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MUHHCTEepPCTBO HayKH U Bbiclero o6pa3oBanus Poccuiickoit Pesepanuu
Hwxeropoickuii Tocy1apCcTBEHHBIN TMHTBHCTHYECKHH yHIUBepcuTeT M. H.A. JIoOporo6oBa
HNucTuTyT MEpOBO# TuTeparypsl uM. A.M. I'opskoro Poccutickoii akameMun HayK
Jlureparypublit ~HCTUTYT UM. A.M. ['opbkoro

Poccuiickoe 6alipoHOBCKOE 00IIIECTBO
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28-30 maa 2024 roga

Hwxuuut HoBropopj,

2024



OPTKOMUTET

IIpedcedamenv opckomumema: KoposieBa CBersiaHa BopucoBHa, AOKTOD
dusosoruyeckux Hayk, AoneHT, 3aBeaywuuid HUJI «DyHpameHTanbHble U
NpUKJaJHble HCCAeN0BAaHUS aCMEKTOB KyJbTYPHOW UJeHTUPUKALUUA»
Huxxeropockoro rocyjJapCTBeHHOI'O IMHIBUCTUYECKOI'0 yHUBepcuTeTa UM. H.A.
Jlo6posiro6oBa (Huxxkuuit HoBropo)

Conpedcedamesu opeKkomumema:

XasTpuH-XasntypuHa EsieHa BiiaguMUupoOBHA, 1OKTOP QUIOJIOTMYECKHUX HAYK,
BeJyIIUU HAY4HbIM COTPYAHUK OThesia KJaCCUYECKUX JIMTepaTyp 3amaja u
cpaBHUTeJIbHOTO JiuTepaTtypoBegenus UMJIU PAH (Mockga)

IlInmkoBa UpuHa AsiekceeBHaA, JOKTOp QUI0JOTMYECKUX HayK, mpodeccop,
3aBeAyIOIIMN Kadeapol HHOCTPAHHBIX A3bIKOB JIMTEPATYPHOTO UHCTUTYTA UM.
AM. T'opbkoro (Mocksa).

Y1eHbl OPrKOMHUTETA:

FopoxoBa AHHa MwuXxalJIOBHA, KaHAUJAAT (UJIOJOTAYECKUX HAYK, JOLEHT
Kade pbl aHTJIMUCKON PUI0JI0TUH BhIcliel MIKOJIbl TUHTBUCTUKH, MIeJarOTUKHU
M ICUXOJIOTHMH, MepBblM mnpopeKkTop HwukeropoJckoro rocyzapCcTBEHHOrO
JIMHTBUCTHUYECKOTO yHUBepcuTeTa UM. H.A. Jlo6posito6oBa (Huxxkuuit HoBropon)

YanunHa AHHa BasiepueBHa, KaHAWAAT QUIOJOTHUYECKHX HAyK, [OLEHT,
IPOPEKTOP MO0 Hayke HUKeropojCKoro rocyZlapCTBEHHOr0 JIMHITBUCTUYECKOTO
yHuBepcuTeTa uM. H.A. Jlo6posito6oBa (Huxxuuit HoBropon)

AnekcanapoBa Mapua AJIeKCAaHAPOBHA, JOKTOpP (QUI0JOTMYECKUX HaYK,
JIOLeHT, BeAyliMnu HaydHbld coTpyaHUuk HWJI «DyHpameHTa/bHBIE U
NpUKJAJHble HCCAeNO0BAaHUS aCMEKTOB KyJbTYpPHOU UJEHTUPUKALUN»
Huxeropoackoro rocysapCTBEHHOI0 IMHITBUCTUYECKOr 0 YHUBepcUuTeTa UM. H.A.
Jlob6posro6oBa (Huxxuuit HoBropon)

ABepkuHa CBeTsiaHa HukoJ/iaeBHa, J0KTOp QUJIOJOTMUYECKHUX HAYK, JIOLIEHT,
BeJyIlui HaydHbId coTpyaHUK HWUJI «DyHmameHTa/bHble W TPUKJIALHbIE
McC/leJOBaHUS aCleKTOB KyJbTypHOU wuJeHTUQUKauuu» Hukeropoackoro
rocy1apCTBEHHOT'0 JIMHTBUCTHUYECKOro yHUBepcuTeTa UM. H.A. Jlo6posiro6oBa
(Huxuuit HoBropoj)

MypaToBa flpociaBa lOpbeBHA, KaHAWAAT (QUIOJOTUYECKUX HAYK, JOLEHT
Kade pbl 3apybexHOW JauTepaTypbl JIUTepaTypHOro HHCTUTYyTa uUM. A.M.
['opbkoro (Mockga)



CakysimHa EneHa AJieKCaHAPOBHA, KaHAUJAAT QUIOJOTMYECKUX HayK,
3aBeJy0IMi KadeJporl poMaHO-repMaHCKUX A3bIKOB, IEPEBO/A, 3apy0eKHOU
JIUTepaTypbl U  MEXKYJbTYPHOM  KOMMYHHMKauuu  Hukeropo/ckoro
rocy1apCTBEHHOT'0 JIMHTBUCTHUYECKOro yHUBepcuTeTa UM. H.A. Jlobposiro6oBa
(Humxuuit HoBropoj)

bosabmyxuH Jleouung  OpweBu4y, PhD, npodeccop, pykoBogUTeNb
JlellapTaMeHTa JIUTepaTypbl M MEXKYJbTYPHOU KOMMYHHUKaALMU Breiciien
IK0J1bl 5KOHOMUKHU B HumxxkHeM HoBropoge (Huxuuii HoBropo)

KamisBuk Kupa IOpbeBHa, [0KTOp QUIOJOTHUYECKHX HAYK, /[JOILEHT,
npodeccop kKadeApbl PYCCKOM U 3apybexkHOM JuTepaTypbl Poccuiickoro
YHUBepCcUTeTa Apy:K0bl HapoaoB (MockBa)



28 mas

OTKpbITHE KOH)EpEeHLUH, II/IEHApPHbIE 3aceJaHuA

Huxeropockuii rocylapCTBEHHBIN JIMHIBUCTUYECKU N YHUBEPCUTET
uM. H.A. Jlo6posto60Ba
r. Hmwxuum HoBropog, yi1. MunuHa, 4. 31a
y4eOHbId Kopnyc I, aTaxk 4, Maibii akTOBBIN 3aJ1, ayA. 1411

10:00 - 10:30 Bcmpeuya zocmeil, npuHuMawwux o4YHoe yyacmue 8 pa6Gome
KOHhepeHyuu
10:30-11:00 TopotcecmeeHHOe omKpbimue KOHhepeHyuu

11:00 - 13:30 IlnenapHoe 3acedanue. Yacme 1
13:30 - 14:30 Ilepepuis

14:30-17:00 IlnenapHoe 3acedanue. Yacme 2

PersiaMeHT paGoThI:
JIOKJIaJIbl Ha MIJIEHAPHOM 3aCeJJaHUH — 25 MUHYT

ob6CcyXK/JieHUe NO0K/Ia10B — 10 OKOHYaHUHU IJIeHapHOoTro 3acefaHus (4.1., 4.2)

OnHJialiH NoAK/II0YeHHe K KOHpepeHI U

Ha wiatdpopme ktalk.ru:
https://lunn.ktalk.ru/tyov91volqgb

(ccvlika Ha éecb OeHb padomoul Konghepenyuu)


https://lunn.ktalk.ru/tyov91volqgb

28 mas

10:30-11:00 TOPKECTBEHHOE OTKPbITUE KOH®EPEHIIUU

Huxeropo/ckuii rocyjJapCTBeHHBINA JIMHIBUCTUYECKUM YHUBEPCUTET
uM. H. A. Jlo6posito6oBa
r. Hwxuuit HoBropog, yi. MunuHa, 4. 31a
y4eOHbI Kopnyc I, aTaxk 4, Manblii akTOBbIM 3aJ1, ayA. 1411
Modepamop: Koposesa CeemaaHa bopucosHa
dokmop ¢uo4. HayK, 3a8. HUJI «PyndameHmasibHble U npuKk/aadHble Ucc1e008aHUs ACNEKMO8
Kys1ibmypHou udenmugpukayuu» HI'J1Y

BCTyrlI/ITeJIbHoe CJIOBO

XanarpuH-XanatypuHa Esnena BiagumMupoBHA, Jo0KTOp (uUIIO0J. HAyK, BeAYLIMA Hay4YHbIU
cotpyaHuk  OTjena  KJacCUYeCKUX  JIATepaTyp 3amaZa W CPaBHUTEJbHOIO
autepatypoBegenus UMJIU PAH (Mocksa) u lllumkoBa UpuHa AsieKceeBHA, JOKTOp GuioJ.
Hayk, npodeccop, 3aB. KadpeJpoil HHOCTPAHHbIX A3bIKOB JINTEpaTypHOr0 HUHCTUTYTa UM. A.M.
['opbkoro (MockBa) — useHbl 610po Pocculickozo 6atipoHo8cKko20 o6wecmea

npl/lBETCTBI/lﬂ Y44CTHUKAM KOH(l)EpEH].ll/lI/I

HukoHoBa YKaHHa BUKTOpPOBHa, /J0KTOp PuJIoJ. HayK, mpodeccop, pekTop Hmkeropoackoro
rocy/lapCTBEHHOT0 JIMHIBUCTUYECKOro yHuBepcuTeTa uM. H.A. Jlo6posiro6oBa

YanynHa AHHa BasepuweBHa, kaHguAaT JuUIOJ. HAYK, JOLEHT, MNPOPEKTOpP HayKe
HuxeropoZickoro rocyzapCTBEHHOIO JIMHITBUCTUYECKOro yHUBepcuTera UM. H.A.
Jlo6posiro6oBa

BeicTynieHune KOJIJIEKTHBA Huxeropoackou rocyAapCTBeHHOU
KoHcepBaTtopuu uM. M.U. I'nuHKn

BokasbHble npou3eedeHust Ha cmuxu Baiipona

us yukaa «Eepelickue mesnoduu»:

H. HaTtaH. On Jordan's banks / Ha 6eperax Mopaana

M.A. Banakupes. «EBpeiickas menoaus» (nep. M. 10. JlepMmoHTOBA)
M. I1. Mycoprckuit. laps Caya (nep. I1. A. Kozsiosa)

