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K. B. bopuckiHa

NMOETUKA BUMUCITTY | CTPATETIA XY,EI,O)KI:IbO'I' PEMPE3EHTALYI
LLUEKCMIPOBOI'O CJIOBA B HOBEI/I O. BAUNBAA “MNMOPTPET MICTEPAB.T.”

Y cmammi eucsimneHo ocobrnueocmi XyQ0XHbOI penpe3eHmaujii WeKcrnipogoeo crioea ma agmopCbKo20
sumucny e Hoseni “lMopmpem micmepa B. " O. Balinsda. BusigrieHo, Wo 8 XydoxXHbOMY pocmopi Hogenu
rnoedHaHo 08i MpomurnexHi cmuxii: ¢hakmozpacgpidyHy, nodaHy thakmamu 3 KaHOHIYHOI 6iozpadpii LLlekcnipa,
32adkamu npo docmeMeHHO 8idoMux Ocib 3 (i020 OMOYEHHS, @ MaKOX uyumamamu ma MoOOUHOKUMU
IMeHaMu 3 WeKCripieCbKUX IMEC, ma Ccmuxito 8uMucry, sika ¢hopMyembCs Ha OCHO8I MpPbOX 2pyr e3ac-
Mo3asnexXHuUx KoHcmumyeHmis: MamepianbHoi, OyX08HOI ma MiCmMUYHOI.

Knro4doei cnoea: Ockap Balns0, Binesm LLekcrip, Hogena, ikyitiHicms, ¢hakmoepaghidHicmb, COHemu.

BaxnunBor CKNagoBoo LLEKCMIPIBCBKOrO OUCKYP-
Cy € TBOpWU, Ha CcTopiHKax skux Binbsam LLekcnip no-
CTae sK nitepaTypHun nepcoHax. KinbkicTb Takmx
TEKCTIB MOCTIVHO 3pocTae, afke iHTepec Ao 0cobu-
CTOCTi MUTLISI MOBCSIKYAC MiAirpiBaeTbCs SK LiKaBICTHO
0o noro Giorpadii, Ae YMmano rinoTeTUYHUX Npuny-
WeHb, TaK i MacwTabHICTIO BNMBY aHrMACLKOrO
reHis Ha ciToBy KynbTypy. Cepen aBTopiB, ski 00-
panu oro 3aragkoBy NocTaTb 00’€KTOM XyOOXKHBOIO
300paxeHHs, — NPeACTaBHMKM Pi3HUX HaLjioHamNbHUX
nitepatyp i pisHnx enox (. Akpong, E. Bepmxec,
XK. pip, KO. dombposcbkuin, P.Hain Ta iH.). bBins
BUTOKIB L€l TPaAWLii CTOITb reHianbHUIA aHrMiNCbKUA
nucbMeHHnk Ockap Bannbg — aBTop HoBerm “IMop-
TpeT mictepa B. I.” (1889 p.).

Monpwu Te, WO TBOPYMM AOPOBOK “npuHUa na-
pafgokcy” HeogHopa3oBo obvpaBcst 06’eKTOM [oc-
nigpxeHb [4-9], ua HoBena Bce e nepebyBae Ha
MapriHeci nitepatyposHaByoi yBarun. BTim BoHa,
©e3nepeyHo, 3acnyroBye Ha HaykoBWIA aHani3, ag-
Xe iHTepec CTaHOBUTb i XyAOXHSA crieumndika TBO-
py, i Te, K OOWH TreHin HamaraeTbCa po3ragaTti
TaEMHULIO iHLLOTO.

Mema cmammi nonsirae y BUSIBIEHHI 0cobnu-
BocTen noetukn Hoeenn Ockapa Bannbga “lMoptpeT
Mictepa B. ", BM3HayeHHi XapakTtepy B3aemogii
BUMUCHTY | (hakTy B XyAOXHLOMY MPOCTOPI TBOPY Ta
Oro 3B’A3KyY 3 LLEKCMiPIBCbKUM OUCKYPCOM.

Y HoBeni “lNopTpeT micTtepa B. I'.” cBoepigHMm
YMHOM MOEOHYKTLCA ABi aHTUHOMIYHI cTpaTeril
onosigi — dakTorpadiyHa 1 ikuinHa. MNonpu Ha-
SIBHICTb [OCWUTb BMCOKOI KiflbKOCTi GiorpadiuHmx
noapobuTb 3 XUTTHA CNaBHO3BICHOIO aHIMINCBLKOro
Apamartypra enoxu BigpogxeHHs, Hoseny O. Ban-
NbAa HaBpsi4 YW MOXHA CrpuUnMaTn 9K JpKeperno
[OCTOBIpHUX BigomocTen. Baano komnintoun Bu-
ragkm Ta dakTu, aBTOPOBI BOANOCH CTBOPUTHU
YHIiKanbHUIN NPOAYKT XyAOXKHbBOT LWeKChipiaHu.

© bopwuckina K. B., 2015

CroxeT HOBenM € O0CUTb OMHAMIYHUM, CrOBHeE-
HAM HecnopgiBaHux konisin. Yutay nepebyBae y
CTaHi NOCTINHOT HanpyrK, CigKyYX 3a NogismMu, Lo
BiAOyBalOTLCH B XUTTI TPbOX OCHOBHMX repois. [e-
TEKTUBHUA CTPYMiHb MPUCYTHIN y TBOPI Bif caMoro
noyatky. MaHepa onoBigaHHs Haragye 3aB’si3Ky HO-
Ber CnaBHO3BICHOrO amepuKaHCbKoro nposaika Eg-
rapa [lo, BigOMOro cBOIM YHIiKanbHUM CTUMEM i
TEXHIKOIO KOHCTPYIOBaHHS | HarHiTaHHS “suspence”.

Y Hoseni “lNopTpeT Mictepa B.I.” akTMBHO
B3aEMOAI0Tb, NepenniTalTbCs | AOMOBHIOTL Of-
Ha OAHY ABi NPOTUMNEXHI 3@ CBOEKD CYTHICTHO CTUXIl.
Mepwa cTuxisa — cTuxia gakTy, ska noctae B HO-
Beni y Tpbox ¢hopmax: (I) posnosigb npo nogpo-
6uui xutTa Lekcnipa, (II) 3ragkn pocTeMeHHo
BiJOMMX OCib i3 MOro OTOYEHHS, NeBHUX Aat i To-
noHimie, a takox (Ill) uMtaTn 3 XygoXxHix TBOpIB
camoro LLlekcnipa.

OueBugHo, Bannbg nobpe 3HaB Tak 3BaHy Ka-
HOHiYHY, TOGTO 3aranbHOBM3HaHy Giorpacito aHr-
nincbkoro gpamartypra, agke daktu, sKi BiH Ha-
BOOAUTb (4ac HamucaHHs COHeTIB, 4vac ix nyo6-
nikawii, opuanNYHI 3B’A3KN MK akTopamu Tpynu i
BNACHUKOM TeaTpy, Yac 3HavomcTBa 3 binasum
toHakoM i Cmarngaeolo negi Ta iH.), NOBHICTIO Bia-
noBsigatTb TUM, WO MICTATLCS B Mpausx aBTopu-
TeTHuX Biorpadis LLekcnipa.

