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The metaphysics of fog
in Werner Herzog’s films*

Abstract. Fog as a symbol, unambiguous in the visual arts (closedness,
obscurity), acquires ambiguity in the screen arts. On the example of his
most publicly discussed feature films and prose, this article explores how
Werner Herzog uses fog to represent the ambivalence of social processes.
It functions as both physical space and its metaphysical concealment,
symbolizing characters’ searches for meaning. Fog allows to clarify the
concepts of honor and dignity, highlighting the boundaries between
appearance and reality, the physical and metaphysical, and the mundane
and otherworldly. Herzog depicts the crisis of human exceptionalism, where
contingency becomes fundamental to existence and knowledge; cinema
transforms into a tool for recognizing events that shape our lives and
challenge our morality.

Employing ecological and actor-network theories, the analysis reveals fog
as a topos of intrapersonal catastrophe, a way of experiencing the natural
within oneself—a form of self-communication extending to nature’s
subjectivity. Herzog’s characters (Hiroo Onoda, Aguirre, Fitzcarraldo,
Forester Hias), hearing the call of their call of existence as nature’s call,

@ * Translated by Alexander V. Markov.
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respond to it and irrevocably lose their notions of honor. Another symbolic
meaning of fog in Herzog’s films is aggression and transgression. Topological
reflection—viewing characters’ psyches as maps of their journeys and fog
as their accessible psychological state—connects Herzog’s diverse uses of
this powerful imagery.

Keywords: Werner Herzog, sound in cinema, utopia, violence, unity of
nature, optical media, camera effects, autocommunication, screen medium
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MeTad13mKa TyMaHa B Xy[OXKECTBEHHbIX
(durnbMax BepHepa Xepuora

AHHOTaLMs. TyMaH Kak CUMBOS, OIHO3HAYHbIV B M306pa3nTeNbHbIX UCKYC-
CTBax (3aKpbITOCTb, HEACHOCTb), NpUobpeTaeT HEOAHO3HAYHOCTb B UCKYC-
CTBax 3KpaHHbIX. B cTaTbe Ha Npumepe Hanbonee NybanyHo obCyKaaemblx
XYAOMECTBEHHbIX (DUNBbMOB BepHepa XepLiora nokaszaHo, YTO OH OCMbIC-
NsieT yepes 3ToT 0bpa3 aMbyBaneHTHOCTL CoLManbHbIX MPoLEeccoB. TymaH
BbICTyNaeT hM3MYeCKUM NPOCTPAHCTBOM U ero MeTadu3nyeckum COKpbl-
TeM, CUMBOMIM3MPYS MOUCK U 0BPETEeHME CMbICa FEPOSIMI NPOM3BEAEHNI.
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TymMaH NO3BONSAET YTOYHUTH MNOHATYS YECTU U AOCTOMHCTBA YenoBeKxa,
NpOBOAS FPaHNLLY MeXAY BUAMMOCTbLIO U CYLIHOCTbI0, PU3NKON 1 MeTadu-
3UKOW, NOTYCTOPOHHWUM U 3AEWHUM MUPOM. XEPLOT NMOKa3blBaeT KPU3nc
4eN0BEYECKOW UCKTIOYUTENBHOCTU, KOHTUHIEHTHOCTL COBLITUS CTaHO-
BUTCS (DyHA@MEHTanbHbIM CBOMCTBOM ObITVS Y MO3HAHNS; KHeMaTorpad
npespallaeTcs B MexaHuW3M NpU3HaHNs CobbITU, OPMUPYIOLIMX Yeno-
BeKa 1 CTaBsiLX MOpanb Moy BOMpPocC.

MeTofoN0rYeckoi OCHOBOW CTaTbW CTanu COBPEMEHHble MOCTPOeH NS
3KONOTMYECKNX TEOPUI 1 aKTOPHO-CeTeBOW Teopun. TymaH y Xepuora —
TOMOC BHYTPUAMYHOCTHON KaTacTpodbl, CN1OCOH NPOXMBaHNSA NPUPOL-
Horo B cebe, aBTOKOMMYHVKaLWs, pacnpocTpaHeHHas 1 Ha Mpupogy C ee
hopmamm cybbeKkTHOCTU. KnHemaTorpadbmyeckmne n nntepaTypHble repou
Xepuora — Xvpoo OHopa, Arnppe, drukappanbio, /leCHUK — CiblwaT 308
ObITVS KaK 30B NPYPOAbI, BO3BPALLAOTCS B ee IOHO U HeobpaTKMO yTpa-
4MBatOT NpeacTaBneHns o YecTu. B dhunbmax XepLora TyMaH Kak sBneHue
NpUpOAbl CTAaHOBUTCS MeTadopoit arpeccMBHOCTU 1 TpaHcrpeccum. CBs-
3aTb Pa3nnyHble CEMaHTHUYeCK e pelleHns XepLora, CBa3aHHble ¢ Tyma-
HOM, MO3BOMSET METOA TOMONOTMYECKOW pednekcunm, paccMaTpuBatoLnii
NCUXMYECKYIO XWM3Hb repoeB Kak KapTy MX MapLpyToB, a TOMoC TyMaHa
KaK eMHCTBEHHbIN AOCTYMHbIV MO3HAHWIO MX aKTyanbHblA NCUXONOrNYe-
CKUIA cTaTyC.

KntouyeBble cnoBa: BepHep XepLor, 3BYK B KMHO, YTONKA, HacUue, efnH-
CTBO NPUPOAbI, ONTUHECKME Meawa, IPDEeKTbI KaMepbl, aBTOKOMMYHYMKaLMS,
3KPaHHbIN MeanyM

INTRODUCTION

Fog is our best friend. (Herzog, 2023, p. 96)
The night is over, and the swarms of fish know nothing. (Herzog, 2023, p. 161)

Fogin Herzog’s cinematography is not only a boundary, a negative limit; it

is an accessory to events and crimes within the juxtaposition of the real and the
imaginary, a dark tunnel, a channel, a gloomy medium that unleashes evil super-
natural powers and aggressive inner forces into the social field. Therefore, in Her-
zog’s world, not only psychological but also social reflection is impossible without
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the symbol of fog. Such is, for example, suspicion: Woyzeck, in the movie of the
same title, is suspected of murder, he in turn suspects Marie of unfaithfulness; and
Fitzcarraldo, also from the movie of the same name, is suspected of fraud, and he
suspects the local population of devouring the people on the ship.

The routes of the characters in Herzog’s films and novels are tangled, they
are a wandering, a pursuit, an imbalance between the intended and the com-
pleted. The contours of the desired route become indistinguishable in the fog. At
the moment of turning around, reflection, mirroring, the hero performs autocom-
munication as the acquisition of their own biography. The consideration of the
natural phenomenon as an active agent has been made feasible in contemporary
ecological theory. Therefore, the method of studying Herzog’s films should not
be reduced to mere interpretation of screen images but should also include the
study of agency (the ability of natural and other elements to act within the world
of values of culture) and topological reflection, which only connects the world of
values with the world of experience in the hero’s encounter with nature and the
natural within themselves.

It should be noted that Herzog’s numerous documentary films, which often
come under the scrutiny of researchers, have been left out of the scope of this arti-
cle, since Herzog’s double life as a documentary and fiction filmmaker is equally
unique. These films are characterized both by rich references to the preceding cin-
ematic tradition and by an extensive use of personal gesture, including the direc-
tor’s own appearance in the frame. The point is that the motifs in these films are
not so much cross-cutting as intertwined. Time in Herzog’s documentaries, in my
judgment, is not so much dramatically linear as meditative and cyclical, although
these films also reveal progressive phenomena and the general dynamics of linear
progress. Werner Herzog is by no means a conservative thinker, but to achieve the
effect of documentary he uses a particular cyclization and interweaving of motifs,
where the image of fog can be accompanied by the image of air and flight, or the
image of fright.

Undoubtedly, the analysis of these intertwined motifs could also be pro-
ductive for the interpretation of Herzog’s artistic achievements, but it requires
special methods, including statistical ones—in fact, statistical motif analysis. Stud-
ies devoted both to an exhaustive description of the function of fog in Herzog’s
documentary films and to the analysis of some of his documentaries in the spirit
of close reading are possible—but this is a matter for the future. This article pro-
poses a different way—from the overall meaning of each feature film to the fog as
a central medium that forces a different reading of the actualization of this overall
meaning on the narrative, compositional and speech levels of the film narration.
For this reason, well-known films already discussed theoretically, starting with
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Deleuze and his programmatic principles, which can be extended to Herzog’s other
films, are chosen for the study.

The relevance lies in the idea that the principles of screen statement con-
struction can make the non-human an initial ethical principle. Herzog’s depiction
of fogis anthropomorphic. It is an excitement and premonition of historical events,
tragedies or personal changes in the lives of characters. For Herzog, fog serves as
an ethical representation, the topos of lost honor, which ties the personal changes
in the characters’ lives to the overall knowable plan of intersubjective destiny.

Now, in the era of studying ecological network interactions, a visual reading
of what is happening by means of unilinear semiotic encoding and decoding is not
enough. The visual in mainstream contemporary social and humanitarian theo-
ries obtains its own ontological status, energy, and action, making the fog an actor
within a network of heroes’ stories within the world of Werner Herzog’s films and
novels. Fog becomes a full-fledged participant of events, a realization of interper-
sonal communication and autocommunication as a human immersion in nature.

The aspect considered in the article is the irreducibility of the image of fog in
Werner Herzog’s works to individual meanings or associations. Although the inter-
pretation of these meanings can be fruitful, fog acts neither as a narrative moment,
nor as a meaningful image but as a topological mechanism that deforms topoi,
including the topoi of power and passion. Fog produces a conversion of topol-
ogies by changing not the landscape but the hero’s relation to the topoi of their
own biography. This aspect subordinates the target and the scope of my research,
which allows us to analyze what the viewer of Herzog’s films or the reader of his
works reads intuitively.

The target of the article is the image of fog in the works of Werner Herzog.
The scope of the article is the function of fog as a topos of natural and social rela-
tions in Herzog’s works. The problematics of the target lies in the fact that topos
itself is not functional; it becomes functional only in the media environment, the
milieu of messages that produce an attitude towards these statements. By creating
the persistent motif of fog, Herzog enhancing the mediality of his world, allowed it
to manifest itself, and to manifest in such a way that no social interaction observed
on the screen can be left out of it.

The aim of my research is to establish how fog becomes an assemblage
of relations between different actors and things, thanks to which a new vision
of the human being occurs in Herzog’s films. The hypothesis of the study is that
fog creates a special kind of person who is simultaneously eliminated from net-
work interactions, including the exploration of nature but is involved both as
an observer and as a transgressive character. Fog allows Herzog’s character to
transform the topoi of experience into topoi of cognition and of rewriting their
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biography. Through it, the characters construct their personality not as a subject
of experience but as a subject of constant critical cognition of their boundaries,
including those undiscoverable by direct life experience.

As for the novelty, the research proves for the first time that fog in the
works of Werner Herzog turns from an artistic technique into an ontologically
independent state, an ethical representation of social conflicts that can damage
human nature and nature itself. The analysis of Herzog’s main films shows that fog
becomes the portal of connection between the physical and social worlds. Itis no
longer a symbol of the hidden or obscure but a principle that dilutes the social in
the natural and displays the ethical limits of social action.

For the first time, we show that the image of fog in Herzog’s oeuvre cannot
be reduced to specific symbolic meanings. On the contrary, fog must be seen as
a medium, as an environment, in the sense of media theory, as a certain mecha-
nism with hidden workings but generating messages. The very ability of the fog
to conceal boundaries and to border things itself endows the fog with a special
efficacy and agency. Fog shows how the boundaries—between the living and the
dead, between power and its absence—are marked out, and thus proves to be
a variable in defining the structures of power in Herzog’s films. At the end of the
day, fog turns out to be some correspondence to cinema as medium, to the media
nature of filmic narrative: it frames reality, asserts power over it but also blurs the
boundaries between things by presenting them and showing how much power
things have over our imagination. Herzog uses the fog not only to give a new color-
ing to his films but to build a special construction of a film within a film, as theater
within theater, seemingly imperceptible at first glance but all the more effective
both for the fates of individual characters and for the overall concept of the film.

Werner Herzog uses the image of fog not as yet another screen image but
as a principle that changes the topological parameters of the frame. Not only the
fog alters the relations of people on the screen—the very status of reality itself
becomes different. The real world turns out to be a force field of relations, and
within it, fog as a medium accelerates both the transmission of messages and
the formation of the characters’ identity, as well as the viewers’ collective iden-
tity. Herzog turns fog not just into a dark medium of uncertainty, like the blurring
of boundaries between the dream and reality but into an intensified darkness
dissolving the line between the worlds, real and possible from our point of view
but equally real for the characters, for whom the otherworld is no less real than
the world of everyday life. Fog establishes this system of equalizing the statuses
of the worlds within the hero’s self-determination topology, urging the hero in
Herzog's world to act.
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MATERIALS AND METHODS

The novelty of the approach is in correlating the world of Herzog’s feature
films with the metamorphoses of contemporary media, thereby establishing for
the first time how the realm of uncertainty and fog constructs the identities of
Herzog’s characters as significant to contemporary social debates. The method-
ology of the study therefore includes both conventional methods of cinematic
research, such as formal frame analysis, analyzing plot development, and delin-
eating techniques and means of expression, as well as advances in contemporary
media theory and philosophy of art. The main idea remains the postmodernist
idea of rhizomatic indeterminacy, which has been given new life in contemporary
alternative or dark ontologies, where the medium of existence is seen as the main
source of singular identity, as opposed to typical identifications.

Literature, like cinematography, turns to the image of fog as a dark medium (|
will explain the term below) that exhausts the ethical constants of human life. The
pioneer here was, of course, the greatest Spanish philosopher and writer of the
twentieth century, Miguel de Unamuno y Hugo. In his nivola (anti-novel) Mist (Niebla,
1914), he applied the unreliable narrator tactic not only to the mechanism of assess-
ing the veracity of events but also to the possibility of events. This nivola has an alter-
native ending; its hero changes not only the rules of his life but also the rules of the
novel’s construction. In this way, fog becomes an immanent god that determines
the fate of man in a situation of existential uncertainty. Independent of Unamuno,
Paul Florensky saw the fog in the same way. In 1923, speaking about the religious
experience of death and salvation as a certainty, in comparison with which the very
conditions of this certainty look like a fog, he wrote, “This fact opened suddenly, as
a suddenly formidable abyss appears on the mountains in the breakthrough of the
sea of fog” (Florensky, 1992, p. 212). Of course, Herzog went much further than Una-
muno, because for him fog is not reduced to the immanence of action and self-de-
termination but encompasses various worlds that provoke self-consciousness and
self-determination. Metaphorically speaking, Unamuno’s fog is as flat as a newspa-
per, while Herzog’s fog is as multidimensional as a present-day blockbuster.

There is tragedy in the fog and a search for visual principles for the moral
grounds of action, both visible and inaccessible to our gaze. It is both the courage
to step into the unknown and the moral certainty of our decision. In the history of
fiction, the image of mist is used more often “as gothic, malevolent forces, often
that serve as cover for ghosts, monsters, or unknown miasmas” (Thacker, 2017, p.
92): James Herbert’s The Fog (1975), Stephen King’s The Mist (1980), M.P. Shiel’s
The Purple Cloud (1901), F. Hoyle’s The Black Cloud (1957).

Researchers recognize the importance of the image of fog in Herzog but see
it as either a transplantation and extension of pictorial techniques (Prager, 2007,
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p. 85) or an amplification of the viewer’s position (Corrigan, 2013, p. 15). Only
Trigg’s penetrating work found the key idea that the fog rises from the face, from
the face of the mountains, from the face of the speaker, it is detached, it covers
the face, at the same time requiring the gaze to be more active and to build direct,
unmediated by habitual contours, relationships with things (Trigg, 2012). But what
we see in fogis not just an expression or a technique but a process. Brandon West
(West, 2023) aptly writes about this but sees fog as a mechanism of escape, eva-
sion, unexpected turn, that is, as if fog displaces everything from the frame. We
argue against this position and argue that fog as a dark medium is not reducible
to such a positive action.

Fogis a new procedural means of expression, as an experience (example) of
tension, silence, spatial meditation, and preparation for spiritual contemplation.
Angela Harutyunyan wrote about this precisely and fascinatingly, seeing in Her-
zog's fog a doubling of the landscape and at the same time an escape from both
the initial and the new landscape (Harutyunyan, 2021). Humanity had to grow up
to fog as a seen state of intersubjective relations, just as the creators did. Oscar
Wilde pointed out that “people did not notice fog until they were taught it by the
poets and artists of the nineteenth century” (Sontag, 2022, p. 19). Following art-
ists and poets, cinematography adopted the image of fog as a transmission of an
ever-changing state of mind in which only the Other is found. At first, this Other
was a poet or an artist, but later, in the time of ecological crisis, it becomes anyone,
because everyone must be saved. In the twenty-first century, art has reoriented
from aesthetic replenishment to ethical determination: “Having lost its confes-
sional character, art becomes a means of salvation” (Sontag, 2022, p. 11). Art is
now in need of new tools and gestures for the mission of human salvation in its
intersubjective and natural extension.

The big city, with its curtain of noise and constant voices, suddenly con-
demned the film frame to silence. Silence and stillness became one of the most
effective techniques for concentrating on the narrative as a thoughtful way for
each viewer to find his or her own way. Characters have disappeared in scream-
ing and agony: after two world wars, it became impossible to shout to the recip-
ient. The artist began to try and use aesthetic, ethical, and emotional stillness as
a technique. It worked. John Cage and Robert Rauschenberg, white noise and
white canvases, the silence of white piano keys and the silence of milky fog. The
fogis a new means of expression, a pause in action and event, doubling the very
flow of intellectual experience. This is why a dual address to the content and the
recipient is generated, in which recipients create their own transcription of the
content, and the content demands a special transcription of the viewers’ recep-
tion by screen means.
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The research methods can be designated as the cinematographic mediality
analysis and functional analysis of the main image of fog. These two methods are
combined due to the use of general scientific methods of analysis and synthesis,
analytical description, critical analysis by comparison and contrast. But both the
method of media studies and the method of functional analysis can be defined
as private-scientific, belonging respectively to media theory and film studies. In
media theory, we rely primarily on the capacious work of Alexander V. Markov
(Markov, 2022), which shows the movement of the theory from the study of the
nature of the message to the recognition of the agency of the media environ-
ment. In film studies we are guided primarily by the philosophical theory of Gilles
Deleuze (Deleuze, 2004), which explores the potential of the frame to change the
familiar topology. Both theories converge in a new object-oriented ontology that
establishes the boundaries of agency in a situation of multiple topologies, includ-
ing implicit and dark topologies (Thacker, 2017). Undoubtedly, the same bowing is
established by Susan Sontag’s theory and methodology (Sontag, 2022), in which
the recognition of an autonomous topology of art resists interpretation.

Fog is an expressive gesture through silence in the picture; it is confusion,
stillness, preparation for the next act of the hero. “Silence is the artist’s ultimate
other-worldly gesture: by silence, he frees himself from servile bondage to the
world, which appears as patron, client, consumer, antagonist, arbiter, and distorter
of his work,” Sontag says (Sontag, 2022, p. 11). In many ways, her resistance-to-in-
terpretation methodology underpins my research methods.

Sontag compares contemporary art to an invisible theater. Fog is the back-
stage of an invisible theater that brings aggression and crime, panic and excite-
ment onto the stage and then successfully hides it in the womb of the backstage.
Fogin the frame can be perceived as an effect, a technique of concentration, a skill
of attention that is instilled in the viewer by the director. For example, in Russian
cinematography, Alexander Sokurov fostered and instilled this skill in the viewer,
literally forcing them to stare at the snowy landscape on the screen for several min-
utes at a time. There is no action, there is only fog or snow, which depresses the
hero and the viewer more and more. Defining yet another function of art, Sontag
spoke of this education by silence: “Any environment that surrounds a person can
become pedagogical in the frame of a movie camera” (Sontag, 2022, p. 19).

The history of art can be reduced to the discovery and description of a set
of objects that people had not paid attention to before or had simply not seen.
The cinematic eye of Vertov, Sokurov, Wenders, or Herzog would pick out objects
from their surroundings and begin to look at them or admire them, forcing viewers
to look at them in detail. By educating the recipients, by conducting, in Sontag’s
words, “pedagogical work,” by shaping their horizon of vision, art itself developed

HAYKA TEIEBUAEHMA 21 (1), 2025 119 THE ART AND SCIENCE OF TELEVISION



as a special object activity. Some objects were not perceived by the viewer outside
the (cinematic) picture. For example, on a still-life painting, the spiraling lemon
peel becomes a completed creation and a divine idea, although in everyday real-
ity, itis thrown into a bucket.

The landscape in the frame does not require understanding, does not recog-
nize significance, fears, or sympathies. It is like a lemon peel in a still life, self-suffi-
cientand a conception in itself, requiring no verbal or visual augmentation. Fog as
a landscape requires the skill of constructive oblivion from the viewer, making room
forintelligent feeling: “An object worthy of contemplation essentially annihilates the
perceiving subject” (Sontag, 2022, p. 23). It is a perfect fullness, without habituation
or hermeneutics, it is a state that is capable of conveying sensation. The contempla-
tion of the fog plunges the characters and the spectators into stillness, while “still-
ness points to its transcendence” (Sontag, 2022, p. 25), that is, to the metaphysics
of the fog as the metaphysics of the frame, as if looking deeply into itself.

The screen medium finds new techniques faster than literature or represen-
tational painting, at least because the frame can be understood as a topos, a place,
a placement of certain motifs within the frame of what is recognized as action. In
Herzog’s cinema, the frame is not a mere topos but a way for the space or situa-
tion to map itself, to see the strange nature within the self. For Herzog, therefore,
fog turns out to be a model for the auto-communication of nature and human.

The route map as a search for historical, social, and individual self-deter-
mination in Herzog’s cinematography consists of starting points (topoi), where
TOT06 is not only a place which the characters build on in their journey (the city for
Woyzeck) or ToT10G as utopia, to which they strive to come (to build a new state or
theater). Itis also TOm0g in a renewed rhetorical sense, a condensation of visually
presented matter that can be depicted and captured by the frame of a cinematic
tape but not by words. Fog as a compacted topos is a passage to another state
and dimension, a tunnel, a magical place.

