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The hero's Journey in Barbie:
Whose arc is the core?”

Abstract. The distinct dramaturgy of Barbie uniquely blends two charac-
ter arcs—Barbie’s arch, serving a decorative and diverting role for viewers,
and Ken’s arch, functioning as the structural backbone that upholds the
cohesive entirety of the film’s narrative. While Barbie’s journey outwardly
displays all the elements of a classic hero’s journey, signaling her internal
exploration and identity formation, her core self does not alter; through-
out the film, she remains defined by the projections of others. In contrast,
her supporting character, Ken, traverses the essential stages of his journey,

@ * Translated by Anna P. Evstropova.
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including a mistaken epiphany and a flawed plan. Separating from his prior
dependence on and merging with his love interest, Ken ultimately recog-
nizes himself as an individual entity. Barbie undergoes a physical transfor-
mation into a human form but remains internally a doll, while Ken, having
surmounted trials, experiences a psychological rebirth, opening the path
toward becoming a person.

Keywords: character arc, hero’s journey, mistaken epiphany, flawed plan,
individuation-separation, identity
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CTpyKTypa nyTu repod B puibme
«bapbu»: Uba apka ABNAeTCS
Hecyulein?

AHHoTauus. OcobeHHoCTU ApamaTypriin hunbma «bapbu» NposiBnsoTCS
B COYeTaHMM ABYX apOK NEePCOHAKEN — OAHa, apka bapbu, BbINONHSET feko-
PaTMBHYI0, OTB/EKAIOLLYHO BHUMaHWe 3puTens dyHKUMIO, apyrasl, apka KeHa,
WrpaeT posb HeCyLLer KOHCTPYKLMW, MOAAEPKMBAIOLLEN CBS3HOE Lienoe Beell
ApXUTEKTYPbl KMHOMOBECTBOBAHMS. BHELHE BCe 3NeMEHTbI MYTY repoviHy,
yKa3blBatoliMe Ha ee BHYTPEHHee NyTeLlecTBIE U, KaK CreacTame, hopmu-
poBaHMe NAEHTVYHOCTH, MPUCYTCTBYIOT, OfHAKO ee «§1» He nepecTpaviBa-
eTCs, Ha NPoTshkeHUM hrnbMa bapbu ocTaeTcst NPOAYKTOM HyKIX MPOEKLA,
TOrAa Kak NepcoHa BTOPOro nnaxa, KeH, npoxoas Heobxognmble 3Tansl
NyTH, BKAKOYas «OWMBOYHOE MPO3PEHME» N «<HEBEPHbIN NaH AeNCTBUN»,
[OCTUraeT cenapavmm, 0Co3HaHns cebsi Kak OTAeNbHOro, CAaMOCTOSTENBHOTO
CyObeKTa, NpeoaoneBLIero COCTOSHME 3aBUCUMOCTY U CAIVISIHUS C OObEKTOM
nobsK. bapbw npespallaeTcs B Yenosexa hrusmnyeckun, Ho BHyTPeHHe ocTa-
eTCsl KYK/O0M, B TO Bpems Kak KeH, Npoias MCNbITaHWs, MPOXUBAET NCUXM-
HecKoe pOXKAEHVE 1 Nepef HM OTKPbIBAETCS NepCreKTVIBA CTAHOBEHNS.

KntoueBble C/I0Ba: apka NepcoHaxa, NyTb repos, oWnboYHoe Npo3peHue,
HEBEpPHbIV NAaH AeNCTBUI, MHAMBUAYaLUS-CENapaLmns, MAEHTUYHOCTb

INTRODUCTION

Greta Gerwig’s Barbie (2023), directed from a screenplay by Gerwig and
Noah Baumbach, evokes mixed reactions. It has captivated audiences, emerging
as the highest-grossing film of 2023, surpassing a billion dollars in global revenue,
and is hailed as a significant cultural phenomenon. At the same time, some view
it as an elaborate advertisement effectively boosting toy sales and propelling the
Mattel corporation’s industry. Yet, it demands a deeper analysis of its thematic
richness and narrative substance of screen images. This is obviously not an adver-
tisement, but a complete artistic expression, adhering to cinematic storytelling
principles on the one hand and embedding pronounced contradictions that shape
its varied interpretations on the other.
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Critics interpret the film through either a clear feminist (Houghton et al,,
2024; de Castell & Jenson, 2024; la Porte & Cavusoglu, 2023; Yakali, 2024; Pratiwi &
Angela, 2024; Shepherd, 2024) or anti-feminist (Lubis, Eryani, & Solin, 2024; Myisha
et al., 2023; Temel, 2024; White, 2024; Gibson et al., 2023; Gibson, 2024; Johans-
son, 2024; Terry, 2024; Neis, 2024) lens. Indeed, Barbie navigates and debates on
diverse forms of gender inequality, drawing both acclaim for this, as well as cri-
tique for its handling of gender biases, inadequate attention given to Ken, and
the deconstruction of traditional masculine ideals (Yakali, 2024). While Barbie’s
journey towards self-realization is prominent, Ken remains just Ken (Terry, 2024),
his personal growth trajectory seemingly subdued.

What generates this dichotomy in interpreting the film’s thematic messages?
Why does it resonate as feminist to some and anti-feminist to others? Has Ken'’s
character arc truly been underserved, seemingly untouched by the challenges he
faces and the revelations he encounters along his path?

While the plurality of interpretations inherent in artistic works precludes
a singular definitive meaning, the conventions of mainstream cinema intertwine
syntax and semantics, ways of expressing character development, and narrative
essence. This article aims to uncover, through a syntactical lens, the substantive
facets of the filmic narrative, elucidating the unique trajectories of its characters
and unraveling the cognitive dissonances that shape viewers’ perceptions of its
meaning.

MYTHICAL STRUCTURE—THE LOGIC OF FILM DRAMATURGY

The uncertainty of the message, the ambiguity in perception, and the multi-
tude of interpretations are typically hallmarks of auteur cinema and art in general.
However, Barbie is a conventional product of popular culture, a fairy tale tailored
for mass audiences and their expectations, albeit carrying underlying meanings.
Therefore, the method of analysis and the language of description should align
with the cinematic dramaturgy principles, considering the structure of magical
fairy tales and myths.

In contemporary cinema, especially in films aimed at commercial success,
the narrative structure often adheres to the principles of cinematic storytelling.
This approach has been elucidated by esteemed screenwriting theorists such as
Alexander Mitta (2008), Christopher Vogler (2017), Robert McKee (2008), John Truby
(2016), Syd Field (2016), Katie Marie Weiland (2020), and others. These guidelines
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derive from classical dramaturgy and draw significantly from the seminal works
of Vladimir Propp and Joseph Campbell. The latter identified the monomyth as
a universal structure, common to all cultures, reflecting the framework of initiation
rites. At its core lies the hero’s journey, involving the attainment of identity through
three transitional phases: separation, initiation, and return. Fundamentally, the
monomyth embodies the identity forged through the trials encountered on the
path of spiritual growth: “The standard path of the mythological adventure of the
hero is a magnification of the formula represented in the rites of passage: separa-
tion—initiation—return: which might be named the nuclear unit of the monomyth”
(Campbell, 1997, p. 37). Propp, in his analysis of magical fairy tales, also rooted in
initiation rites, unveils a similar narrative structure characterized by transitional
states—departure, entry into an alternate realm, temporary death, and a resur-
gence in a renewed guise (Propp, 1996).

The semantic components of a tale’s narrative framework, Propp’s functions,
and Campbell’s monomyth have become crucial touchstones for scriptwriters.
Vogler, building upon Campbell’s insights, crafted a manual on the art of screen-
writing, which later evolved into a comprehensive book (Vogler, 2017). Subse-
quently, numerous screenwriting theorists have delved into the narrative aspect
of the hero’s journey, emphasizing the importance of plot allure for viewers, the
construction of a storyline that captivates, and the psychological authenticity of
the narrative (Vogler, 2017).

The concept of consistent patterns in script development gained popular-
ity and underpinned the research endeavors of many scholars. Despite the varied
number of elements identified and the specific nuances of their content, these
scholars invariably drew upon the concept of an inherent link between cinematic
narrative, the structure of fairy tales, and the essence of myths, all portraying the
hero’s odyssey as an arched narrative construct, the character arc. Despite sig-
nificant differences, additions, and necessary modifications, the hero’s journey
architecture retained its closeness to mythic and fairy tale structures. Campbell
conceptualized the hero’s voyage as an allegory of human metamorphosis, involv-
ing a departure from the past, initiation, and eventual return.

Propp and Campbell delineated the structures of fairy tales and myths,
rooted in rituals, particularly the initiation rite, ensuring a smooth transition to
a higher social standing and the acquisition of a new identity. This ritual served
as a test of one’s ability to tackle intricate challenges, endowing the novice with
essential knowledge and introducing them to sacred mysteries. Initiation was
closely intertwined with the theme of mortality, as sacred insights could only
be obtained in the realm beyond, in the afterlife. The transition to this ethereal
realm symbolized the death of the previous self, the prior identity; upon return,
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the individual emerged as a transformed being, a respected member of society,
having earned their place in a privileged group after enduring trials and internal-
izing sacred truths about existence.

The hero’s journey structure can vary in the number of stages—three, five,
twelve, twenty-two—yet each version involves the hero’s departure from the ordi-
nary realm towards the path outlined by Plan A, a pivotal moment where the hero
must grasp or miss a realization, a shift in plans, a confrontation with the adversary
or the main trial, triumph (if the story implies a happy end), and a return to the
initial point in a renewed role.

While the principles of narrative development expounded by Propp and
Campbell, on one hand, and screenwriting theorists (Vogler, 2017; Truby, 2016;
McKee, 2008), on the other, exhibit similarities, they approach the structures of
fairy tales, myths, and screenplays from differing perspectives. Propp views the
fairy tale as a folkloric element preserving the initiation image’s structure (“the
initiation cycle is the ancient core of the wonder tale” (Propp, 1996, p. 353)) and
its semantics, illustrating how the hero, after enduring trials in a magical forest,
assumes a new identity and status (Ilvan the Fool becomes Ivan the Tsarevich; the
unkempt Masha evolves into a beauty with a chest of riches). The sequence of
narrative elements (or functions, in Propp’s terminology) holds lesser significance
here; the crucial aspect lies in the hero’s metamorphosis at the finale through righ-
teous actions. In essence, the compositional elements of fairy tales have proven
to be compelling material for script construction, while understanding the orga-
nization of cinematic storytelling has unveiled additional avenues for scholars
exploring narrative in film (Bordwell, 1985).

Vogler, Truby, McKee, and other screenwriting theorists discuss the pro-
cess of adapting myths and tales into films, placing emphasis on the sequence
of events. These events should not only elucidate the hero’s transformations but
also captivate the audience’s attention. While the hero’s evolution resulting from
trials is an integral part of the journey’s structure, what truly matters is the emo-
tional engagement of the viewer, theirimmersion in and reaction to the depicted
experiences.

In ritual and the subsequent myth, the initiate undergoes a transformation,
acquiring sacred knowledge from external sources, higher powers, and mentors.
Yet, in a cinematic narrative, even one realistically depicting events, such a meta-
morphosis may lack persuasion. Even if, like in The Matrix or Limitless, the hero
instantly acquires a magical remedy granting superhuman abilities, trials must still
ensue. These changes demand psychological underpinning. As per psychological
tenets, mere exposure to new information, without deeper engagement, cannot
fundamentally alter a person (Heigl-Evers et al., 2001). Genuine transformations
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occur only when prior self-images, views of the world, values, and aspirations
prove inadequate post-crisis, amidst encounters with a more demanding new
reality.

Erik Erikson’s model posits eight stages of personal development within the
life cycle. Advancement to each succeeding phase hinges on effectively assimilat-
ing new constructs, facilitating adaptation to evolving social landscapes. However,
this formation is contingent upon navigating the normative crisis, arising as indi-
viduals, maturing physiologically, grapple with unpreparedness for the evolving
demands of each developmental phase crucial to identity shaping (Erikson, 1996).

Thus, the hero, drawing on past perceptions (self-image, worldviews, values,
goals, and desires), must endure setbacks, reaching impasses to enable the assim-
ilation of fresh insights (such as fantastical artifacts) and to render the hero’s evo-
lution coherent and reasoned. This journey necessitates a confrontation with
internal demons culminating in the completion of the hero’s developmental arc
(Weiland, 2020, p. 56).

Despite the parallels between cinematic and mythic structures, they rest on
slightly divergent foundations.

A cinematic narrative is a commercial venture, designed to captivate audi-
ences. Therefore, it must be crafted to sustain viewer engagement, ensuring that
character transformations are psychologically grounded.

The emotional engagement of viewers is governed by the syntax of the nar-
rative (how the story is conveyed), while semantics (the content and substance of
the narrative) determine the comprehension of the events. It is the orchestration
of perception, the elements brought into focus, and the resulting gestalt that ulti-
mately shape the semantics of a film. At times, irrespective of creators’ intentions or
the proclaimed concept of a film, layers of syntax and semantics within a work may
not harmoniously complement each other but instead interact as conflicting struc-
tures. Viewing myth as a verbal construct, a linguistic object, Claude Lévi-Strauss
examined mythemic groups as vertically interconnected plot units (Lévi-Strauss,
1985, pp. 183-207). His paradigmatic approach enables us to consider not only
the progression of a single, potentially primary narrative thread, not just a singular
version of the story, but also the amalgamation of diverse plot sequences within
a single text. Analyzing vertically aligned nodes of composition, where narrative ele-
ments lie atop one another, not only unveils the constituent elements of a unified
narrative but also elucidates their semantic depth through juxtaposing formations
at different levels. Similarly, delving into syntax reveals the semantic depth.

This implies that analyzing the characters, storyline, and plot structure
necessitates incorporating fairy tale construction principles, the morphology of
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the fairy tale—namely, the horizontal structuring of cinematic narrative progres-
sion and the vertical arrangement of filmic composition elements, harmonizing
theirinterplay.

Ideally, syntax (the narrative style) and semantics (the substance) should
align seamlessly. The scrutiny of narrative style—its syntax—is the gateway to
semantics. By dissecting the syntax, one can discern the protagonist’s trajectory,
understand their experiences, and in some instances, ascertain the central figure
of the film, for the protagonist is the one who upholds the arc, whose narrative
evolution the film justifies.

CHARACTER ARC: DRIVING FORCE OF THE STORY!

The character’s evolution arc is what propels the narrative forward, shaping
the storytelling structure (Weiland, 2020, p. 51). An arc represents the hero’s path
of growth, woven from their actions. When a hero undergoes positive change, the
arc takes on a curved form, resembling a tangible arch, an architectural construct
with its inclusive elements.

Drawing from mythic structures (Campbell), the morphology of fairy tales
(Propp), and the canonical framework of cinematic dramaturgy (Mitta, Vogler,
Truby, McKee, and others), a story typically commences in an ordinary realm where
the protagonist faces a deficiency or a pressing issue, compelling them to depart
from the familiar and venture into a fantastical world. The journey’s essence lies
in repairing what was damaged, finding what was lost, and returning to what once
was. At its core, the journey pivots on encounters with bestowers who orchestrate—
often stringent—trials, revealing pathways for the hero to obtain a magical artifact,
enabling personal transformation, triumph over foes, and fulfillment of desires.

Yet, in a narrative that resonates with viewers, the hero’s acquisition and
acceptance of the magical elixir must stem from the errors they commit, operat-
ing under previous misguided beliefs, blind to the revelations unveiled during the
trials about their true self.

Both Propp and Campbell concur that the incurred damage is never acci-
dental. The initiation ritual dispatches the subject on a journey because they are
yet unprepared for the adult world, mandated to demonstrate this readiness.

In cinematic portrayals, the hero’s external challenges are reflections of
their internal turmoils, their inherent vulnerabilities. Consequently, the original

HAYKA TEIEBUAEHUA 21 (1), 2025 66 THE ART AND SCIENCE OF TELEVISION



blueprint proves unattainable, as resolving the issue while maintaining the status
quo remains unfeasible. A profound personal metamorphosis is imperative, cata-
lyzed by novel circumstances and realities.

The hero’s initial plan must inevitably falter, necessitating a temporary set-
back for the hero to introspect, evolve, and eventually triumph before returning to
their world revitalized (Vogler, Truby, Weiland, McKee). In a compelling screenplay
chronicling a hero’s transformation, self-deception at the outset exacts a heavy toll
(Truby). As the narrative unfolds, a pivotal juncture heralds a collapse and a sub-
sequent progressive complication (Truby), where the established path fractures,
deviating from its trajectory, and complexities stemming from conflicts escalate
from scene to scene.

The heroes of fairy tales and myths, destined to vanquish the enemy, con-
sistently face initial defeat, only emerging victorious after acknowledging errors
and mustering newfound strength. This temporary setback serves a dual purpose:
highlighting the hero’s initial weakness and triggering a shift in emotions for the
audience.

At the heart of the narrative arc, akin to a capstone anchoring the entire
architectural edifice, lies the moment preceding defeat, where the hero could
have discerned the correct path but overlooks the opportunity. As per Weiland,
this juncture finds the hero torn between truth and fallacy; although exposed to
the truth, the hero hesitates to consciously relinquish the initial misconception.
Consequently, the hero becomes ensnared in a clash of irreconcilable beliefs (Wei-
land, 2023, p. 93), leading to the eventual temporary defeat.

In Truby’s lexicon, this moment embodies an attack by ally, where a com-
panion, often in the film’s midpoint, critiques or advises the hero, only to be
rebuffed. It represents any instance of a missed epiphany, as the hero disregards
cues and persists on the trajectory set in their former identity, inevitably leading to
defeat—a transformative ordeal essential for change. Such overlooked epiphanies
can serve as the keystone of the arc, marking the juncture where the hero gains
new self-awareness and insights into reality, yet rejects them in favor of the familiar.

The character arc functions as a backbone structure, anchoring the hero’s
evolution narrative, preventing the unraveling of the storytelling fabric. It directs
the audience’s focus towards the hero, their escapades, and the protagonist’s
transformations en route to their objective, shaped by external influences and
internal metamorphoses.
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BARBIE’S ARC: SYNTAX CIRCUMVENTING SEMANTICS

If we delve into the outer layer of the narrative, Barbie’s tale unfolds as
a fable of a doll turning into a human.? What then constitutes the syntax of this
story and how is it narrated?

