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«lMo mepe Toro, Kak COBETCKNI KMHemaTorpad Ha Hawmnx
rNasax CTaHOBUTCA UCTOPUEN — U UCTOPUEN oTaaNeHHon!
— A Bce bonee BOCNPUHMUMALO €ro KaK 3aragky,

KOTOPYIO MbITalOCb pa3ragatb: YTO 370 6b1107» [1]

O METO40/10TNN
N NOTUKE HAYKU KWHOBELEHNA®

AHHOomayua. CmameoeA nocesweHa npobsemam memooo-
702Ul COBPEMEHHO20 KUuHemamozpapa U KUHOBEeOeHUs,
npobaemam, Komopsie 8 omcymcmauu y Hac memoooso-
2UYeCKUX WKOA U KHU2 HOX00AMCA 8 mMpPyOHbIX YCaosusx,
MOCKO/IbKY omcymcmeue 3mo CKa3as10C6 HO MOM, Ymo Uc-
Kyccmeo cobcmeeHHO momanumapHbiX 310X 0KA30s0Cb
21y60Ko U0e0s102U3UPOBAHHLIM. [lonzoe spema omeye-
CMBEeHHAA 2yMAHUMApPHAA HayKa bblna omsazoweHa npona-
2aHO0U MapKcuama-neHUHU3Ma, Komopas 8 delicmaumerns-

* OcHOBHble MAen JAHHOM CTaTbi BblM anpobupoBaHbl B aKafeMUYECKOM MHTEPBbLIO aBTopa
3TUX CTPOK, AaHHOro .P. KOHCOHY B pamKax MexayHapo4HOM HayyHoW KoHpepeHumun «McKyc-
CTBOBE/EHME B KOHTEKCTE APYrUX HayK B Poccum 1 3a pybeskom: Mapanneny v B3auMmogeincrama»
(M.: MTUM um. A.T. WHuTKe, 2017; npu nogaepskke POOU: npoekt Ne 17-04-14080) [cm.: 2, c.
216-230]. B HacToALEM TEKCTE M3BPaH MHOM KaHPOBOWM XPOHOTON — UCCNEA0BaTENbCKOM CTaTbh,
no3Bo/MBLIEN YINYBUTb paHee HaMeUYeHHbIe NYTU HALLEero Hay4HoOro NomcKa.
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HOCmMu ©OKasanacoe mugonoauell, xapakmepuszosasuieli
aroxy «cmasuHCcKo20 Kaaccuyusma» [onpedeneHue AHOpes
CuHAscKozo]. Ha A3bike amoli mughonoauu 8ocripou3soou-
/AIUCb UCmopuYecKue U cospemeHHble cobbimusa. B makoli
MpaKkmoeKe CyujHocmu KuHemamoepaga, Kak u opyaux
8U008 UCKyccmeaa, udeosozusa ¢ nosuyuli yenecoobpasHo-
CMU 3aMeHUNa A02UKy KUHosedeHuA. B ceA3u ¢ amum aHa-
U3 Moz 6bImb MOsLKO NPaAsno2u4ecKum, 0opedneKCcUsHoIM,
MaK Kak cobcmeeHHo pegaieKcus ewe npossaeHa He bbina.
Packpbisaa KpynHoMacwmabHyo KapmuHy COCMOSHUSA COo-
8peMeHH020 UCKYcCmea KUHO U KUHOKPUMUKU, agmop ro-
Ka3sbleaem csoeobpasHoe npopacmaHue KUHOo8ed4YecKoz20
3HAHUA U Heobxo0uMbie npednocbinKu 0715 CO30aHUSA HAYKU
06 uckyccmee 606U 020 IKPAHAQ.

Knrouesble cnoea: memoodosioaus, KuHogedeHue, npobsie-
Ma, 2yMaHUMAapHAsa HayKa, pegnexcus, KUHo8eO, KPUMUK,
cospemeHHbll, hunbm, KHU2a, Mugonozus, udeonoaus.

ANDREY M. SHEMYAKIN
S. A. Gerasimov Russian State Institute
of Cinematography, Russia

ORCID: 0000-0002-5321-7399
shemyakins@yandex.ru

ABOUT THE METHODOLOGY AND LOGIC
OF THE DISCIPLINE OF FILM STUDIES

Abstract. The article is devoted to issues of methodology of
the modern cinematograph and film studies; it refers to those
problems which are in difficult conditions because of the lack

HAYKA TENEBUAEHUA Ne 14.1, 2018 11 THE ART AND SCIENCE OF TELEVISION



of methodological schools and books in Russia, because this
lack was manifested in the fact that the art of totalitarian
epochs proper ended up being deeply ideologized. For a long
time Russian humanitarian disciplines were weighed down
by the propaganda of Marxism-Leninism, which in reality
turned out to be a mythology characterizing the epoch of
“Stalinist Classicism” [the definition of Andrei Sinyavsky].
Historical and contemporary events were reproduced in
the language of mythology. In such an interpretation of the
essence of the cinematograph, just as in the case of other arts,
ideology replaced the logic of film studies from the positions
of expediency. From this position, analysis could be only pre-
logical and pre-reflexive, since reflection itself was not yet
revealed. Disclosing a large-scale picture of the condition of
the present-day art of cinema and film-criticism, the author
shows the peculiar intergrowth of knowledge related to film
studies and the indispensable prerequisites for the creation
of the field of studies of the art of the large screen.
Keywords: methodology, film studies, problem, humanitarian
discipline, reflection, film expert, critic, modern, film, book,
mythology, ideology.

Mpobnema GopMUPOBAHNA B TEOPUM MCKYCCTBA METOL0/1I0MMYECKN
LLe/IOCTHOrO 3HaHUA 0 KMHemaTorpade ABnseTcA HeobblYallHO aKTy-
anbHON. 3TOMY NocBalLeHbl MHorme TpyAabl C. LLTteliHa, cpeam KOTopbix
OOHOM U3 NoCNefHUX ABNAETCA ero CTatba «Jemapkauma aucumnam-
HapPHOro M AUCKYPCUBHOIO 3HaHWUA O KMHOY» [3]. A Tem BpemeHem, No
MHEHWIO MUCCefoBaTeNa UCTOPUU U TEOPUN XYAOMKECTBEHHOM Ky/b-
Typbl H. XpeHoBa, B MeTOA0/N0MMU KMHO U WINPEe — B F'YMaHWUTApPHOM
06/1aCTU HAMETUNCA HEOXMUAAHHBIN KPU3WUC: «B MOCNefHEee Bpems
He TO/IbKO r'yMaHWUTapHble HayKW, HO U BCA r'ymaHuUTapHasa chepa okKa-
3anacb NpobnemMHON. ITO COBEPLIEHHO HE COOTBETCTBYET MPOrHO3Y
K. NeBu-Ctpoca, cKaszasLlero, 4To XXI Bek 6yaeT BEKOM r'yMaHUTapHbIX
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HayK UK ero He byaeT BooblLue. Moyemy Ke peasbHOCTb He TOJIbKO
He noaTteepKaaeT 3Ty mbicab K. JleBu-Crtpoca, HO, KaxeTcs, U onpo-
BepraeT ee? Buammo, yTpavyeHo npeacTaBieHne O NpegHasHauYeHum
rYMaHUTAPHbIX HayK, ux mmccmn. Camoe Bpemsa nopasmblwnaTb. Mo-
yemy Takol cuTyaumm He 6bin1o gaxke go 1991 roga?» [4].

Mbicnb y4YeHOro cnpaseasiMBa, MNOSTOMY MNOCTapaemca paso-
6paTbCs B NPUUYMHAX 3TOrO ABMEHUA B KMHOBeAeHMU. MeTogonorua
M NIOrMKa HayKun 34ecb npeactaBnset coboi Bellb, COBEPLUEHHO K-
30TMYECKYIO 1, 6OKOCb, YTO Hepa3paboTaHHYo, ecnm BoobLye noctas-
NeHHyto. Kak npaBuno, B HayKy «KMHOBeaeHWe» Bxoauna paboTa c
apXuBamMu, UCTOPUA N TEOPUA KMHO, — METOA0/IONMYECKME HOBALUN
6b1/1M BO3MOXKHbI, €C/M peYdb LWa 0 TaKoW AUCUMUMNINHE, KaK «AHanu3
coBpeMeHHOoro ¢puabma». MoToMy YTO TEOPETUYECKU COBPEMEHHOCTb
Henb3s 6blI0 OCMbIC/IUTL BHE UCTOPMU, HO UCTOPUIO, KaK Bceraa ae-
KNapMpoBanocb M MMNAULMTHO Npeanonaranocb, Henb3a 6bi10 no-
CTU4Yb BHE TEOPUM, XOTA B AEMACTBUTE/NIbHOCTU HE TEOPUMN KUHO, a Ca-
MO NPaBWIbHOM U €4UHCTBEHHO-MPABU/IbHOW, BbIBEPEHHOM BO BCEX
OETANAX MAaPKCUCTCKO-IEHUHCKOM 3CTETUKM.

Tem He meHee CTpaHHbIM 06pa3om, HECMOTPA Ha 6obLIoe Konu-
YyecTBO B1ecTAWMNX KHUT MO TEOPUU U UCTOPUU KUHO, 3aMONHAOWMX
NaKyHbl N HameuvaloLWwMmx HoBble (A4NA Hac) NoaxoAb! BbiMyLWEHHbIX B
nocneaHue rogbl, B YaCTHOCTU, KY/NbTYPONOrMYECKMX UCC/IeL0BAHNM
Mwuxanna AimnonbcKoro [04HO M3 nocneaHUXx — cm.: 5], 3amevatens-
HYH KHUTY HuKonasa M3BonoBa «PeHoMEH KMHO» (BbileALyo Tpems
nsgaHmMamm) (6], U, KOHEYHO, }KypHanoB « KMHOBeAYECKME 3aMUCKU» U
«CeaHcy, peghnekcusa no no8ody moao, Ymo U KaK Mbl 8esnaem, 0 Yem
2080pPUM, Y HAC, KAK Npasusao, Haxodumcs He mo, Ymobbi 8 Hebpexe-
HUU, HO, CKopee, Asnaemcsa makoli terra incognita, momomy ymo 00
CUX r1op HeroHAMHo, 20e 8 Hoeol cumyayuu Haxo0umcs MmoYka om-
cyema. Mpas 6bin B. LLUIKNOBCKKUIA, roBOpsA, YTO Mbl 3aHUMAEMCSA «BU3Y-
aNbHbIM KMHOBeAeHMem»2, Mbl He NPOCTO CHUMaeM KUHO, a pedek-

206 3TOM MHe B NEpPUOZ aKTUBM3ALLMM HALLEro COTPYAHUYECTBA MHe paccKasbiBan Haym Kneii-
maH. becepa ot 24 oktabpa 2005 roga.

HAYKA TENEBUAEHUA Ne 14.1, 2018 13 THE ART AND SCIENCE OF TELEVISION



CUPYeM MO NOBOAY fA3blKa KMHO, Ha A3blKe CAMOro KMHO UN A3bIKOM
CaMoro KMHO, NOTOMY YTO FOBOPUTL «Ha A3bIKE» UN «A3bIKOM» — YTO
BaXKHEe — 3TO OAMH M3 K/IOYEBbIX BOMPOCOB N'YMaHUTAPHOM HayKM,
KOTOPOM Mbl 3aHMMaeEMCA YxKe SIeT NoNTopacTa.

Mpobnema, ofHaKO, COCTOUT B TOM, YTO METOAO/OTUS B OTCYT-
CTBUWM METOLONOTMYECKMX KON (B /lyYleM Cnyvyae — TEOPETUKM 3a-
XOOAT Ha TEPPUTOPUIO KMHO, KaK BblIo CO CTPYKTypanncTtamm) — 3a-
[a4va [OBONBbHO MapafoKcanbHadA. A AaKe He MOry CKasaTb, YTO OHM
Y Hac cyuiectBoBanu opuumanbHo. bbina paspabotaHa cuctema, Ko-
TOpas BOCXOAM/IA K CEMMOTUKE, OCHOBbIBAsACH B MNEPBYIO oYepesb Ha
TOM e CTPYKTypanusme. YTo »Ke KacaeTcs ncuxoaHanmsa (He rosops
yKe 0 MUPOIOrMYeckom aHanmse), Aeno 6610 CUAbHO 3aTPYAHEHO,
[eNCTBOBaNW 3nemMeHTapHble naeonormyeckne Taby. 3apaHee 6bi10
MOHATHO, KaK K Yemy cnefyet oTHOCUTbCA. [103TOMy Mbl, NO TEOPUK
flHa MyKap»KeBCKOro, cpasy Nepeckoymim c NepBOro ypoBHA Ha He-
onpeaeneHHo Kakoi [7].

Takum obpasom (A 34ecb HeUsbeXKHO cxemaTusupyto), mpouso-
wiesn KosaoccanoHelli paspei8 Mexoy 3IMIUpU4YecKuUM KuHosedeHUu-
eM, MMEILMM OrpoMHbIE 3acNyri, B TOM 4YuUC/ie B MPeoaoseHnn
CTEPEOTMNOB TOrO, YTO MOXKHO 6bl10 6bl Ae/MKATHO Ha3BaTb quasi-
COLMONOTNYECKMM aHANIMU30M, HO GAKTUYECKM 3TO OblNa YMCTas Npo-
naraHga, — U mem, Ymo Ha308emM UMMAUKauyueli 2yMaHUMapHbIx
Hayk 8 KuHo. dunocodus, KyNbTYpoNorms, MexxancLumnInHapHble uc-
cnepoBaHUA HensbexxHo onepeannn «4nuctoe» KuHoseaeHue. OyeHb
yCnewHo 3aHMMAIOTCA 3TUM 3aMeyaTesibHble T'yMaHuTapum — ¢uno-
cod Oner ApoHcoH u punocod KynbTypbl EneHa Netposckas [8]. OHM
MPEeKpPacHO BAAZET MeToaonorven. Xota cobCTBEHHO WMCKYCCTBO-
BEAAMM KJ1AaCCUYECKOTO TOJIKA TOXKE MHOr0 HapaboTaHO, NOTOMY YTO
3pecb 60/blle METOAONOMMYECKUX TPAZULMNA, YXO4AWMX B U3yYeHUe
NCTOPMM UCKYCCTB B LLEEJIOM.

Ho B KMHO, CKaxKy elle pa3, Mol delicmeumesnbHO UMeemM Pa3Hble
cepuu KUHOmMeKcmos, 20e cepbe3HO OnucbIBaemcs AeneHuUe U 8oc-
nosHAomca npobesnsi. NoaTomy ceitdac Ham Hago Mbo nepeBoaUTb
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XOPOLUME KHUIM O 3HAMEHUTbLIX perkunccepax (3TMm 3aHMmaeTca usga-
TenbctBo «Rosebud», dakTMUeckn Bosrnasnaemoe BuKTopom 3aue-
NUHbIM Npu ydacTum Onera MoroanHa, ecTb eLle HECKONIbKO YeNoBeK),
nmbo nucatb 0 HUX camum. M3 KasaxcTaHa KMHOKPUTUK U KMHOBEL,
MonbHapa A6bukeeBa msgana KHury «KuHogom Maxmanbbad» [9].
Cepreit AHAWKWH Hanucan o KMHo HOro-BoctouHoW Asun, npexge
BCEro 0 TalcKom unm GUANNNUHCKOM KMHO, O KOTOPOM Yy Hac masio
yTto 3Hatot [10].

MostoMmy B LEe/IOM MpeycrneBatloT Te 061acTM, KoTopble paHblue
«3aXKMMaINCb», 3[1€Cb HE HAZ0 PacUMLLATb aBrMEBbIX KOHIOWEH Uae-
onornn. U nonyvaercs, 4to Te cTpaHosedpl (AnekcaHap [dopolue-
BMY, Hanpumep, nam TaTbAHa BeTpoBa), KoTopblie NpeanpuHUMANU
OrpoOMHbIe ycuaus, 4tobbl 0CTaTbCA B Npeaenax CBOUX HayK U CBOEro
KMHemaTorpada, He NpeKpalan AenaTb HEYTO NPUKAaAHOE NO OTHO-
LLUEHMIO K rOCYaapCTBEHHOM NAEONOMNM, Ceryac HaxoasTca Ha caeay-
toLLLeM BMUTKE CBOEW Kapbepbl, KOr4a y»Ke Hago BbiMyCcKaTb CBOWU QyH-
OAMeHTaNlbHble UTOroBble MCCnenoBaHUA. B 4acTHOCTWM, MOKOMHbIN
KMHOBEeA, 1 UCTOPUK AneKkcaHap TPOLWWH U3aan aABe CBOM MOHorpadum
— «CtpaHa AHuo» [11] n «MwTBaH Cabo» [12]. HMKTO TaK XOpOLO He
3HA/1 BEHrepPCKoe KMHO, KaK OH. MHTerpasbHbI B3r1A4 Ha KMHO CO-
LMAZIMCTUYECKMX CTPAH CerogHA Bpsaa 1M BO3MOXeH. lannHa Komna-
HUYEHKO ellle He M34aNa CBOK KHUTY O YEXOCN0BALLKOM KMHO. fl yXK He
roBOPIO O NOJIbCKOM, XOTA 0 Hem nuuwyT. MprHa PybaHoBa, K cyacTblo,
ewe pabotaet [13]. Ho ¢ yxogom MupoHa YepHeHKo obpasoBanacb
HACTOALL,AA YepHaA Ablpa, — OH eLLEe M CBA3bIBaN KMHOBEAOB PA3HbIX
CTpaH mexay coboi. Tem He MeHee NPUHLUMN, Koraa KaxAablit e AuHO-
JINYHO OCBaMBana cBO 06/1aCTb M MO3TOMY HMKOIO B HEe He MycKas
(MpMHLUMN, KOTOPbIN Mbl 3aCTasin B COBETCKYIO 3MOXY), CEroAHsA, YBbI,
no-npexkHemy paboTaerT, XOTA yKe He TaK ¥KecTKo.

Ce200HA memodosoau4ecKue Uuccnedo8aHus rnpedcmasnaomcs
KpumuKoli, Komopble hakmu4ecKu A8/50MCs KyanbmypHO-pUaocogp-
cKol acceucmukoli. NMpu 3TOM faHHan 3cceucTuKa — banctaTenbHoe
KMHoBeaeHMe. Ero oyeHb yCN0BHO MOXHO Ha3BaTb TPAAULIMOHHbIM.
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YcnoBHO, MOTOMY 4YTO KPWUTWUKA BbICTYMAeT 34eCb Kak /nTepaTtypa.
NHaue rosopsa, nepedopmMyanpoBaTb BOMPOC MNO-NUCATENbCKM —
ceilyac camoe TpyaHoe, HO Heobxoammoe aeno. Kak nucan Anbbep
Kamio, «ecnum xoyeuwb 6bITb prnocodom — nuium pomaHbi». KuHose-
OOM — TOXKe.

Ho yTo MHTepecHo. AHanM3 MeToA0N0rMN, METOA0N0MMYECKUX OC-
HOBAHWUIN TEX WM WHbIX HACTPOEHMUI CerogHA BOCMPUHMMAETCA KaK
HeyTo cTpaHHoe. Bpoge 6bl He o 3Toro! MaBHoe — MMMNOPTMPOBATb.
XoTA BCeM e BblNo ACHO, YTO MAPKCU3M-/IEHUHMU3M, BHEAPEHHbIN B
ryMaHUTapHble AUCUUNINHBI, B OAHO U TO e Bpems bbln «3abantbi-
BaHWEM» CO3HaHMA M nponaraHAom. JoctaTouHo 6b1a10 6bl OT Hero oT-
Ka3aTbCsA — BCe NoLwo 6bl Kak no macay. Ho A ryboko ybexaeH, yto
CUTyaumA cnoxHee. B nyylunx COBETCKMX KHUTAX MO KMHO, HanmcaH-
HbIX COBCEM HE aBTOPUTAPHbIMWU NtOAbMU, AaH NPEKPACHbIM Cpes Tol
naeonorum, Kotopas no 6osbliomy cyety bbina mudonormein. U Ha ee
A3blKe OMUCbIBANUCL ABJEHMA, KOTOPbIE CYUTANUCL UAEONOTNYECKU-
MW, TO €CTb s102UKa 30ecb, NOAO0OHO COBETCKOM HayKe MpOoLW/bIX et
(1920-x ronos), 6bi1a 3ameHeHa udeonozueli [14, c. 124].

Mpueeny npumep. MNocne Heopeannsma, KOTOpbIN 6bia Mudonoru-
3MpPOBaH, — Pa3BUTUE UTANIbAHCKOIO KMHO A0Arne rofbl 06 bACHANOCH
OTCTYNMHWYECTBOM OT peanuama Wau NpubAnKeHMEeM K aBTOPCKOMY
KMHO — nowu ganble: Y BUCKOHTU, AHTOHMOHN, PennrmHn okasa-
JINCb CBOM agenTbl, baectawme uccneposatenu. OnbiT Xe Poccennu-
HW 6blN COBEPLUEHHO He MOHATEH, KPOME ero CambiX NepBbIX KapTUH
(«Pum — oTKpbITbIN ropoa» u «Ma3a») u ogHON U3 NocnegHux, cos-
AaHHbIX A0 ero yxofa Ha TenesmnaeHue («feHepan [enna Posepe»).
B Lenom e Ana COBETCKOM KPUTUKMU OH Obll CAMLWKOM KaTO/IMKOM
(PennmHmn — yKe He canwKom). Kpome Toro, camo ero nosioxKeHue B
KWMHO HaTa/IKMBasO Ha NoAo6Hble BbIBOAbI B OTCYTCTBUE MOSIHOW MH-
dopmaumn: PoccennHu Bpoge bbin yuntenem HeopPeanmcToB, HO Bce
BpemsA BCTaBa/l Ha HoBble NyTWU: Bpocan HavyaToe M HayMHan HOBOeE.
Ero TpaeKkTopuMA B CMTyaLMM aKTUBHOMN HEXBATKMN MHOPMaLMK (o «3a-
pybexxHom» TB y Hac 40Aro He NUcanu), He roBOPSA YXKE O LWTamnax,
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€ro OnbIT OKa3a/NCb HEU3YYEHHbIMWN, HEMCCNEAO0BAaHHbIMU Aaxe ca-
MbIMM IYYLW UMW KPUTUKAMU. ITO He 3HAYMUT, 4TO TBOpYecTBo Poccen-
JIMHW B MpUHUMNE He U3y4aaun, 1 3To ele ogHa Agetanb. [lotomy 4TO
aNeMeHTapHaA KynbTypa NOAynoAnobA, T.e. TaK Ha3biBaemasa «BTO-
paa» KynbTypa KMHOBEAEHMA, YBbl, MOYTM HE KOCHYNACb. Te, KTO pe-
a/NbHO paboTan Ha rpaHu paspeLLeHHOoro 1 3anpeLLeHHOoro, NoOHMMan,
YTO HEKOTOpbIe BELLM HAA0 OTCbINATb HA 3anag, paboTtan ana Camus-
AaTa. Kopnyc 3Tux TEKCTOB elle He TONbKO He Obl/l U3y4YeH, HO Aaxe
He y4YTeH, Hanpumep, 40 NPEKPACHOro U 0YeHb JIMYHOrO TeKCTa Puaa
lpauéBa 06 AHTOHMOHW, FOe OH Aep3HyYA nocnoputb ¢ Maiiei Typos-
CKOW, OTKPbIBLLENM A5 HAC AHTOHWMOHM, MPOCTO PYKKU HE A0X0AAT, a bu-
6amnoteka CamusgaTta NoKa He co3gaHa. [larke y3HaTb 06 3Tom crnope,
He TO, YTO ero oTpedNeKCMpPOBaTb, CTa/I0 BO3MOXKHbIM TO/IbKO TOrAa,
Korga usaanu kHury P. Mpauésa [15].

N onATb »Ke, B CaMU34aTOBCKMX KypHanax, 0CO6EHHO NUTEPCKMX,
eLe Masio KTo MMcan o KMHo. 3aTo y Hac 6bin cBoM Tammusgat — 3To
PUMKCKUI }KypHan «KMHO», HO OH MMeN OTHOLIEHUE K UCTOPUN KPUTK-
KM, @ HE K KWNHOBEAEHUIO BO BCEX ero nnocracax. lNepsaa CNOXHOCTb
3aK/1t04ANACh B TOM, YTOObI BbIYIEHUTL OO BEKT CBOETO UCC/IEA,0BAHUSA.
90 npoueHTOB TEKCTOB «KMHO» NPU MAEO0NOTMYECKON LieH3ype bbinu
B YKaHpe peLeH3nit Ha COBPEMEHHble COBETCKME PUAbMbI, — MOMKHO
6b110 0cOBEHHO HU Nepes Kem He NpuceaaTb U NUcaTb K ToMy e be3
OrNsAAKM Ha nMbepanbHy0 MHTENIUTEHUMIO, ee packaadbl No nosoay
KMHo. OTclioga — [ABOMHble CTaHAAPTbl B oueHKax. Kak, Hanpumep,
CNopuTb C KHKUro o byHtoane, ecnum flataspa dynapuase npobusana
ee 10 net? [16]. XOoTA KHMra nonyymaacb 3amevaTesibHas, HO NATEH
Ha CONHUEe ObITb He AO/IXKHO. fl y)Ke He roBOopto, KakKMm MoaBUrom
cTana KHura B. boxosuya «CoBpemeHHaA 3anagHaa KMHOPEXKUCCY-
pa» [17], KoTopas, K coxaneHuto, b6bina pasrpomneHa P. KOpeHeBbIM.
KHura 6bina onybivkoBaHa B u3gaTenbcTBe «Hayka», B KOTOpPOM
BOOOLLLE-TO LEeH3Ypbl BblI0 HECKOIbKO MEHbLUE, YeM B M34aTENLCTBE
«UckyccTtBo». MHOroe Tam NPOCKaknBaao, NO3TOMY CrneLnanbHo aHa-
NIM3MpyemMoe KUHOBeAeHWEe MOrNo ObiTb TONbKO B aKageMUYEeCcKUX
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MHCTUTYTax. Ho He ctonbKo B HUWM KMHOMCKYCCTBA, KOTOPbIN, KaK U3-
BECTHO, NpuHagnexan foc. KNHO M AoJIXKeH 6bln 06CNyKMBaTb €ro no-
TpebHocTu. MoaTomy Tam bblno TpyaHee NPobUTbCA YEMY-TO CEPLE3-
Homy. Kak npaBuno, 31o Bce bblia pedepeHTypa. CerogHa monoable
Noaun Aaxke He MOryT NOHATb, HAa YeM CTOANA penyTauma TEX MAN UHbIX
3amevaTenbHbIX KMHoBeaoB. M 06bACHUTL, UTO Aeno 6bi1o BOBCe He
B NpeofoneHnn 6apbepos, a B TOM, YTO OHM CTaBUAKM Npobaembl Ha
«ppyrom sasbike». [loamomy 0718 MeHsa nepeas u 27108HAA 3a0a4a —
nepesecmu 06pamMHO € 3Moeo A3bIKa HA A3bIK NOHAMUU, nepegopmy-
AUpo8aMs, MOMOMY YmMO Me 8euju, Komopsie Ha Camom Oese moanu
6bImb 8bIPaAMHEHDI 8 BUOE MPAKMAMO8 UsU OpyaUuX HAHPOB8 HAYYHbIX
uccnedosaHull, U31a2aaUCb YNPOWEHHbIM A36IKoM. B 3Tom cmbicne
OHM ObIZIN CUHKPETMYHBI, NOTOMY W CaMO C/IOBO Tam 6blao nonuce-
MaHTUYHO. CTPeMUIUCL K yXOdy OT KEeCTKOW TepMWHONOorMn, Anbo
6bl1la HOpMasibHAA AbiMoBasA 3aBeca. CKBO3b Hee BPeMs OT BPEMEHM
BO3HWKA/IM C/IOBA, HA KOTOPbIE HAYa/IbCTBO pearMpoBasno Kak cobaka
Ha KpUK «dac» nam BblK Ha KpacHyto TpAMKy. Mo3ToMy O NOAbCKOM
KWMHO, cyrybo poMaHTUYECKOM, MUCaNM MpPEeXAe BCEro Kak O KWHO
coumanuctTuyeckoro peanmsma. O KMHO Yexocnosakmu, BoobLle-To
3aMeLlaHHOM Ha Ky/ibType TeaTpa TOro BPEMEHMU, A YKe He roBoplo.
Yelwckoe KMHO — ctoppeanucTnyeckoe. Ho oTkyaa b6epetca ctoppe-
aNbHOCTL?

Mo MHeHMIo cnoBaLKoro pexkuccepa HOp. AKybucko, «croppeanmsm
CTan HOPMOW XM3HWU». BoT 0TKyAa. To ecTb, Kasanock 6bl, Ha abcontoT-
HbIW WTaMN KKMHO A0/KHO OTPAXKaTb *KMU3Hb» CErOAHALIHUIA MeToA0-
/10T UMeeT NOoJIHOE NPaBO OTBETUTb:

— HeT, OHO HK14Yero He AONXKHO OTparkaTb. OHO — BbIparkaerT.

W Bapyr, N0 3aN0/IHEHWUM NAKYH BbIACHAETCS, YTO OHO BCE e OT-
paxkaet! M uto genatb? Hasag K JleHnHy?

Ha molt B3rnag, aHanM3npoBaTb CTPATENNIO M TaKTUKY NepexBaTa
06bI4HbIX €108 ohuyuansHol udeonozueli. Terepb Mo, YMo O0AHHO
66Imb CakpanoHeiM, makoseim 6bime nepecmaso. Ho, xoma noneim-
KU COKpanu3auuu cambiX HeOXUOAHHbIX seweli npodonxcaromcs,
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8ce ye MoMHO uccnedosams. O6 3TOM HanMcaHa NpPeKpPacHas KHUra
Anekces lOpyaKa «3To 6bIN10 HaBCceraa, NoKa He KoHuunock. Mocnen-
Hee COBETCKoe MOoKoNeHne» (MOXHO cKkasaTb moe) [18]. AbcontoTHO
TOYyHO. [1na meHss — 310 abcontoTHoe 6e3BpeMeHbe, Y KOTOPOro HeT
Bbixoga. CMOTpeTb, Kak Bpems nobexkaaet 6es3spemeHbe. B 3Tol cBs-
31 CTAaHOBUTCA NOHATHOM nonynapHan Teopus A. TAPKOBCKOrO «KMHO
— 370 3aneyvyatieHHoe Bpemsa» [19].

Tem He meHee Hal rNaBHbIA apxuBUCT Ba. Jmutpues, 3amectu-
TeNb reHepasibHoro gmpektopa focpunbmodpoHaa, BONAOTUA B *KU3Hb
npuayMaHHbIin Bn. Manbiwesbim GpecTnBaib apXMBHOMO KMHO «Benble
Ctonbbi» [06 3TOM cMm.: 20]. B cBOMX NEKUMAX B aPXMBHOM KMHOTEaTpe
«MNnnto3mnoH» Kaxkabli pas, roBopa O Kapbepe TOro UAN MHOTO PerKumc-
cepa, KOTopbll ycTapeBas, nponagan, OH BCTaBNAN ¢pasy «Bpems,
KaK Bbl NOHMMaeTe, NobeanTb HEBO3MOMXKHOY. M BCAKUIA pa3 OHa Bbl-
3blBasla PafoCTb 3a/1a, NOTOMY YTO BCE MOHUMAJIN, O KAKOM BPEMEHM
NOET peydb, B OTINMYME OT Pppasbl KCenyac y Hac Apyroe Bpems, NosTo-
MY Bbl, MOXKaNymncra, Toro... ». Imo nepsas 803MOXCHOCMb Kpumuye-
cKoli memodosoauu.

Bmopas 803M0O#HOCMb — OHAAU3UPOBAMb NAPAOOKCLI KOHCepaa-
mugHo20 No0Xx00a K KUHO 8 KOHMeEKCmMe Mughosao2u4ecKko20 8038pa-
WeHUSA K KOPHAM U ucmokam. Kakne moryTt 6biTb KOPHWU Yy UCTOPUK?
TonbKO ANA TeX, KTO CKJAOHEH K peBM3MOoHM3MY. Ho Mbl BepHemcA U
npeogoneem, TeM CaMblM BEPHEM BCE Ha KPYrn cBos. ITO C10BECHasA
marus, Kotopas bblna NpusBaHa 3aTyLweBaTb NpaBay. MICTOKM 1 KOpHM
He KnHemaTorpada Kak TakoBOro, a camoi npobaembl ero BOSHUKHO-
BEHUA WU OHTONOTUM UAN GUNOCOPCKUM A3bIKOM — ObITUNCTBEHHO-
CTU — KaK UX 06BACHUTL? IHHOEe Koauvecmaso sem 8edb 30HUMASUCh
npexcde sce2o crieyugukoli KUHO KaK UCKyccmed. 3To 6bli nepuog,
3MaHCMNaunmn MoIoLoro UCKYcCTBa M 60pb6Obl 3a NPaBo bbITb PaBHbIM
cpean octasibHbIX. YNOMAHYTaAA MHOK KHUra B. BoXoBMYa U HauMHa-
Jlacb, B YaCTHOCTM, C PACCYXKAEHUSA O TOM, YTO, eCn Obl KTO-HMOYAb
PUCKHYA HanucaTb 06 UCTopuUKM naen B 3anafHOEBPONENCKOM KUHO,
CKa*kem, NepBoM NOMIOBUHbI BEKA, OH Bbl BECKOHEYHO OCNOXKHUA cebe
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3afa4y. MoTomMy YTO aBTOPCKOrO KMHO B HalleM NMOHUMaHMUU MPaKTu-
Yyecku elle He 6b110. Punbmbl, KOTOopble popmynnposann bol naen B
obpasax, Toraa 6bI1M BO3MOXKHbI, 6€3yCN0BHO, HO UX UCC/IeA0BaHNe
y Hac 6bino KpanHe 3aTpyaHeHo. A B EBpone, Korga noABMAOCh aB-
TOPCKOE KMHO, Mbl MPEKPACHO MOHMMAEM, YTO 3TO ObINO HECMPOCT],
He TO/IbKO, UCXOAA U3 IOFMKU CaMOro KMHO, @ U3 TOTO, YTO B KMHO Ha
pybexke 1950-1960 rogos npuwAM UHTeNNEKTyanbl. To ectb o bep-
rmaHe, ®ennnHn, AHTOHMOHM BblNO KOMY MUCATb U O YEM CMOPUTD.
Y Hac ke oTcTanu b6bl ieT Ha 35, ecnn 6bl He M. TypoBckas, H. 3opkas,
N. ConosbeBa, B. WUuTtosa. U Toraa noasunmce BIMKosubl, — B. [é-
MWH, M. YepHeHKo. Bbl10 KOMY HaUMHATL 3aHOBO «6enocToN60BCKYHO
KONy KMHOBeAeHMsA» [BblpaxeHue B. lémuHa) B npoTnBoBeEC, nNpwu
BCEM YBaYXEHWUWM K NUCATENbCKON rpynne nepsonpoxoaues us MMTU-
Ca. OfHaKo apxuBbI-TO HblIM 3aKpbITbl! BepHee, OTKPLIBANNCD TONBKO
AnA y3Kkoro Kpyra!

Mosatomy nokoneHne CuMHemaTeKku, KoTopoe 6bi1o Bo PpaHumu,
Tam BO3HMK/O Ha pybexe 1950-1960-x rogos, B Amepunke — B 60—
70-x. A y Hac B NpUHUMNE MO0 HayaTbCcA ToNbKO B 90-x, Npnyem
TONIbKO NOKA Obl/I0 KOOMEPATUBHOE KMHO, C OA4HOM CTOPOHbI, U B Ma-
cTepckoi y Anekces lepmaHa, rae pesaktopom 6bia KOpuid Nasnos,
O4YeHb MHOTO CAeNaBWnUin ANa 3Toro, — ¢ Apyron. Bce ato nmeet npsa-
MO€e OTHOLUEHME K HALlleN Teme, MOTOMY YTO KMHO 6e3 KpUTuku n bes
Teopumn Bce paBHO *KuneBeT. Ho meopus 6e3 KUHO obpevyeHa HA cyuje-
cmeosaHue 8 pexcume 8bICOKUX cneKynayul. OaHaKo 1 Takoe noso-
YKEHWe ToXKe MoAe3HO, MOTOMY YTO MOXKET PacLBECTU aPXMBHOE KUHO-
BeAEHME, KaK Y Hac B Noc/egHee AecATUETHE.

Al BOBCE He CKJIOHEH AiymaTb, YTO COBPEMEHHOE KMHO — 3TO BCeraa
NpeKpacHo, U YTO TOJIbKO OHO NOACKa3biBAET HoBble Uaen. Her, celt-
Yac HoBbIX nael Boobue ocobo He BUAHO. A ecm U ecTb, Nog06HO
Tem, YTo BblIM KOraa-To, Kak AaTtckasa «Jlorma», To 3To, CKopee, nnap-
npoeKT. Ho HMKTO X He ByaeT oTpuLaTb, YTO HAWA 3amMevYamesnbHas
meopus, ew,e 803HUKWAasA 8 Cosemckom Coto3ze, meopus 3lizeHumel-
Ha — 6blaAa Meopus, pa3suBaeMas Pexuccepamu, a He KpUumuKamu.
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Bblgatowmiica pexmccep-g0KyMeHTanncT Bnagummp Epodees, Haun-
HABLUMI KaK KPUTUK U }KYPHANNUCT, OCHOBaTe b «KMHOrasetbl», — ab-
CONOTHOE UCK/IoYEHME. Ero M MOXKHO CUMTaTb «HALLMM» OTLLOM-OCHO-
BaTenem HoBOW BOJHbI... ecaun 6bl ero 3HaAu U, ecaun bbl «BOMHA» He
COLW/1a Ha HeT, eABa NOABMBLUUCD.

MosTomy TyT A HUKaKMX AMEPUK He OTKPbIBAD: Yy HOC Mmeopemu-
Kamu bbinu npexoe s8ce2o0 pexcuccepsbl, mpyodsi KOMopbix no3oHee
npoyumanu yie cobcmeeHHoO Kpumuku, mem b6osee Ymo OHU Xe,
CKaxy ewe pas, beliau nepeoli 8osHOU UCKyccmeosedos — Kpumu-
Kos U KuHosedos, okoHyuswux TMTUC. Ho! ®unonornyeckas, a He
TONIbKO KMHOBEAYECKAA, KPUTMKA B KMHO CTana BO3MOXKHOM BO Bpe-
MSi «TyMaHUTapHoro 6yma» 70—-80-x, Korga 3To siBieHMe Ha3Ba/ TakK
nucatenb JleoHns, bexunH. EcTecTBeHHO, Toraa y»Ke He pasbupanuce,
0 KMHO nn nuwet CtaHucnas PaccagnH nam Het. Ero npocto untanu.
Ecnm 661 C. ABepuHues, M. Tacnapos, A. 3BepeB (KCTaTu, o4YeHb to-
OMBLUNI KMHO M MHOTO O HEM rOBOPUBLUKIA B Kynyapax MMJIN, rae mbl
BMecTe paboTann, 1 MHe o4eHb NOBE3/I0 CAbILWATb ero baectawme, Ho
YCTHble 6/11L-peLEeH3MM, CKaxkem, Ha «/ Kopabnb nabiBeT PennHu»)
3axoTenn 6bl HanMcaTb O KMHO, UX Obl TOXE YMTaan, O Yem Dbl OHM
He nucanm — 3T1o Bceraa bbino uHTepecHo. Mo yuntens, Bnagummp
Hukonaesuny TypbuH, ToxKe HaecTawe n MHOIo U3y4yan KMHO, O4HAKO
mano nybnaukosan. Ho, Kak TONbKO M3MEHMIACh CUTYaLMsA, ero cpasy
CTanu npurnawarb, OH ycrnesa Hane4yaTtaTb KOe-4YTo Ype3Bbl4aMHO WH-
TepecHoe. U ewwe B 1960 rogbl, Koraa A3blKW TONbKO Pa3BA3bIBAIUCD,
OH 6bIN OAHUM U3 TEX, KOTo B NEPBYHO oYepeab YATAIM, — HACTOALLEM
cynep3Be3aon.

Bonpoc, noctaBneHHbI NoKoMHoM MaHaHo AHAPOHWKOBOM BO
BTOpOI nosioBuHe 1970-X roqos B ee 3amevatesibHOM KHure « CKOIbKO
et KuHo?» [21], B cepeanHe 70-x, KOraa KaKk pa3 v Ha4yaicsa «rymaHu-
TapHbI Bym» (a Mbl B 3TO Bpemsa 3akaHunBaan MIY n MoXHO cBuae-
TeNbCTBOBATb), KaK 6bl Npo3By4an 3aHoBO. OHa OTCblNana, cKopee, K
NPOUCXOXAEHUIO KMHO B PasHbIX UCKyccTBax, potorpadum u 1.4. 310
6bl1 BTOPOM 3ax04, MUHYA Te TEOPETUYECKME KOHLENLMU, KOTopble
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CyLLECTBOBA/IM NApaAnenbHo Ha 3anaje, HO He y Hac (A cuuTato, 4To
npaBu/ibHee roBopuTb «B EBpone»). M Taknm o6pasom B 06xXoa «MapK-
CU3Ma» OTKPbLIAaCb BO3MOXHOCTb HAMETUTb NMOAX0A, K KUHO ¢husoze-
HemuyecKuli. To ecTb UCTOPUYECKM MOXKHO BbIS10 caenaTb HOBbIN 3a-
XOA, K UCTOKaM KMHO, MOMUMO «TEOPUM OTPAXKEHUAY U «DYpIKya3HOro
MUbOTBOPYECTBAY, NPEAYCMOTPUTENBHO HE KacasCb NPU 3TOM Camoli
npobaembl NPOUCXOXKAEHNA KMHO, NOTOMY YTO MAEA CaMOCTOATENb-
HOCTW, AaKe CYBEPEHHOCTU KMHO, cneumMdrKn ero CaMoCToATENIbHOTO
A3blKa — 3TO TO, YTO POAHWUIO KOHLEMLMIO «3aneyaTNeHHOro Bpeme-
HU» TapKOBCKOTIO C MAeAMM DM3EHLITENHA, MaJIOo CXOAMBLLMUXCA APYT C
ZAPYrom B OCTa/IbHOM, MyCKal fae Yepes MHOro fieT.

Korga e BO3HWKAM CTONb WMHTEpeCcHble MOBOPOTbI, — MOABMUACA
XYAOXKHUK, KMHOpexuccep, nucatenb Mutep MpuHysin. Ero, npasaa,
CHayYasa paccMaTpuBann Kak cyrybo aHrnunitckoe agneHune, npaktuye-
CKM BHE CBA3U C UCTOPMEN KMHO, @ B COOTHOLUEHUWN C €ro 3BOOLM-
ei. 34ecb YMECTHO BCMOMHUTb O KapTuHe GpaHLLy3CKUX pexunccepos
M nucatenenn AneHa PeHe n AneHa Pob-lpuite «B npownom rogy B
MapueHbage». MMeHHO MX KapTWHa, co3aaHHaa B 1961 roay, noka-
3blBanacb ax B 1983-m rogy B KMHOKNY6eE, KOTOPLIM B TOM YMC/e Ben
W aBTOP 3TUX CTPOK. PpaHLy3CcKoe NOCONLCTBO Aano Konuwo. Ho mbl
€e CMOTPEeNU... Kak AOKYMEHTaNbHbIN ¢unbm! MoTomy 4TO yeunue re-
POUHWU NPUNOMHUTBL HEKOE COObITUE — U pPEXKMUCCEP BU3YaAZIM3NPOBaAN
npouecc NPMNOMUHAHUA — 3TO BYKBANbHO ObIJI0 CO3BYYHO TOMY, YTO
OLLYLLLAAM 3pUTENN, BCMOMMHABLLME roabl 6e3BpemeHbs, NPoCTo cuas
B 3a/1e. Kakasa Hayka cxsatuaa 6bl aToT npouecc? Mctopuyeckasn repme-
HEBTMKa, HaBepHoe. Ho NpMMEHUTENBHO K KUHO — 3TO yXKe npobaema.
MoTomy YTO CHayana Hago HanmncaTb, COBPaTb M OCMbICIUTL OFPOMHOE
KOJIMYECTBO MEMYapOoB, C KOTOPbIMU MOTOM MOXHO byaeT paboTaTb,
nccneaya Npouecc BOCNPUATUA KMHO KaK NPoLEecc UCTOPUYECKOrOo Ca-
MOMO3HAHMA, NPAMO KaK «B MOMCKAX yTPAYEHHOIo BPEMEHNY.

Obwue cnosa u3BecTHbl. CMOTpPENM Kak Ha peanbHOCTb, OTpa-
eHue. A cBMAeTenbCcTBO-TO rae? Camoe 21a8Hoe — 3mo A3bIK mol
pedrieKcuu, Komopaa oxeamsisaem 8ecb cuHmes uckyccms. Wta-
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NbAHCKUI Nucatenb PuuotTo KaHyao, KOTopbil Gbln He TONbKO npe-
KPacHbIM KPUTUKOM, HO U BEJIMKMM TEOPETUKOM KMHO (M UMEHHO 3a
Teoputo Hbls1 CTPALWHO 0bpyraH, 0 Yem 3Ha /I COBETCKMUE YMTaTenu m3
Bblweawen B 1966 roay KHUrn Msmnao Apuctapko «Mctopus u Teopus
KMHO» [22]), KaK pa3 roBopua o0 TaKOM cCuHTe3e [23].

C apyroi CToOpoHbI, Te, KTO 3aHUMANCS PYCCKON nnTepaTypon, He-
3aBUCMMO OT KUHOBELEHUSA, TOMXKE 3HA/MU, UTO UAEA CUHTE3A UCKYCCTB B
CepebpAHoM BeKe BWUTasa B BO3Zyxe, MOTOMY YTO €€ OYeHb aKTUBHO,
Hanpumep, obcypaan J1.H. Tonctoir. OHa BO3HWMKAA Yy HETO He B CBA3U C
NPOMUCXOXKAEHNEM KMHO, A B CBA3M, HanNpMmep, ¢ paboTamm camoposKa
Hukonas KynbbuHa (1868—1917), KoTopblii Bbla1 PYCCKUM XYL0KHUKOM
N My3blKaHTOM, TEOPETUKOM aBaHrap4a U MeLeHaTOM, TEOPETUKOM
Teatpa u ¢unocodom, a no npodpeccum — BOEHHLIM BpPa4oM. To ecTb
3TO ObIN KPYr nccnegosaHuin Jibea Tonctoro, Bcero maclwtaba npupo-
Abl €ro 'yMaHUTAapPHOro 3HaHMA. gea cMHTe3a MCKYCCTB MHTepecoBana
€ro, Kak 1 Bce OCTa/ibHOE Ha CBeTe, MOCKO/IbKY B TO Bpems eLle bbina,
CKOpee, AB/IEHNEM NPUPOAbI, @ HE TONIbKO KY/bTYpbl.

Y4nTbIBaAA, YTO y HAC 3Ta MAESA MOHMMANACh YUCTO MEXAHUCTUYECKH,
OHA HUKAKOrO OTHOLLEHUA K TOMY, YTO nNucan KaHyao, He umena. 31o
y*Ke NPUHLMNMANbHO ApYyras Belb, MOTOMY YTO Pyrasv CUHTES, a Nog4-
pasymeBann cMHKpeTusm. Hy, Kak e Tak? KMHO C CMHKpeTnyYecKomn
npmMpoaon MMdonormiyHo. NMoTom OHO MEHAETCA U MEHAITCA Bpeme-
Ha, MOAB/IAETCA aBTOP, KOTOPbIN BbluNeHAET ceba U3 Mrudo10rnyecKon
CTPYKTYpbl, YTO CBA3aHO C obLiel nnbepannsaumen, Hayaswenca ¢
KoHua 1950-x rogoB — nepBOW TPeLLMHbl TOTAIMTAPHBIX PEXMMOB.
M TYT ke BO3HUKAET HOBbIN IO3YHT: KKMHO He A0/KHO 6bITb TOTANN-
TapHbIM». Bce nccnepgoBaHus Ha 3Ty TeMy YCUAEHHO MOAUTU3IUPYIOT-
cA. Y Hac, ecTeCTBEHHO, BCe 3TO TOXe 6blN10, TONBbKO BIIYXYHO.

OpfHako KaHygo umen B BMAY CUMHTE3, @ €ro MOHAIM, KaK CTOPOH-
HWKa CUMHKPETM3Ma, TO eCcTb MCCenoBaTeNa POAOBOW YepTbl MUda.
Ho oH BOBCe He UMen B BUAY MEXaHUYECKoe NPUcoeanHeHne 0gHOro
BMAa UCKYCCTBA K gpyromy. MpocTo KarKaoe UCKYCCTBO B CBOEN YacTu
YTO-TO 4AN0 KMHemaTorpady. A OH B CBOKO oYepesb YTO-TO U CaM B3,
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370 ABa pasHbIx npouecca. Mpobaema BU3yanbHOCTU CBSA3aHA B Nep-
BYIO o4epeab OTHIOAb He ¢ doTorpadueit, a ¢ *Kusonucbto. Potorpa-
¢duA Ke B MOMEHT CBOEro BO3HMKHOBEHWUS 04€Hb MHOFO 3aMMCTBOBA-
Na y »Kueonucu. U Bce aTW napannenu genann HEBO3MOMKHOMN HEKYIO
BOOOPAXKaEMYIO MHTErpasibHYI0 TEOPUIOD KMHO, — 3/IEMEHTApHO He
CXOANANCH KOHLLbI C KOHLAMM. MHe KayKeTcA, MMEHHO NOTOMY, YTO ca-
MOW AUCLMNIMHBI METOLONOIMMN U NOTUKM HayKK, NO 6OMbLIOMY cye-
Ty, CKaky elle pas, He cywecTBoBano. O4eHb MHOTMe BeLM CHavana
HaLLynbIBalOTCA SMNUPUYECKM, MOTOM OCMBICINBAOTCA. A HEKOTOpble
— HaobopOoT: CHa4Yana MM NpepnaraeTcA TEOPETUYECKUI COraH, a No-
TOM NOA, HEro NOAroHAETCA ABJEHME, KOTOPOe ecTb, NPOCTO MOTOMY
4TO MOJOMHATb OYeHb YA06HO. TeM caMbiM KMHO CTaHOBUTCS UHCTPY-
MEHTOM MaHUNYAAUNIA. [ae MHCTPYMEHT, a rae Naeonorma — nonpo-
6yl Tenepb, pasbepu.

Al NOHMMALO, YTO MOM BbIKALKM HOCAT AaXKe He SMNUPUYECKUI, a
cyrybo paboumnii xapaktep. HoO OHM MOKPbIBAOT HECKONBbKUX AECATU-
NeTui NapaHay4yHOro CyLlecTBOBaHWA, KOrga MaTepuan OKasbiBaeTcs
BaXKHee meToaa. ITo bblN10 BUAHO Aarke B KOHLe 80-x. [osasuiock Tak
Ha3blBaEMOE «COBPEMEHHOE UCKYCCTBO» (Kak bpeHa, ToproBasa map-
Ka), 1 aBTOMATUYECKN MMEHHO MM HAYMHAOT 3aHUMATBCA KPUTUKM,
KOTOPbIM WHTEpEeCceH KOHUEeNTyanu3sm. A KPUTUKOB TPaAWUMOHHOE
onucaHue He BosIHYeT. im, MoxKeT BbITb, B TAKOM Ka4yecTBe, KOHEYHO,
WMHTEPECHO, HO MNOCTO/IbKY-NOCKO/IbKY.

B KMHO MHOrve Bewu OKa3blBa/IMCb HEAOOLEHEHHbIMWU, NOTOMY
4YTO OHM MOMasN B TaKyl CUTYaLMIO, KOr4a MCKYCCTBOBEA, WAy
B KMHOKPUTUKY, U KUHOKPUTUK, NOYLLMIA B UCKYCCTBO, APYr Apyra He
NOHUMann. NMpPocTo KNHOKPUTUK 3HA, YTO OH AO/IKEH MOWUTU Ha Bbl-
CTaBKYy W MONbITaTbCA COBPEMEHHbIM A3bIKOM ONUCaTb COBPEMEHHOE
KWMHO, a Y Hero He nony4anocb. CoBpeMeHHOEe KMHO CTOMT Ha ApYyrom
— Ha MMHONOrMN, C KOTOPOIM EANHCTBEHHO CBA3AHA TONbKO KYyAbTy-
pa cou-apT (coBeTM3MpoBaHHaA BepcuA non-apTta). Ho He Ha3oBeTe
’Ke Bbl HOBATOPCKy KapTuHy MBaHa [pixoBuyHoro «Mpopsy» cou-
apTom. XOTA TaM UCMO/b3YIOTCA 3N1eMEHTbI 3TOM pednekcmm, 4Tobbl

HAYKA TENEBUAEHUA Ne 14.1, 2018 24 THE ART AND SCIENCE OF TELEVISION



MOKa3aTb LLeSIOCTHbIN 06pa3 CTa/IMHCKOW 3MOXM Yepes ee BU3YasbHbIN
nmmaxK. CobCTBEHHO TaKyH0 MOAEPHUCTCKYIO pedeKcuio Ha ypoBHe
naanMncecTa u npeanoxunmn bpatea Uropb n Meb AneiftHMKOBbLI, KO-
Topble caenanm éounbm «TpakTopuctbl 2». Mpasaa, He NOAYYNAOCH.
MoTom, Kak ckazan AnekcaHgp TumodeeBCKUI, «CMeLHee U CTpaLl-
Hee MbipbeBa He CHUMELLbY.

CepbesHas KpUTUKa Takne gePpuHULMU, eCTeCTBEHHO, — NOLUYYY,
— TOHWUT M3 CBOEro AMCKYPCA KaK He4yTo nogosputesibHoe. Ho s 6bl
onpeaennn Ux Kak ypoBeHb NpanorMyeckunin, gopednekcmsHboli. Ha
HeM HeobxoaAnMO 3aaepKaTbes. MOTOMY YTO 3TO OTHIOAb HE IMNUPU-
Ka, a TO, YTO BepHynocb nocne, — pednekcus, Kotopasa bblna cnps-
TaHa. Al TyboKo ybexaeH, YTO UCKYCCTBO TOTAMTAPHbIX 3NoX 6bl10
rnyboKo MAe0N0rM3NPOBaHO, NPONYLEHO Yepes GUALTPLI yiKe CyLue-
CTBOBABLUMX NAEO0NOTNIA. I caMblil aeKBATHBIN aHANIN3, MHE KarKeTcs,
6b11 6bl HA YPOBHE MOTUBHOM CTPYKTYpbl B 06/1acTM $oNbKAOPa, a He,
CKaXem, oAbl B YeCTb TEX, KTO YXe CO3HaTeNbHO BOCCTaBaja MPOTUB
TOTAIMTAPHbIX MAEONOTMIN NPUMEPHO HA TOM e A3blke pedaekcui.
3Ta AOCO3HATENbHOCTb KaK Obl HAMBHOTO TOTA/IMTAPHOIO UCKYCCTBA —
MU, cTapaTeNbHO CO34aHHbIN 3TUM UCKYCCTBOM, MMEHHO A8 TOro
4yTO6bl OHO BOCMPUHUMANOCH ECTECTBEHHO.

Mpumep — OAMH 13 CaMbIX TaNIAHTIMBbIX MacTePOB TOM 3noxm MBaH
MbipbeB, KOTOPbIM TPAAULNOHHO cYMTancAa oamosHbimM. M. TypoBckas
Hamnucana HOBATOPCKYHO CTaTbto (KOTOpPas TYT *Ke Nomnasa Ha Mnosky) o
MbIPbEBCKUX Komeauax [24], NTOTOMY YTO OHa NPEAI0Kn1a HOBYIO Me-
TOAONOTNO, UMEHHO GOSIbKAOPHYIO, @ BOBCE HE MAE0N0TNYECKYIO 06
OAQHOM M3 CaMbIX ero CKaHAanbHbIX GUAbMOB «lapTUMHbLIN BuneTy.
®dunbm oyeHb Hpasuaca MapneHy Xyumesy (My»K — CKPbIBLUMIACA Ky-
NaK, XeHa [AOKNaAblBaeT O HEM COOTBETCTBYIOLWMM OpraHam, 4YTobbl
ero B3sau, 1 ero bepyT 3a youincteo). foToBoe KMHO NPOTMB BPAroB
Hapoga. OHO, KOHEYHO, B 3TOM Ka4ecTBe, yBbl, CpaboTano, Kak u «Be-
JNIVKNI rpaxgaHnH» ®pugpuxa dpmnepa unm «JleHuH 8 1918 rogy»
Mwuxanna Pomma. Ho rnaBHoOe, YTO XeHa BOCCTaeT NPOTMB My»Ka BO
NMA BENMKON MAEN — 3TO XKe HACTOALMMN KCTAIMHCKUIA KNaccuLmM3my,
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KaK onpegenun faxke He KapTuHy, a anoxy AHapeit CUHABCKUIA, Ko-
TOPYH UCTOPMK KynbTypbl JleoHng, baTkmMH BoobLe KBannduumposan
KaK «CTaJIMHCKUIN NNAaTOHU3MY.

To ecTb KaK — B 3TUX Kateropuax?! [la, 3T0 MMEHHO TO, YTO OTBe-
YaeT Ha TEHAEHLMWN HOBENLWEN KPUTUKM NOog 3HAMEHEM TOM XKe ca-
MOW MAeonornun, ToNbko ¢ 0bpaTHbIM 3HaKOM. Bce 3To — KapHaBan,
06BbeKT ana uccnegosaHus M. BaxtuHa [25]. dunocodbl KynbTypbl
Bblpa3uan cyTb 0bLIECTBA, B KOTOPOM BCE CBOAMTCA K NPECTUNKHOMY
notpebnexHuto.

Mo3ToMy MHE KayKeTcs, YTo cr1edyrouuli wae passumus KuHoseode-
HUs cocmoum 8 mom, Ymobbl M08eHYaMb MPAGUUUOHHYIO 3CMeMUKY,
HauuHaa ¢ Apucmomens, ¢ cogpemeHHol coyuosnozueli, a BOBCE He C
HOBEMLIMMWN METOAONOTMYECKMMM LLKOAMM, KOTOPblE, KOHEYHO, He-
06X0AMMO 3HaTb, MCCIe0BaATb, HO 3TO YKe BOMPOC UHCTPYMEHTasb-
HbIVi. CKaxy elle pas, npobaemamm NOHUMaHUA Apyr Apyra, uccneayn
OAMH U TOT e 06bEeKT B BUAE pasHbIX NPeaMeToB, 3aHUMAOTCA U3-
AaTtenbcTBo «HoBoe nntepaTypHoe obo3peHme» 1 KypHan «CeaHcy.

B uenom e ato Heobxoammas ¢dasa LIKONAPCTBA, NOBTOPEHUA
NPOLWAOro, B KOTOPOI Mbl HE NOBUHHbLI. OrPOMHOE KONMYECTBO TEK-
CTOB, KOTOPOE HaJo nepesecTn K BBecTn B 06opoT. Ho napannensHo
Heobxo4MMO CTaBUTb BOMPOCHI, MMes B BUAY TOT KMHemaTorpad, Ko-
TOPbIV Yy Hac 3a NJe4YaMu, a OH — BblAAIOLLMIACA, YPE3BbIYAHO MHTE-
pecHbln. OQHaKO HyXHa He peuHTepnpeTauumsa, a 06bACHEHMe TOoro,
YTO OH MOHAT TaK, a He MHave. HaBepHAKa HalM NpeaLecTBEHHUKM
YTO-TO Y}Ke NOHUMaNK, Ho GoPMyIMPOBAIN NO-HPYrOMY.

OueHb BaKHO, YTO B Te e, 20-e rogbl 6bl/1a, XOTb UAE0NOTNYECKas,
HO }KYPHaNNUCTCKasA KPUTUKA, 0OCNYKMBABLLAA 3TOT NPOLLECC, KOTOPOW
CerofHA y Hac HeT KaTeropmyecku. MommMmo Haten npemumn «benbii
CNOHY», eCcnn He 6paTtb decTnBanbHOE ABUMKEHWUE, HET HUKAKOM BHAT-
HoW pednekcnn. HeBO3MOXKHO COCTaBMTb AEeTa/IbHOE NpeacTaBieHune
0 TOM, YTO MPOUCXOAMT, AaXKe YMTasA HalluM XKypHanbl «CeaHe» n «Mc-
KYCCTBO KMHOY», MOCKONbKY Macca ApYyrux ABAEHUN He yuuTbiBaeTcA.
Hanpumep, 4OKymMeHTalbHOE KUHO — O HemM BoobLue Herae nucaTb.
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Mot nocnedHuli me3uc 3aKNO4HaETCA B TOM, YTO Mbl Ce200HA re-
pexcusaem He 380/10UUI0, d UHBOAOUUK — C80PA4UBAHUE K MpPO-
cmeliwum anemeHmam padu seixusaHusA. Hegapom oT pefakTopos
NOCTOSAHHO C/bIWMLLIb NPU3bIB «NpoLle, Npowe». s Yyero — ytobbl
nerye 6bI10 BOCNPUMHMMaTL? HeT. 9To Ta NpocToTa, KOTOpasa XyxKe
BOPOBCTBA, OHAa OTKPbIBAET AOPOry PeayKUMOHM3MY M MO3BOASET
CBECTU HEU3BECTHOE K U3BECTHOMY, a He BbIBECTU OAHO W3 ApPYroro.
LlenocTHoCTb ceiyac HaxoguTcsa nog nogo3peHvem. OHa CAMLIKOM
«TOTAaIMTAPHA» U BEAET K HEALOCUHKPETU3MY UAN NPOTOCUHKPETU3MY,
KoTopble obecneunBaloTcs rapaHTUen Tol unn apyroit mmdonornen.
KpuTuKoBaTb MOTYT TO/IbKO NMMUCATENIN. A KOTrAa Y4YeHbl HauMHaeT 06-
CNY}KMBATb COLMONOIMI0O — 3TO MPEKPACHO, HO TONbKO Yy HEro He To
MecTo paboTbl. JJo cMX NOp UMETb AeNl0 C HayKow 6bln1o cnokHo. OHa
[O/MKHa 6blna 06cnyRMBaTh annapaT, HO YNOPHO He Xenana u gena-
Nla cBOe, OCTaB/AA NOAbI /1A NPAKTUYECKOro BONOWEHUA. A nmeto
B BUAY eCTeCTBEHHble HayKMu, KoTopble Oblin ryboKO 3aceKkpeyeHsl.
Mosamomy ce200Ha eyMaHUMapHasa HayKa (KuHosedeHue) Haxooumcs
8 cucmemHom Kpu3suce. Mepeaa Npobaema — KOMMIEKCHblE, MeEX-
ANCUMNNHAPHbIE UCCIef0BaHNA — BCE 3TO LE/NMKOM NepeLusio B
BEOMCTBO KY/IbTYPOJIOrMMK, KOTOPAA 3aMeyvaTesbHas, HO elle OYeHb
monoaa. OHa He o4eHb NHOOUT KPUTUKY, @ NPeANoYMTaeT 3aHMMATbCA
meama. TpaHchopmupyeT npobnemy KMHo B npobnemy megua, npo-
61eMy «KapTUHKW», NOTOMY YTO Jierye oTcaeauTb GYHKUMOHUPOBa-
HWE MHCTUTYL MK, YeM COBCTBEHHO CaMOe 3KPaHHYHO NOTb.

C fpyrov CTOPOHbI, B COLLMOIOMMMU, U3YHaLOLLLEN B TOM YKCae U NO-
TpebaeHue, 1 A3bIK UAEONOMMUU, KAXKETCA, YTO BCE Y¥Ke MNOHATHO, chop-
MY/IMPOBAHO 3a roAbl Nocne nepectpoliku. Ho Torga ewe HUYero He
dopmynmnposanock. Toraa, K c4acTbio, HaLo OblI0 CUHXPOHU3NPOBATb
NOTOK NOAUEH3YPHbIN U LEH3YPHbIMA, O YEM B CBA3U C NIMTEpPaTypoi
nucana Mapwmatra Yyaakosa [26]. ITOT eAMHbIN NOTOK B KMHO Cylue-
CTBOBaJ1 M3HAYa/IbHO, MOTOMY YTO Tam «Napae/bLMKU» MOABUANUCD
TONbKO B NepBoi nonousHe 80-x. A B Ka4yecTse, YCI0BHO rOBOpPA, aH-
AerpayHaa — «paboTano» Kak pa3s «NofoYHoE» KMHO, MO KOTOPOMY
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HanucaHa gake He KHUra, a bnectalmn cnpaBoYyHmK «M3bATOE KMHO.
1924-1953» B. WmblipoBa u E. Mapronuta [27]. OH siBnAeTca obpas-
LOBbIM MCCAef0BaHMEM, TAe KOHKPETHO XapaKkTepusyetca ¢usibm,
yKasaHa MpuYnHa, NO KOTOPOM OH Obla 3aKpbIT, FTMNOTE3d aBTOPOB,
no4Yyemy 3TO MOII0 NPOM30MNTU, AaHbl KOHKPETHbIE CBEAEHUSA, TAE ero
MOXHO HalTK, U HA OCHOBAHMM KaKMUX UCTOYHMKOB OHW €ro BbiTallu-
JM Y BbIYUCAUAK, YTO OH BoobLWe cyuwecTBoBan. Mpumep — aHeKpo-
TUYECKUI Cydyall — KapTuHa Abpama Pooma «CTporuii toHoWwa», Ha
KOTOpbIV Bblna HaNoXKeHa pe3ositouns: «byaem cuMTaTb, YTO TaKoro
dunbma HMKoraa He 6bINOY», @ KaTasIoXKHYIO KapTouKy B focdunbmo-
¢$boHAe NPoCcTo CNpATanun A0 NYYLINX BPEMEH.

A Begb HUYErO KPaMoJibHOro B 3TOM puabme He 6bl10. Mbl Bbi-
pocan Ha cneuxpaHax. Ho ogHO Aeno cneuxpaH, Koraa Bbl 3HAETe, UTO
3Ty KHUTY NPOYECTb MOXKHO, @ APYryH0 KHUTY, KOTOPas ecTb, NPoYecTb
Henb3s, TO eCcTb, KOr4a Tam ecTb eLle HeyTo, YTO BaM TEOPETUYECKU
YUTaTb 3aMNpPeLLEHO, HO pa3 NOAYYMAN AOMYCK — BCE PaBHO YMTaeTe.
CoBcem gpyroe 4eno, Korga 3To He KHura, a Guabm — OH NPOCTO UcYe-
33eT U3 NPOoLLecca, ero HEBO3MOXKHO Y4YeCTb, AaxKe rmnoTeTnyeckun. He
npocTo 6enoe NATHO, @ HEYTO MepLatoLLee, Kak 061aKo. BoiasneHnem
3TOro NpoLecca co BCEMM €ro JOMNYyCKaMU y»Ke MHOro 1eT 3aHMMaeTCs
Banepuit doMmuH, KOTopbI B NEPBYLO odYepeab uccaedyem ucmopuio
YeH3ypbl 80 83aUMOCBA3U € Uucmopueli KuHonpouecca [28; 29], a celi-
Yac OKOHYWUA NETONUCHb OTeYEeCTBEHHOTO KMHO. Tem Ke 3aHMMaeTcs
N XKypHan «CeaHc» B MHTepHeT-NpoeKkTe «Yanaes». To ecTb 3TO KaK
dbaHTOMHas 60b... UK, HA06OPOT, KaK rOBOPAT FEHETUKMU, «ChALme
reHbl». OnaTb npumep. Mbl e He MOXeM CKasaTb, 6e3 cepbesHbIxX
nccnenosBaHuii, Yto Bnagummnp MoTbinb Hacnegosan ®IKC (Pabpu-
Ka 3KCL,EHTPUYECKOro aKTepa), Kak leHHagmi Nonoka (06 aTom nucan
MapronuT B gpyrom uccnegosanum [30]), a Beab OHM BbIAU OYEHb
6113KK, BbINM Apy3bamu M BmecTe ¢ CaBBol Kynuiiom coctaBnsam
CBOEO0b6pPa3Hyo rpynny «epeTMKOB» B KNHEMATOrpade WecTuaecATHN-
KoB. Ho npsmoe nn 3to HacneposaHue? Monoka — aa («Pecnybaunka
LWKWNA»). NpaBaa, NOTOM OH cAenan HackBo3b pedIeKCUBHbIN PUabM
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«Bo3BpaweHne “bpoHeHocua”» (1996), B3AB 3a CLEHapHY OCHOBY
uctoputo cosgaHuna émnbma C. dii3eHWTeNHa, Korga repon, 3abny-
OVBLUMIACA BO BpemeHu, 6opeTcsa ¢ KapTUHOM, HO MOHUMAET, YTO OHa
reHnanbHa.

WNTaK, NpocTpaHCcTBO Npob6abuabHOCTU (BO3MOMKHOCTM) — 3TO Ta
06/1acTb, B KOTOPOW NPoBAEMA CUHKPETM3MA MOKET ObITb, KaK MUHK-
MyM, NocTaBneHa. [oToOMy YTO KMHO Pa3BMBANOCb KaK FreHWasbHbIM
pebeHOK, HO MPUHLMMNbI EF0 PAa3BUTMUA YacTO ONUCHIBAIUCD, CKOpPEE,
TEXHO/IOTMYECKM M NO aHanoruun. U yem 6onee camocToaTeNbHbIM OHO
661210, TeM 60/bLLE €70 XOTENOCH C YEM-TO CPaBHUTL. Mopa 3Tn cpaBHe-
HWA NerMTMMM3MpPoBaTb. He CTECHATLCA, YTO OHWM MOTYT CKOMNpPOMe-
TMPOBATb KMHO, a3, CKopee, Aaxke HaobopoT. ConpAayb desmenbHOCMb
MpaduyUOHHbIX 2yMAHUMAPHbLIX HAYK 8 MOUCKAX HOB020 CUHME3Q.
OH moe 6bi 6osbue MOOMOAKHYMb KUHO, YemM me MeXOUCYUNIAUuHap-
Hble uccnedo8aHUSA, KOMOpbIE HYXHbl, HO KOMOpble pexcuccepsl He
Yumarom.

Kto-To, Kak bena Banaw, uckan cneundmky B dU3MOrHommKe, KTo-
TO, Kak Jlyn lenntok, — B poTOreHnn 1 KuHoreHmu. P. KaHyao ncxogmn
M3 TOro, YTO KMHemaTorpad He 3aBMCUT OT CTAPLUMX UCKYCCTB, OA4HA-
KO BHYTPEHHE C HUMM CBA3aH, 3 KaXKA0€ UCKYCCTBO OTAAET eMYy HEYTO
O4YeHb BaxHoe. Takaa No3nLMA Ham 3HAKOMa Mo OTe4YecTBEHHOMY /n-
TEepPaTyPOLLEHTPU3MY, C KOTOPOI Mbl YacTO CTaJIKUBAEMCA NPU OLEHKe
3KpaHu3aLmn. Pexknccepbl roBOPAT, YTO Mbl He 0653aHblI CHUMATb TO,
4TO CO34aNM nucaTenu, MHadve byaet BykBanbHbIA nepeckas. U Ha-
MepPTBO 3aCTPEBAIOT HA 3TOW CEHTEHLMMU.