Werner Herzog’s consideration of fog as a cinematic tool is based on Eugene
Thacker’s notion of magical place, which connects new modern ecological ontol-
ogies and Deleuze-inspired topology. Thacker defined such a place as media, “a
thick, viscous ether of unknown dimensions” (Thacker, 2017, p. 90). Alexander
Markov (Markov, 2022, pp. 75-84) showed the rootedness of the concept of dark
medium, key to Thacker’s constructions, as well as the topology of media rela-
tions developed by Thacker, in the classical tradition. Eugene Thacker’s definition,
according to Markov’s findings, draws on Giambattista Vico’s theory of corporeal
media, Wolfgang Ripple’s and Marshall McLuhan’s media theory through the con-
cepts of epoch, class of messages, a set of interrelated practices and practices of
writing. Markov’s approach allowed us to connect the theory of dark medium and
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fog with the notion of syntagmaticity and paradigmaticity in relation to screen
media and Herzog’s use of it, which we draw on in the following study. For Herzog,
fog appears to be an elusive part of syntagma and in doing so an initial way of
showing that paradigmaticity exists not only in the text but in nature itself.

The magical place, be it a circle or a well, a misty jungle, a gloomy world at
dusk, infects the natural world and the minds of the characters with confusion. In
his Excursus on Mists and Ooze, Thacker speaks of a magic circle (sito), “the place
where the hiddenness of the world presents itself in its paradoxical way (reveal-
ing itself—as hidden)” (Thacker, 2017, p. 90). It need not have special buildings or
temples constructed for it. It can be a mine, a forest, a subway tunnel, a jungle,
as in Onoda’s case. It is an acceptance and understanding of “the anonymous,
unhuman intrusion of the hidden world into the apparent world, the enigmatic
manifesting of the world-without-us into the world-for-us” (Thacker, 2017, p. 91).

The methodology of dark medium and the theoretical method of topolog-
ical reflection in the consideration of the subject and subjectivity is justified by
the route map method applied in the study of children’s mental life. “The child is
incessantly talking about what he is doing or trying to do: surveying the worlds
around him on dynamic routes and explaining them. Route maps are an essential
part of mental activity” (Deleuze, 2010, p. 187).

The magical place, the jungle in the rainy season, the river in the morning
mist, are dark media, intermediaries that release, according to Thacker, anthropo-
morphic beings: demons, ghosts, the dead. The magic site manifests the hidden
world revealed in two forms: as mists and ooze. We are interested in mist, as it is
what appears as “a dense fog, or surreal clouds in the overcast sky” (Thacker, 2017,
p. 91). Mist is a medium sitting between the sky and any planet, “where gravity
fields may attract cosmic dust into nebulae” (Thacker, 2017, p. 92), much like the
Soviet Andromeda Nebula, a utopia, a dream by Ivan Efremov, screened in 1967
by Eugene Sherstobitov.

Through the application of the topographical method, fog is transformed
from a metaphor of metaphysics when examining Herzog’s achievements, as
a topos of the social and as a tool for transforming the psychological map of the
characters. Any map defines the boundaries of own/foreign, mastered/conquered.
Any border is a surrender/assertion of positions, limits and boundaries, which
Jean-Paul Sartre (Sartre, 2024, p. 67) associated with the situation that defines the
framework of human existence through the manifestation of suffering, struggle,
guilt, experience. In a nutshell, the border in Herzog’s visualizations is everything
that existential philosophy calls a border situation. Fog, darkness, dusk, shadow
appear as conditions, but also as accomplices in the transition of the boundaries
of the permissible.
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FOG: FROM THE INVOCATION SYNTAGMATICS
TO THE SCREEN PARADIGMATICS

Fog can be seen not only as a natural state of moisture accumulation, a cre-
ative state of expectation, anxiety and foreboding, a metaphor for social uncer-
tainty and even a revolutionary situation but also as an image, a topos, a con-
densation of the psyche, a concentration of thoughts that will lead to a clear
realization or a complete obscuration (Russian tu-man or, in the poetics of the
Russian language, its perversion mu-tan, mutant, mutation, turbulence, confu-
sion, turbidity).

Fog is an accumulation of water in the air, a cloud near the surface of the
earth, a murky, hazy, skimming and blurring o-shape-boundaries, o-shape-draw-
ings state of nature. Nature in Werner Herzog's films is existential. Aguirre, the Wrath
of God (1972), Fitzcarraldo (1982), Woyzeck (1979), Heart of Glass (1976) metaphys-
ically illustrate the border as a category extra-spatial and timeless, which removes
social, psychological, political and historical conflicts in its womb and gives birth
to new Urani and Gaiai. It is a situation of the inner dwelling of conflicts as the
generation of the very foundations of conflict (Scott, 1982).

In the mist of the jungle or rivers, the human being is freed from conventions,
norms, comprehending themselves as a new existentiality, claiming a new divin-
ity. The preface of Fitzcarraldo begins with the image of fog, the universal noise,
the whispering of the earth and the text: “Cayahuari Yacu, the jungle Indians, call
this country ‘the land where God did not finish Creation.” Only after man has dis-
appeared, they believe, will He return to finish His work.” The disappearance of
people is not a metaphor; it is the only collective experience that is available to
nature itself. In Les Blank’s Burden of Dreams, the director says!, “Taking a close
look at what is around us, there is some sort of a harmony. It is the harmony of
overwhelming and collective murder”.

This literal disappearance in Herzog’s screen world is realized as a political
utopia. Aguirre and Fitzcarraldo dream of building a new society (state or theater),
of becoming the steward of a new morality, discarding the axiology of the old one.
Fitzcarraldo dreams of a world of music in which Caruso’s voice will be like that
of Eru the One:

There was Eru, the One, who in Arda is called IlGvatar; and he made first the
Ainur, the Holy Ones, that were the offspring of his thought.... And he spoke
to them, propounding to them themes of music; and they sang before him,
and he was glad. (Tolkien, 1992, p. 3)

! Werner Herzog Encyclopedia. URL: https://arzamas.academy/mag/373-herzog (14.01.2025).
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It can be suggested that for Herzog, Wagner’s world, with its idea of the
Nibelung Ring as a mechanism for producing the time of salvation, and Tolkien’s
world are the keys to understanding the political dimension of musical polyph-
ony. Music turns out to be a call, the voice of the only one that can be heard in the
disappearance of previous moral boundaries in the jungle.

The music of the jungle is the music of the Ainur. Political utopia requires
a mobilizing, summarizing voice of power; in jungle music, nature decides what
sound comes next. llUvatar spoke to the Ainur to create the Great Music together,
“and a sound arose of endless interchanging melodies woven in harmony that
passed beyond hearing into the depths and into the heights” (Tolkien, 1992, p. 3).
For a time, Fitzcarraldo declared himself IlGvatar, wanting to bring music to the
Ainur, setting patterns in the form of the inimitable Caruso, but the music of the
jungle is a self-organizing “harmony of murders,”* verging on a ship going upriver.
It is the transformation of all attempts to subdue nature into a simple and per-
sistent movement within itself. The new Orpheus cannot subjugate nature but
waits for it to be dismembered.

Fig. 1. Orchestra on a ship. Still from Fitzcarraldo [2:33:07]. (1982).
Directed by Werner Herzog?

The plot of river rafting in the jungle is known to the viewer from the movies:
White Water Summer (1987), The River Wild (1994), but most often from Francis Ford
Coppola’s Apocalypse Now. We see, as it quoted before, “the harmony of collective
murder”* (the famous Major’s “I love the smell of napalm”) and meet new idols
(Colonel played by Marlon Brando). This is how the borderline situations of life/
death, consciousness/madness are represented in states of danger unthinkable
foran ordinary person, as an experience of defocusing, pure immersion of vision

? See the image source: https://vk.cc/cKZ50c¢ (15.10.2024).
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in nature, “a thousand-yard stare” (a quasi-term meaning a sustained traumatic
shock in the thick of combat operations, which overloads mental life and leads to
defocusing of the gaze).

Blurred boundaries, with the semantic tone of indistinctness, are built into
metaphorical chains: foggy distance—foggy look—foggy future; to fog (to cloud)—
not to let us see clearly—to fog, to deceive—the state of obscurity, non-obvious-
ness in the functional duality of concealment and discovery as the only “gram-
matical paradigm” of nature. These metaphorical chains in language are built by
roots, and in screen art by a universal functional symbol, which turns out to be
fog. It can be both a source of danger and a reliable shelter: the enemy can hide
in the fog or one can hide from the enemy.

Fog acts at the plot and compositional level as a physical space, but also as
a metaphysical concealment of it. It symbolizes a painful search (to wander in the
fog) and finding (to emerge from the fog). Fog is the boundary between appear-
ance and essence; between physics and metaphysics; between the otherworld
and the real world. This boundary is mobile, incorporating syntagmatic and par-
adigmatic principles of the organization of screen narrative and thus qualifying
Herzog’s cinematography.

Wandering in the fog is Woyzeck, who has returned to the crime scene to
search for Marie’s murder weapon. He looks for the knife, but when he sees Marie’s
head, he bitterly questions why she has not combed her hair. His mind goes blank.
He dives in and out his unconsciousness. An example of the interreversibility of
the otherworld and the mundane world in the life of the unconscious is the fore-
telling of Hias (Heart of Glass) about the future of the village. He looks into the fog,
the fog covers the specifics and gives the cowherd the opportunity to look inside
himself and to say aloud what he has seen.

It is worth drawing comparisons with the Romantics. The painting Wanderer
above the Sea of Fog by the German Romantic painter Caspar David Friedrich is
pointed to by film scholars, juxtaposing the fog with the image of poisonous dig-
ital technologies (Wansbrough, 2021, p. 179). An example of the continuity of the
Romantic tradition is the fog in Aguirre, which is rightly compared by the schol-
ars with the aesthetics of the sublime, mountain peaks, as a new attempt at eco-
humanism, the juxtaposition of the human and the non-human (Gardner, 2022,
pp. 45-56).
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FOG AND ANGER:
MACHINES OF AN UNACCOMPLISHED INITIATION

In 2023, Herzog’s debut novel The Twilight World (Herzog, 2023) was pub-
lished in Russia. It tells the story of Hiroo Onoda, a Japanese soldier who contin-
ued to defend an island in the Philippines years after the end of World War Il. In
this novel, the German filmmaker is true to himself. “There is both a hallucinatory
dimension in which the acting spirit rises to the limitlessness of nature, and a hyp-
notic dimension where the spirit moves in the direction of the limits that nature
placesinits way.... Itis a geometric plane, it now refers not to a mental but to an
abstract blueprint” (Deleuze, 2010, p. 440).

Fig. 2. Cover of Herzog’s novel The Twilight World (Saint Petersburg:
Ivan Limbakh Publishing House, 2023) and a photograph of Hiroo Onoda®

Before us unfolds the story of Japanese soldier Hiroo Onoda, true to orders
and soldierly honor, who defended the island of Lubang in the Philippines for 29
years after the end of World War II. Major Taniguchi gave orders to hold the island
until the Imperial Army returned with the only rule, “You are forbidden to die by
your own hand” (Herzog, 2023, p. 33). And the soldier held the island, keeping
the family 17th century samurai sword pure of honor. He fought a personal battle,
remaining true to the principle, “Every human being on this island is my enemy”
(Herzog, 2023, p. 34). He is ruthless as nature is ruthless, he maims as natural
disasters maim.

3 See the image source: https://ru.wikipedia.org/wiki/OHopga, Xvpo (15.10.2024).
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Werner Herzog’s new hero, Hiroo Onoda, is not like Aguirre or Fitzcarraldo,
yet he also immerses himself in the jungle and becomes part of it: “they are better
disguised; their hair is tangled; their clothing, equipment, and boots have all been
smeared with clay for purposes of camouflage” (Herzog, 2023, p. 71). The jungle is
the Body of the Earth in its archaic manifestation (Deleuze & Guattari, 2008, p. 251).
The new archaic of the twentieth century, with its inherent Body of capital money
or despotic regime (Deleuze & Guattari, 2008, p. 351), acts as the military regime
machine. Gilles Deleuze and Félix Guattari (2008, p. 304) called the territorial
machine the form of society’s existence at a certain historical stage; it covers the
social field with its signs. “At this point, the jungle falls steeply away. The Looc plain
extends from here to the South coast.... Haze” (Herzog, 2023, p. 70).

Onoda’s time is the despotic machine time: the military regime dictates and
makes the individual a soldier, marching and following orders. Onoda escapes
from the despotic regime into the Earth’s mode by turning into a plant, an ivy. Here,
the screen paradigm becomes metaphysical. This allowed him to survive, as Rob-
inson survived by heeding Friday’s example in Michel Tournier’s novel Friday, or,
The Other Island (Tournier, 1992). A well-meaning Catholic trying to organize order
encountered a young Araucanian, a plant man: “He had hidden his head under
a helmet of leaves and flowers. With the juice of the genipap—the stems of which
yield a dark dye when crushed—he had painted leaves and branches all over his
body” (Tournier, 1992, p. 199).

Onoda becomes like a beast with a spotted hide. He studies mimicry in
nature and mimics a thicket of intertwined decaying dark liana leaves. “Moths
taking on the blotches of tree bark, fish whose coloration matches the pebbles
on the riverbed, insects that resemble the green leaves of trees” is the nature sur-
rounding Onoda (Herzog, 2023, p. 53). Lubang island is covered in fog, with ever-
wet banana trees and coconut palms. Fog, frozen time, a blank screen of percep-
tion—all become a single frame within the novel. Fog, like the jungle, does not
recognize time. “They [the jungle and time] are like two alienated siblings who will
have nothing to do with each other, who communicate, if at all, only in the form
of contempt” (Herzog, 2023, p. 53).

Herzog’s heroes returned themselves to the Body of the Earth, rebirthing
the archaic man within them. They created their own sacred time, becoming
Nietzschean timeless and extra-spatial heroes. “All here are outside history, which
in its taciturnity will not allow present. ... there is no indication of the time. It’s as
though it were forbidden” (Herzog, 2023, p. 95). Onoda kept track of time by feel.
When he came out to the people, he found out that, after 29 years of personal
time counting, he was wrong by a few days, got upset that Japan had lost its soul
to consumerism, and realized that he had not taken into account all the factors of
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nature in intersubjective interactions (as they are understood by modern ecolog-
ical theories and actor-network theory). Time can be counted and calculated, but
it cannot be evoked by any music; it itself dissolves into the paradigms of nature
and makes life a syntagma of traumatic nostalgia.

Surrealistic pictures flicker, following the pattern of the speech (language)
paradigm, in the blending of dream and reality, of terrible dream and terrible real-
ity. “Is it possible that | am dreaming this war? Could it be that I'm wounded in
some hospital and will finally come out of a coma years later, and someone will
tell me it was all a dream?” (Herzog, 2023, p. 105). The overpowering damp fog
that stops time and war has turned into a permanent condition of existence and
interpersonal communication: Onoda could tell his team stories from his past life
only during the heavy fog and the rainy season. Then the jungle was closed to
humans, no one daring to enter it during the rainy season and dense fog. Then
nature would reveal itself in its unreliability, competing with the transience of time.

In Aguirre, the Wrath of God, the mythological hero has to go down the river.
From someone undergoing initiation, Aguirre turns into a carrier of violence, that
is, a social-value hero of the late archaic. The virginal nature must be given in mar-
riage to the hero, and if she resists, she must be taken by force. In Fitzcarraldo, the
voyage is also sacredly endowed by the conquering voice of Caruso singing Verdi’s
opera. Caruso’s voice is that of power. If the sacral is called the great, then, accord-
ing to Deleuze, the Great is realized as a pure idea in the dual nature of landscapes
and actions (Deleuze & Guattari, 2008, p. 255), that is, the first encounter with one’s
world of value, which usually evolves into adolescent or other uncritical violence.

Fig. 3. The great carrying of the boat overland to the singing of a duet with Caruso.
Still from Fitzcarraldo [2:04:42]. (1982). Directed by Werner Herzog*

* See the image source: https://vk.cc/cKZ50c (15.10.2024).
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In this philosophy of the mythological hero’s age, the fog acts as a metaphor
for waiting, a zero degree social writing. We see the fog on the morning of the day
when the Indians under Fitzcarraldo’s leadership start preparing the ship to be
moved to the other side of the river. The Indians work ceaselessly, the construc-
tion is like the building of the Egyptian pyramids. “White Man,” who, according to
legend, is supposed to lead them out of their streak of misfortune, boldly directs
them. The fog before blasting is reminiscent of the USSR’s large-scale geopoliti-
cal constructions, but also of any ethnography of forced labor in general, includ-
ing German memory—from Goethe’s Faust’s schemes to lay canals and drain the
swamps (from which the fog rises) to the trenches concealing, just like the fog, the
belligerents and the labor camps of the twentieth century.

To gain a foothold in the limits of being, evidence is needed—artifacts, “con-
crete objects” (Herzog, 2023, p. 106) that confirm the reality of what is happening.
Such are the sword on Onoda’s belt, the palm oil bottle taken out of his uniform—
all of them became a fetish and were later kept in the museum. They make the
march real, while the beginning and the result are relegated to the realm of the
symbolic and imaginary.

Does the plot demonstrate the results, the finish of the venture? In other
words, does the symbol of the fog as some general principle of storyline orga-
nization allow the unfolding of the plan of the symbolic and imaginary? Aguirre
remains alone on the raft. Instead of the New State, the monkeys are with him. Fitz-
carraldo set the play before the rare spectator and the black pig: “In both senses,
Herzog will have shown that the albatross’ big feet and its great white wings are
the same thing” (Deleuze, 2004, p. 257). This is the theater of his unaccomplished
initiation, the theater of the former river rafting and the monkey as an image of
the untamed flesh that threatens all new explosions.
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Fig. 4. Defeated in the campaign, Aguirre and the monkey think about
the “new Spain” and new conquests.
Still from Aguirre, the Wrath of God [1:32:08]. (1972). Directed by Werner Herzog®

Onoda listened with amazement about the bomb with an arsenal that
would be enough not once and not twice but 1240 times to kill every inhabitant of
the planet. Itis not surprising that Onoda is remembered: in the summer of 2023,
the world distribution of Oppenheimer began.

After 29 years, Onoda gave up (remember that Robinson lived on the
island for 28 years). The President of the Philippines granted Onoda amnesty.
After his release into ordinary life Onoda founded the School of Nature, got
married, and died at the age of 91. The Shinto Shrine of Peace in Tokyo, where
the souls of warriors who died for Japan and the Emperor are worshiped, and
the Emperor of Japan himself is the supreme deity of the Shrine, preserves the
story of Onoda.

° See the image source: https://yandex.ru/video/preview/6179461978829250619 (15.10.2024).
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ROUTE MAP IN HERZOG’S CINEMATOGRAPHY

Fog becomes an ethical marker of the action that has involved all the agents
of the movie, in this very moment of total involvement. The actors are lined up in
a network, but the screen deforms the network, opening up those lacunas where
the improper or the crime can be. In the novel and in the movies, the fog conceals
crimes or foreshadows tragedies.

@ayahuanivacumennentdietWaldindianer

Fig. 5. Fog. The beginning of the search for Fitzcarraldo:
“Cayahuari Yacu, the jungle Indians, call this country ‘the land where God did not finish
Creation.” Still from Fitzcarraldo [0:25]. (1982). Directed by Werner Herzog®

The route loops upriver in the vague uncertainty of its initial direction and
ends with the unmasking and unfolding of a dream. Fitzcarraldo’s route, like Agu-
irre’s, is intricately twisted, confused and back again. It is a spring effect, a reaction
to a failed return, because of the initial uncertainty of the route—a boomerang
effect in the fog as an effect of depreciation. Recall the seemingly insignificant
episode when Fitzcarraldo arrives at the place where he built the railroad. After
many years, the abandoned place has been abandoned by devoted adherents
who guarded the road and the dream. Fitzcarraldo does not hesitate to order the
rails and sleepers to be dismantled and transported to the ship to realize the new
dream. He does not notice how in a moment he has destroyed and devalued the
life and efforts of the one who guarded and protected the unfinished railroad while
waiting for the return of the demiurge.

Akind of geophilosophy can be traced in Martin Heidegger’s The Origin of the
Work of Art, a work raising questions of distinction (distribution of different faces)
of phenomena and events. In addition to the distinction between truth and art,

® See the image source: https://vk.cc/cKZ50c¢ (15.10.2024).
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Heidegger can be seen a consistent distinction between the thing as a natural-nat-
ural state and creation as artificial-anthropomorphic. This is not Edmund Husserl’s
reduction but an indifferent passing through and past things and states, events
and situations, a disinterested contemplation of them. Fog is a rare coincidence
of substance and form, idea and event, a natural state endowed with historical
expectations on the part of movie characters. Heidegger applies the concept of
“fold” to explain the notion of substance and form (Staff-Form-Gefuge), which is
the “landscape of the birth of thought” (Heidegger, 2008, p. 176). Herzog’s fog is
such landscape of the birth of thought. Heidegger’s topographical method is not
so much a geographical place as a site of abstract model, a site of placement, of
immersion in a place.

Fog is a placement, an immersion in the place of history, a pause before
important events, a fold of existence in which space and time collapse the fates of
the characters, as if smoothing them over the screen. They disappear and emerge
from the fog endowed with other meanings. Onoda disappeared in time for 29
years, being placed in the jungle fog as if in a shelter.

The special role of topos in the creation of one’s own and another’s biogra-
phy has been written about by a philosopher working at the border of psychology
and philosophy. Existential philosophy was born in this thinking, which is beyond
the limits of both directions. Karl Jaspers said that contemplation of native land-
scapes (sky and horizon) shaped him as a thinker: “Existence... is a new narrowing
of the horizon: for it exists every time as one existenz with another existenz” (Jas-
pers, 2013, p. 53). Jaspers also speculated a lot about the influence of landscape
on the formation of large groups mentality and worldviews of individuals.

Psychoanalytic cartography overlaps with the topographic concept of cur-
rent philosophy. A psychoanalytic map is a direction, a terrain, a displacement:
“Every map is a redistribution of impasses and breakthroughs” (Deleuze, 2010, p.
90). And just as the events map in the psychoanalysis of movements and routes
cannot be seen as a single derivative of the parent-child schema, that is, reduced
to mere syntagmatics, so the map of philosophy cannot be seen as a derivative
of a single event or phenomenon. Marie’s murder is social in the essence, as evi-
denced by Woyzeck’s constant reflections on the poverty in which he is forced to

live and for which he participates in the doctor’s experiment”.

The topological reflection method, which explores the human psyche, will
help us consider the topos of fog as a reflection of Woyzeck’s clouded psyche from
the 1979 movie of the same name based on Georg Blichner’s play. “In a small town
near the small pond,” the author’s voice-over announces at the beginning of the
movie. Herzog’s change of topographical frame in this film translates from a dan-
gerous river to a quiet pond or pool, just as the image of the conqueror Aguirre or
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of Fitzcarraldo sacralizing himself as a creator who disposes of life and violence is
replaced by the image of Woyzeck, a lowly man from a small town. This change
of aspect somewhat returns from the screen paradigm of natural unpredictability
to the syntagms of ignorance, of man’s confusion before the natural beginning in
himself. For the Russian consciousness, the reedy pond is that from Isaac Levi-
tan’s painting, By the Pool, with all psychological stereotypes: in Russian, the word
“‘omut” (“pond”) sounds like “muddy” or “fog.” Everyone can “do murky waters” in
this city.

