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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” [“The Science of Television”], it is considered productive
to pass beyond the framewaorks of contemporary everyday perceptions
and to define the essence of the screen as a phenomenon which does
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 akpaH, 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.

Theemergenceofthephenomenonofthe contemporaryexperience
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 “Iliad” 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, II, 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
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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, 11]

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, V]

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.

20 HAYKA TENEBUOEHUA Ne14.1, 2018



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, I]

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, XIlI]

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 lIlion’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, IV]

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]

100 HAYKA TENEBUOEHUA Ne14.1, 2018



“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. In Homer’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

102 HAYKA TENEBUOEHUA Ne14.1, 2018



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
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containing a “false key,” when all of a sudden the listeners may put in
doubt whatin particular the 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 evenifitincludes 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]

Zeus decidestotear downthe 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, 1l1]

On the 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 bearin 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, ll, 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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MPEAOBLICTOPUA
BOMWEBCTBA 3KPAHOB.
MOTWBbI «MNTUAADBI» N «OAUCCEN»

AHHOmMayusa. Asmop paccmampusaem MOMUBbl 20MepPos-
CK020 3110Ca, C8A30HHbIE € pa3zgumuem noHamul mpaH3um-
HOUl 30HbI U 3KPAHA KAK M0BEPXHOCMU C OMYyHOaeMbiM, He-
00HOKPAMHO U3MeHAemMbIM u3obpaxceHuem. C1080 3KPAH
umeem MHOM(eCmMe0 3Ha4eHull, 8 MOM Yucae — 3aWUMHas
nogepxHoOCMeo, WUPMQ, Wum, 30C/0H. Aemop cuumaem no-
/1e3HbIM 8 KOHMeEeKCme 20MepOoB8CKO20 3110Ca MOMHUMb O
B803MOMCHOCMU 3KPAHA Obimb B8HEWHUM C0emM 0718 HEKO-
eli cepOuesuHbl, HEKOe20 COO0epPHaHUS, A8MOHOMHO20 oM
3KPAHA U CIPAMAHHO20 30 HUM.

Becb 3emHoli mup 014 lomepa — amo 30HQ ecmpevu 08yx
MUPOB, Yes08eyeckoeo U ceepx4yenoseyeckozo. BosdywHoe
npocmpaHcmao y lomepa paccmampusaemcs asmopom KaK
meppumMopus CaKpPasbHbIX NOcAaHUl (Hanpumep, 8 sude no-
sema nmudy,), Komopele 00U O0MHKHbLI yMemb MpPo4umame.
Mnockocmes 3emnu, Ha Komopol npoucxodam 6umsesi 2pe-
KO8 U mposAHues, 0bHapyxcusaem Yepmeol 3KPAHaA ¢ OUHAMU-
YeCcKUM «KOHMeHMOM», KaK MOsbKO Ha 6umabl Ha4UHam
cmompemo 6ozu ¢ Onumna uau ¢ eopsl MObl, U MPOAHYbI
— € 20podcKoli cmeHbl. CmeHa, Komopyto cmposam axeliysl,
(DYHKYUOHUPYem KaK euje 00HA 3KPAHHASA M10CKOCMb. TaK-
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e 3mo c8oe20 poda 0eKopauus, Ha poHe Komopoli pa3eo-
paYUBAOMCA MU3AHCUEHbI bumsel.

Momusbl 60xecmeeHH020 MoAUMOPGU3IMA pPaccmampu-
8aOMCA KAK NposssneHuUe 8 ux cyuHocmu 6oeos ceolicma
M@2UYeCcKo20 #UB020 SKPAHA. BapuaHMoM «8bIKtoYeHUA»,
COKpbIMusA 8u3yasnbHoU hopmbl Asnsemca ymeHue 60208
npamame cebs u atodeli 8 06s1aKe uau NoKpPsIsamMs MoMoll.
AHanusupyemca (heHomMeH uuma Axusneca KaK rnaocKkocmu
¢ OUHAMUYHbIM U306pax3ceHuUemM, COCMOAUWUM U3 pasauy-
HbIX, CUMY/AIbMAHHO pa3susaroujuxca cuyeH. Obpa3s lNeHerso-
nel, mrywel u pacrnyckaroweli noepebasnbHoe MoKpPsIsasno,
BaXM(EH KAK 06pa3 ynpasaeHUs 8peMeHeM C MOMOUbI0 MoOe-
AUPOBAHUSA 8U3YasbHOU (hopMbl.

B cmamee HameveHa AUHUA pa3sumus no3uyuu 3pumens-
akmopa 8 espornelickoli Kynbmype — om 60208, HabaOAK0-
wux 3a mupom ntodell u eMewusarouuxcsa 8 xod cobsimud,
00 U2POKO8 KOMMbIOMeEpPHbIX Uep. Aemop npuxooum K ebl-
800y 0 8bICOKOLI 3HaYUMOCMU 06pa308 u2psl U 3peauuld 8
maauyeckoli scesnieHHol «Mnuadel» u «Oducceu.
Knrouesble cnoea: skpaHHaAA Kyabmypa, fomep, medua, re-
pexoOHasA 30Ha, NoAUMOPGU3M, Wum Axusseca, NoKpsI8asao
MeHenonsl, cmeHa axeliyes.

MPEABLICTOPUA BONMLLUEBCTBA SKPAHOB.
MOTUBbI «MNNALbI» N «OONCCEU»

Mo pagy napameTpoB 3KPaHHble rafKeTbl HALWWUX AHEW BOCMpU-
HMMaOTCA OObIAEHHbIM CO3HaHMEM KaK PasHOBUAHOCTb BoO/LWEb-
HbIX NpegMeToB. YCTPOWCTBO TeNeBMU30Pa, KOMMbIOTEPA, MOBUABHO-
ro TenedoHa MM NAAHWETa ABAAETCA CMOMKHbIM, HEMOHATHbIM AAA
noaen 6e3 cooTBETCTBYHOLLErO TEXHMYECKOro obpa3oBaHuUs UAK Mo-
TpebHOoCTN B caMoobpa3oBaHUM U yICHEHUU cebe NpUHUMNOB pabo-
Tbl 3/IEKTPOHHOM IKPAHHOW TEXHMKU. TaK YTO COBPEMEHHbIE 3KPaHbI
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OKa3blBaOTCA HOBbIM COPTOM BO/LWEOHbIX NPeaMeTOB, OTAAHHbIX B
pacnopsKeHue LWMPOKUX MOb30BaTeNbCKUX Macc. MNocneaHune, Tem
camblm, 0BpeTatoT UANO3UIO BAALEHNA COBPEMEHHbIM, AEMOKPATH-
3MpPOBaHHbIM BoNLLEHCTBOM — BO/ILLEOCTBOM A1 BCEX.

K Tomy e COBepLUEHCTBOBAHME 3KPAHHbIX TEXHO/IOTUI CTONb
CTPEMUTENBHO, UYTO YEs/IOBEK HEe YCMeBaeT CEeroAHs MPUBbIKHYTb K
BO3MOMKHOCTAM 3KPAHOB M He NnepecTaeT yaAUBAATLCA UX MacwTaby m
pa3Hoobpasunto. BonwebcTBo 3KpaHOB NOCTOAHHO 0BHOBAAETCA, €ro
BOCMNPUATUE — TOXKE, MOSTOMY NPMBbIYKA NOb30BAHUA SKPAaHAMK He
ynpasgHAaeT owyweHna BoawebCcTBa, NPOAO/IKAIOWErO Pa3BMBATHCA
W pa3pacTaTbCA B HALEM NOBCEAHEBHOM NPOCTPAHCTBE.

Kak mbl yxe dopmynmpoBanu B opyrux Bbinyckax «Hayku Tene-
BUAEHMAY, NPeACTaBAAETCA NI0AOTBOPHbIM BbIMTM 33 paMKKU coBpe-
MEHHbIX 0OblAEeHHbIX NPeACTaBNEHUI U ONPeAEeNUTb CyTb 3KPaHa KaK
¢dbeHoMeHa, He OrpaHMYMBAIOLLENO CBOE CYLLLECTBOBAHME 3P0 KMHO U
3N1EeKTPOHUKM U BOOBLLE CBA3AHHOMO He TOJIbKO C Ky/abTypol Hosoro
BpemeHu. Torga sKpaH — 3TO NJIOCKOCTb, UAW, A06ABUM, HEYTO, Bbl-
nosHauwee GyHKUMUIO NAOCKOCTU/MOBEPXHOCTUN, HA KOTOPOW MOMKEeT
NosABAATLCA OTUYXKAAEeMoe, U3MeHAemMoe nsobparkeHue [1, c. 66-67].
Camo cnoBo 3KpaH (aHr. screen, ¢p. écran) nogpasymeBaeT HECKO/b-
KO 3HauyeHWin. Hapaay co 3HaYeHMeM NIOCKOCTU A/1A NPOEKL MU U30-
6paKeHuIt ecTb U 3HaYEeHWe 3aLLMTHOW NOBEPXHOCTU, NpeameTa OT-
ropa*kMBaoLLero, Nog4obHOro WwWupme, WUTY, 3acC/IOHyY. B aHmInMcKoM
TPaANLMM NPUMEHEHWNE CNI0BA SCreen» BECbMA LUMPOKO: K Mpumepy,
Tak 0603HaYanach CTeHa CpefHEBEKOBOro BaHKeT-X01/1a, BAO/Ib KOTO-
POV PaccTaBAAANCE 31eMEHTbI 0GOPMNEHMA U PA3bITPLIBAINUCL NPes-
CTaBNAEHUA ANA NUPYIOWLMX apUCTOKpPaTOB [2, p. 5].

B aHrmiicknx nepeBogax kommeHTtapues Esctaduma ConyHcKoro (oK.
1115 — ok. 1195) K npousBeaeHUAM fomepa Tak*Ke GUrypmpyeT c1oBo
«screen» B 3HAYEHWM OTTOPAXKMUBAIOLLEN NOBEPXHOCTU, BHELLHETO C/0A.
B vactHocTK, Prnyapg XaHTep aHanm3npyeT KoHuenumio ConyHCKOro o
TOM, YTO MUbI ABNANUCL B TBOpUYecTBe fomepa «TEHAMMU UK SKpaHa-
MW gns bnaropogHbix mbicnei» [3, p. 32], a notomy obpasbl «Mnnagbi»
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n «Ognccen» cnepyet TPAKTOBaTb Kak anneropmm. CoBpeMeHHbIN mc-
cnepoBaTeslb OTMEYAET, YTO TaKOM noaxoa, K fomepy y cpeaHeBEKOBO-
FO MbICAIUTENA BO MHOTOM NPOUCXOANUT U3 TPAAMLMIA HEOMNATOHUKOB,
CYMTABLUMX, YTO BHELIHME 3HAYEHUA M 06Pa3bl MO3IM COCTaBAAOT HEKME
WNTbI, LUMPMbI, MbICIEHHO Pa3ABUHYTb KOTOPble HEOBXOAMMO, YTOObI
NPOHWMKHYTb K NMOAJMHHON, anneropmusnpoBaHHoi uctuHe. MocneaHnan
YKe BCeraa OCTaeTcs HeBMAMMOW AN1A TeX, KTO He crnocobeH npeanpu-
HATb AYXOBHbIX YCUANI 1 He 0bpa3oBaH [3, p. 32-33].

Hac B gaHHOM cnyyae OyaeT MHTepecoBaTb 3KPaH B 3HAYEHWUM
BHELUHEN NOBEPXHOCTU, ABNAIOLLENCA HOCUTEIEM BM3YasibHOM 0bpas-
HOCTU, MHPOPMALMM, CMbIC/IOB, HO TaK¥Ke CNOoCOOHOWN NpeacTaBaATb
BHELWHWIA C/IOM HEeKoero Lenoro, nogpasyMeBatowWwero BHYTPeHHee
Hano/HeHWe, coaepKaHue, cepaueBnHy. YUntbiBas POCCUMICKYHO Ha-
YUYHYIO TPAAMLMIO Y3KOTO MOHMMAHMSA 3KpaHa, Mbl ByAem TaKKe Nosib-
30BaTbCA ODOO3HaYeHMEeM «MNpasKkpaH», «npasKkpaHHaa dopma» no
OTHOLLEHUIO K pAAY BU3YasibHbIX ABNEHWIA, CBA3AHHbIX C KyAbTypoW
[AaneKoro NpoLwsoro.

YT106bl BO3HWK PEHOMEH COBPEMEHHOIO NEPEXKMBAHUA BOLLED-
CTBa 9KPaHOB, HeobxoaMma TPaanUMA 0cOBEHHOro OTHOLWEHWA K BO-
webCcTBY Kak TakoBOMy. [MOSTOMY B laHHOW CTaTbe Mbl PAaCcCMOTPUM
HeKoTopble paHHMe GopMbl BoNLEDBCTBA, M3BECTHbIE MO PEUrMO3-
HbIM BEPOBAHMAM M OMMUCAHHbIE B 3MOCE, U MOPA3MbILIAEM HAZ TEM,
HaMeYaeTCcs /I B UCTOPUMU KYbTYPbl ABUMKEHME K SKPAHHOCTU U K TEM
MOTMBaM, KOTOPble CTO/Ib aKTUBHO OyAeT TUPAXKMPOBATb COBPEMEH-
Has 3KpPaHHaA PeanbHOCTb. 3a/10XKEH /I B UCTOPUM KYIbTypbl BEKTOP
pa3BUTUSA, BEAYLLMIA K HbIHELWWHMUM 3KPaHHbIM popmam?

WNTaK, ApeBHee CO3HAHME MbIC/IUT BECb MUP MPOHMLLAEMbBIM A/A
CBEpPX4esIoBeYeCKOro NPMUCyTCTBUA, ANA TeCHOro obLWweHnsa 1 B3aumo-
AelncTBuA Ntogei n 6oros. ITo 04EHb XOPOLLIO UAOCTPUPYIOT «IMOC O
Mnbramewey, «Mnnaga» n «Oauccen». B ntoboit MomeHT ronoc bora
MOKET pa3aacTbca ¢ Heba, B 1060 MOMEHT N1t0AN MOTYT 06paTUTbLCA
K 6oram. CoBepLUEHHO 0Y4EBUAHO, YTO MUP, B TOM YNCE 3EMHOW, NO-
CHOCTOPOHHUM, MOHMMAETCA KaK TOTa/IbHas nepexoaHas 30Ha.
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Ecan B «3noce o Mabramelue» HET OMNMUCAHMA KOHKPETHbIX AeM-
CTBUI HOroB M MNPOCTPAHCTBEHHOWN cpefbl, B KOTOPOM OHW UX OCy-
LecTBAAOT, TO B «Manage» n «Oauccee» Xun3Hb 60ros, ObIT 1 HPaBbl
Onvmna, onmncaHbl o4eHb NoApPoHHO. ABTOPUTETHbLIN MUCCAeL0BaTe b
aHTMYHoro anoca Mapcenb [JeTbeH BUAUT B 3TOM PpeHOMEH, nogne-
*Kawuii nogpobHomMy aHanmsy [4]. Bce aHTUYHbIE 6OrM BU3yann3npo-
BaHbl. M, onATb e, 60rM MoryT B Nt0ObIX KOAMYECTBAX U Ha Nt06OM
CPOK MOABAATLCA B MUpe ftogei n obwatbca ¢ HUMKU. Becb 3eMHO1M
MWP — 3TO 30Ha BCTPEYM ABYX MUPOB, YE/IOBEYECKOTO U CBEPXYENO-
Beyeckoro. B «Mnnage» 6oru noAsnstoTcA B NpocTpaHcTee 6uTBs, B
nosie nepea cteHamu Tpou, BO BPEMS CMOPOB axesH Ha Kopabaax, Ha
MOPCKOM bepery, Ha MOpPCKOW rnaan, B camoi Tpoe — NpaKTUYecKu
nosctogy. B Oauccee obuweHne ¢ 6oramm Tak:Ke npoucxoguT Besse, B
TOM YMCNe B ropofiax, Ha Zoporax, Bo ABOPLAX U B XMXKMHAX, B NOABO-
AHOM MUpe 1 np.

