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MwuHuWcTepcTBO Hayku 1 Bbicluero obpasosaHust Poccuiickoi ®egepauumn
Hwxeropoackuii rocyjapCTBEHHbIN NMUHIBUCTUYECKWI yHMBEpeuTeT um. H.A. [lo6ponio6osa
WHcTutyT MupoBoin nutepatypbl uMm. A.M. Mopbkoro Poccuiickoi akagemum Hayk
JlutepatypHbiin MHCTUTYT M. A.M. Fopbkoro
Poccuiickoe 6alipoHoBCKoe 06LLiecTBO

OPITKOMMUTET

“ g, g

Mpeacepatens oprkoMmuTeTa: KoponeBa CseTnaHa
BopucosHa (npeacepatens), A.d.H., 3aBefyoLwmmn HUnN
«PyHOoameHTanbHble W NPUKNagHble  UCCNefoBaHUA  acnekToB
KynbTypHOW uaeHTudUKauun»  Hwkeropoackoro rocygapcTBEHHOro
nuHremucTnyeckoro yHmsepcuteta um. H.A. [Oo6Gponwbosa (HwkHMRA
Hoeropopn)

Conpeacenartenb oprkomuTteta: XanTpuH-XantypuHa Enena
BnagumupoBHa, [n.b.H., Beaywmin HaydHbli coTpygHuk OTtaena
KNaccu4eckmx nutepartyp Banaga " CpaBHUTENbHOTO
nutepatypoBedeHna WHcTuTyTa MupoBoW nuTepaTtypbl um. A.M.
Mopbkoro PAH (Mocksa)

YneHbl oprkomuTeTa:

CakynuHa EneHa AnekcaHgpoBHa, K.(hb.H., 3aBefyloLiuin
kacpeopo  pomaHoO-repMaHcKMx A3blkOB, MepeBofa, 3apyOexHoun
nuTepaTypbl U MEXKYNbTYpHOM KOMMYHUKaumm  Hwukeropogckoro
rocyjapCTBEHHOrO  NUHIBUCTUYECKOro  yHuBepcuteta uMm. H.A.
Ho6pontobora (HwxHMn Hosropopn)

NebepeBa MapuHa BnapumupoBHa, K.n.H., AekaH Bbicwen

LUKONbI nepesoaa Hwxeropogackoro rocyfapcTBEHHOro
nuHremMcTnyeckoro yHmeepcuteta mm. H.A. Jobponio6osa (HwxHuR
Hoeropopn)

Flony6eBa KpuctuHa [puropbeBHa, K.b.H., [OupeKkTop
MHcTuTyTa pycckoro sa3blka Hwkeropoackoro  rocygapcTBEeHHOro
nUHrBMcTUYeckoro yHmsepcuteta wum. H.A. [doGponto6osa (HwxHuiA
Hoeropopn)

MypaTtoBa fApocnaBa lOpbeBHa, K.(b.H., OoueHT kadenpbl
3apybexHon nutepatypsbl JllutepaTypHoro nHctutyta nm. A.M. Nopbkoro
(Mocksa)

llaxHasapaH HapuHa MapTtupocoBHa, K.(p.H., [AOUEHT
kacpenpbl 3apybexHoln nutepaTypbl Benopycckoro rocyaapCTBEHHOro
yHuBepcuteta (MuHck)

KawnaBuk Kupa KpbeBHa, A.¢p.H.,, [ouUeHT, npodeccop
kacdbegpbl  pycckorn u  3apybexHonm nuTepaTypbl  Poccuickoro
yHMBepcuTeTa Apyx6bl HapogoB (Mockea)

Kencann Mankonm / Kelsall Malcolm, nodveTHbIn npodeccop
Kapanddckoro yHuBepcuteta (BenukobputaHus)



NMporpamma KoH(epeHUUn

PEMMAMEHT PABOTbI:

Joknagbl Ha nneHapHoM 3acegaHun — 20-25 MuUHyT
obcyxaeHve nneHapHbIX Aoknagos — 5—10 MUHYT
AOKMnaabl Ha CEKUMOHHbIX 3acedaHusax — 15 MuHyT
o6CyXaeHMe CEeKLMOHHBIX A0KNaA0oB — 40 5 MUHYT

18 DEKABPA

Hwuxeropopckui rocyaapcTBeHHbIA NIMHIBUCTUYECKUI YHUBepcuTeT
uMm. H.A. lo6ponto6oBa
H.HoBropopa, yn. MuHuHa, a. 31 a, kopnyec |

10:00-10:30 Peructpauuns yyactHukos. Kopn. Ill, xonn 2 ataxa
10:30-10:40 OTkpbITHE KOHDepeHuun (kopn. Ill, ayag. 3217)
10:40-13:40 [neHapHoe 3acenanue. Yactb | (Tam xe)
13:40-14:40 Ob6en

14:40-17:10 lNneHapHoe 3acenaHue. Yactsb Il (Tam xe)

OTKpbITUE KOH(hepeHUUH

10:30, aya. 3217 (koHepeHL-3an)

Modepamop: CeemnaHa bopucosHa Koponesa (HI'T1Y)

1. NpueeTcTBeHHOe crnoso ABpaneBa Hukutbl BnagumupoBuya, pektopa
Hwxeropoackoro rocygapCTBEHHOIO JIMHIBUCTUYECKOTO yHMBepcuteta um. H.A.
HobpontoboBa, kaHanAaTa NONMMTUYECKUX HayK, OLEHTa

2. NpuBetctBeHHOe cnoBo BapnamoBa Anekces HukonaeBuya, pekTopa
JInTepatypHoro MHCTUTYTa, AOKTOPA (OUMOMOrMYECKUX HaYK, NMcaTens



MNEHAPHOE 3ACEOAHME. YacTb |
10:40 — 13:40, aya. 3217 (koHdepeHL-3an)

Modepamopsi: Sipocnasa KOpbesHa Mypamosa (J/lumuHcmumym)
CeemnaHa bopucosHa Koponesa (HI'T1Y)

1. KasnnHa Onbra AHaTonbeBHa, A.d.H., npodeccop kadenpbl 3apybexHown
nutepaTypbl JlutepatypHoro nHcTuTyTa uUM. A.M. FOpbKOro, CTaplvim Hay4HbIv
COTpyAHUK MHctutyTa MumpoBson nutepatypbl M. A.M. lopbkoro Poccuickon
akagemun Hayk (MockBa) *oHnawiH

PenurnosHble wu Muctuyeckme UCTo4HUKM noambl C.T. Konbpuaxa
«Kpucrtabenb» Religious and Mystical Sources of S.T. Coleridge’s poem
Christabel

2. Cyap barnu Bep6ap / Souad Baghli Berbar, PhD, goueHT kadhenpbl aHmuiickoro
A3blKa 1 KynbTypbl [0CyaapcTBEHHOIO YyHUBepcuTeTa TnemceHa (TnemceH, Amxup)
*oHnalH

Effects of The Arabian Nights on British Romantic poetry / BnusaHue
«Apabckux HoYen» Ha BPUTaAHCKYIO POMaHTUYECKYIO NO33Ut0

3. fAkoseHko EkatepuHa BopucoBHa, A..H., AOUEHT, BeAyLWMN Hay4HbIA
coTpyaHuk WMHctutyTa s3blko3HaHusa Poccuickor akagemuu Hayk; npodeccop
MpaBocnaBHoro CBSTO-TUXOHOBCKOrO ryMaHuWTapHoro yHuBepcuteTa (Mocksa)
*oHnalH

Fopop Yutom (Whitby) B anrnuinckon nutepatype anoxu pomaHtusma / The
space of Whitby in English literature of the Romantic epoch

4. Mankonm  Kencann / Malcolm Kelsall, 3acnyxeHHbln  npodeccop
Kapaunddckoro yHnsepcuteTta (Kapandd, Benukobputanus) *oHnadH

Jane Austen and the Ancient Régime. Quis custodiet ipsos custodes? /
IxeiH OCTUH M «cTapbi Nopsaaok». Quis custodiet ipsos custodes?

5. AnnatoBa TaTbsiHa AnekcaHapoBHa, A.d.H., npodeccop kadeapbl pycckon u
3apybexHon nuTepatypbl [OCydapCTBEHHOrO YHMBEpPCUMTETA MPOCBELLEHMS
(Mocksa) *oHnaliH

Pycckuin v aHIMUNCKUMWA §NUTEpaTypHbIA KOHTEKCT «YHMBEPCUTETCKOMN
noambi» B.B. HabokoBa: ananor ¢ pomaHtuamom / The Russian and English
Literary context of Vladimir Nabokov's University Poem: a dialogue with
Romanticism

13:40 — 14:40 O6ed



NMNEHAPHOE 3ACEOAHMUE. YacTs |l

14:40 — 17:10, aya. 3217 (koHcbepeHL-3an)
Modepamopsbi: HapuHs MapmupocoeHa LllaxHasapsiH (BIY)

Kupa tOpbesHa Kawrnsasuk (PY/H)

6. Xagu barau-Abuyiie / Hadi Baghaei-Abchooyeh, PhD, nektop YHuBepcutet
Yaneca Tpunutn CeHnT-[d3Bua, uneH Akagemum Bbicllero obpasoBaHus,
YHusepcuteT CyoHeu (CyoHen, Benvnkobputanus) *oHnaliH

Eastern mystical poetry in the Enlightenment—-Romantic dialogue /
BocTto4yHasi MucTuyeckas noasusi B guanore lNpocBelleHnsi U poMaHTU3Ma

7. WaxHa3apaH HapuHa MapTtupocoBHa, K.(b.H., OOLEHT, AOoueHT Kadeapsbl
3apybexHon nutepatypbl, bernopycckuin rocygapctBeHHbIn yHuBepcuTeT (MUHCK,
Benapychb)

Uctokn u xaHpoBble ¢OpMblI ApamMaTyprum aHriIMNUCKMX POMAaHTUKOB:
Konpuax, BanpoH, Lennu / Sources and genre forms of the drama in English
Romanticism: Coleridge, Byron, Shelley

8. Npocc OxxoHaTtaH / Gross Jonathan, PhD, npodeccop kadenpbl aHrMUNCKOn
nuTepaTypbl 1 KynbTyphbl, YHBepcuTeT Oellon (Yukaro, CLUA) *oHnadH

Byron’s Mazeppa in Western and Eastern Europe / «Ma3ena» BanpoHa B
3anagHon u BoctouHou EBpone

9. Koponesa CsetnaHa bopucoBHa, A..H., 3aBedylOWwui  HayyHO-
uccriegosartensckori  nabopatopven  «PyHoamMeHTanbHble U MpUKNagHble
nccreoBaHUs  acnekToB  KynbTypHOWM  uaeHTudmkaummy, Hwpkeropoackuia
rocyfapCTBEHHbIV  NUHrBMCTUYECKM yHMBepcuTeT wuMm. H.A. [Jobpontobosa
(HwxHuin Hosropog)

Byron’s Venice and Pushkin’s Petersburg: responses imbedded in la
géopoétique of The Bronze Horseman / BeHeyusi batipoHa u lMemep6yp2
IMywkuHa: ann3uu, ecmpoeHHbIe 8 2eornoamuky «MedHozo BcadHuka»

10. Oanuane Oxo3ed Jivnperrep / Daniel Josef Lindegger, Dr, He3aBUCHMbIiA
uccregosarens, YneH bputaHckoro 6anpoHoBckoro obuectsa (Benvkobputanums)
*oHnalH

