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. AOCNIA>XKEHHA TA CTATTI

letpo OpapveHko

Neca YkpaiHnka i Wekcnip

BeTyn

B ykpaiHcbkit niTepatypi 70-90-ux pokiB XIX cT. TBOPYICTL
reHianbHOro anrnincekoro apamatypra Binbama Wekcnipa Habyna
BEINKOT NOMNyNsSPHOCTU. YKPETHCbKI NUCbMEHHUKU 0Pt deabkoBuy
Muxainno Crapuubkun, Manteneimon Kyniw, MaHac MwupHui, isaH
dpaHko, Mapko KponueHWubkuil Ta iHWI nepeknanardTs HOro TBOPU
IBaH ®paHKO NUWe rPyHTOBHI CTATTi NPO HbOro. Mi3Hiwe ykpaiHCbKUA
aocninHUk  icTopil  3axigHboeBponencbkux  nitepaTtyp  Mukona
CTOPOXKEHKO MyBnikye HAayKoOBY poO3BiAKy npo TeOpuicTh Uekcnipa.'

Y poAvHHOMY OTOMeHHi fleci YkpaiHku aHrniiicbkuin 6apn 6ys
OAHUM i3 HakynoGNeHIWMX NUCbMEHHWKIB. |1 AAAbKO — BWAATHWN
YKPaiHCbKWUWA YHEHUW | FPOMAaACbKO-NONITUYHKA Aiay M. . AparomaHis
— panvB NUCbMEHHMKAM NEPEKIACTU YKPATHCLKO MoBo WeKcnipoBi
TBOpK «Koponb Nlip», «MakbeTt», «amnet», «Puyapg Hi», «TUMOH
ATeHcbkuia». MNpo ye BiH nucas y 1873 p.2

1893 p. B nucTti go M. Masnuka M. IN. [iparomaHis noBiaoMnaB:
«f Tenep untawo Wekcnipa 3 Pagoo»®, ce6To 3i cBOEW 16-niTHLOW0
A04KOoK ApisaHoto.

Y nucTi go ceoei cectpu, Onenu Muinku, M. Aparomanis 1885 p.
3annTyBsas: «4u BYNTBCA MONOAb, YU MBE HaMIip BOHE BYUTUCA HYXKUX
MOB?»* | MaTu fleci YKkpaiHKM CTBOPUNA CBOTM AITAM HaCNPUATNUBIWI
YMOBW ANA UbOro. Yxe B AWTUHCTBI Jleca BuBYMNA HiIMEUbKY Ta
PPaEHUY3bKY MOBU, 8 TAKOX y4nnacs AaBHbLOIPEUbKOT Ta NaTUHCHKOIT.
1889 p. BOHa noYana BWBYATW aHrniNcobky, ane 4epes xBOopoby
nepectana ye pobutu. M. [paromanis y nucti 3 24. Xll. 1890 p.
Haranas i npo notTpeby NPOAOBXKYBATU BUBYEHHA @HIMNINCHLKOT MOBU:
«TBOA My3a PO3yMHEHbKa | TENNEHbKA AIBYMHAE, Ta We Monoaa, Mano
6a4nna cBiTy. lloan 3 Hei 6yayTb HENPUMIHHO, 8 HAATO KONW BOHA
6yfe KPUTUYHO AUBUTUCH HA «AOMOQOWEHHY NpPemyapicTo». OT
KANKo, WO TW aHrNiRCbKY MOBY 38KWHYNa. AHFINYAHW BCE Taku
HaNPO3yMHIWKNA HApoA y CBITi, i B HUX 3aBwe BUBYMWCA Binbwe, HiX
y apyrux. Konu tn nonpasuwca y BigHi, To A TOOI fam KHUXKOK
aHrNIACLKUX, | TM Taku NOYHW 3HOBY BYUTUCH».® | fleca nicns Takoro
HarafyBaHHAa 3 3ananom 6epeTbcA N0 NPOAOBXKEHHSA BUBYEHHA MOBW.
Y nucti go M. . Aiparomanosa 12 (24) nucTonana BoOHa NOBIAOMANRE:
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«f BXe novana, HapewTi, -BUUTUCL NO-3HIrNIACLKU (Ce MOE AaBHE
6axxaHHs), | NOKK wo Aino hae Bnaa, HEBBAXKAKYM Ha cobavy BYUMOBY.
fpoTe A AyMalo, wo HemMa B CBIiTi TAKOro 3Byka, AKOro 6 A8 He Morna
BUMOBUTHK, NOCTapaBWNCh TPOWKN. Tenep a we Ginbwe AONEBHUNAECD,
WO 3 KHWKKK, 6e3 XWBOT pedi, HE MOXXHA BUBHYUTUCH AHININCLKOT
BUMOBMU, Ta, 318ETbLCH, HE TiNbKU aHrNIACLKOT, 8 i HiAKoT. OX, Konn To
A yutatumy Uekcnipa B opuriHani?»®

A yepes n'AaTh MicAuis Jlecs 3HOBY NUwe A0 CBOro ASAbKAE:
«byasvTe nesHi, Wo A BamMm He NOKUHY aHrNINCbKOT MOBUW, HE Ha Te A i
BYWNACh, WO6 TaK XyTKO NOKUHYTU. A Kynaw cobi cnoBapsa i KHMXKOK
Ta TaKk HAWRWUIyIOCb 3@ NiTO, WO X04 B AHrNi0 | TO He cTpawHo».’

Hacnigku Bia Necuxoi HanonernusocTu 6ynun ayxe ycniwHi. AK
cgiaunTs i1 Hanbnwxkyva npuaTenska, JhoaMuna CrapuubKka-
YepHaxiscbka, «Jleca ocCTaHHIt pas, konu MKU 6a4Unucb 3 HElo,
3iMByBana MeHe CBOTM 3HAHHAM AHrNINCbKOT MOBW — unTana BOHA i
6anakana No-aHrNiNCbkU, AK NO-yKPaiHCLKU» °

CnouvaTky fleca yutana tBopu Wekcnipa mabyTb y poOCiACbKOMY
nepeknaal. Cectpa Onbra y cBoix cnoragax 3ragye, wo 6pat Muxanno
npuei3 i 3 XonMmy «kinbka TBOpiB WeKkcnipa POCIACbKOI MOBOIO,
BUAAHHA «YHiBEepCanbHOT GIGNIOTEKN», OKPEMUMU KHMKEYKaMU».®

.Necs B nucTi ao 6para Muxanna (1888 p.) nuwe: «J/lina (Onbra —
M. 0.) ayxe 3panina, Ak novyna, wo Tv in Kynue Wekcnipa, i ckasana,
wo Tebe nMobuTtb... XoTina 6 A 3HaTW, o4 “oro Tv BuGpas ans Jlini
iMeHHo Wekcnipa».'® Moxe ue 6yno auBHO, wo 6paT Kynus TBOPW
Wekcnipa ans 11-niTHLOT cecTpu, sika Gyna we HaaTo Monoaa, wob
PO3YMITU TBOPWU BEAUKOrO aHrNINCbKOro apamaTypra.

MaTtu Neci YkpaiHku 3sepTana Benuky ysary Ha Te, wob AouKa
FPYHTOBHO O3HAWOMWNACA 3 TBOPHICTIO 338XiAHLOEBPONEHCBKUX
NUCbMEHHUKIB i 30KkpeMa 3 Teopamu Wekcnipa. Cama OneHa MH4inka
Ao6pe 3Hana Noro TBOPYICTL, NPO WO CBIAYUTS 11 CTATTH, NPUCBAYEHA
nam’'aTi BUAATHOTO BYEHOTO-wexcniponora M. |I. CTopoxenka.'' Y i
npaui, Ak 3asHa4ae M. C. Wanosanoea, — «0CcoONMBA AOKNAAHICTD i
FPYHTOBHICTb f1PU BUCBITNEHHI AiIANBHOCTU BYEHOrO AK WeEKCcNiponora,
KOMNeTEHTHICTb CyAXeHb npo oOkpemi cTopoHun UWekcniposol
TBOPYOCTHU BUpasHo BuasnawTb 1T (Oneun TMuinkw — 1. O.) pasHin
nocTinHmMn iHTepec no Teopyoctu Wekcnipa | A0 wekcnipo3HasByol
niTepaTypu, Hacamnepen A0 npayb CToposkeHka».'? [lo yboro Tpe6a
AonaTtu, wo 6Nusbkui Apyr poauHn paromaHoBux-Kocavis, BuaaTHUR
nucbMeHHUK i apamaTtypr M. Ctapuubkuii, y 80-ux pokax nepexnas
YKPaiHCbKOIO MOBOIO Tparepito «famner». lle BUKAWKAnNo Benukun
iHTepec cepen ykpalHCLKOT iHTenireHuii, 3okpemMa poauHu Kocadis.
Taka 3aranbHa nitepaTypHa aTMoc@epa Ge3nepedvHo CTUMYNIOBana
3auikasneHicTb Jleci TBOpaMu BENUKOr0 aHrNiNCbKOro ApamaTypra.



I. O6isHanicTb Jleci YkpaTHku 3 TBOpvicTo Llekcnipa

Neca 6pana y4aCTb y AIANBHOCTI KUIBCLKOro nitepaTypHoro
ryprka «lnesga», wo mMas we W iHWY Hasey — «JliTepatypa».
Oco6nuBe 3HaYEHHA HafaBanu YEeHW Uboro rypTKa nepeknagam
YKPBTHCbKOO MOBOK  TBOPIB BWUAATHUX 3axiAHLOEBPONEWUCbKUX
NUCbMEHHUKIB. Y nucTi no 6para Muxanna 3 26-28 nuctonana 1889 p.
Necsa noaae wWMPOKy NPorpamMy nepexknanaubkoi AisNbHOCTU MONO ANX
NMUCbMEHHUKIB, YneHis «Mneagu». Y U Nporpamy BOHAE BKAOHYUNA TaKi
TBOopU Wekcnipa: «Famnet», «OTenno», «MakGet», «Koponb fNip»,
«Puyapa M», «Kopionan».'

Uen subip Wekcniposux TBOPIB ANA nepeknany yKPaiHCbKOO
MOBOIO CBIAY4NTb NPO Te, WO BICIMHAQUATBLAITHA Jleca yuTana ix i
PO3yMina iXHIO UIHHICTb. ANe B TOW XK€ YaC, He 3HalouW aHrNiNCcbKoi
MOBY, YMTana npasaonNoAi6HO B POCINCbLKOMY nepeknafi, sKwo He y
PpaHuy3sbkomy abo HiMmeubkomy, 60 Bxe Toai 3Hana ui mosun. MuHys
Aesakui 4ac, i Jlecs, BUBNMBWN aHIMNINCbKY, Mana MOXAUBICTb YUTaTn
reHisnbHi TBOPU ApamaTtypra B opuriHani.

1 yepsHa 1894 p. 3gincHUNacA fasHa Mpin Jleci YkpaiHkn: 8 uen
AeHb BoHa npubyna qo Co@ii, Ae nicna [OBroi posnyku 3ycTpinacs
3i cBOIM yno6nenym AsabkoM M. M. [lparomaHosum. [lo 31 nunuHs
1895-0ro Jieca xkuna B Hboro. TyT, y CoQii, 3a 1i BRaCHUM BUCNOBOM,
posno4arcs ANA Hel CnPaBXHil «YHIBEPCUTETCbKUMM KypcC» nig
6esnocepenHiM KepisHUYTBOM M. M. [1paroMaHoBa 3 BUKOPUCTAHHAM
noro GaraTiowoi 6i6nioTexkn. Ue nepebyBaHHA MaNo BENWKE 3HAYEHHA
Ans Hei: BOHO 3MiUHWUNO §i OCBITY W 3Ha4YHO nowwupwuno ii ceitornsaa.
TyT ke JiecAa yAOCKOHanwna CBOE 3HAHHA aHrNiRCLKOT MOBU. B nucTi
no ceoei asavHmn /1. M. [iparomanosoi 3 28. X. (9. XI) 1895 p. BoHa
nucana: «A COQINCbKa aHrAiNcbka HAyKa OKas3anacb HAaCTINbKK
conigHow, wo Tenep A 8 noTpebi MoXy i 6e3 cnoBapsa 4YNTATK Taki
peui, sk Carlysle, etc.»."

docniannya TopyocTu fleci Ykpaikkn M. C. WanosanoBa Winkom
CNYWHO npunyckae, wo i «4uTaHHAa UWekcnipa B opwuriHani pos-
novanocs 8 Co@ii, 8 NOTiM TPUBAENO NICNA NOBEPHEHHA NOETECU A0
Kuesa».'® Ctynent Hectop Mambapawsini, akui BoceHn 1895 poky
npuixas Ao Knesa i cTtas kBapTUPaHTOM y ByauHky Kocadis, y CBOiX
cnoragax nuwe: «Jleca YkpaiHka nobpe 3Hana Kinbka iHO38MHUX MOB,
BiNbHO YMTana B opurinani Wekcnipa».'®

" M. C. Wanoeanona nomunkoso nuwe, wo fleca Ykpainka xuna B Co@ii «3
BepecHs 1894 p.» Hacnpasai soHa Tam nepebysana 3 1 YepeHsa 1894 p., AK cBIAYUTL
i1 cectpa Onbra B cooid npaui (/leca Ykpainka. Xporonoris..., crop. 256)



Mpo rnnuboke 3HaHHA TBOpPiB Wekcnipa, NPOYNTAHMUX B OPUFiHANI,
CBiAYaTh YUCNEHHKi 3rafku NPO BENNKOIro 8HrNINCLKOro ApamaTtypra 8
nuctax fleci Ta uMTaTH 3 MOro TBOPIB. Y nuCTi A0 maTepi 3 2 (14)
rpyaHa 1897 poky Jfleca nuwe: «All is well, that ends well (sce nobpe,
wo no6pe KiH4aeTbCR), kaxe Wekcnip i 8 3 Hum».' ¥ nucTi ao O.
Ko6unsiHcekoi (16, 17 xxosTHA 1899) Jlecs, BUCNOBNIOIOYN CBOKO AYMKY
NPoO TBOPYICTb YKPATHCBKOro NUCbMEHHWKa-HoBenicta BacwunA
Cre@aHuka, nuwe: «l"apHi MOro Hapucw, TiNbKKW CYMHi HEBUMOBHO...
BPEWTi BCA Haula nitepaTypa BECENICTIO HE BiA3HAYAETHLCA, HaCoOM AK
Ha4YuTatoCh i1 (He BUKNKOYaK4M | BNRacHUX TBOPIB), TO Tak i xo4eTbCs
cKasatu 3 posnadvem [amnerta: «Hail ObABON HOCUTL CMYyWKOBE
y6paHHA, a A HadiHy ACHI KapmasuHu!»...'"®

Ta He TiNbKKM B NUCTax, a i y CBOIX CTATTAX HA RiTepaTypHi Temun
Necs 3rapye i Wekcnipa, i nepcoHaxiB noro Teopis. Hanpuknaa, y
CTaTTi «3aMeTKu O HOBeWWeNl nONbCKOW nuTepaType», . Xapak-
Tepuaylo4n TBOPYICTL MNMWKUbUWEBCLKOro, BOHa KOHCTATYE. «... €ro
CO3HATEeNbHAA HENOrU4HOCTb MbLICNU W HamMepeHHas 6e3CBA3HOCTL
o6pa3oB ... HanoMuHaeT Geszymue [famneTa, O KOTOPOM HU AENCT-
ByIOWME NMMUAa B ApPaMe, HU YUTATENU, HU KPUTHUKN HEe MOryT pewwun-
TENLHO CKAa3aTb, 6bINO N OHO MEUTBOPHLIM, UNKU ABACTBUTENbHBIMN». '

Y peAkux cTatTax Jlecs BUCNOBAIOE CBOT AYMKU MNP0 OKPEMI
acnexkTu TBOPYOCTU 8HINIRCLKOro ApamMaTypra, npo ocobnAnBocTi horo
TBOPYOT MeToAu. Y cTaTTi «EBpONEnCcbKa couianbHa aApama B KiHui
XIX cT.» BOHa po3rnana€ i «B HOBITHbOMY 3H84YEHHiI UbOro Cnosa,
cebTo aApamy macu». Y 3B'A3KY 3 UMM BiA3HAYEHO KOMMO3UUIRHY pONto
Macu B TBopax Ulecnipa Takumun cnosamu: «lpasaa mMu 6a4nmo i
{macy) B gpamax Wekcniposux («Kopionat», «iOnin Lesap», xpoHikn),
ane BOHA BUCTYNAE TaM eni3oaAuYHO, rpa€e niaPsAAHY POSIb AKO FPYHT
ONA TONOBHUX TepoiB, XO4 yce-Takn pobUTb MOCTYN y NOPIBHAHHI 3
rpeybkuM Xopom, 60 BUCTYNAE BXE HE OAHONNTUM HATOBMNOM, WO
NPOMOBNAE YHICOHOM MOHONOrK, a 360pOM BUPAE3HWX iHAUBIAYaANb-
HOCTEW, TiNbKW BCce X il BiABEAEHO AyXe HEe3HAaYHEe i HeCaMOCTIiHe
Micue, HaaTO KOMU B3ATWU HA yBary Te, WO Taki Temu, sk «Kopionauw»
abo «Koponb [XoH», BNnacHe, Aat0Tb BENUKWA NPOCTIP ANA YTBOPEHHA
Macosoi apamun. Ane ponb, oageaeHa wp6i B agpami XVII i XVIII Bs.
30BCIM BiaNoOBigaE ToaiwHIM nornaaaM Ha Hapoa AK Ha Ginbw 4w
MEeHW nacuBHU MaTepian ANA  PI3HUX NONITUYHUX KOMGIHauin
«CUNbHUX CBITY Cboro».?

Y cTarTti «HoBbie nepcnekTuBsl W cTapbie TeHu» (1900),
NPUCBAYEHIA OrnsaoBi IiCTOPIT KIHOYMOro nNUTAHHA B 3axiAHbO-
eBpOnencoLkin BenetpucTuui, J/lecsa NPOTUCTAEBNAE WEKCAIPIBCbKUNA
o6pa3s Kopaenii, repoini tparegii «Koponb flip», xiHo4num obpasam
PPAaHUY3bKOT niTepatypu. «Bo BCE KNACCUYECKOW U HEKNBCCNYECKON
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PpaHuysckon nurepartype XVII u XVIII BB. HET HXU OQHOrO XEHCKOro
o6pasa, KOTOPLIN MOXHO Bbl NOCTAaBUTb HAPAAY C UCKPEHHEN, UCTUHHO
ceo6oaHoit ayxom Kopaenmein».?!

Il. Peminicyuenyii 3 Lekcnipa y TBopax /leci YkpaTHKu

Y xynoxHih TBOpYOCTI Nleci YKkpaiHky — B 11 noesinx, y XyQoxHin
nposi Ta B APaMaTU4YHUX TBOPax — 4acTO 3yCTPi4aEMO BiAroMiH
weKcnipiBCbKMX MOTUBIB, 06pasis, ynTaT, OKPEMUX BUCOBIB TOWO.

OpaHa 3 noesin fleci Ma€e Ha3By — «CoOH niTHLOT HOYiI» (1892). Ta
He TinbKW Ha3Ba Bipwa, a N NOro 3MIiCT MAe 3B'A30K i3 KOMegi€ew
Wekcnipa «CoH niTHbOT HOYiI». Y uboMy Bipwi, 3asHavae M. C.
WanoBanoBa, «nepefaHo HacTPi NOETECHU, WO BUHUK Nig BPAKEHHAM
TBopy Uekcnipa, CNOBHEHOrO @AaHTACTUKWU, NOEeTUYHOT BUraaKu Ta
ino3iin».? UWexcnip y cBOi KOMeAil NOKasye [AWUBOBWXKHWIA CBIT,
CXOXXUIW Ha CHOBMAIHHA. Jleca y Bipwi nia Tielo Ha3Bowo, wWo #
Wekcniposa Komeagia, cCNoOYaTKy PO3NOBIKAE NPO Te, wo i
NPUCHUNOCA «HEBWAAHE WacTA AuBHE». Asne 3akiH9y€ CBiA Bipw
CYMHUM MOTUBOM:!

XTO 30 CHY NPOKUHYBCb, Xxan wacTa 3abyne,
MloMy BXE A0 WacTa HEMa BOPOTTA.

«Ha3pa noesii — kaxe M. COKONAHCbLKUIA, — BUKNUKAEE acouisuii 3
onTumisMom panHboro Wekcnipa, a8 B ii cnoBax BiA4yBaETLCA ripKkoTa
Wekcnipa 3pinoro».®

OAaHy 3i cBOIX noesii JlecAa Ha3Bana nepwum PSAKOM MOHONOTY
FamneTa: “To be or not to be?"” (1896). Y uboMy TBOPI yKpaiHCbKA
rnoeTKa NepeoCMUCNINE TEMY CNaBHO3BICHOTO ypuska. [lna Hei cnosa
FamneTa o03HavaloTb He BUGIp MK QPI3UYHUM XKUTTAM | CMEPTIO, a
«PO3AYMU NPO HANPAM CBOET AifNbHOCTU i mMicue B 1T XUTTI. Y Tux
PO3AyMax — i Kara repoivyHOro nNoABUry, i HEBNEBHEHICTb y CBOIX
cunax, i BHYTPiWHA 30EHTEXEHICTb, ane Hi KPUXTU CyYMHIBY B
HeobXiagHOCTI AiATK... FamneTisa MOHonor Nnpnuezabus NOETECY HE TiNbKK
CBOEIO TEMOI0, 8 A [PaMaTUIMOM, NOETUKOID, MUCTEUTBOM CN0Ba ANA
BUPAXKEHHA HaNPYXeHOi AYMKU i1 60p0TL6M NOYyTTIB» 24

Y TpeTii git apamatudHoi noeMu «Y nyuwi» (1898) maemo BUpa3Hy
peMiHicyeHyio 3 «CamneTa»:

Y1 BW 3HAETE Ty NICHIO

ManeHbKy NPO KOHWKa B TPasi:
CKPUNIB-pUNiB, HIXTO KOro HE CNyxas,
— Oit rope-rope, KoHWUKa 3a6ynut®
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Cepoir noemn Pudapa ARMPOH, yCBIAOMANIOIONU, WO NOro MUCTEYTBO
HENOTPIOHE TUM NIDAAM, AKIi NOro OTOYYIOTH, NPUraaye U HAapOAHY
niceHbKy NPO KOHWKA, A0 AKOi 3BepTaBcsA ["amneT, BiANOBIAAtOYN Ha
cnoga Ogenii NPoO Te, WO MUHYNO BXE ABa MICAUI, AK NOMEP KOPONb:

You else shall be suffer not thinking on with the hobby-
horse, whose epitaph is "'For, O, for, O, the hobby horse
is forgot”.?*

(... 60 iHaKwe HIXTO i He 3rafgae, AK PO TOroO KOHUKA,
Wwo "WOMYy Taky eniTagpiilo CKNafeHo: «He CyMyBaTb
HEeMEE CUNU — B HENAM'ATHL KOHWKA MYCTUNU»).

Uikasa 3raaka npo Wekcnipa B /lecuHoMy Hapuci «MicTO CMYTKY»
(1896), ui0 HanUcaHuii Nif BPAaXXEHHAM BiABIAWH NCUXIATPUYHOT NiKapHI
B MicTe4dky TBOpKK Nia Bapwasoto. Y Uil nikapHi npautoBas roNOBHUM
nikapem Jlecun agsaoko O. M. [AparomaHisa. Ocobnuse BpaxKenHs
CNPaswB Ha MOETKY XBOPWA, HAKUA YABNAB cebe npopecopom
ncuxiaTpii. Uei xBOPUIA Ha Tak 3BaHe «po3cyanuse OOXEBIiNNA» Aa8B
Neci cBoi 3annckK, AKi Ha3BaB KOHCMEKTOM CBOEi nekuii. flecs
3aKiHYy€ CBIill HapuUC KOPOTKOK 3raakolw npo obpas kopona flipa:
«JloBro s AMBUNAchb Ha Ce NMUTaHHA | AOBro AymMana noTim: wo ce? —
6pen 4u xapT? — Ane B CbOMY Micui kapTu nosaxHi... | arafascs
MeHi 6esymHuin Koponb Jlip, 8K BiH NPOCUTL CBOIX NPOBOXATUX:
«[laitTe MeHi NOroBoPUTH 3 cUM Te6aHCbKUM pinocopom».?®

Y Aapami «bnaknmtHa Tposanaa» (1896) TaKOX KOHCTATYEMO
peminicuenuii 3 Teopis Wexkcnipa. Hanp., Opect rosoputb JSliobi: «A
rnaaiTUMy Te6e Tak, wo W BITPORI HE AaM MoBiATL Ha Tebe».? Ui
CNnoBa HarafyloTh BiAOMiI cnosa IamneTa (3 nepwoi A4ii, Apyroi cueHun
Tparegaii):

BiTpam Hebec He pas 6u HaaTo rpy6o
[nXHYTH i1 B 061n44n®

[onosHa repoina apamu /10608 AEKNAMYE MOHONOT [IKYNbETTH:

NeTiTe BYBan, BW, PyMaku OrHUCTI,

0o ®eb0oBUX NANaT; Bi3HWUK TaKUR,

Ak daeToH, xah Bac xeHe Ha 3axig,

Xan MUTTIO BaC NOKPWUE XMAPHE Hiud.
CnycTu 3anoHY WinbHy, rpe4Ha HiYKo,
XoAawu, MaTpoHo, B NPOCTUX YOPHUX waTax.
Mpuitan, Pomeo, T Miil AEHb BHOMI,

BO TW nexatuMew Ha Kpunax Houdi,

AK Nnepwwit CHir Ha BOPOHA KPWni...

O wmiin Pomeo!?®
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Ak ceigumTtb M. C. WanoBanosa, B pykonuci € Mmicue, B Aakomy Jlioba
BUC/IOBNIOBANAa CBOK MpPilo 3irpat [DKynveTTy: «H nigy Ha CUeHy.
Mos KopoHHa ponb G6yae [xXynbeTtar.

M. C. WanoBanosa Tako) 333HAYa€, WO B TeKCTi «BbnakuTHOT
TPOAHAW», HAAPYKOBAHOMY B N'ATUTOMHUKY (1951-1956), OCTPOXKUH,
nepernsanatoyn ansbom Nobu MNOWMHCLKOT, roBOPUTL NPO POTO i
maTtepi: «Ce nesro akTpuca B poni 60)keBinbHOT, ska-Hebyab Ogenin
4u ckopiwe neni Mak6eT».®' Ane B iHwux BuAaHHsx TBOPIB Jleci
Yrpainku (1928, 1964, 1976) HeMa€ 3raakn Npo repoiB WEKCNipiBCbKUX
apam.

bBesnepe4yHo HasiaHa Wekcnipom i 0AHA 3 HalKkpawmux NipUYHNX
noesin Jleci 3 uMkny «PutMu», WO NOYMHAETLCA TaKUMU CHOBaMU:
«XoTina 6 s ynnucTtu 3a sBogoto, Hemos O@enin, ykBiTHaHa, 6esyMHa».
«Wexkcnipiz moTue, — kaxe M. C. WanoBanosa, — nigkasas noerveci
Taky QOpPMy ClOXKeTy i Taky o6pasHicTb, AKi A03BOAUAK A mepenaTun
BNacHi NOuyTTA W nepexxusaHHa».*? [loknaaHO NpoaHanisysaB yo
noesito M. |. PyaHWUbKkuiz, sKMn AOBIB, WO Ue HE MPOCTO «BAPIAHT
ogHoro micysa 3 teopis Wekcnipa», a opuriHanbHUiA TBip YKPATHCLKOT
noetku, B Arkomy Wekcnipis o6pas nepeTBOPEHUN y HOBE CUNbHE
NnepexunBaHHA i «akum Jlecs YkpaiHka nigHAnacsk Ha piBEHb 0QHOrO 3
HaBinbwux noeTis ceiToBOT niTepaTypu».*

ManbytHi  pocnigHnkn Moxke Oinbwe BUABNATL NPUKNAAIB
3arno3n4eHHA okpemux Bucnosis Wekcnipa, nepeocMucnenHa o6pasis
BE/IUKOI O BHIMNIACBKOro ApamMaTypra Ta Pi3HUX PEMIHICUEHUIN i3 HbOTO
y TBopax Jleci. Ane n HaBeAeHi TyT NPUKN3AW NOKAa3yOTh, fAK
FPYHTOBHO 3Hana n nlobwuna ykpaiHcbka noeTka TBopu Wekcnipa Ta@ AK
MancTepHO BUKOPUCTOBYBANa B CBOiIA TBOPYOCTI Woro o6pasu,
MOTUBU YU TBOPYI 3acobu.

Mpn ybomy BBaxaeEMO 3a NOTPIOHE BUCNOBWUTU CYMHIB wWoAO
BiporinHocTn TBEepAXEeHHA M. CokonsHCbKOro, wo Bsipw AeB'AT-
HaauaTbNiTHLOT Jleci «HaTypa ruHe — Bca B 03806ax, B 30M10Ti»
«MNEPErykyeETHCA i3 CNABHO3BICHUM 66-UM COHeTOM UJeKcnipa».34 Hi
CBOE€I0 TEMOI0, Hi CBOTM igENHMM 3MICTOM, a8Hi XyaOXXHiMWU 3acobamu
Bipw Monopnoi Jleci HiYOro cninbHOro He Mae 3 TUM TBOPOM.
Wekcnipis coHeT cNPAMOBAHUIA NPOTU HIKYEMHOCTU B XUTTi, NPOTH
3na, WO BNaAaploe Ha 3emni:

YUCTIN BIPHOCTI wnAxiBa HEMA,

cuny HeMidv 3abuBa B Kanaakw,
4ecTb AiBoda stonTtaHa y 6pya,
MOMECTi HE TUM, XTO FiAHWA WaHMH...
BNanolo YyAPMNEHI MUTU,

iCTUHY BBaXatoTb 3a AypHUUI,

rHe XUCT B HeaOoyMa B pPyui...



12

NlecuH e coHeT «HaTtypa ruHe BCcA B 034006ax, 8 310Ti» HANEXUTb A0
NEeN3aXKHOT NIPUKKN, MENIDE KAaPTUHY OCEHU:

HaTtypa ruHe Bca 8 o3n00ax, B 3N0Ti...

CnoKIMHO yMupa i NNCTOM NOKPUBAE

PocuHkun 6inii... ,

HaTypa nne Ti CNbO3U TAaEMH|

Toro, wWo XyTKO naAxe B CMEPTHIM CHi,

B xonoaHi, 6ininn cHirosin TpyHi.>®
OTxxe, TyT MaemMo o06pasn XOBTOro NUCTA, AOWY OCIHHLOro Ta
HaONIMKEHHA 3MMWU A HEPO3NYYHOTO 3 HeK CHiry. Nopissaswn obunasi
noesii, 6a4MMO, WO MK HWMM HEMAEE HIHOro cninbHOro. Uinkom
iMOBipHO, wWo 19-niTHA fleca B 1890 poui He 4YuTana 66-oro coHeTa
Wekcnipa. Y flecudih noesii HeMae weKcNipPiBCbKOro nepeniky
«nNPonABiB XUTTEBOT HECNPABEANUBOCTHY.

. Tpaguult Wekcnipa B TeopyocTi /lecl YKkpaiHku

Neca YkpaiHka y cBOi TBOPYOCTi He o6MexXyBanacb nvwe
3an03M4eHHAM oOkpeMux Bucnosie y Wekcnipa, 3ragkamy npo
NepcoHaXxiB NOro ApamMaTUYHUX TBOPIB Ta IHWKUX Pi3HUX pemiHicueHyin.
Bnnus Wekcnipa Ha Hei 6y 3Ha4HO rAuGwuil, ocobnueo Ha i
APaMaTUYHY TBOPYICTb.

Necio NnpusabnioBas aHrNINCHKUR aBTOP K HE3PIBHAHUA MalcTep
nNpasaAuBOro BiAOGPAXKEHHA MUTTEBUX KOHPMIKTIB, FNUGOKNUX AYMOK,
NCUXONOFiIYHUX KONI3iM | AK TBOpPeUb CKNagHux OaraTorpaHHux
XapPaKTepiB-TUNIB, i AK BENWUKUIA F'YMAHICT, | AK FeHiANbHNIA ApamMaTypr,
WO AOCATHYB BUKNIOYHOT XyAOXHbOT aockoHanocTu. i ynio6nenumm
n‘ecamun 6ynun «iramnet» | «Kopons Nlip». ¥ ymx TBOPAExX, AK 3a3HavacE
M. C. WanoBanosa, «QOBEPWEHO NPOABUNUCL Ti OCOBNMBOCTI, AKi
Manu ana Hei B Wekcnipi HaRbinbwe 3Ha4YeHHA — XapaxkTepun CUNbHUX
NPUCTPAECTEN i BEIUKOTO QiNOCOPCHKOrO y3aranbHEHHA, HaNpPyXeHun
APAMaTU3M, BUCOKE MUCTEUTBO BONMOAIHHA NOETWUYHUM crosom».”
Tpaauuii aHrnincekoro gpamatypra 8 niTepatypHin TeBopuocTi Jleci
YKkpaiHkn HanBupasHiwe nposasunuca B 1i MUCTEUTBi MoHonory. Ak
3a3Havae Mwukona 3epoB, «Haxun /O APAMATUYHOT POPMU BUPA3HO
npocTynae B nucaHHax 1897-98 pp. Y 36ipHuky Aymu i mpii He onHa
nipuyHa nN'eca 3By4UTL AK ApamaTudHunia mononor (“Fiat nox', "'To be
or not to be”, «Y nycTuHi»).*® Bia nipuunux noesiit Nleca YkpaiHka
nepexoaAuTb A0 XaHpy ApaMaTU4YHOl noemu, i TyT MUcTeyTso
MOHONOry [OCAra€ BeNUKOT MAWCTEPHOCTW, 30KPEMa B TaKUX
ApamMmaTudHux TBopax: «Oaepxumar» (cnosa Mipiam y 3-il vacTuHi),
«Y nywi», «TEKU XBUAUHU» Ta B HWUX.
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Y nepuwinr i TpeTin aisx apamMmaTudHol noemMu «Y nywli» (1898)
MOHONOI 3aimae 3HavHe wmicue, ocobnwsBo B TpeTit Aii, Aae
BiATBOpEHO BaraHHs Pu4apaa, mMapHi NparHEHHA 3HanTKM B COGi xo4
iCKpY CBOIrO KONMUWHLOIrO BEIMKOrO TanaxsTy CKYNbLnToOpa:

Ulo »x A xoTiB
3MiHWMTbL B Cilt cTaTyi? Hag 4um pobutn?
KinvaTtn? Hi... Ha6nusutb go npuponu?
B3ipus Hema... PaHTasii gate Bonw?

He 6'€e Moa @aHTasia kpunamu,
60 3namadi...

Horo X MOBYUW T, AYMKO?
PaTtyn mene!... Horocs 3amepno cepue...
Bromunocet 6utuce? Tak... | 8 BTOMUBCSA...
A moxe Bce byna oaHa mana?
I, MOXe, TO 6yna He ickpa boxa,
a BOTFHUK TOM, W0 HAaa 6arHoM nitae
i 3B0AUTb NOAOPOXKHLOIrO Ha 6e3BiCThb...
I, MOX€E, BCi BOHW HE NOMWUNANUCD,
a Tinbku A... A BCe XUTTA BiAAas
3pafIMBOMY HEBASMHOMY KYMWUPY...
B HanTaX4YMA H8C MEHe KyMUup MiA 3pagms.
Taxk 6yab BiH NPOXKAATHAL.

