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CTaTTA NpuUCBAYEHA AOCNIAMKEHHIO B3aEMO3B’A3KY MK /liTEpaTypHO-XYAOKHIM Ta ¢inocodcbKum
AMCKypcamm B npoueci Bepbanizauii 3arafbHOKYAbTYPHUX CMUCAIB ByTTA, Nobya0BM LiNiCHOT KoHuenwuii
NOAMHM K HaA3aBAaHHA TBOPEHHSA Ta BigTBOpPeHHs (iHTepnpeTauii) niTepaTypHOro TBOPY Ha NpuKAaai Tpa-
reaii B. Lekcnipa «famneT».

Memoro cTaTTi € npounTaHHa Tparegii B. LLeKkcnipa «famneT» B KOHTEKCTi igelt GppaHLy3bKOro MUCIu-
Tens E. JlesiHaca, ogHoro i3 3acHoBHMKIB dinocodii aianory. 3aBAaHHA CTyAii — XapaKTepUCTMKA 3HAYEHHSA
AianoriyHoro 6ayeHHA 0coOBUCTOCTI /19 CY4aCHOTO NPOYUTAHHA KNACUYHUX TBOPIB CBITOBOI /liTepaTypw, PO3KPUT-
TS BaXKAMBOCTI Ajanory Mixk XyLoHim Ta ¢inocodpcbKnMm gMUCKypcaMm y NPOLLECi MisHaHHA NoAnHM Y ii B3aemog;i
3i cBiTOM, po3rnag obpasHoi cuctemu Tpareg;i B. Lekcnipa «Famnet» y cBitai pinocodii «iHworo», pospobaeHoi
B npausx E. /lesiHaca «Yac Ta iHWwHiA», «['ymaHi3m iHWOT NtoanHN». OCHOBHYMW MemoOamu LOCNIAKEHHS CTa-
JIM KyNIbTYPHO-ICTOPUYHMI Ta FepMEHEBTUYHMIA METOAM, 3aCTOCOBaHI Ha T/i 3acaaHMumxX igen dinocodii gianory.

Y cratTi Tparegia B. Lekcnipa «lamneTt» pos3rnagaetbcs AK npoToTekcT dinocodcebkoi npaui E.
JNleBiHaca «Yac Ta iHwui». LLekcnipiBcbKi pemiHicLeHLi XapaKTepu3yoTbCca K BaXKAMBI B NAaHi CTaHOB-
JIeHHSA NeBiHaciBCbKOI KoHLUenuji toanHK. 3a JleBiHacom, CyTHICTb NHOAMHU PO3KPUBAETLCA Y AiaNoriyHil
B33aEMOLIT 3 [HWMM, LLLO A3E MOXKAMBICTb BUNTU 33 MENKi TENEPILLUHbOrO AK CBOEPIAHOIO NOJIOHY, BigHANUTK
3B’A30K 3 MaWbyTHIM, y AKOMYy Cyb’€KTa BXKe He iCHYE, AOCATTU MOZAIEBOI NOBHOTM OyTTA, AKa Beae A0
rapMOoHii, BiAKPUBAE WAAX A0 TPAHCUEHAEHTHOro cyb’eKTa Ta BiYHOCTI.

Mobyaosa 0bpasHoi cuctemu Tpareg;i B. LLiekcnipa «amneT» g03BONAE 3iCTaBUTU FOIOBHOIO repos 3 pis-
HUMW BapiaHTamu [HWOro, AKi HabyBatoTb 0COBAMBOIO 3HAYEHHA AJ1 HBOrO B XOAi peanisauii Boni Mpusunaa.
PosropTaHHs 4ji MmoxKe byTu iIHTEPNPETOBaHE fAK TaKe, WO Ma€ y CMUC/IOBOMY MiATEKCTi BCTAHOB/IEHHS Ajanoriy-
HOI B3aemogji Mixk 6aTbKom i cuHoM. O3HayeHa B3aEMOZiA peanisyeTbCs Ha NOAIEBOMY PiBHi K MOBHOTA 0CObBUC-
TicHoro 6yTTa nepcoHais (nepeaycim Famneta i Mpuenaa), Wo BUABAAE cebe y NoAoNaHHI bap epy MiXK KUT-
TAM | CMepTIO, BiIHOB/IEHHI HOPMaJILHOTO PYXY iCTOpIi, CTBEPAKEHHI HEObXiAHOCTI NepeBary Aobpa Hag, 310M.
3HauyLMMM Ta METOHIMIYHO EKBiBaNIEHTHUMM BaTbKy-KOPO/ItO BapiaHTamu IHWoro ana Mamneta cratotb Mopa-
Liio, aKTOp (MaeTbcA Ha yBasi Meplumit akTop), Ta 6aaseHb Mopuk (NosacLeHiuHMil NepcoHa — repoii cnoragjs
NMPUHLA), KOXKEH 3 AKMX aKTyasli3ye YMOBU AOCATHEHHSA iCTUHHOT AjanoriyHOT B3aeMoaii (HanexHicTb 40 TpagmLii,
34aTHICTb [0 eMnaTii, KapHaBaibHa cBO6OAA Ta 3yMOB/IEHA HEto GaMiNbAPHICTb KOHTAKTY 3 iHLLIOK NH0AMHOM).

Knrovosi cnoea: B. Llekcnip, E. /JlesiHac, KoHuyenuis ao0uHU, mpazedis, ginocogis Oianoey,
MemOoHiMiYHi 8apiaHmu IHWo20, KapHasasbHe ceimocrnpuliHAMms, mpaouuis.
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of literary studies, provoking researchers to look for new methods and approach-

es to its analysis and interpretation, new contexts to expand the horizons of
knowledge and deepen understanding. While actively exploring the achievements of other, pri-
marily English-speaking, countries [MocksiTiHa, 2014; TopkyT, 2003], Ukrainian literary criticism
is developing its own coordinate system for interpreting this “literary Sphinx” [cited by TopkyT,
2015, p. 148]. Shakespeare’s tragedy is considered not only in connection with the study of Eng-
lish literature of the late Renaissance [/1azapeHko, 2011] but also against the background of the
entire Shakespearean and, in particular, “Hamletian discourse” and its Ukrainian version [Yep-
HAK, 2011; TopkyT, 2015], in the context of analyzing the influence of “Hamletism” [TopkyT, 2015,
p. 165] on the processes of philosophical and artistic self-knowledge [baHapoBcbKa, 2012; Top-
KyT, 2015], in the situation of existential choice, setting the benchmarks for national self-deter-
mination [/laHoBUK 3., JlaHoBMK M., 2016]. Ukrainian Shakespearean studies are represented
by the works of O. Bandrovska [baHapoBscbKa, 2012], H. Horenok [FopeHoK, 2004], D. Lazarenko
[NasapeHko, 2011], Z. and M. Lanovyk [/laHoBUK 3., JlaHoBUK M., 2016], |. Limborskyi [Jlim6op-
cbKuin, 2010], V. Marynchak [MapuHyak, 2011], N. Torkut [TopkyT, 2003; TopKyT, 2015], Y. Cher-
niak [YepHsak, 2011] and other researchers.

Along with numerous sources devoted to W. Shakespeare’s oeuvre, from classic to the
newest ones such as D.S. Castan’s [Castan, 2001], L. Erne’s [Erne, 2003], J. Kingsley-Smith’s [King-
sley-Smith, 2003] and H. Klein’s [Klein, 2019], to mention but a few, and with works addressing
Levinas’s philosophical legacy ([Derrida, 1978], Dukhan [AyxaH, 2010], Eselev [Ecenes, 2012]),
there are also studies defining the connections between the two authors’ creative worlds [Leh-
nhof, 2018; Gold, Goodhart, Lehnhof, 2018]. Attention should be paid to J. Robbins’s “Altered
Reading. Levinas and Literature” [Robbins, 1999], which links Levinas’s philosophical views and
ethical concepts to the experience of reading the classics of world literature. The study charac-
terizes the concept of “altered reading”, which is relevant in the context of the dialogical inter-
pretation of the phenomenon of a literary work. However, the problem of Shakespearean motifs
in Levinas’s texts and the interpretational potential of the dialogical approach to Shakespeare’s
works leave much room for research. K. Lehnhof [Lehnhof, 2018] focuses on this, emphasizing
the importance of a pluralistic interpretation of a classic literary text, which makes the text alive
in accordance with its dialogical nature, openness and interest in every person’s opinion.

The article aims to interpret W. Shakespeare’s tragedy “Hamlet” in the context of ideas of
the French thinker E. Levinas, one of the founders of the philosophy of dialogue. The tasks of
the study are to reveal the importance of dialogue between artistic and philosophical discours-
es while cognizing the human being in his interaction with the world and to consider the system
of images in W. Shakespeare’s tragedy “Hamlet” with regard to the philosophy of the Other, de-
veloped in E. Levinas’s works “Time and the Other” and “Humanism of the Other”. The main re-
search methods include culture-historical and hermeneutic methods applied in addition to the
fundamental ideas of the philosophy of dialogue.

The experience of reading classic works of literature, particularly those of W. Shakespeare,
0. Pushkin, M. Lermontov, M. Gogol, F. Dostoevsky and L. Tolstoy, played an essential role in the
development of the concept of man within Levinas’s philosophy. Although the philosopher treat-
ed art with caution and considered artistic representation a duplication of the world, which diso-
rientates the subject and drags it into a dangerous game with the realness of being [dyxaH, 2010,
p. 204], he remained an interested reader of literary classics [Robbins, 1999]. The masterpieces
of classic literature became the basis for his reflections and conclusions and provided numerous
illustrations of various philosophical assumptions. The dialogical nature of literature and the very
existence of a literary work as an intentional object comply with Levinas’s fundamental attitudes
about the dialogue between the ego and the Other. Although Levinas repeatedly argued that a
work of art denies the very possibility of dialogue with its completeness and cannot be a tool of
cognition and understanding because it seems to dissolve the subject matter and strip it of re-
ality, he gave special attention to imaginative literature in general and poetry in particular. Levi-
nas introduced criticism of art that seems to contradict both the apologia of poetry set forward
by Heidegger in his philosophical views on being and the experience of avant-garde art, with its
extreme subjectivity and wilfully experimental approach to living reality. The philosopher’s mind

W. Shakespeare’s tragedy “Hamlet” has been an important object of various kinds
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always remained open. This openness meant not only reference to other philosophers — his pre-
decessors and contemporaries (Socrates, Parmenides, Plato, Plotinus, Descartes, I. Kant, G. He-
gel, A. Schopenhauer, F. Nietzsche, H. Bergson, M. Buber, E. Husserl, M. Heidegger, J. Derrida,
M. Merleau-Ponty, G. Marcel, J. P. Sartre, S. Freud and many others), not only turning to the Bi-
ble and its careful re-reading, but also taking into account the “experience of art”, as H.-G. Gad-
amer would have said, albeit as “negative dialectics” [AyxaH, 2010, p. 208].

This multi-vector nature of dialogical thinking led to the philosophical comprehension of
the essence of culture in general and the discovery of universal grounds for understanding the
“integral man” in the inseparability of his ontological, cognitive, existential and ethical mani-
festations. Despite Levinas’s well-considered doubts about artistic cognition, the philosophical
synthesis he sought was to some extent focused on the literary-artistic synthesis, in its classical
models capable of representing the fullness of human existence and intersubjectively valid inter-
pretation of it. Even if Levinas was wary of visual arts, spirituality and openness of images creat-
ed by literature afforded him less ground for accusing art of quasi-temporal numbness and lack
of dialogical prospects. According to Levinas, the best literary works of the past bring artistic dis-
course closer to the philosophical one, actualizing the path of the subject to the cognition of the
truth. In this regard, W. Shakespeare’s artistic heritage is perceived as model and incomparable
since it is this “conceptual” for Levinas author who combined the medieval past and modern age
present, individually-personal and historical existence, “invented the human” [Bloom, 1994] in
the modern sense, having achieved such level of artistic perfection and philosophical depth that
his works remain relevant even nowadays not only for artistic discourse but also for the philo-
sophical one. It is not unexpected that following the main aspects of Levinas’s dialogical interac-
tion with Shakespeare and the vectors of the thinker’s interpretation of Shakespearean works,
modern philosophers discover essential clues to the possibility of solving topical philosophical
problems [Lehnhof, 2015].

Emmanuel Levinas’s (1906-1995) life and philosophical thinking developed at the cross-
roads of various cultures: he grew up in Lithuania and Ukraine (during the collapse of the Rus-
sian Empire as a result of the turbulent events in the late second decade of the 20" century); his
views were shaped under the influence of Russian literature studied by him alongside with learn-
ing Hebrew and entering the world of biblical stories and their Judaic interpretations. He stud-
ied in Strasbourg, where French and German cultural traditions intertwined, and Freiburg, with
E. Husserl and M. Heidegger among his teachers, and taught at Sorbonne and other universities
in France. The peculiarity of Levinas’s philosophy lies in the fact that it arises from the meeting
place of different cultural traditions: religiously biblical, philosophically metaphysical and artis-
tic; there appears particular humanistic pathos inherent in the philosopher’s theoretical thought
due to the essential interchange among these traditions.

Levinas’s philosophical anthropology builds a specific concept of man based on the dialogi-
cal interaction with another person. The philosopher conceptualizes man through dialogue with
the Other, which is attributive to any subject. If the ego (“the 1”) cannot overcome its brutal ego-
ism and become personally concerned about discovering and cognizing the Other through the
process of dialogue, the subject remains insensitive to the world and trapped in its present, des-
tined to fruitless solitude. Dialogical relationships are endowed with universality since they in-
corporate ontological, epistemological, existential, ethical and religious aspects. According to
Levinas, being, cognition (the discovery of truth/love), the experience of existence as being in
time, and the responsibility for actions, service, and revelation cannot be conceived without fo-
cusing on and moving toward the Other. Other (autre), which is not identical to the ego, is dis-
cernible behind the Other (autrui); it represents the subject’s coming to the level of the infinite,
transcendental. First of all, these Levinas’s reflections follow Plato and his work “The Sophist”:
there appears the image of the Stranger who is deemed “divine”. The transcendental reveals it-
self, and verity becomes visible through verbal interaction with the “divine” man [Ecenes, 2012,
p. 109].

Levinas’s “Anthropology of the Other” not only evolved into a significant factor in the con-
struction of the post-structuralist philosophical paradigm with its retreat from the classical meta-
physics of the subject but also became relevant to various humanities and contemporary human-
itaristics in general. Crucial to Levinas’s philosophical worldview, his criticism of the discourse of
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power argued for a humanistic attitude towards the Other, incompatible with any practices of vi-
olence against the individual, which can be introduced by society or any form of totalitarianism.
The rejection of totalitarianism and violence against people resulting from it came from the phi-
losopher’s own experience: being of Jewish origin, he miraculously survived during the Second
World War when he was taken captive by the Nazis with other soldiers of the French army. Ac-
cording to Levinas, the inability to participate in the dialogue with the Other and understand the
world as a polylogue, each participant of which has an undoubted right to express themselves,
becomes the ideological basis of political violence. True justice is born when a community of peo-
ple involved in communication subordinates its existence to the search for truth: this is how eth-
ics prevails over politics, cancelling the discourse of power, imposed by it. Even ontology within
the European tradition of philosophizing from Aristotle to Heidegger was perceived by Levinas as
a potentially totalitarian style of theorizing because it does not presuppose a personal event of
meeting with the Other face-to-face against the background of the prospect of infinity.

In the context of the active development of post-post-structuralism, which takes place to-
day, Levinas’s ideas and the philosophy of dialogue as a whole take on new significance. The
movement toward the Other appears to be in harmony with New Humanism and utopianism,
opening a way out of the dead end the subject was led into by the crisis of postmodernism, which
severed its ties with other subjects and left it lost in complete solitude of the present, turned
into a maze.

The focus of philosophical thought on both philosophical and artistic classical traditions be-
comes the key to its ability to comprehend the realities of today, to avoid the surrender to the
new quality of contemporary existence, which generates a complete negation of previous tradi-
tions and easily refuses to preserve them in the future. According to Levinas’s ideas, the discov-
ery of the Other becomes a prerequisite for self-knowledge: when interpreting Shakespeare’s
works in view of the thinker’s philosophical reasoning, we not only understand the origins of
Levinas’s concept but also get the opportunity to see the great English author’s oeuvre in a new
light. In terms of the philosophy of dialogue, Shakespeare’s legacy reveals additional meaningful
planes that are important in today’s search for answers to the most urgent existential questions.

When meditating on W. Shakespeare’s works, placed at the centre of the “Western canon”
by H. Bloom, Levinas most often referred to “Hamlet”, “Macbeth” and “King Lear”. The reminis-
cences from Shakespeare’s tragedy “Hamlet” gain particular significance in the work “Time and
the Other” (« Le temps et I'autre ») (1947), in which the thinker’s philosophical ethics matured.
Noting that “the whole of philosophy arises from the meditation of Shakespeare” [Levinas, 1987,
p. 72], Levinas directly refers to his own philosophizing and the tragedy “Hamlet” as a prototext
for the work created. The Shakespearean play seems to set the basic parameters and vectors of
philosophical conceptualization of the being of the ego in the world, carried out by Levinas. Be-
ing is perceived primarily as tragic, but not because the subject is forced to die at the moment
of the victory of fate over freedom. This train of thought would have been too predictable in the
1940s when a great number of people were doomed to experience the absurd tragedy of exist-
ence turned into death during World War Il. According to Levinas, the triumph of fate is imagi-
nary since the hero escapes death because “not to be” is impossible. Hamlet is beyond tragedy,
which, as a result, turns into the tragedy of tragedy, as being is irremissible and has no exit; “be-
ing is evil not because it is finite, but because it is without limits” [Levinas, 1987, p. 51].

The idea of the inevitability of being, which is identified as evil after becoming a fact of hu-
man consciousness, clearly correlates to Hamlet’s famous soliloquy, “To be or not to be ....” De-
spite being paradoxical, the intention of the dilemma outlined by the Prince of Denmark is clear
to all people: “we want both to die and to be” [Levinas, 1987, p. 78]:

..to die to sleep;

No more; and by a sleep, to say we end

The heart-ache, and the thousand natural shocks

That flesh is heir to? "tis a consummation

Devoutly to be wish’d. To die to sleep,

To sleep, perchance to dream [Shakespeare, 1994, p. 81]
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This is where Levinas’s idea of consciousness as the power to sleep [Levinas, 1987, p. 51], i.e.
to cease working and realizing for some time, originates. In Hamlet’s soliloquy, not-being appears as
a desirable sleep, lapse of consciousness, the opportunity to escape wakefulness and stop self-re-
flecting. In Levinas’s philosophical meditations, the Shakespearean metaphorical analogy not-being —
sleeping was probably supplemented and highlighted by the Cartesian analogy thinking — being. Thus
there appeared the Levinasian antinomy existing — being-toward-death (which requires “a supreme
lucidity and hence a supreme virility” [Levinas, 1987, p. 70] and leads to overcoming death).

