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3anaAHOEBPOMENCKOro MCKYcCTBa, HayMHas C JApeBHeWwux BpeMeH W 3aKaHumBas
COBpeMeHHOn 3noxoih. Mudonostmdyeckmin obpas kopabnsa, CBOMMW KOPHAMU YyXOAAWMA B
WyMepo-aKKaacKkyto Mudonoruvi, €O BpeMeHeM pa3Bun cobcTBeHHoe o6pa3Hoe none,
KNoYeBble 3/1eMeHTbl KOTOPOro LWWPOKO MpeAcTaB/ieHbl B Pas3fiMYHbIX MNpOU3BEAEHUAX
MCKYCCTBA — OT XWBOMUCUM A0 My3blkM. B 2noxy pomaHTMamMa kopabnb nonydywmn ceoe
XyAOXeCTBEHHOEe BOMJOWEeHNe B ABYX OCHOBHbIX HamnpaB/ieHMsAX: Kak CUMBON 4YenoBeka,
6pocatlero BbI30B nNpupoae, M B KayecTBe CMMBONA OAMCCEN 4YenoBe4vyeCcKOW Aywu Mo
BOJIHAM cyabbbl — o6pas JleTyyero NonnaHaua, opoOpMMBLUMIACSA B €BpPONENCKOM (hoNbkiope B
anoxy Benukux reorpadunyeckmx oTKkpbiTUiA. NpeaMeToM HaCTOSLWEro NCCNefoBaHUsa aBseTCH
n3yyeHme wuHTepnpeTaumnm obpasa kopabns B aHrIo0sa3bl4HOW PpOMaHTUYECKOM Tpaauuuu Ha
MaTepuasne TeKCTOB ABYX KJ/OYEBbIX npeacTaBuTenein »snoxu - «bannagbl o Ctapom
Mopexope» Konpuaxa v «BunageHna Ha mope» Wennn. B xoae peanusauuu nNpepnpuHATOro
nccnenosaHus 6bl1 NCNOb30BaH KOMMAEKC pa3IMyHbIX METOA0B, K YNCY KOTOPbIX OTHOCSATCSA
MeTo[ KOMMapaTUMBUCTCKOro aHanmsa, a Takxe nutepaTypoBefUYeCKUit U NCTOPUKO-KYbTYPHbIA
MeToAbl. HayyHas HOBWM3HA MpeasioXXEeHHONW BHUMaHMIO paboTbl 3aknyvaeTcs B MOMNbITKE
paccMoTpeTb 0COBEHHOCTM XYA0XECTBEHHON 3BOMOUMN MUbONO3TMYEeCKoro obpasa kopabnsa B
MNO33MN AHIIMIACKOINO pOMAHTM3Ma Ha MpuMepe TeKCTOB KJ/K4YEBbIX NpeacTaBUTENEN 3MOXM,
CKBO3b MpPU3MYy COLUMOKYNbTYpPHOW TpaHcdopMaunmm obpasza Ha MNpPOTAXKEHUM cToneTuin. Tak,
«bannaga o Crtapom Mopexoge» (1797) Comwana Tennopa Konpuaxa pa[emoHCcTpupyeT
Tparnyeckoe nnasaHue kopabnsa, kKomMaHAa koToporo obpedyeHa Ha BeuyHble Myku. B cBoto
oyepeab, B «BumpgeHunn Ha mope" (1820) LWennm packpbiBaeTcs o06pa3 CUIbHOroO
YyenoBeYecKkoro Ayxa, BOMIOWEHHOro B kopabne, 4To BCTynaeT B HEpPaBHYK CXBaTKy CO
ctuxmen. B panbHenwem obe TeHAeHUMM HaAWAYT CBOE BOMOWEHME B MHOMOYUCIEHHbIX
XYAOXECTBEHHbIX Mpou3sBedeHunax b6yayuwmx anox, cnocobctBys pa3sutmio obpas3Horo nons
«Kopabnb». [pn >TOM J[AOMMHaHTHON OKaXeTCcsa MMEHHO MWHTepnpeTauus, npeanoXeHHas
KonpuaxemM.