Biography and historical context in the Romantic writing of Lord Byron and
Louis Aragon / BnusiHue Ouorpacmm M UCTOPUYECKOrO KOHTEKCTa Ha
pomaHTuYeckoe TBopuecTBO Jlyn AparoHa n nopaa barnpoHa



19 DEKABPA

CEKUMOHHbIE 3ACEOQAHUA

Huxxeropoackuii rocyaapcTBeHHbIA NMUHIBUCTUYECKUI YHUBEPCUTET UM.
H.A. Jo6ponto6oBa

H.HoBropopa, yn. MunuHna, a. 31 a, kopnyc | u kopnyec Il

Cekumsa 1. AHIIMNCKUA POMaHTU3M per Se:
COBpeMeHHble UccreaoBaHusi, HoBble noaxoabl /
English Romanticism per se:
contemporary studies, new approaches

10:30 — 16:30, ayn. 3217 (koHdepeHu-3an)
Modepamopsi: Onbea MuxalinosHa Ywakoea (He3asucumbili uccriedogameris)

Ceemnara bopucosHa Koponesa (HIT1Y)

1. Cam Xupct / Sam Hirst, Dr, nektop dakynbTeTa HenpepbIBHOro obpasoBaHus,
JlnBepnynbckuin yHuBepcuteT (JlnBepnyns, Benukobputanus) “oHnadH

Curating legacies at Newstead: Thomas Wildman’s impact on Byron’s legacy
| KypatopcTtBo Hacneausa B Hbloctege: BnusaHue Tomaca YaungmaHa Ha
coxpaHeHue Hacneaus BanpoHa

2. XantpuH-XantypvHa Enena BrnagumupoBHa, a.d.H., PhD (CLUA), Begywmn
HayYHbI COTPYOHWK, WHCTUTYT MupoBon nutepatypbl um. A.M. Topbkoro
Poccuiickon akagemumn Hayk (MockBa) “eudeo3anuck

OT naccMBHOro BOCNPUATUA K  NpoTo-anudaHuM:  MOITUYECKMe
npeo6paxeHusa B “I'mnepuoHe” [xoHa Kutca / From passive perception to
proto-epiphany: poetic transformations in John Keats' Hyperion

3. Ywakosa Onbra MuxannosHa, A.d.H., 4OLEHT, HE3aBUCMMbIA UccnenoBaTenb
(AnyTtoposck, TtoMeHckasi obnacTb) *oHnalH

PunannuHckme pakypcbl B noame «ManomHuyecTteo Yannba-Faponbaa» x.
. BanpoHa u pucyHkax 3. Odomasenna u C. lMomapamn [/ Philhellenic
perspectives in J. G. Byron's poem ‘Childe Harold's Pilgrimage’ and drawings
by E. Dodwell and S. Pomardi

4. bnuHoBa MapuHa [leTpoBHa, K..H., [OOUEHT kadeapbl 3apybexHoun
nuTepaTypbl ¥ CPaBHUTENBHOIO KynbTypoBeaeHust KybaHckoro rocyjapcTBeHHOro
yHuBepcuteta (KpacHonap)

PusomaTtnyHocTb CTPYKTYpHOU opraHm3auumn noamel C.T. Konpuaxa «Ky6na
XaH» / The rhizomatic nature of the structural organisation of Samuel Taylor
Coleridge's poem Kubla Khan

11:50-12:30 Kogbe-naysa



5. VBaHkmBa MapuHa BnagumupoBHa, K.(p.H., OouUeHT Kadedpbl UCTOpUM
3apybexHbix nutepaTtyp CaHkT-eTepbyprckoro rocyaapCTBEHHOIO YHUBEPCUTETA
(CaHkT-MNeTepbypr) *oHnalH

«3cce 06 oanutacbum» UM pOBa nUTepaTypHbIX Memopuana Yunbsma
BopacBopTa: kK UCTOKaM poXxxaeHMA HoBon amouum /| Essay on Epitaph and
two literary memorials by William Wordsworth: to the origins of a new
emotion.

6. Wycynosa KaHngunart, PhD, poueHT kadenpbl WMHOCTPaHHbIX S3bIKOB W
nutepaTypbl YHuBepcuteTa obpasoBaHua «PeHeccaHc» (TawkeHT, KasaxcTtaH)
*oHnalH

Female characters’ inner world and early feminist thought in the novels by
Emily Bronté and Jane Austen / BHyTpeHHUA MUP KEHCKUX NepCcoHaxen u
naeu pemmHu3mMa B pomaHax dmunu BpoHte n [xxenH OcTuH

7. HOxaHoBa AnvHa AHOpeeBHa, acnupaHT MOCKOBCKOrO  rOpOACKOro
negaroruyeckoro yHmeepcuteTa (Mocksa) *oHalH

TpaHcchopmauma o6pasza poMaHTUYECKOW FrepOUHN U NperioMsieHMe MoTMBa
no68Bu B noame [xxoHa Kutca «Jlamus» / The transformation of the image of
the romantic heroine and the refraction of the motif of love in John Keats'
poem Lamia

8. lNMaenoea Mapusa BnagnmumposHa, K.d.H., AOUEHT Kadeapbl pOMaHO-repMaHcKom
1 Knaccuyeckon dunonornm TOMCKOro rocyaapcTBeHHoro yHuepcuteTta (Tomck)
*oHnalH

OHeBHUK BanbTepa Ckotra 1825-1832 rr. Yepe3 npu3My KOHTEHT-aHanu3a /
Walter Scott's diary from 1825 to 1832 through the lens of content analysis

13:50 - 15:00 0O6e0

9. A6nornHa EBreHus BnagumupoBHa, K..H., OOLEHT Kadedpbl poMaHo-
repMaHckon 1  knaccuyeckoi cwunonormm  TOMCKOro  rocyaapCTBEHHOro
yHuBepcuteTa (Tomck) *oHralH

«The Journal of Sir Walter Scott» kak o6bekT nepeBoga / The Journal of Sir
Walter Scott as an object of translation

10. BopucoBa KceHus AnekcaHapoBHa, MaructpaHT [ocygapCTBEHHOro
yHuBepcuTteTa npocselyerns (Mocksa) “oHnalH

MyrayeBa EneHa KOpbeBHa, K..H., OOLEHT, npenogasaTtenb kadeapbl
aHrmMuINCcKom dunonorum dakynbTeTa POMaHO-repMaHCKNX S13bIKOB
"ocynapcTBeHHOro yHMBepcuTeTa npoceelleHuns (Mocksa) *oHmalH
«HeT, a1 He BanpoH, s apyron» - TMHrBOKYNbLTYPHbIN 06pa3 BarpoHa / ‘No, |
am not Byron, | am another’ - the linguocultural image of Byron

11. Bawwnosa Hnua BragumupoBHa, K.cb.H., npenogasaTenb Kadenpbl
TNIMHIBUCTUKN N NpoddeccCUOHanbHON KOMMYHMKaLMU B 06NacTu ryMmaHUTapHbIX U1
npuknagHblx  Hayk  MOCKOBCKOrO  roCyAapCTBEHHOMO  JIMHIBUCTUYECKOIO
yHuBepcuteta (Mockea) *oHnaliH



Fleonoatnyeckmn noteHuman noasmm [Oxk. . BanpoHa c¢ nos3uuumn
JIMHrBOocemMnoTuyeckoro uccrniegoBaHmsa /| The geopoetic potential of Lord
Byron's poetry from the perspective of linguistic semiotics

12. Kcenxunk Codbsa CepreeBHa, acCUCTEHT Kadheapbl MHOA3bIMHOrO 06pa3oBaHns
MockoBcKkoro negarormyeckoro rocygapctBeHHoro yHuepcuteta (Mocksa)
*oHnalH

OckBepHeHUEe CBSLWEHHOro: MCKaXeHWe XPUCTUAHCKOro CUMBONU3Ma B
ctuxoteopeHum C.T. Konbpuaxa «Kpuctabenb» / Desecration of the sacred:
distortion of Christian symbolism in S.T. Coleridge's poem Christabel

Cekuusa 2. TpagMuum aHrMMMUCKOro poMaHTU3Ma
B COBPeMEHHOW MUPOBOMN KynkType /
Traditions of English Romanticism in
contemporary world culture

10:30 - 17:00, ayqn. 1314

Modepamopsi: Spocnasa fOpbesHa Mypamosa ([lumuHcmumym)

EgeeHuli Badumosuy Bacurnwes (HIT1Y)

1. MypatoBa fHApocnasa IOpbeBHa, K..H., CT. npenopasatenb kadeapbl
3apybexHon nutepatypbl lluteparypHoro nHctutyta um. A.M. MNpbkoro (Mocksa)
MoTuBbl pomaHTU4Yeckon cTpacTu M O6yHTa B pomaHe [Ix. M. Kyrsee
«BecuecTbe» / Motifs of romantic passion and rebellion in J. M. Coetzee's
novel Disgrace

2. PasymoBckas OkcaHa BacunbeBHa, K.b.H., OOUEHT kadedpbl PyccKom u
3apybexHon nutepatypbl Poccuiickoro yHuBepcuTeTa ApyxObl HaApogoB UM.
M. Nymym6bl (MockBa) *oHnalH

BanpoH kak repoi maccoBou nuTepatypbl B aunorun Toma XonnaHaa
«Bamnupckue xpoHuku» / Byron as a hero of popular literature in Tom
Holland's Vampire Chronicles duology

3. WyknHa AHrenuHa AnekcaHapoBHa, CT. npenoaasaTerib kadeapbl UHOA3bIYHOrO
o6pasoBaHMs MOCKOBCKOro neaarorMyeckoro rocyfapCTBEHHOrO yHMBepcuTeTa
(Mocksa) *oHnatliH

Mudonoatnka pomaHa MWpuc Méppok “Mope, Mope”: aHTU4YHble W
pOMaHTU4YeCKMUe apXeTunbl B CTPYKTYpe COBPEMEHHOro 6pMTaHCKOro pomaHa
/ The Mythopoetics of Iris Murdoch's Novel The Sea, The Sea: ancient and
Romantic archetypes in the structure of the modern British novel

4. OperimaH MonuHa AxkoBneBHa, acnupaHT Kadeapbl pycckow u 3apybexHon
nuTepatypbl Poccuiickoro yHmsepcuteta ApyxObl Hapogos um. [1. JlymymOGbl
(Mockea)

Bocnpuatvne TBOpYecTBa AaHMMUUCKUX M aMepPUKaAHCKMX POMAaHTUKOB B
pomaHax C. KonnuH3a / Perception of works of English and American
Romantics in novels by S. Collins



11:50 - 12:30 Kogbe-naysa

5. Napgmposa Hunydap Akbap, acnupaHT, AsepbanmkaHckui yHnsepcuteT (baky,
AsepbangxaH) “oHnalH

CpaBHUTeNbHbIA aHanu3 noasuu k. Kutca u Y. B. Meittca / A comparative
analysis of poetry by J. Keats and W.B. Yeats

6. HukynuHa AHacTacua AHOpeeBHa, npenopasaTtenb Kadeapbl aHrrMNUCKon n
BOCTOYHOM  dwmnonormm  JlyraHcKoro  rocydapCTBEHHOrO  Nejarornyeckoro
yHuBepcuteTa (JlyraHck) *oHnalH

Tpapuunn poMaHTM3Ma U COBPEMEHHbIN aHFMMACKUIA UCTOPUYECKUIA pOMaH /
Traditions of Romanticism and the modern English historical novel

7. Cracak [laBen BaneHTMHOBMY, 3aBedylLMUA OTAENOM  MapKeTUHra
Benopycckoro rocyfapCTBEHHOTO My3esi HapoOHOW apXWUTeKTypbl U ObiTa
(Benapycb, MuHckast obnactb, aepesHa O3epuo) *oHnaliH