Wo s ckasags?
Ta sk He rpix Oyno AOCXWUTb A0 CbOro?
fipocTun mene...

Koro ce A 6naraio?
I nyxylo nycTky? Ak TyT cTpawHo, Boxe!®®

CBOEIO CTPYKTYPOIO, APa8MATUIMOM, 60pOoTb6010 NOYYTTIB i HABITL
CBOIM CTUNEM, PUTOPUNHUMU 3anuTaHHAMK i Ginum Bipwem ye
npusHauHs Pudappna waragye mowonor amneTta. BukopucToBylouM
nocsig Wekcnipa, Mlecs 3Hanwna signosigHy @opmy, wob nokasaTtwn
BHYTpPiwWHIO 60pOTLOY repos CBOET NnoemMu.

DocnigHvys TBOpYoCcTU Jleci Ykpainku, |. XKypascbka, B6Gavae
iAGAHUIA 3B’A30K NOEMU «Y Nywi» 3 yXe paHiwe 3ragaHum Bipwem
noevecu ''To be or not to be'":

O6pa3 «nywi», H3BIAHUA AINCHICTIO K ICTOPUYHUMMU
aHanoriamn, Habwpae B Jfleci YkpaiHku nNOABIAHOroO
3HavyeHHs. Haskono Pukapna HenpoxigHwi  nic
noacbknx 3ab6060HiB, papucencTea, ANOTNU, FNyNnoTy,
kopuctoniobeTea, MepkaHTuniamy. Kpise uen nic
Puyapposi Tak i He nowacTuno npobutucs. Npo Te,
wo Jleca YKkpaiHka came Tak posymina i Tpaktysana
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uer 06pasz, Ha Hawy AYMKY, cBiA4nTb 11 Bipw “'To be or
not to be’’, HanucaHnin 1896 poky (TOro camoro Poky,
wo a «Y aywi» ~ M. 0.). Moro Hassy CTAHOBNATL
Biaomi cnoea MamneTa: «OyTn 4n He ByTu». Tparepio
FamneTa TyT NepeHeceHo B iHWY NAOWUHY — OyTU 4
He BYTU NOETOM, AKUMKM WNAXAMWU RTU, AK 3HANTHY WANAX
40 Hapoay, SK BTINUTU CBOIO MPIilO B KUBI, NOTPIOHI
noaaM o6pasn. B uboMy Bipwi BOHa PO3KPUBAE CBOE
PO3yMiHHA noesii | AK POMAHTUYHOT MPIi, WO NnHe 8
BUCOYiHb, i AK Baxkoi npaui. CaMe TyT 3'ABNAETLCA
obpas «nymi».40

Y ApamatudHoMy TBOpPI «Tpu xBunvHu» (1905) ocTaHHin, Ayxe
foBruin posaym XipoHaucTta (B TpeTih 4acTuHi) Haraaye MoHonor
Famneta. XipoHaAWCT, OnNMHUBWUCL Ha emirpauii, noyysae cebe
HENOTPIGHO NIOANHOIO H3 YYXUHI. BiH Ty>XWTb 338 pigHUM Kpaem, 6o

... Tam 6yno xuTtTsa
MiX TUMU MypamMu, Ae KOXHUA Beuip
318BaBCH HaM OCTAHHIM. TaM XUTTA
6yno 3i6pane, Haye B TOMy wKenbui,
Wo npomeHi nopisHeHi eaHaEe
B OAHY CNiny4y Ta Nantody TOuYKY...
Y1 BePHETHLCA KONKU TaKke XUTTa?
Hu 5 we 6yay xsuneio Xusoio
8 XXUBOMY MOpI, nepecTaHy OyTun
MOFU/bHUM KameHem Ha rpobi cnpasm...
X04 6% 4acuHKy norynaTtu 6yiHo
cepen 6arvas TOBapUWiB HOBUX!
Hexan 6u knaann MeHe Ta posbusanu
06 rocTpi cKkeni, rypKOTOM Banis
raywvnu 6 ronoc Min, ApiGHUM KaMIHHAM
Ta niHOW Mot Tnymunu 6apsy, —
3marascA 6 A, 60pOBCA, NOPUBABCH,
TpemTiB 61 33 XMUTTA CBOE XBUNEBE,
ane a xus 6u...*'

~

YBecb MoHOnor ma€ 155 psakis. Ane BxXe W Ui, HaseAneHi,
NOKAa3yioTb BHYTPIWHIO 6GopoTbby XipoHAUCTE, nNPUPEYEeHOro Ha
eMirpauii 4o 6e34iANLHOCTU, NOFO TYry 38 XUTTAM Ha 6aTbKIBWMWHI,
UTTAM NOBHUM Hebesnek, ane XWTTAM, HANOBHEHWUM aKTUBHOIO
y4acTio B 60poTe6i 33 ceoi igei. Ui po3aymu — noro camoananisa,
CaMOKB8PTaHMRA, TpariaM  akTusHOl  noAWHW, nNpupedeHoi  Ha
6e3nianbHicTb. Moro rnMBOKI NepeXuBaHHa HaraayloTb MOHONOMU
FramneTa.
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Uikasi napaneni Mixx okpeMumn ypuskaMnm «TPbOX XBUIUH» i
«Koponna Nipa» nasoantb M. C. WlanosanoBa y cBoii npaui «Wexkcnip
y TBOpYOCTi fleci Ykpainku». CTpawHy npasay nNpo npasocyaas B
KOPCTOKOMY CBITi KOpOnb Jlip XapakTePU3YE TaKUMN CIOBaMU:;

Through tatter'd clothes small vices do appear;
Robes and furr'd gowns hide all. Plate sin with gold,
And the strong lance of justice hurtless breaks;

Arm it in rags, a pigmy’'s straw doth pierce it.

(Kpi3b xebpaybke NaxmiTTaS BUAHO ManNi 3N04UHN,
MuwHi watu A xyTpose BEPAHHA XOBaKTh yCe.
MosonoTu NopoK —
| MiUHUA CcnNUC 3aKOHY, He BPA3UBWMW, 311aMaIOTLCA;
BAasirH1 MOro B NaxMmiTTA — i TPICOYKA nirmes NOro NPokKone).

Biaryk uux MipKyBaHb BifAY4YBAETLCA B apryMeHTax MOHTaHbApa,
AKi BIH PO3ropHys y cynepedui 3 XipoHAMCTOM, WO BIigCTOlOBAB
BE/INKE 3HAaueHHA iperl:
He B iaei,

Mi nane, cuna, a B camiil KPOBI,

y nypnypi, MOoBAsiB TW, 6naropoaHiMm.

3aepu nopgipy 3 Uesapa — BiH panTom

3BMYAVHUM, FONMM YONOBIKOM cTaHe;

HaKWHb NOP@ipy KPOBU HA bypboHa,

i He oaWnH noBsipwuTb, Wo TO Uesap.

«TyT i 3MicT, | CMHTaAKCU4HKIA nag, | eHepria Bucnosy 6nM3bKi A0
Wekcnipa».*?

Y cBOiR ApaMaTudHin TBopYoCcTi Jlecs YkpaiHKka WwWWUPOKO
BUKopuUctana gocsig Wekcnipa He TinbKKM B MUCTEUTBIi MOHONOrY, a i
y XyAO>XXHiX 3aco6ax BeNUKOrc ApamMaTypra: B Moro o6pasHin CUCTEMI,
B META@POpPax, eniteTax, NOETUYHIA CUHTAKCI.

Ha aymky M. C. Wanosanosoi, € wock cninbHe mix Wexkcniposoio
repoiHeto KopHenieto — «BINbHOIO AyxOM», 3@ BUPa3oMm Jleci YrpaiHKy,
Ta o6pasom [lonopec y «KaMiHHOMY rocnoaapi», AKy noereca Takox
XapaKTepu3ayBana Ak «BiNbHy OYXOM NIOAUHY» .+

MeBHy 3anexHicTe BiAg UWekcnipa B «KamiHHOMYy rocnopapi»
Bi13HA4a€ TAKOX BU3HAYHWUIA AOCNigHUK €. HeHagKeBUY, CTBEPAXKYIONHN
BnnuB «MarkbeTa» Ha flecuHy apamy, 30Kkpema CnopiaHEHICTb puc
neni Makbet 3 a. AHHO0. OCb fIK XapakTepusye BiH uen BnAuB
Wekcniposoro teopy Ha «KamiHHOro rocnonapa»:

Uikaso Biabunacsa B IY aii (1 nonos.) peminicuyeHyisa 3
«MakbeTa» y AEAKUX XaPaKTEPHUX CUTyauiax i
ncuxonorivyHux 36ipkax. Tak A. XyaH, npubyBwn Ha
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y4TYy, SK BCi FrocTi cvainn B>Xe KONO CTONy, CiNa€e Ha
YinbHe Micue nokinHoro KomaHaopa... i 3gpiraerscs,
noba4uBww oro nopTpeT HanpoTu cebe B CTiHi: Tak
MakbeT xo4e CicTU Ha Kpicno, wo 3annweHe ANA
baHko, ane 3 xaxom 0a4uTb Tam yburToro 3 noro
Haka3y banko, sk nisniwe nobayms a. XKyaH y cBivaAi
«KamiHHoro locnopapA»... AHHA nNo BiaxoAi rocTen
3a/MWAETbLCA Ha caMoTi 3 4. XyaHom, 8k i neji

Makb6etr 3 yonosikoMm. ..fik neai  Mak6eT
«onpayboBysana» 4onoBika, wob cxunamTn noro Ao
3n04MHy — BGuBCcTBa Kopona [yHKaHa — ...Tak i AHHa

YMOBASAE A. XyaHa BUKOPUCTATU WOr0 MUHYNWNA
3M104UH, «nepecTynuTu 4Yepes Tpyn» | 3arapbaTtwu
rianicTe KomaHpopcbky... [locTtate KomanHaopa i3
cBivapa, wo 306a4uB Tam 3amicTb cBoro Bigbutky A.
Xyan, Haragye nossy ayxa baHko, wo 306a4uB #oro
cuaavuMM Ha “oro micui Makber... Baarani uikasa
npo6nema: npocTexuTn goknaaHiwe snnvwe «MakbeTta»
B AeAKNX CUTyayinx «KamiHHoro focnopnapsa», 30KpemMa
siaromoHu o6pasy nenl MaxbeTt B koHyenuii obpasy A.
AHHY, 3 1i BOnew A0 BnNaaW, pPO3yMOBICTIO i
XOMOAHICTIO TEeMNepPamMeHTy, ACKP3BO BOJIIOHTapHUM
o6apBneHHAM nNcuxikn, aKTUBHICTIO Y BIiAHOWEHHIO A0
repos. laea Bnagu, WO € Temol «KamiHHoro
focnopapsa», apxex € | ronoBHa NPyXuHa
Wekcnipiscokoli  Apamu | 30Kkpema — NaHyouuit
cknagHuk B 06pasi neai Mak6eTt.*

CnocTepexenHs €. HeHaakeBu4a 3aCNyroByloTb yBaru i 6yayThb
uiHHi Ana ManbyTHiIX QocniaHUKIB TBOPHOCTU Jleci YKpaiHku.,

1Y. NMepexnann /leci YkpaiHkn 3 Wekcnipa

Necs 4utana TBOpu Wekcnipa B opuriHani Ta B nepeknanax Ha
iHWi MOBW, 30KpEeMa POCINCBLKO Ta yKPATHCLKOW. BuByMBwHK Aobpe
8HrNINCbKY, BOHa MOrna ouiHtoBaTu iHWI nepeknaawn Teopis Wekcnipa.
HeraTtusHy OUiHKy pana Ha pocincbki nepeknaau M. Monesoro. B
nveTi Ao matepi 3 11 kBiTHA 1898 p. JlecA nucana: «AKoCb A 4ATanNa
nepeknag «ffamneta» Monesoro — OTXe NOAKU rpalTh HA CueHi, i
HIXTO HE nNa€ i X3OHUX «33KaBUK» He npPWKnagae, a nepexknan
NPEenakoCHUA: 3A1M38HO 6araTo 4yaoBUX BuPA3iB, CAUBE UiNi CUeHW.
Xapaktep [lonoHis cnoTBOpeHuin, — BUAWOB He uapeasopeub, a
HeoTecaHui rpy6iaH (B cueHax 3 A4OYKO); nicHi Ogenii 30BCiM AKiCb
CONAABTCHLKI: «...0H 6bin 6paBbin Monogeuyl..» MeHi Becb 4ac 6yno »xanb
Muxaina [ertposuya, wo uHoro vygosu# nepeknan «lamnera»
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MAPHYETLCA, 38rHIYEHWIA AVKUMU yMOBaMKU Haworo TeaTpy i we
AVNIWUM TNYy3yBaHHAM YYXNUX | CBOIX Hesirnacia».*®

3 uboro nucrta 6a4Ynmo, wo Jleca BMCOKO OUiHIOBANa nepexknasg
«lfaMneTa» yKkpaiHCbKOIO MOBO, AKUA 3aincHne M. M. CTapuubkui
1877 p., ane HaapyKkoBaHui BiH 6yB ax N'ATb POKIB MisHiwe.

Kyniwesi nepexnaau 3 Wekcnipa Jleca He cxsanioBana, BRaXana
ix 3@ HenockoHani. K. B. KeiTka — J/lecH 4onosik — y cBOIX cnorapax
nuwe: «... nepexknaan Kyniwa 3 Wekcnipa (leca — . O.) Haxoauna
HefdOCKOHanuMu | cama Gpanaca 338 nepeknaa «MakGeTar,
HeBBaxawudu Ha Te, wo Kyniw yxe 3pobuB wnoro. «lamnertar,
nepexknan Ctapunuybkoro, Haxoauna Kkpawum. [leski nepeknaau Kyniuwa
3 Wekcnipa o6ypiosany ii, Haxoauna ix rpy6umu Ao Goxesinns».*®

NMepwi Necuri cnpobu nepeknanatn Wekcnipa spobneHo 1896 p.,
KONW BOHa BWKOHANa YyPWBOK MoOHonory [IKynbettu 3 «Pomeo i
xyneetta» (gisa 3, cyena 2) i Bknana woro B ycta /1oy B Apami
«BbnakuTHa Tpoanaa» (ais 3, suxia 12). Ui psaaku BBeaeHoO ANA

xapakTepucTukn Jliobn Ta ii HacTporo. Hesaossi BOHa no4ana
nepexknanaTu iHWi ypuskn. MNpo ue nosigomMnana B NucTi A0 MaTepi 3
30. 11 (11. 1Y) 1898 p.: «HKOCb A nepexknana nepwy CcueHy 3

«Mak6eTa» — npuwmo To6i vyepes Hawnx».*’ Nepeknana Necsa i apyry
CUEHy Ta 4aCTUHY TPETbOI, ane Ha TOMYy npaus NPWNUHWNACH.
Moxxnueo, wWo BOHA BiAKNana nepexknafaHHA vepes TSsHKKY xBOpoby,
onepauito B 6epniHCbKIin  KNiRIWI AW gosre  (YOTUPUMICAYKE)
nepebyBaHHA Tam.

KpuTukn Bucoko odivnnu Jflecun nepexknan. A. ToseHnya
3a3Hadus: «llepeknag uew Ayxe TOuHWA. UCbMEHHUUR nparde
BiATBOPUTU HE nuuwe 3MicT, ane Hacamnepen obpa3un Wekcnipa,
36eperTu CTUCNICTb BUCNOBY. IHTOHAUINHO nepeknan AyxXe FHYS$KWR i
3BYYHUI. MaNCTEPHICTL BONOAIHHA TEXHIKOIO 6inoro sipwa BMABMNAach
y UbOMy nepeknaai aknanbinbwe».*® Nlecun nepexknan BiApi3HAETHCA
BiA nepeknanis Kyniwa Tum, WO BOHA «HaMaraeTbCA nepenaTu
3acob6amMu yKPaiHCLKOT MOBU AyX 8HI NIACLKOTO OPUriHany, a He 3BeCTHn
MOro A0 NPOCTOro O3BYYEHHS, 3 MEXaHiYHUM NEepeHeceHHAM CyTO
YKPaiHCLKOro Konoputy».*

XapakTepHol ocobnmBicTio nepeknadiBs Kyniwa € ykpainizadis
nobGyToBOro KOAOPUTY Ta apxailauii mosu. Hanpuxknag, y Kyniwesomy
nepexknaai «MakbeTta» € TaKi BUCNOBU: «reTbMaH aHrNIRCbKUX CUN»,
«npubidHmMin ataman»; MakbeT, 3BepTarO4IUCh A0 CBOro CAYyrv Kaxe:
«KO3a4e, rei»; cuna Cisapna HasuBae «CisapaeHko» i T. A. '

MopisHiolo4M JlecuHi nepeknaan 3 nepexknaaammn  Kyniwa, |
XypaBscbka KOHCTATyE: «CTUCHICTb | TOMHICTL BUPA3y, Malixke NOBHA
BiANOBIAHICTL PO3MipYy, pUTMY i obBCcary opuriHanosi, @ ronosHe —
BIiACYTHICTb  apxaikun, 6nn3bKiCTL Ao aHrnincoLkoro Ayxy
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weKCcnipiBCbKOro TBOPY Po6AATH UEH NEePeKNas NOMITHUM ABUWEM B
IcTopii ykpaincekoro nepeknany».”®

Ans incTpauii HaseaeMo Takuii Npuknaa: baHko, 3BepTalo4YncChb
Ao BiAbOoM, Kaxe B Kyniwa: «Konu nocis rpaayworo Ham BUAEH...»
Y Neci YkpaiHkn: «Konu BM 3HA€ETe, WO AONA 3aCiBAE: AKe HaCiHHA
3inae, Ake Hi». (B opuridani: "'If you can look into the seeds of time”).
Y Kyniwa apxaivyHa MoBa — «rpagyworo», «Buaen». Y Jleci Ykpainku:
nPoCTNA ackpasui o6pas, BiATBOPEHHA 3BYKOBUX NOBTOPIB Opuridany.

A60 ue Takuii npuknag. B opuridani:

Fair is foul, and foul is fair:
Hover through the for and filthy air.

Y Kyniwa — Kanska, BiQCYTHICTb pUMUN 1 MUAO3BYYHOCTU: «[ apHe,
ckBepHe, ckeepHe, raptHe, Wyrv kpisb iMAy TymaHu».

Y Neci YkpaiHku — noetu4Huin o6pa3 3amiCTb KanbkKu, PUMOBEHUIA
Bipus:

3no no nobpa, nob6po Ao 3na!

Xait BiTep Hece Hac, xa Kpue Hac mna!

Neca YkpaiHka BiATBOPIOE B CBOIX Nepeknanax yci oco6nmBocCTi
opurinany, mancTepHo Bonodie 6invm BipweM, YHWKAE apxaikw,
[OCArae signosiaHOCTN PO3MIPY, PUTMY, MY3UKENbLHOCTU, ONN3BKOCTH
A0 aHrNiNCbKOro Ayxy weKcnipiBCbKOro TBOPY. | we oaHa NO3UTUBHA
fKiCTb JlecuHoro nepeknagy — Ue yHUKaAHHA OyKBaniamMy, HamaraHHs
nepenaTuv 3MICT, AyX OopuriHany, a He KONilBaTKU N KanbKyBaTu CNOBA
nepwoTBoOpYy.

B uboMy BiaHOWeEHHi JlecuHi nepeknaav HaBiTb NepesaxalTb
CBOED XYHAOXHLOIO UiHHICTIO AefaKki cyvacHi nepeknaav TBOpPIB
Wekcnipa. Hanp., y nepwii Ail, B cyeHi nepwin «MakbeTa» oaHa 3
Biabom Kaxe: ‘I come, Graymalkin.” ¥ nepeknaagi Opis Kopeubkoro:
«lpy 8, koTuk».®' Ak cnywHo 3asnavae O. Has3apyk, nepexknapad TyT
He BnoBuB: «lliaTekcT Bucnosy TyT ry6utbcsa. CNnoBO «KiT» Ta we @
y 3apibHINin popmi («KOTHK») HIYOro He roeopuThb. ...Graymalkin — ue
3nu ayx B o6pa3i ciporo KoTa... AKWO HaseaeHe pPEeYeHHA
nepeknacTun AOCAHIBHO, TO ANA NIOAWHW, WO He 06i3HaHa 3 HapOAHO
MITONOri€EW, 3 HapoAHUMKW  3BUYaAMMKW, BOHO Oyae  30BCIM
HE3PO3yMINUM».>2

Necsa Ykpainka, sigkmaawodn OykBanism, BiATBOPIOE niagTEKCT
opuriHany, Woro Ayx i Nepexknanac uen PAAOK TakMMU cnoBamu: «fl
nay, cueun ainoko!®

Mepesary xyAoOXHbOI UIHHOCTU nepeknagy Jleci YkpaiHku Han
cy4qacHum nepeknaaom 0. Kopeybkoro 6a4umMo we B TakoMy
nopiBHAHHI paakisa «MakbeTa» 3 nepwoi aii (cuena nepwa).
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B opwurinani: When shall we three meet again
In thunder, lightning, or in rain?

Y Neci Yxpainkn: Konu mu cTpiHemMoch, cecTpuui?
Yu B8 rpiM, 4m B gow, 4m B 6auckasnyi?

Y 10. Kopeuskoro: Konu Hac gonsa 3HOB 3Beae?
B aouwi, y rpomi, B Bypi — pe?

O. Hasapyk 3a3Hadae, wo flecuH nepeknaa «xapakTepusye saane
BIiATBOPEHHS MOBHOIT CUTYaUil, KA3KOBOIr 0 KONOPUTY, 3BYHHOT PUMKN Ta
iHTOHauii ppa3su». Bucnis y 0. Kopeubkoro «Konu Hac Aons 3HOB
3BeAe» MOXe nacysaTw A0 Nniofewn, ane He A0 HaANPUPOAHUX iCTOT
(BiAbOM), AKi HENIABNAAHI XOAHUM TIOACLKUM AONAM.»*

OTxe, Ak cnywHo 3a3HavYae M. C. Ulanosanoa, flecs «ans
CTBOPEHHA NOETUYHOro Nepeknany suaobyna s8ci HeobxigHi 3acobu 3
HaZp YKPaiHCbKOI 3aranbHOHapPOAHOT MOBU Ta YKPATHCHKOIO XyHOX-
HbOro c€noBa, BiAKPUNA WNOro 34a8THICTb 3aCBOEHHA | BUPOONEHHS
HOBUX NOETUYHUX POPM i 3acobis, 36aravysana i BAOCKOHaNOBaNa
yKpaTHCbKY MoBy».*®

3aranvhHi BUCHOBKM

Neca YkpaiHka, 33BAAKW CBOTW maTepi Ta CBOEMY ASALKOBI, —
BUNATHOMY YKpaiHCbKOMY BYeHoMy M. . [lparomaHoBy — onaHysana
3axinHoeBpONENChbKki MOBKU, 30KPEMa aHrNIACLKY, | BXXE B MONOAOMY
Biui (KONKM TN MUHYNO 24 pPOKWU) 3 3aXONNEHHAM uUTana TBOPW
Ulekcnipa B opuriHani. Konu in MuHyno 27 pokis, ysKe nepeknana
nepwuni akt apamu «MakbeT» (Tpu cuenun). Kputuka BUCOKO ouiHuna
iT nepeknan, BiasHavaw4n, wWo BiH BiANOBIAaB AyXOBi opwuriHany i
BiATBOPIOBAB IAEAHWNIA 3MICT | XYOXKHIO MalNCTEPHICTb NEPWOTBOPY.

Fnnboke 03HaNOMNEHHR Jleci 3 TBOPYICTIO BENNKOIO aHr NIMCLKOro
ApamaTtypra BUABWMNIOCA B TOMY, WO BOHA Yy CBOiX AUCTax, y
NiTepaTypHO-KPUTUYHUX CTATTAX T8 B XYAOXHIX TBOpax, 4YacTo
3ranysana Teopu Ulekcnipa, nepcoHaxiB Aoro Apam, UMTyBana okpemi
BUCIOBW 3 MOro nucaHb, BWUCNOBAKOBANA CBOT AYMKU NpPO OKPEMi
acnexktn Wekcniposoi TBOPYOCTU. Y BRACHMX TBOpax Jleci 4acTto
BYCTPIYEEMO BIArOMIH WeKCnipiBCbKUX MOTUBIB, 06pasiB Ta OKpemux
Bucnogis. PemixicueHuii 3 n'ec Wekcnipa BUPasHO BUSBNAIOTLCA B
apami «bnakutHa TposHaa», B N0e3iaXx uukny  «Putmu», B
ApaMaTUyHIn noemi «Y nywi» Toulo.

Tpaawuii Wekcnipa B niTepaTypHih TeBopYocTi Jfleci YKpaiHkn
HaMNOBHIWeE BUABUNUCA B i ApaMaTUYHUX NOEMAEX, 30KPEMAa B TaKUX:
«Y nywi», «Tpu xBunuHu», «Opepxkuma», «B KkaTakomBGax»,
«Kaccanapa», «KamiHHUA rocnoaap» Ta «AABOKaT MapTisH». Bnnus
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anrnincekoro Bapaa ocobnAnBO ANIAHO NO3HAYUBCS HA TOMy, WO
ykpaiHCbka noerveca 3aceoina i Bnposaauna B CBOI TBOPWU WOro
mMucTeuTso B8 nobynosi MOHONOTY, 8 TaKOX Yy XyAROXHix 3acobax, B
o6pasHin cucTemi. Ycnia 3a aHrniiCokMM gpamaTtyprom, BOHa AN
CBOiX TBOPiB 6pana ClOXETU 3 iCTOPIT pisHUX Hapoais, i3 nereHy i
ponknbopy i, Tak sk i Wekcnip, icToTHO nepepobnsana 3aN03UYEHi
CIOXKETH, NOrAnbIoIYMN XapaKTEPUCTUKKM NEePCOoHaxiB, BUKOPUC-
TOBYIONM Ul CIOXKETU ANA PO3B'A3@HHA BAXIUBUX | NEKy4nx npobnem
Cy4acHoi fincHocTu. XapaktepHi pucu apamatyprii Wekcnipa -
rnmboknin apamaTnsM, MUCTeyTBo 3o06paxartu xapakTepu B ix
CKNafHOCTI, MOKa3yBaTw XUTTA B AP3BMaTU4HOMY pycCi B 60pO0TL6I —
BNACTUBI 1 TBOpaM J1. YKpaiHKu.

«Uekcnip, — sk cnywHo 3a3navae Oner 6abuwkiH, — 6yB 3pa3kom
i CTUMYNOM y ApamaTypridniin TBopYocTi Jleci YkpaiHku».>
OnaHyBaBwH ckapbamu CBITOBOIrO NUCbMEHCTBA, MeHIANbHAE YKPATHCbKA
NOeTKa Aana yKPpaiHCbKIN niTepaTypi BACOKOMUCTEUbLKI Xy JOXHI TBOPY,
wo 36araTunn He TiNbKW YKPATHCbKY KyNbTypy 8 1 04AHOYACHO BBIAWNK
B CKabHUUIO CBITOBOT niTepaTypu.
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«Ta ”n Milh KOPOonbL, — NOTaMyBaBUWIN WEM,
MpusHasca Bun, — y 6e3lymi 6esnpas’s
Myyxkn 338 KPUTHUKY BiAPYyOyRaB MEYEM»,

11 bepesra 1989 p.
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Apocnas Pyanunybkuii
WekcnipoBa Hepicca B «Oprii» Jleci YkpaiHkKn
lpucaavdeHo nam’'ati K. bigu

NoctaTtb Hepiccn B UWekcnipiBcbKin Tparenii BeHeuisHcbkni
Kyneye BUKNWKAnNa pO3MipHO MeHWe yBarw, HiX iHWi nocTaTi yboro
TBOPY, 30Kpema Wawnnok, Mopuin, baccaHio, [xeccika Ta iHWI.
AHoTOBaHa 6i6niorpaia T. Binepa' Bia3Havye nuwe Kinbka 3aronoskis,
U0 HaCBITAIOTHL XIHOYI NOCTaTi Ta IXHE MMEHYBaHHRA B Uiid Apami, B
ToMy # Hepiccn. M. 1. fleBiT, wMpoko o6rogopiooY4n W AeTanbHoO
xapakrtepusyoun Mopuito, AK roNoBHY XiHOYY NOCTaTb APEMMU, TiNIbKKU
nobixkHo — an passan - 3raaye Hepiccy, «Buraaky» (iHBeHUuilo)
Wekcnipa, npunucyroydmn in yopHage Bonoccsa (‘Nerissa is simply a
designation for a brunette,” p. 72).2 flewo nanbwe Wae woao usoro H.
HaTtawn,® 3anepedyloun rinotesy flesita:

Nerissa is hardly a little nurse, nor is there evidence that
she has a dark complexion. If anything, she is blond, for
Gratiano says, “We have won the fleece’ (lll, ii, 241).

Consider, however, the relationship of Portia and
Nerissa. Not only are they lady and waiting woman, but
they are always together in the scenes in which they
appear. They are wooed simultaneously, they wed at the
same time, they go to Venice as judge and clerk, they
both give and get back rings from their husbands. Nerissa
hovers around Portia and is to her mistress as the sea to
a port. For the name Nerissa could refer to the sea, and
seems to be derived from the Latin Nereis, the name of
a sea nymph and daughter of Nereus. Shakespeare added
Italian endings to all of his female names in the play
(except, of course, the mention of Leah) and, using the
stems of porta and Nereus, came up with Portia and
Nerissa.*

Bka3syou4n Ha NOMUNKOBICTL JlesiTa, HaTtaH camM pobuTs NOMUNKY
wono Hepiccu, 60 BBaxae 11 38 «NaTUHCbKY» gopmauilo — aepusar
BiA Hepes. TUM yacom 3aranbHo BiAOMO, wio i Hepen i Hepeign
HanexaTb A0 rpeuskoi MiTonorii,’> Ta Wwo B NAaTUHCLKIN NiTepaTypi Ui

TAMKM W TePMiHKM rpeubkoro noxoaxkenHa. Konu Wekcnip ysoauThb
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Hepiccy, ak dramatis persona, TO BiH «naTuHi3ye» 11 HAPOCTKOM -icca,
U0 WHWUPOKO BIAOMWIA B iTAnNiACbKOMY HA30BHUUTBI W TUM CamMum
po6uTb i BNACTUBOKX HNEHKWHEIKO BEHEUIAHCHLKOro cepenosvula.

3 WexcnipoBOi ApamMun BMPa3Ho BUXOAUTL, Wo Hepicca — nocTaTsb
apyropaaHa, AoNOMiXHa ANA roNOBHOT XiHOYOT NnpeacTasHuUi, MNopuii.
BoHa — TUNOBa «Aama ABOPY», TMOMIYHUUA-A0P3OHUUA CBOET
rocnoavHi. Ue BiAHOCUTLCA HE TiNbKW A0 AOMAaWHbLOFO, NPUBATHOrO
XUTTA, ane i Ao nybnivHnx PyHKUIR, 30Kkpema konu Hepicci, nepe-
OAfIFHEeHIN, NOBOAUTLCA, BUCTYNAaTW B PONi CYAOBOro ypaaosBuUSA
(«xnepka», Ak xoye IpuHa CTeweHKo, nepeknanayka BerneyiaHcbKoro
Kynys Ha ykpaincbky mosy®). OaHe cnoso, nocTtaTh Hepiccu -
nitepatypHe «A0NOBHEHHA» [lopuil 8 ycix T NPUBATHO-IHTUMHUX i
30BHIWHbO-rpOMaACLKMUX ponax. Bce » ronosHa nocrtaTb y Apami —
MNopuin, 6araTa BeHeuisHKa, PO3yMHa XiHKa, Bubarnusa rocnoAuHA.
Be3yMOBHO, KON BOHA MAE yCNiXM B XUTTI, TO iX y Hemanif mipi
3apasadye cnisnpaui Hepiccw, rigHoi nocnigosHuuyi cBOET  RaHi,
6e33acTepekHo T BIAAaHOT: Hide 8 ApaMi He 3rafaHo Pi3HMUI AYMOK
YU BYUHKIB MK UMW XKiHKamn.

Inakwa cnpasa 3 Hepiccotw 8 fleci Ykpaiuku, 8 ii Oprii.

TyT Hacamnepen Tpeba BiA3HAa4YWTN TOW @aKT, wo akyia Oprii
BinbysaeTbCA B KOPUHTI, OTKE B FrPeubKkoMy CepeaoBUWli, Kyan Ha3Ba
Hepicca 6inbwe niaxoAUTb, HDPK OO0 BEHEUIAHCBKOrOo cepegosuwa.
BnopiseHb A0 Takux nocTaTen, Ak AnTen, denoH, XinoH, a 3 aopyroro
6oky "'epmiona, EB@po3unHa Ta iHw, Hepicca HiYMM ~ HaBITb IMEHHAM
— He BIAPI3HAETHBCA BIA KOPWUHTCLKOro AoBKinns. OTox nepwa #
ronosHa pisHnus Mix Wekcniposoto i fleci YkpainuuHow Hepiccow —
ue ananTayin 44 nNak CUHXPOHI3aUIA rpeubkol NOCTaTi 3 rpeubknm
AOBKiNNAM. Hepicca — oAaHa 3 KOPWHTAHOK: | 30BHIWHICTIO, i
NOBEAIHKOIO Ta BPEWTi HAWMEHHAM HiYMM He BIAPI3HAETLCA Big CBOIX
rpeyubkux cyvacHuub, BOHa «piBHA 3 PIBHUMWY®.

Ak BuxoauTb i3 gisnory Anutea 3 Hepiccolo B8 nepwin aii Opril,
BOHa — Tenep WOro AapyxuHa — 6yna Konuck «pabuHeo», BiH

OAPYXUBCA 3 HEW 3 NOO6OBU 1 NiAHAB ii CTaTyC A0 PIiBHA BCiX iHWUX
rpeKkvHb — AK y CBOTM POAWHI, TaKk | B KOPUHTCLKIW rpomani. Tenep
BOHA COUIANbHO CTOITb HapPiBHI 3 IHWUMU RNPeaACT3BHAUUAMU CBOET
cTtaTti, wo Ginbwe ~ AK NEPWOKNACHa TaHUiBHWYA, BOHa CBOIM
TanaHToM, MOXKe, N NEPEBUWYE NEAKNX KOPUHTAHOK. [HWUMN CIOBaMU,
Necs YxkpaiHka 3 «pabunin Wekcnipa — Hepiccu, pobutb y CBOIM
Apami BiNnbKY rpoManaHKky NiAHEBINBHOro (OKYNOBAHOIO PUMNAHaMMN)
KopuHTy. BCe » y rpeybkoMy cepenoBnuli BOHa OQHAKOBA 3 iHWHUMMU,
cnyxuTh Tepncuxopi Ta 3bepirae cBOO IHANBIAYANbHICTbL, 30KPEMA B



25

noapyXxi. | TyT BnacHe oCHOBHa Pi3HMUA B XapakTtepi o6ox Hepicc.
Konu UWekcnipoBa nocTath Yy BCbOMY CNIBNPAUE 3i CBOEID
rocnoauvHero lMopudieto, Hepicca B Jleci YKpaiHKU HE roauTbCA 3
HeraTUBHOK  HACTaHOBOK CBOro 40N0BiKA AHTEA A0 PUMCbKWUX
3aBOWOBHUKIB KopuHTy. [i Mpis — BucTynuTu nepen MeueHaTtom Ha
Oprii 3 TAHKOM, AKWA NOKA3aB b6u BENUY rpeubkoi (TaHe4HoT) KynbTypwu

HYXKUHUEBI U TUM CaMUM 33AEMOHCTPYBaB OU 1T BUWICTL. AHTER He
roauTbcA Ha ue 1 3abopoHAE i iTU Ha oprito o MeueHaTta. Bona
NOro He CNYX3€ W UMM BUKNWNKAE NOAPYKHIM KOHPNIKT, WO KiHYAETHLCA
KaTacTpogow: ii Ta AHTeeEBO cmepTo. AK ckasaxo, B Wekcnipa
HIAKUX KOHPNIKTIB MiXX Hepiccow u MNopuielo Hemaeg, y fleci YKkpaiHkn
8iH Ha3pigae 3 CaMoOro nNo4YaTky ApaMW Ta CTa€E Ky/NbMiHaUIRHOO
TOYKOK Oprii.

