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SCULPTURE IN THE SYSTEM OF NON-VERBAL
TEXTS OF CULTURE: MEMORIAL, SACRED,
AND BIOGRAPHICAL ASPECTS

Summary: The article examines sculpture within the sys-
tem of non-verbal texts of culture that carry multi-lay-
ered information: memorial, ideological, sacred, and
biographical. The author analyses the mechanisms of
encoding and reading plastic messages in monumental,
ecclesiastical, and intimate spaces. Particular attention
is paid to the problem of the “reader” of sculpture and
to the phenomenon of the partial or complete incompre-
hension of its artistic text. Every text presupposes a read-
er, and the question of who exactly reads the sculptural
text and how it is read is one of the key issues in the
theory of plastic art.

The author emphasises that sculpture, in all the diversity
of its historical forms, is a full-fledged and semantically

It is commonly believed that a text exists only
where there is a word, either written or spoken.
Meanwhile, the semiotics of the second half of the
twentieth century has convincingly demonstrated
the conventionality of this boundary: a text may be
any sign system that possesses an internal struc-
ture and the capacity to transmit meaning from
a sender to a receiver. In this broadened under-
standing, sculpture is one of the most archaic and
semantically saturated texts that humankind has
ever created. The problem of reading sculpture as
a text is of fundamental importance both for the
theory of art and for its actual functioning in so-
ciety. A monument in a city square, a relief on the
wall of a cathedral, a gravestone in a cemetery, a
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rich text possessing specific properties. This specificity lies
in its three-dimensionality, its existence in real space and
time, and its capacity to draw the viewer directly into its
environment. Sculpture serves as a bearer of collective
memory — a memorial text that affirms a particular ver-
sion of the historical narrative. In sacred space it acts as
a mediator between the human being and the transcend-
ent — an iconographic text that encodes theological con-
tent in a visual-plastic form accessible to viewers of dif-
ferent levels of education. In an intimate, personal space,
sculpture becomes a biographical narrative — a text of
identity and social belonging.

Keywords: sculpture, semiotics, visual text, monument,
sacred plastic art, iconology, memorial function.

sculpture in an interior — each of these objects is
a bearer of specific information that exists within
a historical context and is addressed to a specific
audience in a particular space. The difficulty lies in
the fact that the sculptural text, unlike the verbal
one, has no unambiguous “"grammar”. Each view-
er “reads” it in accordance with his or her cultural
competence, iconographic learning, and personal
emotional experience. The site at which a work of
sculpture is presented also substantially influences
its perception. In an ecclesiastical space the sacred
meaning will be primary. It is quite possible that for
many viewers the plastic and compositional treat-
ment will matter less. A monumental sculpture on
a public square carries an ideological charge, ad-



dressing socially significant themes. The imagery
and plastic treatment in this case are transformed
according to the specific character of this kind of
sculpture. This gap between the encoded and the
decoded message constitutes one of the central
problems of the contemporary theory of sculpture.

The notion of “text” in its contemporary read-
ing has become multi-faceted. The formation of the
conceptual vocabulary and lexicon of sculpture has
been shaped by outstanding scholars — philoso-
phers and cultural theorists, specialists in semiotics
and linguists, art historians and sculptors.

Yu. M. Lotman defined a text as “a closed and
internally organised sign space” (Lotman, 1970). For
him, any work of art is a text, since it possesses ex-
pressedness (embodiment in signs) and bounded-
ness (the presence of a boundary that separates it
from non-artistic reality). Sculpture fully meets both
criteria: its physical volume is at the same time the
semantic boundary beyond which a fundamental-
ly different mode of the existence of form begins.

E. Panofsky, having elaborated a three-level icono-
logical methodology, offered a set of tools fully ap-
plicable to sculpture (Panofsky, 1999). The first level,
pre-iconographic description, records purely plastic
facts: volume, texture, proportions, movement — all
that, in a “purified formula” of quintessence, presents
the concentrated essence stripped of any redun-
dancy. The second, iconographic analysis, identifies
themes and motifs. The third, iconological interpre-
tation, uncovers the inner meaning of the work as a
reflection of the worldview of an epoch. This three-
stage model describes precisely what takes place in
the reading of a “sculptural text”: from primary per-
ception, through cultural identification, to the appre-
hension of meanings, values, and culture.

The proposal to study sculpture in the context
of its surrounding environment, while recognising
that a number of artistically interpreted spaces are
independent plastic texts in their own right, was
put forward by R. Krauss. Her conception of the
“expanded field” of sculpture showed that in the
twentieth century sculpture ceased to be a closed
autonomous object and positioned itself as a re-
lation between the object and the site, between
architecture and landscape (Krauss, 1979). This at
once multiplied the textual possibilities of sculp-
ture: now the text is constituted not only by the
object itself but also by its spatial connections with
the surrounding environment and with the history
of a particular place.

The investigations of these scholars laid the
foundation for the understanding of sculpture as
a particular kind of non-linguistic text that carries
multi-layered information — memorial, ideologi-
cal, sacred, and biographical.

The most obvious and socially significant type
of sculptural text is monumental and monumen-
tal-decorative sculpture in urban space. A monu-
ment possesses a twofold nature: on the one hand,
it is a work of art that embodies the sculptor’s plas-
tic idea; on the other, it is society's official state-
ment about itself. Turning to specific examples, one
may consider several well-known monuments. E.-
M. Falconet’'s Bronze Horseman (1782) is a classic
example of a multi-layered memorial text. Analys-
ing it by means of Panofsky’s classification, one
may note that at the pre-iconographic level it is a
dynamic equestrian statue: a horse rearing up and
trampling a serpent, and the imperious figure of a
rider extending his arm over the city. At the icono-
graphic level it is the image of Peter |, the found-
er of St Petersburg. At the iconological level it is a
manifesto of enlightened absolutism, the affirma-
tion of the sovereign will overcoming the chaos of
nature and history, embodied by the rearing horse.
It is not by chance that this very monument became
the central image of Pushkin’s poem The Bronze
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Mukhina, V.I. Worker and Kolkhoz Woman. 1937
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Horseman: Falconet's sculptural “text” received a
second, literary layer of interpretation.

V. I. Mukhina’s sculptural group Worker and Kolk-
hoz Woman (1937) is an example of a fundamental-
ly different sculptural “text”. The dynamism of the
group, which goes back to the tradition of Nike,
places the Soviet project within a sequence of well-
known symbolic images of world culture. This swift
movement forward and the scarf that has taken
flight like wings accumulate memories of the Nike
of Samothrace, of the allegorical figure of Liberty
(F. Rude, La Marseillaise, 1836) on the Arc de Tri-
omphe in Paris, of the image of Nike as an allego-
ry of Russia’s victory over Napoleon (1828) on the
Arch of the General Staff in St Petersburg, among
others. The semiotic density of the work is so great
that, almost nine decades later, it continues to func-
tion as an active memorial text.

A unique instance of the semiotic rethinking of
sculpture as a text is presented by Michelangelo’s
David — a statement about the body, the spirit,
politics, and God, in which every formal element of
this “text” has long since been broken down into

Michelangelo’s David. 1504
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quotations: "eye”, "nose”, "hand”, "foot” — famil-
iar to every pupil of an art school. The statue of
David, treated in terms of the classical canon —
contrapposto, ideal proportions, the clear articu-
lation of masses, the plastic language of classical
sculpture — has served as the ideal instructional
text for centuries. Originally the sculpture was to
enter the ecclesiastical space of the Florentine ca-
thedral as one of the twelve statues of the proph-
ets, as was traditional for church decoration. The
image of the biblical king often appeared in the
sequence of Old Testament forefathers. However,
Michelangelo’s work, which struck contemporar-
ies with its power and artistic expressiveness, was
placed on the Piazza della Signoria in front of the
Palazzo Vecchio, the seat of the Florentine city
government, and became the civic symbol of the
Florentine Republic, of its freedom and its stead-
fastness before the “giants” — external and internal
enemies. An important shift of meaning is evident
here: society “reads” this statue not as an Old Tes-
tament text about the youth of the king-proph-
et, but as a political declaration of the free city of
Florence. Thus the text of the sculpture expands
from a religious narrative to a civic one.

There are also negative examples of the semi-
otic rethinking of sculpture, expressed in the relo-
cation and demolition of monuments to historical
and cultural figures. One and the same object, trans-
ferred from urban space to museum space, acquires
a fundamentally different meaning: from an affir-
mation it turns into a testimony, from a living utter-
ance into a historical document. Sculpture placed
in public space functions within a particular cultur-
al code, a system of conventional meanings shared
by a community and allowing the members of that
community to “read” the monument. U. Eco un-
derstood the code as a body of rules according to
which a sign is correlated with content: the code is
not given by nature but is the product of an agree-
ment rooted in culture (Eco, 2004). Lotman speci-
fied: the code works only insofar as there exists a
community that possesses it (Lotman, 1970). When
the community disintegrates, the code falls silent,
and the text that once sounded in full force be-
comes a mute object. The mechanisms by which
the cultural code is lost are various. A change of
ideology, the forgetting of history, and the loss of
identity strip the monument of the system of val-
ues within which it was created and which it was
called upon to affirm. Historical changes — revo-



lutions, conquests, demographic catastrophes —
destroy the very community that was the bearer of
the code. The cultural rupture between generations
gradually erodes the semantic conventions: a stat-
ue intelligible to one generation becomes, for its
grandchildren, a decorative element of the urban
environment. Globalisation and the migration of
populations create a fundamentally new situation:
within a single urban space there coexist bearers
of incompatible cultural codes, and a monument
that is legitimate for one part of the city’s inhabit-
ants proves alien or hostile to another. For example,
in the first quarter of the twenty-first century the
United States saw a wave of demolitions of monu-
ments to Confederate figures. The statues of Gen-
erals Robert E. Lee, Thomas “Stonewall” Jackson,
and other military commanders, erected in the late
nineteenth and early twentieth centuries, were in-
terpreted by part of society as codes of racial dom-
ination and of the legitimation of slavery. Society
rejected these codes publicly and ostentatiously.
The demolition of a monument became a perform-
ative act of renunciation of a particular system of
values. Society, meanwhile, took no account of the
artistic value of the monuments. Sculpture in pub-
lic space, once the bearer of a code-text that is no
longer current, is more vulnerable to destruction
than any other kind of art.

