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ARTISTIC SPEECH PATTERNS IN PODCAST TEXTS

Summary: The article examines artistic speech patterns
in podcast texts as a means of rhetorical influence on the
audience. On the material of four episodes of the podcast
"Close-Up" (hosted by Vsevolod Korshunov and Daulet
Dzhaynadarov), tropes and figures of speech are analyz-
ed, classified according to lexical and syntactic levels. The
research draws on the works of contemporary media lin-

Introduction

The phenomenon of podcasting has, over the
past decade, attracted the attention of research-
ers of the media, of linguists, and of culturologists.
The podcast represents "a form of radio journal-
ism" adapted to the new technological conditions
of content consumption [1, p. 26]. However, unlike
traditional broadcast radio, the podcast possesses
a number of distinctive features: it is oriented to-
ward delayed listening, is not constrained by strict
timing, and presupposes a deeper personalization
of content. "Podcasts may be assigned to an inde-
pendent format of the new media, which perform the
functions inherent in the traditional genres of jour-
nalism, that is, the communicative, the information-
al, the advertising, and the recreational” [3, p. 48].

Of particular interest is the speech organization
of the podcast. Whereas a written text of the mass
media can be reread and analyzed repeatedly, an
auditory text is perceived linearly, in temporal suc-
cession, which makes special demands of its rhetor-
ical construction. "Podcasts are a kind of product
of mediatization, integrating into the life of socie-
ty and becoming a natural part of the daily routine
for those who listen to them constantly, behind the
wheel, on holiday, while performing household du-
ties, while eating, during work or study” [4, p. 82].

The present study sets as its aim the identifica-
tion and analysis of artistic speech patterns (tropes

guists and rhetoricians, as well as on the theoretical prin-
ciples of classical rhetoric, demonstrating the continuity of
expressive means in media texts.
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and figures of speech) in the texts of the podcast
"Close-Up", a project of the internet service Kino-
poisk, which is hosted by the film critic Vsevolod
Korshunov and by Daulet Dzhaynadarov, editor of
video and podcasts at Kinopoisk. The choice of the
object is conditioned by the popularity of the pod-
cast, by its influence on the media landscape, and
by the pronounced individual speech manner of the
hosts, which combines analytical depth with conver-
sational intonation. The material of the study con-
sisted of four episodes of the podcast released in
the period from August 2020 to September 2021:
"Why Alfred Hitchcock's Psycho Still Frightens" (24
August 2020), "Godzilla vs. Kong as a Typical Mod-
ern Blockbuster" (29 March 2021), "What's Wrong
with Wrath of Man and the Phenomenon of Guy
Ritchie" (3 May 2021), and "Why Sergei Eisenstein
Is the Greatest Director in the History of Cinema"
(7 September 2021).

Methodology and Material

The empirical base of the study was constituted
by transcribed fragments of the indicated episodes.
The fixing of the material was carried out by the
method of continuous audio recording followed by
transcription. The selection of examples for analysis
was performed according to the principle of repre-
sentativeness: in each episode, fragments were sin-
gled out that demonstrate the systemic use by the
hosts of tropes and figures of speech.
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The theoretical basis of the work is constituted
by studies in the field of media linguistics and rhet-
oric, in particular by the article of A.Yu. Shirokikh, in
which the continuity of the classical rhetorical tra-
dition in contemporary media texts is substantiat-
ed [7]. The methodology of analysis relies on the
classification of tropes and figures of speech con-
solidated in rhetorical and linguistic sources, and
also on the conception of intertextuality elaborat-
ed by Yu.M. Lotman [6].

1. Theoretical Foundations of the Analysis

1.1. Podcast as an Object of Media Linguistic Re-
search

In contemporary scholarly literature, the podcast
is examined in three key planes. First, as a form of
radio journalism, which permits the application to it
of the methods of analysis worked out for the study
of broadcast speech. Second, as an independent
media phenomenon possessing its own specifici-
ty. Third, as a completed speech work transmitting
an expressed authorial position and intended for
wide dissemination. Researchers emphasize that the
key specificity of this format consists in the sound
nature of the content, in the conversational stylis-
tics promoting the accessible exposition of com-
plex topics, and in the subjective coloring reflecting
the personal experience of the host or of the invit-
ed guest [8, p. 154].

V.I. Konkov, analyzing the features of the speech
practice of the contemporary mass media, singles
out two global causes of the growth of interest in
the speech resources of the Internet, in the speech
material generated by television and radio. The first
is the development of technical means making it
possible easily to produce oral speech in large quan-
tities and to operate with it (to store it, to edit it,
to subject it to processing). The second is the nat-
ural gravitation of society toward the oral variety
of speech as toward the most natural form of the
existence of language. We are inevitably becoming
a society which more and more listens and watch-
es and less and less reads. Under these conditions,
the dialogical character of media texts, their orien-
tation toward "live" communication with the audi-
ence, is naturally intensified [5, p. 18]. This feature
is fully manifested in podcasts.

1.2. Rhetorical Devices: Tropes and Figures of
Speech

As A.Yu. Shirokikh observes, "the influencing
function of rhetoric is still relevant": the creators
of mass-media texts "choose the means and modes

28

of verbalization that to the greatest degree corre-
spond to that view of the event which the journalist
wishes to form in the audience" [7, p. 176].

In the tradition of classical rhetoric, two prin-
cipal types of expressive means are distinguished:
tropes, that is, lexical means based on the trans-
fer of meaning (metaphor, metonymy, simile, epi-
thet, irony), and figures of speech, that is, syntactic
constructions that violate the neutral word order
or create a particular rhythmical pattern (anapho-
ra, gradation, antithesis, rhetorical question, inver-
sion). In contemporary linguistics this classification
is preserved, although the terminology may vary.

Also important for the analysis of media texts
is the concept of intertextuality. Yu.M. Lotman, ex-
amining culture as a text, emphasized the entire
complexity of the organization of such a text, com-
posed of other texts, of the most diverse elements
imported from other textual spaces [6]. Quotations,
functioning as semiotic references to another text,
accumulate within themselves the cultural and his-
torical experience of humanity and serve as mark-
ers of involvement in tradition. A new text, relying
on its pre-texts, rethinking, contesting, or reformu-
lating them, thereby inevitably addresses its pre-
decessors [2, p. 50].

In the context of the podcast, this is manifest-
ed in the use of quotations, allusions, and prece-
dent-setting phenomena that refer to well-known
cultural texts.

2. Analysis of Artistic Speech Patterns in the
Podcast "Close-Up"

2.1. Episode "Why Alfred Hitchcock's Psycho Still
Frightens" (24 August 2020)

In this episode the hosts turn to the classic film
of the director Sir Alfred Hitchcock, and their speech
is saturated with figures that emphasize the psy-
chological depth of the material under discussion.