Hamlet becomes a symbol of the subject of being and consciousness for Levinas, the main
feature of which is solitude. Within the tragedy’s action, the hero begins feeling particularly sol-
itary after the Ghost tells him the truth about Claudius’s crime. Checking this truth, building up
the whole picture of the situation, and its all-embracing perception make the character’s being
subordinate to the search for answers to life and existential questions, giving substantial signif-
icance and responsibility to his existence. Hamlet perceives the terrible truth about the murder
of his father not only as a distortion of the natural flow of time, a violation of the ordinary laws of
interaction among the past, the present and the future, but also as the severing of ties with oth-
er people: with his mother, who is suspected of being involved in the murder; Ophelia, used as
a spy tool by Polonius; friends, who do not hesitate to start supporting his enemies. As a result,
ties such as family, love and friendship, which are the most significant for every person, appear
to be artificial and, as such, severed. The text of the tragedy indicates their significance for Ham-
let, who addresses all his interlocutors with words expressing love or the need for it. The prince
considers love a cornerstone of his interaction with all Danish subjects:

ALL: Our duty to your Honour.
HAMLET: Your love, as mine to you: farewell [Shakespeare, 1994, p. 39-40];

Love for a woman implies maximum sincerity, requires generosity of heart and absolute mutual trust:

O dear Ophelia, I am ill at these numbers: | have not Art to reckon my groans: but that | love thee
best, O most Best, believe it [Shakespeare, 1994, p. 63].

From Hamlet’s point of view, friendship is also love, incompatible with self-interest and disloyalty:

HAMLET: That you must teach me: but let me conjure you by the rights of our fellowship, by the con-
sonancy of our youth, by the obligation of our ever-preserved love, and by what more dear, a better pro-
poser could charge you withal; be even and direct with me, whether you were sent for or no.

ROSENCRANTZ: What say you?

HAMLET: Nay then | have an eye of you: if you love me hold not off [Shakespeare, 1994, p. 69].

The impossibility of a dialogue filled with love for the Other means the loss of a happy per-
ception of life, meeting with its deadly disharmony. Imprisonment in the bonds of the present,
resulting from the lack of interaction with the necessary Other, objectively reflects the malefi-
cence of power, which leads to the wickedness of the social medium and the disastrous and de-
structive nature of human coexistence. The felonious king makes people betray their personal
essence for the sake of benefits, which come as a reward for their acceptance of crime, consent
to conceal evil deeds and add to them. Therefore, everyone in the felonious king’s environment
becomes a co-perpetrator and rejects their personality under his influence. The hypocritical and
deceitful discourse of power is essentially opposite to the dialogue based on love and equality
of its participants and aimed at finding out the truth. The criminal regime disrupts the normal
flow of this dialogue and severs natural ties among people, thus causing the destruction of the
pillars of human coexistence and making the just organization of society impossible; it results in
the malignant nature of intersubjective interaction by depriving people of the freedom to think
and act independently and implementing the strategies of violence. The criminal nature of pow-
er forces those aware of this criminality to establish the truth/verity in order to ensure the res-
toration of justice and joint efforts toward the common good. It is Hamlet who takes on this role
in Shakespeare’s tragedy:
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The time is out of joint: O cursed spite,
That ever | was born to set it right [Shakespeare, 1994, p. 54-55].

In the context of Levinas’s reflection, the solitude of a person under these circumstances
appears to be productive. It marks the “freedom of beginning” the subject does not exist with-
out; therefore, not only “a despair and an abandonment, but also a virility, a pride and a sover-
eignty” [Levinas, 1987, p. 55] are connected with it. These are the psychological coordinates of
Hamlet’s solitary existence — “proud, aristocratic and genial” [Levinas, 1987, p. 55]. For the hero
of Shakespeare’s tragedy, his solitude turns into not only ontological but also anthropological
doubts, i.e. reflection that acquires special significance and depth:

“What a piece of work is a man! how noble in reason! how infinite in faculty! in form and moving how
express and admirable! in action, how like an angel! in apprehension, how like a god! the beauty of the
world, the paragon of animals; and yet to me, what is this quintessence of dust? man delights not me; no,
nor woman neither; though by your smiling you seem to say so” [Shakespeare, 1994, p. 69].

In this regard, the focus on the image of Hamlet allowed Levinas to move beyond the “terms
of despair” proposed by existentialists and the analysis of solitude they carried out. The nobility
(thatis, absolute disinterestedness) of Hamlet’s actions directs him to the future in which he is per-
sonally absent. This future, harmonized through tragic efforts, which exceed any capabilities, lead-
ing the hero to death and at the same time freeing him from it, is revealed at the end of the play.

Hamlet’s solitude is both highlighted and questioned by his dialogical interaction with oth-
ers, whom he has to look for and manages to find beyond the bounds of ordinary existence.
Thus, while verifying the truth revealed by the Ghost, Hamlet extends the boundaries of his be-
ing, moving beyond the conventional. This pushing of the limits stands in paradoxical contrast
with the image of imprisoning Denmark and the constraints imposed on the hero by his role of
avenger, which he nevertheless voluntarily accepts upon reflection.

The others who open for Hamlet a prospect of dialogical interaction, which is necessary
for learning the truth, are his friend Horatio, the actor hired for the production of “The Mouse-
trap”, and “poor Yorick”, whose skull the prince “talks to” at the churchyard. All the interlocu-
tors are the representatives of other “worlds”, each having its own spatial-temporal coordinates
and chronotopic peculiarities; they unclose the existence of the central character, making the
play in its entirety artistically open and, as a result, ontologically multidimensional. Horatio rep-
resents the universe of the distant antique past; the actors are the representatives of the world
of art, apparently isolated from reality; “poor Yorick”, who died a long time ago, having crossed
the border between life and death, represents the space of eternity and afterworld being/non-
being, which can be conceived very differently depending on the worldview of the recipient of
Shakespeare’s work. Hamlet finds himself in a situation where most of the people closest to him,
in particular, his relatives, turn out alienated and distant, dissolved in the hypocrisy of the crim-
inal regime, whereas the seemingly impassable boundaries of the fundamentally different ex-
istential planes become transparent and relative. The hero discovers the “unexpected” others
and, by starting a dialogical interaction with them, reaches a new level of communication, which
opens up the prospects of approaching the truth.

Levinas reflects upon the dependence of the ego on itself, upon the subject of conscious-
ness being burdened with its materiality, which makes the body be perceived as a grave and a
prison. This way of thinking makes it clear why not only the whole of Denmark but also the whole
world is a prison for Hamlet: being destined to be preoccupied with oneself and based on one-
self when reaching after the truth correlates with being captured by the present “I”. Escaping
this captivity is possible only into the future where there is no ego and through finding the dia-
chronic Other; within the context of “Time and the Other”, it is a son for the father. Levinas’s in-
terpretation of relationships between sexes and generations acutely challenges the psychoana-
lytic approach to the image of Hamlet, suggested by Freud. The high level of this character’s re-
flexivity, his honesty in his thoughts and actions, and his noble neglect of pragmatic interests and
goals meet the standards of ethical height and purity, defined by Levinas’s concept of dialogical
interaction with the Other.
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Hamlet overcomes his own present and opens the way to the future because he recogniz-
es himself as the Other with regard to his predecessors (Horatio, Yorick and the characters from
the actor’s monologue), who belong to three different existential planes connected with differ-
ent cultural traditions of the past. Firstly, this involves the antique cultural tradition, essential
for Hamlet as a representative of the Renaissance and marked by the image of the most “just”
[Shakespeare, 1994, p. 87] of all men, Horatio:

...dost thou hear,

Since my dear soul was mistress of my choice,

And could of men distinguish, her election

Hath seal’d thee for herself. For thou hast been

As one in suffering all, that suffers nothing.

A man that Fortune’s buffets, and rewards

Hast ta’en with equal thanks. And blest are those,
Whose blood and judgment are so well commingled,
That they are not a pipe for Fortune’s finger,

To sound what stop she please. Give me that man,
That is not passion’s slave, and | will wear him

In my heart’s core, ay, in my heart of heart,

As | do thee [Shakespeare, 1994, p. 87].

Hamlet’s friend admits that he does not belong to the present, seeing himself rather as an
inhabitant of Ancient Rome (“l am more an antique Roman than a Dane” [Shakespeare, 1994, p.
154]. Therefore, he can be a calm and unbiased witness of the present day who can evaluate it
on the basis of the antique value system that has stood the test of time.

Secondly, this involves the actor, who can make the audience cry over the fall of Troy, i.e.
construct an emotional bridge in the fictional dimension of the scenic art, making sympathy and
compassion possible despite spatial-temporal distortions. Hamlet meditates on the empathic
abilities of the actor, who is to play the king in “The Mousetrap”, blaming himself for his lack of
emotional response to the events in Elsinore:

Is it not monstrous that this Player here,

But in a fiction, in a dream of passion,

Could force his soul so to his own conceit,

That from her working, all his visage wann’d;

Tears in his eyes, distraction in’s aspect,

A broken voice, and his whole function suiting

With forms, to his conceit? and all for nothing?

For Hecuba?

What’s Hecuba to him, or he to Hecuba,

That he should weep for her? [Shakespeare, 1994, p. 77].

As to the jester Yorick, the familiar carnival contact with him (through laughing over his
remains at the churchyard) means entering the blasphemous tradition, fraternization with a
fool, “who feels and bespeaks with lucidity the unsubstantiality of the world and the absurd-
ity of its situations” [Levinas, 1987, p. 59], i.e. seeks the truth by destroying the conventional
traditions of its representation — deeply-rooted formulas and static images in which the truth
dies.

However, what is most important here is that Prince Hamlet assumes the responsibility to
be the diachronic Other in relation to the murdered King Hamlet, that is, to be his own father’s
son. The hero could see his father with the eyes of his soul even before he met the Ghost:

HAMPLET: My father, methinks | see my father.
HORATIO: Oh where my Lord?
HAMPLET: In my mind’s eye, Horatio [Shakespeare, 1994, p. 37].
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The dialogue with the Ghost, in which the request “Mark me” [Shakespeare, 1994, p. 48]
is heard and during which Hamlet literally follows his father (“...I'll follow thee” [Shakespeare,
1994, p. 47]), ends with a demand to remember, addressed from the dead to the living, from the
Ghost of the father to his son. Furthermore, the son makes his father’s memory, that is, a pro-
found dialogue with him, the motto of his life:

...now to my word;
It is; Adieu, adieu, remember me;
| have sworn’t [Shakespeare, 1994, p. 51].

Importantly, Horatio, whose name is associated with the age of the great kings of Rome,
the actor capable of playing the king on stage, and the jester as a trickster of the king metonym-
ically enhance the meaningfulness of Hamlet’s dialogue with his father as a core of the trage-
dy. According to Anikst, “there would have been no tragedy” without the Ghost; “from the be-
ginning and to the end, he or, more precisely, his image floats over it” [AHuKcT, 1986]. It is how
Levinas could probably understand the dialogue between Hamlet and his father when he laid the
foundation of his philosophy of dialogue. Levinas believes the dialogue between the father and
the son has the potential of overcoming the dependency on the present, liberating the subject
of consciousness from the captivity of the ego and discovering the Other, who brings the prom-
ise of defeating death and finding out the truth. In the context of Levinas’s philosophical medita-
tions, attentive listening to the voices of the past opens, paradoxically, the way to the future, lib-
erating the solitary subject’s consciousness from the captivity of individual existence and letting
it into the dialogue with the Other.

Certain aspects of the dialogical discovery of the Other, illustrated by such characters of
Hamlet as Horatio, the actor and the jester, are of great importance. The name “Horatio” is per-
ceived as a link between people who belong to different epochs; it represents the tradition de-
noted by the specific person’s face. In this regard, the name is a sign that stands for a face. It
leads to the event of meeting the Other face-to-face (le face-a-face), to “the encounter with
a face that at once gives and conceals the Other” [Levinas, 1987, pp. 78-79]. In the case of
the name “Horatio”, balancing between giving/concealing also applies to the particular person,
Hamlet’s friend, who seems to disappear through association with the ancient Roman poet, stat-
ing that he does not belong to his own present, and to the poet himself, who is only slightly visi-
ble due to his name in the personality of the character of the Shakespearean tragedy. In any case,
the dialogue that breaks the boundaries of space and time, connecting different epochs, requires
the face denoted by the name, which seems to show through the dark secret of death/nothing-
ness. In this regard, Horatio does appear as Hamlet’s alter ego: he is the same interlocutor and
descendant of antiquity, represented by the name and face of Horatio, as Prince Hamlet is King
Hamlet’s interlocutor and descendant. Due to their efforts, the past goes beyond its present and
finds itself in its future. Horatio, a scholar, leads Hamlet to the encounter with the Ghost and is
the first to start the conversation with the latter. The tradition peculiar to many peoples to name
a child in honour of another specific person should be perceived as an invitation to the dialogue,
which ties together different time planes, complementing blood kinship with the spiritual one,
and maintains cultural traditions and passing on cultural experience “from hand to hand”.

The image of the actor reciting a monologue fragment devoted to the fall of Troy empha-
sizes the importance of emotional unity with the Other in the course of dialogical interaction.
The dialogical discovery and understanding of the Other are impossible without this empathic (as
W. Dilthey would have called it) intersection of personalities founded on sympathy and compas-
sion. What is important here is the objective detachment from the subject to which the emotion-
al response is addressed, the absence of any particular connections with it, which is focused on
the present, and any self-interestedness. The presence of these connections imposed on Hamlet
today in the pointedly “revealing” and “unconventional” wilful readings of the tragedy [®ponos,
2017] openly negates the meanings important in the context of the philosophy of dialogue. “The
other is known through sympathy, as another (my)self, as the alter ego,” notes Levinas [Levinas,
1987, p. 83]. “What’s Hecuba to him?” Hamlet is surprised by the actor’s approach to the Oth-
er. It is important that Hamlet asks to recite a passage that illustrates the catastrophe of the leg-
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endary ancient state. The death of the King and suffering of the Queen of Troy, Priam and Hecu-
ba, which resulted from perfidy, marks the beginning of an overall tragedy, the fall of the whole
country. Hamlet sympathizes with the ancient catastrophe because he perceives history through
the prism of the crime he witnessed and became the victim of and the tragedy he is experienc-
ing. By contrast, the sympathy for the suffering of humiliated Hecuba is strengthened by the fact
that the prince is aware of Gertrude’s guilt and feels wounded by his mother’s betrayal of his fa-
ther’s memory. Unlike the wife of the King of Troy, Queen Gertrude did not share death with the
murdered king but joined the felonious king. Having turned a blind eye to the terrible truth, she
became an accomplice in crime and made it necessary for her son to take revenge on his mother
in the fight for justice restoration. So, art makes emotional unity, compassion and sympathy pos-
sible in the space of historical existence, shared by all people and accompanied by the constant
disbalance between good and evil and the activity of ruthless evil, which makes people suffer,
bringing misery and death. Under the rules of artistic generalization, the mythical name of He-
cuba and the artistic image associated with it point at a large number of other sufferers, victims
of history; they personify our sympathy, unite it in one “face” and serve as a reminder of the his-
torical catastrophe. According to Levinas, “the situation of the face-to-face would be the very ac-
complishment of time”, the condition of time presupposes the “intersubjective relationship” and
“lies in the relationship among humans, or in history” [Levinas, 1987, p. 79]. Similar to the actor
who recites the passage about the fall of Troy in Shakespeare’s tragedy, Levinas builds a bridge
to the in the same way tragic nature of contemporary history through his philosophical play on
the image of Hamlet. The philosopher talks about contemporary victims of historical crimes and
hints at the criminals with their hypocritical anti-human Nazi ideology — the deceitful discourse
of power, which is always criminal and, therefore, constantly hypocritical. Looking for the Oth-
er in the future, the thinker himself is looking for the path to liberation from the present, which
literally turned out the prison for many people and himself in the mid-1940s. Naturally, finding
this Other in the future presupposes sympathy addressed to the past. Without this sympathy,
the history of humanity falls to pieces, and the continuity of times breaks. According to Shake-
speare’s artistic logic and Levinas’s philosophical logic, the lack of compassion for the victims of
crimes of the past is, in its turn, a moral crime.

In this respect, art and its creators perform an important universal cultural function that
does not exist for the philistines, which is focused solely on their selfish interests. The contra-
dictions between the creative and philistine views on history and artistic reflection on it repre-
sent the contradictions between the progressive and regressive historical trends. Let us recall
the novel “Ulysses” by James Joyce, with “Hamlet” being one of its central prototexts, along with
Homer’s “Odyssey”. It is painful for Stephen Dedalus to see the inability of his students to sym-
pathize with historical figures and their lack of interest in historical events. The name of the gen-
eral Pyrrhus Stephen is telling his students about is associated with the “hellish Pyrrhus”, also
mentioned in the monologue of Shakespeare’s actor, hinting at the character’s sensitive issue
of his mother’s death. This indifference to the tragedies of the past, demonstrated in the histo-
ry lesson, threatens with distortion of historical events. When people lose the ability to sympa-
thize with those who lived in previous eras and suffered from the tragedies of the past, they also
lose vigilance about the present day: they do not draw any conclusions from the mistakes of pre-
vious generations, do not learn from their experience, ignore the suffering of their fellowmen
and do not notice current ominous trends. The lack of a strong sense of connection between the
present and the past, which originates in art, poses the threat of creating new tragedies and los-
ing the future.

Hamlet’s address to “poor Yorick” emphasizes the equality of dialogue participants in the
face of life and death, which corresponds to the carnival worldview. As is well known, when il-
lustrating the origins of carnivalization in Renaissance literature, M. Bakhtin [BaxTnH, 1990] con-
vincingly described the ability of the medieval carnival culture to bring the representatives of dif-
ferent social strata together in the space of festive freedom. According to Bakhtin, carnival ex-
cuses the human body, permits familiar contact in the hustle and bustle of the feasting crowd
and welcomes the neglect of socially approved ethical norms and rules of conduct, imposed by
the strict social hierarchy. Hamlet is holding Yorick’s skull, whereas, in the past, Yorick held little
Hamlet in his arms:
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HAMLET: Let me see. Alas poor Yorick, | knew him Horatio; a fellow of infinite jest; of most excellent
fancy, he hath borne me on his back a thousand times: and now how abhorred in my imagination it is, my
gorge rises at it. Here hung those lips, that | have kiss’d | know not how oft. Where be your gibes now? your
gambols? your songs? your flashes of merriment that were wont to set the table on a roar? Not one now to
mock your own grinning? quite chap-fallen? Now get you to my Lady’s chamber, and tell her, let her paint
an inch thick, to this favour she must come. Make her laugh at that... [Shakespeare, 1994, pp. 138-139].

