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INITIATION. NARRATIVE. IDENTITY.
ON THE RELATIONSHIP BETWEEN THE
COMPOSITIONAL UNITS OF THE NARRATIVE
AND INITIATION RITES

Summary: Historical Roots of the Fairy Tale, a book
by V.Propp, still evokes mixed reviews from folklore re-
searchers who critically perceive the main idea of the
work: the compositional elements of fairy tale plots are
based on the ancient initiation rite. The Morphology of
the Fairy Tale studies narrative systems; it was organi-
cally accepted by both researchers of mythopoetics and
those studying contemporary narratives of new media,
as well as scriptwriters-practitioners. Whereas the ideas
of the second book were perceived with great caution
and were almost not considered productive. Even the
supporters of the structural-semiotic approach, taking
into account both the different levels of text organisa-
tion and the disclosure of its semantic depths, saw pros-
pects for the development of humanitarian knowledge,

The historical and genetic connection between
the narrative structures of fairy tales and initiation
rites, established by V. Propp in The Historical Roots
of the Fairy Tale (1946), became an important mile-
stone in the development of both humanitarian
knowledge in general and cinema science in par-
ticular. The scientist's idea that the composition of
a fairy tale goes back to the initiation rite and to the
myths accompanying it as a source of vital infor-
mation (and life itself in the cultural and historical
context of the ritual practices of primitive societies)
is no less significant than the discovery, which he
made in Morphology of the Fairy Tale (1928), of the
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based on the opposition of their theories to Propp’s
historical-genetic method. However, it is essential that
the ritual practices of initiation, underlying the com-
positional units of the narrative, performed the main
socio-cultural function of introducing the initiate into
the life of the community through the acquisition of
identity. Providing identity, the transitional rite of initi-
ation essentially testified to the entry of the neophyte
into life, endowed them with a status in the social hi-
erarchy. Propp's idea of the connection between plots
and ritual forms was reflected in such artistic practic-
es as the dramaturgy of feature films, which gravitates
toward a clear script structure.

Keywords: initiation rite, identity, narrative, hero’s jour-
ney, composition of a fairy tale, dramaturgy of a film.

linear order of the syntagmatic development of the
characters’ functions that make up the invariant set
of motifs of a fairy tale.

The composition of the fairy tale, which was
discovered by Propp and became canonical, influ-
enced the development of modern screenwriting,
the script theories of feature films, and Hollywood
practitioners. It was facilitated by the translation of
The Morphology of the Fairy Tale in 1958 and its dis-
semination among American screenwriters and the-
orists of film dramaturgy. Propp’s historical-genetic
method is actively used by researchers of feature
films, the structure of which is extremely close to

the structure of the fairy tale, where a limited set of
plot elements, the functions of the hero and a lim-
ited number of roles of the characters involved in
the fairy tale are the main ones from the point of
view of the narrative. According to the publications
of researchers (Bordwell, 1988, Cawelty, 2004, Chat-
man, 1980, Harriss, 2008, Hiltunen, 2002, Pretorius,
2006, Wollen, 1976, Eco, 1966), the linear sequenc-
es of the fairy tale composition began to be effec-
tively used in the script production of feature films
in Hollywood, beginning, perhaps, with the James
Bond films (Eco, 1966).

In The Historical Roots of the Fairy Tale, Propp
showed that the narrative structures of the fairy tale
are based on the initiation rite, during which the
initiate is endowed with an identity. This concerns
the rules of the linear composition development
of the film narrative, the specifics of the dramatic
conflict, reproducing this or that type of trial (like
a fairy tale) and determining the transformation of
the hero’s inner world in the process of their path
to acquiring social status, knowledge, to the forma-
tion of identity as the main result of initiation. The
key elements of the fairy tale narrative go back to
the most ancient social institutions, namely, to the
rite of initiation (Meletinsky, 1969). The rite of ini-
tiation or transition was transformed in every pos-
sible way or “died away, whereas the formation of
the plot continued” (Propp, 1996, p. 146), and "the
initiation cycle is the most ancient basis of the fairy
tale” (Ibid, p. 353).

The seemingly obvious position that the main
goal of the initiation rite is to endow the initiate with
a new identity also requires further consideration.
If we accept this position, then feature films, which
have a compositional set of functions of a fairy tale
in their plot, reflect the processes of identity con-
struction through the structure of dramatic conflict
and the sequence of interconnected elements of
the hero's path, consisting of a series of trials, erro-
neous decisions, conflicts with different functional
significance for the development of the action and
psychological changes. The dramatic conflict itself,
its configurations and types, are determined by the
mutual connection with the stage of identity devel-
opment at which the main character of the film is.

A similar situation of opposing research para-
digms, focused either on the study of the semantic
structure of the image, or, which is less represented
in the Russian tradition, on the study of the com-
positional elements of the narrative as a whole, has

developed around the legacy of Propp. Despite all
the importance, the study, initiated by Propp, of
the patterns of the narrative structure development
from the position of the connection of the mytho-
poetic motives of the hero's journey (journey to the
land of the dead) with the initiation rite remained
not fully in demand in Russian humanitarian knowl-
edge, oriented towards the structural-semiotic ap-
proach to the analysis of the figurative structure
of the text. “Unfortunately, for some time, post-
Propp structural poetics decisively opposed itself
to the historical-genetic one as synchronous to di-
achronic; and theoretical problems were developed
by it in isolation from the historical-genetic aspect”
(Meletinsky, 1986, p. 13). The work of V. Toporoy,
devoted to the archaic motif of the path (Toporoyv,
1980-1982, pp. 543-544), can serve as a typical ex-
ample of the difference in the methods of study-
ing mytho-folklore texts. In it, the semantic depth
of the image and its paradigmatic organisation are
described; however, the architecture of the path
itself, the syntagmatics of the compositional ele-
ments that determine the movement of the hero
in the space of the text and its changes were left
without attention.

It seems important that the key moments of
the hero's path, the sequence of trials, referring,
according to Propp, to the initiation rite under-
lying both the plots of a fairy tale and the three-
act construction of J. Campbell's monomyth, form
the character’s arch in feature films, determine the
rhythmic pattern of the film’s dramaturgy. More-
over, they set the parameters for changing iden-
tity through overcoming a dramatic conflict and
passing trials. Each of the units of the composition
of a fairy tale and a monomyth, like all of them as
a whole, form the basis of the hero's path; and in
turn, this universal structure (the exit after the call,
the preliminary and main trial, trial, and the return
in an updated form) consists of more detailed com-
positional elements dedicated to the hero's specif-
ic action, a set of functions, and twists and turns.
The more plot moves in a feature film, the more
the viewer's attention is captured, and the strong-
er the impact of the film (S. Knight, M. D. Rocklage,
Y.Bart, 2024). The initiation rite itself, as a passage
through the spatial boundaries of the worlds of
life and death with subsequent resurrection, was
intended to endow the initiate with an identity, to
provide a higher place for the applicant in the so-
cial structure after passing the trials and assimilat-
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ing the necessary knowledge contained in the myth
received from the mentor. In fairy tales and myths,
the structure of the hero's path is based on the rite
of initiation, understood as social birth, the acqui-
sition of a name, that is, an identity, whereas the
construction of the hero’s path, which is a model
of feature films, reflects the process of forming dif-
ferent models of identity that determine the vari-
ous types of dramatic conflict.

Initiation is understood as “... a set of rituals and
oral instructions, the purpose of which is a radical
change in the religious and social status of the in-
itiate” (Eliade, 1999, p. 12). "By this rite the young
man was introduced into the clan association, be-
came a full member of it and acquired the right to
marry” (Propp, 1996, p. 56). Initiation ensured the
movement of the initiate from one social (profes-
sional, religious, age) stratum to another, higher
one, after instructions, passing trials, mastering the
skills and knowledge for the life of a full member of
the community (Levinton, 1980, p. 544).

The initiation rite was a complex and often
lengthy process. In many societies, initiation is
a chain of trials that involve a consistent ascent to
a higher position, a qualitative change in the sub-
ject as they go through the corresponding stages of
life. The initiate went through a difficult or less diffi-
cult path, including leaving the usual environment,
breaking with the previous social environment. It
is the passage of certain trials, sometimes extend-
ed in time, in order to return to fellow tribesmen
in a new reality as a different person, with different
rights and obligations of an adult member of the
group. As a result, as M. Eliade notes, “by the end of
the trials, the neophyte acquires a completely dif-
ferent existence than before initiation: they become
different” (Eliade, 1999, pp. 12-13). Often, initiation
is associated with the acquisition of new forms of
knowledge and ways of thinking. It is a process of
enlightenment, familiarisation with sacred knowl-
edge, opening up to those who have embarked on
the path and gone through it to the bottom through
losses and mistakes, undergoing trials before be-
ing born in a new capacity.

