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PE®EPAT
I'AO UMSH
Oo0pa3nas cucrema B nodMme I'. AstekceeBa «/Kap-ntuma»

Jumiomuas pabota 46 c., 37 UCTOYHUKOB.

T'EHHAJZIN AJIEKCEEB, ITODMA «KAP-TITUIIA», BJIOKAJTHBIN
JIEHUHTPAJl, XYJOXECTBEHHBII OFPA3, OBPA3HAS CHCTEMA,
CUMBOIJIMKA, ®OJIbKJIOPHBIE MOTMUBBHI, MU®DOJIOI'N3M,
JEKOHCTPYKIINA

Marepuas uccijegoBaHus — mosma ['. AnekceeBa, MOCBAMEHHAS COOBITHSIM
0siokaabl JIeHuHrpana.

O0BeKT ncciiefoBaHusA — 00pa3Hasi CCTEMA MTOAMBI.

IIpeamer ucciaenoBanus — oopas XKap-nTuilsl U €ro CrOXKeTooOpasyloliee,
CMBICJIOBOE M ()YHKIIMOHAJIBHOE BOTUIOLIEHUE B TTIO3THUYECKOM TEKCTE.

Hear wuccaenoBaHusi —  BBISBUTh  CHCHU(PUKY  CHMBOJIMYECKOTO,
CTPYKTYPHOTO ¥ 3MOIMOHAIBHOTO (YHKIIMOHUPOBaHMS oOpa3a JKap-mTuiel B
nosme ['. AnekceeBa, pacKpbITh €ro poJib B JOPMUPOBAHUU aBTOPCKON KOHIENIIUU
KU3HH, TTAMSTH U TPareInu.

3agaum uccJIeJOBAHMS:

1. BbIABUTH KyJbTypHbIE W MH(ONOITUYECKHE MCTOKM 00pasa
XKap-ntuiel ¥ ux TpaHCHOPMAIIHIO B TEKCTE MTOIMBI;

2.  PackpbiTh ceMaHTHKY 00Opa3a B KOHTEKCTE CIOXKETa O Tpareauu
osokaaHoro JIeHuHrpana;

3.  OmpenenuTh JIEKCUKO-CTHIUCTHYECKHE, CHUHTAKCUYECKUE U
(oHETHYECKHE CpEICTBA, 3aJC€HCTBOBAHHBIC IJIsi CO3MAHUS M Pa3BUTHS
oOpa3a;

4, VYkazate Quiocopckue U 3CTETUYECKUE JOMUHAHTHI TOIMBI,

CBs3aHHBIE ¢ 00pa3om XKap-nTULbI.

MeTtogos10rusi MCCJIeJ0BaHUSI OCHOBBIBAECTCA HA KOMIUIEKCHOM IOAXOJE:
UCIIONB3YETCSI  METOJA ~ CTPYKTYPHO-CEMAHTHUYECKOIO  aHalu3a,  DJIEMEHTHI
MHU(DOMO3ITHYECKOTO u Ire€pMEHEBTHUYECKOTO aHaJM3a, MPUEMBI
JMHTBOCTHJIMCTUYECKOTO pazdopa Xy 105KECTBEHHOTO TEKCTA.

Hayuynass HOBM3HA WUCCJIEIOBAHMS 3aKIOYaeTcs B TOM, 4YTO I03Ma
I'. AnekceeBa BBOAMTCA B (DOKYyC aHainu3a Kak IpPOM3BEACHHE, oO0anarolee
BBICOKOU CTENEHBIO CUMBOJIMYECKON CIIOKHOCTH, B KOTOpoM 00pa3 JKap-nTuiisi
paccMaTpuBaeTcs HE Kak JEKOPATUBHBIM 3J€MEHT WM CKa304YHBIM MOTHUB, a Kak
MHOTO(YHKIIMOHANIbHBIN XYJ0KECTBEHHBIM H ¢uinocodckuii 3Hak. Bnepsbie
IPOBOANUTCA JETATIBHOE HCCIIEIOBAHUE IOAITHUECKON CTPYKTyphl oOpaza XKap-
NTHUIBI B CBS3U C KOHTEKCTOM OJIOKA[Ibl, BBISBIAECTCS €r0 UIECHHO-IMOLIMOHAIbHAS
HBOJIIOLIMSA B IPOCTPAHCTBE TEKCTA.



PODEPAT

'AO IMBDH
BooOpa3nas cictoma y nasme I'. AnsikceeBa «7Kap-nTymka

JpimioMHast padota 46 c., 37 KpbIHiIlL.

T'EHHAJI3b AJISIKCEEY, TTADMA <« KAP-TITYILIKA», BJIAKATHBI
JIEHIHI'PAZIl, MACTALIKTI BOBPA3, BOBPA3HAA CICTOMA, CIMBOJIIKA,
OAJIBKJIOPHBIA MATBIBbI, MIGAJIAT'T3M, IOKAHCTPYKLbBIA

Marmpseisaa aaciaegaBanus — nasma [ Anskceesa, npbIcBe4aHas MMaa3esaM
omakane! JIeniarpana.

A0’exT nacjiefaBaHHA — BoOOpa3Has CICTAMa MadMBbl.