The film commences by introducing the theme of gender emancipation.
The emergence of the Barbie doll incited girls playing house to discard their Kew-
pies and replace them with figures of exquisite adult women. Now, these girls can
envision themselves in the dolls in the future and play not just as mothers but
as professionals like doctors, aviators, lawyers, writers, and more. Given Barbie’s
ability to become anything, it instills hope in these girls that they too can grow up
to be whoever they wish, thus positioning Barbie doll as a driver for overcoming
gender inequality. From the very beginning, the film seems to promote a feminist
ideology, suggesting that the heroine, joining the fight for gender equality, will
find a way to win it. This is particularly evident when Barbie is taken to the Mattel
headquarters, where the powerful men there view her merely as a doll. However,
upon returning to Barbieland, the heroine consciously chooses to use her femi-
nine charms to confront the Kens, which contradicts the principles of feminism.

Therefore, from its initial frames, the film overtly asserts itself as a feminist
statement. One can anticipate a narrative specifically addressing the fact that
while inequality has not yet been completely overcome, the heroine will find a way
to surmount it or draw closer to doing so.

! Forinsights on the role of dolls within the cultural framework, see:

Golovacheva, R.M. (2003). Obryadovye kukly, kukly-oberegi [Ritual dolls, amulet dolls]. Kaluga;
Kovycheva, E.I. (2003). Kukla v dialoge kul’tur [Dolls in the cultural dialogue]. Izhevsk: Udmurt,
Unt; Lotman, Yu.M. (1992). Kukly v sisteme kul'tury [Dolls in the cultural system]. In Yu.M. Lotman,
Izbrannye stat’i [Selected articles] (Vol. 1, pp. 377-380). Tallinn: Alexandra; Morozov, I.A. (2011).
Fenomen kukly v traditsionnoy i sovremennoy kul'ture: Krosskul’turnoe issledovanie ideologii an-
tropomorfizma [The phenomenon of the doll in traditional and modern culture: Cross-cultural
study of the ideology of anthropomorphism]. Moscow: Indrik; Morozov, I.A. (2009). Fenomen
kukly i problema dvoynichestva v kontekste ideologii antropomorfizma [The phenomenon of
the doll and the problem of duality in the context of the ideology of anthropomorphism]. In
E.E. Zhigarine, Zhivaya kukla [Living doll]. Moscow: Russian State University for the Humanities;
Postnikova, E.P. (1990). Igrushka kak fenomen esteticheskoy kul’tury [Toy as a phenomenon of
aesthetic culture] [PhD dissertation]. Sverdlovsk; Eliade, M. (1998). Aziatskaya alkhimiya [Asian
alchemy]. Moscow: Janus-K.
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Fig. 1. Barbie and the mirror. Still from the film?

In the everyday realm of Barbieland, the Barbies reign supreme, assum-
ing roles as lawyers, doctors, and pilots, showcasing the boundless capabilities
of women. The Kens serve as companions to the Barbies, entirely dependent
on them. In this realm, Barbie is perfect. She possesses an ideal plastic phy-
sique, untouched by fatigue, sorrow, or self-doubt, always exuding joy. The
usual flow of life is abruptly interrupted when a Stereotypical Barbie suddenly
senses a breach, with thoughts of mortality intruding into her mind as her body
begins to lose its flawlessness. Barbie perceives these changes as catastrophic.
According to McKee’s theory, a shift in external conditions that disrupts the
standard course of the characters’ lives can serve as the foundation for con-
flict, essentially marking the onset of the plot. This is precisely what occurs
in the film: the “entanglement” of the perspectives of the doll and her owner.
However, as per Truby’s standards, while in a well-written scenario damage
should stem from a hero’s flaw, in this film, damage remains independent of
Barbie’s actions.

The semantics of damage lies in indicating the direction of movement,
where the hero is headed, their values, and aspirations. For Barbie, this trans-
lates into a yearning to regain physical perfection, to uphold the constancy of
her appearance, and to sustain a sense of perpetual happiness. Paramount to all,
however, is that the fear of life’s finiteness, the decay of the body, and the onset of
aging should act as the catalyst setting the course of the journey, defining both its
endpoint and the rationale behind the subject’s actions. However, the modern-day
Gilgamesh of popular culture, seeking the flower of immortality, merely pays lip
service to the notion of embracing her mortality, superficially professing a desire
for creative expression as a means of extending oneself into eternity. In practice,

2 See the image source: https://people.com/movies/barbie-movie-set-pictures/ (26.09.2024).

HAYKA TEIEBUAEHMA 21 (1), 2025 69 THE ART AND SCIENCE OF TELEVISION


https://people.com/movies/barbie-movie-set-pictures/

Barbie resolves the conundrum of life’s finiteness through the infinite cycle of
generational life, manifested in physical reproduction—a theme eloquently under-
scored by the film’s final scene.

Fig. 2. Barbie’s moment of doubt. Still from the film*

To learn how to restore the status quo, our heroine seeks counsel from Weird
Barbie, who assumes the role of a Proppian mediator. Straddling two realms con-
currently, this Barbie doll is devoid of the conventional attributes of flawlessness.
This very imperfection perhaps endows her with a deeper understanding and
knowledge. She comprehends the inner workings of reality, the tribulations faced
by Barbie, and the steps necessary to revert to her former state. It is during this
encounter that Barbie uncovers her true identity as a projection of the girl play-
ing with her, realizing that her melancholy and uncertainties are intertwined with
Barbie’s own existence. Thus, Barbie’s transition from the realm of dolls to that of
humans has subtly commenced unbeknownst to her.

Acting as a donor, Weird Barbie bestows upon Stereotypical Barbie a pair of
Birkenstocks in lieu of high-heeled shoes, advocating the relinquishment of super-
ficial beauty for substance and offering to transform and “know the truth about
the universe.” (Could we anticipate a revelation of this truth? Will the denouement
unveil these enigmas?)

Consequently, Plan A takes shape—Barbie must travel into the Real World,
locate her owner, untangle the web of confusion, and thereby restore her original

3 See the image source: https://daily.afisha.ru/news/78450-v-prodazhe-poyavilsya-parfyum-
barbie-s-cvetochno-fruktovym-aromatom/ (05.02.2025).
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state. The question of ceasing to exist as a mere projection of the person playing
with the doll does not even arise.

According to Truby, an adversary or rival motivated by the same objective
as the hero should emerge, yet their presence remains elusive. The issue of the
antagonist in the film remains open.

Fig. 3. Weird Barbie. Still from the film*

MAGICAL WORLD

Barbie departs from her familiar realm and ventures alongside Ken into
a seemingly real, yet inherently unreal world. As Campbell (1997, p. 56) aptly
notes, the “passage of the threshold is a form of self-annihilation.” As a doll,
Barbie metaphorically perishes, paving the way for her journey towards rebirth,
a path that demands earning through a series of challenging trials. The human
world represents a peculiar “magic forest,” a realm where the protagonist must
confront otherworldly forces, unravel aspects of her identity tailored specifically
for her. Indeed, Barbie and Ken find themselves in disparate spaces, perceiving
different realities.

Discovering that she fails to inspire others and serves as the target of sexist
jokes, Barbie later learns of the necessity of money in the human world. While she
internalizes the former message, the latter escapes her attention.

Through the same magical power initiating changes in her physical form,
Barbie finds her owner Sasha, a teenage girl who, as it turns out, has long been

* See the image source: https://dzen.ru/a/ZMfYyOPjkwTA2qLV (24.08.2024).
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uninterested in dolls; in fact, she now views Barbie as a symbol of “sexualized cap-
italism,” perpetuating feelings of inadequacy among women.

The magical world mirrors the disruption of Barbie’s perfection initiated in
her ordinary world, coupling bodily transformations with the shattering of self-
image. The narcissistic ideal self loses its integrity upon confronting the constraints
of conventional reality.

Despite this, the task of unraveling the knot, the very purpose of her jour-
ney, remains unresolved, although not due to Barbie’s actions. While Plan A has
not failed per se, Barbie has not taken a single step towards its realization yet and
seems to have forgotten about it.

Here, the divergence from the mythic and fairy tale semantics becomes
apparent. Typically, the hero encounters initial trials upon entering the magical
realm, as “the most important function of this period of adjustment to the Special
World is testing” (Vogler, 2017, p. 278). Curiously, Barbie navigates devoid of such
trials, even as she undergoes involuntary transformations.

Subsequently, the “gatekeepers” guide Barbie to “the mothership,” the core
edifice of the Mattel Corporation, leading her back to her creators.

In fairy tales, this corresponds to Baba Yaga’s hut, a sacred place. According
to the structure of the magic fairy tale, the initiator—Baba Yaga, residing in her hut
on chicken legs—can embody both a giver of a crucial artifact or knowledge and
a malevolent force seeking to devour the hero or heroine. Regardless, Yaga exists
as a denizen of the underworld, a figure possessing sacred wisdom. Following
Campbell’s insights, this domain serves as the terrain for encountering the initiating
father—a figure who instills a blend of terror and elevation in the child. Composi-
tionally, this represents the pivotal point of the hero’s journey; within a fairy tale, it
symbolizes the location where the hero must undergo trials, face a crisis, experience
death, and be reborn. In the language of initiation, the hero must die to one state
and be resurrected into another. This enchanted place serves as the arena for the
hero to be tested, obtain mystical weapons, gain access to secret knowledge, all to
prepare for the final confrontation. Weiland emphasizes this juncture as the moment
when the protagonist has already learnt the truth, but still hangs on old beliefs, past
aspirations, and outdated patterns. In any case, at this stage, the hero must glean
crucial insights that will propel them towards victory and metamorphosis.

Externally, all of this is present in the film; the rules of cinematic narrative
deployment are upheld, and all the syntactic constructions of cinematic state-
ments are in place. The Matell headquarters tower stands tall, housing important
figures of authority. However, at a semantic level, there is a lack of clarity. Within
the tower, the theme of gender inequality resurfaces; there, Barbie initially meets
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the Mattel board of directors and discovers that unlike in Barbieland, men hold the
reins instead of women. This epiphany not only shatters illusions about her place
in the world but also about the broader standing of women in society.

The director proposes that Barbie execute Plan A—sealing the portal and
returning to the toy world with a flawless physique. He likely serves as the embod-
iment of the malevolent Yaga, striving to push Ivan into the furnace, or a shaman
eager to lure the hero into death. The portal, the gateway back to the former
world, which is actually a way to realize Plan A, symbolizes such furnace, a place
of demise. Opting out of Plan A, Barbie rejects the notion of being manipulated
like Ivan and flees.

Structurally, this refusal marks a trial that the heroine must confront. Her
choice to eschew reverting to a perfect doll form appears irrational, as no alter-
native objectives have been delineated. This choice might be explained by the
ongoing transformations, as Barbie gradually assumes more human traits and
a spectrum of human emotions. Yet, this evolution is not Barbie’s doing; she has
played no active role in these changes.

Barbie next encounters the spirit of her creator, Ruth Handler, in the kitchen.
Essentially, this meeting serves as an encounter with a spirit, a guide from the
other world tasked with equipping the heroine with something essential for the
final battle. Ruth explains that she thinks best at the kitchen table, and that the
women at Mattel do much more than just work. And that’s it. Since this scene is
structurally important, it deserves further exploration.

The film begins by focusing on two seemingly unrelated themes: women’s
roles in society and gender inequality, and Barbie’s resistance to becoming human.

The resistance to humanization forms Plan A. However, what she learns in
the tower from Ruth does not directly address the doll-versus-human issue, such
as the value of being human. Instead, she gains insight into women’s societal
standing. This knowledge aligns with traditional gender stereotypes in patriarchal
societies—“women belong in the kitchen, but from there, they rule the world.” This
echoes the saying, “The husband is the head, the wife is the neck.”

With this new understanding, Barbie flees from the Mattel executives who
want to return her to Barbieland. At the exit, she meets Sasha and her mother
Gloria, helping her escape her pursuers. It turns out that Barbie is a projection not
of the self-confident feminist Sasha, but of Gloria, a mom exhausted by daily rou-
tines and apparently worried about her cellulite. (Visually, this is captured during
Barbie’s first encounter with Gloria as the protagonist exits Mattel: their close-
ups are supported by effects emphasizing a sense of recognition, as if they were
old friends.) Together they head to Barbieland, where the main confrontation is
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supposed to happen. At this point, one might wonder why Barbie avoids imme-
diate delivery to her world in a box and only minutes later decides to return to
Barbieland, but taking the longer route.” Perhaps this choice is necessary to bring
Gloria to Barbieland so that she could later deliver her impassioned speech, piv-
otal for the plot.

Fig. 4. Ken and Barbie. Still from the film®

Returning to Barbieland, Barbie discovers Ken has established a patriarchy,
seizing power and her home—turning their world upside down. The Kens are no

° Barbie’s refusal to immediately return to Barbieland through the portal might stem from her
connection to her owner. Weird Barbie warns her that ignoring their entanglement will only
worsen things. Finding her owner and disentangling this connection likely motivated Barbie to
stay in the human world longer.

Furthermore, the scene at Mattel headquarters reveals the all-male board’s primary concern is
not Barbie’s well-being, but her escape from Barbieland. Barbie could have sensed this. While
she wanted to return to normal, the CEQ’s approach was not in her best interest.

Mattel director’s exasperated cry, “Get in the box, you Jezebel!” is another significant point. The
Russian translation (“3anesai B kopobky, yepmoska!l”—“Get in the box, you wicked woman”)
loses nuance. Since “thinking outside the box,” a common English idiom, refers to thinking in
a creative and innovative way, the command to “get in the box” can be interpreted as an order to
stop thinking freely and revert to conventional worldview.

And “Jezebel” is, firstly, a reference to the Old Testament figure, wife of Ahab, king of Israel,
known for strong character, manipulative nature, and opposition to the prophets of Yahweh.
Jezebel symbolizes both negative and positive aspects of female strength, defying norms, chal-
lenging traditional roles and norms. Secondly, there is a website, jezebel.com, which is an online
magazine focusing on women’s rights, culture, politics, and entertainment.

Therefore, the original intent behind the Mattel CEO’s phrase could presumably be understood
as: “Get back in line, you feminist!"—Editor’s Note.

® See the image source: https://www.kino-teatr.ru/blog/y2023/7-23/1841/foto/41508/
(28.10.2024).
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longer Barbies’ accessories; the Barbies are now Kens'’ This pivotal moment trig-
gers an authentic existential crisis for Barbie. She teeters on the brink of demise,
reclining on the lawn, refusing to act until Weird Barbie intervenes and takes Ste-
reotypical Barbie to her place.

Barbie appears to unearth a revelation—acknowledging her lack of exper-
tise in any field; she concedes she is neither a physician, nor lawyer, nor writer.
It seems as though she takes a further stride towards humanization. However,
the film suggests that the resolution of this crisis lies elsewhere. The narrative
shifts dramatically following a moving speech, delivered by Gloria, who is linked
to Barbie, on the challenges faced by women and the conflicting expectations
imposed upon them. Not only the speech miraculously emancipates the Barbies
present, it empowers Gloria herself.

This galvanizes Barbie; she proposes a plan to reclaim power, apparently
leveraging the “feminine wisdom” Ruth imparted, as well as Sasha’s views and
Gloria’s confidence. The ensorcelled Barbies must allure the Kens, earn their trust,
incite jealousy, and while the Kens are embroiled in conflict, orchestrate elections
to uphold the original constitution. Inequality persists, but Barbieland remains
committed to law and democracy.

Emerging from her existential turmoil, Barbie transforms. No longer the care-
free, idealized doll with inherent privileges, she has become a warrior fighting for
power and possessions. Structurally, within the narrative’s framework, we see an
adversary, with Ken assuming the role of rival. Barbie embodies what Propp terms
a treacherous bride—akin to the archetype of the fair maiden in folklore—forcibly
wedded or abducted, subject to wielded authority (Propp, 1996, p. 298). Depriva-
tion of property fulfills this function, eliciting a response from Barbie that mirrors
centuries of women’s reactions to oppression.

Barbie’s plan hinges on deceptively simple yet highly effective techniques
of male manipulation. She plays the damsel in distress, feigning helplessness
and relying on a strong man’s protective instincts—a man willing to do anything
to rescue a beautiful woman in need. Frequently, the “savior,” inflated with
a manufactured sense of omnipotence, pays the price later, but that is irrele-
vant. The victory is in the bag! “Distract them by appearing helpless and con-
fused. (....) You have to make them believe (...) that they have the power. And
when their guard is down, you take the power.” The ideals of female empower-
ment yield ground to age-old, feminine manipulative arts rooted in the deepest
strata of culture.

The plan works flawlessly. The Barbies regain their independence and prop-
erty; Kens’ reforms are overturned. A defeated Ken weeps; the fairy-tale hero fails
to conquer his princess.
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Barbie, however, has already navigated the full spectrum of inequality. She
ruled Barbieland and Ken, lost it all, and then reclaimed her power. She now com-
prehends the ephemeral nature of power and the precariousness of inequality;
the dependent yearns to break free from captivity and seize authority themselves.
Barbie releases Ken, explaining that he is not an extension of herself. In essence,
this stands as her true accomplishment, and it could have been her pivotal meta-
morphosis had this been solely a story of power dynamics and dependence. But
the narrative shifts, abandoning the theme of inequality and dependence to return
to the contrast between the marionette and the human.”

Ruth’s spirit appears in Barbieland, and in their conversation, Barbie
chooses to become human, driven by a desire to generate ideas and create mean-
ing. The theme of meanings and creativity surfaces for the first time, devoid of reli-
ance on prior events, only to vanish just as quickly. In the human world, Barbie
joyfully visits her gynecologist.

KEN’S ARC

Ken’s journey is remarkably consistent, with no conflict between syntax and
semantics. Initially conceived as a Barbie accessory—like her car, tennis racquet,
or handbag— Ken emerges as a sentient, active character, arguably more human
than Barbie herself. His choices spring from understandable emotions, shaped by
both internal and external conflicts.

Ken’s everyday life is bleak. Externally, he is trapped by his dependence
on Barbie. He inhabits a world that satirizes an inverted patriarchy, where men
traditionally led, solved crises, and saved the day, while women adorned their
lives. In Barbieland, the Kens exist solely to embellish Barbies’ world, devoid of
possessions or professions. Yet, akin to many women in patriarchal societies, Ken
craves not freedom or equality, but rather love, attention, and acknowledgment
from Barbie.