OAHOW 13 NOKANM30BaAHHbIX B MPOCTPAHCTBE TPAH3UTHbIX 30H MbIC-
JINTCA cam YenoBek. B psae cnyyaes peyb naet o6 nsbpaHHom, byab
TO XpeL, npopuuatens. Ho ronoca, 3HaHWe, BUAEHUE — HEKasA nppa-
LUMOHabHbIM 0bpa3om obpetaeman MHPOPMALUA U3 NOTYCTOPOHHE-
ro MMpa MOXKET NPOHUKATbL BO BHYTPEHHUI MUp Ntoboro yenoseka. Ta-
KoM cnocob B3aMmMoaencTeuns AByx MMpoB BOObLLE XOPOLLO U3BECTEH
M3 UCTOPUK A3bIYECTBA M XPUCTMAHCTBA. B Tom uncne, o Hem noapob-
HO HanMcaHO B Hallem ucciefoBaHUM «PeHOMeH BM3YasibHOrO...»,
MOCKOJIbKY MMEHHO 3Ta popma B3aMMOAENCTBUA MUPOB POXKAAET TUM
WHAWBUAYANbHO, BHYTPEHHUM 3PEHUEM BOCMPUHMMAEMOMN BU3Yyaib-
HocTu [5, c. 335-364]. [laHHbI cnocob B3aMmMoaencTBuns AByX MUPOB
ABNEH M B TOMEpPOBCKOM 3noce. Hanpumep, B «Mnanage» 3eBC nocol-
nlaeT 06MaHuYMBbIM COH ArameMHOHY O CKOpOM 3aBoeBaHuKn Tpou, a B
«Opuccee» AdurHa cosgaeT npuspak cectpbl MeHenonbl, UPTUMBbI, K
nocblnaer ero B Aom Ogucces, 4tobbl OH fBUACA BO cHe MNeHenone u
yTewun ee.
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NOC/IAHMA B BO3AYLLUHOW CPEAE

Xotenocb 6bl 06PaTUTL BHUMAHME U Ha ApYyrMe BapuaHTbl KOMy-
HWKaLMM MUPOB, NPEACTaBNeHHbIE B TOMEPOBCKOM 3noce. OauH Tvn
KOMMYHMKaLMW CBA3AH C FOTOBHOCTbIO /IOAEN BOCNPUHMMATL HEKO-
TOpble NPUPOAHbIE ABNEHUA KaK 3HAKM, Nocblnaemble 6oramu v npea-
cTaBnAlWMe 3aWndpoBaHHblie cmbicabl. Tak, Oguccelt HanoMuHaeT
axenuam o yyae, ABIEHHOM 6Oramn B MOMEHT KEPTBONPUHOLLEHMS:
ABMBLUMIACA APAKOH NOXpasa BOCEMb NTEHLOB U UX MaTePb, @ MOTOM
NpeBpaTUICA B KAMEHb.

«3HameHbeM CMM MNPOSABUA Ham CobbITUE 3eBC MPOMbICUTEND,
Mo3gHee, NO3AHMIA KOHEL,, HO KOTOpPOro cnaBa beccmepTHa!
CKOMbKO NepHaTbiX NTEHLLOB MOMMOTUA APAKOH Ceil KPpoBaBbIii
(Bocemb mx 6bIN10 B rHE34E M 4eBATas MaTepb NepHaTbix),
CTonbKo, axeiupl, rofoB BoeBaTb Mbl nog Tpoeto byaem;
Ho B fecATbI paspywmm obWmpHYy cTorHamu Tpoto. —
TaK Ham npeAcKasbiBan Kanxac, v BCe COBEPLUAETCA HbIHEY.

(6, 11, 324-330]

WHorpa repoit cneunanbHo obpallaeTcs K 6ory, mona noaatb 3Ha-
KW, YTOObI yBEPUTLCA B €ro 61aroCKAOHHOCTM U MPABUABHOCTU COb-
CTBEHHbIX AeNcTBMIA. Tak noctynaeT Mpram, cobupanch B CTaH axesH:

«3eBc, Haw oTel,, obnagatowmin ¢ Nabl, cnaBHenwni, cunbHenwmin!
[ait MHe NpUATK K AXMANECY YTOOHbBIM U KaNIOCTHbIM CepaLy;
MTuLy nownu, 6bICTPONETHOTO BECTHMKA, MOLLbIO CBOEID
Mepsyto B NTULAX, Nt0bMMY0 Bonee Bcex 1 Toboto;
C nNpaBoW CTPaHbl HUCMOLW/IM; A3 CXOAALLYO CaM 5l YBUAA,
C Bepoit B Hee oToMAY K Kopabiam KoHebopHbIM aaHaes!”
Tak ymonsn, — v ycablwan ero npombicinTeNb KpoHMOH;
BbICTPO Opna HUCMOCAAN, MeXAY BELLMX BEPHEMLLYIO NTULY...»
[6, XXIV, 308-315]
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WNHorga 6or sBnseTca B BUAE CMEPTHOTO, @ MOTOM MIHOBEHHO ye-
TaeT, 06paTMBLUMCL B MTULY, YTO BbI3bIBAET Y NEPCOHAXKEN BeNUKoe
N3YMJIEHWE, @ Y IYYLLIUX U3 JIYYLLIMUX — YBEPEHHOCTb B TOM, YTO UX TO/b-
KO YTO NMoceTn0 60XKecTso.

PacrnosHaBaHWe nNpeacToAwmMX COObITUM M OTHOWeHMA 6Oros K
npoucxoaAwemy no noaeTy NTuL, 6bl10 cTabUbHOW COCTaBAAOLLEN
peasibHOM NOBCEAHEBHOCTM BCEMO aHTUYHOIO Mupa. B yactHocTH, no-
[06Hble anu3oabl oTpaxkeHbl y Mybava KopHenus TaumTa. Npueesem
OOMH U3 HUX: «Mexay TemM BHMMaHWe NOJIKOBOALA NPUBAEKIO Npe-
KpacHoe npeA3HaMeHOBaHME: BOCEMb OP/IOB NPOJIeTeIN MO HaMpaB-
JIEHVMIO K fIecy M TaM OnyCcTUAUCL. YBMAAB 3TO, OH BOCKAMKHYA, 0bpa-
LWAACb K BOMHAM, YTobbl OHM NocnefoBain 33 PUMCKUMKU NTULLAMMU,
WUCKOHHbIMM CBATbIHAMM NernoHos» [7, 11, 17].

B nogob6HbIx cnyyaax npaskpaHHoOM GOpMOM BbICTyMaeT BO3AyL-
HaA cpefa ¢ NonagalolWmMmmM B Nose YyesoBeyeckoro o63opa Tenamm
Unn ABneHuaMn (K npumepy, monHuamu). Y fomepa, Kak u sBoobuie
B @aHTUYHOM TPaAMLUK, NepemMeHbl B BO34YLWIHOM NPOCTPaHCTBe BOC-
MPUHUMAIOTCA KaK CO3HATE/IbHO «MULLYLLMIACA» CBEPXYeN0BEeYeCKoM
BOMEN MArMYeCcKMin TEKCT, KOTOPbIN AoaAAM NpeacTouT BEpPHO Mpo-
YyecTb. (B Apyrux KyNbTypHbIX TPAAMLMAX B POAN NpasKpaHHoOM dop-
Mbl MOXeT OKa3blBaTbCA HeYTo MHoe. TakK, B [lpeBHelr Meconotamun
6bI10 BECbMA MONYAAPHbIM YTeHWE cyAbbbl MO BHYTPEHHOCTAM M-
BOTHbIX.) Ba)KeH He TONbKO cam npegMeT UAW ABJIEHUE, BbIMOHA-
wue GyHKUMKM, 6anskme GYHKUMAM 3KpaHa, HO M NOTPeBHOCTb B UH-
Teprnpetauum onpeneneHHbIX ABNEHUI BHELWHEro M1Mpa Kak 3HaKoB
CBbILE — 3HAKOB, MMEIOLLMX CUMBOIMYECKYIO GOPMY, MHOCKA3aTeNb-
HOCTb, agpecHocTb. [MofobHan MHTepnpeTaumnsa NPUPOLHbLIX ABAEHUN
CBMAETENbCTBYET O TOM, YTO Ye/IOBEK MbIC/IUT cebs B Ananore ¢ Mmaru-
YeCKMM MUpOo3ZaHuem. A MUpPo3[aHne — OPUEHTUPOBAHbBIM Ha KOM-
MYHWKaUMIO C /oA bMK, 06paLLLEHbIM K YE/TOBEYECKOMY CO3HAHMIO.

AHTUrepowu, Kak NpPaBuIo, He CNOCOOHbI He TONbKO NPOYUTaTb BEp-
HO CBepx4yesioBeYecKkne NMCbMeHa B BO3AYLIHOM MPOCTPAHCTBE, HO
[JaXe NovyBCTBOBATb M MPU3HaTb MX BoslebHOe KavecTBo. TaK, *Ke-
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HUXM [eHenonbl He KenaT CaywaTb NpopoYectso cTapua Anudep-
Ca, UCKYCHO rafiatoLLero no rnoaeTy NTuL, U YyBUAAaBLIEero AypHOM 3HaK
B NOABJIEHUM ABYX OP/A0B, pacLapanasLwwmx Apyr Apyry rpyau v weu.
Opnbl 6b11M NOCNaHbI 3eBCOM BO BPEMA HapoAHOro cobpaHma, Ha Ko-
Topom Tesiemax NbiTanca yCOBECTUTb EHUXOB 1 06bABUA O PeLLleHnn
OTN/IbITb HA NOUCKK cBeadeHuit 06 Oanccee. OAMH U3 KEHMUXOB OTBe-
yaeT Anndepcy:

«B Halem ke gene BepHee Tebs A NPOPOK; Mbl LLOBO/IbHO
Buanm netatowmx Ha Hebe B cBeT/IbIX yyax lenmoca
MTnL, HO He BCce pokoBble. A Lapb Oanccelt B 0T4a/IEHHOM
Kpae nornb. U tebe 66l NOrMBHYTb C HUM BMECTE...»

[8, 11, 180-184]

BOMECTBEHHbIN NONMMOP®U3M. TE/NIO KAK MPASKPAH

[OCTOMHbIN repoi MOXKET He cpa3y pacrno3HaTb B 061MKe npocToro
cMepTHoro beccmepTHoro 6ora. Ho npu atom ero nosegeHue He by-
[eT BbI3blBAOWMM, AEP3KMM, HeYyBaXKMTebHbIM. Boobuwe rpybocTb B
06paLLeHNN C HE3HAKOMLLAMM U CTPAHHMKAMMK, KaK Bbl y6Oro oHU HK
BbIMIALENN, — AYPHAA M AaXKe OnacHas NpuMBbIYKa. Y 61aropoaHbix re-
poeB ee He bbiBaeT. OHM KaXKAYO CEKYHAY YYUTbIBAOT BO3MOMXKHOCTb
Y3HaTb OT NPOXOXKMX, CTPAHHUKOB, C/Iy4aMHbIX BCTPEYHbIX YTO-TO BaXK-
Hoe gna cebs, TO eCTb UCNOIb30BATb UX KaK HOCUTENEN U TPAHCAATO-
poB MHbopmaLumun. BTopoli, aarke 6onee BecKoi npuumnHol cobntoae-
HWA PUTYana rocTenPUUMCTBA M BEKIMBOCTU, ABIAETCA BOSMOXKHOCTb
OKas3aTbcA nepes AMULOM 60ora, NPUHABLLIETO Hey3HaBaeMblid 06/MK.
HeKoTopblie }KeHUxXu NbiTatoTca 06pasymuTb AHTMHOSA, 0cobo rpyboro
C Hey3HaHHbIM UMK Ogncceem B 06pase HULLETO:

«”Tbl, AHTUHOWM, NOCTYNMA HEMNOXBaSIbHO, 0bKAY HaHecwwn
3TOMY HULLEMY; YTO e, KOoraa OH 0AuH U3 6eccmepTHbIX?
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Born Hepeako, obnekwncsa B 06pas Ntoaeit YyKecTpaHHbIX,
BxogAaT B 3eMHble Xuauuia, 4ytob BUAETb CBOMMM O4aMM,
KTo 13 ntogeit 6e33aKoHCTBYET, KTO HabatogaeT ux npasay”.
TaK KeHWXM rOBOPUN; HO PeYU UX BbIIM HaNPaCHbI».

[8, XVII, 483-488]

HeyBarkeHWe K He3HaKoMLAM, HULWMM, Bpoasaram, nyTellecTBeH-
HWKam O3Ha4aeT HeyBarKeHue K boram.

JymaeTcs, aBe 0603HaYeHHbIE NPUYMHDI, COLMaNbHO-MHGOPMA-
LUMOHHAA M PeIUrMo3Has, CbirPaamn CYLLECTBEHHYIO PO/b B YTBEPKAE-
HUW TPaAWLMM NOAYEPKHYTO YBAXKUTENbHOMO OTHOLUEHMUS K CTPAHHU-
KaM M He3HAKOMLLAM BHE 3aBMCUMOCTM OT UX BUAMMbIX peranui.

CoKpbITUE Ke COBCTBEHHOM CyTM 3a 06MaHUYMBOW BHELUHOCTbIO-
9KPAHOM WM XWUTPbIM C/0OBECHBIM BbIMbIC/IOM PAaCLLEHUBAETCA KaK
nsoLpeHHocTb, boronogobue. OKasaBLWMCh Ha poaHoi UTake, Oguc-
Cel He y3HaeT HM PoAHOM 3eMn, HU B6ornHmn APuHbI, ABUBLLEICS emy
B BMAe HOHOro nactyxa. ApuHa ykopset B aTom Ogmcces, ycnesLuero
MMMNPOBM3aLMOHHO HACOUMHUTL AA Hee Hebblnnu, o cebe, HO He rHe-
BAETCs, MOCKO/IbKY, Kak Npu3HaeTca 6ormHa —

«....Mbl 062
JTiobum XMTpUTb. Ha 3emsie Tbl MeX CMEPTHbIMM Pa3ymMmom
nepsbli,
TaKKe M CNafKoo peyblo; A Nepsas Mmexay beccmepTHbIX
MyapbiM YMOM U UCKYCCTBOM Ha XMUTPble BbIMbIC/bI...»

[8, XIlI, 296-300]

MouTh ypaBHEHHbIM C BOrMHEl B CBOMX MHTENNEKTYabHbIX CMO-
cobHocTax, Ogucceit otBevaeT APUHE C U3bICKAHHOM BEXKNBOCTBIO U
yBaKeHWeM, MPeBO3HEecs ee CBepxyesioBeyeckme cnocobHoCTU:

«CMepTHbII1, 1 Camblil pasyMHbIii, ¢ TO6OO ciyyaliHo, 6OrunHs,

BcTpeTsich, Tebs He y3HAeT: BO BCeX Tbl ABAAELbCA BUAAX...»

[8, XIlI, 312-313]
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370 ngeanbHas Gopma pUTyana B3anMMoyBarKeHUA BOXKeCTBa U re-
pos. Tun KOMMYHMKaLMK MUpa Ntogen n mupa boros, Korga 6or nam
6OrMHA NYHO ABNAETCA IOAAM, BECbMA YacTo BCTpeyaeTcs y flomepa.
[xxopakua MNeTpruaoy noceaLLaeT ueayto MoHorpaduto asneHnam 6o-
YKEeCTB, ONMCbIBAEMbIM B A PEBHErPEYECKON NUTEepaType U U3BECTHLIM
Mo Ky/IbTYPHOI AeATeNbHOCTU, N 0bpalLaeT BHUMAHWE Ha MOAMMOp-
du3m gpesHerpevecknx 6oros [9, p. 33]. bor cnocobeH npuHMMaTb
nobon 06pas, byab TO KMBOTHOE, YENOBEK, PacTeHWe, NPUPoaHoe
ABNeHne. B aTux meTamopdosax ecTb U NposBJeHME CBEpPXYesoBe-
YyecKoW BNacTu, U NparmaTMYeckoe CTPEMIEHUE K TOMY, YTOObI KOM-
MYHWKALUMA C AOAbMU Npoxoamna 6esonacHo u adpdektusHo [9, p.
38-40]. B page cny4yaeB repou OKasblBAlOTCA B COCTOSHUM HE MPOCTO
MOHATb, YTO 06LLAOTCA C BOrom MAM BOrMHen, HO M KaK bbl y3HaTb,
«y3peTb» BHYTPEHHUM 3peHnem 6oXKecTBeHHOe cyllecTBo. Tak, EneHa
pacrno3HaeT npekpacHyo AppoaunTy, ABMBLLYIOCA el B 06/IMKe MOXKK-
NIOI KEHLWMHbI, TO eCTb, MONYyYaeTCA, YTO KpacoTa 6OrmHM «nNpocTyna-
eT» CKBO3b 06/1MK cTapuubl [9, p. 38].