®deHOMeH «bOampomaHuu»: Muconornsauma nopga bBanpoHa wu
TpaHcdopmauusa 6OalMpoOHUYECKOro reposs B COBpPEeMEeHHOM MaccoBOM
KynbType / The phenomenon of ‘Byronism’: the mythologisation of Lord
Byron and the transformation of the Byronic hero in contemporary popular
culture

8. Bacunbes EsreHnnn BagmmoBud, npenogasatens kadenpbl MexayHapoaHOW
XYPHaNUCTuKu Hwxeropogackoro rocyaapcTBEHHOro FIMHrBUCTUYECKOTO
yHuepcuteta um. H.A. Jo6pontobosa (HwxHuin Hosropoa)

dunbm «PpaHkeHwTenH» . genb Topo Kak aBToOpcKasi MHTepnpeTauus
pomaHa M. Wennu / Film Frankenstein by G. Del Toro as an individual
interpretation of Mary Shelley’s novel

13:50 - 15:00 0O6ed

9. Mysunos Pagmup WnbgapoBud, MaructpaHt Poccumnckoro yHuBepcuteTa
Apyx6bl Hapogos um. I1. Jlymym6bl (Mocksa)

®dunbm “Fotnka” KeHa Paccena kak mogudukauus 6anonuka o banpoHe m
yete Wennu / Ken Russell's film Gothic as a modification of the biopic about
Byron and the Shelleys

10. OyueBa AnunHa WropeBHa, CTyaeHT, HauuoHanbHbIM MccneaoBaTenbCKun
yHuBepcuteT «Bbiclias wkona 3akoHomukn — HwxHuin Hosropoa» (HwbkHWi
Hosropona)

Peuenuus pacckasa M. llennu The Mortal Immortal B pacckase I'. [hkeHKnHca
Ms. Found in an Oxygen Bottle / Reception of Mary Shelley's short story The
Mortal Immortal in G. Jenkins' short story Ms. Found in an Oxygen Bottle

11. KasakoBa AnuHa MakcumoBHa, MaructpaHT Poccuinckoro yHusepcuteTa
Apyobl Hapogos uMm. IN. Nymymobl (Mocksa)

CumBonuka 3epkana B uukne K. [labo «CkBO3b 3epkana»: poMaHTM4Yeckas
Tpaauumsa B obpasax BTOPMYHOro Mupa pomaHoB-¢3aHTe3u / The symbolism
of mirrors in K. Dabo’s cycle Through the Mirrors: the romantic tradition in
the images of the secondary world of fantasy novels



12. AHTMnoBa Hatanus AHaTONbeBHA, K.MCK.H., HE3aBUCUMbLIA MCCredoBaTerlb
(CeBactononb, KanuHuHrpaa) *oHnatH

My3bikanbHOe BomnsioweHue pacckasa [koHa Monuagopu B onepe «Bamnup»
FeHpuxa MapwHepa / The musical embodiment of John Polidori's story in
Heinrich Marschner's opera Der Vampyr

13. Jln Uasa / Li Jia, acnupaHT kadedpbl 3apybexHon nutepatypsl benopycckoro
rocygapcTBeHHoro yHnusepcuteta (Munck, benapyco)

The Romantic tragedy trio in The Herbivore Family by Mo Yan / Tpuo
pomMaHTu4Yeckon Tpareamm B «Cembe XepouBop» Mo AHa

14. KypmeneB AHTOH FOpbeBuY, kaHaMAaT UIONOrMYECKUX HayK, LOLEHT, AeKaH
Bbicliern LWKonbl MWMHIBUCTMKW, Medarorvkym u ncuxonorun  Hwukeropogckoro
rocyfapCTBEHHOro NUHrBUCTUYeckoro yHusepcuteta um. H.A. [obpontobosa
(HwxkHuin Hosropopa)

BanpoHunyeckuin repor Ha aMepUKaHCKOW CLieHe: JeMOHUYeckoe obasiHue m
OYHT NPOTUB YCIIOBHOCTEN B oGpa3ax repoeB nbec TeHHeccu Yunbamca /
The Byronic hero on the American stage: the demonic charm and rebellion
against convention in the characters of Tennessee Williams’ plays

Cekumsa 3. PeTpocneKkTUBbI aHIMIMMCKOro pOMaHTU3Ma:
MUCTOKU ugen, MoTuBOB, 06pa3oB /
Retrospectives of English Romanticism: the origins of ideas,
motifs, and images

10:30 — 13:00, ayg. 1313
Modepamopsi: AnekcaHOp AnekcaHoposuy KyHuubiH (MIIY)

FOnus HukonaesHa Bapnaesa (HIT1Y)

1. KyHuubiH AnekcaHaop AnekcaHopOBWM, K.MCT.H., AOLEHT kadeapbl HOBOW U
HoBenwen uctopun ctpaH Esponbl 1 Amepuku, MOCKOBCKUIA Mefarormyeckun
rocyagapcTBeHHbI yHuBepcuteT (Mocksa)

Y. N'ogBuH u paHHue aHrnunckue pomaHTukm C.T. Konbpumx v k. Tenyonn
/' W. Godwin and the early English Romantics S.T. Coleridge and J. Thelwall

2. LUenukoBa Japbs OayapaoBHa, CTyAeHT Boicwwien wkonbl akoHoMuku (Mocksa)
®dopmMrMpoBaHue UOAEHTUYHOCTM NMO3Ta 4Yepe3 noasuto Katynna B c6opHuke
«Fugitive Pieces» nopaa Banpona / The formation of the poet’s identity
through Catullus' poetry in Lord Byron's collection Fugitive Pieces

3. Manosa lNonvHa PomaHoBHa, cTyaeHT Beiclien wkornbl akoHoMukn (Mocksa)
"ApioToVv v Udwp — but Gooseberry Pie Will Do: Southey Rewrites Pindar

4. TokmuHa AHacTacusi iropeBHa, marmctpaHT Poccuickoro rocyaapcTBEHHOro
ryMaHuTapHoro yHmsepcuteTa (Mockea) *oHralH



AxycTunyeckue o6pasbl B coHeTax Y. LLekcnupa u . Kurca kak domnocodus
BocnpuATusa / Acoustic images in the sonnets of William Shakespeare and
John Keats as a philosophy of perception

5. Ewny AHrenvHa BnagumupoBHa, MarMctpaHT BbiCllen LKOSbl S3KOHOMUKN —
HwxHuin Hosropog (HwxHuin Hosropoa)

06 opHon uutate U3 «Mbicnen» bnesa MNMackana y C.T. Konbpuaxa / On a
quote from Blaise Pascal's Pensées by S.T. Coleridge

6. TonctobpoBa EnumsaBeta HOpbeBHa, CT. npenogaBaTenb kKadeapbl
MHOA3bIYHOTO 06pasoBaHns MOCKOBCKOrO Mefarormiyeckoro rocygapCTBEHHOrO
yHuBepcuteTa (Mocksa) *oHnalH

MepeocMmbicneHue Tparnyeckoro onbita Y. LLlekcnupa B coHeTe . Kutca «On
Sitting Down to Read King Lear Once Again» / Reinterpreting Shakespeare's
tragic experience in Keats' sonnet On Sitting Down to Read King Lear Once
Again

7. inoBawicknin Mropb Miropesud, marnctpaHT Poccrinckoro yHuBepcuTeTa apyxobl
HapogoB um. IN. llymym6b1 (Mocksa)

OoH XyaH noppa bBanpoHa u mMopenb poHxyaHcTBa A. Kamiwo kak
TMnonorun4yeckue aBonHukM / Lord Byron's Don Juan and Albert Camus's
model of Don Juanism as typological doubles

13:00 — 74:00 O6ed

Cekuusa 4. AHrMMnckKkne pomaHTukm B Poccum n o Poccum /
English Romantics in Russia and about Russia

14:30 — 16:00, ayg. 1313

Modepamopsi: Bepa BnadumuposHa CepdeyHas (KpacHooap)

HOnusa HukonaeeHa Bapnaesa (HIT1Y)

1. CeppeyHas Bepa BnagumupoBHa, 4.d.H., npodeccop kadenpbl 3apybexHon
nuTepaTypbl ¥ CPaBHUTENBHOIO KynbTypoBeaeHust KybaHckoro rocyjapcTBeHHOro
yHuBepcuteTa (KpacHogap)

LWrenH6ax Kupunn BukrtopoBu4, cTaplwumii npenogasaTenb kadeapsbl
3apybexHon nuTepaTypbl U CpaBHUTENbHOIO KynbTypoBedeHust KybaHckoro
rocygapcteeHHoro yHmusepcuteTa (KpacHogap) “oHnaliH

Pycckasa peuenuusa noambl Yunbsima Bbnenka «MunbToH» /| The Russian
reception of William Blake's poem Milton

2. HukynbueBa Buktopus BanepbeBHa, K.g0.H., JOLEHT Kadeapbl CBA3En C
06LLEeCTBEHHOCTBIO U pekrnaMHbiX TexHonornii MoCKOBCKOro rocyaapCTBEHHOrO
yHMBepcuTeTa TexHonormin u ynpaeneHus um. K.I. PasymoBckoro, [OoOUEHT
kadegpbl cnaesiHckon — cmnonorun  [MpaBocnaBHoro  CBATO-TUXOHOBCKOrO
rymaHuTapHoro yHusepcuteta (MockBa) *oHnalH

LlepoB Bnagumup MWBaHoOBMY, K.tb.H., OOUEHT Kadenpbl CBA3eN C
0OLLECTBEHHOCTLIO M PeKNaMHbIX TexHonorni MOCKOBCKOrO rocyaapCTBEHHOIro



yHMBepcuTeTa TexHonorum u ynpasneHus um. K.I. PasymoBckoro (Mocksa)
*oHnalH

«BpuTaHeu, cam KNeMMSALLMNA aHINNYaH...»: hUNonornyecknin aHanus3 coHeta
Uropsa-CeBepsinnHa «Banpon» / ‘A Briton who brands the English himself...’:
a philological analysis of Igor-Severyanin's sonnet Byron

3. Caxapuyk AHHa JleoHnpoBHa, acnupaHT [oCcyQapCTBEHHOrO YHMBepcuTeTa
NpoCBeLLeHUsi, HayYHbI coTpyAHNK goma-mysesn N.C. Octpoyxosa B TpybHukax u
"ocynapCTBEHHOro My3esi UCTOPUU POCCUMCKOM nuTepaTypbl umenn B.U. Oansa
(Mockea) *oHnaliH

Cwmbicn 3arnaBun B ctuxorBopeHusix k. BarpoHa u M.IO. JlepmoHTOBA:
TpaHcdopmauusa Tpaguumn / The meaning of titles in the poems of J. Byron
and M.Yu. Lermontov: the transformation of traditions

4. Kopornesa CsetnaHa bopucoBHa, nA.pb.H., 3aBefylolwasi Hay4dHo-
uccriegosartensckon  nabopartopven  «dPyHOoameHTanbHble M MpUKnagHble
nccreaoBaHUs  acnekToB  KyNbTypHOW — uaeHTudwukaumm»  Huxkeropoackoro
rocyapCTBEHHOrO TUHIBUCTMYECKOro yHuBepcuteta um. H.A. Jobpontobosa
(HwxHui Hosropog)

O6pa3 Poccun B XyAoxxeCTBEHHOM MUpPE aHFNIMUCKMX NO3TOB-POMaHTUKOB:
mexay mudom u uctopuen / The image of Russia in the artistic world of
English Romantic poets: between myth and history