NHTepecHO Apyroe, 4To KMHO He BCe MOMKET NokasaTb. OHO aenaeT
3KpaHU3aLMI0 M3 NAEN KOMMNEHCALUN KMHO, "MBO naen ero npesoc-
XOACTBA WM HENONHOTLI. B nyylwem cayyae mbl MLLeM TaK HasblBae-
Mbl1 3KBMBaneHT. OTKyaa oH HepeTtcAa? CNOBO HAaNMCaHHOE U C/I0BO
BM3yaslbHOE — 3TO NepecevyeHne A3bIKOB, U3BECTHOE U3 CEMMOTUKM
AN NHTEPTEKCTYaNbHOCTU. [pepnaraeTca NnpeBpaTUTb HEKUA Guibm
B HeKuM TeKcT. A KaHyzo atoro He genan. OH yunTbiBan BOCNpuUATHE.
OH npobunBanca K Tomy, 4To NOTOM Ha3Ba/IM repmeHeBTUKOW. He camo

HAYKA TENEBUAEHUA Ne 14.1, 2018 29 THE ART AND SCIENCE OF TELEVISION



MOHUMQAHUE, d NMOHUMGAHUe 4Yepe3 OrnucaHue 80CnpuUsmus, Komopoe
OKQO3bi8AEMCA He 3MMUPUYHLIM 8 YuCmoMm eude, a npomomeope-
muyeckum. Hegapom B TOM YMC/e M 3STUMM BELLAMU MHTEpPEeCcoBasca
MHOFOKPaTHO MHOM ynomsiHyTbii Cepreii dseHwWwTelH. Mbl e He
MOKEM CKa3aTb, KaK BOCMPUHMMANM APEBHUE ETUNTAHE NUPaMUAbI.
PeKoHCTpyMpoBaTh annapaT BOCMPUATUA MOXHO TO/bKO B cdepe
KY/IbTYPHOM aHTpOMNonorMn. Ho KynbTypHbIA aHTPOMO/IOr NPEKPacHO
3HaEeT, Yero Toraa He CyLWw,ecTBoBano. A BOT AarKe YyMcTan meTapopa —
N/IaTOHOBCKas MNeLepa Kak ngea KMHo (TeHW Ha NONOTHE) — B HaLLEM
C/lyyae ofiHa U3 YCTOMUMBbIX, NOSIBUNACH, KaK TOMbKO Bblno M306peTe-
HO KMHO. ITO y}Ke Ta MeTadopa, KoTopas NPUBAMKaET Hac K CUTyauuu
B3aMMOOTHOLUEHMA MPASIOrMYECKOro B TOM, Kak Mbl Gopmyanpyem,
M NOCTBU3YasIbHOIO, KOTAa Mbl 3HAaEM, YTO 3TO YyKe oTparkeHue. Oco-
6eHHO 3TO BaXXHO MpPW aHa/IM3e KMHO TOTa/IMTAaPHOM 3MOXM AarKe Ha
ypoBHe xaHpoB (M. TypoBcKasa cnpaBeA/MBO HacTaMBasa Ha onpege-
NNEHWM He «TOTa/IMTaPHOrO KUHOY», @ HAa KKMHO TOTA/INTAPHOM 3MOXM»).

Hemeugkuii KuHopexkuccep JleHn PudeHwTanb, Kak byaTo 6bl ToXKe
npeacTaBUTeNb KMHO TOTaIMTapPHOM 3MOXKU, HO OHAa YMCTOM BOAbI AM-
3anHep. OgHa 13 ee TallH — 3TO AMCTaHUMA, KOTOPYIO OHa BBOAMT B
TEKCT, Bblpakas BCE TO, YTO OHA xo4yeT. Kpome Toro, Ha nNpuHLMNax
paboT PudeHwTanb 3MKAETCA BCE COBPEMEHHOE TeNeBUAEHUE, —
MHboOpPMaLMA K pasmbllNeHnto. Maeonormyeckaa npuBa3Ka 34ecChb
TO/IbKO MeLUaerT.

Ho celiyac peyb He 06 3ToM. Mbl Kak bbl yXe cywecTsyem B Mupe
nocneacTBUN C OTCEYEHHbIMU NMpuuynHamun. OgHo geno — mudono-
FMYHOCTb CAaMOWM MIEM UCTOKA, a C APYroi — OLLYLLEHWNE, YTO BCE TONb-
KO HaYMHAEeTCA, YTO KMHO XKUBET U pa3BMBAETCA NapaiNenbHo C Ballekn
¥KU3HbIO. ITO Ype3BbIYANHO BaXKHO. KpynHbiM TeOpeTUKam Heobxoam-
MO ObINI0 TAaKOE Ke KPYNHOoe KMHO, YTobbl YyTBEPAUTL CBOO TEOPUIO,
Kak AHape BaseHy, ckaxkem, HyXeH bbin Heopeanusm [31], xoTa Te-
oputo MyObUHHON MM3aHCUEHbl OH 06oCcHOBan, ucxoaa us ¢uabma
Yunoama Yaihinepa «Tynuk». Pegkue UCKAOYEHMA B 3TOM CMbIC/e
— 3urdpug Kpakayap, xoTa, ecnm 6bl He Bbl10 BEIMKOrO HEMELKO-
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ro 3KCNPeccMoHU3Ma, COMHEBAIOCb, YTO CBOIO UAEID, BbIPaXKEHHYHO B
KHure «OT Kanurapu ao Mmrtnepa» (4To 3KCNPECCUOHU3M NOArOTOBUA
N GaKTUYECKM BOOPYXUA PallM3M), 4acTo OCNapuBaemMyto B nocnesa-
HWe aecATUNeTUA, oH cmor Bbl peannsosaTtb [32]. Tem He meHee OH
MOKa3bIBAET, KaK HEMELLKOE KMHO Y¥Ke 3a/10KWJ10 Te 06pasbl, KOTopble
COENnann 4YyenoBeKa OOBEKTOM MaHWUMNYNAUMA, STaKUM CRAWMM Ha-
ABy Yesape. TOUHO TaK e U BE/IMKOE YELLCKOEe KMHO «HOBOM BOHbLI»
(1960—-1968), KoTOpOE ObLINO, KaK A YXKE TOBOPU, CHOPPEANUCTUYHDBIM,
HO NpeAcKasano, MMeHHO npeackasano 21 asrycta 1968 roga. lMo-
TOMY YTO YEXOC/N0BALKAA MNAPTMA YECTHO Havana pedpopMmbl, a NOTOM
CKaszana: «Bce, XBATUT, bosiblle He HAZo». HO elle HMUKAKOro onnoHu-
poBaHus, npocTto OTTenens uaet ganbwe. Hegapom M. Bainb u A. Te-
HWC Hanucanu, YTo BbI30B peghopmupyrouselica nop, pykosoactTsom Kl
YexocnoBakMM KaK MMEHHO COLMAIMCTUYECKOWN CTpaHbl, B AEACTBU-
TENIbHOCTU Bbla1 caMbiM CePbe3HbIM BbI30OBOM 3anagy nocse nossse-
Hus CCCP, u, BBega Boncka B 1968-m, CCCP c coumannsmom-To B nep-
CneKTnBe 1 NoKoH4YmA [33]. MoTomy YTO B cCamoi uaee counannsma Ha
TOT MOMEHT eLle He COAEPHKANOCb MOHUMAHMA TOTaIMTAapPHOCTU. Peub
LWaa 0 NOAUTUYECKON NAEONOTMM, @ 6€3 IKOHOMMUYECKO MOHOMONUM
HWKAKOro ToTasiMTapmama ObiTb HE MOKET B NMPUHLMMNE, CKONbKO Obl
HW ObINO BOOPYKEHHbIX BTOPKEHWA WUAN MONULENCKUX FOCYAAPCTB.
Ho 370 BbIACHMAOCH NOTOM, KOrAa CTaf0 O4eBUAHBIM, YTO TOTA/IUTap-
Has MAeonorna — 3To TO, YTO (Kak nokasan Kutai) nHtennmureHumn
morna 6bl AeMOHTMpPOBaTb, HO 6e3 NapansesbHOro AEMOHTaXa 3KO-
HOMWKM — yBbl, HU4Yero no 6onbliomy cyeTty He b6yaeT. Ecnm B CoseT-
ckom Coto3e uges packynaunmsaHma 6bi1a npenogaHa Maeoormyecku
1 MMbONOrM3NpPoBaHa A0 HEBO3MOXHOCTM (XOTA Bbl MOTOMY YTO «BCe
NpPaBW/IbHO, BCE XOPOLLIO, KOAXO03 Jlyylle, YeM apTeNb»), TO 3a BCEM
3TUM CTOANa YHUPMKaLMA BCeX MPUHLMNOB X03AKCTBOBaHMA. MNepe-
CTPOMKa HavYanacb Kak pa3 C KPUTUKM IKOHOMNYECKON MOAENN COLMU-
annsma. A ecnv Bbl BCMOMHUTE KOHKPETHO UCTOPMIO, KaK napy /et Ao
XX cbesna, B nepmos, meTaHuii U NOUCKOB BbIXOAa U3 HauMHABLUEroca
TynuKka . ManeHKkoB ¢ H. ByaraHMHbIM NpakTM4yeckn Havanu pedop-
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Mbl U Aaxe He pedopMmbl, @ NPesNPUHAAN NOMbITKY SKOHOMUYECKOTO
pa3rocyAapcTB/eHUs, TO OHa bbla HemeaneHHo npeceveHa. 06 sTom
CemeH ApaHoBuu ¢ MaBnom PMHHOM BbINyCTUAN GUABM «f CIYKUA B
annapaTe CtanuHa, unam MNecHn onnrapxos» (KOTOPbIW, KCTATKU, aBTOP
[AHHOW CTaTbW OTpeLLeH3NpPoBan B XKypHane «CeaHc») [34]. C. ApaHo-
BUWY, KaK A y3Ha/ MHOTO /IET cNycTs, Obl/1 HE AOBOJIEH, MOTOMY YTO €ro-
TO A XBa/WA, HO MPU TOM Hanucas, YTo 3Ta Bepcus gas AnbepanbHoOro
CO3HaHMA epeTuyHa (MMmea B BUAY LIECTUAECATHUKOB), NOTOMY YTO
Tam O4MH XpyLLeB, @ BOKPYF HEro MbITaMCb CKUHYTb pedopmaTopa,
WHTPUIOBa/IN U B KOHL,E KOHLLOB CBOEro A06MANUCh, a Y Hero B duabme
— COBCEM Apyras UCTopus.

OvcenaeHT-ny6anumct AbaypaxmaH ABTOPXaHOB rOBOPUT, YTO BCe
3TO — CNJIOWHAsA /I0XKb, U KaK MOXHO NPUMEHATb Takne C/10Ba No OT-
HOLUEHUIO K AaHHbIM KpoBonusLam? U Bce — npobnembl HeT. CoBo-
KYNHOCTb NpecTynaeHnin n goctuxernnin [35]. Npobaembl HeT 3aech B
TOM CMbIC/IE, YTO BCE PUCYETCA KaK COBOKYMHOCTb OAHMX MpecTynne-
HUA AN OAHUX BENMKUX AOCTUKEHUA. MUHYC MEeHAETCA Ha MUHYC —
M BCe CMOKOMHO. ECnn roBOpUTb HE O JOCTUNKEHUAX UM MpecTyne-
HMSAX, @ O TOM, KTO NOBUHEH B MPECTYNAEHUAX NPOTUB YeN0BEYECTBA U
04HOBPEMEHHO CNOCOBCTBYET HEKOTOPLIM €r0 AOCTUNKEHWUAM, TO BO3-
HWKaeT BONpOC: «rae npeaen»?

Beputo cmenn oTHIOAb He 3a YTO-TO, @ MOTOMY, YTO annapaT cTan
onacaTtbcA 3a cobcTBeHHoe H6aarononyymne. 06 atom B duabme roBo-
pWT annapaTtymK Jinxayes, oTcuaesWwnin npun Xpyuese, — 310 BoobLue
6bln WOK. Kak ke TakK, BeAb NpU HeEM, AyMasn COBPEMEHHUKM nepe-
CTPOMKM M INIAaCHOCTK, Pa3Be He TO/bKO BbiNycKanm? Cam no cebe me-
XaHW3M penpeccuii — cneacTeue onpeaeneHHon mudonornm nu muod
MblWwaeHua, obbaAcHAWMI nmbepanmsaunio TpeboBaHnem 60pb6ObI
3a B/lacTb. [loTomMy 4YTO B TO Bpems NMOHMMaHMWeE TOro COLMYMa, KOTO-
Pblii BO3HWKAN B MpoLecce NPeBpaLLEHUs YTOMUM B ¥KM3Hb, TONBKO
npopactano. Mpasaa, HEKOTOPbIE MOTOMKWU HE Npeanarajan HoOBOM Mu-
donormn. OHM roBOPUAN O TEX MU UHBIX ABNEHUAX, KOTOPbIE ONYyCKa-
JIMCb B TPAAMLIMOHHbIE NapTUiHbIe BepcUKN. Mexay npoumm, noam,
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KOTOPble 3aHUMAOTCA HapPOAHOM KYyNbTYPOI, 3HAOT, YTO Ha Knaabuue
I. ManeHKoBa 40 cux Nop He NepeBOAATCA XMBble LBeTbl. HecmoTps
Ha TO, YTO OH Na/jiay, KOro-To OH U3 TIOPEM Hayas BbIMyCKaTb.

OfHaKo ecTb, yBbl, y3ypnupoBaHHaa CTasnHbIM, @ 4O Hero — pe-
BO/IIOLMOHEPaMU KaTeropus LenecoobpasHoCTH, Koraa A0BOAAT KO-
HOMWYECKYIO MALLUMHY A0 TOro, YTO HAYMHAETCA OTCTYNJAeHUe Hasag,
4yTobbl ABMHYTbCA BReped. Ho K atomy A 6bl cerogHa npubasun To
HpPaBCTBEHHOE COMPOTMBEHMeE, KoTopoe bbino B 70-e rogbl, U gonon-
HWUA UHTENNEeKTYalbHbIM B TO dopme, KoTopas, Hanpumep, 6bina Bo
®paHumn B 1960-e roabl. A3bIK KUHOBEAEHMA YiKe Bbln 0CcBOBOXKAEH
OT nanonekTa. CieayoLWnii War — 310 aHaAu3, KoTopbli 6bl, TOMUMO
MEXANCUUNANHAPHOIO NOANPYHKUMOHANbHOMO UCCNea0BaHUS, MOT
6bl YYeCcTb BCE COCTaBAAIOLWME 'YMaHUTAPHOIO npoLecca U BBeCTU B
HEero HOBble M CTapble MMEHA KaK MMeHa COBPEMEHHbIE.
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®EHOMEHO/I0IMNA TENA
B KOHTEKCTE NOCTTYMAHU3MA

(HA NPUMEPE MONY/NIAPHbLIX CEPMASIOB XKAHPA KMBEPMAHK)

AHHOMayua. Cmamea nocesauwjeHa gusnocogckoli npobaeme
830UMOB/USHUA Mesa U CO3HAHUSA 8 KOHMeKcme Hoselilux
pa3pabomoK UCKYcCmeeHHO020 UHMENNEKMa, a MAK#e 8
COOMHOWEHUU ¢ xydoxecmeeHHbIMU 0bpazamu, cozdasae-
MbIMU KUHEeMamozpagom 8 xaHpe KubeprnaHK. B ¢unoco-
huu XX seka uHmMepec K mesny Kak K camocmosmesoHol Ka-
mezopuu cchopmuposascs nood enusHUEem heHOMEHO0208.
B cospemeHHbIX 3anadHbix U 0me4yecmeeHHbIX ucciedosa-
HUAX y4eHble cmpemMamca K cuHmesy ¢unocogpuu, Helipogu-
3U07102UU, NCUX0M02UU U KubepHemuKu, aHanusupys ¢op-
muposaHue cybvekmusHOCMU 8 yC/08UAX HAPACMAOWUX
meHOeHyull nocmaymaHusma. OcmbicreHue 83aUMOCBA3U
mena u CO3HAHUA CMAHOB8UMCA 0COBEHHO AKMYAnbHbIM 8
KOHMeKcme 8/UAHUA MeXHOM02Ull HO CO8PeMEHHO020 Yesno-
8eKd, @ MakMe COOMHECeHUA peasbHo20, 8UpmMyasnsHO20
U uckyccmseHHo2o0 mena. Co30aHue UCKYcCmeeHH020 UH-
mesnnekma, pazsumue buomexHosozull, ycosepuieHcmeao-
s8aHue pobomos yxe nepecmasno beims aHmacmukod,
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10CmMeneHHo peanusyacs HA MPAKMuUKe U 00HO8PEMEHHO
foay4as Xyo0oxecmeeHHOE OCMbIC/eHUe 8 HaHpe Kubep-
naHK. Takue nonynsapHele cepuansi, KaK «HepHoe 3epKano»
(2011), «Mup [fuxoeo 3anada» (2016), «3nekmpuyecKue
cHbl Gunaunna K. Juka» (2017), «BudousmeHeHHbIl yene-
pod» (2018) npednazarom pymyponozuveckue 0onyuweHus
mpaHcgopmayuu 83aUMOOMHoWeHuUl CO3HAHUA U mena, a
makxe npedcmasnsaiom uHmepecHolli mamepuan 0as ge-
HOMEHO/102U4eCcK020 aHaAU3a Npoyecca hopmMuposaHus o6-
pasa «A» 8 KOHMexkcme KubeppeasnsHocmu. CmpemsaeHue
yesnogeka o0ywiesums Mameputo, co30ame UCKYcCMBeHHOoe
meso, HadesneHHOe CAMOCO3HAHUeM, COMeopums UCKYC-
cmeeHHoe cyujecmeo no cobcmeeHHomy ob6pasy u nodobuto
A8naemca 00HOU U3 KaK4YesbiX COCMAsAAlWUx meHoeH-
yuu demuypauu u MUMeCUca, Aeawux 8 OCHog8e Yyesoseye-
cKoli Kynemypoel. AeBmop npuxodum K 8bi800y O MOM, Ymo
MeHOUCYUNAUHAapHLILU nodxo0 K paccMmompeHuro 0aHHoU
membl 103eosasem npubau3uUMsCA K NOHUMAHUK MexaHu3-
MO8 (hyHKUYUOHUPOBAHUSA CO3HAHUA U CAMOCO3HAHUSA, d MAK-
He K npobnemam «4esnosevecKko2o» 8 (hyHKYUOHUPOBAHUU
mpaHcueHdeHmanoHol cgpepeol.

Knrouesble cnoea: heHOMeEHO02US, MTOCM2YMAHU3M, MEX-
Hosoeuu, pobomesl, KUbEPraHK, UCKYCCMBeHHbIli UHmern-
71ekm, cepuasnel.
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PHENOMENOLOGY OF BODY
IN THE CONTEXT OF POST-HUMANISM

(ON THE EXAMPLE OF POPULAR SERIES IN THE GENRE
OF CYBERPUNK)

Abstract. The article is devoted to the phenomenology of the
interaction of the body and consciousness in the context of
the latest researches on artificial intelligence, correlated to
the artistic images created by cinematography in the genre
of cyberpunk. The category of the body as a philosophical
issue has been formulated as the result of the influence of
20th century phenomenologists. Contemporary scholarly
studies in Russia and in other countries aspire to synthesize
philosophy, neurophysiology, psychology and cybernetics in
order to analyze the constitution of subjectivity in the context
of the growing trends of post-humanism. Comprehension
of the relationship between the body and consciousness
becomes even more relevant in the context of the impact
of technology on modern society, as well as concerning
the correlation of the real, virtual and artificial body.
The creation of artificial intelligence, the development of
biotechnology, the improvement of robots has ceased to be
mere fiction, being gradually realized in practice and as a
form of artistic expression and being realized in the genre of
cyberpunk. Such popular television series as “Black Mirror”
(2011), “Westworld” (2016), and “Philip C. Dick’s Electric
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Dreams (2017) and “Altered Carbon” (2018) offer futuristic
assumptions of transformations in the relationship between
consciousness and the body, and also present interesting
material for phenomenological analysis of the formation of
the image of “I” in the context of cyber-reality. The desire of
man to animate matter, to create an artificial body endowed
with self-consciousness, to create an artificial being according
to his own image and likeness presents one of the key
components of mimesis, which underlie human culture. The
author argues that interdisciplinary approach in this matter
would be conducive to approaching the understanding of the
functioning of consciousness and self-awareness, as well as
to human problems in the functioning of the transcendental
sphere.

Keywords: phenomenology, post-humanism, technology,
robots, cyberpunk, artificial intelligence, serials.

deHomeHonorma 3. lyccepnsa paccmaTpmBaeT ONMNO3ULMIO Tena u
CO3HAHMA KaK TPaHCLEeHAEHTHYIO U TPaHCLEHAEHTa/IbHYI0 PeanbHOCTb
COOTBETCTBEHHO, YTO NPMBOAUT K Npobaemam conmncuama. Mpeogo-
NeHune connncmsma y fyccepna 3akn04anocb BO BBEAEHUN KAaTEropmum
«UHTEHUMOHAIbHOCTMY», TO €CTb HEKOW HanpaB/eHHOCTM CO3HAHMUSA Ha
06bEeKTbI BHELWHErO MUpa. B MHTYMTUBHOM KAatouye 3Ty npobnemy pe-
wan A. beprcoH, nonaras, 4To B YNCTOM BOCMPUATUM Mbl B AENCTBU-
TENbHOCTU HaXOAMMCSA MO Ty CTOPOHY camux ceba. beprcoH cuntan, yto
BOCNpuaTUE NpobyKaaeTca AeicTBUEM, W 3TO CBA3bIBAET BOCMpUATUE
n mo3r. PyHKLMA Mo3ra camoro no cebe 3akntovaeTca B «orpaHuye-
HWUM YMCTBEHHOW }KU3HW TEM, YTO NPAKTUYECKM NONE3HOY, B TO BPEMA
KaK «Teno, Bcerga obpaleHHoe K AeUCTBUIO, UMEET CBOeM OCHOBHOM
bYHKUMEN OrpaHUYEHME KU3HM AyXa OTHOCUTENbLHO AeicTeua» [1, c.
949-950]. B. Nogopora noscHaAeT, 4To AnsA beprcoHa Teno BaXKHO Kak
nopor, «Kak ocoboro posa sKpaH, Ha KOTOPOM BOCNPOU3BOAATCA OTO-
bpakeHua aKTyasbHbIX, CBepLIaloWmxca gencteui» [2, c. 14]. Cen-
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COMOTOPHasA TeopMA «MNepLEenTUBHOTO CO3HAHMUAY» CErogHA ABAAETCA
OOHUM M3 CaMbIX BAMATE/IbHbIX NOAXOA0B K PAacCMOTPEHUIO NO3Ha-
BaTe/IbHOM AeATe/IbHOCTU B 3anagHon deHomeHonornu. Mo cnosam
. CunsepmaHa: «Ham Heobxoamm TepmMuH “ceHCOMOTOpHOE 3Ha-
HMe” uaKn, No KpamHen mepe, YTo-TO NogobHOe, Hanpumep, “ceHco-
MOTOPHAA HacTpoiKa”, 4To Mbl Bygem NMOHMMATb, CKOpEe, Kak Tene-
CHYI0 CNOCOBHOCTD, @ He KaK BHYTPeHHee npeacTasaeHune» [3, c. 171].

B noctpeHomeHonornyveckor ¢punocoommn M. Mepno-MNoHTH,
K.-/l. MapboHa un ¥K.-J1. HaHcK Teno uam nnoTb CTAaHOBUTCA MECTOM
peanunsaumm cosHaHuA. B pabotax ¢paHuy3ckux ¢unocodos Teno
paccmaTpuBaeTCA Kak HeYTo OTIMYHOE OT BCeX OOBEKTOB BHELLHErO
MWpa, NnepexkmBaemoe cybbeKTOM O4HOBPEMEHHO M KaK CamocCTb, U
KaK HeyTo oTyy)gaemoe. Teno onpefenseT CBOe COCyL,ecTBOBaHME
C ApYrMMM Tenamu Yepes KacaHue, Kak y HaHcu B «Corpus», rge oH
onpeaensieT 3TOT NPOLLeCC Kak «camo-Tebsa-KacaHue» [4]. Owyuwae-
MO€ B Ka4yecCTBe KOXM, PaMKWU UK Npeaena ANs BHEWHEro B3anmo-
OEeNCTBUA C USMEHYMBBIM MUPOM, TEZI0 OTPAXKAETCA B CYObEKTUBHOM
CO3HAHWM KaK LenoCcTHbIM 06pas, HECMOTPA Ha TO, YTO OLLyLLAEM Mbl
€ro Yactamu (pyka, Hora, n T.4.). B aTom acnekte peHomeHoNOrnA Ha-
YMHAET TECHO MepeneTaTbCa C NCUXOAHANMTUYECKON Tpaauumen, a
TAK)Ke HYXKAAeTCA B SIMNUPUYECKUX AaHHbIX Heltpodmsmonorumn. dop-
MunpoBaHue cobcteeHHoro A HeoTaennmo ot obpasa Tena, AaHHOTO
HaM B LLe/IOCTHOM BUAE TONbKO B OTPAXKEHMM, YTO HblN0 060CHOBAHO
B 3HAMEHUTOM «CTagumu 3epkana» XK. JlakaHa [5]. MeperkmBaHue pas-
ApobneHHOCTN cOBCTBEHHOTO Tesla U cobupaHue ero B LE/IOCTHOCTb B
CO3HAHWW BIMAET Ha NCUXMYECKOEe 340POBbe YENOBEKA, UTO UCCaeny-
eTcA ncmxonoramu. Kpome Toro, Ten0 MOXKET 6bITb COLMANbHBIM, KaK
NUWeT oTeYecTBEHHbIN NncuxoTepanesT M. TpyHOB, «0bLwecTBO co3aa-
€T TeNIeCHble KaHOHbI, U eC/IN A XO4y YyBCTBOBaTb ceba uneHom obuye-
CTBa, TO A O/IKEH cO34aTb CBOW 06pa3 Tena B COOTBETCTBUM C STUMU
KaHOHaMM, TOraa A Nosy4y NOATBEPKAEHNE CBOErO CYLL,ECTBOBAHMAY
[6, c. 32]. C ogHOM CTOPOHbI, 3Ta MbICAb Ba3MpyeTcs Ha KoHUenuuu
«mackn» K. KOHra, a ¢ gpyroh — BoO3BpallaeT Hac K ¢punocodum
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.-M. CapTpa 1 ero NOHMMaHUIO «AYPHOWN Bepbl», a TaKkKe npobne-
MaM 3K3UCTeHUMaNbHOM cBObOAbI.

Takum 06pasom, B 3K3UCTEHUMANbHOM Punocodpun, GeHomeHono-
rMK, NCUXOIOTUM U NCUXOTEePanumM CBA3b TeNla U CO3HAHUA npeacTas-
nset cobon CNOKHY KOHbUrypauuto, KoTopas dopMmupyeT 6asosble
OHTO/IOTMYECKME, THOCEO/IOMMYECKME, CoLMalbHbIE N NPOYNE CMbIC/bI
YyesioBeyeckoro npebbiBaHMA B MUPE. B XyA0KECTBEHHOM MbILWAEHWM
npobnematnKa B3aMMOLENCTBMA Tesa U CO3HAHMA sipye BCero npea-
CTaB/eHa B KaHpe ¢GaHTaCTMKM U KubepnaHKa. MHOrouncieHHble
NMTepaTypHble NPOU3BEAEHUSA M IKPAHU3aALUMU KHUT NucaTenein-dax-
TACTOB Mpeg/aratoT 3puTento, npexae Bcero, 06pasbl, NOCTPOEHHbIE
Ha ONMO3ULMN UCKYCCTBEHHOIO TeNa U MHAMBUAYAbHOIO CO3HAHMS,
NIMBO NUCKYCCTBEHHOTO MHTENIEKTA U KNNOHMPOBAHHOTO 6BMON0rMYecKo-
ro Tena. 3a nocneaHue AecATb NET C Pa3BUTMEM KPYNHOBHAKETHbIX
cepuanos 6b110 BbINyLLEHO HECKO/IbKO KY/IbTOBbIX PEUTUHIOBbLIX aHTU-
YTOMWI, UHTEPEC K KOTOPbIM NOCTOAHHO PAcTeT, NOCKO/IbKY pa3BuUTUE
TEXHONIOTMI B PeaNbHOCTU B HACTOsLLEe BpemMs HauMHaeT peasin3oBbl-
BaTb CaMble CMesible NPo3peHMa GDaHTaCTOB NPOLLIOTrO BeKa.

Cepman «YepHoe 3epKano» COCTOUT U3 CAMOCTOATE/IbHbIX 3MM30-
0B, 06begMHEHHbIX OAHOW TEMOW — NepcrnekTMBOn cMmbunosa yeno-
BEKa C TeXHO/IorMen, rae Hambobluee BHUMAHME YAENAETCA BAUAHMIO
BMUPTYa/bHOM PeaNibHOCTU U MeanaKynbTypbl. C TOUKK 3peHns peHo-
MEHO0IMMYECKOro aHaAn3a Hanbosiee MHTEPECHbI B KOHTEKCTE AaHHO-
ro UcciegoBaHMA Te aNU304bl, r4e HapyLaeTcs UM U3MEHSEeTCa CBA3b
CO3HaHUA M Tena. TaK, HaNnpuMep, B YeTBEPTOM 3nusoge «fA ckopo
BEPHYCb», Nocne rnbenn cBoero napTHepa B aBTOMOBUAbHON aBapun
repoMHsA peLlaeT 3aKasaTb YCAyry, KOTopas NO3BOAAET el NPoAOAKaTb
061WaTbCA C HUM MO 3/IEKTPOHHOM MoYTe, a 3aTem U no TenedoHy. Ho-
Ban TEXHOMOMMA UMUTUPYET IMYHOCTb NOrMBLLIEro Ha OCHOBE €ro Bbl-
CKa3blBaHMM B COLMaNbHbIX ceTax, poTtorpaduit n suaeo. Cneayrowmm
LIArOM CTaHOBUTCA MOMELLEHNE WCKYCCTBEHHO CMOAEMPOBAHHOMN
JINYHOCTU B UCKYCCTBEHHOE TENI0, B PE3Yy/IbTaTe Yero repomnHA HauymHa-
€T XXWUTb C CUMYNAKPOM YMepLIEro Yyenoseka. [NloHayany ¢ NOMOLLbHO
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poboTa OHa NPeoaoEeBaET rOpe U TOCKY No 6e3BpeMeHHO yweawemy
MY}y, HO 3aTeM ee nepecTaeT ya0BNeTBOPATb HEECTECTBEHHOCTb ero
peaKkuuin U naeanbHOCTbL NOBEAEHMA, NO3TOMY OHa 3anupaeT poboTa
Ha yepaake, oaHako pebeHOoK npoao/KaeT 06LLaTbCA CO CBOMM UCKYC-
CTBEHHbIM «OTLOMY.

AHanM3npya AaHHbIN CIOXKET, B NEPBYIO oYepeab BaKHO 06paTuTb
BHMMaHMWE Ha TO, YTO WANKO3MA, NPOU3BOANMANA POBOTOM, CUMYN-
PYIOLLMM HATypaNbHOE Teso, BMNOJIHE eCTECTBEHHO BCTPAMBAETCA B
BOCNpuATUE YenoBeKa. O6bAcCHAETCA 3TOT peHOMEH TeM, YTO KOH-
CTUTyMpoBaHune obpasa Apyroro A NPoOMCXoAuT B MpPoLEcce UHTep-
Cy6beKTMBHOrO nepeHoca ollylieHna cobcTBeHHOro f, U raBHbIM B
3TOM MpoLecce CTaHOBMUTCA UAO3UA, BOODparkaemoe, AONO/IHEHHaS
peasibHOCTb, KOTOPYIO NPOM3BOAUT Halle co3HaHMe. CUMYNALMA Nny-
HOCTM COCTOWUT B MMWTALMMN BHELIHWX MoAenel NoBeaeHMUs, peun,
rosoca, obpasa Tena, U 3TOro A4OCTAaTOMHO A/A WIO3UN, MOCKObKY
BOCNpMHMMalOLLEee Co3HaHMe ByaeT HensbexHo AocTpanBaTh, U Co-
OTHOCMTb 3TOT 06pa3 B AaHHOM C/ly4Yae C BOCMOMWHAHMAMM, NONY-
YeHHbIMM U3 Npeablayuiero onbita. K. JlakaH HasblBan 06pas uy»Koro
fl CUMBO/IMYECKMM MMEHHO MO TOM MNPUUYMHE, YTO OHO AAHO HaM /INLLb
B KayecTse NpoeKumu cobcteeHHoro f. OTcioga BOCNpUATUE APYroi
JMYHOCTM, B TOM YMC/Ie UCKYCCTBEHHO CMOZAE/IMPOBAHHOM, €CAU TUMo-
TETUYECKM NPEeANONOKMUTb TaKyH BO3SMOMKHOCTb, BMIOSIHE MOMKET YA0B-
NeTBOpPATb CO3HaHue 4Yenoseka. OQHAKO BOCMOMMUHAHWUA B C/ydyae C
repouHel CloXKeTa UrpatoT HEraTMBHYIO POJIb, TAK KaK OHW B KAaKOM-TO
MOMEHT BCTyMNatoT B MPOTUBOPEYMSA C noBeseHnem poboTa, NoCKONb-
Ky 06pa3 ee My»Ka B ee CO3HaHUKN He COBMNAZAET C TEM, YTO OHa BUAMT.
Kpome Toro, el HauMHaeT He XBaTaTb HOBOrO YyBCTBEHHOrO OMbITa B3a-
MMOLENCTBUA, TO, YTO MOXKHO 0003HAYUTL KaK HenpeacKasyemocTb B
noseaeHUN apyroro Yyenoseka. CornacHo XK. /lakaHy, PeanbHoe (6ec-
Co3HaTeNnbHoe) B3auMmopeincTeyeT ¢ PeanbHocTbio (BooGparkaemoe
3r0 M CUMBO/IMYECKOE CYyMeparo) BoO BHYTPEHHEM nosie cybbeKTa, Uto
MOYHO COOTHECTY C IeUCTBMEM CUJT Xaoca M KOCMoca. McKkyccTBeHHOoe
CO3HaHWe AeiNCTBYeT No HeKoemy 3aaHHOMY airopUTMY, TO eCTb OHO,
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Mo CyTW, MNLIEHO BAUAHUA PeanbHOro, 4To NPUBENO co3aaTenei KaH-
pa KnbepnaHka K GopMMPOBaHUIO HEKoero WabnoHHOro npeacrasne-
HMA 06 MCKYCCTBEHHOM WHTEeNeKTe. ITOT CTepeoTun npeacTaBaseT
poboTa Kak MexaHU3M, He CNoCcObHbIA HA peasibHble YyBCTBa, a TakK-
e CMOHTaHHble NOoCTYNKU. TPaAUUMOHHO GaHTacTbl 060CHOBbLIBAKOT
HenpeacKasyemoe NnoseAeHWe MalluH HeKMm cboem B nporpamme,
YTO CTAHOBUTCA MPU3HAKOM MX YenoBeKonogobusa UM OKOHYaTe b-
HoW aHTponomopdmsaumnn. Tak, Hanpumep, B cepuane «Mup Aunkoro
3anaga» aHApPOMAbl, UCKYCCTBEHHO CO34aHHble A5 Pa3birpbliBaHUS
CUeHapueB B NapKe pa3B/ieYyeHUl, U3-3a 3KCNnepMmMeHTanbHOro ob-
HOBJ/IEHUS HEOXKMAAHHO HaYMHAIOT BecTu ceba HeaZleKBaTHO, He noa-
YMHASACb 334aHHOMY anropuTmy. am B BOCbMOM 3MM304e «dNeKTpu-
yeckune cHbl duamnna K. [uka» BUPYC CTaHOBUTCA NPUYUHON cboA B
¥U3HU pob0OTOB, NPON3BOAUMBIX aBTOPaBPUKON.

NpeanbHoe nosegeHWe poboTa-my)Ka He YCTpamBaeT repouHIo
anusoga «fl CKOpo BEPHYCb», MOCKO/IbKY OHO JINLIEHO 3/IeMEHTa Xao-
Ca, B YeM U J0/IXKHO NPOABAATLCA «NOANMHHO Ye0BeYecKoe», no 3a-
MbICNy aBTOpPOB cepun. OIHAKO TYT e BOCNpUATMUE B3POC/IOro NpoTU-
BOMOCTaB/IEHO BOCMPUATUIO pebeHKa: [04Yb, He 3HaBLasA peasbHoro
oTUa, BOCNPUHMMAET poboTa, KaK HACTOALLYIO JIMYHOCTb, NOCKOJ/IbKY
OHa ToNbKo popmumpyeT 06pas oTL.a B CBOEM HENOCPEACTBEHHOM BOC-
NPUATUN, U HAYTO e He MellaeT NPUHUMATb MCKYCCTBEHHOE 3a ecTe-
CTBEHHOEe noseaeHue. OaHaKo obpaTHas CUTyaums pasbirpbiBaeTcs B
[ecaToM anusoge cepuana «nekTpuyeckme cHbl Pununna K. Auka»,
Korga pebeHoK nepecTaeT y3HaBaTb CBOEro OTLLA, HECMOTPSA Ha TO, YTO
TENo ero oCTanoch NpexHUmMm. BceneHune B Te10 MHOMIAHETHOTO pas-
yMa genaet noBeaeHue oTua «CJANWKOM NPaBUAbHbIMY, HO He coBna-
Aatowmnm ¢ Tem, 06pa3om, KOTOPbIM CNOXKUACA B CO3HAHUM pebeHKa.
B gpyrom ke anusoge 3TOro cepvana nog HasBaHuem «YenoBek»
yAy4dleHHasa BEPCUA MyKa repouHK, Nocsie ero BO3BpalleHus ¢ apy-
roli NAaHeTbl U BCENIEHUA B HETO MHOMJIAHETHOrO CO3HaHWUsA, Haobo-
POT, OKasblBaeTcA bosnee ya0BAETBOPUTE/IbHOM AN1A CEMENHOM KU3-
HW, TaK Kak NposiB/IEHME ero YyBCTB Hosiee 3MOLMOHANbHO.
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MopobHoe NPOTMBOPEYMBOE OTHOLIEHME FePOEB K U3MEHEHUSAM B
obpase Apyroro, HECMOTPA Ha COXPaHEHME TeNecHoW 060104KM, 06b-
ACHAETCA He TONbKO PeHOMEHONOrnel BOCMPUATUA B NPoLECCE WUH-
TepcybbeKTUBHOCTU, HO TaKKe PpyHAaMEHTaNbHbIM MeTadU3NYECKMM
3aKoHOM Apuctotena o popme n matepum. AHMMa ABaseTca popmoin
M 04HOBPEMEeHHO B1A006pasyoLen NPUINHON MaTepun, To ecTb CUH-
Te3 KOHKpeTHOW GpopMbl MU MaTepumn cocTasaseT byt cybcTaHuuio
WUAN eANHUYHYIO Belb. Teslo, ABASACL MaTepuei, B3auMOoLENCTBYET C
dbopmMoW, ApYrMMU CIOBaMM HaXOAUTCA NOA BAUAHUEM CO3HAHUA — B
OAHHOM C/ly4ae MCKYCCTBEHHOTO MHTEN/IEKTA, TaKXKe, Kak U CO3HaHue
B CBOIO O4Yepesib HaxoaMTca nog BAanaHnem tena. HecmoTpa Ha To, 4TO
¢$beHoMeHbl CO3HaHUSA, TO eCTb 06pasbl M NPOEKLUN, OTPaXKaloLwme ns-
MEHYMBbLIN MUP, ABAAIOTCA CTaTUYHBIMW 3MA0CAMK M IOFOCAaMN, OHM
NoCToAHHO AopabaTbiBaloTCcA B pe3y/ibTaTe CEHCOMOTOPHOIO B3anUMo-
AencTBMA C MMPOM U ero obbekTamu. bonee Toro, TenecHoe ocBoeHue
OenaeT TeNo PAa3OMKHYTbIM, MO3BONAET NEPEXOAUTb FPaHULbI Tena,
CMBAACb C MMPOM U APYrMMMK ero obbekTamu. Mo3aToMy TenecHbIl
OnbIT NOCTOAHHO 0BHOBAAETCSA, UTO B CBOIO OYepedb BAUAET Ha CUMBO-
NIMYecKMe NpoeKLnn, KoTopble GOPMUPYIOTCA B NOJSIE CO3HAHUA.

B nenctBMTENbHOCTU, B HOBEMLNX UCCAEA0BaHMAX CNELNANNCTOB,
3aHMMAIOLWMXCA CO34aHMEM YMHbIX 4YeNnoBeKomnoAobHbIX poboTos,
rnaBHas npobsema B pa3paboTKe MCKYCCTBEHHOrO MHTE/N/NEKTa Co-
CTOWUT B TOM, YTO CYLLECTBYET TaK Ha3blBaeMblli «npoben B obbsAcHe-
HUM BblUMCAEHMAY». B cBOUX CTaTbAX yYeHble U3 MHCTUTYTa NnepesoBbIX
KOMMbIOTEPHbIX UCCneaoBaHuii yHuBepcuteta MepuneHg (UMACS),
0OBACHAIOT, YTO 3TOT NPoHEN 3aKNHOYAETCA B HbIHELWHEN HECNOCOHHO-
CTM HAYKM NOHATb, KaK NO3HABaTe/IbHble MPOLLECChl BbICOKOTO YPOBHS,
NpPoOM3BOANMbIE YETOBEYECKMM MO3TOM, CYUTLIBAOTCA HEMPOHHOM CU-
ctemol bonee HU3KoOro ypoBHA [7]. K KOFHUTUBHbIM Npoueccam Bbl-
COKOrO YPOBHA yYeHble OTHOCAT NPUHATUE PELLEHWNI, apPryMEHTALMIO,
HaNpaB/fIEHHOCTb HAa pa3pelleHne Npobsem, KOHTPO/Mb COAEpPrKaHMA
namaTh, N1aHMPOBaHUE U A3bIK. K BbIYMCAUTENBHBIM NPOLLECCaM HU3-
KOr0 YPOBHA OTHOCATCA Te NPOLECChl, KOTOPbIE MOXHO BOCNPOU3BECTH
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C NMOMOLLbIO MCKYCCTBEHHbIX HEMPOHHbIX ceTei. B Helipodusmnonornm
COBPEMEHHOE COCTOSIHME 3HAHWA MOYKHO OXapaKTeEPM30BaTb TaK: yye-
Hble 0Y4eHb XOPOLIO MOHMMALOT, KaK KOFHUTUBHbIE QYHKLIMW BbICOKOTO
YPOBHA COOTHOCATCA C MMUKPOCKONMUYECKUMM obBnactamm mosra (Ha-
npumep, NOHMMaHME A3blKa U 30Ha BepHWKe, NAaHMPOBAHME M Kopa
ro/I0OBHOrO MO3ra), TaKKe M3BECTHO, KaK PaboTaloT MMKpOCKonuye-
CKMe Henpobuonornyeckune cetm B aTux obnactax. OgHako Henpodu-
3M0N0ram 0 CMX NOP HEMOHATHO, KaK MO3r peannsyeT KOTHUTUBHbIE
NpoLEeCcCchbl BbICOKOTO YPOBHSA, UCMO/b3YA NeKallyto B OCHOBE NPOCTYHO
HeMpoHHYto cxemy. Mo3aTomy npu obyyeHun poboTa, raBHas 3agava,
KaK NUWYT pa3paboTymkn, 4obuTtbca Toro, «4T06bl NPU BbINOJHEHUN
3afay ero genctensa 6bl1M 060CHOBaHbl NMPUYMHHO-CIEACTBEHHbBIMM
CBA3AMW, @ He MPOCTO Obl UMUTUPOBANM AEUCTBMA AEMOHCTpATOpa
6yKBanbHO» [7, C. 6]. TakMm 0b6pa3om, Korga poboT HayYUTCA UCNONb-
30BaTb MEepapXMyeckoe MNPUYMHHOE 3HAHWE, OeNaTb BblBOAbl, CO3-
[aBaTb HaMepeHUA U Lenu, Toraa yaacTca CMOAENMPOBaATh BarKHble
aCNeKTbl YE/I0BEYECKOTO MbIL/IEHNA B LLE/IOM.

Mo MHeHWI0 y4YeHoro-paspaboTymMka poboToB U3 cepuana «Mup
Ankoro 3anaga», nupammnaa Co34aHUA UCKYCCTBEHHOIO MHTENNEKTa
BK/IlOYAET BOCNOMMWHAHWUA, MMMPOBU3ALMIO, NMYHBIN MHTEpec, a Ha
BEpPLUMHE HaxoauTca BHYTPeHHUI ronoc “bora” (nogarowero KomaH-
Abl), KOTOPbIA AO0NKEH NPobyaAnTb CaMOCO3HaHMe. 3aTem Co34aTeslb
napKa aHApPOMAOB NPUXOAMUT K BbIBOAY, YTO CO3HAHWE — He MUpamu-
[, a NabUpPUHT, B LLeHTpe KOTOPOro pacnonoxeHo A cybbekTa. Mepe-
MNTW OT UCKYCCTBEHHOTO MHTENNEKTA K CO3HAHMIO M 03HAYaEeT NPUBECTU
poboTa K ToMy, Y4TOObl OH YC/bILLAn CBOW COBCTBEHHbIV BHYTPEHHUM
rosioc. OgHako, 4Tobbl poboT 06pen camoco3HaHUe, emy Heobxoau-
MO MPOWTU «CTaZMIO 3epKana», Kak pebeHky, yero yxe gobuanco B
pasHol cTeneHn pa3paboTUMKKU UCKYCCTBEHHOTO MHTEN/NEKTA, B YacT-
HOCTW, O HEKOTOPbIX YAa4HbIX OMNbITax NULWeET B cBoel KHure K. TakeHo
[8, c. 211-215]. PaHee 3KCNEPUMEHTbI C }KUBOTHbIMU U 3€PKaAJIOM Ha
BbISIB/IEHNE CAMOCO3HaHMA, NPOBOAMMbIe elle Yapnb3om JapBUHOM,
a 3atem B 1970-e rr. amepuKaHCcKkum ncuxonorom I. K. Mananom c
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npumatamu, n nosxe J1. MapuHo u [. Paiic 8 1990-e ¢ genbdpmHamm,
MOKasa/m, YTO CaMOCO3HaHMeE HANPAMYIO CBSA3aHO € y3HaBaHWeM cebs
1 BblAEeNEHMEM U3 MUPa.

Tema B3aMMOBAUSAHUA Tela U CO3HaHMA B POpMMpPOBaHUKM 06pasa
cybbekTMBHOro Al passMBaeTca U B HoBelwem cepunane 2018 r. «Bu-
[OV3MEeHeHHbI yrnepoay». EguHas cloXkeTHas IMHUA o0b6beguHAeT Bce
anu3oapl, NpeacTasnsa mup byayuiero, rae 4eN0BEYECTBO Hay4yMI0Ch
n3B/ieKaTb UHAUBUAYANbHOE CO3HAHWe M3 Tesa, YTO MO3BOMAO Npe-
000/1eTb CMEPTHOCTb, TaK KaK toAN NOMYYUIN BO3MOKHOCTb MEHATb
Tena no mepe Ux cTapeHna uav nospexageHmsa. OgHako nogobHoe 13o-
bpeTeHne NopoXKaAaeT MHOXKecTBO Nob6oUYHbIX 3hPEKTOB: coLmanbHOe
paccnoeHne n HepaBEHCTBO YCUMBAETCA, TONbKO Kaacc boraTbix Mo-
YKeT N03BONTL cebe yNyyLleHHble MOLENN Tes, a Kpome TOro, NPous-
BOACTBO HEOTPAHMYEHHOTO KOMYeCTBa COBCTBEHHbIX KTOHOB NOPOXK-
AaeT 6e3HaKa3zaHHOCTb W NPECTYNHY AeATeNbHOCTb. begHble Atoan n
NPecTynHUKM NONYYatoT CydaitHble Tena, YacTo 6e3 yyeTa reHaepHom
NPUHAANEKHOCTU MM BO3PACTHbIX XapaKTEPUCTMK, YTO CO343a€eT Npo-
61emMbl B Ux COBCTBEHHOM BOCNPUATMM cebs. [NaBHbI repoi nosyyaeT
TENO MOJMUENCKOro, HakasaHHOro 3a HeoduuUMabHble paccnenoBa-
HWA, U BCTYNaeT BO B3aMMOOTHOLLIEHWA C ero ObiBLWei HanapHuuUei u
No60BHULEN. BO3HMKAET MHTEPECHbI NAapPafoKC: B CBOEM BHYTPEH-
HEM BOCNPUATUM FNaBHbIM repol accoummpyet obpas csoero A ¢ apy-
TMM Te/IOM, B TO BPEMS KaK AeByLIKa BO30OHOBAAET C HUM N060BHYO
CBA3b, aCCOLMMPYA ero yepes Teno0 C ObIBLUIMM MAPTHEPOM, B TO e
BPEMSA, 0CO3HABas, YTO 3TO COBCEM ApPYron yenosek. TOYHO TaKKe U
3puTeNb NPUBbIKAET acCOLMMPOBATb IMABHOMO repos C ABYMA pPa3Hbl-
MW aKTepamMu, TOYHee, OAHOIo NEePCOHaKa C ABYMA Pa3HbIMU TelaMMU.
B 3TOM HeT HMYero HeobblYHOrO, MOCKObKY TOYHO TaKXKe Mbl acCoLu-
npyem LLlepnoka Xonmca ¢ pasiMyHbIMK aKTepaMm UK NH0O0r0 KHUK-
HOrO MepCcoHaa C UAMCTPALMAMM PA3HbIX XYA0XKHUKOB. Kpome TOro,
HawWw cobCTBEHHbIN BUPTYaNbHbIN ONbIT NPebblBaHMA B COLMANbHBIX Ce-
TAX TaKXKe yxKe cpopMmnpoBan NPMBbLIYKY HAIMUMA BUPTYaNbHOTO Tena
— [BOWMHWKA, KOTOPbIA BM3ya/IbHO MOXET He COBMNaAaTb C peasibHbIM
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Tenom. OgHaKo BHYTpeHHME CyObEKTUBHbIE NEPEeXMBAHUA TENECHOCTH
OT/IYaAtOTCA OT BUPTyanbHbIX. B. Mogopora noguyepKkneaet, YTo Heob-
XOO4MMO PasnMyaTb «Mexay TesioM, KOTOPoe “Ham MpuHagnexuT” u
KOTOPOEe Mbl Ha3blBaeM “cBOMM”, U TENOM, KOTOPOMY Mbl “NpuHag-
NEXUM” 1 N0 OTHOWEHUIO K KOTOPOMY HE MOXKEM BOCMO/b30BATHLCA
npeanKaTom NPUcBoeHus, nbo, NpUHaAeKa emy, Mbl HE B CU/1aX ero
npucsouTtby [2, c. 8].

Taknum 06pasom, oTaeneHne co3HaHMA OT Tesla HamHoro 6onee yTo-
MUYHO C TOYKM 3PEHUA PeaNM3aLMM Ha NPAKTUKE, YeM CO3aHME UCKYC-
CTBEHHOrO MHTeNNeKTa. MpebblBaTb B BUPTYyasIbHOM Tesle, He NOKMAasn
CBOEro Tesia, COBCEM He TO }Ke CaMoe, YTO NepemecTUTbCA B Apyroe
Te/10 NN HaXOAMUTbCA COBEPLLUEHHO BHE CBA3U C HUM. Bce paccmatpu-
BaeMble CepUanbl, Tak UM MHAYE, AKTYaIM3MPYIOT BarKHYHO Npobaemy:
MOXKET /M cO3HaHMe GYHKUMOHMPOBATL 6e3 Tesla? ATy TeMy pasBuBaeT
B cBOeW cTaTbe Ppugpunx banke v npUxoauT K BbIBOAY, YTO NOAO0OHbIE
fonyuweHua abcontotHo 6esocHoBaTeNbHbI. OH paccy»KAaeT 0 TOM, YTO
TEXHONOTNYECKasA YTOMMUA «YAbTPACTabUAbHOM MHOPACTPYKTYPbI», KO-
TOpasn No3BOIUT COXPAHATb CO3HaHWE YeioBeKa nocae 61MoNorMyeckoin
KaTacTpodbl, UTHOPUPYET KOMMEKC B3aMMOAENCTBUA MbIC/IN U TENa, O
KoTopom nucan ewwe CnMHO3a B NpoTMBOBEC Ayanusmy [ekapTa [9, c.
610-611]. OgHako paHTasnm KMbepnaHka He OTCTYMaAtOT OT UAEN pas-
[OeNeHnn Tena U Co3HaHWA, Hanpumep, B 04HOM M3 3nnM3040B «Yep-
HOro 3epKasia» NPecTynHUKM NONYYal0T HaKa3aHWe Yepes KIOHNPOBa-
HWe cobcTBEHHOTO CO3HaHMA 6e3 Tena. B pesynbTaTe KAOH CO3HAHWUA,
JMLLEHHbIV TeNa, NOMeLLLAeTCA B 3aMKHYTOE NPOCTPAHCTBO, FAe BPemMA
pacTArMBaeTca Ha TbiCAYENETUA, MOBTOPAETCA OAHA U Ta e CUTyaLus
M TaK HacTynaeT BeYHOe pacKasHue. KNoH co3HaHus 6e3 Tena MoxKeT
TaKXe MCMNONHATb PO/ib CeKpeTapa HaCTOALLEro YeaoBeKa, Npu 3Tom
owyuwan cebsa B cBA3Ke C NPOEKLMEN PeaNbHOro Tena, YTo CTaHOBUT-
CA HAcToALLEN NbITKOM Ana Konuu. A B anusoge «CaH-[KyHunepo»
M3 TOTO e cepuana repou NOMagalT B BMPTYaNbHYH peasibHOCTb,
UMUTUPYIOLLLYIO KYPOPTHbIM ropog Ha Mope, rae ctapble U 6onbHble B
[eNCTBUTENBHOCTU 04N UMEKOT BO3MOMKHOCTb BHOBb CTaTb MO0OAbI-
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Mn. COH KaK aNbTepHATUBHOE COCTOAHWME CO3HAHMSA, YacTO CAYKUT B
dunbmax 06pasHbIM NPOCTPAHCTBOM TPaAHCLEHAEHTabHON peanibHO-
ctn. No AaHHbIM HEMPOPU3NONOrOB aKTUBHOCTb MO3ra BO BPEMSA CHa
He MeHee BbICOKa, YeM BO Bpemsa b6oapcteoBaHua [10, c¢. 175-197].
CoH B J@aHHOM C/ly4ae MOKET CTaTb 418 repoeB Gpuibma 6€CKOHEUYHbIM
[axe nocne cMepTu Tena, UX CO3HaHWE NPU KeNaHUN KIMEHTa MOKET
octatbca B CaH-[XyHnnepo Hascerga. MNepcnektuea Ludposoro npo-
OOMIKEHMA KMU3HM NOCNEe CMEePTM CTaBMT YenoBeKa nepes Bbibopom,
NMb0o BOCNO/Ib30BaTLCA TEXHO/IOTMEN U rapaHTUMpPOBaTL cebe pan, nnbo
NPWUHATb CMEPTb U YIUTU B HEU3BECTHOCTb.

MofaBoAA UTOMM aHAM3a, MOXKHO 3aKNHOYUTb, YTO TEMA ANANEKTU-
KM TeNa WU CO3HAHWA aKTyasibHa CErofHs He TO/IbKO B KOHTeKcTe ¢u-
nocodun, Ho 1 HelpodM3MoNorMn, a TakKe U B 061acTM HOBENLINX
pa3paboTOK KOMMbIOTEPHbIX TEXHONOTUIA U CO3AaHUA UCKYCCTBEHHOTO
MHTennekTa. lccnegoBaHus cosgatenein 4enoBekonoaobHbIx poboTos
nomoratoT Helpodusmonoram n eunocodbam NPUBGAN3INTLCA K NMOHU-
MaHMI0 TOrO, KaK YCTPOEHO YeNoBeYyeckoe co3HaHue. KnHemartorpad B
¥aHpe KubepnaHK B CBOO oyepeab NpeABOCXULLAET MHOTUE OTKPbITUS
N B CUHTETUYECKOM XYL0XKECTBEHHOM BMAE MOKa3blBAaET BO3MOMKHbIE
NocneAcTBMA CPaLLLEHMA YE/TOBEKA U TEXHONOMMM, MoboYHble 3¢ deKTbI
3KCNEPMMEHTOB MO Pa3ae/ieHNo TeNa U CO3HAHMA, KIOHUPOBaHUSA Co-
3HaHMA U Tena U T.4. Takum 06pa3om, CUHEPTUNHbBIA MeXANUCUUNAN-
HapHbIA NOAXO4, K PAacCMOTPEHUID Npobaematnkm beHOMEHO/I0rMK
TeNa M CO3HaHWA NPeacTaBAAETCA Ha CEerogHAWHUN AeHb O4HUM U3
CaMbIX NPOAYKTUBHbIX.
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KR ONPEAENEHUIO TEPMUHA
«NAPTULUNTTALUUNA»

B KOHTEKCTE COBPEMEHHbIX
XYOOKECTBEHHbIX MPAKTUR

AHHOmMayua. B cmamee paccmompeHo noHAmMue «nap-
muyunayuu» 8 KOHMeKcme cospemMeHHOU Kynbmypsi U
uckyccmea. oKa3aHo, Ymo napmuyunayus cmaHosamcs
Ko4esbiM NoHAMuUeM npu PaccMompeHuU CoyuasnbHbIX
OmHoweHull U KonnekmusHbix rnpedcmasneHull, obHapy-
Husaem cebs 8 aKoHoMuYecKol, noaumu4veckoli, coyuarne-
Holi u xyooxcecmeeHHol cgepax. [aémca onpedeneHue
napmuyunayuu 8 PasHbIX Hay4Hsix obaacmsax: 6 ¢uso-
coghuu, uckyccmeogeOeHUU, 3KOHOMUKe, MOoAUMUKe, CO-
yuonoauu, ncuxonozuu. lNMapmuyunayua 8 cmamee pac-
cMampueaemcs Kak acmemudeckuli u xyodoxcecmeseHHbll
heHoMeH (8 KOHMeEKcme HeKaaccuyeckoli acmemuku).
C «acmemukoli napmuuyunayuu» cesa3bleaomcsa popmsi
scmemusayuu Yesnoseyeckux e3aumoodelicmsuli u akmue-
Hocmu 3pumeneli-napmuyunaHmos, 0603Ha4as MAaKUm
obpaszom cgpepy desmesnbHol 8bipazumenbHoCMuU Yesnose-
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yeckoli akmusHocmu. Paccmampusaemcs psd nodxo0os K
onpeodesneHUO NApPMUYUNAMopHol 3cmemuku, C8A3bl18at0-
wux coyqacmue co caedyouumu HanpasaeHuUamMmu: ¢ deaH-
e2apoHoli scmemukoll, ¢ a8MOPCKUM XyOOHeCmMBeHHbIM
meopyecmeom, C COYUGAbHbIMU U OeMOKpamu4eckumu
npouyeccamu, KaK yeHHocmeo duasoea (U KoHceHcyca), ¢ no-
AUMUYECKU-MOMUBUPOBAHHbLIMU U COYUAAbHO-AH2AXUPO-
B8AHHBLIMU MPOEKMAmMU, NapmMuUyunayus Kak camooocma-
moyHbili acmemuyeckull peHOMeH. M3 paccmompeHHbIxX
uccnedosaHuli 0enaemcs 861800, YMO MeXCOUCYUNAUHAp-
HOCMb, 2emepo2eHHOCMb MPAKMUK coyvyacmus oesaem
npobsaemamuy4HbIM paccyxo0eHuss o cmpoeoli crieyuguy-
Hocmu u obocobneHHocmu meopuyeckoli napmuyunayuu
8 COBpPeMeHHOM UCKyccmee U Kysabmype. Ykasbigaemcs,
ymo napmuyunayus (coyyacmue) 8 Kayecmee muna Xy-
doxcecmseHHO20 nogedeHus, 8 Kayecmae UHCMpymMeHma
Xyo0orecmeeHHOU KpUMUKU U UHCMpPpyMeHma akmueusa-
YuuU coyuanbHo20 0uan02a M03807a5em MepeocmbiCaUMb
MpaoduyUOHHbIE 3CmemuYecKue Kameaopuu. B pamkax
«3cmemuKu napmuyunayuu» ocyulecmsnsaemcs coeouHe-
HUe uUcKyccmea, noaumu4Yeckoli Koumuku, cyOKynemypHbix
MeouanpakmuKk U coyuasbHeix nabrauk-apm npoekmos,
Komopble Mo2ym 6bimb 8bipa3umesbHbl, 3¢hheKmHsbI U Co-
OdepxcamersibHel.

Knioueesbie cnoea: napmuyunayus, napmuyunamopHas
Kynemypa, napmuyunamopHas 3cmemuka, coy4acmue,
e3aumodelicmeue, cospemMeHHOe UCKYyccmeo.
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CONCERNING THE DEFINITION

OF A TERM “PARTICIPATION”

IN THE CONTEXT OF CONTEMPORARY
ARTISTIC PRACTICES

Abstract. The article examines the concept of “participation”
in the context of modern culture and art. It is shown that
“participation” becomes a key concept in the examination
of social relations and collective ideas, and also finds itself
in the economic, political, social and artistic spheres. The
definition of the participation is given in different scholarly
fields: philosophy, art criticism, economics, politics, sociology,
psychology. Participation in the article is perceived as an
aesthetic and artistic phenomenon (in the context of non-
classical esthetics). The forms of aesthetics of human
interactions and activities of the audience-participants are
connected withthe “aesthetics oftheparty”, therebyindicating
the sphere of active expressiveness of human activity.
A number of approaches to the definition of participatory
aesthetics linking complicity with the following directions
are examined: with avant-garde aesthetics, with the artistic
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creativity of the artist, with social and democratic processes,
as the value of dialogue (and consensus), with politically
motivated and socially engaged projects, and participation
as a self-sufficient esthetic phenomenon. The conclusion
is arrived at from the examined forms of research that the
interdisciplinary aspect and the heterogeneity of practices
of participation make arguments about the strict specificity
and separateness of creative participation in contemporary
art and culture problematic. It is indicated that participation
(or complicity) as a type of artistic behavior, an instrument
of artistic criticism and an instrument of activation of social
dialogue makes it possible to reevaluate the traditional
esthetic categories. Within the “esthetics of the party” there
is a realization of a combination of art, political criticism,
subcultural media practice and social public art projects
which can be expressive, effective and meaningful.
Keywords: participation, participatory culture, aesthetics of
the party, complicity, collaboration, contemporary art.

TepmuH «napmuyunayua» (OT aHra. participation — conpuyact-
HOCTb, COY4acTMe) UCMO/b3YETCA B PasfIMYHbIX HayyHbIX 0BNacTsx,
B TOM uncne B ¢punocodpuun, aHTPONONOTMKU, UCKYCCTBOBEAEHNM, KO-
HOMWKE, MOJSINTUKE, COLMONIOTUKN, NCUXONOoTUKM, Teonorum u np. U 8
KaXKAOM HanpasBAeHUN MMeeTCcA CBOE MOHMMaHMe napTULMnauun B
3aBMCMMOCTU OT KOHTEKCTOB, B KOTOPbIX MPUMEHEH 3TOT TEPMUH U
ero npoussogHble. Hanbonee obuiee onpegeneHve napTuLMnaumnm
— 3TO COBMECTHOE AeNCcTBME, coyyYacTMe B Kakom-anbo npouecce,
aene, meponpusatnn. Coydyactme o3Ha4YaeT «BO3MOMKHOCTb ObiTb Ya-
CTbto Yero-nnbo, 6bITb BOBNAEYEHHBIMY [1, p. 8].

ConpuyacTHOCTb, MAPTULMNALMA CTAHOBATCA K/OYEBbLIMM MOHA-
TUAMM NPU PACCMOTPEHMM COLMANBHBIX OTHOLIEHWI U KONJEKTUBHbIX
npeactaBaeHUin. B paMKax COLLMONOrMYECKUX UCCAef0BaHUI, KaK OT-
meyaeT O. AHMLKKUI, «nog, NapTUUMNALMENn B CTPOrOM CMbIC/1Ee CNOBa
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cnepyeT NOHMMATb BOB/IeYEHME NOAEN B AEATENbHOCTb CYLLECTBYHO-
LLMX OpraHuU3aunin, Kak GopmanbHbIX, Tak U HedopmanbHbIxX» [2, c. 32].

CoBpeMeHHbIA SKOHOMUYECKUIA CIoBapb AAET cneaytoliee onpe-
AeneHune sTomy TepMUHY: «napTuumnaumna — 1) sosaevyeHne nepco-
Hana B ynpasneHne GMpPMOI; pa3BUTUE YyBCTBA CONPUYACTHOCTM Y CO-
TPYAHWKOB C Lie/1bi0 MOBbILWEHWA 3aMHTEPECOBAHHOCTM B pe3y/ibTaTax
obuielt paboTbl; 2) yyacTve rpaxaaH, obllecTsa B rocyiapcTBEHHOM
ynpaBAeHUn sSKoHOMMKKoM» [3, c. 201].

B 3amagHON NOAUTMYECKOM HayKe nog napTvuMnaumeint noHuma-
tOTCA BCE BUAbI Y4aCTUA rparkaaH (406poBObHOE U BbIHYXAEHHOE) B
MOJIMTUYECKOM XKU3HU C LeNbl0 OKa3aHWUA BO3LENCTBMA HA NPUHATUE
PELUEHUI PaA3INYHBbIMU YPOBHAMM U UHCTUTYTAMU NOJUTUYECKOM CU-
CTeMbI. B 3TOM cmbiciie MapTUUMNaALMA PacCMaTPUBAETCA KaK OCHOBO-
nonaratoliee ycsioBMe AeMOKPATU3aUMKN U YCTPaHEHMA HEPABEHCTBA
B obliectBe, Kak mMexaHM3m TpaHcHOpMaLMM COLMONOANTUYECKUX
CTPYKTYpP M yCTapeBatoLwmMX YCTaHOBOK, PENPOAYLMPYIOLLNX HEpPaBEH-
CTBO, HECMPABEA/IMBOCTb M COLMANBHYIO U30AALMUIO.

«lMapmuyunamopHaa napaduasma» NPUXOANT Ha CMEHY NOAUTHKE
LEHTPaNN30BAHHOIO UHCTUTYLMOHAbHOTO KOHTPOAA 06LLEeCTBEHHOM
KU3HU, IMHENHBIM METOZaM UMPKYAALMU MHPOPMALUKN, NHAYCTPU-
aNbHbIM cnocobam MpPou3BOACTBA, OCHOBAHHbIM Ha BAACTU TPaHC-
HaLMOHa IbHbIX KOPMOPALWMiA, TPYNM 3KCNepTOB, BAACTU AEHEr u go-
MWHUPOBAHUN UAEONOTUN «OLHOMONAPHOTO MUpa». MpuUBeEpPKEHLbI
NapTULMNATOPHbIX METOA0B YCTPOMCTBA MMUPA CYMTAIOT, UTO rpa-
[AHCKas NapTUMLMNaLMa MOXET PaclMpuUTb NpaBa M BO3MOMKHOCTU
nogen, caenatb Haw MUp bonee AEMOKPATUYHBIM, CPAaBEAMBLIM U
addeKTUBHBIM.

MpuBneyeHne NOAXOLOB, OPUEHTUPOBAHHBIX Ha HYXKAbl U MHTe-
pecbl Ntofen, 03HaYaeT, YTO Ye/IOBEK CaM CTAaHOBUTCA OTBETCTBEHEH
3a CBOE Oyayliee, yBE/NMYMBAETCA POJIb «COLMANBHOIO Kanutana»,
CTUMYIMPYIOTCA BO3MOXKHOCTU M cBOOOAbI, NO3BOAAOWME NPOCTbIM
NogaM ynpasnATb passutuem obulectsa. CoseplueHcTBOBaHME 06-
LecTBa Ha OCHOBe CBODOAHOrO COy4yacTUa MO3BOAAET BCEM C/OAM
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HaceneHUA BNUATb, OCYLLECTBAATb U KOHTPOAMPOBATb AEATENbHOCTD,
MMEIOLLLYIO Ba)KHOE 3HayeHue ANA UX XKM3HWU, NoCpeacTBOM B3aUMO-
AEUCTBUA C YUPEKAEHUAMMN, AOMKHOCTHBIMU INLAMU N TEXHUYECKU-
MM KOHCY/IbTaHTaMM 1 np.

Bnpouem, HaxogATCA KaK KPUTUKKU, TaK U 3aUTHUKU NAPTULLK-
naunn. Mepsble BbICTYNAOT C KPUTUKOM NAPTULMNATOPHbLIX METOA0B
ycTpolicTBa 0bLecTBa U Ype3aMepHOro onTMMM3Ma Mno nosogy nep-
CNEeKTUB MACCOBOro coy4yactua. KnwouesbiM ANA HUX ABAAETCA TOT
daKT, YTO KOpMNopaLMKn 1 rocygapcTBO Ha4YMHAKOT UCNOAb30BaTb Nap-
TULUMMNATOPHbIE MPAKTUKU B CBOUX MHTEpecax, YTobbl rpaxaaHckas
napTuumMnaums cayxuna mx uensm [4; 5; 6].

Opyrne uccnepgosatenn, Kak, Hanpumep, A. Kopnsann, xenas
onpaBgaTb «AMCKYpPC NapTULMNauumn», MPU3HaAKT HEBO3MOMKHOCTb
6bICTPbIX NEPEMEH BO BNACTHbIX OTHOLIEHMAX B 06LIECTBE M NPU3bI-
BAlOT K BblpabOTKe «KOHLENTYa/IbHOrO MepPeoCMbICIEHNA NAPTULM-
nauuu B CBA3U C PaaMKaNbHOW MOINTUKOW OpraHusaumm Tpyga <...>
N paguvKaibHbIM MOHMMAHWEM TParKAAHCKOro obLiecTBa», KoTopble
NPOTUBOMOCTaBAATCA OBLENPUHATOMY MOHUMAHWUIO NapTULMNALUN
Kak «HauBHOM MaHauewn oT Bcex bea». Uccneposatenn npusHatorT,
yTo NoTpebyeTca «paAmKanbHaA PEKOHPUIYpPaLUAa» CYLLECTBYIOLWMX
BNACTHbIX OTHOLWIEHMI B 0obLLeCTBE M NepepacnpenefneHne OTBeT-
CTBEHHOCTU [7, p. 75-91].