Camo 3 cebe BUpVHAE NUTaHHA, YOMy flecs Ykpaiika B3RNa Ha3sy
Hepicceu 3 BeneuisHcbkoro kynys Wekcnipa? Aaxe X y KNACUYHIA
rpeuskin apami, ak i B MiTonorii, 6yno 6arato BigoMUX XKIHOHUX IMEH,
wo mMoxe # 3Byvanu Ginbw no-rpeubkoMy, Hik Hepicca. “Yomy,
Hanpuknaa, aBTopKa He Haseana ii Hepeigoio, ogHiew 3 50 Ao4OK
Hepen?

Bianosiab Ha ye nNUTaHHA Henerka, Tum Ginbuie, WO B Ui cnpas.i
HEeMaE HiAKUX 3anuMcoK 4u nucTis Jleci Ykpaiuku. MNpasaa, cama uA
«ApamaTrndHa noema» nocTtana nia kKiHeub i1 kutts (1912-13),
CTaBuIaca Ha cyeni ax nicna JlecnHoi cmepTn. TOMy roai wykaTu B
NOCMEPTHIN cCrnagwuHi BiANOBIAL HA NOCTAaBNEHE Bropi NUTaHHA. Bee
XY QOPMI NPUNYWEHHA-TINOTE3N MOXXHE 38PU3INKYBATU TBEPAKEHHAM,
ulo yKpaiHCbKa NoeTka Oyna sBenuMKkol npuxunbhuueto UWekcniposoro
ApamMaTn4HOro mMucrteyrsa n aobpe 3Hana AOro TBOPW HE TiNbKU 3
nitepaTypu, TO6TO YUTAHHA, ane 1 3i CTaBNEHHA MOro N'EC Ha CYEHI.
MocTtaTb Hepiccu 3 BeHeyisHCLKOro Kynds Mycuna npuTArHyty i
yBary HEe3BUYAWHICTIO 11 NOABW, >KIHOYUX Ta 38ranbHO-NIOACBKUX
npukmeT. Bce X Tl HeBUCTEYANO0 IHOUBIQYANLHOCTU OYMAHHA 1 YMHY.
Wekcniposa Hepicca 6yna cnyxHAHUM 3HAPAAAAM yCix 33AYMIB |
no4uudie cBoe€i nadi, Nopuii. Bca iHiviaTUBHICTL Byna no 6oui yiei
OCTaHHbOI. MOxHa ckaszaTu, wo Wekcniposa Hepicca 6yna aBToTUNOM,
BiAGUTKOIO YN nocnigoBHuyeo ronosHOT xiHo4ol nocTaTi Wekcnipa.
A Neca Ykpaiuka Haginuna cso Hepiccy BciMa nNpukMeTamu XiHku-
inausinyanictkn. He 3BaxaioumM Ha ii  nignerne cTaHoBwuie B
OUTWHCTBI, Konn i maTn byna pabuxelo, TaHUIBHUYEIKO Ha Opriax, BOHA
BW3BONIMNACA 3 KOMMAEKCY NiAPAAHOCTU, 38N1E€XKHOCTN Big CTOPOHHIX
YW PiAHKX, CTana NOBHOUIHHO HE3aNeXHOK iHAWBIAYANiCTKOW, ANR
AIKOT HaBiTb 3a60pOHa HaANBAWKYOT NIOAUHU — BACHOrO 4ONOBIKE —
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HeniMCHa, AKWO BOHA NEPEKOHAHa B NPAaBUNLHOCTI CBOTX AYMOK i Ain.
OTak Jfleca VYkpaiHka «nepenuusana» lekcniposy Hepiccy,
NIAHOCAYU HB BUWNWA PiBEHb XIHOYOT rigHOCTY UK CBOIO OQHONMEHHY
nocrars.

MONNBO, WO KpiM [ABAHUX, FPanu TyT PONIO TAKOX ECTEeTUYHI
nornaan. He mMoxHa BiAMOBUTHU IMEHHIO «Hepicca» Kpacu 3BYYaHHA,

HDKHOCTU W 34pIGHINOCTU B 30BHIWHIN @OPMI. 3BYKOBE HBCUYEHHA
AWNO B Napi 3 OPUFiHANLHICTIO 1 HE3BUYHICTIO TaKOro, a He iHWOoro
HanmenHA. Mpu ubomy b6yB Tex i couleur local, To6vo BiguyTTAH
«rpeubkocTu» xan | wTy4Hoi, B8 «Hepicci». Tak iMeHHs niaxoavno
HalKkpauwe A0 KOPUHTCLKOrO Minbe. Jleca YrkpaiHka NOKOPUCTYBANACA
HAM ANA CBOET ApamMun. TUMTO iaenHl h POopPManbHi acnekTu MOXHa,
NOHAaA YCAKWMIA CYMHIB, yBaXkaTW 33 BUPiWanbHi B NPUCBOEHHI Jlecelo

YkpalHkoto noctaTi Hepiccu ans HOoBOT yKpaiHCbLKOT niTepatypu.
Aonarok

Biaomun rpeybko-amepuKaHcbknn ydednn a-p A. Meoprakac y
nucTi 3 14 nunHa 1988 p. nunwe npo Hepiccy Take:

“I may suggest that the name Nerissa may be a derivative of Nero
with the feminine ending -issa. Otherwise, | cannot help.”
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Irena Rima Makaryk

“Let’s make the best of it”:
The Late Tragedies of Shakespeare

It is, by now, a commonplace, that a certain lightening in the
atmosphere of Shakespeare's tragedies took place after the writing of King
Lear. Antony and Cleopatra has been referred to as a ‘‘delightful
tragedy,’"! its heroine, the "‘queen of comedy" .2 Recent studies of the play
have drawn attention to the comic features of the play.® Coriolanus, too,
has been referred to as "'the greatest of Shakespeare’s comedies” in a
deliberately provoking statement by George Bernard Shaw.* Like many of
Shaw’s audacious pronouncements, this one carries a germ of truth.

As well as the recognition of the presence of comic elements in the
late tragedies, scholars have also noted the spectacular and public quality
of the plays: Antony and Cleopatra, with the grandeur of Egypt and Rome;
the allegorical banquet scenes, and the processions of Timon of Athens;
the battles, large group scenes, and processions of Coriolanus. Both the
comic and the spectacular elements of the late tragedies draw our
attention to the ‘‘decidedly different”® nature of these plays: the unusually
“external’’ representations of the main characters, and, on the other hand,
a concomitant emphasis on the societies of the protagonists.

While the late tragedies have many enthusiastic adherents, they also
seem to elicit what Bertolt Brecht referred to as '‘discomfort.”8 Not
surprisingly, the creator of the Verfremdungseffekt found Shakespeare's
Coriolanus a very congenial play. In his adaptation of the play, the
characters ""R" and ‘B’ make the following point about the protagonist,
Caius Martius: “R: But the crystal clarity of Martius’' language! What an
outsize character! And one who emerges as admirable while behaving in
a way that | find beneath contempt!”?

The mingled yarns of good and evil, nobility and vileness, heroism
and silliness, are, of course, found not only in Coriclanus, but also in
Timon, as well as in Antony and Cleopatra. And the discomfort to which
“R” and “B" refer is indicative of the response aroused by the late
tragedies as a group. The mixture of admiration and contempt, wonder
and detestation, antipathy and sympathy are sentiments often
accompanied by regret that these are achievements of a lesser sort than
Hamlet, Othello, Lear. This an opinion recognized in the traditional terms
in which the division of Shakespeare’s canon is made; while the latter are
“mature’ or ‘‘great’ tragedies, the former are more neutrally regarded as
merely the “late’ tragedies.
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This paper will argue that the use of comic structures and strategies
in the late tragedies is in part responsible for the discomfort to which
scholars allude. In strategy, the use of comic structures in a tragic plot
suggests the obverse of a parallel technique found in Shakespeare's
experiments in comedy; in Measure for Measure, and All’'s Well That Ends
Well, large doses of tragedy in comic plots resulted in similar discomfort,
the creation of complex and morally ambiguous problem plays.” In their
larger patterns, the late tragedies resemble the structure of comedies,
particularly in the underscored triumph of society at the end of these
plays. The discomfort, | will argue, arises in part from a unusually mixed
response to the loss of the hero, which involves both sympathy for him,
and, more disturbingly, a tendency to side with society, and desire his
death. The theatregoer thus seems to become an accomplice of the tragic
action of the plays.

In describing the plot of Antony and Cleopatra, Bradley remarks that
“We see hardly one violent movement."” ‘“‘People converse, discuss,
accuse one another, excuse themselves, mock, describe, drink together,
arrange a marriage, meet and part; but they do not kill, do not even
tremble or weep."'® While this is something of an exaggeration, Bradley is
not far from the truth; in fact, he hints at the special nature of the new
tragedy that Shakespeare has created, for his summary of this Roman
play sounds very much like a comedy with the group as its focus. This
strong social interest seems to go against the grain of traditional tragedy
that centres on the individual; moreover, the social focus consistently
involves us more frequently in an intellectual, rather than emotional,
fashion; again, a tactic resembling that of comedy.

The social focus of the plays may be found in a number of related
elements. First of all, we might note the broad panorama of all of the late
tragedies. Antony and Cleopatra, with its two worlds of Egypt and Rome,
peopled by great men, plain soldiers, soothsayers, a schoolmaster,
attendants, a treasurer, countless messengers, and a simple clown
suggest a very fuil picture of society. The sprawling geographic
boundaries of this world contribute to this effect of a peopled, grand
canvas, perhaps in the manner of Rubens. in Timon of Athens, which
contains an unusually large number of anonymous minor characters,
representing different social classes, we also have a strong sense of the
society of which the individual is a part, and which he will later abandon,
although this society is not as well articulated as in the other tragedies;
the Athens of Timon seems to be a romance simplification. In Coriolanus
the detailed and complex political world that Shakespeare chooses to
represent (particularly in act one) with patricians, tribunes, and plebs, and
the Volscians poised just outside their state, points to the strong social
and political context of Caius Martius' personal tragedy.
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The heroes of the late tragedies possess not only a socially, but also
a politically, important role. which is underscored by references to a
symbolic (or what Traci calls "allegorical’’)? aspect of that role. For
example, Antony and Cleopatra are frequently referred to as Rome and
Egypt, as well as Mars and Venus, Osiris and Isis. Coriolanus, who is also
referred to as Mars, regards himself (as do his immediate followers,
particularly his mother) as a representative of the real Rome — honourable,
and aristocratic, not vulgarized by the commons. Timon's title, of Athens,
clearly links him with his society, while his generosity, which outdoes that
of Pluto, seems to make him superhuman. Later, even as Timon becomes
Misanthropos (IV.ili. 54), he has no meaning without the society he
rejects. Thus the individual hero is inextricably bound with his public,
social self, his role in his society.

This emphasis on the unseverable links between the individual and
society points to an important aspect of their tragedies: while tragedy
glorifies the individual and his struggle, the constant reference in the late
tragedies to society and the hero's place in it seems to show the limited
room that exists for heroes. And the price which society exacts from the
individual is nothing less than death when that individual begins to believe
he is not subject to its laws, or when he believes that he is not
expendibie.'® The worlds of Athens and Rome conspicuously go on after
the deaths of the protagonists. We do not (as we did in Hamlet) feel
irreparable loss. The conclusions of the plays move us from Rubens to
Breughel. "'The dogs go on with their doggy life,” and the tragedy of the
individual, especially in Timon and Coriolanus, is distinctly removed from
the centre of power. Timon dies outside of Athens; the audience does not
even see his death represented. Coriolanus, far from another salvaged
city, perishes in the hostile Voscian city of Antium, not as victor, but as
traitor. These are, as Hunter has remarked, plays about outcasts, exiles.!

The social interest of the plays and our complicity in the results of the
action are established by a curious technique noted by many scholars.
Both Janet Adelman'? and Anne Barton'3 point out the way in which we
see the main characters through the eyes of commentators. In all three of
the last tragedies, the protagonists and their actions are constantly the
subject of conversation by minor figures, servants, messengers, rivals. We
are always aware of society's opinions about their failings and their
achievements, and thus an attitude of both sympathy and remarkable
detachment is cultivated. Moreover, we are encouraged to observe and
attempt to make judgements. In all three tragedies, the device of opening
scene as synecdoche ensures a critical habit of mind, an intellectual,
rather than a completely emotional, involvement with the central figure(s).

As scholars since Bradley have noted, the opening scene of Antony
and Cleopatra, prepares us for at least two views of the main characters.
We are invited to judge whether Antony's love is mere dotage, or grand
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“lyric inspiration”.'* We enter Philo and Demetrius’ dispute-in medias res.
Beginning with Philo's negative judgement, we take the unheard
arguments of Demetrius to be in favour of Antony. We are prepared, and
expect, as theatregoers, to side with Demetrius, and to applaud the
actions of the main characters. (We might by comparison think of the
gross portrait that lago draws of Othello in act one of that play, and how
his caricatured image of the Moor leads the audience to disbelieve, rather
than believe him. We thus expect a noble Othello despite, or because of,
lago’'s words.) In Antony and Cleopatra, however, the entrance of the
famous lovers both confirms Philo’'s view and contradicts it. We approve
the hyperbolic mode evident in such speeches as '"Here is my space,/-
Kingdoms are clay’ (l.i. 34f), for this, as Maynard Mack tells us in his
justly famous article, Is the usual mode in which the hero speaks, and in
which others speak of him.'® But in Antony and Cleopatra others do not
support the hyperboie characteristic of such tragic heroes as Hamlet,
Othello, Macbeth, and Lear. First and foremost is the comic undercutting
which Antony endures from Cleopatra herself. Employing the technique of
Lady Macbeth, although in a teasing and more comic context, Cleopatra
questions the manhood of Antony when she taunts him about his apparent
servitude both to the "‘scarce-bearded Caesar’ and to the shrill Fulvia (l.i.
20-21). Later (scene three) she parodies Antony’s hyperbolic style, again
deflating, rather than upholding, the characteristic verbal mode of the
tragic hero. However much we may sympathize with lovers and wish for
them a happy ending, the public, political nature of Antony’s status also
makes us disapprove. While we may not agree with Sir Laurence Olivier's
assessment of Antony in his recently published autobiographical book, On
Acting (1986), as '‘an absolute twerp . . . A stupid man,” we must admit
that he does have something there. ‘Cleopatra, she's the one. She has
wit, style and sophistication . . . .""'® The heroic, but silly, nature of Antony
revealed in this scene might remind us of some of the male figures of
Shakespeare's comedies: Valentine, Navarre, Orlando, Orsino. By the end
of the scene, we can at least understand how Demetrius might be swayed
to take on Philo's position of censure. We may also think to apply to
Antony and Cleopatra O. J. Campbell's description of Coriolanus as
“partly an object of scorn.”""?

In Corioclanus, the mutinous citizens, who are agreed to kill Caius
Martius, present the audience with a particularly unattractive portrait of the
hero. Caius Martius’ terse greeting, '“Thanks,” the shortest and most surly
opening sertence a Shakespearean tragic hero ever uttered, and his
subsequent verbal attack on the plebs further alienates the audience. As
in Antony and Cleopatra, so here the opening scene has the effect of
inducing an intellectual, rather than emotional, involvement in the fate of
the character. Again, the audience begins the action of the play by partly
sympathizing with a large portion of society that sees the Roman hero as
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proud, contemptuous, and perhaps even deserving of death. As Norman
Brittin persuasively argues, even sincerity, as it is revealed in Coriolanus,
can be excessive, and appears to be ‘‘aggressive, offensive, provoking
tactiessness." '8

In the opening scene of Timon of Athens, the fawning painter, poet,
jeweller, and merchant, as well as the nobles, reveal not only a corrupt
society, but a Timon poised for a fall. Magnanimous though he is, his
generosity is not discriminating, but rather knee-jerk and sentimental, as
well as proud. "1 am not of that feather to shake off/My friend when he
must need me,” (l.i. 103-05) remarks Timon, a little too smugly and self-
righteously for the audience’s full sympathy. As in Coriolanus, so in Timon
of Athens, the audience hopes for the hero’s fall. It does so looking
forward to the hero's anagnorisis, to a new-found humility. In this wish the
audience’s desires parallel the desires of the society of the play. We
become unconscious co-conspirators in the tragic fate of the heroes.

The opening scenes of all three tragedies force us to view the
protagonists much more critically than earlier Shakespearean tragedies.
The effect on the audience is not only to discourage too close an
engagement with the main characters,'® but also to encourage an
identification with the values of society, despite the clearly flawed nature
of that society. This, | think, is something new in Shakespeare. In Haml/et,
Othello, and especially King Lear, the perspective of the play suggests
that we look to the individual as the touchstone of value, while society is
corrupt, rotten, sometimes vicious. In Antony and Cleopatra, Coriolanus,
and Timon of Athens, we may still recognize the unregenerate aspects of
society, its corruption and evil, its “policy’’ and lack of integrity, but we
also notice something else: in its pragmatism it is at the same time partly
right. To go back to the opening scene of Antony and Cleopatra, we
might, at first, think that Philo's censure of the lovers is puritanical,
“bourgeois,” narrow-minded, unjust. And yet, especially as the play
proceeds, we cannot divest ourselves of the Philo habit of mind. Antony’s
behaviour, particularly in his marriage to Octavia, his actions during and
after the battle at Actium, and his botched suicide confirm his heroism
and his humanity all right, but aiso show us how wrong-headed he is.
Along with the plain-speaking soldiers, we ask why he chose to fight at
sea. And with Cleopatra, we ask “'what means he,” when Antony draws
tears from his troops. Neither entirely sympathetic to the hero, nor to his
society, we nonetheless frequently view the characters from the vantage
point of superiority; we exert a sociat judgment on them; they appear
occasionally ridiculous or contemptible.?®

In Coriolanus, a similar dramatic strategy of detachment from the hero
is at work. Coriolanus’ bravery, his perfect sense of honour, his modesty
(slightly comic perhaps, but sincere} mark him the tragic hero. But his
petulance, his undisciplined pride, his cruelty, his aristocratic self-regard
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push us to recall the sentiments of the crowd in act one. When Caius
Martius wears the gown of humility, but wishes the citizens would *'‘wash
their faces,/ And keep their teeth clean” (ll.iii. 60-61) we cannot help but
agree with the citizens' assessment of his character. What we begin to
desire is what is more common to the world of comedy: a defeat of
absoluteness, and a reconciliation with society, the victory of
commonsense. The ritual Coriolanus endures should bind him to society,
confirm its values. Instead, Coriolanus resists his place in society, much
like a figure of excess in a comedy. He wishes to ‘‘o’erleap’ custom (lLii.
136-37), rather than bow to it. Interestingly, while Coriolanus's devotion
to honour is admired by the Romans, those closest to him, his mother and
Cominius, disapprove of his ''too absolute” (lilii. 39) behaviour.
Volumnia’s sense of policy and opportunism reveal how isolated, truly
honourable, and principled her son is. But his strengths can appear as
petulance, as boyish refusal “‘to play the game.” Act three scene two, like
most scenes which contain the Roman matron, is both tragic and comic.
After Coriolanus has been worn down by his mother’'s arguments, a note
of fatigue is struck in his response, ''Pray be content./Mother, | am going
to the market-place;/Chide me no more.” (ill.ii. 130-33) Clearly it is not
the first time Voiumnia has won over her son using this same tactic.

When Coriolanus is exiled from Rome, and, in vengeance, takes up
the attack against his own countrymen, he forgets the emotional bond we
have just witnessed. Not unlike Richard Ill, Coriolanus attempts to discard
his links with society: "'Alone | did it.”” (V.vi. 116) The Volscians' insulting
appellation of “boy,"” is calculated to attack the manhood of Coriolanus
and provoke a predictable (and to Caius Martius deadly) response, but it
also serves to remind the theatregoer of the fact that Coriolanus is never
alone; he is a part of a family, a Roman society. Even at this moment, we
share the thoughts of the tribunes and the plebs. However honourable,
this man-machine of war deserves to die. There is no place for him in
either Rome or Antium, as the modulated mirror scenes of acts three and
five indicate: both the Romans, and the Volscians call for Coriolanus’
death, citing his apparent treason. The alternate world, which would in
comedy be a ‘'green world," in tragedy becomes a world where the same
problems are replayed, often in a more intense fashion, and with graver
consequences,

Like the exile scenes of Coriolanus, the wilderness scenes of Timon
of Athens serve the purpose of showing how slenderly the hero knows
himself, and how little he has changed. Unlike Maynard Mack’s formula,
which sees the Jacobean hero become his opposite,?' the schema of the
late plays seems to be that of showing how the main characters become
more exaggerated versions of what they already were at the beginning of
the play. Timon is no closer to understanding mankind in act four than he
was in act one. Antony does not “fall’” in act three; the long process of
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his fall began in the past; what we see is '‘the inevitable destiny of a
sensualist and opportunist.’?2 Coriotlanus, too, is not only unchanged by
his exile, but apparently even more firmly committed to ideals of war.
“Here,” as Bradley astutely notes about another of the last tragedies, is
“the tragic excess, but with it the tragic greatness.”23 Ours is not a simple
response: the heroes’ behaviour elicits wonder, some understanding, even
sympathy, at the same time as the bred in the bone quality of their
“humours' makes us simultaneously understand the need for their fall and
destruction.

* K K

One of the effects of the increased importance of society in plot is
that it tends to diminish the main characters. Our attention, if not
dispersed, is at the very least directed to a multiplicity of views, rather
than to a singleness of vision. By comparison, one may, without too much
distortion, describe Hamlet as a play with the dominating point of view of
Hamlet himself: it appears quite temptingly similar to a type of first-person
narration. In parenthesis we may note in the past the number and the
success of character studies of this play, culminating in the most
notorious of all, Ernest Jones' psychological study. This kind of study is
only possible because the dramatic construction of the play encourages
us to believe that we see the action through Hamlet's eyes. Shakespeare's
occasional adjustment of our vision thus surprises us, as, for example,
when we overhear Claudius’ realistic, even sympathetic, soliloquy.

In all three of the late tragedies, as we have already seen, we often
view the protagonists through the eyes of others,?4 in what may be called
an “external’ manner. Soliloquies are few,?5 and those we have present
us with little insight into the internal sufferings of the characters. They are,
instead, a means of providing information, rather than revelation. Like the
characters of the romances, the protagonists of the late tragedies are
drawn from the outside. There is an opacity to them that is, yet, curiously
akin to that of people in real life: for this is the way we perceive and judge
others — by their deeds, their words, and through the comments of others.
As Anne Barton remarks about the position of spectator in Antony and
Cleopatra, “Our place of vantage is basically that of Charmian and
Enobarbus: people sufficiently close to their social superiors to witness
informal and often undignified behaviour, without participating in motive
and reflection like the confidants in Garnier or Jodelle.”"?¢ By contrast, the
middie tragedies provide us with a special knowledge of the workings of
Hamlet’'s, Othelio’s, Macbeth's, and Lear’s minds. We are privy to their
anguish, their meditations, their plans. Of Antony, Cleopatra, Timon, and
Coriolanus we know little beyond what is needed for the plot. While we
may speculate about their motivations, our attention is directed to the
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consequences of thelr deeds, and to their emotional responses. Curiously
perhaps, the primacy of plot over character in the late tragedies seems to
conform more closely than do the Great Four to Aristotle’s prescriptions
for tragedy in the Poetics.

The opacity of the main figures makes judgement difficult. Our reflex
action as playgoers is to make final sense of the tragedies, to impose
(and to find evidence of) stability and order in the plot, particularly in its
conclusion. The stuff of life is usually made maleable, understandable.
The late tragedies, however, consistently resist such responses. As has
been noted above, the usual pointers (soliloquies, the corroboration of
toils, the unquestionable heroic status of the main character) are absent
in these late plays. So, as Bradley notes,?” when Antony claims, “The
nobleness of life/ls to do thus” (l.i. 37), we take his remarks as only one
perspective on the plot; a perspective not entirely false, but neither is it
the whole picture. To re-phrase a question from contemporary criticism,
we may wonder, is there an interpretation of the main characters in this
play? The multiple opinions of the characters seem to deconstruct, as it
were, the natural desire for a stable, fixed, easily understood portrait of
the protagonists.

The multiplicity of views in these tragedies is yet another feature that
they share with comedy.?® In the last tragedies, the multiplicity of views
is provided by various dramatic strategies. The ‘‘choral”” comments of
minor figures already mentioned is one device. Another is the extended
use of counterpoint. Most obviously in Antony and Cleopatra,
counterpoint, or the presentation of opposing motifs or views, is found in
the juxtaposition of Egypt and Rome. While earlier criticism has stressed
the difference between these two worlds — one a place of duty, obligation,
order, the other of sensuous abandon and idleness — more recent
criticism draws attention to the flaws in both. The rapid change of setting
(in itself a comic device) in fact emphasizes the similarities of the two
worlds, so that in the study it becomes difficult to recail where we are
exactly. As Emrys Jones remarks, the ‘‘rapid succession of littie scenes,
together with the emotional instability of some of its characters, breeds a
sense of irony, even of comedy . . . which does not allow an emotional
response, although . . . it does not rule out what might be called an
intense affectionate involvement.''?®

Moreover, Rome constantly invades Egypt by its messengers and by
"Roman’ thoughts. Later, Cleopatra herself dies in something like the
high Roman manner. in Rome, on the other hand, Egypt insinuates its
power in many ways, but especially through Enobarbus' description of
Cleopatra, and through the Roman’'s insatiable desire for information
about the wicked and fascinating Egypt. The resuilt of these complex
views is that Shakespeare's story is not Dryden's. We cannot supply a
simple interpretation: All for iove. Nor can we accept the moral that Rome
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and moderation are to be preferred to Egypt and passion. The opposed
voices in both settings prohibit such a simple interpretation, but add to
our discomfort. The mingled yarn of both the protagonists’ natures, and
of the qualities of the play that both distance and engage us make final
judgements slippery.

Counterpoint is not only found on a larger scale, but also in the
smaller arrangement of individual scenes. The great speeches of the play,
Antony's and Cleopatra’'s, as well as the barge speech of Enobarbus, are
continually framed by their opposites. Enobarbus’s gaudily, but effectively,
painted portrait of Cleopatra as Venus is sandwiched by the leering,
gullible Romans, who seek their version of The National Enquirer’s view
of the lives of great ones. The Roman ideals of honour and courage,
which Coriolanus lives, are offset by the wound counting of Volumnia and
Menenius, in which Coriolanus is mere object. In Timon of Athens the
opposing voices seem more obviously presented at first. The generosity
of Timon is played off against the fawning greediness and selfishness of
his pretended friends. Yet the oppositions are not that simple. Timon's
benevolence is inherently evil; his foolish magnanimity serves only empty
ideals, and thus suggests an inhibition of good, rather than an excess of
it.

The frequent use of this structural pattern of counterpoint in the late
tragedies suggests that it may be a vehicle for the expression of the
themes: the inability to know with certainty and finality the whole picture
of characters’ histories; it is the flux, rather than the orderliness of life
which is underscored.

More obviously than the earlier tragedies, the late tragedies are
“mingled yarns’ in terms of genre: Shakespeare integrates the comedy
more fully into the point of view of these plays. It is, as we have noted
above, difficult to separate the nobility from the vileness, the silliness from
the heroism. By contrast, the earlier tragedies presented comic scenes in
“lumps.” We might think of the clown in Othello, or the gravediggers
scene in Hamlet, where the serious action is usually kept more distinct
from the comic.

Yet another means by which the spectator is asked by Shakespeare
to keep re-appraising his view of the protagonists, and thereby
maintaining a sense of discomfort, is in the endings of the plays. In
Antony and Cleopatra, as Anne Barton has pointed out, the unusual device
of the divided catastrophe (Antony's death in Act IV, and Cleopatra’s in
Act V), more frequently found in comedy, forces us to reconsider our
perception of the heroes at the moment "'when our complacency is likely
to be greatest: when we are tempted as an audience to feel superior or
even dismissive because we think we understand everything.’'?°® Where
Antony seemed to be the focus of interest in the earlier acts, by Act V
Cleopatra has taken command of the stage. The divided catastrophe, as
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Barton convincingly argues, seems ‘“In its unpredictability, its very
untidiness' to mirror ‘“‘not the dubious synmymetries of art but life as we
normally experience it.”’3

In Coriolanus, the surprisingly truncated epitaph which usually lauds
the hero (First Lord: ''Let him be regarded /As the most noble corse that
ever herald/Did follow to his urn.” V.vi.142-44) is followed by the Second
Lord's near disclaimer (‘'His [Coriolanus’] own impatience/Takes from
Aufidius a great part of blame./Let's make the best of it.” V.vi.144-46).
This doubleness of response, a feeling of admiration for the hero on the
one hand, and, on the other, a sense that ‘‘he asked for it,” is found in
the endings of all three tragedies. This complex response is, in part,
caused by the nature of the ‘crimes’” of the heroes. Unlike Hamlet,
Othello, and Lear, who battle with evil, the heroes of the late plays do not
face such elemental, "clarifying' oppositions.? Instead of metaphysical
questions, the heroes of the late tragedies deal with social and moral
issues. The behaviour of aging infatuated lovers, a taciturn but proud
soldier, and a misanthrope seem to be the proper subjects of comedy, not
tragedy. Hence it follows that the expectations aroused are not unlike
those of comedy. It is Instructive that in all three of the late tragedies
society and policy triumph. In Antony and Cleopatra, despite the victory
of fame and imagination which Cleopatra achieves, Octavius wins the
battle, and, as Una Ellis-Fermor argues, ‘'[a]ll reaches . . . forward”® to
the survival of civilization. In Coriolanus and Timon of Athens, the cities
of Rome and Athens are triumphant: yet we also sympathize with the
heroes who die far away from the hurrahs of victory. While we may assent
to the Second Lord's thoughts, we have seen Coriolanus understand the
price he will have to pay for his mercy to his city. His awareness and
certainty of impending death even as he chooses to go with the
Voiscians, rather than remain in Rome, adds a nobility to his character not
accounted for by the brief interpretation of the Second Lord. As R. B.
Parker has noted, ‘“Coriolanus’ decision is an affirmation of the familial
link on which a healthy society has to be buiit and which Shakespeare
had come to see as the truly political core of human society set against
the constant flux of history,”’3 While noble, then, this decision is also
‘‘comic,” in the broad sense of that term. Like Coriolanus's death, Timon's
is also passed over briefly, and without the customary praise found in the
ending of most tragedies: ‘'Dead/ls noble Timon, of whose
memory/Hereafter more.” (V.iv. 79-81) Again, the audience needs to
supply a silent epitaph of praise, when the play provides none.

Thus some of the discomfort of the endings of these tragedies seems
to arise from an unusual sense of relief when the heroes die; extreme
characters are purged. The exultation with which Antony and Cleopatra
ends works two ways: it obviously suggests the triumph of the lovers, but
also allows society to triumph. While the world may be robbed of
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greatness, and may be ruled by an opportunistic, politic leader, it does
survive; moreover, with historical hindsight, the audience knows that the
great Augustan peace and the birth of Christ are to come.

The shouts of joy in Rome still ring out in the audience’s mind, when
Coriolanus is assasinated by the Volscians. And it does not seem entirely
wrong for one man to die for a whole city. In Timon of Athens, Athens is
saved, while Timon dies, almost forgotten, far beyond the city. Sapped of
his purity and his rejection of evil when he subsidizes Alcibiades’
campaign, and when he ‘‘rewards’” the prostitutes, Timon loses his
nobility and becomes vengeful and petty; there is something here of
Malvolio's “I'll be reveng’'d on the whole pack of you!"” Hunter is right in
remarking that there is a strong sense that the tragedy of these
protagonists lies in part in their rejection of society. The heroes are left
incomplete, and “"maimed . . . diminished by {[their] failure.”’3> We are
discomforted, | think, because the hero is so clearly in error, because he
insists on his self-sufficiency. Ironically sharing this quality with villains
like Richard lll, and lago, Coriolanus and Timon (and the plays) insist that
they did it “‘alone.” While admiring, or, more accurately, wondering, the
audience does not share their view of the relationship between the
individual and society.

While all three tragedies suggest that the hero must conform to
society or be destroyed, the case of Antony and Cleopatra is slightly
different from that of Timon and Coriolanus. Rejecting their society,
Antony and Cleopatra seem to have successfully created an alternate
universe of their imagination. Reconciliation, to which comedy proceeds,
is found here in the references to their union after death, and, as
pointedly, in the earlier allusions of Antony approaching death as a
bridegroom, later paralleled by Cleopatra's cry, ''Husband, | come!” The
“baby’ sucking at her breast is a dark parody of what comedy promises:
the continuation of society through marriage and children. We both admire
Cleopatra’s tenderness, her audacity in the choice of metaphor, and the
gloriousness of her death — and yet we recognize a certain barrenness
here, too.

x Kk X

As Bradley observed of Antony and Cleopatra, the effect of the last
tragedies on the reader is one of both triumph and sadness, almost a
‘sadness of disenchantment.’’?¢ It is not that '‘we are saddened by the
very fact that the catastrophe saddens us so little,” it is, rather, because
perhaps we finally recognize what has happened is what we wanted to
happen: society triumphs and the individual is destroyed. We recognize
that there is no place for Coriolanus, Timon, or Antony and Cleopatra in
this world of fact. The passionate attachment that Timon and Coriolanus
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have to values can find no possibility for realization. They must die. The
society that triumphs, however, is a society that is corrupt, but it is aiso
one with which we have in many lnstances identified. All we can do is
make the ‘‘best of it".

In moving from the middle tragedies to the late, Shakespeare yet
again altered his vision and depiction of tragedy. No longer as concerned
with the portrayal of evil (markedly absent in these plays), or with
outsized, idealized heroes, but rather with the examination of the actions
of human characters, subject to folly and even ridicule, he moves into a
new realm, one more concerned with the group portrait, and more clearly
focussed on the pattern of a plot. The use of comic structures in tragedy
disrupts the expectations of the knowledeable playgoer; it causes
“"discomfort,"” a more intellectual, rather than emotional, apprehension and
experience of the tragic hero's predicament and of society’s (and the
audience's) part in it. And, finally, it underscores the humanity, rather than
the superiority, of the main figures. In its concentration on the flux of life,
and on the comic potential of man's behaviour, it also looks forward to
the romances, which would raise some of these same concerns, but
perhaps more satisfactorily unite the worlds of tragedy and comedy.