5. EropoBa Mapus AHaTONMbeBHAa, Y4UTEMb PYCCKOrO fA3blka WM NUTEpaTypbl,
Ob6weobpa3oBaTenbHoe u4acTHoe YydpexgeHue «llkona O3pyaunt» (Mocksa)
*oHnalH

O6pa3 HanoneoHa B TBopuecTBe [X. BanpoHa u M.IO. JlepmoHTOBA: ONbIT
COMOCTaBUTENbHOIO aHanusa nMpuyeckux npoussepeHun / The image of
Napoleon in the works of Lord Byron and M.Yu. Lermontov: a comparative
analysis of lyrical works

6. Bapnaesa Onua HwukonaesHa, cT. npenogaBaTenb kadenpbl POMaHoO-
repMaHCcKMX $3bIKOB, MepeBOAa, 3apybexHon nutepaTypbl W MEXKYNbTYPHOM
KOMMYHUKaLMu Hwxeropoackoro roCyAapCTBEHHOTO  JIMHIBUCTUYECKOIO
yHuepcuteta um. H.A. Jo6pontobosa (HwxkHuin Hosropoa)

Co3pgaHue aTmocdiepbl aHIMIMUCKOro FOTUYECKOro pomMaHa B PYCCKOM
nutepaTtypHon muctudpmkaumm «Bamnupbl: u3 cemenHOM XpPOHUKU rpadoB
DOpakyna-Kapau» B. OnweBpu / Creating the atmosphere of the English
Gothic novel in the Russian literary hoax Vampires: from the family
chronicles of the counts Dracula-Cardi by B. Olshevri

16:00 — 17:00 NodsedeHue umozoe KoHghepeHuuu, obuwiast OUCKyccusi
(ayo. 3420)



AHHOTALWN OOKNAQOB MNEHAPHbIX 3ACEOAHUN

O.A. KasHuHa
PenunrnosHblie U MUCTUYECKME UCTOYHUKN NOIMbI
C.T. Konbpugxa «Kpucrabenb»

B poknage paccmaTtpvBaloTCA  penurmosHble, unocodgckue,
ackeTnyeckme u MUCTMYECKME WCTOYHMKM noambl C.T. Konpuoxa
«Kpucrtabenby. Mpepnaraetcsa opvrMHanbHas WHTEpnperTaums
CMBbICIIOBbIX U CUMBOJSIMYECKMX MMACTOB MO3Mbl, BbIAENSAOTCS KMOYEBbIE
NoHATWSA, Heobxoaumble ANsi pacluMdpOBKM ee KoAda, packpbiBalTCcHa ee
XaHpoBble ocobeHHocTU. W3BecTHO, 4TO Kombpumk nuTtan ocoboe
npuctpactme K MmeTtadmanyeckum  BOMpocam n B Kpyry
€ONHOMbILLNIEHHWNKOB nony4un 3BaHue «TpaHcLueHaeHTanbHoro
dunococda». B ero «JlutepatypHoii Ouorpacdum», I3CCEUCTUKE W
AHEBHMKAX COXPaHWMMUCb HaMEKM Ha CIIOXHO WCMONHMMbIN 3aMbicen
Nnoambl. ATUM 3anUcsaM K1 UX paclunpoBKke, a Takke PacCMOTPEHMIO Kpyra
yTeHuMs no3Ta B AoKnage ygensietcs ocoboe BHMMaHue. Ha ocHoBe
COMocCTaBMeHMs 3TUX MaTepUarnoB packpbliBaeTCsl TPaAULNS aCKETUHECKON
anneropun, KoTopomn crnegosan noat. [MokasaHo Takke, 4to Kompuax
Bnagen pasHblMM perncTpamm MO3TUYECKOTO BbIPaXEHUS:  SI3bIKOM
CMMBOMOB Y UCMNOBedanbHOW JMPWKKW, WCKYCCTBOM MponoBegn u
MeTadm3nN4eCcKoro NOCTPOeHUs. Xoa aHanm3a BeOET K BbIBOAY O TOM, YTO
noama «Kpucrabenb» npencraBnser cobonm anneropuo  OyXOBHOMO
UCMbITAHWS!,  COMOCTaBUMYKD C  KUTUWAHBIMA U ACKETUYECKMMU
Npon3BeaeHNSIMU.

Olga A. Kazina
Religious and Mystical Sources
of S.T. Coleridge’s poem Christabel

This paper examines religious, philosophical, ascetic, and mystical
sources of S.T. Coleridge’s poem Christabel. 1t offers an original
interpretation of the poem’s semantic and symbolic layers, highlighting key
concepts necessary for deciphering its codes, and revealing its genre
characteristics. Coleridge is known to have had a particular passion for
metaphysical questions, earning the title of a "transcendental philosopher"
among his peers. His Biographia Literaria, essays, and diaries contain
hints of the poem’s complex poetic intent. These notes and their
interpretation, as well as an examination of the poet’s readings, are given
special attention in the paper. By comparing these materials, it is revealed
that the poet followed, when composing Christabel, the tradition of ascetic
allegory. It also demonstrates Coleridge’s mastery of various registers of



poetic expression: the language of symbols and that of confessional
lyricism, the art of sermonizing, as well as of metaphysical construction.
The analysis leads to the conclusion that the poem Christabel is an allegory
of spiritual trial, comparable to hagiographies and ascetic works.

Souad B. Berbar

Effects of The Arabian Nights on British Romantic Poetry
The earliest translations of The Arabian Nights or One Thousand
and One Nights as they are called in Arabic appeared in French between
1704 and 1717, and in English in 1708 according to Marina Warner who
pointed their enduring influence and profound impact on the West, from
Voltaire to Goethe to Borges. The Arabian Nights offered a particularly
powerful vision of an Oriental culture seemingly saturated with references
to sensuality, extravagance, indulgence, violence, supernaturalism, and
eroticism: the very things that the rising European powers were, for all their
own obsessive interest in them, keen to disavow as elements in their own
cultures as they sought to find ways to justify their conquest and rule over
other peoples, particularly in Asia. The Nights added a supernatural
dimension to the Enlightenment; they offered an avenue into Romanticism,
an alternative to European identity, and an antidote to Neoclassicism. Not
only did Romanticism develop out of the eighteenth-century interest in the
Orient, of which The Nights long provided the key text, but Romanticism as
we know it would not have developed without Orientalism, a point first
articulated by Raymond Schwab in The Oriental Renaissance. My
proposed paper seeks to trace the Oriental influences derived from The
Arabian Nights on some poems of Byron, Southey, Coleridge, Moore and
Shelley who all developed their poetry in the context of the West’s
burgeoning interest in Oriental tales. It aims at exploring the effects of

certain Arabian tales and their adaptation into English Romantic poetry.

C.B. bepbap
BnusaHune «Apabcknx Houem» Ha OPUTaAHCKYO
POMaHTUYECKYIO NOI3NI0

Cawmble paHHue nepeBogbl «Apabckux Hodeny (Mnu «Tbicaun K

OOHOM HOYM», KaK OHW Ha3blBAKTCA B OpuUrMHane) nosiBUNUCh Ha
dpaHLy3ckom 3blike B nepuog mexay 1704 wn 1717 rogamun, a Ha
aHrnuickom — B 1708 rogy, cornacHo MapuHe YopHep, koTopas ykasana
Ha ux rnybokoe BO3gencTBUE Ha nuTepatypy 3anaga: ot Bonbtepa ao
éte n Bopxeca. «Apabckne HouM» pucoBanu spkue obpasbl BOCTOUHOM
KyNbTypbl, Ka3anucb nepeHachblleHHbIMU YYBCTBEHHOCTbIO, POCKOLLbLIO,
HacunueM, MUCTUKOM W 3SPOTUKOM — TeMU Mpu3HaKkaMu, KoTopble



€BpOMnenckme KynbTypbl, HECMOTPSA Ha CBOW OCTPbIA MHTEPEC K HUM,
CTPEMWUNNCL  OTBEPrHyTb CO  CBOEW  COOCTBEHHOW  KYNbTYPHOW
WOEHTUYHOCTK, MblTadCb HaWTW OnNpaBAaHME >XaX[e 3aBoeBaHuUs W
CTPEMIEHNIO K FOCMOACTBY Had ApyrMmMu Hapogamu. «Houm» coobuanu
[MpocBeLLeHNIO CBEPXBECTECTBEHHOE U3MEPEHME; OHN OTKPbIBanu NyThb K
POMaHTU3MY, CTaHOBUIIUCH ansTepHaTUBOM €BpOMNencKon
paunoHanMCTUYHOCTM 1 NPOTMBOSANEM Heoknaccuumamy. PomMaHTM3m He
TOonbko BbIpoC K3 wuHTepeca XVIII Beka Kk BocTtoky, LeHTpanbHbIM
3MNeMeHTOM KOTOPOro Aomnroe BpeMsi 6bina «Teicsiya 1 ogHa HOYbY, HO A1
ero opMMpoOBaHMS OpueHTanuam Obifl XXM3HEHHO Heobxoaum, 4TO
BnepBble cdopmynupoBan PanmoHp Leab B pabote «The Oriental
Renaissance». [lpegnaraembln [oknag CTaBUT UenNbilo  NpocneguTb
BOCTOYHbIE MOTUBbI, 3aUMCTBOBaHHble U3 «ApabCKMX HoYen», Ha psag
npousseneHuin barpona, Caytu, Konbpugxa, Mypa v LWennn, 4ybs noasus
pasBMBanacb B KOHTEKCTE pacTyllero uHrepeca 3anaga K BOCTOYHbIM
ckasaHuaMm. OHa HaueneHa Ha wuccrnegoBaHue crnocoboB peuenuun
OTAENbHbIX CHOXKETOB U3 3TOM KHUTU B @HITIMACKON POMAHTMUYECKOW NO33UMN.

E.B. flkoBeHkKO
Fopop Yutomu (Whitby) B aHrnuinckom nutepatype
3MoX1 poMaHTU3Ma

B poknage wuccnegyeTcs UCTOPUKO-KYIbTYPHOE MPOCTPaHCTBO
ropoga Yutén (Whitby) (Mopkwmp), npeactasneHHoe B Npou3BeAeHMsIX
aHrMUNCKON nuTepaTypbl 3MNOXM pomMaHTU3Ma. 3ajayunm uccnegoBaHus
BKIIOYAIOT, B YaCTHOCTW, BbISIBIEHNE >KaHPOBbIX 0OcobeHHoCTen
npovsBefeHun, coaepXalimMx OnucaHue JdaHHoro ropoga u  ero
AOCTONpYMeYaTenbHOCTEN, 1, WWNpe, aHanu3 CPeacTB XyO4OXKEeCTBEHHOM
penpeseHTauum SMeMEHTOB KyINbTYPHO-UCTOPUYECKOrO MPOCTpaHCTBa
ropofa B COOTBETCTBMM C 3CTETUYECKUMM ngeanamm anoxu. Fopog Yntom
— nuTepaTypHasi konblbene AHrnuuM, accoumvpyemas ¢ KsgmoHom —
nepsbiM nodtom AHrnum (VII B.). PyuHbl abbatctBa v nmpuneratowas K
Hemy uepkoBb [lpecsaton [OeBbl Mapum npegcraBneHbsl B
MHOIOYMCNEHHBIX NUTEpaTypHbIX onmcaHuax XIX—XXI Be. [Nocne pacckasa
0 KagmoHe B «LlepkoBHown nctopumu aHrnos» beabl JoctonouteHHoro (VI
B.), YNTOM noOsIBNSETCA B aHrmMNCKoW nutepatype nvwb B XIX B. u
BrnepBble 3asBnseT o cebe B nutepaTypHoM anbMaHaxe “The Whitby
Treasury”. I3gaHHbin B 1838 1. ycunumsimMm MecTHbIX NMcaTtenen 1 nosTos,
anbMaHax BKMOYaeT  pasHOXaHpPOBble  TEKCTbl:  reorpaduyeckue
OMNUCaHusA, UCTOpPUYECKUE 3aMeTKu, 3TIoObl, CTUXOTBOPEHUS, MOYYEeHUS,
CKeTYM U T.O. — CPeau KOTOpbIX HaubomnblIMN MHTEpPeC MNpeacTaBnsioT
XYOOXXECTBEHHble OMNMCaHWA ropofda W €ero KyrnbTYPHbIX OOMWHAHT,



npeacTaBneHHbIe ¢ No3uuuii pomaHTMama. Kak nokasbiBaeT aHanus, atu
OMMCaHNA CTPOATCS Ha OMMno3nLUsiX reorpadmnyeckoro, UCTOPMUYECKOro,
couManbHOro XxapakTepa: Mopckas cTuxusa — 6Geper mopsi, GypHoe
npoLusioe ropofda — CMOKOMHOE HacTosilee, abGaTcTBO — ero MMpckoe
OKpY>XEeHWe 1 ap.