Detail of the obelisk of Place de la Concorde, Paris

Luxor Obelisk of the Place de la Concorde, Paris

A vivid illustration of the moral problem of the
denial of history is the demolition or relocation of
war memorials in a number of post-Soviet coun-
tries — Ukraine, Georgia, and the Baltic States — as
well as in countries of Eastern and Western Europe.
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Many of the destroyed monuments were outstand-
ing works of art. Their loss must be counted among
irretrievable losses. This is a clear example of the
forcible political rewriting of the codes and mean-
ings of history. Only in a few cases were the mon-
uments preserved and relocated elsewhere. The
musealisation of surviving war memorials does, of
course, preserve them, but it changes their status
from “living utterance” to “testimony”.

It should be noted that the process of the loss
of the code is not always connected with political
upheavals. The Egyptian obelisks transferred to the
squares of Paris and London have undergone cen-
turies of complete semiotic transformation. Covered
with hieroglyphs that were once sacred texts, they
have turned into elements of the urban ensembile,
into decorative verticals whose semantic content
has been reduced to the general idea of “antiquity”
and "the exotic”. Their original code is now known
only to a handful of specialists. Notably, the Luxor
Obelisk, created in the reign of Ramesses Il is “an-
notated” with pictorial texts about how it was dis-
mantled and transported out of Egypt and how it
was brought to Paris. Numerous Greco-Roman stat-
ues in museum storerooms share the same fate: hav-
ing lost their names, attributes, and contexts, they
exist as formal objects — beautiful bodies deprived
of biography. This condition may be designated by
the notion of “semiotic emptiness”: the sculpture is
reduced to a pure plastic form, deprived of its orig-
inal content. Such a work loses its original text and
becomes an occasion for a new reading.

It is here that the possibility of “recoding” opens
up: a new society endows the old form with new
meanings. The artistic projects of recent decades
have actively exploited this possibility. For exam-
ple, one of the four plinths of the Trafalgar Square
ensemble, created in 1841 to the design of the ar-
chitect C. Barry, has been given over to the plastic
utterances of contemporary sculptors — at fixed in-
tervals a new object is placed on the empty plinth;
each new work immediately finds itself in the his-
torical context of the three statues of King George
IV (1843, sculptor F. L. Chantrey), General C. D. Napi-
er (1856, sculptor J. G. Adams), and Major Gener-
al H. Havelock (1861, sculptor W. Behnes), installed
earlier on the other plinths. An analogous situation,
connected with the entry of new works of sculpture
into historic ensembles, arose in Waterloo Place,
whose central monument is the 37-metre Duke of
York Column (1832, architect B. D. Wyatt; the stat-
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ue by the sculptor R. Westmacott, 1834). Nearby
stand the Crimean War Memorial (1861, sculptor
J. Bell) and statues of participants in military cam-
paigns. In April 2026 a new statue appeared on this
site, representing the figure of a man in a business
suit stepping down from a plinth. His face is con-
cealed by an unfurling banner (sculptor Banksy).
And here an important question arises: to what ex-
tent does the viewer agree with such an expansion
of the reading of the historical text carried by the
sculptural ensemble?

Sculpture in sacred space — historically the pri-
mary environment of sculpture’s existence — is read
differently. Long before the appearance of the public
monument, sculpture served as the connecting link
between the human being and the sacred: it em-
bodied gods and represented the subjects of sacred
history. Western European Gothic sculpture on ca-
thedral portals is one of the most eloquent examples
of the deliberate creation of a “readable” plastic text.
The portals of Chartres Cathedral (twelfth-thirteenth
centuries) and of Reims Cathedral (thirteenth centu-
ry) constitute extensive iconographic programmes
that embrace the whole history of Holy Scripture.
Medieval theologians directly called the sculptural
decoration of cathedrals “the Bible of the illiterate”.
Amid the total illiteracy of the greater part of the
population, the plastic image performed the func-
tion of a sacred text accessible to all without ex-
ception (Panofsky, 1999). The portals, iconostases,
relief icons, and objects of personal devotion that
bear sculptural images constituted an iconographic
dictionary: every figure, every attribute, every com-
bination of gestures was a conventional sign as-
similated through the practice of worship. Russian
ecclesiastical sculpture, from white-stone church
reliefs to carved iconostases, is “read” in the same
context. The relief decoration of the Cathedral of
St Demetrius in Vladimir (1194-1197) exemplifies
a specifically Russian tradition of the sacred plastic
text. The facades of the cathedral are covered with
a continuous carpet of white-stone carving: saints,
griffins, centaurs, and vegetal ornaments come to-
gether into a complex iconographic programme that
still gives rise to scholarly disputes. Here the princi-
ple of “semiotic density” is manifested with particu-
lar clarity: the plastic text is so saturated with signs
that their decipherment and reading require spe-
cialised knowledge — and yet everyone who en-
ters reads the main thing: this space is sacred, this
is the place of God's presence.



If monumental and sacred sculpture is addressed
to a collective addressee, funerary sculpture bears
a fundamentally different type of text: biographi-
cal, intimate, and status-bearing. Egyptian funerary
statues, Greek gravestones, Renaissance tombs, and
contemporary memorial complexes replete with
sculptural imagery — all of them are texts that nar-
rate an individual life and its place in the social or-
der. These texts do not merely present the history
of the funerary monument as a genre, but reflect
the changes in the very way in which human pres-
ence is embodied after death. In one case the tomb-
stone strives to preserve the person, to prolong his
earthly visibility, to record his features, rank, station,
and biographical distinctness; in another it begins
to work as a text saturated with symbols, containing
hidden, multiple meanings that require an attentive
and knowing “reader”. The evolution of memorial
plastic art from person to symbol, from portrait fi-
delity to metaphysical construction, defines one of
the most important lines of the development of Eu-
ropean memorial sculpture.

A remarkable example here is offered by the
Medici tombs, in which the figures of the deceased
have become the embodiment of philosophical ide-
as popular in the Renaissance. Having virtually lost
their proper names, which their contemporaries had
already begun to confuse, the dukes have become
embodiments of two temperaments — the active
and the contemplative. Michelangelo “rewrites” the
traditional text by refusing to describe the person.
The Medici Chapel is a lexicon of symbols outside
any specific biography. The allegorical figures of
Dawn, Dusk, Day, and Night unfold a plastic text
about time, power, and immortality — one that ad-
mits of countless interpretations yet does not yield
to an exhaustive reading.

Speaking of the personal sculptural text, one must
dwell on the genre of the portrait, which functions
as a biographical narrative. The verism of the Ro-
man sculptural portrait, the principle of the merciless
recording of physical features, turned the portrait
into a document that preserved the bodily identity
of a person after his death. The portraits of the Age
of the Enlightenment are distinctive manifestos af-
firming the ideals of reason and freedom. Houdon's
busts — of Voltaire, Rousseau, and Franklin — are
artistic utterances and iconographic documents,
as well as conceptual statements about the values
of the epoch. One such text was rewritten in a dis-
tinctive way. In 1776 J.-B. Pigalle created a statue

The Medici tomb

of the nude Voltaire (Paris, Institut de France) and
presented his work at the Paris Salon. The natural-
ism that distinguished this work failed to impress
the public. The sculpture, masterfully reproducing
the aged and infirm body of the great seventy-six-
year-old philosopher, became an object of ridicule.
In 1781 Houdon rewrote this page of history by cre-
ating a “paraphrase” of Pigalle’s work. The sculptor
concealed the nudity and infirmity of Voltaire in the
ample folds of drapery, giving him the appearance
of an ancient philosopher. In every case the sculp-
tural portrait is a distinct text, situated within the
larger theme of standing before eternity.

In the context of the study of sculpture as a
text, cabinet sculpture and small-scale plastic art
constitute a distinctive stratum. A collection of an-
tique torsos in the library of a Renaissance humanist,
bronze statuettes on the mantelpiece of an aristo-
cratic mansion, porcelain figurines of peasants in
the collection of a nineteenth-century patron of
the arts, and small-scale sacred plastic pieces in the
form of portable icons and folding triptychs — these
are texts about social status and cultural identity,
about aesthetic preferences and the personal piety
of the owner. The very choice of sculptural objects
for a personal space is a statement about oneself,
addressed to a narrow circle of initiates and, over
time, accreting personal connotations, family his-
tory, and layers of memory.
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Constantin Brdncusi. Bird in Space (L'Oiseau dans l'espace).

1932-1940

Particular difficulty is presented by the “reada-
bility” of contemporary abstract sculpture. The cre-
ators of such works deliberately move away from
iconographic recognisability and turn to the plas-
tic text of pure forms. Brancusi, Hepworth, Gabo,
and Pevsner excluded from their works everything
that could be identified as mimesis, as likeness to
reality, striving for the plastic embodiment of pure
idea — for the plasticity of form. The result was a
text of extreme conceptual complexity, accessible in
its material-perceptual immediacy: any viewer feels
the rhythm and the plasticity — but not everyone is
capable of reading it as a philosophical statement
about the fullness of form or about the transfor-
mation of space by means of sculpture.

