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«lMo mepe Toro, Kak COBETCKUIM KMHemaTorpad Ha Hawmx
rnasax CTaHOBWUTCA UCTOPUEN — M UCTOPUEN oTaaneHHoM!
— 5 Bce bonee BOCNPUHUMALD Er0 KaK 3arafky,

KOTOPYIO MbITalOCb pa3ragatb: YTO 3TO 6b110?» [1]

O METO4ON0TNN
N NOTUKE HAYKM KWHOBEOEHNA!

AHHOomayua. Cmames nocesaweHa npobaemam memooo-
/102Ul COBPEMEHHO20 KUHemamoapagpa U KUHOBEOeHUS,
npobaemam, Komopbie 8 omcymcmeuu y Hac memoooso-
2UYeCKUX WKO/ U KHU2 HOX00AMCA 8 mpyOHbIX YCa08UsX,
MOCKO/IbKY 0mcymcmaue 3mo CKA3asa10Cb Ha MOM, Ymo Uc-
Kyccmeo cobcmeeHHO momanumapHbIX 310X OKA30s0Cb
21y60KO U0e0s102U3UPOBAHHLIM. [lonzoe epemsa omedye-
CMBEHHAA 2yMAHUMApPHAsA HayKa bblina omsaeoweHa npona-
2aHOO0U MapKcu3ma-neHUHU3Ma, Komopas 8 delicmeumero-

1 OcHOBHbIE MAEW LAHHOW CTaTbu GblAM anpobypoBaHbl B aKaAEMWUYECKOM MHTEPBbLIO aBTOPa
3TUX CTPOK, AaHHOro IP. KOHCOHY B pamKax MexayHapoaHoi HayuHoW KoHdpepeHumum «McKyc-
CTBOBEZAEHME B KOHTEKCTe ApYrvX HayK B Poccum 1 3a py6exxom: Mapanneny v B3aumoaencramns»
(M.: MTUM um. A.T. WHKTKe, 2017; npu noaaepskke POOU: npoekt Ne 17-04-14080) [cm.: 2, c.
216-230]. B HacToAweM TeKcTe M3bpaH MHOM KaHPOBOW XPOHOTON — MUCCNeA0BaTEIbCKOM CTaTbM,
No3BOMBLUEN YIyBUTb paHee HaMeYeHHbIe NYTU HALLero Hay4HOro NomcKa.

10 HAYKA TENEBUOEHUA Ne14.1, 2018



HOCmMu 0Kaszanace Mmugonoauell, xapakmepusosasuieli
aroxy «cmasuHCcKo20 Kaaccuyusmay» [onpedeneHue AHOpes
CuHAscKozo]. Ha A3bike amoli mughosnoauu 80ocrpou3soou-
/AIUC6 UCMopuYecKue U cospemMeHHble cobbimus. B makol
MpPAaKmMoBKe CyuyHoCmMu KuHemamozpaga, Kak u opyaux
8uU008 UCKyccmea, udeosozusa ¢ nosuyuli yenecoobpasHo-
CMU 3aMeHUa A02UKY KUHosedeHUs. B c8A3u ¢ amum aHa-
U3 Mmo2 6bImb MOosbKO NPasno2u4ecKkum, 0opegheKCUBHbIM,
MaK Kak cobcmeeHHO peghaeKcus ewe npossaeHa He bbina.
Packpbisasa KpynHomacumabHyo KapmuHy COCMOAHUSA CO-
8peMeHH020 UCKYcCmea KUHO U KUHOKPUMUKU, a8mop no-
Kaseleaem ceoeobpasHoe npopacmaHue KUuHOo8eod4yecKoz2o
3HAHUSA U Heobxo0umble npednocslaKu 018 CO30AHUSA HaYKU
06 uckyccmee 60s16W020 IKPAHAQ.

Knrouesble cnoea: memodosozaus, KuHogedeHue, npobse-
MQ, 2§yMAHUMApPHAA HAyKa, peghnexcus, KUHO8eO, KPUMUK,
cospemeHHbll, hunbm, KHU2a, MUGono2us, udeosnoaus.

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

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

ABOUT THE METHODOLOGY AND LOGIC
OF THE DISCIPLINE OF FILM STUDIES

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

Mpobnema GOpPMMPOBAHMA B TEOPUM MCKYCCTBA METOA0/0TUYECKU
LLe/IOCTHOrO 3HaHWA O KMHematorpade ABNAETCA HEOObIMAMHO AKTY-
aNbHON. 9TOMy NocBaALLeHbl MHorme Tpyabl C. LLTteliHa, cpeam KOTopbix
OOHOM U3 NOCNeaHUX ABNAETCA ero cTatbaA «[emapkauma Aucumnam-
HapHOTO M AUCKYPCUBHOIO 3HaHUA O KMHOY» [3]. A Tem BpeMeHem, no
MHEHWIO MUCCeoBaTeNA UCTOPUM U TEOPUN XYAOMKECTBEHHOM Ky/b-
Typbl H. XpeHoBa, B MeToA0/10MMM KMHO U LWIMPe — B r'yMaHUTapHOM
06nacTM HaMeTUNCA HEeOMUIAHHBIW KPU3KC: «B MocC/ieAHee Bpems
He TO/IbKO F'YMaHWUTapHble HayKW, HO M BCA r'yMmaHUTapHaa chepa oka-
3anacb NPobAeMHON. ITO COBEPLUEHHO HE COOTBETCTBYET MPOrHO3Y
K. NeBun-Ctpoca, ckaszasLuero, 4to XX| Bek byaeT BEKOM r'yMaHUTapHbIX
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HayK UM ero He byaeT Boobule. Moyemy Ke peasbHOCTb He TOJIbKO
He noaTeepKAaaeT 3Ty mbicab K. JleBu-CTpoca, HO, KaxKeTcs, U onpo-
Bepraet ee? Buammo, yTpayeHo npeacTaBieHne O npegHasHaYeHumn
rYMaHWUTaPHbIX HayK, X mnccnn. Camoe Bpema nopasmblwnaTe. Mo-
yemy TaKoW cuTyaumm He 6bino gaxke go 1991 roaa?» [4].

MbICNb y4eHOro cnpaseasiMBa, MNOSTOMY MOCTapaemcsa pPaso-
6paTbCs B NPUUYMHAX 3TOrO AB/EHUSA B KMHOBeAeHMU. MeTogonorusa
N NOrMKa HayKKn 34ecb npeactaBnseT cobon Belyb, COBEPLIEHHO 3K-
30TUYECKYIO 1, 6OKOCh, YTO HEpPa3paboTaHHYo, ec/iv BoobLe noctas-
NeHHyto. KaKk npaBuno, B HayKy «KMHOBeZeHMe» Bxoauna paboTa c
apX1BamMM, UCTOPMA N TEOPUA KMHO, — METOA0/IOTMYECKME HOBALLUN
6b1/1 BO3MOXKHbI, €C/IM Peyb LA 0 TAKOW AUCUMUMNINHE, KaK «AHaNu3
COBpeMeHHOro punbma». NoToMy YTO TEOPETUYECKN COBPEMEHHOCTb
HeNb3s 6blI0 OCMbIC/IUTL BHE UCTOPMM, HO UCTOPUIO, KaK Bceraa Je-
KNapuMpoBanocb M MMNAULMTHO Npeanonaranocb, Heab3s 66110 no-
CTUYb BHE TEOPUM, XOTA B AENCTBUTENBHOCTU HE TEOPUU KUHO, a Ca-
MO NPaBU/IbHOM M e4MHCTBEHHO-NPABU/IbHOM, BbIBEPEHHOM BO BCEX
OETANAX MAapPKCUCTCKO-IEHUHCKOM 3CTETUKM.

Tem He meHee CTpaHHbIM 06pa3om, HECMOTPA Ha bonblioe Konu-
YecTBO B1eCTAWMX KHUT MO TEOPUU U UCTOPUU KUHO, 3aMONHAOLWMX
JIAaKyHbl U HameuvatoLmMxX HoBble (A41R Hac) NoaxoAb! BbiMYyLWEHHbIX B
nocneaHue rogbl, B YaCTHOCTU, Ky/NbTYPOAOrMYECKMX UCCeL0BaAHNM
Mwuxanna AMnNonbCKoro [o4HO M3 nocnegHUx — cm.: 5], 3ameyaTenb-
Hyt0 KHUTY HuKonan N3BonoBa «PeHoMeH KMHO» (BbileALwyo Tpems
nsgaHuamm) [6], U, KOHEYHO, }KypHanoB « KMHOBeQYECKME 3aMUCKU» U
«CeaHc», peghaekcusa no mogoody moao, Ymo U KaK Mbl 0esndem, 0 Yem
2080PUM, Y HOC, KK Npasuso, Haxoodumcs He mo, Ymobbi 8 Hebpexe-
Huu, HO, CKopee, fenaemcsa makoli terra incognita, momomy ymo 00
CUX rop HeroHAMHo, 20e 8 HoB8ol cumyayuu Haxo0UMCcs MoYka om-
cyema. MpaB 6bin B. LLIKNOBCKMIA, rOBOPSA, YTO Mbl 3aHUMAEMCS «BU3Y-
aNibHbIM KMHOBeAeHMem»2. Mbl He NPOCTO CHUMaeM KUHO, a pedek-

206 3TOM MHE B Nepuoz, akKTUBM3aLIMM HALIEro COTPYAHUYECTBA MHE paccKasbiBan Haym Kneii-
maH. becega ot 24 oktabps 2005 roga.
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CcUpyeM Mo NoBOAY fA3blKa KMHO, Ha A3blKE CAMOr0 KMHO M/IN A3bIKOM
CaMoro KMHO, NOTOMY YTO FOBOPUTL «Ha A3bIKE» UN «A3BIKOM» — YTO
Ba*KHEE — 3TO OAMH M3 K/OYEBbIX BOMPOCOB F'YMaHUTAPHOM HayKM,
KOTOPOWM Mbl 3aHMMaEMCA yrKe NeT nonTopacTa.

Mpobnema, ofHAKO, COCTOUT B TOM, YTO METOAO/IOTUA B OTCYT-
CTBMW METOLOIOMMYECKMX LLKOA (B NyYLeM Cayvyae — TEOPETUKM 3a-
XOOAT Ha TEePPUTOPUIO KMHO, KaK Bblio CO CTPYKTypanucTamm) — 3a-
Java A0BO/IbHO MapafoKcanbHadA. Al fae He MOry CKasaTb, YTO OHU
Y Hac cyliectBoBaau opuumanbHo. bblna paspabotaHa cuctema, Ko-
TOpan BOCXOAW/IA K CEMMOTUKE, OCHOBbIBAACb B NEPBYIO oYepesb Ha
TOM ¥Ke CTPYKTypanusme. Y1o e KacaeTcs NncuxoaHanmsa (He rosops
yXXe 0 Mudonornyeckom aHanumse), feno 6110 CUAbHO 3aTPyAHEHO,
[OeNCTBOBaIN 31eMEHTapHbIe MAeoN0rMYeckme Taby. 3apaHee 6bI10
MOHATHO, KaK K Yemy cneayeT oTHOCUTbCA. [03TOMYy Mbl, MO TEOPUM
AHa MyKap»KeBCKOro, cpasy nepeckoyman ¢ NepBoro ypoBHA Ha He-
onpeaeneHHo Kakom [7].

Takum obpasom (A 34ecb HemsbexHO cxemaTusupyto), Mpouso-
wes KosnoccanbHelli paspoele Mewoy 3IMIUPUYeCKUM KUHOB8eOeHU-
eM, UMEILMM OrpoMHble 3acayru, B TOM 4Yuc/ie B MpPeosoneHuu
CTEPEOTUMNOB TOTO, YTO MOXKHO 6bl10 Obl Ae/MKAaTHO Ha3BaTb quasi-
COLMONOTMYECKMM aHAIM30M, HO GAKTUYECKM 3TO Bblna YncTas npo-
naraHga, — U mem, Ymo HA308eM UMMAUKAyuel 2yMaHUMApHbIX
HayK 8 KUHO. dunocodusa, KyNbTypOaormsa, MeXANCLUMNANHAPHbIE UC-
cnenoBaHUA HeU3beXKHO onepeannn «4nucToe» KuHoseaeHue. OyeHb
yCnewHo 3aHMMAOTCA 3TUM 3amMeyaTesibHble TYMaHUTapum — opuno-
cod Oner ApoHcoH 1 punocod Kynbtypbl EneHa MNetposckas [8]. OHK
NMPeKpacHo BagelT MeTogosiormeid. XoTa COBCTBEHHO MCKYCCTBO-
BEAaMM KNAaCCUYECKOro TOJIKA TOXe MHOro HapaboTaHo, MOTOMY YTO
34ecb 60/blle METOAONOTMYECKUX TPAAULMNA, YXOAALWMX B U3yYEeHNe
NCTOPUU UCKYCCTB B LIE/IOM.

Ho B KMHO, CKaxKy elle pa3, Mol delicmeumenosHO UMeeM Pa3Hble
cepuu KUHOmMeKcmos, 20e cepbe3HO 0nuCbIBAEMCA AsseHuUe U 80C-
nonHAomcsa npobesol. MosToMy ceiyac Ham Hago MBo NepeBoaMUTb
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XOPOLLUME KHUTU O 3HAMEHUTbIX perkMccepax (3TMM 3aHMMaeTcs M3aa-
TenbctBo «Rosebud», daKTMueckn Bosrnasnsemoe BukTopom 3aue-
NUHbIM Npu ydactum Onera MoroanHa, ecTb eLle HECKOIbKO YeN0BEK),
nmbo nucatb 0 HUX camum. M3 KasaxcTtaHa KMHOKPUTUK U KMHOBEA,
MonbHapa A6bukeeBa msgana KHury «KuHogom Maxmanbbad» [9].
Cepreit AHAWKMH Hanucan o KMHo HOro-BoctouHol A3un, npexage
BCErO O TANCKOM MAM GUAUNNUHCKOM KMHO, O KOTOPOM Y Hac Maso
yTo 3HatoT [10].

MoaTomy B LeNOM npeycnesatoT Te 061acTu, KOTopblie paHblue
«3a*KMMaNUCby», 34eCb HE Ha0 PacuUMLLLATb aBrMeBbIX KOHIOWEH nae-
onorun. U nonyvaercs, 4To Te cTpaHosBedbl (AnekcaHap [opolue-
BMY, Hanpumep, nam TaTbsHa BeTpoBa), KoTopbie NpeanpuHUMANU
OrpOMHbIe YyCUAKs, YTobbl OCTaTbCA B Npeaenax CBOUX HayK U CBOEro
KMHemaTtorpada, He NpeKpaw,an Aenatb HEYTO NPUKNALHOE NO OTHO-
LUEHMIO K TOCYAapCTBEHHOM NAE0M0MNM, Ceiyac HaxoaaTcs Ha caeay-
lOLLLEM BMTKE CBOEWN Kapbepbl, KOTAa Y*Ke Hago BbiNyCKaTb CBOU ¢yH-
OAMeHTa/IbHble UTOroBble MCCAefoBaHMA. B 4acTHOCTWM, MOKOWMHbLIN
KMHOBEeA 1 UCTOPUK AneKkcaHap TPOLWMH U3aan ABe CBOM MOHOrpadum
— «CtpaHa AHvo» [11] n «MwTBaH Cabo» [12]. HUKTO TaK XOpOLIO He
3Ha/l BEHrepcKoe KMHO, KaKk OH. MHTerpasbHbI B3rA4 Ha KMHO CO-
LMAZIMCTUYECKMX CTPAH CerogHA Bpsaa, M BO3MOXeH. [annHa Komna-
HUYEHKO €elLLle He M3ana CBOK KHUTY O YEXOCN0BALLKOM KMHO. fl yXK He
roBOPIO O NMO/IbCKOM, XOTA 0 Hem nuuwyT. MprHa PybaHoBa, K cyacTblo,
ewe pabotaet [13]. Ho ¢ yxogom MupoHa YepHeHKo obpasoBanacb
HACTOAL,AA YepHaa Ablpa, — OH eLle M CBA3blBaN KMHOBEAOB Pa3HbIX
CTpaH mexay coboin. Tem He MeHee NPUHLMM, KOr4a KaxKabll e AnHO-
JIMYHO OCBaMBan CBOK 06/1aCTb M NO3TOMY HUKOTO B HEE He MyCKan
(MpMHLUMN, KOTOPbIN Mbl 3aCTasIn B COBETCKYIO 3MOXY), CErOAHSA, YBbl,
no-npexkHemy paboTaerT, XOTA yKe He TaK KecTKo.

Ce200HA mMmemodosioau4ecKue Uuccnedo8aHus npedcmasnsaomcs
KpumuKoli, Komopbie haKmu4yecKu A8/75H0MCA KyabmypHO-@punocop-
ckol acceucmukoli. NMpu 3TOM faHHaA 3cCeUCTUKA — BancTaTenbHoe
KMHOBeaeHMe. Ero o4eHb YCI0BHO MOXKHO Ha3BaTb TPAAMLMOHHbIM.
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YcnoBHO, MOTOMY 4YTO KPUTUKA BbICTYNaeT 34eCb Kak /mntepatypa.
MNHaue rosops, nepedopmynnpoBaTb BOMPOC MNO-NMUCATENbCKU —
celyac camoe TpyaHoe, HO Heobxoamumoe aeno. Kak nucan Anbbep
Kamto, «ecnu xoyelb 6biTb puaocopom — nuiim pomaHbi». KnuHose-
OOM — TOMXKe.

Ho uTo MHTepecHo. AHaNn3 MeToa0/1I0rMK, MEeTOA0/I0TMYECKUX OC-
HOBAHWI TEX MAWN MHbIX HACTPOEHMUI CErogHA BOCMNPUHMMAETCA KaK
HeyTo cTpaHHoe. Bpogae 6bl He 4o sToro! MaBHoe — MMNOPTUPOBaATb.
XoTA Bcem e bblso ACHO, YTO MAPKCU3M-TIEHUHU3M, BHEAPEHHbIV B
rymaHuTapHble ANCUUNANHBI, B OAHO M TO Ke Bpems bbin «3abanTbl-
BaHMEM» CO3HaHMA M nponaraHaon. [loctatoyHo 6bi10 6bl OT Hero oT-
KasaTbCsA — BCe Now/io Hbl Kak no macay. Ho a riyboko ybexaeH, 4to
CUTYaLMA CNoXKHee. B nyywimx COBETCKUX KHUrax Mo KMHO, HanucaH-
HbIX COBCEM He aBTOPUTAPHbLIMU NOAbMMU, AaH NPEKPACHbIN Cpe3 Ton
WAEe0N0rMn, KoTopas no 6osbwomy cyeTy bbina mudosornei. U Ha ee
A3blKe OMWUCbIBA/INCb ABMEHMA, KOTOPbIE CYMUTAZIUCh UAEONOTUYECKN-
MW, TO €CTb s102UKQ 30ecb, NOAO0OHO COBETCKON HayKe MPOoL/bIX NeT
(1920-x ronos), 66110 3ameHeHa udeonoaueli [14, c. 124].

Mpueeay npumep. MNocne Heopeannsma, KOTOpbIn 6bla Mudonoru-
3MPOBaH, — Pa3BUTUE UTANbAHCKOTO KMHO AO/Tne rofbl 06bACHANOCH
OTCTYNMHWYECTBOM OT peannsma WUau NpubanKeHMEM K aBTOPCKOMY
KMHO — nownun aanowe: Y BUCKOHTU, AHTOHWOHU, PennmHm oKasa-
ICb CBOM afenTbl, baecTawme nccnegosatenun. OnbiT e Poccennu-
HW Bbla COBEPLUEHHO HE MOHATEH, KPOME ero CamMbiX NePBbIX KapTUH
(«Pum — OTKpbITbIN ropoa» 1 «lak3a») n oAHON U3 NocneaHUX, cos-
OaHHbIX OO0 ero yxoAa Ha TenesmgeHune («lfeHepan [denna Posepe»).
B uenom e AnA COBETCKOM KPUTUKMU OH Obl/l CAULLIKOM KaTOIMKOM
(PennvHm — yrKe He canWKom). Kpome Toro, camo ero nosioXKeHue B
KMHO HaTa/KMBan0o Ha NoAobHble BbIBOAbI B OTCYTCTBME MOJIHOW UH-
dopmaummn: PoccenvHn Bpoae bbin yuutenem HeopeaaucTos, HO Bce
BpemMA BCTaBa/ Ha HoOBble NMyTW: Bpocan HayaToe U HauyMHan HoBOE.
Ero TpaeKkTopuMA B CUTyaLMM aKTUBHOM HEXBATKM MHbOpMaLmn (o «3a-
pyberkHom» TB y Hac A0Aro He nucanu), He roBOpPS Y¥Ke O WTamnax,
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€ro onbIT OKa3aNMUCb HEU3YYEHHbIMW, HEUCCNEAO0BAHHBIMWN AaXKe ca-
MbIMU IYYLWMMWN KPUTUKAMK. ITO He 3HAUUT, 4To TBopUecTBo Poccen-
JIVHW B NPUHUMNE HE U3y4Yanun, 1 3TO elle oaHa AeTanb. MoTomy 4To
aNeMeHTapHaA KyabTypa MONYMNOAMNOAbA, T.e. TaK Ha3blBaemas «BTO-
paa» Ky/abTypa KMHOBEAEHMA, YBbl, MOYTU HE KOCHYNACb. Te, KTO pe-
anbHO paboTan Ha rpaHn paspeLleHHOro 1 3anpeLLeHHOro, MOHUMan,
YTO HEKOTOpbIe BeLLM HAZ0 OTCbINATb Ha 3anag, pabotan ana Camus-
AaTa. Kopnyc 3Tux TEKCTOB elle He TONbKO He Obl/l U3y4YeH, HO Aaxe
He yYTeH, Hanpumep, A0 NPEKPACHOIO U OYEeHb JIMYHOTO TeKCTa Puaa
lpauéBa 06 AHTOHMOHM, TAe OH Aep3HYN nocnoputb ¢ Manen Typos-
CKOW, OTKPbIBLLENM AN HaC AHTOHMOHU, MPOCTO PYKU HE AOXOAAT, a 6u-
6nmnoteka CammsgaTta NoKa He co3gaHa. [arke y3HaTb 06 3Tom crope,
He TO, 4TOo ero oTpedNeKCMpPoBaTb, CTa/I0 BO3MOXKHbIM TO/IbKO TOrAa,
Korza usaanu kHury P. Mpauésa [15].

M onATb e, B CaMU34aTOBCKMX KypHanax, 0COBEHHO NUTEPCKMX,
ele Masio KTO MMcan o KMHo. 3aTo y Hac 6bin cBoM Tammusgat — 37O
PUNKCKNI KypHan «KMHO», HO OH MMeN OTHOLLEHME K UCTOPUN KPUTK-
KM, @ HEe K KNHOBEAEHMIO BO BCEX ero unoctacax. MNepBas CAOKHOCTb
3aK/1t04A1ACh B TOM, YTOObI BbIYSIEHUTL OOBEKT CBOETO NCCNEA0BAHMS.
90 npoueHTOB TEKCTOB «KMHO» NPU MAEO0N0rMYECKON LieH3ype 6binu
B *KaHpe peueH3unii Ha COBPeMEHHbIe COBETCKME GUIbMbl, — MOXKHO
6b110 0COBEHHO HU Mepea Kem He NpuceaaTb U NUcaTb K TOMy e be3
OrNALKN Ha NMBepanbHy0 NHTENNIUIEHUMIO, ee pacKkaadbl Mo nosoay
KMHo. OTcloga — [ABOMHble cTaHAAPTbl B OouUeHKax. Kak, Hanpumep,
CnopuTb C KHUro o byHtoane, ecnu flataspa Qynapuase npobusana
ee 10 net? [16]. XOoTA KHMra nonyymaacb 3amevaTesibHas, HO NATEH
Ha cosiHLe OblTb He AO/MKHO. fl y)Ke He roBOpl, KaKMM MoABUIOM
cTana KHura B. boxoBuya «CoBpemeHHasa 3anagHas KMHOpeXkKuccy-
pa» [17], KoTopas, K coxaneHuto, bbina pasrpomneHa P. KOpeHeBbiM.
KHura 6bina onybivkoBaHa B M3gatenbcTee «Hayka», B KOTOpPOM
BOO6LLE-TO LeH3ypbl Obl/1I0 HECKO/IbKO MEHbLUE, YEM B M34aTENLCTBE
«McKyccTBO». MHOroe Tam NpoCKakmMBasio, MO3TOMY CreLMasbHO aHa-
IM3MpPyeMoe KMHOBeAeHMe MOrNo ObiTb TOMbKO B aKageMUYecKux
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MHCTUTYTax. Ho He ctonbko B HUWM KMHOMCKyCCTBA, KOTOPbIM, KaK 13-
BECTHO, NpuHaanexKan foc. KNHO M AoIKeH Bbln 06CNYyKMBATL €ro no-
TpebHocTu. Mo3aTomy Tam 6bi10 TpyaHEe NPOOUTLCA YEMY-TO Cepbes-
Homy. KaK npaBu/io, 3To Bce bblia pedepeHTypa. CeroaHs monoabie
NOAN JaXKe He MOTYT MOHATb, Ha YeM CTOsiNa pPenyTauma TexX Uan UHbIX
3ameyvaTesbHbIX KUHOBeAoB. M 06bACHUTb, YTO Aen0 6bl10 BOBCe He
B NpeogoneHnn 6apbepos, a B TOM, YTO OHM CTaBMAM Npobnembl Ha
«Apyrom Asbike». [Toamomy 0415 MeHs rnepeas u 2aaeHas 3a0a4a —
nepesecmu 0b6pamHO € 3Mo20 A3bIKA HA A3bIK MOHAMuULU, nepegopmy-
AUpos8aMs, MOMOMY YmMo me 8ellil, Komopble Ha caMom desne Moanau
6bImb 8bIPAMEHBI 8 BUOE MPAKMAMOB UsU OpyauX HAHPOB8 HAYYHbIX
uccnedosaHuli, U3na2anuco yrnpou,eHHbIM A3bIKOM. B 3TomM cmbicne
OHM ObIIN CUHKPETUYHbI, MOTOMY M CaMO C/I0BO Tam 6blio noauce-
MaHTUYHO. CTPEeMUIUCL K yXOAdy OT KEeCTKOW TepMWHOOorMKU, Anbo
6bl1a HopManibHaA AbiIMoBas 3aBeca. CKBO3b Hee BpPemMs OT BPpEMEHMU
BO3HMKa/N C/I0BA, HA KOTOPble HAYa/IbCTBO PearMpoBasno Kak cobaka
Ha KpWK «dac» nam BbiK Ha KpacHyo TpANKy. NoaToMy O MOALCKOM
KMHO, Cyrybo pOMaHTUYECKOM, MUCaNWN MNpeXae BCEro Kak O KUHO
coumanmctTuyeckoro peanamsma. O KMHO YexocnoBakuu, BoobOLLE-TO
3aMellaHHOM Ha Ky/bType TeaTpa TOro BPEMEHMU, A Y¥Ke He roBoplo.
Yelckoe KMHO — cloppeanncTuyeckoe. Ho oTkyaa bepetca cioppe-
aNbHOCTL?

Mo MHeHMIo cnoBaLKoro pexkuccepa fOp. ARybUcko, «croppeanmsm
CTaN HOPMOW }KMU3HW». BoT 0TKyAa. To ecTb, Kaszanoch 6bl, Ha abcontoT-
HbIW LITAaMMN KKMHO AO/IKHO OTPAXKaTb *KU3HbY» CErOAHALIHUIA MEeTOA0-
JIOr UMEET MOJIHOE MPaBO OTBETUTD:

— HeT, OHO HM4Yero He AONXKHO OTparkaTb. OHO — BbIparkaerT.

M Bapyr, No 3ano/IHEHMM NAKYH BbIACHAETCSA, YTO OHO BCe e OT-
parkaet! N uto penatb? Hasag K JleHnHy?

Ha Mot B3rnaa, aHanM3MpoBaTb CTPATErnio MU TaKTUKY NepexsaTta
06bI4HbIX €108 0huyuansHol udeosnoaueti. Tenepb Mo, YmMo O0HHO
66IMb CaKpanbHbIM, makosbim 6bims nepecmasno. Ho, xomsa nonsim-
KU COKpanu3auyuu cambiX HeOoMCUOaHHbIX eelwieli rnpodonxaromcs,
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8ce e MoMHO uccnedosams. Ob 3TOM HanMcaHa NpeKpacHas KHUra
Anekces HOpyaKa «3To 6bI10 HaBceraa, NoKa He KoHYunock. Mocnen-
Hee COBETCKOe MOKONeHWe» (MOXHO cKkazaTb moe) [18]. AbcontoTHO
TOYHO. [1nAa meHa — 3To abcontoTHoe be3BpemMeHbe, Y KOTOPOro HeT
Bbixoga. CMOTpeTb, Kak Bpems nobexkaaet 6e3spemeHbe. B aToit cBa-
31 CTaHOBUTCA NOHATHOM nonynsapHan Teopus A. TAPKOBCKOrO «KUHO
— 370 3aneyaT/ieHHoe Bpemsa» [19].

Tem He meHee Hal rNaBHbIA apxuBUCT Ba. Omutpues, 3amectu-
TeNb reHepanbHoro gupektopa locunomodoHaa, BONAOTUA B KU3Hb
npuaymMmaHHbIi Bn. ManbiwesbiMm GpecTnBaib apXMBHOMO KMHO «benble
C1onbbi» [06 3TOM cMm.: 20]. B cBOMX NeKUMAX B aPXMBHOM KMHOTEATpE
«MNnto3noH» Kaxkapli pas, roBops O Kapbepe TOro UAM MHOTO PeXUC-
cepa, KOTopbll ycTapeBan, nponagan, oH BCTaBasn ¢pasy «Bpems,
KaK Bbl MOHUMaeTe, NobeanTb HEBO3MOXKHO». U BCAKUI pa3 OHa Bbl-
3bIBasia PafOCTb 3a/1a, MOTOMY YTO BCE MOHMMA/IM, O KAKOM BPEeMEHM
NOeT peyb, B OTIMUMeE OT Pppasbl «ceryac y Hac gpyroe Bpems, NosTo-
MY Bbl, MOMaNy1cra, TOro... ». I3mMo nepeas 803MOXHOCMb Kpumu4e-
CKoli memodosozauu.

Bmopas 803MO#HOCMb — aHAAU3UPOBAMb NMAPAOOKCbI KOHCepaa-
mugHo20 Mo0xo0a K KUHO 8 KOHMEKCmMe Mugoa02u4ecKko20 8038pa-
WeHUSA K KOPHAM U ucmoKam. Kaknme moryT 6biTb KOPHU Yy UCTOPUN?
TonbKO ONs TeX, KTO CKNOHEH K peBM3MOHM3MY. HO Mbl BepHemcs 1
npeogoneem, TeM CaMbiM BEPHEM BCe Ha Kpyrv CBOS. ITO c/loBecHasn
Marus, Kotopas bblaa NpM3BaHa 3aTyLLueBaTb NPaBay. MCTOKMN U KOPHU
He KMHemaTorpada Kak TakoBOro, a camol nNpobembl ero BOSHUKHO-
BEHUSA U OHTONOTUM UAN GUNOCOPCKUM A3BIKOM — BbITUNCTBEHHO-
CTU — KaK UX 06BACHUTL? IHHOEe Koauyecmaso aem 8edb 3aHUMAUCh
npexcde 8ce2o crieyugukoli KUHO KAk UCKyccmed. To 6bln nepuog,
3MaHCcMMNaLuum MoNoAOro UCKYCCTBA M 60pbObl 3a NPaBo bbiTb PaBHbIM
cpeam octasibHbIX. YNOMAHYTas MHOK KHWUra B. BoxoBMYa M HauMHa-
Jlacb, B YAaCTHOCTMU, C PACCY*KAEHUSA O TOM, YTO, €Cn Obl KTO-HMOYAb
PUCKHYAN HanucaTb 06 UCTOpPUM naen B 3anaLHOEBPONENCKOM KMHO,
CKaXkem, NepBoOM NOMOBUHbI BEKA, OH Bbl BECKOHEYHO 0CNOXKHUA cebe
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3a4a4y. [ToTOMy 4YTO aBTOPCKOTO KMHO B HalleM MOHUMAHWUKN MPaKTU-
Yyecku ele He 6bl10. Puabmbl, KoTopble dopmynmpoBanu bbl naeu B
obpasax, Toraa 6bI11M BO3MOXKHbI, 6€3yCN0BHO, HO UX UCCNefOBaHWE
y Hac bbino KpaWHe 3aTpyaHeHo. A B EBpone, Korga noABMAOCh aB-
TOPCKOE KMHO, Mbl NPEKPACHO MOHMMAEM, YTO 3TO ObIIO HECNpOoCTa,
He TO/IbKO, NCXOAA U3 JIOTMKM CaMOro KMHO, @ U3 TOTO, YTO B KMHO Ha
pyberke 1950-1960 rogoB npuwwan MHTeNNeKTyanbl. To ectb o bep-
rmaHe, ®ennvHu, AHTOHMOHM BbII0 KOMY MUCATb M O YEM CMOPUTH.
Y Hac e oTcTanm 6bl et Ha 35, ecam 6ol He M. TypoBckas, H. 3opkas,
M. ConosbeBa, B. LUnutoBa. U Torga noasmaunce BIMKosubl, — B. [é-
MWH, M. YepHeHKo. Bbl10 KOMY HaYMHaTb 3aHOBO «6e10CTON00BCKYO
WKONY KMHOBeAeHMA» [BbipaxeHue B. [lémunHa) B NpoTMBOBEC, NpU
BCEM YBaXXEHWUM K NUCcaTeNbCKOM rpynne nepsonpoxoaues ns MNMTHU-
Ca. OgHaKo apxmBbI-TO BblM 3aKpbITbl! BepHee, 0OTKPbIBa/INCh TONbKO
Ana yskoro Kpyra!

Moatomy nokoneHve CuHemaTeku, KoTopoe 6bi10 BO PpaHuum,
TamM BO3HMK/O Ha pybexe 1950-1960-x rogos, B Amepuke — B 60—
70-x. A 'y Hac B NpuMHUMUNE MOF/I0 HavyaTbCA TONAbKO B 90-x, Nnpuyem
TO/IbKO NOKa Obl1I0 KOONEPaTUBHOE KMHO, C OAHOM CTOPOHbI, U B Ma-
cTepckon y Anekces lepmaHa, rae pegaktopom 6bia HOpuii Masnos,
O4YeHb MHOTO CAENaBLININ ANA 3TOro, — C APYroi. Bce aTo umeeT nps-
MO€ OTHOLUEHME K Hallel Teme, NOTOMY YTO KMHO 6e3 KpUTUKKM 1 Be3
TEOPUU BCe PABHO KMBeT. Ho meopusa 6e3 KUHO obpeyeHa Ha cyuje-
CMB0oB8aHUe 8 pexcume 8bICOKUX crekynayul. OfAHaKo 1 Takoe Nono-
YKEeHMeEe ToXe NoAEe3HO, MOTOMY YTO MOXKET PaCLBECTM apXMBHOE KMHO-
BeAeHMe, KaK y Hac B nocsiegHee gecatnneTme.

fl BOBCe He CKNOHEH AyMaTb, YTO COBPEMEHHOE KMHO — 3TO BCeraa
NPeKpacHo, U YTO TO/IbKO OHO NOACKa3blBAET HOBble naen. Her, ceit-
yac HOBbIX MAel BoobLie 0cobo He BMAHO. A ecin U ecTb, NoAobHO
Tem, YTo OblIM KOrAa-To, Kak gaTtckas «Jorma», To 3To, CKopee, nuap-
NpPoeKT. Ho HUKTO K He ByaeT oTpuuaTb, YTO HAWA 3aMedyamesnbHas
meopus, ewe 803HUKWAaA 8 Cosemckom Coro3ze, meopus IlizeHwmed-
Ha — 6blaa meopus, pa3suBaAeMasn pexuccepamu, a He KpUMuUKamu.
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Bblgatowmiica pexmccep-g0KyMeHTanncT Bnagummp Epodees, Haun-
HABLUMIM KaK KPUTUK U KYPHANNUCT, OCHOBaTe b «KMHOraseTbl», — ab-
CONOTHOE UCK/IoYeHMe. Ero h MOXKHO CUMTATb «HALLMM» OTLLOM-OCHO-
BaTenem HoBOW BOJHbI... ecnun 6bl ero 3HaAu U, ecnun bbl «BOSHA» He
COL/a Ha HeT, eABa NOABMBLUUCD.

MosTomy TyT A HUKAKMX AMEPUK He OTKPbIBAtO: y HAC meopemu-
Kamu bbinu npexoe 8ce20 pexcuccepbl, mpyobi KOMopbix no3oHee
npoyumanu yxe cobcmeeHHO KpUmMuKu, mem b6osiee Yymo OHU Xe,
cKaxcy ewe pas, belau nepeoli 8osHOU UCKyccmeosedo8 — Kpumu-
Ko U KuHosedos, okoHYyuswux TMTUC. Ho! ®unonornyecKkan, a He
TO/IbKO KMHOBEAYEeCKan, KPUTMKA B KMHO CTasia BO3MOMKHON BO Bpe-
MA «ryMaHUTapHoro byma» 70-80-x, Koraa 3To ABAEHWE Ha3Ban Tak
nucatenb JleoHns bexunH. EcTecTBeHHO, TOraa y»Ke He pasbupanuce,
0 KMHO nn nuwet CtaHucnas PaccagnH nam Het. Ero npocto untanu.
Ecnm 661 C. ABepuHues, M. Tacnapos, A. 3BepeB (KCTaTu, OYEHb /t0-
OGMBLUNIA KNHO M MHOTO O HEM rOBOPUBLUKIA B Kynyapax MMJIN, rae mbl
BMecTe paboTann, U MHe O4eHb MOBE3/10 C/bIWaThb ero 6iectawme, HO
YCTHble 6/1ML-peLeH3nu, CKaxKem, Ha «M Kopabnb nabiBeT PennnHm»)
3axoTenn 6bl HaNMcaTb O KMHO, UX Bbl TOXe YnTanu, o 4em Bbl OHU
He nMcann — 3To Bceraa 6bi10 UHTepecHo. Mol yuntens, Bnagummp
Hukonaesumy TypbuH, Toxe BiecTalwe U MHOTO M3y4an KMHO, OA4HAKO
Mano nybamkosan. Ho, Kak TO/IbKO M3MEHMNACb CUTYyaLMs, ero cpasy
CTaZM NpUrNaWaTtb, OH yCren HaneyataTb KOe-4To Ype3BblYaMHO WH-
TepecHoe. U ewe B 1960 roapbl, Koraa A3blKM TONIbKO Pa3BA3bIBA/IUCD,
OH 6bIN OAHUM U3 TEX, KOTo B NEPBYHO O4epeab YATAIM, — HACTOALLEN
cynep3Be3aon.

Bonpoc, noctaBneHHbI NoKoWHOM MaHaHoW AHAPOHWKOBOM BO
BTOpOW nosioBnHe 1970-x rogoB B ee 3amedaTtesibHOM KHUre « CKo/IbKO
NeT KMHO?» [21], B cepeanHe 70-X, KOraa Kak pa3 M Ha4yanicsa «rymaHu-
TapHbI Bym» (a Mbl B 3TO Bpems 3akaHumBanm MIY n moxHo caue-
TeNbCTBOBATL), KaK bbl Npo3Byyan 3aHoBo. OHa oTcblNana, cKopee, K
NPOUCXOXAEHUIO KMHO B pa3HbIX UCKyccTBax, poTorpadumm u 1.4. 310
6bl1 BTOPOI 3ax04, MUHYA Te TEOPETUYECKME KOHLENLMU, KOTopble
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CYLL,ECTBOBA/IM NapannenbHo Ha 3anaje, HO He y Hac (A cyuTato, YTo
npaBuibHee roBopuTb «B EBpone»). M Taknm o6pasom B 06xoa «MapK-
CU3Ma» OTKPbIIAaCb BO3SMOMXKHOCTb HAMETUTb NMOAXOA K KUHO ghusioze-
HemuyecKul. To eCTb UCTOPUYECKM MOXKHO OblN0 caenaTb HOBbIM 3a-
XOA, K UCTOKaM KMHO, MOMMUMO «TEOPUM OTPAKEHUA» U «DYpPIKYya3HOro
MWPOTBOPYECTBAY, NPELYCMOTPUTENBHO HE KacasCb NPU 3TOM Camoit
npobaembl NPOUCXOXKAEHUA KMHO, MOTOMY YTO MAEs CaMOCTOATE Ib-
HOCTM, [aXKe CYBEPEHHOCTM KMHO, cneunduKm ero CaMoCcToATEIbHOTO
A3blKa — 3TO TO, YTO POAHWUIO KOHLEMLMIO «3aneyaTneHHOro Bpeme-
HW» TApKOBCKOTO C MAeAMM IM3eHLITENHA, Mano CXOAUBLUMXCA APYT C
APYroM B OCTa/IbHOM, MyCKal AarKe Yepes MHOro /ieT.

Korga e BO3HWKAW CTONb UHTEpPecHble MOBOPOTbI, — MOABUACA
XYAOXHUK, KMHOpexuccep, nucatensb Mutep MpuHysi. Ero, npaBaa,
CHayasa paccMaTpuBaau Kak cyrybo aHranincKkoe aBaeHue, NpakTnye-
CKM BHE CBAI3U C UCTOPMEN KMHO, @ B COOTHOLUEHUWN C Er0 3BOJOLM-
en. 34ecb YyMeCcTHO BCMOMHUTb O KapTuHe GpaHLYy3CKUX pexmnccepos
N nucatenen AneHa PeHe n AneHa Pob-lpuite «B npownom roay B
MapueHnbage». IMeHHO ux KapTuHa, co3aaHHasa B 1961 roay, noka-
3blBanacb ax B 1983-m rogy B KMHOKNY6e, KOTOPbIM B TOM YMcae Ben
W aBTOP 3TUX CTPOK. PpaHLy3CcKoe NOCONbCTBO Aano Konuto. Ho mbl
€e CMOTPEeNMU... Kak AOKYMEHTaNbHbIN duabm! MoTomy YTo yeunme re-
POWMHW NPUNOMHUTbL HEKOE CODbITUE — U pPEXKMCCEP BU3YaNN3UPOBaA
npoLecc NPMNOMUHAHUA — 3TO BYKBaNbHO BbI1I0 CO3BYYHO TOMY, YTO
OLLYLLANM 3pUTENMU, BCMOMMHABLLME rofbl 6e3BpeMeHbs, NPOCTo cMAaA
B8 3a/1e. Kakasa HayKka cxBatuia 6bl 3TOT npouecc? McTopuyeckan repme-
HEBTMKA, HaBepHoe. Ho NpUMEHUTENIbHO K KUHO — 3TO y¥Ke npobiema.
MoToMy YTO CHayana HaJo HanucaTb, CObpPaTb U OCMbICIUTL OFPOMHOE
KO/IMYECTBO MEMYapPOB, C KOTOPbIMW NOTOM MOXHO OyaeT paboTaTb,
nccnenya Npouecc BOCNPUATUA KMHO KaK NPOLLECC UCTOPUYECKOTO Ca-
MOMO3HAHMA, NPAMO KaK «B MOMCKAX yTPAYEeHHOro BPEMEHMU Y.

Obwue cnoBa mM3BeCTHbl. CMOTPENU KaK Ha peanbHOCTb, OTpa-
KeHune. A cBMAeTeNbCcTBO-TO rae? Camoe 2nagHoe — 3amo A3bIK mol
pecprieKcuu, Komopasa oxeamesigaem 8ecb cuHmes uckyccms. Wta-
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NbAHCKMI Nucatenb PUYoTTo KaHyno, KOTopbli 6bln He TONbKO npe-
KPaCHbIM KPUTUKOM, HO M BEJIMKMM TEOPETUKOM KMHO (M MMEHHO 3a
Teoputo Obls1 CTPALWHO 0bpyraH, 0 Yem 3HaAIM COBETCKME YnTaTeIn 13
BblWweawen B 1966 roay KHuru MBuao Apuctapko «Mctopua n Teopua
KMHO» [22]), KaK pa3 roBopua 0 TaKoM cuHTe3e [23].

C gpyroit CTOpPOHbI, Te, KTO 3aHMMasICA PYCCKOW NUTepaTypon, He-
33aBUCUMO OT KUHOBELEHMSA, TOXKE 3HAIU, YTO UAEA CUHTE3A UCKYCCTB B
CepebpsAHOM BeKe BMTasla B BO3AyXe, MOTOMY YTO €e O4YeHb aKTUBHO,
Hanpumep, obeyxkaan J1.H. Tonctoit. OHa BO3HMKNA Y HETO He B CBA3M C
NPOUCXOXKAEHNEM KMHO, @ B CBA3U, HANPUMep, ¢ paboTamm camopozka
Hukonas KynbbuHa (1868—1917), KOTOPbI BbIN PYCCKUM XYA0XKHMKOM
M My3bIKaHTOM, TEOPETMKOM aBaHrapga U MeLeHaTOM, TEOPETUKOM
Teatpa n punocodom, a no npodeccmm — BOEHHbIM Bpavom. To ecTb
37O 6bIN KPYr UccnegoBaHuit JlbBa ToncToro, Bcero Macwtaba npupo-
[bl €ro r'yMaHUTAapHOro 3HaHWA. Migea cMHTe3a MCKYCCTB MHTepecoBana
€ro, KaK 1 BCce OCTa/ibHOe Ha CBEeTe, NMOCKOJIbKY B TO Bpems eLle bbina,
CKopee, AB/IeHNEM NPUPOAbI, @ HE TONIbKO KY/bTYpbl.

YuuTbIBaA, YTO y HAC 3Ta MAEA MOHNUMANACb YUCTO MEXAHUCTUYECKH,
OHa HMKAKOTrO OTHOLLEHUSA K TOMY, YTO nNucan KaHyao, He umena. 31o
YK€ NPUHLMNNANBHO APYras Bellb, MOTOMY YTO pPyraiu CUHTE3, a Nosa-
pa3symeBanun CUHKpPeTM3M. Hy, Kak e Tak? KMHO C CMHKpPEeTUYECKO
npupoaon mmdonormyHo. NMoTom OHO MEHSETCA U MEHAIOTCA Bpeme-
Ha, NOAB/AETCA aBTOP, KOTOPbIN BbluneHseT ceba 13 mmudosiornieckomn
CTPYKTYpbl, YTO CBA3aHO C obuiel nnbepanmsaumen, HayasLenca ¢
KoHua 1950-x rogos — nepBoOW TPELLMHbl TOTAIMTAPHbIX PEXMMOB.
M TYT 3Ke BO3HMKAET HOBbIN JIO3YHI: KKMHO HE A0/MKHO BbITb TOTANU-
TapHbIM». Bce uccnenoBaHUs Ha 3Ty TeMy YCUIEHHO MOJUTU3UPYIOT-
cA. Y Hac, ecTeCTBEHHO, BCE 3TO TOXe HblN10, TONbKO BIIYXYHO.

OpHako KaHyao umen B BUAY CMHTE3, @ €r0 MOHANM, KaK CTOPOH-
HWKa CMHKPETU3Ma, TO eCTb MCCNen0BaTeNa POAOBOW YepTbl MUda.
Ho oH BOBCe He MMeN B BUAY MEXaHUYECKOE NPUCOEANHEHNE O4HOTO
BMAA MCKYCCTBA K Apyromy. MpocTo KaxAoe UCKYCCTBO B CBOEM YacTu
YTO-TO AAN0 KMHemaTorpady. A oH B CBOKO oYepesb YTO-TO M Cam B3,
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370 ABa pa3Hbix npouecca. Mpobsema BM3yanbHOCTU CBA3aHA B nep-
BYIO ouyepeapb OTHIOAb He ¢ doTorpadueit, a ¢ *Kusonucoto. Potorpa-
¢duA Ke B MOMEHT CBOEro BO3HMKHOBEHMS O4€Hb MHOFO 3aMMCTBOBA-
Na y *Kmsonucu. U Bce 3T napannenun genann HEBO3MOMKHOM HEKYHO
BOODOPAKaEMYt0 MHTErpasibHy0 TEOPUIO KMHO, — 3/IEMEHTAPHO He
CXOAMANCH KOHLLbI C KOHUAMM. MHe KaXKeTcs, UMEHHO NOTOMY, YTO Ca-
MOW AUCLMMNMHBI METOAONOMMIN U IOTUKM HAYKKM, NO HosblIOMy cye-
Ty, CKaXy elle pas, He cywecTBoBano. OyeHb MHOrMe Bewy CHavana
HaLLyNbIBaOTCA IMNUPUYECKM, MOTOM OCMbIC/INBAIOTCA. A HEKOTOpPbIE
— HaobopOT: CHaYana UM NpeaaraeTca TEOPETUYECKNIA CIOTaH, a No-
TOM NOZ, HEro NoAroHAETCA ABJeHWe, KOTOPOe eCTb, NPOCTO MOTOMY
YTO NOAOrHaTb OYeHb YAOOHO. TeM CaMblM KMHO CTAHOBUTCA UHCTPY-
MEHTOM MaHUNYNAUNIA. [ae MHCTPYMEHT, a rae naeonorna — nonpo-
by Tenepb, pasdbepu.

fl NOHMMaLO, YTO MOM BbIKNIAAKM HOCAT AaKe He SMMNPUYECKUN, a
cyrybo paboumnii xapaktep. Ho OHM MOKPbIBAOT HECKO/IbKUX AEeCATU-
NIeTU NapaHay4yHOro CyLwecTBOBaHMA, KOr4a maTepurasn oKasblBaeTca
BaXkKHee meToaa. 1o 6b110 BUAHO AaKe B KOoHLe 80-x. [MosBMaoch Tak
Ha3blBaEMOE «COBPEMEHHOE MCKYCCTBO» (Kak BpeHa, Toprosas map-
Ka), U1 aBTOMATUYECKM MMEHHO MM HAYMHAIOT 3aHUMATBCA KPUTUKM,
KOTOPbIM WHTEpPEeceH KOHLEenTyann3m. A KPUTMKOB TPagULMOHHOE
onucaHue He BosiHyeT. M, MoxKeT BbiTb, B TAKOM KayecTBe, KOHEYHO,
WHTEPECHO, HO MOCTONbKY-NOCKO/bKY.

