO31F0 Ha CTApO3aBiTHOTO Xama,
Momoamoro cuHa Hosi, 00pa3 SIKOTO eKCIIyaTyBaBCsl Y pPacoBOMY
muckypei XIX — mowarky XX CTOMITE Yy WiNAX BUIpPaBIaHHS
pabosnacuuTBa.' OTKe y Ha3Bi aKTyali3yeThCs IiJIa HU3KA 3HAYCHB,
10 07ipa3y MOMHOXY€E KUIbKICTh BUMIpPiB CIIPUUAHSATTS TBOPY.

JIxyci, «ramJIeTONIOMIOHMI» TIPOTArOHICT, 3aBISYYE CBOEIO
OpUTIHANBHICTIO ONHIM 13 HE3YHCIICHHUX IIEKCIIPOBUX 3arajok,
HABKOJIO SIKMX IIEKCIIPO3HABI JIAMAIOTH CIIMCH IPOTSATOM OCTaHHIX
4oTUphOX cToniTh. Yu OyB [ammer orpsanum? Bech Ham mocBifg
3HAHOMCTBa 3i CIEHIYHMMH Ta KiHEeMaTorpadiuHUMU BepCisiMHU
Tparefii TpoTecTye TPOTH Takoro mnpunymeHHs. [Ipore B
3arajibHOBIOMIN Bepcii TBopy I epTpyna, mpocTararoun CHHOBI XyCTKY,
1100 BUTEPTH T 3 YOJIa Iijl 4ac HOro OCTaHHBOI Ayeni, 3aBBaxye “Our
son is fat and scant of breath” («Ham cuH TOBCTHIA 1 3aIUXa€THCS»,
«l"ammer», V, 2). s perutika (BiacyTHs, 10 pedi, y mepiriil myOmikarii
ITECH, TaK 3BAaHOMY «IIEPIIOMY KBapTo» abo «moraHoMy [amieri»)
nopoanna Oe3miy TpakTyBaHb — BiJ MOMMJIKH APYKYy IO Mi3HIIIOT
IHTEpHoMALil, CHPUYMHEHOI KopmyileHTHicTIo Piuapma bepbemxa,
OJTHOTO 3 paHHIX BHKOHABIIB II€l poui; Bix TiaymavyeHHs “fat” He sk
«OKUAPHHIA», a SIK CKOpoYeHHs Bin “fatigued”, ToOTO «BTOMIIEHUIN», 10
TIPOTIO3MIII PO3YMITH II€ CJIOBO SIK «CIITHUIMIY, TOmo. DaxiBumHA 3
MUTaHb TUIECHOCTI B aHIJIO- aMepHKaHCLKiﬁ kynerypi Enena Jlei-
Hapappo f0KmafHO posrisizae iCTOpil0 3MiH y peremnii psaka mpo
«kupHoro ['amiera» 3rifHO 3 NMUHAMIKOIO  KOHCTPYIOBAaHHS T. 3.
«kupodobii» (fatphobia) B 100y MozepHOCTI, SIKa ITOB’SI3y€ COMATHYHI
XapaKTepUCTHKUA 3 MOpPaJIbHUMHU SKOCTAMH.” Jleski mepeknanadi ta
peXHCepH B3araji OIMYyCKAIOTh 3raiKy Ipo CTaTypy HOpHHLA (TakK,
JI. I'pebinka y cBoeMy mepexnaai «['amieray cKOpodye pPeIUTiKy 10
«Jlnxae BiH Baxkkoy). CydacHHM amMepHKaHCBKUH apamarypr [[xeriMc
AWmKeriMc, HaBIAKW, OOMpAE CIPUHHATH CIOBA KOPOJEBU 32 YHCTY
MoOHeTy; 'amier B oro BapiaHTi — TOBCTHUH YOpPHHUN ABAAUATHPITHUN
XJIOMELb, 0 CTPAXKIAE BKE HE MPOCTO Ha 3aJUIIKY, a Ha acTMy 1 Mae
Yac BiJ yacy KOpHcCTyBarucs iHraxaropoM. [lpu oMy HeHOpMaTHBHE
tino Jxyci curHidikyerbes sk mosutmBHE. Jlns #oro QizuuHOi

' Mnerses npo mommpennit anokpudidHmii TOMOC IPOKIATTS XaMa», TOGTO JOBIYHE [TOKAPAHHS HOTO
HAI@/IKIB, IPEJICTABHUKIB YOPHOT pacH, 3a HEMOIITHBE CTaBJICHHs Xama 110 0aTbka — BOHH 3aBiKIH
MaTHMYTh TIPUCIITOBYBATH HALlAJKAM /IBOX inmux cuniB Hos, Cima ta Sdera.

2 Levy-Navarro E. “He’s fat, and scant of breath”: The Rise of a Modern Fatphobia in Nineteenth- and
Twentieth-Century Commentary on “Hamlet, Upstart: A Journal of English Renaissance Studies. 2014.
URL: https://www.academia.edu/125335369/ He s fat and scant of breath The Rise of a Modern
_Fatphobia_in Nineteenth_and Twentieth Century Commentary on Hamlet.
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XapaKTEPUCTUKHA BHKOPHUCTaHE CJI0BO “‘thicc”, 3amosmdeHe 3 adpo-
aMEPHKAHCBLKOrO CIIEHTY, IO MO3HAYAE HE TaK 3aliBy Bary, sk IpUEMHY
OKpYIIICTh, M’ SKICTb, TaKy co0i BEAMCIMKOBY CHUMIIATHYHICTb. I[)Kyc1
OMHCAHMH SK «TAPHO i Uyg0BO M’SIKMif TimoMm i xapaxtepom».” I Ie
NPUHIMIIOBO: aJDke T'eca AMmKedMca IEeriTUMi3ye, OUIbIlE TOTO,
CBATKYE SK HECTaHIApTHE TiIO, TaK 1 pPyWHYBaHHS TEHICPHHUX
CTEPEOTHIIB Y KOHTEKCTI MOBCAKICHHOTO JKUTTS apo-aMepHKaHCHKOT
cruieHOoTH Ha ITiBguai CIIIA.

Bynp-sike  0OrOBOpeHHsI  «BIAMIHHOCTEH» K  TO3ipHUX
BIIXWJICHb BiJl HOPMH Ma€ Ha YyBa3l iCHyBaHHS Ii€]l OCTaHHBOI.
PosBuBaroun, BoueBuAb, ifeto DyKo Mpo Te, M0 «HOpMAaTi3allis cTae
OMHMM 3 TIOTYXHHUX I1HCTPYMEHTIB BIaJi», aMEPHUKAHCBKHIi
pocmigauk JI. JleBic mOKIAgHO JIEMOHCTpY€ CKOHCTPYHOBaHICTh
KOHLENTIB ~ «HOpMa» 1 «HOpPMalbHiCTH». BiH  cmpocToBye
€CeHIIAJICTChKUN TMiAXiZ 0 HUX SK «IPHUPOJHUX» Ta «BIYHUX»
KaTeropiif, MEMOHCTPYIOYH, SK BOHM BHOYJOBYBAJIHCS BHACIIIOK
ICTOPUYHUX TOAIH 1 JUCKYPCHBHHMX MpPAaKTHK, IO Oa3yBaiucs Ha
YSBJICHHSX XVIII- XIX CT. TpO pacy, TeHAep, 3JIO0YUHHICTB,
CEKCYyalbHICTh tomo.” Sk uneHu Oyap-skoi OiHApHOI OMO3HUILii
«HOpMaJIbHE» Ta «aHOMAaJIbHE» MPOTHCTABIAIOTHECSA Ha aKCiONOTigHiM
[IKajJgi, TPUYOMY TMEpIIMA HEMHHY4Ye € TIPUBUICHOBAHUM SIK
«HEMAPKOBAHHiA», i oTxe, «IPUPOJHMID) CTaH, a APYIHil BUIIISIA€
MiZ03PIIMM Ta HeOaKaHUM Yepe3 CBOIO «iHILICTHY.

OmHUM 3 acleKTiB HeNOTPUMAaHHS «HOPMH» € HeCTaHAapTHE
Tij0. 3rimHO 31 criocTepekeHHs MU Mimens Oyko, iHANBIAyaTbHI Tila
MOXYTh CTaTH 00’ €KTOM IiJKOPEHHS 1 MAHIMYJIAMIl He JIHIIe IIIIXOM
npsaMoro (i3UYHOrO MPHUMYCY, a W TOHKIIIMUMHU 3aco0aMu, dYepe3
MUCKYpPCHBHI NpakTuku. OTke, Ha 3MiHY PENPECHBHOMY KOHTPOJIIO
Ha/I TiJIOM TIOCTYTIOBO NPHUXOAWUTh PUTOPUYHUH, peani3oBaHUIl depe3
MeXaHI3MHU CTUMYITIOBaHHS Ta/d1 3aCyKESHHSI.

Y CILIA, 30kpema, 3aco0u MacoBoi iH(popmarii, KIHOIHAYCTpis
Ta peKiaMa, MPOAYKYIOUH «HECKiHYeHHI 00pa3u Maiike HeI0CSIKHOT
XyAOpJISIBOCTI», 10 HaOynmu crarycy OOOB’SI3KOBHX, Oe3MepepBHO
KyJIbTUBYIOTh OakaHi (M JomycTWMmi) cTaHmapTd Tina. bBymb-ski
BIIXWJICHHS Bl HUX CHOPUHAMAIOTHCA SK TigHI 3HEBaru Ta/abo

? Ijames J. Fat Ham. New York : Theater Communications Group, 2023. P. 7.
* Foucault M. Discipline and Punish: The Birth of the Prison. New York : Vintage Books, 1995. P. 184.
5 Davis L. Constructing Normalcy: The Bell Curve, the Novel, and the Invention of the Disabled Body
in the Nineteenth Century. URL: https://orbankat.web.elte.hu/repr_pol/davis_normalcy.pdf.
® Stearns P. Fat History: Bodies and Beauty in the Modern West. New York : New York UP, 2002.
P. 4.
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3arpo31uBi [HIIII MapriHamizyrOThCs 1 3CYBalOThCS Ha CITiJl MOpPaIbHOT
Ta €CTeTHYHOI IIIHHICHOI IIKaJIW, a caMi «HEIPaBWJIbHI Tijlay
MiIAI0THCS CTUTMAaTH3aIlii a00 HaBiTh OCTPaki3My. 3a CTaTUCTHKOIO,
appo-aMepHKaHIl 3 HIKYOTO KJacy BUSBISIIOTH HaKOimbLIy
CXWJIBHICTh /IO HaOpaHHS 3aiiBOi Baru uepe3 HE3JOpOBe/IelIeBe
XapuyBaHHS Ta OpaK pealbHIX MOXIIMBOCTEH IS 3aHATH CHOPTOM. Y
BUMAAKy  UYOPHOUIKIPHX  aMEpHUKaHI[IB TPUHHATTS  TIJICCHHUX
CTEPEOTHUIIIB CUTHAIIIZYE MPO MiAMOPSIIKYBaHHS HOpMaM JIOMiHaHTHOT
0irnoi OiIBLIOCTI, siKe 1 po3BiHUYE I eca AlmKelMca.

His TBOpy BinmOyBaeTbcs Ha moaBip’i mepen OyamHkoM adpo-
aMepHUKaHCHKOI POIMHM JIeCh Y CUTbCHKIi# MictieBocTi Ha miBaHI CILIA.
Yac aii TOUHO HE BH3HAYEHUI — 3a aBTOPCHKOIO PEMapKOI0, IIi MOmii
MOIJIM  TPAamUTHCS OylIb-KOJIM MPOTATOM  OCTaHHIX YOTHPHOX
necsaTuiith. [I’eca moumHaeThesi cueHoro, B skidd Jxyci Ta Ilio
3HEXO04Y MPUKpAIIalOTh TOABIP S IUTs CBATKYBaHHS Beciuis Texpu i3
[IpeBeneOnmM, OparoM ii TTOKIHHOTO YONOBiKa. 3’ SBISIETHCS TPUBHT
0aTbKa, 3api3aHOr0 Yy B’SI3HHII CAMOPOOHHMM JI€30M, 3pOOJICHUM i3
3yOHOI MIIITKH, i BOJA€ JO MOMCTH — aJKe MOro BOMBCTBO 3aMOBUB
Opar. JIxyci HamaraeThbcs BiJlkapacKaTHcs Bix HeOaxaHoi micii — «S1
HE MECHHK». SIKIO B OpHTiHAI MpoKpacThHamis ['amimera (peaMer
0araroBiKOBUX MipKyBaHb IOCTIIHUKIB) MOXE MaTH 3a MPUIAHY
YCBIJIOMJICHHSI TIPUHIIOM MAaciuTabiB CBITOBOTO 3Jia, SKE IOl
MO0JNIaTH 1HAMBIAYaIbHOIO KPOBHOIO TIOMCTOIO, TO Yy Cy4acHill Bepcii
HHEThCs PO PO3PUBAHHS XUOHOTO COLIAIBHOTO KOJa, sSIKe MPHUPIKae
Oarathox adpo-aMepuKaHIB 13 HIKYHX BEPCTB CYCIUIBCTBA Ha
Ge3KiHeuHe BiITBOPEHHS LMKy HACHILCTBA».' 3a 3a1yMOM aBTOpa,
OaTtbka U nsaapka J[xyci Mae rpatu Toil camuii aktop. bareko [xyci
BiOyBaB MOKapaHHA 32 HEMOTHBOBaHE BOWBCTBO, NSAIBKO 3aMOBUB
yOMBCTBO Opata, Ttemep depra JDKyci mepedHATH IO ectadery.
IMpuBux Gatbka BH3HAE, IO BiH CIIOTBOPHB JKUTTS CHHA, TAK CaMO, SIK
#oro 0aTbKO CIIOTBOPHB HMOTO JKUTTS, 1 K JXKyci, CBOEO dUeproto,
HEMHUHYYe 3pyiHYye KHUTTS cBoro cuHa. Sk mimcymoBye Ilio, «iii
[UKJIA HACHJILCTBA MAIOTh ITMOOKE KOpiHHSA. BOHM MIIIHO YKOpiHEHi.
3 HUX BaXKO BUBUIBHUTHCS. THITy, TBilf TaTO MOTPAIUB 0 B’ SA3HMIIL,
foro OaTbKO CHIIB y B’SI3HMIN, 1 0AaThKO TOTO TEX, i OATBKO TOTO
TakoX. A 110 1OT0 110 Oyno, ra? PabcrBo. Xiomde, Tv HOocHI ¥ c0obi

7 ljames J. Op. cit. P. 18.
¥ Ibid. P. 35.
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ycragKoBaHy TpaBmy Bciei pomunu. | e Hidoro. Tu B HOpMi. Anie TH
HE TIOBUHEH JTO3BOJIMTH IIbOMY BH3Ha4aTH Tebey.

Amxe Jlxyci — inmwmid. [lo-mepmie, sk 1 HOro clIaBHO3BICHUI
MIPOTOTHII, BIH HABYAETHCS B YHIBEPCHUTETI, ONPAB/A, TUCTAHIIIHHO, 1
Mpie cratm (QaxiBieM 3 KagpoBOi IONITHKW, He Oaxarouu
YCHaJKOBYBaTH CiMeWHWH Oi3Hec — mmmannimaHy. Ha BiaMiHy Bin
IHIMMX TEepPCOHaXiB, M0, 3a BOJCIO Jpamarypra, OalakarTh
HETPUTSHCHKUM BaplaHTOM AHMIIINACHKOT MOBHU (Black English),
moBneHHs  Jxyci l'[l,[[erCJ'ICHO NpaBHIIbHE, BiH HE MOpyUIyeE
rpaMaTUYHUX HOPM JITepaTypHOi aHIIIHCHKOI Ta AEMOHCTPYE CBOIO
epymuitito 'y Oararbox IapuHax. Ilpm IboMy cTapiie TOKOJiHHS
(6aTpKO, IA/ABPKO, TIOYACTH HABITh MaTH) CIpHAMae HOTO MparHEeHHS
IO OCBITH fK CHaOKiCTh; KOJEDK, Ha IXHIO AYMKY, — L€ «(irHs»
(scam), a xapakrepucTuka HeOoxa Ak «(dimocoda-moera» B ycrax
IsIbKA JTyHAa€ 3HEBAXKIIMBO 1 1y3nuBo. Lle omgna 3 miHil po3miny Mix
JUKyci Ta pemTol pOIMHH, sKa e TMONMHOTIOETRCS Yepes Te, Mo
MaTH 1 JSIbKO BUTPATWIMA KOIITH, MPU3HAYCHI HA MOAAJBIIY OCBITY
Jlxyci, Ha 03700JICHHS CBOTO 6ym/1HKy.

[o-npyre, «iHakmiicte» JIxyci BusBIgeThcs 1 B HOro
HagMipHIN, Ha DyMKy OaThbka W Isabka, M SKOCTI — «YOJOBIKH B
Hamili pomuHi He OyBaloTh M’sAKMMH». IlpuBujp OaTbka i3
3aCyIDKEHHSM KOHCTaTye, mo y /IKyci HeMae THX pHC, SKi T03BOJIMIN
0 oMy MOMEpTH HAITIO0 CMEPTIO (Ha HOro JyMKYy, €MHOIO IiHOIO
CNPaBKHBOTO 9OIOBika). OTXKe OCBIYCHICTH PasoM 3 eMOLIHICTIO,
3[IATHICTIO 0 eMIIaTii Ta YyWHICTIO acOIiIOIOThCS Y I[bOMY CEIMEHTI
COIyMy 3 TMOPYIICHHSIM TPAIUIIHHAX I HIDKIAX [POIIApKiB
aMEPHKAaHCHKOTO HacesJeHHs (IJajeKo He JIMIIe YOPHOLIKIPOro) HOpM
MacKyliHHOCTI (OpyTanbHI Mauo), MiJCHUICHUM HETPaIUIIIHHOI0
CEKCyalTbHOIO OpieHTaliero Jxyci, 3 skoi 6aThKO 1 JASIABKO MOCTIHHO
3HYIAIOTHCS. TakuM YHHOM, «HEHOPMATHBHICTH» JIKyci BKIIO4ae
NOPYIICHHS TPUHHATHX Yy HOro COIiajJbHOMY KOJi TeHICPHHX
cranuapris. Tak, 0aTbko 003UBA€E CHHA TOMIKOM, a JISBKO HABITH i
3arpo30K CMEPTi BiMOBISIETBCS MPUUHSATH JIOTIOMOTY Bij HeOOXa-
res. Y mporueci ¢popMyBaHHS TeHIepHOI ineHTHYHOCTI J[>Kyci 3HauHe
MicIle Tocifae ictopisd 3 Jsibkoto. Komm #omy Oyimo ciM, Mama Ha
foro mpoxaHHs Kynuia oMy nsnbKy. Bpynarna Bap61 HaBYMJIA
Jlxyci «kpacu, M’SKOCTi, TEHIITHOCTI, cnpancHocn» ane ii Oymo
0e3kanbHO KOH(ICKOBAHO Ta 3HUIIEHO SK HECYMICHY 3 BUXOBaHHSM Yy

° Ibid.
0 1bid. P. 45.
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XJIOITYUKA «YOJIOBIUMX» SIKOCTEH. baTbKko 3 peroToM KMHYB JISUIBKY /10
KONITHJIBHI, CTBEPKYIOUH, IO POOWTH e 3amrsi mobpa Jkyci —
«CTaHp Y0JIOBIKOM, CTaHb OUIBII CXOKAM Ha xyomaukay.' Binb Bix
BTpaTu Majo He cnoHykaB JIxyci BromuTHcs y OONOTI (TEHAEPHO
TpaBeCTOBaHa alto3is A0 3arudeni mekciipisebkoi Odenii).

Bapiarmii Ha mo x TemMy BTUTIOIOTH o0pasu Jlappi/Jlaepra Ta
Omnan/Odenii, ki BiIMOBISIOTHCS TPaTH MPHU3HAYEHI 1M CYyCIUITECTBOM
renziepHi porni. Jlappi BificbKOBHH, ane BiH BEIbMHU JajeKui Bif Oyib-
aKoi MinmiTapHocTi. Moro npuBabmioe M’ AKicTh Ta XiHouHIcTH JDKyci,
BiH caM XOTiB Ou OyTu TakuMm. PO30DXKHICTE MiXK COIIaTbHOIO POJLIIO
Ta JIIOACBKOIO camicTio Jlappi penpe3eHTOBaHO 3a JIOIOMOTOIO
JIHTBAJIFHOTO Ta BECTUMEHTapHOTo KoaiB. Komu mepcoHax Brepiie
3’SBIISIETBCS. HA CIEHI Yy BiICBKOBOMY OIHOCTpOI, BiH HpPaKTHYHO
no30aBIeHUH Aapy MOBICHHSI, BHCIIOBIIOETHCS OAHOCKIIAJIOBHUMH
CJIOBaMH Ta BUTYKaMH, SIK TyHIHH coinadoH, IPOBOKYIOUH IIIy3JIUBY
peaxIiio pemTy mepcoHaxiB. Mipoio Toro, ik BHYTPIIIHS CYTHICTh
Jlappi moctymoBo Oepe ropy, ioro 3axomieHHS JKyci 3HAXOAWTH
BUAB y ACKpaBHX pemikax Ta HOeTHYHOMY MOHOJI03i. Y (iHambHIN
CleHl BiH 3’ABIs€ThCS Yy (aHTACTUYHOMY BOpaHHI HYH  TO
TOJUTIBYZICBKOI 3ipku, 4M TO drag queen, BOAIOYMCh, 3a CJIOBAMH
aBTOpa, O «CBATKYBaHHSA (EMIHHOTO» SIK «IIEPEXOMY BiJl 4Oroch
HOPMAJIBHOTO JI0 YOTOCh IiJHECEHO- nperaCHom»' Horo cecrtpa
Omnan, cBoew ueproro, nepedyBae y MOCTiHHI KOH(prHTauu 3
Marip’to, 00 He Xoue HOCHTH CYKHi, Big4yBa€ MOTAT A0 IiBYAT,
[IOYYBA€ThCA NPUPOAHO Yy IUTaHAX. Y npoMmy i miarpumye [Dxyci —
«TO61 HE 000B’s13K0BO OyTH Takoro, sk xoue Mama. Ll cykus. Lle e
iy, Omue 3 ipoHiuHKX KOMCHTaplB I'€CH TOISTae y TOMY, IO
YCIIIIHI Kap’epu, Npo fKi Mpi€ AI8 HUX Mard (BHUILA OcBiTa yIs
JIOHBKH, TeHEePAIbCHKUI YHMH IS CHHA), TpeOa MOMIHATH MIiCISIMH,
o0 BOHU CTaNW TMPUHHATHAME JUISi «HETUNIOBUX» Opara i cecTpH.
«HIII BHPINIYIOTH, KUM TH, Ha IXHIO JYMKY, TIOBUHEH CTaTH. 3 IIUM
BaxKo Oopotucs», pestomye Jlappi. [enepariiini 3minu B adpo-
aMEPHUKAHCBHKIM TpoMail MiAKPECIeHO MOIIYyKaMH HE JIMIIE HOBOI
TeHJIepHOi IICHTUYHOCTI, a i CBOTO MICIIS Y KHTTi, He TPAJAUIIHHOTO
Uil IXHBOTO cepenoBumia. Ha nmuTaHHS, 4Ooro BOHM IParHyTh BiX
*uTTst, JIkyci BucnoBmioe OaxxaHHS 3aiiMarucs  KaJIpoOBOIO

"' Ibid. P. 51.
"2 Ibid. P. 154.
" Ibid. P. 76.
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noJriTukoro, Omnan xotiyia 6 TpuMaru BiacHu# tup, Llio — BuporyBaru
kaHaOic, a Jlappi — mparroBaTH y moy-6i3Hecl. ..

3a3Buyaii, cydacHa romodo0is sk 00’e€KT catupu ANmKerMca
HE [IOpIBHIOE Habararo CKJIAJHIOIOMY, Ha JIyMKYy iCTOPHKIB,
CTaBIIEHHIO €JIM3aBETHHINB JIO OJHOCTATEBOTO YOJOBIUOTO OakKaHHSI.
Sk 3a3nauvae CriBeH ['piHONATT, B TOH 4Yac, K «comoMis Oyna CyBOpo
3a00poHEHA TIPUIHMCAMH pelirii Ta 3akoHy», IS 3a00poHa He
Nepekokaia 3arajlbHOMY TPHUITYIICHHIO, IO YOJOBIKH MOXYTh
KOXaTh Ta Oa)KaTh 1HIIMX YOJOBiKiB». SIK BiJOMO, MPOTSTOM YyKe
MIOHAJ MiBCTOMITTA (DEMIHHICTh Ta MaCKYIIIHHICTH SIK HAOOpH TO3HIIIH,
MPaKTUK Ta IOBSHAIHKOBUX MOENCH, acoliHOBaHUX 3, BIATOBIIHO,
ocobaMH KiHOYO1 Ta YOJIOBI4OT CTaTi, CHPUHMAIOTBCS K KOHCTPYKTH,
chopMoBaHi cycHninbHUMU Ta OiOJNOTiYHMMH YHHHUKaMu (abo, 3a
dopmymoBanusm Piuapna Jlinmu, “by nature and nurture”"). Y
JiaXpoHil iXHE PO3YMIHHSA IMOCYTHBO 3MIHIOETHCS 3TITHO 3 COIliO-
KyJIBTYPHUMH OOCTaBUHaMHU. BojHo4Yac, MO Ha TeHICPHY
IIGHTUYHICTh Y €JIM3aBETUHCHKOMY CYCIIUIBCTBI, A€ «KOPHAOHH MiX
MacKyJiHHUM Ta ()eMiHHHM 4acTo OyJIH PO3MHUTI», = IEBHOIO MipOIO
pPEe30Hy€ 13 CyYacCHUMH IMiJXOAaMU [0 IJCHTUYHOCTI SIK «HE
€CEHITIATICTCHKOT, a CTPATETIYHOI Ta MO3HINIHHODY KaTeropii, «ax HisK
HE OJIMHHUYHOI, 2 MHO)KHHHO CKOHCTPYWOBaHOI 3 €JIEMEHTIB PIi3HHX
JIUCKYPCIB, MIPAKTUK, Ta MO3UIIIN», 3aBKIN Y MPOILECI «CTaHOBJICHHS,
a He OyTTs». 3HalioMi 3 KOHIENTaMH IUIMHHOI, HeOiHApHOI, TpaHCc-
CEKCyalbHOI Ta/ab0 TpaHCTEHAEPHOI iIEHTUYHOCTI, Cy4JacHi Iisaadi
OUTBII TOTOBI IO WPHHHATTA TEHACPHOI HEBH3HAYEHOCTI abo
«HEHOPMOBAHOCTI».

BrnacHe, cboroiHi TOUHiIIE TOBOPUTH HE MPO «MACKYTiHHICTBHY
SK MOCHh €IWHE, a MPO MHOXKWUHHI MACKyIiHHOCTI. binmbmie 3 1wm,
HaBiTh y KOXHOMY KOHKPETHOMY CYCIIIJIBCTBI 3a3BHUail iCHye
iepapxisi MaCKyIiHHOCTEH, B Kiil OfHA i/leani3oBaHa BEPCis BUCTYIIAE
SIK TOMiHAHTHA 260 «rereMoHidHa». Y 3aximHiil KyIsTypi, 3aBBaXKye
EBanc, cydyacHa maHiBHA MAacCKYJIIHHICTh aCOIUIOETHCS 3 «HASBHICTIO
CTEPEOTUITHUX YOJIOBIYMX SKOCTEH — arpecHUBHOCTI, JIOMiHYBaHHS,
KOHTPOIT0, (Pi3MUHOI CHITM Ta eMOIIiifHOT cTprMaHOCTI». BpaxoBytoun

' Greenblatt St. Will in the World: How Shakespeare Became Shakespeare. L. : Jonathan Cape, 2004.
P.253.

"5 Lippa R A. Gender, Nature, and Nurture. 2" ed. Mahwah NJ : Lawrence Erlbaum Associates, 2005.
P. xix.

' Savioli M. C. Issues of Identity in Timothy Findley’s Elizabeth Rex”. British Journal of Canadian
Studies. 2002. V. 15. Ne 1-2. P. 194.

'7 Connell R. W. Masculinities. Cambridge & Oxford : Polity, 2005. P. 73.
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nepdopMaTHBHY MPE3eHTAIliI0 1IEHTHYHOCTI, YOJIOBIKaM MOXe OyTH
BAXKO JOTPUMYBAaTHCS LHOTO CTaHmapry." Te came cTocyeThcs i
npuruciB ¢pemMiHHoCTi. 3TigHOo 3 Kiracu(iKalli€ero, 3ampornoHOBAHOIO
P. Konennom, mackyminnicts xyci # Jlappi Ta ¢eminnicts Onan y
COIIaNbHIM TUIOMUHI MOXYTh PO3TISAATHCS SK «IIiAMOPSAKOBAHI»
(subordinate). Biarak, omHi€l0 3 TOJOBHUX TeM M'ecH <«OKupHUi
OKOPOK» € 0opoTh0a NWX TPENCTAaBHUKIB HOBOTO MOKOJIHHA adpo-
aMEpHKAaHIIB 3a JIETITUMI3alli0 CBOIX «HECTAHIAPTHHUX» TCHICPHHUX
1IEHTUYHOCTEMN.

Kpim K1F090BHX €IeMEHTIB CIoKeTy «I amireTay, IeKCIipiB-ChKUi
TEKCT MPUCYTHIH y Ieci AWmpkeiiMca 1 B psMoMy ceHci. J{pamarypr
BBOJIUTH JI0 CBOTO TBOPY IMTAaTH 3 OPHWTiHANY, 30KpeMa, MOHOJOTH
MPOTAroHicTa, 3 sikuMu J[Kyci yac BiJl 4acy 3BEpTAEThCS 10 aBAUTOPII.
Tak, cueHi rpu B Inapagu Inepenye MoHoior [amiera mpo 3amym
MIPEICTABUTH Tiepe]] KoposieM I’ ecy «BouscTBo [oH3aro», mobd smycutn
HOro BHWKAa3aTH CBOIO MPOBHHY, a HiXHA cIieHa 3 Jlappi 3aBeprryeTbes
TUPAJOI0 TPO IOCKOHAICTh JIIONWHH, WIONpPAaBAa, 3 TYMOPHCTHYHO
3MiHneHnM ¢inanoM. Ha nymKy meskux Kputukis, MoHomoru [amiera y
BUKOHaHHI JKyci MOXYTh He JIHIIEe MiAKPECTIOBAaTH 3B’S30K 3
MIEPIIOTEKCTOM, e W HaTIKaTH Ha JOCi He TIOMOJaHi pacoBi
VIIEpeIDKEHHSI B QHIIO-aMEPHKAaHCBKOMY — Tearpi, JIe  «TaKoMy
nepcoHaxy, sik Jkyci, Tpeba BOpaTucs y 3aro3udeHi maTH TPaIuiliiHo
Oinoro TIEPCOHAKY, o0 mIgaadi BUCTyXalld HOTo icTOpito».

Taka inTepmpeTallis CIOHyKae 3rajaTé CKIaAHY MIaleKTHKY y
CTOCYHKaxX pI3HOKYIBTYpHHX MHTHIB 31 craakom Lllekcmipa.
[Mpamrorourt 3 HUM, KOKHOMY 3 HHX MOTPIOHO INyKaTW BIIACHUH
BapiaHT XMUTKOTO OajlaHCy MiX NPOAYKTHBHUM IPUBIACHEHHSIM Ta
MONEMIYHUM  BIITOPTHEHHSIM, IO TOB’S3aHO 3  ICTOPUYHOIO
HEOJHO3HAYHICTIO MIEKCIiPIBCHKOTO JUCKYPCY Y KOHTEKCTI PacoBHX,
CTHIYHMX, HaIliOHANBHMX Ta IHMMX BiAMiHHOCTeH. Ha mpomy,
30KpemMa, HaroJomIyloTh aBTOPH CyYacHHX PO3BIJOK IPO anpompiariito
lexcmipa: 3 ogHOTO OOKY, HOrO MPHCYTHICTH y JOPOOKY KYJIBTYPHOT
MEHIIIMHU 3/aTHA MiJICWJINTH JICTITUMHICTD 1€l KyJIBTYpH, 3 1HIIOTO,
BOHA MO)KE CTIPHATH 11 MOJabINiii MapriHaiizamii K ApyrocopTHoi. Sk
3a3Haqae AiisHHa TOMIICOH IIOO MYIBTHKYIBTYPHHX IEPEpPOOOK
[lekcnipa, «meBHa HEMPHPOOHICTH TAaKHUX IEPEKNIAAIB, PEBi3ii Ta

'8 Evans J. Frank B. et al. Health, Illness, Men and Masculinities (HIMM): a theoretical framework for
understanding men and their health, Journal of Men’s Health. 2011. Vol 8, No. 1, P. 8.

' Hampstead P. Review: Fat Ham Comes to Broadway With a Sizzling Cast in an Underbaked Play.
TheaterMania. April 12, 2023. URL: https://www.theatermania.com/news/review-fat-ham-comes-to-
broadway-with-a-sizzling-cast-in-an-underbaked-play 1697801/.
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ajianTariii Hikom He T03BOIISE iM OyTH ITKOM TIAIKHUMU, JOTTYHUMHU
Ta HECYNCPEWIMBUMH, X0U OW SIK TOTO XOTLIHM Ta VSBIISUTH 1XHI TBOPIII;
SBHUX HEBIANIOBIAHOCTE HE MOXKHA YHUKHYTH came TOMY, IO
lekcnip He mMucaB MPO Cy4acHY aMEpUKAHCHKY pealibHICTb, A€ paca
NPOIOBXKYE BiirpaBaTH BaXKJIMBY posiby».”” BomHouac, me ax HisK HE
YHEMOKIIUBIIIOE BUKOPHCTaHHS Hlexcnipa ISt Lien
CaMOCTBEpLKEHHS (empowerment) paHilie YHOCTIPKEHUX KyIBTYD.
bilika mix Jlappi Ta [kyci, B skiii oOumBa OepyTh ydacThb
Heoxode, Bificmiae He Tak 10 naBoOoro Jlaepra 3 [amierom, sk a0
KaracTpodiuHoi cyTiuku Pomeo (sikuit He 6axxae 6utucs) 3 Tibambrom,
THAM OiTBIIIe, 110 X po3HiMae Lio (TyT BiH pammre Mepkymio). Ille ogra
MIEKCIIPIBChKA, Ha Tei pa3 KOMidHa, acoIiallis — BUMYIIeHa Oiifka Mix
Bionoro (Llesapio) ta Enmpro Er’toumkom («/IBanamisra Hiu»), ae
KO)KHOTO 3 «IMLapiB» Tpeba OyKBaJbHO IITOBXaTH OO 0oro. MoTuB
NPUMYCY YOJNOBIKiB J0 OIfKM SK €JUHOTO MOXJIMBOTO BHSIBY
MAaCKYJTiIHHOCTI JIJISI JIOBEJICHHS CBO€T MPAaBOTH BHOCHTH IIe OIHY HOTY
JI0 PO3BIHUAHHS ii TOKCHYHOTO CTaHIAPTY SIK OAHIE] 3 LEHTpPaIbHUX
TeM TBOPY. Inmi amosii 1o «I'amnera» Oinbm npuxosani. Tak, y m’eci
HEeMa€e 3HaMEHHTOr0 MOHOJIOTY Ipo GigHoro HMopuka, ane TepCOHaX Ha
ue iM’st 3rajyeThes sk ToBapuur Jixyci ta Jlappi mo mkosi; Bin momep
BiJI TIepeZI03yBaHHs HApKOTHKY, a Ternep Llio HOcUTh HOro KpOCiBKH,
npuadaHi Ha PO3NPOAAXK; y MapONiHHOMY KIIFOUi 1€ IEPETYKYEThCS 3
TE30l0 NpO BIYHMI KOJOOOIr Marepii y TNpHUPOIi, BHUCIOBIECHOIO
[ekcmipom B emi3oai Ha IBUHTapi. €IWHA 3rajika Mpo OLIUX JyHae B
AWmkeiiMca y 3B’53Ky 3 HOPBE3bKUM UYOJIOBIKOM OZHI€T POIMYKH — BiH
HACTIIBKM TO30aBICHUH KOIBOpY, L0 ax Tmpo3opuil (ipoHIYHHI
MOKJIMK Ha HOpBe3bKoro npunua ®oprunbpaca, igeanbHOTro psTiBHUKA
Hanii B «amitetin). OgHa 3 KITIOYOBUX CIICH IT'€CH, aHAJIOTIYHA 33
(yHKIiEr0 XpecToMariiHoMy MoOHONOTY «byth um He OyTu», —
HaTXHeHHe BUKOHaHHA JIxyci xiTy “Creep” 3 mepIinoro ars00My pok-
rpymu Pamioxen 1990-x pokiB, depe3 TEKCT SKOTO BiH OINPHSIBHIOE
BJIACHI BaraHHs Ta CTpaKIaHHs, TigHi mpuHnoa Jlancekoro. Cumo6io3
[lexcmipa 3 MacoBOIO KYJIBTYpPOIO — MY3HYHOIO Ta Bi3yaJbHOIO —
CKJIQIA€ OJHY 13 KOHCTAHT MOETHUKH CYYaCHHX 3BEPHEHb 1O CIIAAKY
bapna. Mu MoXeMO CITOCTepiraTy Iie sSIBUIIE i Y CIIeHI TPH B IIapajw,
Jie YYaCHMKM MAlOTh BiATajaTd Ha3BM TMOMYSPHUX KIHO(UIBMIB Ta
MY3WYHUX KOMIIO3WLIH, aX AOKM JIKyci He BHKpHBAaE IsiIbKa Yy
MAHTOMIMi, IO PO3MHU(PPOBYETHCS SIK «IPOTOBITHUK [ceOTO ASIBKO —

2 Thompson A. What is a “weyward” Macbeth? Weyward Macbeth. Intersection of Race and
Performance / Ed. by S. Newstok & A. Thompson. New York : Palgrave Macmillan, 2010. P. 9.
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H. B.] BOuB moBapa [ceOro Oarbka — H. B.]». BukpuTTS Mae TOi
camuit edexT, mo i «MumronoBkay B« 'aMieTi», — TII5K0 3pUBAETHCS
3 MICIIAL 1 TIKA€ B XaTy, a JaJTi Jisl HOMUHYYE PYXa€eThCs 10 PO3B I3KU. Y
KOMeZil0 BBeleHO 1 mpsamy 3raaky npo lllekcmipa — maru [Ixyci,
po3aparoBaHa HOro MaHeporw Koiu Tpeda i Koiu He Tpeba IUTYBaTh
aHTTIHCHEKOTO JpaMmarypra, BuOyxae: «TiLTBKM TIOCMIM 3ragaTé Ipo
IIBOTO MEPTBOTO Oiyloro crapurana me pa3! Komy Bin motpiOamit! Tu
MMOBOJMIICS TaK, Haue BIiH 3HA€ BIANOBimI Ha BCi 3ammrangs. Tu 3i
CBOIM mocCTidiHMM 1mTyBaHHAM Lllekcmipa cxoxuid Ha Bap’;[Ta».21
[Ipore, 3BMuUaiiHO, cama mosiBa m'ecu AilimxeilMca NOBOAMTH, IO
«MEpTBUH OUTHI cTapuram», SKIIO i HE Mae BIAMOBiAeH Ha 000Ul
MUTAaHHS CYyYacHOCTi, NMpPWHAWMHI gomomarae cOpMyITIOBaTH iX Yy
NPOAYKTUBHHH cIOCIO.

Cepen CMHCIOTBOpUMX NPHUHOMIB Yy TBOpi AlmxelimMca —
MeTaTearpadbHICTh BKYIi 3 IMEpCIHHICTIO Ta I1HTEPAaKTUBHICTIO,
areHToM KoTpux moctae JDkyci. 3ampormeHHs aBAuTOpii 10
IHTEPAaKTUBHOI MOBEAIHKH MOYMHAECTHCS 3 TEpIIoi [ii migyac MosSBU
npuBuny O6atbka. Came TyT ﬂ;xcyci BIIEpIIIE 3BEPTAETHCS 10 DIISAAUiB,
100 MOSICHUTH 1M, SIKUM OyB HOTO 0aThKo, wo BOWB HEBUHHY JHOZIMHY
3a MOTaHWH 3amax 3 poTa. Y CIeHi Apyroi 3’ABH Oarpka l'IpOTaFOHICT
3aXOIUThCS TPAaTH 3 aBIUTOPIEID y MKMYPKH — BiH 3aIUTIONLYE O4Yi 1
Npoxae IsANayiB MifKa3aTH HOMy, 4YM 3HUK TnpuBHI. K Bke
3rajlyBaJIOCs BHUIIE, caMe JI0 3ajy 3BEpHEHI TaMJIETiBCbKI MOHOJIOTH
Jxyci. Yac Big yacy iHIIN TepCcOHaxi TakoX «0adarey» TIATAIbKY
3ally, aje CIHUIKYBaTHCS 3 HEIO 3[IaTHI JIMIIE Yepe3 MOCEPEIHUIITBO
Jxyci — «Ckaxu iM...». KomiuHOi KynapMiHaLii MeTaTeaTpanbHa JIiHisA
JOCSITAa€ 'y TEPEeJOCTaHHIM ClieHi, Micis KapHaBaji30BaHOI CMeEpTi
NAbKAa-CBAIICHUKA, IO IOJaBUBCS M sicoM. JKyci Hamaraerbes
MOSICHUTH 1HIIUM, IO 3TiMHO i3 3aKOHAMHU >KaHPY, BOHH BCi Termep
MAIOTh MOMEPTH — a/pKe «Ile Tparefis, MH Tpariuni»,” 60 KOXHA
iCTOpis Ma€ MEBHUI CIOXKET 1 CTPYKTYypY, a TparidHa icTopis BUMarae
camMe Takoro 3aBepuicHHS. [lepcoHakam Ha4eOTO HIYOrO HeE
3aJUINAETHCA, K TUTBKH ITOBOMBATH OJHE ONHOTO. Bl 3acTurarors y
TPOTECKHUX I103aX, BUIAIOYH 3arp03m/1131 3ByKHM (ClieHa, Ha JyMKY
aBropa, Mae OyTH BOJHOYAC 1 CMINTHOIO, 1 3BOPYILIMBOIO, i
KaTapTU4YHOI0). AJle 3a CEeKyHAy BCi IPY)KHO TPOTECTYIOTh. Xai
DJsI1adi CIOMIBAIOThCS HAa iXHIO CMepTh — He AiKAyThest! KoxHuit
MIEPCOHAXK pearye mo-ceoemy — Llio HamaraeTbcst HaraaTu BCiM, 10 Y

! Tjames J. Op.cit. P. 116.
2 Ibid. P. 151.
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Ilexcripa Topamio, 3pemToro, 3aJHWIIUBCI B JKUBUX, CYCiIKa
TTOBiOMJIsIE, IO i1 MaTH momepia y Bimi 113 pokis, Teapa pimryde
3asBisi€, MIO He 30MpaeThcsi BMHpATH Hi 3a Koro. IlepexxuBiin
KaTapCUC, BOHU 3 MOJICTIIICHHSM CiIal0Th 3a CTLI, 00 Y NapoiitHOMy
PeXUMI TIOMHUHYTH I[bKa — MEPTBI HAaraayloTh HaM, IO MH YKHBI
(Maibke OaxXTIHCBKHH TOIOC KapHABAIBHOTO 30JIMKEHHS CMEpTi Ta
cBsaTa/Dki). BriM, oxuBae i naapKo, a mosBa (hemiHizoBanoro Jlappi
Ie MiJCHIIOE KUTTECTBEPIHUN madoc m’ecu y moeTuyHOMY (iHalIi.
OTxe, SK KOMEHTYE KPHUTUK, «HE IMJPUBAIOYU JPaMaTu3My
opuriHaiy, <«OKupHuii OKOpok» Oepe Ha KIHHH TeaTrpaibHICTh
TaMIIETIBCHKOTO CTPAYKTAHHSD.