Yekaterina B. Yakovenko
The space of Whitby in English Literature
of the Romantic Epoch
This paper examines the historical and cultural space of Whitby
(Yorkshire), as represented in works of English Romantic literature. The
objectives of the study include identifying the genre characteristics of
works describing the town and its landmarks and, more broadly, analyzing
the means of artistic representation of elements of the town’s cultural and
historical space in accordance with the aesthetic ideals of the era. Whitby
is the literary cradle of England, associated with Caedmon, England’s first
poet (7th century). The ruins of the abbey and the adjacent Church of the
Blessed Virgin Mary are featured in numerous literary descriptions of the
19th-21st centuries. After the story of Caedmon in Bede’s Historia
Ecclesiastica Gentis Anglorum (8th century), Whitby appears in English
literature only in the 19th century, for the first time — in the literary almanac
The Whitby Treasury. Published in 1838 by local writers and poets, the
almanac included texts across various genres: geographical descriptions,
historical notes, essays, poems, sermons, sketches, etc.—among which
the most interesting were the artistic descriptions of the town and its
cultural landmarks, presented from the Romantic perspective. The analysis
shows that these descriptions were built on oppositions of geographical,
historical, and social nature: the sea VS the seashore, the city’s turbulent
past VS its tranquil present, the abbey VS its secular surroundings, and so
on.

Malcolm Kelsall
Jane Austen and the Ancient Régime. Quis custodiet ipsos
custodes?

Jane Austen was a socially radical critic of the ancien régime in

Britain, dissecting the corruption of what Thomas Paine called the ‘Norman
yoke’ long imposed upon the nation. Consider the commonplace. Shortly
after Austen moved to John Murray as her publisher, she was obliged to
fulsomely dedicate Emma to the Prince Regent, the future George IV
(whom she hated). Add the humiliation of the swift removal of her first love,
Thomas Lefroy, lest he contract a socially inappropriate marriage with



dowerless Jane. Her status was that of a poor relation within the family,
then the ‘pensioned’ spinster of Chawton. She sought independence
through her writing — and did not succeed. | argue that in Austen’s ‘dark
novels’ Mansfield Park and Persuasion the British world is depicted as a
world of corrupt social and political systems that goes downward through
every gradation and degeneration, as well as the people they raised to the
top of the social ladder.

Internal devastation and social and political injustice reflected in
each other is an important theme in Austen’s "dark novels." The economy
of the Park is sustained by the slave plantations which Sir Thomas owns
in the West Indies, and which demand his hands on, personal attention.
Meanwhile, the Bertram’s parasitism, conditioned by the entire British
social and political system, leads the family to obvious, horrific spiritual and
moral degradation. The end of corruption, Austen writes, is ‘guilt and
misery’. But, wise (and commercially minded) ironist, she leaves such
‘odious subjects’ on the periphery of the readers’ attention, giving them no
place in the central lines of the plot.

M. Kencann
OxerH OCTUH 1 «cTapbii nopAaAok». Quis custodiet ipsos
custodes?

IxenH OCcTUH Gblna NPOTUBHMLIEN «CTaAporo nopsigka» bputanun,
SAPOCTHO KPUTMKYS TOT HecnpaBenfMBbIA  COLManbHO-NONUTUYECKUN
CTpoOM, KoTopbln ToMac NeiH Ha3Ban «HOPMaHHCKMM UroM», HaBsiI3aHHbLIM
aHrnunuckomy Hapogy. B3stb npocton npumep. Nocne Toro, kak OCTuH
cTtana coTpygHuyate ¢ wusgatenem [bxoHom Mioppeem, oHa Obina
BblHYXJEHa MOCBATUTb CBOW HOBbIA POMaH «OMMa» MPUHLY-PEreHTy,
oyaywemy [eopry IV (koToporo HeHaBugena). HobaBbTe Kk 3TOMY
YHWXeHne oT Toro, 4yto Tomac Jledhpori, B KOTOPOro oHa Oblnia cTpacTHO
BnobneHa, ObICTPO oOTKasancsi OT YXaXWBaHWA 3a HeW, 4YTOObl He
3akntovaTtb b6pak ¢ becnpuaaHHuuen. E€ coumanbHoe nonoxeHue 6bino
He NPOCTO He3aBUOHbLIM, HO UCKMYUTENBHO 3aBUCUMbIM: CHa4yana oHa
Obima GegHoM  poACTBEHHMLUENW B OTHOCUTENbHO  GriaronostlydyHom
CeMenCTBe, 3aTeM - CTapour OeBOW-«MNPUXMBATKON» B AepeByLUKe YOyTOH.
OHa uckana He3aBMCMMOCTU B MucaTenbCTBE — M He npeycnena. Mon
rMaBHbIA TE3WC COCTOMT B TOM, YTO B «MpayHbix pomMaHax» OCTuH
«MaHchung-napk» v «JoBoabl paccyaka» coumansHOo-NoNNMTUYECKUn MUp
BputaHun npuHUUNManNbHO UM306pakEH Kak MUp HecnpaBeanuBbIX
coLManbHO-NONMNTUYECKMX CUCTEM, KOTOPbIE B CBOEM MCKaXXEHWN NpaBabl
OMNYCKAaITCS BCE HUXE U HUXE, KaK U N0AWN, BOSHECEHHbIE UMY Ha BEPLUNHY
coumanbHOWM NecTHULbI, NPUOBLLEHHbIE BNACTW.



CBA3b Mexay BHYTPEHHVUM OMyCTOLWEHWeM W CcoLMarnbHO-
NONIMTUYECKON HECMPABEASIMBOCTLIO — BaXKHAsA TeMa « MPa4YHbIX POMaHOB»
OctnH. Tak, 6oratcTtBO nomectbst MaHcdung-napk, 6narononyuve ero
obuTtaTenenm obecneunBaeTcsi paboBragenbyYeckMMmn  NraHTaunusamu,
KoTOpble npuHagnexar capy Tomacy B BecT-Haumn n kotopble TpebytoT
€ro JIMYHOro, HEeycbINHOro BHUMaHWs. lMpyn 3TOM napasvTMpoBaHME Ha
Opyrux, 3agaHHoOe BCeW couunanbHO-NONUTUYEeCKon cuctemon bputanuum,
npuBoguT cemencTBo bepTpamoB K 0O4YeBMOHOW, CTPaLLHOW AYXOBHO-
HpaBCTBEHHOW pderpagaumn. B koHue noboro uckaxeHuss npa.abl,
ytBepxaaeT OCTUH, — «BMHA 1 HecyacTbey. [pn aToM, Byayymn He TONbKO
pagukanbHO MbICAIAWMM U UPOHUYHBIM 4YENOBEKOM, HO U aBTOPOM,
MbICMSILLUM paumnoHanbHO, B TOM YnCIie, KOMMEPYECKUN, OHA He BblaBUraeT
3T «OTBpPATUTENbHbIE TEMbI» B LIEHTP NOBECTBOBAHWUA, OCTaBMAA UX Ha
nepudepun YNTaTenbCKOro BHUMaHUS.

T.A. AnnaToBa
PyccKkui u aHrMMNCKNim nutepaTypHbIA KOHTEKCT
«YHuBepcuteTckom noambi» B.B. HabokoBa: guanor c
pPOMaHTU3IMOM

«YHuBepcuteTckad noama» B.B. HabokoBa paccmaTpusaeTtcs B
JoKnaje B acrnekTte MHOrMoypoBHEBOW WCTOPUKO-NUTEPATYPHON Wrpbl
aBTopa, OIS KOTOPOro OpMEHTaLMs Ha MYLIKMHCKYK mogenb «EBreHus
OHernHa» npegnonarana B TOM YXCHe B3aMMOAENCTBUE C NUTePaTypHbIM
obpasoM «auanora» C aHrmUACKON nnMTepaTypon, 3anOXeHHOro B
«OHErnHcKkoM» TekcTe. [1pn 3TOM aHrMUNCKUI UCTOPUKO-NUTEPaTYPHbIN
KOHTEKCT OKa3blBaeTCs kak obpamneHveM, Tak U aHTUTEe30M HEeCKOMbKMX
PEMWHUCLIEHTHBIX JIMHWUA — OT COBCTBEHHO «aBTOPCKOro» BOCMPUATUS
aHrMUNCKON NUTepaTypbl 4O MPOHUYECKOTO «CHATUS» €ro BO3MOXHOCTEWN
Onarogaps obpalleHutio K  «NYLKWHCKOW AHIMuM», B TOM 4ucne
«MNYLWIKUHCKON BEepCuUn» aHrmnuinckon nutepartypbl, nNpeacTaBreHHoOn B
pomMaHe B CTuxax.

PomaH B ctuxax «EBreHuii OHervH» B KOHTEKCTE MO3MbI
HabokoBa  cpyHKUMOHAnNbHO  ynogobnsaeTca  TakMM  OHErYHCKUM
npetekctam, kak «MenbmoT-Ckutaneu» Y. MatbtopuHa, «[JoH Xyan» [.1.
BanpoHa, a Takke COCTaBrsOLWMNE ero UCTOPUKO-NUTEPATYPHbIN «DOH»
nponsseneHna C. PwuuyapgcoHa wn B. Ckottra. Takmm obpasom,
HENnocpeaCTBEHHOE  «MPUCYTCTBUE» B  «YHUBEPCUTETCKOM MO3ME»
HabokoBa oOpasa banpoHa-cTyaeHTa, a Takke PEeMUHUCLEHUUM U3
ctuxotBopeHus k. Kutca «Meuta» wu camoro obpasa noara,
OOMONMHAKTCA  bonee  CrNOXHOWM  CKPbITOM  CUCTEMOW  UCTOPMKO-



nuTepaTypHbIX W KyNbTYpHbIX anmo3nii, CBA3aHHbIX C aHMMUACKAM
POMaHTU3MOM, HaxXO4ALMUMCS B CIOXHbIX AMANIOTMYECKMX OTHOLLIEHUSX C
pYyCCKOW nuTepaTypoin, BOMoLLeHneM KoTopon ang monogoro Habokosa
BesycnoBHO ABnseTcs MNyLWwknH.

