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TRANSITIVITY, NARRATIVE, IDENTITY

Summary: The connection of the carnival activi-
ty with the states of transition offers the neophyte
participant an opportunity to experience the act of
death and rebirth in a new capacity, acquiring a new
identity and taking his or her place in society. Similar
experiences are experienced by the believer who has
embarked on the path of movement towards truth,
finding him or herself through contact with the im-
ages of the iconostasis and instantaneous transfer
into the realm of truth, in union with God. The barri-
er on the way of the hero of works of art, literature,
and cinema is the boundaries of the worlds that de-
termine the dynamics of the narrative and the pro-
cess of internal transformation. The change of the
subject’s state through various forms of crossing the

As a stage of development in carnival dialog-
ical action, transitionality reveals the connection
of the carnival image, the procedure of inversion,
with initiation rites. These, in turn, are connected
with the process of recreation and acquisition of
a new status, a new identity. As E. Meletinsky ob-
serves, P. Sentiv, who established the connection
between carnival inversion and initiation rites (Me-
letinsky, 1976, p. 146), came to this V. Propp’s idea
somewhat earlier. In a certain situation, the estab-
lished system of social relations is subject to sym-
bolic breakdown, deformation, timelessness (Lich,
2001, p. 45). Its hierarchical axis is subject to de-
struction, it turns into a chaotic formation. Finding
themselves at the zero line of the social structure,
the organisms that once created a rigid structure
are modified; they change the signs of social sta-
tus to the exact opposite, as if turning into their
opposite, turning inside out. The presence of so-
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boundaries of the worlds according to a single sce-
nario: removal, staying in an intermediate state and
return determine the change of the qualitative state
of the initiate’s psyche; after the ceremony he appears
capable of such complex intellectual procedures as
the correct production of metaphors. Ritual forms of
initiation proved to be not only the core of the tex-
tual organization of the magic tale, but also of such
later forms of art creation as the epic and the Euro-
pean novel itself. Through the three-act structure of
the monomyth, the literary form has passed to the
scripts of the feature film, keeping with it the idea of
initiation, which is the basis of the character’s arch.

Keywords: initiation, identity, narrative, hero’s path,
composition of the fairy tale.

ciety in such a "mixed” chaotic state allows us to
compare the carnival with rites of passage (Melet-
insky, 1976, p. 146), with initiation, when the ini-
tiates were taken outside the community for the
duration of the ritual and were isolated on the pe-
riphery in a certain isolated group before renew-
al. In the movie Bullfinch (2023) by B. Khlebnikoyv,
something similar happens with the young men be-
ing tested, who found themselves on a fishing ves-
sel in the status of interns.

M. Bakhtin's ideas about the hero’s transition-
al, time-extended position in the artistic space of
the novel reveal similarities with the ideas of P. Flo-
rensky. In Iconostasis, the path of the knower is de-
scribed; at a certain point in the movement, they
are faced with the need to carry out the procedure
of conversion to their opposite in order to develop
the ability of inner vision in themselves, the “eye of
the soul”, revealing the truth in a state of “inver-

sion”. Liminality, threshold, borderland — it is both a
dream state and a point of transition from the vis-
ible world to the world of invisible things, “a mix-
ture of images of ascent with images of descent”
(Florensky, 1993, p. 24). It is the place of transition
from the lower world to the upper world, where
the icon serves as a means of transport for the be-
liever, who has embarked on the path of discover-
ing the truth, into the “event of faith” (Podoroga,
1995, p. 166). And as the walker moves, “purifi-
cation” occurs, deliverance from layers of corpo-
reality that interfere with vision and from illusory
images of oneself, reflected faces, artificial masks,
false roles. The encounter with them as with car-
nal temptations must be overcome in order to dis-
cover in oneself the true identity with the inner
core of the personality, capable of manifesting the
Face, the authentic identity revealed in the "event
of faith” after passing the trials at the culminating
point of contact with the Truth through the medi-
ating principle of the image of the holy witness. It
is the act of acquiring the highest and unattaina-
ble gift, identification with the image, while realis-
ing the impossibility and inadmissibility of merging,
absolute identification with it.

The path of knowledge through the point of
conversion, described by P. Florensky, is structur-
ally and dramatically related to the three-act archi-
tecture of the hero’s path, described by V. Propp.
In the same way, the hero's stay in a state of ho-
meostasis is a shortage and a certain entry point
into another world, a world of trials, transforma-
tion at the moment of contact with the truth, and
an exit point (temporary death), a return in a differ-
ent quality with an acquired identity, qualitatively
changed optics, an opened ability to see what was
hidden under the cover of the familiar.

In a number of works by Y. Lotman (Lotman,
1992), A. Baiburin (Baiburin, 1993), G. Levinton (Lev-
inton, 1975), D. Segal (Segal, 2011), the genesis of
narrative forms is revealed, references to two inter-
connected cycles of the composition of a fairy tale
are found: the initiation complex and ideas about
death, dying, and resurrection in a new capacity with
a new name of the hero, undergoing a ritual, cross-
ing the spatial boundaries of the world of the living
and the dead on their way to the afterlife (Propp,
1996, p. 43). Following V. Propp’s thought, G. Lev-
inton comes to the conclusion that “initiation really
contains a model of any narrative text (for exam-
ple, the separation of an individual from a group

can underlie the very concept of a hero as a sub-
ject; departure and return — through a fairy tale
— became the framework for most plots; the char-
acteristic rhythm of losses and gains is also found
in many genres)” (Levinton, 1980, p. 544) and it is
the organising principle of later texts, such as, for
example, the medieval novel.

In her work Image and Concept, O. Freidenberg
presented her view on the formation of narrative,
and with it, on the qualitative changes in the struc-
ture of the European subject in general. Continuing
the direction associated with the name of A. Potebn-
ya, rethinking A. Veselovsky's legacy, O. Freidenberg
describes the birth of a new form of story through
a change in the subject’s state. As a result, a transi-
tion from concrete to abstract thinking takes place.
Then, along with direct speech and visual imagery
of the narrative (story as a show), indirect speech
appears, testifying to the separation of the subject
from the subject-object unity, which did not previ-
ously distinguish the conventional, allegorical nature
of metaphor (Freidenberg, 1978, p. 232). Therefore,
the experience of silent cinema was often an expe-
rience of expressionistic recognition of the whole
world around as a shadow, as an attempt to move
on to abstract thinking about one’s own destiny
(Arustamova, Markov, 2023), while sound cinema
made it possible to emphasise the monomyth, as
we will show below.

The sensory image of the myth undergoes chang-
es, and abstraction is separated from it; the ability
to correctly produce metaphors is formed. Mytho-
poetic syncretism gives way to a private form of
the subject; a bearer of conceptual thinking ap-
pears, creating a narration, its new type. The an-
cient model of the rite of passage, "departure and
return”, death and sending to another world, and
then arrival from there, “coming into the world and
coming to life”, is the origin of modern narration.
"It (the ancient narration — author’s note) is entire-
ly based on the witnessing of the beholder. The
other world is its theme. It has two scenarios — the
scenario of departure and the scenario of arrival”
(Freidenberg, 1978, p. 276). Here, too, the three-
part matrix scheme of the initiation rite occurs: re-
moval, stay in an intermediate state, and return.
Freidenberg's ideas are consonant with the ideas of
M. Bakhtin (Bakhtin, 2000), E. Benveniste (Benven-
iste, 2002), P. Ricoeur (Ricoeur, 2008), F. Ankersmit
(Ankersmit, 2003), J. Bruner (Bruner, 2005), who de-
veloped the idea of the subject’s identity formation
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in the flow of narrative forms of language, originat-
ing in initiation rites.

E. Meletinsky emphasised that “the explanato-
ry myth for the initiation rite is the tale core” (Me-
letinsky, 1986, p. 9) and that “the trial or series of
trials that they (the hero of the medieval novel — au-
thor’s note) go through in order to become a real
hero or prove their heroism is initiation. The hero's
initiation reflects... the customs of initiation into
this or that status, primarily obligatory for every-
one upon turning into an adult hunter, warrior, but
also a member of a male union, a leader, a priest”
(Meletinsky, 1983, p. 76). The initiation rite finds its
embodiment in the chivalric novel. Thus, “the nov-
el about the Grail is entirely a narrative about initi-
ation, a kind of history of the multi-stage initiation
of an ideal knight” (Ibid., p. 78).

The moment of bestowing a name on the initiate
after some kind of trial occupies a special place in
the initiation rite. Moreover, the descriptions of tri-
als during which the hero suffers temporary death
are important. It is the key moment of the trials, af-
ter which the aspirant takes a higher place in the
closed, privileged group, with a new name and a
new identity. Meletinsky identifies three stages in
the composition of a chivalric novel which has an
initiation structure: departure, separation from the
homely, cosy world of childhood, initiation itself, a
series of trials-adventures with scenes characteris-
tic of the rite of entry into another world, meeting
monsters, temporary death, etc., and return with
the acquisition of a new name, status, knowledge,
and skills (Ibid., p. 78). K. Naranjo traces the ritual
nature of literary monuments to the acquisition of
knowledge (Naranjo, 1997).

Speaking about the structure of the chivalric nov-
el and emphasising the importance of the initiation
complex underlying the novel's composition, Me-
letinsky notes that the hero’s (Perceval’s) initiation
had to break "his close connection with his moth-
er, who sought to isolate the young man from the
male... circle... All this, by contrast, emphasises the
necessity and prospect of initiation since initiation
is separation from the mother, from the world of
women and children and the transition to male so-
ciety. It is the onset of maturity, the acquisition of
knowledge and wisdom; it is a series of trials for
a man..." (Meletinsky, 1983, p. 79). Moreover, ini-
tiation is associated with the acquisition of a real
name, the hero's transition to the “lower” world of
the dead, and return from there.
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Analysing F. Dostoevsky's Crime and Punishment,
V. Toporov showed that the rites of passage under-
lie the novel's composition and subordinate the
means of artistic expression of the novel (Toporov,
1995). As a person undergoing a rite of passage,
Raskolnikov crosses the semantic boundaries of the
novel's space, as a result, he undergoes mental and
physical conversions, experiences temporary death,
and is resurrected again. E. Meletinsky, S. Neklyu-
dov, E. Novik highlight the role of initiation rites in
fairy tales, in epics, and in early forms of the Euro-
pean novel. “In the medieval novel..., some funda-
mental mythologemes are reworked and passed
through the prism of a fairy tale: first of all, the my-
thologeme of initiation...” (Meletinsky, Neklyudov,
Novik, 1994, p. 48). In the section "Heroic Myths
and ‘Transitional’ Rites” of The Poetics of Myth, Me-
letinsky outlines the prospects for studying literary
plots, their mythopoetic nature, genetically ascend-
ing to rites of passage. He points out that “V. Propp,
E. Stanner, and J. Campbell independently discov-
ered a ritual scheme of initiation in heroic myths
and fairy tales” (Meletinsky, 1976, p. 227).