HeopgHO3HaYHOCTb NMbepanbHbIX NPETEH3UM «AMUCKYypca MapTu-
uMnaumMm» o4YeBUAHa U Koraa pedb MAET 06 MCKyccTBe, couManbHo-
BOB/IEUEHHbIX apT-NpaKTUKax. Tak, obpalleHne K napTMunnaTopHbIM
CTpaTernam, BOCNPUHATOE Ha NepBbiX NOPaX HEKOTOPbIMU XYO0KHU-
Kamu ¢ 601blWIMM ONTUMM3MOM, HE MPUBENO K PeasibHOMY M3MeHe-
HWIO BNACTHbIX OTHOLIEHWIA BHYTPU WMHCTUTYUMUIN XYLOXKECTBEHHOro
MKMPa, 0 YEM NULLET TeopeTuK uckycctea . buu [8, p. 3]. To e ca-
MO€ MOXHO CKa3aTb M B OTHOLLIEHMM NAPTULMNALNM B CYOKYNBTYPHbBIX
TBOPYECKUX MeAManpaKTUKax, rae BeAyLlyto posib U ceivac npoaon-
AT UrpaTb KOMMEPLMA U AEHEXHO-BNACTHbIE OTHOLIEHMUA, O YEM
nuwyT I xkeHKnHc u M.T. Weidep [9; 6].
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Paccy»kaan o BOSHMKHOBEHMM B Halle Bpemsa ocoboro poaa «nap-
muyunamopHol Kyanbmypsl», aMepUKaHCKMIA Kynbtyposnor . [KeH-
KWMHC yTBEPXKAAET, YTO B NapTULMNATOPHbIX MeaManpakTUKax «He Bce
YYaCTHWUKM OONKHbI BHOCMTb CBOM BKNA4, HO BCE AO/MKHbI ObITb yBE-
PEHbI B TOM, YTO OHW MOTYT BHECTU BKNAA, U YTO 3TOT BKAag, byaeT co-
OTBETCTBYIOLMM 06pa3om oLeHEHY [9, p. 6].

B pamKax mepgmauccnegoBaHuii (meamateopusa) napTuumnaums
XapaKTepusyeTcs BO3SMOXKHOCTbIO N0b30BaTeiei akTMBHO CO34aBaTb
MeOMaKOHTEHT, BK/OYaACb B Cpeny eAUHOMbIWNEHHUKOB, B KOTO-
poW ocyllecTenaeTca obmeH U uMpKynsauma cBoboaHoO cosaaBaemon
nHbopmaumein. UccnegosaTenn MCNoJb3yOT NOHATUE «COBMECTHOE
cospgaHue» (co-creation) [10, p. 419-431] ana onucaHus npouecca
NPUMEHEHUs NOTPEebUTENIMMN AOCTYMHbIX KOMMbIOTEPHbIX MPOrpamm
n coumanbHbix CeTeBbIX cpes paau coumanmsaumm u ceoboaHom Kom-
MYHUKauun. MpoayKTbl NoNb30BaTENIbCKON AEATENbHOCTM, TaKME, KaK
¢dannbl, BUAeo, GoTo, KOMMEHTAPUU U NP. NPEACTABAATCA KaK LEeH-
HOCTU Ana coobuwecTsa NAapTULMNAHTOB.

Coumonor K. 6akoH-CMUT NOKa3bIBaET, YTO UNdpPOBble TEXHO/IOTUN
nomoratoT coobuwectBam ntobutenen HaydyHo ¢aHTacTUKK, daHTe-
31 M XKaHpa Y»KacoB AOCTUraTb KKOHCEHCYca» U «MNOCTPOEHMA B3au-
mocBszen» [11, p. 5]. 9T cBA3M 0b6pasyloTcA B Cpeaax, B KOTOPbIX,
No MHeHMUIo KynbTyponora I. [)KeHKWHca, BecbMa 3blb6KMe rpaHuLbl
MEXAY NPOU3BOAMUTENAMU U NOTpebutenamu, rae «ntobow ymtateno
MOXKET NMOHMMATbLCA Kak NoTeHUMa bHbIM aBTop» [12, p. 159].

Takum obpasom, napTMumnauma ecTb B3aUMOAENCTBUE MeXKAY
NoAbMU, KOraa KaxKabli YeNoBeK, NPOABAAA aKTUBHOCTb, AOMNO/HAET
pe3ynbTaTbl, NOJly4eHHble B NpoLecce B3aMMOObMeHa, Koraa Kaxabli
OEWNCTBYIOLLMIA aKTAHT caM No cebe — «meanym» BHYTpU meama. Kax-
Obl NAPTULMNAHT MOXET C034aBaTb YTO-TO, UCMOb3yA pe3yabTaTbl
Tpyaa (aKTMBHOCTU) ApYrMX NapTULMNAHTOB, U Pe3ynbTaT ero TBopye-
CKOM aKTUBHOCTU ByaeT fOCTYNeH ANA NPOAOIKEHMA UCNOb30BAHUSA
apyrumu. MapTyumnauma NoHMMAETCA Kak «CBOOOAHbIE» MeXCyOb-
€KTHble B3auMOAENCTBUSA B rpynne (Kak ¢ NpUMeHeHNem TEXHONOTU,
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TaK u 6e3 Hux). Llenb napTMumnaTopHbiX B3aMMOAENCTBUIA He B CO-
BMECTHOW peasiM3aLmm KaKoi-1Mb0o KOHKPETHOW 334a4m, HO B CaMmX
npoueccax COBMECTHOro AeicTBOBaHMS, akTUBHOCTU. YToObl 0603Ha-
YUTb NPOLLECC MAPTULMNATOPHBIM, TPebyeTCA coyvacTue Asyx u bonee
NapTULMNAHTOB, NOYYaIOLWMX BOSMOXHOCTb CBOOOAHO AeMCTBOBATL
BHYTPM CMOAE/IMPOBAHHOW CUTYaUUW MAM MPOCTPAHCTBA MPOEKTa.
B 3TOM cmbIc/ie CNOPTMBHbIE COCTA3AHUA, MY3blKa/ibHOE U aKTEpPCKoe
aHcambieBoe UCMONHUTENBCTBO, B3aMMOAEWCTBUA B pamKax npodec-
CWOHa/IbHbIX 065A3aHHOCTEN K NapTULMNALMUM OTHOLIEHUA HE UMEIOT.
MapTuuMnaTopHble B3aMMOAEWCTBMSA OCHOBaHbl Ha He3auHTepeco-
BaHHOW aKTUBHOCTM, KaK NpaBuio He NpodeccMoHasioB U naen, He-
NoCpPeACTBEHHO He 3aMHTEPECOBAHHbIX B MaTepuaabHOM UaK npoyeit
BbIFOAE OT COOCTBEHHbIX AENCTBUIA.

MonbITKM paccMaTpPUBATb NAPTULMMALMIO KAK ICTETUYECKUI U Xy-
[OMECTBEHHbIN heHOMeH (B KOHTEKCTE HEKNaCCMYEeCKOM 3CTeTUKM)
npeanpuHUMAlOTCA KaK MCKYCCTBOBEAAMM, TaK U MmeananccnesoBarte-
namm B CLLUA n cTpaHax 3anagHoi EBponbl. B pamkax napTuymnatop-
HOW 3CTETUKM BbIAENAOTCA Pa3IMYHble GOPMbl TBOPYECKOTO B3aUMO-
OENCTBUA, OCHOBaHHbIE Ha GM3MYECKOM aKTUBHOCTU MapPTULMMNAHTOB
(3puTeneir, nonb3oBaTtenei, caywartenen) u acTeTUINPYOLWME 3Ty aK-
TUBHOCTD.

B cyliecTByoWMX Noagxoaax NapTMLMNATOPHAN 3CTETMKA CBA3bIBA-
eTcs:

a) c asaHaapdHol «acmemukoli omkasa» om aemopa, om fpous-
sedeHus (Hanp., y M. AiowaHa, O:x. Kegxa, Mp. ®ntokeyc), om pazob-
WEHHoCcMu u coyuaneHol uzonuposaHHocmu awodeli 8 obuwecmse
(H. Byppwo). Mapmuyunayus paccmampusaemcs KAk meop4yeckoe
C030aHUe «CoUUanbHbIX popmayuii».

Paccykpan o napTMumMnaLmMm B aBaHrapanCcTCKOM KKOYe KaK O BO3-
MOKHOCTU TpaHCcHOpPMaLUMN TPALMLMOHHDIX XYAOKECTBEHHbIX MPUH-
uunos, H. XucmatynnHa onpegenaeT napTMUMNaLLmio B COBPEMEHHOM
MCKYCCTBE «KaK BMAOBOW MPM3HAK KOpMyca COBPEMEHHbIX MeXAMnC-
LUUNJMHAPHbIX XYA0KEeCTBEHHbIX NPakTMK» [13, c. 167]. OHa obHapy-
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KMBAET «aHTaroHNM3m» NapTUuunaLmMm B COBpeMEeHHOM UCKYCCTBE NO
OTHOLUEHWIO K KaTeropuun 3peauniLHocTn B 061actM BU3yasbHOIO UC-
KyCCTBa B LLE/IOM.

I AnmeHbepr cumTaeT, YTo Npom3BeseHne UCKyccTBa bonee He pe-
anu3yeT 3penuLl, U aBTOPCKMUX apT-06bEKTOB, @ 0bpalLeHO K camomy
3PUTENIbCKOMY «AKTY CO34aHMA», UCMbITAHNIO 3puTeseM COBCTBEHHOIO
«TBOPYECKOTO MOMEHTA», MCUXONOTMYECKUM PEAKLUAM U peasnbHOMY
B/AMAHWNIO 3pUTENA HA NPOLLECC KOHCTPYMPOBaAHUA NPOU3BEAEHMA: «Nap-
TUUMNATOPHOE UCKYCCTBO — 3TO “3puTensb B AENCTBUU”, UCNONb3YIOLLMIA
B Ka4YeCTBe IMaBHbIX CPeacTs CBOW BbIOOP M MHTYMUMio» [14, p. 5].

JencteutensHo, pag COBPEMEHHbIX XYAOKHUKOB 3aHMMAOTCA He
npeacTaBneHMeM mMaTepuasbHbIX 0ObEKTOB-NPOU3BEAEHUIN, HO CO3-
[at0T yCnoBuA ANA 06veaAnHEHUA Ntoael B eAMHOe KOMbIOHUTHU C 06-
WMMKN B3rASAMM UK, HANPOTUB, Nt0AEN C NONAPHBIMWU B3rNALAMM,
HO CTPEMALMXCA K e4MHEHUIO. XYAOXKHWUK B 3TOM C/ly4ae BbIMOHSA-
€T po/ib co34aTeNs KOMMYHUKALMIA, AN3aHepa COLMANbHOIO ONbITa
ANA yYaCTHMKOB-NApTMLMNAHTOB. Tak, Hanpumep, P. TupasaHua, K. un
W. XoxeHbtoxnep, M. XaaHUHT 3aHMMalOTCA NOCTPOeHMeM 06LLecTBeH-
HbIX COLMANbHO-KOMMYHUKATUBHbIX OTHOLUEHUIA WAWN «COLMANbHbIX
CUTYaUMA» B Pas3fIMYHbIX KOHTEKCTaxX. Takne pensiuMoHHble NPOeKTbl
HepeaKo 3aMMCTBYIOT ycToABLIMECA POPMbI COLMANbHOCTU: KoHe-
peHuMs, TaHel, noxog B 6ap, raseTta u npoyue.

KaTeropwma yyactua npegnonaraet co3gaHue KCKOHCTPYMPOBAHHbIX
cUTyaumii» — noHATUe, Bocxoasuee K I [lebopy 1 Bo3rnasnsemomn um
B 1950-1960-x IT. 3KCNepUMEHTaIbHOWN XyA0KeCTBEHHOM rpynne «Cu-
TYaUMOHUCTCKNIN MHTepHauMoHan». Ecam B TpaaMLMOHHOM «aBTOHOM-
HOM» NMPOU3BEAEHNUN UCTOYHMKOM ayTEHTUYHOCTU ABAAETCA XyLOXKe-
CTBEHHbIN reHui, TaNaHT, CO34alOWMNIN XyA0KECTBEHHYIO PEaNbHOCTb,
TO B MApTULMNATOPHOM Mapagurme ayTeHTUYHOCTb 3aMMCTBYETCA U3
chepbl HEXYAOKECTBEHHOW, PeasibHOM 3K3UCTEHUUWU. XyAOXKEeCTBEH-
Hbli MPOEKT npuobpeTaeT NOLJMHHOCTb, 3K3UCTEHUMANbHYO 060-
CHOBaAHHOCTb 33 CYET TOro, YTO OCHOBHOM ero matepuan — peasibHble
nogu.
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Npea npeactaBneHna «coumanbHbix GopmaLmMii» B KayecTse acTe-
TUYECKOMN [eATeNbHOCTM Obina npegiorkeHa GppaHLy3CKUM TeopeTU-
Kom wuckycctea H. bByppuo B cepeamHe 1990-x. byppuo onpegenset
«MCKYCCTBO B3aMMOOTHOLLEHWNI» KaK «HAbop Xy[0KeCTBEHHbIX NpakK-
TUK, TEOPETUYECKUX U NPAKTUYECKMX, KOTOPble NPUHMMAIOT B Kade-
CTBE OTNPABHOM TOYKM BCHO LLEIOCTHOCTb YE/10BEYECKUX OTHOLIEHW U
MX COLMANbHbIN KOHTEKCT, @ He TO/IbKO HE3aBMCMMbIE W YACTHbIE NPo-
cTpaHcTBa» [15, p. 14]. 3TOT KOHLUENT NpeacTaBAAeT NpousBeseHMe
MCKYCCTBA Kak «b6e3B03me3gHbIN Aap», KOTOPbIA MOXKET NpeacTaTh B
dopme KONNEKTUBHbIX YrOLWEHUIN, YaenuTU, BCTpeY TOBapULLEN, Be-
YEpPUHOK, PEKPYTUHIA, KOMaHAHbIX Urp, AUCKYCCUIA U APYrUX BUAOB
coumanbHbIx B3anmoaencTenin. NponssegeHne noHMMaeTca Kak dop-
Ma B3aMMOODOMeHa, B3aUMOAENCTBUA MEXAY XYAOKHUKOM U nybaun-
Koi. Hanpumep, P. TupaBaHua npeBpallaeT apT-rasiepen B MMMNpoBK-
3MpoBaHHble KyxHK, ®. loH3anec-Toppec npuaymbiBaeT apTedakTbl
ANA KONNEKTUBHOIo mMcnosb3osaHma, K. Xunn npeacrasndeT cepsuc-
Hble YCNYIM B KAYeCTBE UCKYCCTBA, HE MEHee 3aMeTHble apT-NPOEKTbI
npeactasaaoT J1. Tunnuk, B. Bukpodt, ®. MappeHo, . Oposko,
[K. XaaHuHr n ap.

Mo mMHeHWto Byppuro, KayecTBO «MCKYCCTBA B3aMMOOTHOLLEHWUI»
onpeaenseTca He ero 06bEKTUBHLIMU CBOWCTBAMM, HO CWUJION, C KO-
TOPOW TaKoOE WCKYCCTBO CMOCOBHO MPOTUMBOCTOATb FereMOHMM Ka-
MUTANIUCTUYECKON WAEO0/0TMM MU MACCOBOM KynbType notpebneHus.
ABTOp yBEpEH, YTO, CO3aBas 30HbI CBOOOAHOM KOMMYHMKaLUKN, MEXK-
JIMYHOCTHOTO B3aMMOODOMEHA, XYAOXKHUK CTUMYINMPYET ayauToOpMIo
K pednekcum 0 BaKHbIX A5 0bLecTBa Maeax, KoHUenTyaansmnpyer
LEHHOCTHbIe BONPOCHI peasbHOCTU. byppuo obpaluaetca K TepMUHY
K. MapKca «uWenb» WMAM «3a30p», O3Ha4aloWmMin cnocobHOCTb Co-
obLects nsberatb TOTA/IbHOrO KOHTPO/IA CO CTOPOHbI KanuTana (Ha-
npMmep, ¢ NOMoLblo GapTepa, aBTaPKUK, «Y4EPHOrO Hana» wu np.).
YyeHbIt npeanaraeT BOCAPUHUMATb MPOU3BEAEHUA COBPEMEHHbIX
XYAOXHWKOB KaK CpeacTBO peasin3aumy «COLMabHOrO 3a3opax:
«MPOCTPAHCTBO COLMANbHbIX OTHOLIEHWI, KOTOPOE, XOTA U GYHKLM-
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OHMPYET B pamMKax 0b6Lei cMCTeMbl, HO NpeanaraeT BO3MOXHOCTU
ANA B3aMMOZENCTBUA, NPEBbILWAIOWME Te, YTO JOCTYMHbI B CUCTEMED
[15, p. 16]. 9T0O cTaHOBUTCA BO3MOKHbIM 61arogaps TOMy, YTO B TaKMX
apT-npoekTax «popma NnpuopmuTeTHEE 0OBEKTOB, @ MPOLLECCHI BaXKHee
pedneKcUin: Kect NpPeBannpyeT Hag MaTepuanbHbiMmu Baarammu» [15,
p. 103].

Byppuo yTBepxaaeT, B NoA0OHbIX apT-NpaKTUKax camu coumanb-
Hble B3aMMOAENCTBUA CNOCOOHbI CO34aBaTb 3CTETUYECKYID dopmy
BblpaxeHuA. MocTaBuB B LEHTP BHMMAHMA BOMPOCHI COLMann3aLmm
M COLMANbHOCTM, UCCNEAOBATENb BUAUT «3CTETUKY B3aMMOOTHOLLe-
HUIM» He B KAyecTBe TEOPUM UCKYCCTBA, HO KaK «Teopuu apT-bopm»
N TouHee «Teopun dopmauminy [15, p. 21]. Ona byppuo 3Tm npak-
TUKW He NPOCTO BblparKeHMe XyA0XKHMKOM CBOUX UAEeN OTHOCUTENIbHO
Ba*KHOCTWU JINYHOCTHOIO ObLLEHUA, HO EANHCTBEHHO BO3MOXHOE YC-
JIOBME OpraHM3auuMm HenpeackasyemblX Mex4en0BeyecKUX B3ammo-
OEUCTBUI U X aPTUKYNSALMA B peasibHon dopme.

6) MapmuyunamopHyo 3cmemuKy C8A3bI8AHOM C A8MOPCKUM Xy-
doxtecmeeHHbIM MmeopYecmeomM, 8 KOmopom 3adelicmayromca npo-
yeccol coydacmus 2pynn napmuyunaHmos. Takoe NoOHMMaHue acTe-
TUKM «NapTULUMNATOPHOrO WMCKYyCCTBa» npeasaraer amepuKaHCKUi
apPT-KPUTUK U ncKyccTBoBeq, Knap Buwon [16]. OHa npusbiBaeT no-
HUMaTb «NaPTULUNATOPHOE UCKYCCTBO» 3CTETUYECKM, KaK aBTOPCKOe
MCKYCCTBO, OCYLLECTBAAEMOE NPU HENocpeacTBEHHOM Yy4YacTUM 3pu-
Tenen-napTMLMnaHToB. Ho npu 3TOM NapTUUMNAHT BCeraa AO/MKeH
MMeTb BO3MOXHOCTb OCTaBaTbCA HabnwogaTesnem, OUeHMBATb MNap-
TUUMNATOPHOE NPOM3BEAEHNE «CO CTOPOHbI». 10 MHeHuo buwon,
NapTULMNATOPHOE UCKYCCTBO OTYACTU MOMKET BbITb «aTTPAKTUBHbLIMY
UK, TOYHEE, MHTENNEKTYa/IbHO N KOHLLENTYa/IbHO BbIPa3UTENbHbIM U
371eraHTHbIM.

«MapTMUMNaTOPHOE UCKYCCTBO» aKTyanausuMpyeT pasHoobpasHble
BOMPOCHI: XYAOXHUKM paboTaloT C rocnoActsyowmmmn cnocobamm
meanapenpeseHTaunm, BblBAAOT 0bLEecTBEHHOe OTHOLIEHME K YC-
NOBUAM TPyAa, CKPbITble 3@ KaNnWUTa/JIMCTUYECKOW JIOTUKOM NpeacTaB-
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NEHUA CTPYKTYPbl 0O6BEKTUBALMK U T.4. XyAOKHUK 3a60TUTCA O Kaye-
CTBE NAPTULMMATOPHOIO apT-NPOEKTa, MOCKONbKY MMEHHO ero byayT
OLEeHWBATb 3pUTEAN M APT-KPUTUKK. Tak, npoekT «Camera Lucida»
(2006) amepmKaHCKOro XY40MHUKA YNJIMINCKOTO NPOUCXOXKAEHUSA Anb-
¢dpeno [Oxkaapa, «FAIL # BETTER (2004) TypeuKoro apT-KONNeKTMBa
Oda Projesi, «Nexus Architecture» (1997) xyaoxHuubl Jltocn OpTa,
«De Stri» (2001—- 2004) HEMELKOM XyAOXKHUUbI MaHHbI BaHH XUMC-
BUK, «Do you want an audience?» (2004) AHHUKM DpUKcoH, «Centro
Espacial Vik Muniz» (2006) 6pa3unbua Buka MyHUca — xapaKTepHble
NpMMepbl TaNaHTIMBO COBNOAEHHOIO BanaHca MeXAY XYA0KeCTBEH-
HbIM YKECTOM, BbIPa*KeHUEM NO3ULUN aBTOPOB M CMOAENMPOBAHHbI-
MW CUTYaUUAMU ANA AEACTBUIA COYHaCTHUKOB NPOEKTA.

Buwon u pag gpyrux uccneposateneit (P. ®pununr, K. BpayH)
CTPEMATCA BbIAENUTb XYAOKECTBEHHbIE MAPTULMNATOPHbLIE NMPOEKTbI
KaK OTAeNbHbIN BUA UAn «Popmy» COBPEMEHHOTO MCKYCCTBA, CNOCO6-
HYIO aKKyYMynMpOBaTb LEHHOCTHOE KOHLEMTyaslbHOEe COAEpPNKaHMe.
[na HUX BaXKHO BbIABUTb CNeLMbUKy NapTMLMNATOPHOIO MUCKYCCTBa,
pasrpaHMYMB TaKOE UCKYCCTBO OT TEX MPAKTUK, B KOTOPbIX coyvacTne
JIMLWLb MaHMbeCTUPYeTCA, HO He BbIMOMHAET coaepKaTe/bHOM 1 3cTe-
TUYECKM 3HaYMmoi ponu. K. buwon nposoguT reHesnc napTuumna-
TOPHOCTM, OCHOBbIBAACb HA UCTOPUM UCKyccTBa XX B. (nepdopmaHchbl
4ana, GyTypucToB, CIOPPEANUCTOB, CUTYaLMOHU3M, NPOEKTbl Boiica
n np.). OHa obCy»KAaeT BONPOCHI KOMEKTUBHOTO aBTOPCTBA, 3CTETU-
YECKMX KayecTB MPOU3BELEHUA MUCKYCCTBA M BO3MOXHOCTU XyLOMe-
CTBEHHOIO OCMbIC/IEHWA aKTyasIbHbIX MOAUTUYECKMX U COLMANbHbBIX
BOMPOCOB.

B) Scmemuky napmuyunayuu ceA3bl8ardm C COUUAAbHLIMU U
0eMOKpamu4ecKkUMU npoyeccamu, npedcmasasom KAK UeHHOCMb
duanoea (u KoHceHcyca) mexdy ndbMu (Kectep); Kak cybrynemyp-
Hoe cpedcmeo maccosozo meopyecmsaa (I. OxkeHKUHC). Tak, nccne-
posatenu, I. Kectep, H. TomncoH, W. AxeKkcoH, C. JTancn noHUmatoT
NapTULMNATOPHbIE NMPOEKTbl He CTO/IbKO KaK HOBbIW BWUA, UCKYCCTBA,
CKOJIbKO KaK COBpPeMeHHY0 GOopMy OpraHM30BaHHbIX NapTULMnaTop-
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HbIX «COBbITMIA», CO34aBaEMbIX AN1A ANAN0ra U OTKPbITbIX AUCKYCCUIA
O BaKHbIX Npobnemax coBpemeHHocTU. Kak oTmeuvaeT K. Bukepwu
(AHrnunAa), «cobbiTne o3HavaeT, 4TO Npou3BeaeHUe UCKyccTBa bonee
He CaMOZOCTaTO4YHO, a CTAHOBMUTCA YacTbio MPoLECcca AN MPOEKTa»
[17, p. 3].

B ycnoBuax «nocmmeduliHo2o cCOCMOAHUA» UCKYCCTBA, Koraa umo-
POBbI€ TEXHOJ/IOTMK MO3BOAOT NPeoaoneTb 060cobeHHOCTb U caMo-
CTOATENIbHOCTb Ka*KAOro M3 aBTOPCKUX MeauymoB, 60NbLINIA UHTEPEC
ANnA pafaa uccnegosaTeneit NpeacTaBaseT He PacCMOTPEHUE «CNeuu-
OUKMY» NapTULMNATOPHOrO UCKYCCTBA U ero XyaoXecTBeHHO-Bbipasu-
TeNbHbIX CPEACTB, HO Camo GYHKLMOHUPOBAHME apT-NapTULMNaLmWiA,
NapTULMNATOPHbIX MPOLECCOB M COLMANAbHO-KYALTYPHbIE nNocaes-
CTBUSA 3TOr0 GYHKLMOHMPOBAHMA.

Bo Bpema nposeaeHMA «NapTULMNATOPHOrO COBbITUA» MOryT
C034aBaTbCA U MaTepuasibHble 00beKTbl, U apTedaKTbl, HO MaBHaA
XYL0MKeCcTBEeHHan 3aja4a 34ecb — OopraHM3auma B3auMOZEeNCTBUIM U
OANHAMUKN KONNEKTUBHOIO obmeHa mexay paboToin u coumanbHbiM
OKpYKeHnem. NapTuumnatopHoe cobbiTve NPOBOLMPYET NPOAYKTUB-
HblA 0BMEH aKTUBHOCTAMMW (AENCTBUAMM), aKTUBHbIN ANANOT MeEXay
KypaTopom, XYAOKHUKOM, MyBAMKOWN, COUMAAbHbIM WU KyNbTYPHbLIM
OKPYKEHMEM KaK paBHbIMM MapTHEPaMU B «COBMECTHOM Auasore»
[18]. MopobHble NapTUUMNATOPHbIE «COBLITUA» MOTYT NPOXOAMUTb B
onpeaenéHHomn nokaumm (Ha ynuue, B Ny6ANYHbIX NPOCTPAHCTBAX M
np.) UM OAHOBPEMEHHO B HECKO/IbKMX MPOCTPAHCTBAX WM Jaxke B
ceTeBoM (OH-nalH) U BUPTYasIbHOM NPOCTPAHCTBAX.

Takue pasHOBMAHOCTU NapPTULMNATOPHbIX apT-NPaKTUK, KaK «ana-
NIOTMYEeCKoOe WCKYCCTBO», «PA3rOBOPHOE MCKYCCTBO», «MOrpaHUYHOe
MCKYCCTBOY», KHOBbIW ¥aHp Nabaunk-apT» NapTMUMNATOPHble MEeToAbI
— 3TO He CTONbKO OpraHn3aLma COBMeCcTHOM paboTbl pagu peanunsa-
LUUU MAEN XyA0XKHMKa, HO Npexie BCero cosaaHue ycaoBuii Ans Bbi-
X043 Ha HOBOE MOHMMaHMe BaXKHbIX 06LLEeCcTBEHHbIX BOMNpocoB. Map-
TULMMNAHTAM npeasaraeTtcs BbITU 3a rPaHuLbl CyObeKT-0ObEKTHbIX
OTHOLWEHW, U OTKPbIBaTb A5 ceba ocobble BOSMOXKHOCTM B NpoLec-
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CyanbHbIX, UMNPOBU3ALMOHHBIX, ANfLLeica npoueccax. Peub naet ob
3CTeTM3aunmn NPOU3BOACTBA 3HaHUA (aesthetic knowledge-production)
yepes NPoLECChl CO-AENCTBUA, CO-MbILUIEHUSA U CO-YyBCTBUA. «ICTe-
TMKa 3HaAHMAY» MOXKET MPUHUMaTb Gopy KyAbTYPHON M aHTPOMoso-
rmyeckon atHorpadum (apT-rpynna Frenchmottershead), Kputukm
HacneaMa HalUMOoHanbHOM maeHtnuHocty (MoxeH lepu), nccnenosa-
HWA COLMANMU3aLMOHHbIX MPOLIECCOB U anbTpymama (rpynna «People
United»), KynbTypHOro Kanutana (apT-rpynna Strange Cargo) v np.

NcTopuK nckycctBa M. KBOH BUAMT B NAPTULMMNATOPHbBIX KOMMY-
HUKaUMAX POXKAEHME HOBOIO TUMNA XyA0XKECTBEHHOM ayaUTOPUN, KO-
TOpas «roToBa OCTaBWTb Pa3B/IEYEHUA U NEPENTU K PaBHOMPABHbIM
conmKaroLWmMm guckycecmamy» [19, p. 132].

TepMWH «HOBbIN }KaHp Nabauk-apT» 6611 Nnpeanoxer C. flelicu ans
onpeaeneHns HoBbIX BUAOB apT-NPaKTUK, KOTOPble HENOCPEACTBEHHO
OCHOBaHbl Ha COLLMa/IbHbIX U KONIEKTUBHbIX B3aMMOLENCTBUAX NAPTU-
LMNAHTOB: KHOBbIN *KaHp NabauKk-apT Nnpeanaraet 06o6bwatowmii cno-
€06 KPUTUYECKOTO PaCCyKAEHMA O LLEHHOCTHbIX, STUMECKMX U OCTPbIX
couManbHbIX BOMpOCax C No3uumu uckyccrea» [20, p. 43].

CxoXKMM 06pa3om paccyKaaeT 0 COBPEMEHHOM UCKYCCTBE XY4OMK-
HUua u apT-kputuk C. Mabnuk, npeanaras cBoé onpeaeneHne nap-
TUUMNATOPHbIX apT-MPaKTUK — «3CTeTUKa eauHeHua» (connective
aesthetics). Takas «3CcTeTUKa», No MHeHWo MAa6AKK, No cBoei npu-
poae OAManornMyHa M CTaHOBWUTCA AOCTYMHOW AN OLLYLWEHUA TONbKO
yepes NpoLLEeccbl B3aMMOAENCTBUA MEXKAY MHOTMMMU COYYaCTHUKAMM.
IcTeTUKa eANHEHMA No03BOAET GOPMY/IMPOBATb KHOBOE MOHUMaHWe
1 HOBble cnocobbl BbiparkeHUs yenosedeckoro “a”» [21, p. 80].

r) Moaumuyecku-MomuBuUPOBAHHAA U COYUAIbHO-OH2AMHUPOBAH-
Has napmuyunayus (nabauk-apm). [pyro BapuwaHT 3cTeTU3aLMM
NapTULMNATOPHbIX B3aUMOALENCTBUIA CBA3LIBAOT C MOAUTUYECKU U
COUMaNbHO-MOTMBMPOBAHHbIM NAabANK-apTOM. B aTom cnydae naptu-
UMNauma CAyXuT BbipaboTKe y NapTULMMNAHTOB PAAA IMYHOCTHbIX Ha-
BblKOB B chepe 0b6LWEHUA, COLMANBHOTO AMaNora U NONUTUYECKUX U
COUMaANbHbIX B3aMMOOTHOLWEHWUN. MabanK-apT NPOHMKAET B TakMe 06-
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LLeCTBEHHO BaXKHble cdepbl Kak ynpaBneHue, duHaHcbl, nuap, obpa-
30BaHMWe N BCEBO3MOXHble BMAbl COLManbHOM paboTbl. B nabnuk-aprte
Ananor BbICTPaMBaAETCA MeXAay XYAOKHUKOM U UHCTUTYUUAMU, CMNOH-
CUPYIOLLMMM OpraHn3aumio NapTMLMNaTopHOro cobbiTma. MHCTUTYUUn
MHULMUPYIOT NapTULMNATOPHble apT-NPorpammbl, y4acTHMKaM KOTO-
pbIX NpeanaraeTca BHECTU CBOM BKNaf B CO34aHMe NPOEKTa, 3a 3TO UX
paboTa odumLManbHO (HEpeaKO MaTepurasibHO) BO3Harpaxaaercs.

MpuBNeYeHne UCKYCCTBa 1A pPeLleHna BONPOCOB, He OTHOCALLUXCA
K chepe UCKYCCTBa, CTUMY/IMPOBA/IO KEeCTKME AUCKYCCUM OTHOCUTENb-
HO PO/IM UCKYCCTBA MapTMUMNALMM U COLMAbHO-aHTaXKNPOBaHHbIX
ob6uLecTBeHHbIX NPoeKkTOB. M. Kennn npusoauT cnegyowme Kputepum
06LLEeCTBEHHbIX MapTULMNATOPHbIX NPOEKTOoB: 1) yyacTme Henpodec-
CUOHaNbHbIX XYA0XHUKOB; NPN 3TOM XYA0XKeCTBEHHbIE NPOEKTbI, KaK
NpPaBsui0, UHNLMNPOBAHbI, HO HE MOJIHOCTbIO CPEMKMUCCUPOBaAHbI XY-
OOXHUKOM; 2) yyacTme HenpodecCMOoHaNbHbIX XyA0XKHUKOB SIBNAETCA
HeobX0AMMOW COCTaBAIOLWEN STUX NPOEKTOB KaK Xy40KeCTBEHHbIX —
OHTO/IOMMYECKUN U CcoumanbHo; 3) peannsauma B obLWECTBEHHbIX NPO-
CTPaHCTBaX, T.e. BHE TPAAMLMOHHbIX XYAOMECTBEHHbIX UHCTUTYLNIA;
4) nonnTMYeCKan pesyNbTaTUBHOCTb: Hanpumep, GOpMUPYIOT CO0b-
LWeCcTBa, MOBbILAKT MNOAUTUYECKYIO U XYAO0XKECTBEHHYIO aKTUBHOCTD,
NPOBOLMPYIOT, BbIABAAIOT COUManbHble NpoTMBOpeYus 1 T.4. [22, p.
28-29].

Tem He meHee, KPpUTUKUN UCKYCCTBaA Yy4aCTMA He cnewaTt CTaBUTb
3HaK PaBEHCTBa MeXAy COLMaAbHOW NPaKTMKON U coumasbHOM pa-
60TON: NapTUUMNATOPHbIE MPOEKTbl He MOTyT BOCNPUHUMATLCA, BO-
NPEKU OXUAAHUAM XYAOMKHUKOB, KaK MONHOLEHHbIA MHCTPYMEHT He-
MOCPEeACTBEHHOIO COLMAZIbHOTO U3MEHEHUSA U B LIE/IOM COXPaHAIOT
CUMBOJ/IMYECKUI XapaKTep BbiCKa3biBaHUA. HeCcMOTpA Ha aHTaroHM3m
MO OTHOLWEHUIO K MHCTUTYTaM 3PeNMLLIHOCTM, MPaKTUKK y4acTua B TO
e Bpemsa BNucaHbl B Xy40KeCTBEHHYI0 MHPPaCTPYKTYpy. OHU PUHAH-
CUpYoTCA, BNocneacTtBMn aKCNOHUPYHOTCA U NETMTUMU3NPYIOTCA TEMU
Xe doHOaMK, My3esMK, U3LaHUAMM U OKa3bIBAlOTCA HECOCTOATE b-
HbIMW U HeNpPU3HaHHbIMU BHE 3TON MHOPACTPYKTYpPbI.
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a) Mapmuyunayuro npedcmasasiom KaK camocmosmensHelli
acmemuyecKkuli ¢heHOMeH (paccmampusaromcs Kpacoma U 8038bi-
WweHHoe 8 XydoxecmeeHHbIX U meduanapmuyunayuax). Tak, npo-
¢deccop Anbyprckoro yHusepcuteTta (JaHus) ®. XallHpux B aHanuse
KOHLLeNUUM «NapTULLMNATOPHOIO BO3BbILEHHOMO» M «MApTULMNATOP-
HOW KpacoTbl», onpeaenseT NapTULMNAaTOPHYIO KpacoTy Yyepes ayTo-
NoSTUYECKME CaMOpPa3BMBAIOLLMECS CUCTEMbI, UCCAEAyA LUMPOKWUI
CMEKTP COBPEMEHHbIX XYAOMECTBEHHbIX U KYy/AbTYPHbIX NPaKTUK [23].
OcHoBHanA rmnoTesa XaliHpuxa 3aKNOYAETCA B TOM, YTO KPacoTy B nap-
TULMNATOPHOM MCKYCCTBE MOMKHO OMMCATb Kak KOMMIEKCHbIN 3bdeKT
OT NO/1b30BaTe/IbCKOM MepUEenLmMmu, UCCef0BaHMsA aaroOpPUTMUYECKUX
cueHapueB paboTbl U yCNeLWHOoN peanmsaumm obLmx KoHuenTyab-
HbIX 334a4 NofAobHbIX NpousBeseHUin. KpacoTa nepexkmBaeTcsa Tor-
A3, Korga napTMLMNaHTbl MOHMMALOT, KaK M 4YTO Heobxoanmo AenaTsb,
yTo6bI apTedakT/NPOeKT oNTUManbHbIM 06pasom GyHKLMOHMPOBAI.
XanHpUx pasnunyaet Tpu cnocoba oLLyLWeHnsa napTMuunaLmm — Buc-
LepanbHbli, KOMMYHUKATUBHbLIA M KOHLENTYasIbHbIA U NbITaeTcA Ha
KOHKPETHbIX NpUMepax BbIABUTb UX CBA3b C NepeXnBaHWEM YyBCTBa
KpacoTbl.

M3 pacCMOTPEHHbIX Bbille MCCNEeAO0BaHUIA OYEBUAHO, UYTO MEMK-
ANCLUMNANHAPHOCTb, FeTePOreHHOCTb MPAKTUK Ccoy4vacTua pgenaet
NPob6seMaTUYHbIM PACCYKAEHUA O CTPOron cneunduyHocTn u 060o-
Co061eHHOCTM TBOPYECKOWN MAapTULMNALMKN B COBPEMEHHOM UCKYCCTBE
n KynbType. MNpeactaBnaeTca NPoAYKTUBHBIM PacLIMPeHHoe onpeje-
NeHue acTeTndeckon cdepbl NAaPTULMNALLUN: B HEE MOMKHO BKIOUYUTD
BECb CMEKTP NPAKTUK COY4acTusa, He OrpaHMYEHHbIA AULWb CoLuManb-
HO-aHTaXMPOBAHHbIMU MPOEKTAMMN UIU «ABTOPCKMMM» NapTuumna-
TOPHbIMM Npou3BeAeHUAMMU. [apTULMNaLMA MOXKET NpeacTaBNATbCA
WMPOKO — KaK CpeacTBO OpraHuW3aumnn, MOTMBMPOBAHMA, 0bHOBNE-
HWA, aKTyaNM3aLMmM U 3CTETU3ALMM aKTUBHOCTU U AEACTBUIN NApTULU-
NaHToB.

B aTOM cnyyae € «3CTETUKON MapTUUMNaLMM» MOXKHO CBA3aTb Jito-
bble popmbl 3CTETU3ALMM YEOBEYECKUX B3aUMOLENCTBUIN U aKTUB-
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HOCTU 3puTeneii/nonb3osaTeneit (NapTULMNAHTOB), 0603HAUMB TAKUM
obpasom coepy aeATenbHON BbIPasUTENBHOCTM YEI0BEYECKOW aKTUB-
HOCTW. MOMEHTbI aKTyann3aLmMm TBOPYECKOTO AeNCTBOBAHMA KaxKabl
pa3 HoBble, UX HE YAACTCA NOBTOPUTL M NPobaemaTUYHO NPeacTaBUTb
B KauecTBe CpeacTBa penpeseHTaLmu.

MapTuumMnaTopHble apT-MPAKTUKM NPeAcTaBAsAaioT coboli TBopye-
CKME 3KCNEePUMEHTbI C BbICTPAaUBAHMEM MEXKIUYHOCTHBIX U COUMANb-
HbIX OTHOLUEHUIN MeXAay COy4acTHUKaMM, MOUCK MHANBUAYANbHBIX U
KONJIEKTUBHBIX CNOCO60B B3aMMOAENCTBUA KaK C TEKCTaMW MPOM3-
BEAEHWI, TaK U BHYTPM COOBLLECTB NAPTULMNAHTOB 418 TOro, YTOObI
npoBoLMpPOBaTb HenpeasuaeHHble cuTyauun adpdpeKkTMBHOM nan co-
3HaTeNIbHOM aKTUBHOCTW.

MapTuumnauma (coyvactve) B KayecTBe TUMNA XyAOXKECTBEHHOIO
NoBeAEeHMA, B KayecTBe WMHCTPYMEHTA XYLOXECTBEHHOW KPUTUKMU U
WMHCTPYMEHTa aKTMBU3aLMWN COLMANbHOrO Auanora No3BoaseT nepe-
OCMbICNNTb TPAAMUMOHHbIE 3CTeTUYECKMe KaTeropuu. B pamkax
«3CTETUKM MAapTULMNALMNY OCYLLECTBNAETCA COeAMHEHNE UCKYCCTBA,
NONTUYECKOW KPUTUKM, CYOKYNBTYPHbIX MegManpakTUK U coumanb-
HbIX Nab/MK-apT NPOEKTOB, YTO MO3BOJIAET CO34aBaTb COBPEMEHHbIE
NPOEKTbl Ha CTbIKE COLMANbHON KOMMYHUKAaTUBUCTUKMU U UCKYCCTBA,
KOTOpble MOTYT BbITb BblpasuTesibHbl, 3GGEKTHbI U PACLIMPAIOT KPyro-
30p COBPEMEHHOTO Ye/I0BEKa.
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THE PREHISTORY OF THE MAGIC
OF SCREENS. MOTIVES FROM
THE “ILLIAD” AND THE “ODYSSEY”

Abstract. The author examines the motives of the Homeric
epic poems associated with the concept of the transition zone
and the screen as a surface presenting separated, frequently
changed visual imagery. The word screen has many
meanings, including those of a protective surface, screen,
shield, or barrier. The author considers it useful in the context
of Homer’s epos, always to keep in mind the possibility of
the screen as an external layer for a certain core, a certain
content, independent of the screen and concealed behind it.

For Homer the earth is the meeting point of the two worlds,
the human and the superhuman. The air space in Homer is
regarded by the author as the territory of sacred messages
(for example, in the form of the bird flight), which people
should be able to read correctly. The plane of the earth, on
which the battle of the Greeks and the Trojans took place,
reveals features of a screen displaying its dynamic “content”
whenever the gods begin to follow the battle from Olympus
or mount Ida, or the Trojans view it from the top of the city
wall. The wall built by the Achaeans functions as another
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platitude of the screen. It also presents a kind of decoration,
a background against which the battle scenes unfold.

The motives of the divine polymorphism are viewed as a
manifestation in the essence of the gods of the magical living
screen. The option of turning the screen off, of concealment
of the visual forms is shown by the ability of the gods to hide
themselves and humans in clouds or in the darkness. The
phenomenon of Achilles “shield as a platitude with a dynamic
image consisting of different, simultaneously developing
scenes of action is analyzed. The image of Penelope weaving
and disbanding the thread of the funeral veil becomes
important as the image of management of time by means
of modeling the visual form. The article outlines the line of
development of the spectator-actor position in European
culture—from the gods watching the world of humans and
intervening in the course of events, to players of computer
games. The author comes to the conclusion about the great
importance of the images of permanent play and spectacle
in the magical universe of the “lliad” and the “Odyssey.”
Keywords: screen culture, Homer, media, transition zone,
polymorphism, the shield of Achilles, the shroud, the
Achaean wall.

THE PREHISTORY OF THE MAGIC OF SCREENS.
MOTIVES FROM THE “ILLIAD” AND THE “ODYSSEY”

According to a number of parameters the screen gadgets of our
times are perceived by everyday consciousness as a variety of magical
objects. The construction of the television set, the computer, the cell
phone or the tablet computer is thought of as being complex and
incomprehensible for people without the corresponding technical
education or need for self-education or elucidation for themselves
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of the principles of the work of electronic screen-based technology.
For this reason, the present-day screens present a new sort of
magical objects given to the disposal of broad consumer masses. The
later thereby acquire the illusion of mastery over the present-day
democratized magic—the magic designed for everybody.

Moreover, the perfection of the screen-based technologies is
taking place at such a rapid pace that the human being does not have
time presently to get used to the possibilities of the screens nor to
cease wondering at their scope and diversity. The magic of the screens
is constantly renewed, as is its perception by the consumers, which
is the reason why the habit of use of screens does not supersede
the sense of magic, which continues to develop and expand in our
everyday space.

As we have already formulated in the other issues of “Nauka
televideniya
to pass beyond the frameworks of contemporary everyday perceptions
and to define the essence of the screen as a phenomenon which does

” [H

The Science of Television”], it is considered productive

not limit its existence with the era of the cinema and of electronics,
and, generally speaking, not limited to its connection with the culture
of the Early Modern Period. Thus, the screen presents a platitude,
or, it must be added, an entity which carries out the function of a
platitude/surface, on which a distant, changing image may appear
[1, p. 66-67]. The word “screen” itself (Russian aKkpaH, French ecran)
presumes several meanings at once. Along with the meaning of
platitude for the projection of images, there is also the meaning of
the protecting surface, an object which cordons off, in the manner
of a folding screen, shield or backstop. In the English tradition the
appliance of the word “screen” is very broad: for example, this is how
the wall of the medieval banquet hall was called, along which there
were elements of decoration brought in and performances for the
feasting aristocrats held [2, p. 5].

In the translations into English of the commentaries of Eustathios
of Thessaloniki (ca. 1115—ca.1195) to the works of Homer the word
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“screen” also figures in the meaning of a separating surface, the outer
layer. In particular, Richard Hunter analyzes the concept of Eustathios
that the myths presented in Homer’s works as “shadows or screens
for noble thoughts” [3, p. 32], and for this reason the images of
the “lliad” and the “Odyssey” need to be interpreted as allegories.
The contemporary researcher notes that such an approach towards
Homer on the part of the medieval thinker is developed in many ways
from the traditions of the Neo-Platonics, who considered that the
outer meanings and images of the poems comprise certain shields
and folding screens, which it is necessary to draw apart in order to
find way to the genuine, allegorized truth. The latter always remains
unseen to those who are not capable of making spiritual efforts or is
not educated [3, p. 32-33].

In this case we shall be interested in the screen in the meaning
of the outer surface, the medium of visual imagery, information,
meanings, but also capable of presenting the outer layer of a certain
whole, presuming an inner filling, content or core. Considering the
Russian scholarly tradition of the narrow understanding of the screen,
we shall also make use of the term “ur-screen” and “ur-screen form”
in relation to a number of visual phenomena connected with the
culture of the distant past.

Theemergenceofthephenomenonofthecontemporaryexperience
of the magic of the screens requires the presence of a tradition of a
special attitude towards magic as such. For this reason in the present
article we shall examine certain early forms of magic well-known from
religious beliefs and described in the epos and shall cogitate on the
question whether in the history of culture the movement towards
screen-thinking and to those motives which the contemporary screen
reality shall replicate so actively is beginning to take shape. Is there a
vector of development leading to the present screen-related forms
placed at the foundation of the history of culture?

Thus, the ancient consciousness cognizes the whole world as being
permeable for superhuman presence, for a close communication and
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interaction between people and gods. This is illustrated very well in
the “Epos of Gilgamesh,” the “lliad” and the “Odyssey.” At any moment
the voice of a god may be heard from the heavens, at any moment
humans may turn to the gods. It is absolutely apparent that the entire
world, including the earthly, immanent world, is comprehended as a
total transitory zone.

If in the “Epos of Gilgamesh” there are no descriptions of concrete
actions of the gods or the spatial environment in which they carry
them out, in the “lliad” and the “Odyssey” the life of the gods, the ways
and habits of Olympus are described in great detail. The authoritative
researcher of ancient epos Marcel Detienne sees in this a phenomenon
subject to detailed analysis [4]. All the ancient gods are visualized.
And, once again, the gods may appear in the world of humans in any
numbers and for any period of time and communicate with them. The
entire immanent world presents a zone of meeting of two worlds—the
human and the superhuman. In the “lliad” the gods appear in the sites
of battles, in the fields before the walls of Troy, during the arguments
between the Achaeans on their ships, on sea shores, on the sea surface,
in Troy itself—practically everywhere. In the Odyssey communication
with the gods also takes place everywhere, including in the cities, on
the roads, in the palaces, in the huts, in the underwater world, etc.

One of the transitory worlds localized in space is thought to be man
himself. In a number of cases the human being described is a chosen
one, be it a priest or a prophet. However, the voices, knowledge, vison,
a certain information acquired from the other world may penetrate
into the inner world of any person. Such a means for the interaction of
the two worlds is well known from the histories of the pagan religions
and Christianity. In addition, it has been written about in detail in our
research work “Fenomen vizual’'nogo...” [“The Phenomenon of the
Visual...”], since it is particularly this form of interaction between the
two worlds which generates the type individually, with the inner sight
of perceived visual ability [5, p. 335-364]. This means of interaction
between the two worlds is also revealed in Homer’s epos. For example,
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in the “lliad” Zeus sends a deceptive dream to Agamemnon about a
swift conquest of Troy, while in the “Odyssey” Athena creates a specter
of Penelope’s sister Iphthime and sends her to Odysseus’ house, so
that he would appear to Penelope in her dream and comfort her.

MESSAGES IN THE AERIAL ENVIRONMENT

| wish also to turn the reader’s attention to other variants of
communication between the worlds presented in Homer’s epos. One
type of communication is connected with people’s preparedness to
perceive certain natural phenomena as signs sent by the gods and
presenting ciphered meanings. Thus, Odysseus reminds the Achaeans
of the miracle demonstrated by the gods during the sacrificial rite: the
appeared dragon devoured eight bird nestlings and their mother, and
then turned into a stone.

“Full of his god, the reverend Chalcas cried,

‘Ye Grecian warriors! lay your fears aside.

This wondrous signal Jove himself displays,

Of long, long labours, but eternal praise.

As many birds as by the snake were slain,

So many years the toils of Greece remain;

But wait the tenth, for llion’s fall decreed:’

Thus spoke the prophet, thus the Fates succeed.
Obey, ye Grecians! with submission wait,

Nor let your flight avert the Trojan fate.” [6, I1]

Sometimes the hero addresses the god purposefully, praying to
show signs in order to assure himself of the benevolence of the latter
and the rightness of his own actions. This is how Priam acts, preparing
to visit the Achaeans’ camp:
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“O first and greatest! heaven’s imperial lord!
On lofty Ida’s holy hill adored!

To stern Achilles now direct my ways,

And teach him mercy when a father prays.

If such thy will, despatch from yonder sky

Thy sacred bird, celestial augury!

Let the strong sovereign of the plumy race
Tower on the right of yon ethereal space;

So shall thy suppliant, strengthen’d from above,
Fearless pursue the journey mark’d by Jove.”
Jove heard his prayer, and from the throne on high,
Despatch’d his bird, celestial augury! [6, XXIV]

Sometimes a god appears as a mortal, and then instantly flies
away, turning into a bird, which causes great astonishment among
the protagonists, and among the best of the best—certainty that only
they have been visited by a divinity.

Discernment of forthcoming events and the attitudes of the gods
towards what is happening as reflected in the flight of birds was a
stable component of the real everyday life of the entire ancient
world. In particular, such episodes are reflected in the works of
Publius Cornelius Tacitus. Let us cite one of them: “Meanwhile, the
commander’s attention was drawn by a beautiful omen: eight eagles
flew by in the direction of the forest and descended there. Seeing
them, he explained, addressing the warriors, that they would follow
the Roman birds, the archetypal sanctities of the legions” [7, I, 17].

In such situations the ur-screen form is taken up by the aerial milieu
with the bodies and other natural phenomena (such as lightnings)
caught within the range of human survey. In Homer, as in general in
the Ancient Greek tradition, the changes in aerial space are perceived
as a magic text consciously “written” by a superhuman will, which
is in store for humans to read correctly. (In other cultural traditions
something totally different may be allotted the role of the ur-screen

HAYKA TENEBUAEHUA Ne 14.1, 2018 86 THE ART AND SCIENCE OF TELEVISION



form. Thus, in Ancient Mesopotamia it was very a popular action to
read fortunes with the aid of the entrails of animals). It is not the
object itself or the phenomenon carrying out the functions close to
those of a screen, but also the need for interpretation of particular
phenomena of the outer world as signs from above—signs endowed
with symbolic forms, allegoricality and targeted orientation. Such an
interpretation of natural phenomena testifies of the fact that man
cognizes himself in dialogue with a magical universe. And the universe
is realized as being directed at communication with humans, turned
towards human consciousness.

The antiheroes, as a rule, are incapable not only of reading
accurately the superhuman scripts in the aerial environment, but even
of feeling and acknowledging their magical quality. Thus, Penelope’s
suitors do not wish to hear the prophecy of the sage Halitherses,
who skillfully determined people’s fortunes by observing the flight of
birds and who saw an ill omen in the appearance of two eagles, who
severely scratched each others’ breasts and necks. The eagles were
sent by Zeus during a public assembly, in which Telemachus made the
attempt to expostulate the suitors and declared of his attempt to sail
in search for information about Odysseus. One of the suitors answers
Halitherses:

......... Here thou art sage in vain — | better read the skies
Unnumber’d birds glide through the aerial way;

Vagrants of air, and unforeboding stray.

Cold in the tomb, or in the deeps below,

Ulysses lies; oh wert thou laid as low! [8, II]

DIVINE POLYMORPHISM. THE BODY AS AN UR-SCREEN

A well-deserved hero may not be able to recognize an immortal
god in the guise of an ordinary mortal. But, at the same time, his
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behavior would not be provoking, impudent or disrespectful. In
general, rudeness in addressing strangers and wanderers, no matter
how wretched they may appear, is an unsound and even a dangerous
habit. Noble heroes do not possess such habits. They consider the
possibility each second to find out from passers-by, travelers or
chance strangers something important for themselves, i.e. to make
use of them as bearers and transmitters of information. The second,
even weightier reason for observing the ritual of hospitality is the
possibility to find oneself facing a god who took on an unrecognizable
image. Some of the suitors attempt to bring to his senses Antinous,
who was especially rude towards Odysseus, appearing unrecognized
among them as a beggar:

His furious deed the general anger moved,

All, even the worst, condemn’d; and some reproved.
“Was ever chief for wars like these renown’d?

Il fits the stranger and the poor to wound.
Unbless’d thy hand! if in this low disguise

Wander, perhaps, some inmate of the skies;

They (curious oft of mortal actions) deign

In forms like these to round the earth and main,
Just and unjust recording in their mind,

And with sure eyes inspecting all mankind.” [8, XVII]

Disrespect for strangers, beggars, tramps or travelers is equal to
disrespect towards the gods.

It seems that both indicated reasons, the socially-informational
and the religious, had played an essential role in establishing the
tradition of an emphatically respectful attitude towards wanderers
and strangers, regardless of their visible insignia.

At the same time, concealment of one’s own essence behind
a deceptive external appearance—a screen or an artful verbal
concoction is evaluated as ingenuousness and god-likeness. Arriving
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to his native Ithaca, Odysseus does not recognize either his native
land, or the goddess Athena, who appears to him in the guise of a
young shepherd. Athena rebukes Odysseus for this, who has time to
make up for her a lot of tall tales about himself, but does not become
angry, since, as the goddess acknowledges,

“Sufficed it not, that, thy long labours pass’d,
Secure thou seest thy native shore at last?

But this to me? who, like thyself, excel

In arts of counsel and dissembling well;

To me? whose wit exceeds the powers divine,

No less than mortals are surpass’d by thine.” [8, XIII]

Presented only on an equal stature to the goddess in his intellectual
capabilities, Odysseus answer Athena with a refined politeness and
respect, exalting her superhuman capabilities:

“Goddess of wisdom! (Ithacus replies,)
He who discerns thee must be truly wise,
So seldom view’d and ever in disguise!” [8, XIII]

This presents an ideal form of the ritual of demonstration of mutual
respect between the divinity and the hero.

This type of communication between the world of humans and
the world of the gods, when a god or goddess appears to humans,
frequently appears in Homer. Georgia Petridou dedicates an entire
monograph to the appearances of divinities described in Ancient
Greek literature and known in their cultural activities, and draws our
attention to the polymorphism of the Ancient Greek gods [9, p. 33].
A god is capable of taking on any appearance, be it that of an animal,
a human, a plant or a natural phenomenon. In these metamorphoses
there could be found the display of superhuman power, as well as
the pragmatic aspiration to the condition when communication with
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humans would pass safely and effectively [9, p. 38—40]. In a number
of cases the heroes find themselves in the condition when they are
not only able to understand that they are communicating with a god
or goddess, but also seemingly to understand, to “view” the divine
entity with their inner vision. Thus, Helen recognizes the beautiful
Aphrodite, who appeared to her in the image of an old woman, i.e., it
turns out that the beauty of the goddess “shows through” through the
guise of an old woman [9, p. 38].

Polymorphism presumes that the very body of a divinity is an
ur-screen. It is not always clarified, particularly which principle of
transfiguration is chosen as a divinity in a concrete case—whether
it is an embodiment in another body, or the transformation of one’s
physical shell imitating the outer appearance of a certain person. One
of such cases of specification takes place in the “Odyssey,” when the
suitors are approached by Noemonus, from whom Athena, having
taken the image of Mentor, borrowed the ship. Noemonus says:

“...And Mentor, captain of the lordly crew,

Or some celestial in his reverend form,

Safe from the secret rock and adverse storm,
Pilot’s the course; for when the glimmering ray
Of yester dawn disclosed the tender day,

Mentor himself | saw, and much admired,” [8, IV]

The human guise, frequently with the portrait features of a face
familiar to the protagonists, turns out to be a screen form transmitting
the will of the divinity. The god or goddess decides, in the guise of
which mortal it is comfortable for him or her to appear before the
appropriate hero and to speak to him. Thus, the goddess Iris appears
before the Trojans in the guise of Priam’s son Politus when they are
conferring in the court before Priam’s abode. Hector discerns the
solemnly speaking goddess. And to Helen Iris appears in the image of
her daughter-in-law Laodice.
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Athena chooses in a psychologically precise manner the guises
of the mortals in which she appears during the process of her aid to
Telemachus, who suffers from the lack of presence of a strong father
and is in need of a substituting figure [10, p. 38]. The goddess appears
either in the image of Mentes, a wanderer, who was acquainted with
Odysseus, or in the image of Mentor, the friend of King Odysseus, to
whom the latter had once entrusted his house. The goddess plays her
roles skillfully, sincerely undergoing transformation into mortals and
discoursing as a man honoring the gods must discourse:

The thoughts which roll within my ravish’d breast,
To me, no seer, the inspiring gods suggest;

Nor skill'd nor studious, with prophetic eye

To judge the winged omens of the sky. [8, 1]

Later Athena even takes on the appearance of Telemachus himself,
in order to run around the entire city and invite several citizens in the
name of the son of Odysseus to join the trip. The outward image of
the earthly person is prone to imitation and is used as a portal for
transmission of divine speech, the divine will and moods. At that, the
inner unity of the physical shell, functioning as an ur-screen, and the
transmitted message contained in the former is not preserved—and
must not be preserved—herein lies the entire meaning. Instead of
a self-superseding unity the percipient sees before him a two-level
image-riddle, image-trial and image-precept. On the extroversive
visual stratum—the screen—there is an inner essence concealed,
a core, the “authorship” of the transmitted content. The person
establishing connections with the earthly individual is not revealed
directly. The ur-screen-body demonstrates “not what is,” but works as
a concealing stratum.

The gods are at liberty to turn a mortal’s outward look into an ur-
screen surface, the appearance of which is changeable. These divine
actions may be directed both against mortals and in the name of
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their salvation and success. Circe turns Odysseus’ companions into
pigs, and then returns to them their human appearance. After that
they all end up looking handsomer and younger. Athena changes
Odysseus’ appearance, at alternate times either endowing him with
a taller height and more solid constitution and beautifully arranged
curly hair, so that he could look more dignified as a guest at a feast,
or transforming him into a miserable old man with crusts around his
eyelids, so that nobody in Ithaca would recognize him prior to the
properly aligned time.

THE DISTANT IMPACT OF THE GODS AND THE MANIA OF PLAY

The human being can also become the exerciser of advice and
orders given by the strong obviously or implicitly. The gods are capable
of instilling their will, certain moods and tactics of action to mortals.
As Homer recounts about Odysseus, suffering the wrath of Poseidon:

“So the rough rock had shagg’d Ulysses hands,

And now had perish’d, whelm’d beneath the main,
The unhappy man; e’en fate had been in vain;

But all-subduing Pallas lent her power,

And prudence saved him in the needful hour.” [8, V]

Or Nausicaa, the daughter of King Alcinous, behaves herself unlike
the girls accompanying her, upon seeing Odysseus, frightening in his
appearance after his lengthy wanderings throughout the seas:

Wide o’er the shore with many a piercing cry

To rocks, to caves, the frightened virgins fly;

All but the nymph; the nymph stood fix'd alone,
By Pallas arm’d with boldness not her own. [8, VI]
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The cult of mediated communication, which is able to assume
various forms is apparent. Sometimes the divine participation is
disclosed in a rather perceptible and visible way for the heroes, while
at other times it remains unnoticed by them. At that, sometimes the
divinity affects not the hero himself, whose actions it wishes to control,
but something else—other mortals, or inanimate objects. In order to
wake up Odysseus, asleep in a pile of leaves, Athena causes a ball which
Nausicaa with her friends plays with fly away into the sea. The girls
shout, and Odysseus awakes.

Why is it necessary to wake up Odysseus in such a complex manner?
Each time the control of the inner conditions of the mortal heroes
happens in a slightly different way than before. And this is an absolutely
intrinsically valued stipulation, which seems to complicate the game of
the gods and make it particularly into a game, the entire essence of
which is in the variability, sophistication and unselfish ingenuity.

It is important for the narrator to show in a bright and diverse
manner the boundless capabilities of the gods, their resourcefulness.
And for the gods themselves it is exceedingly important to display
their fantasy upon the mediated control of human behavior. The
playing stipulation of mediation. The scene of the “chance” meeting
of Nausicaa and Odysseus extrinsically seems to be an elemental self-
development of events, and not a reality painstakingly constructed
by Athena. This simulacrum is strong and captivating. So even Athena
herself has the opportunity of enjoying it autonomously from anyone’s
conscious impact.

And here the naturally arises the association with computer games
of new generations, endowed with a convincing picture, conclusively
“documentary” and seeming to assure the players that even though
they operate the virtual reality of the game, still all the changes in it take
place “by themselves.” the players seem to view these changes entirely
from the outside as an autonomous spectacle entirely independent of
their will or actons.

In their turn, the Homeric gods clearly do not wish to lose their
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role of observers or spectators following the proceeding events from
advantageous positions, from a distance, turning the picture of the
world into an effective and enthralling spectacle, which seems not to
be “programed” or regulated. In all possibility, this also reveals the
inner, unconscious resistance on the part of the gods to the foreclosure
of many destinies—to observe that which is not priorly set is more
interesting, so they also possess the stimulus to vary and diversify the
course of events within the frameworks of what is known beforehand
and what is fitting. This nuance of divine behavior testifies of Homer’s
subtle, almost psychological elaboration of the specificity of the divine
souls. It passes far beyond the archetypic images known in mythology
and connected with the possession by the gods of magical objects,
magical traits and capabilities.

In Homer’s poems Zeus embodies not only the archetypes of
the father and the spouse, as is customary to define in scholarly
research [11], nand not only the obvious archetype of the ruler. While
Poseidon merely plans to destroy the Thracians’ ship, so that they
would not dare any more to aid the travelers who ired the sea god,
Zeus advises to act much more ingenuously: to create an impressive
picture of transformations and changes in the landscape, looking like a
momentous change of decorations:

“We will it (Jove replies).

E’en when with transport blackening all the strand,
The swarming people hail their ship to land,

Fix her for ever, a memorial stone:

Still let her seem to sail, and seem alone.

The trembling crowds shall see the sudden shade

Of whelming mountains overhang their head!” [8, XIII]

Homer’s mortal heroes, whose existence is modeled by the gods
with a special predilection, nonetheless, do not act analogously to

puppets, totally dependent and bereft of freedom of will. The heroes
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do not waive responsibility for their action, do not stop viewing
themselves as full-fledged protagonists of the cosmic whole. And the
gods also relate to them not perely as to purely functional tools of
their desires.

In our days television reporters or television show hosts frequently
project not from themselves personally, and not only on their own
behalf, but from the positions of certain powerful structures, whether
in the name of certain powerful structures, whether they be political
parties, the government of business circles. The voice of the media
personage demonstrates simultaneously himself, and, as it may
seem, not entirely him, but someone who is standing behind his
back, remaining offscreen, behind the curtains of public view and
interaction. And in a certain sense this is similar to the image of the
action of the Homeric heroes under the impact of the gods.

At the same time, the dual behavior of Homer’s heroes, functioning
actively and judiciously, though succumbing to the instructions and
to the mediated influence of the gods, appears to be much more
harmonious. The impact of the gods in the majority of cases does not
have a perceptible pragmatic tint, and the heroes do not regard their
influence as brute force over themselves dictated by aspiration towards
certain goals lying beyond the natural laws of the universe. Yes, the
gods use humans, but humans also invoke the gods, attempting to
use the latter patronage in an advantageous way. Both of them create
a single grandiose game of fate, in which man hardly appears as a a
mere plaything of superhuman beings.

Humans for the gods represent their favorite heroes, or the heroes
who ired them, but, nonetheless, heroes, in some way analogous
to the protagonists of an adventure-related artistic work. The gods
have a certain inner “dependence” on the world of humans. This is
particularly a psychological dependence, that is, a steadfast habit,
the irresistible urge constantly to observe the world of humans, to
experience emotionally what happens to humans and to direct their
behavior and their destinies.
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And now Olympus’ shining gates unfold;

The gods, with Jove, assume their thrones of gold:
Immortal Hebe, fresh with bloom divine,

The golden goblet crowns with purple wine:

While the full bowls flow round, the powers employ
Their careful eyes on long-contended Troy. [6, IV]

But Phoebus now from llion’s towering height

Shines forth reveal’d, and animates the fight.
“Trojans, be bold, and force with force oppose;

Your foaming steeds urge headlong on the foes!

Nor are their bodies rocks, nor ribb’d with steel; [6, V]

The gods’ observation and influence on humans is of a chronic
character. It entices them as novelists of different time periods were
enticed by writing novels with sequels, and as Pushkin’s Tatiana
was drawn to reading novels. As modern people are drawn to serial
television shows and computer games. As in the present day fans are
drawn to creating their own compositions based on motives from
favorite well-known books, comic books, cartoons and fiction films.
The goal of such artistic activities, as it seems to us, consists in man’s
permanent connectivity with the “other reality” idolized by him, to
the life of the favorite dramatis personae in the center of the modeled
world. At that, man may be drawn to a certain single role—of an
inspired creator of a “second reality” or as an enthralled perceiving
subject. Or he may aspire towards combining both roles. He may love
to compose and model, either individually or in a good company.

The “lliad” shows a collective, or, rather, a command-based, large-
scale game-spectacle, in which entire hosts of mortals and many gods
at once are involved. In the “Odyssey” the game-spectacle carries
primarily an individual character, the stage-direction of which is led by
Athena, while the other gods and goddesses appear rarely in it.

As has long been proven by scholarship in the person of Milman
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Parry (1902-1935), the perceiving auditorium of Homer’s epical
poems initially consisted of enraptured listeners who hearkened to oral
recitation [10, p. 325—-365]. in a very significant present-day research
work Oliver Taplin arrives at the conclusion that the “lliad” and the
“Odyssey” were created, first of all, as holistic, artistically perfect
compositions, and second, if one takes into account the particularities
of the epoch of the oral stage of literature, may have been recited in
various cities of the Greek world before large gatherings of people,
during festivities dedicated to particular deities. The recitation of
the “lliad,” most likely, took up three evenings, while the “Odyssey”
was recited during two evenings for many hours [12, p. 44]. Thereby,
listeners became figuratively speaking witnesses of the fates of the
ancient great heroes, attuning themselves to the world of Homer’s
epos for a lengthy period of time, turning away from their everyday
work and realities. To a certain degree they ended up assuming the
roles of the Olympic gods, permanently attached to the “other reality”
of the heroes.

Unlike the gods, the listeners did not possess the ability to view
with outer physical sight what was happening to Homer’s heroes. But
here they were aided by Homer’s picturesque descriptive language,
his readiness to appeal to the experience of nature, the sanctuaries
and the objective world, directly encountered by every Greek [12, p.
46]. Homer’s narration was supposed to awaken the imagination, the
ready ability to envision the occurring events with an inner glance, to
generate in his own consciousness images described in an expressive
way by the narrator. In Homer’s poetry the traits of verbal visualization
are strong.

The culture of the Earrly Modern Period is democratized even more
and brings in broader masses to the perception and creation of works
of art, and also develops more actively the principles of seriality and
of disconnection of the modeled artistic reality, of either apparent or
concealed interactivity. And the present-day human being by means
of screen appliances acquires the abilities of chronic observation and
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participation in the modeling of the observed worlds, in directing
the lives of his famous protagonists—which in many ways becomes
analogous to the style of life of the deities in Homer’s epos. The same
principle is maintained, but the objects of its application are changed.
Real people and the real world are replaced by fictitious heroes in
a fictitious reality, diverse in terms of aspects of genre, incorporeal,
purely visual, concentrated in the computer-based space.

Thus the space of culture actualizes the instinct of preservation
and resolves the problem of presenting the majority with stably
desired and highly evaluated possibilities. Masses of recipients of
artistic production obtain the illusion of the divine abilities of distant
control—but in forms that are safe for the real world, in polygons of
virtual reality. The influence on it is not so dangerous and does not
lead to insurmountable catastrophes to which people’s actions in the
surrounding environment lead. This is a tamed, illusory quasi-divinity,
accessible to many, but for this reason not leading to the creation of
artistically perfect compositions analogous to Homer’s epos, or he
masterpieces of the art of cinema. This refers to the realization of
needs of the masses, or, most likely, to the entertainment acquired by
artistic recipients, and not to the high artistic value of the conditional
“other realities” created by them.

It is also important to accentuate the fact that notwithstanding
the presence of the motives of superhuman impact, Homer’s epos is
by no means a direct source of the contemporary fantastic motive of
the medium, or “zombification,” when certain beings, whether they
be super-humans or scholars, possessing powerful technologies, fully
control the human consciousness and will, turning people into tools
for their interests. First, in order that such a motive becomes formed in
the way it is known from works of contemporary mass culture, another
type of evaluation of impact on human consciousness is necessary.
Homer does not have a negative attitude towards divine activity, nor
does he have a critical interpretation of the principle as such of the
manipulation of the gods with the consciousness and the behavior of
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humans—dissatisfaction may be generated only by separate actions,
which harm some of the protagonists. The gods convince, but the
convinced people, at that, do not cease from being perceived as full-
fledged acting personae, albeit subject to the rule of the gods. And,
nonetheless, the heroes act, by controlling themselves actively.

On the other hand, the present-day motive of impact on will and
consciousness presumes the initial orientation on a critical attitude
towards such a control and direction. Such type of control is evaluated
negatively, as something unlawful and undesirable. And the persons
who are in control are understood to be enemies, as a superfluous and
frightening link in the world of elemental development and action.
The sense of harmonious hierarchy between the human and the
superhuman is broken. The experience of the integrity of interaction
of the heroes with a diverse level of possibilities is broken.