[lomo obpa3Hoi cuctemu, 1 MOXKHA BH3HAYUTH, HACAMITEPE]T, SIK
«TacTpOHOMIUHY», a TouHime, «M’sicHy». I[I’eca mpocskHyTa
KapHaBaJILHUM JyXOM, e TOTOC TXKi, i, 30KpeMa, M’sca/IIoTi Bifirpae
MOMITHY pONb (aKTyami3yeThCs CEMaHTHKa CJoBa «KapHaBajy,
OB’ si3aHa Y HAPOIHINA €THMOJIOTi], K BiZIOMO, cCaMe 3 M SICOM, TIPO SIKe
noTpibHo 3a0yTu nepen Benukum moctom). Im’st mporaronicta (Juicy)
03HAYa€ «COKOBUTHUI», TOOTO Ma€ MO3UTHBHY CMaKOBY KOHOTaIit0. Sk
BKE 3a3HAYaJocs, ciMeiiHui Oi3HeC MEepCOHAaKIB — IIe IIANUINYHA, [T
BiIOYBa€ThCS i Yac BECLIHHOI BEUipKH 3 OapOEKio, a TEKCT PsACHIE
MOCWJIaHHAMH, MeTa(opaMH Ta eriTeTaMu, B3STUMH 13 KapHABAILHOTO
auckypey. [pwimi, HOXI, pi3akd MOCTIHHO QIrypylTh y TEKCTi,
30KpeMa, MpuBHJ Oarbka CIIOHYKAa€ CHHA BOMTU AsJ(bKa CIMEHHOIO
PEINKBIEI0 — HOXEM, SIKUM TIPOTATOM TIIOKOJIiHb Y POIHHI pi3ayin
cBuHei. CBO€IO UEproro, HETITHUK-IIAIBKO 3’SBISETHCS HA CIEHI 3
KONITHJIbHEIO, JIE KONTUThCS BEJIMKA CBHHSYA TYIA, Jai 1O XOMy il
BiH MPUHOCUTH I OnHY. Jlpamarypr BHA€TbCs N0 TPAHUYHO
HaTypaJliCTUYHOI Ta aHiMamizoBaHoi crwmicTuku: «Tpeba cxomuTh
mporo kabaHa, Moro Opara, 3a IT’'STaKk 1 BUOATPAaTH LBOTO CYy4OTO
cuna».>* CMepTh nmsapKa B pe3yibTaTi HEMIACHOTO BUMAAKY I dYac
CIIOKHMBAHHA M’sica TpodaHi3yeThCs, TaK CcamMoO JecaKpaii3oBaHi
LEPKOBHI pUTyand. 3 ODAy Ha TpaauLidHO 3HA4YHY pOJb
XpUCTUSHCTBA B  apo-aMEpPUKAHCHKUX, 30KpEMa,  CUIBCHKHX
CIIUTBHOTAX, KOMIYHUH Tadoc I’ €CH MOCTAE e paguKambHimmM. Kpim
BKe 3raJlaHuX TNOMHUHKIB, MOMIOHY (YHKIIIO BHKOHYE 1 IapomiiiHa
MOJIUTBA TIEpe]] 1Kero, A€ BUCIOBICHO BASYHICTH BOTOBI 3a Te, 1m0 BiH

2 Phillips M. Fat Ham’ Review: Dismantling Shakespeare to Liberate a Gay Black ‘Hamlet’. NYT.
2022. May 26. URL: https://www.nytimes.com/2022/05/26/theater/fat-ham-review.html.
2 Jjames J. Op. cit. P. 28.
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CTBOPHB CBUHIO, Opy/l Ta TOMUI [T Hel, JI03y, Ha SIKiil BUpiC BUHOTPA,
3 SIKOTO 3pOOMIIN OIIET JIJIS COYCY. ..

Orxe, KapHaBami3aIlis, IO BiACWIAE ax OO0 BIiAMOBIIHOT
CepeIHBbOBIYHOT TPAJIHIIIi, CIIPUSE IMiICHICHHIO TPOBIHOI 111ei 1’ ecu
— TOpXKecTBa IIOCTIHHO PYXJHMBOTO JKHTTS HAJ  3aCTHUIJIOIO
HEPYXOMICTIO CMEPTi, CTBEPIKYBaHOTO 3a jJoromororo Illekcmipa Ha
a(po-aMepuKaHCHKOMY MaTepialti.
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Cooonv Oxcana
(3anopidrcorcs)

Jlonnoncokmii Tayep y TBOpUOCTI
Binbsima Illekcnipa

Y ecmammi kpize npusmy meopii «mexcmy micmay 00caioxicyemsvcs 00pasz
Jlonooncokoeo Tayepa sk 3HaKo6oi ypoaumicmuyHoi AoKayii 6 aHeRilCbKill
PDEHeCaucHill Jimepamypi ma GUSHAYAEMbCA 11020 poab Y  (OpMYBaHHI
KYAbMYPHO20 KOOY Micbkoeo npocmopy Jlondona y meopuocmi Binvsama
Llexcnipa, de ya gopmeys nocmac Ax 8aNCIUGUI CEMIOMUNUHUL CUMBOT MiCA
ma npocmip, wjo noeoHye npomunedxcui @yukyii i konomayii. Tayep y meopax
Llexcnipa, 3oxpema y n’eccax «leupix VIy, «Kummsa ma cmepmv Kopons
Piyapoa 1y, «Piuapo Iy ma «I enpix VIII», € ne auwe icmopuunum ¢onom, a
il 2IUOOKO CUMBONIUHUM NPOCTNOPOM, WO OONOMA2AE CMBOPIOGAMU He2AMUGHI
abo no3umueHi KOHOMAYitl Ma CMae OOHUM I3 YEHMPATbHUX CKIAOHUKIG
JIOHOOHCBLKO20 MEKCMY.

Knwuoei cnosa: Tayep, Jlonoow, B. Illlekcnip, Penecanc, xpoHixu,
mexkcm  Micma, JIOHOOMCOLKULL MeKCm, MONoC, YpOaHiCmuyHa J10Kayis,
CceMIOMUYHULL CUMBOJI, PEHECAHCHA monocpagiuna rimepamypa.

3maBHAa MICTO BiAirpaBajJo BaXJIUBY pOJb Y PO3BUTKY
CycHinbcTBa. MICTO € YHIKaJbHUM COLIOKYJIBTYPHHM CEPEIOBHIICM,
0 Ma€ ComiajbHI CTPYKTYPH, $Ki CTBOPIOIOTH MaTepialbHi Ta
IyXOBHI YMOBH JUIS CIHIiBICHYBaHHS, PO3BHTKY Ta BHPOOHHUYOI
TUSTTEHOCTI JIFoJielt. MichKe cepeoBuIle BKITtoUae He Jmiie Hi3unaHui
naramadr, a 1 WOro MENIKaHINB, MEXaHI3MH Ta CIIOCOOM iXHBOT
B3aeMOZii, BUPOOHNY] HPOLECH, SKICTh KHUTTS, OCOOIUBY CTPYKTYPY
CYCIIIIbCTBa W YHIKANBHWUH KyJIbTYpHHH Imap, SKuid copmyBaBcs
camMe B mpoMy Tomoci. EdexkTHBHUM IHCTPYMEHTOM JOCIHiIKEHHS
(heHOMEHIB, 1110 TIOB’s13aHi 3 MICTOM, € TaK 3BaHA TEOPis TEKCTY MiCTa.
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3riHO 3 i€ Teopi€ro, SIKy OOTPYHTYBaB BiIOMHII CEMiOTHK
B. TomopoB, BaxJMBy poilb y CTPYKTypyBaHHI TEKCTy MicTa
BiNIrparoTh 3HaKOBi Jokarii. Came BOHHM pa3oM i3 CHEIUQIKO0
IUTAHYBaHHS MiCTa Ta XapakTepoM Horo 3a0yoBH (popMyIOTL
cyOcTpar MatepianbHO-KyIbTypHOT cepH, SIKHii JIEKHTb B OCHOBI
(bopMyBaHH;{ TekcTy MicTa. LI jokamii — 9M TO apXiTeKTypHi
nam’sITKH, Y¥ iCTOPHYHI OYJiBIIi, UM BAXJIHMBI I'POMAJICHKI MICIS —
BUCTYNAIOTh TOTY>KHUMH CHMBOJIAMH Ta BiIOMBAaIOTH KYJBTYpHY,
ICTOpPUYHY 1 COLiaJIbHY 1J€HTHYHICTh YpOaHiCTHYHOTO MIPOCTOPY.

Y KOXKHOTO MiCTa € CBOS Bi3UTHA KapTKa — IaM’siTKa, 3a KO
MO>KHA BITi3HaBaTH MiCIIEBICTh, HAaBITh KOHOTO pa3y HE IMOOYBaBIIH
TaM. 3HaAMEHHUTa JIOHAOHCHKA Qoprens Tayep — Bi3WTIBKa HE JHIIE
camoi cronuil, a ¥ yciei kpainu. Tox IUJIKOM MPHPOJTHO, MO IS
JIOKallisl, sSika Mae 0araToBIKOBY iCTOPIlO, MOCiJa€ Ba)KIMBE MiCLE B
JiTepaTypHHUX TBOPAX, JIe WIAEThCS MPO BU3HAYHI ICTOPWYHI MOl Ta
nmoni BHAaTHUX ocoOmctocteir. Tayep, sikmit OyB 1 KOpOIIBCHKOIO
PE3UEHITIEI0, 1 apCEHATIOM, 1 B SI3HUIICIO, 3PEIITOI0 CTaB CHUMBOJIOM
BJIaJH, TAEMHULb TA IHTPUT, 10 3HAWIIO BiZOUTOK B JiTEpaTypi.

MeTa 1i€i HayKoBOi po3BiJKK — MpoaHanizyBaTi o0pa3 Tayepa
y tBopax B.Illlekcmipa Ta 3’sacyBatu Ti HOTO KOHOTAmii, IO €
3HAYUMUMHU JUISL CTPYKTYPYBaHHS JIOHJIOHCHKOTO TEKCTY aHTIiHCHKOT
PEHECaHCHOI JIiTepaTypHu.

Peanizamis miei MeTn mependavae BUKOPUCTAHHS MIKIUCIIUII-
JNHAPHOTO TIAXOAY, SAKHHA TOEAHYE amelsIilo M0 ICTOPHYHHUX
BIIOMOCTEH Ta €IEMEHTH TEPMEHEBTHIHOTO 1 CEMIOTHIHOTO aHaJI3y.

Ilepmr 3a Bce, Tayep OyB Bimommii sk oprers. byaiBHHIITBO
Tpi3HOI  JIOHZOHCBKOT BeXi BigOyBaJocs MPOTATOM  KUTBKOX
pecatunith (MmosipHo 3 1066 no 1100 pp.). 3acHOBHHKOM (bopTeLu
BBAKAETBCH  HOPMaHAChKuH repuor BimerememI —  omun i3
HaWBITOMIIIMX TOJITUYHHUX Tisi9iB TOTO Yacy. 3aBOIOBABIIN AHTIIIIO,
BiH yXBalWB pilIeHHS PO OYAIBHULTBO MOTY)XHHX OOOPOHHHX
cropyn. 3aMmicTh JepeB’sHUX (OpTiB, SKHUMH IOCITYTOBYBAIUCS
MmemkaHi TymanHoro Anb0iOHY 3 4YaciB aHIVIO-CaKCOHCHKOTO
po3ceneHHs, Oyiu 3BeACHI KaM’ siHi CIOPYIH, i OJHIE0 3 HAHOiIbII
MOHYMEHTaJIBHHUX 3-TIOMIXK HUX BUsABHBCS JIoHnoHCEKMH Tayep, skuit
BHKOPHCTOBYBABCS SK JUISI 0OOOPOHH BiJ BOPOXKHMX HACTYTIB, TaK 1 s
3aXHCTY Bi OyHTiBHHKIB.

! Tonopoe B. M. TTetepGypreKuii TeKCT pyceKoil mTepatypsi: n36. Tpyasl. CII6., 2003. C. 29-30.
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3aMOK € MPSAMOKYTHOI Oym0BOrO po3Mipamu 32x36 M, BHCOTa
neHTpambHOl Bexki csarae 30wM. Ilo cmepti Bimsremsmal Tayep
HEOJJHOPa30BO PO3IIMPIOBABCS Ta MOJAEpHi3yBaBca. HaitOinpme mo
LBOTO JIOKJIANW 3yCWIIb TaKi aHTJIHCBKI Kopodni, sik Piuapn Jlesune
Cepue (1157-1199), T'enpix Il (1207-1272) ta Emsapml (1239-—
1307). B pesynbrati Oyiau moOyaoBaHI KpIiIIOCHI Bajdk Ta OOOPOHHI
mepuMeTpy, obnamToBaHi OIWHUIN, OacTIOHM Ta BEXi, a TaKOXK
3’SIBUBCS MOBHOIIHHUN TiubOokuit pi. 1100 3abe3neunT (opreiro
BCiM HEOOXiHUM, Ha ii TepuTopii 30y JyBanu BOASHI MIUHU.

3 1191 mo 1267 p. Tayep ychmimHO BUTpUMaB KillbKa OOJIIOT.
3romoM, y XV CTOMNITTI, mia dYac BIHCHKOBOTO KOH(QIIIKTY MiX
AHTJIACHKUMHY TUHACTISIMH, 110 BBIHIIIOB B 1CTOPIiO MiT Ha3BOO BiiiHa
Binoi Ta YepBoHOI TpoOsiHA, 3aMKy 3HOBY MAOBENOCS 3irpaTtd oIk
obopoHHoro ykpiruieHua. Hamani ¢opreus BTpartuna cBOe BOEHHE
3HAa4YeHHA, il (YHKLIOHAJIbHE NPU3HAYEHHS JEm0 3MIiHWIOCA, Ha
MepIINi TUIaH BUIILIA iHIIA iMOCTach, MOB’S3aHAa 3 BHYTPIITHBO-
NOJITHYHUMH TOTpeOaMi KOPOHHU.

Jlonnoncekuit Tayep Takoxk TpaguuiiHo OyB oOnHi€O 3
HAMBIIOMIIINX CepeHbOBIYHUX aHIITIHCHKUX B’S3HUIL. BBaxaeThcs,
110 TIePIHHA B’ sI3¢HL yTpUMyBaBcs TaM 1me y 1191 pomi. Criouatky 10
YB’S3HEHHS MOTPAIUISUIA JIIOJM 3 BHCOKHM COI[IQIbHUM CTaTyCOM,
TOJIOBHUM YHHOM, i3 apUCTOKPATHYHUX Ta Oaratux pojauH. Y JaieKko
He KOMGOPTHHX Kazemarax Tayepa CBOrO 4Yacy CHIUIH
HIOTJIAHACHKHUN Ta (PaHIly3bKHI KOPOJIi, a TAKOX COTHI aHTIIHCHKAX
apucTtokpaTiB. TepMmiHM yB’S3HEHHS MOTJM CTAaHOBHTH BiJ KiIBKOX
MICSIIIB 10 KITbKOX JECATHIIITE.

OnHak, 3aMoK BUKOPHCTOBYBABCS ~HE JIHMIIE 5K Micie
VB’SI3HEHHS BEIBMOX, a 1 SK MiCIle CTpaTH y BUMNAIKax, KOIHU
KOpPOJIIBCBKHH CyJA 3acy/lKyBaB ix Ha cmepTh. lllompaBna, y
O1ITBIIIOCT] BUITAAKIB B’S3HIB CTpadyBalid HE B KaTiBHX (opTeri, a Ha
HalOmmKk9oMy marop0Oi. 3acyKeHUX BHBOAWIIM Ha IyOJiYHE Micle,
00 KpHUBaBE BHUJIOBHILE MOIJIO MOOAYMUTH SKHAHOUIBIIE JIIOJCH. 3
METOI0 3alsKyBaHHS Bigpy0aHy TOJOBY OJsrajd Ha Maio.
O0e3roJIoBIIEHE TIIO TPHBO3HIIA HA3a]1 y Tayep Ta xoBaJu B OJHIH i3
Karumie. Ha TepHTopu 3aMKy OyIo cTpadeHo mioHaiiMeHIe ciM ocio,
cepell SIKUX TPH aHTITIHChKI KOPOJIEBU. 3aKpUTi CTPATH MPOBOIUIACS
UL TOTO, MO0 YHUKHYTH myOmiyHOoi raHsOu. OO0e3rooBIeHHS
3IHCHIOBANOCS MOOIM3Y HEBEINKOI IIEPKBU HA TEPUTOPIT (bopTeLu

3a yacis Penecancy Tayep HeoaHopasoBo cTaBaB OIHIEIO 13
KIIIOYOBHX JIOKAIIH y JITepaTypHOMY JOpOOKY TOTOYaCHUX aBTOPIB.
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Ilepmr 3a Bce, 10 iioro 300paKeHHs 3BEPTAINCS AHITIHCHKI
peHecaHCHI Tonorpa(bn Taxi sk JI. Hopzes, * Ta iCTOPHKH, 30Kpema,
B. Kemzen,’ . Crmig' Tta immi. Brim, mo- CIIPaBKXHbOMY
MOHYMEHTAIIBHOIO € TpaLls «Orusig HOHLLOHa» («Survey of Londony,
1603) anrmiiicekoro XpOHlCTa JI. Croy,” sKuii 31iliCHMB IPyHTOBHi
TOTIOJIOTiYHI, €TUMOJIOTIYHI W icTopW4Hi nociimkeHHS JloHmOHA Ta
OTIPAIIOBAB 1 y3araJibHUB X Pe3yJIbTaTH.

3Beprarouuch 10 onucy Tayepa y po3maini «IIpo Bexi Ta 3aMKU»
(«Of Towers and Castelsy), J.Croy migxpeciioe BH3HAYaIbHUH
xapakrep Ta 3HakoBicTh Tayepa st Jlongona: «Micmo Jlonoown <...>
mae na Cxo0i Oyxce eenuxy ma miyny Ilanamunceky eeowcy, uui
bawmu i cminu 30TUMarOmsbcs 3 2ab0K020 pyHoamenmy, a po3duH, 3
BUKOPUCMAHHAM K020 ii nobyoosaHmo, 3a2apm06aﬂu12 Kpos 1o 38ipis.
YV 3axioniti wacmuni 3Haxoo0samvcs 06a HAUROMYHCHIUWUX 3AMKU <. >
36I0KU NOYUHAEMbCSL 0271510 Hallsioomiuozo Jlonooncvrkozo T ayepa»

Hami 1. Ctoy BmaeTbes 1O TEpeTTiKy Ta OMHICY BCIX MOAIH, fAKi
BinOyBanmcs y Tayepi: BiJf KopoHamiid 0 cTpar, nounHarouu 3 1196 i
mo 1587 poku. 3a ueit uac, BignosigHo ao 3amuciB [l. Croy, Tayep
BHKOPHCTOBYBABCS JUISl HAHPI3HOMAHITHIUINX LIl Ta BUKIMKAB K
MO3UTHBHI, TaK 1 HEraTWBHI acormiarii. 3raayroun MO3UTHBHI TMOMIi,
XPOHICT, 30KpeMa, HaBOAWUTH Taki mpukiaaan: 3 1196 mo 1206 Tayep
OyB MmicueM 3acimanss cyay; 3 1344 poky B HBOMY OyJi0 CTBOpPEHO
MOHETHUH ,Z[Blp, ae 36ep1ram/1 Ta KapOyBanu 30JI0Ti i cpiOHI MOHeTH,
a 3roJ0M — 1 BCl 1HIII BHIX MOHET; y 1381 Tayep craB ¢oprerneto, 1110
3axuctiia JIoHOOH Bix moBcTaHIB TOomO. /[0 HeraTHBHHX MO
. Croy BimHOCHTH TEpEeBaXHO YB A3HEHHS Ta CTpPaTH, 30Kpema,
koponst Piwapna I, xoponeBun Anuu boneitn, neni Kerpin I'oBapg
(mpyxunn xoponsa I'enpixa VII), Caiimona Caznlepi, apxiemuckona
KenrepOepiticekoro, jopaa-kaHipiepa Pobepra I'eiinza, ckapOHMKA
Anrnii Binmbsama Emnrona @piepa, a TakoX BOWBCTBAa KOPOJS
I'enpixa VI, T'eopra rtpada Kiapenca Ta ManomiTHBROTO KOPOJISI
Enapma V 1 fioro Opara.” Take po3maiTts moxid 1 acomiarii

2 Norden J. Speculum Britanniae. London, 1593.
URL: https://quod.lib.umich.edu/e/eebo2/A08306.0001.001?rgn=main;view=toc.

* Camden W. Camden’s Britannia newly translated into English. London, 1695.
URL: https://quod.lib.umich.edu/e/eebo2/B18452.0001.001?view=toc.

* Speed . An epitome of Mr. John Speed’s theatre of the empire of Great Britain. London, 1676. URL:
https://quod.lib.umich.edu/e/eebo/a61047.0001.001/1:5?rgn=div1;view=toc.

% Stow J. A Survey of London. Oxford, 1603. URL: https://www.british-history.ac.uk/no-series/survey-
of-london-stow/1603.

6 Ibid. Tyt i axi mepexnazn miii — O. C.

7 Tbid.
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3aKiafia€  HEeOJHO3HAYHICTh Yy PO3YMIHHA Ta pO3KOJIOBYBaHHS
CHMBOJIIYHOTO IIApy 3HAYEHB, IO OB’ sA3aHi 3 Tayepom.

Hanpuxkinni csoro ommcy /I. Ctoy migcyMOBYe, 10 TOMpPH BCi
HEeTaTHBHI ToAii, siki Tpamumucst y Tayepi, y Hporo Oyno i GaraTto
MO3UTHUBHUX (YHKIIIH, MEPIIO0 3 SKUX BiH Ha3uBae 3axucT JIoHmoHa
Bil HamamHUKIB: «Ocb mak b6azamo nooill mam CmManocs: a menep
niogedemo niocymox. I{a eexca € ILumaodenmo 0na 3axucmy U
VNPABLIHHA MICIOM. KOpOJi8Ccvke micye 0151 300pi6 i yKIaodeHHs Y200.
B’asnuys  Onsi Hallnebesneumiwux — 3104uHYie.  €OuHe  Micye
Kapbyeanusi monem O eciei Auenii 6 yi uacu: ckiad 30poi ons
BILICLKOBUX YACMUHN. CKAPOHUYS NPUKPAC [ OOPO2OYIHHUX KAMEHI8
Koponu, a maxodxc Micye 30epicanns  Oitbwiocmi — apxieie
Koponiscorozo cydy y Becmmincmepiy.

Tayep HeOTHOPa30BO 3raiyeTbcsi 1 y XYyNOXKHIX TBOpax
AHTJIMCHKUX PEeHEeCAaHCHHUX aBTOPIB, 30KpeMa, y TBopax B. lllekcmipa.
st HBOTO, SK 1 JOIs BCHOTO AHTIIHCHKOTO HApOIy, Tayep
HACAMIICPE/I aCOMIIOETECA i3 CIOraaMu MPO 3/OYMHH MPABHTEIIB
KpaiHu. 3riTHO 3 TIOAOPIBCHKUM MihOM, IO 3aKPIMUBCS Y CBIIOMOCTI
PEHECAaHCHHMX aHTIIHIIB 3aBasku Xponikam [lomimopa Beprimis,
Padaens Tomimmema i Tomaca Mopa, came TyT 3a HaKa3oM
Pigapna III 6yno BOuTO ¥Horo 6para ['eopra KnapeHnca i riemiHHHKIB
— IOHUX IPHHIIB, AKi Majau Oijbllie MpaB Ha MPECTON, Hik Piuapn
I'moctep. HocremenHo Bimomo, mo y Tayepi mnepeOyBamu B
OUiKyBaHHI cTpaTd Taki Bimomi myOmiuHi ocobm, sk Tomac Mop,
koponeBa AwnHI bomelin (apyra apyxwna ['enpixa VIII i wmarip
koponeBu €nmzaBetu [), Boarep Peni (mopemmasens, ¢imocod,
MMACbMEHHUK).

Oxpim Toro, Tayep 3irpaB BaXIUBY pOJb 1 y JKUTTI caMOro
B. lllekcmipa. Tam npotsirom 1601-1603 pokiB BimOyBaB MOKapaHHs
roro TIOKPOBUTENb — TpeTiit Tpad CayTreMHTOH FeHg)i Pizmi, sikoro
Oy7o yB’S3HEHO 3a y4acThb y 3akoioTi rpada Eccexca.” Came BiH OyB
ajjpecatoM MIeKCHipiBChKUX moeM «Benepa i AmoHicy (1593) Ta
«Jlykpenis» (1594), a Takoxk, 3rifHO 3 AOCIIAHUIBKOIO TilIOTE3010
MIPUXWITFHUKIB «aBTobiorpadiaHOro» MiAXOy. azipecaTom
mekcmipiBckkoro CoHerapito Ta mpororunoM bimsBoro FOnaka, mo
AKOTO 3BepHeHi mepmni 126 coneriB. BBaxaerbcs, mo came 3
yB’s3HeHHAM Tpada CayTreMnToHa Ta HOro 3BUILHEHHSIM Y KBITHI
1603 poky i3 Tayepa moB’s3aHHll TIEPEIIOMHUN MEPiOJ] Y TBOPYOCTI

8 11+
Ibid.
° Akrigg G. P. V. Shakespeare and the Earl of Southampton. London, 1968. P. 130-131.
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B. Illekcmipa.'® 3Baxkaroun Ha Ie, MOXHa 3POOHTH BHCHOBOK, IO
rpad CayrremnToH OyB JOCTaTHHO 3HAYYIIOKO JIIOIWHOIO Y JKHTTI
Bapna, 1 ie He Moro He BIUIMHYTH Ha (popmyBanHs o0pazy Tayepa y
HOro XyJOXKHIN ClIaAlIHHI.

Ax wmicue nii Tayep y Illekcmipa dirypye y «enpixy VI»
(1590-1591) ta «Pivapmi III» (1592). OxpiM TOTO, BiH 3ramxyeThcs B
ictopuunnx xpoHikax «Pigapm [I» (1595) ta «['enpix VIID» (1612).

VY xponini «[enpix VI» (y Tppox wactunax) B. Illekcmip
CTBOpIOE nBOsIkMI 00pa3 Tayepa: BiH mOcTae OXHOYACHO 1 SIK
doprens, i Sk TIopMa. Y TepIIii Ta ApYriil 4acTWHAX HEOJHOPAa30BO
3ragyeThes, mo y Tayepi 30epiraeTbcs 30posi Ta TPHUIIACH, IO
HEOOXiTHI aHTTHCHKINA apMii JUIsI BeNEeHHS BIWHM Ta OOOPOHH Bil
3aKOJIOTHHKIB:

I'nocrep:

Mo Tayepa s mepwiti nonuny,

Oznany apmunepir, 3anacu.

Tooi manozo npunya kopomyio."'

[Tim gac cBapkm reprora [JTocTepchkoro 3 emmckornoM Bindecrep-
cpkuM Tayep TakoX 3rafyeTbes sK (HOpTeIs, 3aXONHBIIH Ky MOXKHA
OBOJIOZIITH OPUTAaHCHKOIO KOPOHOIO, TOOTO Tayep mokasaHo sk micue
30CepeKeHHsI BIICHKOBOT CHIJIH Ta MOTYTHOCTI:
I'nocrep:
Lleit boghopm esice ni 602a ne wanye,
Hi kopona! Bin Tayep 3azapoae!
€nuckon:

Oyeti ocb I nocmep — 60po2 2poMadaHcmey.

Bin cie usapy, 3nesasicac mup,

Tooamxkamu caman ceil Hanuxae,

A 6ipy 6 nopox samonmamu xoue.

bo orc 6in npomexmop xoponiscmea, baume!

Haoymase 30porw 3 Tayepa é3amu,

Abu cobi kopony 3axonumu.'

Takum umHOM, Tayep HaOyBae TNEBHHX CHMBOJIYHHX KOHOTAIIii,
MTOCTAIOYH OCEPEIKOM TIOTYKHOI BiiCEKOBO1 CHIIH, OTIOPOIO BIIAIH.

VY npyriii gactuHi 1i€l xponiku Tayep Takox 300paskeHHI He

nuiIe K Mmicue 30epiraHHs NpUNacis, a i Ak QopTelns, sKa Mae TeBHE

" Ibid. P. 134.

" Ilexcnip B. Tenpix VI. Yactuna 1 / niep. 1. Jpau. Ilexcnip B. Teopu 6 wecmu momax. Kuis :
Juinpo, 1984. T. 1. C. 51.

Tam camo. C. 58.
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CTpaTeriyHe 3HA4YEeHHs i1 4ac BEJeHHS BiiHU, B Hill PO3MIIIYIOTHCS
BIMICHKOBI pe3epBH Ta BOHAa BHCTymae (HOPIIOCTOM BiCHKOBOI
000pOHH, OCKIJIBKH 11 HEOTHOPA30BO HAMATAIOTHCS 3aXOMUTH:
Ckeute:
Hy wo? Younu Keoa?
1-ii ropoasiHuH

Hi, minopoe; Hanesme, tioeo ii He 60'tombs. Bouu 6dxce 3axonuiu
Micm i po3npagisomescs 3 ycima, Xmo yuHume onip. Jlopo-mep 6nazae
eauly wecmvb npuciramu Huomy niokpinaenus 3 Tayepa, w06
3axucmumu micmo 6i0 OyHmMiGHUKIE.

Ckeue:

3aein auw HegenuKull damu MoxCy,

Aoouce it mene mpugorcams dynmapi:

Boice npooysanu Tayep yzamu.

10imwb 00 Cymimebinoa i nodetl 36epimo,;

Tyou npuwinto s Memuwio I'oga. buiimecs

3a kopons, kpainy i scumms!"

OpHak, 13 pO3ropTaHHsAM IMOAIM KOHOTamis oOpazy Tayepa
3MIHIOETBCS, TOXK y TPETil YaCTHHI ITi€] XPOHIKH BIiH ITOCTAE YXKeE 5K
MiCIIe HE3aKOHHOTO VB’SI3HEHHsS Ta BOmBCcTBa. Came TyT TPUMAIOTh
3palkeHoro npubdivankamu kopoist I'enpixa VI, 1 came croau npsmye
Pivapn I'mocrep (maiiOytHiit Pivapa III), mo6 BOUTH #oro:

Ensapa:
e Piuapo?
Knapenc:

Lo Tayepa 6 Jlonoon nocniwiug —

Beuepio mam kpusagy yuunumu.'

IToGaunBmu Pigapna B Tayepi, koposb ['eHpix po3ymie, mo came TyT
BimOymeThcst #ioro BOMBCTBO, Ta MepeApiKae, 10 MEePEKUTI HUM ITiJT
yac yB’sI3HEHHS CTpaxy il MPOBUIIHHS, OyAyTh BUIIpaBAaHi:

L[06 3a meoe 3yxeanbcmeo nepuie 66unU

Tebe — mo cuna mu 6 M020 He 66us.

A nposiwaro: mucsui nooet,

Lo 1 kpuxmu cmpaxy oybo2o He Mamo,

ioie bacamo i nesmiuhux 6018,

Cupim 3 ouuma, cnogHeHuMU CIi3,

Bamokis, wo 3anuuunuce 6e3 oimet,

" Ilekcnip B. Tenpix VI. Yactuna 2 / niep. B. Tymentok. Ilexcnip B. Téopu 6 wiecmu momax. Kuis :
Muinpo, 1984. T. 1. C. 201.

' Ilekcnip B. Tenpix VI. Yactuua 3 / mep. B. Tymentok. Ilexcnip B. Teopu 6 wecmu momax. Kuis:
Juinpo, 1984. T. 1. C. 309.
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Himet, wo pano émpamunu bamukis,

Toii uac, Ko poouscs mu, nPoKIeHyms."

VY ui#i cieni B. Illekcmip BaaeThes 10 MiJICHICHHS HETAaTUBHOTO
eMOLIIHHOTO Sa6apBJ'IeHH$I Tayepa HUIAXOM 3allydeHHS npOBmeH—
[iHHIX MOTHUBIB Ta BKIIa/Ia€ y MPOMOBY Kopoiisi ['eHpixa anemnsiito 10
CTpalIHMX MPHUKMET, SIKi CBOTO Yacy Oyii He0oO0aYHO MPOIrHOPOBaHi:

Ax mu poouscs, Keunuia cosda,

Cmoenas 3106icHO nyz2a, unu Nc,

Tpowue depesa nromutl Oypesitl,

Ha komun wopHuti 6opon npunemias,

Copox be31a0nuti ckpekim He 6206a8.

Binvw, sx nanescums, HaCmMpaxcoaiace mamu,

Ane He cnodiganace npugecmu

Taxui po3niznutl ma 6pudKull Kiyoox,

Ha nnio cmasnozo depesa ne cxoorcuil.

3 3ybamu napoouscs mu — npukmema,

11Jo mu kycamucs npuiiuios y ceim.

Axwo auw npasoa, wo nouyes s we,

Poouscs mu ...

CreHa )X0pCcTOKOTO BOMBCTBA TaKOX BifI0yBaeThcs y cTiHax Tayepa i,
MOMHUparUn, Koposb ['eHpix Haromomrye, Mo Pigapmom Oyme
MPOJIUTO I1ie OaraTto KpoBi, 30kpeMa, i y Tayepi:

I'nocrep:

Hacnyxasco 5. Hagik, giugyne, 3mM08KHU.

(3axonioe tioeo)

Miic inwum, ye meni cyounocs meaic.

I'enpix:

Amoowc — i nomim wie bazamo 6ouecme.

O 2ocnoodu, npocmu — 1020 1 mene.’

Haiibinpin moBHMM Ta sAcKkpaBUM € o0pa3 Tayepa, sKuit
B. Illekcmip cTBOpIOE Yy icTOpUYHIN XpoHili «KUTTS 1 cMEPTh KOPOJs
Pivapna III». Came y npoMy TBOpPI Ipamarypr akTyanisye HalOiabII
JKOPCTOKI Ta CTpamIHi KOHOTAmii, yXe y IeplmioMy akTi II'e€cH
OomHCyI0uM cleHy BOWBcTBa repuora Kiapenca, skoro Piwapa cam
VB’S3HUB, HaBISBIIU KOpOJIO 3arpo3y Bix KiapeHca, a moTiM me i
MigiciaB 10 HHOr0 BOUBIIh:

Knapenc:

' Tam camo. C. 310.
' Tam camo. C. 310.
'7 Tam camo. C. 310 311.
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AK memHo, AK JAHcaxaueo mu 20860puULL,
Tposuw ouuma. I yvomy mu 36107
Xmo sac nocnas? Qozo croou npuiivinu eu?
OO0OuaBa BOMBILI:
1]o06... wio06... woo...
Kaapenc:
1l]06 mene youmsp?
OOuaBa BOMBILI:
Taxk, max.
Kuaapenc:
Ckazamu ye sam aedse cmano 0yxy,
Yu orc sucmavums 6am 0yxy ye 3pooumu?
Yum, 1106i Opy3i, sac obpazug s?

1-it youBns:
He nac obpaszunu éu,— kopoiis.
Kaapenc:
A weuoko 3108y NOMUPIOCA 3 HUM.
2-ii yOuBUA:

Hi, 1opoe, ni. Fomyiimecs 0o cmepmi.'
Tyr Takok akTyami3yeThCs BIOMHI pENITiHHUN CUMBOJIYHUH
ACTIEKT: IiCIIS 3JIOYMHY OJIMH 13 BOMBITH Hapikae, 1Mo oMy XoTijgocs 0
BUMUTH PYKH, K II¢ KoJauch 3poouB [linat. TakuM 4uMHOM Apamarypr
BUEProBe MigKpeciioe, mo repuor KmapeHc OyB HEBUHHHH, Ta
MIPUPIBHIOE HOro BOMBCTBO JI0 CTpatH Icyca, miICHIFOI04YM HEraTUBHE
eMOTIIiifHe 3a0apBICHHS SIK CaMoi ITi€i CIICHH, TaK i JOKaIlil 3arajioMm:
1-it youBns:
(youearouu Knapenca)
Om max, om mak! A sx yboeo He documeo,
B manweasii sac 3apaz ymoniio.
(Buxooumbv 3 mpynom)
2-ii yOuBHA:
Axe kpusase, oouaiidywine oino!
A, ax Ilinam, omums xomis o6u pyku
Bio oybozo npoxknamozo youecmeay.
Ho Tayepa 3 omannuBo 1oOpuMH Hamipamu Biacwiae Pigapn i
IBOX aited kopons Exyapna, cBOiX IMIIEMiHHHKIB, SKi, IepeauyBarOun
JINXO0, BUKA3YIOTh CBOE 3aHEMOKOEHHS Ta CTpax Iepel THMYacOBUM

'8 Ilexcnip B. JKurrs i cmepth kopous Piuapaa I/ nep. B. Ten. Illexcnip B. Teopu 6 wecmu momax.
Kuis : Ininpo, 1984. T. 1. C. 100-101.
** Tam camo. C. 106.
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Micrem ix nepeOyBanHs. [lpuan Exyapn Bamnificekuit roBopuTs, 10
He JIoouTh Tayep Ta He X04e TaM repedyBaTu:
I'nocrep:
e su cami 3axoueme, mii 1roouti!
Ta paoue 6u eucoxocmi s eautiii
Y Tayep — onie 30 0sa sionouumu.
Tum wacom 00 8n000OU 8am ocero
uatiwnu 6 uciony i 0151 300pos's Kpawyy.
IIpunu:
A Tayepa 306cim ne n106110».>
Hatowmicts Ilpunn Pivapn Bimkputo Bukaszye crpax nepen Tayepom,
TOBOPUTH, IO HE 3MOXKE 3aCHYTH, OCKLTBKH TaM OyJl0 BOHWTO #Oro
nanpka repuora Knapenca:
I'nocrep:
(0o npunya Yenvcoxozo)
Yu 360onums eawa municme oani umu?
A s i 6pam miti 0oopuii bexineem
Mamycio eauty nioemo npocumu,
1IIlo6 6 Tayep npuiiuwina éimamu gac.
I'epuor: SAx? Ilioeme 6u ¢ Tayep, eradapro?
Hpunu: Beasxcac ye nompibnum 10po-npomexmop.
Iepuor: A ¢ Tayepi ne 3acuy cnokiitno.
I'nocrep: Yozo sc 60amucey sam?
I'epuor: Cmpawnoi 0a0vka Knapenca npumapu.
Bin ¢6umuit mam, — kazana nam 6aﬁyn}l.21
[Ipunny ExBapn posymie, mo O0sATHCS BapTO HE MEPTBHX, a KUBHX,
OJTHAK 3PEIITO0 JITH MOTOKYIOTECA MITH 10 Tayepa, mepeaayBaiodn
JIUXO, SIKe HEPO3PUBHO OB’ SI3aHE 3 UM MiCIIEM:
MMpuHn:
J1a0bKi6 s Mepmeux ne 6010ce.
I'nocrep:
Ane 1 acusux max camo, cnooieaiocs?
Mpunn:
Ilokine srcusi 6onu — w020 sine d60amucy!
(Ho zepyoea Hopxcvkozo)
Xooim, minopoe.
3 oymKo0 npo Hux
1 3 mazapem na cepuyi 110y s ¢ T ayep.22

2 Tam camo. C. 134-135.
2 Tam camo. C. 140.
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Came no Tayepa naacunae Pivapp I momuny, mo moroannacs
BHKOHATH HOTO 3JIOYMHHUHN HaKa3, TAKMM YMHOM CIPABIKYIOUH JIHXI
MePEeIIyTTS IUIEMIHHHKIB:

Piuapn:

Tu opyza 38axcunicsa mozo youmu?
TippeJ:

T'omos, ma kpawe — 060x 6u 80po2is.
Piuapn:

To i dobpe. € 0sa momi sopoeu;
Hema 6i0 nux ui cny, i cynokoio.
Toorc, Tippene, izbmucs mu 3a HUX —
3a mux éaiicmpam, wio ¢ Tayepi nuni.”?
Tayep crae MiclieM CTPaIIHOTO 3I0YHUHY — JIITOBOMBCTBA Ta BOJHOYAC
1 MOTHJIOIO ISl MaJIEHbKHUX TIPHHIIIB:
Piuapn:
A, mobuii Tippen! Owacrusuw gicmio?
TippeJ:
Axwo dopyuenozo 8UKOHAHHSA
Bac owacausumov, mo wacausi 6yovme,-
A sce 3pobus.
Pivappn:
Tu 6auue ixui mpynu?
Tippea:
Tax, 6auue.
Pivapn:
1 3apue ix, cnaenuit Tippen?
TippeJ:
Ceauenuk Tayepa noxoeas ix,
A Oe, ckazamu npaeoy, s He 3Hal0.
Pivapn:
Tpuxoos ace, Tippene, decy no eeuepi,
IIpo ixnio cmepmo 00KIAOHIUIE PO3KANCEUL.
BaxnuBuM € TOil Qakrt, mo B icropuuHii xpoHimi «Kurrs i
cMmepTh Kopons Pivapnaa II» llekcrip 10 meBHOI Mipu OyXOTBOPSIE
Tayep Ta ommcye cleHy, y SKid kKopojeBa €nm3aBeta Ojarae oro,
Hade JIIOUHY, TMOXKAIITA CBOIX MITEH: SKIIO y JIFOACH, IO 3aCyIIIN

24

22 Tam camo.
2 Tam camo. C. 186.
* Tam camo. C. 191-192.
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iX Ha cMepTh, HEMA€ JKajJi, TO Xall X0U cTape KaMiHHS 3KaJUTbCs
Ha/I IPUHI[AMH:
€aunzapera:

3aocoimo, we pas na Tayep noenanvmo.