It is impossible to reduce the distance in time and break down the barrier between the already
lost “today” of one person and the yet unfound past/future of another without this personal equali-
ty marked by familiar carnival contact. It is not accidental that Hamlet mentions Alexander the Great,
realizing that even his body decomposed after his death like the body of any other human being. Ac-
cording to the coordinate system of carnival culture, its peculiar festive worldview is accompanied by
an ambivalent, foolish (blasphemous) laugh, which can bury and resurrect at the same time. Ham-
let not only laughs at the churchyard, i.e. laughs a carnival laugh, but also introduces the motif of the
body, which is corruptible and, at the same time, immortal in the life of humankind. If an individu-
al is mortal, individual death can be overcome within humankind as a biological species. There is an
infinite prospect for development and the continued existence of humanity in the future due to the
torch passed from generation to generation and due to new births. It should be noted that marked
by the figure of the jester, the tradition of telling the truth to a king’s face and addressing a suzerain
in the manner of carnival laughter, ignoring the rules of etiquette, social roles and social hierarchy is
used by Hamlet in his search after truth. According to the ambivalence of carnival laughter, the mask
of a madman behind which Hamlet hides his real intentions brings the tragic and the comic together.
Since madness was a characteristic motif of the antique Menippean satire from which European car-
nival culture derives its origin, what is of interest here is the transformation of this motif within the
Renaissance tragedy. Shakespeare constructs the image of Hamlet at the intersection of madness and
blasphemy, thoughtful circumspection and extreme sincerity incompatible with any social role. Para-
doxically, acting a fool combines with Hamlet’s tragic mission caused by the dialogue with his father
as with the Other and, as a result, is enriched with a wide range of feelings typical for a Renaissance
man, who supplements carnival freedom with the heroic spirit of responsible actions, compassion
and gratitude, open-mindedness, noble selflessness and willingness to sacrifice oneself. “Poor Yor-
ick”, the King’s jester, can also be considered an antinomic metonymy of Hamlet senior, made possi-
ble by the carnivalesque tradition, the image connected with Hamlet’s lost father in the hero’s per-
ception. The jester alongside the king is his reverse reflection: if the king is primarily a spirit, the jest-
er is a body; the former is majesty and responsibility, the latter is humiliation and freedom. If the king-
father was the prince’s model of “a man, take him for all in all” [Shakespeare, 1994, p. 37], the jest-
er, while playing with young Hamlet, carried him on his back, giving him bodily warmth and offering a
temporary liberation from his social role.

Hamlet’s “twins,” Laertes and Fortinbras, whose presence Anikst relates to the influence of
Baroque poetics [AHUKCT, 1986], though being in the same situation of necessity to avenge their
fathers (Polonius and Fortinbras senior), are in the captivity of the present. Laertes’s present is
limited to his family affairs, and Fortinbras’s present is limited to state and political matters. De-
spite the defeat of one and the victory of the other, these characters are similar as they make
no choice and follow the circumstances, which are favourable for one and unfavourable for the
other; both stay within only one existential plane. Laertes is not the reason for his own defeat;
neither is getting the Danish throne “victoriously” Fortinbras’s accomplishment. They represent
“lowering the bar” of personal self-development/realization of the Renaissance man, set by the
image of Hamlet, and deviation from the profound philosophical problems of the tragedy, that
is, introduce profanation, which, according to Levinas, does not negate the mystery of personali-
ty and being, but is “one of the possible relationships with it” [Levinas, 1987, p. 86]. Materialized
in the text of the tragedy, the verbal dialogue between Polonius and Laertes and the eventful di-
alogue between Fortinbras and his father, whose defeats he seeks to turn into victories, are full
of calculating self-interest. In the context of these considerations, it can be assumed that only
a genuine dialogue with the Other allows a person to rise to the level of a tragic hero and de-
vote oneself to high service (liturgy), the meaning of which goes beyond the present day into the
space of history, its great time and the meanings it causes.
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In Levinas’s work “Humanism of the Other”, the face of the Other reveals the presence
of God in the world, without whom the unity of the world is lost. The philosopher points
out that this loss is “consecrated against the grain” by Nietzsche’s commonplace paradox-
ical judgment about the death of God. The world that lacks “the sense of all, the Rome to
which all roads lead, the symphony in which all meanings sing, the song of songs” [Levinas,
1996, p. 47] is destined for the absurd. Instead, the discovery of the Other, which requires
overcoming selfishness and going beyond the odyssey of constant self-absorbed returning
to oneself, presupposes selfless service and hermeneutic efforts aimed at interpreting the
integrity of the existence of another person, initiates activity and responsibility, correlates
with the idea of infinity. According to Levinas, the face of the Other addresses the ego with
its order to do what cannot be postponed or transferred to anybody else, revealing the en-
tire immensity and infinity of the “absolutely other that escapes ontology” [Levinas, 1998,
p. 185]. Thus, the task resulting from the movement toward the Other appears to match the
sublime presence of the Absolute Being, indicated by a trace — the imprint of the transcend-
ent. As Levinas notes, “the trace qua trace does not simply lead to the past but is the very
passing toward a past more remote than any past and any future which still are set in my
time — the past of the Other in which eternity takes form, an absolute past which unites all
times” [Levinas, 1996, p. 63].

It is a well-known fact that Shakespeare played the part of the Ghost in the play, and the
protagonist’s name correlates with the name of the author’s late son. In J. Joyce’s “Ulysses”, it
provided the grounds for Stephen Dedalus to formulate his theory concerning the tragedy, ac-
cording to which Gertrude and Claudius are associated with the author’s unfaithful wife and his
brother, and the central character — with the playwright’s gone son Hamnet. Consequently, the
living and dead participants of the dialogue in “Hamlet” exchange their roles and statuses so that
both of them appear to be dead and alive at the same time, that is, acquire an entirely new qual-
ity as a result of the discovery of the Other, actualized within the space of the work. Using Levi-
nas’s expression, one can call this quality “escaping death”, a unity at the level of the transcend-
ent —the absolute Other over which ontology has no power.

The dialogical unity with the absolute Other, predefined by Shakespeare’s tragedy, was
artistically interpreted by B. Pasternak in his poem “Hamlet”, which projects the relation-
ships between the father and the son onto the plane of the divine plan and its implementa-
tion by using gospel allusions (the agony in the garden of Gethsemane). This takes the axi-
ological semantics of the intentions of the subject of reflection to a fundamentally new lev-
el [MapuHuak, 2011]. The persona, the subject of feeling and speaking, is at once the actor
playing the part of Hamlet in Shakespeare’s tragedy, Hamlet, who commits himself to the
task of restoring the violated justice, following his father’s directions, and Christ, whose mis-
sion fulfils the will of God the Father, opening for all people the prospect of the victory over
death. In fact, it complies with the principles of organization of the system of characters of
the tragedy, which allows one person to appear in different hypostases and projections: for
example, the late King Hamlet is present on stage in the form of Ghost the spirit, a real per-
son (the father referred to by Hamlet, the son), and Hamlet himself, whose flesh and spir-
it are inextricably linked with his father by the fact of birth and inheritance of the name.
Therefore, the spirit, the father, and the son are materialized by the integrity of the literary
work, which, by means of the stage production, enters the actual being of the author, who
played the spirit in the play and continues to participate in the shared spiritual existence of
people after his death through the spiritual dialogue with the recipients of his work, made
possible by art. According to this highly elaborate, multifaceted and essentially open artistic
and existential configuration, the persona of Pasternak’s “Hamlet” is Yuri Zhivago and Boris
Pasternak (the character and the author of “Doctor Zhivago”), every actor playing the part of
Hamlet in Shakespeare’s tragedy or any role in any theatre performance, and every person
who lives their unique and complex life, following their personal truth or opposing it. Ham-
let (the hero of the tragedy written by the author of genius) and Christ (the axis and sense
of history, as K. Jaspers would have said), who are, correspondingly, the sons of the Danish
king and the King of Heaven, are moving towards their fathers - the earthly one and the eter-
nal one. In the context of Pasternak’s lyric interpretation as well as in Levinas’s philosoph-
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ical meditations, Hamlet and Christ appear to be the personal maximum of the particular
and Absolute Other, related as the part and the whole within the integrity of being. Hence,
in the context of the above paradigm, the person appears as a participant in the dialogue with
the Other, which enables achieving the fullest self-actualization and genuine eventful fullness of
being. At the same time, the person becomes a space of dialogue among different transcendent
existential subjects, the mutual discovery of which fills human existence with both tragedy and
meaning, opening the way for the renewal and harmonization of our shared being.

Therefore, of great significance is the fact that in Shakespeare’s tragedy, Hamlet moves
toward his father as the Other, looking for his trace both in the outer and inner worlds. He
recognizes his father in the Ghost, overcoming the fear of communication with the after-
world; he perceives the deceased king as a role model; he is in despair because there is no
memory of her late husband in Queen Gertrude’s heart, etc. All these efforts aim at ap-
proaching his father as the necessary Other; they eventually make the hero act to restore
the lost balance of good and evil powers and set the time right, and turn out to be noble self-
sacrifice for the sake of the past and the future in which the hero himself is absent. These ac-
tions are perceived as corresponding to the grand design, absolute justice that gives evil due
and puts an end to its reign. In this regard, Shakespeare’s tragedy begins to play the role of a
generalized artistic trace concerning the human actions of that level, inviting every potential
recipient of the scenic or literary text to the dialogue-reading. Shakespeare’s genius allows
any reader to discover Hamlet as the Other within the work of art, thus directing the dialog-
ical interaction into the future. It is no coincidence that this tragedy of Shakespeare has an
impressive history of adaptations for the stage, supplemented by film adaptations since the
20 century. If the dialogue with Hamlet as the Other still becomes the biggest test for an
actor, the dialogue with Shakespeare as the Other is a real challenge for a director who de-
cides to stage or cinematize the play. For any reader of the tragedy as a work of literature,
both Hamlet and Shakespeare embody an invitation to the dialogue that reveals the recipi-
ent’s true personality. It is probably the reason for readers of all time to seek this dialogue,
be interested in the mystery of the hero and the author, oscillations between excitement
and disenchantment, which follows the flow of the tragedy through time, or try to avoid this
dialogue as if protecting themselves from disclosure and evading significant inner work di-
rected by the philosophical tragedy toward self-knowledge. The horizons of the existence
of W. Shakespeare’s tragedy in any given artistic interpretation are an important subject of
further research into the work’s sense-bearing sphere that reflects the vectors of a univer-
sal dialogue taking place in the space of culture.

So, the interpretation of W. Shakespeare’s tragedy “Hamlet” in the context of E. Levinas’s
philosophical ideas makes it possible to assess the cognitive potential of the dialogical interac-
tion between philosophical and artistic discourses. Their complementarity gains particular signif-
icance in the process of reflection aimed at comprehending the aspects of the intersection of on-
tological and anthropological riddles. This intersection emphasizes such facets of the poetics of
the famous play (in particular, the organization of its system of images) that are subordinated to
the task of implementing the dialogue between the ego and the Other.
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The article concentrates on the study of the relationship between literary-artistic and philosophical
discourses in the process of verbalizing universal cultural meanings of existence and building a holistic con-
cept of man as an uppermost task of creation and re-creation (interpretation) of a literary work through
the example of W. Shakespeare’s tragedy “Hamlet”.

The article aims to interpret W. Shakespeare’s tragedy “Hamlet” in the context of ideas of the French
thinker E. Levinas, one of the founders of the philosophy of dialogue. The tasks of the study are to charac-
terize the significance of the dialogical vision of personality for the contemporary interpretation of the clas-
sics of world literature, to reveal the importance of dialogue between artistic and philosophical discours-
es while cognizing the human being in his interaction with the world and to consider the system of imag-
es in W. Shakespeare’s tragedy “Hamlet” with regard to the philosophy of the Other, developed in E. Levi-
nas’s works “Time and the Other” and “Humanism of the Other”. The main research methods include cul-
ture-historical and hermeneutic methods applied in addition to the fundamental ideas of the philosophy
of dialogue.

The article deals with the tragedy “Hamlet” by W. Shakespeare as a prototext for E. Levinas’s philo-
sophical work “Time and the Other”. Shakespearean reminiscences are characterized as important in terms
of the development of the Levinasian concept of man. According to Levinas, the essence of the person is
revealed in the dialogical interaction with the Other, which allows one to go beyond the present as captivi-
ty, discover the connections with the future in which the subject no longer exists, and achieve the eventful
fullness of being, which leads to harmony and opens the way to the transcendental subject and eternity.

The system of images in W. Shakespeare’s tragedy “Hamlet” allows one to associate the title charac-
ter with different variants of the Other, which become significant for him as he fulfils the Ghost’s will. The
unfolding of the action can be interpreted as such that it features the establishment of dialogical interac-
tion between the father and the son in its meaningful subtext. At the level of events, the achieved interac-
tion is seen as the fullness of the characters’ personal existence (above all, that of Hamlet and the Ghost),
which manifests itself in overcoming the boundary between life and death, restoring the normal course
of history and asserting the necessity for the superiority of good over evil. Horatio, the actor (i.e. the First
Player), and jester Yorick (an offstage character in the prince’s memories), each of whom represents the
conditions necessary for genuine dialogical interaction (belonging to a tradition, empathy, carnival free-
dom and, therefore, the familiarity of contact with another person), become significant variants of the Oth-
er to Hamlet, metonymically equivalent to his father the king.
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Mema pocnigxeHHA — 3’AcyBaTu CTaH Cy4aCHUX TEOPETUKO-NITepaTypHUX AUCKYCIN B KOHTEKCTI Ha-
YKOBMX pO3p06OK TeopeTukis Kutato Ta AnoHii. Memodu pocnigeHHA — KOMNAapaTUBHUM, aHANITUYHUNA.
3pocTaHHA PO3yMiHHA KPM3M EBPOATIAHTUYHOI TEOPETUYHOI AYMKM B nepLi ABa gecatunitra XXI cT. opop-
Muaoca B nybnikauii mactutux daxisLiB y ranysi nitepaTyposHaBUMX AOCAIAKEHb, NPUCBAYEHUX NPUYU-
HaMm il BUHWKHEHHA Ta TAKCOHOMIi HANPAMKIB | TEOPETUYHUX IHCTPYMEHTIB il nogonaHHA. LLLo noeaHye Becb
Lei Kopnyc obLWMPHUX AOCAIAKEHDb — Lie onocepeAKoBaHe abo 6e3snocepesHe BU3HAHHA KPU3W MAILHUX
TeopeTUKOo-NiTepaTypPHMX NOLUYKIB, O HacTana Nicna TeopeTUYHOro Nnpopusy KiHua 1960-x pp. XX cT. Bo-
AHo4ac, BiAMOBa BM3HABaTWU 3axifHY NiTepaTypy 3a 3pasoK, XYAOXKHbO-eCTETUYHY HOPMY CMPUYUHK-
N1a NoABy MOTYXXHWX TON0CIB MUCbMEHHUKIB, TBOPYIiCTb AKMX bGe3nocepesHbo He chOpmOBaHa 3axigHUM
NiTepaTypHUM KaHOHOM. 3aMo4YaTKOBaHA NOCTKOIOHIaIbHUM AUCKYPCOM NOJIEMIKA LWOA0 eNiCTEMONOTIYHNX
nepcneKkTMB 3axigHOI NiTepaTypHOi Teopii B CMTyauji 3iTKHEHHA 3 He3aXigHUM XYZOMKHiIM TEKCTOM, Ha
3nami XX—XXI cT. nepepocia B OCMUCAEHHSA il OHTONOMYHOrO NoTeHuiany. MucauTeni i XyLoXHUKN J06m
MYJIbTUKYIbTYPaniamy, AiKi 3 04HOro 60Ky CMMpannCb Ha NOCTCTPYKTYPANiCTCbKUI «NPOPUB A0 TpaHLce-
OEHTHOro», a 3 iHWoro — Ha ¢inocodcbKy i NOETUKO-eCTETUYHY NPUPOAY CXiZAHOro MUCTELTBA, MPOAEMOH-
CTPYBa/K, LLLO KOMIIEKC NUTaHb, NOB’A3aHMX 3 MalbByTHIM iCHYBaHHAM NiTepaTypHOI Teopii, Wwo ix nigiimae
cama nitepatypa, Habarato cknagHiwwmii. Hacamnepep, ui npouec cnpuYMHeHi noYatkom GopMyBaHHA
HOBMX MaWBYTHIX rOPU3OHTIB CBITOBOI NiTEPATYPU, BEIMKY POJb Y AKOMY BiZirpatoTb MUTL 3i CXiZHUM Xy-
[OXHbO-eCTETUYHUM A0CBIAOM | 3HAHHAM. 38 OCBOEHHAM 3aXifHOro NiTepaTypHO-eCTEeTUYHOTO KaHOHY —
[,0CUTb TPUBAIMM NEPIOAO0M, KO/IM TBOPYUICTb TAKMX MUCbMEHHMKIB Byna NoxiaHO B 3araibHi napagurmi
3axigHuX nitepaTyp — BigbyBaeTbcA GOpPMyBaHHA HOBOI NiTepaTypu, WO onpoTecToBye 6abiBCbKY igeto
MiMiKpii AIK cnocoby BUXKMBAHHA 1 afanTauii KOOHI30BAaHOTO Ta LEMOHCTPYE CBOIM XYAOXKHIM AXKepenom
KaHOH He3axiaHWi. Enoxa nocT-Teopii Ma€e 3acBig4MTH, LLO YYTKMU MPO «CMEPTb TEOPIi» MOXKYTb ByTH Haz-
TO NepeAvyacHUMMU, AKLLO NOAONAHHA KpU3K Teopii byae 6a3yBaTUCh Ha NiTepaTypHOMY 3HaHHI, Wo Hae 3i
Cxoay.