Internally, Ken struggles with a lack of autonomy, self-worth, and imper-
ception of self as a distinct individual, stemming from his symbiotic fusion with
Barbie. Psychologically, at the outset of his odyssey, Ken is an infant—like a child

" Another way to look at it: the film does not abandon, but simply resolves the themes of in-
equality and dependence: Ken is no longer Barbie’s dependent, Gloria’s depression no longer
affects Barbie, and Gloria herself has gained confidence and reconciled with her daughter—£di-
tor’s Note.
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inextricably bound to its mother in the early developmental stage. For him, Bar-
bie’s departure to the human world turns out a devastating loss, for he deems his
very existence intertwined with hers. Ken’s journey, therefore, becomes a coming-
of-age story, from infancy through adolescent rebellion to full adulthood, mirroring
a classic rite of passage.

Driven by his external conflict, Ken devises a straightforward Plan A: win
Barbie’s love and attention. As prescribed by both the monomyth’s framework
and the film’s dramaturgy, midway through the story, Ken ventures alongside
Barbie into a sacred realm—a mystical cave—where he must find a magical elixir.
For him, this sacred space is the Real World, where he finds himself alone, sans
Barbie for the first time. Though his cave is less visually striking than Barbie’s, its
functionality surpasses hers in substance; his enchanting universe is much closer
to the real human experience.

Like Barbie, Ken discovers that the human world differs drastically from
his doll-like existence; women do not rule. Chance encounters, acting as donors,
impart crucial lessons addressing his inner conflict. He learns: 1) that he can be
an active agent, deserving of respect like any other human being, and that men
are not powerless appendages to women; and 2) that the human world demands
skills and competence.

This state of initiation is a pivotal moment of choice, of acquiring sacred
knowledge, a magical elixir, and clues meant to guide him in the right direction.
But Ken is not ready. He only knows inequality, interpreting respect as a sign of
superiority. He sees men in positions of power—men in business, on horseback,
on banknotes—blind to the women equally engaged in the same pursuits, even
when speaking with them. Identifying himself as part of the ruling male class, he
attempts to claim a place in this world—whether through managing, performing
an operation, or even assuming the role of a lifeguard. Yet, mere gender associa-
tion proves insufficient; additional skills and proof of competence are imperative.
He is asked for a diplomal!

This seems like a clear indication of how the human world functions, yet
Ken misses the point. Confronted with truth, he clings to his misconceptions,
returning to Barbieland with a flawed understanding to build his own patriarchy,
believing this will win Barbie’s affection. In his perception, the powerless depend
on the powerful. In his doll world, Ken succeeds; patriarchy is established, and
the Barbies are no longer lawyers and pilots but mere beer-serving girls. Barbie is
defeated, Ken triumphs, but happiness eludes him. He has taken Barbie’s house,
but gained no real recognition. Power, he discovers, does not yield love and
acknowledgement. Ken shows Barbie his Mojo Dojo Casa House and asks, “How’s
that feel? It is not fun, is it?” At this moment, Ryan Gosling’s pained expression
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reveals that his character is actually the one who was dissatisfied. Ken clearly
senses that his strategy is failing, that his newfound power is unsatisfying.® Yet, he
cannot let go, hiding behind two pairs of sunglasses, and announces a boys’ night.

His subsequent failure is predictable. Choosing patriarchy, he enters a world
of gender wars, where disenfranchised women have, over centuries, learned to
manipulate men.

Ken’s defeat triggers an existential crisis. He confronts the consequences
of his failed plan, fully grasping the results of his misguided beliefs. He discovers
that in a world where your existence depends on another, even if you subjugate
them, you still lose. Patriarchy and gender wars breed no winners. Only then is
Ken ready for transformation. He finally hears Barbie’s message: they are not
accessories to each other, but independent beings. This understanding earns
him his freedom.

WHOSE ARC IS THE CORE OF THE NARRATIVE?

Let us summarize and answer: what is the essence of Barbie, what themes
does it explore? Does it advocate for feminist, anti-feminist, or post-feminist values,
or does it convey a completely different message? And who is the true protagonist?

Following typical morphology of a fairy tale and cinematic drama principles,
the lead character is expected to confront and resolve the core issue that steers
their journey, often not fully grasped at the outset.

Despite Barbie being billed as the main character and Ken as a supporting
figure, the narrative fails to substantiate any of Barbie’s transformations. How is
her arc structured? The primary theme directing her trajectory is the involuntary
metamorphosis into a human. While the doll-to-human transformation is a famil-
iar trope, in a well-crafted narrative, even unexpected events resonate with the pro-
tagonist’s internal struggles. However, the film neglects to highlight any internal
conflicts within Barbie that could be linked to her idealized doll state.

& Alternatively, Ken’s emotional turmoil in this particular scene highlights a lifetime of sup-
pressed pain, which he realizes for the first time. He even might feel it more acutely than Barbie
feels her newfound vulnerability as someone else’s disenfranchised and homeless attribute. His
pain allows the audience to empathize with Barbie’s situation. Structurally, this scene might be
seen as a crucial revelation for Barbie rather than Ken’s failure, adding depth to her character
and making her more honest and human. As for Ken’s true failure, it comes later, after their epic
battle, when he realizes that Kens have forgotten to vote on the Constitution—Editor’s Note.
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Initially resistant to this transformation, as expected in the hero’s journey
structure, Barbie consciously embraces her desire to be human by the film’s
conclusion. According to the character arc principles, events in the story should
logically bridge these points, catalyze the unfolding changes, and underscore the
significance of this transformation. Audiences ought to witness why Barbie for-
sakes doll perfection—this shift should be illustrated not just through dialogue, but
through events.® The ending should reveal the essence of this transition, show-
casing what distinguishes humans from dolls, beyond cellulite and bad breath.

In the film, however, Barbie’s choices stem from her joy of experiencing
a range of emotions (we see her sad and crying, and delighted by the children’s
laughter or the beauty of an elderly woman at a bus stop), as well as the desire
to create meanings. But all these experiences are unearned,* while the mean-
ing-making is largely talked about, not demonstrated.

Simultaneously, the main plot revolves around gender inequality, a theme
introduced early on but in a somewhat contradictory manner. Living in a world
entrenched in a reversed patriarchy, Barbie aligns her mission with championing
boundless opportunities for women. And then she discovers real-world patriarchy,
where corporate boards are exclusively male-dominated, and women face con-
flicting expectations, as Gloria passionately professes. While not directly impact-
ing Barbie, these epiphanies shape her behavior, serving as pivotal plot junctures.

The movie’s emotional climax unfolds through the loss of power and pos-
sessions. Logically, one might expect Barbie to fight back, steering the narrative
towards equality. However, her reevaluation veers towards not actual liberation
but male manipulation with her appearance. “It’s like 'm a woman already,” says
Barbie as she is being glammed up for Ken’s seduction aiming to restore her power.
Not long ago the embodiment of the doll ideal, beautiful and admired by Kens per
se, now, in order to achieve the same effect, she feels compelled to apply “war-
paint” and make an extra effort to look utterly irresistible. All of this hardly aligns
with patriarchal deconstruction.™

° Barbie literally lives—as a human—all the major events that happen to her throughout the film.
She breaks free from the “every day is the best day” mindset of her doll life, a concept highlighted
by the slogan on her box (“She’s having the best day!”) and echoed in the film’s opening party—
Editor’s Note.

10 And yet her experiences might actually be earned—for the same reason described in the previ-
ous footnote—Editor’s Note.

' Another interpretation suggests that Barbie’s words reflect her growing awareness of the de-
cades of male injustice and oppression. This could be seen as her embracing feminism: “l already
feel like a woman!” However, her reliance on feminine wiles instead of personal strength might
be interpreted as a stereotypical behaviour—an idea the author is referring to. It contradicts the
principles of feminism and body positivity, highlighting the complexities of gender identity and
women’s roles in society—Editor’s Note.
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Consequently, the heroine’s journey to becoming human involves address-
ing genderissues, and in a rather archaic way. The connection between inequality
and the decision to stay a doll or become human remains unclear.

The themes of attaining humanity and femininity smoothly converge in the
final scenes, culminating in a visit to a gynecologist, reducing human essence
to mere physical attributes like genitalia, which is a rather narrow definition of
humanity. Therefore, the assertion that the film espouses feminist ideals appears
somewhat exaggerated.

Let us look at Ken’s character development. His actions are steered by his
motives and aspirations, and the changes he undergoes stem from his misguided
decisions. Ken emerges as a proactive figure, initiating events rather than reacting
to them. Initially seeking Barbie’s attention, he makes attempts to get it. He ven-
tures into the human world to remain connected to her. This journey introduces
him to new experiences, leading to the formulation of a flawed theory on achiev-
ing significance through gender-based norms. He acts on it and fails. He learns
that inequality, even in power, offers no real benefit. He realizes that his plan was
wrong, his position did not make Barbie love him or respect him more, but only
increased his dependence on those forced to tolerate his power. This is why Ken’s
eventual independence feels earned and justified.

Ken’s arc is well-structured and cohesive. Notably, since themes of inequal-
ity and dependency are integral parts of Ken’s external and internal struggles, his
narrative arc underpins the central segment of Barbie’s journey, revolving around
gender dynamics. Although Ken does not transition from the toy world to the
human realm in the end, his humanity appears more convincing and genuine.

CONCLUSIONS

Our analysis reveals a sophisticated narrative structure in Barbie. Behind
Barbie’s surface-level central storyline there is the true structural foundation:
Ken’s arc. Barbie’s arc serves as a decoration diverting our attention to the illusory
nature of the narrative architecture. While technically adhering to cinematic syntax,
its semantic essence does not quite align with its structure. Nevertheless, the film
remains cohesive, appearing as a finished piece largely due to the semantic har-
mony of Ken’s arc intersecting with Barbie’s central arc.

Ken’s arc supports Barbie’s and thus forms the backbone of the film, seam-
lessly integrating the syntax of the hero’s journey with its semantics. His actions
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consistently address external challenges, with failures leading to confront and
resolve his internal conflicts. Ken’s conflict mirrors the rite of passage semantics,
focusing on overcoming childish dependency on the motherly figure, represented
by Barbie, and attaining autonomy.

Barbie’s seemingly contradictory arc is no error but a deliberate artistic
choice, creating duality of perception, while the overall integrity rests on the cohe-
siveness of Ken’s narrative arc.

BBEAEHUE

®unbM «bapbux (2023) MpeTsl fepBUT, CHATBIN NO cLeHaputo fepBuUr 1 Hoa
Baymbaxa, ocTaBAseT NPOTUBOPeYMBOE BNevaTneHne. OH MoNb3yeTcst OrpOMHbIM
YCMexXoM Y 3puTeneit — 370 camblii NpubbINbHbIN hrnbM 2023 roaa, cobpasLunii
bonee ManMapaa LONNAPOB MO BCEMY MUPY, 1 O HEM FOBOPST Kak O 3HA4MMOM
SBAEHMN NONYNSPHOM KynbTypbl. OAHOBPEMEHHO €r0 OLIEHMBAIOT KaK paclinpeH-
HblI PEKNaMHbIN POANK, XOPOLIO BbINOAHSIOLLMIA CBOIO DYHKLMIO KOMMEPYECKOTO
NPOABWIKEHNS NPO/YKTa. Befb OH MOBbIWAET NPOAAKN UTPYLWEK, CTUMYANPYET
MHAYCTPUIO Kopnopauuu «Mattel», Ho BMecTe ¢ TeM 3acTaBasieT UccnefoBaTe-
Nen BHUMaTeNbHO OTHOCKTHCS K CMbIC/IOBOMY HanONHEHWIO, COflepIaTeIbHOM
COCTaBASHOLLeN IKpaHHbIX 06pa3os. O4eBNAHO, 3TO He peKnama, a NoNHoLeHHoe
XY[OXeCTBEHHOE BbICKa3blBaHVie, MOCTPOEHHOE, C OHOW CTOPOHbI, MO 3aKOHaM
KMHOApamMaTyprin, a ¢ Apyrol — coaepallee B CBOeW CTPYKTYPe BblpaXKeHHOe
npoT1BOpeYne, onpeaensiollee, Kak npeanonaraeTcs, v NpoTUBopeYe B BOC-
npusaTUn hunbma.

KpUTWKIM NOHMMAIOT GUAbM KaK MMetoLniA TMbo oT4eTnnBoe heMmUHUCT-
cKkoe (Houghton, Murray, O’'Donoghue, 2024; de Castell, Jenson, 2024; La Porte,
Cavusoglu, 2023; Yakali, 2024; Pratiwi, Angela, 2024; Shepherd, 2024), n1n60 aHTu-
emuHmncTckoe (Lubis, Eryani, & Solin, 2024; Myisha, Sabila, Maharani, Ramadhan,
Kamalia, 2023; Temel, 2024; White, 2024; Gibson, Bridges, Wulff, 2023; Gibson, 2024;
Johansson, 2024; Terry, 2024; Neis, 2024) nocnanue. [1eNCTBUTENBHO, B DUIbMe
NOKa3blBaAOT 1 0OCYKAAIOT O4YEHb Pa3Hble BapuaHTbl reHAepHOro HepaBeHCTBa.
B HEKOTOPbIX Cyydasx KapTUHY YNPeKatoT B reHAepHON NpeaB3aToCTy, HeaoCTa-
TOYHOM BHUMaHWM K KeHy, B AEKOHCTPYKLUMMW TPaAMUMOHHbIX MY>KCKUX MAeanos
(Yakali, 2024). OTmeyaeTcs, YTO ecnv bapbu ABMKETCS K MOAHOM TMYHOCTHOW
peanv3aumm Kak xeHunHa, To KeH octaetcs npocto KeHom (Terry, 2024), u ero
yCnexun B IMYHOCTHOM POCTE ropasfo CKPOMHee.
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Bnaropaps Yemy goCTuraeTcs Takast ABOVCTBEHHOCTb B BOCTIPUSITUAM CMbIC-
NOBbIX MOCHINOB MUNBMUYECKOTO BblCKa3biBaHMS? [1o4eMy OfIHMM OH KaXeTcs
HEMUHUCTCKUM, a APYTUM — aHTUMEMUHUCTCKNM? [JeCTBUTEeNbHO N 06pa3
KeHa HegoCTaToOYHO PacKpbIT, M Ha ero pasBuTHe HUKAK He NOBAUSAN NPOMaeH-
HbIA VM NYTb 1 COBEPLIEHHbIE UM Ha 3TOM MYTU OTKPbLITUS?

XOTS MHOXECTBEHHOCTb MHTEPNPEeTaLMii — 3TO HeoTbemseMas YepTa npo-
13BefeHVs CKYCCTBA, He N03BOAsAWAs rOBOPUTL O eAMHCTBEHHOM NOANMHHOM
CMbICNe PrnbMa, TEM He MEHEee CIOXKETbI MaCCOBOMO KMHO MMEOT CBOM 3aKOHbI, CBSI-
3blBatoLLIME CMHTAKCHKC U CeMaHTVIKY, COCcob pacckasa O MepcoHaxe 1 cogepaHue
pacckasa. Llenb cTaTbyi — BbISBUTb, ONMPasich Ha CUHTAKCUC, COAepaTenbHYt0
CTOPOHY KMHOBbICKa3blBaH s, 0OHaPYKMBAIOLLYIOCS MPY CPABHEHWM 1 PACKPbITUN
0COBEHHOCTEN MyTU repoeB, Pa3BOPAYMBAOLMXCS MO Pa3nvyHbIM TPAaeKTOPYISM
1 onpefensitollM KOrHUTUBHbIE MPOTUBOPEYS B BOCMIPUSTIN CMbICAa.

CTPYKTYPA MU®A — NNIOT VKA KWUHOAPAMATYPI U

HeonpefeneHHOCTb MOCbINa, 4BOMCTBEHHOCTbL BOCMPUSATUS, MHOXECTBEH-
HOCTb MHTEpNpeTaLuii 0ObIYHO CBONCTBEHHbI aBTOPCKOMY KUHO, MPOU3BEAEHNIO
MCKYCCTBA Kak TakoBOMY. Ho «bapbu» — 3T0 06bIYHbIN NPOAYKT NOMYNSPHOIA
KYNbTYpbl, CKa3ka, OpMEeHTMPOBaHHAs Ha MacCOBOrO 3pUTENS 1 ero OXMAaHMS,
XOTS W HecyLjas onpefeneHHsle CMbICbl. ClegoBaTenbHO, Cnocob aHanmsa, s3bik
OMMCaHUs, AOMKEH COOTBETCTBOBATL 3aKOHaM ApaMaTyprin UrpoBOro KMHO
C Y4ETOM CTPYKTYpPbl BONLIEOHON CKa3KM U MUda.

B 60NbWUHCTBE C/ly4aeB CTPYKTypa UIPOBOro KMHO, pacCYMTaHHOro
Ha KacCoBbIV yCrnex, CerofHs BbICTPaMBaETCs C ONOPOW Ha NpaBuWia pa3BepTbl-
BaHWS KMHOMOBECTBOBAHNS, OMMCAHHbIE TAKMMU CLIEHAPHbBIMM TEOPETUKAMM, KaK
AH. MuTTa (2008), K. Bornep (2017), P. Makku (2008), . Tpybu (2016), C. dung
(2016), K.M. YalinaHg (2020) v ap. B ocHOBE 3TUX NPaBuU NEXaT 3aKOHbI Knac-
cuyeckon apamatyprum v Tpyasl B.A. Mponna u k. Kamnbenna. MocnegHuni
BbIAENMA MOHOMUM KaK eanHY0 CTPYKTYPY YHUBEPCANBHOTO, EAUHOIO ANS BCEX
KynbTyp Muba, OTpaxatoLiero, B CBOK oYepefb, CTPYKTYpPY 0bpsiaa MHULMaUmn.
AapoM MoHOMU®DA, NexaliM B 0OCHOBE MUMDOMOITUKN, SBASETCS ABVIKEHUE
repos, noapasymeBatollee obpeTeHne NAEHTUYHOCTN Yepes TP NepexoaHbIX
COCTOSAHMS, «yefIUHEHNE — MHULMaUWs — BO3BpaLleHe». o cyTu, MOHOMUG —
3TO M €CTb UAEHTUYHOCTb, (DopMMpyemMas B pesynstaTe NPOXOKAEHWS UCMblTa-
HUI, BO3HMKAIOLLMX HA MYTU [yXOBHOTO CTaHOBAEHMS. «[1yTb MUAONOrnYeckoro
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NPUKOYEHNS repost 06bIYHO ABNAETCS pacllvipeHem hopMybl BCIKOro obpsaa
nepexofa: yefjHeHne — NHMLUMaLmns — BO3BPaLLEHNE, KOTOPYIO MOXHO Ha3BaTb
LeHTpanbHbIM 610KoM MOHOMMUMD» (Kamnbenn, 1997, ¢. 37).