Anaphora. Vsevolod Korshunov uses anaphora
(the repetition of the initial element) to strengthen
the contrast between the external and the internal
world of the human being: "internal demons, inter-
nal problems are far more terrifying than external
demons". The repetition of the modifier "internal”
at the beginning of two syntagmas accentuates at-
tention on the psychological nature of fear.

Simile. Daulet Dzhaynadarov, characterizing
Hitchcock's directorial method, resorts to an ex-
tended simile: "He is a kind of sportsman of film
direction, who is constantly arranging challenges
for himself". The simile not only describes the crea-



tive method but also transfers the abstract concept
of "professional mastery" into the concrete plane
of sports terminology, accessible to the audience,
which is characteristic of the podcast.

Rhetorical question. The rhetorical question of
Daulet Dzhaynadarov, "Whence, then, do these
layerings of meanings arise?", does not require an
answer but structures the further reasoning. "The
rhetorical question is a favorite device in the rhet-
oric of journalism” [7, p. 177]. Here it performs the
function of involving the listener in the process of
meaning generation.

Gradation. Vsevolod Korshunov uses ascend-
ing gradation to designate the value of a classical
film work: "And a film, a good film, an outstanding
film, a classic film, it is always greater than its au-
thor...". The successive intensification of semantic
significance (good, outstanding, classic) prepares
the concluding thesis about the quality of the work.

Anaphora and metaphor. In the same episode,
Korshunov combines anaphora and metaphor: "...
they really are very similar, they really are two sides
not even of one medal... This is one side of one med-
al...". The repetition of "they really are" creates an
anaphoric structure, and the extended metaphor
of the medal (internal/external, good/evil) repre-
sents an example of antithesis framed through a
metaphorical image. Such a combination of devic-
es many times over intensifies the expressiveness
of the utterance.

2.2. Episode "GodZzilla vs. Kong as a Typical Mod-
ern Blockbuster" (29 March 2021)

In this episode, devoted to the analysis of con-
temporary mass cinema, the hosts actively use fig-
ures emphasizing the simplification of images and
of narrative logic.

Simile. Daulet Dzhaynadarov resorts to a simi-
le that lowers the pathos of the mythical creatures:
"But in fact Godzilla and Kong, in this film they are
reduced to the pure function of huge fighting ma-
chines, that is, to a kind of wrestlers". The comparison
with wrestlers (the characters of sports-entertain-
ment shows) performs the function of irony, lay-
ing bare the commercial nature of contemporary
blockbusters.

Antithesis. In the utterance of Daulet there is
contained a vivid antithesis: "A huge terrifying crea-
ture is able to be tender". The opposition of "huge,
terrifying" and "tender” creates a figurative ten-
sion which, in the host's view, remains unrealized
in the film.

Litotes. Vsevolod Korshunov uses litotes (de-
liberate understatement) to create a comic effect:
"...he enters into interaction with a little axe...". In-
stead of the neutral "uses an axe" or the elevated
"fights with an axe", the litotes lowers the pathos
of what may be seen on the screen.

Anaphora and antithesis. A complex figure com-
bining anaphora and antithesis is used by Daulet
Dzhaynadarov: "...you do not believe their decisions,
you do not believe that they feel and think any-
thing, that is, you believe this little girl here...". The
anaphoric repetition of "you do not believe" in the
first part is opposed to the laconic "you believe"
in the second, while the objects of disbelief (deci-
sions, feelings, thoughts) contrast with the object
of belief, "this little girl here". The antithesis here
emphasizes the semantic rupture between the soul-
less (decisions, the abstract "they") and the living,
the concrete.

Gradation. Daulet uses descending gradation to
evaluate the logical transitions in the film: "The is-
sue here is that all these transitions, from the log-
ical point of view, they are super utilitarian, super
unjustified...". The repetition of the adverb "super"
with the intensification of negative evaluation (util-
itarian, unjustified) strengthens the critical pathos.
In another fragment of the same episode, Dzhayna-
darov constructs an ascending gradation: “..when
it seems to me that, in fact, the dramaturgy of the
hero, empathy, is itself the foundation of the film,
the foundation of cinema, the foundation of art...".
Here each successive concept widens the previous
one (film, cinema, art), raising a particular thesis to
the level of a universal statement.

2.3. Episode "What's Wrong with Wrath of Man
and the Phenomenon of Guy Ritchie" (3 May 2021)

This episode, devoted to the work of the English
director Guy Ritchie, demonstrates an active use of
irony and of extended metaphors.

Irony (antiphrasis). Vsevolod Korshunov uses
extended irony, playing upon the archaic charac-
ter of the aesthetics of Guy Ritchie: "for me this is
a kind of genre of Old Testament cinema; if cine-
ma had existed in the age of Moses, then it would
surely have been such. Probably not on the techni-
cal level, but on the conceptual one: an eye for an
eye, a tooth for a tooth, may my soul be filled with
wrath and vengeance, well, and all such things...".
The irony here is realized through the unexpected
juxtaposition of contemporary cinema and bibli-
cal antiquity, and the quotation from the Old Tes-
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tament ("an eye for an eye, a tooth for a tooth")
serves as a precedent-setting phenomenon, refer-
ring back to an archaic system of values. Korshunov
also uses self-irony: "It is | who am such, spoiled by
Bergman". Here the proper name (Bergman) func-
tions as a precedent-setting phenomenon denoting
high, elitist cinema. The self-irony lowers the possi-
ble pathos of the previous utterances and creates
the trusting intonation characteristic of the podcast.

Gradation. In the same episode, Vsevolod de-
velops his ironic image, using gradation: "...cinema
from before the Birth of Christ, such Old Testament,
chthonic cinema; one can say even more crude-
ly, cinema of the Stone Age". The intensification
of chronological depth (Old Testament, before the
Birth of Christ, the Stone Age) strengthens the com-
ic effect, carrying the characterization to the point
of absurdity.

Metaphor. Concluding the conversation about
the film of Guy Ritchie, Korshunov sums up: "This
is literally walking our inner monster". The meta-
phor "walking the inner monster" combines every-
day lexis ("walking") with psychological lexis (“inner
monster"), creating an image of the film as a safe
zone for the release of suppressed instincts.

2.4. Episode "Why Sergei Eisenstein Is the Great-
est Director in the History of Cinema" (7 Septem-
ber 2021)

In this episode, devoted to a classic of world cin-
ema, the hosts use figures emphasizing the scale
and significance of the figure under discussion.

Anaphora. Daulet Dzhaynadarov opens the epi-
sode with an anaphora opposing the choice of theme
to opportunistic priorities: "We chose not some top-
ical novelty, not something passing, something that,
of course, will tear up the box office, but, possibly,
will sink into oblivion. We chose a theme...". The
repetition of "we chose" at the beginning of the
opposed constructions sets a rhythmical structure
and accentuates the consciousness of the choice.