MpaBomipHo cTBepaxyBatn, wo O. Bannbg
OyB gocuTtb Jobpe obizHaHUM 3 “LLIEeKCMipiBCbKUM
nUTaHHAM”. BiporigHo, BiH LjikaBMBCS MMOBIPHOMO
KaHomgaTypow Ha ponb ynwobneHua Benwukoro
bapga. lNpo ue cBiguUTbL TOM hakT, WO ecTeT
3HaB MpPO HaMHOBILLY Ha TOW Yac rinoTesy, BUCYHY-
Ty HiMeLbKkMM KomeHTaTtopoM bapHwTopdom y
kHu3i “Kntoy go cowertis Lekcnipa” (1886 p.). Ha
OYMKY HayKOBLsl, NOET 3BEPTABCA B COHeTax A0
camoro cebe, a 3aragkoBi iHiLjanuM MoXHa pos-
wudpysaTn sk “William Himself’ [10, c. 15].

Binbw TOro, B HOBEMi OOCUTb MEPEKOHNMBO
CMPOCTOBYOTLCA MNOTE3N WOAO HWNX NMOBIPHUX
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npeTeHgeHTiB Ha ponb Lekcniposoro gpyra. Ce-
peq HUX, 30Kpema, 3ragytTbed rpad Caytremn-
TOH, rpad Membpyk, Binbam Xonn, Binbam MeTe-
Beu, eHpi Binnoy6i Ta iH. [10, c. 11-14]. AsTop
HOBENU He 0OXOoOoUTb YyBarow i kKaHAMOATOK Ha
Cwmarnasy Jlegi LekcnipoBux coHetiB: Mepi
@itToH Ta Jlegi Piv. YTim, Ha gymky O. Bannbga,
)KOAHa 3 HUX He Morna ByTu repoiHeto NoOOBHOro
TpUKyTHUKa: “But none of these explanations sa-
tisfied the conditions of the problem. The woman
that came between Shakespeare and Willie
Hughes was a real woman, black-haired, and
married, and of evil repute” [10, c. 89].

AHTOPOMOHIMIYHMI | TonorpadiyHuin piBeHb
HOBENWM TaKOX IMCTPYIOTb epyauuito i rmmboki
3HaHHA AHrnii yacis Binbama Lekcnipa. Hanpuk-
nag, NULyYyM npo BcesarasbHy anorforeTuky 4Yo-
noBiyoi Apyxk0bu Ha TepeHax peHecaHCHOI bpu-
TaHil, Banba 3ragye okpemux AisuiB KynbTypu
Toroyaccs: “Ben Jonson writing to one of his fri-
ends subscribes himself “your true lover” and
dedicates his noble eulogy on Shakespeare “To
the memory of my Beloved” Richard Barnfield in
his “Affectionate Shepherd” flutes on soft Virgilian
reed the story of his attachment to some young
Elizabethan of the day. Out of all the Eclogues,
Abraham Fraunce selects the second for tra-
nslation, and Fletchers lines to Master W. C. show
what fascination was hidden in the mere name of
Alexis” [10, c. 65-66].

Cepepn enusaBeTVHLIB, 3rafaHuX y HOBeEM, € ni-
Tepatopu:  ®. bomoHT, C.TloccooH, T. [ekkep,
B. [xoHcoH, ®. NleHToH, k. Iini, K. Mapno, T. Henn,
T. Hew, T. Osep6epi, B. MNMpaniH, ®. CigHi, k. Yen-
MEH; apUCTOKpaTu! — He NuLle KaHaMaaTh Ha posb
binaBoro toHaka, 3okpema, nopa lMembpok i nopa
CaytremnToH, ane n rpac Eccekc, cep . bekoH,
cep B. Peni; aktopu — P. ApmiH, P. Bepbenx, P. Tapn-
ToH, A. ®inninc; supgasui — K. Bepbi, E. bnayHrT,
T. Topn.

KritoyoBMMK TOMOHIMamu B HOBerni € 3ragku
TeaTpiB peHecaHCHOoi AHMii — Rose Theatre [10,
c. 79], Blackfriars Theatre [10, c.80], Globe
Theatre [10, c. 81].

TpeTs cdopma cTuxii dakTy, TOGTO BUKOPUCTaH-
HA UMTaT 3 LWEKCNipiBCbKOro KaHOHY, Mae ABi CTpa-
Terii 6e3nocepenHboi peanidadii B HoBeni “lNop-
TpeT micTepa B.T."”. Mepwa cTtpateris — 6e3noce-
peaHe UMTYBaHHS psgkiB 3 m'ec Ta noem Benvkoro
bapga. Hanpuknaz, nosicHIoO4YM 3HaYeHHs1 criosa
“shadow” Ons MeluKaHUiB €nmn3aBeTUHCbKOI Bpu-
TaHii, aBTop HaBoAWUTb LUMTaTK 3 N'ec “COH NiTHLOI
Houi” Ta “Makbet”: “The best in this kind are but
shadows”, says Theseus of the actors in the
“Midsummer Night's Dream”; “Life's but a walking
shadow, and poor player / That struts and frets his
hour upon the stage”, cries Macbeth in the moment
of his despair, and there are many similar allusions
in the literature of the day” [10, c. 35].

Moema “Ckapru 3akoxaHol” nocigae LeHTpanb-
He Micue B [0Ka30BOMY iHCTpyMeHTapil Ha Ko-
puctb kKaHaupatypu B.T. ABTop AosBoguTb, LWIO
nacTyx 3 NMoemMu i repor COHeTIB — OfHa noanHa:

“Even in the “Lovers Complaint” he speaks of his
acting, and tells us that he was of a nature so
impressionable to the quality of dramatic
situations that he could assume all “strange
forms” —

Of burning blushes, or of weeping water,

Or swooning paleness”
explaining his meaning more fully later on where
he tells us how Willie Hughes was able to deceive
others by his wonderful power to

“Blush at speeches rank, to weep at woes,

Or to turn white and swoon at tragic shows”

[10, c. 54-55].

[Opyra cTtpaterii — BMKOPWUCTaHHA MOOANHOKMX
iMeH 3 wekcnipicbknx n'ec. Cepen HUX, 30Kkpema,
yuTay 3ycTpivae Takux repois, sk [xynbeTTta, ['am-
net, negi Makbet, TumoH, Aro, JecoemoHa, [yH-
kaH, Odenis, bBbeatpiye, [llepgita, BonymHis,
ImoreHa, KoHcTaHc, AfoHic, €neHa. O4yeBnaHo, LLIO
30e0inbLlIoro, NAeTbCcs MpPo XIHOK, amke, 3a nNpu-
nyLeHHAM aBTopa Hoeenu, B. I'. — akTop, wo rpas
BUKITFOYHO XiHoui poni B Tpyni Lekcnipa: “He had
been quick-witted, too, and eloquent, and from
those finely curved lips that the satirist had mocked
at had come the passionate cry of Juliet, and the
bright laughter of Beatrice, Perdita's flower-like
words, and Ophelia's wandering songs” [10, c. 71].