A. Giacometti chose a different path: his elongat-
ed, disembodied figures create a dramatic text read
at the level of bodily disintegration and metaphysi-
cal anxiety. This text addresses the archaic strata of
perception, bypassing iconographic identification:
it does not require special preparation, but it re-
quires a readiness to confront human vulnerability.

H. Moore created a corpus of biomorphic forms
in which the figures of the human body — the moth-
er with child, or the reclining figure — gradually
dissolve into organic articulations and break down
into constituent parts. His sculptures are “read” as
texts about corporeality, about the connection of
the human being with nature — but this reading

16

takes place bypassing consciousness, at the level of
bodily memory and the primary experience of form.

Every text presupposes a reader, and the ques-
tion of who exactly reads the sculptural text and
how it is read is one of the key issues in the theory
of plastic art. Panofsky observed that a full icono-
logical reading of a work requires specialised knowl-
edge inaccessible to the ordinary viewer (Panofsky,
1999). Does this mean that the majority of people
read sculpture “incorrectly”? The answer depends
on which level of “reading” one considers neces-
sary. A visitor to a church, having no art-historical
knowledge, unfailingly reads the sacred theme —
the presence of an elevated, consecrated mean-
ing — and "reads” the iconographic programme
of the reliefs, but perhaps does not appreciate the
mastery of the plastic treatment. A monument in
the city is perceived as a sign of power and of offi-
cial memory. Thus the "reading” of sculpture takes
place on several parallel levels. U. Eco called this the
“openness” of the work: the artistic text addresses
readers of varying competence and opens to each
of them its own level of meaning (Eco, 2004).

The crisis of “readability” that emerged in the art
of the twentieth century posed a fundamental ques-
tion: is an unread text still a text? Lotman’s answer
was unambiguous: the text exists neither in the con-
sciousness of the author nor in the consciousness of
the reader, but in the space between them — in the
act of communication (Lotman, 1970). If communi-
cation has not taken place, the text has not ceased
to exist. It has simply not been read in this particu-
lar case. This relieves the artist of responsibility for
guaranteeing understanding, but it does not free him
from the responsibility for creating a text potentially
accessible to at least a partial reading.

In conclusion, it should be noted that sculpture,
in all the diversity of its historical forms, is a full-
fledged and semantically rich text possessing specific
properties. This specificity lies in its three-dimen-
sionality, its existence in real space and time, and
its capacity to draw the viewer directly into its envi-
ronment. Sculpture serves as a bearer of collective
memory — a memorial text that affirms a particular
version of the historical narrative. In sacred space it
acts as a mediator between the human being and
the transcendent — an iconographic text that en-
codes theological content in a visual-plastic form
accessible to viewers of different levels of educa-
tion. In an intimate, personal space, sculpture be-
comes a biographical narrative — a text of identity



Henry Moore. Two Piece Reclining Figure No. 5. 1963-1964

and social belonging. A fundamental property of
the sculptural text is its polyphony. Unlike a verbal
utterance, sculpture cannot be “read” unambigu-
ously and definitively: each new viewer, each new
historical context, opens up in it new semantic lay-
ers. The semiotic density of the plastic work guaran-
tees its relevance over the course of centuries and
millennia. We continue to “read” the sculptures of
Phidias and Praxiteles, although the majority of the
iconographic codes in which they were written have

long been lost, because at the pre-iconographic,
perceptual level these works continue to speak to
us in a language that does not require translation.
The sculptural text is fundamentally open: it does
not require the viewer to have special preparation
in order to be perceived, but it rewards the pre-
pared viewer with an incomparably greater depth
of meaning. In this respect sculpture is no different
from any great text: it speaks to all, but reveals itself
to each to the measure of his readiness to listen.
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CKYJIbMNTYPA B CUCTEME HEBEPBAJIbHbIX TEKCTOB
KYNbTYPbl: MEMOPWUATbHbIV, CAKPAJIBHbBIV
N BUOTPAGUNYECKUIA ACTEKTDI

AHHoTauma: Cmames paccmampueaem cKy/ienmypy 8
cucmeme HegepbaIbHbIX MEKCMO8 Ky/1bMYypbl, HECYUUX
MHO20YpoBHe8YyH UHHOpMayuro: MemopuaisbHyo, ude-
0/102U4ecKyro, CakpaabHyro, buozpagpuyeckyro. Aemop
aHAAU3Upyem MexaHu3Mel KOOUPOBAHUS U CHUMbIBAHUS
naacmuyeckux coobujeHuli 8 MOHyMeHMasabHOM, Xpamo-
80M U KamepHoM npocmpaHcmeax. CneyuaisHoe 8HU-
MaHue yOensiemcs npobieme «4umamesis» cKya6nmypeol
U heHoMeHy Yacmuy4Ho20 UaU NOJIHO20 HENOHUMAaHUS eé
xydoxxecmgeHHo20 mekcma. Jltob6oli mekcm npednosaza-
em yumameJis, U 80NPoC O MOM, KMo UMeHHO yumaem
CKylenmypHsIl mekcm u kak Yyumaem, sigasgemcs 00-
HUM U3 KJIF0YeBbIX 8 meopuu Naacmu4eckozo Uckyccmad.
Asmop noduépkusaem, 4mo cKysbnmypa 8o 8CéM MHO-
2006pa3uu ceoux UCMoOpUYecKux opm A8/15emcs nos-
HONpasHbLIM U ceMaHmuyecku 602ameiM mMekcmom,
obsadarowum cneyuguyeckumu ceolicmeamu. Ima

MpUHATO cunTaTh, YTO TEKCT CyLLECTBYET NULLb
TaMm, rae ecTb C/I0BO, 3aMMcaHHOE UAN NMPou3He-
céHHoe. Mexay TeM ceMMOTHNKa BTOPOM NOJIOBU-
Hbl XX Beka yb6eanTenbHO NpoAeMOHCTPUpOBana
YCNOBHOCTb 3TOM FpaHMULbl: TEKCTOM MOXET H6bITb
ntobas 3HakoBas cucteMa, obnasaroas BHYTPEH-
Hel CTPYKTYpPOW M CNOCOBHOCTbIO TPaHCAMPOBaTh
3Ha4YeHue OT OTNpPaBUTENS K NosyYaTento. B atom
paclIMpeHHOM MOHMMaHWK CKyNbNTypa — OAWH U3
Hanbosee apxanyHbIX U CEMaHTUYECKMN HACbILLLEH-

cneyughuka — 8 eé mpéxmepHOCMU, CyujecmeosaHuu 8
peasbHOM npocmpaHcmee u epeMeHuU U cnocobHocmu
HenocpedcmeeHHO 808/1eKkame 3pumess 8 ceok cpedy.
Ckynibnmypa sigaisemcs HocumeJsieM KoJiekmugHol na-
MAMU — MeMOopUasbHbIM MekCMoM, ymeaepxoaroujum
onpedeNiéHHyH 8epcuto ucmopuyecko2o Happamuea. B
CakpasLHOM NpoCMpaHcmee oHa 8bicmynaem npoeooHu-
KOM Mex0y 4es108eKoM U MpaHcyeHOeHMHbIM — UKO-
Hoepaghuueckum mekcmom, Kodupyrouwjum 6020¢108ckoe
codepxaHue 8 8U3yanbHO-naacmudeckol gopme, 0o-
cmynHol 3pumensasmM pasHo20 ypogHs 06pa308aHHOCMU.
B kamepHoOM, IUYHOM NPOCMPAHCMee cKyabnmypd cma-
Hosumcs buozpaguyeckum HappamueoM — MeKcmom
udeHMUYHOCMU U COYUanbHoU nNpuHadiexHocmu.
KnroueBble cnoBa: ckysibnmypa, ceMuomuka, eusyas-
HbIl meKkcm, NaMSMHUK, cakpaabHAs NAAcmuka, UKoHO-
J102USl, MeMopuaibHas yHKYuUs.

HbIX TEKCTOB, KOTOpPble UENOBEYECTBO KOrAa-/v-
60 co3paBano. Npobaema NpoUTEHNA CKYNbNTY-
pbl Kak TeKCTa MMeEeT NPUHLMMMaNbHOE 3HaUeHne
KakK A/ TEOPUUN UCKYCCTBA, TaK U A5 MPaKTUKK
ero GyHKUMOHMPOBaHUS B obLiecTse. MaMATHUK
Ha ropoAcKkon naowaan, pesbed Ha cTeHe cobopa,
Haarpobue Ha knagbuile, CKynbnTypa B UHTEPbE-
pe — KaXAbll 13 3TUX 06BEKTOB ABISETCA HOCKTE-
nem crneumopuyeckon MHpopmMaLmm, CyLLeCcTBYHOLLEN
B MCTOPUYECKOM KOHTEKCTE 1 0OpaLLEHHON K KOH-
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KPETHOW ayauTOpUM B oNpeaenéHHOM NpocTpaH-
ctBe. CIOXKHOCTb COCTOWUT B TOM, YTO CKYNbMTYpP-
HbI TEKCT, B OTAnUMe OT BepbasbHOro, He nmeeT
OAHO3HAUHOW «rpaMmaTukmn». Kaxablii 3puTenb
«YUTaeT» ero B Mepy CBOEN Ky/JbTYpPHOM KOMMe-
TEHTHOCTU, MKOHorpadmyeckor obpaszoBaHHOCTH
M IMYHOTO 3MOLMOHaNbHOTO onbiTa. MecTo npe-
3eHTauMM NPOMN3BEeAEHNA CKYAbNTYPbl TakXKe Cy-
LLeCTBEHHO B/AMAET Ha BocnpuaTue. B xpamoBom
MPOCTPaHCTBE NMPUOPUTETHLIM BYAET cakpasibHbll
CMbIC/. BNOAHE BO3MOXHO, YTO ANA MHOTUX 3pW-
Tenen naacTMyeckoe u KOMMO3ULMOHHOE peLle-
HWe ByAyT He CTOMb 3HauUMbl. MOHYMeHTaNbHas
CKYNbMTypa Ha naoliaan HecéT NAeoNornYecKyto
Harpysky, 3atparmpas obLeCcTBEHHO 3HaUYMMble
TeMbl. O6pazbl N NAacCTUYECKNE PELLEHMS B 3TOM
cnydae TpaHCcHOpPMUMPYOTCA B CBA3M CO cneumdu-
KOM 3TOro BUAa CKyAbNTYpbl. DTOT pPa3pbiB MEXAY
3aKOANPOBAHHbBIM U CUMTAHHbIM COODOLLEHMEM CO-
CTaBAsieT OAHY M3 LieHTpanbHbIx Npobiem cospe-
MEHHOW TeopuW CKyNbNTYpPbI.