Gradation. Vsevolod Korshunov uses descend-
ing gradation to describe the modest living condi-
tions of Eisenstein: “"The residents of the communal
apartment decided to squeeze together, in order
to give such a great director a separate room: not
an apartment, not a villa, not a yacht, but simply a
tiny little room of a few metres there". The enumer-
ation from the larger to the smaller (apartment, vil-
la, yacht, tiny little room) creates a comic contrast
between the merits of the director and his every-
day conditions.
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Metaphor. In the same episode, Korshunov uses
the phrase "Here we make money", which is a dead
metaphor (an idiom). In the context of the conver-
sation about the fact that Eisenstein shot propagan-
da films on state commission, this phrase acquires
a double meaning: the direct one (earning mon-
ey) and the implicit one (ideological production).

Metaphor and gradation. Korshunov constructs
an utterance combining metaphor ("the films are
living") and gradation: "His films are studied. His
films are watched. His films are living, in my view".
The intensification of meaning (studied, watched,
living) in this example represents an ascending gra-
dation in which each successive link strengthens
the previous one: from rational action ("studied"),
through perception (“watched"), to an emotional
and figurative culmination ("living"). "The films are
living" is a metaphor. The attribute of a living be-
ing is transferred to a work of art, which affirms the
independent artistic life of the film, bringing it out
into the sphere of ontological status.

Gradation. Analyzing the type of hero in the film
Battleship Potemkin, Korshunov uses gradation (peo-
ple, mass, collective hero). The enumeration is built
from the broader concept (“the people”) to the more
compact one ("the collective hero"). Such a solu-
tion creates the effect of consistent concretization.

3. Conclusion

The analysis carried out has shown that the
speech fabric of the podcast "Close-Up" is built as
a multi-level rhetorical space in which lexical and
syntactic means do not simply coexist but mutual-
ly complement one another. The hosts use a wide
set of tropes and figures of speech, which trans-
forms a conversation about cinema into a dynamic,
emotionally saturated, and at the same time struc-
tured action.

The analysis makes it possible to single out five
key functions that these devices perform in the au-
ditory format.

1) Dialogization of communication. Rhetori-
cal questions involve the listener in reflection, and
anaphoras organize sounding speech rhythmical-
ly, compensating for the absence of visual contact.

2) Creation of an effect of presence. Conversa-
tional lexis, ellipsis, litotes, and also markers of oral
speech (repetitions, pauses, self-interruptions), imi-
tate spontaneous conversation, erasing the bound-
ary between studio and audience.

3) Emotional influence. Metaphors and similes
transform abstract evaluations into tangible images,



and gradations (both ascending and descending) reg-
ulate the emotional intensity, from pathos to irony.

4) Structuring of complex content. By virtue of
gradations, a hierarchy of concepts is built up, and
similes and metaphors clarify professional terms,
making expert conversation accessible to an un-
prepared audience.

5) Ironic reflection. Irony encompasses not only
separate phrases but also the general tonality of the
speech, helping the hosts to maintain critical distance,
to avoid moralizing, and to create a trusting atmos-
phere (this is especially manifested in the episode
about the film Wrath of Man (dir. Guy Ritchie, 2021)).

Particularly indicative are those cases in which
the hosts simultaneously use several devices with-

in the framework of a single phrase (for example,
anaphora with metaphor, antithesis with gradation).
Such combinations many times over strengthen the
expressiveness and bear witness to a high level of
rhetorical culture.

The podcast "Close-Up" vividly demonstrates
how the classical rhetorical instruments are or-
ganically adapted to the contemporary audito-
ry format. They do not enter into contradiction
with the unconstrained tone of the conversation
but, on the contrary, strengthen its expressive-
ness, structure the information, and evoke in the
listener an emotional response, that is, they re-
solve the principal tasks confronting the authors
of the podcast.
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Ceatocnas AnekcaHaposuy Kyapsauwos
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XY/IOXECTBEHHbIE PEYEBLIE O5OPOThI B TEKCTAX
NOAKACTA

AHHOTauumA: B cmamee paccmampusaromcs xyodoxe-
cmeeHHeble pedegble 060pOMbI 8 Mekcmax hodkacma Kak
cpedcmeo pumopudeckozo 8o3delicmaus Ha ayoumoputo.
Ha mamepuane yemeipex sbinyckoe nodkacma «Kpyn-
HbIM naaHom» (sedywjue — Bcesonod KopwiyHos u Jay-
sem [xaliHadapos) aHanau3upyromcs mponel u guzypel
peuyu, kaaccuguyupyemsie no AKCUHECKOMY U CUHMAKCU-
ueckoMy yposHAM. ViccredosaHue onupaemcs Ha mpyoel

BsepeHue

deHOMEH NoaKacTUHra 3a NnocaeaHee AecaTu-
NeTve NpuBAEKaeT BHMMaHWe ncciegoBatenein me-
Ana, IMHIBUCTOB W Ky/bTypooroB.. MNoakact npea-
cTaBAsieT cobol «PopMy pPagnoXypPHANUCTUKN»,
afanTMPOBaHHYH K HOBbIM TEXHOJIOTMYECKUM YC-
noBusAM notpebneHus KoHTeHTa [1, c. 26]. OaHa-
KO, B OTAMUME OT TPAAULMOHHOIO 3GUpPHOro pa-
AVOo, noakacT obiagaeT psgOM OTANUYUTENbHbIX
NPW3HaKoB: OH OPUEHTUPOBAH Ha OTCPOYEHHOEe
NpoC/aylWNBaHNeE, HE OFPaHUYEH XECTKUM XPOHO-
MeTpaxkeM 1 npegnonaraet 6onee rnybokyro nep-
COHannsaunto KoHTeHTa. MoAKacTbl MOXHO OTHe-
CTW K camocToATeNbHOMY hOpMaTy HOBbIX MeAna,
KOTOpbIe BbIMOJHAT QYHKLMM, MPUCYLLNE TPaAW-
LMOHHbBIM XaHpaM XYPHaANCTUKKM, TO €CTb KOM-
MYHWKATUBHYH, CMPaBOYHYIO, PEKIAMHYIO U pe-
KpeaunoHHyto» [3, c. 48].

Ocobblil MHTEpPEC NpeACTaBAsET peyeBas opra-
HW3auuMa nogkacrta. Ecam nucbmeHHbIn Teket CMUA
MOXeT OblTb HEOLHOKPATHO MepeunTaH 1 npoaHa-
NIN3MPOBaH, TO ayAManbHbIN TEKCT BOCMPUHUMAETCS
JINHENHO, BO BPEMEHHOW MOC/e40BaTe/IbHOCTH, YTO
npeabsaBaseT 0cobble TpeboBaHMA K ero pUTOpU-
YyeckoMy NocTpoeHuto. «[MoaKacTbl ABAAIOTCA CBO-
€ro poja NpoAyKTOM MeamaTmalun, MHTerpupy-
ACb B XXM3Hb OOLLECTBA U CTAHOBSACH €CTECTBEHHOM
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cospeMeHHbIx MeouaaUuH28UCMO8 U puMopuKos, a makxe
Ha meopemudyeckue NOJOXeHUs aHMUYHOU pumopuKu,
deMoOHCMpuUpyrowue npeeMcmeeHHOCMb 8bipasumerio-
Hbix cpedcme 8 MeduliHbIX MeKcMax.