References in this paper are to the Arden Antony and Cleopatra (ed.
M. R. Ridley, rpt. 1971) and Timon of Athens (ed. H. J. Oliver, rpt. 1982),
as well as the Riverside Coriolanus (ed. G. Blakemore Evans, 1974).
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Bopuc WhHaipep

To He Wekcnip!
(«Cmeptb Namnera» Muxonu baxaHa)

B Octana BuwHi € nasHa i npusabyTa ryMOpeECKa, AKY Henerko
cboroaHi i siawykatu, 60 He APYKYETLCA, — «AK A He 6a4mns Makcuma
Fropbkoro». MaeTbca npo BiABIAUHYM BIAOMOrO NUCbMEHHUKA, AKUX HE
6yno. 3ragyetbCA woOCb Ha 3paszok: Oue AK He noixanu MU no
Makcuma FopbKoro, He BUAWOB BiH Ham Ha3lycTpiy, He BiTas i 7. 4.
Bce AK 3BU4AWHO — NUWe 3 «He»...

MyapicTe rymMopucTa cnoHykana MeHe noaatun A0 WeKcni-
piBCbKOro 36ipHUKa Ha 3axopdi cBoi PoO3gyMu nNpPo BiAOMUA TBIip
BIJOMOro NOeTa AK NPO HeweKcnNipiBCbkuin, Hariwo? 3aKOHKHE NUTaHHS.
Mepenycim, malo Ha yBasi pid, AKka 3seTbcA «CMepTb MamMneTa» i Ha
Wil nigcTasi Tak 4M iHaKWe Q@irypye B YKPATHCBKIA WeKCipiaHi.
Mo-apyre, ua HeBENUYKA, a8 roNOCHa CBOro 4acy, fK Il 3BUYaWHO
BU3HAOTbL, NnoemMa Mukonu BarkaHa OCb y)e MIBCTONITTA HE3MIHHO
BUCOKO CTaBUTbCA KPUTUKOIO, @ CbOroAaHi, 3A3€ETLCH, NPUAWOB
CAPUATNUBUIA | BE3NEYHNIA YaC ANA peanbHoi NepeouiHku. | No-TpeTe,
noema 33xOBYE MEBHY XapakTepHIiCTb, KopuUcTyloyuc, OcTanom
BuwHero, ana He-Ulekcnipa, AnA BIA’EMHOr0 BUKOPUCTAHHA WUOro
f[obporo iMenn.

We €sreH NnyxHuk y Ti X POKWU BURBNAB CBOE 3AWBYBAHHA
TBOPOM BaxaHa:

rocnoawn boxe! KoTopwui sik!

Mpuxye, nosipTe mexl, ~ 3abarartol

...KaxyTb 81U cTann gawucTom (sicl)

{Baxkau, cTOpiHKa Taka-To).

(Bipw «XoanTb...»)

Ta He3zabapom, AK BiAOMO, TTNY>KHUK | HOr0 Noesis 3HUKAW, | HAQOBIrO,
HIXTO BxX€ Oinbwe AUByBaTUCH HE CMiB, | noema CnNokinHO 3anmana
Micue y BUUWKX pericTpax.

Peaxuia MNnyxHWka, TUMYacoMm, He 6yna Bunaakosow. «CMepPThb
MamMneTta» patyetscA 1932-m pokom. [lo Toro npunHyesi [aHCbKOMY
i vioro BenukoMy aBsTopoOBi AobGpe xunocs B Hawin niTepaTtypi,
npuHanMHi npupoaHo. Ocobnneo, HaNPUKNaA, Y 3aKOXaHOr O B KNacnKy
Makcuma Punbcbexkoro. Monoaui noet y Bipwi «fAxk [Tamnet..»,
1919-0ro poky, nopieHOBaB cebe 3 repoOEM WEKCNIPIBCLKOrO TBOPY, A&
NONOHNB NOro o06pas HEeCXOXXOCTW Xxmap. 3a pik cnasus BiH
3HaMeHUTOro aurninys y Bipwi «lWekcnip». We qepes kinoka nit —
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«PanbcTtap» (1925), i3 TO4YHUM, AK BIA3HAYANOCA KPWUTUKOIO,
BUKOPUCTEHHAM nepwoaxepena. MisHiwe Tpusoru 30-ux pokis noeT
nepeaas y Bipwi «NpuHY [JaHCbKNIA» 3 XapaKkTePHOo nigHa3eo «l1ia
XBUMIO 3HEBIPU», a8 BiAYAN TUX BAXKKKUX 4aCiB BUC/OBAIOBAB BiAOMUMU
CnoBamMu 3 OCTAHHLOIr O MoHonory neai Makbert «Bcim naxowam Asapii
He 3MuTU...» Wock noaibHe 6yno i 8 Mukonn 3epoBa B AOro COHETI
“Poor Yorik' Tux xe 4acis.

BaxaHoBa noema noknana Kpan NPUPOAHOMY XUTTIO MICTKUX
WweKCcnipisCbkux o06pasis i 3an04aTKyBana CNEKyNATUBHE iX BUKO-
PUCTaHHA ANA Winen cyTo iAeonorivHnx, AKi HiIYOro CHINbHOIrO 3 HUMK
He MaloTb. Y BCiX BiAHOWEHHAX TBip € HewekcnipiBCbkuMm, 0a, AKWO
XoueTe, aHTUWeEKCNipieCbKkuM, | Benuke iM's Famneta MoxXe TyT —
WOHaNMEHWO Mipoio — cnpasgi AMBYyBaTw.

Moema yTBepaXXy€E i CNaBuTh, AK BiAOMO, CTEPEOTUNMHUA AOrma-
TUYHUA PAASsHCBKUNA inean NIOAUHU-MOHONITE, WO HE 3HAE Hi CYMHIBIB,
Hi xTaHb, TBEepAOT Ta NPAMOT, 3a cnoBoM dpaHka, Ak sBiarem6nboBana
AowKa; /MoAMHU — 860 8K CKa3aHO «40/0BiKa», — «WO AWBUTLCA
BOPOry B OMi», «3acTpenoce Bopora B nob», Takow X 60 € 4iTka
norika knacosoro gsotolo. o moxe 6yTu Ginbw aHTuwercnipiscbre!
BaraTorpaHHiCTb, NOBHOKPOBHICTb 06pasiB BENUKOro apamaTtypra, ix
CKNAAHICTh, CYNePeyvnuBiCTb, MNACTUYHICTbL, WO CKNaaa€E OCHOBY iX
MUTTEBOCTU 1 BIYHOCTU, € OIHUM 3 HANGINbWUX AOCArHEHb CBITOBOT
niTepaTtypu B nNpasavBoMYy 300paKeHHi NACBKOro XapakTepy,
Hanbinbwnx 3aBOKOBaHbL peanismy. ToN peaniam, OAHAK, AKUNA
penpesenTyBas baxkaH i AkUM oronowysaTume cebe HalnepeqOBIWNUM
MEeTOAOM TBOPHOCTH, BUCYBAB iAEANOM AKPA3 NPOTUNEXKHE — NNACKY
yinicte. Xan tak. Woro cnpaea. Ane » npu YoMy TyT Wekcnip?!

YBeCb 3MICT NOeMU CKNaaae, oaMaK, iIHWUA NaTOC — HEraTUBHUNA
— 33anepeyeHHR aHTUnoAiB UiniCHOCTU, WO 3axoBywTb Yy Cobi
BiABOPOTHI BN3CTUBOCTI PO3ABOEHOCTU, ABONUYHOCTU i 3B'A33HUX
i3 HUIMKM NnuemipcTBa Ta OMaH. 3anepedeHHs Te He abCTPaKTHO-
@inoco@cbke, a 3 NPAMOID aapecolo BOPOriB pPaasHCbKOT Bnaau M
PBAAHCHLKOT IAEONOTIi, AKi HAMAralTLCA YHWKHYTH OTOi CamopoBHoi
noriku knacosoi 60poOTb6U: «CWUH reHepana», «reTbMaHCbKui
HaWaAoK», «NPYCCbKOrO OHKEPAa BUCCAHWA BHYK», «rBapain 4opHa
CKaKeHUx icycukiB», cyvachi Anbowi Kapamasosu i kHA3i MuwkiHm —
«Mapa [10CTOEBCHKOrO», — BCi BKyNi, KOPOTKO KaAXYy4u, — CyvacHUi
QawnsM i MOro NPUCNYKHUKU. X8l TaK — TO aBTOPOBI BOpOru. Ane x
BiH poBurb MNamneTta iXx CUMBONOM, yCi BOHWU, B NOro 306paeHHi, —
cyvacHi FamneTukn — ocb WO HelbarHeHHO!

«f 3Haw Bac, FlamneTte, cHo6e ABONUYHOCTHW», — TaK NOYUHAETLCA
noema, i gani B UbOMyY KNHOYI PO3WUPOETLCA 06pas, KAPTAETLCA KOOI O
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rpym i rpumacu, ski NPUXOBYIOTb CMNPAEBXHIO CYTb, AOro BAraHHRA |
ABOEHHA. 38KNUKAETHLCH HE BIPUTU AOMY:

He BipTe!

He pante 6nigomy MamneTuky
CxoBaTu MiXX @pas i Mix nos
[BOA3UKY NOro roMineTury,
loro po3ABOEHCHKUI NCUXO3.

| 3pewTOI0 BUrONOWYETHCA HOMY BUPOK:
Bmupain, yopHnin NamneTe,
nPUHUE NAKNUBOCTU.

OH Ha Wo o06epHEeHO WeKCMiPIiBCLKOro repon. KapTranTe cBOiX BOPOriB
CKINbKKW 338BroAHO, ane Hawo ANA YbOro NOTPEUBOXEHa TiHb BENWKa i
6naropoaHa? O/inH i3 Hancknagriwux o6pasiB CBITOBOT niTepaTypwu,
MamneT Mir 3axonysaTth B c00i, 30a€TbCA, WO 38BrOAHO, ane TinbkW
HE Te, YUM 3p00un Roro baxxaH. XuTaHHsA, CYMHIBU, HEPIWYNICTL — Tak.
Ane >XOAOHOK MIpao He NUUEMIPCTBO i nianicTh. Hasnakn — MamneT
€ 3Pa3KOM HecHo( ru W BipHOCTU cBOeEMY oboB'A3koBi. Cami BaraHHs,
NPO AKi CTiNbKKW CKA38HO W HanNWcaHo, HecyTb y cobi npupoaHo
NIOACBKUIA 3MICt | 30BCIM HE MalOTb TOro HEFATHWBHOIO CEHCY, AKOro
HagaHo My noomi. 8, nNpuHaimMHi, HEe MOXY npuragatu cepen
yucneHHnx Mamnorosux iHTepnpeTauin wocek noAidHe. AKwoO Bxe
NOETOBI TaK XOT1N0CA BAATUCA A0 KnacuyHux o6pasis, NnpuCnyxmTuca
8 A3HOMYy pasi mit 6u, npumipom, TapToQP.

Al B)Xe MaB Harogy Npo Te nucatu y cTaTTi «lloeToBi wnaxu T8
Woro 3axigHi moTueu».  Tenep xoTiB 6u we pas niakpecnnTn
HeWweKCNipiBCbKUA xapakTep TBOPY. AKWO 33paxOByBaTwu WOro A0
wekCcnipiBCbKUX iHTepnpeTauiin, 7o xiba wo, AK KaxyTb MATEMaTUKH,
BiA 3BOPOTHOrO, 3i 3HAKOM MiHYC.

AK ke, 0AHAEK, NOACHUTU TaKe ABVWe B NOeTa KyNbTypPU A XUCTY,
y BaxaHa? B 4omy piv? BianosicTu He Tak Baxko. KopiHHA 3axo-
BaHi, nepeayciM, y 4vaci — B 30-ux pPoOKax, i3 iX yTBEPAXKEHHAM
CTaniHWWHN, 3 BaXKOK aTMOCPEPOId Ta 3POCT3OHYUM TUCKOM.
Hacysanock «Bpem’s niote». [leknapauia cBOEi BinAaHoCcTH cTasana
CNPaBOI0 ENEMEHTAPHOI0 BUXWUBAHHA. [TPOMOBUCTUY NPUKNaa: TOro
X camoro poky, wo i «CmepTts Mamneta», — 1932-0oro, BUXOAUTH
«3namHa» 36ipka Makcuma PunbCbkoro «3HaK Tepesis», Aka cxunmna
wanmo B Ton xe Gik. MoeT oronowye, WO W ANA HLOro BXe Tenep
«CBiT PO3KONOBCH HA Tak i Hi, HA 6ine i 4epBOHE», — 338 TOK X
«KNacoBO» CXEMOIO.

) Cy4acHicTs, YepseHb (1985), ctop. 29-30.
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3a TaKux yMOB MMWUCTEUTBO BXXE HE rpano iCTOTHOI poni. laean
«CmepTn FamneTa» — rOMYHKYNIOC, KOHCTPYKUINA, B3ATA 3 NiAPYYHUKIB
NONITrpamMoTH, AKa i BU3HauYWna wWTamnoBaHy racnoBicTb giHany, ae
TOW igean NPOrosicwWeHO, A0 TOro X He Ay)Xe BNPAaBHO:

Micue B 6010 pPO3wyKaTh HE 3 NACKABOCTW,
A TBEPAO NPUATK | CTaTh.

| Knac HaB4YNTL i NOBOBI ¥ 3HEHABUCTMN,

| Knac HaBYUTb 3pOCTAaTh.

CreepaXEHHA NEUMITUBHOT NPEAMONIHIAHOCTK # 33anepPeYeHHA
CKNaAHOCTU NOAUKN MOTNO BYTU TEOPIEIO 4K iNeONOriEto, ane RiKoNKn
— MucreyrtsBomM. HaBiTb reHih JOCTOEBCHKOrO OUIHEHUA YyXKe
BiANOBIAHO A0 OQ@IUINHOro A0 HbOFO CTaBNEHHA, AapmMa Wwo B
ragaHnx Noro o6pasax, — CNPaBXHE XUBE XWUTTH, 3 AKUM He
BUTPUMYE HIAKOro nopisHAHHA Baxxanosa cxema. «CmepTs FamneTar,
OAHAK, | AOCI He nepernsafaeTLeA,

[ocTaTHbO TUNOBI B UbOMY BIAHOWEHHI TaKOX iHWI «weKcni-
piBCbKi» pedi baxaHa Tux xe 4acis. Y BENUKOMY Bipwi «] coHue Take
nposope» (1936) BUPUHAE raMNEeTIBCHKUA MOTUB PO3IMOBU 3 HEPENOM,
AKUN OOEPTAETLCA... HA CBOK NPOTUNEXHICTb: 3aMmicTb ranboko
NIOACBKOrO ramMneTiBCbKOro CyMy pPO3MOBa CTaE nNPUBOAOM ANA
YTBEPKEHHA KA3EHHOT O PaAfHCHKOrO onTumisMy. MNoeT nobysas i Ha
6aTbKiBWUHi Wekcnipa, pe3ynbTaToM Yoro € Bipw «Y CrpaTtgopai Ha
E@BOHI» (1948), 3 AKOro 3i 3AUBYBAHHAM MOXHA QAi3HATWUCSH, WO
BENUKWIA MUTEUb B AHrnil 3aHe6aHMA, Tak «MOBYUTL ropana nebigb
EMBOHY», @8 HAaTOMICTb KBiITHe B PaaaHcbkoMy Co0103i. 3annuwaeTheA
aonaTtu go MNnyxxHUMKOBOro wo oaHe sicl Tpicky4a pUuTOpUKa TUX peden
6esnepevdHo cnabwa 3a MOXNMBOCTI ba)kaHa, i BOHWM 30BCIM He
HanexaTtb OO0 OKPAC WOoro TBOPYOro ACPOOKy.

Buwe 3raagysanocn, wo BiAPasy BXKe NOEMIi3yBaB i3 ba)kaHOBUM
MramneTom lMnyxHuk. HabaraTo nisHiwe, KONM NOBEPHYNUCH nibepanbHi
Yacu, — Jleonig MepBomancekuit. Csgih Bipw «lamneT» BiH
AEMOHCTPaTMBHO Npucesadye baxkaHoBi 11 Nnoaac iHWOro MamneTa, aknn
«BBECH BiPHICTH, CBMOXEPTBA W YECHUN YUH», «HE BOAYUCH Hi wnaru,
Hi OTPYyTW», BOMIE MiTK 3i CBiTY, aHiXK y TAKOMY XUTH, Ae

Bci 3HalOTb BCE, ane BycTa 3aMKHyna

MipcTynHuurea i nignecHMyTBa neyartb.
Bce nporuuno. OTpyiHuin ayx GonoTta
Pee rpyan. CeIiT xuTHYBCA Ha Mexi.
Y>Ke He NPuUxoBaE NO30N0Ta

Ha xnnumax kpusasoi ipxi.
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Ha BnacHu® 3anuT: 6yTU 4n He 6yTK?
3arvwbennto BiANOBIAAE BiH.

To iHwa cmepTb NamneTa — WeEKCNipiBCbKa, TParidHa, cnpuynHeHa
KOHPMIKTOM 4ECHOT NI0AUHWU 3 NPOrHUNUM CBITOM, KOHPRIKTOM TeX,
3BUYAKHO, CYMaCHUM i akTyanbHUM, ane peanisoBaHUM BiANOBIAHO A0
nepwoaxepena. Ulob He 3anMWnUTK CYMHIBIB y, CkaszaTtu 6, BIAHOBNEHHiI
cnpasxHbLOI 3arubeni MamneTa, BipwW NPUCBAYYETLCA TOMY, XTO il
AOBINbHO N HENPABOMIPHO BUKOPUCTAB.

Uikasi we n peski iHWi iHTepnpeTauil, ocobnNMBO B 3HAMEHHI
wicTAeCATi PoKU 3 X HOBUMU MOMXAUBOCTAMU. «[amneT» Casu
FonoBaniBCbKOro yepes ob6pasz o¢onentn [inbAeHWTEPHA CTasuThb
rocTpy npobneMy MUCTEUTBaA | BNaAWU, KOHQPAIKTY TBOPYOCTH i
NPUCTOCOBHUYTRA. B aywi MNinbaeHWTEPHAE HIOW NOEAHENUCA CNYXIHHA
NUXOMY KOponesi 3 BI4ABHICTIO @NelTn, ane noeT CTBEePAXKYE
HEMOXMUBICTb TAKOr0 MOEAHAHHA, AKE BEAe MUCTEUTBO A0 3arubeni.
My3uka Tenep He TW — MuUTeUb, a BiH — koponb. BiH rpae, sin ame,
TN x pa6 naptutypu i cnyra doro. Yu x baxaHoBa noema He
inloctpauyia?

Tunosi wictaecaTHUKU — [ipad i Kucenbos — y €BOiX Bipwax npo
Openito rymadisytotb noesio, nosepTawum ii BiA nNuwHux, ane
XONoAHUX O@IUINHNX KOTYPHIB A0 WUPOMOACLKUX BiYHUX NOMYTTIB —
HIXXHOCTH, IHTUMHOCTU, CEQAEYHOIrO TEMNNA W YUCTOTHU, — BTINEHWUX Y
wekcnipiscobkit repoivi. Y [pava — xonoAHa CONOMUHKE, TOHIOCIHbKA
" cnaba, aky Tpeba 3abpaTu y BITPA KPUXKAEAHOIO i MPITU KONO cepus,
wob6 3bepertn. Y Kucenbosa - o06pas 6inoi He3aMaHOCTW.
MPUKMETHUM € PO3ropTaHHA CTUCNOro WEKCHIPIBCbKOro obpasy, Ak
Mae nuwe 150 paakis TtexkcTy. floeTu 3HaWWNU B HbOMY 3€pHa, WO
xosanu 6araTti noTeHuii, a NnoeTu4Ha ysea gana iM NPoOPOCTN UBITOM
HOBUM i WNPOKUM, AKWI 30epiras, pasom i3 TuUM, BNacTUBOCTI CBOEI
NepwoOCHOBM.

Ha uboMy Tni ocobAnBO ACHO BUCTYNaE HEWEKCNIPIBCbKUNA
xapaktep «CMmepTu Famnera» i Ta XepTBa, AKy NPUHOCUB BUIHANHUA

noeT CBOEMY HEWACHOMY 4aCOBI.

Civenb, 1988.
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Wolodymyr T. Zyla

Teodosij Os’machka as a Translator
of Shakespeare’s Macbeth*

In his book Shakespeare: The Tragedy of Macbeth, John Russell
Brown remarks that “like most Jacobean plays, Macbeth resists a single
classification.” For him “in important ways it is a history play, one of a
new kind developed in England, established during the last decades of the
sixteenth century, and dominated by Shakespeare's achievements.”
Moreover, according to Brown, in such a play the dramatist could easily
provide "comedy, satire, pathos, battle, pageantry, romance, argument
and commemoration of events of national importance."1 In Macbeth,
Shakespeare apparently used almost all these combinations of themes
and created indeed an intense, moving drama, packed with meaning.

In this paper | wish to examine some aspects of Macbeth's Ukrainian
translation in order to show how the transiator interpreted and presented
Shakespeare's masterpiece. Through such an examination | hope to show
the translator's understanding, his imagination and feeling.

Teodosij Os'machka (1895-1962),% a Ukrainian writer and poet, was,
in my opinion, uniquely suited to undertake the translation of Macbeth.
“In his poetry, even more than in his prose,' writes C. H. Andrusyshen,
“Os’'machka was a painfully incisive expressionist,”” who stormed "'with
elemental hatred against those who caused his ruin and that of his
country.””® Therefore the fate of Scotland during Macbeth's tyrannical
years was very close to his heart. In it he could easily identify the tragedy
of Ukraine, the tragedy that he described in his own works written with an
agitated soul and at times in a spirit like the ocean roused by a powerful
tempest. As a highly talented writer he was capable of easily making his
impressions descriptive and analytical and in that respect he was perhaps
unsurpassed in Ukrainian literature. He is known for the originality of his
concepts and for his ability to make these concepts work. The repressive
1930's in Ukraine left a profound imprint on his soul; after all in that
decade he was twice arrested. Only by feigning insanity was Os'machka
able to escape the liquidation suffered by most of his closest friends who
lived and worked under Stalin's regime.

His interest in Shakespeare began in the late 1920's. At that time
Ukrainian literature had three translations of Macbeth: one by Osyp Jurij
Fed'kovych,* another by Pantelejmon Kulish,” and the third by Jurij
Korec'kyj.°
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Os’'machka explains his involvement in translation of Shakespeare’s
works’ in the following way:

| began to study English while | was still in Kyjiv...
At that time | was attracted to Byron's lyrics and
Shakespeare's tales which were narrated by people who
were more literate than [. The writer Pidmohyl'nyj was then
translating the works of Anatole France and knew French
very well. And he often was telling me that the best way
to study a foreign language was to translate from that
language into your native language. Pidmohyl'nyj was
also in excellent relations with the members of the
[Ukrainian] Academy who were openly saying that there
was no Shakespeare in Ukrainian because the Kulish
translation did not communicate directly to the listener.
Thus there was a need to rework Kulish's language and
at least in that way to do some justice to Shakespeare in
Ukrainian, And there in the Academy, through the efforts
of Pidmohyl'nyj, they became convinced that the
translation of Macbeth should be given to me, because
my verse was considered powerful and vigorous. | began
working on the translation of Macbeth, not with the
purpose of reworking the language but rather of
producing an original translation using all available
Ukrainian translations, foreign translations, and the
English original. And | did it.®

This brief story explains how Os'machka became involved with
Macbeth and decided to make his first translation.® Unfortunately | have
been unable to obtain this translation. In the 1950's, already living abroad,
Os’'machka wrote a second translation because, as he says, he was ‘‘not
satisfied with the accuracy of his first effort and with its emotional
expressiveness.”'® Furthermore, at that time he had a better knowledge
of English and could handle Shakespeare’s poetic language much better.
He could also better understand Macbeth's locale and more easily
conquer the difficulty of the dialectal expressions.

Macbeth is a short play and in its original version contains 1,993
lines. It is perhaps the most condensed of Shakespeare's tragedies (King
Lear contains 3,298 lines, Othello — 3,324, Hamlet — 3,924, and Julius
Caesar — 2,440)."" The Ukrainian translation, on the other hand, contains
2,764 lines (Act| — 644, Act 1l —~ 434, Act lll — 583, Act IV — 642 and Act V
-~ 461). Thus the Ukrainian text is 770 lines longer than the Shakespeare’s
original. Shakespeare wrote Macbeth in blank verse and therefore almost
entirely without rhyme. Each of his lines normally iambic pentameter — of
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course contains ten syllables divided into five feet of two syllables each
with the accent usually falling on the second syilable. However, in order
to avoid monotony the author also used run-on lines with eleven syiiables
in which the rhyme of the last syllable carries right into the first syllable
of the next line thus giving the text a smooth continuous flow.
Shakespearean witches, on the other hand, speak trochaic tetrameter to
separate them rhythmically from human beings. A special exception is
made for Hecate who is of superior rank among the witches and speaks
iambic tetrameter. In Macbeth Shakespeare also uses prose, spoken
usually by common people in order to differentiate them from the nobility,
or to communicate Macbeth’s letter to his wife, thus setting it apart from
the rest of the play.
Os'machka carefully approaches the Shakespearean text. For
example, the English original reads:
My liege,

They are not yet come back. But | have spoke

With one that saw him die; who did report

That very frankly he confessed his treasons,

Implored your Highness’ pardon, and set forth

A deep repentance. Nothing in his life

Became him like the leaving it. He died

As one that had been studied in his death

To throw away the dearest thing he owed

As twere a careless trifle.

(1, iv, 1-10)*

The Ukrainian translation reads:

Bnapapio Mmin, we He BEPHYNUCH, TiNbKun
1 po3MoBAsAB 3 O4HUM, WO 6avuB cMepPThb
KaBnopoBy BiH pO3NOBIB, AK WMUPO
Kasaop ripusHaBscA B 3padi Ta 6naras
Y BawWOi BENUYHOCTW NPOWEHHA

Bo Buasus rnnboke KanaTTsa

Hiwo oMy He nacysano Tax,

Ak pO3ny4aTUCA i3 TUM XUTTAM,

fike BiH maB He NO 3acnysi.

HeHave cMmepTbh MOro HaB4YMna

Po3nyky 6paTu 3 piv4i0 HAKQoPOWOIo,
HemMoB 3 AypHUYKOIO AKOIOCH,

Konu noTpi6Ho."

The translation appears also in blank verse and therefore without rihyme.
It is to be noted that the ten Shakespearean lines are rendered by 13 lines
in the Ukrainian transtation. But to our surprise the latter contains only 63
words versus 70 words in the English original. The translated lines
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contain the Shakespearean charm and beauty as well as the imagery. The
lines are vivid, compact and intense. They translate correctly the idea that
Cawdor had confessed and has died with a nobility he had not achieved
in life. Furthermore, this report of Cawdor's death is an intelligent and
clear statement by Malcolm. Thus the passage has the spirit of the
original and reveals the facts clearly and distinctly. 1t proves the
translator’s originality in selecting the correct Ukrainian words for the
English text in order to make the translation accurate and emotionally as
close to the original as possible.

The fact that the translator used 13 lines to render 10 English lines
easily demonstrates how there can be 700 lines more in transiation than
there are in the original. After all, Os’machka himself is a poet who
realizes that a translation which offers the exact literal meaning without
poetical form is certainly not art. Therefore he tried to achieve a
reasonable accuracy in his work so that it might merit designation as
Ukrainian blank verse. This successful attempt to render reasonably
acceptable verse has thus increased the translated lines without however
necessarily inflating text in number of words. This is probably the best
way to give a meaningful equivalent of the original.

Os’'machka’s prose renderings are also skillful and original. Macbeth's
letter to his wife is not only interesting but important enough to be sent
by a special messenger. In it the translator depicted the good news and
the Macbeth's love for his wife, whom he called «mMos nogpyro
Hanpopowa» (my dearest partner of greatness). The Ukrainian translation
of the concluding lines of this letter is a good example of profound
understanding of the English and is quite characteristic of Macbeth's
personality and his ambitions. In so far as prose is concerned one should
also mention the Porter’'s soliloquy in which he appears as a common
man and therefore speaks in prose. This passage in Ukrainian translation
is very significant because of the sound effect. The Ukrainian «ryp, ryp,
ryp» repeated three times is perhaps even more forceful than the English
"knock, knock, knock''. Therefore “'the knocking within" in the Ukrainian
translation creates a strong background undoubtedly very effective on
stage. It also accounts for some irony because of the fact that the
drunken porter should imagine himself as a porter of Helli's gate. The
mention of Satan at night in the Ukrainian translation creates a very
specific situation which is certainly as effective as the mention of the
“Belzebub’ in English.

I cannot conclude my discussion of Shakespeare's poetry and prose
in Macbeth without mentioning the witches that represent the supernatural
in the play. Witchcraft was very common in Shakespeare's time and there
existed a universal belief in it. The play begins with the appearance of
three witches who speak a different rhyme from the humans:
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When shall we three meet again?
In thunder, lightning, or in rain?
{, i 1-2)
In Ukrainian translation these lines sound:

Konu »x Mun cTpiHemocs we
Nia 6nuck rpomis Ta nig gowem? (p. 51)

in English the witches speech is trochaic tetrameter which consists of
four feet of two syllables each with the accent falling upon the first
syllable in each pair. The same meter is preserved in Ukrainian
translation. Since this meter is suggestive of dance, it is quite appropriate
for the assembly of witches. Os’'machka rendered these scenes very
carefully, observing not only the requirements of the English original but
also the spirit of Ukrainian supernatural poetry. The Ukrainian supernatural
world is very rich and quite complex in its content. Os’'machka accounted
for all the difficulties presented in English, and, in his translation,
expressed them in terms of elements carefully selected from Ukrainian
folksongs and folklore in general.

Thus Os'machka’s rendering of Macbeth’s meter is not a sporadic
effort or an incidental undertaking. It is a thorough search for the
appropriate metrical form to make the translation natural and unprosaic.
Each line that Os’'machka translated shows his great struggle in order to
avoid a rough version and to give the Ukrainian reading public a
fundamentally original and poetical translation carefully derived from the
proper handling of the English text. )

In addition to its metrical merits, Os’machka’s translation also shows
his rich imagination, profound feelings and precise directions in keeping
the work unified and appealing. The names of the characters of the
tragedy are not presented according to one standard. Some names that
are unusual for the Ukrainian language are used as nearly as possible in
the way in which they are pronounced in English (Malcolm — Makom,
Donalbain — [Jonanb6eH; Macduff — Makna@, etc.) Those names that
have aiready acquired usage in Ukrainian, like Macbeth or Duncan are
even printed almost in their English forms — Max6eT,'* Qynkan, etc. This
variety in names adds much to the atmosphere that dominates the play
and makes the translation visibly closer to the original for the reader.

Reading carefully the original and Os’'machka’s translation one cannot
easily spot how much the translator tried to preserve the Shakespearean
imagery. He treated the descriptive passages, especially those that are
vivid, compact and particularized very carefully. Such imagery creates
intensity and makes the lines of translation emotional and meaningful.

In Macbeth there is a special atmosphere of darkness. In the whole
drama the sun is mentioned only twice — at the beginning and at the end.
The action takes place either in some dark places or at night. Duncan is
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murdered at night, as is Banquo. Witches dance in the thick atmosphere
of a storm when the thunder is heard. This action takes place in a cave,
and here each image creates horror and disgust while darkness prevails.
Macbeth, who enters the scene, calls the witches «TaemHi, 4YOPHI i
nisHi4Hi BigbMu» (secret, black and midnight hags). Os'machka
approaches these images with knowledge and feeling. He penetrates their
being and sees in them not only mental pictures but a multiplicity of
factual images which can be taken collectively or individually. For
example, each apparition forms an image by itself and its function is to
express prophesy. The first apparition of a helmeted head represents
Macbeth himself and echoes the fears of his mind which is by now
desperate; he is nearly insane. He fears Macduff, who will finally cut off
his head, because he has been suspicious of him from the beginning. The
second apparition, a bloody child, represents Macduff. it assures Macbeth
that no one born of woman shall ever be able to harm him. Finally, the
third apparition, a crowned child bearing a tree, represents Malcolm. This
apparition tells Macbeth that he never will be harmed until Birnam Forest
will come to Dunsinane Hill. But the significance of each image is the
product of Macbeth's mind and wish. Their meanings are subjective but
still have artistic merits. Each image builds overconfidence and fails to
indicate the real significance of the prophesies for the future. The last
collective image of eight Kings and of Banquo's ghost appears after triple
incantation. This time Macbeth is warned not to insist on knowing if
Banquo's descendants will reign. However, he does not obey; his violent
and destructive nature carries his demand to a final end and the
re-appearing of Banquo's ghost points to the Kings as his descendants.
Os’machka not only truthfully depicted these images in his translation but
portrayed them with a carefully selected vocabulary that makes his
translated lines close in spirit to Ukrainian supernatural poetry. He
accounted for the darkness that accompanies these images. They are
imprinted in Macbeth's mind and have an effect on his spirit, a spirit that
remains in darkness and is overconfident. Thus the translation of these
crucial and eventful scenes parallels the original in its imagery and in the
profoundness of its meaning. It is truly very unusual to see a translation
that is so close to the original; at points they are separated only by a total
linguistic incompatibility, rare indeed for Os'machka.

On many occasions Shakespearean imagery carries in itself violence
that contributes to the formation of the atmosphere in the tragedy.
Macbeth’'s scheme to massacre Macduff's wife and family is purposeless
savagery of great magnitude. On that occasion the Ukrainian translation
sounds very grim. The original imagery is fully depicted with striking
force:

Makrkanagis 3aMok
13 ®anipoM panTom 3axonnio
| Tam xiHOK, Aitenn Ha mey BizbMmy. (p. 120)
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In English:

The castle of Macduff | will surprise,

Seize upon Fife, give to th’ edge o' th' sword

His wife and babe.

(v, i, 150-152)
Here the Ukrainian translation seems equally dynamic because of the
force of the poetic lines. It also portrays vividly Macbeth's spiritual
resolution and is stormily tumultous.
Of great importance in the tragedy is the image of blood which is

forced upon Macbeth and his wife.

Mligit, o6MuninTe pyku BiA NUNAKOTO,
BpyaHoro ceiaka. (p. 78)
In English:
Go get some water
And wash this filthy witness from your hand.
(I, ii, 45-46)
Or
Yn kpoB npevucTy
Benvkun okeaH HenTtyHiB BIiAMUTU 38yK3
Bin pyk Moix? Ox, Hi. Mops 6eamexHi
Cropiwe XxBUNAMU 3a4€PBOHIIOTDb
| KpOB'IO 3aKUNNATL BIA PyK oumnx! (p. 79)
In English:
Will all great Neptune's ocean wash this blood
Clean from my hand? No, this my hand will rather
The multitudinous seas incarnadine
Making the green one red.
(I, ii, 59-62)

What is important in these examples is the blood that must be washed
away because, as Macbeth feels, it indicates the enormity of the crime.
Metaphorically there is probably enough blood on Macbeth's hands to
make the measureless seas red. The powerful images appear equally
strong in the original and in the translation. They both leave an
impression that cannot easily be forgotten. In the second example the
image appears metaphoric but dreadful enough to indicate a terrible
crime.