KnouesBble cnoBa:

o6pas, nossunsa, nutepaTtypa, poMaHtnaM, Konpuax, LLlennun, obpasHoe none, MHTepnpeTaumns,

NeTtyunin Fonnanaeu, aHrAMNCKMUE NO3Thl

In the art of late XVIII - first half of XIX cent. marine art emerged full blown. According to
some scientists (Khorvat, 1973) that was in Romanticism where the topic “was fully

explored.” The immense vast of ocean, mysterious depths, unruly power of sea and a lonely

sailing-ship became one of the most attractive artistic images capable to convey

allegorically the thoughts and feeling connected with the new epoch advent (Callaghan,

2022). One of the Russian art experts (Chekalov, 2005) mentions, the image of sea “is

closely associated with Romanticists’ favourite circle of ideologemes: the cult of loneliness,

internal reflection, the man’s travails, overcoming difficulties, and the most important - the

cult of freedom.”

Among some brightest illustrations embodying the Romantic worldview is the work of an
early Romantic German artist - Kaspar David Friedrich and one of his major paintings “The
Stages of Life” in particular. Five sails depicted on the canvas correspond with five human
figures: children, a married couple and the old man. Shown against the sunset, they
symbolize rigorous time evoking sharp grief and helplessness in front of Kronos power,
which is on the masterpiece of a painter-philosopher is embodied in the sea form.

The hymn to the sea sounds in numerous poems created by Romanticists. Exemplary are
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the lines of an Irish poet Thomas Moore and the last verse of the fourth canto of Byron's
“Childe Harold’s Pilgrimage”: “"Solemn address to the sea” at the end of the poem creates
the image of unruly power symbolizing “uncontrollable laws of eternal movement of life...”
(Yelistratova, 1973). Opposing the ocean to the man, the poet develops this artistic image
transforming it in the symbol of Universe. In poetic cycles “"The North Sea” by Henrich Heine
preaching “the open-mindness, spiritual renewal..., courage in front of storm” (Berkovskiy,
2001) a similar idea is conveyed. Futility of man’s struggle against nature is revealed in
another poem of Heine - “"The Storm”. The lines glorifying the might of sea in “Thalatta” are
full of delight.

Russian literary historian Tatyana Strukova analyzing various codes used by the
representatives of the sea novel, the genre formed in Romantic literature, points at the
embodiment of the image of sea in such philosophemes as “ocean - man, ship - world.”
(Strukova, 2001) Applying this approach to the mythopoetic image of ship it is possible to
figure out two key metaphors connecting the man and the sea vessel in Romanticism: ship
- the hero’s internal world and ship - human destiny. So, if the first is revealed in numerous
poems and novels glorifying the man’s free spirit, his longing to break the rules and laws to
enjoy the unbound existence, the other is illustrated by one of the most peculiar
transformations of the image of ship - the Flying Dutchman which, along with the Noah’s
Ark and the Ship of Fools, has become one of the dominating images of the Western-
European art (Makarova, 2021).

The detailed study of two pieces of Romantic literature considered allowed to investigate
the peculiar symbolism of the poems by Coleridge and Shelley revealing the special role the
image of ship plays in both of them.

In 1797 the English reading public was offered the first literary adaptation of the Dutch folk
legend in which it turned out to be a story with much more profound message than that
traditionally associated with an old sea tale (Makarova, 2021). One of the most prominent
representatives of the so called “Lake school” Samuel Taylor Coleridge published “The Rime
of the Ancient Mariner” in which a popular story was transformed into the allegory of the
human’s life.

As the poet admitted himself, "The Rime” was written by him instead of “Wanderings of
Cain” thus “throwing light on possible biblical motives and allusions.” (Coleridge, 1974) The
poem included in the first edition of “Lyrical Ballads” (1798) also comprising the works of
Wordsworth (the author of one of the opening lines of "The Rime” - “He holds him with his
glittering eye”) was supposed to be its title poem. However, two years later, in the edition
of 1800, Coleridge’s ballad was relocated from the first place to the twenty-third one, which
was probably the result of numerous negative reviews. Wordsworth was finally forced to
admit: MThe Ancient Mariner’ has upon the whole been an injury to the volume, I mean that
the old words and the strangeness of it have deterred readers from going on” (Brawley,
2014).

