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Öåëüþ äàííîé ñòàòüè ÿâëÿåòñÿ ðàññìîòðåíèå âîçìîæíîñòè
ïðèìåíåíèÿ òåîðèè êîíöåïòóàëüíûõ ìåòàôîð (ïàðàäèãì îá-
ðàçîâ) ïðè ëèíãâîïîýòè÷åñêîì àíàëèçå ïîýòè÷åñêèõ ïðîèçâå-
äåíèé. Ïîêàçàíî, ÷òî çíàíèå òîãî, êàê êîíöåïòóàëüíûå ìåòà-
ôîðû (ñâÿçàííûå ñ ïîíÿòèÿìè «æèçíü» è «ëþáîâü») ôóíêöè-
îíèðîâàëè è ðàçâèâàëèñü â àíãëèéñêîé ïîýçèè íà ïðîòÿæå-
íèè âåêîâ, îáðàçóÿ ïàðàäèãìû îáðàçîâ, ìîæåò ïîìî÷ü ãëóáæå
ïðîíèêíóòü â ñîäåðæàíèå ïîýòè÷åñêîãî òåêñòà. Ëèíãâîïîý-
òè÷åñêèé àíàëèç ñ ó÷åòîì ïàðàäèãì îáðàçîâ äåìîíñòðèðóåòñÿ
íà ìàòåðèàëå äâóõ ïîýòè÷åñêèõ òåêñòîâ: ìîíîëîãà Ìàêáåòà èç
îäíîèìåííîé òðàãåäèè Øåêñïèðà è ñòèõîòâîðåíèÿ Òîìàñà
Õàðäè.

Êëþ÷åâûå ñëîâà: ëèíãâîïîýòè÷åñêèé àíàëèç, îáðàç, êîí-
öåïòóàëüíàÿ ìåòàôîðà, ïàðàäèãìà îáðàçà, èíâàðèàíò.

Âîñïðèÿòèå õóäîæåñòâåííîãî (ïîýòè÷åñêîãî) òåêñòà ïðåäñòàâëÿåò ñîáîé ñëîæíóþ
ïðîáëåìó, òàê êàê ñëîæíûì è ìíîãîîáðàçíûì ÿâëÿåòñÿ ñàì ïðåäìåò èçó÷åíèÿ. Êàê
íåîäíîêðàòíî îòìå÷àëîñü èññëåäîâàòåëÿìè, àäåêâàòíîå âîñïðèÿòèå äîñòèãàåòñÿ ïî-
ýòàïíî, ïðè÷åì êàæäûé íîâûé ýòàï ìîæåò áûòü âûäåëåí è ðàññìîòðåí êàê ñàìîñòîÿ-
òåëüíûé àñïåêò èññëåäîâàíèÿ. Íà êàôåäðå àíãëèéñêîãî ÿçûêîçíàíèÿ ôèëîëîãè÷åñêî-
ãî ôàêóëüòåòà ÌÃÓ áûëî ïðåäëîæåíî ðàçãðàíè÷èâàòü äâà ïîäõîäà ê òåêñòó õóäîæå-
ñòâåííîãî ïðîèçâåäåíèÿ: ëèíãâîñòèëèñòè÷åñêèé è ëèíãâîïîýòè÷åñêèé. Ëèíãâîñòèëè-
ñòè÷åñêèé àíàëèç (âêëþ÷àþùèé â ñåáÿ äâà óðîâíÿ: ñåìàíòè÷åñêèé è ìåòàñåìèîòè÷åñ-
êèé) ÿâëÿåòñÿ ëèøü ïåðâûì, ïðåäâàðèòåëüíûì ýòàïîì èçó÷åíèÿ õóäîæåñòâåííîãî
òåêñòà è çàêëþ÷àåòñÿ â áîëåå èëè ìåíåå ôîðìàëüíîì åãî îáñëåäîâàíèè. Ýòîò óíèâåð-
ñàëüíûé ìåòîä ìîæåò áûòü ïðèìåíåí ê ëþáîìó ïðîèçâåäåíèþ ðå÷è, íåçàâèñèìî îò
ðåãèñòðà [1]. Ëèíãâîïîýòè÷åñêèé àíàëèç – ýòî ïðèíöèïèàëüíî èíîé ïîäõîä ê òåêñòó,
«âûÿâëÿþùèé óíèêàëüíîñòü ñëîâåñíî-õóäîæåñòâåííîãî òâîð÷åñòâà, âûäåëÿÿ åãî èç
âñåãî ìíîãîîáðàçèÿ ôóíêöèîíàëüíûõ ñòèëåé ðå÷è» [2, ñ. 8]. Ïðåäìåòîì ëèíãâîïîýòè-
êè ÿâëÿåòñÿ «ñîâîêóïíîñòü èñïîëüçîâàííûõ â õóäîæåñòâåííîì ïðîèçâåäåíèè ÿçûêî-
âûõ ñðåäñòâ, ïðè ïîìîùè êîòîðûõ ïèñàòåëü îáåñïå÷èâàåò ýñòåòè÷åñêîå âîçäåéñòâèå,
íåîáõîäèìîå åìó äëÿ âîïëîùåíèÿ åãî õóäîæåñòâåííîãî çàìûñëà» [1, ñ. 20]. Ðàçëè÷-
íûå ýëåìåíòû ÿçûêà, îêàçûâàÿñü â ñôåðå ñëîâåñíî-õóäîæåñòâåííîãî òâîð÷åñòâà, ïðè-
îáðåòàþò íîâûå ñâîéñòâà, âûÿâëÿÿ îáúåêòèâíî çàëîæåííûå â íèõ âîçìîæíîñòè ýñòå-
òè÷åñêîãî âûðàæåíèÿ. Öåëü ëèíãâîïîýòè÷åñêîãî àíàëèçà ñîñòîèò â òîì, ÷òîáû âûÿñ-
íèòü, «êàê òà èëè èíàÿ åäèíèöà ÿçûêà âêëþ÷àåòñÿ àâòîðîì â õóäîæåñòâåííóþ îðãàíè-
çàöèþ ïðîèçâåäåíèÿ, êàêèì îáðàçîì òî èëè èíîå ñî÷åòàíèå ÿçûêîâûõ è ñòèëèñòè÷åñ-
êèõ ñðåäñòâ ïðèâîäèò ê ñîçäàíèþ ýñòåòè÷åñêîãî ýôôåêòà» [1, ñ. 20].
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Îäíèì èç öåíòðàëüíûõ ïîíÿòèé ëèíãâîïîýòèêè ÿâëÿåòñÿ «îáðàç», êîòîðûé ìîæíî
îïðåäåëèòü êàê «óñòàíîâëåíèå â òåêñòå ïîýòè÷åñêîãî ïðîèçâåäåíèÿ íåïðÿìîé, àññîöè-
àòèâíîé ñâÿçè ìåæäó íåñõîäíûìè ïðåäìåòàìè, ÿâëåíèÿìè èëè ñèòóàöèÿìè ñ öåëüþ
îáåñïå÷åíèÿ ýñòåòè÷åñêîãî ýôôåêòà, íåîáõîäèìîãî äëÿ âûðàæåíèÿ íåêîåãî õóäîæå-
ñòâåííîãî ñîäåðæàíèÿ» [2, ñ. 9]. Ìîæíî ñ÷èòàòü, ÷òî îáðàç çàíèìàåò ïðîìåæóòî÷íîå
ïîëîæåíèå ìåæäó ñîäåðæàíèåì òåêñòà è åãî ÿçûêîâûì âûðàæåíèåì, îáåñïå÷èâàÿ
íåîáõîäèìóþ ñâÿçü ìåæäó ýòèìè àñïåêòàìè õóäîæåñòâåííîãî ïðîèçâåäåíèÿ.