MoHATME «TeKCT» B COBPEMEHHOM MPOYUTEHUN
CTano MHororpaHHbiM. Ha dopmumpoBaHme noHs-
TUMNHOTO CNOBapA-eKCMKOHa CKYNbMATypbl OKa3sa-
2N BAVISIHME BblAatoLLinecs yuéHble — puaocodsl 1
KyNbTYpPOOTH, CNeLManucTbl MO CEMUOTUKE U JINHT-
BWCTbl, NCKYCCTBOBEAb! U CKYAbMNTOPbI.

FO.M. JloTmaH onpeaensn TeKCT Kak «3aMKHY-
TOE N BHYTPEHHEe OpraHnM30BaHHOE 3HakoBOe MNpo-
cTpaHcTBO» (JlotmaH, 1970). Ans Hero ntoboe xy-
[OXECTBEHHOE MPOU3BEAEHME ABASETCA TEKCTOM,
nockosibkKy obnagaeT BbipaXK@HHOCTbIO (BOMNOLLEH-
HOCTbIO B 3HaKax) 1 OTFPaHNYEHHOCTbIO (Haandmnem
rpaHuULbl, OTAENAIOLLEN ero OT HeXyAOXECTBEHHOM
peanbHocTn). CKy/bNTypa B BbICLUEN Mepe OTBeYa-
eT 060MM KpuTepuam: eé dusnueckmii o6bLéM og-
HOBPEMEHHO fIB/SIETCA CMbIC/IOBOM rpaHuLLEel, 3a
KOTOPOW HauMHAEeTCs MPUHLMUMNANBHO UHOM CMo-
cob cyuwectBoBaHMA GOPMbI.

3. MaHodckunin, paspaboTaB TPEXYPOBHEBYHO
MNKOHONOTNYeCKy METOAONOTNIO, NPEAIOXKNA UH-
CTPYMEHTapWin, BNOJHE NPYMEHUMBIW K CKYAbMAType
(MaHodckmin, 1999). MepBbIli ypOBEHb, AONKOHOTPa-
dunueckoe onncaHme, PUKCMpyeT YNCTO NaactTmye-
ckme pakTbl: 06BEM, dakTypy, Nponopummn, 4Bu-
KeHWe — BCE TO, UTO B «OUMLLEHHOW dopmyne»
KBMHT3CCEHLMW NPeAbABAAET NNWEHHYIO BCAKOW
N36bITOYHOCTUN KOHLIEHTPUPOBaHHYO CyTb. BTopon,
WKOHOTpapuuecKnii aHanus, naeHTMGULMpPYET TEMbI
¥ MOTUBbI. TPETWI, MKOHOIOTUYecKas UHTeprpeTa-
LA, BCKPbIBAET BHYTPEHHWUN CMbICA NpPOU3Bese-
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HWA Kak pedaekcMn MMPOBO33pPEHUA IMOXU. ITa
TPEXCTyneH4aTas Mojenb OMUCbiBaeT MMEHHO TO,
UYTO MPOUCXOANT MPU YTEHUW «CKYAbMNTYPHOrO TEK-
CTa»: OT NMePBUYHOrO BOCMIPUATMA Yepe3 KyNbTYPHYH
NAEHTUOUKALMIO K MOCTUKEHWNIO CMbICNIOB, LIEHHO-
CTeW, KyNbTypbl.

WNccnepoBaTh CkyNbNTYpyY B KOHTEKCTE OKPY>Ka-
toLLLEl Cpefbl, MPU3HAaB NMPW 3TOM, YTO P XyAoXe-
CTBEHHO MHTEPNPETUPOBAHHbIX NPOCTPAHCTB ABAA-
€TCA CAaMOCTOATE/IbHBIMU NAACTUYECKMMM TeKCTaMM,
npeanoxuna P. Kpaycc. Eé koHuenuma o «pacwm-
PEHHOM MoJie» CKYAbNTYpbl NOKasana, 4to B XX
BEKe CKy/NbnTypa nepectana 6biTb 3aMKHYTbIM aB-
TOHOMHbIM 0H6BEKTOM 1 MO3MLMOHMPYET cebs Kak
OTHOLIEHWNE MeXAYy OOBEKTOM M MECTOM, MeXay
apxutekTypoii n naHgwadTtom (Kpaycc, 1979). 31o
OAAHOBPEMEHHO YMHOXWAO TeKCTyaslbHble BO3MOX-
HOCTW CKYNbNTYpPbl: TENepb TEKCTOM CTAHOBATCA He
TONbKO CaM OB6BEKT, HO 1 ero NPOCTPAHCTBEHHbIE
CBA3M C OKpY>KatoLeh Cpeson, C UCTOpPUEN KOH-
KpPEeTHOro MecTa.

M3bickaHns 3TUx nccnegoBaTteneit nerav B OCHOBY
OCO3HaHMWA CKYNbNTYpPbl Kak 0COHOro BUAa HEANHT-
BMCTMYECKOrO TEKCTa, HECYLLLEr0 MHOTOYPOBHEBYHO
MHPOpPMaL MO — MeMOopuabHYyto, naeonornye-
CKYH0, cakpanbHyto, bruorpaduueckyro.

Hanbonee oueBMAHBIM N COLMANBHO 3HAYM-
MbIM TUMOM CKY/NbNTYPHOrO TEKCTa ABASETCA MOHY-
MeHTaJIbHafd U1 MOHYMEHTa/IbHO-AeKOpaTUBHasA
CKY/NbNTYpa B ropoACcKOM NpocTpaHcTBe. MNamaT-
HUK obnasaeT ABONCTBEHHOW MPUPOLONA: C OAHOW
CTOPOHbI, OH AIBNAETCA XY0XKECTBEHHbIM NMPOMU3-
BeJeHMeM, BOM/IOLAOWMM NAACTUYECKYO UAer0
CKyNbNTOPA; C APYroi — odULMaNbHBIM BbICKa3bl-
BaHMeM obuiectBa o cebe camom. Obpalasnch K
KOHKPETHBIM NMpYMepaM, MOXHO PacCMOTPETb PAf
06Len3BecTHbIX MOHYMEHTOB. «MefHbIN BCagHMK»
3.-M. ®anbkoHe (1782) asadet cobol knaccmye-
CKMI NPUMepP MHOFOYpPOBHEBOrO MeMOpPMaabHO-
ro Tekcra. AHanM3npysa ero ¢ NOMOLLbIO Kaaccu-
dunkaunm NaHodCKoro, MOXHO OTMETUTb, UTO Ha
AOVKOHOrpadMUeckoM YpOBHE 3TO AMHAMUYHanA
KOHHas CTaTys: B3MbIBalOLWMIA Ha AblObl KOHb, MO-
NUparoLLUA 3MEHD, U BAacTHas Gurypa BCagHUKa,
npocTuparoLWwero pyky Hag ropogomM. Ha nkoHo-
rpadpnuyeckom — 310 ob6pa3 lMeTpa |, ocHoBaTens
Metepbypra. Ha nkoHonornyeckom — MaHudect
NpocBeLLEHHOro abcontoTnsma, yTBepxaeHune ro-
CyfapCTBEHHOW BOJIM, NPEOA0AEBaOLLEN XaoC Npu-
POAbl U UCTOPUN, ONNLETBOPEHHbBIN B3Abl6EH-
HbIM KOHEM. He cnyyaliHO MUMEHHO 3TOT NaMATHUK



CTan LeHTpanbHbIM 06Pa3oM MYLKWHCKOW MNO3MbI
«MegzHbIA BCAZHUK»: CKYAbNTYPHbIA «TekcT» Panb-
KOHe MOoJyuYnn BTOPOU, ANTEPaTypPHbIA CAOW UH-
TepnpeTaumu.