My3bIKOBeJUYECKM KOMMEHTApHU: KOHLIEPTHBIM HCHOJHUTE/b, MYy3blKaJbHbIN I€Aaror,
JlaypeaT MeX/lyHapOo/AHbIX KOHKYpPCOB ApceHUH UnnoinTos

HUcnonHA0T:

3acaykeHHbI apTUCT Poccum, JlaypeaT MeXXAyHapoJHbIX KOHKypcoB, JlaypeaT mnpeMuH
ropogia HuxHuit HoBropog, conrctka Huxkeropo/ickoro Teatpa onepsl U 6aseTta

Aupa UnmosimToBa (cornpaHo)

JlaypeaT MeXXJyHapOoJHbIA KOHKYPCOB, JlaypeaT npeMuu MUHUCTEPCTBA KyJAbTyphl Poccuy,
JloueHT HuxkeropoAcko rocyjlapcTBEHHOM KOHcepBaTOpUU UM. M.U. [TMHKU

AHacrtacus BoraanoBu4 (opTenuaHo)



11:00-13:30 IIVIEHAPHOE 3ACEJAHUME. YACTDb 1

Huxeropockuii rocylapCTBEHHBIN JIMHIBUCTUYECKUN YHUBEPCUTET
uM. H.A. Jlo6posto60Ba
r. Huxuuu HoBropog, yi. MunuHa, 4. 31a
y4eOHbId Kopnyc I, aTax 4, aya. 1411 (Masbii akTOBbIH 3aJ1)

Moodepamop: Kawssieuk Kupa IOpvesHa
0-p unon. Hayk, Pocculickuil yHusepcumem 0pyxcovl Hapodos um. I1. Jlymymoéwt (Mockea)
1. «lleKCOMPOBCKUM» U «MUJIbTOHOBCKUM» TUN aBTOpa B Tekcrax /I.I'. banpoHa
(OYHO)

llaxHnazapsiH Hapuus MapmupocoeHa, kaHOudam ¢uaoa. HayK, doyeHm kagedpwl
3apybexcHoll aumepamypul duaono2uyeckozo pakyabmema, beaopycckull 2ocydapcmeeHHblil
yHugepcumem (Munck, beaapycb)

2. BaiipoH-1upuK B pycckux nepesogax (OHJ/JAWH)

lllatimanoe Hzopb Oaezosuy, dokmop ¢u.ao4. HAYK, pykogodumenb YyebHO-HAYYHO20
YyeHmpa CcO8peMeHHblX KOMNapamusHulXx uccaedosaHull, Pocculickull 2ocydapcmeeHHbll
gymaHumapHwll yHusepcumem (Mockea)

3. /uanor B. MakaHuHa u jiopAa Baiipona (OHJIANH)

I'yn luHyuH, kaHdudam ¢uaoa. Hayk, npenodasamenv, YxHcay3siHCKUll yHugepcumem
UHOCMPAHHbIX 513b1K08 (Yncayssm, Kumati)

4. usnb BaiipoHa yepe3 npusmy "¢pusrocodpckoi ckasku" ("Morusia BouHa" Mapka
Anpanosa) (OYHO)

Kopoeauwko Anekceli Basepvesuy, dokmop ¢pusoa. Hayk, 3agedyowuli kagedpoli pycckoli
Aumepamypbl, 3amecmumessb dupekmopa UPuXK no nayke, Hudxcezopodckull 2ocydapcmeeHHblll
yHugepcumem um. H.H. Jlo6auesckozo (HusxcHuti Hoszopod)

5. Byron, Turner, Empire (OHJIAMH)
Mankoam Kenacaan / Malcolm Kelsall, 3acayxceHHbwlii npogeccop Kapduggdckozo

yHugepcumema (Kapdugp g, BeaukobpumaHus)

IlepepsiB / 06ep,



14:30-17:00 IIVIEHAPHOE 3ACEAAHHME. YACTD 2

Huxeropo/ckuii rocyjJapCTBeHHBIN JIMHIBUCTUYECKUM YHUBEPCUTET
uM. H.A. Jlobposto6oBa
r. Hwxuuit HoBropog, yi. MunuHa, 4. 31a
y4e6HbIN Kopnyc I, aTax 4, aya. 1411 (Masiblii akTOBbIN 3aJ1)

Modepamop: AsepkuHna Ceemsaana HukosaesHa
0-p dpunon. Hayk, Husxicezopodckuil 2ocydapcmeeHHblll AUH28UCMUYECKULl yHUBEepcUMem UM.
H.A. [lo6poaro6osa (HuxcHuti Hogzopod)
6. IlymkuH u BaWipoH: (A€)KOHCTPYKLHUs BONPOCA B aHIVIMMCKON NMYIIKMHUCTUKE
(OYHO)

Koposaesa Ceemaana bopucosHa, dokmop ¢uaon. Hayk, 3a8. HUJI «®yHdameHmaabHble U
NpuKaAadHble UCCcAedo8aHUsl ACNEKmMo8 KyJabmypHol udeHmugukayuu», Hudxcezopodckull
2ocydapcmeeHHbll  AuHesucmuveckuil yHugepcumem um. H.A. Jlobpoarw6osa (HuxcHull
Hoezopod)

UccnenoBaHue BBINOJIHEHO 3a c4eT rpaHTa Poccuiickoro HayuyHoro ¢oHga Ne24-28-
00706, https://rscf.ru / project / 24-28-00706/

7. Baiipon u Hatypaausm (OHJIAMH)

Koposun Andpeli Bukmoposguy, kaHdudam ¢u/a101. HaQyK, Cmapwutl Hay4Hbslil compyOdHUK
Omdena kKaaccuveckux JAumepamyp 3anada U CpaBHUME/NLHO20 JAUMepamyposedeHus,
HHcmumym mupoeolii s umepamypbol um. A.M. l'opvkozo, PAH (Mockea)

8. Asubjective French genealogy of Byron’s Corsair (ONLINE)

®envep Oausve / Feignier Olivier, He3asucumblli uccsiedogamenb, npe3udeHm

®paHyy3sckozo batipoHosckozo obujecmeaa (Ilapusic)
9. A.I.BaiipoH u 0. Yaisisa (O4YHO)

Basnoea Oavea MuxaiinosHa, dokmop ¢usioa. HayK, npogeccop kagedpvl pycckoll u
3apy6esxcHoll Aumepamypbl U Memoduku o6yyeHusi, Bamckuli 2ocydapcmeeHHblll yHUgepcumem
(Kupos)

10. «<baiipoHOBCcKMM caea» B TeKcrax KeHHera I'pama («3aMeTKHM A3BIYHUKA»,
«30J10Tad nopa», «JInu rpes», «Betep B uBax») (OHJIAIH)

Beauezopckuil TI'eopeuti Anekcandpoguy, kaHdudam ¢uaon. Hayk, cmapwull HAy4Hwll

compyodHuK Hay4Holl 1a6opamopuu «Rossica: pycckas aumepamypa 8 Mupo8oM Ky./1bmypHOM

KoHmekcme», HHcmumym muposoti sumepamypbt um. A.M. I'opbkozo, PAH (Mockea)

dypuieTt

Ky/ibTypHasi nporpamMma no »<eJIlaHHI0
7



29 mas
10:15-17:00 CEKIIMOHHBIE 3ACEJAHUA
(cekuuu 1, 2, 3)

Huxeropockuii rocylapCTBeHHBIA IMHTBUCTUYECKUM YHUBEPCUTET
uM. H.A. Jlo6posito60Ba
r. Huxuuu HoBropog, yi. MunuHa, 4. 31a
y4e6HbIi Kopnyc III, aTax 2, koHpepeHU-3as, ayA,. 3217

OHJIaliH NOAK/II0YEeHHe K KOHpepeHI U
Ha iatdpopme ktalk.ru:

https://lunn.ktalk.ru/d6f5xfhrs4.7h

(ccvbLika Ha eecb deHb pa6ombl KOHhepeHYuu)

10:15-11:30 Cexkuus 1. baipoH U Tpaguuus

Modepamop: Kopoaesa Ceemaana bopucosHa,
0-p dpuson. Hayk, Huxce2opodckuil 2ocydapcmeeHHblll AUH28UCMUYECKU yHUBepcUmMem uM.
H.A. /lobpoaro6osa (HuxcHuii Hogszopod)

1. «Tenp [lanTa c npoduiem opsuHbIM»: O6pameHue baiipoHa k /laHTe B
NpoM3BeJeHHAX UTATBAHCKOro nepuoja (04Ho)

IIpo3oposa Hadexcda HeaHnosHa, kaHdudam ¢pu104. HAyK, He3a8UCUMbIL Uucciedosameb
(Kanyza)

2. BaiipoH ¥ aHr/IMMCKasA NaHTOMUMA (OHJIalH)

Kocapesa AuHa AsekcaHOposHa, kaHdudam ¢uaon. Hayk, doyeHm Kagedpbwl
JUH2BUCMUKU U NPOPeccUoHaNbHOU KOMMYHUKAYUU HA UHOCMPAHHLIX S3blKaX, YpaavbcKuil
¢edepanvHblil yHugepcumem um. nepgozo IIpesudenma Poccuu Bb.H. EavyuHna (ExkamepuHn6ypz)

3. Mu¢d o Bamnupe B pycCKOM M aHTIJIMMCKOM KHUKHOCTU: Biiaguciaas Llenew ot
®epopa Kypununa go bainipona (04Ho)

Co6ko Pycaan Bacusnvesuy, kaHdudam ¢usoc. HayK, doyeHm Kagpedpsbl 2yMAHUMAPHLIX U
COYUA/NbHO-IKOHOMUYecKUx ducyunauH, Pocculickull 2ocydapcmeeHHblll  yHUsepcumem
npasocydus, Huxcezopodckuii puauan (HuxcHuii Hogzopod)

4. TunoJsiorusi 6M61€M3MOB B TBOpuYecTBe baiipoHa (04HO)

Muxaiinoea Mapus CepzeesHa, cmydenm, HxcHblll ¢pedepasbHblll YHUBepcumem
(Pocmos-Ha-/loHy)