A crime is committed in the town. Woyzeck kills his lover Marie, the mother
of his son, because of her adultery, and the murder takes place by the pond. His
map of routes is confusing, like Aguirre’s and Fitzcarraldo’s. The map expresses
the similarities of the path intended and the path traveled. Whereas Aguirre and
Fitzcarraldo led rafts and ships toward a larger goal, Woyzeck roosted like a mouse
within an urban space. Typically, the fermentation lines and loops on the maps of
autistic children are similar. We learn that Woyzeck is being experimented on by
a doctor known in town. For money, Woyzeck trains, drinks urine, and eats noth-
ing but peas for months. The doctor easily condemns Woyzeck to a scientific trial,
just as he easily throws a cat off the second floor of a building to demonstrate the
flexibility of its body to medical students.

How does the surrounding landscape affect a person, how does the topics
determine the typicity, typicality, type of an individual? There are no vertical
rocks with layers of meanings in the fog, but there is a grid of meanings and signs,
images and addresses open wide. The surface of fog and the surface of subjectiv-
ity are infinitely wide, and both extend and enchant space: a “disembodied limit”
that produces “most of its effects” (Deleuze, 2010). Such limits Deleuze calls mem-
branes. In them, “the internal and the external, depth and height, have biological
value only through this topological surface of contact” (Deleuze, 2010).

After a while, Deleuze responds to Paul Verlaine, who once wrote that there
is nothing deeper than skin. Deleuze says that “nothing is more fragile than the
surface.” Skin covers a large volume of the surface of life. According to philosopher
Gilbert Simondon, important for Deleuze, “The living lives at the limit of itself, at
its own limit.... The polarities characteristic of life reside at the membrane level”
(Deleuze, 2010). Exactly as the vast surface of a soap bubble is conditioned by
its fragility. Simondon formulates the characteristics of the transcendental field:
potential energy, internal resonance of series, topological surface of membranes,
structuring of meaning.

Fog is like a membrane. This statement is even more accurate than the com-
parison with rhizome. Rhizome implies a root system, while membrane is a pure
surface. In the Logic of Sense, Deleuze derives a formula: rhizoma=topos+eon,

HAYKA TEIEBUAEHUA 21 (1), 2025 132 THE ART AND SCIENCE OF TELEVISION



where topos is the space of monadic distribution of singularities, while eon is the
time of decay of this space into subspaces. This membrane pushes Herzog’s pro-
tagonists both into the world of self-determination, linking spaces, and into the
world of crime, as sliding on the surface of one’s own being, without the possibility
of going into the depths.

This is how the spatial and temporal event determines itself and becomes
a phenomenon. Deleuze spoke not so much about ontology as about the meta-
physics of surface. Fog as membrane—continuum—is a topos, “the place of mean-
ing of an expression” (Deleuze, 2010). Moreover, Deleuze defines meaning itself as
a membrane—that is, as something being formed and unfolding on the surface.
Figuratively speaking, modern culture is no longer a question of Dionysus down
below, or of Apollo up above. The hero of contemporary culture is “Hercules of
the surface, in his dual battle against both depth and height: reorientation of the
entire thought and a new geography” (Deleuze, 2010). It is Onoda and Aguirre,
waging a battle for their insights.

Woyzeck, played by Klaus Kinski, is exhausted, he is on the verge of existen-
tial terror and is waiting for the experiment to be completed. Marie’s murder is
covered in the morning mist as Woyzeck’s own sanity obscures. He comes to the
pond asking, “What sort of place this is? Mariel Why is your hair so tossed—didn’t
you plait it today?” The pond turns out to be a preliminary screen that tries, not
quite successfully, to bring the protagonist back to nature, so that he organizes
and reorganizes his sense already in auto-communication.

Fig. 6. Woyzeck committing a crime. Still from Woyzeck [1:06:42]. (1979).
Directed by Werner Herzog’

" See the image source: https://yandex.ru/video/preview/10940808626 783664214 (15.10.2024).
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Marie acts as the knot on the map in which desires, needs, and capabilities
come together. Before she dies, she sings a song to the yard children:

But when he reached the moon he found it was a piece of rotten wood.
And then he went to the sun, and when he reached the sun he found it
was a withered sunflower. And when he came to the stars they were little
golden gnats.

The dotted lines on the map draw expectations, and the painted parts
designate the life route traveled by the hero. Marie’s biography ended not by her
will: “The moon’s rising. Look how red it is. What are you going to do, Franz?” The
history of the city has not changed, it is like a pond, it closes and absorbs itself,
overgrowing with new reeds. The author’s voice concludes the movie, “We haven’t
known such a thing in our land for a long time. Ah!” And the people live on, this

“Ah!” sounds theatrical. The town is supposed to regret, but it does not, it is cov-
ered with fog as pure nothingness. Autocommunication turns out to be possible
at the level of the city but not at the level of the protagonist, who is pushed by the
membrane of the fog into the realm of pure transgression.

TOPOGRAPHY OF BIOGRAPHY AS SCREEN FRAGILITY

In his book The Birth of Existentialism from the Foam of Psychoanalysis, Alek-
sandr V. Pertsev refers to Hans Zahner, who is convinced not only that existential-
ism arises from contemplating the marshes of his youth (Pertsev, 2012), but also
that Jaspers’ views are a reflection of the marshy landscape of his childhood and
youth. It also happens to Woyzeck and the characters of another Herzog’s film,
Heart of Glass (1976).

The movie begins in a misty pasture. A cowherd named Hias, living the life
of a hermit, drives a flock that doesn’t know the way. Hias is a prophet: he guides
not only his herd, but also predicts events that are to happen to the people of
the small Bavarian village, who pour glass. The movie begins with Hias looking
out at the spreading mist over a beating mountain river, a metaphor for time. He
says, like Iluvator, “I look into the distance to the end of the world.... First, time
will tumble, and then the earth.... This is the beginning of the end.... A vertigo
seizes upon me.”
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Fig. 7. Forester Hias in the fog predicting the town’s fate.
Still from Heart of Glass [0:05]. (1976). Directed by Werner Herzog®

Master Milten, who knew the secret of “ruby glass” but did not tell others,
dies in the village. The smelting furnaces cool down. The furnaces cool down
along with the hearts of the people who, for the sake of finding and starting
a new sale of glass, are ready to and will start killing each other. Life in the city
has stopped. No sales, no movement, nothing. Only the ruby glass could save the
citizens. The search for the secret of ruby glass resembles a mental breakdown:
people kill friends and dance with the corpses, dig up the ground where the
Master is buried, tear up the furniture the Master gave to his mother and finally
find the secret: they should add blood to the glass. An innocent girl, Lyudmila, is
chosen as the victim.

8 See the image source: https://rutube.ru/video/43bd63bc0e36ebf8cf58cae21bed989c/
(15.10.2024).
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Fig. 8. Nature on the eve of mass insanity. Still from Heart of Glass [31:06]. (1976).
Directed by Werner Herzog®

Valery Podoroga continues Deleuze’s thought in an unorthodox way,
speaking of traveling across the thought landscapes. In his book Metaphysics of
the Landscape, he uses the term fold as a catch of meaning. It is a spatio-tem-
poral catcher of meanings, like a dreamcatcher. Philosophical portraits painted
by Podoroga, namely “metaphysical landscapes,” are a kind of intellectual maps,
topographical schemes of thought of philosophers in whose texts the resource
of contemporary thought is hidden. The key question posed by Podoroga is
whether a landscape has its own metaphysics. How are philosophical creativ-
ity and landscape connected, and how significant is it that Nietzsche wrote in
the Swiss Engadine and Heidegger in the forests of the Black Forest? Herzog’s
characters take refuge in a fog that clouds the mind and leads them to decide
to conquer new lands and build a new society (Aguirre—the new world, Fitzcar-
raldo—the theater), to defend old ideas without knowing or trying to find out
information about the new time (Onoda kills the villagers but never once com-
municates with them, never once asks about what is happening in the world). It
is a trap that collapses time and space and stops man in the moral development
of life. (The owner of the glass factory that produced ruby glass went to make
a human sacrifice, having experienced moral numbness due to his obsession
with the search for the smelting of the secret of ruby-colored glass). “All thought
is spatial, and not only due to the known features of language but also due to
the bodily orientation of the thinker: cognizing, he activates the nearest space,

? See the image source: https://rutube.ru/video/43bd63bc0e36ebf8cf58cae21bed989c/
(15.10.2024).
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endowing it with spiritual intents, projects outward, bringing the most distant
one closer to himself” (Podoroga, 2021, p. 6).

To some extent, the search for the secret of ruby glass resembles the search
for the secret of stone in Pavel Bazhov’s The Stone Flower (Bazhov, 1969). In this
tale, young Danila comes to Master Prokopyich to study. People called Danila
blissful, he could look at a bug that crawled on a leaf: “It was not quite blue and
not quite grey, and there was just a mite of yellow under the wings; and the leaf
was long wide one.. .the edge was jugged, curling a bit, like a fringe, and darker,
but in the middle it was real bright green, as it had been painted” (Bazhov, 1969,
p. 68). Danila grew into a malachite working master. Having received an order for
the Stone Flower, Danila the Master searched for it: “He went to the forest almost
every day. The time was just right for mowing, berry time. All the herbs are in
bloom. Danila would get to a mowing field or a clearing in the forest and stand
there watching. Or he would walk around the mowings looking at the grass, as if
looking for something” (Bazhov, 1969, p. 87). When asked “Have you lost some-
thing?” he answered, “I haven’t lost anything, but | can’t find something” (Bazhov,
1969, p. 87). Danila, like the villagers, was looking for the secret of the stone, for
which he was ready to give his life and the happiness of his relatives, “But | can’t
live without this flower!” (Bazhov, 1969, p. 99). When he finally found the stone
flower, Danila returned to the village, but “he became clouded” (Bazhov, 1969, p.
100), or as they say, “went mad” (Bazhov, 1969, p. 103).

The personal obscuration in Bazhov’s Ural tales can be compared to the
same collective madness to which the village from Heart of Glass is doomed
after Ludmila’s murder. The town could not be saved. In the same way, Anton Y.
Kozhurin (Kozhurin, 2002, pp. 72-79) univocally links mentality with landscape.
The misty landscape of the gorge in which the village is located, fogs the minds
of its inhabitants.

Dark theories allow to show the mysticalness of fog when narrating historical
events. Philip Rosen and Patricia Mellencamp write in the April 1983 American Film
magazine that the directors of postwar German Expressionist films break with the
usual narrative of historical events. Their narrative is not a linear film-like devel-
opment but a premonition: fog, as visual punctuation, divides the story, pausing
between events. The fog forms before the murder of Ludmila, an innocent girl
whose blood is to be used to cast red glass.
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DiscussioN

Fogin Werner Herzog’s cinematography is not only a state of nature, a psy-
chological premonition, a historical limit; it is a partner in crime, resolving the
syntagmatic-paradigmatic knot of twisted events. Fog is an intentional image of
a gloomy tunnel, a dark medium that releases otherworldly external and aggres-
sive internal forces outward. The symbol of fog in Herzog’s literary and cinematic
world participates in historical-social reflection, creating the preconditions for
accepting the frame as primary and having no supposition in previous moral eval-
uations of the autocommunication screen’s actions.

The unity of Werner Herzog’s approaches to fog as an existential state
is showcased in his films Aguirre, The Wrath of God (1972), Fitzcarraldo (1982),
Woyzeck (1979), Heart of Glass (1976) and the novel The Twilight World. The only
difference is that in the novel it is the organization of the entire composition of
the text, while in the films it is the organization of the composition of the frame.
Fog metaphysically sets the boundary as an extra-spatial and timeless category,
which removes social, psychological, political, and historical conflicts verbally (in
the novel) or visually (in the films). Autocommunication overcomes both the sys-
tematicity of anticipating one’s own fate, appearing in the text, and the paradig-
maticity of immersing oneself in nature, appearing on the screen.

This s a full-fledged visual demonstration of human dependence on nature,
revealed through tense images of river rafting, the current, and the waterfall
that destroy everything human-made. A new understanding of the relationship
between the real, the symbolic, and the imaginary on the screen can be seen in
the itineraries and “foggy” turns in the lives of Aguirre, Fitzcarraldo, or Woyzeck.
They are neurotic, hysterical personae, pretending to construct a story out of their
hysteria. All three named characters, played by the brilliant Klaus Kinski, resemble
the explosion of a volcano, the ricochet and release of a spring. They are on the
verge of losing their minds, as if taking in both the content of their fate and the
form of each successive action at the same time.

In the new conceptualization of difference as the actors’ difference in
a system, or membrane, of social relations, fog acts as the zero degree social writ-
ing. Itis in the fog where the hero begins to be—successfully or unsuccessfully—
pushed back into nature out of predictable social interactions, that continue to
tieinto increasingly tangled knots. Analyzing the route maps in Herzog’s films, we
conclude that those who walk the route merge with the route itself. The topogra-
phy here is the only direct statement of the hero about himself and the implicit
viewer about the hero.

Werner Herzog’'s magical place is and acts as a screen projection of the
natural. The theory of dark medium, adopted in this article, allows us to clean
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the word “magical” of the patina of everyday mysticism. Fog as a technique has
been used by many filmmakers, but all of these interpretations had the original
human gaze in mind, even if they relied on Herzog’s own statements. However,
the principles of constructing a screen statement can make the non-human
an initial principle. Herzog’s depiction of fog differs from that of Tarkovsky, for
example, as a specific characteristic of human vision and the trials to which it
is subjected.

Fog is represented as a dark medium: a screen and a membrane at the
same time. The screen shows the hero’s passions, his willingness to go against
circumstances, defending his honor. At the same time, the man’s involvement
with nature and with other people forms an impenetrable membrane of interac-
tions, a network of actors that seems self-sufficient. But it is precisely Herzog who
exposes the tensions around this membrane: what we perceived as a mechanism
of social life proves to be a membrane for interpreting the chain of events, that
pushes out the hero defined by honor. The hero has equal chances of appear-
ing to be a messiah and a criminal. Herzog’s visual approaches are not used for
revealing the hero’s character, but rather to facilitate this expulsion in order to
establish a specific agency for the protagonist, independent of previous networks
of interaction. To act, in this sense, is not to achieve successful interaction but
to uphold honor against all odds, to take a detached view at what is happening
and thereby evoke in the audience a specific attitude towards the social facts
and environmental risks.

BBEAEHUE

Hal nyywnid gpyr — TyMaH.
(Xepuor, 2023, c. 96)

Houb npowina, 1 KoCsKu pblb HYi 0 YeM He 3HAIOT.
(Tam e, c. 161)

TymaH B KnHemaTorpade Xepuora siBAseTcs He TONbKO pybexoM, Hera-
TUBHbBIM MPEAENOM, OH — COYYaCTHUK COOBITUI 1 NPECTYNNEHNIA BHYTPU CXOX-
AEHNs peanbHOro 1 BOOOPaXKaeMOro, TEMHbIN TYHHENb, KaHa, TeMHoe Meawa,
BbIMYCKatoLLEE 371ble MOTYCTOPOHHME CUSbI U arPECCUBHbIE BHYTPEHHME CUNbI
B colMansHoe none. [1o3tomy 6e3 cMMBOa TyMaHa B Mvipe XepLora HeBO3MOXHa
He TONbKO NCUXONOrMYecKas, HO 1 colmanbHas pednekcus. TakoBo, HanprMep,
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nopo3pevie: Boilieka B 0AHOMMEHHOM (burnbMe Noao3peBatoT B yOUICTBE, OH,
B CBOIO 04epefib, N003peBaeT Mapuiio B 13meHe, Grikappanbfio, Takwe 13 OfHo-
MIMEHHOTO GrbMa, NOA03PEeBatoT B MOLEHHVYECTBE, a OH NOA03PEeBaAeT MeCTHOe
HaceneHue B TOM, YTO OHW CheadT Ntofei Ha Kopabne.

MapuwpyTbl repoes rbMOB 1 POMAHOB XepLora 3anyTaHbl, 3TO NayTa-
HYIS, MOUCKM, HECOOTBETCTBME HAMEYEHHOIO 1 NpoiiaeHHoro. KoHTypbl xena-
HWS MaplpyTa CTAHOBSTCS HEePas3nunyvMbl B TymaHe. B MOMeHT 06opaynBaHus,
pednekcnu, 3epkanbHOro OTPAKEHNWS repoemM OCyLLeCTBASeTCS aBTOKOMMY-
HUKaUMs Kak obpeTeHne cobcTBeHHON Bruorpadun. PaccMoTpeHmne npnpoa-
HOTO SIBNeHNSI B KA4eCTBe akTMBHOMO AENCTBYIOUIErO areHTa caenanocs Bo3-
MOXHbIM B COBPEMEHHOI 3KONOTMYeCcKon Teopuu. [103TOMY METOA U3ydeHus
(bUNBMOB XepLora He MOXET CBOAMTHCS TONbKO K MHTEPNpeTaLmy 3KpaHHbIX
06pa3oB, HO AO/MKEH BKIOYATb U MCCNef0BaHWe areHTHOCTM (cnocobHoCTK
NPUPOAHbIX 1 MPOYMX INEMEHTOB AeCTBOBATb, MPVYEM B LIEHHOCTHOM MUpe
KyNbTYPbI), ¥ TOMONOTNYeCKyto pedneKcuio, KoTopas TOMbKO 1 CBS3bIBaeT MUP
LEeHHOCTEN C MMPOM MepexunBaHnii Mpu CTONKHOBEHWM repos C MPUpPoaoWN
1 NPUPOAHbIM B cebe.

Cpasy cneflyeT OTMETUTb, YTO 3a Npeaenammn pacCMOTPeHus 3TON CTa-
TbW OCTANNCh MHOTOYUC/IEHHbIE JOKYMEHTaNbHble hrbMbl Xepuora, KoTo-
pble 4acTo NMoMnaaatoT B Noje BHUMaHMs NccaegoBaTeneid, T. K. ABOMHas XU3Hb
Xepuora B JOKyMeHTanbHOM ¥ Xy[AOXECTBEHHOM KUHO OfiHOBPEMEHHO YHU-
KanbHa. [JokymMeHTanbHble MUNbMbI OTAMYAIOTCSH Kak HAChILEHHBIMUW OTChIN-
KaMy K NpefLecTBytoLLel KrHeMaTorpadyieckon Tpagnumnm, Tak v WIUPoKNM
MCNONb30BaHNEM TMYHOMO XKeCTa, HaulHas C NOSBAEHUS CaMoro pexumccepa
B Kafpe. MOTVBbI B HMX HE CTONbKO CKBO3HbIE, CKOMBbKO NepeneTaloLimnecs.
Bpems B JOKYMEHTanbHbIX GUAbMax, MO HalWeMy CYXAEeHWI0, He CTObKO Apa-
MaTUYeCKU-NUHEeNHOe, CKONBKO MeANTaTUBHO-UMKIVYECKOE, XOTS B HUX pac-
KpblBatoTCs 1 nporpeccupytoume heHomeHsbl, 1 oblias AnHaMnka NTMHENHOro
nporpecca. Xepuor Hu B KOEM C/ly4ae He KOHCEPBATUBHBbIN MbICIWTENb, HO AN
AOCTUKEHNS 3hdPeKTa OKYMEHTANBHOCTM UCNOb3YeT 0CobYI0 LIMKNM3aLUmMIo
1 nepeneTeHne MOTUBOB, rae 0bpas TymMaHa MOXeT COCeiICTBOBATL C 00pa3oM
BO3[yxa 1 noneta, v 06pa3om ncnyra.

BeccnopHo, aHanu3 3TuUx CnaeTeHuin Mor bbl ObiTb MPOAYKTUBEH U ANd
MHTepnpeTaumm XygoxeCTBEHHbIX AOCTVIKEHWIA XepLora, HO OH TpebyeT cneun-
anbHbIX METOAOB, B TOM YKC/1e, CTaTUCTUYECKUX, — MO CYTU, CTaTUCTUHECKOrO
MOTMBHOTO aHanu3a. BO3MOXHbI MCCNeAoBaHNS, NOCBALLEHHbIE KaK ncYep-
MbIBaOLLEMY ONUCAHNIO (DYHKLMM TyMaHa B JOKYMeHTanbHOM KMHO XepLora,
TaK 1 aHanu3y OTAENbHbIX ero AOKYMEeHTanbHbIX GUABMOB B fyxe 6A13KOro
4TeHMs — HO 3To geno byaylero. B gaHHoW CTaTbe NPeAnoXeHo ABUraThCs
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MHa4ye — OT 0OLLero cMbiCNa Kax/aoro XyAoecTBeHHOro dunbMa K TyMaHy Kak
LEHTpanbHOMY Meinymy, KOTOpPbIV 3acTaBAsieT MHaYe MPOYMTaThb aKTyanm3aumio
3TOro 06LIEro CMbICNa Ha CIOXETHOM, KOMMO3MLMOHHOM 1 PEYEBOM YPOBHSX
KMHOMOBECTBOBAHMS.

AKTYanbHOCTb. [1PUHUMMIBI NOCTPOEHWS 3KPAHHOTO BbICKa3blBaHNs MOTYT
AenaTb HeyenoBeyeckoe HavanbHbIM 3TUYECKMM NPUHLMNOM. V306paxeHme
TyMaHa XepLorom aHTpornoMopdHO. 3TO BOHEHVE 1 NpeayyBCTBME NCTOPU-
YECKNX COBBITUI, Tpareamnin UM MMYHbIX NEPEMEH B XKM3HN repoeB HEMELIKOTO
pexuccepa. TymaH B paboTax XepLora CAy)K1T 3TUYeCKOW penpeseHTalmven,
TOMNOCOM MOTEPSIHHOW YeCTU, 4TO U CBSA3bIBAET /IMYHbIE NepeMeHbl B XU3HN
repoes € 06UIMM NAAHOM NMO3HAHUS MHTEPCYOBEKTVBHOM CYAbObI.

Ceityac, B anoxy M3y4YeHKUs 3KONOTUYECKMX CETEBbIX B3aUMOAENCTBIN,
HEAOCTaTO4HO BM3yabHOE CYUTbIBAHIE MPOVCXOASALLErO MyTeM OAHONMHENHOMO
CEMMOTUYECKOTO KOAMPOBAHNS 1 AEKOAMPOBaHMS. BusyanbHoe B MEMHCTPUIM-
HbIX COBPEMEHHbIX COLMANbHO-TyMaHUTapHbIX TeEopUsx 0bnafaet CoObCTBEHHbIM
OHTOMOrMYECKNM CTATYCOM W 3HEPTrUel, AeCTBUEM, MOITOMY TyMaH CTaHOBUTCA
aKTOPOM B CETU UCTOPUIA repoeB hUNbMOB 1 pOMaHOB BepHepa Xepuora. TymaH
B €ro Npov3BeAeHUsIX — NONHOLEHHbIN YHaCTHUK COBbITUIA, OCYLLLECTBEHNE
MEXINYHOCTHOM KOMMYHWKALUMV 1 @aBTOKOMMYHUKALMM KaK MOTPYXeHMs Yeno-
BeKa B Mpuposy.