CkynbnTypHas rpynna B./. MyxuHon «Pabouuii
1 KoNXo3HMLa» (1937) — obpaszeL, NpuHLMNMaNbHO
WHOTO CKYJIbMTYPHOTrO «TekcTa». JuHamuka rpynnsi,
BOCXOAALAs K Tpaanumm Hyku, BNvcbiBaeT CoBeT-
CKWU MPOEKT B Uepeay M3BECTHbIX CUMBOJNYECKMX
06pazoB MUPOBOW KYAbTYypbl. ITO CTPEMUTENIBHOE
ABWXXEHWE Brnepés v B3NeTEBLUNIA KpblibiMU Wwapd
aKKyMyMpYyHT BOCNoMuHaHua o Huke Camodpa-
KWUcKon, 06 anneropuueckon ¢urype Ceobosbl
(®. Prog, «<Mapcenbesa», 1836) Ha TpuymdanbHoM
apke B Napwuxe, 06 obpase Hukun kak anneropum
nobeabl Poccnn Hag HanoneoHom (1828) Ha Apke
lnaBHoro wtaba B CaHkT-MNeTepbypre n gp. Cemuo-
TUYecKas NJOTHOCTb MPOU3BEAEHNS CTO/Ib BENKA,
YTO CMYCTA MOYTU AEBATb AECATUNETUIN OHO MPOAOI-
XaeT GYHKLMOHMPOBATb Kak akTMBHbIA MeMopu-
aNbHbIA TEKCT.

YHUKaNbHbIA ONbIT CEMUOTUYECKOTO Nepeoc-
MbIC/IEHUS CKYNbATYPbI KakK TeKCTa npejcraBaset
ctatys «[laBmna» MukenaHgxeno, Kotopas ABaseT-
€A BbICKa3blBaHWEM O Tene, Ayxe, noauTmke u bore,
rae KaXabli opmMasibHbIN 31eMEHT 3TOTrO «TeKCTa»
[,aBHO pa3obpaH Ha LMTaThl: «I1a3», <HOC», «KUCTb
PYKM», «CTOMa»... — 3HaKOMbIe KaX0oMy y4yallemy-
€A Xy0XecTBeHHOM wkonbl. Ctatys Jasuaa, Tpak-
TOBaHHas B TEPMMHAX KJAaCCUYECKON HOPMbI: KOH-
TPanocT, njeanbHble NPOMNOPLUM, ACHOE UNEHEHNE
Macc, NAacTUYeCKUi A3bIK KNaCCUYeCKOM CKYAbNTy-
pbl, — CTafna nAeanbHbIM Y4ebHbIM TEKCTOM Ha BeKa.
W3HauanbHO ckyabnTypa AoMKHa Oblna BONTH B Xpa-
MOBOE€ NPOCTPaHCTBO GpAopeHTMICKoro cobopa Kak
OZHa U3 JBeHaALaTV CTaTy MPOPOKOB, YTO TPaAM-
LUMOHHO Anst xpaMoBoro y6paHcTea. O6pas bubnei-
CKOro Laps yYacto GurypmpoBas cpean nepcoHa-
el NpaoTeyeckoro psjga, CUMBOAN3MPOBABLLENO
Betxuin 3aBeT. OfHako npousBeseHne MukenaH-
J>Kesno, nopa3nellee COBPEMEHHMNKOB CBOEN MO-
Wb U XyAOXECTBEHHOW BblPa3nTEIbHOCTbIO, HbI10
ycTaHOBAEHO Ha nuowaan CuHbopun nepey Ma-
nauLo Bekkbo, pe3ngeHumneri ropoAckoro npasu-
TenbcTBa PIOPEHLMM, U CTANIO TPAXAAaHCKUM CUM-
BOJIOM PropeHTUICKON pecnybankn, eé cBoboabl
W CTOMKOCTU Nepes «BesnkaHamu» — BHELUHVMU Y
BHYTPEHHUMMU Bparamu. Hanvuo BaxkHas nepeme-
Ha CMbIC/1a: OBLECTBO «UMTAET» 3Ty CTaTyHO He Kak
BETXO3aBEeTHbI TEKCT O FOHOCTUN LapsA-npopokKa, a
Kak MOJAUTUYECKYHO AeKaapaLmio CBO6OAHOrO ro-

poza ®nopeHumn. Tak TEKCT CKYAbNTYPbI pacLumnps-
€TCA OT PeNIMTMO3HOrO HappaTMBa K rPaXkaaHCKOMYy.

CemMMnOTMUECKOE NepeoCcMbICeHME CKYAbMNTYPbI
4YacTo MMeeT N HeraTMBHblEe NMPUMEpPBI, BblpasnBe-
lnecs B NepemeLleHnn N CHoce NaMATHUKOB Je-
ATENAM UCTOPUM N KyAbTypbl. OfMH 1 TOT e 00b-
€KT, MepeHeCEHHbI 13 rOpPOoACKOro NPoCTpaHCTBa
B My3eliHoe, npunobpeTaeT NPUHLMUMNNANBHO MHOE
3HaueHMe: N3 YyTBEPXKAEHNA NPEBPALLAETCA B CBU-
[eTeNbCTBO, U3 XXMBOIO BbICKa3biBaHWsA — B UCTO-
puyeckuii jokymeHT. CKynbMTypa, yCTaHOB/EHHas
B 06LLECTBEHHOM NPOCTPaAHCTBE, GYHKLMOHMPYET B
pamkax onpesenéHHOro KyabTypHOro KoAa, CUCTEMbI
KOHBEHLMOHa/IbHbIX 3HAaYEHUI, pa3senseMblx CO06-
LLLeCTBOM M NO3BOJAIOLLMX YeHaM 3Toro coobuue-
CTBa «UYMUTaTb» NaAMATHUK. Y. DKO NOHUMaN KOJ, Kak
COBOKYMHOCTb NPaBuJ, MO KOTOPbIM 3HAaK COOTHO-
CUTCA C cofepXKaHNeM: KOZ He AaH OT NPUpPOoAbl, HO
ABNAETCA NPOAYKTOM JOrOBOPEHHOCTH, YKOPEHEH-
HOM B KyAbType (3ko, 2004). JIoTMaH yTOUHSAA: KOZ,
paboTaeT NMLb NOCTONbKY, MOCKOAbKY CYyLLEeCTBY-
eT coobulectso, UM Baagetoulee (Jlotman, 1970).
Korga coobliectBo pacnagaercs, KO4 yMOKAET, 1
TEKCT, HEKOra 3By4YaBLUNA B MOAHYO CUAY, NpeBpa-
LaeTcs B HEMOM 06bekT. MexaHW3Mbl yTpaTbl Ky/ib-
TypHOro koga MHoroobpasHbl. CMeHa ngeonoruy,
3abBeHue nctopuu, ytpata MAEHTUYHOCTU ANLLALOT
MOHYMEHT TON CUCTEMbI LIEHHOCTEN, B KOTOPOW OH
6b11 CO3AaH M KOTOPYHO 6bln NpU3BaH yTBEPXAaTb.
WNcTopuueckme nepemeHbl — peBOAOLIMN, 3aBOE-
BaHwWsA, Aemorpaduryeckme KatacTpodbl — YHUUTO-
>akoT caMo coobulecTBo, bbiBLLEE HOCUTENEM KOAA.
KynbTypHbI pa3pbiB MeXAY NOKOAEHUAMMU Pa3Mbl-
BaeT CMbIC/NIOBblE KOHBEHLMWN NOCTEMEHHO: CTaTys,
NOHATHaA AejaM, MpeBpaLlaeTca 419 BHYKOB B jie-
KOPATUBHbIN 3N1EMEHT rOPOACKOM cpeabl. Fnobann-
3aUma M MUrpaumsa HaceneHus co3aaroT NPUHLM-
NMManbHO HOBYIO CUTYaLMIO: B OAHOM FOPOZACKOM
NPOCTPaHCTBE COCYLLECTBYIOT HOCUTENN HECOBME-
CTUMBbIX KYJbTYPHbIX KOAOB, Y NAMATHUK, 1€rNTUM-
HbI A4/15 OAHOW YacTh rOpOXKaH, OKa3blBAeTCA Uy-
XUM MAn BpaxaebHbiM ana apyroin. Hanpumep, B
CLWA B nepsoti uetBepTn XX| Beka npoLuna BOA-
Ha CHOCOB MOHYMeHTOB aesTtenein KoHdeaepaumm.
Cratyu reHepanoB Pobeprta Jln, Tomaca [l>kekcoHa
W ApYrnx BOeHa4albHNKOB, BO3BOAMBLUMECS B KOH-
ue XIX — Hauane XX Beka, 6blI OCMbICNEHbI Ya-
CTbto ObLLecTBa Kak KOAbl pacoOBOro rocnoactsa v
nerntumaumm pabosnageHus. ObLwecTBo oTKasa-
NOCb OT 3TUX KOAO0B NMYBANYHO 1 E@MOHCTPATUBHO.
CHOC MOHYMeHTa npeBpaTuACa B NnepdopMaTUBHbIN
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aKT OTpeyYeHus OT onpesesEHHON CUCTEMbI LLeH-
HocTeW. Mpu 3TOM XyA0>KeCTBEHHas LEHHOCTb MO-
HYMEHTOB He 6blna NpuHATa 06LWEeCTBOM BO BHU-
MaHue. CkynbnTypa B Ny6AMYHOM NPOCTPAHCTBE,
ABNABLUAACA HEKOra HOCUTENIeM YXe He aKTyasb-
HOro Kofa-TekcTa, B 6osbLuel CTeneHn, Yem apy-
rMe BUAbl NCKYCCTBA, MOABEPraeTcs paspyLleHuto.