Knroyosi cnosa: meopis nimepamypu, nocm-meopis, mimesuc, KoosiH Kapamani, Xomi K. baba,
mpaHcyeHOeHmHe, 06pa3
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thought that arose after the “golden age” of high theory in the 1970s — early 1980s,
when, according to the ironic statement of modern scholars, “the intellectual excite-
ment of Poststructuralist High Theory has largely given way to the contingent random and rath-
er more mundane ‘thick descriptions’ of the various new-ish historicisms” [Waugh, 2006, p. 31].
It is the time when venerable theorists, “dinosaurs”, as H. Bloom once described himself, retired
from the theoretic stage. Despite some divergence in existing definitions of the mentioned crisis

The early 21st century is the time marked by the understanding of a crisis of literary
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24



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

introduced into literary theory — “theoretic dissent” by D. Patai and W. Corral [2005], “anti-theo-
ry” by V. Leitch [2014], “post-theory” by D. Elliott with D. Attridge [2011], and T. Eagleton [2004],
“criticism of criticism, a recursive, self-reflexive activity” by P. Waugh [2006], as well as method-
ological approaches to overcoming it — the key component of these definitions is validation if not
of theoretic calamity, then at least of theoretic silence that followed the breakthrough of literary
theory at the late 1960s, named “Theory” (ironically, from its inception) at the early 21st centu-
ry, which determined the direction of the research of the literary text in the long run. P. Waugh,
having chosen a cheeky and humorous tone of analysis of the state of literary theory in the ear-
ly 21st century, quite reasonably defines the Golden Age of literary theory in the second half of
the 20th century as the “Copernican revolution”.

Feminism of the 1950s, with its critique of patriarchal culture, indeed anticipated Poststruc-
turalism and Deconstructivism, which in their turn radically revised the European logocentrism
and metaphysical consciousness as the cornerstones of European worldview. It may be said that
the common core of these theories can be characterized, paraphrasing P. Haidenko, as a Post-
structuralist “breakthrough to the transcendent” [FaingeHko, 1997]. It stems from the reluctance
to substantiate the discourse by any theory of a metaphysical nature, declaration of intrinsic
multiplicity and instability, flexibility of meanings, and objectivation of epistemic uncertainty. In
fact, they formed the basis for the changes that gradually began to form a new European world-
view. The theory and literary practice of Postmodernism, Postcolonial theory, and Multicultural-
ism are closely intertwined in this new worldview. On this premise, the definition of the rise of
Poststructuralist ideas as a “Copernican revolution” does not seem excessive.

At the turn of the 21st century, the powerful impetus given by Poststructuralism to the de-
velopment of literary theory is gradually transformed into the lull of post-theory, the period “be-
tween theories”, when the theoretic silence is emphasized by “theoretic noise”. By this term, we
understand various ideological and academic studies, in one way or another rooted in Poststruc-
turalism, but prove unable to offer a new cognitive system of the principles of art and literary
text, justify the methodology of its analysis and interpretation, develop research tools, etc. The
understanding of the exhaustion of theoretic research was emphasized, particularly in the early
21st century, evidenced by F. Jameson’s article “Symptoms of Theory or Symptoms for Theory”
in 2004. Arguing that “... for theory ... there is no longer a correct way of saying it, and all truths
are at best momentary, situational and marked by a history in the process of change and trans-
formation” [Jameson, 2004], the theorist summarized those studies that led to the actualization
of the problem of the crisis of theory in the second decade of the 21st century: the main rea-
son for exhaustion of the theory lies in the theory itself. Poststructuralist / Deconstructive pro-
claimed mistrust of grand narratives indeed led to the fact that literary theory as institutionally
more or less coherent narrative in various periods of its history, as a result, was dispersed into
theories — or rather “studies” — cultural, ethnic, disability, heliospheric, material (new material-
ism), ecocriticism, intimate critique, not to mention biopolitical, globalist or other “turns”, what
formed the “theoretic noise” of the post-theory era at the early 21 century and what D. Elliott
and D. Attridge ironically but prudently called “possible new beginnings” [Elliott, Attridge, 2011].

However, the reasons for the eclipse of the theory proclaimed by Western literary critics
cannot be reduced to the self-exhaustion of the theory itself. Equally important in the Postcolo-
nial and Multicultural epoch was the appearance of writings by the authors (a significant number
of whom are attached to the scientific communities of leading universities) S. Rushdie, C. Achebe,
J. Coetzee, W. Soyinka, D. Walcott. It cast doubt on the aptitude and adequacy of the literary the-
ory as an epistemological project, and a bit later, when the Euro-Atlantic literary mainstream
began to be shaped by the works of American and European writers of Asian background —
Ruth Ozeki, Kazuo Ishiguro, Timothy Peter Mo, Aysel Ozakin, Dai Sijie, Emine Sevgi Ozdamar, Zaf-
er Senocak, etc. By the second decade of the 21st century, in particular, the writings by Ameri-
can authors of Asian background have finally jettisoned the status of the “other” and are claim-
ing to shape the literary mainstream, emphasizing its genesis in the non-Western canon. The
ideological basis of this process was declared by an African American writer T. Morrison: “l am
writing for black people. ... | don’t have to apologize” [Hoby, 2015]. Esthetically, non-Western
canon as an artistic unconscious has always appeared in the writings of Asian Euro-Atlantic au-
thors at multiple levels of the text. The understanding of this has already shaped the discussions
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in postcolonial studies about the aptitude and adequacy of Western theory in relation to the
study of non-Western literary text. The works of writers with Eastern literary and aesthetic ex-
perience actualizes in Western literature the problem of theoretical and practical replenishment
of key categories in theoretical poetics, such as image, genre, plot, conflict, etc. The need to an-
swer these and other questions presupposes an appeal to the Eastern literary tradition, such as
Tsubouchi Shoyd's speculations in “The Essence of the Novel” (1885-1886), Nakamura Murao’s
“True Prose and Prose About the Inner World” (1925), Guo Shao Yu’s “History of Chinese Liter-
ary criticism” (1936), Shiga Naoya’s concept of rhythm and Akutagawa Ryunosuke’s criticism of
plot-shaped prose.

Among those Western scholars in pursuit of ways to a new theoretic heyday, we should
mention V. Leitch, T. Eagleton, D. Attridge and some other authors of numerous publications,
and a few others who have awarded Poststructuralist studies the status of Theory. For example,
V. Leich, in his monograph “Literary Criticism in the 21st Century. Theory Renaissance” [2014],
presents his perspective of theory in the 21st century as one based on the coexistence and in-
teraction of diverse, in some aspects far too diverse, vectors of the analysis of literary text, as
well as its own ideological role in the theory rebirth, which consists in its conceptual and stylistic
justification in the form of a “middle-way liberal centrist project”. This monograph is important
not only because its author tries to understand the causes of the phenomenon of anti-theory
but also because of the heterogeneous style of analysis — sometimes academically strict, some-
times deeply personalized, obviously deliberately tested by the author as an example of a new
approach to working with the text, which takes “middle” position between reading, analysis, in-
terpretation and what M. Epstein?® has defined as an essayistic method.

Developing speculative explorations in a wide range of principles, traditions and norms of
text reading — from “pleasure reading” to “close reading”, “cultural critique”, etc. — the theorist
stipulates (nevertheless, quite loosely) the inevitability of intimate critique, which is equally an
“offshoot” of cultural and ideology criticism, and their “personalized fusion”. “By intimate cri-
tique | mean the analysis of personal emotions and lived experiences linked with everyday so-
cial, political, and economic forces and antagonists” [Leitch, 2014, p. 45]. Leitch’s text, as a dem-
onstration of the declared principle of non-objectification of the analysis of the literary text, is
primarily characterized by a deliberate rejection of the fundamental principle of theory as ob-
jective knowledge and its compensation by a highly personalized reading of the literary text. It is
characterized by a certain plot of the presentation, autobiographical flashbacks, allusions (“The-
ory is not one thing” as a reminiscence of V. Woolf’s “...nothing was simply one thing”), ironic re-
marks (“ten key rules of formalist close reading in the New Critical manner of Cleanth Brooks”)
and emotional assessments (“card-carrying antitheorist” — about S.A. Schwartz).

Deemphasizing details, it can be claimed that the Renaissance of literary theory that he
envisions comes to the point of being formalized not as a theory per se, but as a much broader
“program”, not limited by an established framework of categories and concepts, definite prin-
ciples and methodology that can be adjusted quite arbitrary or as V. Leitch sees it “invariably
comes down to case-by-case decisions”. It is challenging to fit intimate critique in such terms
even into broad interdisciplinary research. The central contradiction of V. Leitch’s work, how-
ever, lies in the inconsistency of the declared new impetus to the development of the theory,
namely as the Renaissance, i.e. the flourishing, rebirth, and golden age. At the same time, inti-
mate critique is positioned just as the other conformist option, which is essential for survival pro-
ficiency in modern conditions.

There is nothing left to do in the second decade of the 21st century but to acknowledge that
the post-theory period, in fact, records the losses of theoretical enterprise, which has exhaust-
ed its development resource. Thus, in an interview with Professor Zhu Gang of Nanjing Univer-
sity, V. Leitch indeed confirms that, despite the significant changes affecting the literary process
at the turn of the 21st century, the fundamental approaches of literary theory to text analysis,

1 “The essayistic method consists in the fact that the subject of writing itself turns into a method of
writing, into a starting point, a primary concept. A subject comprehended essayistically, as it were, creates
a science about itself, from an object of methodology turns into a subject, from a conceivable concept into
a thinking understanding of itself” (“Essayistics as a zero discipline”) [3nwrTeiiH, 1998].
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its conceptual and terminological apparatus, despite all its contradiction, remains rigorous: “The
literature | studied and the methods | learned in the 1960s — shaped by modernist literary aes-
theticism and critical formalism — were overturned within 15 years. Yet the scrupulous methods
of formalist close reading exhibit a remarkable staying power, as do the core canonical literary
works” [Leitch, 2014, p. 53]. Zhu Gang’s question based on the core idea of contemporary Chi-
nese intellectuals regarding the commitment of Western theoretic thought to transform having
consideration for non-Western scientific and artistic knowledge is at the centre of this interview.
V. Leitch (and how masterfully Zhu Gang leads him up to it) states that non-Western literature
in Western universities is inaccessible and absolutely nonindigenous (“appear like alien viruses”)
and obtains a critically low presence (“injects”) in university literature curricula The statement
of this fact in itself is an apparent concession to the Chinese specialist in the field of Poststruc-
turalist studies, generally recognized in the West. At the same time, one cannot help but notice
that this rather a superficial responce to the profound and multi-faceted pivotal question of Zhu
Gang'’s entire interview (its formulations, unlike all others, do not revolve around V. Leich’s per-

VT

sonal vision of the future of literary theory and criticism, like “in your view”, “you have promot-
ed recent critical trends”, “you have read Derrida quite comprehensively”, “as a general editor ...
you hold in complying such a volume”) clearly demonstrates the unpreparedness Western theo-
rist to recognize that the Renaissance of literary theory is impossible without taking into account
the philosophical and aesthetic fundamentals of non-Western literature.

The publication of “Theory After ‘Theory’” in 2011 (edited by J. Elliott and D. Attridge) is
seen as a collective attempt, if not to understand, then at least to outline the contours of the cur-
rent theoretic landscape [Elliott, Attridge, 2011, p. 2], to “map” the possible roots of future direc-
tions of theoretic and literary thought. After all, this is how the goals and objectives of the book
are understood — instead of in-depth analysis, the main criterion for the value of the proposed
theoretical research is originality, importance, decisiveness and intellectual commitment to the
“project of theory”, as well as the consensus that modern theory “must now become something
distinctly other than it has been before” [Elliott, Attridge, 2011, p. 2]. From the editors’ perspec-
tive, the theorists whose works are included in the publication equally deserve credit for shift-
ing their interests from the key figures of Poststructuralism and Deconstructivism to their suc-
cessors, G. Agamben or A. Badiou, whose speculations can only be considered among contribu-
tors to the fundamental theories of J. Derrida, G. Deleuze, and J. Lacan. For example, G. Agam-
ben’s monographs “The Man Without Content” [Agamben, 1999], “Stanzas: Word and Phantom
in Western Culture” [Agamben, 1993] are considered a fruitful substantiation of M. Heidegger’s
and W. Benjamin’s insights.

At the fringes of literary discourse, there are still the views of scholars who not only demon-
strate the aptitude and non-versatility of the categories developed by Western theoretical poetics
but also challenge the status of literary theory and its validity as a tool for extracting meaning from
a text. Among these, we ought to name a Japanese literary theorist and philosopher Kojin Karatani,
the author of the monograph “The Origins of Modern Japanese Literature” published in 1980. The
incipience of the phenomenon of K. Karatani, as we see it, can be regarded as a totally different,
complete and profound reconsideration of the generally accepted concepts and fundaments of the
study of the Japanese literary process at the turn of the 20th century, as his ideas allow us to see
those aspects that remained unexploited by Western theorists and Eastern literature researchers.
K. Karatani’s academic papers are seen as an attempt to renew the inconsistencies that character-
ized the relationship between Japanese and non-Japanese — especially Western — universes of lit-
erary theory and critique. K. Karatani’s radical rethinking of Japanese literature of the post-Meiji
restoration era (1866—1912) can be recognized as a desire to shed light on the premises underly-
ing the understanding of the concept of “modernity.” Such terms as “literary history”, “moderniza-
tion/modernity”, “literature,” and “structure” are represented in his analyses as ideological con-
cepts. K. Karatani combines numerous links into an argument that reveals what remained unno-
ticed in the Western understanding of the reasons for the development of modern Eastern culture.
The research of the Japanese intellectual questions the evidence of main Western hypotheses and
core theoretic concepts, as well as their originality [Karatani, 1993].

K. Karatani’s contribution as a critic is in a deep literary analysis of modern Japanese lit-
erature through the prism of European and American literary concepts and the conviction that
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its understanding within the framework of these concepts and established Western categories
alone leads to the creation of a “construct” of Japanese literature, and thus, to its fallacious in-
terpretations. Instead, he emphasizes concepts — or, rather, premises — that enable a deep un-
derstanding of Japanese literature: “subject and object”, “I-novel”, “landscape”, “confession”,
“child”, etc. Each of the above premises becomes understandable through the prism of inversion
(the tento strategy). By applying this strategy, K. Karatani thereby carries out inevitable paradigm
shifts, creating the illusion of times of depth and duration of the past. As it is seen by his transla-
tor and researcher B. de Bary, his methodology is a phenomenological transformation, the pur-
pose of which is to raise all doubts “as one of ideology critique, of an aggressive defamiliariza-
tion” [Bary, 1993], that is, to present the generally accepted Western theoretical framework on
which the studies of Japanese literature of the 19th—20th centuries were based, in a new per-
spective.

This study, published at the pinnacle of Western Theory, first and foremost questions the
versatility and validity of Western literary theory as a logically constructed epistemological sys-
tem monopolizing knowledge about literature. As an example, the author cites Natsume Soseki’s
belief that, compared to creative writing, literary theory is unstructured and impractical specula-
tions, something intimate, written about literature “from within”. Furthermore, this paradoxical
for a Western literary critic vision of the theory was fully reflected, as K. Karatani highlights in his
preface to the novel “Kokoro” (“The Heart”), which “... is written in an extremely personal style,
which contrasts strikingly with the formal style of the work itself” [Karatani, 1993, p. 11]. Howev-
er, K. Karatani’s scepticism towards literary theory is most clearly manifested in the use of a min-
imal number of categories and concepts specific to the metalanguage of literary theory. The ones
that are present in the book do not pretend to be systematic, accurate or otherwise specific.

Secondly, the monograph revises the approaches to understanding the history of literature
as a phenomenon of objective reality and refutes the universality of English and, more broadly,
Western literature as an aesthetic norm. In this regard, the generally accepted thesis in Western
literary studies about the key role of Western literature in the formation of Japanese literature
during the Meiji Restoration is called into question. To agree that the discovery of landscape or
the child in Japanese literature of this period is influenced by Western literature, for K. Karatani,
means to acknowledge their existence before/after, but not within the literary text. Thus, to
recognize them as the categories of literary history, not the categories of art and aesthetics. To
declare the “discovery” of landscape by Japanese literature only at the end of the 19th centu-
ry is to ignore the existence of both the sansuiga “mountains and water pictures” as one of the
most prominent Japanese perceptions and reflections of sacred and idealized landscape, kacho
fugetsu (“flowers, birds, wind, and moon” i.e. elevated and sensitive description of images of na-
ture) and jokei (“compositions about places”) as a poetic genre that K. Karatani pinpoints. To un-
derstand the processes that took place in Japanese literature at the moment of its discovery by
the West, the scholar introduces the idea of “inversion” instead of the linear-historical model of
literary modernization: “... we cannot describe the Japanese discovery of “landscape” as a pro-
cess that unfolded in a linear pattern from past to present. “Time” has been refracted and turned
upside down” [Karatani, 1993, p. 19]. For F. Jameson, inversion is nothing more than a seman-
tic juggling, a “great laboratory experiment”, and a means of implementing “theoretical presti-
digitations” [Jameson, 1993, p. ix]. For K. Karatani, inversion is a tool that reveals how superfi-
cial and mechanistic the understanding of philosophy and poetics of landscape in Japanese ar-
tistic practice by Western theory is and how little it takes into account the body of aesthetic ide-
als and principles that shaped the traditions of Japanese literature. These are ideals and princi-
ples, thanks to which any artistically significant phenomenon that falls into the sphere of Japa-
nese literature will be reconsidered and crystallized in accordance with them. Unlike Western
literature, in which, starting with the descriptions of nature in Dante’s “The Divine Comedy”,
the landscape remains a non-plot element, an object for the artist and protagonist, the Japa-
nese artist “is not looking at an object, but envisioning the transcendental”. In the book of Mat-
suo Basho, according to K. Karatani, there are no descriptions of nature, and even what “looks
like description is not” [Karatani, 1993, 21], and the man-landscape in the story “Unforgettable
People” by Kunikida Doppo is an example that the landscape is not “outside” but “within the in-
ner man” who seems indifferent to his outer surroundings, the understanding of which requires
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a “fundamental inversion” of consciousness, and in this inversion one discovers Doppo’s land-
scape. The transcendence of the Japanese landscape takes it beyond the epistemological frame-
work of Western literary theory and undoubtedly dispossesses the literary landscape of the on-
tological status of an “object”, depriving it of the meaning of studying it as a “means”, “method”,
or “source”. “Once a landscape has been established, its origins are repressed from memory. It
takes on the appearance of an ‘object” which has been there, outside us, from the start. An ob-
ject, however, can only be constituted within a landscape. The same may be said of the ‘subject’
or self. The philosophical standpoint which distinguishes between subject and object came into
existence within what | refer to as ‘landscape’. Rather than existing prior to landscape, subject
and object emerge from within it” [Karatani, 1993, p. 34] —in this sense, the landscape becomes
an autonomous generating being. As seen, by revoking the status of an object and transferring
the landscape into the category of the transcendental, K. Karatani indirectly confirms the valid-
ity of the Poststructuralist concept of the non-mimetic and non-representational nature of art
and the exhaustion of the ideological and categorical principles of the theory of literature, which
were based on mimesis as a key category of aesthetics. The difference is that while for Western
theorists the discussions took place along the fault line of “mimetic/non-mimetic” literature, for
K. Karatani this question makes no sense at all, obviously for the reason that the philosophical
and aesthetic framework of Japanese literature wabi-sabi, mono no aware, ylgen is not about
what is seen, presented or said, but about the elusive, unknowable, unheard, incomprehensible
by word, about reflection on the unsaid, association with the unseen, that is, about the very Tao
that cannot be expressed or explained, for it is different every next moment.