AHanun3 «YHMBEPCUTETCKOW MO3MbI» B KOHTEKCTE OTPaKeHUsa B
Hell He CTONbKO 9MEMEHTOB OTAENbHbIX HauMOHAamNbHbIX NUTEepaTyp,
3HAKOBbIX NUTEPATYPHbIX PUIYP N KKMHOYEBBLIX TEKCTOBY», CKONTIbKO UMEHHO
Aviarnora pycckow 1 aHrfMNCKOW NUTepaTypbl, NO3BONSAET NPeanonoXuTb,
YTO OHa CcTana ogHVM W3 TMepBbIX NPOU3BEAEHUN nucaTens,
OnpefenuBLUNX pasBUTUE €ro AMHaMUYEeCKOW ONarormyeckon MOo3TUKWM,
peanv3oBaBLUENCH B YAaCTHOCTM B pamMkax pOMaHOB, KOTOpble BMeCTe C
«YHUBEPCUTETCKOWN MO3MOW» cocTaBunm CcBOEOOpasHyto
«yHuBepcuTeTcKyto Tpunormto» («MHUH» n «bnegHei OroHb»).

Tatiana A. Alpatova
Russian and English Literary Contexts of
Vladimir Nabokov's University Poem:
a Dialogue with Romanticism

Vladimir Nabokov’s University Poem is examined in this paper in
terms of the author's multi-level historical and literary interplay, for which
the orientation towards Pushkin's model of Eugene Onegin implied, among
other things, interaction with the literary image of ‘a dialogue’ with English
literature embedded in the Onegin text. At the same time, the English
historical and literary context serves as both a setting and an antithesis to
several reminiscent lines — from the author's own perception of English
literature to the ironic ‘removal’ of its possibilities through the reference to
‘Pushkin's England,” including the ‘Pushkin version’ of English literature,
presented in the novel in lyrics.

The novel in verse Eugene Onegin, in the context of Nabokov's
poem, is functionally similar to such Onegin pretexts as Charles Maturin's
Melmoth the Wanderer, Lord Byron's Don Juan, as well as the historical
and literary background of the works of Samuel Richardson and Walter
Scott. Thus, the direct ‘presence’ in Nabokov's University Poem of the
image of Byron as a young man, as well as reminiscences from John
Keats’s poem The Dream and the image of the poet himself, are
complemented by a more complex hidden system of historical, literary and
cultural allusions associated with English Romanticism, which form a
complex dialogical relationship with Russian literature, the embodiment of
which for the youthful Nabokov was undoubtedly Pushkin.

The analysis of the University Poem in the context of its responses
not so much to particular elements of individual national literatures, iconic



literary figures and ‘key texts,” but rather the dialogue between Russian
and English literature, suggests that it was one of the writer's first works to
define the development of his dynamic dialogical poetics, which was
realised in particular in the novels that, together with the University Poem,
formed a kind of ‘university trilogy’ (Pnin and The Pale Fire).

Hadi Baghaei-Abchooyeh
Eastern Mystical Poetry
in the Enlightenment—Romantic Dialogue

This paper re-examines the Enlightenment—Romantic dialogue on
Eastern mystical poetry through the mediating figure of Sir William Jones
(1746-1794) and the poetry of S. T. Coleridge (1772-1834) and P. B.
Shelley (1792-1822). Moving beyond standard readings of Romantic
Orientalism, it foregrounds mediated transmission and distinguishes
documented influence from analogy. Conceptually, it reads Jones’s Hymns
to Hindu Deities (1784-1789) as “creative translations” and traces their
afterlives in Coleridge’s Dejection: An Ode (1802) and Shelley’s Hymn to
Intellectual Beauty (1817). While Enlightenment critique and comparative
scholarship first distil a transferable core from inherited religious forms,
Romantic poetics reinvest that core with symbolic force. The paper traces
this movement in Coleridge’s Dejection and Shelley’s Hymn. It depicts how
Coleridge turns Jones’s inward mysticism into a phenomenology of
desolation and ethical benediction, while Shelley radicalises Jones’s
comparative theism into an aniconic Spirit of Beauty. Together, these
readings exemplify a “demystify and re-mythologise” dialectic in which

reason and imagination remain in dialogue.
X. Baran-A6uyne
BocTtouyHasa muctuyeckas noasus B guarsore lNpocBeleHuns un

pomMaHTU3ma

B poknage nepeocmbicnivBaeTcs Avanor anoxu NpoceeLleHuns um
pPOMaHTM3Ma O BOCTOYHOW MWUCTUYHECKOW MO33nv Yepes3 npuamy TpyaoB
«megmatopa» capa Yunbama [pkoHca (1746-1794) n noasum C. T.
Konbpuaxa (1772-1834) n . b. Wennu (1792-1822). Beixoasa 3a pamku
CTaHOAAPTHbIX UHTEpNpeTaunMin poOMaHTUYECKOro OpueHTanuama, crtaTbs
BblABUraeT Ha nepBbli NnaH ugeto o6 onocpefoBaHHOM BOCMPUATUM
BOCTOYHbIX 0Opa3oB B POMaHTMYECKOM MO33MM U pasnuyaeT npsmMoe
BNMAHWE W aHanormto. B moen koHuenuuu, «MMHbI WMHOYWCTCKAM
boxectBam» [xoHca (1784-1789) ecTb «TBOpYECkue MepeBOAbl», YbS
AanbHevwasa cyabba cBsidaHa C TakUMW TEKCTaMU aHrTMACKUX MO3TOB-
pPOMaHTUKOB Kak «YHblHMe: opa» Konmbpugka (1802) u  «lvmH



WHTennektyansHon kpacote» Wennn (1817). MNpu aTOoM ecnu KpuTuka
anoxn [lpocBeleHns u CpaBHUTENbHbIE  KYMNbTYPHO-UCTOPUYECKME
uccnefoBaHus  OTAENAT  Hekoe obpasHO-CMbICIIOBOE  94p0  OT
yHacnefgoBaHHbIX  PENUIMO3HbiX  POPM, pOMaHTMYeckad MoaTuka
HagensieT aTo 94p0 CMMBONMYECKOW cunon. B cTtaTbe npocnexusaeTtca
3TO ABWXeHue B «YHbIHUNY Konbpuaxa n «'mumHe» LWWennu. MNokasaHo, kak
Konbpyvax  npesBpalwiaer  BHYTPeHHUM  muctuumam  [bkoHca B
PEeHOMEHOOrMI0 OMYCTOLLEHMS N 3TUYECKOro 61arocnoBeHus], B TO BpEMS
kak Lennu pagukanusmpyeT cpaBHUTENbHbLIN Ten3m [)xoHca, npeBpaLyas
ero B aHuKkoHudeckun [Oyx KpacoTtbl. Bmecte aTm wuHTepnpetauuu
OEMOHCTPUPYIOT ANaneKTUKy «AeMncTudurkaumm n pemumdgonornsaummy», B
KOTOPOW pasym M BOOOpakeHWe ocTalTcs B MO3TUKE pOMaHTu3Ma u B
OTHOLLEHUAX € anoxow [NpoceelleHns B gnanore.

H.M. lWWaxHa3apsH
UcTokn u kaHpoBble POopMbI ApamMmaTyprum aHrIMnNCKux
pomaHTukoB: Konbpuax, BarpoH, lWennu

OpamaTyprusi  aHrmMICKMX  POMAHTMKOB  pa3HoobpasHa Mo
XaHpoBbIM (hOpMaMm, CIOXKETHbIM WMCTOYHMKAM, BOCMPUATUIO Tpaguuumn,
0obpasHoOMYy si3blKy M XapakTepy OCHOBHOro KoHgnukra. O6beamHsaeT mx
pasMblBaHue rpaHuL, Mexay apamon n nupukon. CBom gpamartypruyeckme
OMbITbl OHW HasblBanu ApamaTuyeckon noamon («3anonea» (1817) C.T.
Konbpugxa, «Mandpen» (1817) O.I'. BarnpoHa), nupudeckon Apamomn
(«OcBoboxaeHHbI pomeTten» (1819) I.b. LWennn), «nbecon Ans
WHTEennekTyansHoro Teatpa» («Kavn» (1821) [1.I'. banpoHa). CroxeTbl Npu
BCEM UX pa3Hoobpasmu obHapyxuBakT oOLyto 3Ha4umocTs Lekcnuvpa:
«3umHaa ckaska» n «UumbenuH» Lekcnupa okasanucb 3Ha4YMMbIMKU B
3TOM OTHoweHun ansa «3anonbuy, LWennn B npegucnoBumM K
«OcBoboxaeHHOMy NpomeTeto» roBopuTt 0 BNnsiHum Fomepa n dcxmna,
Oante u Wekcnupa, MunbtoHa n [pangeHa. «MaHdpen» bBbanpoHa
oTpaxaeT BrnusHue Lekcnvpa un Nete.

UTo kacaeTcs Tpaguuuin, oOpasHOro s3blka M KOHMIMKTa, B
Jokrnage npegnaraetcsa paccMOTpeTb MnogpobHO To, Kakum obpasom
Konbpuox B «3anonse» ob6beguHn LWEKCMMPOBCKYID W LUMIIIEPOBCKYHO
Tpaguumm B pycre noaTuku pomaHTmdeckon menogpambl. O6pasHbin S3bIK
B «3anonbe» Komnbpuaxa cBA3aH C ONMNO3WUMEN $3blka anneropui
(cbaHTasmst) n cnmeonoB (BooGpaXkeHUe), noavyepkuBaroen KOHMIUKT
MEXAy MeXaHU4YeCKMM CcrnocoboMm MbilneHns 3rnoges (Omepuk) wu
OpraHM4YeCcKUM  MbILUIFIEHWEM HaOEeNEeHHOro 4YyBCTBOM COBECTM M
cocTpajaTternbHoro BoobpaxeHus pobpoaeTensHoro repos (3anonbs,
Caponra). [lbeca coctouT M3 AByX 4acTen: npentogun («dPopTyHa



y3yprnatopa»), B KOTOpPOW [aeTcs 3aBdA3ka Menogpambl (M3rHaHue
3akoHHoro npasutens innupun), n 4 aktoe cukeena (®atym ysypnatopa),
B KOTOPbIX packpbiBaeTCs 3aragka repoeB-M3rHaHHUKOB, KyrbMWHALMS
BCTpe4n 3amonmbyM CO CBOMM CbIHOM, W, HaKOHeL, C4acTnMBOe
BO3BpallEHME Ha pPOAMHY 3aKOHHOrO nNpaBuTensi, CBeprawLero
y3ypnaTtopa. Cka3ouyHbln noneT ckBo3b 20 MeT HanpaBreH 3aKoHOM
pOXOEeCTBEHCKOro npeobpaxeHust Gnarogaps OGOXeCTBEHHOW cune
BEpHOW M6BM 1 cocTpagaHus, B CBA3M € YeM Konbpuax Ha3biBaeT CBOKO
ApaMaTUYeCcKyto MOSMY POXKAECTBEHCKOW CKa3KOW.

Narine M. Shakhnazaryan
Sources and Genre Forms of the Drama in English
Romanticism: Coleridge, Byron, Shelley

The drama of English Romantics varies in its genre forms, plot
sources, perception of traditions, figurative language, and the nature of the
main conflict. However, they demonstrate one significant tendency to
synthesize drama and lyrics. They called their dramatic experiments “a
dramatic poem” (S.T. Coleridge’s Zapolya (1817), Lord Byron’s Manfred
(1817)), “lyrical drama” (P. B. Shelley’s Prometheus Unbound (1819)), and
“a play for the mental theatre” (Lord Byron’s Cain (1821)). As for the plots
and traditions, notwithstanding their diversity, the influence of
Shakespeare in this aspect is evident, if not unanimous: Shakespeare’s
The Winter's Tale and Cymbeline proved significant in this regard for
Coleridge’s Zapolya; Shelley in his Preface to Prometheus Unbound,
described the influence of Homer and Aeschylus, Dante and Shakespeare,
Milton and Dryden; Byron’s Manfred reflects the influence of Shakespeare
and Goethe.