Monnmopdursm noapasymeBaeT, YTO caMo Teslo boxKecTBa ABAAET-
cs NpasKkpaHom. He Bcerga NposcHEHO, KaKoW MMEeHHO NPUHLMN npe-
0b6paxKeHunA n3bpaH 60KeCcTBOM B KOHKPETHOM C/ly4ae — BOMJIOLLLeHNe
B APYrom Tefe UAW e npeobparkeHne CBOEW TenecHon 060104KM,
UMUTUPYIOLLEN BHELWHOCTb KaKoro-To inua. OguH 13 cyyYaes yTouHe-
HUA NpoucxoauT B «Oamnccee», Koraa K XKeHuxam npuxoamut Hoemo,
y KoToporo AduvHa, npuHasLana obank MeHTopa, B3Ala Ha Bpems Ko-
pabsb. HoamoH rosopwuT:

« ... U UX NpeasoauTenem bbin, s 3ameTn,
MeHTOp Unb KTO U3 BeccmepTHbIX, 0bneKLwniica B MeHTOpoB
06pas:
MN60 a 6bln N3yMAEH HecKasaHHO — BoXecTBeHHbI MeHTop
BcTpeTuaca 3aecb MHe BYepa, XOTb U cen Ha Kopabnb OH
C Apyrumm».

[8, 1V, 653-657]
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Yenoseyecknit obiMK, HepeaKo C MOPTPETHbIMK YepTamMu 3Ha-
KOMOFO repoaM /ML, OKa3blBAETCA 3KPaHHOM GOpMON, TpaHCAUpY-
owert Bonto 6oxkectBa. bor uam 6orvHA peluaet, B 06aMKe KaKoro
cmepTHOro emy/ei yaobHee npeactaTb nepes, HyXHbIM repoem v no-
roBOpuUTb C HUM. TaK, 6ornHa Upuaa npuxoguT K TPosHUAM B BMAeE
nprvamoBsa cbiHa lNonuTa, Koraa Te coBeLaroTca BO ABOpe nepea Ao-
mom Mpuama. MfeKTop pacnosHaeT BellatoLlyto 6ormHio. A EneHe Upu-
na sBnaetca B obpase ee HeBeCTKM JTaoguKu.

AdMHaA NCUXONOTUYECKN TOYHO BblOMpPaeT 0bpasbl CMEPTHbIX B
npouecce nomowm Tenemaxy, CTpagatowemy OT OTCYTCTBMA PALOM
CUNBbHOTO OTUA M HyXKAzatoweroca B 3amewatowen ourype [10, p.
38]. bornHsa aBnseTca To B 0bpase MeHTeca, cTpaHHMKa, 3HaBaBLLe-
ro Oaucces, To B obpase MeHTopa, apyra uaps Oancces, KoTopomy
TOT KOrAa-To BBEPWU/ CBOM AOM. BOrMHA MrpaeT cBOM POaN UCKYCHO,
OYLWEeBHO NepeBon/OLWLaACb B CMEPTHOIO M PaCcCy»Khas, Kak O0/KeH
paccy»K4aTb YTy M 6OroB YeNoBeK:

«.... Ho cnywan

To, uTo Tebe npeacKaKy s, YTO MHe Bcemorylune borm

B cepaue BNOXUAKN, YEMY HEMUHYEMO CHbITLCS, KaK cam A

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

Mo3xe ApuHa npuHUMaeT gaxe o0bamMK camoro Tesiemaxa, YTOObI
obexaTb BeCb ropog, ¥ NPUrNacuTb B CTPAHCTBUE HECKONbKUX Fpak-
[aH OT UMeHu cbiHa Opgmccena. BHeWHU 06AMK 3eMHOM MepPCOHbI
NoABepPraeTca KONMPOBAHWUIO U UCMOb3YETCA KaK NOpTan TPAHCAALMM
60KecTBEHHON peun, 60KeCTBEHHOM BOIM M HACTPoeHUN. Mpun aTom
BHYTPEHHEE eANHCTBO TeNecHoM 060104KN, GYHKLMOHUPYIOLLEN KaK
NpasKkpaH, 1 ee CoAePKMUMOro, TPAHCIMPYEMOro NOC/AHWA, He CoXpa-
HAETCA — U 0/IXKHO He COXPaHATbLCSA, B 3TOM-TO M BECb CMbIC/. BmecTo
yNpa3gHALWLEeroca eguMHCTBA nepes, BOCNPUHMMAIOLWMM BO3HMUKaeT
[BYXYPOBHEBbI 06pa3-3arafka, obpas-ucnbiTaHne, 06pa3-UHCTPYK-
ums. Bo BHelWHeM BU3yalbHOM C/10€-3KpaHe TauTCs BHYTPEHHSAA CYTb,
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cepaueBuHa, «aBTOPCTBO» TPAHCAMPYEMOro codepyaHus. MepcoHa,
BbIXOAALLAA C 3€MHbIM UHAMBUAOM Ha CBA3b, HANPAMYIO He AB/eHa.
MpasKpaH-Tes0 NOKa3blBaeT «HE TO, YTO eCTb», paboTaeT KaK CKpbIBa-
oL CNON.

Borv Bo/bHbI NpPeBpaLaTh M BHEWHOCTb CMEPTHOTO B NpasKpaH-
HYO MOBEPXHOCTb, Yel B1A, U3MeHUYNB. ITU BOXKECTBEHHbIE AehCTBUA
MoryT 6bITb HanpasB/aeHbl Kak MPOTUB CMePTHbIX, TaK U BO UMA UX
cnaceHus, ycnewHoctu. Linpuen npespauaeT cnyTHMkoB Oaucces B
CBMHEN, a NOTOM BO3BpallaeT UM YyesoBeyecknin obauk. Mocne storo
BCE OHM OKa3blBalOTCA Kpalle v mosoxe. AbrHa HECKO/IbKO pa3 meHaA-
eT 06k Ogucces, To Hagenas ero bosee BbICOKMM pocTom U bosee
NNIOTHbIM TE/IOCNIOXKEHMEM, KPAaCUBO YNOXKEHHbIMU KyApAMMU, YTOObI
OH MOT AO0CTOMHO CMOTPETbCA KaK rocTb Ha Nupy, TO npespallas B
YaJIKoro CcTapLia Co CTPYMbAMW BOKPYT a3, YTobbl HUKTO Ha MTake He
y3HaBan ero 4o nopbl 40 BPEMEHMU.

AVUCTAHUMOHHOE BO3ENCTBME EOOB M UTPOBAA MAHWA

TaKKe 4yenoBeK MOXKEeT CTaHOBWUTbCA MCMOJIHUTE/NIEM COBETOB W
NPWKa3oB, OTAAaBaeMbIX CUbHENLIMMMK IBHO UM HeaBHO. boru cno-
CO6HbI BHYLWWaTb CMEPTHbIM CBOIO BOJIIO, ONpeAe/eHHble HacTPOeHU
N TaKTUKY gencteuii. Kak nosectsyeT lomep 06 Oguccee, npetepne-
BatoLLem rHes lMNoceligoHa:

«Teno 6 ero N30pBaNoOChb M KOCTU 6 ero COKPYLLUNCD,
Ecnn 6 oH BoBpemsA ceeTioln 6ornHen ApUHOIM HacTaBneH
He 6b1n1 pyKamu 3a 6MKHUIA CXBATUTLCA YTEC...»
[8,V, 426-428]

Nnn HaBcuKan, oodb uapsa ANKMHOSA, BedeT cebs He TaK, Kak co-
NpoBOXAatoLWwme ee AeByLWKN, Npu Buae Oauncces, y»KacHOro Ha BuUA,

nocne goNnroro CKUTaHnA no mopto:
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«B TpeneTe Bce pasberkannca Bpo3b Mo BbICOKOMY bpery.

Ho AnKnHoeBa Ao4Yb He NOKMHYNa MecTa. APpuHa

BoapocTtb Bcenuna e B cepale U B HEM YHUUTOXMUAA POHOCTbY.
[8, VI, 138-140]

OueBMaEH Ky/NbT ONOCPEeA0BaHHOM KOMMYHMKALMKU, KOTOpPas Mo-
KET NPUHMMaATb pasnnyHble popmbl. MHoraa 60xecTBEHHOE yyacTne
ABNEHO LO0BOJIbHO OLLYTMMO M ABCTBEHHO A/1A repoeB, a MHOr4A OCTa-
€TCS UMM He 3ameyeHHbIM. [py 3ToM MHoraa 60XKecTBO BO3AENCTBYET
He Ha TOro Camoro repos, YbMm NoBeAeHUEM OHO XKenlaeT ynpasasaTh,
HO Ha HEYTO MHOE — Ha APYrUX CMEPTHbIX, Ha NpegMeTbl. Tak, 4TobbI
pa3byguTb Oguccesn, cnsuiero B Bopoxe Anctbes, AdprHa 3actaBaseT
yneTeTb B MOpPe MfAY, B KOTOPbIN UrpaeT HaBcukas ¢ nogpyramu. [e-
BYLUKM KpunyaT, n Ogucceit npobyKaaeTca.

3ayeMm CTO/b CIOXKHbIN cnocob npobyKaeHma? Beakumii pas ynpas-
JIeHMe COCTOSTHMEM CMEPTHbIX repoeB NPOUCXOAUT HEe COBCEM TaK, KaK
npexae. M 31o abcontoTHO camoLEeHHOe YCN0BME, KaK Bbl YCIOMXKHAO-
ee urpy 60ros 1 aenarollee ee UMEHHO UIPOIA, BCA CYyTb KOTOPOU B
BapMaTUBHOCTU, N3OLLPEHHOCTU, BECKOPbLICTHOM UCKYCHOCTH.

CKasuTento BaXKHO MoKasblBaTb SPKO M pa3HoobpasHo be3rpaHuy-
Hble BO3MOKHOCTU 60ros, ux M3obpeTatenbHOCTb. A cammm 6oram
YypesBblYyalHO BaXKHO NPOABAATL GaHTa3MI0 NPU KOCBEHHOM yrnpaB/e-
HWUM YenoBeyeckMm nosegeHnem. Mrposoe yciosme onocpesoBaHuA
No3BO/AET UM B PAAE C/Tly4aeB He 0OHAPYKMBATb CBOETO NPUCYTCTBUS,
COXPaHATb UIIO3UI0 HEBMELLIATE/IbCTBA B CUTyaumio. KapTuHKa «cay-
YaliHol» BcTpeun HaBcukaum n Oamncces Co CTOPOHbI KaskeTcs CTUXUIA-
HbIM CamMOpPa3BUTMEM CODObITUIM, @ HE KPOMOT/IMBO KOHCTPYMPYEMOM
AdpUHOI peanbHOCTbIO. ITa KaXKMMOCTb CUJIbHA U 0baaTeNbHa. TaK 4To
1 cama ApuHa MOXKET et HacnaxaaTbCA Kak AOCTOBEPHON peanbHo-
CTblO, aBTOHOMHOW OT Ybero-Mbo Co3HaTe/IbHOro BO34AENCTBUS.

N TyT 3aKOHOMEPHO BO3HMKAET accoumaLma C KOMMNbOTEPHbLIMM
WUrPammM HOBbIX MOKONEHWUN, UMEOLMX HKU3HEMNOAOOHYIO KapTUHKY,
ybeanTenbHo «40KYMEHTA/IbHYHO» U, C/IOBHO, YBEPSAIOLLYIO UTPOKOB B
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TOM, UYTO, XOTA OHW W YNPABAAIOT BUPTYa/IbHOM PeasibHOCTbIO UrPbl,
TaM BCe rnepemeHbl MPoncxoaaTt «camu no cebex». Urpoku, CIOBHO,
CMOTPAT NOJIHOCTbIO M3BHE Ha 3TU NepemeHbl Kak Ha aBTOHOMHOE U
He3aBMCMMOE OT HUX 3pesnLLe.

B cBOlO 04epeab, roMepoBCKMe O ABHO He KeNnatT TepATb POJb
Habntogatenen, 3putenen, creaawmx 3a NPOUCXOAALLMM C BbITOAHbIX
Mo3MLMI, C ANCTaHLMKM, NpeBpaLLatoWwel KapTuHy mupa B adpdekTHoE
N yBNEKaTe/IbHOE, C/IOBHO, M He «3anporpaMmuMpoBaHHOE», He pery-
nmpyemoe 3penuuie. Bo3aMoXKHO, B 3TOM NPOABAAETCA U BHYTPEHHEE,
6eccosHaTesIbHOe ConpoTHUBAEHME HOroB NpeapeLleHHOCTY MHOTUX Cy-
neb — HabnoaaTh He3a4aHHOE UHTEePEeCHEee, TaK YTO Y HUX eCTb CTUMY/
BapbMpOBaTb M BapbMPOBaTb XO4, COOLITUI B paMKax M3BECTHOrO Ha-
nepes, u LOMKHOro. ITOT HI0AHC HOXEeCTBEHHOrO NOBELEHWA TOBOPUT O
TOHKOM, MOYTK NCMUXONOTMYECKON pa3paboTke lomepom 60OXKECTBEHHOM
AyweBHoM cneundukn. OHa BbIXOAUT AaNEKO 3a Npesesbl apxeTunmye-
CKMX 06pa3oB, U3BECTHbIX MO MUPONIOrUU U CBA3AHHbIX C HAZIMYMEM Y
60roB BoALWEBHbIX NPEAMETOB, BOLWEOHbIX CBOMCTB 1 CNOCOBHOCTEN.

3eBc y fomepa He TO/MIbKO BOM/OLWAET apXeTunbl OTLA M Cynpyra,
KaK MPUHATO onpesenaTb B Hay4YHbIX M3bICKaHUAX [11], 1 He ToAbKO
O4YeBUAHbIN apXxeTun BAacTUTENA. 3eBC elle W TaNaHTAUBbIN PeXuC-
cep, CouMHUTEND 3pennw,. Ecam MecelaoH cobupaeTca NpocTo yHUY-
TOXWUTb KOpabnb deakuiiues, 4Tobbl Te He cmenn 6onee nomoratb
nyTelwecTBEHHMKAM, NPOrHEBUBLUMX MOPCKOro H6ora, 3eBC coBeTyeT
NOCTYNUTb ropasao 6osee M30LWPEHHO: CO3AaTb BNEYATAAOLLYHO Kap-
TUHY NpPeBPALLEHUI 1 NepeMeH B NaHAWwadTe, NOXOXKMX HA MIHOBEH-
HYIO CMEHy AeKopaLuii:

«pyr NMoceiaoH, nonarato, YTo camoe nydliee byaer,
Ecnu (Korga noaxoaawmin Kopabnb nsganeka yBuaaT
Mutenu rpaga) ero nepes HUMK B yTec 06paTULLb Tbl,
O6pas N/bIBYLLEro CyAHa eMy COXpaHMBLLM, YTob Yya0
Bcex M3ymun0; NoTOM Tbl FOPOIO 3a4BUHELLb UX TOPOAY.
[8, XIII, 154-157]
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fOMepOBCKME CMEpPTHbIE repoun, HbiTUe KOTOPbIX C 0COBbIM NpU-
cTpacTMem mogenupyerca 6oramu, TeMm He MeHee, He CTaHOoBATCA
aHaNOMMYHbl MapUOHETKAM, MOJIHOCTbIO 3aBMCUMMbIM U ANLIEHHbBIM
cBobogbl Bosn. lepon He CHUMaIOT ¢ ceba OTBETCTBEHHOCTU 33 CBOM
OEeAHUA, He NepecTaroT OTHOCUTLCA K cebe KaK K MONHOLEHHbIM Ael-
CTBYIOLLMM /IMLLAM KOCMMUYECKOro Lenoro. M 6oru Takke oTHOCATCA K
HMM He KaK K YNCTO GYHKLMOHA/IbHbIM OPYAUAM CBOMX XKeJTaHUN.

B Haww gHuM Teneseaywme Uam TeNeBU3NOHHbIE ANKTOPbI HEPELKO
BbICTYMatOT HE OT Ccebs IMYHO UM He TONbKO OT cebsn, a OT MLA HEKUX
MOTYLLECTBEHHbIX CTPYKTYP, Byab TO MOAUTMYECKME NapTUM, NpaBu-
TeNbCTBO, AeN0Bble Kpyrn. flonocom meauMiiHOro Anua OAHOBPEMEHHO
rOBOPUT M OHO Camo, 1, Bpoge bbl, He BNOJIHE OHO, a TOT, KTO CTOWT 33
€ro CrMMHOMN, OCTaeTca 3a KaapoM, 3a Kyancamum nybanyHoro spenvuia
N B3aMMOZAENCTBUA. M B KAKOM-TO CMbIC/1e 3TO CXOAHO ¢ obpasom aeit-
CTBMA TOMEPOBCKMNX FrepoEeB, UCMbITbIBAOLLMX BO3AENCTBUE HOroB.