In The Hero with a Thousand Faces (1949), J.
Campbell identified the structure of the hero's jour-
ney on the basis of myth and described it using the
concept of “"monomyth”, which underlies any nar-
rative. "He discovered that any story, whether in-
tentionally or not, follows the ancient scheme of
the myth, and all stories, from a vulgar joke to the
highest achievements of literature, can be interpret-
ed in terms of the hero’s journey: as a monomyth”
(Vogler, 2015, p. 40). The concept of “monomyth”
was borrowed by J. Campbell from Finnegans Wake
by J. Joyce, and the method of studying myths is
connected with C. Jung's analytical psychology and
goes back to his teaching on the archetypes of the
collective unconscious. The monomyth has become
an active unit of analytical discourse and has firm-
ly entered the visual media culture. Movies, vid-
eo games, fan art, and advertising are built on it.

According to J. Campbell, the monomyth is a
basic model of narration, according to which the
hero makes a journey, overcoming difficulties, mov-
ing from one state to another, undergoing internal
changes, gaining inner freedom at the end of the
path or, according to C. Jung (Jung, 2019), the self
(the integrity of all parts of the personality achieved
in the process of individuation) (Jung, 1996). The
hero’s main trial, corresponding to the key moment
of the initiation rite in the social life of archaic cul-

tures, is the central event of the monomyth. "The
hero's path of the mythological adventure is usu-
ally an extension of the formula of any rite of pas-
sage, solitude — initiation — return, which can be
called the central part of the monomyth. The hero
ventures from the mundane world into the realm
of the wondrous and supernatural. There, they en-
counter fantastic forces and achieve a decisive vic-
tory: from this mysterious adventure..., they return
endowed with the ability to bring good to their fel-
low congeners” (Campbell, 2015, pp. 37-38).

The key moments of the journey, the sequence
of trials that refer to the rite of initiation, which un-
derlies both the plots of the fairy tale and the three-
act structure of the monomyth, form the character
arch in cinema; moreover, they determine the rhyth-
mic pattern of the movie's dramaturgy according
to the model of the fairy tale as a set of losses and
gains. Each of the nodes of the monomyth, and all
of them as a whole, form the basis of the hero’s
journey, and in turn, this universal structure (the
departure after the call, the preliminary and main
trial, and the return in a renewed form) consists of
more detailed morphological elements dedicat-
ed to the hero’s specific action, consisting of 17
stages. The first stage, Departure, includes: 1) Or-
dinary World; 2) Call to Adventure (the beginning
of the action); 3) Refusal Of The Call; 4) Supernat-
ural Patronage (Meeting The Mentor); 5) Crossing
The Threshold; 6) Belly of the Whale. The second
stage, Initiation, consists of the following steps: 7)
The Road of Trials; 8) Meeting with the Goddess;
9) Woman as a Temptress; 10) Atonement with the
Father; 11) Apotheosis; 12) The Ultimate Boon. The
third stage, Return, includes: 13) Refusal of the Re-
turn; 14) The Magic Flight; 15) Rescue from With-
out; 16) The Crossing of the Return Threshold; 17)
Return. The hero gains the status of the Master of
the Two Worlds; Freedom to Live opens up before
them. They go through the initiation rite, and find
their true "I".

K. Vogler transformed J. Campbell's 17-step mod-
el into a 12-step algorithm for writing a script for
various movie genres, including the stages: 1) Or-
dinary World; 2) Call to Adventure; 3) Refusal of the
Call; 4) Meeting the Mentor; 5) Crossing the Thresh-
old; 6) Trials, Allies, Enemies; 7) Approach to the In-
most Cave (equivalent to the Belly of the Whale);
8) Ordeal; 9) Reward; 10) the Road Back; 11) Res-
urrection; 12) Return with the Elixir.

J. Campbell’'s approach has been criticised for
male chauvinism (Murdoch, 2018), for turning to
the mystical and unprovable provisions of C. Jung’s
teachings, for universalism (Dundes, 2005), and bi-
opsychological reductionism (Meletinsky, 1994, p.
10). Nevertheless, the archetypal construction of
the hero’s journey, based on the rite of passage,
largely owing to George Lucas's Star Wars (Gordon,
1978), becomes a stable model of feature movies
(Voytilla, 1999), reflecting the process of identity
construction.

Using the material of a fairy tale within the frame-
work of a historical-genetic approach that takes
into account the socio-cultural evolution of artis-
tic forms, V. Propp showed that the narrative struc-
ture of folklore has a strictly defined syntagmatic
sequence of linearly arranged structural elements
(functions) that unfold in an invariable order, inter-
connected plot nodes, motifs (trials), or, according
to Y. Lotman, a “composition of techniques” (Lot-
man, 1970, p. 281). The initial deficiency prompts
the hero to action, to go out in search of a magic
remedy. It is the first stage of the three-part initi-
ation model, when the initiate leaves the world of
habitual existence, stands out from the established
environment of the community. Following the “mis-
fortune-deficiency”, they undergo a preliminary or
“qualifying” trial, according to A. Greimas (Greimas,
2004), and acquire a magical assistant or a magical
means that helps to overcome difficulties in the fu-
ture. A series of losses and acquisitions makes up
a certain dramatic pattern; the twists and turns set
the rhythm of the tale, and the actions of the hero
undergoing the tests are aimed at presenting their
qualities to those who must recognise them as a
real hero. Passing trials, often both the main and
additional ones, is aimed at overcoming the ambi-
tions of the false hero, who follows the main char-
acter and seeks to appropriate their achievements,
to pass themselves off as them. It is the second
stage of initiation; it can last a long time (Levinton,
1980, p. 544). Then the hero, passing the final test,
asserts themselves in the eyes of the Other, con-
solidates their identity, shows that they are a true
hero and rightfully claims to gain the gift, to rec-
ognition, since they have overcome all difficulties,
transformed, became the Other. As a consequence
of these transformations, they correspond to a new
position in the social hierarchy. The appearance of
the renewed hero at the third stage is intended to
emphasise that they died in their former capacity,
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passed the trial of death, travelling in the afterlife,
acquiring sacred meanings, receiving knowledge
from dead ancestors, and were reborn in a new
state, which was facilitated by a medium, a mentor.
V. Propp writes that the path, a series of trials, “re-
tains not only traces of ideas about death, but also
traces of a once widespread rite closely associat-
ed with these ideas, namely, the rite of initiation of
youth at the onset of puberty” (Propp, 1996, p. 53).

The acquisition of identity, received from the
Other, recognition in the form of a gift (marriage,
obtaining a higher status) is the main result of the
fairy tale, as well as of the initiation rite. “... The
hero must prove that it was them, and not their im-
postor rivals..., who accomplished the feat and de-
served the reward in the form of marriage to the
princess (prince). Identification of this kind is also
found in primitive folklore; however, it is especially
characteristic of the developed fairy tale” (Meletin-
sky, 1986, p. 61). At the end of the journey, after a
series of failures, the hero is transformed, which is
what the trials are aimed at.

According to Propp, the further development
of culture contributed to the fact that the initia-
tion rite and the associated cycle of ideas about
death, which gives a new social status and identity
to the subject upon successful completion of the
trials, formed the basis of oral narratives, composi-
tional elements of the fairy tale, in which this rite is
reflected. These are such motifs as “taking or ban-
ishing children into the forest or abducting them by
a forest spirit, a hut, selling, beating heroes by Yaga,
chopping off a finger, showing the remaining ones
imaginary signs of death, Yaga's oven, cutting and
reviving, swallowing and regurgitating, receiving a
magic remedy or a magic assistant, travesty, a for-
est teacher and cunning science” (Propp, 1996, p.
352). It is important to emphasise once again that
it is in the fairy tale, according to Propp, that two
interconnected and practically inseparable cycles of
“early forms of social life” are well-preserved: the
initiation rite and the cycle of “ideas about death”
(Ibid., p. 32), originating in myths about the origin
of cosmic order from chaos. And they are the “an-
cient basis of the fairy tale” (Propp), and a little later
the basis of all subsequent more complex narratives
(Meletinsky, 1986, p. 47) that have an author, in-
cluding feature movie scripts that reflect the pro-
cess of the hero acquiring an identity.

No less significant is the fact that Propp consid-
ered the structure of the fairy tale in the context of
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primitive ideas about the main role of myths, sto-
ries about the history of the tribe, in the initiation
rite. The oldest form of the story about the hero-an-
cestor (Meletinsky, 1982, pp. 25-28), the “progres-
sive mediator” (Kongas-Maranda, Maranda, 1971,
Maranda, 1980) recreated the structure of the per-
sonality of the initiate, entering the full life of a
member of the collective, determined their idea of
themselves, their place within the community, and
the principles of interaction with other participants
in the social drama. The myth, the story conveyed
by the mentor, formed a new personality, and this
was the main thing in the initiation rite. By assimi-
lating sacred knowledge, immersing oneself in the
mythical history of the tribe, the aspirant acquired
an identity, the ability to think of themselves and
describe the world in the categories of myth. We
can say that a new life was acquired; it seemed to
flow with the myth from the mentor (storyteller) to
the initiate (Propp, 1986, p. 104).

Propp drew attention to the applied nature of
the instructions received by the aspirants from the
mentor in the process of preparation for the rite.
In addition to the fact that the young men were in-
troduced to the myths and rituals of the tribe, they
were given practical skills and abilities. The initiates
had to be able to influence the natural world, and
they received these skills in the process of mas-
tering the skills. “The initiation rite was a school,
a teaching in the truest sense of the word” (Ibid.).
According to Propp, the rite, first of all, has a prag-
matic element, “the main thing is not knowledge,
but skill, not cognition of the imaginary world of
nature, but influence on it” (Ibid.).

However, immersing oneself in the process of
preparation for the rite, undergoing training and
mastering practical life skills through communi-
cation with the mentor and participating in ritual
practices, the aspirant acquired not only specific
knowledge but also became acquainted with myths,
which is the main thing and the essence of initia-
tion. Young men listened to the mentor, conveying
mythical ideas to them, which were then embodied
in the dramatic performance of the rite itself. Myth-
ical events "were not so much told as depicted in
a conventionally dramatic manner... The meaning
of the events that were happening to them was re-
vealed to the initiate. The stories were likened to
the one they were telling about. The stories were
part of the cult and were forbidden” (Ibid., p. 355).
These were stories about what would happen to

the initiate during their journey; moreover, they
were stories about the universe, about the ances-
tors’ deeds.