LlikaBo, gk came penpeseHTye O. Bannba goc-
TEMEHHO BigoMui Matepian. BiH nogae daktn B
po3mipkoByBaHHsX repoiB — Cipina, EpckiHa, ono-
Bijaya. [lpM uUbOMY BCi TpO€ MOCTIHO noO-
nemisyoTb OAMH 3 oAHUMM. EpckiH He npocTto Ha-
BOAUTb aprymeHTu i BucHoBku Cipina, ane n go-
[ae BriacHi KOMeHTapi 40 HUX, AKi NigTPUMYOTb Y
cnpocToByloTb BucnosreHi  Cipinom cnocTepe-
XeHHs. oka3oBMM €, NPUMIPOM, Takui nacax:
“Nor would he allow for a moment that the
Sonnets are mere satires on the work of Drayton
and John Davies of Hereford. To him, as indeed
to me, they were poems of serious and tragic
import, wrung out of the bitterness of Shake-
speare's heart, and made sweet by the honey of
his lips” [10, c. 15]. TyT, sk 6aunmo, O. Bannbg
OEMOHCTPYE MpeKpacHe 3HaHHSA LUEKCMipiBCbKOI
006K i BMacHWi TanaHT TOHKOro iHTepnpeTaTopa
LLlekcnipoBux coHeTiB. CaM aBTOp HOBENW BUCTY-
nae 710 sk Cipin pem, TO Ak EpckiH, TO $K
onosigay.

BiH Bkrnagae To4YHMIM dhakTax cnoyaTtky y BycTa
Cipina 'pema, npo sikoro posnosigae EpckiH: “I
remember his reading to me that fine sonnet...,
and pointing out how completely it corroborated
his view; and indeed he went through all the
Sonnets carefully, and showed, or fancied that he
showed, that, according to his new explanation of
their meaning, things that had seemed obscure, or
evil, or exaggerated, became clear and rational,
and of high artistic import, illustrating Sha-
kespeare's conception of the true relations
between the art of the actor and the art of the
dramatist” [10, c. 18].

3rogom, konu Big EpckiHa uuTauy AisHaeTbcs
npo Te, WO CNaBHO3BICHUI MOPTPET € MNigpobKoto,
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CKIagaeTbCsl BPAXeHHs, Wo BCi aprymeHTu Cipina
'pema cnpocToBaHoO, afXe NOro Teopid B Takomy
pasi noctae gk mictudpikauia. Ane cnoea [pema,
HaBegeHi EpckiHom onoBigayeBi, noBepTalTb
camin Teopil waHc 6yTu npasgonoaidHoto: “l did it
purely for your sake. You would not be convinced
in any other way. It does not affect the truth of the
theory” [10, c. 27].

MepencmepTtHa 3anucka n camoryocteo Cipina
pema 3myLwyoTh i onoBsigaya, i YiTadiB HoBenu
NnoBipUTM B pearbHICTb TEOPii, Y/ NPUHANMHI 3a-
mMucnmTuca Hag Heto. Crnoea onosigaya anento-
I0OTb He TiNbKM OO HaLoi NOoriki, ane m Ao no-
yyTTiB: “Erskine, it is your duty to give this theory
to the world. If you will not do it, | will. By keeping
it back you wrong the memory of Cyril Graham,
the youngest and the most splendid of all the
martyrs of literature. | entreat you to do him this
bare act ofjustice. He died for this thing, don't let
his death be in vain” [10, c. 29].

Opyrun posgin HoBenu, B SKOMY OrnoBifay BUK-
nagae CBOIi LUEKCNipO3HaBYi MIpKYBaHHS i pe3yrb-
TaTh BNacHUX MOLUYKIB, MICTUTb MOTY>XHUN COHET-
HUI cTpyMiHb. KoxxHa umTtata (a ix Tyt ax 17) cy-
NPOBOAXYETLCA apPryMEHTOBAHUMU i MPOHUKNK-
BUMW KOMEHTapAMMW, SIKi AEMOHCTPYIOThb rmunboke
3HaHHA 6Giorpadii Lekcnipa, noro enoxu, KoOro
TBOpPIB, TBOPYOCTi MOro cy4acHukis. Kpim TOro,
Bpaxae rnmnbuHa npoumTaHHsa LlekcnipoBux co-
HeTiB. Tak, NpMMIPOM, PO3MIPKOBYBaHHSA MpoO
BNNMB akTopa Binna [Mto3a nigTBepaXyeTbcs He
TiINIbKW TEKCTOM COHETY, a W BiACUIKOK A0 iHLWWOT
noemu LLekcnipa — “Ckapru 3akoxaHoi”.

AHania coHeTHoOro cybcTtpaty B HoBeni
O. Bannbga gae nigctaBu roBOpUTU NPO TpaHc-
rPECUBHY CTpaTerilo BUKOPUCTAHHSA YyXOro crosa
ans nobyaoBu KOMNo3uii, 30kpemMa, nNpo 3anepe-
YeHHs npuBaTHOI nNiTepaTypHoi BnacHocTi. Ha
aymky pocnigHuka I, CeHT-Emopa, uen TBip Ha-
NexunTb 0O rPYNu TEKCTIB, SKi HiIBENIOIOTb NpuBat-
Hy iHTemneKTyanbHy BIACHICTb, CMPUSItOYM TOMY,
wob neBHi igei HabyBanu O6inbll OKpPeCneHoro
BUMMAQY, UMPKYMOKYM Big CBOiX BACHWKIB [0
iHWKX ocid [9, c. 66]. NogonaHHa Mexi MK MOX-
NVBYM | HEMOXNMBUM BIOKPUBAE LUMPOKI OBpiT Ans
iHTepnpeTaLuii, Lo MOXyTb BiALITOBXYBaTUCS SK BiJ
dakTorpadivHol, Tak i Bif QIKLiNHOT CTWXiV TBOPY.

dakTorpaciyHa KoHuenTocdepa HOBenu Mic-
TUTb LNy HU3KY BaXXNUBMX KOHUenTiB. Hacamne-
pea, ue koHuentu “truth”, “fact”, “evidence”,
“proof”, ki AOUINbLHO PO3rMAHYTU JeTanbHille.