For theorists of Postcolonialism, the time of active opposition to the status of Western lit-
erature as a model or aesthetic norm, the question of revising not only the literary but also the
theoretical canon becomes fundamental. If we leave aside the already irrelevant simplified and
schematic ideological assessments of literary theory as one of the tools of Western neocolonial-
ism [Zeng, 2018], then the central philosopheme of “resistance to theory” for the thinkers with an
Eastern background is cynicism about its ability to conceptualize the literariness of a text that is
not shaped by Western philosophical and aesthetic tradition. A central theorist of postcolonial dis-
course, Homi K. Bhabha, in his 1984 essay “Representation and the Colonial Text: A Exploration of
Some Forms of Mimeticism,” formulates two theses that confronted the Western theoretical and
literary canon, the importance of which was emphasized only in the early 21st century, with the
emergence of literary scholars of Asian origin, such as Zhu Gang or Longxi Zhang, who do not only
examine the system of Western literary concepts functioning closely, study and respond Western
theoretical and literary pursuits, but also offer their own approach to the analysis of literary texts.
Firstly, by understanding mimesis as one of the forms of linear knowledge, which is characterized
by the presence of a subject prior to an object. In particular, he highlights that with regard to colo-
nial (i.e., next to all non-Western) literature, the views of Western critics are shaped by the same
epistemological assumptions based on the fact that mimesis is a key aesthetic principle of art. On
the one hand, this Bhabhan thesis finds an agreement with the Poststructuralists’ criticism and de-
nial of the mimetic nature of art (P. Ricoeur, R. Barthes, J.F. Lyotard), as well as the concept of art as
a secondary modelling system. At the same time, the core of his scepticism towards mimesis is dif-
ferent and cannot be reduced to an iteration of Derridean criticism of hierarchical relations in the
“nature-art” binary opposition. For H. Bhabha, the mimetic nature of art lies in the classical para-
digm of subject-object knowledge, justified by the rational tradition of natural science, that shaped
the idea of knowledge as a “reflection” and “recognition”: “It is a predominantly mimetic view of
the relation between the text and a given pre-constituted reality. This entails the classic subject-
object structure of knowledge, central to empiricist epistemology... From such a concept of textu-
al reference, it follows that the representation — a literary text — becomes the image of the repre-
sented — the given reality — which as the essential, original source determines the form and action
of its means of representation” [Bhabha, pp. 99—-100]. Secondly, in the interpretation of H. Bhabha,
the mainstream literary theory and criticism is described as some image-centred pattern of analysis
of a literary text, the task of which is reduced to Hegelian recognition and comparison of an image
as a mimetic centre of the narrative with its existing pre-constituted original.: “The ‘image’ must
be measured against the ‘essential’ or ‘original’ in order to establish its degree of representative-
ness, the correctness of the image” [Bhabha, p. 100].
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Bhabhan questioning of literary theory as a universal image-centered model for the study of
literary text, based on the ontology of art, the aesthetic foundations of which are within the antin-
omy of mimetic — anti-mimetic, in the works of the recent scholars is reduced to a truncated ideo-
logical project. Among these, we can name, for example, Princeton University professor S. Gikandi,
who attributes Bhabhan's ideas to the competence of only Postcolonial or Asian studies. Whereas
an American literary critic, Pauline Yu, in her 1987 work “The Reading of Imagery in the Chinese Po-
etic Tradition”, confers them with a more pragmatic dimension. Arguing the use of Western liter-
ary categories for the analysis of Chinese texts premised on fundamentally different aesthetic prin-
ciples; her goal is to elucidate the nature and semantic scope of the concept of image and the ca-
pacity for existence of literary methodological principles to study the imagery of Chinese writings.

Yu, first of all, emphasizes that since the original meaning of the concept of “image” in West-
ern literature is “imitation or copy” [Yu, 1987, p. 3], understanding the category of the image by
Western literary scholars is impossible without realizing that mimesis itself is based on the onto-
logical dualism between the assumption that there is a more truthful reality than the one in which
we live, and that art itself is capable of reproducing the connection between these realities. Thus,
the image is associated with “the artful embellishment and ordering of nature”, and in no way pur-
sues the aim of the “proto-photographic representation of sensible reality” or “offering a natural
or truthful report of experience” [Yu, 1987, p. 6]. Comparing the Western and Eastern traditions
of studying literary texts, Yu emphasizes that Western theoretical formulations are based on the
foundations of ancient Greek approaches, which means, first of all, that all types of literary forms
differ depending on “the method or subject of their mimesis”. The Chinese philosophical tradi-
tion, on the contrary, is based on a monistic worldview: Tao is superior to any other phenomenon
but is inherent precisely in our world, and there is no supersensible sphere that lies on the level of
physical beings or is different from it. Whereas according to the Chinese worldview, “true reality is
not supernal but in the here and now, and this is a world, furthermore in which fundamental cor-
respondences exist between and among cosmic patterns and operations and those of human cul-
ture” [Yu, 1987, p. 32], such a perspective, as she says, promotes a holistic understanding of reali-
ty, where the boundaries between nature and humanity, spirituality and everyday life are blurred.
It encourages the individual to seek harmony with the natural world and to recognise his place in
the greater cosmic order, requiring the ability to rise above the mundane and reach a higher super-
substantial level. Therefore, the meaning of words in a work of art goes beyond their direct mean-
ing. Conversely, the meaning cannot be conveyed if the words are too unambiguous. It is easy to
see that Pauline Yu's thesis regarding the comprehension of the image in Chinese literature, which
consists in exceeding the capabilities of language when the meaning is hidden behind the text, like
a “tacit echo”, and even more — for the perception of the image, it is not the words themselves that
are important, but the what passes through them —is based on the same “envisioning the transcen-
dental” that K. Karatani discussed.

The perfect poetics of transcendence, according to the scholar, was described by Sikong
Tu, who, in his reflections on the quintessence of poetic art in “Letter to Jipu”, notes its ability to
create the unknowable, an image outside an image, a picture outside a picture. Yu argues that
by overcoming the limitations of language, the limitation of the literal meaning, Chinese medi-
eval poetry creates the described Sikong Tu “incommensurability of the poetic image to both
concrete object and also any actualization in the mind of the reader” [Yu, 1987, p. 209], under-
lying the transcendence of Chinese poetic text. Yu also notes that the association of images with
meaning in Chinese literature, unlike Western literature, was unimportant. In turn, the culture
was based on the acceptance of a number of stereotypical images, which led to the use of the
same images in many literary works.

Pauline Yu's reflections are undoubtedly too rigid in the sense of depriving Western intel-
lectuals of the ability to understand the philosophical and aesthetic fundamentals of Chinese lit-
erary classics and, accordingly, their ignoring them when developing the literary category of im-
age. Among those who emphasized the importance of paying due consideration to them and
whose ideas influenced the emergence of Anglo-American Imagist poetry was the American phi-
losopher and orientalist E. Fenollosa. In his essay “The Chinese Written Character as a Medi-
um for Poetry” (1919), he wrote: “...Chinese would be a poor language and Chinese poetry but
a narrow art, could they not go on to represent also what is unseen. The best poetry deals not
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only with natural images but with lofty thoughts, spiritual suggestions and obscure relations. The
greater part of natural truth is hidden in processes too minute for vision and in harmonies too
large, vibrations, cohesions and affinities. The Chinese compass these also, and with great power
and beauty. ... the Chinese language with its peculiar materials has passed over from the seen to
the unseen by.... the use of material images to suggest immaterial relations” [Fenollosa, 1919].
The above words imply his understanding of the transcendental essence of Chinese verbal art.
Despite the fact that K. Karatani, in the essay “Japan as Museum” (1994), ironically refers to E.
Fenollosa’s contribution to the West perception of the traditional art of the East: “Nevertheless,
it was Fenollosa, and no one else, who ‘discovered’ this traditional art. What he introduced was
a position from which to see Japanese art as ‘art’. Art does not exist without being regarded as
art, in other words, without a discourse on itself. Although Japanese art had long existed, its sta-
tus as ‘art’ was asserted by Fenollosa: he singled it out as ‘art’” (it is easy to see that these words
sarcastically disclose the Western man’s tendency to institutionalize everything) [Karatani, 1994,
p. 33], it should be recognized that the American philosopher was one of the first to change ap-
proaches to not only artistic but also a conceptual reflection of the literary art of the East.

Thus, we see that the rejection of literary theory declared in the papers of Postcolonial theorists
results in the idea of “colonial pressure and appropriation” of the text, which is generated mainly by
the understanding that Western literary theory imposes a standard matrix of analysis of a work of art,
compiled on the basis of the study of Western literary texts. Along with the refusal to recognize West-
ern literature as a model, a norm, or an artistic mode, the polemic started by Postcolonial discourse on
the epistemological perspectives of Western literary theory in a situation of collision with a non-West-
ern literary text at the turn of the 20th—21st centuries, developed into an evaluation of its ontological
potential. Intellectuals and writers of the Multiculturalist era who, on the one hand, relied on the Post-
structuralist “breakthrough to the transcendent” and, on the other, on the philosophical, poetic and
aesthetic nature of Eastern art, demonstrated that a body of issues related to the future existence of lit-
erary theory, raised by literature itself, is much more complicated. It concerns another radical revision
and, more importantly, the construction of new approaches to the analysis of the text, the literariness
of which is shaped not only by the Western, but also by the Eastern philosophic, poetic and aesthetic
tradition. First of all, these processes are caused by the beginning of the formation of new future hori-
zons of world literature, in which authors with Eastern artistic and aesthetic experience and knowledge
play a significant role. After mastering the Western literary and aesthetic canon — rather a long peri-
od when the writings of such authors were derivative in the general paradigm of Western literature —
a new literature is being formed. It challenges Bhabha’s idea of mimicry as a mode of survival and
adaptation of the colonized and manifests that non-Western canon as its artistic source. The era of
post-theory must testify that rumours about the “death of theory” may be premature, and the reso-
lution of the literary theory crisis is unattainable without the contribution of literary knowledge orig-
inating from the East.
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The study aims to determine the status of modern theoretical literary debate within the context of
scientific theorizing in China and Japan. Growing understanding of the crisis of Euro-Atlantic literary-theo-
retical thought in the first two decades of the 21st century took shape in the publication of works by ven-
erable specialists in the field of literary studies devoted to the causes of its occurrence and the taxonomy
of directions and theoretical tools to overcome it. What unites this whole corpus of extensive research is
an indirect or direct recognition of the decline of productive literary theoretical research, which came af-
ter the literary theoretical breakthrough of the late 60s of the 20th century. At the same time, the refus-
al to recognize Western literature as a model, artistic and aesthetic norm caused the emergence of pow-
erful voices of authors whose writings are not directly shaped by the Western literary canon. Simultane-
ously, the refusal to recognize Western literature as a model, artistic and aesthetic norm caused the emer-
gence of powerful voices of writers whose work is not directly shaped by the Western literary canon. The
polemic started with the postcolonial discourse regarding the epistemological perspectives of Western lit-
erary theory in a situation of clash with a non-Western literary text, which, at the turn of the 21st century,
developed into a reflection of its ontological potential. Both intellectuals and artists of the age of Multicul-
turalism, who relied on the Poststructuralist “breakthrough to the transcendental” on the one hand and
on the philosophical nature as well as poetics and aesthetics of art of the East on the other, demonstrat-
ed that a complex of issues related to the future existence of literary theory risen by the literature itself, is
much more sophisticated. First of all, these processes are caused by the early formation of new future ho-
rizons of world literature, in which artists with Eastern artistic and aesthetic background and knowledge
play a major role. Following the mastering of the Western literary and aesthetic canon —rather a long peri-
od when the writings of these authors were derived from the general paradigm of Western literature —the
formation of a new literature takes place, protesting Bhabha’s idea of mimicry as a way of survival and ad-
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aptation of the colonized and demonstrating the non-Western canon as its artistic source. The era of post-
theory should testify that the rumours of the “death of the theory” may be greatly exaggerated in case the
overcoming crisis of theory, which is based on literary knowledge originating from the East.
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AN INTIMATE DIALOGUE WITH GOD
IN JOHN DONNE’S “HOLY SONNETS”: PETRARCHAN CONTEXT

Memoro CTaTTi € AOCNIAXKEHHA 06Pa3iB NAAaTOHIYHOrO Ta KypPTya3HOro B 0COBUCTUX B3aEMUHAX /TIPUYHOTO
repos 3 borom y «CaALeHHUX coHeTax» . [loHHa B KOHTEKCTi 3B’A3Ky 3 NeTpapKiBCbKO Tpaauuieto. Ana
LbOr0 BMKOPUCTAHO KOMMIEKCHWUI MigXif, i3 3acTocyBaHHAM eneMeHTiB 6iorpadiyHoro, reHeanoriyHoro,
TUNOOTYHOrO, FePMEHEBTUYHOIO, KOMMAPATUBHOTO Ta CTPYKTYPHO-CEMIOTUHHOTO Memo0ie AOCNIAKEHHS.

OKpecneHo nornsan niTepaTypo3HaBLiB Ha AxKepena «CBALWEHHUX COHETIB» (XPUCTUSHCBKI
MeAMTaTUBHI NPaKTUKK, BiBNIHI KHUMM, TpagmLii aHTNINCbKOI penirinHoi NipUKK), BKa3aHO Ha iX 3B'A30K
i3 NeTpapKiBCbKOKO MOETUYHOI TPAAMLIEID Ta Y LibOMY KOHTEKCTI 3anpOMOHOBAHO OAHY 3 MOM/IMBUX
iHTepnpeTauin coHeTHOro unkny 4x. [loHHa.

BcTaHOBNEHO, WO A1 PO3YMiHHA €BOIOLLI CTOCYHKIB repoiB «CBALLEHHWX COHETIB» KOHLLeNTya/lbHUMU €
Tpu noesii — XIV, XVII Ta XIX. Y nepLwii4, Big4ysatoum BacHy CNabKiCTb Ta HEMOXK/MBICTb CAMOTYKKM NOA0NATU AU-
ABONA, NipU4HU cy6’ekT K. [loHHa Bnarae [ocnoaa BiABOHOBATU MOro CEpLIE Y BOPOra, 3aCTOCOBYHOUM MPU LIbOMY
LUMPOKY ManNiTPy TMNOBOI ANA NETPAPKIBCbKOT NiPUKN BOEHHOT MeTadopuKu. MpoTe TBopeLp, AknI y coHeTax =Xl
3Ma/1bOBaHWI NMO-METPAPKIBCbKM Aaneknm, 6anayKum i rayxmm o 6naraHb NPOTaroHiCTa, TaKUM i 3a/IMLLIAETHCA.

Y XVII coHeTi, KMl CNpUMMAETbCA AK Ay»Ke 6U3bKUIA A0 NipnyHUX TekcTiB «Canzoniere», npuceave-
HUX cmepTi Jlaypu, BiAOYBAETbCA BigYYTHA 3MiHa Y CTOCYHKax repoiB. fK i B iTanilMcbKoro rymaHicra, nicaa
KOHUYMHM KOXaAHOI »KiHKM, }KUTTEBA CTEXKKaA NipuyHOro cyb’ekTa K. [JoHHa OCTaTOYHO 3BepTaE A0 Heba, i BiH
NOYMHAE BiAYYyBaTH, LLLO BTPATY 3eMHOI 1l060BI 1OMY NMOBHO MipOtO KOMNeHcoBaHo o608’ 1o BoxkecTBeH-
Hoto. MpoTe nofanbLi CTOCYHKM 3 BOrom NpoTaroHicT, 3HOBY K TaKW, K BUAAETLCA aBTOPL,, BUOYA0BYE 3a
NeTpapKiBCbKOK MOAENIO, HalbiNbL MOBHO OMWCAHOK B OCTAHHBOMY NMOETUYHOMY TEKCTI LMKAY.

CoHeT XIX AeMOHCTPYE BCHO CKNALHICTb B3aEMWMH MiXX 3eMHOIO NtoauHo i TBopuem. JlipnyuHuii
cy6’ekt K. [loHHa nocTiltHO nepebyBae y Bnafi cynepeynnsmx NOYyTTiB Ta EMOLLiM, WO 3araloM KOpestoe
i3 NeTPapKiBCbKMM PO3yMiHHAM ambiBafieHTHOCTI Nt06OBHOrO MOYYTTA, HaMKpawe po3kpuTii y CXXXII Ta
CXXXIV coHeTax «Canzoniere». MigKpecneHo, Wo  NOeTUYHA JIEKCUKA, IKY BUKOPUCTOBYE Y CBOEMY BipLLUi
[. loHH, yKa3ye Ha cneuundiyHUiA XxapaKTep CTOCYHKIB MOro npoTaroHicta 3 borom, aki y 38’A3Ky 3 UMM Ha-
6yBatoTb 03HaK KypTya3HOi 1t060BI, KypTyasHOro CXMAAHHA-CAYXKIHHA.

3p061eHO BUCHOBOK, L0 B3aEMWHU NTIPUYHOTO repos i3 Ffocnoaom y «CesLLeHHUX coHeTax» K. [loH-
Ha Ha3aran MoXyTb ByTV NPOiHTePNpPeToBaHi AK N0bYA0BaAHI HA TUX CAMMUX OCHOBHUX MPUHLMNAX, HA AKUX
IPYHTYETbCA KOHLEMLIA KOXaHHA y Nt0BOO0BHIM noesii netTpapKiamy. MpoTaroHicT aHriMcbKoro noeta, Tak
CamMo, AK TPAAMLUINHUIA NipUYHUIA Tepoit NeTPapKiBCbKUX TEKCTIB, CTPAXKAAE Big, HEPO3A4iNEeHUX NOYYTTIB,
yCiM cepLem nparHe B3a€EMHOCTI, @ OKpiM TOro, roBopuTb cneundiyHoo metadhoprMyHO MOBOH. | HaBITb
AKLO MOBHa NpPaKTMKa, AKOI NOCNYrOBYETbCA aBTOP, | HE MOXKe BBAXKaTUCA BUHATKOBO NETPapKiBCbKOH,
OCKi/IbKM NOAiB6HNI PUTOPUYHUI KOA, Y AKOMY A,0CBiA, AYXOBHOIO CMisIKyBaHHA 3 [ocnofom onucyBascA 3a
[0MOMOro0 epoTUYHMX 06pasiB, LUIMPOKO BUKOPUCTOBYBAIM XPUCTUAHCBKI MICTUKM, TO COHETHA NOETUYHa
CTPYKTYypa €, 6e3nepeyHo, KaHOHIYHOM A1A NeTPAPKIBCbKOro NipUYHOro AUCKYPCY | BUMArae OTpUMaHHA
yCTaNleHUX NPaBU/ He InLle CTOCOBHO GOpMU, ane i oA 3MiCTy.