ApKoW nnnrocTpaumen HpaBCTBEHHON Npobie-
Mbl OTPULL@HUSA UCTOPUN CTasl CHOC UAU NepeHOC
BOEHHbIX MaMATHUKOB B psfie CTpaH NOCTCOBETCKO-
ro npoctpaHcTea (YkpauHe, I'py3um, Mpunbantuke), a
TakXe B cTpaHax BoctouHow v 3anagHon EBponbl.
MHoruve 13 paspyLUeHHbIX NaMATHUKOB IBASANCH
BbIAAIOLLMMUCA NPOU3BELEHNAMMN UCKYCCTBA, U UX
yTpaTy MOXHO OTHECTU K HEBOCMOJ/NIHMMbIM MoTe-
paM. Hanmuo npvMep HaCUAbCTBEHHOTO MOAUTUYE-
CKOro MnepenucbiBaHNA KOAOB 1 CMbICIOB UCTOPUMN.
Tonbko B HEKOTOPbIX CIyHasx NaMATHUKK Bblan co-
XpaHeHbl U MepeHeceHbl B agpyrne mecta. Mysee-
durKauma HepaspyLleHHbIX BOEHHbIX MaMATHWUKOB,
KOHEYHO, COXPaHAET MX, HO MEHAET CTaTyC C «XKU-
BOrO BblCKa3blBaHWSA» Ha «CBUAETEIbCTBO.

HeobxoanmMo OTMEeTUTb, UTO NMpoLecc yTpaThbl
KoZa He BCerga CBsi3zaH C NOJUTUYECKMMU NOTPSA-
ceHuamu. Ermnetckne obennckn, nepeHecéHHble Ha
naowaaun MNapwxka v JIoHAOHa, NPOLWAN MHOrOBe-
KOBOW MyTb NMOJHON CEMUNOTNYECKON TpaHCPopmMa-
umnu. MokpbiTble Meporandamu, Hekorga ObiBLIN-
MW CaKpasbHbIMU TeKCTaMU, OHW NPEBPaTUINCL B
3/1eMeHTbl TOPOACKOro aHcambnsa, fekopaTUBHbIE
BEPTMKaAW, CMbIC/IOBaAs HAaMOAHEHHOCTb KOTOPbIX
cBeslach K obLen naee «4peBHOCTU» U «3K30TU-
Kn». VIx nepBoOHayanbHbIN KOA CTan AOCTOAHUEM
NNLWb HEMHOTUX cheunanmctos. MHTepecHo, UTo
JNlykcopckmii obenmnck, co3paHHbii npu Pamcece |,
«[0MNONIHEH» KAPTUHKAMM-TEKCTaMM O TOM, Kak ero
AEMOHTMPOBaNV 1 BbIBO3MAN U3 ErvnTa, 1 Kak ero
npusesnn B MNapux. MHOXeCTBO rpeko-puMCKmnx
CTaTy B My3eWHbIX 3anacHMUKax pasgenstoT Ty Xe
CyAbOy: AMWIMBLINCE UMEH, aTPpUOYTOB U KOHTEK-
CTOB, OHM CYyLLLECTBYIOT Kak dpopmanbHble 0bbek-
Tbl — MpeKpacHble Tena, yrpatmeine buorpaduto.
3TO COCTOsIHME MOXHO 0B03HAUNTL MOHATUEM «Ce-
MMOTUYECKOW MYyCTOTbI»: CKY/bMNTypa NpeBpaLlaeTcs
B UMCTYIO MIacTUUECKyt0 GOpMY, ULLEHHYHO Nep-
BOHa4a/bHOro coZepxaHus. Takoe NponsBeseHne
yTpauvBaeT NepBOHaYaNbHbI TEKCT U NpPeBpaLLa-
€TCA B MOBOZ ANl HOBOTO MPOUTEHMS.

VIMeHHO 3aeCb OTKPbIBAETCS BOIMOXHOCTb «Me-
peKkoANpPOBaHNA»: HOBOe ObLLECTBO HajenaeT cTa-
pyto GOpMy HOBbIMU CMbICAaMU. Xy0XXECTBEHHblE
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NPOeKTbl NOCNEAHUX AECATUNETUI aKTUBHO IKCMY-
aTMpPYIOT 3Ty BO3MOXHOCTb. Hanpumep, oguH 13
YeTbIpEX NocTamMeHTOB aHcambas Tpadanbrapckow
naowaan, co3ganHbix B 1841 rogy no npoexty ap-
xuTekTopa Y. bappw, 6b1 OTAaH A5 NAACTUUYECKNX
BbICKa3blBaHU COBPEMEHHbBIM CKYbMTOPaM: Ha ny-
CTYHOLLMI MOCTaMEHT Yepes onpeaenéHHbI BpeMeH-
HOW MHTEpBa/l NMOMELLLAETCH HOBbIV OOBEKT, KOTOPbI
Cpa3y 0Ka3blBaETCA B UCTOPMYECKOM KOHTEKCTE TPEX
ctatyi: kopons leopra IV (1843, ck. ®.J1. YaHTpw),
reHepana Y. [. Heinupa (1856, ck. Ax. I'. Agamc)
1 reHepan-maiopa . Xagnoka (1861, ck. Y. beHec),
YCTaHOBJIEHHbIX Ha ApYrMX NOCTaMeHTax paHee. AHa-
NOTNYHaA CUTyaums, CBA3aHHasA C BXOXAEHNEM HO-
BbIX MPOU3BEAEHUIA CKYAbNTYPbl B UCTOPUYECKUNE
aHcambau, npounsoLuna Ha niowaaun Batepnoo, LeH-
TpasibHbIM NaMATHUKOM KOTOPOW ABAseTcs 37-Me-
TpoBas KonoHHa repuora Mopkckoro (1832, apx.
b.[. Yaiiert; ctatys — ck. P. ¥YacTmakoTT, 1834). Pa-
AOM pacnosnioxeHbl Memopuan KpbIMCKOM BOMHBI
(1861, ck. Jxx. benn) n cTtaTyn y4acTHMKOB BOEH-
HbIX KamnaHuii. B anpene 2026 roga Ha 3TOM MecTe
BO3HWKAA HOBaA CTaTys, NpeacTaBastowas oburypy
LuaratoLLero ¢ NocTaMeHTa YeoBeKa B ,€/10BOM
KocTtome. Ero anuo ckpbiTo pa3BeBatoLLMMCA 3Ha-
MeHeM (ck. baHkcn). N 3aecb BO3HMKaET BaXKHas
TeMa: HaCkO/IbKO 3pUTe/b COrlaceH C Taknm pac-
LWMpPEHMEM NPOYUTEHUSA UCTOPMYECKOrO TEKCTa, He-
COMOrO CKYNbNTYPHbIM aHCcaMbnem?

NHoe npouTeHue nMeeT cKyNbNTypa B cakpasib-
HOM NPOCTPaHCTBe, KOTOPOE NCTOPUYECKUN ABAS-
€TCsA NePBUYHOW CPesOol CYLLeCTBOBAHWS CKYIbMTY-
pbl. 38400 A0 NOABAEHWA MYBANYHOTO MOHYMEHTa
CKYZIbNTypa CAYXWa CBA3YIOLLMM 3BEHOM MeXAY Ye-
NIOBEKOM M CaKpabHbIM: BoMnJoLana 60ros, npes-
CTaB/ANa CHOXETbI CBALLLEHHON ncTopUn. 3anagHo-
eBponenckas rotmyeckas ckyabntypa COBOpHbIX
nopTanoB — OAWNH 13 Hanbosee KpacHOPeEUMBbIX
NPUMEPOB CO3HATE/IbHOrO CO3aHNA «4UTaeMOoro»
nnactuyeckoro Tekcta. Moptansl LapTpckoro co-
6opa (XII-XIIl BB.) 1 Pelimcckoro cobopa (Xl B.)
npeaAcTaBAstoT cobol pa3BeTBAEHHbIE KOHOTpPa-
duryeckme nporpaMmebl, OXBaTblBaroLLME BCHO UCTO-
pvro CeaweHHoro MNucaHua. CpeaHeBeKOBbIE TEO-
oMM NPAMO HasblBaAW CKyNbNTypHOe yOpaHCTBO
cobopos «bnbaveln ans HerpamoTHbIX». B ycnosu-
fIX TOTa/JIbHOM HErpPamMoTHOCTM BOMbLUMHCTBA Hace-
NIeHUs NnacTMyecknin obpas BbINOAHAN GYHKLUIO
CBSILLLEHHOrO TeKCTa, AOCTYMHOro Bcem 6e3 uckto-
yeHus (MaHodckmin, 1999). Hecylume ckybNTypHbIE
n3ob6paxeHuns nopTanbl, UKOHOCTAChI, penbedHble



WKOHbI, NpeaMeTbl IMYHOTO H6arouecTus ABASAN
coboW nkoHorpapuUeckunii cnoBapb: Kaxgas ¢u-
rypa, Kaxzblii aTpmbyT, Kaxzo0e XXecToBoe coyeTa-
HVe BblN0 KOHBEHLIMOHANbHBIM 3HaKOM, yCBanBaB-
WNMCs Yepes NpakTuKy 6orocayxeHus. B aTom xe
KOHTEKCTE «UMTaeTCA» pycckas XpamMoBas CKyJib-
nTypa, oT 6e/10KaMeHHbIX XpPamMoBbIX pesibedoB f0
Pe3HbIX MKOHOCTAcOB. PesibedHbii gekop AmMutpu-
eBckoro cobopa Bo Bragnmupe (1194-1197) saena-
eT cneunduyeckn pycckyro TpaanLIMIo cakpaabHO-
ro nnaactuyeckoro Tekcrta. ®acagpl cobopa NOKpPbIThI
CMOLWHBIM KOBPOM HenokaMeHHOW pe3bbbl: CBS-
Tble, FPUQOHbI, KEHTaBpPbI, PaCcTUTEIbHbIE OPHAMEH-
Thl CKAZAbIBAIOTCA B CNOXKHYH MKOHOrpaduyeckyro
nporpaMmy, fO CMX MOP BbI3bIBAOLLY HayuHble
crnopbl. 3aech HarA4HO NPOSABAAETCA MPUHLMI «Ce-
MMWOTNYECKON MIOTHOCTW»: MAaCTUUYECKWI TEKCT Ha-
CTOJ/IbKO HacblLLeH 3HaKaMK, UTo UX paclundpoBka
N NpoYTEHME TPeBYHOT creLmanbHbIX 3HAHUA — U
TEM HE MEHee Kax bl BXOAALMIA CUNTLIBAET rNaB-
HOEe: 3TO MPOCTPAHCTBO CakpasbHO, 34eCb MECTO
npucyTcTema bora.