B KMHO MHOrMe Bewy OKasblBaiMUCb HEAOOLEHEHHbIMK, NMOTOMY
4YTO OHM MOManu B TaKyl CUTyaLMIO, KOr4a MCKYCCTBOBes, WAYLLUIA
B KUHOKPUTUKY, U KUHOKPUTUK, MAYLLMIA B MCKYCCTBO, APYr Apyra He
NoHUManK. NMPocTo KNHOKPUTUK 3HA, YTO OH AO/IKEH MOWTU Ha Bbl-
CTaBKy W NONbITaTbCA COBPEMEHHbIM A3bIKOM OMNUCaTb COBPEMEHHOE
KMHO, a Yy Hero He nony4anocb. CoBpeMeHHOe KMHO CTOUT Ha ApYyrom
— Ha MMPONOrMN, C KOTOPOIN EANHCTBEHHO CBA3AHA TOMIbKO KY/bTy-
pa cou-apT (coBeTMsMpoBaHHas Bepcua nomn-apta). Ho He Ha3oBeTe
e Bbl HOBATOPCKyt0 KapTuHy MBaHa [bixoBuyHoro «[popsy» cou-
apToM. XOTA TaM MCMO/b3YOTCA 3N1EMEHTbI 3TOM pedaekcum, 4Tobbl
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MOKa3aTb LLe/IOCTHbIN 06pa3 CTaIMHCKOM 3MOXM Yepes ee BU3YasibHbIN
UMUAK. COBCTBEHHO TaKyt MOAEPHUCTCKYIO pedeKcuio Ha YpoBHe
naanumncecta u npeanoxuamn 6patoes Uropb n Meb AneiMHMKOBBLI, KO-
Topble caenann ¢unbm «Tpaktopuctbl 2». MNpaBaa, He NOAYYUNOCH.
MoTom, Kak ckasan AnekcaHap TumodeeBCKU, «CMeLLHee M CTpaLl-
Hee MblpbeBa He CHUMELLbY.

Cepbe3sHas KpUTMKa Takme aedUHULMK, eCTECTBEHHO, — MOLUyYY,
— TFOHMUT M3 CBOEro AWMCKYPCA KaK HeuyTo nogosputenpHoe. Ho A Obl
onpeaenvn Ux Kak ypoBeHb MpasorMyecknin, gopednekcmsHbli. Ha
HeM HeobxoAMMO 3a4epKaTbes. [TOTOMY YTO 3TO OTHIOAb HE IMNUPK-
Ka, a TO, YTO BEpHY/0Cb nocne, — pedaekcusa, Kotopas bblna crnpa-
TaHa. A ryboko yberkaeH, YTO UCKYCCTBO TOTA/IMTAPHbIX 3MOX 6biNo
rnyboKo MAEe00rM3NPOBaAHO, NPONYLEHO Yepes GUAbTPbI YiKe Cylue-
CTBOBABLUMX UAE0/IOTUI. M camblii aAeKBaTHbIM aHANN3, MHE KayKeTcs,
6b171 6bl HAa YPOBHE MOTUBHOM CTPYKTYPbI B 061acTK $ONbKAOPa, a He,
CKaXKeM, oAbl B YeCTb TEX, KTO YKe CO3HaTe/NbHO BOCCTaBaja MPOTUB
TOTA/IMTAPHbIX NAEONOTMIA NPUMEPHO HA TOM e A3blke pedaeKcui.
3Ta LOCO3HATENBHOCTb Kak 6bl HAMBHOTO TOTA/IMTAPHOIO UCKYCCTBA —
MW, cTapaTeNbHO CO34aHHbIA 3TUM MCKYCCTBOM, MMEHHO A/A TOTO
4T06bl OHO BOCMPUHUMANOCH ECTECTBEHHO.

Mpumep — OAMH M3 CaMbIX TaIAHT/IMBbIX MaCTEPOB TOM 3Moxu MBaH
MblpbeB, KOTOPbIN TPAAMULMOHHO CYMTANCA 0AMO3HbIM. M. TypoBcKasn
Hanucana HOBATOPCKYH CTaTbto (KOTOpas TyT »Ke nomnasa Ha MoJjkKy) o
NbIPbEBCKNX KOMeaNAX [24], NOTOMY YTO OHa NpPeaIoXKMNA HOBYO Me-
TOZO0/1I0TUIO, UMEHHO GONBKNOPHYIO, @ BOBCE HE UAEONOTMYECKYIO 00
OAHOM M3 CaMbIX €ro CKaHAanbHbIX GUAbMOB «[apTUMHBLIN BuneTy.
®dunbm oveHb Hpasuaca MapneHy Xyumesy (My»K — CKpPbIBLUMIACA Ky-
NaK, XeHa [0KNaAblBaeT O HEM COOTBETCTBYHOLLMM OpraHam, 4Tobbl
ero B3sA/u, U ero 6epyT 3a youincTeo). [0ToBOe KMHO NPOTMB BPAros
Hapogaa. OHO, KOHEYHO, B 3TOM Ka4ecTBe, yBbl, cCpaboTano, Kak u «Be-
JIMKUI rpaxgaHnd» ®puapuxa dpmaepa nam «JleHmH 8 1918 rogy»
Mwuxanna Pomma. Ho rnaBHOe, YTO »KeHa BOCCTAeT NPOTUB MyKa BO
NMA BEJIMKOM NAEN — 3TO Ke HACTOALLMMN KCTAIMHCKUIN KNAacCULM3M»,
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KaK onpeaenun gaxe He KapTuHY, a anoxy AHapen CUMHABCKUNA, KO-
TOPYH UCTOPUK KynbTypbl JleoHna BaTkuH Boobue Keanuduumnposan
KaK «CTA/IMHCKUI NNATOHU3MY.

To ecTb K&K — B 3TKX KaTeropuax?! [la, 3T0 UMEHHO TO, YTO OTBe-
YaeT Ha TEHAEHLMN HOBEWLLEN KPUTUKM MO 3HAMEeHEeM TOM e ca-
MOW UAEO0NOTNU, TONIbKO C 06paTHbIM 3HaKOM. Bce 3To — KapHaBar,
06bekT ana nccnegosaHna M. BaxtuHa [25]. dunocodbl KynbTypbl
BblPa3Man CyTb 0bLLEeCcTBa, B KOTOPOM BCE CBOAWUTCS K MPECTUHRHOMY
notpebnexHuto.

Mo3TOMy MHe KaxKeTca, UTo crredyrowuli wae pazsumus KuHosede-
HusA cocmoum 8 mom, Ymobbl N08EHYAMb MPAOUYUOHHYHK 3CMeEMUKY,
Ha4uHas ¢ Apucmomerns, ¢ cospemeHHoUl coyuonoauell, a BOBCE He C
HOBEMLWMMMN METOLONOTMYECKMMMU LLKONAMM, KOTOPblE, KOHEYHO, He-
06X0AMMO 3HaTb, UCC/IEA0BaATb, HO 3TO YXKe BOMPOC MHCTPYMEHTa/b-
HblIM. CKaxy elle pas, npobaemamm NOHUMAHWA APYr 4pyra, uccnemya
OOMH W TOT e 0ObEeKT B BUAE PasHbIX NpegMeToB, 3aHUMAOTCA U3-
naTtenbcTBo «HoBoe nnTepatypHoe 0603peHme» 1 KypHan «CeaHcy.

B uenom e 310 HeobxogMmas ¢asa LWKONAPCTBA, NOBTOPEHMUA
NPOLUIOro, B KOTOPOM Mbl HE NOBMHHbLI. OrpOMHOE KOJIMYECTBO TEK-
CTOB, KOTOPOE HaZo NepeBecT 1 BBECTU B 060poT. Ho napannenbHo
Heobxo4MMO CTaBUTb BOMPOCHI, UMest B BUAY TOT KMHemaTorpad, Ko-
TOPbIN Y HAC 3a NJIe4aMu, @ OH — BblAAOLLMICA, YPE3BbIMANHO UHTE-
pecHbI. Of4HaAKO HYXHA He peuHTepnpeTaumsa, a 06bvACHEHME TOrO,
YTO OH MOHAT TaK, @ He MHave. HaBepHAKa Hawu npeaecTBeHHMUKN
YTO-TO Y¥Ke NOHMMaANU, HoO GOPMYINPOBAIU NO-APYFOMY.

OueHb BaXHO, YTO B Te »Ke, 20-e roabl bblna, XOTb MAE0N0rMYECKas,
HO *KYPHA/IMCTCKAA KPUTUKA, 06CYKMBABLLAA 3TOT NPOLLECC, KOTOPOW
CeroAHaA y Hac HeT KaTeropmyecku. Mommmo Hawewn npemun «benblit
C/IOH», ecAn He bpaTb PpecTnBaNbHOE ABUMKEHUE, HET HUKAKOM BHAT-
HOW pedneKkcnun. HeBO3MOXKHO COCTaBUTb AeTaNbHOe NpeacTaBieHne
O TOM, YTO NPOUCXOANT, AAXKE YMTasA HaLKM XKypHaabl «CeaHcy» un «Uc-
KYCCTBO KMHO», MOCKO/IbKY Macca APYrUx ABNEHUN He y4uTblBaeTcA.
Hanpumep, 4OKYMEHTa/IbHOE KUHO — O HeM BoobLe Herae nucathb.
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Mot nocnedHuli me3uc 3aKN04HaEeTCA B TOM, YTO Mbl Ce200HA re-
pexcusaem He 380/0UUI0, 0 UHBOAOUUK — C80PA4UBAHUE K po-
cmeliwum anemeHmam paou 8bixusaHUA. Hepapom OT pefakTopos
NOCTOSIHHO C/bIWMLIb NPU3bIB «NpoLLe, npowe». s Yyero — ytobbl
nerye 6b110 BOCNPUHMMATL? HeT. 3TO Ta NpoCTOTa, KOTOPaa XyXKe
BOPOBCTBA, OHA OTKPbIBAET A0POry PeayKUMOHM3MY M MO3BOASET
CBECTM HEU3BECTHOE K M3BECTHOMY, a He BbIBECTW OL4HO U3 APYroro.
LlenocTHocTb ceiyac HaxoguTcsa nofg nogospeHvem. OHa CAMLIKOM
«TOTAIMTAPHA» U BEAET K HELOCUHKPETU3MY U MPOTOCUHKPETU3MY,
KoTopble obecneynBaloTcs rapaHTUEn ToM U apyroii mmdonornen.
KpuTMKoBaTb MOryT TONbKO NMcaTenu. A Koraa y4yeHbll HauMHaeT 06-
C/Y»KMBATb COLMONOIMI0O — 3TO MPEKPACHO, HO TONIbKO Yy HEro He To
mecTo paboTbl. 1o cMXx MOp UMETb AEeN0 C HAyKoM 6bIN0 CNoXKHO. OHa
OO/KHa bblna 06CNyKMBATb annapaT, HO YNOPHO He Xenana u gena-
Jla cBOE, OCTaBAAA NA0AbI ANA NPAKTUYECKOTO BONIOLWEHUA. A UMeto
B BMAY eCTeCTBEHHbIe HayKM, KOoTopble Obln ry6OKO 3aceKpeyeHsl.
losmomy ce200HA 2yMaHUMApHAsA HayKa (KuHosedeHue) Haxooumcs
8 cucmemHom Kpu3uce. MepBas npobnema — KOMMIEKCHbIE, MEXK-
ONCUMNIIMHAPHbIE UCCNEA0BAHUA — BCE 3TO LLE/IMKOM Mepewno B
BEOMCTBO Ky/IbTYpPO/IOrMM, KOTOpaa 3ameyaTeNibHas, HO elle OYeHb
monogaa. OHa He o4YeHb OOUT KPUTUKY, @ NPeANOoYMTAET 3aHMMATbCA
megma. TpaHchopmmpyeT npobaemy KMHO B Npobriemy meama, npo-
6/1eMy «KAPTUHKM», NOTOMY YTO /ierye oTcneamnTb GyHKLMOHMPOBA-
HUEe UHCTUTYLMKM, YeM CODCTBEHHO CaMOoe SKPAHHYIO N0Tb.

C Apyroi CTOPOHbI, B COLMONOIMMM, U3yYatoLLEN B TOM YMC/E U MNO-
TpebaeHune, 1 A3bIK UAEONOTUM, KAXKETCA, YTO BCE Y¥Ke NOHATHO, chop-
My/IMPOBAHO 3a rogbl Nocse nepectpoiku. Ho Toraa ewe HU4Yero He
bopmynmnposanock. Toraa, K c4acTbio, HaZLo BbII0 CUHXPOHU3NPOBATb
MOTOK MOALEH3YPHbIN U LEH3YPHbINA, O YEM B CBA3U C IMTepaTypoit
nucana Mapuatta Yyaakosa [26]. 9TOT eanHbI NOTOK B KMHO Cyllie-
CTBOBA/ M3HAYabHO, MOTOMY YTO TaM «NapPaNENbLLMKN» NOABUINCD
TONbKO B NepBoi nonounsHe 80-x. A B KauecTBe, YC/IOBHO rOBOPS, aH-
OerpayHga — «paboTano» Kak pas «MnosIoYHOE» KMHO, N0 KOTOPOMY
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HanucaHa Aake He KHUra, a baecTawmin cnpaBoYyHmK «M3baToe KMHO.
1924-1953» B. WmbipoBa u E. MapronuTa [27]. OH sBnAeTca obpas-
LOBbIM MCCNe0BAaHMEM, TAe KOHKPETHO XapakTepusyeTcs ¢Gu/ibm,
yKasaHa NpuymMHa, Mo KOTOPOM OH Obla 3aKpbIT, rMNoTe3a aBTOPOB.,
noyemy 3TO MOI/IO NPOU3OMNTU, AaHbl KOHKPETHbIE CBEAEHUS, TOe ero
MOKHO HalTKN, N Ha OCHOBAHUM KaKMX UCTOYHUKOB OHM €ro BbiTallu-
JIM 1 BbIYUCAUAN, YTO OH BOODLLE cywecTBoBas. Mpumep — aHeKkao-
TUYECKUI ClyYail — KapTuHa Abpama Pooma «CTporuii toHowa, Ha
KOTOpPbIN Bblna HanoMeHa pesontouma: «byaem cumMTaTb, YTO TaKoro
dunbma HMKoraa He 6blN0Y», @ KaTa/IoXKHYIO KapTouKy B fochunbmo-
boHAe NPoCTo cnpsATann 4O NYYLIUX BPEMEH.

A Begb HMYEro KPamMoJibHOro B 3ToM puabme He 6bi10. Mbl Bbl-
pocau Ha creuxpaHax. Ho ogHo Aeno cneuxpaH, Koraa Bbl 3HAETe, YTo
3TY KHUIY NPOYEeCcTb MOXHO, a APYryo KHUTY, KOTOpas ecTb, NPoYecTb
Henb3A, TO ecTb, KOr4a TaM eCTb elle HEeyTo, YTO BaM TeOPETUYECKM
YMTATb 3aMPELLEHO, HO Pa3 NOAYYMAN AOMYCK — BCE PAaBHO YMTaeTe.
CoBcem apyroe Aeno, Koraa aTo He KHUra, a duabm — OH NPOCTO ncye-
3aeT U3 npoLecca, ero HeBO3MOMKHO YYeCTb, AaXKe rmnoTeTnyecku. He
npocto benoe NATHO, a HeYTO mepLatoLee, Kak 0b1aKko. BbiaBneHem
3TOro NpoLLecca co BCEMM €ro A0MNyCKaMu yXKe MHOTo NeT 3aHMMaeTcA
Banepuin ®oMuH, KOTOpbIV B NEPBYIO o4epesnb uccsaedyem ucmopuro
UeH3ypbl 80 83aUMOCBA3U C ucmopueli KuHonpouecca [28; 29], a ceii-
Yyac OKOHYM/ NIETOMUCH OTEYECTBEHHOTO KMHO. TemM Ke 3aHMMaeTca
N XypHan «CeaHc» B MHTepHeT-NpoekTe «Yanaes». To eCTb 3TO Kak
daHTOMHas 60b... Unn, HA06OPOT, Kak rOBOPAT FEHETUKU, «chAawme
reHbl». OnAatb npumep. Mbl e He MOXeMm CKasaTb, 6e3 cepbesHbIxX
nccnenoBaHuii, yto Bnagummnp MoTbinb Hacnegosan ®IKC (Pabpu-
Ka 3KCLEHTPMYECKOro aKTepa), Kak feHHagmii Monoka (06 sTom nucan
MapronuT B gpyrom uccnegosaHuun [30]), a Beab OHU OblAM OYEHb
6113KK, 6bIIN Apy3baAmM U BMecTe ¢ CaBBoi Kynuwom coctaBnsau
cBOE0OpPa3HyIo rpynny «epeTMKoB» B KNHEMaTorpade WecTuaecATHU-
KoB. Ho npsamoe nn 3Tto HacneposaHue? MNonoka — aa («Pecnybnuvka
LWKNA»). MpaBaa, NOTOM OH cAenan HackBo3b pedieKCUBHbIN puabm
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«Bo3sBpaweHne “bpoHeHocua”» (1996), B3AB 3a CLEHapHY OCHOBY
nctopuio cosgaHua é¢munbma C. dii3eHWwTeNHa, Korga repon, 3abny-
OVBLUMIACA BO BpemMeHU, 6opeTcs C KapTUHOM, HO MOHUMAET, YTO OHa
reHnanbHa.

MNTaK, NpoCTpaHCTBO NPo6abuibHOCTU (BO3MOMKHOCTM) — 3TO Ta
06nacTb, B KOTOPOW NpobaeMa CUHKPETM3Ma MOXKET BbITb, KaK MUHMU-
MyM, MocTaBneHa. MoToMy YTO KMHO Pa3BMBAOCb KaK reHnasbHbIi
pebeHOK, HO MPUHLMMNbI EF0 PAa3BMTMUA YacTO ONUCHIBA/IUCD, CKOpPEE,
TEXHOJIOMMYECKM U NO aHanormun. M yem 6onee camocToATeNbHbIM OHO
6b1210, TeM 60/IbLLE €70 XOTENOCH C YEM-TO CPaBHUTL. [opa 3TM cpaBHe-
HUA NEerMTMMMU3INPOBaTb. He CTECHATbCA, YTO OHU MOTYT CKOMMpPOMe-
TUPOBaTb KMHO, a, CKopee, Aaxe HaobopoT. Conpays deamesnbHOCMb
MpPaduyUOHHbIX 2yMAHUMAPHbLIX HAYK 8 MOUCKAX HOB8020 CUHMe3a.
OH moe b6bi bosiblie MoOMOosKHYMb KUHO, YeM me MeXOUCUUnauHap-
Hble uccnedo8aHUSA, KOMOpPbIE HYXHbl, HO KOMOpble pexcuccepbl He
yumarom.

Kto-To, Kak bena banaw, uckan cneundmry B dU3MOrHOMMKe, KTO-
TO, Kak Jlyn lenntoKk, — B poToreHnn n KnHoreHumu. P. KaHyao ncxogmn
M3 TOro, YTO KMHemaTorpad He 3aBUCUT OT CTapPLUMX UCKYCCTB, OAHa-
KO BHYTPEHHE C HMMMW CBA3aH, 3 KaXKA0€ UCKYCCTBO OTAAET MY HEUTO
O4YeHb BaXKHoe. Takaa No3numMa Ham 3HaKOMa Mo OTe4YeCTBEHHOMY /n-
TepaTypPOLLEHTPU3MY, C KOTOPOM Mbl HYaCTO CTaZIKMBAEMCS MPU OLEHKE
3KpaHM3aLmn. Pexxnccepbl roBOPAT, YTO Mbl He 06513aHblI CHUMATb TO,
YTO CO34anu nucaTenu, MHadve 6yaet BykBanbHbIM nepeckas. M Ha-
MepPTBO 3aCTPEBAOT Ha 3TOM CEHTEHLUM.

NHTepecHo Apyroe, 4To KMHO He BCe MOMKET nokasaTb. OHO aenaet
3KpaHM3aLMo U3 UAEN KOMMNEHCAUMM KMHO, N1MbOo naen ero npesoc-
XOACTBA WM HEMOJIHOTbI. B nydliem cayyae mbl MLLEM TaK HasblBae-
MbIi1 3KBMBaneHT. OTKyaa oH 6epeTtcAa? CNOBO HAaNMCaHHOE U CNOBO
BM3ya/lbHOE — 3TO NepeceyeHne A3bIKOB, U3BECTHOE M3 CEMMOTUKM
WY MHTepTeKCTyanbHoCTU. MpeanaraeTca NpeBpaTUTb HEKUI GUibm
B HEKWU TeKcT. A KaHyao sTtoro He genan. OH yunTbiBaa BOCMpUATHE.
OH NpobunBanCcs K TOMy, YTO MOTOM Ha3Ba/IM repmeHeBTUKOW. He camo
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MOHUMQAHUE, a MOHUMAHUe Yepe3 OnucaHue 80Crpusmus, Komopoe
OKa3bIBAEMCA He 3MIMUPUYHbIM 8 Yucmom eude, a fnpomomeope-
muyeckum. Hegapom B TOM YMcC/ie U STUMU BeLaMn UHTepecoBasca
MHOTOKPaTHO MHOM ynomsaHyTbii Cepreli dii3eHwWwTelH. Mbl e He
MOYKEM CKasaTb, KaK BOCMPUHUMANW OPEBHUE erMNTAHE NUPaMUAbI.
PeKOHCTPyMpoBaTb annapaT BOCMPUATUA MOXHO TONbKO B coepe
KY/IbTYPHOM aHTponosorMn. Ho KynbTypHbIM aHTPOMNOAOr NPeKpacHo
3HaeT, Yero Torga He CyLlecTBoBaso. A BOT AaKe uncTas meTtadopa —
NNaTOHOBCKaA nelepa Kak naes KMHO (TEHW Ha NONIOTHE) — B HaLLEMm
C/lyyae oHa M3 yCTOMYMBbIX, NOABMAACD, KaK TONbKO 6bl10 M306peTe-
HO KMHO. ITO yXKe Ta meTadopa, KOTopas NPUBIMMKAET HAC K CUTyaL UK
B3aMMOOTHOLLEHWSA MPANOrMYEeCcKoro B TOM, KaK Mbl GOpmynnpyem,
M NOCTBM3Ya/IbHOTO, KOT4A Mbl 3HaeM, YTO 3TO yKe oTpaxkeHune. Oco-
6EHHO 3TO Ba)KHO NPW aHanM3e KMHO TOTa/IMTapPHOM 3MNOXM AaXKe Ha
ypoBHe ¥aHpos (M. TypoBcKas cnpaBeAnMBO HacTaMBaia Ha onpeae-
NIEHUM HE «TOTa/IMTaPHOTO KMHOY, @ Ha KKMHO TOTa/IMTaPHOM 3MOXM»).

HemeuKunii KuHopeskumccep JleHn PudeHwwTans, Kak 6yaTo 6bl ToXKe
NpeacTaBUTe/lb KMHO TOTAIMTAPHOW 3MOXM, HO OHA YMCTOW BOAbI AN-
3anHep. OgHa M3 ee TallH — 3TO AMCTaHUMA, KOTOPYIO OHa BBOAMT B
TEKCT, Bblparkasi BCE TO, YTO OHa Xo4yeT. Kpome TOro, Ha NpuHLMNax
paboT PudeHwWwTanb 3UKAETCA BCe COBPEMEHHOE TeneBuaeHue, —
MHGOpPMaLMA K pasmbIWAEHUIO. Maeonormyeckas npussAsKka 34eChb
TO/IbKO MeLUaeT.

Ho ceityac peyb He 06 3Tom. Mbl KaK Obl yiKe cyllecTByem B MUpe
nocneacTBuiA C OTCEYEHHbIMWU NpUYMHamu. OgHo aeno — mudono-
rMYHOCTb CAMOM MAEU UCTOKA, @ C APYrOi — OLLYLLEHWNE, YTO BCE TO/b-
KO HaYMHAETCS, YTO KMHO XKUBET 1 pa3BMBaETCA NapanseNibHO C Ballel
¥KU3HbLO. ITO Ype3BbIYaHO BaXKHO. KpynHbIM TeopeTkam Heobxoau-
MO 6bl/I0 TaKoe e KPYMHOe KMHO, YTobbl YyTBEPAMUTL CBOO TEOPWIO,
Kak AHape BbaseHy, cKaxkem, HyxeH bbin Heopeanusm [31], xoTa Te-
oputo ybUHHOM MM3aHCLEHbl OH obocHoBan, ucxoaa U3 Gpuabma
Yunbama Yalhinepa «Tynuk». PeKue MCKAOYEHWUA B 3TOM CMbIC/e
— 3uropma Kpakayap, xoTa, ecam 6bl He 6bIN0 BEIMKOTO HEMELKO-
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ro 3KCNPeccMoHN3Ma, COMHEBAIOCb, YTO CBOK UAEHD, BbIParKEHHYHO B
KHure «OT Kanurapu ao Mmrnepa» (4To 3KCNPECCMOHU3M MNOAroTOBUA
N GaKTUYECKM BOOPYKUA palliM3M), 4acTo OCrapuBaemyto B nocnesn-
HWe aecATUNeTMA, oH cmor Bbl peannsosaTtb [32]. Tem He meHee OH
MOKa3bIBAET, KaK HEMELLKOE KMHO Y¥Ke 3a/10KM10 Te 06pa3bl, KOTopble
cAenann Yyenoseka OHOBEKTOM MAHUNYNALWMMA, STaKMM CNAWMM Ha-
ABy Yesape. TOYHO TaK e U Be/IMKOE YEeLICKOe KMHO KHOBOW BOJIHbI»
(1960-1968), KoTOpOE ObLINIO, KaK A YXKE TOBOPU, CLOPPEANUCTUYHDBIM,
HO NpeAcKasano, MMeHHO npeackasano 21 asrycta 1968 roga. lMo-
TOMY YTO YEXOCN0BALKAA NAPTUA YECTHO Hayana pepopmbl, a NOTOM
CKaszana: «BCe, XBaTUT, bosblle He Hago». Ho elle HMKAKOro onnoHu-
poBaHus, npocTto OTTenens nget ganvwe. Hegapom M. Balinb n A. le-
HWC Hanu1canu, YTo BbI30B peghopmupyrouselica nop, pykosoacTsom Kl
YexocnoBakmMm Kak MMEHHO COLMANUCTUYECKON CTpaHbl, B AENCTBU-
TENbHOCTU 6bl1 CaMblM CePbe3HbIM BbI30BOM 3anaZy nocne nosse-
Hus CCCP, n, BBega Boncka B 1968-m, CCCP ¢ counanmMsmom-To B nep-
CneKkTnee 1 NokoH4umA [33]. MoTomMy YTO B Camoi ugee coumnannsma Ha
TOT MOMEHT €eLLLe He coAepKanocb MOHUMAHUA TOTAaIMTAPHOCTU. Peub
LL/1a O MOJIUTUYECKON MAEe0N0TUN, a 6e3 SKOHOMUYECKON MOHOMONMU
HWKaKOro ToTafiMTapnama HbiTb HE MOMKET B MPUHLMNE, CKONbKO Obl
HU ObINO BOOPYKEHHbIX BTOPYKEHUN WUAN NOMULENCKUX FOCYAAPCTB.
Ho 3To BbIACHWAOCH MOTOM, KOFAa CTa/I0 O4EBUAHBIM, YTO TOTAaNMTap-
Has MAEoNorna — 3TO TO, YTO (Kak MoKasan Kutait) HTenamnreHums
Morna 6bl 4EMOHTMPOBATL, HO 6€3 Mapan/ieNlbHOro AeMOHTaa 3KO-
HOMMKM — yBbl, HUYero no 6onbliomy cyety He byaeT. Ecnm B CoseT-
ckom Cotose naen packynaumBaHua bbiia NnpenogaHa naeonormyeckn
1 MMdONOrM3NpPoBaHa A0 HEBO3MOXHOCTM (XOTA Bbl MOTOMY YTO «BCE
NpPaBW/IbHO, BCE XOPOLLO, KONXO3 Nyylle, YeM apTeNb»), TO 3a BCEM
3TUM cToANa yHMdMKaLMA BCEX MPUHLMNOB XO3AMCTBOBaHUA. Mepe-
CTPOWMKa Ha4Yanacb Kak pa3 ¢ KPUTUKM SKOHOMUYECKON MOLENN COLLMU-
anusma. A ecnm Bbl BCMOMHUTE KOHKPETHO UCTOPUIO, KaK Mapy feT Ao
XX cbe3na, B nepnos MeTaHUi 1 MOMCKOB BbIXOAA M3 HAYMHABLLErocs
Tynuka . ManeHKkoB ¢ H. ByaraHMHbIM NpaKTU4ecKn Havyanu pedop-
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Mbl U Aaxe He pedopMbl, a NPegnPUHAAN NOMbITKY 3IKOHOMUYECKOTO
pasrocy4apcTBaeHmMs, TO OHa bblla HemeaeHHo npeceyeHa. 06 aTom
CemeH ApaHosuy ¢ MaBnom PMHHOM BbINYCTUAN GUABM «A CAYKUA B
annapate CtanuHa, unu MecHW onmurapxos» (KOTOPbINA, KCTaTK, aBTop
[AaHHOW CTaTbM OTpeLeH3npoBan B )ypHane «CeaHcy) [34]. C. ApaHo-
BWUY, KaK A y3Ha/ MHOTO NIeT CycTA, O6bla He AOBOJIEH, MOTOMY YTO ero-
TO A XBa/INA, HO NPW TOM Hanucan, YTo 3ta Bepcua aaa nmbepanbHOro
CO3HaHMA epeTunYHa (MMmen B BUAY LIECTUAECATHUKOB), MOTOMY YTO
TaM OAMH XpyLLEB, @ BOKPYr HEro nbiTaJMCb CKUHYTb pedopmaTtopa,
WMHTPUTOBa/IN U B KOHLE KOHLLOB CBOEr0O A0OMAUCD, A Yy Hero B uabme
— COBCEM Apyras uctopus.

OuncenpeHT-ny6amumct AboypaxmaH ABTOPXaHOB FOBOPUT, YTO BCe
3TO — CNJIOWHAA NI0XKb, M KaK MOXKHO NPUMEHATb TaKWe Cl10Ba MO OT-
HOLUEHMIO K AaHHbIM KpoBonusLam? M Bce — npobnembl HeT. CoBo-
KYMHOCTb NPecTynaeHuit n aoctmkeHni [35]. Mpobaembl HET 34ech B
TOM CMbIC/Ie, YTO BCE PUCYETCA KaK COBOKYMHOCTb OAHUX NpecTynae-
HUIN NN OLHUX BEIUKUX SOCTUNKEHUN. MUHYC MeHsEeTcA Ha MUHYC —
M BCe CMOKOWHO. ECNn roBOpUTb HE O AOCTUXKEHUAX WM NpecTyne-
HUWAX, @ O TOM, KTO MOBUHEH B NPECTYN/IEHUAX NPOTUB YE/I0BEYECTBA U
O HOBPEMEHHO CNOCOBCTBYET HEKOTOPLIM €r0 AOCTUNKEHWUAM, TO BO3-
HWKaeT BOMpPOC: «rae npeaen»?

Beputo cmenn oTHIOA4b He 3a YTO-TO, @ MOTOMY, YTO annapat cTan
onacaTtbcs 3a cobcTBeHHoe 6aarononyyme. 06 sTom B dUIbMe roOBO-
pUT annapaTtymK Jinxaues, oTcuaeBLWNM Npu XpyLese, — 3T0 BoobLle
6bIn WOK. Kak e TaK, BeAb NpU HEM, AyMasn COBPEMEHHWUKM nepe-
CTPOWKM M FNaCHOCTU, pa3Be He TOIbKO Bbinyckaan? Cam no cebe me-
XaHW3M penpeccuit — cneacTene onpegeneHHon mmubonornm nu mmuo
MblLWeHMA, 0bbACHAOWMNI nnbepanmsaumto TpeboBaHnem 60pbObLI
3a B/lacTb. [loTOMy YTO B TO BpeMs MOHMMaHWe TOro coLMyma, KOTo-
pbli BO3HMKAN B MpoLecce NPeBpaLLEHMs YTOMUU B ¥KU3Hb, TOJIbKO
npopactano. Mpasaa, HEKOTOPbIe MOTOMKKU He Npeaaaraan HoBoOM Mu-
donormn. OHM roBOPUAY O TEX MU UHBIX ABNEHUAX, KOTOPbIE ONYyCKa-
JIUCb B TPAZAMLMOHHbIE NapTUitHble BEPCUMU. MexXay Npounm, Nogu,
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KOTOpble 3aHUMAOTCA HAPOAHOM KyNbTYPOI, 3HAIOT, YTO Ha Knaabuule
I. ManeHKoBa 40 cuX Nop He NepeBoAATCA XKMBble LBeTbl. HecmoTps
Ha TO, YTO OH Manay, KOro-To OH M3 TIOPEM Ha4a BbIMyCKaTb.

OfHaKo ecTb, yBbl, y3ypnMpoBaHHaa CTaJnHbIM, @ A0 Hero — pe-
BOJIIOLMOHEPaMU KaTeropus LesecoobpasHoCTM, KOraa 40BOAAT KO-
HOMMYECKYIO MALLUMHY A0 TOro, YTO HaYMHAETCA OTCTyNAeHue Hasajg,
yTobbI ABUHYTbLCA Breped. Ho K aTomy s 6bl cerogHa npubasun To
HpaBCTBEHHOE COMPOTMB/IeHKe, KoTopoe bblio B 70-e roapl, U Aonon-
HWUA UHTENNIeKTyaNbHbIM B TOM dopme, KoTopas, Hanpumep, bblna Bo
®paHumnm B 1960-e rogbl. A3bIK KMHOBEAEHMA YiKe Bbln 0CBOBOXKAEH
oT uanonekTa. CieayoLWmii Wwar — 370 aHaAU3, KOTOPbIN Bbl, TOMUMO
MEXANCLUMNIMHAPHOIO NOANPYHKLMOHANIBHOIO UCCAeA0BaHMA, MOT
6bl YYECTb BCE COCTaBAAIOLWME YMaHUTAPHOIO npouecca U BBECTU B
HEero HOBble M CTapble MMEHA KaK MMeHa COBPEMEHHbIE.
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®EHOMEHO/TOTNA TEJTA
B KOHTEKCTE NOCTTYMAHU3MA

(HA NPUMEPE MONY/AAPHbBIX CEPUA/IOB XAHPA KMBEPMAHK)

AHHOMayua. Cmamesa nocesuweHa gusnocogckoli npobaeme
830UMOB/USHUA Mena U CO3HAHUSA 8 KOHmeKcme Hoselilux
pa3pabomoK UCKYCCMBEHHO020 UHMENNEKMA, a MOAKHeE 8
COOMHOWEHUU € XydoxecmeeHHbIMU 0bpazamu, cozdasae-
MbIMU KUHEMAMOo2paghom 8 HaHpe KubepnaHk. B ¢unoco-
¢huu XX seka uHmepec K mesny Kak K camocmosmersobHol Ka-
mezopuu cchopmuposascs nood eausHUEM eHOMEHOM0208.
B cospemeHHbIX 3anadHbIX U omeYyecmeeHHbIX Uccnedosa-
HUSAX y4YeHble cmpemMamcs K cuHmesy ¢unocoguu, Helipogu-
3u0s102UU, 1CUX002UU U KubepHemMuKU, aHaAu3upys ¢op-
MUposaHue cybvbeKmusHOCMU 8 yC/n08UAX HAPACMAWUX
meHOeHyull nocmaymaHusma. OcmbicreHue 83aUMOCBA3U
mena u CO3HAHUS CMAHOBUMCA 0COBEHHO AKMYAsnbHbIM 8
KOHMeKcme 8/1UsSHUA mexHos02uli Ha co8pemMeHH020 Yesno-
8eKd, @ MakKxe COOMHECEHUA PeasbHO20, 8UPMyasnbHO20
U uckyccmeeHHo2o mesna. Co30aHue UCKYCCmBeHH020 UH-
mesnnekma, pazsumue buomexHonozuli, ycosepuieHcmeo-
s8aHuUe pobomos yme nepecmasno bbims haHmacmukod,
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42

ocmeneHHoO peanusysace HA MPAKmMuKe U 00HO8pPEMEHHO
nony4yas xyooxecmeeHHOE OCMbIC/AeHUe 8 YaHpe Kubep-
naHk. Takue nonynsapHele cepuansl, KaK «YepHoe 3epKano»
(2011), «Mup Auxoeo 3anada» (2016), «3nekmpuyecKue
cHbl Gununna K. Juka» (2017), «BudousmeHeHHbIl yene-
pod» (2018) npednazarom pymyponozudeckue 0onyueHus
mpaHcghopmayuu 83aUMOOMHoWeHUl CO3HAHUA U mena, a
makxe npedcmasndaom uHmepecHelli mamepuan 008 ¢e-
HOMEHO/102U4eCcK020 aHAU3a Npoyecca hopmMuposaHuUs 0b-
pa3a «A» 8 KoHmMekcme KubeppeansHocmu. CmpemaeHue
yesnoseKka o0ywieaumes Mameputo, o30ame UCKYCCMBEHHoe
meso, HadesneHHOE CAMOCO3HAHUeM, Comeopums UCKYC-
cmeeHHoe cyujecmso rno cobcmeeHHomy 06pasy u nodoburo
Aenaemca 00HOU U3 K/r4esbiX COCMasaAlWUx meHoeH-
yuu demuypauu u MUMecuca, 1eXaujux 8 0OCHoge Yesnoge4e-
cKoli Kynemypbl. Aemop npuxodum K 8bi800y 0 MOM, Ymo
MeHOUCYUNAUHAPHbLIG Mo0X00 K paccmompeHuto OaHHOU
membl 103eosasem npubau3uUMsCA K MOHUMAHUK MexaHu3-
MO8 (hyHKUUOHUPOBAHUSA CO3HAHUSA U CAMOCO3HAHUSA, 0 MAK-
e K npobaemam «4esno8e4ecKko2o» 8 hyHKUUOHUPOBAHUU
mpaHcuyeHdeHmanoHol cghepsi.

Kntouesble cnosa: heHOMeHO0102us, MOCM2yMAaHU3M, mex-
Honoauu, pobomel, KUBEPNAHK, UCKYCCMBEeHHbIl uHmern-
71ekm, cepuarnsi.
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PHENOMENOLOGY OF BODY
IN THE CONTEXT OF POST-HUMANISM

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

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

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

deHomeHosorma 3. lyccepns paccmaTpuMBaeT ONMNO3ULMIO Tena u
CO3HAHMA KaK TPAHCLEHAEHTHYIO M TPAHCLEHAEHTabHY0 PeasibHOCTb
COOTBETCTBEHHO, YTO MPMBOAUT K Npobiemam conmncmsma. Mpeono-
NeHne conuncusma y fyccepna 3akio4anocb BO BBEAEHUM KaTeropum
«MHTEHLMOHANbHOCTMY», TO €CTb HEKOWM HanpaBAeHHOCTM CO3HAHUA Ha
00bEKTbI BHELWHEro MUpa. B MHTYMTMBHOM KAtoye 3Ty npobnemy pe-
wan A. beprcoH, nonaras, YTo B YACTOM BOCMPUATUM Mbl B LENCTBU-
TeNbHOCTM HaXOAMMCS MO Ty CTOPOHY caMux cebs. beprcoH cumntan, yto
BOCNpUATUE NPobyKaaeTca AeNCTBUEM, U 3TO CBA3bIBAET BOCNpUATME
n mo3r. ®yHKLMA Mo3ra camoro no cebe 3aKnto4aeTcA B «OrpaHmye-
HWUW YMCTBEHHOM XU3HU TEM, YTO MPAKTUYECKM NOJIE3HOY, B TO Bpems
KaK «Teno, Bcerga obpaleHHoe K AeMCTBUI0, UMEET CBOEN OCHOBHOWM
byHKUMEN OrpaHUYEHME KU3HM AyXa OTHOCUTENbHO AelncTeua» [1, c.
949-950]. B. Nogopora noscHAeT, YTo Ans beprcoHa Teno BaXKHO Kak
nopor, «Kak ocoboro poaa sKpaH, Ha KOTOPOM BOCMPOU3BOAATCS OTO-
bGpakeHun aKTyaslbHbIX, CBepllatolmxcs genctemin» [2, c. 14]. CeH-
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COMOTOPHAA TEOPUA «NepLEnTUBHOIO CO3HAHMA» CerogHA ABAAETCS
OOHUM M3 CaMbIX BAUATE/IbHbIX NOAXOAOB K PAaCCMOTPEHMUIO MO3Ha-
BaTe/IbHOW fAeATeNbHOCTM B 3anagHon deHomeHonornu. Mo cnosam
O. CunsepmaHa: «Ham HeobxoaMm TepMWH “CEHCOMOTOPHOE 3Ha-
HUe” nan, No KpaHen mepe, YTO-To NogobHOe, Hanpumep, “ceHco-
MOTOPHaA HacTPoMKa”, 4To Mbl Byaem NMOHMMATb, CKOpee, KaKk Tene-
CHYO CNOCOBHOCTD, A He KaK BHYTPeHHee npeacTasnaeHume» [3, c. 171].

B noctpeHomeHonornyeckon o¢unocodnn M. Mepno-MoHTH,
W.-J1. MapboHa u XK.-J/1. HaHcK Teno uam NAoTb CTaHOBUTCA MEeCTOM
peanunsaumu cosHaHuA. B pabotax ¢paHuy3ckux ¢unocodos Teno
paccmaTpMBaeTCA Kak HeYTo OT/IMYHOE OT BCeX 0OBHEKTOB BHELLIHErO
MWpPa, NeperMBaemoe cybbekToM O4HOBPEMEHHO M KaK CaMoCTb, U
KaK HeyTo oTyy:Kaaemoe. Tesio onpeaenseT cBOe COCyLLecTBOBaHMeE
C ApYrMMM TenaMu yepes KacaHue, Kak y HaHcu B «Corpusy, roe oH
onpeaensier 3TOT NPOLECC Kak «camo-Teba-KkacaHue» [4]. Owyuiae-
MO€ B KauyecTBe KOXM, PaMKK UAW npeaena Aas BHEWHero B3aumo-
OEeNCTBMA C USMEHUYMBBIM MUPOM, TESIO OTPAXKAETCA B CYObEKTUBHOM
CO3HAHWUM KaK LLeNoCTHbIM 06pa3, HECMOTPSA Ha TO, YTO OLLYLLAEM Mbl
€ro 4acTaAmM (pykKa, Hora, n T.4.). B aTom acnekte peHoMeHoN0rUA Ha-
YMHAET TEeCHO MepensieTaTbCs C NCUXOAHANNTUYECKOW Tpaguumen, a
TAKMKe HYXKAAeTCA B IMNUPUYECKUX AaHHbIX Helpoduanonornun. op-
MMpoBaHWe cobcTBeHHOro A HeoTaennMmo oT obpasa Tena, AaHHOMO
HaM B LLe/IOCTHOM BUAE TONbKO B OTPAXKEHUM, YTO HbI10 06OCHOBAHO
B 3HAaMeHUTOM «cTagmm 3epkana» XK. JlakaHa [5]. MepexunBaHue pas-
ApobneHHOCTN cOBCTBEHHOTO Tesla U cobupaHmne ero B LEe/IOCTHOCTb B
CO3HAHWW BIMAET HA NCUXMYECKOE 340POBbe YeN0BEKa, YTO Uccaeay-
eTca ncmxonoramu. Kpome Toro, Tes10 MOXKET HbITb COLMANbHbBIM, KaK
MULWeT OTeYECTBEHHbIV NcuxoTepanesT [. TpyHOB, «0bLWeCcTBO co34a-
€T Te/IeCHble KaHOHbI, U eC/IN A XO4y YyBCTBOBaTb cebs uneHom obLue-
CTBa, TO A AO/IKEH CO34aTb CBOM 06pa3 Tena B COOTBETCTBUM C 3TUMM
KaHOHaMW, Toraa s Noay4vy NoATBEPKAEHWE CBOErO CYLL,ECTBOBAHMAY
[6, c. 32]. C oaHOM CTOPOHbDI, 3Ta MbIC/Ib BAa3UPYETCA Ha KOHLLENLUUK
«Mmackm» K. KOHra, a ¢ gpyroii — BO3BpallaeT Hac K ¢punocodumn
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.-, CapTpa 1 ero NOHMMaHUIO «AyPHOWN Bepbl», a TaKkKe npobne-
MaM 3K3UCTEHLMaNbHOW cBObOAbI.

Takum 0b6pasom, B 3K3UCTEHUMaNbHOW Punocodum, deHomeHono-
TMK, NCUXONOTUM N NCUXOTEPANUKM CBA3b TeNa M CO3HAHWS NpeacTaBs-
nAeT coboi CNoXKHy KoHbUrypaumto, Kotopaa dopmupyeT 6a3oBble
OHTO/IOTMYECKME, THOCEO/IOTMYECKME, COLMabHbIE U NMPOYME CMbIC/bI
YyesoBeYECKOro nNpebbiBaHMA B MUPE. B Xy40KeCTBEHHOM MbILWAEHUM
npobnemaTtnka B3aMMOLENCTBUSA Tesla U CO3HAHMA ApYe BCero npes-
CTaB/eHa B KaHpe ¢GaHTaCTMKM M KubepnaHKka. MHOroYncieHHble
NIUTEPATYPHbIE NPOU3BEAEHUSA U SKPAHU3ALMM KHUT nucaTenein-paH-
TACcTOB Mpea/iaratoT 3puTento, Npexae Bcero, 06pasbl, NOCTPOEHHbIE
Ha OMMO3MLUMN UCKYCCTBEHHOIO Tena U UHAMBUAYANIbHOIO CO3HAHWMA,
IMBO UCKYCCTBEHHOTO MHTEN/IEKTA U KIOHMPOBAHHOIO 6MON0rMYecKko-
ro Tena. 3a nocnegHue AecATb NET C Pa3BUTUEM KPYNHOBHOAMKETHbIX
cepuanos bb110 BbINYLLEHO HECKO/IbKO KY/IbTOBbIX PEUTUHIOBbLIX aHTU-
YTOMWIA, MHTEPEC K KOTOPbIM MOCTOAHHO PACTeT, MOCKO/bKY pa3BuTue
TEXHO/IOTMI B PeanbHOCTM B HAcTosALLEee Bpemsa HauMHaAeT peasn3oBbl-
BaTb CaMble CMe/ible NPo3peHunsa haHTaCTOB NPOLLAOro BeKa.

Cepuan «YepHoe 3epKano» COCTOUT U3 CAMOCTOATE/IbHbIX 3MM30-
008, 06begMHEHHbIX 04HON TEMON — MepcrnekTUBON cumburosa yeno-
BEKa C TeXHO/I0TMeN, rae Hanbosbluee BHUMaHME yaenaeTcsa BAMAHUIO
BMPTYasibHOM peanbHOCTU U MeauaKynbTypbl. C TOUYKKU 3peHns dpeHo-
MEHO/I0TMYECKOTo aHan3a Hanbosiee MHTEPECHbI B KOHTEKCTE AAaHHO-
ro uccnegoBaHMA Te aNM304bl, r4e HapyLwaeTca Ui U3SMEeHAETCA CBA3b
CO3HaHWA K Tena. TaK, HanpuMep, B YETBEPTOM 3MNKn3oae «H CKopo
BEPHYCb», Noc/ne rnbenm cBoero naptTHepa B aBTOMOBW/IbHOW aBapun
repomnHsA peLlaeT 3aKasaTb YCAyry, KOTopas No3BosAET el NPOAONKATb
06LLaTbCA C HUM MO 3/IEKTPOHHOWM MoYTe, a 3aTeM U no TenepoHy. Ho-
Ban TEXHONOMMA UMUTMPYET IMYHOCTb NOTMOLLEro Ha OCHOBE €ro Bbli-
CKa3blBaHMI B COLMaNbHbIX ceTsax, poTtorpaduii n suaeo. Cheayrowmm
LIArOM CTaHOBUTCA MOMELLEHNE WCKYCCTBEHHO CMOZENMPOBAHHOWM
JIMYHOCTU B UCKYCCTBEHHOE TE/0, B pPe3ynbTaTe Yero reponHs HaunHa-
€T KWUTb C CUMY/IAKPOM YMepLLEro Yenoseka. MoHayany ¢ NomolLLbio

46 HAYKA TENEBUOEHUA Ne14.1, 2018



poboTa OHa NpPeoAoseBaEeT rope M TOCKy No 6e3BpeMeHHO yweawemy
My3Ky, HO 3aTemM ee nepecTaeT yA0BAETBOPATb HEECTECTBEHHOCTb €ro
peakumii U naeanbHOCTb NOBEAEHWA, MO3TOMY OHa 3anupaeT poboTa
Ha Yepaake, O4HAKO pebeHOK NPoAo/IKAeT 0BLLATLCA CO CBOMM UCKYC-
CTBEHHbIM «OTLOMY.