5. IIpo6GseMbl omnpejeseHUsA peaUruo3Hon (camo)ugeHTHYHOCTH BanpoHa

(on.1aiiH)


https://lunn.ktalk.ru/d6f5xfhrs47h

Yepuses Anekcandp Anekcandposuu, cmydeHnm, Poccutickuli 2ocydapcmeeHHbll

2ymaHumapHwll yHusepcumem (Mockea)
IlepepbiB

Kode-openk

12:00 - 14:00 Cexuua 2. baipoH u Poccus: auajior BHe rpaHMI]

Modepamop: llluwkoea HpuHa AnekceesHa
0-p usao. HayK, /TumepamypHbill uHcmumym um. A. M. Fopbkozo (Mockea)

1. MepexkoBckuii 0 baiipone u JlepmonToBe (O4YHO)

luwkosa HpuHna AsnekceesHa, dokmop ¢uson. Hayk, 3a8. Kagpedpoll UHOCMPAHHLIX
s3blk08, /lumepamypHulii uHcmumym umeHu A. M. l'opvkozo (Mockea)

2. «OHa ujgeT, ¥ 3JeCb HA4YaJI0...»: K perenuuu «EBpeiickux mesioguin» baiipoHa B
Poccum (04HO)

MasnkuHa Bukmopusi fKossesHa, kandudam @uaoa. HAyk, 3asedyowull kagedpot
meopemuyecKkoll u ucmopuveckot nosmuku HHcmumyma ¢usionozuu u ucmopuu, Poccutickuti
2ocydapcmeeHHbll 2yMaHumapHsli yHugepcumem (Mockea)

3. baipOHOBCKHE «OTr0JIOCKU» B M033UH A. U. F'oTOBII€BO# (0YHO)

Yemeepukosa AnekcaHdpa AnekcaHOpo8Ha, MAAdWUll HAy4YHbll compydHUK YnpasaeHus
Hay4Ho-ucc1edosamenvckoll desimeabHocmu, Kocmpomckoli 2ocydapcmeenHtblll yHUBepcumem
(Kocmpoma)

UccnenoBanue BbinosiHEHO B KocTpoMcKOM rocyZjlapCTBEHHOM YHUBEpPCUTETE 32 CUET
rpaiTa Poccuiickoro Hay4yHoro ¢onga Ne 24-28-00058 «IloaTuuyeckoe Hacuaenue A.M.
['oTOBIEBOI: MOATOTOBKA K HAYYHOMY M3/aHUI0», https://rscf.ru/project/24-28-00058/

4. baiipoH U pomaHTHyeckue Tpasuuuum E.Il. MaikoBoii um H.A. ToHuapoBa
(on.1aiiH)

llagnosuu Kpucmuna KoHcmaHmuHoeHa, kanHdudam uioso2uveckux HAyK, doyeHm
Kagedpwl pyccKkoz20 A3blKA KAK UHOCMpPaHHo20, HayuoHaabHblll uccaedosamensvckutl TomcKutll
2ocydapcmeeHHblll yHusepcumem (Tomck)

5. BaiipoHOBCKHe MOBOPOTHI B Ibecax JleoHHuAa AHApeeBa (04HO)

Ewuyv Aneenuna Baadumuposua, cmydenm, Poccutickuii yHugepcumem 0pyxc6bl Hapo0do8

um. I1. /lymyméulr (Mockea)



6. «Kpacubiii Baiipon» Hocud YTKHUH: K HUCTOPMH JIMTEPATYPHOM penyTanuu
COBETCKOro no3Ta (04HO)

AnekcaHdposa Mapusi AnekcaHdposHa, OKMop pua10. Hayk, doyeHm, sedywuti Hay4Hbll
compydHuk HUJI «®yHdameHmaibHble U NPpUKAAOHblEe UCC/Ae008AHUS ACNEKMO8 KY./1bmypHOU
udenmuguxayuu», Huxcezopodckuil 2ocydapcmeeHHblll AuHe8UCMuU4ecKull yHugepcumem um. H.
A. Jlobpoaro6bosa (HuxcHuii Hoezopod)

7. bailipoHUYecKasa Mo/ eJIb IOBeJeHHs B I033UH COBETCKOro aHaerpayHja (04Ho)

boavwyxun JleoHud HKpvesuy, PhD, npogeccop, pykosodumesab denapmameHma
Aumepamypbsl U MEHCKYJAbMYPHOU KOMMyHUKayuu Bwuicwell wko/bl 3koHOMuku 6 HudicHem

Hoezopode (HuscHutl Hoszopod)

[lepepsiB / 06es

15:00-17:00 Cekuus 3. bBalipoH B HayKe, UCKYCCTBe, U34aTeJIbCKOM

AeATe/JIbHOCTHU

Modepamop: XanmpuH-Xaamypura Enena BaadumupogHa,
0-p pusosozuyeckux Hayk, HHcmumym mMupogoil 1umepamypbwl
um. A. M. F'opvkozo PAH (Mockea)

1. O HekoTOpbIX NMcbMax BalipoHa U3 POCCUIICKUX XPaHWIHIL, U UX pacliuppoBKe
B cepeauHe XX u B Hayasie XXI BB. (04HO)

Xaampuu-Xaamypuna Eaena BaadumuposHa, dokmop u/i0102udeckux HayK, eedywutl
HayyHbulll compydHuk Omdena Kaaccuyeckux Jaumepamyp 3anadd U CpaBHUMEALHO20
AumepamypogedeHus, HHcmumym mupogoti aumepamyput um. A.M. 'opvkozo PAH (Mockesa)

2. lymukuH (He) BaiipoH: UcTOpHUS BONMpOCa B HEMELKOM JIUTEPAaTypOBeJeHUU
(o4HO)

AsepkuHa CeemsaaHa HukosaesHa, dokmop ¢duson. HayK, doyeHm, eedywull Hay4Hwlll
compydHuk HHUJI «®yHdameHmasibHble U NPUKAAOHbIE UCCAed08AHUS ACNEKMO8 KY./1bmypHOU
udenmugukayuu», Huxcezopodckuil 2ocydapcmeeHHblll AuHz8UCMuU4ecKull yHugepcumem um. H.
A. [lobpoarobosa (HuscHuti Hoszopod)

UccnenoBaHue BBINOJIHEHO 3a c4eT rpaHTa Poccuiickoro HaydyHoro ¢oHga Ne24-28-
00706, https://rscf.ru / project / 24-28-00706/

3. «KAHTUpOMaHTH4YeCcKHil» BalipoH - B3rjsaj [lutepa KoxpaHa u 6aiipoHOBCKas

caTtupa (04HO)
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Mypamoea flpocnasa IOpvesHa, kaHOudam @uaoa. HayK, doyeHm Kageopbwl
UHOCMPAHHLIX A3blkos, doyeHm Kagedpwl 3apybexcHou umepamypbl, JlumepamypHulil
uHcmumym umeHu A.M. l'opvkozo (Mockea)

4. DBalipoHUMYeCKHUA Trepoll B KUTAWCKHX BeO-HOBe/LIaX: pelenuusa u
TpaHcpopMauusi 06pa3a (OH/IakH)

Bacusavesa Iabmupa BukmoposHa, kaHOudam @u/ioa. HAYK, cmapwuil HAay4Hbslll
compyoHuk ~ Omdesa  Kaaccuveckux — JaAumepamyp  3anada U CpagHUMENbHO20
Aumepamypogederus, HHcmumym mupogoti aumepamyput um. A.M. l'opvkozo, PAH (Mocksa)

5. O6pa3 Jlopga baiipoHa B KuHeMmartorpade: mnpo6seMbl TpaHcPopManuu
(onJ1aiiH)

KpacunvHukosa FOnus AnekcaHdpogHa, npenodasame.ib pycckoz2o s13blKa, AUmepamypbl,
ucmopuu evicuwell keaaugpukayuoHHoll kamezopuu, Hudcezopodckull 2ybepHCcKull Ko/1edx,
Huscezopodckuil nonumexHuveckull koanedx umenu I'epos Cosemckozo Cor3a PydHesa A.ll.
(Huxxcnuti Hoszopod)

6. I.I'. BaiipoH, 6aMPOHU3M: AKTYaJIbHOCTb JAJI1 NPOJBUKEHHs] KHUT U aBTOPOB
(o4HO)

DomeHkoe Apmem AsnekcaHdposuY, JOKmMoOp ucm. HayK, doyeHm, cmapwuil Hay4Hbulll
compyoHuk MHHJI «H3yvyeHue Mupo8biX U PpPe2UuOHANbHbIX COYUAAbHO-NOAUMUYECKUX
npoyeccos», Huicezopodckull eocydapcmeeHHblll JuHegucmuveckull yHugepcumem um. H.A.

Jobposarobosa (HuscHutl Hoezopod)

Kode/4gain

KybTypHasa nporpamMmma mno >xeJIaHuIo

PexomeHdyemcs peuHas skcKypcusi (CM. IPUJI0KEeHHUe)
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30 masa

10:15 - 14:00 CEKIIMOHHBIE 3ACEJAHUA
(cexuuwu 4, 5)

Huxeropocknm rocyjapCTBeHHbIA IMHTBUCTUYECKUN YHUBEPCUTET
uM. H.A. Jlo6posto6oBa
r. Hwxuuut HoBropog, yi. MunuHa, 4. 31a
y4yeOHbIN Kopnyc I, atax 3, KoHpepeHn-3a, aya. 3217

OnutaiiH NOAK/II0YEeHN e K KOHpepeHI U
Ha iatdpopme ktalk.ru:

https://lunn.ktalk.ru/bowafn3y5sv
(ccviika Ha eecb deHb pa6ombl KOHhepeHyuu)

10:15-12:00 Ceknuuda 4. Penenuusi JUYHOCTHU U TBOpUYecTBa bainipoHa

B iMTepaTtype 3anaja (XIX-XX BB.)