Banskas cTpyKTypa HappaTvea bbina BbisiBneHa [ponmnom Ha matepvane
BONWEBHON CKa3Ku, TOXe onunpatoLleincs Ha 0bpaa MHUUMaLMK, BRI
B cebsi COCTOSHWS NepexoaHoCT (MCxof, NonagaaHne B MHOW MUP, BpeMeHHas
CMepTb 1 BO3BpallleHne B HoBOM kavecTge) (Mponm, 1996).

CeMaHTUYecKne efuHuLbl MOBECTBOBATENbHON CTPYKTYPbI CKa3Ku, DyHK-
uvu Mponna 1 MoHoMud Kamnbenna ctanu ans CLeHapuCcTOB BaXHbIM OpUEH-
TupoM. Bnocneactaun Bornep, onupasice Ha Kamnbenna, pazpabotan nocobune
no CUeHapHOMY MacTepcTBY, PaclIMPKB ero 3aTeM 10 NOAHOUEHHON KHUMK
(Bornep, 2017). B pansHelilieM NoBeCTBOBAaTEbHYO COCTAaBASIOLLYHO CTPYKTYPbI
NyTV repost CCNefoBanu MHOrVe TeOPEeTUKN KMHOApamaTypriin, obpatiasuine
BHVMaHME 1 Ha 3aKOHbI NMPUBIEKATENbHOCTY CHOXeTa [I/18 3pUTeNs, Ha TO, Kakoe
NOCTPOEHNE CHOXKeTa NO3BOUT YAEPIKMBATH BHVIMAHME, U Ha NCUXONOMMYECKYHO
[OCTOBEepPHOCTb ncTopuu (Vogler, 2017).

/laesa o cyllecTBOBaHMM 3aKOHOMEPHOCTe NOCTPOEHMS CLEeHapus cTana
NoNynsipHOW 1 Nerna B 0CHOBY paboT MHOTVX UCCNefoBaTeNeit, KoTopble Npu
BCEM pa3HoOobpa3nm KoNMyecTsa BblfensaeMblX 3N1EMEHTOB U 0CODEHHOCTe
MX COAEPMaHNS TaK MAN MHaYe ONMPanucCh Ha KOHLEeNLMio 06 MCXO[HON CBA3M
KMHOHappaTMBa CO CTPYKTYPOIA CKa30K 1 cofepraHnem MMdoB, Npeactasnsto-
WMMI NYTb repost B BUzAe AyroobpasHow KOHCTPYKLMI, apKL NepPCoHaxa.

MpK CyLLECTBEHHbBIX PA3IMYMSX, JOMOMHEHUSAX U HENM3DEXKHbBIX MOANDLKa-
UMSX CTPYKTYpa NMyTW reposi CoxpaHua 6a130CTb CO CTPYKTYPOI MUda 1 CKasKu.
Kamnbenn paspaboTtan nyTelecTBre repost Kak NpuTyy 0 TpaHCHopMaLym Yeno-
BEKa, BK/IIOYatoLLel B cebs yxoa 13 NpeadblayLien Xu3Hu, MHULMaLMI 1 BO3Bpa-
LweHMe.

Mponn v KamMn6enn onuceiBanm CTPYKTYpY CKa3ku 1 Muda, B OCHOBE KOTO-
PbIX Nexann obpsabl 1 Npexae Bcero obpsaa nHnumaunm, obecnednsatoLin
NpaBUbHbINA NEPEXO] MHNLMMPYEMOro B 6osee BbICOKMIA COLManbHbIi CTaTyc,
obpeTeHne HOBOM MAEHTUYHOCTU. ITOT 06Psa AOMKEH BblN NPOBEPUTHL FOTOB-
HOCTb pellaTh CIOXHbIe 3aa4u, CHabavB HeodUTa HEOBXOAVMbBIMU 3HAHUAMM,
NpUoBLIMB K CaKpabHbIM TaliHaM. MIHMUMaLUWs TECHO CBA3aHa C TeMO CMepTy,
T. K. CaKpanbHOe 3HaHvie MOXHO ObI10 NOMYYKTb TONBKO B MOTYCTOPOHHEM MUPE,
B 3arpobHOM LiapcTBe. [epexos B NOTYCTOPOHHMIA MUP CUMBOMM3KMPOBa CMepPThb
npefplayLero COCTOAHWS, NPeblayLLEn AEHTUYHOCTU, K KU3HI BO3BPaLLIANCcs
y)Ke ApYrol YenoBeK, MOMHOMPaBHbIN Y1eH 0bLLeCTBa, MONYYMBLUMI MECTO B NpW-
BU/IErMPOBAHHO rpynne Nocne NPOXOKAEeHUs UCMbITaHNS 1 YCBOEHWS CaKpanb-
HbIX 3HAHWI O MUpe.
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CTpyKTypa nyTW repost MOXET COCTOSATb M3 PA3HOTO KOMMYECTBa 3Tanos, Ux
MOXET ObITb TPU, NATb, ABEHaALATb, ABaALATL 1Ba, HO NOOOI BapUaHT COaep T
BbIXO[, repost 13 0ObIAEHHOrO MVpa B HaNPaBAeHNN, 3a4aHHOM M1aHOM «A», —
NePeNoMHbIV MYHKT, KOTAa repoi AOMKEH YTO-TO OCO3HATHL UM HEe OCO3HATb, 13Me-
HeHKe NnaHa, CXBaTKy C MPOTUBHMKOM/MaBHOe UCMbITaHve, nobeay (ecnm dunsm
C XOPOLLIMM KOHLIOM) 1 BO3BPALLEHWE Ha3afl, K ICXOAHOV TOUYKE B HOBOM KadecTse.

OfHaKo npu 611M30CTY 3aKOHOB Pa3BepTbIBaHUS NOBECTBOBAHWS, OMK-
caHHbIx Mponnom 1 KaMnbennom, ¢ oHoN CTOPOHBI, 1 TeopeTuKamy KUHoapa-
maTypruv (Bornep, 2017; Tpybu, 2016; Makku, 2008), ¢ Apyroi, OHM paccmaTpu-
BAIOT CTPYKTYPY CKa3ku, Muda 1 KMHOCLIeHapKs C pasHblX TOYeK 3peHus. [ns
Mponna cKa3ka — 3TO 3neMeHT honbKIopa, coxpaHsatoLnii CTPYKTYpY 0bpa3a
NMHULUMAUAN (<MK MHUUMaUMK — ApeBHelWas 0CcHoBa cka3ku» (Mponn, 1996,
¢. 353)), ero ceMaHTM1KY 1 PacCcKa3blBatoLlMiA O TOM, Kak repoi, Npoias UCMbiTa-
Hue B BoNeHbHOM necy, obpeTaeT HOBbIN CTaTyC, HOBYIO MAEHTUYHOCTb (MBaH-
AypaK CTaHOBUTCS MIBaHOM-LjapeBuyem, 3aMmapallika MaleHbKa CTaHOBUTCS
KpacaBwLen ¢ cyHayKom boratcTs). locneaoBaTenbHOCTb 31eMEHTOB pacckasa,
(yHKUMI B TEpMUHONOT MM TpONna, He 04YeHb 3[eCk Ba)kHa; 3Ha4YvMee To, YTO
repoi, CoBepLIaloWnin NpaBubHble AENCTBYS, B hrHane npeobpaxaeTcs. Tak
WAV ViHaYe, HO 3NeMeHTbl KOMMO3MLUMM BOLWEOHON CKa3K1 OKa3anucs npusne-
KaTenbHbIM MaTepuanom /s NoCTPOeHUs CLieHapueB, a NoHUMaHKe Toro, Kak
YCTPOEHO PUIbMUYECKOe NOBECTBOBAHME, OTKPbINO 1OMNONHUTENbHbIE BO3MOM-
HOCTW AN uccnegoBaTenein nrpoBoro kKnHo (Bordwell, 1985).

Bornep, Tpybu, Makku 1 Apyrine TEOPETUKN CLIeHAaPHOIO MacTepcTBa roBo-
pAT O TOM, Kak caienaThb 13 Muda/cka3km GunbM, CTaBs akLEHT MMEHHO Ha noce-
[0BaTeNbHOCTY COObLITUI, KOTOPbIE O/MKHbI HE TOMBKO 06BACHATH NPOMCXOAs-
e C repoem nepemeHsbl, HO ¥ CAenaTb KUHO MHTEPECHbIM, YAEPKMBAOWMM
BHUMaHWe 3puTeneit. XoTa U3MEHEHWS repost B pesynsraTe UCMbITaHus TOXe
BXOAAT B CTPYKTYPY NMYTH, BaXKHbIM SBASETCS NPEXae BCEro aMoLMOHanbHas
BOB/EYEHHOCTb 3pUTENS, Er0 NEPEeXMBaHMS OT YBUAEHHOTO.

B puTyane n cnegytowem 3a HUM Mude MHULUMPYEMbI TakxKe 13Me-
HACA, OH MOMly4an CakpanbHoe 3HaHMe N3BHe, OT BbICLIMX CUT N HAaCTaBHU-
KOB. HO B MIrPOBOM KWUHO, MYCTb ¥ PEANUCTUYECKM BOCMPOU3BOASLIEM CODBITUS,
nogobHas TpaHchopmMaumsa He Bbirnsaena obl yoeanTensHo. [axe ecnu, Kak
B «MaTtpuue» unu «06nacTax TbMbl», repoit cpasy nonyyaeT BonwebHoe cpea-
CTBO, 0becneynBatoLLee CBEPXCMOCOOHOCTU, eMy BCE PaBHO HEOOXOAMMO NOTOM
NpoXoauTb UCMbITaHKs. W TpebyeTcst ncuxonoruyeckoe 0boCHOBaHVEe M3MeHe-
HUIA. A COrnacHo 3akoHaM NCKUXONOT MK, HKaKas HoBas MHPOPMaLMs He MOXeT
KapAVHanbHO U3MEHUTL Yel0BEeKa, eCnu eMy YTO-TO NMPOCTO PaccKasaTth 1an
nokasaThb (Xaiin-3Bepc, Xanrn, OTT, Prorep, 2001). I3MeHeH st BO3MOXHbI, TOMbKO
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ecnvi npeabiayLmi 0bpas cebs, M1pa, npeaplayliie LeHHOCTY U e OKa3annch
HECOCTOSTE/NbHbI MOC/E MEPEXMTOrO KPpU3KMca 1 BCTPEYM C HOBOW AENCTBUTEb-
HOCTbIO, NpeabsBAstoLLel bonee CnoxHble TpeboBaHMs.

CornacHo 3. IPUKCOHY, KM3HEHHbIN LKA NpeanonaraeT nocnenosaTenbHoe
NPOXOXAEHVE BOCBMU CTafMI Pa3BUTUS IMYHOCTU. [1epexof Ha Kaxayto cneayto-
Lyto CTaamio obecneynBaeTcs ycnelwHbiM hopMrMpoBaHMeM HOBOOOPa3oBaHWi,
NO3BONSIOLLMX aAaNTMPOBATLECS K 3anpocaM aKTyanbHOM CoLManbHOM peanbHOCTL.
Ho camo opmMmrpoBaHye CTaHOBUTCA BO3MOXHbBIM TOMBKO 3@ CHET MPOXOXAEHMS
TaK Ha3blBaeMOro HOPMaTVBHOMO KPY3Kca, BO3HUKAIOLWLETO MOTOMY, YTO HYENOBEK,
nocTeneHHo B3pocnes MU3N0NOrMYECKM, Ha KaXKAOoM 3Tane CTaHOBNEHNS OKa3bl-
BaeTCs He roToB K HOBbIM TpeboBaHMSM CPefbl, U3MEHSIOLLVMUICS Ha O4epeHOi
BO3PaCTHON CTaamnut (HOPMUPOBAHMNS NAEHTUYHOCTU (IPUKCOH, 1996).

TaK v repon, AercTBYs Ha OCHOBE Npeablaylero 3HaHua (obpasa cebs,
MVpa, LEHHOCTEN, LUenen vkenaHunit), Ao/mKeH NoTepneTs Kpax, 3alTu B TYMMK
AN TOro, YTobbl BOCMPUATUE HOBOM MHMOPMaLMK (CKa304HOro BOMLLEDBHOrO
CpencTsa) 6bi710 B NPUHLMMNE BO3MOXHO, a U3MEHEHE repost BbIMAAEN0 N1OrMYHO
1 060CHOBaHO. [ePOI AOMKEH BCTPETUTLCS NMLIOM K 1KLY CO CBOUMM BHYTPEH-
HVIMW AeMOHaMW 11 3aBEePLUNTb apKy CBOero pa3sutus (Yainarg, 2020, c. 56).

OpHako Npu 6AM30CTH CTPYKTYPbI bribMa CTPYKType Muda 1 cKasku,
CTPSATCSH OHM Yy Tb Ha Pa3HbIX OCHOBaHUSAX.

MrpoBoe KMHO — KOMMEePYEeCKUIA MPOAYKT U AOMKHO HPaBKTbCS 3PUTENSAM.
A 3HAUUT, LOMKHO ObITh BbICTPOEHO TaK, YTOObI YAEPKMBATL X BHUMAHME, U, YTO
O4Y€eHb BaXHO, I'IpOI/ICXOLLﬂLLI,I/IQ C repoaMm N3MeHeHNA OO/MKHbI 6bITb ncmxonoru-
YeCKM 0DOCHOBAHbI.

3a 3MOLMIOHANbHYI0 BOBNEYEHHOCTb 3puTeNel 0TBeYaeT CUHTAKCUC BbICKa-
3bIBaHWSA (TO, KaK pacckasaHa WCTopus), a 3a NOHMMaH1e NPOUCXoasALero —
CcemMaHTuKa (To, 4TO COAePXUTCS B pacckase, YTo OH B cebe HeceT). 1 UMeHHO To,
Kak byfeT opraHnM30BaHO BOCMPUSTIE, KaKue dNeMeHTsl nonaayT B hoKyC BHU-
MaHWs, 1 KaKol B pe3ynbraTe ByAeT BbICTPOEH relTansT, v byaeT onpeaensTb
B KOHEYHOM WUTOTe CeMaHTUKy dunbma. IHOrAa He3aBMUCKMMO OT 3aMblCa co3fa-
Tenei unv gexknapupyemon naen dunbMa cnov CUHTaKeKca 1 CeMaHTVKKU B NMpo-
13BeAEHNM Janeko He rapMOHUYHO AONOMHSIOT APYT AApYra, @ B3aMMOAENCTBYIOT
KaKk KOHMNVIKTYIOLME CTPYKTYPbI. PaccMaTpriBas npupoay Muda Kak IMHIBUCTY-
yeckoe 06pa3oBaHue, <IUHMBUCTUYECKNI 06beKT», K. /leBn-CTpocc aHanmau-
poBan MuUdeMHbIe rpyMMbl Kak BEPTUKANbHO COYNEHEHHbIE CIOETHbIE TPy Mmbl
(NeBun-CTpocc, 1985, ¢. 183-207). NapaanrmanbsHbiii noaxon /leBu-CTpocca no3Bo-
NSIET YYUTbIBATb HEe CTO/bKO Pa3BepTbIBaHVE OIHOW, BO3MOXHO, IMaBHOI nose-
CTBOBATENbHOW IMHNM, HE @AVHCTBEHHbI BAPUaHT MCTOPUN, CKOBKO COYeTaHme
Pa3HbIX CIOKETHbIX MOCIEA0BaTeNbHOCTEN flaXe BHYTPY OfIHOMO TeKCTa. AHanms
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BEPTMKaIbHO PACMONOMKEHHbIX Y3/10B KOMMO3WLMN, KOT/la CHOKETHbBIE 3/1EMEHTbI
NOBECTBOBaHNS HaXOASTCS OAVH Haf, APYT 1M, MO3BOMSET HE TOMBKO BbISIBUATb KOH-
CTPYKTVBHbIE 3NEMEHTbI AVHOTO LeN0ro BbICKa3blBAHVIS, HO 1 PACKPbITh Yepes
COMOCTaBMeHNe Pa3HOYPOBHEBbIX 06Pa30BaHNIA X CMbICIOBOE HAMNO/HEHWE, TaK
e KaK Yepes aHan3 CMHTAKCMCa OTKPbIBaeTCs mybuHa CEMaHTUKM.

370 3HaYMT, YTO aHaNM3MpPOBATL NPOUCXOAsLLEe C reposimu, habyny UcTo-
PUM HY)KHO, Y4MTbIBaSH 1 3aKOHbI MOCTPOEHMS CKa30K, MOPONOrio CKasku, T. e.
FOPVI30HTANIbHYIO OPraHy3aumnio pa3BepTbiBaHUs KMHOMOBECTBOBAHWS, 1 BEp-
TUKaNbHYIO CTPYKTYPY 3NEMEHTOB KOMNO3MLMM DUAbMUYECKOTO BbICKa3bIBAHWS,
COOTHOCS WX MeXy COboM.

B HopMe cMHTaKcuc (Cnocob noBecTBOBaHMS) 1 CeEMaHTKa (CoaepaHue)
JO/MKHbI BbITh COrNacoBaHbl. /1 UMEHHO aHanmn3 cnocoba N3NOMEHNS, CUHTaKCMCa,
OTKPbIBAET [JOCTYN K CEMaHTMKe. IMEHHO aHanu3 CHTaKcKca NO3BOANUT BUAETD,
Kyaa UAeT repoi, 4TO C HUM MPOUCXOANT U, B HEKOTOPBIX CIy4asix, KTO B hunbme
NPOTArOHNUCT, T. K. FEpO — 3TO TOT, KTO A€PXKUT apKy, Ybl M3IMEHEHUS CIOXeT
1 060CHOBbIBAET.

APKA MEPCOHAXA — ABUFATE/1Ib UICTOPUN!