According to Propp, living history in a ritual ac-
tion is primary, and the myth itself in its narrative
expression is secondary; it is formed into a story and
develops later than ritual practices. The neophyte’s
integration into a myth (be it a ritual drama of mys-
teries, immersion in mythical stories conveyed by
a mentor) allows them to be included in a certain
system of knowledge about the tribe and in the
structure of the narrative constructing the image
of identity, into which the initiate enters and with
which they identify. The complex procedure of the
initiation rite, reflected in myths, fairy tales, and fes-
tive rituals, endowed the aspirant with knowledge;
moreover, it provided a place in the social structure
of the tribe and opened up the prospect of life it-
self, a renewed life with a new name, in a new and
full-fledged quality with a place in society. After
all, along with the story, the mentor, according to
mythological ideas, not only supplied the mentee
with important and necessary information that al-
lowed them to effectively adapt to reality, but also
conveyed to them the most important part of their
life, the sacred component of the very essence of
being (Lévy-Bruhl, 1994, p. 281).

In the minds of the bearer of archaic conscious-
ness, to tell, to convey a myth to the aspirant meant
to convey to them their life, which was literally al-
ienated from the mentor, left them as the story was
told, and was conveyed along with the story to the
initiate. Hence, the idea of a myth as a reality, as
life itself. B. Malinovsky writes that “...myth... is a
living reality to which a person constantly turns...”
(quoted from: Eliade, 1995, p. 30) Moreover, A. Losev
emphasises that “in myth, there is no division into
subject and object; therefore, myth is reality itself,
life itself. And this, in fact, is not the ‘objectifica-
tion of meaning’, but its ‘objectivity’, ... pre-figura-
tive ... reality” (Losev, 1991, p. 151).

The myth'’s function to convey life, to endow the
initiate with it should be understood not as a meta-
phor, an allegory reflecting archaic forms of thinking,
but as a reality when the initiate found themselves,
returned after removal, social isolation, experiencing
temporary death, in a new quality, when they were
resurrected in a new state with the ability to see
the world and realise their place in it. This knowl-
edge is transmitted to them through the mentor’s
story along with life in the process of ritual action.

In the context of modern research, the structure
of narrative performs a similar function to myth, de-
termines the processes of identity formation in the
interaction of the subject with the story, with his-
tory. In his work Life as Narrative (1987), J. Bruner
shows that “...We seem to have no other way of de-
scribing 'lived time’ save in the form of a narrative.
<...> There is no such thing psychologically as ‘life
itself'. ... Life is a story, a narrative, no matter how
incoherent it may be” (Bruner, 2005).

Interaction with the Other opens up the pros-
pect of forming a cultural subject’s identity, giving
the listener a new image through the story, embed-
ding them in the fabric of time with a certain vision
of themselves, woven into the historical experience
of society. The idea of the life-giving function of
art is developed by V. Shklovsky: “... the poet and
poetry are not only generated by life, but they also
generate life... models of the world are created in
poetry, created in order to rebuild the world” (Shk-
lovsky, 1970, pp. 249-250) and, one can add, in or-
der to rebuild a person involved in the process of
“making things”. Depending on the stage of iden-
tity development, the structure of the relationship
with the Other changes, the possibility of independ-
ent choice and construction of a narrative appears,
opening a new path in life, allowing one to over-
come the automatism of perception and see one-
self, one's image in other contexts.

The question-answer construction underlying
mytho-folklore plot complexes and early literary
forms goes back, as shown by V. Toporov (Toporov,
1998, p. 76), to archaic rituals. In turn, they are as-
sociated with initiation rites, when the subject, be-
fore finding themselves and the right to take the
place of a full-fledged member of society, had to
give the correct answers to the questions asked by
the examiner. Or receive answers to their questions
from the giver and gain important knowledge, a
tool for effective interaction with reality. The com-
bination of dialogical question-answer construc-
tions forms the structural basis of the movie, its
plot; there, at each key moment, at trial points, the
hero finds themselves in a situation of micro-con-
flict, they have an opportunity to understand the
cause of the crisis and begin the process of liber-
ation from illusions. The emerging transition from
the mask to the persona is constantly postponed
due to the hero’s unwillingness to admit the real
state of affairs.
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After all, if the goal of the journey is enlighten-
ment, the acquisition of knowledge and self-change,
then knowledge is revealed in the process of trans-
mission from the initiator to the initiate in interac-
tion, for which the hero must be internally prepared.
As shown in the article by A. Kayatkin (which exam-
ines the nature of the motif and plot organisation
within the framework of A. Veselovsky's Historical
Poetics from the historical position of the forma-
tion of personality), the very procedure of the tri-
al by question-and-answer dialogue presupposes
an act of embodiment and exposure, which once

accompanied the transition from collective to per-
sonal consciousness (Kayatkin, 2000).

The relationship of the plot with the ritual shows
that the motif-plot compositional unity reflects the
drama of the individual's emancipation, the change
of hero's states, their socialisation, the formation of
individual consciousness and identity; it is reflected
in modern artistic practices in literature and feature
movies. The question-answer construction turns out
to be both part of carnivalisation in terms of per-
ception and also part of the revival of the initiation
ritual in terms of the hero’s action.
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AHHomayus: CBA3b KapaHaBaJbHOro AelicTBa C Co-
CTOSHUAMMN NePEeXOAHOCTU OTKPbIBAET Nepes yuYacTHu-
KOM-HEOhUTOM BO3MOXHOCTb MePeXnTb akT CMepTu U
BO3POXAEHUS B HOBOM KauecTBe, 06peTs HOBYHO MAEH-
TUYHOCTb, 3aHMMas BMeCTe C Hell CBoe MecTO B 0bLue-
cTBe. CXOAHble NePeXMBaHNS UCMbITEIBAET BEPYHOLLUN,
BCTaBLUMIA Ha NyTb ABUXEHMUSA K UCTUHE, HaxoAsaLW WA
cebs yepes KOHTaKT ¢ obpazamMu UKOHOCTaca U MrHo-
BEHHbI NepeHoC B 06/1acTb UCTUHBI, B €AUHEHUN C
Borowm. Mperpagoi Ha NyTW repos NPou3BeAEHWI UC-
KyCCTBa, IMTEpPaTypbl U KMHO, BbICTYMaET rpaHuLibl My-
pOB, OMpeAensoWmnX U JUHaMUKy NOBECTBOBaHMWSA, U
npoLecc BHYTPEHHUX NpeobpasoBaHmii. CMeHbl COCTO-
AHWA cybbekTa yepes pasanyHbie GOpPMbl NEPEXO0B
rpaHuL, MUPOB MO eAMHOMY CLieHapuIo: yaaneHue, npe-

MepexoAHOCTb KaK 3Tan pasBUTUA B KapHaBab-
HOM AManornyeckom Aencree obHapy>K1MBaeT CBA3b
KapHaBasibHOro obpasa, npoueaypbl UHBEPCUK, C 06-
pAZamMun MHULMALMK, a Te, B CBOIO OYepesb, C Npo-
LLleCCOM BOCCO3/aHnsA 1 06peTeHNst HOBOrO CTaTyCa,
HOBOW MAeHTMYHOCTK. K 31Ol Mbican B.A. Mponna,
Kak nokasbiBaet E. M. MeneTuHCKUA, NpuxoamT He-
ckonbko paHee M. CIHTUB, YCTaHOBMBLUWNI CBA3b
KapHaBaJbHON MHBEPCUMN C 0bpsAAaMM NOCBsALLE-
HuA (MenetuHckmia, 1976, c. 146). B onpepeneH-
HOW CUTyaLMM YCTOABLUASACS CMCTEMA COLMaANbHbIX
OTHOLLEHWI NOABEPraeTcs CUMBOIMYECKOMY C/O-
My, aedopmaumn, 6e3spemenbto (Jlnu, 2001, c. 45).
Ee nepapxunueckas ocb nogBepraeTcs paspyLLeHMIO,
npeBpaLLlaeTcs B xaoTnuyeckoe obpasoBaHue, a opra-
HW3Mbl, CO3JaBaBLUMNE HEKOTAA XECTKYHO CTPYKTYPY,
0Ka3aBLUNCb Y HYJI€BOW YepTbl COLMANIbHOM CTPYK-
TYpbl, BUAOV3MEHSAIOTCS, MEHAROT 3HaKu obLLecTBeH-
HOrO MOJIOXEHMA Ha NPAMO NPOTUBOMOIOXHbIE,
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6bIBaHVe B MPOMEXYTOUYHOM COCTOAHUN 1 BO3BpaLLe-
HUW ONpeaenstoT U CMeHY KayeCTBEHHOIO COCTOAHMA
NCUXMKWU MHULMMPYEMOro, nocne obpsaja OH OKasbiBa-
€TCA CMOCOBHbBIM K TaKUM CNOXHBIM UHTEANEKTYaNbHbIM
npoueaypam, Kak KOppekTHOe NpPOoM3BOACTBO MeTa-
dop. ObpasoBble POPMbI MOCBALLEHNA OKa3aaUCh He
TONIbKO A4POM TEeKCTyalbHOW OpraHunsauum Boalweb-
HOW CKa3Ku, HO ¥ Takux Bbonee No3aHUX GOPM XyAoxKe-
CTBEHHOTrO TBOPYECTBA, KaK 3MOC U CaM eBPONencKui
poMaH. Yepes TpexakTHYt0 CTPYKTYpy MOHOMUda fnTe-
paTypHas ¢opma nepeLusia CLLeHapun UrpoBoro KMHo,
coxpaHas ¢ CO6OM nAet MHMULMALMK, NeXaLlyto B OC-
HOBe apKW nepcoHaxa.

Knroyessle coea: uHUyuayus, udeHmMu4yHocme, Hap-
pamue, nyme 2epos, KoMno3uyus 8oawebHol ckasku.

Kak Obl ObpalLatoTCsl B CBO NMPOTUBOMOIOXHOCTD,
BbIBOpPAYMBaOTCA Han3HaHKy. [pebbiBaHWe coum-
yMa B TaKOM «CMeLUaHHOM» XaoTN4YeCKOM COCTOA-
HUM NO3BONSAET CPaBHMBATbL KapHaBas C obpsasamu
nepexoga (MenetunHckui, 1976, c.146)., ¢ UHULMa-
LMen, Korja nocesLlaeMble BbIBOAWINCE Ha BPeMs
06psaa 3a npesensl 06LWMHBI U U30ANPOBAANCH Me-
pes obHoBNEHWEM Ha nepudepunn B HEKON N30U-
poBaHHON rpynne. Heuto Nog06HOE NPOUCXOANT
C NCMbITyeMbIMW FoHOWaMn 13 punbma «CHernpb»
(2023) b. XnebHMKOBa, OKa3aBLUMMUCS Ha pblboso-
BELKOM CyAHe B CTaTyce NpakTVKaHTOB.