KnioueBble cnoBa: nodkacm, pumopudeckue npuemsi,
mponel, ueypel pedu, memaghopa, epadayus, aHagopa,
aHmumesa, UpoHUs, UHMepmeKkcmyaasHOCMe.

YacTbto AHEBHOM PYTUHBI ANA TEX, KTO UX CyLiaeT
NMOCTOSHHO — 3a Py/IeM, Ha OTAbIXe, MPW BbIMNOAHE-
HWW AOMaLLHMX 0BsA3aHHOCTElN, 3a 401, BO BpeMs
paboTbl unn yuebsl [4, c.82].

HacTosiwee nccnegoBaHne cTaBUT CBOeN Lie-
NbIO BbISIBIEHWNE W aHANN3 XYLOXKECTBEHHbIX peye-
BbIX 06OPOTOB (TPOMOB U PUryp peumn) B TeKcTax
noakacta «KpynHblM naaHom» — npoeKkTa UHTep-
HeT-cepBuca «KMHONMOWUCK», KOTOPbIV BeAYT KMHO-
KpuTnk BceBonog KopuuyHos u flaynet [xxaiHaga-
pOB, pesakTop BUAeO v noakactoB «KnHonomcka».
Bbibop o6bekTa 06yC0BAEH NOMNYAAPHOCTBIO MOA-
KacTta, ero BAMAHMEM Ha MeAnanaHawadT n apko
BbIPa>XeHHOW NHAVBUAYA/IbHOW peYyeBOl MaHEPOM
BeAYLLMX, COYeTaroLLel aHaIUTUUECKYHO TyOuHy
C pa3roBOpPHON UHTOHaUMeln. MaTepuanom nccne-
JOBaHWNA MOCAY>XXMAM YeTblpe BblMycka NoaKacTa,
Bbillelme B nepuog ¢ aBrycta 2020 no ceHTs6pb
2021 ropa: «lMouemy “Tlcnxo” Anbdpesa Xnukoka
A0 cux nop nyraet» (24.08.2020), «"Top3nnna npo-
1B KOHra" Kkak TMNnYHbIn COBPEMeHHbIN 610kb6a-
crep» (29.03.2021), «4T10 He Tak ¢ "THeBOM YenoBe-
yeckuM” n B yem deHomeH Nas Puum» (03.05.2021)
n «Mouemy Ceprein d3eHLITENH — BEANYANLLNIA pe-
Xuccep B nctopun kmHo» (07.09.2021).

MeTogonorusa u matepuan. SMnupudeckyro 6asy
nccnefoBaHMA COCTaBUAW paclumdpoBaHHble dpar-



MEeHTbI yKa3aHHbIX BblNycKoB. Pukcaums Matepuana
OCyLLEeCTBASANACh METOLOM CMJIOLWHOW ayano3anm-
1 ¢ nocneaytolent TpaHckpubaumen. OT6op npm-
MEPOB A/11 aHaAM3a MNPOU3BOAMACA MO NPUHLMNY
penpe3eHTaTUBHOCTL: B KaXKAOM BblINyCKe BblAeNs-
Nncb GparMeHTbl, AEMOHCTPUPYIOLME CUCTEMHOE
MCNoNb30BaHMe BEAYLLMMU TPOMOB U GUTYP peuun.

TeopeTnyecko OCHOBOW paboTbl cayxaT uc-
cnefoBaHUA B 061aCTV MeAMaNVHIBUCTUKA U pu-
TOPUKMK, B YacTHOCTK, cTatba A.FO. LUnpokux, rae
060CHOBbIBAETCS NPEEMCTBEHHOCTb aHTUYHON pU-
TOPUYECKOW TPaAMLIMM B COBPEMEHHbBIX MeamnaTek-
cTax [7]. MeTogonornsa aHanv3a onvpaeTcsa Ha kaac-
cndukaumo Tponos 1 GUryp peuu, 3aKpenaeHHyro
B PUTOPUYECKMX U JIMHTBUCTUYECKNX UCTOUHMKAX, a
TakXKe Ha KOHLEeMNLUM MHTEPTEKCTYaNbHOCTH, pa3-
pabotaHHyto HO. M. JlTotmaHowm [6].

1. TeopeTnueckne oCHOBaHWUA aHa/n3a

1.1. MNodkacm kak o6vekm MeduanuHzeucmuye-
CK020 uccnedosaHus

B coBpemeHHOW HayuHOW nTepaType noakact
paccMaTpuBaeTCs B TPeX KJHOUEBbIX MJOCKOCTAX.
Bo-nepBbix, kak GopMa pagmoxXypHaANCTUKKM, YTO
MO3BOAIET MPUMEHATb K HEMY METOZbI aHaNn3a, pas-
paboTaHHble A8 U3yyeHus apupHon peun. Bo-BTo-
pbIX, Kak CaMOCTOATeNIbHOE MeANINHOE ABNEHUE, 06-
naparoliee cob6CTBEHHON cneundukon. B-tpetbmx
Kak 3aKOHUYeHHOe peyeBOe NPOoun3BeaeHMeE, TPaHC-
NnpytoLlee BblpaXKeHHYH aBTOPCKYH MO3ULMIO U
paccuMTaHHOE Ha LUMPOKOe pacnpocTpaHeHue. Vic-
cnesoBaTeNN NOAYEPKMBAIOT, UTO KtoUeBas cneLl-
ndwvka gaHHoro ¢opmara 3akno4vaeTcs B 3ByKO-
BOW NPUPOZLE KOHTEHTA, Pa3roBOPHOM CTUANCTUIKE,
cnocobcTByHOLLEN AOCTYMHOMY U3I0XKEHUIO COXK-
HbIX TEM, U CYOBEKTMBHOW OKpacke, OTpaXkatoLLen
JNINYHbBIV ONbIT BEAYLLLErO MAN NPUTNALLIEHHOTO ro-
cta [8 c. 154].