Nonetheless, in contemporary cinema, especially in the genre of
fantasy, one may also encounter variants of transformation that are
close to the Homeric motives. As before the games with changes of
bodies and the hero’s life in another body remain topical. The ability
to change numerous times the human guise in which a person’s
essene will live remains relevant for the characters of the Russian films
Nochnoy dozor” [“Night Watch”] and “Dnevnoy dozor” [“Daytime
Watch”], the cult television series Doctor Who, the films X-Men, “Split”
and others. Polymorphism continues to be perceived as a feature, if
not of a god, then that of a superhuman.

Likewise broad is thespectrum of interpretations of the ability of
distant impact on the part of the heroes on their surrounding world.
This motive lets itself be known already in silent movies (for example,
“The Cabinet of Dr. Caligari” or “Dr. Mabuse der Spieler), subsequently
manifesting itself in both the mass and the philosophical independent
films (for example, in Andrei Tarkovsky’s “Stalker” or “The Sacrifice”).
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PRESERVE IN A CLOUD. REBOOT. TURN OFF

The gods are endowed with the ability and the prerogative of
regulating visual perception, wherein are connected the heroes’
reactions on the happening events and the possibility of action
itself. Not infrequently the gods sharply cut off the torrent of visual
information. What does Hera do in the “lliad” to distract Zeus for a
period of time from observing the battles between the Trojans and
the Achaeans? She appears before Zeus in such a captivating way,
that he begins to experience an irresistible amorous urge. Then Hera
expresses her doubt of whether they should indulge in their passion
on Ida, where they may be seen.

Thus answer’d mild the cloud-compelling Jove:

“Nor god nor mortal shall our joys behold,

Shaded with clouds, and circumfused in gold;

Not even the sun, who darts through heaven his rays,

And whose broad eye the extended earth surveys.” [6, XIV]

Essentially, Hera provokes Zeus to conceal himself with her for a
time in a cloud and to distance himself from the entire world, losing
his sight of the battling hosts of Achaeans and Trojans. In another
situation Aphrodite takes Paris away from a duel with Menelaus in a
cloud and returns him to Troy. In the “Odyssey” the main protagonist
is temporarily made invisible by Athena:

Unseen he glided through the joyous crowd,

With darkness circled, and an ambient cloud.
Direct to great Alcinous’ throne he came,

And prostrate fell before the imperial dame.

Then from around him dropp’d the veil of night;
Sudden he shines, and manifest to sight.

The nobles gaze, with awful fear oppress’d;

Silent they gaze, and eye the godlike guest. [8, VII]
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“To preserve in a cloud” is a popular command in the contemporary
computer technology for preserving information. But the principle of
concealment itself in a cloud has by no means been invented by the
computer geniuses. InHomer’s magic universe the ability to conceal and
preserve oneself in a cloud is a prerogative of the gods, and presently,
in virtual reality, is modeled and used by people “virtually.” What
changes is the model of the cloud and the object stored in temporary
isolation, but the principle invented by mythological consciousness is
fully reproduced.

The Trojan horse, which is built by Odysseus at the suggestion of
Athena, just as the shelter from the cyclone under the bellies of sheep
(already contrived without divine participation), are varieties of the
same principle of the “cloud,” however, applied without any magic,
with the most ordinary mechanical objects and earthly mortal humans.
Odysseus, as the most intellectual hero, is capable of receiving from
the gods the idea of the cloud and transforming it by means available
to mortals. And if corporeal polymorphism is inherent to a god, the
human being with the aid of the goddess discovers the polymorphism
of maneuvre and technology which acquires various manifestations,
sometimes unrecognizable ones.

This paves the way for the crystallization of the principle, which shall
subsequently be transformed in the history of culture—the principle
of non-identicalness of the outer appearance and its inner content.
For all intents and purposes, inside the Trojan horse there could have
been anything—gold, ammunition, food, animals, etc. The outer cover,
or the concealing stratum are autonomous from what fills it up inside.
And the filling is capable of changing numerous times. As such, this is
what forms the principle of the “content,” applied in television, as well
as computer and Internet reality. The very principle of the box, or the
corpus-based media, developed up to the levels of the television set or
the computer, is “monumented,” and anything one wishes, any type of
programs, informational blocks or images is “fed” into it. A computer is
capable of storing any materials whatsoever, and websites may be filled
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with any content—the storing body is not responsible for what is stored
inside it. This is the responsibility of the moderators of the content.

One of the devices for stopping battles that is most accessible to the
gods is spreading darkness, obscuration of the space, a sort of turning
off the visible world. Ajax calls during the battle, after the darkness
sent by the god spreads:

“Oh king! Oh father! hear my humble prayer:

Dispel this cloud, the light of heaven restore;

Give me to see, and Ajax asks no more:

If Greece must perish, we thy will obey,

But let us perish in the face of day!”

With tears the hero spoke, and at his prayer

The god relenting clear’d the clouded air;

Forth burst the sun with all-enlightening ray;

The blaze of armour flash’d against the day.” [6, XVII]

However, since the outer world continues to exist, the temporary
spread of darkness or the envelopment by the cloud is more analogous
to a computer reset, a temporary and rather brief cessation of normal
active functioning.

Quite specific is the divine ability of local shutdown of any segment
of reality or any one of its separate dwellers, whether it be a god or
a mortal. The magician-goddess Circe appears among the Achaeans
invisible. In the final song of the “lliad” Priam striding by the camps
of the Achaeans is accompanied by Hermes, who puts to sleep the
watchmen of the Achaeans and who opens up the heavy bolts first of
the wall tower, and then of Achilles’ dwelling. There are plenty of such
episodes in both the “lliad” and the “Odyssey.”

At the same time, death is interpreted by Homer as the covering
with darkness of a person’s glance. According to Bassi, two poetic
formulas of the indication of death undergo variation in the “lliad”—
the “fatal end covered him” (telos thanatoio kalupse) or “darkness
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covered his eyes” (skoto socce kalupse) [13, p. 135]. Hereby, the
irreversible “obscuration” of the view is what signifies the penetration
of darkness into the inner world of man, which is what defines death.
The willful suicide of the valorous Terminator in James Cameron’s film
“Terminator 2: The Day of Judgment” will be depicted as the darkening
of the screen, which is the brain of a robot, in which one red spot
remains burning for a few seconds, and then it also disappears, and
total darkness reigns.

In Ancient Greek literature individual death is frequently perceived
particularly as the spreading of “inner darkness” within man. However,
the reverse logic is not always present, and the analogy of death/
sleep is not absolute. Blindness, a variety of “inner darkness,” may be
fruitful, vivifying for consciousness, endowing man with extraordinary
knowledge, “inner vision” and wisdom. A considerable amount of
research has been done about this, so we shall not dwell upon this
motive in great detail. Let us merely sum up that the images of
incursion or disappearance of darkness means turning changes in the
large exterior world as well as in the interior world of the individual.
The gods possess the ability to play with darkness and to create
illusions of temporary non-existence of separate sections of the outer
world. The image of darkness may present the visualization of both
the irreversible non-existence of a concrete person and the supposed,
reversible non-being of surrounding reality.

Turning off and turning on form the two major regimes of being
for the present-day screen reality. The technology of instantaneous
appearance and disappearance of the screen image, inexplicable on
the level of ordinary thinking, carries in itself the cultural relation with
magic created by divine will. The various kinds of obscuration continue
to play the role of visualization of non-being, non-functioning, non-
presence—in the context of which, nonetheless, negation does not
mean emptiness or the void. Non-being in the guise of darkness is
not the absence of being, but a special regime of being, presence,
functioning, the so-called “sleeping regime.”
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THE POLY-SCREEN SHIELD OF ACHILLES

There have appeared forerunners of the idea of the contemporary
screen. In the “lliad” pre-screen features become obvious in the shield
of Achilles, forged by Hephaestus and described in great detail. Herein
lies a fantastic form with dynamic descriptions.

“Then first he form’d the immense and solid shield;
Rich various artifice emblazed the field;

Its utmost verge a threefold circle bound;253

A silver chain suspends the massy round;

Five ample plates the broad expanse compose,

And godlike labours on the surface rose.

There shone the image of the master-mind:

There earth, there heaven, there ocean he design’d;
The unwearied sun, the moon completely round;
The starry lights that heaven’s high convex crown’d;” [6, XVIII]
“Two cities radiant on the shield appear,

The image one of peace, and one of war.

Here sacred pomp and genial feast delight,

And solemn dance, and hymeneal rite;” [6, XVIII]
“Another part (a prospect differing far)255

Glow’d with refulgent arms, and horrid war.

Two mighty hosts a leaguer’d town embrace,

And one would pillage, one would burn the place.
Meantime the townsmen, arm’d with silent care,

A secret ambush on the foe prepare:

Their wives, their children, and the watchful band
Of trembling parents, on the turrets stand.” [6, XVIII]

“A field deep furrow’d next the god design’d,256
The third time labour’d by the sweating hind;
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The shining shares full many ploughmen guide,
And turn their crooked yokes on every side.” [6, XVIII]

The scenes depicted by Hephaestus unfold matrimonial dances,
there is an argument going on about punishment for murder, there
is a robbery of cattle and the chase of abductors, etc. Everything is
permeated with dynamism and life. The description causes us to
forget that we have before us a portion of the armament. Hephaestus’
work appears as a genuine magical spectacle. The shield creates the
impression of almost a poly-screen device, which even a present-day
computer cannot match. In the scenes depicted on the shield various
events take place on a parallel level, various spaces coexist with each
other, and the destinies of many people are realized.

Even Lessing in his work “Laocoon...” asserted that Homer describes
the shield “not as an object that is absolutely ready or complete, but as
an object that is being created...he creates a live depiction of action”
[14, p. 42]. What is essential is that such a principle of description in
itself, close to the narration of really visible events, does not present
a unique example of Homer, but dates back to the accepted tradition
of Ancient Greek literature, about which Andrew S. Becker writes in
detail in his book [2, p. 30-34]. So first of all we ask the question, what
kind of effects are created by the complicated description of the shield,
resembling a magic screen in the “lliad” in the context of the entire line
of Achilles.

The rich visual imagery of the shield is, indeed, the sign that it was
created by Hephaestus on Olympus. There are no other signs of magic
revealed on the shield, nor will they be revealed during the course
of the battle. The shield will not conduce, for example, any magical
rescue from some almost invincible danger. (Ancient Greek mythology
does include other conceptions of shields: Perseus’ shield enables him
to defeat the Gorgon Medusa and remain alive. At that, the shield
carries out the function of a mirror,—once again, representing the
ur-screen,—making it possible for Perseus not to look at the Gorgon).
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The legthy description manifests the lengthy duration of the narrator’s
admiration of the form of the shield, an absolutely disinterested
admiration, carrying a “purely aesthetic” character. At the same time,
by his admiration of the shield Homer seems to convince himself and
his listeners that Hephaestus did everything he was capable of. But
the more magnificent and grandiose the shield is, the more tortuous
becomes the realization of the hero’s inevitable death. According
to the precise observation of S.L. Schein, the gifts of the immortals
merely heighlight the immutable fact of Achilles’ mortality [15, p. 93].
And this is all the more essential, that it is particularly this hero who is
constantly correlated with the divine element [15, p. 91].

The more magical the shield is, the more perceptible is the drama
of the lack of absolute magical qualities of its bearer. The shield made
by a god cannot turn Achilles into a completely invulnerable hero. The
shield strikes our imagination, but fails to save the hero from death.
The shield has an overabundant dynamics of convivial forms—the
dynamics of Achilles’ life is supposed to end soon.

The magical poly-screen quality of the shield highlights the fate of
the hero and accentuates the contrast of a magical objects and the
mortality of the not fully protected, not fully magical living body. The
image of the shield seems to manifest the desire to grant the hope
of saving the life of Achilles—and at the same time to indicate at its
futility. As Ruth Scodell shows in her work, Homer’s works appeal in
many way to the direct reaction of the listeners. But, at the same time,
the listeners comprise for the most part people who are well familiar
with the expounded mythological subject matter. In addition, the
narration itself is thought of as something ready, absolutely complete
and existing in the consciousness of the Muse [16, p. 66-68]. the
narrator is faced with the goal of directing this type of perception of
the initiate and the informed, whereas the attention is drawn not in
the least by the chain of events, but by something else.

The description of the shield forms one of the digressions which
slows down the development of the events and even to a certain degree

HAYKA TENEBUAEHUA Ne 14.1, 2018 106 THE ART AND SCIENCE OF TELEVISION



containing a “false key,” when all of a sudden the listeners may put in
doubt whatin particularthe Muse is about to tell them. Notwithstanding
the knowledge of Achilles’ fate, the listener may receive the impression
during the process of the description of the shield that the hero may be
saved. However, this direct sensation does not negate the possibility of
its realization as a tortuous illusion, something deceptive, imaginary,
albeit, no less desired. Thereby, the lengthy description of the visual
aspect of the shield dramatizes the listener’s perception, awakens
additional reflection, and generates contradictory emotions. It invokes
the listener’s ability to realize the inner mental ambivalence between
the description of the “poly-screen” shield, where everything is possible
at the same time, and singly directed vector of the destiny of the hero,
which cannot be altered, and in the realization of which Achilles cannot
do otherwise but die.

VISUALIZATION OF THE MOTION OF TIME.
THE COVERLET OF PENELOPE

In the “Odyssey,” which is built on lengthy and numerous delays of
the return of the main protagonist home, the motive of regulation of
the perception of the motion of time is specially accentuated. Games
with time are within the power of Calypso on her magical island, where
a year seems to be a month, and a month seams to be one day. Calypso
slows down the experience of time and brings in subjectivity to its
motion. And it is absolutely not important, nor is it explainable, how
she manages to do so. Calypso is a nymph, and magic is magic.

When man is in need of the same effects of slowed down time,
the life of visual matter comes to his aid. What does Odysseus’ wife
Penelope do to postpone the moment of her decision of her choice
among one of her suitors? She weaves a coverlet, which she disbands
every night again. That is, she creates visual matter, the quality of thr
change of which is supposed to signify the motion of time, to measure
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the course of time. It is interesting to note that the necessity for the
coverlet is motivated by the heroine as her duty to make a funeral
shroud for Odysseus’ father, Laertes, an old man of advanced age.
Disbanding the woven coverlet, meant to postpone her choice of her
bridegroom, also appears as the postponement of the death of Laertes.

Penelope simulates the dynamics of the life of the woven piece of
cloth—and in reality with its aid she unwinds the thread of time back.
Thi sis very similar to the way how in various movie plots, in order
to gain time, prior to escaping from some confinement, the main
characters contrive to set the security camera on a flash back, and the
antagonists who observe them mistake the stopped camera for static
motion on the part of the person they are observing, while the latter
has long dislocated and left the place of confinement.

Homer’s Penelope, who lived long before the advent of electronic
technologies, nonetheless, works particularly with visual illusions. And
her actions in ther game of subjectivization and visualization of time
exists against the background of the magic of the nymph Calypso.
Penelope succeeds in deceiving the suitors for three years. The nymph
Calypso holds Odysseus by her side, all in all, for eight years. Of course,
the latter presents a greater amount of time, but the numbers are
comparable, especially considering the absence of any magic in the
case of Penelope. The suitors, accusing Penelope of deceit, tell her
that Athena is convincing her of many such machinations. However,
the suitors’ surmises are never given any direct proof. Penelope herself
would say only once that a demon put her wise to weave the coverlet
in order to deceive the suitors. But that is only in one single case. Such
frequent and varied assistance from anyone among the immortals as
Odysseus receives is not granted to Penelope either by Athena or by any
other gods. Rather, the narration reflects relay interaction. Odysseus is
helped by Athena, while Penelope is helped primarily by her love for
Odysseus. And in her actions Penelope shows herself as the worthy
wife of the intellectual Odysseus. John Winkler in the chapter titled
“The Cunning of Penelope and Homer” of his monograph devoted to
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the gender aspects of the culture of Ancient Greece even elaborates
the thought that the personae of Odysseus and Penelope display one
single individuality, both protagonists are characterized by the same
features [17, p. 129-161].

While in the “lliad” the element of male self-expression reigns
supreme, andthe cunningman Odysseusimitates the gods by contriving
the horse meant to function as a concealing cloud, in the Odyssey,
with its cult of the household and matrimony there is a depiction of a
plot of female cunning, the heroine imitating the immortal nymph in
her actions. In both cases the imitation is unintentional, involuntary
and undeclared. It seems that nobody notices it or estimates it as
imitation. But this is essentially what it is in Homer’s plot outline.

SPECTACLES AND PLATITUDES.
THE EARTH’S SURFACE AND WALLS

A more complex variant of imitation and its evaluations is carried
in itself by another ur-screen image: the wall built up by the Achaeans
in the process of the final period of the war. The wall presents a large
vertical surface, and even ifitincludes towers, it still remains analogous
to the platitude of the screen. The Achaeans’ wall described by Homer
had aroused debates as back as he time of Antiquity, activating
discussions gearing around the concepts of the real and the possible,
history and poetry [13, p. 131-135]. However, we shall not continue
reflecting in this traditional vein, but shall turn our attentions instead
on a number of details particularly essential for the time of the present
article.

Whether or not it represents a historical fact (most likely, not), the
wall is indispensable to the logic of epic poetry, and so it is necessary
for it to appear—moreover, particularly appear during the course
of the narration, and not be built up towards the beginning of the
story of the Trojan War. (The mass culture of the cinema continues to
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exploit the motive of the wall. For example, in “The Game of Thrones”
it forms one of the crucial visual images. The wall is a pre-electronic
screen within a cinema or television screen, which is visually effective
and carries in itself meanings that are relevent to the contemporary
world, which needs to be elaborated in a separate article).

In the opinion of VI. A. Lukov, the world of epic poetry generally
aspires towards supreme parallelism and balance in depicting the
actions of the conflicting sides. The researcher demonstrates this
on the example of “The Song of Roland” [18]. However, the same
principle is also actualized in the “lliad.” All the chief, most significant
actions or situations taking place in one camp must also take place in
the other camp. So the “lliad” begins with a conflict aroused as the
result of a beautiful girl who became the trophy of Agamemnon. It
was necessary to return Chriseis urgently to her father, the priest of
Apollo, in order to quench the anger of the god. This situation is in
many ways parallel to the situation with the abduction of Helen and
the demands to return her to Menelaus.

The Trojans are equipped with the walls of Troy. The Achaeans do
not have a wall, so they construct one, so that, following the laws of
the epic genre they would be maximally equaled to the Trojans in their
possibilities. Herein lies, as it seems, the main., albeit not the only
formal motivation for the necessity of the wall.

As researchers justly note, nothing is known about this wall from
any other sources. For this reason it makes sense to suppose that it
had never existed, unlike the walls of Troy [3, p. 46—-51]. according to
both ancient and modern scholars, Homer knew that such a wall built
by the Achaeans had not existed. For this reason, as was considered
by the ancient scholars, and particularly Strabo, the poet gave the
reason for the absolute dissolution of the wall to the wrath of the gods
and their decision to raze the wall to its foundations, so not to leave
even a slight indication of it [3, p. 52], [13, p. 125]. After all, otherwise
Homer would be accused of a falsehood, which a pure invention would
be evaluated as. In those times the high genre was associated with
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the factual knowledge of myths well-known to everybody. And this
factual knowledge was thought of as being authentic, as recounting of
a distant past.

But these unobliging links of the plot line and images were also
indispensable to Homer for other, supertemporal artistic reasons.
The sophisticated skillful narrator creates quite anb impressive and
paradoxical situation. The Achaeans aspire to destroy the walls of
Troy, and the listeners know perfectly well that the walls of Troy would
be destroyed. But in the songs of the “Iliad” this does not happen, but
instead the wall of the Achaeans is built and then destroyed.

This present plot link prompts other nuances of the plot. The
Achaeans build up the wall following the advice of the sage Nestor,
and they do this in one day—to the amazement and the ire of the
gods, who did not sanction this construction and do not approve it,
moreover, because the work on the construction was not preceded
by great sacrificial rites. Poseidon is furious, as he worries about the
“resonance” of the wall:

Their fame shall fill the world’s remotest ends,
Wide as the morn her golden beam extends;
While old Laomedon’s divine abodes,

Those radiant structures raised by labouring gods,
Shall, razed and lost, in long oblivion sleep.” [6, VII]

Zeusdecidestotear down the wall after the end of the war. The wall’s
destruction, as Homer narrates, takes nine entire days and demands
great efforts on the part of the gods, which indirectly emphasizes the
magnitude of the wall, the creation of human hands. The wall created
by a single collective effort of humans is quite comparable to objects
created by the gods. This is not simply an imitation of the actions of
the gods, but also an involuntary competition with the gods, and quite
a successful one. When viewed from a great distance, especially from
above, the Achaeans’ wall is seen not only as a symbolic, but also as
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quite a real “boundary between victory and defeat, the possibility and
impossibility to return home, life and death” [13, p. 131]. This is an
image-text carrying a number of meanings important for the situation
of the war and seemingly posing questions of the future, of the results
of the war.

The “elimination” of the war of which Homer recounts as of
something that would happen in the future shows that the Achaeans’
wall was also perceived by the gods as a certain text, but carrying
other meanings. This is the undesirable text of humans about their
attempt at self-assertion and achievement of eternal fame eclipsing
the glory of the gods. In such an interpretation the wall-text should
not have been preserved and “interpretated” by the descendants of
the victors over Troy.

In the process of this unconscious rivalry there arises a temporal
parity of already three sides of the dramatic situation—the Trojans,
the Achaeans and the gods. Each side possesses the platitude of an ur-
screen with a dynamic spectacle. The gods view the battles of mortals
either from Olympus or from Mount Ida—both of them to a certain
extent present analogies with a wall. To be precise, the city walls,
moreover, erected by the gods are obviously analogous to a natural
construction from which they view the world. For the gods the very
surface of the earth on which the battles take place is, essentially, the
platitude of a screen with dynamic pictorial representation. To dwell
on Olympus and to observe human battles—this is one of the main
preoccupations of the gods, as we have written above.

For the Trojans viewing the battles and duels from the walls of Troy,
once again, the surface of the earth itself presents the platitude of a
screen with dynamic pictures. Thereby, both the gods and the Trojans
observe ur-screen sights. The position of the Trojans as observers
and commentators is realized in the third song, when the elders of
Troy, Priam and Helen, ascend to the wall of Troy. For the elders, the
undoubtedly nearest spectacle is Helen herself:
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These, when the Spartan queen approach’d the tower,
In secret own’d resistless beauty’s power:

They cried, “No wonder such celestial charms

For nine long years have set the world in arms;

What winning graces! what majestic mien!

She moves a goddess, and she looks a queen!

Yet hence, O Heaven, convey that fatal face,

And from destruction save the Trojan race.” [6, IlI]

Priam, in his turn, asks Helen to impart to him, whom they are
viewing on the battlefield. And Helen proceeds to tell him about the
warring Achaeans. This situation contradicts the logic of wartime
realities. Considering the fact that the war had lasted for many years,
it was long already time for Priam to know his enemies by sight.
However, the scene of the measured commentaries is necessary in
order to secure for the Trojans their status of divine grandeur. They
stand on a great wall, erected by the gods, of their native city and from
these heights observe the war, similarly to the gods of Olympus. And,
similarly to the gods, they discuss the visual imagery of the battles.

In parallel, the elders observe Helen and discuss Helen, remarking
on her apalling divine beauty, so stunning, so frightening (ainos) [19,
p. 65], which creates the situation of double commentating, a double
object of observation and a double reference to the experience of her
ruinous beauty, which is appalling as the horror of battles, the horror
of the visibly divine in an earthly mortal. What is more, the elder are
ready to part from the divine Helen for the sake of the prosperity of
the city, which highlights the value of both the city and its residents.
And the entire scene on the wall of Troy presents a preamble to the
abolishment of the distance and the safe position of the observers
and commentators, when King Priam was impelled to equip a chariot
and to arrive at the battlefield in order to participate in person in the
establishment of a treaty about the conditions of the duel between
Paris and Menelaus and in binding it with an oath and a sacrificial rite.
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With grief he heard, and bade the chiefs prepare
To join his milk-white coursers to the car; [6, IlI]

Onthe one hand, the condescension from the height into the space
of the battle itself is what on numerous occasions the gods themselves
engaged in during the course of the “lliad.” on the other hand, their
violation of the distance and transfer from the role of observers to the
role of actors is not accompanied by horror, but is always something to
be desired. So Homer maintains the parallelism between the gods and
the Trojans to the extent that it is possible for him. In an indirect way
this also allows him to accentuate the drama of the attitudes of the
Trojans to what is going on as the development of their own fates—
since, unlike the gods, who display anxiety and anger and quarrel with
each other, but not for the sakes of their own destinies.

On the other hand, the Achaeans are predominantly the actors,
the mobile force, and the motive of observation in the narration of
their actions does not prevail in any of the scenes. And this highlights
the concentration of their military efforts.

It is not possible to begin destroying the walls of Troy during the
course of the development of the “lliad,” since the destruction of Troy
must not happen too soon, as it is the presumed outcome of the war
[3, p. 49]. the wall of the Achaeans is not untouchable, it presents the
“acting model,” it is of “one-time-us,” it does not suffice to be afraid to
damage it, since in any case it will ultimately be destroyed by the gods.
It is as if the wall should not be there at all. And it does not present a
fortress, unlike the walls of Troy, the durability of which, incidentally,
are merely extolled. During the process of the narration the Achaeans
never have a chance to test for their durability the walls of Troy, which
in the described episodes actualize the function of “seats for the
audience” and an effective venue for observation.

On the other hand, the Achaeans create the ur-screen composition
entirely by themselves, being the creators of their own gigantic ur-
screen-wall. Herein lies their superiority and their promise of inevitable
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victory. But, especially keeping in mind the absence of any historical
prototype of the Achaeans’ wall, its genuing creator—of the wall and
of the hypostasis of the image—is Homer himself.

The wall actualized the necessity of a geometrically concise
platitude, a certain visible “backboard,” in front of which, against the
background of which and in interaction with which (i.e. visibly carrying
out the transitivity, overcoming the barrier) the hosts of Trojans and
Achaeans could battle with each other.

If we bear in mind Homer’s blindness (which has never been proven,
but neither it has been refuted), it becomes apparent that the battle
in front of the wall and with its implementation, with the destruction
of the wall, may be imagined very effectively with inner sight.
According to the observation of Lorenzo Garcia, Homer’s description
generally has a tendency of functioning in analogy to movie montage:
“the perception of the object is formed by means of juxtaposition of
concrete, detailed snapshots of this object” [20, p. 36].

This “film framing” carried out by means of inner vision is
especially organic for a person of the Ancient Greek culture, which
created a number of wall and screen-like platitudes, whether it be
a rounded wall of a vessel laden with paintings or the platitude of
an architectural construction decorated with relief or bas-relief with
scenes from mythology. In all possibility, the narrator saw before him
in his consciousness particuilarly an effective picture, organized by the
platitude of a wall as the platitude of a screen, possessing boundaries
and, hence, effectively delineating the boundaries of the space of the
battle.

Nor could the Greeks repel the Lycian powers,

Nor the bold Lycians force the Grecian towers.

As on the confines of adjoining grounds,

Two stubborn swains with blows dispute their bounds;
They tug, they sweat; but neither gain, nor yield,

One foot, one inch, of the contended field;
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Thus obstinate to death, they fight, they fall;

Nor these can keep, nor those can win the wall.
Their manly breasts are pierced with many a wound,
Loud strokes are heard, and rattling arms resound;
The copious slaughter covers all the shore,

And the high ramparts drip with human gore. [6, XII]

During the battle by the wall there appears a certain orderliness of
mis-en-scene and visual appeal. It seems that there are more coherent
contours and there exists the possibility to work in general planes,
because these planes in particular are the most effective, especially
for the way they are described by the narrator, who seems to hold in
his consciousness and conveys by his words the picturesque cadres of
the battle.

The attitude towards the wall or the mound as a potential screen,
which serves not only as a defense, but also as a demonstrative
platitude, bearing a certain text, once again, passes through the entire
epoch of Antiquity and lets itself be known even during the late Roman
period, including real wars. In his “Annals” Tacitus, when describing
the behavior of the Romans in their battles with the Germanic tribes,
narrates the following episode: “Immediately after the battle, the
warriors proclaimed Tiberius as the emperor and, having spread
out the mound, placed on it as trophies the armaments with the
inscriptions on which the names of the defeated tribes were listed.

It was not as much their wounds, losses and defeat as the sight of
this mound filled the Teutons with grief and rage. Having just recently
planned to depart from their dwellings and leave beyond Albis, they
now crave for battle...” [7, I, 18-19]

To return to Homer’s epos, we must note that the narrator ends up
being similar to a god as an observer of a spectacle and the creator of
a special spectacle, to the degree that he is the unique author of the
image of the wall. Thereby, the narration of the “lliad” forms a four-
part composition of the interacting sides—the Achaeans, the Trojans,
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the gods and the narrator. This composition is organized in the through
image of being-spectacle, endowed with observers, direct participants
and indirect, distanced moderators. The correlation of these roles in
the case of each concrete protagonist is what forms the particularity
of his personal position in the general setup of the dramatis personae.

In histurn, Homer, though appealing to the Muse, does not actualize
in a practical way in the least a type of narration as a transmission
of inspired knowledge obtained from the Muse. Rather, the narrator
ends up being the emotional transmitter and commentator of what he
sees with his own “inner sight.” this “inner vision” is what generates
the concrete pictures of what occurs in the torrent of time. Homer
presents himself as the chief moderator of an integral picture of the
world, in which he is analogous to Zeus. The epic picture of the world
contains the images of screens, both magical ones and those free of
magic, but perceived as something extraordinary.

Thus, it may be asserted that particularly the images connected
with the visual element and with the ur-screen gradually end up
being magistral in the elemental maturation of the concept of artistic
creativity (of both the narrator and his protagonists) and in creation of
the picture of the universe, the construction of the media environment
and the scheme of things in the plots of the “lliad” and the “Odyssey.”
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MNPEABLICTOPUA
BONLWWEBCTBA SKPAHOB.
MOTUBbI «MINALObI» N «OAUCCEN»

AHHOmMauyusA. Asmop paccmampusaem MOmMuBsl 20Mepos-
CKO20 310ca, C8A3AHHbIE C pazsumuem NOHAMUG MpaH3um-
HOU 30HbI U 3KPAHA KK 08EPXHOCMU C OMYyHOaembiM, He-
00HOKPAMHO U3MeHAemMbIM u3obpaxceHuem. C1080 3KPAH
umeem MHOMeCmeo 3Ha4YeHul, 8 Mom yucae — 3aWumHas
nosepxHoOCMeb, WUpPMa, Wum, 3ac/i0H. Aemop cuumaem ro-
/1e3HbIM 8 KOHMeEeKCme 20MepOo8CKO20 3M10Ca MOMHUMb O
B803MOMCHOCMU 3KPAHA ObiMb 8HEWHUM C10emM 018 HEKO-
eli cepOuesuHbl, HeKOe20 COOepPHaHUSA, A8BMOHOMHO20 om
9KPAHA U CIPAMAHHO20 30 HUM.

Becob 3emHol mup 0as lomepa — 3mo 30Ha ecmpeyu 08yx
MUpPO8, Yes108e4YecKo2o U ceepxyesnoseyeckozo. BozdywHoe
npocmpaHcmeso y lomepa paccmampusaemcs asmopom KaK
meppumopus cakpasbHbix Nocaaruli (Hanpumep, 8 sude rno-
aema nmuy,), Komopele 00U 00MHKHbLI yMems NPoYUMame.
Mnockocms 3emnu, Ha Komopoli npoucxodam 6umesi 2pe-
KO8 U mposAHyes, 06Hapy»usaem 4epmeol 3KPAHA ¢ OUHAMU-
YeCcKUM «KOHMeHMOM», KAK MOsbKO Ha 6umabl Ha4uUHaKmM
cmompemo 6ozu ¢ Oaumna uau ¢ 2opsl Mobl, U MPOAHYbI
— ¢ 20podcKoli cmeHbl. CmeHa, Komopyto cmposam axeliysl,
(DYHKUUOHUPYyem KaK euje 00HA 3KPAHHASA NA0CKocmeb. Tak-
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e 3mo c8oez20 poda 0eKopauyus, Ha poHe Komopoli pa3eo-
paYUBaOMCA MU3AHCUeHbl bumasl.

Momusgbl 60xecmeeHH020 MoAUMOPHU3IMA paccmampu-
8aOMCA KAK MpoAssaeHuUe 8 ux cyuHocmu 60208 ceolicma
M@2UYEeCK020 HUB020 IKPAHA. BapuaHMoM «8biKAYeHUA»,
COKpbIMUA 8U3yasbHOU opmbl Asnsemca ymeHue 60208
npamame cebs u atodeli 8 0b6saKe unu NOKpPsIBAMs MbMOU.
AHanusupyemca gpeHomMeH uuma Axunsneca KaK naocKkocmu
C OUHAMUYHBIM U306pax3ceHuUemM, CoOCMOAWUM U3 pasauy-
HbIX, CUMY/AIbMAHHO pa3susaroujuxca cueH. Obpa3s leHeso-
nel, mKywel u pacrnyckaroweli noepebasnbHoe MoOKpPbIBaAno,
BaX(EH KAK 06pa3 ynpasaeHuUs speMmeHeM C MOMOULbIo Mode-
AUPOBAHUSA 8U3YasbHOU hopmbl.

B cmamee HamMeYeHa AUHUA pa3eumus no3uyuu 3pumesns-
aKkmopa 8 esponelickoli Kynbmype — om 60208, Habawdar-
wux 3a mupom nodell U eMewusaroujuxcs 8 xod cobsimud,
00 U2POKO8 KOMIMbIOMeEpPHbLIX Uep. Aemop npuxooum K ebl-
800y 0 8bIcOKOl 3HaUUMOCMU 06pa308 u2pbi U 3peauiia 8
mazuyeckoli gceneHHol «nuader» u «Oducceu.
Knrouesble cnoea: sxkpaHHaA Kynemypa, lomep, medua, re-
pPexo0HasA 30Ha, NOAUMOPPU3M, WUmM AXUNECA, MOKPbIBAsO
MeHenonbl, cmeHa axeliyes.

MPEALICTOPUA BONLLEBECTBA SKPAHOB.
MOTUBbI «MNNALbI» N «OQNCCEU»

Mo pagy napameTpoB 3KPaHHbIe rafKeTbl HALWKWX AHEW BOCMpU-
HUMaOTCA OBObILEHHbIM CO3HaHMEM KaK PasHOBWUAHOCTb BOJLED-
HbIX NpeaMeToB. YCTPOWCTBO TeneBM3opa, KomnbioTepa, MobuabHO-
ro TenedoHa AWM NAaAHWeTa ABAAETCA CAOXKHbIM, HEMOHATHbIM AaA
nofen 6e3 cooTBETCTBYIOLWErO TEXHUYECKOro 06pasoBaHus Uamn no-
TpebHOCTM B camoobpa3oBaHMM U yACHEHUM cebe NpuHLMNoB pabo-
Tbl 31EKTPOHHOM 3KPAHHOM TEXHMKU. TaK YTO COBPEMEHHbIE IKPaHbI
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OKa3bIBAlOTCA HOBbIM COPTOM BO/LWEOHbIX NPeaMeToB, OTAAHHbIX B
pacrnopseHue WKNPOKUX MOb30BaTeNbCKMX Macc. MocneaHue, Tem
CambiM, 0BPETAOT MANIO3UIO BNALEHUA COBPEMEHHbBIM, AeMOKpaTh-
3MpOBaHHbIM BoslebcTBOM — BoALEHCTBOM A1A BCEX.

K ToMy ’Ke cOBepLUEHCTBOBAHME 3KPAHHbIX TEXHOMOIUI CTONb
CTPEMUTENBHO, YTO YE/IOBEK HE YCMeBaeT CerogHs NpPMBbLIKHYTb K
BO3MOHOCTAM 3KPaHOB U He NepecTaeT yAUBAATLCA UX MacwTaby n
pa3Hoobpa3mio. BonwebcTBO sKpaHOB NOCTOSHHO OBHOBAAETCA, €ero
BOCMPUATUE — TOXKE, NOITOMY MPMBbLIYKA NOSb30BaHUA IKPAHAMM He
yNpasgHAeT owylweHna BoawebCTBa, NPOAOANKAIOWENO PA3BUBATLCA
M pa3pacTaTbCa B HaWem NoBCeLHEBHOM NPOCTPAHCTBE.

Kak mbl yxe dopmynmpoBanun B ApYyrux BbiNycKax «Hayku Tene-
BMAEHMAY, NpeacTaBAseTcA NA0LOTBOPHbIM BbIATU 32 PaMKK COBpe-
MEHHbIX 0ObIAEHHbIX NPEeACTAaBNEHNA U ONPeaeNnTb CyTb 3KPaHa Kak
$beHoMeHa, He OrpaHMYMBAIOLLENO CBOE CYLLECTBOBAHME 3P0 KMHO U
3/1EKTPOHMKM 1 BOOOLLE CBA3AHHOIO He TO/IbKO C Ky/bTypolt Hosoro
BpemeHu. Toraa skpaH — 3TO MAOCKOCTb, UK, f0DABUM, HEYTO, Bbl-
nosHALWee GpyHKUMIO NNOCKOCTU/MOBEPXHOCTH, Ha KOTOPOW MOMKEeT
NosBAATLCA OTUYYKAAEMOE, U3MeHaemoe M3obpaxeHue [1, c. 66—67].
Camo cnoBo aKkpaH (aHrn. screen, ¢p. écran) nogpasymeBaeT HECKO/b-
KO 3HauyeHui. Hapagy co 3HauYeHMem NJOCKOCTU ANA NPOEKUUN U30-
OpaKeHU ecTb U 3HaYeHWe 3aLLMTHOM NOBEPXHOCTU, NpeamMeTa OT-
ropakmMBatoLLero, NogobHoro Wwupme, LWKUTY, 3aC/IOHY. B aHIIMNCKOM
TPaanLMM NPUMEHEHUE C/I0BA KSCreen» BeCbMa LMPOKO: K NpUmepy,
TaK 0603Ha4Yanach CTeHa cpeaHEBEKOBOro BaHKET-X01/1a, BAO/b KOTO-
POV paccTaBAsINCL 31eEMEHTbI 0GOPMAEHMA U PA3bIrPbIBAIUCL Npesa-
CTaBAEHUA A5 NUPYIOLLMX apUCTOKpaTos [2, p. 5].

B aHrmiickux nepesosax kommeHTapues Esctadpuma ConyHCKoro (oK.
1115 — ok. 1195) K npou3sBeaeHunam fomepa TakKe GuUrypmpyet c10Bo
«screen» B 3HAYEHMM OTTOPAXKMBAIOLLEN NOBEPXHOCTU, BHELLHETO C/0A.
B vactHocTH, Puuapg XaHtep aHanunsunpyet koHuenuunto ConyHCKoOro o
TOM, YTO MUPbI ABANUCL B TBOpYecTBe fomepa «TEHAMM UK IKPaHa-
MW gns bnaropogHbix mbicnei» [3, p. 32], a notomy obpasbl «Mnnagpi»
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n «Oanccen» cneayet TpakToBaTb Kak anneropuun. CoBpemeHHbIi mnc-
cnepoBaTesib OTMEYAET, YTO TaKol noaxog K fomepy y cpeaHeBeKoBo-
ro MbIC/IUTEN BO MHOTOM MPOUCXOAUT U3 TPAgUUNIA HEONAaTOHUKOB,
CYMTABLLMX, YTO BHELLUHME 3HAYEeHUs 1 06pa3bl NO3M COCTABAAIOT HEKMNE
LMTbI, LUMPMbI, MbIC/IEHHO Pa3gBUHYTb KOTOpble HeobxoanMo, YTobbI
NPOHUKHYTb K MOAJNHHOW, anferopmM3anMpoBaHHoi UcTuMHe. MocneaHaAn
e Bceraa ocTaeTcs HEBMAMMOW ANA TeX, KTO He cnocobeH npeanpu-
HATb AYXOBHbIX YCUAMI U He 0bpa3oBaH [3, p. 32—-33].

Hac B gaHHOM cnyyae 6yaeT MHTepecoBaTb 3KpPaH B 3HAYEHUU
BHELUHEN NOBEPXHOCTU, ABAAIOLLENCA HOCUTENIEM BU3YaibHOW 06pas-
HOCTU, MHPOPMALIMM, CMbIC/IOB, HO TaK¥Ke CnocobHOWN NpeacTaBaATb
BHELHMWIA C/IOM HEKOoero Lenoro, noapasyMeBatolero BHyTpeHHee
Hano/sIHeHWe, coAepyKaHue, cepaLeBmHy. YUnTbiBasi POCCUMCKYIO Ha-
YUYHYI0 TPaAMLMIO Y3KOTO MOHUMaHMA 3KpaHa, Mbl byaem TaKKe Nonb-
30BaTbCcA 0DOO3HaYeHMEeM «NpasKkpaH», «npasKkpaHHas ¢opma» no
OTHOLUEHWIO K PsAY BU3YyasibHbIX ABAEHUI, CBSA3AHHbLIX C KYy/AbTypoW
AaneKkoro NPoLwnoro.

YT106bl BO3HUK HEHOMEH COBPEMEHHOro NepexmnBaHusa Boweb-
CTBa 3KPaHOB, HeobxoAnMa TPaAULLMA OCOBEHHOrO OTHOLLEHMA K BOA-
webcTBy Kak TakoBoMy. [1oaTOMy B JaHHOM CTaTbe Mbl PAaCCMOTPUM
HeKoTopble paHHWe $opmbl BONLWEDOCTBA, U3BECTHbIE MO PEUrnos-
HbIM BEPOBAHMAM M ONUCAHHbIE B 3NOCE, U MOPA3MbILLISEM Haj TeM,
HaMeyaeTcs /i B UCTOPUMN KyNbTypPbl ABUMKEHME K IKPAHHOCTU U K TEM
MOTMBaM, KOTOPbI€ CTO/Ib aKTUBHO BYAET TMPAXKMPOBATb COBPEMEH-
Hasf 3KpaHHasA PeasibHOCTb. 3a/10}KEH U B UCTOPUM KYNbTYPbl BEKTOP
Pa3BUTUSA, BEAYLLMIA K HbIHELUHWUM 3KPaHHbIM popmam?

WNTaKk, apeBHee CO3HaHWE MbICIUT BECb MUP MPOHMLAEMbIM A/1A
CBEpPXYe/I0BEYECKOro NPUCYTCTBUSA, A4 TeCHOro obLweHna 1 B3aumo-
AEeNCTBUA Ntoaen 1 60ros. ITo O4YEHb XOPOLLIO UAMOCTPUPYIOT «IMOoC O
Mnbramewey, «Mnnaga» n «Oamccen». B ntoboit MomeHT ronoc bora
MOXKET pa3facTbcs ¢ Heba, B 11060 MOMEHT IloAM MOTyT 06paTUTbCA
K 6oram. CoBepLUEHHO 04EBUAHO, YTO MUP, B TOM YMUCEe 3EMHOW, NO-
CHOCTOPOHHUIA, NOHUMAETCS KaK ToTaNbHas NepexoaHas 30Ha.
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Ecnn B «3noce o MMabramelue» HET ONMCAHMA KOHKPETHbIX Aen-
CTBMI GOroB M MPOCTPAHCTBEHHOM Cpeabl, B KOTOPOM OHW UX OCY-
wecTeAAoT, TO B «Mnnage» n «Oguccee» nsHob 60ros, ObIT M HPaBbl
OnmMmna, onucaHbl 04eHb NOAPOOHO. ABTOPUTETHLIN UCCeL0BaTe b
aHTM4YHOro anoca Mapcenb JeTbeH BUAUT B 3TOM PpeHOMEH, noase-
}alwmit noapobHomy aHanusy [4]. Bce aHTUUYHbIE 6OrM BU3yannsnpo-
BaHbl. M, onATb ke, 60rM moryT B /I0ObIX KOANYECTBAX U Ha Jilobo
CPOK MOABAATLCA B MMpe Atogei u obwatbca ¢ HUMKU. Becb 3emHoM
MMUpP — 3TO 30Ha BCTPEYM ABYX MMUPOB, YE/IOBEYECKOIO N CBEPXYENO-
Bedyeckoro. B «Mnmage» 6orn noasnstoTcA B NpocTpaHcTBe 6MTB, B
none nepeg cteHamu Tpou, BO BPeMA CNOPOB axeaH Ha Kopabnsx, Ha
MopcKom Bepery, Ha MOPCKOM raan, B camoi Tpoe — NpPaKTUYeCKM
nosctogy. B Oanccee obuweHne c 6oramm TakKe NpomucxoauT Besae, B
TOM YMCNe B ropoax, Ha Aoporax, BO ABOPLLAX U B XUMKMHAX, B NOABO-
OHOM Mupe 1 np.

OAHO M3 NOKAIM30BaAHHbIX B MPOCTPAHCTBE TPAH3UTHbIX 30H MbIC-
IMTCA cam YenoBeK. B page cnyyaes peub naet 06 nsbpaHHom, byab
TO Xpeu, npopuuatenb. Ho ronoca, 3HaHue, BUAEHME — HEKan uppa-
LMOHaNbHbIM 0bpa3om obpeTaemasn MHGOPMaLMA U3 MOTYCTOPOHHE-
ro MMpa MOXKET NPOHUKATb BO BHYTPEHHMI MUpP Ntoboro yenoseka. Ta-
KoM cnocob B3anmogemncTemna AByx MMPOB BOOBLLE XOPOLLO U3BECTEH
13 UCTOPUM A3bIYECTBA M XPUCTMAHCTBA. B Tom uncne, o Hem noapob-
HO HamnuMcaHoO B Hawem uccneaoBaHUn «PeHOMEH BM3YasIbHOrO...»,
MOCKO/IbKY MMEHHO 3Ta dOpma B3aMMOLENCTBUS MUPOB POXKAAET TUN
MHAMBUAYANbHO, BHYTPEHHUM 3pEHUEM BOCMPUHUMAEMOWN BU3Yaib-
HocTu [5, c. 335-364]. [laHHbIl cnocob B3auMoaencTBMA AByX MUPOB
ABNEH M B TOMEPOBCKOM 3noce. Hanpumep, B «Mnmnage» 3eBC nocobl-
naeTt 0bmMaHuYMBbI COH ArameMHOHY O CKOPOM 3aBoeBaHuu Tpou, a B
«Oaunccee» AduHa cosgaeTt npuspak cectpol MeHenonsl, UPTumbl, 1
nocbinaet ero B gom Oaucces, YTobbl OH ABUICA BO CHe lNeHenone u
yTewmn ee.
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NOC/IAHMA B BO3AYLLHOW CPEAE

XoTenocb 6bl 06PATUTL BHUMAHME U HA APYrMe BapUaHTbl KOMy-
HUKaLMM MUPOB, NPeACTaBAEeHHble B FOMEPOBCKOM anoce. OauH Tmn
KOMMYHMKaLMN CBA3AH C FOTOBHOCTbIO NIH0AEN BOCMPUHMMATb HEKO-
Topble NPUPOAHbIE ABIEHUA KaK 3HaKK, Nocblaaemble 6oramu u npea-
cTaBfaowMme 3awmdpoBaHHble cMbicabl. Tak, Oanccein HaNnoMUHaeT
axeiuam o yyae, ABeHHOM B6oramm B MOMEHT KepPTBOMPUHOLIEHUS:
SBMBLUMICS APAKOH NOXKpaa BOCEMb NTEHLOB M UX MaTepb, a MOTOM
npeBpaTnICA B KAMEHb.

«3HaMeHbeM CUM MPOSABUI HaM CobbITUE 3eBC MPOMBICUTEND,
Mo3aHee, N034HUI KOHel, HO KoToporo cnaBa beccmepTHa!
CKO/IbKO NMepHaTbIX NTEHL0B NOMMOTMUA APaKOH Cell KPOBaBbIi
(Bocemb mx 6b110 B rHe3Ae U AeBATasA MaTepb NepHaTbIx),
CTO/1bKO, axeliLbl, roaoB BOeBaTb Mbl oA Tpoeto byaem;
Ho B gecATbll paspywmm obLmMpHYyto cTorHamu Tpoto. —
Tak Ham npeacKasbiBan Kanixac, v Bce COBEPLIAETCA HblHEY.

[6, II, 324-330]

WNHorpa repoit cneunanbHo obpaltaeTca K 6ory, mona nogaTb 3Ha-
KK, 4TObbl YBEPUTLCA B €ro 61aroCKJIOHHOCTM U NPABUABHOCTU CO6-
CTBEHHbIX AeNcTBMIA. Tak noctynaeT Mpuam, cobmnpanch B CTaH axesH:

«3eBc, Haw oTel, obnaaatowmin ¢ Nabl, cnasHenwmni, cunbHenwmin!

[ali MHe NpuinTK K AXManecy yrogHbiM v XKaaoCTHbIM cepauy;

MTruy nownu, 6bICTPONETHOIO BECTHUKA, MOLLbIO CBOEID

Mepsyto B NTULAX, Nt0bUMYIO Bonee Bcex U TobOIO;

C NpaBoW CTpaHbl HACMOLWMW; A3 CXOAALLYIO CaM 5l YBUAA,

C Bepoit B Hee oTonay K Kopabnam KoHebopHbIM gaHaes!”

Tak ymoAnsa, — v yCAbILWan ero NnpombicanTesnb KpoHWOH;

BbICTPO Op/ia HUCMOCAAN, MEXKAOY BELLMX BEPHEMLLYIO NTULY...»
[6, XXIV, 308-315]
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NHorpa 6or sBnseTca B BUAE CMEPTHOrO, @ MOTOM MIHOBEHHO y/e-
TaeT, 06paTUBLUMCL B MTULLY, YTO BbI3bIBAET Yy MEPCOHAXKEN BE/INKOE
N3YMNEHUE, @ Y NYYLUMX U3 NIYYLWIMX — YBEPEHHOCTb B TOM, YTO WX
TONIbKO YTO NoceTnno 6oxKecTBo.

PacnosHaBaHWe npeacToAwmMx cobbiTU U OTHOWeHMA 60ros K
npoucxoaALemMy No noaeTy NTUL 6bi10 CTabUAbHOW CoCTaBAAIOLLLEN
peanbHON NOBCEAHEBHOCTM BCErO aHTUYHOIO MuMpa. B yacTHocTyH, no-
[06Hble anu3oabl oTparkeHbl y Mybnna KopHenus Tauuta. MNpusegem
OOMH U3 HUX: «Mexay Tem BHMMaHWe NoJIKoBoALua NPUBAEK/IO npe-
KpacHoe npeA3HaMeHOBaHME: BOCEMb OP/IOB NPOJieTeIN NO HaMNpas-
NIEeHUIO K fiecy M TaM onycTUANUCL. YBUAAB 3TO, OH BOCK/JMKHY/A, 0bpa-
WAACb K BOMHAM, YTODObl OHM MOCNEA0BaN 32 PUMCKUMU NTULLAMMU,
NCKOHHbIMM CBATbIHAMMW iernoHos» [7, 11, 17].

B nogobHbIX cnyvasx npaskpaHHoh ¢opmoli BbiCTynaeT BO3AyLU-
HaA cpeda C NOMAZAoWMMM B NOJE YeNoBEYECKOro 0630pa Teflamu
UAn ABNeHUAMM (K Npumepy, MonHuaMK). Y fomepa, Kak 1 BoobLue
B @HTMYHOWM TPaAMUMK, NepeMeHbl B BO34YLWIHOM NPOCTPaHCTBE BOC-
NMPUHMMAIOTCA KaK CO3HATE/NbHO «MULLYLLMIACA» CBEPXYEN0BEUYECKOM
BOJIEM MArM4YecKMi TEKCT, KOTOPbIN AoAAM NpeacTouMT BEpPHO Mpo-
yecTb. (B Apyrux KynbTypHbIX TPAgMLMAX B POAW NpaskpaHHoON dop-
Mbl MOXKET OKa3blBaTbCA HEYTO MHOoe. TaK, B [lpeBHelt Meconotamum
6bl10 BECbMA NOMNYAAPHbIM YTeHWe cyabbbl MO BHYTPEHHOCTAM KMU-
BOTHbIX.) BaKeH He TONIbKO cam npeameT Wau fBIeHWNE, BbIMOHA-
wue GyHKUmMKM, 6anskme GyHKUMAM 3KpaHa, HO M NOTPeBbHOCTb B MH-
TeprnpeTauum onpenefieHHbIX ABMIEHUI BHEWHErO MMUPA Kak 3HAKOB
CBblLLIe — 3HAKOB, MMEIOLLUX CUMBOAMYECKYO GOPMY, MHOCKA3aTe b-
HOCTb, agpecHocTb. Nogo6Han MHTepnpeTaunsa NPUPOAHbIX ABAEHUI
CBMAETENLCTBYET O TOM, YTO YEe/IOBEK MbIC/IUT cebs B Ananore ¢ maru-
YeCcKMM MUpO3aaHuem. A MMpo3aaHMe — OPUEHTUPOBAHbIM Ha KOM-
MYHWKaUMIO C II0AbMU, 06PaLLLEHbIM K Ye/T0BEYECKOMY CO3HAHMIO.

AHTWUrepou, Kak NpaBuIo, He CNOCOBHbI He TONIbKO NPoYMTaTb Bep-
HO cBepxyesioBeYecKne NMMCbMeHa B BO3AYLHOM MPOCTPAHCTBE, HO
[axke MOYyBCTBOBATb M NPU3HATb UX BoAwebHOe KayecTBo. Tak, xe-
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HUxM MeHenonbl He KenatT cAywaTb Npopoyectso cTapua Anudep-
Ca, UCKYCHO raZialoLwero no noseTy NTUL, U YBUAABLUEro AYPHOW 3HAK
B NOAB/JIEHWUW ABYX OPJ/IOB, pacLapanaBLlUMX APYr APYTY TPY4AM U Wewn.
Opnbl 66111 nocnaHbl 3eBCOM BO BPEMA HAapOAHOro cobpaHus, Ha Ko-
Topom Tenemax NbiTanca yCOBECTUTb KEHUXOB U OOBABU O PeELEHUN
OTNJ/IbITb HA NOUCKK cBeaeHn 06 Oauccee. OgUH U3 KEHUXOB OTBE-
yaeT Anmndepcy:

«B HaleMm e gene BepHee TebA A NPOPOK; Mbl AOBOJIbHO
Buaum netatowmx Ha Hebe B cBeT/bIX Nyyax Mesmoca
MTnu, HO He Bce poKoBble. A uapb Oanccelt B 0TAa/IEHHOM
Kpae nornb. N Tebe 6bl NOrMOHYTL C HUM BMECTE...»

[8, 11, 180-184]

BOXECTBEHHbIM NO/IMMOP®U3M. TE/IO KAK MPASKPAH

JOCTOMHbIN repoit MOXKeT He Cpa3y pacno3HaTb B 06/1IMKe NPOCToro
cMmepTHoro 6eccmepTHoro 6ora. Ho npu atom ero noseaeHue He by-
[eT BbI3bIBAOWUM, AEP3KMM, HeYBaXKUTENbHbIM. Boobue rpybocTb B
06palLeHNN C HE3HAKOMLLAMM U CTPAHHMKAMMU, KaK 6bl yOOro oHM HU
BbIMALENN, — AYPHAA M JarKe OnacHan NpmBebIYKa. Y 61aropogHbIx re-
poeB ee He bbiBaeT. OHU KaXKAylo CEKYHAY YYMTbIBAOT BO3MOMKHOCTb
Y3HaTb OT MPOXOXKMX, CTPAHHUKOB, C/Iy4aMHbIX BCTPEYHbIX YTO-TO BaXK-
Hoe g/1a cebs, TO eCTb UCMONb30BATb UX KaK HOCUTENEN U TPaHCAATO-
poB MHbopMaLmun. BTopol, aaxke 6onee Beckol NnpuymHoi cobnoae-
HWA PUTYyana rocTenPUUMCTBA M BEK/IMBOCTU, ABIAETCA BOSMOXKHOCTb
OKa3aTbcA nepes AMLOM 60ora, NPUHABLIETO Hey3HaBaeMblid 06/uMK.
HekoTopble }KeHWUxXM NbiTatoTcs 06pasymuTb AHTMHOSA, ocobo rpyboro
C Hey3HaHHbIM UMK Ogucceem B 06pase HULLEro:

«”Tbl, AHTUHOM, MOCTYNWUA HEMoXBaabHO, 06May HaHecwu
3TOMY HULLEMY; YTO e, KOoraa OH OAMH U3 beccmepTHbIX?
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Boru HepeaKo, obneKwuca B 0bpas Ntogen YyKecTpaHHbIX,
BXogAT B 3eMHble XUauLa, YTob BUAETb CBOMMU OYaMMU,
KTo 13 niogen 6e33akoHCTBYET, KTO HabaogaeT ux npasay”.
TaK KEHWXU TOBOPUN; HO PEYM UX BbLIM HAaNPACHbI».

(8, XVII, 483—488]

HeyBaykeHWe K HEe3HAKOMUAM, HULLMM, Bpogsaram, nyTelecTBeH-
HMKam O3Ha4aeT HeyBarKeHue K 6oram.

JymaeTcs, ase 0603HayYeHHble NPUYMHBI, COLManbHO-UHGOPMa-
LUMOHHAA U PeIMIMo3Has, Cbirpanu CyLLEeCTBEHHYIO POb B yTBEpKAe-
HWUM TPAAULMM NOAYEPKHYTO YBAXKMUTE/IbHOTO OTHOLIEHUSA K CTPAHHW-
Kam ¥ HE3HaKOMLAM BHE 3aBMCMMOCTMU OT UX BUANMbIX peranui.

CoKpbIThE Ke cOBCTBEHHOM CyTM 3@ 0O6MaHYMBOW BHELWHOCTbHO-
9KPAHOM WM XWUTPbIM C/NOBECHBIM BbIMbIC/IOM PACLEHUBAETCA KaK
n3oLpeHHocTb, 6oronogobue. OKasaBLUMCb Ha pogHoii UTake, Oguc-
cen He y3HaeT HY POAHOM 3eMn, HU BOrnHKU APUHbI, ABUBLLIEICA emy
B BMAe HOHOro nactyxa. ApuHa ykopset B aTom Oaucces, ycnesluero
MMMNPOBM3aLMOHHO HAaCOYNHUTD O19 Hee HebbINuL, o cebe, HO He rHe-
BAeTCA, MOCKONbKY, Kak Npu3HaeTca 60ormHa —

«....Mbl 062
Jiobum xuTpuTh. Ha 3emsie Tbl MEX CMEPTHbIMU Pa3ymMmom
nepBbI,
TaK)Ke M CNafikolo peybio; A NepBas Mexay 6eccmepTHbIX
MyAapbiM YMOM U UCKYCCTBOM Ha XUTPble BbIMbIC/bI...»

[8, XIll, 296-300]

MouTn ypaBHEHHbIM ¢ BOrMHel B CBOMX MHTENNEKTYasbHbIX CMO-
cobHocTax, Ogucceit otBevaeT APpuHe C U3bICKAHHOMN BEXNBOCTbIO U
yBa*KeHMeM, NPEeBO3HECS ee CBepXx4yesioBeyeckme cnocobHoCTH:

«CMepTHbIM, 1 Camblit pa3ymHbIii, ¢ TO6OtO clyyaliHo, 6OrnHS,

BcTpeTach, Tebs He y3HAeT: BO BCEX Tbl ABAAELbCS BUAAX...»

[8, XIII, 312—-313]
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370 naeanbHaa Gopma puTyana B3aMMOyBaXKeHUn BoxecTBa U re-
pos. Tun KOMMYHWKaUMK MUpa Atogen n mupa boros, Korga 6or nam
6OrvHA IMYHO ABNAETCA NIOLAM, BECbMA YacTo BCTpeyaeTcs y fomepa.
Oxxoparkna MeTpmaoy NocesLLaeT Leayo MoHorpaduio agneHunam 6o-
YKeCTB, ONUCbIBAEMbIM B A PEBHErPEUYECKON NUTepaType U U3BECTHLIM
Mo Ky/IbTYPHOM AeATeNbHOCTU, M 0bpallaeT BHUMaHWE Ha NOAUMOp-
du3m apesHerpeyveckux 6oros [9, p. 33]. bor cnocobeH NpuHMMaTb
noboi 06pas, byab TO KMBOTHOE, YENOBEK, PacTeHUE, NPUPOAHOe
ABNeHne. B aTux metamopdosax ectb U NposABJeHME CBEPXYENOBe-
YecKoW BNaCTH, U NparmaTUyYecKoe CTPEMIEHUE K TOMY, YTOObl KOM-
MYHUKaUMa ¢ AoabMmn npoxogmna 6esonacHo u adpdektusHo [9, p.
38-40]. B page cnyyaes repon OKasblBAlOTCSH B COCTOAHMM HE NPOCTO
MOHATb, YTO 0b6LLAOTCA C BOrom MaM 6orMHen, HO U KaKk Bbl y3HaTb,
«y3peTb» BHYTPEHHUM 3peHMeM BoKecTBeHHOe cylecTBo. Tak, EneHa
pacnosHaeT npekpacHyto AbpoamnTy, ABMBLLYIOCA el B 06/MKe NOXKM-
JIOM KEHLWMHBI, TO eCTb, NONy4YaeTcA, YTO KpacoTa HornHu «npocTyna-
eT» CKBO3b 06/1MK cTapuubl [9, p. 38].

Monnmopdursm nogpasymeBaeT, YTO caMo Teno boXKecTsa sABNSA-
eTca npaskpaHom. He Bcerga NpOSACHEHO, KaKoW MMEHHO NMPUHLUMN
npeobparkeHna n3bpaH 60XKeCTBOM B KOHKPETHOM C/ly4ae — BOMJIO-
WeHMe B APYrOM Tene Uam xe npeobparkeHne cBOEW TenecHomn 060-
JIOYKU, UMUTUPYIOLEN BHELIHOCTb KaKoro-To ainua. OanH 13 ciyyaes
YTOUYHEeHMs npoucxoaut B «Opmccee», KOrga K »KeHUxam npuxoaut
HoemoH, y koToporo AdurHa, npuHaslan o6aMKk MeHTopa, B3s1a Ha
Bpems Kopabnb. HOaMOH rosopwmT:

« ... U UX NpeaBoauTenem bbin, 1 3ameTus,
MeHTOp M/b KTO U3 BeccmepTHbIX, 061eKwmitca B MeHTopoB
0b6pas:
M60 a 6bin M3ymIeH HeCKa3aHHO — 60XKeCTBEeHHbIN MeHTop
BcTpeTtunca 3gecb MHe BYEPA, XOTb U Cel Ha Kopabnb OH
C Apyrumm».

[8, IV, 653—-657]
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YenoBeyecknin obauK, HepegKo C NOPTPETHbIMW YepTaMu 3Ha-
KOMOFO reposaM /ML, OKa3blBAETCA 3KPaHHOM GOpMON, TpaHCAMpy-
towen Bonto boxectBa. bor nam 6orvHA peluaer, B 06AMKe KaKoro
cmepTHOro emy/ei yaobHee npeactaTb nepes Hy»HbIM repoem 1 no-
roBOpuUTb C HUM. TaK, bornHa Npuaa npuxoauT K TposaHUam B BMAe
npuamoBa cbliHa MNoauTa, Korga Te COBELLAOTCA BO ABOpe nepes, A0-
mom Mpuama. MfeKTop pacnosHaeT BellatoLyto 6ormHio. A EneHe Upu-
[a aBnaeTcA B obpase ee HEBECTKN JTaoaMKM.

AdVHa NCUMXONOTMYECKM TOYHO BbiOMpaeT obpasbl CMEPTHbLIX B
npouecce nomowm Tenemaxy, CTPagatoWleMy OT OTCYTCTBMA PALOM
CMNBLHOIO OTUA W HyXApatoweroca B 3amewatowen oéurype [10, p.
38]. bornHa aBnseTca To B obpase MeHTeca, CTpaHHMKa, 3HaBaBlLUe-
ro Oaucces, To B obpase MeHTopa, Apyra uapsa Oancces, KoTopomy
TOT KOrAa-To BBEPWU CBOM AOM. BOrMHA MrpaeT CBOWM POAN UCKYCHO,
OYLEBHO NepeBON/IOWAACh B CMEPTHOIO M PacCyaaf, Kak A0/KeH
paccy»K4aTb UTyWwmit 60ros YeNOBEK:

«.... Ho cnywait

To, uTo Tebe npeAcKarky A, YTO MHe BcemoryLime 6oru

B cepaue BNOXUAKN, YEMY HEMUHYEMO CObITLCSA, KaK cam A

Bepto, XOTA He NPOPOK U MO NTULLAM ra4aTb HEUCKYCEH».
[8,1,195-197]

Mo3xke ApuHa NpuHUMaET aaxe 06K camoro Tesiemaxa, YTobbl
obexaTb BeCb ropog, ¥ NPUINAcUTb B CTPAHCTBUE HECKONBbKUX FPaK-
AaH OT MMeHu cbiHa Oamcced. BHeWHW 06AMK 3eMHOM MEepPCOHbI
noAaBepraeTca KONMPOBAHMIO U UCNOb3YETCA Kak NopTaa TPAaHCAALUMK
60XKecTBEHHOWN peyn, 6OKeCTBEHHON BONM U HACTPOEHUI. Mpn aTom
BHYTPEeHHee eAMHCTBO TenecHoM 060/104KM, GYHKLUMOHMUPYOLWEN KaK
NPasKpaH, U ee coaepPHRUMOro, TPAHCIMPYEMOTO NOCNAHMUSA, HE COXpa-
HAETCA — W SOJ/IKHO HEe COXPaHATLCA, B 3STOM-TO U BECb CMbIC/1. BmecTo
YNpa3aHAOLWEeroca eguMHCTBa nepes, BOCMPUHUMAIOLWMM BO3HUKAET
OBYXYPOBHEBbIM 06pas3-3arafka, 0bpas-ucnbiTaHMe, 06pPa3-UHCTPYK-
uuA. Bo BHeLWHEM BU3YyaibHOM C0e-3KPaHe TauTCA BHYTPEHHAA CYTb,
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cepaueBuHa, «aBTOPCTBO» TPAHCAMPYEMOro codepyKaHus. MepcoHa,
BbIXOAALLAA C 3€MHbIM UHAMBUAOM Ha CBA3b, HANPAMYIO He ABJ/ieHa.
MpasKpaH-Tes0 NOKa3blBaeT «HEe TO, YTO eCTby, paboTaeT KaK CKpbIBa-
oL CNoW.

Borv BonbHbI NpeBpaLaTb M BHELWHOCTb CMEPTHOrO B NpasKpaH-
HYI0 NOBEPXHOCTb, Yei B1A, U3MeHUYNB. ITU BOXKECTBEHHbIE AeCTBUA
MOoryT 6bITb HanpaB/ieHbl KakK MPOTUB CMePTHbIX, TaK U BO UMA UX
cnaceHus, ycnewHocTtu. LMpuen npespauaeT cnyTHMkoB Oaucces B
CBMHEW, a NOTOM BO3BpallaeT UM YyenoBeyecknin obauk. Mocne storo
BCE OHM OKa3blBalOTCA Kpalle 1 mosioxe. AbMHa HECKO/IbKO pa3 MmeHsA-
et 06k Ogucces, To Hagenas ero 6onee BbICOKMM POCTOM U bonee
NNIOTHbIM TE/IOCNIOXKEHMEM, KPAaCUBO YNOXKEHHbIMU KyapaMK, YTOObI
OH MOT AOCTOMHO CMOTPETbCA KaK rocTb Ha Nupy, TO Npespallan B
¥asIKoro cTapLia co CTPynbAMW BOKPYT rnas, YTobbl HUKTO Ha UTaKe He
y3HaBa/ ero Z10 Nopbl 40 BPEMEHMU.

ANCTAHUMOHHOE BO3AENCTBME BOTOB U UTPOBAA MAHMNA

TaKKe 4YeNioBEK MOMKET CTaHOBWUTLCA MCMNOSHUTENIEM COBETOB W
NPWKa3oB, OTAaBaeMbIX CUIbHENLWMMU ABHO UM HesaBHO. boru cno-
COBHbI BHYLWWIaTb CMEPTHbIM CBOIO BOJIHO, ONpeAe/ieHHble HacTPOEeHUS
M TaKTUKY aencteuii. Kak nosectsyeT lomep 06 Oguccee, npetepne-
BatoLem rHes MocelgoHa:

«Teno 6 ero N30pBaNOCh U KOCTU 6 €ro COKPYLLUNCH,
Ecnn 6 oH BoBpemsa ceeTnol 6ornHen ApuHON HacTaBaeH
He 6bin1 pyKamu 3a 61UKHUIA CXBATUTBCS YTEC...»
[8,V, 426—-428]

Mnn HaBcukan, aodb uapa ANKWHOSA, BedeT cebsa He Tak, Kak co-
npoBoOXAatoLwme ee AeByLWwKN, Npu suae Oaucces, y»KacHOro Ha BUA

nocne gonaroro CKUTaHnA no mopto:
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«B TpeneTe Bce pasberkannca Bpo3b Nno BbICOKOMY bpery.

Ho AnKnHoeBa Ao4Yb He NOKUHYyNa mecTa. ApuHa

BoapocTb BCcennna e B cepale U B HEM YHUYTOXKMAA PoboCTbY.
[8, VI, 138-140]

OueBMAEH KyNbT ONOCPEAO0BaHHOW KOMMYHUKALMKN, KOTOpas Mo-
KeT NPUHUMaTL pasnyHble dopmbl. MHoraa 60KecTBeHHOE yyYacTme
ABNEHO A0BOJIbHO OLLYTUMO U ABCTBEHHO A/1A repoeB, a MHOrAa OCTa-
€TCs UMM He 3aMeyeHHbIM. Mpu 3Tom uHoraa 60KecTBO BO3AeNCTBYET
He Ha TOro Camoro repos, YUoMM NOBEAEHUEM OHO XKenaeT ynpasnnTb,
HO Ha HeYTO MHOEe — Ha APYrMX CMEPTHbIX, HA NPeaMeTbI. Tak, YToObI
pas3byautb Ogucces, cnawero B Bopoxe aAnctbes, AduHa 3acTaBnseT
yNeTeTb B MOpe MAY, B KOTOPbIN urpaeT HaBcukas ¢ nogpyramu. [e-
BYLUKKM KpuuaTt, n Ogmcceit npobyxaaeTca.

3ayeMm CTO/b CIOXKHbIN cnocob npobyKaeHna? Bcakuii pas ynpas-
JleHne COCTOSTHMEM CMEPTHbIX repoeB NPOUCXOAMUT HE COBCEM TaK, KaK
npexae. U aTo abcontoTHO camoLeHHOoe YCI0BUE, KaK Bbl YCNOXKHALO-
wee urpy 60ros 1 aenatoliee ee MUMEHHO UrPOIA, BCA CyTb KOTOPOM B
BApPWATMBHOCTU, N30OLLPEHHOCTU, HECKOPBLICTHOM UCKYCHOCTW.