Naen M. M. baxTiHa 0 nepexofHOM, pacTaHyTOM
Mo BPEMEHW MOJIOXEHUM repost B XYAOXKECTBEHHOM
NPOCTPaHCTBE pOMaHa 0bHapy>KMBaKOT CXOACTBO C
naeamu M. A. dnopeHckoro. B «MkoHocTace» onn-
CaH nyTb NMO3HatOLLLEro, CTaJlKMBaroLLErocs ¢ Heob-
XOAVMMOCTbIO B ONpesesieHHOW ToYKe ABUXKEHWNS
npoun3BecTu nNpoueaypy obpalleHns B CBOK Npo-

TUBOMOJIOXHOCTb, YTOObI B COCTOAHUN «BbIBEPHY-
TOCTM» Pa3BUTb B cebe CNoCOBHOCTb BHYTPEHHETO
3peHMS, «OKa AyLUN», OTKPbIBAOLLErO BUA NCTUHbI.
JIMMWUHaNbHOCTb, MOPOrOBOCTb, MOTPAHNYbE — 3TO U
COCTOSIHME CHOBUAEHMA, M TOUKa Nnepexoa oT Mupa
BMAMMOrO B MUP BeLLEeN HEBUAMUMBIX, «CMeLLeHne
06pa3oB BOCXOXAEHWS C 06pa3aMm HUCXOXKAEHWS»
(®nopeHckmin, 1993, c. 24). 3TO MeECTO Nepexoaa us
MUpa AONAbHErO B MUP FOPHUIA, TAe MKOHA CNYXUT
AN BCTaBLUEro Ha NnyTb OTKPbITUSA UCTUHBI BEPYHO-
LLlero CpeACTBOM NepeMeLLeHna B caMo «CObbITue
Bepbl» (Mogopora, 1995, c. 166). A no mepe ABU-
KEHWS UAYLLErO NPOUCXOANT «OUnLLEHME», N30aB-
JleHne OT MeLLaoLWmnX BUAETb CI0EB TeNECHOCTH, OT
MHWMbIX 06pa30B cebs, OTPaXKEHHbIX IMYUH, UCKYC-
CTBEHHbIX MaCOK, JIOXHbIX ponei. CTONKHOBEHWE
C HMMM Kak C NAOTCKMMK cobnasHamm Heobxoam-
MO MpeosoneTb, YToHbl OOHaPYXUTb B cebe NCTUH-
HOe TOX/AEeCTBO C BHYTPEHHUM SA4POM JIMUHOCTH,
CNOCO6HbIM NPOABUTb JIVK, NOANNHHYHO MAEHTUY-
HOCTb, OTKPbITYHO B «CODBbBITUN BEPbI» MOcCae Npo-
XOXAEHWUA UCMbITAHWI B KYJIbMUHALMOHHOM TOUKe
KOHTakTa ¢ VicTHOM yepes onocpeayrollee Hava-
Nno obpasa cBATOro cBUAeTeNs. ITO U CTb akT 06-
peTeHuns BbICLLErO M HEAOCTMXMMOFO B NMPUHLMNE
Aapa, naeHtnourkaumm c obpasom npm 0Co3HaHUN
HEBO3MOXHOCTW N HEeAOMYCTUMOCTU CANSAHUS, ab-
COJ/IFOTHOTO OTOXAECTBAEHUS C HAM.

MyTb NO3HaHWA Yepe3 ToUKy obpalleHuns, onu-
caHHbIn 1. A. ®ropeHCcKMM, CTPYKTYPHO 1 ApamaTyp-
TMUECKN COOTHOCUTCA C TPEXakTHOW apXUTeKTYpPOi
nyTh repos, onvcaHHol B. f. Mponnom. TouHo Tak
e npebbiBaHWe repos B COCTOAHMM roMeocTasa
€CTb HeJlocTaya U Hekas TouKa BXOAa B MHOU MUp,
MWP UCMbITaHWR, NpeobpaxkeHne B MOMEHT KOHTaK-
Ta C UICTUHOMW, N TOYKa BbIXOAa (BPEMEHHOW CMep-
Ti), BO3BPALLEHWS B MHOM Ka4yecTBe C OOpeTeHHOM
NAEHTUYHOCTBIO, KAUECTBEHHO N3MEHEHHOM OMNTH-
KOW, OTKPbIBLUENCS CMOCOBHOCTb BUAETb TO, UTO
CKPbIBaJOCh MOJ MOKPOBOM MPUBbIYHOTO.

B psae pabot FO. M. JlotmaHa (JlotmaH, 1992),
A. T. banbypwuHa (banbypuH, 1993, I'. A. JleBuHTO-
Ha (JleBuHTtoH, 1975), A. M. Cerana (Ceran, 2011)
BbISIBNAETCA reHe3nc NoBeCcTBOBaTE/bHbIX GOPM,
BCTPEYatoTCs OTCbUIKM K ABYM B3aVMOCBA3aHHbIM
LMKAaM KOMMO3MLMUW BO/ILLEOHOW CKa3KN: KOMMEK-
Cy NOCBSALLLEHNA 1 NPeACTaBAEHNAM O CMepPTH, YMU-
paHUN 1 BOCKPECEHNN B HOBOM Ka4yecTBe C HOBbIM
MMEHEeM reposi, MPOoXoAsLLero obpss, nepecekaro-
LLEro Ha CBOEM MyTW B 3arpOBHbIN MUP NPOCTPaH-
CTBEHHbIE rpaHuLbl MMPa XKMBbIX M MepTBbIX (Mponn,

1996, c. 43). . A. JIeBUHTOH, caesfys 3a MbIC/btO
B. Al. Mponna, NnpuxoanT K BbIBOAY, UTO «MHULM-
aumnsa AenNCTBUTENbHO COAEPXUT MOJEe/b BCAKOrO
NMoBeCTBOBAaTE/IbHOIO TeKCTa (HanpuMmep, Bblaene-
HWe MHAMBMAA U3 KONNEKTMBA MOXET JieXaTb B OC-
HOBE CaMOro MOHATUA repos Kak cybbekTa, yXxoa 1
BO3BpaLleHne — Yepe3 BO/ILLEDOHYHO cKasKy — cTaau
pamMKoM Ans 6ONbLUIMHCTBA CHOXKETOB, XapaKTEPHbIN
pPUTM NOTEPb W NPUOBpPETEHNA TakKe 0BHapYKK-
BaeTcA BO MHOTMX XaHpax)» (JleeuHToH, 1980, c.
544) n aBnseTca opraHM3yroLWwmMM Hayaaom Hbonee
MO3ZHWX TEKCTOB, TakMX, HanNpuMep, Kak cpesaHe-
BEKOBbI POMaH.

O. M. ®peligeHbepr B paboTe «Obpa3 v NOHATME»
npepacTaBuaa CBOW B3rAsj Ha CTaHOB/IEHWE HappaTh-
Ba, @ BMeCTe C HUM W Ha Ka4yeCTBEHHbIE U3MEHEHMS
CTPYKTYpbl eBponerickoro cybbekta Boobule. Mpo-
[,01>Kan Hanpas/eHWe, cBizaHHOe C nmeHem A. .
MoTebHw, nepeocmblicass Hacneame A. H. Becenos-
ckoro, O. M. ®peligeHbepr onncbIBaeT poxaeHne
HoBOW GOpPMbI pacckasa Yepes CMeHy COCTOAHUS
cybbekTa. B pesynbtaTe — MponcxoamnT nepexos ot
KOHKPETHOTO K OTB/JIeYEHHOMY MblLUAEHWIO. Toraa
NOsABAAETCA, HAPAZAY C NPAMON pPeybto 1 BU3yanbHOWM
06pa3HOCTLIO NOBECTBOBaHMWSA (pacckas Kak nokas),
KOCBEHHas peuyb, CBMAETENbCTBYHOLLAA O BblAese-
HWK cybbekTa U3 CybbeKT-06BbEKTHOTO eANHCTBA, He
pasnnyaBLLIEro Ao 3TOro YC/IOBHbIW, MHOCKa3aTeNb-
Hbll xapakTep MeTadopsbl (PpengeHbepr, 1978, c.
232). OnbIT Hemoro knHematorpada nostomy 6bin
4acCTO OMbITOM 3KCMPECCUOHUCTCKOrO Y3HaBaHWs
BCEro Mupa BOKPYr Kak TeHW, Kak MomnbiTka nepe-
MTW K OTBIEYUEHHOMY MbILLJIEHNIO O COBCTBEHHOM
cyabbe (ApyctamoBa, Mapkos, 2023), Toraa Kak 3By-
KOBOW KMHemaTorpad no3Bosn akL,eHTMPOBaTb
MOHOMM®, KaK Mbl U NMOKaXxeM Janee.

YyBCTBEHHbIN 06pa3 Muda npeTeprneBaeT N3Me-
HeHWs 1 13 Hero BblgenseTca abcTpakums, bopmu-
pyeTca CnocobHOCTb K KOPPEKTHOMY MPON3BOACTBY
mMeTadop. MndonosTMUecKnin CUHKPETU3M YCTyrnaeT
MecTO YacTHol dopme cybbekTa, NOABASAETCA HOCK-
TeNb NOHATUAHOIO MbILLIEHNSA, CO3AatOLLErO Hap-
paLmio, HOBbIV TN NOBeCTBOBaHUSA. VICTOUHNKOM
NPOVCXOXAEHWSA COBPEMEHHOWN HappaLumn ABaseT-
Cs fpeBHenwwan Mofenb obpsaga nepexosa, «yxo-
Jla N BO3BpALLEHMNsA», CMEPTU U OTNPaBKW B UHOM
MUp, @ 3aTeM NpUbbLITUSA OTTYAA, «NOABAEHNSA Ha
CBET U OXMBaHMA». «OHa (ApeBHeNLLas Happauus.
- B. K.) BCA ocHOBaHa Ha o4eBMAEHUN CMOTpeBLUe-
ro. Eé Tema — 10T cBeT. B Hel ABa cueHapusa — cue-
Hapwuii yxoja v cueHapuii npuxoga» (PpenaeHbepr,
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1978, c. 276). 3pech TakxXe AeACTBYeT TpexyacTHas
MaTpu4yHaa cxeMa obpsga MHMLMaLMK: yaaneHue,
npebbiBaHVE B MPOMEXYTOYHOM COCTOSHUMN U BO3-
BpaweHun. Naen O. M. OpengeHbepr co3ByYHbI
naeam M. M. baxtnHa (baxtnH, 2000), 3. beHBEHU-
cta (beneHucr, 2002), M. Puképa (Pekép, 2008), ®.
AHkepcmuTa (AHkepcmut, 2003), x. bpyHepa (bpy-
Hep, 2005), pa3BmBaBLINX MbIC1b O GOPMUPOBAHUHN
MAEHTUYHOCTU cybbekTa B MOTOKE NMOBECTBOBATE b-
HbIX GOPM fA3blKa, HepyLinx Hayano B obpsgax no-
CBALLEHMA.