Mpo6nema cTaTbyt — HECBOAMMOCTb 0bpasa TymaHa B NPOU3BEAEHNSX
BepHepa Xepuora K oTaenbHbIM CMbICaM UK accoumalmamM. XoTs MHTepnpeTa-
LS 3TUX CMbIC/IOB MOXET ObITb MPOAYKTNBHA, TYMaH, TEM He MeHee, AeNCTBYeT
He KaK MOMEHT NMOBEeCTBOBaHWUS, HEe KaK CKOSb YTOAHO MHOrO3HauMTeNbHbIi
00pas, HO KaK TOMOMOrMYECKMIA MexaH3m, AeOopMUPYIOLLMIA TOMOCH, B TOM
4MCcne TONOChl BNAaCTW M CTPacTU. TyMaH Mpov3BOAMT KOHBEPTALMIO TONONOTN,
He MeHAs naHawadTa, HO MeHAs OTHOLIEHWE repos K Tonocam COBCTBEHHOW
6uorpacun. 3Tol npobaeme U NOAYMHEHO ONpefeneHre obbeKTa U NpeaMmeTa,
4TO NO3BONAET NOAONTU aHANUTUHECKM K TOMY, 4TO 3puTent GunbmMoBs XepLiora
WK YWTaTeNb ero NPOU3BeAEeHUI CYUTLIBAET MHTYUTUBHO.

O6BeKT 1CCnefoBaHns — M30bpaxeHvie TyMaHa B NMpon3BeaeHusx Bep-
Hepa Xepuora. MpegMeT vccnegoBaHns — QYHKUMS TyMaHa Kak Tornoca npupoa-
HbIX 11 COLMANbHbIX OTHOLIEHWI B Mpon3BeaeHusx Xepuora. lpobneMaTyHOCTb
06beKTa COCTOUT B TOM, 4TO M300paXeHe eCTb OIHOBPEMEHHO MeaManv3aLus
TyMaHa, NpeBpalleHe ero B MefuyM, CONoCTaBKMbIA C MEANYMOM KUHO3KPaHa
NN TenesKpaHa, onpeaensowmin cyasbbl Moaen U LEHHOCTHbBIE MOPSAKM KaK
YaCTHBbIX, TaK 1 0OLLMX COLManbHbIX OTHOLWEHWIA. [TpobneMaTVYHOCTb NpeaMeTa
COCTOUT B TOM, 4TO CaM TOMOC He YHKLVIOHaneH, nprobpeTas MyHKUMOHab-
HOCTb B MeAUHOW cpefie, cCpeae CoObLIEHNA, BbipabaTbiBatOWIMX OTHOLIEHNE
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K cOObLIeHMAM. XepLor, CO3AaB YCTOUYMBbI MOTUB TyMaHa, TeM CaMbiM YCUANN
MEAMIIHOCTb CBOEIO MI1pPa, MO3BON 3TON MEAMIHOCTY NPeabaBnaTL cebs, Npu-
Yem Tak, YTO HUKaKMe HabtoaeMble Ha 3KpaHe ColnanbHble B3anMOAeNCTBIS
HEe MOTYT OCTaThbCsl OT 3TOMO B CTOPOHE.

Llenb viccnenoBaHns — yCTaHOBUTh, Kak TyMaH npespaliaeTcst B Mecto
cHOPKM OTHOLWEHWIN pa3NuyHbIX AEACTBYIOLIMX N1 1 Bellel (@akTopos), bnaro-
aaps yemy B @uabMax Xepuora CTaHOBUTCS BO3MOXHO HOBOE BUfIEHNE Yeno-
Beka. l'mnoTesa — TymaH co3/aeT 0coboro YenoBeka, KOTopblvi OHOBPEMEHHO
VICKIIOYEH 113 CeTeBbIX B3aMMOAENCTBIIN, BK/IOYAS OCBOEHME NPUPO[bI, HO BKHO-
YeH v Kak HabntofaTesNb, U Kak TPaHCTPeCCUBHbIV NepcoHax. TyMaH no3sonser
repoto Xepuora npespaTtuTb TOMOChI OMbITa B TOMOCHI MO3HAHWS 1 NepenmchiBa-
HWs cBOel Brorpacduin 1 TeM CaMblM BbICTPOWTb CBOO IMYHOCTb He KaK CyObeKT
0MbITa, HO Kak CYBBEKT MOCTOSHHOTO KPUTUHYECKOTrO NMO3HaHUs CBOVIX rpaHuL,
B TOM YMC/IE U HE BbISIBASIEMbIX MPSMbIM XKN3HEHHbIM OMbITOM.

HoBu3Ha. B npeacTaBneHHol paboTe BnepBble AOKa3blBAETCS, YTO TyMaH
B NPOM3BeAeHNX XepLora 13 Xy[joXKeCTBEHHOTO NpreMa NpeBpaLlaeTcs B OHTO-
NOTNYECKM CaMOCTOSTENbHOE COCTOSHIE, STUYECKYIO penpe3eHTaumio coluans-
HbIX KOH(MAMKTOB, CNOCOBHBIX MOBPEANTL MPUPO/IE YeNOBeKa 1 cCamol Npupoae.
AHanu3 0CHOBHbIX (DUNBMOB pexunccepa AeMOHCTPUPYET, YTO MOPTanoM Coeaun-
HeHMs PU3MYECKOro 1 COLMansHOro MUPOB CTAHOBUTCS TyMaH. 3TO y)Ke He CUM-
BO/ CKPBITOrO WM HESICHOTO, HO MPUHLIWM, KOTOPbI pacTBOpSEeT colnanbHoe
B MPUPOHOM, NPOSICHAS 3TUYECKME TPaHNLIbl COLMANbHOTO AeUCTBIS.

O6pa3s TymaHa B hunbmax U NMTepaTypHOM TBOPYECTBE XepLiora Henb3s
CBOAMTL K OTAEMbHbBIM CUMBOIMYECKMM CMbICaM. HanpoTuB, TyMaH Hy»HO pac-
CMaTPMBaTb KaK MeflnyM, KaK cpefly, B CMbIC/1E MEANaTeOPUN, KaK OnpeaeneH-
HbI MEXaHW3M, PaboTa KOTOPOTO CKPbITa, HO KOTOPbIA MOPOX/AAET COOOUIEHNS.
Cama CcnocobHOCTb TyMaHa CKPbIBaTb MPaHuLbl U CAMOMY FPaHNYNTL C BELLAMK
HafenseT TyMaH 0Ccob0N AeNCTBEHHOCTbLIO, areHTHOCTbIO. TyMaH MoKa3biBaeT,
KaK pasmMeyeHbl rpaHuLbl MeXOY XMBbIM 1 MEPTBbIM, MEXAY BNaCTbtO 1 €€ OTCYT-
CTBMEM, 1 TEM CaMbIM B (huibMax Xepuora CTaHOBUTCS NEPEMEHHON B onpe-
OeNeHnN CTPYKTYP BNacTU. TyMaH OKa3blBAETCS B KOHLE KOHLIOB HEKOTOPbIM
COOTBETCTBMEM KMHeMaTorpada Kak MeauyMa, MefuiiHon Npupoabl KMHOMO-
BECTBOBAHMSI, KOTOPOE KalpupPYyeT peanbHOCTb, YTBEPKAAET BNACTb Haf HeW,
HO MPK 3TOM Pa3MblBAET FPaHVILbl MEXIY BellaMu, NPEbIBASAS UX U BbISCHSS,
HaCKO/bKO TaKoBble 06M1aAatoT BNACTHIO Haf HallM BOOOpaxeHneM. C MOMOLbHO
TyMaHa Xepuor He NpoCTO NPYAAET HOBYHO OKPaCKy CBOUM (u1ibMaM, HO co3aaeT
0COBYH KOHCTPYKLMIO DrbMa B DUbMe, Kak bbiBaeT TeaTp B TeaTpe, Ha NepBbiit
B35 HE3aMETHYH0, HO TeM bonee AeliCTBEHHYIO 1 ANs Cyaed OTAeNbHbIX repoes,
1 ans obuien KoHuenumun dpunsma.
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BepHep Xepuor nosbayetcs 06pa3oM TyMaHa He Kak OfJHUM U3 3KPaHHbIX
06pa3oB cpeain Apyrux, HO Kak HeKOTOPbIM MPUHLMIOM, U3MEHSIOLLMM TOMOo-
Noruyeckme napameTpsl Kagpa. B npucyTcTBUmM TymaHa He TONbKO OTHOLIe-
HVS MIOfEN Ha 3KpaHe CTaHOBATCS APYrvMU, HO Cam CTaTyC peasbHOCTU aena-
€TCs NHBIM. PeanbHOCTb OKa3bIBAETCS CUIOBbIM NONEM OTHOWEHWI, B KOTOPOM
MeanyM TyMaHa yCKopsieT nepeafady cooblieHnin n GopMmupoBaHme Kak naeH-
TUYHOCTU repoEB, TaK 1 KONNEKTUBHOW UAEHTUYHOCTY 3puUTens. XepLor, Kak
6bIN0 OTMEYEHO Bbille, NPeBPaLLaeT TyMaH B MeIMyM, NPUYeM He NPoCTO B TeM-
HblIA MeAVYM HEONPEAENEeHHOCTH, HanpuMep, Pa3MbITOCTU FPAHML, MEXY CHOM
11 5IBbIO, HO B YCUEHHbIN TEMHbI MEANYM, Pa3MbIBAOLMIA TPaHULIbI MEXY pas3-
HbIMU MVIPaMU, PEANTbHBIMU U BO3MOMHbIMU C Hallleli TOYKN 3DEHNSI, OfIHAKO OAu-
HaKOBO peanbHbIMU [/19 TepOeB, A1 KOTOPbIX MOTYCTOPOHHWIA MUP HE MeHee
peanex, 4em Mup ObiTa. MO3ITOMY TyMaH CO3aeT 3Ty CUCTEMY ypaBHMBAHMS CTa-
TYCOB MWUPOB BHYTPW TOMONOTUM CaMOONpPefieNeHns repos, 4To v 3acTaBnset
reposi B Mvipe XepLora CoBepLIWTb MNOCTYNOK.

MATEPUWA/BI N METOAbI

HoBw3Ha noaxoaa MoxeT HbiTb 0603Ha4Y€eHa Kak COOTHECeHWE M1Pa XyA0-
XKECTBEHHbIX GUNbMOB Xepuora ¢ MeTaMmopdo3amy COBPEMEHHbIX Meana, bna-
roflaps Yemy yCTaHaBAVBAETCs KOHCTPYMPOBaHWEe NAEHTUYHOCTH repoes ero
TBOpYeCTBa B 061aCTU HEONPEAENEHHOCTU, — 3HAYMMOW XapaKTepUCTUKN
COBPEMEeHHbIX CoLManbHbIX AUCKYCCHIA B Mefna. MeTogonorus 1ccaeaoBaHms
BK/IKOYAET Kak 06blYHbIE METO/bI KUHEMATOrpaduUyecKmnx UccnefoBaHuin, Takme
Kak hopManbHbI aHaNU3 Kafpa, aHanus CKOKETHOrO Pa3BUTUS, BblYeHeHe
NPYEMOB 1 CPEACTB BbIPa3nTeNbHOCTY, TaK U OCTVIKEHVIS COBPEMEHHOW TEOPYN
meama n prunocodmn UCKyccTBa. [NaBHOW Maeelt 0CTaeTcs NOCTMOAEPHUCTCKAs
VAES PY3OMATUYECKOW HeornpeaeneHHOCTI, NoyYnBLIast HOBYIO XU3Hb B COBpe-
MEHHbIX aNbTEPHATUBHBIX U/ TEMHbIX OHTONOMMSIX, T MeAMyM CyLLeCTBOBaHMS
paccMaTpUBaeTCs Kak MaBHbI MCTOYHUK CUHTYNSPHOM MAEHTUYHOCTH, B OTAU-
4me oT TUMUYHBIX MAEHTUDMKALNA.

NlnTepaTypa, Kak 1 KnHemaTorpad, ycnelHo obpatlaeTcs k 0bpasy TymaHa
Kak TEMHOMY MeAnyMy (fianee 3TOT TepMyH OYAET NOsICHeH), cHepnbsiBatoLieMy
3TUYECKME KOHCTaHTbI YeloBeYeCcKon XM3Hu. MepBonpoxofLuem 3aeck bbin,
KOHEYHO, KpYMHEeWLW N UCnaHCcK1in dunocod 1 nucatens XX Beka Murens fe
YHaMyHO-1-Xyro, KOTOpbIV B CBOEM pyMOHe (aHTUpoMaHe, nivola) «Tyman» (Niebla,
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1914) NpUMeHWN TaKTUKY HEeHaAeXHOIO paccKka3ymKa He TONbKO /18 MexaHK3Ma
OUEHKW I0CTOBEPHOCTU COBBITUIN, HO 1 AN OLEHKM BO3MOXHOCTU COObITUIA.
3TOT PYMOH MMeeT anbTepHATWBHbIN B1HaN, repoit ero MeHseT He TONbKO Npa-
BMa CBOEW XM3HM, HO 1 NpaBWia NOCTPOEHUst poMaHa. Tem cambIM TyMaH CTa-
HOBUWTCS IMMaHeHTHbIM 6OroM, onpefenstounm cyabbbl YenoBeka B CUTyauun
3K3MCTEHUMANbHOM HeonpeaeneHHOCTU. He3aBMCMMO OT YHaMYHO Tak )Ke MOHsN
TymaH 1. A. ®nopeHckuiz, B 1923 rofly CKasaB O PeNurno3HoM onbsiTe rmbenm
M CnaceHns Kak O 4OCTOBEPHOCTU, B CPAaBHEHUN C KOTOPOW Camble YCNOBYS
3TOWN [OCTOBEPHOCTU BLIMAAAT KaK TyMaH: «3TOT (DaKT OTKPLINCS BHE3aMHo,
KaK NOSIBASETCSA Ha ropax HeOXMAaHHO rpo3Has NponacTb B MPOPbIBE MOPS
TymMaHa» (dnopeHckuir, 1992, ¢. 212). KoHeuwHo, Kak byaeT noKasaHo B cTaTbe,
Xepuor nowen ropasao ganblie YHaMyHo, MOTOMY YTO Y HEroO TyMaH He CBOAMTCS
K IMMaHeHTHOCTU AeiCTBYS 1 CaMOONpeaeneHus, Ho OXBaTbiBAET pa3nnyHble
MUPbI, MPOBOLMPYIOLLVE CaMOCO3HaHMe 1 camoonpeaeneHue. fosops metado-
pUYecKy, TyMaH YHaMyHO MIOCKMIA KaK raseTa, a TyMaH XepLuora MHOromnaaHoB
KaK coBpemeHHbI bokbacTep.

B TymMaHe npucyTCTBYET Tparviam 1 NoUCK BU3yanbHbIX NPUHLMNOB ANs
HPaBCTBEHHbBIX OCHOBaHWI AENCTBUS, KaKk 0603pMMOTo, TaK 1 HeOCTYMHOMO
Hallemy B30py. 3TO OAHOBPEMEHHO CMENOCTb Wara B He3HaeMoe, HO 1 HpaB-
CTBEHHast M3BECTHOCTb, M3BELeHHOCTb Hallero peleHns. B uctopmm xypoxe-
CTBEHHOW TepaTypbl 06pa3 Mribl CMONb3YeTCs Hallie «B TOTUYECKOM CTUE Kak
37101 CUIbI, CAYKALLEN NPYKPbITUEM A1 NPY3PAKOB, MOHCTPOB VI HEBUAVIMbIX
MuasmoB» (Takep, 2017, ¢. 92): «TymaH» [hx. FfepbepTa (1975), «Tymar» C. KuHra
(1980), «MypnypHoe obnako» M. @, LLivna, «<4epHoe obnako» ®. Xeina (1957).

iccnepoBaTteny Npr3HatoT BaXKHOCTb 06pa3a TymaHa y Xepuora, Ho BUAAT
B HeM N1Mb0o TpaHCMAaHTaLMIoO U pacliMpeHye XMBOMUCHbIX NpueMoB (Prager,
2007, p. 85), nubo ycunenune nosuuymnn 3putens (Corrigan, 2013, p. 15). Tonbko
B NMPOHMKHOBEHHOK paboTe [lnnaHa Tpurra bbina HaaeHa KyeBas MbiCb, YTO
TyMaH NOAHMMAETCA OT LA, OT 1L rop, OT AMULL@ FOBOPSLLErO, OH OT-TNYHBbIN,
OH 3aKpbIBAET NMLIO, OHOBPEMEHHO Tpebys OT B3rNsaa akTUBHee 1eliCTBOBaTb
1 BbICTPaMBaTb NMPsiMble, HE OMOCPEeI0OBaHHbIE MPUBbIYHBIMU KOHTYpamMu OTHO-
weHwus ¢ Bewamu (Trigg, 2012). Mbl BUAMM B TyMaHe He MPOCTO BbIPa3nTeNbHOCTb
NAN NpUeM, Ho Npouecc. bpaHaoH YacT (West, 2023) paccmaTpuriBaeT TyMaH Kak
MexaHu3M 6ercTBa, YKIOHeHUs, HeOXKNAAHHOro NMOBOPOTaA, Kak ByaTo TymaH
BbITECHSET BCE 13 Kaapa. Mbl CTOPMM C 3TOW NO3MUMEN 1 AOKA3bIBAEM, HTO TyMaH
KaK TEMHbIV MenyM He CBOAMTCS K TaKOMY NMO3UTVBHOMY AECTBUIO.

TyMaH N eCTb HOBOE NpouecCyaibHOE CPpeACTBO BbIPAa3nTE/IbHOCTH, KaK

OnbIT (I'IpV\ Mep) HaMPsHKEHWA, 6e3MOﬂBI/\ﬂ, I‘IpOCTpaHCTBeHHOV\ mMeguTaunmn, Nnog-
FOTOBKa K AYXOBHOMY CO3epUaHWto. 06 3TOM TOYHO " yBeKaTe/NbHO nmueT
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AHxena ApyTIOHSIH, BUAs B TyMaHe Xepuora yaBoeHvie naHawadTra v ogqHoBpe-
MeHHO HercTBo 1 OT Ha4aNbHOro, U 0T HOBOTO NaHAawadTa (Harutyunyan, 2021).
[lo TymMaHa KaK yBMAEHHOTO COCTOSIHMS MHTePCYOBbEeKTNBHbIX CBS3el Yenoseye-
CTBY HY)XXHO ObINIO AOPACTH, TaK xe, Kak 1 TBopuaM. Ockap Yainbp yKasan Ha To,
«4TO NIOAM HE 3aMeYany TyMaHa, NoKa KX 3TOMY He Hay4mv NoaThl 1 XYAOKHUKN
XIX Beka» (CoHTar, 2022, ¢. 19). KuHemaTorpad Bcnep 3a xyaoXKHUKaMu 1 No3Tamm
noaxeatun obpas TymaHa Kak nepefayn NoCTOsiHHO MEHSHOWLErocs AyLEBHOTO
COCTOSIHMS, B KOTOPOM TONbKO W 0bpeTaeTcs [pyroi. Ho cHavana 3ToT [lpyroin
6bI1 MO3TOM VU XYAOKHVKOM; MOTOM, B MEPMOL 3KONOMMYECKOTO KpU3nca, UM
CTaHOBUTCS NtoHOI YenoBek, MOTOMY YTO BCE A0/MKHBI ObITb CnaceHsl. B XXI Beke
MCKYCCTBO NMepeopreHTMPOBaNnoch C 3CTETUYECKOrO BOCMOMHEHMS Ha 3TuYec-
KYIO pelvMOCTb: «YTPaTUB 1CMoBefanbHblii XapaKTep, UCKYCCTBO CTAHOBKTCS
cpencTsoM cnaceHus» (CoHTar, 2022, ¢. 11). MickyccTBy cTanu HeobxoamMbl HOBble
MHCTPYMEHTbI M KECTbl A8 MUCCUM CMIaceHMs YeoBeKa B ero MHTepcyObeKTHB-
HOM VI MPVPOAHOM PacLUMpeHny.

BoNblWOWM ropoa C LWyMOBOW 3aBECOM, MOCTOSHHbBIMY FONOCaMU BAPYT
obpek Kafp KMHONEHTbl Ha MonYaHue. TulmHa U 6e3MonBue CTany oHNM
13 CaMblX 1EACTBEHHbIX MPUEMOB /18 KOHLEHTPaLUMK Ha XyA0XKeCTBeHHOM
HappaTvBe Kak NpoayMaHHOM MyTU KaXA0ro 3putens K cebe. fepovi nponanu
B KPUMKE 1 aroHUu, Nocne iByX MUPOBbBIX BOH CTAN0 HEBO3MOXHO [JOKPUYATHCS
[0 peunnmneHTa. XyaoKHUK cTan npoboBaTh ¥ MCNOb30BaTh B KaYecTse npu-
ema 3CTeTNYecKoe, 3TNYEeCKoe 1 IMOLMOHaNbHoe beamoname. 3To cpaboTano.
[hxoH Ketmk v PobepT PayweHbepr, 6enbliin Wwym 1 6enble NoaoTHa, MonvaHue
6enbix KNaBUW POSAIS U THLWWHA MOIOYHOTO TyMaHa. TyMaH — nay3a B AelcTBIm
1 COBbLITUM, HOBOE CPEeACTBO BblPa3nTeNbHOCTH, [BOsILLIEE CAMO NMPOTEKaHe
MHTENNeKTYanbHOro onbiTa. M103TOMYy ¥ CO3aeTCst ABOMNCTBEHHOE obpalleHme
K KOHTEHTY 1 peuunueHTy, rae NocnefHnid co3aeT CBOKO TPaHCKPUMLMIO KOH-
TeHTa, a TakoBol TpebyeT 0cobo TpaHCKPUOMPOBATb 3PUTENBCKYO PELIENLNIO
3KPaAHHbLIMW CPEACTBAMM.