CKasuTesnto BaXKHO NMoKa3blBaTb APKO M pasHoobpasHo 6e3rpaHny-
Hble BO3MOXHOCTM 60ros, ux M3obpeTatenbHoCcTb. A cammm 6oram
Yype3BblYaNHO BaXKHO NPOABAATb GaHTa3MIO NPU KOCBEHHOM Yynpasae-
HUKW YenoBeYeckMM noseaeHnem. Nrposoe yciosue onocpesoBaHuUs
NMo3BOJIAET UM B pAAE CNyvyaeB He 06HapyKMBaTb CBOErO NPUCYTCTBUSA,
COXPaHATb MII03UI0 HEBMELLATE/IbCTBA B CUTyaumto. KapTuHKa «cny-
YaltHol» BCcTpeun HaBcrKam n Oamccen co CTOPOHbI KaXKeTcs CTUXUIA-
HbIM CaMOpPa3BUTUEM COObITUI, @ HE KPOMOTANBO KOHCTPYMPYEMOIA
AdUHOM peanbHOCTbIO. ITA KaXKMMOCTb CU/IbHA M 06aATeIbHA. TaK YTo
n cama APUHaA MOXKET et0 HacNaXKaaTbCA KaK AOCTOBEPHON peanbHo-
CTbt0, aBTOHOMHOM OT Ybero-n1Mbo co3HaTeIbHOro BO34enCTBUS.

N TyT 3aKOHOMEPHO BO3HMKAET accoumaLma ¢ KOMMNbOTEPHbLIMM
UrPaMmn HOBbIX NMOKONEHUN, UMEIOLLMNX KUSHEMOZOOHYIO KapTUHKY,
ybeanTenbHo «40KYMEHTaIbHYO» U, CIOBHO, YBEPSAIOLLYH UTPOKOB B
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TOM, YTO, XOT OHW W YNPaBAAIOT BUPTYasbHOM PeanbHOCTbIO UrpPbI,
Tam BCe MepemeHbl MPOMCXOAAT «cammu no cebe». Urpoku, cioBHO,
CMOTPAT NOMHOCTbIO U3BHE Ha 3TU NepemeHbl Kak Ha aBTOHOMHOE U
He3aBMCMMOE OT HUX 3pennLLe.

B cBoto o4epeab, roMepoBCKME BOrM BHO HE KenakT TepaTb Posb
HabnoaTenen, sputenen, cneaalimx 3a NPOMCXoAALWMNM C BbIrOAHbIX
no3unumiA, ¢ AUCTaHLMK, NPeBpPaLLatoWen KapTUHY Mmnpa B apdeKTHoe
W yBNEKaTeNbHOE, C/I0BHO, U He «3anporpammMMUpPOBaHHOE», He pery-
nmpyemoe 3penuvuie. BoamorKHO, B 3TOM NMPOABAAETCS U BHYTPEHHEE,
6ecco3HaTesIbHOE conpoTUBAEHME BOroB NpeapeLeHHOCTU MHOTUX CY-
neb — HabnogaTb He3a4aHHOE UHTEPECHEE, TaK YTO Y HUX €CTb CTUMY
BapbMpOBaTb M BapbMpPOBaATb XOA COObITUI B pamKax M3BECTHOrO Ha-
nepesa u A0/MKHOro. ITOT HI0AHC H0XKeCTBEHHOTo NOBEAEHUA FOBOPUT O
TOHKOW, MOYTN NCUXONOrMYECKON pa3paboTke flomepom 6oKecTBeHHOWM
AywesHoM cneundumkn. OHa BbIXOAUT AaNEKO 3a NpeaeNibl apxeTunuye-
CKMX 06pa3oB, M3BECTHbIX MO MUPOJOrMN U CBA3AHHbLIX C HAUYMEM Y
60roB BoLWEBHbIX NPeAMETOB, BOALWEOHbIX CBOMCTB 1 CNOCOBHOCTEN.

3eBc y [omepa He TONbKO BOMJIOLLAET apXeTunbl OTUA U Cynpyra,
KaK NPUHATO OoNpesenaTb B Hay4HbIX U3bICKaHWUAX [11], 1 He ToAbKO
OYEBUAHbIN apXxeTun BNACTUTENA. 3EBC ELLEe M TanaHTIMBbIA peXunc-
cep, counHuTens 3penull. Ecnm MNeceigoH cobrpaeTca NPoCTo yHMY-
TOXWUTb KOpabnb deaKkuiues, ytobbl Te He cmenn 6osiee nomoraTb
nyTelwecTBEHHMKAM, NPOrHEBUBLUMX MOPCKOro H6ora, 3eBC cOBeTyeT
MOCTYNUTb ropasao 6osee U3oLWpPEeHHO: Co34aTb BNeYaT/sIoLLYH0 Kap-
TUHY NpeBpaLLeHNn N NnepemMeH B naHawadTe, NOXOKMX Ha MIHOBEH-
HYIO CMeHY AeKopaLuii:

«pyr NoceiaoH, nonarato, YTo camoe nyyluee byaer,
Ecam (Koraa noaxoaawmin Kopabnb U3ganeka yBuaaTt
Hutenu rpaga) ero nepea HUMK B yTec 06paTULLb Tbl,
06pa3s N/bIBYLLErO CyAHa eMy COXPaHMBLIN, YTO6 Yyao
Bcex M3ymnno; noTom Tbl FOPOI0 3a4BMHELIb UX TOPOAY.
[8, Xlll, 154—-157]
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[oMepOoBCKME CMEPTHbIE repoun, BbiTUe KOTOPbIX C 0CObBbIM Mpu-
cTpacTMem mogenupyerca 6oramu, TeMm He MeHee, He CTaHOBATCH
aHaNOrMMYyHbl MapUOHETKaM, MOAHOCTbIO 3aBUCMMbIM WU JINLLEHHBIM
cBobogbl Boin. lepon He cCHUMaIOT ¢ ceba OTBETCTBEHHOCTU 33 CBOM
OEAHUNSA, He NepecTaloT OTHOCUTLCA K cebe Kak K MOIHOUEHHbIM AeM-
CTBYHOLLMM /IMLLAM KOCMUYECKOTO Lienoro. M 6oru Takke oTHocAaTcA K
HUM He KaK K YNCTO PYHKLLMOHANIbHbIM OPYANAM CBOUX KENAHWUA.

B HalM gHKM Teneseaywme Uan TeNIeBU3NOHHbIE ANKTOPbLI HEPEAKO
BbICTYMaOT HE OT Ce6S IMYHO UM HEe TONbKO OT cebs, a OT IMLA HEKUX
MOTYLLECTBEHHbIX CTPYKTYp, Byab TO MOAUTMYECKME NapTuW, NpaBu-
TeNbCTBO, Ae/0Bble Kpyrn. flonocom meaniiHOro AnMua of4HOBPEMEHHO
roBOPUT M OHO Camo, U, Bpoge bbl, He BNOJIHE OHO, a TOT, KTO CTOMT 3a
€ro CMMHOM, OCTaeTcs 3a KaZpoMm, 3a KyiMcamum nybanyHoro 3penvia
W B3aMMoaencTBuA. U B KAKOM-TO CMbIC/IE 3TO CXOAHO € 0bpasom aei-
CTBMA FOMEPOBCKUX repoeB, UCMbITbIBAOLWMUX BO34eNCTBUE HOrOB.

BmecTe ¢ Tem, roMepoBCKOe AByeAnHOe NoBefeHWe repoes, Aew-
CTBYIOLMX aKTUBHO WU OCMbIC/IEHHO, OAHAKO NOAYMHSAIOLLMXCA HACTaB-
NEHNAM U KOCBEHHOMY BAMAHMUIO 6OroB, BbIrNAAMT ropasao 6onee
rapMOHMYHbIM. B BO34EMCTBUM HOrOB BO MHOMECTBE C/Y4aeB HET OLLY-
TMMOrO NParMaTUYecKoro OTTeHKa, a repou M3HaYalbHO He NPU3HAIOT
NX BO3AENCTBME HAacUIMeM Hag coboi, MPOANKTOBAHHbLIM CTPEMAEHM-
€M K HEKMM Lenam, Nexalym 3a npefieflamm ecTecTBeHHbIX 3aKOHOB
yHuBepcyma. [a, 60r1 ncnonb3yroT Atogein, HO U 1toAN NOCTOAHHO B3bl-
BatOT K boram, CTpemscb BbIFOAHO MCMOMb30BaTb MX MOKPOBUTE/LCTBO.
M Te n apyrue TBOPAT eANHYIO FPaHANO3HYIO UTpy cyabbbl, B KOTOPOWM
Ye/IoBEK AANEKO He NPOCTO UrPasiMLLE CBEPXUYEN0BEUYECKMX CYLLLECTB.

Nogn ana 6oroB — ux ntobUMble repon UAM NPOrHeBasBLUME UX
repou, HO repou, B YeM-TO aHaNOTUYHbIE MEPCOHA*KaM aBaHTIOPHO-
ro Xy40*KeCTBEHHOro Npon3seaeHua. Y 60ros ectb HeKkas BHYTPEHHSS
«3aBUCMMOCTbY OT MUpa NtoAeN. ITO UMEHHO NCUXO0JIOrMYecKan 3a-
BMCMMOCTb, TO €CTb CTOMKasA NpMBbIYKA, HeobopMmoe KenaHue no-
CTOAHHO HabAlO4aTb 32 MUPOM NIlOAEN, MeperKMBaTb Nponcxoasiiee ¢
NOAbMU M YyNPaBAATb UX NOBEAEHUEM U UX CyAbbamMm.
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«boru, y 3eBca oTL,a HA NTOMOCTe 31aTOM 3acesas,
MupHo beceay Benu; nocpean ux ugetyulas leba
HeKTap Kpyrom pasnuBsana; U KybKu npuemns 3natble,
YecTByloT 601K Apyr Apyra, C BbICOT Ha Tpoto B3npan».
[6, IV, 1-4]

«...ANONNOH pasaparkuncs,
CmoTps ¢ MepraMcKux BbICOT, U BOCK/IMKHY/, TPOSIH BO36Y»Kaan:
“KoHHuKM Tpow, Bnepen! He aasaliTe Bbl 6paHHOro nons
lopabiM axenuam; ux rpyau He KamMeHb, Tea He Keneso...” ».

[6, IV, 507-510]

HabnogeHue v Bo3aencTene 60ros HOCUT XPOHUYECKUI XapaKTep.
OHO Mx 3aTArMBAET, KAaK POMAHMUCTOB Pa3HbIX 3MOX 3aTArMBANO COYU-
HEHWE POMAHOB C NPOAOJ/IKEHUSAMU WA KaK MYLWKUHCKYIO TaTbsAHY
3aTArMBaNO YTeHMe pomaHoB. KaK yB/AIEKalOT COBPEMEHHbIX AoAel
Tenecepuanbl, KOMNbOTEPHbIE Urpbl. Kak 3aTarneaeT cerogHa daHa-
TOB CO34aHue cOBCTBEHHbIX NPOM3BEAEHUI MO MOTUBAM JOBUMBIX
M3BECTHbIX KHUT, KOMUKCOB, aHUMaLMW, UrPoBbIX GpunbmoB. Lienb no-
O0OHOM TBOPYECKOM AEATE/IbHOCTU, KaK HaM KayKeTcsi, COCTOMUT B nep-
MaHEHTHOW MOAKNKYEHHOCTM Ye/I0BEKA K 060XKaemoin Mm «apyro
PeanbHOCTUY, K }KU3HU NHOOMMbIX AENCTBYIOWMX UL, B LEHTPE CMO-
OENNPOBAHHOIO MMPa. YeNnoBeK NP 3TOM MOXKET TATOTETb K KAKON-TO
Of4HOM pONM — BOOAYLIEBNIEHHOIO TBOPL,A «BTOPOM PeasibHOCTU» UK
YBJIEYEHHOIO BOCMPUHMUMAIOLLEro CybbeKTa. A MOXKET CTPEMMUTLCS K
coBmeLLeHUto obeunx ponen. MoxKeT NtobUTb COUUHATE U MOAENNPO-
BaTb MHAMBUAYANIbHO UN XKe B XOPOLLEN KOMNAHUM.

B «Mnnage» npoucxoamnT KONNEKTUBHAA, BepHee, KOMaHAHaA,
6onbluan Mrpa-apenuile, B KOTOPON 3afelCTBOBaHbI Lie/ble paTtu
CMePTHbIX U MHOTO 6oroB cpasy. B «Oauccee» urpa-3penie HocuT
NPEMMYLLLECTBEHHO UHAMBUAYANbHbIN XapaKTep, ANAMpPYeT B ero pe-
xuccype AduHa, apyrue 60rm n 60rMHN NOABNAIOTCA U3peaKa.
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Kak yxe [aBHO [oKasaHO Haykon B svue MwunbmaHa [Neppwm
(1902-1935), BoCnpUHUMAatOLWAA aYAUTOPUSA FOMEPOBCKUX SMUYECKUX
MOSM M3HAYaNbHO ABNANA COOON yBAEYEHHbIX CAylaTenen, BHUMA-
OLLMX YCTHOMY ucnosHeHuto [10, p. 325-365]. B BecbMa 3Ha4yMmoMm
COBPEMEHHOM M3bicKkaHun OnmBep TaanNMH NPUXOLMUT K BbIBOSAM, YTO
«Mnunapga» n «Opguccea» BblIM COYMHEHDBI, BO-NEPBbIX, KaK LLENOCT-
Hble, XYLO0XeCTBEHHO COBEpLUEHHble MpPou3BeAeHusA, a BO-BTOpPbLIX,
€C/IN YYMTbIBATb OCOBEHHOCTM 3MOXM YCTHOrO BbITOBAaHMA AUTEpaTy-
pbl, MOT/IM UCMONHATLCA B PA3/IMYHbBIX FOPOAAX FPeYecKoro Mmupa ne-
pes 601blWMM CKONEHNEM HApoAa, Ha NPa3AHeCcTBaX, MOCBALLEHHbIX
TOMY UAnM MHOMY 6orkecTBy. UcnonHeHne «Mnmaabl», ckopee Bcero,
3aHMMano Tpu Beuepa, a «Oanccen» — aBa Beyepa, N0 MHOrO YacoB
[12, p. 44]. Takum obpasom, cylwaTenm CTaHOBUIUCL B NEPEHOCHOM
CMbicne cBuaetenamm cyaeb apesHUX BENWKUX FepoeB, HAZOAro
MOAK/II0YAACL K MUPY FOMEPOBCKOrO 3Moca, OTPELAACb OT NOBCea-
HeBHbIX e/ U peanuit. B HEKOTOpPOI CTeneHM OHW OKa3blBasiUChb U B
POAN OIMMMNUIACKUX BOroB, NEPMAHEHTHO NOAKMIOYEHHbIX K «ApYroM
peanbHOCTU» repoes.

B otnume ot 60ros, cnywartenm He MOIM 3peTb BHELWHUM $U3M-
YeCKMM 3peHMem TOro, YTO MPOUCXOAUT C TOMEPOBCKMMU FEPOAMM.
Ho TyT Ha MOMOLLb NPUXOANA KUBOMUCHBIN A3bIK fomepa, ero rotos-
HOCTb anennnpoBaTb K HENOCPeACTBEHHO NepexmnBaemomy obbim
FPEKOM OMbITYy BOCNPUATUA NPUPOAbI, CBATbIHb, NPEAMETHOIO MMpPa
[12, p. 46]. MoBecTBOBaHMe [oMepa A0MKHO bbl10 BYyaUTb Boobpaske-
HWe, TOTOBHOCTb NPEeACTaBAATb NPOMCXOAALLEE BHYTPEHHUM B30POM,
poXAaTb B COBCTBEHHOM CO3HAHWWM KAPTUHbI, BbIPa3UTEIbHO OMWUCHI-
Baemble ckasutenem. B nossum fomepa cuibHbI CBOMCTBA C/I0BECHOM
BM3yan3auum.

KynbTypa HoBoro BpemeHu Bce bosiee AeMOKpaTU3MpyeTca U Noa-
KntoyaeT Bce Hosee WMPOKME MaCCbl K BOCAPUATUIO U CO3LAHUIO XY-
[OXECTBEHHbIX MPOM3BEAEHMUI, a TaKXKe BCe aKTMBHee pa3BMBaeT
NPUHUMNbI CEPUMNHOCTU, Pa3OMKHYTOCTU CMOLE/IMPOBAHHOM Xy40Xe-
CTBEHHOW PeasibHOCTU, ABHOW UAWN CKPLITON MHTEPAKTUBHOCTU. U co-
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BPEMEHHbI YeI0BEK NPU NOCPEACTBE SKPAHHbIX YCTPONCTB NOyYaeT
BO3MOMHOCTM XPOHMYECKOro Hab/logeHUA U y4acTUa B MOLENNPO-
BaHWWM HabAoAaeMbIX MUPOB, B YNpaBaeHUN BbiITueM U3M06EHHbIX
NepcoHaXKel — 4TO BO MHOFOM aHa/IONMYHO CTU/IIO XKU3HK BOoXKecTB
FOMepPOBCKOro 3noca. MIMeeT MecCTo TOT ¥Ke MPUHLMM, HO MEeHAITCA
0ObEKTLI €70 NPUNOKEHUA. PeanbHble NtoaW U peanbHbli MUP 3aMe-
HALOTCA BbIMbIL/IEHHBIMWU TEPOAMU B BbIMbILNEHHON pPeanbHOCTY,
KaHPOBO MHOroobpasHoi, 6ecnsioTHON, YNCTO BM3YyasibHOM, cocpe-
[OTOYEHHOM B KOMMbBIOTEPHOM MPOCTPAHCTBE.

TaK NPOCTPAHCTBO Ky/AbTYpPbl PeannusyeT MHCTUHKT CaMOCOXpaHe-
HUA 1 pewwaeT npobaemy npeaocTaBaeHma 60bLWMHCTBY CTabUAbHO
¥enaemblX U BbICOKO OLEeHMBAEeMbIX BO3MOXKHOCTeN. Maccbl TBOp-
YecKMX nosib3oBaTeneit 06peTaloT WMANO3UI0 BOXKECTBEHHbLIX CMO-
cobHOCTEN AMCTAHUMOHHOIO ynpaBneHns — HO B 6e30onacHbIX A
peanbHOro mupa ¢opmax, Ha NOJUIOHE BUPTYaNIbHOW pPeanbHOCTW.
Bo3geicTBMe Ha Hee He CTO/Ib OMAcHO U He BeAeT K HEMPeoa0/IMMbIM
KaTacTpodam, K KaKUM HepeaKo NpUBOAAT AENCTBUA NtoAEN B OKPY-
XKatolen AenNCcTBUTENbHOCTU. ITO YKPOLLEHHAA, UAIO3MUIAHAA KBA3K-
60XKeCcTBEHHOCTb, AOCTYNHAA MHOMMM, HO OTTOTO M He BeAyLLas K Co3-
[AHWIO XYL0XKEeCTBEHHO COBEPLUEHHbIX MPOU3BEAEHWUIN, aHANOTUYHbIX
rOMepOBCKOMY 3MOCY WM LeAeBpam KMHOUCKyccTBa. Peub uget o
peanusalMm MaccoBbIXx NOTPeOHOCTEN, TO ecTb, CKOpee, O Mosyyae-
MbIX TBOPYECKMMM MOJIb30BATENIAMMN PA3BEYEHMAX, @ HE O BbICOKOM
XYL,0MKECTBEHHOM LLeHHOCTU CO343aBaeMbIX UMUK YCNOBHbIX «APYrux
peanbHOCTENY.

Ba)KHO aKUEHTMPOBATb M TO, YTO, HECMOTPS Ha Ha/iMyMe MOTUBOB
CBEPXYE/I0BEYECKOTO BO3AENCTBUA, FOMEPOBCKMIA 3NOC OTHIOAL He fB-
NAETCA NPAMbIM UCTOYHUKOM COBPEMEHHOro $paHTacTU4YECKOro MOTu-
Ba MeAMyMma, UAKN «30MBMPOBaHMAY», KOraa HeKue cylectsa, byab To
CBEPX/OAM UK yUYeHble, 0613 4at0LWMe MOTYLLLECTBEHHBIMW TEXHO/IOTU-
AMMW, NMOJIHOCTbIO YNPaBAKT CO3HAaHMEM W BOJIeN Ntoaei, npespallas
WX B OpyAMe CBOUX MHTepecoB. Bo-nepsbix, 4Tobbl Takol moTuB odop-
MWCA B TOM BUAE, B KAKOM OH M3BECTEH MO NPOU3BEAEHMAM COBpE-
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MEHHOW MacCoBOW Ky/nbTypbl, HEOHXOAMMA UHAs OLLeHKa BO34ENCTBUA
Ha Yyenoseyeckoe cosHaHue. Y fomepa HeT HeraTMBHOIO OTHOLLEHMS K
60KecTBEHHOW AeATENIbHOCTU, HET KPUTMYECKOTO OCMbICNEHMA KaK Ta-
KOBOTO MPMHLMMNA MaHMNYNALMIA 6OroB ¢ CO3HAHMEM WM NOBEAEHWEM
repoes — HeLOBO/IbCTBO MOTYT POXAATb UL OTAE/bHbIE AEWUCTBUA,
BpeAslmne OTAeNbHbIM NepcoHaXkam. born BHyLWatoT, HO BHyLWaemble
oM Npy 3TOM He MepecTaloT BOCMPUHMMATBCA KaK MOAHOUEHHble
AeNCTBytOWME NEPCOHbI, XOTA M noasexalme snactm 6oros. U pei-
CTBYIOT repou, TeM He MeHee, Blases Co60M, OCMbICIEHHO.

CoBpeMEHHbIN e MOTMB TOTa/IbHOrO BO34ENCTBUA Ha BOMO U CO-
3HaHWe NnoAapasyMeBaeT N3HaAYaIbHYH0 YCTAHOBKY Ha KPUTUYECKOE OT-
HoLeHMWe K NofA06HOMY KOHTPOAIO M ynpaBaeHuto. Takoe ynpasneHune
PacLEeHUBAETCA HEraTMBHO, KaK HEYTO HEe3aKOHHOe U HexKenaTesb-
Hoe. A ynpaBAastoLiMe NepcoHbl MOHMMAIOTCA KaK Bparu, Kak anliHee
M nyratoliee 38eHO B MUpe CTUXMIAHOIrO Pa3BUTUA U AENCTBOBAHUA.
PaspyLueHo oLlyLieHne rapMOHMYECKOM UepapXmMm Ye0BEYECKOTO U
cBepx4yenoBeyeckoro. PaspylieHo nepexmeaHue LLeNOCTHOCTU B3au-
MOZENCTBMA repoes € PasINYHbIM YPOBHEM BO3MOXKHOCTEN.

Tem He meHee, B COBPEMEHHOM KMHO, OCOOEHHO B XaHpe peHT3-
3U, BCTPEYAIOTCA U BapMaHTbl NpeBpalleHnit, 6onee 6an3Kkue rome-
POBCKMM MOTMBAM. [Mo-NperKHeMY aKTyasibHbl UrPbl C NEPEMEHON Ten
N KU3HbIO repos B Yy»Kom Tesie. CNOCOBHOCTb MHOTOKPATHO MEHATb
TeNecHyo 000/104Ky B KOTOPOM OyaeT UTb CYLLHOCTb NEPCOHbI, aK-
TyanbHa Ana nepcoHaxemn «HouHoro fo3opa» u «JHeBHOro fo30pay,
KynbTOBOTO cepuana «doktop Kto», punomos «Jlrognm X», «Cnamt» u
np. Moanmopdunsam nNpogoaKaeT BOCNPUHNUMATBLCA KaK CBOMCTBO eCau
He 6ora, TO cBepx4esioBeka.

LLUIMpOK 1 cnekTp MHTepnpeTaunin cnocobHOCTN ANCTAHLNOHHOTO
BO3AENCTBMA repoeB Ha OKPYKatloLWmii MUP. ITOT MOTUB 3aABAAET O
cebe yxe B HEMOM KMHO (Hanpumep, «KabuHet gokTopa Kanurapm»,
«JoKkTop Maby3e — UrpoK»), B AanbHelllem NpoABAASACb U B Macco-
BOM, U B puaocoPpmnyeckom aBTOPCKOM KMHO (Hanpumep, «CTankep»,
«HepTBOnpuHolweHMe» AHgpes TapKOBCKOro).
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COXPAHUTbL B OBJTAKE. NMEPE3ATPY3UTb. BbIK/THOYNTD

Born obnagatoT cnocobHOCTbIO M NPeporaTMBoi peryanpoBaTb pe-
MM BU3YaNnbHOro BOCNPUATUA, C YEM CBA3AHbI U pPeaKkLMnM repoes Ha
npoucxogsllee, N cama BO3MOXHOCTb AelcTBoBaHMA. Hepeagko 6oru
pe3ko 06pbIBalOT NOTOK BM3yanbHOM MHbOpPMauun. Yto genaet lepa
B «Mnnage», ytobbl Ha Bpems oTB/eYb 3eBca OT HabaoaeHUa 3a BuT-
BaMM TPOsHLEB M axelues? OHa npeacTaeT nepes 3eBCOM CTONb NPU-
TAraTe/IbHOW, YTO OH HayMHAEeT UCMbITbIBaTb Heobopnmoe ntoboBHOE
¥enaHwue. Toraa lepa BbipaxKaeT COMHEHWE, CTOUT N UM NpPeaaBaTbca
CTpacti Ha Uae, roe ux moryT yBuaeTb.

lepe bbICTPO OTBETCTBOBA/ TyY BO3AbIMaTeNb KPOHMOH:

«lepa cynpyra, HM 60r, Ha MeHS NOOXKMUCA, HA CMEPTHbIN
Hac He yBuaWT: TaKol Hag TOHOO KPYrom pacnpocTpy A
O6nak 31aTol; CKBO3b HEFO HE NPOIIAHET HU CAMOE COMHLE,
Koero octpoe OKo BCE NPOHULLAET 1 BUUTY.
(6, XIV, 341-344]

B cywHoctn, lepa nposoumpyeT 3eBca Ha BpeMs CKpbITbCA B 06/1aKe
W OUCTAHUMPOBATLCA OT BCEro MMPa, BbIMYCKaa U3 BUAY CpaXkatoLume-
CA paTu axelues M TposaHLUeB. B apyroi cutyaumm AppogmTa yHOCUT B
obnake Mapuca oT cparkeHus ¢ MeHenaem 1 BO3BpaLLaeT ero B Tpoto.
B «Oauccee» rnaBHOro repos AenaeT BpeMeHHO HeBnammbim AdurHa:

«CKpbITbI TYMAaHOM, KOTOPbIM €r0 OKpYKMna AbuHa,
MpAmo K ApeTe NpnbBAM3IUACA OH U K Liapto ANIKMHOIO,
O6HAN pyKaMM KoNleHa LapuLbl, U B 3TO MITHOBEHbE
Bapyr pacctynunacb ero obnekasLian ToMa He3eMHas.
Bce 3amonyanu, moryyero myxa BHe3anHo ysuas...».
[8, VII, 140-145]

«CoxpaHuTb B 0bnake» — MonynspHas KoMaH4a B COBPEMEHHOM
KOMMbIOTEPHOMN TEXHONOTUW XPaHeHWa nHdopmaLmun. Ho cam nprHumn
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COKPbITUA U COXpaHeHUn B 0bnake NpuaymaH OTHIOAb HEe KOMNbloTep-
HbIMW FeHUAMKU. B romepoBCKON MarMyeckomn BCeNEHHOM CNoCcobHOCTb
COKpbITUA-XpPaHeHUA B 0bnaKe 3aKkpenieHa 3a boramu, a Tenepb, B BU-
PYTaNbHON PeanbHOCTM, MOLEANPYETCS U UCMNONb3YeTCA /II0AbMU «B
BMpTyane». MeHsaeTca mogenb obnaka U npegMeT XpaHeHus BO Bpe-
MEHHOM U30N5LUMMU, HO NPUHLUM, COYMHEHHBIK MUGDONOTMYECKUM CO-
3HaHMeM, BOCMPON3BOAUTCA.

TpOAHCKKUI KOHb, KOoToporo co3gaet Oguccent no noackaske ApuHbl,
KaK 1 cnaceHue oT LMKaona nog 6ptoxom 6apaHoB (yxKe npuaymaHHoe
6e3 60XKecTBEHHOro y4yacTuna), — 3TO PasHOBMAHOCTU TOTO Ke MPUH-
uuna «obnaka», TONbKO NPUMEHEHHble 6e3 BCAKOM marmum, ¢ Cambimu
00bIYHBIMW MEXaHMYECKMMU MNpegMeTamu U 3eMHbIMU CMEPTHbIMM
mopgbMmu. Opmcceit, Kak caMblit MHTENNEKTYaNbHbIN repoit, cnocobeH
BOCMNPUHATL OT 60ros naeto obiaka U TpaHCPopmUpoBaTb ee AOCTyn-
HbIMW ANA CMEPTHOro cpeacTsamu. M ecam 6ory npucyll, TenecHbIn
nonMmop¢dmsm, YeNoBEK C NOMOLLBIO Maen BOrMHU OTKPbIBAET NOAM-
Mmop®dM3M Nprema, TEXHONOrMK, 0bpeTaKOLLEN Pa3NNYHbIE, MHOTAA He-
y3HaBaemble BOM/OLLEHUS.

Tak KpUCTannusyeTca NPUHUMN, KOTopbld OyaeT MHoroobpasHo
TpaHchOPMMPOBATLCA B UCTOPUM KYNbTYPbl — NPUHLMN HETOXKAECTBEH-
HOCTW MaTepuranbHOM 060/104KN K ee coaepKaHna. BHyTpu TpoAaHCKoro
KOHSA, MO CyTW AieN1a, MOXKET bbITb BCE, YTO YroflHO, — 30/10TO, OPY¥KHUE,
ena, *KunBoTHble M np. O60M04Ka, CKPbIBAOWMI CNOM aBTOHOMHbI OT
CBOEro HamnosHeHus. A HanonHeHWe cnocobHO HEOAHOKPATHO MEHATb-
cA. CobCTBEHHO, 3TO M eCTb NPUHLMN KKOHTEHTa», NPUMEHAEMbIN KaK
Ha TeNEeBUAEHMUM, TaK U B KOMMNbIOTEPHOWN U MHTEPHET-peanbHocTU. Cam
NPUHLMMN KOPOBKU, TO eCTb KOPMNYCHOro HOCUTEeNs, pa3BuBLIEroca Ao
dopm TenenpmemMHUKa M KOMMblOTepPa, NOAPA3YMEBAET, YTO KBHYTPbY
TeNeBU30pa U KOMMbIOTEPA «3aKNaAbIBAETCA», UAKN KMOCTYNaeT», BCe,
yTo yrogHo, noboi TMn nporpamm, MHGopMaLMOHHbIX 610KOB, 0bpa-
30B. B KOMNblOTEPE MOTYT XPaHUTHLCA KaKkue YyrogHo maTepuanbl, CaTbl
MOTYT 3aMOAHATLCA IOObIM COAEPKMUMbBIM — TENI0 XPAaHEHUS He oTBe-
YaeT 3a TO, YTO Yy HEro BHYTPU. 32 3TO OTBEYAOT MOAEPATOPbI KOHTEHTA.
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OAWH 13 JOCTYNHbIX 6oram NPUemoB NpeKpalleHns 6uTebl — Ha-
Cbl/laHNE TbMbl, 3aTEMHEHUWE NPOCTPAHCTBA, KaK bbl BbIKOYEHUE 3pn-
MOro mmpa. Asikc B3blBaeT B bUTBe, NOC/e HAaCNaHHOM BOrom Tbmbl:

«“3eBc, HaW BNaAbIKa, n36aBb aprMBsAH OT YXKAaCHOrO MpaKa!
[HeBHbIN cCBET BO3BPATK HAaM, Aalt HAM BUAETb o4amm!
M npu ceeTe rybu Hac, Koraa y»Ke TaKk BocxoTtes Tbi!”
TaKk rosopua, — 1 cne3amu repos oTew, YyMUAUACA;
BbicTpo 061aK OTBEN, U MPAK HEHABUCTHbIW paccesn;
ConHue ¢ Hebec 3acKAno, n BUTBa KPYrom OCBETUNACHY.
[6, XVII, 645-650]

Bnpouyem, NOCKO/IbKY BHELHUIN MUP NPOLAONKAET CYLLECTBOBATD,
BpeMeHHOoe Hacbl/laHUe TbMbl UK OKYTbiBaHUe o6i1akom Bonee aHa-
NIOTMYHO NepesarpysKke, BPEMEHHOMY M OTHOCUTE/IbHO KpaTKoMy npe-
KpaLLEeHM0 HOPMAJIbHOTO aKTUBHOTO GYHKLIMOHNPOBAHMS.

CneunduryHa 6oxkecTBEHHan CNOCcoBHOCTb JIOKaNbHbIX BbIK/OYe-
HWI KaKon-NMB0o YacTu peanbHOCTU, KaKoro-1Mbo oTaeNbHOro ee 06u-
Tatens, byab 1o 60or uan cmepTHbIN. BonwebHuua Linpues nossnaetcs
cpeam axenues HeBUAMMON. B nocneaHei necHe «Mnaunagpl» Mprnama,
LIECTBYIOLLEro Yepes CTaH axesH, cOnpoBoXKaaeT lepmec, norpyxas
B COH CTpaken axesH W OTBOPASA TAMe/ble 3anopbl CHayana CTEHHOW
6allHK, a NOTOM U Xunuia Axuaneca. 3NM30408 TOrO M APYroro poaa
npegocTatoyHo u B «Mnanage» n B «Oancceey.

CmepTb Ke UHTepnpetupyetca y fomepa Kak 3acTuiaHMe TbMOM
B30pa YenosekKa. Mo BbiBogam baccu, B «Mnnage» Bapbupytotcs age
noatnyeckme popmynbl 0603HAYEHNS CMEPTU — KCMEPTESIbHbIN KO-
HeL, Hakpbln ero» (telos thanatoio kalupse) n «Tbma noKpbina ero rna-
3a» (skoto socce kalupse) [13, p. 135]. Tem cambim, HeobpaTUMoe «3a-
TeMHeHMe» B3opa U 03HaYaeT NPOHUKHOBEHME TbMbl BO BHYTPEHHUI
MMP Ye/I0BEKa, YTO 1 ecTb cMmepTb. [lobpoBosibHOE camoybuiicTBo Ao-
6nectHoro TepmuHaTopa B KapTuHe xkelimca KamepoHa «TepMuHa-
Top 2: CyaHbIii AeHb» 6yaeT nsobparkaTbca Kak 3aTeMHEHME IKpaHa-
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Mo3ra poboTa, B KOTOPOM OCTAEeTCA HAa HECKO/IbKO CEKYH/J, FrOPeTb 0AHa
KpacHan TO4YKa, a NOTOM M OHa MCYe3aeT, BouapsaeTca NoaHasa Tbma.

B aHTMYHOM InTepaType MHANBUAYAIbHAA CMEPTb YacTo NpeacTaB-
NAETCA UMEHHO KaK pacnpoCTpaHeHne «BHYTPEHHEN TbMbl» B YeNoBe-
Ke. OgHaKo obpaTHasA NIorMKa AeWCTBYET He Bceraa, aHanorusa TbMbl/
CMepTu He abcontoTHa. CnenoTa, pasHOBUAHOCTb K BHYTPEHHEN TbMbI»,
MOXKET ObITb NN0AOTBOPHOM, MKUBUTENBHON A1A CO3HAHWUSA, Haaensan
Yye/l0BEKA IKCTPAOPANHAPHbLIM 3HAaHMEM, «BHYTPEHHUM BUAEHUEMY,
myapocTbto. 06 3TOM cAenaHo HeMano UCCAefoBaHUM, NO3TOMY Mbl
He 6yaem noApobHO ocTaHaBAMBaTbLCA Ha 3TOM mMoTMBe. Cymmupyem
N1LIb, YTO 06pa3bl HACTYMNEHUA U UCYE3HOBEHUA TbMbl WU Ke Bes-
BO3BPATHOMO NpUXoAa TbMbl 0603Ha4YaloT NOBOPOTHbIE U3MEHEHMA BO
BHELHeM 60/1bLIOM MUPE U BHYTPEHHEM MUpPe MHAMBMAA. Boram ao-
CTYMHa urpa ¢ TbMOM, CO3aHNe UNNO3UIN BPEMEHHOrO HebbITUA OT-
OeNbHbIX Y4aCTKOB BHeLHero mupa. Obpas TbMbl MOMKET ABNSATb BU3Y-
a/IM3auUMI0 KaK HeOBpPaTMMOro HeBbITUA KOHKPETHOTO YeN0BeKa, TakK U
MHUMOro, 06paTUMOro HEBbITUS OKpPYKatoLLLE peasbHOCTH.

BbIKk/loYeHMe-BKoYeHWe 06pasyoT IBa OCHOBHbIX pexkunma 6bi-
TUA COBPEMEHHOI 3KPAaHHOM peanbHOCTU. TEXHONOrMA MIHOBEHHOIO
NOABNEHUSA N UCYE3HOBEHWUA 3KpPaHHOro obpasa, HeoObACHMMAA Ha
YPOBHE 06blAEHHOrO MbILLNEHUS, HeceT B cebe KynbTypHOE poacTBO
c BonwebCcTBOM, TBOPMMbIM BOXKECTBEHHOW BOJel. PazninyHble BUARI
3aTeMHEHUA No-NPEeXHEMY UFPatoT PO/b BU3yasiM3aLumm HebbITUA, He-
GYHKUMOHMPOBAHUSA, HENPUCYTCTBUS, NMPU KOTOPbIX OTpULLAHME, TeEM
He MeHee, He 03Ha4YaeT HEHaANOMIHEHHOCTH, NycToTbl. HebbiTe B BUAE
TbMbl — 3TO He OTCYTCTBME ObITUA, @ 0CObbIN pPeXUM bbITUS, NPUCYT-
cTBMA, GYHKLUMOHMPOBAHUSA, TaK Ha3bIBAEMbIN «CAALLNIA PEKUMY.,

MONIMIKPAHHbIN LT AXUIIECA

MosABAAOTCA W NpeaTeYn UAEN COBPEMEHHOIO 3KpaHa. B «Maua-
[e» Npef3KpaHHble CBOWCTBA OYEBUAHDI Y WKTa AXMAeca, BbIKOBAH-
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Horo ledecTom 1 ONUCbIBAEMOro o4eHb NOAPO6HO. ITO PpaHTacTUYe-
cKkan Gopma C AMHAMUYECKMMU N306paKEHUAMM:

«LLINT U3 NATM cocTaBUA INCTOB M Ha Kpyre 06LIMPHOM
MHOecTBO AMBHOro 60r No 3ambiCNam TBOPYECKUM caenan.
Tam npeacTaBua OH 3eMto, NpeacTaBun U Hebo, U mope,
CosnHue B NyTU HEMCTOMHOE, MOJIHbIN cepebpsaHbIN mecsl,
Bce npeKpacHble 3Be34bl, KaKMMUK BeHYaeTcs Hebo...».

[6, XVIII, 481-485]

«Tam e ABa rpaga npeactaBun OH ACHOPEYMBbIX HAapPOAOB:
B nepBOM, NPEKPACHO YCTPOEHHOM, 6PaKM U NMUPLLIECTBA 3PENNCHY.
[6, XVIII, 490-491]

«lopopg gpyron obnexanu Ase cUbHble paTu HAPOAOB,

CTpaluHO cBepKasa opyxuem. PaTn ABOSKO rposunau:

Nnb paspywmnTb, b rparkaaHe ¢ HUMM OOKHbI pa3aenunTbea

Bcemu 6oraTcTBamu, CKONbKO LUBETYLLMIA UX Fpaj, 3aK/104aeT».
[6, XVIII, 509-512]

«,Cl,anee BblAenan nose C BbICOKUMUN HNBaMW; KaTBy
Hanu HAaeMHUKUN, OCTPbIMU B AN1aHAX CepnaMun CBEPKaA».
[6, XVIII, 550-551]

B cueHax, oTobpaeHHbix fepectom, passopaumnsatoTca 6payHble
TaHLbl, AET CNOp 0 M34e 33 YOUIACTBO, MPOUCXOAMT Kpaka CcTaga v no-
FOHA 33 NOXMUTUTENAMM U NpP. Bce nepenosiHeHO ANHAMUKOW, MU3HbIO.
OnucaHue 3acTaBnseT Hac 3abbiTb, YTO Nepes, HamM YacTb BOOPYHKe-
HuA. PaboTa ledecTa BbIMAAMT KaK HacToALLee Marnyeckoe penuule.
LLMT npon3BOAMT BrneYaTneHne MOYTU MOAMIKPAHHOIO YCTPOMCTBA,
[10 KOTOPOro AaXKe COBpeMeHHOMY KOMMbIoTepy Noka Aaneko. B cue-
Hax LWMTa napannesbHO NPOUCXOAAT PasHble COBbLITUA, COCYLLECTBYIOT
pa3Hble NPOCTPaHCTBA, CBEPLIAOTCA CyAbbbl MHOTUX NtoAeN.
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Ewe JSleccnHr B cBoem Tpyae «JIaOKOOH...» yTBepKaan, yto fomep
OMUCbIBAET LUUT KHE KaK Bellb YXKe COBCEM rOTOBYIO, 3aKOHUYEHHY!0, a
KaK Bellb CO34al0LLYOCA... CO34AET XKMBOE M306parKeHNe AENCTBUAN
[14, c. 42]. CywecTBeHHO TO, YTO camM Mo cebe NoA0OHbIN NPUHLMN
onucaHua, 6M3KOro pacckasy o peanbHO BUAUMBIX COBbITUAX, HE sB-
NnAeTcA YHUKaNbHbIM npuemom fomepa, HO BOCXOAMUT K pacnpocTpa-
HEHHOM TPaANLUMUN ApPEBHErpeYecKkon nMTepaTypbl, 0 Yem NoApPobHO
nuweT B cBoen KHure dHgpto C. bekep [2, p. 30—-34]. TaK 4TO MbI 3a-
AaeMcA NperKae BCero BOMPOCOM O TOM, Kakne addeKTbl NponssoauT
MHOTOC/IOXKHOE ONnMncaHue WnTa, NogobHOro MarMyeckomy sKpaHy, B
«Mnnapge», B KOHTEKCTe BCeW MMHUM Axnnneca.

BoraTas BM3yasbHaA 06pasHOCTb WMTa U €CTb 3HAK TOro, YTO €ro
cospgan ledect Ha Onumne. HUKAKMX MHbIX NPU3HAKOB Bo/WeEBHO-
CTW Y WATA HET M He byaeT npoAsBaeHo B xoae 6uTebl. LLnT He byaeT
cnocobcTBOBaTh, AOMYCTMM, BOWEBHOMY CMaceHU0 OT Kakon-n1mbo
noytn Henobeammon onacHoctu. (B aHTUYHOM mudosOrMK ecTb U
Apyrue KoHuenuum wuta: Wwmt MNepces nomoraeT emy ogoneTs fopro-
Hy Megay3y M ocTaTbCa KMBbIM. [TpY 3TOM LUKT BbINOAHAET GYHKLMIO
3epKana, onATb e NpasKkpaHa, NO3BONAOWENO HE CMOTPETb Ha camy
lfoproHy.) Jonroe onvcaHWe BOMJIOWAET AAUTENbHOCTb NH0H60BaHMUSA
cKasutens ¢opmon Wwuta, ntoboBaHMe abcoNtoTHO BecKopbICTHOE,
HocAlllee «4YMCTO ICTETUYECKMIA» XapaKTep. BmecTe ¢ Tem, B CBOEM
noboBaHMM fTomep cioBHO ybexkaaeT cebs u caylwaTtenen B Tom, YTo
ledecT caenan Bce, Ha YTo HbIA cnocobeH. Ho yem bonee BennKone-
NeH U rPaHAMO3EH LNUT, TEM My4YUTE/IbHEE CO3HAHWE HEMUHYEMOI TU-
6enu repos. Mo TouHomy HabaoaeHuto C. /1. LeliHa, papbl 6eccmepT-
HbIX /INLLb OTTEHSIOT HEMPENOXKHbIN GaKT cmepTHOCTU Axunneca [15,
p. 93]. U 310 Tem H6onee cyLwecTBEHHO, YTO MMEHHO 3TOT repoi NocTo-
AIHHO COOTHOCMUTCA € 6OXKecTBEHHbIM Havyanom [15, p. 91].

Yem BonwebHee WwuT, Tem 6osee oLyTUM ApamaTiam HeabcotoT-
HOM BosileBHOCTM ero Hocutena. LLMT, caenaHHbIn 60rom, He MoXeT
npeBpaTUTb AXmuaneca B NOJIHOCTbIO HeyA3BUMMOro repos. LWLnt notps-
CaeT Halle BoobparkeHue, a repon OT CMepTH He crnacaeT. Y WwuTta au-
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HaMMKa nupLuecTBeHHbIX GOpM M36bITOUHA — y AXxmaneca gMHaMMKa
KU3HU JOMKHA CKopo obopBaTbCeA.

Maruyeckasa NOAMIKPAHHOCTbL LUMTA OTTEHAET y4yacTb repos, ak-
LLeHTUPYET KOHTPACT BO/WEOHOro npeameTa U CMEPTHOCTU He Mo-
HOCTbIO 3aLUMLLEHHOTO, HE MOJIHOCTbIO BO/WEBHOrO XWMBOFO Tena.
B o6pase wuTa Kak 6bl BOMNOLLEHO KeaHWe AapoBaTb HaZeXay Ha
cnaceHune Axmasiia — 1 BMeCTe C TeM YKa3aTb Ha ee TLWeTHOCTb. Kak no-
Ka3blBaeT B cBoelt paboTe Pyt CKoaen, romepoBCKMe NPOU3BEAEHMA
BO MHOFOM anenanmpytoT K HeNnocpeACTBEHHON peakuMu caywaTtenemn.
Ho B TO e Bpems caywaTenm CoCcToAT NPEUMYLLLECTBEHHO U3 NHO4EN,
XOPOLO 3HAaKOMbIX C M3NaraembiMM MUPONOTMYECKUMM CIOXKETAMM.
[a K Tomy e n camo NOBECTBOBAHUE MbIC/INTCA KAaK HEYTO roToBoe,
NOMHOCTbIO 3aBEPLUEHHOE M CylLecTBylolee B CO3HaHMM Mysbl [16,
p. 66—68]. MNepea ckasuTenem CToUT 3afadva ynpasBaATb 3TUM TUNOM
BOCMPUATUA NOCBALLEHHbIX, OCBEAOMJIEHHbIX, KOF4A BHUMaHME opra-
HWU3yeT OTHIOAb He He3HAKoMaA CobbITUIAHAA LLenb, @ HEYTO MHOE.

OnucaHue wWMTa — OAHO U3 OTCTYMNEHWUN, 3ameanAlollee pas-
BUTME CODOBLITUI U flayke B KAKOM-TO CTENEHM COAEPIKALLEE «JTOMKHDbIN
KNHOY», KOTAA BAPYT CAyLaTen MOryT yCOMHUTBLCA B TOM, YUTO UMEHHO
cobupaeTca ckasaTb My3a. Bonpeku 3HaHuIo 0 cyapbe Axmunneca cny-
LIATeIl0 MOKET NOKa3aTbCA B Npouecce OMWCAHWUA LWUTa, YTO repom
[ONKEH cnacTucb. HenocpeacTBeHHOE OLyLLIEHME, TEM HE MEHEE, He
OTPULLAET BO3SMOXHOCTM €r0 OCMbIC/IEHUA KAaK MY4YMUTENbHOM WANLO-
3UK, Yero-T0 MHMMOro, 06MaH4YMBOro, HO OT 3TOFO HE MeHee Xena-
emoro. Takum obpa3om, foaroe onncaHne BU3yanbHOCTM WUTA Apa-
MaTU3NPYeT CAyLaTeNbCKoe BoCnpuATMe, ByanT AONONHUTENbHYHO
pednekcuto, porKaaeT NPOTMBOPEYNBbIE 3MOLMU. B3biBaeT K cnocob-
HOCTW CAyLIaTeNA OCYLLECTBAATb BHYTPEHHEe, YMO3pUTe/IbHOE MeTa-
HUe mMeXay onucaHnem «MoIM3KPAHHOro» WMTa, rae BO3MOMXHO BCe
1 Cpasy, M 04HOHaNpPaBAEeHHbIM BEKTOPOM CyAbObl repos, KOTopbli He
MOMET ObITb USMEHEH U B peanunsaLmm KOTOPoro AXMANeC He CMOKET
He MNOrnbHYTb.
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BU3YANTN3ALMA XOOA BPEMEHW. MOKPbLIBAJ10 MEHENOIbI

B «Opguccee», NOCTPOEHHOW Ha AJIMTENbHbBIX U MHOMECTBEHHbIX
OTCPOYKax BO3BPaALLEHMA repos 4OMON, 0cobo aKLeHTUPOBaH MOTUB
perynsumMm BOCNpuaTUA Xxoaa BpemeHu. Urpbl co BpemeHem noasnact-
Hbl Kanunco Ha ee BonlwebHOM OCTPOBE, FAe rof, KaxKeTcAa Mecauem, a
mecsal — ogHMm gHem. Kanunco 3amegnsneT nepexknsaHMe BPeMeHH,
Ccy6BbeKTUBMpPYET ero AsuKeHue. M coBeplleHHO He BaXKHO U He 06b-
ACHUMO, KaK e 3To yaaeTca. Kanmnco Humda, marus ectb marus.

Koraa yenoBeKk Hyxaaetca B Tex e 3ddeKTax 3ameaNeHHOro
BPEMEHM, Ha MOMOLLb MPUXOAUT KU3Hb BU3yasNbHOW maTepuun. Yto
aenaet cynpyra Oaucces, MNeHenona, 4tobbl OTNOXKUTL BPEMS CBOE-
ro peweHus o Bbibope xKeHnxa? OHa TKET NOKPbIBAIO, @ HOYaMM €ro
pacnyckaert. To eCTb CO3aeT BM3ya ibHYO MaTepuIo, KauecTBo M3me-
HEHWA KOTOPOWN A0NXKHO 0603HAUYaTb ABUKEHNE BPEMEHU, U3MEPATD
X04, BpeMeHU. MHTepecHo, YTo HeobXoaMMOCTb B NOKPbIBAE MOTU-
BMpPOBaHa reponHen Kak 06a3aHHOCTb caenaTb norpebanbHbiii caBaH
ana otua Oaucces, JlaspTa, cTapua NPeKJIOHHOro Bo3pacTa. Pacnycka-
HMEe COTKaHHOro NMOKPbIBaia, NPU3BaHHOE OTCPOYUTL BbIOOP KeHunxa,
BbIFAANT U KaK OTCPOYMBaHMe cmepTu JlaspTa.

MeHenona cMMynnpyeT AUHAMUKY *KU3HU CAMOTKAHHOWN BU3yanb-
HOM MaTepMM — a Ha CaMOM Jene C ee NOMOLLbI OTMaTbIBAeT HUTb
BPEMEHM Ha3ad. ITO OYEHb MOXOMKE Ha TO, KaK B Pa3HbIX aBaHTIOPHbIX
KMHOCHOXKETax, YToObl BbIMIpaTb Bpems, nepes noberom 13 Kakoro-Hu-
6yAb 3aKN0YEHUSA TEPOM YXUTPAIOTCA NOCTaBUTb KaMepy HabaoaeHnn
Ha CToMKagp, U HabnaaTenn-aHTaroHUCTbl HEKOTOPOE BPemMs Npu-
HMMaIOT OCTAHOBJ/IEHHYIO KaMepy 3a CTaTMKy Habarogaemoro anua, a
OHO Y}Ke JaBHO NepMeCTUAOCh U MOKMHYIO 3aCTEHOK.

lfomepoBckan MNeHenona, X1ByLWAaa 334070 A0 3NEKTPOHHbIX TeX-
HoJI0TUIA, paboTaeT, TeM He MeHee, UMEHHO C BU3ya/ibHbIMW UAIO3M-
AMKU. U ee aeincTBms No urpe ¢ cybbeKkTMBU3aUmnen u Busyaamnsaumnen
BPEeMEeHM, CcyLLecTBYyoT Ha ¢oHe Marun Humobl Kaaunco. NeHenone
yaaeTca 0bMaHbIBaTb XeHUXoB Tpu roga. Humoba Kanunco yaepu-
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BaeTy cebsa Opmccesn B LLesIOM BOCEMb /1E€T. ITO, KOHEYHO, 6o/bLUE, HO
uUndpbl CONOCTaBUMbI, y4MTbIBaA OTCyTCTBME Y MeHenonbl Kakoh-1Mbo
maruu. eHuxu, obsuHasa MeHenony B obmaHe, roBOPAT O TOM, YTO
AdUHa BHyLWaeT et MHOro Nogo6HbIX Ko3Hel. O4HAKO forajKa KeHu-
XOB HUTAE HanpAMyto He noaTeepxaaetca. Cama MeHenona AnwWwb oa-
HaKAbl CKAXKET, YTO AEMOH ee HafZ0yMMA TKaTb MOKPbIBaIO A1 0bma-
Ha eHunxoB. Ho 1 TonbKo. Takol 4acToh U MHOroo6pasHOM NoOMoLLM
OT Koro-nnbo us beccmepTHbIX, Kakyto nonyvaeT Oagucceid, MNeHenone
He OKa3blBatoT HM AdMHA, HU MHble 6oru. MoBecTBOBaHWE OTObparkaeT
cKopee B3ammogencTeue actapetHoe. Ognccero nomoraeT APuHa, a
MeHenone nomoraeTt npenmyLLecTBeHHO NtoboBb K Oaunccero. U B ceo-
nx pencteuax MNeHenona — AOCTOMHAA cynpyra UHTENNEKTYaNbHOMO
Opmccesn. [I>KOH YnHKnep B rnase «Xutpoymue MeHenonbl u fomepa»
cBOel MoHorpadumm, NOCBAWEHHON reHAEPHbIM acneKTaM KynbTypbl
OpeBHen Mpeunu, gaxke pasBMBaAET MbIC/b O TOM, YTO B Auue Oauc-
ceda u MNeHenonbl ABNeHa 0AHA UHAMBUAYANBHOCTb, 06a NepcoHaa
XapaKTepu3yoTca OAHUMU U TEMU XKe cBolcTBamM [17, p. 129-161].

Ecnv B «Mnmage» npaBut 6an CTUXMA MYXKCKOTO CAMOBbIPArKeHMs,
N XUTPOYMHbIV My Oaucceit nogpaxkaet 6oram, co3gasan KoHA, pa-
6oTatoLLero Kak cKpbiBatoLee 061akKo, To B «Oauccee», ¢ ee KyNbToM
[0Ma 1 CyNpy»KecTBa, HauyepTaH CHOXKET KEHCKOro XMTPOyMUsA, noapa-
¥KaHUs reponHn beccmepTHoM HUMPe. B 06oux ciyyasx nogpaxkaHue
H6eccosHaTenbHOe, HENPOWU3BO/IbHOE, HeaeKaapupoBaHHoe. Ero Kak
6bl HUKTO He 3aMeyYaeT U He pacLeHUBAeT Kak nogpaxkaHune. Ho oHo
ABNAETCA TAKOBbIM B 06Lel CloXKeTHOW cucteme fomepa.

3PE/TMLUA N NIOCKOCTU. 3EMHAA MOBEPXHOCTb U CTEHbI

Bosiee CNOXKHbIM BapMaHT NoApaxkaHMaA U ero OLLEHOK HeceT B cebe
elle oAvH npasKpaHHbIM 0bpa3: cTeHa, BO3ABUraemas axemuamu B
npouecce nocnegHero nepuoga BoriHbl. CTeHa npeactasnset 60nb-

WY BEPTMKANbHYIO NOBEPXHOCTb, W NyCKali B Heli ecTb balliHK, oHa
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BCE PABHO OCTAETCA aHANOrMMYHA 3KPAHHOM NAOCKOCTU. [omepoBCKan
CTeHa axeMueB Y)Ke N B aHTUYHOCTWU poXAana Cropbl, aKTUBU3MpPYA
ANCKYCCUM BOKPYT NOHATUI PeasibHOrO U BO3SMOXHOMO, UCTOPUM U NO-
3sum [13, p. 131-135]. OgHaKko Mbl He Bygem NPoLoKaTb Pa3MblL-
NIeHUs B 3TOM TPaANLMOHHOM pycne, 06paTUB BHUMaHME Ha pAg ae-
Tanen obpasa, CyWwecTBEHHbIX MMEHHO A8 TeMbl 4aHHOM CTaTbMu.

CTeHa, ABNAETCA OHa UCTOPUYECKMM PaKTOM UK HeT (mocnegHee
BeponaTHee), HeobxoAMMa MO JIOFTMKe 3M0Ca, U NOTOMY OHAa AOJIXKHA
NosABUTLCA — NPUTOM, UMEHHO NOABUTLCA B XOA4e NOBECTBOBAHMSA, a
He 6bITb y)Ke BO3BeAEHHOW K Hayany pacckasa o TpoAHCKoW BoliHe.
(MaccoBas 3KpaHHaa KynbTypa NpPOAO/IXKaeT MCNOo/Ab30BaTb MOTMB
cTeHbl. Hanpumep, B «Mrpe npectonoB» 3TO OAUH U3 KAKOYEBbIX BU-
3ya/ibHbIX 06pa3oB. CTeHa — A03/1EKTPOHHbIN 3KPaH BHYTPU KUHO- U
TenesKkpaHa, BU3yasnbHO 3ddEKTHbIN M Hecywmii B cebe aKTyaNbHble
A1 COBPEMEHHOTO MMPa CMbIC/IbI, YTO TPEBYET OTAENbHOM CTaTby.)

Mo mHeHuIo Bna. A. J/lykoBa, Mmnp anoca Booblie CTpemMUTcs K npe-
OENbHOMY Napannennsmy M paBHOBECUIO B 0BpMCOBKe AENCTBUM
KOHOAMKTYOWMX CTOPOH. MccnenoBatenb NMOKasbiBaeT 3TO Ha MNpwu-
mepe «MecHn o PonaHge» [18]. Ho aaHHbIA NpUHLMN peanusyeTca u
B «Mnnage». Bce oCHOBHble, 0COO0 3HaYMMble AEACTBUA WU CUTY-
auuMu, MMeroLme MecTo B OAHOM narepe, AOMKHbI MMETb MeCTO U B
Apyrom narepe. U HaumHaeTca «Mnmaga» c pacnpu M3-3a NpeKkpacHom
OEBbl, 4OCTaBLUENCA B KayecTBe A0bblun AramemMHOHY. Xpucenay Ha-
[06HO CPOYHO BEPHYTb ee OTLy, *KpeLy AnonnoHa, 4tobbl ymepuTb
rHeB 6ora. 3Ta CMTyaLMa BO MHOrOM napa/inesibHa CUTyaLmu C NoxXu-
weHnem EneHbl n TpeboBaHnaMM BepHYTL ee MeHenato.

Y TpoAHUEB ecTb cTeHbl Tpou. Y axeieB HeT CTeHbl, U OHM BO3BO-
OAT ee, 4Tobbl, COrNacHO 3aKOHaM 3MUYECKOrO *KaHpa, MaKCMManbHO
CPABHATLCA C TPOAHLAMMU B CBOMX BO3MOXKHOCTAX. B aTOM, AymaeTcs,
M CKpbITa OCHOBHasA, HO He eANHCTBEHHAA, popMasibHaA MOTUBALUSA
HeobXoAMMOCTHU CTEHbI.

KaKk cnpasen/siMBo oTmevatoT uccnegosartenu, ob 3Toi cTeHe Hu-
Yyero He U3BECTHO M3 APYrMX UCTOYHMKOB. M03TOMY pe3oHHO npes-
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NONOXKMUTb, YTO €e HUKOrAa U He 6blNo, B OT/IMYMeE OT cTeH Tpowu [3,
p. 46—51]. Mo MHEHWNIO U aHTUYHbIX, U COBPEMEHHbIX Y4eHbIX, fomep
3Han, YTo NOAOOHOWN CTeHbl Yy axenuesB He cyliecTBoBasio. MoaTomy,
KaK CYMTasM B aHTUYHOCTH, B YaCTHOCTU, CTpaboH, NOST MOTUBMPOBAA
nosHelwee Ncie3HOBEHWE CTEHbI THEBOM HOTOB U UX peLleHnem cre-
PEeTb CTEHY [0 OCHOBAHMSA, YTOObI HE OCTAaBUTb AAXKe IErKOro HanoMu-
HaHuA o Helt [3, p. 52], [13, p. 125]. Beab B npoTMBHOM caydae fomepa
MOIN YyINYNTL B 0OMaHe, KaKMM NPeacTaBAAICA YACTbI BbiMbicen. B
Te BPeMeHa BbICOKWMI KaHpP acCoLMMPOBAsCA C M3BECTHOM BCeM dak-
Tonorneit mmdos. A pakToNorMa sTa MbiCINAACb AOCTOBEPHOM, FOBO-
PALLEN O peasibHOM Aa/IeKOM MPOLL/IOM.

Ho nopobHble HeobA3aTesibHble CHOXKETHble 3BeHbA UM 06pasbl
661 Heobxoanmbl fomepy M MO APYrMM, BHEBPEMEHHbIM Xy O0MXe-
CTBEHHbIM NPUYMHAM. MHOTOONbITHbIM UCKYCHbIN CKa3uTeNb CO34aeT
BECbMa BNeYaTAAoLWY0 U NAapafoKCaibHYHO CUTyaLUnio. AXelLbl cTpe-
MATCA PaspyLIMTb CTeHbl Tpou, U cayLaTenn NPEKPaCcHO 3HAOT O TOM,
4To cTeHbl Tpou 6yayT paspyweHbl. Ho B camux necHax «Mnuagbi»
NPOMUCXOAMUT He 3TO, @ CTPOUTENBCTBO U Pa3pYLLUEHUE CTEHbI AXEMLIEB.

JaHHoe cloXeTHOoe 3BEHO B/leYeT 3a coboi Apyrme cogeprKatenb-
Hble HtoaHCbl. AxeWLbl BO3BOAAT CTEHY NO coBeTy cTapua Hectopa, u
[.eNatoT 3TO 33 OAMH AEHb — K U3YMIEHMIO U THeBY HOToB, KOTOpbIe He
CaHKLMOHMPOBA/IM [AHHOMO CTPOUTENbCTBA U He 0406pAOT ero, Tem
bonee 4YTo CTpOoUTENbHLIM paboTam He npeAaLecTBoBano H6onbLIoe
epTBonpuHoweHue. MoceingoH Bo3myLLaeTca, 6ecnokosch o «peso-
HaHCe» CTeHbl:

«CnaBa 0 Hel pacnpocTpeTcs, rae Toabko JeHHuua cuser!
Ho 3abyayT 06 oHOM, KOTOpYtO i C ANONIOHOM
OKosno rpaga uapto JlaomeaoHy co3gan, Tomacsa!»
[6, VII, 451-453]

3eBC peLaeT paspyLnTb CTEHY NOC/e OKOHYaHWA BOVHbI. PaspyLe-
HWe, KaK noBecTByeT fomep, 3aHMMAET LeNbiX AEBATb AHEW U TpebyeT
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rPaHAMO3HbIX BOMKECTBEHHbIX YCUNIA, YTO KOCBEHHO NOAYEPKMBAET
BE/IMYME CTEHbI, TBOPEHUA YesioBeYeCcKnx pyk. CTeHa, co3gaHHan eu-
HbIM KOJINEKTUBHbBIM YCUAMEM NHOLEN, BNONHE CONOCTaBUMA C npea-
MeTamu, co3aBaeMbiMu 6oramu. 3TO yKe He NPOCTO NogpaxkaHue 6o-
ram, HO 1 HeBOJIbHOE COMEPHUYECTBO C Horamu, 1 BeCbMa yCneLHoe.
Mpu B3rNaae ¢ 60NbLIOK AMUCTAHLMM, OCOBEHHO CBEPXY, CTEHA axenL.eB
BUANTCA HE TO/IbKO CUMBO/IMYECKOM, HO M BNOJIHE PeanbHOMN «rpaHu-
uer mexay nobenow 1 nopaxkeHMem, BO3MOXKHOCTbIO U HEBO3MOXKHO-
CTbO BEPHYTbCA SOMOWM, KM3HbIO U cMepTbio» [13, p. 131]. 310 0bpas-
TEKCT, HECYLLMI PAL CMbIC/IOB, BaXKHbIX 418 CUTYyaLUM BOMHbI U KaK bbl
CTaBsALLEM BONPOChI 0 byayLiem, o pesysibtaTax BOMHbI.

«CTMpaHMe» CTeHbl, 0 KOTOPOM rOBOPUT fOMep KaK O TOM, YTO CaIy-
yuTcA B Byaywem, NoKasbIBAET, YTO CTEHa axeMueB BOCNPUHMMAETCA
H6oramum ToXKe KaK HEKMI TEKCT, HO C APYIMMM CMbICIaMU. ITO HeXe-
NaTeNbHbI TEKCT NOAEN O NONbITKE CAMOYTBEPHKAEHMA N A0ObIBaHUM
BEYHOM C/1aBbl, 3aTMeBAtOLLEN cnaBy 60ros. B Takoi TpaKTOBKe CTEHa-
TEKCT He A0NKHA COXPaHUTBLCA U BbITb «MPOYTEHHON» NOTOMKaMM No-
6eauteneii Tpow.

B npouecce 3Toro 6eccosHaTesIbHOro0 CONepHUYECTBA BO3HUKAET
BPEMEHHbIN NAPUTET YKe TPeX CTOPOH APaMaTUYECKOM CUTyaunmn —
TPOAHUEB, axenues u 6oros. Kaxaaa ctopoHa obnafaeT npaskpaH-
HOW NJIOCKOCTbIO C AMHAMMYECKMM 3penuniuem. born cMoTpaT Ha 6uT-
Bbl CMePTHbIX IMbo ¢ Onmumna, mbo ¢ ropbl Mabl — u TO0 U apyroe
OTYaCTM TaKKe ABNAETCA aHaI0roM CTeHbl. BepHee, ropoackue cTeHsl,
K TOMY e BO3BefeHHble 6oramu, ABHO aHasOrMYHbI NPUPOAHOMY
BO3BbILLIEHWNIO, C KOTOPOrO OHW B3MPAIOT HA MUP.

[na 6oroB cama 3emMmHas MOBEPXHOCTb, HAa KOTOPOI MpoucxoasT
6UTBbLI, ABAAETCA, MO CYTW, SKPAHHOW MNOCKOCTbIO C AMHAMNYECKUM
nsobpaxeHvem. Mpebbiatb Ha ONMMNE U CO3epLATbL Ye0BEYECKNE
CpaKeHUs — 3TO OAHO M3 OCHOBHbIX HOMKECTBEHHbIX 3aHATUIA, KaK Mbl
Y)Ke Nucanu Bblwe.

Ons TposHUEB, rAgAWMX Ha BUTBbI U NOEAUHKM CO CTeH Tpow,
ONATb }Ke caMa 3eMHaA NOBEPXHOCTb — 3KPaHHAA NAOCKOCTb C ANHa-
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MWYECKMMM KapTUHaMMK. Takum o6pasom, 1 60ru 1 TpoaHLbl co3epLa-
0T NpasKpaHHble 3penniua. Mo3muma TposHLEB Kak Habaogatenen u
KOMMEHTATOPOB peasin3oBaHa B TPeTbel NecHe, Koraa Ha cTeHy Tpowu
NoAHUMAIOTCA CTapenwmnHbl Tpoun, Mpuam n EneHa. Ona ctapeiumH
HEeCOMHeHHOoe b6nKHee 3pennue — cama EneHa:

«CTapubl, MLWb TONBKO Y3penun nayLyto K 6awHe Eneny,
Tuxune mexkay coboit roBOPUAM KpblaaTble peyu:
“HeT, ocy*aaTb HEBO3MOXHO, YTO TPOW CbiHbI U axenupl
BpaHb 3a TaKylo }eHy 1 6eabl CTONb AoATUE TEPNATD:
NCTUHHO BeYHbIM BOrMHAM OHa KpacoToto nogobHal
Ho, 1 cTonb npeKkpacHas, NycTb BO3BPATUTCA B dnnaay;
MycTb yaanuTca oT Hac M OT Yad Ham ntobesHbix nornbenb!”»
[6, 1ll, 154-160]

Mpuam e npocuT EneHy nosegaTb emy O TOM, KOTO OHU 3PAT Ha
nose cparkeHus. M EneHa npucTynaeT K paccKkasam O CpPakakoLLmMxcs
axeiuax. 3Ta cUTyaums NPOTUBOPEYUT IOTMKE BOEHHbIX peanunit. Yum-
TbIBas, YTO BOMHA OAUTCA MHOro neT, Mpuamy y»Ke nopa 3HaTb Bpa-
roe B iMuo. OgHaKo cueHa pasmepeHHOro KOMMEHTUPOBAHWUA Heob-
XO4MMa KaK 3aKpernsieHue 3a TPOSHLAMM CTaTyca Ux BoXKeCTBEHHOTO
Bennuna. OHM NpebbiBalOT Ha BE/IMKOM, BO3BEAEHHOW 6orammu cTeHe
pPOAHOro roposa M HabnAAT C 3TOrO BO3BbILWEHWA 3@ BOMHOM, NO-
[06Ho 6oram c Onnmna. U, nogobHo 6oram ke, obcyKaatoT BU3yab-
HbIW PAL CPAXKEHUN.

MapannenbHo cTapenlnMHbl HabaoaatoT EneHy u obeykaatot Ene-
Hy, OTMeYan ee yxXacatowyto 60XKeCTBEHHYIO KpacoTy, CTONb e no-
TpAcatoLLyto, CKOb nyratowyto (ainos) [19, p. 65], uTo co3gaeT cuTya-
LNI0 ABOMHOrO KOMMEHTMPOBaHMA, ABOMHOIO NPeaMeTa Co3epLaHus
M ABOMHOrO OTCbI/1a K MePEeXKMBAHMIO YPKACHOTO KaK Y¥Kaca CparkeHus u
y)Kaca rybuTenbHoOM Kpachl, yKaca 3pumo-603KecTBEHHOro B 3eMHOM,
CMepTHOM. Mpnyem, cTapeiLMHbl TOTOBbI OTKa3aTbCs OT BOXKeCTBEH-
Hoi EneHbl pagu 6narononyyma roposa, YTo Noa4epPKMBaET LLEHHOCTb
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M ropoga, v ero HacesneHus. A BcA cueHa Ha cteHe Tpowu sBnseTca
npeambynoi K paspyLlieHnto AncTaHumMmn 1 6es3onacHoi No3nummn Ha-
6nopateneit 1 KOMMEHTATOPOB, Koraa uapto Mpramy npuaertca cHa-
PALUTb KONECHULY M NPUBLITb Ha Nosie 6UTBbI, YTOObI CAMOIMYHO Y4a-
CTBOBaTb B 3aKNOYEHUN JOroBopa 0b ycnoBuax noeamHka Mapuca m
MeHenas 1 0 CKpenieHNN ero KAATBOW U KePTBOMPUHOLLIEHUEM.