Kaminna oaene, noxcaniic manamox,

1o 3a30picms y meoix cxoeana mypax!

Teepoa konucko 011 0imoKk MaieHbKUX,

Tosapuwiy xmyphuii, cyeopa HAHbKO,-

Maii nacky 00 dimok moix 6ezeunnux!

Besymnuii 6inv 6i0 cmin necy kaminnux!”

3ayBauMO, M0 mepcoHidikamiss Ta aHTpomomopdizaris
BiflirpaBaJId CYTTEBY pOJb TPU CTPYKTYPYBaHHI JIOHIOHCHKOTO
Tekcty ngobm Penecancy. OmauM 13 HAWHOUTBII  MMOIIMPEHUX
TOrOYacHUX 3aco0iB OyJ0 HaJaHHS MICTy JIOACBKUX PHC 3 METOIO
3poOuTH HOro OuTbII HAOMMKEHHUM O pelUIieHTa. 31e01TbIIoro
peHecaHCHI aBTOPH, CIITyrOUN TpaaWiii, npeactaBisii JIoHIoH AK
y0006neHHﬂ KiHOyoro Hauama. Taka «TeHAEpPHA MapajgurMa»
)Z[OMIHYBaJIa B 0araThbOX TEKCTax dYaciB TIo,uoplB i CrioapTiB Ta
HEpIJKO Maia mijg coOOK iJeOoJOoriuHi IMIUTIKAIl 1 MOsSCHIOBAIACS
«TEHJICHIIIEI0 Y3romuTH (akTu MichbKoi KyIbTypH i3 3aKoHaMH
npupoamy».”’ HoBaropchknm y TBopuoMy mizxoxi B. Illexcripa € Te,
IO BiH 3BE€PTAETHCA HE JI0 MEePCOHidiKaIlil MicTa B IiJIOMY, a BAAE€THCS
o antpomomMopdizariii okpemoi jokamii — Tayepa, y Takuil crocio
30arayyroud Ta HACHYYIOYM JIOHJJOHCBKHH TEKCT J0JaTKOBUMU
CEHCaMH.

VYV meci «I'enpix VIII» Tayep mocrae micriem yB’sI3HEHHS, 1€
repror bekinremcekuii, rpad I'epdhopacekuii, rpad Creddopacekuit
i rpad HopTeMNTOHCHKHIA, SIKMX KOPOJIb MiJO3PIOE y  JiepKaBHIiH
3paji, O4iKylOTh Ha BHpOK. [Ipu mbomy repror bekiHreMchkui Take
YB’SI3HEHHS CIIpUAMAE K MPSIMUNA NUIAX 0 3aru0eni, BiH He 0a4nuTh
CEHCY BUIPABIOBYBATHCA UM JOBOJUTH CBOIO HEBHHHICTh Ta
MOKJIaZIa€ThCs JUIIe Ha Bomo bora:

Bekinrem: Om 5 i 6 cunvyi!
I nponaoy, ak wyp nio kognakom...
Bpaunnon: [llxooa meni, wo myuty 6ymu ciokom
Toeo, ax eam c60600y 8i0OUpaOmeo...

% Tam camo. C. 181-182.

% Manley L. Literature and Culture in Early Modern London. Cambridge : Cambridge University
Press, 1997. P. 154.

7 Ibid.
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Taka natieuwa 601 KOpoaa —
Bac siosecmu y Tayep.
Bexkinrem: JJapma

Teepoumu npo nesuHHicHb: 6ce 00HO

Lo naiiuucmiwe, 6pyoom 06innome.

Xaii 6yoe ¢ona zocnooa 8 ycvomy!*

Woro minTpumye i mopn AGepreHi, HaroJoNmIYIOUH, WO €IHHHM
BUXOZIOM € TiAKOPEHHS BOJII KOpOJIs Ta Ha/isg Ha bora:
Hy, opyorce Abepeeni, npowasaii!
Bpaunpon: Hi, 3 samu 6in ioe.

(o Abepeeni)

Koponw 36enie

Bac siosecmu y Tayep, a mam

Aiznacmecs, wjo 3 éamu 6yoe oai.

AbepreHi: Ycrnio 3a eepyoeom, s sidoaroce

Ha 6on1o 602a 1ii municmo K0p0Jl}l.29
Take craBleHHsS MEPCOHAXIB 1O YB’S3HEHHA B Tayepi MokHa
TPaKTYyBaTH SK HaMip aBTOpa HaraJaTH PO KOPOJIiBCbKE CBaBLLIS Ta
3JIOYMHHU, SIKi TaM BigOyBaaHCs, a TaKOX IMIIKPECIUTH HETATUBHI
KOHOTAIIii, OB’ s13aHi 13 I[IEI0 JIOKAIIIEI0.

Oxpemo BapTo 3a3HaunTH, o y meci «['enpix VIII» Tayep
TaKoXX BUCTYNAE THUM MICIEM, [€ WICHH KOPOJIIBCHKOI POIOMHHU Ta
BEJIEMOXKHI 0COOM BTpadvaroTh CBili 0COONMBHUI cTaTryc: JHINe Ticist
MOTPAIUIIHHSA ~ TyAd HAa  HAX  MOXE  HAKIaJaTHCI  TIeBHA
BIAMOBiAaNbHICTh. Tak, MpPUMIpOM, BHCYBAalOYM 3BHHYBAYECHHS
APXIEMUCKOMY KenrepOepiiicekomy Kpanmepy, €TMMCKON
Binuecrepcekuit [apauuep Haromomrye, mo Kpaamep mae Oytu
BignpaBneHnii 1o Tayepa, OCKITBKM depe3 CBilf cTaTyc dJeHa
KOpPOJIIBCBKOi pamn He Moxke OyTu 3acymkennM. Y Tayepi x BiH
MaTUMe CTaTyC IMEepPecidyHoro rpoMajsHUHA Ta Oynae MiAKOPIOBATHUCS
3arajJbHUM 3aKOHaM:

Kpanmep:

A

Ilpoxas 6u eawii ceimnocmi ycix

To3ueauig moix — xmo 6 mo ne 6yg —

3eecmu omym auye 6 nuye 31 MHOIO:

Hexaii ocxapoicyroms 8ioxkpumo.

% Mexcnip B. Tenpix VI / nep. M. Ta6nesny. Ulexcnip B. Teopu 6 wecmu momax. Kuis : Jginpo,
1986. T.6. C. 448.
* Tam camo. C. C. 448,
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Ceddoak:

Hi,

Ile nemootcnueso, nopoe miit, — 6u paoHux,

1, ax maxkozo, sac nixmo ne cmie

Ockaparcumu.

T'apainep:

Ockinvku € y Hac

1 6invw saccausi cnpasu, mo 3 yiero

Ioxinuumo. Kopomuwe. ix eenuynicmo

3eenis, a mu nocodunucs, uob sac

Jlna kpawozo éedinus cyoouuncmea

o Tayepa 36i0cu gioeecmu.

/e eu, 6rce ak 3euuaiinuii 4o1086iK,

ITobauume, wio ne ooun nocmie

Biosepmo sac ockapircumu, — d601oce,

ix Oinvuwe, Hidic Mo2nu 6 6u npunycKkamu.

[Monibny Te3y Buromoumrye i cam kopoib ['enpix VIII, Bimcunaroum
Kpanmepa no Tayepa. Ha nmymky kopois, mpoTH apXiemwuckora
KenrtepOepitickkoro it 6paTta KOpoJst HIXTO HE HaBAXKUTHCS CBIIIUTH,
a MPOTH TEPECiYHOTO TPOMaSHUHA, YB si3HEHOTO y Tayepi, cBiAKiB
3HalIeThCA OLIbIIE:
I'enpix:
. mpeba 6am

036poimucs, mepninHam i CHOKItIHO

Hepecenumu(:b 6 Tayep: eéu — opam naw,

Mu 3myweni 3pooumu makx, mamue

Hixmo ne nioe ceiokom npomu sac.’

LikaBo, 110 Ferlx VIII mpu UbOMy HE Hajae Tayepy
HETaTUBHOTO EMOIIIHHOTO 3a0apBiIeHHS: BiH Ha3WBa€ HOTO HOBUM
TAUMYAaCOBHM «IOMOM» Ui CBOTO Opara, 3ail0l04d TO3WTHBHI
acomianii i3 BiAYYTTAM 3aXHIIEHOCTI Ta 3PyYHHM MPOCTOPOM, i
BOauae HeoOximHicTh mepeminienHs Kpanmepa g0 Tayepa
HacamIiepe]l 3apajiy Toro, 00 MPOBECTH crpaBeiuBHii cy . OTxe 31
ciaiB kopoisi, Tayep mocTtae wmicmem, Ie BCi JIOAM PiBHI Tepen
3aKOHOM, Ta CHMBOJIOM CIIPaBEIJIMBOIO CYAOYHMHCTBA. HatomicTsb,
cam apxienuckon KenrtepOepilicekuii nepedyBanns y Tayepi BBaxkae
CepHO3HUM BHUNPOOYBaHHSM JJsl CBOrO JAyXy Ta CHOCOOOM
ouutieHHs, a Tayep 6auuThbcs HoMy sk eBHe YUCTHIIHINE HA 3eMITi:

3% Tam camo. C. 527.
3! Tam camo. C. 521.
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Kpanmep:

(nadae na xonina)

Yxninno eosunuil nanogi moemy

I miwyca nazo0i nepeiimu

Kpizv 006pe cumo, ujo 3epno 6 meni

Biooinume 6i0 nonoeu: s-60 3naio —

Hixozo max HaxnenHuxu ne 2yosms,

Ak, besmanannozo, meHe.

Otxe, y miii m’eci B. Hlekcnip 3amyyae pemiriiiai iMIutikarii ta
BIAa€ThCs 10 cakpamizauii mpoctopy Tayepa 3apaau MOCHIICHHS
IpaMaTHYHOI Hampyrd 1  HaJaHHA  JIOJATKOBOTO  3HAYECHHS
300paxyBanuM momisM. [Ipu mieomy Tayep mocTae sk MicIie He TUTBKH
¢iznuHOrO, a;me ¥ gyxoBHOro BuUmMpoOyBaHHA. Kpim Toro, 3a
JOTIOMOTOI0 CaKpaji3alii yBara aklEHTYEThCS Ha TeMax MpaBOCYAIS i
NOKasHHS, a caMa JIOKalis HAalOBHIOETHCS HOBUM  3MICTOM,
MIEPETBOPIOIOYUCH HA MOTYKHUIM CUMBOIYHHAN €IEMEHT JIOHIOHCHKOTO
TEKCTY.

Ilonpu Tte, mo B. HleKcmp nepeBaxHo 300pakaB Tayep sk
Mmicue, Jie TaHye )KOpCTOKlCTI: i CMEpThb, MOXKHA npocmmcyBaTn i
HaMaraHHs aBTopa 36eperTH icropuuHe miArpyHTs. Tak, mpumipom, B
ICTOpI/I‘IHII/I XpOHlLll «quapz[ 1I» Tayep HE Mae€ p131<0 HETaTUBHUX
KOHOTAI[il, OCKINBKH, 3TigHO 3 1CTOpI/IT-IHI/IMI/I BIIOMOCTSIMH, Ha
NoYaTKy mpasiiHHsa kopoisi Piwapna Il Bin OyB me ¢oprereto, a He
B’SI3HUIICI0, TOOTO TEPEXOBYBAaHHSI B HHOMY OyJio  1iTKOM
OesmevyHuM. 3BakKalOUM Ha 1€, 3pO3yMIJOI0 CTae SK IOBEIiHKa
reprora bomiHropoka, sikuii He HaszuBae mepeOyBanHa Piwapna Il y
Tayepi yB’S3HEHHSM, TaK 1 IOBEIiHKA CaMOTO KOpOJIA, SKHA HE
00iTBCS IHOTO MICIIS Ta HE TyMae, 0 BOHO IPUHECE HOMY CMEPTh:

Pivapna:

€ npoxannus, —

1 51 nidy, ne 6yoy mypoysamu, —

Yu 6y0e 8ionosiov?

BoJjinropok:

Kyzene cnaenuii!

Piuapn:

«Kysene cnasnuii? » binvwuii cmas, uixe 6y8!

bye xoponem s — necmunu meni

Moi niooanyi; niooanum s cmas,

Koponw meni menep nokipno necmume.

32
Tam camo.
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Benuxuil cmae — meni npocums He mpeoa.
Bouinropok:

A 6ce e npocime.
Piuvapn:

1 8u 0oacme?
Bouinropok:

Asixorce.
Piuapn:

To0i 0036016me, 51 NidY.
BoJinropok:

Kyou?
Piuapn:

Kyou naxasceme — 2emo 3 6auiux giu.
Boainrépok:

Jlo Tayepy nposedimy iio2o.
Piuapn:

IIpo6ooums 6 6y0b-aKy eu 1a0Hi nopy.

Koponv énu3 nada — eu peemecs 82opy.

BTtim, mompu Te, mo Tayep B Ti 9acw Ime HE CTaB MicIeM
CTpalllHWX 3JI0YMHIB 1 CTpar, JpaMaTypr akIeHTye yBary Ha
MOXMYpOMY W HepUBaOIMBOMY BHIIISAL (opTeLi:

Kopoav yum wnsixom npoiide axc myou,

e IOniti L]e3ap 36i6 na n1uxo eesicy,

3a yi ocs epizni mypu 3anpomopus

Moiiozo myaica 2opouii Boninebpok.™
BiH 3HOBY BIIA€ThCS 10 YaCTKOBOI aHTporoMop(izailii, MPUCBOIOIOYN
Tayepy ¢iznuHi 0cOONMMBOCTI, SIKi TPAIULIHHO BIACTHBI JIIOACEKOMY
timy. Lle 1o3Bodsge  akTyamilyBaTH  CMHUCIIOBHHA  TPOIMIAPOK
JIOHIOHCHKOTO TEKCTY, MOB’sI3aHWU 13 mepcoHidikaliero Micta Ta
CIPUHHATTSIM JIOKYCY SIK ’KHBOI ICTOTH, II0 32 aHAJIOTIEIO 13 JIIOJIMHOI0
MAa€ BJIACHE «TiJIO».

Otxe, xynoxHit obpa3 Tayepa, skuil ¢irypye B iCTOpHUHHX
xponikax B. lllekcmipa, Bupocrae i3 3arajbHOI KYyJIBTypHO-
ICTOPUYHOI CITAIIIIMHA Ta 0OCOOMCTOTO zIOCBiJIy aBTopa. OCKUIBKHA ISt
PEHECAHCHOTO ipaMaTypra 1 iforo Cy‘IaCHI/IKlB Tayep OyB nepur 3a Bee
B’S3HUICI0 Ta MiICIIEM CTpaT, TO BIANOBITHUMH € 1 KOHOTAIl
XyI0XHBOTO 00pa3y y 3rajaHux I’ecax. Tayep B HHUX 31e0LIbIIOTO

? Illekcrip B. Piuapx 11 / nep. B. Crpytuscskoro. Ilexcnip B. Teopu 6 wecmu momax. Kuis :
Juinpo, 1985. T. 3. C. 143.
** Tam camo. C. 144.
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Cooonb Oxcana. Jlonnoucekuii Tayep y TBopuocti Binbsma Illekcrmipa.

MOCTa€E SK TIOXMype, HETraTHBHO MapKOBaHE Miclle, IIOB’s3aHe
HacaMIlepen i3  3JIOYMHHAMH  HaMmipaMd, BOWBCTBaMH  Ta
KOPOJIIBCBKMM CBaBULISIM, IO CYIPOBODKYBAJIOCS YB’ SI3HEHHSIM
MOJIITUYHUX ONMOHEHTIB. Haii0inbin HeraTuBHy KoHOTali0 Tayep mae
B icropuuHiii XpoHini «Piwapm Ill» Ta y TpeTiii YacTHHI XpOHIKH
«enpix VI». B ictopuuamx xponikax «Piwapz II» ta «['enpix VIII»,
a TakoX y mepmriii i mpyrii wactmHax «l'eHpixa VI» HeratuBHa
KOHOTalisl (yB’SI3HEHHS, CTpaXKIaHHS, CMepr) TIO€THY €ThCS i3
HEWTpPaNTbHOIO (3aXI/I]_LIeHICTL OYHILEHHS ;[yun BiJ] I'PiXiB TOMIO).

PisnorutanoBa ¥ OaratoBuMipHa Bi3is Tayepa y TBopuoMy
mopobky B. Illekcmipa iCTOTHO BIUIMBaE Ha CTPYKTYpPYBaHHI
JIOHJIOHCBKOTO TEKCTY. 3aBJISIKH BHECKY ApaMaTypra akTyali3yloThes
yKe icHyKdYl Ta YTBOPIOIOThCS HOBI CMHCIIOBI acmeKTH, sKi
TOMNHOMIOIOTE  PO3YMIHHS  KYJIBTYPHOTO # iCTOPHYHOrO 3HAYCHHS
Tayepa mns wmicra. B. lllekcrip He Tinbku BUKOpUCTOBYE Tayep K
TJIO AJISl CBOIX T’€C, alie i IepeTBOPIOE HOTO Ha TUHAMIYHUH MPOCTIp,
J€ TepeIuliTaloThCs MOMITHYHI IHTPUTH, OCOOMCTI Tparedii Ta
rIIHGHHHI 3arabHOMIOACHKI po6aemu. HMoro TBOpH CHpHSIOTH TOMY,
mo Tayep mounHae cipuiiMaTHCS HE IPOCTO SK iCTOpUYHA OymiBIIs, a
Sk MeTadopa pi3HHX aCMeKTIiB JIOJCHKOTO JKUTTS Ta CYCHIIHHHX
BigHocuH. lle cnopuse ¢dopmyBaHHIO CKIagHOrO 1 6Garatoro
JIOHAOHCBKOTO TEKCTy, A€ KOXEH eJleMeHT Mae OararomapoBe
3HAYCHHS.

Otxe, TBOpuicth B.lllekcmipa Bifirpae KIOYOBY pOJIb Y
CTBOpPEHHI i PO3BHUTKY JiTeparypHOro odpasy JloHmoHa, 30aragyrouun
HOro HOBUMH HTEPIIPETAIISIMU Ta PO3LIMPIOIOYH KyJIbTypHE 3HAYCHHS
MiCTa y CBiIOMOCTi HaIlii. H_[eKCHipiBCLKe OaraToBUMipHE OauyeHHS
Tayepa crpuse Tomy, IIO BiH IEPETBOPIOETHCS HA CHMBOJIYHMIA
00’€KT 1 CTae OAHMM i3 LCHTPATBHAX EIIEMEHTIB JIOHIOHCHKOIO
TEKCTy, SIKWi BiJloOpakac He JIMIIE iCTOPWUYHI MOii, a W BiYHI TeMu
JIFO/ICEKOTO OYTTHL.
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“YES WE WILL”: The International Shakespeare
Festival in Craiova as a powerful factor of cultural
interaction

Topkym H., /Jeinexka C. “YES WE WILL”: Mixuapoanuii
IlexcnipiBebkuii  ¢gectuBaar y KpaiioBi Ak nory:kHumii 4YHMHHHK
KYJbTYPHOI B3a€MOii.

Cmamms npucesiuena Migcnapoonomy Lllexcnipiecvkomy ecmuganto 6
Kpaitiosi, wo pozersidacmovca AK  NOMYJUCHUU  IHCMPYMeHm  opMy8anHsl
CRiTbHOMU, BNIUGOBUL KAMANIZAMOP MEOPUUX EKCHepUMENMi6 meampanbHux
MUmMyie i GaMNCIUBUL YUHHUK WUEKCNIPO3HABU020 OUCKYDCY.

Asmopu npocmedcyroms icmopiio  pumyanizo8anux Qopm BuaHy8aHHs
Llexcnipa — 6i0 106ineio 6 Cmpemeopoi, opaanizoeanozo Jesioom Iappixom y
1769 poyi, — 0o 3anouamxysanusi mpaouyii nposedenns Kpaiioecbkozo
Gecmusanto,  IHIYINOBAHO20 — BUOAMHUM — DYMYHCOKUM — akmopom  Eminem
Bopoeinow y 1994 poyi. [locmams Illexcnipa, wo 3a0ac HAOBUCOKY NIAHKY
XYOO02UCHLOI OOCKOHANOCMI, NOCMAE MAKONC AK YHIGEPCANbHUL THCTNPYMEHM
SMIYHEHHsL  MIJNCHAPOOHUX — KOHMAKMIE  MIdC — meampamu, — KyJIbMmypPHUMU
iHCIMuUmMYYiamMu ma wexkcnipo3HAa8YAMU 3 PI3HUX KPAiH.

Decmusany, wo 6i0oyscs y Kpaiiosi 16—-26 mpasns 2024 poxy, npo-
0eMOHCMPY8A8 CBIll NOMYIUCHUL BNIUE Y PISHUX Chepax CYCRIbHO20 dHCumms, a
TAKOHC 30AMHICMb MUCTEYLKUX KYIbNYPHUX NPAKMUK QOpMYSamu MidcHapOOHi
CniibHOmUY, 00 ’€OHAHI  CNIbHUMU — YIHHOCMAMU MA  YCEIOOMIEHHAM PO
MUcmeymea y npomucmosHi Momanimapusmy, HopcmokoCcmi ma HacunbCmes).

Y cmammi npoananizoeama cmpykmypra i opeaHizayitina Mmooenb
Kpaiioscvkoeo Illexcnipiscokoco ecmusanio, axkuil cmae 8naU8080I0 MyIbmiu-
MeOIUHOW KYIbMYPHOW NOOIEN, WO NOEOHYE MeampanbHi GUCMABU, BVIUUHI
CBAMKYBAHHA, Ypouucmi yepemouii ma axademiynui ouckypc. Lln modenw
BUABUIA CBOIO ePEeKMUBHICI AK Y CIUMYTIOBAHHI MUCTHEYbKUX eKCHePUMEHMIE,
maxk i 8 NEepeoCMUCNCHHI MICbKO20 NpOCMOpPY, 3MIYHEHHI MINCHAPOOHUX
MeampanbHux 36’s13Ki6 ma npocy8amHi KynvmypHoi ounnomamii. Kpaiioscovxuil
Ulexcnipigcokuii  hecmugans — nPoOeMOHCIpY6as  cmane — 3aYiKAGIeHHs.
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meopuicmio Lllexcnipa 6 2nobaneHomy cimi ma CnpomModcrHicms meampy oymu
BNIUBOBUM A2EHTNOM KYIbIMYPHOI CHAOKOEMHOCII 1l HOBAMOPCMEA.

Knwuoei cnosa: Llexcnip, @ecmusans, Kpaiiosa, po36ydosa cninbromu,
meampanbti UCMABU, AKAOEMIYHUL OUCKYPC, MICOKULL NPOCMID, MINCOUCYUNTI-
Hapuuil 0ianoe, iHmepmeoianbHi cmyoii, MIHCKYTbMypHULL OOMIH.

The tradition of Shakespeare theatre festivals has a long and
productive history. Its origins date back to the famous Shakespeare
Jubilee, organised and held in Stratford-upon-Avon in Septernber
1769 by the English director and actor David Garrick (1717-1779)."
The well-known contemporary Shakespearean scholar Peter Holland,
who considers this public event to be one of the landmark events
associated with the commemoration of Shakespeare, suggests that the
word ‘jubilee’ was chosen by DaV1d Garrick and the local authorities
with a certain far- reachlng goal.? By sacralising the figure of the
world-famous playwright in this way, the festival organisers hoped to
launch a pilgrimage to Stratford for his admirers, which to some
extent was similar to the religious practice of pilgrimages to Rome.
Such pilgrimages took place in the years of Jubilees proclaimed by
the Christian church.’

The Stratford Jubilee of 1769 bore little resemblance to the
festivals of later times: it included a festive procession of
Shakespearean characters, which was cancelled due to heavy rain, and
did not include theatrical performances at all. Nevertheless, it was the
solemn event that brought representatives of the cultural elite of the
time from all over the world to the provincial town where William
Shakespeare was born. The scale of the celebration and the focus of
all its elements (the grand opening with shots from thirty cannons,
church bells, a festive dinner, the unveiling of the monument, etc.) on
the glorification of the genius playwright give reason to consider the
anniversary a kind of harbinger of future festivals.

! David Garrick (1717-1779) became famous for his successful performance in the title role in
Shakespeare's historical play Richard III (1741) as well as for his active work to honour the Bard
himself and promote his creative legacy. For more information about this outstanding personality,
see: Stochholm J. Garrick's Folly: The Shakespeare Jubilee of 1769 at Stratford and Drury Lane. New
York : Barnes & Noble Inc., 1964; Tankard P. The Stratford Jubilee. Facts and Inventions: Selections
from the Journalism of James Boswell. New Haven : Yale University Press, 2014. P. 17-34;

Holland P. David Garrick: Saints, Temples and Jubilees. Actes des congrés de la Société frangaise
Shakespeare. 33.2015. P. 1-18.

? Holland P. Op. cit.

* This tradition was initiated by Pope Boniface VIII, who called the year 1300 the Jubilee year and
proclaimed that anyone who made a pilgrimage to Rome during this year would be exempt from
punishment for their sins.
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The tradition of grand celebrations to commemorate the Bard
was renewed in the early nineteenth century: in 1816, to honour the
bicentenary of the playwright's death, soldiers of the local garrison
staged an amateur performance of Hamlet in the Danish town of
Helsinger (Elsinore), which later became an annual practice. At the
beginning of the twentieth century, professional acting troupes began
to come to the Danish Kronborg Castle to perform Hamlet, turning
this iconic location into a Shakespeare festival.

In 1830, a group of enthusiasts, united in the so-called
‘Mulberry Club’, launched the annual April Shakespeare festivals,
which were held until 1836. This cultural tradition was later picked up
by Frank Benson (1858-1939), an actor and manager of the Lyceum
Theatre in London, who organised twenty-eight spring and six
summer Shakespeare festivals in Stratford between 1888 and 1919.

In 1893, the Bard's hometown revived the tradition of solemn
parades, the first of which took place as part of the Shakespeare
anniversary of 1769, initiated by David Garrick. Students of Stratford's
Edward VI School marched through the streets of the city to the Holy
Trinity Church and laid flowers on Shakespeare's grave. Nowadays, the
tradition of crowded parades involving city residents and guests has
become an essential element of the annual Shakespearean celebrations
that take place in Stratford-upon-Avon in April.*

At the end of the nineteenth century, William Poel (1852—-1934)
founded the Elizabethan Stage Society (1895), whose activities
inspired Angus L. Bowmer, an American actor, to found the Oregon
Shakespeare Festival (1935). Today, the largest number of theatre
festivals whose names include Shakespeare's name are held in the
United States, confirming the words of the American philosopher
Ralph Waldo Emerson, who called the English Renaissance genius
‘the father of the American man’.’

As for the European continent, numerous countries including
Great Britain (in cities such as London, York, Bath, Bristol,
Cambridge, Liverpool, Stratford-upon-Avon, etc.), France (Nice),
Germany (Neuss), Poland (Gdansk), Spain (Barcelona), Italy
(Verona), Czech Republic (Prague, Ostrava), Armenia (Yerevan),

*. For more information on Shakespeare's forms of commemoration, see: TopkyT H. M. CBsTKyBanHs
IlekcripiBebkux jqHiB y Ctperdopai-Ha-EliBoHi: icTopist, TpaguLis, Cy4acHiCTb. [Ho3emHa pinonozis.
Bicuuk KuiBchKkoro HauioHaabpHOTo yHiBepeutery iMeHi Tapaca [lleBuenka. Bum. 1 (54). 2023.

C. 46-58.

> Emerson R. W. Collected Works of Ralph Waldo Emerson / Ed. R. E. Spiller and A. R. Ferguson..

Cambridge, Mass. : Belknap Press of Harvard Univ. Press, 1971. Vol. 1. P. 66.
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Denmark (Helsinger (Elsinore)), etc., have their own Shakespearean
festivals. The popularity of Shakespeare Festivals all over the world is
caused not only by the ability of Shakespeare’s genius to serve as a
perpetuum mobile of theatre experiments but by several benefits of
urban festivals themselves. According to Faivre D’Arcier, these
benefits include the following: a potential for the democratization of
cultural participation, the forging of social connections and identities
(e.g. neighbourhoods), economic opportunities, tourism and image
enhancement, and unique artistic and cultural value.®

The International Shakespeare Festival in Craiova (Romania),
founded thirty years ago, is rightly considered one of the most powerful
in the world today — and currently the largest. It is this festival, which
plays an extremely important role in theatre life and sets a high standard
for the organisation of such cultural and artistic events, that we are
focusing on in this article, which is relevant because of the need for
analytical reflection and dissemination of the extremely valuable
Craiova experience. For several years, Ukrainian Shakespeare scholars
who had visited the CISF since 2010 discussed the possibility of
creating a Shakespeare festival in Ukraine, and in 2024, this dream
came true. The detailed description and analysis of the Romanian
colleagues’ achievements will be of use to develop the structural and
organisational model of the Ukrainian Shakespeare Festival.

Shakespeare festivals have repeatedly attracted the attention of
scholars, as evidenced by numerous works, including the collective
monograph Shakespeare on the European Festival Stages edited by
Nicoleta Cinpoes, Florence March and Paul Prescott,” articles by
Nicoleta Cinpoes,8 Janice Valls-Russell,” Lawrence Guntner,'’ Jacek
Fabiszak, Marta Gibinska, Jan Grzanka, Wojciech Kieler, Anna
Kowalcze-Pawlik, Ewa Nawrocka.' Nataliya Torkut,'””  Maiia

8 Faivre D’ Arcier B. The Future of European Festivals. Festivals in Focus /Ed. D. Klaic. Budapest :
Central European University Press, 2014. P. 114-116.

7 Shakespeare on the European Festival Stages / Eds. Cinpoes N., March F., Prescott P. London :
Bloomsbury, 2022.

¥ Cinpoes N. “So our virtues / Lie in the interpretation of the time”: The Royal Shakespeare Company
Rome Season (2017). This Treasure of Theatre / Eds. Marta Gibinska et al. Gdansk : Stowo/Obraz
Terytoria, 2020. P. 88-102.

? Cinpoes N., Valls-Russell J. Prologue: Viewing and Reviewing “Planet Shakespeare” (Craiova, 23
April — 6 May 2018). Cahiers Elisabéthains. 2019. P. 51-55.

' Cinpoes N., Guntner L., Valls-Russell J. Play Review: A Midsummer Night’s Dream, an itinerant
performance, directed by Philip Parr... Cahiers Elisabéthains. 2019. P. 94-96.

" Fabiszak J., Gibinska M., Grzanka J., Kieler W., Kowalcze-Pawlik A., Nawrocka E. Reminescencje
Festiwalowe. 23 Festiwal Szekspirowski. T. 1. 2019.

"2 Topkyr H. M. IlekcriipiBebki TeatpanbHi dectusani B Esponi: icopis i cygacHicts. IIpocyenriya.
2016. Ne 1-3(44-46). C. 80-85.
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Harbuziuk, Oksana Sobol (in co-authorship with Nataliya Torkut),"
Daria Moskv1t1na and Bohdan Korneliuk (in co-authorship with Daria
Moskvitina)." In partlcular these works, as well as the anniversary
edition Shakestlvalhng in Craiova by Nicoleta Cinpoes and Sorin
Cazacu,'® reflect the history of Shakespeare festivals in Europe.

This year's Shakespeare Festival in Craiova (16-26 May 2024)
demonstrated the power of resonance in various spheres of public life
and the ability of cultural and artistic projects to form international
communities united by values and awareness of the role of art in
opposing barbarism, aggression, and totalitarianism.

The aim of this article is to outline the structural and
organisational model of the Shakespeare Festival and to identify those
features of the Craiova Festival that determine its outstanding role in
the modern world festival tradition, turning it into a powerful
platform for cultural interaction. Being a contribution to the
intermedial studies, this publication can be of interest for those who
study theatrical representation of Shakespeare on the world stage, the
history of the Festivals movement, and theatre practitioners.

The tradition of Shakespeare festivals in Craiova was initiated
by Romanian actor Emil Boroghinad back in 1994. Emil Boroghina,
who is a famous Romanian actor, was the former manager of the
“Marin Sorescu” National Theatre, Craiova, and founder of the
Craiova International Shakespeare Festival. Thanks to his immense
creative energy and enthusiasm, Emil Boroghind managed to unite the
efforts of different structures, foundations, and sponsors in order to
launch this huge cultural initiative. As Nicoleta Cinpoes and Sorin
Cazacu mention, the Craiova festival can be seen “as a ‘vehicle for
performance-based cultural expression, regeneration, and social
inclusion’ (Johanson 2020:55) that has reconfigured, beneficially and
at times somewhat disruptively, its urban home, the Romanian
theatrical landscape and international Shakespeare productlon” 17

'3 Torkut N., Harbuziuk M., Sobol O. Shakespeare Festivals as a Medium of Value. Transfer of
European Values in Ukrainian Education: Challenges and Frontiers. Lviv—Torun : Liha-Pres, 2021.
P. 159-173; Imtox M. Ha roctuny no Ilekcmipa... B PymyHniro! (Horarku 3 IllekcnipiBcbkoro
ecruBaiio 2018 p. y m. Kpaiioa, PymyHis). Ilpocyeniym. 2018. Bun. 50-51. C. 53.

" Mockairina J[. Iekcripiseska cromius Cxinuoi €sporn: Kondeperwis €pponeiicskoi acowiarii
nociigaukis lekcmipa y I'nanceky. Penecancni cmyoii. 2018. Bum. 29-30. C. 255-259.

'S Mockeitina JI., Kopaenmtok B. 9-if MixKHApOIHIH IIEKCIIipiBChKHil TeaTpanbHuil pecTHBAIb y
M. KpaiioBa. Penecancui cmyoii. 2015. Bun. 23-24. C. 297-305.

'8 Cinpoes N., Cazacu S. Shakestivalling in Craiova (1994-2024). Craiova : Editura
UNIVERSITARIA, 2024.

" Ibid. P. 9.
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From the very beginning, the organisers (the “Marin Sorescu”
National Theatre and the Shakespeare Theatre Foundation) clearly
understood the significance of their project for the public life of the
nation: after the fall of the Iron Curtain and the overthrow of the pro-
Kremlin dictator Ceausescu, Romania needed to understand its own
history, and theatre was able to offer such an understanding, acting as
a tool for healing collective trauma. The role of such type of cultural
enterprises in the public space was emphasised by Chalcraft and
Magaudda who claimed that ‘festivals can be seen and analysed as
terrains where different cultural, aesthetic and political patterns and
values temporarily converge and clash, constantly creating, stabilizing
and redefining the setting of festival interaction’.'® The choice of
Shakespeare as a key figure was not accidental: it is noted in the
programme of the First International Shakespeare Festival in Craiova
that “as actors test their mettle by doing Shakespeare, so do
theatres.”"”

As history has demonstrated, the Craiova Festival not only
successfully fulfilled its own functions, stimulating the development
of theatre and popularising Shakespeare's work in Romania, but also
contributed to strengthening international contacts between theatres,
cultural institutions, and Shakespearean communities from different
countries. The first 1994 festival opened with Cheek by Jowl’s 4s You
Like It, then it was followed by five Romanian productions. Also
among the organisers, there were the Romanian Ministry of Culture,
the British Council, the Romanian-British Cultural Programme
NOROC as well as regional and local sponsors.*’ In 1997 apart from
Romanian theatres, there were also plays from Yugoslavia, Slovenia,
Moldova, alongside with some cinema adaptations from France. As
for the international support, it was from the French Cultural Service
and Alliance Francaise in Romania (alongside regional and local
support). Subsequent festivals have been marked by the presence of
an increasing number of foreign theatre companies, famous actors and
directors, and in 2006 the UNESCO Chair of the International Theatre
Institute organised the training workshops for the theatre students
from all around the world.*'

'8 Chalcraft J., Magaudda P. “Space is the Place”: The Global Localities of the Sonar and WOMAD
Music Festivals. Festivals and the Cultural Public Sphere / Eds. L. Giorgi, M. Sassatelli and
G. Delanty. Abingdon : Routledge, 2011. P. 174.

' Craiova International Shakespeare Festival Programme, 1994. P. 6.

2 Cinpoes N., Cazacu S. P. 15.

! bid. P. 21.
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This expansion of the festival's geography created a fertile ground
for mutual enrichment of the theatrical experience for representatives of
different national traditions, for expanding the area of mutually
beneficial creative dialogue, and helped to create an environment in
which young theatre practitioners could join the world's artistic trends
and gain new knowledge. This turned the festival venues of Craiova into
a propitious space for creative experiments, for exploring new methods,
and for incubating fresh ideas.

The CISF had a significant impact on re-imagining the urban
space. It mobilized the city authorities and sponsors to improve the
infrastructure of the existing Craiova’s theatres and create several
theatrical spots, and specially designed performance sites where
Shakespeare’s plays were staged. The changes that have been taking
place in Craiova since the establishment of the Shakespeare Festival
tradition prove Marjana Johansson’s observation that “Festivals have
undoubtedly come to occupy significant positions in national,
regional and local cultural policy and promotion strategies...”.** The
fact that this Shakespeare Festival was launched not in Bucharest, the
capital of Romania, but in a provincial town in the South-West of the
country was quite symptomatic. Nicoleta Cinpoes and Sorin Cazacu
claim that “Its location outside Bucharest was crucial to earning the
‘province’ cultural capital by devolving arts funding away from the
capital and encouraging more investment in theatres across the
country”.”> Although Craiova did not have such a locational (spatial)
correlation with the Bard's creative work as Stratford-upon-Avon,
Verona, or Helsinger, the festival made it a kind of Shakespearean
landmark for Romania. This set an example for non-capital cities in
other countries: for example, in Ukraine, the first Shakespeare festival
was held on 17-23 June 2024 in Ivano-Frankivsk, a picturesque
Carpathian city on the banks of the Bystrytsia River.

Another feature of the CISF, which testifies to its high socio-
cultural significance, is its ability to perform the community-making
function. In this context, it is worth quoting a keen metaphorical
observation of Rosabeth Moss Kanter, who states that “Communities
need both magnets and glue. They must have magnets that attract a
flow of external resources — new people or companies — to expand
skills, broaden horizons, and hold up a comparative mirror against

22 Johansson M. City Festivals and Festival Cities. The Cambridge Companion to International Theatre
Festivals / Ed. Knowles R. Cambridge : Cambridge University Press, 2020. P. 55.
Z Cinpoes N., Cazacu S. P. 20.
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world standards. The flow might involve customers, outside investors,
foreign companies, students, or business travellers. Communities also
need social glue — a way to bring people together to define the
common good, create joint plans, and identify strategies that benefit a
wide range of people and organizations’ and in the case of festivals,
the ‘glue’ are leaders whose festival spirit and experience brings
people together to strategize and devise joint plans that effect social
cohesion”.”® Commenting on Rosabeth Moss Kanter’s brilliant
metaphor, Nicoleta Cinpoes argues that “For many theatre critics and
festival consumers, the Craiova National was ‘the magnet’ and Emil
Boroghina ‘the glue’; together, they ensured the entity and
community of the Shakespeare Festival as a cultural act no longer
viewed as local but as national”. **

In 2024, the Craiova Festival celebrated its 30-th anniversary,
gathering both those who were standing at its roots, participating in its
preceding activities, and newcomers. This year's Festival was
organised by the Shakespeare Theatre Foundation (Craiova), the
“Marin Sorescu” National Theatre (Craiova), and the ‘I. L. Caragiale’
National University of Theatre and Film (Bucharest).

Similarly to previous years, the festival brought together
cultural figures (theatre representatives, musicians, artists, fashion
designers, writers) and experts in Shakespearean studies and theatre
criticism, making it an outstanding event for theatre lovers and
admirers of William Shakespeare’s work.

One of the distinctive features of the Craiova Shakespeare
Festival is that since 2010 its programme has included not only
productions, concerts, street performances, and exhibitions, but also a
surprisingly powerful and multidisciplinary academic component.
Initiated by Nicoleta Cinpoes, it gained ESRA status immediately as
the key event and best forum for developing performance criticism
practices in Shakespeare studies and beyond. Renamed the ESRA
Shakespeare in Performance Seminar as a permanent event at the
CISF, the series of scientific and educational events of the festival
aims to create an academic environment in which the dialogue
between theatre practitioners who interpret Shakespeare on stage and

2* Cited by Cinpoes N., Cazacu S. P. 20-21.
% Ibid. P. 21. For more information, see: Kanter R. M. Thriving Locally in the Global Economy.
Harvard Business Review. 2003. Vol. 81. P. 127.
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those who work with his texts as researchers or translators opens up
new horizons of understanding the depths of Shakespeare's word.?

Cinpoes and Cazacu argue at length that “The Festival has been
the partner, home, laboratory, inspiration, collaborator and champion
of performance criticism research in and as practice: a place where
academics have enjoyed international dialogue not only with one
another but with the theatre artists who have made illuminating guest
appearances at seminars the day after the performances under
consideration. This unique working mode, taking place at the heart of
a festival which cherishes the play as book as the play as
performance, has stimulated cutting-edge work on Shakespeare staged
and adapted, translated and taught”.”’