 Òðàäèöèîííî ñ÷èòàåòñÿ, ÷òî ïîýòè÷åñêèå îáðàçû, ÿâëÿÿñü ïëîäîì ïîýòè÷åñêîãî
âäîõíîâåíèÿ ïîýòà, óíèêàëüíû è íåïîâòîðèìû. Äî íåäàâíåãî âðåìåíè ïðè èçó÷åíèè
îáðàçîâ óïîð äåëàëñÿ èìåííî  íà èíäèâèäóàëüíîñòè òâîð÷åñêîãî àêòà. Îäíàêî íàðÿäó
ñ ýòèì èññëåäîâàòåëÿìè âûñêàçûâàëàñü ìûñëü î ïîâòîðÿåìîñòè â ëèòåðàòóðíûõ ïðî-
èçâåäåíèÿõ îáðàçîâ, ìîòèâîâ, ñþæåòîâ è òèïîâ [3]. Êàæäàÿ íîâàÿ ýïîõà «ïî-íîâîìó
èíòåðïðåòèðóåò óæå èçâåñòíûå îáðàçû, ïðåäëàãàÿ èõ íîâûå ìîäèôèêàöèè è êîìáèíà-
öèè» [4, ñ. 1]. Ïî óáåæäåíèþ Í.Â. Ïàâëîâè÷, «êàæäûé ïîýòè÷åñêèé îáðàç ñóùåñòâóåò
íå ñàì ïî ñåáå, à â ðÿäó äðóãèõ – âíåøíå, âîçìîæíî, ðàçëè÷íûõ, íî â ãëóáèííîì
ñìûñëå ñõîäíûõ îáðàçîâ – è âìåñòå ñ íèìè ðåàëèçóåò íåêèé çàêîí, ìîäåëü èëè…
ïàðàäèãìó» [5, ñ. 14]. Òåðìèí «ïàðàäèãìà îáðàçà» èñïîëüçóåòñÿ åþ â äâóõ çíà÷åíèÿõ:
êàê «èíâàðèàíò ðÿäà ñõîäíûõ îáðàçîâ, êîòîðûé ñîñòîèò èç äâóõ óñòîé÷èâûõ ñìûñëîâ,
ñâÿçàííûõ îòíîøåíèåì îòîæäåñòâëåíèÿ» [5, ñ. 14]   è «ìíîæåñòâî îáðàçîâ, â êîòîðûõ
ýòîò èíâàðèàíò ðåàëèçóåòñÿ» [5, ñ. 53]. Â ïåðâîì çíà÷åíèè «ïàðàäèãìà îáðàçà» ñîïîñ-
òàâèìà ñ «êîíöåïòóàëüíîé ìåòàôîðîé» (“metaphoric concept”) Äæ. Ëàêîôôà è
Ì. Äæîíñîíà, êîòîðûå âûäâèíóëè òåçèñ î ìåòàôîðè÷íîñòè ÷åëîâå÷åñêîãî ñîçíàíèÿ,
ïðîÿâëÿþùåéñÿ â ïîâñåäíåâíîé ðå÷è ïðè ïîìîùè ñòåðøèõñÿ ìåòàôîð [6]. Ïîñêîëüêó
âòîðîå îïðåäåëåíèå Í.Â. Ïàâëîâè÷ áîëüøå ñîîòâåòñòâóåò îáùåïðèíÿòîìó ïîíèìàíèþ
òåðìèíà «ïàðàäèãìà», ìû èñïîëüçóåì èìåííî åãî, íî â íåñêîëüêî èçìåíåííîì âèäå:
«ïàðàäèãìà îáðàçà – ýòî èíâàðèàíò îáðàçà (êîíöåïòóàëüíàÿ ìåòàôîðà) â ñîâîêóïíîñ-
òè ñî âñåìè åãî (åå) ðåàëèçàöèÿìè â ïîýòè÷åñêèõ êîíòåêñòàõ» [4, ñ. 2].