Ecan MoHyMeHTanbHas U cakpasbHas CKyAbMTy-
pa obpalleHa K KOJNEKTVUBHOMY aZpecaTy, TO Haj-
rpo6bHas ckynbnTypa HECET NPUHLMMMAABHO NHOW
TUN TekcTa: bruorpadpruecknin, UHTUMHbIW, CTaTycC-
HbIA. Ernetckune norpebanbHble CTaTym, rpeyveckme
HaArpoOHble CTeNbl, peHeccaHCHble Hagrpobws, co-
BPEMEHHbIe MeMOpUasbHble KOMMJIEKChI, U306uy-
roL e CKYAbNTYPHbIMY 06pasaMu, — BCE OHU CYTb
TeKCTbl, NOBECTBYOLLME 06 MHANBMAYANbHON XM3-
HM 1 eé MecTe B COLMaNbHOM MOpPsAAKe. DTN TEKCTbI
He MPOCTO NPeAbLABAAIOT UCTOPUIO MOrpebasbHOro
namMsATHMKa KakK XaHpa, HO OTpaXaroT U3MeHEHUs
camoro crnocoba BonoLlaTh YenoBeyeckoe npu-
CyTCTBME MOC/Ie cMepTU. B ogHOM ciyyae Hagrpo-
6ue cTpeMuTCa yaepkaTtb JMYHOCTb, MPOAAUTL eé
3eMHYH BUAMMOCTb, 3aKPEnunTb YepTbl, CaH, pPaHr,
6rorpadunueckyto pasanynMMocTb; B 4pyroM — OHO
HauMHaeT paboTaTb Kak TEKCT, HAMOJNHEHHbIA CUM-
BOJIAMW, COAEPXKALLMI CKPbITble, MHOXECTBEHHbIE
CMBbIC/IbI, TPEBYHOLME BHUMATENBHOMO U 3HAKOLLLETO
«4ynTaTens». SBOMOLUS MEMOPUANbHOW NAACTUKN
OT MepPCOHbI K CUMBOJY, OT MOPTPETHON JOCTOBEP-
HOCTW K MeTapu3nMUeckor KOHCTPYKLMUN 1 onpese-
NAeT OA4HY M3 BaXKHEMNLUMX IUHUIA pa3BUTUSA eBPO-
NencKon MeMopUanbHOM CKYAbNTYpPbI.

3ameuaTtenbHbIM NPUMEPOM 34€Cb MOTYT Cy-
XUTb Haarpobusa Meaunuu, rae NnepcoHbl yConwmx
CTanv BOMAOLLEHMEM MONYAAPHbIX B 3Moxy Bos-
poxaeHus dunocodcknx naen. Npakrmyeckn ytpa-

TUB MUMeHa COBCTBEHHbIE, KOTOPbIE HaYaau nyTaTb
y>e NX COBPEMEHHWNKM, repLory CTann OTPaKeH!-
€M XapakTepoB — AeNCTBEHHOrO 1 co3epLaTeb-
Horo. MukenaHAXeno «nepenncoiBaeT» TpajnLm-
OHHbI/ TEKCT, 0TKa3aBLUWCb OT OMNCaHNA NMePCOHbI.
Kanenna Meanum — 3T0 N1€KCMKOH CUMBOJIOB BHE
KOHKpeTHON buorpadun. Anneropmyeckue opury-
pbl «YTpa», «Beuepa», «AHa» n «Houn» passopa-
UMBAIOT NACTUYECKMI TEKCT O BPEMEHM, BAaCTH
n beccmepTnm, JONyCKaroLWMA BecUncNeHHble UH-
TepnpeTtauuu, HO He NOAJAIOLLUIACA UCYepnbiBa-
HOLLEMY NMPOUTEHMIO.

[oBOpPA O NEepCOHaNbLHOM CKY/AbNTYPHOM TeKCTe,
HeobXxoANMMO OCTaHOBMTLCA Ha XKaHpe NopTpeTa,
KOTOPbIN GYHKUMOHUPYET Kak bruorpaduyeckmin Hap-
patue. Bepnam puMcKoro ckyabnTypHOro noprpe-
Ta, MPUHLMN 6E3XKaNoCTHOM PpukcaLmm pusnyeckmnx
0ocobeHHOCTeN, NpeBpaLLan NOPTPET B AOKYMEHT,
COXPaHSABLLUUI TENECHYH UAEHTUUYHOCTb YeNoBeka
nocne ero cMepTtu. MopTtpeTbl 3noxm NpoceeLe-
HUs — cBOeobpa3Hble MaHNbEeCTbl YTBEPXKAEHUS
naeanos pasyma v ceobogpl. broctsl N'ysoHa — Bosb-
Tepa, Pycco, PpaHkanHa — XyA0>KeCTBEHHbIe BbICKa-
3blBaHUA N MKOHOrpaduryeckne JOKYMEHTbI, a Tak-
>Ke KOHLeNTya/lbHble BbICKa3blBaHMA O LEHHOCTAX
anoxu. NHTepeceH 3anun3og co cBoeobpasHbiM ne-
penvcbiBaHMEM OAHOTO Takoro TekcTa. B 1776 roay
X.-B. Muranb co3gan cratyto 06HaxEéHHoro BoabTe-
pa (Mapwx, HcTuTyT ®paHuun) n npeacrtaBun cBoé
npowvssegeHne B napumxckom CanoHe. Hatypanunsm,
OT/IMYAIOLLMI 3TO NPOM3BEAEHNE, HE BOCXUTUA 3pU-
Tene. CkynbnTypa, MacTepcky BOCNPOm3BOAsLLas
CTapoe HeMOLLHOe Teno BeAnKoro 76-netHero ou-
nocoda, ctana ob6bekToM HacMeluek. B 1781 roay
l'yAOH nepenuncan 3Ty cTpaHuuy, co3aas «napadpa-
3y» npousBegeHns MNurana. CkynbnTop CKpbl HaroTy
W HemolLLb BosibTepa B LWIMPOKUX CKNagkax obnave-
HWS, NpuaaB eMy obpas aHTM4YHoro dpunocoda. Bo
BCEX CAy4Yasnx CKYAbNTYPHbIA MOPTPET — 3TO OCO-
6blIl1 TEKCT, B KOHTEKCTe H6ONbLIOW TeMbI, packpbl-
BatoLel et NPeAcToOsHWsA Nepes BEYHOCTbIO.

B KoHTeKCTe nccnesoBaHuns ckybNTypbl Kak Tek-
CTa KaBMHeTHaA CKyNbNTypa U MeJiKasi njacTuka
COCTaBAAT 0CO6bIN naacT. Konnekums aHTUYHbIX
TOpCOB B 61MbANOTEKE PEHECCAHCHOIO r'yMaHUCTa,
6pOH30BbIE CTATY3TKM Ha KAMWHHOM MOJIKe apu-
CTOKpaTnyeckoro ocobHska, papdoposble Guryp-
KW KpecTbsiH B cobpaHum meueHata XIX Beka, ca-
Kpa/ibHas Mesikas naactvka B BUAe NyTHbIX MKOH W
CK/1lafjHel — 3TO TEKCTbl O COLMaNbLHOM CTaTyce U
Ky/NIbTYPHOW MAEHTUUYHOCTH, 3CTETUYECKMX NPEAno-
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UYTEHUAX U INYHOM BnarouecTun Bragenoua. Cam
BbIGOP CKYNbNTYPHbIX O6EKTOB ANS JIMYHOTO MPO-
CTPaHCTBaA SIBASETCA BbiCKa3biBaHMeEM O cebe, obpa-
LLEHHBIM K Y3KOMY KpYry NOCBALLEHHBIX 1 obpacTato-
LM CO BpEMEHEM MEePCOHAbHbIMU KOHHOTaLMAMM,
CEMEWNHOWN UCTOPUEN N CIOSMU NAMATK.

Ocobyto CNOXHOCTb MPeACTaBAAET «UNTAEMOCTb»
COBPEMEHHO abCTPAKTHOW CKY/IbATYpPbI. ABTOpPbI
Takux MPOU3BEAEHNN HAMEPEHHO YXOAAT OT MKO-
Horpaduyeckon y3HaBaeMoCTu 1 obpallaroTcs K
NAacTUYECKOMY TEKCTY UncTbix dopm. BpaHky3u,
XenyopT, l'abo, MNeB3Hep NCKNKOUNAUN U3 CBOMX NPO-
N3BeAEHNIN BCE, UTO MOTA0 BbITb MAeHTUULMPOBA-
HO Kak Mumecuc, noaobre peanbHOCTH, CTPEMACH K
naacTM4eckoMy BOMJOLLEHNIO YACTON naen — nna-
CTUKe GopMbl. Pe3ybTaToM CTan TEKCT NpeAesibHOMN
KOHL,ENTYa/lbHOW CNOXHOCTU, JOCTYMHbIA B CBOEN
MaTepuanbHO-NepLEenTUBHOW HEMOCPEACTBEHHOCTY:
Ntobol 3puTent UyBCTBYET PUTM U MAACTUKY — HO
He KaXkAbli CNocobeH npounTaTth eé Kak ¢punocodp-
CKOe BbICKa3blBaHWe 0 NOAHOTE GOPMbl UM TPaHC-
bopmaL MM NpoCTpaHCTBa CPeACTBAMU CKYbMATYPbI.