The opening ceremony of this year's festival took place in the
foyer of the “Marin Sorescu” National Theatre on 16 May 2024,
where four thematic exhibitions were presented to the audience. The
photography exhibition “International Shakespeare Festival at 30
Years Old” highlighted the most crucial events in the history of this
landmark event not only for Romania but also for the world cultural
community. Two book expositions “Shakespeare and the European
Canon. National Geniuses, Universal Geniuses” and ‘“Craiova
International Shakespeare Festival and Its Books” were aimed at
demonstrating how extensive the library of world classics is in foreign
language translations, including Romanian, what place the English
Renaissance playwright occupies among the classics of world
literature and what role he plays as a central figure in the festival
movement. The exhibition of Elizabethan costumes invited
participants and guests of the Festival to the magnificent world of
Renaissance theatre and showed them the scenery, decor, and props
created by means of innovative technologies.

The Festival programme included four components: theatre
performances, academic events, fringe activities and ceremonies.
Each of the components was an important constituent and an organic
part of the whole concept, making it possible to fulfil the various
functions of the Festival under the banner of the 2024 edition:
Communities create festivals.

%6 For more information see: Topkyt H., eiinexa C. MixHapoaHuii IeKcIipiBchKuil GecTHBab y
Pymynii. Crogo i uac. 2024. Bun. 4. C. 118-119. URL: https://il-
journal.com/index.php/journal/issue/view/242/full%20issue_4.

" Cinpoes N., Cazacu S. P. 46.
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The theatrical component of the festival began with The Tempest,
directed by Robert Wilson (Ivan Vazov National Theatre, Bulgaria),
which created a unique atmosphere of festive theatricality. In total,
over 180 theatre productions, concerts, street performances, etc. were
staged during the festival. For 10 days, theatres from Argentina,
Bulgaria, Canada, Hong Kong, France, Georgia, Germany, Italy,
Japan, Mexico, Moldova, Poland, Romania, South Africa, Spain,
Sweden, Ukraine, and the United Kingdom performed on the theatre
stages of Craiova.

Among the guests were both world-famous directors with their
performances and young creators of theatrical productions of
Shakespeare's works. Tempest Project (directed by Peter Brook and
completed by Marie-Héléne Estienne, France), Short Shakespeare —
As You Like It, Short Shakespeare — Twelfth Night and Short
Shakespeare — Macbeth (directed by Philip Parr, UK), Hamlet
(directed by Declan Donnellan, UK), A Midsummer Night's Dream
(directed by Kelly Hunter, UK), Hamlet, The Dance of The
Melancholic (directed by Jesus Herrera, Spain) and The Tragedy of
Hamlet, Prince of Denmark (directed by Robert Lepage, Canada)
made an incredibly powerful impression on the audience.

With great interest and sincere enthusiasm, the audience greeted
the play Romeo and Juliet. Dramma per musica by the outstanding
Ukrainian director Rostyslav Derzhypilskyi, presented by the Ivan
Franko National Academic Drama Theatre in Ivano-Frankivsk. The
post-apocalyptic production by the Frankivsk team was surprisingly
original in its concept of stage space — site specific to their home city.
As Nicoleta Cinpoes remarked in the discussion after the production
on 26 May 2024, recasting the space completely (taking the
auditorium seats out and turning the space into a cavernous
underworld for the promenade first half then restricting their mobility
by seating them on the stage proper), it managed innovatively given
that they were confined to the traditional Italian Box space in Casa de
Cultura a Studentilor. It drew the audience into a whirlwind of
dramatic events that unfolded against the symbolic backdrop of Hell
(Part 1) and Purgatory (Part 2) and ended with a tragic realisation of
collective guilt for the ruined lives of young lovers.*®

2 For more information about this performance, see: Torkut N., Shchukina Y. Romeo and Juliet.
Dramma per musica dir. by The Ivan Franko National Academic Drama Theater in Ivano-Frankivsk
(review). Shakespeare Bulletin. 2024. Vol. 42. No. 4, P. 534-538.
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Thus, the theatrical masterpieces gave the audience immense
aesthetic pleasure and much food for thought. Kelly Hunter’s
production of 4 Midsummer Night’s Dream was staged twice: first it
was a usual performance, and next it was followed by a show for
autistic people and their families, which was extremely heart-
warming. During the festival, there were rather traditional,
Shakespeare-based performances, such as King Lear, directed by
Mihai Tarnd (Moldova), as well as the combination of Shakespeare’s
play with other authors, e.g. Macbeth, directed by Mihai Tarna,
includes some elements of Eugéne lonesco’s Macbett. Various
theatrical contexts were the source of intertextuality, which stimulated
creative experiments.

Every day, the European Shakespeare Research Association
(ESRA) Shakespeare in Performance seminar series conducted
seminars and panel discussions to debate performances and present
new research related to both the Bard's work and the festival. The
following performances were discussed with particular interest:
Hamlet (dir. Declan Donnellan, UK), Richard II (dir. Kochi Yamato,
Japan), Hamlet, The Dance of The Melancholic (dir. Jesus Herrera,
Spain) and Romeo and Juliet. Dramma per musica (dir. Rostyslav
Derzhypilskyi, Ukraine), as well as adaptations of the tragedies
Macbeth and King Lear (dir. Mihai Tarna, Moldova). The discussions
were also attended by the creators of the plays, including director
Mihai Tarnd (Moldova), director Kelly Hunter (UK), Jesus Herrera
(Spain), and Rostyslav Derzhypilskyi (Ukraine). An important part of
the festival was the solemn ceremonies, such as the awarding of
honorary doctorate titles of the ‘I. L. Caragiale’ National University
of Theatre and Film Bucharest to director Declan Donnellan and
theatre designer Nick Ormerod, and to the veteran theatre critic John
Elsom, and the awarding of honorary doctorate title of the University
of Craiova to Professor Nicoleta Cinpoes.

It is impossible to overestimate Nicoleta Cinpoes’s contribution
to the organisation and conduct of the Festival and the European
Shakespeare Festival Movement in general. Her considerable
authority in Shakespearean scholarly circles and her profound
knowledge of Shakespeare’s works enabled the creation of a unique
model of academic communication within the framework of the
Craiova Shakespeare Festival. This model made it possible, during
post-performance discussions, to integrate the insights of literary
scholars, theatre theorists, and theatre practitioners from different
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countries. In this context, an interdisciplinary lens for analysing
Shakespearean productions was formed, which, on the one hand,
fostered a mutually enriching exchange of experience across various
dimensions (historical-literary, textual, theatre studies, aesthetic,
socio-cultural, etc.), and on the other hand, promoted fruitful
exchange between dramatists/theatre practitioners and literary
academics. As a result of the long-lasting exchange and successful
implementation of this model into the framework of the Craiova
International Shakespeare Festival, the space of communication
between representatives of academic Shakespeare studies and theatre
practitioners has been significantly expanded since the seminar series’
inception, in 2010. This, in turn has contributed to the loosening of
disciplinary boundaries and to a deeper understanding of the cognitive
potential of Shakespeare’s plays, as well as the epistemological and
aesthetic productivity of their theatrical representations.

The festival featured 18 presentations of books related to the
Bard and his contemporaries, theatre performances and film
adaptations, and various national experiences of Shakespearcan
festivals. On 17 May, the participants and guests of the festival were
presented with a monograph-album (in separate volumes in Romanian
and English) Purcarete and Boroghina — National Theatre Craiova.
Pilgrims in the Great Theatre of the World by by Ludmila Patlanjoglu.
Also, there was a presentation of the book by Alexandru Olaru entitled
Shakespeare and Dramatic Psychiatry — 3" edition as well as the book
Furtuna/O Baro Brisind, published by MJM. On 18 May, the festival
guests got acquainted with the album by Mihaela Marin Silviu
Purcadrete. Infinite Metamorphoses, and on 19 May, all the present had
the opportunity to learn more about the books The Actor and the Space
by Declan Donnellan and Hamlet — Theatrical Kaleidoscope by Andy
Lavender. On 20 May, the director of the National Museum of
Romanian Literature, loan Cristescu, presented the book George Banu.
On Departure.

On 21 May, a celebration was held to mark the publication of
two books which are of significant value for both Shakespeare
Festival movement and Inter-medial Shakespeare Studies. The
bilingual edition Shakestivalling in Craiova: 1994-2024 by Nicoleta
Cinpoes and Sorin Cazacu highlights the distinctive development of
the Shakespeare Festival in Craiova against the backdrop of pivotal
events in national history of Romania, explores its conceptual
foundations and its role in placing Craiova on the global
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Shakespearean map. The book, which is richly illustrated with
photographs, production stills, and performance posters, also includes
testimonies from Shakespeare scholars who were invited to the
festival over the years and shared their impressions.

The book Shakespeare: the man who pays the rent by Dame Judy
Dench was presented to the festival audience by Sir Stanley Wells, one
of the highest authorities in the world of Shakespeare studies and life-
long friend of the actress. The book introduces the reader into the
world of cinema and research, it helps to discover interesting facts that
the actress, who played different roles in Shakespearean plays,
generously shares with the reader. Among the speakers at this
presentation moderated by Octavian Saiu were such famous
Shakespeare scholars as Paul Edmondson, Michael Dobson, Nicoleta
Cinpoes. The attendees watched a video message by Dame Judy
Dench, a famous Shakespearean actress who has won the Oscar, the
Tony and the Olivier awards. In the video she told the history of this
book and discovered the secret of its title rooted in her family’s
context. Judy Dench has been playing roles of Shakespeare heroines
for over seventy years, and thanks to his dramas she improved not only
her professional skills but also financial status. Judy’s husband,
Michael Williams, who was also a famous actor, humorously called the
Bard “the man who pays the rent”. Thus, these very words show the
respectful attitude of the actors towards the Renaissance playwright
and the everlasting topicality of his works.

On 22 May, there were presentations of books devoted to
particular works of Shakespeare by Adrian Papahagi, such as Pericles,
Cymbeline and The Tempest (Part 1), Troilus and Cressida and Timon of
Athens (Part1l), and King John and Richard Il (PartIII), as well as
Shakespeare's Sonnets translated by Adrian Vasiliu. Another important
presentation dealt with the books of translations of Shakespeare's
contemporaries, in particular, Ben Johnson, Christopher Marlowe,
Robert Greene and George Peel, and aroused great interest. On 23 May,
the audience was presented with the books Hamlet in the Imperative by
Oliver Py, Shakespeare, Goldoni, Brecht by Giorgio Strehler, and
Accompanying Richard Il by Mugur Arvunescu. On 24 May, the
presentation of the original edition of Shakespeare’s Works in Braille,
which consists of Romeo and Juliet, Hamlet and A Midsummer Night's
Dream, took place. This book was compiled and published with the
direct participation of the Romanian Association of the Blind. On the
same day, Stephen Greenblatt’s book Tyrant — Shakespeare on Politics
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was presented. On 25 May, there was a discussion of Corneliu
Dumitriu’s book Shakespeare's Theatre and Silviu Cristian Mirescu’s
photo album With Emil Boroghina Strolling in Nicolae Romanescu
Park. On 26 May, there was a discussion of the books by Simona Hodos
Romano-Canadian  Theatre.  Cultural  Exchanges, Management
Strategies and Cosmin Vasilescu’s Robert Lepage and the Theatre of
Images. Needles and Opium.

Thus, we can conclude that the presentations of the
Shakespeare-centered books proved to be a significant component of
the Festival structure. The range of printed materials was quite broad,
including albums with visual and informative content, scholarly
monographs by renowned researchers and theatre practitioners, as
well as Renaissance studies. Notably, Romanian-English bilingual
editions and works by Romanian Shakespeare scholars held an
important place among the presented books, which demonstrates
Romania’s significant role in global Shakespeare studies and active
intercultural dialogue. This component of Festival structure enlarges
the general vision of Bard’s universe and stimulates the Festival
attendees’ interest towards the published production of the
Shakespeare industry.

The academic component of the festival also included lectures
by renowned Shakespeare scholars. For example, Dr Christy Carson's
lecture The (Hi)Story of a Shakespeare Festival: Stratford, Ontario,
1953-2023 aroused great interest among the audience, and the lecture
by Boika Sokolova, Kirilka Stavreva and Yavor Gardev on the stage
history of The Merchant of Venice was the subject of a lively
discussion. The organisational and global challenges of holding
festivals were highlighted at a panel discussion Festivals (and)
Sustainability, which was attended by, among others, the President of
the European Shakespeare Festivals Network Foundation, director
Philip Parr, Director of the Shakespeare Institute at the University of
Birmingham, Professor Michael Dobson, director and artistic director
of the Flute Theatre, Member of the Order of the British Empire,
Kelly Hunter, as well as directors of other European Shakespeare
Festivals with decades of experience — Vlad Dragulescu (Craiova),
Joanna Sniezko Misterek (Gdansk) — as well as aspiring new festival
managers — Mihai Tarna (Moldova), Iryna Chuzhynova (Ukraine) and
two representatives of the Spanish festival aiming to reopen after a
10-year gap (Barcelona). At this event, Deputy General Director and
Artistic Director of the Ivan Franko National Academic Drama
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Theatre in Ivano-Frankivsk, PhD in Art History Iryna Chuzhynova
and Head of the Ukrainian Shakespeare Centre, Professor Nataliya
Torkut expressed their gratitude to the world theatre and
Shakespearean communities for supporting the first international
Shakespeare festival in Ukraine, which was planned and then
successfully held between 17-23 June 2024 in Ivano-Frankivsk.

The Ukrainian Shakespeare Festival (directed by Taras
Shevchenko National Prize winner, People’s Artist of Ukraine
Rostyslav Derzhypilskyi, General Director and Artistic Director of the
Ivan Franko National Academic Drama Theatre in Ivano-Frankivsk)
was a large-scale cultural event, significant not only for Ukrainian
theatre and Shakespearean studies, but also for our country as a whole,
as it took place during a full- scale war.” Undoubtedly, this festlval
deserves a separate systematic study, both in Shakespearean and
theatre studies.®® For now, we would like to emphasise that the
experience of the Shakespeare Festival in Craiova proved to be
extremely valuable for the organisation of the festival in Ivano-
Frankivsk. It is impossible to overestimate the role of foreign
colleagues — Nicoleta Cinpoes, Michael Dobson, Philip Parr, Sorin
Cazacu, Ema Vyroubalova, Anna Kowalcze-Pawlik and theatre groups
from Italy, Moldova, Poland, who joined the organisation and delivery
of the Ukrainian Shakespeare Festival.

Conclusion.

The Craiova Shakespeare Festival structural model, which
includes theatre performances, fringe activities, solemn ceremonies, and
an academic part, proved to be fruitful and promoted mutual enrichment
and cultural dialogue between literary scholars and theatre practitioners
from different countries. As there were more than 200thousand visitors
from 30 countries of the world, the role of the Festival organisational
scheme turned crucial. The scheme aimed at and succeeded in attracting
substantial investments from local and domestic enterprises, as well as
significant financial support from global enterprises and international
businesses, alongside the major investment from the local council (1

* For more information about the First Shakespeare Festival in Ukraine, see: Topkyt H., Heiineka C.
Tepumit Mi>kHapoaHuil MeKkcHipiBebkuil pectrBaib B Ykpaini. Croso i yac. 2024. Bum. 6. C. 117-
118. URL: https:/il-journal.com/index.php/journal/issue/view/244/pdf 6 24.

*® Reviews of the theatre productions at the First Shakespeare Festival in Ukraine, see: Shakespeare
Bulletin. 2024. Vol. 42. No. 4. URL: https://muse.jhu.edu/issue/53960/print#info_wrap. Also
forthcoming is a full volume dedicated to Ukrainian Shakespeare which includes work on the history
of Shakespeareana as well as contemporary practices — Multicultural Shakespeare special guest
volume (2025) entitled Shakespeare Shelter, curated by Nicoleta Cinpoes and Imke Lichterfeld.
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million euros). Involving all the theatre buildings and numerous scenes
around the city enabled the Festival participants to perform different
shows simultaneously at different venues, and gave the spectators space
to choose from the wide variety of events to attend. Such a well-
thought-out structural and organisational model, together with a
meticulously planned framework, made it possible to fulfil the various
functions of the Festival on the highest level. Apart from inspiring the
theatrical progress in Romania, it promoted the enhancement of
international connections between theatrical societies, global cultural
organisations, and Shakespeare enthusiasts. The Festival has grown,
over its 30 years of existence, to enable intensive mutual enrichment of
the theatrical experience of representatives of different national
traditions and brings together different cultural agents, such as theatre
practitioners (directors, actors, musicians, artists, fashion designers etc),
scholarly community (experts in Shakespearean and theatre studies,
translators, University staff and students etc.), theatre critics and mass-
media specialists (reporters, journalists, reviewers, media analysts etc.).
It had a significant impact on the re-imagining of urban space,
performed the community-making function, and became an outstanding
event for theatre lovers and admirers of William Shakespeare from
around the world.
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Koebacenko IOpii. «lllexcnip ik LeHTP KAHOHY» i MOTUB
«1iTepaTypHOro 6e3cmMepTsi».

Y cmammi posensnymo cneyughiky, OCHOBHI 3aKOHOMIpHOCMI mMdA
pe3yiomamu camopeQuexcii mux nucbMeHHUKig, wo nepebysaromov y yenmpi
CBOIX HAYIOHANbHUX (CBIMOBUX) NIMmepamypHux KAHOHIE [ 4usi MEOPUICHb
yHukaa 3abymms npomscom cmonime (Keinm [Topayiii ®@nakk, Binbam
Llexcnip, [ocon Minemon, Pobepm Bepuc, Adam Miykesuu, [llapro Boonep,
Onexcandp Ilywxin, Tapac Illesuenxko, Maxcum Punbcokuii ma in.).
Aryenmylomobca ecmemuuHull ma AKCIOA02IYHULL AcneKmu QYHKYIOHY8aAHHS
Momugy  nimepamypuoz2o  Oescmepms 6 ixmix meopax. 3okpema, Y
NOCMKOJIOHIANLHOMY KIIOYi PO32IAHYMO 3MIWEHHA AKYeHmie 3 ecmemuyHo2o
acnekmy Ha akciono2iyHUil sIK 3aciO MIMIKPIT iMNepCLKUX NUCbMEHHUKIG.

Kniwouosi cnosa: anmpononozis, anmuunicms, cepeoHbo8iuys,; peHecauc,
0apoko; pomManmusm, KOMIApamueicmuxa, 1imepamypruil Kauou,; 1imepamypa
XX — nouamxy XXI cmonims, nocmrononianbHi cmyoii.

”We possess the Canon because we are mortal ...”
Harold Bloom. The Western Canon

INTRODUCTION

Nowadays the problem of literary canon formation
(preservation, transformation, destruction) called “Canon Theory” is
the world scientific mainstream." In particular, researchers wonder

! Fiedler L. A., Baker H. A. English Literature: Opening Up The Canon. Baltimore, 1979; Guillory J.
Cultural Capital: The Problem of Literary Canon Formation. Chicago, 1993; Lauter P. Race and
Gender in the Shaping of the American Literary Canon. Feminist Criticism and Social Change: Sex,
Class and Race in Literature and Culture. New York, 1985. P. 19—44; Nemoianu V. Literary Canons
and Social Value Options. The Hospitable Canon. Philadelphia, 1991. P. 215-249; TlaBnutuua M.
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why do some literary works “mock man’s common fate in realms
infernal” (Horace), sinking into the Lethe but other live through
millennia, bringing back to life for a while in the memory of new
generations and living after their authors’ death? Why does a
particular writer get to be the focus of readers’ attention in a certain
period as though taking the shine out of his colleagues but over time
he falls back into the shadows and instead of him the former “dark
horses” become new leaders of these specific literary races? And at
the last, what characteristics of a literary work afford grounds for
considering it canonical (perfect, best, exemplary) and what features
must writers and their works be indued with to claim to a place in the
national or even world canon?’

The Professor of Yale University Harold Bloom is considered to
be one of the most remarkable researchers of “Canon Theory”. He is
famous for his fundamental works The Western Canon, Shakespeare.
The invention of the human, which conceptual ideas are taken into
consideration in this study, that is devoted to researching of those
particular characteristics, which allow William Shakespeare to take
the centre stage in the world literary canon, first of all, his view of his
place and achievements in the context of world literature.” By the
way, the expression “Shakespeare, Center of the Canon” is the direct
quote and the title of the first chapter in Harold Bloom’s well-known
monograph The Western Canon.

On the one hand, a writer’s self-perception or auto-reflection
lacks to prove a person’s “scaling” and define the actual value of any
writer’s creative body of work (in particular William Shakespeare). It
is also necessary to introduce some certain, so to speak, “defining
points on the map of world literature”, some valid and canonized with
tradition coordinates and scale of values. Beyond all doubt The Great
Bard had every reason to declare: “Not marble, nor the gilded

Kawnon Ta ikoHocrac. Kanon ma ikonocmac: Jlimepamypro-kpumuuni cmammi. Kuis, 1997. C. 184—
198.

% KosGacenxo FO. I. Jliteparypuuii KaHoH i KyppuKyIyM JiTepaTypHOi 0CBiTH: CBITOBHIi I0CBix i
YKpaiHChKHH LUTAX. Beecsimus aimepamypa 6 cepeoHix HaguanvHux 3axkiaoax Yrpainu. 2011. Ne 9.
C.4-17; Ne 10. C. 12-29.

URL: https://www.researchgate.net/publication/343365676_ FORMUVANNA_LITERATURNOGO
KANONU TA KURRIKULUMU LITERATURNOI OSVITI SVITOVIJ DOSVID I UKRAINS
KIJ_SLAH.

? For a detailed account of the reasons for Shakespeare placement in the center of the literary canon,
see: Topkyt H. M. llekcnipo3HaBunii guckype XX cTomiTrs: crnenndika i TeHAeHIi. YKpaiHChKHi
mrekcripiBebkuit moprai. URL: http://shakespeare. zp. ua/texts. Item.
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monuments of princes, / Shall outlive this powerful rhyme ...”,* but he
couldn’t make himself a centre of literary canon because it is a
prerogative of descendants and only after that a particular writer’s
body of work has withstood the test of time.

On the other side, there is no way to downplay the significance
of the writer’s auto-reflection which is embodied most brightly in the
motive of summing up the results of his own creative life, which was
founded by Roman Horace in the ode To Melpomene (“Exegi
monumentum ...”). It is an old tradition on which Shakespeare drew
composing just quoted lines: “Not marble, nor the gilded monuments
of princes, / Shall outlive this powerful rhiyme ...".

That’s why the important task of this study is to examine the
specific character of the auto-reflection and self-assessment of the
creative work by those writers who are in the high light of their
national (world) literary canons and whose creative work has escaped
oblivion throughout centuries.

Under auto-reflection I mean and a person’s comprehension of
self-action (including the creative work — Y.K.), self-cognition
activity that unravels the specific features of man’s inner world, alike
self-examination, man’s insights (excessive sometimes, heightened
oversensitive) into the own state of mind”.’

Epistolary, memoirs of contemporaries can provide the material
for the research of the artist’s auto-reflection but the most important
source is peculiarly literary works in which the writer-demiurge can
become both subject and object of the own art or literary-critical
thought at the same time. This auto-reflection often occurs thanks to
writers’ self-assessment of those parameters which according to them
can provide “the eternal continuation” for their works in the memory
of many generations, peculiar “literary immortality”, in other words,
place in the Canon. In fact “literary memory” is based on the Canon

that is a system of recalling”.®

1. Motive of “Literary immortality”: aesthetic aspect
The auto-reflection, writers’ self-assessment of their

2

contribution in literature, their claims to “literary immortality” are

* Shakespeare W. Sonnet 55. Shakespeare’s sonnets / Ed. by K. Duncan-Jones. Bloomsbury, 2010.
P. 122.

° CIOBHUK iHIIOMOBHHX CITiB. Kuis, 2010. C. 501.

° See: Bloom H. The Western Canon: The Books and School of the Ages. New York, 1994. P. 48;
JlormaH 1O. M. ITaMsATh B KyJIbTYpOJIOTHYECKOM OCBeleHuu. Jlomman FO. M. H36pannvie cmamou:
B 3 m. Tanauns : Anekcannpa, 1992. T. 1. C. 200-202.
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embodied very brightly in the motive of summing up results of the
creative life, so-called “the motive of a monument”, on the first line
of the ancient Roman poet Horace’s ode written in the first century
BC Ad Melpomenen (To Melpomene): “Exegi monumentum...” (“I
have erected a monument”). A poem, novel or play contains the
whole complex of human phobias, including the fear of death that
turns into the desire of canonization and need to be present to
society’s mind in literary art. Everything turns on mortality and
immortality of literary works. Where did the idea of the eternal
duration of work, which “wouldn’t die and wouldn’t be forgotten by
the world”,’ start from”?

One of the first and brightest embodiments of the motive of the
poet’s literary immortality is already mentioned ode To Melpomene,

one of the most quoted precedent texts in world literature:

Exegi monumentum aere perennius
Regalique situ pyramidum altius,
Quod non imber edax, non aquilo
impotens

Possit diruere aut innumerabilis
Annorum series et fuga temporum.
Non omnis moriar multaque pars
mei

Vitabit Libitinam: usque ego
postera

Crescam laude recens, dum
Capitolium

Scandet cum tacita virgine pontifex:
Dicar, qua violens obstrepit Aufidus
Et qua pauper aquae Daunus
agrestium

Regnavit populorum, ex humili
potens

Princeps Aeolium carmen ad Italos
Deduxisse modos. Sume superbiam
Quaesitam meritis et mihi Delphica
Lauro cinge volens, Melpomene,
comam.

36i6 51 nam smuuxk ceiil. Jlosuie, Hidxc
MiOb 036iHKa,

Buwuii 00 nipamio yapcokux,
npocmoims GiH.

Jow tiozo ne po3’icmb, He cKonuxHe 83uUMi,
Bnaswu 6 nioms, Axeinon,; HusKa poxise
CMPIMKUX —

Yacy bie ko108uil — 6 npax He 3impe 102o.
Cmepmi 6ecb He CKOpIOCh,; He 3anade 8
iMay

Yacmra kpawa mos. Ilomisie nomomxamu
byoy e crasi ysicmu, noku 3 Becmanxoio
Hmume Tonmugix-sicpeyv 0o Kanimoniro.
Tam, 0e Asio 6ypaums, de pintbHuKam
KOIUCD

aesn 3a énadaps 6ye ceped nouie cyxux, —
Byoymw 3namu, wo s — crasnuil 3 y602020 —
Bnepwe cknacmu 3ymis no-imaniticokomy
Eoniticoki nicui.

Topoa no npasy 6yov,

Menvnomeno, 1 36inuaii, Muio
6CMIXAIOYUCD,

Jlaspom consiunux [lenvh HuMi ti MO€ Yoo.

(ITepeknan 3 natu. AHOpis Codomopu)9

’ Bloom H. Op. cit. P. 24, 47.

¥ Horace. Odes / Trans. N. Rudd. London : Penguin Classics, 2004. (Original work published ca. 23

BCE).

° Fopauiit. Onu. Enomun. Catupu. Hocnanms / Tlepexn. A. Conomopa. JIbsis : Anpiopi, 2021.

144



Kovbasenko Yury. “Shakespeare as the centre of the canon” and motive of “literary ...

The poetical embodiment of the idea of the immortality of the
creative body of work demanded the development of a new system of
images from Horace and he did it brilliantly having connected the
concept “immortality” with two images:

1) “brass” (the metal is incorrodible, that’s why it is almost
eternal);

2) “The Pyramids™: a) as the highest and as a result the most
noticeable building in the world in his day; b) as a symbol of
high officials’ desire to underline their splendours and
perpetuate the memory.

The genius of Horace is that he discovered a fact that many
people don’t notice: the sacral artistic chronotope is embodied in
these images:

- cronosis — span of time (“brass”);
- topos — extension in space (the height of Pyramids; allied
figurative meaning: the value of the Pharaohs’ social status).

Thus according to Horace, the writer’s creative body of work is
his “monument” (“monumentum”) that is more durable than the most
lasting metal (“aere perennius”) and higher / more noticeable /more
prestigious than the highest Pyramids of the most remarkable rulers
(“pyramidum altius”).

Then the artists of different epochs and peoples used actively
this Roman’s creative discovery. William Shakespeare drew upon
Horace’s “brass” and “stone” in his famous 55 sonnet'’:

Not marble nor the gilded monuments Haozpobkie yapcvrkux mapmyposi
Of princes shall outlive this powerful naumu

rhyme, Iepesicuse nomysrcnuii Mitl paook,
But you shall shine more bright in these 1 0bpas meiii, Hemo8 i3 MiOi aumutl,
contents V siunicms nepeiide. Xou 6ocn
Than unswept stone besmeared with sluttish | kpox

time. 3pytinye 6ce — i cmamyi, i mpoHu,
When wasteful war shall statues overturn, | Kamenspamu mecanuii 2patim,
And broils root out the work of masonry, Ane meocei i3 nicenb KOpoHu

Nor Mars his sword nor war’s quick fire B mucsyonimmsx He 3a6y0e ceim...
shall burn Tu cmepmi i 3a0ymmsa munewt

The living record of your memory. dopoey

10 For the intertextuality of Shakeapeare’s sonnets, see: TopkyT H. M. IuTepnperawis coHeTis
B. Illekcnipa B METOOIOTYHOMY MPOCTOPI MiXKIUCUHUILTIHAPHOTO Aianory. PenecancHi cmyoii.
3anopixoks, 2006. Bumn. 11. C. 3-20.
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"Gainst death and all-oblivious enmity 1, nooonaswiu nyms 6 1100CoKi
Shall you pace forth; your praise shall still | cepys,
find room Bnepeo imumewt i3 sixamu 6 Ho2Y,
Even in the eyes of all posterity Adic noku Oitide ceim c6020 KiHys.
That wear this world out to the ending 1 6 Jlenv Cyoa mu scumument y
doom. cnosi ,
So, till the Judgement that yourself arise, B nicnsx moix, wjo cnoeneni
You live in this and dwell in lovers’ eyes."' | mo6osi.

(TTepexnan 3 anrit. Imumpa

Hanamapuyxa).”

Though Horace suggested first of all about himself and his
creative body of work and Shakespeare did more about “a man’s
image who is glorified” (Harold Bloom), the tonality and image
systems' of their works are comparable first of all through invariant —
it is the motive of “the elixir of immortality” for the character who is
praised by the poet because he put it into the text of his immortal
work.

William Shakespeare had a fine appreciation of efficiency of
Horace’s discovery: underlining the dualism of the writer’s figure:
Horace emphasized on the one hand on the mortal body that as well
as in any person “die” and on the other side the immortal creative
body of work, “his greater part” that is timeless (“Shall mock in
realms infernal”) as long as the new generations remembered him
every time. That’s why the high esthetic quality (inspiration) and
significance heritage for many generations of readers give a chance
for writers and characters of their works to get “literary immortality”.

The late romantic Charles Baudelaire kept to the beaten by
Shakespeare track. He shocked the refined tastes of the 19™ century
French readers with his theory “extracting the beauty out of ugliness”.
In his infamous poem “Carrion” (fr. “Une charogne”)' he gave the
horrifying description of the dead sphacelated horse’s corpse (that’s
why we have got such a title). And the loving couple strumbled across
it during the summer walk outdoors. The poet uses the extremely
sharp antithesis, opposing the celestial beauty of the lyric heroine to
the ugliness of just mentioned carrion’s description and concludes

1 Shakespeare W. Sonnets = Conemu / Ilepexun. J1. [TaBnunuxko, JIssis: Jlitomuc, 1998. C. 70.

2 Tam camo. C. 71.

13 «“Royal Pyramids”, “Marble slabs of royal tombstones™; “Longer than ringing copper”, “Your
image, as if cast from copper”, etc.

' It was from this outrageous headline that opponents of Baudelaire (a well known as “King of Poets”),
pushed back contemptuously calling him “the King of Carrion’.
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frailty of all fresh and consequently about the inevitability of lyric
heroine’s death. And the semantics of just analyzed Shakespeare’s
lines (“So, till the Judgement that yourself arise, / You live in this,
and dwell in lovers’ eyes ...”) gets an outrageous form in Baudelaire’s

poem:

...— Et pourtant vous serez semblable
d‘ cette ordure,

A cette horrible infection,

Etoile de mes yeux, soleil de ma
nature,

Vous, mon ange et ma passion!

Oui! Telle vous serez, 6 la reine des
grdces,

Apres les derniers sacrements
Quand vous irez, sous l'herbe et les
floraisons grasses,

Moisir parmi les ossements.

Alors, 6 ma beauté! Dites a la
vermine

Qui vous mangera de baisers,

Que j'ai gardé la forme et l'essence
divine

De mes amours décomposés! 13

... — O! Cmaneme oic i 6u Konuce,
MOsL KOXaHa

Miii aneene i ceime mitl,
AK yst naonsmuna, sk ys 3apasia
paua,
Ak yeil cmaisarouuti noewii!

Ilicna ocmannvo20 npuuacms, Mos
Muna,

1Tio sonodinnsamu mpasu,

Konu noenune sac 6esicanicna
Mo2una,

Taxor 6yoeme i eu!

Kpaco, ckasxcime mooi uepsi, ujo
niono pute

3 yinynxamu Ha sauty epyov,

1l]o sawi gpopmu s 36epie, mos
bocune

3bepie mozo koxanms cymo!
(Ilepexnao 3 d)’paHL;ySbK()f Muxaiina
Mockanenka) 6

Shakespeare not only adopted but developed the opposition
which is hardly marked by Horace. In the Roman, the antithesis “thy
celebrated son from one most lowly born” can be interpreted as “the
biographic text”,'” because Horace was a son of an emancipated serf,
in other words, the former slave (socially persecuted, low, poor). He
could rise high thanks to his creative work, not only has become a
famous poet in the Roman society (“Shall cultivate my praise”) but
also having rubbed elbows with the inner circle of the powerful
Roman Princeps and later the emperor Octavian Augustus.

15 Baudelaire C. Les Fleurs du mal. Paris : Poulet-Malassis et De Broise, 1857.

'8 Bomep 111 TToesii / Mepeki. M. Mockanenko. Kuis : Jinpo. 1999.

'7 See: Topkyt H. M., Mapinecko B. 10. BiorpadicTnka sk MeTaxaHp: Cpo6a TeopeTHKO-
niteparypHoi ineHtudikanii pernomena. Jepowcasa ma pezionu. Cepis: I'ymanimaphi nayku, 2014.
C.4-11.
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In Shakespeare’s poem, we find an opposition “destroyed
thrones” — “immortal crown of songs” (interpreted by Dmytro
Palamarchuk). The semantic invariant of the lexical items
“thrones/crown” is the attributes of the monarchical power. That’s
why his antithesis spreads as on the axis “death/immortality”
(“destroyed/immortal”) and on the social opposition: the crown of
songs of any person (even socially not remarkable) is more lasting
than the thrones of monarchs!

That’s why it is no wonder that John Milton used the same
images in his poem On Shakespeare. 1630, having put it into the
shape of English sonnet (so-called Shakespearean sonnet) (4-4-4-2):

What needs my Shakespeare for his honour'd Bones,

The labour of an age in piled Stones,

Or that his hallow'd reliques should be hid

Under a stary pointing Pyramid?

Dear son of Memory, great heir of Fame,

What need'st thou such weak witnes of thy name?

Thou in our wonder and astonishment

Hast built thy self a live-long Monument.

For whilst to th' shame of slow-endeavouring art,

Thy easie numbers flow, and that each heart

Hath from the leaves of thy unvalu'd Book

Those Delphick lines with deep impression took,

Then thou our fancy of it self bereaving,

Dost make us Marble with too much conceaving;

And so Sepulcher'd in such pomp dost lie,

That Kings for such a Tomb would wish to die."’

As we see John Milton based not only upon Horace’s prototext
(for example, reference to “a stary pointing Pyramid” but also upon
the transformation of this prototext by Shakespeare: he underlined the
duration of the creative body of work based on its comparison with
“duration” of stone monuments for the worldly rulers, monarchs. It is
also necessary to mention Milton’s wonderful discovery: he
associated readers who bent their heads over Shakespeare’s works
with marble figures on the monarchs’ grave-stones because both
memorize.

It is also interesting to study how the poets of different historical
epochs and peoples imagined the duration of their desirable “literary

'8 Milton J. On Shakespeare. John Milton: The Complete Shorter Poems / Ed. J. Carey. London :
Longman, 1997. P. 13.
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immortality”. Horace wrote that the monument would preserve his
glory as long as the Vestal Maid and the priest went to the Capitol.
Maybe it is Horace’s ingenious Providence or worthy of astonishment
historical consilience but nowadays the Pope lives near the Capitol,
pontifex is one of his titles and Horace’s creative work is not
forgotten for more than two thousand years (sic!).

William Shakespeare went on having expanded “expectation
limits” both chronologically and geographically: he hopes that his
works will live, that wear this world out to the ending doom.

The motif of Horace-Shakespeare about the eternal duration of
creative work was localized by Alexander Pushkin to the presence of
poets in the world.

Taras Shevchenko realized this motive of world poetry fully (he
resembles Horace, “thy celebrated son from one most lowly born”
because he was the Ukrainian peasant serf who became the
academician in St. Petersburg). He developed it tremendously in his
poem «Ha 6iuny nam’asme Komaapescoxomyy: «byoew, 6amoxy,
nawnyeamu, / Ioku srcugymo noou, / lloxu conye 3 neba c
s €, / Tebe ne 3a6y0ymp!»"’

2. Motive of “Literary immortality”: axiological aspect

The most interesting thing is how writers themselves estimate
the importance of those possessions and achievements which, to their
mind, will allow them to claim the memory of the future generations
and place in the canon. What merits won't the writer be forgotten for,
and “cultivate the praise” (Horace), “be loved by the people”
(Alexander Pushkin), what will descendants “remember him with
softly spoken, kindly word for” (Taras Shevchenko)?

Of course, the foremost condition for inclusion the writer to the
canon is his poetic talent, the genius. Artists often consider that the
most important achievement is art innovation, creative originality, and
“a peculiar mark of originality that can provide the work with the place
in the canon, is its strangeness”.”” For example, Horace considered that
his biggest merit and chance for the place in the canon was that he
“was the first to bend to Roman measure Grecian verse”, it means that
he achieved many Romans' dream, having reached the heights of
poesy that was scaled only by the Hellenic lyric poets, first of all,

" I1lepuenko T. Ha Biuny nam’stb Kotisipecbkomy. lesuenxo T. TosHe 3ibpanns meopig: V 12 m.
Kuis : HayxoBa gymka, 2001. T. 1. C. 109-112.
2 Bloom H. Shakespeare. The invention of the human. Riverhead books. New York, 1998.
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Sapfo and Alkey (7 century BC), natives of the island Lesbos; they
composed their poems in “divine” (Platon) Aeolian dialect (“Eolian
songs” originated from this). Thus, Horace thought that the most
valuable in his creative work is the aesthetic aspect.

At the same time in the course of reception and transformation
of Horace's prototext his numerous followers developed their
versions, making sometimes a virtue of esthetic parameters. Taking
example by Horace (““I have erected a monument to myself / Not built
by hands ... ”2]), Pushkin emphasized not esthetic, but moral,
axiological aspects of his creative work:

In centuries to come, I shall be loved by the people

For having awakened noble thoughts with my lyre,

For having glorified freedom in my harsh age

And called for mercy towards the fallen.””

Many people don't know that these nowadays iconic lines in
Pushkin's text appeared not right away, but after a difficult spiritual
struggle, perhaps, even crisis. The poem was written in 1836, shortly
before the death of the author. Let's compare the initial and final
versions in the original:

Initially: Finally:
And long the people yet will In centuries to come, I shall be loved by
reverence me the people
Because new harmonies in song [ For having awakened noble thoughts
Sfound, with my lyre,
And, like Radishchev, sang of liberty, | For having glorified freedom in my
And let my lyre to mercy’s praise harsh age
resound.” And called for mercy towards the fallen.

As we see, initially Pushkin's poem was much closer to Horace's
“esthetically focused” prototext: “I was the first to bend to Roman
measure Grecian verse” — “new harmonies in song I found”. Why did
he refuse his discovery and choose another (finally it was a weaker
variant in the context of art) version?

As the person with a sharp mind, he understood that having
become the court historiographer and poet and having become

2! pushkin A. Selected Lyric Poetry / Trans. J. E. Falen, Evanston, IL : Northwestern University Press.
2009.

2 pushkin A. S. Exegi monumentum [Poem]. Pushkin A. Selected Lyric Poetry / Trans. J. E. Falen,
Evanston, IL : Northwestern University Press. 2009. C. 45-46.

2 pushkin A. Exegi monumentum [Poem] / Trans. Avril Pyman. URL: hitps://rvb.ru/pt/pushkin/06171-
ru-en.html.
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addicted to Mykola I (he owed the huge sum at the time — 45 000
rubles in gold (=$ 10 000 000)! ), he “dubbed up” for it with the
emperor writing frankly populist poems and consequently he began to
lose national love and respect of general public to which he had
already accustomed.

Chauvinistic notes in the works of Alexander Pushkin were felt
earlier, especially in relation to the peoples of the Caucasus (as a
manifestation of Orientalism), which was also inherent in Mikhail
Lermontov and others. Russian writers of that era.”*

The outstanding example of Pushkin's undisguised
obsequiousness in the face of the czar was chauvinistic poem Ode to
defamers of Russia (1831), approved personally by Mykolal and
therefore instantly published, devoted as to the justification of the
Russian chasteners for extremely cruel suppression of the Polish revolt
in 1830-31, and cynical blackmail of Europe that was indignant with
atrocities of the Russian soldiers.”” Despite all undoubted art
advantages, this poem was extremely populist and improperly
obsequious that was noted even in Russia. For example, Pushkin's friend
and poet Petr Viazemskyi called this poem «overcoat ode». The
respected Russian literary critic Vissarion Belinsky noticed that Pushkin
should have written only two-three allegiant poems and put on a
chamber junker mandilion as he suddenly lost the love of the people.

The Polish Adam Mitskevych was sensitive about atrocities of
Russians in Poland and the justification of these atrocities by Pushkin.
He accused Pushkin (without having told the name) not only of
chanting of Russian aggression but also of grovelling in front of the
despot in the poem To Muscovite friends written behind borders of the
Russian Empire:

... Xmocbw iHwutl, Modxce, 3 6ac NOKAPAHULL HAOMIpy;

Xmocb uunom, opoenom 32anboue im’s ceoe

1 3 munocmi yaps 3anpooae oyuty wupy,

I nepeo decnomom Huszvki nokaionu 6’ c

A, moorce, cragume 11020 mpiymeu epizHi,

* See: KoGacenko 10. 1. OpienTanizm pociiichkoi JiiTepaTypH sk Mapkep iMIIepChKOi MEHTAIIHOCTI.
TEKA Komisji Polsko-Ukrainskich Zwigzkow Kulturowych. V. 6, No. 19.