Â äàííîé ñòàòüå ñòàâèòñÿ âîïðîñ î ðîëè è ìåñòå ïàðàäèãì îáðàçîâ â ëèíãâîïîýòè-
÷åñêîì àíàëèçå ïîýòè÷åñêèõ ïðîèçâåäåíèé. Îñòàíîâèìñÿ íà ïîíÿòèÿõ «æèçíü» è «ëþ-
áîâü», êîòîðûå  ÿâëÿþòñÿ îäíèìè èç íàèáîëåå âàæíûõ òåì â ïîýçèè. Áëàãîäàðÿ èõ
åìêîñòè è ôèëîñîôñêîé íàñûùåííîñòè îíè ïðåäîñòàâëÿþò ïîýòàì îáøèðíîå ïîëå
äëÿ èíòåðïðåòàöèè, ïðîâåäåíèÿ àíàëîãèé è ïàðàëëåëåé. Ýòè ïîíÿòèÿ íàñòîëüêî åìêè
è ãëóáîêè, ÷òî èì òðóäíî äàòü ÷åòêîå îïðåäåëåíèå, ïîýòîìó îíè ÷àñòî àññîöèàòèâíî
ñáëèæàþòñÿ ñ äðóãèìè, áîëåå êîíêðåòíûìè è  «ïîíÿòíûìè» ÿâëåíèÿìè è ñèòóàöèÿ-
ìè. Êàæäîå èç ýòèõ ïîíÿòèé ïîâîðà÷èâàåòñÿ ðàçíûìè ãðàíÿìè, ìåòàôîðè÷åñêè ïåðå-
îñìûñëèâàÿñü ñ èñïîëüçîâàíèåì íå îäíîé, à ñðàçó íåñêîëüêèõ îáðàçíûõ àíàëîãèé,
êîòîðûå, áóäó÷è îáóñëîâëåíû ãëîáàëüíûì àâòîðñêèì çàìûñëîì, ìîãóò ñî÷åòàòüñÿ è
âñòóïàòü â ðàçíîîáðàçíûå îòíîøåíèÿ. Â ñòàòüå áóäåò ïîêàçàíî, êàê êîíöåïòóàëüíûå
ìåòàôîðû, ñâÿçàííûå ñ îäíèì ïîíÿòèåì, ðàçâèâàþòñÿ â ïðåäåëàõ  ïîýòè÷åñêîãî êîí-
òåêñòà ìîíîëîãà èëè ñòèõîòâîðåíèÿ è êàê îíè ïîìîãàþò âûðàçèòü îáùèé ñìûñë
ïðîèçâåäåíèÿ.

Íà÷íåì ñ ïîíÿòèÿ «æèçíü», êîòîðîå ïîëó÷àåò èíòåðåñíîå îáðàçíîå âîïëîùåíèå â
çíàìåíèòîì ìîíîëîãå Ìàêáåòà:

She should have died hereafter;
There would have been a time for such a word.
To-morrow, and to-morrow, and to-morrow,
Creeps in this petty pace from day to day
To the last syllable of recorded time,
And all our yesterdays have lighted fools
The way to dusty death. Out, out, brief candle!
Life’s but a walking shadow, a poor player
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That struts and frets his hour upon the stage
And then is heard no more: it is a tale
Told by an idiot, full of sound and fury,
Signifying nothing.

     W. Shakespeare. “Macbeth”, V, 5, 16–28.

Øåêñïèð çäåñü ïðèâîäèò öåëûé ðÿä òðàäèöèîííûõ êîíöåïòóàëüíûõ ìåòàôîð, êî-
òîðûå íå ðàç èñïîëüçîâàëèñü äî íåãî, íî îñìûñëèâàåò è ðàçâèâàåò èõ óíèêàëüíûì,
òîëüêî åìó ïðèñóùèì ñïîñîáîì, îáúåäèíÿÿ èõ â ïîëíûé äðàìàòèçìà è îò÷àÿíèÿ
ìîíîëîã-èñïîâåäü. Ýòîò ìîíîëîã Ìàêáåò ïðîèçíîñèò â ïîñëåäíåì àêòå òðàãåäèè, êîã-
äà óçíàåò, ÷òî åãî æåíà óìåðëà, è ïîíèìàåò, ÷òî è åãî êîíåö áëèçîê, à æèçíü ïðîæèòà
çðÿ. Ðàäè ñâîèõ ÷åñòîëþáèâûõ çàìûñëîâ îí ñîâåðøèë ïðåñòóïëåíèÿ, íî ñâîèõ öåëåé
íå äîñòèã, à íàîáîðîò, ïîòåðÿë âñå. Ïûòàÿñü èçâëå÷ü óðîêè èç ñâîåé æèçíè, îí
ïîäíèìàåòñÿ äî óðîâíÿ ôèëîñîôñêèõ îáîáùåíèé è äåëàåò âûâîä î áåñïîëåçíîñòè âñåõ
÷åëîâå÷åñêèõ óñèëèé. Ïðè ýòîì ìîæíî ñêàçàòü, ÷òî â ïåðâîé ÷àñòè ìîíîëîãà (êîòîðàÿ
çàêàí÷èâàåòñÿ ñëîâàìè “brief candle”) óïîð äåëàåòñÿ íà áûñòðîòå÷íîñòè æèçíè, à âî
âòîðîé – íà åå áåññìûñëåííîñòè è íèê÷åìíîñòè.