Modepamop: Aeepkuna CeemaaHa HukoaaesHa, 0-p pu/10.. HAyK,
Hudcezopodckutl 2ocydapcmeeHHblll AuH28UCMUYecKull yHugepcumem
um. H. A. /lo6poato6oea (HusxcHuti Hogzopod)

1. «<A wonderful couple»: BaiipoH u ero co6aka bonman B ctuxax Jsim3a6ert [lurot
(onJ1aiiH)

HeaHnkusa Mapuna BaadumuposHa, kaHdudam ¢puio4. HayK, doyeHm Kagedpsl ucmopuu
3apy6esxcHblx aumepamyp, Cankm-Ilemep6ypackuti 2ocydapcmeenHblll yHusepcumem (CaHkm-
Ilemep6ypz)

2. baipoHn4Yeckuii repoil B pomaHax />)xkerH OcTeH (OHJIalH)

Kocmbipsi Anéna BaadumuposHna, kaududam ¢uaoa. Hayk, doyeHm kagedpwl
JUH28UCMUKU U nepesgoda, Ilepmckull 2ocydapcmeeHHblll HAYUOHA/AbHBIU Ucc/1ed08amenbcKull
yHugepcumem (Ilepmv)

3. “The Byronic Age” B XyjoKeCcTBeHHOW o6pa6oTke leHpu /xeiimca: o
NPOTOTHUNAX repoeB HOBeJLIbI “IlncbMa AcnepHa” (04HO)

Jlyzosyosa AnekcaHdpa 3IdyapdosHa, acnupaHm, Omdea Kadaccuyeckux umepamyp
3anada u cpasHume/nbHO20 JAumepamypogedeHusi, HHcmumym Mupoeoll sumepamypbul

um. M. I'opvkozo PAH (Mocksa)
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https://lunn.ktalk.ru/bowafn3y5svp

4. Tlpu3paKk Kak 6GalpoHUYECKUUA repoil B pomaHe l'actoHa Jlepy «IIpuspak
Onepsbi» (OH/IAlH)

Kcenxncuk Cogvsa  CepzeesHa, accucmeHm kagedpbl UHOSI3bIYHO20 06pA308aHUS,
Mockosckuill nedazozuyeckuti 2ocydapcmaenHblil yHugepcumem (Mockea)

5. Biusnue [xk.I'. BaipoHa Ha nucaTeen-moaepHUcToB: k. >xkoic, B. Byag, T.C.
Mot (oHUIalH)

Pycmamoe  Poman  PoswaHosu4, = cmydeum, Pocculickuli  2ocydapcmeeHHblll
a2udpomemeopoaozuveckull ynusepcumem (Cankm-Ilemep6ypz)

6. JsieMeHTHI NO3TUKMU BaiipoHa B kHure P. Bpaa6epu “MapcuaHCKUe XpPOHUKHU”
(o4HO)

lllepsikos Tumyp KoHcmanmuHosu4, cmydeHm ¢gpusnonoz2uyeckozo pakysabmema, CaHkm-
Ilemep6ypackuli 2ocydapcmeenHblii yHugsepcumem (Cankm-Ilemep6ypz)

7. Penennyusa GalipOHM4YECKOr0 reposi B aHIJIMMCKOM jguTeparype XX Beka Ha
npumepe Teopuectna />x. Paysi3a (OH/1aMH)

Hukonaesa Examepuna AsaekcandposHa, cmydenm Hucmumyma @usoao02ul,

Mockosckuil nedazozuyeckuti 2ocydapcmeeHHblil yHugsepcumem (Mockesa)

IlepepbiB

Kode-operK

12:30 - 14:00 Cexkuus 5. [lepeBoabl 3 banpoHa

U peJaKTopckas pa6éoTta

Modepamop: Koposaesa Ceemaana bopucosHa, d-p ¢pusoa. HayK,
Huosicezopodckutl 2ocydapcmeeHHblll AuH28ucmuveckull yHugepcumem um. H. A. /lo6poatobosa
(HudcHuti Hoszopod)

1. TBopuectBo /[)k. BailpoHa B Bocnpusatuu U. C. TypreHeBa: OT YTE€HHUSA K
nepeBoAy (OHJIAMH)
Bosikose HeaHn Onezosu4, dokmop ¢usoa. Hayk, doyenm Kaghedpbwl pycckoll u 3apy6exrcHoll

aAumepamypul; llanamapée HeaH Basepvesuu, cmydenm, HayuoHaabHblll uccsaedosamensckuil

Tomckuii 2ocydapcmeeHHblll yHusepcumem (Tomck)
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2. Hukona 'ymuieB — pesaKkTOp-COCTaBUTE/Nb COOpaHuA counMHeHuu [Ix. T.
BaiipoHa Bo «BceMuUpHOH JjuTepaType»: AOKYMEHTa/IbHasi PEKOHCTPYKLUA COCTaBa
(on/1aMiH)

Yeunés Akos /[imumpuesuy, kaHoudam ¢uioa. HAYK, cmapwull HAy4yHwull cOMpyOHUK
Hay4Hol nabopamopuu «Rossica: Pycckas aumepamypa 8 Mupo8oM Ky/1bmMypHOM KOHmMeKcme,
HHcmumym mupoeoti s umepamypbol um. A. M. l'opvkozo PAH (Mockea)

3. 0 TOYHOCTH U BOJILHOCTHU NepeBoJoB BprocoBa u3 baiipoHa (oHJ1aiiH)

llacmepnak ExkamepuHa AnekceesHa, kaHdudam @uioa. HAYK, MAQOWUU HAYYHbIL
compydHuk Omadeaa pycckoll Kyabmypbl, Mockogckull 2ocydapcmeeHHblll yHugepcumem umeHu
M.B. J/lomoHocosa (Mocksa)

4. «Kaun» BaiipoHa B nepeBoje ByHuHa: B AuaJjiore ¢ BeJIUKUM POMaHTUKOM H
3noxou (04HO)

Koposesa (Csemsaana bopucosHa, dokmop ¢uaoa. Hayk, 3asedyrowuti HHJI
«@PyHOaMeHMa1bHble U NPUKAAOHbLIE UCCAeJ08AHUS ACNEKMO8 Ky 1bmypHOU udeHmugukayuuy,
Huscezopodckutl 2ocydapcmeeHHblll AuHegucmuyeckull yHusepcumem um. H. A. [lobposarobosa
(Huxxcnuti Hoszopod)

5. TBopuecTtBOo baiipoHa B BocnpusATUM AsiekcaHgpa bjioka (mepeBoguyeckuut
acnekT penenuuu) (04HO)

I'pebenHukos Badum Oaezosuy, cmydeHm nepegodueckozo ¢pakysbmema, Mockosckuli

2ocydapcmeeHHblll AuHe8Ucmuyeckull yHugepcumem (Mockea)

[IOABE/IEHHUE UTOI'OB KOH®EPEHLJUH

Kode/ yait

Ky/ibTypHasi nporpamMMa no »xeJilaHHI0
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AHHOTaIlUHU AOKJIAA0B IVICHAPHBbIX 3aceaHuil

Banosa O.M. /I.I'. baiipon u O. Yaiiaba.

Jns Ockapa Yailsibaa poMaHTH3M — OJJHO U3 CaMbIX 3HAYUMBIX JINTEPATYPHBIX HAMPABJICHUH,
MIOCKOJIBKY OHO OpHMEHTHUPOBAaHO Ha pealu3alii0 JIMYHOCTHBIX YCTPEMJICHHUH, pacKpbITHE
BHYTPEHHEIO IMOTEHIMaNa, pa3paboTKy TIIyOMHHBIX TpoOieM ObIThs, HcclenoBaHHe chepsl
HCKyccTBa. bailpoH mHTEpecoBasl Yaliapa U KaK JIMYHOCTh, U KaK MO3T, U KaK 3HaMs CBOEH 3MOXH.
OH BOCXMIIAJICS «HEMIPUKPBITBIM cebsutooneM» balipoHa, oTMedal ero HeBO3MOXKHOCTD «J10 KOHLA
OCYILECTBUTH caMoro ce0s» («KpUTHK Kak XyIOKHUK»). YaillibJ CpaBHUBAJI CBOM I'€HUH ¢ TeHHEM
baiipoHa u genan BBIBOABI «B CBOIO IONB3y». Hampumep, B Tpakrare «/lyma demoBeka Ipu
counanuMe» oH ropopuil: «baiipon Obu1 cuMBoOIMYECKOM (PUTYpOH, HO OH OTpa3wil JUIIb CTPACTU
CBOETr0 BEKa U NPECHIIICHNE 3TUMHU CTpacTIMU. Bo MHe ke HallIo CBOE€ OTpakeHUE HEUYTO Ooee
65aroposiHoe, He CTOJIb MpexoJsliee, HeUTo Oojee HacyllHOe M BceoObemItomeey. bailpon Taxxke
ObUT MOKa3aTeNbHOU (DUTYpOHM ANl MpeACTaBiICHHUS YaMIbJOM CBOMX B3IJISIIOB Ha HCKYCCTBO U
kputuky. ITucatenms momaran, uro HecMoTps Ha apyxOy c ILb. lemmwm, Baiipon He Mor mo
JOCTOMHCTBY OLIEHUTh €0 IO033UI0, KaK M 1o33ui0 Y. BopacBopaa, «u eMy ocTanachk HEIOCTyIHA
Mmarusa Kurcay. M3ydyenue BocmpuaTus JMYHOCTH M TBOpuecTBa baiipona VYaitnmpaom mosBosser
PacKpbITh 0COObIE CTOPOHBI B MUPOBOCIIPUATUH U ICTETUKE aHTJIMHCKOTO MUCATEISL.

Olga M. Valova. Lord Byron and Oscar Wilde.

For Oscar Wilde, Romanticism is one of the most significant literary movements since it
focuses on the realization of personal aspirations, untapping of inner potential, development of
profound existential problems, and exploration of the realm of art. Wilde was interested in Byron
both as a person and as a poet and symbol of his era. He found Byron’s "mere egotism" delightful
and noted his inability to "give us what he might have given us" (The Critic as Artist). Wilde
compared his genius with that of Byron and drew conclusions "in his favor." For example, in his
essay The Soul of Man under Socialism, he writes, "Byron was a symbolic figure, but his relations
were to the passion of his age and its weariness of passion. Mine were to something more noble, more
permanent, of more vital issue, of larger scope". Byron also served as a significant figure for Wilde
to present his views on art and criticism. The writer believed that despite his friendship with P.B.
Shelley, Byron could not fully appreciate his poetry nor that of W. Wordsworth, "and the wonder of
Keats was hidden from him". Studying Wilde’s perception of Byron’s personality and works allows

us to reveal particular aspects of the worldview and aesthetics of the English writer.
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Beauropckunii I'.A. «baiiponoBcknii ciaem» B Tekcrax Kennera I'pama («3amerku
SI3BIYHUKAY», «30J10Tast opay», «/{Hu rpes3», «Berep B uBax»).