AHanM3npya AaHHbIV CIOXKET, B MepBYI0 oYepeab BakHO 0bpaTuTb
BHMMaHME Ha TO, YTO WANKO3MA, NPOU3BOAUMANA POBOTOM, CUMY/IN-
PYIOLLMM HATypaNbHOE Teno, BMNOJIHE eCTeCTBEHHO BCTPaMBaeTcA B
BOCNpuATME YenoBeKka. O6bACHAETCA 3TOT PEHOMEH TeM, YTO KOH-
CTUTYyMpoOBaHuWe obpasa Apyroro A NPoOMCXoAuT B MpoLecce UHTep-
Cy6bEeKTMBHOrO MepeHoca oLLyLieHna cobcTBeHHOro f, U MaBHbIM B
3TOM Mpouecce CTaHOBMTCA UAO3UA, BOObparkaemoe, LONONHEHHas
peanbHOCTb, KOTOPYO NPOM3BOAUT Halle co3HaHMe. CUMYNALMA NnY-
HOCTM COCTOWUT B MMMTALMMN BHELIHUX MOAENel NoBeAeHUs, peun,
rosioca, obpasa Tena, U 3TOro AOCTAaTOMHO AJ/1A W/O3UN, MOCKObKY
BOCMpPUHMMalOLee Co3HaHMe byaeT HeusbeKHO JocTpanBaTtb, U CO-
OTHOCUTb 3TOT 06pa3 B JAHHOM C/ly4ae C BOCMOMMHAHMAMM, NOAY-
YeHHbIMM K3 Npeablayuiero onbita. K. JlakaH HasblBaa 06pas YyKoro
fl CUMBO/IMYECKMM MMEHHO MO TOM MPUUYMHE, YTO OHO AAHO HaM /INLLb
B KauecTse NpoeKkuum cobcteeHHoro fA. OTciofa BOCNpUATUE APYroi
JINYHOCTM, B TOM YMC/I€ UCKYCCTBEHHO CMOAENIMPOBAHHOW, €CN Tnno-
TETMYECKM NPEANON0HKUTb TaKyH BO3SMOXHOCTb, BMOIHE MOKET Y/0B-
NeTBOPATb CO3HaHWe Yenoseka. OQHAKO BOCMOMMUHAHMUA B C/y4yae C
repouHel CloXKeTa UrpatoT HeraTMBHYHO POJIb, TAK KaK OHW B KAKOM-TO
MOMEHT BCTYMatoT B MPOTUBOPEUUA C NoBegeHnem poboTa, MOCKO/b-
Ky 06pas ee mMy»Ka B €e CO3HaHMMN He COBMNaZaeT C TeM, YTO OHa BUAMWT.
Kpome Toro, el HauMHaeT He XBaTaTb HOBOrO YyBCTBEHHOIO OMbiTa B3a-
MMOLENCTBUA, TO, YTO MOXKHO 0D03HAUUTL KaK HenpeacKasyemMocCTb B
noseaeHUN apyroro Yenoseka. CornacHo K. /lakaHy, PeanbHoe (6ec-
Co3HaTeNbHOE) B3aMmopeincTeyeT ¢ PeanbHocTbio (Boobparkaemoe
3r0 M CUMBOJIMYECKOE CYMeparo) BO BHYTPEHHEM nosie cybbeKTa, UTo
MOYKHO COOTHECTM C AeWCTBMEM CU Xaoca M KocMoca. MIcKyccTBeHHOe
CO3HaHMWe AeNCTBYeT No HeKoemy 3a4aHHOMY aifroPUTMY, TO €CTb OHO,
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Mo CyTU, INLLEHO BAUAHUA PeanbHOro, YTO NPMUBENO CO3aaTeNen KaH-
pa KubepnaHka K popmMmnpoBaHuio Hekoero wabaoHHOro npeacrasse-
HUA 06 MCKYCCTBEHHOM WHTENNeKTe. ITOT CTepeoTun npeacrasafeT
poboTa Kak MexaHM3M, He cnocobHbIM Ha peasibHble YyBCTBa, a TaK-
e CMOHTaHHble NocTynKku. TpaaMUMOHHO daHTacTbl 06OCHOBbLIBAKOT
HenpeacKkasyemoe nosedeHMe mMalunH Hekum cboem B nporpamme,
YTO CTAHOBMTCA MPU3HAKOM UX YeN0BEKONoA0buA UAM OKOHYaTe b-
HoOW aHTponomopdusaumn. Tak, Hanpumep, B cepuane «Mup Aunkoro
3anaga» aHApouabl, UCKYCCTBEHHO CO3AaHHble ANA pa3birpbiBaHMA
CUeHapueB B MapKe pasB/evyeHUi, M3-3a SKCMePUMEHTaNbHOro 06-
HOB/IEHWNA HEOXKMUAAHHO HAUYMHAIOT BECTU cebsi HeaeKBaTHO, He noa-
YMHAACL 3a4aHHOMY aNropuTMy. MM B BOCbMOM 3NM304e «DNeKTpU-
yeckue cHbl Puannna K. uKa» BUPYC CTaHOBUTCA NPUYMHON cboA B
YKU3HU pobOTOB, NPON3BOAMMbIX aBTOGabPUKOIN.

NpeanbHoe noBegeHuve poboTa-My)Ka He yCTpauBaeT repouHIo
anunsoaa «f CKopo BEPHYCb», MOCKO/IbKY OHO /INLIEHO 3/IEMEHTa Xao-
ca, B YeM U JO/IKHO NPOABAATLCA «NOAJMHHO YeI0BEYECKOe», MO 3a-
MbIC/1y @aBTOPOB cepunn. OQHAKO TYT e BOCMPUATUE B3POCIOro NPOTU-
BOMOCTaBAEHO BOCMPUATUIO pebeHKa: A0Yb, He 3HaBLIAA peasibHOro
oTua, BOCNPUHMMAET poboTa, Kak HaCTOALLY JIMYHOCTb, MOCKO/bKY
OHa ToNbKo dopmMmumpyeT 06pa3s oTLa B CBOEM HenocpeacTBEHHOM BOC-
MNPUATUU, U HUYTO el He MeLlaeT NPUHMMaTb UCKYCCTBEHHOE 3a ecTe-
cTBeHHoe nosedeHne. OaHaKo obpaTHas cUTyalus pasbirpbiBaeTcs B
OecaToM 3nu3oae cepmnana «dneKktTpudeckme cHbl duannna K. Juka»,
Koraa pebeHOoK nepecTaeT y3HaBaTb CBOEro OTLa, HECMOTPSA Ha TO, YTO
TEI0 ero 0CTanochb NPexHUMm. BceneHne B Te10 MHOMNAHETHOTO pas-
yMma genaet noBeAeHune oTLa «CAULLIKOM MPaBUAbHbIMY, HO He COBMa-
OAOLWMM C Tem, 06pa3om, KOTOPbIA CNOXUACA B CO3HaHUKN pebeHKa.
B apyrom e anusoge 3Toro cepuana noj HasBaHuem «Yenosek»
YAydLIEHHan BepCcUA My»Ka repouHM, Nocse ero BO3BpaLleHus ¢ apy-
ro NAaHeTbl U BCENIEHUA B HEro MHOMMAHETHOro CO3HaHUA, Haobo-
pOT, OKa3blBaeTcs 6osiee ya0BNETBOPUTENbHOM A1 CEMENHOM MKU3-
HW, TaK Kak NposBaeHue ero 4yscts 60s1ee sMOLMOHAbHO.
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MNoaobHoe NpoTMBOPEYMBOE OTHOLIEHWE rePOEB K U3MEHEHUAM B
obpase Apyroro, HECMOTPSA Ha COXPaHEHME TesleCHo 060104KM, 06b-
ACHAETCA He TONbKO GEeHOMEHOOrMEl BOCNPUATUA B MPOLLEcce WH-
TEepCyObEKTUBHOCTU, HO TaKKe dyHAAMEHTaIbHbIM MeTadr3nYecKkum
3aKoHOM ApuctoTena o popme 1 matepum. AHMMa ABaseTca popmoin
1 0AHOBPEMEHHO BMA006pa3yoLwei NPUINHON MaTepun, TO CTb CUH-
Te3 KOHKpeTHOM GOopMbl U MaTepum COCTaBAAET Ntobyo cybcTaHuuo
WA eAVHWUYHYIO Bellb. Teno, ABAAAChL maTepuen, B3auMoLenCcTByeT C
dopmOM, APYrMMKN CIOBAMM HaxoaAMTCA NOA BANMAHUEM CO3HAHMA — B
OAHHOM C/lydae MCKYCCTBEHHOMO MHTEIEKTA, TaKXKe, Kak M CO3HaHue
B CBOIO 04epeab HaXoAMUTCA Mo BAMAHUEM Tena. HecMoTpa Ha To, 4To
dbeHoMeHbl CO3HaHMSA, TO ecTb 06pasbl M NPOEKLUK, OTPaXKatoLLMe U3-
MEHUYMBBIA MUP, ABAAKOTCA CTAaTUYHbIMM 3M40CAMM U NOTOCAMMU, OHU
NOCTOAHHO AopabaTbiBaloTcA B pe3y/bTaTe CEHCOMOTOPHOIO B3aMMO-
OEeNCTBUA C MMPOM U ero obbekTamn. bonee Toro, TenecHoe ocBoeHue
OenaeT TeN0 Pa3sOMKHYTbIM, MO3BOMAET NEPEXOAUTb FPaHULbl Tena,
C/MBAACb C MMPOM U APYrMMM ero obbekTamu. Mo3aTomy TenecHbli
OnMbIT NOCTOSAHHO OBHOB/IAETCSA, YTO B CBOIO oYepeb BAUAET Ha CUMBO-
JIMYECKMe NpoeKLmnK, KoTopble GOPMUPYIOTCA B NOJIE CO3HAHUA.

B oencTBUTENIbHOCTM, B HOBEMLWMX UCCAEA0BaHMAX CNELNANNCTOB,
3aHMMAIOWMXCA CO34aHMEM YMHbIX 4YeNoBeKonoAobHbIx poboTos,
rnasHas npobsema B pa3paboTKe WMCKYCCTBEHHOIO WMHTENNIEKTa CO-
CTOWUT B TOM, YTO CYLLLECTBYET TaK Ha3biBaeMblli «npoben B 0b6bACHe-
HUM BbluMCNeHMA». B cBOMX CTaTbAX yYeHble U3 MHCTUTYTa NnepesoBbIX
KOMMbIOTEPHbIX McCnefoBaHui yHuBepcuTeta MepuneHg (UMACS),
06BACHAIOT, YTO 3TOT NPOHEN 3aKNHOYAETCA B HbIHELWHENW HECMOCOBHO-
CTM HAYKM MOHATb, KaK NO3HABaTe/IbHble MPOLLECChl BbICOKOTO YPOBHS,
NPOW3BOAMMbIE YENOBEYECKMM MO3TOM, CYUTLIBAOTCS HEMPOHHOM CU-
ctemol bonee HU3KOro ypoBHA [7]. K KOrHUTUBHbLIM Mpoueccam Bbl-
COKOr0 YPOBHA YYeHble OTHOCAT NPUHATUE PELLUEHWNI, apPrYMEHTALMIO,
HanpaB/fIeHHOCTb Ha pa3pelleHne nNpobnem, KOHTPO/b COAEPKAHMA
NamATU, NAAHUPOBAHNE U A3bIK. K BbIYMCIUTENBHBIM NPOLLECCaM HU3-
KOT0 YPOBHSA OTHOCATCA Te NPOLECChl, KOTOPbIE MOXHO BOCNPOU3BECTHU

THE ART AND SCIENCE OF TELEVISION 49



C NMOMOLLbI UCKYCCTBEHHbIX HEMPOHHbIX ceTei. B Heltpodumsmnonormm
COBPEMEHHOE COCTOAHME 3HAHUA MOXKHO OXapaKTepu3oBaTb TaK: yye-
Hble OYEHb XOPOLIO MOHMMALOT, KaK KOFHUTUBHbIE QYHKLMN BbICOKOTO
YPOBHA COOTHOCATCA C MWKPOCKOMUYECKMMU obnactamm mosra (Ha-
npumep, NOHMMaHWe A3blKa M 30Ha BepHuKe, NnnaHMpOBaHWE U Kopa
rO/I0BHOrO MO3ra), TaKXe M3BECTHO, KaK paboTaloT MMKpPOCKOoMuYe-
CKMe Henpobuonornyeckmne cetm B aTnx obnactax. OgHako Henpodu-
3K0/10ram A0 CUX MOP HEMOHATHO, KaK MO3T peann3yeT KOTHUTMBHbIE
NPOLLeCChbl BbICOKOIO YPOBHSA, MCMONb3YA JIexKalllyto B OCHOBE NPOCTYHO
HelpoHHyto cxemy. Moatomy npu obydeHun poboTa, raBHaa 3a4a4a,
KaK NMULYT pa3paboTymKkn, ob6UTbCA TOro, «4TO6bI MPU BbINOAHEHUN
33434 ero AenctemA 6ol 060CHOBAHbI NMPUYNHHO-CNEACTBEHHBIMM
CBA3AAIMM, @ He MPOCTO Obl UMUTUPOBANU AENCTBMA AEMOHCTPATOPA
6yKkBanbHO» [7, c. 6]. Takum o0bpasom, Korga poboT HAYUUTCA UCMOJb-
30BaTb MEpapXmMyeckoe MPUYMHHOE 3HAHWEe, AenaTb BblBOAbl, CO3-
[aBaTb HaMepeHusa W uenun, Torga yaacTtca CMOAENNPOBaTb BaXKHble
acneKTbl Ye/10BEYECKOTO MbILW/IEHUA B LLE/IOM.

Mo MHeHWto yyeHoro-paspabotymka pobotos M3 cepuana «Mwup
Ankoro 3anaga», nupammga CO34aHUA UCKYCCTBEHHONO MHTENNEKTA
BKKOYAET BOCMOMMWHAHWA, MMMNPOBM3ALMIO, IMYHBIA MHTEpeC, a Ha
BEpLUMHE HaXoAUTCA BHYTPEeHHMUI ronoc “bora” (nogatowero KomaH-
Abl), KOTOPbIN JOMKEH NPobyauTb CaMoCo3HaHMe. 3aTemM co3aaTtesb
napKa aHApPOMAOB NPUXOLMUT K BbIBOAY, YTO CO3HAHME — HE NUpamu-
[, a NabupUHT, B LLEeHTpe KOTOPOro pacnosnoxeHo fA cybbekra. MNepe-
MNTW OT NCKYCCTBEHHOIO MHTE/IEKTA K CO3HAHMIO M 03HAYaeT NpMBeCTU
poboTa K TOMy, UTOBbl OH YCAbIlLAA CBOW COBCTBEHHbIM BHYTPEHHUI
rosioc. OgHako, 4Tobbl pobOT 0bpen camoco3HaHUe, emy Heobxoau-
MO MPOWTU «CTaZMIO 3epKana», Kak pebeHKy, Yyero yxe obuauco B
pasHol cTeneHn pas3paboTUMKM UCKYCCTBEHHOTO MHTE/IEKTA, B YaCT-
HOCTW, O HEKOTOPbIX YAAYHbIX OMbITax NULLET B cBOel KHure t0. TakeHo
[8, c. 211-215]. PaHee 3KCNEPUMEHTbI C XKMBOTHbIMW U 3€PKaJIOM Ha
BbIAAB/IEHNE CAMOCO3HaHWA, NpoBoAMMbIe ele Yapab3om [dapBuHOM,
a 3atem B 1970-e rr. amepurKaHCcKum ncmxonorom I. K. Mananom c
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npumaTamu, n nosxe J1. MapuHo u [l. Paiic 8 1990-e ¢ genbdpuHamm,
MOKa3a M, YTO CaMOCO3HAHME HANPAMYIO CBA3aHO C y3HaBaHWeM cebs
1 BblAEeNIeHMEM U3 MUPa.

Tema B3aMMOBAUAHUA TENA U CO3HAHUA B popmmnpoBaHuM obpasa
cybbekTMBHOro Al pasBmBaeTcs U B HoBeWwem cepuane 2018 r. «Bu-
OOVW3MEHEHHbIN yrnepoay». EAnMHan cloXeTHas IMHUA 06beanHAET BCe
anu3oapl, NpeacTaBaa mup byayLiero, rae 4esoBeYecTBO Hay4yMI0Ch
n3BJEeKaTb NHOMBMAYANbHOE CO3HAHWe M3 Tesa, YTO NO3BOWIIO Mnpe-
04,0/1eTb CMEPTHOCTb, TaK KaK JIt0oAN NONYYUN BO3MOMKHOCTb MEHATb
Tena no Mepe Ux CTapeHuns unm nospexaeHma. OgHako nogobHoe n3o-
b6peTeHMe NoOpPoXKAAeT MHOXKECTBO NO60YHbIX 3GPEKTOB: coUmanbHOE
pacc/0eHne 1 HepaBEeHCTBO YCUIMBAETCSA, TONIbKO Kaacc boraTbix mo-
YKeT N03BOAUTL cebe yydLleHHble MOAeNU Tes, a KPOMe Toro, NpPoms-
BOACTBO HEOMPaHWMYEHHOIO Koan4ecTBa cOBCTBEHHbIX K/IOHOB MOPOXK-
AaeT 6e3HaKa3aHHOCTb W NPECTYNHY AeATeNbHOCTb. begHble Atoan u
NPEeCcTYNHUKM NOAYYatoT CyYaiHble Tena, 4acto 6e3 yyera reHaepHOM
NPUHAANEKHOCTM UM BO3PACTHbIX XapaKTEPUCTUK, YTO CO34aeT Npo-
61emMbl B UX COBCTBEHHOM BOCNPUATMM cebs. [NaBHbI repoit nonyyaeT
Te/I0 NOSINLENCKOro, Haka3aHHOro 3a HeoduUMasbHbIE paccienoBa-
HWA, 1 BCTyNaeT BO B3aMMOOTHOLLEHMA C ero BbiBLUER HanapHULLEN 1
Nto60BHULEN. BO3HMKAET MHTEPECHbIN MapadoKc: B CBOEM BHYTPEH-
Hem BOCMPUATUM FNaBHbIN repoit accounmnpyet obpas ceoero A ¢ gpy-
TMM TE/IOM, B TO BPEMS KaK AeBYLUKA BO30OHOBAET C HUM IH0O0BHYO
CBA3b, aCCOLMMPYA ero Yyepes TeN0 C ObIBLUIMM MAPTHEPOM, B TO XKe
Bpems, 0CO3HaBaA, YTO 3TO COBCEM [ApPYroi YenoBeK. TOYHO TaKkKe u
3puTeNb NPUBbIKAET acCOLMMPOBATb [MTABHOMO repos C ABYMA Pa3Hbl-
MW aKTEPaMM, TOYHEE, OL4HOIO MNEePCOHANA C ABYMSA Pa3HbIMU TENAMMU.
B 3TOM HeT HMYyero HeobbIYHOrO, MOCKO/IbKY TOYHO TaKKe Mbl accoLm-
npyem LWepnoka Xonmca ¢ passinyHbIMM aKTEPAMM UAN NHOOOFO KHUXK-
HOrO MePCOHaXa C UANOCTPALUAMM PasHbIX XYL0KHUKOB. Kpome Toro,
Hal COBCTBEHHbIN BUPTYasibHbIV ONbIT NpebbiBaHMA B COLMANbHbIX Ce-
TAX TaKXKe yxe copMMpoBan NPMBbLIYKY HANNYMA BUPTYaNbHOTO Tesa
— [BOWMHMKA, KOTOPbIA BM3ya/IbHO MOXET He COBMNaAaTb C peasibHbIM
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Tenom. OgHaKo BHYTPEHHMUE CYObEKTUBHbIE NEPEKMBAHUA TENECHOCTU
OT/IMYAOTCA OT BUPTYanbHbIX. B. Mogopora nogyepKkmnBaeT, YTo HeOb-
XOAMMO PasNMyaTbh «MeXAy TeIoM, KOTOpoe “Ham mpuHagnexut” u
KOTOPOE Mbl HasbiBaeM “cBoMM”, U TeNOM, KOTOPOMY Mbl “NpuHag-
NEeXMM” 1N No OTHOLIEHUIO K KOTOPOMY HE MOMKEM BOCMO/Ib30BATHCA
npeanKaTom NPUCBOeHus, Nbo, NpuHaANEeXKa emy, Mbl HE B CU/1aX ero
npucsouTb» [2, c. 8].

Takum o6pa3om, oTaesieHne Co3HaHMA OT Tesla HamHoro 6onee yTo-
MUYHO C TOYKM 3PEHUA PeaNn3aLmm Ha NPAKTUKE, YEM CO3LaHME UCKYC-
CTBEHHOrO MHTenneKTa. MpebbiBaTb B BUPTYasbHOM Tesle, He NOKMAas
CBOEro Tesla, COBCEM He TO }Ke CaMoe, YTO NepemecTUTbCA B Apyroe
Tes10 AN HaXO4MUTbCA COBEPLUEHHO BHE CBA3M C HUM. Bce paccmatpum-
BaeMble Cepuasbl, TaK UM MHAYE, aKTYaNIU3NPYIOT BAXKHYIO Npobaemy:
MOXKET /1M CO3HaHMe GYHKUMOHMPOBATL Oe3 Tena? 3Ty Temy pa3BuBaeT
B cBOeW cTaTbe Ppuapux banke v NPUXOAUT K BbIBOAY, YTO NOA0OHbIE
aonyleHna abcontoTHo 6e3ocHoBaTesIbHbI. OH paccy*KaaeT 0 TOM, UTOo
TEXHONIOTMYECKan YTOMUA «YNbTPACTabUAbHON MHPPACTPYKTYPbLI», KO-
TOpasn No3BOIUT COXPAHATb CO3HaHMeE YenoBeKa nocae 61Moornyeckomn
KaTacTpodbl, UTHOPUPYET KOMMIEKC B3aMMOAENCTBUA MbICIN U TeNa, O
KoTopom nucan ewwe CnnMHo3a B NpoTMBOBEC Ayanusmy [ekapta [9, c.
610-611]. OgHako dpaHTasumM KnbepnaHka He OTCTYNatoT OT UAEN pas-
OeNeHns Tena u CoO3HaHWA, Hanpumep, B OAHOM M3 3aNn30408 «Yep-
HOrO 3epKasia» NPecTynHMKN NOAYy4atoT HaKa3aHMe Yepes KJAOHNPOBa-
HWe cobcTBEHHOrO CO3HaHMA 6e3 Tena. B pesynbTaTe KAOH CO3HAHMA,
JIMLLEHHDbIN TeNa, NOMeLLLAeTCA B 3aMKHYTOE NPOCTPAHCTBO, FAe Bpems
pacTArMBaeTca Ha TbiCAYENIETUSA, NOBTOPAETCA OA4HA M Ta Ke CUTyaLums
M TaK HacTynaeT Be4YHoe packasHue. KNoH co3HaHua 6e3 Tena MoxeT
TaKXe UCMOHATb POJ/ib CeKpeTapsA HACTOALLEro YesI0BEKA, NPU 3TOM
owyLan cebsa B CBA3KE C NPOEKLMEN PEaNbHOro Tena, YTo CTaHOBUT-
CA HACTosALLEN NbITKOM Ana Konuu. A B anusoge «CaH-[KyHunepo»
M3 TOTO e cepuana repou NOMafalT B BUPTYasIbHYIO PeasbHOCTD,
UMUTUPYIOLLLYIO KYPOPTHBIN ropos, Ha Mope, rae ctapble U 60MbHble B
AeNCTBUTENbHOCTN 04N UMEIOT BOSMOMXKHOCTb BHOBb CTaTb MOJIOAbI-
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Mn. COH KaK a/bTepHaTUBHOE COCTOSIHME CO3HAHWS, YacTo CNYXHUT B
dunnbmax 06pasHbIM NPOCTPAHCTBOM TPAHCLUEHAEHTaIbHON peanbHo-
ctn. No AaHHbIM HEMPOPU3NOAOTOB aKTUBHOCTL MO3ra BO BPeMs CHa
He mMeHee BbICOKa, Yem BO Bpemsa HoapcteoBaHusa [10, c. 175-197].
CoH B @aHHOM C/ly4ae MOMKET CTaTb A/1A repoes Guibma 6ECKOHEYHbIM
[OaXKe nocne CMepTu Tena, UX CO3HaHUE NPU KeNaHUN KIUEHTa MOXKET
octaTtbea B CaH-[KyHUnepo Hasceraa. MNepcnektmea LmdpoBOro npo-
OO/IKEHMA KMU3HM NOCAEe CMEPTM CTaBUT YenoBeKa nepes Bbibopom,
nMbo BOCMO/1b30BATLCA TEXHO/IOTMEN U rapaHTMpoBaTh cebe pan, nnbo
NPUHATb CMEPTb U YUTU B HEM3BECTHOCTb.

MoaBoas UTOMM aHaNM3a, MOXHO 3aKNHOYUTb, YTO TEMA LMANEKTU-
KW Te/la M CO3HAHMA aKTya/ibHa CEerofHa He TO/NbKO B KOHTEKcTe ¢u-
nocodun, Ho 1 HelpodM3MONOornK, a TaKKe U B 061acTM HOBEMLINX
pa3paboTOK KOMMbHOTEPHbIX TEXHONOTUI U CO34aHUA UCKYCCTBEHHOTO
nHTennekrta. ccnepoBaHus cosaatenen YyenoBekonogobHbix pobotos
nomoratoT Helipodumsmonoram u dunocopam nNPUBAUIUTLCA K NOHU-
MaHMUI0 TOTO, KaK YCTPOEHO YenoBeyeckoe cosHaHue. KuHematorpaod B
aHpe KMbepnaHK B CBOO oyepedb NpeaBoCXULLAET MHOTUE OTKPbITUS
N B CUHTETUYECKOM XYA0MKECTBEHHOM BUAE MOKa3blBAaET BO3MOMKHbIE
NOCNeACTBMSA CPALLEHMNA YeIOBEKA U TEXHONOTNIM, MOB6oYHble 3ddEKTI
3KCNEPUMEHTOB MO Pa3ae/ieHUIo TeNla U CO3HAHUSA, KNOHUPOBaHMUSA CO-
3HaHWA U Tena U T.4. Takum 06pa3om, CUHEPTUMHBIA MEXAMUCLUNAN-
HapHbIA NOAXOA, K PAacCMOTPEHUto npobsieMaTnku GpeHOMEHONOrNM
Tena U Co3HaHMA NPeLCTaBASETCS HA CEroAHAWHUA AeHb OAHUM U3
CaMbIX NPOAYKTUBHbIX.
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K OMNPEAENEHNIO TEPMUHA
«NAPTULUNTTALUNA»

B KOHTEKCTE COBPEMEHHbIX
XYOOKECTBEHHbIX MPAKTUR

AHHOmMayua. B cmamee paccmompeHo noHAmue «nap-
muyunayuu» 8 KoHmMeKkcme cospemMeHHOU Kyabmypsi U
uckyccmea. loKa3aHo, Ymo napmuyunayus cmaHoeamcs
KAtoYesbliM MOHAMUEM Mpu PACCMOMPEHUU COUUAbHbIX
OmMHoweHul U KonnekmueHbix rnpedcmasneHull, obHapy-
Husaem cebs 8 3KOHOMuUYecKol, nonumu4eckoli, coyuans-
Holi u xyooxecmeeHHol cgepax. Laémca onpedeneHue
napmuyunayuu 8 pasHuix Hay4yHelx obaacmsax: 8 ¢huso-
coghuu, uckyccmeoseOeHUU, 3KOHOMUKe, MoAuMmuKe, co-
yuosnoeuu, ncuxonozuu. lMapmuyunayus 8 cmamee pac-
cMampueaemcs Kak acmemudveckuli u xyodoxcecmeseHHbll
heHoMeH (8 KOHMeKcme HeKaaccu4yeckoli acmemuku).
C «acmemukoli napmuyunayuu» cea3blearomca ¢Gopmol
acmemusayuu Yesnogeyeckux e3aumodelicmsuli u akmue-
Hocmu 3pumeneli-napmuyunaHmos, 0603HA4YaA MAKUM
obpaszom cghepy OesmesnbHOU 8bipazumesbHoCMU Yesnose-
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yecKoli akmusHocmu. Paccmampusaemcs pa0 nooxo008 K
onpeodesneHUO NAPMUYUNAmMopHoli scmemuku, cesa3bl8aro-
wux coydacmue co cnedyrouumu HanpasaeHUuamMU: ¢ a8aH-
2apoHol acmemukol, ¢ a8MOPCKUM XyOOHecmeeHHbIM
meopyecmeom, C COYUAAbHbIMU U OeMOKpamu4eckumu
npoyeccamu, Kak yeHHocms 0uadso2aa (U KoHceHcyca), ¢ no-
AUMUYECKU-MOMUBUPOBAHHbLIMU U COYUAMbHO-OH2AMUPO-
B8AHHbLIMU MPOEKMAmMU, Napmuyunayus Kak camooocma-
moyHbIli acmemuyeckull peHomeH. M3 paccmompeHHbix
uccnedosaHuli denaemcs 861800, YMO MexOUCYUNAUHAP-
HOCMb, 2emepo2eHHOCMb MPAKMUK coydyacmus denaem
npobaemMamuyHbIM paccyxdeHus o cmpoeoli cneyugpuy-
Hocmu u obocobsneHHocMu meopuyeckoli napmuyunayuu
8 COBPeMeHHOM UCKyccmee U Kynemype. Ykaseieaemcs,
umo napmuyunayus (coydacmue) 8 Kayecmse muna xy-
00xecmeseHHO20 o8edeHUs, 8 Kayecmee UHCmpymeHma
xyooxecmeeHHOU KpUmMuUKU U UHCMpPYyMeHma akmueu3a-
yuu coyuanbHo20 OuUaa02a M0380s4em MepPeocMbiCaAUMb
mpaouyuoHHbIe 3cmemu4eckue Kamezopuu. B pamkax
«3CMemuKu napmuyunayuu» ocywecmenaemca coeduHe-
Hue ucKyccmea, noaumu4veckol Kpumuku, cyb6KynbmypHoix
MeouanpakmuKk U coyuasnbHeix nabauk-apm npoeKkmos,
Komopesle Mmo2ym 6bimb 8blpasumesibHsbl, 3¢hgheKmHbi U co-
OdepxcamersibHel.

Knwuesbie cnoea: napmuuyunayusd, napmuyunamopHas
Kynbmypa, napmuyunamopHas 3Cmemuka, coydyacmue,
s3aumodelicmesue, cospemMeHHOe UCKYycCmeo.
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CONCERNING THE DEFINITION

OF A TERM “PARTICIPATION”

IN THE CONTEXT OF CONTEMPORARY
ARTISTIC PRACTICES

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

TepmuH «napmuyunayua» (oT aHrA. participation — conpuyact-
HOCTb, COY4acTUe) UCMO/b3YEeTCs B PasfIMYHbIX HayyHbIX 0ONacTAX,
B TOM yncne B dpnunocodpuun, aHTPONONOrMn, UCKYCCTBOBEAEHUMN, KO-
HOMWKEe, MONNTUKE, COLLMOOTUMN, NMCUXONOTUKM, Teonorum u np. U 8
KaXkAOM HanpaBAeHUN MMeeTCcA CBOE MOHMMaHMe napTuuMnauun B
33aBMCUMMOCTU OT KOHTEKCTOB, B KOTOPbIX NMPUMEHEH 3TOT TEPMUH U
ero npoussogHble. Hanbonee obuiee onpegeneHve napTULMnaLmUm
— 3TO COBMECTHOe AeWlCcTBMEe, coyyacTMe B Kakom-nbo npouecce,
aene, meponpuAatTuK. CoyyacTve 03HaYaeT KBO3SMOXKHOCTb ObITb Ya-
CTbto Yero-nnbo, 6bITb BOBAEYEHHBIMY [1, p. 8].

ConpuyacTHOCTb, MAPTULMNALMA CTAHOBATCA K/OYEBLIMW MOHA-
TUAMM NPU PACCMOTPEHUM COLMABbHBIX OTHOLUEHWI U KONNEKTUBHbBIX
npeacTaBaAeHUN. B pamKax cOLMONOrMYECKMX UCCNe0BaHWUN, KaK OT-
MmedaeT O. AHULKMIA, «nog, napTMuMnaLmen B CTPOrOM CMbIC/e CI0Ba
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cneayeT NOHMMaTb BOB/IeYEHME NOAEN B AEATENbHOCTb CYLLECTBYHO-
LLMX OpraHM3aunii, Kak GopmanbHbIX, Tak U HedopmanbHbIX» [2, c. 32].

CoBpeMeHHbII SKOHOMUYECKUIA CI0Bapb AAET cneaytollee onpe-
AeneHne 3TOMy TEpMUHY: «napTuumMnauma — 1) BoBaeyYeHme nepco-
Hana B yrnpasieHne GMpPMOW; pa3BUTHE YYBCTBA CONPUYACTHOCTM Y CO-
TPYZAHMKOB C LIe/1bto MNOBbIWEHMA 3aMHTEPECOBAHHOCTM B pe3y/ibTaTax
obuieli paboTbl; 2) yyacTve rpaskaaH, obuiectsa B rocyapCcTBEHHOM
yrnpaBAeHUN 3KOHOMMKOWY [3, c. 201].

B 3amagHOM MOAUTMYECKOM HayKe nog napTuuMnaumein noHMma-
OTCA BCE BMAbI Y4acTUsA rparkaaH (06poBoNbHOE M BbIHYKAEHHOE) B
NOSIMTUYECKON }KM3HU C LEeNblo OKAa3aHWA BO3LENCTBMA Ha NpUHATME
peLeHnn pasNMYHbIMU YPOBHAMMU U MHCTUTYTAaMM MNOSUTUYECKOM CU-
cTeMbl. B 3TOM CMbIC/1e MApTULMNALMA PACCMATPUBAETCS KaK OCHOBO-
nonaratouiee ycioBue AeMOKpPaTM3aLMmn U YyCTPaHEHWA HEPABEHCTBA
B 0bOLLecTBE, KaK MexaHW3m TpaHCHOPMALMKN COLLUOMOANTUYECKNX
CTPYKTYpP M YCTapeBatoLWmMxX yCTaHOBOK, PENPOAYLMPYIOLLNX HepaBeH-
CTBO, HECMPABEAJIMBOCTb M COLMABbHYIO U30NALMIO.

«MapmuyunamopHaa napaduasma» NPUXOAUT Ha CMEHY MOMUTUKE
LEHTPAIM30BAaHHOIO UHCTUTYLMOHANbHOIO KOHTPOA 06LLeCTBEHHOWN
KU3HWU, IMHEMHBIM MEeTOA4AM UMPKYNALMU MHOOPMALLMKN, UHAYCTPU-
aNbHbIM Cnocobam MpPoM3BOACTBA, OCHOBAHHBIM HA BAACTU TPaHC-
HaLMOHANbHbIX KOPMOPALMMA, rpynn 3KCNepToB, BAACTU AEHEr U Ao-
MWHUPOBAHUM UAEONOTUN KOLHOMNOAAPHOTO MMpa». MNpuBepKeHLb
NapTULMNATOPHbIX METOAOB YCTPOMCTBA MMpPA CUYUTAIOT, UTO rpax-
[AaHCKasa NapTMuMnaLmMa MOXKET PacliMpUTb NpaBa M BO3MOXKHOCTU
ntopen, caenatb Haw Mup bosiee eMOKPATUYHbBIM, CMPABEANNBbIM U
30 PeKTUBHBIM.

MpuBneyeHne NOAXOLOB, OPUEHTUPOBAHHBIX Ha HYXKAbl U UHTe-
pecbl Ntofei, 03HAYaeT, YTO Ye/I0BEK CaM CTAaHOBMUTCS OTBETCTBEHEH
3a CBOE byayliee, YBENMYMBAETCA POJIb «COLMANbHOTO KanuTanay,
CTUMYANPYIOTCA BO3MOXHOCTM M cBODOOAbI, NO3BONAIOLLME MPOCTHIM
NoAAM YNpaBAATb passutMem obuiectsa. CoBeplleHCTBOBaHUE 06-
LecTBa Ha OCHOBe CBODOAHOrNO COy4yacTMa MO3BO/AET BCEM C/10AM
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HaceneHua BAUATb, OCYLLECTBAATb U KOHTPO/IMPOBaTb AEeATeNbHOCTb,
MMELOLLYIO Ba*KHOE 3HAYEeHWe ANA UX KU3HU, MOCPeaCTBOM B3aUMO-
OEeVCTBUA C yUpeKAEeHUAMM, JOMKHOCTHBIMU INLAMU N TEXHUYECKK-
MW KOHCY/IbTaHTaMM U Mp.

Bnpouyem, HaxomATCA KaK KPUTUKMK, TaK M 3aLWMUTHUKM NApTULM-
naumu. MNepsble BbICTYNAT C KPUTUKOW NAPTULMMNATOPHLIX METOLOB
yCTpOicTBa 0OLLEeCTBA M Ype3MEPHOro ONTMMM3Ma MO noBoAdy nep-
CMNEKTMB MacCoOBOro coyyactma. KnawoyeBbiMm AnA HUX ABAAETCA TOT
baKT, 4TO KOpnNopaLMn 1 rocyaapcTso HauyMHaOT UCNO/b30BaThb Map-
TUUMNATOPHbIE MPAKTUKM B CBOMX WMHTEpecax, 4Tobbl rpaxkaaHcKas
napTUumMnaums cayxuna mux uensm [4; 5; 6].

[Opyrne wnccneposatenu, Kak, Hanpumep, A. Kopnsann, xenad
onpaBgaTth «AMCKYpPC NapTUMLMMALUK», MPU3HAKT HEBO3MOMKHOCTb
ObICTPbIX NMEpPeMEH BO BJIACTHbIX OTHOLWEHUAX B 0OLLECTBE U NPU3bI-
BAlOT K BblpabOTKe «KOHLEMNTYa/IbHOrO NepeoCMbICAEHUS NapTULM-
Mauuun B CBA3M C PanKasbHOW NONUTUKOW OpraHu3aumun Tpyaa <...>
N pagMKaibHbIM MOHMMAHMEM TPaXKLAHCKOrO ObLWecTBa», KoTopble
NPOTUBOMOCTABAATCA OOLWENPUHATOMY MOHUMAHWUIO NapTULMNaLLMK
KaK «HaMBHOW MnaHaueu oT Bcex bea». Mccneposatenu npusHaioT,
yTo noTpebyeTcA «pafMKanbHas PEKOHOUTYpaLMA» CyLLECTBYHOLLNX
B/IaCTHbIX OTHOLWEHMI B obLliecTBe WM nepepacnpeneneHne oTBeT-
CTBEHHOCTU [7, p. 75-91].

HeogHo3HauyHOCTb MbepanbHbiX NPeTeH3Ui «AMCKypca MapTu-
UMnauumn» o4yeBMIHa U Korga pedb MAET 06 UCKycCTBe, COLMaIbHO-
BOBJ/IEYEHHbIX apT-NpaKTMKax. Tak, obpalleHne K NapTULMNATOPHbIM
CTpaTernam, BOCMPUHATOE HA MePBbIX NOPaX HEKOTOPbIMU XYA0MKHM-
Kamu ¢ 60nblWMM ONTUMU3MOM, HE NPUBENO K PeasibHOMYy M3MeHe-
HWIO BNACTHbIX OTHOLIEHWUWA BHYTPU WHCTUTYLMIA XY[0MKECTBEHHOro
MMUpa, 0 YEM NULLET TeopeTUK nckycctea . buu [8, p. 3]. To ke ca-
MO€e MOYKHO CKa3aTb M B OTHOLIEHUWN NAPTULMNALNN B CYOKYNbTYPHbIX
TBOPYECKMX MeaManpaKTUKax, rae BeAyLlyo poab U celyac npoaon-
XKaloT UrpaTb KOMMEPUMA U AEHEXKHO-B/IACTHbIE OTHOLWIEHMUA, O YEM
nuwyT . AxxeHKnHc 1 M.T. Welidep [9; 6].
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Paccy*kaas o BO3HMKHOBEHMM B Halle Bpems ocoboro poaa «nap-
muyunamopHol Kynemypbl», aMepPUKAHCKUA KynbTyponor I [dKeH-
KMHC YTBEPKAAET, YTO B MAPTULMMNATOPHbIX MeANanpPaKTUKax «He Bce
YYaCTHUKWN LONKHbI BHOCUTb CBOM BKNAZ4, HO BCE AO/IKHbI ObITb yBe-
peHbI B TOM, YTO OHW MOTYT BHECTW BKNAA W YTO 3TOT BKAag, byaeT co-
OTBETCTBYIOLWMM 06pa3om oueHEHY [9, p. 6].

B pamKkax megmavccnegoBaHuii (meamateopusa) napTuuunaums
XapaKTepum3yeTcs BO3SMOXKHOCTbIO MN0/1b30BaTE/Ie aKTMBHO CO34aBaTb
MeOMAKOHTEHT, BK/OYAACb B cpeny eAMHOMbIWNEHHUKOB, B KOTO-
poi ocyuiecTenseTcs obmeH U UMpKynsaums ceoboaHo co3gaBaemon
nHdopmaumein. MccnegoBaTenm UCNONb3YOT MOHATUE KCOBMECTHOE
cosgaHue» (co-creation) [10, p. 419-431] ana onucaHus npouecca
NPUMEHEHUS NOTPEBUTENAMM AOCTYMHbIX KOMMNBIOTEPHbIX MPOrpamm
M coumanbHbix CeTeBbIX Cpeq paan counanmsaumm n ceobogHom Kom-
MYHUKaunK. MpoayKTbl NONb30BaTENIbCKON AEATENIbHOCTM, TAKUE, KaK
dannbl, BUAeo, GoTo, KOMMEHTAPUU MU NP. NPEeACTABASAOTCA KaK LeH-
HOCTM N5 cooblecTsa NapTULMNAHTOB.

Coumonor K. 6akoH-CMUT NOKa3bIBaET, YTO LNUdpPOBbIE TEXHOIOMMUN
nomoratT coobuiectBam nobuteneit HaydyHo aHTaCTUKK, aHTe-
31 M KaHpPa Y*KAcoB AOCTUrATb KKOHCEHCYCa» M «MOCTPOEHMUA B3au-
mocBsizen» [11, p. 5]. 9T cBA3KM 0b6pasyloTca B cpenax, B KOTOPbIX,
Nno MHeHUto KynbTyponora I [)KeHKMHCa, BecbMa 3blbKMe rpaHuLbl
MeXAYy NPOu3BOAMTENAMMU U NOTpebutenamu, rae «ntobok ymtaTenb
MOKEeT MOHMMATbCA KaK NoTeHUManbHbI aBTop» [12, p. 159].

Takum obpasom, napTUuMnaumMs ecTb B3aMMOAENCTBUE MEXKIY
Nt0AbMU, KOTAA KaXKabl Ye/I0BEK, NPOSBAAA aKTUBHOCTb, AOMNOHAET
pe3ynbTaThbl, NOAYYEHHbIE B MPOLLECCE B3aMMOOOMEHA, KOTAa Kaxabln
OEeNCTBYIOWMI aKTaHT caM no cebe — «meanym» BHYTpU meama. Kaxk-
Obl NAPTULUMNAHT MOXKET C034aBaTb YTO-TO, UCMOJb3yA pPe3ynbraThbl
Tpyaa (aKTMBHOCTM) ApYrvx NapTULMUNAHTOB, U pPe3y/bTaT ero TBopye-
CKOM aKTMBHOCTM ByaeT AOCTYNEeH A1A NPOAOIKEHMA UCNOMb30BAHMA
apyrumu. MapTuumnauma NOHUMaeTCA Kak «CBOBOAHbIE» Mexcybb-
€KTHble B3aMMOAENCTBUSA B rpynne (Kak c NPUMeHEeHNEeM TEXHONOTUIA,
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TaK M 6e3 Hux). Llenb napTMuunaTopHbiX B3aMMOAENCTBUI He B CO-
BMECTHOM peasiv3aLmm Kakoi-1Mbo KOHKPETHOW 334a4u, HO B CaMmX
npoueccax COBMECTHOIO AeCTBOBaHMUSA, aKTUBHOCTU. YToObl 0603Ha-
YUTb NPOLLECC MAPTULMMNATOPHBIM, TPebyeTcA coydacTue aAyx U bonee
MapTULMNAHTOB, NOYYalOLMX BO3MOXHOCTb CBOOOAHO AeMCTBOBATL
BHYTPM CMOZE/IMPOBAHHOW CUTYaUMW MAM MPOCTPAHCTBA MPOEKTA.
B 3TOM cMbIC/ie CMOPTMBHbIE COCTA3AHMUSA, MY3blKa/IbHOE N aKTEpPCKoe
aHcambneBoe UCNONHUTENBCTBO, B3aMMOAENCTBUA B pamKax npodec-
CMOHa/IbHbIX 06A3aHHOCTEN K NapTULMNALMUM OTHOLEHUSA HE UMELOT.
MapTMuMnaTopHble B3aMMOAENCTBMSA OCHOBaHbl Ha He3auHTepeco-
BaHHOW aKTUBHOCTU, KaK MPaBu/Io He NPodpeccMOoHasioB U N04eN, He-
NOCpPesCTBEHHO He 3aNHTEPECOBAHHbIX B MaTepuaabHOM UaK npoyeit
BbIFOAE OT COOCTBEHHbIX AEeNCTBUIA.

MonbITKM paccMaTpPMBATb NAPTULLMMALMIO KaK 3CTETUYECKUIN U Xy-
[OMECTBEHHbIN (peHOMEH (B KOHTEKCTE HEK/NaCCMYECKOM 3CTeTUKM)
npeanpuHUMAOTCA KaK MCKYCCTBOBEAAMMU, TaK U meanaunccnesoBarte-
namu B CLLIA 1 cTpaHax 3anagHoi EBponbl. B pamKkax naptuumnaTop-
HOW 3CTETUKM BbIAENAOTCA Pa3MyHble GOPMbl TBOPYECKOTO B3aUMO-
OEeNCTBUA, OCHOBaHHbIE Ha GM3MYECKOM aKTUBHOCTU MapPTULMMNAHTOB
(3puTenei, nonb3oBaTtenen, caywaTtenen) u acTeTUINpyoLme 3Ty aK-
TUBHOCTb.

B cyLLecTBYOLWMX NOAXOAAX NAPTULMNATOPHAA 3CTETUKA CBA3bIBaA-
eTcs:

a) ¢ asaHeapOHol «3cmemuKoli omkasa» om aemopa, om npous-
sedeHus (Hanp., y M. AiowaHa, k. Kengxa, Mp. dntokeyc), om pa3ob-
WEHHoCcMU U coyuansHol u3onuposaHHocmu awdeli 8 obuwecmse
(H. Byppwo). Mapmuyunayus paccmampueaemcs KAk meop4yeckoe
C030aHUe «CoUUanbHbIX hopmayuii.

Paccykgan o napTMumMnaLmMm B aBaHrapAnCTCKOM K/toYe Kak O BO3-
MOXHOCTU TpaHcHOPMaLUMN TPALULMOHHBIX XYL0MKECTBEHHbIX MPUH-
uunos, H. XucmatynnHa onpegenaeT napTMLMNALLMIO B COBPEMEHHOM
MCKYCCTBE «KaK BMAOBOWM MPU3HAK KOpMyca COBPEMEHHbIX MeXAMNC-
LUMNJNMHAPHbIX XYA0KEeCTBEHHbIX NPaKTUK» [13, c. 167]. OHa obHapy-
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YKMBaET «aHTaroHW3M» NapTULMNALUN B COBPEMEHHOM MCKYCCTBE MO
OTHOLUEHMIO K KaTeropuu 3pesinHoCcT1 B 061actu BU3yasbHOIO MUC-
KYCCTBa B LLE/IOM.

I AnmeHbepr cuMTaeT, YTo NpPoM3BELEHMNE UCKYCCTBa bonee He pe-
anun3yeT 3penuLl, U aBTOPCKUX apT-06bEKTOB, @ 0b6paLLeHO K camMomy
3PUTENIbCKOMY «aKTy CO34aHMA», UCTbITAHMIO 3puTEnem co6CTBEHHOIO
TBOPYECKOrO MOMEHTA», MCUXONIOMMYECKUM PEAKUMAM U peasbHOMY
B/IMAHUIO 3pUTENA HA NPOLLECC KOHCTPYMPOBAHUA NPOM3BEeAEHMA: «nap-
TUUMNATOPHOE UCKYCCTBO — 3TO “3puUTeNb B AENCTBMMU”, UCNOb3YIOLLUIA
B KauecTBe rMaBHbIX CPeACTB CBOW BblI6Op 1 MHTyMuMIO» [14, p. 5].