Ìûñëü î áûñòðîòå÷íîñòè, ìèìîëåòíîñòè ÷åëîâå÷åñêîé æèçíè âûðàæàåòñÿ ñ ïîìî-
ùüþ ÷åòûðåõ êîíöåïòóàëüíûõ ìåòàôîð: ÆÈÇÍÜ=ÏÓÒÜ, ÆÈÇÍÜ=ÌÈÃ, ÆÈÇÍÜ=
ÎÃÎÍÜ, ÆÈÇÍÜ=ÊÍÈÃÀ, êîòîðûå íàõîäÿòñÿ âî âçàèìîäåéñòâèè äðóã ñ äðóãîì.
Ìîíîëîã  íà÷èíàåòñÿ ñ îáðàçíîãî îïèñàíèÿ âåðåíèöû «çàâòðàøíèõ äíåé», êîòîðûå
ìåäëåííî, íî íåóìîëèìî ïðîäâèãàþòñÿ âïåðåä, íàïîëçàÿ äðóã íà äðóãà (ÆÈÇÍÜ=
ÏÓÒÜ). Âàæíûì çäåñü ïðåäñòàâëÿåòñÿ ãëàãîë “to creep” è àäâåðáèàëüíûé îáîðîò “in
this petty pace”. Ýòî äâèæåíèå íå òîëüêî ìåäëåííî è ìîíîòîííî (î ÷åì ñâèäåòåëü-
ñòâóåò òðîåêðàòíûé ïîâòîð: “to-morrow and to-morrow and to-morrow”), îíî ïî÷òè
íåçàìåòíî: ìû çàìå÷àåì åãî òîëüêî, êîãäà «çàâòðà» ñòàíîâèòñÿ «â÷åðà». Ïðèìå÷àòåëü-
íî, ÷òî â ìîíîëîãå åñòü ñëîâà “tomorrow” è “yesterday”, íî íåò ñëîâà “today”, òàê êàê
íàñòîÿùåãî ìîìåíòà íåâîçìîæíî íè çàôèêñèðîâàòü, íè îñîçíàòü («æèçíü – ýòî ìèã
ìåæäó ïðîøëûì è áóäóùèì»). “The last syllable of recorded time” óêàçûâàåò íà òî, ÷òî
êàæäîìó ÷åëîâåêó îòâåäåíî âûñøèìè ñèëàìè êàêîå-òî âðåìÿ íà çåìëå (“recorded
time”), à òàêæå ÷òî ó êàæäîãî ÷åëîâåêà åñòü ñâîÿ «êíèãà æèçíè», êîòîðóþ îí äîëæåí
«ïðî÷èòàòü» äî ïîñëåäíåé ñòðàíèöû (“the last syllable”).

Ïàðàäèãìà ÆÈÇÍÜ=ÏÓÒÜ ðàçâèâàåòñÿ äàëåå ñ ïîìîùüþ îëèöåòâîðåíèÿ “And all
our yesterdays have lighted fools / The way to dusty death”. Ñîçäàåòñÿ çðèòåëüíûé îáðàç
ïðîøåäøèõ äíåé, ñòîÿùèõ â ðÿä è îñâåùàþùèõ ëþäÿì ïóòü ê ñìåðòè. Êîíåö ýòîãî
ïóòè îáîçíà÷åí çäåñü óæå ïðÿìî – “dusty death”, à íå ñ ïîìîùüþ ýâôåìèçìà, êàê â
ïðåäûäóùèõ ñòðîêàõ (“recorded time”).  Â óñòàõ ðàçî÷àðîâàâøåãîñÿ â æèçíè Ìàêáåòà
ýòè ñòðîêè çâó÷àò êàê ãîðüêàÿ íàñìåøêà íàä òåìè ëþäüìè (“fools”), êîòîðûå åùå
äóìàþò, ÷òî â èõ ñóùåñòâîâàíèè åñòü êàêîé-òî ñìûñë.

Âîñêëèöàíèå-ìåòàôîðà “Out, out brief candle!” âîñõîäèò ñðàçó ê äâóì èíâàðèàíòàì
îáðàçîâ ÆÈÇÍÜ=ÌÈÃ è ÆÈÇÍÜ=ÎÃÎÍÜ. Îíî ñëóæèò ñâÿçóþùèì çâåíîì ìåæäó
äâóìÿ ÷àñòÿìè ìîíîëîãà, íà ÷òî óêàçûâàåò òåìàòè÷åñêàÿ ñâÿçü ìåæäó ñëîâîì “candle”,
ñ îäíîé ñòîðîíû, è “to light” (ïåðâàÿ ÷àñòü) è “shadow” (âòîðàÿ ÷àñòü), ñ äðóãîé
ñòîðîíû (ïëàìÿ ñâå÷è ïîäðàçóìåâàåò, ÷òî ÷åëîâåê, äåðæàùèé ñâå÷ó, îòáðàñûâàåò òåíü).