MocTtynotoun  npaBAMBICTL Teopil, repoi no-
BCSIKYAC HaronoLyTb Ha TOMy, LLIO BOHa Hece B
cobi npaBgy, sika He BUMarae XOAHMX [OKasiB,
TOGTO Mae anpiopHy npupody. KoHuent “truth”
BXMBAETbCS B HEBENWKiM 3a obcarom Hoeeni
37 pasiB. Taka 4yacToTHa KifbKiCTb EKCMMiLUMTHUX
BXMBaHb Hece B CODi MOTYXXHWWA THOCEOMOriYHUIA
noTeHujian. HaBegemMo HWU3Ky MpUKNagiB BUKOPU-
CTaHHS LbOro KOHUENTY B TEKCTi HOBENM:

— It does not affect the truth of the theory [10, c. 27].

— The truth was once revealed to you, and you
rejected it [10, c. 129].

— He told me that he had at last discovered the
true secret of Shakespeare's Sonnets; that all the
scholars and critics had been entirely on the
wrong track; and that he was the first who, work-
ing purely by internal evidence, had found out who
Mr W.H. really was [10, c. 11].

— His true tomb, as Shakespeare saw, was the
poet's verse, his true monument the permanence
of the drama [10, c. 111].

"epoi HOBenK XepTBYTb CBOIM XUTTAM 3apa-
an Toro, Wwob A0BeCTM OOCTOBIPHICTb iICHYBaHHSI
Binna Mo3a. Cteepoxytoun ue, O. Bannbg ogHo-
yacHo ue 3anepevye: “No man dies for what he
knows to be true. Men die for what they want to
be true, for what some terror in their hearts tells
them is not true” [10, c. 133].

Ockinbky npaBga He Moxe ByTn abCOMTHOL i
OesnigcTaBHO, MPOTAroHICTU TBOPY MOBCSIKYac
oOMipKoBylOTb abo 0GroBopTL [OKa3n [oBe-
OeHHsA TI akciomaTuUdHocTi. [na uboro aBTop Bnfi-
Ta€ B CIOXXETHY KaHBY Taki KOHLenTK, sk “proof” Ta
“evidence”. lMepwnin 3 HUX BUKOPUCTOBYETLCS B
TekcTi 18 pasis, gpyrmin — ax 25. | ue npu Tomy,
LLIO XXOOHUX MaTepianbHUX AOKa3iB He iCHye, Tob-
TO NpaBda AOBOAWTLCS BUKITIOYHO Ha Bepbarnb-
HOMY PIBHi:

| thought at the time that Cyril was rather calm
about the whole matter; but | remember he kept
telling me that he himself required no proof of the
kind, and that he thought the theory complete
without it [10, c. 24-25].

You start by assuming the existence of the
very person whose existence is the thing to be
proved [10, c. 30].

Ak 6aumMmMo, Ookasn ogHoYacHO NOTPIOHI 1N He-
NoTPiBHI, TO6TO, 3 TOUKM 30py Norikv, 6e3 HUX Ha-
BpPSi4 YW CBIT CpuiiMe Taky npaedy, ane ans Tux,
XTO 0€e33aBiTHO BipUTb, XOAHI OOKa3W He MalTb
Barn: “After some time, however, | began to see
that before the theory could be placed before the
world in a really perfected form, it was necessary to
get some independent evidence about the exis-
tence of this young actor, Willie Hughes” [10, c. 21].

“It is of course evident that there must have been
in Shakespeare’s company some wonderful boy
actor of great beauty, to whom he intrusted the
presentation of his noble heroines; for Shakespeare
was a practical theatrical manager as well as an
imaginative poet; and Cyril Graham had actually
discovered the boy actor's name [10, c. 18-19].

IpoHis B TOMy, LLIO OCHOBHMM [OOKa3OM BUSB-
naetTbcss  chanbCuUdikoBaHM  MOPTPET  Mic-
Tepa B. . Akwo nopTpeT 3anepeyye Teopio Ha
dakTorpadpiyHOMY piBHi, BiH 0gHOYAcHO pobuTb i
aBTEHTUYHOIO Ha PiBHI QiKLiIHOMY, MitbiYHOMY.

[pyra cTuxia — ue cTuxia XygoKHbOro BUMUC-
ny, wo copmye ctoxXeTHy TkaHuHy TBOpY. Croam
MOXHa BiJHECTM i BCi NpoBigHi Konisii HoBenu, a
came, iCTOpit0 3 AMBHUM MOPTPETOM, SKUM CTaB
npuymHoto TpariyHoi cmepTi Cipina pema, aue-
HUM YMHOM BMAMHYB Ha Jonto EpckiHa i npumycns
onoBigaya BCepro3 3amuCnnTUCs Hag npobnema-
Tukoto LLiekcnipoBoro coHeTapito.
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Bumucen O. Bannbaa nowmploeTbcs He nuie
Ha CHOXXEeTWUKY TBOpPY, arie N Ha BHYTPILUHIO iHTpUry
— “LeKcnipiBCbKy Teopitd”, 9K ii HasuBalTb cami
nepcoHaxi. Llen piBeHb TekcTy — Taka cobi
BHYTPILWHS KOMi3id HoBenu — popmyeTbeca B pi-
YnLWi AMCKYCii Npo coHeTapin Binbama Lekcnipa.
O. Bannbg penpeseHTye BuragaHy Teopito, LWO
Mana nig coboro neBHe MiarpyHTs.

Brepwe npo Binbsima ['t03a 3ragyetbca B
rinotesi Tomaca TipyiTa, skun Wwe y 1776 p. BUCHYB
npunyLeHHs npo Te, wo B.I. — ue oHUA akTop,
SKUIA BMKOHYBAB >KIHOYI POSii B LUEKCNIPIBCBKIN TPyI.
Bigomo, wo Mo3 — gocuTb nowmpeHe Barnmninceke
npissuwe [6, c.62]. BTim cnpocTyBaHHA LbOro
rinoTeTm4Horo npunyweHHs Byno gocute Gesane-
nauinHMM i nposopum. Cnipaea B TOMy, L0, 3a Cro-
BaMu pagsHCbKoro LekcniposHasusa O. AHikcTa, “3i
3goragkoto npo [M'to3a Hivoro He BUALWLINO. PokoBum
ONsi HbOTO BUSIBMITIOCH Te, O 30epernmcs nepeniku
BCiX akTopiB 4aciB LLlekcnipa i B HUX He 3HaKLiocs
»opHoro Binbsima Mo3a” [1, ¢. 558].

QikujnHe TNo TBOPY POPMYETbCH 3aBAsiku dy-
HKUJOHYBaHHIO HM3KN B3aEMO3aneXHUX KOHCTUTY-
eHTiB. OCKINbKM Ui KOHCTUTYEHTU MatoTb abCOMOTHO
Pi3Hy npupoay, npaBomipHMM Byae po3noginuTy ix
Ha Tpu rpynu: maTtepianbHy, OyXOBHY 1 MiCTUYHY. Ha
Hawly Aymky, 6inbll AeTanbHWUA OrNSd BU3HAYEHUX
rpyn HagacTb KOMMMEKCHY KapTWHY CTaBrieHHs ca-
MOro aBTopa [0 CNPOMOXHOCTI XYAOXHBOI niTepa-
TYpW i MUCTELTBA 3ararioM penpe3eHTyBaTh XyOoX-
HIO BMragKy B NpaBgonodibHoMy CBITh.