In the ballad stylized in the folk legend well known to the poet from “Reliques of Ancient
English Poetry” by Thomas Percy (1765) with its unique metre and songful intonation
introduces the mysterious personality of the Mariner - the character of the same Romantic
kind as, Cain, for example. As it follows from the poet’s journal of that time, while working
on his ballad Coleridge was mainly busy with creating the “epic story of the origin of evil in
Milton’s manner. He was reflecting on the conflict of belief and sense, God and Nature,
mechanic and transcendental world view, about the mysteries of life and pangs of
conscience” (Gorbunov, 2004).
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“"The Rime”s narrator is the Old Mariner “'by thy long grey beard and glittering eye” racked
with remorse for the atrocity committed in youth - the shooting of a sacred bird of the seas
- the albatross. According to Professor Dyakonova, the Rime “represents the research on
the soul and contrasting psychological states” (Dyakonova, Yakovleva, 1987) showing to the
reader the odyssey taken by the protagonist, which description is to depict “spiritual
torments of the man overwhelmed with the repentance in the committed crime and the
realization of its finality”. In his turn, the author of the monograph devoted to the
philosophical aspects of Coleridge’s poetry, the researcher from Cambridge Ewan Jones
interprets the slaving of the albatross as “a denial of the natural or ‘ordinary’ word, a
frustration with its finite and... tautological aspects”. (Jones, 2014) According to some
American literary critics (Brawley, Williams, Watson) the shooting of the bird is the
metaphor of the Fall: "Shooting the albatross, the Mariner destroys the mistily pleasurable
community of sailors and bird” (Williams, 1995). In her monograph “Art of Darkness” Anne
Wi illiams points at the first case of Coleridge’s use of the first person “I” in the line “I shot
the ALBATROSS” as a sign of the separation from unity, the evidence of the first
independent deed of the main character (Williams, 1995). Its price is the voyage of a
doomed ship symbolizing the purge after having broken the taboo.

The Mariner's confession to the Wedding-Guest overwhelmed with the hilarity and not
willing to despond though at the same time enchanted by the burning sight of the old man,
changes the life of a young fellow also influencing the reader’s state of mind. The necessity
to reflect in order to learn the truth was of primary importance for Coleridge rigorously
postulated by the poet in his essay: “There is one art of which every man should be master,
the art of reflection. If you are not a thinking man, to what purpose are you a man at all? In
like manner, there is one knowledge, which it is every man’s interest and duty to acquire,
namely, self-knowledge.” (Coleridge, 1839)

The story of the Mariner in which he tells about his fatal voyage to the Equator comes to
the foreground in the ballad. Recollecting those days he says that the crew firstly judging
the slaving of an albatross soon justified him thus sharing his guilt for the sacred bird’s
spilled blood. As a punishment, the ship stopped its move. Not willing to admit their fault,
the crew blamed the Mariner. The vessel that soon appeared on the horizon turned out to
be a ghost boat on which Life and Death were playing human souls in dice. The Mariner
stayed alive while others turned into half-decayed corpses. The ship continued its move
though without wind and the steersman, and while it was sailing the mariner was revealing
the beauty of the surrounding world blessing God’s creation. Since that moment every night
the deadmen would take on life to fall on their duties. In the verses given below Coleridge
literally retells the content of a classical variant of the fable about the Flying Dutchman. At
dawn, they start praying and then sink into a sleep to restart their labour the next night.
On completing the time period, when the Mariner sees the native seashore, the crew
receives mercy, while the Mariner himself is rescued on the boat of Hermit who becomes the
first person to whom he purifies his heart. As Dyakonova claims, the “fantastic episodes of
the ballad symbolize... the stages in the development of the human soul, its inevitable falls
and the final victory over its dark powers.” (Dyakonova, Yakovleva, 1987)