The Scene iii of Act IV is, without doubt, of great importance for the
translation. This scene is usually omitted in the acting of the play because
of its dragging tendency. However, it contains the most realistic imagery
of an enslaved country. In translating this imagery that refers to Scotland,
Os’machka was writing about his own country because of the striking
similarities between the two. In the translation of this imagery, Os’'machka
demonstrates his genius, his ability to raise himself spiritually above the
original, and to speak emotionally in crystal-clear words about the dark
realistic Shakespearean reality:
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Boxxe no6pwi,
3MeTn OTe, wo HaC BUrHaHUAMMU
3pobunol ‘
biaxa
Mosa kpaiHa Bxe 60iTbcA TiHi
Cgoe€i... Ham BoHa He maTip'to
Ha3BeTbCA, TiNbKN — NOMOBWUHOIO.
Hivyoro Tam Hema. | xTO He 3Ha
Hivoro, Tinbkn TOW CMIETBCA Tam.
Tam CTOriH, rONOCiHHA i 3iAXaHHA
MoBiTpa po3AyBalOTh, i HIXTO
He nomiva. Tam rope nioTtee
N MmoaHUM XBUMIOBaHHAM BUABETHCA.
A A3BOHATL NO AyWi, TO neaBe XTo
Cnurtag, no 4unin. XXutrta B nloaen
Bia kBiTOK HAa 6punax Tam wBNAWE ruHe,
' | MpYyTb paHiwe, Hixx Heayra npuinae. (p. 131)
In English:
Good God betimes remove
The means that makes us strangers!
Alas, poor country,
Almost afraid to know itself. It cannot
Be called our mother but our grave, where nothing
But who knows nothing is once seen to smile;
Where signs and groans, and shrieks that rent the air,
Are made, not marked; where violent sorrow seems
A modern ecstasy. The dead man's knell
Is there scarce asked for who, and good men’s lives
Expire before the flowers in their caps,
Dying or ere they sicken.
(v, iii, 162-172)

Conditions in Scotland worsen and the situation becomes desperate.
It is truly a drama of large magnitude portrayed with emotion and pathos
that are gradually intensified and appear strongly resonant with the
translator's country’s suffering. Only one who knows Os’'machka’s own
works may judge his translation of this passage and his unique
understanding of its imagery. | consider that this is the highest point in
the whole translation. Os’'machka’'s words become powerful tools, truly
superb in portraying with great accuracy the Shakespearean reality.

The translation shows Os'machka’s profound emotional involvement.
He is extremely sensitive to all of the experiences of the characters

’
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involved. He looks at them with understanding and interprets their
functions correctly. He is perfectly eloquent and perhaps somewhat
rigorous in interpreting the tragedy’'s atmosphere of horror and of the
hidden forces which control words and deeds. Os’machka'’s presentation
of Macbeth does not suffer because of complexity; it is a straight-forward
moving play, embodying the Shakespearean reality but viewed through
Os’'machka’s prism of mind and spirit. | see in it Os'machka’s feelings,
sensations and his manner of perception, important qualities in order not
to underrate the greatness of the tragedy. The translation is presented in
powerful, appealing language. It fascinates the reader not only because
of particular passages, such as the one | have just cited but because of
its forceful totality.

In translating Macbeth Teodosij Os’'machka has produced an
important work of art which, though falling within the highly specialized
category of belletristic transfation, is of wide interest and application.
He filled the great gap in Ukrainian Shakespeareana, and we can be
grateful to him for demonstrating the significance of a good translation of
an important universal literary figure. Finally, it should be noted that the
grace of this translation complements its poetical and inteliectual
achievement.

Notes

* This paper in essentially its present form was read at the Meeting of the
Ukrainian Shakespeare Society in Montreal, June 3, 1980. The Ukrainian
Shakespeare Society abroad was organized in 1957. Professor Dmytro
Chyzhevs’kyj, then of the University of Heidelberg, Germany, was elected the first
president and Professor J. B. Rudnyc'kyj, of the University of Manitoba, the first
vice president. The Society has 20 members — translators of Shakespeare's
works into Ukrainian, researchers, bibliographers and others. (Incidentally, the
tirst Ukrainian translations were published in Ukraine some 120 years ago.) Thus
tar, the Society has issued, in collaboration with publishers, Ukrainian
translations of plays, sonnets, and other works of the English bard. The Ukrainian
Translation of Shakespearean Sonnets: A Stylistic Analysis, a monograph by
Professor O. Prokopiw, was published in Edmonton, Canada in 1976. Professor
Yar Slavutych, of the University of Alberta, the current president of the society,
has prepared a book involving new translations and research that was published
in 1987.

. John Russel Brown, Shakespeare: The Tragedy of Macbeth (London: Edward
Arnold Ltd., 1963), p. 22.

. In this article the system of transliteration used in Slavic Philology has been
followed.

The Ukrainian Poets: 1189-1962, selected and trans. C. H. Andrusyshen and
Watson Kirkconnell (Toronto: Univ. of Toronto Press, 1963), p. 400.
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. Mucanns Ocuna HOpia ®easkouya (Works by Osyp Jurij Fed’kovych), ed.

with a preface by Isan ®panko (fibsis: Haykose Tosapucteo im. Wlesvenka,
1902), vol. lll, part 2, This publication involves translations of Hamlet and
Macbeth.

Yiniam Wekcnip, Maxber. trans. P. A. Kulish, preface by Ivan Franko (NlbBiB:
Haykose Tosapuctno im. Wesyenka, 1900).

Jurij Korec'kyj's translation was used for the theatrical performance of
Macbeth in Donec'k in 1938,

Binbam Wekcnip, Mar6er. Tragedy in Five Acts, trans. Teoaociit Ocbmauka
(Xapkie-Kuin: [epxasHe BupaasHuyutso YkpaiHu, 1930). Os'machka also
translated Henry the Fourth, Part 1 and Il, but this translation was never
published in Ukraine. From this translation only Scene iv, Act il, Part | was
published abroad in Ykpainwa i csit (Ukraine and the World), No. 18
(Hannover, 1958).

Binbam Wekcnip, Tparegis Maxbeta, Kopons Nenpi 1Y, ed. with a preface by
lhor Kostec’kyj (Minchen: «Ha ropi», 1961), p. 48. Translation mine.

. See note 7.

Tparegis Makbeta, Kopons [FeHpi 1Y, p. 48. Translation mine.

A. C. Bradley, Shakespearean Tragedy: Hamlet, Othello, King Lear, Macbeth
(Cleveland and New York: The World Publishing Company, 1961), p. 379.
William Shakespeare, Macbeth, ed. Alfred Harbage (New York: Penguin Books,
1977), p. 35. All subsequent English citations will be to this edition.
Tparepgis Mak6Geta, Kopons Fenpi 1Y, p. 61. ANl subsequent Ukrainian
citations will be to this edition.

The very characteristic English unvoiced '"th” does not exist in Ukrainian.

TBOPU 3 WEKCNIPIBCbKUMU MOTUBAMNA

Makcum Punbcoknit

Ak MamneT, NpuanMBNAIOCL A A0 XMap,
A oniseub, HEBIPHUA MIW TTONOHIR,
Nepenusae B CNOBO AUBHUIA 4ap,
CBATOro coHus BiAGINCKU YE€PBOHI.

He cnyxan, npuHye, HeNoTPIOHUX cnis
Ynecnueo-6pexnusoro BenbMoxil
Hawo anAa xmap uen ranacnusuin cnis?
Tak no6pe, wo Hi 3 4UM BOHW HE CXOXI.

1919
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Ap CnaByTtuy

NamneTiB moHonor To be, or not to be
y nepeknaai /leoniga Npebinku

Mpauwtoyn Haa cTtatTeo “To be, ofr not to be B yKpaiHCbKuUX
nepeknagax'’, sKka BMiWeHa B nNepwoMy BUMNYCKY YKpaiHCbKOI
Wekcnipisum Ha 3axoai (1987), s ycTanue, WO Ha TOR 4ac iCHyBano
woHaiMmeHwe 11 nepeknaais ramnera, npuHUa AaHcLKoro. He BCi BOHY
HaAPYKOBaHI MOBHICTIO, AeAKI NMWeE yPUBKAMMU, KinbKa CNnovvMBalTb Y
pykonucax. Ockinbku Ha 3axoni we He 6yno BCiX TOMIB KMiBCbKOro
wecTUTOMHUKE WekKkcnipa, wo noro sunyuweHo 8 cBIiT 1984-1986 poxis,
TAXKO 6yno nepeabauunTtn, YNMOMY NepeknafoBi HafaHa nNepwicTb y
BWAAHHI, AKE 3'ABMNOCA Haknaaom 68,000 npumMipHUKiB.

He3a6apom yce 3'ACyBaNOCs: y N'ATOMY TOMIi KUIBCbKOro BUAaHHA
TBopu B wecTH TOMax ymiweHo NOBHUA nepeknaa [Mamnera nepa
Neodina Mpebinkn. OTxe, ue npasponoAibHO ABaHAAURTUIN Nepeknan
cnaseTHOT TpareAii Wekcnipa, wo it 6araTo wekcnipisBuiB 3apaxoByioTb
[O HAWBU3HAYHIWKWX TBOPIB aHrNINCLKOro ApamaTypra. HAKWo X
paxyBaTu NUWe NOBHICTIO HAAPYKOBAHI NEPeKNanu, TO Ue LoHanMeEHWe
BOCbMUIA — nicnA BiATBOpPeHb Muxanna Ctapuubrkoro, flaHrenenmoHa
Kyniwa, Opis deabkosuda, Biktopa Bepa, Opia Knewa, INpuropia
Kouypa, Iropa Kocteubkoro. MasnmH CeBeHUMUbKUIA Nepexknas nuwe
nepwy aito Mamnera, a nepexnaau HaTa XoTkesu4a, AkoBa »Kapka Ta
Muxanna PyaHuubKkoro, ckinbku BiAOMO, He HaapykoBsaHi. Hibuto we
B WICTAECATUX POKAX MUHYNOro CTOPiYYA nepeknanas amsera BiT
KocoByes, ane noro pykonucy He 3HamaeHo. byna 4yTka npo AKWACH
nepexknan C. Mycaka.

Mpo ocoby JleoHina Mpebinku (1909-1941) mano sigomocTein.' Ak
noAaE oAnH «6iGniorpagivknii NOKaXK4UK», MOro 36ipka noesin Pagicrts
yopHo3zemHa sunwna y ceit 1930 p.? Tpoxu 6inbwe NPO HLOFO € B
[ocninxkeHHi «HaykoBOT AYMKWU»:

Lo 70-ux pPOKIB HaWoOro CTONITTA 3 YKPATHCbKOK
weKcnipisHot He nos's3ysaHo iM'Aa  JleoHina
€sreHoBsuya FpebiHkn, akun y 20-30 pokax BUCTyNuBs
Ha niTepaTypHin HUBI Ta YacTo ApPyKyBaBcs B
PAAAHCHLKIN nepioauui, 30kpemMa B XypHani «XXurta n
pesonoyia». Y 1939 p. BiH 34inCHNB NOBHUI Nnepeknan
«FamneTa» | nepepnas mawnHonuc A0 KWIBCbLKOro
YKPAiHCbKOro ApamaTudHoro teartpy iMm. I ®paHka. Y
BOEHHOMY NNXORITTI MawuHonuc 3arybuscs, i nnwue B8
70-ux poKax Woro BiaHanaeHo Ta nepenaHo Ao Apxisy-
My3eto nitepaTypu i mucteutsa YPCP.?
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Ak nosinomus (ycHo) Amutpo MaBniM4KO, KONUWHIA pepnakTop
ypHany Beecsit, NN. I pe6iHKa 3arMHyB Ha @POHTI. MOXXHa NPpUNycKaTy,
wo BiH MaB BuWy 3aKiH4eHy ocBiTy. Ak BMAKO 3 Koro cnocoby
sucnoBy, aobpe 3acBoiB nNoeTuky i nepesaxxHo aA6as nNpo MUNO-
3BYYHICTb @pa3un. J1. ['pebiHka HanesBHe KOpPMUCTyBaBCA Nepexknanom fl.
Kyniwa — uye 3HaTU 3 OKpPemMwux BUCNOBIB, ane 3annuwasCA UinkoMm
He3anexHuMm, socTtascs cob0:0.

MpotunexHo go /. Mpebinxku, . KoYvyp NOBHICTIO 3anexHuin Bia
0. KneHa. Y»e cka3ano 8 Ha3BaHiin suwe cTtatTi, . Ko4vyp, nepe-
nucyloun Knenig nepeknan, siapenarysas OKpemi pe4eHHs A BUCNOBU
y 3roAi 3 Ninwolto yKkpaiHCbKOIO PPAa3eoNoOricio Ta NOKPAWMB 3aranbHy
TOHanbHIiCTL | MUNO3BYYHICTb. Ko4yposa nekcuka Ao06ipHiwa @
HOpMmaTusHiwa 3a KneHoBy. TakMM 44MHOM, HA OCHOBI afanTauii (Tpeba
ue nigkpecnuTH) BUAWOB CyUinbHUIA TBIP i3 OCTATOYHUM WIPOM came
. Kowypa. flyman, wo i nepwwii nepeknanavy noroAueca 6 3 yCiM
TUM, WO BHIC APYrvin y MOro TEKCT, Hanaw4yu AOMYy OCTATOYHOro,
Kpaworo MoBHOro Burnsay. Moxe Ttpeba 6yno nignucartu xo46w Tak:
nepexknana lOpin Knena 3a penakuieto [puropisa Kovypa. Naapao, wo ye
Haikpauia po3B’A3Ka Nicna ocyannanx po3mos y Heio-Mopky. AcHa pid,
AoHenaBHa 3ranysBaTu iM'a 0. KneHa nig pagsHCbKUM YCTPOEM
ueHsypa He paossonsna. EmirpauyinHux aBTopiB 3ab6OpPOHANU HAaBITHL
33 XPYWOBCHLKOT BiANUIrv; AKWO 3raysann, TO nuuie ik «rocnoBopisis»
(paHiwe HaznBann «ropnopisamn»).

Ockinbku 1 6yay NnOpPiBHIOBATY Uen nepeknan ABox ocib, 3 ogHoro
60Ky, Ta MpebiHkn I3 Apyroro, MPONOHYIO HA3BaTU NEPWIUA KOYypOBUM.
Kouypis nepeknan MNamnera — ue [OCI HANBUWMKIN OCAr Y BIiATBOPEHHI
uboro nepwotsopy UWekcnipa 3acobfamMu  yKPEITHCbKOT  MOBW.
36epexxeHo TyT | B8iANOBIAHWA BUCOKWA CTUNb, | METaPOPK Ta iHwWI
Tponu. MNMpasausa noesial Helo byne 3anosoneHuit, nepeaycim, 4uTay
i3 nobpoto OCBITOW, 3 NEBHUM 3HAHHAM CBITOBOT NiTEPATYPU, OXOYUN
[0 PO3KPUTTA NOETUYHUX TAaEMHMUb | NoQibHUX HenepecidHHOCTER.

MpebiHYMH nepeknan, Xo04 aAeKBaTHO NepenaE 3MICT MOHONMOTY,
Ak | BCi€T Tpareail, sMeHwye noeTuYHi npukpacu, snactusi Wekcniposi.
Ue 3po6neHo 3apann 6inbwoi AOXiANMBOCTU 3MICTY B PO3IMOBI 4iNOBUX
oci6. Takum 4uHOM, [amneTis MOHONOIr CTA€E ACHIWWIA CBOEO
CEMAaHTUKOI0, npuieMHiunvi. MpebiHduH nepexknan Hana€eTbLCA Oinbuwe
ANR CUEHW, ANA CNyxa4va, AKWIA CRIAKYE 3@ PO3BUTKOM noAin y n'eci.
Ko4ypiB TEKCT, HABNAKK, MOXE KPawuhd ANA YUTAHHA O4YUMa, 3
MOXTMBUMU 3YNUHKEMU ANA PO3AYMIB WOA0 NOETUYHOCTN B PEYEHHAX
U Ppasax, i3 3aTpuMKamMu AnA rnMbworo cNPUMMaHHA KPacu BUCNOBY
Ta rNMPOAOBXEHHA ECTETUYHOT Haconoau.

Ha nepwwit nornsa Hi6n nposaidvHiwun, nogekyan 3 GyaeHHOIO
nekcukoro, Jl. Fpebinka oaAHAK HE 3HWKYETBCA A0 NpocTayrsa |
KocTeubkoro, mpo wo BXe Wwna MoBa y 3ragaHin moim crarvTi
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Mepexknapgay 3asxaun 36epirac  HanexHuh piBeHb BIATBOPEHHA
nepuwoTBOPy, XO4 iHOAI 3i 3MEHWEHOK «noeTuYHICTIo». Ue MoxHa
BiApPasy NOMITUTH, NOPIBHIOIONK OPUriHAN i3 ABOME NEpPeKnaaamu.

Wekcnipis nepwoTsip:
Thus conscience does make cowards of us all;
And thus the native hue of resolution
Is sickled o'er with the pale cast of thought...*

Kou4ypis nepeknan: Mpe6iH4nH nepexnan:
Tak po3gym pobutb 60Arysis 3 Hac, Tak PO3yM MONOXNUBKUMU HAC POBUTD,
PiwydocTu npupoakeHnin pym'sHeup  Ackpasi 6apsu HAWOI Biasarn
bnigoto 6apBotO BKPUBAE aymka..’ Bia po3aymis BTpayatoTh Konip cBi...?

Kyniwis «pyM’'aHeub sigsarv» nepekoyysas A0 KneHa sk «piweHun
pymM'sHeUb MPUPOXKAEHHUA», NePeTBOPIOIOYUCH Nia nepom Kodvypa B
«piwyvocT NPpUpoXEHUn pym'aHeub». Y J1. FpebiHkn «pyM’ sHUA»
BXE HEMAa€E, HAaTOMICTb NOCTalTb «ACKPaBi 68pBM HaWOT BiABarm».
Tamry 36epexeHo Aayxe pgobpe, ane BucnosneHo {1 npocTiwe,
CnpuHATNUBIWE ANA cayxava. Yurav, Moxe, naBaTume nepesary
«pym’aHuesi Biggarm» U T. N., ane Ans CNPUAMAEHHA 41X NaK 38CBOEHHA
ecTeTU4YHOro enemeHTy Tpeba Tpoxu Ginbwe yacy, noTpibHa nassa
Ana obaymyesaHHa., Ue woch, noaibHe ao npayi Komn'iotepa — Ha
BUKOHAHHA CTUMYNy iHoAl Tpeba novexkaTn 604Q3M Kinbka CeKyHA, XOY
OYMKOIO MOXHa8 U KoMn'toTep o6GirHatu., Y KOHTEKCTi Takoro
MipKyBaHHA, J1. MpebiHka cBOIM BUCNOBOM «ACKpasi GapBu Hawoi
BiABarv» MaE nepesary, AKWO c/yxaTty woro 3i cyeHu, To6T0 nigyac
BUCTABU — TaK caMoO fiKk Kouypis TEKCT MOXXe MaTu CBOIO BNACHY
BUWICTb 338 iHWKX O6CTaBWH, 30KPEMA 338 BOAYM/IUBOIO YNTaHHA.

Ule oaHe NopiBHAHHA OpuriHany 3 Kinbkoma nepexknafamu:
Whether 't is nobler in the mind, to suffer
The slings and arrows of outrageous fortune,
Or to take arms against a sea of troubles,
And by opposing end them?’

Kyniwis nepeknan:
Wo 6naropoaHinwe B Aywi: Tepnitn
MNpawi i cTpinn 3nowoi dopTyHY,
Y 30yHTYBBTUCL NPOTUB MOPA Ty
| BYHTYBaHHAM M KOHeUb 3pobutn?

KneuiB nepexknagn:
Wo Ans Aywi wnaxeTHiwe: TepniTH
BCi cTpinu i KaMmiHHA 3noi goni,
4YKU BPA3 NOBCTATHU NPOTU MOPA MYK,
iM kpain noxnaswmn?®
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Kouypis nepeknan:
B 4iM Ginbwe rigHOCTU: TEPNITU MOBYKH
Baxki ynapu HaBicHoi foni
Yu ctaTun 36pOIHO NMPOTU MOPA MYK
| Kpa noknacTu iM 6opHeto? '°

pebiHumnH nepeknan:
Wo 6naropoaHiwe? KopuTtuch poni
| 6inb Big rocTpux cTpin ii TepniTy,
A 4n, 3iTHYBWKUCH B repui 3 Mopem nuxa,
MoknacTu kpan nomy?''

MopisHIOIOYK, MOXHA 3P00OUTU BUCHOBOK, uio B Knena manxe
6yksanbHuii nepeknan: «Wo ana aywi wnaxeTtHiwe..?» Y Kouypa,
Hasnaku, BsignoBiAHWA BUCNIB 3MiCTOBHIWMK: «B 4iM  6inbwe
riAHOCTN..?» AKe nae MOBA He NPO WAAXETCTBO AK CTaH, a npo
AKOCTI XapaKTepy — NIOACHKY FAHICTb. TAMKA «WNAXETHUN» Y 3HAYEHHI
«TiAHWA» CUHOHIMIMHO BTOPUHHE. KOYyp ynNoOBWB HANOCHOBHIWE |
nepeknas BiANOBIAHWUA PAAOK Hankpawe. ¥ nepeknagai 0. Knena paaku
«4YKU BPA3 NOBCTATY NPOTWU MOPA MYK, TM Kpai NOKNABWHU?» NPOCTO He
NorivyHi: AKWO «Kpai noknaswu» Bxe Bigbynoca (BXUTO B MUHYNOMY
vyacil), To 4n Tpeba we «Bpa3 MOBCTATU NPOTU MOPA MYK»?
HopmansHo ye pedenHHs Mano 6 38y4aTn xouMOW Tak: «du, Bpa3
MOBCTABWY NPOTU MOPSA MyK, TM Kpah noxnacTu?» OTxe, cnepuy
«MOBCTATU», a NOTIM YyHACNIAOK NOBCTAHHA «KPAW NOKNECTU» MYKaM.

. Mpeb6iHKa, A34M KHWKHY NeKceMy, Xo4 i nownpeHy, To0To «wo
Bnaropoaniwe», ynopasCA Kpauwle B8 HaCTYNHUX PRAKax, A€ 3MicT
BWMCNOB/NIEHO ACHIWE, HiX B IHWMWX Nepeknanavis, #oro nonepeaHukis.
Taka HacTaHoOBa Bi4YTHA HE TiNbKW B MOHONO3Ii, a # y Bcitt Tparenii
— NPOCTIWO MOBOK [OHECTU 3MICT A0 cnyxada. Yce ue CBiaAYUTD,
wo BapTto 6yno pobutu ABaHAAURTUMA nepeknan n'ecn (cepen
MOBHICTIO HAQPYKOBAHUX — BOCbMWI), Ae AioBi ocobu roBopaTb
Maimke 6yneHHolo, ane no6poto NiTepaTypHo MOBOIO, 3 BUPAE3HUM
KONOPUTOM CYTO-PO3MOBHOIO TURy. A Taki inioMaTu4Hi 3BOpOTH, AK
«KOPUTUCH A0NI», «3ITHYBWUCA B repui», «Hapyru Jacy», — ye ingiomun
HAaPOJHOIr0 MOBOBXWUTKY, Ay>Ke 6NU3bKOro A0 HapPOQHUX MiCEHDb.

L0 KOPOTKY CTATTIO 38KiH4Yl0 NMOBHUM MOHONOroM y nepexknaai
Neowipna Mpe6iHku, wo nNpoMoBNse cam 3a cebe:

Famner: Yu 6yTu, 41 He 6yTK — OCb NUTAHHSA.
Uo 6naropoaHiwe? Koputumuch aoni
| 6inb BiR rocTpux cTEiIn 11 TepniTuy,
A 1, 3iTHYBWUCH B repui 3 MOPEM NWXa,
MoknacTu kpat HoMy? 3acHyTWU, BMEPTHU —
| BCe. | 3HATWU: BiYHWA COH BPATYE,
13 cepusn suinme 6inb, NO036GasuTbL NNOTI,
A 33pa3om CTpaaaHb. YW He KanaHui
Ana Hac TakuMiA KiHeyb? 3acHyTHu, BMEPTM.
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| cnatn. Moxe, i cHuTM? OCb B 4iM KNOMIT,
AKi HaM CHU NPUCHATLCHA NICNA CMEePTH,
Konu no3bynemMoch 3eMHUX CYET?

Ocb B 4im BaraHb npudnHa. Yepes ye
XunByTb HanacTi Hawi CTiNbKK NiT.

Bo xTo 6 Tepnir 6ud4i 1 Hapyru 4acy,
CHIT MOXXHOBRAAURA, FrOPAIA 3HEeBary,
BiawToBxHyTYy Nnto60B, HECNPEBEANUBICTD,
BnacTen cBaBOMIO, TArAHWUHY cyay,

3 YEeCHOTW CKPOMHOI 6e34eCcHU rnym,
Konu 6 BiH NPOCTUM ne3oM Mir cobi
3p06yTuH BiYHWIA CcnoKiR? XTO cTOorHas 6u
Nia Tarapem »xUTTa i NiT cBiA Nu.,

Konu 6 He cTpax nonacTu NiCNA CMepTH
B TOo# Kpa He3HAHUW, 3BiAKKU We HIXTOo
He noeepTtasca? Ctpax yen Hac 6e3B0NUTH,
| 8 3BM4YHUX 6iA8X MU BONIEM XUTH,

Hi>k n"UHYTKU A0 He BiAOMUX HaM.

Tak po3ym NONOXIUBUMU HAC PpobOUTH,
Ackpasi 6apsu Hawoi BiABaArn

Bia po3zaymis BTPavaloTb KONIP CBIlA,

A Hamipu BUCOKIi, neab 3pOAVUBWNCD,
BMUPaOTL, We He BTINUMBWUCH y Aito.
Ane Tuxiwul O@enisl 3rapan

Moi rpixu B CBOIM MONUTBI, HIMPO.'?

MNpuMiTkn
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TypHoMy koHTekcTi. Pen. T. H. lenucosa (Kuie: «Haykosa aymka», 1988),
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Dan B. Chopyk

Shakespearean Sonnets in Ukrainian Poetry:
The Question of Tercets vs. the Final Couplet

Sonnet structure is based on 14-line verses in iambic pentameter (though
hexameter is also accepted) confined to a single yet contrastively arranged
theme tied together by an interlocking masculine:feminine rhyme scheme of
the type: aBBa aBBa CC dEdE (where small letters indicate feminine rhymes
and capital ones, masculine rhymes). The rhyme scheme often varies from
sonnet to sonnet. Thus the sonnet rhyme in the English {(Shakespearean)
poetry usually follows one of the two main patterns:

1. The ltalian or Petrarchan type which falls in two main parts: a) an
octave (8 lines) with the rhyme aBBa aBBa and b) a sestet (6 lines)
with the rhymes CdE CdE or CdC CdC;

2. The English or Shakespearean type with three quatrains and a
concluding couplet having the following rhyme schemes:

aBaB or a Spenserian variant; AbAb

cDcD bCbC

eFeF CdCd
gg EE

To many critics, the attractiveness of the sonnet rests in its size. Its
stanza is just long enough to permit a fairly complex lyric development,
yet short enough and exigent in its rhyme so as to pose a standing
challange to the artistry of a poet. The rhyme pattern of the Petrarchan
sonnet has, on the whole, favored a STATEMENT of a problem contrasted
somewhat in a situation or in the incident development within the octave,
and is concluded with a resolution of the conflict brought up in the sestet.
The English (Shakespearean) sonnets fall into a similar division of the
material and sometimes present a repetition-with-variation of the statement
in their three quatrains, while the final couplet usually imposes an
epigrammatic surprise/turn-of-events at its conclusion.

After the revolution, in the 1930's, an East German poet and literary
critic, Johannes Becher (who resided at that time in the USSR), wrote
much about the dialectical spirit of the sonnets. His writings were
published later in a monograph entitled /To608b mos, noazus' (Moscow,
1964). In it, J. Becher, while defending the sonnet-form against the
revolutionists in literature, has pointedly stated that the sonnets are ‘‘the
most dialectical art-form” in poetry on account of their dramatical tension:
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the thesis in the first quatrain is replaced by an antithesis in the second
quatrain, and the whole sonnet culminates by a synthesis in the final two
tercets (or in the final couplet, as it is in the case of the Shakespearean
sonnets). At that time, only few of the Ukrainian sonnetists paid much
attention to thematic contrast in the sonnets, but one of them did. It was
Mykola Zerov who understood this principle and even mentioned it in one
of his sonnets already in 1931. Here is this sonnet:

Uie syopa AymMka MoBuna TBepe3a:
TOPHUCH | WynbCA: OH 3uma ine —
Bce, wo 6yno HenasHo monoae,

Bxxe o6TuHatoTL HesbnaraHHi nesa.

A HUHi — AK COHETHA aHTuTesa —
Tenno i pagicTe AeHb HOBMA BeAe,
| NPOTK COHYA 3010TO pyae

Ha cnagi 8iT possiwana 6epesa.

Mpo3opuir }KOBTEHL PAAICHO BCTYNUB
Mix ctosbypiB, orpanok i gomis,
Po3xknaaHux no XOBTOMY y36044i —

| MOB BECHOO, MO NUBHUX AOULAX,
CvoiTb y pocax, BiAHOBUTUCH XO4e
BPYHaTHWII NUCT Ha NapKoBUX Kyuiax.?

The theme development in this sonnet is strictly canonical. The sonnet
is constructed according to the dialectic scheme with thesis:antithesis:-
synthesis parts. lts ascending part is contained in the octave, and the
descending one in the sestet. This can be observed in the initial lines of
his tripartite sonnet-division:

a) Thesis is stated in the first quatrain:
We s4opa AymMka mMoBsuna Teepesa:
FopHUCb | wynbca: OH 3uMa ige...
(Some days ago a thought has warned me
To bundle up, for winter is ahead...)

b) Antithesis in the second quatrain:
A HUHI — AK COHETHAa aHTuTesa —
Tenno i pagicTb AeHb HOBWK BeAe...
(But now, today — as a proper antithesis —
The warm and joyful is the day around...)

c) Synthesis, expressed in both tercets:
Npo3osuit »KOBTEHb PAAICHO BCTYNUB
Mix cTtos6ypis, orpanok i Aomis...
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(Sunny October joyfully arrived here
Amidst the trees, the gardens and the fields...)

The poet is conveying by these last lines that autumn, a transitory season
of the year, has brought a synthesis of the summer (warmth and joy) and
the winter phenomena.®

As the above example indicates, the traditional sonnet form of the
Ukrainian authors has been the Petrarchan one, with two quatrains and
two tercets having the rhyme scheme aBBa aBBa CC dEdE. However, little
by little, the cross-rhyming schemes in the quatrains as well as in the
tercets has been employed and, in addition, the couplet dividing the
octave from the tercets has been transferred to the concluding and the
final part of the sonnet. Such a sonnet-structure with the cross-rhyming
schemes and with the couplet in the final position has been typical for
the Shakespearean-type sonnets. Their concluding part, the couplet in
such sonnets, is very powerful. It seems to trumpet its message like a
prophetic declaration. The thought in it is aphoristic. To intensify this
message in the couplet still further, Shakespeare has structured his
sonnets into three quatrains, syntactically separate from each other by
periods (to indicate an independent thought in each of them), followed
by a couplet which always stands as an independent entity with both lines
joined to each other by a paired rhyming scheme. The success of the
Shakespearean sonnets has been attributed to this final couplet’'s rhyming
scheme,

Many Ukrainian sonnetists have been utilizing this rhyming scheme,
yet achieving no pungent results. The main reason for this lack of
aphoristic intensity lies in the fact that the Ukrainian poets (with the
exception of Ostap Tarnawskyj), while using the Shakespearean rhyming
scheme, adhere to the Petrarchan and not the Shakespearean sonnet
structure, i.e., they employ a sestet to express their final thought instead
of a couplet. The two tercet (the sestet) structure-scheme makes no use
of the content-condensing device that a couplet makes. If their finat lines
do have the couplet rhyming scheme, they do not contain in themselves
a separate, concluding thought. They express, rather, a completion of the
thought begun in the preceding four lines of the sestet. This phenomenon
can be observed visually on the charts of the sonnets’ punctuation marks.
Ideally, each quatrain, tercet, or couplet should be demarcated with a
period or any other thought-completing punctuation mark. An absence of
such demarcation indicates a fusion of two structural entities into one
thought entity, thus devaluing the power of that structural unit. By plotting
periods, question-and exclamation-marks (as signs indicating the
completed thought in each of the four units of a sonnet) on a horizontal
line and the percentages of adherence to that structure on the vertical
line, one can obtain a graphic profile of the sonnet’s punctuation system.



63

Here are some examples of the syntactic (punctuation) profiles in the
Petrarchan sonnets:

100 100 /\ 100 X 100

80 N 80 / 8o} 80

60 60 60 60

40 40 40 40

20 20 20 20
123 4 123 4 123 4 1234
Petrarch Franko Zerov; Slavutych

Rylskyj —

Shakespearean sonnets:

100 100/\4./ 100 " 100[>
80/ 80 80 80

60 60 60 60

40 40 40 40

20 20 20 20
1234 1234 123 4 123 4
Shakespeare  Tarnawsky Pavlychko Slavutych;
Franko ~—

(In Tarnawskyj's 84 Shakespearean sonnets, 56 have true couplets, i.e.,
they follow a period, which completed the thought of the previous stanza,
and of the remaining sonnets, one third of them have couplets joined to
the sestets.)

In Shakespearean sonnets of Ukrainian poets (Franko and Slavutych
in particular) one can notice a deep chasm showing a lack of prescriptive
(expected) punctuation marks at the end of the third quatrain. This
indicates then that the final couplet is not an independent thought-entity
(or a message entity) but rather an end-section of the thought expressed
in the sestet as a whole. Being only 1/3 (one third) section of the sestet,
the run-on couplet carries only 1/3 (one third) intensity of the message
as compared to the whole message-load that is expressed in the
independent couplet, separated from the quatrains by a period and a
couple of distinct paired rhymes. Since a single couplet can express a
whole thought with 1/3 words less than the sestet, then its power of
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expression must be three times as expressive, as intense, and therein lies
its strength.

Similar loss of the message-intensity is noticed likewise in the final
tercet of the Petrarchan sonnets, when it is combined with the preceding
tercet, by the lack of not separating its thoughts with a punctuation mark
(which otherwise would have indicated a separate completed thought).
One can observe many cases of treating tercets as one sestet in
Slavutych’s sonnets.

Ivan Franko’'s Petrarchan sonnets exhibit a better and more intense
composition in respect to the punctuation convention. Franko's sonnets
are composed of four distinct parts: of two quatrains and two tercets,
which are carefully separated by thought-competing punctuation marks.
On the other hand, in Slavutych’s sonnets the tercets are fused
syntactically into each other, i.e., into sestets, and a sestet deprives the
tercets of their independent status as the fulifledged message-carriers.

In the works dealing with the theory of sonnets, much has been
written on the importance of the concluding components of a sonnet:
should they consist of two tercets, of a single quatrain, of a sestet, or of
a couplet? From the aesthetic point of view, all of these alternatives are
equally acceptable, as long as they are properly applied. However, among
the Ukrainian sonnetists, the sestet has assumed a dominant form in their
verses. The reason for this preference might have been expressed by
Mykola Zerov, a leading literary poet and critic of the 1920's and 1930's.
Zerov was concerned with the constrictive syntax of the sonnets. He wrote
that their ''syntax is especially worrisome: the sonnet’s structure may lead
toward the most boring monotony, if one is not careful with it.”* And
referring to himself in this connection, he stated, ‘‘that syntactic
monotony, lexical limitations, affectation, and rhyme repetitiveness will
soon put an end to my sonnetizing.”® However, another author, Dmytro
Pavlychko, having a dialectical contrast in mind as a counter-measure to
monotony, has stated that ‘‘of primary importance in the poetics of a true
sonnet is its systematic separation of the quatrains (which imposes their
compulsory thematic contrast), while their tercets may be allowed to be
syntactically united. Furthermore, what is most important here is the
requirement that they do not bifurcate, but rather that both of them flow
in a unified thematic stream.”® To this statement Zerov's maxim applies
most appropriately: ‘‘the sestet with ccDeDe rhyme combination in the
tercets is the best, for it provides a feminine ending in the last line of the
sonnet whose concluding statement began with a masculine rhyme, and
vice versa.”” Yet a careful examination of Zerov's theoretical deliberations
leads one to the realization that even in the ideal sonnet with its
concluding sestet, he (Zerov) felt a need to condense his thought in its
last line, lengthening it by an extra poetic measure. He argued that "in
the sonnet Ivan’s Grove the last line is hexametric. This is not an accident
(I did the same thing in the Prince lhor and in Alexandria). | feel that by
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condensing the content in the last line, its elongation is as legitimate as
it is in the Spenserian stanza.”® Zerov feels that in his “ideal’” sestet there
is a need to demarcate and emphasize this concluding thought. Thus he
added an extra iambic foot to achieve this effect.