IIpaamer nacienaBanHsi — BbisiBa JKap-TITYIIKi 1 TO CIOXKATayTBapajabHae,
coHCaBae 1 QyHKUbISTHATIbHAE YBacaOJIeHHE ¥ MadThIYHBIM TIKCIIE.

MbsTa nacjieqaBaHHsi — BbISBILb ClEbI(DIKY CiMBajl4Hara, CTpyKTypHara i
sMalpliiHara (yHKUbIIHaBaHHS BbIABBI JKap-nTymki y masme [. Ausdkceesa,
pacKpblllb Sr0 pojito ¥ (dapMipaBaHHI ayTapcKail KaHIPMIIBI KIS, MaMsIl 1
Tparepli.

3anaybl 1acjefaBaHHA:

1. BoiBiub KyJabTYpHBIS 1 Mi(anasTeIuHbISA BEITOKI BOOpasa XKap-nTyuiki 11X
TpaHc(apmaIpIio ¥ TIKCIIE MadMBbl;

2. Packpblllb CEMaHTBIKYy BBIIBBI Yy KAHTIKCLE CIOKITY abd Tpareasli
Onakannara JIeHiHrpanaa;

3. BbI3HaubIIb JIEKCIKA-CTBUTICTBIYHBISI, CIHTAKCIYHbIA 1 (PaHETHIYHBIS CPOJIKI,
3a/13eMHIYaHbIS 111 CTBApHHS 1 pa3Bilsg BoOpasa,

4. VYkazanp ¢inacodckis 1 dCTITBIUHBISA JaMIHAHTBl TadMbl, 3BA3aHBIS 3
BoOpazam Kap-nTyuiki.

MetapaJiorisi 1aciefaBaHHsl TPYHTYelLlla Ha KOMIUIEKCHBIM MaJlbIXOJ3€:
BBIKAPBICTOYBAELla MeTaJ CTPYKTypHa-CEMaHTbIYHAra aHami3dy, JJIEMEHTbI
MipamadThlyHara 1 repMeHeyThlYHara aHaily, HpbIEMbI JIHIBACThUIICTHIYHATA
pa3bopy macTankara TIKCTY.

HaBykoBasi HaBi3Ha [aciefaBaHHS 3akiloyaellla Y ThIM, IITO Ma’Ma
I'. AnsikceeBa yBoz3inna ¥ Gokyc aHami3y K TBOP, K1 BAIOJA€ BbICOKAM CTYTIEHHIO
CIMBAJIIYHAM CKJIaJaHacli, y sKIM BblsiBa JKap-mTyliKi pasriasgaenua He sK
JPKApaAThIYHBI JIEMEHT a00 Ka3auHbl MAThIY, a K IIMAT(yHKUBITHAIBHBI MacTallK1
1 pimacodcki 3HaK. YnepibIiHIOo IpaBoA3iiia A3TaIéBae JaciejaBaHHe MMadThIYHal
CTPYKTYpBI BBISIBBI JKap-NITyHIKi ¥ CyBsi31 3 KAHTIKCTaM OJ1aKajibl, BBISYISEHIA ST0
171pITHA-AIMalIBIHAS DBATIOLBIS ¥ TTPACTOPHI TIKCTY.



ABSTRACT

GAO IMEN
The System of Imagery in Gennady Alekseev’s Poem The Firebird

Diploma thesis 46 pages, 37 sources.

GENNADY ALEKSEEV, THE POEM «THE FIREBIRD», BESIEGED
LENINGRAD, ARTISTIC IMAGE, SYSTEM OF IMAGERY, SYMBOLISM,
FOLKLORIC MOTIFS, MYTHOPOETICS, DECONSTRUCTION
The material of the study is G. Alekseev’s poem dedicated to the events of the
Siege of Leningrad.
The object of the research is the system of imagery in the poem.
The subject of the research is the image of the Firebird and its plot-forming,
semantic, and functional embodiment in the poetic text.
The aim of the study is to identify the specifics of the symbolic, structural, and
emotional functioning of the Firebird image in G. Alekseev’s poem and to reveal its
role in shaping the author’s concept of life, memory, and tragedy.
Research objectives:
1. To identify the cultural and mythopoetic origins of the Firebird image and
their transformation in the text of the poem;
2. To reveal the semantic significance of the image in the context of the Siege of
Leningrad,;
3. To determine the lexical-stylistic, syntactic, and phonetic devices used to
construct and develop the image;
4. To identify the philosophical and aesthetic dominants of the poem related to
the Firebird image.
The methodology of the research is based on an integrated approach: it employs
structural-semantic analysis, elements of mythopoetic and hermeneutic analysis, as
well as techniques of linguistic and stylistic interpretation of the literary text.
The scientific novelty of the study lies in the fact that Alekseev’s poem is brought
into analytical focus as a work of high symbolic complexity, in which the image of
the Firebird is not treated as a decorative or fairy-tale motif, but as a multifunctional
artistic and philosophical sign. For the first time, a detailed analysis is conducted of
the poetic structure of the Firebird image in the context of the siege, revealing its
ideological and emotional evolution within the space of the text.