B. V1. KoHbkOB, aHann3npys ocobeHHOCTM peye-
BOW NpakTUKn coBpeMeHHbix CMW, BbigenseT age
rnobasbHble NPUUMNHBI POCTa MHTEpeca K peyeBbIM
pecypcam VIHTepHeTa, K pe4yeBOMy MaTepuany, no-
poXxzaemMoMy TeneBmaeHnem n pagmno. MNMepeas —
Pa3BUTME TEXHUUECKNX CPEACTB, AatOLMX BO3MOXK-
HOCTb JIerko NMopoXAaTb B 60bLIOM KOMYecTBe
YCTHYIO peydb 1 OnepupoBaTh ero (XpaHUTb, pesak-
TUpoOBaThb, NoABepratb 06paboTke). Bropas — ecte-
CTBEHHOE TArOTeHWe 0bLLEecTBa K YCTHON pa3HOBUA-
HOCTW peun Kak K Hanbosee ectecTBeHHON Gpopme
CyLLecTBOBaHMA A3blka. Mbl HEM36EXHO CTaHOBMMCS
0obLwecTBOM, KOTOPOE BCe Hosblue CayLiaeT U CMO-
TPWUT 1 BCe MeHbLUe YnTaeT. B aTnx ycnoBusx 3ako-

HOMEPHO YCUANBAETCH ANANOTMUHOCTD MEAUIAHBIX
TEKCTOB, MX OPMEHTaLMA Ha «KnBOoe» oblLieHne ¢
ayauTtopuen [5, c. 18]. 3Ta uepTta B NOSHOWN Mepe
NposBASETCA B MojKacTax.

1.2. Pumopudeckue npuemMsi: mponel u guypel
peuu

Kak 3ameuaet A.HO. LLnpokunx, «BO3AeNCTBYO-
Wwasn QYHKLMA PUTOPUKM MO-MPEXHEMY aKTyab-
Ha»: co3gatenm tekctoB CMU «n3bumpatoT cpescTea
1 cnocobbl BepbanmsaLmm, KoTopble B Hanbob-
LIel CTEMEHM COOTBETCTBYHOT TOMY B3rs4y Ha CO-
6bITVE, KOTOPBIV XYPHANUCT XO4eT chopMUMpPOBaThb
y ayautopun» [7, c. 176].

B Tpaguumm aHTMYHOW PUTOPUKU pa3anyatoTCs
[iBa OCHOBHbIX TUMa BblpPa3nTeNbHbIX CPEACTB: TPO-
Mbl — IeKCUYECKNE CPesCTBa, OCHOBaHHbIE Ha nepe-
HocCe 3HaueHuns (MeTadopa, METOHUMUSA, CPaBHEHME,
3NUTET, UPOHUA) N GUTYPbI PeYM —CUHTaKCMyeckme
KOHCTPYKLMK, HapyLUaroLLne HeNTpaabHbI Nops-
JOK C/IOB AW CO3jatoLime ocobbli pUTMUYECKINT
pucyHok (aHadopa, rpagauuns, aHTiTesa, putopude-
CKWI BONPOC, UHBEPCUS). B COBpeMEHHOM NNHIBY-
CTUKe 3Ta KNaccudukaLma CoOXpaHAeTca, XoTa Tep-
MWHOIOMMA MOXET BapbMPOBATHCA.

BaxxHbIM 15 aHann3a MeAWAHbIX TEKCTOB SIBAS-
e7Cca TakXe MOoHATME MHTepTeKcTyanbHocTu. FO.M.
JloTmaH, paccmaTtpurBas KyabTypy Kak TEKCT, MOJ-
YepKKMBaJ BCHO COXHOCTb YCTPOMCTBA TaKoro Tek-
CTa, COCTOALLLEro 13 APYyrux TEKCTOB, U3 MPUBHe-
CEHHbIX U3 APYruX TEKCTOBbIX MPOCTPAHCTB CaMbIX
pa3nYHbIX 31eMeHTOB. [6]. LinTaTbl, BbiCTynas 3Ha-
KOBbIMUW OTCbIJIKAMM K YY>KOMY TEKCTY, akKKyMyau-
pytoT B cebe KyNbTypHO-UCTOPUYECKUI OMbIT Ye-
NIOBeYECTBa M Cly>KaT Mapkepamu NpuobLueHms K
Tpaauumm. HoBbIV TEKCT, ONMPasch Ha NPeATEKCTh,
nepeocMbIC/ifs, ocnapueas nan nepedopmyanpys
nX, TeM CaMbIiM HEM3DEXHO obpallaeTcs K CBOUM
npealwectseHHukam [2, c. 50].

B KOHTekcTe noakacra 3TO NPOABASETCA B UC-
NoJIb30BaHUN LIUTAT, aJ/I03UI, NpeLeAeHTHbIX de-
HOMEHOB, OTCbINAOLLMNX K U3BECTHbBIM Ky/bTYPHbIM
TekcTam.

2. AHanun3 XypA0XKeCcTBEHHbIX peueBbix 060-
poTtoB B nogkacre «KpynHbiM niaHom>»

2.1. Boinyck «[Moyemy “lMcuxo” Anegppeda Xuu-
koka 0o cux nop nyzaem» (24.08.2020)

B 3TOM BbINycKe BegyLymne obpaLlaroTcs K Kaaccu-
yeckoMy Guibmy pexxmccepa capa Anbdpesa Xnuy-
KOKa, 1 UX peyb HacbllleHa durypamu, nogyepkmaa-
FOLLMMU NCUXON0TMYECKYHo rybuHy obcyxzaemMoro
MaTtepuana.
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AHadopa. BceBonog KopLuyHOB ncnonb3yeT aHa-
dopy (eanHOHauaTmne) ana yCmaeHus KoHTpacTa
MeXAY BHELWHUM U BHYTPEHHUM MUPOM 4YenoBe-
Ka: «BHYTPEHHMWE AEMOHbI, BHYTPEHHUE Npobiemsl
ropaszo CTpallHee HeXenn AeMOHbI BHeLLHWe». [1o-
BTOP OnpeseneHns «BHYTPEHHME» B Havane AByX
CUMHTarM akueHTUpyeT BHMMaHMe Ha MCUXOa0ru-
YecKkor Npupoae cTpaxa.

CpaBHeHue. [laynet [I>xxaHasapoB, xapaktepu-
3ys pexumccepckmii metos Xnukoka, npuberaert kK
pa3BEePHYTOMY CPaBHEHWHO: «ITO TaKOM CMOPTCMEH
OT KMHOPEXMCCYPbl, KOTOPbIN MOCTOAHHO YCTpa-
nBaet cebe yenneHgxmn». CpaBHeHNE He TONbKO
OnucbiBaeT TBOPYECKMIA METOA, HO U NepeBOANT
abcTpakTHOE NMoHATUe «npodeccnoHanbHOe Ma-
CTEpPCTBO» B KOHKPETHYO, JOCTYMHYIO ayauTopum
MA0CKOCTb CMOPTUBHON TEPMUHONOMMM, YTO XapaK-
TEepPHO A/A NogKacTa.