Óïîäîáëåíèå æèçíè ÷åëîâåêà ïëàìåíè ñâå÷è – îäíî èç ñàìûõ ðàñïðîñòðàíåííûõ â
ïîýçèè. Òîëüêî ó Øåêñïèðà îíî âñòðå÷àåòñÿ íåñêîëüêî ðàç. Êðîìå ìîíîëîãà Ìàêáåòà,
îíî èñïîëüçóåòñÿ â èñòîðè÷åñêîé äðàìå «Ãåíðèõ VI (×àñòü III)» (II, 6, 1–2), ãäå
ðàíåíûé Êëèôôîðä, îñîçíàâàÿ, ÷òî ñêîðî óìðåò, ãîâîðèò: “Here burns my candle out;
ay here it dies, / Which, while it lasted, gave king Henry light”. Â îòëè÷èå îò Ìàêáåòà, îí
ãîðäèòñÿ ñâîåé æèçíüþ, êîòîðóþ ïîñâÿòèë ñëóæåíèþ êîðîëþ, è áåñïîêîèòñÿ òîëüêî
î òîì, ÷òî ïðîèçîéäåò ñ êîðîëåì è ãîñóäàðñòâîì, êîãäà åãî «ñâå÷à äîãîðèò».
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Ñëåäóåò îòìåòèòü, ÷òî â äâóõ ðàññìîòðåííûõ ñëó÷àÿõ ñëîâî “candle” óïîòðåáëÿëîñü
â îäíîì êîíòåêñòå ñ “light”, çàñòàâëÿÿ ÷èòàòåëÿ äóìàòü îäíîâðåìåííî î äâóõ àíàëîãè-
ÿõ: ÆÈÇÍÜ=ÎÃÎÍÜ è ÆÈÇÍÜ=ÑÂÅÒ. Â èçâåñòíîì ìîíîëîãå Îòåëëî “It is the
cause, it is the cause, my soul; / Let me not name it to you, you chaste stars!..” («Îòåëëî»,
V, 2, 1–2) ðå÷åâîå âûðàæåíèå ýòèõ êîíöåïòóàëüíûõ ìåòàôîð áîëåå ñëîæíî; ñëîâî
“candle” íå èñïîëüçóåòñÿ, à “light” óïîòðåáëÿåòñÿ äâàæäû: â ïåðâûé ðàç ïî îòíîøå-
íèþ ê ñâå÷å, ãîðÿùåé íà ñòîëèêå ðÿäîì ñî ñïÿùåé Äåçäåìîíîé, à âòîðîé ðàç – ïî
îòíîøåíèþ ê åå æèçíè: “Put out the light and then put out the light”. Ñàìà æå ñâå÷à
îäóøåâëÿåòñÿ, è Îòåëëî îáðàùàåòñÿ ê íåé, ïåðèôðàñòè÷åñêè íàçûâàÿ åå “flaming
minister”. Òàêèì îáðàçîì, çäåñü «îãîíü ñâå÷è» è «îãîíü/ñâåò æèçíè» ñóùåñòâóþò ïà-
ðàëëåëüíî, îíè âçàèìîäåéñòâóþò, íå ñëèâàÿñü äðóã ñ äðóãîì.

Â ïüåñàõ Øåêñïèðà âñòðå÷àþòñÿ êîíòåêñòû, ãäå óïîäîáëåíèå æèçíè îãíþ ïðîèñ-
õîäèò ÷åðåç ïëàìÿ ôàêåëà, êàê â ïüåñå «Ãåíðèõ VI (×àñòü I)»: “Here dies the dusky torch
of Mortimer / Choked with ambition of  the meaner sort” (II, 5, 122–123). Èíòåðåñíî, ÷òî
è â ýòîì, è â ïðåäûäóùèõ êîíòåêñòàõ ïëàìåíè óïîäîáëÿåòñÿ íå ïðîñòî æèçíü,
à æèçíü, êîòîðàÿ ïîäõîäèò ê êîíöó: ïëàìÿ ôàêåëà ãàñíåò, à ñâå÷à äîãîðàåò.

Ýòî æå îòíîñèòñÿ è ê àíàëèçèðóåìîìó ìîíîëîãó Ìàêáåòà. Âîñêëèöàíèåì “Out, out,
out, brief candle!” Ìàêáåò õî÷åò óñêîðèòü ïðèõîä ñìåðòè, òàê êàê æèçíü åìó áîëüøå íå
íóæíà. Ïðèëàãàòåëüíîå “brief” óêàçûâàåò íà áûñòðîòå÷íîñòü æèçíè, ðåàëèçóÿ êîíöåï-
òóàëüíóþ ìåòàôîðó ÆÈÇÍÜ=ÌÈÃ.

Âî âòîðîé ÷àñòè ìîíîëîãà Øåêñïèð èñïîëüçóåò îáðàçíûå àíàëîãèè ÆÈÇÍÜ=ÒÅ-
ÀÒÐ, ÆÈÇÍÜ=ÌÈÃ è ÆÈÇÍÜ=ÐÀÑÑÊÀÇ. Â ýòîì êîíòåêñòå óïîäîáëåíèå æèçíè
òåàòðó ïîä÷åðêèâàåò èððåàëüíîñòü æèçíè, òàê êàê àêòåðñêàÿ èãðà – ýòî ëèøü èìèòà-
öèÿ ðåàëüíîñòè. Àáñòðàêòíîå ïîíÿòèå “life” îäóøåâëÿåòñÿ è ïðåäñòàåò â âèäå àêòåðà
(“a poor player”), êîòîðûé èçî âñåõ ñèë ñòàðàåòñÿ ñûãðàòü ñâîþ ðîëü (“… struts and frets
his hour upon the stage”). Çäåñü ñëåäóåò ïðèíÿòü âî âíèìàíèå ïîëèôîíè÷íîñòü ïðèëà-
ãàòåëüíîãî “poor”, êîòîðîå ìîæåò çíà÷èòü «ïëîõîé» è «íåñ÷àñòíûé». Ñëåäîâàòåëüíî,
“poor player” îçíà÷àåò íå òîëüêî «ïëîõîé àêòåð», íî è àêòåð, êîòîðîìó ìîæíî ïîñî-
÷óâñòâîâàòü, òàê êàê ñðàçó ïîñëå åãî êîðîòêîãî âûñòóïëåíèÿ (ÆÈÇÍÜ=ÌÈÃ) î íåì
âñå çàáóäóò.