Shakespearean-type sonnets solved the problem of thought-
condensation quite satisfactorily by expressing the whole thought in the
two-line pentametric couplet. Present research in the field of language
acquisition-psychology9 has revealed that the human organism possesses
only a limited ability to digest information, for there are definite parameters
(limits) regarding speed and quantity of its acquisition. Consequently it is
important to transmit not only a given quantity of information but also
attention must be directed to its high- and low-information elements. To
quote the author:'® "For a given number of symbols (in this case of lexical
symbols — DBC), the amount of information reaches its maximal
effectiveness when the language utterance, limited by the selected
symbols and utilized in the transmission process, is of a kind where all
symbols do have an equal opportunity of self-actualization, i.e., when they
become probability-equal symbols. it is true, one may say, that redundant
loquaciousness may be useful, for on the one side it provides a guarantee
against mistakes in information transmission (because redundancy allows
a listener (reader) to reconstruct the particular information even if some
parts of its elements are missing); but on the other side, if we take into
consideration the full meaning of the word “INFORMATION"' which stands
for something NEW added to an already known part of the transmitting
message or notion, then the superfluous words introduce nothing new,
nothing unforeseen or original. Idle words only hinder the acquisition of
information and exhaust the listener by their monotony. It stands thus to
reason that for a harmonious, holistic acquisition there must be an ideal
load for information that can be absorbed." And indeed such load-
parameters for our memory have been derived. In numerous experiments
conducted by George A. Miller'? on human memory he found out that
there is, as the title of his paper indicated, 'The Magical Number Seven,
Plus or Minus Two: Some Limits of Our Capacity for Processing
Information.”'® He has reported therein that ‘‘for our operative memory
(which relies on the sensory acquisition of information by way of our
hearing senses (phonetics), there is an operative ideal amount of
information which humans can absorb. Its numerical average is 7 + 2
elements, which can be either phonetic, phonemic, or lexical. In respect
to the last ones, one can only speculate as to what extent this magical
number 7 + 2 applies. However, if one were to quantify the folk proverbs
(in any language known to me), one then observes an inescapable
conclusion about the validity of this “‘magic number.” The overwhelming
majority of the proverbs (which are considered to contain the true wisdom
and common sense of the people), contain between six and eight words
per proverb. Examples:
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Ziarnko do ziarnka i bedzie miarka (Polish); Hutka no uutkn i Gyae
CBUTKA, fIK CU NOCTeNuW, Tak cs sucnuuw,; Yum xata 6araTta, TUM BOHa
i pana; XTo 4iM BOIOE, TOM BiQ Toro ruHe; Pana 6 aywa no Heba, Ta
rpixu He nyckawTb; XTO paHo BcTae, ToMy bor aae; Xto 3a Bipy
BMUpPaE, TOM cU uapcTBo 3a06yBac; AK He Cnyxaeuw meHe, Oyaew
cnyxas nNcboi wKipn i T. n. In addition to the above, my random count of
Russian proverbs (numbering about 50) in the Russian Dictionary of
Proverbs' (M., 1966), has revealed that on the average these proverbs
have about six words each. The range of words in these 50 proverbs was
from five to eight words, close to an average of seven. It has also been
established by research conducted on the syntax of East Slavic languages
that "any expansion of the subject of the predicate in a sentense leads
to the weakening of their mutual interdependence, which in turn hinders
and interferes with its acquisition.”'®

Thus a concluding thought in the Shakespearean-type sonnets,
expressed in their final couplets, seems to have found its ideal form.
Unfortunately, my research on the Shakespearean-type sonnets of
Ukrainian poets shows a considerable lack of understanding of this fine
principle. One can only hope that this situation will change in the future.
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Anna Makolkina

The Sonnet-Anomaly or Anxiety
in Shakespeare’s Sonnet 66

One may find all kinds of poetry in Shakespeare. He is the
favourite son of Fantasy-Goddess who blessed him, having
given him her magic warder, while he, wandering in the
wilderness of imagination, creates his own magic everywhere!

Nikolay Karamzin, Pis'ma russkogo puteshestvennika'

Revisiting the world of Shakespearean sonnets at the end of the
twentieth century is a risky enterprise, fraught with numerous dangers of
reiterating banalities and reviving the clichés concepts. Nonetheless, even
such authors as Shakespeare may still lead to the unexplored territory,
and his sonnet 66 is precisely the area, which somehow escaped the
scholarly attention for centuries.

Sonnet 66 is rarely mentioned by the numerous interpreters, since it
does not fall into the traditional generic classification and differs from the
rest of Shakespeare's sonnets. For centuries, most interpreters of his
sonnets dealt predominantly with the poetic grammar, paying much less
attention to the semiotic world of each sonnet. The thematic constant of
a sonnet is usually love, and the critics analyzing sonnets have
traditionally concentrated upon the possibilities of form, restricted by the
rigid 14 lines.? Sonnet 66 formally belongs to the generic kind “‘sonnet”,
while thematically it contradicts the definition of the genre. The topic of
this work is the generic anomaly of Shakespeare's sonnet 66 and its
treatment by several Ukrainian and Russian translators.

Love Alone . ..

A sonnet usually is defined as a lyrical love poem with the special
formal organization, but the unusual death theme in this Shakespearean
sonnet subverts the genre from within. “‘Love” is the main characteristic
feature of the traditional approach to sonnet, since up to this century
“love’” was the only method of classifying sonnets thematically. For
instance, Shakespeare's sonnets were frequently grouped into the two
main categories — those addressed to the Dark Lady and those devoted
to the Fair Youth.® Richard Simpson,* for example, divided Shakespeare’s
sonnets into those dealing with “imaginative, ideal and vulgar love.” He
bases his classification on the assumption that Shakespeare '‘is always
a philosopher, but in his sonnets he is a philosopher of love''(6). The
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Victorian literary critic was yet unable to accept another philosopher in
Shakespeare, the sonnet writer. The post-Sartrean critical consciousness
enables to discover the otherness of Shakespearean sonnetic world —
Death versus traditional sonnetic Love.

Love versus Other Loves

Despite the fact that the detailed interpretations were bestowed upon
other Shakespeare’s sonnets, his 66th version of love is mentioned only
when some atypical features of sonnets are discussed. Modern critics
have acknowledged the formal anomaly of sonnet 66.° Critic C. L. Barber®
recognizes in his "“An Essay or Shakespearean Sonnets' the formal
specificity of this sonnet:

The very different serial movement of sonnet 66 is a revealing
exception to prove the rule (12)

Robert W. Witt’ includes the sonnet into the category of ‘“universal
understanding sonnets... (32, 66, 71-4, 81, 105, 107-8, 115-6, 123-5)"
Generally speaking, the critics do not go beyond the acknowledgement
of the Sonnet’s originality, and always refer to it along with other sonnets
which, unlike the 66th, speak about love.®

Why Are the Critics Afrald of Sonnet 66?

Nonetheless, it is not the formal peculiarities that create the generic
ambiance around the sonnet and intimidate the critics. it is the theme of
Death which creates the anxiety in and around the text. The general ethos
of the Renaissance was much more optimistic, having restored the
ancient paganistic mode and brought to the surface the old attitude
towards Death. Along with the Platonian love, the philosophers and artists
of the Rendissance era uncovered his Death anxiety. One has to recall
Plato's Republic and his condemnation of Death as a theme in poets’
writings in his ideal state.’ Nonetheless, they concentrated on Love.
Shakespeare departs from the entire Renaissance tradition in his sonnet
66 dealing with the taboo topic — Death. Thus, violating the rule and
speaking about the forbidden, Shakespeare commits his ‘‘sonnetic sin"".
Unlike his predecessors and contrary to his own sonnetic self in other
sonnets, Shakespeare commences his unusual sonnetic utterance with the
line:

Tyr'd with all these for restfull death | cry.
This address to the readers in the Renaissance period may be easily

mistaken for the much later Romantic,'® nearly Byronic line, being
generally so inconsistent with the then prevalent Love ethos.
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The next lines confuse the critics even more, mediating social anxiety
of high intensity. The Renaissance singer of Love is transformed into the
“Byronic rebel’” or the "“angry man’ of the next century whose anger is
directed at the imperfect world:

As to behold desert a begger borne,
And needie Nothing trimd in iollitie

And purest faith unhappily forsworne,
And guilded honor shamefully misplast...

The poet longing to die in the anaphoric statement of the sonnet is
transformed into the most powerful critic of the world around him whose
energy and vigour contradict the passive resignation in the initial address.
The desire to abandon society is juxtaposed against the intention to
change it.

What is significant that after the first five lines, filled with the
pessimistic vision of the world, there begins another fictional universe
which suggests some concrete circumstances and their poetic
interpretation:

And maiden virtue rudely strumpeted,
And right perfection wrongfully disgrac'd,
And strength by limping sawy disabled...

The key words of the next 3 lines are: Virtue, Perfection, Strength.

They suggest some concrete references to some real events that had
occurred in Shakespeare's time and angered the poet. Unable to name
them directly, the poet resolves his anxiety in the subversive sonnet. The
9th line of the sonnet explains the poetic strategy:

And art made tung-tide by authoritie...

Despite the fact that the author uses the abstract denoting signs, they are
what Peirce would call “‘sinsigns”,'" i. e. leading to the Other, more

concrete and understandable descriptions, such as:
And Folly (Doctor-like) controulling skilll

Who is this mysterious doctor named '‘Folly”'?

Some Mysteries Deciphered

In 1972 R. J. C. Wait'? provided some answers in his work The
Background to Shakespeare’'s Sonnets. According to the scholar, there
were some real historical events which inspired Shakespeare to write this
atypical sonnet. In Wait's view, the '‘Folly’” Doctor's name is Roderigo
Lopez, a Portuguese doctor who used to be the personal physician to the
Queen and an alleged double agent who presumably served for England
and Spain. Dr. Lopez is claimed a victim of his own careless talk about
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the embarrassing disease of Essex who, in revenge, decided to get rid of
him. Dr. Lopez was tried and on Jan. 29, 1594 was committed to the
Tower. The Lopez case apparently was on everybody’s lips at that time,
and Shakespeare could not have been silent about it. Despite the fact that
Shakepeare’s role in the case remains unknown, it is quite plausible that
sonnet 66 is a discrete reference to the Lopez trial. Nonetheless, what
stand does he take? On whose side is the poet exposing injustice?

The same researcher claims that 1594 was also the year of the plague
epidemics when the theatres were closed, and Shakespeare's more
traditional podium — theatre and play — were denied to him. The poet uses
the genre of sonnet for channelling his anger. On the surface sonnet 66
does not arouse any suspicions. It hegins with death and end's with the
address to the beloved, while the inner composition contains the socio-
political statement:

Frame

1. Sonneti
2.1
3. Subtext

The abstract philosophical categories are juxtaposed against the
concrete characters, such as: |, Maiden, Doctor, Captaine, Love-Beloved
Woman.

The signs of the text other than a sonnet are inside the sonnet, and they
are the capitalized key words of a concrete and abstract reference:
Nothing, Folly, Doctor, Truth, Simplicite, Captaine.

Some of those textual markers could have been probably better
understood by Shakespeare’s contemporaries, while the twentieth century
reader looses an enormous portion of the intended information. Wait's
historico-biographical hypothesis may be helpful in uncovering some of
the coded message, while the rest may never become known. In any
case, Wait's discovery sheds new light on the mystery of the 66th sonnet.
Even within the economy of the most economical poetic genre,
Shakespeare is able to protect his text from the censors and carry some
undesirable message to the readers. Its full complexity is lost for the
modern critics and, moreover, for the translators of this atypical sonnet.

The Lost and Acquired Meanings
in Translator’s Readings of the Atypical Sonnet

A translator is the second creator who gives another life to the artistic
text, each new interpretation adding new semiotic dimentions. Translation
is a creative act of making another fictional universe around the existing
world of original meanings. The possibilities to create new fictional worlds
are embedded in the endless opportunities hidden in the fanguage itself.
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The device of displacement, i.e. the selection of particular interpretation
as opposed to others and shift in the textual semantic order, enables the
translator to produce a new text with each new translation effort. This
work deals with some interpretative attempts which had introduced
several other worlds around sonnet 66.

In Shakespeare we read:
Tyr'd with all these for restful death | cry...
Translating the line in modern English one may see it as:
Tired with life for restful death | call...

The famous Russian translator, Boris Pasternak,'? treats it in the following
way:

WNamyyace Bcem, A ymepeTb Xody

(Tortured by all, | wish to die)

The idea of death is preserved in the Russian version, while the reason
for death expressed in the original is less emphasized in Shakespeare.
Pasternak’'s choice of the word “Tortured’ instead of, "'Tired"” suggests
a new semantic field, a meaning of higher intensity which overemphasizes
the original idea. Shakepeare's '‘cry” for death is a rhetorical hypocritical
“call” for death which may not necessarily imply the genuine desire to
die. On the contrary, Pasternak’s “wish to die”’ is much more direct and
sincere which may be read literally.

The same line is given another poetic life in its Ukrainian version by
Sviatoslav Hordyns'kyi:"*

A knuyy cmepTh, HecTepnHe Bxe GyTTA.
(Il am calling for death, unbearable is my being or my existence)

Hordyns'kyi emphasizes death which is secondary in the original, and,
unlike Shakespeare, the Ukrainian translator places the explanation of the
wish to die to the periphery of the utterance. As a result of such
rearrangement the anaphoric statement of sonnet 66 acquires more
emotional intensity. The movement of the poetic line is more rapid in
translation. Moreover, the translated line is more categorical and terse
due to the rearrangement of the parts of the anaphoric statement.

Another Russian translator Samuil Marshak'® provides his version of
the first Shakespearean line:

3oBy A cmepTh. MHe BuaeTb HeBTepnex,
(Calling death {. | cannot bear the sight of)

Much like Hordyns'kyi, Marshak changes the sonnetic rhythm, but his line
cannot be read on its own, requiring the other line to be completed
semantically. Many critics claim that Marshak “improved’’ the original, but
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he obviously allows himself the shift of sonnetic melody, adjusting it more
to the needs of the Russian language where the centre of the utterance
Is usually at the end of the sentence.'® Thus, Shakespeare's ending of the
anaphora had to be placed at the begining to observe the grammar.

D. Palamarchuk'’ provides another interpretation of the same
Shakespearean line in Ukrainian which is the most precise rendering of
the original in another language: -

CTomuswucs, Bxe cmepTti A bnaraio,
(Tired, already death | desire)

This translator preserves not only all the original semantic fields of the
anaphoric line but even their order in Shakespeare's sonnet. The only
novel element in the Ukrainian version is the additional sign «Bxe» —
“already’ which may be treated as insignificant semiotic prefix or a
connection between the two basic semiotic fields of the line:

Tired with all these Bxe (already) for restful death | cry

Instead of the more customary displacement technique, Palamarchuk
allows himself to insert the semiotic prefix ‘‘already’’ that does not affect
the original in any significant manner. Practically speaking, his is the most
sensitive reading of Shakespeare and faithful reproduction of the original
in another tanguage.

lhor Kostets‘kyi,1 unlike Palamarchuk, follows a more traditional
translation technique of displacement. This is his version of the same
Shakespearean line:

8

3 ycboro ctomneH, knudy 6espyx — CmepTtb
(With all tired | call paralysis and death)

Shakespeare commences his sonnetic utterance with the message -
“tired”’, while Kostets'kyi chooses to emphasize another semantic field —
“with all”’. His line acquires a darker, Byronic color, evoking more visual
associations than in the original. Shakespearean line has more of an
epistolary quality, while the modern Ukrainian translator introduces the
other world, with the impact of modern technology and changed
perception of art and being. Kostets'kyi's interpretation is much more
personal, revealing the self of the modern translator more than the °
personality of the English Renaissance poet. It is a plea of a modern
artist, confused and abandoned in the strange modern world of space
exploration, computer technology and civilization on the brink of its own
Death. Only about four centuries separate the English Renaissance poet
and the modern Ukrainian translator, but this span of time is filled with
such numerous and grandiose transformations in society and art that the
creative universe of the modern artist adumbrates Shakespeare’s world
and his time. The universal and omnipresent motif of Death acquires new
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meaning. His is a totally new text having modern anxieties. His is a plea
to the civilized man to save humanity facing its own destruction.

The death anxiety of the modern transiator appears as more sincere
than the rhetorical decorum of the Renaissance poet. Shakespeare calling
for death at the beginning of the sonnet "‘changes his mind" in the span
of 13 lines. The Epicurean spirit prevails over the pessimistic thoughts.
For Shakespeare, being and loving, and being present in this world
despite its imperfections is of vital importance. The therapy of the 13 lines
returns him to the optimistic world of Love and Life, while Kostets'kyi's
sonnetic voice is the voice of the post-Freudian man struggling with the
complexes of the past, present and anxiety of the future. In contrast, the
Renaissance man appears to be more natural and mentally healthier. His
cry for death is a mood, rather than a state, a challenging statement to
provoke communicatiom and not the last note of a depressed modern
man, tired of speaking and living. On the whole, sonnet 66 is a witty
remark of a genius stifl open to numerous interpretations and sustaining
the ongoing discourse about the *‘all these” and Death.
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Irop KawypoBscbkuit

MNpo aeski Biaryku wekcnipiBCbKOT My3u
B eCnaHCbKin Ta ecnaHOMOBHIW niTtepaTypi

Ue He pocnigKeHHA i He po3Bianka, a Te, wo B [Mann4nHi HasnBanwu
KOMMMCb «NPUYNHOK» — KOPOTEHbKA NPUHAriaHa IHPopMauia NPo Kinbka
BUNaAKIB ECNAHOMOBHOT «WEKCNIPIAHW».

Mo4Himo 3 Ecnanii. Ha Tni 3aranbHOoro 3aHenagy ecnaHCbKOI
niTepaTtypn B MUHYNOMYy CTOpIYYi (3aHenag nornubnioBaBcs [OBro %
NoOBiNbHO, 8 NPEUNUHUBCA PaANTOBO W BiAPa3y 3 MOABOIO Tak 3BaAHOI
«reHepaudii OeB'AHOCTO BOCLMOro» — a noAsa ya €, AK BiAOMO,
KOHKPETHUM 3aMNepeYeHHAM MaTEePIaNICTUYHOrO AeTepMiHiaMy 8
nitepaTypi...) cepea HeGaraTbOx CBITAUX nNOCTaTeW BUAINAETLCA
apamatypr MaHyens Tamavio-i-basc. Hapoausca 8iH 1829 p. B
Maapuai, 8 poawKi aktopis. MNucatn novas paHo, nepepobnrB n'ecu
Winnepa, Hanucas «ApaMy kaxiTb», NOTIM nNepeAwos A0
ncuxonorivyHoi apamn. 1859 p. Woro o6paHo 4neHom EcnaHCbKOI
Akanemii, 1869 p. 3'asunaca noro n'eca «Hosa apama». besnoranHe
3HAHHA 3aKOHIB CueHu, 6asoBaHe Ha ocobucTomy Agocsigi i Ha pocsiai
BCi€i TeaTpanbHOi poauHW Tamano, PIBHO X CRONYyYEHHS TPaauuiii
ecnaHcbKoro teaTpy 3onotoi obu 3 Tpaauuiamu Tteatpy Wekcnipa
XapaktepusyrTts uen TBip. [lia «Hosol apamu» BiAGyBacTLCA B
WekcniposoMy TeaTpi, N0OYacTU — 3a Kynicamu, NOYaCTU — Ha CUEHI.
Ainosi ocobu — cam Wekcnip Ta akTopu MOro Tpynu. MaHyeno Tamano
BAAaN0 BUKOPUCTOBYE MOTUBU W TexHiYHi 3acobu weKcnipiBCbKOI
Tpareaii; 3okpema nigMiHa nucTa, cueHa Ha CUeHi i KpuBasa pPO3B'A3Ka
3 KiNbKOMa CMEPTAMU OAHOYACHO — Ny4aTb yen TBip i3 «FamneTom».
Wekcnip y «Hosin apami» BUCTYNae Ak NpocsiTneHvd myapeus,
BTINEHHA CMPaBennMBOCTU, AK WNAXETHWUA CyaAs, WO Cam BUKOHYE
CBit Nnpucya. 3a 3pa3koM aHrnincbLKoro apamartypra, MaHyens Tamaino
ueAnpo nepecunae cairt TBip apopmsMamu W ceHTeHuiaMn, cebTo
AYMKamMu, BUCNOBNEHWUMMU B 3aranbHi @opmi. Hanpuknag: «3asnpicTb
CTaBUTb Nepes o4uma 4ynoBsi CKNa, KPisb Aki noanHa 6a4nTb y COo6i
BCE NOraHe W Mmane, a B iHWUX yce Benuke W rapHe..» A60 we:
«JlroguHa, wo ii HeHaBnaumo, NPUBAONIDE TakK camo, SK Ta, AKY
nobumMo». Y ayci Wekcnipa TakoxX aHTUPEMIRICTUYHI BUCNOBNIOBAHHA
Mopuka — ronoBHOro repos Apamu:

Hi, soHa He nompe. i1 6inb — ue 6pexnal 1T nnad — ue GpexuHal
Yce 6pexHal Bona x xiHkal

YkpaiHcbKkoto Mool «Hosy ApaMy» nepeknas Mwkona MNanin.
KHwxka Bunwna 1972 p. y snpasHmuTsi l0. Cepennka 8 byeHoc-Anpeci.
Nepeknanay — oob6puit 3HaBeyb eCNAHCbKOT MOBU 1 NITEPaTyPW, HOro,
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H3 Xanb, HE MOXY CKa3aTw NPO MOBY YKPATHCbKy. MiX iHWuMm, y
Mocksi «Hosa apama» MaHyena Tamano, iwna nia Hassow «bigHuin
|7|opm<», i noBoAMTLCA BM3HATW, WO Ha3Ba, HagaHa POCIACBKUM
nepeknagaqem, ninwe nacye 4o TBOPY, HdK OPuUriHanbHa aBToOPCLKA.
Ta nepBe YU XTOCH i3 €CNAHOMOBHUX NiTEepaTopPiB AOPIBHIOBAB Y
3HaHHi Ulekcnipa aprenTuHuesi bopxecy (1899 - 1986), sakun
ycnaakygas Bin cBOro 6arbka nwboB A0 aHrNINCbKOIrO NUCbMEHCTBA.
Y TBOpax Xopxe flioica bopxeca (Mabyrb, Taku Hanbinbworo noeTta
apyroi nonosuHu XX €T1.!) NOCTIRHO HATPANNAEMO Ha iIMEHA K CaMOT0
Wexcnipa, Tak | #oro repois. Y noesii «CakcoHeub (449 A. D.)»:

MpuHocKB Ti CROBE, WO CTanu CyTTIO
Tiel MoBK, wWo nigHecnach NOTIM
Ao mysnkn Wekcenipa...

A60 B «CHUTbCA KOMYCb» (noesia B nposi):

HacHueea Wopuk, WO 38BXAU XUBE B CNOBax
inlosopHoro Mamnera.... (lMpo Bopxeca AuB. MOtO CTaTTIO
B KypHani «BussonbHUA wnsx», 4. 2, 3a 1987 p.)

3-noMiX apreHTUHCbKUX NOEeTIB A0 WEeKCnipiBCbKOT TemMaTukmn
TakoX 3BepTascA Jleononbno J/lloroHec, aBTop AECATKE NOETUYHUX
36ipoK, oANH 3 Nepwunux MoaepHICTIB SlaTUHCbKOT AMepukn. JlioroHec
Hapoauscs 1874 p. B npoBiHUii Kopao6a, B4MHUB camorybcTeo 1938
p. 8 Tirpe (Todxwiwe — y BIiANOYMHKOBIN oceni «TpanecoH» Ha piui
Mapana ne nac Nanbmac).

CoHeTiHo ''Luna maligna' BTpaTtuno 6 ycakui rnysa, skuwo 6 A He
36epir, 3a npuknagom €. ManaHoKa («4HoMy 30BeM MK Micayem 11?»)
Ta Opecta («To nicw, 06ONOKN | O3epa wWKUP 3a9aKNOBaAKI NIOHU
HIro») XiHOYOro poay «repoiHi» UbOro TBOPY...

Y nepeknapi 8 3aTpuMaB cunabivuuim posMip opuriHany.

J/Tona 3nosicHa

B ii 3paanwBin Baadi —~
Broma Biag Haconoau;
3onoTnTb i Nnpuronu
BoHa — i 3ip KOTA4MNA.

WekKkecnip Konucb A4OCTOTY
Ycnasus i1 yHOTY.

Ta neab [XYNbETTY IOHY
(MoeT bGepirca Hadve

11 HiunoT BpOAN.

Ta yenibaTt Bia wkoAaw
He B6epexew, 0OHave.

I3 nHOK nos'saxe,
““Swear not by the moon’’ ckaxe:
«He npucarance Ha JIoHy».

MekcukaHcbknit noet Xyan ae [lioc MNeca (Hapoawscsa 1852 p.,
nomep 1910 p.) 6yB AnnnomaT 3a @axom, *uB y Maapwuai, sanmwue
KinbkaHaauaTe 36ipok Bipwis. Y [AOBIgHUKAEX BiH @irypye sk
NPeACTaBHUK POMEHTU3MY. TBOPHICTb WOro BigOMa MeHi nuwe 3
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aHTONOriNn. 3aBAAKKM AOXIANMBOCTI K NPOCTOTI CBOIX Bipwis XyaH ge
Dioc Meca poci 36epirae nonynapHicTb y KpaiHax JlaTUHCbKOI
AMepuku (He 3abyBawmo, ulo EcnaHia Ta ecnaHOMOBHI AepXaBw
JTaTUHCBLKOT AMEPVKU TBOPRTb NEBHY KYNbTYPHY €EAHICTL): AOro NOE3ito
«CMisaTUCb Nnadvydu» A Bnepwe noyysB Big NOPTOBOro PobiTHUKE B
ByeHoc-Aipeci. Moesia Mae inlCTPAaTUBHUIA XxapakTep: BOHA HIbW
TnymMadntb BigoMy aHTumetabony Wekcnipa:

«YacoM CMIETBCA NNay i nnave cMmix.»

o peyi, uywo camy aHTumeTtabony BukopucTas Konucb Mwukona
BopoHwii:

byab ropauit el He 3pagxyn cepus Tu,

K Nnnayve cMmix, AK NNay CMIETbCA...

Hasoaxy TBip Neca B8 MOEMY nepeknaai:

CMmigaTucs nnavydm

byeano, nepea NappikoM-akToOPOM
AHrnincoKkun noa, nia onNnnecku, CXUNABCA.
— Hanwacnueiwnin tn! — kpnianu xopom, —
Haininwwui 3 koMikiB! — A TOW cMiaBCA.

WnaxeTHi nopAaun, BiYHI XePTBU CNiHy,
Baxki i HOpPHI nepexxnBwn HONiI,

Ha kopons akTopiB HA XBUNUHY
MoauBNATBCA — | KOXEH 3 HUX perove...

...[1o nikapsa, wo OyB y MIiCTi 3HaHWRA,
3'ABMBCA PAas3 KNIEHT 6nianin, CKOPOBOTHUIA.

— Tepnnto, — NPOMOBUB, — MYKY HeECKasaHHy,
| ue 3acsig4MTbL BUrNAA MIA MBPKOTHUNA.

Hiwo MeHi He ntobe i He mune,

MeHi iM's | chasa 6e3 noTpebu,

Bia cnniHy XWTK BXXE HE Maio cunw,

| Tinbku cMepThL Npusabnioe ao cebe...

— Mangpiskoto poseaxTtecb! — Ckpisb 6yeas 1!
- Yutaiite 6inbwe!l — CKinbku X 60 yntaTu!

- WykanTe nectowis! — Ue MapHocnas’'s!

He powkynne 6igHicte? — A BGaratui.

Mpuabante Tutyn. — WnAaxTu4em BPOAUBCA.
ApyxiTbca. — Mato niobnavy APyKWHY.

— fAka x cimM’'a? — 3i CMYTKOM NOpiaHUBCH,
Cepen MOrunn 3Haxoaxy s POAUHY.

~ Yu xTocsk i3 Apysis 3sanuwuecA 3 Bamu?
— Bbynu. Ane spma Bxxe He BAKCHy A:
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YCixX XUBUX A 3By Tenep xatamu,
YCix noMepnux «Apysi» iMEeHyIo.

— TyT, mabyTeb, 3 nikamu He Oyae naay,
Ta nigfaBaTuUCh BIAYAO He roxe.

Ak Mit peyenT 8 Bam gaw nopaay:
Bac Tinbku ['appik BPATYBATU MOXeE,

— XT0? Mappik? — Tak. Moro, xuttam pos6uTi,
| po3vapoBaHi wykawTb noau.

Hemae ninwnx KOMIKIB Ha CBITI,

[e 6 BiH He 6yB — nyHae cMmix ycoaun.

— | 8 cMmisTumMycb? — O, BiH 3yMi€E...
Box pagouli — MOro He3miHHa nenTa...
— Hy, konu Tak, Hema meHi Haaii:

Tow Mappik — a! 3miHiTe MeHi peuenTa!

MoB KapHaBsan, BeCb CBIiT XKAPTYE 3 HAMMW,
| Mackapaa XUTTA MUHEE TiHHIO.

| MY BYMMOCH — CMISTUCA CNbO3aMU

| o6epTaTh NNa4 Ha PeroTiHHA...

3 4OTWMPLOX EKCNNIKaTUBHUX CTPO@, AKI BcebiYHO PO3ropTaloTb
WeKCcNipiBCbKy Temy (i Aki cnpasAai Heo6xiaHi ANA CNPUIAMAEHHA NOPTOBOIO
POGITHUKA) A 3anUWKB y CBOEMY Nepernasi TiNnbku 04QHy — OCTaHHIO.

Ta wanpaswodiwnie sunagok snnupy Wekcnipa Ha e€CNaHOMOBHY
niTepaTypy MaEMO He B XYAOXXHbOMY TBOpPi, 8 B ocobucTinn poni
apreHTUHCHKOT noeTecu Anb@oHciHy CTopHI: cepen 11 HeAPYKOBAHKUX
i He 3i6paHux 33 XXUTTA TBOPIB 36epirca coHeT, npucsAdeHnin Openii
Yepro, aAe Anb@OHCiHa NpUranye wWekcnipisCbky

CymHy O@enilo, wo BMepna cepea KBeiTis...
3aKiHIYETbCA COHET TaK:

Teoa 6insga nocTaTh, pyxu Muni —
Ue Te Becene nNOCKOTIHHA XBUNI,
B yuihoMy puTMmi Mae BMepTH rope.....

Mig 4Yac 4uTaHHA umux psgkis, MabyTb, He TifbKKM  MeHi
npuranarwTsCa «Putmu» fleci Ykpaitku:

XoTina 6 8 ynnucTu 3a 804010,
Hemor Oogenia yksiT4ana, 6e3yMHa...

Y JNeci uye 6yno TinbkM noeTuyHe 6axaHHA... ANb@POHCIHA,
AOBOAAYN 38MBUIA A3, WO XWUTTA HACNIAQYE NiTepaTypy YacTiwe, Hix
niTepaTypa — XUTTA, Uel HaMip 3ailicHuna...
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1. NEPEK/1AAU

Maitkn [dpeiTon
I 4 ESA

Ao YUTAYA UKNX COHETIB

B yi Bipwi, xT0 NOOOBHNX CHIB WyKaE,
3arnAHyBWK, X3l KUHE X YMUTb
| 3Hanpe B iHWiM KHU3i, AK CNiTKae,
YTiXy, Wwo MOro 3afoBO/MbHUTH.
Po33igxaHa xypba mMeHi He 3BUYHa,
Yepes KOXa@HHA Cni3 A He NPonnio,
MeHi (B po3nycTi) W NiCHA PaHTacTu4Ha
BpaeToca, wWob po3KPUTH CYTb MOIO.
PyTuHy 60A4XCH NONOHY 310T10,
MocTiHo cnparnuin Hanpiskiwnx 3MmiH,
B KUTTIi NPUXMUNBHO CTAaBMIOCL A A0 BChOrO,
| Mill COHET — He NOXOPOHHUA [3BiH.
Takoi My3y | AicTas nopoaum,
fika HoBI nocnony nNwbuUTbL MoAaWN.

|
A, MOB 3BUTAr WYKa4 cepen Mopis,

UWo nepennuB Aanexi v rpisHi soan,
Koro nurtatTscn, wob po3noBis
Mpo BiAKPWUTTA CBOT BiH i Nnpuroau,
ModaBswy 3 NOPTY, 3BIAKK NAUB NK cnig,
I3 KOMNacoMm, AK BiH TPUMABCH W OOKWN
Ha nisHiy, nisaeHb, 3axia i Ha cxig,
Ak worny noseptaB y pisHi 60ku;
oB3 poru Ae NPONNKUB, 3€MENb YUiX,
B 3aTokKkax i npoTokax wo 3nubas,
e B 6ypsax 6uBcChb, sk nepeTepnis iXx,
| ne Ha puewn 3ry6Hi Hanitas:

TaKk 4ac MeHe NKUTaE NPO KOX8HHA,

MNpo MaHAPUW B HIM HYAHI W FipKi CTPaXXAaHHA.
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XTo cepue B6UB MOE, 4M TH, 4u a?
BoX s HA HLOTO PYK He Mir niaHATU!
A TyT, KpiMm TebOe, we B6yna 4uns
MpuHaMHi TiHb, YNi Henobpi waTu?
Boxno camo cobi 3BMNo cunbye,
Ha Koro uie BMHa ynactun moxe?
fl neBeH, neBeH — TU AOKaxew ue,
Tobi TBI XUCT Yy BCbOMY AOMOMOXE.
Ane nornsHb, 4n Tpeba PakTis Ginbuw,
Y te6e i NNsMKU Ha yCTax Kpueaei,
A 04i Xnonys BUHHOFO TBOT X
Fony6naTb, sBipgaani noro 3abagi?
Ta xain xoBa€ 3N04UH TBIN Kpaca,
Moro konuce po3kpuioTb HebGecal

1 B3sB nepo, abu ToH Binb, WO Mmalo,

| KNONOTU B PaxyHOK 3aBECTH,

Ta s no6a4mus: cyma ix 6e3 kpato

PocTe, HEMOB Ha AEpPEBi NUCTMW.