«.... yxacHynca Mpuam, Ho ApYy3bAM NoBesen oH
KoHelt 3anpayb B KofleCHMLY...».
[6, IIl, 259-260]

C 0HOW CTOPOHbI, CHUCXOXAEHWE C BO3BbILIEHHOCTM B NPOCTPaH-
CTBO CaMol BUTBbI — TO, YTO MHOTOKPAaTHO MpoAenbiBatoT B «Mana-
Ae» n camu 6oru. C Apyron CTOPOHbI, Y HUX HapyLleHne AUCTaHLMK U
nepexos, OT PO/IM co3epLaTesieli K poin SKTOPOB He COMPOBOXKAaeTcA
Y)Kacom, OH Bcerga »enaem. Tak 4to fomep Aep*KUT napannennsm
60roB 1 TPOAHLIEB, CKO/IbKO BO3MOXHO. KOCBEHHO 3TO MO3BOANAET aK-
LEeHTUPOBAaTb M ApamMaTM3M OTHOLLEHUS TPOAHLEB K NpoUcXoadLlemy
KaK pa3BUTUIO UX COBCTBEHHbIX cyaeb — B oTinume ot 6oros, nepe-
UBAIOLWMX, THEBAIOLLMXCA U CCOPALLMXCA, HO He U3-3a cBoumX cyaeb.

AxeiiLibl e NPenMyLLECTBEHHO «3KTOPbI», AeNCTBOBaTENN, MOTUB
Hab/l0aeHNA B NOBECTBOBaHUN 06 NX NOBEAEHUN HE AOMUHUPYET HU
B O4HOI cueHe. M 3To nog4yepKMBAET KOHLEHTPALMIO UX BOUHCTBEH-
HbIX YCUAWIA.

CreHbl TpOM He MOTYT HayaTb Pa3pyLlaTh B X0A4e pa3BuUTUA COBbITUI
«Mnnagpl», NOCKoMbKy paspylieHme Tpou He A0KHO NPOUCXOAMUTb
CNMLWKOM BbICTPO, 3TO nogpasymeBaemblit duHan BokHbI [3, p. 49].
CTeHa axeliLeB He ABNAETCA HEMPUKOCHOBEHHOM, 3TO «AelCcTBYOWan
MoZeNb», OHa «OoAHOpa30Ban», ee He cnedyeT 60ATbCA NOBPEAUTH,
TaK KaK ee BCe PaBHO NOTOM YHMYTOMKAT 60rn. ITOM CTeHbl Kak bbl 1
6bITb He 40/XKHO. M 3TO He KpenocTb, B 0T/In4Me OT Tpou, HaZleKHOCTb
CTEeH KOTOPOM, BNpo4Yem, N1LLb BOCcMeBaloT. B npouecce noBecTBoBa-
HMA axeMupbl TaK U He UCNbITbIBAIOT Ha NPOYHOCTb CTeHbl Tpou, peann-
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3yloLmMe B ONUCbIBAaEMbIX 3Nn3o4ax QYHKLUUM «3PUTENbCKUX MECT» U
addeKTHOIN HabnoaaTeNbHOM NAOWAAKM.

AxeliLbl e MNONHOCTbIO CaMW CO34at0T MPasKpaHHOe nNpounssese-
HWe — ABAAKOTCA aBTOPaMM CBOEr0 FMraHTCKOrO MpasKpaHa-CTeHbI.
B 3Tom Mx npeBocxoacTBo U obellaHMe HeMuHyemon nobegbl. Ho,
0COBEHHO Y4MTbIBas OTCYTCTBME WMCTOPUYECKOro MPOTOTUNA CTEHbI
axenues, NOA/IMHHbLIM ee co3gatenem — CTeHbl B MNocTacn obpasa
— anaetca lomep.

CTeHa peanusoBana HeobXxo4MMOCTb B FrEOMETPUYECKM BHATHOM
NJIOCKOCTU, HEKOEM 3PMMOM «3aJHMKe», nepes KOTopbiM, Ha ¢oHe
KOTOPOro 1 BO B3aMMOAENCTBMM C KOTOPbIM (TO €CTb 3pMMO OCYLLECT-
BNSIA NEPEexXoAHOCTb, MPeoaosieBas 3arpaxaeHne) mornm bbl cparkatb-
CA paTh TPOSHLUEB U axenLes.

Ecnv nmeTtsb B BMAY cnenoty flomepa (He oKasyemyto, HO U He onpo-
BEPrHYTYI0), TO AACHO, YTO CPaKEHUE Nnepes CTEHOW U C BHeApPeHWeMm B
Hee, C AeCTPYKUMEN CTeHbl, MOXXHO OYEHb XOPOLLIO NPEACTaBAATb UMEH-
HO BHYTPEHHUM 3peHunem. o 3ameyaHunto JlopeHuo Mapcuun, romepos-
CKOe onucaHue Boobuie GYHKUMOHUPYET MO aHaNOrMM C KWUHOMOHTa-
KOM: «oLLyLLeHNe 06beKTa popMUPYETCA NOCPEeLCTBOM CONOCTAB/EHUS
KOHKPETHbIX, AeTa/bHbIX KaApoB 3Toro obbekTa» [20, p. 36].

BHYTpPEHHMM 3peHMem OCyLLeCcTBAAEMOE «KaApupoBaHME» OCO-
6eHHO OpraHM4YHO ANA YeNOBEKA aHTUUYHOWM KyNbTypbl, CO3A4aBaBLLEi
PAL CTEHHO-3KPAHHbIX MAOCKOCTEN, OyAb TO KPYrAWAACA CTEHKA
pocnucHoro cocyfa, byab TO MIOCKOCTb apXUTEKTYPHOrO COOpYy:Ke-
HWS, YKpaleHHaa penbedpom unmn bapenbedom co cLueHaMn U3 MU-
¢$oB. Bo3m0OXKHO, cKasuTenb BuAeN nepes coboii, B CBOEM CO3HaHUMU,
MMEHHO 3PPEKTHYIO KapTUHY, OPraHM30BaAHHYO MIOCKOCTbIO CTEHbI
KaK MJIOCKOCTbIO 3KpaHa, MMeIoLWEero rpaHuubl n notomy 3¢ eKTHo
OYepUYMBAIOLLETrO MPaHMULLbI NPOCTPAHCTBA BUTBBI.

«TyT, KaK IMKNILbI Xpabpelilmne Bce HE MOIN Y axenH
KpenKow cTeHbl NPOSIOMUTb M OTKPbITb K KOpabiam mx gopory,

TaK 1 axefH CblHbl HE MOIW Hana4aBWWX NNKUAH
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MpoYb OT CTEHbI OTPA3UTb, C TEX NOP KaK OHW NOACTYNUMN.
BawHu, rpyaHble 3abpana Kpyrom 4enoBeyYecKol KpoBbio
BblIM 06pbI3raHbl C KaXKA0W CTPaHbl, OT TPOSIH U axesH.

HO HMYTO HEe MOII0 YCTPALLUTL axeaH; AepPKanncb
PoBHO OHM...».
[6, XII, 417-434]

B cpaeHuM y CTeHbl NOSBNAETCA HEKOTOPas MM3AHCLLEHUYEeCKasn
YNOpPAL0YEHHOCTb, 3peNULLHOCTb. KaxeTca, 4To ecTb 6onee BHATHbIE
KOHTYPbl M BO3MOXHOCTb paboTaTb Ha OOLWMX MAaHax, MOTOMY 4YTO
MMEHHO 3TV NaHbl Hanbonee apdeKTHbI, 0COBEHHO ANA ONUCAHUA UX
CKasuTenem, Kak 6bl feprKalllum B CO3HaAHMU U NepeaatoLLnm B C/10Be
KMBOMUCHbIE Kazpbl GUTBBI.

OTHOLEHME K CTEHE W/IM HACbINK KaK K MOTeHUMaAbHOMY SKpaHYy,
CNYKALLEMY He TO/IbKO 3aLUMTON, HO U AEMOHCTPALMOHHOM NIOCKO-
CTblO, HECYLLEN onpeseneHHbll TEKCT, ONATL Ke NPOXOAUT Yepes BCo
QHTMYHYIO 3MOXy U AaeT o cebe 3HATb AaXKe B NO34HEPUMCKUI nepu-
o4, B TOM YMCNe B peasibHbIX BolMHax. B « AHHanax» TaumT, onucbiBas
noeeaeHne pUMAAH B BUTBaxX C repmaHL,amu, NOBECTBYET O Cleayto-
wem anusoae: «BouHbl TyT XKe, nocne cpaxkeHus, NpoBo3srnacuam Tu-
6epua UMNepaTopoM U, BbIIOXKUB HacbiNb, BOAPY3UIN HA Hee B BUAE
Tpoden opy*Kue C HaaNUCbIo, B KOTOPOI HblIM MOMMEHOBAHbI NObEX-
[AeHHble naemeHa.

He cTONbKO paHbl, NOTEPU M NOPAXKEHWNE, CKONBKO BMA 3TOM Hacbl-
MW HamNo/HWA TepMaHLEB CKOPObIO U APOCTbIO. TONbKO YTO cobMpas-
LIMeCA NOKMHYTb CBOW CeNeHUA U YUTU 3a ANbOUC, OHU Tenepb XKax-
ayt 6osa...». [7, 11, 18-19]

Bo3Bpalyanacb K rOMepoBCKOMY 3MOCY, OTMETUM, YTO CKasuTeNb
OKa3blBaeTcA nofobeH 6ory Kak cosepuaTenb 3peanla u cosaatenb
0COBEHHOro 3penunLLa NoCTo/bKY, NOCKO/IbKY ABASETCA YHUKANbHbIM
aBTOpOM 06pa3a cTeHbl. Tem cambim, NoBecTBoBaHMe «Unnagbl» dpop-
MMPYET YETbIPEXYACTHYIO KOMMO3ULMIO B3aMMOAENCTBYIOLMX CTOPOH
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— axenupl, TPOAHLbI, 60K, CKasUTENb. ITa KOMMNO3MLMA OPraHN30Ba-
Ha CKBO3HbIM 0bpa3om ObiTUA-3penuLLa, metowero Habagatenen,
NPAMbIX YYaCTHUKOB M KOCBEHHbIX, AMCTAHUMOHHbIX MOAEPaTOPOB.
CooTHOLIEHME 3TUX PONEN Y KaXKAOro KOHKPETHOro repoa u popmu-
pyeT 0CObeHHOCTb €ro IMYHOM No3nLMK B 0bLLLIEM pacKnage AeNCTByY-
toLMX AL,

fomep ke, XxoTA M anennmpyet K Myse, NpakTUYECKN peanunsyeTt oT-
HIOAb HEe TMM NOBECTBOBAHMA KaK TPAHCAALMM BLOXHOBEHHOIO 3Ha-
HWs, nonydyaemoro ot Mysbl. CKopee, CKasuTeNb OKa3blBAaeTCA 3MO-
LUMOHANbHBIM TPAHCAATOPOM, KOMMEHTATOPOM TOFO, YTO OH BMAUT
COBCTBEHHBIM «BHYTPEHHUM B30POM». ITOT «BHYTPEHHWUIN B30P» U
POXOAET KOHKPETHbIe KapTUHbI MPOUCXOAALLETO B NMOTOKE BPEMEHMU.
fomep ABNAETCA rMAaBHbIM MOLEPATOPOM LLENIOCTHON KapTUHbBI MUPa,
B YEM-TO OH aHanornM4yeH 3eBcy. INMYECKas KapTMHA MUPA COAEPKUT
06pa3sbl IKPAHOB, KAaK MarM4yeckmx, Tak n cBobogHbIX OT BOWEBCTBa,
HO BOCMPUHUMAIOLLMXCA KaK HEeYTO SKCTPaopANHapHOe.

NTaK, MOXKHO yTBEPKAATb, YTO MMEHHO 06pasbl, CBA3AHHbIE C BU-
3yaZibHbIM Ha4a/ioM M C NPA3KPaAHHOCTbIO, MOCTOAHHO OKa3blBAOTCA
MarucTpasbHbIMU B CTUXMIAHOM BbI3pEBaHMM KOHLENLMM TBOPYECTBA
(KaK cKasuTens, TaKk U ero repoes) M B CO34aHUM KapTUHbI MUPO3aa-
HWA, YCTPOMCTBA Meamacpeabl U packnaza cun B croxetax «Mnvaapi»
n «Oguccen».
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OOKYMEHTAJIbHbBIE TENEBN3NOHHbIE
CHOXKETbI }KAHPA «MHOOTEMHMEHT»
MPOrPAMMBbI «YTPO POCCUU»
TENEKAHANIA «POCCHA 1»:
OPAMATYPIMYECKMIA ACMEKT
NCCNEOOBAHUA

AHHOmMayua. B cmamee paccmampusaromcs ocobeHHocmu
C030aHUA OOKYMEeHMAsIbHbIX MefnesU3UOHHbIX CHOXEeMmMOos
8 MOHpe UHpomeliHMeHma, uccaedyromcsa XapaKkmepHsie
ocobeHHocmu ux 8o30elicmeusa HA mesnesuU3UOHHY ayou-
moputo. B peaynbmame aHaAnU3a KOHKPEMHbIX MaMepuanos
npoz2pammel «Ympo Poccuu» asmop e uenax popmuposaHus
3MOUUOHAIbHO20 8OCTIPUAMUA UHGOPMAyUU NPpU HANUCAHUU
HYPHAAUCMCKUX MEKCmos U co30aHuU 8udeopsada 00Ka3bl-
saem Heobxo0uUMOCMb UCMOAb308AHUA OpamMamypaudecKux
npuemos. bosbwoe 8HUMAHUE yoensaemcs NMoHAMUK «KOH-
hAUKM» U 3HAYUMOCMU €20 UC0/b308aHUSA 014 NPAMO20 U
onocped0o8aHHO20 8030elicmaus Ha 3pumerns. Beicmpausas
pempocrekmusy om MOMEHMA 803HUKHOBEHUSA HAHPA KAK
pa36/a1eKamesnbHo20, CeHCAYUOHHO20, 3NamaiHo20, 00 Mo-
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MeHMa e20 NPOHUKHOBEHUA 8 Cepbe3Hble mesnesu3uoHHbIe
UH@OPMAYUOHHbIE (hopmMamel, aemop MOKA3bIBAEM BaH(-
HOCMb CAUAHUA HOBOCMHO20, OMCMPAHEHHO020, OUCMAH-
yupyemozo nooxo0a ¢ 3MOYUOHA/bHbLIM, MNepcoHUpuUyuUpo-
B8OHHbLIM KOHMEKCMOM UH@POPMALUOHHO20 CIoXema 8 Yesnsx
(hOKyCUPOBKU BHUMAHUSA ayoumopuu Ha rnpobaemHbIX moy-
Kax mamepuana. Bosdelicmgue Ha aydumoputo memoodamu
OpamamypaudecKux npuemos U 8 PamMmKax KoHUenuuu ¥aHpa
«UHGomeliHMeHM» 8 yenax popmuposaHus mol uau uHol
MOYKU 3pEHUA y 3pumess paccmampueaemcs as8mopom KaK
8aX}CHbIU acriekm 8AUAHUA 31eKMPOHHbIX cpedcma maccosoli
UHopmayuu, Koppeaupyrowuti ¢ aumepamypHol, xyodoxe-
cmeeHHol cocmasnsouweli ¢ 00HOU cMopoHsbI, U cospemeH-
HbIMU mexHU4YecKumu cpedcmeamu, ¢ Opyeol. Boibop xydo-
HecmeeHHbIX cpedcmes, CmuaAUCMUKU HAMUCaHUAs mexkcma,
delicmayroujux AUy, NOABAAULUXCA 8 Menesu3uUOHHOM CHo-
weme, A8AAIOMCA BAXHelUWUMU HaKMopamu, eaAUAWU-
MU HO KOHEYHoe socrpusmue mesaesusuoHHo20 npodykma.
Co30aHHbIl ¢ nomouwbto NoO06HbIX MEXHUYECKUX U XyOoxe-
CmeeHHbIX cpedcms8 mamepuas, No MHeHUK asmopd, Mo-
Hem He MosbKo Nod4YepKHymMos 8axHOCMb Mol unu uHol co-
yuansHol npobaemel, HO U chopmupo8amMb OrpedeneHHyo
MOYKy 3peHus Ha 8ce acrnekmel 3ampazusaemoli memeoi, No-
380/1UMb 3PUMESIO 3GHAMb MY UAU UHYH MO3UYUI, O 3HA-
yum, cmame eOUHOMbIWAEHHUKOM UAU HAnpomus, onno-
HEHMOM 8 PAMKAX MO20 UAU UHO20 cObbIMUSA UAU A8/AeHUS.
Knrouesble cnoea: 00KymeHmMasnbHbIli mesnesu3uoHHsIl cro-
Hem, UHpomelHMeHM, menesu3uoHHAsA ayoOumopus, #yp-
HaaucmcKuli mekcm, sudeopsao, KOHPAUKM, so3delicmeue
Ha 3pumess, UHGOPMAUUOHHbIU hopmam, npuemel 803-
delicmeusa Ha ayoumoputo, 3pumesu, KoMnemeHyuuU xcyp-
Haaucma, menesu3uoHHbIlU MPodyKkm.
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TV cannel “Russia 1”
eivlieva@vgtrk.com

DOCUMENTARY TELEVISION PLOTS
OF THE GENRE OF THE “INFOTAINMENT”
PROGRAM “UTRO ROSSII”

(MORNING OF RUSSIA),

TELEVISION CHANNEL “RUSSIA 1”:
DRAMATURGICAL ASPECT OF RESEARCH

Abstract. The article deals with the peculiarities of the
creation of documentary television stories in the genre
of infotainment and examines the characteristics of their
impact on the television audience. As a result of the analysis
of specific materials of the “Morning of Russia” program,
the author proves the necessity of using dramatic techniques
in order to form the emotional perception of information
when writing journalistic texts and creating a video footage.
Much attention is paid to the concept of “conflict” and
the importance of its use for direct and indirect impact on
the viewer. Building a retrospective from the moment of
the appearance of the genre as something entertaining,
sensational and shocking, to the moment of its penetration
into serious television information formats, the author shows
the importance of merging the news-related, detached,
distanced approach with the emotional, personalized context
of the information plot to focus the audience’s attention on
the problem points of the material. The author considers the
impact on the audience by means of dramatic techniques and
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within the concept of the genre wa “infotainment” in order
to form one or other opinion in the viewer as an important
aspect of the influence of electronic media, correlating with
the literary, artistic component on the one hand, and modern
technical means on the other. The choice of artistic means,
style of writing, characters appearing in the television
story, are the most important factors influencing the final
perception of the television product. The material created
with the help of such technical and artistic means, according
to the author, can not only emphasize the importance of a
particular social issue, but also form a certain point of view
on all aspects of the topic concerned, allow the viewer to
take a particular position, and thus become like-minded or,
on the contrary, an opponent within the particular event or
phenomenon.

Keywords: documentary television plot, infotainment, tele-
vision audience, journalistic text, video footage, conflict,
impact on the viewer, information format, methods of impact
on the audience, viewers, competence of the journalist,
television product.

«Bce »aHpbl xopoLn, Kpome CKyYHbIX» («Encore une fois tous les
genres sont bons, ovs le genre ennuyeux», [1, Preface de lediteur,
V])— yAMBUTENbHO, HO 3TOT IM1aBHbIN MNOCTYNAT COBPEMEHHOIO Tesle-
BMAEHMA Bbln chopmynmMpoBaH BonbTepom 3a400ro 40 NOSIBAEHUS
TeNeBUAEHMA KaK TaKoBOro. BbiBoa 3HameHUTOro ¢punocoda-npocee-
TUTENA OCHOBAH HEe TO/IbKO Ha ero CO6CTBEHHOM OMbITe, HO U Ha BCeW
NCTOPUN LUBUAN3ALLNM.

Tak, 3HameHuTbIN TpyLa lepogoTa «UcTopua» oTHIOAb He U306uny-
eT cyxumm paKTammn Hayana U OKOHYaHUA COBbLITUIN. ITO CKopee U3-
NoXeHWe nereHa, KTo Koro Korga obuaen, npoctu, 3aBoesan Mau
MOXUTWUA, NPUYEM ABHO NMPOHM3AHHbIN OTHOLLEHMEM aBTOPaA KO BCemy
npoucxogsawemy. BoT Kak oLueHMBaEeT 3TOT TPy4, U3BECTHbIN SANUHUCT
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C. Nlypbe: «Mpuctynan K HaNnMCcaHWIO CBOEN KHUIM, MepodoT, no Bcewn
BMAMMOCTU, HE UMEN B BUAY HanmMcaTb UCTOPUIO MPEKO-NEPCUICKUX
BOWMH. Ero Tpya HauMHaeTca Takumu cnoBamu: “Hukecnepylowme
nsbickanua lepogot dypuel, [B ApyrMx uctouyHukax lepogotr — ra-
NvKapHaceu, — E./.] npeacTaBnser ana Toro, 4tobbl OT BPEMEHU He
M3rNafnnncb U3 Hallen NamMATU AesHUA N0AEN, a TaK XKe 4Tobbl He
3arnoxna cnaea 06 OrpoMHbIX U AOCTOMHbIX YAUBAEHUA COOPYKEHU-
AX, UCNONIHEHHbIX KaK rPeKaMu, TaK U BapBapamu, a TaK¥Ke ele 1 gas
TOro, YTobbl He 3abbiTa Obl/la MPUUYNHA, NO KOTOPOKN BO3HUKNA MEXKAY
HUMK BoWHa”... Tpya lepoaoTa, NO-BUAMMOMY, HMKOrOA HE HOCWUA
XapaKTepa To/bKo reorpaduyeckoro onucaHma. Ero kHura bbina no-
CTPOEHa Mo M/laHy BOCTOYHbIX NOBECTEN, Mo KOTopomy 3ToT Periodos
OOJIKEH ObIN CAYKUTb NNWbL 0BpamaeHnem ana pAana NpekpacHbIX
HoBenn» [2] fepomoT 6bin yOeKaeH, YTO yesaeKamesnbHoe YmeHue —
307102 M020, YMO ucmopu4eckue cobbimua ocmaHymca 8 Namamul.

Brnpoyem, He ToNIbKO COBbITUA, HO M MbIC/U, YYBCTBA, CNOCO6 BOC-
NPUATUA NN OTPULAHMA COBBITUI U ABNEHMIA MOXKHO TPaHCANPOBaTb
OT 0AHOro YenoBeKa K aApyromy. O. Yaiiba yTBepKaan, uto «BANATb Ha
[ApYyroro 4esioBeKa — 3T0 3HAYMT NepeaaTb emy cBoto aylwy. OH HayHeT
AYMaTb HEe CBOMMM MbICASIMK, MblAaTb HE CBOMMM cTpacTamu. U go-
bpoaeTenu y Hero byayT He CBOU, U FPEXUN, — €C/IU NPEeAnoNoKUTb, YTO
TaKoBble BOO6LIE CYLLeCcTBYOT, — 6yayT 3aMMCTBOBaHHbIe» [3, c. 28].
O «uypoaencTBeHHOM» BO3aencTeum ciios nucan u 3. ®pena: «Koraa-
TO C/10Ba Obl/IM KONZOBCTBOM, C/I0BO U TEMEPb BO MHOTOM COXPaHU0
CBOIO MPEXKHIO Yyao4eNCTBEHHYO cuny» [4, c. 9].

3TUM «CNOBECHbIM KONLOBCTBOMY», BO34EMCTBMEM Ha MbICAN U
YyBCTBaA /IOAEN C NOMOLLbIO BbIMbILWAEHHbIX NEPCOHaXKeN Ha NpPoTA-
KEHUN BEKOB 3aHMManuncb nucatenn. MIMeHHo oHu TpaHchopMUpo-
Ba/IM CBOU MAEM, pe3ynbTaTbl aHa/IM3a COUManbHbIX, 6oNeBbIX TOYEK
obuiectea — B popMy, AOCTYNHYO 6OMbLIMHCTBY COBPEMEHHMKOB. Mo-
nynapHaa komeama Bonbtepa «KaHaua, nam OnTummsam» — aydwiee
ToMy noaTeep:aeHue [5]. MpoHus aBTopa No NoBOAy MUPOYCTPOM-
CTBa He MoTeps/ia akTya/lIbHOCTM U B HalM AHU. ToNbKO Tenepb, Chy-
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CTA NOYTU TPU CTONETUA, 06A3aHHOCTb NOCLINATL CUIHAMbI B 06LLECTBO
B3/ Ha cebs KypHanucTtbl. Mo mHeHuo T. KoHioxoBol 1 E. Apnano-
BOM, ntobas MHPopmauma «He MOXKET nepesaBaTbCA, NMPUHUMATLCA
M XPaHUTbCA B YUNCTOM BUfe, CefoBaTe/IbHO, eli Heobxoanma Hekas
0601104Ka, KOTOPOW M ABAAETCA TeKcT. MNocnegHUit NnpefHasHavyeH ans
bUKCMPOBAHUA U TPAHCAALMM 3HAHUA UM CBEAEHMUIA NO KaHanam CBs-
31 B nepegatollein cpege» [6, c. 216].

OT n3bpaHHOM CTUANCTUKM U YPOBHA MacTepcTBa 3aBUCUT CTeMNeHb
BOCMPUATMA MaTepuana KypHanucta. A. [JMUTPOBCKMI MULLET, YTO
«KYPHANUCTMKA BbICTYNaeT “3epkanom” obliectsa, nomoras emy, Tem
caMbIM, CO3HaBaTb cebs, pedaekcnposaTb Hag coboi U CBOMMM COCTO-
AHMAMKU. Mbl, N1oAN, coLManbHble CyLLecTBa, M NOTOMY MOXem chop-
MMPOBATLCA NN B 0OLLECTBE HA OCHOBE “KOHUeNuMu Yenoseka”» [7,
C. 63]. OHa BO3HMKAET B pe3ynbTaTe TPEX COCTaBAAIOWMX: NAEaNbHOIO
obpasa YenoBeKa, BbIABUHYTOrO COLMYMOM, peasibHbiX 06pa3oB OKpy-
¥atowWwmx ntogeit n cobCTBEHHOTO K HUM KYPHAZIMCTCKOrO OTHOLIEHUA.

Takas KOHLENUMA YeNOBEKa BEKAMM Pa3BMBaiacCh B NTEPaATYPHOM
cpeae. KypHanucTmKa — ee npogoskeHue. MoCcKoNbKY LEean CXOXKU, Me-
TOAbI, NPUHATbIE HA BOOPYXKEHME CPeacTBaMM MaccoBoi MHGoOpMauuu,
BMOJ/IHE CPABHMUMbI C TEMU, YTO Y)Ke NOoKa3an CBOK AEeNCTBEHHOCTb —
NErKUIn CNOT, KMBble NEPCOHAXKM, acCOUMATUBHLIN PAL, KOHEYHO, B
COYETaHMMU C COBPEMEHHbIMU TexHoNorMaAMN. OQHAKO aMepUKAHCKUIA
dyTyposnor 3. Topdnep oTmeyaeT, YTo «Mbl 60/bLLE HE BOCMPUHUMAEM
KU3Hb TaK, KaK Ntoaun B NPOLAOM. M 3TO OCHOBHOE OT/IMYME, KOTOPOEe
CTaBUT UCTUHHO COBPEMEHHOTO Yesl0BeKa 0COHBHAKOM. M60 B 3TOM yCKo-
PEHUN KPOETCA HEMOCTOAHCTBO (BPEMEHHOCTb), KOTOPOE MPOHMKAET U
NPONUTLIBAET Halle CO3HAHWE, PafMKabHO BANAS Ha CBA3b C APYTMMM
NO4bMM, C BELLLAMU, CO BCEM MUPOM MAEN, UCKYCCTBA U LieHHOCTENY [8,
c. 7]. Takoe BocnpuaTME BO-MHOFOM 06yc10BNEHO GEHOMEHOM MeaM-
aBo3/eincTBumA, NogpobHo onucaHHom K. bpariaHT 1 C. TomncoH [9]%.

! ABTOPbI CYUMTAIOT, UTO «MHDOPMaLMA, MOAYYEHHAA NPU NPOCMOTPe Tenenepeaay Uan YTeHum
raser, CTUMyNMPYET WKW aKTUBMPYET OMpesAeNeHHble NPOBOAHWKU. OTAeNbHbIE MbICAW WK
UyBCTBA, COXPAHAOLLMECA B MAMATU MHAMBUAA, BCMOMUHAIOTCA U aCCOLMUPYIOTCA C HOBOW MH-
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Mpueesem ¢parmMeHT BUMAEOCIOXKETa KOPPECNOHAEHTA pesaKumm
ITPK «BnaanBOCTOK», MOCBALLEHHOIO OTKPbLITUIO a/IMa3HOM GpabpuKu.
TeKcT KoppecnoHAeHTa 3a Kaapom: «bpunnvMaHToBbIA AbIM Nog no-
TO/IKOM: Y KNAaCCMKOB — MMPaXK, 34eCb — peanbHoCcTb. Ha anmasHoi
¢babpuke BO BnaanBocToKe NepenmBatoTcsa NPUHLECCHI, MAapKU3bl, alle-
pbl. Bce 310 — BMAbI orpaHku 6puanmaHToB. Ho camble foporve Kam-
HW — Knaccuuyeckue, Kpyrble». TurpaH MeTpocsH, orpaHLLMK aimasos,
rosoput: «C 00HOU CMOPOHbI, MOYUMb KAMeHb, ¢ Opyzoli — He mpo-
2ame. 3Ha4um, mam Kakoli-mo degpekm ecmo. A ecau mel IPOCMO Mo
Kpyay Kpymuwlb e2o, mel nopmuuie KameHs, A amom KameHs cmoum
deHeax.

TeKcT 3a Kagpom: «AnmasHyto ¢pabpuKy Bo BnagmBocTOKe OTKPbIA
WHOMNCKWIA MHBECTOP — KPYMHEMLW KUt B MMpe NpoM3BOAUTENb Aparo-
LEHHbIX KamHel. OTKpbITME NPOLL/IO B CEHTADPE B pamkax BoctouHoro
3KOHOMMYecKoro ¢opyma. A rogom paHee KOMNAHUA, KOTOpasa ceinyac
nocTaBAseT cbipbe Ha GabpuKy, cosgana B ceobogHOM NopTy Bnagmso-
CTOK EBpPa3sMCKMiA anmasHbIi LEHTP, YTOObI BECTU TOProBAto C Kutaem,
AnoHuel, KOxHol Kopeeii. 98 NpoLEeHTOB POCCUMCKUX aiMa30B A06bI-
BatoT Ha [lanbHem BocToKe. Tak 4to ctonnua NMpnumopba MOXKET CTaTb U
bpunnmaHToBom ctonuuen» [10].

He 3aTparMBasa MopanbHO-3TUYECKYIO CTOPOHY npodeccun, obpa-
TUM BHMMaHWe Ha cnocobbl GOPMMPOBAHMA OLLYLIEHUS TOTO, YTO CO-
6bITHe, B 06WEM-TO, MECTHOFO MacluTaba, KOTopoe BpPAA /N PeasibHO
NMOBNUAET Ha YKMU3Hb KOFO-TO M3 MHOFOMMW/IIMOHHOM ayauTOPUM, CO3-
[AeT y 3TOM ayauTOPUM OLLYLLIEHWE COMPUYACTHOCTM BonbluoMy Aeny,
XOPOLLMX, NO3UTUBHbIX NEPCMEKTUB B LIEIOM.

1. AccoumaTMBHbINA TEKCTOBbLIN pAA: «OPUANMAHTOBBIN AblM, NPWUH-
LLeCcCbl, MapKuU3bl» — NpPasgHNYHas, APKasa KapTUHKa, olwyLleHne borat-
CTBA, POCKOLLMK.

dopmaumeir. ITM NPEACTAaBAEHUA U MbICIU MOTYT CTUMY/IMPOBATL Apyrye NPeacTasaeHus v
MbIC/M, CBA3AHHbIE C HUMW, U BAUATb Ha NoBefeHWe Yenoseka. Koraa notpebutenn maccosol
MHGOPMALLMKM NOYHAOT MHGOPMALMIO-PA3APAXKMTEND C ONPEAENEHHbIM 3HAaYEHUEM, OHa CO-
OTHOCUTCA C BAVU3KUMM K Hel MOHATUAMM. MbICM, CBA3AHHbIE C ONPEAEeNEHHbIMU IMOLUAMMU,
aKTUBMPYIOT COOTHECEHHbIE YyBCTBA M NOBeAeHUYEeCKue peakuum» [9, c. 107].
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2. CTaTUCTMYECKME JaHHble, Kak U ntobble gpyrue undpsbl, yoerxaa-
10T 3puTena B rybuHe NoAXoAa XKypHaAUCTa K UCCNEL0BaHUI0 TEMBI,
ero o6 beKTUBHOCTY.

3. KopoTKoe MHTEpBbIO C 0ObIYHbIM Pabounmm co3gaeT y 3putens
olLyLLeHMe conpuyacTHocTh: «OH TaKOW »Ke NPOCTONM YesIoBEK, KakK £,
OH paboTaeT, NOOUT CBOE AEN0, eMy XOPOLWO U KOMOPTHO. Al Toxe
OLLLYLLLAI0 3TU IMOLUNY.

4. B-yeTBepTblX, HO HE B-NOCAEAHUX, 3TO, KOHEYHO, BUAeopAs: cBep-
Katolme B Ny4ax OCBETUTENIbHbIX NPMBOPOB AparoueHHble KaMHM,
MHOTOLBETHAA pajyra a/IMa3HoM NblM, aKKypaTHble N04M, OfeTble
B cneuoaexay, Kpacusble BuAabl 6yxTbl 30/10TOM POr — KaK U3BECTHO,
KapTUHKA CTOUT TbICAYM CNOB.

Takum 06pa3om, croxem He mosbKo UHopMUpyem 3pumens, HO
U 300aem mMoH OCMbIC/eHUA peasbHOCmu.

Mpw aToMm, ecnn NpoaHanM3mMpoBaTb MaTepman 06 bEKTUBHO, MOXK-
HO MPUIATK K BbIBOAY, YTO AAHHAA TEMA, CKOpee BCEro, He 3anHTepe-
coBana 6ol 3puTens, ecam bbl emy Aasn BO3MOXKHOCTb BbibMpaTb. Tem
He meHee, 60/1bLIOe KOIMYECTBO t0Ael — CornacHoO 3amepam ana-
nA 1263,6 MIIH YenoBeK, YTO COCTaBuao 15,2 NpoLeHTa TeNeBU3NOH-
HOW ayauTOpuK, — NMOCMOTPENN CIOXKET OT Hayana A0 KoHua. Takoin
cnocob nofayn matepuana, Kak, KCTaTu, U CNocob maTemaTU4YeCcKoro
nofcyeTa MHTepeca 3puTens, BO3SHUKAN MOYTU OAHOBPEMEHHO U He
CNly4alHO: O4HO HEBO3MOXHO 6e3 gpyroro. Ecan B nevaTHbix CMMU
BCE onpeaenan TMpaxK, To C NOABAEHUEM PASMOBELLAHMA ayANTOPUA
CTaNa HeKUM abCTPaKTHbIM NoHATUEM. MexXay TeM He TONbKO co3aa-
TENSM NPOrpamm, HO U peknamogaTtensim bblio YpesBblYaiHO BaXKHO
3HATb, KaKas UMEHHO ayANTOPUA U, CAMOE [MaBHOE, B KAKOM Konye-
CTBEHHOM UCYUC/IEHUN CAYLIAET TY WAWN UHYKO NPOTrpaMmmy, LOY, Uan
KOHULEpT.

MoTpebHOCTb B M3MepeHUsX bblaa, NO3TOMY MHCTPYMEHT 6bia CO3-
AaH. CHavana ato 6b1am TenedoHHbIE ONPOCbl — MX Hava/l NPOBOAUTb
B 1926 rogy Apunbanbg Kpocan. MepBbim KnmeHTom Kpocau ctana
KomnaHus Shredded Wheat, KpynHeiwmnin npomsBoanTeNb 3€PHOBbIX
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XN0NbeB. 3a4ayelt onpocoB 6bII0 BbIACHEHWE, KaKMe PagMoCTaHUMM
pacnpocTpaHAOT peknamy KameHtos. Ho yxe B 1935 roay apyroi
amMepuKaHcKui coumonor — Knopa Xynep — ycoBepLUEHCTBOBaN Me-
ToA,. B pamkax ero uccnegoBaHuiA pecnoHAEHTaM 3a4aBasin YeTblpe
Bonpoca: «CnywaeTte nM Bbl pagno cemyac? Kakyto nporpammy Bbl
ceiyac cnywaete? Kakaa ctaHUmMA nepegaet 3Ty nporpammy? Kakan
peknama BbIXoAWUT B 3ToM nporpamme?» [11, ¢.170].

PesynbTaTbl NOAZO6HbLIX OMNPOCOB BOJILHO WAW HEBOJIBHO CTanu
B/INATb HE TO/JIbKO Ha KOMMEPYECKY0 COCTaBAAIOLY NPOorpamm —
CHa4ana paauiHbIX, a 3aTemM M TeNeBU3MOHHbIX. [TOHATHO, YTO cpeam
ABTOPOB, BeAyLIMX, MPOAICEPOB BO3HMKNO HErNAacHOEe COPEeBHOBa-
HMe 33 NpuBAeYEeHMEe AyAUTOPUM UMEHHO K CBOeMy NpoayKTy. U ecamn
NPOrpammbl Pa3B/ieKaTeIbHOrO }KaHpa C MOMEHTA CO34aHMA CTaBUAMU
nepes cobow Lenb pas3BfieKaTb, TO XKypPHaAUCTaM MHDOPMALMOHHbIX
nporpamm 6b110 HENPOCTO HaTU NPaBUAbHBIA CNOCOb NogaYM HOBO-
cTei, ocobeHHO CBA3aHHbIX C COLMANbHbIMKU, SKOHOMUYECKUMU UM
KOMMYHa/ibHbIMM Npobiemamu.

HeobxoanMmocTb NpuBAeYEHUS BHUMAHWUS YnTaTeNa, cayliaTens, a
NOTOM U 3pUTeNA CHayana pasgeninna XKypHaaucTuky Ha ABa nareps.
HoBocTu ocTtaBanmch cyry6o opuumanbHbiMm MHGOPMALMOHHBIM XKaH-
POM, TOrA4a Kak penopTaxkun cTaHoBUAUCH Bce Bosiee anaTuMpyowmmm,
nopoii Ha rpaHu posia matepuanamu. Tak, B XIX Beke B bputaHuun odpu-
LUMaNbHble penopTakM BEIUCh C 3aCeaHNM NAapAaMeHTa, KOPPEeCNOoH-
AEHTbI NPOCTO CTeHorpadMpoBann BbICTYMNIEHMA NAapAaMEHTAPUEB U
OTNpaBAAAM B raseTbl GpparmeHTbl 3STUX BbICTYNAeHU. B To Xe Bpe-
MS OAMH M3 CaMbIX U3BECTHbIX BPUTAHCKUX PenopTepoB, COTPYAHMK
«Mann Mann laset» Yunbam CTug, npocnaBuaca paccnefoBaHuem
npobnembl AeTCKOW NpocTUTyumun. C uenbto NoKasaTb mMacwTab npo-
671eMbl U OTHOLLEHWE K HEW BNacTel U 0bLWEeCTBa, KYPHANUCT Kynun
13-neTHio0 Aoub Tpyboumncta Inmsy ApMCTPOHT M Npoaepkan ee y
ceba foma HeCKo/IbKO YacoB. Bce 3To Bpems ¢ HUM HAXO4MAUCH CBU-
OETeNN, OHU Ke BNOCNeACTBUM NOATBEPAUAN U GAKT MOKYNKK, U TO,
YTO AEeBOYKa He noctpagana. Martepuan GPUTAHCKOro KypHanucTa
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NOAYYUA TaKON PEe30HaHC, YTO NOAMLMM Aanu ocobble NOSHOMOYMA
4na 60pbbbl ¢ 3TUM SBNEHMEM, @ BO3PACT COBEPLUEHHONETUA NOAHSA-
v c 13 go 16 net [12].

B eBponecKol neyaTHOM Npecce AefleHNe Ha «CONMAHbIE» U TaK
Ha3blBaeMble «KENTble» U3AaHMUA B KAKOW-TO CTENEHW COXpaHseTcs
[0 cux nop. A BOT 3/1eKTPOHHbIM CMMW npuwnock HaitT cnocob obb-
eAMHUTb MHPOPMALIMOHHbBIA KOHTEHT M cnocob nogayn matepuana,
NpuBAEKaloLWMiA BHUMaHWE ayamuTopum. MepBOOTKpbIBaTENAMM HOBO-
ro *aHpa cTanu }KypHaaucTbl CLUA: n3mepeHue peTUHIOB ACHO No-
Ka3asio 3aBMCUMOCTb KYPHAINUCTA OT BHUMAHWA ayaUTOPUN U 3aBUCK-
MOCTb ayAMUTOPMM OT YMEHMA NoAaTb HOBOCTb.

BoT Kak 3Ty 3aBucMMOCTb onucan [l. Mappwuan, noyeTHbl npodec-
COp WKO/bI }KYPHAAUCTUKM YHMUBEpPCUTETa Muccypu: «XopoLwmnii peaak-
TOp — 3TO YeNOBEK, KOTOPbI NOHMMAET, YTO OTBETCTBEHHOCTb YKYypPHa-
JINCTa 3aK/oYaeTCA B 06ecneyeHmmn YnTaTenss BaXKHbIMM U MOe3HbIMU
HOBOCTAMM, KOTOpble COBCEM He 06A3aTeIbHO MOryT BbITb NpuBeKa-
Te/IbHbl U MHTEPECHbI AA HUX ... XOPOWWiA peaakTop ABAAETCA OAHO-
BPEMEHHO M NParmaTUCTOM, U PeasuCTOM, HO He OAHOCTOPOHHMM Ye-
JIOBEKOM, KOTOPbIN INBO pasBieKaeT, IMbo noyyaeT CBOUX YMTaTeNEN.
Xopolunin pefakTop genaeT u To, U Apyroe, u TpeTbe. Pepaktopy mano
6bITb TONLKO PEANNCTOM, EMY HYKHO ObITb U UAEANNUCTOM, YTOObI Be-
pPWTb, YTO YMTATENWN OO/KHbI NOAYYaTb U Ty MHPOPMALMIO, KOTOPYIO
OHM, BO3MOHO, W He Bblibpanu bbl, 4an Mm Ha 3To npaso» [13, c. 212].

MOHATHO, YTO CNOBO «pPeaakTop» B 4aHHOM C/y4ae 03Ha4yaeT CKo-
pee C/0BO «XKypHanucT». YTo e KacaeTcAa TepMuHa, KOTOPbIA onn-
CbIBaeT TaKol cnocob co3gaHMa MaTepuana B LENOM, TO OH CerogHs
XOPOLWO M3BECTEH: 3TO «MHPOTeHMeHT» (infotainment).

B nccnepoBaHMAX M paboTax MHOMMX POCCUMIACKMX aBTOPOB MOMK-
HO NPOYMTaTb, YTO TEPMMUH K...BO3HUK B pe3y/ibTaTe abbpeBnaTypHoOro
obbeamHeHus aByx cnos: nHdopmaums (information) n paseneyeHue
(entertainment) v BbipaskaeT cTpemieHNe NPOAICEPOB NoAaBaTb HO-
BOCTU B popme pa3B/ieKaTesIbHbIX Nepesay uanm ¢ OTTEHKOM pasBie-
KaTenbHOCTM» [14]. OAHaKO cerogHaA C 3STUM YTBEPKAEHUEM MOMKHO
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nocnoputb. Ecan paccmoTpeTb BeCb CNEKTP TeNEBU3MOHHbIX CHOXKe-
TOB, CO3AaHHbIX B pamKax nporpammbl «YTpo Poccum», npusHaHHO-
ro MAaepa yTPEHHEro BeWaHus B KaHpe MHOOTEMHMEHT?, TO CTaHeT
OYEBUAHO, YTO MPAKTUYECKU Ntoban Tema, [arke camas coumasibHO
0CTpasn, SMOLMOHANbHAA U ApamaTUUYecKas, MOXKET OblTb pacKpbiTa B
pamKax 3TOro »aHpa. MNoHATHO, YTO B AaHHOM Cay4yae TEPMUH «pas-
B/IEKATENbHbINY ABNAETCA HecocToAaTeNbHbIM. CKopee, MOXHO roBo-
pUTb 06 MCNONBb30BAHUKN APYIMX CPEACTB ANA MPUBAEYEHMA BHUMA-
HWs 3puTens K npobneme. U 34ecb Ha NepBoe MECTO BbIXOAWUT TaKoW
ApamaTypruyecknin Nnpuem, Kak KOHGINKT, B OCHOBE KOTOPOTO NEKUT
CTONIKHOBEHME UHTEPECOB MU UHLMUAEHT.

Buabl KOHOAMKTOB MOryT ObiTb CaMbiMM PasHbIMKU: MPAMbIMM,
onocpesoBaHHbIMWU, KOHCTPYKTUBHBIMU, HEKOHCTPYKTUBHbIMU. [naB-
HOE, YTO MMEHHO KOHOAMKT B BUAE MHUMAEHTA ABNAETCA CerogHa ot-
MpPaBHOW TOYKOM B CO34aHUM MaTepuana. HenogaenoHble amoumu
NPWB/IEKAIOT 3pUTENA, 3aCTABAAIOT CONEPEXMBATb, COY4aCTBOBATb, a
3HAYUT — CNeanTb 3a pPasBUTUEM COBbITUIN. BOT Npumep: Hayano cro-
¥KeTa 0 KBapTUPHbIX MOLLEHHUKAX, KoppecnoHaeHT 3. bacunus [15].

«Jland»: «Bbl 34eCb HUKTO, XKeHLWMHa... HMKTo! A cOBCTBEHHMUK.
3710 Mos KBapTMpal!» — «Bbl BOp 1 6aHAMUT!».

KoppecnoHaeHT 3a Kagpom: «Ha aTux BMAEOKagpax — npumep
KNacCMYECKOM CXeMbl YepHbIX pnanTepos! OHK 3aBNaAeBatOT AONAMM
B KBApTMpPE — He BCeraa 3aKOHHbIM cnocobom, a NOTOM AenatoT Bee,
4TOObI BbIXKUTb U3 HEEe OCTa/IbHbIX COOCTBEHHUKOB. B x04 nayT yrpossi
N JaXke pyKonpuknagcTeo. Hageraa JleBuHa nonana B aHa/IoMMYHYHO
cuTyaumio. B 6opbbe 3a cBOM KBagpaTHbIe METPbI OHA C TPYAOM Aep-
KUT 060POHY».

Hapexaa /leBuHa, noTepneswasn: «Y Hac BbINUAWBAAWN ABEPb U U3-
6MAN My>Ka, BNOCNeACTBUM U3OBMAM CbiHA. MM HYXKHbl AEHbIN, BbIMO-
raTenbCTBO, PeNaepcTBO».

21 kaHan
25+
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3pecb o4eBNAHA KOHOAUKTHAA CUTYaLMA, Le/ib KOTOPOM:

1. 3aBnageTb BHUMAHMEM 3pUTENSA.

2. 0603HaunTb Npobnemy.

3. cnonb3oBaTb 3MOLMOHANbHOCTb U SKCMPECCUBHOCTb Kak ¢op-
MY U30XKEHUA.

B faHHOM cny4ae UCNosb3yeTca MeToa NPAMOro KOHGAUKTA, Hau-
6onee oCTPO M APKO UANOCTPUpPYOWMIiA Npobaemy. [lanee B cloxeTe
npobsema aHaNM3UPYyeTCA, pacCMaTPUBAETCA B Pa3BUTUN U NPeaCTaB-
NnAeTcA B BUAE Hepa3pewmnmoro KoHOAKUKTa:

TeKcT KoppecnoHaeHTa: «B nobble BpemeHa HeABUMKMMOCTb NpU-
B/eKasa BHMMaAHWe 6AHAUTOB M MolweHHWKoB. CnocoboB oTbema
KBapTUpP Yy HaceneHusa nsobpeteHo AecaTkn. U, xoTa cobCTBEHHUKOB
NOCTOAHHO NPM3bIBAIOT ObITb OCTOPOXKHBIMM, OHW BCE PABHO Nonaaa-
toT B ceTh adepucToB. [NoKazaTenbHasa nctopus npomsoLuna 8 BopoHe-
*e. Tam ToNbKO BHMMATEIbHOCTb COTPYAHUKA PocpeecTpa coxpaHuia
3aKOHHOMY B/IaZleNbLly €ro Xunbe».

EneHa Wununosa, coTpyaHuk Pocpeectpa: «Takoi Har1oCTH A He
BMAENA: OHa ctofa npuxoamna B KabuHet! 3BoHWAa no Tenedony. Y
Hee y»Ke bblna caenka Ha 06bEeKT HasHaveHal»

TekcT: «EneHy LUnnunosy cmyTruna pacnmucka B NoayvYeHUU AeHer.
MoyepK, — rosopuT, — BblN ABHO NOAAENAH, TAK XKe, KaK U NOANUCK
Ha OOKymeHTax. BbiAcHMNOCH, YTO Bnagenel, KBaApaTHbIX METPOB B
la30BOM Mepeynke pewnn nepeyctynnub UX cBOeMy 3Hakomomy. Mo
[0roBopy B COBCTBEHHOCTb HOBOFO X03AMHA KBapTMpa nepexoamna
TO/IbKO MOC/e TOro, KakK OH BbINAATUT BCIO CYMMY. YAApWUAN NO pPyKam.
Ho nokynaTenb pewwun n aeHbrn He OTAaBaTb, U YYXKOe Xuibe OTo-
6patb».

Onbra Hasaposa, agsokaT: «Ecaun 6bl AeACTBUTENBHO NpoM3oLLen
nepexoa npaBa COHCTBEHHOCTM Ha MHOE ML, MO bbl foBepUTENDb
He cMor BepHYTb cebe KBapTUpy».

TekcTt: «[lo MHEHMIO 3KCMepToB, — HacTosALLEe MOLUEHHUYECTBO,
cTaTtbA npegycmatpmsaeT Ao 10 net avweHusa csoboabl. BoT TonbKO
[0 NocnegHero BpeMeHu B cygax nofobHble NpecTynaeHua KBaau-
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duumpoBanmcb no-pasHomy. Kak rosopAT topucTbl, He 6bl10 eauHo-
ro NPMMEeHeHUs YroJIoBHOIO 3aKoHa. TaK, Hanpumep, NPecTynHUKOB
MOT/IM NMpPUBAEYb K OTBETCTBEHHOCTM 33 MOALENKY LOKYMEHTOB, A B
3TOM C/ly4ae M CPOK MeHbLUE, U 0OMaHyTble COBCTBEHHUKMN NpaKTUYe-
CKM TEPANU HALEXAY BEPHYTb CBOE XKUbEY.

EBreHnin PybuHwTeliH, coBeTHUK PeaepanbHOM nanatbl afBoKa-
ToB: «HenpaBuabHan KBaMdUKauma geaHUs NpuBoanaa K ToMy, 4To
COBCTBEHHMKM KUbIX MOMELLEHWUI, KOTOpble AMLWWAAWUCL MpaBa Ha
Hero, He Moran o06paTHO BEPHYTb CBOK COBCTBEHHOCTL. Celtvac KBa-
nmouKauma no 159 crtatbe ¢ HOBbIMM pekomeHaaunamm BC nossonut
cobcTBeHHMKaMm 3aaBUTb 06 McTpeboBaHMM CBOEro 3aKOHHOTO B/aje-
HWS U BEPHYTb COOCTBEHHOCTbL 0OpPaTHO».

TeKcT: «3a BlagenblLeB XUba NPULLIOCL BCTYNUTbCA BepxosHOMY
cyay! Tam pasbACHUAN, YTO MMEHHO CYMTATb YrONOBHbIM 0BMaHOM,
nonagaroLwmm nog ctatblo “MolleHHNYecTBO”, a TaK»Ke, Kak pasrpa-
HWYUTb OAHO MOLLIEHHUYECTBO OT Apyroro. Nctopum 1 B camom aene
ouyeHb pasHble. Tak, 90-neTHuii AH KannaHtok u3 bapHayna avwun-
€5 COH6CTBEHHOM KBapTMpPbl, MOCTaBUB OAHY-€ANHCTBEHHYIO MOANUCH.
MeHcMOHEep XOTen 3aKA4YUTb C POAHbBIM BHYKOM A0roBOpP NOXKU3HEH-
HOrO CoAepKaHMA, 3 MONOA0W Ye0BEK NOACYHYN eMY LapPCTBEHHYOY.

AH KannaHoK, neHcnoHep: «f eweé ckasan: “A He NonyymTcsa Tak,
YTO Bbl MEHA BbIFOHUTE paHblue cmepTn?” — “[la HeT, gen, Kak Ao-
rOBOPW/INCD, TaK BCE U ecTb”. A OHWM MHE BMECTO PEHTbI AAPCTBEHHYIO
noacyHynu. A eé n nognucan».

TekcT: «Tenepb BHYK He NycKaeT geaa Ha nopor. HecnyyaliHo 3Kc-
nepTbl OTMEYAIOT, YTO NEHCUOHEPbI HAXOAATCA B 0COOOM 30HE PUCKA.
PalioHHbIV cya, a 3aTeM U KpaeBOW MPWU3HaANM CAENKY AENCTBUTENb-
HOW, MOLEHHNYEeCTBa B AEUCTBUAX NPeanpUMMUYMBOTO MOOAOTO Ye-
NnoBeKa He ycmoTpenu. Tenepb ecTb HAZEXAA, YTO HA Aeno 06MaHyTO-
ro NeHcMoHepa MecTHas pemmnaa NOCMOTPUT YKe APYTUM B3rNAL0M !y,

ObpaTmca Tenepb K O4HON U3 CaMbiX M3BECTHbLIX U NONYAAPHbIX
KHUr «Writing for emotional impact» Kapna Urnecnaca, obyyatoLueit
nucatb KUHocueHapuu. CpaBHUM PeEKOMeHAyeMbli B Hell cnocob
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PaboTbl C MATEPMANOM M NPUBELAEHHDIN Bbllle CHOXKET. B KHMre npea-
cTaB/ieHbl 12 ¢cnocoboB yBENUYUTD NPUBIEKATENIBHOCTD Ballen Maen
[16, p. 30-36]. PaccmoTpmm 7 OCHOBHbIX, HE TPebYHLWUX Pa3BUTUS
XapaKTepa repoes WauM cutyaumin B dopmate «bonbLION», NOCTaHO-
BOYHOW KMHOJIEHTbI

1. Hariante yHMKanbHbIN KPoK B CBOEM nctopun. B Hawem cnyvae
3TO HA4Yano CHOXKETA, UHLMAEHT.

2. Yto camoe xyalee, YTO NPOUCXOAUT C BawuMm repoem? Hana-
[AeHNe Ha reponHIO U YNEHOB ee ceMbW, ee COBCTBEHHbIN pacckas 06
3TOM.

3. [lobasbTe BTOPYtO MAaet. CoTpyaHmua PocpeecTpa CTO/IKHYyaCh
C MOLLIEHHMLEM NpAMO Ha paboyem mecTe.

4. Co3palite UHTEPECHOE NOACTPEKatoLee cobbiTue. PogHOM BHYK
0bMaHyn aefa-neHCMoHepa, YTobbl TaK e 3aBafeTb KBAPTUPOM.

5. oseaute cuTyaumto Ao KpanHocTtu. Cya Ha CTOPOHE MOLLEHHWKOB.

6. NoayepkHWUTE 06CTAHOBKY, apeHy, M1p (33 Kagpom). Buaeopas,
croxerTa.

7. Coenalite KOHUENUMIO MHTEpPecHOW Aunemmon. PUHaNbHbLIN
TEKCT ctoXKeTa: «Tenepb ecTb HageKaa, YTo Ha Aeno obMaHyToro neH-
CUMOHepa MecTHaa Gemuaa NOCMOTPUT YKe APYTUM B3rNALOM!».

Mo Tem e NpUHUMNAM cTpouTcA NtobOoN CIOXKET, MEHAOTCA TO/b-
KO MecTo AelCTBUA, repoun, CyTb npoucwealero. Mpu sTom He UmeeT
3HAYeHWUA, KaKo UMEHHO KOHOIMKT NIer B OCHOBY MaTepuana.

BoT npuvmep Hayana croKeTa, MNOCTPOEHHOro Ha CKPbITOM KOH-
dnnKTe. 34ecb «3aBA3KOM» CAYXUT NPOTUBOMNOCTABAEHUE Yya0Aaei-
CTBEHHbIX W peasibHbIX CPeACTB neveHuns oT rpunna n OPBU [17].

«JTaind»: «[leHb TONbKO HAYMHAETCSA, HO BCE MOXKET NMOWTU HacMap-
Ky B 1060 MOMEHT... TONbKO He y Tebal!» (Ha KapTuHke — oduc, Bce
BOKPYT YMXatoT U CMOpPKatoTcA. [leByLIKa paccTerMBaeT KypTKy — Y Hee
Ha Lee BUCUT KaKoWN-TO NpeaMeT, U OHa YBEPEHHO MAET NO KOPUAOPY).

TeKCT KOppecnoHAEHTA: «3aUTUT OT BCEX CYLLECTBYIOWMX WTAM-
moB rpunna u OPBU, a B Nnogapok — ele U 4e3040pUpYoLLmin 3¢-
beKT. B MHTEpHETE aKTUBHO OOCYKAAOT HOBUHKY: ANOHCKUIA AKOObI
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6/10KaTOp BUPYCOB, Ha Aene — NAAcTMHA TBEPAOro ANOKCMAA X/10pa.
B manoit KoHUeHTpaumMm — 6ecrnonesHblii, B 601bLLIOK — MOMKET Bbl-
3BaTb pa3gpakeHue cnm3uncTbix obonoyek n faxe otpasneHue! Tem
He MeHee Ha CTpaHMYKe NpoaasLa ye bonblue Toicaum navikos! He-
yamsuTenoHo: B Poccum HacTtoAwaa uctepua! Cpeactsa ot rpunna
OYKBa/IbHO CMETAIOT C NPUIABKOB...».

«Mand»: «“A OKCONMHKM y Bac HeT? OKCONMHOBOW Ma3n?’ —
“K cokaneHuto, OKCONMHOBOW Ma3mM HeT y Hac. Pazobpanu Bcé” ».

TeKcT: «M Tak B NATM anTekax noapag! Macku, masu n Kanaum pac-
XOAATCSA, KaK ropsume nupoxKu. MNoyyse pasmax, busHecmeHbl HaBO-
OHAOT PbIHOK BCE HOBbIMM Npenapatamu. OgHa U3 «Npembep ceso-
Ha» — 3Kcnpecc-TecT Ha rpunn. No4vyBcTBOBATL CEOA OHBIM XMMUKOM
HaM npeanaratoT BCEro 3a TbicaAvy pybnei.

«JTand»: «JaHHaA BaTHAA NaNo4YKa BBOAMTCA B HOC HA 3 ¢cMm, cobu-
paeTca KOHTPO/IbHbIN 06paseL, M 3aTeM BBOAUTCA B NPOOUPKY — Tyaa
YK€ Ha/NIUT KOHTPO/IbHbIMA PAacTBOP, BHOCMM NOPAAKA 4 Kanenb B KOH-
TPO/SIbHOE OKHO M XAem pe3y/bTaTa, TOYHOCTb onpeaeneHua rpunna
— 99 npougeHTOB!».

TekcT: «[a uTto Tam 99, Bce 100, — gobasnawT Bpaun! MmeHHo Ta-
KOBa BEPOATHOCTb, YTO TECT A5 BAC OKaXKeTcA... 6ecnonesHbim».

Hasng, Menuk-TyceitHos, aupektop 'BY HUWM opranusauymm 3gpa-
BOOXpaHeHUs: «HeT HM O4HOro LOKa3aTeNbCTBA, HU O4HOIO UcCeno-
BaHWA, YTO 3TM TecTbl paboTatoT 1 YTO-TO Tam BbifBAAIOT! Mpounssogy-
TeN TaKMX TECTOB MPOCTO XMTPAT U BbIAAIOT TOT MU UHOM TECT He KaK
nsgenve meguuMHCKOro Ha3HaYeHUA, a Kak HeKUM Apyron ToBap, Ha-
npMmep, CPEACTBO MMIMEHbI, U Y¥Ke BOT 3TOT TOBap He TpebyeT KaKkon-
TO CneunanbHoOM cepTUdUKaLUK, CNeLnanbHbIX NpoLeayp — NpocTo
KNaZyT ero Ha nosKy M cBO604HO ero NpogatoT».

TeKcT: «BoT 1 AnekcaHgp Ha YyAo-TecT He Kynuaca. Ecam yx v Bbl-
ABNATb FPUNM, TaK B JOPOrOM AMArHOCTUYECKOM LIeHTpe, Tem bosee
M ycnyra, COOTBETCTBYIOLLAA €CTb: BCEro 3a 3 ThicAYM emy obeltanm
onpeaennTb UMEHHO ero BUg, pecnupaTopHoro 3abonesaHums, TaK CKa-
3aTb, 3KCK/IO3UBHO».
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AnekcaHgp: «MHe cKa3ann, YTO MOXHO BblABUTb, HE TONIbKO eCTb
av rpunn unnm OPBU nan HeT, @ UMeHHO TBOM BUA, — CBUHOW, NTUUNIA
WKW KaKoW Tam elle ecTb... BuaoB OPBU Bcero 6osblue 200. Hy, B uto-
re y MeHs CaMblil pacnpoOCTPaHEHHbIW OKa3anca».

TeKcT: «A Begb OKaXKUCb Y AnekcaHapa apyroi supyc OPBW... Hu-
yero 6bl POBHbIM CYETOM He MomeHsnocb! Ha HayanbHbIX CTagmAx
abcontoTHO BCE OHWM Neyatca ogMHakoso! U BOT TyT B BonbLuyto urpy
BCTYMalT anTekn. Hanpumep, BoT B 3ToW leH3eHCKON B npoparke
MOKHO HaWTU KoANeKunto nekapcTs “3uma-2016": B cnncke — camble
[oporve 1, BUANMO, AeNCcTBEHHble npenapaTbl. CTOMMOCTb — COOT-
BETCTBYIOLLLAAY.

«Nlaiip»: «Bce BmecTe 6yaet ctomtb 2038 pybneiny.

TekcT: «A BOT Habop, COCTaB/EHHbIN U3 OTEYECTBEHHbIX Mpenapa-
TOB, — Te Ke AeNCTBYILLME BELLECTBA, Pa3Be YTO YNAKOBKA CKPOMHEEe».

«Nanp»: «06wan cymma — 152 pybnaar.

TekcT: «Ho YTO AenaTh, €Can 3a BCHO 3MMY Bbl TaK U HE YMYAPUANCH
3ab60n1eTb? Huuero cTpalwHOro — 3a BaluW AeHbrM 3TO BbICTPO Mcnpa-
BAT B HEKOTOPbIX MeANUMHCKMX LeHTpax! Tam ncnyraHHbIM anngemm-
e rpaxgaHam Ao cux nop npeanaratoT caenaTb NPUBMBKY!».

MeHeaxep MeaMLMHCKOTO LeHTpa (no TenedoHy): «aa, Mbl MO-
XeMm caenaTb, nogbesxante! A ckonbko ctont? 1500 33 ppaHLy3CKytO
BaKuMHy, 900 — 3a OTe4YeCTBEHHYHOY.

TekcT: «TepaneBTbl OT Takoh “npoctoi” apnPmeTMKn NpocTo B
woke! 310 He npocTo HecnonesHo, 3TO HacToAllee BPeAUTENbCTBO
cobCcTBEHHOMY OpraHM3my».

MapwuHa JleoHoBa, Bpay-TepanesT: «Bce 3To nogpasymeBaeT oc-
nabneHune Ballero opraHnM3ama, ociiabseHme MMMYHUTETA, TO CTb Bbl
noLWwn NPMUBUINCL — HA BacC, U3BUHUTE, KTO-TO YUXHY — U BOT TOr4a
Bbl ByeTe UMETb Y¥Ke AeN0 C HOBbIM BUPYCOM W pasBuTUEM bones-
HEHHOW peaKLMM Ha MPOUCXOASALLEE M TOrAa TOYHO 3aboneeTtey.

TekcT: «Bnpoyem, opuumnanbHO fenatb NPUBUBKKU B pasrap anu-
Aemun He 3anpeuieHo! 3TMUM M MNONb3yHOTCA Hezo0bpPOCOBECTHbIE
MeAMLMHCKME PabOTHUKM, OTBETCTBEHHOCTU BeAb HWKAKOM: MOXHO
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npoAaBaTb NeKapCTBa MO 3aBblWEHHbIM LEeHAM UAKM 0POPMUTL CBOE
oyepeaHoe Yya0-M306peTeHne 3a CONYTCTBYIOLLNIM, a 3HAUUT, He Tpe-
oyowmn ctporot ceptudmkaumnm Tosap. N egMHCTBEHHDIN cnocob He
MOMacTbCA Ha YAOUKY TaKMX KOMOMHATOPOB — BCE-TAKW BK/OYATb FO-
NIOBY U MOMHUTb, YTO MOCNEACTBUA HEMNPaBUAbHOTO JIeYEHUA MOTYT
CTOUTb Bam A0POXKE Nt0bbIX AeHer».

Bce npuHUMNbI ApamaTyprum COXPaHEHbl, MEHAETCA TO/MbKO MO-
PALOK NOABMEHMA NOAAEPHKMBAIOLLEN UCTOPUU, KNOACTPEKAIOLLErO»
COObITUSA M APYIrMX COCTABNAIOLLMX.

Ewé ogmH npumep. Ha 3TOT pa3 B OCHOBE MaTepuana — BHYTPEH-
HUIA KOHOAUKT pebeHKa, a TakKe KOHGAMKT pebéHka M obuiecTsa,
nepepacTarLLmnin B KpUMUHANbHYIO gpamy [18].

TeKcT KoppecnoHgeHTa: «OHM 3aKpblBalOT /ML He OT CTblga —
NPOCTO HEe OXWAANM, YTO UX NOMMAIOT TaK BbicTpo. “LeTcKyto baHay”,
CTapliemy B KOTOPOW eABa UCMNOJIHM/IOCb BOCEMHaAuaTb, 06BUHALOT
no “Bspocnbim” crtatbsim: pasboit, rpabexun u ybuictso. Ceoto no-
CNefHION XKepTBY OHM 3abMAU 0 CMepTU BNaTepoMm. Mnasapb, No Bep-
CUM CNeacTBUs, — CEMUKNACCHUK. Ero oTel, B LWOKe...».

Bacunnit Xpuctos, oTeu, nogo3peBaemoro: «PebeHok HeaganTupo-
BaHHbIN, NOHMMaeTe? KaK OH MOMKET, KaK Cy4 roBOpMUT, YTO-TO BECTU
— roBOPAT, YTO OH nosen 18—19 neTHUx gAAeK Ha 4eNno Kakoe-To, — A
BOOOLLE HE NOHMMAID?»

TekcT: «Tenepb emy npuaeTca agantmposaTbea K ycnosmam CU30,
a nocne, BO3MOMHO, U KOJIOHMU: C 14 neT HacTynaeT NosiHasa yroios-
Has OTBETCTBEHHOCTbY.

A aT0 — BnaguBocTok. baHaa M3 ABaaLaTM ManonNeTok nosroaa
Oeprkana B CcTpaxe Ue/blh PalioH, Ha CTUXMIAHOM MUTUHIE XKUTEu
TPebyloT OT NOANLMN 3aLLUTDI.

NpuHa CadpoHoBa, mecTHasa xutenbHuua: «Moanerten K Hemy c3a-
AW 1 NO Lee yaapua emy KyJlakom co Bcel cunbl. OH, KOHEYHO, OYeHb
CUNbHO Nepenyrancs, roBOPUT: MaM, Y HUX HOXKM Oblan!»

TekcT 3a Kagpom: «OboLnock 6e3 KepTB — LINAHa, TOYHeE, UX PO-
antenu, otgenanace wrpadpamu: aetm ao 14 net HenoacyaHsl. Ho aTo
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He 3HAUYUT, YTO HEBMHOBHDI: 3a TAXKKME NpecTynaeHns — pasboi, rpa-
6exun, ybuiicTea — MX XKAET CneLWwKona 3akpbIToro Tmna. Ho ctpaxa y
MOAPOCTKOB HETY.

Nlobosb PommyeBa, Maiop NOAULMU, HAYaNbHUK OTAENEHMA MO
aenam HecoBeplueHHoneTHUx OMB/L no palioHy «TeKCTUAbLLUKU»
r. MocKBbI: «YBepeHbl B TOM, YTO UX HE HAWAYT, YTO PO3bICKHbIE Me-
PONPUATUA HEe NPMBEAYT K pe3y/bTaTy. B 3Toi cpesie BO3HUKAET onpe-
AeneHHas He3gopoBas bpaBasa Ha 3Ty Temy, 3abbiBas 0 TOM, 4To [...]
NPecTynieHns, COBEpLUEHHble HeCOBEPLUEHHONETHUMU, UMEIOT CTO-
MPOLLEHTHYIO PaCKpPbIBAEMOCTbY.

TekcT: «Hapy4yHMKM Ha 3anACTbAX U KNETKa B 3as1e cyaa bbicTpo oT-
pPe3BAAKT — HOHLUbI TYT e CAAI0T CBOUX ApYy*KKoB. Ho YTO npusoaut
nx B 6aHAbI? Mpobaembl B ceMbe W OTCTPAHEHHOCTb poguTenein ot
BOCMWUTAHWUA, — FOBOPAT NCUXO/IOTU, — AETAM He C Koro 6patb npu-
mep».

Onbra byraeHko, ncuxonor: «Korga aToro 3epkana HeT, To 3Ta no-
TPeBHOCTb ULLETCA B COLMYME, U OTCIOAA BO3HMKAET TaKana NpUATHaA
rPYNMNMPOBKA, F4e eCTb CBOM 3aKOHbI, NPaBWIA, A MOXKHO SIETKUM Ny-
TEM KaK-TO YTBEPAMUTLCS B COOCTBEHHOM 3HAYMMOCTMY.

TekcT: «M paxe NpocnaBuUTbCA — He MOTOMY JIM pacnpaBbl CHU-
MaloT Ha BUAEO M BbIKNAAbIBAOT B CeTb? ITU YyAOBULLHbIE Kaapbl
Ha AHAX LWWOKMPOBaNM CTpaHy: 13-neTHAA AEeBOYKA YYMT CBOIO CECTpPY-
nepBoOKAalKy ybmnsatb!».

«JTand»: «Naun, 6epun ero ckopee — kuaanm ob cteHy. Monogeu,
YMHWUYKal».

TeKcT: «’KM3Hb 3aMy4YeHHOro KOTEHKa Cy4, OLLeHWA B NATLCOT pybieit.
Ho KakoBa peasnbHas LeHa Bonpoca? Kem cTaHyT 3TU AEBOYKM, ecnn
YKe ceryac LeMOHCTPUPYHOT CBOM CaANCTCKME HAaKIOHHOCTM? B3biBaTb
K COCTpaZaHuIo, NOXoxe, yxe becnonesHo. MoxeT, Toraa K 4yBCTBY
cTpaxa? B CLLUA TakMx NogpoCTKOB NepeBOCMUTLIBAOT MPUMEPOMY.