MpviknagHble MeToAbl B pa3BepTbiBaHUN UCCAeA0BaHUS MOTYT ObiTh
KpaTKO 00603HaYyeHbl Kak aHanm3 MeaniiHOCTU KnHemaTorpada 1 hyHKLMOo-
HalbHbIN aHanW3 MarucTpanbHoro obpasa TymaHa. 3TV [jBa MeToAa CoBMeLla-
loTCs 6n1arofapsa MCNoNb30BaHMIO B paboTe oblieHayYHbIX METO0B aHanu3a
N CUHTE3a, aHANNTUYECKOTO OMNCAHNA, KDUTUYECKOTO aHanmnsa nyTem cpas-
HeHwus 1 conocTasneHns. Ho Kak MeToa U3yYeHus Meauna, TaK 1 MeTop PyHK-
LMOHaNbHOro aHanu3a MoryT bbITb ONpeAeneHbl Kak YacTHOHayYHble, NpuHaj-
nexatiye, COoTBeTCTBEHHO, TEOPUM Mera 1 KMHOBEeAEH 0. B Teopun megma
Mbl OMMpaeMcs Npexae BCcero Ha emkyto paboTty A.B. MapkoBsa (Mapkos, 2022),
B KOTOPOV MOKa3aHOo ABVIKEHIE TEOPYWL OT UCCNEA0BAHVS MPUPOLbLI COODLLEHNS
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K MPM3HAHWIO areHTHOCTN Mefuacpesbl. B KNHOBeAeHUM Mbl PYKOBOACTBYEMCS
npexae Bcero hunocodckor Teopunein Xuns enésa ([Jenés, 2004), B KOTOPOM
M3yyvaeTcs noTeHUMan Kagpa no M3MeHeHuo NprBblYHON Tononorun. CMblka-
0TCs 0be Teopun B HOBOW 06BEKTHO-0PUEHTMPOBAHHO OHTONOM MM, YCTaHaB-
NVBAOLLEN FPaHKLbl aTeHTHOCTY B CUTYaUMUM MHOXECTBEHHbIX TOMOMOT WA, B TOM
yncne HesBHbIX U TeMHbIx (Takep, 2017). beccnopHo, Takyto e CMbIYKy YCTaHaB-
nneaeT Teopus n metofonorus CotozeH CoHTar (CoHTar, 2022), rae npusHaHmne
aBTOHOMHOW TOMOMAOT MU UCKYCCTBA COMPOTHBASETCS MHTeprpeTaumm.

TyMaH — 3TO BbIPa3nTeNbHbIV XECT Yepes MoNYaHyvie B KapTriHKe, CMyTa,
6e3mongme, NOAroTOBKA K ChefytollemMy NocTynKy repos. «beamonsue, — roeo-
puT COHTar, — NocaegHu NOTYCTOPOHHWI KeCT XYAOKHMKa: NOCPEACTBOM
6e3MO0NBMS OH OCBODBOXKAAETCS OT PabCKOW CBSA3M C MUPOM, KOTOPbIN BbICTY-
naeT Kak NaTpPoH, KNNEHT, NOTpebuTenb, aHTaroHUCT 1 apbuTp, MCKaXKatoWLmi
ero npousBeneHuns» (CoHtar, 2022, c. 11). Bo mHorom metogonoruns CoHTar,
COMPOTUBNSAIOLLAACS MHTEPNPETALNW, Vi IEXNT B OCHOBAHWUM METO0B Halero
nccnefoBaHyis.

CoHTar cpaBHMBaeT COBPEMEHHOE VICKYCCTBO C HEBMAMMbLIM TEATPOM.
TyMaH SBSETCS 3aKyMCbeM HEBUAMMOTO TeaTpa, KOTOPbIV BbIBOANT Ha CLEHY
arpeccuto 1 NPecTynneHnd, NaHnKy n BONHEHMe, a NOTOM YCNeLwWwHOo ero npayer
B yTpobe OTMEYEHHOTO 3aKyN1Chs. TyMaH B Kafipe MOXET BOCMPUHUMATHCS Kak
ahdeKT, TeEXHMKa COCPEOTOYEHHOCTU, HaBbIK BHUMaHMS, KOTOPbI NPUBMBAETCS
3PUTENIO CO CTOPOHBI pexunccepa. Hanpumep, B pOCCUICKOM KnMHemaTorpade
3TOT HaBbIK BOCMUTbIBaN y 3putens AnekcaHap CokypoB, byKBanbHO 3aCTaBnss
BCMATPMBATLCS B CHEXHbIV Neli3ax Ha 3KpaHe N0 HECKObKY ANSLIMXCS MUHYT.
[lencTBMS HeT, eCTb TyMaH WM CHEr, KOTOPbIV YrHETaeT BCe boMble Kak repos,
Tak v 3puTens. 06 3ToM BoCcnuTaHUW MonyYaHueM CoHTar ckasana, onpeaenns
elle ofiHy MYHKLMIO UCKyCCTBa: «/ltobas oKpyxatollas YesoBeKa cpefa MoxeT
CTaTb B Kafpe KMHoKamepsbl neparormyeckor» (CoHTar, 2022, ¢. 19).

MCcTopHIo MCKYCCTBA MOXHO CBECTUM K OOHAPYKEHMIO 1 Onu1caHmio Habopa
06BEKTOB, Ha KOTOPbIE paHblie YenoBeK He obpallan BHUMaHUs UAK NpoCTo
He Bugen. KnHornas Beptosa, CokypoBa, BeHpepca nnu XepLora BbiIxBaTbiBa
3 OKPYXeHMs 0OBEKTbI U HauMHas UX pacCMaTpUBaTh UK MPOCTO N060BATLCS,
NPUHYXAas 3puTener K AeTanbHoMy paccMoTpeHmio. Obyyas peynnmeHTa, Npo-
Boas no cnosy CoHTar «mefarornyeckyto paboTy», GopMnpyst ero ropusoHT
BMAEHMS, VICKYCCTBO CaMO Pa3BMBAoCh kak 0cobas npeamMeTHas AesTeNbHOCTb.
HekoTopble npeameTsl BHE PaMOK (KMHO)KapTUHbI 3pUTeNEM 1 HE BOCMPUHMMA-
MCb. Hanpumep, Cnupanbio CBUCAOLAsA KOXYpa MMMOHA Ha HaTIopMOpTe CTa-
HOBMTCS 3aBEPLIEHHbBIM TBOPEHNEM 1 HOXECTBEHHbBIM 3aMbIC/IOM, XOTS B MOBCeA-
HEeBHOW AeNCTBUTENBHOCTY ee BbIKMAbIBAIOT B BEAPO.
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Mei3ax B kafipe He TpebyeT NOHMMaHUS, He MPU3HAET 3HA4YMMOCTU, CTPa-
XOB v cvMnaTuii. OH Kak KoXypa MMOHa B HaTIOPMOPTE, CaMOfI0CTaTO4EeH 1 CaM
cebe 3ambicen, He TpebyIoLMiA peYeBOro UKV BU3yanbHOro AONONHEHWS. TyMaH
KaK nen3axx TpebyeT OT 3pUTenei HaBblka KOHCTPYKTMBHOMO 3abBEHMS, OCBO-
H6oXaatoLLero Mecto yMHoMy HyBcTBY: «O6bEKT, JOCTONHbIN Co3epLaHus, B CyL-
HOCTW YHWUYTOXaeT BOCMpUHUMaKLWWI cyobekT» (CoHTar, 2022, ¢. 23). 310 nae-
anbHas NonHoOTa, 6e3 NPUBbLIKAHWS 1 TePMEHEBTUKM, 3TO COCTOSIHIME, KOTOPOe
cnocobHo nepefath oulyuieHus. Co3epuaHue TyMaHa nosepraeTt repoes 1 3pu-
Teneli B 6e3amonsue, B TO Bpems Kak «be3MonBLe yKasbiBaeT Ha CBOKO TPaHCLEH-
AeHTanbHoCTb» (CoHTar, 2022, ¢. 25), T. e. Ha MeTadu3MKy TyMaHa B KayecTse
MeTam3nKN Kaapa, Kak bbl yrnybneHHo BcMaTpurBatoLerocs B cebs.

JKpaHHbIN MeanyM No3BONSET BbiCTPee NCKaTb HOBbIE MPUEMbI, YeM NuTe-
paTypa unu penpeseHTaTUBHAS XMUBOMUCH, XOTS Obl MOTOMY YTO Kagp MOXeT
6bITb NOHAT KaK TOMOC, MeCTo, pa3MellieHne onpeaeneHHbIX MOTVBOB BHYTPK
PaMKU TOro, YTO MPU3HAETCS Kak AelicTeure. B kuHemaTorpade Xepuora Kaap
BbICTYMaeT He MPOCTO KaK TOMOC, @ CNocob MpoCTpaHCTBa UKW CUTYaLmMu KapTo-
rpacvpoBaTh cebs, yBMaAETb BHYTPU cebsi CTpaHHyto npupody. Noatomy y Xep-
Llora TyMaH OKa3blBaeTCs MOAE/bIO aBTOKOMMYHWKALMM NPUPOAbI U YenoBeka.

KapTa MaplpyToB KaK NOMCK NCTOPUYECKOTO, COLMaNbHOro U MHANBUIY-
anbHOrO camoonpeaeneHns B knHematorpade Xepuora COCTOUT U3 OTMPaBHbIX
TOYEK (TOMNOCOB), rae TOTIOG — 3TO HE TObKO MECTO, OT KOTOPOTO OTTANKMBaOTCS
B COBCTBEHHOM NMyTK repou (ropof Ans Bolueka), nnm TOTOoG Kak yTonus, K KoTo-
POMY CTPEMSTCS TPUIATK (MOCTPOUTL HOBOE rOCYAaPCTBO UK TeaTp), HO 1 TOTIOG
B OOHOBNEHHOM PUTOPUYECKOM CMbICNE, KaK YNNOTHEHWE BU3YanbHO NpeabsB-
NEeHHOW MaTepuu, KOTopast MOXET OblTb M306paXeHa U MoMMaHa KafipoM KUHeMa-
Torpaduyeckoi NeHTbl, HO He CIOBOM. TyMaH Kak yNAOTHEHHbIV TOMOC SBAsSeTCs
NepexooM B [1pyroe COCTOSHME U M3MepeHue, TYHHENEM, MaruiyecKnm MecToMm.

B OCHOBY paccMOTpeHUs TyMaHa Kak KnHemaTorpaduyeckoro nprema Xep-
Llora NonoXeHo NoHATUE «Marnyeckoro mecta» FomxirHa Takepa, coenHstolee
HOBbIE COBPEMEHHbIE IKONOTMYECKMEe OHTONOMMK 1 TONONOT IO B ayxe [enésa.
Takep onpefenna Takoe MecTo Kak Meauma, «MA0THbIN, BA3KMIA 3PUp HEBEAOMbIX
n3mepeHnii» (Takep, 2017, c. 90). A.B. Mapkos (Mapkos, 2022, c. 75-84) noka-
3a/1 YKOPEHEHHOCTb MOHATUS «TEMHblE MefMa», KNt0YeBOro Ans MOCTPOEeHM
Takepa, PaBHO Kak 1 TOMONOTMN MEAVIAHBIX OTHOLLEHUIA, pa3BMBAEMO TaKkepoM,
B KNnaccuyeckon Tpagmumm. OnpegeneHne Takepa, No BbiBoAaM Mapkosa, onupa-
€TCcs Ha Teoputo TenecHoro Meama [hrambatTncta Briko, Mmegrateoputo Bonbd-
raHra Punns n Mapanna MakntosaHa Yepes NoHATKS 3MoxXm, Knacca CoobLIeHN,
rpYMMbl B3aMMOCBSA3aHHbIX MPaKTMK U NPaKTUK N1cbMa. Moaxoa MapkoBa No3Bo-
NINA CBA3ATb TEOPUIO TEMHbIX Mefla 1 TyMaHa C NOHATUEM CUHTarMaTU4YHOCTK
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1N NapPagurMaTNYHOCTU NMPUMEHNUTENBHO K IKPAHHOMY Meamna 1 ero Ncnosnb3o-
BaHWI0 XepLOromM, Ha YTO Mbl B AaflbHENWMX WTYANSX U onunpaemMcs. Y Xepuora
TyMaH OKa3blBaeTCs YCKOMb3atoWeN YacTblo CUHTArMbl U MPY 3TOM HavanbHbIM
cnocobom MoKasaTh, YTO NapagrMaTUYHOCTb CYLLECTBYET He TONbKO B TEKCTE,
HO 1 B CaMoWi npupoge.

Marunyeckoe MecTo, Byab TO KPYr UAW Konogel, MKyHIN, MOKPbITbe TyMa-
HOM, TEMHbI MUP B CyMepKax, 3apa)aeT pacTepSHHOCTbI0 MPUPOAHBINA MUP
1 CO3HaHWe repoes. B akckypce «O Mrie v HKmke» Takep roBOPUT O Marnyeckom
Kpyre (sito) — «mecTe, rae COKpPbLITOCTb MMpa NPUCYTCTBYET NapafoKcanbHbiM
0bpa3om, packpbiBas cebs Kak cokpbiToe» (Takep, 2017, . 90). OHO He HyxpaaeTcs
B CnelyanbHbIX NOCTPOMKaX MW MHCTUTYLMSX. ITO MOXET ObITb LWWaxTa, Nec, TyH-
Henb METPO, MKYHIN, KaK B clydae OHofa. ITO NPUHATYE U MOHUMaHNE «Heye-
NIOBEYECKOIO BTOPKEHMS CKPbITOrO M1pa B MVP SBMEHHbIN, 3arago4Hoe Nposis-
neHne Mmpa-b6es-Hac B Mmpe-ans-Hac» (Takep, 2017, . 91).

MeToa0NOrUs «TEMHbIX MEAVa» 1 TEOPETUYECKNI METO/ TOMONOMMYECKOA
pehnekcum B pacCMOTPEHMN CyObeKTa 1 CYObEeKTHOCTM OMNpaBaaH NprYMeHsIeMbIM
NPU N3YYEHNUM NCUXNYECKON KI3HU AeTell METOAOM «KapTbl MapLIpyTOB», «Pebe-
HOK HENpecTaHHO rOBOPUT O TOM, YTO OH fleNaeT U NbiTaeTcs Aenatb: obcneno-
BaTb OKPYXaoLLVE MUPbI Ha IMHAMUYHbIX MApPLIPYTaXx 1 MOSICHATL VX, KapTbl MapL-
PYTOB — CYLIECTBEHHAs YacTb NCUXMYECKOW AesTenbHOoCTU» ([enés, 2010, c. 187).

Marvyeckoe MECTO, AXKYHIV B CE30H AOXAEN, pEKA B YyTPEHHEM TyMaHe, —
3TO TEMHble Mefina, MOCPEHMKN, BbIMYCKAtOLMe, COrNacHo Takepy, aHTpono-
MOPMHbIX CYLLECTB: eMOHOB, NPY3PaKoB, MepTBeLOB. Marnyeckoe MecTo pac-
KpbIBaeTCs B ABYX popMax: Mrie ke, Hac MHTepecyeT Mra, Tak Kak MMeHHO
OHa NPEeACTaeT «MAOTHbIM TYMaHOM, COPPeanvCTUYeCcKMI obnakamm Ha 3aTsHy-
TOM Hebe» (Takep, 2017, ¢. 91). Mrna — 370 MeaMyM, OHa pacnosaraeTcs «Mexay
HeboM 1 Nt0OOV APYroi NaHEeTow, rae nons TAroTeHWs MOTYT CTATVMBaTh KOC-
MUYECKYIO Mblfb B TyMaHHOCTb» (Takep, 2017, ¢. 92), Kak U coBeTcKas «TymaH-
HOCTb AHApOMefbl» — yTonud, MeyTa ViBaHa EcdhpemoBa, 3KpaHU3MpoBaHHas
B 1967 rogy Esrerviem lepctobuToBsbiM.

Bnaropaps nprMeHeH1io Tonorpahuyeckoro MeToga npu paccMoTPEHNY
AOCTVDKEHWI XepLora TyMaH 13 MeTacopsl MeTady3vKv NpeBpallaeTcs B TONOC
COUMANBHOTO ¥ B MUHCTPYMEHT TpaHChopMaLmy MCUXONOTMYECKOI KapTbl repoes.
Jiobast kapTa onpenenseT rpaHmLbl CBOETO/Hy»Oro, 0CBOEHHOI0/3aBOEBaHHOrO.
Mobas rpaHula — 370 caava/yTBepxaeHne nosuumnin, Nnpeaenos n pybexei,
KoTopble XaH-Tonb CapTp (CapTp, 2024, ¢. 67) CBsi3an C CUTyalUMen, onpeaensio-
LEN paMKWM 4ENOBEYECKOTO DbITHS Yepe3 NPOosiBEHME CTPafaHuin, 60pbObl, BUHBI,
nepexwvisanuin. OfHVIM CIOBOM, FPpaHnLia B BU3yanusaLmsx XepLora — 370 BCe TO,
4TO IK3UCTEHUMANbHas rNocodus HasbiBaeT MOrpaHUYHOM CUTyaLven. TymaH,
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TbMa, CyMPaK, TeHb OKa3bIBAKOTCS HE TOMbKO YCIOBUAMM, HO 1 COY4aCTHUKAMM
nepexofa rpaHuL, 403B0ONEHHOO.

TYMAH: OT CUHTATMATUKW OK/IMKAHUA K MAPAAUTMATUKE 3KPAHA

TyMaH MOXHO PaccMaTpuBaTh He TONbKO Kak NPUPOAHOEe COCTOSIHME CKONM-
NeHWs BNaru, TBOPYECKoe COCTOSIHWE OXMAaHWs, TPeBOTW 1 NpeaYyBCTBUS,
MeTadhopy coumansHOM HeonpeaeneHHOCTY U Aaxe PeBOMOLIMOHHOW CUTYaLMK,
HO ¥ Kak 0b6pas, TOMoc, CryuieHne NCUXMKL, KOHLEHTPaLMIO MbICeR, KoTopast
NpUBEAET K SICHOMY OCO3HAHMIO UM NOAHOMY NMOMYTHEHWIO (Ty-MaH 1w, B No3-
TUKE PYCCKOTO 513bIKa, €ro NepBepcus My-TaH, MyTaHT, MyTHeHWe, CMyTa, MyTb).

TymMaH — CKoMnneHune Bofbl B BO3yxe, 06/1aK0 Y MOBEPXHOCTY 3eMAN, MyT-
HOe, CMyTHOE, CHVMatOLLEe 1 Pa3MblBatoLLEE O-TPaHUYeHUs), 0-4epTaHus NpUpoa-
Hoe cocTosiHKe. Mprpoaa B dunbMax XepLora 3K3ncTeHUmanbHa. <Arnppe, rHes
Boxunii» (Aguirre, Der Zorn Gottes, 1972), «duukappanbfo» (Fitzcarraldo, 1982),
«Bowuek» (Woyzeck, 1979), «CTeknsiHHoe cepaue» (Herz aus Glas, 1976) meTa-
DUBNYECKN UNTIOCTPUPYIOT FPaHKLY Kak KaTeropmnito BHEMPOCTPaHCTBEHHYIO
1 BHEBPEMEHHYIO, CHVYMAIOLLIYIO COLManbHbIE, MCUXONOrMYECKME, MONUTUYECKNE
N UCTOPUYECKME KOHMDIMKTbI B CBOEI YTPOHE 1 POXKAAHOLLYHO HOBbIX YPaHOB U e,
3TO CUTYaLMS BHYTPEHHEro MPOXMUBaHNS KOHMIMKTOB Kak MOPOXKAEHWS CaMmx
OCHOBaHWI KOHMAUKTOB (Scott, 1982).

B TymaHe LKyHren nam pek 4enoBek 0CBODBOXAAETCS OT YCIOBHOCTEN,
HOPM, NOCTUras cebsl Kak HOBYHO IK3UCTEHLMIO, MPUTSA3ast Ha HOBYH DOXEeCTBEH-
HocTb. MpepvicnoBure «duKappanbao» HauMHaeTcs ¢ obpasa TymaHa, Bcenex-
CKOro WyMma, wenota 3emnn v TekcTa: «Kasxyappy sKin: Tak eTv neca HasblBatoT
3Ty CTPaHy, CTPOUTENLCTBO KOTOPOW Bor 3aBeplunn cAMWKOM paHo. OHK BEPST,
4TO, KOT@ BCE NIOAN MCYE3HYT C AnLa 3eMnu, bor BepHeTcst 1abbl 3aKOHYUTh
HayaTyto paboTy». VicHe3HoBeHMe Ntofen He ABseTCs MeTahopoK, 3TO efuH-
CTBEHHOE KONNEKTUBHOE NEpPeXnBaHmne, KOTopoe JOCTYMHO CaMOoit MPUPOAE.
B dwvnbme «bpems MeuTbl» fleca bnaHka (Burden of Dreams, 1982) pexuccep roBo-
puUT: «ECM MPUCMOTPETHCS, B MXKYHINAX BUAHA raPMOHWS HEKOTOPOTro pofa —
3TO rAapMOHUS BCEOOLLEro KONNEKTUBHOMO YOUINCTBa» ™.

Takoe ByKBanbHOE MCYE3HOBEHVIE B S3KPaHHOM MUpPE XepLora peanmnsyercs
Kak nonntuyeckas yronus. Armppe 1 ®riuKappanbao MevTatoT NoCTPOUTb HOBOE

! SHuvmknoneans BepHepa Xepuora. URL: https://arzamas.academy/mag/373-herzog (14.01.2025).
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06LecTBo (rocygapcTso Unu TeaTp), CTaTh ynpaBuTeneM HOBOW Mopanu, oTbpo-
CVIB aKCVONOTUIO NpexHen. Priikappanbio MeyTaeT O MUPe My3bIKW, e ronoc
Kapyso 6ygeT nogobeH ronocy 3py EanHoro, «41o B Apae 30BeTcs VnysaTtap;
1 NepBbIM CO3Aan OH AlTHYPOB, CBSLLEHHDIX... ¥ OH FOBOPW C HUMW, Npeanaras
MYy3blKafbHble TeMbl, 1 OHW Nenu Neped HUM, U OH pagoBancs» (ToNkuH, 1992,
C. 3). MOXXHO NpeanonoXmTh, YTO CYLLECTBEHHbIN Ans XepLora Mup BarHepa c ero
naeelt Konblia HrbenyHra kak MexaHv3Ma NPOU3BOACTBA BPEMEHM CNaceHus,
1N MUP TONKMHA OKa3blBAKOTCA KNOYaMM K MOHUMAHNIO MNONUTNHECKOTO 13Me-
PEeHWS My3blKanbHON NOANMOHMN. My3biKa OKa3bIBaeTCS OKNKAHUEM, FOIOCOM
TOrO €AVIHCTBEHHOTO, KOTOPbIV MOXET 3BYy4aTb NPU NCHE3HOBEHWM NPEXHIX
MOPAbHbIX TPAHNLL B [KYHITIAX.