ApKa 3BOMKOLMM NePCOHaxa — BOT YTO NPUBOANT B ABVKEHME UCTOPUIO,
noBeCTBOBaTENbHYO CTPYKTYPY dunbMa (YarinaHa, 2020, c. 51). Apka — 3To Tpa-
EKTOPWS ABVIKEHNS reposi, COCTOsAWas 13 ero AecTBMIA. ECnu repolt u3MeHseTcs
B NONOXNTENBHOM HarnpaBneHuK, apka MMeeT BbIrHYTYto opMy, HanoMmHas cooT-
BETCTBYIOLLYIO apXUTEKTYPHYHO KOHCTPYKLMIO C BXOAALLMMY B HEE SNeMeHTaMu.

CornacHo cTpykType Muda (Kamnbenn), Mopdonorviv BonwebHOM Ckasku
(Mponn) 1 KaHOHWYECKOW CTPYKTYpe ApaMaTyprim UrpoBoro KMHo (MutTa,
Bornep, Tpyou, Makku 1 Ap.), UICTOPUS HaYMHAETCs B 0ObIYHOM MYUPe, e repol
CTaNKMBaeTCs C HefocTavel, yuepbHo Npobnemon, 3acTaBAstoWEl BbIATH
13 MPVBbLIYHOW Cpefbl 1 MOrpy3nTbCs B MHOM, BONWebHbIN Mup. Llens nyTe-
WeCTBUS — BO3MECTUTb ylUiepo, HalTn NOTepsSHHOE 1 BEPHYTLCS K TOMY, HTO
6bin10. LieHTpoM NyTv SBNSETCS BCTPEYa C fapuTenem, yCTpaviBaloLyM — 4acTo
KeCTKMe — UCTbITaHUs, OTKPbIBatoLLMe nepef, repoem BO3MOXHOCTb Pa3HbIMU
cnocobamu Nony4YrTb BOMLWEOHOE CPeACTBO, MO3BONSAIOWIEE FePOI0 3MEHNTHCS,
nobeaunTb BParos 1 JOCTUYb XKENaemoro.

OfHaKo B UCTOPWW, BEIMSASLLEN YOeanTenbHO Ans 3puTenei, nonyveHne
1 NPUHATUE BONLIEOHOro CpefcTBa AO/MKHO OblTb 060CHOBAHO COBepLIaeMbIMY
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repoem oWmnbKamu, T. K. IECTBOBAN OH UCXOAS U3 MPEXHMX HEeBEPHbIX yoexae-
HWI 1 He BUAS TOTO, 4TO B MPOLECCe MCMbITaHN OTKPLIBAETCS eMy 0 cebe camomM.

Ho v no Mponny, 1 no Kamnbenny yuiepb HMKoraa He cnydaeH. B obpsaae
VHULMAUUM UCMBITYEMbIA OTNPABASETCS B MyTb MOTOMY, HTO €Ll He FOTOB K MUpY
B3POC/IbIX M TOTOBHOCTb 3TY AOMKEH [10Ka3aTb.

B dunbmMax BcTaBwas nepef repoem npobneMa onpenensercs BHyTpeH-
HUMK ero NpobnemMamu, COBCTBEHHOW ero yilepbHOCTbI0. A 3HaYUT, NepBOHa-
YaNbHbIV NAaH He MOXET ObITb peann3oBaH, T. K. NPeOAONEHME BO3HUKLILIEN
TPYAHOCTM NPW COXPaAHEHNN NCXOAHOMO COCTOSHNS HEBO3MOXHO. HY)KHO Kave-
CTBEHHOE M3MEHeHNe MMYHOCTK, MPOUCXOAsLLEE NOA BO3AEUCTBMEM HOBbIX
YCNOBWI, HOBOW peansHOCTH.

MepBOHaYanbHbI NnaH 0653aTelbHO AO/KEH NPOBANNTLCS, repon —
noTepneTb BpeMeHHOe NMOopaXeHue, YToObl MONYYNTb BO3MOXKHOCTb YBUAETH
NPUYMHBI NpoMCLIeAWero B CaMoM cebe, M3MEHUTLCS 1 TONbKO 3aTeM AOCTMYb
nobepbl 1 BEPHYTHCS B CBOW MUP 0B6HOBAEHHbIM (Bornep, Tpybu, YainaHa,
Makku). B xopolem clieHapuu, NoBeCTBYOWEM 00 N3MEHEHUN reposi, repo
B Havasne B 4eM-To cebst 0OMaHbIBAET; 3TOT 0OMaH UK 3abnyxaeHve emy 0bxo-
AATCs o4eHb foporo (Tpybw). B onpeaeneHHOM ToUKe pa3BUTUS AeNCTBUS ero
XKAET Kpax U CreaytoLlas 3a HUM «MPOrpeccus YCAoXHeHU» (Tpybn), koraa npex-
HAS Cxema NyTW JOMaeTcs U MAET He NO 3aAaHHOM TPaeKTOPUK, U CAOKHOCTU,
BbI3BaHHbIE KOH(IMKTOM, HAPacTatoT OT CLEHbI K CLEHE.

TatoKe B CKa3Kkax 1 Mudax, eciv repoto CyxaeHo nobeanTs Bpara, BHavane
OH BCerga TepnuT NopaxeHue 1 TONbKO NMOTOM, 0CO3HaB OWUbKN 1 cobpas-
WWCh C HOBBIMUM CHNaMK, NOBeXaaeT. 3TO BPEMEHHOEe NMOopaXeH e UMEET ABON-
Hyt0 hyHKLMI0. OHO MOKa3bIBAET, YTO B MCXOAHOM COCTOSIHUM repoil Obin cnab,
1 OHOBPEMEHHO 0becrnevnBaeT 3puUTeo CMEeHY IMOLUI.

HO LIEHTPOM apKM, «3aMKOBbIM» KaMHEM, AepHaLnM Ha cebe BCH apXMTeK-
TYPHYIO KOHCTPYKLMIO, IBASIETCS MOMEHT 00 MOPaXeHUs, T. e. CUTyalus, Koraa
repoi Mor 6bl YBUAETb NPaBUIbHOE HaNPaBNeHVie ABMKEHUS, OIHAKO MOMEHT
3TOT NponycKaeT. TaKoBOW, COrNacHO YalinaHp, BO3HMKAET, KOTAa repoit okasbl-
BaeTCs MeX[Y UCTVHON 1 NOXbIO, 1, XOTS C UCTUHOW y)Ke BCTPETUCS, Ha CO3Ha-
TeNbHOM YPOBHE 0TKa3aTbCs OT NepPBOHaYanbHOro 3aby)KaeH!s ellle He roToB.
B pe3synbraTe repoli OKasbiBaeTCs B IOBYLIKE MY ABYMS HECOBMECTUMbIMY
ybexpeHuamu (Yainang, 2023, c. 93), 4TO 1 NPYBOAUT K TOMY CaMOMY BPEMeH-
HOMY MOPaXEHMIO.

B TepMmuHonorim Tpybu — 370 «aTaka COO3HMKay, T. K. 4aCTO APYr, COo3-

HVIK repost B cepefiHe dunbMa KpUTUKYET repost Ui faeT eMy npaBuibHbINA
COBET, HO repoit ero oTBepraeT. 3T0 MOXET BbITb Nt0O0V MOMEHT NPONYLLEHHOTO
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NpPO3peHus, Koraa repoit UrHOPKPYET NOACKA3KW 1 NPOAOIKAeT MyThb K Lienu,
NOCTaBNEHHO elle B COCTOSHUM €10 NMPEXHEN UAEHTUYHOCTY, K HEMUHYEMOMY
NOPAKEHNIO, TONBKO NMEPEXMB KOTOPOE OH CMOXET U3MEHUTLCS. Takoe npony-
LEeHHOEe NPO3PEHNE MOXKET BbINOMHATL (DYHKLMIO KPAeyrosbHOro KaMHs apKu,
MOMEHTA, B KOTOPOM MOSIBASIETCS HOBOE 3HAHMeE repost 0 cebe 1 peansHoOCTH,
HO OTBepraeTcs BO MMsl COXPaHEeH s MPUBbLIYHOTO.

ApKa nepcoHaxa NpeacTaBnaeTcs Hecyllel KOHCTPYKUMEN, Ha Hell nep-
HUTCS UCTOPYIS 3MEHEHWI repost, OHa He AiaeT PacnacTbCs NOBECTBOBATENbHOMN
TKaHU, POKYCUPYS BHUMaHKME 3pUTENSs Ha repoe, ero NPUKMIOYEHVISX U MPOUCXO-
ASUX C HVIM BO BPeMst ABWKEHUS K Lenn nepeMeHax nof BAUSHUEM BHELIHUX
CWA VNN BHYTPEHHWMX NPOLECCoB.

APKA BAPBEN: CUHTAKCUC B OBEXO/, CEMAHTUKM

Ecnv op1eHTMPOBATLCS Ha BHELWHIOW KaHBY CloxeTa, nctopus bapbu —
3TO CKa3Ka 0 NpeBpalLeHmm KyKibl B YenoBeka'. KakoB e CUHTaKCUC 3TOM UCTO-
pUK, Kak OHa pacckasbiBaeTcs?

®rnbM HauynHaeTcs ¢ 0603HaYeHUs TeMbl reHAePHOI 3MaHcKUnaumn, no-
ABMBLUAsCS Kykna bapbu nobyanna AeBoYeK, rpatoLLvx B 4OHKU-MaATEPU, BbIOPO-
CUTb NYNCOB, 3aMEHNTbL VX KyKNamuy — NpeKpacHbIMU B3POCbIMU KEeHLMHAMU.
Tenepb AeBOYKM MOTYT BUAETH B Kyk/ax cebst B byayllem 1 nrpatb He NpocTo
B Mam, a B TO, KEM OHW MOTYT CTaTb — BO Bpayell, 1eT4nL, afiBOKaTOB, NucaTeb-
HUL 1 Np. Tak kak Bapbu MOXeT CTaTh KeM YrofHo, 3TO faeT AeBOYKaM Hadexay,
4TO OHM TOXeE MOTYT, KOrAa BblpacTyT, CTaTb KEM 3aXOTAT, @ 3Ha4UT, peasnbHas
KyKna bapbu paboTaeT Ha NpeofoneHne reHaepHoro HepaBeHcTBa. KaxeTcs,
4TO C CaMOro Havana B hunbme yTBepxaaeTcs GeMVHUCTCKas NAeonorus 1 4To
repouHs, BCTYNMB B 60pbOY 3a reHaepHoe paBHoMNpaswe, HalaeT cnocob npe-
0f0neTb HepaBeHCTBO NonoB. OcobeHHo 3TO 3aMeTHO, Kkoraa bapbu nonapaet

1O ponu Kykon B cUCTeMe KynbTypbl cM.: fonoBayeBsa, P.M. (2003). ObpsiaoBble Kykbl. Kykbl-
obepern. Kanyra, 2003. Kobluesa, E.W. (2003). Kykna B ananore kynbtyp. Vbxesck: /3a. nom
<YaMmypT, yHT». SloTMaH, K0.M. (1992). Kyknbl B cucteme kynbstypsl // lotman HO.M. M36paHHble
cTaTby: B 3 ToMax. TannuH: AnexcaHapa. T. 1. C. 377-380. Mopo308, N.A. (2011). deHoMEH Ky-
Kbl B TPAAMLMOHHOW 1 COBPEMEHHOW kynbType (KpoccKynbTypHOe nccnefoBaHme naeonorm
aHTponomopdusma). M.: MHapuk. Mopo3sos, M.A. (2009). ®eHomeH kyk/bl 1 npobneMa ABOK-
HMYECTBa (B KOHTEKCTE MAeonorun aHTponomopdursma) // Xueas kykna: Co. ctatei. M. PITY.
MocTHuKoBa, E.M. (1990). Urpywka Kak GeHOMEH 3CTETUYECKON KynbTypbl: ABTOped. auC...
KaHg. hmnoc. Hayk. CBepanoBcK. Innage, M. (1998). AsmaTckas anxumus, M.: ArHyc-K.
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B WTA0-KBApTMPY KOMMNaHWn «<MaTTen», rae BO BNACTV NPeACTaBAeHbl OAHN Myx-
YMHBbI, KOTOPblE BUAST B HEWM (M1Wb) KyKy. XOTs Aanee, BepHyBWYCh B bapbu-
NEHA, TEPOMHS OXOTHO UCNONL3YET B 6bopbbe C KeHaMu KeHCKMe Yapbl, 4TO Npo-
TUBOPEYUT NocTynatam pemmHm3ma.

Puc. 1. Bap6u u 3epkano. Kagp us ¢punbma?

B obblaeHHOM Mupe bapbuneHaa 6apbu 3aHMMaloT rocnoAcTBytollee
NONOXKEHWE, OHV UTPAIOT PO aABOKATOB, BPaYel 1 NeTHULL, AEMOHCTPUPYS
6e3rpaHvyHble BO3MOXHOCTU MEHLWMH. KeHbl coCTaBnstoT 6apbu KomnaHmto
1 NOMHOCTBIO OT HUX 3aBUCST. B 3TOM Mype Bapbu uaeansHa. Y Hee naeansHoe
NNACTUKOBOE TENo, eli HeBeoMa YCTanoCTb, nevasns, COMHeHWs B cebe, oHa Bceraa
pagocTHa. MpuBbIYHOE TeYEHWE XIM3HI BHE3AMHbIM 0OPa30M NpepbiBaeTcs, Koraa
Bapbu BApYr olyLiaeT yuiepb, ell B ronoBy BHE3AMHO NPUXOAST MbICM O CMepTH,
a Teno Ha4YMHaeT TepsiTh CBOE COBEPLIEHCTBO. 5apbu OULyLIAET 3TN U3MEHEHMS KaK
KaTacTpoduyeckme. CornacHo Teoprin Maxkku, M3MeHeHe BHELHVIX YCII0BUIA, NPy
KOTOPbIX CTaHAGPTHOE NOBEeHNE NepecTaeT AeACTBOBATb, MOXET CTaTb OCHOBOW
KOHMINKTE, T. €. 3aBSA3KOM CloXeTa. IMEHHO 3TO 1 MPOUCXOANT B PUIbME — «Cy-
ThIBAHVIE» MUPOOLLYLIEHWI KyKibl 1 ee Bnagenvubl. OfHako, No MHeHuo Tpybu,
B «<XOPOLUEM CLieHapyn» yliepb AomKeH BbITb PE3YNETATOM HEKOErO M3bsiHa CAMOTo
reposi. B naHHoM dunbme xe yulepb oT AencTBMin bapbn He 3aBUCHT.

CemaHTuKa yulepba coCcToUT B 0603HaYeHMM HanpaBneHns ABMKEHUS,
TO, Kyfla CTPEMUTCS repoid, ero LUeHHocTel 1 uenel. Ans bapbu 310 cTpem-
NeHvie BEPHYTb TeNecHoe COBEepLIEHCTBO, COXPaHWTh HEM3MEHHOCTb 061Ka
1 NepeXMBaHU NOCTOSHHOTO cHacTbs. Ho camoe raBHoe — CTpax KOHEYHOCTH
HIU3HU, pa3pyLieHuns Tena, CTapeHus AOMKEH BbICTYNAaTh B Ka4eCTBe 3aAatollero

2 WctouHmk  un3obpaxenns: URL:  https://people.com/movies/barbie-movie-set-pictures/
(26.09.2024).
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HanpaeneHue NyTu Havana, ONPeAensioero N KOHeYHY TOYKY ABVIKEHUS,
¥ NOTUKY CMbICNA NOCTYNKOB CybbekTa. [ipyroe feno, 4To COBPeMeHHbIN Mnb-
raMell MacCKy/bTa, Hanpasnsschb 3a LBeTKOM beccMepTus, nub geknapa-
TUBHO NPYXOAWT K MAee NPUHATUS COBCTBEHHON CMEPTHOCTU, NMLUb Ha CNIoBaX
YTBEPXAET CTPEMIEHVE K TBOPHECKOMY CO3MAAHMIO KaK NPOAOMKEHNMIO cebs
B HeCKOHEYHOCTH. B peanbHOCTY e pellaeT npobaemy KOHeYHOCTU BbITuS
B OECKOHEYHOCTM POOBOVI XIM3HM, B (DV3NYECKOM Pa3MHOXKEHNN, O YeM Kpac-
HOPeYMBO rOBOPUT 1HaNbHas clueHa dpunbma.

Puc. 2. bap6u comHeBaeTcs. Kapp us ¢punbma®

YT0bbI Y3HATB, KaK BEPHYTb BCE Ha3af, repouHS OTMPaBsEeTCs 3a CoBe-
ToM K CTpaHHoM bapbu, BbINoAHALWEN MYHKLVIIO NPONMNOBCKOro NOCPeaHMKa.
Ta geliCTBUTENbHO SBNSETCS NOCPEAHUKOM, NPUHAANEeXa A4BYM MUPaM OfHO-
BpeMeHHo. OHa KyKna 6apbu, HO NvilieHa ee aTpUOYTOB — OHa HE COBEPLIEHHA.
W, BO3MOXHO, MO3TOMY MHOTO 3HaeT v noHuMaeT. OHa 3HaeT, KaK ycTpoeHa
peanbHOCTb, YTO MPOM30LWNO € Bapbu 1 YTO HYXHO AenaTb, HTOObI BEPHYTb MPEX-
Hee cocTosiHWe. TyT Bapby y3HaeT, YTo OHa — 3TO NPOEKLINS CBOEN XO35KN (KTO
3Ta BNafennLa, elle He 3HaeT), a rpyCcTb U COMHEHWS TOW KaK-TO CBS3aHbl C CamMol
Bapbu. Takum 06pa3om, nepexos bapbu 13 KyKONbHOrO MUpa B YeN0BEYECKN I,
N0 CyTH, yxe Havancs 6e3 BefoMa 1 ycunmnii camoin bapou.

Kak gaputens, CTpaHHas bapbu BpyyaeT bapbu OMpPKEHLWTOKN BMe-
cTo Tydenb Ha kabnykax, npeAnaras 0TKasaTbCst OT KpacuBoW (hopMbl pagm

3 NcTounHuk wm3obpaxerus: URL: https://daily.afisha.ru/news/78450-v-prodazhe-poyavilsya-
parfyum-barbie-s-cvetochno-fruktovym-aromatom/ (05.02.2025).
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«COAEPHKaHMS», BOSMOXHOCTH U3MEHUTBCS U «y3HATb TalHbl BCENEHHOM». (Bepo-
ATHO, Mbl MOXEM OXMAaTh NPUOBLLEHWNS K 3TWUM TaliHam? I Toro, 4To B hmHane
3TV TaViHbl Mbl y3HaeM TOXe?)