URL: https://www.researchgate.net/publication/392493726_ORIENTALIZM_ROSIJSKOI_LITERA
TURI_AK_MARKER IMPERSKOI MENTALNOSTI.

5 See: Kosbacenko FO. I. Aziam Mitkesud i Bikrop [oro VS Onexcanp Myuikin i Mukona I, a6o
CydvacHuil OIS Ha PO3B’sI3KY OAHI€ET «aApyKOu-BopokHedi». Beecsim. 2016. Ne 9-10. C. 250-253.
URL: https://www.researchgate.net/publication/343365676 FORMUVANNA LITERATURNOGO
KANONU_TA_KURRIKULUMU_LITERATURNOI_OSVITI_SVITOVI]_DOSVID_I_UKRAINS
KIJ_SLAH.
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3a npusmenamu wkooyeme muxyem,

Pixoio kpoe moro ineme 6 moiti Bimuu3ni,

3 npoxasame xu3yOUUCH neped ceoim yapem.

(From the Polish by Vsevolod Tkachenko®®)

After the publishing of this and several other “allegiant” poems,
Pushkin realized clearly that his image of “the freedom-loving poet”
and “the singer of freedom” began to fade and the writer can't make
the future with such baggage (Voltaire). Maybe because of this he
began to look for means to ‘“cleanse image” in the public eye. In
particular, he used Horace's discovery. It was a development of
motive of “monument” in which it was possible, to sum up, the results
of own life and get priorities straight, having shown the positive (or
necessary) features of the creative work, thereby blocking out the
ugly traits.

It is interesting that he began to compose the poems I have
erected a monument to myself not built by hands and From
Pindemonte’” almost simultaneously. In the last, he declared that the
true poet should not kowtow to anybody. However, in real life, he
cringed. And especially caustic sarcasm consisted in getting a
chamber junker mandilion that was usually worn by 18-20-aged men
from the czar. Keeping in mind his status and age (the 30-aged
married man) it was humiliation.

Thus it is very probable that the aspiration to remain in the
memory of descendants as a singer of freedom, but not as a “pocket”
imperial dithyrambic made Pushkin shift the emphasis from the
aesthetic aspects of his creative work (“new harmonies in the song I
found”) to moral and axiological ones (“for having awakened noble
thoughts with my lyre”) in the poem [ have erected a monument to
myself not built by hands.

It is a shining example of influence an auto-reflection on a
creative paradigm and view of the life of the artist who wants to get in
the canon, aspires “literary immortality”. This moment of summing up
the results of the life and creative work that it was embodied
ingeniously by Horace and his numerous followers in “the motive of

%6 From the personal archive of Y. Kovbasenko.

It is noteworthy that this was not without Shakespeare's influence: in his poem Pushkin singled out
the intertext from the tragedy "Hamlet" attributing it as the protagonist's remark: "Words, words,
words ..." (more about the "semantic radiation" of this work in Ukrainian cultural paradigm, see:
Yepusik 0. 1. Crermodika akryanizarii uiHaicHoi cemanTHku «I'amuera» B. Ilekcmipa B
YKpaiHCbKOMY HICKCIIPiBCBKOMY AMCKYpCi: aBToped. auc. ... kKaua. ¢imon. nayk: 10.01.05. Kuis,
2011).
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the monument”, makes artists — as on a confession in the church — it is
honest (or at least externally, “for a fagade”) estimate honestly (or at
least externally) everything that they came to this world for.

At the same time in the course of development of the “motive of
the monument” among those poets who come from prevailing nations
(Roman Kvint Horace Flakk, Englishman William Shakespeare,
Russian Alexander Pushkin, etc.) the moral auto-reflection takes the
insignificant place in general. Mainly their attention concentrated on
aesthetic innovation.

The other situation is typical of artists who represented the
literature of the unfree nations (the Scottish Robert Fergusson and
Robert Burns, Polish Adam Mitskevych, Ukrainians Taras Shevchenko
and Maxim Rylsky, etc.). Although they drew on Horace's and
Shakespeare's prototexts too, their attention in the course of inclusion
and, perhaps, the formation of national literary canons often
concentrated on axiological problems and the fate of their peoples.

The absence of formal recognition, hopelessness on contempt
and neglect of representatives of the imperial culture, on persecutions
and, eventually, on oblivion was very painful for those poets who
came from the stateless, enslaved nations but did not want to join to
the course of imperial culture. As it happened, for example, in Great
Britain with the talented Scottish poet Robert Fergusson (1750—1774)
who did not want to follow the British imperial literary fashion and
wrote in native Scottish, using the Scottish subjects and died, having
hardly arrived at the age of twenty. Later, having been impressed with
the simplicity of Fergusson's gravestone, the Scottish Robert Burns
embodied the pain and bitterness, drawing on Horace's and
Shakespeare's prototexts:

No sculptur’d marble here, nor pompous lay,

No storied urn nor animated bust;

This simple stone directs pale Scotia’s way

To pour her sorrows o’er her Poet’s dust.”

While there is not any stone monument for Fergusson in London,
Burns has erected the verbal one to his “elder brother” (as he called
Fergusson), following Horace and Shakespeare. Not casually his poem
is called Inscription on the Tombstone Erected By Burns To The
Memory Of Fergusson. The poet's words «N o sculptur’d marble
here...» is allusion on Shakespeare: «N ot marble nor the gilded

 Inscription. On The Headstone Of Fergusson. By Robert Burns. URL: https://www.public-domain-
poetry.com/robert-burns/inscription-on-the-headstone-of-fergusson-10068.
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monuments ...”, and all these elements together are the reminiscence of
Horace’s : “Exegi monumentum...».

Then the Ukrainian Taras Shevchenko suffered the difficult fate
of the Scottish Fergusson and Burns. They lived and created in the
British Empire and Taras Shevchenko did it in the conditions of the
Russian Empire. He did not want to write in the imperial language, in
Russian (he mastered it perfectly) too, and to follow the Russian
imperial ideology. The Ukrainian speech, topics and ideology of
Shevchenko's works made not only the Russian courtiers and so-
called “democrats”, but also even his Ukrainian countrymen wrinkle a
nose fastidiously. The resident of Poltava Mykola Gogol considered
that “it is more tar than poetry” in Shevchenko's works (read:
Shevchenko's poetry is rustic, “for house use”).

Any official recognition or award, and least of all monument
from the Russian Empire remained out of the question for
Shevchenko in such situation. The czar “awarded” the Ukrainian poet
with 10 years of heavy military service and with the ban to read and
write. It was right for Shevchenko to compare his exilement by the
emperor Mykola I with Ovidius' relegation by the emperor Octavian
Augustus, having called both monarchs executioners.

To overcome “a colonialist trauma” — not visible, but painful
emotional stress — Shevchenko drew on the same Horace's and
Shakespeare's prototexts, we can see it from the system of images in
his poem To Osnovianenko (1840):

... Hawa oyma, nawa nicns

He eupe, He 3azune...

Om oOe, n100e, Hawa ciasa,

Cnasa Yrpainu!

be3 30noma, 6ez3 xamenio (2pamnima),

be3z xumpoi mosu,

A 2onocna ma npasousa,

Ak T'ocnooa croso ...

Using Horace's formulas “more durable than brass And higher
than the pyramids that stand Laid out for kings” (or Shakespearean:
“Not marble nor the gilded monuments / Of princes shall outlive this
powerful rhyme”), Shevchenko is designing the image of
“monument” to the Ukrainian writer in the hostile Russian Empire.
The true Ukrainian writer had no authority to get the official imperial

» Illepyenxo T. Jlo OcHos'stnenka. Tapac Llesuenxo. 3i6panns meopis: Y 6 1. Kuis , 2003. T. 1:
C. 119-121 URL: http:/litopys.org.ua/shevchenko/shev113.htm.
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recognition and the line «be3 3010ma, 6e3 epanimy» emphasized this
fact. As the creative work of Osnovianenko and Shevchenko did not
belong to the official doctrine of “Prosperity” of a great number of the
peoples in the Russian Empire and to the noble literary fashion of that
time, the Ukrainian writers could never claim to the official
recognition and “the granite and gold” of imperial monuments. The
image of the monument (pyramids, a monument, a marble monument
or sculptures, the Alexandria column, etc.), built to perpetuate the
memory of “rulers”, was a symbol of greatness and durability in
Horace's, Shakespeare's, Milton's, Pushkin's and other representatives'
of imperial nations works. In such a way the mentioned poets could
compare greatness and duration of their own literary body of work.

But this image gets essentially other semantics in Shevchenko's
works as a representative of the stateless, enslaved nation. It is
connected with a radical existential antithesis: on the one hand, “gold,
granite, sly (illusive — Y. K.) language of “the Russian imperial
monuments, on the other hand,” loud and true, as God's word” the
Ukrainian duma and the song, the Ukrainian word which will
overcome the lie collected throughout the centuries even it is covered
with “gold and granite” of the splendid imperial monuments.

And, though the young Ukrainian poet from the province saw
ways to imperial money and glory, grandiose “granite and gold” in
Russian capital St. Petersburg, he consciously chose “not prestigious,
rustic” Ukrainian literature:

... if you aim

To make yourself a mint

Of money, and a lot of fame,

Then of Matryosha sing,

And of Parasha, charming witch,

Parquet, gold braid and spurs.

Then you'll make good!! But here he sings,

'"The wide blue sea's disturbed’,

And weeps the while; your rabble, too,

Behind you come on stage

In shabby coats ..." My thanks to you

For your advice so sage!

The coat is warm, but I'm afraid

It's not cut to my size, (Taras Shevchenko. “Haidamaki™, 1841)

%% Shevchenko T. Haidamaki. URL: https:/taras-shevchenko.storinka.org/taras-shevchenko-poem-
haidamaki-english-translation-by-john-weir.html.
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Here is the main existential watershed, dividing the central
figures of two canons: the Russian imperial (Alexander Pushkin) and
Ukrainian democratic (Taras Shevchenko). Figuratively saying
Shevchenko refused the imperial “mandilion”, but Pushkin could not
or did not want to do this.

Some researchers of Shevchenko's creative work consider that
“spiritual treasure of the nation does not need official praises”. |
should take exception: the spiritual treasure of any nation always
needs official praises. But such praises are possible only in own,
really sovereign state. And Taras Shevchenko as none of his
contemporaries understood that in the Russian Empire where «gio
MonOaganuna 00 QiHHA, HA 6CIX A3UKAX 6Ce MOsuumbvy, it 1is
impossible to recognize officially and glorify the true Ukrainian
heritage. Therefore he also writes that in such conditions the
Ukrainian writer could not rely on magnificent official monuments of
granite and gold, but only on the good reputation among people who
didn't sell themselves and appreciate not «xumpy mosy», but the
sincerity of the poet and truthfulness of his poetry.

In centuries this motive was picked up by Maxim Rylsky in
whose poem notes of Taras Shevchenko and genetically Horace and
Shakespeare are visible:

A nam'smuux cobi nocmaeus Hempusanuil —

Hes3 mioi eopooi, nes mapmypoeux Opun

Ckyni crnoga moi, wo Ha nanepi cmaiu,

Yxpue 3aempa nun.

Hi cunu siwoi ne oapysana 0o,

Hi cnasu cnaenoi meni ne npupexaa,

1 yac mene 3smeme, AK coxie IUCMs 3 NOIA,

Moeg kpuxmu 30 cmoaa.

1 5 3a0y0ycs, i, Modce, 1uwL NPUNAOKOM

Xmocbw, po3ensioayu cmapux KHUMCOK CMImms,

Heszayixaenenum nanom'sine nawaoxkam

Mane moe ocumms.

1 cradice: scus, nucas; npuiimas xeanu i 0opasu;

A emim, HIKOIU HaM He OPAKHe OUBAKIE ...

... Ta wo, konu dodacmu: 3ame @ dHcummi Hi pazy

Henpaeoi ne cnyorcug!

(Makcum Punbckuii. «ITaM’SITHAKY 1)

3! Punbekuit M. Tlam’sitrnk. URL: hitp:/www.ebk.net.ua/Book/buunt/ukr_lit_tvory/part4/4109.htm.
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Except filigree using of intertext («ne 3 m i 0 i 2opooi» — Horace's
“brass”; «ne3z mapmypoeux opury — it is Shakespearean “Not m
arble northe gilded monuments”; «npuiimaé xeéanu i 06 p a3 uy
— Pushkin's «Cnoxitina 3a6xcou 6y0b na Kpu 8o u tiHa X8 ANIHH
sy, except the great stylization of Horase's epoda (which is often not
noticed even by philologists): conscious reduction of the fourth, final
lines of the stanza, — Maxim Rylsky's skill is also in that he is, maybe,
the only among developers of the motive of “literary immortality” — was
against the thousand-year tradition, focusing attention, not on duration
(«0 0 6 w e Hidc miOb 036iHKa), but the contrary — on momentariness
(«n e m p ueanuiy)of his “monument”! Of course, it is poetic
reception on the verge “coquetry”, or even “masochism”, however, the
writer reached the necessary effect.

Thus, almost in a century, Maxim Rylsky prolonged to Taras
Shevchenko's opinion: important high aspiration of a poet — to profess
the truth, “not to serve a lie”.

Researching the features of the embodiment of motive “literary
immortality” by the most outstanding writers who have entered the
world and national literary canons, could be continued as this motive
runs like a scarlet thread through all world literature from antiquity to
the present (perhaps, at this moment some poet draws on Horace and
Shakespeare). However, the analysed material is enough to make such
conclusions.

CONCLUSIONS

1. The aspiration of writers to place in the literary canon, to
“literary” immortality, made, makes and, certainly, will make a
notable influence on world literary process.

2. This aspiration induces writers to an auto-reflection over
own achievements, living destination and creative mission, embodied
in the artworks devoted to the judgment of why the writer can rely on
grateful “the general and public memory” (H. Blum) in the new
generations.

3. The mentioned auto-reflection is embodied brightly in so-
called “the motive of the monument™ (on the first line of Horace's ode
Ad melpomenen: “Exegi monumentum” — “Lofty and enduring is the
monument [’ve reared”). At the same time, it is not necessary each
artist who developed “the motive of the monument” appeared
certainly in the centre of the literary canon, but those, who were in the
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centre of the canon, drew on the motive of “monument” (a striking
example of “revival” of this motive is William Shakespeare's works).
Thus, an auto-reflection is connected with inclusion/presence of the
artist dialectically in a literary canon.

4. The reference to Horace's prototext happens differently:
A) direct quotation (most often uses the first line: “Exegi
monumentum”); B) explicit and/or implicit intertextual reference to
details of the Roman prototext (brass — gold — metal ...; The Pyramid —
granite — marble — a stone ...; “I shall not wholly die” — «nem, seco 5 ne
ympyy, etc.); C) Horace's image and motives transformation to
antithetical, but necessary with and/or implicit support on the antique
prototext.

5. William Shakespeare, on the one hand, adopted Horace's
prototext, however, on the other hand, changed it hardily, becoming
the writer of new prototext for the numerous followers.

6. Realization invariant of “the motive of the monument” by
different writers is underlining of their innovation, ‘“canonical
originality” (Harold Bloom). The writers frequently considered the
esthetic innovation to be their main creative achievement and merit
before the future generations, more rarely they mentioned moral and
ethical, axiological parameters of creative work. At the same time, a
certain regularity is traced: the representatives of prevailing nations
(Roman Kvint Horace Flakk, Englishman William Shakespeare,
Russian Alexander Pushkin, etc.) credited with the aesthetic aspects, and
the poets of the unfree, stateless nations — with moral and axiological
parameters (the Scottish Robert Fergusson and Robert Burns, Polish
Adam Mitskevych, Ukrainians Taras Shevchenko and Maxim Rylsky).

And in conclusion. Nobody will give concrete and limiting
catalogue of features in the writer's creative work which provide him
with the place in the literary canon, “the recipe of the literary
immortality”. However, the search of such features allows a better
understanding of regularities of the world literary process, special
aspects of the artist's creative work and objective laws of formation
the literary canon.
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‘Pocketing up of Wrongs’: the Overlooked Contribution
of the Page/Boy in Henry IV Part 2 and Henry V

Jiginzcmon /legio.  «IIpuxoByBaHHA  TOMWJIOK»:  HETOOLWiHEHUH
BHECOK naxa/xjaonuuka y xpoHikax «['enpix IV, yactuna 2» ta «'enpix V».

YV yii cmammi Odocnioxcyemsca me, ak 6 icmopuynux n'ecax Illexcnipa
npedcmagnieni  2ubOKi  KOMEHmapi NepcoHaxcie-oimeli CmMoCo8HO 6IiHU ma
HACUTbCmMBa, Oe HEPIOKO apmuKyIlEMbCs mMa He3pyyHa npasoda, sKy 00pocii
NepcoHanici HaMa2aomuvcs npuxogamu abo 3amackysamu. 1 xoua poni dimei
3a36unall He € 3HAYHUMU, GOHU YACMO NOOAIOMb KPUMUYHULL 201I0C, 0COONUBO 8
uacu Kpoeonponummsi i itiHu. JJumsiui nepcoranici CHOPIOHe i 3 WEeKCNIPIBCbKUMU
onasHAMU  MUM, WO MAIOMb NEGHULl IMYHImem ma MOdXCYmb, HPUHATMHI
MUMYACOB0, BUCTOBTIOBAMU KPUMUKY HA aopecy cmapuux. Ak ye uacmo Oysac 6
icmopuunux n'ecax Ilexcnipa, Oimu 3'a61A10Mbca 8 MUX €ni300aX, AKi
nepeosiwaroms abo nepesyKyiomvcs 3 NOOAMU NONEPEOHIX YU HACTHYRHUX CYEH,
abo olc HasiMb 6 MeACax OOHIEL CYeHU 3a YHacmio 20N0HUX OOPOCTUX NEPCOHAIICIS.

OcHosHa ysaza 30cepeddicyemvest Ha makux nepconaicax, sax Ilasic 6 n'eci
«lenpix IV, uacmuna 2» ma Xnonuux y «lenpixy Vy. Li nepconadxci
posensdarompcs K 00Ha 1 ma cama ocoba. 3aearom Ilascy-Xnonuuxy y 060x
n’ecax Haoamo OnU3LKO cma pAOKIe, w0 pooums 1020 OOHUM i3 HAUSHAYHIWUX
Oumsuux nepconaxcie y Ilexcnipogiii meopuocmi. Hoeo maiince 3a601cou
yikagumsb M0O6A: CHOYAMKY 6IH nepeimac Clo8ecHy 6MpASHICMb €020
HacmasHuxa/2ocnodapss Danecmacgha, a 32000m, cynpoeodxcyrouu Ilicmons,
bapoonvgha i Hima na eitini y @panyii, 6in ananizye 6)CUBAHHsL CIi6, SIKI MACKYIONb
MOYUHU A HeemUdHy No6eOlHKY. Y oumsi npu Aszenkypi 6in Hagimv gucmynac
nepexnadauem 3 panyy3vkoi Ha aneniticoky 0ns Ilicmons. Kpim mozco, ¢ cmammi
BUCBIMNIIOEMbC  OUCKYCILIHE NUMAHHA NPO Me, 5K OCHOBHI eKpaHizayii n’ec
3a36UHAll 3aMOBUYIOMb, IMEHULYIONb AO0 NPUMEHWYIOMb 3HAYEHHSL 020 20110CY .

Knwuogi cnosa:  oumsiui  nepcomadci,  itiHa,  icmopuuHi  n'ecu,
expanizayii, icmopis nepghopmancy.

Introduction

Shakespeare’s history plays draw from various chronicles (Hall,
Holinshed, Daniels), thus the bare bones of the plots and the main
protagonists are fairly established, in contrast to the minor characters
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who are usually completely invented by Shakespeare. These minor
roles in the plays can therefore provide provocative ‘dissident’
readings. Characters such as the servants, guards and commoners,
often provide a commentary on the main dealings of the plays. The
history plays, in particular, give these minor characters a great deal of
room for manoeuvring and thereby provide an ongoing ‘mirroring’ of
the ‘historical’ events of the nobility and aristocracy. The characters
often play on the words of the previous or the following ‘major’
scene, with the less important personages frequently punning on the
grand language employed by those in power. I employ the term
echomg when a so-called ‘episodic’ scene' takes place after the
major one and ‘foreshadowing’ when it occurs prior.” The plays
therefore contain a great deal of parallel structures, providing rich
material for comparative analysis. Shakespeare also frequently has an
onlooker with a ‘cameo’ role who provides a wry observation on the
absurdities of the plot. A classic example of this is in Richard Il
when a scrivener briefly appears and comments on way in which
those in power are either naively or out of fear unable to recognise the
depravity of Richard’s actions in seizing the throne and eliminating
his rivals:

Scrivener:

Here’s a good world the while! Who is so gross

That cannot see this palpable device?

Yet who so bold but says he sees it not? (3.6:10-12)’

This approach can also be fruitfully applied to Shakespeare’s child
characters in the history plays who, like the boy in Hans Christian
Anderson’s The Emperor’s New Clothes, often provide the only honest
appraisal of the absurd events unfolding in front of them.

Poor Fools: Child Characters in the History Plays

This section will provide an overview of the arguably most
intriguing child characters in the history plays. Macbeth, although not
a categorised as a history play in the First Folio, has been included as
it is also of course based partially on Holinshed, but more importantly

' have borrowed, or better said adopted, the terms ‘mirror scenes’ and ‘episodes’ from: Price H. T.
Mirror Scenes in Shakespeare. Joseph Quincy Adams Memorial Studies / ed. J. G. McManaway.
Washington : The Folger Shakespeare Library, 1948. P. 102.

% These terms, although my own, have been inspired by the critical approach to the history plays by
Goddard: Goddard H. The Meaning of Shakespeare. Volume 1. Chicago : The University of Chicago
Press, 1951.

? References to Shakespeare’s works are from: Shakespeare W. The Norton Shakespeare. New York :
W.W. Norton & Company, 2008.
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includes one of the finest cameo appearances by a particularly
observant child. While women have been slowly empowered in
Shakespeare performances and adaptations, minorities slowly
incorporated despite much resistance, the child characters are often
ignored or downplayed in Shakespeare studies and productions. The
child protagonists are often silenced, cut from performances, edited or
not taken seriously. Like Lear’s Fool who ‘disappears’ after his work
is done, but whose absence at the end (‘my poor fool is hanged’ (5.3:
369)) is telling, the silence of the child characters is often suggestive.
Some, however, of the child characters are more active and vocal
(usually leading to a premature death). These child characters are
often the voice of reason, with their apparent innocence belying their
actual wisdom and understanding of the ways of the world. Gemma
Miller concurs in her book on depicts of childhood in Shakespare
performance when making reference to Marjorie Garber’s’
controversial dismissal of the child characters: ‘I argue that the
“terrible infants” of Shakespeare are far from mere supernumeraries,
but rather key to unlocking the meanings of the plays and, through
their manifestation in performance, vital indicators of social
concerns.”

One of the most famous children in all of Shakespeare never
actually appears on stage; Lady Macbeth’s baby. The play does,
however, contain additional child characters, most interesting from the
perspective of this paper, being the son of Macduff. He appears in a
dialogue with his mother in 4.2, immediately prior to their brutal
murder by Macbeth’s assassins. The interchange between mother and
son exemplifies many of the ‘cameo’ appearances by children in
Shakespeare's history plays. Their seemingly innocent banter actually
has much in common with the celebrated Socratic method.

Son: Was my father a traitor, mother?

Lady Macduff: Ay, that he was.

Son: What is a traitor?

Lady Macduff: Why, one that swears and lies.

Son: And be all traitors that do so?

Lady Macduff: Every one that does so is a traitor and must be

hanged. (4.2:44-49)

Lady Macduff is seemingly repeating the party line propagated by the
ruling powers, i.e. the Macbeths. She is repeating what needs to be

* Garber M. Coming of Age in Shakespeare. New York : Routledge, 1997.
* Miller G. Childhood in Contemporary Performance of Shakespeare. London : Bloomsbury, 2020. P. 7.
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said in front of the children in order to keep them out of trouble. She
underestimates, however, her son’s acumen and persistence.

Son.: And must they all be hanged that swear and lie?

Lady Macduff: Every one.

Son: Who must hang them?

Lady Macduff: Why, the honest men.

Son: Then the liars and swearers are fools, for there are liars and

swearers enow to beat the honest men and hang up them. (4.2:50-55)

The boy’s insight into manipulation of language adroitly unveils
the true nature of the state of affairs in the country, where loyalty is
only maintained out of fear of a tyrant. This once again typifies how
Shakespeare’s child characters are almost always greatly interested in
labels and designations and the meaning behind the words used by
adults. Macduft’s son’s precociousness does not save him, however, as
moments later the assassin brutally murders him.

The princes in Richard I1l, particularly the younger brother
York, also enjoy playing on words in order to insult Richard, their
uncle. In the following passage from 3.1, the boy subtly makes
reference not only to Richard’s character, but also to his appearance.
The boy asks if he can take a look at Richard’s sword.

Richard: What, would you have my weapon, little lord?

York: 1 would that I might thank you as you call me.

Richard Gloucester: How?

York: Little. (3.1:122-125)

This barbed mocking talk is not lost on Richard, who is, of
course, very much aware of the power of words and a master himself
at manipulative language. The older brother Edward, perhaps more
aware of Richard’s potential danger, attempts to brush things over, but
to no avail.

Prince Edward: My lord of York will still be cross in talk. —

Uncle, your grace knows how to bear with him.

York: You mean to bear me, not to bear with me. —

Uncle, my brother mocks both you and me.

Because that I am little like an ape,

He thinks that you should bear me on my shoulders. (3.1:126-131)
York is obviously ridiculing, in feigned innocence, the physical
appearance of his uncle which both adults are fully conscious of. The
child characters thereby supply a subversive commentary, with their
young age providing an excuse for their cheekiness and bravado. This
punning on meanings of the word ‘bear’ is, however, merely a last
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gasp at agency on the young prince’s part as immediately after
Richard gives the order to have them placed in the Tower, where they
soon meet their grisly end.’®

Rutland, the youngest son of York, is executed in Henry VI
part 3 by Clifford, who rationalizes his cruel act by the fact that the
York faction has killed his own father. Rutland, despite his youth,
draws attention to the absurdity of the ongoing bloodshed and appeals
for mercy, not only for himself, but for his would-be murderer.

Thou hast one son — for his sake pity me,

Lest in revenge thereof, sith God is just,

He be as miserably slain as .

Ah, let me live in prison all my days,

And when I give occasion of offence,

Then let me dies, for now thou hath no cause. (1.3: 40-45)

Their dialogue has much in common with the scene between
Hubert and Prince Arthur in King John when the would-be assassin
finally does not have the heart to carry out the execution. Clifford, in
contrast, is blinded by his rage and takes the boy’s life, only to be
killed himself soon after in battle. Once again the child in his
innocence has deeper insight than the adults entrenched in their petty
power struggles.”

Yet another child character, Prince Arthur in King John, finds
himself immersed in the brutal world of adult machinations. His
saintly behaviour is on display when he expresses his sorrow and
pain upon hearing of the bloodshed connected with his claims to the
throne of England: ‘Good my mother peace./ I would that I were low
laid in my grave. / I am not worth this coil that’s made for me’
(2.1:163-165). When his assassin Hubert is about to blind him,
Arthur successfully changes his mind with his heartfelt innocent
plea: ‘Will you put out mine eyes, / These eyes that never did, nor
never shall, / So much as frown on you?’ (4.1:56-58). The child is
one again here the voice of reason saving the soul, in a sense, of the
adult Hubert. All of the child characters discussed above seem to be
prepubescent age, while the Page/Boy, in contrast, would appear to
be slightly older, in the beginning stages of puberty.

¢ For more on the child characters in this play as well as in King John, see: Campana J. Killing
Shakespeare's Children: The Cases of Richard III and King John. Shakespeare. 2007. Vol. 3, Is. 1.
P. 18-39.

” For more on children in the Henry VI plays as well as Richard III, see: Harper E. “And Men Ne'er
Spend Their Fury on a Child” — Killing Children in Shakespeare's Early Histories. Shakespeare.
2017. Vol. 13.Is. 3. P. 193-209.
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‘Transformed him Ape’: the Page Character in Henry V

Jean E. Howard, in her otherwise erudite introduction to the play
in The Norton Shakespeare, lists all of the new characters introduced in
Henry IV part 2, but leaves out the Page/Boy completely. This seems to
be, unfortunately, symptomatic of the approach taken to the character.
There is no clear indication as to the age of the Page/Boy in Henry IV
part 2 and Henry V, but the actors in the theatrical and film productions
are usually of a pubescent age or even older. We are repeatedly told he is
of small stature. There are no conclusive statements as to the exact age
of pages during the reign of Henry V, but Anne Curry argues that the age
of fourteen would have been the usual turning point for pages becoming
squires and that there were certainly pages accompanying knights
during Henry’s military campaign.

When first introduced in Henry IV part 2, he is obviously part of
the package Falstaff has received for his ‘heroism’ at the Battle of
Shrewsbury in the previous play. The Page/Boy is seemingly being
groomed to take Hal’s place alongside Falstaff as the future King
begins to distance himself from his former friend and teacher. Very
much reminiscent of the kinds of exchanges between the Prince and
Falstaff in the first play, the two function as a comic duo, constantly
engaging in banter concerned with the latter’s lifestyle, age and girth.
Falstaff seems to be suffering from some venereal issues and is
expecting a medical response to his urine specimen.

Falstaff: Sirrah, you giant, what says the doctor to my water?

Page: He said, sir, the water itself was a good healthy

water, but, for the party that owed it, he might have

more diseases than he knew for. (1.2:1-4)

The Page/Boy’s function is established early on, to serve as a
foil to Falstaff, eventually learning the lingo and engaging in verbal
sparring with others. Falstaff is, of course, very much aware of the
visual comic contrast between their two figures and the rhetorical role
of his new protege: ‘If the prince put thee into my service / for any
other reason than to set me off, why then I have / no judgment.’
(1.2:10-12).

When the Hostess engages the bumbling police to arrest Falstaff
for failure to pay his debts to her, among other things, the Page/Boy

¥ Curry A. “Kill the Poys and the Luggage!”. Were There Boys at the Battle of Agincourt?
Agincourt 600. URL: https://www.agincourt600.com/2015/07/26/kill-the-poys-and-the-luggage-were-
there-boys-at-the-battle-of-agincourt/.
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also displays the precocious verbal skills he has learned from his
master: ‘Away, you scullion, you rampallian, you fustilarian! / I’ll
tickle your catastrophe.’ (2.1: 49-50). One wonders if he is even aware
of what he is saying and the hostess is, one assumes, puzzled and
nonplussed by this verbal explosion. When the Page/Boy appears in
the following scene, accompanied by Bardolph, bearing a message
from his master, Hal makes his strategy in providing Falstaff with the
Page/Boy even more explicit.

And the boy that I gave Falstaff. He had him

from me Christian, and look if the fat villain have

not transformed him ape. (2.2:61-63)

After a consequent display of the Page/Boy’s new-found verbal
skills, Hal declares with a certain self-satisfaction, ‘Has not the boy
profited?” (2.2.74). Bardolph, not a person you would expect moral
statements from, interestingly seems to hint at the tragic ending of the
Page/Boy in the following play and implicitly criticises Hal’s cynical
treatment of those around him: ‘An you do not make him hanged
among you, the gallows shall have wrong.” (2.2: 84-85). The
Page/Boy is treated like another chess piece in the game Hal is
playing with his social inferiors, with little regard for how this might
eventually impact his fate.

‘Young As I Am’: the Boy Character in Henry V

Katharine Eisaman Maus argues in her critical introduction to
Henry V in The Norton Shakespeare that: ‘Shakespeare’s excision of
Falstaff’s skeptical intelligence from Henry V means that there is no
one W1th1n the play to point out the ironies of many of the turns of the
plot.”” I would beg to differ as there are a number of characters in the
play who provide ironic commentary and perspectives on the
storyline, the Page/Boy being only one of them. James Shapiro, in his
highly successful book 7599, discusses not only the play, but also its
references to Essex’s military invasion of Ireland and the parallels
between the two military campaigns. He also mentions how
‘Shakespeare fills the play with competing, critical voices’'’ and
includes a reference in the followmg list to ‘the growing cynicism of a
young boy off to the wars’. The Page/Boy character, no longer

° Maus K. E. Henry the Fifth. The Norton Shakespeare | ed. St. Greenblatt. New York : W.W. Norton
& Company, 2008. P. 1538.
' Shapiro J. 1599: A Year in the Life of William Shakespeare. London : Faber and Faber, 2005. P. 104.
TR
Tbid..
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referred to as the Page, appears for the first time in the play in 2.1
when Pistol and Nym are at each other’s throats over their courtship
of Mistress Quickly. His report on Falstaff’s ill health at least
temporarily brings about a truce. Pamela Mason argues for his key
contribution to the play: ‘The Boy’s choric role is established from his
first appearance when, as a serious messenger warning of Falstaff’s
imminent death, he cuts through the in-fighting and squabbling in
Eastcheap.”'* While Henry is about to go to invade a foreign country
upon the flimsiest of pretences, the Page/Boy helps bring about a
temporary peace between the quarrelling men. Still very much
assuming the role held in the previous play, however, he cannot resist
introducing a gibe directed at Bardolph’s red nose despite the
seriousness of the occasion.

Mine host Pistol, you must come to my master, and

you, hostess: he is very sick, and would to bed.

Good Bardolph, put thy face between his sheets, and

do the office of a warming-pan. Faith, he’s very ill. (2.1:76-79)

Two scenes later, we hear of Falstaff’s death and once again
the Page/Boy relates an observation about women which seems age-
inappropriate to say the least: ‘Yes, that a’ did; and said they were
devils incarnate.” (2.3:28). This leads into a typical verbal blunder or
malapropism on the part of Mistress Quickly, whereby she
seemingly confuses the word ‘incarnate’ with the colour ‘carnation’:
‘A" could never abide carnation; 'twas a colour/ he never liked.;
(2.3:29-30). The Page/Boy does not blink an eye and continues in the
same irreverent vein: ‘A’ said once, the devil would have him about/
women.” (2.3:31). This is followed by yet another off-the-wall
comment by Mistress Quickly, setting up the Page/Boy for another
dig at his favourite target Bardolph: ‘Do you not remember, a' saw a
flea stick upon/ Bardolph’s nose, and a' said it was a black soul /
burning in hell-fire?” (2.3:34-35). Some of Falstaff’s legendary wit
has obviously been passed on to his young protege, assuming the
mantle of the now absent Hal, who is too busy running the kingdom
to spend time with his former friends.

All three of the film adaptations discussed herein highlight and
dwell upon the much admired, and misunderstood in my opinion,
rallying speech to his army by Henry at the battle of Harfleur: ‘Once

'2 Mason P. Henry V: “the Quick Forge and Working House of Thought”. The Cambridge Companion
to Shakespeare’s History Plays / ed. M. Hattaway. Cambridge : Cambridge University Press, 2002.
P. 187.
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more unto the breach, dear friends, once more, / Or close the wall up
with our English dead’ (3:1:1-2). In a classic instance of ‘echoing’,
Bardolph practically repeats the words of Henry in the following
scene: ‘On, on, on, on, on! / To the breach, to the breach!” (3:2:1).
He is, one assumes, enthusiastically encouraging his fellow soldiers
to engage in combat while he, and his cronies, stay behind in relative
safety. This is among the most obvious instances of mirroring in the
play and provides a welcome, and amusing, critique of Henry’s
warmongering bravado. The Page/Boy consequently provides a wry
commentary on the how the King is manipulating his soldiers with
patriotic references to ‘fame’, when voicing what all the soldiers
present undoubtedly longed for if they were honest: ‘Would I were in
an alehouse in London! I would give all / my fame for a pot of ale,
and safety’ (3:2:10-11). The Page/Boy’s precocious usage of the
word ‘fame’ typifies his remarkable ear for falseness and empty
rhetoric. After his elders are forcibly thrust into battle by the
overzealous Welsh captain Fluellen, the Page/Boy is left on stage
and is given his longest speech and soliloquy. His characterizations
are spot on.

As young as | am, | have observed these three swashers. I am boy

to them all three, but all they three, though they would serve me,

could not be man to me; for indeed three such antics do not
amount to a man: for Bardolph, he is white-livered and red-faced,
by the means whereof he faces it out but fights not; for Pistol, he
hath a killing tongue and a quiet sword, by the means whereof he
breaks words and keeps whole weapons; for Nym, he hath heard
that men of few words are the best men, and therefore he scorns to
say his prayers, lest he should be thought a coward, but his few
bad words are matched with as few good deeds, for he never broke
any man’s head but his own, and that was against a post when he

was drunk. (3.2: 25-37)

Although obviously accurate in his depiction of these ne’er-do-
wells, I would argue that their craven actions serve to mirror the
behaviour of the rich and powerful, the nobility and the Church,
which has drawn these men into a conflict which is not of their
concern. Carol Chillington Rutter puts it as follows: ‘Falstaft’s Boy in
Henry V, a disappointed idealist in whom yet traces of the ideal
survive, unpacks the myth, exposes the absurdities of chivalric
posturing. He is a composite of adult expectation, casual exploitation,
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devastating betrayal.”"> The Page/Boy proceeds to analyse the way
Falstaff’s men disguise their criminal acts in grand, ambiguous
language.

They will steal anything and call it purchase. Bardolph stole a lute
case, bore it twelve leagues, and sold it for three halfpence. Nym
and Bardolph are sworn brothers in filching, and in Calais they
stole a fire shovel. | knew by that piece of service the men would
carry coals. They would have me as familiar with men’s pockets
as their gloves or their handkerchers, which makes much against
my manhood, if I should take from another’s pockets to put into
mine, for it is plain pocketing up of wrongs. I must leave them and
seek some better service. Their villainy goes against my weak
stomach, and therefore I must cast it up. (3.2:37-47)

This quite lengthy passage is a remarkable statement
chronicling his premature coming-of-age and realisation of the
falseness of the men he is forced to serve. Pamela Mason points out
his key role in the plot: ‘Later in the play his two soliloquies offer
both perspective and reflection. He challenges emotional
complacency and intellectual laziness. Both speeches of direct
address display the Page/Boy’s clarity of vision about his elders and
betters.”'* The Page/Boy draws attention to how the word ‘purchase’,
used by his elders to disguised the true nature of their actions, is in
reality an acute commentary on how the King has rationalized his
decision to invade France by at least feigning belief in the
manipulative rhetoric of the church authorities back in England.
Henry uses grandiose phrases such as, ‘God for Harry! England and
Saint George!” (3:1:34) in order to disguise the tawdry nature of his
actions involving a murderous attack on a sovereign nation. Harold
Goddard also points out how this criticism of the thievery of Nym and
Bardolph could also be applied to Henry himself: ‘Boy as he is, his
sense of mine and thine is more highly developed than Henry’s.”"”

The film versions of Henry V' all contain a great deal of
swashbuckling with close-ups of Henry and his fellow nobles
engaged in heroic battle. The play, however, contains nothing of the
sort, with the results of the engagements only being reported
afterwards. The closest we get to a battle scene (unlike for example

'3 Rutter C. Ch. Shakespeare and Child's Play: Performing Lost Boys on Stage and Screen. London :
Routledge, 2007. P. 13-14.

'4 Mason P. Op. cit. P. 187.

'S Goddard H. Op. cit. P. 237.
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the epic battle between Hal/Henry and Hotspur in Henry IV Part 1) is
the ridiculous interaction between Pistol and Master le Fer. Very little
attention has been drawn to the fact that this is actually the only
‘battle’ scene in the play. Shapiro also points out the lack of actual
military action in Shakespeare’s play: ‘Much of the play, from
beginning to end, is composed of scenes in which opposing voices
collide over the conduct of the war. In truth, there’s not much else to
the plot.”'® The French soldier, seemingly even more cowardly than
Pistol and not knowing who he is actually up against, quickly lays
down his arms. His exclamation ‘Seigneur Dieu!’ is misunderstood by
Pistol as ‘Dew’. This is an obvious parroting and echoing of the
invoking of God’s name by Henry at the end of the previous scene
when gathering his men for battle. Upon realising he is unable to
decipher the speech of the Frenchman, Pistol enlists the Page/Boy’s
help as an interpreter. He successfully communicates to Pistol their
adversary’s eagerness to pay a bribe or a ‘ransom’ in order to have his
life spared and be granted ‘mercy’. Many of these key words are
employed in the famous scenes before and after, thereby mirroring
previous events and anticipating future developments.

Sarah Werner draws attention to the intriguing possibility that
Princess Katherine and the Page/Boy could have been played by the
same young male actor, thereby increasing the poignancy of the
respective treatment of the characters:

But the moment that is of particular interest for my purposes is the

Boy’s work as translator between Pistol and Monsieur le Fer.

Although not often commented on, the Boy’s translation scene is

certainly connected to the play’s earlier translation scene between

Katherine and Alice. The two moments of onstage French would

surely resonate with audiences — a resonance that would be even

stronger were the roles of Katherine and the Boy to have been
doubled."”
Werner supports her argument with the fact that the actor would have
to have been able to speak French, but also underscores the shared
vulnerability of both of these, seemingly highly diverse, characters.
This also suggests an even deeper dimension of mirroring and
parallelism.

' Shapiro J. 1599: A Year in the Life of William Shakespeare. London : Faber and Faber, 2005. Op.
cit. P. 104.

'7 Werner S. Firk and Foot: The Boy Actor in Henry V. Shakespeare Bulletin. 2003. Vol. 21, No. 4.
P.23.
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After the departure of Pistol with his French captive at the end of
the scene, the Page/Boy is left on stage once again. He is given a speech
where he informs the audience that Bardolph and Nym have both been
executed and insinuating that Pistol is headed for the same fate.

I did never know so full a voice issue from so empty a heart. But

the saying is true: “The empty vessel makes the greatest sound.”