Ha mpotrsokeHnn Bcero cBoero TBOpYeCTBa IMIOTIaHACKUN mucaTenb Kenner I'pam (1859—
1932) MHOTOKpaTHO OOpamaics K TEKCTaM MO3TOB-POMAHTHKOB; HE TOCIEAHEE MECTO CPel HHX
3aHuManu counHenus /xopmxka ['opmona Hooansa batipona (1788-1824). Mctopust «oTHOLIEHUI»
MEXIy MX poJaMH BOcxXoauT eme K Hadany XIX Beka: ballpoH TOorja pacKpUTHUKOBAI CTHUXH
npanpanena Kennera, penurnosnoro nucarens Jxerimca ['pama, HanmucaB €AKYI0 SIIUTPaMMy Ha €ro
coopuuk «Cy0060THHE TPOTyIKn» — a bailpoH, Kak Mbl TOMHUM, OB OCTEP HA SI3BIK, — YEM OOUICI
HEMOJIOZIOTO TM03Ta. BrocnmeacTBUM ero mpamyyp, IIOTIAHACKANA OaHKUP M MPOMOBEIHUK
«HEOSI3BIYECTBA» (B UTPOBOM, IUKYPEHCKOM KIIfoue) OyAeT He pa3 o0pamarbes K 0aipOHUIECKUM
oOpa3aMm, 3aJeHCTBYsI MX C pa3HbIMU LEISIMHU: HAauMHAs C BBEICHUS KOJOPUTHOIO, XJIECTKOTO
MHTEpTEKCTa (UTO XapaKTepHO ISl COOpHUKA «3aMETKU S3bIYHHKA»), — KaK MPaBUIIO, CIIOKHOTO H
MHOT'OCOCTaBHOT'0, CIUIETAIOLIETO MTOPOM cpa3y OTCHUIKM Cpa3y K HECKOJIBKUM MPOU3BEACHUSIM, — U
JI0 CIO’KETO00pa3yIOUINX UTAT, 330X HACTPON KaK KOHKPETHOM CLIEHbI, TaK ¥ POU3BEIACHMUS B
nenom. OOpasbl u3 baiipona ['pam, Kak MpaBUIIO0, UCIIONB3YET B «THOHUCUHUCKOMY» KITIOUE — IS
YCHUIICHUS CLIEH POMAHTUYECKOTO «HEUCTOBCTBAY HIIN «OMbSHEHUS» (KaK 3TO MPOUCXOTUT B paccKase
«/IBaauaTh mepBoe OKTAOPS» MpHU OMUCAHUU «MEHaaumdeckoro» TaHua CenuHbl WIM B CIIEHE C
YrOHOM aBTOMOOWJISI M3 TIaBel 6 «BeTpa B mBax», rie MpokasiuBelid Toya BooOpaxkaer ceds
«TPO30i1», «KOIMIMAPOM JTOPOKHOTO JABUKEHUSN», «TOCIIOAMHOM BCeil moporu»). [Ipu 3ToM BakHYyIO
pouib urpaet 3 ekt napoUHHOCTH, XapaKTEPHBIN JIJ1s1 TBOpUeCcTBa [ paMa 1 ero HEOpOMaHTUYECKON
MO3TUKH B 1eoM. HakoHer, oTaensHble 00pa3bl ¢ MIOTIAHACKOW OKPAacKoW — a JETCTBO 000MX
nycaTeliell MpoIIo B 3TOM CTpaHe, CPEIU €€ KCUHUX Iop» — I'p3M UCTIOIB3yET Ha MPOTSKEHUH BCETO
TBOPYECKOTO ITyTH JUIsl CO3/IaHUS] HOCTAIBIUUECKO# aTMocdephl. B HamnieM 10K1aie Mbl pacCMOTPUM
BCE Ha3BaHHbIE OOpa3bl U MOMBITAEMCS MOHATh, KaK SBOJIIOIMOHUPOBAJIO C TEYCHHEM BPEMEHH
oOpartenue I'poma ¢ 6aifpOHOBCKHUM — U, YTO BaykHEe, 0aPOHUYECKHM — TEKCTOM.

Georgy A. Veligorsky. “Byron’s Trace” in Kenneth Grahame’s Works (Pagan Papers,
The Golden Age, Dream Days, The Wind in the Willows).

Throughout his career, the Scottish writer Kenneth Graham (1859-1932) repeatedly turned to
the texts of Romantic poets, not least among them the works of George Gordon Noel Byron (1788-
1824). The history of "relations" between their families goes back to the beginning of the 19" century:
Byron then criticized the poems of Kenneth’s great-great-grandfather, the religious writer James
Graham, writing a caustic epigram on his collection The Sabbath — and Byron, as we remember, was
sharp on the tongue - which offended the aged poet. Subsequently, his great-grandfather, a Scottish
banker and preacher of "neo-paganism" (in a playful, epicurean way) would repeatedly refer to

Byronic images, using them for various purposes: starting with the introduction of colorful, incisive
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intertext (which is typical for Pagan Papers), — as a rule, complex and multi-level, sometimes
weaving together references to several works at once — and up to plot-forming quotations that set the
mood of both a particular scene and the work as a whole. As a rule, Graham uses images from Byron
in a "Dionysian" way - to enhance scenes of romantic "frenzy" or "intoxication" (as it happens in the
story The Twenty-first of October when describing Selina's "maenadic" dance, or in the scene with
the motor-car theft from Chapter 6 of The Wind in the Willows, where the mischievous Mr. Toad
imagines himself the “terror”, the "traffic-queller", the “Lord of the lone trail”’). The effect of parody,
characteristic of Graham's work and his neo-romantic poetics in general, plays an important role in
this. Finally, certain images with Scottish color — both artists spent their childhood in this country,
among its "blue mountains" — Graham uses throughout his creative journey to create a nostalgic
atmosphere. In my presentation I will look at all these images and try to understand how Graham's

treatment of Byron's - and, more importantly, Byronic — text evolved over time.

I'yn Huauux. duanor B. Makanuna u jiopaa baiipona.

TBopuectBo B.C. MakaHnHa HeCIy4yalHO OINpENeNseTcss B JIMTEPATypPOBEACHUH U
JUTEPATypHOU KPUTHKE KaK OJHO U3 Hanbojee MHTEPECHBIX M MPOTUBOPEUMBBIX SIBICHUI pPyCCKON
po3bl BTOpoM mnosioBuHbl XX-Havana XXI BB. Haxomsace B pycie Kak peaJIMCTUYECKOW, Tak U
MIOCTMOJEPHUTCKON TpaaulMM, TBOpYECTBO MakaHMHA XapaKTepu3yeTcsi CKIOHHOCTBIO K
JUTEPaTYpHBIM SKCIIEpUMEHTaM, OINOpOl Ha COOCTBEHHBIE IPEACTABICHUS O TBOPYECTBE H
IIEPEOCMBICIIEHUEM XYA0XKECTBEHHOIO OIbITa IPEAIIECTBEHHUKOB. TBOpuecTBO baiiponHa umeer
oco0oe BIMsSHME Ha TBOpYeCTBO MakaHUHA, OJJHA U3 TOYEK 3TOr0 BIMSHHUSA - OalipoHOBCKUN 00pa3
Hon XKyana. B nmoBectu «I'paxknanun yoeraromuii» Makanun co3nan cBoit moprper on XKyana,
M3MEHMBILET0CS B HOBBIX HCTOPUYECKUX U COLIMATIBHBIX YCIOBUAX. B MOPTpETHBIX XapaKTepuCTHKAX
KoctiokoBa HaOmronaeTcss couualbHas M PEAUCTHUECKU-IKCIIEPUMEHTATOpCKas CYIIHOCTb
TBOopuecTBa MakanuHa. B ornuuume ot GaifpoHoBckoro obpasza Jlon Xyana, o0pa3 Kocrtiokopa
aBnsieTcss aMOuBajgeHTHBIM. C OJHOM CTOPOHBI, OH MHOTO CTPAaHCTBYET, BCTPEUAETCS C PAa3HBIMU
KEHIIMHAMU, OCTaBIISIET UX C JAETbMH, HO B TO K€ BPEMsl SIBJISIETCS co3/areneM HOBOM xu3Hu. C
Jpyroil CTOPOHBI, OH - PAa3pyLIUTENIb HE TOIBKO YEJIOBEUECKHX CyAe0, HO U NPUPOAbI, Talry, T. €.
MIPUPOJHOT0 MUpPa, caMoi sku3Hu. [Tucarens nogHuMaeT npodiaeMy cBo0O bl KaK BCE03BOJICHHOCTH
B moBecTd M Ha mpumepe odOpasza Jlon XKyana yOexgaer uyuTarenss B TOM, YTO JaXKe TaKOU
MIPU3EMJICHHBIH, yOEraromuii OT CBOUX MpoOJIeM M HapyIIAlomnui HPaBCTBEHHBIE HOPMBI YEIOBEK
MOJKET BBIITH 3a paMKH CBOEr0 a0CypAHOTO CYILIECTBOBAHUS U OOPECTH UCTUHY.

Gong Qinging. Vladimir Makanin and Lord Byron: A Dialog.