JencTBUTENbHO, PAL COBPEMEHHbIX XYAOKHUKOB 3aHMMALOTCA He
npeacTaBfeHNeM MaTepuanbHbIX 0O6BEKTOB-MPOU3BEAEHUI, HO CO3-
OaloT ycnoBua ana obbeanHeHUA Ntoael B eANHOE KOMbIOHUTH € 06-
WMMK B3MASAMU UK, HANPOTUB, NOLEN C NONAPHBIMWU B3rNALaAMM,
HO CTPEMALLMXCA K eAUHEHUIO. XYAO0XKHWUK B 3TOM C/lyvyae BbIMOHSA-
€T po/ib co34aTeNn KOMMYHUKaLMIA, An3aiHepa COLMaNbHOro onbITa
[ONA YY4aCTHUKOB-MapTULMNAHTOB. Tak, Hanpumep, P. TupasaHua, K. n
. XoxeH6toxnep, M. XaaHUHT 3aHMMaIOTCA NOCTPOEHNEM 0B LLeCTBEH-
HbIX COLMASIbHO-KOMMYHMUKATUBHbIX OTHOLEHUA WAWN «COLMAbHbIX
CUTYaUMI» B Pas3fIMYHbIX KOHTEKCTAX. Takne pensiLMoHHble NPOeKTbl
HepeaKo 3aMMCTBYIOT ycToABLIMECA POPMbI COLlMANbHOCTU: KoHe-
peHuua, TaHew, noxoZ B 6ap, raseta 1 npouue.

KaTeropua yyactna npegnoniaraet co3gaHne KCKOHCTPYMPOBAHHbIX
CcUTyaumMit» — noHATue, Bocxoaduee K I [lebopy 1 Bo3rnaBnsemon um
B8 1950—-1960-X Ir. 3KCNepMMeHTaNbHOW XyA0XKeCTBEHHOM rpynne «Cu-
TyaUMOHUCTCKUA HTepHaLMoHan». Ecam B TpaaAMLMOHHOM «aBTOHOM-
HOM» MPOU3BELEHNN UCTOYHMKOM ayTEHTUYHOCTM ABAAETCA XyAO0MXe-
CTBEHHbIN reHni, TaNaHT, CO34AtOLLMNIN XYLOKECTBEHHYIO PeanbHOCTb,
TO B NApTUUMNATOPHOM Napagurme ayTeHTUYHOCTb 3aMMCTBYeTCA U3
chepbl HEXyAOKECTBEHHOW, PeasibHOW 3K3UCTEHLUWN. XyAOXKECTBEH-
Hbl1 NPOeKT npuobpeTaeT MOA/MHHOCTb, 3K3UCTEHUMaNbHYO 060-
CHOBaAHHOCTb 33 CYET TOro, YTO OCHOBHOM €ro MaTepuan — peasibHble
noau.
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Npes npeactaBneHna «coumanbHbix GopmaLmii» B KayecTse acTe-
TUYECKOWN AeATeNbHOCTM Oblna npeanoxeHa GpaHLYy3CKUM TeopeTu-
Kom mckycctea H. byppuo B cepeanHe 1990-x. byppuo onpegenaet
«MCKYCCTBO B3aMMOOTHOLLEHWNIN» KaK «HAabop Xy40KeCTBEHHbIX NpakK-
TUK, TEOPETUYECKMX N MPAKTUYECKUX, KOTOPble MPUHMMAIOT B Kaye-
CTBE OTNPABHOMN TOYKM BCHO LLE/IOCTHOCTb YE/10BEYECKNX OTHOLLEHMUI U
MX COLMA/IbHbIN KOHTEKCT, @ He TO/IbKO HE3aBMCMMbIE U YaCTHbIE NPO-
cTpaHcTBa» [15, p. 14]. 3TOT KOHLENT npeacTaBAAeT NpousBeseHne
MCKYCCTBA Kak «b6e3B03mMe3aHbIN Aap», KOTOPbIA MOXKET NpeacTaTh B
dopme KONNTIEKTUBHbIX YTrOLLEHWUIM, YaenuUTUIM, BCTpeY TOBapMLLEN, Be-
YEPUHOK, PEKPYTUHIA, KOMAHAHbIX WP, AUCKYCCUIA U APYTUX BUOOB
coumanbHbIX B3aumogencTeuin. NponsseaeHne noHMMaeTca Kak pop-
Ma B3aMMOoObOMeHa, B3aMMOAENCTBUA MEXKAY XYAOKHUKOM U nyban-
Kol. Hanpumep, P. TupaBaHus npeBpallaeT apT-rajieper B UMNpoBu-
3MpoBaHHble KyxHW, ®. MoH3anec-Toppec npuaymbiBaeT apTedakTbl
ONA KONNEeKTUBHOTO Ucnonb3osaHua, K. Xunn npeacrasnaeT cepsuc-
Hble YC/IYTN B KaYeCTBE MCKYCCTBA, HE MeHee 3aMeTHble apT-NPOoeKTbl
npeacrasnaot J1. Tuanmk, B. Bukpoodt, ®. MappeHo, . OposkKo,
[K. XaaHuHr n ap.

Mo mMHeHuto Byppuro, KayecTBO «MCKYCCTBA B3aMMOOTHOLLEHUI»
onpeaenseTcs He ero 06bEKTUBHbIMU CBOMCTBAMM, HO CU/ION, C KO-
TOpPOV TaKOe MCKYCCTBO CMOCOOHO MPOTUBOCTOATb FEreMOHMMU Ka-
MUTANIUCTUYECKON WAEO0/M0TMN MU MACCOBOM KynbType notpebneHus.
ABTOp YBEpEH, YTO, CO34aBas 30HbI CBOOOAHON KOMMYHMKALMKN, MEXK-
JIMYHOCTHOTO B3aMMOODOMEHA, XYAOMKHUK CTUMYUPYET ayauTopMio
K pednekcum o BaKHbIX Ana obwecTBa naeax, KOHLENTyaansmpyet
LEHHOCTHbIe BONPOCHI peasibHOCTU. byppno obpallaetca K TePMUHY
K. MapKca «LWenb» WAM «3a30p», O3Ha4yaloWwmin cnocobHOCTb co-
obLectB nsberatb TOTA/IbHOrO KOHTPO/A CO CTOPOHbI KanuTana (Ha-
npMmep, ¢ NMomoLblo 6apTepa, aBTaPKUKU, «YEPHOrO Hana» u np.).
Y4yeHbIt npeanaraeT BOCNPUHUMATb MPOU3BEAEHMA COBPEMEHHbIX
XYAOHUKOB KaK CpeacTBO peanu3auuum «COLMaNbHOrO 3a3opar:
«MPOCTPaAHCTBO COLMAJIbHbIX OTHOLIEHWUI, KOTOpPOe, XOTA U PYHKLM-
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OHMPYET B paMKax ObLLei cMCTeMbI, HO NpeanaraeT BO3MOXKHOCTU
ONA B3aMMOAENCTBMA, NPEBbILLAOLWLME Te, YTO AOCTYMHbI B CUCTEMEN
[15, p. 16]. 970 cTaHOBUTCA BO3MOXKHbIM B/1arogaps TOMy, YTO B TaKMX
apT-npoekTax «dopma NpuopuTeTHEE 0OHEKTOB, @ NPOLLECCHI BaKHee
pedaeKcUin: KecT npeBaanpyeT Hag4 MaTepuanbHbiMm Baarammu» [15,
p. 103].

Byppuo yTBepaaeT, B Nof0bOHbIX apT-npaKTMKax caMu coumanb-
Hble B3aMMOAENCTBUA CMOCOOHbI CO34aBaTb 3CTETUYECKYHD dopmy
BblpaxkeHuA. MNocTaBMB B LEHTP BHMMAHWA BOMPOCHI COLManm3aLmm
W COLMANbHOCTU, UCCNeaoBaTeNb BUANT «3CTETUKY B3aMMOOTHOLLE-
HWIM» He B KayecTBe TEOPUM UCKYCCTBA, HO KAk «Teopun apT-Gopm»
WUAN TouHee «Teopun dopmauminy [15, p. 21]. Ons Byppuo aTh npak-
TUKM He NPOCTO BblparkeHWe XyA0XKHUKOM CBOUX NAeN OTHOCUTENBHO
BaYXHOCTU INYHOCTHOIO OBLLEHNA, HO EAUHCTBEHHO BO3MOXHOE YC-
NI0BME OpraHM3aLmmM HenpeackasyembiX MeXKUYesnoBeYEeCKMX B3anMMo-
OENCTBUI M UX apTURYNALMUA B peanbHol popme.

6) MapmuyunamopHyto 3cMemuKy C8A3bI8aHM C ABMOPCKUM Xy-
doxecmeeHHbIM meopyecmsomM, 8 KOmopom 3adelicmayromca npo-
yeccol coydacmus 2pynn napmuyunaHmos. Takoe NoHMMaHue cTe-
TUKM «NapTULMNATOPHOrO WMCKYCCTBa» NpeasiaraeT aMepuKaHCKUI
apT-KPUTUK U ucKyccTBoBen Knap Buwon [16]. OHa npusbiBaeT no-
HUMaTb «NapTULUNATOPHOE MCKYCCTBO» 3CTETUYECKM, KaK aBTOPCKOe
WCKYCCTBO, OCYLLECTBAAEMOE MPU HEeNoCpeaCcTBEHHOM Y4YacTUK 3pu-
Tenen-napTMumMnaHToB. Ho npu sToM NapTULMMAHT BCEraa [AO/KEeH
MMeTb BO3MOXHOCTb OCTaBaTbCcA Habntogatenem, oueHMBATb Mnap-
TULMNATOPHOE MPOU3BEAEHNE KCO CTOPOHLI». N0 MHeHUto buwon,
NapTUUMNATOPHOE MCKYCCTBO OTYACTU MOMKET OblTb «aTTPAKTUBHbLIMY
WK, TOYHEe, MHTEeIEKTYaIbHO M KOHL,ENTYa/IbHO BbIPa3nUTE/IbHbIM U
3/1eraHTHbIM.

«MapTMUMNaTOPHOE UCKYCCTBO» aKTyaaMsMpyeT pasHoobpasHble
BOMPOCbI: XYAOXHWKM paboTatoT ¢ rocnoacTeyoWMmM crocobamm
MeauapenpeseHTauun, BbIABAAIOT 06LLEeCTBEHHOE OTHOLIEHME K YC-
JIOBUAM TPyAa, CKPbITble 3a KanuTaJMCTUYECKON IOTMKOW npeacTas-
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NEHUA CTPYKTYPbl OO6BEKTUBALMM U T.4. XYAOKHMK 3a60TUTCA O Kave-
CTBE NMapTULMNATOPHOrO apT-NPOeKTa, MOCKONbKY MMEHHO ero byayTt
OLLeHMBATb 3pUTENN U APT-KPUTUKK. Tak, npoekT «Camera Lucida»
(2006) amepUnKaHCKOro XyA0MHUKA YNANIMCKOTO NPOUCXOXKAEHUSA ANb-
dpeno Oxkaapa, «FAIL # BETTER (2004) TypeuKoro apT-KONNEKTMBA
Oda Projesi, «Nexus Architecture» (1997) xygoxHuupl Jltocu OpTa,
«De Stri» (2001—- 2004) HemeLKOM XyAOXKHUUbI *KaHHbI BaHH Xnmc-
BMK, «Do you want an audience?» (2004) AHHUKM DpUKCcoH, «Centro
Espacial Vik Muniz» (2006) 6pa3sunbua Buka MyHuca — xapaKTepHble
npumepbl TanaHTIMBO cObBNOAEHHOrO BaNaHCa MeXAY XYAOXKECTBEH-
HbIM }KECTOM, Bblpa*KeHMeM NO3ULMN aBTOPOB U CMOAE/IMPOBAHHbI-
MW CUTYaLMAMM ONA AeNCTBUIA COYYaCTHUKOB MPOEKTA.

Buwon u pag gpyrux uccneposateneit (P. ®pununr, K. BpayH)
CTPEMATCA BbIAEANTb XYAOMKECTBEHHbIE MAPTULMMNATOPHbIE MPOEKTbI
KaK OTAENbHbIM BUA UK «HOPMY» COBPEMEHHOIO MCKYCCTBA, CNOCO6-
HYHO aKKyMy/lMpOBaTb LLEHHOCTHOE KOHLEeNTya/bHOEe COAepMKaHue.
[na HUX BaXKHO BbIABUTb cneundurKy NapTULMNATOPHOIO MCKYCCTBA,
pa3rpaHMYnB TaKOe MCKYCCTBO OT TeX NMPAKTUK, B KOTOPbIX CoyvacTue
Mwb MaHnbecTUpyeTCs, HO He BbIMOIHAET COAepKaTeIbHOM 1 3CTe-
TUYECKM 3HauMmon ponu. K. Buwon npoBoanuT reHesnc naprTuumna-
TOPHOCTM, OCHOBbIBAACH HA UCTOPUM UCKyccTBa XX B. (nepdopmaHchbl
hafa, GyTypucToB, ClOppeanncToB, CUTyaLMOHM3M, NPoeKTbl boiica
n np.). OHa obCy»KAaeT BOMPOCHI KONJIEKTUBHOIO aBTOPCTBA, 3CTETU-
YeCKMX KayecTB NpPou3BefeHNA MCKYCCTBA U BO3MOXKHOCTU XydoOKe-
CTBEHHOTO OCMbIC/IEHUA AKTYasIbHbIX MONIUMTUYECKUX U COLMAJbHbIX
BOMPOCOB.

B) dcmemuky napmuyunayuu ceAa3viearom ¢ COYUGAbHbIMU U
0eMoKpamuyecKUMU Mpoueccamu, npedcmasaaom KaK UeHHOCMb
duasnoeaa (u KoHceHcyca) mexody noobmMu (Kectep); Kak cybryabmyp-
Hoe cpedcmeo maccogozo meopyecmsaa (I. OyKeHKUHc). Tak, nccne-
nosatenu, I. Kectep, H. TomncoH, W. AxkeKkcoH, C. JIancn noHUmatoT
MapTULMNATOPHbIE MPOEKTbl He CTO/MIbKO KaK HOBbIW BWA, UCKYCCTBA,
CKOJIbKO KaK coOBpeMeHHYt GopMy OpraHM3oBaHHbIX NapTULMnaTop-
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HbIX «COBbITUIAY, CO34aBaEMbIX A5 ANANOra U OTKPbITbIX ANUCKYCCUIA
0 BaKHbIX Npobnemax coBpemeHHocTU. Kak oTmeyaeT [IK. BuKkepwu
(AHrnmAa), «cobbiTe o3HavaeT, YTo Npou3BeJeHMe UCKyccTBa bonee
He CaMOZOCTaTOYHO, a CTAHOBMUTCA YacCTbio MPOLECCa UM MPOEeKTa»
[17, p. 3].

B ycnosuax «mocmmeouliHo2o cocmosaHUA» UCKYCCTBA, Koraa umd-
poBble TEXHOIOTMM NO3BOAAIOT NPeoaoieTb 060c061eHHOCTb U Camo-
CTOATENbHOCTb KaXKA0ro U3 aBTOPCKUX MeguymoB, 60/blUMIA MHTEpPEC
Ons psga uccnepoBaTtenen NpeacTaBAseT He PacCMOTPEHUe «cneuu-
GUKMY» NapTULMNATOPHOrO UCKYCCTBA U €ro XyA40XKeCTBEHHO-BbIpa3u-
TENbHbIX CPEeACTB, HO CAaMO PYHKLMOHUPOBAHME apT-NapTULMNaLLmii,
NapTUUMNATOPHbIX MPOLECCOB M COLMANbHO-KYNbTYPHbIE Mnocaes-
CTBUS 3TOTO GYHKLUMOHMPOBAHMA.

Bo Bpema npoBedeHWs «NapTULMNATOPHOrO COBbLITUA» MOryT
€03aBaTbCA U MaTepuanbHble 06beKTbl, U apTedaKTbl, HO MaBHas
XYAO0XeCcTBEHHasA 3a4a4ya 34ecb — OpraHM3aumns B3aMMOAENCTBUI U
OVHAMUKWN KONNEKTUBHOTO 0bmeHa mexay paboToi u coumanbHbiM
OKpy»KeHnem. MNapTruymnatopHoe cobbiTve NPOBOLMPYET NPOAYKTUB-
HbIh 0BMEH aKTUBHOCTAMM (AENCTBUAMM), aKTUBHbIN ANANOT MEXKIY
KYPaTOPOM, XYAOMKHWKOM, MyOAMKON, COLMANbHbIM U KYNbTYPHbLIM
OKPYKEHMEM KaK paBHbIMM MapTHEPaMW B «COBMECTHOM Auajore»
[18]. MNogobHble NapTUUMNATOPHbIE «COBLITUA» MOTYT MPOXOAUTb B
onpeaenéHHon nokauumn (Ha yauue, B Ny6/AMYHbIX MPOCTPAHCTBAX U
np.) MM OQHOBPEMEHHO B HECKOJIbKMX MPOCTPAHCTBAX MM Aaxe B
ceTeBoM (OH-naliH) 1 BUPTYaIbHOM NPOCTPAHCTBAX.

TaKkue pa3HOBMAHOCTU NapPTULMNATOPHbIX apT-NPaAKTUK, KaK «ana-
JIOTMYECKOe WMCKYCCTBO», «Pa3rOBOPHOE MCKYCCTBO», «MOrpPaHUYHOe
WCKYCCTBOY», KHOBbIN }KaHP NabAMK-apT» NapTULMNATOPHbIE METOAbI
— 3TO He CTO/IbKO OpraHmnsaLma COBMeCTHOM paboTbl paaun peanunsa-
UMM naen XyAoXKHMKa, HO NpexKae BCero cosaaHue ycaoBuii AN Bbi-
X043 Ha HOBOE MOHMMaHMe BaXKHbIX 0bLEecTBEHHbIX BONpocos. Map-
TULMMAHTAM NpeasaraeTtcsa BbIATU 3a rPaHMLbl CyObeKT-06beKTHbIX
OTHOLUEHWN, U OTKPbIBaTb A5 cebAa 0cobble BO3MOXKHOCTM B NpoLec-
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Cya/ibHbIX, UMMPOBU3aLMOHHbIX, ANALLeNcs npoueccax. Peub naer 06
acTeTM3aumMmM NPon3BOACTBA 3HaHUA (aesthetic knowledge-production)
yepes NPoLECChbl CO-AENCTBUA, CO-MbILLNEHUA U CO-YYBCTBUA. «ICTe-
TUKA 3HAHUA» MOXKET MPUMHMMATb GOpPYy KyNbTYPHOW M aHTpoOMono-
rmyeckon stHorpadum (apT-rpynna Frenchmottershead), Kputukum
Hacneama HauMOHanbHON maeHTMYHocT (MoxeH lepu), uccnenosa-
HUS COLMANMU3aLMOHHbIX MPOLIECCOB U anbTpyMsma (rpynna «People
United»), KynbTypHOro Kanutana (apT-rpynna Strange Cargo) v np.

NcTopuK nckycctea M. KBOH BUAMT B NapTULMNATOPHbIX KOMMY-
HUKAUMAX POXKIAEHME HOBOTO TUMNa XY[AOXKECTBEHHOM ayauTopum, Ko-
TOpan «roToBa OCTaBMTb pPa3B/iedeHUs U NeperTn K paBHOMPABHbLIM
conmKaroLWmMm gmuckycecmamy» [19, p. 132].

TepMUH «HOBbIW aHp nNabank-apT» 6bin npeasnoxkeH C. Sleicn ans
onpeaeneHns HoBbIX BUAOB apT-NPaKTUK, KOTOPble HEMOCPeACTBEHHO
OCHOBaHbl Ha COLMANbHbIX U KOINEKTUBHbIX B3aMMOAEWCTBUAX NapTK-
LMNAHTOB: KHOBBIM }aHp Nabank-apT Nnpeanaraet 06o6watowmii cno-
€06 KPUTUYECKOTrO PacCy*KAEHMA O LEHHOCTHbIX, STUYECKUX U OCTPbIX
couManbHbIX BOMPOCax C No3uumm uckycctea» [20, p. 43].

CX0XKMM 06pa30oM paccyKAaeT 0 COBPEMEHHOM MUCKYCCTBE XYA0M-
HUUA M apT-kpuTnk C. MAbaunK, npegnaras cBoé onpeaeneHve nap-
TUUMNATOPHbIX apT-MPaKTUK — «3CTeTMKa eauHeHua» (connective
aesthetics). Takas «3cTeTUKa», No MHeHWo MABAKK, No cBoel npwu-
poAe OManormyHa v CTaHOBWUTCA AOCTYMHOW A/1A OLLYLWEHMA TO/bKO
yepes NpoLLeccbl B3aMMOLENCTBUS MEXKAY MHOTMMM COYHaCTHUKAMM.
JcTeTUKa egMHeHus no3sonseT GopmyanpoBaTb KHOBOE NOHMMaHKE
M HOBble Cnocobbl BbiparkeHuMs yenosedeckoro “a”» [21, p. 80].

r) [Moaumuyecku-MomuBuUPOBAHHAA U COUUAIbHO-OH2AXUPOBAH-
Hasa napmuyunayus (nabauk-apm). [pyroi BapuaHT 3cTeTU3auuUK
NapTULMMNATOPHbIX B3aUMOLENCTBUA CBA3bLIBAIOT C MOJIMTUYECKM W
COUMaNbHO-MOTUBMPOBAHHbLIM NabinK-apTom. B aTom cnyyae napTtu-
LUMNauma CayKuT BbipaboTKe y NapTULMNAHTOB pALa IMYHOCTHBIX Ha-
BbIKOB B cdepe 06LLeHMSA, COLMANbHOMO AManora U NoJUTUYECKUX U
COUMaNbHbIX B3aMMOOTHOLLEHWNI. MabanK-apT NPOHUKAET B TakMe 06-
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LLLeCTBEHHO BayKHble chepbl Kak ynpaBaeHue, duHaHcbl, nuap, obpa-
30BaHME N BCEBO3MOXHble BMAbI COLManbHOM paboTbl. B nabnuk-apte
ANanor BbIiCTpanBaeTCcA mexay XyAoXHUKOM U UHCTUTYUUNAMU, CNOH-
CUPYIOLLLMMMN OpPraHn3aLmio NapTuLUMnaTopHoro cobbitmsa. MHCTUTYUMK
MHULMMPYIOT NapTULMNATOPHble apT-NPOrpammbl, Y4acTHUKaM KOTO-
pbIX NpeanaraeTca BHECTU CBOWM BKAA/ B CO3[aHMe NMPOEKTa, 33 3TO UX
paboTa odumLManbHO (HeEpeaKo MmaTepuasibHO) BO3Harpaxaaercs.

MpuBneYeHMe NCKYCCTBa A1 peLleHUsA BOMPOCOB, He OTHOCALLMXCSA
K chepe MCKYCCcTBa, CTUMYIMPOBA/IO KEeCTKME AMUCKYCCUM OTHOCUTE b-
HO PO/IN MCKYCCTBA NapTMUMNaLMUMU U COLMANbHO-aHTaXXMPOBAHHbIX
obuecTBeHHbIX NpoekToB. M. Kennn npusoauT cnegytowme Kputepun
06LLEeCcTBEHHbIX NAapPTULMNATOPHbIX NPOEKToB: 1) yyacTue Henpodec-
CMOHANbHbIX XYA0XHUKOB; NP 3TOM XyA0XECTBEHHbIE NPOEKTbI, KaK
NpPaBuI0, UHULUMUPOBAHbI, HO HE MOJIHOCTbIO CPEXKUCCUPOBAHbI Xy-
OOXKHUKOM; 2) ydacTme HenpodeccMoHaNbHbIX XyA0XKHUKOB ABASETCA
HeobX0oAMMOW COCTaBAAOLWEN STUX NPOEKTOB KaK Xy/A0XKeCTBEHHbIX —
OHTO/IOTMYECKN U coumanbHo; 3) peannsauma B 06LWECTBEHHbIX MPo-
CTPaHCTBaXx, T.e. BHE TPAAMLMOHHbIX XYAOMKECTBEHHbIX MHCTUTYLIUIA;
4) nonuTMYecKan pPesy/bTaTUBHOCTb: Hanpumep, GOpMUPYIOT CO0b-
LLEeCTBa, NOBbILAIOT MOJAUTUYECKYIO U XYA0MKECTBEHHYIO aKTUBHOCTD,
NPOBOLMPYIOT, BbIABAAOT COLMabHble NpoTuBopeunsa u T.4. [22, p.
28-29].

Tem He MmeHee, KPUTUKU UCKYCCTBaA y4aCTuA He cnewaTt CTaBUTb
3HaK PaBEHCTBA MeXAY COLMaNbHOW MPAKTUKOM U coumanbHoOW pa-
60TON: MapTULMNATOPHbIE MPOEKTbl He MOryT BOCMPUHUMATLCA, BO-
MPeKN OMUAAHUAM XYAOMKHUKOB, KaK NMONHOLEHHbIN UHCTPYMEHT He-
MOCPefCTBEHHOIO COLMAIbHOTO U3MEHEHMA U B LIE/IOM COXPaHAIT
CUMBOIMYECKUIA XapaKTep BbiCKa3biBaHUA. HeCMOTPA Ha aHTaroHM3m
MO OTHOLWIEHMUIO K MHCTUTYTaM 3PENULHOCTA, MPaKTUKM y4acTus B TO
e BpemMsa BrnucaHbl B Xy40XKeCTBEHHYI MHOPACTPYKTYPY. OHU dUHAH-
CUPYHOTCA, BNOCNeaACTBUN SKCMOHUPYHOTCA U NeTUTUMUSUPYIOTCA TEMU
e boHAaMU, My3esamU, U3LaHUAMU U OKa3bIBAOTCA HECOCTOATE/Nb-
HbIMW M HENPU3HAHHBIMW BHE 3TOW MHPPACTPYKTYPbI.
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a) lMapmuyunayuro npedcmasasiom KaK camocmosmesnsHolli
acmemuyeckuli heHOMeH (paccmampusaromca Kpacoma U 8038bl-
WweHHoe 8 xydoxecmeeHHbIX U meduanapmuyunayusx). Tak, npo-
deccop Anbyprckoro yHusepcuteTa (JaHus) ®. XaliHpux B aHanuse
KOHLLeNUMM «NapTULLMMNATOPHOIO BO3BbILEHHOIO» M «MapTULMNATOP-
HOW KpacoTbl», onpeaenseT NapTMLMNATOPHYIO KpacoTy yepes ayTo-
MO3TMYECKME CaMOpPA3BMBAIOLLMECA CUCTEMbI, UCCAEAyA LMPOKUIA
CMEKTP COBPEMEHHbIX XYLOMECTBEHHbIX U KY/JbTYPHbIX NPaKTUK [23].
OcHoBHasA rMnoTesa XalHpKUxa 3aKNH0YAETCA B TOM, YTO KPacoTy B nap-
TUUMNATOPHOM MCKYCCTBE MOMKHO OMMCAaTb KaK KOMMNEKCHbIN 3bdeKT
OT NO/Mb30BATENbCKOM NepLEnLMU, UCCNef0BAHUA aNTOPUTMUYECKMX
cueHapveB paboTbl M yCMewWwHoN peanmsaumm obLmnx KoHLenTyanb-
HbIX 33434 NofobHbIX Npou3BeaeHWn. Kpacota neperkmBaeTca Tor-
[, Korga napTULMNaHTbl MOHUMALOT, KaK U YTO HeobXxoaAMMO AenaTtb,
yTO6bI apTedaKT/NPOEKT oNTUManbHbIM 06pasom GyHKLMOHMPOBAI.
XaliHpux pasnuyaet Tpu cnocoba owyleHna napTuumMnaumMm — BuC-
LepanbHbli, KOMMYHUKATUBHbBIA M KOHLENTYa bHbIA M NbITaeTCA Ha
KOHKPETHbIX NpUMepax BbIABUTb X CBA3b C NepexmBaHWEM YyBCTBA
KpacoTbl.

M3 paccMOTpeHHbIX Bblille WUCCNeAO0BaHWI OYEBUAHO, YTO MEX-
ANCUMMNANHAPHOCTb, TeTePOreHHOCTb MPAKTUK Ccoy4vacTvua genaet
NpPo6aeMaTUYHbIM PACCYKAEeHMA O CTpPOoroi cneundumyHocTn 1 obo-
Cc06/1eHHOCTM TBOPYECKOM NAPTULMNALUN B COBPEMEHHOM UCKYCCTBE
n KyneType. MNpeactaBnaeTcs NPoAyKTUBHbBIM pacLIMPeHHoe onpese-
NeHWe acTeTUYeckon cdepbl NAPTULMNALUN: B HEE MOMKHO BKIHOUUTD
BECb CMEKTP MPAKTUK COY4acTUA, He OrpaHUYEHHbIA NULWb couManb-
HO-aHTaXKMPOBAHHbIMM MPOEKTAMU UM «aBTOPCKMMM» MapTULMna-
TOPHbIMM NpoU3BeAEHUAMMU. MapTULMNaLMA MOXKET NpeacTaBNATbCA
WMPOKO — KaK CpeacTBO OPraHW3auumn, MOTMBMPOBAHWUA, 0OHOB/e-
HWA, aKTYaIM3aLMM U 3CTETU3ALMM aKTUBHOCTU U AENCTBUIN NApTULK-
MaHTOB.

B aTOM Cc/yyae € «3CTETUKON MApTULMNALMNY MOMKHO CBA3aTb Jt0-
6ble GopMbl 3CTETU3ALMMN YETOBEYECKUX B3aUMOLENCTBUN N aKTUB-
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HOCTW 3puTeneit/nonb3oBarteneit (NapTMLUMNaHToB), 0603HAUYNB TaKNUM
obpasom cohepy AeATeNbHOM BbIPa3nTEIbHOCTN YE/T0BEYECKOM aKTUB-
HOCTM. MOMEHTbI aKTya/IM3aLmMmn TBOPYECKOTO AEeMNCTBOBAHMUA Kaxabli
pa3 HOBblE, UX He yAacTcA NOBTOPUTb M NPobiemMaTUyYHO NpeacTaBuTb
B KauyecTBe CpeacTBa penpeseHTauum.

MapTuumMnaTopHble apT-NpPakTUKKM NpeacTaBnatoT cobol TBopue-
CKMEe 3KCNEPUMEHTbI C BbICTPANUBAHNEM MEMKIUYHOCTHbLIX M COLMANb-
HbIX OTHOLUEHUI MeXKAY COy4YaCTHUKAMM, NMOUCK MHANBUAYASIbHBIX U
KON/IEKTUBHbIX CNOCOO0OB B3aMMOAENCTBMA KaK C TEKCTamu Mpous-
BeZEHMN, TaK U BHYTPM COOOLLECTB NAPTULMNAHTOB A1A TOrO, YTOObI
NpPOBOLMPOBATb HEMpeaBMAEeHHble cuTyaumum addeKTUBHOM UK co-
3HATeNbHOW aKTUBHOCTMU.

MapTuumnauma (coy4yacTue) B KayecTBe TUMa XYAOXKECTBEHHOro
noBeAeHMs, B KauyecTBe MHCTPYMEHTa XYAOMKECTBEHHOW KPUTUKU M
WHCTPYMEHTA aKTMBM3aLMM COLMANbHOIO AMasora No3BoseT nepe-
OCMbIC/INTL TPAAMLMOHHbIE 3CTETUYECKMe KaTeropuum. B pamkax
«3CTETUKM MapPTMLMNALMMU» OCYLLECTBNAETCA COeAUHEHNE UCKYCCTBA,
NOJINTUYECKON KPUTUKM, CYOKYAbTYPHbIX MeananpakTUK U coumanb-
HbIX NabaAnK-apT NPOEKTOB, YTO MO3BOAAET CO343aBaTb COBPEMEHHbIE
MPOEKTbl Ha CTbIKe COLMANbHON KOMMYHUKATUBUCTUKN U UCKYCCTBA,
KOTOpPble MOTYT ObITb BblpasuTenbHbl, 3GGEKTHbI U PacLUMPALIOT Kpyro-
30p COBPEMEHHOIO Ye10BeKa.
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THE PREHISTORY OF THE MAGIC
OF SCREENS. MOTIVES FROM
THE “ILLIAD” AND THE “ODYSSEY”

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

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

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

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

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

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

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

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

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

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

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

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

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

MESSAGES IN THE AERIAL ENVIRONMENT

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

“Full of his god, the reverend Chalcas cried,

‘Ye Grecian warriors! lay your fears aside.

This wondrous signal Jove himself displays,

Of long, long labours, but eternal praise.

As many birds as by the snake were slain,

So many years the toils of Greece remain;

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

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

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

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

To stern Achilles now direct my ways,

And teach him mercy when a father prays.

If such thy will, despatch from yonder sky

Thy sacred bird, celestial augury!

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

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

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

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

In such situations the ur-screen form is taken up by the aerial milieu
with the bodies and other natural phenomena (such as lightnings)
caught within the range of human survey. In Homer, as in general in
the Ancient Greek tradition, the changes in aerial space are perceived
as a magic text consciously “written” by a superhuman will, which
is in store for humans to read correctly. (In other cultural traditions
something totally different may be allotted the role of the ur-screen
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form. Thus, in Ancient Mesopotamia it was very a popular action to
read fortunes with the aid of the entrails of animals). It is not the
object itself or the phenomenon carrying out the functions close to
those of a screen, but also the need for interpretation of particular
phenomena of the outer world as signs from above — signs endowed
with symbolic forms, allegoricality and targeted orientation. Such an
interpretation of natural phenomena testifies of the fact that man
cognizes himself in dialogue with a magical universe. And the universe
is realized as being directed at communication with humans, turned
towards human consciousness.

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

......... Here thou art sage in vain — | better read the skies
Unnumber’d birds glide through the aerial way;
Vagrants of air, and unforeboding stray.

Cold in the tomb, or in the deeps below,

Ulysses lies; oh wert thou laid as low! [8, 11]

DIVINE POLYMORPHISM. THE BODY AS AN UR-SCREEN

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

His furious deed the general anger moved,

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

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

Wander, perhaps, some inmate of the skies;

They (curious oft of mortal actions) deign

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

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

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

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

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

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

But this to me? who, like thyself, excel

In arts of counsel and dissembling well;

To me? whose wit exceeds the powers divine,

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

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

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

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

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

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

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

Or some celestial in his reverend form,

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

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

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

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

Nor skill’'d nor studious, with prophetic eye

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

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

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

THE DISTANT IMPACT OF THE GODS AND THE MANIA OF PLAY

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

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

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

But all-subduing Pallas lent her power,

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

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

Wide o’er the shore with many a piercing cry

To rocks, to caves, the frightened virgins fly;

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

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

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

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

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

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

“We will it (Jove replies).

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

Fix her for ever, a memorial stone:

Still let her seem to sail, and seem alone.

The trembling crowds shall see the sudden shade

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

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

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

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

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

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

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

The golden goblet crowns with purple wine:

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

But Phoebus now from lIlion’s towering height

Shines forth reveal’d, and animates the fight.

“Trojans, be bold, and force with force oppose;

Your foaming steeds urge headlong on the foes!

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

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

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

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

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

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

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

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

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

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

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

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

Thus answer’d mild the cloud-compelling Jove:

“Nor god nor mortal shall our joys behold,

Shaded with clouds, and circumfused in gold;

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

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

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

Unseen he glided through the joyous crowd,

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

And prostrate fell before the imperial dame.

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

The nobles gaze, with awful fear oppress’d;

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

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

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

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

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

Dispel this cloud, the light of heaven restore;

Give me to see, and Ajax asks no more:

If Greece must perish, we thy will obey,

But let us perish in the face of day!”

With tears the hero spoke, and at his prayer

The god relenting clear’d the clouded air;

Forth burst the sun with all-enlightening ray;

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

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

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

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

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

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

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

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

Its utmost verge a threefold circle bound;253

A silver chain suspends the massy round;

Five ample plates the broad expanse compose,

And godlike labours on the surface rose.

There shone the image of the master-mind:

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

The image one of peace, and one of war.

Here sacred pomp and genial feast delight,

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

Glow’d with refulgent arms, and horrid war.

Two mighty hosts a leaguer’d town embrace,

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

A secret ambush on the foe prepare:

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

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

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

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

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

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

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

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

VISUALIZATION OF THE MOTION OF TIME.
THE COVERLET OF PENELOPE

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

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

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

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

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

SPECTACLES AND PLATITUDES.
THE EARTH’S SURFACE AND WALLS

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

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

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

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

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

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

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

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

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

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

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

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

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

They cried, “No wonder such celestial charms

For nine long years have set the world in arms;

What winning graces! what majestic mien!

She moves a goddess, and she looks a queen!

Yet hence, O Heaven, convey that fatal face,

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

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

In parallel, the elders observe Helen and discuss Helen, remarking
on her apalling divine beauty, so stunning, so frightening (ainos) [19,
p. 65], which creates the situation of double commentating, a double
object of observation and a double reference to the experience of her
ruinous beauty, which is appalling as the horror of battles, the horror
of the visibly divine in an earthly mortal. What is more, the elder are
ready to part from the divine Helen for the sake of the prosperity of
the city, which highlights the value of both the city and its residents.
And the entire scene on the wall of Troy presents a preamble to the
abolishment of the distance and the safe position of the observers
and commentators, when King Priam was impelled to equip a chariot
and to arrive at the battlefield in order to participate in person in the
establishment of a treaty about the conditions of the duel between
Paris and Menelaus and in binding it with an oath and a sacrificial rite.
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With grief he heard, and bade the chiefs prepare
To join his milk-white coursers to the car; [6, 1l1]

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

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

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

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

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

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

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

Nor could the Greeks repel the Lycian powers,

Nor the bold Lycians force the Grecian towers.

As on the confines of adjoining grounds,

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

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

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

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

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

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

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

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

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

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

REFERENCES

1. Salnikova EV. K predistorii vnutriekrannoy mizanstseny
kompyutera [Towards the Prehistory of the Computer’s Mise-en-Scene
Inside the Screen]. // Nauka televidenia [The Science of Television].
Moscow: Gumanitarny institut radio i televidenia im. M.A. Litovchina
[The M.A. Litovchin Humanitarian Institute for Radio and Television].
2016. pp. 66-83.

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

3. Hunter P. Eustathian Moments. // Pontany F., Katsaros V., Sarris

THE ART AND SCIENCE OF TELEVISION 117



V., ed by. Reading Eustathios of Thessalonike. Berlin/Boston: Walterde
Gruyter GmbH & Co KG. 2017. Pp. 9-78.

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

5. Salnikova EV. Fenomen vizual'nogo. Ot drevnikh istokov k
nachalu XXI veka [The Phenomenon of the Visual. From the Ancient
Sources to the Early 21st Century]. Moscow: Progress-Traditsia. 2012.

6. Gomer. lliada [Homer. The lliad]. Moscow: Khudozhestvennaya
literatura.1986.

7. Tatsit P. K. Annaly [Tacitus P.C. The Annals]. // Tatsit P. K. Annaly.
Istoria [Tacitus P.C. The Annals. History]. Moscow: NF «Pushkinskaya
biblioteka.” 2005. 828 p.

8. Gomer. Odisseya [Homer. The Odyssey]. Moscow: Khudozhest-
vennaya literatura. 1987.

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

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

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

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

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

14. Lessing G. E. Laokoon ili o granitsakh zhivopisi i poezii [Laocoon,
or Concerning the Boundaries of Painting and Poetry]. Moscow,
Eksmo. 2012. Regime of access: http://iknigi.net/avtor-gothold-
lessing/52842-laokoon-ili-o-granicah-zhivopisi-i-poezii-gothold-

118 HAYKA TENEBUOEHUA Ne14.1, 2018



lessing.html (10.05. 2017.)

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

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

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

18. Lukov VI. A. Epicheskiy mir “Pesni o Rolande” (Elektronny
resurs) [The Epic World of “The Song of Roland” (Electronic Resource)]
// Informatsionny gumanitarny portal “Znanie. Ponimanie. Umenie”.
2011. No. 6 (November — December). Access Regime: http://www.
zpu-journal.ru/e-zpu/2011/6/Lukov_The-Epic-World/ (23.03.2017.)

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

20. Garcia L. Fr. Jr. Homeric Temporalities: Simultaneity, Sequence
and Durability in the lliad. A thesis submitted in partial satisfaction of
the requirements for degree of Doctor of Philosophy in Classics. Los
Angeles: University of California. 2007. UMI number: 3302548.

ABOUT THE AUTHOR

EKATERINA V. SALNIKOVA

The Head of the Department of Mass Media Artistic Problems
State Institute for Art Studies, Moscow, Kozitsky pereulok, 5
Doctor of Cultural Studies,

E-mail: k-saln@mail.ru

THE ART AND SCIENCE OF TELEVISION 119



120

EKATEPMHA BUKTOPOBHA CAJ/IbHUKOBA
locydapcmeeHHbIl UHCMumMym UCKycCmeo3HAHUS,
Mocksa, Poccusa

ORCID: 0000-0001-8386-9251
k-saln@mail.ru

MPEAOBLICTOPUA
BOMWEBCTBA 3KPAHOB.
MOTWBbI «MNTUAADBI» N «OAUCCEN»

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

(6, 11, 324-330]

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

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

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

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

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

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

[8, 11, 180-184]

BOMECTBEHHbIN NONMMOP®U3M. TE/NIO KAK MPASKPAH

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

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

[8, XVII, 483-488]

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

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

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

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

[8, XIlI, 296-300]

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

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

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

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

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

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

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

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

«.... Ho cnywan

To, uTo Tebe npeacKaKy s, YTO MHe Bcemorylune borm

B cepaue BNOXUAKN, YEMY HEMUHYEMO CHbITLCS, KaK cam A

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

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

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

AVUCTAHUMOHHOE BO3ENCTBME EOOB M UTPOBAA MAHWA

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

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

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

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

Ho AnKnHoeBa Ao4Yb He NOKMHYNa MecTa. APpuHa

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

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

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

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

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

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

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

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

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

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

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

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

[6, 1V, 507-510]

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

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

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

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

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

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

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

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

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

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

lepe bbICTPO OTBETCTBOBA Ty4 BO3AbIMATENb KPOHMOH:

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

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

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

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

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

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

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

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

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

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

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

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

NMOJINIKPAHHbIN LUUT AXUIIECA

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

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

[6, XVIII, 481-485]

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

«lopopg apyron obnexanu ase cUibHble PaTu HAPOAOB,

CTpalHo cBepKas opy:Kuem. PaTu ABOSKO rpo3uau:

Mnb paspyLmnTb, Uab rpaxgaHe ¢ HUMU A0MKHbI pa3aenmTbea

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

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

B cueHax, oTobparkeHHbIX fedecTom, pazBopauymBatoTcs bpayHble
TaHUbI, MAET CNOP O M34e 3a YBUINCTBO, NPOMCXOAMT Kparka CTaAa 1 no-
FOHA 3@ NOXUTUTENAMM U NpP. Bce nepenosiHeHo ANHAMMUKOM, KU3HbIO.
OnucaHve 3acTaBiAeT Hac 3abbiTb, YTO Mepes HaMK YacTb BOOPYKe-
HWA. PaboTa ledecTa BbIMMALUT KaK HAaCToALLEE MAarMyecKoe 3pesmLLe.
LWMT npom3BoaWT BrevaT/iieHWe MOYTM MOSMIKPAHHOrO YCTPOMCTBa,
[10 KOTOPOTO AaKe COBPeMeHHOMY KOMMbIOTEPY MOKa Aaseko. B cue-
HaX WMTA Napaaie/ibHO NPOUCXOAAT pasHble COBbITUA, COCYLLECTBYHOT
pa3Hble NPOCTPAHCTBA, CBEPLUAOTCA CyAbbbl MHOMMX Ntoaei.
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Ewe JSleccnHr B cBoem Tpyae «JIaOKOOH...» yTBepgan, yto fomep
OMUCLIBAET LUUT KHE KaK BeLLb YXe COBCEM roTOBYI0, 3aKOHUYEHHY!IO, a
KaK Bellb CO3al0LLYIOCA... CO34aET XKMBOE U306parkeHne aencTBmna»
[14, c. 42]. CywwecTBEHHO TO, YTO cam Mo cebe NoAOoOHbIA NPUHLMM
onucaHua, 6AM3KOro pacckasy o peanbHO BUANUMBIX COBbITUAX, HE AB-
NIAETCA YHUKAbHbIM Npuemom fomepa, HO BOCXOAMT K pacnpocTpa-
HEHHOW TPaAuLUMN OPEeBHErPEYECKON INTEepPaTypbl, O Yem nNoapobHo
nuwert B cBoel KHure Hapto C. bekep [2, p. 30-34]. Tak yTo MbI 3a-
[aeMcA NpeXKae BCero BOMNPoCoOM 0 TOM, Kakne addeKTbl nponssoauTt
MHOTOC/IO¥KHOE ONnMncaHue LWnTa, Nog0H6HOro MarMyeckomy aKpaHy, B
«Unnage», B KOHTEKCTE BCEN NTNMHUM Axunneca.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

[ns TposHUEB, rMAAAWMX HA BUTBbI M NMOEAMHKM CO CTeH Tpow,
ONATb K& cama 3eMHasi NOBEePXHOCTb — 3KPaHHaA NIOCKOCTb C AUHA-

150 HAYKA TENEBUOEHUA Ne14.1, 2018



MMUYECKMMM KapTUHAMK. TakMm 06pa3om, 1 6orn 1 TPosHLLbI co3epLia-
tOT NPasKpaHHble 3pennwa. MNosumumsa TPosHLEB Kak Habatogatenei u
KOMMEHTATOPOB peasin3oBaHa B TPETbEM NecHe, Koraa Ha cTeHy Tpou
NoAHUMAtOTCA CcTapenwnHbl Tpou, Mpuam n EneHa. Ona ctapeiwmH
HeCcoMHeHHoe BanKHee 3pennie — cama EneHa:

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

NTaK, MOXHO yTBEpPKAaTb, YTO MMEHHO 06pasbl, CBA3aHHbIE C BU-
3yaNlbHbIM Ha4ya/JioM M C NPasKPaHHOCTbIO, MOCTOSSHHO OKa3biBaloTCA
MarmcTpanbHbIMU B CTUXMIMHOM BbI3PEBAHUM KOHLIENL MM TBOPYECTBa
(KaK ckasuTena, Tak U ero repoes) U B CO34aHUN KapTUHbI MMPO34a-
HUS, YCTPOICTBA Meauacpebl U packnaza cui B cloxkeTax «Mnvaabi»
n «Ogunccen».
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AOKYMEHTAJIbHbIE TENEBN3NOHHbIE
CHOXETbI }XAHPA «MHOOTEMHMEHT»
MPOTPAMMBbI «YTPO POCCUN»
TENEKAHANA «POCCHA 1»:
OPAMATYPTUYECKMIA ACTEKT
NCCNEONOBAHWA

AHHOmMayusa. B cmamee paccmampusaromcs ocobeHHocmu
€030aHUA OOKYMeHMAsIbHbIX Menesu3UOHHbIX CHOXEMOos
8 MaHpe UHpomeliHMeHma, uccaedyromcs XapakmepHsbie
ocobeHHocmu ux 8o30elicmeua HA mesnesu3uoHHY ayou-
moputo. B peaynbmame aHaGnU3a KOHKPEMHbIX MaMepuasnos
npoz2pammel «Ympo Poccuu» asmop 8 uenax popmuposaHus
AMOYUOHAbHO20 80CAPUAMUSA UHGOPMAYUU NPpU HanucaHuu
HYPHAAUCMCKUX MEKCmos U co30aHuuU 8udeopsda 00Ka3bl-
saem Heobxo0UMOCMb UCMOAb308AHUS OpaMamypau4eckux
npuemos. bonbwoe sHUMaHUE yoensaemcs MOHAMUK «KOH-
GhAUKM» U 3HAYUMOCMU €20 UCosb308AHUSA 014 NPAMO20 U
onocped0o8aHHO20 8030elicmaus Ha 3pumers. Beicmpausas
pempocrnekmugy om MOMEHMA 803HUKHOBEHUSA HAHPA KAK
pa3esnekamenbHO20, CeHCAYUOHHO020, 3NamamHo2o, 00 Mo-
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MEeHMa e20 NPOHUKHOBEHUA 8 Cepbe3Hble mesnesu3uoHHble
UHGOPMAUUOHHbIE (hopMamel, a8mMop MOKA3bIBAEM BOM(-
HOCMb CAUAHUA HOBOCMHO020, OMCMPAHEHH020, OUCMaH-
yupyemozo nooxo0a ¢ 3SMOYUOHAbHLIM, MepCoHUpUYUpO-
B8AHHbIM KOHMEKCMOM UH@POPMALUOHHO20 CroXema 8 yesnsx
(hOKyCUpOBKU BHUMAHUSA ayoumopuu Ha npobaemMHbIX moy-
Kax mamepuana. Bozdelicmseue Ha aydumopuro memoodamu
Opamamypau4ecKux npuemos U 8 pamMKax KOHUeNUuU aHpa
«UHGOoMelHMeHmM» 8 Yenaax (hopmuposaHus mol uau uHol
MOYKU 3PEHUA Yy 3pumess paccmampusaemcs a8Mmopom KaK
BAMCHbIU acrieKm 8aUSHUSA 3/1eKMPOHHbIX Cpedcms Mmaccosoli
UHhopmayuu, Koppeaupyrouwuli ¢ numepamypHol, xyooxuce-
cmeeHHoU cocmasnsoueli ¢ 00HOlU cMopoHsbl, U cospeMeH-
HbIMU MeXHUYecKumu cpedcmeamu, ¢ Opyeol. Beibop xydo-
HecmeeHHbIX cpedcms, CMuUAUCMUKU HAMUCaHUA meKcma,
delicmsyrowux AUy, NOABAAIOUUXCA 8 Menesu3UOHHOM CHo-
Heme, A8AAOMCA BAXHHeUWUMU HAKMOPamMU, 8aAUAULU-
MU HG KOHeYHoe socripusmue menegusuoHHO20 Mpodykma.
Co30aHHbIl ¢ Momouwbto MOOO0BHbIX MEeXHUYECKUX U XyOon(e-
cmeeHHbIX cpedcme mamepuas, no MHeHUr a8mopd, Mo-
Hem He mosbKo Mod4epKHymo 8axHocmes moli uau uHol co-
uuansHol npobsiemesl, HO U CHOPMUPOBAMb OnpedeneHHyo
MOUYKY 3peHusA Ha 8ce acrneKkmel 3ampazusaemoli memeol, Mo-
380/1UMb 3pUMENIO 30HAMb MY UAU UHYI MO3UYUK, d 3HGA-
yum, cmame eOUHOMbIWAEHHUKOM UAU HAmpomus, ornmno-
HEHMOM 8 PAMKAX MO020 UsU UHO20 cObbIMUSA UAU A8AEHUS.
Knrouesble cno6a: 00KyMeHMaAsbHbIl mesnesu3uoHHs.ll cro-
Hem, uHgpomeliHMeHM, meanesu3uoHHAA ayOumopus, Hyp-
HaaucmcKuli mekcm, sudeopsad, KOHPAUKM, so3delicmeue
Ha 3pumend, UHEPOPMAYUOHHbIU thopmam, npuemsl 803-
delicmeusa Ha ayoumoputo, 3pumesu, KoMrnemeHyuuU Xyp-
Hasaucma, mesnesu3uoHHbIU NPooyKm.
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ELENA V. IVLIEVA
TV cannel “Russia 1”
eivlieva@vgtrk.com

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

(MORNING OF RUSSIA),

TELEVISION CHANNEL “RUSSIA 1”:
DRAMATURGICAL ASPECT OF RESEARCH

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

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

«Bce »aHpbl xopolwun, Kpome cKyuHbIx» («Encore une fois tous les
genres sont bons, ovs le genre ennuyeux», [1, Preface de lediteur,
V])— yanBUTENbHO, HO 3TOT IMIAaBHbIN MNOCTYNAT COBPEMEHHOIO Tese-
BMAEHMA Bbln cdopmynnpoBaH BonbTepom 3a40nro A0 NOSABAEHMUA
TeNeBUAEHMA KaK TaKoBOro. BbiBog, 3HameHUToro ¢punocoda-npocse-
TUTENA OCHOBAH HE TO/MIbKO Ha ero CO6CTBEHHOM OMbITE, HO U Ha BCeW
NCTOPUM LUMBUANZALMUMN.