Kntouoei crio8a: KypmyasHa stobos, 06paz boaa, nempapKiam, naamoHiyHa M608e, MpomazoHicm, coHem.
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John Donne’s lyrical sequence “Holy Sonnets” (entitled “Divine Meditations” in some

manuscripts) consists of nineteens poemes. It is impossible to find out exactly when they
were composed, but it is commonly accepted that twelve of the sonnets were written in the first
half of 1609, the last four — between the end of 1609 and early 1611 and the other three — much
later, after 1617.

The collection was never printed during J. Donne’s lifetime, although all of its texts circulat-
ed in manuscript. The sonnets of the sequence were first published (together with the author’s
love lyrics) only in 1633, two years after the poet’s death.

Most of the “Holy Sonnets” were created during a period of great personal distress and
strife for J. Donne, who suffered a combination of physical, emotional and financial hardships.
That was also a time of personal religious turmoil as the English poet, born and raised in a strictly
religious Catholic family, was in the process of conversion from Roman Catholicism to Anglican-
ism and was preparing himself for taking holy orders in 1615 despite profound reluctance and
significant self-doubt about becoming an Anglican priest. Such a difficult decision, which was not
least motivated by the author’s desire for career advancement and achieving material well-be-
ing, caused his deep worldview crisis, which is clearly felt in the “Holy Sonnets”. These J. Donne’s
poems are about life and death, sin and salvation, doubts and repentance, fears and hopes, love
and loss, but most of all — about the writer’s protagonist’s personal dramatic relations with God.

Being extremely interesting and original texts, J. Donne’s “Holy Sonnets” often became the
subject of research. They have been examined extensively, in different analytical contexts and
from different perspectives, but despite that fact, it is still possible to single out some debatable
issues that require further scientific studies. One of these issues is the genetic connection of the
“Holy Sonnets” with various cultural and literary traditions (biblical, patristic, theological, platon-
ic, courtly, mystical, alchemical, metaphysical, Petrarchan, etc.).

I ntroduction

Literature Review

Lewis Martz, for example, proved that the sonnets of the sequence had been closely relat-
ed to the system of individual meditation developed by the founder of the Jesuit Order, Ignatius
Loyola (for someone who practiced this form of meditation, it was necessary to recreate in their
imagination a certain scene from the New Testament, place themselves among the characters,
and then analyze their own experiences and draw appropriate moral conclusions) [Martz, 1954].

Annie Peppiatt pointed out that such a noticeable connection had been manifested primar-
ily at the structure level of the sonnet itself, since “the 4 — 4 — 6 division of the Petrarchan son-
net accommodates the three-stage meditative practice of a) prelude, a composition of place to
imagine theological issues as part of a concrete scene, b) meditation on one’s own sin and salva-
tion, and c) colloquy, a dialogue with God resulting in intense devotion and conviction” [Peppi-
att, 2019-20, p. 2].

Helen Gardner, the editor of the most reputable edition of J. Donne’s spiritual lyrics, also
connected his “Holy Sonnets” with the described meditative practice [Gardner, 1952].

Unlike Lewis Martz and Helen Gardner, Barbara Lewalski derived the “Holy Sonnets” geneal-
ogy from the biblical “Book of Psalms”. During J. Donne’s lifetime, this book became hugely pop-
ular among English-speaking readers thanks to the excellent translation by Philip Sidney and his
sister, the Countess of Pembroke [Lewalski, 1984].

This researcher’s position found a response in modern literary studies. For example, Kelly
Gober notes that “the Psalms served as a thematic and linguistic model for Donne as he wrote his
Holy Sonnets” [Hobber, 2018, p. 7].

Norin Bieder, supporting both of these hypotheses, finds in the “Holy Sonnets” not only
connections with Catholic meditation and David’s psalms but also with the biblical lamentations
[Bider, 1992, p. 3]. Faith Wentz adds to this list “Song of Solomon” and Paul’s writing in Romans
6 [Wentz, 2016].

Some researchers connect the “Holy Sonnets” not only with the Christian tradition but with
some others, which are less sacred. In this context, Ronald Green’s statements are quite inter-
esting. Writing about the influence of the Psalms on the English religious lyrics of the 17 centu-
ry, this author mentions Francesco Petrarch’s “Canzoniere”, thus indirectly pointing to another
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source of J. Donne’s sonnet sequence: “the Book of Psalms is central to the development of the
age’s religious lyric. It belongs with Petrarch’s Rime Sparse as a master text through which the
writers of the age tested their capacities <...> not only as worshippers and theologians but as po-
ets and critics” [Greene, 1990, p. 19].

The idea that J. Donne’s “Holy Sonnets” have a lot in common with the lyrical tradition of
Petrarchism is also expressed by Helen Wilcox in “The Cambridge Companion to John Donne”:
“while his (J. Donne’s — M. M.) love poems in the Songs and Sonets include no formal sonnets, his
devotional poetry embraces this poetic form most closely associated with the Petrarchan tradi-
tion of earthly love. In some sense, then, Donne’s religious sonnets may be seen as love poems
to God” [Wilcox, 2006, p. 150].

Aim and Objectives

Such a wide diversity of opinions motivates us to dive deeper into the issue. This paper aims
to study the images of the platonic and courtly in the protagonist’s personal relations with God
in J. Donne’s “Holy Sonnets” in the context of the connection with the Petrarchan tradition.

Methodology

In order to accomplish this, we will use a complex approach that includes elements of
biographical, genealogical, typological, hermeneutic, comparative and structural-semiotic
methods of literary analysis.

Results and Discussion

The initial situation of the Petrarchan lyrical text was always a tragic, unrequited love. The
Petrarchan hero was strongly in love with the Petrarchan heroine, who did not reciprocate his
feelings and was depicted as distant, cold and indifferent to his suffering. Traditionally, this wom-
an was essentially unattainable for the protagonist due to various reasons: a much higher so-
cial status, marriage, distance, illness or even death. Since the hero could not count on affection
from her, he could only sublimate his amorous desires in inspired verse, hoping that his poetic
practice would ease his mental torments.

In literature, this interpretation of love relations first appeared in the lyrics of the French
poets of the 11*"-12% centuries — the troubadours. Critics usually connect the origin of trouba-
dour poetry with a complex and, at the same time, fruitful interweaving of various sources: an-
cient literature, foremost Ovid’s poems, rich Romance folklore, medieval Latin poetry, as well as
the traditions of Arabic lyrics, in particular Sufi. It is in Provencal poems that the basic concepts
of courtly love, inherited later by F. Petrarch through Italian poetry, were formed.

According to the troubadours, the infatuated protagonist was connected to his beloved
woman by a kind of vassal service, fulfilling all her whims and even performing chivalric feats in
her honour. Famous medievalist Clive Staples Lewis called this sociocultural phenomenon “a feu-
dalization of love” [Lewis, 1936] and explained that in the Middle Ages, vassal loyalty had been a
trait that crowned the scale of moral and ethical values, so in order to add more value to courtly
love, behavioural peculiarities of the vassal relations had been projected onto it.

The woman depicted in troubadour’s poems was often a wife of his suzerain, therefore,
vassal honour definitely excluded any physical contact, let alone marriage. Generally speaking,
the troubadours resolutely protested against the very institution of marriage, being convinced
that true love could be present exclusively in the situation of a personal choice, and not a mari-
tal, political or property agreement, which marriage in fact was in the Middle Ages.

Propaganda of this idea is especially evident in the book that is pivotal for the entire court-
ly culture —the treatise of Andreas Capellanus, “De Arte Honeste Amandi”. The author built it by
analogy with Ovid’s “Ars amatorial”. Through direct instructions, as well as instructive dialogues
between men and women of different social statuses and a list of behavioural requirements,
he laid out, systematized and generalized the basics of courtly love relations as widely as pos-
sible. All in all, his code included thirty-one rules [Capellanus, Parry, 1960, pp. 184-186]; how-
ever, “no rule is made clearer than that which excludes love from the marriage relation” [Lew-
is, 1936]. According to Andreas Capellanus, if there were any feelings between partners in mar-
riage, they could not be considered love, since marriage itself involved an element of coercion,
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necessity. When showing affection to her husband, the wife was guided not by love, but by Chris-
tian humility and obedience. On the other hand, love is a feeling that elevates a person above the
mundane, and you can really love only someone higher, nobler than you are; therefore, a hus-
band could not love his own wife. According to “De Arte Honeste Amandi”, his feelings in mar-
riage were something similar to parental love, while true courtly love was only possible outside
of marriage. In this sense, according to the Polish scholar Maria Ossowska, “knightly culture did
not belong to ‘family’ cultures” [OccoBckan, 1987, p. 172].

However, according to a well-known researcher of European medieval literature William
Burgwinkle, it was marriage that served as some kind of a screen that covered various forms of
relations not allowed by the church in the Middle Ages, including courtly love itself. If the couple
fulfilled their main duty — to give birth to children, then both husband and wife could be forgiven
for certain behavioural deviations: “Rather than serving as the ultimate sign of consummation —
sexual, social, and familial — marriage paradoxically marks the first moment at which, a major ob-
stacle having been disposed of, passionate sexual love becomes a possibility. With social stabili-
ty and respectability won and virginity no longer an obstacle, marriage throws the door open to
its many alternatives: loveless partnerships give way to erotic pairings (Tristan et Iseut); male en-
slavement of younger brides gives way to fantasy lovers (the mal mariées of Marie de France);
homosocial bonding takes precedence over heterosexual pairing once the threat of sodomy
charges is erased (Yvain and Gauvain in Chrétien’s Chevalier au lion); magic herbs save women
from unwanted sex with husbands while still guaranteeing them social status and the favour of
their lovers (Chrétien de Troyes’s Cliges). Marriage in these cases legitimizes, enables, and masks
forms of transgressive behaviour that would otherwise remain proscribed: what nineteenth-cen-
tury critics called ‘courtly love’ rears its head with the alluring promise of sin” [Burgwinkle, 2008].
Hence, courtly love was not always as idealized and devoid of physicality as we used to consider.

Itis also important to note that love in the courtly concept of troubadours was a controver-
sial thing. It filled the lover’s soul with conflicting feelings, as it gave him joy and calamity, hope
and despair at the same time. It was unfortunate because a priori did not allow reciprocity, but
it was also happy, as it was given to a man not in order to conquer a woman, but to achieve true
nobility through his love for her, to rise to the highest levels of spiritual and poetic perfection.
That is why the desire for a Mistress was endless, and that is why love in the courtly concept was
characterized by a powerful transforming power. It acquired this peculiarity due to Plato’s ideas.

The very term “platonic love” refers us to the philosophical paradigm of this ancient Greek
thinker. In the dialogue “The Symposium”, he proposed several concepts of love and formulat-
ed the idea of a “love ladder”, fundamental to the whole Petrarchan poetic discourse. Accord-
ing to Plato, love is a unique feeling capable of elevating an earthly being to the highest realms —
the world of ideas. The process of climbing the “love ladder” appears in his philosophy as a grad-
ual realization of the absolute value of spiritual beauty, identified with eternal divine good. The
first step to the ascent is a prolonged contemplation of the love object’s physical beauty, which
should end with the realization of the fact that the beauty of one human body is no different
from the beauty of any other, that is, physical beauty is the same in all its manifestations. Un-
derstanding this, according to Plato, is a powerful motivation for “someone on the right track”
[Plato, 2008, p. 48] to consider all external beauty to be homogeneous, which, in its turn, reduc-
es the attractiveness of the person to whom love feelings are directed, since now this person no
longer stands out from others. Next, the main transition should take place, and the lover should
understand that inner beauty is something radically different from outer beauty and, at the same
time, something much more valuable, but, as in the previous case, it is also homogeneous. At this
stage, he should reach a point where physical beauty will lose its importance, and internal beau-
ty will be treated as a guide to the ideal world.

The distinction introduced by Plato between high love (so-called “Heavenly Aphrodite”)
and low love (“Common Aphrodite”) “which defined the understanding of love for many centu-
ries forward and influenced the history of European civilization” [Turenko, 2017, p. 73], was also
important for the courtly concept of love, as the troubadours distinguished “fin amor” —refined,
platonic, courtly love, and “fol amor” — vulgar, sensual love. In “The Symposium”, Heavenly Aph-
rodite was associated with exclusively male relations, while the love of a man for a woman was
taken care of by Common Aphrodite [Plato, 2008, pp. 11-17]. In post-antique times, such phe-

37



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2024. Ne 1 (27)

nomenon as homoerotism, which was common in the ancient world, acquired an extremely neg-
ative character; therefore, being adapted for Christians, this division took a completely different
meaning. For example, Augustine of Hippo divided love into earthly, impure, carnal, which lured
a person into the depths of hell, i. e. love-desire, love-passion, and into holy love, which elevat-
ed a person, quenching the thirst for the eternal, immortal, absolute, i.e., Christian love —the so-
called “agape”. This thinker also emphasized that a man’s love for a woman or a woman’s love
for a man was not self-sufficient, it was only a way to God. In his “Confessions”, he wrote: “The
good that you love is from him (God — M. M.), and insofar as it is also for him, it is both good and
pleasant. But it will rightly be turned to bitterness if whatever comes from him is not rightly loved
and if he is deserted for the love of the creature <...> For he loves you (God — M. M.) too little who
loves along with you anything else that he does not love for your sake, O Love, who do burn for-
ever and are never quenched” [Augustine, 2007, pp. 65, 186].

Returning to Plato, it is worth highlighting the fact that the ideal world in his philosophical
concept appeared to be very far from the real one. Its ideas were placed somewhere outside the
boundaries of the physical cosmos, in some transcendent otherworld, and were not linked by
any real connections with the human objective world, but were only reflected in it, as if in a huge
mirror. Bridges between these worlds were built by the ancient Neoplatonists, who had formu-
lated the principle of emanation — a kind of radiation of ideas from the metaphysical world into
the earthly one. Love in their philosophical concept was treated precisely as a “heavenly ema-
nation of the Soul longing for God” [HikonaeHko, 2013, p. 117]. The original source of love, ac-
cording to the founder of the Neoplatonic philosophical school, Plotinus, “must be sought in the
inclination of the soul to pure heavenly beauty, in the feeling of kinship with the Divine” [Ibid].

By combining Plato’s philosophy with the ideas of the ancient Neoplatonists and noticeably
Christianizing them, the Florentine Neoplatonists (Marsilio Ficino, Giovanni Pico della Mirando-
la) brought the concept of the “love ladder” to the understanding that is familiar to us. If we
read “The Symposium” really carefully, we can realize that its author, speaking of spiritual steps,
meant a ladder in the literal sense. Climbing to each subsequent level leaves the previous one
behind, therefore the earthly beauty of the love object, which serves as an impulse for climbing
up the ladder, is left on the lowest step; that is, it is practically levelled. However, if we are speak-
ing about the Florentine Neoplatonists, we can state that the object of love is not removed from
the process of spiritual ascent in their philosophy. According to Marsilio Ficino, human beauty is
not just the first level of the “love ladder”, it is an emanation of divine beauty, a visible image of
God himself. To love means to enjoy this absolute beauty. In this way, the object of human love
acquired the functions of a mediator between the earthly world and the Divine.

The philosophy of Neoplatonism was one of the essential elements of the Christian world
concept, dominant in medieval Europe [Mosrosuii, 2009, p. 180], but in the works of the Fathers
of the Church, the impersonal Divine (the One) of the Neoplatonists had been transformed into
the Christian God, and emanation had been replaced with divine providence. Just as in the phi-
losophy of Plotinus, the image of the Divine (the One) was embodied in the entire material world
through the emanation of ideas, so in the Christian concept, the Lord invested His image in ev-
erything that exists through His providence. Furthermore, since the Christian God is love (“God
is love, and whoever abides in love abides in God, and God abides in him” (1 John 4:16)), then ev-
ery part of the universe was imagined to be filled with this heavenly love, poured around. It was
possible for a person to feel it through love for the Creator. Thus, in the Middle Ages, the entire
social and individual consciousness was imbued with this “spiritual eroticism” — mystical love of
God for the world and human beings and each person’s love for God. It was both an ethical and
aesthetic category at the same time: to love the Creator meant to be moved by the beauty of His
divine action and to act in the same way, and to love one’s neighbour was to find and appreciate
at least one trait from God in another person.

The Ukrainian scholar Mykola Ihnatenko, exclusively in the context of the described “spir-
itual eroticism”, proposed to interpret all products of medieval culture, including the love lyrics
of troubadours, as an integral part of the so-called “chivalric eroticism” [IrHaTeHKo, 1986, p. 40] —
highly modified, secularized Christian mystical eroticism. According to M. Ihnatenko, the poet-
troubadour identified himself with Christ and his beloved with the Virgin Mary, transferring all
her virtues to the adored woman. That is why the heroine of courtly lyrics was usually depicted
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as an unearthly, divine being endowed with all the highest virtues and noblest character traits,
and “it is difficult for today’s reader to understand to whom the troubadour sings — an earthly
woman or the Virgin. Such is Abelard’s Heloise, such is Dante’s Beatrice, such is Petrarch’s Lau-
ra” [IrHaTeHKo, 1986, p. 79].

In his turn, one of the brightest European intellectuals of the 20™ century, Denis de Rouge-
mont, believed that the love represented in the lyrics of the troubadours symbolized the mysti-
cal love of the human soul for God. The researcher observes: “Should it be mentioned that the
courtly knight often addressed his Lady by calling her sefior. That is, in the masculine gender:
mi dons (mi dominus), and in Spain: senhor (not senhora)? Andalusian and Arab troubadours
did the same. | believe that here, too, everything is a religious or feudal symbol, and not an ex-
ample of human relations” [Py:xmoH, 2000, p. 92]. In his brilliant work “Love and Western Cul-
ture”, D. de Rougemont pointed to one of the most important sources of southern French love
courtship. According to this author’s ideas, the emergence of the courtly love concept would not
have been possible without the penetration of the Christian heresy of Catharism into Provence.
Moreover, lhor Kachurovskyi, an outstanding Ukrainian diaspora literary critic, also considered
the poems of the troubadours closely connected with Catharism [Kauyposcbkuii, 2005, pp. 211-
213]. This heresy, in turn, goes back to the eastern religion of Mani — Manichaeism, from which
the Cathars borrowed their fundamental idea of dualism — the categorical opposition of the ma-
terial and spiritual worlds, their incompatibility. In Christianity, this confrontation was resolved
through Jesus Christ, the Lord incarnated in flesh. The Cathars did not understand this incarna-
tion of God. For them, the human body was a prison in which the divine soul was forced to stay
for a lifetime while seeking to return to the Lord’s bosom, looking forward to death, as it was the
only possible way to unite with the Creator. Similar theses, by the way, can be found in the phi-
losophy of the Neoplatonists [Mo3rosuit, 2009, p. 185]. And that was kind of idea that formed
the basis for the dramatic and irreconcilable conflict of F. Petrarch’s “Canzoniere” — between
passionate love for an earthly woman and pure love for God.