BmecTe ¢ Tem, romepoBCcKoe AByeAMHOE MoBeLeHWe repoes, Aen-
CTBYIOLUMX aKTUBHO M OCMbIC/IEHHO, OZHAKO NOAUYMHSAIOLLMXCA HaACTaB-
JIEHUAM M KOCBEHHOMY BAMSIHUIO GOroB, BbIrNAAMT ropasno bonee
rapMOHMYHbIM. B BO34€eMCTBUM HOrOB BO MHOMKECTBE C/TYYaeB HET OLLY-
TUMOTO NParMaTUYeCcKoro OTTEHKA, a repou M3HAYa/IbHO He MPU3HaOT
MX BO3JeNCTBME HacuIMeM Hag co60i, MPOANKTOBAHHbBIM CTPEMIEHM-
€M K HEKUM LIeNAM, IeXallym 3a npeaenamum ecTecTBEHHbIX 3aKOHOB
yHuBepcyma. [la, 60r1 ncnonb3yoT Ntogei, Ho U AtoAM NOCTOAHHO B3bl-
BAOT K boram, CTpemsCb BbIFrO4HO MCMNO/b30BaTb MX MOKPOBUTENLCTBO.
N Te n gpyrue TBOPAT eAMHYIO FPaHAMO3HYIO UMPY Cyabbbl, B KOTOPOW
YesI0BEK AaN1eKO He NPOCTO UrPauLLE CBEPXYEN0BEYECKMX CYLLECTB.

Noan pns 60ros — ux AtobUMbIE Fepon UAK NPOTrHEBABLUME UX re-
pou, HO repou, B YEM-TO aHANOTMYHblE NEPCOHAKaM aBaHTHOPHOrO
XYA0XEeCTBEHHOro npounsseneHuns. Y 60ros ecTb HeKas BHYTPEHHAN
«3aBMCMMOCTbY OT MMpa NtoAei. ITO MMEHHO NCUXO0/IorMYecKan 3a-
BMCMMOCTb, TO €CTb CTOMKasA MpPUBbIYKA, HEODOPMMOE KenaHue no-
CTOSIHHO HabAto4aTb 32 MUPOM NtOAEeN, NepekmBaTb Npoucxoasniuee ¢
NOABMW U YNPaBAATb UX NOBEAEHUEM U UX CyAbbamMm.
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«boru, y 3eBca oTua Ha NMOMOCTe 31aTOM 3acesas,
MwupHo beceny Benn; nocpeamn ux ugetyulas leba
HeKkTap Kpyrom pasnuBana; U KybKu npuemns 3natble,
YecTBytoT 60rM Apyr Apyra, C BbICOT Ha Tpoto B3npan».
[6, 1V, 1-4]

«...ANONNOH pasaparkuaca,
CmoTp# ¢ MepramcKux BbICOT, U BOCKIMKHY/, TPOAH BO36YXKAaA:
“KoHHuku Tpou, Brepea! He aaBaiTe Bbl 6paHHOro noss
fopAabiM axenuam; Ux rpyan He KamMeHb, Tena He Keneso...” ».

[6, 1V, 507-510]

HabntogeHune n Bo3aeincTane 60ros HOCUT XPOHUYECKUI XapaKTep.
OHO MX 3aTATMBAET, KAK POMAHMCTOB PA3HbIX 3MOX 3aTATMBaNO COYM-
HEHME POMaHOB C NMPOAO/IKEHUAMMU UAWN KaK MYLWKUHCKYIO TaTbAHY
3aTArMBaN0 YTeHMe pomaHoB. KaK yB/ieKaloT COBPEMEHHbIX Ntoaei
Tenecepuanbl, KOMNbOTEPHbIE UrPbl. Kak 3aTArnBaeT cerogHAa ¢aHa-
TOB CO34aHue cObCTBEHHbIX NMPOU3BEAEHUI MO MOTUBAM NHOOUMbIX
N3BECTHbIX KHUT, KOMWKCOB, aHMMALMK, UTPOBbIX PUAbMOB. Lienb no-
[06HOM TBOPYECKOM AeATENIbHOCTU, KaK HaM KayKeTcsi, COCTOMT B nep-
MaHEHTHOW MOAKIOYEHHOCTM YenoBeKa K 0boXKaeMon UM «apyroin
PeanbHOCTMY», K XU3HU NOOUMBIX LENCTBYIOLLMX NNL, B LLEHTPE CMO-
OEeNMPOBaHHOrO MMpPaA. YesoBEK NPU 3TOM MOKET TATOTETb K KAKOM-TO
OZHOM PO — BOOAYLIEBAEHHOTO TBOPL,A «BTOPOM PeasibHOCTU» UK
yBJI€YEHHOr0 BOCMPUMHMMAIOLLErO CyObeKTa. A MOXKET CTPEMMUTLCS K
COBMeLLEeHUo 0beunx posieii. MoxKeT NtobuTb COYNHATL U MOAENNPO-
BaTb MHAMBUAYA/IbHO U/ Ke B XOpOLIen KOMMNaHUW.

B «Mnnage» npoucxoamT KONNEKTUBHAA, BepHee, KOMaHAHaA,
60/bluan Mrpa-3penuuie, B KOTOPOM 3a4elCTBOBaHblI LEble paTtu
CMepTHbIX U MHOro 6oros cpasy. B «Oguccee» urpa-3penmuie HocuTt
NpPenMyLLLeCTBEHHO UHANBUAYANbHbIN XapaKTep, NMANPYET B ero pe-
xuccype AduHa, apyrne 60rm n 60rnMHN NOABAAOTCA U3PEeaKa.
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KaK y»Ke flaBHO AOKa3aHO HayKoW B ivue MunbmaHa MNeppu (1902-
1935), BOCMpMHMMAIOLLAA AYAUTOPUSA TOMEPOBCKMX SMUYECKUX MO3M
W3HaYyanbHO ABAANA COOOM yBAEYEHHbIX CAylwaTesei, BHUMAKOLLMX
yCTHOMY ucnonHeHuto [10, p. 325-365]. B Becbma 3HauMmom co-
BPeMeHHOM M3biCKaHun Onueep TaAnuH NPUXOLMUT K BbIBOAAM, YTO
«Mnuapa» n «Opuccesn» BblIM COYMHEHDBI, BO-NEPBbIX, KaK LLeNOCT-
Hble, XYOO0XECTBEHHO COBEpLUEHHble MPOU3BELAEHMA, @ BO-BTOPbLIX,
€C/IN YYUTbIBAaTb OCOOEHHOCTM 3MOXM YCTHOTO ObITOBaHUA AUTEPATY-
pbl, MO/ UCNONHATLCA B PA3/IMYHbIX FOPOAAX rPeYeckoro Mmupa ne-
pea, 60nblUMM CKOMNEHWEM HAapOoAa, HA NPA3LAHEeCTBaX, MOCBALWEHHbIX
TOMY UM MHOMY BorkecTBy. McnonHeHne «Managbl», cKopee BCero,
3aHMMaNo Tpu Beyepa, a «Oguccen» — gBa Beyepa, N0 MHOMO YacoB
[12, p. 44]. Taknm obpasom, caywaTenn CTaHOBUIUCL B NEPEHOCHOM
CMbICNie cBUAETeNAMU cyaeb ApeBHUX BEIMKUX Fepoes, HaAONTO
NOAK/IIOYAACH K MUPY TOMEPOBCKOro 3Mnoca, OTpeLancb OT Mnosces-
HeBHbIX AeN 1 peanuii. B HEKOTOPOI CTeneHM OHU OKasblBa/UCh U B
PONN ONMMMNICKMX BOroB, NEPMAHEHTHO MOAKAOYEHHDBIX K «APYroi
peanbHOCTU» repoes.

B otnumne ot 60ros, cnywatenm He MOrIM 3peTb BHELWHUM GU3K-
YeCKMM 3peHnem TOro, YTO NMPOUCXOAUT C TOMEPOBCKUMMU TEpPOAMM.
Ho TyT Ha MoOMOLLb NPUXOANA KMBOMUCHbLIW A3bIK fomepa, ero rotos-
HOCTb anenanmpoBaTb K HEMOCPEeACTBEHHO MepenBaeMomy tobbim
rPEKOM ONbITy BOCNPUATUA NPUPOAbI, CBATbIHb, MPEeaMETHOIO MMpPa
[12, p. 46]. MoBecTBOBaHME [oMepa AOMKHO 6bl10 ByanTb BOObpake-
HWe, FOTOBHOCTb NPeACTaBAATb NPOUCXoaALLee BHYTPEHHUM B30POM,
poXaaTb B COBCTBEHHOM CO3HAHWWM KAPTUHbI, BbIPA3UTEIbHO OMUCHI-
Baemble cKasuTesnem. B noasnmn flomepa CUIbHbI CBOMCTBA C/IOBECHOM
BM3yanm3auum.

KynbTypa HoBoro BpemeHu Bce 6osiee emMoKpaTU3MpyeTca U Noa-
KntovaeT Bce bonee WNMPOKME MaCChl K BOCIPUATUIO U CO3LAHUIO XY-
[OMKECTBEHHbIX MPOM3BELAEHMM, a TaKKe BCE aKTMBHee pa3BMBAET
NPUHLMMbI CEPUAHOCTU, PA3OMKHYTOCTU CMOAEMPOBAHHON XyA0XKe-
CTBEHHOW peanbHOCTU, ABHOM WM CKPLITON MHTEPAKTUBHOCTU. U co-
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BPEMEHHbIN Ye/I0BEK MPU MOCPEACTBE SKPAHHbIX YCTPOMCTB NosyyaeT
BO3MOYKHOCTM XPOHMYECKOrO Hab/OAEHNA M y4acTUa B MOAENMPO-
BAaHWW HabAOAaEMbIX MMPOB, B YNPaBAEHUN BbITUEM U3MOONEHHbIX
MepCcoHaXKen — YTo BO MHOFOM aHA/NOTMUYHO CTUIO KU3HU DOXKecTB
rOMepOBCKOro 3noca. MIMeeT MecTo TOT e MPUHLMM, HO MeHAITCA
06BEKTLI €70 NMPUNOKEHWA. PeanbHble Ntoan U peanbHblii MUpP 3ame-
HAOTCA BbIMbILW/JIEHHBIMWU TEPOAMU B BbIMbILUNEHHON PeasnbHOCTY,
YKaHPOBO MHOroobpasHoi, 6ecnsoTHON, YNCTO BU3YyasibHOM, cocpe-
[OTOYEHHOM B KOMMbIOTEPHOM MPOCTPAHCTBE.

TaK NPOCTPAHCTBO Ky/AbTypbl peannsyeT MHCTUHKT CaMOCOXpaHe-
HWA U pelaeT npobaemy npeaocTaBaeHma 60AbLWKNHCTBY CTabUAbHO
¥KenaemblX U BbICOKO OLLeHMBAEeMbIX BO3MOXKHOCTEW. Maccbl TBOp-
YecKMX Nosb3oBaTeneil 0bpeTaroT WANO3UI0 OOXKECTBEHHbLIX CMO-
COBHOCTEN AMCTAHLMOHHOIO ynpaB/ieHUss — HO B 6e3omacHbIX AN
peasbHOro mMupa dopmax, Ha NOJUIOHE BUPTYasIbHON pPeanbHOCTW.
Bo3zeNcTeMe Ha Hee He CTO/Ib ONAcHO U He BeAEeT K HeNpeoaoIMMbIM
KaTacTpodam, K KaKUM HepeaKo NpuUBOAAT AENCTBUA NtOAEN B OKPY-
Jatolwen AeNCTBUTENIbHOCTU. ITO YKPOLLEHHAA, UAIO3UIAHAA KBA3K-
60KeCTBEHHOCTb, AOCTYNHAA MHOTMUM, HO OTTOIO M HEe BeAyLlas K CO3-
[aHWIO XY[L0XKeCTBEHHO COBEPLUEHHDbIX MPOU3BEAEHWNI, aHANOTMYHbIX
rOMepOBCKOMY 3MOCY WM LefeBpam KMHOUCKyccTBa. Peub uget o
peanusalmm MaccoBbIX NOTPebHOCTEN, TO ecTb, CKOpee, O Mosyyae-
MbIX TBOPYECKMMM NONb30BATENAMM PA3BEUYEHMAX, @ HE O BbICOKOM
XYL,0KECTBEHHOM LLEeHHOCTU CO34aBaeMbIX UMUK YCNOBHbIX «APYrux
peanbHOCTEN Y.

Ba)KHO aKLEHTMPOBATb M TO, YTO, HECMOTPSA Ha Ha/iMyMe MOTUBOB
CBEPXYEeN0BEYECKOTO BO3AENCTBUA, FOMEPOBCKUIA 3MOC OTHIOAb He fAB-
NAeTcA NPAMbIM UCTOYHUKOM COBPEMEHHOro GaHTacTUYeCcKoro MoTu-
Ba MeAMyma, UNn «30MBUPOBaHUAY, KOr4a HeKkue cyulecTtsa, byab 1O
CBEPX/IOAM MY yYeHble, 061a4atoLmMe MOTYLLLECTBEHHbIMUW TEXHOOTU-
AMMW, NMOJIHOCTbIO YNPABAAIOT CO3HAHUEM W BONEN NtOAEN, NpeBpaLlan
UX B opyame CBOMX UHTepecoB. Bo-nepBbix, 4TOObI Takoi moTuB odop-
MWACA B TOM BUAE, B KAKOM OH M3BECTEH MO MPOU3BEAEHUAM COBpe-
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MeHHOW MacCoBOW KynbTypbl, He0bxo0AMMa UHAA OLLeHKa BO34EeNCTBUA
Ha Yenoseyeckoe co3HaHue. Y fomepa HET HEraTUBHOTO OTHOLLEHMSA K
60KecTBEHHON AeATENbHOCTU, HET KPUTUYECKOTO OCMbIC/IEHWUA KaK Ta-
KOBOrO MPUHUMMNA MaHUNyAALMIA B6Oros ¢ coO3HaHMEM U NoBeAeHUEM
repoes — He0BOILCTBO MOTYT POXAATb NLWb OTAENbHblE AEUCTBUSA,
BpeAsLlMe OTAeNbHbIM NepcoHaxkam. born BHyLWAOT, HO BHyLWAeMble
NOAM NPU 3TOM He MepecTaroT BOCMPUHUMATBLCA KaK MOJIHOLEHHbIE
JeicTByloLMe NEPCOHbI, XOTA U NnoAnexalme Bnactm 6oros. U aei-
CTBYIOT repou, TeM He MeHee, Blafies coboi, OCMbICNEHHO.

CoBpeMEHHbIN e MOTMB TOTaSIbHOrO BO3AENCTBMA Ha BOJIIO U CO-
3HaHWe NnoApasyMeBaeT M3HaAYa/IbHYH YCTAHOBKY Ha KPUTUYECKOE OT-
HolleHMe K Nog0OHOMY KOHTPOJIIO M ynpaBieHuto. Takoe ynpasnieHne
pacueHMBAETCA HeraTMBHO, KaK HEUYTO HEe3aKOHHOE W HeXKenatesb-
Hoe. A ynpaBastoLwme NepcoHbl NOHUMAOTCA Kak Bparu, Kak nlLHee
W nyratowee 3BeHO B MUPEe CTUXMIAHOMO PasBUTMA U 4eNCTBOBAHMUA.
PaspylieHo ouLylieHne rapMOHUYECKOM Mepapxmm YeaoBeyeckoro u
cBEpX4enioBevecKkoro. PaspylieHo nepemBaHue LLeNIOCTHOCTU B3au-
MOZENCTBMA repoes € Pas/INYHbIM YPOBHEM BO3MOXKHOCTEN.

Tem He meHee, B COBPEMEHHOM KMHO, OCOBEHHO B »KaHpe deHTa-
3U, BCTPEYaloTCA U BapMaHTbl NpeBpalleHnii, bonee 6anskue rome-
POBCKUM MOTMBaM. Mo-NpeHeMy aKTyanbHbl UFPbl C NEPeMEeHON Ten
N XKU3HbIO repos B YyKom Tese. CnocoBHOCTb MHOTOKPATHO MEHATb
TeNlecHyt0 060/104Ky B KOTOPOM OyAeT KUTb CYLLHOCTb MEPCOHbI, aK-
TyanbHa oA nepcoHaxel «HouHoro fo3opa» u «JJHeBHOro A030pa»,
KynbTOBOro cepuana «oktop Kto», dunbmos «Jltoan X», «Cnamt» u
np. Nonumopdursm NpogoaKaeT BOCIPUHMMATBLCS KaK CBOMCTBO €C/Nn
He 6ora, TO cBEpX4YeoBeKa.