Tak, 3HaMeHuUTbIN TpyA lepoaoTa «McTopusa» oTHIOAb He U306uMny-
eT cyxumm pakTaMm Havyana U OKOHYaHMA COBbITUIN. DTO CKopee mn3-
NIOXKEeHWe fereHp, KTo Koro Korga obuaen, npoctua, 3aBoesan WUau
MOXUTUA, MPUYEM ABHO NPOHM3AHHbIN OTHOLIEHMEM aBTOPA KO BCeMy
npoucxoasLlemy. BoT Kak oueHMBAET 3TOT TPYA, U3BECTHbIN NIMHUCT
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C. Nypbe: «MpucTynasa K HanMcaHWio CBOEN KHUrM, fepoaoT, no Bcewn
BMAMMOCTW, HE UMEN B BUAY HanMcaTb UCTOPUIO MPEKO-NEPCUACKUX
BOWMH. Ero Tpyg HauyMHaetca Takumu cnoBamu: “Hukecneaytoume
nsbickaHma lepogot dypuel, [B ApyrMx MCTOYHMKax lepodot — ra-
NMKapHacey, — E./.] npeacTaBnser ans Toro, Ytobbl OT BPEMEHU He
M3rNaguanch M3 Halen NamaTu AesHUs NAeN, a TaK e 4yTobbl He
3ar/s0x1a cnaBa 06 OrPOMHbIX U LOCTOMHBIX YAUBAEHUA COOPYKEHU-
AX, UCMOJIHEHHbIX KaK rPeKamu, TaK U BapBapamu, a TaKKe eLe 1 gas
TOro, 4tobbl He 3abbiTa Hbl1a MPUUYMHA, MO KOTOPOKN BO3HUKNA MEXKAY
HUMK BoWHa”... Tpya lepodoTa, NO-BUAMMOMY, HUMKOrAA HE HOCWUA
XapaKTepa To/NbKo reorpaduyeckoro onmcaHma. Ero kHura 6blna no-
CTPOEHa Mo NaaHy BOCTOYHbIX NOBECTEN, MO KOTopomy 3ToT Periodos
OOJIKEH OblN CNYKUTb NNWbL 0bpamaeHnem Ana pAaga NpPekpacHbIX
HoBenn» [2] fepodoT 6bin yOeKAeH, YTo yesneKamenbHoe YmeHue —
30102 M020, YMo ucmopuveckue cobbimus oCMaHymcs 8 Namamu.

Bnpoyem, He TONbKO COBbITUA, HO U MbIC/IM, YyBCTBA, CNOCO6 BOC-
NPUATUA UK OTPULLAHUSA COBbITUI U ABNEHUIA MOMKHO TPAHCAMPOBaTb
OT OZIHOrO YesnoBeKa K aApyromy. O. Yanba yTBepKaan, Yto «BAUATb Ha
APYyroro YesioBeKka — 3TO 3HAYMT NepeaaTb emy CBot aywwy. OH HauyHeT
AYMaTb HEe CBOMMM MbICASIMK, MblaTb HE CBOMMM cTpacTamu. U go-
6poaeTenn y Hero ByayT He CBOU, U FPEXU, — eC/v MPEeAnoNoKUTb, UTO
TaKoBble BOOOLLE CyllecTBYOT, — ByayT 3aMMCcTBOBaHHbIe» [3, c. 28].
O «yymogenicTBeHHOM» BO34encTBum cioB nucan u 3. ®pena: «Koraa-
TO c/NoBa ObIAM KONAOBCTBOM, C/IOBO M TEMEPb BO MHOTOM COXPaHWUIO
CBOIO NPEXKHIO YyA0AeNCTBEHHYIO cuny» (4, c. 9].

3TUM «CNOBECHbIM KONZOBCTBOM», BO3AEMCTBMEM Ha MbICAN U
YyBCTBA /It0AEN C MOMOLLbIO BbIMbILLEHHbIX NEPCOHAXKeN Ha NpoTs-
KEHUN BEKOB 3aHMManncb nucatenn. MIMeHHo oHu TpaHchopMmupo-
Ba/IM CBOW MAEM, pe3y/abTaTbl aHa/IM3a COLMaNbHbIX, 6ONeBbIX TOYEK
obuiectsa — B popMy, AOCTYMHYO BONbLIMHCTBY COBPEMEHHUKOB. Mo-
nynapHas komeaua Bonbtepa «KaHaua, uam ONTUMU3M» — nydliee
ToMy noaTeepaeHue [5]. MpoHua aBTopa No noBogy MMPOYCTPON-
CTBa He MoTepsAsia akTyaNbHOCTM U B HalLM AHU. To/IbKO Tenepb, cny-
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CTA NOYTU TPW cToNeTUA, 06A3aHHOCTb NOCbINATh CUTHaNbI B 06LLECTBO
B35/ Ha cebs KypHanucTtbl. Mo mHeHuto T. KoHtoxoBol u E. Apnano-
Boi, ntobas MHGopmaumsa «He MOXKeT nepesasaTbcA, NMPUHMMATLCA
N XPaHWUTbLCA B YUCTOM BUAE, CiefoBaTelbHO, el HeobxogMma HeKas
0060/104Ka, KOTOPOW U ABNSAETCA TeKCT. MocneaHui npeaHasHavyeH ans
bUKCUMPOBAHUSA M TPAHCAALMM 3HAHUA MU CBEAEHWNI NO KaHanam CBf-
31 B nepegatollen cpege» [6, c. 216].

OT M36paHHOM CTUANCTUKM W YPOBHSA MACTepCcTBa 3aBMCUT CTEMeHb
BOCMPUATUA MaTepuana KypHanucta. A. [JMUTPOBCKMI MNULWET, YTO
«KYPHA/NUCTMKA BbICTyMaeT “3epKasom” obliecTsa, momoras emy, Tem
CamblMm, CO3HaBaTb cebs, pedieKcMpoBaTb Hag cobol U CBOMMM COCTO-
AHUAMU. Mbl, NtO4M, COLMANbHbIE CYLLECTBA, U MOTOMY MOXKem chop-
MMPOBATbCS NNLLb B 0OLLECTBE HAa OCHOBE “KOHLEeNUMK Yenoseka”» [7,
C. 63]. OHa BO3HMKAET B pesy/bTaTe TPeX COCTaBAAOWMX: NALaNbHOIO
0bpasa yenoBeKa, BblABUHYTOrO COLMYMOM, pPeasbHbiX 06pa3oB OKpy-
JKaOLWMX Ntofaei U COBCTBEHHOTO K HUM KYPHA/IMCTCKOrO OTHOLEHUS.

Takas KoHUEenuua YesoBeKa BEKaMM Pa3BMBaNach B INTEPATYPHOM
cpeae. ypHanucTuka — ee NpogoKeHue. MoCcKoNbKY LEean CXOXN, me-
TOAbl, NPUHATbIE HA BOOPYKEHME CPEACTBAMM MACCOBOM MHGOPMALLMMK,
BMNOJIHE CPAaBHUMbI C TEMM, YTO Y¥Ke NoKasain CBOK AeNCTBEHHOCTb —
JNIETKNI CNIOT, KMBblE MEePCOHAaXKM, acCOUMATMBHBIN psAf, KOHEYHO, B
COYETaHUUN C COBPEMEHHbIMWU TeXHOMOrMAMKU. OAHAKO aMepUKaHCKMI
dyTyposior 3. Todpdaep oTmeyaeT, YTo «Mbl H0/blLEe HE BOCIPUHUMAEM
JKM3Hb TaK, KaK togM B Npowiom. M 3To OCHOBHOE OT/InYne, KOTOPOe
CTaBUT UCTUHHO COBPEMEHHOTI0 Yen0BeKa 0COOHsAKOM. M60 B 3TOM YCKO-
PEHMM KPOETCA HEMOCTOSHCTBO (BPEMEHHOCTb), KOTOPOE NMPOHUKAET U
NPONMTLIBAET Halle CO3HaHME, PaANKaIbHO BMASA Ha CBA3b C APYTMMM
J0AbMMU, C BELLLAMM, CO BCEM MUPOM MAEN, UCKYCCTBA M LieHHOCTen» [8,
c. 7]. Takoe BoCnpuATHE BO-MHOrOM 0byC/10BIeHO PEHOMEHOM Meaun-
aBo3aencTemaA, NogpobHo onucaHHom K. bpaitaHT u C. TomncoH [9]%

1 ABTOPbI CUMTALOT, UTO «MHbOPMALMA, MOAYYEHHAn NPU NPOCMOTPe Tenenepesay Uan YTeHum
raset, CTUMY/IMPYET UAU aKTUBMUPYET OMpeAesieHHble NPOBOAHWUKU. OTAeNbHble MbICIU UAU
UyBCTBA, COXPaHAOLLMECA B NAMATU MHAMBUAA, BCNOMUHAKOTCA U aCCOLMUPYIOTCA C HOBOW MH-
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Mpueesem ¢parmeHT BMAEOCIOXKETa KOPPECNOHAEHTA peaaKumnm
ITPK «BnagnBOCTOK», NOCBALLEHHOIO OTKPLITUIO aIMa3HOW pabpuKu.
TeKcT KoppecnoHAeHTa 33 Kagpom: «bpunanaHToBbIA AblM nog, no-
TOZIKOM: Y K/IAaCCMKOB — MWPaXK, 34eCb — peanbHoCTb. Ha anmasHom
¢babpuke BO BnagmBocToKe nepenmBatoTcs NPUHLECCHI, MAPKMU3bI, alle-
pbl. Bce 3T0 — BUAbI OrpaHKkM bpuannaHTos. Ho camble goporme Kam-
HW — KlaccuMyeckue, Kpyrable». TurpaH MNeTpocsaH, OrpaHLLMK a/IMasos,
roBopuT: «C 00HOU CMOPOHbI, MO4YUMb KaMeHb, ¢ Opyeoli — He mpo-
2ame. 3Ha4um, mam Kakoli-mo degpekm ecmo. A ecau mol MPOCMO o
Kpyey Kpymuwb e20, mbl mopmuwe KameHs. A amom KameHs cmoum
OeHez».

TekcT 33 Kagpom: «AnmasHyto ¢abpuky Bo BnaamsocToke OTKpbIA
WHAMUCKUIA MHBECTOP — KPYMHENLNA B MMpPe NPOU3BOAUTENb Aparo-
LLeHHbIX KamHel. OTKpbITUE NPOoLW/Io B ceHTABPe B paMKax BocTouHoro
3KOHOMMYecKoro ¢opyma. A roLoM paHee KOMMNAHMA, KOTopasa cenyac
noctaBaseT cbipbe Ha $abpuky, co3gana B ceobogHOM NopTy Bnagmso-
CTOK EBpPa3nincKmii anmasHbIi LEHTp, YTOObI BECTU TOProBAto € Kutaem,
AnoHuen, OxkHol Kopeeii. 98 NpoLLeHTOB POCCUMCKUX a/IMa3oB A06bI-
BatoT Ha JanbHem Boctoke. Tak yto ctonmua MNprMmopba MOXKeT cTaTb U
6punnmaHToBom ctonuuen» [10].

He 3aTparMBas MopasbHO-3TUYECKYIO CTOPOHY npodeccun, obpa-
TUM BHMMaHWe Ha cnocobbl GOPMMPOBAHMSA OLLYLLLEHWUA TOTO, YTO CO-
6biTMe, B 00LWEM-TO, MECTHOFO MacluTaba, KOTopoe BpPAA /1N PeasibHO
NOBAMUAET HA KU3Hb KOFO-TO U3 MHOFOMMU/IIMOHHOMN ayaUTOPUM, CO3-
[aeT y 3TOM ayAMTOPMM OLLYLLLEHWE COMPUYACTHOCTM BonblioMy Aeny,
XOPOLLMX, NO3UTUBHbIX NEPCMEKTUB B LE/IOM.

1. AccoumaTuBHbIN TEKCTOBbIM PAA: «OPUNINAHTOBBIN AbIM, NMPUH-
LLeccbl, MapKm3bl» — NpPa3gHUYHas, ApKasa KapTUHKa, olwyLleHne borat-
CTBa, POCKOLLMU.

bopmaumeit. ITM NPeacTaBAEHUA M MbICIU MOTYT CTUMYAMPOBaTb APYrie NpeacTaBaeHus u
MbIC/M, CBA3AHHbIE C HUMM, U BAUATb Ha NoBefeHWe YenoBeka. Koraa notpebutenm maccosoi
MHGOPMALMM NOYYAIOT MHOOPMALMIO-PA3APAXKMTENb C ONPEAENEHHbIM 3HaYeHUEM, OHa CO-
OTHOCUTCA C BAN3KUMMU K HEI NOHATUAMM. MbiCaK, CBA3aHHbIE C ONPEAEeNeHHbIMU IMOLUAMMU,
aKTUBMPYIOT COOTHECEHHbIE YyBCTBA M NOBEAEHYECKMe peakuum» [9, c. 107].
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2. CTaTUCTMYeCKMe AaHHble, Kak 1 ntobble apyrve undpsbl, yoexaa-
0T 3pUTeNa B MybUHe NOAX0oAa KYPHAAUCTA K UCCAEL0BaHUIO TEMbI,
ero o6 beKTUBHOCTY.

3. KopoTkoe MHTEpBbIO C 06bIYHBIM PabounMm co3zaeT y 3puTens
oLlyLeHne conpuyacTHoCcTM: «OH TaKOoW e NPOCTOM YenoBeK, KakK A,
OH paboTaeT, NtOOUT CBOE AE/10, MY XOPOWO U KOMDOPTHO. Al Toxe
OLLLYLLLAI0 3TN 3IMOLMUMUY.

4. B-yeTBepTbIX, HO HE B-NOC/IeAHUX, 3TO, KOHEYHO, BUAEOPAL: CBEp-
KalolmMe B Jly4ax OCBETUTE/bHbIX NMPMOOPOB ApParoLeHHble KaMHMU,
MHOTOLBETHAA paZlyra a/IMa3HOoM MblM, aKKypaTHble N04M, OAeTble
B creuoaexay, Kpacusbie Buabl 6yxTbl 30/10TOM POr — KaK U3BECTHO,
KapTUHKA CTOMT TbICAYM C/OB.

Takum 06pa3om, Crodem He MosbKo UHGopMupyem 3pumerns, HO
U 300aem mMoH OCMbIC/eHUA peassbHoCMuU.

Mpw 3TOM, eCNn NPOaHANM3MPOBaTb MaTepman 06 BEKTUBHO, MOXK-
HO MPUIATK K BbIBOAY, YTO JaHHAA TeMa, CKOpee BCero, He 3auHTepe-
coBana bbl 3puTens, ecam bbl emy Aas M BO3MOXKHOCTb BbIOMpPaTh. Tem
He MeHee, 60/1blLOEe KONMYECTBO NtoAe — coracHo 3amepam MBana-
nA 1263,6 maH YenoBekK, YTO cocTaBmao 15,2 npoueHTa TeNIeBU3NOH-
HOW ayAMTOPUM, — NMOCMOTPENN CHOXKET OT Hayasa A0 KOHLUa. Takoi
cnocob nofayn matepuana, Kak, KCTaTu, U CNocob maTemaTUyYecKoro
noacyeTa MHTepeca 3puUTeNs, BOSHUKAM NOYTU OAHOBPEMEHHO U He
C/ly4aMHO: O4HO HEBO3MOXKHO 6e3 gpyroro. Ecam B neyatHbix CMMU
BCE onpeaenan TMpax, To C MOABAEHNEM PAaANOBELLAHNA ayauTopma
CTaNa HEKMM aBCTPAKTHbIM MOHATUEM. MeXay TeM He TONIbKO co3aa-
TENAM NPOrPamMMm, HO U peKnaMogaTensaiMm bblio YpPe3BbIYAMHO BAaXKHO
3HATb, KaKas UMEHHO ayAUTOPUA M, CaMOe MTaBHOE, B KAKOM Kosinye-
CTBEHHOM WMCYUCAEHUW CAYLIAET TY UKW MHYIO NPOrpammy, LIOY, UK
KOHLEepT.

MoTpebHOCTb B M3MepeHUsX bblaa, MO3TOMY MHCTPYMEHT 6bi CO3-
AaH. CHayana 370 6b1n TenedoHHbIe ONPOChbl — MX HAYan NPOBOAUTb
B 1926 rogy Apumbanbg Kpocau. MNepebim KaveHTom Kpocau crana
KomnaHus Shredded Wheat, KpynHeliwmnin npomM3BoanTelb 3ePHOBbLIX

166 HAYKA TENEBUOEHUA Ne14.1, 2018



X710MbeB. 3afa4elt onpocoB 6bI0 BbISCHEHME, KaKMe PaanoCTaHLUN
pacnpoCTpPaHAOT peknamy KameHtoB. Ho yxe B 1935 roay apyroi
amMepuKaHCKuin coumonor — Knog Xynep — ycoBepLleHCTBOBaN me-
ToA. B pamKax ero uccnefloBaHUM pecrnoHAeHTaM 3aJaBanu yeTbipe
Bonpoca: «Cnywaerte An Bbl pagno cenvac? Kakyro nporpammy Bbl
ceiyac cnywaete? Kakaa ctaHUmMA nepegaet 3Ty nporpammy? Kakan
peKknama BbIXOAUT B 3ToM nporpamme?» [11, ¢.170].

PesynbTaTbl NOAO6GHbLIX ONPOCOB BOJSIBHO WM HEBOJIbHO CTanu
B/MATb HE TO/IbKO HA KOMMEPYECKYIO COCTaBAAIOLLYIO NMporpamm —
CHayana paguiHbIX, @ 3aTeM U TeNeBU3UOHHbIX. [TOHATHO, YTO cpeau
aBTOPOB, BeAyLLMX, NPOAIOCEPOB BO3HMK/IO HErNacHOe COPEeBHOBA-
HWe 3a NpUBAEYEHNE ayAUTOPUN MMEHHO K CBOEMY MPOAyKTy. U ecnun
NPOrpaMmbl Pa3B/ieKaTe/IbHOro XaHpa C MOMEHTA CO34aHWA CTaBUAN
nepes coboli Lenb pa3BieKaTb, TO XKypHaancTam MHPOPMaLMOHHbIX
nporpamm 6b1710 HEMNPOCTO HAWTU NPaBUbHbIN CNOCO6 NoAa4YM HOBO-
cTei, 0cOBEHHO CBA3AHHbIX C COLMANbHBIMWU, SKOHOMUYECKMMU UAN
KOMMYHa/IbHbIMW NpobBaemamu.

HeobxoaMMocTb NpUBAEYEHUA BHUMAHUA YMTATENS, CAYLLATeNsn, A
NMOTOM W 3pUTENA CHaya/a pPa3feninia KyYPHaAUCTUKY Ha ABa nareps.
HosocTtn octaBanuck cyryb6o odpuumanbHbiMm MHGOPMALMOHHbBIM ¥KaH-
POM, TOF4A KaK PenopTaXkm CTAaHOBWUIUCH BCe Bonee aNaTUPYOLWUMMU,
nopoi Ha rpaHu pona matepuanamu. Tak, B XIX Beke B bputaHum odpu-
LMaNbHble pernopTarkm BEUCh C 3aceaHWn NAapAaMeHTa, KOPPECNOH-
[AeHTbl NPOCTO CTeHOrpadupPoBany BbICTYNAEHUA NapaaMeHTapueB U
OTMNPaBAAAM B ra3eTbl GparMeHTbl 3TUX BbICTYM/IeHUI. B TO e Bpe-
MA OOMH U3 CaMbIX M3BECTHbIX BPUTAHCKMX PENOPTEPOB, COTPYAHMK
«[Mann Mann laset» Yunnbam CTug npocnaBuaca pacciefoBaHUEM
npobaembl feTckon npocTutyumn. C Lenbio NokasaTb macwTab npo-
6/71eMbl U OTHOLUEHWE K HElN BNacTei M 0OLLeCTBa, KYPHANUCT Kynua
13-neTHtoto fo4ub Tpyboumncta Inm3y ApMCTPOHT M NPOAEpPNKan ee y
ceba LOoMa HECKObKO YacoB. Bce 3To Bpems ¢ HUM HAXO4MAUCh CBU-
[eTenu, OHU e BNOCNeACTBUM NOATBEPAUAN U GAKT MOKYMKKU, U TO,
YTO [eBOYKa He nocTpafana. MaTtepuan BPUTAHCKOrO KypHanucTa
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MONYYMUA TAKOM Pe30HaHC, YTO MNOAULMK Aann ocobble NONHOMOUUSA
Ana 60pbObl C 3TUM ABIEHUEM, @ BO3PACT COBEPLLUEHHONETUA NOAHA-
nnc 13 po 16 net [12].

B eBponeiickoit neyaTHOM Npecce AeNeHne Ha KCONMAHbIE» U TaK
Ha3blBaeMbIe KeNTble» U3LaHuA B KaKOW-TO CTEMEHWU coxpaHsAeTca
00 cux nop. A BoT a1eKTpoHHbIM CMW npuwinock HaliTh cnocob 06b-
eaMHUTb MHOOPMALIMOHHbIM KOHTEHT M cnocob noaaynm matepuana,
NnpvBAEKaoLWMiA BHUMaHWe ayanuTopum. MepBOOTKpbIBaTENAMM HOBO-
ro *KaHpa ctanu xypHanuctbl CLLUA: nsmepeHne penmTMHIoB ACHO no-
Ka3ano 3aBUCMMOCTb XKYPHANNCTa OT BHUMAHMA ayAUTOPUM U 3aBUCK-
MOCTb ayauUTOPUN OT YMEHMA NOAaTb HOBOCTb.

BoT Kak 3Ty 3aBucMmocTb onucan [. Mappuan, noyeTHbli npodec-
COp WKO/bI }KYPHAANCTUKM YHMBepcUTETa Muccypu: «Xopowunii peaak-
TOpP — 3TO YENOBEK, KOTOPbIV MOHMMAET, YTO OTBETCTBEHHOCTb XKYpHa-
JIUCTa 3aKAoYaeTca B obecneyeHnn YntaTena BaXKHbIMU U NOME3HbIMU
HOBOCTAMM, KOTOpPble COBCEM He 06A3aTeIbHO MOryT BbITb NpuBaeKa-
Te/IbHbl U MHTEPECHbI 1A HUX ... XOPOLWMKWI pesaKTop ABAAETCA OfHO-
BPEMEHHO M NParmaTUCTOM, ¥ PEaSIUCTOM, HO HE O4HOCTOPOHHUM Ye-
JIOBEKOM, KOTOPbIN 160 pasBaekaeT, 1Mbo noyyaeT CBOUX YMTaTeNeN.
Xopolunit peflakTop genaeT 1 To, U Apyroe, U TpeTbe. PefakTopy mano
ObITb TONBKO PEASTUCTOM, EMY HYMKHO ObITb U MAEANUCTOM, YTODObI Be-
pWTb, YTO YMTATENW AO/KHbI MOAYYaTb U Ty MHPOPMALMIO, KOTOPYHO
OHM, BO3MOXHO, 1 He Bbibpanu 6bl, Aaii MM Ha 31O npaso» [13, c. 212].

MOHATHO, YTO C/IOBO «PenaKToOP» B AAHHOM Cay4yae O3HA4YaeT CKo-
pee CNoBO «KypHaAUCT». YTO Ke KacaeTca TepmuMHa, KOTOpbI onu-
CbIBaeT TaKol cnocob co3gaHusa matepuana B LENOM, TO OH CerogHs
XOPOLWO M3BECTEH: 3TO «MHOTeMHMeHT» (infotainment).

B nccnepoBaHmAx n pabotax MHOMMX POCCUINCKUX aBTOPOB MOMK-
HO NPOYUTATb, YTO TEPMMUH «...BO3HMK B pe3y/bTaTe abbpeBmaTypHoOro
obbeanHeHus agyx cnos: nHpopmayms (information) n passneyeHune
(entertainment) v BbipaskaeT cTpeMieHne NPoAOCEPOB NOAaBaTb HO-
BOCTM B popme pa3B/ieKaTesibHbIX Nepesay Uan ¢ OTTEHKOM pasBlie-
KaTenbHocTM» [14]. OgHAKo cerofgHsa ¢ 3TUM YTBEPKAEHUEM MOXKHO
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nocnoputb. EcnmM paccmoTpeTb Becb CMEKTP TeNeBU3NOHHbIX CHOXKe-
TOB, CO3[l@aHHbIX B paMKax Nporpammbl «YTpo Poccum», npusHaHHoO-
ro AMAaepa yTpeHHero BewaHua B KaHpe MHGOTeMHMEHT?, TO cTaHeT
O4YeBMAHO, YTO MPAKTUYECKU Ntobasa Tema, faxe Camas COLMANbHO
0CTpas, SMOLMOHANbHAA U ApamaTUYecKasn, MOXKeT ObITb PacKpbiTa B
paMKax 3TOro aHpa. MoHATHO, YTO B AAaHHOM Cay4yae TEPMUH «pas-
BNEKATENbHbINY ABNSAETCA HecocTosTesibHbiM. CKOopee, MOXHO roBo-
puTb 06 MCNONBb30BAHUN APYIUX CPEeACTB AR NPUBIEYEHUA BHUMA-
HUA 3puTens K npobneme. M 3pecb Ha NEPBOE MECTO BbIXOAMUT TaKOM
ApamaTypruyeckuii npuem, Kak KOHGIMKT, B OCHOBE KOTOPOrO NeXKUT
CTONKHOBEHME UHTEPECOB UM UHLMUAEHT.

Buabl KOHOAMKTOB MOryT ObITb CaMbiMM Pa3HbIMWU: MPAMbIMMU,
onocpefoBaHHbIMKU, KOHCTPYKTUBHbBIMW, HEKOHCTPYKTUBHbIMU. [naB-
HOE, YTO MMEHHO KOHOIMKT B BUAE UHLMAEHTA ABNAETCA CEroaHA OT-
MpPaBHOW TOYKOM B CO34aHMM MaTepuana. HenopgaenbHble amoumu
NPWBAEKAIOT 3pUTeNA, 3aCTaBAAIT COMeperKMBaTb, COy4acTBOBaTb, a
3HaYUT — CeAuTb 33 Pa3BUTUEM COOLITUIN. BOT npumep: Havano cto-
¥KeTa 0 KBAPTUPHbIX MOLWEHHUKAX, KoppecnoHaeHT 3. bacuaus [15].

«Jland»: «Bbl 34€Cb HUKTO, XeHWMHa... HMKTo! A coBCTBEHHMK.
3710 Mos KBapTMpal!» — «Bbl BOp 1 6aHAMUT!».

KoppecnoHaeHT 3a Kagpom: «Ha 3Tux BMAEOKagpax — npumep
KNaccn4ecKkom cxembl YepHbIx puantepos! OHM 3aBNageBatOT JONAAMU
B KBapTUpPe — He BCEeraa 3aKOHHbIM crnocobom, a NOTOM AenatoT BCe,
4TOObI BbIXKWUTb U3 HEe OCTasIbHbIX COOCTBEHHWUKOB. B xo4, MayT yrposbl
N oaxke pyKonpukaaacreo. Hagexkaa JleBuHa nonana B aHaNOMMYHYHO
cuTyaumto. B 6opbbe 3a cBOM KBaApaTHble METPbl OHA C TPYAOM Aep-
KUT 060POHY».

Hapexkaa /leBuHa, noTepnesLwas: «Y Hac BbINUAWBANAN ABEPb U U3-
6UN My¥Ka, BNOCNeACTBUN U3OUAN CbiHA. MM HYXKHbI A€HbIM1, BbIMO-
raTenbCTBO, penaepcTeo».

21 kaHan
25+
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34ecb ouyeBUAHA KOHOMKTHAA CUTYaLMs, Le/ib KOTOPOM:

1. 3aBnageTb BHUMaHMEM 3pUTens.

2. 06o3HaunTb Npobemy.

3. Mcnonb3oBaTb 3MOLMOHAbHOCTb M 3KCMPECCUBHOCTb Kak pop-
MY U3N0XKEHUA.

B gaHHOM cnyyae UCNosb3yeTcs MeTo NPAMOro KOHGINKTa, Hau-
bonee OCTPO U APKO UANKOCTPUPYOLWMIA Npobnemy. [lanee B cloxeTe
npobsema aHann3npyeTca, pacCMaTPMBAETCA B Pa3BUTUM U NpeaCTaB-
NAeTcA B BUAE HepaspeLwmmoro KoHGAUKTa:

TeKcT KoppecnoHaeHTa: «B ntobble BpemeHa HeBUXMMOCTb Npu-
B/eKana BHMMaHWe 6AHAMTOB M MOLIEHHWKOB. CnocoboB oTbema
KBapTUp Yy HaceneHus M3obpeteHo aecsaTku. M, xoTa cobcTBEHHMKOB
NOCTOSIHHO NPW3bIBatOT BbITb OCTOPOXKHbIMK, OHM BCE PaBHO Nonaaa-
10T B ceTh adepuncToB. MNoKasaTenbHas NCTopus npomsoluna B BopoHe-
»e. TamM TOo/IbKO BHMMATEIbHOCTb COTPYAHUKA PocpeecTpa coxpaHunia
3aKOHHOMY BNAJE/bLy €ro Kuabey.

Enena LLUnnunoBsa, cotpygHuK Pocpeectpa: «Takon HarnocTu A He
BMAENA: OHa ctoga npuxoauna B KabuHet! 3BoHMNa no TenedoHy. Y
Hee yKe bbla caefika Ha 06bEeKT Ha3HayeHa!»

TekcT: «Eneny LWnMnmMnoBy cMmyTuna pacnmcka B nosydyeHUn geHer.
Moyepk, — roBopuT, — BblN ABHO NoAAeNaH, TakK e, Kak U noanucu
Ha AOKyMeHTax. BblicHMNOCb, YTO BRagenel, KBagpaTHbIX METPOB B
[a30BOM MepeynKe pewmnn nepeycTynuTb UX cBoemy 3Hakomomy. Mo
[0roBopy B COBCTBEHHOCTb HOBOMO XO3AMHA KBapTMpa nepexonmna
TO/IbKO MOC/E TOro, Kak OH BbINAATUT BCHO CYMMY. YAapuAK NO pyKam.
Ho noKynaTenb pewwun v AeHbrM He OTAaBaTb, M YYXKOE KUJIbe OTO-
6patb».

Onbra HasapoBa, agBoKaT: «Ecamn 6bl eNcTBUTENBHO NpounsoLwen
nepexof npasa cCO6CTBEHHOCTM Ha MHOE /ML, MOW Bbl AOBEpPUTENb
He CMOT BepHYTb cebe KBapTUpy».

TekcT: «[10 MHEHMIO 3KCNepTOB, — HaCToALWEee MOLIEHHMYECTBO,
cTaTbA npegycmatpusaeT go 10 neT anweHua ceobogbl. BoT TonbKo
[0 nocnegHero BpeMeHW B cydax noAobHble NpecTynieHus KBanu-
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durumMpoBanmcb nNo-pasHomy. Kak rosopaT topucTbl, He Bbl1o eauHo-
ro NPMMEeHeHMUs YroJIoBHOTO 3aKoHa. TaK, Hanpumep, NPecTynHUKOB
MOTN NPUBNEYb K OTBETCTBEHHOCTM 33 MOAAENKY AOKYMEHTOB, a B
3TOM C/ly4Yae M CPOK MeHbLUe, U 06MaHyTble COBCTBEHHMKM NpaKTUYe-
CKM TEPANIN HAZEXAY BEPHYTb CBOE XKU/bEY.

EBreHnit PybuHwTelH, coBeTHUK PenepasibHOM Nanatbl afBoKa-
TOB: «HenpaBuabHaA KBaMPUKALUA AeAHUA NPUBOANAA K TOMY, YTO
COBCTBEHHUKN KUNbIX MOMELLEHWI, KOTOpble /AMLWWAAWUCL MpaBa Ha
Hero, He Moran o0b6paTHO BEPHYTb CBOK COBCTBEHHOCTL. Ceiyac KBa-
nnduKauma no 159 cratbe ¢ HOBbIMM pekomeHaaumamm BC noszsoant
cobcTBEeHHMKaAM 3aaBUTb 06 McTpeboBaHMM CBOEro 3aKOHHOTO Blaae-
HWA U BEPHYTb COBCTBEHHOCTL 0BPATHOY.

TeKcT: «3a BNafenbLUeB *KUIbA NPULLIOCL BCTYNUTLCA BepxoBHOMY
cyay! Tam pasbACHMAK, YTO MMEHHO CYMTATb YroIOBHbIM OBMaHOM,
nonagaoLlmm nog cTaTblo “MolueHHUYecTBO”, a TakKe, Kak pasrpa-
HUYUTb OAHO MOLLIEHHWYECTBO OT Apyroro. Mictopum 1 B camom aene
o4yeHb pasHble. Tak, 90-neTHW AH KannaHiok 13 bapHayna navwwmn-
€5l COBCTBEHHOM KBAapTMpPbI, MOCTaBUB OAHY-€ANHCTBEHHYO MOAMUCH.
MeHcMoHep XOTen 3aKAYUTb C POAHbBIM BHYKOM A0M0BOP MOMKMU3HEH-
HOrO CoAEeprKaHMA, @ MONIOA0M Ye/I0BEK NOACYHY eMY apPCTBEHHYOY.

AH KannaHoK, neHcnoHep: «A eweé ckasan: “A He NoNyuymuTcs Tak,
YTO Bbl MEHA BbIFTOHWUTE paHblue cmepTn?” — “[la HeT, Aen, Kak Ao-
rOBOPWU/INCD, TaK BCE U eCTb”. A OHWM MHE BMECTO PEHTbI 4APCTBEHHYO
noacyHynu. 1 eé n nognucan».

TekcT: «Tenepb BHYK He MycKaeT geAa Ha nopor. HecnyyaitHo aKc-
nepTbl OTMEYAIOT, YTO MEHCUOHEPbI HAXoAATCA B 0C0HOM 30He puCKa.
PalioHHbIV cya, a 3aTeM U KpaeBOW MPWU3HANU CAENKY AEeNCTBUTE/b-
HOWM, MOLIEHHUYECTBA B AEUCTBUAX NPEANPUMMUYNBOrO MOIOAOIO Ye-
NnoBeKa He ycmoTpenu. Tenepb ecTb HAAEXAA, YTO HA AeNno 0bMaHyTo-
ro NeHCMOHepa MeCcTHasA pemuma NOCMOTPUT yrKe APYrMM B3rA40M Iy,

Ob6paTtMmcs Tenepb K OAHOM M3 CaMblX U3BECTHbIX U NMOMNYAAPHbIX
KHUr «Writing for emotional impact» Kapna Urnecnaca, obyyatoLeit
nucatb KMHocLeHapuu. CpaBHUM PeKOMeHAyeMbli B Hell cnocob
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paboTbl C MaTEPMANOM M NPUBEAEHHbIV BbllLE CIOXKET. B KHure npea-
cTaB/ieHbl 12 cnocoboB yBENNYUTb NPUBAEKATENIbHOCTb Ballen uaeu
[16, p. 30-36]. PaccmoTpuMm 7 OCHOBHbIX, He TPebylowWwmx pa3BUTUA
XapaKTepa repoes UAM cUTyauui B popmaTe «6ONbLLIOINY», NOCTAHO-
BOYHOWM KMHONEHTbI

1. HanaguTte YHUKaNbHbIM KPIOK B CBOEN UCTOpMUK. B Hawem cnyyae
3TO HAYano CHOXKEeTa, UHLMUAEHT.

2. YTto camoe xyaliee, YTO NMPOUCXOAUT C Bawmm repoem? Hana-
[JEeHMeE Ha repoMHIO U Y/1IeHOB ee CeMbM, ee COHBCTBEHHbIN paccKas 06
aToM.

3. [lobasbTe BTOPYIO MAaeto. CoTpyaHuLa PocpeecTpa CTO/IKHYaCh
C MOLUEHHMLEN NPAMO Ha paboyem mecTe.

4. Co3palite UHTEPECHOE NoACTPeKatowee cobbiTne. PogHOM BHYK
0b6MaHyn aefa-neHCcMoHepa, YTobbl TaK Ke 3aBNafeTb KBAPTUPOIA.

5. JoseanTe cuTyaumto Ao KpaHocTu. Cya Ha CTOPOHE MOLLEHHUKOB.

6. MoayepkHUTE 06CTAHOBKY, apeHy, Mmp (3a Kagpom). Buaeopag,
croxerTa.

7. Caoenalite KOHUENUMIO WUHTEpPECHOM aAnnemmoin. PuHaNbHbIN
TEKCT ctoKeTa: «Tenepb ecTb HageKaa, YTo Ha Aeno obMaHyToro nex-
CMOHepa MecTHasA demmnaa NOCMOTPUT YKe APYrUM B3rnaLom!».

Mo Tem Ke NPUHUMNAM CTPOUTCA NODON CIOXKET, MEHAIOTCA TO/b-
KO MecTo AeNCTBUA, repoun, CyTb npoucweaiero. Mpu 3Tom He umeeT
3HAYeHWA, KaKON MMEHHO KOHGAMKT Sier B OCHOBY MaTepuana.

BoT mpumep Hayana croxeTa, NOCTPOEHHOrO Ha CKPbITOM KOH-
bnnKTe. 346echb «3aBA3KOM» CNYKUT MPOTUBONOCTABEHWNE YyaoaeN-
CTBEHHbIX U peasnbHbIX CPeacTB nedeHuns oT rpunna u OPBU [17].

«JTaind»: «[leHb TONIbKO HAYMHAETCA, HO BCE MOKET NMOWTK HacMap-
Ky B 11000 MOMEHT... TONbKO He y Tebal» (Ha KapTuHKe — odwuc, Bce
BOKPYT YMXalOT U CMOpKatoTcA. [leByLUKa paccTerMBaeT KypTKy — Y Hee
Ha Lee BUCUT KaKOW-TO NPeaMET, M OHA YBEPEHHO UAET N0 KOPMUAoPY).

TeKCT KOppPecnoHAEeHTa: «3aWUTUT OT BCEX CYLLECTBYOWMX LUTAM-
moB rpunna u OPBU, a B Nogapok — ele 1 Ae3onopupyowm ad-
beKT. B MHTEPHETE aKTMBHO 06CYXKAQIOT HOBUHKY: AMOHCKUIA AKOObI
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6/10KaTOp BUPYCOB, Ha Aefle — NAACcTUHA TBEPLAOro AMOKCUAA X/opa.
B manoit KoHUeHTpaumm — 6ecrnonesHblii, B 60/blLON — MOXKET Bbl-
3BaTb pa3fpakeHue cnm3nCTbix obonoyek n paxe otpasneHue! Tem
He MeHee Ha CTpaHWYKe NpoaasLa yxe bonblue Toicaun nakos! He-
yamBuTenbHo: B Poccum HactoAwaa uctepua! Cpeactsa ot rpunna
OYKBa/IbHO CMETALOT C NPUNABKOB...».

«Nland»: «“A OKCONMHKM y Bac HeT? OKCOAMHOBOW Masun?” —
“K cokaneHunto, OKCONMHOBOW Ma3u HeT y Hac. Pasobpanu Bcé” ».

TekcT: «M TaKk B nATM anTekax nogpas! Macku, masu n Kanam pac-
XOOATCA, KaK ropsyme nupoxKKu. MNouysas pasmax, bBUsHecMeHbl HaBO-
OHAOT PbIHOK BCE HOBbIMWM Npenapatamu. OgHa M3 «npembep ceso-
Ha» — 3Kcnpecc-TecT Ha rpunn. Mo4vyBcTBOBATL CEOA HOHBIM XMMUKOM
HaM npeanaratoT BCero 3a Tbicady pybnei.

«JTand»: «JaHHaA BaTHAA NaNOYKa BBOAUTCA B HOC Ha 3 cm, cobu-
paeTcs KOHTPO/bHbIN 0bpaseL, M 3aTeM BBOAUTCA B NPOOUPKY — Tyaa
YK€ HaNUT KOHTPO/bHbIM PacTBOP, BHOCMM MOPAAKa 4 Kanesb B KOH-
TPOJIbHOE OKHO M XAem pe3y/bTaTa, TOYHOCTb OonpeaesieHnaA rpunna
— 99 npoueHTOB!».

TekcT: «[da uTto Tam 99, Bce 100, — gobasaatoT Bpauun! MimeHHo Ta-
KOBa BEPOATHOCTb, YTO TECT A5 BAC OKaXKeTCA... 6eCnoNesHbIMY.

Oasua Menuk-lycenHos, anpekTtop 'Y HUW opranusaumnm 3gpa-
BOOXpaHeHMA: «HeT HWM 0AHOro AOKa3aTeIbCTBa, HM O4HOFO UcCneno-
BAHWA, YTO 3TM TeCTbl paboTatoT M YTO-TO Tam BbisiBAAIOT! Mponssoau-
Te/IN TaKMX TECTOB NPOCTO XUTPAT U BbIAAIOT TOT UM MHOM TECT HEe Kak
nsgenve meguLMHCKOro Ha3HaYeHMA, a Kak HeKMI Apyror ToBap, Ha-
npumep, CPeACTBO FMIMEHDI, U Y¥Ke BOT 3TOT TOBap He TpebyeT Kakon-
TO cneumanbHoM cepTuduKaLmMm, cnewmanbHbIX Npouesyp — NpPocTo
KNaZyT ero Ha Nosiky U cBo6oAHO ero NPoaakoT».

TekcT: «BoT n AnekcaHap Ha 4yao-TecT He Kynuaca. Ecam yx v Bbl-
ABNATb FPUNM, TaK B OPOrOM AMArHOCTUYECKOM LIeHTpe, Tem bonee
M ycayra, COOTBETCTBYHOLLAA €CTb: BCEro 3a 3 ThicAYM emy obeltanm
onpeaenTb UMEHHO ero BUA, pecnmpaTopHoro 3abonesaHuns, Tak CKa-
3aTb, 9KCK/HO3UBHOY.
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AnekcaHgp: «MHe cKa3a/in, YTO MOXHO BblABUTb, HE TO/IbKO eCTb
av rpunn unm OPBU nam Het, a UMEHHO TBOW BUA, — CBUHOW, NTUYNI
WM KaKoM Tam elle ecTb... Buao8 OPBU Bcero 6osblue 200. Hy, B nto-
re y MeHs caMblil pacnpoCTPaHEeHHbIA OKa3anca».

TeKcT: «A Beab OKaXXuCb y AnekcaHapa gpyroi supyc OPBW... Hu-
yero 6bl POBHbIM CH4ETOM He MomeHsAnocb! Ha HavanbHbIX CTaguax
abcontoTHO BCe OHWM nevatca ogmHakoso! U BOT TyT B 6onbLuyto Urpy
BCTYNAOT anTeku. Hanpumep, BOT B 3ToW [leH3eHCKOW B npoaaxe
MOKHO HalTN KONNEKLUMIO NeKkapcTB “3Mma-2016": B cnMcKke — camble
Joporuve v, BUAMMO, AeNCcTBeHHble npenapatbl. CTOMMOCTb — COOT-
BETCTBYHOLLLAAY.

«Jlaind»: «Bce BmecTe 6yaeT ctomTb 2038 pybnein».

TeKcT: «A BOT Habop, COCTaB/IEHHbIN M3 OTEYECTBEHHbIX Npenapa-
TOB, — Te XKe AeNCTBYHOLLME BELLECTBA, PA3Be YTO YNAaKOBKa CKPOMHEE».

«JTaind»: «0O6wan cymma — 152 pybnaar.

TekcT: «Ho 4TO Aenatb, ecam 3a BCHO 3MMY Bbl TaK U HE YMYZPUINCH
3a60n1eTb? HMyero CcTpalwHOro — 3a BalM AeHbIM 3TO ObICTPO Mcnpa-
BAT B HEKOTOPbIX MeANUMHCKMX LeHTpax! Tam ncnyraHHbIM anuaemu-
en rpa)kgaHam A0 CUX Nop NpeanaratoT CAenatb NPUBMBKY ! ».

MeHenxep MeaMLMHCKOrO LeHTpa (no TenedpoHy): «aa, Mbl MO-
KeM caenatb, noabesrkante! A ckonbko ctont? 1500 33 ppaHLy3CcKyto
BaKuMHy, 900 — 33 OTEeYECTBEHHYO».

TekcT: «TepaneBTbl OT Takoh “npoctoin” apudmeTnKM npocTto B
woke! 310 He npocTo HecnonesHo, 3TO HacToAllee BPEAUTENbCTBO
co6CTBEHHOMY OPraHU3My».

MapwuvHa JleoHoBa, Bpay-TepanesT: «Bce 310 nogpasymesaeTt oc-
NabneHune Balwero opraHnsama, ocnabseHne UMMyHUTETa, TO €CTb Bbl
NOLUIN MPUBUINCE — HA Bac, U3BUHUTE, KTO-TO YNXHYN — W BOT TOrAa
Bbl OyaeTe MMeTb y¥Ke Ae0 C HOBbIM BUPYCOM M pa3sButMem bones-
HEHHOW peakuuKn Ha NponcxogALlee U Toraa TO4HO 3aboneeTey.

TekcT: «Bnpoyem, opunumanbHO Aenatb NPUBUBKU B pasrap anu-
AeMun He 3anpeueHo! ITMM M NOAb3YOTCA Hefob6pPOCOBECTHbIE
MeAMLMHCKME PabOTHUKKM, OTBETCTBEHHOCTU BeAb HWKAKOM: MOXHO
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npoAaBaTb N€KAapPCTBa MO 3aBbIWEHHbIM LEeHaM UAKM 0pOpPMUTL CBOE
oyepeaHoe Yyao-M306peTeHne 3a CoONyTCTBYIOLWMNIA, @ 3HAUUT, He Tpe-
oytowmin ctporon ceptudmKkaumnm Tosap. M eaMHCTBEHHbIN CNocob He
NMonacTbCA Ha YAO0YKY TaKMX KOMOMHATOPOB — BCE-TAKWU BKAOYATH rO-
JIOBY M MOMHUTb, YTO NOCNEACTBUA HEMNPaBUIbHOTO JIeYEHUA MOTyT
CTOUTb BaM J0POXKE Nt0bbIX AeHery.