In terms of tradition, figurative language and conflict, the paper
examines in detail how Coleridge in Zapolya combined Shakespearean
and Schillerian traditions within the poetics of Romantic melodrama. The
language of images in Coleridge’s play is associated with the opposition of
the language of allegory (fantasy) and symbols (imagination), emphasizing
the conflict between the mechanical way of thinking of the villain (Emerick)
and the organic thinking of the virtuous hero with a sense of conscience
and compassion (Zapolya, Sarolta). The play consists of two parts: a
Prelude (The Usurper's Fortune), which opens the beginning of the
melodrama’s plot (the exile of lllyria’s legitimate ruler), and four sequel acts
(The Usurper’s Fate), which reveal the mystery of the exiled heroes, the
culmination of Zapolya’s meeting with her son, and, finally, the happy
return of the legitimate ruler, who overthrows the usurper in his homeland.
The miraculous journey through 20 years isguided by the law of Christmas



transfiguration thanks to the divine power of faithful love and compassion,
leading Coleridge to define his dramatic poem as a Christmas tale.

Jonathan Gross
Byron’s Mazeppa in Western and Eastern Europe
Was Byron a British writer or a European one? Why did his poem,
Mazeppa, capture the European imagination to the extent that it did? More
importantly, why was Byron so important, through French translations, in
Russia and Poland? Paintings by Horace Vernet, a musical composition
by Liszt, and an opera by Tchaikovsky remind us of the power of this story
of a young man, stripped naked and tied to a horse, in punishment for an
adulterous affair with Jean Casimir's wife, Teresa. An illustrations by
Richter portrays their dalliance as a chess game, where civilized frivolity
results in catastrophic punishment. Contrapasso, in Dante’s sense of the
word. Having given way to his libertine desires, Mazeppa is strapped to a
horse that returns to his native country the Ukraine. It is a subject Byron
would return to in translating the Paolo and Francesca episode from
Dante’s Inferno, and correcting Leigh Hunt's The Story of Rimini, even
while encouraging its publication with John Murray.
Most representations of Mazeppa make use of a frame narrator.
An older narrator remembers a time when he was a mere “stripling”. In
doing so, drawing on Voltaire, they emphasize the importance of horses.
As Blake wrote, “the wrath of tygers are wiser than the horses of
instruction”. The frame narrator of Mazeppa judges the status he gains as
hetman of Ukraine against his youthful frolics with Teresa, the wife of a
Polish nobleman, however, and prefers the vitality he felt as a youth. |
compare and contrast Platonic metaphors of horsemanship and self
control in Byron’s Mazeppa with Pushkin’s Poltava through the lens of
Tchaikovsky’s opera, Mazepa. How does horsemanship and self-control
become important to all three works? What do these diverse works of art
teach about age and youth, eros and self-control? What does it mean to
view the relationship of Mickiewicz, Pushkin, and Byron through the lens
of Pushkin’s The Bronze Horseman, where horsemanship is revisited as
both terrifying and inspiring? | argue that the use of folk dance and music,
a counterpart to military domination symbolized by horse riding (since the
time of Marcus Aurelius’s statue), allowed Tchaikovsky to create a
transcendent art that honored Russian dance, Ukrainian music, and Polish
elegance. Through the syncretic art form of opera, particularly as
performed by the Kirov production, Tchaikovsky achieved an immersive
experience that drew on the artistic creations of poets such as Byron,
Mickiewicz, and Pushkin.



Ox. Mpocc
«Mazena» BanpoHa B 3anagHon u Bocto4yHon EBpone

BanpoH 6bin 6puUTaHCKUM Unn eBponencknm nucatenem? MNoyemy

ero nosma «Masena» Tak CUIbHO 3axBaTwna BOOOpaXeHWe MMEHHO
€BPOMNENCKOro (a He aHrnuickoro) untatena? U, 4to ewé BaxxHee, Novemy
370 npousBeaeHve banpoHa Obino Tak rmyboko BocnpuHSaTo, Grnarogaps
dpaHuy3ckum nepesogam, B Poccum u MNonble? KaptuHa Opaca BepHe,
My3blkarnbHble Komno3uumu Jlucta n onepa YankoBCKOro, - BCE OHMU
COOTHECEHbI C 6HaipOHOBCKNM CHOXKETOM O MOJIO4OM YeroBeke, pa3neTom
Jorona n NnpMBa3aHHOM K NoLlaan B HakasaHue 3a cobnasHeHue cynpyru
AHa Kasumupa Tepesbl. Unnioctpaumm . Puxtepa usobpaxatoT ux
WHTUMHYIO CBSA3b KaK LLUaxXMaTHYI MapTuio, OOQHAKO pacyeT M KypTyasHoe
nerkoMmbiCrMe MNpUBOAUT reposi K CTpaLHOMY HakasaHui. JTO Hekoe
contrapasso, B 4aHTOBCKOM CMbICIe 3TOro crnosa. [logaasluimmncsa csoemy
HEeyKpOTUMOMY XemnaHuto, Masena nonyd4aeT HakasaHue B Buae
HEBOMbHOW CKaykM Ha BOMBHOM W HEYKPOTUMOM KOHE, KOTOPbIN
BO3BpallaeTcsas Ha poauHy — VYkpaumHy. K atomy cioxeTty banpoH
BO3BpaLlancsa Asaxabl, nepesoad anu3od o [laono un PpaHuyecke wu3
«Apa» [dante wn pepaktupys «Wctopuio Pumunn» JlIn  XaHTta,
OZIHOBPEMEHHO Beas ¢ [hkoHoMm Mioppeem neperoBopsl 0 ee nydnvkayuu.
B OGonbwuHcTBE npou3BedeHun o Masene wucnonb3yercs
paMOYHbIN pacckasduk. 'epon BCnoMuHaeT BpeMsi, Korga oH Obin Bcero
nMwb  «oHUOM». [lpu 3tom, onupasice Ha BonbTepa, Bce aBTOpbI
BbIOENAT B €ro pacckase obpas koHs. brienk nucan, 4To «rHeB TUrpoB
MyZpee KOHeW noydeHuss». Tak U pamoyHbli paccka3uuk B «Masene»
OLeHMBaeT CBOW CTaTyCc reTMaHa YKpavHbl, CpaBHUBAA €ro ¢ FOHOLLECKON
BMNOOMNEHHOCTEIO B Tepesy, >XeHy MOMbCKOro LWMsXTUya, U oThaéT
npeanoyTeHne STOMy YyBCTBY. S CpaBHMBAKO W COMOCTABNAK
nnaToHOBCKNe MeTadopbl BEPXOBOW e31bl U camoobnagaHus B «Masene»
banpoHa c «[lontaBon» [llywkuHa 4vepe3 npuamy onepbl YankoBCKOro
«Masena». [Nloyemy WCKyCCTBO BEPXOBOM e€34bl U camoobnagaHve
CTaHOBATCA BaXXHbIMW MOTMBaMM BCEX TPEX npoudsedeHnin? K yemy
Nnpu3biBalOT 3TU NPOM3BELAEHUsT O BO3pacTe WU IHOCTU, 3poce U
camoobnaganun? Kakon pesynbTaT MOXET AaTb U3y4yeHne B3auMOCBS3N
Mexay TBopyecTtBoM MuukeBuya, lNywkuHa u baripoHa B nyLIKMHCKOM
«MegHoM BcagHuKe», ecrnv 06paTuTb BHUMaHKE, YTO MCKYCCTBO BEPXOBOM
e3[bl paccMaTpvBaeTCs B HEM Kak HeYTO OLHOBPEMEHHO nyratouiee u
BOOXHOBNSWLWee? f OoTCTamBal MbIClb O TOM, YTO WCMOMb30BaHWNE
HapOOHOro TaHua MU My3blkM B NPOTUMBOBEC CMMBOMM3aLMM COLManbHO-
NOMNMTUYECKOr0 M BOEHHOro rocrnoactBa (co BpeMéEH ctatym Mapka



ABpenusa cBsidaHHOM C 0Bpa3oM BcafHvKa), Mo3BONuro “YankoBckomy
co3gatb obOpasey TpaHCUEHOAEHTHOrO  WCKYCCTBa, OOHOBPEMEHHO
NPOCraBnsAloLLEro PYyCCKUN HaPOAHbIA TaHeL, YKPaWHCKYH My3blKy W
NonbCKyt0 arneraHTHOCTb. bnarogaps cuHTETMYEecKor npupoge onepsb,
ocobeHHO B wucnonHeHun Kuposckoro TeaTpa, YanmkoBckuin [octur
FApMOHUYHOTO COYETaHUS] 3CTETUKO-CMbICIIOBLIX JIMHWUA, 3adaHHbIX
BanpoHom, MuukeBrnyem 1 MNyLWKUHBIM.

Svetlana B. Koroleva
Byron’s Venice and Pushkin’s Petersburg: Responses

Imbedded in la Géopoétique of The Bronze Horseman

A.S. Pushkin’s poem The Bronze Horseman has been studied for
nearly two centuries. However, the issue of Pushkin’s dialogue with Byron
through the prism of ‘the Venetian text’ as one of the contexts shaping the
poem’s imagery and semantic structure remains unexplored. My paper is
aimed to argue that the image of Petersburg created in The Bronze
Horseman (the starting point for the formation of ‘the Petersburg text’ in
Russian literature) is deeply and in many ways polemically oriented
towards Byron’s “Venetian text” in its four most significant ‘elements’: the
fourth canto of Childe Harold’s Pilgrimage, the Ode on Venice, the comic
poem Beppo, and the tragedy Marino Faliero, Doge of Venice.

The very genre of the "St. Petersburg tale" alludes to the principle
of "capturing" the spirit of the city in plot, theme, chronotope, and style,
developed by Byron in his "Venetian tail' Beppo. By employing and
modifying Byron’s techniques of such "grasping,” on the one hand, and
sharply contrasting its humorous and comedic intonation with a serious
one Pushkin reveals in the very character and nature of St. Petersburg the
depth that correlates with the fractures of Russian history, as well as with
cultural and social tensions it generates. At the same time, allusions to the
image of Venice, as articulated in Childe Harold, IV, actualizes
Renaissance associations in the Introduction of Pushkin’s poem, and
creates a dialogic correlation between the semantics of a familiar space
and the semantics of an exceptional, exotic space; a realistic, prosaic detail
with a romantic and symbolic one; a profane, humorous intonation with an
elevated emotion, historically and mythologically burdened. Finally, in the
third part of the Introduction and in the plot of The Bronze Horseman
Pushkin alludes to historiosophical meanings of Byron’s "Venetian text"
through references to Marino Faliero, and thus he implicitly contrasts
Byron’s concept of history (as repeatedly unsuccessful attempts to create
an eternally prosperous, righteous Empire) with a poetic invocation of a
prosperous future for St. Petersburg and, at the same time, with profound



vision of the unstable foundations of post-Petrine statehood, in which the
scope of political development and cultural construction coexists with
severing family ties and the belittlement of man.