B pe3ynbraTe nnaH «A» chopMmpoBaH — bapbu Hy)KHO NOWTK B MUP NtOAEN,
HaWTV CBOIO BAadenviLy, pacnyTaTb Npov3oLeee CMeleHne 1, Takium obpa-
30M, BEPHYTbHCS B MCXOAHOE COCTOsIHKE. BONpoc o ToM, 4ToObI nepecTaTh HbiTh
npoeKUmelt rpatoLLero C KyKom YenoBeka, He NoAHUMaETCs.

CornacHo Tpybu, 3aeck AoMKeH bbl NOSBUTLCS BPar UM CONEPHUK, MOTH-
BMPOBaHHbIN TOM e Liefbio, 4TO U Yy repost, HO Mbl MOKa ero He BMAMM. Bonpoc
C BparoM B MuabMe OCTaeTCs OTKPbITbIM.

Puc. 3. HectaHpapTHas Bap6u. Kagp u3 dunbma*

BO/ILEBHOE LLAPCTBO

Bapbu nokmaaeT CBOM NPUBbLIYHbBIV MUP 1 BMeCTe ¢ KeHOoM nepemellaeTcs
B KaK Obl peasnbHblii, HO Ha CaMOM fiefle He O4eHb peanbHbii, Mup. «Mepexop
nopora gBnsetcs GopMoit caMmoyHUYTOXKeHMS» (Kamnbenn, 1997, c. 56): bapbu
KaK KyKna ymepna v fanbHelwnii ee nyTb AO/MKEH NPONeraTh K nepepoxmie-
HWIIO, HO IO HY)XXHO 3aC/y)X1Tb, NP0 YePe3 MHOTOYAEHHbIE UCMbITaHUs. Mup
NtoAeN — 3TO TaKoW CBOe0OPa3HbIV «BOMLWEOHbIN NeC», MECTO, e repoit AOMKEH
BCTPETWUTHCS C MOTYCTOPOHHUMM CUNaMK, y3HaTb 4YTO-TO O cebe, YTO-TO Npea-
HasHa4YeHHoe UMEeHHO Ans Hero. [leicTBuTensHo, bapbu 1 KeH okasbiBatoTcs
B Pa3HbIX MPOCTPAHCTBAX U BUAAT pasHoe.

* VicToyHnk nsobpawenus: URL: https://dzen.ru/a/ZMfYyOPjkwTA2qLV (24.08.2024).
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Bapbu y3HaeT, 4To OHa He BAOXHOBASET MIOAeN, YTO OHa He naean, a npea-
MET CEKCUCTCKMX LYTOK, @ MO3XeE BbISCHAET, YTO B MUPE N0 HYXKHbI AEHBIN.
MepBoe NocnaHmne oHa ycBavBaeT, a BTOpoe — NpomnycKaeT.

C NOMOLLbIO TOM e BONWEOHON CUbl, MONOXMUBLLEN HaYana U3MEHEeHNN
ee Tena, bapbu HaxoauT CBOIO Bagenuniy — AeBoUKy-noapocTka Cauly, KoTo-
PO, KaK OKa3blBaeTCsl, KyK/bl Y)Ke AaBHO HEMHTEePEeCHsb!; bonee Toro, oHa pac-
cMaTpvBaeT bapbu Kak 0NvLETBOPEHNME «CEKCYaNV3VPOBAHHOMO KanunTanmn3ama,
NPUBMBAIOLLETO XEHWMHAM 4YBCTBO HEMOMHOUEHHOCTY. [1oNy4aeTcs, 4To BOA-
WebHbI MUP NPOAO/MHKAeT HayaToe B 06bIAEHHOM Pa3pyLieHe COBEPLIEHCTBA
Bapbu, 4ONOAHNB N3MEHEHMS Tena KpylleHneM obpasa cebs. Hapumccuyeckoe
naeansHoe «f» yTpaurnBaeT CBOI LENOCTHOCTb MPU CTONKHOBEHWM C YCIIOBHOM
peansbHOCTbIO.

Mpw 3TOM 3afada pacnyTaTh y3en — TO, 3a YeM OHa OTNpaBuiack B nyTe-
WeCTBMe, — OCTAeTCst HepeleHHOM, XOTs U He Mo B1He bapbu. MnaH «A» He To
4TObbI NPOBANNACS, HO K €ro peanunsaunu bapbu gaxe He NpUCTynana, KaxeTcs,
3abbIB.

30ecb MOXKHO BMAETb OTCTYMAEHME OT CEMaHTWKX Muda 1 ckasku. Monas
B Bo/WebHOE NPOCTPaHCTBO, FePOM AOMKEH CTONKHYTHCS C MEPBLIMU NCMbITAHW-
aMu. «<Hanbonee BaxHas dhyHKLUMS 3TOrO neprioga NpUBbIKaHUS K 0COBEHHOMY
MUpY — UCMbITaHKe» (Bornep, 2017, ¢. 278). Ho bapbu HK C KaKUMK UCTIbITAHUSIMN
He CTaNKMBAETCA, XOTA NPOAOMKAET HEMPON3BONbHO MEHATBLCA.

[lanee «CTpaXHUKW-NPUBPATHUKM» OCTaBNAOT bapbu B «4peBO MaTepu»,
B rMaBHOe 3[aHne kopnopaunm <Matren», K CBOMM CO3[aTeNsaM.

B cka3ke 3TOMy COOTBETCTBYET nellepa, U3bywka babbl Aru, Hekoe
cakpanbHoe MecTo. COrnacHo CTPYKTYpe BONLWEOHOW CKasKku, purypa MHMUMK-
pytoLero, obuTatoLLelt B 3BYLLKE Ha KypbX HOXKax babbl Aru, MOXeT BbITb Kak
Aatollen YTO-TO BaXXHOe, TaK W 3101, CTpeMalLeincs repos (reporHio) CbecTb.
He3aBucrmo oT 3Toro fira — obuTaTens MyYpa MEepTBbIX, MePCOHAX NMOTYCTOPOH-
HWI, 0bnafatolnii cakpanbHbIM 3HaHKWeM. Mo Kamnbenny — 3To Tepputopus
BCTPEYN C MUHULUMMPYIOLWMM OTLOM, A0 CMEPTU Nyratolinmm pebeHKa, Ho U Harpa-
Xoarwmm cTaTycom. KOMMNO3nUMOHHO — 3TO LeHTP NyTK repos, B CKaske — 3TO
MEeCTO, Tie eMy NOANEXUT NPONTY UCTIbITaHWE, MEPEXUTb KPU3NC, YMEPETb
1 BOCKPeCHYTb. ECnv NepeBoanTb Ha S3bIK MHULMALMK, OH LOMKEH YyMepeTb
B OALHOM CTaTyCe N BOCKPECHYTb B APYroM. 3TO BOWEOHOE MECTO, B KOTOPOM
repon JOMKEH NOAYYNTb BONWEBHOE OpyXKMe, NPUOBLWNTLCS K TalHOMY 3Ha-
HWIO ¥ M., YTO AO/HKHO NMOMOYb EMY B rMaBHOM cxBaTke. CornacHo YannaHg —
3TO MOMEHT, KOrfla repoto HagNeXnT y3HaTb UCTUHY, OAHAKO OH elle Npofon-
XaeT AepXaTbCs 3a TOXKb, KUTb NMPOLWAbIMY LLeNSMU U LEHHOCTSMMU, NPUMEHSTb
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CTapble HaBblkK. B N1t060OM criyyae 34ecb NPOTaroHWCT AOMKEH Y3HaTb YTO-TO
BaXKHOe, YTO NOTOM ByaAeT MCNONb30BaHO ANs ero nobesl 1 NpecbpaxeHus.

BHelwHe Bce 370 B ubMe NPUCYTCTBYET, NPaBuia pa3BepTbiBaHNs KUHO-
NOBECTBOBAHMWS COBMIOAEHbI, BCE CUHTAKCUYECKMe KOHCTPYKUMK KHeMaTorpa-
(br1YecKoro BbICKa3biBaHWs Ha MecTe. ECTb BalHs WwTab-kBapTUpbl «MaTens»,
eCTb BaXKHble BNacTHble hurypsl. Ho Ha ypoBHE CEMaHTUKN HUKAKOW SICHOCTY
HeT. B balHe cHOBa NOsIBNSETCS TeMa reHAepHOro HepaBeHCTBa, Tam bapbu
BHa4asne BCTPEYaeTCsi C COBETOM AVMPEKTOPOB «MaTtTen» 1 06HapyX1BaeT, 4To
BCEM PYKOBOASAT He WEHUWMHbI, Kak B bapbunerae, a My»unHbl. K paspylieHnto
NNNKO3MIA 0 COBCTBEHHOM MecCTe B Mupe AobaBnseTcs pa3pylieHue Uno3uni
0 MeCTe XeHLIMH B M1pe BoobLe.

[vipekTop npeanaraet bapbu peanv3oBath NnaH «A» — 3aKpbiTb NopTan
M BEPHYTbCS Ha3af B UIPYLIEYHbI MUP C naeanbHbiM Tenom. OH, BEPOSTHO,
BbIMOMHAET DYHKUMIO 3M10W ArK, MbiTalolWencs oTNpaBUTb VIBaHyLWKy B Neys,
WwamaHa, KOTOpbI XO4eT 3aTalluTb repost B CMepThb. B KayecTse neyu, mecTa
CMepTH, 3[1eCb BbICTYNAET peanunsauys nnana «A», noptan B npexHuin Mup. OHa
OTKa3bIBAETCS OT MnaHa «A», He CaguTCs Ha nonaty Aru v cberaer.

Mo CTPyKType 3TO ObINO UCMbITaHNE, KOTOPOE FEPOUHSA AOMKHA MPONTH.
OTKa3 CHOBa CTaTb COBEPLWEHHON KYKMNOM NOrMYHbBIM HE BbITASANT, MO HUKAKKX
APYrux Lenel noka He 0603Ha4veHo. BeposiTHO, OH CBsi3aH C MPOAOMKAIOLLMMUCS
N3MEHEeHNsIMM, C MOCTEMNEHHbIM O4enoBeYnBaHemM bapbu, nosgsneHnem y Hee
CMeKTpa YenoBeYecKmx YyBCTB. HO 3TO He 3acnyra bapbu: cama oHa Huyero gns
3TOro He fenana.

[anee Bapbu BCTpevaeTcs ¢ lyxoM CBOeW co3faTensHuLpl PyT XaHanep,
obuTatouleit Ha KyxHe. PYHKLMOHANbHO 3TO BCTPeYa C MPOBOAHUKOM 13 3arpob-
HOTO MMPa, KOTOPbIN AOMKEH CHAabAUTb reposi BONWEOHbIM CPEACTBOM A5 I1aB-
HOM 6KTBbI. PyT coobuiaeT bapbu, 4To nyylie AyMaeTcs 3a KyXOHHbIM CTOJOM,
a XeHUWMHbI B «MaTTen» fienatoT YTo-To ropasfo bonbluee, yem paboTa. Beé. Tak
KaK 3TO BaXKHbIV 3/1eMEHT CTPYKTYPbI, CTOUT Ha HEM OCTaHOBWTLCS NMOoApoOHee.

Havano dunbma cTaBUT HOKYC Ha ABYX TEMaX, He O4YeHb CBA3AHHbIX ApYr
C ApYroM: O MeCTe eHLLMHbI B 0OLLECTBe/reHAepHOM HEePaBEHCTBE 1 O HeXxena-
HVM Bapbu CTAaHOBUTbLCS YEN0BEKOM.

XenaHue 0CTaHOBUTb O4EeN0BEYMBAHME COCTABNSET NAaH «A». HO TO, 4TO
Bapbu y3HaeT B 6allHe, To, 4TO coobllaeT el PyT, HUKaK He CBSA3aHO C TEMOWA
NPOTUBOMOCTABNEHUS KYKONbHOMO ¥ YeN0BEYECKOro, — Hanpumep, C LLeHHO-
CTbto ObITb YenosekoM. Ho 3aTo bapbu y3HaeT H4TO-TO NPO NMONOKEHNE WKEHLIWH
B MMpe. M 3T0 3HaHMe COOTBETCTBYET TPAaANLMOHHbBIM reHAEPHbIM CTepeoTrnam
naTpvapxanbHOro obuUecTBa, COrMacHO KOTOPbIM WKEHLIMHE MECTO Ha KyxHe,
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HO OTTyZa OHa MPaBUT MUPOM», YTO MOXKHO CYUTaTb NapadpazoM KUTENCKOW
MYLPOCTH, COFNACcHO KOTOPOI «MyX rOIOBA, @ KeHa Wes» 1 np.

BOOpYXMBWNCH 3TWUM 3HaHVeM, bapbu cnacaeTcs OT AMPEKTOPOB, Xefna-
IOLIMX BEpHYTb ee B bapbuneHa. Y aeeper «<MaTten» ee BcTpeyatoT Calla 1 ee
Mama [1opyisi, OHW MOMOTatoT repouHe CNacTuch OT npecnegoBateneid. [onyTHo
BbIsICHseTCA, 4TO bapbu aBnaeTcs npoeKkumelt He ysepeHHol B cebe Calin ¢ ee
(HEMNHMCTCKMM B3MSA0M Ha MUP, @ [NopuK, yCTaBLIen OT eXeHEBHON PYTUHbI 1,
BMAMMO, NEPEXIMBatOLLEN 13-3a COOCTBEHHOIO LienntonnTa. (BsyansHo aTo oTo-
bpaxaeTcs B CLieHe nepBori BCTpeun bapbu ¢ Mopwelt Ha Bbixoae 13 «<MaTten»:
KpYMHble MnaHbl OAHON W APYroN, iBHas CUTyaumMs y3HaBaHWs Kak 6yaTo Obl cTa-
poro fipyra.) BMecTe oHu v OTNPaBAsOTCS B TOT CaMblii bapbuners, rae, no cTpyk-
Type, I0/MKHa pa3BepHyTbCS MaBHash CxBaTka. Ka3anoch Hbl, 3a4eM YKNOHATHCS OT
[OCTaBKV B CBOV MUP B KOPOBKe, C/N TyT e 3aTeBaeTcs Bo3BpalleHue B bapbu-
neHa?” Bo3MOXHO, B TOM YuMC/e 1 3aTeM, 4Tobbl NpuBecTu B bapbuners Moputo
ANsl ee NOCNefyoLLEeN NNaMeHHO peyn — OfIHOTO K3 KITKOYEBbIX MOMEHTOB CIOXeTa.

° Ha noBepxHOCTHOM Cloe NMOBeCTBOBaHMS Ha OTKa3 bapbw BepHyTbCs B bapbuneHs Yepes
nopTan-kopobKky Morna NoBAVSTb VAEs O ee NepenneTeHHOCTY C Bnagenvuen. Yoexaas re-
POVIHIO COBEPLINTb MyTellecTBre B peanbHbiii Mup, CTpaHHas bapbu npegocteperna ee, YTo
eCNV He NCMPaBUTb CMYTAaHHOCTb, TO YPOAIMBOE CTaHeT YPOA/VBee, a CTPAHHOe — CTPaHHee.
YKenaHwvie HaTu XO351Ky 1 YCTPaHWTb MPUYUHY CMYTAHHOCTU BMOJIHE MOTIO CTaTb /15 KyK/bl
MOBO/IOM He MOKMAaTb MUP NtOAEN PaHblle BPeMeHU.

Tarke 13 CLeHbl B TOIOBHOM oduce «MaTTen» SBCTBYET, 4TO LETMKOM MYXCKOe NpasneHne 3a-
MNHTEPEeCOBaHO He CTO/MbKO B pelleHny npobnembl camoli bapbu, CKONbKO B peleHunn cBoei
npobnembl — 6ercTea bapbu 13 bapbunerga. [eponHs Toxe MOra 3TO NO4yBCTBOBATH. [10-
3TOMY, HECMOTPS Ha TO, 4TO OHa ¥ CaMa XoTeNa BEPHYTb BCe K MCXOAHOMY COCTOSIHUIO, Ta hop-
Ma, B KOTOPOW 3TO BbINO NPpefioxeHO AMPEKTOPOM, ObINO He B ee NHTepecax.

MOMMMO BbILIECKa3aHHOTO, 3aCNYXKMBAET BHUMaHWS OfiHa U3 dpa3 Tepstowlero Teprnenve au-
pekTopa «MaTTen» — «Get in the box, you Jezebell». 113-3a ocobeHHOCTel Npoliecca nepeo3sy-
YynBaHus pasa bbina nepesefeHa Ha PYCCKUI A3bIK Kak: «3anesall B KOPobKy, Yeptoskal» —
noTepsiB 3aMeTHYIO YaCTb CBOETO CKPBITOrO CMbIC/A.

Bo-nepBbix, B aHMUICKOM S3biKe CyljecTByeT BblpaxeHue «thinking outside the box», gocnos-
HO O3Havatoliee «aymMaTb BHe KBafpaTa/KopobKM», HBIMY CIOBAMU — «MbICIMTb HETPYBLMASb-
HO, HECTaHAAPTHO». B NepeHOCHOM CMbiCe KOMaH/y «get in the box» MOXHO McTONKOBaTB Kak
npuKas nepectatb MbICAKTb CBOGOAHO V1 BEPHYTHCS K WaONOHHOMY MMPOBO33PEHMIO.
Bo-BTOpbIX, 0bpaujeHre «Jezebel» Tawke SBNSETCS OTCHINKOW. ITO aHMOsA3bl4Has Bepcus
nmeHn «Mesasent» — B BeTxoM 3aBeTe TaK 3Banu XeHy M3panibCKoro Laps Axasa, M3BeCTHYHO
CBOMM CW/IbHBIM XapaKTEPOM, MaHUMYNSLMSIMU U MPOTVBOCTOSHUEM MPOPOKaM WMyAeNCcKoro
6ora fxBe. B kynbType Me3aBenb accoummnpyeTcs ¢ 06pa3oM XeHLLVHbI, KoTopas bpocaeT Bbi-
30B TPAAULMOHHbBIM POJISIM U HOPMaM, YTO ieNaeT ee CYMBOJIOM KaK HeraTUBHbIX, TaK v No3u-
TUBHbIX aCMEKTOB XeHCKOM cunbl. Kpome TOro, CyLLecTByeT aMeprKaHCKuii Beb-caiT jezebel.
COmM — 3TO OHMANH-KypHan Jezebel, ocBelyatoWnii TeMbI, CBA3AHHbIE C XEHCKMMY NpaBaMy,
KYNETYPOW, MOMUTUKON 1 pa3BieveHnsMu.