The initiate must demonstrate that they have
the abilities, skills, and other various virtues corre-
sponding to their future position. They are required
to be ready to overcome the previous state associ-
ated with emotional chaos, impulsiveness, being in
a natural and unstructured state (Meletinsky, 1976,
p. 226). According to M. Eliade, the path from the
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natural to the cultural environment was opened only
to the initiated through an intense and even painful
experience of the break with existence in its previ-
ous quality, through temporary dying, immersion
in darkness. “The transition from the world of the
uninitiated to the sacred world required the test of
death; one existence dies in order to pass into an-
other” (Eliade, 1999, p. 38). The initiation rite ad-
mitted the neophyte, after passing the trials, to the
full spiritual life of the tribe through the acquisi-
tion of knowledge in the land of the dead and in-
troduced them into the culture, ending the life of
a natural being in them (Ibid, p. 18).

Owing to the transition through the boundary
of the worlds of the living and the dead, the initi-
ate, undergoing temporary death (Propp, 1996, p.
56), had to return and prove the possibility of ex-
istence in a new capacity, overcoming the emotion-
al, uncontrollable beginning in themselves, in order
to join the social order as a full-fledged member of
society with a new name. “Initiation and the transi-
tion from one state to another are thus presented
as the liquidation of the old state and a new begin-
ning, death and a new birth, which would be inaccu-
rate to call ‘resurrection™ (Meletinsky, 1979, p. 226).

R. Caillois connects initiation rites with fertili-
ty rites and shows that through myth, story, ritual
action, dance, the drama of the re-creation of the
cosmos from chaos is played out, when all things
appear or are restored and receive their names.
However, the assimilation of knowledge is the main
thing in the rite. “... During the initiation, newcom-
ers are introduced to myths, to the mysterious and
sacred heritage of the tribe. They are present at the
demonstration of ceremonies that they will have to
carry out themselves and the success of which will
prove their worth as adults” (Caillois, 2003, p. 230).

Describing a long and painful rite, L. Levy-Bruhl
shows that it was intended to create the impres-
sion of the death of the subject (Levy-Bruhl, 1994,
p. 279). “Initiation,” writes J. Baudrillard, “is the ba-
sis of the union between the living and the dead”
(Baudrillard, 2000, p. 246). The ritual itself provides
the most important function of an endlessly con-
tinuing symbolic exchange that supports the ex-
istence of a collective subject. And it was after the
ritual that the initiate was considered a full-fledged
member of society, occupied a proper place in it
(Kerenyi, 2000). Separation from society, tension at
the entry and exit points, experiencing temporary
death, transition to the afterlife, communication

with dead ancestors, gods, objects of sacred sig-
nificance, changed the system of perceiving one-
self and the world, forced thought processes to be
carried out differently.

Following Arnold van Gennep (Gennep, 1999,
p. 22), Victor Turner draws attention to the pro-
longed and non-simultaneous nature of the ritual.
Sometimes the initiate was in an indefinite, bor-
derline state of a “liminal personality”, absorbing
the paradoxical states of the living and the dead
(neither alive nor dead) simultaneously, in fact not
belonging to either world (Turner, 1983, p. 168).
The neophyte separated from the environment in
which they grew up, then found themselves in an
intermediate state, as if in a carnival looking glass,
and after being in an indefinite state, passing the
threshold of trials, was included in the social order
renewed. The consequence of contact with high-
er powers was, first of all, an internal change in
the subject, the acquisition of a new self, receiving
a new name, a new social status, a new, previously
inaccessible place in society, which, in essence, cor-
responded to a new identity. A witty definition of
identity as an imprint of the external social struc-
ture on the individual consciousness received by
the neophyte after passing the initiation is given
by T.Shkurina: “The imprint of human individuali-
ty in the fabric of the structure — identity — is the
result of the extensive egoistic impulse of the Self
and the intensive counter-influence of the struc-
ture. Any impact on identity presupposes a restruc-
turing of the foundations of human existence and
vice versa” (Shkurina, 2021). Initiation is such an in-
tensive impact.

G. Tulchinsky discovers the common mechanisms
of the triadic cycle of transition rites described by
van Gennep (the preliminary state, when the indi-
vidual separated from the group, the liminary, the
intermediate, and the postliminary, when the indi-
vidual was included in the new group) and in the
theory of the formalists. The development of poetic
language occurs according to the same pattern in
three stages, and has, like the ritual, a three-act Aris-
totelian composition (preliminary, liminary, postlim-
inary periods). The “thing”, according to Shklovsky,
was subjected to estrangement, then playful recom-
bination, erasing previous states, and after — the
composition of a new semantic complex through
montage (Tulchinsky, 2021).

V. Shklovsky's text-subject, involved in the mag-
ical rite of resurrection of the word, is endowed

with the mental characteristics of a living human
being, undergoing different states from automati-
cally living life in the unconscious mode of “recog-
nition”, when “things die” and people “cease to be
artists in everyday life” (Shklovsky, 1990, p. 63), to
the transition to the “vision” mode, when after the
collision of two streams of language, a keen sense
of life returns.

A skilfully assembled and properly functioning
apparatus of the psyche with thinking processes
occurring in it is before us. It is associated with
different states of the organs of sensory percep-
tion, the ability to interact with the world and to
be aware of oneself in two modes: either obeying
the laws of language, switching to the mode of
unconscious functioning, or violating and rebuild-
ing them, rebuilding one’s personality. In order to
maintain the mental apparatus in a working condi-
tion that ensures adequate communication, a con-
stant effort is required, an investment of energy
in the object of perception. These are extremely
energy-intensive functions, and their operation re-
quires a lot of effort. At a certain point, the system
switches to economy mode, changes to the regis-
ter of everyday language, and obeys the rules of
energy conservation. The generation and expend-
iture of energy, its transfer from the subject to the
thing, ceases; forces stop leaking, however, as a re-
sult, connections with the surrounding reality are
broken, communication is reduced, the organs of
perception are covered with a shell-screen of trun-
cated words. The principle of operation of the per-
ception organs changes; an individual, for example,
stops seeing themselves from the outside, through
the eyes of others, loses touch with reality, and im-
merses themselves in the mechanical living of life.
In the recognition mode, the subject perceives not
the things themselves, but their idea of them. Only
a certain trace remains of them. "With such alge-
braic thinking, things are taken by counting and
space; they are not seen by us, but recognised by
their first features. A thing passes us as if packed;
we know that it exists by the place it occupies. How-
ever, we see only its surface. “Under the influence
of such perception, the thing dries up” (Ibid., p. 63).
Submitting to the laws of language, to the laws of
conservation of forces, not only the thing “dries up”
but also the subject itself, “we easily part with the
life that we do not feel” (Ibid., p. 40).

Being in a position of automatic living of life,
when language subdues the subject to the laws of
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conservation of energy, economy of forces, when
the ability to see and consciously perceive the sur-
rounding world is lost, corresponds to the position
of the initiate in the almost unconscious flow of
everyday life of "not-yet-life”, when their actions
are performed mechanically, in line with the order
established by someone, when they are in a state of
ignorance (non-vision). Following this, a key event
occurs, undermining the previous course of life;
and a transition through the threshold of the usu-
al, recognisable, mechanical perception of objects
of the external world takes place. The moment of
transition, the key act of initiation, is comparable
to the situation of a dramatic conflict. It is when,
as a result of a catastrophic event, the textual or-
ganism finds themselves in the zone of influence
of forces that make them change their point of
view, to change themselves. A radical break with
the established structure takes the “thing” out of its
state of automatism and reveals to the neophyte,
owing to the launch of the estrangement mech-
anism, the world as if they were seeing it for the
first time, transferring the “easy”, unconsciously
lived in ignorance form of life, into the process of
“doing a thing”, a long and difficult perception of
this action. This state of heightened visual acuity
and intense experience of once ordinary, “erased”,
“recognisable” but not “visible” things reveals their
different, previously unknown nature. The process
is the meaning of art, the main task of which is to
prolong the feeling of “"doing a thing” as much as
possible (Ibid., p. 58). Duration, length, difficul-
ty of perception are the state of liminality, tran-
sition, when identity is rebuilt and recreated on
new foundations. The estranged gaze testifies to
the qualitative transition of the hero’s system of
perception, as well as the reader, from the auto-
matic unconsciousness of “recognition” to a new
psychophysical state of “vision”.

Through the process of “making a thing”, get-
ting into the space of a dramatic conflict, a clash
of different states, the process of exiting automa-
tism is launched, moving into a different context
of mastering the ability to recreate one’s identi-
ty (Kalinin, 2009). It is a situation when a person,
according to F.R. Ankersmit, begins to look at
themselves as the Other (Ankersmit, 2007). When
finding themselves in a meta-position, a person
becomes an “artist of everyday life” (V. Shklovsky),
rebuilds themselves, renews perception, creates
their destiny. V. Shklovsky writes in The Sentimen-
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tal Journey: "It is good to lose yourself. To for-
get your last name, to fall out of your habits. To
invent some person and consider yourself to be
them. If it were not for the desk, for work, | would
never have become Viktor Shklovsky again” (Shk-
lovsky, 1986, p. 156).