Putopuueckunin Bonpoc. Putopmuecknii Bonpoc
[Jayneta [AxanHagapoBa «OTKyAa >K€ BO3HMUKAOT
3TV HaniacToBaHWA CMbIC/IOB?» He TpebyeT oTBe-
Ta, HO CTPYKTYpPUPYET AasbHelLlee paccyXaeHue.
«PuTOpUYeCcKnin BONpoc — n3r061eHHbIN NpUeM B
putopwuke Nyeanumctnkm» [7, c. 177]. 3aecb OH Bbl-
nosHAeT QYHKLMIO BOBAEYEHUS CyLllaTens B Npo-
LLeCC CMbIC/IOMOPOXAEHMA.

lpagauus. Bcesonog KopLuyHOB MCMOb3yeT BOC-
XOAALLYHO rpagaumio Ans 0603HaueHMs LEHHOCTH
KJ1aCCMYecKoro kmHonpownssegeHumsa: «A dbunbm, xo-
poLwmnii GWbM, BbIAAFOLLMIACA GUABM, KNaCCUUYECKUI
dunbM oH Bcerga bonblie aBTopa...». lNocnegosa-
Te/IbHOEe HapallyBaHNe CMbIC/IOBOM 3HAUYMMOCTM (XO-
POLUNIA — BbIAAMOLNACA — KNACCUUYECKUIA) MOATOTaB-
JINBaAET UTOrOBbIN TE3UC O KauecTBe NPOU3BELEHNS..

AHadopa n metadopa. B atom xe Bbinycke Kop-
LLIYHOB KOMBUHMpPYET aHadopy 1 MeTahopy: «... OHK
npaBAa O4YeHb MOXOXW, OHW NpaBAa ABe CTOPOHbI
Jaxe He O4HON Megann... ITO ofHa CTOPOHa Of-
HOW Mezanu...». [IOBTOp «OHM NpaBja» co3AaeT aHa-
dopurueckyro CTPYKTypy, a pa3BepHyTas metadopa
Meganun (BHyTpeHHee/BHellHee, 1,06p0/3/10) Npea-
cTaBnseT cobon nprmMep aHTUTE3bl, OPOPMIEHHON
yepes MeTapopuyecknii obpas. Takoe couetaHne
NPVYeMOB MHOTOKPaTHO YCUIMBAET Bblpa3nTesb-
HOCTb BbICKa3blBaHMS.

2.2. Beinyck «“o03unna npomue KoHaa” kak mu-
nu4HbIl cospemeHHsIl biokbacmep» (29.03.2021)

B 3TOM BbINyCke, NOCBALEHHOM aHann3y co-
BPEMEHHOro MaccoBOro knHematorpada, sBegyLine
aKTMBHO MCMOB3YOT GUIypbl, NoguepkmBatroLme
ynpoLeHvie 06pa3oB 1 NOTMKM NOBECTBOBAHMA.
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CpaBHeHue. flaynet [pkaitHasapoB npuberaet K
CpaBHEeHUIO, CHmKarowemy nadoc Mmduyeckmx cy-
wectB: «<Ha camom xe aene Mogsnnna n KoHr, oHu
>Xe B 3TOM duibMe CBeAeHbl 40 YMCTO GYHKLMN
OTrPOMHbIX HOEBbIX MaLLVH, TO €CTb TaKUX pecTie-
poB HemMHoro». CpaBHeHWe ¢ pecTaepamu (nepco-
Ha>Xamu CMOPTUBHO-Pa3BEKaTE/IbHbIX LLOY) BbIMO-
HAET QYHKLMIO MPOHUN, OBHaXaa KoOMMepYecKyto
npUpoAy CoBpeMeHHbIX 6aokbacTepos.

AHTuTe3a. B BbiCcKa3biBaHUW [layneta cofep>xuT-
cs Apkas aHTuTe3a: «OrpomHoe cTpallHoe cyle-
CTBO YMeeT 6bITb HEXXHbIM». [TpoTMBONOCTaBAEHME
«OFPOMHOE CTPALLIHOE» U «HEeXHbIM» CO3jaeT 0b-
pa3Hoe HanpsaXeHWe, KOTOPOe, MO MbICAN BeayLle-
ro, 0CTaeTcs HepeannsoBaHHbIM B GuabMe.

JlnToTa. BceBosiog KopluyHOB NCMONb3YeET An-
TOTY (HaMepeHHOoe NpeyMeHbLUeHWe) ANa CO34aHunA
KOMU4eckoro addekTa: «...0H BCTynaeT BO B3anNMO-
JeCcTBME C TOMOPUKOM...». BMecTo HelTpanbHoro
«MCNO/b3yeT TONOP» UM BO3BbILLEHHOrO «Cpaa-
€TCcs TOMOPOM», INTOTa CHMXKaeT nadoc Toro, uTo
MO>XHO BMAETb Ha 3KpaHe.

AHadopa u aHTMTe3a. CoxHas durypa, obbe-
AVHAOLLan aHadopy M aHTUTEe3y, ncnonb3yetcs [a-
ynetom [I>kaliHafapoBbIM: «... Tbl HE BEPULLb WX pe-
LUEHWAM, Tbl HE BEPWLLb, YTO OHW YTO-TO YyBCTBYHOT
“ AyMatoT, TO eCTb Tbl BEPULLb AEBOYKE BOT 3TOM
MaJsleHbKOW...». AHadOopuUecKunin NOBTOP «Tbl HE Be-
puLlb» B NepBOM YacTW NPOTMBOMOCTaBAEH J1aKO-
HWYHOMY «Tbl BEPULLb» BO BTOPOM, a 06BEKTHI He-
BepuA (pelueHns, YyBCTBa, MbICIN) KOHTPACTUPYHOT
C 06BEKTOM BEpbI — «AE€BOYKON BOT 3TON MajeHb-
KOW». AHTUTE3a 34eCb NOAYEePKMBAET CMbICIOBOM
pa3pbiB Mexay 6e3ayLiHbIM (peLueHuns, abcTpakT-
HOE «OHW») N XXMBbIM, KOHKPETHbIM.

Mpagayma. [laynet ncnoab3yeTr HUCXOAALLYHO
rpafaumio A8 OLEHKM JIOTMYeckmx nepexoios B
dunbme: «TyT BOMPOC TOrO, YTO BCE 3TN NEPeEXOAbl
C IOTNYECKOW TOYKM 3PEHUA, OHM Cynep Cayxeb-
Hble, cynep HeonpaBgaHHble...». [ToBTOp Hapeuns
«Cynep» C HapacTaHWeM HeraTMBHOM OLLeHKHM (c1y-
XebHble — HeonpaBjaHHbIe) YCUAMBAET KpUTHYe-
ckuii nadoc. B gpyrom dpparmeHTe TOro xe Bbinycka
[>xaliHaziapoB CTPOUT BOCXOAALLYHO FpajaLmio: «...
KOrZia MHe KaXKeTcs, YTO COBCTBEHHO ApamaTyprus
repos, conepexmnBaHme — 3TO N eCTb OCHOBa GWJb-
Ma, OCHOBa KnMHemaTtorpada, OCHOBa MCKYCCTBa...».
34ecb Kaxaoe nocaesyrollee NoHATME paclumpseT
npeablgylee (puapbM — KnHematorpad — nckKyc-
CTBO), MOAHMMas YaCTHbIA TE3NC A0 YPOBHSA YHU-
BEPCasbHOrO YTBEPXKAEHMS.