Ha wmaTtepianbHOMy piBHIi Buragka BuOygo-
BYETbCSA HaBKono nigpobneHoro noptpety. Came
nopTpeT MepeKkoHye MepLloro i3 HaBepHeHMX OO
naB nMoLiHOBYBa4iB rinoTte3n npo tHoro Binni
Mo3a. Ak 3asHadvanocs, Ockap Bannbg 6yB nan-
KMM MPUXUIBHUKOM YCbOro MpeKpacHoro 1 oni-
KyBaBcsl baraTtbMa MuTuAMKW. Y HOBeNi nopTpet
OMUCYETBLCA K CMIPaBXHi MUCTELbKUIA apTedakT:
“Here was an authentic portrait of Mr W.H. with
his hand resting on the dedicatory page ofthe
Sonnets, and on the corner of the picture could be
faintly seen the name of the young man himself
written in gold uncial letters on the faded bleu de
paon ground, 'Master Will Hews™ [10, c. 24].

Cam noptpet (portrait, picture, painting) 3ra-
OYETbCH Ha CTOpiHKax TBOPY MpuHavMHi 29 pasis,
O TakoX MigTBEPAXYE MOro Kro4voBy Mo3uuio B
cuctemi obpasiB. Cipin 'pem obupae nopTpeT sk
HavBaroMilLUMiM, Ha WOro OyMKy, [JOKa3 iCHyBaHHSA
Binni Mo3a. Jlnwe 3rogom onosigay 3BepHETLCA
0o cepu dakrorpadiyHoro, iCTOpU4HO 3aJ0Ky-
MEHTOBaHOro, ane He 3Hange TaM HeobxigHux
nigTBEPOKEHb CYTO MNOTETUYHOMY MPUMYLLEHHIO.

BHacnigok nigpobkn MatepianbHun  06’ekT
CTa€ KOHCTUTYEHTOM (DiKLiNHOro Tra noganbLuoro
po3ropTaHHa nogii. KnwyoBuM TyT € KoHuenT
“Henpasga”, Ak BepbanisyeTbCa B TakUX MOHAT-
Tax, gk “falsehood” (13 sragyBaHb), “deception”
(3 sragyBaHHs), “forgery” (16 3ragyBaHb).

ABTOp TBOpPY HEOOHOPA30BO Harornowye Ha
XMOHOCTI, HeOoCTOBIpHOCTI  Teopii: “It never
occurred to me for a moment that Cyril Graham

was playing a trick on me, or that he was trying to
prove his theory by means of a forgery”. “But is it
a forgery?” | asked. “Of course it is”, said Erskine.
“It is a very good forgery; but it is a forgery none
the less” [10, c. 24].

Mpyn ubOoMy BUragka 4acto NPOTUCTABIISIETLCS
HaykoBUM crnoctepexeHHam: ““His faith”, said Er-
skine, “was fixed in a thing that was false, in a thing
that was unsound, in a thing that no Shakespearian
scholar would accept for a moment” [10, c. 30].

Onosiga4y  NpUroNoOMWMBO  3i3HAETbCH,  LIO
HaCTiMNbKX MOBIPMB Y MiApPobKy, WO 3abyB Npo 340-
posun rny3a: “Had | merely been influenced by the
beauty of the forged portrait, charmed by that Shel-
leylike face into faith and credence? ... Something
like a faint cry of pain came to my lips as | began to
realise how | had deceived myself, and | buried my
face in my hands, struck with a sorrow greater than
any | had felt since boyhood” [10, c. 122].

QIKUINHICTL HOBENU peanisyeTbCs TakoX i B
OYyXOBHIM nrowuHi. He nuwe matepianbHi peui,
Taki gk nigpobreHun nopTpeT, CTaTb 00’€KTOM
nepegadvi, ane n igei Ta eHTy3iaam, To6TO NposiBK
CBITY ideanbHOro, a He BUKITIOYHO MaTepianbHOro.
TyT NpaBOMIpHO TOBOPUTU NPO KOHLUENTyanbHe
rnofie MUCTeLTBa, OCHOBHUMM CKINagHUKaMu SIKOro
€ KOHCTMTyeHTn “art”, “literature”, “poetry”, “ac-
ting”, “fancy”, “imagination”.

MoxHa 3 yneBHEHICTIO CTBEPKYBATH, LLO KOH-
CTUTYeHT “art” € KNo4oBMM Yy CBITOrNSAAI anonore-
Ta ecteTnamMy. 3okpema, nNpo ue CBigY1Tb i mpuro-
MIOMLUNINBA YaCTOTHICTb MOro BUKOPUCTAHHS B HO-
Beni “lMoptep mictepa B.T.”. Y npoueci aHanisy
TBOPY HapaxoBaHO Onm3bko 92 BMMALKiB BUKOPU-
CTaHHS UbOro CroBa i CyMiKHUX 3 HAM MOHATH.

Y nepegmosi oo pomady “lNopTtpet [opiaHa
pes” aBTOp 3acTepirae CBOIX YuTa4viB CTOCOBHO
TOro, WO Ti, XTO 3aHYpPIKTbCA Mif MOBEPXHIO,
pobnATb Ue Ha CBil CTpax i pu3uk, agxke MuUcTel-
TBO Biga3epkantoe peuunieHta, a He »utTta: “Ti,
O CUIKYIOTbCS CAMHYTWU Mo3a NpsiMO3HaYHe, pu-
3uKytoTh” [2, C. 6].

Tak camo i B HoBeni O. Bainbg Haromnowye Ha
NOTY)XHOMY MoTeHujani mucteyTsa: “Art, even the
art of fullest scope and widest vision, can never
really show us the external world. All that it shows
us is our own soul, the one world of which we have
any real cognizance. ... It is Art, and Art only, that
reveals us to ourselves” [10, c. 113]. ®akTnyHo Le
O3Hayae, Lo Mig Yac KOHTaKTy 3 MUCTELTBOM pe-
UMMiEHT HabyBae iAEHTUYHOCTI 1 0apasy X BTpadae
i, apke cam npouec Takoro HabyTTa 3miHioe “A”,
TpaHcopMYE | MepeTBOPOE NOrO.

XapaKTepHo, WO MUCTeLTBO HacCTINbKM Pi3HO-
nnaHose Ta OGaratorpaHHe, WO Pi3HOBMAM MHOrO
MOXyTb 30aradyBatv oguH opgHoro. O. Bainnbpg
intoCcTpye UK Te3dy B3aeMmHamMu MiX Benukum
Bapoom i voro toHUM Apyrom-aktopom: “...and
indeed he went through all the Sonnets carefully,
and showed, or fancied that he showed, that, ac-
cording to his new explanation of their meaning,
things that had seemed obscure, or evil, or exag-
gerated, became clear and rational, and of high
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artistic import, illustrating Shakespeare's concep-
tion of the true relations between the art of the
actor and the art of the dramatist” [10, c. 18].