Similar experiences were experienced by a par-
ticipant in the Eleusinian Mysteries, after which the
neophyte was not only born as a new, full-fledged
member of society, not only socialised, but also ac-
quired cognitive abilities in the process of the initi-
ation act, the gift of thinking differently than before
initiation, to understand and see reality in a com-
pletely different way. Thus, K. Kerenyi cites a de-
scription from Herodotus, showing that a witness
of the Battle of Salamis, who had undergone the
ritual, had an intellectual advantage over a compa-
triot who had not undergone the Eleusinian Mys-
teries (Kerenyi, 2000). The “Greek existence” itself,
in Kerenyi's terminology, was determined by this
ritual, it was the basis for a sense of belonging to
the values of pan-Greek unity based on language,
a common cultural space, and the identity of the
ancient Greeks.

The transitional rites of initiation considered
by Arnold van Gennep are comparable to the po-
sition of being outside described by M. Bakhtin
(Bakhtin, 1986) in relation to the construction
of the hero’s identity (Zakovorotnaya, 1999) in
the polyphonic space of F. Dostoevsky's novel.
G. Tulchinsky shows that the Bakhtinian subject
strives to find themselves and performs actions that
throw the system out of balance. Actions that have
the rank of an act (Tulchinsky, 1990, p. 29) change
the semantic content of their image in the process
of dialogue with various aspects of their person-
ality and the Other. In the space of the work, the
hero experiences a state of transition and an un-
finished act of identity formation, passing through
initiation, which facilitates the procedure of assem-
bly and renewal of their “I", synthesising various
aspects of the personality. The author has a privi-
leged position of being outside (transitive), which
allows them to change their view, to look at the
situation from the outside through the eyes of the
hero, catching the reflected, mirrored gaze of the
Other (Bakhtin, 1996, p. 72). The Hegelian model
of the formation of the subject (Hegel, 2021), de-
veloped by M. Bakhtin in the doctrine of dialogue
and carnival, formed the basis of ideas about the
stage-by-stage nature of the process of identi-

ty formation through the passage of crises-trials
(thresholds of transition or, according to Y. Lot-
man, “the boundaries of the semantic fields of
space” of the text, overcome by the hero) (Lot-
man, 1970) in the dialectical relationship of the
“| - Other” relations.

Thus, we see that despite all the differences
between the study of semantic structures as sta-
ble for individual and collective self-determination
and the study of initiation rituals as a resource for
semantising the path, there is a common variable
of the hero’s path, which Propp reconstructs in
his book on the historical roots of the fairy tale.
Following the example of early and late Heide-
gger, or early and late Wittgenstein, we can talk
about early and late Propp. However, late Propp
does not refute the early but synthesises those

achievements of theoretical thought that were
contemporary to his early days. Thus, he trans-
forms estrangement according to Shklovsky, the
principles of plot composition according to Shk-
lovsky and Eikhenbaum, the then search for a gen-
eral principle of metaplot in Kerenyi, into a study
of the specifics of initiation. Where his contem-
poraries saw separate indications of initiation, of
the hero’s trials, the deeds and passions of the
hero, Propp strives to see already passed trials,
an already acquired new identity. In this sense,
we can say that the optics of the formalists are
picturesque, and Propp’s optics are iconographic;
it is no coincidence that he was fond of ancient
Russian icon painting (Markov, 2022, p. 14). He
no longer sees moments of trials, but a holistic
image of identity.
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NHNUWALUWNA. HAPPATB. WAEHTNYHOCTD.
O COOTHOWEHNW KOMNO3NUNOHHbBIX ¥Y3/10B
HAPPATVBA C OBPA4AMIU MOCBALLEHNA

AHHOomayus: KHura «/ctopuueckune KOpHY BOALLEBHOM
ckasku» B.f.Mponna go cMx nop Bbi3blBaeT HEOAHO3HAY-
Hble OLeHKWN uccnegoBateneit GoabkAOpa, KPUTUYECKN
BOCMPUHMMAIOLWNX OCHOBHYIO MbICNb TPY/Aa: B OCHOBE
KOMMO3ULMOHHbIX 31€MEHTOB CHOXXETOB CKa30K JIEXUT
ApeBHeWWwnli 06pag nocesleHus. Ecan «Mopdonorus
CKa3Ku» CY>XKUT U3yYeHUIO NOBECTBOBATEJIbHbIX CUCTEM,
n 6blna opraHNYHO NpPUHATa N UCCaeAoBaTENAAMMN MU-
$OMNo3TUKK, N U3yYatoLWMMN COBPEMEHHbIe HappaTuBbl
HOBbIX Mejua, 1 CLeHapucTaMn-npakTukamm, To naemu
BTOPOW KHWUIM BOCMPUHUMAANCH C HOJIBLLION OCTOPOXHO-
CTbHO M NMOYTK HE paccMaTpuBaNnCh Kak NPOAYKTUBHbIE.
[axe CTOPOHHMKYM CTPYKTYPHO-CEMNOTNYECKOTO NOAXO-
4a, NPUHUMatOLLMEe BO BHUMAaHWE 1 pa3Hble YPOBHU Op-
raHv3auum TeKcTa, U packpbiTWe ero CMbICI0BbIX Fy6uH,
BUAEAN NepCreKTUBbl Pa3BUTUA T'YMaHUTapHOro 3HaHW4,

YcraHoBneHHas B. . Mponnom B «cTtopuue-
CKUX KOPHsIX BOALWEOHOM ckasku» (1946) ncropmko-
reHeTnyeckas CBA3b NOBECTBOBATENbHbIX CTPYKTYP
CKa30K € 0bpsgaMmn NOCBALLEHNSA CTana BaXKHOW Be-
XOW pa3BUTMA Kak r'yMaHWTapHOro 3HaHWs BOObLLe,
TakK U Haykn O KMHO B YacTHOCTU. MbIC/Ib yYeHOro
O TOM, YTO KOMMO3ULMSA BOJLLEOHOW CKa3ku BOCXO-
AWT K 06pAAY MHMLMALMM U K COMPOBOXAAOLLNM
ee M1daM Kak NCTOUHUKOM XMU3HEHHO BaXXHOMW UH-
dopmaLumn, a B KyNbTYPHO-MCTOPUYECKOM KOHTEKCTE
00pAZOBLIX MPaKTUK NEPBOOLITHLIX OOLLECTB U Ca-
MOMW XM3HbO, HE MeHee 3HaunMa, YeM OTKpPbITUE
JIMHENHOro NopsAKa CMHTarMaTMyeckoro pa3BepTbl-
BaHMS QYHKLUMIA AeNCTBYIOLLMX UL, COCTaBASIOLLNX

MCXOZAA U3 NPOTUBOMOCTAB/IEHNS CBOMX TEOPUIA UCTOPUKO-
reHeTnyeckomMy metogy B.f.Mponna. Ho cywecTBeHHO,
UTO /iEeXallme B OCHOBE KOMMO3MLMOHHBIX Y3/10B Hap-
paT1Ba 06psAOBbIE NPAKTUKN UHWULMALIMW, BbINOAHAAN
TNaBHYH COLMOKYALTYPHYH GYHKLMIO BBEAEHWS NMOCBALLA-
€MOro B XU3Hb COOBLLECTBa Yepe3 0bpeTeHne NaeHTUY-
HOCTW. MepexoAHbI 06pas NOCBALLEHUS, MPeAOCTaBAss
MAEHTUYHOCTb, MO CYTW, CBUAETENBLCTBOBAA O BXOXAEHUN
HeoduWTa B XMU3Hb, HaZENA €ro CTaTyCOM B COLMabHOM
nepapxmun. Mbicab B. 1. [ponna o cBA3n croxeTos ¢ 06-
PALOBLIMU GOPMaMM Halla CBOE OTPaXeHWe B TaKuxX
XYZAOXeCTBeHHbIX MPaKTMKaX, Kak ApamaTtyprus UrpoBo-
ro KMHO, TATOTEroLWas K YeTKOW CLLeHapHOM CTPYKType.

Knrouessie cnosa: 06ps0 uHuyuayuu, U0eHmu4HoCcMe,
Happamus, nyme 2epos, KOMno3uyus 8oauwebHol ckas-
Ku, Opamamypeaus uabma.

WMHBAPWaHTHbI HabOp MOTUBOB BOJILLEOHON CKa3-
Kn, caenaHHoro um B «Mopdonorum ckaskm» (1928).