Takvm 06pa3oM, MOXHO MPEANONOKNTb, HTO MOAPa3yMeBaeMas B OpuriHane dhpasa grpeKTo-
pa «MaTTen» Morna 6bl 6bITb NepeBefeHa NPUMEPHO Tak: «3aBs3biBait CO CBOVIM CBOOOAOMbIC-
nviem, heMUHUCTKa 3Takas!» (Npum. peq.).
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Puc. 4. KeH n bap6u. Kagp n3 dpunbma®

BepHyBLvch, Bapbu obHapyxunBaeT, 4To KeH ycTpoun Tam natpuapxat,
3axBaTW/ BACTb 1 OTHS/ 0M, B 00LLeM — NepeBepHy MUp. Tenepb He KeHbl
aTpnbyTbl 6apbu, a bapbu — aTpubyTsl KeHoB. BoT TyT bapbu nepexvBaeTt
HaCTOSLMI IK3UCTEHUMANbHbI Kpr3MC. OHa AeMCTBUTENBHO MOYTU YMUPAET,
NOXWTCS Ha ra30H 1 OTKa3bIBAETCS YTO-TO fienaTh, noka CTpaHHas bapbu He yBo-
AT ee K cebe.

KaeTcs, 4To Bapbuv OTKpLIBAETCS UCTUHA — OHA MPU3HAET, YTO HMYETO
Ha CaMOM fefne He yMeeT, 4TO OHa He Bpay, He aflBOKaT W He nucaTenb-
Huua. bapbn Bpoae 6bl fenaeT elle OAMH War No NyTu K 04eN0BEYNBAHMIO.
Ho no gunbMy npeofoneHne Kpusmca coCTonT B MHOM. [lepenomM npomncxoanT
nocne TOro, Kak CBs3aHHas ¢ bapbu [Mopus NPOM3HOCKT NPOYYBCTBOBAHHYIO
peyb O CIOKHOCTU NONOXEHNS KEHLUMH 1 NPOTUBOPEYMBLIX TPEHOBAHMISX, KOTO-
pble K HAM NPeabsSBASIOT, 4TO HE TONBKO BOMLEBHbIM 06pa30oM PacKoNAoBbIBAET
HaxofsAWmxcst Tam 6apbu, HO ¥ NpUAAET BHYTPEHHIOK CUAY CaMOl [Nopun.

TyT yxke 1 bapbu npuxoanT B cebs 1 cama npegnaraeT CpeacTBO Bep-
HYTb BNaCTb, BUAMMO, MCNOMb3YS OKEHCKYHO MYAPOCTb», AaHHYI0 PyT, B3rnsabl
Calww 1 yBepeHHOCTb MNopuu. PackongoBaHHble 6apbu 4OMKHbI COBNasHNTb
KEHOB, BTEPETHCS K HMM B JOBEPHE, 3aTEM BbI3BaTb PEBHOCTb 1 MOKa KeHbl 6yayT
APaTbCs, NPOBECTU BbIGOPLI Y COXPaHUTL MPEXHIO KOHCTUTYLMIO. HepaBeH-
CTBO — HEPABEHCTBOM, HO B Bapbunerfe NpaBsT 3aKoH ¥ AeMOKpaTus.

Mocne NepeXxnToro aK3NCTeHUranabHOTO KpK3nca Bap6v1 MeHseTcs. OHa
YXKe He pafoCTHad naeanbHada KyKia C nonaratoummMmnca el 6ﬂaran1, BOCMPUHN-
MaeMbIMW KaK HeOTbeM/IeMble anl/I6yTbI, a BOWH, BCTyI‘IaI-OLLLI/IIZ B 601 3a BNacTb

® NcTouHuk nsobpaxenuns: URL: https://www.kino-teatr.ru/blog/y2023/7-23/1841/foto/41508/
(28.10.2024).
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1 COBCTBEHHOCTbL. BeposSiTHO, TYT B CTPYKTYpe NOBECTBOBAHWS NOSBASETCS Bpar,
COMepHUK, pofib KOTOPOTo fiocTaeTcs KeHy. A bapbu cTaHOBUTCS Tem, Koro Mponn
Ha3bIBaET «<KOBAPHOW HEBECTOW» — MO CKa3Ke TaKOM SBASETCS «KpacHas eBunLar,
HaCUNbCTBEHHO BbIAaHHAS 3aMYX UM YKpaLeHHas, B OTHOWEH UM KOTOPOI Npu-
MeHUAK BnacTb (Mponn, 1996, ¢. 298). /nweHne nMyLLeCTBa BNosHe 3Ty yHKLMIO
BbINOHSET, U Bapbu pearvpyeT MMeHHO TaK, KaK MCMOKOH BEKOB KeHLLVIHbI pea-
rMpOBan Ha HepaBeHCTBO.

MpeanoxeHHblin bapbu nnaH 0CHOBaH Ha MNPOCTEMLINX, HO 04YeHb Ihdek-
TUBHbIX TEXHMKAX MaHUNYASLUMN My)>KYMHaMKU. O4apoBaTeNibHas qama npuTeo-
psieTcst 6eCNOMOLLHOWM, HYXAatoLWencs B 3alnTe Y MOKPOBUTENBCTBE CUABHOTO
MYXK4YMHbI, FOTOBOTO Ha BCe, HTOObI MOMOYb NonaBslien B beany kpacasuue. Halie
BCEro CrnacuTento C BHYLWEHHOW UMO3MEN BCEMOTYLLLECTBA NOCe Takoro poaa
TPIOKOB AOCTAETCH MO NEPBOE HUCI0, HO 3TO Y)Ke He BaxHO. [leno caenano! «[pu-
TBOPUCb, YTO Tbl 6E3 HNX HUYETO HE MOXKELLb, MYCTb yMatoT, YTO OHU KOHTPONW-
PYIOT BCe. KaK TONbKO OHW yTPaTAaT 6AUTeNbHOCTb, Mbl BO3bMEM KOHTPO/b cebex.
Vipen KeHCKoM AMaHcKnaumnm 3aMeHsoTCs MpreMamm TPAAMLMOHHbIX KEHCKIX
MaHUNYASUNMIA U3 apXauyecKnx MaacToB KybTypbl.

MnaH yaancs, K 6apbu BepHyNNCb HE3aBMCMMOCTb U MMYLLECTBO, BCE HOBO-
BBEAEHNS KEHOB OTMEHEHbI. [1oBepXXeHHbI KeH nnaveT. BonwebHblit repoit
He CNpaBwCs C 3a[aqei, He MOKOPUI LLapeBHY.

Ho Bapbu yxe npolwuna Bce dopmbl HepaBeHcTBa. OHa Bnafgena bapbunen-
A0M 1 KeHOM, NOTOM NINLWLIMAACH BNACTW 1 3aTeM BHOBbL BepHya ee. Tenepb oHa
3HAET, YTO BNACTb W/I030PHA, HEPABEHCTBO HEYCTOMYMBO, TOT, KTO 3aBUCKM,
MeYTaeT BbIPBaTLCS M3 M/IeHa 1 CaM 3axBaTWTb BNacTb. bapbu oTnyckaeT KeHa,
06BACHUB My, YTO OH — He ee aTpubyT. 10 CyTW, 3TO eAMHCTBEHHOE ee peanbHoe
AOCTUKEHWE 1 MOT/I0 Dbl CTaTb MMaBHbIM NPeobpa3oBaHveM, eciu Hbl 3To bbina
NCTOPUS O BNACTMW 1 3aBUCUMOCTY. OiHAKO TMHNS HEPAaBEHCTBA U 3aBUCUMOCTU
Ha 3TOM 06PbIBAETCH, M CHOBA NOSIBASETCS TeMa NPOTMBOMNOCTaBAEHUS KYKO/b-
HOrO 1 YeI0BEYECKOTO'.

B BapbuneHnge nossnseTcs ayx PyT, U B pa3roBope ¢ Hell bapbu BbibrpaeT
6bITb YENOBEKOM, T. K. XO4ET NPMAYMbIBATH UAEW 1 CO3[aBaTh CMbIC/bI. Tema
CMBIC/IOB M TBOPYECTBA BCM/IbIBAET BrePBbIe, OHA HE OMMPAETCA Ha Npeablayline
cobbITUs. Ho, NosiBMBLUMCY, 3Ta TemMa CHOBa NponagaeT. B yenoBeveckom Mupe
Bapbu pafoCcTHO UAET K TMHEKONOTY.

" PAKTUYECKM NMHUM HEPABEHCTBA W 3aBUCKMOCTM 0OPLIBAIOTCS, MOTOMY YTO B paMKax dhusb-
Ma OHM 3aKpbITbl: KeH nepectan bbiTb 3aBMCKM OT bapbu, Ha bapbu He BAKsSeT NogaBNeHHOCTb
Mnopwuu, ga v cama [nopws bonblie He nofasneHa — oHa obpena yBepeHHOCTb 1 Hanaauna
OTHOLLEHMS C 104epbi0-NOAPOCTKOM (MpUM. pea.).
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APKA KEHA

MyTb KeHa BbirnaauT 6onee nocnefoBaTensHo, CUHTAKCUC M CEMaHTMKA
B HeM He NpoTuBopeyaT Apyr Apyry. KeH bbin co3naH Kak aTpubyT bapbu, Takol
e, KaK MallrHa, pakeTka 1 cymoyka. Ho B hmnbMe 3TO HyBCTBYIOWMIA U AEVCTBY-
IOLMIA NepCoHaX, OH M3Ha4YanbHO Bonble MOXOX Ha Yenosexa, Yem bapbu. Ero
AENCTBYIS MOTUBUPOBAHbI MOHSTHBIMY YyBCTBAMM, @ YyBCTBA ONPEAensioTcs ero
BHELUHUMU ¥ BHYTPEHHUMM Npobremamu.

O6bIfeHHbIN MUP KeHa nevaneH. Ero BHelHas npobnema cBg3aHa C 3aBu-
CMMOCTbIO OT Bapbu. OH XMBET B MMpe, KaprnKkaTypHO BOCMPOU3BOASLLEM Nepe-
BEPHYTbLI NaTprapxaT, B KOTOPOM MY)>H4MHbl AeVCTBOBaNM, pellanu Nnpobaemsl,
crnacanv Mup, a XeHLWWHbI yKpallanu nx x13Hb. B bapbunerge keHbl ykpatuatot
XKN3Hb 6apbu, He MEeIoT HMYero CBOero, HY UMYLLECTBa, H1 npodeccun. Ho, kak
1 MHOTVE XEeHLMHbI B MUPe NaTpuapxaTa, KeH He xo4eT cBobO/bl U paBeHCTBa,
OH XO4eT MN06BU, BHUMAHWMS ¥ NPY3HaHWs CO CTOPOHbI Bapbu.

A BHyTpeHHel npobnemolt KeHa sBnseTcs OTCyTCTBME CaMOCTOSTENbHO-
CTW, BOCNPUSATUS cebst OTAENBHON NMYHOCTbIO, MOMHOE OTCYTCTBME OLLYLIEHNS
CODOCTBEHHOW LIEHHOCTHW. 3Ta npobneMa onpeaensieTcs ero CUMbUOTUYECKUM
cnusiHvem ¢ bapbu. Mcuxonornyecku, KeH B Havane Nyt — mnageHel,. Ha pax-
HVIX CTaAMsiX pa3BuTUS pebeHOK BOCMPUHUMAET cebst 1 MaMy Kak Hepa3pbIiBHOE
uenoe, v korga bapbu oTNpaBnseTcs B YeN0BEYECKNIA MUP, 3TO CTAHOBUTCS AN
KeHa yiepbowm, notepei, Befb 6e3 bapbu oH NPOCTO He MOXET CyL|eCTBOBaTb.
1 B dunbme KeHy npeacTonT NporTK NyTb B3POCAEHMS, OT MafeH4YeCKoro
COCTOSIHMS Yepes NOAPOCTKOBBIA OYHT K B3pOCIOCTU. BCe Kak B KaHOHNYECKOM
obpsae nH1UMaLmnn.

PYKOBOACTBYSACb BHellHel npobnemol, KeH BbICTpanBaeT npocTol
M NOHSATHBIA NnaH «A» — 3aBoeBaTb BHUMaHMe v n0boBb bapbu. Kak nona-
raeTcs U no CTPyKType MoHOoMMda, 1 No CTPYKType apamaTypruun dunsma,
NpUMeEpHO B cepeaviHe nctopuu Ken, cnegys 3a bapbu, nonagaeT B cakpanb-
HOe MecTo, B BONWeBHYIO neLepy, rae A0MKeH Nony4nTs BonwebHoe cpea-
CTBO. B nctopum KeHa posb cakpanbHOrO MecTa BbIMOHSAET peanbHblii MUp,
B KOTOPOM OH BMepBble OKa3blBaeTCs OAnH, be3 bapbu. Ero neuepa He cTonb
BbIpasMTenbHa BHELWHe, Kak B cnyvae bapbu, HO Mo cofepxanmio ropasao
(yHKUMOHanbHee. W ero BoAWEOHbI MUP BAMXKE K peanbHOMY YenoBeye-
CKOMY MUpY.

Kak 1 bapbu, KeH 0bHapy)KMBaeT, 4TO peasnbHblil MUP COBCEM HE MOXOX
Ha NMPUBbIYHYIO KYKOMTbHYIO PEANbHOCTL: TaM HET rOCMOACTBa XeHLyH. OT ciy-
YalHbIX BCTPEYHbIX, UrpatoliMX posb AapuTeneit, KeH y3aHaeT BaxHble Belu, me-
loLLVe NPsiIMOe OTHOLLEHME K ero BHyTpeHHel npobneme. OH OTKpbIBAET, 1) 4TO
MOXET BbITb CYOBEKTOM AEVCTBYIS, HTO K HEMY MOTYT OTHOCUTBCS C YBaXKEHNEM,
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KaK 1 KO BCEM NOASAM, U YTO MYXX4MHbI — He becrpaBHble aTpybYThl MEHLLMH U,
2) 4TO B YENOBEYECKOM MUPE HYXKHO YTO-TO YMETb.

3TO COCTOSIHME UHULUMMPYEMOTO — MOMEHT Bbi6Opa, MOMEHT MONy4eHIs
CaKpanbHOro 3HaHus, BONWeHHOro CpeacTBa, NoACKa3oK, MPU3BaHHbIX NOA-
TONKHYTb €ro B NpaBWbHOM HanpaBneHnn. Ho repoli elie He roToB. KeH 3HaeT
TO/IbKO MVP HepaBEHCTBA, M OKa3aHHOe YBaXKeHve NPOYMTbIBAET KaK 3HaK npe-
BocxoAcTBa. OH BUAMT MYXXYMH, 3aHUMAIOLLMXCS AeNaMu, MYXHYMH Ha Nowaasx,
MYXCKIME NOPTPeThl Ha BaHKHOTax, He 3amMeyast 3aHUMatOLLMXCS AeNamMu HKeH-
WWH, faxke pa3roBapmeas ¢ HUMK. OCo3HaB cebs NMpUHaNexallM K Knaccy
B1ACTBYIOLIMX MYXYMH, OH MbITAETCS HAa 3TOM OCHOBAaHMM 3aHATb KaKoe-TO MecTo
B MMpe — 4eM-TO MNOPYKOBOAMTL, CleNaTb ONepaumto nnm xoTs Obl CTaTb cnaca-
Tenem Ha nasxe. OgHaKo NONOBOWN NPUHAANEKHOCTM /151 3TOTO OKa3blBaeTCs
HefoCTaTOYHO, HYXHO elle YTO-TO YMEeTb 1 UMETb NOATBEPKAEHME CBOEW KOM-
NMeTeHTHOCTN. Y Hero CnpawmnsatoT Aunaom!

Bpoge BOT OHO, yKa3aHue Ha TO, KaK YCTPOEH YenoBevecknin Mup. Ho atu
NoAcKaskuM oH nponyckaeT. CTONKHYBWWCh C UCTUHON, KeH npoao/mKaeT aep-
KaTbCA 32 NOXKHbIE YOeXAeHWS 1 OTNpaBnseTcs B bapbuneHs c NOXHbIMK 3Ha-
HUAMU CTPOUTb NPaBUNbHbIN NaTprapxaT, PacCynTbIBast TakiMm 06pa3oM NoKo-
puTb bapbu. Befb Mo ero onbITy, He MMetLLMiA MPaB 3aBUCUT OT TOTO, KTO BNaCTb
nmeer!

B kykonbHOM MUpe KeHy BCe yaaeTcs, naTpuapxaT NoCTPOeH, 6apbu yxe
He afBOKaThbl M NIETYMKN, @ NPOCTO AEBYLIKM, Nofatollvie NBo. BepHyBwascs
Bapbu nosepxeHa, KeH TopxecTByeT nobefy, HO PaaoCTb 1 CHACTbE HE HaCTy-
natot. [la, oH oTobpan y bapbu oM, HO MPU3HAHWS Ha 3TOM OCHOBaHWK He Mosy-
4nn. OKa3blBaeTCs, BNaCTb He obecnevrBaeT ntobBy 1 Npu3HaHus. CTpagatoulnii
B3rnsg PaliaHa [ocnmHra B cleHe, Korga oH 0bbsicHseT bapbu, 4To 31O Tenepb
€ro Mavo-fava-xata-xayc 1 cnpawmpaet: «<Kak Tebe, He 04eHb NMPUATHO?», NOKa-
3bIBAET, YTO «HE OYEHb» UMEHHO eMy. KeH IBHO MOHMMAET, YTO AeNaeT YTo-To
He TO, YTO BblOpaHHas CTpaTerus He BefeT K yCrnexy, YTO Noy4YeHHas BnacTb —
37O He TO, 4TO eMy HyxHO®. Ho OTKa3aTbCsi He MOXET 1, HAfIeB aX fiBe napbl Yep-
HbIX OYKOB, CKPbIBasiCb OT NMPaBAbl, 06BABASET O ManbYNLWIHMKe!