Konu A BnacHnx MHOXUB AHIB HEAONIO,

NnatHa nwbosBn MeHWAana CToKparT,

A, BTixn Bigknaatoun Bia 6onio,

3anucysas A UNPEU TiNbKKW BTPAT.

| o4i, OOPXHUKN TBOTX Yy MeHe,

AnA nornsgy €BOroO HE M3I0Th NPas:

Kpacu TBOET 34uPCTBO HE3MipeHHe

3a6pano ckapb, wWo A y cepui mas.
OTak, yce norpabysaswu, Muna,
MeHe GaHKpOTOM TU B XNUTTI 3pobuna.
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A

O, CKinbKy PO3ManbLOBaHUX CTBOPIiHD,
MpyvKkpac @anbWUBUX KOXKHOT KapeTh,
3abyne cBiT, AK IX NOrnuUHe TNiHb,
Bo cnaBu He cknaganu iM noeTu.
Ons Tebe X BiYHICTb Mi#A rOTYE CniB,
TsOO po3kpuswK 38aby cBiTnOYONY,
[e 1 koponesu 3 Biabnucky aapis
TBOiX NoxBan paAiTUMYyTbh Nocnony.
A BCi XiHKK, YnTao4n min Bipw,
Wopasy 6yayTb noavsomM o6HATI,
B xyp6i, WO 3 HUX HiIXTO He cTpiHe Ginbw
Haikpawoi 0306w ixHiA cTaTi.
OTak, 3neTtiBwM Han 6yaneHHUA wnsx,
Tn 3aBXAU XUTUMEW B MOTX NICHAX.

Vit

Hiwo MeHe B XUTTI Tak HE CMYTHUTD,

Ak Te, wo He nobavy A8 N0 CKOHY

Teoro o6nu4Ys, rapHoro B 40 MUT,

3aCOXNINM KBITOM, U0 CXW/IUB KOPOHY.

Tsinn noG, HeHave rony6a kpuno,

B rnnbokux smopwkax A 6 xoTiB y3apiTwk,

1 Bonoc (kpauworo » 60 He 6ynol)

MokpuTNn MOXOM, AIK CTPYXANINI BITH.

| Ha wokax To6i wob xap noTax,

| 3 BycT y Tebe uwob 3ihwna kpaca BCH,

A Hic, He maswu onopy B 3y6ax,

MNia vyac iau Ha 6opoay 6 cnyckascs.
Xo4 s TO6i oue ANA BTiIXMU CKNaB.,
Toai 6 i AnA 3HeBarn NPo4uTas.
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xm

Paaxkis i nitep 4ac He 36epirae,
Ip)ka MeTanu cTody€e foTna,
Y nisMaHTa BiMHOCTHU HEeMmaeE,
| pap6a mepKHe, Ul0 BOrHeM ygina.
YopHUNoM cnis He BAArHeEW Ha nanepi,
A KpoB't0 TiNbKW HanAKaew 3ip,
Cnbo3amun cepus He sigduHew asepi,
B 3iaxaHHaX — nuw HaAin AypPHWUX npocTip.
€avua TiHe, TU MoAa cayxHnus!
Bo Tam, ae coHue, CKPi3b TBOT CTYNHI:
Ty He 3arvHeul, Ae XUTTA ICKPUTLCA,
Mpwn Micaui  Nnpn ACHOMY BOrHi.
Tox npo nwo6oB MO B Ti 38TiHHI
YuTante BCi, XTO MA€ BNACHI TiHi.

Xl

AK TOW, WO NNoMiHb 3 Heba B3AB XUBWUWN,
Bys 3eBCOM KUHYTWUI Ha BiYHI MYKH,
To YoMy X TWU, MOA KOxaHa, Yui
ByB 37104nH 6inbWWUA, MaeWw BiNbHI PYKU?
BoroHb, wo NMpomeTen ANA HAC yKpas,
HebecHui i, Ta — 3 XMaPUHHSA HEXUBOIO:
Y po3ymM Ham HOro BiH TinbKu BKNas,
Ulo6 mManu TeMnepaMeHT My Bia HbOTO.
A Tu, B KOMOPi HeGa, ae XusyTb
| yecTb, | cnaga, i 6escMepTHi vapu,
3abpaswwn ix, Hasan 3ycTpina nyTob
BiakpuTolo i He 3a3Hana kapu.

Y MNpomeTen 3n104NH 6yB Manum,

Konu T8O BUHY PIBHATU 3 HUM.



XiX

He mMmoxew Tu nobutu, cepue? Yomy?

Konunce kasana tv, wo 71 6 morna.

Tenep Ty 3HOBY Kaxew Hi, Npu4oMy

U Bianosiab Tn  Borogi 6 gana.

Henasnanw mene? Hi Te, ni apyre?

HexaBucTs i no6oB TO6I 4yxi?

Konu X ix npoTunpidya Hegonyre,

TO WO NOCTaBuUW TU HE IX MexXi?

fAka we € Hanin, a 4n 3ryba?

Tu 6yaew, T He Gyaew — AUBHUNA XMYT!

Xo4 6a4y A, kKyaun Ty xunuw, nwoba,

Ta pas-y-pa3 TBOS NOMWU/IKE TyT:
HeHasuasadu, mobuw v (Uue acHol),
Ab6u Tebe nobus A NOBCAKYACHO.

XXl

3anboTamMun NORHABWMUCH, MONOAUK
(Bo nomMunky BiH poOWTL B KOXHIM CNOBI),
Y MeHe, wo HOoro xanitvh 3BUK,
CoxeTa nonpoxas ceoin no6aoBi.
| 8 NnepomMm CNYXHAHUM | METKUM
HeralHo wocb Haapanae neAb OOPEHHO,
CnoBa TakKi BCTaBNAlYN ANR PUM,
AKkunx i BiH BxXuBae, 6esanepeyHo.
Ta sipweMm BiH MOTM CKOPWUB iT,
Wo B AypHA 3aKOXanacb A0 HECTAMMU.
Tox 6a4uw: B HeBi a8 cnoBa cBoi
Bepy, wob 38abuTn rebe nicHamMuU,
A aypeHb, WO B'A3aTU N CNIB HE Mir,
MOoiM nNuuw KENCLKUM KAPTOM MNeEpeMmir,

83
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XXIV

He pa3 s 4y Taky npo cebe MoBy,
Ulo A Hikoro B cBiTi He N6,
Ue 3BipuBWK CBOTX NOE3iN CNoBy.
Oaxak ctpusanTe (MaHe min!), moniol
Ulo npo Take s 3nerka o631MBaBCH,
Ak TON, y KOro po3nadis Hema,
PosBara Bawa AOBro TWM Xwna BcA,
HemoB aicTanacb npasaa Bam cama.
Hen6anum KPUTUKEM HE Nerko 3pitTu
Kpi3b pagicTb 60Nni0 CNPaBXHbLOro pPo3Bin,
OcCKinbKkK K cnasi cMepPTb NPUHOCUTb KBIiTH,
BoHW Taxk BUNaAoOK 3ycTpinn K min:

X0Y Ha CTPpaxAaHHA BTIXU IHWUX CXOXi,

CmiaTuce Mir 61 A i H8 CMEPTHIM NOXi.

XXX

Ulacnuei o4i B MEHE A0 HECTAMM,
A B rpyasx cepuye — B'AseHb 63 BUHU —
Baxae nomMiHATUCA MiCUAMU :
3 o4uma, Wwob ANBUTUCH, AK BOHWN,
Ta oui, BCi npumMiTuBwK goporun
| 3guAaiswKn 06'EKT, WO 3HUKHYB iM,
WykatoTh iHwWoi ana cebe 3moru:
Po3syMHumM cepuem 6UTUCA MOIM.
Wo6 odi cepuem cTanu, Ue K — 0HUMa,
Y 3asagpowax ix nparHeHHs pocTe,
Ane sk ix npo6bnema Hesbopuma,
Xypba y HUX Tenep nuwe Npo Te,
Abu 3piAcHUTN we 3pydHiwe Aaino:
Wob odi gymanu, a cepue 3pino.
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XXXV

Hagiwo cHy meHi 6axkaew Tu,

Ua Hiv gna cnoyusy, MOBNAB, KOxaHa?

MeHi x 388€TbCA, WO BOHAa UBICTH

3aniobneHnM AKPAa3 HABMUCHE Aa8Ha:

AKi wacnuei BCi, NOrNAHb KPYrom,

bo neHb nepebusas iM TXHIO MOBY,

A BeNip ix 3'eaHaB CBOTM KPUMOM,

| ocb BoHU B 06ifAMax wacTa 3HOBY.

O Bevope, N06G'A3HUIA NOBCAKYAC,

Yomy TO6i oTak MeHe kapaTun?

Konwu eaHaHHA nparHe KOXeH 3 Hac,

MeHe T MOB yB'A3HIOEW 33 rpaTwu.
Hexan 6u AeHb HaBik OyB AaHUA HaM,
fIK A BHOYI CTpaxaaTu mMai Cam.

XXXIX

MNoeTun €, aknx yaga BCTEKNA
Manioe nobok BNUCKABKU BOTHEM,
Ui knu4yyTeb no Hebec, a Ti 40 nekna
Y41 3 Nnapkamn 3HAROMNATBLCA MUIUEM.
3aBUCOKO €enisiioM NiIRHATO,
A He 3inay Hi B CTike, Hi B ®dnareToH,
A neB’ATb My3 AnA MeHe 3abaraTo:
B ix noxoTi Yyumano nepenoH.
Npo meHe Tpinua @ypilt He3aKoOHHA
I3 ATO10, WO B Hel 3rpabHUin KPOK.
A onyais 6oocA B Anonnoxda
| He nivdy FexaTUHUX KHUXOK.

NMuuwus s i Minepsy i AcTpelo,

A 6oxxecTBeHHY Knu4y nuw laeto.
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XL

€ po3ymMun, WO XBaNATL METOA Min,
He3Bu4yHoCTI ioro iM Ao Brnoaobwu,
A IHWUM TYMOpPY NPUEMHI cnpobu,
MoBnag, y HiM A cnpasxHin 4apoain.
KoMy  3pnanoch — Miil Bipw He MaE cKknaay,
Tol Kaxe, 4acTO A Nuwe KPyTin:
Cnosamu Tinbku 6inb Maniow CBinA.
TyT ckpisb yci cBOro wykatloTb naay.
AK pi3HI NOAN, HE XKYPIOCb A UUM,
XTO CnasnTb YU HE CNEBUTH, HE nUTalo.
Konu > MOro KoxaHHsa po3snay pum
11 cxsunioe, Tiwych s 6e3 kpato:
o ycnixy TYyT NneBHWA B MeHe KPOK,
bo B cnasi ik He 3po6uw NOMUNOK.

XL

Ak cnasi A TBOTM CKNanato AaHb,

Yac BuA MEHi BKPUBEE B 3MOPWOK WaTw,

e, MOB Ha KapTi, BCiXx MOiX CTpaxaaHo

MaHbOy BiH XO4Ye CBiTOBIi BKA3aTu.

Konu 1o6i 8, 4acosi Ha 3n0,

Mepnen Ha4de, 10Hb TBOPIO UlOpPAa3Y,

HemoB y meHe 1 cnpuTy He Gyno,

Moim Tu Bipwam knpaew obpasy.

Tox A nuw MonoAaicTb rybnio cgBoto,

PaTylouu TBiRn o6pas sig Morunu,

OaHak manbyTHe a cobi 3iB'10,

Bo B HbOMYy CNIB Milt HE 3aTPaTUTb CUAN.
| Xx04 3eMnA Ml CKOPO NpUAME npax,
IM'A MOE He 3HWKHE y BiKkax.



XLV

Ak cnaBu nparHyna aAywa mos,
A il nepoM CBOIM Cny>XUB A BMINO,
| nloag NOBTOPIOBAB MOE IM'A,

U0 B NOYECTAX NYHKUX KPYrom rpUMino,

anas A naepis, Ak aKTOpPWU BCi,

Ona koro cuyeHa, HiI6GU yapcTeo boxe,

[e BU3HAHHA y BCilA CBOTA Kpaci

| HANCKPOMHIWKNX 3aXONUTU MOXe.

Ta sik 4ONOHI B NPUCTPACTAX NanKux

MonMannce onneckamMu WOXBUNUHU,

Y CMYTKY Al HE Mir paaiTn 3 HUX,

MoB 3BepHEHUX A0 iHWOIT NI ANHU:
Co6Gi ans cnasu i Pyk A He 34iAMmy,
bo xo4y chasuTu Tebe camy.

LVI

Cepen nob6osu cminusux ocpnis
Moi gymMku 3poctann 6e3 ynuxy,
| A B rHi3n0 BEPHYTUCH M 3BEJIB,
AbBu noBaunTu ix Miub OPNNUHY.
Ak coHye 6NUCHYNO i3 AANUHN,
IM yaanoca 3 HUM NPUATU A0 3roam,
3acBiavy0ONM NEBHO, WO BOHU
Tiel % koponisCbKOi nopoAaw.
ix o6iitHae TOAI COnoaKknin wan
MomyaTtu B piaHi HeGeca wWoMmOHi,
3AiAcCHSAI04U Mi wupnin inean
3ycTpiTn 3HOB TBOT HEGECHI oui.
Tak cnig B Aywi MO AYMOK npovax,
BoHu 60 BTOMNATBLCA B TBOIX O4ax.

87



88

LXI1

AK Tak, TO noyinyinMoCbL Ha NPOUaHHA,
Hivoro Tu Big MmeHe Ginbw He xAawu,
I Ayx Min vyye pagowis 3pOCTaHHA,
Wo A 3BinbHUB cebe Hasascirgu.
3a Hawi KNATBY BXEe He Gyne 1 MOBY,
MUNbHYHAMO NUW, AK CTPIHEMOCH KON,
Wo6 i chinis 3a6ytoi nwoboeun
Ha Hawnx My o6nnY4AX He 3Hanwnm.
OpgHak Tenep, kKonu N6OB NPU CKOHi,
AK nynsc i pigwWae & 4yTTA MOBYUTD,
Ak Bipa CTUCHYNa CBOT AONOHI,
| Ha6NUIKAETBCA OCTAHHA MUTD,
Baxaroun, i1 utTa 6 Morna T™m
Bia cMepTU HaM HaBIK ypATyBaTW.

LXII

Movasuwmn nepwunm, NEPWUM 8 KiH4EB,

WyKaB CNnoYMHKY, WO6 3HAWTU YyTOMY,

Ak maB yTpaTu, ckapbu 3g00yBas,

Fonoaxnum 6ys Ha GeHkeTi Gy4HOMY.

A neab CTynaw, MpPiloYY APO 3NiT,

| Myapui Ha cnosax camMux, Ta i roail

Wacnusuin y 6igi, AK MEPKHE CBIT,

| sUrnan Min i3 npasaocio B HE3roAi.

B moin yasi He60 nuw AcCHe,

Ane KpOTOM XOBAaIOCb A NiA TNWHY,

[lonaTe 3nMAaHI B pO3KOWax MeHe,

Xo4 A B HecTaTKkax Bia o6xKepcTBa ruHy.
1 Malo, npardy, 3A4iRCHIO, Ta BCe X

3ropAto B MOPi M MeP3Hy Bia Noxex.



LXIH

A nepemMup’a nparHy, CKiNbKW 3MOrN,
Bo Mu, KOxaHa, B)Xe nasHo B 60PHI.
HixTo 3 Hac He po6uBCA nepemMoru,
A WO HaM npasuna smMmaraHb TPYAHI?
AOna Mupy BUMOram s He nepeyy:
B nonoHi cepue xutuMe? To # wo x?
A, cknaBwn 36p0I0, KUHY BOPOXKHENY,
A TV NOFroAXYNCA Ha UE TAKOX.
Ta Ak gnsa te6e Tinbkn cmepTb OaxkaHa
A60 moe€ nigkopenHs B 6010,
Hexaw sia Ttebe HesaronHa paHa
HeHasucTb BKaXke CBITOBI TBOIO!:
A He ckoptocs, 60, 333HaBWKN BTPATH,
Tebe A/ 3MOXXY HEK noaoNaTw.

LXX

O Ho4e, NOAPYro MOFrO CTPAaMAAHHS,
Typ6oOT NPUTYNKY, HAHBLKO 3Ty6 i nux,
YoM PO3TRArAEW TU rOAUH TPUBAHHA
Ha kpawunit geHb cnoaiBaHoK Manux?
Tn HenpornaaHa tema, 6ign CNOHyKa,
Wo cxoxocTu i3 neknom gocarna,
Ty noMcTu 38BiT, 060B'A3KIB AOKYKA,
MocTitHUA CxOB i OXOPOHA 3na.

TaKka Ak CMepPTh, TU 1 33NUWBNACAH 3 HElD,

Moruno wacTs, wo cTpivae kpax,
AmMb6po3sieto HebO xalh CBOEKW
Tebe He NOITb NPw ACHUX 3ipKaxX:
bo T™v MeHi 6axaHb CTapuUX XapuHK
Po3aMyxyew ONA MYK XapKoi OHUHU,
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LXX1

XT0 6yne npocnasBnATU CANBO AHA,

Xan cKaxe, uo BOHO, K B Hei oM,

| NPpOMIiIHb COHUSA TM nuwe pPiBHA.

A BYeHi xaW NopPiBHIOIOTH, OXOMi,

PoxeBy paHb A0 ry6 il nankunx

| 3anax Pa 3 noaAuxoM y Hel,

Enisilom o wik ii # Ha8 HUx

Xunku 3 nepom Ha deHikca kepei,

Bonocca 3 AHFONMHMM X BIHKOM

Ta 3 KpHOM Tinbku 6ine 8 Hei Tino,

MNopisHonTe 11 3i CBITAUM CHOM

| 3rapyinte MOB WAacTsA, Wo Bac rpino:
BoHa x 60 Kpawa MK Hankpauwux Avs —
Y BCiX NOPIBHAHHAX CYNepnATUB.

KAHCOHET

AKWo BN, OMi, cninHeTe B CNbO3aXx,

Hasluwo uux oyen Baw nparHe xax?

O 6iaHi o4i, KOAK CNi3 HE OOCUTD,

Hexaih 6e3 Hux Mos nwbOB ronoCUTL.
Konu » OCRiNHYTU HAaNeXXuTb BaMm,
Puwpante — CNboO3U CBIT HECYTb O4aMm,
AKX BUNNETECb BU 3 HAMW NONONAM,

Hi, oyi AacHi, we x 60 He cnini Bu:

3i cni3 MoOix MOT NocTaHyTb Cnisw,

B0 cnbo3n 6yayTh MOBOK MEHI,

Bez nei i cepye BCi BTpavae AHi.
A3NK Hexanm He 3ralyE CTParKAaHH{,
Xah MalTb A3UMKKN MOT 3iaXaHHA,
Xo4 il HaNeXXuTb 3rona TyT OCTAaHHSA.

Mepeknanu Onera 3yeBCbKOro



91

fipumiTka nepexnanava

Konn 1594 p. 3'asunacs 36ipka coneTis Maikna ApehToHa (1563-
1631) nian wWaseow [JJ3epkano Ipei: YorupHanuatupankosi nwbosHI
Bipwi, TOAI B ENUCABETUHCLKIN AHFNIT COHETONUCAHHA A0CArno
HebyBanoro anoreio. [ovYnHa4mM ronoBHUM YUMHOM 3 AcTpogena |
Crennun (1591) oinina Cigxi Ta AmopetTi (1595) Eamynaa Cnencepa,
uux y BCbOMY CBiTIi aobpe BigoMux noeTis, AKi 6ynu oAHUMU 3
Hanbinbwux NPeNCTaBHUKIB aHrniMcbKoro PeHecaHcy, | KiH4al4n
BENbMKU  APYropaaHol ®igeccow (1596) bBapTonomia [ pi@@iHa,
NoAIGHUX COHETHUX UMUKNIB 3'ABMNACA TaKa KiNMbKIiCTb, WO iX y Hawin
KOPOTEHbKIN NpumMiTyl roai 6yno 6 aoknaaHo Ta 6oaan 3 NOBixkHUMN
OuiHKamu nepenivmTu. BapTolo TyT we moxe 6yTu 3raaka, wo, NesHo,
Yy 3B'A3KY 3 NONITUYHUMUWU YCKN3AHEHHAMMW HANPUKiHUl npPaBniHHA
€Enucasetn | Ta ii cmepTtio 1603 p., HazeaHu 6GypxnusuH nNOTIK
ny6nikayiti COHETHWUX UMKNIB PaNTOM NPUNWHUBCA Nicna nosasun y 1598
p. Tak 38. Ansbu Pobepta TogTra. MNpunuHuecA, wob OCTATOYHO
3aBepwnTUCA nybnikauiero, 6inbw Ax AecCATbMAE pokamu niskiwe (1609),
Wekcniposoro weaespy — Topnosoro suaaHHA Shake-speares sonnets.
Never before Imprinted.

NoeepTatounch ke ao laei M. [1penToOHAa, YacTUHA AKOT NOAAETHCA
TYT B yKP3THCbKOMY Nepeknaani, Mn X04eMo NPpUragaTu 3ayikaBneHomy
ynTaveBsi, WO B WEKCNIPO3HABYIN niTepaTypi 4Yepes eCcTeTU.HI
0CO6MBOCTI NOro ynkny Mankn [JpeiToH HePiAKO BBaXXaETbCA (NoOpyH
i3 TakMMu MancTpamMn aHrniicbkoi noesii XVI-XVH cT1., sk Camioen
Oenben i Oxopax Yanmen) nocninb 3ragyBaHMm y 76-96 coHeTax
WekKcnipa i Hine He HAa3BaHUM Ha IM'A NOTO «CYNEPHNUKOM»,

Ane Tak camMo BaXXnuBUM ANA BUBYEHHA NnpobnemMmu [JpedTOHOBOro
COHETOMUCAHHA, 8 TO W B3arani AnA 3PO3yMIHHA MNOETUKKU OKPEMUX
aKTUBHWX TBOPUIB MUCTEUTBE CNOBA KiHUR ENMCABETUHCLKOT €NoXy, €
TOW PAaKT, WO Ha BiAMIiHY Big 6araTbOx COHETUCTIB, AKi Nybnikysanu
ToAi «MOTUPHAAUATUPAAKOBI NOOOBHI Bipwi» (iHOAI HaBiTb aHOHIMHO,
a To ” nipaTtcbkum criocobom), Mawnkn [penton Gy Haubinbw
BUMOIrNNBUM A0 CBOTO yukny. €, 6esnepeyHo, nigcrasa ranatu, wo
nia BNNYBOM He HaATO cnpaBeaAnNBOl rocTPol W HUWIBHOT KPUTUKMU,
CNPAMOBAHOT HA A3HWUA UWUKN — 30KpemMa 3 OO6BUHYBa4YEHHAMW HOro
8BTOP3A 38 NOMITHI peMmiHicuyeHyii 3 @®. MeTpapku — M. [penToH
noctasus cobi 3a KaTeropuuHy MeTy HacnpasAi 6e3KoMnNpPOMiCcoBO
suenimMiHysaTtu 3 HbOro BCe Te, Wo B OyAb-AKiA Mipi Haraaysano
3HamMeHuTOro ocnisysada Jlaypw.
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Tox, yxe B apyromMy BuaaHHi kHurn, B8 1599 p., 3poSuswwn
3aronoBkoM ii oaHe cnoBo /ges, nig YviM BENUYEBUM IMEHEM BiH
MPOCNaBNAB CBOIO yniobneHy AHHy FCygep, M. [1pelATOH AOKOHYE Uinui
pPAA PAAUKBNbHUX 3MiH, YCYBAE CAHTUMEHTANbHI MOTUBW HEO6ONINLHOT
no6oBU, HACUYYE OKpeMi KOMNO3UUIT NiAKPECNeHO NerkKoBaXHWuMn
BWC/NOBAMU i, BUKMHYBWM 3 UWKNY 21 COHET Ta BCTABUBWYKU B HbOIO
28 HOBUX peyer, 3 AKUX oaAuH Bipw O6yB HasBaHuA «[]lo 4uTava yux
COHeTiB», BiH 6araTo B YOMY UINKOBUTO 3MiHMB 0611Y4A CBOET 36ipKu.
|, o4eBuAHO, Taki cnoBa, Ak «po3nycHuk» (‘A Libertine”), Mycinu 6ynu,
NPUHaNMHI HA KOro AyMKy, HasaBXAW CnPocTysaTu OOBUHYBaAYEHHSA
HENPUXUNTBHUX KPUTUKIB Y CAHTUMEHTANbHOCTI T8 YaCTUX NeTPpapkKiamax
noro lgei.

B HacTynHux BuaaxHsax (1600, 1602, 1605 i 1619 pp.) 3rapaxa
TeHaeHyis M. [lperiToHa nocTynae we BupasHiwe, wob y OCTaHHbOMY
3 Hux (1619), Aake oxonnwe 64 COHETWU, [aTU WUPOKOBIAOMUI |,
MOXXNNBO, HaBiTb nepebinbweHo xBaneHun coHeT 61 («AK Tak, ToO
nouinyMMock Ha npowaHHa»), Nnpo Axkui [anTte I'. PocceTi TBepaus,
wo ue, MOBJIAB, HAMKPAWUN BipW y BCIN aHrNilcbKiA nitepaTtypi.

B HawoMy nepeknapi, Ha XanbL, caMe Ueill COHEeT He CNpaBnAe
[OCTaTHLO aAEKBATHOIrO BPAaXEHHA, 0CO6MNBO y 3B'A3KY 3 TuUM, WO
NEPWUIA Or0 HE3BUYARHO eQEeKTHWIt pPAaoK “‘Since there's no help,
come, let us kiss and part...” He Mae B yKpaiHCbKin Bepcii Hi
OpenToHoBOT AnkUIT, Hi pyuTMy. OaHaK, NOYUHAOYN 3 AEB'ATOroO PAAKA,
3 BUC/NIOBNEHHA cBoe€piaHoro, 60 UiNKOM HecnogiBaHoro i BcCiMa
KOUTUKEMWN 3aBXAW CNaBNEHOro contra spem Spero, NeBHW ycnix
nepexnana4a, 304€TbCA, MOXHE CMINWBO KOHCTATyBaTW, WO BiH i
BBAXKAE 33 CBOIO YuMany sacnyry.

* Kk Kk

Hymepauia coHeTiB y agaHin aobipui noaa€eTbcs 3a BUAAHHAM
Daniel's Delia and Drayton’s Idea: Edited by Arundel Esdaile, Chatto and
Windus Publisher's, London, 1908. [1o HbOro BBitWNO 74 COHETH i
«KavcoHeT» (“A Cansonet'), sakun TamMm ke — y «bibniorpaeii go
nonepeaHix BUAaHb» — HA3Bauni we kKkaHyoHetrom (CTop. 150).

0.3
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WEKCNIPOBI COHETHU

(Hosi nepexnaawm) .
30

Ha pany Tnxux i conoakux Aym

A Apy3iB KAV4y — Ta He YyloTb APY3i,

MuHyni BTpaTy HaBiBaldTh CyM

| MapHO s 3iaxatc y NpuTy3i.

A nnayvy, XOM HEe 3HaB HIKONWU cnis,

barato nonarno y AOMOBWHY,

Moto niobos onnakylo, i CKpisb

A CTOTOHOM CTOrHY, WO HE 3yCTPIHY.

NMPpUBUTUA | 3HEMOXKEHUR, A CTHUX,

A 3aHiMiB 04 MyKu i Big4aio:

PocTe paxyHOK 3nUroAHIB MOIX

| BCe NOpPOXKUY KEPTBY A CKNAAalo.
Konu x Ha Tebe rasHy, apyxe min,
| BTpaT Hema, | 3HOBY CYMOKi#.

39

O, sk xBany npo tebe nigHecy,

Konu Mu ctann €AHICTIO HaBIK?

Y4 K NUYUTB BNacHy CNasuTu kpacy?

B T06i ce6e xBanuTu 8 He 3BUK!

Mwu HapisHO HapoaxeHi 6ynw,

Ulo6 Mir s MunyBaTUCA CNoOBHA

Kpacolo foporoio Ans xsanu,

Akoi 3acnyrosyew oAHa.

Ana Hac TAXKa po3lnyka, 3p03yMmin,

Anex i posranyxeHi nyTi

HemMano Ham AaTb OMaHHUX MpIH,

Mpuxunns n Haconoaun B CaMOTi.
Po3nyka Hac TOMy HanBOE THe,

Wo6 mu ocibHO cnasunn oaxe.

lNepexnann Onexkcu BepeTeHyeHka.
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30

Konu y Tuwi cepen Aym BUCOKMUX,
A BUKINKAW NamM’'ATb AaBHIX AHIB,
Onnakyloym cMepTh WacnuBUX POKIB
I HARAOPOXYUX, | BNN3BbKUX MEHI,
UWo Biginwnu B HABUCNY TEMiIHb HOUI,
Taknx NPUBITHUX, MEIAHUX, AOPOTUX,
To Bia ckop6OTH TyMaHitOTb OMi,
| MapHO XO4y YyTU ronoc ix.
Toai, 4O0N0 CKNOHUBWMK y nevani,
CnizbMmu nnavy M 3a csaTy nwob6os,
HeMOB UbOro BOHU paHiw He 3HANKU
| Xo4yTb 6yTb OMNNAGKEHUMMU 3HOB.
A nnw Tebe 3yCTpiHy, APYXE MUNUNA,
MoB pigHWX BOCKpPECaIo i3 MOFuaun.

130

Y Hei o4i — uye He COHUA 6nuckm,
3BWYaKrHi, He Kopanesi ycTa,
He 6inocHiXXHa wWKUA, AyXe HU3bKO
3BMCA KOCa HA He3MIiTHWIA cTaH.
B capnax TposHAW NanexiloTbL BCOAMW,
Ta He TponaHAaa — AiBYMHA BOHA,
| AMwe 3aBXAau, AK 3BUYanHi noau,
A He B Tpasi ¢ianka zanawwa.
| ronoc Mae iHWWNA, HiX Yy BECEH,
AknM cnisawTb Tpeni conos'i.
He 6a4us 8 xoan 60ruHb HebBeCHuUX,
Ta W He nerka zemMHa xopna ii.
Ta Bce x i1 iM'A MeHi muniwe,
Hixk Tux, npoO KOro nycTtoxeaneub nuwe.

MNepexknaagu Anapia /lerota.



GorpaHn Pybuak

AO FAMNETA

He nepwa 3 KHUI YU OCTaHHA,
HE MyAPICTb CyXOro iCTOpUKa —
BiANOBICTb HA BCi Ui NUTAHHA
4yepen ctaporo Mopuka.

Bce 6yane Ayske NpocCTO:

B CHi, HE MPWUCNAaBWKU BTOMMU,
3Hanaew AaBHO 3HAWOMWA
cKapo6 i3 KNUBOT KOCTH.

Bpanui apeaewics 3 Nixka,
HasasxxawW 3abyswun BTpaTKn:
HaBYUTL-60 XWUTH, BMUpPaTHU
MOro »kaxnusa ycMmiwka.

Wpin BypskiBeyb

FAMNET

Ill. TBOPU 3 WEKCNIPIBCbKUMU MOTUBAMMU

Cnyxante, NlamneT 3annyrtascs B Kaprax!

ManawTb YOPHI ANA HLBOFO BOHMW.
MepTBy nobadnTts Ogenio 3aBTpa,
IOHOCTKU 3racuTb 6ypemMHi BOrHi.

KBONO NOCTYKAE B 3aMKHYyTi 6pamu,
byne cnaciHHAa wykaTb Big rpixa.
Yepena Nopka 3 MOruAbHOT AMU
BukuHe 3acTynom AONA nuxa.

B pyku BiH Bizbme HOro y sagymi,
Coxnoro nucrs snage 6aHaepons...
| 3@ TpyHoto O@enii cymMHO

Byne npoxoauTn AaHCbKUKA KOPONb.

| Big OTPYTU NOHUKHe TepTpPYAa,
Wo npunevaTtae cmepTio OyTTA.
B 3ano nocnun 3aBiTaloTb, 3abyayThb

MpuHua NwbOB i XMMEPHICTb XKUTTA.

1967
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Muxanno KameHwk
* * *

Pomeo rpas. No6a4ynnu 6 Ty napy:
»K8XaBCs 3an, Ha CUeHi BiH BMUPAB...
A B BuxigHuin unbynio Hic 3 6azapy,
nignory Mmuns, KiMHaty npubupas.

KasaB npo cueHy: «Micue aAnBo3nerTis,
OyBa, opnamMmu cTaHyTb ropobui...»
Ane moB4aB, W0 CHUNacAa [KynLeTTa,
KONW OAPYKUHA CNana Ha pyui.

* * *

A noyYyyBaBCcH NTaxol y neti...

YoMy X AOXWUB A0 CNIB Takux Tenep:
«fl — HE MOHTEKKi, TU — He KanyneTTi,
i us NIOGORB — XUMEPA i3 XUMEpP...»

Yy B TOMY piv, WO Tyra HeKBannNuea
PBOHYNACA Ha ropni NOACKOM,

i 3 TOro Haneky4viworo Avea

Yy Oo4i nuw NOBIiANO Nickom?

Byna »x MO T¥ — 33aBTPaWHA N MUHYNA,
i 7 ka3aB: «Ha Bce TO6i npasa...»

| ocb Te npaso — T MmeHe 3abyna,

npo ue WyMNATbL BECHAHI gepesa.

| 51 ckazaB: «3abys Tebe, ripkyio.

Byab Ha 3eMni Aanekomy kpalo...» —
Konn s 3 kumoch nNpo noboB MipKyto,
He Bni3Hat cebe, He BNi3Haio.

CKka3aB, WO 33POCN3 BXE TaM CTEXWHA,
Ae NoxoBas A FOPEHLKO CBOE, —

{ OCb, AK B O4i AUBUTBLCA APYXKUHA,

He BNi3HAE MeHe, He BNi3Hac...

He BnisHae. Mix AHAMUW AHWUHA cipa

" 6aHanbHa AYMKA, AK HenesHun nig,
Wo nopyy ochk, 338 TomukoM Wekcnipa —
B8 6e30aHI0 BXiA...



Coqis MangaHckbka

NUCT 62
(13 uukny «Enictonu»)

Ha Tni moro 30Ky,
n'ate nebeais
pas3oM cinawTbL Ha BOAY,
3a Kpuna nob6paBwuChb.
M'atb pokis —
AK 6ina 3aBica,
cnapawTb Ha BOAY,
cnapaloThb...

A KiH OkeaHy

BCE Aani o4 MmeHe,

sce Aani...

| TinbKkW cTapuin nuuenin —
Nip 6oxesinbHUR

A0 P3HKY M3AYnTL. .,

B nopin yboro Gepera
A 3axoBana o6nu44a...

Isan [fpay

HA WEKCMIPIBCbKY TEMY

Y Ctpatpopai-na-EnBOHI,

Tam, ne a 3asxau He 6ys,
Macnnce OneHi Ta KOHi

B napky uiny ao6y,

Konu O6pakoHbEP Tam NPoxoAaus,
KaxyTb, rynssica 3 rynbsic,

(10 3anUUAHHAX A0A0MY

Hic cBin HEBTOMHMUA KpicC.
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Yoro ye cyanuTuUCH 3 CYyCiaoM,
«FamneTa» T nnun,
KpuBaBy aHrnicbky icTopito
Y XpOHiKax Konuuwm,

A TO cyeTi Bigaacwces,

Ha4e Hik4eMHUR TuN,

| oa BUHA XONOQHOTO

fonoc Teikh nepexpwun...

Binpa3zy Tebe 6 Mu nocrTasunm
Ha npogcninkose 610po0.
Biapasy 106i 6 Mu BCTaBUK
Y xBiCcT 30n0Te nepo,

A TO 33aA3€WCA i3 rycAYUMm,
3apnasaka i3 3apaBak, —
Cmarnsasy Ty neai coHeTiB

o cmepTn 3an06uw oTak!