2.3. Beinyck «4mo He mak ¢ “THesom yenose-
yeckum” u 8 YyeMm gpeHomeH [as Puuu» (03.05.2021)

OTOT BbINYCK, MOCBALLEHHbI TBOPYECTBY aH-
raMckoro pexwuccepa laa Puun, gemoHcTpupy-
€T aKTMBHOE NCMONb30BaHNe MPOHWM N pa3Bep-
HyTbIX MeTadop.

NpoHusa (aHTndpasunc). Bcesonoa KopLuyHos mc-
MOJIb3yeT pPa3BepPHYTYO MPOHUIO, OBbIrpbIBas apxa-
NUYHOCTb 3CTeTUKN [as Puun: «ans MeHs 3To Takown
>KaHp BETXO3aBeTHOe KMHO, ecn Bbl KMHO cyLle-
CTBOBaJIO B 3rnoxy Mowvces, TO OHO HaBepHsAKa bbino
6bl TaknM. HaBepHOe, He Ha TEXHNUYECKOM YPOBHE,
a Ha KOHLLenTyanbHOM: OKO 3a OKoO, 3y6 3a 3y6, aa
HaMONHUTCA THEBOM WM BO3Me3AMeM gylla MO#, BOT,
BCAKOE Takoe...». IpoHuA 35ecb peannsyeTcs yepes
HeOXMAaHHOE COMOAOXEHME COBPEMEHHOIO Kun-
HemaTtorpada n 6nbneickon fpeBHOCTY, a LuTaTa
13 BeTtxoro 3aBeTa («OKO 3a 0KO, 3y6 3a 3yb») cay-
XUT NpeueseHTHbIM GeHOMEHOM, OTChIIarLWMM K
apxanyeckon cucteMe LeHHocTel. Takxke Kopuuy-
HOB MCMOJ/Ib3yeT CAMOMPOHUIO: «ITO I TaKOW, UC-
nopyeHHbI beprmaHom». 3geck nMa cobcTBeHHOE
(beprmaH) BbICTyMaeT Kak NpeLeeHTHbIN GeHOMEH,
0603HaYaroLLNN BbICOKOE, 3anTapHOe kKMHO. Camo-
MPOHUA CHUXKAET BO3MOXHbIN Nadoc npeablayLLmx
BbICKa3blBaHWA N CO34aeT JOBEPUTE/IbHYHO MHTOHA-
L0, XapakTepHYHo A/1A NogKacTa.

lpagauuma. B sTom xe Bbinycke BceBosnog passu-
BaeT MPOHNYECKMI 06pa3, NCMOb3ys rpajaLmio; «...
KVMHO A0 PoxpaectBa XpMCTOBa, Takoe BETXO3aBETHOE,
XTOHNYECKOe, KMHO, MOXHO CKa3aTb Jaxe elle rpy-
6ee, knHO KameHHoro Beka». HapacrtaHve xpoHono-
rMyeckom rnybuHbl (BeTxo3aBeTHoe — A0 PoxzaecTBa
XpuctoBa — KameHHbIV BeK) ycuamBaeT KOMUYe-
cknin 3 deKT, AOBOAS XapaKTepUCTUKy A0 abcypaa.

Metadopa. 3aBeplias pasrosop o ¢puabme as
Pvun, KopluyHoB pestoMupyeT: «3To bykBaabHO
BbIFY/1 HALLEro BHyTPeHHero MoHcTpa». Metadopa
«BbIT'Y/l BHYTPEHHErO MOHCTPa» 06benHAET H6bITO-
BYHO 1IEKCUKY («BbITY/1») C MCUXONOTMYECKON («BHY-
TPEHHWUI MOHCTP»), co3haBas obpas3 puabMa Kak
6e30mMacHO’ 30HbI A5 BbICBOOOXAEHNS MOAaB/IEH-
HbIX MHCTUHKTOB.

2.4. Beinyck «[Mouyemy Cepzeli IlizeHwimeliH —se-
Auyadiwuli pexxuccep 8 ucmopuu kKuHo» (07.09.2021)

B 3TOM BbINycke, NOCBALLEHHOM KAaCCUKY MWU-
POBOrO KMHO, BeAyLlune NCNOoNb3yHT GUrypbl, NoA4-
yepkmBaroLme MacwTab 1 3HaUMMOCTb 0bCyKaa-
emMou durypsi.

AHadopa. [laynet [>aliHagapoB OTKPbIBAET Bbl-
nyck aHadpopown, NPOTMBONOCTaBAAOLLEN BbIOOP

TeMbl KOHBIOHKTYPHbIM NpuoputeTam: «Mbl Bbibpa-
IV He Kakyro-TO aKTyalbHYH HOBUHKY, He YTO-TO
npuxoaslLee, UTO-TO UYTO, KOHEYHO, MOPBET Kaccy
KMHOMpoOKaTa, HO, BO3MOXHO, kaHeT B JleTy. Mbl
BblObpanu Temy...». [NoBTOpP «Mbl BbIOpann» B Ha-
Yyane NPOTMBOMOCTABEHHbIX KOHCTPYKLIMIA 3a4a-
eT PUTMNYECKYHO CTPYKTYPY M akLEeHTUpPYyeT 0CO3-
HaHHOCTb BbIbOpa.

lpagauna. Bcesonog KopLuyHOB MCMoNb3yeT HUC-
XOAALLYIO rpasaLmio A8 ONUCaHUA CKPOMHbIX yC-
NIOBUI XW3HW D3eHLWTelrHa: «<Knutenm KkoMyHan-
KW peLumnan ynaoTHUTbCA, YTOObI TakoMy BENNKOMY
pexxuccepy AaTb OTAE/NbHYHO KOMHATY: He KBapTu-
Py, HE BUAJY, He AXTY, @ MPOCTO KPOXOTHYHO, Tam
HEeCKO/IbKOMETPOBYO KOMHaTKy». [epeuncieHune
OT 60/bLLErO K MeHbLIEMY (KBapTUpa — BWIa —
fiXTa — KPOXOTHas KOMHaTKa) CO3aeT KOMUYECKUI
KOHTPaCT MeXAy 3acayraMu pexumccepa u ero 6bi-
TOBbIMW YC/IOBUAMM.

Metadopa. B atom xe Bbinycke KopLuyHOB unc-
nonb3yet Gppasy «34eCb Mbl fesaeM feHbrn», KO-
Topas ABnseTcA cTepTon Metadpopon (nagnomoin). B
KOHTEKCTE Pa3roBopa O TOM, YTO DM3EHLUTENH CHU-
Man nponaraHamcTckne GuabMbl MO 3akKasy rocy-
JapcTBa, 3Ta dpasa npruobpeTtaeTt LBONHON CMbICA:
npsiMoe 3HauyeHue (3apabaTtbiBaHMe JeHEr) N CKPbl-
TOe (Maeonornyeckoe NPoOmn3BOACTBO).