MBaH y3eHKo, opUCT: «MX OTNPaBAAAN, CKAXKEM TaK, Ha “IKCKyp-
CUI0” B UCMpPaBUTENbHbIE YUpEXAEHUA, ANA TOro YTobbl OKa3aTb He-
Koe MCMX0N0rnyeckoe BO34ENCTBUE, MOKA3aTb, YTO, CNM NNLO Nepe-
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NOeT onpeaeneHHyo rpaHb, ero XAeT MMEHHO BOT TaKoW KoHel. U
CYMTAETCH, YTO 3TO OKa3blBAeT HEKoe MNOo/Ie3HOe MCMXONOornYeckoe
BO34eNcTBUEY.

TekcT: «TonbKO He HaA4o roBOPUTb, YTO 3TO “HeneaarormyHo”! O6-
LWEeCTBO AO0/MKHO 3almaTh ceba OT NoTeHUManbHbIX CaanCTOB, rpa-
6uTenei n ybuiiy. U nydwan sawmta — nNpeBeHTUBHas, NOKa Noapo-
CTOK He CTas NPecTyNnHMKOM M1 He MePECEK ONAaCHYHO YepTy».

k ok osk

Kak BMAHO M3 npuBeneHHbIX NPUMEPOB, OCHOBOM MOCTPOEHMUA
ClOXKeTa B XaHpe MHDOTEeMHMEHTA ABAETCA Ta XKe CXemMa, YTO /IeKUT
B OCHOBE ApamaTyprMyeckoro npousBeAeHuA: 3aBA3Ka (MHUMAEHT)
— pasBuUTUE — Ky/JbMMHaUMA — pa3Bsi3Ka. [epol UaM aHTUrepon, B
3aBMCUMMOCTW OT TEMbI CHOXKETa, ero noBegeHns i obLLecTBEHHOro
CO3HaHMA, CTaHOBUTCA BbIPa3UTENIEM TOUYKM 3PEHUA ONpeae/ieHHOM
rpynnbl Aogaeit. dKcnepTbl, Ybe MHEHWE MNPEACTaBNeHO B PasBUTUU
TEMbI, NOABEPralOT CUTyaLMIO aHANAN3Y M AAOT BO3MOXKHOCTb Nepe-
MTU OT Cy6bEKTMBHOIO K 06beKTUBHOMY BbiBOAY. PUHAN, B 3aBUCK-
MOCTM OT BbIBOAOB, CAENaHHbIX B NpoLEecce UCCAefoBaHNA TEMbI, MO-
XeT ObITb OTKPbLITbIM, AAIOWMM BO3MOXKHOCTb 3PUTE/NI0 MPOAOTIHKUTD
pasMblLU/IEHNE O cayymBlUeMcA, MO0 3aKpbITbIM — B Cay4vae, ecau
TOYKa 3peHMA BCEX YYACTHMKOB ApaMbl NO3BOAUNE MPUATU K eANHOMY
MHEHMIO.

Mpun 3TOM B ClOXKeTe, CO34aHHOM AEWCTBUTEIbHO TaNaHTAUBbLIMMK
KOoppecnoHAEeHTaMM, NPUCYTCTBYIOT BCE 3/1IEMEHTbI, Npucylime «6onb-
LWOMY» KMHO:

1) ucnonb3yloTca cneumasnbHble NpMemMbl BO3AEMNCTBUA Ha ayauTo-
PUIO: TaKMe, KaK KPYMHbIA NaaH, NOCTPOEHNEe MU3AHCLEHbI, AManoru
repoes, AMHAMWKA Pas3BUTUA AencTBuA (BAMAHWE Ha bGeccosHaTenb-
Hoe);

2) obpalleHue K rpynnam 3puteneit Kak K 06bekTy nccneaoBaHus
CTPEMNEHUI U NepernBaHMin, NOUCK BbIXOAA;

3) cBoA aBTOpCKasA CyObeKTUBHAA TOYKA 3pPEHUSA, NOAKPENIeHHas
pacciegoBaHMEeM U MHEHMEM 3KCNepTOB;
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4) KaTapcuc — B C/ly4ae BO3MOKHOCTM YCMELIHOrO peLLeHus npo-
61embl, TMHO NepcnekTUBbI TaKOro pelleHna B 0603pmMmom byayLiem
nnm

5) TpaBMaTUUeCKOe NepexuBaHue.

MoHMMaHMe OCHOB CO34aHUA TENEBU3MOHHbIX CHOXKETOB Ha C/IOMXK-
Hble, COLMaNbHO-3HAaUYMMble TeMbl, YMEHWE BbICTPOUTbL ApamaTtypru-
YECKYI0 JIMHUIO, MOMOYb 3PUTE/TIO NMPUCBOUTbL M COOTHECTM CO CBOMMM
nepexmnBaHUAMM NPobiembl repoes, BUAETb 3@ YaCTHOCTbIO Lesoe,
yMeHWe BO34eNCTBOBATb Ha CO3HaHWME W MOACO3HAHWE C MOMOLLbLO
CN0Ba, BUAEOPAAA, TEXHUYECKUX CPEACTB — BCE 3TU KOMMETeHUMUM
CTa/I OCHOBOW pPaboTbl COBPEMEHHOTO KYPHANUCTA B KaHpe «UHPO-
TEMHMEHT» N 6a30BOI TEXHONOIMEN B CO34aHMM COBPEMEHHOTO Tesle-
BM3MOHHOIO NPOAYKTA.
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KAPTOYHbIA JOMUK
NOJIMTUYECKOM PEASIBHOCTM

AHHOTauua. Cmames noceAweHa HappamueHoOMy aHaau3y
HEHCKUX 06pa308 8 mpex cepuanax, PaccKa3bI8arOUUX O Mo-
aumuyeckoli #cusHu CLUIA — «llonumukaHel», «Madam eoc-
cekpemape» U «KapmouHsili domuk». OHU 8bI6paHbI 8 C8A3U
C YKG3aHUEM HG 803MOM(HOE CMOHCUPOBAHUE CO CMOPOHLI
KnuHmoH. AkmyansHocme usyvyeHUa ompaxceHuli noaumu-
yecKoll peanbHOCMU 8 3KPAHHbIX UCKYCCMeax eo3pacmaem
€ yyemom pacmyujeli 3HaYUMOCmu KoHuenyuu meduamusa-
yuu nonumuku. OCHOBbIBAACL HA M00Xx0dax K meduamu3a-
Yuu u ee sghheKmam, a makxce 8bICmpausas ceor Meopuro
Ha ¢hyHOameHme pocculickux uccnedosameneli CoXemos
u3 obaacmu nAumepamyposedeHUs U OMePUKAHCKUX uccse-
dosameneli cmopumennauHaa u3z 0baacmu KOMMYHUKAUUU,
asmop daem kpamkuli 063op 83aumodelicmeus 3KPAHO8 U
ucmoputli Ha NpomaMceHUU pa3sumMus Yesno08e4eckozo obuje-
cmea. Takoli no0xod no3eossem npos8oouUMb aHAAU3 IKPAH-
HbIx peasnbHocmeli ¢ y4emom 3ghdheKkmos, Komopble OKaA3bi-
s8aem Ha 3pumesnsa cmopumensuHe.
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MposedeHHsIli HappamusHbIli aHaAu3 HeHCKux obpasos e
YKO3GHHbIX AMePUKOHCKUX Cepuasax o noaumukxe no3sosnsem
ommMmemumeo CusbHOe yKpernaeHue ghemuHucmckoli nosecm-
Ku 8 cospemeHHol 3anadHoli sKkpaHHoU Kynbmype. Asmop
8b/I800UM U AHAAU3UPYEM me Yepmbsl 2epOUHb Cepuasos, Ko-
mopsbie no380sst0m coename 861800 06 Ux cxodcmeae ¢ eepo-
uHell amepuKaHckol nosumuyeckoli peassHocmu Xunaapu
KauHmoH. B yucne amux cxo0cme makue Kaxk noaumu4eckuli
onbIm 8 Kayecmee 2occekpemaps, myx — bbiswull npesu-
deHm (u coomeemcmeyrowuli amomy onbim 8 Kayecmee
nepsoli nedu), npednoymeHue ¥eHWUHAM 8 Kayecmse rno-
MowHUY 8 wmabe, a makxce obwjue yepmoi cmuaa Xuanapu
KnuHmoH. lockonbKy aHanu3 guaypesl 21a8HOU eepouHu He-
803MoxeH be3 aHAAU3a KoMriaeKca nepcoHaxceli cepuana,
Hekomopele 8618006l Kacaromca u obwux yepm noaumuye-
CKoli peanbHOCMU, OMPAXEHHOU 8 SKPAHHbIX KYynbmypax — K
UX Yucay MOXHO OMHecmu paccmompeHue obpasoe Poccuu
u Ucnamckozo Xanugama KaK noaumu4ecKkux ornnoHEHMos
CLUA 8 cepuane «KapmoyHbili JOMUK».

Knrouesole cnosa: nonumuyeckuli cmopumesnnuHe, menece-
puanel, CLUA, xceHcKue o6pa3bl, MoAUMUYECKAS KOMMYHU-
kayusa, Xunnapu KauHmMoH.
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Moscow, Russia
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THE “HOUSE OF CARDS”
OF POLITICAL REALITY

HAYKA TENEBUAEHUA Ne 14.1, 2018 185 THE ART AND SCIENCE OF TELEVISION



Abstract: The article gives the narrative analysis of the
women images of three television series that cover the
political reality of USA — “Political Animals”, “Madame
Secretary” and “House of Cards”. They have been chosen
in connection to the indication of the possible sponsoring
of them from Clinton. The author investigates the parallels
between the screen reality of these television series and
the current political reality of USA and one of its actors —
presidential candidate for the 2016 election Hillary Clinton.
The topicality of the research of reflections of political
realities in the screen-related arts grows in consideration of
the rising significance of the conception of “mediatization”
of politics. Basing herself on the approaches towards
“mediatization” and its effects, and also building her theory
on the foundations of Russian researchers of literary subjects
from the realm of literary studies and American researchers
of “storytelling,”, the author gives a brief overview of the
interaction between stories and screens through the history
of human society. This kind of approach gives the author
the ability to show how the screen realities and storytelling
can have impact on current political reality in the era of
“mediatization of everything” and “post-truth politics”.

The following narrative analysis of female figures in the
aforementioned television serials related to politics makes it
possible to observe a strong embedment of feminist issues
in the American screen culture. The author demonstrates
and analyzes the features of the main heroines of the
analyzed television series which make it possible to conclude
about their similarity to the figure of presidential candidate
from the Democratic Party for the 2016 election, Hillary
Clinton. Those parallels include her political experience as
the Secretary of State, of her husband being the former
president of the USA (and the experience of being the first
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lady of the country), of her preference of women for her
assistants in the electron campaign, as well as the general
features of Hillary Clinton.

Because it would not be possible to analyze the figure of
the main heroine without analyzing a complex of characters
from the serial movies, certain conclusions also relate to the
general features of political reality reflected in the screen
cultures — the latter may include examinations of the figures
of Russia and the Islamic Caliphate as the political opponents
of the USA in the “House of Cards” serial.

Keywords: political storytelling, television series, USA,
female images, political communication, Hillary Clinton.

Hactoswan ctaTba MNOCBAWEHA OTPAXKEHUAM MNOJAUTUYECKOU pe-
ANIbHOCTU B 3KPAHHbIX WMCKYCCTBAX, pPacCMaTpuBasA MNocC/AefHMEe Kak
BO3MOMHbI MHCTPYMEHT B NOJNTUYECKOM PR-KOMMYHUKauumn nonu-
THUYecKoro gesTens. MHTepec K Teme Bbi3BaH 06WMMUM TEHAEHLMUAMU
COBPEMEHHOW PeanbHOCTU U Meamnacpebl, KOTOpas ABAAETCA ee OT-
paxkeHmnem. O TOM, YTO Mbl BCTyNnaem B 3NOXy «MeanaTm3aumm Bcero»
Hanucana ewe B 2009 roay nccneposatensHuua megma us CLLUA CoHa
NuBuHrcToH [1, c. 5-6].

Ho B 3TOW «meamaTU3aLmMmM BCEro» CyLLECTBYeT MHOro npobnem,
MOCKONbKY OHa, Kak nuwyT [3sug JuKkoH n Oxkeimc CTaHup, npespa-
LLLAeTCA «B HOBYIO BAMATENbHYIO KOHUENLUWIO, KOTOpaa CTaBuT cpea-
CTBA MaCcCOBOM MHPOPMALUM B LLEHTP BCEX BAXKHbIX KYNbTYPHbIX, NO-
JINTUYECKUX M COLMaNbHbIX cobbITMI» [2]. OQHaKO B CBA3M C TEM, YTO
3TOT TEPMUH UCMNOAb3YeTCA Hepa3bopumBo, yYeHbIe BbIAENAIOT TPU
061acTh, B KOTOPbIX OHWU aHANMU3UPYIOT CNocobbl PAaCCMOTPEHUA Ka-
y3aNbHbIX NPOLLECCOB, MOHMMAHUA UCTOPUYECKUX U3SMEHEHUI U pa3-
paboTKM KOHUENUMUM.

Nccneposatenn AHapeac Xenn, Ctur Xbsapsapa, KHyT JTaHabwu, us-
y4aa NpPUHLKUNbI COOTHOLIEHUA MeanaTM3aunmM peanbHOCTU C n3me-
HEHMEM CPeacTB MAacCoBOM MHPOPMALUM U MEKANCLUNANHAPHOM
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KOMMYHMKaLMK, C O4HOM CTOPOHbLI, U UISMEHEHUAMMW B PasHbIX 0bna-
CTAX KYNbTYpbl M 0bLlecTBa — C APYroi, CYNTAIOT, YTO BOSHUKHOBEHME
COBPEMEHHOIO TWMa KOHUENTYa/IbHOTO MPOEKTUPOBAHMA LENCTBU-
TE/IbHOCTU, KAaKUM fIBUIACb MeaMaTM3aLnmn peanbHoCcTH, BoobLe oka-
3bIBAETCA YacTbio 60NbLIOrO NapagurmaTMyYeckoro casura B Uccneno-
BaHMAX CpeacTB macc-meama [3].

JlyKac BolMuKoBCKM ybexaeH, YTo MeanaTm3auma «aBAaeTcs OAHOM
M3 CaMblX CTaBUIbHbIX, EMKMX M 3HAYMMbIX KOHLLEMNLMIA 33 NocnegHue
ABaguath fieT. Ee BAMAHME Ha COLMONOTNI0, MEANMHBIE U KOMMYHMU-
KaLMOHHbIe UCC/IeA0BaHUSA, KaK U UccneaoBaHmns B 06,1acTU KyNbTypbl,
ABNAETCA CYLLECTBEHHbBIM M NO3TOMY CONPOBOXKAAETCA 60/bLION KpK-
TUKOW» [4].

KaK oueBMAHO, OTMEYEHHble paboTbl CBA3aHbl C OCMbICNEHNEM 06-
LLLeCTBEHHO-MONUTUYECKMX NMPOLLECCOB M UX eCTeCTBEHHOM «BpacTa-
HUM» B Macc-meama. Ham ke xotenocb 6bl 06paTUTb BHUMaHME He Ha
MeanaTU3aLmIo NONUTUKM Kak GEeHOMEH, @ Ha TO, KaK NOAUTUYECKME
NMAepbl CaMM y4yacTBYIOT B 3TOM npoLlecce U npucnocabnmsatorcs K
HOBOM 3K0OJIOrMK Meana U NON3KPaHHOW peanbHOCTH, B KOTOPYIO Mo-
TPY’KEHA MX ayguTopuA, NOTeHLMa bHble 3bupatenu.

Ho uTo TaKkoe yyacTue B *KMU3HM Meama? ITO NOHATUE MOXKET ObiTb
BO MHOXECTBEHHOM 3HayeHMU. Mbl bygem MMeTb B BMAY [M1aBHOe,
nofpasymeBatlollee «HOPMATUBHbIN KOHLENT, KOTOPbIA COAEPKUT
ny6AMYHbIV 310604HEBHbBIN KOHTEHT UAN CXEMY C PA3/IMYHbIMM aBaH-
camu. B ueHTpe TaKoro KOHUENTa NIeKMT TeopMA 0 AeMoKpaTUn. KoH-
LenT y4acTUA OTHOCUTCS K UHAMBUAYANbHOM aKUMM, KOTOpas XapaKTe-
pusyeTca 6eckopbiCTUEM, OTCYTCTBMEM MaTepUabHbIX HAMEPEHUI U
HanpaB/IEHHOCTbIO Ha 6naroe geno» [5].

Bonpoc 06 nHTerpaummn Anaepos B Meana-*KU3Hb yXoauT KOPHAMM
B KOHel, XX BeKa, Korga ucciegoBaTesin MacCoBOM KOMMYHMKALLMK Ha-
Yyanu obpalwatb BHUMaHME Ha HI0AHCbl B3aUMOAENCTBUA NONTUKOB C
noTeHUManbHbIM 31eKTopaTom. OCHOBbI MOHUMAHMWA HOBOM 3KO/I0MMMK
Meana 3a710KUN TEOPETUK Meana nccneaosaHnin frepbept Mapuann
MaKnt03H, 0fiHAaKO B CBOMX KHUrax «l[loHMMaHWe meaua: BHellHMue

HAYKA TENEBUAEHUA Ne 14.1, 2018 188 THE ART AND SCIENCE OF TELEVISION



paclmpeHus yenoseka» [6] n «BoHa n mup B rnobasbHON aepeBHe»
[7] MakntoaH onucbiBaeT obuwue adpdeKTbl HOBOM MeaUAHON peanb-
HOCTU. C TOYKWN 3peHUs AaHHOIO UCCNeA0BaHUA MHTEPECHO 3ameYa-
Hue MaK/o3Ha O TOM, YTO HOBblE TEXHO/IOTMM NPUBOAAT K paspyLue-
HUIO camonaeHTUGUKALUKN YeNOBEKA, COCTOAHUIO BUAEHUSA MMpPa «B
3epkane 3agHero suga» [cm.: 7, 10] (oTMeTMM, YTO TaKoe 3epKano
camo no cebe sBAAETCA 3KpPaHOM).

Takum 06pasom, NOCKONbKY ofAHa U3 QYHKUMUI CHOXKETOB — Mo-
MOLLb B CamouaeHTUPUKaUMM nHaMBuAa (06 3TOM CM. HUKe), BO3-
MOXHO, MMEHHO B 3TOM KpoeTtcsa Bo3pociwan B XXI Beke BocTpebo-
BAHHOCTb B «PacCKa3biBaHWMN UCTOPUIAY, AAOWMUX BO3SMOMNKHOCTb «He
notepATb ceba» B HOBON MeaNIMHOM peasbHOCTMH.

Y710 Ke KacaeTcA NOAUTUYECKMX KOMMYHMKaLMN, 30eCb CTOUT OT-
MeTUTb 6asoBble UccneaoBaHMA M3 AByx obnacteild. B nepsyto ove-
peab — 3TO HenocpeacTBEHHO UCCAeAoBaTe/IM CTOPUTENSINHTA KaK
MeToda BeAeHNA KOMMYHUKaLWM B MOJIMTUKE, MPEACTABUTENM LLKO/bI
Homo Narrans: B. BeHHeT n M. Sgenbmat [8], M. Makru n . Henb-
COH [9], a TaKKe OCHOBaTe/lb KOHLUENLMN O HAPPATMBHOW Napagurme
B. ®uwep [10]. MpeacTaBUTENM 3TOM LUKOAbI OXapaKTepmnsoBanu ba-
30Bble QYHKLMKM paccKasblBaHMA UCTOPUIA ANA onpeaeneHus, NoHK-
MaHMA U KOHCTPYMpoBaHMA peanbHOCTU. OgHako muduyeckomy wm
APXETUMMYECKOMY acneKTam PAaCcCKa3blBAaHUA UCTOPUIA YAENAUAU MaANo
BHMMAHMA U COBCEM He YAE/INN Ero CIOXKETY KaK onepaLMoHHON co-
CTaBAAOLWEN UCTOPUN.

Opyrue nccnegosaTenn BeayT pa3paboTKM HenocpeacTBEHHO ap-
XETUMNYECKNX U MUPUYECKMX KOMMOHEHTOB MNONUTUYECKON KOMMYHU-
Kauuu. 34ecb npexae BCEro CTOUT OTMETUTb POCCUIMCKUX NOIUTONO-
ros T. lpuHbepr [11], A. Lynaaze [12], C. Kapa-Myp3y [13], H. LLlecToBa
[14] v apyrux. NMpu xopoluel pa3paboTaHHOCTU UCCeA0BaTE/IbCKOrO
BONpPOCa CTOUT BCE e OTMETUTb, YTO B paboTax 3TOM rpynmnbl OCHOB-
HOWM aKUEeHT cnocoboB aganTauuu NOAUTUKOB K HOBOW peanbHOCTU
TaKKe enaetcsa Ha MU Kak LeNoCTHYIO CTPYKTYPY, a npouecc paboTbl
C CIO’KETaMU KaK MHCTPYMEHTOM A8 CO34aHMA U YKPENeHNA apXeTu-
na ocBeLleH Mano.
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HaKoHel,, BblAENMM HECKOIbKO paboT, KoTopble coaeprKaT B cebe
MOHATUE N OCMbIC/IEHUE CIOMKETHbIX KOHCTPYKLUMI B pasHbIX NponBs-
NieHnax. 910 obuwana pabora ®. Maiepa, NOCBALWEHHAs MOJNTUKE U
KONIIEKTUBHOMY [EMCTBUIO, PacCMaTpuBalOWas WMAOEH «pasgeseH-
HbIX HappaTneoB» (“shared narratives”) [15], a Takke paboTta A. Mu-
CKMMMOHA C COaBTOPaMM, B LEHTPe BHUMAHWA KOTOPOW HaxoaATcs
cTpaTermyeckmne HappaTmBbl (“strategic narratives”) Kak MHCTpPyMeHT
GOpPMMPOBAHUA AONTOCPOYHOIO MOAMTUYECKOTO Kypca [16]. U3 poc-
CUIACKMX paboT oTMeTMMm nocneaHow moHorpaduto C. Lomosoin [17],
rae Tak»Ke gaetcs ouyepK paboTbl C CloXKeTamu B npouecce aganTtaumm
K HOBOI MOIMTUYECKOMN PeasibHOCTH.

Takum obpasom, AaHHaAA CTaTbA, CYyMMUPYsA HapaboTKu 60osbluo-
ro maccuBa McCnefoBaHUI NpeaLwecTBEHHUKOB, 0bpaLaeTca K mano
aHanusnpyemomy npeameTty — paboTe HENOCPEACTBEHHO C ClOXKeTa-
MW KaK cnocoby goHeceHMAa HeobXoaAUMBbIX MOAUTUYECKMX CMbICNOB.
AKTYyanbHOCTb M NPUYMHBI Nogo6HOro agpecHoro obpalleHums B ycno-
BMAX NONMIKPAHHOW peanbHOCTU OMULLEM HUKE.

CoBpemeHHas NO/IMTUKA Ceivyac HaxoauTCcA B CUTyauuu, Koraa, C
O4HOM CTOPOHbI, UBMEHMNACb CaMa IKONOTMA Meana — Tenepb NoAn-
TUKW He MOTyT NpPUcnocobuTb 3Ty cpeay nog cebs 1 BbIHYXKAEHbI caMu
a4anTMPOBaThCA K ee ycioBuam [cm. 06 atom: 18]. C apyroli CTOPOHBI,
B pe3ynbTaTe 3TUX U3MEHEHUI nepes cpeacTBaMn MaccoBoi MHop-
MauUuM U CAMUMK NOAUTUYECKUMU AEeATENAMM BCTaN PAL BbI3OBOB, Ha
KOTOpble MM NPUXOAUTCA pearnpoBaTb, TaK KaK OT 3TOM peaKkuun 3a-
BMCUT UX MNOABNEHUE B MOBECTKE AHSA U MHPOPMALMOHHOM MNOTOKE,
npoxoAsLem Yepes 3KpaHbl 3bupaTtenen, To, KAKOE MHEHUE O HUX
CNOXKMUTCA, KaKon 0bpa3 oHM CO34aayT B MeanapeasbHOCTH.

B ycnoBusax umdpoBoi KyabTypbl, WHGOPMaLMOHHOrO obule-
CTBa M TaK Ha3blBaeMOW MOAUTUKM NOCTNpPaBAbl TEM, KTO BeAET Mno-
NUTUYeckyto PR-KOMMYHMKaLMIO, NPUXOAUTCA BCe Yalle npuberaTb K
NppaLMOHaNbHbIM MHCTPYMEHTaM yberaeHua, KoTopble byayT BO3-
AEeNCTBOBaTb Ha IMOLMM U YyBCTBa U3bupatenen. OgHUM U3 CamblIX
30 dEKTUBHBIX B 3TOM C/ly4ae MHCTPYMEHTOB CTaHOBWUTCHA CTOPUTEN-
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JIMHI — paccKasblBaHMEe UCTOPUI KaK cnocob AoHEecTU A0 NoTeHUU-
aNbHbIX U3bMpaTeneit CBOK NO3ULMIO U CBOIO NOBECTKY. B cBOIO ove-
pefb 3TOT UHCTPYMEHT MOXKET OblTb MPUMEHEH NOCPEACTBOM Pa3HbIX
KaHanoB, a OAHUM M3 MPOBOAHWMKOB B AAHHOM C/ly4ae MOMKET NoCay-
YUTb 3KpaHHaA PeanbHOCTb.

B pamkax cTaTbu 6yAeT paccMoOTpeHa BO3MOXKHas MOMbITKa Mo-
BAMATL Ha 06pa3 04HOro M3 y4acTHUKOB NpeasblbopHolM roHku B CLLUA
2016 roga — KaHAMAaTa OT AEMOKPATUYECKOM NapTUK 1 BbiBLLIEro roc-
cekpeTapAa cTpaHbl Xunnapu KNMHTOH. B o4HOM M3 MaTepuanos C aHa-
NIM30M KamnaHuun KAMHTOH 1 Tpamna BCTpeyaeTca YKa3aHWe Ha To, YTo
MMeHHO WTab KAMHTOH CTan 3aKa34yMKOM HECKONbKUX TENECEPUANIOB O
NOIUTUKE, FAe OLHUM U3 APKUX NEPCOHaXKeN ABNAETCA CUAbHAA XKeH-
LWMHA-NONUTUK, RynbTypHasa repouHs. (McToYHMKOM MHbopMauumn ann
POCCUMCKMX Meana, BOSMOXKHO, cTasna cTaTba E. MuH4YeHKo «AyTton-
cva KamnaHum Xunnapu KAMHTOH 1 peuentsl nobeabl Tpamna» [19]).
OcTaBnsa B CTOPOHE BONPOC O TOM, AeNCTBUTENbHO N WTAab KAUMHTOH
CNOHCMPOBAA BblLEOTMEYEHHbIE CEPUAsbI, TaK KaK 3TOT PAKT C0XKHO
noaAaeTca NpoBepKe, NPOaHaNMU3MPYEM 3TU CEPUANDbI C TOUKM 3pEeHUA
HapPaTUBOB U KEHCKMX 006Pa30B, TaK KaK BHE 3aBUCMMOCTU OT paKTa
CMOHCOPCTBA 3TU CEpUasbl MOMIN OKa3aTb BAMAHWE Ha 06pa3 X. KnnH-
TOH, CaMOW APKOM eHLLMHbI B coBpemeHHOoM nonntunke CLLA?,

OpgHako npexae, Yem NepenTn HeNOCPeACTBEHHO K pe3yabTaTam
aHanusa Tpex Tenecepuanos («MonutukaHbl», «Magam [occekpe-
Tapb» U «KapTouHbI LOMUKY»), HEO6X0AMMO caenatb HebonbLion Te-
opeTnyecKkuii 0630p, Lenblo KoToporo byaeT A4eMOHCTpaUMsa TECHOM
N y6OKO YKOpPEHUBLUENCA B YE/IOBEYECKOM MCUXMKE CBA3U MeXay
3KpaHaMM 1 paccKasblBaHWEM UCTOPKUIA. Ha OCHOBaHMM 3TUX TEOPETU-
YEeCKMX YMO3aKNHOUYEHUI MOXKHO ByaeT caenaTtb BbIBOA O BO3MOMKHbIX
adpPeKTax M 3aKOHOMEPHOCTAX UCNONb30BAHUA SKPAHHbIX PeasibHO-
CTel ANs BANSHUA Ha NOSIUTUYECKYIO PeasibHOCTb Y)KE Hallero, maTe-
pvanbHOro mupa.

1Camoit sipKoi, HO He6Ge3ynpeyHo, 0 YEM CBUAETENbCTBYET KapTMHa «KpuTnKa KAnHToH». Cm.
06 3tom [20]:
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KpaTKo XxapakTepusys pasBUMTME YE/I0BEYECKOro COObLLECTBa,
MOKHO CeNaThb BbIBOA, YTO MPUBbLIYKA MbICIUTb UCTOPUAMMU — OAHA
n3 Hanbosee APEBHUX U YKOPEHEHHbIX B Hawem co3HaHun. Co Bpe-
MeH n3006peTeHuns peun Aan UCNOoNb30BaIN UCTOPUM ANA 06bACHe-
HWS M3HAYa/IbHO HEMOHATHOW PeasibHOCTU Yepe3 NOHATHbIE UM Ye-
noseyeckme metadopbl. He MMes MHCTPYMEHTOB Hay4HOro MNO3HaHUSA
bU3NYECKUX ABNEHWNIA, HAWW NPEAKM PaccKasbiBaau Apyr Apyry UCTO-
pun o borax, 06bACHAA THEBOM UAKU cCOpamm 6OroB rPOM U MOJTHUIO,
cnesamum 60ros Aoxab U Tak Aanee [cm.: 21].

MpoToTMNbl 3KpPaHOB, B CBOK oOvepeab, BCerga COMyTcTBOBaM
ncTopuAmM GaKTUYECKU B TEYEHME BCEro NMyTW MX PasBUTUA, TaK KakK
[aBa/iM BO3MOXHOCTb 3adMKCMPOBaTb 3TN UCTOPUKN ANA ByayLwmx no-
KOJIEHUI B MaKCMMa/ibHO MOHATHOW W AOCTYNHOW ntobomy yenose-
Ky dopme. ECim Mbl CpaBHUM paccKasbiBaHMe UCTOPUIA B nellepe B
OKPYYKEHUU HaCKa/IbHbIX PUCYHKOB M YTeHWe NPonoBeAen B CTeHax,
pa3puCoBaHHbIX ppeckamun, Mbl YBUAMM, YTO 33 TbiCAYENETUSA CBOe-
ro pasBMTUS YENOBEYECTBO, MO CYTU, U3MEHMIOCH AOCTAaTOMHO Maslo.
[Be apeBHellMe NPUBLIYKM YeNOBEKa — 3TO NMPUBbIYKA PaCCKasbl-
BaTb MCTOPUM U BOCTNIPUHMMATL 3KpaHbl. bonee Toro, rnybokas B3au-
MOCBS3b 3TUX ABYX ABJIEHUN — YeNOBEK TaK WM MHaYe «BOOBparKa-
eT» AeNCcTBUE UCTOPUU, NpeacTaBnseT obpasbl ee repoes U cobbITus,
BM3ya/In3MpPyA UX B CBOEM CO3HAHUW, U YE/IOBEK TaK MU MHaYe Hap-
paTMBM3NPYET TO M306parKeHWe, KOTOpoe BWUAMT, pasmblwnsetr ob
YBUAEHHOM Yepes NpuU3My UCTOpUIA — genaeT ux B3aumopemncrTeune
MOLLHENLINM UHCTPYMEHTOM B/IMAHUSA Ha Ye/I0BEeYECKOe CO3HaHMe.

NccnenoBaTtenu, roBopa O CTOPUTENNIMHIE KaK O MeToAe KOMMY-
HWKaLMK, BbIAENAIOT Ceaytolime GyHKL MU CHOXKETOB, KOTopble 0bcy-
KMBaAOT YesioBeyeckoe co3HaHue. MTak, paccKkasbliBaHWE UCTOPUIA —
3TO UHCTPYMEHT ANA:

® onpepeneHnAa n Kateropmsaunum HoOBOro onbiTa,
® BbiIHECEHUA MOpal’IbHOl‘/JI/aTI/I‘-IECKOlZ OUEHKN TOMY NI NHOMY YHe-

NNOBEKRY Uaun cobbITH 10;
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® 060CHOBAHMA YYBCTB U SMOLMI, a TaKKe CyObeKTUBHbIX MHEHWIA
1 B3rNAA0B;

® onpeaeneHna CBOEro MecTa B Mupe, NPUHAANEKHOCTU K COoLM-
anbHOM rpynne [cm. 06 aTom: 8; 9, c. 148].

Bonee Toro, HeKOTopble MCUXOOTM HAMPAMYKO FOBOPAT O «Mo-
TpebHOCTU» B paccKasbiBaHMU UCTOPUIA, KoTopasa chopmMpoBasiach
Y YesioBeKa 33 BeKa CyLLeCTBOBAHMA YenoBedyeckoro poaa [cm.: 22].
MNocnegosatenu chopmmpoBasLleiica B KoHue XX Beka B CLUA KoH-
uenuun Homo Narrans cYMTatoT paccKkasblBaHWE UCTOPUIA FNaBHbIM
KauyecTBOM, ONpeaenatoWmM Ye0BeKa Ha COBPEMEHHOM CTaguMmM pas-
BuTUA [23, c. 73). TyboOKas yKOPEHEHHOCTb UCTOPUA B CO3HAHUU He
MOXET He [e/1aTb CHOXKETbl MPUBAEKATENIbHbIM MHCTPYMEHTOM AA
MaHUNYNALMM U co34aHMA Heobxoanmoro obpasa, B TOM Yncse B No-
JINTUKE, rae cemyac ocTpee, Yem Koraa bbl To HM 6bl/10, BO3HUKAET MOo-
TpebHOCTb B NPMBAEYEHUM BHUMAHUA NOTEHUMaNbHbIX N3bupaTtenei.

Taknm 06pasom, UCTOPUM CTAHOBATCA OPYXKUEM B MHPOPMALMOH-
HbIX BOMHaX M B CUTYaLMUKN TaK Ha3blBAaEMbIX K KOHKYPUPYHOLLUX NpaBa»
(contested truths). OgHako Ana npaBUAbHOM PaboTbl C CIOXKETaMM He-
06X04MMO 3HATb U Y4UTbIBATb HECKOIbKO BaXKHbIX MEXAaHWU3MOB U HIO-
aHCOB BOCMPUATUSA UCTOPUMA.

Bo-nepBbix, NapagoKcasnbHblli GaKT 3aKkao4aeTca B TOM, YTO Ye-
NOBEK, KOTOPbI HAXOAMTCA BO B/IACTU HAPPATMBHOM Napagaurmel, by-
[eT BOCMPUHUMATb Te UCTOPUK, KOTOPbIe COOTBETCTBYIOT Napagurme,
[aXe ec/n OHM He byayT COOTBETCTBOBATb APYr APYry C TOUKM 3pe-
Hua opmanbHoi nornkm [8, c. 159]. N HaobopoT, ncTopun, KoTopble
CHOXETHO Apyr Apyry NPOTMBOpPEYaT, CKopee Bcero, byayT BOCNPUHU-
MaTbCA caylaTenem xyxe. MoKeT BOSHUKHYTb 3¢ deKT, Koraa rocnos-
cTBytowan uctopus (grand narrative) cunbHee HOBOW UCTOPUM U He
[AaeT el YKOPEHUTbCA B CO3HAHUK YyenoBeKa. Tak, YenoBek, KOTOPbI
NONHOCTbIO AOBepsAeT, Hanpumep, KHure «Apxunenar MNY/IAI» A. Con-
YKEHULbIHA, C BbICOKOWN CTENeHbi0 BEPOATHOCTU HE U3MEHUT CBOEro
MHeHMA o6 3ToM Teme, AarKe ecin emy NpenocTaBUTb OTYETbI TOFO
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BpeMeHM (MOXXHO NPUBECTU MACCY NOAOOHbLIX NPUMEPOB FOCMOACTBA
HappaTMBHOM Napaamrmol).

Bo-BTOpPbIX, BaXKHbIM 3GPEKTOM CHOXKETUKMU CTAHOBUTCA TaK Hasbl-
BaeMbll «yxog oT peanbHocTu» (“fantasy escape”), Koraa Yyenosek no-
TpebaeHnem NUCTOPUIA U reHepaLMel OLWYLEHUIA B CUNY COMEPEXKMBA-
HMA UM NOAMEHAET NAacCMBHbLIM NOTPebAEHMEM peanbHble AeNCTBUS.
CKnazblBaeTcs NPMBbIYKA K «HABMIOAEHWNIO» U KCTYLIAHWUIO® KaK alb-
TepHaTUBE AENCTBUIO, YTO B HEKOTOPbIX CUTYaLMAX MOKET ObITb ya06-
Ho [8, c. 158]. B cayyae NOAUTUKM MOXKHO CPaBHUTb COBPEMEHHOO
noautTuyeckoro anaepa ¢ Lexepesanoin, pacckasbiBaloWen CyaTaHy
(Hapopy, y KOoTOpOro Bcerga ecTb BO3MOMKHOCTb CMEHbI BJACTU TeM
WX UHBIM NYTEM) UCTOPUM, MPUBA3bIBAA €ro TeM caMbiM K cebe 1 go-
Ka3blBas CBOIO HEOBXOAMMOCTb.

HakoHeu, TpeTuit apdeKT, KOTOPbIN BaXKHO OTMETUTb, — 3TO 3¢-
dEKT «CHEXHOro KOMa», KOTOPbIN paboTaeT 0CO6EHHO XOPOLLO B CAy-
Yae, Koraa B TON WUAN MHOW UCTOPUM UCNONb3YIOTCA TaK Ha3blBaemMble
«Bnyxaatolme croxeTbl». MNocneaHne cConpoBOXKAAlOT NtoAelh MHOMo
BEKOB W HEKOTOPbIMW UCCNEAOBATENAMM OTHOCATCA K TaK HasblBae-
MOMY «AyXOBHOMY MHBEHTApPIO YesioBeyecTBa» [24, c. 13]. MogobHble
CHOXKETHble KOHCTPYKLMM 0Obl4HO 06YCNI0BNEHbI CTPOEHUEM YesioBe-
YeCKOro CO3HaHMA U OBLLECTBEHHOIO Pa3BUTMA, @ NMOTOMY JIETKO KO-
YyIOT, NPUMKMBAIOTCA M aZaNTUPYIOTCA B PasHbIX coobuecTsax. ApKuii
NPMMepP TAKOro CloXKeTa — UCTopusA 30MYLIKM, KOTOpan U3BECTHA BO
MHOIMX CTpaHax W ceivac ABAAETCA OAHOW M3 CamblX YacTo ynoTpe-
619eMbIX CHOXKETHbIX CXEM NPOU3BEAEHUIA MACCOBOM KybTypbl, OpU-
€HTUMPOBAHHbIX Ha *KEHCKYIO ayauTOpUIo.

KpaTko 06purcoBaB reHe3nc CTOPUTENIMHIA KaK MeToa, ero B3au-
MOZENCTBME C IKpaHaMM N 3PPeKTbl OT NOBECTBOBAHUA UCTOPUIA, Ne-
peinaem K aHan3y KeHCKUX 06pa3oB B TPEX SKPAHHbIX PeaNbHOCTAX
Tenecepuanos, pacckasbiBatowmx o noantuke CLUA.
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EHCKUE OBPA3bI B CEPUAJTAX O MOJIUTUKE CLLA:
HAPPATUBHbIA 1 APXETUMNYECKNIA AHANTN3

[na uenelt AaHHOW CTaTbM B pamKax UCCNef0BaHMA Obln NpoBeaeH
0630p M MepPBUYHbIA aHAAU3 TPeX CEepPMaNioB, KOTOPblE PACCKasblBa-
IOT UCTOPUKN O TOM, KaK genaetca noantmka s CLLUA. Bce Tpu cepuana
06beANHAET HaIMUME B HUX KEHCKUX MEPCOHAXKEN, aneninpyroLmx
K apxeTunmyeckomy obpasy KyabTypHoi repouHu. MNpu sTom BCe Tpu
cepuana yKasaHbl B HEKOTOPbIX NyHAMKALMAX KaK BO3SMOMKHbIE 3aKa3bl
oT WwTaba KnmHToH. Camm e cepuasbl ObiAN NOABEPrHYTbI KPUTUKE B
npoABuXKeHUN KNMHTOH CO CTOPOHbI HECKO/IbKUX aMEepPUKaHCKUX raser.

OfHaKo ANA HavYana HeobXoAMMO KpaTKo 06pMCcOBaTb JIMYHYIO U
noAuTuyeckyto buorpaduto camoit Xunnapu KAMHTOH, 4Tobbl MMeTb
maTepuan g cpaBHEHUA STOM repoMHM coBpeMeHHOoM nonnTukm CLUA
C repoMHAMM (M BOSMOXKHbBIMM BOMIOLLEHUAMMN KNWMHTOH) B 3KPaHHbIX
peanbHoOCTAX. Xunnapun KnnHtoH — cynpyra 42-ro npesugeHrta CLUA
Bunna KnuHToHa, nog, ynpasaeHnem KOTOPOro cTpaHa Haxoaunachb 8
1993-2001 rogax. bunn KnuHToH A0 aToro 6bi1 rybepHaTopom LWTaTa
ApKaH3ac, COOTBETCTBEHHO, Xuanapu Hblia BCe 3TO BpeMA PALOM C
MY}KEM M y4acTBOBaNA B MOJUTUYECKON AeATENbHOCTU cynpyra. Pas-
pa3suBLminca B 1996 roay ckaHgan o ceasm bunna KnmHtoHa n MoHu-
Kn JIEBUHCKM efiBa He 3aKOHYMACA ANA Npe3naeHTa UMNUYMEHTOM.
OfHaKo B TOM UCTOpUM XMAnapu Oo4eHb Nogaepikana myxa v BCTana
Ha ero cTopoHy. Mocne yxoaa KAMHTOHA € NocTa Npe3naeHTa U Havyana
CpoKa pecnybnukaHua dxxopaxka bywa mnagwero Xvnnapu Havana
AKTMBHO NPOABUIraTb CAMOCTOATENbHYIO NOAUTUYECKYIO Kapbepy, CTaB
ceHaTOpoMm OT wTaTa Hbto-Mopk. OHa cunTanacb ogHUM U3 paBopu-
TOB NpeAnBbI6OPHONM rOHKKM OT [emokpaTuyeckon naptun. OgHako B
cepeayvHe npouecca nparimepus Xnanapu otkasanacb OT NPoaosIKe-
HuA 60pbObl 33 MeCTo KaHgMAaTa oT JeMoKpaTMYecKoi napTum u oT-
KpbITO 3asBM/1a O CBOen noaaep ke bapaka Obambl. Mocne nsbpaHus
O6ambl npesngeHTom CLUA Xunnapu KAMHTOH nonyymna nocT rocce-
KpeTapa CTpaHbl. B HEKOTOPbIX Ny6AMKALMAX €CTb YKa3aHUA Ha TO, YTO
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Mmena Mecto foroBopeHHocTb O6ambl U KAMHTOH, MO KOTOPOW MMEH-
HO NoAAepKKa co CTOpoHbl KAMHTOH b6blia nnaTol 3a ee HOBOE Ha3Ha-
yeHwue [19]. MNocne aToro Xuanapu NposBena HECKObKO fieT, paboTas
Ha cBoem nocTy, a B 2016 roay Bbiwna KaHaMaaTom oT [lemoKpaTtuye-
CKOM MapTuu Ha BbIOOpbI NPOTUB pecnybankaHua JoHanbaa Tpamna.
Ha sTom uctoputo KAMHTOH NOKa MOXHO OCTaHOBUTb U 06PATUTL BHU-
MaHMe Ha KeHCKue obpasbl paccMaTpUBAEMbIX CEPUAJIOB.

[na Hayana KpaTKo PacCMOTPUM Cepuan, KOTOPbI BbIXOAW BCETO
OOVH MWHW-CE30H U, MO MHEHMIO ero co3aaTeniei, He Mmen Toro ycne-
Xa, Ha KOTOPbIN paccunTbiBaNM ero aBTopbl. Peub naet o cepuane «Mo-
nvTtukaHbl» (“Political Animals”), KoTopbliit Bbiwen B a¢pup 8 2012 roay.
OfHa 13 rNaBHbIX reponHb cepuana 0baagaet paaom YepT, SaAOLWnX
el cxoacTBo ¢ Xnanapu KAMHTOH, YTO 3aMeyanm MHOFMe KPUTUKK ce-
puana [cm., Hanpumep, 25]. B Hem dneiH beppuiu sBnseTca ObiBLLEl
nepsoit negn CLLUA, oHa MMeeT 3a CBOMMM Nie4amm onbIT paboTbl ry-
6epHaTopom B wTate UnanHOWC, a B HAacTOAWMIA MOMEHT — rocce-
KpeTapb CTpaHbl. My dneiiH — nonynapHbiii npesngeHT CLUA 90-x
rofoB un 6biBWKMIK rybepHaTop wrtata CeBepHas KaponuHa, KoTopblii
N3BECTEH CBOMMM BHEOpPAYHbIMM CBA3AMM. OKasaTeNIbHbl M HEKOTO-
pble MOMEHTbI NPOLAOro INeiH, 0CO6EHHO OAMH 3MU304: FePOUHSA
HOMUWHMPOBANACh B KAaYeCTBe NpeTeHAeHTa Ha nocT npesngeHTa CLUA
oT [leMoKpaTMyecKom NapTMm, 04HAKO NPOUrPana npaimMepuns KOHKy-
peHTy MNony MacceTu, cTaB roccekpeTapem B €ro KOMaHze.

KaK MOHO 3amMeTUuTb, 34eCb eCTb He TO/IbKO HECKO/IbKO OTCbINIOK
K NONUTUYECKOM PeanbHOCTU, BKAKOYas K/toyeBble, MO3BOAAOLLME
y3HaTb B cepuasbHom obpase rocnoxy KAMHTOH — B Yucae 3TUX OT-
CbIIOK CEMENHaA CUTYaLMA FePOUHN U HIOAHCbI ee NOIUTUYECKON Ka-
pbepbl. Tem He MeHee, BPAL /I MOXKHO FOBOPUTb O CUIbHOM BANAHUU
3TOro cepuana, Tak Kak BbILWJIO BCEro 6 ero ann3on08, KOTOPbIe TPAHC-
nvpoBanucek B utone-asrycte 2012 roga. Mocne atoro cepuan 6bin 3a-
KpbIT. TeM He meHee 3TOT cepuan cTan NPeABECTHUKOM ABYX APYruX
Tenecepuin — «KaptouHbiii Jomuk» (“House of Cards”, npembepa B
2013 r., nAaTbivi ce3oH — B 2017 r.) u «Magam roccekpetapb» (“Madam
Secretary”, npembepa B 2014 r., yeTBepTbIii ce3oH — B 2017 rogy).
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PaccmoTpmm cHavana cepuan «Magam roccekpeTapby, Tak KaK yxe
B CAMOM Ha3BaHWM eCTb A0BO/IbHO MOLLHAA OTCbINIKA 3TUX TeNecepuit K
Xunnapu KAMHTOH, 4TO OTMEYanocb, B TOM YMCNE, HEKOTOPbIMK UCCae-
[0BaTeNAMM, YKa3bIBABLIMMM Ha CUIbHOE CXOACTBO [N1aBHOW repouHM
n rocnoxu KnnutoH. Camu cosgaTenv cepnana B CBok ovepenb odu-
UmManbHoO 3anaBaaaM, 4To becc MakKkopa (Tak 30BYT reponHi0) He MMeeT
OTHOLWeHUA K Xunnapn KANHTOH. O4HaKo UHTEPECHO ApYyroe: B TOM e
maTepuane purypmpyet opuumanbHoe 3asBEHNE aBTOPOB Teslecepui
CO CNOBaMMK O TOM, YTO CaMa UAeA XeHLWMHbI-NMaepa AOCTaTOYHO aK-
TMBHO NOAB/AETCA B Pa3HbIX MeAna, a NOTOMY MOXHO rOBOPUTbL O TOM,
YTO cepuman HaxoamuTca B TPeHAe obLecTBEHHbIX HacTpoeHun. U aen-
CTBUTE/IbHO, Ha 3KPaHe Mbl BUAMM CU/IbHYIO FrepOMHIO, KOTOpasa paau
npasapl M poctuxkerua 6nara ans CLUA rotoBa novTu gaxke nNpoTus
npesuaeHTa, NPOTUBOPEYA emMy M AOKA3bIBAA CBOKO TOUKY 3PEHMUA.

Npes «npobuBaHUs CTEKNSHHOIO NOTO/IKa» — OAHa U3 LeHTpab-
HbIX B NpeaBbl6bopHOM KOMMYyHMKaLMK X. KnuHToH B 2016 roay. ®pa-
3bl NPO CTEKNAHHBIM NOTONOK, 06oapeEHMA ANA AEBYLIEK U cama TeMa
3aWMTbl KEHLWMH M UX NpaB 4acTo BCTpeyatoTca B oduuManbHOM
Twitter akkayHTe rocnou KAMHTOH. OTa naea HaxoauTCca B COOTBET-
CTBUM C 06WMM GEMUHUCTCKMM TPEeHOOM, rae «npobuBaHue noton-
Ka» — OfHa M3 CambIX BaXKHbIX CTPaTernmyeckmx 3agay AnAa *KeHwuH
BCEro mupa.

Takum 06pasom, MOXKHO roBOPUTb O TOM, YTO, OTNPABAAACL HA
60/ C 3TMM CamMbIM NOAUTUYECKMUM «CTEKNAHHBIM MOTOIKOM», XMUnna-
pY MbITanacb CO34aTb B [/1a3ax CBOMX M3OMpaTeNbHUL, repOUYECKUit
YKEHCKui obpas.

Ewe ogHa AeTanb, KOTOPYO XOTeNocb 6bl OTMETUTb B OTHOLLEHUM
cepnana «Mapgam roccekpeTapb» U KOTOpas TaKXKe COOTBETCTBYET
noBecTke ¢pemMMHM3IMa — 3TO NpeanoyTeHMe B paboTe K AeBYLUKaM,
KOTOPOE eCcTb y CepuanbHOM repoOnHN U ABAAETCA O4HOM U3 XapaKTep-
HbIX YepT WwTaba rocnoxm KAMHTOH.

HakoHeL, noagsogs utor o630py JaHHOro cepuana, nogvyepKHem
AaTy BbIXxoAa TPETbEro cesoHa Ha 3KpaHbl CLUA — 2 okTabps 2016
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roga. Takum 06pasom, Mbl BUAMM, YTO NpeMbepa cepmana CocToaNach
daKTUYeCcKn 3a mecsau, A0 BbIbOpOoB Npe3naeHTa CTpaHbl, NpoLwealine
8 Hosbps 2016 roaa.

OfHaKko Hanbosiee MHTEPECEH C TOYKM 3PeHUs HappaTuBa cepuan
«KapToYHbI LOMUK», KOTOPbIN MOXHO CYMTATb CAMbIM U3BECTHbIM U3
Tpex Ha3BaHHbIX Teflecepuii — KaKk No KOAUYECTBY PELeH3Nin U npo-
CMOTPOB, TaK U MO KOJMIMYECTBY U YPOBHIO Harpaz (B Konunke «Kap-
TOYHOIO ZOMMKa» B 3TOM C/lyyae ecTb M dImmu, 1 3onotoi Mnobyc).
BaKHbIM OTAMYMEM OT NPEeAbIAYLLNX ABYX BELLEN CTAHOBUTCA TOT PaKT,
41O B «KapTOYHOM AOMMKE» HET TAKOFO CU/IbHOTO NO3MLIMOHUPOBAHMA
nepsow nean CLLUA B KauecTBe r1aBHOM repoMHM cepuana. 1o genaet
HappaTMB HECKO/IbKO TOHbLUE, AaeT BO3MOXHOCTb Knap AHaepByz (Tak
30BYT repouMHIO cepuana) nokasatb ceba B pasHbIX ponax.

[Ona Hadyana otmeTMm TOT GaKT, YTO B CepUasie BCTPEYAETCA YKe
3HAKOMAaA HaM CHOXKETHAA 3aBA3KA, O4HAKO HECKOJIbKO MHaye npoBe-
AeHHas — OpaHK AHgepBya, KaHANAAT OT [leMoKpaTUYecKon napTum
CLWA, cornawaeTca Ha NpeasioKeHMe ONMNOHEHTa YCTYNUTb B FTOHKE B
obmeH Ha mecTo roccekpeTaps CLUA. OgHako n3bpaHHbIN Npe3naeHT
He OEepP*KUT CBOMX obellaHnin, 1 YyeTa AHAEPBYA OCTaeTcA Ha CamMoMm
Kpato NOIMTUYECKOMN apeHbl. B 3TOT MOMEHT cynpyri 06beguHATCS U
PELIAOT OTOMCTUTbL ObIBLUEMY COHO3HMKY, OPraHM30BaB ero OTCTaBKY.
B gaHHOM cny4vae Knap BbICTynaeT Kak MOMOLWHUK Npe3ngeHTa, He-
oduLUManbHbIA, HO OT 3TOFO HE MEHEe MOJIE3HbIN.

Takum obpasom, 3puUTeNb BUAUT €€ B POJIM KeHbl, OKa3blBatoLwem
NOALEPMKKY M MOMOLLb CBOEMY MYXKY, HO €e C/l0Ba U AEWUCTBMA He
OCTaBAAKOT HUKAKMUX COMHEHUN B YMe, CUNE U BAUAHUM reponHn. OHa
YMEEeT MNeCcTU MHTPUIM, XOPOLIO 3HAET NOAUTUYECKYD chepy M To,
«KaK 4enaeTtcs nosMTUKa».

B KOHEYHOM MTOre K YeTBEPTOMY Ce30HY K/ap peluaerT, 4To 4ocTa-
TOYHO Obl/1a B TEHN U TENEPb XOUYET HaYaTb CBOKO NO/IMTUYECKYIO Kapbe-
py. B copaTHULbI OHA BbIBUPAET 3HAKOMYIO AEBYLLKY-NOAUTTEXHO/IOA
— CHOBa BO3MOXHaA OTCbl/IKa B NpeanoyTeHUn KnmvHTOH paboTaTb
C XeHLWMHamun. BocnpenaTcTBoBaTb KNap B HAMEPEHMM 3aHMMATbCA
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NONINTUKOM HE MOKET AaXKe MY, AeNCTBYOWMA HAa TOT MOMEHT npe-
3naeHT CLUA, KOTOopbIit FOTOBUTCA K cieayowum Bbibopam. 3puTenb
onATb BUAUT UCTOPUIO O NPOBUBAHUM «CTEKAAHHOTO MNOTONKAY, KOTAa
repOUHA NOCTENEHHO, LWIAr 33 WArom 3axBaTbiBaeT MNOJUTUYECKUE MNO-
3NN U NPECTUK.

Knap cTtaHOBMTCSA MOAIHONPABHOW repouHelr B MOMEHT, Koraa ee
MY} NONyYaeT paHeHMe MU OKa3blBaeTca B peaHMMaLmn. MMeHHO oHa
HauyMHaeT BeCTu gena, pakTUYeCcKn ynpasaseT 4enNCcTBUSAMU BULLe-Npe-
3naeHTa CLUA, oTaaBaa eMy yKasaHMA Yyepes 3/IEKTPOHHYI0 noyty. B
TOM YMCNE OHa IEeTUT Ha BCTPeYyY IMAEPOB pPa3HbIX CTpaH, rae Aobusa-
eTcA ayaMeHUnmM 1 I0roBOPEeHHOCTEN ¢ npe3naeHTom Poccumn — Buk-
Topom NeTpoBbIMm.

Taknum 06pa3om, reponHa onATb NPUHUMAET Ha ceba dyHKUMK, Ko-
TOpble 0ObIYHO MCMONHAET FOCCEKPETapb CTPaHbl, B TO BPEMSA KaK Mo
CIOXKETY — OH BbIHYXX/JAEH CUAETb M XAaTb pelleHUsa Neperosopos B
Kopugope. B 3ToM KOHTEKCTe MHTePeCcHO To, 4YTo Kniap nocTosiHHO 06-
PaLLLAETCA K OMNbITY CBOEIo My*Ka — yMeeT NPUMEHATb ero 1 obpaluatb
cebe Ha nonb3y. K onbITy npe3naeHTcTBa bmuana KnMHTOHa NOCTOSHHO
anennvposana Xuanapu KAMHTOH, KOTOpasa B pamMKax npeasbibop-
HOM KamnaHuu 2016 roga roBopuaa, YTO BCErga MOMKET MONOKUTLCA
Ha ONbIT My»Xa B BOMPOCax MNOJIMTUKN N SKOHOMUKW. B cepmnane 3pu-
TeNb BUAUT HE TONbKO CUNbHYIO repOoMHIO, NEPBYIO Nean, ONbITHOrO
nonuMtnka. OH BMAWUT BO3MOXKHOFO Oyayuliero npesuaeHTa, TaK Kak
baKTUYECKM 3a TO BPeMs, YTO ee My NeXUT B peaHumaumum, Knsp B
NpPoBMBaHNKN KCTEKNSHHOIO MOTO/IKa» A06MBaETCs OrNyLWUTENBHOIO U
OKOHYaTe/NIbHOTO ycrnexa — OHa [l0Ka3blBaeT BCEM CBOIO CNOCOBHOCTb
CTaTb BO [1aBe CTPaHbl U CTAHOBUTCA MNONUTUYECKMM NAapPTHEPOM CBO-
ero Mmyxa B npesaBbi6OPHOM roHKe.

NHTepeceH M TOT GaKT, YTO B YETBEPTOM CE30HE BCTPEYaeTcs
anusofa, Korga Jemokpatmyeckaa naptusa GpaKkTMUYecKkn oTaaeT npes-
NoYTEHUE KEeHLWMHe-KaHamMaaTy — npotmus ®psHka AHaepsyaa. Kak
BO3MOMHbIN MOJUTUYECKMIA MNPOTUBHMK BbICTYNaeT AeNCTBYHOLWUIA
roccekpetapb CLUA Katu [iopaH. Obe repouHu cepuana obnagator
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3HaYMTENIbHbIM CXOACTBOM C Xuanapu KnuHToH — obe 6J10HAMHKK U
NPeAnoYUTAOT MOXOXKNUIN CTUAb B ogexae. OgHaKo [lopaH NoxoXa Ha
KnnHTOoH 6onblue B cMay BO3pacTa U NOYTU MAEHTUYHOW NPUYECKON.
OHa OCTOPOXHbIA AMNIOMAT U UCKYCHbIMA MOJIUTUK, KOTOPbIA, KaKk U
Knap, MmoKeT cTaTb ONacHbIM COMEPHUKOM.

Taknm 06pa3om, akLEHT B JaHHOM Cepuane MHOTr4A CMeLLaeTca ot
O4HOM M3 rNaBHbIX FePOUHb HA BTOPOCTEMNEHHbIX MEPCOHAXKeN, cpeam
KOTOPbIX, O4HAKO, MHOIO CU/IbHbIX KEHLLMH, YTO CHOBA MOATBEPXKAA-
€T CU/IbHble TpeHabl GeMMHN3MA B cepmanax o NONTHKeE.

EcTb 1 Apyrve 3aHMMaTenbHble napannenn akpaHHoro mupa «Kap-
TOYHOrO AOMMKAY» C NOUTUYECKOM peanbHOCTbio CLUA, Ha KOoTopble Tak-
e xoTenocb 66l 06paTUTL BHUMAHMeE. B nepByto ouepesb, — 310 06pas3
rnaBHOro KaHauaaTta B npesngeHTbl CLUA oT PecnybimKkaHcKol napTum
— KoHrpeccmeHa Yunna KoHBasA. B Hanagatowel maHepe KoHrpeccme-
Ha MOXHO YBWAETb YEPTbl MONUTUYECKOTO ONNoHeHTa bapaka Obambl
— KoHrpeccmeHa Mutta PomHn. OgHako, 4To ropasgo BarkHee, — 3TO
0fHa 13 rNaBHbIx YepT KOHB3A: OH MeauMa3Be3na v NpeanoyYmnTaeT BecTu
npeaBbIbOPHYIO KOMMYHUKaLMIO Yepes Twitter, coumanbHble meama u
OHMANH-TPAHCAALMMU. B 3TOM MOXKHO YBUAETb MIPOKa MOAUTUYECKOM
peanbHocTn CLUA yke 2016 roga — JoHanbaa Tpamna, KOTOPOMY MHO-
rme NPUNMUCbLIBalOT Nobeay MMEHHO 33 CHET aKTUBHOIO UCMO/b30BAHMA
OHMANH-KOMMYHUKaUMK ¢ n3bupatenamm. UHTepecHo OTMeTUTL U TOT
$aKT, YUTO paHee KOHIPeccmeH OblN XOPOLWKUM ApYrom YeTbl AHAEPBY-
0B — NOXOXMe UCTopUK 0 6ansKoi apyxkbe cement KnMHTOH 1 Tpamna
MOKHO BCTPETUTb U B aMEPUKAHCKOW, U B POCCUIMCKOM meamacpese.
(XapakTepHblii npumep obCyKaeHUs 3To Tembl: [27])

Bo BTOpYtO ouepeab, xoTenocb 6bl 06paTUTL 0COH60E BHMMAHUE Ha
06pa3 Poccun B aIKpaHHOW peanbHOCTU Tenecepuana. Mpumedatenno-
HO, YTo nNpe3suaeHTa Poccmuun 30ByT BukTop MeTpos (B.M.). BHewHe oH
MMeeT [0BO/SIbHO OYEBUAHOE CXOACTBO C AEMCTBYHOLWMUM Npe3naeH-
ToM Poccum Bnagmmunpom lMyTUHBIM M HECKONBKO pa3 YNOMMHAET O
CBOEM MPOLU/IOM B CUOBbIX CTPYKTYpax. ITO BAACTHbIN NEpPCOHaX,
KOTOPbIN rOTOB HAaBA3bIBATb CBOO NOBECTKY, HE TEPMUT NPOTUBOPEUNA
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CBOEW BOJIE, NPUBLIK peLllaTb NpobiemMbl cBOMMU MeTogamu. Mpume-
YaTeNbHO, YTO C PYCCKUMM O/IUFAPXaMmn U MarHaTamm, KOTopble Yem-
TO He HpaBsATcA MNeTpoBy, OH NPUBbIK PAacnNpPaBAATbLCA Yepes ybuiicTea
M NOXWLLEHMA, O YeM NoAPOOHO paccKasbiBAeTCA B CAaMOM Havane
yeTBepTOro cesoHa. MMeHHo Poccua asnseTcs NpuMYMHOIN HedTAHOro
Kpu3suca B CLLA, o KOTOpom MAET peyb B cepnane. MHorve nepcoHa-
KM NOAYEPKUBAIOT HECTAaOMNBHOCTb SKOHOMMKN Poccum, a Takke ee
BO3MOMHbIIN Kpax B 6inKaviwem byaywem.

HakoHeL, nocnegHAA BaxHas YyepTa, KOTOPYHO XOTesocb 6bl OTMe-
TUTb, — 3TO MaBHbIl Bpar CLLUA B ueTBepTOM CE30HE cepuana, «bes-
JINKoe 3710», Ha3BaHHoe 3gecb Mcnamckum Xanndatom. Bce yepThl
3TOM CYLLHOCTU B cepuase NOYTU 3epKasibHO OTPaKatoT NopTpeT 3a-
npeweHHon B PP opraHmsauum «Mcnamckoe locymapcreo» (UI nam
UTUN). Ucnamcknin xanndat — 3To congatbl-paHaTUKK, KOTopble
OENCTBYIOT Yyepe3 TePPOPUCTUYECKME aKTbl, B3ATWE 3a/0KHMKOB U
BepboBKy xutenei CLUA, nepexoalumx B UCAAaMCKylO Bepy, nocne
4yero Ha4YMHaloT AEeNCTBOBATL B MHTepecax Xanudata. B yeTsepTom
Ce30He cepuana NoKasaHo, Kak Noc/e aTaku Ha XanndaT co CTOPOHbI
CLUA TeppopucTbl 13 ObIBLUMX FpaXKaaH 3axBaTblBAlOT B 3a/10XKHUKM
AMEPUKAHCKYIO CEMbIO 1 B OOMEH Ha UX }KU3HUM TpebyroT ocBoboaAnTb
O4HOr0 U3 raB xaandaTta — OMNacHOro TePPOPMUCTa U BOEHHOIO Ha-
YyaNbHMKa.

MNopgyepkHeMm, 4To UMeHHO Knap AHAepByA, a He ee MyXK, BCTpeya-
eTcA € ABYMA HOCUTENAMM «MOJIMTUYECKOTO 31a» INLLOM K nuy: Knap
BEAET NeperoBopbl OTHOCUTENbHO HedTAHOrO Kpusuca ¢ Buktopom
MeTpOBbIM U YCMELHO BbIBOAUT U3 KPU3UCA MUPOBYIO SKOHOMMUKY.
MmeHHO Knap BcTpedvaetca ¢ nmaepom Mcnamckoro xanuéara, Ko-
TOPOro NPMBO3AT K HEN M3 aMEepPUKAHCKOW TIoPbMbl, YTOObI yoeaunTb
€ro BbICTYNUTb ¢ obpalleHmem ana TeppopucToB M notpebosaTb OT-
NYCTUTb 3a/10KHMKOB. B 060MX ciyyasnx NoAMTUYECKME OMNMOHEHTLI B
CUNY CBOEW Ky/IbTYpbl M XapaKTepa He MPU3HAOT 3a KEeHLWMHaMK Npa-
Ba 3aHMMATbCA NONUTUKOM. U B 060mx cnyyasnx Knap AHaepsya yaaeT-
cs nx nepeybeamTb, 3aCTaBUTb BOCNPUHATL ceba Bcepbes.
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Taknm o6pasom, CHOBA MPOMUCXOLMUT pa3dbuBaHME «CTEKNAHHOMO
NOTONKa», NYCTb U NepeHeceHHoe B NPU3HaAHME CO CTOPOHbI NOAUTH-
YEeCKUX NPOTUBHUKOB.

MoabITOXMBAA CKazaHHOE, OTMETUM, YTO NepeyncieHHble cepua-
Nbl LEMOHCTPUPYIOT aKTUBHOE YCUAEHUE MOBECTKU U TpeHAoB pemu-
HU3Ma B NOAUTUKE. KeHLMHbI-NONAUTUKM BCe Yalle CTaHOBATCA rNaB-
HbIMMW FEPOUHAMM He TOSIbKO CEPMAIOB, HO U APYrMX NPOU3BEAEHUI
MacCOBOro MUCKYCCTBA. Tak, reponHN Tpex NepeyvyncneHHbIX cepnanos
NPY 3TOM UMEIOT YepTbl, KOTOPbIE NO3BONAIT CONOCTABUTL UX C 0bpa-
30M HblHeLWHen noantTnyeckon peanbHoctn CLUA — Xunnapu Knunk-
TOH. B uncne Takmx cxoacTs 06bIYHO NO3ULLUA FEPOUHM B KaYecTBe roc-
CeKpeTaps CTpaHbl, ee NPOLUIOE — MYK, KOTOPbIN ABAAETCA ObIBLUIMM
npesngeHTom CLUA, pasnagbl B cEMbe U3-32 €ro CeKCyasibHbIX NOXOX-
AEeHWW, NpeanoYTeHNe B BbIDOPE KEHLUMH B Ka4ecTBe NOINTUYECKUX
NOMOLLHNKOB. OTMETUM U TO, UTO FEPOMHU BCEX TPEX CEPUAJIOB, KaK U
rocnoxa KAnHToH, aBastoTcAa 610HAMHKaMuK. Tpu 3TomM B ABYX cepu-
anax MOXHO YBMAETb CXOACTBO CTPUMKEK FEPOUHb C TEM CTUNEM, KO-
TOPbIN, NOABAAACH Ha NYyH/IMKe B Te4eHMe NpesBbI6OPHONM KamnaHuu
2016 roaa, Bbibpana ans cebs KNMHTOH.

[Ba 13 Tpex cepmnanos («MonantuKaHbl», «Magam roccekpetapb»)
NpY 3TOM HanpPAMY0 06BUHANNCH B 106OMPOBAHNN MHTEPECOB rOCMO-
XK1 KnmHToH. OgHakKo B AeTanax 34ech 6bl1 pacCMOTPEH MMEHHO TOT
Tenecepuan, KOTopbiii U3bexkan NnoaobHbIx 06BUHEHUI («KapToUHbI
OOMUKY»). B Hem, BO-nepBbIX, MPMMeYaTeNbHO, YTO aKLEeHT B «KapTou-
HOM AOMMKe» CMELLEH C FrePOMHUN Ha repoa — B cepuane AenUCTBy-
eT UMeHHO ceMeliHaa YyeTa AHAepByaoB, rae Knap, B Havyane nepso-
ro cesoHa — KeHa byayuiero npesmgeHTa CLUA ®dpaHka AHaepByaa,
CHaya/ia BbICTynaeT B PO/IN ero HernacHoOro NOMOLLHKUKA 1 NpeTeHayeT
WCKNIIOYUTENIBHO HA POb NepBOl eau. Ee Bbixod B KayecTse NOAUTU-
YeCcKOoI repONHU NPOUCXOANT rOPa3 o NO3XKe, TONIbKO B CepesnHe YeT-
BEPTOro cesoHa cepuana (npembepa coctosnacb B mapTte 2016 roaa,
He3a40/ro nocsie Havyana npavimepus B CLLUIA). Kak 1 reponHu apyrmx
cepuanos, Knap AHaepsys 3a4aeTca Lenbto NpobuTb KCTEKNAHHbIN
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MOTOJIOK» ONA XKEHLWMH B NONUTUKE M NPEyCreBaeT B STOM PasHbIMU
cnocobamm, XoTa NOKa U He A06MBaEeTCA MaBHOrO — MocTa npesu-
[eHTa cTpaHbl. Tem He MeHee co3aaTenn cepuana yBepeHHo BbiBOAAT
ee B KayecTBe BO3MOXKHOrMo U Byayuiero npesmaeHTa, NOKasbiBas ee
MOJIHYIO TOTOBHOCTb K 3TOM AONKHOCTMU.

CBefleHMA 0 TOM, AeNCTBUTENbHO /M YeTa KNMHTOH cCnoHCMpoBana
NPOU3BOACTBO YKa3aHHbIX cepuanos, He noaaatoTcs nposepke. Oa-
HaKo, ec/i1 3TO AeNCTBUTENbHO MMEI0 MEeCTO, Torda nepes Hamu He-
CTaHAAPTHbIN NPUMEP NUCMONb30BaHMA NOANTUYECKOTO CTOPUTENTUH-
ra 1 PR-KoMMyHMKaLMK Yepes co3aaHne npuBeKaTenbHbix 06pa3os
B 9KPaHHbIX PeasbHOCTAX, UMEIOLLMX CBOEM LeNbio U3MEHEeHNE OTHO-
WEeHUs K NPOTOTUNY B MOAUTUYECKOW peanbHocTn CLLUA — rocnoxke
KnnHTOH. B tob6om cnyyae Henb3s oTPULATh, YTO BHE 3aBMCMMOCTM OT
¢daKTa cnoHCcopcTBa cepuasbl HE MOIU He MOBAUATb Ha OTHOLWLEHME K
Teme B Le/IOM — XKEeHLIUHAM B MNOAUTUKE U K Xnanapu KNMHTOH Kak
OOHOWM M3 INaBHbIX rePOMHb TEKYLLEN NONUTUYECKON pPeanbHOCTH, B
YacTHOCTK.