A. [I>kakoMeTTn n3bpan UHOM NyTb: ero BbITA-
HyTble, 6ecTenecHble Gurypbl’ cosgatoT gpamaTti-
Yeckui TEKCT, CYNTbIBAEMbI Ha YPOBHE TENECHO-
ro paspyLleHus n MeTapuan4eckon TpeBoru. IToT
TeKCT o6paLlaeTca K apxanyeckmm ciosM BOCnpu-
ATUSA, MUHYS UKOHOTpaduueckyo MaeHTUdUKaLmo:
OH He TpebyeT cneLmanbHOW NOArOTOBKM, HO Tpe-
6yeT roTOBHOCTW K BCTPeUe C YesioBeYeckon yas-
BMMOCTbHO.

. Myp co3gan kopnyc 6uomopdHbIx GopmMm, B
KOTOPbIX GUTypbl Ye/0BEYECKOro Tefa — MaTb C
PebEHKOM MAN nexallas — NoCTerneHHo pacTBo-
PAKOTCA B OPraHNYeCKNX COUIeHEeHMAX, Pa3MbIKatoT-
€Sl Ha COCTaBHble YacTu. Ero ckynbnTypbl «4mTatoT-
CA» KaK TeKCTbl O TeJIeCHOCTU, O CBA3M YesioBeKa C
MPVPOAOIA — HO 3TO UTEHUE NMPOUCXOANT B OOXOA
CO3HaHWA, Ha YPOBHE TeNECHOW NaMATU U NepPBUY-
HOro onbiTa GopMbI.

Jo6oii TekcT npeagnonaraeT umtatens, 1 BO-
NpOC O TOM, KTO UMEHHO YMTaeT CKYNbMTYPHbIV TEKCT
M KaK YMTaeT, ABISETCS OAHUM U3 KIHOUEBbIX B TEO-
pyM NaacTMYeckoro UckyccTea. MaHodckuii 3ameTn,
4YTO MOJIHOLEHHOE MKOHOIOTMYECKOE NPOYTEHNE
npousBeseHuns TpebyeT cneLmanbHbIX 3HAHUR, He-
BOCTYMHbIX pagoBoMy 3putento (MaHodckmi, 1999).
O3Hauaet /M 37O, UTO BONBLUNHCTBO NHOAEN UNTAOT
CKYNbMTYpPY «HenpaBuabHO»? OTBET 3aBUCKT OT TOTO,

A Oxakomettu. "Vigywnii yenosek" 1960 r.
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KaKoW YpOBEHb «YTEHUs» cUMUTaTb HEOHXOAMMBIM.
MoceTnTenb xpama, He UMeROLLMIA NCKYCCTBOBEAYE-
CKMX 3HaHWI1, 6e30WNBOYHO CUNTBIBAET CakpasibHYHO
TemMaTuKy — NPUCYTCTBME BbICOKOTO, OCBALLEHHOTO
CMbIC/IA, «4MTaeT» MKOHOorpaduueckyro nporpammy
penbedoB, HO, BO3MOXHO, HE OLLeHUT MacTepCTBa
NAacTMyeckoro petleHus. NMaMaTHYK B ropoje BoC-
NPVHUMAaETCs KaK 3HaK BAacTu 1 oduLManbHON na-
MATW. Takum 06pa3om, «UTeHne» CKybATypPbl NPO-
WCXOANT Ha HECKOJIbKMX MapaiesibHbIX YPOBHSX. Y.
KO Ha3blBaj 3TO «OTKPbITOCTbIO» NMPOU3BEAEHUS:
XYA,0>XXEeCTBEHHbIA TEKCT 0bpaLlaeTcs K YntaTensm
pPa3HOM KOMMETEHTHOCTU U KaXA0My OTKpbIBaeT
CBOW ypoBeHb cMblica (3ko, 2004).

Kpu3nc «umtaemMoct», 0603Ha4MBLLINACA B UC-
KyccTtBe XX Beka, NOCTaBUA NPUHLMMAMANbHBIA BO-
Npoc: ABAAETCA N HEMNPOUUTAHHbIN TEKCT TEKCTOM?
OtBeT JloTMaHa 6bl1 OJHO3HaYHbIM: TEKCT CyLLEeCTBY-
€T He B CO3HaHWW aBTOpa W He B CO3HaHWKN YyuTaTe-
Nf, HO B MPOCTPaAHCTBE MeXAY HUMWU — B akTe KOM-
MyHMKauun (JlotmaH, 1970). Ecan koMMyHMKaLma
He cocTosach, TEKCT He nepecTas CyLecTBOBaTh.
OH npocTo He 6bin NPOYNTaH B A@aHHOM KOHKpeT-
HOM C/lyyae. OTO CHMMAET C XYAOXHWKa OTBETCTBEH-
HOCTb 3@ rapaHTUPOBaHHOE MOHVMaHWE, HO He OC-
BOHOXAaeT OT OTBETCTBEHHOCTM 3a CO3JaHune TeKCTa,
NOTeHLMaNbHO AOCTYMHOrO XOTA 6bl YaCTUYHOMY
NPOYUTEHMIO.

B 3akntoueHmne cnegyet OTMETUTb, UTO CKYAbMTY-
pa BO BCEM MHOroobpasnm CBOUX MCTOPUYECKMX
bopMm ABASETCA NOAHONPABHBIM U CEMaHTUUECKN
6oraTtbiM TEKCTOM, 061agatoLWnmM cneyndurnyeckumm
cBOWCTBaMMW. ITa cneundurka — B eé TpEXMEpPHO-
CTW, CYLLeCTBOBaHWMN B peasibHOM NPOCTPAHCTBE U
BPeMeHMN 1 CNOCOBHOCTN HenocpeCTBEHHO BOB-
nekatb 3puTens B cBoto cpegy. Ckynbntypa aBaseT-
€Sl HOCUTENEM KONIEKTUBHOW NaMsaTh — MEMOpPU-
aNlbHbIM TEKCTOM, YTBEPXKAAIOLMM ONpesenéHHyto
BEPCUIO UCTOPUYECKOro HappaTtuea. B cakpasbHoM
NPOCTPaHCTBE OHa BbICTYNaeT NPOBOAHUKOM MeX-
Ay 4eNoBEeKOM M TPaHCLEHAEHTHbIM — MKOHOrpa-
buryeckMM TEKCTOM, Koanpytowmm BorocioBckoe
coAep>KaHue B BM3yanbHO-MNaacTM4Yeckon popme,
JAOCTYMHOW 3pUTENAM pa3HOro ypoBHs obpaso-
BaHHOCTWU. B kamepHOM, IMYHOM NpPOCTpPaHCTBE
CKY/NbMTypa CTaHOBUTCA buorpadpuyecknm Hap-
pPaTUBOM — TEKCTOM UAEHTUYHOCTM N couMnanb-
HOW NpuHagnexHocTw. MNpuHUMnmnasbHoe CBOMCTBO
CKYJbNTYPHOrO TEKCTa — ero NOANPOHNYHOCTb. B
oTnMume ot BepbanbHOro BblCKa3blBaHUA, CKYb-
nTypa He MOXeT ObITb «NpoYnTaHa» O4HO3HAYHO



M OKOHYATENbHO: KaX/blA HOBbIW 3pUTEb, KaXAbli
HOBbIN UCTOPUYECKMI KOHTEKCT OTKPbIBAET B HEM
HOBble CMbIC/IOBble cnoun. CeMmnoTuyeckas naoT-
HOCTb MJACTUYECKOro NPOU3BEAEHMSs FrapaHTUpPy-
€T ero akTyaJbHOCTb Ha NMPOTAXEHUW CTONETUNA U
ThicAueneTuii. Mbl NPOAOAXKAEM «UMTATb» CKYJb-
nTypbl ®uamns un Mpakcutens, XxoTa HONbLINHCTBO
MKOHOTrpabnUeCcKnx KojoB, B KOTOPbIX OHU BbLIM
HanumcaHbl, JaBHO yTpayeHo, MOTOMY UTO Ha J0-
NKOHOTpadmUeckom, NepLenTMBHOM YPOBHE 3T

npou3BeAeHUs NPOAOAXKAOT FOBOPUTL C HAMMU Ha
A3blke, He Tpebytolem nepesoga. CKybATYPHbIN
TEKCT MPVHLMMAMANbHO OTKPbIT: OH He TpebyeT oT
3puTens cnewumanbHOM NOArOTOBKM A5l TOFO, UTOObI
6bITb BOCMPUHATBIM, HO BO3HarpaXxxAaet noArotos-
NIEHHOTO 3pUTeNs HecpaBHEHHO Bosbluen rnybu-
HOM CMbIC/1a. B 3TOM OTHOLIEHUM CKyAbATYpPa HU-
yeM He OT/AMYaeTCs OT 0HOro BeNKOro TekcTa:
OHa rOBOPUT CO BCEMMU, HO KaXOMY OTKpbIBaeT-
€S MO Mepe ero roTOBHOCTM CAyLIaTh.
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