“The Rime of the Ancient Mariner” full of “dualism, the unsolvable play on contrasts - chaos
and harmony, natural and supernatural, water and air, the Sun and the Moon, unexpected
blessing, the loss of God and Grace of God” (Gorbunov, 2004), showed to its readers a new,
Romantic, odyssey to secret depths of human soul. According to the British literary critic G.
Beer, everything that was created by Colerdidge (and in this respect, "The Rime” is a bright
example) “was done with the ultimate aim of solving the riddle of the universe and the
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puzzle of man’s role within that universe.” (Beer, 1986)

The ballad of the Lake poet greatly influenced subsequent interpretations of the Dutch folk
legend. Firstly, the manner in which the captain used to be portrayed changed radically -
from a heartless drunkard he turns into a man with deep emotional stress, a complex
personality with tragic fate. Secondly, more attention is now paid to the atmosphere
prevailing on board, expectations and passions of the cursed crew. Thirdly, the motives of
repentance, and hope for mercy and salvation have become much stronger.

Now let us proceed to the second poem - “A Vision of the Sea” by Percy Bysshe Shelley,
which tells the story of a devastating shipwreck. This “gruesome chronicle of a doomed
ship’s voyage” (McEathron, 1994) which evokes the tragic death of the author in a sudden
storm off the coast of Spezia at the age of 29 two years later when his boat went down,
was deliberately left incomplete “with the addition of ‘Whilst - ’ to the fair copy
emphasizing fragmentation (Mayer, 1979). As stated by Marry Shelly, the poem was
composed at Pisa in 1820, though, as Elsie Mayer claims, “the poem had its genesis not at
Pisa but at Livorno in the summer of 1819” (Mayer, 1979) and was then published with
“Prometheus Unbound.” For the Shelleys that period of time was full of grief and sorrow -
they arrived at Livorno on June 17, 1819 only eight days after their son’s death presumably
of cholera or typhoid infection. “The Shelleys’ anguish at William’s death... resound in “A
Vision of the Sea”. Shelley’s counterpart in the poem to Mary grieving over William is the
panic-stricken woman clasping a child against her breast as death encroaches in the form of
the rising sea.” (Mayer, 1979)

McEathron in his paper “Death as ‘Refuge and Ruin’: Shelley’s ‘A Vision of the Sea’ and
Coleridge’s ‘The Rime of the Ancient Mariner” (McEathron, 1994) mentions that “for ‘A Vision
of the Sea’ Percy Shelley adopted from Coleridge’s poem not only the governing aesthetic
and the ocean setting but particular images and plot details; a pestilent sea, the grisly
death of the crew, a fearful and desperate solitude” (read about the retentive memory of
Shelly in Crook, 2024). The poet fascinated by Coleridge’s Mariner, one of his favourite
poems, which he enjoyed reciting aloud, was largely “captivated by its supernatural
elements” (McEathron, 1994). However, as the researcher states, the poet's “greater
interest was in the excruciating existential crisis faced by the Mariner in his solitary
confrontation with death and approaching divine judgment.” (McEathron, 1994)

Though the poem “comes with little in the way of historical and critical context” (McEathron,
1994), there is a number of attempts to place it in both the Romantic context as a whole
and the Shelleyan one in particular. For example, in the article mentioned above, its author
analyzes the way Shelley echoes Coleridge arguing with the evangelical Christianity of his
ballad and, what is much more important, expressing his own thoughts about the death’s
significance. The poem, which can be regarded in many ways, as, for example, the
treatment of man vs. nature, the construction of an alternative metaphysical framework or
even the articulation of the author’s sense of human spiritual isolation, is open to more
upcoming interpretations. Here, we would like to focus on the way the poet reflected on the
idea principal for the Romantic worldview - the one of everlasting hope (Cohen-Vrignaud,
2024) and will which is embodied in the key image of the poem - the wrecked ship, and
unite it with a famous Romantic painting which appears to be the best ever illustration of
the verse.