C.B. KoponeBa
BeHeuusn BanpoHa u MNeTepObypr MywknHa: annosum,
BCTPOEHHbIe B reonoaTuky «MegHoro BcagHuka»

Moama A.C. TMywkumHa «MepgHbii BcagHuk» MMeeT noyTtu
ABYXBEKOBYIO UCTOpMIo n3ydeHns. OgHako Bonpoc o guanore lyLwiknHa ¢
BalipoHOM Ha no4yBe BeHEeLMaHCKOro TeKcTa Kak 06 OOHOM M3 3HaYMMbIX
KOHTEKCTOB, (POPMUPYIOLLMX OBPAa3HO-CMbLICNIOBYKD CTPYKTYPY MNO3MbI,
octancd He wuccrefoBaH. Llenb moero poknaga - nokasaTtb, 4TO
MHOFOMMKNA, NPOTMBOPEYMBBLIN, UCTOPUOCOCKM U MUEONOrMYECKM
obpeMeHeHHbIi 00pa3 [leTepbypra, co3gaHHbii B noame «MegHbliv
BCAOHMK» W CTaBWWWA OTNPaBHOW TOYKOW Ans  POPMMPOBaHUS
netTepbyprckoro TeKkcTa PYCCKOW nuTepaTtypbl, MMyOOKO M BO MHOIMOM
NnoneMmnyeckn OPUEHTUPOBAH Ha BEHELMaHCKUin TekcT banpoHa B yeTbipex
ero Haubornee  3HaYMMbIX  BOMIIOLLEHUSAX:  YETBEPTOM  MECcHe
«lManomHnyectBa Yanmnba-raponbga», «Oge k BeHeuwn», wytnveomn
noame «benno» un Tpareamm «MapuHo Panbepoy.

Cawma aHpoBas npupoga «netepbyprckon nNoBecTu» onvpaeTcs
Ha NPUHLMN «CXBaTbIBaHWA» Ayxa ropoda B dabyne, cloxeTe, XpoHOTOMNe
N CTUIUCTUKE, BblpaboTaHHbI BalpoHOM B «BeHeuMaHCKOW MOBECTU»
«Bennox». Wcnonb3ys n Buaou3meHsins 0anpOHOBCKME MNPUEMBbI TaKOro
«CXBaTblBaHUsI», C OOHOM CTOPOHbI, WU PEe3Ko MNPOTMBOMNOCTABMAS ee
LWYTNNBOW MHTOHaLMM U KOMEAUMHOCTU MHTOHALMIO CEePbe3HYH, KPenko
CMasiHHYIO C TpareAMNHOCTLHO, MNMyLLKMH BbICBEYMBAET B CaMOM Xapaktepe,
npupoge lMetepbypra rnyoGuHy, COOTHOCMMYKO CO ClOMamMui B UCTOpPUM
PYCCKOW  rocygapCTBEHHOCTM, C MOPOXOAEeMbIM UM KyNbTYpPHO-
coumanbHbIM HanpshkeHnem, C camon npupodon Yenoseka. B 1o xe
BpeMs, opueHTauuMss Ha o0pa3 BeHeuuu, 3agaHHbIn «Yannba-
MaponbgomMy, akTyanuayeT Bo BcTynneHumn «peHeccaHCHO-NpasgHUYHbIE»
accoumaumy 1 GopMmupyeT ANanormyecKkytd COOTHECEHHOCTb CEMaHTUKN
OnM3Ko-3HAaKOMOro MpOCTpPaHCTBAa — C CEMaHTUKOW MpOCTpaHCTBa
WCKIMIOYUTENBHOTIO, 9K30TUYECKOr0; peanmncTnyecKkm-npo3anyeckon getanm
- C POMaHTMYECKOW N CUMBOIIMYECKOW; NPOhaHHO-LIYTIIMBOrO CrioBa - CO
CMNOBOM BbICOKMM, WCTOPUYECKM W  MUOMOrMyeckn obOpemMeHEHHbIM.
HakoHeu, akTyanusaumsi B TpeTben 4Yactu BcTynneHusa u cioxete
«MegHoro BCagHMKa» MCTOPMOCOMCKMX CMbICIIOB «BEHELIMaHCKOro
Tekctay banpoHa uvepes oTcbinkn k «MapmHo Panbepoy» UMNIAULUTHO
NPOTMBOMOCTABNSAET  KOHUENUMM  UCTOPUM  KaK  MOBTOPSAOLLMXCA



OesycneLuHbIX MOMbITOK YerioBeYecTBa COo34aTbh BEYHO MPOLBETAMOLLYIO
OnarogatHylo  UMMNEpuUI0,  YTOMWYECKU-MOITUYECKOEe  Mpu3blBaHue
©narononyyHoro 6Gyayuero [letepbypra wu rnybokoe OCMbICNEHNE
HEeYyCTOMYMBBLIX OCHOBaHUN He UMMNEpPUA BOOOLLE, HO «MOCINENETPOBCKOW
rocygapCTBEHHOCTMY», B KOTOPOW pa3max MONMTUYECKOro pasBuTUS U
KyNbTYPOCTPOEHUSI COCEACTBYET C «MPECeYeHNEM POAOBbLIX CBSA3EN» U
«ymarneHuem» 4erioBeka.

Daniel J. Lindegger
Biography and Historical Context in the Romantic Writing
of Lord Byron and Louis Aragon

This paper explores how the biographies and socio-political
contexts of Lord Byron and Louis Aragon shaped the form, content, and
emotional tone of their writing. Despite their different historical settings —
Byron writing in early 19th century Europe during the Romantic era, and
Aragon in 20th century France during periods of war, revolution, and
political upheaval — both poets channelled personal experience and
political engagement into a deeply emotive and ideologically charged body
of work.

Lord Byron’s poetry reflects his status as an aristocratic outsider in
political exile. His personal scandals, turbulent love affairs, and
disillusionment with society fed into the creation of the Byronic hero —
proud, melancholic, rebellious, and doomed. His extensive travels and
support for Greek independence further positioned him as a romantic
figure deeply entwined with the cause of liberty. Poems such as Childe
Harold’s Pilgrimage and Don Juan illustrate how personal anguish and
political idealism merged in his verse.

Louis Aragon, by contrast, emerged from avant-garde circles
before aligning himself with communism and the French Resistance. His
experience in World War |, and later in World War Il, profoundly impacted
his poetic voice. Aragon’s love for Elsa Triolet became both a personal and
symbolic refuge, with poems like Les Yeux d’Elsa blending intimate
devotion with a broader call for hope and resistance. Unlike Byron’s
individualistic stance, Aragon’s Romanticism is collective and politically
engaged. Through a comparative lens, this paper argues that both poets
used Romantic expression not only as a means of personal revelation but
also as a response to the crises of their time. Their work demonstrates how
deeply intertwined literature is with biography and history, and how
Romanticism adapts across generations to reflect changing human and
political realities.



Danuens k. Jlnngerrep
Bnusinne 6uorpacdum n nctopnyeckoro KOHTEKCTa Ha
«pomaHTUyeckoe» TBopUecTBo Jlyn AparoHa u nopaa banpoHa

B poknage conoctaBnsatoTcs 6Guorpadudeckne mn coumarnbHo-
NnonuTUYeCKne KOHTEKCTbI TBopyecTBa nopaa barpoHa u Jlym AparoHa u
aHanu3upyrTca NyTM WX BXOXOEHWs B opMmy, codepxaHue wu
3MOLMOHAanbHbIV TOH UX NPOM3BEeAEHUN. HECMOTpPS Ha pasHble KyNbTYpHO-
nctopudeckue ycnosus (banpoH nucan B EBpone B anoxy poMaHT1M3ama, B
Havane XIX Beka, AparoH — Bo ®paHumn B Nepmog BOWNH, PEBOSTOLINA U
nonuTu4ecknx notpsceHmn XX Beka), oba noaTa BOMNMOTMIN CBOW
BHYTPEHHMWI OMNbIT U BOBIIEYEHHOCTb B MOMUTUYECKYIO XM3Hb 00LLecTBa B
rnyboko 9MOLMOHaNbHOM 1 MAEONOrMYECKN HACbILLEHHOM TBOPYECTBE.

Moasnsa nopaa bampoHa BO MHOMOM OTpaXkaeT ero rnonoxeHue
apucTokpaTta-«aytcangepa» B MNONUTUYECKOM MW3rHaHun. Ero 6ypHble
noboBHbIE CBA3N 1 pa3oyapoBaHue B 00LLECTBE NMOCNYKUIN NCTOYHMKOM
BOOXHOBEHMSA AN1S co3aaHusa obpasa 6anpoHnyYeckoro reposs — ropaoro,
MenaHXonn4yHoro, GyHTapckoro u obpeyeHHoro. Ero MHorouncneHHble
nyTewecTBus M Noggepxka rpeyeckoro o0cBobOANTENLHOIO OBWKEHUS
YKpenumnm penyTauuio pPOMaHTU4eCcKom TNINYHOCTN, BeayLlen
HenpumupumMyto 6opbby 3a cBoboay. B ero moamax «[lanoMHu4ecTBO
Yannbg Maponsaa» v «JoH XKyaH» BOMMOTUMUCE NONUTUYECKME uaeansl,
yOexxaeHnst N TPYAHbIA XU3HEHHbIV NYTb NOJTa.

Jlyn AparoH, B oTnuume oT baripoHa, He cpasy yBrekcs
NONMUTUKOM: OH ObI&T MO3TOM-aBaHrapAuCTOM, Mpexae 4Yem BCTYNUTb B
psabl  ppaHLy3CKMX KOMMYHUCTOB U 6GoryoB ConpoTtuBneHus. Ho,
nogo6Ho banpoHy, OH BONNOTWI CBOW ONbIT Y4acTus B GONbLUOW MCTOPUK
— lMepBon mupoBon BOWHE, a 3aTemM U BO BTopoi mMupoBOK BOMHE — B
cBOEeM noaTuyeckoM TBop4yecTBe. JlloboBb AparoHa k 3Onb3e Tpuone
ctana gns Hero GonblWMM COOLITUEM YACTHOW, BHYTPEHHEN XU3HU U
O[HOBPEMEHHO MO3TUYECKMM CMMBOSIOM: Tak, B CTUXOTBOpeHun «lnasa
Onb3bl» BbIPAXEHWE WMHTUMHOIO YyBCTBA CNMBAETCSA C MPU3LIBOM K
Hagexae u conpotuBneHuto. MNpu 3aTOM, B OTNMYMe OT pOMaHTU3Ma
BalipoHa, BblpaxatoLLero No3uLmi OTHYXAEHHOCTU, OTbEANUHEHHOCTU OTO
BCEX, KPOMAHTUYECKOE» TBOPYECTBO AparoHa coaep>X1T nacoc eanHCTBa
C Hapogom, npu3biB K nonutudeckon 6Gopbbe. C  nomoLubto
CpaBHMTENBHOTO aHanuW3a npou3BeAeHU AByX MO3TOB B Joknage
AOKasblBaeTCs, YTO HA3blK POMaHTU3Ma €CTb He TONbKO CPEeaAcTBO
BXOXXOEHUSA MCNOBeOanbHOCTM B nutepaTypy, HO U CMOCOO BbIpaXeHUs
COLManbHO-MOMUTUYECKNX MOEN, OTBEYalLUX Ha KPU3UCHbIE SIBMEHUS



anoxu. B TBopyuectBe bBarnpoHa n AparoHa nutepaTypa OAMHaKoBO TECHO
cnneteHa ¢ Guorpadmelnn 1 UCTOpUEn, «POMaHTM3M» ke 0b6oux MoaToB
paBHbIM 06pa3oM OTpaXKaeT Kak UX COOCTBEHHYHO BHYTPEHHIOK XNU3Hb, Tak
N NONUTUYECKNE peanuun.