LLIMpOK U cnekTp MHTepnpeTauuin cnocobHOCTU AUCTAHLLMOHHOTO
BO3/ENCTBMA repOeB Ha OKPYKAOLWMA MUP. ITOT MOTUB 3aABAAET O
cebe yxe B HEMOM KMHO (Hanpumep, «KabuHeTt gokTopa Kanurapu»,
«JokTop Mabyse — UTrpoK»), B AasibHENLIEeM NPosABAAACh U B MacCo-
BOM, 1 B dpMnocoPpuyeckom aBTOPCKOM KMHO (Hanpumep, «CTankep»,
«XepTBONpuHoLleHne» AHapen TapKoOBCKOro).
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COXPAHWTb B OBJTAKE. MEPE3ATPY3UTb. BbIK/THOYNTL

Boru obnafatoT cNocobHOCTLIO U NPeporaTMBOi perynnpoBaTb pe-
KUM BM3YaNbHOTO BOCMPUATMKSA, C YEM CBA3AHbI U PeaKLMM repoes Ha
npoucxoasilee, U cama BO3MOXKHOCTb AeWCTBOBaHMA. Hepeako 6oru
pe3Ko 0b6pbIBalOT NMOTOK BM3yanbHOM MHbopmaumn. Yto genaet lepa
B «Mnnage», 4tobbl Ha Bpems oTB/eYb 3eBca OT HaboaeHus 3a 6ut-
BamMW TPOsHLEB M axeiues? OHa npeacTaeT nepes 3eBCOM CTO/b MpU-
TAraTe/NIbHOM, YTO OH HAYMHAET MCNbITbIBaTb Heobopumoe ntoboBHOE
*enaHue. Toraa Mepa BbipaskaeT COMHEHUE, CTOMT I UM NpPeaaBaThCs
cTpacTv Ha Uage, roe ux moryT yBUAETb.

lepe bbICTPO OTBETCTBOBA Ty4 BO3AbIMATENb KPOHMOH:

«lepa cynpyra, HM 60r, Ha MeHs NOMOMKMUCA, HA CMEPTHBbIN
Hac He yBnauT: Takol Hag TOOOO KpYrom pacnpocTpy A
O6n1aK 3naToM; CKBO3b HETO HE MPOMNAHET HU CaMOE COJHLE,
Koero octpoe OKO BCE NPOHULLAET 1 BUOUTY.
[6, XIV, 341-344]

B cywHocTtK, lepa npoBoumpyeT 3eBca Ha BpeMs CKpbITbCA B 06/1aKe
M ANCTAHUMPOBATLCA OT BCErO MMPA, BbINYCKana U3 BUAY CparkatoLme-
€A paTu axelues M TpoaHUeB. B apyroin cutyaumm AdpogmTa yHOCUT B
obnake Mapuca oT cparkeHna ¢ MeHenaem 1 Bo3BpalLaeT ero 8 Tpoto.
B «Oauccee» rnaBHOro repos AesaeT BpeMeHHO HeBuaMmMbIM AduHa:

«CKpbITbIN TYMAaHOM, KOTOPbIM €r0 OKpYKMna APuHa,
Mpamo K ApeTe NpUBU3UACA OH U K LLapto ANIKUHOLO,
O6HAN pyKamM KoNeHa LapuLpl, U B 3TO MTHOBEHbE
Baopyr pacctynunach ero obnekasLian ToMa He3eMHas.
Bce 3amonyanu, moryyero myxa BHe3anHo ysuas...».
[8, VII, 140-145]

«CoxpaHuTb B 06/s1aKke» — MOMy/aApHaA KOMaHA4a B COBPEMEHHOM
KOMMNbIOTEPHOWN TEXHOIOTMM XPaHeHUs MHpopMaumn. Ho cam NpuHLmMn
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COKPbITUA N COXPaHeHMA B 06N1aKe NpUAyMaH OTHIOAb HE KOMMbHOTEp-
HbIMW FeHUAMWU. B romepoBCKON MarMyeckom BCeIeHHOM cnocobHOCTb
COKpbITUA-XpPaHeHMA B obnaKe 3aKkpensieHa 3a boramu, a Tenepb, B BU-
PYTanbHOM pPeanbHOCTM, MOAEANPYETCA U UCMONb3YeTCAa NAbMU «B
BMpTyane». MeHseTca mogenb obnaka u npegmer XpaHeHusa BO Bpe-
MEHHOWN M3015UMM, HO MPUHLMM, COYUHEHHbIA MUPONOTMYECKUM CO-
3HaHMEeM, BOCNPOU3BOAMUTCA.

TpOSIHCKMIM KOHb, KOTOporo co3gaeT Ogucceit No noackaske ApuHbI,
KaK 1 cnaceHue oT uuMKaona nog 6ptoxom 6apaHoB (yKe npuaymaHHoe
6e3 60XKecTBEeHHOro y4acTu1s), — 3T0 Pa3HOBUAHOCTM TOTO XKe NpUHLUMNa
«0b1aKa», TONbKO NPUMeEHEHHble 6e3 BCAKOW Marmu, ¢ CambiMu 0ObIY-
HbIMW MEXaHUYECKUMWN NpegMeTamm U 3eMHbIMU CMEPTHbIMU NH04,b-
Mmn. Ogmccelt, Kak camblii UHTENNIEKTYasIbHbIN repoi, cnocobeH Boc-
NPUHATbL OT 60roB Maet obnaka n TpaHchOPMUPOBATL ee AOCTYNHbIMK
ONA CMepTHOro cpeacteamu. M ecam 6ory npucyLL, TeNeCcHbI NoAMMOp-
bM13M, YenoBeK C NMOMOLLbIO MAEeN BOrMHM OTKPbIBAET NOAMMOPPU3M
npuema, TexHosnorMun, obpetatolelt pasnyHble, MHOTAA Hey3HaBae-
Mble BOM/IOWEHMA.

Tak KpUCTaNIM3yeTcs MNPUHLUMN, KOTOpbIA OyaeT MHOrootpasHo
TPaHCPOPMMPOBATLCA B UCTOPUN KYNbTYPbl — MPUHLLUM HETOXKAECTBEH-
HOCTW MaTepuManbHOM 060N104YKN U ee coaepKaHua. BHyTpu TposHCKoro
KOHSA, MO CYyTU [ieNla, MOXKET 6bITb BCE, UTO YrofiHO, — 30/10TO, OPYKHUE,
efaa, *MBoTHble M np. O60/104Ka, CKPbIBAOWMIA CNOM aBTOHOMHbI OT
CBOEro Hamno/aHeHWA. A Hano/siHeHWe cnocobHO HEOAHOKPATHO MEHATb-
cA. CobCTBEHHO, 3TO U eCTb NPUHLMMN KKOHTEHTa», NPUMEHAEMbIN KaK
Ha TeNeBUAEHMUM, TaK U B KOMMbIOTEPHOWN U MHTEPHET-peanbHoCcTU. Cam
NPUHLMM KOPODOKKM, TO eCTb KOPMYCHOrO HOCUTENSA, pPa3BMBLUEroca A0
bopm TenenpuemHmKa 1 KomnbloTepa, NoAPa3yMEBAET, YTO KBHYTPbY»
TE/NeBM30PA M KOMMbIOTEPA «3aKNAAbIBAETCA», UAN MNOCTYMNAET», BCe,
YTO YroaHo, 06O TMN Nporpamm, MHPOPMaLMOHHbIX BaoKoB, 0bpa-
30B. B KOMMNblOTEPE MOTYT XPAaHUTBLCA KaKUe YrogHO maTepuasbl, CakThl
MOTYT 3aMO/IHATLCA N0ObIM COAEPHKMUMbIM — TE/TO XPaHEHWUA He OTBeYa-
€T 33 TO, YTO Y HEero BHyTPW. 3a 3TO OTBEYAIOT MOAEPATOPbI KOHTEHTA.
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OAMH U3 gOCTYMHbIX 6oram NPUeMoB NpeKpaLLeHns BUTBbI — HaCbl-
JlaHWe TbMbl, 3aTEMHEHWE NPOCTPAHCTBA, KaK Obl BbIK/IOYEHNE 3PU-
MOT0 MMpa. AAKC B3blBaeT B 6MTBE, Noc/ie HacaaHHON 6Orom TbMbl:

«“3eBc, HaW BMaAblKa, N36aBb aprMBsAH OT YXKAaCHOro MpakKa!
[HeBHbIN CBET BO3BPATU HAaM, Aall HAM BUAETb o4amm!
W npwu ceeTe rybum Hac, Koraa y»e Tak BocxoTen Toil”
Tak roBopw, — v cnesamu repos oTeL, yMUAUACSH;
BbICTpO 061aK OTBEN, U MPAK HEHABUCTHbIN paccesn;
ConHue ¢ Hebec 3acKano, U BUTBA KPYrom OCBETUNACHY.
[6, XVII, 645-650]

Bnpouyem, NOCKOMbKY BHELWHUIN MUP NPOAONKAET CYLLECTBOBATD,
BpeMeHHOe Hacbl/laHWe TbMbl UK OKYTbiBaHWe obnakom bonee aHa-
JIOTMYHO Nepesarpy3Kke, BPpeMeHHOMY M OTHOCUTE/IbHO KpaTKoMy npe-
KpaLeHM0 HOPMAJIbHOTO aKTUBHOTO GYHKLMOHNPOBAHMS.

CneunduuyHa boxKecTBeHHaa CNocOBHOCTb /IOKa/bHbIX BbIKAOYe-
HUI KaKON-TMHBO YacTu peasibHOCTU, KaKoro-nmbo oTaenbHOro ee obu-
TaTens, byab To 60r nan cmepTHbIN. BonwebHuua Umpues noasasetca
cpeam axeiues HeBUAMMON. B nocneaHei necHe «Mnumagpli» Mprama,
LUECTBYIOLLEro Yepes CTaH axesH, CONpoBOXKaaeT lepmec, norpyxas
B COH CTPakeW axesiH U OTBOPAA TAMKe/ble 3aMopbl CHaYana CTEHHOWM
6aLHK, @ MOTOM M Xuanwa Axmaneca. 3NM30408 TOrO M APYroro poaa
npeaoctatoyHo un B «Mnnage» n B «Ogucceen.

CmepTb e uHTepnpeTtupyetca y fomepa Kak 3acTUaHUEe TbMOM
B30pa YyenosekKa. Mo BbiBogam baccu, B «Mnnage» BapbupytoTcs age
noaTuyeckme Gpopmysbl 0603HAYEHMA CMEPTU — KCMEPTE/bHbIN KO-
HeL, Hakpbln ero» (telos thanatoio kalupse) n «Tbma noKpbina ero rna-
3a» (skoto socce kalupse) [13, p. 135]. Tem cambiM, HeobpaTUMmoe «3a-
TEMHEHMe» B30pa M 03Ha4YaeT NPOHUKHOBEHNE TbMbl BO BHYTPEHHUI
MUP Ye/I0BEKA, YTO U eCcTb CMepTb. [JobpoBobHOE camoybunincTeo ao-
6nectHoro TepmuHaTopa B KapTuHe Oxkelimca KamepoHa «TepMuHa-
Top 2: CyaHbIl AeHbY ByaeT n3obparkaTbCa Kak 3aTeMHEHMe 3KpaHa-
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Mo3ra pob0oTa, B KOTOPOM OCTAEeTCA HAa HECKO/IbKO CEKYH/A, FOpPeTb 0AHa
KpacHas To4YKa, a MOTOM M OHa MCcYe3aeT, BoLapsaeTca NosHasa TbMa.

B aHTMYHOM InTepaType NHAMBMAYA/IbHAA CMEPTb YacCTo NpeacTaB-
NAETCA MMEHHO KaK pacnpocTpaHeHUe «BHYTPeHHeW TbMbl» B YesioBe-
Ke. OgHaKo obpaTHas NIorMKa AeNCTBYET He BCeraa, aHanorusa TeMbl/
CMepTu He abcontoTHa. CnenoTa, PasHOBUAHOCTb K BHYTPEHHEN TbMbIY,
MOXKET ObITb NI0AOTBOPHOM, KUBUTENBHOW AN1A CO3HAHWUSA, Hadenss
YyesioBeKa 3KCTPAOPAMHAPHBIM 3HAHUEM, KBHYTPEHHUM BUAEHUEMY,
mMmyapocTbto. 06 3TOM cAaenaHo HeMano UCCAef0BaHUM, NO3TOMY Mbl
He 6byaem noAapobHO ocTaHaBAMBaATbLCA HAa 3TOM MoTMBe. Cymmupyem
NLWb, YTO 06pPasbl HACTYNIEHUA U UCYE3HOBEHMUA TbMbl UK Xe be3-
BO3BPATHOMO NPUXoAa TbMbl 0603HaYatOT NMOBOPOTHbIE U3MEHEHUA BO
BHELIHeM 60/1bLLIOM MUPE N BHYTPEHHEM MUpe nHAMBMAA. boram ao-
CTYMHa Urpa c TbMOM, CO34aHNE UANO3UNA BPEMEHHOTO HEBbLITUA OT-
Oe/bHbIX YY4aCTKOB BHeLWHero mupa. O6pa3s TbMbl MOXKET ABNATb BU3Y-
a/M3aLmto Kak HeobpaTMMoro HebbITUA KOHKPETHOTO Ye/I0BEKa, TakK U
MHUMOTr0, 06paTUMOro HebbITUS OKPYKaloLLEeN peanbHOCTH.

BbIKk/loYeHMe-BKIOUEHWE 0BpasytoT Ba OCHOBHbIX perkunma 6bi-
TUA COBPEMEHHOWN 3KPAHHOM peanbHOCTU. TeXHONOrMA MrHOBEHHOIo
NOsAB/MIEHUSA N UCYE3HOBEHMUSA 3KpaHHOro obpasa, HeobbACHMMAA Ha
YPOBHE 00bIAEHHOrO MbILWAEHUS, HECceT B cebe Ky/NbTypHOe poacTBO
C BoNWwe6CcTBOM, TBOPMMbIM HOXKECTBEHHOW BOJiei. PasninyHble BUAbI
3aTEMHEHMS NO-MPEXHEMY UFPALOT PO/ib BU3YaiM3aLUmm HEDbITUA, He-
GYHKUMOHNPOBAHUSA, HEMPUCYTCTBUA, NMPU KOTOPbIX OTPULLAHKE, TEM
He MeHee, He 03HaYaeT HeHaNoHEHHOCTU, NycToTbl. HebbiTHe B BUAE
TbMbl — 3TO He OTcyTCTBME BbITUS, @ 0COBbIN pexum bbiTMA, NPUCYT-
cTBMA, GYHKLUMOHMPOBAHMSA, TaK HAa3bIBAEMbIN «CMALLNI PEKUMY.

NMOJINIKPAHHbIN LUUT AXUIIECA

MosABNAIOTCA U NPeATeYn Uaen CoBPeMeHHOro sKkpaHa. B «Mava-
Ae» npeAsKpaHHble CBOMCTBa 04eBUAHbI Y WuUTa AXmunieca, BbIKOBaH-
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Horo ledecTom M ONUCbIBAEMOro o4eHb NoApPo6HO. ITO PpaHTacTUYe-
cKan Gopma C AMHAMMUYECKMMU M306paKEHUAMM:

«LLINT M3 NATM cocTaBUA INCTOB M Ha Kpyre 06LWMPHOM
MHOKecTBO AMBHOro 60r No 3ambIC/1am TBOPUYECKUM caenann.
Tam npeacTaBua OH 3eMto, NpeacTaBun U Hebo, 1 mope,
ConHue B NyTU HEUMCTOMHOE, MOJIHbIM cepebpsHbIi mecal,
Bce npeKkpacHble 3Be34bl, KaKUMM BeH4YaeTcA Hebo...».