Bardolph and Nym had ten time more valor than this roaring devil

1’ th’ old play, that everyone may pare his nails with a wooden

dagger, and they are both hanged, and so would this be if he durst

steal anything adventurously. (4.4:61-66)

This is his last appearance in the play and one might draw a
parallel here with Lear’s earlier mentioned Fool, who, after completing
his mission in life (helping redeem Lear), vanishes or is forgotten.
Perhaps, in accordance with the theory of Werner, the actor was too
busy playing the role of Katherine. In two of the renowned film
versions, however, the Page/Boy seemingly escapes the grisly fate of his
companions and even continues to appear (both dead and alive).

Lost in the Shuffle: Depictions of the Page/Boy in Three
Film Adaptations

The most well-known film versions make varying use of the
Page/Boy. He is played in the classic Olivier version from 1944 by an
older actor, George Cole, aged 19 when the film was released. He is
provided with his lines in the second act, but not in the first act. He is
given the pot of ale line before the battle, but not left alone on stage,
but instead sent off to fight. Extensive battle scenes are included,
including Henry engaging in single combat on horseback, but there is
no Pistol exchange with le Fer and the Page/Boy. A different boy,
noticeably younger and easier to pick up, is shown by Fluellen to
King Henry as proof of the French treachery.

In the Branagh version (1989),'® Christian Bale (aged fourteen
during the filming) plays Robin the Page/Boy. He is given his lines
before the invasion, but not the later soliloquy or commentary on the
action of his elder companions. There is once again no battle scene
with Pistol. He dies during the French raid on the luggage, which is
not shown directly, and is carried off dramatically by Henry at the
victorious end of the battle. Sarah Hatchuel comments on this as
follows: ‘As soldiers start to sing the Non nobis, Henry picks up a

'8 Henry V. Dir. Kenneth Branagh. Renaissance Films/BBC/Curzon, 1989.
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boy’s corpse and makes his way among the ruins of the battlefield.
Carrying the dead boy like a cross on his back, he is turned into a
Christ-like figure, bearing his soldiers’ sins and miseries.”’” The
Page/Boy has clearly been part of the group guarding the luggage.
The extended scene with Branagh carrying his corpse on his back
provides cheap but effective pathos.

George Sargeant, the actor playing the Page/Boy, was fifteen
when The Hollow Crown version of Henry V was released. The
subversive ‘battle’ scene is left out, involving him translating for
Pistol, who is instead shown paralysed with fear while the battle is
waged all around him. The Page/Boy is shown in even more scenes
than the play, but the film inexplicably fails to provide him with his
best lines. He even survives the battle, being transformed into the
chorus figure, played by the veteran actor John Hurt, who clutches a
memento from the battle with great pathos. Hatchuel comments on
the twist to the conclusion of the play:

As the film reaches the Epilogue, the Boy is seen attending
Henry’s funeral, while flashback images and elegiac music rekindle
the glorious moments of this ‘star of England’. In an original twist,
the Boy is revealed to have grown into John Hurt’s Chorus: an old
man now, he has been telling his story all along. At this final touching
moment, Henry V becomes less a play about a king’s war than a boy’s
survival and attempt to make sense of it.*’

The latter two film versions therefore attempt to provide the
Page/Boy with a sense of closure. Curry theorizes that Shakespeare
made definite use of Hall and Holinshed’s inclusion of references to
boys fleeing the French attack on the camp.?' She points out,
however, that the direct period accounts of the battle do not include
this detail. One could therefore argue that Shakespeare explicitly
included these details for dramatic purposes and to highlight the role
and importance of the Page/Boy character. Ann Blake is convinced
that this serves a definite dramatic purpose:

Shakespeare’s inclusion of this figure gives the Chronicles’
episode of the killing of the boys a personal focus and therefore a
greater poignancy which serves to enforce a sense of the horror of
war. Henry V repeatedly confronts the audience with cross-reflecting

' Hatchuel S. Henry V on Screen. King Henry V: A Critical Reader | ed. L. Cottegnies and K. Britland.
London : Bloomsbury, 2020. P. 111.

*% Ybid. P. 118-119.

2 Curry A. Op. cit.
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images of war, including the suffering of non-combatants, but none is
as unzez:quivocally appalling as the reported slaughter of this good
page.

Blake makes a convincing argument, but I would personally
argue that the entire invasion is appalling and that Henry, and the
ruling powers, are actually indifferent to the Page/Boy’s fate in the
play. By showing him as one of the casualties of the French attack on
the luggage and the pages who are supposed to be guarding it, the film
versions provide seeming support for Henry’s actions on the battlefield
and the execution of the French prisoners. In the play, in contrast, the
Page/Boy is forgotten in the hustle and bustle of the victory and no
mention is made of him when they read out the list of casualties. The
insistence on resolving his fate provides a certain convenient closure to
his story, but ignores the brutal reality of war and the sad reality that he
is forgotten and silenced in the end.

Conclusion

Shakespeare almost inevitably provides room for possible
alternative readings and space for dissident voices, and the history
plays are no exception. The children, although expected to be seen
and not heard, are often able to call things as they are, cutting through
the propaganda and manipulative cant. Their fates are, however, are
almost always tied with the follies of the quarrelling and
warmongering adult world. Charlotte Scott points out not only their
contribution, but also their unavoidable tragic lots.

This is a trenchant example of Shakespeare’s use of children: they

critique the adult world yet are also products of it. There is no

other early modern playwright so fascinated and absorbed by the
perils and potentials of hypocrisy, paradox, and ambivalence and
their manifestations through the eyes of the child.”

Shakespeare’s child characters not only provide an ongoing
critique of the dealings of the adult world, but also draw attention to
the language used to dupe and placate society at large. These critical
commentaries by children on the violence and machinations of adults
are sadly still relevant to our day and age. The Page/Boy, along with
other child characters in the history plays and elsewhere, provide a
naive truthful voice, unencumbered by societal expectations. He is the

2 Blake A. Children and Suffering in Shakespeare's Plays. The Yearbook of English Studies. 1993.
V.23.P.304.
2 Scott Ch. The Child in Shakespeare. Oxford : Oxford University Press, 2018. P. 27.
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only one unfettered by convention and social pressure, and not only
comments on the unethical practices of Pistol and his company, but
also on the wider dealings of the royals and Henry in particular. He
could arguably be viewed as an alternative ‘chorus’, with the official
one supporting the arguments of the accepted nationalist/patriotic
interpretation and narrative. Goddard draws attention to just this:
‘Through the Choruses, the playwright gives us the the popular idea
of his hero. In the play, the poet tells the truth about him.”** Goddard
also points out that the off-hand remarks provided to minor
characters, like the Page/Boy, often amount to more than meets the
eye: “Yet it is into such casual utterances that Shakespeare is most
likely to slip his own opinion.”® I would hesitate to dare to guess at
Shakespeare the man’s actual opinion, but would agree that these
throw-away episodic scenes, with ongoing foreshadowing and
echoing, can provide food for thought and alternative readings. The
Page/Boy character amounts to a truly subversive voice and
perspective and surprisingly limited attention has been given to his
contribution to the two plays, not even being mentioned, for example,
in E. M. Tillyard’s classic work Shakespeare’s History Plays.*® When
commenting on his frustration in his role as page to Pistol, Bardolph
and Nym in 3.2, the Page/Boy uses the intriguing phrase ‘pocketing
up of wrongs’. I would interpret this to mean something along the
lines of things being forced to passively stand by while his elders are
committing unethical actions and deeds and being tainted by their
actions. It is high time to allow his silenced voice to be heard and to
rectify the wrongs that have been committed to his fascinating and
integral character.
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“To hold, as ’twere, the mirror up to nature”: crparerii
Ta PyHKUII KOHTeMIopapu3auii XyJA0KHbOI0 IPOCTOPY
y ¢piabmi Maijikia Aamepeiian «amiter» (2000)

B yenmpi ysaeu yiei docnionuyvbkoi po3eioxu, wjo tide y pivuwyi cyuacHoi
KomMnapamuegicmuku, — expauizayia mpaeeoii Binvama Illexcnipa «I amnemy,
30itichena Maiiknom Anmepetiooro (2000). Dinbm amepukancvkoeo pescucepa
PO32AA0AEMbCS  AK  IHMepmMeOdianvHull  heHoMeH, wo 8UOYO08YEMbCA  HA
NOEOHAHHI KIACUYHO2O NIMepamypHo20 meKcmy i3 Gi3yalbHUMU egexmamu,
CMBOPIOBAHUMYU 30 OONOMO20I0 CYUACHUX MeXHIYHUX 3acobie. Aemopu cmammi
68005Mb Y HAYKOBUU 00ic NOHAMMA «KOHmeMnopapusayiay, nio AKOI0
3anPONOHOBAHO PO3YMImMU cheyugiuny cmpamezito oHosneHHs/mpancopmayii
4ACONPOCMOPOBUX, KYIbMYPHUX § CUMBONTUHUX KOOPOUHAM KAACUUHO20 MEO0PY,
wo peakmyanizye iMIIIYUMHO 3aKIAOEHI CMUCTU Nepulomeopy ma 600HOYAC
pobums aimepamypHuil Opu2iHan pereeanmHuM SUKIUKAM CbO200EHH S i HOBOMY
PeYenmueHoOMy KOHMEKCMY.

[opisuanenutl ananiz @inemy ma nepuioodxicepena 003601A€ GUOKPEMUMU
KI10406i acnexmu Midcmucmeybkoi 63acmodii: nepenecenns 0ii 0o Hoio-Hopka
2000 p., suxopucmanta media-memaghop (8ioeozanucu, Kamepu CHOCMEPENCEHH ),
30epedicentss  WeEKCRIPIBCbKo20 meKcmy ma — NOCMMOOEPHICMCHK  [Hmep-
mexkcmyanvHi  amosii.  Jocniodcenns  8usgnae  0cooausocmi - penpesenmayii
cmucnogoeo  nomenyiany Lllexcnipoeozo «lamnema» Ha CcMpPYKmMypHOMY,
00pasHOMy ma CeMiOMUYHOMY pIGHAX itbmy, 30Kpema mpaHchopmayio
uaconpocmoposo2o anowapmy n’ecu, Gizyanizayilo epoarbHUX 00pasié i
peanizayito inmepmedianbHO20 Jidn02y.
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Expanizayia Anmepeiiou nocmae me quwe AK adanmayis, a AK meopud
83A€MO0isl 3 KIACUYHUM TEKCOM, WO RIOCUTIOE 1020 YHIBEPCANbH memMu ma
HaOUICAE iX 00 CYNACHO20 2AA0ANA, AKMYANI3VIOUU CMUCTU OPUSTHATY 8 HOBOMY
KYAbMYPHOMY Ul peYenmueHoMy KOHMEKCMi.

Knwwuoei cnosa: B. Illexcnip, «lamrem», M. Anbmepetioa, ekpaizayis,
iHmepmedianbHiCmb, KOHMEMNOPApU3ayis, OCYYACHEHHS, XYOONCHIL NpoCcmip,
KIHO, XYOOXCHIU CMUC]L.

Expanizaris itepaTypHOTO TBOPY SK CIEIUDIYHUN XyTOKHIH
(heHOMEH, IO € MPOTYKTOM JIaJIOTy MHUCTEITBA KIHO 3 MHCTEIITBOM
CJIOBa, BCE YacTillle MOTPAIUISE B MOJIe HAYKOBOTO 1HTEpECY CydacHoOl
rymanitapuctaki. [Ipy s0My JOCITiAHHIBKI IPIOPUTETH, AHATITHYHA
ONTUKA Ta  METOMOJOTIUHI  TIXOAW  TPEICTaBHUKIB  Pi3HHUX
TYMaHITADHUX HAyK BUSBISIIOTECA CYTTEBO BigMiHHMMH. Tak,
OpUMIpOM, KIHO3HABI, YITKO YCBIAOMIIIOIOYH MYJIBTHTPEKOBY
npupony  Gimemy,”  (oOKycylOTH  yBary — Hacammepen — Ha
kiHemarorpadigyHux 3aco0ax perpe3eHTallii CMUCIIB Ta €CTETHYHUX
acriektax. Jyis miTepaTypo3HaBLiB BaXKIMBOIO MPOOIEMOI0 MPOTITOM
TPUBAJIOTO  Yacy 3alWIIaNOCA JOCTIIPKCHHS  BiATOBIIHOCTI
eKpaHi3allii ii JiTepaTypHOMY HEpIIOHKEpEy. 3a CIIOCTEPEIKESHHIMU
O. [y6ininoi, ueit tak 3Banuid «fidelity criticism», o 1oMiHyBaB y
Teopii ekpanizanii mpotsrom 1960—1980 pp., chopmyBaB 1Ty HU3KY

! TIpo inTencudixamiio 3amikaBeHs yKpaiHCHKOi KOMIIAPATHBICTHKH IIPOGIEMATHKOIO, OB’ A3aHOIO 3
€KpaHi3allisiMU JITepaTypHUX TBOPIB, CBIIYUTH JOBOJI PO3JIOTHH mepenik myomikarii Onenu
Ny6ininoi (dy6inina O. IToqopox y mpocTopi KyJIbTypH: 10 MPpoOIeMH CITiBBiJHOIICHHS
JIITEpaTypHOro TBOPY Ta HOro eKpaHHOI Bepcii (Ha MaTepiaii 3ictaiaeHHs mosicTi «Cepiie miTbMu»
JIx. Konpana ta ¢inemy «Anokanincuc coroaai»y @. ®@. Konmonu). Cyuacui nimepamyposnagui
cmyoii: 36. nayk. nip. Kuis : KuiB. Hail. mHrBicT. yH-T., 2009. Bum. 6. C. 59-70; dy6inina O.
«BipHnii Pyciaany, abo sik BHCIOBUTH HeBUMOBHE (10BicTh I'. Bragimosa «Bipuuit Pycnany» Ta ii
oJHOMMeHHa ekpaHi3auis pex. B. Xmensuuipkoro). Cyvacui simepamyposnagui cmyoii: 36. HayK.
np. KuiB : KuiB. Haw. minrsict. yH-T., 2011. Bum. 8. Y. 1. C. 105-116; dy6inina O. «Bonaiana» sk
eHIuKIone s cMaky. Cyyacui nimepamyposnagui cmyoii: 36. Hayk. np. Kuis : KuiB. Hall. JiHTBICT.
yH-T., 2012. Bumn. 9. C. 173-191; ly6inina O. Crpacri 3a binocHixkkoro, abo penomen
iHTepMeiaabHOro KonoBopoty. Croeo i uac. 2013. Ne 10. C. 66-92. Ta in.), crarti Onekcanapa
TMponkesuua (ITponkesuu O. [lon Kixot B amepukancskoMy KiHematorpadi. Beecsim. 2012, Ne 9—
10. C. 190-200; Iponkesuu O. Akryanizanis «koxy CepBaHteca» B Tenecepiaini « MiHicTepcTBO
yacy». Penecancni cmyoii. 2022. Ne 35-36. C. 32-45), nuceprauiiini npani Onsru o0y
(oB6ym O. Cemionioris MixkIiTEpaTypHHX i MDKMHUCTELIKUX BiJIHOIIEHB: poToTekeT “Oliver’s
Story” (E. Segal) — ykpaiHCbKuii Iepexiiajg — KiHocLeHapiii: auc. ... kau. ¢inomn. Hayk: 10.01.05.
Tepuomninb, 2009), Yisuu Jlesko (JIeBko Y. 'epMeHeBTHYHI acleKTH KiHOIHTeprpeTarii
XyI0)KHBOTO TBOPY (Ha MaTepiaii ekpaHizawii Xy 10kHboi po3u CraniciaBa Jlema): uc. ... KaH.
¢inoxn. mayk: 10.01.06. Tepromizns, 2010), a TakoX I'PyHTOBHA KOJICKTUBHA MOHOTrpadisl Ha MOLIAHy
akanemika JImurpa Hanupaiika: Jlitepatypa Ha noii Mefiit: 36. Hayk. nip. / pex. I'ynoposa T. I,
Cusavenko I'. M. KuiB : Tn-1 niT-pu im. T. T'. [lleBuenka HAH VYkpaiun, 2018.

% Ha My/IBTHTPEKOBIH IPHPOAI KiHO (TOGTO HOTO 3[aTHOCTI BUKOPHCTOBYBATH JEKiIbKa PIBHIB
BUPQKCHHSI CMHCITY, 30KpeMa, Bi3yallbHHi, BepOaabHHi, 3BYKOBHIA, MOHTaXHHH, TpadiuHuii Ta iH.)
HaroJolye kinosHaBenb Pobepr Crem: Stam R. Literature through Film: Realism, Magic, and the Art
of Adaptation. Malden, MA : Blackwell Pub., 2005.
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TUTIOJIOTIH KOpemsIii KiHoBepcCil 3 TOKIIaJIeHUM B 11 OCHOBY XyIOKHIM
TBOPOM i Bce mie 36epirac meBHy mHpuBabH-BicTh. Ilcmxomorn
BHBYAIOTHh CHENX(IKy BIUIUBY Bi3yaJbHUX Ta MOHTQKHHUX NPHIOMIB
Ha IsalbKe CIPAUHATTS JTiTepaTypHUX TBOPIB Ta MPOLECH peleniii
EKpaHHUX BEPCiil TOBEAIHKH NepcoHaxiB.” COILIOIOTH TOCTiKYIOTh,
SK KiHoamamTarii (opMmyroTh abo0 TpaHCHOPMYIOTH KOJCKTHBHI
VSBJICHHS TPO EK3UCTEHIIHHO 3HAa4YMMi Ta/dW CYCHUIBHO Baromi
MOHATTA 1 fAK Ta YW IHIIA EKpaHi3alis CHPUAMAETHCS PI3HUMHU
BIKOBHMH, COLIANbHUMH 1 TeHAEPHUMH IPyIIaMH TIISAadiB.

B ocramHi pecatwiaitra XX CT. BU3HAHHS KiHOAamarrTarii
JTEPaTypPHOTO TBOPY CaMOJIOCTaTHIM  €CTETUIHO BapTiCHHM
TMPOJYKTOM CTJI0 aKCIOMATHIHUM: OLIBIIICTE HAYKOBIIB CYrONOCHi y
TOMy, IO EKpaHi3awis XyIOXKHBOTO TEKCTY € 1HTCpCCM10TI/I‘{HI/IM
MEepeKyIaJoM, B TMPOLECi SKOro BifOYBa€TbCA MINKMHCTEIbKA
B3aeMomis. TOoX MIIKOM 3aKOHOMIPDHHUM IIOCTa€ BXOPKEHHS IIHOTO
(eHOMEHY 70 30HHM HAyKOBOTO iHTEpEeCy iHTepMeIianbHUX CTYIiN K
OJTHOTO 13 PO3LIIB CYy9acCHOT KOMIIapaTUBICTUKH.

Ha mouatky XXI CTONITTSI CHOCTEPIra€Thecsi TOBOMI CTPIMKHUH
PO3BHTOK iHTepMeTiadbHUX CTYIIM B IIIOMY, Ta JOCHI/KEHb J[IaoTy
KIHO 1 jtitepatypy 30kpema. HaiiGimbin akTyanbHIMH I Cy4acHOI
KOMIapaTHBiCTHKH, Ha AyMKy O. JlybiHiHOi, € «mpari TeopeTnKo-
METOJOJIOTIYHOTO CIIPAMYBaHHsI, Ae O JOCIHiIKyBaBCs Mpolec iHTep-
MEJIIabHOTO TEPEeKOAYBaHHS, BUSBILUIMCA MapaMETPH MHCTEIBKOT
B3aeMOii JiTepaTypu Ta KiHemarorpada B Tporeci ekpaHizarii
JTepaTypHUX TBOPiB, Ta (GOpPMyBaBCSI HEOOXITHHN METOIOJIOTITHIIA
IHCTpyMEHTapiil MOCTIKEHHS MHCTEIbKHX BapiaHTIB JiTepaTypHHUX
TBOPIBY.

Jo peamizamii 1MX 3aBIaHb JOJTYYalOTbCS W aBTOPU i€l
myOJTiKaIii, MeToI0 K01 € BUPOOJICHHS CHCTEMHU KPHUTEPIiiB KOMITapa-
THBHOTO aHamizy ¢imeMy «lammier» (2000, pex. Maiikn Anmepeiina)
1 HMOoro TEKCTOBOrO TMeEpUIo/Kepea — OFHOWMEHHOI Tparemil
B. Illekcrmipa, BUSIBJICHHS METaTEKCTyalIbHOIO MOTEHITIATy

3 Jyo6inina O. Expanizawis jitepaTypHOro TBOpy: crerudika iHTepMeaiaabHOrO IePeKOoyBaHHS.
Jlimepamypa na noni meoiu: 36. Hayk. up. / pea. I'ynnoposa T. 1., Cuauenko I'. M. KuiB : IH-T mit-
pu im. T. T'. Illeuenka HAH Ykpainu, 2018. C. 214-233.

4 ue. npumipom: Cutting J. E. Narrative theory and the dynamics of popular movies. Psychonomic
Bulletin & Review. 2016. Vol. 23. P. 1713-1743.

® Tak, rpyIna JOCIiJHUKIB, oyomoBaHa Pozamony TankeH, mpoaHaizyBaja peakiiilo pi3HUX KaTeropin
PeLUITIEHTIB HA KiHOA[aNTallii JIiTepaTypHHUX TBOPIB i BUSIBIJIA KOPEJISALiI0 CIIPUHHATTS 13 COLiaJIbHO
JleTepMiHOBaHUMH HOpMaM¥ it odikyBanHsMu. J{us.: Thalken R., Mimno D., Wilkens M. It Matters to
the Viewer: Social Reviews of Books Adapted for Film. Digital Studies/Le champ numérique. 2024.
Vol. 13.1s. 3. P. 1-22.

¢ JlyGinina O. Expanisawis miteparypHoro Teopy ... C. 233.
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MDKMHCTEIPKOT ~ B3a€EMOAil Ta  3’sCyBaHHS  KOTHITHBHOI |
aKCi10JIOTIYHOI MPOAYKTUB-HOCTI KOHTEMIIOpapH3aIlii sk JTOMIHYHOYO1
cTparerii  ajmanmTamii = KJIACMYHOTO  TEKCTYy 1O  CYYacHOTO
COLIIOKYJIETYPHOTO KOHTEKCTY.

HaykoBa HOBHM3HA CTarTi 3yMOBIEHa THUM, IO B Hil
3aMpoIOHOBAHO W ampoOOBaHO HHU3KY IapaMeTpiB MiKMHUCTEIBKOI
B3a€EMOJIii, sKa BiMOYBAa€ThCA B TPOIIECI €KpaHi3allii JiTepaTypHOTO
TBOPY, & TAKOX BBOJUTHCS B HAYKOBHUI 00IT iHTEpMEialIbHUX CTYIiH
HOHATTSL «KOHTEMIIOpApH3allisl XyA0KHBOTO MPOCTOPY». TeopeTHKo-
METO/IOJIOTIYHA 0aza JOCITiPKEHHS, SKe BUKOPHUCTOBYE
IHCTpYMEHTapiii  KOMITApaTUBHOTO  aHaJi3y, TEePMCHEBTUKHA 1
CEMIOTHKY, BUOYJOBYETHCS Ha TIOEAHAHHI TOCBITY MIEKCITIPO3HABCTBA
1 KIHO3HABCTBA B PiUMILi iHTEpMeAialbHUX CTYIiH.

I[penmeTom Oe3mocepeIHHOTO aHaNI3y MOCTAIOTh OCOOIMBOCTI
Ta 3acobm  pemnpeseHTarii  Tparemii  «[amier»  3acobamu
KIHOMHUCTEIITBA Ha CTPYKTYPHOMY, >KaHPOBO-CTHIILOBOMY, OOpa3HOMY
Ta CEMIOTUYHOMY PiBHSIX.

Oinem  Maiikna Anmepeiiqu  «amsiet»y — ogHa i3 Haii-
OpHUTIHANBHIIIMX peakTyamizaniid omHoiiMeHHoi mecu lllekcmipa B
KOHTEKCTI MOCTTyTeHOEp3bK0i JO0OH — JEMOHCTPYE, 3 OTHOTO OOKY,
HEBUYEPIHICTh IHTEPIIPETaTUBHOTO MOTEHITIANY TEKCTY M€l BEIHUKOI
Tparenii, a 3 IHIIOT0O — EMICTEeMOJIOTIYHY NPOIYKTUBHICTh

CrtBopeHnii Ha cxwil MTi3HBOTO aHrjiiicekoro Penecancy
«amrer» (1600) BimpsMma Illekcmipa mpoTsaroM 0OaratbOX CTOJITH
3aJUINAETHCA  OJHUM 13 HAWMPOBOKATHUBHIMIMX TBOPIB CBITOBOT
KJIACHKH, 3a AKUM 13 Jerkoi pyku T. C. EnioTa 3akpinunacst pemyTaris
«ritepatyproi Monu Jlism» (‘the Mona Lisa of literature’’).
Bxomrouenmit y 6araThox KpaiHaxX OO IIKITBHUX 1 YHIBEPCHUTETCHKHX
mporpaM i3 JliTeparypu, el TEKCT BHUCTYIAe O0OB’ I3KOBUM
€JIEMEHTOM JISKTYPH CYYacHOi OCBIYE€HOI JIOMUHU. SIK MEepEeKOHINBO
JIOBOJUThL Yy CBOIM jaucepraiii yKpaiHChKa IIIEKCIIPO3HABHUILL
Hap’s Jlazapenko, mekcmipiBcbkoro «['amier» mpaBoMipHO BBaXKaTH
METaTeKCTyallbHUM  ()EHOMEHOM 1 BITHOCHTH «J0 KaTeropii
MeraHapatuBiB (tepmin JK.-®. Jliorapa®) — “icTopiii”, 3a JOMOMOro
SIKAX JIIOACTBO TOSICHIOBAIO Ta CTPYKTYPYBAallO CBIT, JIETITUMYIOUH

" Eliot T. S. Hamlet. Eliot T. S. Selected Essays, 1917-1932. London : Faber, 1932. P. 144.

¥ )K.-®. Jliotap HasMBac «METAHAPATHBOMY TAaKy OCOOIIBY OTIOBiZanbHY (pOpMyY OpraHisawii sHaHHS,
110 SIKOi YacTo 3BepTaroThes (inocodist, icTopist, MCUXOJIOTis, JiTepaTypa, MpaBo Ta iH., THM CAMHM
JieriTuMizyroun foro y cycminbetsi. Jer. aus.: Jliotap XK.-®. Cutyaitis noct™MoaepHy. @intocoghcoka
i coyionoziuna oymxa. 1995. Bum. 5-6. C. 15-38.
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BIACHi coliambHi i KyabTypHi mpaktuku».’ 3 ormsgy Ha Oararto-
BHMIpHICTh CMHCIIOBOTO TIOTEHITIaTy Tparedil 1 3akpiluIecHHHA B
mporeci i (pyHKIIOHYBaHHS y MPOCTOPi CBITOBOI KyJIBTYpH CTaTycC
MeTa-QeHOMEeHY, a0COMIOTHO 3aKOHOMIPHHM ITOCTA€ BUCOKOYACTOTHE
3BEpHEHHS /A0 Hel IMPOKOro KOJla NMPOaKTHBHUX peuMmieHTiB. Ll
meca bapma — CBOEpITHUI BUKIWUK I PEKHACEPIB 1 aKTOPIB:
MMOKa30BUMH B IIHOMY IDIaHI € MPOMOBHCTI ClioBa cepa lema Mak-
Kemnena: «SIkmo Ttn wmoxkem rpatu lllekcmipa, TH copaBxkHIiA
aKTop».m Benmka KinbKicTh 1I MHCTEIBKHUX peNpe3eHTaliil CTBOPIOE
JI0BOIII TOTYXHE KOHKYPEHTHE MHUCTELBKE CEPEIOBHIIE, IO, Y CBOIO
Yyepry, CTHMYJIOE TBOpPYi IIOUIYKH pEXHCEpiB 1 aKTOPiB.

[ekcmipiBcpkoro «l'ammeTta» BIATBOPIOIOTH 3ac00aMU MY3HYHOTO
mucrenrea'’ i xopeorpadii,”’ Bizyamisyiors Ha momotmax'’ i y
CKYJIBIITYpax, ~ aJanTyloTh 3acobamu kiHemarorpady i animanii. Big
MEepIINX KiHOBEPCi emoXW HIMOro KiHO JO CydYacHHX (QiIbMIB,
30KpeMa ocTaHHBOI Hapasi ctpiuku Pobepra Errepca «Bapsar» (“The
Northman”, 2022), mo po3mnoBimae icTopito TMpuHIA AMIIETa,
nporotuna ['amiera, 3arajgbHa KUTBKICTh KiHOAAANTaLill MIEKCHIpiB-
CBKOTO CIOXKETY HaJliuye BXe MOHAA I sTAaecaT cTpiuok. Koxken Bup
MHUCTELITBA  II0-CBOEMY  TpPAHCIIOE  «TaMIIETIBCBKI»  CEHCH,

® Jlasapenxo JI. «Cammer» B. Illekcipa sk METAaTEKCT Mi3HbOro Perecarcy Ta Horo mitepaTypHi
MPOEKIIii: auc. ... Kaua. ¢inon. Hayk: 10.01.04. Kuis, 2010. C. 146.

195 Major Actors + Directors on How to Perform Shakespeare. Backstage.

URL: https://www.backstage.com/uk/magazine/article/5-major-actors-directors-on-how-to-perform-

shakespeare-73326/.

3a indopmaniero miatdopmu “Wifi Talents”, y cydacHOMy CBITOBOMY KyJIBTYPHOMY IIPOCTOPI

Tamutet sk mepcoHax MOPOKy 3’sBIseThest y Oinbir Hixk 300 mocranoskax (Shakespeare Statistics.

WiFi Talents, 2022. URL: https://wifitalents.com/shakespeare-statistics/?utm_source.)

2 TloxoponHnuii Mapur 10 octanHbol ciienu «amieray (1852) I'exktopa bepimiosa, cumbonivuna moema
«Camuer» (1858) Depernna Jlicta, oqHoiiMeHHa omepa (paHIly3pKOro KOMIO3uTopa AMGpyasa
Tomaca Ha stibpero Mintenst Kappe ta XKronst Bap6’e (1868), itamiiiceka onepa «Amiero» ®paHko
®auyo Ha 1i6pero Appiro boiito (1871), pok-mro3ukn “Rockabye Hamlet” (1974) Kiidda Txouca,
onepa «amnermaiaay (HiM. “Die Hamletmaschine”, 1987) Bonb¢ranra Pima, onHoiiMeHHi
MIO3HKJIN 4echbKoro kommosuropa SHeka Jlagenpkoro (1999; 2004), onepa «"ammer» (2017) bperra
Jina, micust «Odemnis» (2022) ykpaincskoro ayery «JliBiHcTon», nocranoska “Hamlet Hail to the
Thief” (2025) pok-rypry “Radiohead”.

1 Baner «Tamner» (1985) Jixona Hoiimaiiepa, Ganer (2000) i Buctasa (2001) «amier» Crisena
Mimsa, 6aner «ammer» (2008) Jlesina Hikcona, xopeorpadivyna nocranoska «Tparexist ['amitera,
HpuHIa JaHcbkoro» (2023) xopeorpada Iitoma Kote Ta pexucepa-nocranoBHuka Pobepa Jlenaxa.

14 «[Ixon @inin Kem6: y pouni INamiera» (1801) Tomaca Jloypenca, «I"amuer i fioro matuy» (1849),
«Tamuer i T'opamtio Ha BuHTapi» (1839), «Cmepts Odenii» (1843)» Exena [enakpya, «Odemis»
(1852) Mxona EBeperra Mime, «I"amiier i Odenis» (1858) Hante I'abpiens Poccerri, «amiter i
rpobapi» (1883) Ilackans Haubsa-Byspe, «Odemnis» (1894) lxona Binesima Boreprayca, «OctanHs
cuena: orpyena Koponesa, o Bmupae, Jlaept i amiter, skuit BouBae Kopossiy» (1967) CanbBagopa
Hauni, «"amner» (2011) l'aunu Cinoposuu.

' Iam’stuuk Toep (The Gower Monument) (Crpatdopa-anos-Eiisorsl, 1888), IlekcripiBchKit
memopian Anekcanapa Criprinra Kongepa (®inanensdis, 1928), crarys Jloypenca Ounis’e B posi
Tamnera (Jlonnon, 2007).

11
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YBUPA3HIOIOUM CMHCJIOBE IMOJOTHO, PO3TOpPTalouM acomiamii Ta
IIPOIOHYIOYN HOBI IPOYNTAHHS KJIACUYHOT'O TEKCTY.

Ilepmr wmix mepeiitm a0 exkpamizamii  «['ammeray, ciig
3ayBayKUTH, IO MpoOieMa Kopemswlii KiHemarorpagiuHUX YTiTeHb
tBOpiB Ilekcmipa 3 IXHIMH TEKCTOBMMH NEPIIOKEPENaMH JTaBHO
nepeOyBae B TOJi  iHTepeCcy HAYKOBIB, IHTEHCH(DIKYIOUN
inTepmemianpanid auckype. Tak, Mapk TopatroH bepHert mocmigus
eKpaHi3alii 1m’ec aHMTHCHKOrO PEHECAaHCHOTO JpaMarypra B Pi3HHX
KpaiHaX Ha Pi3HUX KOHTHHEHTax, 30Kpema B JlaTWHCBKIM Amepwii,
Kurai, [Hail Ta iH., a TaK0XX BHUCBITIIMB OCOOJIMBOCTI MEPEKOyBaHHS
TBopiB Illekcmipa B HaIiOHATBPHUX KYJIBTYPHHX Te3aypycax.
CriBen M. bionep 3miiCHMB aHami3 CTpaTerii, BUKOPUCTAHUX
TBOPLIAMH CKPAHHHX amanrtauiii m’ec bapaa, Ta PO3KpHB noJiOHICTh
iXHPOro KiHOIHCTpyMeHTapilo.'” Y KOHTEKCTi IIeKCIipO3HABUMX
c_TymngBamnHquf) e npans P. Jixexcona «Ilekcrip Ta aHriomosHe
KiHO», =~ B SKid pO3MIAAAIOTHCS KIIIOYOBI ACHEKTH 3HAKOBHX
eKpaHizamiii MpOBIMHUX pexucepiB, 3okpema Jloypenca OmiB’e,
Opcona Bemica, ®panko [zeddipenni, Kennera bpanu, Ta pasom 3
ICTOPUYHUM 1 TeHAEPHUM KOHTEKCTaMH OKPECIIOETHCS i MOMITHYHE
MATPYHTS KiHeMaTorpadiIHIX MPOYNTAHb KJIacHKa.

Mixaens A. Auzmeperr y MoHorpadii. HpI/ICBSIT-IeHII/I BHBYCHHIO
3aco0iB  ajanTalii Ta IEPEOCMHCNIEHHS INEKCIPiBCHKUX apaM,’
anamizye ¢inmemu Jloypenca Omis’e («Piuapa II»), Opcona Bemnca
(«Max0Oet») i Kennera bpanm («I'amner») ta mpoctexye cnenudiky
30epekeHHs ¥ Tpancdopmamii  IllekcmipoBoro - CTWIO B
kinemarorpadi. 3Ha4Hy yBary TakoX BiH HPUALISE OCMHCICHHIO
0COONMMBOCTEHl  MOCTMOJIEpHICTCHKUX — mepemnpountanb  llekcmipa
3acobamu KiHO-MUCTENTBA y cTpiukax « Tut» Jxym Teiimop 1 «Kuaurn
Ilpocnepo»  Ilirepa Ipinyes. Y  posmim, 100  NPUCBAYEHHI
TenebadeHHo, M. AHOeperr JeTalnbHO aHaNi3ye aMEepHKaHCHKI
TeneBiziitHi amanrarii 1950-x pokiB (30kpeMa, ekpanizamii Illekcrmipa
«Hallmark Hall of Fame») ta cepiro ekpaHi30BaHHX MIEKCITiPiBCHKHX
m’ec, ctBopeny BBC/Time-Life nampukinmi 1970-x — Ha modaTky
1980-x pokiB.

'S Burnett M. Th. Shakespeare and World Cinema. New York : Cambridge University Press, 2013.

"7 Buhler S. M. Shakespeare in the Cinema: Ocular Proof. Albany : State University of New York
Press, 2002. IIpukmeTHO, 110 B Ha3Bi Wi€l Ipalli MiCTHTHCS AITFO3is 10 perutiky i3 Tpareii «OTemion:
“Villain, be sure thou prove my love a whore ./ Be sure of it. Give me the ocular proof ... ” (111, 3)

'8 Jackson R. Shakespeare and the English-speaking Cinema. Oxford : Oxford University Press, 2014.

' Anderegg M. Cinematic Shakespeare. Lanham, MD : Rowman & Littlefield Publishers, Inc., 2004.
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Kenner C. PorBemn y wmonorpadii «lcropis Ilekcmipa Ha
eKpaHi: CTOMTTS KiHO # Temebauenms» (1999)*  sniiickioe
KOMIDICKCHE  JOCHiDKeHHS ekpaHizamiii TBOpiB  B. lllekcmipa,
MOKPOKOBO  TPOCTEXKYIOUM  CBOJIIOIIK  KiHeMaTorpadigyHoro
MIEPEOCMHUCIICHHS I1'€C CIaBETHOTO JIpaMaTypra BiJl paHHIX BHCTaB y
MIO3MK-XOJaX 1 HiKeloJeoHaX 1O Cy4YaCHHX MAacCIITa0HHUX
KIHOTIDOEKTIiB. ABTOp aHaNi3y€ KIIOYOBI eTamu KiHOBTiJIEHB
M03a4acoBHX JIpaM, 30KpeMa Mepio] HiMOro KiHo, BIuMB [ oitiBymy
3a yaciB #oro 3omoroi mod6u, BHecok Jloypenca Omie’e ta OpcoHna
Bemica, ocobmuBOCTI TeneBi3ifHUX MMOCTaHOBOK, 30KpeMa ajamnTarii
BBC, a Takox ekcrepuMeHTAIbHO-aBaHTaAPpAHI MIIXOAN PEKUCEPIB
Jepeka JIxkapmena i Ilitepa Ipinyes. OkpeMy yBary NpHIIEHO
HEaHTJIOMOBHOMY KiHeMaTorpadiyHOMY CHajKy, 30KpeMa SIIOHCHKUM
afanTanism.

Hpyre Bumanus npari K. C. Poremia, mo mo6aunio csit 2003
POKY, MICTUTh OHOBJICHY XPOHOJIOTIIO Ta JOMOBHEHE JOCIiIKCHHIMHA
HOBITHIX KiHeMarorpadiyHUX IHTepHpeTamii, sSK-OoT «3aKoXaHUi
Mexcmip» [xona Mennena, «Mapai 3ycwmis koxaHHs» KenHera
Bbpann, «I"amner» Maiikna Anmepeiinn ta «lotnanmis, Taty» Bimi
MoppicceTTa.

Bapro maromocuTH, MmO yKpaiHCBKI HAYKOBI  TaKOX
HEOJHOPAa30BO  3BEpTaJHMCA [0  aHajmily KiHemarorpadiuHux
inTepnperanii lekcnipoBux T1BopiB. O. [lyOiniHa, mpumipoM, y
cratrti «Bimpsam Illexcmip: Made in Japan» (2012) 3giiicHmia
MOPIBHUTBHUN aHami3 GinsMiB pexucepa Axipu KypocaBu «TpoH y
KpoBi» 1 «Pam», cmiBBigHOCAYM iX 13 TepUIOKEpeTaMu —
«Max6erom» i «Koponem Jlipom»,*? Ta akieHTyBaIa yBary Ha TOMY,
o, 3BEPTAlOYKNCh JO eCTeTWKH TeaTpy Ho Ta camypaiicbkux
MiKycoOurs  mepiony  CeHIOKy, KJacHK  SIOHCBKOTO  KiHO
MEPEOCMHUCIIOE CIOKETH aHTIIHCHKOT0 PEHECaHCHOTO JpaMaTypra i
THUM CaMHM IHTETPYE iX y KyJIbTYpHHUI KOHTEKCT SIMOHii.

Crarrs JI. llpaniBnsiaHoi «lllekcmipiBcbka HOpOBNHBA: Yy I’ €ci
Ta Ha ekpaHi (Ha marepiam cepiany “Ulekcnip Ha HOBHH Jam”)»

% Rotthwell K. S. A History of Shakespeare on Screen: A Century of Film and Television. Cambridge :
Cambridge University Press, 1999.

?! Hikesnoieon — paHiii KiHOTeaTp, 10 OTPHMAB TaKy Ha3BY, OCKLIbKH BXi/l 3a3BHUail KOITYBaB
Hikesb (11°sTh 1eHTiB). Hikeno1eoHn nponoHyBain 6e3rnepepBHi MOKa3H 0HO- Ta IBOOOOIHHHX
(iTBMIB TPUBANICTIO Bijl 15 XBHJIMH /10 O/IHI€T FOIMHH, SIKi CYIIPOBOKYBAIUCS IPOIO Ha (OPTEMiaHO.
Jus.: Nickelodeon. Encyclopaedia Britannica. URL: https://www.britannica.com/art/nickelodeon-
motion-picture-theater.

2 Ny6inina O. Binbsm lexcrip: Made in Japan: Teopu B. Illekcriipa B exparisawisx Akipa Kypocasu.
Cnoso i uac. 2012. Ne 10. C. 24-35.
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choKycoBaHa Ha OCIiIPKEHH] IHTEPTEKCTYaIbHOI i CEMIOTUYHOI TpU
3 JIITepaTypHOI0 KJIACHKOI0.” VY Hilf mpoaHaTi30BaHO 3B 530K MiHi-
cepiamy  “ShakespeaRe-Told” (BBC, 2005) 3 xomemni€io
«[IpubopkaHHsi HOPOBIMBOI». ABTOpPKa BUSIBISE 3MIHHU, SKUX 3a3HAE
HIEKCIIPIBCBKUN TEKCT y XoAi KiHeMaTtorpadiyHol anamrarii, Ta
HaroJjouye Ha 0araTomapoBOCTi Cy4acHUX MPOYUTaHb aHIJIIHCHKOTO
JIpamMaTypra i THy4KOCTi TIepIIOTBOPY.