It is no coincidence that Vladimir S. Makanin's work is defined in literary studies and literary

criticism as one of the most interesting and controversial phenomena of Russian prose of the second
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half of the twentieth and early twenty-first centuries. Being in line with both realist and postmodernist
traditions, Makanin's work is characterized by a tendency to literary experimentation, reliance on his
own ideas about creativity and rethinking the artistic experience of his predecessors. Byron's work
has a special influence on Makanin, one of the points of this influence is Byron's image of Don Juan.
In the story “Grazhdanin Ubegayushiy” (The Fleeing Citizen) Makanin creates his own portrait of
Don Juan, changed in new historical and social conditions. In the way Kostyukov is portrayed, we
can see the social and realistic-experimental essence of Makanin's creative genius. Unlike Byron's
image of Don Juan, Kostyukov is ambivalent. On the one hand, he travels a lot, meets different
women, leaves them with children, but at the same time he is the creator of a new life. On the other
hand, not only he destroys lives, but also nature, the taiga, that is, the natural world, and life itself. In
the story Makanin raises the issue of freedom as permissiveness, using Don Juan as an example he
convinces the reader that even such a down-to-earth character, running away from their problems and

violating moral norms, can leave his absurd existence behind and find the truth.

Koposamko A.B. ’Kuzub baiipona 4epe3 npusmy «puiocodpckoii ckazkn» («Morumia
BOMHa» Mapka AnjiaHoBa).

B nentpe noknana — mosecte Mapka AsjgaHoBa «Moruna BOMHa», OXapaKTEpPU30BaHHAS
aBTOpOM Kak «pmirocodckas ckazka» (1939). CrokeT moBeCTH MOCTPOCH Ha MEPETUICTEHUH JIBYX
MOBECTBOBATENbHBIX JIMHUH. [lepBas U3 HUX OTHOCHUTCS K MOCIEIHUM rojaam >ku3Hu baiipona (ot
3HaKOMCTBa ¢ rpaduHerd ['Buyumonm n0 sSkcneaunuu B MUCCOJNIOHTH), BTOpas — K IOE€3]IKe
Anexcanapa | na Beponckmii konrpecc (1822). Ha ocHoBe anammza «MOTWUJIBI BOWHA»
JI€MOHCTPHUPYETCS, KAKIMHU XyJI0’KECTBEHHBIMU CPEACTBaMHU AJIJIAHOB J100MBAETCS «yPaBHHUBAHUS
BIIAJAMONIETO B MHUCTHIIM3M PYCCKOTO HMIIEpATOpa, BO YTO OBl TO HHU CTall0 CTPEMSIIETOCs K
COXPAHEHUIO TOCIJICHANOJIEOHOBCKOTO MOPSIAKA, U MATEHKHOIO aHIVIMMCKOTO 103Ta, OJEPKUMOTO HE
ToNbKO O0pb0OOil 3a cBoOOMy ['perum, HO W MeuTol O mepeycTpoicTBe Mupa. BwigBuraercs
IIPENIIONIOKEHNE, YTO, HECMOTPSI Ha pa3HUIly «IIO3TUK» NoBeaeHus balipona n Anekcanzapa I, atux
HCTOPHYECKUX TEPCOHAXKEN, N300paKEHHBIX AJIJAHOBBIM, OOBEIUHSIET PUBEPKEHHOCTh OJHOU U
TON e KOHIenuu (GuiIocopuu HUCTOPHH, KOTOpas B CBOMX OOIMMX udepTax (0ecCMBICIEHHOCTh
MONBITOK CO3HATEIBHOTO PETYIMPOBAHMS HCTOPUUECKOTO IPOLIECCA, TOCHIOICTBO CIEMON CTUXUH HaJ
pasyMOM M BOJIEH YeJOBEeKa, TIIETa YCWIMHA MO JOCTHXKEHUIO 3€MHOM CllaBbl) HANOMUHAET
TOJICTOBCKY10. Kpome Toro, B 10KJIae XapaKTepU3yIOTCs T€ NMPU3HAKHU, KOTOpPbIE, IOMUMO CYry0o
YKaHPOBBIX, CBA3BIBAIOT «MOTHITy BOMHA» C IPYTroi «(Hri1ocoPpckoi cka3koi» AJTaHOBa — TOBECTHIO
«ITynmeas Bogka» (1938).

Alexei V. Korovashko. Byron’s Life through the Prism of a ‘Philosophical Fairy-tale’

(Mark Aldanov’s “A Warrior’s Grave”).
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The focus of my presentation is Mark Aldanov's story A Warrior's Grave, described by the
author as a "philosophical tale" (1939). The plot of the story is built on the interweaving of two
narratives. The first of them refers to the last years of Byron's life (from his acquaintance with the
Countess Guiccioli to the expedition to Messolonghi), the second - to Alexander I's trip to the
Congress of Verona (1822). Analyzing A Warrior's Grave, I demonstrate by which artistic means
Aldanov achieves ‘equalization’ of the Russian emperor falling into mysticism, striving at all costs
to preserve the post-Napoleonic world order, and the rebellious English poet, obsessed not only with
the struggle for the freedom of Greece, but also with the dream of reshaping the world. I argue that,
despite the difference in the ‘poetics’ of Byron's and Alexander I's behavior, these historical figures
portrayed by Aldanov are united by their adherence to the same concept from the history of
philosophy, which in its general features (senseless attempts to consciously regulate the historical
process, the domination of the blind element over the mind and will of a man, the futility of efforts
to achieve earthly glory) resembles that of Tolstoy. Moreover, the presentation characterizes the
features which, in additton to purely genre, link A Warrior's Grave with another ‘philosophical firy-

tale’ by Aldanov — Punch Vodka (1938).

Koposaesa C.b. Ilymkun u baiipoH: (Ie)KOHCTPYKIHSI BONPOCA B AHIJIMIICKON
NYLIKHHUCTHKE.

[lepros cTaHOBIEHUS AHTTIMHCKOM MyMIKMHUCTUKY npuxoautca Ha 1910-e-1940-e ronpl. B
TaKMX 3HAYUMBIX JIJIsI ATOTO Mpolecca myoaukamusax kak Monorpadun M.bapunra (Maurice Baring)
«Ouepk pycckoit nutepatypb» (An Outline of Russian Literature, 1914), J1.C. Mupckoro (D.S.
Mirsky) «Wctopus pycckoit nureparype» (A History of Russian Literature, 1926) u Sl.JlaBpuna
(Yanko Lavrin) «Ilymkun u pycckas mnmreparypa» (Pushkin and Russian Literature, 1947)
oOHapy’KMBAIOTCsl JBE OOIIMEe KOMMYHHMKATHBHO-UCCIIEOBATEIbCKUE CTPATEruu: BBIABUTh U
IPOCIIEANTh ONHU30CTh (TEHETUYECKYIO, JAYXOBHYIO, 3CTETHYECKYI0) MYIIKMHCKOTO TBOpPYECTBA
AHTTIMICKON KyJbType U, B TO )€ BpPEMs, CHATh YNPEKU B SIUTOHCTBE, JIEKOHCTPYHMPOBATH
YCTOSIBILIEECSI TPEACTABICHUE O MO3TE KaK IMOCIEIOBATENIBHOM «pycckoMm baiiponey». Ilpu stom
COOTHECEHHOCTh MOATUKHM M TBOpYeckoro myTu I[lymkuHa ¢ IMYHOCTBIO M TBOpuecTBOM baiipona
UMeeT 3HaYeHHUE He TOJIBKO Ul BTOPOM, HO U JUIs NEPBOM U3 BBIJICIEHHBIX cTpaTeruil. bapunr, a 3a
HuM JlaBpuH 1 oTyacT Mupckuii (IocyieHui ¢ Oopo, o BCel BUAMMOCTH, Ha BbIIeAIy0 B 1924
r. kaury B.M. XKupmynckoro «baiipon u Ilymkun») mocinenoBaTteabHO U apryMEHTHPOBAHHO
«cBogaT» Ilymikuna ¢ baiiponom, a Takxke ¢ lllekcnmupom M HEKOTOPBIMH APYTMMH aHTITUHCKUMU
M03TaMM, 4YTOObI NPUOIU3UTH PYCCKOIO TE€HUS K aHIVIMHCKOMY YHTAaTeIl0 — U CTOJb JKe
IIOCJIEZIOBATEIBHO YTBEP)KIAIOT CAMOLEHHOCTh IYHUIKMHCKOTO reHus. IIpu 3ToM wacTOTHRIMH

XapakTepuCTHKaMu TBopuecTBa [lymikuHa CTaHOBSATCS, B MPOTUBOBEC OalipOHOBCKOMY,
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«ImIacTUIHOCTHY (plasticity), «peamuctTuanocTby (realism) u kiaccuaHOCTS (classical), yBsi3piBaeMbIe
B aHTJIMHCKON IMyIIKWHUCTHKE C COOTBETCTBYIOLIMMH YEPTAMH PyCCKOTO HAIIHOHAIHOTO XapaKTepa.

Svetlana B. Koroleva. Pushkin and Byron: (De)constructing the Question in British
Pushkin Studies.

The development of Pushkin Studies in Britain encompasses the period between the 1910s-
1940s. Such significant publications as Maurice Baring's An Outline of Russian Literature (1914),
D.S. Mirsky's A History of Russian Literature (1926) and Yanko Lavrin's Pushkin and Russian
Literature (1947) reveal two common communicative and research strategies: to identify and trace
the closeness (genetic, spiritual, aesthetic) of Pushkin's work to English culture and, at the same time,
step away from reproaching the epigonism, to deconstruct the established idea of the poet as a
consistent "Russian Byron". At the same time, the correlation of Pushkin's poetics and creative path
with Byron's personality and work is important not only for the former but also for the latter of the
two strategies. Baring, followed by Lavrin and partly Mirsky (who apparently relies on Viktor
Zhirmunsky's book Byron and Pushkin, published in 1924), consistently and reasonably underlines
Pushkin’s creative ‘debt’ to Byron, as well as to Shakespeare and several other English poets, in order
to bring the Russian genius closer to the English reader — and just as consistently asserts the self-
value of Pushkin's genius.  Pushkin’s works, in contrast with Byron’s ones, are commonly
characterized by their ‘plasticity’, ‘realism’ and ‘classical’ quality, which scholars involved in
Pushkin Studies in Britain tend to attribute to the corresponding traits of ‘the national Russian

character’.

Koposun A.B. BaiipoH u HaTypaau3M.