The “Canzoniere” as a hypotext of European Petrarchism explicates the invariant of the Pe-
trarchan concept of love. The love story of F. Petrarch and Laura, which formed the basis of the
book, is well known; therefore, we will not focus on it here. We will only note that Laura was de-
picted in the “Canzoniere” as a typical heroine of courtly lyrics: she was “the suzerain, her poet
a vassal, eager to follow her yet aware of his unworthiness and the hopelessness” [Waller, 1993,
p. 39]. The woman was married and did not reciprocate the protagonist’s love — perhaps she did
not know about it at all, since they had never spoken to each other, but she was beautiful and no-
ble. F. Petrarch gave an angelic nature to her character, and from the very beginning of the book
his persona considered love for this woman to be an actual bridge to heaven:

From her to you comes loving thought,
that leads to highest good, while you pursue it,
counting as little what all men desire:
from her comes that spirit full of grace
that shows you heaven by the true way’:
so that in hope | fly, already, to the heights [Petrarch, 2001, p. 31].

Nevertheless, as long as Laura was alive, F. Petrarch’s protagonist did not manage to fully
dedicate his life to the Lord, as was expected from a person of a spiritual rank. Therefore, from
time to time, he addressed God, begging to help him find the true path and regain spiritual puri-
ty (see, for example, LXIl), but poetry, dreams of fame and passionate love prevented him from
sincerely and deeply repenting.

Laura’s death radically changed the situation, and F. Petrarch’s persona finally got the op-
portunity to unite with the Lord, that is, he managed to make a kind of a climb up the “love lad-
der”, but in a rather unusual way — through the death of his beloved:

Death has quenched the sun that dazzled me,
and those eyes are in the darkness, fixed, entire:

she is earth, who made me hot and cold:
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my laurels are bare, like the oaks and elms:
in all this | see my good: and yet | grieve.
There’s no one now to make my thoughts
bold or timid, to make them burn or freeze,
to make them fill with hope, or brim with pain.
Out of the hand of him who hurt and healed me,
who once granted me so long a torment,
| find myself in sweet and bitter freedom:
and turn to the Lord | adore and thank,
who governs the world with a blink of his eye:
I’'m weary of living, and sated with it too [Petrarch, 2001, p. 507].

The development of this uneventful lyrical plot is conceptualized in the “Canzoniere” with
the help of a well-judged calendar symbolism. Two dates are significant for F. Petrarch in the
book — the day of his first meeting with Laura (April 6, 1327) and the day of her death (April 6,
1348). The exact dates mark the main changes in the relationship of his persona with the Lord.
Since, as Thomas Roche observes: “if we take Petrarch seriously (and we always must) and imag-
ine his Canzoniere as a leap-year of 366 days, and take further step of faith in imaging that son-
net | is a 6 April date (according to F. Petrarch, in 1327 that was the Friday of Holy Week — M. M.),
we come to the beginning of In morte on the 25" of December, the date on which we celebrate
the birth of Christ. Thus, Petrarch celebrates the initiation of his love for Laura on the same day
that Christ died and the death of Laura on the day that Christ was born. It is a genuine opposition
that only the poems themselves can fully engage and disentangle, but it should already be clear
that this story, or concatenation of myth, is not the simple story of a young man who could write
poetry, falling in love with a married woman” [Roche, 2005, p. XV]. We will find something simi-
lar in J. Donne’s sonnet sequence.

Turning in the “Holy Sonnets” to the sonnet genre, which was not invented by F. Petrarch
himself, but was undoubtedly associated with his name and legacy, J. Donne naturally could not
avoid some comparisons with the Italian humanist. Structurally, his sonnets are written accord-
ing to the Italian model, which underwent certain changes in England. As it is known, the Pe-
trarchan sonnet consists of two quatrains, based on the abba scheme, and two tercets, com-
bined into a sestet, that can rhyme in different ways: as cdcdcd (the so-called “Sicilian sestet”),
cdecde (the so-called “Italian sestet”) or cdccdc. The highlighting of the final couplet is uncharac-
teristic of the Italian sonnet. It is a distinctive feature of its English version, the so-called “Shake-
spearian sonnet”, introduced by Thomas Wyatt and finally legitimized by his younger colleague
Henry Howard, Earl of Surrey.

J. Donne begins all his sonnets with the standard Italian octave composed of two quatrains
with an envelope rhyme (abbaabba), but then, following the first English Petrarchists, abandons
both the Sicilian and the Italian sestets. In the sestets of eleven poems (I, Ill, IV, V, VI, VII, XI, XIV,
XVI, XVII, XVIII), he uses the cdcdee scheme, in seven (ll, VIII, X, XII, XIII, XV, XIX) — cddcee, in one
(IX) = accadd. Such an interesting combination of Italian and English sonnet forms is also mani-
fested in J. Donne’s specific usage of the so-called “volta” — a kind of semantic and / or emotional
“shift”. In Petrarchan sonnets, the volta traditionally fell on the ninth line, demarcating the sestet
from the octave not only formally but also semantically because if in the first four lines a partic-
ular problem was usually raised, in the following four lines it was developed and finally resolved
in the last six lines. Thus, the conflict “took off”, the antitheses “merged” in the synthesis. Shake-
spearian sonnet, being a genre form significantly modified in English literature, on the one hand,
followed this general scheme, but on the other — transferred the volta to the final couplet, the
so-called “key”, which acquired a special importance. Practicing the hybrid version of the sonnet
in his sequence, J. Donne introduces two voltaes simultaneously (the Italian and the English one,
after the eighth line and after the twelfth line) in twelve of his poems. It seems to us that it gives
him much wider opportunities for the development of the lyrical plot.

We also dare to assume that the sonnet genre form turned out to be very convenient for
J. Donne, who had entered the history of world literature as the founder of the English Meta-
physical School of Poetry. Metaphysical poets became famous for the intellectuality of their po-
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ems, their logical harmony and refinement of thought. At the same time, they are also known for
their brilliant wit and oxymoronic language. The poetics of the “metaphysical texts” is based on
a metaphor of a special type, in which concepts usually converge not on the basis of their simi-
larity, but on the contrary — on the basis of their contrast. Such a specific metaphor, the so-called
“conceit”, is perceived by readers as a paradox and served for the metaphysical poets not just
as a linguistic decoration, but as a kind of reflection of the extreme complexity of the world and
human existence, which were especially keenly felt in the Baroque period. J. Donne quite often
ends his sonnets with just such a conceit-paradox, continuing, however, the tradition of the Eng-
lish sonnet writers, who, starting with the earliest Petrarchist T. Wyatt, mostly gave the final cou-
plet a pronounced aphoristic character.

At the same time, as it has been well demonstrated by Nicholas Slagter, J. Donne transfers
to his texts not only the Petrarchan sonnet structure, but also the concept of relations between
the main Petrarchan characters: “Donne’s desire to feel God’s divine love, when placed within
the sonnet, cannot help but call on Petrarchan ideals of the lover-beloved relationship” [Slagter,
2017]. Let’s try to specify this idea.

In our view, just like F. Petrarch’s “Canzoniere”, J. Donne’s lyrical sequence can be divided into
two unequal parts. The sonnet XVII (“Since she whom | lov'd”) can be assumed to be a kind of de-
marcation line between them. In this poem, the author writes about his wife Ann More’s death at
the age of thirty-three in 1617. Similar to the Italian poet’s texts, the death of his beloved becomes
a turning point in the relationship between J. Donne’s persona and the Lord. So that this thesis does
not seem unfounded, let us refer to the observations of the writer’s biographers, in particular, Ed-
mund Gosse, who, following Izaak Walton, a contemporary and a friend of J. Donne, allowed that
“though Donne inquired early in life into the differences between Protestantism and Catholicism,
yet that he lived until the death of his wife without religion” [Gosse, 2008, p. 100].

Thus, in the sonnets written before 1617 (I-XVI), the English writer constantly emphasizes
his persona’s sinfulness and inability to overcome earthly, bodily temptations (1, Il, V, VI, XI, XI1).
In most of these texts, the protagonist directly addresses God, begging for conversion and salva-
tion (1, I, VI, VII, VIII, IX, XIV, XVI). However, the Lord does not answer him, remaining silent and
distant, like a heroine of the Petrarchan hypertext. J. Donne’s persona can only look to the un-
reachable heavens and hope for God’s mercy:

Onely thou art above, and when towards thee
By thy leave | can looke, | rise againe... [Donne, 2011, p. 427].

He often feels abandoned and forgotten by the Lord, sometimes even desperately assum-
ing that God does not love him, having chosen someone more worthy of His affection; that is, as
in the concept of courtly love, the protagonist’s love for the Lord looks unreciprocated:

Oh I shall soone despaire, when | doe see
That thou lov’st mankind well, yet wilt'not chuse me [Donne, 2011, p. 428].

Asin F. Petrarch’s “Canzoniere”, the speaker’s earthly nature and human sinfulness prevent
him from uniting with God:

I am a little world made cunningly
Of Elements, and an Angelike spright,
But black sinne hath betraid to endlesse night
My worlds both parts, and (oh) both parts must die [Donne, 2011, p. 429].

In J. Donne’s texts, sins are often personified in the image of the enemy (sometimes specif-
ically the devil), capturing the protagonist’s soul and reigning in it as in his dominions:

My selfe, a temple of thy Spirit divine;
Why doth the devill then usurpe on mee?
Why doth he steale, nay ravish that’s thy right? [Donne, 2011, pp. 427-428].
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Not having enough strength to overcome him, the protagonist asks the Lord for His help
in this struggle, actualizing a layer of the traditional Petrarchan military imagery, typical for the
poetical development of the “love-war” concept:

Except thou rise and for thine owne worke fight [Donne, 2011, p. 428].

In general, war metaphors are not a distinctive feature of entirely Petrarchan love lyrics.
Therefore, in his “Fragments d’un Discours Amoureux”, Roland Barth notes: “In the language
(dictionary), the equivalence of love and war has long been established: in both cases, it is about
subduing, seizing, capturing, etc.” [BapT, 2006, p. 67]. F. Petrarch also did not avoid explication
of this kind of imagery. In the “Canzoniere”, the concept of “love-war” was most often realized
through the images of love arrows, fired at the protagonist not only by Cupid, as it was, for ex-
ample, in the ancient tradition (l1, lll, LXXXIII, LXXXVI, CCXLI), but also by the woman (CXXXIII, CX-
LIV). For example, in the sonnet LXXXVII, it is written as follows:

As soon as ever he has launched his arrows,
the expert archer can see from afar
which shots have gone astray, and those
he’s sure will hit the target he assigned:
so you knew the arrows from your eyes,
lady, had pierced straight to my deepest part,
and I'd be forced to weep eternally
because of the wound my heart received.
And | am certain of what you said then:
‘Wretched lover, where will crying lead him?
Behold the arrow by which Love hoped he’d die.’
Now, seeing how grief has bound me,
all that my enemies do with me now,
is not to kill me but increase my pain [Petrarch, 2001, p. 148].

In the quoted text, Laura is called an “enemy”. This is another conceptual image for the
“Canzoniere” related to war (CCCXV, CLXX, CCCXV). Not only does F. Petrarch’s persona admire
his beloved and bow before her beauty and nobility, but he also is afraid of her and is at war with
her:

Many times now, with my true thought,
I've dared to assail my enemy [Petrarch, 2001, p. 265].

Laura is sometimes presented to us wearing an armour (lll, XLIV) or with a weapon in her
hands (CXLIV), like F. Petrarch’s protagonist himself, but the armour of virtues and rhymes does
not save the latter from Cupid’s shots and the murderous glances of Laura’s eyes (XCV, CX, CC-
CIV), so he is often depicted as wounded (LXXV, XC, CCXLI). Metaphors of captivity are also fre-
quent in the “Canzoniere” — F. Petrarch’s persona is both the captive of Cupid (LXV) and the cap-
tive of his Mistress (XCVII, CXXI).

This kind of poetic imagery was also widely used by the English Petrarchists, in particu-
lar Ph. Sidney, whose works J. Donne was definitely familiar with. In the sonnet XIV (“Batter
my heart, three person’d God”), the latter brings the intensity of the military metaphors to the
boundary level.

Structurally, this poem is composed very logically and consistently. Each of the three four-
line stanzas is built on its own macro-image that is connected with one another. While most
scholars are unanimous regarding the second and the third quatrains of this text, agreeing that
the second stanza is clearly dominated by military discourse (manifested in such expressions as:
“batter”, “your force”, “break”, “blow”, “burn”, “usurp’d town”, “due”, “viceroy”, “defend”, “cap-
tivated”), and the third one — by marital / love / sexual discourse (“dearly I love you”, “loved,
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bethroth’d”, “divorce me”, “untie or break that knot”, “enthrall me”, “chaste”, “ravish”), under-
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standing of the first stanza is much more controversial. In his profound article “John Donne: Holy
Sonnet XIV: or the Plentitude of Metaphor”, Purificaciyn Ribes [Ribes, 1996] analyzes its most
common interpretations and proves either their partial validity or their complete inaccuracy.

It is commonly accepted that the first quatrain of J. Donne’s poem is based on the parallel-
ism between the images of a craftsman — the master creating something new, and the Lord — the
creator of the entire universe. Just like the first one tries to repair some broken things, the sec-

»nou

ond one has to make efforts to “make new”, “mend” the protagonist, corrupted by sins:

Batter my heart, three person’d God; for, you
As yet but knocke, breathe, shine, and seeke to mend;
That | may rise, and stand, o’erthrow mee,’and bend
Your force, to breake, blowe, burn and make me new [Donne, p. 433].

However, according to P. Ribes, this craftsman is neither a metallurgist, a glassblower, nor a
potter, as other researchers suggest (J.C. Levenson, T. Romain, R.D. Bedford). He is an alchemist,
since the verbs used by the English writer to describe his activity reflect the main stages of the al-
chemical process [Ribes, 1996, p. 165]. Alchemists tried to extract gold by purifying different im-
perfect substances, and, as a parallel to this, the main goal of J. Donne’s persona in this poem is
to persuade God to cleanse him of his sinful imperfections. We consider this interpretation quite
convincing, since it has been proved by the critics [Albrecht, 2008; Mazzeo, 1957; Stanton, 1996]
that the poet was interested in alchemical issues and used a lot of alchemical images not only in
his verses, but also in the sermons and even in the private correspondence.

We should also pay attention to the fact that described parallelism is not only figurative but
also linguistic — the second and the fourth lines of the sonnet are written according to a single
principle. Enumerating identical clauses, the poet purposefully groups them into threes (“knocke,
breathe, shine”; “breake, blowe, burn”) — this is how the Christian idea of “three person’d God”
finds its expression on the linguistic level of this text. At the same time, this parallelism of “soft”
verbs of the second line and “strong” verbs of the fourth line emphasizes the idea of God as a be-
ing that can love and punish, be patient and kind, terrifying and cruel. The well audible allitera-
tion (“b”) in the lexemes of the fourth line only strengthens their aggressive semantics, prepar-
ing us for the perception of the second quatrain.

In this part of the poem, J. Donne’s persona compares himself to a town usurped by the ene-
my. His mind is so enslaved by evil that he is unable to embrace God, even when He batters his heart:

I, like an usurpt towne, to’another due,
Labour to’admit you, but Oh, to no end,
Reason your viceroy in mee, mee should defend,
But is captiv’d, and proves weake or untrue [Donne, 2011, p. 433].

Human reason is the most significant human value and capability, but it appears imperfect
and weak before the devil’s temptations. Therefore, the protagonist finds himself in a hopeless
situation, when, on the one hand, he yearns for Divine love with all his heart, and on the other
hand, he has no possibility of becoming closer to the Lord.

This situation determines the dominant pessimistic pathos of the second quatrain of the
sonnet. However, after the eighth line, the first volta is used, marking the change of moods. In
spite of the fact that the protagonist is unable to renounce sin, he is still full of love for the Lord
and believes that He will be able to love him in return:

Yet dearely’l love you,’and would be loved faine... [Donne, 2011, p. 433].

However, the recollection of the fact that J. Donne’s persona is literally “betrothed” with
the enemy (“But am betroth’d unto your enemy” [Donne, 2011, p. 433]), i.e., cannot get rid of
sin, “extinguishes” his affectation and returns him to the understanding of his own miserability.

Nevertheless, there is nothing impossible for the Lord; that is why J. Donne’s perso-
na sincerely believes that God can free him from the devil’s embrace. For this, the Lord
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has to go to war against him, conquer the stronghold of the protagonist’s heart, separate
him from the enemy, and take into His own captivity, imprison him in His own prison:

Divorce mee,’untie, or breake that knot againe,
Take mee to you, imprison mee for |
Except you’enthrall mee, never shall be free... [Donne, 2011, p. 433].

As it can be seen, with the development of the lyrical plot, images of war and violence in the

poem are becoming more and more cruel (“batter” — “breake” — “blowe” — “burn”; “imprison” —
“enthrall”) until they flow into a potent metaphor, built according to the principle of oxymoron:

Nor ever chast, except you ravish mee [Donne, 2011, p. 433].

In order to obtain innocence, spiritual purity, the protagonist of the sonnet XIV must be
“ravished” by God. This is perhaps one of the most powerful conceits in J. Donne’s entire poetic
practice, as it is difficult to imagine more incompatible things than virginity and rape, grotesque-
ly combined in this extravagant trope.

Nevertheless, “this extravagant use of intense erotic imagery <...> was a continuation of
the medieval saints and reflected the best of the contemplative-mystical tradition of the histor-
ic Christian spirituality” [Schwanda, 2012, pp. 165-166]. It is worth noting that Christian mystics
used to exploit erotic images while speaking about their spiritual experience. The beginnings of
this practice can be traced back to the Old Testament, where many motifs of lustful desire and
carnal love can be easily found. During the period of Eastern Fathers of the Church, they were
reinterpreted according to the concept of medieval “spiritual eroticism”. Gregory of Nyssa, who
devoted much attention to the interpretation of the “Song of Songs”, is famous for his extraordi-
nary virtuosity in the matter of “spiritualization” of the biblical erotics. In the image of the bride
longing for the bridegroom in this Old Testament book, Gregory of Nyssa saw the human soul
dreaming of merging with God — the bridegroom. That is why she talks without shame about her
passion and her desire to enjoy the groom’s beauty and kisses. She dreams of letting him into
her “vineyard” and treating him with her sweet wine. Thus, according to Gregory of Nyssa, all
passionate, erotic elements in the Bible only figuratively depict the spiritual marriage of the hu-
man soul with God.