8 3necb MOXET GbiTh U [pyroe 06bsCHEHVE: B 3TOM MOMeHTe KeH SIBCTBEHHO NPOXMBAET U,
BO3MOXHO, BMEPBble CaM 0CO3HaeT Ty 60/b, KOTOPas 3pena B HeM OYKBaNbHO BCHO KU3Hb —
nprYem 4yBCTBYET 3TO ropasfo C1ibHee, Yem bapbu, TONbKO YTO NoNaBLwas B MoAOKEHNE Ybe-
ro-To 6ecnpaBHOro 1 Aaxe 6e3aoMHOro aTpubyTa. Yepes ero 60/b 3pUTeb NOHUMAET, B TOM
YUCTIE, U HblHelWHee He3aBuaHoe nonoxexne bapbu. CTPYKTYPHO 3Ta CLeHa MOXET paccma-
TPUBATHCS He Kak Heyaada Kera, a 0fjHO 13 BaxkHbIx OTKpOBEHWI ans Bapbu, aenatoulee ee
yecTHee 1 YenoseyHee. KeH B 3TOT MOMEHT HeCc4acTeH, HO elle AaneK OT 0CO3HaHWs Nposana.
A 3Tanom nposana KeHa MOXHO, CKOpee, Ha3BaTb CUEHY, KOraa nocsie anu4yHoi GUTBbI KeHb
BAPYT BCMOMUHAIOT, 4TO 3abblv NPO rofiocoBaHme no KoHCTUTYLmmn (MpyM. peq,.).
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A 3aTem OXuaaemo TepnuT nopaxexvie. BeilbpaB MUp naTpuapxata, OH
OKa3bIBAETCS B MUPE reHAepHbIX BOMH, [1e NMLIEHHbIe NPaB XeHLLVHbI 33 MHOTO
BEKOB HaLL/M CNOCOD YNPaBAATh MyXYUHAMM.

Mocne nopaxeHns yxe KeH nepexmnsBaeT 3K3UCTEHUMANbHbIA KPU3NC.
OH CTONKHYNCS C NOCNEACTBUSMU HEYAAYHOTO NnaHa, NoAHOCTbIO OLLYTUB
pe3ynsTaThl TOXKHbLIX YoexxaeHuin. OH 0BHapyKWA, 4TO B MMPe, B KOTOPOM
TBOE CyLL,eCTBOBaHWe 3aBUCUT OT [PYroro, iaxe ecin Tol ero nopaboTus, Bce
paBHO NMpourpsiBaelb. B Mupe natpnapxata v reHAepHbIX BOMH HE MOXeT
66ITb NobeanTenein. ToNbko Nocne 3Toro KeH okasbiBaeTcs rotos K npeobpa-
xeHuto. OH cnocobeH cnbiwaTe cNoBa bapbu 0 TOM, YTO OHW — He aTpUbYThI
APYr ApYra, YTO OHW OTAENbHbIE CyllecTBa. M 3aTeM repoii 3acnyxeHHo obpe-
TaeT ceobopy.

Ybs APKA SIB/IIETCS HECYLLEI?

MNonpobyemM NoABeCTN UTOT 1 OTBETUTL Ha BOMPOC — O YeM 3TOT PUbM,
4TO OH COAEPHKUT, AEKNAPUPYET M OH LLEHHOCTN PeMUHV3Ma, aHTUdEMUHI3MA,
nocTdemMmnHm3ma, N0 ero NockiN COBEPLIEHHO MHOMO CBOMCTBA? V1 KTO, B KOHLLE
KOHLIOB, MaBHbIM repoit punsoma?

CornacHo MOpMONOrMM CKa3KW 1 MO 3aKOHaM ipaMaTypruv repoit, Npoinas
NyTb, 4O/MKEH PELWTb MaBHYO Npobaemy, onpeaenstollyto HanpaeneHmne Bu-
KEHWS, 1 B HaYyane nyTu He BMOHE OCO3HABAEMYHO.

XoTs Bapbu 3asBneHa Kak rasHas reponHs, a Ken — Kak BTOpOCTerneHHbIN
nepcoHax, CobbITs hrnbMa HUKaK He 0BYCIOBANBAIOT U3MEHEH VIS, MPOUCXO/s-
wme c bapbu. Kak BbICTpoeHa ee apka? VicxofHOW TeMol, 3agatollelt Hanpaene-
HVE ABVIKEHUs, CTAHOBUTCS HENpPOM3BO/IbHOE NpeBpalleHve B Yenoseka. lpe-
BpalleHMe KyK/bl B 4eNOBEKA BECbMa PAaCMpPOCTPAHEHHbIA CHOXKET, HO B XOPOLLO
NOCTPOEHHOM CLieHapu Aaxe BHe3amnHble NPOUCLIECTBIS UMEIOT CBS3b C BHY-
TPEHHUMY npobneMamu repost. B hunbme xe H1Kakue BHyTpeHHMe npobnembl
Bapbu, koTopbie MOTY Bbl BbITh CBA3aHbI C €€ WA aNbHbIM KyKOIbHbIM COCTOS-
H1eM, He 0B03HaYEeHbI.

BHavane oHa, B MOAHOM COOTBETCTBMI CO CTPYKTYPOW NyTH repost, Takow
TpaHchopMaLyn CONPOTUBASETCS, @ B hvHane, Kak 3To 1 nonaraeTcs no apa-
MaTYPruu, y)xe CO3HATENbHO 3asiBASET O KenaHnu ObiTb YenoBeKoMm. 1o norvke
NOCTPOEHMS apKku reposi, cobbITUS PUnbMa LOMKHbBI KaK-TO COeAMHSATL 3TK
TOYKM, 0OYCNOBAMBATb MPONCXOASALLME M3MEHEHUS 1N PaCKPbIBaTb LEHHOCTb
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04enoBeYnBaHNN. 3pUTenn Ao/MKHbl BUAETb, YTO MMEHHO 3acTaBuno bapbu
0TKa3aThbCsl OT KYKOJIbHOO COBEPLIEHCTRBA, ¥ 3TO AOMKHbI ObITh HE CI0Ba, a CNy-
YMBLIKECS C repoeM cobbiTus®, Hy 1 B rHane Mbl OMKHbI YBUAETL, B YeM TaKoM
Nepexof 3aK4aeTcs, Yem, KPOMe HanMyMs LeNMNoNnTa v 3anaxa u3o pra, Mtoan
OT/INYAKOTCS OT KYKON.

B durnbme e Bbibop 00ycnoBneH pagocTbio nepexnsaHms bapbu pasHbix
4yBCTB (Mbl BUAMM, KaK Bbapbu nevannTcs 1 nnadveT, paayeTcs CMexy AeTen U Kpa-
COTe CTapyLWKX Ha OCTAHOBKE) 1 xenaeMoi CMoCoObHOCTHIO CO3aBaTh CMbICbI.
Ho nepexwviBaHuis [OCTalOTCS el NpoCTo Tak'’, a npo co3AaHne CMbICIOB TO/bKO
rOBOPUTCS.

BMecTe ¢ TeM OCHOBHblE COOBITHS, MPOUCXOASALIME C FEPOVHEN, CBA3aHbI
C TEMOW reHAepHOro HepaBeHCTBa. JTa TeMa TakxKe 3asBeHa B CaMOM Havarne,
HO JOCTaTO4YHO NPOTMBOPEYMBO. Bapbu, XU1BS B MUPe BbIBEPHYTOrO NaTpurap-
XaTa, CBS3bIBAET CBOKO MUCCUIO C YTBEPXKAEHNEM HE3rPaHMYHbIX BO3MOXHOCTEN
KEHWMH. A fanblie OHa y3HaeT, YTo Y 1tofel LapuT HacToAWMI naTpuapxat —
B COBETE AMPEKTOPOB TOMBKO MYXHYMHbI, @ K KeHLMHaM, Kak roBopuT fnopus,
npefbsBAAOT NpoTUMBOpeYMBLIe TpeboBaHWs. HanpsmMyto 3To bapbu He 3aTpa-
FMBAeT, HO Ha ee NoBefeHwVe BAUSIOT MMEHHO 3TU OTKPLITUS, CTAHOBSCb NOBO-
POTHbLIMM TOYKaMK CIOXKETa.

IMOUMOHANBbHON KynbMUHaLVEN GunbMa SBASETCH NNWEHNe BAacTu
1 mMyllecTsa. Mo noruKe oHa JoMxHa Obina Obl YTO-TO AenaTh AN 6opbObLI
C HEPABEHCTBOM, MEHSTb CUTYaLMIiO B CTOPOHY paBHoMpasus. Ho nepeocmbic-
NeHne VAET He B CTOPOHY peasbHOM 3MaHcunaLmm, a B CTOPOHY MaHUNyasLUmuu
C MOMOUIBIO BHEWHOCTU. «51 4yBCTBYIO CEOS KEHLMHOMW, TaK BOT KAKOBO 3T0!» —
roBopuT Bapbu, Koraa Bo UMs BOCCTAHOB/EHWS BACTU ee KpacsT v npuye-
CbIBAOT A1 NMpeacTosilero cobnasdervs Kexa. Eule HegasHo BomoueHme
KYKONbHOIO MAeana, MeBLlast v KpacoTy, 1 BOCXMLIEHME KEHOB MO YMOIYaHMIo,
CerofiHs paam AOCTVKEHNS TOro e achheKTa OHa BbIHYKAEHa HAHOCUTH HOEBYHO
pacKpacKy 1 0COBeHHO CTapaTbCs BbIMSAeTs HEOTPa3nMO™!, Kak-To He noxoxe
Ha paspyleHve naTprapxara.

 Bce 0CHOBHble COOBITUS ¢ Bapbu MMEHHO MPOUCXOAAT, OHa MPOXMBAET UX — KaK YenoBeK.
FepounHs BYKBaIbHO BLIXOAMUT M3 KYKObHOW NapafnrMbl «KaXablid fieHb — Ny4Wniiy, B paMKax
KOTOpOW NMpoBena BCIO XMU3Hb 40 3TOro; Ha kopobre CTepeoTnnHoii bapbu B Havane dpunbma
Mbl BUAMM cnoraH: «She’s having the best day!» — «Y Hee [cerogrs] ny4wuii geHbl». 06 3ToM xe
H6apbu roBOpPST Ha BeYepyHKe B Havane Gunbma: YTo 3TOT fjeHb — Ny4LWniA, Kak 1 BYepa, 1 no-
3aB4epa, 1 3aBTpa, 1 Bceraa (npum. peq.).

101 Bce e MOXeET BbITb, YTO He MPOCTO Tak, a Mo TOV e NPUYMHE, YTO B NpeaslayLieM nprvepe
(npum. peq.).

1 BeposiTHO 1 UHOe 0ObsCHeHMe AaHHOW (pasbl. Peakumio repovHM MOXHO WHTeprnpeTu-
poBaTb KaK MoCTerneHHoe OCO3HaHWe HecrnpaBefivBOCTU U YrHETEHUS CO CTOPOHbI MYyX-
YMH 1 OCO3HAHHOE MPUCOEAMHEHME K ABIKEHNIO 33 NMPaBa MeHLWWH: <4 yxe YyBCTBYytO cebs
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Takvm 06pa3oM, ABKEHME repOnHI K 0BpeTeHMIo CTaTyca YenoBeKa npo-
neraet Yepes pelleHne MeXreHAepHbIX NpobaeM, NpruyemM Hanbonee apxaniHbiM
cnocobom. Kakoe oTHoLLIeHMe HepaBeHCTBO MMEeT K BOMPOCY O TOM, OCTaBaTbCs
KYKNOW MK CTaTb YeN0BEKOM, HE PACKPbIBAETCS.

Ho TeMbl 06peTeHNs YeNOBEYHOCTH M XKEHCKOro reHaepa B hvHane nnasHo
COeVHAOTCS, U B Ka4eCTBe OCHOBHOTO aTpubyTa YenoBeKa Kak reHepatopa
CMbIC/IOB HaM [1I@MOHCTPUPYIOT BU3UT K TMHEKOOrY, CBeAst CTaTyC YenoBeKa
K HanMunto reHnTanuii. ManosaTto ans venoBekal Tak 4To yTBEPXKAEHVE O TOM,
4TO DUNBM HeceT PEMUHUCTCKME UAEN, IBHO BbIMAAMUT HECKONbKO NpeyBenm-
YeHHbIM.

MoCMOTpUM, KaK yCTpoeHa apka KeHa. Ero aeiicTBus onpeaenstoTcs ero
MOTVBaMU U LENAMU, @ MPOUCXOASALLME C HAM U3MEHEHWA ABNAIOTCA pe3ybra-
TOM ero olwmnbo4HOro Beibopa. KeH NposiBnseT cebs Kak akTMBHOE AENCTBYOLIME
NNLO, C HUM COBBITUS HE CNYHaIOTCS, OH X UHULMKUPYET. B Havane dunbma oH
X04eT BHMMaHNs bapbu, 4TO-To NblTaeTca AenaTb, YTOOblI 3TO BHUMaHMe 3aBoe-
BaTb. B M1p ntofier oH nonafaeT NnoToMy, YTO He XO4eT oCTaBaThCs 6e3 bapbu.
TaM OH NONYy4aeT HOBbIV OMbIT, BLICTPAUBAET NOXHYIO TEOPUIO TOTO, KaK MOXHO
006pecTn 3Ha4YMMOCTb (Ha OCHOBE reHAepHOW NPUHAANEXHOCTH), peann3yeT ee
1 32KOHOMEPHO TEPMUT NOPAKEHE, MOHUMAET, YTO HEPABEHCTBO AaXe Ha No3u-
LMW BNACTV Ha CaMOM fieNe He MPUHOCUT 0CODbIX BbIFOA, YTO MAaH «A» Obln oWmnb-
KoM, bapbu He HauymMHaeT ero MobUTb U yBaXaThb, YTO BNACTb MNOMPYXaET B elle
60/1bLIYIO 33BUCUMOCTb OT TOTO, KTO BbIHY)KEH 3TY BNaCTb TePMeTs. M nocneayto-
liee obpeTeHne UM HE3aBUCUMOCTM U CaMOI0CTaTOYHOCTI B hrHane BbIrsaanT
BMOJIHE BbICTPaflaHHbIM 1 06OCHOBaHHbIM.

Apka KeHa He NpoBuCaeT B BO3/yxe, BCE €€ 31eMEHTbl MPOYHO CBs3aHb!
ApYr ¢ Apyrom. bonee Toro, T. K. TeMbl HEPABEHCTBA W 3aBUCUMOCTY — 3TO
BHELIHSS 1 BHYTPEHHVE TeMbl KeHa, NosiydaeTcs, 4To BCs LeHTpanbHas 4acTb
nyTv bapbu, cBs3aHHash C TONOCOM reHAePHOro MPOTUBOCTOSHUS, AEPKNTCS
MMEHHO Ha apke KeHa. U xoTs B nTore KeHy He NpeaocTaBasieTcs BO3MOX-
HOCTb MepenTy U3 M1Upa UrpyLIeK B MUP 0N, YenoBeuHoCcTy KeHa BepuTcs
bonblie.

KEHLWMHOW!». [py 3TOM cama roTOBHOCTb Bapbu NCMo/b30BaTh KEHCKIE Yapbl BMECTO OMOPbI
Ha NMYHbIE KA4eCTBa MOXET BOCMPUHMMATLCS Kak Wab/lOHHOE XEeHCKOe MOBEAEHWE, O Yem
1 FOBOPUT aBTOP. ITO MPOTUBOPEUUT NPUHLMNEM GeMrHM3Ma 1 60aK-NO3UTUBM3ME, NOAYEp-
KNBas CIOXHOCTb 1 MHOMOrPaHHOCTb BOMPOCOB MeHAEPHON MAEHTUYHOCTU U POSIN HKEHLLMH
B obulecTBe (NpuM. peq.).
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3AKNHOYEHUE

MpoBefeHHbI aHan13 No3BONSET rOBOPUThL, YTO YCTPOMCTBO DUNbMa
HeTpMBMaNbHO — 3a BHELIHel apkoii bapbu ecTb peanbHas Hecyllas apka KeHa.

ApKa repouHn B «bapbu» BbINOMHSAET 1EKOPATUBHYIO DYHKLMIO, OTBE-
KaeT BHVMMaHVe 3pUTeNns Ha MMEIOLLYIO UINI030PHYIO MPUPO/Y KOHCTPYKLMIO
B 06U/l apxMTEKType KMHOMOBECTBOBaHMS. XOTsd NMOCTPOeHa OHa ¢ cobntoae-
HVIEM CMHTaKCUCa KMHOAPaMaTyprm, CEMaHTUYeCKoe HanoaHEHNE C CUHTaK-
cncom He cosnapaet. OgHako GuabM He pa3BanvBaeTcs; OH CMOTPUTCS Kak
3aBeplIeHHOe NPOon3BeAeHe BO MHOMOM 3@ CHET CEMaHTUYeCKOro eAnHCTBa
apku KeHa, nepeceKatolleincs ¢ UeHTpanbHOM YacTblo apKu bapou.

Hecylen KOHCTpyKUMe, yaepxuBsatoLleit apky bapbu, asnsetcsd apka
KeHa, rae cvHTaKcKe NyTun repost COBNaAaeT C CeMaHTUKOW, COBepLIaeMble aeii-
CTBWS BO BCEX CyYasix CBA3aHbI C MOMbITKOW PeWnTb BHEWHIO npobnemy,
Heyfaya C KOTOpPOW MPUBOAUT repost K BO3MOXHOCTM MOHSATb BHYTPEHHIOH.
MocneaHss y KeHa cOOTBETCTBYET CeMaHTVKe 0bpsifa MHULMALMY U COCTOUT
B NPeofoNeHNI AETCKON 3aBUCUMOCTY OT MaTEPUHCKON Urypbl, (yHKLMIO KOTO-
poVi BbINONHSET urypa bapbw, 1 06peTeHnto CaMOCTOSTENBHOCTY.

TaknM 06pa3oM, MOXHO CKa3aTb, YTO MPOTVBOPEUNBOCTb apKu bapbu —
3TO He OWMOKa, HO XYAOKECTBEHHbIV MpreM, 0becrnevnBatoLLmMii ABOMCTBEHHOCTb
BOCMPUSATUS, @ UENOCTHOCTb XYA0XECTBEHHOIO BbICKa3bIBaHMS [OCTUIAETCS
33 CYET LeNOCTHOCTY apku KeHa.
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