E. M. MeneTnHCckNI noguepkmBan, YTo «A4p0M
CKa3Ku ABAAETCA 0OBACHUTENbHbIN MU K 0bpasy
nHUumnaumnm» (MenetnHckmn, 1986, c. 9) 1 uTo «UC-
MblTaHWE UIN CePUsA UCMbITaHNRN, KOTOPLIE OH (repol
cpesfHeBeKOBOro pomaHa. — B.K.) npoxogur, uto-
6bl CTaTb HAcTOALWMM repoeM Wan foKa3aTb CBOe
reponcTBoO, U ecTb MHMLMauus. iHumaumns repos
OTpaxaeT ... 0bbluan NOCBALLEHUS B TOT UAN UHOWN
cTaTyc, npexse Bcero obssaTesbHble AN KaXA0ro
npv NpeBpaLLeH BO B3POCAOro OXOTHMKA, BOU-
Ha, HO TaK>XXe YleHa MY>XCKOro COr3a, BOXAS, Xpe-
ua» (MenetnHckmnin, 1983, c. 76). Obpas nHULMALMM
HaxoAuUT CBOE BOM/OLWEHME B PbILLAPCKOM POMaHe.
Tak, «pomaH o 'paane LeAnKOM NpeacTaBaseT co-
601 noBecTBOBaHME 06 MHMLMALUK, CBOETO PoOAa
NCTOPUIO MHOTOCTYMEHYaTON UHULMALMK naeanb-
Horo pbiuapa» (Tam xe, c. 78).

Ocoboe mecTo B 06psAse MHULMALUN 3aHUMa-
€T MOMEHT HaZe/leH1s NoCBALLAeMOro nocae Ka-
KOro-ambo ncnbiTaHUs MMeHeM. BaxHbl Takxe
OMMUCaHWS NCMbITaHWRA, MPY KOTOPbIX TEPON NpeTep-
neBaeT BPeMEHHYO CMepTb. ITO KNHOUYEBON MOMEHT
NCMbITaHWI, NOC/Ee KOTOPOTrO C HOBbIM MMEHEM U
HOBOW MAEHTUYHOCTBIO COMCKaTe/b 3aHMMAaEeT bonee
BbICOKOE MO CTaTyCy MecTO B 3aMKHYTOW, NpuBmae-
rmpoBaHHoW rpynne. E. M. MeneTuHckunii Bbigens-
eT TpY CTagnn KOMMO3ULMN PbILAPCKOro pomaHa,
MMEOLLLero MHULMALIMOHHYIO CTPYKTYPY: UCXO4, OT-
AeNeHne oT JOMaLLHero, YIoTHOro Munpa feTcTBa,
COBCTBEHHO MHWULMALMSA, CEPUSA UCTBITAHUN-NPU-
KJAFOUEHWUIN C XapakTepHbIMU A5 06psga CLeHamm
nonagaHus B MHOW MUP, BCTPeYa C YyA0BuLLaMK,
BPEMEHHOW CMEPTBIO U T. M., U BO3BPALLeHNe C 06-
peTeHneM HOBOTO MMEHM, CTaTyca, 3HaHWI U yMe-
HUI (Tam e, . 78). K 0bpeTeHnto 3HaHN BO3BOAUT
0bpAfOBYHO NPUPOAY UTEPATYPHbIX MaMATHUKOB
K. HapaHxo (HapaHxo, 1997).

E. M. MeneTuHcKNI, roBops O CTPYKType pbi-
LapCKOro poMaHa 1 nogyvyepkmBas 3Ha4MMOCTb
WMHULMALMOHHOIO KOMMIEKCa, 1eXaLLero B OCHO-
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BE POMaHHOM KOMMO3MLMM, OTMEYAET, UTO NOCBS-
weHwe repos (MepceBans) 4ONXKHO 6bIIO pa3opBaTbh
«ero TECHYHO CBA3b C MaTepbio, CTPEMALLYHOCA N30-
NIMPOBaTh FOHOLLY OT MY>CKOTO... KPyra... BCe 3T0 No
KOHTpacTy noAvepkrBaeT HeobXoAMMOCTb 1 nep-
CNeKTUBY UHMLMaLUK, MO UHMLMALMA eCTb OTaeNe-
HVe OT MaTepu, OT MUpPa XKEHLLUMH U AETEN 1 Nepexos
B MY>KCKOe 06LLeCTBO, eCTb HaCTyrn/ieHve 3penocTy,
npuobpeTeHne 3HaHN U MyAPOCTU, eCTb CEPUS UC-
NblTaHUA MY>XUUHBL...» (MeneTuHckui, 1983, ¢. 79).
Takke nHMUMaLMA cBA3aHa ¢ obpeTeHeM HacTo-
ALLEro MMeHU, Nepexos repos B «<HUXHUN» MUP
MepTBbIX 1 BO3BpaLleHne oTTyja.

B. H. Tonopos, aHannsunpysa «[pectynaenve n
HakasaHue» ®. M. [locToeBCKOro, nokasaJ, 4to 06-
pAZbl Mepexosa nexar B OCHOBE POMaHHOM KOM-
NO3ULMM N MOAUMHAIOT CPEACTBA XYAOXKECTBEHHOM
Bblpa3unTenbHOCTM poMaHa (Tonopos, 1995). Pac-
KOJIbHUKOB Kak NMPOXOAALLMIA 0Bpss NOCBALLEHUS,
nepecekaeT CMbIC/IOBbIE FPaHKLLbl POMaHHOIO NPO-
CTPaHCTBa, MpeTeprneBaeT BCIeACTBME 3TOMO MEH-
TasbHble U dU3nYeckme obpaLLeHus, NCMbITbIBaET
BPEMEHHYO CMepTb 1 BHOBb BockpecaeT. E. M. Me-
netnHckmin, C. KO. Hekntogos, E. C. HoBuK Bbigens-
HOT pOJib 06PSAA0B MHULMALMKN B CKa3Ke, B 3Moce 1
B paHHMX popmMax eBponenckoro pomaxa. «B cpea-
HEeBEKOBOM pOMaHe... nepepaboTaHbl 1 NPOMYyLLEHbI
CKBO3b CKa304YHYO NMPU3My HekoTopble QyHAaMeH-
TaNbHble Mubonorembl: npexae Bcero — mudbonorema
VHUUKMaumn...» (MenetuHcknii, Hekntonos, HoBuK,
1994, c. 48) E. M. MeneTtunHckuii B «[o3Tmke Muda»
B pasgene «[eponyeckne mnbbl n “nepexogHolie”
0b6psAabI» HaMeyaeT NepCrekTVBbl U3yUYeHus anTepa-
TYPHbIX CHOXKETOB, X MUPOMOITUYECKON NPUPOAbI,
reHeTMYeckn BOCXoasLlen Kk obpsagam nepexosos.
OH yKa3bIBaeT Ha TO, UTO «HE3aBUCKMMO APYT OT ApY-
ra OGHapy>XXuan puUTyanbHyr CXeMy MHULMALUN B
repomyeckmx Mmdax un BoswwebHbIx ckaskax B. f.
Mponn, 3. CtaHHep n . Kamnbenn» (MenetuH-
ckuii, 1976, c. 227).

[x. Kamnbenn B «Tbicayennkom repoe» (1949)
BbIABWJ Ha MaTepunane Mmuda CTpyKTypy nyTw re-
pos 1 onucan ee C MOMOLLbIO MOHATUA <MOHOMU»,
nexallero B ocHoBe Ntoboro nosectBoBaHmns. «OH
obHapy>xmn, 4to Ntobon pacckas, No ymbICay aB-
TOpa WAN HeT, CieayeT ApeBHen cxeMe Muda, n
BCE NUCTOPUW, OT BY/IbFAPHOro aHekAoTa 0 BbiC-
LWNX AOCTUXKEHWI INTEPaTYpPbl, MOXHO TOAKOBAaTb
B KaTeropmax nyTeLecTBus repos: kak MOHOMUd»
(Bornep, 2015, c. 40). MoHsATHE «MOHOMUD» HbINO
3aumcTBoBaHo [x. Kamnbensom m3 «[loMmHOK no

®uHHeraHy» [x. [I>Kolica, a caMm MeToj U3ydeHus
MU(OB CBSI3aH C aHaNUTUYeCcKon ncmxonorven K.
I. FOHra n BoCxXoauT K ero yuyeHuto o6 apxetunax
KONNIeKTUBHOTO beccosHaTtesbHoro. MoHomud ctan
AKTUBHOW eANHULENR aHAIMTUUECKOTO AMCKYpca U
NMPOYHO BOLUEN B BU3YasIbHYHO MEAUMNHYIO KYbTy-
py. Ha HeM cTposATcs punbMbl, BUAEOUTPbI, MPOU3-
BeAeHnsa daH-apTa, peknama.