OtkpbiTas B. fl. [lponnom u cTaBLlas KaHOHMYe-
CKOW KOMMNO3ULMA BOLIEBHOM CKa3ky NoBAMAAa Ha
pa3BWTME COBPEMEHHOW KMHOAPaMaTyprum, Ha cLie-
HapHble TEOPUN UTPOBOFO KUHO, Ha FOJNINBYL,CKMX
NpakTMKOB, Yemy cnocobctBoBan nepesos «Mop-
donorum ckaskm» B 1958 rogy n pacnpoctpaHeHmne
ee B cpefie aMepPUKaHCKMX CLieHapuCTOB 1 Teope-
TUKOB KMHOAPaMaTypruu. Ictopmko-reHeTuyeckuia
metoz B. fl. ponna akTMBHO ncnonb3yetca nccne-
AOBaTENAMUN UTPOBOTO KMHO, CTPYKTYpa KOTOPOro
ypesBblYalnHO BaM3Ka CTPYKType BOALLEBHOM CKa3-
KW, TA€e rNaBHbIM C TOYKW 3PeHUs MOBECTBOBaHWA AB-
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NAETCA OrpaHUUEHHbI Habop 31eMEHTOB CHOXETA,
bYHKUMNIA repos N orpaHNMYeHHOe KONMYEeCTBO PO-
Nel 3a/eiCTBOBaHHbIX CKa3koin nepcoHaxen. Cyas
no ny6avkaumam nccnegosatenein (Bordwell, 1988,
Cawelty, 2004, Chatman, 1980, Harriss, 2008,
Hiltunen, 2002, Pretorius, 2006, Wollen, 1976,
Eco, 1966), AnHelHble Nocef0BaTeNbHOCTU KOM-
no3nLMn BoLWEBHON cKa3sku cTann 3QPeKTUBHO
MPUMEHSATLCA B CLLEHAPHOM MPOU3BOACTBE UIPOBO-
ro KnuHo B FonanByAae, HauMHas, noxanyw, ¢ Guib-
mMoB o [xerimce boHge (Eco, 1966).

B.f.Mponn nokasan B «/IcTopnyeckmnx KOpHAX
BOJILLEOHOW CKa3KmM», UTO B OCHOBE MOBECTBOBA-
TeNbHbIX CTPYKTYP CKa3Ku NEXMNT 06paj MHULMaLnK,
B MPOLLECCE MOXOXAEHNS KOTOPOro NOCBALLAEMbI
HajenseTcs MAEHTUYHOCTbIO. DTO KacaeTcs npa-
BWA pa3BepTbiBaHUSA NMHENHOW KOMMO3ULMK KN-
HOMOBECTBOBaHMA, CreunduKkn gpaMaTyprmyeckoro
KOH(AMKTA, BOCMPOU3BOAALLEIO TOT UM UHOW BUJ,
ncnbiTaHus (MO TUNY BOJILLEOHOMN cKa3ku) 1 onpe-
fenstollero TpaHchopMaLMio BHYTPEHHETO MUpa
repos B NpoLecce ero Nyt K 0bpeTeHmto counanb-
HOro cTaTyca, 3HaHWs, K GOPMUPOBAHNIO NAEHTNY-
HOCTW KaK rJ1aBHOFO UTOra MHULMaLUK. Y3/10BbIe
31eMeHTbl HappaTnBa BO/WEBHOM CKa3ku BOC-
XOAAT K APEBHENLINM COLMaNbHbIM MHCTUTYTaM,
a UMeHHO K 06psaay noceaweHns (MeneTUHCKnI,
1969). Obpsaa NOCBALLEHMA UAN NEPEXOa BCAYECKU
TpaHchopMmpoBanca nan «otmmnpan, a obpasosa-
Hue ctoxeTa npogomkanock» (Mponn, 1996, c. 146),
a «UMKJI MHULMALUKM — APEBHENLLIAs OCHOBA CKa3Ku»
(Tam e, c. 353).

Hy>xzaaeTtcs B gasbHeNweM pacCMOTPEHUN
N Kaxylleecs o4eBUAHbIM MOJNIOXEHWE, COrnac-
HO KOTOPOMY OCHOBHas Lenb obpsaga nHMLNA-
LN COCTOUT B HaZesleHUN MOCBALLAEMOro HOBOW
NAEHTUYHOCTbIO. ECNM NPUHATL 3TO NONOXEHME,
TO UFPOBOE KMHO, UMEIOLLEE B CHOXKETHOM OCHOBE
KOMMO3MLWOHHbIA Habop dyHKLMN BOALWEOHOMN
CKa3ku, OoTpaxkaeT NpoLLeccbl MOCTPOEHNS UAEH-
TUYHOCTW Yepes CTPYKTYpY ApamMaTyprmyeckoro
KOH)ANKTA U MOC/ief0BaTeNbHOCTb CBA3AHHbIX
MeXay COBOW 3NEMEHTOB MYTU reposi, CoCTosLLe-
ro 13 yepesbl UCMbITaHWA, OLUMBOYHBIX PeLUeHUN,
KOH®NMKTOB C pa3HOW GYHKLMOHANbHOM 3HaUN-
MOCTbIO ANA Pa3BUTUSA AENCTBUA U NCUXONOTN-
yecknx nameHeHuin. CaM xe gpamatypruyueckmi
KOH®NWKT, ero KoHPUrypaumm n Tunel, o6ycnos-
JleH B3aMMHOW CBA3bIO C TEM, Ha KaKol cTagmu
Pa3BUTUA NAEHTUYHOCTN HAXOANTCS TNaBHOE JeWl-
cTBytOLLEee Lo duabma.
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CxofHasa cuTyaLma NpoT1BONOCTaBAEHNs nUccne-
A0BaTeNbCKMX NapaAnrM, cocpeoToUeHHbIX Anbo
Ha M3YYeHUN CeMaHTUUYECKOWN CTPYKTYpbl 0bpasa,
NMbO, UTO B MeHbLUEN CTeneHn NpesCTaBaeHo B OT-
eyecTBEHHOM TPaaMLMK, Ha UCCAeA0BaHNN KOM-
MO3MLMOHHBIX 3/1IeMEHTOB HappaTuBa Kak L,enoro,
cnoxwnacb BOKpyr Hacneaws B. A. Mponna. Mpw Bcel
Ba>XHOCTM HauvaTtoe B. A.[Mponnom HanpasaeHune
M3y4yeHns 3aKOHOMEePHOCTel pa3BepTbiBaHWA MO-
BECTBOBATEJ/IbHBIX CTPYKTYP C MO3ULMN CBA3N MU-
donoaTnUeCcKnx MOTMBOB NYTW repos (NyTeLlecTBumS
B CTpaHy MepTBbIX) C 06pAf0M MHULMALMKN B OTe-
YeCTBEHHOM NyMaHUTapHOM 3HaHWW, OPUEHTUPO-
BaHHOM Ha CTPYKTYPHO-CEMUOTUYECKMI MOAXO4,
K aHann3y obpasHON CTPYKTYpbl TEKCTA OCTaNoCh
He A0 KOHUa BocTpeboBaHHbIM. «K coxaneHuto,
nocaenponnoBckas CTPYKTypHaa No3TKa HeKoTo-
poe BpeMs pelunTesbHO NPOTUBOMNOCTaBAANa ceba
NCTOPWKO-TEeHETUYECKON KaK CUHXPOHHAsA ANaxpoH-
HOW, N TeopeTuyeckme npobaembl paspabaTbiBa-
IVCb et0 B OTPbIBE OT UCTOPUKO-TEHETUYHECKOrO
acnekta» (MenetuHckmia, 1986, c. 13). XapakTep-
HbIM NPVMMEPOM Pa3NNUMA METOAOB N3yUYeHUs MUPO-
$ONBKNOPHBIX TEKCTOB MOXET CAYXUTb paboTa
B.H.TonopoB.a, noceaLeHHas apxanyeckomy MOTUBY
nyTtn (Tonopos, 1980-1982, c. 543-544), rae onuca-
Ha ceMaHTnyeckas rnybvHa obpasa, ero napasmr-
MaJsibHas opraHu3aums, Ho ocTanacb 6e3 BHMMaHMA
caMa apxuTekTypa nyTu, CMHTarmaTnka KOMMnosmn-
LMOHHBIX 3/IeMEeHTOB, onpeAenatoLLan ABMXeHME
repos B MPOCTPAHCTBE TEKCTA U €ro M3MeHeHUs.