Y CrpaTteopAai-Ha-ENBOHI,

e Mmn Taku Tam He 6ynu,

e Mn 3 no6atum maecTpo

I kpanni Taku He nunu,

No6pe Takn nucanw,

Kyau Tam nigmMeTKam, HaMm,

He 6paxkOHbEPAM, HE N'AHUUAM,
HagiTb HE OXXWUFyHaM,

3BiAKW BOHO, Te NPUWeCTA
TanaHTy, HEHa4e rpixa,

Ulo HaBiTb HA AHI 6€30HHOMY
M pOCUHOYKMN He Bucuxa?
3BiAKU NEKEeNbHa PO3KOBAHICTD,
MouapTisscTeo, sk 6inb,

| UA reHisNbHA POKOBAHICTL
YCcb0oro, Wwo nuHe 38iaTtine?!

Kap6oBaHi B aepobiky,

3 KOMM'IOTEPHUMUN KPNNbMU
AnBUMOCH — He HAaAUBUMOCH,
3axnaHHO Yaniem mu,

A BiH BCce wanie no o6pito

| MONOAOO rPiIMKOTUTL —

| Aoro Ham cAarHyTwn, ax obpito,
Ak 3n0BUTKU 33 Panan MUTb...

1984



AMW, AMu, 3MMOBUN BITPE

Cnoea Wexcnipa, nepexnaa Apa CnaayTuva.

MIDERSTO

My3uxa Cepria Apemenka.
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EEEE

Fen-ro,

[ |

Omu, amn, sumosun sitpe!
JlioACbKY HEBAAYHICTbL BUTPW.
3a Hel kpawuu TH!

TBOT HE3pUMHI 3y6u

He wmotb Takoi 3rybun,

Xo4 T 1 6e3 TennoTu.

rpai, ren-rol supyn Haa rasmu,

Bo apyx6a i no60B — yAaBaHHA MK Hamu.

ren-ro!

Cen-ro,

Ha ragsmu — rysSHuMun rpomamu.,

Ctyau, ctyaun, 6opsiiol
Te6e KNACTU He CMIlo,
Xo4 TBilh XONOAHWA KPYT.
Hexai xonobuw soau, -
CepunAm He wnew Heroawm,
AK MiA Hewnpui apyr.

rpan, ren-ro! BUPYR Han rasmu,

Bo npyx6a 1 no6GOB — yAaBaHHA MiX Hamwn.

ren-ro!

Han raamMmu — ryq4yHuMu rpoMamu.



103

Iv. 3 AIAIbHOCTU YWT

Wekcnipiscbkun pecTuBane, y Can-Aiero, 1956

(YP¥BKU 3 NOAOPOXKHLOIrO WOAEHHUKA)

Banbboa napk y Canr-Miero... Napk iMeHn Backo HyHes e
Banb6oa, wo 1513 p. Bigakpus Tuxuit okeaHn. Toro camoro bansboa, wo
noro »oH Kitc ocniBas y coHeTi «HnTaouu Fomepa...» nig imeHem
KopTesa.

Y340BX Bynuui /1aBpoBOT, Yepes AOBruit | BUCOKUMA MICT, NONOYYTL
HE34YUCIeHHI NPanopu PisHUX ekcneauyin, ypaais i kpaiKk, WwWo AKOKCb
MipO1o NOB’A3aHI 3 UMM KPAEM €CNAaHCLKOT KYNbTypH, NOPKL CYyCiaHbOI
Mekcukn. Uboro niva TyT — CBATO, WO TPUBAE BiA YepBHA A0
BepecHs. Cbomuii Wekcnipiscbruih dectusany pory 1956-ro.

Y napky cToiTb HecnogizaHe avBo ans nobutenis Wekcnipa —
TeaTtp Fno6, 36ypoeanuin 1937 p. 3@ nnAHaMK BiAOMOro wWeKCnipo-
3HasuyAa T. B. CriseHca. LUle ToyHa Konis aHrnincbkoro teartpy, Ae rpas
cnasHuin aktop Richard Burbage (1567 - 1619), Cy4YacCHWK BEUKOro
Wekcnipa. CnpaexHiin MansOBHUYUI PpparmMeHT cTaporo Jlonaony!

Beuyip... Ha nnowi 6ins TeaTpy, NOKPUTIA 3ENEHUM TPABHUKOM,
3'ABNAETLCA BICTYH | nporonowye, wo Ii FACHOBENBMOXHICTb
Koponesa EnucaseTa HabNuUaeTbCA 3i CBOTM OTOYEHHAM. Hezabapom
NOABNRETLCA N CamMa Koponesa B OTOHYEHHI BipHUX cnyr. TIpUCYTHI
waHobnuBo  BKNOHATLCA, Min  cemupiyinin  cud  borpan 3
HecnoAaiBaHkn ax axHys. Wenove: «Hu uye cnpaBxXHA, TaTKy?» Tak,
sianosinato, cnpasxHa Koponera. TYyT HEMAE HIYOro WTy4HOro. Hasitb
TeaTpancHy naowy, NOPyd CTEPOBUHHOT UEPKBW, OCBITAIOIOTHL
cepeaHboBiYHI CMONOCKUNN.

[onocom, CroBHEHUM ropaoro MaecTtaty, Ii ACHOBENbMOXKHICTD
Koponesa €nucaBeTra 3anpowye NPUCYTHIX A0 TeaTpy. ManbyThi
rnsaadi sapyre waHo6MMBO BKNOHAOTLCA. Koponera 3 OTOYEHHAM
BiAXxoANTb. Ha AKKIACH Yac BiAAANAETHCA KA3KOBUIA CBIT cTapoi AHrnif,
w06 3a niBrogunHU 3'ABUTUCA HA CUEHi — B HanpyxXeHin aii.

Mu scepenuHi Teatpy. Bie cTaposuHo0O Bia Aepesa, WO MaE Konip
AaBHWUHN — Tbmasuin, OpyHaTHONOAIGHUA KONip.

CtasnaTtb «COH NiTHLOT HOYI». Y Yac BIACTOAHOT TUW, KONWU HIMIE
3aNA, QOHOCATbLCA PUKU TPOMIYHKUX 3BIPIB i3 HEZ4ANEKOro 300NapPKy, Wo
PO3TAWOBAHUA Ha THWOMY Kpaw UbOro > napky. HeMoB npupoaHs
3BYKOBA Aekopauifn. He 34ynucs, Ak HacTana # niskiv. Matun npuropTae
BorpaHka, uio Bnepwe NPUIHWOB A0 TeaTpy Ans Aopocnux. [yxe
ctomusca? [e tam! 36yaxeHUd CUHOK 3aCUNaE rpaaoM 3anuTaxsb.
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YoMy OyB CMyracTui KocTiomM y laka, 36UTOYHOro enbga, uo WwykKas
MarivHy KgiTky? Yomy... TUM «4OMy» HeMae KiHusa. YapiBHUA CBIT
pO3BOPYWUB yABY Xxnonuysa. A 6aTbKO HE Ma€E 4vacy Ha Bianosiai,
BPUBAIOYUCH Y HECNOKIAHUIA NOTIK aBT.

HacTtynHoro Bedopa crtasunu n'ecy «Koponb Puvapna fi». Ule
6inbwwnin ycnix! TeaTp, NOBHUA TYPUCTIB i XBABUX CaH-AIEXEH, MIPUMUTL
BiA onneckis. CTapwnin eBPONENCHKUIA CBIT, NnepeHeceHun y KanigpopHito
Ha 6eper Tuxoro okeaHy, Hibu oHoBuBCA. [nssoca Ha nNporpamy.
PacHie BiA eCnaHCbKO-MEKCUKaHCbKUX NPIi3BMW BWKOHAEBUIB. Ue Bce
MicueBi HamisamaTopu, HaniBNPogecioHanu Ta CApPaBKHi MUTUI.
BuxkoHaHHs Hanpodya Aobpe, 60 BCi akTopu nporwnn nobpy wkony
nia kepiBHUUTBOM PaxoBux pexucepis. MNisniwe s gosinasca, wWo Ha
KOXHY PONI0 3BUYEAHO FOTYIOTb ABOX-TPbOX BUKOHABYIB. HawTtana-
HOBUTIWWKA | HAMMANCTEPHIWNUY aKTOP NOTPANANAE B nporpamy. lyénep
«MOTAE HAa BYC» YyCi TAaEMHMUI CBOro NEPEMOXXHOIMO KOHKypeHTa.
HacTynHoro pasy nepemMoXkeub MOXe 6YyTU NepemMOXEHUNA HUM Xe,
Ay6nepom. 3Bu4akHo, nicna A0Brux i BNepTux penetuuin.

TpeTboro gHA nwna n'eca Volpone Bena [JXXOHCOHA, Cy4acHuka
Wekcnipa, ane MeHe BXe 3Bana popora Ao Tuxyawu B Mekcuui. 3
NOvyTTAM rNMBOKOro B8A0BOMEHHA A 3annwae CaH-[liero, renepiwHo
pesnaeHuito Haworo [puropia Kurtactoro, Mmicto mMopennasys
Kabpunno, KoMy Ha 6eperosiil KOCi BUCOYUTL Nam'ATHUK, WO Hibn
BiTAE UE CXPEWEHHA TPLOX KY/NbTYP: @HrNO-CAKCbKOT, MEAUTEPAHCLKOI
Ta amepuraHcbkoi. Wekcnip 3Hanwos y Can-[liero rocTuHHe
NPUAHATTA N WNAXETHE BU3HAHHA.

Ap ChaBytny

Crpatdpopacoki pectuBani B Kanaapi

Y «kaHaacbkoMy MicTi Crpatgopai B OHTapio 3 1953 poky
BiAOyBalOTLCA WOPIYKI  PpecTUBani, nNig4ac HKUX Yy CNEuifsNbHO
3bynosaHomy TeaTpi (Ha 2,260 micub) cTaBnATbL N'ecu Wekcnipa, noro
CyYacHuKiB Ta iHwux ApamaTypris. TeaTp nocTinHo 3aTpyAaHtoe 130
NPAUIBHWKIB NPOTArOM yCbOrO POKY, a MiA4ac BUCTAB KifbKICTb iX
carae 900 oci6. decTuBani 4acTKOBO CNOH3OPYE PenepannHa
Kanazacbka Papa, oaHak yci BUAATKM NOKPUBAKOTHES 3 MNPOAAXY
KBUTKIB i MOXEPTB NPUXUNBbHUKIB TBOPYOCTU aHrnincbkoro 6apaa.
OAaHoro nita ykpaiHCcbki wekcnipisyi, nicna yeproeoi cecii YWT, wo
Biabynacs y 'BenbpCbKOoMy yHiBepcuTeTi, Biasinanu CrpatgopAa i
nofysanu Tam Ha KinbKOX BUCTaBax.
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MNpusiTanua KOsinaposi, cniszacHoBHukoBi YWT

Ooporun npogecope Apocnase Pyaunubkuin! 3 waroan Baworo
80-pivya, akHanwupiwe siTao Bac i 6axaw aob6poro 3g0poB’s, wob
MU, weKcnipisyi, pasom i3 Bamu yeinwnu B XXl-we ctopivyya. Baw
HanexXHWn BKNaa B YKPATHCbKY HAyKy Ta B yKpaiHCbke [Aep)kaBHe
6yAiBHUUTBO BiYHO CTOATUME HAPIXHUM KaMEHEeM Ha WNAXy YKpaiHu
[0 cBiTnoi mManbyTHOCTW.

Bia iMeHun YkpaiHcekoro WekcnipisCcbkoro ToBapucTaa,

* * *

HNep>xasHi ceaTa it TpyaonobHi 6yaHi
MwuHanu 3aBxAau y CNOBECHIW pyAaHi,

[e cnuc nepa, MOB Kalno waxraps,
Ctpivyana cainBOM paHiwHA 30p81,

A sposBary — BM3HATw He 3ansol —
BiTano seedepi MNiBHivHE CANBO.

| Bindiner, i MioHxeH, i KseGekK

Momy papma cTasanu Bnonepex.

XTOo 7 3BiAKW BiH, NOABWXKHUK TOW CNpaBHAUbKWA?
Man-ran, yutayy! Apocnas Pyannubkui!
NigaHaswy nonk pecnybnikaHCbKWX NPas,
BicimpecaTky ocmMoOMUCH NepeTpumBas.

Ap CnaBytuy 4

YKpatHcbKi weKcnipisui — gep»aBHi aiavi

[Ba pianbHi pocniaHuku TBOp4ocTK Wekcnipa — a-p Apocnas
PyAHUUbKUiA, npopecop-eMepuT MaHiTOBCHKOrO yHiBepcuTteTy, i A-p
Bonoanmup Xwuna, npogecop-emeput TEKCACbKOro yHisepcuTeTy B
Naboky — 6Garato npaywoBann W Aani TPyaATbCA HA BaKNUBKUX i
BiANOBIAANLHUX fOCTax Aep)kaBHoro 6GydiBHMUTBa ANA MalbyTHbLOT
He3ane)Hoi ykpaincbKoi gepxasu. Mpod. Ap. PyaHUUbKWIA JOBrUin Yac
6ys ronosot ypaay YHPecny6niku B ek3uni, a npog. B. XXuna 3 1986
POKY KEPY€E PECOPTOM KyNbTypW # Hayku ypaay YHP.

Munynoro poxky npog. B. Xuni cnosHunoca 70 pokis. 3 uiel
Haroan YWT npusiTano Haworo AiANbHOrG YNeHa, BWU3HAYHOrO

nivepaTtyposHaBus.
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YKpaTHCbKi cTyAeHTM BuBYaKOTh TBOopYicTh Wekcnipa

B OTTasCbKOMY YHiBepcuTeTi, 3aBAAKM 3axoaamM npod. KocTA
bian, wo 6yB y TOon 4ac ronosoto YKpaiHCbkoro Uekcnipiscbkoro
ToBapncTBa, ABOE CTYAEHTIB-acnipaHTiB 3406yno HayKoBi CTyneHi 3
UapuHU yKPaTHCbKOro wexkcniposHascTaa. CKinbku BiAgOMO, Ui 3axoaun
yBiH4Yanuca ycnixom ynepwe 8 KaHaai. 3paeTtbesa, wo i B CnonyyeHux
WraTtax AMEPUKN HIKONW W HIXTO 3 yKpaiHyiB He 3a/iMaBcA, B MexXax
YHiBEpCUTETCHLKOT  acnipanTtypu,  AOCNIAXKYBAHHAM  TBOPYOCTU
Wekcnipa Ta ykpaiHCbKUMWU Nepeknanamu Noro n'ec i COHeTIB.

Opucsa Mpokonis 3axucTuna AOKTOPCLKY ancepTayito The Ukrainian
Translations of Shakespeare's Sonnets: A Stylistic Analysis. i uixHa
npaus BMRWANA y CBIT OKPEMOIO KHUrotw 1976 p. saxogamm University
of Ottawa Press & Gateway Publishers Ltd. i 3406yna cxBanbHi 8iAryku
B Haykosith npeci. [-p O. (Mpokonis) depben BUKNagace ykpaiHCbKyY
MOBY B HaB4YanbHUX 3aKNanax, a TakoxX nepeknanac yxpaiHCbKi noesii
Ha aHrninceky mosy. lUle pawniwe, 1968 p., Tako nia HarnNsAoOM
npog. K. biaw, 3asepumnB marictepcbky Tesy bopuc [ pubiHcbkni
(yKpaiHcbKow moBow). [i Hassa — «lekcnipis ‘FaMneT’ 8 yKpaiHCbKKUX
nepexknanax». Ha xanb, uUus Tesa we He HaapykoeaHa. [lig
ncesgoHiMoM bopuc Onekcanapis b. pubiHcbkui BuAaB Kinbka
KHWUXOK nipnkun. 3a 36ipKy Konokpyr (1972) oTpumas NONOBUHY APYr Ol
npemii Big NitepatypHoro ¢oHAay iM. |. dpaHka B Yukaro.

YeprosmMm ycnixomM WeKCnipo3HaBCTBa CTana AOKTOPCbHbKA
auncepTadia lpuHu P, Makapuk ‘‘Comic Justice in Shakespeare’s
Comedies'’, aky BOHa 3axuctuna 1980 p. B TOPOHTCbKOMY YHiBEPCUTETI
Ta OTpPUMana HaykKOBWUI CTyniHb «AOKTOpa ¢inoco@ii». Mani L
Makapuk Hapoaunacs B Kanagi, nobpe opyaye ykpaiHCbKOKO MOBOIO,
nuwe rapHi noesii. Tenep BOHA BWUKNAAAE aHrNiNCbky nitepaTtypy,
B T. 4. TBOPHicTb Wekcnipa, B OTTaBCbKOMY yHiBEPCUTETI.
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Oner 3yeBCbKUM OTPpUMMaB 3BaHHA NoeTa-siaBpeara

doTo3HaTOK MapkiaHa Kosantoka

OuiHolo4n MancTepHi nepeknagu 3 KiNbKOX €BPONEHCHKUX MOB
T3 WOro BNACHY NOETUMHY TBOPYICTb, YKpaiHCbKka MOTIUAAHCHKO-
MasenuHcbka Akapemia Hayk 1987 p. Haropoauna Onera 3yeBCbKOro
3BaHHAM noeTa-naspeara. 3 gopyy4eHHAa YMMAH, Ap CnasyTuny, noet-
naspear 1982 pPOKy, BPYYUB HAropoOAXEHOMY NOYECHY rpPamoTy.
Mepeknaan O. 3yeBCLKOro (Ha 3HATKY— Cnpasa) HaAPYKOBAHO B ABOX
sunyckax Ykpaincexoi WekcnipiasHn Ha 3axoai, B XypHanax CyvacHicTs,
Hosi ani Towo. OKPEMOIO KHWXKKOIO BUAWNK y CBIT fOro nepexknagn
(pazom 3 iHWKMMKU) TBOPIB HiIMEUbKOro noeta CTegaHa [eopre.
Hesabapom nosBNATLCA WOro nepeknagn noesin Manspme (3
PPAHUY3bKOT) TAaKOX KHUXKKOBUM BUAAHHAM.

O. 3yeBCbKNA UbOro POKY Bia3Havae cBoe 70-piyyA. 3 Uiel Harogun
YWT skHanwmpiwe BiTae Haworo HOBOro noeTa-naBpeara i 6axae
oMy pnob6poro 3n0pos’'s i AOBroro BiKy.
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Wocta wekcnipiBcbka cecin

BinsHavao4um 30-pivya cBOro icHyBaHHA, YrpaiHebke WekcnipiBCcbke
ToBapuCTBO BNAWTYBANO WOCTY Cecilo, wo BiabynacAa 29 TpasHA
1987 p., 8 mexax pivyHoi 3ycTpidi Kanaacoekoro Tosapuctea Cnasicris
Ha Kkemnyci MexMecTtepcbkoro yHiBepcuteTy B [ aminbToHi. bynwu
npo4YunTaHi Haykosi gqonosigi: «KomivHe Ta KOMIiYHI CTPYKTYpY B Mi3HIX
Tpareaiax Wekcnipa» a-pa lpuru Makapuk, npogecopa OTTaBCbKOro
yHiBepcuTeTy, Ta «WesveHko npo UWekcnipa» a-pa MNeTpa Ogapyexka
3 BawuHrToHy (4epes HENPUCYTHICTb Aonosifada, WMOro npauyro
3pegepysas a-p Ap CnasyTuy, ronoea YWT). Nicns guckycii HA TeMy
3raaaHux aonosinen, wmarictep OpecTt [NasniB npodutas ABa
Wekcniposi coHeTn B nepeknaai CeatocnaBa [opauHcbkoro, Ap
Cpasytnd — paBa coHeTW B nepeknagi HenpucyTHboro Onera
3YEBCLKOro, @ Ha 3aKiH4YEeHHA — YypPuUBOK i3 noemMun «MPUNIOOHUR
MaHAPIBHUK» Y CBOEMY Nepeknani. OanH TkaeHb NicNA cecii BpyYeHo
nodecHy rpamoty O. 3yeBCbKOMY, HOBOMY noeToBIi-NaBpeaToBi
YMMAH. NpucyTHi na wocTin cecii 22 ocobu HabyBannm WOWHO
HaapyKkoBaHu nepwnin BUNYCK YkpaiHcekoi WekcnipisHn Ha 3axoqi.

Cboma wekcnipiBcbka cecin

10 4epsHa 1988 p., Ha @OpyMi pivHOro 3'i3ly KaHaACbKWUX
cnagicTiB, y BiHasopcbkoMy yHiBepcuTeTi Biabynaca  cboma
wekcnipiscbka cecia. Bynm npoyuTani Ta 06roBopeEHi Taki AONOBIAiL:
«Jleca Ykpainka Ta Wekcnip» a-pa MNeTpa OpgapyeHka 3 BawuWHrToHyY
(y BiacyTHOCTI AonoBiaaya, Moro Npauyw AeTanbHo 3pedepysas A-p
Oner 3yeBcokuin), «"amneTtis MoHonor y nepeknaai Jleokina
Fpebivkn» pn-pa HApa Cnasytu4a Ta «UlekcnipiBCbki CoOHeTu B
yKpaTHCbKin  niTepaTypi: npo6nema TepuiB y BiAHOWEHHI Ao
OCTaHHLOI O Kynneta» A-pa borpaana Yonuka. Ha xans, 4epes xsopoby
Aonosigaya He Biabynaca aonosiab A-pa Ap. PyaHuusbkoro. FonosyBsas
Ha cecii a-p O. 3yescbkuid. MpucyTHix 6yno 17 ocib.

Ninpvac wuiei cecii Ap ChnasyTud noiHPOPMyBaB nNpPO CTaH
nowupeHHs nepworo 36ipHuka YkpaiHcbka WekcnipisHa Ha 3axoai.
YWT npunbano sxe 6nu3bko 30 nepeannaTHUKis-GiGNIoTeK, a TaKOX
nocnano Hauwe BUA3HHA AC BU3HAYHUX KHUro30ipeHb EBponu, 3okpema
AHrniv.
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BIBNIOrPA®IA YKPATHCbKOT WEKCMIPIAHMN HA 3AXOAl

(L1oNOBHEHHA Ta YTOYHEHHA)

CTATTI 1 PEUEH3IT B NEPIOAWUYHIN NPECH

AvHa Bnacenko-BoiluyH, «YkpaiHcbke Wekcnipiscoke ToBapucrso»,
Csoboga, 1 woeTHAa 1988 p. Mpo nepwuit 36ipHuk YWT.

Ceatocnae KapasaHcbkuih, «BiyHe axepeno», Buzsonbuunii wnsix, 1988,
KH. [, cTop. 121-123. Mpo nepwuir 36ipHuk.

OkcaHa Kepy, «Mypnoea kHwkKka», Mera, niotui, 1988, Buxoautb y cBiT y
dinapensveii. Mpo nepwuin 36ipHuUK.

Apocnas KnumoBscbkuin [peu. crarra y CBobogi — 6pakye TodHUX AaHux].
fpo nepwwuin 36ipHuUkK.

ArHeca Nle6iab, EBren CnoHiecbkuin, «YkpaiHcbka WekcnipiaHa Ha 3axoni»,
Hopgi ani, 1988, uncna 461-462 (ctop. 37-38), 464 (cTop. 31-32), 465 (cTop. 32-
33) Mpo nepwuit 36ipHUK.

AHapin Nerit, [peu. Ha nepwni 36ipHux], Ykpaincoka aymka (Nonaow), 24
6epe3nn 1988 p.

Irena Makaryk, “Soviet Views of Shakespeare's Comedies," Shakespeare
Studies, vol. 15 (December, 1982), pp. 281-314.

Irena Makaryk. “'Better than Shakespeare,” Thalia, vol. 5, no. 2 (1983),
pp. 48-50.

About Harrowing of Hell mae 6ytu Bunyyena 3 6ibniorpagii B nepwomy
36ipHuKy (ctop. 90), 60 us Npaus He HaNeXUTb A0 WeKCNiPiaHU.

Onexkcangep Manuubxuin, «Wekcnip, Tupaxii KOpih MenbHnayk», Ykpainceki
gicti (EAMOHTOR), 7 KoBTHA 1965, cTop. 2. ¥ nonemivHiit cTaTTi lAe MOBa TaKoX
npo suaaHHa Bineam Wekcnip B Ykpaincekiih PCP: 6ibniorpa@idnmii cnucok M.
0. Mopo3a, wo suitwos y ¢BiT y /lbBoBi Haknanom.,. 60 npum.

Boris Oleksandriw, 'O. Prokopiw: The Ukrainian Translations of
Shakespeare’s Sonnets.” Studia Ucrainica, vol. 1 {(1976), pp. 170-173.

Tpoxum Macivynnk, «Y pianim kpaw Wekcnipa», Hapogra sons, yncna 35-
41 (1962). ¥ nepwomy 36ipHuky Byna HenoBHa iHpopmauis. YWT sucnosnioe
wupy noanky pen. Muxkoni Aynnakosi 3a yTOMHEHHA 3 [ONOBHEHHAM Uiel
nosuuii. 3riaHo 3 AonucKolo HanpukiHui TpasBenory, ue nepeapyk i3 AKOrock
BuaanHa 1935 p. AsTop Toai 6yB y YexocnoBauyuHi.

Poman Paxmanuuit, «Bytu yu He ByTu Ykpaini B cBiTi?», fomin Ykpaium, 11
TpasHn 1988 p., cTtop. 10. Npo nepwnir 36ipHUK.

AONNCU, HOTATKN ToWwO

«Buhwon 36ipuux Ykpaincoka Ulexcnipiana na 3axogi», Csoboga, 27
TpaBHa 1987 p.; Ykpainceknii ronoc, 1 vepsHs 1987 p. Bynun nepedpykun B iHwux
Yaconucax.

«Wocva Wekcnipisecbka cecia», 11 nunHa 1987 p.; Ykpaincekuii ronoc, 24
cepnHa 1987 p.; Ykpaiuceki Bicti (OetponTt), 18 woBTHs 1987 p.; YkpalHcbki
gicti (EamontoHn), 21 xoeTHa 1987 p.; Bu3Bonbhui wnsx, 4. 12 (1987),
crop. 1431. Bynn nepeppyKn B iHWKWX Yaconucax.
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«Cboma lWekcnipiscbka cecia», Hapoawa Bonsa, 21 nunua 1988 p;
YkpaiHcekuii ronoc, 15 cepnua 1988 p.; Yxpaivceki Bicti (QeTponT), 2 MOBTHA
1988 p. Bynu iHwi nepeapyky.

NEPEKNAAV B NEPIOANYHIN MPECI

Nerit, Auppin, «Wekcniposi coHeTru», 21, 30, 130. YxpaiHcbka Aymka,
(lonaoH), 24 Gepesnn 1988 p, crop. 2.

CNIBABTOPUW 3BIPHUKIB YWT, 1-2

Emma AHAieBcbka — noeTka, NUCbMEHHUUA, OTpuMana nitepatypHy Haropoay
AHToHoBMMIB., XuBe B MioHXeHi.

IOpiit BypAkiBeub — noeT i NUcbMeHHUK. Kuse Ha okonuui micta Holo-Mopxy.
Onekca BepeteHyeHko — noeT i nepeknanay. Xuse 8 Oetpoitti, CWA.

Cenatocnas lNopAUHCbKKIA — noeT, nepeknazad, nitepartyposHaBeub, Mucteub,
aBTop MoHorpadiin Ha Temmn 3 mucreyrtpa. Kuse 8 CUWA.

lsax Apa4y — noeT, nitepatyposHaseub, AepxasHui aiad. XKXvee B Kuesi.

A-p Bonoaumup XXuna — nitepatyposHaseub, penaktop 36ipHukis nopisHaNbHO
niTepatypu, npogecop-emepnt TekcacbKkoroyHisepcurety B Slaboky, AepxaBHuit
nisv.

A-p Oner 3yeBcbkuit — noet-nappeatr YMMAH 1987 p., nepeknaanav, nitepatypo-
3HaBeub, Npodecop-emeput Anbbeprcbkoro yHisepcurery.

Muxaihno KameHiok — noet i nitepatyphuin kputuk. Kuee y BuHHuui.

Ceartocnas KapasancbKkuit — noeT, nepeknapay, ANiteparypHUin KPUTUK,
ny6niuncT, BU3IHaAYHUA NpaBo3axnucHUK, HepasHo npubys Ha 3axia.

A-p Irop KavyypoBcbkui — noeT, NUCbMEHHUK, Nepeknanad, niteparyposHabeub,
npogecop YkpailHCbKOFrO BiNbHOro yHiBepcuTeTy B MioHxeHi, npauisHuk Ha
paaioctanuii. OTpumae nepuwy ®PpaHkKiBCbKY npemiio 3a nepeknanHy 36ipky
Bubpane (1982) ®. Netpapku.

Irop KocTteubkunin (1913-1983) — nucbmeHHUK, nepeknagay, peaakTop i
Buaaseub; HapoAKUBCA B YKpaiHi, noxoBaHuil y HimeuuuHi.

Aunppint lerit — noet, nepeknanav. Xuse B SloHAOHI, B AHrAil.
Cogin Mangancbka — noetka. Xuse 8 Kuesi.

O-p lpyna Maxkapuk — noertka, niTepaTypo3Haseub, npodecop aHrnincbrol
nitepatypu B OTTaBcbKOMY yHiBepcuTeTi,

A-p AHHa MakonkwHa — nitepaTypo3HaBeub, BUKNAAAY CNOB’'AHCbKMX MOB Y BUWMX
HaBYanbHUX 3aKnanax. )
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A-p MNeTpo OaapyHeHKo — MOBO3KHaBeUb, NiTepaTypo3HaBeyb, BUKNAAAY Y BUUWKX
wkonax B YKpaiHi Ta Ha 3axoai, penakTop.

Bacune OHy¢picHKO — noeT, nepeknaaad, nitepatypHunit Kputuk. >Kube B
ABcTpanii.
A-p Mukona M. Manih — nucbmeHHUK, nNepeknanay 3 ecNaHCLKOI MOBMW,

npogpecop-emeput BinoiTcbkoro koneaxy B CWA.

Banepian PeByubkuit — TeaTpo3HaBeub, Mnpogecop-eMepuUT YHiBepcuTety
BputaHcbkoi Konymb6ii.

A-p borpan PyByak — noet, nitepaTypo3Haseub, npodecop yHiBepcuteTy B
Ykaro, CUWA. :

A-p Apocnas PyaHuubkuit — moBo3aHaBeub, Ha3Bo3HaBeub, aBTOP TpaBenoris,
npogecop-emepuT MaHiTo6CcbKoro yHiBepcUTeTy, AepXaBHUi OiAv.

A-p Ap Cnasytuy — noer-naspear YMMAH 1982 p., nepeknanav, nirepatypo-
3HaBeub, aBTOP NiAPYYHUKIB ykpaiHcbkoi moen. Otpumas LUWesyeHkiscbky
30n0Ty Mmepanio, nepwy Ta apyry PpaHkiscbki npemii, npogecop-emeput
Anbb6epTcbKoro yHiBepcutery.

Bipa CnasyTuy — yuuteneka, 6i6niorpad.

N-p Ocran TapHaBcbkuit — noeTt, nepeknanay, Nnireparypos3HaBeub, ronoBa
opraHisayii ykpaiHCbKUX NucbmeHHUKIB «CnoBo».

A-p Boraan HYonuk — moBo3Haseub, NiTepaTypHUN KPUTKUK, NoeT i nepexknanav,

npogecop YHiepcurety tOTU, aBTop raitky i TaHka, AOCNiRHUK COHeTa.

A-p bopuc WhHahnep — niteparypo3lHaseub, npodecop-emeput OTTaBCcbKOro
yHiBepcurery.

Ceprin Apemenko — Komnoantop, npogecop myanku. OTpumae Haropoau 3a
KaHTaTy «3aBofoBHWUKU npepii» i rmmH «CnaseHb Xpuctosi» Ha cnosa Apa
ChnaByTuya.

NoxepTBu Ha BuAaHHA apyroro 36ipHuka

BuaaBhuuTeo «leiTBei» B EAMOHTOHI 550 pon.:
O6’eaHaHHA yKpaTHCbKUX NUCbMEHHUKIB «Cnoso» 8 Kawaai 500 aon.
Poawna Cnasytudis y Kanaai 500 gon.
HenaspaHui xxepTBoaaseub B EAMOHTOHI, AnbbepTa 400 pon.
Mpog. Bonoaumup Xuna B aboky, Tekcac, CWA 100 gon.

Ykpaincobke Wekcnipiscbke TOBAPUCTBO CKNanae wupy noasKy BCiM
Kepraoaasyam i 6axae TpumMaT 3 HUMKU 3B'A30K Y Manby THLOMY.
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3MICT APYroro 3bIPHUKA

. AOCNIAXEHHA TA CTATTI

MeTpo OpnapyeHko — «Jlecs Ykpaiuxka Tta Wekcnip» 5

Apocnas PyaHuubkuin — «UWekcniposa Hepicca B Oprii Jleci YkpaiHku» 23

Irena Rima Makaryk — ‘'Let’s make the best of it", The Late Tragedies of
Shakespeare” 27

Bopuc UlHanpep — «To He Wekcnip! (CMmepTs MamneTa M. BaxxaHna)» 40

Wolodymyr T. Zyla — ""Teodosij Os’'machka as a Translator of Shakespeare’s
Macbeth” 45

fAip Cnasytuy — «[amneTiBa Moxonor To be, or not to be y nepexknaai
Neowxina MpebiHku» 55

Dan B. Chopyk — ‘““Shakespearean Sonnets in Ukrainian Poetry: The Question
of Tercets vs. the Final Couplet” 60

Anna Makolkina — "The Sonnet-Anomaly or Anxiety in Shakespeare s Sonnet

66" 67

Irop Kauvyposcbkuint — «[lpo peski Bigryku wekcnipiBCbKoi My3n B

ecnaHcbKit Ta ecnaHOMOBHINA niTepaTtypi» 75

Il. NEPEKNAAV

Mainkn Odpeniton — «laes». MNepeknaan Onera 3yescbkoro 79
Wexcniposi coneTn, 30, 39. Nepexknaau Onekcu BepeTeHdenka 93
Wekcniposi coHeTwn, 30, 130. NMepeknaau Anapia Nlerota 94

lll. TBOPU 3 WEKCNIPIBCbKMMN MOTHUBAMW

Ap CnaBytuy — «Mpuiiwoe Wekcnip Ao Haworo Tapaca» 22

Makcum PunbCbkun — «fAk FaMner, npuaveBnatock 8 A0 xMap» 54

boraaH Py64ak — «[jo NamneTa» 95

lOpiit bypsakiseub — «FamMneT» 95

Muxaiino KameHiok — «Pomeo rpae...» 96

Cogia ManpaHcbka — «Jluct 62» 97

Isan [lpay — «Ha wekcnipisCbky Temy» 97

Cepriin fipemeHko — My3uudi HOTU Ao nicHi Wekcnipa «Amu, Amu,
3nmMosuit BiTpel» MNepexknan Apa CnasyTtuda. 99

Y. 13 XPORIKW YWT

«Wekcnipiscbki pecTusani» 103-104

«YKpaiHCbki wekcnipiBui — gepxasHi gisvi» 105

«YKpaiHCbKi CTyAeHTK BUBYAKOTL TBOPYicTb Wekcnipa» 106

«Oner 3yescbkuii OTpUMaRB 3BaHHA NoeTa-naspearta» 107
«YKpaiHcbka WekcnipiaHa Ha 3axoai» (nopatku Ao 6i6niorpagii) 109
«Cnigastopu 36ipHukis YWT 110