Bce npuHLMMbI ApamaTyprium COXpPaHEHbl, MEHAETCA TONbKO MO-
PALOK NOSABAEHMA NOALEPKMBAIOLLEN UCTOPUU, KMOACTPEKAIOLLENO»
COBbITUSA M APYTMX COCTaBNAIOLMX.

Ewé oamH npumep. Ha 3TOT pa3 B OCHOBE MaTepuana — BHYTPEH-
HUI KOHOAMKT pebeHKa, a TakKe KOHOAMKT pebéHka u obuiecTsa,
nepepacTaroLLLnin B KpMMUHaNbHYIO Apamy [18].

TeKcT KoppecnoHaeHTa: «OHM 3aKpbIBalOT NLA He OT CTbida —
NPOCTO HE OXKMAA/M, YTO MX NOMMaIOT TaK BbicTpo. “eTcKyto baHay”,
CTapwiemy B KOTOPOW eABa WUCMOJIHWM/IOCb BOCEMHaALaTb, 0O6BUHALOT
no “B3pocsibim” cTaTbam: pasbon, rpabexun n ybuinctso. Ceoto no-
CNEeAHION XKepPTBY OHM 3abMAM [0 CMepTH BNaTepoM. [nasapb, No Bep-
CUM CNeacTBUs, — CEMMUKNACCHUK. Ero oTel, B LWOKe...».

Bacunnit Xpuctos, otew, nogo3peBaemMmoro: «PebeHok HeaganTmpo-
BaHHbIN, NOHMMaeTe? KaK OH MOXET, KaK Cyf roBOpPMUT, YTO-TO BECTU
— roBOpAT, YTO OH nosen 18-19 neTHUX AALEK Ha AEeN0 KaKoe-To, — A
BOOOLLE HE MOHMMAD?»

TekcT: «Tenepb emy npuaeTca agantuposaTbea K ycnosmam CU30,
a nocse, BO3MOMHO, U KOJIOHMU: ¢ 14 neT HacTynaeT NosiHasA yrosios-
Haf OTBETCTBEHHOCTbY.

A 3Tt0 — BnagmsocToK. baHga n3 ABaguaTU ManoNeToK nonroaa
Aep’Kana B CTpaxe Ue/ibli PalioH, Ha CTUXMAHOM MUTUHIE XKUTEU
TPebytoT OT NOAULMM 3aLUUTBI.

NpunHa CadpoHoBa, mecTHanA xkuTenbHuua: «logneten K Hemy c3a-
OV Y NO Liee yaapua emy KyJlakomM co Bcel cusibl. OH, KOHEYHO, OYEHb
CMNbHO Nepenyrancs, roBOPUT: MaM, Y HUX HOXKM Bblan!»

TekcT 3a Kagpom: «OboLwnock 6e3 KepTe — LWNaHa, TOYHee, UX po-
antenu, otgenanace wrpadpamu: aetn ao 14 net HenoacyaHsl. Ho aTo
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He 3Ha4UT, YTO HEBMHOBHbI: 3a TAXKKME NPeCTynaeHns — pa3boi, rpa-
6exu, yomincTea — UX XKAET CnewwKoia 3aKpbiToro Tuna. Ho ctpaxa y
NOAPOCTKOB HET».

NMobosb DomunueBa, Malop NOAULMM, HAYa/IbHUK OTAENEHUA MO
nenam HecoseplieHHonetHnx OMB/ no paioHy «TeKCTUAbLLMKM»
r. MockBbl: «YBepeHbl B TOM, YTO UX HE HAWAYT, YTO PO3bICKHblE Me-
ponNpUATUA He NPUBEAYT K pe3ynbTaTy. B 3ToM cpese BO3HUKAET onpe-
AeneHHana He3gopoBas bpasasa Ha 3Ty Temy, 3abbiBasi 0 TOM, YTO |[...]
npecTynJieHns, CoBepLIeHHble HEeCOBEPLIEHHONETHUMMU, UMEIOT CTO-
NPOLEHTHYH PaCcKPbIBAEMOCTbY.

TeKcT: «Hapy4HMKM Ha 3anACTbAX M KeTKa B 3a/1e cyaa bbicTpo oT-
PEe3BAAIOT — OHLbI TYT e CAA0T CBOMX ApPYKKoB. Ho YTO npusoaut
nx B 6aHAbI? Mpobnembl B ceMbe M OTCTPAHEHHOCTb poauTenei ot
BOCMWUTAHUA, — FOBOPAT MNCUXO/IOTU, — AETAM He C Koro 6paTb npu-
mep».

Onbra byraeHko, ncuxonor: «Korga aToro 3epkana HeT, TO 3Ta Mno-
TPeBbHOCTb MLLETCA B COLMYME, U OTCIOAA BO3HMKAET TaKaa NpuUATHanA
rPyNnMpOBKa, rae eCTb CBOM 3aKOHbI, NPaBWAA, FAEe MOXKHO IETKUM Ny-
TEM KaK-TO yTBEPAMUTLCA B COBCTBEHHOM 3HAYMMOCTMY.

TekcT: «M gaxke NpocnaBuTbcA — He MOTOMY /M pacnpasbl CHU-
MaloT Ha BUAEO M BbIKNAAbIBAIOT B CETb? ITM Yy[0BMLLHbIE Kaapbl
Ha AHAX LWOKMPOBANM CTPaHy: 13-1eTHAA AEeBOYKA YYMT CBOIO CECTpy-
nepBoKNaLKy yousatb!».

«and»: «Nan, bepun ero ckopee — Kngam ob cteHy. Monogeu,
YMHWYKal»,

TeKkcT: «}KM3Hb 3aMy4YeHHOTO KOTEHKA Cy/, OLLeHWA B NATLCOT pybaiei.
Ho KakoBa peasibHas LieHa Bonpoca? Kem CTaHyT 3TW AEBOYKK, ecau
y)Ke ceiyac AeMOHCTPUPYIOT CBOM CagUCTCKME HAKIOHHOCTU? B3biBaThb
K COCTpaZaHuIo, Noxoxe, yxe becnonesHo. MoxeT, Torga K 4yBCTBY
cTpaxa? B CLLUA Takux noapoCTKOB NepeBOCNUTbIBAIOT MPUMEPOMY.,

MBaH ly3eHKo, opuUCT: «/X OTNPABAAAN, CKaXKeM TaK, Ha “IKCKyp-
cui0” B UCNpaBUTENbHbIE yUpeXAEHUA, ANA TOro YTobbl OKa3aTb He-
KOe MCMX0N0rnMyeckoe BO3eNCTBUE, MOKa3aTb, YTO, eCM ANLO Nepe-

176 HAYKA TENEBUOEHUA Ne14.1, 2018



NaeT onpeaeneHHyo rpaHb, ero XAeT MMEHHO BOT TaKoW KoHeL. U
CYMTAETCA, YTO 3TO OKa3blBaeT HeKoe MOoJIe3HOEe MCUMXON0rnYeckoe
BO3JENCTBUEY.

TekcT: «ToNbKO He HaAo roBOPWUTb, YTO 3TO “HenegarornyHo”! O6-
LLEeCTBO AO/MKHO 3almLaTh cebs OT NoTeHUManbHbIX CaANCTOB, rpa-
6uTenel n youiil. M nydwan salmta — nNpeBeHTUBHAs, NOKa Noapo-
CTOK He CTa/ NPEeCTYNHUKOM U He NepeceK OMnacHyo YepTy».

* 3k ok

Kak BMOHO M3 NpuBeAEHHbIX NPUMEPOB, OCHOBOM MOCTPOEHMUA
CloXKeTa B XaHpe MHOOTEMHMEHTA AB/IAETCA Ta XKe CXemMa, YTO IeKUT
B OCHOBE ApaMaTyprMyeckoro npousBeaeHus: 3aBA3Ka (MHUMAOEHT)
— pasBuTUE — KyIbMWHaLMA — pa3Bs3Ka. [epol uan aHTMrepon, B
33aBMCUMMOCTI OT TEMbI CHOXKETa, ero NoBeaeHns i obLLecTBEHHOIO
CO3HaHWA, CTaHOBUTCA BbIPa3UTENIEM TOUYKM 3PEHUA onpeae/ieHHOM
rpynnbl Alogen. IKCNepTbl, Ybe MHEHUE MPeACcTaB/leHO B Pa3BUTUM
TeMbl, MOABEPraloT CUTYyaLMIO aHA/M3Y M O30T BO3MOXKHOCTb nepe-
MTU OT Cy6bEKTUBHOIO K 06beKTMBHOMY BbiBOAY. OUMHaN, B 3aBUCK-
MOCTW OT BbIBO/IOB, CA€NaHHbIX B NPOLECCe UCCNeA0BaHMUA TEMbI, MO-
YeT ObITb OTKPbITbIM, AAIOLMM BO3MOMKHOCTb 3pPUTENIO NMPOAOIKMUTD
pasmMblL/ieHNe O cayymBlUeMcA, MO0 3aKpbITbIM — B Cay4vae, eciu
TOYKA 3PEHMA BCEX YYACTHMKOB ApPaMbl NO3BOAUAA MPUATU K eANUHOMY
MHEHMI0.

Mpu 3TOM B ClOXKeTe, CO34aHHOM AeNCTBUTENIbHO TaNlaHTAUBbIMK
KoppecnoHAeHTaMM, NPUCYTCTBYIOT BCE 3/IEMEHTbI, NpucyLime «60onb-
LWOMY» KMHO:

1) ucnonb3yoTca cneumanbHble NpMeMbl BO34eNCTBUS Ha ayauTo-
pWIO: TaKMe, KaK KPYMHbIN MNiaH, NOCTPpOeHWe MU3aHCLLEeHbI, AManoru
repoes, AMHAMWKA Pa3BUTUA AeNCTBUA (BAMsSHME Ha Becco3HaTesb-
Hoe);

2) obpalueHue K rpynnam 3puTeneit Kak K 06bekTy nccnegoBaHus
CTPEMIEHUI U NEePEXKNBAHUN, MOUCK BbIXOAA;

3) cBOS aBTOpCKAn CyObEKTUBHAA TOYKA 3peHMUA, NogKpenIeHHas
pacciefoBaHMEM U MHEHMEM 3KCNEePTOB;
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4) KaTapcuc — B ClyYyae BO3MOXHOCTU YCMeLHOoro pewweHums npo-
61eMbl, IMBO NEPCNEKTUBLI TAKOTO pelleHna B 0603pumom byayLiem
nnu

5) TpaBMaTUYeCcKoe nepexunsaHue.

MoHMMaHMe OCHOB CO34aHUA TeNEBU3NOHHDBIX CIOXKETOB Ha C/0MK-
Hble, COLMaNbHO-3HAUYMMbIEe TEMbI, YMEHWE BbICTPOUTb ApamaTypru-
YECKYH0 JIMHUIO, MOMOYb 3PUTEN0 NPUCBOUTL U COOTHECTU CO CBOMMM
nepexMBaHMAMK Npobiembl repoes, BUAETb 33 YAaCTHOCTbIO Lenoe,
yMeHMe BO34eNCTBOBaTb Ha CO3HaHWe M MOACO3HaHME C MOMOLLbIO
CN0Ba, BUAEOPAAA, TEXHUYECKUX CPeAcTB — BCE 3TU KOMMeTeHLUU
CTa/IM OCHOBOM PaboTbl COBPEMEHHOTO }KYPHA/NCTA B XKaHPe «UHPO-
TEMHMEHT» 1 6a30BOM TEXHONOTUEN B CO34aHMM COBPEMEHHOTO Tese-
BM3WNOHHOIO NPOAYKTa.
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KAPTOYHbIA JOMUK
NOJIMTUYECKOM PEAIBHOCTU

AHHOTauma. Cmames noceAweHa HappamueHOMy aHAAU3Y
HeHCKUX 06pa308 8 mpex cepuanax, paccKasbi8aroWux o rno-
aumuyeckol #u3sHu CLLUA — «llonumukaHsl», «Madam eoc-
cekpemape» u «KapmoyHsili 0oMuK». OHU 8bI6paHbI 8 C8A3U
C YKO3GHUEeM HO 803MOMCHOE CMOHCUPOBAHUE CO CMOPOHbI
KauHmoH. AKmyanbHOCMb U3yyeHUs ompaxeHull noaumu-
yeckoli peanbHOCMU 8 3KPAHHbIX UCKyccmeax eospacmaem
¢ yuemom pacmyuwjeli 3Ha4uMocmu KoHuenyuu meouamusa-
yuu noaumuku. OCHoBbIBAACL HA N00Xo0ax K mMeduamusa-
Yuu u ee aghghekmam, a Mmakxice 8biICMpPaUBAs C80H0 MeopPUto
Ha ¢yHOameHme pocculickux uccnedosameneli CroXemos
u3 obsacmu aAumepamyposedeHus U aMepUKaHCKUX uccre-
dosamereli cmopumennuHea u3z 06a0cmu KOMMYHUKAUUU,
asmop daem kpamkuli 063op 83aumodelicmeus 3KPAHO8 U
ucmopuli Ha Npomsax ceHuUU pa3eumus 4esnoee4yecko2o obuje-
cmea. Takoli no0xo0d no3eossem npPo8oouUMb aHAU3 IKPAH-
HbIXx peasbHocmeli ¢ y4emom 3¢hghekmos, Komopbie 0Ka3bl-
eaem Ha 3pumess cmopumesnuHe.
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lMposedeHHbIli HappamusHbIl aHAAU3 HeHCKux obpaszos 8
YKA3AHHbIX AMePUKOHCKUX Cepuasnax o noaumukxe no3gosnsem
ommMemums CusbHOe YKperiaeHue gpemuHucmckoli nosecm-
Ku 8 cospemeHHoU 3anadHoll skpaHHoU Kyaemype. Asmop
8b/I800UM U GHAAU3UPYemM me Yepmasl 2epOUHb Cepuasos, Ko-
mopele no380aat0m coesnams 861800 06 ux cxoocmee ¢ 2epo-
uHell amepukaHckol noaumu4veckol peansHocmu Xuanapu
KnuHmoH. B yucse amux cxo0cme makue KaK rnoaumuyeckuli
onblim 8 Kayecmee 2occekpemaps, Myx — boiswull npesu-
deHm (u coomeemcmayrouwjuli 3momy onsLim 8 Kavyecmae
nepeoli nedu), npednoymeHue HeHWUHAM 8 Ka4yecmee rno-
MOWHUY 8 wmabe, a makxce obujue yepmsl cmuss Xunaapu
KnuHmoH. MockonbKy aHanu3 guaypel 27a8HOU eepouHU He-
803MOXEeH be3 aHAsU3a KOMraeKca nepcoHaxceli cepuana,
Hekomopble 8b1800bI Kacaromcs U obujux yepm rnoaumuye-
CKoli peasnbHOCMU, OMPAXCEHHOU 8 SKPAHHbIX Kybmypax — K
UX Yucay MOXHO omHecmu paccmompeHue obpasos Poccuu
u Ucnamckoeo Xanugpama Kak noaumu4ecKkux ornnoHeHmMos
CLUA e cepuane «KapmoyHblil JOMUK».

Knrouesvble cnosa: nonumuveckuli cmopumensnuHe, mesece-
puansl, CLUA, »eHckue obpa3sbl, MoaumMu4eckas KOMMyHU-
Kayus, Xunnapu KauHmo-.
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Moscow, Russia
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The “House of Cards” of Political Reality
Abstract: The article gives the narrative analysis of the
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women images of three television series that cover the
political reality of USA — “Political Animals”, “Madame
Secretary” and “House of Cards”. They have been chosen
in connection to the indication of the possible sponsoring
of them from Clinton. The author investigates the parallels
between the screen reality of these television series and
the current political reality of USA and one of its actors —
presidential candidate for the 2016 election Hillary Clinton.
The topicality of the research of reflections of political
realities in the screen-related arts grows in consideration of
the rising significance of the conception of “mediatization”
of politics. Basing herself on the approaches towards
“mediatization” and its effects, and also building her theory
on the foundations of Russian researchers of literary subjects
from the realm of literary studies and American researchers
of “storytelling,”, the author gives a brief overview of the
interaction between stories and screens through the history
of human society. This kind of approach gives the author
the ability to show how the screen realities and storytelling
can have impact on current political reality in the era of
“mediatization of everything” and “post-truth politics”.

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

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

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

HacToAwaa cratba MOCBALLEHA OTPa*KEHUAM MOJNTUYECKOU pe-
ANIbHOCTU B 3KPAHHbIX WCKYCCTBAX, pPacCMaTpuBaA MNocaefHWe Kak
BO3MOMHbI MHCTPYMEHT B NOANTUYECKOM PR-KOMMYHUKaUMKM nonu-
TUYECKOTo aeATens. MHTepec K Teme Bbi3BaH OOLWMMWN TEHAEHLMAMM
COBpPEMEHHOW peasibHOCTM U Meanacpeabl, KoTopasa ABAAeTCcA ee OT-
parkeHuem. O TOM, YTO Mbl BCTyMaem B 3NOXy «MeamnaTm3aumm Bcero»
Hanwucana ewe B 2009 roay uccnegosatenoHuua megma ns CLLUA CoHa
JinBuHrcTtoH [1, c. 5-6].

Ho B 3TOM «megmaTM3aLmMm BCEro» CyLLECTBYET MHOMo npobnem,
MOCKO/IbKY OHa, Kak nuwyT Aasuna AunkoH u [xkeimc CtaHup, npespa-
LLLAeTCA «B HOBYH BMATENIbHYIO KOHLEMLMIO, KOTOPasA CTaBUT cpes-
CTBa MaccoBOM MHGOPMaLUK B LLEHTP BCEX BAXKHbIX KY/AbTYPHbIX, MO-
JINTUYECKUX U COLMAbHbIX cobbITMIAY [2]. OAHaKO B CBA3U C TEM, YTO
3TOT TEPMMUH MCMO/b3yeTcA Hepa3bopumBo, yYeHble BbIAENAIOT TPU
06/1acTH, B KOTOPbIX OHU aHAIM3UPYIOT CNOCOObI PACCMOTPEHUA Ka-
y3a/IbHbIX MPOLLECCOB, MOHUMAHWUA UCTOPUYECKUX USMEHEHUI U pas-
PaboTKM KoHLEeNunu.

Uccnepgosatenu AHgpeac Xenn, Ctur Xbsapsapa, KHyT JlaHa6wu, ns-
yyasa NPUHLMNbI COOTHOLIEHUA MeANaTM3auMKU peasbHOCTU C U3me-
HEeHMEeM CPeacTB MAccoBOM MHPOPMALMM U MEXAUCLUNANHAPHON
KOMMYHWKaLMK, C OAHOIN CTOPOHbI, U USMEHEHUAMM B Pa3HbIX 06/1a-
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CTAX Ky/NbTYpbl M 06WecTBa — C APYroi, CYMTALOT, YTO BO3SHUKHOBEHME
COBPEMEHHOr0o TWMa KOHLENTYa/ibHOrO MPOEKTUPOBAHUA AENCTBU-
TENIbHOCTU, KAKUM fIBUIACb MeAMaTM3aLnn peanbHOCTH, BOObLLE OKa-
3bIBAETCA YacTbo 6HO/bLIOrO NapaanurmaTMyYecKoro casura B uccneno-
BaHUAX CPeAcTB macc-megma [3].

JlyKac BolMUKOBCKM ybexaeH, YTo MeanaTm3auma «ABAAETCA O4HOM
N3 CaMbIX CTAaBUABHbBIX, EMKMX U 3HAYMMbIX KOHLEMLMIA 33 nocnegHue
ABaguatb net. Ee BAnAHME Ha COLMONOTUIO, MeauiiHble U KOMMYHMU-
KaLMOHHbIe UCCNeA0BaHMA, KaK U UcCneaoBaHuns B 061aCTU KynbTypbl,
ABNSAETCA CYLLECTBEHHbIM M NMO3TOMY CONPOBOXAaeTca 60/1bLON KpK-
TUKOMN» [4].

KaK oueBMAHO, OTMeYeHHble paboTbl CBA3aHbI C OCMbICAEHUEM 06-
LLLeCTBEHHO-MNO/IUTUYECKMX MPOLLECCOB M UX eCTECTBEHHOM «BpacTa-
HUM» B Macc-meama. Ham ke xotenocb 66l 06paTUTb BHUMaHUE He Ha
MeAnaTU3auMIo NOAUTUKN Kak GeHOMEH, @ Ha TO, KaK NOAUTUYECKME
naepbl CaMy y4acTBYIOT B 3TOM MpoLiecce W npucnocabnmeatoTca K
HOBOW 3KONOTMN Meana 1 NONNIKPAHHOW peasibHOCTH, B KOTOPYHO No-
rpy»KeHa ux ayamTopus, noTeHuManbHble u3bupartenu.

Ho 4yTo TaKkoe y4acTue B }KM3HM Meama? ITO NOHATUE MOXKET ObITb
BO MHOXECTBEHHOM 3HayeHuu. Mbl bygem MMeTb B BUAY [MaBHOE,
noapasymeBatlollee «HOPMATUBHbIMA KOHLENT, KOTOPbIA COAEPKUT
ny6AMYHbBIN 310604HEBHbIA KOHTEHT AN CXEMY C Pa3/IMYHbIMM aBaH-
camu. B ueHTpe TaKoro KOHUENTa eXnT Teopusa 0 AeMoKpaTun. KoH-
LenT y4acTusa OTHOCUTCS K UHAMBUAYANbHOM aKLMM, KOTOPas XapaKTe-
pusyeTca 6eckopbICTMEeM, OTCYTCTBMEM MaTepUasbHbIX HAMEPEHUIA U
HanpaBAeHHOCTbIO Ha B6aroe geno» [5].

Bonpoc 06 nHTerpaumm Anaepos B Meama-KU3Hb yXoaAUT KOPHAMM
B KOHeL, XX BeKa, Korza ucciefoBaTesln MacCoBOM KOMMYHMKaLMK Ha-
Yanu obpalLatb BHUMAHME Ha HIOAHCbl B3aMMOAENCTBUS MONUTUKOB C
NoTeHUNaNbHbIM 31eKTopaToM. OCHOBbI MOHUMaHMA HOBOW 3KONOTUN
Meama 3371011 TeEOPETUK Meana uccnenoaHuii fepbept Mapann
MakKnto3H, OfHAKO B CBOMX KHUrax «lMoHMMaHvMe megma: BHelHue
paclumMpeHmnsa yenoseka» [6] u «BoiHa u mup B robanbHoOM AepeBHE»
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[7] MakntosH onucbiBaeT 0bwme addeKTbl HOBOM MeauiiHOW peanb-
HocTU. C TOUYKM 3PEHUs JAHHOMO MCCNe0BaHMA UHTEPECHO 3aMeya-
HWe MaKt3Ha O TOM, YTO HOBblE TEXHOIOTMM MPUBOAAT K paspyLue-
HUIO camomnaeHTUGUKaLMKN YeNnoBeKa, COCTOAHUIO BUAEHUA MUPa «B
3epkane 3agHero suga» [cm.: 7, 10] (oTMeTMM, YTO TaKoe 3epKano
camo no cebe sBnAETCA 3KpPaHOM).

Takum 06pa3om, MOCKO/bKY OfAHA M3 YHKLWI CIHOXKETOB — Mo-
MoLb B camongeHTudmKkaumm nHamemnga (06 sTom cm. HUKe), BO3-
MO}HO, MMEHHO B 3TOM KpoeTcs Bo3pocwas B XX| Beke BocTpebo-
BAHHOCTb B «PaCCKa3blBAHUN UCTOPUINY, AAOLINX BO3SMOXKHOCTb «He
notepsATb ceba» B HOBOM MeAUAHON peasbHOCTMH.

YTO Ke KacaeTcs NoIMTUYECKMX KOMMYHMKaLMI, 34eCb CTOUT OT-
MeTUTb H6a3oBble MccnegoBaHMA M3 AByx obnacTeli. B nepsyto oye-
pefb — 3TO HEMOCPEeACTBEHHO WCC/enoBaTeNn CTOPUTENIMHIA KaK
MeToZa BeAEeHMA KOMMYHUKALLMIA B MOJIUTUKE, NPEACTAaBUTENM LWKObI
Homo Narrans: B. beHHeT n M. 3genbman [8], M. Makru n ). Henb-
COH [9], a TaKKe ocHOBaTe/lb KOHLUENUUN O HAPPATMBHOW Napaaurme
B. ®uwep [10]. MpeacTaBUTENM 3TOM LIKONbI OXapaKTepusosanu ba-
30Bble PYHKLMW paccKasbiBaHWUA UCTOPUIA ANA onpeaeneHus, NoHu-
MaHUA U KOHCTPYMPOBAHUA peanbHOCTU. OZHaAKO MubUYEcKoMy U
APXETUMMUYECKOMY aCNeKTam PaccKasblBaHUS UCTOPUIA yANUAN MaNo
BHMMAHMA U COBCEM He YE/INN Ero CHOXKETY KaK onepaLyoHHOM co-
CTaBAAOWEN NCTOPUN.

Opyrne nccnegosatenu BegyT pas3paboTKM HeENOCpPeacTBEHHO ap-
XETUMUYECKUX U MUDUYECKUX KOMMOHEHTOB NOJIUTUYECKON KOMMYHM-
Kauun. 34ecb npexae BCero CTOUT OTMETUTb POCCUIMCKMX MOAUTONO-
roB T. punbepr [11], A. Uynaaze [12], C. Kapa-Myp3y [13], H. LLlecToBa
[14] n gpyrux. Mpu xopolueit pa3paboTaHHOCTU UCCen0BaTeNbCKOro
BOMpOCa CTOUT BCE e OTMETUTb, YTO B paboTax 3ToM rpynmnbl OCHOB-
HOM aKUEeHT cnocoboB afanTauuu MNOAUTUKOB K HOBOW peanbHOCTU
TaK)Ke Aenaetca Ha MU KaK LeNoCTHYHO CTPYKTYPY, a npouecc paboTbl
C CHOXKETaMU KaK MHCTPYMEHTOM A/1A CO34aHMA U YKPENNEeHUs apXxeTu-
na ocBeLLeH Mano.
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HakoHeL,, BblAe/IMM HECKOIbKO PaboT, KOTOpble copep:KaT B cebe
MOHATME N OCMbIC/IEHWNE CHOXKETHbIX KOHCTPYKUMIA B Pa3HbIX NpoOsB-
NeHnsax. 9To obuwana paborta ®. Manepa, NOCBALWEHHANA MOJIUTUKE U
KONNEKTUBHOMY [AEMCTBMUIO, PAacCMaTPMBAOWAA WAL «pasaeneH-
HbIX HappaTneoBy (“shared narratives”) [15], a Takke paboTta A. Mu-
CKMMMOHa C COaBTOpPaMM, B LEHTPE BHMMAHMUA KOTOPOM HaxogAaTcs
CTpaTernmyeckme HappaTusbl (“strategic narratives”) Kak MHCTPYMEHT
bopmmMpoBaHMA AONTOCPOYHOTO NOAUTUYECKOTO Kypca [16]. U3 poc-
CUMCKMX paboT oTMeTMM nocneaHtoto moHorpaduto C. Lomosoii [17],
rae TakXke 4aeTca oYepK paboTbl C CHOXKETAaMM B MpoLecce aganTtaumm
K HOBOM NOIMTUYECKON pPeasibHOCTH.

Taknum o0bpasom, gaHHaA cTaTbA, CyMMUpPYA HapaboTku HonbLio-
ro MaccvBa MCCNefoBaHUI NpeaLecTBEHHWKOB, obpallaeTca K Mano
aHanM3Mpyemomy npegmety — paboTe HeNnocpeacTBEHHO C ClOXKeTa-
MW KaK cnocoby foHeceHns HeobXxoaMMbIX NOSUTUYECKUX CMbIC/IOB.
AKTYanbHOCTb M NPUYMHBI NOA0OHOro aapecHoro obpalleHUA B ycio-
BMAX NOANIKPAHHON PeasbHOCTU ONULLEM HUMKE.

CoBpemeHHan NOAUTUKA ceiyac HaxoauTCsa B CUTyauMu, Koraa, €
OfHOM CTOPOHbI, U3MEHMNACb Cama 3KOI0rMA Mmeana — Tenepb Noau-
TUKM HE MOTYT NPUCNOCOBUTL 3Ty cpeay NoA cebA 1 BbIHYKAEHbI CaMU
afanTMpoBaThCA K ee ycnosuam [cm. 06 atom: 18]. C Apyroi CTOPOHbI,
B pe3y/nbTaTe 3TUX U3MEHEHWI Nepes, CPeacTBaMM MaccoBo MHbOp-
MaLuuKn U CAMUMM MONIMTUYECKUMU AesTeNAMM BCTan pPAj, BbI3OBOB, HA
KOTOpble UM MPUXOAUTCA PearnpoBaTtb, TaK Kak OT 3TOM peakumu 3a-
BUCUT MX NOABJAEHME B NOBECTKE AHA M MHPOPMALMOHHOM NOTOKE,
NpPoXoaALEeM Yepes 3KpaHbl U3bupaTenen, To, KAKOE MHEHUE O HUX
CNOXUTCA, KaKo 06pa3 OHM CO34aayT B MeAnapeasibHOCTU.

B ycnosusax umcbpoBon KyabTypbl, WHPOPMaLMOHHOrO obLue-
CTBa WM TaK Ha3blBaeMOM MONUTUKM MOCTNPaBAbl TEM, KTO BEAET No-
NIUTUYECKYLO PR-KOMMYHMKaLMIO, MPUXOANTCA BCe Yalle npuberaTb K
MPPaLMOHaNbHbIM UHCTPYMEHTaM ybexaeHus, KoTopble byayT BO3-
[OeiCTBOBaTb HAa SMOLMM M YyBCTBa M3bupateneit. O4HUM U3 CaMblX
3GPEKTUBHBIX B 3TOM CAy4yae MHCTPYMEHTOB CTAHOBUTCA CTOPUTEN-
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JIMHI — pacCKasbiBaHME UCTOPUI KaK cnocob AoHEecTU 40 NOoTeHUM-
anbHbIX M3bupaTteneit CBOK NO3ULMIO U CBOKO MOBECTKY. B cBOtO oye-
pefb 3TOT MHCTPYMEHT MOXKET OblTb MPUMEHEH MNOCPEACTBOM Pa3HbIX
KaHaNoB, a OAHUM M3 MPOBOAHWKOB B AAHHOM C/ly4ae MOXKET Nocy-
YKWUTb 3KpaHHaA pPeanbHOCTb.

B pamkax ctaTbu byaeT paccmoTpeHa BO3MOMKHas MOMbITKa Mo-
B/MATb Ha 06pa3 0A4HOroO U3 y4acCTHMKOB NpeaBbl6opHOl roHKkn B CLUA
2016 roaa — KaHAMAaTa OT AEMOKPATUYECKOM NapTUK 1 BbiBLLIEro roc-
ceKkpeTaps cTpaHbl Xunnapu KNMHTOH. B ogHOM M3 MaTepuranos C aHa-
N30M KamnaHun KAMHTOH 1 Tpamna BCTpeyaeTca YKa3aHWe Ha To, YTo
MMeHHO WTab KAMHTOH CTan 3aKa34yMKOM HECKONbKUX TENIECEPUANIOB O
NONUTUKE, TAE OAHUM U3 APKUX NMEPCOHAXKEN ABNAETCA CU/IbHAA KeH-
LWMHA-NONUTUK, KynbTypHas repounHs. (McToYHUKOM MHPOpMaLMKN ans
POCCUMCKMX mMeama, BO3SMOXKHO, cTana ctatba E. MuHYeHKo «AyTton-
1A KamnaHum Xunnapu KAMHTOH 1 peuentsl nobeabl Tpamna» [19]).
OcTaBnssA B CTOPOHE BOMNPOC O TOM, A€NCTBUTE/IbHO /1K WTab KANHTOH
CNOHCMPOBA/ BblLEOTMEYEHHbIE CEpPUasbl, TaK KaK 3TOT GaKT C/I0XKHO
noaAaeTcs NPoBepKe, NPoaHaIN3NpPyeM 3TN cepurasibl C TOYKU 3peHUs
HappPaTUBOB M YKEHCKMX 06Pa30B, TaK KaK BHE 3aBUCMMOCTU OT daKTa
CMOHCOPCTBA 3TU CEpPUasbl MOIN OKa3aTb BAMUAHUE Ha 06pa3 X. KAnH-
TOH, CAMOW APKOM XeHLLMHbI B cOBpemeHHOoM nonntunke CLLAL,

OfHaKo npexae, YemM nepemnTn HenocpeacTBEHHO K pe3yabTaTam
aHanu3a Tpex Tenecepuanos («MonutukaHbl», «Magam loccekpe-
Tapb» U «KapTOYHbI ZOMUK»), HEOBXOAMMO caenaTb HebonbLLIOW Te-
opeTuyeckuii 0630p, LEenblo KOTOporo byaeT AeMOHCTPaUUsa TEeCHOM
N rNybOKO YKOPEHUBLUENCA B YE€/I0BEYECKOM MCUXMKE CBA3U MeXAay
3KpaHamM 1 paccKasblBaHMEM UCTOPUIA. Ha OCHOBaHMM 3TUX TEOPETHU-
YEeCKMX YMO3aK/HOUYEHUI MOXKHO ByaeT caenaTb BbIBOL O BO3MOMKHbIX
adpdeKTax MU 3aKOHOMEPHOCTAX MCMNONb30BAHUA IKPAHHbIX PeanbHO-
CTel ANs BANSHWUA Ha NOSIMTUYECKYIO PeasibHOCTb Y)Ke Hallero, maTe-
puanbHOro mmpa.

1Camoit sipKoi, HO Hebe3ynpeyHoi, 0 YEM CBUAETENLCTBYET KapTuHA «KpUTUKa KAMHTOH». Cm.
06 3tom [20]:
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KpaTKo xapakTepusys pasBUTUE YEeNOBEYECKOro CoobLLecTBa,
MOMKHO cZienaTb BbIBOA, YTO MPMBbIYKA MbICIUTb UCTOPUAMM — OfIHA
n3 Hambonee APEBHUX U YKOPEHEHHbIX B Hawwem co3HaHuu. Co Bpe-
MeH n30bpeTeHuns peyun Atoam UCNoNb30BaAN UCTOPUKN Ansa obbacHe-
HUSA M3HaA4Ya/IbHO HEMOHATHOW PeasibHOCTM Yepes NMOHATHbIE UM Ye-
noBeyeckne metadopbl. He MMess MHCTPYMEHTOB Hay4yHOro No3HaHUs
bU3NYECKMX ABNEHWIA, HALIM NPEeAKM PaccKasbiBaau Apyr ApYyry UCTO-
pun o borax, 06bACHAA rTHEBOM WM cCOpamm 6OroB rpoM U MOHUIO,
cnesamum 60ros AoxAb U TaK ganee [cm.: 21].

MpoToTMNbl 3KpPaHOB, B CBOK o4Yepedb, Bcerga COMyTCTBOBaAM
nctopmam GaKkTUYECKM B TeYeHWe BCero NMyTu UX PasBUTUSA, TaK KaK
[aBanu BO3MOXKHOCTb 3aMKCMPOBaTb 3T UCTOPUMN N5 ByayLLMX No-
KOMIEHUI B MAKCMMa/IbHO MOHATHOWM W AOCTYMHOW Ntob6omy yenose-
Ky dopme. ECnM Mbl CpaBHMM paccKasbiBaHME UCTOPUIA B Mellepe B
OKPY’KEHUWN HaCKa/IbHbIX PUCYHKOB M YTEHWE MponoBeael B CTeHaXx,
pa3puUCOBaHHbIX Gpeckammn, Mbl YBUAMM, YTO 3a TbiCAYENeTus cBoe-
ro pasBUTUSA YENOBEYECTBO, MO CYTU, MU3MEHWUIOCh AOCTAaTOYHO Mano.
[Be apeBHellIMe NPUBLIYKM YeNoBEKA — 3TO MPUBbLIYKA PaCCKasbl-
BaTb MCTOPUM U BOCNPUHUMATL 3KpaHbl. bonee Toro, rybokas B3au-
MOCBSI3b 3TUX [BYX ABJAEHUA — YEN0BEK TaK UM MHAYe «BOOOparKa-
eT» AeNCTBMUE UCTOPUU, NpeacTaBnseT obpasbl ee repoes U cobbITUS,
BM3YyaNn3Mpya UX B CBOEM CO3HAHUM, N Ye/IOBEK TaK UM MHAYe Hap-
paTMBM3MpyeT TO M306parkeHne, KOTOpoe BUAMT, PasmbllLnfeT 06
YBUAEHHOM Yepes NpuamMy UCTOPUI — aenaeT Ux B3auMoZencTeme
MOLLHEMN MM UHCTPYMEHTOM BJUSHMA Ha YEe/I0BEYECKOE CO3HAHME.

Nccnepgosatenu, roBopa O CTOPUTENNIMHIE KaK O MeTode KOMMY-
HUKaLMK, BbIAENAIOT cneaytolme GyHKLMM CHOXKETOB, KOTopble obcny-
JKMBALOT YyesioBeyeckoe co3HaHue. NTak, pacckasbiBaHME UCTOPUIA —
3TO UHCTPYMEHT ANs:

® onpegeneHnAa U Kateropmsaumm HoOBOro onbiTa;
® BblIHECEHUA MOpaﬂbHOVI/aTM‘-IeCKOIZ OLUEHKU TOMY UK UHOMY Ye-

NNOBEKY NN cobbITH 10;
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e 060CHOBAHMA YyBCTB M 3MOLMM, a TaKKe CYyBbeKTUBHbIX MHEHUIA
1 B3rNA408B;

e onpeaenieHMs CBOEro MecTa B MMpe, NPUHAANEKHOCTU K COLM-
anbHOM rpynne [cm. 06 aTom: 8; 9, c. 148].

Bonee TOro, HEKOTOpble MCUXOOMM HANPAMYK FOBOPAT O «Mo-
TpebHOCTU» B PACcCKasblBaHUM MCTOPUIA, KOTopaa chopmMmnpoBanach
Y YesioBeKa 33 BeKa CyLLeCTBOBAHMA YenoBeyeckoro poaa [cm.: 22].
MocnegosaTtenn chopmmpoBaslueinca B KoHUe XX Beka B CLUA KoH-
uenuun Homo Narrans cYMTatoT paccKkasbliBaHWE UCTOPUIA FNaBHbIM
KayecTBOM, ONpesenaowmm Yesi0BeKa Ha COBPEMEHHOM CTagum pas-
BuTUA [23, c. 73]. TnybOKas yKOPEHEHHOCTb UCTOPUA B CO3HAHUU He
MOXKET He [eNaTb CHOMKETbl NPUBAEKATENbHbIM WUHCTPYMEHTOM ANS
MaHUNYASLMU U CO34aHUA HeobXxoaMmoro obpasa, B TOM Yncae B No-
JNINTUKe, e cenmyac ocTpee, YemM Koraa 6bl TO HM 6bl10, BO3HUKAET MOo-
TPebHOCTb B NPUBAEYEHUN BHUMAHMA NOTEHLUMAbHbBIX U3bupaTenei.

Taknum 06pasom, UCTOPUM CTAHOBATCA OPYXKMEM B MUHPOPMALMOH-
HbIX BOMHAX M B CUTYaLLMM TaK Ha3blBAEMbIX K KOHKYPUPYIOLLMX NPaBa»
(contested truths). OgHako Ana npaBUAbLHOM PabOoTbI C CIOXKETAMM He-
06X0AMMO 3HaTb U YYUTbIBATb HECKOIbKO BaXKHbIX MEXaHW3MOB U HIO-
QHCOB BOCMPUATUA UCTOPUMN.

Bo-nepBbix, NapagoKcanbHblli GaKT 3aK/IYaeTca B TOM, YTO Ye-
JI0BEK, KOTOPbI HAXOAUTCA BO BIACTM HAPPaTMBHOM napagurmol, by-
[4eT BOCNPUHUMATb Te UCTOPUK, KOTOPble COOTBETCTBYIOT Napagurme,
[Jaxe ec/n OHM He ByayT COOTBETCTBOBATHL APYr APYry C TOYKK 3pe-
HUs dopmanbHoW noruku [8, ¢. 159]. M HaobopoT, UCTopUK, KOTopble
CHOXKETHO Apyr Apyry NPOTMBOPEeYaT, CKopee Bcero, byayT BOCNpPUHM-
MaTbCA CaywaTenem xyxe. MoxeT BO3SHUKHYTb 3G GEKT, Koraa rocnosa-
cTBYtoWwasn uctopus (grand narrative) cunibHee HOBOM UCTOPUU U He
[OAET el YKOPEHUTbCA B CO3HAHUM YyesioBeKa. TaK, YeN0BEK, KOTOPbIN
NONMHOCTbIO A0BepsAeT, Hanpumep, KHure «Apxunenar M'Y/IAM» A. Con-
YKEHULbIHA, C BbICOKOWN CTENeHbio BEPOATHOCTU HE U3MEHUT CBOEro
MHeHUs 06 3TOl TeMe, AarKe ecn eMmy NpPesoCcTaBUTb OTYETbl TOrO
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BpemeHU (MOXHO NPMBECTU MaccCy NoAO6HbIX NPUMEPOB rocnoacTea
HappaTMBHOW Napaanrmbl).

Bo-BTOpbIX, BaXKHbIM 3PPEKTOM CHOXKETUKM CTAHOBUTCA TaK Hasbl-
BaeMbl «yXoZ oT peanbHocTMy (“fantasy escape”), Koraa Yyenosek no-
TpebseHneM UCTOPUIA U TeHepaLMel OLLYLLEHWI B CUY CONEPEXMBa-
HUA UM NOAMEHAET NAaCCUBHbIM NOTPebAeHMEM peasibHble AeNCTBUS.
CKknaablBaeTcs NpMBbIYKA K «HABMOAEHMNIO» U KCYLIAHWUIO» KaK ajlb-
TepHaTUBE AENCTBUIO, YTO B HEKOTOPbIX CUTYaLMAX MOXKET ObITb ya00-
Ho [8, c. 158]. B cnyyae NOAUTUKM MOXKHO CPaBHWUTb COBPEMEHHOTO
nonuTuyeckoro angepa ¢ Lexepesanon, pacckasbiBatolen cyaTaHy
(Hapoay, y KoTOporo Bcerga ectb BO3MOMKHOCTb CMEHbI BJACTU Tem
WAW UHBIM NYTEM) UCTOPUU, MPUBA3bIBAA €70 TeEM CaMbiM K cebe u ao-
Ka3blBas CBOIO HEOOXOANMMOCTD.

HakoHeu, TpeTuii apdeKT, KOTOPbIN BaXKHO OTMETUTb, — 3TO 3¢-
dEKT «CHEXHOro KoMa, KOTopbI paboTaeT 0CO6EHHO XOPOLLO B CAy-
Yyae, Koraa B TOM UAN MHOW MCTOPUM UCMONb3YIOTCA TaK Ha3blBaeMble
«bnyxpatolme croxeTbl». MocneaHne ConpoBOXKAALOT N0AEA MHOTO
BEKOB M HEKOTOPbIMM MCCeA0BaTeIAMM OTHOCATCA K TaK HasbiBae-
MOMY «AyXOBHOMY MHBEHTApPIO YesnioBeyecTsa» [24, c. 13]. NogobHbie
CHOYKETHbIe KOHCTPYKLMU 0BbIYHO 06YCNIOBNEHBI CTPOEHNEM YesioBe-
YeCKOro CO3HaHMA M OBLWEeCTBEHHOTO Pa3BUTMA, @ NOTOMY JIETKO KO-
YYIOT, MPUMKMBAKOTCA W aJaNnTUPYIOTCA B PasHbIX coobLyecTBax. ApKuit
NnpUMmep TaKoro CloXKeTa — UCTOpMA 30/YLLIKK, KOTOPas M3BECTHA BO
MHOFMX CTPaHax W ceiyac ABAAETCA OAHOM M3 CaMblX YacTo ynoTpe-
61AEMbIX CHOXKETHBIX CXEM NPOU3BEAEHWUIA MACcCOBOI KyNbTypbl, OpU-
€HTUPOBAHHbIX Ha }KEHCKYIO ayauUTOPUIO.

KpaTko 0bpurcoBaB reHe3nc CTOPUTEN/IMHIA KaK MeToAa, ero B3au-
MOZENCTBME C IKpaHaMU 1 3pPeKTbl OT NOBECTBOBAHWUSA UCTOPUNA, Ne-
peiiemM K aHann3y *KeHCKMX 06pa3oB B TPEX IKPAHHbIX PeasibHOCTAX
TeNecepuanos, pacckasbiBatowmx o nonutuke CLUA.
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EHCKME OBPA3bl B CEPUAJTIAX O MOJIMTUKE CLLA:
HAPPATUBHbIN U APXETUMUYECKUI AHANTN3

[na uenei faHHOM CTaTbM B paMKax UccnenoBaHuA bbla nposeseH
00630p ¥ MEPBUYHbIA aHANU3 TPEX CepuanoB, KOTOpble PaccKasbiBa-
FOT UCTOPMM O TOM, KaK genaetca nonntmka B CLLUA. Bce Tpu cepuana
06beANHART HaZIMUME B HUX KEHCKUX MEPCOHAXKEW, aneninpyroLmx
K apxeTunuyeckomy obpasy KynbTypHoi repounHu. Mpu aTom Bce Tpu
cepuana ykasaHbl B HEKOTOPbIX NyHAMKALMAX KaK BO3SMOMKHbIE 3aKa3bl
oT wTtaba KnmHToH. Camu e cepunanbl 6biAn NOABEPrHYTblI KPUTUKE B
npoAasuKeHUM KAMHTOH CO CTOPOHbI HECKONbKNX AMEPUKAHCKMX ra3eT.

OfHaKo AnA Havyana HeobXxoaMMO KpaTKo 06pucoBaTb JIMYHYHO U
noanTuyeckyto buorpaduto camot Xunnapu KAMHTOH, 4Tobbl MMeTb
MaTepunan g CPaBHEHUA 3TOM FrepoMHU COBPEMEHHOM noanTmnku CLLA
C repouHAMM (M BOSMOXKHbBIMM BOMIOWEHUAMMU KNUHTOH) B SKPaHHbIX
peanbHocTAX. Xunnapu KanHtoH — cynpyra 42-ro npesugeHta CLUA
Bunna KnuHTOHa, nog, ynpasaeHnem KOTOPOro CTpaHa HaxoAmaach B
1993-2001 roaax. bunn KAMHTOH A0 3Toro 6611 rybepHaTopoMm LWTaTa
ApKaH3ac, COOTBETCTBEHHO, Xunnapu bbiia Bce 3TO BPems PALoM C
MYKEM M y4aCTBOBasa B NONUTUYECKON AeATENbHOCTM cynpyra. Pas-
pa3usLmniica B 1996 roay ckaHgan o ceasm bunna KnmHtoHa n MoHu-
KM JIEBUHCKM e4Ba He 3aKOHYMACA ANA NPEe3nLEHTA MMMUYMEHTOM.
OfHaKo B TOM UCTOPUM XMANApK OYEHb NoAdeprKana My»Ka M BCTana
Ha ero cTopoHy. lNocne yxoga KAMHTOHa ¢ NocTa npe3naeHTa v Havana
CpoKa pecnybnukaHua Oxkopaska bywa mnagwero Xvnnapu Havana
AKTMBHO NPOABUraTb CAMOCTOATE/IbHYIO MOJIUTUYECKYIO Kapbepy, CTaB
ceHaTOpoMm OT wWTaTa Hbto-Mopk. OHa cunTanacb oAHUM U3 PpaBopPU-
TOB NpeaBblbopHOM roHKM OT [lemMoKpaTuyeckol naptmm. OfHaKo B
cepefvHe npouecca nparimepus Xuaiapu otkasanacb OT NPOAOJIKe-
HMA 6opbbbl 33 MecTo KaHaMAaaTa oT [leMoKpaTUYecKkol napTum n oT-
KpbITO 3asBM/1a 0 CBOeN noaaep<ke bapaka Obamsl. Mocne nsbpaHus
Ob6ambl npesngeHTom CLUA Xunnapu KAMHTOH nosyynna nocrt rocce-
KpeTapa CTpaHbl. B HEKOTOPbIX NyBAMKALMAX €CTb YKa3aHWUA Ha TO, YTO
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MMesla MecTo A0roBopeHHoCcTb O6ambl M KNMHTOH, NO KOTOPOW UMEH-
HO NoaAepKKa co CTOpoHbl KAMHTOH Bblia naaTol 3a ee HOBOE Ha3Ha-
YyeHue [19]. Nocne aToro Xuanapu NpoBesia HECKOMbKO /eT, paboTasn
Ha cBoem nocTy, a B 2016 rogy Bbiwna KaHAMAATOM OT JemoKpaTtuye-
CKOW MapTum Ha BbIOGOPbI NPOTUB pecnybvKaHua JoHanbaa Tpamna.
Ha sTom uctoputo KAMHTOH NOKa MOXHO OCTaHOBUTb M 06PATUTL BHU-
MaHMe Ha KeHCKne obpasbl paccmaTpmMBaeMbIX CEPUAIOB.