Came aKkTopcbka MancTepHiCTb NpnBabnnBoro
IOHaKa HarnoBHMNA XUTTAM obpa3sn LekcnipoBux
repois, i came TanaHT LLekcnipa 36epexe Brnpas-
HOro akTopa Ha CTopiHkax HeBMUpYLLMX n'ec. KoH-
CTUTYeHT “acting” TakoX BXOAWUTb A0 (iKLiNHOro
Trna HOBENnW i BUKOPUCTOBYETLCHA Ha Ti CTOPIHKaX
13 pasiB, Hanpwuknag: “It is only acting, only a
comedy in real life” [10, c. 93]. Y TicHOMy 3B’A3Ky 3
UMM  KOHCTUTYEHTOM nepebyBae TakuM KOH-
CTUTYEHT, 5K “literature”, Wo peani3yeTbCcs B TEKCTI
noHag 50 pasie (One evening | thought that | had
really discovered Willie Hughes in Elizabethan
literature [10, c. 69]), 3 HUX 32 — uUe npuknagu
Bepbanisauii koHcTUTyeHTa “drama”: “It is the
Drama only that, to quote the fine saying of Gervi-
nus, uses all means at once, and, appealing both
to eye and ear, has at its disposal, and in its
service, form and colour, tone, look, and word, the
swiftness of motion, the intense realism of visible
action” [10, c. 58].

MucteuTBO He Mae OyTu OOTsKEHE Mmexamu
pauioHanisadii. 3Bigcy Noro HepPO3pPMBHUI 3B’SAI30K
3 TakMMu MOHATTAMK, K “Buragka” (“fancy”
14 Bunapkis BXuBaHHA) Ta “ysBa” (“imagination” —
10 sunagkie BxmBaHHA): “I could almost fancy that
| saw him standing in the shadow of my room, so
well had Shakespeare drawn him, with his golden
hair, his tender flower-like grace, his dreamy
deep-sunken eyes, his delicate mobile limbs, and
his white lily hands” [10, c. 48]. HagiTb nonpwu Te,
WO MuUcTeubkun aprtedakt — nopTpeT Mictepa
B. Mo03a — € HiYMM iHWKM siK MigpobKoto, NpoaykK-
TOM ySIBU MWUTLS, BiH HE BTpayae CBOEI 3HaAuy-
LLOCTi, HaBMakm akueHT pobuTbCs Ha aBTEHTWY-
HOCTi 1 LIHHOCTi MUCTEeLbKOro Opo6Ky.

HeoaHO3Ha4YHICTb OLHOK LbOro nitepatypHOro
apTedakTy BigUYYyBaeTbCA B KPUTUMYHUX Orfsigax
cy4vacHukiB O. Bannbga. Hanpuknag, C. B. ®pakn-
KNiH mMeTaopryHO NiAMITMB NPUHUMMNOBY aMOi-
BaneHTHICTb HoBenu: “LLIMpoko po3nnioLleHe OKo
3goragok Moxe ornggaTtu poanori Lekcniposi no-
nsi, He 60sYMCh XKOOHMX NepenoH y opmi rmyxoro
KyTy BneBHeHocTi” [9, c. 82].

[x. CemcoH HanonernuMeo paguTb 4YMTadyam
3BepTaTtu yBary, Hacamnepeg, Ha MoeTUyHy Ooc-
KoHanicTb coHertiB Lekcnipa, a He cnpuimatn ix
AK 3aragky [6, c. 62]. YTiM, came MICTUYHUIA KOH-
CTUTYEHT € TpeTiMm Yy diKyiMHOMY Tni HOBenu
“MNopTpeT micTepa B. I".".

Y TekcTi TBOpY 3ragyeTbes Lina HU3Ka Tak 3Ba-
HUX “niTepaTopiB”, ki 3anuMwmnuca B icTopil
niTepatypu 3aBOsKM CBOIM HeBAanuMM MiCTU-
dikauigm. Cepep Hux, 3okpema, CkoT [xerimc
MakdepcoH, sk HIBUTO BIAKPUB i Nepeknas no-
emn BuragaHoro Hum noeta OcciaHa, Binbsm
leHpi Anneng, akun ccabpukyBaB ABi “LUeKcni-
PIiBCbKI” M'ecn, Hamaraw4yucb 3apobuTn Ha peny-
Tauii bapga, Tomac YatTepToH, Wo onybnikoByBaB
BUragaHi “cepeHbOoBIYHI” noemu.

HoeBena He nuvwe posnosigae npo MiCTu-
dikauito, BOHa cama CMoBHeHa MicTUdikauin.

TBip, y sikomy (hanblivBe BMOAETbCA 3a Crpas-
XHE, MNpvBepTae yBary, Hacamnepeg, A0 Opu-
riHany, 3 skoro 3pobneHo mictudikauito. 3a crno-
Bamu P. Ennmana, “noegHaHHs dabpukauii kap-
TMHU 3 danbcudpikauieto BOMBCTBA — Xig, AOCUTb
TOHKWI; Lie BUTOHYEHHSI MEPEOCMUCIIEHHS ... Te-
MK 3armbeni 3a Te, y WO He Bipuw. EpckiH, HaBna-
KW, XUTPOMYZLPO MPUKMAAETLCS NIOAUHOD, WO TU-
He 3a Te, y Wo Biputh” [3, ¢. 340]. BapTo noroau-
TUCS 3i CNYLWHOK AyMKow gocnigHuka J1. [JeHcoHa
npo Te, WO “3a cBoeto dhopmoto “IopTpeT micTepa
B.l.” HacTinbku x 3anepevye Teopito, SKy CTBO-
ploe, Hackinbky ii nigTBepaxye” [5, ¢. 980]. IctnHa
onst Ockapa Bavinbga — ue ictuHa macok. [Jo pedi,
came TaKy HasBy Mae OAMH 3 MOr0 TEOPETUHHMX
TpakTaTiB, Yy SIKOMY BiH Bigae HarexHe XyOOXHin
ysiBi Ta anorioreTusye penirito Kpacu, Lo BiaKpuBae
MpYXoBaHy LyXOBHY CYTHICTb CBITOOY0BW.

Y KoHuentocdepi MICTUYHOTO KOHCTUTYEeHTa
OOMiHYOTE KOoHUenTun “mystery”, “secrecy”, “fa-
tality”. PoarnsHemo ix 6inblw getanbHo. Mepwnn 3
HUX — “mystery” — 3ragyeTbcsl B TeKkcTi 12 pasiB i
HEepPO3PMBHO MOB'A3AHUN 3 XUTTAM | TBOPMICTIO
Binesima Lekcnipa, 3 MOro BHYTPILUHIM CBIiTOM i
TanaHToM. [lpoTaroHiCT! HOBENWU MOYeproBO Ha-
MaratoTbCH PO3KPUTU TAEMHULLIO CEpPAEYHOi npu-
B'A3aHocTi noeta: “Who was that young man of
Shakespeare's day who, without being of noble
birth or even of noble nature, was addressed by
him in terms of such passionate adoration that we
can but wonder at the strange worship, and are
almost afraid to turn the key that unlocks the mys-
tery of the poet's heart?” [10, c. 16].