My3blKa KyHINEeNn — My3blka AMHYPOB. MonnTnyeckas ytonus Tpebyet
MobunM3aummn, 06061atoLLEro rON0Ca BNACTH, HO B My3bIKe MKYHIe Nprpoaa
peLaeT, Kakol 3ByK byaeT cneaytoumm. Minysatap obpaTuncs K aliHypam ¢ noxe-
NaHveM BMecTe co3aBaTh Bennkyto My3biKy, «1 3BYK OECKOHEYHO YepeayoLmxcs
1 CNNETEHHbIX B raPMOHUW MENOAMIA YXOAMA 3a FPaHb CAbILINMMOTO, MOAHUMANCS
BBbICb 1 Nafan B rmybuHbl — 1 yepToru» (TonkuH, 1992, ¢. 3). Ha Kakoe-To Bpems
duKappanbao 06baBKna cebs MnyBaTapom, xenas HecTu My3blKy ailtHypam, 3aaa-
Bas 06pasLbl B BUAE HeNoapaxaemMoro Kapyso, Ho My3biKa MKyHMeln — 3To camo-
OpraHm3yoLLAascs «<rapMoHMs YOUICTB»*, 1 OHa BepLIMTCS Ha kopabne, nayuiem
BBEpPX peKn. ITO NpeBpaLieHne BCeX NOMbITOK MOAYMHUTL MPUPOLY B MPOCTOe
1 YNOPHOE ABMKEHME BHYTPU Hee camoid. HoBbl Opdelt He MOXKeT NoaAYUHUTb
npurupoay, HO LOXMAAETCS ee pacTep3aHusa.

Puc. 1. OpkecTp Ha kopabne. Kapp 13 dunbma «duukappanbpo»,
pex. B. Xepuor, 1982. 2 yac. 33 MUH. 7 ceK. CKpUHLIOT aBTOpa

2 NcTouHmK n3obpaxerns cm.: https://vk.cc/cKZ50c¢ (15.10.2024).
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CroxKeT crnnaBa Mo peke B MKYHINSX U3BECTEH 3puTento no GpunbMam:
«JleTo 6enoit Boawl» (White Water Summer, [1. BnekHep, 1987), «[lvkas peka» (The
River Wild, K. XaHcoH, 1994), Ho Yalle Bcero no hunbMy «ANOKanuncuc CerogHs»
(Apocalypse Now, ®.-®. Konnona, 1979). Mbl BUAWM, KaK UMTUPOBANOCH Bbille,
«FapMOHUIO KONNEKTUBHOro youiicTea»™ («/1tobnto 3anax Hananma» Maiopa)
1 BCTpevaeM HOBbIX 110108 (IMoNKOBHMK B McnonHeHun M. BpaHpao). Tak penpe-
3eHTUPYIOTCS MOrpaHMyHble CUTYaUMM XKU3HIU/CMEPTH, CO3HaHMS/yManuleHns
B HEMbICIMMBIX 4151 0OBIYHOMO YeloBeKa COCTOSIHYISX ONMACHOCTY KaK OfbITa pac-
(DOKYCMPOBKM, YNCTON NOrPYKEHHOCTUN 3peHmns B Npupoay, «B3rsaa Ha 2000
ApaoB» (quasi-TepMUH, 03HaYatoLLMIA YCTOMYVBbIV TPaBMaTUYECKUIA LOK B rylie
60eBbIX 1ENCTBUI, NEPErpyKatoLLnii NCUXMYECKYHO XKU3Hb U MPUBOASALIMI K pac-
hokycrpoBKe B3rsaa).

Pa3MbITble rpaHuLbl, C CEMaHTUYECKUM NOTEHLMAN0M HEeOTHeTNNBOCTY
BCTpauBatoTCs B MeTacdopuyeckmne LUenovKkn: TymaHHas fanb — TyMaHHbli
B3rNaa — TyMaHHoe byayulee; TyMaHnTb (3aTyMaHnBaTb) — He AaBaTb SCHO
BWAETb — MOPOYUTh, NNYTOBATb — COCTOSIHME HECHOCTU, HEOYEeBUAHOCTH
B (DYHKUMOHANbHOW ABONCTBEHHOCTN COKPLITUS 1 OTKPbLITUSA KaK eHCTBEH-
HOW «rpamMMaTUYecKon NapaamrMbl» NPUPOAbL. 3TV MeTahopuyecKmne LenoyKm
B s13bIKE BbICTPANBAOTCS KOPHSAMU, @ B IKPAHHOM WCKYCCTBE YHUBEPCANbHbIM
(DYHKUMOHaNbHbIM CYMBOJIOM, KOTOPbLIM OKa3bIBaeTCs TyMaH. TyMaH MOXeT ObITb
OAHOBPEMEHHO NCTOYHMUKOM OMACHOCTY U HA[@XHbIM YKPbITUEM: B TYMAHE MOXET
CKPbIBATbCS BPar UM MOXHO CKPbIBAThCS OT Bpara.

TyMaH BbICTYNaeT Ha CIOKETHOM 1 KOMMO3MLVOHHOM YPOBHE He TONbKO
(DV31YECKMM NPOCTPAHCTBOM, HO U MeTadV3nYeCKMM ero COKpbITUeM. OH CUM-
BOMIM3MPYET MyYMTENbHbBIN MNOWCK (BNyaaTh B TyMaHe) 1 obpeTeHue (BbIHbIp-
HYTb 13 TyMaHa). TyMaH — rpaHuLa Mexay BUAUMOCTBIO U CYLLHOCTbIO; MEXAY
(b13MKOM 1 MeTadU3UKON; MeXaY NOTY- 1 MOCIOCTOPOHHUM MUPOM. 3Ta rpaHuMLa
noABWKHas, BOMpatolwas B cebs CMHTarMaTyeckre v napagurmMaTuyeckme
NPUHLUMMBLI OpraHM3aumyt 3KpaHHOro NOBECTBOBaHMS U TeM cambiM creundu-
uvpytoLias KuHemaTorpad Xepuora.

BnyxaaeT B TymaHe Bolilek, BEpHYBLIMIACS Ha MECTO NPEeCTyrnaeHus ans
novicka opyans youiictea Mapun. OH MLLET HOX, HO YBUAEB ronoBy Mapuu,
C ropeybto BOMPOLAET, MoYeMy Ta BONOCHI He pacyecana. Paccyfok ero nomy-
Tuncs. OH BbIHbIPUBAET U 3aHbIPUBAET B MyHMHbI CBOEr0 HECCO3HATENBHOIO.
MprMepoM B3aMMOOOPaTUMOCTH NOTY- 1 MOCIOCTOPOHHETO MUPa B XXN3HW Hec-
CO3HAaTeNbHOrO ABASETCS Npefckasanue J/lecHrika Xmasa («CTeknsiHHoe cepaLe)
0 byayuiem aepesywKn. OH CMOTPUT B TyMaH, TYMaH 3aKpbiBaeT COHBOI KOHKpe-
TUKY U AaeT BO3MOXHOCTb X1a3y 00epHyTb B3Ms[ BHYTPb cebs 1 BelaTh, Npo-
roBapvBaTh BCAYX YBUAEHHOE.
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CTOUT NPOBECTY CpaBHeHKe C pOMaHTUKamu. Ha kapTuHy «CTpaHHKK Hag
MOpeM TyMaHa» XyfloXHVKa-poMaHTuka Kacnapa [laBnaa Gpuapnxa ykasbl-
BAtOT KVMHOBE/bI, CONOCTaBAsAs TyMaH C 06pa3oM OTPaBASIOLMX LMDPOBbIX Tex-
Honornii (Wansbrough, 2021, p. 179). Mp1MepoM NpeeMCcTBEHHOCTM TpaaMumm
POMaHTM3Ma SBASETCH TyMaH B <Arvppe», 4TO B Hay4HOW nuTepaType cnpaBef-
NIVIBO COMOCTABAAETCS C 3CTETUKOW BO3BbILIEHHOTO, FOPHbIX BEPLINH, KaK HOBOW
NOMbITKN 3KOMYMaHK3Ma, CONOCTaBNeHWs HYeN0BEYECKOTO 1 HeYen0BeYeCcKoro
(Gardner, 2022, pp. 45-56).

TYMAH U FTHEB: MALUVHbI HEMPOWAEHHON MHULMALUN

B 2023 roay B Poccuu 6bin onybnunkoBaH AebioTHbI pomaH Xepuora
«Cymepku mypa» (Xepuor, 2023). PoMaH NoBecTByeT O SMOHCKOM confaTe Xnpoo
OHofa, 3alyMLLaBLIem No NprKasdy oCTPOB Ha PUANMMVIHAX Ha MPOTSHKEHWM ABad-
UaTv AeBsTU NeT Nocne OKoHYaHWs BTOpoit MMPOBOM BOWMHbI. B 3TOM pomaHe
HeMeLKWI KnHopexuccep BepeH cebe. «CyllecTByeT OAHOBPEMEHHO 1 rannio-
LUMHATOPHOE M3MepeHne, B KOTOPOM [eMCTBYIOLLNIA AyX BO3BbIWAETCS A0 bec-
npeaenbHOCTY NPUPOAbI, Y M3MEpeHre TMNHOTUYECKoe, rae AyX ABWKETCS
B HaMpaBneHny Npefenos, KOTOPbIE NPYPOAa CTaBUT Y HEro Ha NyTu... 3To reo-
METPUYECKWIA NNaH, OH Tenepb OTCbINAET He K MeHTaNbHOMY, a K abCTpakTHOMY
yepTexy» ([enés, 2010, c. 440).
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Puc. 2. 06n0xkKa pomaHa B. Xepuora «Cymepku mupa» (CaHkT-MNeTepbypr:
MN3gatenbcTBo MiBaHa /lumbaxa, 2023)° u potorpacdus Xupoo OHopbl*

Mepep Hamu, Kak Mbl TOMTBKO YTO Y)Ke CKasanu, pa3BopayrBaeTcs UCTOpHS
0 AMNOHCKOM congate Xvpoo OHOAa, BEPHOM MPUKa3y 1 CONAATCKOM YecTw, 3aLym-
waBuwem ocTpoB J/lybaHr Ha GuannnuHax Ha NPOTHKEHMM 29 N1eT NOCe OKOH-
YyaHust BTopoit MMPOBOW BOWMHbI. Maiop TaHWryTv oThan npukas yaepxmeath
OCTPOB [0 BO3BpaLlleHws VIMnepaTopcKom apMun C e4MHCTBEHHbBIM NMPaBUIOM:
«Bbl He MOXeTe NOKOHYMTb C cobon» (Xepuor, 2023, ¢. 33). 1 oH fepxan ocTpoB
CUOV BBIMOHEHHOTO NPUKa3a, COXPaHsst B YNCTOTE YeCTH CEMENHbIN caMmypaii-
cKkuii Mey XVII Beka. OH Ben nvvHYy0 60pbOY, OCTaBLIMCH BEPEH NMPUHLMMY: «Kax-
OblA Ha 3TOM OCTPOBe — MOW Bpar» (Xepuor, 2023, ¢. 34). OH 6ecnouaneH, kak
becrolaiHa Npupofa, OH KaneunT, Kak KanedaT CTUXMUiiHble befcTBuS.

HoBblIi repoit Xepuora — Xnpoo OHofa, He NOXoX Ha Arvppe unu ®uu-
Kappasbo, HO OH TAKXKe MOrPYKAETCS B MKYHIN U AeNAETCS VX 4acTbio: «OHK
CTanm 4acTblo MKYHITIEN. .. OHM NyYLie 3aMaCKMPOBaHbI, VX BOMOCH KOCMATbI,
ofexna, CHapshkeHme 1 canorun ans Kamydnska obmasaHbl IMUHON» (Xepuor,
2023, c. 71). [hKkyHrN® — 3TO Teno 3emnu B ero apxanveckor MaHmubecTaumm
(denés, MBatTapu, 2008, c. 251). HoBas apxanka XX BeKa C NpUCyWMMI el Tenamm
[JeHer MawwnHbl kKanutanuaMa unu fecnota ([denés, 'eatTapu, 2008, c. 351) —
MallVHbl BOEHHOTO pexkima. [lenés v MeatTtapw ([enés, Battapw, 2008, c. 304)
Ha3Banu TeppuTOpUanbHOM MalwmrHoW GopMy CyllecTBOBaHUs obuiecTBa

3 VcTouHuK n3obpaxenus: https://limbakh.ru/index.php?id=9502 (15.10.2024).
* VicToyHnK n3obparenus: https://ru.wikipedia.org/wiki/Onopa, Xupo (15.10.2024).
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Ha onpefeneHHOM NCTOPMYECKOM 3Tare, OHa NMOKPbIBAaeT CBOMMM 3HaKaMM
obulecTBeHHOe none. «DKyHMM 30eCb NOKPbIBAKT CKNOH. PaBHWHa /100K Npo-
CTUpaeTCs A0 KHOro nobepexbs. OHO HanoMuHaeT agamy noa 6enon Byanbto.
TymaH» (Xepuor, 2023, c. 70).

Bpems OHona — Bpems MawuHbl [lecnoTa (flenes, 2008, c. 304): BOEHHbI
PEeXUM AUKTYET 1 BCTPaMBaeT YeN0BeKa B Psifbl UCMONHSIOWIMX NMPYIKa3bl MapLin-
pytowmx rpaxaaH. OHoAa BbIpBancs U3 pexunma [lecnora B pexum 3emnu, CTas
pacTeHveM, NoLOM. 30eCh \Ke IKpaHHas NapaamMrMa CTaHOBUTCS MeTadu3n-
4ecKow. 3TO NMO3BOMUNO eMy BbXKWTb, Kak POBMH30H BbDKWA, BHUMas NpuMepy
MNATHUUBI B poMaHe Muwens TypHbe «[1aTH1Ua, AN TUXOOKeaHCKMI numb» (Typ-
Hbe, 1992). BnaroBoCNMTaHHbIN KaTONMK, MbITALOWMIACS OpraH1M30BaThb NOPSIACK,
BCTPETUACS C MONOAbIM apayKaHLEM, Yel0BEKOM-pacTeHveM: «[010Ba CKpbiBa-
nack Nof UBeTOYHbIM WwnemMom. ObHaxeHHoe Teno Hbi10 Pa3prUCcCoOBaHO C MOMO-
b0 OPEXOBOrO COKa, MMCTbAMY MAOLLA: ero BETBM NOAHMMANNChL MO HOraMm
1 06BMBanu Bce Tynosuie» (TypHbe, 1992, . 199).

OHofia CTaHOBMTCS MOXOXMM Ha 3BepPst C MATHWUCTOW WKypol. OH 13yyaeT
MUMUKPUIO B MPUPOAE U CaM MUMUKPUPYET MOL, 3apOC/v NMePENNeTEeHHbIX Pa3-
NararoLMXca TEMHbIX IMCTbEB IMaH. «<MOTbIBbKU, UMUTUPYIOLLE PUCYHOK KOPbI
aepeBbeB. Pbibbl, NprcnocabnnsatoLme CBOO OKPACKy K pevHbIM KaMHaM. Hace-
KOMble, MOXOXMe Ha 3eeHble TNCTbs», — BOT MPUPOAA, OKpyxatolas OHoaa (Xep-
uor, 2023, . 53). /lybaHr — OCTPOB, MOKPLIBAIOLMIACA TYMAHOM, C BEYHO BA@XHbIMU
H6aHaHOBbIMM AEPEBbAMM V1 KOKOCOBBIMU NanbMaMit. TyMaH C OCTaHOBNEHHbBIM Bpe-
MEHEM, C YUCTbIM 3KPaHOM BOCMPUATMA 1 OKa3bIBAETCA BHYTPU POMaHa KaK efu-
Hbli Kaap. TyMaH, KaK v KyHIW, He MPU3HaET BPEMS, «OHU (IKyHIM 1 BpeMs. —
O. ) cnoBHO 6paT 1 cecTpa, KOTOpble CTanu ApYr ApYry Yy)XvMK, noTepsanm
KOHTaKT 1 CBSA3aHbl pa3Be YTO N1Lb B3aMHbIM Npe3peHnem» (Xepuor, 2023, . 53).

lepou Xepuiora BepHynu cebs B Teno 3emnu, BHOBb POAMB B cebe apxanyec-
Koro venoseka. OHM co3faBany CBOe CBALLEHHOE Bpems, CTaHOBACh HMLWEaH-
CKUMW BHEBPEMEHHbIMY 1 BHEMPOCTPaHCTBEHHbIMN reposimn. «Bce 3aech Haxo-
AMTCS BHE UCTOPUK, KOTOPAs B CBOEI CKPLITHOCTM He JOMyCKaeT HacToAWEro. ..
Bpemsi Hukak 0 cebe He 3asBsieT, CIOBHO OHO Nof 3anpeTom» (Xepuor, 2023,
€. 95). OHofla CaMOCTOSATEeNbHO BEN cYeT BpemeHu. Korga oH BbIWeN K MoAsM
1 y3Han, YTO CNyCTs 29 NET IMYHOTO CHETA BPEMEHM OWINOCS Ha HECKOMBKO AHEN,
PacCTPOMCS 13-3a TOrO, 4TO ANOHMA NOTepsna CBOK AYLIY B 3MOXY KOHCbOMe-
pY3Ma, 1 4TO OH He yuesn Bce haKkTopbl NPUPOAbI B UHTEPCYOBEKTMBHbIX B3aKMO-
AEeNCTBUAX (KaK UX MOHMMAOT COBPEMEHHbIE SKONOMMYEeCK e TEOPUM N aKTop-
Ho-ceTeBasi Teopus. — O. L.). Bpems MOXHO CUMTaTbh M BbICYUTHIBATb, HO €ro
HeNb3st OKNMKHYTb HMKaKOM MY3bIKOW, OHO CaMO PaCcTBOPSIETCS B NapagnrMax
NpVPOAbI 1 AeNaeT XU3Hb CHTAarMoON TPaBMaTUYeCKOM HOCTanbr K.
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CtoppeanmncTmyeckme KapTUHKK MenbKatoT No 0bpa3iy peveBol (S3bIKo-
BOW) NapafmMrmbl B CMELWEeHWN CHa W SBW, CTPALLIHOIO CHa W CTPaLiHOM AeCcTBY-
TeNbHOCTU. «MOXeT ObITb, 3Ta BOMHA MHE CHUTCA? MOXeT v BbITh, 4TO Ha CAMOM
[ene s Nexy B rocnmTane C TsHkeNbIM PaHeHeM, a roflbl CyCTs HaKOHeL| NPYXOXy
B cebs, 1 KTO-TO FOBOPUT MHe, 4TO 3T0 BbIn NLb COH» (Xepuor, 2023, ¢. 105). Bee-
NOTNOWAIOWINA BAKHbINA TyMaH, OCTaHaBNMBAIOLWMIA BpeMs 1 BOMHY, 06epHycs
B pPOMaHe NOCTOSHHbBIM YCNOBMEM CYUIECTBOBAHMS 1 MEXINYHOCTHON KOMMYHU-
Kaumm: OHOMa MOT PacCKa3blBaTb CBOEW KOMaH/e CTOPWM 13 NPOLUNON KIN3HN
TO/MbKO BO BPEMS CUMBHOMO TyMaHa 1 ce3oHa foxaen. Toraa MxyHIn 3aKpbi-
BaNWChb AN NOAEN, HUKTO He pellaeTcs BOWTU B HUX B MepUOL, CE30Ha AOX/IEN
1 NNOTHOTO TymMaHa. Toraa Npupofa packpbiBana cebst B CBOEN HEHAEKHOCTH,
COPEBHYIOLIEICS C BbICTPOTEYHOCTLIO BPEMEHMU.

B dunbme «Arvppe, rHeB boxunin» 3agadein MUGOONornyeckoro repos
ABNAETCA CNYCK NO peKe. Aruppe 13 NPOXoAALero NHULMALMUI0 CTAHOBUTCS
CyOBbEeKTOM HacuNUs, T. €. COUManbHO-LeHHOCTHbLIM repoeM NO3AHEeN apxanku.
[leBcTBeHHas Npypoaa AomkHa ObITb BbijaHa 3aMyX 3a reposi, a eC/vi OHa Conpo-
TUBNSETCA, TO €e HYXXHO B3ATb cunoi. B «duukappanbio» nnaBaHue Tarke
CaKpaNbHO HajeNeHo 3aBoeBaTeNbHbIM racoM Kapyso, MCNONHSAWMM onepy
Bepau. fTonoc Kapy3o n ectb ronoc Bnactun. Ecnm CakpaneHoe HasBaTb Benu-
KM, TO, No [lenésy, «Bennkoe peannayeTtcs Kak YncTas naes B ABOVCTBEHHOM
npvipofe nensaxen 1 nencTeuii» (enés, eatrapu, 2008, c. 255), T. e. NepBoe
CTONKHOBEHME CO CBOMM LI@HHOCTHbIM MUPOM, KOTOpOe 06bIYHO NnepepacTaeT
B NOAPOCTKOBOE UMM MHOE HEKPUTMYECKOe Hacunme.

Puc. 3. Benukoe nepeHeceHune kopabnis no cyle nog neHue gyasta c yyactuem Kapyso.
Kagp u3 dunbma «duukappanbgo», pex. B. Xepuor, 1982. 2 yac. 4 MuH. 42 cek.
CKpVHLLOT aBTOpa®

° cTouHMK n30bpaxeHus cm.: https://vk.cc/cKZ50c (15.10.2024).
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TyMaH BbICTynaeT B 3ToW hunocodum Bo3pacta M1UGoNornieckoro repos
MeTaopoi OXKMAAHNS, HYNEeBOM CTENEHBIO COLMANbHOTO NUCbMa. Mbl BUAMM
TyMaH B yTPO Hayana nofroToBKX nepeHeceHns kopabns Ha Apyryio CTOPOHyY
peKv nHaenuamn nof pykoBoacTBoM ®uiKappanbao. MHaenubl becnpectaHHo
paboTaloT, CTPOUTENLCTBO NOAOHHO COOPYIKEHMIO ervneTCKux Npammna,. <benbii
4enoBeK», KOTOPbIN, COMMACHO NPeAaHuto, JOMKEH BbIBECTU X M3 NONOCHI HeCUa-
CTUIA, CMeNo UM ynpaenseT. TyMaH nepef B3pbiBHbIMU paboTaMu HanoMmUHaeT
MaclITabHble reononuTuyeckme pexkimtble ctpoliki CCCP, Ho 1 BoobLie nobyto
3THOrpauio NPUHYANTENBHOTO TPYAA, BKIOYAsS HEMELKYIO NamsTh — OT 3aMblC-
NOB rértesckoro daycta No NPOKNAAKe KaHaNOoB M OCyLEeHNY 00T (C KOTOPbIX
1 NOAHMMAETCS TyMaH) 10 OKOMOB, CKPbIBAIOLLMX KaK TyMaH BOLLNX, U TPYAO-
BbIX Nareperi XX sexa.

YT06bI 3aLEenVTbCs B Npeaenax bbiTus, HeobXoAVMbl AOKa3aTeNbCTBa, —
apTedaKTbl, NpeaMeTbl, «0Cs3aeMble 06beKTbl» (Xepuor, 2023, ¢. 106), NoATBEPK-
AatolLvie peanbHOCTb Nponcxoasiiero. Takosbl Med Ha nosice OHoaa, By TbiNoYKa
C NanbMOBbIM MAC/IOM, BbITaLlEHHast U3 YHUDOPMbI, KOTOPbIE B AanbHelLem
XpaHUANCh B My3ee, cTas dheTuniem. OHK AenatoT peanbHbIM NPoLecct noxoaa, —
Torfa Kak Ha4asno v pesyssraT CMeLaloTcst CKopee B 061acTb CUMBOMNYECKOTO
1 BOOBPaXKaemoro.