[na Hayana KpaTKo PacCMOTPUM cepuan, KOTOPbI BbIXOAWUN BCETO
OAMH MWHW-CE30H U1, MO MHEHWIO ero co3aaTeneit, He MMen TOro ycrne-
Xa, Ha KOTOPbIN paccynTbiBaNM ero aBTopbl. Peyub naet o cepuane «Mo-
nuTuKaHbl» (“Political Animals”), KoTopbili Bbiwen B a¢up B 2012 roay.
OfZHa U3 rnaBHbIX FepouHb cepmana 06/1a4aeT PALOM YepT, AAOLLMX
el cxoAcTBO ¢ Xuanapu KAMHTOH, YTO 3aMeyasniv MHOTMe KPUTUKK ce-
puana [cm., Hanpumep, 25]. B Hem dneiH beppull aBnseTca bbiBLiel
nepsoli negu CLUA, oHa MMeeT 3a CBOMMM M1e4amMM OMbIT PaboTbl ry-
6epHaTopom B WTaTe UNAMHOWC, @ B HACcTOALWMIA MOMEHT — rocce-
KpeTapb cTpaHbl. My dneH — nonynsapHbii npesnaeHT CLUA 90-x
rofoB u 6bIBlWIKI rybepHaTop WwTaTa CeBepHasa KaposinHa, KOTopbIn
M3BECTeH CBOMMM BHEOpPAUYHbIMK CBA3AMM. [TOKazaTesibHbl U HEKOTO-
pble MOMEHTbI MPOLLAOro I/eliH, 0COBEHHO OAUH 3NMU304: TEPOUHSA
HOMMHMPOBANACh B Ka4ecTBe NpeTeHAeHTa Ha nocT npesngeHTa CLUA
oT [leMoKpaTMyecKom NapTum, O4HAKO NPourpana npanmepmns KOHKy-
peHTy Mony Maccetu, cTaB rocceKpeTapem B ero KOMaHzae.

Kak MO’KHO 3amMeTUTb, 34eCb eCTb He TO/IbKO HECKO/IbKO OTCbINIOK
K MO/IMTUYECKOM PeanbHOCTM, BK/tOYasA K/tOYEBble, MO3BOAAOLLNE
y3HaTb B cepnasibHOM obpase rocnoxy KAMHTOH — B yncie 3TUX OT-
CbIJIOK CEMeNHasa CUTYauma repomrHM U HIOAHCbI ee NOIUTUYECKON Ka-
pbepbl. Tem He MeHee, BPAL, I MOXKHO FOBOPUTb O CU/IbHOM BANAHUM
3TOrO cepuana, Tak Kak BbILWJIO BCEro 6 ero ann3onos, KOTOPbIE TPAHC-
nnpoBanuck B utone-asrycte 2012 roga. Mocne atoro cepmnan 6bin 3a-
KpbIT. TeM He MeHee 3TOT cepuan CTan NpPeABeCcTHUKOM ABYX APYruX
Tenecepuii — «KapTtouHbii Jomuk» (“House of Cards”, npembepa B
2013 r., nATbIn ce3oH — B 2017 r.) u «Magam roccekpeTapb» (“Madam
Secretary”, npembepa B 2014 r., yeTBepTbin ce3oH — B 2017 roay).
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PaccmoTpum cHavana cepman «Mafaam roccekpeTapby, TaK KaK yxe
B CAMOM Ha3BaHWM eCTb [OBObHO MOLLHAA OTCbINKA 3TUX TeNecepuit K
Xnnnapn KANHTOH, YTO OTMEYanochb, B TOM YNCAE, HEKOTOPbIMUK UCCe-
[0BaTeNAMM, YKa3blBABLUMMM Ha CU/IbHOE CXOLCTBO [1aBHOM repOoUHU
n rocnoxu KnuHtoH. Camu cosgatenu cepmana B CBOK oyepeab odu-
UManbHO 3aaBaAnM, YyTo becc MaKKopz, (Tak 30BYT repounHI0) He meeT
OTHoWweHuA K Xunnapn KANHTOH. O4HaKo MHTEPECHO Apyroe: B TOM e
MaTtepuane durypmpyeT odpuLmanbHoe 3aaBeHNe aBTOPOB Tesecepuii
CO CNOBaMM O TOM, YTO CaMa UAEA KeHLWMHbI-NMaepa A0CTaTOYHO aK-
TUBHO NOABAAEGTCA B PA3HbIX MeAna, @ MOTOMY MOXKHO rOBOPUTL O TOM,
YTO Cepunasl HaxoaMTCcA B TPEHAE OOLLEeCTBEHHbIX HacTpoeHuin. N aei-
CTBUTE/IbHO, Ha 3KPaHe Mbl BUAMM CU/IbHYIO FepOMHIO, KOTOpasa paau
npaBabl U goctuxkeHua bnara gna CLUA roToBa nonTM fdarke npoTus
npesnaeHTa, NPOTUBOPEYA eMY U LOKA3bIBAA CBOKO TOUKY 3PEHMUA.

Naes «npobuBaHUA CTEKNSAHHONO NOTO/IKa» — OAHA M3 LEHTPasb-
HbIX B NpeaBbI6opHOM KOMMYHMKaLMK X. KnuHToH B 2016 rogy. ®pa-
3bl NPO CTEKNAHHBIM NOTONOK, 06oapeEHMA ANA AeBYLIEK U cama TeMa
3aWMTbl KEHLMH M MX NpPaB 4acTo BCTpeyatoTca B oduuManbHOM
Twitter akkayHTe rocnoxm KAMHTOH. 3Ta naea Haxo4mTca B COOTBET-
CTBUM C 06WMM PEMUHUCTCKUM TPEeHOOM, rae «npobuBaHue noton-
Ka» — OfHa M3 CambIX BaXXHbIX CTPaTernmyeckmx 3agay ANA KeHLWuH
BCEro mupa.

Takum 06pasom, MOXKHO rOBOPUTb O TOM, YTO, OTNPABAAACL HA
60l C 3TUM CaMbIM NOJNTUYECKMUM KCTEKIAHHBIM MOTONKOM», XUa-
pY MbiTanacb CO34aTb B [71a3ax CBOWX M3OMpPaTeNbHUL, FrepOUYECKUi
YKEHCKN 0bpas.

Ewe ofHa AeTasnb, KOTOPYH XOTenocb 6bl OTMETUTb B OTHOLLEHWUU
cepuana «Magam roccekpeTapb» M KOTOpPasA TaKKe COOTBETCTBYeT
noBecTke deMMHM3IMa — 3TO npeanoyTeHMe B paboTe K AeBYLUKaM,
KOTOPOE eCcTb y CepnanbHOM repomHN U ABNAETCA O4HOM U3 XapaKTep-
HbIX YepT WTaba rocnoxm KAMHTOH.

HakoHeL, nogsoasa utor 0630py AaHHOrO cepuana, nogvyepKHem
0aTy BblXoAa TPETbEro cesoHa Ha 3KpaHbl CLUA — 2 okTabps 2016
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roga. Takum o6pasom, Mbl BUAMM, YTO NpemMbepa ceprana coctosnach
baKTMYeCcKM 3a mecsL, 40 BbIBOPOB Npe3unaeHTa CTpaHbl, NnpoLleatime
8 Hos6pAa 2016 roaa.

OfHako Hanbosiee MHTEPECEH C TOYKM 3pEHUs HappaTMBa cepuan
«KapTouYHbIN LOMUK», KOTOPbIN MOMKHO CYMTATb CAMbIM U3BECTHbLIM U3
TPexX Ha3BaHHbIX TeNecepuii — Kak Mo KOANYECTBY peLeH3nin u npo-
CMOTPOB, TaK M MO KOAMYECTBY WM YPOBHIO Harpag (B Konuake «Kap-
TOYHOTO AOMMKa» B 3TOM C/lyyae ecTb M dMmu, K 3onotoi [nobyc).
BaykHbIM OT/IUMEM OT NpeablayLLMX ABYX BELLEe CTAaHOBUTCA TOT GaKT,
41O B «KapTOYHOM AOMMUKE» HET TaKOTO CU/IbHOTO MO3ULMOHMPOBAHKA
nepsoii neau CLUA B KayecTBe raBHOM repouHn cepmana. ITo genaet
HappaTUB HECKO/IbKO TOHbLLE, AaeT BO3MOXKHOCTb Knap AHaepBya, (Tak
30BYT repouMHIO CepMasa) NokasaTb ceba B pasHbIX ponax.

[ns Hayana oTMeTUM TOT aKT, UTo B cepuane BCTPEYAETCA YKe
3HAKOMaA HaM CHOXKETHAA 3aBA3Ka, OAHAKO HECKOJIbKO MHAye npoBe-
AeHHaa — OpaHK AHAepBya, KaHauaaT oT leMoKpaTUyeckon napTum
CLUA, cornawaetca Ha npeasioXKeHne onnoHeHTa YCTYNUTb B FOHKE B
obmeH Ha mecTo roccekpeTtapa CLUA. OgHako M3bpaHHbI Npe3naeHT
He OepXXUT cBouX obellaHnin, n yeta AHOEpBYa OCTAeTca Ha CaMOM
Kpato NoSIMTUYECKOM apeHbl. B 3TOT MOMEHT cynpyrv ob6beanHATCA U
peLlatoT OTOMCTUTb ObIBLLUEMY COIO3HMKY, OPraHNM30BaB €ro OTCTaBKY.
B gaHHOM cnyyae Knsp BbICTynaeT Kak MOMOLLHWUK Npe3naeHTa, He-
oduLUManbHbINA, HO OT 3TOFO HE MEHEE MOJIE3HbIN.

TakMm 06pasom, 3puTeNib BUAUT e B POJIM KEHbl, OKa3blBatOLWEN
noaAepsKKy M NMomMollb CBOEMY MYXKY, HO €e CNoBa M OeNCTBUA He
OCTaBAAOT HUKAKUX COMHEHUI B YMe, CUNEe U BAUAHUM reponHu. OHa
YyMeeT MAeCTU MHTPUIU, XOPOLIO 3HAET NOAUTMYECKYD chepy 1 To,
«KaK AenaeTtcs noiuTUKa».

B KOHEYHOM MTOre K YeTBEPTOMY Ce30HY Knap pelsaer, yto aocTa-
TOYHO 6bl/1a B TEHU U TeMNepb XOUYET HayaTb CBOIO MOIMTUYECKYIO Kapbe-
py. B copaTHULbI OHA BbIOMpPAET 3HAKOMYHO AEBYLUKY-NOAUTTEXHOAOrA
— CHOBa BO3MOXHaA OTCbl/IKa B NpeanoyTeHnn KnmHToH paboTaTtb
C *KeHlWmHamun. BocnpensaTtctBoBaTb Ki3p B HAMEpPEeHUU 3aHMMaTbCA

198 HAYKA TENEBUOEHUA Ne14.1, 2018



NONINTUKOM HE MOKET AaXKe My, AeNCTBYOLWMA HA TOT MOMEHT npe-
3naeHT CLUA, KOTopblit FOTOBUTCA K c/ieayowum Bbibopam. 3puTenb
onATb BUAUT UCTOPUIO O NPOBUBAHUMN «CTEKAAHHOIO MNOTONKAY, KOraa
repouHA NOCTEMNEeHHO, LWar 3a Warom 3axsaTblBaeT NoJUTUYECKMe Nno-
3ULMN N NPECTUXK.

Knap cTaHOBUTCA NMOAHOMPABHOW repouHelr B MOMEHT, Korga ee
MY NOSy4YaeT paHEHUE U OKa3blBAETCA B peaHMmaumm. IMeHHo oHa
HauyMHaeT BeCcTu aena, GakTUYecKn ynpasaseT 4encTBUAMM BULLe-Npe-
3ngeHTa CLUA, oTaaBaa eMy yKasaHMA vyepes 3/IeKTPOHHYIO nouTy. B
TOM YMC/Ie OHA NIETUT Ha BCTPeYY INAepOB pPa3HbIX CTPaH, rae nobusa-
eTcA ayaueHUUmM U A0roBOPEHHOCTEN ¢ npe3naeHTom Poccnun — Buk-
Topom [MeTpoBbim.

Takum 06pa3om, repomHa onATb NPUHUMAET Ha ceba dyHKUMK, KO-
TOopble 06bIYHO UCMONHAET rOCCEKPETAPb CTPAHbI, B TO BPeMsA KaK no
CIO)KETY — OH BbIHY)KAEH CUAETb M XAaTb pPelleHna Neperosopos B
Kopugope. B 3TOM KOHTEKCTe MHTEePECHO TO, YTo Knap nocTtosiHHO 06-
PaLLLAETCA K OMNbITY CBOETO My*Ka — YMeeT NPUMEHATb ero 1 obpaluaTb
cebe Ha nonb3y. K onbITy NnpesmaeHTcTBa bunna KAMHTOHA NOCTOAHHO
anennvposana Xwuanapu KAWHTOH, KOTOpas B pamMkax npeasblibop-
HOM KamnaHuu 2016 roga roBopmaa, YTO BCErga MOMKET MONOKUTLCA
Ha OMbIT MyXa B BONPOCAX MOJNTUKN N SKOHOMUKKU. B cepunane 3pu-
Te/Nb BUAMT HE TONbKO CUAbHYIO FepOUHIO, MEPBYIO Nean, ONbITHOrO
nonutuka. OH BMAWUT BO3MOXKHOFO Oyayliero npesuaeHTa, TaKk Kak
baKTUYECKM 3@ TO BPEMs, YTO ee MyXK NeXUT B peaHumaumm, Knap B
NPoBbMBAHNKN KCTEKNSHHOIO NOTOJIKa» A06MBaETCSA OrNYLWUTENBHOIO U
OKOHYaTe/IbHOrO ycrnexa — OHa [10Ka3biBaeT BCEM CBOHO CMOCOBHOCTbL
CTaTb BO rNaBe CTPaHbl U CTAaHOBUTCA MOIUTUYECKMM NAapTHEPOM CBO-
ero mMy:xa B npeaBblbOpPHOM roHKe.

NHTepeceH M TOT GaKT, YTO B YETBEPTOM Ce30HE BCTpevaeTcs
anu3oga, Koraa Jemokpatmyeckaa naptua GpakTMyYeckn oTaaeT npea-
NOYTEHUE KEeHLWMHe-KaHaMaaTy — npotus ®PpsaHka AHZepsByaa. Kak
BO3MOMHbIM MNOAUTUYECKMI MNPOTUBHMK BbICTYNaeT AeNCTBYHOLLUIA
roccekpetapb CLUA Katm [iopaH. Obe reponHu cepuana obnagator
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3HAYMTENbHbIM CXOACTBOM C Xuanapu KAMHTOH — obe 6A0HAMHKM U
NpeAnoYnTalOT MOXOXNUIM CTUAb B ogerKae. OgHako [lopaH NoxoXa Ha
KnAnHTOH Bonblue B cMay BO3pacTa U NOYTU MAEHTUYHOM NMPUYECKON.
OHa OCTOPOXKHbIN AUMNAOMAT U UCKYCHbIMA NMONUTUK, KOTOPbIN, KaK U
Knap, MoKeT cTaTb OMacHbIM COMEPHUKOM.

Taknum 06pa3om, akLEHT B JAHHOM CEpPUAJIe MHOT4A CMELLAeTca OT
OfHOM M3 NABHbIX FEPOUHb HA BTOPOCTEMNEHHbIX MEPCOHAXKEN, cpeam
KOTOPbIX, OAHAKO, MHOTO CUJ/IbHbIX KEHLLMH, YTO CHOBA MOATBEPKAa-
€T CUJIbHble TpeHabl GeMUHU3MA B cepranax o NOAUTUKeE.

EcTb 1 Apyrve 3aHMMaTeNbHble Napannenn akpaHHoro mupa «Kap-
TOYHOrO ZOMMKAY» C NOIUTUYECKOMN peanbHOCTbo CLLA, Ha KoTopble Tak-
e xoTenocb 6bl 06paTUTL BHUMaHKe. B nepByto ouepespb, — 310 06pas
rMaBHOro KaHAuAaTa B npe3ngeHTbl CLUA ot PecnybankaHcKoi napTmm
— KOHrpeccmeHa Yunna KoHsas. B Hanagatolwein maHepe KOHrpeccme-
Ha MOXHO YBUAETb YEPTbl MOAUTUYECKOTO ONNoHeHTa bapaka O6ambl
— KoHrpeccmeHa Mutta PomHu. OgHaKo, 4To ropa3fo BarkHee, — 370
0fHa 13 rNaBHbIx YepT KOHB3A: OH MeaMa3Be3aa 1 NpeanoyYnTaeT BecTu
npeaBblOOPHYIO KOMMYHMKaUMio Yepes Twitter, coumanbHble meama u
OHMIANH-TPAHCAALMM. B 3TOM MOXKHO YBUAETb UIPOKa NOAUTUYECKOM
peanbHocTh CLLA yxke 2016 roga — JoHanbaa Tpamna, KOTOPOMY MHO-
rMe NpunucbiBatoT Nnobesy MMEHHO 3a CYET aKTUBHOTO MCMO/b30BAHMA
OH/IaMH-KOMMYHUKaLMK € n3bupatenammn. MHTeEpecHo OTMETUTb U TOT
baKT, YUTO paHee KOHIPeccmeH OblN XOPOLWKUM APYrom YeTbl AHLEPBY-
0B — NOXoXune nctopum o 6ansKol apyKo6e cemeit KnMHTOH 1 Tpamna
MOHO BCTPETUTb M B aMEPUKAHCKOW, U B POCCUICKOM Meamacpese.
(XapaKkTtepHblii npumep obcyKaeHns 3Tol Tembl: [27])

Bo BTOpYto ouepesab, xoTenochb 6bl 06paTUTb 0COH60E BHMMAHKUE Ha
06pa3 Poccum B 3KpaHHOM peanbHOCTU Tenecepuana. NMpumeyatenb-
HO, YTO npe3ngeHTa Poccun 30ByT BukTop MNeTtpos (B.M.). BHewHe oH
MMeeT A0BOJIbHO OYEBUAHOE CXOACTBO C AEMCTBYHOLMM MNpe3naeH-
ToM Poccnm Baagymmnpom lMyTUHBIM M HECKONBKO pa3 yNOMMHAET O
CBOEM MPOLLJIOM B CU/IOBbIX CTPYKTYpax. ITO BAACTHbIA NEpPCOHa,
KOTOPbIN rOTOB HaBA3bIBaTb CBOIO NMOBECTKY, HE TEPNUT NPOTUBOPEYMA
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CBOEW BOJIE, NPUBLIK peLlaTb Npobaembl cBOMMU MeTogamu. Mpume-
YyaTeNbHO, YTO C PYCCKMMM OJIMFAPXaMM U MarHaTamu, KOTopble Yem-
TO He HpaBATcA MMeTpoBY, OH NPUBbIK PACNpPABAATLCA Yepes youicTBa
M NOXWULLEHMA, O YeM NOoAPOOHO paccKasbiBAeTCA B CAaMOM Havase
yeTBepTOro cesoHa. MmeHHo Poccua asnaeTca npuumMHon HedpTaHOro
Kpusuca B CLLIA, o KOTopom naetT peyb B cepmane. MHorme nepcoHa-
KM NOAYEPKUBAIOT HECTABMNBHOCTb 3KOHOMUKM Poccuu, a Takke ee
BO3MOMHbI Kpax B 6/iMKanwem byaywem.

HaKkoHeL, nocnegHAsA BaxKHas YepTa, KOTOPYHO XOTenocb 6bl 0TMe-
TWUTb, — 3TO rMaBHbI Bpar CLLUA B yeTBepTOmM ce30He cepuana, «bes-
JINKoe 310%», Ha3BaHHoe 34ecb Mcnamckum Xanudatom. Bce yepThbl
STOM CYLLHOCTU B CepUase NOYTU 3epKalbHO OTparKatoT NMopTpeT 3a-
npeweHHon B PO opraHmsauymm «Mcnamckoe locyaapcteo» (U nan
UTUN). Ucnamcknin xanudat — 3To congatbl-paHaTUKKU, KOTopble
OEeVCTBYIOT Yyepe3 TEPPOPUCTUYECKME aKTbl, B3ATWE 3a/I0KHMKOB U
BepboBKy xutenenn CLUA, nepexogawmx B MCNAMCKYlO Bepy, nocse
Yyero HayuMHaloT AeWcTBOBaTb B MHTepecax xanudata. B yetsepTom
Ce30He cepmana NoKasaHo, Kak Nocse aTakm Ha XxanndaT co CTOPOHDI
CLUA TeppopucTbl U3 BbIBLIMX FparkAaH 3aXBaTblBAOT B 3a/10XKHUKK
AMEPUKaAHCKYI0 CEMbIO U B 0OMEH Ha MX Xun3Hu TpebytoT ocBo60anTb
OAHOro U3 rnaB xaandata — ONaCHOro TePPOPUCTa U BOEHHOTO Ha-
YanbHUKa.

MNopyepkHeMm, 4TO MeHHO Knap AHAEpPBYA, a HE ee MyXK, BCTpeya-
eTcA € ABYMA HOCUTENAMM «MOJIMTUYECKOTO 3/1a» JINLLOM K anuy: Knap
Be4EeT NeperoBopbl OTHOCUTENbHO HePTAHOro Kpusuca ¢ Buktopom
MeTpoBbIM W yCMELWHO BbIBOAUT M3 KPU3MCA MUPOBYHD SKOHOMMKY.
MmeHHO Knap BcTpeyvaetca ¢ anaepom Mcnamckoro xanudara, Ko-
TOPOro NPMUBO3AT K HEW M3 amMepPUKaHCKOM TIoOpbMbl, YTObbI ybeanTb
ero BbICTYNUTb C obpalleHem gaa TeppopucToB M noTpebosaTb OT-
NyCcTUTb 3a/I0XKHUKOB. B 060MX cayvasax NoAUTUYECKME OMMOHEHTHI B
CUNY CBOEW KYNbTYpPbl M XapaKTepa He NMPU3HAOT 3a KEeHLUMHaMK npa-
Ba 3aHMMATbCA NOAUTUKOM. U B 060X ciydasax Knap AHaepsya yaaeT-
cs ux nepeybeamTb, 3aCTaBUTb BOCNPUHATL ceba Bcepbes.
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Takum 06pasom, CHOBa MPOMCXOAUT Pa3bUBaAHME KCTEKNSHHOTO
NOTO/IKa», NYCTb U NepeHeceHHoe B NPU3HAHWE CO CTOPOHbI NOAUTU-
YECKUX NPOTUBHUKOB.

MoabITOXMBAA CKazaHHOE, OTMETUM, YTO NepeyncieHHble cepua-
Jibl 4E@MOHCTPUPYIOT aKTUBHOE YCU/IEHNE MOBECTKM U TpeHA0B dpemu-
HMU3Ma B MNOAUTUKE. KeHLWMHbI-NONTUKM BCe Yalle CTAaHOBATCA MNaB-
HbIMM FEPOMHAMM He TONIbKO CEPUAN0B, HO U APYrUX NPOU3BEAEHNN
MaCcCOBOro UCKYCCTBA. Tak, reporMHU Tpex nepeyvncieHHblX cepmnanos
Npv 3TOM MMEIOT YepTbl, KOTOPble NO3BOIAIOT CONOCTABUTb UX C 06pa-
30M HblHeLWHen noantTnyeckon peanbHoctn CLUA — Xunnapun Knunk-
TOH. B uncne Takmx cxoacT8 0ObIYHO NO3MLLMA FrEPOUHM B Ka4yecTBe roc-
CeKpeTaps CTpaHbl, ee NPOLUIOE — MY, KOTOPbII ABNAETCA ObIBLLUMM
npesnaeHTom CLLA, pasnaabl B ceMbe M3-3a ero CeKCcyasibHbIX MOXOX-
OEHUI, NpeanoyYTeHne B BbIOOPE KEHLWMH B KAYECTBE NOSUTUYECKMX
NOMOLLHUKOB. OTMETUM U1 TO, YTO FTEPOUHM BCEX TPEX CEPUANOB, KaK U
rocnoxa KAuHToH, Asnatotca 6aoHanHKaMu. Mpu 3Tom B ABYX cepu-
anax MOXHO YBMAETb CXOACTBO CTPUMKEK repouHb C TeEM CTUNEM, KO-
TOpPbIN, NOABAAACH Ha NybIMKe B Te4eHMe NpeaBblOOPHON KamnaHUK
2016 roga, Bbibpana ansa cebs KNMHTOH.

[Ba n3 Tpex cepunanos («MonntukaHbl», «Magam roccekpetapby»)
npv 3TOM HanpsamMyto 06BUHANNCH B 1066MPOBaHUN MHTEPECOB roCno-
U KAnHTOH. OgHaKo B AeTansx 34ecb bbll pacCMOTPEH MMEHHO TOT
Tenecepuan, KOTopblii n3bexkan noaobHbix 06BMHEHMUI («KapToUHbIl
OOMUK»). B HEM, BO-NepBbIX, NpMMeYaTeNbHO, YTO aKLLEHT B «KapTou-
HOM ZLOMMKE» CMELLEH C FePOMHUN Ha repos — B Cepuasne OeNcTBy-
eT MMeHHO cemeliHaa YyeTa AHAepByaoB, rae Knap, B Havyane nepso-
ro cesoHa — KeHa byayuiero npesngeHta CLUA ®paHKka AHaepByaa,
CHayana BbICTYNaeT B POJIN €ro Her1acHOro NOMOLLHMKA N NnpeTeHayeT
WCKNIOYMTENBHO Ha PONb NepBoi neaun. Ee Bbixog, B KayecTBe NOANTU-
YeCKOl reponHM NPOUCXOANT FOPA3A0 NO3XKeE, TOIbKO B CEPEANHE YeT-
BEpPTOro cesoHa cepuana (Nnpembepa cocrtosnach B mapte 2016 roaa,
He3ago/ro nocse Hayana npanmepus B CLUA). Kak 1 reponHu apyrmx
cepuanos, Knap AHZepBys 3a4aeTcs Lenbto NpobuUTb «CTEKNSAHHbIN
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MOTOJIOKY AR EHLWMH B NOMUTUKE U NPeycrneBaeT B STOM PasHbIMU
cnocobamu, XoTs MOKa U He A06MBaeTCs rMaBHOrO — MocTa npesu-
[AeHTa cTpaHbl. Tem He MeHee co3aaTenn cepuana yBepeHHo BbiBOAAT
ee B KayecTBe BO3MOXHOIo M Byayuiero npesvaeHTa, NoKasbiBas ee
MOJIHYO TOTOBHOCTb K 3TOWN AO/IKHOCTMU.

CBefeHUs 0 TOM, AeNCTBUTENIbHO /1M YeTa KNMHTOH cnoHcupoBana
NpPOM3BOACTBO YKa3aHHbIX CepuanoB, He noaaatotcs nposepke. Oa-
HaKo, ec/i1 3TO AeNCTBUTENbHO MMENI0 MEeCTO, TOrAa nepes Hamum He-
CTaHAAPTHbIN NPUMEP UCNOb30BaHMA MOAUTUYECKOTO CTOPUTENNH-
ra u PR-KoMMyHMKaLMK Yepes co3gaHne npuBeKaTenbHbix 06pasos
B 9KPaHHbIX PeasibHOCTAX, MMEIOLLMX CBOEM LeNblo U3SMEHEHME OTHO-
LWEeHUs K NPOTOTUNY B MOAMTUYecKon peanbHocTu CLLUA — rocnorke
KAnHTOH. B 1tobom cnyyae Henb3s oTpULAThb, YTO BHE 3aBUCMMOCTM OT
dbaKTa cnoHCopcTBa cepuasibl He MO He MOBAUATb Ha OTHOLLEHME K
TEME B LE/IOM — KEHLINMHAM B NOAUTUKE U K Xuanapu KAMHTOH Kak
OAHOWM M3 rNaBHbIX FrEPOUHb TEKYLLEN NONUTUYECKON peanbHOCTH, B
YacTHOCTW.

OfIHO 13 BaXKHbIX CBOWMCTB CIOXKETUKU, OTMEYAEMbIX Ucc/eaoBaTe-
NAMU, — 3TO TO, UYTO 3PUTENb BEPUT UCTOPUN U MOTPY)KAETCA B Hee
3MOLMOHANbHO, AaXKe 3HaA, YTO UCTOpMA cama no cebe ABAAETCA Bbl-
MbIc1OM [cm 06 3Tom 15]. [lpyroe CBOMCTBO CHOMKETUKM, KOTOPOE MO-
eT cpaboTaTb B JaHHOM C/ly4ae — 3TO METO/, CHEXHOro KomMa, Kor-
[0a NOX0XKMe UCTOPUM HaKNaablBaOTCA APYr HA ApPYra M 3a CYeT 3Toro
ycunmeatoT addeKT obueit naem [8, c. 169)]. HakoHew, TpeTbe BaxKHoe
CBOWCTBO NPOWUCTEKAET U3 CBOMCTB CHOXKETUKM, KOTOPasa Ana obbacHe-
HWS PeaNibHOCTU C APEBHENLLMX BPEMEH UCMO/b30BaNaCh NH0AbMU B
TECHOM B3aUMOENCTBMM C 3KpaHamu. To e NpaBuIo pacnpocTpaHa-
€TCA M HAa NOJIUTUKY, A1 NOHMMaHMA KOTOPOK y bo/bluel YacTu Hace-
JIeHUs He xBaTaeT HeobxoamMmoro ob6pasoBaHMUs, YPOBHA HOBOCTHOM
rPaMOTHOCTM M AOCTAaTOMHOIO KOIMYeCcTBa BpeMeHu ana cbopa, npo-
BEPKM 1 aHa/IM3a NOCTynatowen noanTnieckor nHdopmaumu.

B 3aKntoyeHMe xoTenocb 6bl NPUBECTU MbIC/b OAHOMO U3 repoes
«KapTouyHoro foMMKa», KOTOpan B MOAHON Mepe OTPa*kaeT He TOJIbKO
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9KPaHHYIO PeanbHOCTb Cepuana, HO M HalM COBPEMEHHbIE MOAUTU-
yeckne peannn. PpaHK AHAEpPBYA MMeET NPUBbIYKY Pa3roBapmsaTtb
HaMpPAMYI0 CO 3puTesiem, paspyllan YeTBepTylo CTeHy, TOrda Kak y
3pWTeNA BO3HMKAET OLLyLLeHWe, YTO HEKOTOPble OTKPOBEHUA O Mo-
JIMTUYECKOM KM3HW OH y3HAeT Hanpamyto oT npe3ugeHTa CLUA: «[Mo-
JIMTMKA Y)Ke He NPOCTO TeaTp — 3TO woy-6msHec». CnefoBaTesbHO,
BE/IMKA BEPOATHOCTb, YTO B 3MOXY TaK HA3blBAEMOWN MONUTUKM MOCT-
NpaBabl NOAUTUYECKME OEATEeNN HaAuyHYT (BO3MOXKHO, Y)Ke Hayanu)
He NPOCTO MCMOo/b30BaTb 3KPaHbI TENEBU30POB U KOMMbIOTEPOB A/1A
TPaHCAAUMM COBCTBEHHBIX MOIUTUYECKUX BO33PEHUIN, HO U B Bosee
TBOPYECKUX pOpMax — Hampumep, Yepes cepuansb.
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8 Poccuu u e2o ponb 8 npogeccuoHanbHol nodzomoske u
npogopueHmayuu Moso0dbix cneyuaaucmos. Bcmamee uc-
nons3yemcsa memood cuCmemMHO20 GHAAU3d, M0Ay4YeHHO20
8 pesyabmame AUYHO20 Onbima o cydelicmay u sKkcrnepm-
Holi ouyeHke PezuoHanbHo20 YemnuoHama «JuniorSkills»
2018 8 Mockse. B sude cxemol npedcmassieHbl npogeccuu,
Komopsie cocmasnasaom eoduHoe yenoe Haubosnee nonynap-
HO20 ¢hopmama MyabmumeouliHo2o cmopumennuHea —
/I0H2PUO, MPOU3BOOCMBO KOMOPO20O A8/19emCs OCHOBHbIM
300aHUeM o KomnemeHuyuu «MynemumeouliHaa xyp-
Haaucmuka». [lpogedeHHOe aHKemuposaHUe M0380/Us0
onpedenums saxcHeliwue 80MPocsl N0G20MOBKU y4aCMHU-
KO8 (WKOMbHUKOB) U 3KCrepmos K caedyrouum YemmnuoHa-
mam «JuniorSkills». Ha ocHosaHuUuU aHaAU3a NpPedsIoHceHsl
KOHKpemHsble Oelicmeus, HAMpassneHHble HA MosblleHue
cmaHoapmos npogeccuoHanbHOlU Mod2omosKku U pas3su-
mue MynemumeOouliHOU HYpPHAAUCMUKU KAK CaMocmos-
mensHoU npogeccuu bydywezo. B daHHOU cmamee snep-
8ble ChOPMYUPOBAHbI 8bI800LI, MO380/AUUE OUEHUMb
0aHHoe HanpaeneHue «JuniorSkills» («JS») Kak nepcrnek-
mueHoe U UHHOB8AYUOHHOEe 014 N0020mMO8KU yHU8epCaslb-
HbIX YYPHAAUCMO8 HOB020 MOKOEHUS.

Knrouessle cnosa: JuniorSkills, WorldSkills, myaemumeduti-
HQaA HYPHAAUCMUKQ, 10H2PUO, YHUBEPCAAbHbIe Cneyuanu-
cmeol, Medua nNPocMpPaHCMBo, NpodeccuoHaANbHble CMAH-
dapmel, MpoghopueHmMayus WKOMAbHUKOS.
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Abstract. The article presents a brief history of the
development of the non-commercial international
movement of professional training of qualified personnel
“WorldSkills International” (“WSI”). For the first time in
the world of scholarship the authors of the article are
exploring this direction, determining the prospects of the
“JuniorSkills” Championship for Multimedia Journalism in
Russia and its role in the training and career guidance of
young professionals. The article uses the method of systemic
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analysis obtained as a result of personal experience in
judging and expert evaluation of the regional Championship
“JuniorSkills” 2018 in Moscow. Professions forming a unified
whole are being presented in the form of diagrams in one
of the most popular formats for multimedia storytelling —
“longread”, the production of which is the main task of the
competence of “Multimedia journalism”. The conducted
survey allowed to identify critical issues of training
participants (students) and experts for the next “JuniorSkills”
Championships. On the basis of the analysis concrete actions
are proposed aimed at raising the standards of professional
training and the development of multimedia journalism as
an independent profession of the future. In this article for
the first time conclusions are formulated making it possible
to estimate this direction of “JuniorSkills” (“JS”) as being
perspective and innovative for training new generations of
universal journalists.

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

OpHoOM M3 3n10604HEBHbIX NpobsemM B Hallel cTpaHe ABASETCS
0CTpas HexBaTKa MosoAbix Kagpos ansa digital-tpaHchpopmaumm 6us-
Heca. [nsa Mx nNoaBneHUA HeobXOAMMO MepecTpouTb BCHO CUCTEMY
npodeccrmoHanbHoro obpasosaHus. B ceasu c atum Cotos «WorldSkills
Russia» («Monogble npodeccnoHanbl Poccnmn») B Lensx Bo3porKae-
HUA paboumx npodeccuin BBEN HOBblE /1S HUX CTAHAAPTbI, U3MEHWUA
9K3aMEHALMOHHYIO CUCTEMY B KO/NEAXKax WM By3ax, a TaKXke cTan
CBA3YIOLLMM 3BEHOM Mexay pabotoaaTenamu U monogbimu pabort-
Hukamu [1]. MNocTaBneHHble B cepesnHe NPOLWWJIOro BeKa OAHUM U3
nHuumatopos AsuskeHusa WorldSkills International (WSI) ®p. Anb-
6epTom-Buaanem 3afaum npeBpaTUTb YH4aCTHUKOB COPEBHOBAHUI B
obpaseL, gna nogpaxkaHUsA MOJIOLAENKM, OPraHM30BaTb MEXKAYHAPOA-
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Hble BCTPEYM IKCMEPTHOro M NpodeccnoHaNbHOro coobLLecTs U AaTb
MOI0AbIM Paboym BO3MOXKHOCTb ONPEeAEeNTLCA HAa MUMPOBOM PbiHKE
TPpyAa — OCTalOTCA aKTyasibHbIMM U cerogHA. He cnyyaiHo 3a 70 net
CO BPEMEHU BO3HUMKHOBEHMA YEMMUOHATOB NPOdECcCMOHaNbHOIO Ma-
CTEPCTBA MX MaclTabbl BbIPOC/M B HECKO/IbKO pa3: B 1950-m roay co-
6panockb Bcero mb 12 KOHKypcaHToB, B 2017-m Ha 44-m YyemnuoHare
WorldSkills B8 Aby-[labn — 1300. Ha mexkayHapoaHOM nepBeHCTBE B
KasaHu B 2019 roay 0XnAaeTcs yKe nonTopbl TbicAYM y4acTHUKOB [1].

HayyHoe ocmbicneHue pocTuxeHuin aunnomantos «WorldSkills
International» (mexayHapoaHOW OpraHM3aLmu, LEenblo KOTOPOK sB-
naeTca passuTne NpodeccnoHanbHOro, TEXHUYECKOrO U OPUEHTUPO-
BaHHOrO Ha chepy ycnyr o6pasoBaHUs, a TaKXKe NOBbILLEHWE CTaHAap-
TOB NPodecCMOHaNbHON NOAFOTOBKM CMELMANUCTOB Pa3HbIX paboumx
npodeccuii B 75 cTpaHax Mmpa) nsydaetcs 3a pybexkom. MonyyeHHble
OVHCKMMUM MccnefoBaTensiMmm pesynbTaTbl MOKA3anu, YTO YHACTHUKM
YemnuoHaTa OT/IMYAAUCHL OT CBOMX KOAJMEr pAAoM MpUobpeTeHHbIX
LEHHbIX KAuecCTB: «HABbIKAMW MEM/INYHOCTHOrO 06LEeHMA, BONEN,
MOTUBALMEN U APYTUMWU XapaKTePUCTUKAMM, KU3HEHHO BayKHbIMU
Ana npodeccnMoHanbHOro onbiTa U NPOPECCMOHANbHOTO PA3BUTUA...
ocoboe BHMMaHME yAeNAN0Cb BaXHOCTWU JIOFMKO-MaTeMaTUYECKMX
HaBbIKOB (MOHMMaHWe obwmx paboymx npoueccos, HbICTPOro U He-
3aBMCMMOrO TBOPYECKOIO MbILL/IEHMA MO peleHnto npobaem)» [2, c.
108]. bpuTaHCcKue uccnemoBatenn B pesy/abrate UCCAeA0BaHUA OCO-
6EHHOCTEN MCNONBb30BAHMA U MPUMEHEHMA pe3ybTaToB YemnunoHaTta
«WorldSkills» Ha 6a3e KonnegKen oTMevann «NoBblWEHME YCTPEMIE-
HUA CTYAEHTOB K Npodeccun, pocTy CaMOOLEHKN... MPeobpasoBaHuMIo
yyalmxca B HOBble npodeccMoHasbHble ANYHOCTM, Bnarogaps Boc-
npusaTnio “yHacnefoBaHHOrO” onbiTa NPOPECCMOHANbHbIX YyYnTenen»
[3, c. 154].

Hawa »ce 3ada4ya cocmoum 8 mom, Ymobsl paccMmompems 8 [leu-
weHuu « WorldSkills» yuacmue Poccuu, nockosnbKy 00 cux rnop omeye-
CMBeHHAA cucmema Moo020MosKU MOs00bIX Ceyuanucmos 8 3mom
ABAEHUU He Ucc1ed08asack, a Mexdy mem UCronb3080HUE Y HAC /1yY-
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WUxX MexOyHapOoOHbIX 06yYaroWuX NMPAKMUK U cmaHoapmos obpa-
muso Ha cebsa 6osbwWoe BHUMAHUE 8 Mupe.

LUeHHocTb asukeHuma «WorldSkills» otmeTtun MpesngeHT Poccuii-
ckol degepaumm B.B. MNyTnH: «Y Hac noasnseTtcs Bce 6onblie moso-
AbIX CMeunanncTtoB M BbICOKOKBAIMPUUMPOBAHHbBIX paboumx, crno-
COOHbIX pelaTb 3a43a4YM HOBOTO TEXHO/IOFMYECKOro YpPOBHA. Takue
YeMMMoHaTbl — 3T0, 6e3yC/NIOBHO (M Mbl C BAMM 3TO XOPOLLO NMOHMMa-
€M), He TO/IbKO NPEeCTUXkKHble TYpHUPbI. OHW 3a43a0T TOH, OPUEHTUP
AN1A Pa3BUTUA HAUMOHAIbHOM CUCTEMbI 06pPa30BaHUA Ha OCHOBE JlyY-
WKWX MMPOBBIX MPAKTMK, MOMOratoT HacTpamBaTb 0bpasoBaTenbHble
nporpaMmmbl 1 npodeccroHasibHble CTAaHAAPTLI N0, 3aNpPOChl TEKYLLE-
ro AHs, SKOHOMUKMY [4, c. 371].

OsukeHne «WorldSkills» 3apogmnock B MicnaHum B anoxy Kpusuca
nocsne BTopoii MMPOBOI BOMHbI KaK MeXKAyHapoAHOe HEKOMMEpYe-
CKoe ABWMKeHWe no npodeccMoHanbHON NOAroTOBKE KBannMduumpo-
BaHHbIX KaApoB. [eHepanbHbI AupeKTop McnaHCKoM MOM0AEKHOM
opraHusauumn r-H AHTOHMO 3nona Onaco pewwnn cos3paTb cUCTeMy
npodeccrmoHanbHoro obpasoBaHuA, KoTopas 6bl 3ddHEKTUBHO roTo-
BMNA Kagpbl, NOgHMManNa npectuk paboumx npodeccuit, obbveamHa-
Nla MONOAEXb, UX poauTenei 1 npenogasatenei ¢ NoTeHUUaAbHbIMU
paboTogatensmu.

MepBbli HALMOHaNbHbIM KOHKYPC NO NpodeccMoHanbHO-TEXHMUYe-
CKOW MoAroToBKe CneLmanmcTos (paboyne cneymanbHOCTM) COCTOANCA
B MicnaHuu B 1947 roay, y»Ke yepes 6 feT ero nogaep:xanv 6 esponei-
CKMX CTpaH, K 1980 — 17 ctpaH, Bkatoyaa CLLUA n AnoHuto. Passutue
npodeccnoHanbHoro obpasosaHua nposoamnocb «WorldSkills» no-
CpeacTBOM OpraHM3aLMn 1 NPOBEeLEHMA KOHKYPCOB NpodeccMoHab-
HOrO MacTepcTBa Cpeau MONOAbIX KBAaAMPUUMPOBAHHbLIX Kagpos.
Kaxapblli y4acCTHUK COPEBHOBAHWM A0/KEH Obl NPOAEMOHCTPUPO-
BaTb CBOM NpodeccroHaibHble HaBblKM B COOTBETCTBUM C TpeboBa-
HUAMM MEXAYHAPOLHbIX CTaHAAPTOB, B PaMKax 3aaHHOIO BPEMEHMH,
NoA, KOHTPOIEM HAaCTaBHUKOB M SKCMEPTOB — BeAYLLMX CNEeLMaNnNCToB
B 3agaHHoOM obnactu. B utore «ctaHgaptbl « WorldSkills» nossonanu
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«3a4aBaTb NAAHKy» AN NOATOTOBKM CNELWanmMCcToB BbICOKOroO YpoB-
HA 1 GOPMYNIMPOBaATL TPEOOBAHMA K BbIMYCKHMKAM 06pa3oBaTeNbHbIX
yupexaeHuin» [5].

B 1983 roagy 6bina chopmmpoBaHa MexKAyHapogHasa oOpraHu-
3auMA NO MPOBEAEHUIO KOHKYPCOB MpPO¢decCMOHaNbHOrO MacTep-
ctBa — «International Vocational Training Organisation» («IVTO»). B
2000 rogy aTo mexxayHapoaHoe ABuxKeHue obbeanHuao 36 crTpas-
YY4aCTHMKOB, U cumBoamnKa «IVTO» 6bina nsmeHena Ha «WorldSkills
International» («WSI»). K 2017 rogy nog arngy «WSI» sBownn 76
CTPaH, KOTOpble eXXero4HO y4acTBYOT B PEMMOHA/IbHbIX M HAaLUMOHa b-
HbIX COPEBHOBAHMUAX, KOHTUHEHTANIbHbIX NEPBEHCTBAX, M pa3 B 2 roAa
— B Muposom yemnuoHaTte. Paboune n nHkeHepHble npodeccum (Ka-
MEHLLMK, Cnecapb, CBAPLLMK, TOKapb, 3NEKTPOMOHTEP MO PEMOHTY U
006CNYKMBAHMIO 3N1EKTPOOOOPYAOBAHMSA, MOHTAXKHUK, TEXHO/IOF, One-
paTop 415 paboTbl C PAa3INYHbLIM NPOMbILLNEHHbIM 060pYA0BaHMEM U
ApYyrve) cocTaBAsAT OCHOBHOM 610K cneunanbHocTelt YemnuoHaTa?,
Kax4blii 610K COCTOUT M3 KomneTeHumiA. Muccusa «WSI» — onpege-
JIeHWe BbICLUEN KaTeropuu Chneumannctos, BbipaboTKa BayKHEMLLMX
NpodeccMoHaNbHbIX HAaBbIKOB M YMEHUI, 0TOOp AyYLMX M3 Ay4qLInX
nNpodeccMoHaNoB C OMbITOM MO KaXAoM KOHKpeTHoW npodeccum,
«C MOMOLLbIO COBMECTHbIX AENCTBUN ToCyAapcCTB-4/IeHOB MMPOBOW
06L,EeCcTBEHHOCTM COAEMCTBOBATL TOMY, YTODbI Npodeccnmn n BbICOKMIA
YypOBeHb KBanndrKaLmMm BHOCUAN CBOM BKNAA, B AOCTUMKEHUE IKOHO-
MWYECKOro ycrnexa v pasBuUTUSA NNYHOCTMY [6, c. 491]. «MpumeHeHune
craHgapToB «WorldSkills» gacT HOBbIM KaueCTBEHHbI UMMYbLC K pas-
BUTUIO MU PACNPOCTPAHEHUIO NPOdECCMOHANBbHbIX CTaHAAPTOB MOArO-
TOBKM CNeunanncTos pabounx cneunanbHocTen» [4, c. 374].

1Bnoku cneunanbHocTelt YemnuoHata «WS»: « CTPOUTENBCTBO U CTPOUTENbHbBIE TEXHONOTUMY,
«Mpon3BOACTBO U MHXKEHEpPHble TeXHoNorun», «MHGOPMALMOHHbIE 1 KOMMYHUKALMOHHbIE
TEXHOMOrMMY», «TBOPYECTBO M An3alH», «Chepa ycnyr», « TpaHCMOPT U IOTUCTUKAY.

2 «KomneTeHuma» (B TepmuHonorumn «WSI») — npodeccroHanbHas cnocobHOCTb YyacTHUKa
yCMewHo AelCcTBOBaTb HAa OCHOBE YMEHWUM, 3HAHWUI U MPAKTUYECKOTO OMbITA NPWU BbIMOJHEHUN
KOHKYPCHOTO 3aaHuA U pelleHnn 3agayun npodeccmoHanbHol deAatenbHoctu. Mpodeccuo-
Ha/ibHble KomneTeHuun « WSI» BKAtOYAtOT nepeyeHb M3 50 npodeccuii (cneumanbHocTei).
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Poccus npucoeamnHunacek K asuxkeHuto « WorldSkills International»
B 2012 rogy v Bnepsble NpuHANA ydyactve B YemnuoHaTe EBponbl
2014. Yepes rop CbopHaa kKomaHaa Poccum «WorldSkills Russia»®
(kaTeropua 18+) yyactBoBasna Ha YemnuoHate Mupa «WorldSkills
Competition 2015» B CaH-lMayny n 3aBoeBana 14 mecto B obuem 3a-
yeTe, cTaB obnagatenbHULEN 6 Mmeaanen «3a Bbicliee MacTepcTeo»”.
NToramm yyactma B copeBHOBAHMAX EBPOMNENCKOro ypoBHA CTaHOBUT-
CA NOBbILLIEHNEe WHTEPHALMOHAAM3aLmMm npodeccMoHanbHoro obpa-
30BaHMA U 06y4YeHuA. MoKasas AOCTOMHbIN pe3ynbTaT, Poccua bbiia
BblbpaHa Ha leHepanbHOW accambnee «WSI» cTpaHol npoBeaeHus
MWPOBOrO NEPBEHCTBA, KOTOPOE, KaK OblaI0 CKAa3aHO Bbille, COCTOUTCA
B KazaHnu B 2019 roay.