OfHO 13 BaKHbIX CBOMCTB CIOMKETUKMU, OTMEYAEMbIX MCCeadoBaTe-
NAMMU, — 3TO TO, UTO 3pPUTENb BEPUT UCTOPUN U MOTPYKAeTcA B Hee
3MOLMOHAbHO, AaKe 3HanA, YTO UCTopUA cama no cebe sBAAETCA Bbl-
Mbicnom [cm 06 atom 15]. [lpyroe CBOWCTBO CHOXKETUKM, KOTOPOE MO-
XeT cpaboTaTb B JaHHOM Cay4yae — 3TO METOZ, CHEXKHOro KoMa, Kor-
@ NOXOXKMe UCTOPUU HaKNaabIBaOTCA APYr Ha ApYyra M 3a CYeT 3Toro
ycunumeatoT addekT obweit naem [8, c. 169)]. HakoHew, TpeTbe BaxKHoe
CBOWCTBO MPOUCTEKAET U3 CBOMCTB CHOXKETUKM, KOTOPaA A/1a ob6baAcHe-
HWS PeasibHOCTU C APEBHENLLUX BPEMEH UCMNO/Ib30BaNach A0AbMU B
TECHOM B3aMMOAENCTBMMU C 3KpaHaMu. To 3Ke NpaBuIo pacnpoCTpaHs-
€TCS U Ha NOJIUTUKY, AN1A NOHUMaHMA KOTOPOM y 6o/bluei YacTu Hace-
NeHus He xBaTaeT HeobxoaMmoro obpasoBaHMs, YPOBHA HOBOCTHOM
rPaMOTHOCTM M AOCTAaTOYHOrO KOMYecTBa BpeMeHu ans cbopa, npo-
BEPKM M aHa/IN3a NocTynatowen noanTmyeckor nHdopmaumu.

B 3aKkntoyeHMe xoTenocb 6bl MPUBECTU MbIC/b OAHOMO U3 repoes
«KapToyHoro fommuKay, KOTopasn B MOJHON Mepe OTParkaeT He TOJIbKO
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3KPaHHYIO peanbHOCTb cepuana, HO U HalW COBPEMEHHbIE MOAUTU-
yeckue peanuu. PpsHK AHOEPBYA MMeEET NPUBbIYKY Pa3roBapuBaTb
HanpAMylO CO 3puTenem, paspyllan 4YeTBEPTYH CTeHY, TOraa Kak vy
3puTEeNA BO3HMKAET OLLyLleHUe, YTO HEKOTopble OTKPOBEHUA O NO-
JIMTUYECKOM U3HW OH y3HAeT Hanpamyto oT npesungeHTa CLUA: «lo-
NIMTUKA YXKe He MPOCTO TeaTp — 3TO wWoy-6u3Hec». CnenoBaTencHo,
BE/IMKA BEPOATHOCTb, YTO B 3MOXY TaK Ha3blBAaemMoM NOAUTUKK MOCT-
npasgbl NOAUTUYECKUE AEATENM HAYHYT (BO3MOMKHO, Y)Ke Havaaw)
He NPOCTO MCMONb30BaATb IKPaHbl TENIEBU3OPOB M KOMMbIOTEPOB ANA
TPaHCAAUMKM COBCTBEHHbIX MOJIMTUYECKMX BO33PEHWUIM, HO U B bonee
TBOpPYECKUX hopMax — Hanpumep, Yepes cepurabl.
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JUNIORSKILLS KAK ®AKTOP
CO34AHMA MYTETUMEANNHOW

HKYPHAJTUCTUKU BYAYLLETO

(HA MPUMEPE PETMOHA/IBHOIO YEMMNMOHATA
JUNIORSKILLS 2018 MOCKBA)

AHHOmayusa. B pabome npedcmasaeHa Kpamkas ucmopus
pPa38UMUA HEKOMMEPYECKO20 MeHOYHAPOOHO20 O8UXHEHUSA
npogheccuoHanbHol N0020mMoBKU K8AAUPUUUPOBAHHbIX Ka-
dpoes «WorldSkills International» (« WSI»). Aemopsi cmameu
griepsble 8 HAyYHOM mupe uccaedyrom OaHHOe Harnpasse-
Hue, onpedenaom nepcrekmussl nposedeHuUs YemnuoHa-
ma «JuniorSkills» no mynemumeduliHoll HypHAAUCMUKe
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8 Poccuu u e2o ponb 8 npogeccuoHanbHol nodzomoske u
npogopueHmayuu Mosao0bix creyuanucmos. B cmamee uc-
nonsL3yemcsa memod CUcCmemHO20 aHAAU3d, M0AYy4YeHHO20
8 pesysbmame /AUYHO20 0nbiMa no cydelicmay u sKkcrnepm-
Holi oyeHke PezuoHanbHo20 YemnuoHama «JuniorSkills»
2018 8 Mockse. B sude cxemol npedcmassieHbl npogeccuu,
Komopsie cocmasnsaom eduHoe yesnoe Haubosnee nomnynap-
Ho20 hopmama MyabmumeouliHo20 cmopumensauHea —
/I0H2PUG, MPOU380OCMBO KOMOPO20 A8/19eMCA OCHOBHbIM
3a0aHUeM 0 KomnemeHyuu «MyabmumeouliHaa xcyp-
Haaucmuka». [lpogedeHHOe aHKeMuUpPO8AHUE M0380/1UMO
onpedenums saxcHeliwue 80nNpocsl N0G20MOBKU y4aCMHU-
KO8 (WKOMbHUKOB) U 3KCepmos K caedyrouum YemnuoHa-
mam «JuniorSkills». Ha ocHosaHuu aHanU3a npeosioxceHsl
KOHKpemHsble Oelicmeus, HanpasseHHble HA rosbilieHue
cmaHOapmos npogeccuoHanbHOU Mod2omosKku U pas3su-
mue MynemumeOuliHOU HYPHAAUCMUKU KAK CaMocmos-
mensHoUl npogeccuu bydyu,e2o. B daHHOU cmamee srnep-
8ble ChOpPMynUPOBAHbI B8bI800OLI, M0380/AOUUE OUEHUMb
0aHHoe HanpasneHue «JuniorSkills» («JS») Kak nepcrek-
mueHoe U UHHOB8AUYUOHHOe 014 N0020mMo8KU yHuU8epcasb-
HbIX YYPHAAUCMO8 HOB020 MOKOAEHUS.

Knrouessle cnosa: JuniorSkills, WorldSkills, mynemumeduti-
HAA HYPHAAUCMUKQ, 10H2PUO, yHUBEPCAsbHbIE Cneyuanu-
cmel, medua nNPocMpPaHCmMeo, NPodeccuoHANbHble CMAaH-
dapmel, NpogopueHmMayus WKOMbHUKOS.
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JUNIORSKILLS AS A FACTOR
OF CREATION OF MULTIMEDIA

JOURNALISM OF THE FUTURE

(ON THE EXAMPLE OF THE REGIONAL CHAMPIONSHIP
“JUNIORSKILLS” 2018 MOSCOW)

Abstract. The article presents a brief history of the
development of the non-commercial international
movement of professional training of qualified personnel
“WorldSkills International” (“WSI”). For the first time in
the world of scholarship the authors of the article are
exploring this direction, determining the prospects of the
“JuniorSkills” Championship for Multimedia Journalism in
Russia and its role in the training and career guidance of
young professionals. The article uses the method of systemic
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analysis obtained as a result of personal experience in
judging and expert evaluation of the regional Championship
“JuniorSkills” 2018 in Moscow. Professions forming a unified
whole are being presented in the form of diagrams in one
of the most popular formats for multimedia storytelling —
“longread”, the production of which is the main task of the
competence of “Multimedia journalism”. The conducted
survey allowed to identify critical issues of training
participants (students) and experts for the next “JuniorSkills”
Championships. On the basis of the analysis concrete actions
are proposed aimed at raising the standards of professional
training and the development of multimedia journalism as
an independent profession of the future. In this article for
the first time conclusions are formulated making it possible
to estimate this direction of “JuniorSkills” (“JS”) as being
perspective and innovative for training new generations of
universal journalists.

Keywords: JuniorSkills, WorldSkills, multimedia journalism,
longed, versatile, professionals, media, professional
standards, career guidance students.

OaHoi M3 3n10604HEBHbLIX NPO6/AEM B Hallel CTpaHe ABASEeTCS
OCTpas HexBaTKa Moso4blX Kagpos ans digital-tpaHcdopmanymm 6ums-
Heca. [lna mMx noasneHMA HeobXO4MMO MepecTpouTb BCIO CUCTEMY
npodeccnoHanbHoro obpasosaHus. B cBasu c atum Cotos «WorldSkills
Russia» («Monogble npodeccroHanbl Poccnn») B Lensx Bospoxae-
HUs paboumx npodeccuit BBeN HOBblE /1S HUX CTAHAAPTbI, USMEHWU
9K3aMeHAUMOHHYIO CUCTEMY B KOMNeAXKax WM By3ax, a TaKXKe cTan
CBA3YIOLLMM 3BEHOM Mexay paboTtoaaTenimu M monaogbimu pabort-
HuKamu [1]. MNMocTaBneHHble B cepeanHe NPOLIOro BeKa OAHUM U3
nHunumatopos AsukeHuns WorldSkills International (WSI) ®p. Anb-
6epTom-Buaanem 3afaum npeBpaTUTb Y4aCTHUKOB COPEBHOBAHUI B
obpaseL, gna nogpaxkaHUs MOJIOAEHKM, OPraHM30BaTb MEXAYHAPOA-
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Hble BCTPEYM 3KCNEPTHOro U NpodeccMoHaNbHOro coobLecTs U AaTb
MOJ1I0A4bIM Pabo4MM BO3MOMKHOCTb ONPEeAeINTbCA Ha MUPOBOM PbIHKE
TPyAa — OCTalOTCA aKTyanbHbIMU U cerofHA. He cayvaiHo 3a 70 net
CO BpeMeHM BO3HMKHOBEHUA YeMNUOHATOB NpodeccMoHanbHOro ma-
CTepPCTBA UX MacLiTabbl BbIPOCN B HECKONBLKO pa3: B 1950-m roagy co-
6panocb Bcero Anwb 12 KOHKypcaHToB, B 2017-m Ha 44-m yemnuoHare
WorldSkills 8 Aby-Oabun — 1300. Ha mexayHapoaHOM NepBeHCTBE B
KasaHu B 2019 roay oXungaercs yKe nonTopbl TbiCAYM y4acTHUKOB [1].

HayyHoe ocmbicneHue pocTuxeHuit aunnomantoB «WorldSkills
International» (MexayHapoAHOW opraHM3auuK, LEeNbio KOTOpOoK fAB-
NAeTca pasBuTMe NPoPeccMoHaNbHOro, TEXHUYECKOro U OPUEHTUPO-
BaHHOrO Ha chepy ycayr ob6pasoBaHms, a TakKe NOBbILEHWe CTaHaap-
TOB NpodeccroHasbHOM NOArOTOBKM CMELManNCTOB pasHbIX paboumx
npodeccuii B 75 ctpaHax mupa) nsyyaetcs 3a pybexom. MonyyeHHble
GUHCKMMUK MccegoBaTeNsAMM pe3ybTaTbl MOKA3aaM, YTO YY4aCTHUKM
YemnuoHaTa OTAMYa/NCb OT CBOMUX KOJ/Ier pAaaom MpuobpeTeHHbIX
LEHHbIX KayecTB: «HaBblKaMW MENKJMYHOCTHOIO ObLeHns, Bonewn,
MOTMBALMEN U APYTMMU XapPaKTEPUCTUKAMMU, KUIHEHHO BaKHbIMM
ANna npodeccMoHanbHOro onbiTa U NPOPEeCcCMOHaNbHOIO Pa3BUTUS...
ocoboe BHMMaHME YAENANOCb BaXKHOCTU JIOTMKO-MaTEMaTUYECKUX
HaBbIKOB (MOHMMaHWe obwmx paboumnx npoueccos, HbICTPOro U He-
3aBMCMMOTO TBOPYECKOTO MbIL/IEHMA MO pelleHnio npobaem)» [2, c.
108]. bpuTaHCcKue uccnenoBatenn B pesysbrate UCCAeA0BaHMA OCO-
H6eHHOCTEN MCNONBb30BAHUA U NPUMEHEHMA Pe3ybTaToB YeMnnoHaTa
«WorldSkills» Ha 6a3e KonnegKe oTMeyann «NoBbILLEHNE YCTPEMIIE-
HWA CTYAEHTOB K Npodeccuun, pocTy CaMoOLEHKMU... NpeobpasoBaHUIo
yyalmxca B HOBble npodeccroHanbHble NMYHOCTU, Bnarogaps Boc-
npuaTUo “yHacnenoBaHHOro” onbiTa NPOdeCcCUOHaNbHbIX yYuTenem»
[3, c. 154].

Hawa »ce 3a0a4ya cocmoum 8 mom, Ymobsl paccmompemes 8 [eu-
weHuu « WorldSkills» yuacmue Poccuu, nockosnbKy 0o cux rnop omeye-
CmeeHHas cucmema nod2o0mosKU Mos00biX Ceyuanucmos 8 3mom
ABAEHUU He Uccnedosanach, d Mex0y mem UCronb308aHUE Y HAC fyY-
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WUX MexOyHapOOHbIX 06yYaroWUX NPAKMUK U cmaHdapmos obpa-
muso Ha cebsa 6osbWoe BHUMAHUE 8 Mupe.

LUeHHocTb gBumkenuna «WorldSkills» otmeTtnn MpesngeHTt Poccuii-
cKoit Pepepaumm B.B. MNyTnH: «Y Hac nossasetcs Bce 6onblie moso-
AbIX CNEeUManncToB M BbICOKOKBANNPUULMPOBAHHbBIX pabounx, cno-
COOHbIX pelwaTb 33434 HOBOFO TEXHOMOMMYECKOro YpoBHA. Takue
YeMnMoHaTbl — 3T0, 6e3yC/NIOBHO (M Mbl C BAMM 3TO XOPOLLO MOHMMa-
€M), He TONbKO MPEeCTUXKHble TYPHUPbI. OHW 334a0T TOH, OPUEHTUP
AN1A pa3BUTUA HAaLMOHaIbHOW cucTeMbl 06pa30BaHUA Ha OCHOBE JyY-
WKWX MMPOBBIX MPAKTUK, MOMOraloT HacTpameBaTb 0bpasoBaTesibHbIe
nporpaMmbl 1 npodeccroHasbHble CTaHAAPTLI NOA 3anNpPoCh! TEKYLLe-
ro AHA, SKOHOMUKM» [4, c. 371].

Osukenune «WorldSkills» 3apoagmnock B UcnaHum B anoxy Kpusuca
nocne BTopo MMPOBOW BOWHbI KaK MeXAYyHapoAHOE HEKOMMeEpYe-
CKoe ABuMKeHue no npodeccuoHasibHOW NoAroToBKe KBaanduumpo-
BaHHbIX KaapoB. [eHepanbHbIN AnpeKkTop McnaHcKoi monoaerHowm
opraHusauuun r-H AHToHMo dnona Onaco pewwnn cos3gaTb cUCTEMY
npodeccmoHanbHoro obpasosaHus, Kotopas 6bl 3pdEeKTUBHO roTo-
BMNA Kagpbl, NOAHMMANA NpectTux paboumx npodeccuii, ob6veanHs-
N1a MONOAEXb, UX poauTeNnei n npenogasateneit ¢ NOTeHUUaAbHbIMU
paboTogatensmu.

MepBblit HaLMOHANbHbIM KOHKYPC N0 NpodeccMoHaNbHO-TEXHNYe-
CKOW MoAroToBKe CneLmanmcTos (paboune cneumanbHOCTM) COCTOANCA
B McnaHuu B 1947 roay, y»Ke yepes 6 feT ero noaaeprkanm 6 esponei-
CKMUX CTpaH, K 1980 — 17 ctpaH, Bkatoyaa CLLUA n AnoHuto. Passutune
npodeccnoHanbHoro obpasosaHma nposoaunocb «WorldSkills» no-
CPeACcTBOM OpPraHM3aLmMn N NPOBeLEHMA KOHKYPCOB NpodeccuoHab-
HOro MacTepcTBa Cpean MONOoAbIX KBaAUPUUMPOBAHHbLIX Kagpos.
Kaabli y4aCTHUMK COPEBHOBAHWWA AOMKEH OblN NPOAEMOHCTPUPO-
BaTb CBOW NpodeccroHaibHble HaBblIKM B COOTBETCTBUM C TpeboBa-
HUAMUN MEXKAYHAPOAHbIX CTaHAAPTOB, B PaMKax 3a4aHHOIO BPEMEHMH,
NoA, KOHTPOIEM HAaCTaBHUKOB M SKCNEPTOB — BeAYLLMX CNEeLManncToB
B 3agaHHoOMN obnactn. B utore «crtaHgaptbl « WorldSkills» nossonsanu
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«3a4aBaTb NJaHKy» AN NOATOTOBKWU CMNEeunasmcToB BbICOKOroO ypoB-
HA 1 dopmynnpoBaTb TpeboBaHMA K BbINyCKHMKaM 06pa3oBaTesibHbIX
yupexaeHuin» [5].

B 1983 roay 6bina chopmmpoBaHa MexKAyHapogHasa opraHu-
3aumMa No npPOBEeAEHUID KOHKYpCOB NpodeccroHasibHOro macrep-
ctBa — «International Vocational Training Organisation» («IVTO»).
B 2000 roay 310 mexayHapoaHoe ABuKeHne o6beamMHnNo 36 cTpax-
Y4acTHMKOB, U cumBonmka «IVTO» 6bina namerHeHa Ha «WorldSkills
International» («WSI»). K 2017 rogy nog arngy «WSI» Bownun 76
CTPaH, KOTopble eXKerogHo y4acTBYIOT B permoHabHbIX M HAaLUMOHa/b-
HbIX COPEBHOBAHWUAX, KOHTUHEHTANbHbIX MEPBEHCTBAX, U pa3 B 2 roga
— B Munposom yemnuoHate. Paboume 1 nHeHepHble npodeccum (Ka-
MEHLMK, c/iecapb, CBAPLMK, TOKapb, 3N1EKTPOMOHTEP MO PEMOHTY U
06CNYKNBAHUIO 3N1EKTPOOBOPYAO0BAHUA, MOHTAXKHUK, TEXHO/OT, one-
paTop 1A paboTbl C PasIMYHbIM NPOMbILLIEHHBIM 060PYA0BAHNEM U
Apyrve) cocTaBAAOT OCHOBHOM 610K cneumanbHocTet YemnuoHara?,
Kakabl 610K COCTOUT U3 KomneTeHuuit?. Muccus «WSI» — onpege-
JleHWe BbICLLIEN KaTeropuu CneumnanncrToB, BblpaboTKa BarKHeMLWUX
nNpodeccMoHaNbHbIX HAaBbIKOB M YMEHWI, OTOOP NyYWwnX U3 Ay4LnX
NpodeccMoHaNoB C OMbITOM MO KaXgoM KOHKpeTHoW npodeccum,
«C MOMOLLbIO COBMECTHbIX AENCTBUIN rocyAapcTB-4/IeHOB MUPOBOW
06LEeCTBEHHOCTU COAENCTBOBATL TOMY, YTOObI Npodeccnn 1 BbICOKU
ypOBeHb KBannduKaL MM BHOCUAN CBOW BKIAA, B JOCTUKEHNE SKOHO-
MWYECKOro ycrnexa v pasBuTuaA MYHOCTMY [6, c. 491]. «pumeHeHune
ctaHgapToB «WorldSkills» gacT HOBbIM KaueCTBEHHbI UMMYAbLC K pas-
BMTUIO U PAcnNpOCTpaHEHUIO NpodeccMoHanbHbIX CTaHAAPTOB NOAro-
TOBKM CNeuuanncTos paboumnx cneunanbHocTen» [4, c. 374].

1 BNOKM cneumanbHocTen YemnuoHata «WS»: «CTpOUTENBCTBO U CTPOUTENbHbIE TEXHONOTUNY,
«lMpon3BOACTBO U UHXKEHEpPHble TexHoNnornm», «MHGOPMaLMOHHbIE U KOMMYHUKALMOHHbIEe
TexHonormm», «TBop4ecTBo U AnsaiH», «Chepa ycnyr», «TpaHCNOPT U IOFUCTUKAY.

2 «KomneTeHumua» (B8 TepmuHonorun «WSI») — npodeccroHanbHas cnocobHOCTb YYacTHUKa
yCNewHo AeNCTBOBaTb HA OCHOBE YMEHWIN, 3HAHMI U NPAKTUYECKOTO OMbITa NPW BbINOJHEHUU
KOHKYPCHOTO 33flaHMA M pelleHWn 3agauu npodeccroHanbHol aeatenbHocTu. Mpodeccro-
HanbHble komneTeHUUn « WSI» BKAKOUAOT nepeyeHb U3 50 npodeccuii (cneunanbHocTew).
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Poccus npucoeamnHunace K asuxkeHuto « WorldSkills International»
B 2012 roay v BnepBble NPUHANA y4acTne B YemnuoHate Esponbl
2014. Yepes rog CbopHas KomaHzaa Poccum «WorldSkills Russia»®
(kaTeropua 18+) yyactBoBana Ha YemnuoHate Mwupa «WorldSkills
Competition 2015» B CaH-lNayny u 3aBoeBana 14 mecto B obLiem 3a-
yeTe, cTaB 0bnagaTenbHULEN 6 Mmeaanen «3a BbiCLiee MacTepcTBo»?.
NToramm yyactma B copeBHOBaHUAX EBpoONecKoro ypoBHA CTaHOBUT-
CA NOBbILLIEHWE WHTEPHAUMOHanM3aumMm npodeccmMoHanbHoro obpa-
30BaHMA U 00y4yeHuA. MoKasas AOCTOMHbIN pe3ynbTaT, Poccua bbiia
BbibpaHa Ha leHepanbHoW accambnee «WSI» cTpaHoi npoBeaeHuUs
MWPOBOrO NEPBEHCTBA, KOTOPOE, KaK BblJI0 CKa3aHO Bbllle, COCTOUTCS
B Kasanu B 2019 rogy.

B mae 2015 roga B pamkax lll HaumoHanbHOro 4emnuoHa-
Ta «WorldSkills Russia» B KasaHu Bnepsble coctosnca | HaumoHanb-
HbI1 yemnuoHart «JuniorSkills» («JS»). B otanumm ot «WSR», rae npum-
HUMAIOT y4acTMe cneumanuctol Kateropumn 18+, «JS» Bblna co3gaHa
ana wkonbHukoB 10-17 net Kak nporpamma paHHel npodeccuo-
Ha/IbHOW NOAroTOBKW. ITa Nporpamma 6biia MHMUMMpoBaHa B 2014
roay ®oHgom Onera [lepunacka «BonbHoe [leno» npu nogaeprkke
AreHTcTBa cTpaTermyeckux numumnatms, «WorldSkills Russia», MuHu-
cTepcTBa 06pa3oBaHUA U Haykn PP, MUHUCTEPCTBA NPOMBILLIEHHO-
cTv n Toprosnn P®. KoHuenuma nporpammsl «JuniorSkills» — cospga-
HUe Moaenn paHHein NpodopueHTaLMN, KKAXKAbIN LWKOAbHUK UMeEET
BO3MOKHOCTb NonpoboBaTtb cebs B pasHbix npodeccuax u chepax, B
ToMm yncne B npodeccunax byaywero, obyyasncb y npopeccnoHanos; a
TaKXKe yrnyb1eHHO OCBOWTbL U AaKe MOAYYUTb K OKOHYAHMUIO LLIKO/bI
npodeccuio» [7, c. 13].

YyacTHMKamu | HaumoHanbHoro yemnuoHata «JuniorSkills» 2015
ctanu 6onee 100 wKonbHMKOB M3 14 pernoHoB Poccumn, nobeay ogep-

3 «WorldSkills Russia» (¢ WSR») — HEKOMMepUYEeCKoe ABUNKEHWNE, OCYLLECTBAAIOLLEE LE/IN U 3a-
Aaun «WorldSkills International» («WSI») Ha TeppuTopum Poccuiickoi deaepaumm.

4K Havany 2018 roga C6opHas Poccumn «WorldSkills» 3aHumaet 27 mecto (43 75) B MMpoOBOM
penTUHre CTpaH.
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ana KomaHga Pecnyb6nukum TaTapctaH. MNMopyyeHnem B.B. MyTuHa
oT 21 ceHTabpa 2015 roga yemnuoHaTbl «JuniorSkills» BknoueHbl B
CTpaTernyeckyro uMHUMUMatTMBY «HoBaA moaenb cuUctembl AOMNONHU-
TenbHoro obpasoBaHus getei». || HaumoHanbHbIA YemnuoHaT «JS»
coctosanca B mae 2016 roga 8 MockBse, B HemM nNpuHAAK yyactme 173
WKONbHMKA M3 20 perMoHoB Poccum n agyx ctpaH (Benopyccumn m
LWsenuapuun). B mae 2017 roaa B KpacHoaape npotuen Il HaunoHans-
HbI YemnuoHaT «JS» B pamkax V ®PuHana HaumoHanbHOro yemnu-
oHaTa «Monogble npodeccuoHansbl» («WorldSkills Russia»). B aTom
YemnunoHaTe npuHANM ydactne 148 komaHg, 197 HaCTaBHUKOB M IKC-
neptoB u3 36 pernoHoB Poccuun, a TakKe toHUOpPbLI U3 benopyccuu,
Wseliuapun, HuaepnaHaos®. Mo utoram nATM HauMOHaNbHbIX Yem-
nuoHaToB «WorldSkills Russia» 6bina coctaneHa Tabn. 1, akkymynu-
poBaBLIAA KO/AMYECTBEHHble MOKasaTenn ydyacTtHMKoB «JuniorSkills»
(akTyanbHble Ha 1 AHBapa 2018 roaa).

Tabnuuya 1
KonuuectBeHHble nokasaTtenu «JuniorSkills»

OT6opoyHble | KomneTteH- Kon-Bo Kon-Bo Kon-Bo MapTHepbl

yemnuoHatbl | uuu (BocTpe- | perMoHoB | yyacTHMKOB | HacTaBHMKOB | KomnaHuu (no-

(kon-Bo) 60BaHHblE (wKoNbHMKK) | 1 3KcnepToB | TeHUManbHbIe
npodeccum paboToaartenu)
6yaywero)

102 20 56 3000 900 250

HoBas, nepcnektnsHaa u BocTpeboBaHHaa npodeccus byayuie-
ro «MynbTumeguiiHan *KypHaaucTMka» bbina npegnoxeHa CéopHow
Poccun mmnposomy coobuiectsy «WorldSkills» Kak «npeseHTauuoH-
Haa» A1s BKAKOYEHMA B OOLWMIA CMMCOK KOMMeTeHUMin YemnumoHa-
Ta. B KauectBe anpobauun 3Ty cneunanbHOCTb BBEW B NMpOrpammy

° Nobeny B KOMaHAHOM 3ayeTe ofepana CoopHaa KomaHaa MOCKBbI, BTOPOE MeCTO 3aHANa
C6opHas Pecnybaunku TaTapcTaH, TpeTbe MecTo pasgennnn KomaHabl Hosocubupckoli obna-
¢, KpacHogapckoro Kpas u CaHkT-MeTepbypra.
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pervoHanbHoro Yemnuonata «JuniorSkills» 2015. Yepes rog 3Kc-
NepUMEHT MO BHEAPEHMIO HOBOW KOMMETEHLUMW MOBTOPUAM Ha pe-
rMOHanbHbIX YemnuoHaTtax Mocksbl, CaHkT-lMNeTepbypra, KasaHu, n
BMepBble BKAOUYNAM B CNUCOK KomneTeHumi Ill HaumoHanbHoro yem-
nuoHaTa «JuniorSkills» 2017 B pamkax V HaunoHanbHOro yemnmoHa-
Ta «WorldSkills Russia»®.

Cxema OLEHKM HaBblKOB M KBaiMPUKALUM KOHKYpPCAHTOB MO
«MynbTUMEaNIMHOM KypPHANUCTUKE» BKAtOYaeT B cebs 3agaHue no
CO3[aHUI0 MYNbTUMEAUMHOM CTaTbu B dopmaTe NoHrpug,. JIoHrpuz
(oT aHrn. «long read» — «ponroe yteHMe») — bopmat Nogaum KypHa-
JIMCTCKMX maTepuanos B NHTepHeTe’. «OCHOBHbIMMU XapaKTepPUCTUKa-
MW €ro co3aHuA ABNAETCA codeTaHne 60NbLIOro TEKCTOBOrO MaTepu-
ana (nocesALLEeHHOro OAHOM TEME) C Pa3IUYHbIMU MYNBTUMEANNHBIMMU
anemeHTamu: oTtorpadmamu, ayamo, BUAEO ctoxkeTamu, mHborpa-
bVKOW, aHMMaLmeit 1 4pyrMmMmu BU3yanbHbIMW KOMMIOHEHTaMKy [8, c.
247]. BnepBble NIOHIPUA KaK HOBbIA GopMaT MyJAbTUMEANNHON Kyp-
HaZIMCTUKM 6blN 3adUKCMPOBAH 3apybeHbIMM Meamna-akcnepTamu B
2012 r. Ha canTe KypHana «The New York Times» B npoekTe «Snow
Fall: The Avalanche at Tunnel Creek» («CHeronaa: naBuHa B npoxoae
“Kpuk”») [9]. Mpaduyeckunii aupeKkTop gaHHoro npoekTta Ctne AdyeHc
nucan, YTo raBHOM 3a34a4ei NPoeKTa CTaNo Co34aHMe HOBOTO U He-
06bIYHOrO NpPoAYKTa, B KOTOPOM BCE «MYNbTUMEAUMHbIE 3/IEMEHTbI
BOCMPUHUMANUCL ECTECTBEHHON M OPraHMYHOM YacTblO NOBECTBOBA-
Hua» [10, c. 284].

Takum 06pasom, MynbTUMeLMIMHaA cTaTbA Oblia afanTUpoBaHa K
OHNAMH-YTEHWUIO U CTANa eCTECTBEHHOW AN1A 3pUTENBCKOTO BOCMPUATUA.
MpoekT «Snow Fall» B 2013 roay nonyunn MynnuTLEPOBCKYO NPEMMUIO
33 XY4O0XKeCTBEHHOEe MWCbMO, Nocse 4Yero undposasa OHMANH-cpena

6 OcTanbHble CTpaHbI-y4acTHUKKM asuxkeHua « WorldSkills International» komneTeHumio «MynbTu-
MEeAMUNHAA KYPHANMCTUKA CUMTAIOT KNPE3EHTALMOHHOWY» U NMOKa He BKAOYMAU B OBLUMIA CUCOK
KomneTeHumin Muposoro YemnuoHata (AaHHble Ha 1 aHBaps 2018 roaa).

7B OHNaWH-Ccpeae NOMMMO TEPMUHA «oHTPUA» («long read») MOXKHO BCTPETUTb CUHOHUMBI, Ta-
Kue Kak: «long story», «cHoydponn» («snow fall»), «deep story», «<mynsTumeamitHas nctopus».
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npeaocTaBnaa MOBECTBOBATE/IbHON KYPHANUCTUKE HOBblE BO3MOMK-
HOCTU — MYAbTUMEAUINHbIE 31EeMEHTbI U NPUCYTCTBUE B UHTEpHeTe,
KOTOPbIE MOTYT KaK YKPENUTb NOAJMHHOCTb UCTOPUM, TaK U 0CNabuUTb
ee 3pdeKT Norpy*KeHna 13-3a CAMLWKOM DBO/bLIOTO KOMYECTBA CEH-
COpPHbIX CTUMYNOB. B ntoHe 2013 roga NOAUTUYECKMIA HOBOCTHOM CalT
Politico o6bsBun, uto Cbto3aH Mnaccep, TOraalWHMM FaBHbIA pegakTop
XypHana «Foreign Policy», npucoeanHunace K cBoei KomaHzae, YTobbl
nomoub et JobuTbCA ycnexa B «urpe 3a AAuMHHyto ¢opmy» [11] n uTo-
6bl fLOKa3aTb, YTO YNTaTENM MHTePHET-U34aHMI TOTOBbI BOCMPUHUMATD
006bEMHbIE TEKCTbI M TaKMM 06Pa3oM NPOTUBOCTOATL PACNPOCTPAHEH-
HOMY YOEXKAEHMIO, YTO BEO-CTaTbM TPEOYIOT KOPOTKUX GOPM.

B uenom noHrpug, no HabnogeHuto A. 3onotyxmHa u K. Maxka-
pWHa, ABUICA OOHUM U3 MOKa3aTesel BEPLWNHbI COBPEMEHHOTO XKyp-
Hanusma: «B ycnosmax HapacTtaHuMA MHPOPMALMOHHOIO WymMa U He-
NpeKpaLLaoLWmxcd MHGOPMaLMOHHbIX BOWH, KOTOPbIe 03HAMEHOBANN
nocnefHue roabl, y ayantopmm npomsowwno “nepeesaHuve nibopma-
LUMOHHBIM dacTdyaom” U BO3HUKIO 3aKOHOMEPHOE KenaHue obcTon-
TeNbHO Pa3obpaTbecs B CyTU COObITUI, conepexmnBaTb MM. A NTOHTpUabI
KaK Hefb3A /iydLle NOMOratoT caenaTb 3T, AeTalbHO PacCMaTpPUBas C
Pa3HbIX CTOPOH 3asAB/eHHY Temy» [12, c. 94].

Ons HarnagHocT Ha puc. 1 (cm. cTp. 220) npeactaBaeHbl MyAbTU-
MeaniHble npodeccun, KoTopble COCTaBAAIOT eAMHOE LLes0e HOBOIO
MYABTUMEAUHOTO HANPABAEHNA — NIOHTPUA.

KpynHenwune mynbtumepguiiHble areHtctBa mupa («CNN», «The
New York Times») nocnegHue 5 net conepHuUYatoT Apyr ¢ 4PYrom no
CO34aHMI0 UMUAKEBDBIX CNELNPoeKToB B dopmaTe noHrpua. Jas noa-
rOTOBKM OAHOM TakKoW CTaTbW M3AaTenbCTBa NpuBaekannm ot 15-25
cneumanucTos B 06aactm MynbTMMeama, BblAENAAN HA NPOU3BOL-
CTBO O/INTENbHbIE CPOKM (OT HECKONbKMX Heaelb — A0 HECKO/IbKUX
MEeCSILEB), YTO eCTeCTBEHHO TpeboBaso 3HAUYUTENbHBIX GUHAHCOBBIX
3aTpat. Pe3ynbratom paboTbl CTAHOBUACSA KauyeCTBEHHbIA MynbTUMeE-
ANNHBIN NOHTPUA, KOTOPbIM BbI3biBan y YnTaTenen ApKMe amouumu,
00CyKAEHUSA, peaKkLMIo, UM AeNANUCL B COLMANbHbIX ceTAX. Mo oueH-
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Ke 3KCnepToB, Camble AOpOorne MHTepPakKTUBHble CTaTbn MUpPa B O4AUH
A€Hb CTAaHOBUNINCb NONYNAPHbIMU U BOCTpe6OBaHHbIMM yuTaTenamms.

PepaKTop: 0TO6OP aKTyanbHOW TeMbI Onepatop: Bble3a Ha CbeMKY, Buae-

(MHdopMaLmMoHHOro NoBoAa), Npea- OCbeMKa pernopTaxHas, NoCTaHOBOY-

BapuTe/bHbIN c6op MHGOpMaLMK, HasA CbeMKa, 3aMNnCb CUHXPOHHOTO

HanucaHue U pefakTypa OCHOBHbIX 3BYKa Ha Cbemke

TEKCTOB, 3aro/z10BKOB, N0A3aro/ioBKOB

K 610KaM U K poTorpaduam n 3BYKOPEKMUCCEP: CBeAEHME 3BYKa B
CHOXKeTax, NOUCK MY3blKU, LLYMOB U

PenopTép: npeasapuTenbHbIn cbop APYrUX ayanomatepuanos Aia no-

MHPOPMaLMK NO 331aHHON Teme, o CTaHOBKM B TEKCTOBbIE, HOTO M BUAEO

Bble3[ Ha CbeMKY, B3ATUE UHTEPBbLIO, maTepuanbl

3anucb CTeHaana, nposeaeHne onpo- [

COB, HanNUCaHWe 3aKagpoBOro TeKCTa Pe)KVICCéP MOHTaXa: MOHTaX

K CHOXXeTy U ero o3sy4mBaHue H CIOXKeTa UK penopTaXka, MOHTaX

dPXUBHbIX BUAEOMaTepUaaos.

Coumonor: coctasseHne BONpPOCoB

ANA NpoBeaeHMA coLonpocos BO r AusaiiHep: co3paHne efMHOro KOM-
BpemA Bble3fa Ha CbeMKy, 0bpaboTka NO3ULMOHHOIO NPOU3BEAEHNSA, OTOOP
MOoNy4YeHHbIX AaHHbIX, COCTaBieHue — LI,BETOBOﬁ nanuTpsbl, LLIpMd)TOB, ApYrux
Tabnuu 1 rpaduKoB ¢ pesynbTaTamu P BU3yaNbHbIX 3pdeKToB
onpocos

XYAOXKHUK no rpaduke: cospaHmne
doTorpad: Bbiess Ha CbeMKY, n MHorpadurKm n rpaduyeckmx ane-
penopTaxHas ¢oTocbemka, paboTta MEHTOB A/1A 3/1eKTPOHHOW CTaTbu
B GOTOpPEAAKTOPE, KOPPEKTUPOBKA
doTomatepuranos p'

Mporpammuct: agantauma u pas-
Mpogatocep: opraHnsaumsa paboTbl no MeLLEeHNe CKOMMOHOBaHHbIX 6710K0B
CO3/aHUI0 MHTEPAKTUBHOW CTaTbu B ANA cTaTbu B popmaTe NOHTpuA U
dbopmaTe NOHrpua, AOroBOPEHHOCTU pasmelleHne Ha UHTepHeT naaTop-
0 CbEMKaX, OTC/IeXKMBAHUE CPOKOB me (Hanpumep, Ha 6ase nporpammol
NoAroToBKM MaTepuanos Tunbpa CC)

Puc. 1. CTpyKTypa NOHrpua No MynbTMMeAnAHbIM Npodeccuam

Mocne paspabotkn «Tunbaa» («Tilda CC» — tilda.cc/ru)® y oHnaiH-
M34aHUI NosBUAACk BO3MOXKHOCTb B 10—20 pa3 coKpaTUTb pacxoabl Ha
NPOW3BOACTBO JIOHFPUAOB M NPUB/EKaTb MUHUMANIbHOE KOANYECTBO
cneumanncTos. HasbikM, KOTOpbIMUK Tenepb Ao/KeH obnafatb mMynb-
TUMELMIHbIV KYPHANWUCT ANR CO34aHMA JIOHIPMAA PACLLUMPUINC: Ha-

8MpoekT «Snow Fall» («CHeronag») ToNbKO 3a NepByto Heaento B IHTepHeTe npocmoTpenu 3,5
MUANNOHA Nosb30oBaTeNei.

?«Tunbga» («Tilda Publiching») n «Medium.com» — 370 yHuBepcanbHbie 610r-naathopmbl, Ha
6a3e KOTOPOWt yA06HO KOHCTPYMPOBATL NOHTPUA U Nt06ble MHTEPAKTUBHbBIE UCTOPUN.
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nncaHne N pefakTMpoBaHMe TEKCTa No 3afaHHOMY MHGOPMALMOHHO-
My MOBOAY, CO34aHMEe TENEBU3NOHHOIO BUAEOKOHTEHTA, GOTOCHEMKA
1 obpaboTka doTorpaduii, 3anncb ayanomaTepunasios, BUAEOMOHTAX,
CO3JaHNEe MHTEPAKTUBHbIX KOMMOHEHTOB, BAa4eHWe OCHOBaMW Beb-
An3aliHa, BEPCTKA U ynpasieHne UHTepHET maTepuanamm (pasmelle-
HWe ux Ha nnatpopme «Tunbaa»). Mo MHeHMIO uccnegosatena M. by-
NaeBoM, KyPHaA/IMCTCKNE TEKCTbI B COBOKYMHOCTMU C MY/IbTUMELUAHBIMMU
nnatdopmamu GOpPMUPYIOTCA B ONpefesieHHY0 CTPYKTYpy, npuobpe-
TaloT HOBble GOPMbI M AaKOT BOSMOXHOCTb XapaKTepmn3oBaThb JIOHIpUA,
KaK «popmaT yHMBEpPCaNbHOW XKYPHANUCTUKU. B oTiMume OT XKaHpa,
CYTb KOTOPOrO OMpeAenseTcA COAEPHKATE/IbHbIMU XapPaKTEPUCTUKAMM
maTtepwuana, dopmaT XxapaKTepusyeT, Nperae BCero, CTPYKTypHble 0CO-
6eHHOCTM meamnanpoayKkTta» [13, c. 122].

MMeHHO no3TOMYy CO3aHMe MHTEPAKTUBHOM CTaTbu B dopmate
NIOHTPWUA, CTaN0 OCHOBHbIM KOHKYPCHbIM 33aZaHWEM 4S8 YYaCTHMKOB
YemnuoHata «JuniorSkills» B KomneTeHUMM «MynsTUMeAUMHAA Kyp-
Ha/MCTUKaY.

CbopHas KomaHZa MoOCKBbI BnepBble NPUCOEAMHUAACL K peruo-
HanbHoMy YemnuoHaTy «JuniorSkills» 8 2016 roay™. B nepsom 3ao4Hom
npeaaputesibHOM oTbope y4acTHMKOB YemnmoHaTa B KOMNETEeHLMM
«MynbTUMeAUIAHAA KYPHANUCTUKA» NPUHAAKM ydacTue 142 KomaHAbl
(no 3 yenoseka). Ana y4actna B | MOCKOBCKOM pernoHaabHom Yemnu-
oHaTe «JuniorSkills» 2016 66110 0To6paHO 10 KOMaHA, KOHKYPCAHTOB
pasfennav no AByM BO3pacTHbIM KaTeropuam: 10+ (5 KomaHa, Bo3pact
WwKonbHMKoB oT 10 go 13 net) u 14+ (5 KomaHA, BO3PACT LUKObHUKOB
oT 14 po 17 net). YyacTHMKaM KOHKypCa HYKHO 6bl10 co34aTh U ony-
6/11MKoBaTb B IHTEPHET MYNbTUMEAMIAHYIO CTaTbto B popmaTe NOHIpua,

°No utoram Il HaupoHanbHoro YemnuoHata «JuniorSkills» 2017 8 KpacHogape nobeay 8 me-
[anbHOM 3ayeTe ofepkana cbopHasa KomaHaa ropoga Mocksbl. Ha cuety cbopHoli ctonumupl 27
meganen, us Hux: 17 3010TbIx, 4 cepebpsaHbIX U 6 BPOH30BbIX. KOHbIE MOCKBUYM 3aBOEBANU
meganu B 11 komneteHumax (M3 19): «MHxeHepHbIn ansariH CAD», «lpoToTunupoBaHuey,
«INEKTPOHUKA», «AIPOKOCMUYECKAsA MHKEHEPUA», «INEKTPOMOHTaXHble paboTbl», «Jlasep-
Hble paboTbl», «MHTEpHeT BelLei», «/TabopaTopHbIA XUMUYECKUIA aHanu3», «JlaHgwadTHbIN
AnzaliHy, «MynbTUMeANAHaRA KypHanUcTuKa» n «KynmHapHoe geno».
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ocselatoLLyto copeBHoBaHUsA «JuniorSkills» no komneteHumam «Kynm-
HapHoe geno» u «[lepeBoobpaboTkay. PaboTa y4acTHMKOB Hblna cTpo-
ro pernameHTMpoBaHa Mo BPeMEHU W KONMYecTBy 3agaHuii (mogynen),
pacniaHNPOBaHHbIX MO AHAM. B duHan Bblwna KOMaHAA M3 MOCKOB-
cKol wkonbl N2199 (KaTeropuu 14+) nonyumswan 96,7 6annos!. Yuacr-
HUKKN YemnuoHaTa Kateropun 10+ He mornmn 6e3 npensapuTebHOM
NOArOTOBKM NPOaHaN3MPOBATb C/I0XKHbIE TEXHUYECKME NpOoLLecchl (Ha-
npumep, No aepeoobpaboTKe), 13-3a 3TOrO KA4YeCcTBO UX MyNbTUME-
AWUMHbBIX CTaTel OTIMYANOCh OT NOHIPUAOB CTAPLIEKNACCHMKOB, U OHU
OLEHMBAINCL IKCMEPTaMM COOTBETCTBEHHO. [poaHann3npoBas nosy-
YeHHble UTOTU U NPeaCcTaBuB 06LLME IKCNEPTHbIE BbIBOAbI U OLLEHKM
6b1710 NPUHATO peLleHne B AaNbHelLem AOMYCKaTb K y4acTuio B Yem-
nuoHaTe «JuniorSkills» no KomneteHUUN « MynbTUMEAMINHAA KYPHANK-
CTUKa» LUKONIbHUKOB BO3PACTHOM KaTeropus 14+,

C 4 no 8 pgekabpa 2017 roga B MockBe npowén PernoHasnbHbIN
yemnuoHaT «JuniorSkills» 2018 B pamKax OTKPbITOrO YemMrnmnoHaTa
«Monogble npodeccroHanbl» (WorldSkills Russia)!?. ABTopamu cTa-
TbM B pe3y/bTaTe IMYHOTO ONbITa MO CYAENCTBY M IKCMEPTHOM OLEHKe
AaHHOM KomneTeHunn YemnmoHaTta 66110 Bnepeble B HAyYHOM MUpe
NpoBeAeHO NpaKTUYeCcKoe UccnefoBaHMe 3TOro HanpasaeHua. Mpo-
rpamma npodeccmoHanbHOM NOAFOTOBKM U NPOPOPUEHTALMM LLIKOAb-
HWKOB NPOBOAMIACH NO TPEM KOMMNETEHLUAM:

1. «YMHbIN gom» (Bo3pacTHble rpynnbl 10+ 1 14+)

2. «MHTepHeT BewLei» (Bo3pacTHble rpynnbl 10+ 1 14+)

1 KomaHga U3 MOCKOBCKOM WwKosbl N2199 noexana npeacrtasnats Mocksy B KpacHogap Ha Ha-
unoHanbHom YemnuoHate «JuniorSkills» 2016 u ogepkana nobeay B KomneTeHUMU «MynbTu-
MeZMINHAA }KyPHaANNUCTUKa», 0601MAA 3 KOHKYPEHTOB-YHYaCTHUKOB U3 APYr1X ropOAO0B.

2 TIpUHATb y4acTe B pervoHanbHom YemnuoHate «JuniorSkills» Mocksa «Monogple npo-
deccmoHanbl» moxeT ntobas MOCKOBCKaa LWKona. Ha noprtane [OpOACKOro MeToAaMYecKoro
ueHTpa [lenaptameHTta 0b6pasosaHnA MOCKBbI BbIKNaAblBaeTCA Keiic, B KOTOPOM yKa3aHbl 3a-
AaHue, TpeboBaHMA, UCNONb3YEeMble KOMMNbIOTEPHbIE MPOrPaMMBbI, MEXMNpPeAMETHbIe CBA3U NO
KOMNETEHUUN «MyNbTUMEAMIMHAA KYPHANUCTUKa». Ha NnepBOMm (3a04HOM) 3Tane NpuciaHHble
paboTbl LWKONBHUMKOB OTCMATPMBAIOT CTAPLLMIA SKCNePT Mo KoMneTeHuMn «MynbTumeamiiHan
JKYPHANMCTUKA» pernoHanbHoro yemnuoHata «JuniorSkills» Mocksa «Monoaple npodeccuo-
Hanbl» A. KOWKKHa 1 NpUrnalleHHble He3aBUCMMbIE SKCMEPTbl, KOTOpble OLEeHWUBAOT paboTsl
no 100-6annbHoi1 cucteme.
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3. «MynbTUMeauiiHas KypHaAMCcTUKa» (Bo3pacTHaa rpynna 14+)

B KomneTeHUMn «MynbTUMeAMIAHAA KYPHANUCTMKA» npeanona-
rasiocb yyactve 9 KomaHa ns obuieobpasoBaTesbHbIX WKOA MOCKBbI,
B KaXKAOM — NO 2 y4aCTHMKA-LWKONbHMKA. KOHKYypCcHOE 3aaaHune pac-
CYMTAHO Ha KOMAHAHOE BbIMO/NHEHWE U PA3LENEHO Ha HECKOJ/IbKO
MOZYNEeN, BbINONHAEMbIX MOCAeA0BATE/IbHO B TeYeHUU 3 gHeW, rae
KaKAbli BbIMOAHEHHbIV MOAY/1b OLLEHNUBAETCA 3KCMEPTAaMM OTAENbHO.
BbinonHeHWe paboT mexay y4aCTHMKaMN KOMaHL He pernameHTmpy-
eTcA, a pacnpegenseTcs B MHAMBUAYANbHOM nopsaake. Bcero Ha Bbl-
no/iHeHWe Bcex moaynei otsoautca 12 yacos (Tabn. 2).

Ta6bnuua 2
Mogaynm KOHKYPCHOTo 3aAaHuA
(PernoHanbHoro uemnuoHara «JuniorSkills» 2018)
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MyNbTUMEANIA- BOMAEHWM HE3aBMCMMOTO 3KCMepTa Ha NAOLLAAKe
HbIX 91€MEHTOB: «Junior Skills». KonnuectBo Bupaeopenoptaxen —
BuAaeo, ¢oto, oauH (oT 1 mmH. — 0 1 muH. 30 cek), coaepKalLmit
aHaNUTUYECKOTO CTEHA-aN, MHTEPBbIO, 3aKaApOBbIA TEKCT. OnA 3anu-
ornpoca, co3gaHne | cu 3aKafpoBOro TeKCTa UCMO/Ib3yeTcs BUAEOKamepa
nHporpadpukm C BHELWHUM MUKpodoHOM. MOHTax npounsBoamuTcA
ANA uanocTpauun | ¢ nomouwbto nporpammHoro obecnederus Adobe
maTepuana Master Collection 5.5. ®opmaT BUAEO /yCTaHOBKM

npoekra: H264 (MP4), 16:9, 720p nuaun 1080i.
[na co3panna uHorpadukn onpoc-MHGOPMaLMOH-
HbI NPOBOANTCA OAHUM YJIEHOM KOMaHZbl YCTHO AU C
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Ne HassaHwue mogyns | NogpobHoe onucaHue paboT Bpe-

MO- MAa

ayna

1 PaspaboTka Tembl YyacTHMKaM KOMaHAbl JaéTcA nanka ¢ matepuanamum | 1uvac
noHrpuaa (sbibop no teme «[pukeHue Junior Skills no ocselaemoi Kom-
aKTyanbHOTO neteHuMmn», KOHKYpCaHTbl JONKHbI U3y4nTb M 06CYANTD
MHPOPMALMOH- TeMy, HalTU MHPOPMALMOHHDBIV NOBOA ANA NOHTPUAA.
HOro nosoaa u MpuaymaTb ¥ HanucaTb NAaH MyN1bTUMEANIMHOTO maTe-
n3y4yeHue ero pvana (noHrpmaa), B KOTOPOM LOMKHBI BbITb YKa3aHbI
cneunduKkm n cnocobbl packpbITMA TeMbl. MnaH byayLiero matepvana
ocobeHHocTel) He fo/KeH npesblwaTb 06bem B 300 3HaKoB

2 HanucaHue nep- HanucaHne OCHOBHOTO TEKCTa BbINONHAETCA OAHMM U3 | 1uac
BMYHOTO TEKCTa YYaCTHUKOB KOMaHAbl. B TeKcTe A0MKHO bbiTb HE Me-
NOHrpuaa Hee 1.500 TbicAY 3HaKoB M He 6onee 3.000 3HaKOB.

3 MoaroTtoBka Ao- Buaeopenoptax co3paérca ABYMA YneHamu  Ko- | 6 4va-
NOAHUTENbHbIX MaHZabl (KoppecnoHAeHT, BuaeoonepaTop) B conpo- | cos
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MCNONb30BaHWEM BUAEOKaMePbl (KOPPECNOHAEHTOM U
BMEONEePaTopoM) B CONPOBOXKAEHUM SKCNepTa Ha No-
waake «Junior Skills». Konnyectso pecnoHAeHTOB: 3Kc-
nepToB — 3; pyKoBoAMTeNel 1 opraHn3aTopos Yemnu-
OHarta JS, HaCTaBHMKOB M rocTeit — 3; y4acTHUKOB — 5.
[na co3paHua doTopenopTaxka OAHUM U3 YHaCTHUKOB
KOMaHZbl BbINONHAETCA GOTOCHEMKA B COMPOBOXKAE-
HWUM 3KcnepTa Ha naowaake «Junior Skills». Konuve-
cTBo dpoTorpaduii K ctatbe — He 6onee 3. Popmart: JPG,
ugetosoi npodunb RGB, 72 nunu 96 dpi, pasmep — He
meHee 1920 nuKcenelt No AAMHHOM cTopoHe. ®oTo-
penopTax AOMKEH UMeTb He MeHee 5 — He bonee 9
doTorpadmii pasHoi KpynHOCTM, 3arof0BOK, MOANUCK
nog GboTo 1 CONPOBOAUTENbHBbIV TEKCT.

4 Cbopka mynstume- | PasmelseHune noHrpuga Ha naateopme «Tilda Publich-
[AVIHBIX 9NeMeH- ing». Ba)kHO yyecTb Hanuuue: 3aronoBKa M Moa3aro-
TOB, MOArOTOBKA IOBKOB, UMEH aBTOPOB MaTepuasios, LUWTaT, nognucen
OKOHYaTe/IbHOro (TUTPOB) KO BCEM 3N1EMEHTaM MaTepuana, CCbINOK Ha
maTtepuana v ero BHELWHWE UCTOYHWMKM, norotuna «Junior Skills» B ane-
pasmelleHue Ha MeHTax JIoHrpuaa

nnatdopme Tilda CC

KaneHgapHblit nnaH npoBegeHMa YemnuoHaTa COCTOAN U3 NATH
AHelt. MNepBble ABa AHA NpeacTaBuTeny 5 KomaHg (M3 9) cobupanu
maTepuan Ha naollaaKke KomnetTeHUMM «YMHbIN ZoMm» 1 paboTanm no
nepsbiM 3 MOAYNAM, HA TPETUIN N YETBEPTLIV AEHb APYrMe YYaCTHUKM
4 KOMaHZA cobupann matepman Ha Naowaake KomneteHumm «NHTep-
HeT BeLLen», NoCNeaAHUIN NATbIA AeHb BbIAENANCA ANA BbINOAHEHUA 4
MoZynA BceMn 9 KoMaHZaMM.

3a KaXKAoi KomaHAoM bbln 3aKpennéH aKcnepT, KOTOPbIA onpe-
OeNANca exegHEBHO MNepes HayasoM COPEBHOBAHWA METOAOM XKe-
pebbéBKM. B KauecTBe aKkcnepToB Ha YemnuoHatbl «JuniorSkills» no
«MynbTUMEANAHON KYPHANUCTUKEY» BCEraa NPUINaLLanunch Beayline
CNeLManmcTbl Megma UHAYCTPUN. B 3a4a4m KakA0oro akcnepTa BXO4M-
J10: CONPOBOXAEHME KOMAHAbI BO Bpems cbopa n 06paboTkn matepu-
aNoB, KOHTPO/Ib 33 CAMOCTOATE/IbHbIM BbINO/IHEHNEM BCEX KOHKYpC-
HbIX 3a4,aHMWI, OLEHKa NPOAEeNaHHOM paboTbl MO UTOFAM KaXKa0ro AHA.
KpuTepum oueHKM 6bin11 BHECEHDI B CrelnasbHble Tabnunubl, KoTopble
Kakabll SKCNEPT eXkeAHEBHO 3anoHA, NpocTasans 6annbl. Mo uto-
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ram BCEX COPEBHOBATE/bHbIX AHEW KaXKAas KOMaHAA Moria MaKcu-
ManbHO HabpaTtb 100 6annos.

Mo MHEeHMIO aBTOPOB CTaTbM, KOTOPbIE BbICTYNaNW B POAN 3KCnep-
TOB MO KOMNeTeHUMU «MynsTUMeAMINHAA KYPHANUCTUKAY, YPOBEHb
NOATOTOBKM Y4acTHMKOB YeMNMOHATa PasHbI U BO MHOTOM 3aBUCUT OT
nNpoduAA WKOAbI U CNeLManbHOCTM UX HAaCTaBHMKOB. B npouecce npo-
BegeHus «JuniorSkills» 6binM BbiAaBNEHbI 0bOLME NPObAEMbI Y BCEX KO-
MaHJ, @ MMeHHO cnabas NoAroToBKa No OCHOBAM OMEepPaTOPCKOro U 3BY-
KOPEXMCCEPCKOTO MacTepcTBa. 310 bbl0 BUAHO Ha BCeX 3Tanax paboTbl
Hag, NoHrpruaoM. MHoro ownboK 66110 NPK BbIGOpE KPYNHOCTM NAaHA U
paKypca CbEMKM, PAcrooXKeHUs repoes No OTHOLWEHMIO K UCTOYHMKAM
cBeTa, paboTe ¢ MUKPOPOHOM, BbIBOpE MecTa A8 3aNncK 3aKapoBoro
TeKkcTa M np. Kak BbIACHUNOCH U3 6eces, € y4aCTHUKaMM M HaCTaBHUKaMM
6oAbLUe BCEro BHUMaHWA NPU NOATOTOBKE K YeMNMOHaTy yaAensanoch pa-
60Te KypHaNMCTa C TEKCTOM, KaK B KNAaCCMYECKMX MeYaTHbIX U3LaHUAX.
Ayamo, Buaeo n GoTo Matepuanam yaenanocb B 607bWMHCTBE CyYaeB
3HayMTeNIbHO MeHblle BpemeHWU. Camoli cnaboi cTopoHoM abcontoTHO
BCeX paboT OKasascs 3BYK, TaK Kak eMy B nofasnstoLiem 60nblwMHCTBE
KOMaHZ, NPaKTUYECKN He YAeNsnoCb BPeMEeHM Ha 3Tane noarotoBKM K
YemnuoHaty. K coxaneHuio, Takasa cUTyaumsa cpegy y4acTHUKOB U MX
HaCTaBHWKOB B LLE/IOM He OTParKaeT obLLei TEHAEHLMN Meama Npons-
BOZACTBA, IAe yXKe AaBHO 418 U310XKeHNA MHbOPMaLMK CTano NpuBbIY-
HbIM MUCMO/Ib30BAaHME PA3HbIX 3/1IEMEHTOB COBPEMEHHbIX MeAMa, a TakK-
e COBMELLEHNE OAHMM YeNOBEKOM HECKO/IbKMX Npodeccuid.

B ¢uHane YemnumoHata «JuniorSkills» 2018 Mocksa aBTopbl CTaTb
NPOBENN aHKETUPOBaAHWE BCEX Y4ACTHUKOB-KOHKYPCAHTOB NO KOMMe-
TeHuMn «MynbTUMeguitHasa KypHanuctuka» (18 yenosek)*. 3agava
aHKeTMpOBaHMA Bblna He TOIbKO B MOYYEHUU NMOPTPETa Y4aCTHUKOB

3 YyacTHUKM 9 KOMaHg — 7 toHowel u 11 aesywek, yyatca Ha 6ase cpegHux obweobpaso-
BaTeNbHbIX WKon B 9, 10 n 11 knaccax. M3 HUX 2 KOHKypCaHTa B NPOLUIOM roy NPUHUMANU
y4acTue B permoHanbHoM YemnumoHate «JuniorSkills», Ho He npownwn B puHan. Kypc no «Mynb-
TUMEANIAHON KYPHAZUCTUKM» NPEnoaatoT B 5 WKonax u3 9, cpokn obyyeHna BapbupytoTca oT
3 Hepenb Ao 3 nert. MpodunbHoe KypHanUcTckoe obpasosaHue 6bin0 3aPUKCMPOBAHO Y 4 Ha-
CTaBHMKOB 13 9.
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4YeMMMoHaTa, HO M BbIAABNEHME TOrO, KaKMe AO0MNONHUTENbHblE 06pa-
30BaTe/ibHble AWUCLUNAMHBI BBOAMAUCHL B LWIKOAAX Mepes npeasapu-
TeNbHbIM OTOOPOM Ha copeBHOBaHMe. TaK e 6blN0 BbIABNEHO KaKK-
MW MPOrpaMmamMu A1A MOHTAXKa BUAEO BAAAEIOT WKOAbHUKK: Adobe
Premiere Pro — 17 yenosek, Sony Vegas Pro — 5. OnbIT co3gaHua
MYNbTUMEAMIHBIX NPOAYKTOB 6bl1 Yy 16 YeNOBEK, TaK KaK y 7 LIKOA
€CTb CBOM COOCTBEHHbII TenekaHan. MonyyeHHble pe3ynbTaTbl Oblan
NpoaHann3npoBaHbl M NPeacTaB/ieHbl B puC. 2.
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Puc. 2. UCUMNANHBI NO MYNBTUMEANAHOW XKYPHANUCTUKE, NpenojaBaemble
B WKOMaxX y4acTHMKam «JuniorSkills» Mocksa 2018

Mpn aHanMse NONy4YeHHbIX AAHHbIX aHKETUPOBAHMA YYACTHUKOB
YemnuoHaTa «JuniorSkills» 2018 B MocKkse 6b11m BbisiBNeHbl npobJie-
Mbl, CBI3aHHbIE C CUCTEMOW OpraHM3auum NoAroTOBKM LWKObHUKOB K
YemnuoHaTy:

1. HexBaTKa KBa/iMPULMPOBAHHbIX KagpoB, BAAAEIOWMX MPaAKTK-
YECKMMM HaBblKaMM CO34aHMA MYIbTUMEAUMHbIX MPOAYKTOB, ANA
npoBeaeHnsa obydYyeHUA MOIOLbIX CMELMasMCTOB NO KOMMEeTeHUMUK
«MynbTumeauitHan XKypHaAAUCTUKA». B cBA3K C 3TUM pekomeHayeTcA
npuBneKkaTb megma CneunanmcToB ¢ NPOU3BOACTBA A1° KOHCYAbTaLMA.

2. Heobxopnmo co3paBaTtb y4ebHble NPOrpammbl LONOJHUTENbHOMO
06pa3oBaHMA M KOPPEKTUPOBATL y4EeOHO-METOANYECKMI KOMMNEKC ANS
obecneyeHms CUCTEMHOM NOAFOTOBKM Y4aCTHUKOB K COPEBHOBAHUAM.
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3. Ana nonyyeHUa NpPaKTUYECKUX HABbIKOB MOJIOAbLIM CheLumanu-
CTaM Heobxoguma MaTtepuasibHO-TeEXHMYecKas 6asa: BMAEOKaMepbl,
LITaTUBbI, ocBETUTEIbHOE 0bopyaoBaHMe, poToannapaTtbl, MUKPOdO-
Hbl, KOMNbIOTEPbI AN MOHTa¥a NPOrpaMmm, CUCTEMbI XPaHEHUI AaH-
HbIX U T.A4.

4. Co3faHue Ha H6a3e WKOAbHOTO yUYpeRaeHnsa cobCTBEHHOTO Tese-
BM3MOHHOIO KaHasa (C HOBOCTHbIMM CIOXKETaMU, UHTEPBbLIO, OTYETHbI-
MW MEPONPUATUAMM), 3 TaKKe HEOBXOAMMOCTb pasmMeLLeHUA Ha caiTe
LWKOJIbl TEMATUYECKUX MYNBTUMELAUMAHBIX CTAaTEN NO3BOAUT BbICTPOUTL
CUCTEMY PErynsipHOro NPOM3BOACTBA M NPAKTUYECKOTO NPUMEHEHMSA
NONYYEHHbIX 3HAHWUI ana ByAyLWMX y4acTHMKOB YeMnnoHaTa.

5. OTcyTcTBME NOALEPHKKM, 3aUHTEPECOBAHHOCTU U BHUMaHUA K
MONOABIM MYNbTUMEAUMHBIM KYPHANIUCTAM CO CTOPOHbI MApTHEPOB
n3 meama nHaycTpum (byaywmx pabotogarteneit) u meama BY3os.

[na noaroToBKM HOBbIX y4acTHMKOB YemnunoHara «JuniorSkills» no
KomneTeHumn «MynbTumeguinHas KypHaaMCcTnKa» HeobxogMmo cos-
AaBaTb 6naronpuATHbIE YCN0BMA NO OCBOEHMIO NPOdPECCUOHANBHbBIX
HaBbIKOB, 3aMHTEPECOBbIBATL MAPTHEPOB M NPUBAEKATb UX K paspa-
60TKe coaeprkaHuA obpasoBaTesibHbIX Nporpamm. «J/ltoboi npodec-
CWOHa, yBEPEH, BCErAa MeYTaeT 0 TOM, YToObl Npodeccus, KOTopow
OH MOCBATUA BCHO CBOIO XWU3Hb, pa3BuBanacb, — 3asaBun MpesngeHT
B.B. MyTWH Ha BCTpeye ¢ y4acTHMKamMKM Bcepoccuinckoro popyma «Ha-
CTaBHMK», KOTOpbIV Npoxoaun B Mockse Ha BAHX ¢ 13 no 15 ¢esBpans
2018 roga. — Y1obbl 4EN0, KOTOPLIM OH 3aHMMAETCA, OKa3a/0Chb B Ha-
OEXHbIX pyKax» [14].

Mocne YemnuoHaTa onpolleHHble KOHKYPCaHTbl NOABENN WUTOMM
npozenaHHol paboTbl U onpeaennan NepcnekTUBbl IMYHOTO Bbibopa
«MynbTUMeaUIAHOM }KYPHANNUCTUKUY B KadecTse byayliei npodeccun
(puc. 3, cm. cTp. 228).

ABTOpbl CTaTbW ONpesensAlT 3HaYMMyl0 poab YemnuoHaTa
«JuniorSkills» B npodeccMoHanbHoOM noarotoBke 1 npodopueHTaLmm
MOJIOAbIX CNELMANNCTOB MO MYJbTUMEANNHOMN KYPHANUCTUKE N PEKO-
MEHAYIOT AaHHOe HanpaB/ieHUE KaKk NePCNeKTUBHOE A/1A NPOBeAeHNUA
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no Bceit Poccun. Yuactne B YemnuoHatax «JuniorSkills» cnocobcray-
0T MOBbIWEHWIO NPODECCMOHANbHBIX CTAaHAAPTOB A0 MEXAYHApoL-
HOrO YPOBHSA M COBEPLUEHCTBOBAHMIO TEXHOIOTUIA 0Oy4eHMA Ha BCex
sTanax NoAroToBKM KBaAMOULMPOBAHHBIX cneuyannctos. HecmoTpsa
Ha TO, YTO MYAbTUMEOMINHAA KYPHANUCTUKA ABAAETCA HOBbIM Mep-
CMEKTUBHbLIM HamnpasieHMeM B Meama NpocTpaHcTee Poccum 1 mupa,
B POCCMIACKMX BbICLUMX y4eOHbIX 3aBeeHUAX MegeHHO 06HOBAATCA
obpasoBaTesibHble MPOrpaMmbl U MeTOAbI NpenoaasaHua npodeccu-
OHANbHOM NOATOTOBKM MOIOAbIX MeAMa CNeunanmncTos.

BO3MOMHO

Puc. 3. KTo 13 yyacTHMKOB YemnuoHaTa naaHupyeT BbibpaThb
«MynbTUMEANIAHYIO XKYPHAAUCTUKY» B KauecTse cBoew byaywiei npodeccum

B pe3synbTaTe NpoBeAeHHOro UCCAeA0BaHNA NpeaiaraoTca cneay-
toLLMeE BbIBOAbI:

1. Cuctema cosfaHuA cTaTbu B popmate SIOHTPUA NOXoXKa Ha
Urpy M 3TUM 3aMHTEPECOBLIBAET LWKO/IbHUKOB, NO3BOAS UM
32 KOPOTKWUI CPOK OCBOWUTb BECb CMEKTP MYAbTUMEAMAHbIX
npodeccuii.

2. MUHUMaNbHBI COCTaB KOMaHAbl y4aCTHMKOB (2 yenose-
Ka) LLOKa3blBAET BO3MOMXKHOCTb CO3aHNA rOTOBOrO NPOAYKTa
(MynbTMMeaMIiHONM cTaTbk B dopmaTe NOHIPUA) 3a KOPOTKUIA
nepuog, BpemeHun (12 yacoB) n no3sonseT 3ameHUTb 60/b-
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IO KONNEKTMB CNELManNCTOB, CO34aBasa YHUBEPCANbHbIX U
KOHKYPEHTOCNOCOOHbIX PabOTHUKOB A/18 PbIHKA TPyAa.

3. TpexneTHUM PoCCUNCKUIA IKCNEPUMEHT NO NPOBEAEHUIO
KOHKypca «JuniorSkills» no komneteHunn «MynsTumeanin-
HasA *KYPHaNUCTMKa» ANA WKOJbHUKOB KaTeropuun 14+ nme-
€T NONOXKUTENbHbIN pe3ynbTaT. PaspaboTaHa meToguMKa OT-
60pa y4acTHMKOB YemMnUMOHaTa, NONYYeH YHUKANbHbIN OMbIT
oTbopa NyYWMX CNEeLManncToB, KOTOPbIA MNoATBEPXKAAET
rMNoTesy O BO3MOXKHOCTM OCBOEHWA 3TOM KOMMETEHLUMUM
yyawmmmca cpegHeobpasosaTesbHbIX WKOA. PekomeHayeT-
CA BKAOYEHME 3TOM KOMMNETEHUMM B NPOrpaMmy MeKayHa-
poAHbIX copeBHOBaHWUM «JuniorSkills», a B nocneacTsnn u B
YemnuoHat « WorldSkills».

4. Mpepnaraetca BBeCcTU gucumnamHy «CosgaHue MynbTu-
MeZNNHON CTaTbM (NOHTPUA)» Ha paKyNbTETaX KYPHAANCTM-
K1 B nporpammy 6akanaspmata BY3oB. Heobxoammo Havatb
pa3paboTKy NONHOLEHHOro y4ebHOro Komrnaekca no cnewm-
anbHOCTU «MynbTUMeAMIAHAA KyPHAAUCTUKA» ANA NOATo-
TOBKM HOBOTO NOKONIEHWA CNELNANNCTOB MY/IbTUMELNIAHOTO
NpPOCTpaHCTBa.
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