MpeacTaBeHsbl 1 B CoxeTe pesynbTaTthl, huHKMW noxoaa? To ecTb No3Bo-
NSET I CUMBOS TyMaHa KaK HEeKOTOPbIV reHepanbHblii NPUHLMI OpraHn3a-
LV CHOXKETHbBIX TMHIA pa3BepHyTb MaaH CUMBOANYECKOTO U BOOBpaxaeMoro?
Arnppe ocTaeTcs B 0fIMHOYECTBE Ha NA0TY. BMecTo HoBOro rocyfapctsa ¢ HUM
06e3bsHKN. PULKappanbao NOCTaBW CNEKTAKb Nepes PeaKUM 3pUTeneM u vep-
HOW CBUHKO: «/1 B OIHOM, V1 B APYrOM HanpaBeHvi CBOEro TBOPYECTBa XepLor
nokasan, 4Tto 6onblune Horv anbbaTpoca 1 ero 6onblive Hensie Kpbinbs — OAHO
1 1O xe» ([enés, 2004, c. 257). ITO TeaTp CBOEN HEMPOMAEHHOW MHMLMALWK,
TeaTp NpexHero crnaasa no peke 1 06e3bsiHKa Kak 06pas HEYKPOLLIEHHON NI0TK,
KOTOPast FPO3MUT BCE HOBbIMY B3pbIBAMY.
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Puc. 4. Mocne nopaxeHus B noxoge Aruppe c 06e3bsiHKON AyMaloT
0 «HOBOW MicnaHmu» 1 HOBbIX 3aBoeBaHusIX. Kagp u3 punbma «Aruppe, ries Boxmii»,

pex. B. Xepyor, 1972. 1 yac. 32 MuH. 8 cek. CKpUHLWOT aBTOpa®

OHoga C yavBneHvem cnywan npo 6omby ¢ apceHanom, KOToporo xBaTuT
He pa3 1 He ABa, a 1240 pa3 youTb KaXXAoro XUTENs NaaHeTbl. He yanBnUTensHo,
4TO BCNoMUHaeTcs OHofa, Bedb neTom 2023 Havancs MMpoBOM NpokaT hunbma
«OnneHreimep».

CnycTs 29 neT, kak oT4acT HbIN0 OTMeYeHo Bbile, OHofa caancs (BCrnom-
HWM, 4TO POBUH30H NPOXWA Ha OCTpoBe 28 neT). MNpe3naeHT PuannnimH ob6baBuN
OHopa aMHuMCTHIO. Tocne Bbixoaa B 06bI4YHY0 XM3Hb OHofa ocHoBan «lkony
NPUPOALI», KeHnncs, ymep B 91 rof. B Xpame Mypa — CUHTOUCTCKOM CBATUINLLE
B TOKWMO, rae MOKNOHSIOTCS AyLiaM BOMHOB, MOrMOLWKX 3a SINOHKIO 1 MMnepaTopa,
a BepxoBHbIM 60)XecTBOM Xpama sBngeTcst caMm MMnepaTop SAnoHum, XpaHuTcs
1 pacckas 06 OHopa.

® WcTouHuKk  un3obpaxeHus cm.  https://yandex.ru/video/preview/6179461978829250619
(15.10.2024).
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KAPTA MAPLLPYTOB B KNHEMATOI PAGE XEPLLOTA

TyMaH CTaHOBWTCS 3TUYECKUM MapKepoM AeNCTBUS, KOTOPOe BOB/IEK/IO
B cebs BCex areHToB MUabMa, B 3TOT CaMblii MOMEHT MOJIHOTO BOB/IEYEHNS.
AKTOPbI BBICTPOU/IWCH B CE€Tb, HO CETb NPK 3TOM AedopMMpPOBaHa IKPaHOM,
BCKPbITbI T€ NaKyHbl, B KOTOPbIX MOXET ObITb HEOMKHOE UK NPEeCcTynHOoe.
B pomaHe 1 dhunbMax TymaH CKpbIBaeT NpecTynieHns Ui sBnseTcs npegsect-
HUKOM Tpareauni.

reyWaldindianer

lie diimidem Gott mit
deriSchopfungmichtfertig wurde!'.

Puc. 5. TymaH. Hayano noucka ®uukappanbfo: «Tak feTu feca HasbiBaloT
3Ty CTpaHy, co3faHune KoTopoii bor 3aBepwnn cnuwkom paHo». Kagp us ¢punbma
«duykappanbgo», pex. B. Xepuor, 1982. 0 MUH. 25 cek. CKpUHLLOT aBTOpa’

MaplwpyT B TyMaHHOW HeonpeaeneHHOCTH HavyanbHOro HamnpasneHys
NeTnsieT BBEPX MO PeKe ¥ 3aKaH4YMBaeTCs pa3obnadveHrem 1 pa3sonoueHem
MeyThl. MapwpyT ®uuKappanbao, Kak U MapwpyT Arppe, 3amMbiCIOBaTO 3aKpy-
YMBaeTCs, NyTaeTcs 1 BO3BPaLLaeTcs 06paTHO. 3TO 3D DEKT NPYXUHbI, peakumn
Ha HeyfaBlIeecs BO3BpalleHue, 13-3a HavanbHOW HeonpeaeneHHoCTU MapL-
pyTa — addekT bymepaHra B TymMmaHe kak achdeKT obeclieHrBaHms. BCnoMHMM
He3HaYUTeNbHbIN, Ka3anock bbl, 3N1304, Korga PuuKappanbao npubsisaeTt
B MECTO, e CTPOWA xenesHyto gopory. CnycTs MHOMO NeT B 3TOM 3abpolueH-
HOM MeCTe OCTaNnucCh NpefaHHble aee afgenTbl, KOTOPble OXpaHsaan 4OPory
1 MeyTy. druKappanbio He 3adyMblBasiCh MpUKa3biBAET pa3obpaTh penbebl
M WNanbl U NePeHecT nx Ha Kopabib ANs OCYLLeCTBAEHMS HOBOW MeyTbl. OH
He 3aMeYaeT, Kak B MOMEHT pa3pyLuua 1 06eCUeHU XKN3Hb U YCUNUS TOTO, KTO
OXpaHsan 1 obeperan HeAOCTPOEHHYH XKeNEe3HYH 10POry B OXUAaHMM BO3BPa-
weHnd emunypra.

" NcTouHmK n3obpaxerus cM.: https://vk.cc/cKZ50c (15.10.2024).
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Csoero pofa reothunnocodusa npocnexmnsaercs y MaptuHa Xanper-
repa B paboTe «/ICTOK Xy[10)eCTBEHHOro TBOPEHUs», [e CTaBATCs BOMPOCH
pasnuyeHus (pacnpeneneHns pasHbix MMYUH) SBAEHNI U cobbITnin. Kpome
Pasnuuns UCTUHbI M UCKYCCTBA Yy Xaliflerrepa MOXHO BUAETb NOCe10BaTes b-
HOE pasnuyve Beuin Kak ecTeCTBeHHO-NPUPOAHOIO COCTOSHUS 1 TBOPEeHWS
KaK MCKYCCTBEHHO-aHTponoMopdHOro. 3To He peayKums 3amyHaa lyccepns,
a vHanddepeHTHOe NPoXOXKAEeHVEe CKBO3b Y MVMO BELLEN U COCTOSHWIA, CObbI-
TUI WU CUTYaUMUIA, He3anHTepecoBaHHoOe 1x cosepuaHve. TymMaH — peakoe
coBnageHune BelecTsa 1 GopMbl, Uaen 1 cobbITUS, MPUPOAHOTO COCTOSHNS,
HafeNeHHOro UCTOPUYECKUMU OXNAGHUAMM CO CTOPOHbI repoes huibMoB.
[ns obbscHeHWs NoHATYS BelecTBa U dopmbl (Staff-Form-Gefuge) Xanger-
rep NprMeHsieT MOHATHUE «CKafKa», KOTopasl U eCTb «1aHAWabT poXaeH s
Mbicnv» (Xanperrep, 2008, c. 176). TymaH Xepuora — naHawadT poxaeHns
MbICAK. TONMYecKnin MeToa Xalaerrepa He CTONbKO reorpacuyeckoe MecTo,
CKOJbKO YHaCTOK abCTPaKTHOW MoK, y4acTOK NMOMELLLeHHOCTH, NOrpyxe-
HVISI B MECTO.

TyMaH — 3TO NOMELEHHOCTb, NOTrPy)KeHe B MecTo NCTopun, B naysy
nepepn BaXHbIMU COBbITUAMM, 3TO CKNaaKa OblTHS, B KOTOPOW NPOCTPaHCTBO
1 BPEMS CX/TOMbIBAET Cybbbl repoes, kak Hbl pasrnaxmeas 1x no akpaHy. OHu
nponajatoT 1 BbIHbIPUBAIOT W3 TyMaHa, HafeneHHble ApYruMu CMbICIaMU.
OHopa Ha 29 neT nponan Bo BpeMeHu, MOMELLEHHbIN B TyMaH [KYHIeN CI0BHO
B ybexuLle.

06 ocobol ponv Tonoca B COTBOPEHMIM COBCTBEHHOM 1 Yy)KOK Brorpadum
nucan dunocod, paboTaBWKin Ha rPaHMLIE NCUXONOrK U dhunocodum. B 3Tom
3anpenfenbHoM s 06erix CTOPOH MbIWNEHUM POAMNACh SK3UCTEHUMANbHAS
drnocodus. Kapn Acnepc roBopun, 4To co3epuariie poaHbIX naHawadTos (Heba
1 TOpPM30HTA) ChOPMIMPOBANO €I Kak MbICAUTENS: «IK3UCTEHUMS. .. CTb HOBOE
Cy)KeHMe ropu3oHTa: b0 OHa CyLIeCTBYET BCAKMIA pa3 Kak ofjHa IK3UCTeHL WS
C Apyrow aKk3ucTeHumen» (Acnepc, 2013, ¢. 53). Tatoke Fcnepc Hemano paccyxaan
0 BANAHMN NaHaWwadTa Ha CTAaHOB/EHWE MeHTaNbHOCTIN BObLWNX FPYMN 1 MUPO-
BO33pEHNS OTAENbHbBIX TIUYHOCTEN.

KapTorpaduieckas KoHUENLMs NcuxoaHanvsa nepecekaeTcs ¢ Tonorpa-
ryeckoit KoHUenumet coBpemeHHom unocodun. Kapta ans ncrxoaHanmsa —
3TO Hanpae/neHne, MECTHOCTb, CMelleHe: «Kaxaast KapTa — 3TO nepeTacoBka
TYMMKOB 1 NPOPbIBOB, MOPOroB 1 3arpaxaeHuii» (enés, 2010, c. 90). M nogobHo
TOMY, KaK KapTy COBbITUI B MCMXOaHav3e ABKEHUI N MapLIPYTOB HeNb3s pac-
CMaTpWBaTb B Ka4eCTBe OfJHON NPOU3BOAHON CXEMbl «POAUTENN — PEBEHOKY,
CBeflst K NPOCTOV CUHTarMaTuKe, Tak v KapTy hrnocodun Heb3s paccMaTpriBaTh
KaK NPOV3BO/HYIO OIHOMO COBBITUS UM ABNEHMS. YOUIACTBO Mapuu, Tak ckasarb,
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COUManbHo No CBOEK NPUPOAE, YeMY B MOATBEPKAEHNE CYHKAT NOCTOSHHbIE Pac-
cyxpaeHus Bolileka o 6eaHOCTM, B KOTOPOW eMy NpUXoanTCs NpebbiBaThb U paam
KOTOPOW OH y4aCTBYeT B 3KCNepUMeHTe JoKTopa”.

MeTon Tononoruyeckor penexkcum, Uccneayoumin NCUxmnKy 4enoBeka,
MOMOXET PacCMOTPETb TOMOC TyMaHa Kak OTpaXKeHne 3aTyMaHeHHOW NMCUXMKN
Bolileka 13 ogHoMMeHHoro dunbma 1979 roga («Boviuek», Woyzeck) no noece
leopra btoxHepa. «B ManeHbkoM ropoje Ha bepery ManeHskoro npyaa», — 06b-
SBNSET HaM aBTOPCKMIA FONOC 33 KafipoM B Hadane dunbma. TonorpaduyecKknia
Kaap XepLora B 3ToM MuibMe NepeBoanTCs C ONacHOW PeKin Ha TUXMIA Npya Unu
OMYT, N0J0OHO TOMY Kak 0bpa3s 3aBoeBaTens Arvppe unu durukappanbio, KoTo-
PbIlA CaKpanmayeT cebs Kak pacropsKatoLMACS XN3HBIO Y HAaCMAEeM co3aaTenb,
CMeHNACs 0bpa3om ManeHbKoro Yenoseka ManeHbKoro ropofa Bovilexa. Takas
CMEHa acneKkTa HeCKONbKO BO3BpallaeT OT 3KPaHHOW napagurMbl MpUPOAHOIA
HenpencKka3yeMoCTW K CMHTarMaM HesHaHus, pacTepsiHHOCTY YenoBeKa nepep
NPUPOAHbIM Ha4anoM B caMoM cebe. [115 pycCKOro CO3HaHWs Npys B KaMbllax —
3TO OMYT JleBMTaHa CO BCEMY MCUXONOMMYECKMMMI CTEPEOTHMNAMM, OMYT OT «MyTb»
NN «TyMaHa». «<MyTUTb filena» B 3TOM ropofie MOryT BCe.

B ropofe cosepliaetcs npectynnexue. BoliLek yoreaeT BO3M0ONEHHYIO
Mapwito, MaTb CBOETO CbiHa, 13-3a U3MeHbI, 1 YOUINCTBO NPOMCXOAUT Ha bepery
npyga. Ero kapTa MapLipyToB 3anyTaHa, Kak y Arvppe n duikappanbgo. KapTa
BbIpaXAET TOXKAECTBEHHOCTL NyTeN HAMEYEHHOTO 1 NpoAeHHOro. Ecan Arnppe
1 drKappanbao Benw NaoTbl U kopabau k 60nbWoi Lenn, To Bolilex netnsan
KaK Mbllb BHYTPW rOpPOACKOrO NPOCTPaHCTBa. Kak mpaBuo, MMHMM BpoxeHs
M NETAN Ha KapTax AeTel, CTpafatoLwmx ayTU3MOM, CXOXKM Mexay cobol. Mol
y3HaeM, YTo Hafg BoiLieKkoM CTaBUT 3KCMEPUMEHT M3BECTHbIV B ropofe AOKTOP.
3a geHbrv Boliliek TpeHnpyeTcs, MbeT YPUHY, CT OfMH FOPOX Ha NPOTSHKEHUY
HecKoNbKux MecsLeB. [lokTop nerko obpekaeT BoiiLeka Ha Hay4HOe 1CnbITaHue,
Kak nerxko cbpacbiBaeT CoO BTOPOro 3Taxa 3faHns KOWKyY pagu 4eMoHCTpaLmm
CTyfAeHTaM MefuLUMHCKOro dakynbTeTa rubrocTu ee Tena.

Kak OKpyxatoLuii nersax BAUSIET Ha YeN0BeKa, Kak ToMrKa onpeaenset
TUNNKY, TUMAXHOCTb, TUM MHAMBKAA? B TYMaHe HeT BEepTUKa/IbHbIX TOPHbIX MOPOL,
C HaCNOEHMSIMYM CMbIC/IOB, HO €CTb Pa30MKHYTash BLUMPb CETKa 3HaYeHUI 1 3Ha-
KOB, 06pa30B 1 aapecoB. [OBEPXHOCTb TyMaHa 1 NOBEPXHOCTb CYOBEKTHOCTH
HEeCKOHEeYHO WNPOKa, U TO 1 APYroe pacnpoCTPaHSETCs 1 3aBOEBbIBAET NPO-
CTPaHCTBO: «becTenecHbln Npeaen», NPon3BOAs WU «DOMbLIYID YacTb CBOMX
addekToB» ([lenés, 2010, c. 182). Takue npenensl X. [lenés Ha3biBaeT «<Membpa-
Hamu»: «bnarofaps MembpaHaM BHYTpEHHEE 1 BHelHee, BbicoTa U rybuHa
06peTatoT BUONOrMYECKYIO LIEHHOCTb B TOMOIOMMYECKOM MOBEPXHOCTY KOHTaKTa»
([enés, 2010, c. 525).
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[lenés yepes Bpems oTBevaeT [onto BepneHy, KOTOPbI HeKkoraa nucan, Yto
«HET HuYero bonee rnyboKoro, Yem Koxa», cBoelt hpa3oit: «HeT Huyero bonee
XPYMKOro, 4eM NoBepxXHOCTb». Koxa NoKpbiBaeT 60/bLIOK 06beM MOBEPXHOCTM
XU3HW. Krnbbep CUMOHAOH, BaxKHbIN Ans [lené3sa dhunocod, rosopuT: ©KrBoe
XKMBET Ha npefene camoro cebs, Ha COOCTBEHHOM Npefene. XapakTepHsle Ans
XKM3HW NONSAPHOCTU NpebbiBatoT Ha ypoBHe MeMbpaHbl» ([enés, 2010, c. 521).
POBHO, KaKk 06LIMPHAs MOBEPXHOCTb MbIIbHOrO My3bips 06yCNOBAEHa CBOEW
XpynkocTbto. . CUMOHAOH GOPMYyNMpPyeT XapaKTePUCTVKLA TPaHCLeHAeHTanb-
HOTO MOAs: NOTeHUMANbHas SHEPTUs, BHYTPEHHWI Pe30HaHC Cepuid, TONONOTM K-
Jeckas NOBepXHOCTb MeMOPaH, OpraHnM3aLms CMbICa.

TymaH nonobeH membpaHe. 3To yTBepxaeHME ellle bonee ToYHOe, YeM
CpaBHeHue C pU30oMON. P13oma Bce-Tak v npeanonaraeT KOPHEBYIO CUCTEMY,
a MmembpaHa — 3TO YKCTas NMOBEPXHOCTbL. [1ené3 B «/lorvike CMbiCaa» BbIBOAWUT
opmyny: Pruzoma=Tonoc+30H, rae Tonoc — NPoCTPaHCTBO MOHAAMYECKOro pac-
npefeneHns CYHIyaspHocTel, J0H — BpeMs pacrnafa laHHOoro NpocTpaHCcTBa
Ha NoAnNpoCTpaHCTBa. ITa MeMbpaHa BblITaNKMBaET raBHbIX repoes XepLora
1 B MUP CaMOAeTepMUMHaLLMK, CBA3bIBatOLLel MPOCTPaHCTBa, U B MUP NMpecTyre-
HYISY, KaK CKOMIBXKEH WS MO MOBEPXHOCTY COOCTBEHHOTO BbITYS, 6€3 BOIMOXHOCTH
YIATK B TYyOUHY.

TaKk ocylecTBAAeTCS NPOCTPAHCTBEHHO-BPEMEHHas camofeTepMmnHa-
umsa dheHomeHa, KOTOPbI CTAHOBUTCS ABNeHVeM. [1ené3 roBOpua He CTONbKO
06 OHTONOrMMK, CKONBKO O MeTadU3nKe NOBEPXHOCTU. TyMaH Kak MembpaHa —
KOHTMHYYM — TOMOC, UK «MeCTO CMbICNa BblpaxkeHus» ([enés, 2010, c. 283).
Bonee Toro, cam cMmbicn [lenés onpegenseT Kak MmembpaHry, — To, 4YTo popmupy-
eTCs 1 pa3BoOpaYvMBaEeTCsa Ha NoBepxHOCTU. O6Pa3HO Bblipaxasch, COBpEMEHHas
KynbTypa yxke He roBopuT 06 ynaBLix Ha iHO [AVoHWCe v NOAHSBLIEMCS BBbICH
AnonnoHe. [fepoii COBpeMeHHOW KynsTypbl — [epaki Ha NOBEPXHOCTU, «Bey LA
CpaxeHue Ha AByx hpOHTax — Kak MPOTUB MYOUHbI, Tak ¥ NPOTUB BbICOTbI: MOS-
Has NepeopueHTalMs MblcNW U HoBast reorpacus» (denés, 2010, c. 497). OHopa
nnu Arvppe, Beayllve CpaxeHvie 3a CBOU UAEN.

Boliuek B ncnonHernun Knayca KMHCKM U3MOXAEH, HAXOAUTCS Ha rpaHu
3K3UCTEHUMANbHOTO YXKaca W XAeT 3aBeplieHus 3KcneprMeHTa. YonincTeo
Mapu1n NOKPbIBAETCS YTPEHHUM TYMAHOM Kak MOMYTHEHMeM paccyaka camoro
BolileKa, KOTOpbIV MPUXOAMT Ha Npy[ C BONPOCOM: «HT0 3T 3a MecTo? e 370
57 Mapuisi, 4TO »e Tbl BONIOCHI He yopana? [ovemy He 3annena Kockl?». Mpya oka-
3bIBAETCS NPeABapUTENbHbIM 3KPAaHOM, MbITALOWMMCS, HEe BNONHE YAA4HO, Bep-
HYTb reposi B Npupoay, 4Tobbl OH OpraH1M30Ban ¥ peopraHnu3oBan CBOW CMbICH
yKe B aBTOKOMMYHMKaLIMN.
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Puc. 6. Boliuek coBepluaeT npectynneHuve. Kagp ns punbma «Boiuek»,
pex. B. Xepyor, 1979. 1 yac. 6 MUH. 42 ceK. CKpUHLWOT aBTopa®

Mapws 34ech BbICTYMAET KaK y3es KapTbl, B KOTOPOM 3aBsi3aHbl KenaHus,
NOTPEObHOCTH 1 BO3MOXHOCTU. [epes CMepTbio OHa MOeT ABOPOBbLIM AETAM
necHto: «OH gobpancs go JlyHbl, OHa OKa3anach TPYyX/BbIM MHEM. Toraa oH
nowen k ConHuy, a Koraa npuiien, 06HapyKnn yBaaWMA NOACONHYX. 3Be37bl
00EPHYNNC 30/10TBIMM KOMapUKaMut».

KapTa NyHKTUPHBIMU INHWUSMUW YepTUT OXVAaHNS, a 3anvBKaMu (3akpa-
WEHHbIMM YaCTAMM) — NPONAEHHbIV rePOeM XKN3HEHHbIV MapwpyT. buorpadus
Mapnu 3aKkoH4YMnack He No ee Bone: «Kakas KpacHasa flyHa. 4To Tbl 3agyman?».
VicTopusi ropofia He U3MeHUnach, oHa NogobHO Npydy, cama cebs 3aMbiKaeT
VI MOrnoujaeT, 3apacTas HOBbIM KaMblLWOM. ABTOPCKMIA rON0C 3aBepliaeT hunbm:
«TaKoro B HalWmMx Mbl Kpasx AaBHO He 3Hanu. Ax!» M ropop xuBeT ganble, «Ax!»
Npo3By4ano bonblie TeaTpanbHO. [ONOKEHO COXaNneTb, HO TOPO/ He COXaneeT,
OH MOKPbIBAETCSH TYMAHOM KaK YUCTbIM HEObITMEM. ABTOKOMMYHMKALWS OKa3bl-
BaeTCsi BO3MOXHA Ha YPOBHE ropofa, HO He Ha YPOBHE MMaBHOTO repos, BbiTas-
KBaemMoro MembpaHoi TyMaHa B 061aCTb YUCTOWN TPaHCTPECCUBHOCTM.