MoHomund, no Ax. Kamnbenny, ansetca 6aso-
BOW MOZ€e/Ibi0 MOBECTBOBaHMS, B COOTBETCTBUM C
KOTOPOI repoi COBepLUAET NyTeLlecTBUE, MPeoso-
NneBas TPYAHOCTY, Nepexoss 13 OAHOro COCTOAHMA
B ApYyroe, npeTepneBas BHYTPEHHWNE N3MEHEHMS,
obpeTas B KOHLLe NMyTW BHYTPEHHIOK cBOBOAY 1w,
no K. I. FOHry (KOHr, 2019), camocTb (LLen0oCTHOCTb
BCEX YacTel NIMUYHOCTM, AOCTUTaeMyto B npoLecce
nHaneuayauum) (FOHr, 1996). LleHTpanbHbiM co-
6bITEM MOHOMM DA ABASETCA FNaBHOE UCMbITaHNE
repos, COOTBETCTBYHOLLLEE KNHOUYEBOMY MOMEHTY 00-
psAda MHULMALMWN B COLMaNbHOMN XM3HN apXanyeckmnx
KynbTyp. «[yTb MNbONOTrMYECKOro NPUKAOYEHNS
repost 06bIYHO ABASETCA paclumpeHnem Gopmy-
Nbl BCAKOro obpaja nepexosa: yeanHeHNe — NHK-
LmnaLmsa — BO3BpaLLeHme: KOTOPY MOXHO Ha3BaTb
LeHTpanbHbIM 610KkOM MOHOMUOA. [epolt oTBaXxM-
BaeTCcA OTNPaBUTbCA U3 MMpPa MOBCEAHEBHOCTU B
061acCTb YAVBUTENBHOTO U CBEPXbECTECTBEHHOTO:
TaM OH BCTpeyaeTcs ¢ paHTacTMYeCKUMU CUamMm
N ofep>KvBaeT peLuaroLyto nobeay: U3 3TOro nc-
MOJIHEHHOrO TaMHCTB MPUK/OYEHMS... BO3BPaLLaeT-
€Sl HaZie/IeHHbIM CMOCOBHOCTLIO HeCTW 6a1aro CBOMM
connemeHHukam» (Kamnbenn, 2015, c. 37-38).

¥Y3710Bble MOMEHTbI NMyTeLlecTB1A, NOCAe0Ba-
TeNIbHOCTb UCMbITaHWI, OTCbINAKOLLMX K 06psasy MHK-
LiMaLmm, nexallero B OCHOBE 1 CHOXXETOB BONLLEGHO
CKa3KW, N TPEXaKTHON KOHCTPYKLMM MOHOMUba, 06-
pa3yroT B KMHO apKy MepcoHa)ka v onpeaensitort
PUTMUYECKUA PUCYHOK ApamMaTtyprium duabma no
Mozenn BowebHOM cka3ku Kak Habop yTpaT 1 06-
peTeHunin. Kaxapbii 13 y3nos moHoMuda, Kak 1 Bce
OHM B LIeIOM, COCTaB/IAIOT OCHOBY MyTeLLECTBUA re-
pos, a 3Ta yHMBepCanbHas CTPYKTypa (Mcxog nocne
30Ba, NpeaBapuTeIbHOE Y OCHOBHOE UCMbITaHWE, U
BO3BpalleHve B OOHOBAEHHOM BU/E) B CBOKO O4Ye-
pesb COCTONT U3 NMOCBSALLLEHHbIX KOHKPETHOMY Aeli-
CTBUIO repos 6onee feTanbHbIX MOPGONOTNUECKUX
3/EMEHTOB, cocToawmx 13 17 ctyneHei. Mepeas cTa-
avs «Mcxop» Bkatovaet B cebs: 1) Mup noBceaHeB-
HOCTM, 2) 30B K CTPaHCTBMAM (3aBsi3Ka AencTeuni), 3)
OTBEp>XKeHMe 30Ba, 4) CBepXbecTeCTBEHHOe NOKPO-
BUTENLCTBO (BCTpeYa C HacTaBHMKOM), 5) npeogose-

HWe nepBoro nopora, 6) «Bo upese knTa». Bropas
cTagns — «HMLMaLmsa» COCTOUT U3 CNeayroLLmX CTy-
neHewn: 7) NyTb UcnbiTaHni, 8) BCcTpeya ¢ borunHen,
9) XKeHwmHa Kak nckycutenbHuua, 10) npumunpe-
Hue c oTtuoMm, 11) anodeos, 12) Bo3HarpaxseHue B
KoHLLe nyTu. TpeTba cTagma — «Bo3spalueHme»: 13)
OTKa3 OT Bo3BpaleHus, 14) BoawebHoe HercTeo,
15) cnaceHune n3BHe, 16) NnpeogoneHne nopora, 17)
BO3BpaLueHue. l'epoit obpetaeT cTatyc «BnactenvHa
ABYX MUPOB», Nepes HUM OTKpblBaeTcs «CBoboza
SXUTb», OH MPOXOAUT 06psag MHULMaumn, obpeTa-
€T NOANMHHOE «f».

K. Bornep npeobpasoBan 17-cTyneHyatyto Mo-
aenb Ix. Kamnbenna B 12-cTyneHyathblin airoputm
HanmcaHua cLeHapus 418 Pa3/iyHbIX KUHOXAHPOB,
BKAOYALOLLMIA cTagmu: 1) 0ObIUHbIA MUP; 2) 30B K
NPUKAOYEHNAM; 3) oTKa3 oT 30Ba; 4) BCTpeya C Ha-
CTaBHWKOM; 5) nepeceueHne nepBoro nopora; 6)
NCMbITaHWs, MOMOLLHWKHN, Bparu; 7) BXOXAeHWe BO
BHYTPEHHIOIO neLlepy (3KBUBANEHT «4YpeBa K1UTa»);
8) camoe Taxenoe ncneitaHue; 9) Harpaza; 10) go-
pora Ha3ag; 11) BockpelueHue; 12) Bo3BpalleHme
C Aob6bluen.

Mogaxop Ax. Kamnbenna nogsepranca KpUTUKM
3a My>CKoM WwoBKHM3M (Mépgok, 2018), 3a 06pa-
LLeHNe K MUCTUYECKMM N HeZoKa3yeMbIM MOIOXKe-
HuAM yueHmns K. T. FOHra, 3a yHnBepcannsm (Dundes,
2005) 1 buoncmxonornyecknin peaykumoHusm (Me-
netnHckmin, 1994, c. 10). TeM He MeHee apxeTunumye-
CKasf KOHCTPYKLMA NyTU repos, B OCHOBE KOTOPOW
NexuT 0bpsag MHULMaLMK, BO MHOTOM Baarosaps
«3Be3aHbIM BOMHaM» [xopaxa Jlykaca (Gordon,
1978), cTaHOBUTCS YCTOMYMBOWN MOZENbIO NTPOBO-
ro kuHo (Voytilla, 1999), otpaatoLiein npouecc no-
CTPOEHMA NAEHTUYHOCTW.

B. fl. Mponn Ha MaTepunane BOAWEOHOM CKa3kK
B pamMKax UCTOPUKO-TeHETUYECKOTrO MOAX0Aa, Yun-
ThIBaOLLLErO COLMOKYNBTYPHYH 3BOFOLMIO Xy 0XKe-
CTBEHHbIX GOpPM, MoKasan, YTo NOBECTBOBaTeNbHas
CTPyKTYypa Gosbkaopa MMeeT CTPOro 3afaHHyH CUH-
TarMaTM4yeckyro NocNeAoBaTeIbHOCTb IMHENHO pac-
MOJIOXKEHHbIX CTPYKTYPHbIX 31€MEHTOB (QYHKLNN),
pa3BopaYMBaoOLLNXCH B HEM3MEHHON OUEpPEHOCTY,
CBSA3aHHbIX MeXJy COOOIN CHOXKETHbIX Y3/10B, MOTH-
BOB (MUcnbiTaHwmi), uam, no k0. M. JlIoTmaHy, «<koMno-
3uumm npuemos» (JTotmaH, 1970, c. 281). NicxogHas
HeZocTaya Noby>kaaeT repos K AeNCTBUIO, K BbIXO-
4y Ha Nounckun BoaweOHOro cpescTBa. 3TO NepBbIn
3Tan TPex4yacTHOW MOAeNN NHULMALMK, KOTAa NOCBS-
L aeMbli1 MOKUAAET MUP MPUBLIYHOIO CYLL,ECTBOBA-
HWA, BbIAENAETCA U3 YCTOABLLENCA Cpesbl OBLLMHBI.
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Bcnes 3a «besoii-HegoCTauen» OH NPOXOAUT Mpes-
BapuTenbHOe uan «kBaanbuuympyrowee», no A. X.
lperimacy (Fpenmac, 2004), ncnoitaHne, obpetaet
BOJILLEOHOrO NOMOLLHUKA UAK BoawebHoe cpes-
CTBO, MOMOTratoLlee B JajbHeNlleM NpeosoneBaTb
TPyAHOCTN. Yepesa noTepb 1 0b6peTeHnin cocTaB-
NseT onpesesieHHbl ApamMaTypruyecknin pucyHok,
nepuneTun 3afatoT PUTM CKasKK, a ENCTBUSA repos,
NPOXOAALLEro UCMbITaHWS, HanpaB/ieHbl Ha NPeAbAB-
JleHne CBOMX KayecTB TeM, KTO AOJIXKEH NPU3HaTh B
HeM HacTosLLero repos. NpPoxoXAeHVe UCMbITaHWUI,
4acCTO U OCHOBHOIO W AOMOJAHNTE/bHbIX, Hanpas-
JIEHO Ha NpeososieHne ambuLMIA NOXKHOTO repos,
cnefyroLLero 3a rnaBHbIM AeMCTBYOWUM JNLOM U
CTPEMALLUMCA NMPUCBOUTb €70 JOCTUXKEHWS, BblAaTb
cebs 3a Hero. 310 BTOPOW 3Tan MHULMALLMMK, OH MO-
>KeT MPOUCXOANTb AnnTenbHoe BpeMs (JIeBUHTOH,
1980, c. 544). 3atem repoi, npoxoas GuHanbHOe
ncnbiTaHue, yteepxaaeT cebs B rnasax Apyroro,
3aKpennseT CBOK UAEHTUYHOCTb, MOKa3bIBaET, UYTO
OH 1 eCTb MNOA/IMHHBIN repoi 1 No NpaBy NpeTeH-
AyeT Ha obpeTeHMe Aapa, Ha NpU3HaHWe, Tak Kak
OH Npeogonen Bce TPYAHOCTH, Npeobpasmacs, ctan
[Apyrvm 1, kak cneacTBue 3Tmx TpaHchOpMaLLmiA, OH
COOTBETCTBYET HOBOW MO3NLUN B COLMANbHOMN Ne-
papxuu. MNosasneHne repos 06HOBNEHHbIM Ha TPETb-
€M 3Tane NpM3BaHO NOAYEPKHYTb, YTO OH yMep B
MpeXHeM KauyecTBe, NPOLUEN UCMbITaHNE CMEPTbHO,
nyTeLlecTBys B 3arpobHOM Mupe, obpeTas cakpab-
Hble CMbIC/bI, MOJTyYas 3HaHWA OT MEPTBbIX NPEAKOB,
1 BO3POANACS B HOBOM COCTOSIHUM, YEMY CMOCO6-
CTBOBaN MeanyM, HactaBHuk. B. f. Mponn nuwer,
4TO MyTb, Yepesa UCMbITaHWM, «COXPAHAET He TOJb-
KO cnefbl MpeAcTaBAEHNA O CMEPTU, HO U Ciefdpbl He-
KOrga LWMPOKO pacnpocTpaHeHHOro obpsaaa, TecHo
CBA3AHHOrO C 3TUMW NPeACTaBAEHUAMM, @ UMEHHO
0b6psza NOCBALLEHWNS FOHOLLIECTBA NPW HACTYNAEHUN
nosnosow 3pesnoctu» (Mponn, 1996, c. 53).