OpauH U3 KpynHeNIX TeOpeTUKOB HaTypain3ma B EBporne — natckuit kputuk ['eopr bpannec
— LIEJIbI0 CBOEH JIMTEpAaTyPHO-KPUTHUECKON 1eATEILHOCTH BUJIE] BO MHOTOM O0pBOY € 3acTapeibiMy,
Ha ero B3risaj, opMamMu JIUTEpaTypHOTO TBOPUYECTBA, MPUCYIIUMH poMaHTH3My. OO0 aHrmuiickon
auTeparype oH nuiiet B padore «Harypanusm B Aarnun» (1875). K Harypanucram bpanaec oTHocut
u BaiipoHa, KOTOPBI I HETO CTAHOBUTCS IIEHTPAIBHON (DUTYpOI BCel aHTIIMICKON JIUTEPATYPHI.
On nenaer u3 baiipona kynbToBy10 (purypy, yBsi3piBasi MOCTyHaTelIbHOE PAa3BUTHUE JUTEPATYphl B
EBpone mMeHHO ¢ ero mMeHeMm. balipoH B CBSI3M C 3TUM CTaHOBHUTCS Mg bpaHaeca CHMBOJIOM
OOIIIECTBEHHOTO Tporpecca, a IOTOMY JaTCKUM KpPUTHK 3a4acTyl0 MOJIMEHST 3CTETUYECKHE
KAaTeropuu KaTeropusiMu coluaibHbIMU. [103UTHBU3M C ero HemokoneOMMoil Bepoil B mporpecc
HAKJIaJbIBAET CBOM OTIEYATOK HA MMOHMMAHMUE JIOTUKU Pa3BUTHUA JUTepatyphl. balipoH, okazaBumiuni
BJIMSIHHE HAa BCE €BPOMEHCKUE TUTEPATyphl, B KOHTEKCTE STUX UACH BOCIPUHUMAETCS KakK (Urypa He

TOJILKO «IIPOTPECCUBHAsH», HO U JABIXKYyIIas co0oil nureparypHbii mpouecc. OTBedas Ha BONPOC
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«Kyna?», naTtckuii KpUTHK HACTOMYMBO CTPEMHTCS HAWTH YEPTHl HATypaliu3Ma B MPOU3BEICHUSIX
AQHIIMMCKOTO NI03Ta-POMAHTHKA.

Andrey V. Korovin. Byron and Naturalism.

One of the greatest theorists of Naturalism in Europe — the Danish critic Georg Brandes — saw
the purpose of his literary criticism as, to a significant extent, fighting against the stale forms of letters,
in his opinion, inherent to Romanticism. He wrote about English literature in his book Naturalism in
England (1875). Brandes names Lord Byron among naturalists, who for him become the central
figure of all English literature. He makes Byron a cult figure, linking gradual development of
literature in Europe to him. In connection with this, for Brandes Byron becomes a symbol of social
progress, and therefore the Danish critic often substitutes aesthetic categories with social categories.
Positivism, with its unshakeable faith in progress, puts its own imprint on understanding the logic of
literary development. Byron, who influenced all European literatures, is perceived in the context of
these ideas as a figure not only "progressive" but also as a driver of the literary process. Answering
the question "Where to?", the Danish critic persistently seeks to find the features of naturalism in the

works of the English Romantic poet.

IMaiitanoB U.0. baiipoH-1upHUK B PyCCKHUX NepeBOIax.

MosHo He noBepsTh baiipoHy, koraa oH roBopur, uro npeanounrtaer lllexcnupy, obmemy
KYMHpPY POMaHTHKOB, Asnekcanapa [loyma, aHMHMIICKOTO KiaccuKa (a HE TOJBKO KJIACCHIIMCTA),
OJIHAKO aHaJIn3 MEPBOTO PYCCKOro nepeojaa u3 baiipona, caenanubii KoHcTaHTHHOM BaTiomkoBbIM
«Ectp Hacmaxnenwe u B aAuKocTH JecoB» (1819-1821), yOexmaer, CKOlb CIOXKHOH Oblia
MIPUHAIJICKHOCTh baiipoHa K aHTIIMKACKOW HAIIMOHATBHOW TPAIUINH, U CKOJb CIIOXKHBIM OBLI MyTh
PYCCKOTO yCBOEHUS €r0 MO33UH.

BaiipoH, kak HUKTO IPyrol — pOMAaHTUK W Jlak€ BOIUIONIEHWE poMaHTH3Ma. [Ipu sTom
BaiipoH ¢ nepBbIX CBOMX IIArOB HE pa3Jeiauil yYBICUEHUS] POMAHTUUECKUM BKYcOM. BeposTHo, 31ech
JecTBYeT HeKUi OOIIMIA 3aKOH, COTTIACHO KOTOPOMY TOT, KTO B KH3HH BOILIOIIAET ONpPeIeICHHBIN
TBOPYECKHUHN THII, 0COOCHHO 00JIE3HEHHO OTHOCHUTCS K €r0 MCKAXKEHHIO, K «OMTOBOMY» MOAPAKAHUIO
(kak o1leHMI pyccKue nepeBoIbl u3 baiipoHa aBTop repBoi aHATUTUYECKON CTaTbH O HUX AJICKCaHIP
BecenoBckuit), kK mpeBpalieHHI0 MaHEephbl B YCIOBHOCTh W UTPOBYIO MAacKy C MOTepeil MOAITUHHO
YeJI0BEUECKOT0 U3MEPEHUSI.

O mepeBozae batromkoBa, TpaHCPOPMUPOBABILIEM TMOJTOPHI CTPO(DBI U3 YETBEPTON TECHU
«ITamomanuectBa Yaiinpa ['aposba» B HE3aBEPIICHHYIO PYCCKYIO JJIETHIO, U O MyOJIMKAIUA

ra3eTHOM cTaThbu, aTpuOyTHpYyeMoil Aslekcanapy BecenoBckoMy, moiieT peus B 3TOM JOKIAJIE.
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Igor O. Shaytanov. Byron’s lyric in Russian translation

One can certainly doubt Byron’s statement that to Shakespeare, an idol for European
romantics, he preferred a classic — Alexander Pope. Yet the first Russian verse translation from Byron
by Konstantin Batyushkov (“There is a pleasure in the wilderness of woods”, 1819-1821)
demonstrates how complex his affiliation with the tradition of English poetry was and how intricate
the process of his adoption in Russian.

Byron, like no one else, exemplified romanticism in his person. And at the same time since
his first steps in poetry he had refused to share a romantic taste. It looks as if according to some
general law one who impersonates a certain creative type is painfully sensitive to any distortion of it,
to a ‘wholesale’ imitation (a word from the first analytical article by Alexander Veselovsky on Byron
in Russian), to the transformation of the individual manner into a convention, a masque shadowing
the human behind it.

My talk will be mainly devoted to Batyushkov’s translation that has transformed one and a
half stanza from the fourth canto of Childe Harold’s Pilgrimage into an unfinished Russian elegy,
and the discovery of Alexander Veselovsky’s publication in an old newspaper (1877), a review of the

first collected translation from Byron by Russian poets of the 19™ century.

Ilaxus3apsan H.M. «lllekCnHpPOBCKHI» U «MHJIbTOHOBCKHI» THII aBTOPAa B TeKCTaxX
J.I'. baiipona

B nambomee QyHmaMmeHTaNbHBIX  (GUIOCOPCKO-ICTETUUECKUX TPyAaX  AHTIMHCKHX
poMaHTHKOB — «JluteparypHoii 6uorpadun» C.T. Konspumka u «3amure noszun» I1.b. Henmn —
¢dbopmupyeTcsi TpelIcTaBlIeHHEe O JBYX NPOTHUBOMOJNOXKHBIX Ipyr JAPYry crocobax o0pa3HOro
MBIIIJIEHUS] — «OOBEKTUBHOMY («IIEKCIHUPOBCKOM») U «CYOBEKTUBHOM» («MHJIBTOHOBCKOM»). Ilo
MmHeHuto Konepumxa u Illemnm, xaxnapiidi repoit «llotepsitnaoro pasi» k. MuibToHa TOBOPUT
roJIOCOM aBTOpa U SIBJSETCS YacThio ero alter ego, Toraa xak lllekcnup 1Mo OTHOIIEHUIO K CBOUM
reposiM 00J1a/1aeT «HEraTUBHOMU crtocoOHOCThION (ompenenenue J{. Kurca) camooTpedenus aBropa no
oTHomeHWt0 K Treporo. C wuMeneMm baiifpoHa yCTOWMYMBO CBSI3BIBAIOT ASTOLIEHTPUUYECKYIO
OTPAaHUYEHHOCTh «OAPOHUYECKUX TepOeB», JUIICHHBIX Pa3BUTHUS, €ro MPOTHBOIOIOKHOCThH
HIEKCITUPOBCKOMY JpamaTu3My o0pa3oB. PaccMoTpeHue mpHeMoOB <«JIMHAMUYECKOTO MHChbMa» B
n30paHHBIX TeKCTax baiipoHa mo3BoJigeT YBUAETH CBSI3b KAHPOBBIX M CTHJIEBBIX OTKPHITHHA aBTOpPA
KakK C «IIEKCIUPOBCKOI», TAK U C «MUJIbTOHOBCKOW» TPaAULIMEH B aHIJIMIICKOM POMAHTU3ME.

Narine M. Shakhnazarian. “Shakespearean” and “Miltonian” Author in the Works of
Lord Byron.

Two most fundamental philosophical and aesthetic works of English Romantics — Biographia

Literaria by S.T. Coleridge and A Defense of Poetry by P.B. Shelley — form the idea of two opposite
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ways of imaginative thinking - "objective" ("Shakespearean") and "subjective" ("Miltonian").
According to Coleridge and Shelley, each figure in Milton's Paradise Lost speaks with the author's
voice and is part of his alter ego, while Shakespeare possesses a "negative capability" (as per Keats),
being a self-denying author in relation to his characters Byron's name is steadily associated with the
egocentric limitation of "Byronic heroes" devoid of development, opposite to Shakespeare's
dramatism of images. Consideration of the techniques of "dynamic writing" in certain Byron's texts
allows me to see the connection of the poet's genre and style discoveries with both the

"Shakespearean" and "Miltonian" traditions in English Romanticism.

Kelsall M. Byron, Turner, Empire.