[6, XVIII, 481-485]

«Tam e [Ba rpaga npeacraBun oH ACHOPEYMBbIX HAapPOA0B:
B nepBOM, NPEKPACHO YCTPOEHHOM, BPaKM 1 MUPLLIECTBA 3PEINCHY.
[6, XVIII, 490-491]

«lopopg apyron obnexanu ase cUibHble PaTu HAPOAOB,

CTpalHo cBepKas opy:Kuem. PaTu ABOSKO rpo3uau:

Mnb paspyLmnTb, Uab rpaxgaHe ¢ HUMU A0MKHbI pa3aenmTbea

Bcemu 6oraTtcTBamm, CKOIbKO LBETYLMIA UX Fpaj, 3aKao4aeT».
[6, XVIII, 509-512]

«[anee Bblaenan none c BbICOKMMMN HUBAMWU; KaTBy
*ann HaeMHKUKK, OCTPbIMK B ANaHAX CEpriaMu CBEPKaa».
[6, XVIII, 550-551]

B cueHax, oTobparkeHHbIX fedecTom, pazBopauymBatoTcs bpayHble
TaHUbI, MAET CNOP O M34e 3a YBUINCTBO, NPOMCXOAMT Kparka CTaAa 1 no-
FOHA 3@ NOXUTUTENAMM U NpP. Bce nepenosiHeHo ANHAMMUKOM, KU3HbIO.
OnucaHve 3acTaBiAeT Hac 3abbiTb, YTO Mepes HaMK YacTb BOOPYKe-
HWA. PaboTa ledecTa BbIMMALUT KaK HAaCToALLEE MAarMyecKoe 3pesmLLe.
LWMT npom3BoaWT BrevaT/iieHWe MOYTM MOSMIKPAHHOrO YCTPOMCTBa,
[10 KOTOPOTO AaKe COBPeMeHHOMY KOMMbIOTEPY MOKa Aaseko. B cue-
HaX WMTA Napaaie/ibHO NPOUCXOAAT pasHble COBbITUA, COCYLLECTBYHOT
pa3Hble NPOCTPAHCTBA, CBEPLUAOTCA CyAbbbl MHOMMX Ntoaei.

THE ART AND SCIENCE OF TELEVISION 143



Ewe JSleccnHr B cBoem Tpyae «JIaOKOOH...» yTBepgan, yto fomep
OMUCLIBAET LUUT KHE KaK BeLLb YXe COBCEM roTOBYI0, 3aKOHUYEHHY!IO, a
KaK Bellb CO3al0LLYIOCA... CO34aET XKMBOE U306parkeHne aencTBmna»
[14, c. 42]. CywwecTBEHHO TO, YTO cam Mo cebe NoAOoOHbIA NPUHLMM
onucaHua, 6AM3KOro pacckasy o peanbHO BUANUMBIX COBbITUAX, HE AB-
NIAETCA YHUKAbHbIM Npuemom fomepa, HO BOCXOAMT K pacnpocTpa-
HEHHOW TPaAuLUMN OPEeBHErPEYECKON INTEepPaTypbl, O Yem nNoapobHo
nuwert B cBoel KHure Hapto C. bekep [2, p. 30-34]. Tak yTo MbI 3a-
[aeMcA NpeXKae BCero BOMNPoCoOM 0 TOM, Kakne addeKTbl nponssoauTt
MHOTOC/IO¥KHOE ONnMncaHue LWnTa, Nog0H6HOro MarMyeckomy aKpaHy, B
«Unnage», B KOHTEKCTE BCEN NTNMHUM Axunneca.

BoraTas BM3yasbHaA 06pasHOCTb WMTAa M €CTb 3HaK TOro, YTO ero
cosgan ledect Ha Onumne. HUKAKUX MHbIX NPU3HAKOB Bo/sWEBHO-
CTW Y WMTA HET U He byaeT nposAsaeHo B xode 6utebl. LLUT He ByaeT
cnocobcTBOBaThb, AOMNYCTUM, BO/WEOHOMY CMACEeHUIO OT Kakon-1mbo
noyTn Henobegmmoi onacHocTW. (B aHTMYHOW mMudosorMM ectb M
Apyrue KoHuenumu wuta: wut MNepces nomoraet emy ogonets fopro-
Hy Megay3y 1 ocTaTbCA *KMUBbIM. MPKU 3TOM LUT BbINOAHAET GYHKLMIO
3epKana, onATb e NpPasKpaHa, NO3BONAKLWEN0 He CMOTPETb Ha camy
lfoproHy.) Jonroe onvcaHWe BOMJIOWLAET AJNTENbHOCTb H060BaHUSA
cKasuTens Gopmon Wwuta, ntoboBaHMe abcoNtoTHO BecKopbICTHOE,
HOCslllee «YMUCTO ICTETMYECKMIA» XapaKTep. BmecTe c Tem, B CBOEM
ntobosaHun fomep cnoBHO ybexaaeT cebs u caywaTenei B TOM, 4TO
ledecT caenan Bce, Ha YTo H6bIN cnocobeH. Ho yem 6onee Bennkone-
neH v rpPaHAMO3EH LWUT, TEM MyYUTE/IbHEE CO3HAHME HEMUHYEMOM -
6enu repos. Mo TouHomy HabntogeHuto C. /1. LLeliHa, aapbl 6eccmepT-
HbIX /INLLIb OTTEHAIOT HEMPENOXKHbIN GaKT cmepTHOCTU Axunneca [15,
p. 93]. N 310 Tem b6onee cyLwecTBEHHO, YTO MMEHHO 3TOT repoi NoCTo-
AHHO COOTHOCMUTCA C HOXKeCTBEHHbIM Havasnom [15, p. 91].

Yem BoswebHee WwuT, Tem 6osee owyTMm Apamatiuam HeabcontoT-
HOW Bo/ILIEOHOCTUN ero Hocutens. LT, caenaHHbIn 6orom, He MoOXKeT
npespaTUTb AXmnaneca B NoOJHOCTbIO HeyA3BMMOro repos. LLnTt notps-
CaeT Halwe BoobpakeHue, a repoa OT CMepTH He crnacaeT. Y wura au-
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HaMWKa NUPLIECTBEHHbIX POPM M3ObITOUYHA — Y AXmManeca gUHaAMMUKa
YKU3HM JOMKHA CKOpo obopBaThbCs.

Marunyeckaa MOAMIKPAHHOCTb LMTA OTTEHAET y4yacTb repos, aK-
LEeHTUPYeT KOHTPACT BO/WeEOHOro npeameTa U CMEPTHOCTU He Mnon-
HOCTbIO 3aLUMLLEHHOTO, HEe MOJIHOCTbIO BO/IWIEBHOrO KMBOFO Tena.
B obpase WwuTa Kak bbl BOMJIOLLEHO KeflaHUe 4apoBaTh HAZEXKAy Ha
cnaceHne AXunna — v BMecTe C TeM YKasaTb Ha ee TWweTHocTb. KaK no-
Ka3blBaeT B cBoeli pabote Pyt Ckoaen, romepoBCKMe NpousBeseHus
BO MHOTFOM anesMpytoT K HeNocpeACTBEHHON peakuMu caylwaTenemn.
Ho B TO ke Bpems cnyliaTenm COCTOAT NPEUMYLLLECTBEHHO U3 NHOLEN,
XOPOLWO 3HAKOMbIX C M31araemMbiMU MUPOIOTMYECKUMM CIOXKETAMM.
[la K TOmMy e 1 camo NMOBEeCTBOBaHME MbIC/IMTCA KaK HEYTO roToBOE,
MOHOCTBIO 3aBEPLUEHHOE U CylLecTBylollee B CO3HaHMM Mys3bl [16,
p. 66-68]. Mepen ckasuTenem CTOUT 3a4aya ynpasaaTb 3TUM TUMOM
BOCNPUATUA NOCBALLEHHbIX, OCBEAOM/IEHHbIX, KOTAa BHUMaHMe opra-
HU3yeT OTHIOAb He He3HAaKoMaA CobbITUIHAA LLerb, @ HEYTO MHOE.

OnucaHue WuTa — 04HO U3 OTCTYM/IEHUI, 3ameanatoLLee pa3suTme
COBbITUI M AaXKe B KAKON-TO CTEMNEHU COAEPKALLEE JIOMKHbII KA,
Korga BAPYr CAywaTtenm MoryT YyCOMHUTbCA B TOM, YTO MMEHHO CO-
6upaetca ckasatb My3a. Bonpeku 3HaHUIO 0 cyabbe Axunneca cny-
LIATe/It0 MOKET NMOKa3aTbCA B NPoLecce OMUCAHWUA LUTa, YTO repom
OOJIKEeH cnacTucb. HenocpeacTBeHHOE OLLYyLLIEHME, TEM HE MEHEE, He
OTPULLAET BO3MOXKHOCTU €r0 OCMbIC/IEHMA KAaK My4YUTENbHOW WAAtO-
31K, Yero-T0 MHMMOro, 06MaHYMBOrO, HO OT 3TOTO HE MeHee Xena-
emoro. Takum obpa3om, foaroe onncaHne BU3yanbHOCTU WUTA Apa-
MaTU3MpPYyeT CAyLiaTeNbCKoe BOCNpUATUE, ByaUT [AONONHUTENbHYIO
pednekcuto, porKAaeT NPOTUBOPEUMBbIE SMOLMU. B3biBaeT K cnocob-
HOCTM CAyLIaTeNA OCYLEeCTBAATb BHYTPEHHEee, yMO3pUTe/ibHOe MeTa-
HUEe MexAay ONMMCaHWEM «MONN3IKPAHHOIO» LNUTA, rAe BO3MOMXHO BCe
M cpasy, M OAHOHAMNpPaBAEHHbIM BEKTOPOM cyabbbl repos, KOTOPbIN He
MOMeT ObITb U3MEHEH U B peasinsaLmm KOToporo AXmaaec He CMOXKET
He NOrMBHYTb.
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BU3YANTU3ALMA XOOA BPEMEHW. NOKPbLIBAJ1O MEHENOTIbI

B «Oauccee», NOCTPOEHHOM Ha AJ/IMTENbHbBIX U MHOKECTBEHHbIX
OTCPOYKax BO3BPALLEHMSA repos 4OMOM, 0cOb0 aKLEeHTMPOBaH MOTHKB
perynsumMm BoCNpusaTUs xoaa BpemeHu. Urpbl co BpemeHem noasnact-
Hbl Kanunnco Ha ee Bo/LIEOHOM OCTPOBE, rIe rof, KaXKeTca mecauem, a
MecAL, — OAHUM AHem. Kanunco 3ameanser nepexnBaHne BpeMeHn,
CyOBbEeKTUBMPYET ero ABuKeHne. M coBepLleHHO He BaXKHO U He 06b-
ACHMUMO, KaK el 3To yaaeTca. Kaamnco Humda, marus ecTb marus.

Korga yenoBeK Hyxaaetca B Tex e addeKkTax 3ameaNeHHOro
BPEMEHM, Ha MOMOLLb MNPUXOAUT ¥M3Hb BU3yanbHOW maTepuun. Yto
nenaet cynpyra Ogucces, MeHenona, YTobbl OTNOXKUTL BPEMS CBOe-
ro peweHua o Bbibope KeHnxa? OHa TKeT NOKPbIBaIo, @ HOYaMM ero
pacnyckaet. To ecTb CO34a€eT BM3ya/ibHYIO MaTepPUIO, KayecTBo U3Me-
HEeHMA KOTOPOK A0/I}KHO 0603Ha4YaTb ABUKEHUE BPEMEHU, U3MEPATb
X04, BpeMeHU. MHTepecHo, YTo HeobXxoAMMOCTb B NOKPbIBA/IE MOTU-
BMPOBaHa reponHen Kak 06a3aHHOCTb caenatb norpebasnbHbi caBaH
ans otua Oaucces, JflaspTa, cTapua NPeKJoHHOro Bo3pacra. Pacnycka-
HMEe COTKAaHHOTO MOKpPbIBaaa, NPM3BaHHOE OTCPOUYNTbL BbIOOP KEHUXA,
BbIFNAANT U KaK OTCpoYMBaHMe cmepTu JlaspTa.

MeHenona cMMynUpyeT AMHAMUKY KMU3HM CaMOTKAHHOW BU3yaib-
HOM MaTepun — a Ha CaMOM fJefe C ee NOMOLLbIO OTMaTbiBaeT HUTb
BPEMeHM Ha3a. ITO OYEHb MOXOMKE Ha TO, KaK B Pa3HbIX aBaHTIOPHbIX
KMHOCHOXKeTax, YToObl BbIMIpaTb Bpems, nepes noberom 13 Kakoro-Hu-
6yab 3aKNHOYEHMA FEPOU YXUTPAIOTCSA MOCTaBUTb KaMepy HabaaeHNs
Ha cTonKaap, U HabnaaTeNn-aHTaroHUCTbl HEKOTOPOEe Bpems Npu-
HMMaLOT OCTAHOB/IEHHYIO Kamepy 3a CTaTMKy Habatogaemoro anua, a
OHO YKe J,aBHO MepMeCcTUIOCh U MOKMHY/IO 3aCTEHOK.

FfomepoBckas MNeHenona, X1ByLaa 3a40/ro A0 3/NEKTPOHHbIX TeX-
Honorun, paboTaet, TeM He MeHee, MMEHHO C BU3ya/IbHbIMW UAO3M-
AMKU. U ee aenicTBmA Mo urpe ¢ cybbeKkTMBM3aumnen 1 Busyanmnsaumnen
BPeMeHM, CyLLecTBYlOT Ha ¢oHe marum Humobl Kanunco. MeHenone
yAaeTca obMaHbIBaTb KEHUX0B TpU roga. Humoba Kanunco yaepu-
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BaeT y ceba Oamccesn B LLe/IOM BOCEMb /1ET. ITO, KOHEYHO, 60/bLUE, HO
UM pbl CONOCTaBUMbI, Y4UTbIBAA OTCYTCTBME Y [eHenonbl Kako-nnbo
marun. HeHuxum, o6BuHAA MeHenony B obmaHe, roBOPAT O TOM, YTO
AduHa BHyLWaET et MHOro Nog06HbIX Ko3Hel. O4HAKO A0raKa *KeHu-
XOB HUTAe Hanpamyto He noaTeepxaaetcA. Cama MNeHenona Anwsb oa-
HaKAbl CKAXKET, YTO AEMOH ee HaZ0yMW/ TKaTb MOKPbIBaIO A1 06Ma-
Ha eHunxoB. Ho 1 TonbKo. Takol YacTol U MHOroo6pa3HOM NOMOLLM
OT KOro-nnbo n3 beccmepTHbIX, KaKyto nonyvaeT Ogucceld, MNeHenone
He OKa3blBatoT HU AdUHA, HU MHble 6oru. MoBecTBOBaHME oTObparkaeT
CKopee B3aumogencTame actapetHoe. Oaucceto nomoraet APuHa, a
MNeHenone nomoraet NpenmyLLecTBeHHO 1toboBb K Oaucceto. U B cBo-
nx pencteuax MeHenona — AOCTOMHaA cynpyra UHTENNIEKTYyaslbHOrO
Oamccen. [x>KoH YHKNep B rnaBe «Xutpoymue MeHenonsl n flomepa»
cBOel MoHorpadumm, NOCBAWEHHOWN FreHAEePHbIM acneKkTamM KynbTypbl
[peBHen Mpeumun, garke pasBMBaET MbIC/Ib O TOM, 4YTO B nmue Oguc-
cea u MNeHenonbl ABNeHa OAHA UHAMBUAYANBHOCTb, 06a NepcoHaa
XapaKTepumayoTca OA4HUMM U TeEMU Ke cBoicTBamu [17, p. 129-161].

Ecnm B «Mnvage» npaBut 6an CTUXMSA MYXKCKOTO CAMOBbIPAXKEHMS,
N XUTPOYMHbIV My Oauncceit nogpaxkaet 6oram, cosaaBas KoHA, pa-
6oTaloLLero Kak cKpbiBatoLLee 061ako, To B «Oauccee», ¢ ee KybTOM
OOMa 1 CYyNpY»KecTBa, Ha4yepTaH CHOXKET KEHCKOro XMTPOyMUA, noapa-
¥KaHUA reponHn beccmepTHoM HUMPe. B 06omx ciyyasx nogpaxkaHue
6ecco3HaTenbHOe, HENPOU3BOIbHOE, HeaeKknapupoBaHHoe. Ero Kak
Obl HMKTO He 3ameyvaeT M He pacLeHMBaeT Kak nogparkaHue. Ho oHo
ABNAETCA TAKOBbIM B 06LLEN ClOXKETHOW cucTeme fomepa.