The canvas created a year before — “The Raft of the Medusa” by a French artist Théodore
Géricault, evidently stands shoulder to Shelley’s poem. The masterpiece, which will be so
much echoed in “Vision” a year after, was created in memory of the tragedy that took place
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on July 2, 1816. In Géricault’s artistic interpretation the raft, which turned out to be the
only shelter for the cast adrift, is transformed into the symbol of the man’s strong belief to
survive in any circumstances. The timber painted by Gericault with no less accuracy as the
figures of the miserables symbolize their firm hope for the rescue though shaken by the
accident. The painting first exhibited in depicts the favourite metaphor of an English
Romanticist which opens his unfinished poem, is “life as a voyage over a dangerous sea of
time - mortality” (Reiman, 1962). The same fierce storm in which grip we will then see the
Shelly’s persona tortures the victims portrayed on Géricault’s canvas a year before. The
atmosphere of despair and inevitable death penetrates into both works’ worlds. Similarly to
the outlives from the Medusa’s raft who symbolize the firmness of the man’s spirit, the
mother saving her child in Shelly’s Vision serves as a symbol of faith and hope.

The image of the twin tigers at first bringing back the one created by William Blake soon
turns out to be no more “burning bright” or boasting “fearful symmetry” - instead, with
“radiance of fear” in their eyes, Shelley’s tigers “stand rigid with horror” forced to accept
“the brutal finality of their struggle for survival” (McEathron, 1994). Helpless to fight the
stormy sea wild animals are overshadowed by the fragile woman finding support in the
piece of the wrecked ship - that is her who shows “supreme animating energy and vitality”
(McEathron, 1994) which drive her to start seemingly pointless fight against alien
environment in order to save her dear child. Thus, the image of a little human drowning
amidst the raging sea embodies the central idea of Romantic movement as a whole - the
one of unbroken human spirit in the poem symbolized by the piece of the wrecked ship
which is the only capable of saving the mother and her child.

So, in both pieces of art, the painting by Géricault and the poem by Shelley, the ship is
introduced as a “deep metaphor” - the term used by a prominent Russian philologist
Vladimir Toporov (Toporov, 1995) while analyzing the poetic complex of sea and its
psychophysiological basics in the literature of Romanticism. The vessel, whatever shape it
takes, symbolizes the powerful human nature for which exist no boundaries or obstacles,
the spirit strong enough to survive in any wreck. The interpretation suggested by Shelley
and Géricault turned out to be in tune with a new tendency in artistic comprehension of this
mythologeme, according to which the ship was now associated with the man’s strong and
unbound nature.

To sum everything up, we would like to mention one more literary interpretation of ship in
Romantic literature, now created by a German writer - the poem “Salas y Gomez” by poet
and botanist Adalbert von Chamisso. The sea voyage depicted by Chamisso nine years after
Shelley portrayed his vision of ship, is connected with the author’s life experience - a
round-the world scientific expedition on board of Russian “Rurik”. The poem introduces two
major lines characteristic of German Romanticism: the relationship of man and nature, and
the image of ship as a symbol of destiny. Chamisso brightly introduces the stages of the
hero’s transformation - from the fear of staying alone on a desert island far from the
society, to the disgust at the thought of returning to civilization. Here, the image of ship
has several symbolic interpretations. Firstly, it embodies the protagonist’s hope for bright
and prosperous future, he is dreaming to have after his return with goods from India. The
storm rising amidst the open sea dramatically changes the symbolism of ship turning it into
the symbol of death waiting in deep waves. Having found himself on a desert island, the
main character sees his broken ship as a black spot stuck between rocks, unable to move -
now it symbolizes despair and loneliness. After some time spent on the island, the man
sees a new ship sailing on the horizon. Longing for reuniting with the society, he rushes to
the vessel, waving to people on board. Now, ship becomes the symbol of hope. However,
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soon the main character realizes that all his efforts are in vain, so from now on ship
becomes the symbol of doom. This interpretation of ship changing its symbolism through
narration echoes the one introduced by Daniel Defoe in his “Robinson Crusoe” and
embodying the spirit of Enlightenment. Created a hundred years before the Chamisso’s
poem, as well as the poems by Coleridge and Shelley, it reveals deep symbolism of this
mythologeme, though, it is already subject of another research.