8 VcTouHuK  mn30bpaxeHus oM. https://yandex.ru/video/preview/10940808626783664214
(15.10.2024).



https://yandex.ru/video/preview/10940808626783664214

TonorrPA®usa BUOrPAGUUN KAK XPYMKOCTb 3KPAHA

A.B. lMepues B KHUre «PoXaeHre 3K3nCTeHLMan3mMa 13 neHbl ncnxoaHa-
NN3a» CCbINaeTcs Ha XaHca 3aHepa, KOTopbI yoexaeH He TONbKO B TOM, 4TO
3K3UCTEHUMANN3M BO3HMKaET OT co3epuaHusa 6010T B Mmonoaoctu (Mepues,
2012), HO ¥ B TOM, 4TO B35kl Acnepca aBAsT cobo oTpaeHve 6010TUCTOro
naHawadTa ero AeTCTBa 1 LOHOCTW. TakkKe NMPOUCXOANT C BOMLEKOM 1 reposiMm
apyroro vnbmMa Xepuora, «<CTeknsHHoe cepaue» (Herz aus Glas, 1976).

®unNbM HavyMHaeTca C TyMaHHOro nactbuula. facTyx Xvmac, KoToporo
B DvbMe Ha3biBalOT «/leCHUK» 3a ero OTWeNbHUYECTBO, FOHWT CTafo, KOTOPOoe
He 3HaeT Aopory. Xmac okasbiBaeTcs NPOBUALEM: KaK 1 CTafo, OH HanpasnseT
1 NpefcKasbiBaeT COObITUS KUTENSIM ManeHbKo baBapCKol iepeBHY, KOTopble
NbIOT CTeKN0. PUNBM HaYMHAETCS CO CNOB JIeCHWMKa, CMOTPSLLErO Ha pacCTy-
NaoLWMACH TyMaH Haf bbioLieincs ropHo pekolt — meTacdopolt BpemeHu. OH
roBOpYT, NOAOOHO MnyBaTopy: «A CMOTPIO BAanb, B Ty CTOPOHY, e KOHeL, CBeTa.
PywuTcs Bpems 1 NoToM 3emAs. Havano KoHua. BopoHKa BneYeT MeHs».

Puc. 7. lecHuk Xuac B TyMaHe npepckasbiBaeT 6yayuee ropoga. Kagp us punbma
«CTek/IIHHOE cepaue», pex. B. Xepuor, 1976. 0 MUH. 5 cek. CKpUHLLOT aBTOpa’®

B nepesHe ymvpaeT Mactep MioibTeH, KOTOPbIV 3HaN CEKpeT «pybUHOBOIO
CTeKna», HO He NMoBefan ero Apyrum. [nasunbHble NeYn ocTbIBatOT. fopHMAA
OCTbIBaOT BMECTe C cepALamu ntofei, KoTopble pagn NoUCKa v Havyana HoBOW
Npofaxu CTeKa roTOBbI 1, Kak byaeT BUAHO fanee, HayHyT ybusaTb Apyr Apyra.
fopoa BCTan. HeT npofax, HeT ABVIKEHUS, HET XN3HU. TONBKO «pybUHOBOE

° VcTouHMK n3obpaxeHns cm.: https://rutube.ru/video/43bd63bcOe36ebf8cf58cae21bed989c/
(15.10.2024).
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CTEKNO» JO/NKHO CNacTv xuTeneid. NoncK cekpeta pybuHOBOrO CTekna Hamno-
MUHaET NOMyTHEeHWe paccyaKa: Noan youBatoT Apy3eit 1 TaHUyT ¢ Tpynamu,
nepeKansiBaloT 3eM/1t0, Ha KOTOPOK NMoxopoHeH MacTep, BcnapbiBatoT mMebens,
KoTOpyto MacTep nogapua MaTepu v B KOHLE KOHLOB Haxoa4saT CeKpeT: 4o6aBnTb
B CTEK/O KPOBb. XXepTBOV BbIOVPAETCS HeBMHHAs AeByLKa Slioamuna.

Puc. 8. Mpupopga HakaHyHe KOJIeKTUBHOFO NOMeLLaTeNbCTBa/MOMYTHEHUS.
Kagp u3 dunbma «CTeknsiHHoe cepaue», pex. B. Xepuor, 1976.
31 MUH. 6 ceK. CKpUHLLOT aBTOpa™®

Banepwuii Mogopora, HeopToAoOKCanbHO Npoaomkas Meicav [enésa, roso-
PUT O NYTELeCTBUM B MbICIUTENbHBIX NaHAWwadTax. B kHure «MeTadusnka nana-
wadTa» OH NONb3yeTCs ONPEAENeHVEM «CKNAAKM» B KaYeCTBe YNIOBKYM CMbiC/a. ITO
TaKoW NPOCTPaHCTBEHHO-BPEMEHHOI NI0BEL, CMbICNIOB, Hano4obue NoBLa CHOB.
dunocodckme NopTpeThl, HanncaHHble MofopOrow, a UMeHHO «MeTadu3snye-
CKMe naHAWwadTbl» — CBOEro pofia VHTENNeKTYya nbHble KapTbl, TONOrpaduyeckre
CXeMbl MbICIN PUNOCODOB, B YbMX TEKCTAX CKPLIT PECYPC COBPEMEHHOW MbICN.
EcTb nvy naHawadTa cBosS MeTadu3MKa — KNHOYEBOK BOMPOC, MOCTaBNEHHbIN
MNogoporoii. Kak ces3aHo drnocodcKoe TBOPHECTBO U NaHAwadT, HACKONbKO
3HaYMMO TO, YTO HuLLe Nucan B WBeNUapCKoM JHraaviHe, a Xaiaerrep B necax
WBapuBanbaa? lepov XepLora yKpbiBatoTCs B TyMaHe, KOTOPbIV 3aTyMaHMBaeT
CO3HaHWe ¥ MPUBOAMT WX K PELIeHMIO 3aBOeBbIBaTb HOBbIE 3eM/IV 1 CTPOUTH
HOBOe 00LLEeCTBO (Arnppe — HOBbI MUP, PULIKappanbao — TeaTp), 060POoHATL
CTapble niew, He Befjast 1 He MbITasiChb y3HaTb MHMOPMALIMIO O HOBOM BpEMEHMY

0 YcTouHMK n30bpaxeHns cM.: https://rutube.ru/video/43bd63bc0e36ebf8cf58cae21bed989c/
(15.10.2024).
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(OHopa ybuBan xuTenei [epesHu, HO HX Pasy He BCTYMWA C HAMK B KOMMYHWKa-
LMI0, HE CMIPOCHN O TOM, YTO MPOUCXOANT B MUPE). ITO NOBYLIKA, KOTOPast CXOMb-
BaeT Bpemsi 1 MPOCTPAHCTBO 1 OCTAHaBIMBAET YE0BEKa B HPDaBCTBEHHOM Pa3Bu-
TUVOKN3HY (Xo3siH CTeKonbHOM habprku, Ha KOTOPO NPOV3BOANAY PYBVHOBOE
CTeK/10, NOWeN Ha NPUHeCeH e HYenoBeYeCKol XEepPTBbI, UCMbITaB MOpanbHOe OHe-
MeHMe BCNeACTBIE OfePKMMOCTY NMOUCKa BbINNABKM CeKpeTa CTekna pybrHoBoro
OTTeHKa). «Bcsikasi MbICNb NPOCTPAHCTBEHHA, U HE TO/BKO Bnarofaps M3BeCTHbIM
0COBEHHOCTSAM 513bIKa, HO 1 TeNEeCHOW OpUeHTaLMy MbICASLLero: No3Hasasl, OH
aKTUBMPYeT bavxalillee NPOCTPAHCTBO, HaAeNss ero fAyXOBHbIMU UHTEHLIMSMU,
NPOEKTUPYET BO BHe, Npubamkas K cebe camoe yaaneHHoe» (Mogopora, 2021, . 6).

B KaKoW-TO CTeneHu NONCK cekpeTa pybMHOBOrO CTeKna HanoMmuHaeT
MOWCK CeKpeTa KaMHA Npu co3paHny KameHHoro useTka. B cka3se T.I1. baxoga
«KameHHbIi LBeToK» (baxkos, 1969) k MacTepy MpoKonbuyy NpuLlen yYnTbCs
NaHnnka Hepokopmbiw. HasbiBanyu [aHunky «bnaxeHHbIM», MOT 3aCMOTPETbCS
Ha OyKalKy, 4TO MO NUCTOYKY nonsna: «Cama cM3eHbKa, a M3-MoA Kpbibilek
Y HEN EeNTeHbKO BbIMAALIBAET, @ IMCTOK WUPOKOHBKNNA... [0 KpasM 3yBumnKn,
Bpoae 060POUKM BbIFHYTHI. TyT NOTEMHee NMOoKa3biBaET, a cepefKa 3eneHas-npe-
3ef1eHas, POBHO ee celyac Bbikpacunu» (baxoB, 1969, c. 68). laHnna Bblpoc
B MacTepa ManaxuToBoro fena. Mony4ms 3aKa3 Ha KameHHbIl LBETOK, [laHnna-
MacTep vckan: «CTan 4yTb He Kax/ablii ieHb B nec beraTb. Bpems kak pa3 nokoc-
Hoe, srogHoe. TpaBbl BCe B LyBeTY. [laHnyLLKO OCTaHOBUTCS rae Ha nokoce n1bo
Ha NonsHKe B fecy v CTOUT, CMOTPUT. A TO ONSATb XOAMT MO NoKocam fa pasrs-
AblBaeT TPaBy-TO, KaK MLLET YTO» (BaxoB, 1969, c. 87). Ha Bonpoc «He noTepsin nu
yero?» oTBeYan: «[1oTepaTb He NoTepsin, a HalTn He Mory» (baxos, 1969, c. 87).
[Januvna, kaKk vOKUTenu AepeByLLKY, UCKan TaliHy KaMHs, 3a YTO roToB bl oTAaTh
YW3Hb 1 cYacTbe BAN3BKKX: «A TONBKO B3 LiBETKA MHE XW3HW HeT!» (Baxos, 1969,
€. 99). NoBMAaB KaMeHHbI LBETOK, BEPHYCA [laHnna B AepeBHio fa TONbKO,
nuweT baxoB, «3aTyMaHuncs» (baxos, 1969, ¢. 100), Unu Kak B Hapofe roBopuv,
«yMa pewuncs» (baxos, 1969, c. 103).

MepcoHanbHoe MOMyTHEHNE (3aTyMaHWBaHKe) B ypanbCKUx Cka3ax baxkora
MOYHO CPaBHUTb C KONNEKTNBHbIM Be3ymMmneM, Ha KOTOpoe obpedeHa iepeByllka
B punbMe «CTeknsHHOe cepfle» nocne coBepleHHoro youicTaa /ioaMusl.
fopoga yxe 66110 He cnactu. A5, KoxxypuH (KoxypuH, 2002, ¢. 72-79) Takoke ofiHO-
HamnpaBAeHHO CBS3blBaeT MEHTaNbHOCTL C NaHAwadToOM. TyMaHHbIA neit3ax
ylenbs, B KOTOPOM pacrnonaraeTcs AepeByLLKa, 3aTyMaHUBaET yMbl ee KuTeneil.

TeMHble TeopnKM NO3BOAAIT MUCTUYECKM AEMOHCTPUPOBATL TyMaH,
noBecTByst 00 UCTOpUYeCcKMXx cobbITUsX. Grunun PodeH v MaTpuums Mennex-
Kamn B xypHane «American Film» oT anpens 1983 roga nuwyT, 4TO peXMC-
Cepbl NOCNEBOEHHOMO HEMELKOrO SKCMPECCUOHM3Ma PaspbliBatOT NPUBbIYHOE
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NOBECTBOBAHME NCTOPUYECKINX CODBITUIA. VX HappaTUB He NeHTa, a Npeayys-
CTBWE: TYMaH Kak BM3yanbHas NyHKTyalWs pa3fnenseT pacckas, Aenas naysy
Mexay cobbiTuaMu. TymaH nepen yonincTBom /TioaAMUAbI, HEBUHHOW AEeBYLWKY,
KPOBb KOTOPOW HY)XXHO MCMOMb30BaTb A1 OT/IMBA KPACHOIO CTeKNa.

BbiBOZgbI

TymaH B KnHemaTorpade BepHepa Xepuora sBnseTcs He TONbKO Npuposa-
HbIM COCTOSIHMEM, MCUXONOMMYECKMM MPEAYYBCTBMEM, MICTOPUYECKUM NPELenoM,
OH COYHaCTHWK NPecTynaeHnii, pa3peLlatoLyx CMHTarMaTKo-napagnrMaTnyec-
KNI y3en 3aKpyTUBLIMXCS COObITUIA. TyMaH — HaMepeHHbIi 06pa3 TEMHOTO TyH-
Hens, TEMHOro Mefvia, BbiMyCKatoLLero NoTyCTOPOHHYIE BHELWHYVE 1 arpeccuBHble
BHYTpeHHMe c1nbl BOBHe. CMBON TyMaHa B IMTepaTypHOM U KHeMaTorpaduye-
CKOM MUpe XepLora y4acTByeT B MCTOPUKO-COLManbHON pednekcmm, cosnapas
NpeanochINKY ANs MOHUMaHNS Kafgpa Kak NepBUYHOrO U He MMeloLLero OCHoBa-
HWI B NpeablayLx MOpanbHbIX OLUEeHKax 4eMCTBMI 3KpaHa aBTOKOMMYHUKALMK.

EAMHCTBO noaxofoB BepHepa Xepuora K TyMaHy Kak 3K3UCTeHLuanb-
HOMY COCTOSIHMIO Mbl Habntofanu B ero unbmax: <Aruppe, rHes boxuin»
(1972), «duukappanbao» (1982), «<Boriek» (1979), «CteknsaHHoe cepaue» (1976)
1 pomaHe «CymepKn Mnpar. PazHuLa Nvilb B TOM, YTO B pOMaHe 3TO OpraHu-
3alus BCel KOMMNO3MUMM TEKCTa, a B ubMax — OpraHmn3aLms KoMno3numm
Kagpa. TymaH MeTau3n4eckm 3afaeT rpaHuLy KaK KaTeropunio BHempocTpaH-
CTBEHHYIO 1 BHEBPEMEHHYHI, CHUMAIOLLYIO COLManbHble, MCUXON0rMYecKue,
NONUTUYECKME U UCTOPUYECKME KOHPANKTEI BepbanbHO B poMaHe nnmu
BM3YyaNbHO B Ha3BaHHbIX uUAbMax. Tak aBTOKOMMYHMKaLKS NpeojonesaeT
He TONbKO CMHTArMaTUYHOCTb NpeaBUAeHUS COBCTBEHHOM CyAbObI, 4TO NpPOMC-
XOAWT B TEKCTE, HO M NapafgnrMaTU4HOCTb BapraHTOB NOTPYXEHNS B MPYpPoaY,
4TO NPOVCXOAUT Ha IKpaHe.

Mepend Hamu NOMHOUEHHasa HarnagHas AeMOHCTpaumnd 3aBUCMMOCTHY
4eN0BeKa OT NPUPOALI, OTKPbIBAIOWAACA Hepe3 HAMPHIKEHHbIE KapTUHbI CMiaBa
M0 peke, CTUXUN TeYeHMS 1 BOJONaAa, KOTOPbIV PYLUMT BCE PYKOTBOPHO CO3faH-
Hoe. HoBoe oCMbICNeHMe OTHOLWEHWS peasbHOro, CUMBOIMYECKOrO 1 BOObpa-
Haemoro Ha 3KpaHe NpOCMaTPMBAETCA B MAPLUPYTax U «TyMaHHbIX» MOBOPOTAX
B XKM3HU nepcoHaxei Aruppe, Pulikappanbao unu Boliyeka. OHM HEBPOTUY-
Hble, UCTePUYHbIE MEPCOHbI, MPETEH/YIOLME BBICTPOUTb U3 COOCTBEHHON MUCTe-
pU UCTOPMIO. BCe TP Ha3BaHHbLIX MEPCOHAXA B UCMONHEHUN TeHMANbHOTO
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Knayca KMHCKM HanOMMHaIOT B3PbIB BY/IKaHa, PUKOLLET W OTMYCKaHME NMPYKMHbI.
OHM HaxoAsTCs Ha rpaHn NOMYTHEHUS PacCy/Ka, CI0BHO NPUHAB B cebs Kak
cofepxaHue cBoen cyabbbl, Tak 1 (hopMy Kax0ro O4epeHOro AencTBMs OfHO-
BPEMEHHO.

B HOBOM OCMBIC/IEHWYI PA3NMYMIA KaK pa3nuynii akTopoB B CHCTEME UK
MembpaHe coumanbHbiX OTHOWEHWI TyMaH BbICTyNaeT HyNeBOW CTeneHbto
couManbHOro nNUcbMa. MIMeHHO C Hero HauyMHatloTCs YAauHble UMK HeyaauHble
OMbIThl BbITANIKMBAHWS repost B NPUPOaY U3 Npeackasyembix CoLManbHbIX MHTe-
paKLWA, 3aBs3bIBAIOLLMXCS BO BCe Hosee 3anyTaHHble y3/bl. M3ydeHne KapTbl
MaplwpyToB B hunbMax XepLora NpuBOANT K BbIBOAY O CAVISIHUM TeX, KTO Npo-
XOINT MO MapLIpyTy, C CaMUM MaplpyToM. Tonorpacdus 30ech 1 oOKasblBaeTcs
eAMHCTBEHHbIM MPSMbIM BbICKa3biBaHMeM repos o cebe v 1aeansHoro 3pw-
Tens — o repoe.

Marunyeckoe mMecTo y BepHepa Xepuora sBAsSeTCa 1 BbICTyNaeT 3KpaH-
HOM NpoeKLmeit NpupoaHoro. NpuHaATas B 3Tol paboTe TeOpUS TEMHbIX Meana
MO3BONAET O4YUCTUTb COBO «MarnyHblii» OT HaneTa HbITOBON MUCTUKM. TyMaH
KaK npueM UCNoNb30Bancs MHOTUMU peXrccepamn, HO BCe 3TU MHTepnpeTa-
LMW MMeNu B BUAY UCXOAHbIA YeNOBEYECKNIA B3I, AaXe eCM OHM ONMpanuch
Ha BbICKa3blBaHVs camoro Xepuora. OfgHaKo NPUHLMMLI NOCTPOeHMS 3KPaHHOTO
BbICKa3blBaHMA MOTYT fenaTb HeyenoBe4eckoe HavanbHbiM NPUHLMIOM. V130-
bpaxeHne TyMaHa XepLora OTAnYaeTcs OT 1300paxeHus TyMaHa, Hanpumep,
y AHApes TapKOBCKOro Kak creundryecko xapakTepUCcTUKM YenoBevecKoro
3PEHNSA N UCMbITaHWI, KOTOPbIM OHO MOABEPXKEHO.

370 306paxeHve TyMaHa Kak TEMHOTO Mefina, OAHOBPEMEHHO IKpaHa
1N MeMbpaHbl. IKpaH MOKa3bIBaeT CTPACTX repos, ero roTOBHOCTb MATW Hame-
pekop 06CTOsATENbCTBAM, OTCTaMBast 4eCTb. HO OAHOBPEMEHHO BOBEYEHHOCTb
4esI0BeKa B OTHOLEH WS C NPUPOAOI U APYrMY NtOAbMIM 00pa3yoT HEMPOHMLA-
eMyto MemMbpaHy B3anMMOeNCTBUI, HEKOTOPYH CETb aKTOPOB, KOTOPAsH KAaXKETCs
CaMof0oCTaToOYHOM. HO Kak pa3 Xepuor BCKPbIBAeT HaMpPsHKeHNs BOKPYr 3TOM
MeMbpaHbl — TO, YTO Ka3an0Cb HaM MEXaHM3MOM COLMaNnbHOM XNU3HM, OKa3bl-
BaeTCst MeMOPaHOW MHTEPNPEeTaUnm LenoYuKy TEKYLMX CODLITUIA, BbITaNKMBatO-
LieN 13 cebs repost 4ecTu. ITOT repoit MOXKET OKa3aTbCs MECCHEN, @ MOXET OKa-
3aTbCs NPECTYMHMKOM. Br3yanbHble pelieHns Xepuora Cnyat He pacKpbITUIO
XapaKTepa reposi, a TakoMy BbITaNKMBaHMIO ANS YCTAHOBAEHNS cneyndruyecKon
areHTHOCTM NPOTArOHNCTA, He 3aBUCSILLEN OT MPEXHMX CETEN B3aMMOAENCTBUS.
[lelicTBOBaTb — 3TO TOrAa He 106MBaTLCS YCNELWHOMO B3aUMOAENCTBYS, @ OTCTa-
MBaTb YECTb BOMPEKM BCEMY, CMOTPETH Ha MPOMCXOAsLLEe CO CTOPOHbI U Bbl3bl-
BaTb TEM CamblM 0COD0E OTHOWEHME 3pUTeNs K COLManbHOMY MakTy 1 3KONOr -
YECKMM pPUCKaM COBPEMEHHOIO MUPa.
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* This quote is metaphorical and contextual concerning the phenomenon being
discussed and does not represent a positive evaluation of any actions that may be
examined for compliance with the current laws of the Russian Federation.

Violations of these laws could be assessed in relation to specific provisions of the
Code of the Russian Federation on Administrative Offenses and the Criminal Code
of the Russian Federation (editor's note).

* [laHHas umTaTa 9BAsieTcs 06pa3HO-KOHTEKCTHOM MO OTHOLWEHMIO K paccMaTpu-
BaeMoMy EHOMEHY 1 He CTaHOBUTCS MONOXKUTENbHON OLEeHKOW KakuxX-11nbo
AESHWIA, YTO MOTYT NOANexaTb PACCMOTPEHNIO Ha MPeAMET COOTBETCTBUSA feii-
cTBytoLLemMy B Poccuitckol Peflepalinm 3aKoHOAATENbCTBY, HapyLLeHe KOTOPOro
MOXeT BblTb PACCMOTPEHO Ha NpPeAMEeT COOTBETCTBUS ANCMO3NLMSM OTAENbHbIX
ctater KoAN PO 1 YK PO (npwm. pea.).
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