MeTtadopa v rpagauma. KopwyHoOB CTPOUT Bbl-
cKa3blBaHWe, obbegmHatowee Metadopy («Ppunb-
Mbl >XXM1Bble») 1 rpagaumnto: «<Ero ¢mabmel nsyua-
toT. Ero ¢uabmbl cmoTpaT. Ero puabmbl Xnsble,
Ha MOW B3rns4». HapactaHue cMbicna (M3ydator —
CMOTPAT — XWBbIE) B JaHHOM NpuUMepe NpeAcTas-
NAT COBOM BOCXOAALLYHO rpajaumio, B KOTOPOU
Kaxxgoe nocnefyrolee 3BeHO YCUAMBAET npesbl-
Ayuiee: OT paLMoHaNbHOro AeiCTBMA («M3yyatoT»)
1 yepes BOCMpUATUE («CMOTPAT») K SMOLIMOHANb-
HO-06pa3HOMYy UTory («XkmBble»). «OUabMbl XK-
Bble» ABAfeTcA MeTadopoi. MNpu3HaKk XMBOro cy-
LiecTBa NepeHOCUTCA Ha NPOM3BEeAeHMe NCKYCCTBa,
YTO YTBEPXKAAET CAMOCTOATENbHYHO XY0XXEeCTBEH-
HYI0 XXM3Hb GMIbMa, BbIBOAA €ro B chepy OHTO-
Nornyeckoro cratyca.

pagauma. AHanmsnpysa Tmn repoa B puabme
«bpoHeHocey, lMoTemMknH», KopLlyHOB MCNONb3Y-
eT rpagauunio (Hapos — Macca — MacCOBUAHBIN re-
pon). MNepeuncineHmne BbICTPANBAETCA OT LUMPOKOTO
NOHATUA («Hapoa») K bonee eMKOMY («MacCoOBUA-
HblIll repoli»). Takoe pelueHme co3zaeT 3ddekT no-
cnepoBaTesIbHOM KOHKPEeTU3aL N,

35



3. 3akntoueHue

MpoBeaeHHbIN aHaAn3 nokasan, YTo peyeBas
TKaHb nogkacta «KpynHbIM NAaHOM» BbICTPOEHA
Kak MHOTOYPOBHEBOE PUTOPUYECKOE NMPOCTPaH-
CTBO, TAe NeKCNYeckme u CUHTaKcmveckmne cpes-
CTBa He MPOCTO COCYLLLECTBYHOT, @ B3aMMHO J0MOJI-
HAKT ApYr Apyra. Begyline ncnonb3yoT WUpokuii
Habop Tponos n GuUryp peun, 4To NpesBpaLlaeTt
pa3roBop O KMHO B AMHAMWYHOE, 3MOLMOHaNb-
HO HaCblLEHHOE N B TO Xe BPeMS CTPYKTYpPUPO-
BaHHOeE AelcTBue.

AHann3 No3BOASAET BbIAEANTb NATb KAHOUEBBIX
bYHKLUMA, KOTOPbIE 3TU NMPUEMbI BbIMOAHSIOT B ay-
AvanbHOM dopmare.

1) Ananorunsauyms obweHns. Putopnyeckne Bo-
NPOChl BOBAEKAIOT C/yllaTeNs B pa3MbllLUieHNne, a
aHapopbl OPraHN3yHOT 3BYYaLLyt0 peyb PUTMUYECKN,
KOMMEHCUPYA OTCYTCTBME BM3YaslbHOTO KOHTaKTa.

2) Co3gaHue 3ddekTa npucyTcTeuma. Pasrosop-
Has JleKCuKa, 3UIMNCUC, INTOTA, a TakKe MapKepsbl
YCTHOW peuu (MOBTOPbI, Nay3bl, cCamornepebuBbl)
UMUTUPYIOT CMOHTaHHbIA pa3roBop, cTMpas rpa-
HULY MeXAy CTYANEN 1 ayauTopuen.

3) OmMoumnoHanbHoe Bo3gercTBme. MeTtadopsl
N CpaBHEHWUs NpeBpaLLaroT abCTpakTHbIE OLEHKM
B ocsizaeMble 0bpasbl, a rpagaumn (Bocxoaalune
N HUCXOAALLME) PeryampytoT SMOLMOHaNbHBIA Ha-
Kan — oT nadoca A0 MPOHUN.

4) CTpyKTypupOBaHMe CIOXHOIo CoAep XKaHuA.
bnarogaps rpagaumnam BbiCTpanBaeTca nepapxms
MOHATWI, @ CpaBHEHUS 1 MeTadopbl MOACHAOT NPO-
beccroHanbHble TEPMUHBI, Aienas 3KCrepTHbLIN pasro-
BOP AOCTYMHbIM 4151 HEMOArOTOBEHHON ayAUTOPUN.

5) ipoHunueckasa pednekcunsa. VipoHus, oxeaTbl-
BaeT He TOJIbKO OTAeNbHble $pa3bl, HO U OBLLYHO
TOHaNbHOCTb pPeyun, Momoras BefyLM COXPaHATb
KPUTNYECKYHO ANCTaHLMIO, n3beraTb Mopanu3aTop-
CTBa ¥ CO34aBaTh AOBepUTeNbHYO aTMocdepy (oco-
6eHHO 3TO NposBAsSETCA B BbiNycke 0 duibMe «[HeB
yenoseuecknin» (pex. Mam Puun, 2021 r.).

OcobeHHO noka3aTesibHbl Cly4Yau, Koraa Beay-
Live OAHOBPEMEHHO MUCMONb3YIOT HECKObKO NPU-
€MOB B paMKax oZHOW dpa3bl (Hanpumep, aHapopy
¢ MeTadopoW, aHTUTE3Y C rpasauneit). Takune cove-
TaHWA MHOTOKPaTHO YCUAMBAKOT BblPa3nTebHOCTb
N CBUAETENIbCTBYIOT O BbICOKOM YPOBHE putopuye-
CKOW KyNbTypbl.

Mogkact «KpynHbIM NAaHOM» HarAAa4AHO AEeMOH-
CTPUPYET, KaK KJaccuyeckne putopuyeckme MHCTpYy-
MEHTbl OPraHNWYHO aZanTUPYHOTCA K COBPEMEHHOMY
ayananbHomy dopmaTy. OHM He BCTynaroT B NMpo-
TMBOpeUMe C HEMPUHYXXAEHHBIM TOHOM becespbl, a,
HanpoTWB, YCUIMBALOT ee BblPa3nTeNbHOCTb, CTPYK-
TYPUPYIOT MHPOPMALMIO U BbI3bIBAKOT Y CayLlaTens
3MOLMOHANbHBIA OTKANK — TO eCTb peLlatoT rn1as-
Hble 3ajauu, CToALMe Nnepes aBTopamMun nogkacra.
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