Çàêëþ÷èòåëüíûå ñòðîêè øèðîêî èçâåñòíû, òàê êàê Ó. Ôîëêíåð èñïîëüçîâàë èõ â
êà÷åñòâå çàãëàâèÿ ñâîåãî ðîìàíà “Sound and Fury”. Ñðàâíåíèå æèçíè ñ ðàññêàçîì
ïðîâîäèëîñü è äî Øåêñïèðà. Åãî ìîæíî íàéòè, íàïðèìåð, â “The Book of Common
Prayer”, ãäå îíî âïîëíå íåéòðàëüíî: “For when thou art angry our days are gone: we bring
our years to an end, as it were a tale that is told” (“Psalms, XC, 9”).  Íî â ìîíîëîãå
Ìàêáåòà îáðàçíàÿ ïàðàäèãìà ÆÈÇÍÜ=ÐÀÑÑÊÀÇ ïðèîáðåòàåò íåãàòèâíóþ îêðàñêó:
ýòî ðàññêàç (èëè ñêàçêà) â ïåðåñêàçå áåçóìöà: â íåì íåò íèêàêîãî ñìûñëà.

Íàèáîëåå ðàñïðîñòðàíåííûå ïàðàäèãìû îáðàçîâ, ñâÿçàííûå ñ «ëþáîâüþ» – ËÞ-
ÁÎÂÜ=ÁÎËÜ, ËÞÁÎÂÜ=ÁÎËÅÇÍÜ, ËÞÁÎÂÜ=ÎÃÎÍÜ, ËÞÁÎÂÜ=ÏÎÒÅÐß
ÑÂÎÁÎÄÛ. Ïèê ïîïóëÿðíîñòè ýòèõ ïàðàäèãì ïðèõîäèòñÿ íà XVI–XVIII ââ., çàòåì
(ê XX âåêó) îíè íà÷èíàþò ïîÿâëÿòüñÿ â ïîýçèè ðåæå è ïðè ýòîì ïåðåîñìûñëèâàþòñÿ
ïîýòàìè. Òàê, ÷òîáû â ïîëíîé ìåðå âîñïðèíÿòü õóäîæåñòâåííîå ñîäåðæàíèå ñòèõîò-
âîðåíèÿ Òîìàñà Õàðäè “She Charged Me”, íóæíî ïðåäñòàâëÿòü ñåáå, êàê ðàçâèâàëèñü
ïàðàäèãìû ËÞÁÎÂÜ=ÁÎËÜ è ËÞÁÎÂÜ=ÏÎÒÅÐß ÑÂÎÁÎÄÛ.

She charged me with having said this and that
To another woman long years before,
In the very parlour where we sat, –
Sat on a night when the endless pour
Of rain on the roof and the road below
Bent the spring of the spirit more and more...
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â ëèíãâîïîýòè÷åñêîì àíàëèçå ñòèõîòâîðíûõ òåêñòîâ

– So charged she me; and the Cupid’s bow
Of her mouth was hard, and her eyes, and her face,
And her white forefinger lifted slow.

Had she done it gently, or shown a trace
That not too curiously would she view
A folly passed ere her reign had place,

A kiss might have ended it. But I knew
From the fall of each word, and the pause between,
That the curtain would drop upon us two
Ere long, in our play of slave and queen.

Thomas Hardy. “She Charged Me”.

“The Cupid”s bow / Of her mouth was hard” ìîæíî ðàññìàòðèâàòü êàê îïîñðåäîâàí-
íîå âûðàæåíèå êîíöåïòóàëüíîé ìåòàôîðû ËÞÁÎÂÜ=ÁÎËÜ. Êàê áûëî ïîêàçàíî â
ðàáîòå À.Ñ. Ìàòâååâîé [4], àññîöèàöèÿ ëþáâè ñ áîëüþ â àíãëîÿçû÷íîé ïîýçèè âîç-
íèêëà ïîä âëèÿíèåì àíòè÷íîé ìèôîëîãèè è ëèðèêè è ñâÿçàíà ñî ñòðåëàìè Ýðîñà /
Êóïèäîíà. Â ïîýçèè XVI–XVIII ââ. óïîìèíàþòñÿ èìåííî ñòðåëû (“arrows”, “shafts”,
“darts”), ñ ïîìîùüþ êîòîðûõ áîã ëþáâè íàíîñèò ñìåðòåëüíûå ðàíû (“wounds”) âëþá-
ëåííûì. Ïîñòåïåííî ïîíÿòèå «ñòðåë» âûòåñíÿåòñÿ èç ïîýçèè è îñòàåòñÿ òîëüêî áîëü.
Â ñòèõîòâîðåíèè Ò. Õàðäè äàííàÿ ïàðàäèãìà êîðåííûì îáðàçîì òðàíñôîðìèðóåòñÿ.
Âìåñòî ñòðåë ïîÿâëÿåòñÿ äðóãàÿ ìåòàôîðà: ðîò âîçëþáëåííîé íàïîìèíàåò ëèðè÷åñêî-
ìó ãåðîþ ëóê Êóïèäîíà (“bow”). Ïðèëàãàòåëüíîå “hard” (“The Cupid bow was hard”)
ñâèäåòåëüñòâóåò î ïðè÷èíåííîé áîëè, à “mouth” ãîâîðèò î òîì, ÷òî áîëü ìîæíî
ïðè÷èíèòü ñëîâàìè. Çäåñü óæå íåò òîãî èãðèâîãî, ëåãêîãî òîíà, êîòîðûé îùóùàåòñÿ
âî ìíîãèõ áîëåå ðàííèõ ñòèõîòâîðåíèÿõ, ðåàëèçóþùèõ ýòó ìåòàôîðó: “With idle youth
go use thy [love’s] property,/ And thereon spend thy many brittle darts” (Sir Thomas Wyatt
(1503–1542) “A Renouncing îf Love”); “From whence do glance love”s piercing darts /
That make such holes into our hearts” (George Peele (1558–1598) “The Hunting of Cupid”);
“What art thou, Love? … a boy that shoots / From ladies’ eyes, such mortal woundy darts”
(Thomas Hood (1799–1845) “Love”).