The poems by Coleridge and Shelley introduce both directions of the image development in
the literature of Romanticism: while “The Rime of the Ancient Mariner” spotlights the
mysterious wanderer and his deathly crew, “"A Vision of the Sea” reveals the image of a
strong human spirit embodied in the ship struggling against the storm. So, if the ship in
Shelley’s “Vision of the Sea” shows the ship as a symbol of a man freed of the boundaries
of natural life, brave to challenge its laws, who strives to overcome its prejudices, the ship
in Coleridge’s "Rime of the Ancient Mariner” highlights the image formed long before in
European folklore and symbolizing the odyssey of human soul across the sea of fate.
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Pe3ynbTaTbl Npoueaypbl peleH3MpoBaHUs CTaTbU

B cBSA3M C MOJANTUKON [ABOHHOrO CJIENOro pPEeLEH3UPOBAHUS JIMYHOCTb PELEH3EHTa HE
packpbiBaeTcs.
Co CcrnMCcKOM peLEeH3EeHTOB U34aTe/IbCTBA MOXHO O3HAKOMUTbCS 34ECh.

MpeamMeTOoM MccnenoBaHWA B peleH3upyeMmol paboTe saBnseTca obpa3 kopabnsa B no3a3umu
QHIIMNCKOro poMaHTU3Ma. MaTepmanom nccnenoBaHus NOCAYXWUAM MO3Mbl @HFIMACKNX NO3TOB
Mepcu buwun Wennu «BuaeHne Ha Mope» (1820) u Camiwana Konbpuaxa «bannaga o Ctapom
Mopexoae» (cnepyeT OTMETUTb, YTO AaHHOE Ha3BaHue MNpeacTaB/ieHO aBTopoM(aMu), HaM xe
BCTpe4yanocb 3TO nNpoulBeneHne noh HazBaHueMm «CkasaHue 0 cTapoMm mopexone» (aHrn. The
Rime of the Ancient Mariner)). AkTyanbHocTb paboTbl onpeaenseTrcas Heob6X0AWMMOCTbIO
yrny6néHHoro usyyeHmsa CMMBOJIMYECKOrO coAepXaHusa MudonosTmyeckoro obpasa kopabns
B MO33MM aHIMIMMACKOroO pOMaHTM3Ma Kak 3Hadymmoro dparmeHTa 3anagHOeBpOMNENCcKoM
KylbTypbl B UENOM U nAuTepaTypbl B 4YaCTHOCTU: <«..MOXHO BblAENNUTb ABe€ KJK4YeBble
MeTadopbl, CBA3blBalWMe 4YesnoBekKa M MOpCKOoe CyAHO B poMaHTM3Me: Kopabnb Kak
BHYTPEHHUI MUP repos n kopabnb Kak yenoseyeckas cyabba».

TeopeTnyeckoi 6a3o0M Hay4dyHoOUW paboTbl MOCAYXMUAU TPyAbl TaKMX POCCUNCKUX M 3apybeXxHbIX
nccneposatenei, kak T. CtpykoBa, H. bBbepkoBckuii, B. Tonopos, H. [ObskoHoBa wun TI.
Akosnesa, A. EnuctpaTtoBa, K. Yekanos, K. XopsaT, D. Reiman, Ch. Brawley, J. Jones, S.
McEathron un ap. Bubnunorpadusa coctaBnsetr 17 WCTOYHMKOB, COOTBETCTBYeT cneuunduke
M3y4yaeMoro npeameTta, cogepxaTesibHbiM TpebOBaHMAM M HAXOAUT OTpaXKeHue Ha CcTpaHuuax
cTtatbn. OaHako aBTop(bl) COBCEM HE amnMennmMpyrT K Hay4YHbIM TpyAaM, U3gaHHbIM B nocneaHune
3 roga, 4TO He NO3BOSIAET CyAUTb O peasibHOW CTENEeHW M3YYEHHOCTU AaHHOW npobnembl B
COBpPEMEeHHOM Hay4yHoM coobuecTBe.