BapTo HaronocuTtu Ha TOoMy, LLIO NOMNpU Hama-
raHHs po3B’dA3aTu 3aragky, BMBecCTU 11 3 Mic-
TUYHOT OO0 pauioHanbHOI MNMOWMHN, BOHA TakK i
3anvwaeTbCd HeposragaHolo, agxe diHan Ho-
BEeNu BIAKPUTUI i NPOMOHYE YMTavyam npuaymatu
BlACHY PO3B'A3KY BEKTOPHO HAKPECMNEeHOi Komisii.
Posragka, 3a cTBepaXeHHAM camoro asTopa, B
NPVHUMMI HEMOXIMBA, a[pKke BrlacHe Aywia Jo-
OvHK € 3arapgkoto: “the soul itself, the soul of
each one of us, is to each one of us a mystery”
[10, c. 113].

Mopyy 3 KoHUenToM “mystery” B HOBeni € Yima-
no 3rafjok MNpo PO3BiHYAHHS CEKPETHOI Npupoau
B3aeEMVH MiX Benuvkum Bapgom i Moro oHUM Ha-
TXHEHHWUKOM, MiATBEPAKEHHSIM YOro € HEeMoOoAMHO-
Ke BXWBaHHS MOHATTS “secrecy” (23 Bunagkw).
TaeMHMYiCTb, HE3PO3YMINiCTb MOXe CcTocyBaTUCS
AK xapaktepy apyxou (‘I felt as if | had been initi-
ated into the secret of that passionate friendship,
that love of beauty and beauty of love, of which
Marsilio Ficino tells us, and of which the Sonnets,
in their noblest and purest significance, may be
held to be the perfect expression” [10, c. 85]), wo
I'PYHTYETLCS Ha AMBOBWXHIN 30BHILLHIM Kpaci OHO-
ro Binni (“Time seems to have listened to Shake-
speare's prayers, or perhaps Willie Hughes had the
secret of perpetual youth [10, c. 85]"), Tak i rnu-
OuHHOro ceHcy TBopiB B. LLlekcnipa, iHcnipoBaHMx
uieto gpyx6oto (“He told me that he had at last dis-
covered the true secret of Shakespeare's Sonnets
[10, c. 11]").
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LlikaBo, wWo icTopia noganbworo Xutta i
cmepTi Binns Mo3a BMOYAOBYETLCA HA CYLNbHUX
npunyLeHHax, Tob6To MmicTudikauiss HabyBae no-
Janblumx obepTiB i eKCTPaNOMETLCA Ha AECATKN
pOKiB Bneped, CTUMYIOYM Ge3KiHEYHUIA MOLUYK
3HAYEeHHs!, CEeHCy.

Ha gymky J1. JoyniHr, “Hawmnm CrnpaeXHIM KIto-
YeM [0 cekpeTy Binni Mo3a i 4o “cekpeTy” BMacHoro
TEKCTy HapaTopa € KapTuHa, sika He 3HaXOaMTbCH B
Wyxnsai, 300paeHHs1 BiACYTHOCTI. SK i MOPOXHS
LYXNsi4a, NOPOXKHIN TEKCT MOXe ByTU HanoBHEHUM
nvwe obmaHOoM, LIASXOM MigMIHM MPUCYTHOCTI Ha
BiACYTHICTL" [7, c. 27]. Came BiACyTHICTb Oyab-aKux
[OKa3iB iCHyBaHHS FOHOIO aKTopa NigLLTOBXYE repois
HOBeNu Ha nowuyku. Bxxe Ha novaTky TBOpY EpckiH
Buronowye: “There is nothing in the idea of Willie
Hughes. No such person ever existed” [10, c. 29].
BigcyTHIiCTb TyT 3HayvMMa, BOHa € TUM iMMYMbLCOM,
LLIO NPY3BOAMTL A0 PO3ropTaHHS CMOBHEHOI iIHTPUrK
OpamaTU4HOI Komiaii.

Ocobnuee micue B rpyni MICTUMHUX KOHCTUTY-
€HTiB nocigae enemeHT “fatality”. BesnocepegHbo
BiH BepOani3yeTbCa B TEKCTi TBOPY He O0OCUTb
yacTo (BCbOro 4 BMMAAKW), Ha KWTanT pedveHb: ‘|
believe there is something fatal about the idea,
and intellectually there is nothing to be said for it”
[10, c. 28] abo “It was evident that he had not told
his mother any thing about the reason that had
driven him to so fatal, so mad an act” [10, c. 130].
YTiM came Len KOHCTUTYEHT BUSBIISETLCA HaMnpo-
Yy NOTYXXHUM i BMSIMBOBUM.

3a Bny4yHuM crocTepexeHHsMm J1. [leHcoHa,
“omBHMM BNNWB” natoHa nepenwoB o PidiHo,
SKkun nepegas noro Lekcnipy, siknii 3apasvB Ma-
noro Binni Mo3a; coHeTn go Binni 3apaxatoTb
Bxe deminizoBaHoro Cipina pema, sikmin 3ama-
HIOE crnoyaTky EpckiHa, a noTim i Hapatopa Ao
TaeMHoro korna; EpckiH BMupae — no cyTi, Big Ty-
OepKynbo3y nereHiB — ane kHura, B SKill BCe Le
3acpikcoBaHo, “lNopTpeT mictepa B. I'.” Hece 3ry6-
HUA BNNMB Yy mManbytTta [5, c. 989]. TobTo cama
HoBena € Tie haTanbHOK KHUIMOK, sika 3MiHIOE
XUTTA. 3a BU3HAYEHHSAM niTepaTypo3Hasus J1. [Jo-
yniHr, “dartanebHa kHUra” € dpatanbHO He vepes
il cuny ogpasy x BOMBaTK, a Yepes ii 3gaTHICTb
3MiHOBaTK nioacbki goni [8, ¢. 163-164]. Ak npo-
OEMOHCTpYBaHO Ha npuknagi bGiorpadii O. Ban-
nbda, [oNs camoro asTopa 3MiHunacsa Kapau-
HanbHUM YMHOM.