Â çàêëþ÷èòåëüíîé ÷àñòè ñòèõîòâîðåíèÿ ìîæíî îáíàðóæèòü ñâîåîáðàçíîå ïðîÿâëå-
íèå êîíöåïòóàëüíîé ìåòàôîðû ËÞÁÎÂÜ=ÏÎÒÅÐß ÑÂÎÁÎÄÛ: “A folly passed ere
her reign had place”; “That the curtain would drop upon us two / Ere long, in our play of
slave and queen”. Íà ýòî óêàçûâàþò ñëîâà “her reign” è “our play of slave and queen”.
Îäíèì èç êîíêðåòíûõ ìåòàôîðè÷åñêèõ âûðàæåíèé ýòîé îáðàçíîé àíàëîãèè â àíãëèé-
ñêîé ïîýçèè ÿâëÿåòñÿ ïðåäñòàâëåíèå âëþáëåííîãî ìóæ÷èíû â âèäå ðàáà, çàêîâàííîãî
â öåïè èëè êàíäàëû: “And Hymen shall rivet the fetters of love” (David Garrick (1717–
1779) “Lyra Elegantiarum, CXLVIII”); “Fair prison, that dost hold / My heart in fetters
wrought of burnished gold” (James Mabbe (1572–1642) “Golden Fetters”), èëè óçíèêà,
ñèäÿùåãî â òþðüìå: “Say what is love? Is it to be / In prison still and still be free…” (John
Clare (1793–1864) “Say What is Love”). Ïðè ýòîì òàêîå ðàáñòâî ÷àùå âñåãî íå êàæåòñÿ
«ïëåííèêó» îáðåìåíèòåëüíûì, îí äàæå ñòðåìèòñÿ ê íåìó, êàê, íàïðèìåð, ãåðîé ñòè-
õîòâîðåíèÿ Òîìàñà Ñòýíëè (Thomas Stanley (1625–1678)) “When I Lie Burning”:

Then think not freedom I desire,
Or would my fetters leave,
Since, phoenix-like, I from this fire
Both life and youth receive.
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Ïîíÿòíî, ÷òî â òàêîé ïîòåðå ñâîáîäû íåò íè÷åãî îñîáåííî òðàãè÷åñêîãî, íàîáîðîò,
âîçëþáëåííûì ìóæ÷èíàì ïðèÿòíî ïðåáûâàòü â «íåâîëå», êîòîðàÿ âî ìíîãèõ ñëó÷àÿõ
íàäóìàííà.

Â ýòîé ñâÿçè èíòåðåñíî ñðàâíèòü îòíîøåíèå ê êîíöåïòóàëüíîé ìåòàôîðå ËÞ-
ÁÎÂÜ=ÏÎÒÅÐß ÑÂÎÁÎÄÛ ïîýòîâ-ìóæ÷èí è ïîýòîâ-æåíùèí. Äî XVII â.  ïðîçà è
ïîýçèÿ â Àíãëèè áûëè ïðåðîãàòèâîé ìóæ÷èí. Îäíîé èç ïåðâûõ ïðîôåññèîíàëüíûõ
æåíùèí-ïèñàòåëüíèö, êîòîðàÿ óäåëÿëà áîëüøîå âíèìàíèå òàêæå ïîýòè÷åñêîìó òâîð-
÷åñòâó, ñ÷èòàåòñÿ Àôðà Áåí (Aphra Behn (1640–1689)). Îíà ïèøåò, ÷òî íèêîãäà íå
ñòàíåò ðàáûíåé ëþáâè, à âñå, êòî îêàæåòñÿ ðàáîì ýòîãî ÷óâñòâà, äîñòîéíû ïðåçðåíèÿ:

Pan? Grant that I may never prove
So great a Slave to fall in love?
And to an Unknown Deity
Resign my Happy Liberty…

Ïîýòåññà Àííè Ôèí÷ (Anne Finch (1661–1720)) â ñòèõîòâîðåíèè “The Unequal
Fetters”, íàçâàíèå êîòîðîãî ãîâîðèò ñàìî çà ñåáÿ, îòìå÷àåò íåðàâåíñòâî ìóæ÷èíû è
æåíùèíû â áðàêå, ïîä÷åðêèâàÿ, ÷òî èìåííî æåíùèíû, à íå ìóæ÷èíû òåðÿþò ñâîáî-
äó. Ê ìóæ÷èíàì çäåñü îòíîñÿòñÿ òàêèå âûðàæåíèÿ, êàê “walks a freer round”, “marriage
does but slightly tye men”. È õîòÿ ìóæ÷èíû íàçûâàþò ñåáÿ “slaves of Hymen”, öåïü,
êîòîðàÿ èõ ñâÿçûâàåò, äîñòàòî÷íî äëèííà: “At the full length of all their chain”.
Ïî ìíåíèþ ïîýòåññû, íàñòîÿùèìè óçíèêàìè çäåñü ÿâëÿþòñÿ êàê ðàç æåíùèíû: (“… close
pris’ners we remain”), èì íå ïîçâîëÿåòñÿ íè÷åãî èç òîãî, ÷òî ïîçâîëÿåòñÿ ìóæ÷èíàì.