B mae 2015 roga B pamkax Il HaumoHanbHOro 4yemnuoHa-
Ta «WorldSkills Russia» B Ka3aHu Bnepsble coctosnca | HaumMoHanb-
HbI yemnuoHat «JuniorSkills» («JS»). B otanumnm ot « WSR», rge npu-
HUMAIOT yyacTMe cneumanucTbl Kateropumn 18+, «JS» Bblna co3gaHa
ana wkonbHUKoB 10-17 net Kak nporpamma paHHel npodeccuo-
Ha/lbHOW MOAroTOBKKW. Ta nporpamma 6bina uHUUMMpoBaHa B 2014
rogy ®oHpgom Onera [lepunacka «BonbHoe [leno» npu nogaeprkke
AreHTcTBa cTpaTternyeckux nuunumatms, «WorldSkills Russia», MunHu-
cTepcTBa 06pas3oBaHUsA U HaykM PO, MuHUCTEPCTBA NPOMBILLNEHHO-
¢t u Toprosnu P®. KoHuenuma nporpammsl «JuniorSkills» — co3pa-
HWe MoAenn paHHein nNpodopueHTaLMN, KKAXKAbIM WKOAbHUK UMeeT
BO3MOHOCTb NonNpoboBaTb cebs B pasHbix npodeccuax u chepax, B
TOM ymncne B npodeccusx dbyayuwero, obyyasncob y npopeccnoHanos; a
TaKXe yryb/1eHHO OCBOUTb M [aXKe MOY4MTb K OKOHYAHMIO LLKO/IbI
npodeccuto» [7, c. 13].

YyactHMKamu | HaumoHanbHoro yemnuoHata «JuniorSkills» 2015
ctanu 6onee 100 wKonbHMKOB U3 14 pernoHoB Poccun, nobeay oaep-

3 «WorldSkills Russia» (« WSR») — HEKOMMEpPYECKOEe ABUNKEHWNE, OCYLLECTBAAIOLLEE LLE/IN U 3a-
Aaun «WorldSkills International» («WSI») Ha TeppuTopumn Poccuiickon ®eaepaumu.

4K Hauany 2018 roga C6opHasn Poccumn «WorldSkills» 3aHumaet 27 mecto (13 75) B MMpoBOM
penTUHre CTpaH.
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»Kana KomaHga Pecnybnuku TaTapctaH. MNMopyyeHvem B.B. MyTuHa
oT 21 ceHTabpa 2015 roga yemnuoHatbl «JuniorSkills» BKAtoUYeHbl B
CTpaTerMyeckyro MHMUMATUBY «HOBaA moaenb CUCTeMbl AOMNONHU-
TenbHoro obpasoBaHus getel». |l HaumoHanbHbI YemnuoHaT «JS»
coctoanca B mae 2016 roga 8 Mockse, B HeEM NpUHAAKU yyactme 173
WKoMbHMKa M3 20 pernoHoB Poccum u aByx cTpaH (Benopyccum u
LLisenuapuu). B mae 2017 roaa B KpacHoaape npotuen Il HaunoHanb-
HbI YemnuoHaT «JS» B pamkax V ®PuHana HaumoHanbHoOro yemnu-
oHaTa «Monogble npodeccroHansi» («WorldSkills Russia»). B atom
YemnunoHate npuHanm ydyactue 148 KomaHg, 197 HaCTaBHUKOB M 3KC-
nepTtos M3 36 pernoHoB Poccuu, a Takxe OHUOPbLI U3 benopyccuu,
LWeeliuapum, HuaepnaHaos®. Mo utoram NATM HauMOHaNbHbIX Yem-
nnoHatoB «WorldSkills Russia» 6blna coctaBneHa tabn. 1, akkymynu-
pOBaBLLUAA KO/MYECTBEHHble MOKa3aTenn ydacTtHukoB «JuniorSkills»
(akTyanbHble Ha 1 AHBapa 2018 roaa).

Tabnuuya 1
KonunuecrsBeHHble nokasatenun «JuniorSkills»

OT60poyHble | KomneTeH- Kon-Bo Kon-Bo Kon-Bo MapTHepbl

yemnuoHatbl | uuu (BocTpe- | peroHoB | yyacTHMKOB | HacTaBHMKoB | KomnaHuu (no-

(kon-B0O) 60BaHHblE (wKoNbHUKK) | 1 3KcnepToB | TeHUMaNbHbIE
npodeccum paboTtogatenu)
6yaywero)

102 20 56 3000 900 250

HoBas, nepcnektnsBHaa u BocTpeboBaHHaA npodeccus byayuie-
ro «MynbTumeamMiiHas KypHanucTuka» bbina npeanoxeHa C6opHoun
Poccun mmnposomy coobuiectsy «WorldSkills» Kak «npeseHTauuoH-
HaA» AN BKAOYEHMA B OOLWMIA CMMCOK KOMMeTeHUMn YemnmoHa-
Ta. B KauectBe anpobauum 3Ty cneumanbHOCTb BBEIM B MPOrpaMmmy

®* Nobeny B KOMaHAHOM 3ayeTe ofeprkana CoopHas KomaHaa MOCKBbI, BTOPOE MecTO 3aHANa
C6opHana Pecnybaunku TaTapcTaH, TpeTbe MecTo pasaenniv KomaHabl Hosocmbupckoi obna-
cTu, KpacHogapckoro Kpasa u CaHkTt-MNeTepbypra.
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perMoHanbHoro Yemnuonata «JuniorSkills» 2015. Yepes rog aKc-
NepuMMeHT MO BHEAPEHUIO HOBOW KOMMETEHLMW NOBTOPWUIN Ha pe-
rMoHanbHbix YemnuoHaTax Mocksbl, CaHKT-lNeTepbypra, KasaHuu, u
BNepBble BKAOUYNAN B CNUCOK KomneTeHumi |l HaumoHanbHoro yem-
nuoHaTa «JuniorSkills» 2017 B pamkax V HaumMoHanbHOro YemnmoHa-
Ta «WorldSkills Russia»®.

Cxema OUEHKM HaBblKOB M KBa/MPUKALMM KOHKYPCAHTOB MO
«MynbTUMEANNHOW XKYyPHaANUCTUKE» BKAOYAeT B cebsa 3agaHue no
CO343aHWNI0 MYIbTUMEANNHON cTaTbl B popmaTte fioHrpua. JIoHrpug,
(oT aHrn. «long read» — «ponroe yteHNe») — GopPMaT NOAAUM XKypHa-
JIUCTCKMX maTepuranos B MHTepHeTe’. « OCHOBHbIMM XapaKTePUCTUKA-
MW ero co3fiaHusA ABAAETCA coYeTaHWe HObLLIOro TEKCTOBOrO MaTepu-
ana (nocBsALLEHHOrO OAHOM TEME) C PA3IUYHBIMU MYABTUMELNNHBIMMU
anemeHTamu: ¢otorpadmamu, ayamo, BUAEO CrOXKeTamMu, uHdorpa-
dUKON, aHUMaLMel U 4PYrMMU BU3yanbHbIMW KOMAOHEHTaMK» [8, c.
247]. BnepBble NIOHIPUA KaKk HOBbIM GOPMAT MySbTUMELNNHOMN Kyp-
HaZIMCTUKM Bbln 3adUKCMpPOBaAH 3apybeHbIMM Meamna-aKcnepTamu B
2012 r. Ha caiTe KypHana «The New York Times» B npoekTe «Snow
Fall: The Avalanche at Tunnel Creek» («CHeronaa: naBuHa B npoxoae
“Kpuk”») [9]. Tpadumyecknin anpeKktop AaHHoro npoekTta Ctue [lyeHc
nucan, 4To rNaBHOM 334a4el NPOEKTA CTasI0 CO34aHMe HOBOrO U He-
06bIYHOrO NPOAYKTa, B KOTOPOM BCE «MYNbTUMEAUHbIE 3/IEMEHTbI
BOCNPUHMMANNUCL ECTECTBEHHOW M OPraHMYHOM YaCTbiO MOBECTBOBA-
HuA» [10, c. 284].

Taknum 06pasom, MynbTUMeAMIMHAA CTaTbaA Oblia afanTUpPoBaHa K
OHNAMH-YTEHWUIO M CTAN1a eCTECTBEHHOW 419 3pUTENBCKOTO BOCMPUATUA.
MpoekT «Snow Fall» B8 2013 roay noayunn MynuTLEPOBCKYO NPEMMIO
3a Xy[OXecCTBEHHOe MWCbMO, nocne yero umdposasa OHNAMH-cpesa

6 OcTanbHble CTpaHbI-y4acTHUKKM asuskeHus « WorldSkills International» komneTeHuuo «MynbTu-
MEeAMINHAA KYPHANUCTUKAY CUMTAIOT KNPE3EHTALMOHHOWY» U NMOKa He BKAOYMAU B OBLLUMIA CUCOK
KomneTeHumin Muposoro YemnumoHara (aaHHble Ha 1 sHBaps 2018 roaa).

7B OHNaWH-cpeae NOMMMO TEPMUHA «oHTpuA» («long read») MOXKHO BCTPETUTb CUHOHUMBI, Ta-
Kue Kak: «long story», «cHoydponn» («snow fall»), «deep story», «<mynsTumeamitHas nctopus».
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npeaocTaBuia MOBECTBOBATE/IbHOM KYPHA/IMCTUKE HOBble BO3MOXK-
HOCTU — MYNbTUMEANNHbIE 31EeMEHTbl U NpUcyTcTBUe B MIHTEpHeTe,
KOTOPbIe MOFYT KaK YKPEenuUTb NOAJMHHOCTb UCTOPUK, TaK U 0C1abUTb
ee 3GPeKT NorpyKeHua ns-3a CAULKOM OGONbLIOTO KOAMYECTBA CeH-
COPHbIX CTUMYNOB. B ntoHe 2013 roaa NOAUTUYECKUIA HOBOCTHOM CalT
Politico 06baBumn, uto Cbto3aH [Naccep, TOrAaWHUIA MaBHbIN peaakTop
KypHana «Foreign Policy», npucoeanHunace K cBoei KomaHzae, YTobbl
NMomoub el [obUTbCA ycnexa B «urpe 3a AAMHHyo ¢opmy» [11] n uTo-
6bl LOKA3aTb, YTO UMTaTeNU MHTEPHET-U34aHMI TOTOBbI BOCNPUHMMATD
06beMHble TEKCTbI M TaKMM 06pa3omM NPOTUBOCTOATL PACMPOCTPAHEH-
HOMY ybeXKaeHUI0, YTO BEO-CTaTbM TPEOYIOT KOPOTKUX HOPM.

B uenom noHrpua, no HabntogeHuto A. 3onotyxmHa u K0. Maxa-
pWHa, ABMACA OLHUM U3 NOKasaTesiel BePLUNHbI COBPEMEHHOTO XKyp-
Hanm3ama: «B ycnosmax HapacTtaHMA MHPOPMALMOHHOIO WymMa U He-
npeKkpaLLaroLwmxca MHGOPMaLMOHHbIX BOMH, KOTOPble 03HAMEHOBaN
nocnefHue rofbl, y ayautopuun npomsoLuno “nepeesaHune nHbopma-
LUMOHHbIM dacTdyaom” 1 BO3HWKAO 3aKOHOMEPHOE XKenaHue 06cTon-
Te/IbHO Pa3obpaTbCs B CYTU COObITUI, CONepexmnBaTb UM. A IOHIPUAbI
KaK Hesb3A Niyylle NOMOratoT cAenaTb 310, AeTalbHO PaccMaTpuBas C
pasHbIX CTOPOH 3asBAeHHy0 Temy» [12, c. 94].

Ons HarnagHocTy Ha puc. 1 (cm. cTp. 220) npeactaBieHbl My/bTU-
MeaniHble npodeccnn, KoTopble COCTaBNAIOT eaMHOE LiesIoe HOBOTO
MYNBTUMEAMAHOIO HanpaBieHUA — NOHTPUA.

KpynHenwmne myneTumeamiiHble areHTctBa mupa («CNN», «The
New York Times») nocneaHue 5 feT conepHUYaoT ApPYyr C A4PYromM no
CO34aHMI0 UMUAKEBDBIX CNELNPOEKTOB B dopmaTe NoHrpua. as noa-
rOTOBKM OJHOM TakKoW CTaTbW M3AaTeNbCTBA npusaekann ot 15-25
cneumanucTos B 061acTm MynbTMMeana, BblAENSAAN HA MPOMU3BOA-
CTBO A/INTE/IbHbIE CPOKMU (OT HECKO/IbKMX Heaesb — [0 HEeCKONIbKUX
MeCsALEB), YTO eCTeCTBEHHO TPeboBaNo 3HAYUTE/bHbIX GUHAHCOBbLIX
3aTpart. Pe3ynbtatom paboTbl CTAaHOBU/ICS KAauyeCTBEHHbIM My/bTUME-
OWAHBIN NIOHTPUA, KOTOPbIV BbI3blBaN Yy YMTATENEN APKME IMOLMUK,
0OCYKAEHUA, peakLMIo, UM AeNUNNCh B COUMAbHbIX ceTax. Mo oueH-

222 HAYKA TENEBUOEHUA Ne14.1, 2018



Keé 3KCnepToB, Camble AOpOorne MHTEPaKTUBHbIE CTaTb MUPa B O4AUH

AeHb CTAaHOBUJ/INCb NONYNIAPHbBIMU U BOCTpe6OBaHHbIMM yuTatenammé.

PepaKTop: oT60p aKkTyanbHOM TeMbI
(MHbopmaumoHHOro nosoaa), npesa-
BapuTeNbHbIN cbOp MHPOPMaLMHK,
HanucaHve 1 peflakTypa OCHOBHbIX
TEKCTOB, 3aro/I0OBKOB, MOA3aro/N0BKOB
K 610KaM U K poTorpadumam

Onepatop: Bble3a Ha CbeMKy, Buae-
OCbeMKa pernopTaxkHas, MocTaHOBOY-
Has CbeMKa, 3annCb CUHXPOHHOTO
3BYKa Ha Cbemke

PenopTtép: npeasaputesbHblii cbop
MHPOPMaLMK NO 3aaHHON TEME,
Bble3[, Ha CbeMKY, B3ATUE UHTEPBbIO,
3anucb CTeHAana, NpoBeaeHne onpo-
COB, HanMuMcaHWe 3aKapPoBOro TeKcTa
K CHOXKETY M ero 03By4mnBaHue

|

Coumonor: cocTaB/ieHVe BOMNPOCOB
N5 NPOBeAEeHUsA COLLOMNPOCOB BO
Bpems Bble3fa Ha CbemKy, 06paboTka
MO/Ily4eHHbIX AaHHbIX, COCTaBNEHME
Tabanu, 1 rpadmKoB C pesynbratamu
onpocos

®doTorpad: Bbiess Ha CbeMKY,
penopTaxHan GoTocbeMKa, paboTa
B poTOpEAaKTOpe, KOPPEKTUPOBKA
doTomaTtepuranos

3BYKOpEXMUCCEP: CBEAEHMNE 3BYKA B
CHOXKETaX, MOMCK My3blKU, LIYMOB U
APYrUX ayauomaTepuanos Aas no-
CTaHOBKM B TEKCTOBbIE, GOTO M BUAEO
marepuanbl

PeXUCCEP MOHTaXKa: MOHTaX
CIOXKEeTa UM penopTaxa, MOHTaX
APXMBHbIX BUAEOMATEPUANOB.

[lu3aiiHep: co3gaHne eANHOro KOM-
MO3ULMOHHOTO NPOU3BELEHNS, OTEOP
LIBETOBOW NaNUTPBbI, WPUHTOB, APYrMX|
BU3yaNbHbIX 3pdeKToB

XYAO0XKHUK No rpaduke: cosgaHne
nHoorpadurKkm u rpadunyeckmx ane-
MEHTOB /17 9N1€KTPOHHOW CTaTbK

Mpopatocep: opraHu3saums paboTbl No
CO3[aHMI0 MHTEPAKTUBHOM CTaTby B
bopmate NOHrpUA, LOrOBOPEHHOCTH
0 CbeMKaXx, OTC/IeKMBaHUE CPOKOB
NOArOTOBKM MaTepuanos

Mporpammuct: aganTtauus u pas-
MelLLeHMe CKOMMOHOBaHHbIX 610KOB
[NA CTaTby B GopmaTte NOHIpUA
pasmelLeHne Ha UHTEPHET naaTdop-
me (Hanpumep, Ha 6ase Nnporpammbl
Tunbpa CC)

Puc. 1. CTpyKTypa IOHrpuA No MyabTUMeANHbIM Npodeccuam

Mocne paspabotkm «Tunbaa» («Tilda CC» — tilda.cc/ru)® y oHnaiH-
M34aHUIM NosSBUIACb BO3MOXHOCTb B 10—20 pa3 CoKpaTUTb pacxodbl Ha
NPOM3BOACTBO JIOHIPUAOB U MPUBNEKATb MUHUMAIbHOE KONYECTBO

cneumanmcToB. HaBblKM, KOTOPbIMK Tenepb A0MKeH obnagatb mMynb-

TUMEANMNHBIN KYPHANUCT 1A CO34aHUA NIOHTPUAA PACLIMPUANCE: Ha-

8MpoekT «Snow Fall» («CHeronaa») ToNbKO 3a Nepsyto Heaento B MHTepHeTe npocmoTpenu 3,5

MWAZIMOHA No/ib30BaTeNei.

?«Tunbga» («Tilda Publiching») n «Medium.com» — 370 yHMBepcanbHble 610r-naathopmbl, Ha
6a3e KOTOpOW yA06HO KOHCTPYMPOBATL IOHFPUA U Nt06ble MHTEPAKTUBHbBIE UCTOPUM.
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nucaHve M pefakTMpoBaHMeE TEKCTa Mo 3a4aHHOMY MHOOPMALMOHHO-
My MOBOAY, CO34aHMe TENEBU3MOHHOIO BUMAEOKOHTEHTA, GOTOCHEMKA
n obpaboTka doTorpadui, 3anncb ayanomaTepmnanos, BUAEOMOHTAMNK,
CO3[aHNEe MHTEPAKTUBHbBIX KOMMOHEHTOB, B/laleHWe OCHOBAMW Beb-
AM3aliHa, BEPCTKA M ynpasneHne MHTepHeT maTepuanamm (pasmelle-
HKWe ux Ha nnatpopme «Tunbaa»). Mo MHeHUIO uccnegosaTena M. by-
NIAaeBOM, KYPHANUCTCKME TEKCTbI B COBOKYMHOCTU C MyNbTUMELNAHBIMU
nnatbopmamu GOpPMUPYIOTCA B ONpeaesieHHY0 CTPYKTypy, npuobpe-
TaloT HOBble GOPMbI M AatOT BOSMOMXKHOCTb XapaKTepM30BaTb JIOHIpUA,
KaK «dopmaT yHMBEPCaNbHOM XKYPHANUCTUKKU. B oTnnMume OT XKaHpa,
CYTb KOTOPOrO ONpefenseTca COAeprKaTes/IbHbIMU XapaKTEPUCTUKAMM
MaTepuana, GopmaTt XapaKTepU3yeT, NPeKae BCEro, CTPYKTYPHbIE 0CO-
6eHHOCTM MeguanpoaykTa» [13, c. 122].

MMeHHO no3TOMYy CO34aHMe MHTEpPaKTUMBHOW cTaTbu B dopmaTe
JNIOHTPUA, CTAI0 OCHOBHbIM KOHKYPCHbIM 3aZilaHMEM A/1A YYaCTHUKOB
YemnuoHata «JuniorSkills» B KomneTteHumn « MynbTMmeauiiHas Kyp-
HaINCTUKAY.

CbopHas KomaHZa MoCKBbI BrnepBble NPUCOEAMHUAACL K Perno-
HanbHoMy YemnuoHaTy «JuniorSkills» B 2016 roay™°. B nepsom 3a04HOM
npesaBapuTesbHOM OTOOpe y4acTHUKOB YemnuoHaTa B KOMMETEHLMM
«MynbTUMeaniAHaA KYPHAAUCTUKa» NPUHAAN ydacTue 142 KomaHAabl
(no 3 yenosekKa). na y4acTma B | MOCKOBCKOM perMoHanbHoM Yemnu-
oHaTe «JuniorSkills» 2016 66110 0TO6paHO 10 KOMaHA, KOHKYPCAHTOB
paszennau no ABymM Bo3pacTHbIM KaTeropuam: 10+ (5 KomaHz, Bo3pacTt
WwKonbHMKoB oT 10 go 13 net) u 14+ (5 KomaHA, BO3PacT LUKO/IbHUKOB
oT 14 no 17 net). Y4acTHMKaM KOHKypCa HY»KHO 6bls10 co34aTb U ony-
611KoBaTb B IHTEPHET MyAbTUMELUIAHYIO CTaTbi0 B GOpMaTe IOHTPUS,

Mo utoram Il HaunoHanbHoro Yemnuoxata «JuniorSkills» 2017 B8 KpacHogape nobesy B me-
AanbHOM 3ayeTe ogeprkana cbopHana KomaHAaa ropoga Mocksbl. Ha cueTy cbopHoi cTonmupl 27
mepanei, u3 Hux: 17 3on0TbIx, 4 cepebpaAHbIX U 6 BPOH30BbIX. FOHblEe MOCKBUYM 3aBOEBaNU
meganv B 11 komneteHumax (U3 19): «UHxeHepHbIi anszaiiH CAD», «MpoToTUNMpOBaHMEY,
«IN1eKTPOHMKa», «A3IPOKOCMMUYECKAN UHIKEHEPUA», «DNIEKTPOMOHTaXKHbIe paboTbl», «/lasep-
Hble paboTbl», «MHTEpPHET Bellei», «/1abopaToOpHbI XMMUYECKUI aHann3», «JlaHaWadTHbIN
AM3ariH», « MynbTUMeantHanA XKypHanucTuka» u «KyamHapHoe geno».
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ocseLatoLLyto copeBHoBaHUsA «JuniorSkills» no komneteHumam «Kynm-
HapHoe aeno» n «[lepeBoobpaboTka». PaboTa yyacTHUKOB Bblna CTpO-
ro pernaMeHTMpPOBaHa No BPEMEHMU U KOIMYECTBY 3a4aHui (moaynei),
Pacn/aHUPOBAHHbIX NO AHAM. B ¢uHan Bbilwna KOMaHAA M3 MOCKOB-
cKoWt wKonbl Ne199 (KaTeropuu 14+) nonyumswan 96,7 6annos*. Yuact-
HUKKM YemnuoHaTta Kateropum 10+ He mornm 6e3 npeasBapuUTebHOM
NoArOTOBKM MPOaHaM3MpPOBaTh CI0XKHbIE TEXHUYECKMUE NpoLecchl (Ha-
npumep, nNo aepesoobpaboTke), U3-3a 3TOFO KAYECTBO UX My/bTUME-
ANAHBIX CTaTel OT/IMYANOCh OT JIOHTPUAOB CTAPLIEKNACCHUKOB, U OHU
OLLeHMBAZINCb IKCNepTamu COOTBETCTBEHHO. poaHannsnposas nony-
YeHHble UTOTU W NPeacTaBuB 06LLME IKCMEPTHbIE BbIBOAbI U OLLEHKM
6b1710 NPUHATO peLleHne B AaNbHENLLEM AOMYCKaTb K y4acTuio B Yem-
nuoHaTe «JuniorSkills» no komneTeHuUn «MynbTUMELNINHAA KYPHANU-
CTMKa» LUKONIbHMKOB BO3PaCTHOM KaTeropua 14+,

C 4 no 8 pekabpa 2017 roga B Mockse npoLwén PermoHanbHbIM
yemnuoHat «JuniorSkills» 2018 B pamKax OTKPbLITOrO YemMmnMuoHaTa
«Monogble npodeccnoHanbl» (WorldSkills Russia)!?. ABTopamu cTa-
TbW B pe3y/ibTaTe JIMYHOIO OMbITa MO CYAENCTBY U SKCNEPTHOM OLEHKe
OaHHOW KomneTeHuun YemnmoHaTta 66110 Bnepeble B HAyYHOM MUpe
npoBefeHO MpaKTUYecKkoe ncciefoBaHne 3Toro HanpasaeHua. Mpo-
rpamma npodeccroHasbHOM NOArOTOBKM U NpodopreHTaL MK WKOb-
HMKOB NPOBOANANACH MO TPEM KOMNETEHLUAM:

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

2. «MHTepHeT Belei» (Bo3pacTHble rpynnbl 10+ n 14+)

1 KomaHaa 13 MOCKOBCKOM WwKosbl N2199 noexana npeactasnats Mocksy B KpacHogap Ha Ha-
LuunoHanbHom Yemnuorarte «JuniorSkills» 2016 n ogepskana nobesy B KomneTeHUMU « MynbTu-
MeaMINHaA KYPHANUCTUKa», 060MAA 3 KOHKYPEHTOB-Y4YaCTHUKOB U3 APYrMX ropoA0s.

2 MIpUHATb y4acTe B pervoHanbHom YemnuoHate «JuniorSkills» Mocksa «Monogple npo-
deccroHanbl» MoXKeT ntbaa MOCKOBCKasa LWKosna. Ha noprtane fopoAckoro mMetoanyeckoro
LeHTpa [enaptameHTta 06pa3oBaHma MOCKBbI BbIKNAAbIBAETCA Kelic, B KOTOPOM YyKa3aHbl 3a-
fAaHune, TpeboBaHMA, UCNO/b3yemble KOMMbIOTEPHbIE NPOrPaMMbl, MEXNPeAMETHbIEe CBA3M NO
KOoMneTeHUUM « MynbTUMEANIMHAA KYPHANUCTUKA». Ha NepBOMm (3a04HOM) 3Tane NpucaaHHble
paboTbl LWKONbHMKOB OTCMATPUBAIOT CTapPLUMIA SKCNepT No KomreTeHumMn «MynbTumeamiiHan
KYPHANUCTUKa» permoHasbHoro yemnumoHata «JuniorSkills» Mocksa «Monogble npodeccmo-
Hanbl» A. KOWKMHa W NpUrialleHHble He3aBUCKMMbIe SKCMEepPTbl, KOTOpble OLEeHWBAaOT PaboTbl
no 100-6annbHol cucteme.
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3. «MynbTMeguiiHas KypHaNMCTUKa» (Bo3pacTHas rpynna 14+)

B KomneTeHuMn «MynbTUMeAMIAHAA KYPHAAUCTUKA» npeanona-
rasiocb yyactme 9 KomaHz n3 obuieobpasoBaTesibHbIX WKOA MOCKBbI,
B KaXKAOM — MO 2 y4yacTHMKa-LWKONAbHUKA. KOHKypCcHOe 3agaHue pac-
CYMTAHO Ha KOMAHAHOE BbIMOJIHEHWE W PA3[eNeHO Ha HEeCKOMbKO
MOZy/el, BbINMONHAEMbIX MOCAeA0BaTE/IbHO B TeYeHUU 3 gHeW, rae
Ka*KAbli BbINOJIHEHHbIN MOAY/1b OLLEHNBAETCA SKCMEPTaMM OTAE/bHO.
BbinonHeHne paboT mexay y4aCTHUKAMKM KOMAHZ He periameHTupy-
eTcA, a pacnpegenseTca B MHAMBUAYANbHOM nopsaake. Becero Ha Bbl-
noJIHeHMe Bcex moaynen otsoauTca 12 yacos (Tabn. 2).

Tabnuua 2
Mogaynu KOHKYPCHOTO 3aAaHusA
(PernoHanbHoro yemnuoHara «JuniorSkills» 2018)

Ne HassaHue mogyns | NogpobHoe onucaHue pabot Bpe-
MO- MmAa
ayna

1 PaspaboTka Tembl Y4acTHMKaM KoMaHZbl A3€TcA nanka ¢ matepuanamu | 1vac

noHrpuaa (svibop no teme «/[sukeHue Junior Skills no ocBewaemoit Kom-
aKTya/NbHOrO neteHUMn». KOHKYpCaHTbl LOMKHbI U3y4nTb M 06CYANUTD
MHOPMaLMOH- Temy, HaiT1 MHGOPMALMOHHBIV NOBOZ ANA NIOHrPUAA.
HOro nosoga u MpuaymaTb U HanucaTb NAaH MybTUMELUIMHOTO maTe-
n3yyeHue ero pvana (noHrpuaa), B KOTOPOM LO/KHbI BbITb YKa3aHbl
cneundukm n cnocobbl packpbITUA Tembl. MnaH byaywiero matepmana
ocobeHHoCTEl) He Jo/KeH npesbiwatb 06bem B 300 3HaKoB

2 HanwucaHue nep- HanucaHue 0CHOBHOrO TeKCTa BbINONHAETCA OAHMM U3 | 1vac
BUYHOTO TEeKCTa YYaCTHUKOB KOMaHAbl. B TekcTe AomKHO bbiTb He me-
NOHrpuaa Hee 1.500 TbicAY 3HaKoB M He 6onee 3.000 3HaKOB.

3 MoproTtoBka go- BupeopenopTax co3[aéTcA ABYMA YneHamu Ko- | 6 ya-
NOMHUTENbHbIX MaHAbl (KOppecrnoHAeHT, BuaeoonepaTop) B conpo- | cos
MyNbTUMEANI- BOX/JEHWM HE3aBMCMMOTrO 3KCMepTa Ha naolwagke
HbIX 31EMEHTOB: «Junior Skills». Konuuectso supeopenopTaxken —

BuAaeo, ¢oTo, oauH (0T 1 MyH. — 10 1 muH. 30 cek), cofepsKalLmnii
aHaNUTUYECKOro CTeHA-an, MHTepPBbIO, 3aKafpoBbIi TeKcT. Ana 3anu-
onpoca, co3jaHne | cu 3akagpoBOro TEKCTa MCMO/b3yeTca BUMAEOKaMepa
nHdporpadukm C BHEWHUM MWKpopoHOM. MOHTaXK npousBoamuTcA
Ana unnoctpauun | ¢ nomowbto nporpammHoro obecneyenus Adobe
maTtepuana Master Collection 5.5. ®opmat Buzeo /yctaHoBKM

npoekra: H264 (MP4), 16:9, 720p unun 1080i.

Ona co3pgaHua mnHoborpadukn onpoc-uHGopmaLmoH-

HbIN npoBoAUTCA OAHUM YJIEHOM KOMaHAbl YCTHO UuU C
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MCMonb30BaHMEM BUAEOKaMepbl (KOppecnoHAeHTOM 1
BUAEONepaTopoM) B CONPOBOXKAEHNUM SKCNepTa Ha nao-
waake «Junior Skills». Konnyectso pecnoHAeHTOB: 3Kc-
neptoB — 3; PyKOBOAMTENE U OpraHM3aTopos Yemnu-
OHaTa JS, HaCcTaBHUKOB M rocteit — 3; yyacTHMKOB — 5.
[na co3panuna GoTopenopTaka OAHUM U3 YHaCTHUKOB
KOMaHApl BbINONHAETCA HOTOCHEMKA B COMPOBOXKAE-
HWMM 3KcnepTa Ha naowaake «Junior Skills». Konunye-
cTBo doTorpaduii K ctatbe — He 6onee 3. Popmart: JPG,
usetoBoi npodunb RGB, 72 nau 96 dpi, pasamep — He
meHee 1920 nuKcenelt No AAMHHOM cTopoHe. ®oTo-
penopTax AOMKEH UMeTb He MeHee 5 — He bonee 9
doTorpadmit pasHoit KpymHOCTU, 3aroNOBOK, NOANUCH
nog, ¢oTo 1 CONPOBOAUTENbHbIN TEKCT.

4 Cbopka mynbTume- | PasmelleHune noHrpuaa Ha nnatdopme «Tilda Publich-
AVNHBIX 9N1eMeH- ing». Ba)XHO yyecTb Hanuume: 3aronoBkKa U MoA3aro-
TOB, NMOAFOTOBKA NOBKOB, MMEH aBTOPOB MaTepuasios, LMTAT, Nognucein
OKOHYaTeNbHOro (TMTPOB) KO BCEM 31eMeHTam maTtepuana, CCbIIOK Ha
maTepwuana u ero BHELUHWE UCTOYHMKK, norotuna «Junior Skills» B ane-
pasmelleHve Ha MeHTax JIoHrpuaa

nnatdopme Tilda CC

KaneHgapHbiii nnaH nposedeHnsa YemnuoHata COCTOSAN U3 NATU
AHen. Mepsble ABa AHA NpeacTaBuTenn 5 KkomaHga (M3 9) cobupanu
mMaTepuasn Ha naolaaKke KomnetTeHuMm « YMHbI gom» 1 pabotanum no
nepBbIM 3 MOAYNSAM, Ha TPETUI N YETBEPTbIN AEHb APYr1e YYaCTHUKM
4 KomaHga, cobupanu maTepuasn Ha naolwaaKke KomneteHuun «MHTep-
HeT BeLLen», MoCNeAHUIN NATbIM AeHb BblAENANCA ANA BbINOAHEHUA 4
MoAyNs BCeMn 9 KomaHgamMu.

3a Kax4olh KomaHZol 6bin 3aKpensiéH 3KCnepT, KoTopbli onpe-
OEeNANCsA exeAHEeBHO nepej HayaloM COPEBHOBAHWI METOAOM Ke-
pebbéBKU. B KayecTBe 3KcnepToB Ha YemnuoHatbl «JuniorSkills» no
«MynbTUMEANNHOW XyPHAAUCTUKE» BCEraa Npurallanuch seaylime
cneunanmcTbl meama MHAYCTPUKU. B 3aa4mM KaXKaoro akcnepTa BXoAn-
J10: CONPOBOXKAEHME KOMaH/bl BO BpemMa cbopa 1 06paboTkn maTtepu-
a/l0B, KOHTPO/Ib 32 CAMOCTOATE/IbHbIM BbIMO/IHEHMEM BCEX KOHKYpPC-
HbIX 334aHWN, OLLEHKa NpPoAenaHHoM paboTbl NO UTOraM KaxKgoro AHA.
Kputepum oueHKM 6b11M BHECEHbBI B CNeLnanbHble Tabaunubl, KOTopble
KaXKablil SKCNEepT exeAHEeBHO 3ano/HAA, NpocTasnaas 6annsbl. Mo uto-
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ramM BCEX COPEBHOBATE/IbHbIX AHEN KaxAas KoMaHAa MOr1a MaKCu-
ManbHO HabpaTtb 100 6annos.

Mo MHeHWIO aBTOPOB CTATbW, KOTOPbIE BbICTYNaAN B POAM 3KCnep-
TOB MO KomneTeHUMn «MynbTUMeAMIMHAA MKYPHANUCTUKA», YPOBEHb
NOATOTOBKM Y4acTHMKOB YeMNMoHaTa pasHblii U BO MHOTOM 3aBUCUT OT
nNpoduNs WKOMbl U CNELMANbHOCTM UX HACTaBHMKOB. B npouecce npo-
BegeHusn «JuniorSkills» 6binn BbiABAEHbI 0bWME NPOBAEMbI Y BCEX KO-
MaH[, @ UMeHHO cnabas NoAroToBKa MO OCHOBAM OMEPaTOPCKOro U 3BY-
KOPEXMCCEPCKOTO MacTepcTBa. 10 6bl10 BUAHO Ha BCeX 3Tamnax paboTbl
Hag, NOHTPMAOM. MHOro ownboK 6b1710 NPK BbIBOPE KPYNMHOCTU N1aHa U
paKypca CbEMKM, PACNONOKEHNA repOEB NO OTHOLLEHUIO K UCTOYHMKAM
cBeTa, paboTte ¢ MMKPOPOHOM, BbIBOpE MecTa A1A 3anncKu 3aKagpoBOro
TeKcTa M np. KaK BbIACHWAOCH M3 Heces, € yHaCTHUKAMM U HAaCTaBHUKaMM
60nblUe BCEro BHMUMaHWUA NpKW NOATOTOBKE K YemMnMoHaTy yaensanoch pa-
60Te JKypHaMCTa C TEKCTOM, KaK B K1AaCCUYECKMX NeYaTHbIX U3LaHMUAX.
Ayano, Buaeo n Goto Matepmanam yaenanocb B 60NbLIMHCTBE CayYaes
3HaUMTE/IbHO MeHblle BpemeHW. Camoi cnaboi CTOpoHOW abcontoTHO
BCeX paboT OKa3asics 3BYK, TaK Kak emy B NoAaBAsAOLLEM DO/bLIMHCTBE
KOMaHZ, NPaKTUYECKN He yAenanocb BPEMEHM Ha 3Tane MOArOTOBKM K
YemnuoHaty. K coxaneHuto, Takas CUTyauma cpegmn y4acTHUKOB U UX
HaCTaBHWKOB B LLE/IOM He OTparkaeT obLLei TEHAEHUMN MeaMa NPons3-
BOZCTBA, IZe YXKe AABHO A/1A U310KeHNUA MHPOPMaLLMK CTano NPMBbIY-
HbIM MCMO/Ib30BaHME PA3HbIX 3/1IEMEHTOB COBPEMEHHbIX Meama, a TaK-
e coBMeLLeHNe O4HUM YeI0BEKOM HECKOIbKMX MPodeccuil.

B ¢uHane YemnumoHata «JuniorSkills» 2018 Mocksa aBTopbl CTaTby
NPOBE/IN aHKETUPOBAHME BCEX YYACTHUKOB-KOHKYPCAHTOB MO KOMe-
TeHUuMM «MynbTUMeauitHasa KypHanuctuka» (18 yenosek)'. 3agava
aHKeTMpOoBaHMA Hblna He TONIbKO B NMONyYEHUU NMOPTPETa Y4aCTHUKOB

3YyacTHUKM 9 KomaHa — 7 toHowel 1 11 aesylwek, yyatca Ha 6ase cpeaHux obuweobpaso-
BaTenbHbIX WKoa B 9, 10 n 11 knaccax. M3 HUX 2 KOHKypCaHTa B NPOLWIOM rogy NpUHUMANU
y4actue B permoHanbHom Yemnuonate «JuniorSkills», Ho He npownwu B puHan. Kypc no «Mynb-
TUMEANIHON KYPHANUCTUKMY NPenoaatoT B 5 WKonax u3 9, cpokn obyyeHna BapbupyroTca oT
3 Hepenb Ao 3 net. NMpodunbHoe KypHanUcTckoe obpasosaHne 6bi10 3aPUKCUPOBAHO Y 4 Ha-
CTaBHMKOB 13 9.
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YeMMMOoHaTa, HO U BbIIBNIEHWE TOTO, KaKMe A0MNONHUTENbHble 06pa-
30BaTe/ibHble AUCLUMNIMNHBI BBOAMIUCL B LUKONAX Mepes npeasapwu-
TeNbHbIM OTOOPOM Ha copeBHOBaHMeE. TaK Ke Bbl/10 BbISBIEHO KaKK-
MW NporpammamMm 417 MOHTaxKa BMAEO BAAAEHOT WKOAbHUKK: Adobe
Premiere Pro — 17 yenosek, Sony Vegas Pro — 5. OnbIT co3gaHua
MYyNbTUMEANIHbIX NPOAYKTOB Obin y 16 yenoBeK, Tak KaK y 7 LWKOA
ecTb CBOW COBCTBEHHbIM TeniekaHan. MonyyeHHble pe3ynbTaTbl Oblan
NPOaHa/IM3MPOBaHbl M NPeACTaB/eHbl B pUC. 2.

8
6
4
2
o

OcHoBbl

=
o

YyactHuku JSM-2018

OcHossl OcHoBel OcHosbl OcHosbl
onepaTopcKoro
HYPHNNCTHKK Macrepcrea $oTOKOMNOZMLMK BM/IEOMOHTaNa 3BYKDPEXMCCYPbI
LY:E] 10 8 8 11 5
W et 8 10 10 7 13
Aucumnnuss
Mg Wper

Puc. 2. OUCUMNANHBI N0 MyNAbTUMEANMHOMN XKYPHAAUCTMKE, NpenogaBaemble
B LWIKOMAX ydacTHMKam «JuniorSkills» Mocksa 2018

Mpn aHannse NONy4YeHHbIX AAHHbIX aHKETUPOBAHMA YYACTHUKOB
YemnuoHaTa «JuniorSkills» 2018 B MocKkse 6b1/11 BbisiBAeHbl npobe-
Mbl, CBSiI3aHHbIE C CUCTEMOM OpraHM3aLnmn NOArOTOBKM LUKONbHUKOB K
YemnuoHary:

1. HexBaTKa KBaMGULMPOBAHHbIX KagpoB, BAAAEKOWMX MPaAKTU-
YeCKMMM HaBblKaMK CO34aHMA MYIbTUMEAMUMHbIX MPOAYKTOB, A/A
npoBegeHna 0OyYeHMs MONOAbIX CMeunannucToB No KOMMETEHLUU
«MynbTumegmniiHan XKypHaAUCTUKa». B cBA3K € 3TUM pekomeHayeTcA
npusaeKaTb Meamna CreLmaancToB C NPOM3BOACTBA A1 KOHCY/IbTaLUi.

2. Heobxogmmo co3paBaTtb y4ebHble NPorpammbl LONOJHUTENbHOMO
06pa3oBaHMA M KOPPEKTUPOBATL y4EOHO-METOANYECKMI KOMMNEKC ANS
obecneyeHMsa CUCTEMHOW NOAFOTOBKM Y4aCTHUKOB K COPEBHOBAHUAM.
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3. Ana nonyyeHUa MNpakTUYECKUX HaBbIKOB MOJIOAbIM CheLuanu-
CTaM HeobxogMma MaTepuanbHO-TEXHMYecKas 6asa: BUAEOKaMepbl,
LITaTMBbI, OCcBEeTUTEIbHOE 0bopyaoBaHMe, poToannapaTtbl, MUKPOdO-
Hbl, KOMMbIOTEPbI AN MOHTaXa NPOrpamm, CUCTEMbl XPaHEHUI AaH-
HbIX U T.4,

4. Co3faHue Ha 6a3e LWKObHOTO YUYpeRaAeHMsA COOCTBEHHOrO Tese-
BM3WMOHHOIO KaHana (C HOBOCTHbIMM CIOXKETaMMW, MHTEPBbLIO, OTYETHbI-
MW MEPONPUATUAMM), @ TaKKe HEOBXOAMMOCTb PpasMeLLEeHNA Ha caiTe
LUKOJIbl TEMATUYECKUX MYNBTUMELNNHBIX CTATEN NMO3BO/IUT BbICTPOUTb
CUCTEMY PEryAsSPHOrO NMPOU3BOACTBA M NPAKTUYECKOTO NPUMEHEHMUS
NOJIy4eHHbIX 3HAHUIM ANA ByAyLUMX Y4acTHMKOB YemnunoHara.

5. OTcyTCTBME MOALEPHKKM, 3aUHTEPECOBAHHOCTM U BHUMAHUA K
MONOABIM MYNbTUMEAUMHBIM KYPHANUCTAaM CO CTOPOHbI MapTHEPOB
n3 meama uHayctpum (byaywmx pabotomateneii) u meama BY3os.

[na NoAroToBKM HOBbIX y4acTHMKOB YemnuoHaTa «JuniorSkills» no
KomneTeHuMU « MynbTUMEANNHAA KYPHANUCTUKA» HEOBXOAMMO CO3-
AaBaTb 6aaronpuATHblE YCNOBMA MO OCBOEHMIO MPOdECCUOHANbHbIX
HaBbIKOB, 3aMHTEPECOBbLIBATL NAPTHEPOB M MPUBAEKATb MX K paspa-
b60TKe codeprkaHua obpasoBaTesibHbIX nNporpamm. «Jltoboi npodec-
CUOHa/, YBEPEH, BCErAa MeyTaeT 0 TOM, YToObl Npodeccus, KOTopou
OH MOCBATWU BCHO CBOIO KWM3Hb, Pa3BMBaiacb, — 3anaBuA Mpes3naeHT
B.B. MyTWH Ha BCTpeYe C y4acTHMKamM Bcepoccuickoro ¢opyma «Ha-
CTaBHMKY», KOTOPbIM npoxogmn B Mockse Ha BAHX ¢ 13 no 15 deBpans
2018 roga. — YT06bI f€/10, KOTOPLIM OH 3aHMMAETCS, OKa3an0Ch B Ha-
OEXHbIX pyKax» [14].

Mocne YemnuoHaTa ONpoLIEHHble KOHKYPCAHTbI NMOABEAN WUTOTU
npoaenaHHon paboTbl M oNpeaenniv NepcnexkTnBbl ANYHOTo Bbibopa
«MynbTUMeaNMHOW 3KYPHANUCTUKM» B KadecTse ByayLieit npodeccum
(puc. 3, cm. cTp. 228).

ABTOpbl CTaTbW ONpPeAensAlT 3HAaYMMyO posb YemnuoHaTa
«JuniorSkills» B npodeccnoHanbHOM NoarotoBke n npodopueHTaumm
MON0AbIX CNEeLManNCTOB N0 MyAbTUMEANNHOWM KYPHANUCTUKE U PEKO-
MEHAYIOT AaHHOEe HanpaB/ieHNe Kak NepcrnekTUBHOE AN NPoBeAeHUA
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no Bcei Poccuun. Yuactne B YemnunoHatax «JuniorSkills» cnocobcrsy-
tOT MOBbIWEHMIO NPOPECCMOHANBbHBIX CTaHAAPTOB A0 MEXAYyHaposa-
HOrO YPOBHA M COBEPLUEHCTBOBAHMIO TEXHONOMMIA 0O6yYeHMA Ha BCex
STanax MoAroToBKM KBaMQULMPOBAHHBIX crieunannctos. HecmoTps
Ha TO, YTO MY/bTUMEAUNHAA KYPHANUCTUKA ABAAETCA HOBbIM Mep-
CMEKTUBHbIM HanpasBaeHMeM B Meama NpocTpaHcTee Poccun n mupa,
B POCCUICKMX BbICLIMX y4ebHbIX 3aBeAeHUAX MeaieHHO 0BHOoBAAIOTCA
obpasoBaTesibHble MPOrpaMmbl U MeTOAbI NpenoaaBaHua npodeccu-
OHANbHOM NOArOTOBKM MOMOAbIX MeAMa CreLmaamncTos.

L F]
N et
BO3MOMHO

Puc. 3. KTo 13 yyacTHMKOB YemnuoHaTa naaHupyeT BbibpaTb
«MyNnbTUMEAMINHYIO KYPHANUCTUKY» B KayecTse cBoel Byayuiei npodeccum

B pe3synbTaTe NpoBeAeHHOro UCCAeA0BaHNA NpeanaratoTca caeay-
toLMe BbIBOAbI:

1. Cuctema co3faHmA CTaTbu B GopmaTe SIOHTPUL NMOXoXKa Ha
Urpy M 3TUM 3aMHTEPECOBLIBAET LWKO/IbHWKOB, MO3BOAS UM
32 KOPOTKMIM CPOK OCBOMUTb BECb CMEKTP MYAbTUMEAMAHbIX
npodeccui.

2. MMHMManbHbIA COCTaB KOMaHAbl Y4aCTHUKOB (2 yenose-
Ka) [LOKa3blBAeT BO3SMOMXKHOCTb CO3aHWNA rOTOBOTO MPOAYKTa
(mynbTMMeaniiHONM cTaTbk B popmaTe IOHTPUA) 32 KOPOTKUIA
nepvog, BpemeHn (12 yacoB) v MO3BONSET 3aMEHUTb 60/b-
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LLIOM KOJIIEKTMB CNELNaNnCTOB, CO34aBas YHUBEPCAbHbIX U
KOHKYPEHTOCNOCOHHbIX PabOTHUKOB ANA pPbIHKA TPYAA.

3. TpexneTHUN POCCUMCKUIN IKCMEPUMEHT NO NPOBEAEHMIO
KOHKypca «JuniorSkills» no komneteHunn «MynbTmeauit-
HaA XXYPHaNUCTMKa» ANA WKOJAbHMKOB KaTeropumn 14+ nme-
€T NONOXUTENbHbIW pe3ynbrat. PazpabotaHa meToauKka oT-
60pa y4yacTHMKOB YemMnuroHaTa, NOAyYeH YHUKANbHbIM OMNbIT
oTbopa NyyWwMx CneumannucTos, KOTOPbLIA MNOATBEpPXKAAET
rmnoTesy O BO3MOMKHOCTM OCBOEHWA 3TOW KOMMETeHLMU
yyawmmmca cpegHeobpasoBaTenbHbIX WKoA. PekomeHayeT-
CA BKIOYEHME 3TOM KOMNETEHUMMN B MPOrpaMmMy MeXKayHa-
poaHbIX copeBHOBaHMI «JuniorSkills», a B nocneactsuu u 8
YemnuoHat « WorldSkills».

4. Npepnaraetca sBectn ancumnamHy «CosgaHne mynbTu-
MeAMIAHOM CTaTbK (NOHTPMA)» Ha GaKyNbTETaX KYPHANUCTU-
KM B nporpammy 6akanaspuata BY3o8. Heobxoanmo Hayatb
pa3paboTKy NONHOLLEHHOrO y4e6HOro KOMM/IEKCA MO Cneum-
anbHOCTN «MynbTUMeANNHAA KYPHANUCTUKa» ONA MOAro-
TOBKWM HOBOFO MOKONEHWSA CNELMANUCTOB MYIbTUMELUIAHOO
NPOCTPaHCTBA.
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