VYkpainceka pocmigaunsg O. baHapoBcbka aHANI3ye CIOKETHY
oprasizamilo KiHOCTpiuku iTamiiicbkux pexucepi I[laono i Bitropio
Tapiani «Llesap mae momepTu»™ Ta OEMOHCTPYE, SIK B KOHTEKCTi
aKTYQJIPHOTO COLIAJBbHOTO H MOJITHYHOTO IOUCKYPCY OHOBIIIOETHCS
aKcioyoriyHe 3By4aHHS MIeKcmipiBcbkol Tparenii «tOmiit Llezap».
XynoxHs iHTepnpeTauiss OpariB TaBiaHi po3riIAaeThCs K cripoda
HAOJIM3UTH 1 aKTyalli3yBaTH MOpalbHO-ETHUYHI Ta MOJITHYHI JUIEeMU
[excmipoBoro Tekcty. IlpukMeTHUMH prcamMu Ii€i ekpadizamii, Ha
nymky O. BaHapoBCHKOi, BHCTYNalOTh «CMHCIIOBA 0araTopiBHEBICTH
dineMy»” Ta «HEKOHBEHIIOHATBHICTH (DOPMH i KOMIO3MIi»,
3aBIAAKHA SIKUM HE€ TUIBKUA 3IIMCHIOETHCS €CTETUYHE OCYYaCHCHHs 1
peaizyeThes HeCTaH,Z[apTHI/II/I NPUHOM «CIOXKET Y CIOXKETI» (aKTOpaMI/I
€ CIpaBXHI yB’SI3HEHI, IO OTpUMAald [OBIYHE IIOKapaHHA), a i
BiZIOYBa€ThCSl KOHIENTYaJbHE TEPEOCMUCIICHHS KIACHYHOTO TEKCTY
Ta OHOBJICHHS HAPATHUBY TMEPIIOTBOPY.

[IpukmerHoro pucoro ekpanizanii Lllekcmipa, 3ailicHEHHUX
MPOTATOM TPHOX OCTaHHIX AECSATHUIITH, € OCyYacHEHHS SK OJHA 3i
CTpaTeriii HaOMMKCHHS JaBHIX TEKCTIB 0 CYJacHOTO PEIHITIEHTA Ta,
BOJTHOYAC. SIK TPOSB XapaKTEPHOTO JUIS MOCTMOJEPHOI XyIOXKHBOT
CBIIOMOCTI NMparHeHHsI CTBOPUTH CUTYAIiIO Iialory/TpH 3 KIACHKOIO.
CknagHo BHU3HAYMTH, sKa came 3 I'ec bapma Tpumae mnambMy
MEePIIOCTI B MpOIeci eKpaHHUX MojaepHizamii Illekcripa, OCKIIbKA
OCYYaCHEHHS 3[IHCHIOIOTHCS Ha PI3HUX PIBHAX. YTiM, aOCOIIOTHO

3 MNpanisnsnna JI. IllexcripiBcbka HOpoBIMBA: Y IT’€Ci Ta Ha ekpaHi (Ha Marepiani cepiany «lllekcrip
Ha HOBHH J1aj1»). 3akapnamcuvki ginonoziuni cmyoii. Yxropon : Bunasanunii 1im «I eIbpBeTHKAY,
2022. T. 2, Bun. 21. C. 243-248. URL: http://zfs-journal.uzhnu.uz.ua/archive/21/part_2/48.pdf.

* Banposcrka O. Cyuachpii Illexcrip: XyaosxKHs akciosoris Tparexii «FOuii Liesapy y kinoepcii
TTaono i Birropio Tasiani «I{e3ap mae nomeptn». Penecancui cmyoii. 2019. Bun. 31-32. C. 268~
282.

* 3a criosamu O. BanpoBebKoi, «CMHCIOBa GaraTopiBHEBICT (BibMy — eITi30]1 PO MepeTaMHHii
MOMEHT TIOJIITUYHOT icTOpii cTaposaBHbOro PuMy, mekcnipiBcbkuit MOTHB 60pOTHOM 3 TUPaAHIEIO,
cydJacHa peakTyaJi3alis IeKCipiBCbKOT XyT0kKHbOI aKCIONOTiT — MPUMYNIY€ i Iisaaya, pa3oM i3
pexucepaMy Ta aKTOPaMH, MiAKITIOUUTH CBITOTIISIAHI YSBICHHS i KyJIbTYpHUH (QOH y MOLIYKY
BI/INOBi/iel HA OCTaBJICHI MallCTPOM IUTAHHS PO MOPANbHUIA 1 moniTnaHKui BUGip». (Tam camo.
C. 282).

%6 Tam camo.
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OYEBHIHHMM, MOXKHA CKas3aTH, XPECTOMATiHHUM 3pa3KoM TaKoi
ekpanizarii moctae «['amieT» M. AnMepeiinm.

IlepmuM piBHEM MIXMHUCTEIHPKOI B3a€EMOJII B IiK eKpaHizarlil
TOCTaE 9aco-IIpOCTOPOBa TpaHcopMalis naHgmadry
IIeKCIipiBChKOT  T’ecH. TBOpIi  KIHOCTPIYKM ~ BJAAIOTHCS  JIO
OCyYaCHEHHS XPOHOTOIly IHEpIIO/DKEpeNa, M0  BiAYYBAETHCS
nepenycim Ha MaTepialbHO-TIPEIMETHOMY  PIBHI. [omii
CepeHBbOBIYHOT Tpareqii MEepeHeceHO B MOJICPHI30BaHMI CBIT:
CTyJeHT KiHomkomu ['amner moBepraeThes 10 Huro-Mopka, me minx
BIUIMBOM 3ycTpiui 3 IlpuBHAOM mparHe MNpPOSICHUTH 3araikoBi
obcTtaBHHH CMepTi cBoro Oarbka, micisa skoi OizHec («Denmark
Corporationy) mepeitmioB 10 pyk OatpkoBoro Oparta Kmamis. 11[o6
BUKPUTH 3JI0YMH JAsdbKa, ['aMieT BUKOPHCTOBYE BilleOapT-CTPIUKYy,
icCIIs eperyisiAy Kol BiiOyBaeThCsl HU3KA HELIACTb, 110 MTOJAI0THCS B
cydacHoMy cetuHry. Ilononiid, sikuii mnepexoByeTbesi y 1madi
I'eptpynn, rmHe Bim BumaakoBoro moctpiry, a Odemis Tone B
roTesibHOMY (DOHTaHI, OTOYEHAa peyaMmM, IO HaragyloTh Il Mpo
KOXaHOTO. Tparqua po3B’;13Ka ¢inpMy Hactae B ToTeNm «EJ’ILCI/IHOp»
M 9ac gyeni Ha pamipax Mik I'ammerom i Jlaeprom: oaepkumuii
nomcToro, cuH llonownia crpinse B I'amiera i3 micTonera, micis 40ro
3acTpenmoeThest caM. Tiero k 30poeto [amier mepen cMepTio BOMBaE
Knasnis.

3aHypeHHs B OCYYaCHEHMII XPOHOTOI CTpl'{KI/I BTIIOETBCA BiX
CaMoro mo4yatky (inbMy 3aBISKH Bi3yaIbHHM i 3BYKOBHM 3aC00aM.
®inbpM PO3MOYMHAETHCS TUTPAMHU-TIPOIOrOM: Ha TJi BEYipHBOI'O MicTa
3’ABISIIOTHCSI  HAllMCH  JKOBTUMH  JIiTepaMH, TyAe JiTaK, YyTH
HI/I(i)pOBI/II/I IIyM, 3BYKH aBTO, TPICKIT MOMIKOMKEHOT TeXHiKH. 3HoMKa,
HMOBIpHO,  3MIHCHIOETbCA  KaMmepolro, SKa  3HAaXOOUTbCA  Ha
[AaCa)XUPCbKOMY CHJAIHHI aBTIBKM 1 CHpsMOBaHa Bropy — Ha
XMapodoCH, WO MEPEXTATH PEKIAMOI0. Kamp 1: “New York City,
2000”* Kaznp 2: “The King and C.E.O. of Denmark Corporation is
dead”. = KaﬂpS The Kzngs widow has hastily remarried his
younger brother”® Kanp 4: “The King’s son, Hamlet, returns from
school, suspecting foul play...”

Te, o mepuri Kagpy KIHOCTPIYKHM CYNPOBOIKYIOTECS 3BYKOBHM
()OHOBUM IIyMOM TEXHIKH, CTBOPIOE€ €(EeKT YIi3HaBaHOCTI — CTa€

27 «Hvio-Flopx, 2000-ii pix».

28 . . . .
«Koponb i 20106null 6ukonagyuii Oupexmop kopnopayii «anisy nomep».

29 . . . 9
«Y006a Kopos nocniuHo sutiuna 3amisic 3a 1020 Mo100u020 6pamay.

30 . .
«Cun xopona, I'amnem, nosepmaemucs 3i WKOAU, NIOO3PIOIOUU HEYECHY 2PV ... ».
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OYEBHIHO, L0 MOZIl pO3roprarThcs B cydacHOMY cBiTi. Takwuii
aymanLHI/m MPUHOM O01pa3y MEPeHOCHTh HAC 10 iH(opMamiiHOI i
KOMII'IOTEpHOT  epW.  3ByKOBWII i  BisyalbHWII ~ CyNpOBIL:
MOTPICKYBaHHS ~ TEXHIKM, pEKJIaMHI  MOHITOpPH, XMapo4ocCH,
€JIEKTPOHHA ION-MYy3HKa — BCE 1€ HaJalITOBYE IJIsfAada Ha Te, IO
moJii, 3amporpaMoBaHi Ha3BOIO IMUpPOKoBimoMoi Tparexdii Lllekcrmipa,
BiIOyBaTUMYThCSI HE B TIOXMYPOMY CEpPEIHBOBIYHOMY IaHCBKOMY
3aMKy, a B MOJCPHI-30BAHOMY CETHHTY — CTaJIeBO-OETOHHOMY
METaIoJICi MOYaTKy EMOXH BUCOKHUX TexXHOJorii (aHri. hi-tech era).
Amnanisyroun crneuugiky ypOaHiCTMYHOro cepeoBuma y ¢inbmi
Ammepeiimu, O. JlerraTT 10X0auTh BUCHOBKY, 0 Hero-Mopk, i3 Horo
BHUCOYE3HUMH, OJHOTHIHHMH  OQicHUMH  OyHAiBIAMH,  CTaB
MeTadOopor0 MOHOTOHHOCTI M OE3TMKOCTI CYyYacHOTo CBITY, IO
BifoOpakae BTpaTy 1HAMBIAYalbHOCTI y HIBUIKO3MIHHOMY MiCHKOMY
npoctopi.’’ Takuii mpocTip, HA JyMKY JIOCIiIHHKA, CTA€ BAXKIHBUM
KOMIIOHEHTOM HOBOi KiHOIHTepHpeTamii MIeKCIipiBChKOI Tparemii,
OCKITPKM BIH HE TUIBKM KOHTEKCTyali3ye Momii, a W MiJACHUIIoE
3BY4aHHS OCHOBHHUX TEM I €CH.

[licast THTpiB, MO TOBIJOMIISIFOT npo cmepth ['amiera-
CTapIIOro, CIIAYIOTh Kaapu BeuipHboro Heto-Mopka, B sKOMy Jf0au €
HETIOMITHIMH, OJTHAKOBUMH TIIIOXOJaMH Ha Tl pyXoMHX CTpquK Ta
HEOHOBUX JITEP, MUTOTIMBOI peKIamu OpeHIIB 1 KOMIaHii, cepex
skux — “Denmark Corporatlon” 2 Bigrak y HacTymHOMY Kazpi
3’BIAETbCA METAJIeBa, Bi3yaJbHO XOJOAHA KOHCTPYKIIis IITA0-
KBapTUPH ITi€l Kopropamii i Tabaudka 31 CBITIOMIOMHAM HAITHCOM:
“Hotel Elsinor”. ITlocmimoBHe 3aHypeHHS B MicCIle [ii IT€CH K Ha
($oHIYHOMY, TaK 1 Ha Bi3yaJbHO-IPEIMETHOMY PIiBHSX MPOMOBHCTO
ameltoe He JI0 cepeHboBIUHOT JlaHii Ta kam’stHO1 dopTeni Enpcunop,
a 1o cydacHocti. Illo Ginpmn BaxkiamBo, crmepury l'amier HEeHamoOBro
3 ABNSETHCSA B KaJpi mocepen HbIO-HOPKCHKO1 BYJIHII, OOEpHEHHM JI0
rsiava, i JIMIIe Micis MPUOYTTS 0 TOTEI0 MU 0a9nMO YOPHO-O1IHiA
BiZieo3amnuc, siK BiH 4uTae QparMeHTH MOHOJIOTY i3 2 I[ll “I have of
late, but / wherefore I know not, lost all my mirth” ta “What a piece
of work is a man™.>*

*! Leggatt A. Urban Poetry in the Almereyda Hamlet. Shakespeare Studies Today. Aldershot, England :
Ashgate, 2004. P. 169-181.

32 . .
Kopnopayis «/laniay.

> «OCmanHim 4acom — cam He 3Halo 3 4020, — 5 BMpamue ycio c6olo acéasicmoy. (Iekcnip B. Tamier,
npuHy aatcekuit / Tlep. JI. I'pe6inku. lexcnip B. TBopu B mectu Tomax. K. : JIninpo, 1986. Tom 5.
C. 44).

34 «o 3a maticmepruii sumsip uonogik!» (Tam camo).
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MoHoOOr 3By4uTh Ha TJIi BilIO, SIKE € CBOEPLOHUM KOJa’KeM
300paXkeHb MUHO3aBpa, LIIOCTpAIlii, KaapiB OoMOapIyBalbHHKA, IO
3HHUIIYE BOPOXKY MO3MIII0, KapiB BUOYXiB, ypHBKiB aHiMarlii. Komax
CYNIPOBOKYETHCS  €JIEKTPOHHOIO  MY3HWKOI0. TBopmi  Qimbmy
BIAIOTHCSI IO TOETUKU KOHTPACTIB, KA € JIEHTMOTHBOM PO3IYyMiB i
BaraHb ['amiiera Ta HaCKpi3HUM HPUIIOMOM KiHOHApaTUBY CTPIUKH: 3
omHoro ©Ooky, «Ilo 3a waiictepanii BuTBIp dYonoBik! Skuit
HUIAXeTHUI posymom! SIkuit 6e3mexHuit xuctoM! Sk Bpakae i JUBye
JOLiIbHICTIO TocTaTi ¥ pyxiB! Jliero moniOHmit 1o anrena! Tsamoro —
mo OoxectBa! Oxpaca BcecBiTy! HaiinoBepmienime 3 ycix
CTBOpiHB!»>, a 3 iHIOro GOKy, KaApH IEMOHCTPYIOTb, IO CaMe
JIOAWHA € TBOpIEM KOH(]IIKTIB, BOEH, pyHHYBaHb. TyT i3 ycCi€r0
OUYEBHIHICTIO TMPOSBIAETHCS JAPYruWil  piBeHb  MIKMHCTEIBKOT
B3aeMoAii — Bi3yamizaulis BepOasbHHX 00pa3iB mepLIOKepena, fKa
CYIPOBOIKYETbCS ~ KOHLENTYaJbHUM  PO3LIMPEHHSM CMHCIIOBOTO
miarmazony.  CilaBHO3BICHa ~ amoJIOTeTHKA  aHTPOMO-IEHTPH3MY
(«HpOMOBa npo mocToincTBa JomuHu» Iliko nmemna MlpaHIlOJII/I)
ipoHiuHl amo3ii g0 sKOi 3By4arb y MOHOJI031 H.ICKCHlplBCLKOFO
npoTaroxicra, y ¢inemMi AnMepeday niaiaeTses MOBHIN 11€0I0TUHil
JIECTPYKLii, a[pke Bi3yaJlbHUH Psii IOCTA€ TYT SIK OBHE 3allepeueHHs
BepOanpHOTO. CMHCIIOBE PO3MIMPEHHS BigOYBA€ThCA  3aBISKH
JIOJTy YCHHIO KaJpiB, IO pENpe3cHTYIOTh HETaTHBHI pOsiBHU
UMBII3ALIHHOTO MOCTYITy MOCTPEHECAHCHHX EIIoX, 30KpemMa AKIICHTIB
Ha CaMO3HMIIYBAIBHHUX IisIX JIIOACTBA. B3aemomis mexcmipiBCbKOTo
TEKCTY 3 OCYYaCHEHHMM Bi3yaJbHHM PSAOM, IIOCHJICHA IOTY>KHUM
MYy3U9HUM e()EeKTOM, CIIPUSIE TOMY, IO TpoOIeMaTHKa TaMIIeTiBChKOT
(bmocoq)cm(m aBTopeq)neKcu BUXOJWUTH Yy 3HAYHO MIMPINY TUIOLIUHY
ICTOPHYHOT, HABITH LUBLII3ALIHOT IEPCIICKTHBH JTIOJCTBA.

3rofoM 3’SICOBYETBCS, IO Pa3oM i3 IVIsiadyaMy CBIM 3ammc Ha
Bifmeokamepi neperisigae i cam ['amner. Llei moctMoaepHuii KiHOTPOI
T JICTITIOE e(beKT MTYYHOCTI ¥  HEmpHpOgHOCTI  1H(POBOTO,
MIKCEIBHOTO CBITY, B SIKOMY HAOIIMKEHHS 110 JEOACHKOIO BlI[6yBa€TI)C$I
TINBKK uepe3 eKkpaHu i MoHitopu. Pozgymm [amnera, Buknaneni
Bi3yaJbHUMU 3ac00aMH, IepepuBae TeneOHHUN I3BIHOK i eKpaHHUI
OlTMit  1myM, IO  3arocTproe  MpoOjieMy  HEMOYyTOCTI  Ta
AHTUIPUPOAHOCTI KOMYHIKAII B Yac BIICOTEXHOIOTIH. XyTIOXKHS
Tpomika KiHOHapaTUBY B Wil ekpaHizamii «[amiera» BHcTymae sk
MOTY)KHUH CMHCJIOTEHEPYIOUH KOMIIOHEHT: BOHA IMPUBHOCHTH HOBI

35
Tam camo.
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MOTHMBH, 10 KOPETIOIOTh 13 BHKIMKaMH Cy4dacHOi 1M(pPOBOI
LUBLIi3amii.

VY crpiumi Maiikina Anmepeiian obpa3 i mpobmemu ["amitera, sxi
pelpe3eHTOBaHI Ha TJi BII3HABAHOIO HAMHM CBITy, IOCTalOTh
VHIBEpCAIEHUMH, 1 iXHS MPOEKIIS HAa OYyIb-Ky ICTOPHYHY H00Y
BUJIAETBCS LIKOM MOXIKBOW0. Jlancekoro mnpuHma [amiera
TpaHc(OpMOBaHO B TPEACTaBHWKA TOKOMIHHA X, CTyIeHTa
KIHOUIKOJIM, CHHA TOJOBH aMepUKaHChKOi  Kopropamii. Bin
CIPUMMAETHCS. HAMH SIK CYYacHHK: LIel e()eKT CTBOPIOIOTH, 30KpeMa,
Memia-Metaopu: Bieo3anucu, eKpaHu, (oTokaMepH, MOHITOPH
koMIT'torepiB. Jlokamizamis momid ¢iaTbMy BHCTyHa€ TEBHUM
Bi3yaJlbHUM Yy3arajJbHeHHSAM, aJpKe TJsAadi BITI3HAIOTh THITI30BaHI
JIOKYCH METarnoJicy: TepernoBHeHI aBTOCTPaad, OCTOHHI MOCTH,
Kopropauii, roremi Ta iHmi ONMM3bKI HOMY MOTEHLIHHI HPOCTOPH.
ITepenecenns moxmin IllekcmipoBoro «["amiteray i3 CepemHix BiKiB Y
mugpoBe XXI cTOMTTS CTHpae 9acoBy AWCTAHIIO MiX Cy4acHHM
TISa9eM | PEHECAHCHUM TEKCTOM, JIEMOHCTPYIOUH I103a4aCOBICTH
BTiIeHMX  bapmom  XyZoXHIX  CMHCIIB,  YHiBepCalbHICTh
MpOGIeMATHKH [Tl Oy b-AKOT'0 Hacy.

Crparteris peXHCEPCHKOro MAXORY [0 iHTepMeianbHOi pernpe-
3eHTalii HPOKOBITOMOr0 KIIACHYHOTO CIOXKETY, SIKa CIPAMOBYEThCS
Ha MiHIMIi3alilo BiJCTaHi MiX peHI/Il'IleHTOM 1 MPOTOTEKCTOM, MOXeE
OyTn Ha3zBaHa «KOHTeMIopapuzauis». I[li] KoHTeMmopapu3auUicro
TMPOTIOHYEThCA ~ PO3YMITH  CHELH(DIYHY — CTPATErilo  OCYd4aCHCHHs
YacOIPOCTOPOBHUX, KYJIbTYPHUX 1 CHMBOJIIYHMX KOOPIAHMHAT TBOPY-
nepIojpKepena, ska HE MNPOCTO HaONMKae KIACHYHUI TEKCT 0
IJIsia4a Ha piBHI BIII3HABAHOCTI peaiiil i KyJbTypHHUX KOIB, a POOUTH
HOro peseBaHTHMM BUKJIMKaM HOBOTO DELENTHBHOTO KOHTEKCTY. Y
dbimpmi Maiikia AnMepednn BHKOPHCTOBYETHCS TOBOMI PO3MAiTHI
apceHan MeNiiHWX TPUHOMIB, SKi yBHPA3HIOIOTH YHIBepCAJIbHICTH
po0JIeMHO-TEMAaTHYHOTO CHEKTPY IeKCmipiBchkoro «lamimera» 1
BOJIHOYAC PEIPE3CHTYIOTh MOT0 SIK FOCTPOAKTyaJIbHUH, CYTOJIOCHUMN
3aIUTaM Cy4acHOCTi TBIp.

JlOIUTBHICTE 3ampOBaPKEHHSI TEPMIHY «KOHTEMITOpapH3allisn» B
KaTeropiaJbHO-TCPMIHOJIOTIYHHN Te3aypyC IHTEPMEMIaTbHUX CTYIid
ILeTepMiHOBaHa motpeboro (hOKyCyBaHHS yBaru Ha HOTro HETOTOXKHOCTI
3 TEpMiHOM «OCYYaCHEHHS. KOHTeMnopapmaum nepe,u6aqae TaKi
napaMeTpd  MDKMHCTELKOI  B3a€MOAIl KiHO i JjiTeparypw, sKi
peanizyloTh ~ METAaTEKCTyalbHy (YHKIIIO —eKDaHi3allii CTOCOBHO
mepmiopkepena (To0TO aKTHBYIOTh IMIUTIIIUTHI CMHCIH), 3HAYHO
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PO3MINPIOIOT HOTO KOTHITHBHI, CYTeCTHBHI MOXJIMBOCTI Ta 3a
paxyHOK IHTEPMEIIATBHOTO TIEPEKOMYBaHHSI 30UIBIIYIOTH HOTO
CMUCJIOTBOPYHI TIOTEHITiall.

Jocnigaukn HEOZIHOPAa30BO  AKLCHTYBATM  yBary — Ha
MeTaTeKCTyanLHOCTl eKpaHisaiiii cTocoHO TBOpY. Tak, mpumipom,
®. JI. Canroc®® mpononye posrmsaatd 1 (inbMH He TiTbKH K
CaMOCTIHMI XyZOXHIM MaTepian, ame i fK 3acid perpeseHTarii
OPHUTIHAJIBHOTO TEKCTY, IIO JO3BOJISIE TIMOIIE 3PO3YyMITH OCHOBHI
NUTaHHA IIEKCHipiBChKoi M’ ecu. Ekpanizarmii cTaloTh MOTEHUIHHUMHU
JOKepellaMi HOBUX NPOYUTAHb KIIACHYHOTO TBOPY, OCKUIBKH HAaJiIEH]
METaTEKCTyallbHUM TOTEHINAIOM 1 PO3KpHUBAIOTh CMHECIIOBI HIOAHCH
OpHTiHANY, 3HAYUMI JUISI Cy4aCHOTO PEIUITi€HTA.

HogitHi kiHoamanTamii, 30kpema i ¢ineM M. Anmepeiian, He
TINBKM BiATBOPIOIOTH TEKCT IMEPLIOPKEpeNa MOBOIO KiHO, aje i
JO3BOJISIIOTH MOTEHIIITHOMY TJsi1adeBi MEPEOCMUCIHTH HOTO dYepes
NPU3MY CHOTOYACHHX KYJIBTYPHHX, COLIAIBHUX Ta ECTETHYHHX
ysBieHb. Y 2000 poui aBTopu (inbMy penpe3eHTYIOTH KIIOYOBI
€JIEMEHTH TIOCTUKH H_ICKCHipiBCLKOFO «amnera» (XpOHOTOH 06pa31/1
OKpeMi Koji3ii) yepes yrmi3HaBaHI Cy4aCHUM PCLUITIEHTOM Blsyam,}n
CMUCIIOBI Ta 3BYKOBI pIllIEHHs, PO3TOPTAIOYH TOAI1 cepel] AeKOopaIiid,
AKi 9iTKO 11eHTH}iKyIoTh nudpoBe XXI cromiTTs Ta enoxy odicis i
kiepkiB. Tak, mnpumipom, ymepumie npuBux Oatbka [amiera
3’SBIAETBCA HAa €KpaHI KaMep BiJCOCIIOCTEPEKEHHA Ta y
Bifgeo3anucax. [IpukmerHo, mo ¥ mij 4ac iXHBOI 3yCTpidi B KiMHATI
lamitera o TeNEBi30py TPAHCIIOIOTH KaIpH MOXKEXK, IO CUMBOIIIZYE
mocTiiiHe mnepeOyBaHHS JIOAWHH B iH(popmamiiiHOMy mmymi. Kpim
Toro, 6aunmo, sik Knapaiit, HOBUI «KOpOJb» KoMmaHii «/JlaHisy, nae
npec-KOH(EepeHIio il Chajaxw KypPHATICTCHKHX (oToKaMep, a
noxixg PopTiHOpaca MepeoCMUCIIEHO K KOPIIOPATUBHE MOTIIMHAHHS.

Hudposizamis ceTwHry, Bi3yalbHI Ta TPOCTOPOBI 3acO0H
TBOpPEHHS KiHOHapaTUBy (HOPMYIOTH HE TiIJIbKH (POHOBE MOJOTHO, a U
CTHJIbOBY MOBY (’meMy Ta HaCKp13H1 MeTadopH, 3aBISKH SKHM
TPOYUTYIOThCS XYAOKHI CMHCIM 1 YBUPA3HIOIOTBCA XapaKTepH
nifioBuX oci0. Y ¢inbMi Malike BiIICYTHS TPUPOHA TeH3aXHICT. Le
CIIpUMMAETbCS  SK CBiJOMa Bi3yalbHa apPTHKYJAIIS TE3W PO
mepeMory ImMBiMi3amii, ypOaHICTUYHOTO CBITY XMapodociB 1
KOMIT'IOTEPHUX TEXHOJOTd HaJ MNpPUPOJOI0, MPUCYTHICTH SIKOi Yy

3 Ferreira D. S. Holding mirrors up to Hamlet: what Franco Zeffirelli’s and Michael Almereyda’s
filmic adaptations of the play tell us about it. Rio de Janeiro : Universidade do Estado do Rio de
Janeiro, 2012.
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¢inpmi HapounTo MiHiMi3oBaHa. ClieHa Ha KIQJOBHUINI, y SKid
ymepiie 3’sSBISE€TbCA JaHAmadTHA MaHopamMa, MOXKE amellfoBaTH JI0
aKTy cMepTi sK nOii mpupomu. Y [bOMYy, AYMAETbCA, 3 YCIEO
OUCBHUJIHICTIO TIPOCTYIIAa€ TaKa BaXJMBa AaTPUOYTHBHA O3HaKa
KOHTEMITOpapu3allii, IK 3IaTHICTh €KpaHi3allii MPUPOIYyBaTH CMUCITH:
HOBUH (CydacHHWI) CEMaHTHYHHUH JIAHAMA(PT MPOAYKY€E HOBI CEHCH,
171€1 ¥ HaBITb MOTHBH.

[pukmerno Tte, mo Odemnis, fKa BTUIIOE MOBEPHEHHS JIO
npupond, y cueHi po3moBu 3 [lonoHieM 3amyMiMBO pO3IIsAae
KapTHHY, JIeé 300pakeHWi Jyic. YOpomoBk ychoro QineMy Ha Tl
MeTaJeBUX 1 O€TOHHMX ypOaHICTHYHMX IMEH3aXKIiB IOCTAIOTh
MOHOJITHI XMapOYOCH, JOBKOJIA IEPCOHAXKIB TOCTIHHO MHUTOTATH
mikceni ekpaniB i MoHiTopiB. CueHw, siki y Tpareaii Lllexcmipa manu
MicClle B PI3HUX JIOKalisX, y (iabMi 371e01IbIIOr0 BigOyBarOThCS B
KPUXITHUX MPUMIIICHHSX, 110 BiOOPaXkaroTh 130JIAIIII0 TIHOBUX 0Ci0:
odicHi kabiHeTH, KIMHATH JJIS TIEPETOBOPIB, TICHUH CAJIOH JIiTaKa.

Kontekcr kopropaTuBHOI AMEpHKH § €MOXH BHCOKHX
TEXHOJIOTi} YBHPa3HIOETHCS KOCTIOMAMH IepOiB — 0111 KoMipi, TeMHi
IMi/DKAKH, KPaBaTKH — Ta MiHIMATICTHYHOIO ONEpaTopChKOI0 POGOTOI0
3a/1 CTBOPEHHSI 3aMKHYTOTO i i30160BaHOr0 mpocTopy. Cuns i cipa
KOJNILOPHCTHKA  (iIbMy  BHUKIMKAa€ B  pEIHMIIEHTA  BIIUYTTS
CIIyCTOIIICHOCTI, BiZI0OpaXkae XOJIOMHUH 1 ITYYHUI CBIT MOHOJIITHOTO
MicTa.

BapTo 3ayBaxkuTH, O BiIA3epKalieHHS 4YH BiOOpakeHHS €
BOXIMBUM  BI3yaIbHHUM TPHAOMOM  KIHOCTPIYKH, CBOEPITHUM
MeAiyMOM IHTPOCTIEKIi IepcoHaxiB. BoHO peamizyerscs depe3
3aJy4eHHsl /0 KIiHOHapaTHBY pi3HOMAaHITHUX IIPEIMETIB: CKJIO,
eKpaHH, KoMl oTepH, ¢orokamepu «llomapoimy», aBTOBiAMOBinadi,
JKYYKH JJI CTe)KEHHS, BiIe0o3alucy W Bigeokoaaxi, pororpadii. Taxk,
TepuI HiXK BUTOJIOCHTH 3HaMeHUTHI MoHojor “To be or not to be”,
lamner mepermsimae Bimeo OyaaucTa, SKHM TIYMaduTh NPHHLIAI
«Oyt» (“to be”) sk yueHHs Mpo «B3aeMo-OyTm» (“in to be”), mio
YHEMOXITUBIICHO CaMOTHICTIO JFOTUHU B 0e3nynHoOMy
ypOaHiCTHYHOMY TPOCTOPi CY4aCHOTO MicTa.

3rogom MoHojior “To be or not to be” I'amiter mpomoBise
MOYMKH Yy BifieoOMara3uHi WIydu MiXK psiIaMH THUCKIB 13 MO3HAYKAMU
“Action” i “Blockbuster”. Inimm pa3om BiH neperisiae it mepeMoTye
BiJI€03aIHC CBOTO MOHOJIOTY.

Ha oco06muBy yBary 3aciyroBye crerudika iHTepMeIiaabHOTO
TepeKoayBaHHs crieHH «MurmmonoBkuy. [I’eca B meci («YOHUBCTBO
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I'oH3aro») momaeTbcsi HE AK BUCTAaBA MAHAPIBHUX AaKTOpiB, a SIK
BimeoapT-CTpiuka, 3MOHTOBaHa camuM ['amietom. I[Ipum 1BEOMY
CTBOPEHUH MPOTATOHICTOM BiJICOCIOKET BKITIOUAE Pi3HOPIAHI, CYTTEBO
BiZIMiHHI 332 TOHaJBHICTIO U KaHPOBO- -CTHIIICTHIYHUMH napamerpamu
(bparMeHTH 30KpeMa KaJpu CIMEiHOi XPOHIKH, SIKi IHTHMI3YIOTh
XYAOXKHIM  HpOCTIp  «MHUILOJOBKW» 1 CIYI'YIOTb  IOTYXHUM
petpancasTopoM emoriid ['ammera. Ctpiuka « MUIIONOBKay — HIMHA
(GUIbM-KONaX, SKHHA KIHOIIEPCOHAXX CTBOPIOE NIISIXOM MOHTAXY
dparmenTiB iHmmX Kinemarorpaiunux TBOpiB. Moro Bineo e mumre
BiJ0OpaXkaroTh BHYTPIIIHIN CBIT, a ¥ BKJIIOYAIOTh 00pa3u JroaeH, sKi
MaloTh JJI1 HBOTO OCOOJMBEe 3HauYeHHs, 30kpeMa Odeii, marepi i
6aTpKa.

IO. Ixx. Ko Haromomrye, 1110, CTBOp}O}OHI/I Bigeo, I'amirer
BHXOJIUTh 32 MEXKi BepOANbHOrO BUPAKEHHS. e nanae expamisanii
JOJATKOBOI IPOHIYHOCTI 3 OIVISAY Ha PeIUIKy LbOro TIepost B
meKcIipiBcbkoMy opuriHaii: «CrmoBa, cioBa, cjoBa». [lpwHIT
CTBOPIOE BIIACHY BIZIEOCTPIUKY, $SKa B KOHTEKCTI IM(poBizarii
nouaTtky 2000-X pOKiB CTae HE JUIIE CITIOCOOOM CaMOBUPaXKEHHSI, a 1
MapKepoM ]_LITy'{HOCTl CBiTY, B sAKoMy BiH mnepeOyBae. Takuit
PEKMCEPCHKHIT  XiI KOPEIIOETHCS 3 TOCTMOJECPHHM  KOHICIITOM
rineppeajgbHOCTI, JIe¢ CHMYJSKD HE TPOCTO IMITYe peajbHICTh, a
3amimye ii. Toxx Mmoxkna morogutucs 3 FO. k. Ko, Ha nymKy sikoro,
ekpanizamii  «['ammera»  PO3MWMPIOIOTE  CMHCIOBHH  MPOCTIp
KJTACHYHOTO TEKCTY 1 (paKTHYHO 3IHCHIOITE HOro IepeKolyBaHHS,
IO 3HAYHO HOIIHOMI0E 3MICTOBY IHTEpHpPETALil0 MIEKCHIPiBCHKOIO
TBOpY.”

OKle lamnera, n0 nyONIOBaHHSA-BIATBOPEHHS pEANLHOCTI
BHaeThea i Odenis. 3amobnena B muctentBo ororpadii amaTopka,
BOHA 3aMICTh JKMBHX KBITiB HOCHTH i3 COOOIO TOJApOimHi CBITIWHU
¢ianox i crokpoTok. [IprkMeTHO, 10 CTBOpEHUH B ekpaHizarii o0pas
Odemnii HabyBae HoBUX BuMipiB. Hocmiganug A. K. Pykc Bkasye, 1m0
¢ueM He crigye ycraneHid mpakTaui, 3BoAsuu Odenio 10 cyTo
TpariyHoro obpasy, a, HaBIaK, HaAa€ 1 MOTYXHOTO iJICOJIOTIYHOTO
MOTEeHLiaNy, SKUHA JO3BOJIIE TEpOiHI KOHKYpPYBaTH 13 caMuM
I'amnerom.

37 Ko Y. J. The Mousetrap and Remembrance in Michael Almereyda’s Hamlet. Shakespeare Bulletin.
2005. Vol. 23. No. 4. P. 19-32.

** Ibid.

¥ Rooks A. K. The “New” Ophelia in Michael Almereyda’s Hamlet. Literature/Film Quarterly. 2014.
Vol. 42. No. 2. P. 475-485. URL: https://www jstor.org/stable/43798981.
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k. OyeHC  po3risimae 10 KiHOBEPCilO B KOHTEKCTI
iHTepnpeTauiﬁHHx aCmeKTiB, M0 BHUHUKAIOTH TIPH  YHATaHHI
OpI/IFIHaJ'ILHI/IX TEKCTIB Yepe3 Mpu3My ixHIX KiHeMmaTorpagpiqHux
amanrraniii.* Bona 3a3Hauae, 1mo, TONPY JesKi HE3HAUHI TOMOBHEHHS,
Anmepeiina, 30epiratoun MoBy Binbsima Lllekcnipa, 3Ha4HO CKOpoUye
TEKCT MTOPIBHIHO 3 OPHUTIHAIOM, iHOJII 3MIHIOIOYH TOCTITOBHICTE (hpa3
1 TMOpyIIyrouu norquy CTPYKTYpy HEpUIOTBOPY. Ho mepemiky
PEKUCEPCHKHUX  BIICTYMIB  BiJ MEpIIOTBOPY CIIJ TaKOX JOAATH
BIWUIyYEHHSI OKPEMHX CLEH 1 MOHOJOTIB, CKOPOYEHHS Mepeliky
nitioBux oci6. Tak, 30kpema, @opribOpac y ¢inemi M. Anmepeiinu
HE 3’ABJSIETHCS HAXKUBO: MPO HHOTO IVISAA4i AI3HAIOTHCS YU TO 3
PO3MOB IHIINX T€POIB, YH TO 31 MITATBT T'a3€T Ta BUITYCKY HOBHH.

Tropii (GiIbMy 3aKJIaIAI0Th IHTENEKTYaIbHO-ITPOBI KOMIIOHEHTH
i ;perani, sSKi BUKIMKAIOTh Bay-e(eKT BiJl IXHbOro po3kogyBaHHA. Lle
MOXKHAa BBaKaTW TPeTiM piBHeM MDKMHUCTEIBKOI B3aeMoAii, IO
peanizyeTbea SIK IHTEPTEKCTyaJ bHHI/IHTEpMEeMiampHuiA mianor. Y
cTpiulli AnMepeiinn mix 4Yac TOro, sk [‘amieT BHUTOJOmIIye CBId
MOHOJIOT, Ha €KpaHaX TpaHCHoeTbed ¢inbM  «Bopon 2: Micto
anreniBy (1996) — mponoBxkeHHs KiHOcepiany «Bopon», y skoMy
TOJIOBHI Tepoi 30MparoThcs IMOMCTUTHCS 3a 3arnOJIMX Ta HABECTHU Jal
y cBiti. IlocTMomepHicCTCEKa Tpa PO3MPOCTOPIOE TEPETPOUNTAHHS
I’ ecH, MPUBHOCSIH JTOJTATKOBI aJIf031iHI KOHTEKCTH W PO3TaTyKYIOUH
ii inTeprperauiiinuii i peuenTuBHMi mnoTenmian. Tak, y (1)1J'IBM1
«Bopon» po3moBifaeTbes Nerenaa mpo nraxa, IKui 3adupae gy 1o
KpaiHM MEpTBUX, aje 3JaTHUH BOCKpELIaTH THX, XTO 3ardHYB
Tpariuno. Tpariyaa cMepTh TOCTa€ SK MNPUYNHA 3aHETIOKOEHHS
MOMEPJIOTo, SIKMH OTPUMYE BiJl BOPOHA IIAHC BUIPABUTU CUTYALIIO.
s amo3is Bimcuiiae yBaKHOTO penuiieHTa a0 obOpasy [lpuBunma
Oarpka ['amimera Ta BIUCYETBCS B IHUCKYPC CEPEAHBOBIYHOTO
MUCIICHHSI.

B ommiit 31 cmen 0aunMo, SK Ha MOHITOpi [ amieroBoro
KOMIT'I0Tepa 3’ IBJISIFOThCS Kaapu i3 cepoM Jlxonowm [Miryaom y podi
l'amnera, sxuii Tpumae B pyui yepena. Kaap, y skomy Odenist mictae
i3 CyMKHM TYMOBE KadeHs, BiJICHIIa€ TIsmadiB 10 (iHCBKOI Bepcil
«amrneray Axki Kaypicmsaki «lammer ime B OizHec» (1987), me
KrnaBziif KOHTpOJIIOE KOMIIaHif0, 10 BUXOJWUTh Ha PHHOK T'YMOBHX
ka4yok. DakcuMinbpHUE anapat, skuii Mu Gauumo B kimHaTi ['opario,
HazuBaeThest «O3piky, 1 Ie aneNtoe 10 JOCBiMy TIISadiB, SKi 3HaOMI

* Owens J. “Images, Images, Images”: The Contemporary Landscape of Michael Almereyda’s Hamlet.
Interdisciplinary Humanities. 2003. Vol. 20(2). P. 21-27.
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13 HlexcmipoBuM TBOpoM. L{ikaBUM peXHCEPCHKAM PIIlICHHIM ITOCTAE
1 perpeseHTartis 3acianas ['amiera. Y ¢imemi M. AnMepeiinn BiH
Mae mpuOyTH 10 AHTIIT JITaKOM, Y YOMY IPOTJISAA€ThCS 3aCHOBaHA
Ha QoHeTHuHil moaiOHOCTI rpa chiB: y m’eci Lllekcmipa nokaris
4eTBepToi ciieHu [V akTy BU3Ha4aeThes K “a plain in Denmark™, Tox
y KIHOCTpIYI «TaHChKa piBHUHA» (aHTI. plain) TpaHCcHOpPMYETHCS B
«iitak» (aHri. plane).

IMocT™MozepHa rpa Ha TEKCTOBOMY PiBHI CBiJOMO 30epiraerhcs
TBOpISIMA ~ QinbMy 1y QOpMyBaHHI MOBJIEHHEBOI MaliTpu
KiHOHapaTuBy. Y  Mi3aHCIEHAX  KOPHOPAaTUBHOI  AMEpHKH
BUKOPHCTOBYETBCS ~ aQHTJIIMCbKa MOBa  €JIM3aBETHHCHKOI OO
(opurinan Illekcmipa), ame He3piAka BiAIyBaeThCs (HOHETHIHA
MOJIIOHICTh 10 MOBJICHHS Cy4acHHX aMepHKaHiliB. KiacuyHuil TeKcr,
K TPaBWJO, IIOCTa€ B MPOMOBaX IMEPCOHAXIB y HE3MiHEHOMY
BHIJISINI, a TIOBIJOMJICHHS, SKI BiATBOPIOIOTHCA (haKCHMUTEHUMHU
MalMHaMH, € (parMeHTaMi MOJICPHI30BAHOTO CHHOTICUCY KITFOUOBHX
nepurertiii. CueHa, y skiii rpobap criBae psyaku micHi boba Jlinana
npo po3uapyBaHHs ¥ ek3ucteHuilini momyku “All  Along the
Watchtower”, BodeBHIb, € TPOSBOM acoOI[iaTUBHOI TpH 3
perumieHTOM. BXKJIameHi y BycTa IIhoro mepcoHaka cioBa “Said the
joker to the thief / ‘There’s too much confusion / I can’t get no
relief* Kopemmon) 1 3 XapakTepom HIGKCHlplBCbKOFO MOTHJIbBHUKA-
dimocoda, i 31 CMHCIOM HOTO MPOMOBH TPO CYETHICTH JIOJACHKOrO
OyTT, | HABITH 13 EK3UCTEHUIHHIMH pedrekcismu camoro 'amera.