Êýòðèí Êîêáóðí (Catharine Cockburn (1679–1749)) ïðåäîñòåðåãàåò æåíùèí ïðîòèâ
ëîâóøåê, ðàññòàâëåííûõ ìóæ÷èíàìè: “ ‘Tis love’s delusive, fatal snare”. Ñð. ñ òåì, êàê
ïîýòû-ìóæ÷èíû îïèñûâàþò ëîâóøêè (ñåòè, ñèëêè), ÿêîáû ðàññòàâëåííûå æåíùèíà-
ìè (“silken snare”, “silken chain”, “golden cage” è ò. ï.).

Ñòàíîâèòñÿ ïîíÿòíî, ÷òî ìóæ÷èíû è æåíùèíû âîñïðèíèìàþò ëþáîâü êàê ïîòåðþ
ñâîáîäû íåîäèíàêîâî. Â ïîýçèè æåíùèí «ïîòåðÿ ñâîáîäû» ìóæ÷èíàìè âîñïðèíèìà-
åòñÿ êàê èãðà, à ìîæåò áûòü, äàæå êàê ëèöåìåðèå.

Âîçâðàùàÿñü ê àíàëèçèðóåìîìó ñòèõîòâîðåíèþ Ò. Õàðäè, íåîáõîäèìî îòìåòèòü,
÷òî ïîýò çäåñü íå ïðèíèìàåò ñâîþ «ïîòåðþ ñâîáîäû» âñåðüåç. Îòñûëàÿ ÷èòàòåëÿ ê
èçâåñòíîé ïàðàäèãìå, îí ïîä÷åðêèâàåò íååñòåñòâåííîñòü îòíîøåíèé “slave/ queen” â
ëþáâè. Ïðåâîñõîäñòâî îäíîãî èç ïàðòíåðîâ, áóäü òî ìóæ÷èíà èëè æåíùèíà (“her
reign”), â ðåàëüíîé æèçíè, êàê ïðàâèëî, ïðèâîäèò ê êàòàñòðîôå. Ïîýòîìó â òàêèå
îòíîøåíèÿ ìîæíî òîëüêî èãðàòü (“our play of slave and queen”), à èãðà íå ìîæåò
ïðîäîëæàòüñÿ âå÷íî. Îá îêîí÷àíèè èõ ëþáîâíûõ îòíîøåíèé ñâèäåòåëüñòâóåò ñòåð-
øàÿñÿ ðå÷åâàÿ ìåòàôîðà “that the curtain would drop upon us”, âîñõîäÿùàÿ ê èíâàðèàí-
òó ÆÈÇÍÜ=ÒÅÀÒÐ.

Ïðîâåäåííîå èññëåäîâàíèå ïîêàçûâàåò, ÷òî çíàíèå òîãî, êàê òðàäèöèîííûå êîí-
öåïòóàëüíûå ìåòàôîðû ôóíêöèîíèðîâàëè è ðàçâèâàëèñü â ïîýçèè, îáðàçóÿ ïàðàäèã-
ìû ïîýòè÷åñêèõ îáðàçîâ, ìîæåò îáîãàòèòü ëèíãâîïîýòè÷åñêèé àíàëèç è ïîìî÷ü ãëóá-
æå ïðîíèêíóòü â ñîäåðæàíèå ïîýòè÷åñêîãî òåêñòà. Óñïåøíîñòü àíàëèçà îáåñïå÷èâàåò-
ñÿ íå òîëüêî óìåíèåì îáíàðóæèòü èíâàðèàíòû îáðàçîâ â äàííîì òåêñòå, íî è ïðåä-
ñòàâëåíèåì î òîì, êàêîå ìåñòî çàíèìàåò òà èëè èíàÿ ïàðàäèãìà â àíãëèéñêîé ïîýòè-
÷åñêîé êàðòèíå ìèðà, êàêèå èçìåíåíèÿ ïðåòåðïåëî ÿçûêîâîå âûðàæåíèå ïàðàäèãì
îáðàçîâ íà ïðîòÿæåíèè âåêîâ.
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 V.Ya. Zadornova, A.S. Matveeva*

ROLE AND PLACE OF IMAGE PARADIGMS
IN LINGUOPOETIC ANALYSIS OF POETIC TEXTS

The aim of the article is the consideration of possibility of
applying of the theory of conceptual metaphors (“image paradigms”)
at linguopoetic analysis of poetic texts. In the article it is shown
that knowledge about how conceptual metaphors (connected with
notions of “life” and “love”) functioned and developed in English
poetry over the course of history, forming image paradigms may
help to gain a better insight into the content of poetic text.
Linguopoetic analysis taking into consideration “image paradigms”
is applied to Macbeth’s soliloquy in cognomial tragedy of
Shakespeare and Thomas Hardy’s poem.

Key words: linguopoetic analysis, image, conceptual metaphor,
image paradigm, invariant.
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