MicTnyHa CyTHICTb Ui€i paTanbHOCTI nonsrae B
TOMy, LLIO BOHA MepefaeTbCs Bif OAHIET NIOOMHU
0o iHwol. MNpu ubomy B Teopil 0OAHOYACHO MOXe
OyTn Tinbknm opguH apgent. 3rigHO 3 riNOTe30t0
B .E. KoreHa, ictopis Binni Mo3a Habyna wma-
TepianbHOro BUrNsay B nucTi, TO6To cTtana Bnac-
HICTIO, SIKa MOXe HanexaTu nuLle OOHIN NIANHI, i
Ky MOXHa nepefdasaTu Big oOaHiei ocobu fo
iHWOI, ane He MOXHa po3ginutn [4, c. 228-229].
KoxxHuin 3 repoiB crnoigye Teopito TiNbkn 40 TOro
MOMEHTY, MOKWN BiH Heto Bonogie. Konum X BiH ne-
penae 1i iHWIin noauvHi, BiH BTpayae Bipy. Hasep-
HEeHHs1 ofHiel NAnHW oapasy X Npu3BoAUTb [0

BiACTYMHMLUTBaA nonepeaHboro BriacHuka. Ha oc-

HOBi LMX apryMeHTiB, MOXHa 3poOUTU BUCHOBOK

npo Te, WO igei, AKi cnoBigytoTb MpuBaTHO, He

MOXYTb CMOBigyBaTUCA BCiM 3arasiom.

Moganblue XWUTTS HOBENW CBIgYUTL NPO npa-
BOMIpHICTb Takoro nigxogy Ao ii TiymaveHHs. Xy-
OOXHIN TBIp, YKOPiHEHWA B iNt03ii, CTBOPIOE ii i Ha-
Oae 1 NOTYXXHOro iMMNyNbCy AN NOAansbLIoro pos-
roptaHHs. [lpuMmipoMm, OOCTEMEHHO BIAOMO, LLUO
nopa Anbtpen Oyrnac, skui 3irpaB haTanbHy
porb Y XUTTi NMMCbMEHHWKA, HACTINbKX NOBIPUB Y
Buragky O. Bannbga, wo Buagas y 1933 p. KHUry
nig NpOMOBUCTOK Ha3Bow “CrnipaBXHs icTopid
LLIEeKCNipIBCbKMX COHETIB”.

HacamkiHeub BapTo Haronocutu, wo Ockap
Bannbg BUMKOPUCTOBYE BKpaW UikaBy W opwu-
riHanbHy NMCbMEHHWLbLKY cTpaTerito. BiH noeaHye
BUMMCESN, AomMuceNn 3 dakTorpadivyHumMm MmaTe-
pianom i umtatamn 3 LlekcnipoBux TeKCTIiB, SAKi
CYMNPOBOKYE KOMEHTapsIMKU, BKMageHUMM B yCTa
TPbOX OCHOBHMX MepcoHaxiB Hosenu. Came ue
fae nigcrasm posrnagatv Hoseny “lNopTpeT Mmi-
ctepa B. I.” sk 6nncKyumin 3pasok giKLiHOI LUekK-
cnipiaHn. TMMCbMEHHUK AOMMCIIIOE iCTOpIto CTO-
CyHkiB Mix Lekcnipom Ta ['t030M i NponoHye Hag-
3BUYAMHO LiKaBy iHTepnpeTauito no4vyTTs noeta
00 noguHW, aky BiH 3mantoBaB B obpasi KOHaka.
Mpn ubomy BuMKcen Bawnnbga opraHivyHO ne-
penniTaeTbCs 3i CTUXIE PaKTy, afxe aBTOp HO-
BENWM MOCTIMHO 3BEpPTaETbCs A0 iHdopmauii 3
biorpadii Benmkoro bapaa i TEKCTIB MOro COHETIB.
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BopuckuHa K. B. loaTka BbIMbICNa U cTpaTernsa Xy[AoXeCTBEHHOM pernpe3eHTauumu LUEeKCnupos-
ckoro cnoBa B HoBene O. Yaunbpga “Moptpet muctepa B. X.”

B cmambe npedcmasneHbl 0CObeHHOCMU Xyd0XXeCcmeeHHOU pernpe3eHmayuu WeKCnuUpoB8cKozo crioea u
asmopcKozo 8biMbicria 8 Hosesne “lNMopmpem mucmepa B. X.” O. Yalnsda. lNokazaHo, 4ymo 8 xydoxecm-
8EHHOM [POCMpaHcmee Hogessbl codemaromces 08e MPomMuUEOMNOIOXKHbIE CMUXUU: ¢hakmoepaguyecKasi,
npedcmaesneHHas hakmamMu u3 KaHOHUYeckol buoepachuu LLlekcriupa, 80CMOMUHAHUSIMU O MOYHO U38ecm-
HbIX Jluyax u3 e2o OKPYXEeHUS, a makxe yumamamu u OOUHOYHbIMU UMEHaMU U3 WEeKCUPOBCKUX Mbec, U
cmuxusi ebiMbIcria, Komopasi hopMuUpyemcsi Ha OCHO8e Mmpex epyrin 83aUMOCBsI3aHHbIX KOHCMUMY3HMOS:
MamepuarbHoU, OyX08HOU U MUCMUYECKOU.

Knroyeenie cnoea: Ockap Yalnsd, Yunbsm Lllekcriup, Hogesnna, hukmueHocmb, chakmozpaghudHoCmsb,
COHembl.

Boryskina K. The Poetics of Fiction and Artistic Representation of Shakespeare's Words in
O. Wilde's Novel “The Portrait of Mr. W. H.”

The article is devoted to revealing the specifics of literary fiction and the artistic representation of Shake-
speare's words in the novel “The Portrait of Mr. W. H.” by Oscar Wilde. It is shown that the artistic space of
the given novel is formed on the basis of two opposite elements, which are unique in their combination and
give this literary work great intellectual and creative potential.

The first element is factual. It is formed by the facts of Shakespeare’'s canonical biography, certain refer-
ences to the famous people in his surroundings, as well as single quotes and names of characters from Bard’s
plays. The concepts “truth”, “fact”, “evidence” and “proof” form the conceptual sphere of the factual level.

The second element is the realm of fiction. It is justified by a popular in the times of Wilde hypothesis
suggested by Thomas Tyrwhitt, according to which actor William Hughes is the protagonist of Shakespeare’s
sonnets. Fictional background of the novel is based on interrelated constituents, divided into three groups:
material, spiritual and mystical. The key concept of the material sphere is “lie”. This concept applies to the
fake portraits and verbalized through such concepts as “falsehood”, “deception”, “forgery”. The spiritual
sphere is forms a conceptual field of art, the main components of which are such constituents as “literature”,
“poetry”, “acting”, “fancy”, “imagination”. The concepts “mystery”, “secrecy”, “fatality” dominate in the con-
ceptual level of the mystical sphere.

Organic combination of fiction and fact is ensured by a leitmotif of the novel — a strange portrait that played
a fatal role in the fate of two protagonists — Cyril Graham and Erskine. “The Portrait of Mr. W. H.”, where facts
and sonnet substrate are subjected to fiction, can rightly be attributed to fictional Shakespeareana.

Key words: Oscar Wilde, William Shakespeare, story, fiction, factuality, sonnets.