Turner is the best known ‘illustrator’ of Byron’s poetry. He is also a commentator on the poet.
That commentary was shaped by their shared historical pessimism. This was grounded in the
philosophical tradition: vanitas vanitatum — most fully expressed by Byron in Childe Harold’s
Pilgrimage and in Turner through poetic commentary upon his own paintings. [ want to explore this
relationship (ut pictura poesis) through the portrayal of the rise and fall of empires (ancient and
modern): ‘This is the moral of all human tales... . The great examples from the (European) historical
past were ‘the colonies and conquests’ (Sir William Temple) of Greece and Rome. More recently,
the decline of Venice served as a warning to contemporary Britain, and the fall of Napoleon to all
Europe. Was it possible that modern Europe might escape the cycle of past imperial history? Gibbon
had asked the question in the decade in which Byron was born. Byron himself became a cult figure
of ‘Romantic nationalism’, a defender, in words or deeds, of anti-imperial movements in the Ireland,
Italy, the USA and especially Greece. I want to question this myth, and the entire discourse of
nationalism (and post-colonialism) which imposes upon Byron an anachronistic modernism. In
comparison, Turner’s viewpoint, based upon the material circumstances of contemporary society, is
more nuanced than Byron’s and, ultimately, more optimistic. I propose to end by contrasting Turner’s
image of the modern Acropolis in Athens and The Fighting Temeraire on its final voyage to the
breaker’s yard.

Ilustrations for the paper: BYRON/TURNER QUOTES
a) There is the moral of all human tales
“Tis but the same rehearsal of the past,

First Freedom, and then Glory, when that fails,

Wealth, vice, corruption, — barbarism at last,
And History, with all her volumes vast,

Hath but one page...
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(IV. 108)

b) <...> then Plunder seiz’d

The victor and the captive, — Sarguntum’s spoil,
Alike, became their prey; still the chief advanc’d.
Look’d on the sun with hope, — low, broad, and wan;
Where the fierce archer of the downward year

Stains Italy’s blanch’d barrier with storms.

In vain each pass, ensanguin’d deep with dead,

Of rocky fragments with destruction roll’d.

Still on Campania’s fertile plains — he thought,

But the breeze sob’d, “Capua’s joys beware!”

Last night beheld them full of lusty life:

Last even in Beauty’s circle proudly gay;

The midnight brought the signal-sound of strife;
The morn the marshalling of arms — the day,
Battle’s magnificently stern array!

The thunder clouds close o’er it, when they rent,
The earth is covered thick with other clay

Which her own clay shall cover heaped and pent,
Rider and horse — friend, foe, in one red burial blent.
(II. 28)

c) Ah! Thy tent-formed shell is like

A soldier’s nightly bivouac, alone

Amidst a sea of blood...............

.... But thou can join your comrades.

I stood in Venice, on the Bridge of Sighs;

A palace and a prison on each hand ...

A thousand years their cloudy wings expand

Around me, and a dying Glory smiles

O’er the far times, when many a subject land

Look’d to the winged Lion’s marble piles,

Where Venice sate in state, thron’d on her hundred isles!

(IIL 1)
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d) <...> Most of all

Albion! To thee; the Ocean queen should not

Abandon Ocean’s children; in the fall

Of Venice think of thine, despite thy watery wall.

(I1L. 17)

M. Keuacania. baiipon. Tepuep. Umnepus.

TtpHep - Hambojee WM3BECTHBIM «HILTIOCTpaTOp» MM033uu baiipona. OH Takxke sBISETCS
KOMMEHTaTOpOM TMO3Ta. ODTOT KOMMEHTapuid OblT CHOPMUPOBAH HMX OOLIUM HCTOPHUECKUM
MECCUMU3MOM, OCHOBBIBAIOUIMMCA Ha (hruocodckoil Tpaguimm vanitas vanitatum - HanOosee mojJHo
BbIpakeHHOU baliponoM B «llamomunuectBe Yainwa ['aponbna», a TepHepom - B MOITHYECKUX
KOMMEHTapHsIX K €ro COOCTBEHHBIM KapTHHAM. MBI UCClieIyeM ATy B3auMOCBs3h (ut pictura poesis —
«CTuX0oTBOpEHUE MOAOOHO KapTHHE: YeM Oymke K uHOM Thl, / TeM oHa HpaBuUTCs OObIle; Apyras
KE M3IaIU JIydIley) Yepe3 U300pakeHne B3JieTa U MaJeHus] UMIIepUi (IPEBHUX U COBPEMEHHBIX ):
«BOT KaKOB UCTOPUHU YPOK...». Beaukumu npumepamu u3 (€BporencKoro) HCTOPUYECKOro MPOLLIOro
ObUTH «TpeuecKre U pUMCKHE KOJIOHUH U 3aBOEBaHUS» (COTJIACHO LIUTATe copa Yuibsima TemIuia);
OoJiee MO3AHMI ke ynaJoKk BeHeruaHcKkoro KHsHKecTBa MOCTY KU MTPEeIBECTHUKOM Jisi bputanckoit
umnepuu, a nagenue Hamoneona - st Beceit EBpomnbl. Bo3moxHO 111, 4T0O0BI coBpeMeHHast EBporna
CMOTJIa BBIPBATHCS U3 KPYTOBOPOTa MPONLION UMITepcKoit uctopuu? ['mO060H moCcTaBmiI STOT BOIIPOC
B TO JiecaTiiieTue, koraa poauics baitpon. Cam baitpoH cran KynbToBO# GUTypol « pPOMaHTHUECKOTO
HallMOHAJIN3Ma», 3alIUTHUKOM, CJIOBOM U JI€JIOM, aHTUMMIIEPCKUX ABMeHui B Upnanauu, Utanuwy,
CHIA u ocob6enHo ['pernu. MbI cTaBUM MO COMHEHHE TOT MH(] M BeCh HAIMOHAIBHBIN U
IIOCTKOJIOHMAJIBHBIN JTUCKYpPC, KOTOpBIM IpuaacT bailpoHy aHaxpOHHYECKYI0 COBPEMEHHOCThL. B
CpaBHEHHH C O3THM TOYKa 3peHHs TepHepa, OCHOBaHHAas Ha MaTEPHAIBHBIX OOCTOSTEIHCTBAX
COBpPEMEHHOT0 001IeCTBa, Mpenoaraet 0obliIe HI0AaHCOB, HeXelnu B3 baiipona, v, B KOHEYHOM
cuere, Ooee oNTUMHUCTUYHA. B 3aKiioueHre Mbl TipejiaraéM CpaBHHUTH TO, Kak TepHep nzobpaxaer

apuHCKH AKpOToJb, ¢ ero nonotHoM «llocnenuuii peiic kopadist « OTBaXKHBIN»».

Feignier O. A subjective French genealogy of Byron’s Corsair.

In 1818, one year before the publication of the first translation into French of The Corsair, a
critic tried to give French-speaking potential readers an idea of Byron’s poems “of the epic genre”,
and chose to analyse the poem that had become most popular. After a summary of the plot, illustrated
by a few selected excerpts in translation, the critic, who — we feel — was not as enthusiastic as a large
part of the first readers, paraphrased the footnote added by Byron to the eighth edition, about a

supposed historical source of Conrad’s character: the French pirate Jean Lafitte, active in Louisiana
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and Texas at the end of the Napoleonic era. The reference is very unlikely and doesn’t make at all the
poem more plausible.

Despite its many inconsistencies, The Corsair remains one of the poet’s most iconic creations.
It fascinated generations of artists who imitated it, translated it, transposed it, borrowed from it,
illustrated it, painted it and set it to music. This paper will explore a small part of the Corsair’s French
genealogy: his supposed ancestor and some of his many descendants and heirs.

O. ®enne. CyobexkTBHAA (PpaHIly3CKasi reHeaorusi 0aiipoHoBckoro «Kopcapa»

B 1818 ronay, 3a rox go mybnukanuu nepBoro nepeoaa «Kopcapa» Ha QpaHIly3CKUl S3BIK,
OJMH KPHUTHUK TOMBITAJICSA JaTh MOTCHUUAIbHBIM (PAaHKOSI3BIYHBIM YHUTATENSIM IPEICTABICHHE O
nosMax baiipoHa «3muyueckoro xaHpay ¥ BEIOpaJ Uil aHAIHM3a TI0AMY, OBIBIIYIO CaMOM TIOMYJISIPHOM.
Ilocne KpaTKOro W3JI0XKEHUS CHOXKETa, HPOMJUIFOCTPUPOBAHHOIO HECKOJbKUMH H30paHHBIMU
OTpBIBKAMHU B IEpEBOJIE, KPUTHUK, KOTOPBIA, KaK HaM KaeTcs, OblI HE CTOJb BOCTOPXKEH, Kak
OosblIasi yacTh MEPBBIX YHTATeNeH, MpHUBEN NpuMedaHue, nodasieHHoe baiipoHoM K BocbMOMY
W3JJAaHUI0, O TPEIIOIaraeMoM HCTOPHYECKOM NPOTOTHIE TepcoHaxka Konpanma: ¢paHITy3cKOM
nupate XKane Jladure, neiictBoBaBmiem B Jlymsuane u Texace B koHIe smoxu HamoneoHOBCKUX
BOMH. Takoll mpoTOTUI OYEHb MAJIOBEPOSITEH M HUUYTh HE JIeaeT oaMy OoJiee mpaBaonoJ00HOH.

HecmoTpst Ha MHOTOYHMCIICHHBIE HETOUHOCTH, «Kopcap» ocTaeTcst OAHUM U3 CaMbIX 3HAKOBBIX
TBOPEHHI MO3Ta. DTa IMO3Ma OYapOBBIBAJIA IIEJIbIE TIOKOJICHUS XYA0KHUKOB, KOTOPHIE MOAPasKaIN
Baiipony, nepeBonniM €ro, 3aMMCTBOBANIH, WILTIOCTPUPOBAIIM U KJIalld Ha MY3bIKYy. B 3TOM nokiazie
MBI pacCMOTPUM HEOOJNIBLIYI0 4YacTh (paHIly3ckoi reneanoruun Kopcapa: ero mpeanosaraemoro

IpOTOTUIIA U HCKOTOPLIX U3 €0 MHOTI'OYUCIICHHBIX IIOTOMKOB U HACJICIHUKOB.
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