BaxxHbIM npepcTaBaseTca TO, YTO y3/710Bble MO-
MeHTbI MyTW repos, NocAeA0BaTeNbHOCTb UCTbITaHNN,
oTcbinatowmx, no B. A.Mponny, kK o6pagy nHULM-
auun, nexallemMy B OCHOBE W CHOXXETOB BOJILLIe6-
HOW CKa3KK, N TPEXaKTHOM KOHCTPYKLUMKM MOHOMMda
I>x. Kamnbenna, o6pa3yroT B UrPOBOM KMHO apKy
nepcoHaxa, onpeaenatoT pUTMUYECKUn PUCYHOK
Apamatypruv ¢uabma, 3a4aroT napaMeTpbl N3MeHe-
HWA UAEHTUYHOCTY Yepe3 NPeoAoeHns gpamaTyp-
rMYeckoro KOHPANKTa 1 NMPOXOXKAEHWE UCTIbITAHUIA.
Kax bl 13 y3/10B KOMNO3MLMK BO/ILLEOHOM CKa3KM
1 MOHOMMK®a, KaK 1 BCe OHW B LIENIOM, COCTaBAAOT
OCHOBY MyTW repos, a 3Ta yHUBepcaabHaa CTPyKTy-
pa (ncxog nocne 30Ba, MpeaBapuTebHOE U OCHOB-
HOe McnbITaHVe 1 BO3BpalleHne B OOHOBNEHHOM
BWAE) B CBOIO OYepesb COCTOUT U3 NOCBALLEHHbIX
KOHKPETHOMY AeNCTBUIO repos bonee geTanbHbIX
KOMMO3WLMOHHBIX 3N1eMeHTOB, Habopa dyHKLWMIA, ne-
pvneTnin. Yem 6oblue CHOXKETHBIX XOAO0B UTPOBOTO
dunbMa, TeM CuIbHee 3aXBa4Ye€HO BHUMaHMWe 3pu-

Tens, TeM cunbHee Bo3gencteme duabma (Knights,,
Rocklage M.D., Bart Y., 2024). Cam xe 0bpsg HnLm-
aLMM KaK NMPOXOXAeHWe NPOCTPaHCTBEHHbIX FpaHuL
MUWPOB XMU3HU N CMEPTK C NOCAEAYIOLWMM BOCKpPe-
LWeHneM Bbla NpU3BaH HajeNUTb NOCBALLAEMOrO
NAEHTMUHOCTLHO, NPesOoCTaBUTL 60siee BbICOKOE Me-
CTO CcomcKaTeNto B COLMaNbHOM CTPYKType nocae
MPOXOXAEHNSA UCMbITAaHWUIA N YCBOEHUS UM HEOHXO-
AUMBIX 3HAHUN, cofepKalumxcs B Mude, nosyyae-
MbIX OT HacTaBHUWKa. Ecan B ocHoBe CTPYKTYpbI MyTH
repost BOALWEOHbIX Cka3ok U MUGOB Nexnt obpsg,
WHMLMAL MK, MOHUMAaEMbIV KaK CoLManbHOe poxae-
HWe, 0bpeTeHMe NMEHU, TO eCTb UAEHTUUYHOCTK, TO
KOHCTPYKLMS NyTW repos, ABASOWANACS MOAEbIO
NFPOBOrO KMHO, OTpaxkaeT npoLecc popmMupoBaHus
pa3HbIX MoZenen MAEHTUUYHOCTY, ONPeSEnstoLLmX
pas/inuHble TUMbI APamMaTypruyeckoro KoHGAMKTa.

Mog HMUMaLmen NOHMMAETCA «...COBOKYMHOCTb
06pAA0B M YCTHBIX HAaCTaBAEHWI, Lie/ib KOTOPbIX —
pajuKanbHOEe U3MEHEHWNE PEJNUTNO3HOIO U COLM-
aNbHOro cTatyca noceawaemoro» (Aanage, 1999,
C. 12). «9T1M 06psAA0M HOHOLLA BBOAWICA B POAO-
BOe 06besMHeHWe, CTAHOBUACSA MOJIHOMPABHbIM Yie-
HOM ero u npuobpeTtan NpaBo BCTyMNAeHUsA B 6pak»
(Mponn, 1996, c. 56). MHuumaumsa obecneunsana ne-
peMeLLeHNe NOCBALWAEMOrO U3 OAHOM COLMaNbHOM
(npodeccnoHanbHOM, PENNTMO3HOM, BO3PaCTHOM)
CTpaThbl B Apyryto, bonee BbICOKYHO, MOC/e HacTaB-
NEeHWUN, NPOXOXAEHWNS UCMbITaHWI, OCBOEHUNS Ha-
BbIKOB W 3HAHWI AN XXM3HW NMOJHOLLEHHOTO YJeHa
obwmHbl (JTeBuHToH, 1980, c. 544).

Ob6psag HULMAL MW NPeacTaBasn COBOMN CNOXHbIN
M YacTo AAnTeNbHbI npoLecc. Bo MHormx obLuecteax
WHULMaLNa npeacTaBaseT Cobo Lienb UCMbITaHW,
npegnosaratoLmx nocaeoBaTeNbHOe BOCXOXAE-
HWe K 6o/1ee BbICOKOMY MOJIOXKEHWIO, KaUeCTBEHHOE
N3MeHeHue cybbekTa Mo Mepe NPOXOXAEHMA UM
COOTBETCTBYHOLLMX XU3HEHHbIX 3TanoB. MNocesauwa-
EMbIl NPOAENLIBAA CNOXHbIA UV MEHEE CNOXHbIN
NyTb, BKAOYAIOLLNIA BbIXOZ U3 MPUBbLIYHOW Cpeapbl
0buTaHus, pa3pbiB C NPeablAYLWMM COLNaNbHbIM
OKPY>XEHMEM. ITO NMPOXOXAEHNE OnpeseseHHbIX
UCMbITaHUIA, MHOTAA PaCTAHYTLIX MO BPEMEHU, paau
TOro, YTO6bl BEPHYTLCA K COMAEMEHHUKAM B HO-
BYHO peasibHOCTb YXKe ApPYrM UYeslOBEKOM, UMEID-
LWMM MHble NpaBa 1 06583aHHOCTM B3POC/IOrO YNeHa
konnektuea. B pesynbrate, kak otmeyvaeT M. dnvage,
«K KOHLLY MUCMbITaHWI HeoPUT obpeTaeT coBepLLEH-
HO Apyroe CyllecTBOBaHWE, YEM A0 MOCBALLEHUS:
OH CTaHOBUTCA Apyrum» (danage, 1999, c. 12-13).
YacTo ¢ nHnumaumer ceBA3bIBaOT M 0bpeTeHme Ho-

BbIX GOPM 3HAHUA 1N CNOCOHOB MbILLEHUSA. DTO NPO-
Lecc NpocBeLLeHns, NpruobLLeHnsa K cakpaabHOMY
3HaHWIO, OTKPbIBAKOLWMMCA Nepes TeM, KTO BCTan
Ha NyTb W NpOLIEeN ero A0 AOHLUA Yepes notepu
1 oWwnbKM, NoABEPrascb NCMbITAHUAMU Mepes Tem,
KaK poAnTCA B HOBOM Ka4ecTBe.

MoceswaemMbln ONXEH NPOAEMOHCTPMPOBATh
Hannune y cebs cOOTBETCTBYHOLLMX ByayLLEMY NONO-
>KEHWIO CNOCOBHOCTEN, YMEHUI U NPOUNX Pa3HOO-
6pasHbIx 4OCTOUHCTB. OT Hero TpebyeTcs rOTOBHOCTb
npeogoneTb Npeapljyliee COCTOAHME, CBA3aHHOE
C 3MOLMOHaNbHBIM Xa0COM, UMMYNbCUBHOCTBIO, Npe-
6blBaHVEM B MPUPOAHOM U HECTPYKTYPUPOBAHHOM
coctoaHnu (MenetnHckuit, 1976, c. 226). Cornac-
HO M. 3nunage, NyTb OT NPUPOAHOTO B CPeay Kyb-
TYPHOrO OTKPbIBaACA TONbKO NMOCBSALLEHHbIM Yepes
MHTEHCMBHOE N Aaxe HosesHeHHOe NpoXuBaHue
pa3pblBa C CyLLeCTBOBAaHNEM B NMPEXHEM Ka4yecTBe,
yepes BpeMeHHOe yMUPaHUWE, MOrpy>XKeHUe BO Mpak.
«[epexo OT MMpa HENOCBALLEHHOTO K MUPY CBSA-
LeHHOMY TpeboBan ncnbiTaHUs CMEPTbIO; yMUpaeT
OAHO CyLLecTBOBaHMWe, YTOObI NepeinTh B Apyroe»
(2nmnape, 1999, c. 38). O6psAa UHULMaLMKN fonycKan
HeodMTa Nocae NPOXOXAEHUA UCMbITAaHUIN K NO-
HOLEHHOW JyXOBHOW XM3HW NaeMeHn Yepes o6-
peTeHVe 3HaHWI B CTPaHe MePTBbLIX U BBOAW €ro
B Ky/bTYpY, Npekpallas B HEM XMN3Hb €CTeCTBEH-
Horo, npupogHoro cyuwecrsa (Tam xe, c. 18).