Medieval mystics, describing their communication with the Lord, used the same language
formulas as the Provencal poets. Considering courtly love as an allegory of the human soul’s
love for the Lord, the hidden message of the Provencal Cathars, transmitted through the po-
ems of troubadours to the wide world, D. de Rougemont explained it as follows: “If the soul can-
not essentially unite with God, as Christian orthodoxy claims, then from here it follows that the
soul’s love for God is a mutual unhappy love. It can be predicted that this love will be expressed
through the language of passion, that is, through the language of the Cathars, ‘profaned’ by lit-
erature and adapted to human passions” [Py:kmoH, 2000, p. 149]. After analyzing the texts of
St. Teresa of Avila, John of the Cross (both were only slightly younger than J. Donne: the former
died in 1582, the latter — in 1591), Meister Eckhart, John van Ruysbroeck, the Swiss researcher
compiled a whole catalogue of topics, motifs and images common to the troubadours and Chris-
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tian mystics, for example, “sweet wound”, “the sting of love that wounds without killing”, “pas-
sion that ‘separates’ lovers from the world and human beings”, “grievances and pain more desir-
able than joy and earthly happiness”, “stolen heart”, etc. [Py*kmoH, 2000, pp. 152-153].

Such a parallel usage of the same language units in completely different discourses is fixed
lexicographically. Thereby, it is not difficult to find out that in the 17th century, the verb “to rav-
ish” utilized by J. Donne in sonnet XIV was used in two main meanings: 1) to abduct, rape, carry
away by force and 2) to exalt or transport with joy [Schwanda, 2012, pp. 164-165]. The modern
Oxford English Dictionary also captures both of these meanings [Simpson, Weiner, 2000, p. 235].
In the works of Christian mystics, they mostly merged, as, for example, in the texts of Bernard of
Clairvaux, who described his state of union with the Creator precisely as “enrapture” or “divine
rape”; as a perfect lover, God was depicted by the obscure thirteenth-century spiritual writer Gé-
rard of Liege [Newman, 2004, p. 86]. Eleanor McCullough sums up on that: “For medieval mys-
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tics, to be possessed by God is to be ravished by him. In being ravished by God, the soul becomes
chaste” [McCullough, 2007]. She is also convinced that J. Donne “deliberately gives both a sexu-
al and sacred interpretation of the word ‘ravish’” [McCullough, 2007].

According to the Ukrainian researcher Tetiana Riazantseva, this combination of erotic and
religious, sacred and profane is one of the extreme manifestations of the “presence of thought
in an image” characteristic of metaphysical poets [PasaHueBa, 2014, p. 39]. The search for analo-
gies between the physical and spiritual aspects of human life, the external and the internal, quite
often resulted in their texts in the use of poetic images related to the sphere of the bodily. At the
same time, metaphysical poetry was also characterized by a contrasting tonality in highlighting
spiritual phenomena through the physical ones, the ability to interpret this type of images in the
opposite way [Pa3aHueBa, 2015, p. 480]. In this sense, the analyzed line by J. Donne is an exem-
plary metaphysical paradox, which, combining within itself the most distant semantic elements,
can never be unambiguously or exhaustively explained.

Thus, considering the fact that in J. Donne’s lifetime, “ravissement could denote either the
crime of rape or the experience of mystical ecstasy” [Newman, 2004, p. 86], it is pretty impossi-
ble to set what the author meant precisely. On the other hand, there is no doubt that the trope
under the analysis clearly correlates with the main idea of Protestantism, formulated by Mar-
tin Luther, which consists in denying salvation by good deeds or any human efforts. Salvation in
Protestantism is achieved exclusively through faith in Jesus Christ’s sacrifice and depends only on
God’s mercy. It is precisely that mercy that J. Donne’s persona seeks in the poem.

The sexual metaphor is the very essence of the couplet in this J. Donne’s text. According to
the established poetic practice, it was in the last two lines that the solution to the controversial
issue raised in the sonnet should have been proposed. In the aforementioned poem, this prac-
tice manifests itself in the fact that the protagonist abandons attempts to save himself from the
enemy independently, and gives himself completely into the hands of the Lord. Although, the
sorrows and difficulties of J. Donne’s persona have not disappeared, he is filled with trust in God,
thereby achieving a certain mental balance.

Generally speaking, the entire palette of the protagonist’s emotional fluctuations is well felt
in the melody of this poem, which is very far from ideal. Thus, abandoning traditional iambic pen-
tameter, the English author uses trochee in the first line of his sonnet, and in the following lines,
he utilises many spondees, creating violence-related images. On the whole, almost all lines of the
sonnet (except for 3 and 11) are full of metrical irregularities, but they are not accidental. In our
opinion, with the help of these irregularities, J. Donne conveys the exalted state, the excitement
of his persona. This is also confirmed by the fact that the last two lines of the poem, where the
protagonist finally achieves his inner peace, are written in absolutely regular iambic pentameter.
However, the following poems of the sequence testify that the Lord remains indifferent to the
protagonist’s pleas, and his hopes for salvation, expressed in the sonnet XIV, do not come true.

In sonnet XVII, the protagonist’s bitterness from the loss of a beloved is fully compensat-
ed by finding the way to God. Now, looking up, J. Donne’s persona does not feel rejected; on the
contrary, his spiritual thirst is quenched:

Since she whom | lov’d hath payd her last debt
To Nature, and to hers, and my good is dead,
And her Soule early into heaven ravished,
Wholly on heavenly things my mind is sett.
Here the admyring her my mind did whett
To seeke thee God; so streames do shew their head;
But though | have found thee, and thou my thirst hast fed [Donne, 2011, p. 435].

However, J. Donne’s sonnet would not be a sonnet if it did not contain a paradox. On the
one hand, his protagonist understands that instead of profane, earthly love, he was given some-
thing much more valuable — Divine love, but on the other hand, he still cannot accept the death
of his lover. This is indicated, in particular, by the third line of the poem, which tells us that the
heroine’s soul was literally “ravished” to heaven too early; that is, this event is depicted as an act
of violence here. The fact that J. Donne’s persona did not fully accept the death of his beloved is
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also indicated by the writer’s three-time usage of the conjunction “but”, the semantics of which
is essentially denial —in the ninth and thirteenth lines (where the voltaes take place), and also in
the seventh line.

Then, the first volta radically shifts the focus. If the octave was based on the images of the
protagonist’s experience (it should be noted that the thematic unity of the octave is emphasized
on the formal level by the harmonious endings of all the lines, as well as through alliteration of
the sounds “d” and “t” (“debt” — “dead” — “ravished” — “sett” — “whet” — “head” — “fed” — “yet”),
from the ninth line it is focused on the highly secularized and anthropomorphized image of God.
It is almost shocking, but the Lord in this text not simply acquires the ability to feel and act like
an ordinary human being but is depicted as a jealous lover:

But why should | begg more Love, when as thou
Dost wooe my soule for hers; offring all thine:
And dost not only feare least | allow
My Love to Saints and Angels things divine,
But in thy tender jealosy dost doubt
Least the World, Fleshe, yea Devill putt thee out... [Donne, 211, p. 435].

The author implicitly indicates God’s jealousy to be the reason for the heroine’s death, as
she is some Lord’s rival in this love triangle. God took the protagoniast’s beloved to heaven be-
cause He had wanted all of his love for Himself.

However, the final couplet, of course, removes these dramatic contradictions. The Lord’s
jealousy is called “tender” in it, that is, it is understood as pleasant for J. Donne’s persona. At the
end of the sonnet, he reasonably concludes that his wife, unfortunately, was just a part of this
sinful earthly world, and his love for her was a temptation that drove him away from God. There-
fore, her death should be considered an opportunity to get closer to the Lord.

Incidentally, it should be noted that in the sonnet V (“l am a little world made cunningly”),
J. Donne already seems to have outlined such a specific direction of his protagonist’s and God’s
relations while asking the Lord to replace the flames of earthly passions with God’s sacred heal-
ing fire:

But oh it must be burnt! alas the fire
Of lust and envie have burnt it heretofore,
And made it fouler; Let their flames retire,
And burne me o Lord, with a fiery zeale
Of thee and thy house, which doth in eating heale [Donne, 2011, p. 429].

It is noteworthy that in this poem, J. Donne uses the term “passion” (“fiery zeale”) in rela-
tion to God because his persona’s relationship with the Lord will be depicted as something re-
sembling passionate love in the last (XIX), a concluding text of the “Holy Sonnets” (“Oh, to vex
me, contraryes meet in one”).

The leitmotif of this poem is the protagonist’s constant swaying between the poles of
various emotions. In order to display such a controversial state, the English writer used the fa-
vourite artistic means of Petrarchists — antithesis and oxymoron. In F. Petrarch’s poems, the
motif of disharmony of his persona’s inner world was developed in many ways (see, for ex-
ample, XVII, CLXIV, CLXXIIl, CLXXVIII), since, as it has been already mentioned, love in Petrar-
chism is a quite contradictory feeling, capable of giving both painful torments and bright joy,
able to throw the lover into the abyss of despair and hopelessness and then to raise him to the
heights of happiness, to injure and to heal, to kill and to resurrect. Two sonnets of the “Can-
zoniere” — CXXXIl and CXXXIV, which are also known as “icy-fire sonnets” — are the most fa-
mous in this context, since it is in them that the Italian poet most fully and insightfully formu-
lated his original vision of love as an oxymoronic combination of fire and ice, heat and cold. In
addition to the aforementioned sonnets (CXXXII, CXXXIV), motifs of “freezing fire” or “flaming
ice” in different variations can also be found in such F. Petrarch’s poems as CL, CLII, CCIl and
some others.
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It is notable that J. Donne also utilizes this well-known Petrarchan metaphor in his poem,
which looks structurally similar to the sonnet CXXXIV of the “Canzoniere”.
Let us compare:

F. Petrarch J. Donne
1 find no peace, and yet | make no war: Oh, to vex me, contraryes meet in one:
and fear, and hope: and burn, and | am ice: Inconstancy unnaturally hath begott
and fly above the sky, and fall to earth, A constant habit; that when | would not
and clutch at nothing, and embrace the world. I change in vowes, and in devotione.
One imprisons me, who neither frees nor jails me, As humorous is my contritione
nor keeps me to herself nor slips the noose: As my prophane Love, and as soone forgott:
and Love does not destroy me, and does not loose me, As ridlingly distemper’d, cold and hott,
wishes me not to live, but does not remove my bar. As praying, as mute; as infinite, as none.
| see without eyes, and have no tongue, but cry: I durst not view heaven yesterday; and to day
and long to perish, yet | beg for aid: In prayers, and flattering speaches | court God:
and hold myself in hate, and love another. To morrow | quake with true feare of his rod.
| feed on sadness, laughing weep: So my devout fitts come and go away
death and life displease me equally: Like a fantastique Ague: save that here
and | am in this state, lady, because of you Those are my best dayes, when | shake with feare
[Petrarch, 2001, p. 221]. [Donne, 2011, p. 436].

Both texts are built on a similar series of contrasting images depicting the complexity of
F. Petrarch’s persona’s feelings for Laura, and J. Donne’s persona’s feelings for God. They both
end with the reconciliation of antitheses in a synthesis of the sonnet key, where the former au-
thor thanks his Mistress for suffering, which helps him to become better. The latter declares the
days when he suffered from torments and fear of the Lord to be the happiest in his life. It is in-
teresting that this reconciliation seems to be planned from the very beginning of the text by the
English poet, as he widely utilized the full or partial consonance of antonymous words as both
external and internal rhyme: “begot” — “not”, “cold” — “hot”, “rigid” — “distempered”, “infinite” —
“none”, “yesterday” — “to day”, thereby tightly linking them together and cementing into a
monolith of the sonnet genre form. An unusually regular (as for J. Donne’s verses) iambic pen-
tameter also served this purpose. It is clear that this similarity in the composition of the quot-
ed texts is caused by the traditional structure of the sonnet itself, which, being a “rigid”, “solid”
genre form, requires following the established rules not only in terms of form but also in terms
of content. However, the English author’s poem is characterized by a number of other aspects
that relate it to the Petrarchan literary tradition.

The central problem for J. Donne’s protagonist in this text is looking for balance and con-
stancy in his relationship with the Lord. He prays and sincerely repents, but these moments are
frequently replaced by silence and frustration, apparently for the reason that J. Donne’s perso-
na does not feel any response. In Christianity, especially its Catholic form, repentance is the best
and sometimes the only way to achieve righteousness. The writer emphasizes this as he rhymes
the words “devotione” and “contrition” in the fourth and fifth lines, exactly where the first qua-
train turns into the second one. Being only sporadic, and therefore not serious (“humorous”), the
protagonist’s repentance, of course, cannot help him propitiate the Lord. The formulation of this
thought ends the octave.

Petrarchan volta, in the ninth line, initiates the solution of the outlined problem. The accu-
mulation of time markers in the sestet (“yesterday” — “to day” — “to tomorrow”) indicates that
J. Donne’s persona tries to observe the issue from a temporal perspective. This point of view re-
sults in the understanding that the protagonist’s relationship with God is different in each sepa-
rate period of time, which, in turn, gives him a reason to hope that the current disappointment
and despair are just temporary. This idea, once again, is reflected in the rhyme, since in this text
“here” is rhymed with “fear”; that is, the emotions that dominate the protagonist are considered
to be momentary. This brings back the hopeful mood to the end of the poem, as well as to the
end of the whole sonnet sequence. In this sense, the last text of J. Donne’s “Holy Sonnets” can
be compared, in our view, to the last text of F. Petrarch’s “Canzoniere”.
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If we interpret this text in the context of the Petrarchan tradition, we should also pay at-
tention to the fact that in this sonnet, the protagonist’s love is compared to a disease — “ague”.
Strictly speaking, the concept of “love-disease”, like the concept of “love-war”, was not invented
by F. Petrarch. Its source should be primarily found in the love elegies of Ovid, who, in turn, re-
lied on the traditions of the ancient Greek love lyrics, but European Petrarchists actively devel-
oped it. In F. Petrarch’s texts, the idea of “love-disease” took an even more acute modification —
a fatal illness leading the protagonist to the inevitable death (see, for example, LXXVI, LXXIX,
CXXXII, CClI, etc.). It is significant that the antithesis of heat and cold in J. Donne’s sonnet can be
connected with this “love-disease” metaphor, since the protagonist alternately falls into a fever,
then into a chill (“As riddlingly distemper’d, cold and hot”), which may well be interpreted as a
symptom of an illness, as well as his trembling, described in the eleventh line (“/ quake”) and the
last two lines (“ // shake with feare”). The enjambement used by the author in the couplet fur-
ther increases the attention to this image.

Another aspect which brings this sonnet closer to the Petrarchan tradition is the fact that
speaking about his relations with the Lord, the protagonist utilizes a verb that has an absolute-
ly undeniable origin from the love language of Petrarchism — “to court”, that is, literally “to flat-
ter”, “to lure”, “to tempt”. In this way, J. Donne seems to indicate that his persona’s relations
with God are, to some degree, similar to the relations between the characters in the Petrarchan
hypertext. The fact that this English lexeme is cognate to the French word “Courtois”, translat-
ed as “courtly”, also testifies in favour of this interpretation. In view of this, we can suppose that
J. Donne describes his persona’s feelings for God as something close to “courtly love” — high love-
bowing, love-service that was immortalized by F. Petrarch and his followers.

Conclusions

Considering all that has been written, the following conclusions can be made. In our hum-
ble opinion, just like F. Petrarch’s “Canzoniere”, J. Donne’s lyrical sequence “Holy Sonnets” can
be read linearly as a dramatic story of the relationship between its main characters, but in the
English author’s texts, it is not the usual Petrarchan hero and heroine, but the protagonist and
the Lord. Three sonnets — XIV, XVII and XIX — are especially important and conceptual for under-
standing the evolution of their relations.

In the first of them, feeling his own weakness and impossibility to overcome the devil,
J. Donne’s persona begs the Lord to win back his heart from the enemy, using a wide palette of
military metaphors typical to the Petrarchan lyrics. However, the Lord, who in sonnets I-XIlI is
depicted in a Petrarchan manner as distant and completely deaf to the protagonist’s pleas, re-
mains indifferent.

In sonnet XVII, which looks similar to the lyrical texts of the “Canzoniere” dedicated to Lau-
ra’s death, a notable change in the relationship between the characters occurs. As in the Italian
humanist’s poems, the life path of J. Donne’s persona finally turns to heaven after the death of
his beloved, and he begins to feel that the loss of earthly love is compensated by the gaining of
the Divine one. But his further relations with God, once again, seem to be built according to the
Petrarchan model, most fully described in the last text of the sequence.

The sonnet XIX demonstrates all the complexity of the relationship between a human being
and the Lord. J. Donne’s persona is constantly dominated by conflicting feelings and emotions,
which generally correlates with Petrarchan’s understanding of the ambivalence of love, best
shown by F. Petrarch in the sonnets CXXXII and CXXXIV. The poetic vocabulary used by J. Donne
in this poem (“In prayers, and flattering speeches | court God”, “So my devout fitts come and go
away // Like a fantastique Ague” [Donne, 2011, p. 436], etc.) indicates the specific character of
his persona's relations with God, which due to this verbalization have signs of courtly love, court-
ly service.

We can sum up that the protagonist’s relations with the Lord in the “Holy Sonnets” might
be interpreted as generally built on the same principles that are immanent for the concept of
love in the poetry of Petrarchism. On this point, we tend to agree with the following statement
of H. Wilcox: “The sonnets struggle to contain the contraries of desire and despair, passion and
preoccupation, trials and triumphs: loving God, Donne’s devotional writing suggests, can be as
troubled and varied an experience as that depicted in his secular love poetry” [Wilcox, 2006,
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p. 150]. The persona of the English poet, as well as the traditional hero of Petrarchan texts, also
suffers from unrequited feelings, longs for reciprocity with all his heart, and, in addition, speaks
in the specific metaphorical language. Even if the linguistic practice utilized by the author cannot
be considered exclusively Petrarchan, since a similar rhetorical code, in which the experience of
spiritual communication with the Lord was described with the help of erotic images, was widely
used by the Christian mystics, the sonnet poetic structure is canonical for Petrarchan lyrical dis-
course and require following the established rules not only in terms of form, but also in terms of
content. However, of course, this is only one possible way in which these highly complex texts
can be understood.
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