[NaBHbIN UTOT CKa3kK, Kak 1 obpaga nHuuma-
LuK, 3To obpeTeHne NAEHTUUYHOCTH, MONYy4YaeMoro
ot [lpyroro npu3sHaHua B BUAe fapa (BCTynieHne
B 6pak, nosy4veHune 6osee BbICOKOTO CTaTyCa). «...
lepoi fonXKeH foKasaTb, YTO MMEHHO OH, a He
COMEepPHUKN-CaMO3BaHLibl... COBEPLUMAN MOABUT U
3aCNy>Xmam Harpagy B Buze bpaka c uapeBHoW (La-
pesunyem). MiaeHTndurkauma Takoro poga Bctpeya-
eTCcs U B NepBOObLITHOM dONbKAOpPe, HO 0COBEHHO
XapakTepHa Ans pa3BuTOl BoswebHOM ckasku» (Me-
NeTuHckniA, 1986, c. 61). F'epoit B KOHLE NyTW Nocse
cepvn Heyaau npeobpaxkaeTtcs, Ha YTO M Hauene-
Hbl NCMbITaHWS.
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CornacHo B. 4. Mponny, aanbHelwee pa3Butue
KyNbTypbl CNOCOBCTBOBANAO TOMY, UTO 06PAS UHN-
LMaLMM 1 CBA3AHHBINA C HUM LKA NpeACcTaBAeHWI
0 CMEepPTH, AAOLLUA NPU YCMELHOM NPOXOXAEHUN
NCMbITAHUA HOBBIA COLMANbHbIW CTaTyC, NAEHTUY-
HOCTb MCMbITYEeMOMY, JIer B OCHOBY YCTHbIX MOBECTBO-
BaHWM, KOMMO3ULMOHHbIX 3/1EMEHTOB BOJILLEOHON
CKa3ku, B KOTOPbIX 3TOT 06paj 1 oTpaxkaeTcs. 70
TakMe MOTMBbI, KaK «yBOZJ WAWN U3THaHWE feTen B
NleC NN MOXMLLEHME MX JIECHBIM AYXOM, U3DYLLKA,
3anpogaxa, nsbunerne repoes Aroi, obpybaHmne
nasnbLa, Noka3blBaHVWe OCTaBLUMMCA MHMMbIX 3Ha-
KOB CMepTu, Neub Arn, paszpybaHre 1 OXMBAEHUE,
npornatbiBaHVe 1 U3BepraHne, Nojay4vyeHve Boa-
LWebHOro CpeaAcTBa MAM BOAWEOBHOrO NMOMOLLHU-
Ka, TPaBECTU3M, JIECHOW YyUUTeNb U XUTPas Hayka»
(Mponn, 1996, c. 352). BaxkHO ewwe pa3 noguep-
KHYTb, YTO MMEHHO B BOALWEHHON CKa3ke, No MbICAU
B. . Mponna, xopoLo coxpaHUANCh fBa CBA3AHHbIX
Mexay cOboW 1 MpakTUUYecky HepaspbiBHbIX LMK
«PaHHUX GOPM COLMANBHOWN XN3HW»: 06psAs NHWU-
LUMaLmMm 1 LMK «NpeAcTaBieHnn o cMepTu» (Tam
xe, . 32), bepyLmnx Hayano B Mudax o MPONCXOXK-
JEHUN KOCMUYECKOoro nopszka 13 xaoca. M umeHHo
OHW ABAAIOTCA «APEBHEeNLWeNn OCHOBOW ckaskm» (B.
Al. Mponn), a YyyTb NO34HEe N OCHOBOW BCEX NOC/e-
ayrolmx bonee CNoXHbIX NoBecTBOBaHUN (Mene-
TUHCKUIA, 1986, c. 47), MeroLLMX aBTOpa, BKAOYas
KWHOCLIEHapWM UrPOBOrO KMHO, OTpakatoLume npo-
Lecc obpeteHUs repoemM NAEHTUYHOCTM.

He meHee BaxHO eLe 1 1o, yto B. f. Mponn pac-
cMaTpurBas CTPYKTYpPY BOALLEOHON CKa3Ku B KOHTEK-
CTe NepBOOLITHLIX NPEACTaBAEHWI O FNaBHON PO
MUPOB, pacckazoB 06 UCTOpUK NieMeHu, B obpsage
nocesweHns. [lpeBHeliwas ¢opma pacckasa o re-
poe-nepsonpeske (MenetnHckunii, 1982, c. 25-28),
«nporpeccMBHoM megmaTtope» (Kongas-Maranda,
Maranda, 1971, Maranda, 1980) 3aHOBO BOCCO3Aa-
Basia CTPYKTYPY JIMYHOCTM MOCBALLAEMOrO, BXOAA-
LLero B NOJIHOLEHHYHO XM3Hb U/leHa KONNeKTUBA,
onpezensna ero npeacraBieHne o cebe, mecte BHy-
TpW coobLecTsa 1M NPUHLMNAX B3aMMOAENCTBUSA C
APYrVIMW yYacTHUKaMK coLManbHOW apambl. Mud,
pacckas, nepesaHHblli HacTaBHUKOM, dopMupoBan
HOBYHO JIMYHOCTb, 1 3TO HbINO rNaBHbIM B 06psae
MOCBsILLLeHWs. YCBanBas cakpasibHble 3HaHWUs, Norpy-
Xafcb B MUPUUECKYHO UCTOPUIO NAEMEHU, COUCKa-
Tenb obpeTan AEHTUUYHOCTb, CMOCOBHOCTb MbICAUTD
cebs 1 onucbiBaTh MUp B Kateropusax muda. Mox-
HO CKa3aTb, YUTO MPOMCXOANNO OBpeTeHe HOBOW
>KM3HW, OHa Kak 6bl nepeTekana ¢ MMHOM OT Ha-

CTaBHWMKa (pacckasumka) K nocsswaemomy (Mponn,
1986, c. 104).

B. Al. Mponn obpallan BHUMaHWe Ha NpUKIaL-
HOW XapakTep HacCTaB/lEHWUIA, MONyYaeMbIX COMCKa-
TeNAMM OT HacTaBHMKa B NpoLiecce NOArOTOBKM K
NPOXOXAeHN0 0bpsaa. MoMMMO TOro, UTO HOHOLWEN
3HaKoMuAM ¢ Mudamu, pUTyanamm niaemMeHun, UM ne-
peAaBanvcCb NpakTU4eckKne yMeHus 1 HaBblku. [1o-
cBALLaeMble JOMKHbI OblIM YMETb BAUATL Ha MUP
NPUPOABI, @ 3T YMEHWA OHW MOJy4Yanun B npoLecce
OCBOEHMS HaBbIKOB. «O6psA NOCBALLEHNSA Obl LLIKO-
NON, y4eHNeM B CaMOM HacCTOALLEM CMbIC/Ie 3TOTO
cnoBax» (Tam xe). Mo mbican B. A1. Mponna, B 0bps-
4, Npexze BCero, MPUCyTCTBYET NparmMaTnyeckunia
3/1EMEHT, «T1aBHOE He B 3HaHWSAX, @ B YMEHUU, He
B MO3HaHWMM BOOOpaXkaeMoro Mmpa npupoasl, a B
BAUSIHUM Ha Hero» (Tam xe).

OgzHako, norpy»ascb B NpoLecc NoAroToBKN K
obpsagy, npoxoas obyuyeHne 1 oCBanBas HaBbIKK
NPaKTUYeCKOM XM3HW Yepe3 obLLLeHWE C HaCcTaBHU-
KOM ¥ MPUHMMas yyacTve B pUTyaabHbIX NPaKTu-
Kax, comckaTtenb ycBavBan He TONbKO KOHKPETHbIe
3HaHWA, HO U1, UTO AB/AETCA MaBHbIM N COCTaBAA-
FOLWMM CYyTb MHULMALMK, 3HAKOMUACA € Mubamu.
FOHOWMW cnywann HacTaBHMKa, MepeaaroLLero um
Mubunyeckme npeacTaBaeHNs, KOTOPbie MOTOM BO-
NAoLannCh B ApaMaTMyeckoM NpeacTaBieHnmn ca-
Moro obpssa. Mupunueckme cobbITUs «He CTONbKO
pacckasblBaanCb, CKOAbKO M306paxanncb yCIOBHO
ApamMaTtmyecku... MNocBslaeMoMy 34eCb packpbl-
Ba/ICs CMbIC/ TeX COObITUN, KOTOPbIE Haj HUM CO-
BepLUanncb. Pacckasbl ynoAao6aaa1Cb TOMY, O KOM
paccka3bliBanan. Pacckasbl COCTaBAANM YACTb KY/lb-
Ta 1 HaxoAuAncb nog 3anpetom» (Tam xe, c. 355).
3T0 HbINN UCTOPUN O TOM, UTO ByZeT NPOUCXOANTL
C NOCBALLaeMbIM B MPOLLeCCe ero nyTeLecTsums, HO
Tak>Ke 1 pacckasbl O MUPO34aHNK, O AeAHNAX nep-
BOMpPEeAKOB.