Bnarogaps nepexosy CKBO3b rpaHuULYy MUPOB XK-
BbIX U MEPTBbIX NMOCBALLAEMbI, NPeTepneBas Bpe-
MeHHYyto cmepThb (Mponn, 1996, c. 56), AoaxeH H6bin
BEPHYTbCA 1 A0Ka3aTb BO3MOXHOCTb CyLLIeCTBOBaHMS
B HOBOM Ka4ecTBe, nobexzas 3MOLMOHaNbHOE, He-
KOHTpOJIMpyemMoe Hauvano B cebe, UTobbl BKAHOUNTHCS
B COLMasbHbIV NOPSAAOK Ha NpaBax MNOJHOLEHHOTO
uneHa obwecTBa C HOBbIM UMeHeM. «Hnumaymna
N NEPEXOA U3 OAHOrO COCTOSHUA B ApYroe NoAatoT-
€A, TaknM 06pa3om, Kak NMKBUAALMA CTaporo COCTo-
AHWA N HOBOE Hayasno, CMepPTb N HOBOE POXAEHME,
KOTOpOE HETOYHO 6bl10 Bbl Ha3BaTbh «BOCKPECEHM-
em» (MenetnHckuii, 1979, c. 226).

P.Kaiya cBsi3biBaeT 06psabl NOCBALEHMA C 06-
psjamMu NJIOAOPOAMS U NOKa3bIBaeT, UTo Yepe3 MU,
pacckas, puTyasbHOe AeiCTBO, TaHeL, MpounrpbiBa-
eTcA ApaMa BOCCO3JaHna KOCMOCa M3 Xxaoca, Korga
NOABASOTCA MW BOCCTaHaBAMBAOTCA M NOJyYaroT
CBOW MMeHa Bce Belwn. Ho rnaBHoe B 0bpsage — 310
yCBOEHME 3HaHWW. «...B xoae noceALLeHNA HOBUY-
KOB 3HaKOMST C MMdamMK, C TAMHCTBEHHbIM U CBSI-
LeHHbIM HacneaneM naemeHu. OHM NPUCYTCTBYHOT
npv AeMOHCTPaLUN LLIepeEMOHUNI, KOTOPbIE UM NpPU-
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[EeTCA OCYLLEeCTBAATb CaMUM U yCrex KOTopbIx 6y-
AeT A0Ka3blBaTb MX COCTOATENIbLHOCTb KakK B3POC/bIX
nogen» (Kanya, 2003, c. 230).

Nl. NeBn-bptonb, onuceiBas JOATUA U MyUn-
TENbHbIN 06pPAA, MOKa3bIBAET, UTO OH HblA Npu-
3BaH CO3jaTb BnevatieHne CMepTn UCMbITYEMOro
(JTeBn-bpronb, 1994, c. 279). «<iHnumauma, — nn-
wet X. bogpwuiiap, — NeXnUT B OCHOBE COO3a MeX-
Ay XuBbIMU 1 MepTBbIMU» (Bogpuisp, 2000, c. 246).
A cam 06psz obecneunBaeT BaxKHENLLYO GYHKLUIO
6eCKOHEeYHO NMPOAOKAIOLLEroCs CMMBOANYECKO-
ro obmeHa, NoAAepP>KNBatOLLEro CyLeCcTBOBaHE
KONNEeKTUBHOro cybbekTa. Ml umeHHO nocne obps-
[a NOCBALWAEMbIN CUNTANCA MOJNHOMPABHBLIM Yje-
HOM 06LLIeCTBa, 3aHNMaN B HeM Nnojobatollee Mecto
(KepeHbu, 2000). OTaeneHns oT coumyma, Hanpsaxe-
HVe B TOUKax BXOZa W BbIXOAA, MPOXMBaHNe BPEMEH-
HOW CMepTW, Nepexos, B 3arpobHbIN Mup, obLieHne
C MepTBbIMU NpeAkamu, boramu, npeaMeTamu, Me-
FOLLMMUM CaKkpasbHOE 3HaYeHWe, MEHANO CUCTEMY
BOCNPUATUA cebs 1 MUPa, 3aCTaBAAIO MHaUe OCy-
WEeCTBAATb MbICUTE/IbHbIE MPOLLECCHI.

Bcnea 3a ApHonbaom BaH 'eHHenom (MeHHen,
1999, c. 22) BukTtop TapHep obpalyaet BHUMaHMe
Ha NPOAO/IKUTENBHBIA U HE OAHOMOMEHTHbIN Xa-
pakTep obpsga. MIHorga noceswaemMbli npeboiBan
B HeonpeaeeHHOM, MOrPaHNYHOM, COCTOAHUMN «InN-
MWHaNbHOW IMYHOCTU», BBUpatoLwwen B ceba na-
pafoKcaNbHble COCTOAHWUA XXMBOFO U MEPTBOTro
(HV >XMBOroO, HXN MepPTBOro) OAHOBPEMEHHO, baKTun-
UeCKM He OTHOCAChb HU K Kakomy 13 MupoB (TapHep,
1983, c. 168). HeoduT oTaenanca ot cpesbl, B KOTO-
POW OH POC, 3aTeM OKa3bIBaaCA B MPOMEXYTOYHOM
COCTOSIHUK, KaK Hbl B KapHaBalbHOM 3a3epKasbe,
a nocne npebbiBaHMA B HeonpeaeneHHOM COCTOSA-
HWUW, NPOXOAA NOPOT UCMbITAHNN, BKAKOYANCHA B CO-
LManbHbl NopsAoK OBHOBAEHHbIM. CheacTBMEM
KOHTaKTa C BbICLLMMMK CuNaMu BblIo, Npexae Bce-
ro, BHyTpeHHee usMmeHeHue cybbekTa, obpeTeHne
cebs HOBOrO, MNOAYYMBLUMM HOBOE UMSl, HOBbII CO-
LmanbHOM CTaTyc, HOBOE, paHee HefOCTYMHOE, MeCTo
B COLMYME, UTO, MO CYTW, COOTBETCTBOBAJIO U HOBOM
naeHTnYHocTU. OCTPOYMHOE onpejeseHne UAeHTUY-
HOCTM Kak oTrneyaTka BHELIHeN CoLMaNbHON CTPYK-
TYpbl Ha MHAVBWUAYaAAbHOM CO3HaHWM, NOJYYaEMOM
HeodUTOM Mocae NPOXOXKAEHUN UHULMALLUK, faeT
T.T. lWkypwuHa: «Pe3ynbTaToM 3KCTEHCUBHOIO 3ro-
nctnyeckoro nMmnynbca CaMocT U MIHTEHCUBHOTO
BCTPEYHOrO BO3AENCTBMA CTPYKTYPbl CTAHOBUTCS OT-
reyaTok YesI0BEYECKON MHANBUAYaNbHOCTY B TKaHU
CTPYKTYpPbl — NAEHTUYHOCTb. Jlloboe Bo3aencTeme
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Ha WAEHTMYHOCTb NpeAnonaraeT NepecTporky oc-
HOB Ye/NOBEYECKOro CyLLecTBOBaHUS U HaobopoT»
(WWkypwHa, 2021). TakMM MHTEHCUBHbBIM BO3JENCTBU-
eM U ABASETCA NHULMaLN.

I /1. TynbYMHCKMA OBHapyXXMBaeT obLme Mexa-
HW3MbI TPMaZHOTO Lukaa 06psaAoB nepexosa, onu-
CaHHOro BaH [eHHeNoM (NpearMUHapHoOe COCTOsHNE,
KOrAa UHAVBWA OTAENANCSA OT rpynnbl, COBCTBEHHO
JIMMUHAPHOE, MPOMEXYTOUHOE, U NOCTANMUHAP-
HOe, Korja MHAMBUA, BKAOYAICA B COCTaB HOBO
rpynnbl) n Teopuen popmannctos. PazeepTbiBa-
HWe MO3TUYECKOro fA3blka MPOUCXOAMUT NO TON Xe
cxeMe B TPW 3Tana, UMeeT, Kak U putyan, TpexakT-
HYHO apUCTOTEeNEBCKYHO KOMMNO3MLMIO (MpeaMMmHap-
HbIW, TMMUHAPHbIA, NOCTAVMUHAPHbBIA NEepPUOAbI).
«Belb», no LLlknosckoMy, nogsepranacb ocTpaHe-
HWIO, 3aTeM UTPOBOW PEKOMOMHALNN, CTUPatOLLEN
npeXxHne COCTOAHMSA, U NOCae COCTaBNEHNA HOBO-
rO CMbIC/IOBOTO KOMMJIEKCa NOCpesCcTBOM MOHTa-
xa (TynbumHckmiz, 2021).