3PE/IULLA M NTOCKOCTU. 3BEMHASA NOBEPXHOCTb U CTEHbI

Bonee CNoXKHbIN BapuaHT NoApaxKaHua 1 ero oLeHoK HeceT B cebe
elle oauH npasKkpaHHbIM 0bpa3: cTeHa, BO3ABUraemas axenmuamu B
npouecce nocnegHero nepuoaa BonHbl. CTeHa npeactasnser 60/b-

Y0 BEPTMKANbHYIO NMOBEPXHOCTb, M NYCKali B Hell ecTb ballHK, OHa
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BCE PaBHO OCTAeTCA aHa/JI0TMYHa 3KPaHHOW NIOCKOCTU. fomepoBCKas
CTEHa axelLeB y¥Ke M B aHTUYHOCTU POXAAsa CNopbl, aKTUBU3NPYA
OMNCKYCCUM BOKPYT MOHATUI PeasibHOro M BOSMOXHOI0, UCTOPUM U NO-
33um [13, p. 131-135]. OgHaKo mMbl He Byaem NPoAO/IKATL Pa3mblLLie-
HWA B 3TOM TPAAULMOHHOM pycne, obpaTnB BHUMAHME Ha pAafg AeTa-
el 06pasa, CyLLeCTBEHHbIX MMEHHO A1 TEMbl AAaHHOM CTaTbMu.

CTeHa, ABNSETCA OHAa UCTOPUYECKMM PaKTOM WM HeT (nociegHee
BepoATHee), HeobxoAMMa MO JIOTMKe 3Moca, U MOTOMY OHa A0JXKHa
NOABUTLCA — NPUTOM, UMEHHO MOABUTHCA B XOAe NOBECTBOBAHUA, @ He
6bITb y*Ke BO3BEIEHHOM K Hayany paccKkasa o TpoaHcKoi BoliHe. (Mac-
COBaA 3KPaHHaA Ky/abTypa NPOAO/IKAET MCNOAb30BAaTb MOTUB CTEHbI.
Hanpumep, B «Mrpe npecTtonos» 3TO OAMH U3 K/IOYEBbIX BU3YasbHbIX
06pa3oB. CTeHa — L03/1EKTPOHHbIN 3KPaH BHYTPU KMHO- U TeNeakpa-
Ha, BU3yanbHO 3P PEKTHbIN U HecyLMii B cebe aKTyanbHble A5 coBpe-
MEHHOTO MMpPa CMbIC/Ibl, YTO TPEBYET OTAENbHON CTaTby.)

Mo mHeHuto Ba. A. J/lykoBa, MMp anoca BoobLLe CTpeMnuTcs K npe-
OeNbHOMY MapansennsMmy M pPaBHOBECUMIO B ODPUCOBKe AEWCTBUN
KOHOAMKTYOWMX CTOPOH. MccnenoBaTenb MOKasbiBaeT 3TO HA Npu-
mepe «MecHn o PonaHae» [18]. Ho gaHHbIM NpUHUMN peannsyeTca u
8 «Mnnape». Bce oCHOBHble, 0C0H60 3HAUMMble AENCTBUA UAN CUTY-
aunn, MmerLLIMe MecTo B OAHOM /arepe, AO/KHbl UMETb MECTO U B
apyrom narepe. M HaunHaetcs «Mnnaga» c pacnpu ns-3a npeKpacHom
AeBbl, AOCTaBLIENCcA B KayecTBe A4006bl4M ArameMHOHY. Xpucenay Ha-
O0OHO CPOYHO BepHYTb ee OTLy, *Kpely AnoanoHa, 4tobbl ymepuTb
rHes 6ora. 3Ta cUTyaLMa BO MHOTOM NapasnenbHa CUTyaumm C noxu-
weHnem EneHol n TpeboBaHnaMKU BepHYTb ee MeHenato.

Y TposAHLEB eCTb CTeHbl TpoW. Y axelLeB HeT CTeHbI, U OHU BO3BO-
OAT ee, 4TOObI, COMNACHO 3aKOHAM 3MUYECKOrO0 ¥KaHpa, MaKCMMalbHO
CPaBHATLCA C TPOAHLAMM B CBOMX BO3MOXKHOCTAX. B aTOM, AymaeTcs,
W CKpblTa OCHOBHaA, HO He eANHCTBEHHAA, PopmanbHaa MoTMBaLMA
HeobXoAMMOCTU CTEHDI.

Kak cnpaBen/inBo oTmeyatoT nccnegosatenn, ob aTol cTteHe HUYe-
ro He U3BECTHO M3 APYTrMX UCTOYHMKOB. [03TOMY pe30HHO Npeanono-
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UTb, UTO €e HUKOrAa U He Bblo, B OTIMYMe OT cTeH Tpou [3, p. 46-51].
Mo MHEHUIO N aHTUYHbIX, U COBPEMEHHbIX yYeHbIX, [omep 3Han, yto
noAo6HOM CTEHbI Y aXxenLUEeB He CyLecTBoBano. [loaTomy, Kak cumTanm
B @HTUYHOCTM, B YacTHOCTU, CTpaboH, MOST MOTMBUPOBAJ MNoJIHeNLWee
NCYE3HOBEHME CTEHbI THEBOM HOrOB M UX PELLUEHMEM CTEPETb CTEHY A0
OCHOBaHMUSA, YTOObI HE OCTAaBUTb AaKe JIerkoro HanomMmMHaHUA O HeM
[3, p. 52], [13, p. 125]. Beab B npoTMBHOM ciy4Yae fomepa Morau yam-
4YnTb B 0OMaHe, KaKMM NPeaCcTaBAsNCS YNCTbIN BbiMbices. B Te Bpeme-
Ha BbICOKWUI »KaHpP acCOLMMPOBACA C U3BECTHOM BCeEM QaKToNormen
MudoB. A paKTonornma sta MbiCIMNACE AOCTOBEPHON, roBopALLEen o
peasibHOM aseKOM MPOLU/IOM.

Ho nopobHble HeobsA3aTenbHble CHOXKETHble 3BeHbA W 06pasbl
6b111 HeobxoauMbl fToMepy M MO APYIMM, BHEBPEMEHHbIM XyAoXKe-
CTBEHHbIM NPUYMHaAM. MHOTOONbITHbIA UCKYCHbIN CKa3uTeNb CO34aeT
BECbMa BMNeYaTAAOLWY0 M NAapafoKCabHYIO CUTyaLmto. AXelLbl cTpe-
MATCSA Pa3pyLnTb CTeHbl TPOU, U CayLIaTeNn NPEKPACHO 3HAKT O TOM,
yTo cTeHbl Tpou ByayT paspyweHbl. Ho B camux necHax «Unmnaapi»
NPOUCXOAMUT HEe 3TO, a CTPOUTENBLCTBO U PaspyLUEHME CTEHbI aXelnLeB.

[aHHOe cloXeTHOe 3BEHO B/ieYeT 3a coboi gpyrve cogeprraTenb-
Hble HIOaHCbl. AxeliLbl BO3BOAAT CTEHY NO COBETy cTapua Hectopa, u
OEnatoT 3TO 33 OANH AEHb — K U3YMJ/IEHUMIO U THEBY DOroB, KOTOpbIE He
CaHKLUMOHMPOBAAWN [@aHHOIO CTPOUTENBLCTBA U HEe 0406PSAIOT ero, Tem
b6onee 4Yto CTpoUTENbHbIM paboTam He MpeaLwecTBoBano H6onblIoe
}epTBonpuHoweHue. MocelnaoH Bo3myLLaeTca, 6ecrnoKkosch 0 «peso-
HaHCe» CTeHbl:

«CnaBa 0 Hel pacnpocTpeTcs, rae Toabko JeHHuua cuser!
Ho 3abyayT 06 oHol, KOTOpPYtO i C ANOIIOHOM
OKoso rpaga uapto J/laomefoHy co3gan, Tomsaca!»
[6, VII, 451-453]

3eBC peLaeT paspyLUUTb CTEHY NOC/Ie OKOHYaHWA BOVHbI. PaspyLie-
HWe, KaK nosecTByeT fomep, 3aHMMAET Le/bIX AEBATb AHEW U TpebyeT
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rPaHAMO3HbIX BOXKECTBEHHbIX YCUAMUI, YTO KOCBEHHO MoA4YepKMBaeT
BE/IMYMNE CTEHbI, TBOPEHUNSA YeioBeYyeckux pyk. CTeHa, co3aaHHana eam-
HbIM KONIEKTUBHbBIM YCUIMEM NHOAEN, BMONHE CONOCTaBMUMA C Npes-
MeTaMM, co3gaBaembiMu 6oramu. ITo yrKe He MPOCTOo noapakaHue 6o-
ram, Ho U HeBOJIbHOE CONnepHUYEcTBO ¢ 6oramu, 1 BeCbMa YCreLHOoe.
Mpw B3rnsae ¢ 60bLLON ANCTAHLMM, OCODEHHO CBEPXY, CTEHA axenL,eB
BUAUTCA HE TO/IbKO CMMBOJ/IMYECKOM, HO M BMNOJIHE peasibHOMN «rpaHu-
uen mexay nobesol 1 nopaxkeHmem, BOSMOXKHOCTbHO M HEBO3MOMKHO-
CTblO BEPHYTLCA AOMOW, ¥KM3HbLO 1 cmepTbio» [13, p. 131]. 310 0bpas-
TEKCT, HECYLLMIA PAJ CMbIC/IOB, Ba*KHbIX A5 CUTYaLLMM BOWHbI U KaK Obl
CTaBALLEM BONPOChl 0 byaylem, o pesy/bTaTtax BOWHbI.

«CTMpaHMe» cTeHbl, 0 KOTOPOM roBOpPUT fOMeEp KaK O TOM, YTO CA1y-
unTcs B ByayLLEM, NMOKa3bIBAET, YTO CTEHA axelLeB BOCNPUHMMAETCS
6oramm ToKe KaK HEKUI TEKCT, HO C APYrMMU CMbICTaMW. ITO Hexe-
NlaTeNbHbIN TEKCT II0AEM O NOMbITKE CAaMOyTBEPXKAeHMA 1 A006biBaHNK
BEYHOM C/1aBbl, 3aTMeBatoLLen cnaBy 60ros. B Takoi TpaKTOBKe CTeHa-
TEKCT He A0/KHa COXPaHUTBLCA U BbITb «MPOYTEHHON» MOTOMKaMM Mo-
b6eautenei Tpow.

B npouecce aToro 6ecco3HaTeNIbHOrO CONepHMYECcTBa BO3HMKAET
BPEMEHHbIN NAapUTET y¥Ke TPex CTOPOH ApamMaTUYeCKOW CUTyauumn —
TposiHUEB, axelues M boros. Kaxgan ctopoHa obnafaeTt npaskpaH-
HOM N/IOCKOCTbIO C AMHAMMUYECKMM 3penuiiem. born cmoTpat Ha
6uTBbI CMepTHbIX 60 ¢ OnmMmna, AMBO ¢ ropbl Uapl — 1 To 1 apyroe
OTYaCTM TAK¥Ke ABNAETCA aHa/I0roM CTeHbl. BepHee, ropofacKkue cTeHbl,
K TOMY e BO3BeAeHHble 6boramu, IBHO aHa/IorMyHbl NPUPOAHOMY
BO3BbILLIEHMIO, C KOTOPOrO OHW B3UPALOT Ha MUP.

[na 60oroB cama 3emMmHasa NOBEPXHOCTb, HA KOTOPOI MPOMUCXOAAT
6UTBbI, ABNSETCS, NO CYTU, SKPAHHOM MIOCKOCTbIO C ANHAMUYECKUM
nsobpaxeHunem. NpebbiBaTb Ha OAMMNE U CcO3epLaTh YeNOoBEYECKME
CPaKeHUs — 3TO OAHO M3 OCHOBHbIX HOMKECTBEHHbIX 3aHATUM, KaK Mbl
yKe nMMcanu Bbille.

[ns TposHUEB, rMAAAWMX HA BUTBbI M NMOEAMHKM CO CTeH Tpow,
ONATb K& cama 3eMHasi NOBEePXHOCTb — 3KPaHHaA NIOCKOCTb C AUHA-
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MMUYECKMMM KapTUHAMK. TakMm 06pa3om, 1 6orn 1 TPosHLLbI co3epLia-
tOT NPasKpaHHble 3pennwa. MNosumumsa TPosHLEB Kak Habatogatenei u
KOMMEHTATOPOB peasin3oBaHa B TPETbEM NecHe, Koraa Ha cTeHy Tpou
NoAHUMAtOTCA CcTapenwnHbl Tpou, Mpuam n EneHa. Ona ctapeiwmH
HeCcoMHeHHoe BanKHee 3pennie — cama EneHa:

«CTapupbl, MMLWb TONBKO Y3penn nayluyto K 6awHe Eneny,
Tuxue mexxay coboii roBopuIM KpblnaTble peyu:
“HeT, ocy»aaTb HEBO3MOXHO, YTO TPOU CbIHbI 1 axeiLibl
BpaHb 3a TaKyto eHy 1 6efpbl CToNb A0/TUeE TepnATh:
MNCTUHHO BeYHbIM BOrMHAM OHa KpacoToto nogobHal
Ho, 1 cTonb NpeKkpacHasn, NycTb BO3BPaTUTCA B DNNaay;
MycTb yAanuTCa oT Hac U OT Yag, Ham tobesHbix nornbensb!”»
[6, 1l, 154-160]

Mpunam ke npocut EneHy nosegatb emy O TOM, KOO OHM 3pAT Ha
nose cparkeHus. M EneHa npucTynaeT K pacckasam O CpakakoLLmMxcs
axenuax. Ta cUTyaumns NPOTUBOPEYUNT JIOTUKE BOEHHbIX peannit. Yun-
TbIBas, YTO BOWHA AUTCA MHOrO feT, Mpuamy yKe nopa 3HaTb Bpa-
ros B nuo. OgHaKo cueHa pasmMepeHHOro KOMMEHTUPOBAHNUS Heob-
XO4MMa KaK 3aKpen/ieHne 3a TPosiHLaMM cTaTyca UX 60XKecTBEHHOro
Bennuunsa. OHM NpebbiBaloT Ha BE/IMKOM, BO3BEAEHHOW Boramu cTeHe
poAHoro ropoda v Hab/AAT C 3TOr0 BO3BbIWEHMA 32 BOMHOM, No-
006Ho 6oram c Onnmna. U, nogobHo 6oram ke, obcyKaatoT BU3yasb-
HbIN PAL CPAXKEHUN.

MapannenbHo cTapenlMHbl HabnoaatoT EneHy n obeyxxaatot Ene-
Hy, OTMeYan ee yxKacatowyto 60XKeCTBEHHYH KpPacoTy, CTOMb e no-
TPACAtoLyo, CKOAMb Nyratouyto (ainos) [19, p. 65], uTo co3paeT cuTya-
LU0 ABOMHOrO KOMMEHTMPOBaHMWA, A BOMHOIO NpeaMeTa Co3epLaHus
N ABOMHOIO OTCbINA K MepeXKMBaHMIO YXKACHOTO KaK yyKaca CparkeHus u
y)Kaca rybuTtenbHOM Kpachl, yXKaca 3pumMo-60KeCcTBEHHOro B 3eMHOW,
cMepTHON. Mpuyem, cTapeilumHbl FOTOBbI OTKa3aTbCsA OT HOXKECTBEH-
Hoi EneHbl pagu 6narononyyma ropoaa, YTo Noa4epKMBaeT LLEHHOCTb
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M ropoda, M ero HacesneHusa. A BcA cUeHa Ha cTeHe Tpou aBasertca
npeambynoi K paspylleHunto guctaHumm 1 6esonacHoi nosnMumum Ha-
6togaTeneit ¥ KOMMEHTaTOPOB, Koraa Lapto Mpramy npuaeTcs cHa-
PAAUTL KONECHULY M NPUBBITL Ha Nosie BUTBbI, YTOObI CAMOIMYHO y4Ya-
CTBOBATb B 3aK/l04EeHWUM AoroBopa o6 yc/ioBuAX noegmuHka Mapuca
MeHenas 1 o CKPeneHnn ero KAATBOMN U KepTBOMPUHOLLEHMEM.