[MTo mbicaum B. . lponna, npoXxuBaHne nctopum
B pUTyaNbHOM AeNCTBUM NEPBUYHO, a caM MU B
€ro NoBecTBOBATE/IbHOM BbIPaXXEHUN BTOPUYEH, OH
odbopmaseTca B pacckas v pa3BMBaeETCA No3jHee,
yeM puUTyasabHble NpakTukn. BctpamBaHne Heodu-
Ta B MuUd, Byab 3TO puTyanbHas Apama MUCTEPUN,
norpy>xxeHue B Mudu4eckne NCTopum, JOHOCUMble
yCTaMW HacTaBHWKa, MO3BOAAET BKIKOUNTb €70 1 B
onpesenieHHyH CUCTEMY 3HaHWUIA O NAEMeHU, U B
CTPYKTYpYy HappaTuBa, KOHCTpyMpytoLiero obpas
WAEHTUYHOCTM, B KOTOPbIN BXOAWT NOCBSALLAEMbI
N C KOTOpbIM oToXAecTBAfeTcA. CnoXHas npoe-
Aypa obpsga NoceBaALeHNs, OTpaxeHHas B Mudax,

CKa3Kax, NpasAHMYHbIX pUTyanax, Hagensana comcka-
TeNs 3HaHveM, obecrneunBana MecTo B COLMaNbHOM
CTPYKTYpe NaeMeHu, OTKpbiBana NepcnekTMBy caMom
SKU3HW, OOHOB/IEHHOW XW3HU C HOBbIM UMEHEM, B
HOBOM 1 MOAHOLIEHHOM KayecTBe C MeCTOM B COLIM-
yMme. Beab BMecTe € pacckazoM HacCTaBHWK, cornac-
HO MUdONOTrMYECKUM NpeaCcTaBAEHUAM, He MPOCTO
CcHab>an HacTaBASEMOro BaXKHOW N HEOBXOAMMOM
nHbopmaumeri, nosponstowen emy 3GPeKTMBHO
aflanTMpOoBaTbCA B peanbHOCTW, HO 1 NepesaBan
MM Ba>KHEMLLYH YacTb CBOEN XWU3HM, CaKpaabHYH
COCTaB/IAIOLLYHO CaMon cyTu BbiTusA (JleBu-bptonb,
1994, c. 281).

B npepacraBaeHnn HocMTeNa apxamyeckoro co-
3HaHMWA pacckasaTb, nepegatb Mnd conckaTento
0O3Ha4ano nepesatb eMy U CBOKD XU3Hb, KOTOpast
6yKBasbHO OTYYy>XAanacb OT HAaCTaBHWKa, yxoaunia
OT HEero no mMepe NOBeCTBOBaHWUA 1 NepeaBanacb
BMecTe C uctopuert noceswaemomy. OTcroga npea-
cTaB/ieHVe 0 Mu1de Kak O peasbHOCTH, Kak O CaMoM
KU3HW. b. MannMHOBCKMIA NULLET, YTO «...MUD... — 3TO
KMBas peanbHOCTb, K KOTOPOW YesioBeK NOCTOSAHHO
obpauaetcs...» (LUut. no: dnmage 1995, c. 30) Tak xe
A. ®. JloceB noguepKkmBaeT, 4YTo «B M1de HeT pas-
AeneHus Ha cybbekT n 06bekT, No3Tomy Mud ectb
cama peanbHOCTb, CaMa XWM3Hb. V1 310, co6CTBEHHO,
He “06bekTMBaLMa cMbIcna”, a ero “o6beKTMBHOCTL"
... BoO6pazHas... peanbHocTb» (Jloces, 1991, c. 151).

®yHkuMo M1da nepesaBatb XN3Hb, HAZENATb
€0 NMOCBALLAEMOro C/iefyeT MOHMMaTb He Kak Me-
Tadopy, MHOCKa3aHWe, OTpaxkatoLlee apxanyeckmne
bopMbl MbILNEHNS, @ KaK peaNbHOCTb, Korga no-
cBsiLaeMbli obpeTan cebs, Bo3BpaLLancs nocsie
yAaneHus, CoOLManbHON U30AALNU, MPOXNBaAHUSA
BPEMEHHOW CMepTun, B HOBOM KayecTBe, Korga OH
BOCKpecan B HOBOM COCTOSIHUWN CO CNOCOBHOCTAMM
BUAETb MUP M OCO3HaBaTb CBOE MECTO B HEM. ITO
3HaHVe nepesaeTca eMy Yepes pacckas HacTaBHMKa
BMECTe C >XKM3HbH B NpoLiecce 0bpsaoBOro AeicTBa.

B KOHTEKCTe COBPEMEHHbIX UCCAeLOBaHUN
CTPYKTypa HappaTVBa BbIMOAHAET CXOAHYH QYHK-
uuto Muda, onpegenseT nNpoLeccsl PopmMrMpoBaHUNS
NAEHTUYHOCTU BO B3aUMOZAENCTBUMN CybbekTa C pac-
ckasom, ¢ uctopuei. xx. bpyHep B cBoein pabote
«Xn3Hb Kak HappaTtne» (1987) nokasbiBaeT, UTo «...
HeT MHOro cnocoba onucaHns NPOXMUTOro (M NPo-
>KMBaeMOro) BpeMeHu, kpome Kak B bopmax Hap-
patmBa. <...> C NCMXOJ0rMYEecKOm TOUKN 3PEHUS
Takol BellUw, KakK ">XW3Hb cama no cebe”, He cyLue-
cTyeT. .. K13Hb eCcTb pacckas, HappaTtuB, CKO/b Obl
HecBA3HbIM OH HU Hbln» (BpyHep, 2005).
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Bsanmogeiicteue ¢ Apyrum oTkpbiBaeT nep-
CcnekTnBy GOpMMpPOBaHMA NAEHTUYHOCTU Cybbek-
Ta Ky/NbTypbl, Aapya CayLlatoWemMy yepes pacckas
HOBbI 06pa3, BCTpanBaeT ero B TkaHb BPEMEHM C
onpeseneHHbIM BuaeHeM cebs, BNeTeHHbIM B
NCTOPUYECKMNA OMbIT 0bLecTBa. MbIC/b O XXM3HENOo-
poxgatoLLen GyHKL MM NCKyccTBa pa3susaeTca B. b.
LLIKNOBCKMM: «...NO3T 1 M033MA HE TOIbKO MOPOXAa-
FOTCS XKM3HbIO, HO OHM U MOPOXAAKOT KMN3Hb... MO-
Aenv MMpa cosgaHbl B MNO33MKN, CO3AaHbI ANS TOrO,
yTobbI Nepectpoutb Mup» (LLknosckmin, 1970, c.
249-250) 1, MOXHO f06aBUTb, UTOOLI NepecTpo-
UTb YeNIOBeKa, BOBJIEUEHHOTO B MPOLLECC «AeaHbs
Beln». B 3aBMCMMOCTM OT CTagnm pasBUTUS UAEH-
TUYHOCTU MEHAETCS CTPYKTypa OTHOLWeHMUsA ¢ Apy-
TMM, NOABASETCA BO3MOXHOCTb CAMOCTOSTE/IbHOFO
BbIOOpa 1 NOCTPOEHMA HappaTnBa, OTKPbIBatOLLLEe-
rO HOBbIV XXVU3HEHHbIV MYTb, MO3BONAOLLNA NPeo-
A0NeTb aBTOMaTU3M BOCMPUATUSA U YBUAETb Cebsl,
CBOW 06pa3 B UHbIX KOHTEKCTaX.

Bonpoc-oTBeTHas KOHCTPYKLMS, Nexallas B oc-
HoBe MUHO-DONBKNOPHbIX CHOXKETHBLIX KOMMIEKCOB
N PaHHWUX AnTepaTypHbIX GOPM, BOCXOAMT, Kak Nno-
ka3aHo B. H. Tonoposeim (Tornopos, 1998, c. 76), k
apxan4eckum puTyanam, a Te B CBOKO oyepesb CBA-
3aHbl C obpAsamMM NOCBALLEHNS, KOrga UCnbiTye-
MbIiA, Npexze YeM obpectn cebs 1 NpaBo 3aHATb
MeCTO MOJIHOLEHHOrO Y/ieHa 0bLwecTBa, AO/KEH
6bIn faTb BepHble OTBETbl Ha 3aZilaBaeMble UCMbl-
TYHOLWMM BONpPOChI. JIN60O nonyunTb OT gaputens
OTBETbI Ha CBOWM BOMPOCHI U 0B6PECTN BaXKHbIe 3Ha-
HWS, MHCTPYMEHT 3PEKTUBHOMO B3aUMOAENCTBUS
€ peanbHocTbto. CoueTaHne ANanormMyeckmnx KOH-
CTPYKLMIA BOMPOC-OTBETHOIO XapakTepa obpasy-

FOT CTPYKTYPHYO OCHOBY PUAbMa, €ro CHOXeT, rae
Ha KaXXZjOM y3/I0BOM MOMEHTe, B TOYKaX MNCMbITa-
HW#, repoii nonazgaet B CUTyaLLMO MUKPOKOHMANKTa,
BO3MOXHOCTW OCO3HaTb MPUUMHY KpW3nca 1 HayaTb
npoLecc ocBO6OXAEHMsA OT UANO3UA. Hamevato-
LLMICA NePexos OT Macku K NepcoHe Bce Bpems OT-
KnafblBaeTca n3-3a HErOTOBHOCTM repos Npu3HaTh
HacTosLee NosIoOXKeHWe Ae.

Beab ecu uenb nyTewecTBus — NPOCBeLLEHME,
obpeTeHme 3HaHWA N N3MeHeHne cebs, TO OTKpPbI-
BaeTCs 3HaHVe B npoLecce nepesayun ot Nocea-
LatoLero nocBsLWaeMoMy BO B3aMMOLENCTBUN,
K KOTOPOMY repoit JOXKeH 6biTb BHYTPEHHE MOA-
rotoeneH. Cama e npoueaypa UCnblTaHUs BO-
NPOC-OTBETHbIM AMan0roMm, Kak NokasaHo B CTaTbe
A. A. KaaTkuHa, B KOTOPOI nccaeayeTcs npmposa
MOTMBHOW U CHOXXETHOW OpraHmsauum B pamMkax
«Mctopnueckon noatmkmn» A. H. BecenoBckoro c
NCTOPNYECKMX MO3ULIMIA CTAHOBEHUSA NIMYHOCTU,
npejnonaraeTt akT BOMIOLEHNA 1 pa3obnadeHns,
Hekorsa ConpoBOXAaBLUNIA NEPEXOZ, OT KOJNNEKTMB-
HOro K nepcoHanbHoMy co3HaHumto (KaatkuH, 2000).

CooTHOLEeHME CroXeTa C pPUTyasioM, NOKasbl-
BaeT, UTO MOTUBHO-CHOXKETHOE KOMMO3ULMOHHOE
eMHCTBO OTpaxkaeT ApamMy 3MaHCUnaLmm AM4Ho-
CTW, CMeHbl COCTOSHWI repos, ero coumnanmsaunio,
CTaHOBNEHWE UHAVBUAYANbHOIO CO3HaHWA U NAEH-
TUYHOCTK, YTO OTPaXKaeTca B COBPEMEHHbIX Xyf0-
>KECTBEHHbIX MpakTuKax B 1MTepaType 1 UrpoBOMm
K1HO. Bonpoco-oTBeTHas KOHCTPYKLMA OKa3blBaeTCs
O/AAHOBPEMEHHO YacTblo KapHaBanM3auum B naaHe
BOCMPUATUA, HO N YaCTbHO BO3POXAEHUS pUTyana
MHUL ALK B NAaHe AelCTBUS repos.
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