TekcT-cyb6bekT B. b. LLIknoBCcKOro, BOBAEUYEHHbIM
B Marnyeckmin obpsz BOCKpeLLEHNA CI0Ba, HajeneH
NCUXMYECKUMU XapaKTEPUCTUKAMM XXMBOTO YenoBe-
YeCKOro CyLLecTBa, MpeTepneBaroLL,ero pasHble Co-
CTOSIHVS OT aBTOMAaTUYECKOrO MPOXMBaHNSA XN3HN
B 6ecco3HaTeNbHOM pexxMMe «y3HaBaHWA», Koraa
«BeLLM YMUPAIOT», a NH0AM «nepecTatoT ObiTb Xy-
AOXHWKAMU B 06blAEHHOM XM3HW» (LLknoBckni,
1990, c. 63), 40 Nepexosa B peXXUM «BUAEHUA», KOT-
Jia nocne CTONKHOBEHMA ABYX MOTOKOB A3blKa, BO3-
BpaLLaeTcs OCTPOe OLLYLLEHME XKMU3HMW.

Mepes HaMW UCKYCHO cOBpaHHbIA 1 NCMPaBHO
JAEeNCTBYIOLWMI annapaT NCUXMKK C NpoTeKaroLwmn-
MU B HEM MpPOLLECCaMU MbILLJEHWS, CBA3AHHbIMU
C pa3HbIMM COCTOSHUAMMW OPraHOB YYBCTBEHHOrO
BOCMPUATMA, CMOCOBHOCTLIO B3aMMOEeNCTBOBaTb
C MMPOM U 0CO3HaBaTb cebs B ABYX pexxumax: imbo
NOAUNHAACH 3aKOHaM A3blka, MEPEXOAA B PEXUM
6ecco3HaTenbHOro GyHKLUMOHUPOBaHMA, TM60 Ha-
pyllas 1 nepectpavBas ux, nepectpavBas CBOHO
NNYHOCTb. YTOOBI MOAAEPXKMBATL MCUXMYECKUIA an-
napaT B pabo4yem cocTosiHUKW, obecrneumBaroLem
afleKBaTHYH KOMMYHUKaLUO, TpebyeTcs NOCTOsH-
HOe ycuane, BNOXEHWe 3Heprum B 06BbeKT BOCNpU-
ATUA. ITO HeobblbaiHO 3Heproemkme GyHKLUMWY, Ha
nx paboTy 3aTpaumBaroTca bosblune cuabl. B onpe-
AeNeHHbI MOMEHT CUCTEMA NEePEBOANTCA B PEXMNM
3KOHOMMU, NEPEXOAMNT B PETUCTP 0ObIAEHHOTO A3bIKa,
NOAYMHAETCSA NpaBUAaM COXpPaHeHUs sHepruu. Bbi-
paboTka 1 TpaTa 3Hepruu, nepesava ee ot cybbek-
Ta K BELLW NpeKpaLLaeTcs, CUbl MepPecTatoT yTekaTb,

HO B pe3y/bTaTe CBfA3M C OKPYXatoLLlen peanbHO-
CTbHO PBYTCSH, KOMMYHMKaLMA COKpaLLaeTcs, opra-
Hbl BOCMPUATAS NMOKPbLIBAKOTCA MaHLMPEM-3KPAHOM
N3 yCeUYeHHbIX CNOB. MeHseTcsa NpuHUMN paboTsl
OpraHoB BOCMPUATUA, UHAMBUA, HanpuMep, nepe-
cTaeT BUAETb cebs CO CTOPOHBI, F1a3amMu Apyrux,
yTpaumnBaeT CBA3b C peasibHOCTbIO, MOrpy>aeTtcs
B MeXaHWUecKoe NpoXxunBaHue Xu3Hu. B pexunme
y3HaBaHWA CyObeKT BOCNPUHUMAET HEe CaMU BELLY,
a cBoe npeAcTaBsieHre 0 Hux. OT HUX OCTaeTcs TONb-
KO Hekui cneg. «Mpv Takom anrebpanyeckom MblLl-
NeHun Belwn 6epyTcs CHETOM M NMPOCTPaHCTBOM,
OHW He BMAATCA HaMK, a y3HaOTCA MO MepBbIM Yep-
TaM. Belb npoxoanT MMMO Hac Kak 6bl 3anakoBaH-
HOM, Mbl 3HaeM, YTO OHa eCTb, MO MeCTy, KOTopoe
OHa 3aHWMaeT, HO BUAMM TOJIbKO ee NMOBEPXHOCTb.
Mog BANSIHMEM TaKoro BOCMPUATUS BELLb COXHET»
(Tam xe, c. 63). MoagunHAACL 3aKOHaM f3blKa, 3aKO-
HaM COXpaHeHMA CUJ1, «COXHET» He TONbKO Bellb, HO
N caM CyOBEKT, «Mbl IETKO PaccTaeMcs C XU3HbHO,
KOTOpyto He owyaem» (Tam xe, c. 40).
MpebbiBaHME B NONIOXEHWNM aBTOMATUYECKOTO
NPOXWBaHWUSA XWU3HW, KOrAa A3blK NOAUYNHAET CyOb-
€KTa 3aKOHaM COXPaHEeHUs SHEPTMM, IKOHOMUMN CUA,
Korza yTpaunBaeTcs CoCOBHOCTb BUAETb Y OCO3HaH-
HO BOCMPUHMMATb OKPY>KatoLWUA MUP, COOTBETCTBYET
MOJIOXKEHWNIO MOCBALLLAEMOTO B MOYTK HEOCO3HaBae-
MOM MOTOKE OBbIAEHHOCTY «ellle-He->XU3HW», Koraa
€ro AencTBMA BbINOJHAOTCS MeXaHWUECKH, B pyC-
Nle 3aBefeHHOro KeM-TO MopPsAKa, KOraa oH Haxo-
AWTCA B COCTOSIHUN HeBeAeHus (HeBMAeHMs). 3aTeM
NPONCXOAUT KNtOUEBOE COBbITME, NOApPbIBatOLLEE
NPEeXHWI XOA4 XN3HM U HacTynaeT nepexos yepes
NMOpOr NPVBbLIYHOTO, Y3HABAEMOr0O, MexaHN4ecKo-
ro BOCNpuATUS 06bEKTOB BHELLHEro Mupa. MoMeHT
nepexoza, KJAHUYEeBOW aKT MHULMALNKN, CONOCTaBUM
C CUTyaumen apamaTypruyeckoro KoH®AMKTa, Koraa
B pe3y/ibTaTe KatacTpoduueckoro cobbiTns TeKCTy-
aNbHbIN OpraHn3M nonajaet B 30HY BO34eNCTBUA
CWUJ, 3aCTaBAAIOLLMX MEHATb TOUKY 3PEHUS, MEHATb
cebs. KapanHanbHas OMKa CNOXMUBLLIENCA CTPYK-
TYPbl BbIBOAMUT «Bellb» U3 COCTOSHWA aBTOMaTM3Ma
N OTKpbIBaeT HeoduUTy, Baarogaps 3anycky Mexa-
HWU3Ma OCTPaHEHUSA, MUP TakUM, Kak ByATO OH ero
BUAMWT BNepBble, MepeBoAa «Nerkyto», 6eccosHa-
Te/IbHO NPOXMBAEMYHO B HEBEAEHUN HOPMY XKU3HW,
B NPOLLECC «AeNaHNs BELLM», JIUTENbHOTO W 3aTpya-
HEHHOro BOCNPUATUS 3TOrO AENCTBMSA. TO COCTONA-
HVe NOBbILLIEHHOW OCTPOTbI 3PEHUA Y UHTEHCMBHOTO
nepexmnBaHusa HeEKOrAa OBbIUHbIX, «CTEPTbIX», «y3-
HaBaeMbIX», HO He «BUAUMbIX» BeLLEN OTKpbIBaeT

WHYIO, paHee HeBeoMYIo Ux npupogy. Cam npo-
Lecc ABAAETCA CMbIC/IOM MCKYCCTBA, OCHOBHas 3a-
Jlaya KOTOpOro MakCcrMmMasbHO MNPOA/IUTL YYBCTBO
«penaHuns sewm» (Tam xe, c. 58). MNMpogomxuTens-
HOCTb, 4OFOTa, TPYAHOCTb BOCNPUATUA U €CTb CO-
CTOSIHME IMMWUHANIbHOCTY, NEePEXOAHOCTH, KOTAa
nepecTtpanBaeTCca U BOCCO3JaeTcsd NAEHTUYHOCTb
Ha HOBbIX OCHOBaHWAX. OCTPaHEHHbIN B3rNag CBU-
feTeNbCTBYET O KaUeCTBEHHOM Nepexoje CUCTEMbI
BOCMPUATUA repos, Kak 1 untaTens, 13 aBToMmatnye-
CKOM HEOCO3HAHHOCTM «y3HaBaHWSA» B HOBOE MCU-
xohun3nyeckoe COCTOAHNE «BUAEHUSA».