Y KONMaxyBaHHI CLEH i 3MiHi OPHIIHAIBLHOTO MOPAIKY PEILTiK
MPOCTEKYEThCS ~ MOCTMOJEPHICTChKAa  ipoHis. TBopui — Qimbmy
«TIPALIOIOTHY 13 MEKCHIPIBCHKUM TEKCTOM TaK caMo, SIK IXHIH repoi
lamner i3 MOHTYBaHHSIM CBOIX BiJleo, J€ BiH IMOEIHYE BIACHI
Bimeo3amucy, (QparMeHTH KiHOXpOHIKM Ta aHimarii. [IpumipoMm, y
¢iTeMI BIACYTHI CIEHHM TPHOYTTS aKTOPiB, po3MoBH l'ammera 3
rpobapsamu, MYHKTAPHO OKPECIICHa CIOKETHA JiHiA <DopT1H6paca
Cruxisi KOMIYHOrO, sKa peam3yeTbc;1 B Tekcri «[amueray
31e01IbIIOT0 Yepe3 KanaMOypH, TPy CiiB, TYT 3Be€AeHa 0 MiHIMyMYy.
Tox, sk OaduMo, OOpaHa pEKUCEPOM CTpaTeris penpe3eHTallii
HJeKcnipOBoro CIIOBAa JIEMOHCTpY€ I103a4aCOBY YHiBepcaJ'IBHiCTB
cmuciiB Benukoi Tparenii. Ilpexcrasieni B HOBOMY 4acompocTopi
PANKA TEeHIiaNbHOTO TEKCTY HE BHIVISIAIOTH aHAXpPOHI3ZMOM:
30epexeHHs TMOSTHYHOI (OPMH KIFOUYOBHX MOHOJIOTIB OpHTiHATY

41 : P M 0 "
«Ckazas ACapmiBHUK 3n00iesi: "3anaomo bazamo nIymaHuHu, /A e MOIHCY 3HAUMU NOJIECULEHHA ™).
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CTBODIOE HABAMBOBWXKY ILikaBUi edekr. DyHKIisT MOBIECHHS B
KiHOHapaTHBI He OOMEXY€ThCI KOMYHIKAaTHBHOIO — CKJIAJOBOIO,
OCKIJIBKH 3aBAAKH 30€pEeKEHHIO i TOYHOMY BiATBOPEHHIO 3HAYMMHUX
(parMeHTiB TEKCTy Tparenii TBOPLSAM (ilbMy BAAETHCS AOAATKOBO
PO3LIMPHUTH TOPU30HTH PELIENTUBHOTO TOJIS.

IlepeHeceHHs NPUABOPHUX IHTPUI Y CBIT Cy4YacHHUX HbIO-
WOPKCBKHUX KOpIOpaliif, AKuid 300paXKeHHWH TilmepaeTali3oBaHo,
BUKOHY€ JEKiJIbKa BKpail BaxIuBHX (QYHKIiIH. OcydacHIOIOUYH
XpOHOTOM, TBOpLi (iIbMYy JIEMOHCTPYIOTH YHIBEPCANBHICTH i
[103249aCOBICTh  MPOOJEMHO-TEMAaTHYHOTO  cnekTpy  «['amieray.
Bizyanbanii ¢oH, Ha SKOMYy po3ropraroThest komizii IllexcmipoBoi
Tparenii, CTBOpIO€ e(EeKT TIICHXOJOTIYHOI CITyCTONIEHOCTI U
CaMOTHOCTi, L0 pEe30Hy€ 3 YMOHACTPOSIMH CY4YacHOi JIIOJMHH,
3aHypeHoi B Oaiiaysxuii 1o Hei ypOanicTuuHMid npocTip. CTBOPIOETHCS
Bpa)XCHHS, IO CEped BEIMYE3HOI KUIBKOCTI ITM(PPOBHX 3aco0iB
KOMYHIKamii ¥ MeIiHWX MpeaMeTiB, SKAMH IIePETIOBHEHE >KHUTTS
CIIO’KHBAIBKOTO CYCIIIBCTBA, HE 3AJUIIAECTHCS MICISI JUIS JIFOJCBKHX
eMOLli{, TPUPOAHUX BIAYYTTIiB 1 BCHOrO TOrO, IO POOHTH JIOJAMHY
monuHolo. Iloka3oBMMH B IIbOMY CEHCI € CIEHM 3aru0eini repois.
Cmepts Oderii, sxka BimOyBaeThcs B MyONiYHOMY MicHi (ZIiBUMHA
TOHE y (POHTaHi, pO3TAIIOBAHOMY B TIEPEIIOBHEHOMY JIFOJIbMH TOTETI),
3anuiiae GalayKUMH CBiKiB TpariuHoi moaii. dyens mix JlaepTom i
lamnerom crtae 00’ekTOM KiHO- U ()OTO3MOMKH, HAraaylodd Ipo
amMopaibHi IPAKTUKU CYYacCHUX Marapari.

HITy4HICTh MEramoJliCHOr0 CepeIOBUINA IPOSIBISETHCS AK Ha
Bi3yaJIbHOMY PiBHI, TaK 1 B AifX mepcoHaxiB. Odernis, siKka MpoTAToM
ycboro (inbMy OTOYEHA IITYYHUMH BOJHHMH 00’€KTaMu (BOAOTpai,
OaceiiH, poToximMikaTH), TOHE HE B Pivlli HA CAMOTi, 2 B TOTEILHOMY
(doHTaHI 3 peyaMu, SAKi HAraAyroTh i Mpo KoxaHoro. Y (iHambHIN
CIIeHI Ayelni, 3a AKOK CIIOCTEPIraloTh JKypHANICTH U (QiIbMYyIOTh Ha
Bimeo Ta dQorokamepu, Jlaepr yOmBae I'ammera HE OTPYEHOIO
pamiporo, a rpyOuM mocTpiioM i3 microsera. OTxe, B yMOBax
nupOBOro MPOrpecy i CTPIMKOro NUBLTI3AIITHOTO OCTYITY JFOAMHA
1o30aByieHa MOPAJbHUX OPIEHTUPIB: TOTEIBHUI HEPCOHAN HE PATYE
Odenito Bim camoryOcTBa. J'IaepT BIIKPUTO TMOpYIIy€ MpaBuiIa
YECHOT'O TOEIUHKY, TIONPHU MPUCYTHICTh YMCICHHUX CBIJIKIB, 1 HIXTO
HE HaMaraeThCsi CTPUMAaTH HOTO Ta BPSATYBATH «IIPUHIIA» KOPIIOpaii.

[IpukmeTHOIO cTparterier, sKy BTiMOoe Maiikn AnMepeliza Ha
TN MoJepHOro MaHrerTeHa, € MakCHUMaJbHE HaOIMKEHHS
MEPCOHAXIB A0 TOTEHHIWHUX PEUUIIEHTIB. ABTOPH CTPIiUKH
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MPONIOHYIOTh CBiii BapiaHT pemnpe3eHTalii KiacHYyHUX oOpasiB. B
ananTamii 2000-To poky 3MiHEHO MOI00Y MEePCOHAXIB, 3A€OLIBIIIOTO
JIPYTOPATHUX, — CTaTh, CTATYC, i 3aHATH, — MPOTE 30€peKEHO TXHIO
¢ynkuito. Tak, o0pa3 conmata Mapremia NEPEOCMHCICHO K
Mapuenny, aiBunny ['opamio, a Kamitan apmii @oprinOpaca mocrae
CTIOApPAECOI0 B JIiTaky A0 AHDII. Takwil peXMCepChKHHA MPUHOM,
BOYCBHU/Ib, CIPIMOBAHWN Ha 30epeXeHHs (QYHKIIIOHATBHOI PO
JIPYTOPSITHUX TEPCOHAXIB IT’€CH B YII3HABAHOMY JJISI CYy4acHOT'O
pelMITiEHTa KOHTEKCTI.

OTxe, IUIKOM MMOCTMOJIEPHA KiHOBEPCisl Halae TIsaadeBi HOBI
KITFI0Yi OCMHCJICHHS IIIEKCHIpiBChKOTO TekcTy. Bona 30epirae
OpWTiHANBHI iaJIOTH, ajJe€ HAKJIamae CydacHi JIeKoparlii, 30KpemMa
npuBux  Oarbka [amiera  3’sBIsETbCS HAa  CKpaHi, MOAil
PO3rOPTAIOTECS B €MOXY BHCOKMX TEXHOJOTiH, BHUMAajbOBYETHCS
KOHTEKCT KoprmopatuBHOi Awmepuku. Llg crTpiuka € crpoboro
ajanTyBaTH peamii ApaMd 10 CY4YacHOCTI, BOAHOYAac 30epirarouu
MpoOJIeMAaTUKy MIEKCIIPIBCHKOTO TBOPY Ta TJI00alIbHICTH MOTO
3agymy. Takuii migxin BunpaBaaHuil yHiBepcanizmom B. llekcmipa.
«Posropranns ramMIeTiBCEKOrO AMCKypCy, — 3asHadae H. Topkyr, — B
TMEBHOMY COLIOKYIBTYPHOMY INPOCTOPI HEPIZKO CYHPOBOIKYETHCS
aKTyali3alliel0 3aKIaJieHuX Y MIeKCIIPiBCbKOMY TEKCTI BIYHHX
CMHUCIIB, 1HTeHc1/I(’101Kaule}o TUX MHUCIEHHEBUX npouecm 1110
CIIPAMOBAHI HA YCBiTOMJICHHS 3arpo3 i HeGe3mek ChOrofeHHs». "

®dinmeM  1M030aBNEHUN CEepPeNTHBOBIYHMX aTpHOYTIB, 30KpeMa
TPaIHMIIIHHAX KOCTIOMIB 1 apXiTEKTypHOTO aHTYPaXKy, IO IiIKPECITIOE
yHiBepcanbHiCTh aApamaryprii Bimpama Ilexcmipa. Mopaephizattis
00pa3ziB 1 MpOCTOpY 3acBiuy€e aKTyaJbHICTh KIACHYHOTO CIOXKETY B
cyuacHHX yMoBax. KiHocTpiuka mpezacraBisie cBOEpiiHy TpaHchop-
MaIlil0 CepelHBOBIYHMX peaiii y Cy4acHWHl KyJIbTYpPHWUH CETHHT,
TPAHCIIOIOYH TP [[bOMY aBTOPCHKY KOHIICTIIIIO Ta KIFOYOB1 CMHCITH
OpHTiHABLHOTO TeKCTy. [lompu ocydacHEHHsT Ta BHKOPHCTaHHS
MOCTMO/ICPHICTCHKUX ~ iHTEpHpeTanii, ¢ineM 30epirae TIHOMHHI
CEHCH IIEKCHIPIBCHKOI Tpareii, Xo4a HAaBaXUMOCS MPUIYCTHTH, 110
JUIs  OUMBII  TIOBHOIIIHHOTO PO3YMiHHS TIIsJadeBi HEOOXimHe
3HaHOMCTBO 3 MEPIIOHKEPETIOM.

be3symoBHO, Take pillIeHHS MMOCTAHOBHHKIB, A€ XyMOXKHIH CBIT
«HAKIIAJICHO» Ha CcyuyacHuid, HaOmmxkae cinoBo B.Illekcrmipa g0
CHOTOHIIHKOTO TAsAa4a. 3a cioBamu O. [IpoHKeBHYa, «BTATYBaHHS

*2 Topkyt H. Famyetsm: ykpaiHcbka Bepcist (IIpONeroMeHH 10 AUCKycii). Perecarcui cmyoii. 2015.
Bum. 23-24. C. 149.
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o0pazy Ta TEKCTIB ApaMarypra B lHILyCTpHO TOMYJISPHOI Ky/IbTYpH
noseprae “cnpaskuporo” Ilexcripa, pyiiHyioun BaXKy akaaeMidHy
aypy, sKa Bimgainse Horo BiJ MPOCTUX CMEPTHHUX 1 MEPETBOPIOE HOTO
JIOPOOOK Ha BJIACHICTH OOPAHOT0 KOJIa 3HABIIIBY.

Takum 4yHMHOM, KiHOEKpaHi3allis meKCIipiBchkoro «['ammeray €
BOJHOYAC 1 MHCTEIBKOI CIIPOOOI0 OCSTHYTH CEHCH APaMaTHIHOTO
TBOpY, 1 CBOEPITHUM [iaioroMm ii TBOPIB i3 cydacHicTio. Brmache, 1i
JIBa TBOPYi IMIIEPAaTHBU 1 BUCTYMAIOTh aTPUOYTHBHUMH O3HAKaMH
KoHTemmnopapu3auii. @ineM Maiikia AnMepeiiin, B SIKOMY 3MiHEHO
4acONpPOCTOPOBI MapaMeTpu IEepIIopKepenia, HallIeHUH MOTYXHUM
MTOTCHITIAJIOM 1HTEpIpeTaIlii CMHCIIB, aKTyalbHUX I TIsAgada, Ta
YBUPA3HIOE 3arajbHONIONCHKNN, YHIBEpCANbHUN 3MICT Tparemii.
«O0pa3oM-CUMBOJIOM, SIKMW BTUTIOE CTaH KPU30BOi CBIiJOMOCTI,
CBO€pi,Z[HI/IM [03a4acOBUM KOJOM 3axiJHOi KynLTypHO'f napajurmMu
TpaauIliitHO BBAKAETECA l'amner — repoit O,HHOI/IMCHHOI Tparemii
Bineama Illexcripa».** Jlo mepenpountaHHs m’ecH aHIIiHCHKOrO
KJacuKka Ha eKpaHi pexXucep [OJaB OKpPeMi aKIEeHTH, 0
MOJICPHI3YBaJIX Ta JIO3BOJIMJIM  YBUPA3HUTU 1i OCHOBHI ijeli,
30epiraroun npu - 1bOMy He3MiHHOIO  CcyTh.  IlekcmipiBepkuid
MIEPIIOTBIP Y IiH eKpaHizalii 3aHIIaeThC CMUCIOBOIO JOMIHAHTOIO.

Bapro Bim3HauuTH, IO JOCHTh 4YacTo KiHeMaTorpadiuni
ananrariiii «['amueray 3’SBJISJIMCS B KPU30BI MOMEHTH 1CTOPIT, Iij| 4ac
eMoXanbHUX 3pymleHb 1 LiHHICHUX TpaHchopmamid. Dinmem
M. Anmepeiinn, mo OyB cTBopeHHil Ha modaTky XXI cr., Takox
BUSIBUBCSI CBOTO POJTy MOTIEPEHKEHHSM, 3aCTEPEKESHHAM 1, O TIEBHOT
MipH, HaBiTb IPOPOLITBOM. AHam3y10qn 110 KIHOBepCIIO
K. d)ezu:[epCOH ta Jx. M. Pl‘{ap,HCOH PO3IIANAIOTH i mig goBOJIL
HECTIO/IIBAHUM KYTOM 30py (KOpelsilii KiHOHapaTUBY 31 3pYIICHHIMHU
B MAcCOBIH CBIIOMOCTI, cliprarHEeHUMH TepakToM 11 BepecHs 2001 p.)
Ta TPOCTSKYIOTh BIUIMB JUCKYpPCY TpPaBMH Ha 1HTEPIPETAIIIO
KJIACUYHOTO TEeKCTy. BOHH, 30KpeMa, TMOpYNIYIOTh NMUTAHHS: SKUM
YUHOM TIEPEHECEHHS BIHHU «y CHUMBOJIYHY cepy, Je MPaBHIOM €
BUKJIMK, PpEBEpCisl Ta TMEpeBEpLICHHs», BIUIMBAE Ha MeEXaHI3MH
iHTeprpeTanii KyabTypHux apredakrtiB? Ha ixHro MymKy, TEpakTH B
Hero-Mopky 11 Bepecas 2001 p.  cnpoBOKyBamM  TIIHOOKHIN

* Mpouxkesn O. lekcrip i monyaspua Kynsrypa. Ulexcnipiscokuii ouckype / ron. pen. Topkyt H. M.
Banopixoks : KITY, 2010. Bum. 1. C. 271.

* Yepusik 0. Akcionoriuna cemaHTHKa 06pasy ['amieTa B KOHTEKCT] CMICIOKHTTEBHX MIOLIYKIB
cydacHocTi. Penecancni cmyoii. 2010. Bun. 14-15. C. 6.

* Fedderson K., Richardson J. M. Hamlet 9/11: Sound, Noise, and Fury in Almereyda’s Hamlet.
College Literature. 2004. Vol. 31. No. 4. P. 150-170. URL: https://dx.doi.org/10.1353/1it.2004.0053.
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CUMBOJIIYHUH PE30HAHC, IO BUKIMKAIO TEPMEHEBTUYHHN 3JIaM Yy
CIIPUMHATTI KyJBTYpHUX 00 €KTiB, 3MaTHHUX YBIUTH 1O HOBITHHOTO
HaparuBy. llicms momit 11.09.2001 ¢dimem M. Anmepeiinn HabyB
IHIIIOTO 3MiCTOBOTO HAINIOBHEHHS, SIKE, MOJJIMBO, IMILTIIIUTHO OYJ0
3aKIIaICHe PEXHCEPOM y CEMaHTUYHY CTPYKTYpY 3a piK O Tparemii.
TpanchopmoBaHHUil CHMBOII3M HBO-HOPKCHKOrO IPOCTOPY 3yMOBHB
3MiHY aKIEHTIB y CHPHIHATTI CTPIYKH: JOMIHAHTHOIO CTama He
TIIBKH 0CcOOMCTa, BHYTPIIIHS MapaHos TOJOBHOTO Tepos, a i
30BHIIIHIA, MTyONiYHUH, TEOMONITHYHUN BUMIp eK3HCTEHLIHHOT
3arposu.

Omxe, kinodineM «["amirer (2000) pexucepa M. AnMepeiinm €
OpUTIHANBHOIO PEMPE3CHTAIIEI0 XYIOXKHIX CMHCTIB OJHOWMEHHOI
m’ecu B. llekcmipa, siki MalOTh YHiBepcaJdbHUI XapakTep, i BOJHOUYAC
HaOyBalOTh TOCTPOAKTYQJIBHOTO 3BYYaHHS B COLIOKYJIBTYPHOMY
KOHTEKCTI TOCTIYyTeHOEpP3bKOi emoXw. Y pe3yJbTaTi JOCIHiIKEeHHS
3’SCOBaHO, IO BTUICHHS 1/€d JiTepaTypHOrO MepIiopKepena B
KiHOHApaTHBl 3MIMCHIOETHCA 32 JOMOMOTOIO CTpaTerii KOHTeMIIopa-
pu3awii, sKa peami3yeTbcs uepe3 OHOBJICHHS YacOMpPOCTOPOBHX,
KyJIBTypHUX 1 CHMBOJIIYHHX KOOPJAWHAT KIACHYHOTO TBOPY Ta POOUTH
HOTO perleBaHTHUM BUKIIMKAM HOBOTO PEIENTHBHOTO KOHTEKCTY. B
mporieci KOHTEMIIOpapu3aIlii 3aisHi Taki mapaMeTpu MiKMUCTEIBKOT
B3a€EMOJIIi KiHO W JIiTepaTypH, SIK: Y4acCONPOCTOPOBAa TpaHC(HOpMAIis
naHamadry, Bizyamizauis BepOaabHUX 00pasiB, 0 CYNPOBOIAKYETHCS
KOHIIETITYalTbHAM ~ PO3IIUPEHHSAM  CMHCJIOBOTO  Jiala3oHy, Ta
IHTEePTEKCTYaIbHUI/iIHTepMeTiaTbHIN  miajgor. MeraTekcTyallbHa
(GyHKIIS expaHi3allii CTOCOBHO MEPIIOIKEPENa peaizyeTbes MIUITX0OM
OTIPHUSIBHEHHS HOTO IMIUTIMUTHUX CMHUCIIB. BHacIigoKk iHTEepMenianb-
HOTO TepeKoayBaHHs (iHTerpamis Bi3yanbHHX 00pa3iB, mH(POBHX
TEXHOJIOTIH 1 MENIHHMX IHTAT Ta iH.) PO3KPHUBAETHCI TIHOOKHIA
KOTHITUBHHUH 1 CyTeCTHBHHMI MOTEHIIa] KJIACHYHOTO TEKCTY, SIKHH B
HOBOMY pELENTHBHOMY KOHTEKCTI HaOyBa€ TOCTPOAKTyaIbHOTO
3BYyYaHHS.
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Kateryna Vasylyna
English Renaissance Pamphlet in Diachrony

The article explores the development of the pamphlet against the
background of the social and cultural changes during the Renaissance in England.
This new genre, primarily aimed at informing the English public about current
events, was characterized by its concise, adaptable form, its biased perspective on
aspects of life, and its journalistic focus. Typical features of Renaissance pamphlets
included sensationalism, an emphasis on entertainment, and invective rhetoric.
Readers’ ongoing interest in various areas of life led to the gradual broadening of
pamphlet topics, which allowed for a tentative division into three main categories:
religious-political, literary-critical, and social-moral. While sharing common traits
with other pamphlet literature, each category responded uniquely to broader trends
in its own field, often combining different genres and stylistic approaches. The lack
of strict genre boundaries in English pamphleteering created ample space for
creative experimentation; its outcomes influenced other literary genres while laying
the foundation for the growth of journalism.

Keywords: Renaissance, pamphlet, London, genre, jest books, picaresque,
novel, narrative technique, structural pattern.

Liudmila Fedoriaka
Oo0pa3 Jlongona y namdaerax Tomaca Hemra:
JIOKYCH MicTa i aBTOpchKa penenuis

The author focuses on the peculiarities of the structuring of the artistic image
of London and its loci through the example of the social pamphlets Pierce Penniless
and Christ’s Tears over Jerusalem by the Elizabethan satirist Thomas Nashe. It
turns out that the author's reception is ambivalent, since despite his variously
outspoken criticisms, T. Nashe always shows deep empathy in interpreting the
London theme. The use of the topos ‘London’ in the pamphlet Christ’s Tears over
Jerusalem and the eloquent loci to denote London places (Westminster, St Paul's
Cathedral, Shoreditch, Southwark, etc.) in the pamphlet Pierce Penniless explicitly
expose the social defects and moral dimensions of Londoners.

Keywords: English Renaissance, Thomas Nashe, Pierce Penniless, Christ’s
Tears over Jerusalem, London, topos, locus.

Thor Orzhitskiy
The Baroque rose: Spain, Mexico, Peru

This article focuses on the modification of one of the basic images in
Baroque literature, that of the rose, in three Spanish-language literatures. In Spain's
American colonies, the formation of Creole literature begins in the Baroque period,
when many literary images arrived from Spain undergo a fundamental
transformation on American soil. This is particularly true of the symbol of the rose,
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which dates back to the period of early Christianity. The starting point was the
poetry of Luis de Gongora, but in Hispanic America, the literary interpretation of
the rose acquired marked local characteristics.

Keywords: Baroque, the symbol of the rose, Spanish literature, Mexican
literature, Peruvian literature, Luis de Gongora y Argote, Juana Inés de la Cruz,
Juan de Espinosa Medrano, Martin Adan.

Olha Romanova
On the formation of the anthropological and ideological
components in French travel literature of the 16th—18th centuries

This article offers a comprehensive analysis of the formation of the
anthropological and ideological dimensions within French travel literature in the
context of early modern Europe. The author emphasizes the necessity of a thorough
investigation into the origins of travel discourse, taking into account national
specificities and the cultural-historical factors that shaped its evolution. Particular
attention is given to the 16th—18th centuries as a formative period for the
development of intellectual and conceptual foundations that underpinned the
genre's subsequent growth. The study traces processes of constructing the image of
the “Other” and identity models as they emerge in travel narratives against the
backdrop of Renaissance-era colonial ideology.

Keywords: anthropology, colonization, French literature, identity, ideology,
Marc Lescarbot, Renaissance, the image of the “Other,” travel literature.

Nataliia Peleshenko
The Middle Ages and the Renaissance in Historiosophical Conception by
Mykola Berdyaev and Viktor Petrov

This paper investigates historiosophical theories by Mykola Berdyaev and
Viktor Petrov, which are rooted in dualism, cyclicity, nonlinearity, and discreteness —
not the idea of progress — and extend the horizons of literary studies in understanding
the changes of cultural epochs. It is proved that these conceptions were shaped not
only in the same European cultural and philosophical discourse, but both occurred in
intellectual environment of Kyiv in the end of 19" — the first half of 20" century. The
theme of dichotomy of the Middle Ages and the Renaissance as two types of epochal
thinking, every of which manifests itself in social and cultural consciousness by the
overturning of the previous one, is well represented in the works by the both thinkers.
The comparison of the main worldview and aesthetic principles of the Middle Ages
and the Renaissance helps us to elucidate specifics of every cultural epoch.

The philosophical cyclical theories by F. Nietzsche, O. Spengler, and
H. Wolfflin, which had a great influence at antipositivist worldview of the end of
the 19" — the first half of 20" century, based on ontological and aesthetical dualism,
are also considered in the context of N. Berdyaev's theosophical doctrine of the
“new Middle Ages” and rhythmical changes of historical periods; and
historiosophical conception by V. Petrov, focused on the idea of cyclicity and
discreteness of three epochs (the Middle Ages, the Modern Times, Our Time, which
derives from the Middle Ages, but is not equal to it).
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In this paper, it is emphasized that the idea of epoch was one of the key parts of
the system of thought of young intellectuals of the first decades of the 20" century,
whose humanitarian mindset was developed in scientific and cultural centers in Kyiv,
under the influence of the activities of outstanding scholars. In this context, the role of
Fedir Schmidt, the pioneer in Ukrainian art history, who made the first attempt to
divide culture into six cycles and styles, moving on a circle, should be highlighted.
Moreover, the echoes of these ideas are traced in the works by Mykola Zerov, who
was anchored in another methodologlcal approach, but imagined the history of
Ukrainian literature of the 19™ — 20th century as the wave shaped changes of five
literary trends — classicistic, sentimentalist, romantic, realistic, and neoromantic; in
addition, literature process of the first half of the 20t century was treated as a
competition between Neorealism and Neoromantism. Mykola Khvylyovyy’s concept
of alternation of two types of artistic thought, one of which is derived from Antiquity,
and another — from the Christian Middle Ages, is mentioned as well.

As individuals and scholars, the fate of two thinkers, who came out
intellectual environment of Kyiv in the late nineteenth and first two decades of the
twentieth century, but still were the bearers of both Russian and Ukrainian national
and cultural identities, was quite different, but they both joined in elucidating the
mechanisms of cultural and historical epoch changing and, therefore, disclosure of
“dlalogue of cultures” (according to V. Bibler), which was highly top1cal for the
20" century as the space, where different cultural worlds were unavoidably faced.

Keywords: cultural epoch, epochal style, dualism, discreteness, cyclicity, the
Middle Ages, the Renaissance, Mykola Berdyaev, Viktor Petrov.

Svitlana Lushchii
William Shakespeare on the Pages of Suchasnist

The article is dedicated to one of the important chapters in the history of
Ukrainian Shakespeareana — the contributions of the diaspora, as presented in the
journal Suchasnist during the 1960s—1980s. This literary, artistic, and socio-
political magazine, whose first issue appeared in January 1961, was established on
the basis of two periodicals (Ukrainian Literary Gazette and newspaper Modern
Ukraine). Its mission was to stimulate the development of the creative and
intellectual activities of the Ukrainian diaspora and to situate the Ukrainian
experience within the context of global culture. The journal introduced a wide
audience to the literary works of representatives of the Ukrainian emigration,
published translations of foreign authors, and covered news of global and diaspora
cultural and artistic life.

The editors of Suchasnist placed considerable emphasis on materials devoted
to the figure and oeuvre of William Shakespeare, recognising both the far-reaching
impact of the English Renaissance genius and the cultural significance of
acquainting Ukrainian readers with his literary heritage. Shakespearean materials in
the journal can be broadly divided into two categories: the first includes the
translations of the Bard’s texts by Yar Slavutych, Ihor Kostetsky, and Vasyl Barka;
the second consists of scholarly studies on Shakespeare's work and reports on
events dedicated to him.

Keywords: journal Suchasnist, William Shakespeare, Shakespeareana,
Ukrainian diaspora, translations. Yar Slavutych, Thor Kostetsky, Vasyl Barka.
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Natalia Vysotska
Hamlet of the era of "'remodeling" (African)American identities
(J. Ijames’ play Fat Ham, 2022)

The article sets out to explore a contemporary version of William
Shakespeare’s Hamlet authored by a Pulitzer Prize-winning African American
playwright James Ijames (2022). It is argued that the adaptation entitled Fat Ham aims
at celebrating the viability of African American community under the pressure of
tectonic shifts in the traditional set of values resulting in the collapse of patriarchal
system and remodeling of new generation’s identities. The tragicomical mode of the
dramatic presentation is in line with the age-old tradition of Shakespearean parodies
and travesties blooming in (African) American popular culture since its origins in the
18™ century. Following the principal plot line of the original, the adaptation has an
ideological and aesthetic agenda of its own. Younger characters’ refusal to comply
with the existing norms in bodily size and/or sexual behaviors signals their departure
from prescribed gender roles and determination to pursue the path of self-fulfillment.
The play abounds in Shakespearean quotes and allusions not only from Hamlet, but
from other canonical works as well aptly woven into its language texture. The
carnivalesque motives are instrumental in enhancing its message — the triumph of ever
mutable life over the motionless stagnation of death expressed through African
American setting.

Keywords: Shakespeare, Hamlet, adaptation, African American, Fat Ham,
travesty, gender roles, sexual identity, carnival.

Oksana Sobol
The Tower of London in Shakespeare’s works

The article explores the image of the Tower of London as a symbolic urban
location in English Renaissance literature, particularly in the works of William
Shakespeare. The Tower of London is examined through the lens of the "city text"
concept discovered by semiotician V.M. Toporov. The article is also focused on
defining the role of the Tower in the formation of the urban space of Renaissance
London and of its cultural code. The Tower is analyzed as an important semiotic
symbol of the city and as a space that combines opposing functions and connotations.
In Shakespeare’s works (Henry VI, Richard III, Richard II, and Henry VIII) the Tower
of London is represented not only as a historical setting but also as a deeply symbolic
space that influences the creation of negative or positive connotations in the narrative
and becomes one of the central elements of the city text of London.

Keywords: Tower, London, W. Shakespeare, Renaissance, histories, city
text, city text of London, topos, urban location, semiotic symbol, Renaissance
topographical literature.

Nataliya Torkut, Svitlana Deineka
«YES WE WILL»: The International Shakespeare Festival in Craiova as
a powerful factor of cultural interaction

The article deals with the Craiova International Shakespeare Festival (CISF)
as a powerful instrument of community building, an influential catalyst for creative
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experiments by theatre practitioners, and a significant factor in the Shakespeare
discourse. Aimed at outlining the structural and organisational model of the
Shakespeare Festival in Craiova (2024), it focuses on the unique Romanian
experience of holding this large-scale cultural phenomenon.

The authors trace the history of the Shakespeare ritual commemoration
practices beginning with the Shakespeare Jubilee organised by David Garrick in
Stratford-upon-Avon in 1769 and explore the establishment of the Craiova
International Shakespeare Festival tradition initiated by the famous Romanian actor
Emil Boroghind back in 1994. Being a key figure, Shakespeare has not only set a
high bar for artistic mastery for theatre practitioners but also serves as a universal
instrument of strengthening international collaborations and mobility between
theatres, cultural institutions, and Shakespeareans from different countries.

The Festival that took place in Craiova during 16-26 May 2024
demonstrated its force of impact in various spheres of public life as well as the
ability of artistic undertaking to form international communities united by common
values and the awareness of the role of art in opposing totalitarianism, cruelty, and
violence.

This article analyses the structural and organisational model of the Craiova
International Shakespeare Festival, which has evolved into a complex and
influential cultural event combining theatrical performances, fringe activities,
ceremonial events, and academic dialogue. Drawing over 200,000 visitors from 30
countries in 2024 alone, the CISF has proven to be a vital platform for intercultural
exchange and interdisciplinary collaboration between scholars and theatre
practitioners. Its carefully designed framework, supported by both local and
international funding, allowed for the use of multiple venues across the city (86),
encouraging diverse programming and broad audience engagement. The model has
demonstrated its effectiveness in fostering artistic excellence, enhancing
international theatrical networks, and promoting cultural diplomacy. Moreover, the
Festival has contributed to reimagining urban space, strengthening community
identity, and cultivating sustained interest in Shakespeare’s works for global
audiences. By uniting artists, scholars, critics, and cultural, business and heritage
institutions, the Craiova Shakespeare Festival has become a model of how theatre
can function as a dynamic agent of both cultural continuity and innovation.

Keywords: Shakespeare, Festival, Craiova, community-building, theatre
productions, academic discourse, urban space, interdisciplinary dialogue,
intermedial studies, cross-cultural exchange.

Yury Kovbasenko
“Shakespeare as the centre of the canon” and motive of “literary
immortality”

The article considers the specifics, basic patterns and results of self-
reflection of the work of writers who are in the center of their national (world)
literary canons and whose work has escaped oblivion over the centuries (Quintus
Horace Flaccus, William Shakespeare, John Milton, Robert Burns, Adam
Mickiewicz, Charles Baudelaire, Alexander Pushkin, Taras Shevchenko, Maksym
Rylsky, etc.). Emphasis is placed on the aesthetic and axiological aspects of the
functioning of the motif of literary immortality in their works. In particular, in a
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postcolonial vein, the reemphasis from aesthetic to axiological aspects is
considered as a means of mimicry of imperial writers.

Keywords: anthropology, antiquity, baroque. comparative studies, literary
canon. literature of the 20 — early 21 centuries, middle ages, postcolonial studies,
Renaissance, Romanticism.

David Livingstone
‘Pocketing up of Wrongs’: the Overlooked Contribution of the Page/Boy
in Henry 1V Part 2 and Henry V

Child characters in Shakespeare’s plays have often not received deserved
critical attention. This paper will explore how child characters provide an insightful
commentary on war and violence, particularly in Shakespeare’s history plays, often
articulating uncomfortable truths which the adult characters attempt to gloss over or
disguise. Although they do not usually amount to significant roles in terms of size,
they do often provide a critical voice, particularly in times of bloodshed and war.
Child characters have affinities with Shakespeare’s fools in that they have a certain
immunity and can, at least temporarily, express criticism of their elders. As is
frequently the case in Shakespeare’s history plays in particular, children are
introduced in passages to either foreshadow or echo the actions in previous or
consequent scenes, or even within the same scene, involving the main, adult
characters.

The primary focus will be on the Page in Henry IV part 2 and the Boy in
Henry V. The two characters will be treated, for the sake of argument in this paper,
as one and the same person. All together, he is provided with one hundred lines in
both plays, making him one of Shakespeare’s most significant child characters. He
is almost always interested in language, initially absorbing the verbal gymnastics of
his mentor/master Falstaff, later analysing the employment of words used to
disguise crimes and unethical behaviour when accompanying Pistol, Bardolph and
Nym to war in France and even ending up translating from French to English for
Pistol during the battle of Agincourt. There will also be a discussion on how the
major film adaptations have tended to silence, minimize or downplay his voice.

Keywords: Child characters, war, history plays, adaptations, performance
history.

Yurii Cherniak, Maksym Brychka
“To hold, as ’twere, the mirror up to nature”: Strategies and Functions
of the Contemporarisation of Artistic Space in Michael Almereyda’s
Hamlet (2000)

This article, situated within the paradigm of contemporary comparative
literary studies, examines Michael Almereyda’s 2000 film adaptation of William
Shakespeare’s tragedy Hamlet. The work of the renowned American director is
examined as an intermedial phenomenon that merges the classical literary text with
visual effects produced through modern technological means. The authors of the
article introduce into scholarly discourse the concept of contemporarisation,
understood as a specific strategy of renewing or transforming the spatio-temporal,
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cultural, and symbolic coordinates of a canonical work. This strategy serves both to
reactualise the implicit meanings of the original text and to render it relevant to the
challenges of the present age and to new receptive contexts.

A comparative analysis of the film and its source text reveals key aspects of
interartistic interaction: the transposition of the setting to New York City in the
year 2000; the use of media metaphors (home videos, surveillance cameras); the
retention of Shakespeare’s original language; and postmodern intertextual
allusions. The study identifies how the semantic potential of Shakespeare’s Hamlet
is represented on structural, imagistic, and semiotic levels of the film, with
particular attention to the transformation of the play’s spatio-temporal landscape,
the visualisation of verbal imagery, and the implementation of intermedial
dialogue.

Almereyda’s Hamlet emerges not merely as an adaptation but as a creative
engagement with the classical text — an interaction that amplifies its universal
themes and brings them closer to the contemporary viewer, thereby reactivating the
original’s meanings within a new cultural and receptive context.

Keywords: W. Shakespeare, Hamlet, M. Almereyda, screen adaptation,
intermediality, contemporarisation, modernisation, artistic space, cinema, artistic
meaning.
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BimomocTi npo aBTOpiB

Bpuuka Makcum — MarictpanT (akynbTeTy YKpaiHCHKOT
¢inosorii, 1HO3eMHMX MOB Ta COLIANbHUX  KOMYHIKaIliil
[leHTpanbHOYKPATHCHKOTO  JIEPKABHOTO  YHIBEPCUTETY  iMeHi
Bonogumupa Bunnudenka (M. KponuBHUIBKHII).

Bacuiuna Katepuna — xanmupatka QuUIONOTIYHUX HAyK,
JIOIIEHTKa, JOIleHTKa Kadeapud aHrmicekol  dimomorii  Ta
JIHTBOJUJIAKTHKN  3amopi3bKOro  HAI[IOHAJIBHOTO  YHIBEPCUTETY
(M. 3anopizkKs).

Bucoubka Haramin — jgokTopka (iIOJNIOTIYHUX  HayK,
npodecopka, mpodecopka Kadeapu Teopii Ta icTopii CBITOBOT
JiTepatypu Kuiscrkoro HaIlilOHAJIBHOTO JIHTBICTUYHOTO
yHiBepcurety (M. Kuis).

Jeiinexka CBiTiana — acmipantka [HcTuTyTYy miTeparypu
HAH VYxpainu (M. Kuis).

Kosbacenko KOpiii — xanmumatr  QiumonoriyHuX  Hayk,
npocdecop, nmpodecop kadempu cBiTOBOi diTepaTypu (akyabTeTy
yKpaincekoi imosorii, KymeTypu ¢ wmwucrenTBa KuiBchbKoro
CTOMYHOTO YHiBepcuteTy iMeHi bopuca 'pindenka (M. Kuis).

Jliinrcron /leBin — nmoktop ¢inmocodii, noueHT kadempu
AHITIACHKOI MOBU Ta aMEpUKaHICTHKH YHiBepcutery [lamampkoro
(M. Onomoy, Yexis).

Jlymiii CBiTiana —  1okTOopka  (DUTONOTiYHMX — HayK,
3aBiyBauka BiJAUTy 3apyOiKHOI  yKpaiHicTHKH  [HCTHUTYTY
niteparypu im. T. I'. IlleBuerxka HAHY (m. KuiB).

Op:xunbkuii Irop — 1okTop (inONOriYHUX HayK, mpodecop
kadenpu pomaHcekoi (imororii Ta mepeknaxy XapKiBCHKOTO
HaIrioHanpHOro yHiBepcuteTy iM. B. H. Kapasina (M. XapkiB).
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MMenemenxo Haramina — xauaumatka (UIOJOTIYHUX HayK,
crapiia BHKIazadyka kadenpu jgiTepaTypo3HaBcTBa HarmioHansHOTO
yHiBepcurety «KueBo-MorunsiHcbka akaneMiss» (M. KuiB).

PomanoBa Onbra — KaHaugatka —(IoOJOTIYHMX — HAYK,
HAyKOBa CIIBPOOITHUI BiAAIMy 3apyODKHUX 1 CJIOB’STHCBKUX
mireparyp Iucturyty miteparypu im. T.TI. llleBuenka HAHY
(M. KuiB).

Coboab Oxkcana — acmipanTka 3amopi3bKOro HalliOHAJIbHOTO
YHIBEpCHTETY (M. 3amopizoKs).

Topkyt HaTauaist — qoxkropka (hiIOIOTIYHAX HAYVK, KEPIBHUII
VKpalHCBKOI'O IIEKCITIPIBCHKOTO IIEHTPY, mpodecopka Kadbenpu
HiMenbKoI  (dimonorii, mOepekiagy Ta CBITOBOI JiTepaTypu
3amopi3bKoro  HAIlOHAJIBHOIO  VHIBEpCUTETY (M. 3alIOpINOKS),
NPOBIAHUN HAYKOBUH CIIBPOOITHHK BIAAUTy 3apyODKHHX Ta
CJIOB’THCBKUX JiTeparyp [HCcTUTYTY Jiteparypu
im. T. I'. lleBuenka HAHY (M. KuiB).

®enopska JliooMuna — xaHauaatka QuIONOTIYHUX HAYK,
JIOIICHTKA, JOIICHTKA Kadeapu aHTJIHCHKOT ¢bingomaorii
KpuBopi3zpkoro  jepkaBHOrO  MEAAroTiYHOTO  YHIBEPCHUTETY
(M. Kpusunii Pir).

Yepusak I0piii — xaggunat GUIONONIYHUX HAYK, HOLEHT,
HAayKOBWH  CIIBpPOOITHUK  BiIUTY  3apyOiKHOT  YKpaiHICTHUKH
Inctutyty nitepatypu HAH Vkpainn (M. Kui).
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