MeToponorma wuccnenoBaHWs onpejesieHa MoCTaB/IEHHOW uenbl («n3ydnmtb cBoeobpa3Hbii
CMMBOM3M npousBegeHun Konbpuaxa un Wennn, onpegennts B HUX posab obpasa kopabns»)
M HOCWUT KOMMJIEKCHbIN XapaKTep: NpuUMeHsATcs obuleHayyHble MeToAbl aHanm3a W cuHTesa,
onuncaTesnbHbIN mMeToa, WHTeprnpeTaTUBHbIN aHanus MaTepuana, MeToAbl
JINHFBOKY/IbTYPO/IOrMYECKOr0 aHanM3a W CpaBHUTENbHO-COMNOCTaBUTENIBHOINO aHanmsa, a
Takxe MeToA AWCKYPCMBHOINO aHanmsa, KOTOpbIi npepctaBnsetr coboli COBOKYMHOCTb
B3aMMOCBSI3aHHbIX MOAXOAO0B K M3YYEHWUI AUCKYpCa U (DYHKUMOHUPYKOLWMUX B HEM S3bIKOBbIX
eAVHUL, KaK U pa3/INYHbIX 3KCTPAIMHIBUCTUYECKMX aCMNeKToB.

AHanum3 TeopeTM4yecKOro ™MaTepuana UM ero npaktmyeckoe o60cCHOBaHMEe MNO3BOSINAMU
aBTopy(aM) NnpMnTM K BbiBOAY O TOM, YUTO «ecnm B nosme lWennu «BuageHne Ha mope» kKopabnb
nsobpaxeH Kak CMMBON 4efnioBeka, CBO6OAHOro OT OrpaHWMYeHWI 3eMHOro CylecTBOBaHMUA,
xpabporo, 6pocarwuwero BbI30B €ro 3akoHaM, CTPEMSALLErocsa NpeoaoneTb Nnpeapaccyaku, To B
nosme «CkasaHue o0 cTapoMm Mopexoae» Konbpuaxa kopabnb .. CMMBOAM3UPYET OAMCCEID
yenoBeyeckon Aywun B Mope cyabbbi».

TeopeTnyeckasas 3HAa4YMMOCTb M MpakKTMyeckas LEHHOCTb MCCNefOoBaHWs 3aK/al4yalTcsa B ero
BKNage B M3y4yeHMEe W UHTEpnpeTaunto CUMBONMYECKUX 06pa3oB B MNO33UM aHMIMACKOrO
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pOMaHTM3Ma, a TakKXe B BO3MOXHOCTU WCMONIb30BaHWUS €ro pes3ynbTaToB B MNOCIeAyrLWwmnx
Hay4HbIX WM3bICKAHUSIX MO 3asiBJIEHHOW npo6sieMaTMke M B BY30BCKMX KypcaxX MO Teopuu
NMTepaTypbl, IMHIBOMNO3TUKE, CTUJIUCTUKE XYAOXECTBEHHON peun, CTUXOBEAEHMU0 1 ap.
MpeactaBneHHbli B paboTe MaTepuasl UMEET JSIOTMYECKU BbLICTPOEHHYI CTPYyKTypy. CTunb
M3/T0XKEHUA COOTBETCTBYET Tp€60BAHUSAM HAaYYHOrO OMNMUCaHUA.

CTaTbs MMeeT 3aBepLIEHHbIA BMUA; OHa BMNOJSIHE CaMOCTOsiTeNlbHA, OpPUrMHalibHa, 6yaeT nonesHa
IWUMPOKOMY KpYry NuL M MOXeT 6biTb PEKOMEHAOBAaHa K Nyb6/MKauMM B HAy4YHOM XypHane

«Litera».
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