«.... y»KacHynca Mpuam, HO Apy3bAM NOBeNen oH
KoHel 3anpayb B KOMIECHULY...».
[6, 111, 259-260]

C 0HOI CTOPOHbI, CHUCXOXKAEHWE C BO3BbILLEHHOCTM B MPOCTPAH-
CTBO CaMoW 6UTBbI — TO, YTO MHOTOKPaTHO MpoAenbiBatoT B «Mnma-
ae» u camu 6oru. C gpyroi CTOPOHbI, Y HUX HapyLUeHWe AUCTaHLUN U
nepexop OT po/in co3epuaTesneil K poan SKTOPOB HE CONPOBOXKAAETCA
Y*Kacom, OH Bcerga Kenaem. Tak yto flomep AepKuUT napanaennsm 6o-
rOB M TPOSIHLLEB, CKO/IbKO BO3MOXHO. KOCBEHHO 3TO NO3BONAET aKLEH-
TMPOBaATb M APaMaTM3M OTHOLLEHUA TPOAHLEB K MPOMUCXOAALLEMY KaK
Pa3BUTUIO UX CODOCTBEHHbIX Cyaeb — B 0T/inuMe oT 60ros, Neperkmnsato-
LLLMX, THEBAOLLMXCA N CCOPALLMXCA, HO He M3-3a CBOMX cyaeb.

AxelUpl e NPenMyLLeCTBEHHO «3KTOPbI», AeiCcTBOBaTENMN, MOTUB
HabntogeHUs B NOBECTBOBAHUM 06 MX NoBeAEHUN HE JOMUHUPYET HK
B O4HON cueHe. N 3To noagYyepKMBaET KOHLLEHTPALMIO X BOMHCTBEH-
HbIX YCUNUIA.

CTeHbl Tpou He MOryT HauyaTb paspyLaTb B XO4€ Pa3BUTUA COObITUIM
«Mnnapbi», NOCKONbKY paspylieHne Tpou He AO0/KHO MPOMCXOAUTb
CAULWKOM ObICTPO, 3TO nogpasymeBaemblit GuHan BoHbl [3, p. 49].
CTeHa axeliLeB He ABAAETCA HEMPUKOCHOBEHHOM, 3TO «A4eNCTBYOLLan
MOZENb», OHA «OAHOPA30BanA», ee He cnenyeT 6oATbCA NOBPEAUTD,
TaK Kak ee BCe PaBHO MOTOM YHWUYTOXAT 6Orn. ITOM CTeHbl Kak bbl 1
ObITb HEe AO/MKHO. M 3TO HE KPenocTb, B OT/INYME OT TPOU, HAAEKHOCTb
CTEeH KOTOpOW, BNpoYyem, NnLb BOcneBatoT. B npouecce nosecTBoBa-
HUS axenubl TaK U HE UCMbITbIBAKOT HA NPOYHOCTb CTeHbI Tpou, peanu-
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3yloLue B ONMCbIBAaeMbIX 3Nn3o4ax GYHKUMMN «3PUTENbCKUX MECT» U
addeKTHON HabnoaaTeNbHOM NAOWAAKM.

AxelUbl e MOJIHOCTbIO CaMW CO34A0T NpasKkpaHHOe npou3se-
OEeHWe — ABNAKTCA aBTOPAMM CBOETO TMIAaHTCKOTO NMpasKpaHa-CTeHbI.
B 3Tom Mx npeBocxoacTBo U obellaHMe HeMUHyemol nobeabl. Ho,
0COBEHHO Y4MTbIBasi OTCYTCTBME WMCTOPUYECKOro MPOTOTUMNA CTEHbI
axeiues, NOAMHHbIM ee co3aaTesleM — CTeHbl B unoctacu obpasa —
asnaetca lomep.

CTeHa peanusoBana HeObXOAUMOCTb B FEOMETPUYECKM BHATHOM
MJ0CKOCTU, HEKOEM 3PMMOM «3aZHWKe», nepen KOTopbim, Ha ¢oHe
KOTOPOro ¥ BO B3aMMOZENCTBUM C KOTOPbIM (TO CTb 3pMMO OCYLLLECT-
BNSIA NEPexXoAHOCTb, MPeoaoeBasn 3arpaxaeHne) Moraun bbl cpaxkaTb-
CA pPaTV TPOAHLEB U axenLes.

Ecnv nmeTsb B BMAY cnenoty flomepa (He A0Ka3yemyto, HO U He Onpo-
BEPrHYTYI0), TO ACHO, YTO CpaeHWe nepes CTeHOM U C BHEAPEHMEM B
Hee, C eCTPYKLMEN CTEHbI, MOXHO O4YEeHb XOPOLLIO NPEeACTaBAATb UMEH-
HO BHYTPEHHWUM 3peHunem. Mo 3amevaHunto JlopeHLo Mapcun, romepos-
CKoe onucaHue Boobule GYHKLUMOHMPYET MO aHANOMMU C KWUHOMOHTaA-
KOM: «OoLLyLLeHNe 06beKTa popMmMpyeTca NoCpesCTBOM CONOCTABAEHUA
KOHKPETHbIX, AEeTa/IbHbIX KafpoB 3Toro obbekTa» [20, p. 36].

BHYTPEHHMM 3pEeHMEM OCYLLECTBAAEMOE «KKaZpUPOBaHME» OCO-
6EHHO OpPraHWYHO A5 Ye/I0BEKA aHTUUYHOM KyNbTypbl, CO34aBaBLLEN
PAL CTEHHO-3KPAHHbIX MAOCKOCTEN, Oyab TO KPYrIAWAACA CTEHKA
pocnucHoro cocyza, byab TO MIOCKOCTb apPXUTEKTYPHOIO COOpPYIKe-
HUSA, YKpalleHHaa penbedom nam 6apenbedom co CLueHamu U3 Mu-
¢doB. Bo3amokHO, ckasutenb Buaen nepes coboii, B CBOEM CO3HaHUMU,
UMEHHO 3P PEKTHYIO KapTUHY, OPraHM30BaHHYH MIOCKOCTbIO CTEHbI
KaK MJIOCKOCTbIO 3KpaHa, MMEeoLWEero rpaHmubl n notomy 3¢pdeKTHo
0OYEepPUYMBAIOLLETO rPAHMULLbI NPOCTPAHCTBA OUTBBI.

«TyT, KaK IMKNINLbI Xpabpelilne Bce HE MOI/IN Y axesH
KpenkoW cTeHbl MPONOMUTL M OTKPbITb K Kopabasam mux gopory,

TaK 1 axefiH CblHbl HE MOIY HanagaBLWKNX IMKUAH
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MpoYb OT CTEHbI OTPA3UTb, C TEX NOP KaK OHU NOACTYNUN.
BawHu, rpyaHble 3abpasa Kpyrom 4enoBeyeckoi KpoBbio
Bblnn 06pbI3raHbl C KaXA0M CTpaHbl, OT TPOAH U axesH.

Ho HMYTO HE MOr/I0 YCTPALWNTb axeaH; AepKancb
PoBHO OHU...».
[6, XII, 417-434]

B cpakeHuM y cTeHbl NOABASETCA HEKOTOPas MMU3AHCLEHUYECKas
YyNopsaA0YeHHOCTb, 3peNULLHOCTL. KaxkeTca, YTo ecTb 6onee BHATHbIE
KOHTYpbl M BO3MOXHOCTb paboTaTb Ha 06LWMX NAaHax, NOTOMY 4YTO
MMEHHO 3TW N1aHbl Hanbonee adpdeKTHbI, 0COBEHHO A7 ONUCAHUA UX
CKasuTenem, Kak bbl eprKallnm B CO3HAHMM 1 NepeaatoLiMm B C10Be
YKMBOMUCHbIE Kaapbl OUTBbI.

OTHOLWEHME K CTEHE WM HACbIMK KaK K MOTeHUMaNbHOMY SKpPaHYy,
CNYKaLLeMY He TO/IbKO 3aLLMUTON, HO U AEMOHCTPALMOHHOW NIOCKO-
CTblO, HECYLLEN onpesenieHHbI TEKCT, ONATb e NPOXO4UT Yepes BCto
aHTUYHYIO 3MOXY U AaeT o cebe 3HaTb Jake B NO34HEPUMCKUI nepu-
o4, B TOM YMC/ie B peasibHbIX BOMHax. B « AHHanax» TauuMT, onucbiBas
noseseHne pUMAAH B BUTBAX C repmaHLL@MM, NOBECTBYET O C/ieayto-
wem anunsoge: «BouHbI TYT e, nocsie cparkeHus, nposo3srnacuau Tu-
6epua MMNepaToOpPOM U, BbIJIOXKMB HACbIMb, BOAPY3UAN Ha Hee B BUAe
Tpoden opyKMe C HaANUCbio, B KOTOPOM BbiNM NOMMEHOBaHbI NObEXK-
[AeHHble NnemeHa.

He cToNbKO paHbl, NOTEPU M MOPAXKEHME, CKOJIbKO BUZ, 3TOM HaCbl-
M1 HaNoOJIHUA TePMaHLEB CKOPObo M APOCTbLO. ToNIbKO YTO cobupas-
LIMEeCA MOKMHYTb CBOW CeNeHUA 1 yITU 3a AnbBUC, OHM Tenepb MKaxk-
oyt 6oa...». [7, 11, 18-19]

Bo3Bpalasacb K roMepoBCKOMY 3MOCYy, OTMETUM, YTO CKasuTesb
OKasblBaeTcA nogobeH bory Kak cosepuaTtesib 3pefnilLa U co3aaTenb
0CODEeHHOro 3pennLLa NoCTO/bKY, NOCKObKY ABAAETCA YHUKANbHbIM
aBTOpOM 06pa3a cTeHbl. Tem cambim, NoBecTBoBaHMe «Unmagbl» dop-
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MUPYET YETbIPEXYACTHYIO KOMNO3ULMIO B3aUMOAENCTBYIOLLMX CTOPOH
— axelubl, TPOAHUbI, 6OrM, cKasuTenb. 3Ta KOMMNO3MLMA OpraHM30Ba-
Ha CKBO3HbIM 0bpa3om bbiTUA-3pennLLa, metowero Habaogatenen,
NPAMbIX YYaCTHUKOB M KOCBEHHbIX, AMCTAaHLMOHHbIX MOAEpPaToOpOoB.
COOTHOLIEHME 3TUX POJSIEN Y KaXKAOro KOHKPETHOro reposi U popmu-
pyeT 0COH6EHHOCTb ero IMYHOM No3MuUMn B 06LLEM packnaae AencTBy-
FOLLLMX NTNL,.

fomep e, XoTa U anennvpyet Kk Myse, NpakTUYECKN peanmsyeT oT-
HIOA4b HE TUM MOBECTBOBAHMUA KaK TPaHCAALMU BAOXHOBEHHOIO 3Ha-
HKUsA, nonydyaemoro ot Mysbl. CKopee, CKa3uTeNb OKasbliBaeTCs 3MO-
UMOHa/IbHbIM TPAHCNATOPOM, KOMMEHTAaTOPOM TOro, Yto OH BMAUT
COBCTBEHHbIM «BHYTPEHHUM B30POMY». DTOT «BHYTPEHHUI B30pP» U
POXKAAET KOHKPETHbIE KapTUHbI NPOUCXOAALLETO B NMOTOKE BPEMEHMW.
fomep ABNAETCA rMaBHbIM MOAEPaTOPOM LLe/IOCTHOM KapTUHbI MUpa,
B YEeM-TO OH aHajsorMyeH 3eBcy. INNYEeCcKaa KapTUHa MUPA COAEPKUT
06pasbl 3KPAHOB, KaK Marnyeckmx, Tak u cBob6oAHbIX OT BONLLIEOCTB],
HO BOCMPUHUMAIOLLMXCA KaK HEYTO SKCTPaopAMHAPHOE.

NTaK, MOXHO yTBEpPKAaTb, YTO MMEHHO 06pasbl, CBA3aHHbIE C BU-
3yaNlbHbIM Ha4ya/JioM M C NPasKPaHHOCTbIO, MOCTOSSHHO OKa3biBaloTCA
MarmcTpanbHbIMU B CTUXMIMHOM BbI3PEBAHUM KOHLIENL MM TBOPYECTBa
(KaK ckasuTena, Tak U ero repoes) U B CO34aHUN KapTUHbI MMPO34a-
HUS, YCTPOICTBA Meauacpebl U packnaza cui B cloxkeTax «Mnvaabi»
n «Ogunccen».

JINTEPATYPA

1. CanbHukoBa E.B. K npeabicTOpMM BHYTPUIKPAHHON MM3AHC-
LieHbl KomnbloTepa // HayKka TeneBuaeHMs: HaydHbI anbmaHax. M.:
FMTP, 2016. Ne 12. C. 66-83.

2. Becker A. Sp. The Shield of Achilles and the Poetics of Ekphrasis.
London: Boston: Rowman & Littlefield Publishers, INC, 1995. 191 p.

3. Hunter P. Eustathian Moments // Reading Eustathios of
Thessalonike / F. Pontany, V. Katsaros, V. Sarris. Berlin: Boston:

THE ART AND SCIENCE OF TELEVISION 155



Walterde Gruyter GmbH & Co KG. 2017. P. 9-78.

4. Detienne M. The Greeks and Us. Cambridge: Polity Press. 2007.

5. CanbHukoBsa E.B. DeHomeH BuU3yanbHOro. OT 4peBHUX MCTOKOB K
Hauvany XXI seka. M.: Mporpecc-Tpaguuwnsa, 2012. 575 c.

6. lTomep. Unnaga. M.: XyaoxkectseHHasa nntepatypa. 1986. 384 c.

7. Taumt M.K. AHHanbl // Taumt M.K. AHHanbl. Nctopua. M.: Myw-
KWHCKasa bubnnoteka, 2005. 828 c.

8. lomep. Oguccea. M.: XyaoxkectseHHasa anTtepatypa. 1987. 350 c.

9. Petridou G. Divine Epiphany in Greek Literature and Culture.
Oxford: Oxford University Press, 2015. 411 p.

10. Perry M. Studies in the Epic Technique of Oral Verse-Making.
The Homeric Language as the Language of an Oral Poetry // Perry M.
The Making of Homeric Verse. The collected Papers of Milman Perry.
Oxford: At The Clarendon Press. P. 325-365.

11. Kerenyi C. Archetypal Images in Greek Religion. Zeus and Hera
Archetypal Image of Father, Husband, and Wife / translated by Ch.
Holme. Princeton: Princheton University Press, 1975. 230 c.

12. Taplin O. The Spring of Muses Homer and Related Poetry //
Literature in the Greek and Roman Worlds. A New Perspective / O.
Taplin O. Oxford: Oxford University Press, 2000. P. 22-57.

13. Bassi K. Homer’s Achaean Wall and the Hypothetical Past //
Probabilities, Hypotheticals, and Counterfactuals in Ancient Greek
Thought / V. Wohl. Cambridge: Cambridge University Press, 2014. P.
122-141.

14. NeccuHr I.9. JITaOKOOH, UAN O FPaHMLLAX XKMBOMUCK U NO33UU
[3nekTpoHHbIN pecypc] // iknigi.net: sanekTpoHHaa bubnmorteka. URL:
http://iknigi.net/avtor-gothold-lessing/52842-laokoon-ili-o-granicah-
zhivopisi-i-poezii-gothold-lessing.html (daTa o6paweHua: 10.05.2017)

15. Schein S.L. The Mortal Hero. An Introduction to Homer’s lliad.
Berkeley: Los Angeles: London: University of California Press, 1984.
223 p.

16. Scodel R. Listening to Homer: Tradition, Narrative, and
Audience. Ann Arbor: University of Michigan Press, 2002. 235 p.

156 HAYKA TENEBUOEHUA Ne14.1, 2018



17. Winkler J.J. The Constraints of Desire: The Anthropology of Sex
and Gender in Ancient Greece. New York: Routledge, 1990. 282 p.

18. /lykos Ba.A. dnunyecknin mup «MecHn o PonaHae» [INeKTpoH-
Hbi pecypc] // 3HaHue. MoHumaHue. Ymenune: NHGOPMaLMOHHDIN
rymaHuTapHbiii noptan. 2011. Ne 6 (Hoabpb — Aekabpsb). URL: http://
www.zpu-journal.ru/e-zpu/2011/6/Lukov_The-Epic-World/ (OaTta 06-
pauieHua: 23.03.2017)

19. Alexander C. The War That Killed Achilles: The True Story of
Homer’s lliad and the Trojan War. London: Viking, 2009. 230 p.

20. Garcia L.Fr.Jr. Homeric Temporalities: Simultaneity, Sequence
and Durability in the lliad. A thesis submitted in partial satisfaction of
the requirements for degree of Doctor of Philosophy in Classics. Los
Angeles: University of California, 2007.

THE ART AND SCIENCE OF TELEVISION 157