Yepes npouecc «genaHns Bewm», nonagaHuns
B NMPOCTPAHCTBO ApaMaTyprnyeckoro KoHMAMKTa,
CTONKHOBEHUSA Pa3HbIX COCTOSHWUIA, 3anycKaeTcs npo-
Llecc BbIXo4a U3 aBTOMaTU3Ma, Nepexosa B MHOMN KOH-
TEKCT OCBOEHUS CMOCOBHOCTEN Nepeco3jaBaTh CBOH
naeHTnyHocTb (KannHun, 2009). 3ta cntyaumsa, Kor-
Aa yenosek, no cnosam ®.-P. AHkepcmmnTa, HauMHa-
€T CMOTpeTb Ha cebs, kak Ha [pyroro (AHKepCcMuT,
2007). Koraa, okasaBLlUNCb B METANO3UL MK, Yeno-
BEK CTAHOBUTCS «XYA0XHWUKOM OBbIAEHHOM XU3HW»
(B. b. LLknoBckwin), nepectpanBaeT cebs, OOHOBs-
eT BOCNpusaTMe, TBOPUT CBOIO cyabby. B. b. LLiknos-
ckuin B «CEHTMMEHTaNbHOM MyTeLecTBUM» MULLET:
«XopolLwo notepatb cebs. 3abbiTb cBOO damMuauio,
BbIMaCTb M3 CBOMX NpuBbIYek. [puaymaTb Kakoro-
HNBYAb YenoBeka U cumTatbh cebs uMm. Ecim Bbl He
MUCbMEHHBIN CTOJ, He paboTa, A HUKOrAa He CTan
6bl cHoBa BukTtopom Lknosckmnm» (LLknoBckui,
1986, c. 156).

CxoZHble nepexxnBaHua UCMbITbIBaA yYaCTHUK
DNEeBCUHCKUX MUCTEPUIA, MOCAE KOTOPbIX HEODUT He
TO/NIbKO POXAA/CA B KAUeCTBE HOBOTO, MOJHOLEHHO-
ro uneHa obLecTBa, He TO/IbKO COLMann3npoBancs,
HO eLLle 1 NpuobpeTan B NpoLecce NOCBATUTENbHOTO
fencTBa KOrHUTUBHbIE CMOCOBHOCTY, Aap MbICANTb
MHaue, YeM 0 NOCBALLEHNSA, MOHUMATb U BUAETb pe-
a/IbHOCTb COBEpPLUEHHO No-nHoMY. Tak, K. KepeHbu
nNpuBOAUT onucaHune 13 leposoTa, NokasbiBatoLlee,
YTO NpoLueawniA 0bpss CBUAETENb CalaMUHCKOIO
CPaXeHUs UMEET UHTENNEKTYaIbHOE MPEVNMYLLECTBO
nepes He NPoLLEALMM DNEBCUHCKME MUCTEPUM CO-
oTteyvectBeHHMKOM (KepeHbu, 2000). Camo «rpeve-
CKOe CyLLLeCTBOBaHMe», No TepMruHoorMmn KepeHby,
onpeaenanock 3TuM o6paAoM, 6610 OCHOBON UyB-
CTBa COMPMYACTHOCTM LLEHHOCTAM 0bLLerpeyeckoro
€fMHCTBa Ha OCHOBeE A3blKa, ObLLEro NPOCTPaHCTBa
KyAbTYpbl, NAEHTUYHOCTU JPEBHUX FPEKOB.

MepexosHble 06psAAbl NOCBALLEHMWS, pacCcMaTpu-
BaemMble ApHOAbAOM BaH eHHenom, conocTaBun-
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Mbl C MONIOXEHVEM BHEHAXOANMOCTM, ONMUCaHHbIM
M. M. baxtnHbiM (BaxTuH, 1986) npumeHUTENbHO
K MOCTPOEHMIO MAEHTUYHOCTY (3akoBopoTHas, 1999)
repos B NoMPOHNYECKOM NPOCTPaHCTBE pOMaHa
®. M. Joctoesckoro. I. J1. TyNbUMHCKUIA NOKa3bIBaET,
uTo HaXTUHCKUIN CyOBbEKT cTpemutcs obpectn cebs
N coBeplUaeT AeNCTBUS, BbIBOAALLME CUCTEMY U3
paBHOBecwus. [leliCTBMA, UMEIOLLME paHT MOCTynKa
(TynbumHckmi, 1990, c. 29), MEHAKOT CMbICIOBOE Ha-
noJsiHeHWe ero obpasa B nNpoLecce gvanora c pas-
JMYHBIMU CTOPOHAMUN CBOEW NYHOCTM 1 [pyrum.
lepoi B NpOCTpaHCTBE XyAOXECTBEHHOIO NPOU3-
BeJeHMA NepexXnBaeT COCTOAHME NepexoiHOCTH
1 He3aBepLUEHHOro akTa CTaHOBAEHUA NAEHTUYHO-
CTW, MPOXOXAEHNA MHMLMAL MK, CNOCOBCTBYOLLEN
npoueaype c6opkn 1 06HOBAEHUIO ero «f», CUH-
Te3npyroLLel pasHble CTOPOHbI INYHOCTN. ABTOP
nMeeT NPMBUAErMPOBAHHYIO MO3ULNIO BHEHAXO-
AMMOCTU (NEPEXOAHOCTL), MO3BOAIOLLYH MEHATb
B3r/144, CMOTPETb r1a3amu repos Ha CMTyaumto co
CTOPOHBI, YN1aBANBaA OTPa>KEHHbIN, 3epKasbHbIN
B3rnag [pyroro (baxtuH, 1996, c. 72). Terenban-
cKkas Mofenb cTaHoBaeHMs cybbekTa (Merenb, 2021),
pa3suBaemasa M. M. baxTUHbIM B yYeHWU O Anano-
re n KapHaBa/e, nerfa B OCHOBY NpeACcTaBAeHWNI
0 CTaAnanbHOM xapakTtepe npotecca dopmMmnpoBa-
HWA MAEHTUYHOCTU Yepes NPOXOXKAEHNE KPU3NCOB-
UCMbITaHWI (MOPOroB NePeXoaHOCTU UK, COFlacHO
FO. M. JloTMaHy, «FrpaHuL, CEMaHTUYEeCKUX Noaen
NpocCTpaHCcTBa» TeKCTa, NpeojoneBaeMblx repo-

eM (JlotmaH, 1970) B AnanekTM4eckon B3amMocC-
BA3W OTHOLWEHUN «fl — Jpyron».

Takvm 06pa3om, Mbl BUAUM, UTO HECMOTPA Ha
BCE pa3/inums Mexay nUlyyeHne ceMaHTUUYecKunx
CTPYKTYpP KaK YCTOMUMBbLIX A8 UHAMBUAYaNbHOTO
N KONNEKTUBHOIO CaMoONpeAeneHna N N3yyeHun-
eM pUTyasoB MHULMALMN KaK pecypca CeMaHTu-
3auuMm NyTW, ecTb obLwas nepeMeHHas Nyt repos,
KoTopyto [Mponn pekoHCTPYMpyeT B CBOEN KHUre 06
NCTOPMYECKNX KOPHAX BoALLE6HOM ckasku. Mo 06-
pasuy paHHero v nosgHero Xangerrepa, uam pas-
Hero n no3aHero ButreHwTenHa, MOXHO roBOpuUTb
0 paHHeM u no3aHeM Mponne. Ho no3aHwmii Mponn
He onpoBepraeT paHHero, HO CUHTE3NpPYyeT Te A0-
CTUXKEHMA TEOPETUYECKOWN MbICIN, KOTOPbIE Bblin
COBpEMEHHbI eMy paHHeMy. Tak, OH npespallaeT
ocTpaHeHue no LUknoBckoMy, MPUHLMMbI CloXe-
TocnoxeHms no LWknosckomy n SiixeHbaymy, Tor-
JallHMe NomcKkn obLLLero NpUHLMNa MeTackoXEeTUKM
y KepeHbun, B uccnegosaHme cneyndukm nHuLma-
umn. Tam, rae ero COBPEMEHHUKM BUAENN OTAENb-
Hble yKa3aHus Ha UHULMaLMIO, Ha UCTIbITaHWs repou,
AeAHNA 1 CTpacTu repos, Tam Mponn cTpemMnTcs Bu-
JeTb yXe NPoWAeHHble NCMbITaHUS, y>Ke obpeTeH-
HYHO HOBYH UAEHTUUYHOCTb. B 3TOM CMbIC/ie MOXHO
cKaszaTb, YTO onTnka GOpPMannCTOB XMBOMMUCHaS,
a ontuka [ponna — MKOHOMKWCHas, He ClyyYariHo
OH yBJIEKaNCa ApeBHEPYCCKOM MKoHonucbto (Map-
koB, 2022, c. 14). OH BNAUT y>Xe HE MOMEHTbI UCMbl-
TaHuWs, a UeNoCTHbIM 06pa3 NAEHTUUYHOCTW.
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